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Luba Golburt, Ainsley Morse
“Poems of Little Consequence”"

Editors’ Introduction

Yakov (Yan) Abramovich Satunovsky was born in 1913 into a Jewish family
in Ekaterinoslav (later Soviet Dnepropetrovsk and now the Ukrainian city of
Dnipro), in the Russian Empire’s Pale of Settlement. His early childhood coin-
cided with the post-1917 Civil War (particularly protracted in Ukraine, with
multiple warring political factions) and the relatively liberal 1920s. He studied
in Moscow in the early 1930s, acquiring some familiarity with the Construc-
tivist-dominated poetry scene at the time, before returning to Dnepropet-
rovsk, finishing university, getting married, and working for a local newspaper.
Satunovsky’s service in the Red Army began soon after he finished his studies,
with the 1940 Polish campaign (during the period of German-Soviet collab-
oration); he went on to fight the Germans in 1941-1945, serving as an officer
and, after being wounded, as a war correspondent. After the war, Satunovsky’s
family had to leave Dnepropetrovsk, where their home had been destroyed;
they settled in Elektrostal’ outside of Moscow, where Satunovsky worked for
the rest of his life as a chemical engineer. He would subsequently go back
to Dnepropetrovsk a few times to visit. Through his acquaintances in the
semi-official literary scene, Satunovsky worked occasionally as a freelance lit-
erary critic and children’s book author. His poems “for grown-ups” were almost
completely unpublished (even in samizdat and tamizdat) in his lifetime.
Satunovsky’s biographical record is brief and fragmentary. As he writes
in his own laconic “40 years of poems: A short autobiography”: “Besides
what’s in the poems there’s almost nothing to write”.* Aside from a few pub-

1 Satunovskii 2012: 543. Translation by Ainsley Morse and Philip Redko for: Yan Satunovsky,
Prosthesis Factory, ed. and trans. Morse & Redko (World Poetry Books, forthcoming 2027).

2 «Kpome Toro, 4To ecTh B CTMXAX, MMCATh NOYTH YTO Hedero» [4]. - Translation by Morse &
Redko.
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lications in sam- and tamizdat during his lifetime, Satunovsky’s work began
to be published only in the early post-Soviet period, nearly a decade after his
death in 1982. This volume includes previously unpublished materials from
Satunovsky’s archive, curated by Ivan Akhmet'ev; Akhmet'ev also edited the
fullest edition of Satunovsky’s work, which contains more than 1300 poems,
written between 1938 and 1982 (see Satunovskii 2012).3 But even the thick and
relatively definitive 2012 edition does not include everything, and the poems,
though neatly ordered and, for the most part, scrupulously numbered, them-
selves constitute a very fragmentary record. Satunovsky’s practice of writing
them down on notecards and often in “prose” (without clear line breaks) adds
to the confusion.

By way of introduction, we can identify Satunovsky as a lesser-known
major Russian-language poet of the twentieth century. For reasons perhaps
both political and aesthetic, Satunovsky seems to have maintained an image
of insistent ordinariness: with a mixture of affection and puzzlement, his
more bohemian contemporaries in and around the Lianozovo unofficial art
scene describe a typical Soviet engineer in a beige coat and sensible shoes (in
Eduard Limonov’s account, “an older bald guy, kinda simple-looking, with
an accountant’s moustache, carrying a shopping bag”),* a family man with
two daughters. Neither in the poems nor in life was Satunovsky engaged in
myth-making or the cultivation of an image, unless “typical Soviet engineer”
can be perceived as a faintly exaggerated mask intended to ensure self-pres-
ervation. Satunovsky’s poetic practice — which in its frequency and regularity
often recalls a diary - might likewise suggest that he has “nothing to hide”.
Meanwhile, this apparently uninterrupted recording of experience reveals
something still more fragmentary: unresolved mysteries, great chasms of the
unspoken, things passed over in silence.

In keeping with his position as a humble Soviet everyman, Satunovsky’s
poetry takes everyday speech as both its material and its instrument. His
best known “calling card” is a late one-line poem from 1976: «[’1aBHOe MMeTDH
HaxanbCTBO 3HATD, YTO 9TO CTUXM» — in a rather wordier prose rendition, “The

3 For a more detailed history of Satunovsky’s publications, see Akhmet'ev’s contribution to this
volume.

4 Cf.: «Camrup mpusen ¢ co60il KaKoro-To JIBICOTO JIAfIbKY ITPOCTOBATOTO BUJA, C OyXraarep-
CKMMII YCUKaMI, B PyKe ¥ AsAfbKu 6bUIa aBocbka. ITosHakoMbess — 109t STH CaTyHOBCKMID»
(Limonov 1980).
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most important thing is to have the chutzpah to know that this is poetry”
[399].° Vsevolod Nekrasov, a fellow admirer of the poetic possibilities of
seemingly unpoetic, prosaic and simple language, said of Satunovsky: “I can’t
think of anyone else as capable of ‘catching themselves at poetry”.® Of course,
just as Satunovsky is no ordinary diarist, neither Nekrasov nor Satunovsky is
just “catching” snippets of speech at random out of the grim and sooty air of
mid-century Soviet reality. Everyday speech becomes both the impetus and
the foundation for a surprisingly complex and layered poetic system. The
insistence on the everyday and the apparently random reflects a value sys-
tem entirely embedded in overlapping Soviet contexts while wryly registering
political, societal and spiritual dissent.

This volume begins by mapping some of these contexts while moving
toward a reading of Satunovsky on his own terms.” Because he was almost
unpublished during the Soviet period, Satunovsky’s work has had to wait lon-
ger to draw attention from readers and scholars. He has appeared as an occa-
sional side note in scholarship on the post-war unofficial Lianozovo poets;
on war and frontline poetry; on Jewish Soviet poets; on children’s authors.
The articles here turn the spotlight on Satunovsky, asking: how does read-
ing Satunovsky’s work change our ideas about Soviet poetry of World War II
(Barskova)? Jewish poetry in Russian after the Holocaust (Grinberg)? To what
extent does Satunovsky coincide with the concerns and poetic moves of Liano-
zovo poets like Nekrasov, or the “barracks poetry” of Igor’ Kholin and Evg-
eny Kropivnitsky (Davydov)? What does reading Satunovsky in the context
of Constructivism reveal about Constructivism (Kukulin), or about children’s
literature and Soviet literary scholarship (Pavlovets, Morse), or about Soviet
media readership during the Thaw and Stagnation periods (Lipovetsky)?

Rather than analyzing Satunovsky’s work as the sum of all these contexts,
the articles likewise read Satunovsky in a way that mobilizes questions about
the workings of poetry per se. What kind of poetics do we encounter here?
However laconic, Satunovsky’s programmatic statements about poetry invite
comparison with other “poetological” maxims (Oborin); their laconicism in

5 Translation by Morse & Redko. See Ilja Kukuj’s article for an extended discussion of this
monostich.

6 «He 3Hato, KTO eIl Tak yMeeT IOBUTh cebs Ha 1moasun» (Zhuravleva/Nekrasov 1996: 304).

7 The impetus for this volume comes from a conference held at Dartmouth College in May 2024,
“The Gall to Call This Poetry: Yan Satunovsky.” See Sabsai/Yakovenko 2025.
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turn encourages a formalist consideration of the “minimal conditions” needed
for poetry (Kukuj). Satunovsky’s consistent practices and persistent areas of
interest draw serious attention to questions of temporality and biopolitics
in poetry (Golburt), documentary poetics (Lipovetsky), multilingualism
(Morse), and even religious transcendence (Glazova).

It’s no accident that Satunovsky’s work began drawing more concentrated
scholarly and popular attention after Russia’s full-scale invasion of Ukraine
in February 2022, and the subsequent waves of disruption, displacement and
increasing state violence around the world. Here is a poet who writes with
disarming directness about the sordid filth and criminality of war; about
problems of cultural, linguistic and national identity; about the contamina-
tion of intimate language and the private sphere with the official; about the
inescapable loop of traumatic memory and the impossibility of changing one’s
circumstances. Satunovsky is a poet for our time, just as he was a poet of his
time; we hope the articles in this volume illuminate a poet both enriched by
his contexts and transcending them.

Luba Golburt & Ainsley Morse
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00 UCTOYHIMKE TEKCTOB:

Bo Bcex cny4asx, KpoMe OTOBOPEHHBIX OT/IeNIbHO, Ipoussesienns fAna Ca-
TYHOBCKOTO UUTHUPYIOTCS 110 CIEAYIOIEMY U3TaHNIO:

Carynoscknit, SAn: Cmuxu u nposa k cmuxam. AXMeTbeB, VIBaH (cocT.).
Mocksa: BupTyanpHas ranepes, 2012.

[Ipy UUTUPOBAHMM STOTO M3LAHMS B HACTOSAIEM COOPHIKe CTPAHNI[BI 060-
3HAYAIOTCS B TEKCTe [B KBAaJ[PaTHBIX CKOOKax] 0e3 yKa3aHWsI NCTOYHIKA.

About the source of texts:

In all cases, except where otherwise indicated, Yan Satunovsky’s works are
cited from the following edition:

Satunovskii, Ian: Stikhi i proza k stikham. Akhmet'ev, Ivan (Ed.). Moskva:
Virtual'naia galereia, 2012.

When this edition is cited in the present collection, page numbers are indi-
cated in the text [in square brackets] without specifying the source.
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Wnos Kyxyii

ITosTuueckmii cy6crpar SIna CaryHOBCKOTO

Pesrome: B ctathe Ha mpumepe ogHOocTpoKa f.CaryHOBCKOrO «I71aBHOE MMeTh Ha-
Xa/IbCTBO 3HATh, YTO ITO CTUXM» (1976) OCYILECTB/ISETCA MOMbITKA BBIYIEHUTD 00b-
€KTVBHbIE IIPU3HAKU IIO3TUYECKOTO B XyI[O)I(eCTBeHHOﬂ CHUCTEME CaTyHOBCKOI‘O n
OPOCTEUTH 33 UX UCTOYHMKAMU. [Ipy TOMOIIM MIMMaHEHTHOTO aHA/MN3a TEKCTA, €TO
KOHTEKCTyanusalluy B IMO3THM4IeCKoM Kopryce CaTyHOBCKOTO ¥ IPUB/IEYEHNS TeO-
PeTUYeCKIX PasMbILIIEHNIT CAMOTO II09Ta, OCHOBAHHBIX Ha padore b. DiixeHb6ayma
Menoduka pycckozo cmuxa, IOKa3bIBaeTCs 3HaUeHe NHTOHALMN Pa3TOBOPHOIL pedn
B CUICTeMe PYCCKOII 110331y BTOPOII mo/moBuHbl XX Beka, 0OHOB/IEHHOI 1 0OHOBILsIe-
MOJ1 B IIepBY10 o4depefb Omarofaps skcrepuMenTaM CaTyHOBCKOTO M JPYTUX IIO9TOB

«JIMaHO30BCKOW IITKOJTBI».

KnroueBbie cnmoBa: onpeneneHne o33y, MHTOHanm:A, MOHOCTIX, pa3roBopHas pevb,

AHa/IN3 CTUXOTBOPEHUA

[ToBomOM [/1s1 HACTOSALIMX 3aMETOK CTal CeMUHAp IO JIMpUKe IS
CTYHEHTOB MIOHXEHCKOTO VIHCTUTyTa C/IaBsSHCKON (GuUIomorny, Ha KOTO-
POM IPaKTMKOBAJICS METOJ MMMaHEHTHOro aHanmsa Muxanna [acmaposa:
PYKOBOACTBYACh TEXHUKON MENJICHHOTO YTeHMs, CTYHZEeHTbl He MOIIU
NpUB/IEKATh [/ aHaIM3a HUKAKMe CTOPOHHME MCTOYHUKM ¥ JIOTDKHBI
ObUTM OTpaHMYMBATH CeOsI TOBKO TEM, UTO IIPEOCTABIsIET caM TeKCT. J[o
ctuxoB CaTyHOBCKOTO B pesy/bTaTe pedb He [OILIA, HO 3arOTOBJIEHHBII
I/ HUX (M MeHsI CaMoro) BOIIPOC 3Byd4as Obl Tak: €CTb 1M B 3HAMEHUTOM
cruxorBopeHuy CaryHOBCKOro — «[7laBHOe MMeTb HAaXaJbCTBO 3HATB,
9to 9T0 cTuxm» (No 941; [399]) — HeKMit OOBEKTUBHO BbIYIEHSIEMbIIT
HO3TUYECKUII «Ie€H», HAIOLINIT 3HAHUIO O TOM, YTO 3TO CTUXM, IO3UTUBHYIO
WIN JaXke IMO3UTUBUCTCKYI0 OCHOBY? [IpyrMMm coBaMy, MOXKHO JII,
HO/IB3YACh MICKTIOUMTENBHO METORAMV VIMMAHEHTHOTO aHajN3a, JOKas3aTb
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qyyuTaTenio, He uMewmeMy o CaTyHOBCKOM HUKAaKUX IpefBapUTeNbHBIX
3HAHNUII (@ MMEHHO TaKasl CUTyalus CIOKMIACh OBl HA CeMUHApe), YTO 3TO
OEeVICTBUTENBHO CTUXI?

Ha mepBeIit B3IVIsAf, OTBET 3BYYNT OTPUIATENBHO. B TekcTe Ne 941 oTcyT-
CTBYIOT BCe BHeIIHVE (OPMBI CTUXOTBOPEHMs: METP, pudMa 1 BEPTUKAIIb-
HOe YJIeHEHMe TeKCTa. TeopeTHYecKy MOXKHO, pasfeliB CTUXOTBOpEHNE
MHTOHAI[MOHHO Ha TP 4YaCTM, IPEBPATUTD €r0 B aKIeHTHBIN cTuX: «[7IdB-
HOe UMETh / HaXa/IbCTBO 3HATH / UTO ATO cTuXi». CaM 03T JIETKO MOT Obl
CHATD BOIIPOC O IPUPOJie ITOrO TEKCTA, IPUAAB My BEPTUKAIBHYIO (Hop-
My — HampuMep, TaKyio:

I'maBHOE
MMETh HaXaJIbCTBO 3HATb,

YTO 3TO CTUXIN.

OpnHako TaKye MAHUIY/SLUM MOXKHO IIPOM3BECTU (aKTUUECKU C JTI0OBIM
TEKCTOM, ¥ TO, 4T0 CaTyHOBCKMII 3amycan ero (Kak u psj APYIMX CBOUX
CTUXOTBOPEHUIT) B CTPOKY, IPEACTABIACTCS He CIydaiiHbIM. JIMeHHO B
3TOM CTUXOTBOPEHUM OTKa3 OT «pyOaeHON Iposb» Bepiaubpa (cm.: [248])
npuobpeTaeT XapakTep MMO3TUYECKOro MaHmdecra M 3acTapisieT HAC 00-
PaTUTBCS K BEYHOMY BOIIPOCY: UTO TAKOE [033MsI? B yeM 3akmodaercs ee
cybcrpar?

ITox cyGcTpaToM B JaHHOM CIydae MMeETCs B BUAY He JIMHTBUCTIYE-
CKMIl TJIaH HOHATUA KaK «(opMa IPOSABIEHNUS OTHOIICHMII MHTepdepeH-
iy Mexpay sisbikamm» (FOccemep 1987: 196) — Kak IpaBuMiIo, B Ipolecce
KOIOHM3AIUY, — a PrmIocodckuii, Korga cyocTpar 0603HadaeT HefeTuMyIo
OCHOBY, 00eCIIeYNBAIOIIYIO «eUHCTBO BCEro MHOroobpasusi» sisrenuit (Ce-
BQJIBHMKOB 2010). ABTOpP LIUTUPYeMOJ SHIMKJIONEANYECKON CTaTbi OTMe-
YaeT, YTO CYOCTPATHBII MOAXOf, OYy4y pPacIpOCTpaHeH B aHTUYHOCTU U
CpefllHeBeKOBbe, HauMHasA ¢ KoHIa XIX Beka mopsepraercsa B ¢umocodun
KPUTUKE 33 PENYKLMOHU3M, TAK KaK «IIPETEHJYeT Ha TO, YTO MO3HAHME
cybcTpara pasIMYHBIX KOHKPETHBIX BEIell U MPOLECCOB, PACKPBITIE MX
CTPYKTYpBbI ¥ 3aKOHOB MX OTHOLICHWIT IIOJTHOCTBIO OIIPEfe/sieT BCe CBOIL-
CTBa M XapaKTepUCTUKM 00BbeKToB» (TaM xe). He mpereHmys Ha IonHOe
PACKpBITIE CEKPETOB II0ITIYECKOiT KyxHU CaTyHOBCKOIrO, OIpobyeM IIpo-
CIIEUTD, 1) YTO MMEHHO IPOVCXONUT C XY[OXKeCTBEHHON (POpMOil B 9TOM
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TEKCTe; 2) KaK 9TO COOTHOCUTCS C APYTMMM CTUXOTBOpeHmsiMu CaTyHOB-
CKOTO, KOTOpbIe 13-3a OTCYTCTBUS KaK IIEPBUYHBIX, TAK MHOIHA M «BTO-
PUYHBIX MTOTOBBIX MPU3HAKOB» 11093uM (CM. Ne790; [346]) MOXKHO 6BITIO GBI
CYNTATh NPO30IL, U 3) KAKYI0 POJIb 3TO CHILPAno B (HOPMUPOBAHUI TOTO
[IPEeICTAB/IEHNs O PYCCKOSA3BITHON [10931M, KOTOPOE CTIOXKWJIOCH CETOIHS BO
MHOT'OM VIMEHHO 13-3a pedopmupoBanus ctrxa CaTyHOBCKMM B YaCTHOCTH
” 1103TaMit JIMaHO30BCKOI LIKOJBI B L[ETIOM.

PaccmarpuBaemoe cTrxorBopeHre CaTyHOBCKOTO COCTOUT 13 OJfHO-
rO TPEIOKEHNsI U IIOCTPOEHO II0 IPUHIUIY CUHTAKCHYECKON 3KOHO-
MuM. B pomum cumHTaKcm4ecknmx CyOBEKTOB BBICTYNAIOT C/IOBA T/IABHOE
n 910 (06a — He ABIAACH CYLIECTBUTEIBHBIMMU), B PO IPELUKATOB —
KOHCTPYKLMs TMMeTb HAXalbCTBO 3HATH U CybcTaHTuB ‘cTuxu. Bropo-
CTelleHHble YIEHBI INPEMIOKEHNs OTCYTCTBYIOT, TO €CTh Ka)k[joe CI0BO
CTUXOTBOPeHNUSI — [/aBHOe. LIeIbHOCTh NpPEAMKATUBHON KOHCTPYKIMN
‘MMeTh HaXaIbCTBO 3HATH B IJIABHOM IIPEIOKEHNN OOBSACHSIETCS TEM, ITO
‘MMeTb HaXa/JbCTBO — YCTOMYMBOE COYETAHNE, U ITTABHOE — He MMETh
HaXa/JTbCTBO KaK TAKOBOE, a MMETh HaXa/NbCTBO 3HAMb. VI3bsACHUTENbHOE
[PUJATOYHOE [PEeJIOKEHNE PACKPBIBAET CMBIC/I IJIABHOTO HPEIJIOKEHS —
Y10 UMEHHO TTIABHOE 3HATb.

Ba’kHBIM IpefCTaB/IseTCsl BBIOOP IIaroaa 3HaTh — TO €CTb He Y3HATb,
He TIOHSTb, He ONIPefe/INTh 10 PSIy IIPU3HAKOB, a MIMEHHO 06/IafaTh 3HAHN-
eM, IMETb €T0 alpuopu. ITO 3HAHIE He OUeBHU/JHOE I He TIOfpasyMeBaeMoe:
4T06bI 00/1a/jaTh UM, HYXXHO «MMETh HAXaJbCTBO», J 9TO HAXa/IbCTBO —
«rmaBHOe». [Ipy 9TOM coveTaHVe 3HAHMS Y HAXalbCTBA [IPOTUBOPEYUBO:
CI0BO ‘HaXa/bCTBO CoBapb O)KEroBa TONKYET KaK «HAXa/IbHbBIIL HOCTYIOK»
(Osxeros/IllBemoBa 2006: 397), ‘3HATH K€ — IJIArOJI COCTOSHUS, HE UMEK0-
Ui AaKTMBHOTO BEKTOPA 10 OTHOIIEHWIO K affpecaTy Win 0ObeKTy U TeM
CaMBIM He IIPeAINoIaralommii MocTynka. HaxaabcTBOM OKasbIBAETCSI CaMoO

COCTOAHMNE, IPUYEM, IIOAIEPKHEM IIOBTOPHO, UIMETDH €T0 — I‘}IaBHOCl.

1 ®paseomormyecknii cmoBapb TuXOHOBa TaloKe YKasblBaeT Ha COYETAeMOCTH C/IOBAa «Ha-
Xa/IbCTBO» € IJIATO/IAMYI aKTMBHOTO [IeICTBIS, HAIIPABIEHHOrO Ha 00beKT: «C Haxa/JbCTBOM
TOBOPUTD, CMOTPETb 1 T. .» (TuX0HOB 2004: 1, 641). HeMHOrOUNC/IEHHBIE IPYMEPBI UCIIOTb-
30BaHNMA CHHOHMMWYHOTO 000pOTa «MMeTh HArnoCTh», orMedeHHble B HKPA (y obopora
«MMeTb HAaXaJTbCTBO» TONBKO OFHO BXOXZeHMe — 13 CaTyHOBCKOTO), CBUETENbCTBYIOT O
TOM JKe: «VIMeTb HAIJIOCTb cKa3aTb» (B.Ipoccman), «mers HarmocTb HasBaTb» (1O. Tepman),
«IMeTh HAITOCTh, 4TOOBI yTBepxAarh» (M.Menbmnkos). Koncrpykums CaTyHOBCKOTO
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B mpupatouHOM MpefIoXKeHNY HEOZHO3HAYHO YKas3aTelbHOEe MeCTO-
uMeHne 9t1o. Ha 4TO MMEHHO OHO yKasbIBaeT?2 Ha ro, uto amo mpeno-
xeHne — ctuxu? Tor (akT, YTO CTUXOTBOpPEHNUE B COCTABIEHHOM CaMUM
CaTyHOBCKMM KOpIIyCe MMeeT OT/e/NbHbIII HOMep, Ka3aaoch Obl, [JO/DKEH
FOBOPUTH O TOM, YTO CJIOBO DTO” OTHOCUTCS MMEHHO K HeMy. C [ipyroit cTo-
POHBI, CTUXOTBOPEHNE SB/ISIETCS YaCThI0 MO3TUIECKOTO KOMIIIEKCA CTIefYI0-
IMX TOAPsAS TeKCTOB (NeNe 934-947), HammcaHHbIX B Peoocun B Mae-uOHe
1976 rofa. DTOT KOMIUIEKC MOXXHO ObITO ObI Ha3BaTh METATUTEPATYPHBIM,
BO3HMKIINM, BO3MOXKHO, 10 C/IeflaM YTeHM VIHHOKeHTs AHHEHCKOro (ero
UMs IPUCYTCTBYeT B NeNe934, 940 u 944)>: CaTyHOBCKMIT pa3MBIIIIAET O
naysax u MHororounax (Neg34), cunraxcuce n pupmonke (Neg3s), KHurax
(Ne 941) u anexcanzpuHckoM ctuxe (N2947), a B CTUXOTBOpeHUM Neg43 yIo-
HOO/IseT CBOIO I093MI0 MEPECHIIIAHMIO TIeCKa BHYKOM Ha «COMEHOM IIJISDKY»
[399]*. Kpome AHHEHCKOTO, B CTUXOTBOPEHUAX MPUCYTCTBYIOT X/IeGHUKOB
(Ne938) m MasikoBckuit (Ne93g), I'pun (Neg4s) 1 Kopuens (Neg947). Ha atom
¢oHe ecrecTBeHHBI pasMbliieHns: CaTyHOBCKOTO O TOM, YTO MMEHHO CO-
CTaBJIAET CYILIHOCTD ero (M He TOIbKO ero) II093UN.

B 10 >xe BpeMs 3a MHTEPECYIOLUIIM HAC CTUXOTBOPEHMEM CIIELYeT TEeKCT
Neg42 c ToOIt ke JaTMPOBKOII «4 UIOHA 1976, Peomocusd», 4To U Neg41:

W3 ppyseit y MEHA OCTaNNCh IBe-TPU KHUTH,
mauTe

UCYe3a0T

U3 TO/IS 3PEHM .

399]

«VMMETb HaXaJIbCTBO 3HATb», HOH‘{CPKI/IBaIOU.IaH Ka4yeCTBO 3HaHUA, HA 9TOM CbOHe BBIITIAOUT
HEeOObIYHO.

2 CM. aHa/M3 COOTBETCTBYIOLIEro pedepeHTa, a TAKKe BCEr0 CTUXOTBOPEHMS B CTaTbe
JI. O6opuHa B 9TOM HOMeEpe.

3 Tom cruxoTBopenuit u Tpareauit V1. ®. AHHeHCKOro Bbiulen B cepuy «Bubnmoreka mosra» B
1959 TOY.

4  CTuxoTBOpeHMe MOXXHO ObIIO ObI MHTEPIIPETHPOBATh TaK: 0331 CaTyHOBCKOTO B TAHHOM
Cydae — 9TO O0JIeYeHHOE B CI0BA IIOHMMAHME TOTO, YTO JJIsl TOLOBA/IOr0 BHYKA [€pechIa-
HJle TIecKa MOJ0GHO TBOPYECTBY.
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Ecnu IIPpENIIONOXKNUTD, 9TO MEXAY HAIIMCAaHHbIMI B OAVH [J€Hb N9941 n N9942
CYIIECTBYET JIOTMYIECKas CBA3b, €€ MOXKHO 6561710 661 BOCCTAHOBUTD TaK:

I'maBHOe MMeTh HaXa/nbCTBO 3HATh, 4TO 9TO cTuxu: «V3 mpysen y
MeHs OCTAJIUCh JiBe-TPU KHUTY, Ia U T VICUe3aI0T U3 IO/ 3PEHM».

B aToM cryvae ykasaTenbHOE MECTOMMEHNUE 9TO OyfleT OTHOCUTBCA K CTHU-
XoTBOpeHNIo Neg42. TIpyu Bceli HEKOPPEKTHOCTYM TAaKOM MaHMIIYIALMK Ha
[ePBBIl IUIAH 37jeCh BBIXOAUT TO OOIee, YTO €CTh MEX[Y ITUMM JBYMsI
TeKcTaMy 1 0 YeM caM CaTYHOBCKMII B 1964 TORY MICA/T B CTUXOTBOPEHUN

Ne 315:

[...] TToa3us,

onposanparics!

IIposa,

TOKa)ky, YTO ThI He Bepruop.

[159]

OueBMAHO, YTO CTUXOTBOpeHMe Ne942, 3ammcaHHoe B CTpPOKy («VI3 mpy-
3ell y MeHA OCTAJINCh IBe-TPM KHUTH, Ia ¥ Te MCYe3al0T M3 IIOJIA 3peHNUA»),
TIOTHOCTBIO TEPSIET CBON MOITMIECKIIT XapaKTep U MOXKET [IPHOOPECTH ero
BHOBDb JIMIIb B PaMKaX KOHILENTYaIMCTCKOTO MPOEKTa — HaIpuMep, B CO-
cTaBe Kakoro-nmmbo rexcra JIbBa PyOuHinTeliHa, OCHOBHBIM IIPMEMOM KOTO-
POro Kax pas 1 SB/sIeTCs OOHApy)KeHNe IMOITUYECKOTO B TOM, IZie 033U,
Ha IIePBbII1 B3IJIAL, HeT>. MOXXHO CKa3aTh, 4TO CBS3b MexXIy Neg41 um Neg42
peannsoBaHa UMEHHO B CUJTY TOTO, YTO BTOPOJ TEKCT 3allMCAaH KaK CTUXOT-
BOpEHIe, a TIEPBBIT HET; 9TO ellle 6ojlee OTUETINBO MOKA3BIBAET €r0 XapaK-
Tep MO3TIYeCKOro MaHmdecra.

Takoe comocraB/ienne, OfHAKO, yKe BBIXOANT 32 PaMKJ IMMaHEHTHOTO
aHanM3a, IO3TOMY MOJABefileM IpefBapuUTe/lbHble UTOTH, MpeX/e 4eM Ipo-
DO/DKUTh PacCMOTpeHMe MpobeMbl Ha Oojee HLIMPOKOM KOPIyce CTUXO-

5 Kax usBecrno, CaTyHOBCKMII IMCa/l HA KAPTOYKAX, U, OTOOPAB IOAXOMALINE CTUXOTBOPEHIS,
3aIIYICAaHHBIe IIPO30I1, HeTPYIHO OLIIO ObI COCTABUTH YTO-TO HALIOJOOME PYOMHIITEITHOBCKOI
KapTOTeKN. B 5TOM MOXXHO BUJIETb BHYTPEHHIOK CBA3b MEX/Y «PaHHMM» (IMaHO30BCKUM) 1
«KaHOHMYECKMM» (MOCKOBCKMM) KOHIIENITYaIi3MOM, IIpU TOM 4T0 CaTyHOBCKMIT BBICTYIIAeT
npepreyeit o6oux. O cBasu CaryHoBcKoro un Py6unurreiina cM.: CyXOTHH 2009: 1.
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TBOPeHI/HZ. BoickasbiBaHme CaTyHOBCKOI‘O B Ne 941 TIpeNeIbHO KOMHaKTHOé.

IToat He cTaBUT HEpef cOOOIT 3a1a4y FOKA3ATh, YTO «3TO» — CTUXU, a JIUIIb
alle/UIMpyeT K HaXaJIbCTBY allPUOPHOro 3HaHMst 06 atom. [IporpaMmMHOCTD
3TOTO YTBEPXKAEHMs MOJYEePKUBACTCA TeM, YTO 10 GOopMe OHO, B OT/INYNE
OT C/IefyIOIIero 3a HUM CTUXOTBOPEHMS, — Ipo3a, IpuyeM He pybrieHas.
Ho 49TO mo3BO/MsAET CYMTATh LIETMKOM «OIPO3aMBIIYIOCS» I0I3MI0, KaK B
JAaHHOM C/ydae, CTUXOTBOpeHMeM? KoHe4HO, Ba)kKHYI0 pONb 37leChb MUIpa-
eT (aKT KaHPOBOI aTpUOYLUM CAaMMM aBTOPOM, OJHAKO HAC MHTEPECYIOT
MMMaHEHTHbIe IO3TIYeCKUe CBOICTBA TeKCTa (BepHee, BOIPOC O TOM, Cy-
IeCTBYIOT JIM OHM), a He adUpMaTUBHOE YTBep)KJeHNUe aBTOpa, KOTOpoe
YJTaTe/Ib JO/DKEH IPMHMUMATh BO BHMMAaHIE, HO He 0053aH BEpUTDb eMy CJle-
no. O6 «OIacHOCTM» TaKOI Bepbl CBUJIETENbCTBYET CIEAYIOMUIT HelaTIpO-
BaHHBIII 11 He BOIIEALINIT B OCHOBHOIT cBOJ CaTyHOBCKOTO HabPOCOK:

Bor mposa npo 3aBop;
MIOCTYTINJI Ha 3aBOJ,

3HATHBIN KYKypPy30BOJI,
HECMOTps, ITO Ha 3aBOJie
KyKypy3bl HET B 3aBOI€.
[581]

Ecmu B N2g41 akIleHT CTOSI Ha TOM, YTO «9TO CTMXW», TO B JaHHOM CIIy-
Yae MopyepkyuBaeTcs (M B IpsAMOM, IpaduueckoM CMBICTIE, U KalaMOyPHBIM
YIBOEHMEM C/IOBA) IPO3AMYHOCTb TEKCTA: «BOT IPO3a IPO 3a<..>». KoH-
GIUKT aBTOPCKOM JeK/Iapalluy C CaMUM TEKCTOM, OJHAKO, B IIeIOM TOT
JKe — IPO3aNvecKoll AB/IsETCS 3asiBIEHHAs TeMa IIPO 3aBOJ, OXHAKO (op-
Ma OCTaeTCsi Cyrybo CTUXOTBOPHOI. ABTOPCKO€ IOAYEPKIBAHIE B IIEPBOM
CTUXe B M3BECTHOM CMBIC/Ie BBIHY)XK/ICHHOE: OHO MOTMBUpYeT OOpalleHie
K «IIpO3e», BBIEIAS B IIEPBOil CTpOKe (OHETHYECKMil HMalIMHAPOM: [vot
"prozo pra zo'vot]. Tem caMbIM «OIpO3aMBaHue» I0I3NUM, O KOTOPOM IIMIIET

6 [l HeMeLKOA3BIYHOI ayAUTOPUM, KCTATH, TaKas KOMIIAKTHOCTh cama 1o cebe sBIIseTCS
[PU3HAKOM I033Mu: cylecTBuTenbHoe ‘Dichtung’ o3Havaer He TONBKO 1MO93MIO (OT 4ero u
nponcxoput cnoBo ‘Gedichte, cruxn), Ho n (ocoberHo B popme Verdichtung’) ‘yrmoraeHue”
9TO OTYACTY IIPO/IMBAET CBET HA TO, [I0YEMY MMEHHO 11093Ms1 HEMELKOSI3bIYHOrO KOHKPETH3-
Ma [IpOV3Be/Ia TaKOe CIIbHOE BIIeYaT/leHNe Ha MHOIUX aBTOPOB 1960-X IOfOB, pabOTaBIINX
B 9KCIIEPMMEHTaTbHOM Kimiode (cM.: ITaBmoBery 2021).
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CaryHoBcKuit B Ne315, MOXET MIMETb HEeCKOJIbKO M3MepeHMit — Kak ¢op-
MajIbHOe (IIpo3ardecKmil TUII 3aMICH TEKCTA), TaK U COAep)KaTeIbHOe, 000-
3Havallee Iepexof] OT BHICOKMX ITOITUYECKMX TeM K Ipo3e KU3HU (KaK B
CTUXOTBOPEHMN IIPO 3aBOA). B 060MX crry4asx >kaHpoBas aBTOATpUOyLMs
nepdopMaTUBHA, IOCKO/IBKY BCTYIAeT B IIPOTUBOpedne ¢ (OPMOIL TEKCTa.

B TO >xe BpeMs pasMBIIIIEHUA O TOM, YTO H€IaeT U3 IIPO3bl CTUXU, a
U3 CTUXOB IIPO3Y, ObUIN BBISBAHBI CaMOl Mpupoxpoit 3amucy CaTyHOBCKUM
CBOMX TeKCTOB. Kak M3BeCTHO, B 4epHOBMKAX, B OCHOBHOM Ha KapTOYKaX,
CaTyHOBCKMII 3aIlMCBIBAl CTUXOTBOPEHNA IIPO30IL, I HEKOTOpbIe €ro TeK-
CTBI He MMEIOT BepTUKaJIbHOro WwieHeHMs. OcoOeHHO MHTepeceH Cydai
IBYX CTMXOTBOpeHmit n3 nukna «[lamarankn» (B xopmyce CaTyHOBCKOro
Ne 954-955), CO3TaHHBIX He3HAYMTENbHO Mo3xe Neg41. Hyke oHM BoCTipons-
BoziATCA dakcumuie’:

954~5, Uls R "lemsrammn” .
Mpoxaa MIMO maMsTEmRe JEMETpOBY, noxyvedl, a rxe
[onom = W 3T aBr 76

I1.
Bosne wryCa mmemx Kapna Mapwca

CTONT cppeR ISIS roma = S >
CEeHT

OTM CTUXOTBOpeHMsI, 0Opasyolye mapy, CTPYKTYPHO (PaKTUUECKN HUJeH-
TUYHBL: B HUX OTCYTCTBYIOT MeTp M pudMa, 06a COCTOAT U3 ABYX CTPOK U
mecATH naeKcmdeckux emyHnI. OFHAKO IepBOe CTMXOTBOpPEHME 3aIMCAHO
NpO30J1 C KpaCHOI CTPOKH, a BTOpoe — IBYCTUIINEM. I'paHuIia MeXx 1y npo-
3011 1 T033Mel, KaK IPefICTaB/AETCs, IPOeraeT 3[eCh MEX/Y TeKCTaMu, a
He B HUX CaMUX.

Cam CaTyHOBCKHMIT BBICKA3bIBa/ICs 00 3TOil IpobieMe HEOFHOKPATHO,
KaK B CTMXaX, TaK 1 B mpo3e. CaMbIM paHHUM CBUIETETbCTBOM SBJIAETCH,

7 Bmaromapio V1. AXmeTbeBa 3a IIpejOCTaBIEHHOE N300paKeHNe.
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BEPOATHO, CTUXOTBOpeHMe N0315, 3aKaHUYMBAIOLIEECA yXKe IMPOLUTUPOBAH-
HBIM Bblllle IIPU3bIBOM K ONpo3anBaHuio noasuu. Ilpusenem ero reneps ne-
TIMKOM:

VIHTeHCUBHO
u popMyIMpOBaHHO
IyMalo 1/2 yaca B JIeHb:

KOrzia yTpoM bery Ha pabory.

CopepxaHue
MO>KET ObITh 6€CCO3HATEbHBIM.
Co3HaTe/TbHOI

IO/KHA OBITH opMa.

Ha,

HO KaK >XKe TOorja

06e3bsIHBI (KOTOpBIE MAJIIOT)?
OrTBer:

TaK Xe,

KaK COTIOBbU (KOTOpbIE MOI0T).

[Toa3us,
omposanBarics!
IIposa,

JOKa>XU, 4YTO ThI HE Bepm/lﬁp.

9 aszycma 1964
[159]

[Tos3us 3mech pOKAAETCA BHYTPU NPO3BI XKU3HU («KOrma yTpoM 6Oery Ha
paboTy»), BCTymas C Heil B CIOKHbIE OTHOIIEHMs. VIHTepecHa MyHKTyauus
HepBOIl CTPO(dBI: [BOETOUME CTOUT He B KOHIIE €e, UTO jjeano Obl U3 BTO-
poIi cTpodbl coiepykaHMe MBICTIEN TMPUYECKOTO I'eposi, @ B KOHILE TPEThero
CTMXa, BBIJENAA MECTO ¥ BpeMs, B TedeHle KOTOPOTo Tepoil JyMaeT MHTeH-
cuBHO 1 popmynupoBanHo. Co3HaTeNbHOE POPMYNTNPOBAHIE MBIC/IEI TUK-
TyeT MO3TUYECKyIo popmy. BHe Takoil co3HaTENbHOI HOPMBI HU SKUBOIVCH
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006€3bsiH, HU IIEHUE CONOBbSL, IPY BCEll Pas3HULE PE3Y/IbTaToB, HE MOTYT
CunTaThCst UCKyccTBOM. COOTBETCTBEHHO, MOITUYECKOE JOIDKHO 0OpeTaTh
KadeCTBa IIPO3bl Ha YPOBHE (OPMBI CO3HATENIBHO, CTABS TEM CAMbIM IIPO3Y,
CYILIECTBYIOI[YIO B CBOEIT €CTECTBEHHOI (opMe 6eCCO3HATENbHO, IIepes He-
06XO/jIMOCTBIO VICKATh, B YeM 3aK/II0YAETCS ee CYLIHOCTD, YeM OHA OT/IMYa-
€TCsA OT CBOOOHOrO CTUXA.
VHBIMK CTIOBaMU, HE IOSTUYECKUI TEKCT MOMKEH OKa3blBaTh, YTO

OH — CTUXOTBOpEHME, a MPO3audyecKuil, YTO OH — He CTUXOTBOPEHUe.
KoMMmeHTaprueM K 9TOMY MOXXET CIIY)KUTh CIeAyIolee CTUXOTBOPEHME 1965
roga (Ne400), He BK/II04eHHOe CaTyHOBCKUM B OCHOBHOJI KOPITYC:

Korna MHE SaXO‘{eTCHS IIOYUTATh CTUXMU,

s1 6epy JJocToeBckoro,

6epy JIbBa Toncroro.
IIposa — 3TO HEOCO3HAHHASA 033U .

3 dexabps 1965
(514]

[MocmepuaAA cTpoKa TOBOPUT O TOM, YTO JI000e Xy[JO>KeCTBEHHOE CIOBO —
110931, TONBKO CTUXM — II093Us OCO3HAaHHAs, a Ipo3a — HeT. To ecThb
npusbiB: «Iloasns, onposamparica!», ocyllecTBIeHHbI B N2 941, O3HayaeT,
YTO T033UA JODKHA 0CO3HAMb BO3MOXXHOCTb BOCIIO/Ib30BATbCA MPU I03-
TUYECKOI HEOOXOJMMOCTH Mpo3andeckoit popmoii. ToIbKO B 3TOM Caydae
HAXaJIbCTBO 3HAMDY, UTO «3TO» CTUXU, CTAHOBUTCSA ONPABJAHHBIM.

B 9TOM KOHTEKCTe OCOOEHHO HeyHAauHBIM IIPENCTAB/ISETCS Ha3BaHINE
MIOHXEHCKOT0 coOpaHus ctuxorBopenuii CaryHoBckoro «Py6enas mposa»
(CaryHOBCKUII 1994). DTO BBIpaXKeHNe B CTUXOTBOpeHUM 1968 roga (Ne568)
HOCUT MPOHMYECKUIT XapakTep, OTCblIas B aBTOPCKOM KOMMeEHTapum K

8 B KauecTBe KOPOTKOTO, He 005A3aTe/IbHOTO B MHTEPECYIOleM HaC K/Io4e KOMMEHTApUA OTMe-
TuM urpy CaTyHOBCKOTO C BUJJAMI I7IarOJIa: IOTMYHO ObIIO ObI cKasaTh: «Korja MHe XoueTcs
HOYNTATD CTVIX!», OFHAKO II03T BHIOMPAET IVIAr0/l COBEPIIEHHOIO BIUJIA «3aX0UETCS», IEPEBO-
Ji CUTYAIMIO B IIOTEHIMAIbHBI MOTyC Gymylero.
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YHUYVDKUTEIbHON oleHKe BadecnaBom IlomoHckuM cruxorBopeHnii Mas-
KOBCKOTO: «py6eHas mposa — fiBa py6yist CTpOKa»:

Bepnubp — aro py6nenas nposa.
Crpouka — pyOb.

A HaM He IVIATAT HYU KOIMKM

HI 3a TIPO3Y,

HY 32 Bep1uop.

U pudmsl TYT HU IpU 4éM.

Kaxk cnpImHo?

[Tepexoxxy Ha mpuem.

10 anpens 1968
[248]

Cormacuo IlomoHCKOMY, TIPUYMHOI TOro, 4T0 MasKOBCKMil py6ouT CBOIO
po3y, ABIAeTCs PyblIb — TO eCTh He MOITMYECKUil, a cyrybo mposamde-
ckuit MotuB (pybneHas mposa = mposa py6ms). Jns CaTyHOBCKOro Bep-
mubp — Kak pas He pyOneHas Mpo3a, HU B KaKOM CMbIC/e (B TOM 4KCIIe
MaTepuabHOM: «a HaM He IUIATAT HI KOIIeWKI»), ¥ J/Is TOTO YTOOBI CO3AATh
CBOOOJHDBIN CTUX, HEZOCTATOYHO IPOCTO HMOPYOUTDH IIPO3AMUECKUIT TEKCT.
O6 3TOM CBU/IETE/IBCTBYET U CTUXOTBOPeHMe No714:

[lymaere — cBOGORHBIN CTUX
cB0OOIHET HECBOOOIHOT0?
Ilo aToro Hayo ewé gopacTu, —

cnpocute y CaMoiioBa.

9 anpesns 1971
(317]

Ob6paienne k Jlauny CaMOIi/IOBY, 110 BCel BUAUMOCTH, CBSI3AHO C AMCKYC-
cumeit 0 cBOOOJHOM CTHXe Ha CTPAaHMI[AX KypHaIa «Bompocs! mnrepaTyps»,
OIlyOIMKOBAHHOI, IIpaBJa, Mo3gHee, B Ne2 3a 1972 rop. Ilouru 3a mecATb
neT o toro CaTyHOBCKMII B Ba>KHOII JHEBHVMKOBOJ 3alMCY OT 9 OKTAODA
1962 TOfja, BOLIE/IIel BIOCTIEACTBUY B COOpaHie CTUXOTBOPeHNt [617-622],
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PasMBIIIIAET KaK O CTUXOTBOPEHMSAX MasKOBCKOTO, TaK M O CBOMX CO0-
CTBEHHBIX, U JIeIaeT Psifi CYIL[ECTBEHHBIX B MHTEPECYIOI[eM HAC KOHTEKCTe
YMO3aK/IIOYEeHNIA.

KittoueBBIM IOHSTHEM, 32 KOTOPBIM — IIPEIBAPUM 37€Ch BBIBOJ, — CTO-
UT TO, YTO MOXET CYMTATHCS MO3TUIeCKMM cybcrparom CaTyHOBCKOTO,
BBICTYIaeT MHTOHaNMA. CaTyHOBCKMII HOACHSET, YTO MHTOHALMA MasKoB-
CKOTO B €r0 MeTPUIECKUX CTUXAX (B YACTHOCTH, B XOPesAX) — 9TO TOT (PaKT,
4TO Ka)K[0€e ero CI0BO «BBIPYO/IEHO OTAeNbHO» [617]. Peub 3mech, B oTimtme
OT «py06yIeHOI IIPO3bl», UeT 06 0c000I OpraHM3ALUN OITUIECKOTO CUH-
TAKCICa, KOIZIa CBSI3HOCTD BBICKA3bIBAHSI 00eCIIedBaeTCsI He TpaMMaTiyie-
CKVIMU CBSI3SIMU MEX/IY €r0 OT/eIbHBIMM YaCTAMIY, 8 HEOOXOAMMOCTBIO TP
[IPOYTEHNN OHOBPEMEHHO COXPAHUTDH «BBIPYOIEHHOCTb» TEKCTA M CMbIC-
JIOBOE eIMHCTBO BBICKasbIBaHMsA. Ec/iu B MHTOHAI[UM XOpeeB MasKOBCKOTO
MCYe3HeT UX CrenuduuecKas «BbIPYOIEHHOCTb» 1 TOSBUTCS MYIIKMHCKAS
CBSI3BHOCTD, TO CTUXM OCTAHYTCsSI CTUXAMH, HO M3 XOPOLIVX IIPEBPATATCS
B IUIOXUeE, A IIPY ITlepexofie OT Kaaccudeckoro purma (mast CaTyHOBCKOTO
371eCh, HO-BU/JIMOMY, PUTM WJEHTUYEH METPY) K CBOOOZHOMY CTHXY «IIO-
JIy4aTcs He CTUXY (C OYeHb YeTKUM PUTMOM), a pudMOBaHHas Iposar» [617].
Tem cambIM B BepnnOpe MHTOHALMA OCTACTCS €AMHCTBEHHDBIM PeIIaioliM
(haKTOpPOM, OIIpefe/IONINM TOITUIECKIIT XapaKTep TEKCTa.

ITo mbiciy CaTyHOBCKOTO, «/3y4aTh PUTM CTVMXOB OTHENBHO OT MHTOHA-
UM — HOYTK GECIIONe3HOe AeI0»: OTHOIIEHVSI PUTMa M MHTOHAIMM Gop-
MUPYIOTCS «PUTMUKO-CUHTAKCUYECKUMY (GUTypamMim»°’, CyIIeCTBYOMUMU
OT/Ie/IBHO OT COIEPYKAaHNS BBICKa3bIBAHMS: «<M>0XKHO 3aIIICATh PA3INYHbIE
(Hex/IaccMYecKye) CXeMbl ¥ MBIYATh UX IPO cebsl, He 3aIOHsIA CIOBAMM»
[618]. (BcmomHUM cTpoku 13 ctuxotrBopeHus Ne 315: «CopepykaHue / MOXKeT
6prTh GeccosHarenbHbiM. / Co3HaTenpHON / MOMKHA 6BITH (popmar). Ilo-
CKOJIBKY PUTMIYECKIe CXeMbI, O KOTOpbIX muieT CaTyHOBCKUIL, «HEK/Iac-
crdeckye» (TO eCThb He MO, He XOpeil U T. /I.), pedb 3[1eChb UJIeT He CTONIBKO O
CeMaHTUKe MeTpa, KOTOpYIo Mo3fiHee paspabatbisan M.JI. [acmapos, cKomb-

9 «CuHTakcuc, o, cunTakcuc! 1o Benmmkoe feno», — mumer CaTyHOBCKuII TaMm ke, ITO Ie-
PEK/IMKAETCsl C HAYa/IOM CTUXOTBOPeHMs: N 935, HAIMCAHHOIO 3a HECKOJIBKO JiHell 10 «[1aB-
HOe MMeTb HAaXaJIbCTBO 3HATh...»: «Jla, 1M033MA CHHTAKCUC, / HO U HOPSHOK pudMoBKu /
Urpaet HeMasyio posb [...]». CHHTAaKCHC B COYETAaHUM CO CXeMO¥t pudMOBKM (ec/m OHa ecTb)
U o6pasyeT MHTOHALMIO. BOIpoc CTaHOBUTCS C/IOXKHEe, KOIZIA, KaK B MHTEPECYHOLleM Hac
Ne 941, prMOBKI HET.
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KO O IIOMBITKe OOHAPYXXEHMs IIOITMYECKO MHTOHALUMM B TIOOOM TeKCTe,
comepyaieM B cebe pUTMO-MEIOfUIECKOE SIPO.

IonATp, yto CaTyHOBCKMIT MMeeT B BUJAY IOf, MHTOHAIMEN, IOMOra-
eT xHura b.JiixeH6ayma «Mesofjuka pyccKOro JTMPUYEcKOro cTuxar» (1921),
BbILIEAIIAs B 1922 Tofy B cepuu cbopuukos OITOSA3a (Ditxenbaym 1922).
CaryHOBCKMIT 0eIZIo CChUTaeTcsi Ha 3TO M3gaHue (meperspaHue BBILIJIO
NUIIb B 1969 TOAY) B pacCMaTpPUBaeMOl [JHEBHIKOBOI 3aIIMCHL:

[] He CTOUT OprIBaTb pI/ITM oT prI‘I/IX CBOI?’ICTB CTUXa n npm;anaTb eMy
CJIMIIKOM Ba>XHO€ 3HAYE€HIeE.

PI/ITMO-MCHOIU/IK& CTuxa, O6yC}IOBH€HHaH ]/[HTOHaLU/Ieﬁ ", TEM CaMbIM, B 3HA-
YU TEeTbHON CTEeIIeHN, CMHTAaKCCOM (BHpO‘leM, g HeTBepI[O 3HAK0, YTO TaKOe
CI/IHTaKCI/IC) — COBCEM npyroe neno. ITO O4YEeHb Ba>XHO, I/IHTepeCHO, I[OCTYI'I-
HO, HO, K COXKa/IeHNIO, MajIo 13y4eHo. KpoMe OTHOI KHIMKKI 9ﬁer6ayMa
HHNYEero He HpI/IHOMHIO.

[619]

B cBoeit ocHOBe pasmbiinennsi CaTyHOBCKOro u JiixeHOayma HeiCTBU-
TENBHO CXOXU. JiixeHOayM MHUIIET, YTO CTUINCTUKY KOHKPETHOTO CTHXa
OIpefieisieT He PUTM U He QOHETUYEeCKMil CTpoit (pudMbl, anaurepanum
U Opyrye TPOIBI), TaK KaK OHU CBOJCTBEHHBI TIOOOMY CTUXY, U He JIeKCHU-
YeCKUII CTPOIL, TaK KaK OH OIIpefie/igeT XyHOXKeCTBEHHYIO pedb B Iie/IoM (B
TOM 4YJCJIe U IIPO3Y), a Oasupyrolasncs Ha IOITUYECKOM CYHTAKCHCe MHTO-
Hanusa (5-6)', koTopyio OH xapakTepusyeT Kak TMPUYECKYI0 «DOPMAHTY»
(9). CTUXOTBOPHBINI CHHTAKCVUC, CBS3aHHBINI Ha IOPU3OHTAIbHOM ypPOBHE
CO CTPOKOI1, @ Ha BEPTUKAIBHOM — CO CTpodoit, JitxeHOayM CUUTAET Off-
HOBPEMEHHO 1 JeOpMUPOBAaHHBIM, 1 popmoobpasyroum. OH ompererns-
eTCs WICHeHUeM MO3TIYecKol (pasbl B cTpode ¥ PUTMOM, U caM, B CBOIO
ouepelb, OIpefie/isIeT HEIIOBTOPMMOe 3BYYaHMe CTuXa. «/IMeHHO B CMHTaK-
CyCe, pacCMaTpUBaeMOM KaK IOCTpoeHVe (ppa3oBoOil MHTOHALMY, Mbl UMe-
eM J1eno ¢ GaKTOPOM, CBS3BIBAIOLINM SI3bIK C PUTMOM» (6).

OcHOBHOe BHMMaHue JiXeHOAayM yHeIseT NMPUIECKON MHTOHAI[UN
U aHAIM3UPYeET ee «He KaK SBJIeHMe fA3bIKa, a KaK SABJIeHMEe II03TIYECKOTO
ctuis» (8), HoppoOHO pa3bupass B OCHOBHON 4YacTV KHWUIM CUCTEMY MHTO-

10 37ech U fja/lee — CChUIKM B TEKCTe Ha JiixeHO6ayM 1922.
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HUPOBaHUA B CTUXOTBOpeHMAX JKykoBckoro, IlymkuHa, TroTueBa 1 ®erta
u cBofa ee K Menomyke. CXOKMMM, XOTsI, KOHEYHO, HE TaKMMM MaclITab-
HBIMU VICCTefJOBaHMAMY 3aHMManca 1 caM CaTyHOBCKMIL (CM. ero CTaTbio
o crpo¢uke K.UykoBckoro, He BBILIEANIYIO IPYU >KM3HU aBTOpa; CaTyHOB-
CKMIT 1995). B cBoeM cOOCTBEHHOM TBOpPYECTBE, IIOCTPOEHHOM Ha HEKJIACCU-
yeckuX putMmax, CaTyHOBCKUIL, OJHAKO, [jeflaeT CAeAYIOINII 1Iar ¥ CTaBUT
CBOEOOPa3HBIiT IKCIIEPMMEHT: OH PefyLMPYeT (a B pacCMaTpuUBaeMOM HaMU
OIHOCTPOKe N2941 — BBIOpACHIBAET II€TMKOM) BCE IEMEHTBI, OIpefesiio-
mye MO3TUYECKUI TeKCT KaK TaKOBOI — MeTp, pudmy, ctpody, — u, py-
KOBOZICTBYSICb 3HaHMEM TOTO, YTO 3TO CTMXM, AUCTUIMPYET M3 CBOETO
BBICKa3bIBaHNA Ty CAMYIO MHTOHAI[MOHHYI IIEPBOOCHOBY CTHUXA, KOTOpas
He TIOAAeTCs M3YYeHMIO, HO MOXeT ObITbh pOXKZIeHa B >KMBOIT peun. Beeso-
non HexpacoB 0cob6o otrmedan 3Ty cmoco6HOCTh CaTyYHOBCKOTO «IOBUTD
cebss Ha 1093uUM» «JIOBUTCSA CaMblii MUT OCO3HAHWS, BO3HUKAHMS pPedn,
caMa ee IIpUPOJA, U KMUBEI, IOANINHHEN TaKOTO AMKOTO KJIOYKa IIPOCTO HU-
4ero He ObIBaeT — OH cpasy caM cebe ctux» (Hekpacos 1985: 50). B cxoxkem
xmodye Muxaun CyXOTMH IMCalT O TOM, YTO «3aKOHbI BHYTPEHHEN peun
[I03Ta ONpeNeAT KadecTBO cTuxa. BOT u Bcé. A ¢opma Tak 1 CIOXUT-
51, KaK pedb caMa IOfICKaXkeT. TaK CKas3aTh, B CMTy HEOOXORMMOCTHI pedin»
(CyxoTuH 2009: 3—-4). B mepexone oT 1uTepaTypHOro A3bIKa K JIUTEPATyp-
HOJI pe4y, MCIO/b3YIOlell B Ka4eCTBe OCHOBHOTO MaTepuana pedb pasro-
BOPHYI0, — ¥ HAaXO[UTCA OCHOBHAasA TOUYKa IepecedeHNnsa CaTyHOBCKOTO C
moaTamMy JIMaHO30BCKOM INKO/MBI, MX HEMOBTOpPUMAs WMHTOHAIUA, depes
[IOCPeACTBO CaMbIX PasHBIX IO3TOB-«IIOCPeRHUKOB» (I.JIumoHOB, JI.Py-
6uHiTeiiH, M. COKOBHMH 1 [p.) BOIIEAIIasi B OOMXON PYCCKON IT033UN MHO-
cnepHeit TpeTy XX BeKa U ABJAKOWAACA OHONM U3 OCHOBHBIX YepT I1033UM
ITIOCTCOBETCKOTO BPEeMEHI.

ITogBopss MTOr pasMBIIUICHUII O cyOcTpare moarudeckoro cruns Ca-
TYHOBCKOTO, MOXKHO CKa3aTb, YTO TAaKOBBIM SBJIAETCSA VHTOHALMSA BHY-
TPEHHell pedyl MM03Ta, OCO3HAHHOI B CBOEM BepOa/bHOM BBIPa)KEHMM Kak
CTUXOTBOpeHMe. B KauecTBe OCHOBHBIX 3aKOHOB, II0 KOTOPBIM OCYI[eCTBIA-
eTCs1 «OBHEIIHEHMe» 3TONl BHYTPEHHEN peuM, BBICTYNAIOT MUHMMasbHas
dbopma 1 mposamsanys mosTudeckoro. [loaTnyeckas pasa mpercTaBisieT
coboii HeflenMMoOe 1iefioe; ee pa3paboTKa HalpaB/ieHa Ha BbISBIIEHUE B JKI-
BOJI peun MO3TUYECKIX 9TIEMEHTOB, HO He 00513aTe/TbHO TO/DKHA COEPXKATh
nx. Kpurepmem kadecTBa, 0becrieuuBamOIMM YKUTATETbCKOE HOBEpUE MU
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HOHUMAaHUE «HEOOXONVIMOCTU pedn», BBICTYIAeT 3aBEpPIIEHHOCTb M TOY-
HOCTDP BDBICKAa3bIBaHNA, €0 rapaHTOM — (baKTI/ILIeCKI/I BcCerga I/IMeIOH.U/H?ICH
B Ha/IM4YNN HyaHT. CBOCO6pa3HbIM KPIOYKOM, C IIOMOIIPI0O KOTOPOIro UMTa-
TeIb «JIOBUTCA» Ha II033UI0, CTAHOBUTCA Kpaf/lHe CHUJIbHAs SMOIIMMOHAa/IbHA A
BOBJIEYEHHOCTDb TVMPUIECKOTO IepoAa (Kal( IIpaBUJIO, TNPUIECKOTO H) B TEMY
BBICKA3BbIBAHVA MM JIMPUYECKUIT CIOKET. DTy «IOBII0 YUTATENs» HeIb3s
Ha3BaTh MAHUIY/ALMEN: Ha IEPBOM IUIAHE CTOUT HE SMOLMS KaK TaKOBas,
a ee pedyeBOe pellleHMe, COBMeNIaIee B cebe CyOBEKTUBHYI HEHOCpPeN-
CTBEHHOCTb M OOBEKTUBHYIO CHEIAHHOCTb, OCYIIECTBIsIEMYIO Hepdopma-
TUBHO — IIPUEM, KaK IIPaBUJIO, OCTAETCA O6Ha)KeHHbIM. ConepmaTeanaH
n (I)OpMaTIbHaH YaCTb TEKCTa B33]/IMOO6YC)'[OB]'I€HI)I, TIOCKO/IBKY JINIIb TOI'MA

PpeYb MOXET UATU O CTUXOTBOPEHNN:

[...] Mup He ckpumHer
U He IMKHET,
HO cofiep>kaHue K popme
HPUINITHET, KaK TIMCaJT
Uropb lepacumosuy Tepentbes',
BpefIUTENb.
[316]

B3anM000yCc/IOB/IeHHOCTb (OPMBI M COLlEp>KaHNA OIIpefe/seTcs OpMeH-
Talyell Ha pa3rOBOPHYIO, «IIPO3aN4eCcKyI0» pedb, YIVIOTHEHHYIO B MaJIyIo
¢dbopMy CTUXOTBOpeHNs. 3a4acTyI0 YNTaTeIb «3HAaeT», YTO 9TO CTUXM: OHI,
KaK IIPaBUIO, TaK U BBIMIAAAT, M B HUX, XOTb U B peflyLIUPOBAaHHOM BUfE,
HO UCHOB3YIOTCS pUTM U pudma. OHM [ameKo He BCETa SB/SAIOTCA OIIpe-
HeNAIMMMA [ CTPOEHNUA CTUXOTBOPEHMUS, @ CIOBHO IIPOCBEUYMBAIOT
CKBO3b HETO, ABJIAACh CBOCOOPA3HBIMY LIAPHUPAMU, Ha KOTOPBIX JIeP>KUTCA
U BpalllaeTcs No3TnYecKas pedb. Ho B OT/IeIbHBIX CTy4asX — U OJHOCTPOK
Neg41, KOHEYHO, OCTaeTcsA OfHUM M3 CaMbIX pafiIMKaNbHBIX TaKUX Clyda-
eB, — IIpO3au3allyis MMOI3UYM HMOYTHU MIM AOCOMIOTHO TOTANbHA, M B 9TOM
CIy4ae OIpeieNInTb, YTO Iepell HaMM CTUXOTBOPEHMeE, MO>KHO TOTbKO B TOM
clrydae, eC/IM 9TO 3HATb.

11 B xunre «KpyueHbIX rpanmmosapb». — Ipumey. A. CamyHosckozo.
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Kak mpuxoput aro sHaHne — u k komy? Benp ¢pasa «[maBHOe 1MeTh
HAXa/IbCTBO 3HATh, YTO 3TO CTUXM» He COAEPXXUT MHGOPMALUN O TOM,
KOMY MMEHHO TTTaBHOE ¥IMEeTh 3TO HAaXalabCTBO, U af[peCcOBaHa IOITOM KaK
camoMy cebe (B Xofie BHYTpeHHell peunm), TaK U YUTaTem0 (B BUAE OCy-
IIeCTBICHHOTO BBICKa3bIBaHMA). [I714 103Ta 9TO B MEPBYIO OYepesib BOIPOC
HO9TUYECKOI caMoufieHTHUKauuu. I/ duTaTesNs, MMEIOIIEero fIefio TOMb-
KO C 9TUM TEKCTOM, — HUCK/TIOYUTETbHO BOIIPOC JOBEPUs; UMMAHEHTHBII
aHanm3 TyT 6eCCUIeH, U [JIs IIPOBEPKY MOITHYeCKOro (akTa (ecn TakoBas
10 KaKMM-T60 IpUYMHAM >KelaTe/IbHa) HeoOXOMMO IIpUBJIedeH e KOpITy-
ca IPYTUX TEKCTOB I03Ta ¥ OCO3HAHME VX VMCKITIOYNTETLHOTO MeCTa B I103-
TMYEeCKOM KaHOHE PYCCKOA3BIYHON moas3unu XX Beka. B obmeit mosTnyeckoit
crcrteme CaTyHOBCKOTO TEKCT N2 941 — cBOeoOpasHblil «epHblil KBajpar»,
CTYILEHHBIII B O[HY IIpo3andecKyo ppasy moatudeckuit Manugect. IToato-
MY Ha BOIPOC O NO3THYeCKOM cybcTpaTe CaTyHOBCKOTO MOXKHO OBIIO ObI
OTBETUTb U TaK: OH — B OJHOM 3TOM CTUXOTBOPEHUM, U MBI JO/KHbI OBITH
6maropmapael kak CaTyHOBCKOMY, TaK ¥ JpyrMM moaTaM JImaHO30BCKOI
IIKOJIBI 33 TO, YTO OHY MIME/V HaXa/lIbCTBO 9TO 3HATh.
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Ilya Kukulin

Torn Consciousness: Ilya Selvinsky, Yan Satunovsky and
Uncensored Literature as a Deconstruction of the Soviet
‘Covenant with History’

Abstract: This article examines the correspondence between Yan Satunovsky and Ilya
Selvinsky, a rare example of systematic and long-term contact between a represen-
tative of uncensored poetry and a major, established Soviet poet (though Selvinsky
sometimes wrote ‘for the desk drawer’ works that were unacceptable to Soviet cen-
sorship). While Selvinsky responded generally favourably to Satunovsky’s children’s
poems, he reviewed the latter’s adult poems (now considered classics of uncensored
Russian-language literature) negatively and wrote that they demonstrated a “dis-
integrated consciousness” (literally: “torn consciousness”). This article clarifies the
context and significance of this formulation, which was important to the polemical
strategy of literary Constructivism, the movement that Selvinsky headed in the 1920s.
Furthermore, the unexpected clash between Selvinsky and Satunovsky demon-
strates the incompatibility of two versions of Soviet modernist poetry: teleological
and anti-teleological. The former was fundamental to poetry that adhered to official

aesthetic and political guidelines, the latter to uncensored poetry.

Keywords: Soviet literary Constructivism, uncensored poetry, literary generations,
crisis of the Soviet utopian project

1. Ilya Selvinsky and the young poets of the “Thaw’

Compared to other poets who came to the forefront of Russian literature in
the 1910s-1920s, Ilya Selvinsky (1899-1968) was perhaps most committed to
mentoring young poets. He ran a literary studio, taught at the Gorky Literary
Institute, a unique institution designed to train professional Soviet writers,
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and in 1939-1940 created an association of young Moscow poets who sought
to combine modernist aesthetics with communist belief in its Stalinist variant:
the Brigade of Poets at the Goslitizdat literary consultancy (Kukulin 2025). As
far as we can tell, Selvinsky was highly respected among literary youth in the
1930s. Nevertheless, immediately after the end of World War II, Selvinsky’s
relationship with his former students (David Samoilov, Boris Slutsky) began
rapidly to dissolve. In the 1950s, Selvinsky was losing the battle for influence
on the minds of the younger generation of poets to Boris Pasternak, whom he
had admired for many years and at the same time perceived as a rival. (Later,
during the ‘Pasternak affair’, Selvinsky attacked his former friend in the press,
which led him to catastrophic reputational loss.)"

Selvinsky’s failure is recounted in Lev Losev’s memoir Meander, which
describes a January 1956 trip to Moscow by three young Leningrad poets
(Leonid Vinogradov, Mikhail Eremin, and Aleksei Lifshits, later known as
Lev Losev), who became central figures of the so-called ‘Philological school
and, more broadly, of uncensored Russian-language poetry. They visited Boris
Pasternak and Ilya Selvinsky in turn. Pasternak received the poets but refused
to read or listen to either their poems or those of their friend Vladimir Ufliand,
and instead spoke to them for more than two hours about his views on Soviet
history and contemporary Soviet literature and cinema. Selvinsky, on the
other hand, asked them to read poems and particularly singled out Lifshits.
Still, the conversation with him disappointed the Leningrad guests: «Brriina
U3 JIaBPYIIMHCKOTO [OMa, MbI COLUIMCh BO MHeHWM, 4T0 CelbBUHCKUI
Heymen» (Losev 2010: 249). Losev emphasizes that he held Selvinsky’s poems
of the 1920s in high regard even in his mature years, but he believed that
Selvinsky later lost his ability to think independently under the influence of
the Soviet regime: «Ilorennuanbao CebBMHCKMIT MOT CTaTh KeM-TO BpOfie

1 The Pasternak Affair was a campaign of fierce persecution of Boris Pasternak (1890-1960)
in the Soviet press and attacks in speeches by literary and party officials. It followed the
publication of Pasternak’s novel Doctor Zhivago in Italy (1957) and Pasternak’s award of the
Nobel Prize for Literature (1958). According to Kirill Koval'dzhi memoirs, Selvinsky came to
the dying Pasternak in 1960, begged his forgiveness on his knees, and was forgiven. However,
if this is true, this event was known to a rather narrow circle of people (Koval'dzhi, Kirill:

“Eshche o Selvinskom”, https://web.archive.org/web/20211112184150/https://www.vilavi.ru/
raz/alisa/4.shtml, 16.02.2025).

2 “Leaving the house at Lavrushinsky lane, we agreed that Selvinsky was unintelligent”. Unless

otherwise indicated, the translations are mine. - I. K.


https://web.archive.org/web/20211112184150/https://www.vilavi.ru/raz/alisa/4.shtml
https://web.archive.org/web/20211112184150/https://www.vilavi.ru/raz/alisa/4.shtml
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Bpexra, Ho He cTan HudeM. OH ZyMas, 4TO ero CAABIMBAET U HeceT MOTYYMil
[OTOK MICTOPYM, @ €r0, KaK ¥ MHOTHX JPYTUX, IPOCTO HPUAABVIIN U PACTEPIIN
KMp30BbIM carorom» > (Ibid.: 248-249).

Losev’s memoir demonstrates that for authors of uncensored poetry,
which in the 1950s was gradually turning into an autonomous subfield of lit-
erature,* the figure of Ilya Selvinsky was both attractive and disappointing.
In this article I show that both the desire to gain Selvinsky’s approval and the
disappointment in him were manifestations of general trends in the evolution
of Russian poetry, and not just a fact of the personal biographies of Eremin,
Vinogradov, and Losev. A similar path was travelled by Satunovsky, an author
different from the young poets of the ‘Philological school” in both generational
self-definition and aesthetic orientation.

A common reason for this disillusionment could be the political and aes-
thetic position of Selvinsky, who in the 1950s was perceived as a much greater
conformist than Pasternak — and more than Selvinsky himself had been in
the 1920s with his striking experiments. However, in my opinion, this was
far from being just the “capitulation” that Losev frankly wrote about. Back
in the 1920s, when Selvinsky made his major poetic discoveries, he devel-
oped - in collaboration with other Constructivists — his own conception of
poetry, which he would defend throughout his life. It was this conception that
prevented him from understanding not only the individual authors of the
new, independent post-Stalin Soviet culture, but this culture as a whole, and
this refusal to understand was reciprocated by his younger interlocutors. The
purpose of this article is to analyze this mutual misunderstanding through
one particular example.

2. Yan Satunovsky and Ilya Selvinsky: a failed dialogue

Satunovsky’s relations with the Constructivists in general and Selvinsky in
particular have been the subject of special studies by Oleg Burkov (2012) and
Kirill Korchagin (2021). In his biographical essay on Satunovsky, Burkov writes

3 “Potentially Selvinsky could have become something like Brecht, but he became nothing. He
thought that he was squeezed and carried by the mighty stream of history, but he, like many
others, was simply pressed down and crushed with a kirza [army] boot”.

4  For more on this formation, see: Kukulin 2019.
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that in the late 1930s Satunovsky asked his brother Piotr, who lived in Moscow,
to show his poems to Selvinsky. Selvinsky, who was considered a maitre at the
time, assessed Satunovsky’s works with some skepticism. However, it seems
that Satunovsky’s association with Selvinsky dates to a much earlier time,
when he might have participated in some activities of the Literary Center of
Constructivists (LTsK), which Selvinsky headed in 1924-1930. On October 21,
1966, Satunovsky wrote the poem “Pomniu LTsK - literaturnyi tsentr konstruk-
tivistov...” (“I remember LCC - the literary center of the Constructivists...”;
[201]), from which Burkov assumed that during his studies in Moscow in the
late 1920s, the young Satunovsky was close to the ‘konstromoltsy’ (Construc-
tivist Youth members), who gathered in the literary studio of Krasnoe stu-
denchestvo (Red Studenthood) under the leadership of Selvinsky.

An important piece of indirect evidence can supplement this assump-
tion. In his poems and commentaries, Satunovsky repeatedly mentions the
poets Georgy Obolduev and Ivan Pul’kin, with whom he was well acquainted.
In 1930, Satunovsky and Obolduev went to Vladimir Mayakovsky’s funeral
together, and Satunovsky mentions this in one of the versions of his poem “Ia
byl iz tekh, zatertykh v tolpe..” (“I was among those pressed in the crowd..”;
[719]). Obolduev and Pul’kin were members of the Union of the Approxi-
mately Equal (Soiuz Priblizite]'no Ravnykh), an informal group that emerged
within the Literary Center of Constructivists but was opposed to its program.
In correspondence between the Union’s most influential member, Ivan Akse-
nov, and the LTsK leadership, Aksenov argues that he is not engaged in any
“factional activity”, is not the leader of a group, and that the group has not
really been properly established (the leaders of the Constructivists, apparently
taking their cue from the All-Union Communist Party (Bolsheviks), did not
tolerate any organized dissent within the movement).” Nevertheless, poems
by the Union’s participants have been preserved in the archive of the “kon-
stromolets” Valentin Portugalov and published in a small print run only in
2013 (Isaeva 2013).

The general aesthetic principles of the Union of the Approximately
Equal have been discussed very little in critical literature because this group
remained “invisible” to researchers for many decades. Now we know that the
Union apparently had a consistent, if not fully articulated, aesthetic program,

5 Seeletters about the Union of the Approximately Equal published in: Aksenov 2008, vol. 2.
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which indeed polemicized with the program of Selvinsky and the LTsK ideo-
logue Kornelii Zelinsky. It is also clear that the group’s participants did not
appear to understand at the time of its inception (in 1929) just how radical
their opposition to the LTsK program was. Satunovsky’s poetry, meanwhile,
shows clear traces of dialogue with Obolduev and Pul'kin. I will return to this
in more detail later.

Satunovsky corresponded with Selvinsky in the 1940s-1960s. Apparently,
the initiative in this communication came solely from the younger poet, Sat-
unovsky. In May 1966, Satunovsky sent Selvinsky his ‘adult’ poems; before
that he had sent only his works for children, which Selvinsky had praised.
To the new letter, Selvinsky reacted unexpectedly nervously. He started the
letter with the words “Dear Comrade Satunovsky, as if to a stranger, while
in previous letters he addressed him “Dear Yakov Abramovich” Further
Selvinsky wrote: «Cruxu Baum Ipou3BOAST CTPAaHHOE BIleYaTIeHue. B Hux
HECOMHEHHO [I03TIYeCKOe YyBCTBO, HO OHJ O4eHb CTabbI B CMbIC/IE €MHCTBA
conep>kanns. MHe kaxeTcst, 6yTO B HUX — PasopBaHHOCTb CO3HaHMsD» ® (cit.
after Burkov 2012).

Despite its brevity, Selvinsky’s response is very important. It recalls his
statements of the 1920s: Selvinsky reacted as if he had met a very old, long-for-
gotten opponent. In 1926-27, Selvinsky wrote a novella in verse, Zapiski poéta
(Notes of a Poet), tull of thinly-veiled (or not veiled at all, and very personal
and overtly biased) commentary about the literary life of Moscow at the time.
Its hero, the young modernist poet Eugene Ney, comes to Moscow to make his
name and to find new writing friends, and soon falls in with the Constructiv-
ists, headed by the Chairman (in this character Selvinsky portrayed himself in
a very complimentary way). In his monologue, the Chairman accuses Ney of
making his poem too “decentralized”, lacking a semantic center.

Ho rpe >xe koHTpons? Het koHTpOsA. AGCypp,.

[...] Bot 3pech 1 3anmokeH Bam MuHYyc. Bee mpeBocxopHo:

6  “Your poems make a strange impression. There is undoubtedly a poetic feeling in them, but
they are very weak in the sense of unity of content. It seems to me as if there were a disinte-
grated <literally, “torn”. - I. K.> consciousness in them”. Oleg Burkov cites the document from
Piotr Satunovsky’s (the younger brother of Yan Satunovsky) archive.
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Putmuka, pudmuka, 06pasHbIil UKOHOCTAC,

Ho B 1jeiom <Baira> 6aniaga — pasposHeHHOE MUPO3JaHbe,
W TOIt HEBUAMMOI TOYKH, BOKPYT KOTOPOI

Moria 6bI OpPraHM30BaTbCS CUCTEMA, — HET.

MmuTte ee — 3Ty TOUKy. B Heli-To Bce feno.

(Sel'vinskii 1928: 41)

But where’s the control? There is no control. It’s absurd.

[...] Here’s where your minus lies. Everything is excellent:
The rhythmics, the rhyme scheme, the figurative iconostasis,
But as a whole <your> ballad is a disjointed universe,

And the one invisible point around which

A system could be organized - does not exist.

Look for that point. That’s what it’s all about.

The reproach of a lack of “unity of content” against Satunovsky strongly echoes

the Chairmanss criticism. The very expression “razorvannost’ soznaniia” (“dis-
integration of consciousness”) or, more precisely, “razorvannoe soznanie’
(“disintegrated consciousness”) is taken from the first manifesto of the Liter-
ary Center of Constructivists, “Znaem” (“We Know”), which was included in

their 1924 joint collection Mena vsekh (Swap Everybody). Judging by the style,
the authors of the following passage were Selvinsky and Cornelius (Kornelii)
Zelinsky.

>

T'ubmas Teopus «pasoOpBaHHOIO CO3HAHMUsI» U YOIIONDBILL €€ — TEOPUsI «CMe-
IIeHNs [IAHOB», PACTIMB JIETKOBEPHBIX MOJTUKOB, YCYTYOMIN B HUX BO-
JleBOe THIEHIE; B pe3y/bTaTe aljeHTPUIECKUX KPOIIeB U OILOJI3Heil pas3Bal
PYCCKOIT TI093UM JOCTUT HeOBIBAIBIX PasMepOB. 98 % HBIHEIIHNX IIPOM3Be-
IEHMIT MOXKHO YUTATh BKPUBb 1 BKOCh. DTOT pacmaj IPeBPaTul COBpEMEH-
HBIX [I09TOB B CIIELIOB Y3KOil KBaIMUKALH, CYIOLIX MAHAATH I TATEHTH
Ha: 3BYK, pUTM, 006pas, 3ayMb U T. Ji. 6€30THOCUTENIBHO K LIE/IOMY.
(Zelinsky/Chicherin/Selvinsky 1924: 8)

The pernicious theory of “torn consciousness” and its bastard child, the the-
ory of “shifting planes”, corrupted the gullible little poets and aggravated the

rotting of their will; as a result of these acentric crumblings and landslides, the
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collapse of Russian poetry has reached unprecedented proportions. 98 % of the
present works can be read this way or that <without any difference>. This dis-
integration has turned contemporary poets into narrowly qualified specialists,
proffering mandates and patents on: sound, rhythm, imagery, zaum, etc., with
no regard for the whole.

The Constructivists did not name their opponents, the authors of the ‘perni-
cious theories, but their names are easy to reconstruct. “Disintegrated Con-
sciousness” is the title of a 1919 article by Nikolai Punin, which states:

Fp0Ma11Haﬂ 3acnyra IIOJ/IMHHOTO «d[')yTypI/I(SMa» B TOM, 4YTO OH CI[BI/IHYII
¢dopmy — cosHaHme. Pa3bu, pasnomas, pasopBaj, BBIBEPHYII, BBILYOINT,
BbIMEPIJI, CHOBa CTaBUJIL, JIOMAaJI 1 pBal. [] Bot IIo4eMy MEpNIOM NOAJINH-
HO PEBOIOLMOHHOIO MCKYCCTBA OCTAa€TCA U MO CUX IIOP — «pa30pBaHHOE
CO3HaHNE”.

(Punin 1919)

The tremendous merit of genuine “futurism” is that it shifted form - conscious-
ness. It shattered, broke, tore apart, twisted, blew, measured, placed again,
broke and tore. [...] This is why “disintegrated consciousness” still remains

the measure of truly revolutionary art.”

7 Punin himself probably took this term from the Russian translation of Hegel’s Phenom-
enology of Spirit: «[...] MCTHMHHBI AyX eCTb eIMHCTBO abGCOMIOTHO pasfiefIbHOTO; OH
HauMHAET CYLIeCTBOBATh O/1arofapst CBOGOHOI AeiiCTBUTENIBHOCTI TUX KPAilHIX YIEHOB,
JINLIEHHBIX CAMOCTY, B Ka4yeCTBe X LeHTpa. [...] YecTHOe co3HaHme 1) GepeT KaXk/blit
MOMEHT, KaK IPeOBIBAIOLIYIO CYLIeCTBEHHOCTD, I G€3MbICTIEHHO He 3HAET, YTO OHO Jie/laeT
Kak pas o6parHoe. Ho pasopBaHHOe cO3HaHUe 2) eCTh CO3HAHUE HPEBPALEHNS, U [JaXKe
npeBpaleHnst abCOMOTHOTO0; B HeM FOCIIOCTBYET IIOHSTIE, CBSA3bIBAIOLEE MBIC/I, KOTOPbIE
CJIMIIKOM CYIBHO OTHA/IIOTCS OT YECTHOCTH, 11 IOTOMY €T SI3BIK SIB/IIETCSI OCTPOYMHBIM»
(Gegel’ 1913: 237-238); German original: ,Der wahre Geist [...] ist eben diese Einheit der
absolut Getrennten, und zwar kommt er eben durch die freie Wirklichkeit dieser selbstlosen
Extreme selbst als ihre Mitte zur Existenz. [...] Das ehrliche Bewuftsein 1) nimmt jedes
Moment als eine bleibende Wesenheit und ist die ungebildete Gedankenlosigkeit nicht zu
wissen, dafd es eben so das Verkehrte tut. Das zerrissene BewufStsein 2) aber ist das Bewuf3t-
sein der Verkehrung, und zwar der absoluten Verkehrung; der Begriff ist das Herrschende
in jhm, der die Gedanken zusammenbringt, welche der Ehrlichkeit weit auseinanderliegen,
und dessen Sprache daher geistreich ist» (Hegel 1907: 339).
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The Constructivist term “shifting planes” seems to have been most asso-
ciated with the Formalists in the 1920s (although it was not coined by them).
In this sense, the authors of “We Know?”, for all their biases, were historically
accurate: Punin, who studied under Heinrich Wolftlin (Murray 2012: 273), can
be considered one of the methodological predecessors of Russian Formal-
ism. In his memoir, Punin wrote about the cultural situation in 1915: «Teopun
elile He POAVINCH, X0Ts BukTop LIkmoBckumit n 661 ¢ HaMu, 3TOT 6€3yMHBbIIL,
HEYKPOTMMBII, TOTJja €lle COBCEM BECENbINl Ye/lOBEK, He YCIEBIUMII elle
npunymath Gpopmanuctos»® (Punin 2018: 79). The term “shifting planes”
appears, for example, in Tynianov’s 1921 article “Dostoevskii i Gogol”: k teorii
parodii” (“Dostoevsky and Gogol (Towards a Theory of Parody)”; Tynianov
1977 (1921): 201). Soon after Tynianov, the term was picked up by Boris Pil-
niak, who gained great fame in 1922 after the publication of his novel Golyi
god (The Naked Year), his first major prose work about the revolution of 1917.
«PeBomonust 3aCTaBIIa pasopBaTh B IoBecTH (abyry, 3acTaBU/Ia IIUCATD 110
npuHIMIY ,,cMemenns mianos“»® (Pilniak 1922: 294), Pilniak wrote, explain-
ing his novel.

Nikolai Berdyaev in Krizis iskusstva (The Crisis of Art, 1918) called the aes-
thetics of “shifting planes” the main sin of the Futurists. By “planes” Berdyaev
meant not the material elements of the text, but metaphysical levels of being.
Yet, the argumentation of the Constructivists in the “accusatory” section of
their manifesto is unexpectedly close to Berdyaev’s. The philosopher wrote:

OTpuraHye MOTYCTOPOHHETO — ONVH Y3 IIYHKTOB (yTypPUCTUYECKOI IIPO-
rpaMmbl. [[09TOMYy OHM OTpaXkaioT NUILIb IIPOLECC PA3NOKeHUs B (usn-
4eCcKOM IUIaHe. B CBoeM TBOpYECTBe OHM BOCIPUHUMAIOT IUIIb OCKOIKU
" KJIOYbA CTapOﬁ[ IIJIOTU MI/IPa, OTPa)KaIOT CMEIICHMA IIVIAHOB, HE Belad
CMBICTIa TIPOVCXOJSIIETO.

(Berdiaev 1918: 14)

8  “The theories had not yet been born, although Viktor Shklovsky was with us, this mad, in-
domitable, back then still quite cheerful man who had not yet had time to invent the Formal-
ists”

9 “The revolution forced me to break the story’s fabula, forced me to write according to the
principle of ‘shifting planes™
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The denial of the transcendental is one of the points of the Futurist program.
This is why they reflect only the process of decomposition in the physical plane.
In their work they perceive only fragments and shreds of the old flesh of the
world, reflect the shifting of planes, without knowing the meaning of what is
happening.

In the second half of the 1920s, the relations between the Constructivists and
the LEFists became increasingly conflicted, and with the Formalists, con-
versely, more closely aligned. With the Formalists of the younger generation
(Lydia Ginzburg, Boris Bukhshtab, and others), the Constructivists even
planned to publish a joint literary and philological almanac in the late 1920s
(Savitskii 2008: 23). But what is more important for our purposes is not the
specific addressees of the polemic, but the counterargument that the authors
of “We Know” put forward: art should reintegrate the consciousness of mod-
ern man, including in the political sense. For this purpose, Formalists’ “exter-
nal motivations” (Victor Shklovsky’s term) should be replaced by consciously
constructed internal connections.

In other words, Selvinsky recognized in Satunovsky’s mature poetry a
return of the aesthetics he had once opposed with fellow Constructivists.
While he correctly identified Satunovsky’s poetics as opposing his own, he
missed the essence of this opposition. To analyze this disagreement, one
must briefly trace the origins of literary Constructivism and why Satunovsky
opposed it, even as he maintained correspondence with Selvinsky into the
1960s.

3. Reasons for Satunovsky’s interest in Selvinsky: the phenomenology of
speech

The basic aesthetic and ideological ideas of the Constructivist manifestos are
well known to literary historians. The Constructivists declared their main
tasks to be:

10 The aesthetic association between “shifting planes” and explaining the composition only by
“external motivations” (according to Shklovsky) becomes clear from Tsiv'ian 2010: 151-163.
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1. comprehension of the processes of modernization, poetic analysis of the
interaction between man and technology necessary to bring the proletariat
closer to “modern high technology and the whole developed system of cul-
tural superstructures”'! (Sel'vinskii/Inber/Zelinskii et al. 1925: 9);

2. theintroduction of “non-poetic” elements into poems, such as tables, quo-
tations from documents etc.;

3. increasing role of the plot in verse in contrast to its weakening in the work
of the Futurists;

4. theso-called “gruzofikatsiia” (“loadification’, a term invented by Zelinsky),
i.e. maximizing the semantic “load” (gruz) on each of the semantic ele-
ments of the poem;

5. constructing a poem on the basis of the so-called “localizing device”
(“lokal’nyi priem”), i.e. consciously subordinating all levels of the poem,
especially metaphor, to its main topic;

6. the development of a special verse structure — “taktovik” (“beat verse”) 2.

Alongside these declared aesthetic discoveries, the central figures of the Con-
structivist movement promoted another principle — not so much aesthetic as
anthropological: the poetic features were intended to help intelligent readers
develop personal loyalty to the Bolshevik regime, recognizing its flaws while
accepting its historical necessity. However, the movement’s declared princi-
ples were not explicitly tied to political loyalty. This tension made Construc-
tivism internally contradictory from the beginning. Its “dissidents” included
Alexei N. Chicherin (see Griibel 1987) and Ivan Aksenov (both crucial to the
movement’s early formation), as well as Georgy Obolduev.

11 «<K> coBpeMeHHOIl BBICOKOIl TeXHUK<e> M BCel Pa3BUTOI CUCTeM<e> KyIbTYPHBIX
HaJICTPOEK».

12 The Constructivists were talking about the peculiarity of their verse already in the early
1920s, but the term “taktovik” was substantiated by Alexander Kviatkovsky only in 1928. In
Kviatkovsky’s understanding, it was not only a new meter, but also a specific manner of dec-
lamation characteristic of the Futurists and Constructivists. “Beats”, in Kviatkovsky’s inter-
pretation, are isochronous (equal in reading time), regardless of the number of syllables they
contain (see, for example: Kviatkovskii 1929; Kviatkovskii 1966). The term “taktovik” was
often used in studies of poetry of the 1920s-1960s (by Vladimir Piast, Georgy Shengeli, Ilya
Selvinsky), but only at the turn of the 1960s and 1970s did Mikhail Gasparov give it a formal
definition which did not involve the criterion of “declamation” (Gasparov 1968).
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Another principle that was important for all Constructivists (including
Chicherin and Obolduev, and to a lesser extent Aksenov) is a poetic phenom-
enology of speech, or a poetic version of skaz, i.e. a written imitation of oral
speech with all its irregularities and ellipses. Selvinsky stylized his poems as
Sinti and Roma songs and incorporated ‘phonetic reproductions’ of the voice
play of an agitated singer. Other poems were similarly stylized as the narra-
tives of criminals; Selvinsky used the slang of the Odesa gangs, and grammat-
ical constructions characteristic of Odesa Jews, which were being canonized
around this time in Babel’s stories about the robber Benia Krik. Consider the
following examples from “Tsyganskii val's na gitare” (“Gypsy waltz on guitar”,
1922), and “Motke-Malkhamoves” (1924):

«Mmbl-n1blit MO-11 — He? cepAibca:
He tebe Moé ropuko?e cepppliie —
B neMm fIra HaBapuIbIIa ¢ IepbI?LIeM ATBIIbI
YéprIHy?1o IeHy moOBM».

[...]

Ax, HHOYb-y1? CoHanbl. IIpox?majpiga
31ech B ajUieriesix 3arajoxme?ro Capl. ..
VI BOHOCKUTCSI TONMKO CTOH? (9C) TUT-Tapapapsl
Taparnu?Ha
Taparnna
Tan...
(Sel'vinskii 1972: 66)'

“My de-de-dear one - don't? be angry:
My bit-ter-er heart is not for you -
In it Baba Ya-ga has brewed with spi?-i-ce a poi-poi-son
The bla-a?-ck foam of love...”

Ah, ni-ights? Drea-eamy. Cool?-ool-ness

Here in the alle-eys of an overgro?-own gar-den...

13 The question mark in Selvinsky’s early poems was used not only in its usual function, but also
to indicate a raising of the voice, “es” — a pause, a meaningful omission of a syllable.
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And only the mo-oans (es) of a gui-ta-ar carry...
Taratin?na
Tara-tina

Tan...

IMonyaca Hasaj — ycuky HadaOpeHsl,

ITo ropny py64ux, o6 r1as niTHo —

Ow, Kax Bpofe 6amabyc, obomén Gpabpuky,
Oul.. A sHamenutap un Ogacc OIaTHOIL. ..

(Ibid.)

Half an hour ago - with waxed mustache,

A fresh scar on his throat, a dark spot round his eye -
Like a balabus™ he walked around the factory,

He! The znameniter’® gangster of Odesa.

This interest in the ‘phenomenology of speech’ was typical of Selvinsky from
his youth. The first two stanzas of another 1922 poem, “Vor” (“The Thief”)
was likewise based on criminal slang (in my rough translation, I have tried
to convey the degree of its lexical “transgressiveness”, reminiscent of modern
English-language rap):

Beimen Ha apamna. Kaxaet 6ypxyii.
A 10 my3y — 3omoroit 6ambep.
«Mycpio, CKOTbKM BpeMsi?» — JIerko mopgXoxy. ..

[1333b13b 1IpoMesx porul.. — u amba.

Tonbko Xx0Ten 6bII0 CHATD YaChl —
Upbsa-to mmapa munut: «Ilecras».
S1, mOHATHO, Xofa. 3a TIOK. 3a BECHI.
A MMUIPTOHOB — YepTOBa CTasl.
(Ibid.: 62)

14 “Balabus” (or “balebos”) - “master”, “boss”, or “owner” (Yiddish).
15 The word “znameniter” is a Yiddish-influenced pronunciation of the Russian word “zname-
nityi” (“famous” or “notorious”).
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Went out on the prowl. A bourgeois walks by.

And on his belly - a golden ticker.

“Monsieur, what’s the time?” - I approach him easy...
Dzzzyzz between the horns!.. and it’s curtains.

Just as I wanted to snatch his watch -

Someone’s broad hisses: ‘Cops coming!’

I'm off, naturally. Behind cover. Behind the scales.
And the blues - a whole damn pack.

This perception of everyday speech can be called phenomenological: Selvinsky
draws attention to the features of oral pronunciation that distinguish spoken
utterance or singing from the implied literary norm, sharpening these features
but not treating them as characteristic of the lower classes, as was typical of
many writers of the 1920s. Behind this depiction of speech exoticism, there is
no implied apologia for speakers of the ‘other’ sociolect, as was the case with
other writers of the 1920s who used storytelling to make the ‘common people’
visible and significant in literature. What Selvinsky demonstrates is the speech
that emerges in culturally hybrid communities (Roma or Jewish) or specific
subcultures like that of urban criminals.

This poetic innovation was apparently of great interest to Satunovsky as
well. Even in his early works written during the Second World War, he gro-
tesquely exaggerated features of both spoken and internal speech:

. JICTAT
U pa3BOpaYMBaAIOTCA

Meccepa.

pas-
BO-
pauMBaOTCA. ..
Kcn,
bu, xu, ey,
omera!
ITtuakm nerar,

IIOCMOTpPU HAJIEBO, —



36 Ilya Kukulin

¢sIpcs,
IBIPCD,
dbopTuHOpac,
6parupl,

Hac 60MOIATH!

(«B mepmop, HACTYIUIEHUSL. . .», 1943; [24])

.. flying
and flying back again
the messerers.
And
fly-
ing-
back again...
Xi,
phi, chi, psi,
omegal!
Birds flying,
look left, —
bam,
crash,
fortinbras,
guys,
them bombs are aimed at us!
(“During the attack...”, 1943)1®

This poem both depicts and ironically parodies the speech of a soldier stunned
by sudden enemy bombing. The series of short Greek letters — “Xi, phi, chi,
psi, omega!” — conveys the soldier’s intense emotions through clipped excla-
mations, or perhaps simply the meaningless cries of soldiers running from
their truck to roadside cover. The poem’s ending turns on linguistic ambiguity:
‘bombliat” means “they are bombing us” in Ukrainian, suggesting either that
Satunovsky, who grew up in Ukraine, unconsciously switches to this language
in moments of danger, or that he is “quoting” a Ukrainian soldier riding in the

16 Iam very grateful to Ainsley Morse for her translation made for this article.
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same truck. Yet ‘bombliat” also resembles the obscene Russian word ‘bliad”,
which literally means “prostitute” but functions in colloquial Russian as an
emotionally charged filler or intensifier between words and phrases. Like
Selvinsky’s poem, Satunovsky’s work employs a skaz-like recreation of every-
day speech - illogical, fragmented, and profanity-laden. The crucial differ-
ence is that Satunovsky’s narrator, who closely resembles the author himself,
includes himself among those he parodies.

The question of why this ‘phenomenology of speech’ interested Satunovsky
merits separate analysis, which I will return to shortly. First, however, it is
important to discuss what, by contrast, distanced Satunovsky from Selvinsky
and the Constructivists in general.

4. Deconstruction of teleologically predetermined unity

For most Soviet poets of the post-revolutionary generation, the horizon for
understanding reality was the teleological dimension of history. They wrote
poetry from the position of those who had made a religious covenant — as with
God - with history, aimed at the achievement of communism. Modernity, or
more precisely, the revolutionary transformation of society, was perceived by
many as a trial that condemned some to lifelong excommunication from the
future, while requiring others to change and become new people. This idea of
man’s place in history was reflected most deeply and consistently in the literary
and political program of the Constructivists (Gol'dstein 1997; Kukulin 2014).

From the outset, the Constructivists’ guiding principle was the ‘whole-
ness’ of the work, opposing the ‘discontinuity’ of Cubism, Cubo-Futurism, and
modernism in general. In the manifesto “We Know” they wrote:

Konctpykumsa cocrout u3 yacreit, Hamu HasaHHbIX KOHCTPYSMAMIL.
[...] xaxmas kOHCTpVaMa — 3aKOH4YeHHas GopMa, IpuHecias cebs B XKepT-
BY CTOMKOCTM II€/I0T0.

Konctpyamer 6piBator: ITTABHBIE, BCIIOMOTATEJIBHBIE u OPHAMEH-
TAJIbHBIE.

ITTABHAS xoHcTpysmMa — 3ajjaHle; B AveiiKe ee HAXOAUTCA MaTKa

KOHCTPYKLUI.
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[...] TTABHAS unu MATVICTPAJIBHA I KOHCTPY3MA, B 3aBUCUMOCTI
OT XapaKTepa OPTaHN3YeMOrO, OIIPefie/isieT CTPOIL BCelt KOHCTPYKUMUIL [...]
MATUCTPAJIb (sappo OyxHyllelr MaTKy) BINSeT Ha YHENbHBIN Bec
ocTanbHbIX. KOHCTpyKLMA fepKutcs Ha yrnope B Hee. CIBUT ee M3MEHSAET
CTPOJi KOHCTPYKIIMNA.

(Zelinskii/Chicherin/Sel'vinskii 1924: 8)

A [verbal] construction is made up of parts, which we call CONSTRUEMES.
[...] each construeme is a complete form that has sacrificed itself to the stabil-
ity of the whole.

Construemes are: PRIMARY, SUPPORTING and ORNAMENTAL.

The PRIMARY construeme is the task; its cell contains the womb of the con-
struction.

[...] The PRIMARY or MAIN CONSTRUEME, depending on the nature
of what is being organized, determines the structure of the whole construc-
tion. [...] The MAIN (the core of the swelling womb) influences the specific
weight of the others. The construction is held together by its support. Shifting
it changes the structure of the construction.

This wholeness of the work was perceived by the Constructivists — above all by
Zelinsky and Selvinsky - as a representation of the unity of the human person-
ality reassembled after the modernist “torn (disintegrated) consciousness” and,
moreover, as a tool for creating such unity. Let us recall that the authors of “We
Know” reproached contemporary poets with “rotting of the will” (“volevoe
gnienie”). In the opinion of the Constructivists, expressed in this and subse-
quent manifestos, art should re-integrate the consciousness of modern man.
In this appeal to ‘wholeness, the Constructivists, and Zelinsky in partic-
ular, drew on the theories of the philosopher and social activist Alexander
Bogdanov, who sought to synthesize Marxism, Nietzscheanism, and neo-pos-
itivism in his work. In his articles of the 1920s, Zelinsky regularly referred to
Bogdanov, while adding the ritual accusations against him following his fall
from political grace. Bogdanov had been the object of aggressive criticism in
Lenin’s book Materializm i émpiriokritsitsizm (Materialism and Empirocriti-
cism, 1909), and in general Lenin regarded Bogdanov’s philosophical activities
very negatively. However, Bogdanov’s influence on Zelinsky appears signif-
icant, however the latter was mostly conforming to the demands of Soviet
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censorship and the atmosphere of political intolerance created in late-1920s
Soviet literature by RAPP authors.

Like other major thinkers of the early twentieth century including Edmund
Husserl, Henri Bergson, and William James, Bogdanov believed that the unity
of the human self was an illusion, that the self was a complex of sensations,
and therefore had to be constantly reintegrated. In his view, the liberation of
the subject in the absence of a permanent self is the realization of personal
will as a ‘projection’ of the inexorable laws of history discovered by Marx and
Engels. A supra-personal historical teleology embodied in the concrete sub-
ject is what resists the pressure of rigid, inert society".

The Constructivists sought to present the teleological wholeness of the
individual (called for by Bogdanov) as the necessary condition of the Russian
intellectual who wanted to remain faithful to the revolutionary cause. The
Constructivists understood literary creativity as a kind of integral social-psy-
chological technology for the transformation of the self. In their polemics with
the Futurists, Selvinsky and Zelinsky insisted that the Futurists did not suffi-
ciently meet the requirements of the Soviet era, since they were only capable
of destroying the ‘old’ culture. It was the Constructivists who could and should
accomplish the task of synthesizing a new aesthetics.

The Constructivists understood this new aesthetics as teleologically ori-
ented. All the elements of a poem - the construemes — were to be subordi-
nated to the main task of the poem just as all the elements of the psyche were
to be subordinated to a single political task. However, in the case of both the
poem and psychic life, the Constructivists were talking about assembling ini-
tially heterogeneous elements into the force field’ of a unified end - a concept
of the human they appear to have learned from Bogdanov.

The Constructivists were not unique in this understanding of literature,
but they were the most consistent and self-reflexive representatives of Soviet
literature in its formative stage. Soviet literature, and especially Soviet poetry,
was based on the idea of the teleological self. The starting point of self-con-
sciousness in Soviet poetry was the author’s ‘covenant with history, which
had to be established before the author could begin to create a work. Any poet
who accepted the Soviet rules of the game saw him- or herself as existing in
the conditions of the a priori meaningful course of history, which opened the

17 See for example: Bogdanov 1905.
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road to the future: the goals of the individual had to coincide with the goal of
world history.

The Constructivists saw violence as the most important tool for remaking
the self and society. They adhered to a system of beliefs that the anthropolo-
gist James Scott called “high modernism’, an attitude that presumes that soci-
ety can be radically changed for the better according to a preconceived plan
involving violence carried out and/or supported by a specially trained elite
(Scott 1998: 87-102).'® From a Constructivist perspective, such a remaking of
society could be dramatic or even tragic, but necessary and inevitable. The
belief in progress gave all events in history a kind of “ideological surplus value”
- these events were signs of progress or of resistance to it. In the Constructivist
view of things, the state should allow intellectuals individual cooperation and
individual interpretation of both progress itself and its contradictions.

In Soviet poetry, and more broadly in Soviet literature, several versions of
the ‘covenant with history” were possible. These versions can be conditionally
divided into two groups. The egalitarian version of the covenant assumed that
its subject was the ‘proletariat’ or the ‘people’ — a broad social community in
which each person was equal to others and could be replaced by another. The
Constructivists developed in detail a different, intellectual and elitist version
of the covenant: the aesthetics they proposed promoted not the mass but the
individual cultivation of the subjects of the covenant, who in this case were
allies of the Bolshevik Party, critically-minded and at the same time prepared
to self-censor. This aesthetic drew on modernist experiments and became the
basis for the poetry of the moderate oppositional intelligentsia of the post-war
period: Yevgeny Yevtushenko, Andrei Voznesensky, Robert Rozhdestvensky,
and to a certain extent Bella Akhmadulina (Kukulin 2025).

As mentioned, members of the Union of the Approximately Equal resisted
the teleological program of the LTsK. Common features of Obolduev’s and
Pul'kin’s poems from the late 1920s include unusual rhythms (frequent com-
binations of elements of free verse and rhymed tonic verse), ironic use of lists
and enumerations, and an orientation toward maximally intense yet simul-
taneously analytical experience of the present moment."” For Pul’kin, this

18 On Lenin’s vision of Bolshevism as an exemplar of high modernism: Scott 1998: 147-179.
19 Aksenov, at the time of the Union’s creation, was publishing as a critic and translator of po-
etry but was not publishing original poems - at least, none are currently known.
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“present moment” is almost always a moment of passionate attraction to a
woman. One suspects that the enormous quantity of erotic poems in Pul'kin’s
legacy was determined not by Pul'kin’s own amorous activities, but by the way
erotic experience serves him as a kind of model for falling out of teleologi-
cal time. Similarly, Pul'kin’s unfinished long poem “S.S.S.R (Inventarizatsiia s
primechaniiami)” (“U.S.S.R. (Inventory with Notes)”, 1930-1931), apparently
inspired by Obolduev’s experiments in style and verse, depicts not so much
the “construction of communism” as urban everyday life, the simultaneity of
diverse processes unfolding before an enthusiastic observer’s eyes. Thus, not
only Obolduev, who was critical of the Soviet regime from the very beginning,
but also Pul’kin, who until his arrest in 1934 evinced deep political loyalty,
undermined the Constructivist idea of a ‘covenant with history’.?

Beginning with his first mature poem in 1938, “U chasovogo ia sprosil...”
(“T asked the guard...”), Satunovsky consistently and quite consciously decon-
structed the aesthetics of the intellectual and individual ‘covenant with history’
formed in Constructivism.

Y 4acoBOro A CIpOCHUIL:
CKa)KITe, MOKHO XO[UTb I10 TIOTUHE?
— Wauth! — oTBETUI 9acOBOI

1 CITIOHYTI 3a IIepuIa.

CHAB mAIy,

S TIOTIIeT

10 IJIOTUHE,
OBEeSIHHOM CIaBOIA,
¢ neBoro bepera

Ha IIpaBblit,

20 Pul'kin was arrested on February 2, 1934, on charges of “homosexuality” (and spent a year
in the camps before being released), but — as Ivan Akhmet'ev aptly notes - shortly before
this, Georgy Obolduev and the poet Sergei Bobrov (1889-1971), who, like Aksenov, had in-
fluenced Obolduev and Pul’kin (in the pre-revolutionary period, Bobrov and Aksenov were
friends and members of the Futurist group “Centrifuge”), had been arrested on political
charges (Pul’kin 2018: 569). It is possible that the arrest of all these poets was part of a single
NKVD campaign to “uproot” authors who might participate in underground literary gather-
ings after the organization of the Writers’ Union in 1934.
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1 CTaTbIO U3 KOHCTI/ITYLU/II/I IIpo4ernl.

Tak BoT oH, [IHenpocTpoit.

S Buxy

CUIMBOJI OBEIIIeCTBIEHHOTO TPY/a,
a TIOJI0 MHOJI CTOUT BOJjA

C OJTHOII CTOPOHBI BBIIIIE,

C IpyTOJi CTOPOHBI HVDKE.

Cenmabpo 1938, 3anoposove

(7]

T asked the guard:

Sir, can I walk out on the dam?
“Go ahead!” replied the guard
and spat over the handrail.

Taking off my hat,

1 walked

out onto the dam,

wreathed in glory,

from the left bank

to the right

and recited an article from the Constitution.

So here it is, the Dnipro Dam.

I see

a symbol of materialized labor,
while below me there is water,

higher on one side,

lower on the other.

September 1938, Zaporizhhia®

21 Translation by Ainsley Morse and Philip Redko. Perhaps this entire poem is a polemic with
a fragment from Selvinsky’s novella in verse Notes of a Poet: «XyecTKas moliednHa BeTpa
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For Satunovsky’s protagonist, the Dnipro Dam (Dneproges) is not a symbol
of progress, but only of “materialized labor”. This term of Marxist political
economy is used here to reduce pathos. The man walking along the dam
has taken off his hat, either out of reverence for the building or to prevent
it from being blown away by the river wind. He does not feel that he is part
of the team that built Dnipro Dam but is trying to rethink the relationship
between himself and the object he perceives as an image of official
propaganda, which is why he views the dam with a respectful but slightly
distancing gaze.

Satunovsky needed to deconstruct the ‘covenant with history’ in order to
overcome the violence that underpinned the Soviet project, to refuse to see
this violence as teleologically necessary. The rejection of violence in Satun-
ovsky’s poems is accompanied by a rejection of the teleological understand-
ing of progress. Satunovsky’s subject exists in history in a different way than
the subject of loyal Soviet poetry: each of Satunovsky’s poems records the
trajectory of an illumination.?* This insight allows everyday experience to
be deconstructed and revisited as a transcendence of familiar scenarios and
cause-and-effect relationships. In other words, Satunovsky’s poems embody a
momentary restructuring of consciousness that allows one to suspend every-
day human existence and everyday language use, to see them from the outside,
to free oneself from them.

civbna ¢ MeHs Ay, / VI Ta, 3a4epriHyB BOJbI, IIOIUTA Ha II0TVHY. / TyT 5 3aMeTnI, 4to
HaX0XYych y pekn, / Kyna yBepeHHO I1araiu XpioKaromiue raomm. / Mou yiMHHbIe BOOCHI
M KpacHblit rajicTyk 6oremsl / ITocbinanu eit npoanpusiit npuset. Ho 51, / Haxnmo6yuns Ha
I7Ia3HUIIBI MPAYHYIO IUIAITY METAaHXOMNY, / VI TAXKKO ONMpasch Ha YePHYIO TPOCTb TOCKM, /
Bsomren Ha MocT...» (Selvinskii 1928: 17; “The stinging slap of the wind knocked my hat
off, / And it, scooping up water, headed toward the dam. / Then I noticed that I was by
the river, / Where my grunting galoshes were confidently striding. / My long hair and the
red bohemian tie / Were sending it a farewell greeting. But I, / Pulling down over my eye
sockets the gloomy hat of melancholy, / And heavily leaning on the black cane of anguish, /
Ascended the bridge..”). Selvinsky replaces Evgenii Ney, a neurasthenic character, with an
autobiographical stoic character who does not succumb to the ideological hypnosis even of
such a structure as the Dnipro Dam.

22 I would use Walter Benjamin’s term “profane illumination” (profane Erleuchtung), but this
would require a critique of the epistemological implication of Benjamin’s work for surreal-
ism, which is beyond the scope of this paper. See in detail: Benjamin 2005: 209. For more on
Benjamin and illumination in Satunovsky, see Anna Glazova’s contribution to this volume.
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Selvinsky recognized something disruptive or disjointed in Satunovsky’s
poetry, but he misunderstood the nature of that disruption. When Punin
wrote about “torn consciousness” in 1919, he was talking about the experi-
ments of Velimir Khlebnikov. Selvinsky lacked the analytical tools to distin-
guish Khlebnikov’s “torn consciousness” from Satunovsky’s anti-teleological
aesthetics. Selvinsky sensed that Satunovsky’s poems polemicized with the
cause he had served all his life but did not understand how this polemic was
set up. Selvinsky recognized Satunovsky’s poetics as anti-teleological and
based on the reproduction of spoken language and the montage of short frag-
ments and therefore associated it with futurism. However, Satunovsky’s poetry
was not based on a futuristic analysis of language, but on a post-avant-garde -
and post-utopian - analysis of everyday consciousness.

Let us now turn to the question of why Satunovsky remained interested in
Selvinsky’s work for so long, and what he continued to see as a kinship between
their approaches to poetry. The “phenomenology of speech’, as practiced by
both Selvinsky and his opponents within Constructivism, can be understood
in two profoundly interrelated ways. First, the consistent portrayal of different
types and manners of speech could form the basis for a ‘panoramic’ depiction
of a vast and diverse country. As with skaz prose narrative, this diversity of
represented speech stems from a sense of wonder at the variety of thought and
expression that spilled into the public sphere during World War I and the Rus-
sian Civil War. It also reflects a desire to present this diversity as constitutive
of a new unity around a new grand narrative, or mainline (magistral’), to use
the Constructivist term. Selvinsky used his cult of linguistic hypercompetence
for this very purpose.

Secondly, the ‘phenomenological, defamiliarizing depiction of oral and
literary speech can be understood as a demonstration of a consciousness
not subordinated to ideology or any other grand narrative, but striving to
coordinate different discourses with each other or living at the intersection of
incompatible, contrasting discourses. This was the position held by Obolduev
and shared in part by Ivan Aksenov, whose view of history was teleological
only during the revolution. It can also be seen in Satunovsky’s work. Aksenov
had written montage poems even before the revolution, which depicted the
coexistence of incommensurable discursive movements in the consciousness
of one subject, according to the principle of montage:
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[...] Tme aTo cepasaTCs TypHUKU?
CKOJIbKO MOPIIVH B 9TOI1 y/bIOKe!
A GaleHHbIe TayKu

[IleBensaT pobKO

MenoBoit MUIBII TYHD JJ1s JTYHBI

ITposABnATD 1M Temepb 3TOT HEraTUB?
HEM3BEXXHO!

HOTOMY 4TO TO/IBKO BO3[[yX Obl/Ia IeCHA
(HecMoTps Ha COBEpIIEHHO HEBBIHOCUMYIO MaHepy OTe/Ib-
HOJI IIPUCTTYTY OTBOPATD, B OTCYTCTBUY, OKHA B Y/IUILY)
Het! Het! Het! He mo3mHO
W BecTb ele pOXKNUT.
W He 6yneT Tebe HMKAKOTO caxapa
IToxa He yOepyT, He YTONKYT TPYT
PacTonTanHbIe BOMHOV Ha/I 3eMJ/Ieil 03MMU
JKanookonnoe
O ropecrHoit forne,
O kanndore,
O kanpudore
besrpaanne Ha rope.

V He BUAHO HM KPalo, HM OTAbIXA [...]
(«MroHxeH», peBpanb 1914; Aksenov 2022: 44-45)

[...] Where do these horizontal bars get angry?
How many wrinkles in this smile!
And tower-dwelling spiders
Timidly stir
A chalky dear kite-hawk for the moon
Should this negative be developed now?

INEVITABLE!

because the song was only air
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(Despite the completely unbearable manner of hotel ser-
vants opening windows to the street in one’s absence)
No!No!No! Not too late
And the news still trembles.
And you’ll get no sugar at all
Until they clear away, until they pound down the tinder
Winter crops trampled by war above the earth
Window-lament
About the sorrowful fate,
About rosin,
About honeysuckle
Holy-Grail-lessness on the mountain.

And no end or rest in sight [...]
(“Munich”, February 1914)

By juxtaposing contrasting fragments from different discourses and adding
individualized but somewhat ironically employed religious metaphors, Akse-
nov aimed primarily at analyzing and (as would be said much later) decon-
structing social conventions. Aksenov needed this deconstruction to expose
the commonplaces of language and thought characteristic of the emerging
mass society; this inclination toward exposure was characteristic of radical
avant-garde authors (e.g., Dadaists and Surrealists). In post-revolutionary
society, the analysis of everyday speech or deconstruction of common sense
acquired existential significance. Such practices allowed authors of uncen-
sored poetry to resist the propaganda-imposed uniform worldview, which
was far more powerful and systematized than the various competing forms of
bourgeois doxa in pre-revolutionary society. In other words, in Soviet society,
the defamiliarization of everyday speech and thought became a means of indi-
vidual resistance and reconstruction of personal dignity. Probably the first to
follow this path in Russian-language poetry was Obolduev. Satunovsky took
the next step. His poems subject his own consciousness to this analysis — con-
sciousness as something alien, traumatized, and already inured to everything.
Therefore, Satunovsky’s poems directly include himself in the picture of soci-
ety that they defamiliarize.
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Conclusion

Satunovsky’s sophisticated irony, intellectualism and use of the grotesque can
be partially traced back to Selvinsky’s poetics, but Satunovsky used the same
elements for very different purposes. Only in 1966, after receiving Selvinsky’s
letter, did Satunovsky realize how different their tasks in poetry were. This
realization was part of a larger-scale process: around this time, Satunovsky,
who had recently retired, began to take stock of his own life. On May 6, shortly
before he received the letter from Selvinsky, Satunovsky wrote the poem
“Prishel rybak...” (“The Fisherman Came...”), in which he ironically and at
the same time very seriously deconstructs the Soviet ideology of historical
progress and de facto announces — above all to himself - its final collapse.

Jpyr Moit, )eJle3Hblil OCUK,

MUPHO p>KaBeeT Ha 6ase.

B Bosgyxe ecTb amoBuTasA CONb —
XJIOPUCTBI HATPUIL.

Bor nu ee corBOpuII, MM YNCTO CMy4atHO

COJIb IMOABUJIACHh HA CBET — HUMKTO HE 3HACT.

Mosket 6b1Th, CTaNNH 3HAL.

Benp He 3ps, roBopAr,

y Bepun 6b1111 KOMIIpOMeTHpYIOLIVe MaTepuaIbl
Ha Kapma Mapxkca.

(193]

My friend, the iron donkey;,

calmly rusts on his pedestal.

The air is thick with poisonous salt:

sodium chloride.

Whether God created it, or it was sheer chance
that brought salt into the world, nobody knows.

Maybe Stalin knew.
After all, they do say
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Beria had compromising materials

on Karl Marx.
6 May 1966, Yalta

Judging by everything we know about him, Satunovsky came to disagree with
this ideology as early as the 1930s, but here he voices a ‘final word” on the
topic.*

It is tempting to assume that Satunovsky sent his works to Selvinsky in
May 1966 immediately after he had written “The Fisherman Came...” in order
to test whether Selvinsky really retained his belief in the teleological nature of
history after Stalinism. After Satunovsky received an answer to his question,
he apparently pondered it for several months, and on October 21, he wrote
“I remember the LCC, the literary center of the Constructivists...” — a poem
about the collapse of his hopes for Soviet revolutionary modernism.

In 1975, Satunovsky wrote a poem that demonstrates even greater disillu-
sionment with the poet who had once been significant to him:

Vnba CenbBMHCKMIL, MacTep MUHUATIOPHI,

B 27-M roy Hanucain B Kokre6ere «IIymropr».
S B ero 4ecTb COYMHUII CTUXOTBOpeHue. BoT:
«Komrnekc ITannkoBckoro (MemeHTO MOpu!)»
— Tommre ero! TOT cTapuK CUBIT B Mope!

(381]

Il'ia Selvinsky, master of the miniature,

in ’27 wrote “Pushtorg” in Koktebel’,

In his honor I composed a poem. Here it is:

The Panikovsky Complex (memento mori!)
“— Drown him! This old man is pissing in the sea!”

“Pushtorg” is a long verse novel, but Selvinsky is called “master of the min-
iature” here because in 1931 he published a poem consisting of a single line -
which at that time looked like a provocative gesture:

23 Translation by Ainsley Morse and Philip Redko.
24 To use Mikhail Bakhtin’s term (for more details see: Kukulin 2021).
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A®OPH3M KAPAVIMCKOT'O ®UJIOCODA BABAKAN-CYIIYKA

«Jlyqine neno, 4yem mepe».
(Selvinsky 1931: 42)%

APHORISM OF THE KARAITE PHILOSOPHER BABAKAY-SUDDUK
“Better underdo than overdo”

In his handbook for young authors published in the 1950s, Selvinsky defended
the right of poets to write one-line poems, which provoked abuse in print
from the well-known Stalinist writer Ivan Shevtsov (Kuz'min 2016).

Mikhail Panikovsky is a character from the popular novel Zolotoi telenok
(The Golden Calf, 1931) by II'ia II'f and Evgenii Petrov. A petty swindler and
pickpocket, he is depicted in the novel as a caricaturish old man who tries to
appear young and complains that “the girls don’t love him” Over the course of
the novel, Panikovsky dies while trying to catch up to two younger swindlers.
This is the Panikovsky that Satunovsky links to Selvinsky.

However, Satunovsky was also thinking ironically about himself in this
poem: the poem was written in the same Koktebel’ as “Pushtorg’, and in 1975
the 62-year-old Satunovsky also felt that he was no longer young («Huxkak
He 3aIIOMHIO, YTO A CTapMK (CTapMK — TaKoe aMIUTya)»; from a 1970 poem,
[311]).% Overall, the meaning of this poem can be conveyed as follows: “I,
like Selvinsky in his time, have become a ridiculous old man provoking irony
from those around me, and I too - like Panikovsky - could suddenly die”. The
very idea of poetic dialogue — at least with Selvinsky - is ironically travestied
in this poem.

Satunovsky’s youthful relationship with the Constructivists and Selvin-
sky’s reaction to Satunovsky’s mature poems illuminate a crucial moment
in the divergence between loyal and uncensored poetry in the USSR. Like
the Constructivists, Satunovsky and other representatives of the Lianozovo

25 In the book, this poem is dated 1921.

26 For more on the significance of this scene, see: Vinitsky 2020.

27 “I can’t seem to remember that I'm an old man (old man - such a role)”. For more on Satun-
ovsky and old age, see Golburt’s contribution to this volume.
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school sought a phenomenological analysis of language and consciousness.
However, they refused to incorporate this analysis into teleological historical
schemes. This refusal marked a decisive break from the Soviet literary main-
stream. Rather than seeing literature as a tool for remaking consciousness in
accordance with historical progress, they were interested in how the private
individual experienced and responded to a society that was subject to such
schemes and controlled through violence. This shift from a teleological to a
phenomenological understanding of human consciousness became one of the
defining features of uncensored poetry, distinguishing it from the officially
sanctioned literary production that remained committed to the ‘covenant with
history, throughout all the changes in the ideological climate over more than
seventy years of Soviet history.
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Honuna Bapcxosa

«Tax MBI yYUIICh TOBOPUTH O CMePTH»: OpaHHAsA peyub
SAna CaTyHOBCKOrO

Pesrome: Cratbs aHamusupyer cruxorsopenns 5. A. CaTyHOBCKOTO, B KOTOPBIX Oec-
KOMITPOMIICCHO ¥ BUPTYO3HO OTPA’KaeTCs ero BOSHHBII ONBIT (1939-1945). BelaBAA
BHayasle pAJ, Taby, CO3JaHHBIX COBETCKON 0dUIMaNbHOI ucTopuorpadueii, KOTopble
Hapymraer CaTyHOBCKMIL, CTaThsl JIEMOHCTPUpYeT ellle 6ojiee IMyOMHHBIE Hapylle-
HMA M OTKPBITHA: B Ka4eCTBe ITTABHOTO JHOCTVDKEHMA 03Ta BBICTYIAET He CTOIBKO
CTpem/ieHMe TOKa3aTb, YTO BOIHA ceeT CMepTh (PYTHMHHYIO, CKYUHYIO U JKaIKYIO,
COBEpILIEHHO He IepoMdecKyio) ¥ IJIOAMUT YOIl M HACHIbHMKOB, HO CIIOCOOHOCTD
TOBOPUTH O BOIfHE MMEHHO OT MX juia. JJuckypc pasroBopos o BoitHe y Cary-
HOBCKOTO, TeM CaMbIM, OKa3bIBaeTCs MHOXKECTBEHEH VI IUIACTVYEH: MOIT CIIOCOOeH
KOMOMHMPOBATh pasluyuHble SA3bIKOBBIE PETUCTPDI, MpUMepss UX Kak Mackiu. Ilep-
BOOYEpPeHOIT 3ajiayelt cTXoB CaTyHOBCKOTO O BOJIHE AB/IAETCA NEMOHCTpPAalMsA BO-
€HHOTO OIIbITAa KaK UCK/IIOYUTE/TBHO PA3PYIIUTEIbHOIO B YACTHOCTY /IS IMYHOCTH
U A3bIKA TOTO, KTO HPOM3BOAUT 3TO IIOITUIECKOE BbICKA3bIBAHNE: TAK OCPENCTBOM
IPOBOKAIL[MOHHON aBaHTapAHOI M03TUKM CaTyHOBCKMIT OPajkaeT CBOIO IOMUTIYE-

CKYI0 LI€/Ib.

KroueBble crtoBa: BoliHa, HACUINE, I3BIKOBO IKCIIEPMMEHT, pacnal, d9pOoTuKa

1. «BoJjiHy 30BeT MPOTNBOra3»: BpeMs, NICTOPU:, MHBEPCHU

He npuxomutcss youBIATbCA TOMY, YTO 3a IIOC/IEHEE JIeCATUTIETHE Pasro-
BOp 00 MCIO/IB30BAHMAX BOCHHOI TEMATUKI B HOBEIIIIEN PYCCKOIT 093U
cran Gonee mHreHcuBHBIM'. K 9TOil Teme mocne 2014 roga o6pamaiTcsa

1 S 6bl XOTena OOpAaTUTh BHMMaHMe YMTaTe/si HAa HEJABHUII TeMATMYeCKIil KIacrep Cra-
reit B SEEJ (Vol. 69/1, Spring 2025) “Language in a Coma: Special Cluster Devoted to
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MO3THI CaMBIX Pa3HBIX MJIEOMOTMYECKUX M CTUIUCTUIECKUX BO33PEHUI —
OfIHAKO, B IIEPBYIO O4epedb, B MepepaboTKy maeT opuIManbHAs I0I3MUs
«Bennkoit OTedecTBEHHO» BOIHBI, XOTS OBI IIOTOMY, YTO C 1941 rOfja OHA
CTajla HEOTHEM/IEMOJ] JacThI0 COBETCKOI U MOCTCOBETCKOI KY/IbTYPBI U Ce-
TOJHA HOZIEKUT KPUTUIECKON JeCTPYKIUY, HO TAK)Xe ¥ peKOHCTPYKLINA B
IIPOBOEHHOM TBOPYECTBE II03TOB Z, BocneBaroumux «CrennanbHyio Boen-
Hyo Omepaunio» (Kukulin 2023). IIpu atom ypokn HeoduijmaapHO m03-
31U BCe €llle YCBOEHBI U 13y4YeHbl BeCbMa C1ab0, HOCKOIBKY YaCThI0 001ero
3HAHMA OHA CTajla OTHOCUTENBHO HeJJaBHO.

OpHMM U3 NepBBIX ¥ OCTPBIX MOMX BIIEYAT/IEHMII OT BOEHHOM II093MM
CaTyHOBCKOTO IpM Ha4yajbHOM IIPOYTEHMM OBLIO OLIYIeHUE ee COBpe-
MEHHOCTH, CBOEBPEMEHHOCTM ¥ YHMKAJIbHOCTM — I 9TO OfMH U3 OCHOB-
HBIX BOIIPOCOB U CIO’KETOB JAaHHBIX 3aMETOK: ABJAETCA M 9TO NNUCbMO, B
CaMOM [iefie, COBEpIIEHHO 060C06/IeHHbIM, OfMHOKUM? C KaKMMMU APYTHU-
MM TEKCTaMM TOIl BOWHBI MBI MOXXEM IPOCTEANUTDb CBA3M U IEPEKINIKI
CaTyHOBCKOrOo — IIpM BCell (parMEHTApHOCTY HAIIMX 3HAHUI CETONHA
0 HeoMIMATBHON II033UNM BOEHHOTO BpeMeHM?! B mocnemnee BpeMsA Moe
MCCTIeIoBaTe/IbCKOe BHUMaHNE OBbUIO IPUBJIEYEHO K HECKONBKVMM TEKCTaM
0 Bropoit M1poBoit BoiiHe, BHIOMBAOIMMCS 13 OOIEr0 MOTOKA JIErKO Y3-
HaBaeMOI1 [0 CBOEMY CTWIIO U TadoCy COBETCKOI BOEHHON MeMYapUCTI-
KIf, — HAIMCAHHBIM He [I/IA TeYaTV «MHTEIMTeHTCKUM» MeMyapaM, ITe
aBTOPBI OTYASTHHO IBITAIOTCA COIMPOTUBIATHCA PETYIINPOBAHNIO BOEHHOTO
OIBITA «YNYYIIAIOI[MM» A3BIKOM TOCYJapcTBa. JTO BOCHOMMHaHMUA Hu-
xonass Hukynuua, Vrops Ipsxonosa, Eduma Otkmupa, I0pus Jlormana,
IZle IOBEeCTBYeTCsA 00 acIeKTax BOIIHBI, YIIeAUINX (BepHee — yBeJJeHHbIX)
B O(UIMAIBPHOM IIO7Ie B C/IENyI0 30HY yMmondaHus. Tak, inter alia, [[bsiko-
HOB muueT o febarax Bokpyr makra MosoTtoBa-PubbenTtpomna 1939 roxa,
Huxymnma — o cekcyanpHoM Hacuamyu KpacHoll ApMmiy Ha 3aBOeBaHHBIX
TePPUTOPUAX U COOCTBEHHOM TParm4eckoM JI0O0BHOM CIOXKeTe B 9TON CU-
Tyalluy, — U BCe OHU IIOCTOSHHO IMINYT O YyHOBUIIHOIN OeCCMBICIEHHO-
CTH >XKepTB U Oe3HPaBCTBEHHOCTHU BlacTHBIX npuBmiernii (Hukynmu 2008;
I bAKOHOB 1995; JIoTMaH 1995).

Contemporary Russophone Anti-War Poetry”, Bxmouatoruit ucciegoanust Mapka Jlumo-
Benkoro, Vimbu Kyxynuna, IOpus Jlesunra u zip.
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Bo Bcex aTux Tekcrax B BOIIpOCE O TOM, Umo C/Ie€AYET I'OBOPUTHL O BOII-
HE, aBTOPDI NIbITAIOTCA IPOTMBOCTOATD MAEOTOINYECKMM KINIIE, CO3JaHHbIM
COBETCKOM B/IACTBIO /IS ONTUMMU3ALUU CcOOCTBEHHOTO VCTOPMYIECKOrO0 Hap-
paTtuBa. OJIHaKO [aXKe B 9TUX TEKCTaX BOIIPOC O TOM, KdK O BOJHE cnenyer
TOBOPUTD, IIOTHMMAETCA C 60BIINM yCunmeM. MCKYCCTBOBCJI Hwuxonain Hu-
KY/IVH B CBOMX BOCIIOMMHAaHMAX Hauboree COCpPE€NOTOYEHHO TyMaeT 06 aTOM:

Memyapsl, MeMmyapsl... Kro ux numet? Kakne MeMyapsl MOTYT OBITD V Tex,
KTO BO€BaJ Ha caMoM fiefie? Y JIeTUMKOB, TAHKNCTOB U IIpeXJie BCero y
TeXOTHHIEB?! PaHeHne — cMepTh, paHeHNEe — CMEPTh, paHEHNEe — CMEPTh
u Bce! MHOTO He 6b110. MeMyaphl IMIIYT Te, KTO OBLI OKOJIO BOJHEL.
JIyumne MeMyapbl s CIIbIIIAJ 3MMOJI 1944 TOAa B rocnuTase 1oy Bapuiasoii.
W3 onepanMoHHONM NpMHeCAM B IHanaTy paHeHoro Butbky Bacuibesa,
M3BeCTHOrO febommpa, NMbSHUIYY, pasBpaTHMKA, BOT creHorpamma ero
MeMyapoB: «[IpurHanyu Hac Ha IepefOBYIO, BBICYHYII s OAllKy U3 TpaHIIel,
TYT MEHA U €..y7IO».

OpHaXKbl HOYBIO f 3aMeljan TenedoHucra y ammapara. TorjaurHsas
CBs3b ObITa NMPUMWUTMBHA UM PasTOBOPBHI 110 BCEM JIVHMUSM CIIBIIIAINCD
BO BCeX TOYKaX, A Yy3Hal KaK pasroBapuBaeT Hall KOMAaHJYyIOMINIL
V.. ®enronmHCKMl ¢ KOMaHAuMpaMy AuBM3uiL: «Bamry marts! Bmepep!!!
He mnpopsunembcs — paccrpensaio! Bamy wmats! ATtakosars! Bamy
Matbl»... Tofa nBa Hasax npectapensiii ViBan VIBaHOBMY, [OOPBII HeAyIIKa,
pacckasasl 1o TeJleBU30pYy OKTAOpATaM O BOJIHE COBCEM B IPYTHX TOHAX...

(HukynuH 2008: 16)

BoenHnas 1noasus fIna CaTyHOBCKOTO Ka)KeTCs MHe IPYMeYaTebHbIM COOT-
BETCTBUEM MbICIAM HuKynnHa o peTymmpyronieM UsBpalleHun BOEHHOTO
OIIBITA B COBETCKOJ o¢uumanbHOi nedary. CaTyHOBCKUII pa3pabaTbiBaeT
pafinkaabHO pasHOOOpa3Hble, MPOTUBOPEYMBbIE MPAKTUUECKUE IIOXOMbI
K pellleHNI0 3TOT0 BOIIpOca — BKI/II0YAsA Jake MMapajjoKcalbHOE OTPUIIAHME
TaKOll BO3MOXXHOCTHU, OTYASAHHYIO KOHCTATallMI0, YTO TOJIBKO MOTYaHUe
b0 HeleH3ypHass GpaHb COOTBETCTBYIOT PeajbHOCTY BOEHHOTO OIIBITA,
MOTYT OBITH €r0 ayTeHTUYHBIM BbIpa’keHueM. Hayka roBopeHust o cMepTu
B KOHTEKCTE BOJHBI ¥ XOJOKOCTa CTAHOBUTCA 0COOOI IIOC/IEOBATE/IHHON
3afiayeil, IPOXOAALIell KpaCHO! HUTBIO Yyepes ero Mo33nio.



56 Ionuna bapckosa

XoTd A M paccMaTpMBal0 INO3THYECKOe BbICKasbiBaHMe CaTyHOBCKOTO
0 BOJHe KaK KaTeropmyecky IIPOTUBOIIONOKHOE O(UIINATbHON BOEHHOI
PUTOpUKE, BaXXHO OTMETUTb, YTO PUTOPMKA 3TA, BK/IIOUAsl [10I3MI0, ObIIA
TeMaTU4ecK) pasHooOpasHa, M300peTaTebHa U TMOKa, U BK/IIOYana B cebd
MHOTJ€ «TPyJHBIe» IIPeMeTbl: TaK, HAIpYMep, YNTass KaHOHNYECKNe BO-
ennble TekcTel O.Beprronby n B.JH6ep, Mbl y3HaeM O O1OKagHOM Tejec-
HoM crpafiauny; unTas K. CuMoHOBa — 06 3pOTHYECKOM >KelTaHUM ¥ TOCKe
BO (GpoHTOBOIT pasnyke; untas V. CenbBUHCKOrO — 0 pBax XO/IOKOCTa U
T.7i. [leno He TONMBKO B TaOyMPOBAaHHBIX TeMaX, HO B OCOOCHHOCTAX A3BIKa
U IlefleNloNaraHysA: IPUYMHEHHOE BOVHON CTpajjaHMe He TONbKO NOIyCKa-
JIOCh B COBETCKYIO ITeYaTh, HO Aake IOOLPsIOCh, KOIfa 1300pakaoch Kak
KOJIIEKTMBHOE M LiefieHanpapjieHHoe. Llenbio pasfeneHHoro BceM eiMHbIM
HapoJoM, IIPEOfJOIEHHOTO MM CTpafaHus OblIa He TONbKO mobefa Hajl Bpa-
rOM, HO U IIpeoOpa’keHNe 1 COBEPIICHCTBOBAHUE COBETCKOTO CyObeKTa: B
TOT IEPUOJ, CTa/lb 3aKajANach Ha BOEHHBIX 3aBOJAX M B IIEK/IE BOEHHBIX
peiictBuil. I1o OTHOLIEHNIO K 3TOV CUMBOIMYECKO 30HE CAaKpaIbHOTO, KO-
TOPYI0 YK€ caMI COBETCKMe TMCaTeNl, NMUCaBIIMe O BOJHe, ONpefieNAnn
KaK sui generis «BO3BBIIIEHHOCTb», M033usA CaTyHOBCKOTO IIpeACTaB/lfAeT
HaM BepCUio AHmMueo3sviuentnozo”. Ero sajjada — mopiBepratb KpUTHKe,
IE€KOHCTPYMPOBATh COBETCKMIT JUCKYPC BOJHBI, KAK B OTHOLIEHMM IIPO-
MAaraHAUCTCKUX (OPMY/I/IOCIAHMIL, TaK U IIMpe — B MPOpabaTbIBAHUN
«HeIIpMKacaeMbIX» TeM U MHTOHALIMII U paclIaThIBAHUY HeCylux 6aloKk —
TPOIIOB 3TOTO AUCKypca.

Pasrosop o mostuke CaTyHOBCKOTO AB/IAETCA I/ MEHA TaKXKe YacTbIO
6oree oOLIMPHOTrO 1 OOLIETO pasroBopa O MOAEpHM3Me 1 BoliHe. TeopeTu-
KJ 3aIlaJHOJM I033UM CYUTAOT BOVHBI [IBAfIIATOrO BeKa (B NEpBYIO OdYe-
penb — IlepBylo MMPOBYIO BOIIHY) Ba)KHENIINM TOMYKOM JJI Pa3BUTHUA
COBpEMEHHOJ N093MI: pas3pylleHye TKaHM O0IeCTBEHHOI! >KM3HU IIPUBEJIO
K TPOMaJIHBIM TlepeMeHaM B TKaHM TUTEPATypPHOTO A3bIKa®,

SIBnseTCA MU 3TO HAONIOleHUe BEPHBIM A COBETCKOI 1moasuu? Ilpu
TOM 4TO CoObITMA IlepBoit MMPOBOIT (BK/IIOYAs PEBOMIOLMIO 1917 TOAa) U
I'pak/jaHCKOIT BOVH 0e3yC/IOBHO NOB/IUSIN HA JajIbHeNIllee PasBUTHE II0-

2 Oror TepmuH 6511 pemyioxker K. DeqiHbIM B ero ouepke 0 mocelleHny 6110KafHOro ropoza
(Dequn 1945: 17).
3 Bonee mogpo6buo cm.: Aldritt 1989: 2-23.
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9TUKM PYCCKOTO MOJIepPHM3Ma, 3Ta CUTYalUsl CTAaHOBUTCA ropasgo Gomee
CTIOKHOI IIOCTIe 1934 TOfA, KOIJa IIOC/Ie CAaHKIVMOHMPOBAHHOIO CBEpPXy
obbeMHeHNA BceX MUTepaTopoB B COI03 COBETCKUX IMCATeNell pyccKas
JIMTepaTypa B LIeJIOM Bce Oojlee OKas3bIBaeTCA B TYUCKAX WJICONIOTUY COLVa-
JIMCTUYECKOTO peanusMa C HaBsA3bIBaeMbIMU UM (POpMOIL U cofiep>KaHueM.

CBsA3b C MOJIEPHMCTCKUM IIOTOKOM, COBIABIIMM C MOITUYECKUMU OT-
K/IMKaMy Ha [lepBylo MUpPOBYIO BOIIHY M PeBOIOLINIO 1917 TOfja, MOIJIA IIPO-
UCXO[IUTDh B PYCCKOJ1/COBETCKOI M033un nepuopa Bropoit MupoBoil BOHBI
TO/IBKO B HeIledaTabe/IbHBIX IPOM3BEJEHISIX — BaXKHBIMIL Ka3yCaMIU 3[jeCh
npepcrasisorca IToama 6e3 eeposs AHHBI AXMATOBOJ C ee PeTPOCHEKTHB-
HBIM B3IVIAZOM Ha paclBeT HeTepOyprckoro MOfEepHM3Ma U3 TaIIKEHTCKO
9BaKyalyy, Wi O6moKagHble HoCT-069puyThl Tennapuit [op u IlaBen 3ans-
I[MaH, IIPMHABIINECS 3aIOJIHATb YePHYIO ABIPY, 00pPa30OBaBIIYIOCSA IMOCTIE
rnbenmn Jauumaa Xapmca, CBOMMM OTOKaZHBIMM HAOMIOTEHWUSIMMY, BBITON-
HEHHBIMM C y9eTOM 3aKOHOB aBaHTap/IHOI 3ayMI.

[Tos3usa CaTyHOBCKOTO O BOJHE Ka)KeTCs ellle OHVMM 3B€HOM 3TOI IIenn
Apnernit. HacranBas Ha IPOTSKEHHOCTY, aKTyaJIbHOCTU CBOMX CBS3€M C
¢dyTypucramu, ocobeHHO ¢ MasSKOBCKMM U JIUTEPATyPHBIMM KOHCTPYKTH-
BIUCTaMI, OH VCIIONIb3yeT UX CPEeACTBa [JIA Pelpe3eHTally COObITHIL, pas-
BOPAUMBAIOIINXCS Yepes AecATIIeTHs nocie kpusuca gyrypusma. Cregyst
B IIEpPBYI0 O4epeb 3a MasAKOBCKUM C €ro CafloMa3OXMCTUYeCKUM IadocoM,
CaTyHOBCKMII CO3[jaeT II09TUKY, CKIIOHHYIO K M300pa’keHNI0 HaCUINA, HO
IIpM 9TOM caMopa3obnaduTenpHy. Ilepen Hamu opuH U3 Haubonee Ipo-
IDYKTUBHBIX 11 OO/Ne3HEHHBIX ITapaJlOKCOB 3TOTO MIChbMa: OHO KPUTUKYET Ha-
CUIVe Y TIPY 9TOM IIUTAETCS UM, OT Hero (cMm. Sheehan 2013). Yto ocobenHO
Ba)KHO, 9TO HaCMU/IMe U Haj co00il — HaJ, CBOMM JIMPUYECKUM «51»: MHOTHE
aHa/IM3MpyeMble B HAHHOI CTaTbe TEKCTHI IEMOHCTPUPYIOT HAZJIOM, Hapy-
IIeHMe CyOBeKTHOCTHM, OTKpBIBAIOLINE HOBBIE TBOPYECKUE BO3MOXKHOCTHL.
CaTyHOBCKMII COCPEOTOYEH He Ha KOIEKTUBHOIL obefie, HO Ha COOCTBEH-
HOJT BepOATHOI rmbey Ha BOJIHe, IIOPaXKeHMM, U3MEHEHNN ¥ MCYe3HOBe-
HUM (IIpyYeM HEKOTOpble M3 CaMbIX YBJIEKAaTeIbHBIX CIy4aeB PUTOPUKNI
9TOTO CAMOUCHE3HOBEHU, KAK 51 TIOKaXY HIDKe, — 3TO UrpoBas pabora ¢
JITYHBIMY MECTOMMEHUAMMA).

VHTepecHO, YTO 3HAa4YMMble KOMIIOHEHTBI BOEHHOTO mucbMa CaTyHOB-
CKOTO MOTYT ObITb OOHAPY>KEHBI yKe B TeKCTaX OXXVJAHUA U IPUOTIVKEHN S
«BbonbIIoit BOMHBI» JI0 1941 Tofia. Tak, B MOJOOHOM 3aKJIMHAHMIO YCUIMBA-
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tomem(cs)) moBTOpenun — «BoitHy soBer mpoTtusoras. / BOVIHY 30BET
[TPOTMBOI'A3» [4] — pmaHa MHBepCUs MCTOPUYECKON IIOCTIEOBATEIBHO-
CTU: CO3JIaeTCA OUIyLIeHMe, YTO BCE TO, YTO IPENCTOANO Hadany Bropoit
M1poBoii BoitHBI Ha Tepputopyun CCCP — teppop, ApocTHasA MUNMUTapuU3a-
s, [Tonbckuit moxon KpacHoit apmun 1939 rofa, B8 KoropoM CaTyHOBCKUIA
y4acTBOBA/l — TOJIBKO IIPUOIIKATIO, [Jelalo HEOTBPATUMBIM ITI00aTbHBII
KOHQIUKT, a He 3aIMIIAO0 OT HETO.

BoeHHOe nepex1BaHMe HAKMIAAbIBAETCS Ha TIO3TUYECKMIT MHCTPYMEHTa-
puit, kotopsiil 661 y CaTyHOBCKOTO B pas3paboTKe elle O BCTPedM C Ka-
TacTpodryecKoil MCTOpPMEIT: MOIT TOTOBUTCA MO0 a priori OKasbpIBaeTCs

TOTOB K TOMY, 4TO6bI (0)IMCaTh BoeHHOe Hacume:

OpuH ckasam:

— He 6onblie 1 He MeHbIIIE,
KaK Hadajcs pasgen Ilonpum.
Bropoi
CTPaCTHO 3aXOXOTasl;

a TpeTI/II7[ TO/IOBOIO ITOMOTAJI.

YeTBEpPTHIIL,
33, 3a, 3aMKasCh, IIPEIIOJHEC:

— Paspgen. Kpacotky. VI B mocrens ynéc.
Tak MbI yYUINCh TOBOPUTD O CMEPTHL.

1940
[12]

Yepes 3710 cBolicTBeHHOe CaTyHOBCKOMY MMHMATIOPHOE IIOCTPOEHMUE OT-
KpBIBAeTCA B3IJIAJ, Ha VICTOPUIO, [/ YMTAaTe/lsA CErOfHA NMPAKTUYEeCKHU 3a-
KPBITYIO: 13 HeJaBHO OTKPBIBIIMXCA JMICTOYHMKOB MBI MOXKEM IONTYyYUTbH
JIMIIb YaCTMYHOE MPEACTAB/IeHNEe O TOM, KaK OCTPO BOCIIPMHUMAJICA MaKT

4 910 HabmofieHNe OBIIO CIENAHO MHOKIO M paHee Ha JApyroM Marepuane — Tak IlaBen 3anb-
IIMaH y)Xe B 1930-X IMIIeT aroKajunTudeckne Ilcammpl, KoTopble MO3Ke CTAaHOBATCA I
Hero 1yieanbHoil GopMoit BocrponsBeieHns 6okagHoro yxxaca. Cm. bapckosa 2018.
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MonotoBa-Pr66eHTpona o HeHamageHuu Mexnpy lepmanmeit u Poccueir
1939 ropa ([IpAKOHOB 1995: 481-515). CaTyHOBCKUII MCKIIIOYaeT U MapOmM-
pyeT caMy BO3MOXXHOCTb IIOJIUTENM, IIOGYepKUBasA ee IPOTECKHOCTb 1 a0-
CYPRHOCTD: (IIOYTM) BCe YYACTHUKM BO3[EPXKUBAIOTCA OT MPAMOI OLIEHKU
IIPOMCXOJALIETO MO0 PearupyroT «HeaeKBaTHO»: HOMIUTIYEeCKIUI pasroBop
n306pakeH KaKO(OHMYECKM, KaK CUTYyalus HeBO3MOXXHOCTI TIPSAMOTO BbI-
CKasbIBaHMA U [IMA/IOra, OTYACTY U3-3a TOTO, YTO K 1939 TOLy Teppop U Hafl-
30p MCKIIOUMIN CBOOOAHDIN 0OMEH MHEHMSIMI MKy COTPakIaHaMU, Ube
BOCIIPUATHME PEATbBHOCTU VICKA)KEHO CTPAXOM.

B mepBylo odepenb mepes HaMM TeKCT 00 MCKa>KeHMU. 3aTpygHeHHasd
peub paccKaszumKa «3ayKi» yBeINYMBaeT BHMMAHME K KaXXIOMY S7IEMEHTY
(paspl: Tak MOKAa3aHO, YTO TOBOPEHME O CMEPTU — ITO HEYTO TPYHHOE U
HEeeCTeCTBEHHOE, YeMY HY)KHO YYUTbCA KaK Yy>KOMY A3BIKY, IpUYeM IIa-
doc becenpl 0 TMOMUTUIECKON KaTacTpode CapKaCTUYECKM HM3BOZUTCS K
TPOTECKy 3a00pHOII HempucToiiHoi myTku. OcobeHHo 3¢ dekTHO pacman
A3bIKa IIPOVICXOIMT B UTPOBBIX CTPOKAX «[...] 3a, 3a, 3aMKasACh, IpenogHéc: /
- Paspen. Kpacorky. VI B nocrenp ynéc». Ha ypoBHe croBecHOI UTpbl/TKa-
HM KpaliHee HAIpsDKEHME MeX[y HeOOXOAVIMOCTBIO U HEBO3MOXKHOCTBIO
BBICKA3bIBaHMsI NPUBOAUT K TOMY, UTO A3BIK paspbIBaeTCs, PparMeHTUPY-
eTCsl, ¥ M3 3TOr0 MOP(OIOTMIECKOr0 HACUINS BO3HUKAET M3JIEBATEIbCKI
apoTmyeckuil obpas, Takke obpamieHHBII K Hacuamio. Pasmen I[lompim
I'epmannmert 1 CCCP mpenofHOCUTCA KaK HENPUCTONHAsA MIYTKA M KaK aj-
JIeropus, TPaUIIMIOHHO CTAHOBAIAACA OCHOBOJ IOMUTIYECKOV KapuKary-
PbI: IOMUTUYIECKOMY JUCKYPCY IPUIAETCA IIOTh — C IJIOTHIO OKa3bIBAETCsA
CBsI3aHO TPAHCT'PECCUBHOE JKelaHNe, a 3HAYUT M HacuUJIue: 3TO COYeTaHue
OKa3blBaeTCA B OCHOBaHNM 3HAUMTEIbHON YacTM BOEHHBIX TeKcToB Cary-
HOBCKOTO.

Temim >xe MHCTpyMeHTaMIU OIlepUpPYeT [IPYToi TeKCT 1940 TOfa, IZie BO-
eHHOe Hacue, Hecyllee CMePThb, COeMHAETCS C HACU/IMEM CeKCya/lbHBIM:

O 4eM MbI ymManu?

«O6 X1U3HY; U elle

06 Kot 06 yeMm:

O IyLIKe Ha JIECHOJ OIIyILKE;
0 BOCKE JIeTCKUX IIIeK;

06 ocre, 1 0 KOpu;
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0 CYyJIOpPOXKHOM OTIIOpE
uX Mam,
KOTOPBIX 5 CMOTY

HaCHU/I0BaTh, OOYTHII B CATIOTM».

1940
(13]

CaMmoe I71aBHOE U CaMoe, BO3MOXKHO, TPY/JHOBBIHOCHMOE CETOfHA /IS 4M-
TaTessA 3TOTO CTUXa — 3TO TO, UTO IIOC/IE BOIIPOCA B TIEPBOI CTPOKE Iepe
HaM¥ BOC/TIPOM3BOANTCS OT IIEPBOrO /NI MpsIMas pedb HaCUIbHMKA, YTO
MO>XeT, ¥ JO/DKHO, ¥ IIPU3BAaHO BBI3bIBATH OTTAJIKMBaHMe 1 MpoTect — Ca-
TYHOBCKUI BBICTYIIAeT B Ba>KHOI! [/I1 HETO POJIU IIPOBOKATOPA.

BoickasbliBaHMe 3/leCh JBYCMBICTIEHHO ) IBYIJIAHOBO: Pa3BMUBasg TepMMU-
Ho/Mornio baxTuHa, CIOBO penpe3eHTUpPYyeTCA KaK CBOEe M Iy)KOe OffHOBpe-
MEHHO, «MbI» BK/IIOYaeT TOBOPSAILErO B TO BpeMs, KaK KaBbIYKJ OCTPAHAIOT
ero. KaBbIuky B 9TOM TeKCTe Tak)Xe MOIYT 0003HAa4aTb CABUT MEXAY Bpe-
MEHHBIMU T/IACTaMIi> — JI0 U BO BpeMs «Bo/bIloit» BOIHbI, TP TOM YTO
CaTyHOBCKMII Y4aCTBOBA/I B BOCHHBIX COOBITUAX 1939—1940 IT., B COOCTBEH-
Ho paspene Ilombuin B pesynbrare cornamenus mexay CCCP u I'epmanmneii.
B kaBbIUKaX [JaHBI IPEACTABIECHUS O BOJIHE, KOTOPOIL €llle TO/IbKO IIPeJCTO-
UT HACTYTINTb.

HapaBHe ¢ TeMm, KaK TOBOpeHMEe BO BpeMs BOJHBI O CMEPTH 3a/IeJICTBYeT
MCKa)KeHNe A3bIKa U TPOTECKHOe COIIOCTaB/IeHne 3poca U TaHaroca, Cary-
HOBCKUII PacCMaTpUBaeT U APYroil BApMaHT — I7fie BCEIPUCYTCTBUE 1 BCe-
IPOHMKHOBEHNE CMEPTU B BOCHHOJ PeaJbHOCTH, TOTA/JIbHOCTb HACUINA U
HOPOXX/JAeMOr0 MM CTpaxa ¥ CTHIfIA [e/IAeT pedb BOOOIe He HY>XHOI 1 He-
BO3MOXHOI. OTBETOM Ha HacuIMe SIBIAeTCSA MOTYaHNe, MHOTO pa3 IMpUyM-
HOXXEHHOE, YCUJIEHHOE ITOBTOPEHMEM:

Ceriyac, He OYeHb JJaJIeKO OT Hac,
UJIeT TaKoe AMKOe KPOBOIIPOIUTDE,

4TO MbI HE CMOTPUM JAPYT NPYTY B I'JIa3a.

5 S 6naropapro VBana AxmerpeBa u Vbt KykynuHa 3a ux KOMMeHTapuy o6 3TOM IipueMe
MICTOPUYECKOTO CABUTA-BOCTIOMITHAHIIA.
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VY Bcex — reMOppON/a/IbHBIN IIBET JINIA.
[710Tal0T CONY MHTEHTAHTBL
TpesBeroT /eliTeHAHTHL.

VI Bce momuar.

Bcé

yTpoO

6u1o,

a cetyac —
BCé

CMOJIKJIO.

Monua,
pasuHs por,

OOMUBIINCH IIOTOM,

MO/I4a
IIouia, Imoiiaa, 1moiuraa nmexora,
mouia, pognumasd...

1944

[26]

Tem CaMbIM, IIO O]IHOIZ BE€pCUM, A3BIK BOVHBI — 3TO AE€CEMaHTU3VIpOBaHHaA
06CHCHHOCTIJ, MCKa’XeHMe " pacran; 1o ,[[pyl"OﬁI — 39TO «HOJIb A3bIKa», abco-
JIIOTHOE€ MO/TYaHMeE y>Kaca, B KOTOPOM YTOIIA€T 1 paCTBOPAETCA BbIJETIEHHOE
ABTOPOM ONTUMUCTNYECKOE YTBEPIKAEHNE O TOM, YTO I€XO0TA MOLI/IA.

2. «IlycTuTe MeHs, S MOLIYTHUI»: KaracTpoda v MPOHM A

B cBoeM KmaccumdeckoM, HO He ycTapeBalollleM MCC/IeJOBAaHUY O S3bIKe I Ta-
MATH Ha BoliHe [Ton ®accenn 3aMedaeT, YTO BOITHA B CaMoIl IpUpoOJe CBOelt
COIEPXXUT ITTYOOKYI0 MPOHUIO, IOTOMY YTO 3VDKJETCS Ha HECOOTBETCTBUMN
3asBJICHHBIX LIeJIell ¥ peaJbHOCTH; MMEHHO JUCTAHIMA MEX/Y BO3BBILIEH-
HOJI PUTOPUKON U YYIOBULIHOM JEICTBUTE/IBHOCTDIO IIOPOXK/JAET PUTOPUKY
peakuuy Ha 9TO HECOOTBETCTBME — TO eCTb (PUTYpBI MPOHUY U TPOTeCKa
(Fussell 1975: 3-36).
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OpHa U3 I7IaBHBIX 3afa4 camMo/00ydeHus pasroBopy o cmeptu no Ca-
TYHOBCKOMY — IIOCTOsIHHOe pasobmadenne madoca. B mepsyio odepensb
3TO 3aHIMKEHMEe OTHOCUTCA K PasroBOPY O CMEPTU KaK TAaKOBOIl, KOTOpas
HOCTOSTHHO (PUIypupyeT B 3TUX TeKCTaX, HO He KaK TParumdecKuil 9K3u-
CTeHLIMaIbHbII aOCOMIOT MK Gpurypa cakpaabHOI KePTBbI, @ KaK IpefMeT
PYTUHBI ¥ IPUBbIKAHNA, KaK TOT MaTepyas, U3 KOTOPOTO COTKaHa MOBCEN-
HEBHOCTb BOIHBI: 4aCTO CMEPTb CEMAaHTMYECKM COIpsDKeHa ¢ OYTHUYHO-
CTDIO U YCTA/IOCTBIO, 1, YTO IPUHIIMIINATIBHO BaYKHO, — CKYKOIL.

[...] ITycTuTe MeHsA, A HOLWIYTII,
y MeHs y>Ke 607IbIle HeT CHTI,
MHe He HaJl0 HIYEro Ha CBETe,

JaiiTe 4ac JOCHATh O CMEPTIUL.

[15]

Kaxk

A ycran!
Ycrano ceppue
KPOBbIO
YMBIBATh I71a3a.
[...]

 BOT —

YCHY/Ia KPOBb.

1945
(34]

CoenyHeHMe CMepT! Ha BOJHE C YCTa/lOCTDIO, PYTUHON M CKYKOIl CO3/aeT
OCO6YIO KaTeI‘OpI/IIO y)KaCHOI‘O — l'IpI/IHI_U/[I'[I/[a}'II)HI)H‘/'I KOMIIOHEHT BOE€HHOIO
aHTM-BO3BBIIIEHHOTO 110 CaTyHOBCKOMY.

OpHo u3 Hambosee MOC/TEZOBATENbHBIX YIIPA>KHEHMII IO JIEKOHCTPYK-
OUM ¥ 3aHIDKEHNI0 (OpMy/Ibl (POHTOBON BO3BBIIMIEHHOCTM — CTUXO-
TBOpeHMe CaTyHOBCKOTO 1942 rofa:

Kaxk g ux Bcex mob6io

(u Bcex yObIOT).
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Bcex —

KOMaH/IMPOB pOT:

«Po-ta, Bnepen, 3a Po-o...»
(omepeBeHeer poT).

Otux. B 3emrre.

«Cnplnb, Banbka, JKUBOI»
«3amren.»

«3a MHOI1, )XUBe, él»

Bce MbI cMepTHUKIL

Bcem

apTIIOATOTOBKA B 6,
CMEpTh B 7.

[19]

3/1eCb IeKOHCTPYMPYeTCsl CTAaHZAPTHBIN IPU3BIB «POTA 38 MHOIl — BIIEpeN
3a Po(nuuy)»: cnadama CaTyHOBCKUIT pasbMpaeT ero Ha 3BYKOBBIE 9/IeMeH-
TbI, JOBOJS 10 3ayMHOI1 I7occonammu: Po-ma - Po[ouny] - pom; 3atem OH
IPOBOJUT WUIPOBOIL, COMOCTABUTE/IbHBIN aHAIN3 CEMAHTUKM 3/IEMEHTOB
XKIMBOTO JI MEPTBOTO, CBSI3AHHBIX C 3TOi (POPMYJIOiL, KOTOpask TaKUM obOpa-
30M OKa3bIBAeTCsA CPORHU (OPMYIIe/3aKINHAHUIO PUTYAIBHOTO yOUICTBA.
PoT mepeBeHeeT, TO €CTh MEPTBEET B IIPOLECCE IMPOM3HECEHNS IIPAKTUYe-
CKI NE€CEMAHTU3VPOBAHHOTO, BBIXO/TIOIEHHOTO ITPOIMAaraHAVICTCKOrO KJINIIIE.
U moka arta ¢popMyia npusbiBaeT IBUIATbCA «KUBEI», TO eCTb OBICTpeil U
9HepruyHee, Te, K KOMy OHa obpalleHa, TMOHYT. VIpOHUs IIPOM3BORUTCS
3fleCh IIPOTMBOPEYNEM 3asIBJIEHHON Lie/li VM Pe3y/IbTaTa, U KOH(IMKTHBIM
ynoTpe6/ieH1eM sI3bIKOBBIX PETUCTPOB.

MexaHIYeCKOMY $I3BIKYy BOEHHOTO IIPMKa3a IIPOTMBOCTOUT IIPOCTOHA-
POJHOE CTIOBO 3amiiel, TIEPEKINKAsCh C 3a4MHOM CTUXOTBOpeHms «Kak s
X BCEX JIIOII0»: 3TOT CI0I TeKCTa CUTHANIN3NPYET 3a60Ty " COYYBCTBUE,
BBIP@KAIOLIMECsS] COBEPIIEHHO VHBIMM SI3BIKOBBIMY CPENCTBAMI, HEXeJN
A3BIK 0(ULIMATIBHOTO IpUKasa/mpusbiBa. OUeHb TUYHBI, jaske TI000BHbII
BOIIPOC O CBOeM cobpaTe-confjate IPUBOGUT K UYAOBMUIIHOMY OTBETYy —
noctenHsist ppasa, 0OPbIBOK (GOPMYIIbI IPUSBIBAET FBUTATHCS «KIBEE» YIKE
MeprBena. Tak OecdenoBedHoll (HOpMy/e rOCYAAPCTBEHHOrO SHTY3Ma3Ma
U 060[peHNs IPOTUBOIIOCTAB/IAIOTCH M000Bb, COCTpajaHye U CMePTh BO
Bceil X 6e3Ha/|e)KHOI HEOTIPATHOCTY, HePa3[eIMMOCTH U 3alIyTAHHOCTIL.
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OpuH 13 Ba)KHBIX TPOIIOB 3TOI BOEHHOI I033UM — CMeEIlIeHMe 3/IeMeH-
TOB, NPOM3BOJICTBO KM3HecMepTu. CTUPaeTCA PAa3HMIIA MEX/Y €llle YKUBBI-
MM ¥ YK€ MEPTBBIMM, B YACTHOCTM pa3HMIIA TeMIIOpaJbHAsA — TeMMU, KTO B
OKoOIIe, KOTOPBIX yOBIOT B OyAyllleM, M TeMH, KTO B MOTMJIE, IIOCKO/IBKY BCe
OHM 00OpeYeHbl CMEPTH, YTO TYT Ke elle Oojee 3aHM>KACTCS Uieell CMepTH
1o pacmucanmio. BojiHa IokasaHa KaK HEYTO IPOTUBOIIONIOKHOE pasyy-
YEHUIO: 3TO CIIJIOIIHOI YYHOBMUUIHDBINA MOTOK, MPONUTAHHBIN CMEPTbIO —
Mmoo ee OXMAAHNEM, MO0 HEMOCPEACTBEHHBIM CTOKHOBEHIEM C Hell, U
CIIOCOOHOCTD IIEPEXXUBATH [0 ITOMY IIOBOAY (PAKTUUECKHU MCUE3AET, YTO I
ABIIAETCA B cucTeMe KoopayHaT CaTyYHOBCKOTO OTHMM M3 TsDKEENIINX pe-
3y/IbTaTOB BOJHBI: BOJHA 37leCh IPUBOJUT HE IPOCTO K CMEPTHU, HO K CMep-
TU YyBCTBA ¥ CMEPTU A3bIKA.

3. «CMaTBIBAIOT CBA3b»: 3PpOTNIECKMIE OGMCHI)I, npuUCBOEHNA " 3aMelle-
HUA

Cekc poHM3bIBaeT BOEHHYO MMPUKY CaTyHOBCKOTO: PasroBop o rubesu u
PasroBop O >KeJTaHUU 3[€eCh HOCTOSHHO CBSI3aHbI, CEKC Ha €ro BOIIHE OTBpa-
TUTEJIEH U JKeJIaHeH OLHOBPEMEHHO, U Bcerga rumeprpoduposad. O xeH-
wuHax (4alle BO MHOXXECTBEHHOM YHC/Ie) TIOCTOSTHHO MEYTAlOT U TOBOPSIT,
UX COOMA3HIIOT, HACWIYIOT 1 MOKMAA0T. [I09T HacTaMBaeT Ha MOCTOSTHHOM
obpaljeHNy K OfHOM U3 Haybosee TaOyMpPOBaHHBIX TeM COBETCKOI BOEH-
HOJT MeMypUCTVKM ([0 CTeneH) (OTe3HEHHOCTH VM HEIPUKACAeMOCTH IS
0(UIMATBHOTO AUCKYPCa ee MOXKHO CPABHUTb, IIOXKAIYIT, TOJIBKO C JIIOLOEN-
CTBOM U KoJImaboparjueri).

JTr060IBITHO COIOCTABUTD IPOTUIECKYIO COCTABIIAIOIIYIO BOCHHBIX CTH-
x0B CaTyHOBCKOTO C TeM, KaK PO 3TO B CBOMX BOCIOMIHAHVSIX TOBOPUT
Bopuc Crynxuit (fecsTuneTnsiMu He PelIaBIINIICS UX TyOIMKOBATh) — aB-
TOP, C KOTOpbiM CaTyHOBCKOTO HEPENIKO COYETAIoT U CO/IUTaroT®:

B EBPOHC JKEHIIVMHBI COaBaINCh, USMEHUIN paHbH.Ie BCexX []
Hapﬂuy C TEMHBIM CTanOM, pa3HBI/II‘aBHII/IM KOJIEHU ManOH u MaTepeI?[ ce-
Meﬁ[CTB, 6])1]'[]/[ JIACKOBOCTH HeByHIeK 7 OTYaAHHAA HEXKHOCTb CO/IOATOK, OT-

JaBaBIINXCA YOUITLIaM CBOMX MYJKell.

6 Cwm.: Grinberg 2023.
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OHM CBOLM/IN BCe JIe/I0 K HECKOJIBKUM TeTIO[BVKEHISM, BbI3bIBasi 00Uy 1
IIpe3peHNe Y CAMBIX XKeITOPOTHIX HAIINX 0(DUIEPOB.

Bceobmast pasBpalieHHOCTb MOKPBIIA U CKPbI/Ta 0COOEHHYIO XKEHCKYIO pas-
BPAILEHHOCTD, Clie/lajla €€ HEBUJHO M HECTBIHOIL.

(Cnynxuit 2000: 177-188)

Bormee aTudeckym ¥ TNICUXOIOTMYECKM M3OLIPEHHDbII ¥ CKIOHHBII K 60-
Jlee CIOKHBIM CIOXKETHBIM IIOCTPOEHMAM MU COIOCTaBIeHMAM, Hukymun
[IPOTUBOIOCTAB/ISIET B CBOMX BOCIHOMUHAHUSIX BCEOOIIYIO CEKCYaTbHYIO
PasHY3JaHHOCTb KpacHoapMelilleB B EBpore 1 COOCTBEHHYIO NIOOOBHYIO
MICTOPMIO, PAaBHO IIATOHMYECKYIO J TPAarm4eckylo (a Takxe, CKopee BCETO,
BBIMBILIJIEHHYIO):

OTHoOUIeHNsT Halyu GBICTPO pasBuBanuch. HaspeBan poMaH, HO pOMaH Heo-
O6bIYHBIN. Y MeHsA Jarke MBIC/IM He BOSHMKAIO O BO3MOXKHOI O6mu3ocTit. |[...]
Opuka 6bUIa I MEHS IPEXE BCETO ONMLETBOPEHIIEM TOTO, YTO CTOUT 32
IIpefieIaMyl BOJHEL, TOTO, YTO JAJIEKO OT €€ Y)KACOB, ee I'Ps3N, ee HU30CTIL,
ee mopyocty. OHa IIPeBPaTHIACh [ MEHs B CPEfOTOUNE JYXOBHBIX II€H-
HOCTEI1, KOTOPBIX 51 TaK JO/ITO ObUI JIMIIEH, O KOTOPBIX MeYTal U KOTOPbIX
sxaxaan! dpuka BepHynra MHe aTMocdepy, KOTOPOIl s TakK JOATO ObUI JIu-
IIeH. M A OTBe4yanl e]/UI ‘{yBCTBaMI/I CaMbIMU YUCTBIMU M CaMbIMU CBET/IbIMU,
Ha KaKye ObIJI CIIOCOOEH.

(HukynmH 2008: 181)

Hepe>1<MB CaMbI€ YVICTbI€ YYBCTBaA C IIOBECTBOBATEJIEM, 9p1/[1<a nornbaeT 1mo-
CJI€ €ro oTbe3ga: OHa BbI6paCbIBaeTCH "3 OKHa, IOABEPrummch rpynmnoBoMy
VISHACMTIOBAHMIO €TI0 OJHOIIO/TYAaH.

B 10 BpeMs KakK C]'IyIIKI/H/UI IEPEK/IaTbIBA€T OTBETCTBEHHOCTDb 3a HaCH-
JI€ Ha XECHIIMH EBPOHI)I, a HI/IKY}II/IH VICK/IIOYA€ET, IIPpUIIOAHNMAET cebs us
06IJ.I€I7[ IMNAEMIN CEKCYA/IbHOIO HaCMINA, Y CaTYHOBCKOI‘O MacCCOBbI€ U3-
HaCcujioBaHUA, CO6TIa3HeHI/IH, MOJ/THME€HOCHDbIE (prHTOBbIe CBA3U IMOKa3aHbI
KaK pyTHHa 1 IIOBCEJHEBHOCTD, TaKl€ )K€ KaK MaCCOBas1 I‘I/I6€]H), " Ipun 3TOM,
4qTo Kpaﬁ[He Ba’>XHO, OH HEPEKO IMMOBECTBYET O HACI/INN OT IIEPBOro AMIA:
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Hauaro s nmpocnart.

PeB, BOIIN, B3PBIBbI MATEPI[MHbI.
Ilo ynuue, 3agpaB —

CTOJIBI, OITI067IM, BHIBAPKHY, Y3/IbI
(Tibi!) —

B 3aTBUIOK ABIVDKYTCS aBTOMaIllTHBI.

IleBsATHIN Yac.
IIuBU3Ms CHAMACH.

CBA3MCTBI CMATBIBAIOT CBS3b.

ITpomaii >xe, ropog Tpenesn,
T7ie 5 «CTOSU» U «OBUT 00CTPeNsiH»,
I7ie 5 ;BO€ CYTOK IIPOTOCKOBAJI,

a Ha TPE€TbM 3eMJIAAYKY OTbICKAT,

npourai, mpusan!
HuBU3NA CHAMACD,

CBA3SUCTDBI CMAaTbIBAKOT CBA3b.

1945
(30]

PeanbHble 0OCTOATENIBCTBA CTOSHMA B 3alaJHOM TOpofike (KOTOPBI TYT
K€ CTAaHOBMUTCHA YaCTbI0 MAaKapOHMYECKON PUPMBI) — TOCKA OXUJAHUA
60€BOro [IeNICTBMSI U y>Kac MPU ero Hauaje, CBA3b C 3eMJISUKON, MOIBITKA
XOTb HEMHOTO IEpefOXHYTb — IIPOTUBONOCTABJIAIOTCA OQUINATBHOMY
A3BIKY, OTTAJIKMBAIOT ero oT cebsa. «Cros» ¥ «ObUI  06CTpeNsaH»
MIOMEIIAIOTCA B KaBBIYKM KaK Uy)KHe C/I0BA, B TO BpeMA KaK peaJbHOCTb
0603HayaeTCsi O0COOBIM MAMOCHHKPA3M4IeCKMM 3BYKOPALOM, KOTOPBIil
IpefiCTaB/IAeT AyTEeHTWYHBIN A3BIK M 3BYKODPAJ BOIHBL pe6 60MAU 63Dbl-
8bl mMamepujuHol. B3ppIBbI MaTepIIVHBI OYEBUJHO COOTBETCTBYIOT B 3TOM
TEeKCTe B3PbIBAM CHApS/IOB.

Kax aro 6piBaeT y CaTyHOBCKOTO, IIOMCK ayTEHTUYHOIO A3bIKa BOJIHBI
CBSI3aH C 9POTUKOIL M UTPON CJIOB — B L]EHTPe TEKCTa OKa3bIBAETCA KajTaM-
OypHOe HOBTOpeHME U OOBIIpBIBAHUE C/IOBAa «CBsA3b». CHOBA IIPOMCXOUT
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paboTa IO BBIYICHEHUIO, OTAMPAHUIO O(UIINANTBLHOTO fA3bIKA OT peanbHO-
CTH, KOTOPYI0O OH KaMy(QIMpyeT; TO e€CTb Iepel HaMJ pasHble BUBI MHO-
CKa3aHUs, HEMPSAMOTO aJ/ITIETOPMYECKOTO BBICKA3bIBAHMA — CMEPTDb M CEKC
OKa3bIBalOTCA CBA3aHBI, B YaCTHOCTM KaK TO, YTO C/IOYKHEE BCErO BBIPA3UTH
CII0OBaMU; X MOHTQ)KHO€ CBefleHNe — OJMH M3 1IeHTPAIbHBIX IPUEMOB BO-
eHHolt mnpuky CaTyHOBCKOIO:

Kak oxmBisienscs,

Korga BCIIOMMHaEIIb

(1 4epes cTONBKO J1€T)
pyMI)IHOK Wi, TaM, CJIaBAHOK.

A BcriomHM-Ka CMoneHck!

Kak ThI 1eXX1IIIb B KIOBETE
1 IpU KaXK/IOM

B3pBIBE

B3/IparuBaeulb C FOIOBBI [0 AT,
a Mo3T

cpabarbiBaeT 6€30TKa3HO:
«HE€ B 3TOT,

B C/IE[yIOLINIA pas...»

«HE B 3TOT,

B C/Ie[yIOLINIA pas...»

«HE B 9TOT,

B C/IEAYIOIINII Pas...»

[59]

Bocmommnuanme 06 o6cTpere CBsA3BIBAeTCs 37€Chb C  IPOTUUECKUM
BOCIIOMMHAHMEM:  OOBITPBIBAIOTCS ~ pasHble  KOHHOTAl[MM  IJIaroja
«OXXUBJIATHCS»: IPUXOAUTh B BO3OY>XIeHMEe — 1 HEHa3BaHHOE «OXKMBATb»,
COIIPOTUBIIATHCS CMEPTH, IPUXOANUTD B Ce0sI ITOCIIe YIPO3bl, BO3BPALATHCS
K >KI3HIN.

Tak>ke 3TO CTMXOTBOpEHME MOXKET OBITh MCTOJIKOBAHO KaK BOCIIOMMU-
HaHMe O JIByX IepuofaX BOVHBI: MOpa)KeHNM Havajaa M ABYCMBICTEHHO IIO-
OelHOM KOHIle, puyeM Mo6Oefia, ¢ KOTOPOIl HAYMHAETCS CTUXOTBOPEHMUE,
n306paxkaeTcsl Kak ceKcyanbHas mobepa.
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VIMeHHO Takoro poja 3aBO€BaHNIE M306pa>i<aeT I‘pOTeCKHbIﬁ[ OUIITUX U3
JKM3HU COBETCKOTO OCBO6OIU/IT€HH/HOKOPI/ITCIIH:

HarneBo ot mensa — cam Kubru.
Hamnpaso — nopopucras ¢pay.

Mapu 1 AHHaMapy — 3a BUHaMU, BU3ABI.

KHbI4 4TO-TO JOKa3bIBAECT,
agd—
ABOJIb, A, A.

A

IIbI0O I HE ITbAHCIO.

W3 ryna

q
BBIY>KMBAIO TIOTy3HAKOMBIE C/IOBA:
IMIMeKeH — 9TO KyIIaTh,
TPMHKEH — BBINNBATh.
CTaHOBUTCA BCE ITyMHEe.

[...]

"n TYT s 3aMevalo, 9TO A 3aMeYaTe/IbHO

IIOHMMAIO ITO-HEMELKI.

bpasprit Knbry,
3aX/IEOBIBAsICH, TPOBO3IIAIIAET CIINY
B YeCTb

MHOTOYyBa’>Xa€éMOr'o pyCcCKoOro cosjara.

Mapu nopHMMaeT po3OBbIii CTaKaH
U, TIOfHeCs K rybam,
NbET,

" 3aKyCbIBa€T 6}71'10‘{1(0]2 n CcamaTroMm.

1945
(31]
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Yke yac, IIo-Halemy nBa.

Konuvait qaeBaTb.

OHu yxKe TOXe, Ka>KeTcs, JOTafanuch,
BCTAIOT, COCTAB/ISIIOT CTY/IbsI, Ty TOHAXT,
crapyxa JiefaeT KHIKCeH: 61TT), ax,
aydBupepsan;

cnasa Bory, BblgBOpuIacs;

YTO Ke JajibIie?

W3 xyxnmu,
CTEK/IAHHYIO JIBEPb OTKPDIB,

C 3MaHI/IpOBaHHOI7[ MIICKOW BKaTbIBAeTCs MapI/I

ScHo.

S1 cHumazio 1osic,

U, KUP3OBbIe CAIlOTK PasyB,
MOIOCh B 9Ma/IMPOBAHHOM Tasy.

Momya MOIOCh.

Moroch 1o TeX Hop, 0K, HBIPHYB B KPOBaTh
1 B36MBas IOXMBI Ha IIOAYILKE,

Mapu

HauyMHaAET

TUXO XOXOTaTh.

YTy, Takas TONCTYIIKA XOXOTyMIKa!

[32]

[Tepen HamMm ObITOBasi ClieHa B KOHIIE BOVIHBI, COUETAIOI[As MAapOAMITHBII
YPOK HEMEIKOTO sI3bIKa C YPOKOM /TI00BH, TIPM TOM 002 YpOKa MPerofaoTcs
C TOYKM 3PEHMSA U3BPALIEHHON BIACTHOM NMHAMMKM — 3aBOE€BaTeNb IIPU-
obpeTaeT pyAMMEHTapHbIe A3BIKOBble HABBIKN, B TO K€ BpeMs OHapuBasd
MECTHOE HaceJIeHNe CBOEN CHUCXORUTENTbHOCTBIO. B aHHOM ciydae A3BIK
BOVIHBI — 3TO HEMEL[KMII SA3BIK, allPOIIPUIPOBAHHBIIl Y HEMIIEB KaK Tpodeit
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B IIpoliecce 3aBOEBAHNS — BepHee, M3/1eBaTe/NbCKI PefyLIPOBAHHAs Bep-
CHSL 9TOTO 5I3BIKA.

B 1entpe aroro HapparnBa — NpoOIEMbI ANAIOra, OOYYeHNUs U [OHM-
MaHUsI — BepHee, UX pasobiadeHre 1 AeKOHCTPYKus. IIpoTaroHucT-Io-
BECTBOBATE/Ib BOOOPA)KAET, YTO HAYNMHAET «IIOHVMMATh» S3bIK, CUTYALNIO U
CBOM BO3MOXXHOCTH B HOOEXIEHHOII CTpaHe U 3aHATOM JOMe — CeKCyallb-
Hasl CBSI3b MeX/y [obefyTeneM 1 IOOEXAeHHOI 3/ieCh IIOKa3aHa IIOYTH KaK
COTPY/AHIYECTBO 1 COMVKeHNe: COMKeHNe A3BIKOB (PYCCKUIT «HATIOTHSET-
Cs» HEMELIKUM), a TaK)Ke IIPOUCXONUT COMVKEeHNe ITOCTOAIbIa-OKKYIIaHTa C
XO3SIIKOI KBapTUPBL, TOTOBOII CAAThCA NOOEHUTEII0 KaK TPOdei.

Boobuie mnceBmo/cornacye Ha CEKCyalbHbII KOHTAKT — IJIAaBHAs TeMa
U IyaHT 9TOr0 TeKCTa. IIpMMedaresnbHO, YTO PYCCKOe MeCTOMMeEHIe Iep-
BOTO JIMIIA «SI» IPUPABHUBAETCH K HEMELKOMY ,ja~, TO €CThb K COIJIACHUIO.
Coryacre u mopYMHEHNE 3[€Ch ITOKA3aHbI KaK JOOPOBOJIbHBIE U fJa)Ke KO-
BUAJIbHBIE, 6€CKOH(INKTHBIE, OT Yer0 BCe BMECTe BBI3BIBAET elje OOsIbliree
OTBpAIIeHIIE.

4. «f1 yXe HUKOro»: paspylleHMe TUYHOCTM KaK IpobreMa muchbMa y
Carynosckoro u I'opa

B saBepuenne BepHeMCA K BOIPOCY O MeCTe, 3aHMMAaeMOM BOEHHBIM I103-
ToM CaTYHOBCKMM B MICTOPUM PYCCKOTO M COBETCKOIO HeneuamabenvHozo
II03TUYECKOro MofepHusMa. Ilepen HamMu OTHOLIEHMA CO3aBUCUMble — Ka-
TErOPMYECKY He COOMpasich IMPUCIOCA0NNBATh CBOE MIICHMO K TpeOOBaHWAM
KY/IBTYPHBIX B/IACTElL, COIPOTUBIISASCH 9TUM TPeOOBAHMSM 1 U3[EBAsICh HAT
HyMy, CaTyHOBCKUIT pasBUBaI IMHUIO O(UIMANTBHBIX QyTypUCTOB, B 4acT-
HOCTHU, MaskoBckoro 1 CeTbBMHCKOTO, OTPUIIA/I HACUINE U IUTAJ OT HEero
CBOM JIMpIMYeCcKye SMOLVI, IIpe3upajl HUBEIVMPYIOMINIL A3bIK O(PUIIMaTbHBIX
9B(EMU3MOB U CTPOMI Ha STOM OTTA/IKMBAHUY CBOY CJIOBECHBIE UTPBL

EcTb 11 moaTmyeckue aHa/lIoOTM TAKOMY IUCbMY O BoltHe? Hamy faHHbIE
U TIyOMHA MCCIIeOBAHNUs CETOHS BCe ellle OTPaHMYeHbl, TaK KaK Hereda-
TabenbHOE U HeHaleyaTaHHOe BOEHHOE IVICHMO JIOLIIO /IO HAC OTPBIBOYHO
U CIyYarHO (TI0OONBITHBIMM ¥ TPeOYIOLMMI V3ydYeHNsI «aHAJIOTAMU» I
napa/je/IsIMA NPeNCcTaBIsAeTCsl BoeHHble cTuxu Anuka PuBuua, Mupona



«Tax Mol yuunuco 20860pumv 0 cmepmu» 71

JleBuna, Vioun! [lerena, Hukonas ITanyenko, Cemena JIunkuna, inter alia) 7,
3mech ke s1 XOTela OBl IIPOAHATM3VMPOBATH MOMEHTBI KOHTEHIATbHOCTH
MEXZIy HEKOTOPBIMM IIpMeMaMM ¥ MHTeHUIMAMHN BOeHHoi nupukn Cary-
HOBCKOTO 1 6710KajiHOro mucbMa l'ennanys T'opa, KoTopble 611M3KY TeM, 4TO
pearupynoT Ha MCTOPUMYECKYI TPaBMYy aBaHTapgHBIM NMMUCBMOM: U 3TO —
IpuMeyaTe/IbHas PeIKOCTb B KOPIyCe COBETCKOJI MTepaTypbl, HAYMHASA C
1930-x ronos®.

Carynosckuit u Top uiyT crioco6sl mucarh 0 COBETCKOI BOCHHOI Kara-
crpode. Vcronb3ya DOCTIOKEHMS aBaHIApAa, OHM MUIIYT O OOJIe3HEHHOI,
TPYLHO IIePeXMBAEMOIl VIMM UCTOPUM TPYLHBIM M OOJIE3HEHHBIM A3BIKOM
IIO3TNYECKOro asKcrepyMenTa. O6a BBIABAAIOT ORMH 061IMil, 6€3yCTIOBHO
TeJICTBEHHDBIN IpMeM [ B3aMblBaHNUA, BO3MYILEHMA IUCbMa O Tparu-
4eCKOJ MCTOPUM, IPUBHOCA TPAaHTPECCUBHBIN 3POC B X BEPCUM BOJHBI U
6/I0Ka[IbL.

Bort, moxanyii, Hanbonee IPOBOKATVBHBDII TekcT Topa:

Sl meBymIKy chbenm XOXOTyHbIO PeBekKy

VI BOpOH ITIsAzieNT Ha 00ef; MOt Y KaCHBIIL.
V BOpOH I7IsifieNn Ha MEHA KaK Ha CKyKy
Kak Mezi/ieHHO €1 yenoBeK yemoBeKa

V1 BOpOH rsAfen HO HaIlpacHo,

He 6pocun emy s PeBeKKuHy pyKy

(Top 2012: 83)

CaMblit O4eBUIHBII Pe3y/IbTAaT OOpallleHIsI K TeMe 9POTUKU — HapylIeHue
MOII[HOTO COLIVMOICUXOJIOIMYeCKoro Taby, mpudeM HapylleHUe OFHOrO BIle-
4eT 3a co00IT HapylleHue U BCKPBITHE APYTUX: XOXOTyHbs Pebexka Oymer
pacujieHeHa U CheJieHa, OfIHO IIJIOTCKOE JKeTaHUe 3aMeHsAeTCA JAPYIUM, 3a-
TEM 32 OJ[HUM IIPECTYTIJIEHNEM HOCTIeflyeT JIpyToe.

7 Ilpu HecmcTeMaTHM4ecKOM XapaKTepe HayYHOI JUTEPATypbl O HEO(pUIMATbHON O3 TIe-
puofa coBeTCKOiT Bropoit MupoBoil BOIHbBI, MOYKHO OTMETUTD CrIefylomue paboTe: JIeBuH-
ToH 2017; Cyxux 2020; IOpbeB 2021.

8 IT0 06CTOATENBCTBO TOOOIBITHO BbICBedeHO KoMMmeHTapueM Illmmona Mapkuira: «Moit
npyr Auppeit Erynos Tak rosopun o ,,PexBrueme AHHbI AXMaTOBOIL: ,MHe 9TO He HyXHO.
Tak mucan Hekpacos B XIX Beke. B gBajiiarom Beke Tak mucarh Hemb3s» (Mapkuumr 2021
[1985]: 229).
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VI npy aTOM KpaliHe Ba)KHO, YTO KaHHMOAIN3M, TPAHCTPECCUBHBIN CEKC
U yOUIiiCTBO OKasbIBAIOTCS 3[€Ch CBS3AHBI CO CKYKOLl, OHJ BBISBIBAIOT CKY-
Ky. Kakum ObI TOTa/IbHBIM HI OBII Y>Kac BOJHBI, €T0, KaK COOOI[AI0T HaM
nosTuyeckue mMupbl fopa u CaTyHOBCKOTrO, HEBO3MOXKHO HOYYBCTBOBATb,
TaK KaK paspyIleH SMOLMOHA/IbHBI MUP NIPOU3BOAAIIETO TUPUIECKOE BbI-
CKa3bIBaHMeE, OH He CIIocobeH 6oree HU CTpajaTh, HU cocTpafarh. CBeleHne
BHYTPEHHETO MMpPa YYaCTHUKA U aTeHTa BOIHBI K IIOTPY>KEHNUIO B CKOPOHOE
OecuyBcTBIE 00BEUHAIOT BOCHHYIO 11033110 Topa 1 CaTyHOBCKOTO.

bepych yTBepKmaTh, YTO MMEHHO STO Pa3pylleHUe JUYIHOCTU U, CIIef-
CTBEHHO, pPaspylleHNue fA3bIKa KaK Pe3y/IbTaT BOEHHOIO OIIBITA POMHAT
B3ITIAZBI U CTpaTeruy 3Tux 1modTos. Kak u CaryHosckuii, lop memoncTpu-
pyeT HaM JTMYHOCTb U S3BIK B IIpoOllecce pacliajja — TaKUM 0OpasoM I03-
3Mell CTAaHOBUTCA 37ech TpaBMarudeckas adasus. s o6oMX aBTOPOB
MCKa)KeHMe, Pacaj, TMYHOCTY IIPOMU3BOAIUTENA A3bIKA TaK JKe BaXKHBI, KaK
M CaM 3TOT A3BIK — OCOOEHHOCTH TPaBMaTU4eCKOro (BOGHHOTo ¥ O/I0Kaj-
HOTO) B3aMMOJIEVICTBIA, HAITPKEHNA MEX/Y HUMI OKa3bIBAIOTCA B IIEHTpE
BHUMAaHUA 3TUX 103TOB. [IpeficTaBisaeTcs BaXXHBIM BOIIPOC O TOM, KaK B UX
[I033UM KOHCTPYUPYETCs JIMPUYECKOe «sI», VICIIBIThIBAlOllee BO3JEVCTBIE
BOJIHBI I BOC/TIPOM3BOJAIIEE 3TO BO3/ENICTBME B pedb O BOJIHE.

JINYHOCTD TPOMBBOJSAILErO JIMPUUECKOEe BBICKA3bIBaHME IIpobiemMa-
TU3UpyeTcs aTudecku. B To Bpemsa kak y CaTyHOBCKOIO peub 3a4acTylo
UJieT OT JIMIIA CONMplaTa-HaCUIbHMKA, ¥ ['opa roBopuT 610KaHUK, CTABIINIA
mogoenoM n yourieit. Oba aBTOpa IPOBOKAIIVIOHHO OTBa>KMBAKTCA Ipe-
JOCTaBIIATh pedb MOHCMPAM, CPOPMMPOBAHHBIM UX MCTOPUYECKON CU-
Tyalueil — IIOC/eflHee, YTO ITUX aBTOPOB 3aHMMAET, 3TO HOpMajM3alus
b0 paloHAMN3aNNs TYyMAHUTAPHBIX IIOCIENCTBUIT KatacTpodel. BoitHa
3fleCb — 9TO CUTYaLs, KOTOpas IIPOM3BOLUT OCOOBIN BUJ, IMYHOCTH, OC-
HOBAaHHBIN Ha TPAHCTPeCCHN, HO TaKKe 37jeCh IPOMCXOFUT 0coboro Bupa
caMopeanusanys, OpUdeM MMEHHO 3POC 3a4dacTylo IpossisaeT ee. Y Cary-
HOBCKOTO YUTAEeM:

OTBSIXUCDH, HE BOII, Ha,
BOT MOA )XU3Hb,

BO3bMU €€, BOVIHA.
Cnacu60 3a JOBOIbCTBIE

U 32 IPE€JOCTABJIEHHOE YAOBOIbCTBIUE
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HOBUJIATb POJIHBIX,
IIOKOMAHI0BaTh JIFObMM,

MOPACCYX/aTh

0 MY>XKecTBe

” 0 M00BI.

ITpomrariTe, KafipoBble KOMAHAMPHI,

MBI BMeCTe B CTOJIOBYIO XOAWJIN,
o6cy>1</1am/1, KTO KaKOI1 repoii,

a 3aB KOPMUJI HAaC UTOTOIL.

ITpormaiite, GpenbpiepuLbl ¥ OPUIAHTKY,
IpOYNNBbIe, KAK 00€3bsIHKI,

OX ¥ HEOXOTA IO bIXaTh,

MOKUTD OBl elE, TObINIATh.

Xorts 66 BCIOAY yoKe, 9TO 1IN,

COBETCKas HacTajla B/IACTb,

YTOOBI IOV CTA/IA

MeHbIIIe C/TE3 HaIpacHO IIpO/INBATh.

Jlemo 1942, 3anacHoii nonx
[16]

CroXeT BbICKa3bIBaHM:A HEIOC/Ie/joBaTesIeH, layke KallpU3eH: 3/1eCh ¥ TOTOB-
HOCTb K rmbeny, IpoLIaHue U, HAIIPOTUB, HaleXXaa Ha M0Oefy COBETCKO
B/IacTN. PasBuTHe BBICKasbIBaHMs pasBOpauyMBaeTCA BOKPYT oOpasa pbifia-
HUsA, BosA, cne3. IleHTpoM 3iech IpefCTaB/AeTCsA Bapualllis Ha TeMy aje-
TOPIMYECKOTO AManora ¢ Ge3yTelurHbIM U TPeGOBaTeIbHbIM MaPTHEPOM, HO
B OpyTaJIbHOM MIPOBOM ABVDKEHMM CTHXA 3TUM IAPTHEPOM OKa3bIBAETCS
caMa BOJIHA, KOTOPas yTeIlaeTCs ¥ HAChIIAETCs, TNUIIb IOITIOMAs YemoBe-
yeckye >k13HM. CaTyYHOBCKUII B OYepeHOM CKaH[JAaIbHOM IOCTpOeHMN (B
PasroBOp C POKOBOII BO3MIOOTIEHHOI-CITyTHHULIEN, BoilHOI, OTHMMAaoIeit
XKV3HDb, BHE[[PAETCS YIOMMHAHME CIyYallHBIX BO3/MIOOTIEHHBIX, «(ebj-
mepu 1 0GUIMAHTOK, JPOWINBBLIX <o ecmb noxomausvix — I 5> Kak
06e3bsTHKI») (GOPMYIMPYeT BaSKHBII 1 CTIOXHBIIT IAPALOKC O TOM, ITO BOIL-
Ha OJJHOBPEMEHHO OTHMMAET XM3Hb ¥ HAIIONHAET ee, IpujaBasd el enm —
U Jaxe ocoboro popa SK3aJTbTMPOBAHHYIO PAfloCTb M YAOBIETBOPEHHUE,
ocobblit Bup jouissance (mo CaTyHOBCKOMY, KalmaMOypHOe y/008071bcmisiLe).
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9To cMellleHNe ¥ IPOTUBOPEYNE CMBIC/IOB TaK K€ BaXKHO JI/ISI 9TOTO TEKCTa,
KaK CMeIlleHNe 3bIKOBBIX PETUCTPOB: MBI BCTYIIAeM B TEKCT C IMOf06usi/ma-
POAMU BBICOKOIT TFOOOBHOI MMPUKH, C OTIIPABHOI TOYKOI B 6IECTAIIEN 110
CBOEII CTIOKHOCTM U 3P PEKTUBHOCTU COCTaBHOI prdMe «BOJ Ha» / «BOII-
Ha», V1 JJOXOAMM [0 MOf00VsI/TIapO BBIIIOTHEHHOI Ha IICEBJJOIIPOCTOHA-
POJTHOM sI3bIKE KOJIBI O JKe/IaTelbHOCTH TT00e/bl COBETCKOI BIACTI, KOTOpas,
HaKOHell, 130aBUT BeChb MUP OT CJIes.

BesycoBHO, MeX/[y 3TUMM MO3TAMU CYIIECTBYIOT TAK)XXe M CUTYaTUB-
Hble, VI 9K3UCTEHL[MAJIbHbIE Pa3/N4Msi, TaK Kak [Op mmcan CTuxm B CBOIO
TAfHYI0 TEeTPajKy B OnOKagHOM curyauuy (M3PSZHO AUCHUIUIMHUPO-
BaHHOJ ¥ IIPOCMATPMBAEMOJ BIACTSMM) ¥ €0 MHTEPeCcoBana CUTYaLVs
cy6beKTa MCTOpUM, Kasanoch Obl, COBEPLIEHHO JIMIIEHHOTO areHTHOCTH .
Cy6bekt mupuky CaTyHOBCKOTO 3a4acCTyI0 TaK K€ TPAaHCTPECCUBEH M XPY-
0K, HO OH He OJIOKMPOBaH, ICTOPUIECKN He TACCHBEH U He CTaTU4eH — I,
B YaCTHOCTH, MOXET [ePEMELIATbCsl B BOGHHBIX IIPOCTPAHCTBAX, OKA3bIBa-
sICh B Pas/IMYHbBIX CUTYaUMsAX — U (POHTOBBIX, U1 THIIOBBIX:

Y Hac 6bUI IpUMYC.

BbIBaso, TONbKO BCIIOMHMIID — OH ITYMMAT.
Tam

MaMa BOSUTCA C KaCTPIOTSIMIU

U B CIIEIIKE KPBIIIKAMI I'PEMUT,

U pasroBapuBaeT caMa ¢ co6oii

O NOpOroBMU3HE 1 O cebe caMoit.

Y Hac 6bLI IPUMYC.
Y Hac 6BUI IPUMYC, YaTHUK, KPaH.
V Hac 6bIT CBeT.

Tenepb y HacC HMYETO HET.
Bbl — sBaKyupoBaHHbIE.

1941
13]

9 IlIpu ToM 4TO MBI TOBOPUM O hepcoHe — caM nuTeparop Top B XyAluye MecsIbI IepBoii 6710-
KaJIHOIT 3uMbI Toceman Ily6nmunyto 616moTeKy, rae OblI CHAT KMHOTOKYMEHTAINCTaMu,
9TOT 3MU30/1 BOLIE B JOKYMeHTa/IbHBI (uiibM «JIeHnnrpan B 6opboe» (1942).
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B arom Tekcre obpamiaer Ha cebs BHMMAHUE HE TOIBKO MPOHUYECKAs
U ropbKas (eTHImM3anus IPUMYCa, Ha3BAHHOTO TPYDK/BL, HO M TO, KaK
9TOT TEKCT OOpaIaeTcsi ¢ MECTOMMEHNMEM: HOCTa/TbIUIecKOe Mbl, CUMBO-
nusupyoliee YOOIy WAWUIMIO B IPOIITIOM, BHE3AMHO MPEBPAIAETCS B
OCKOpOIsAOLIee OTIYXK/AoIIee 6bl, paboTaroliee B IOCTIESHEN CTPOKe KaK
OGBUHNTENBHBIN 3HAK MHAKOCTU U YYXAOCTU (IpUYeM 3[eCh TAKXKe HOJ-
pasyMeBaeTcsi BHYTpPeHHss pudMa C SIPKUM PasTOBOPHBIM IEOPATUBOM
BOEHHOT'O BPEMEHIU: 8bIKOBbIPEHHDLE).

Hapyurenne, mckakeHne JTUYHOCTY TOBOPSIIIETO B TaKMX TEKCTaX dUa-
CTO BOCIIPOM3BOAUTCS IMEHHO HA YPOBHE ¥ MOCPEACTBOM MECTOMMEHNUIT —
CyOBEKTHOCTD TaKMM 0OPA30M HeCTaOVIN3UPYETCs], U 314eCh MHe BUINTCS
Haubosee 3HAYMMOE/MHTpUTYIOLee COMDKeHe IBYX 9TUX H03TKK. Bot Top
OT [IepBOTO JIMIA MAIIET O TUbey 0T 6I0KALHOI 6OMOEKKIL:

C BO3AYIIHOI BOMHOIO B yIIaX,
C XO/OIHOI TYHOIO B AYyIIe

A BrICTpen K 6e3yMblo. S — max
W mar cebe. S — nemoti. A yie
Huuezo u Gezy x Huuemy.

A yoice HUKO020 U cheuty K HUKOMY.

1942
(Top 2012: 47. — Kypcue moti. — I1.B.)

PacusieHenne, QparMeHTaLysi TOBOPAILETO ¥ HEBOSMOXXHOCTD SI3bIKa H/IA
omycaHyst 67I0KaHOI rubenn MOKa3aHbl B 9TOM TEKCTe KaK KanmamoOyp 1/mu
pebyc: TpaBMaTM4eCKMIl Ipefie A3bIKa BBIPa)KaeTCs Yepe3 A3bIKOBYIO UIPY.
ITeper HaMy, B IePBYIO OYepelb, XPOHUKA paciiafia CyO'beKTHOCTH, KakK Obl
COBIAflalOLIasA C MOFPOOHOCTAMNU OMOKAZHOTO OBITH, BBIpa’kaeMasi UM,
HO K HUM He CBOfMMas. IDTM OOIey3BeCTHbIE Telepb MOAPOOHOCTM (XO-
JI0fi, TbMa, TOTIOf, GOMOEXKM ¥ apTOOCTper, pacmaj COLMANbHBIX CBA3EIL,
6esymue, IIPeCTYIIHOCTD ¥ IPECTYIUIEHNsT HaXOMIIMXCS Y BIACT, KaHHU-
0a/13M) BOCIIPUHMMAIOTCA yXKe He KaK BHeIIHUe 0OCTOATENbCTBa, HO KaK
97IeMEHTBI BHYTPEHHEer0 COCTOSHMA OOKaTHOTO CyObeKTa U 3aMedaTe/IbHO
[OJTHO BOCIIPOVM3BOMATCA Ha YPOBHE HOITIYECKOTO S3bIKA.
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O6a moaTa mpemaHbl 3ajjade II0Ka3aTb CMEPTb KaK cOObITHE s3bIKa. B
TO BpeMsi KaK Huko0z0 y Topa IpeBpaljaeTcsi B HUYez0, TO €CThb yTpaduBa-
eT KaTeropuio OfyIeBIeHHOCTI, y CaTyHOBCKOTO BO3ITIAC/3aUMH «KAK ST UX
MO0 / ¥ MX BCeX YOBIOT» Pa3BUBAETCA B IIyaHT «BCE Mbl CMEPTHUKI» —
TO €CThb CMEPTh BKIIOYAET B ceOsl, MOIVIONIAET TOBOPSAIIETO: Mepes HaMIu,
OyKBa/IbHO, MIO3TUIECKMIT TEKCT KaK HOCTIESHEe C/IOBO, 3alleYaT/IeHHble TH-
6ertb M aroHus1. OTO IPUBOLUT HAC K BOIIPOCY: SIB/IAETCS JIM TAaKas MIOITUKA
IIMCbMOM BbI)KI/IBH.[eI‘O? STI/I BOCHHBIC CTUXNM HAIIMICAHbI TAKXXE € no3uuuu
nozubuezo:

[...]
- Boke, MBI Tak 60SIIUCD,
MBI TaK 6exxanu,

a BBI?
— A MbI X1 B AHIVDKaHe,
a BBI?
- A mb1 B Crbupu,

a BbI?

- A Hac yowm. [...]

<1942%>
[17]

Tak>xe 1 B 6HOKa,quIX MECTOMMEHUAX Fopa IIPOABIAETCA MYUYMTEIbHAA HE-
OIIPEENIEHHOCTD, CPOJAHY KOIIMapHOMY CHY:

U 6yny JOKMBBLIL U XKIBOIT

B mormsie ¢ MepTBOIO XEHOIL.

BpBoewm, BTpoeM 11 Ha IOy He Oy/eT KHUT.
He 6yner namnbl. Ho 6yny nymaTp s —
I'me Tb1? V1 9TO TaKoe TyT MeXUT?

(Top 2012: 48)

Omnucanne creHsl 6mokagHON rubenyu (HEBBIHOCMMOE caMo 1o cebe) mpe-
BpAIjaeTcsl 371eCh B IapafjOKCalbHOe COoYeTaHye ObITOBON CIieHbl U (aH-
tacmaropun. Kak u y CaryHOBCKOro, 3[1eCb TOBOPAT MePTBELbL, I TO, YTO
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IPOUCXOAUT B OJIOKaJHOM HOCMepThbe, IOpa’KaeT MMEHHO HeCTaOUIbHO-
CTBIO ¥ HEy3HaBaeMOCTBIO CyObEKTa: MEPTBbIE PA3MHOXKAIOTCS ¥ MHOXKAT-
s, TpeTbe JIUI0 MPEBPAIIAeTCA BO BTOPOE, KaTerOpuy He/OfyIleBIeHHOCTH
TaKKe KONMeOII0TCA ¥ MepLAIoT.

Bo Bpems opHOJ M3 IepBBIX KOH(EPEHIVOHHBIX AUCKYCCUil O 6710-
KagHol nupuke lopa Mapk JIunoBenxmii HpenIoONOXuI CMYTUBIIYIO,
HO BIIEYAT/IMBIIYIO MEHs TOTZA TMUIIOTE3y, YTO 3TOT aBTOP TaK TIIATENTbHO
CKpBIBAJI CBOM O/IOKaJHbIE CTUXM HE TONBKO M3 CTpaxa Hepef COBETCKUM
IUTATENTbCKIM COOOLIECTBOM, HO IIOTOMY, YTO OHM GBIV HAIIMCAHBI He IS
BBDKMBIINX, A JUISL yMEPUINX — U C Touku 3penns ymepumx'. Tlogo6Hoe
OLIYIIEHNe MOXKeT BO3HUKHYTb M IpM aHanuse cTpok CaTyHOBCKOTO «Bce
Mbl CMEPTHUKM» — XOTA B TO K€ BpeMs IMO3MLIMA €ro ropasjo arpeccuBHee,
37ee 1 BUTAJIbHEE.

%%

Boennas mossmsa CaTyHOBCKOro OymeT MOpa’kaTh YMTAaTeNsA M WCCIENo-
BaTe/Isl COBETCKONM II033UM BCErfa — TaKMM HEBEPOATHBIM aHTUIIOZIOM,
IPOTUBOPEYNEM OHa ABJIACTCA KOMOCCY opuIuanbHON moasun. [Ipudem
OLIEeTIOMJIAICT MMEHHO COYeTaHMe GeCKOMIIPOMIUCCHON TeMaTUKU U BUPTY-
O3HOTO MHCTpyMeHTapus. B Hadaje sTuX 3aMeTOK ObII HAMeUYeH PAJ UCTO-
prorpadudeckux Taby, KOTOpble HApyLIAeT 3TOT ABTOP, HO AHA/IN3 €ro
TEKCTOB BBIABIIACT ellie 0o/lee ITyOMHHBIe HAPYIIEeHVA Y OTKPBITYA: Ha MO
B3IJIAfL, IVIABHBIM JOCTVDKEHMEM 3[eCh SIB/IAETCA CIOCOOHOCTD IIOKa3bIBaTD,
4TO BOJIHA HE TOJIbKO CEET CMEPTh, HO YPOAYET U PasBpallaeT TMIHOCTD, U
VIMEHHO TaKyI0 TMYHOCTb «HAy4YU/ TOBOPUTH» CaTyHOBCKUIL
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SAn CaryHOBCKUIT 1 «OapadyHast MOI3MsI»

Pestome: B cratbe TBOpueckme crparternu fHa CaTyHOBCKOTO paccMaTpyBAIOTCA
B KOHTEKCTE T. H. «0apauHOIl II093UN», KOTOpas, B CBOIO OYepelb, IPeACTaB/IAeT
co001 Ba)KHYI0 ICTETUYECKYI0 JOMUHAHTY HAEATEIBHOCTM «JIMaHO30BCKOI MIKO-
JIbI» — OJJHOTO U3 LIEHTPAIbHBIX ABJICHNII COBETCKOI HEIIO/LIeH3yPHOII CTIOBECHOCTH.
«bapayHas 1moasus» caMa IO cebe IPEACTaeT He CTONBKO eAMHOOOpas3HOIl IPaKTH-
KOI1, CKOZIBKO HaOOPOM XY[I0XKECTBEHHBIX YCTAHOBOK, IO-Pa3HOMY peajM3yIOLINXCs
Y BaXKHEMINX («AIepHBIX») aBTOPOB, KOTOpbIE C Hell OOBIKHOBEHHO CBA3BIBAIOTCA
(Esrenmit Kponusuuuxmuit, Virops Xomus, Tenpux Canrnp), a taxoke 1 Gpopmoit Mu-
donornsanuy 3TON JIMHUM B aHJErPayHAHOI Mo3TuKe (B my6nmkanusax Omnbru
Amnppeesoii-Kaprnaitn, Koncrantnna Kyssmmuckoro, Opnyapra JIuMoHOBa). AHamu-
3UPYIOTCSL CIIOCOOBI B3aMMHONM peleniuy «b6apadHbix» 1m09T0B 1 CaTyHOBCKOTO,
IIOKa3bIBA€TCsI BOB/IEYeHHOCTh CaTyHOBCKOTO B «6apauHyI0» 3CTETUKY, HO OLHOBpe-
MEHHO 11 TIepe0CMBIC/IeHNE ee, 6o/Tee IMUPOKOe, HeXKeN Y €€ OPTOJOKCATbHBIX MPef-

CTaBUTesell, IOHMMaHNe ¥ IPOU3BOAMMAsT Haf Hell MeTapedIeKcsi.

KnroueBbie crioBa: «6apaqHa;I 10331 A», «JImaHO30BCKas IIKO/Ia», HENMMOALEH3YPHaA

1oasus, 6€I[HOCTb A3bIKa

[TocTaBneHHas: B 3arOI0OBOK 3TOM CTAThU TeMa MOXKeT ObITh pasjiefieHa Ha
IBa BoIlpoca: Kak oueHuBan JH CaryHOBCckMil peHOMeH «6apadHOIl I103-
3UM» ¥ TBOPUYECTBO ee INpeficTaBUTeNeil U B Kakoll creneHn caM CaTyHOB-
CKMII MOXKeT ObITh NMPUYNCIEH K JaHHOMY siBieHu0. CaTyHOBCKUIT Kak
O[VH 13 IVIABHBIX IIpeficTaBuUTeNell «/[MaHO30BCKOI LIKOJIbI» B TO K€ Bpe-
MA cootrHocuTcsA (HapsAmy ¢ BeeBonmogom HekpacoBbIM) ¢ KOHKPETUCTCKOM
NVHUeN B Hell; «6apadHas I093Us» IPefCTaBIAeTCA IPU 9TOM TO APYroi
JIMAHO30BCKO JIMHUEN, TO OTOXKIECTBIAETCSA C «/IMaHO30BCKO IIKOION B
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uenom»'. Mecto CaTyHOBCKOTO B 3TMX KIacCU(UKALMOHHBIX AYeiiKax MO-
>KeT OBITh IOHATO KaK IpPU B3IJIAfie HA €r0 JUAJIOr C APYTUMM «IMAaHO30B-
LaMI», TaK ¥ Ipy 0OpallleHNy K BHYTPEHHUM UHTEHIVAM ero TBOPYeCTBa.

OpHako Impexzie HeoOXOAVMO XOTA Obl KpaTKO pacCMOTPETh CTaTycC
caMoro ¢eHoMeHa «bapadHOIl M093MM» U TIOHATH, MOXKHO /I €ro BOOOIe
CUMTATh He IIPOCTO 3/IEMEHTOM BHYTPUI[EXOBOTO >KaproHa, HO HEKOTOPBIM
peTeBaHTHBIM UCTOPUKO-TUTEPATYPHBIM OHATHEM?.

IMonsTHe «bapavHOIl LIKOIB» CIOXKIIOCH, CKOpee BCero, BO BHYTpEH-
HeM aHJIerPayHJHOM CaMOYIIOTpPeOIeHNy; aBTOPCTBO 9TOTO OIpefe/ieH s,
npunucbiBaeMoe yuHorga Mropro XonmHy, MM caMUM OTBepranoch: «Bo-
obmie e, cosuaTens TepMMHA ,bapadynble” He cymectByeT. Ero cosmanmu
BCe JIIONIM, TOYUTaTeNy (B IEpPBYI0 OYepelib) MOMX CTUXOB» (XOMMH 2020:
162). Bo BcsakoMm crmydae, ¢ukcanuio 6apadHOll TeMbl B KadecTBe CIIEI-
¢budeckoro J0Kyca CIefyeT CBsI3bIBATh MUMEHHO C XOAMHBIM (XOTS PORO-
HAYaTbHUKOM «bapavyHOl IIKO/IbI» HAa3bIBAICS OOBIKHOBeHHO EBrenmit
Kponusuuikuii’); Tak, Xomu orBedaer Ha Bompoc B.KynakoBa o XpoHO-
JIOTMM €ro TBOpuecTBa: «[...] mepBoit Obta Obl ,0apayHas kHura ,0apad-
HBIX <cTMxoB>. OHa HMcanmach ¢ 1952 Trofa U Ifie-TO 10 CepefuHbI 50-X. B
MOCKOBCKOIT KHIDKKe ,,)Knrenu 6apaka“ HameyaTaHa NMUIIb YaCTb 3TUX CTHU-
x0B. Ectp emte, Hampumep, 6onpiioit nukn — ,bapaunas nupuka®s (Kyma-
KOB 1999: 320).

BorxopAmas 3a mpefensl MOCKOBCKOTO aHJIETPAyHIHOTO KPyTa JIeTUTH-
Malys ONpeneNeHus «OapauHblil» CBsI3aHa C IyOMMKalyell B aHTONOIMK
Onbru Auppeesoii-Kapnaiin Poets on Street Corners. Portraits of Fifteen

1 O COOTHOIIEHNN 3TUX TIOHATHUII CM. copiepkatenbHyio pabory: ITaBmosery 2021. Cp. TaKoKe:
«JIpyrue yqacTHUKYM MaHO30BCKoM rpynmbl — SIu Carynosckuit u Beesonon Hekpacos —
He ObUIM HemocpencTBeHHbIMN yyeHrKamu Erenns Kpomsuutikoro, kak Xoms 1 Carnrup.
Su CarynoBcknmit nosBuica B JIMaHO30BO B 1961 TOAY, yKe 3penbIM 1Mo3ToM. BeeBomop He-
KpacCoB ITO3HAKOMMJICA C JIMAaHO30BLIAMU B 1959 I‘OJIY XOTA U HAYMHAKIINM, HO y)Ke BIIO/THE
OIpeeNMBIINMCS aBTOPOM |[...]. B manpHeriieM 11aHO30BCKIe BAMAHMSA OKa3aluch 61aro-
TBOpHBIMY ¥ 11 CaTyHOBCKOro 1 it HekpacoBa, HO KOHKPETU3M X — 0CO00ro CBOIICTBA,
BO MHOTOM He TaKoj1, Kak y XomHa 1 Canrupa» (Kymakos 1999: 25-26).

2 IlopgpobHee s paccMaTpuBaio JaHHbIN Bopoc B cratbe «Vropb Xomuu u BeeBonon Hexpa-
COB: 3aMETKM K COIOCTAaB/IeHNIO» (B IeYaTH); CM. Takoke: JlaBBIIOB 2021: 99-109.

3 Tak, B oTBeT Ha Bompoc B.Kymakosa 06 mcrokax «6apauHoiit moassumn» lenpux Canrup roso-
purt: «Havanocs Bce co ctuxoB Erenns Jleonnposuya <Kpomusuunxoro>» (Kymakos 1999:
324). CM. Takke: XO/MIH 2020: 161.
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Russian Poets (1968); B 9TOM OTHOILICHUN JMMeJa 3HaYeHMe U MyOIMKaLus
B IepBOM TOMe Ammonoeuu Hosetiuieli pycckoti noasuu «Y Tonyboii /lazy-
Ho» (1980) Koncrantmna K. Kysbmunckoro. VIHTepecHO, YTO, HECMOTp:
Ha OCMBIC/IEHNe «DapaKa» KakK CIeny(U4eckoro KOHIENTa, MapKUpyIole-
rO OIIpefie/ieHHbIe TEKCTHI ellje B IIepBOJ IOJIOBMHE 1950-X IT., pedrexcus,
CBsI3aHHAs C caMoil «bapayHoll 1033Mel», BOSHMKAET MHOTO I03Xe, MPHU-
4eM B OTBET Ha ITyOnuKanuio antonorun Poets on Street Corners y XonnHa.
ITpu sTrom samevaHus XONMHA OCTAIOTCA B €r0 3alMCKaX, He IIPeflHa3Ha-
YEHHBIX JI/Is1 IOCTOPOHHMX I/Ia3 1M OIYO/IMKOBAHHBIX TOJIBKO B HOCTIEJHEE
BpeM: (MOXKHO YBEpeHHO IIPeJIIONIOKNUTD, OCHOBBIBAsACh Ha KOPITyCe Xy/O-
JKECTBEHHBIX U OMorpamueckyx TEKCTOB, YTO XOMMHCKas MO3ULIMA VM-
IVIMLATHO MM JIEMOHCTPMPOBA/Iach, HO BPAM /M SKCIUIMIMPOBANach IO
[IpUYIHE CBOET KpariHelt )XeCTKOCTH).

B auromoruu Onbru Kapmaiin pasmeny “The Barachni Poets”, Bkiio-
vatoulemy crtuxu Xonmmua u Canrupa®, mpeinocnana BBOfHAsS 3aMeTKa, B
KOTOPOJI Jie/laeTcsl IOIBITKA OOBACHUTD (eHOMeH «bapauHocTi». Crienmy-
€T OTMETUTDb, UYTO NAHHBIN pasfiel — eAMHCTBEHHBII HeaBTOPCKMII B aH-
TOJIOTMM, BCe IpOUMe IPefiCTAB/IAIT 103ToB (0T Asekcangpa bBroxa mo
Benner Axmagynusoit u Vocuda Bpopckoro) nHAuMBUAYanbHO, a He B CO-
CTaBe KaKoI-1160 IPYIHIbL. ITO MOXHO CYeCTb 3HAKOM TOTO, YTO IIPef
HAaMI IOINBITKA IIPEACTABUTD «OapauHyIO IIKOMTY» KaK sIBIEHUe He CTOTBKO
3CTETUYECKOE, CKOJIBKO COLMAIbHOE; €CIIN ITPOYMe MPeCTaBIeHHbIE TI03ThI
MHTEPECHDbI COCTaBUTEIbHUIE KaK IMPEeCTaBUTENM HEKOETO MO3TUYECKOTO
KaHOHa, TO «6apayHble» aBTOPBI CKOPee PelPe3eHTUPYIOT HellPUBIeKaTeIb-
Hble CTOPOHBI COBETCKOII JIeliCTBUTEeNbHOCTH. [IpemaraeTcs B3rIAL Ha «Oa-
PayHYIO T033MI0» OJHOBPEMEHHO KaK Ha MapannuTepaTypy, HaclefyIoIyIo
HEIIOfILIeH3ypHOMY (POIBK/IOPY, U KaK Ha fABJIEHMEe B paMKaX MHTEepPHAINO-
HaJIBHOTO IIPOTECTHOTO JBYDKEHM A, BK/IIOYalolee 0930 O THNKOB:

4 B anTonormn ou npencrasieH kak “Henri Sabgir”. 9to ne ommb6ka: «Cyns mo Bcemy, Car-
rup u Cabrup — JBa ajbTePHATMBHLIX HAIVICAHMA OJHOI ¥ TOJ >Ke pefikoil (0COOeHHO B
Poccmitckoit ummepun) espeiickoit ¢pavmmn» (IlIpaep/Ilpaep-ITeTpos 2004: 126) PanHmit
Carryp B caMOM JiejIe 9acTO MOANNUChIBAICS Kak «Cabrup»: cM., HalpuMep, HOAVCAHHYO
VIMEHHO TaK €ro IofbopKy B IIePBOM HOMepe CaMM3JaTCKOro »ypHana «CHHTaKcue» (1959);
3amevaHus Bcesonoma Hekpacosa («[...] mucaBmmm B Te mopbl cebs depes 6 — Cabrup
[...]» (3bikoBa/lleHckas 2022: 143); manepy Ockapa PabuHa, sHaBiuero Camrupa c JJeTCTBa,
mcatb nmeHHO Cabrup (Tam xe: 248) 1 T. 7.
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A literary outgrowth of the contemporary oral blatnoi trend (that of the thieves’
songs), barachni poetry is written today primarily by young poets. Like a
considerable body of Soviet poetry, it circulates in typescript only. The term
barachni derives from the word barracks (baraki) - those of concentration
camps and of slum areas surrounding big cities. Marked by a certain urban
ultra-realism, barachni poetry may be regarded as a manifestation of the vast
international movement which reflects the discontent and anxiety of people
facing the crumbling of yesterday’s values, whether Christian morality or
Marxist ideology.

A kind of crude Expressionistic satire, barachni poetry is one reaction to the
atmosphere of uneasiness and fear which prevailed in Russia during the Stalin-
ist regime. Above all, it satirizes contemporary Soviet life. This same approach
may also be found in the prose of such writers as Tertz, as well as in painting.
Oscar Rabin, to whom one of the poems quoted below is dedicated, is the best-
known among the barachni painters of Moscow.

(Carlisle 1968: 350)

B xavecTBe ITIaBHBIX IIpefCcTaBUTeNIeN «OapadHOil M033MM» U (BOSMOXKHBIX)
KOZM(UKATOPOB CAMOT0 HMOHATHS Has3plBaloTCs1 Canrup 1 XOmuH:

Barachni poetry is popular in Moscow literary circles. Thought not anonymous,
its poets are relatively obscure. One may hear their verse at small literary eve-
nings held in Moscow by groups of intimates; Sabgir and Holin, for instance,
are quite influential among “subterranean” Muscovites. These two, who are
close friends, are credited with coining the term barachni. Now in their late
thirties, they are said to have a following of young poets who for the most part
are also unpublished.

(Ibid.: 350-351)°

5 ITomumo Canrypa u XonuHa, fajiee ZOBOIBHO MOAPOGHO TOBOPUTCS O IIECEHHOI 033U
Anexcanppa Tannga: “His lyrics, often employing a grotesque ‘pop’ use of Soviet slogans, are
the creations of a real poet. They are apolitical and asocial in a virulent way, poignant, ironic
mixtures of contemporary Soviet street talk, of camp lore, and of a pervasive, bittersweet
nostalgia typical of Russian folklore. Galich is a good example of the flowering of Soviet
folk songs, whose popularity surpasses even that of poetry today, as if, even for intellectuals,
songs were a better means of expression for the malaise, the feeling of nausée - in Sartre’s
sense of awareness of the absurd - so characteristic of contemporary life” (Ibid.: 351).
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ToBopst 0 «bapauHoil 1033UM», Kapmaia OFHOBpEeMEHHO BbIJeE/sIET
«iikonty» (Xommu u Canrup) u muuier o «6apadHOCTV» KaK TeHAeHInu. B
paMKax momo6HOI TBOCTBEHHOCTM HEM30EKHO BOZHUKAET «MepLaloliee»
OTHOLIEHNE K Ha3bIBa€MbIM aBTOPAM KaK TBOPYECKM 3HAYMMBIM M KaK K
MIpeICTaBUTENSIM HEKOEro OOIEeHAPOHOTO IIPOTECTHOTO [BM)KeHUs (HO B
TO >Ke BpeMs M MapryHa/JbHOTO II0 OTHOLIEHMIO K «OOJIbLION» I1093UM SB-
JIEHUS).

9Ta COYYBCTBEHHO-CHUCXOAUTENbHAA MO3MIMA II03BONAET XONUHY
copMyIMpoOBaTh CBOK KOHLEIINIO «OAPAIHOI [T093MM», B HEMAJION CTelle-
HU U B LIEJIOM, ¥ B MeJI09aX IIOJIEMUYHYIO K CKA3aHHOMY Kapnaﬁn6:
«bapayHoll MmKOMBI» Ha CaMOM [ielle He cCymiecTByeT. Iloxaimyii, TOIbKO
IBOMX II0O9TOB MOXXHO OTHECTM K 3TOil IuKojie GeccriopHo: EBrenmit Jle-
ounposny KpommBHuikuit n . Tammu (ctatbsas Onbru Anppeesoit (Kap-
Maiinp)) — He GapadHbIit MOST, OH MeceHHMK-catupuk’. Lempux Camrup,
€C/IM y HEero 4To HAINCaHO, TO BCe 3TO I0OOYHO, He OCHOBHOE B €r0 TBOP-
gyecTBe. [IOTOM OH U Temepb ellle CAUIIKOM IICEeBJOKIACCUYeH AJIs GapadHo-
TO 1109Ta, KOTOPBIl HO/KEH 00/MafjaTh CTU/IEM HECKOIbKO IPUMUTUBHBIM,
BepHee — IPOCTBIM, KaK U TO, 0 4eM OH muieT. Ho 3To y>e TOHKOCTH.
Mosxer, s omnbaroch. Benp Onbra Anppeesa (Kapraitib) cMOTPUT Ha 9TO
mmpe: «bapaynas moa3us (Ljurara) MOXKeT pacCMaTpUBATbCs, KaK IIPOsIBIIe-
HUe H.U/IpOKOI‘O I/IHTepHaIU/IOHaHI)HOI‘O OBVIXEHM A, KOTOpOe 0Tpa>KaeT HEenmo-
BOJIBCTBO U OECIOKOICTBO /II0fiell — CBUAIETe/Iell paspylIeHNs BYepaIlHUX
LIeHHOCTel». BoT BupmuTe camm, Kak IIMPOKO. MoXKeT, TaK BCerjja 1 CydaeT-
Cs1: IO3THI MMIIYT, CO3JAI0T, 3 KPUTUKI Y>Ke BO3BOAAT 3TO B OIIpe/ie/IeHHbII
PaHT, LEeIIAI0T CepP>KaHTCKIE NIV TeHePaIbCKIe TIOTOHBI.

Ecnmu cMoTpeTh Ha Jieo BOT C TaKOI TOYKY 3peHMs], TO IOYTH BCIO JIEBYIO

noasuo (1 maxe Crynxoro, Kopxxasuna u EBrymenko u BosHecenckoro),

6 Ee aHTOMOINA [ONITA 10 TIpEACTaBNUTENEll MOCKOBCKOTO aHfierpayHpa. Cama Kapmaiin, Haunm-
Has ¢ 1959 T., 6pBama B CCCP 1 o6mjanach ¢ MpefCcTaBUTENAMY HEeNOALeH3yPHOI KY/IbTY-
pbL, uTo oTMevaeT 1 XomyH: «OueHb TOIKOBas >KeHIIMHA. 51 ¢ Heil 3HaKoM. VI 3HaKoM c ee
porutenrsiMu, Bagumom AnpipeeBbiM 1 MaMaruei» (XommH 2020: 163). Bagnm AHpees, cbiH
Jleonupa AHpipeeBa, 03T, IIPO3auK, IPUHAT M0C/Ie BOMHLI rpaxaanctBo CCCP; ocraBasch B
CIIIA u paborast B OOH ¢ coBeTcKoit cTOpoHbI, OH Takke 4acto 6piBan B CoBerckom Corose.

7 Ilpumep oueBnpgHOTrO Bo3paxkeHnsa Kapmaii.
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MO>XHO BCE€X CHO/1a BKITIOYNUTD. y Ka’X[10TO TEIEPEUIHEro I103Ta €CTh «6apaq—
HbIE» MJIN, KaK O HaXXIbl BbIpa3NiICa Crerman U.[I/Il'[a‘IeB, — Y€pHbI€ CTUXMN.

(XomuH 2020: 161)
Takas mmpoTa NozXo/a BbI3bIBAET Y XOMMHA HEKOTOPBIN CKEIICHIC:

OpnHO MOTry CKas3aTh ¢ TOYHOCTBIO (MHOTHME Terepb OYAyT IpUMasbIBaTbCs K
HOBOMY HAaIIpaBJIeHNIO) <:> PoOHaYaIbHUKOM IOZOOHOTO POAa 033NN SIB-
nsietcst EBrennii Jleounaosuy, cospaTeneM (CTpOUTENIEM 9TOTO 3[aHM) <—>
a u ordactu Tenpux Camrup, n oryactu Cesa Hexpacos, otuactn OKyJ-
skaBa 1 amnd (OHU-TO Y 00 9TOM M He gyMann)<,> 031K AJIeMIKOBCKUIL,
Oxpumenko, Caura ApoHOB — BCE IeCHM.

(Tam xe: 161-162)

XonuH (B IPOJOKEeHNe yoKe PUBEJeHHOTO BBICKA3bIBAHMA 00 OTCYTCTBUM
y «TepMuHa» aBTOpPa) HECKOIbKO TaBTONMOTMYHO yKaspiBaeT: «CTUXU 3TH
JIIOIM Ha3bIBa/IM GapadHBIMM, IOCKO/IbKY OHM HEIOCPEICTBEHHO O Hapakax
(e nmarepHbIX®) HAaNMCAaHBI U O TPAXXJAHAX, IPOXKMBAOUUX B 9TUX Gapa-
kax» (Tam xe: 162) ¥ JaeT TaKkoe pa3BepHyTOe ONpefielleHNe «6apayHOCTI»
KaK IIO9TUYECKOMY CBOVICTBY:

Bot Tunuynoe CTUXOTBOpEHME «6apaquro» HaIllpaBI€HUA.

1) IPOCTOTA M3/IaraeMOro MaTepuara.

2) mpocToTa GOPMBI 1 OHOBPEMEHHO (B MEPY) OPUTMHATIBHOCTD.

3) MecTO fieiicTBYst — Gapak WM 60T FPYyroll 0M, MELIAaHCTBO, HU3MEH-
Hble YyBCTBa, 3B€PCTBO HA YPOBHE KBapTUPbI, ABOPA, Y/IMIbI, BBI3BAHHOE
ME/IOYHOCTbIO, U T. 1.

S pag, uto Temeps (touka 3penus Onbru Auppeesoit (Kapnmaiinp)) Bce aTo
nepepocio B Heuto Gonbiuee. EBrennit JIeoHN0BNY, K IPUMEpY, HasbIBas
cebs1 TT09TOM OKPaNHBL.

MBI — TOpOJ, €ro 3aKOY/IKM, 3aIBOPKIL.

(Tam xe: 162)

8 Eme ofHa mogdepKkHyTas mompasKa K TekcTy Kapmarii.
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Taxoro popa TeopeTmyeckme BBIKIaAKM XONMH MOAKPEI/AET JeMOHCTpa-
1Meit 0co60T0 BO3JENCTBIUS «OapavuHbIX» CTUXOB Ha pPelNIINeHTa:

Tomuto. OpHaxkpl untan 51 rae-to ctuxu. OgHa (BO BpeMs YTEHNUsI) JKeH-
IMHA BOCK/IMKHY/TA: «MHe KaXKeTcs, 4TO Ha MeHsA (MMes B BUAY MOMU
CTMXM) BBUIMBAIOT IIOMOW». BOT BbICIIas IOXBada «OapauHOMY IIO3TY».
YyBCTBO HU3MEHHOTO CYIECTBOBAHUS JIIOZENl JOMDKHO OBITH IepefaHo C
TAKOM CUJION, YTOOBI (€C/M ONMCBIBAETCs paKa) YeMOBeKy (4MTarenio) Ka-
3a710Ch, 9YTO €ro caMoro u3busawT. YToObI CTUXM HaXJIN: KIONAMM, IIOMOJ-
KOI1, 060sMI1, KyXHeJ, IeCTHUYHBIMU KJI€TKaMI, TOBHOM, MOYOIl — BCEM,
YTO OKPY>KaeT NMPOCTBIX I'Pak[aH, )XMBYLINX B OapakaX, B 00IIeCTBEHHBIX
KBapTHUpaXx.

(Tam xe: 163)

B 10 >xe Bpemst X0/IiH MOfYepKMBaeT CenuduIHOCTb «6apaIHOro» IOAX0Aa
(BHOBB OTKa3bIBasA gaxke Canrupy B IpaBe ObITb «OapauyHBIM» IOITOM «0Oe3
0roBopok»’: «Y Canrupa CTUXM C/IMIIKOM SMOIMOHA/TbHBI, 2 HY>KHO Y4TO6bI
B3IJIAZ, ObIT HECKOTIBKO CO CTOPOHBI, 1 He 3710». U manee: «Onbra AHzpeeBa
(Kapmaiinp) TOUHO MOAMeTIIA 9TY 0CO6EHHOCTD. JKasb, YTO OHa )XMBET He B
Poccum» (Tam xe: 163).

ITo Xonuny, «6apadHoit» MOXeT ObITh Ha3BaHA I10J3MUsI HETATUBHOCTIL,
BK/IIOYAIONIE/l IIpUM 3TOM IPUMMTUBM3M, TUIeppeanusM u, Ooree
(aky/IbTaTMBHO, yCTAHOBKY Ha OTPULIATEIBHYIO PEAKIIVI0 HEIIOATOTOB/IEHHOI'O
pelLunueHTa. 31ech MOXHO BCIIOMHUTD M3BECTHbIN Te3uc Makcuma Illanmpa
o Iparmarike aBanrapya'’; oHaKo aBaHTapIIHOE «HETPUSATHE» PEIUTNEHTOM

9 B samucsx XonnHa BOOOGLIIe HEOJHOKPATHO BCTPEYAIOTCS IOBOIBHO KPUTUYHbIE OLIEHKI Call-
TMPOBCKOTO TBOPYECTBA; CP., HANpyumep: «X0Tsi B Kakoii-10 Mepe E<Brennit> JI<eoHnpgoBna>
npas. Ypesmepnas nesusHa Canrupy Bpemut» (XommH 2020: 78).

10 «He coBceM sICHO, KTO K€ pearupyeT AeICTBUTENBHO aleKBATHO: TOT JIM, KTO IIOHMMAET,
WIN TOT, KTO He MOHMMAET, TOT, KTO IIPUHMMAET, WIN TOT, KTO He mpyuHuMaet. I1ockombKy
I[IeHHOCTb TaKOTO MCKYCCTBA IIPAMO IIPOIOPLMOHA/IbHA CHe peakimy (MeanbHbIl CITy-
Yait — ckandan), «IpaBuUIbHee» BOCIPUHIMAET TOT, Ybsi PEAKLVs CU/IbHEE, Ubs ,,00/IblIIe 110
MO/ — He3aBUCKMO OT ee 3HaKa, Oy/b TO ,IUI0C WK ,MUHYC". A TaK KaK OTpULIATe/b-
Hble PeaKIH, KaK IIPaByIO, CUIbHee HONOXKUTENbHBIX, 60/Iee ,,BEPHBIMIL CTIefiyeT PU3HATH
uMeHHO yx. He mmpuemmiornuit aBaHrapia o6bIBaTe/Ib €CTh €T0 CaMbIil afieKBaTHBIII YMTATENb,
C/TyluaTenb, 3pUTeNlb — TBOPYECTBO aBAHIAP/MCTOB, B IIEPBYIO OYepelb, OOPAIeHO K HeMy
U COXpaHSAeT CBOE aBaHIapJHOe KAa4eCTBO TOJIBKO JI0 TeX IIOp, MOKa MPOJO/DKAET BBISHIBATD
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37IeCh 3aMeHAeTCA CKOpee «HeTaTHBHOI COMMIAPHOCTBIO» C BbICKa3bIBaHMEM,
CyrTecTmeil, CBOeoOPa3HBIM «TeaTPOM >XXeCTOKOCTH». [Ipyrasi BO3MOXXHas
napalelib — ¢ 009pUYTCKOI YCTAHOBKON Ha pean3alyio 9CTeTUYeCKOro
JecTa KaK MPeIMEeTHOTO, BellecTBeHHOro («CTuxu, cTaBIime Bembio»'!) —
3IeChb JIMIIAETCS YTOIMYIECKOTro ¢iepa, OIATh-TaKy IIPOSBIACTCA He IIPOCTO
B HETaTMBHOM, HO J CHYDKEHHOM BapuaHTe.

XonuH 3afjaeT OBOMHYIO, a 110 CYTH JHe/la U TPONHYIO MepCleKTUBY II0-
HUMaHMsI «OapadHoil 11093UI», KOTOpasl /INUIIb BHEIIHE [I0XOXKa Ha 3aMe-
yaHusa Kaprmaiir; Bo BTOpPOM CiIydae TPAaHMIBI SBJIE€HNA OYepUMBAIOTCH
HEeYeTKO ¥ BHYTPEHHE IPOTMBOPEUYNBO, B IIEPBOM JKe IIpefIaraeTcsa OT/IN-
YaTh «MCTUHHBIX» «OapavHbIX [TOITOB» (MCKIIOYUTENbHO KpOMMBHUIIKOTO
u camoro XonuHa, BeceBonona HekpacoBa, psAp mosToB-6apHoB, HO, CTOUT
3aMeTuTh, He SIHa CaTyHOBCKOro, He YIOMMHAEMOTO B JJAHHOM KOHTEKCTe
BOBCe), COOTHOCUMBIX C 3TOil TeHJjeHI[Mell JIMIIb OTYacTy (B TOM 4YUCTIe U
Canrupa, TPaAUI[MOHHO MOMEIAeMOTO B «AIpo» «6apadHoll MKOMbI»)'Z 1
HeKUe OTZieNIbHbIe IPU3HAKM «6apavHOl» TeHJeHI[UY, KOTOpble 0OHaAPYXI-
MBI «IIOYTH y BCeX» IIpefCcTaBUTeNIell «IeBOi» (B T. 4. 60ee 4eM Jieraanct-
CKOI1) TI033UM.

Takoe «pacleryieHHOe» IOHMMaHMe «OapauyHOl IM093MN», OYEBUIHO,
ObLIO mpUCylle He OfHOMY XONMMHY (XOTs U CHOPMYINPOBAHO MM MAaKCHU-
MaJIbHO 3a0CTPEHHO); K mpuMepy, [enpux Canrup ynommHaer (YTO Xapax-
TEPHO — y)Ke B ITO3JJHEM TEKCTe) «acTpanbHO-OapadyHble pacckaspl» H0pusa
MawmreeBa (Canrup 2023: 628), pacumpss mpefenbl «6apadHOCT» SO MPO-
3bl (Kak aTo caenana Kapmaiin, ¢ ropasfo MEHbIIVMU OCHOBAaHMAMH, IO OT-
HomreHnio k A6pamy Tepuy / Augpero Cunsasckomy). [locTereHHO, OTHAKO,
6oee KOHBEHIIMOHATBHBIM CTAl0 OTOX/ECTB/ICHNE «OapavHON IIKOJIBI»
TO ¢ «/IMaHO30BCKON IIKOIOM» (MM «TpyHIIoil») Boobwe, To ¢ Eprenu-

ero akTMBHOE HempuATHe (6oee TOro, MIMEHHO B 3TOM HETPUATUM U COCTOUT OIPaBJaHMe
aBanrappa)» (Ilammp 1995: 136-137). KypcuBom saMeHeHa paspsjika aBTopa.

11 Cm. mogpobHee: Kykyit 2010: 165-174. Taxoke: «He pas roBopumn o CKyIbITYPHOCTH, BBI-
JIeTUIEHHOCTH Belelt XonmHa; 1, 6ecCropHas MaTepuanbHOCTh, OUMIEHHOCTb (OPMBI OT
pedrexcnu npupaBaga CTMXaM KadecTBO, O KOTOPOM roBOpm/I XapMc: 6pPOCHTH CTHXOTBO-
peHIie B OKHO, M OKHO pa3obbercs. OT cTuxoB XO/MMHa HOBBIIETA/IN BCE CTEKIIA B IAPATHOM
IBOPIIe COBETCKOIT m033um» (Kymakos 1999: 157).

12 Crenyer oTMeTHTD, 4TO Haxke 6norpaduyeckn Carynosckuit u Camrup, B ormune ot Kpo-
nyBHMIKOro, XonyHa, Ockapa PabuHa, He ¥Meny «GapaqHOro» OIbITA XUSHM.
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€M KPOHMBHI/II_IKI/IM " €ro NpAMbIMI yYE€HMKaMN CaHI‘I/IpOM 1 XONMMHBIM

(Ipy M06BIX MPAKTUYIECKN MOCTXOMMHCKMX MHTEPIPETALVSX — «SIPOM»

paccMaTpmBaeMoOro HBHGHI/IH); pacliMpuUTENbHOE TOJIKOBAHME OKa3anoCh

IIPAaKTUIECKNU OT6pO]_[I€HHI)IM, a IIPpUIIVIChIBAHVIE 6ap1103 U Ja’kKe JI€EraJIbHbIX

IIeCTU/IECATHUKOB K «6apadyHoi» TeHpeHImu 3a6b1moch 2. Bcesonon Hekpa-

COB Iucam o «6apa‘{H01“A TI03311M» B PA3/INIHBIX TEKCTAX, MEHAA CMbICIIOBbIE

OTTEHKY, HO B LI€JIOM MCXOANII U3 «ANEPHOTO COCTaBa»:

ITIpo ce6st TOYHO MOTY CKasaTh, YTO 51 Ce0s HMKAK He Ha3bIBa/l U Ha3bIBATH
He XOTeNl, ¥ He MoMHIo, 4To6b! XonuH n Canrup HaseiBaau cebst «bapad-
HBIMI II03TaMI», XOTsI, KOHEYHO, OHM TAKOBBIMIU SIBJISUINCDH, VI Ha3BaHUE B
9TOM CMBbIC/Ie K HUM TIPYIMEHEHO O4YeHb yhauHoe, U K EBrenuio JleoHUI0BM-
4y KponmBHuikomy toxe. KoHedHo, 1 K HeMy 3TO OTHOCUTCSI — BepHee, C
HEro 3TO Ha4MHAETCH.

(3bixoBa/IleHcKas 2022: 103)

IIpu sToM Mormu 0cobo BoienaTbes mubo Canrup u Xomuu', 6o ofun
XomyH. «IIomoXXMM, XOMMHCKME CUIBHO OapadyHble, CalTMPOBCKME dYep-

13

14

15

Brpouew, 311ech eCTh UCKITIOYEHVIST: TaK, C «6apavyHOll [0931eil» COIOCTAB/I/IOCh TBOPYECTBO
Optera Ipuropeesa (Kyssmuucknit/Kosanes 1980: 333); Anekcanzipa Ecennta Bombraa (Tam
XKe: 105-106); Anekcanzpa Bemmdanckoro: «KoHewHO, 3T0 He GapavHas 1M033usi, HO C IIeii-
3axHoit mpukoit E. KponBHuukoro — nesua ,,cno6opok™ — wim pantero Be. Hekpacosa,
CTOJIb >K€ MMMaHEHTHO UTPOBOJL, CMBIKAIOIelicsl He TOIBKO C IPYMUTIBOM, HO U C JIETCKOM
HOS3I/IEI7I, paHHI/Ie CTUXU Be}II/I‘-IaHCKOI‘O BIIO/IHE COIIOCTAaBVIMBI. He JIYMaIO, qTO TyT 6])1]'[]/[ Ka-
KHe-TO BIUAHNA (XOTA BemmyaHCKMil IMaHO30BCKYIO TI033MI0 3HAJ), TYT IIPOCTO KaHPOBOE
COBIIa/IeHIIe, HO BecbMa cumiToMarnanoe» (Kymakos 1999: 287); Jleonnga Bunorpamosa: «ITo
noaryke JI. Bunorpazios oueHnb 6/11M30K paHHEMY, ,0apauHOMY XO/MHY, TOXKe BECbMa ,YaCTy-
meyHomy. Ho, KOHe4HO, KaHp TyT HeCKOIbKO Apyroit. JI. Bunorpagos He cosmaBa amoca,
OH TIpexxie Bcero /mprk» (Kymakos 2007: 206) U Apyrux, HO, KaK IPABIIIO, STI COIOCTABIIe-
HIA HpOI/I3BO]:[$[TC$[ C TeM, ‘{TO6I)I HEeMeJJIECHHO yKa3aTb Ha HpI/IHLU/[l'[I/[a)'II)HI)Ie pa3III/[‘-II/Iﬂ.

Cp. taxoke: «Cam E.JI. KpOonmBHMLIKIIL, 09T CBOEOOPA3HBIIT 1 MHTEPECHBIIT, ObUI B OYKBa/Ib-
HOM cMbIcite coBa yunrereM L. B. Carrmpa n V. C. XommHa. Beex Tponx elrje HasbIBaioT ,,0a-
paunbie moatbl » (JKypasnesa/Hekpacos 1996: 305).

«[...] y Hux <Xomuna n Canrupa> 6bl1a Takast — Kak Obl CKa3aTb — HeraTuBHas MaHMpe-
CTapHOCTD: OTTPAHMYNUTH CBOKO IwtaTdopmy. He TO 4TOOBI yTBEPANTD, @ OTTPAHMYNUTD: BOT
onn taxve. [Ipy momoy dero? Ilpy nomory 6apadHOCTH, IIPABAbI-MaTKH, KaK ee Hafjo pe-
3aTh, 11 KaKyue TaM KMIIKM, ¥ KaKue II0Tpoxa, — 370poso! K aToMy s 0THOCHIICA ¢ yBasKkeHN-
eM: TIOHMMAJI, YTO TaKas OIlepalysi AO/DKHA ObITh IIPOM3BEJEHA, U TOIZiA OHA elle OOJIbIle
JO/DKHA OBbUTa OBITH MPOM3BENEHa, YeM Ceifdac, KOIAa 9TVM BCe 3aHSINCh C PaspeLIeHIs»
(3pikosa/Ilenckas 2002: 106). CTOUT OTMETUTD 3[1eCh IIPUHIIMAI HETaTUBHOCTY, KOTOPDIil yc-
MatpyBa HekpacoB 11 0 KOTOPOM 5 IICAT BBILIE.
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HO-CIOpHBIE <CTUXU> KaK OHM eCTb, NpeJjaraTh [/ JeTell — HepeaabHO»
(OKypasnesa/Hekpacos 1996: 2016); «V kak TonbKo He pasobmadannu V. Xomu-
Ha. V Kak Heopeancra paszobmagann. VI kak 6apagnoro moata» (Tam xe: 365).

3HAYUTENPHYIO PO/Ib B OKOHYATe/IbHOM «CpallVIBAHNN» «OapadHOi» U
«JINaHO30BCKOT» «IIKOJI» ChIrpasa myonukanusa B anTonoruy KoHcrantuua
K. Kysbmunckoro (Kysbmunckuit/Kosanes 1980)'. Kak ussectHo, mperen-
Iys Ha 00630p BCeil HEMOALIEH3YPHOI PYCCKOS3BIYHOI 09311 COBETCKOro
Corwsa, KysbMuHCKMIT Tak 1 He cobpaj CreluanbHblii MOCKOBCKHIT Tom';
TeM He MeHee, y>Ke B IePBOM TOMe IIpeficTaBleH pasfien «bapadnas mxoma»,
BKITIOYAtOnit «sampo» nennkoMm (Kpommeumuxuii, Xonuu, Camnrup), HO K
TOMY ke 1 Mof6opKy SIHa CaTyHOBCKOTO, KaXKeTcs, BIIepBble BKIIOYEHHOIO
B 9TOT KOHTEKCT, a TaK>Ke IOMeIeHHOTO 0coOHsAKoM BceBomona Hexpacosa.
[Tpu aTOM cO6CTBEHHO «bapauHasi» TeMa MOZHMMAETCS TOIBKO B IIpUHAIe-
xateM Oayapay /InMoHOBY pparmenTe odepka o KponmsHuikom (Ha3BaH-
HOM «bapadyHbIM femom»: «Bbapadnast mogMockoBHass MOCKBa pasnmBaeTcs
B cTrxax KponmBHUIIKOTO, Ty/IAeT, JOCTYIHBIMY €l CIIOCOOaMU BeCeIUTCH,
IbsiHas KYPaXUTCA M B OYAHU ITIyX0 U depHO paboraer» (KyspMmmHckmit/
KoBanes 1980: 271); «/Iupuyecknit repoit KponmmBHULIKOTO XUBET PSLOM, B
6apake. OH IMOKa TONBKO CKEITHYEeCKNUI Oe3BONbHBIN HabOMOaTeNb Hede-
JIoBevyecKoil atoil >Xn3Hm» (Tam ke), 1 B TMMOHOBCKOM ke odepke o Xo-
mmHe: «/ropb X0onuH B CBOMX IEPBBIX CTUXaX Pa3BepHYNI OapayHyIo TeMy
KpommsauIkoro, neperec ee n3 I1oqMoCKOBbA B TOPOJ, B METPO, B KPUBBIE
HepeysIKM, BO Bce 3TV TekcTuabiuky 1 TaraHky, rje NCIIOKOH BEKOB I'He3-
mutcs pabounit mop» (Tam sxe: 317). B ouepkax o Camnrupe, CaTyHOBCKOM
n HekpacoBe «bapauHasi 1033usi» He YIIOMMHAETCSI, HO CO3HaeTcsl obIas
paMKa (HECKOZIBKO CMelleHHas] KOMIIO3UIMOHHBIM OT/e/IeHIeM IyOmuKa-
nuit HekpacoBa ot paspena «6apadHOl IIKOIBI») M IIPEACTABIEHBI BCe IIsi-
TepO «OCHOBHBIX» «JIMaHO30BILEB»; K TOMY ke B odepke 0 KponmmBHULIKOM
(mpaBpa, B mMTare M3 HEKpo/lora eMy, HamucaHHoro HukomaeM BokoBbIM)
yrmoMuHaeTcs U «JImaHoszoBckas mkoma» (Tam ske: 270). IlepemenieHHBI
B MCKYCCTBEHHO CKOHCTPYMPOBaHHYIO «(pOpMaabHYIO IIKOTY» (I[je OH CO-
cenctsyet ¢ lennagmem Aitiry, Bragumupom bypudem, I'enpuxom Xypasaxo-
BbIM), HekpacoB B Ipyrom MecTe TOMa «BOCCOEIMHEH» C JIMAHO30BCKUMMU

16 PopmasibHO B KauecTBe BTOPOro cocTaBuTess 6b1 yKasaH Ipuropuit Kosares.
17 CM. 06 aTOM: AXMeTbeB 2022.
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COpaTHMKaMU, OfHAKO ke B KauecTBe «bapavHoro mosrta»: «[...] Tpoe — He-
Kkpacos, Canrup, XonMH — COCTaBUIN OCHOBY 6apadHOIl IIKOJIBI, TTO3HEE
Bowwn B rpymniy ,Koukper» (Tam xe: 370). Vicropust aT0it MucTuduKarm-
OHHOII I'pynIbl TpeOyeT OTHEIBHOrO paccMoTpeHus (moppobnee cm.: ITas-
JIOBeL] 2021: 41-43, a Takxe: Kykyil 2016: 211), OfHAKO Ba)XHO TO, YTO I
KysbMUHCKOTO B €r0 TUTepaTypTperepcKoil MpaKTuKe TPUHININATbHBIMU
OKa3bIBAIOTCS [Be, Ka3ajoch Obl, IIPOTMBOIOIOKHbIE YCTAHOBKM: CTPeM-
JIeHNe K HOJTHOTe 0030pa, IMPOKOMY KapTOrpapupoBaHUIO MIPOCTPAHCTBA
He3aBJCYUMOI 093U U ee KIacCU(PUKALMOHHOE YIOPALOYMBaHIe, I OfHO-
BPEMEHHO aHAPXMCTCKOEe HeXKe/lTaHMe UCXONUTb M3 CTPOrMX MeTOHOIOormde-
CKUX YCTaHOBOK. Ky3bMMHCKMII HAXORNUT 0OLIMe KPUTEPUN [/ BbIJieTIeH S
TeX VUM VIHBIX 97eMeHTOB KaaccupyKalyy: B 9TOM CMbIC/IE peanbHble CO-
obuiecTBa, aMOpPQHbIE COEANHEHNUsI aBTOPOB IIOf] YCTIOBHBIM 0003HadYeHIIEM
1 OTKPOBEHHO BBIMBILIJIEHHbIE SIBJI€HNA IIPEKPACHO YK/IA[IbIBAIOTCA B €U-
HYIO CXEMY:

[] HpI/IHLU/IH KOTAa>XXKHOCTU TOp)KeCTByeT B TOM, KakK PaCHpeJIe}IHIOTCH
Te WIM VHBIE aBTOPbI II0 HANPABIEHUAM U TPYIINaM, KOTHA OFHU IOITHI
ULYT OCOOHSKOM, Jpyryie MOMELIATCS B KOHKPETHBIE «IIKOMbD» («umo-
JIOTMYecKasi MIKOJIa», «Te0jIoryecKasi MKoma» — II0 MeCTy y4ebbl, «bapay-
Hasl IIKO/Ia» — I10 JIOKaamM3aluy, «GopManbHasi LIKOa» — B IOTHOI Mepe
«110 (hOpMAIBHBIM IIPM3HAKAM»; [I0 MeCTy ob1eit mybmukanuyu — «I103Th
»CUHTaKcuca™» u T. I..). Be3yc/loBHO, Takas TUIIONOTM3ALNS JajleKa OT Ha-
y4HOII (X0TsA 0603HaueHMe «puIonornyeckas LIKOIa» BOIUIO B OOMXOX U
CTa/I0 OOLIEIIPUHSATBIM), YTO JJIsI COCTABUTE/NA AHTOIOTUY OIISITh XKe HpPUH-
LUIIMA/IBbHO: €T0 AaHTHUAKAEeMI3M, BUJMMO, KOPEHUTCS B QY TYPUCTUUECKOM
HENPUATUYN «TailHBIX IMOPOKOB aKaJeMUKOB» C UX M3BECTHBIM «OOBEKTH-
BHU3MOMY», I[eKOHCprI/IpyeMI)IM Ky3bMI/IHCKI/IM.

(ITaBnosely 2022: 347)

PajiukambHblil KOHCTPYKTUBU3M ® Ky3bMIUHCKOTO IPOSABNAETCS B CTUPAHUN
TpaHMLBI MEXIY TeOpyeil M MPaKTUKOI (YTO, KCTAaTH, BIOJIHE YK/Ia/[bIBaeT-
Cs1 B paMKM aBaHTapfIHOTO YTOIM3Ma), OHAKO Pe3y/IbTaTOM 3TOTO CTaHO-
BUTCA HE TOJNBKO IIOPOXJICHUE Pa3HOOOPasHBIX MCTOPYMKO-TUTEPaTypHBIX

18 Hes MCKYCCTBOBENIECKOM, a B METOJO/IOTMYIECKOM 3HAYEHMIM.
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($aHTOMOB, HO ¥ OKOHYATe/bHOE CBsA3bIBAHNUE MOHATUI «bapauHas» u «JIu-
aHO30BCKas IIKOJIa».

Bripouem, B mocmemyromel MCCIefoBaTeNbCKOM TpafguIuy, HE BBIBO-
IAIIeN TOHATUE «6apaTHOCTV» 3a TIpefienbl «/IMaH030BCKO» IITKOMIBI, STU
SBJIEHVS] MOTYT IIOHMMATbCA KaK CHOHVMIYHbIE, MIHOTA JKe peub MOXKET
ULTH O «[IBYX PpakiMAxX» B «/[MaHO30BCKOI LIKOJIE», YCIOBHO «OapayHbIX»
(KponmBuuikmit, Xomus, Canrup) u «KOHKpeTUCTCKuX» (CaTyHOBCKMUIL,
Hexkpacos, mpumbikaoomuit Kk kuM Muxaun CokoBuuu'®) mosrax. Pasyme-
eTCsl, CXEMATUYHOCTD TI060r0 13 STUX MOAXOMOB U B L[EJIOM TPafUIIVMOH-
HBIJl MX XapaKTep, CKOpee y3yalbHbli, HEeXXeNN BIOTHE COOTBETCTBYIOMINIA
peasbHON MCTOPUM JIUTEPaTypHBIX TpaHCPOpMauMil B paMKax aHJerpa-
YHJIHOI Cpefibl, BOOOIIe IJIOXO IORJAMNXCA (MUKCALNY, TOBOTBHO OdYe-
BUAHBL. OJHAKO BCe-TaKM 3TV KOHCTPYKIMM He MONTHOCTHIO IIPOM3BOIbHBI
U CBA3aHBI C OYEBMIHBIMU CBOJICTBAMM IIO3TMKM PAacCMAaTpMBAEMbIX aBTO-
poB. «KoHkpernsam» n «6apadHOCTb» MOT'YT BOCIPMHMMATBCS B KaueCTBe
PasHbIX IIPOSABICHMII HEKOI 6oJiee CIIOKHOI 3CTETUYECKO OOLIHOCTY, KO-
TOPYI0 pa3yMHO IIOHMMAaTh KaK OOLIeINaHO30BCKYI0 O3THKY, He peannsy-
IOLTYIOCS HU Y KOTO M3 KOHKPETHBIX IT03TOB-«IMaHO30BLIEB» B IIOJTHON Mepe,
TaK KaK y PaslMYHBIX aBTOPOB CTOUT OBOPUTDH O OONMBIIEM TATOTEHMU K
OIIHOMY WJIM IPyTOMY CBOVCTBY .

19 B orHomenuy nmoatuky COKOBHMHA HETPUBMAIbHBI OCTpoeHMs Ajnekcess KoHakoBa, KOTO-
Pbli TIpeIaraeT yBUAETh «,HeKHOe JIMaH030B0, (peHOMEH KOTOPOIO ellje TOIBKO MPefCTO-
UT IPOaHAMM3MpPOBaTh. He Mpon3BofCTBeHHBIE TPaBMBI, He TKe/ble IMbAHKY, He MpavHas
yI‘OJ’IOB]l[I/IHa, HE a6cyp}1 IIOBCEIHEBHOI'O BBDKMBAHMA — HO KaKOe-TO FIIy6I/[HHOe omyu_[e-
HMe YIOTa, [IOKOsI M B XOPOILEM CMBbIC/Ie CI0BA ,00/10MOBIMHBI . Crnabast cuia ,,HeKHOTO
JInaHo30Ba“ T&XUT B OCHOBE TBOPYECKOI IIPOJYKTUBHOCTY KpOIMMBHMIIKOTO, OHA HaBepHs-
Ka Haiilerca B ctuxax Hekpacosa, Canrupa u XonmHa, HO fApye BCETO OHAa PacKpbIBaeTcs
pu YTeHun ,peaMeTHNKoB CokoBHuHA» (KoHakoB 2021: 694). B 6osee panueit pabore
KonakoB «IepeBopadmBaeT» XOMMHCKYIO HETaTUBHOCTD, TIpeyIaras ee IOHNMATh He KaK IM-
HePKPUTIYECKYI0, @ Kak 0cBobonuTenbhyo: «IIogpobHOe, CKpyITyIesHoe, TIaTeNbHOe OIu-
caHue 6apakoB 1103BoIsieT XO/MHY [IPOaHAIM3UPOBATh MaTepUajIbHbIE IIPEAIIOCHIIKI CBOETO
COOCTBEHHOTO MICbMa M OCO3HATh CBOK COOCTBEHHYIO aHTPOIIONOTNYeCKyko cuTyauuio. Ee
CIeICTBMA MapaJOKCA/IbHbL: BCEMMU MOPUIIAEMBIIl, MHOTOKPATHO OOpYTaHHBIN, HUKOIZIA He
mo6uMBbI 6apak 060paYnBaeTcsi BAPYT IPOCTPAHCTBOM CBOOOJBI, YHVKAIbHBIM MECTOM, B
KOTOPOM TOJIBKO ¥ CIIOCOOHA Pa3BMBATbCs YeMOBEYECKast )KU3HD, IIPAKTIYECKI He OLYIIA0-
Ijasi yAOBUIIHOTO JaB/IEHNsI ,dBTOPUTETHOTO fUCKypca» (KoHakoB 2017: 24).

20 Cwmw.: KymakoB 1999: 13-34, 80-83, 131-133, 157-160, 169-171; Kynakos 2007: 203-204. 207-210;
ITaBnoBers 2021; Becenn 2021.
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I[Tpn sTOM, Bompeku HambomIee MPOCTON MHTEPIPETALNN, «KKOHKPETHCT-
CKMe» CBOJICTBA He CO3[AI0T OMITO3UINN C «OapadHbIMI», HO CKOpee SIBIIs-
I0TCsI Pas/IMYHBIMI CIIOCOOAMI PeaTN3aLuy CXOHBIX Ha OO/IbIIEeM YPOBHE
0060011eHNs CBOJCTB. DTy CUTYallI0 MHTEPECHO ¥ Ba)XXHO IPOCIEIUTDH B
orHomeHuyu fJHa CaTyHOBCKOTO, IOTHOIIPABHOIO «KaHOHIYECKOTO» «JIN-
aHO30BIIa», HO B TO K€ BPeMsA U II09Ta CO CHelM(UYECKUM IeHe3VCOM U
TBOPYECKUM ITyTeM.

Ecmm mpocmenntb 3a TeM, KakoBa OblIa B3aMMHAsl OLjeHKA «IMAHO30B-
11eB», OOBIKHOBEHHO OTHOCUMBIX K 6apadHbiM, n CaTyHOBCKOTO, TO MOKHO
3aMeTHUTDb UX HepaBHOMepHOCTb. KpaitHe penku yrmoMmnHaHuA CaTyHOBCKO-
ro B omy6/MMKOBaHHBIX MaTepuanax Esrenus Kpommsauirkoro?. Xommn
TaK)XXe He’yacTo ymoMuHaeT CaTyHOBCKOTO. B ero jHeBHMKaxX M 3aIlMCKax
OH BO3HIUKAET IMIIb ABAXK/BI (OAVH pa3 B HEMITPATbHOM KOHTEKCTe, APYToit
pas u BOBCe He 6e3 0TYACTI HEraTUBHOI OlleHKN: «CaTyHOBCKMI Aal B JOIT
50 py6neit. fIna snato maBHO. Xopoumit moat. Ho denoBedeckme xadecTBa
He BeCcbMa: CYeT/INB, SHepriyeH. AKTIBHAA HaTypa KpaiHe. OH Ha IIeHCUN.
Emy 57 net 6Oymer 23 despans. Kpemkuii, cpegHero pocra. JIpic» (Xomun
2020: 171). Heckonbko pas CaTyHOBCKUIT IOSABIIACTCA B KadyeCTBe SIIU30MU-
YeCKOro MepPCOHaXa B «HAPPATUBHBIX» M0dMax XonmHa («Y30eKckmit xa-
nat», «PpiouHa PabuHa») 1 Kak OfHO 13 MMEH B XaPAKTEPHBIX XOMMHCKIX
nepevH:Ax (B moaMe «YMep 3eMHOI Iap» B 4ncie fpyseit 3emuoro Illapa, B
noBecTy «[JaMATHUK medke»: «A 4TO B 3TO BpeMms fienaet Su Car? Tol MHe
6part, s Tebe 6par!» (XommH 2000: 66).

21 XapakTepeH KOHTEKCT: «/IMYHO A CYMTaIo0 BAIly MO33MI0 BBICIIMM JOCTVDKEHMEM CPeliut T10-
9TOB Haummx pHeil. [laxe takue kopeden <sic! — JI.JI.> kax Xomms, XBocrenko, Carrup
u CaTyHOBCKMII HEMHOTO MEPKHYT UM 3By4aT y)ke He TaK CBeXo» (3 mmcbMa BceBomony
Hexpacosy; Kponusauixmit 2021: 777). Boo6iie, A ckIOHeH Hoiarath, 4TO, HECMOTpA Ha
CTaTyC «CTApIINX JMAHO30BLEB», OTAE/AIOII UX OT G0/Iee MOIOJOrO MOKOJIEHMs [I09TOB,
Kporysayxuit m CaTyHOBCKMII TIPEICTAB/IAIT COOO0I MAaKCMMAabHO IIPOTMBOIONIOMKHBIE
¢urypsr B aToM Kpyry. OfHY 13 CTOPOH 3TOit IpobemMbl paccmarpubaeT ITaBen YcmeHckmit:
«[...] cruxn CaTyHOBCKOrO CaMy BBIXOJAT B II0JI€ MOJIUTIYECKOTO U B HeM, IIPSAMO MM KOC-
BEHHO, HO BCE Ke JJOCTATOYHO SICHO, YTOODI 9TO CUMTATh, MAHU(PECTUPYIOT Pa3pbiB ¢ ODUIIN-
A/IbHOIT MIeONOTHel! U ee PedeBbIMMU penpeseHTalAMN. KpormBHMIIKNIL, OffHAKO, BbIOMpaeT
Ipyryio cTpareruio GopMupoBaHus 5 a ero cTuxu noc/esoBaTeNbHO M36eraloT OfHO3HAY-
HOTO IIONIMTIYECKOro M3MepeHnsa» (YCIeHCKMIT 2021: 235); OHAKO Pas/muis, KaK MHe Ipef-
CTaB/ISIETCSs], HE OTPAaHMYNMBAIOTCS MOMUTUYECKON MpeHTudUKaLmer cy61)e1<Ta U KacarwTcs
BCeX B)KHEIINX aCIIeKTOB II03TMKY 060X aBTOPOB (O ueM, BIIPOYEM, CTOUT FOBOPUTH OT-
JIETIBHO).
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Bonee moppobHO 1 ropasmo 6mmke K «6apasHOMY» KOHTEKCTY IMLIET O
Carynosckom Canrup. CaryHOBCKOMY NOCBsilleH «COHET O TOM, YEro HET»,
OH YIIOMMHAETCA B CTUXOTBOpeHMUM «AHren Bennuka». B oyepke «JImanoso-
BO M Apyrue» Canrup HnopdepKuBaeT «oHo3HaHMe» CaTyHOBCKMM «bapad-
HOJ» TI033UM U YKUBOIIMCK KaK «CBOEN»:

Haur 3HakoMblit 103T-TIepeBogunk (ocobenHo Jlome se Bera) Bonons Byra-
eBCKUIT IPMBE/ OfHAXK/Ibl CBOETO IPUATEIA, TAKOTO YKe yCaToro, TOXe JIbl-
coBaroro, SIkoa CaryHoBcKoro. ToT, yBujiaB Xe/lTble COBEPLIEHHO >KUBbIE
6apaxu Ockapa ¥ yC/IBIIIAB CTUXU IIPO MX HAceleHue, KOTOpble COUMHSII
Vropsb XonuH, 06pagoBacs, 6yATo BCTPEeTU OMM3KUX POACTBEHHNKOB. OH
cKasam: «30BUTe MeHA MpocTo JH». U cTanm mmaHO30BIEM, XOTA HMpUIIEN K
CBOeJI MaHepe paHbIlle U CaM.

(Canrmp 2023: 631)

ITpumepHO 3TO >Xe moBTOpsAeT Canrup B 3aMeTKe 0 CaTyHOBCKOM, IIpefBa-
pstoleit ero nogbopky B antonorun Camusdam sexa (Tam xe: 653-654); B
apyroM Tekcte, «[loat An CaTyHOBCKMIT», MpeAUCIOBUN K KHUTe Xouy U 5
nocmepmmoii cnasvt (1992), BOCIIOMUHAHUS O «OapadyHOi» OOLUIHOCTHU YCTY-
MaI0T MECTO IOIbITKe 0OPICOBATD YePThI ABTOPCKOI TO3TUKIL:

37ech MOYTM HET YETBEPOCTHUINNIL, TaK Ha3bIBaeMBIX «KMpIMYEl» € UX
o6s3arenbHON pudMoBKOiL. Pudmbl KanpusHbl U He cpasy oOHapyKuBa-
tforcsA. CroBa, B OOBIIEHHOI peuy JajneKkye APYT OT Apyra, Oaromaps Ha-
IpsDKeHHOMY PUTMY, MHTOHAIMM, ABVOKEHUIO CTMXA M, IJIABHOE, CMBICTY,
CTAHOBSTCA pudMamm, KaK Hampyumep: «ronybu... cBonoun...» He mpaspa
1, 3a6aBHO?

(Camrup 2024: 901)

He6esbintepecHo 1 10, 4To ropoput o CaryHoBckoM Ockap Pabun — xy-
NOKHUK, a He II03T, HO BaXKHelllllee MMs IIPM PasroBope 0 «bapauHOI»
acretnke. B aBrobmorpadpmyeckoit kuure Pabuna Tpu xwusru (1986) nms
CaTyHOBCKOTO He YIIOMMHAETCHA, HO 3aTO IIOSB/IAETCA B PsAfie MHTEPBBIO.
Taxk, Pabun rosoput: «A fIn CaTyHOBCKMII IIOABWICA CaM: IIPOCTO IIO CIIy-
xaM. OH y3HaJI, 4TO CylecTByeT Takoe JIMaHO30BO, I7le MOXXHO IIpuexaThb
CBOOOJHO U MOYUTATDb CTVXM. V] BOT OH mpuexan, mpeacraBuics. Jaxe 6e3o



An Camynosckuii u «6apauHas noI3us» 93

BCAKUX peKoMeHAaluit» (BorosiBneHckas 2014). B apyrom mHTepBblo, HaH-
HOM Muxauny Cyxoruny, Ha Bompoc: «He 6b110 y Bac BIedaT/IeHuUs, 4TO
Hexpacos 6mmke ¢ CaryHoBckuM, deM ¢ XommusiM n Canrupom?» Pabun
orBeuaeT: «BromHe pomyckato. He cTonbko jadke Kak 03T, a IIO-4e/loBede-
cku 6mm3ok. A Xonmmu ¢ Canrvpom IpMHLMIMANBLHO fpyrue. Bkycel mgpy-
Tue, B3MIAADbI Ha >ku3Hb» (CyXOTHH 2024: 231). Barapg Pabuna He coBmamaer
C CaNrMpOBCKUM; NosABIeHNe CaTyHOBCKOTO B «IMaHO30BCKOM» KPYTY 37eCh
OKa3bIBAETCs He CTO/Ib NMPOBMUACHI[UAIBHBIM, @ OOIIHOCTD C SAAepHBIMU (u-
rypamu «6apaqHoil 110331M» CTaBUTCA IIOf, COMHEHMe, IYCTb M Ha YPOBHE
He 9CTeTUYeCKOM, a IoBefieHYeckoM. bimsocts ¢ HekpacoseiM (1, crepo-
BaTe/IbHO, «KOHKPETUCTCKOV» NMHUeN B «/IMaHO30BCKOII IIKO/IE») OKAa3bl-
BaeTCs CKOpee aHTPOIIOTIOTMYECKOi. DTO CBUMIETENIbCTBO OCOOEHHO IIEHHO
TeM, YTO MCXOAUT OT (PUTYpPbl, OFHOBPEMEHHO HAXOMALIENCS BHYTPU Kpyra
(ma>xe B caMoil ero CeppilieBMHE) U OTYACTY BOBHE (T. K. He NPUHAJIEKNT
CTUXOTBOPILY).

B cBoto ouepenp CaTyHOBCKMIT MHOTOKPAaTHO M pa3HOOOpasHO INCall O
IJIaBHBIX IIPeJCTaBUTEIAX «OapayHOl» SCTETUKY, BBICTpayBasi B OTHOLIe-
HUM Ka)XK/IOTO M3 HMX MHAMBUJYa/NbHYIO Aucnosuumio. ITpaktudeckn uc-
4epIIbIBAIONINIT CIIICOK obOpaleHnit CaTyHOBCKOTO B IIO9TUYECKMX TEKCTaX
K JPYTUMM «IMaHO30BLaM» faH B pabore I.3pikoBoit u E.Ilerckoit (2021
594-595), ykasbIBaoolux Ha muddepeHINpoBaHHOe OTHOLIEHMe: «XONMNH
ms1 CaTyHOBCKOTO 4allle BCero mepcoHax, Canrup — TOT, 4bM C/I0Ba (MHO-
Ia CTUXU, MHOIJA YCTHBIE PeIUIVKY, HOTJA JJaXke He ,,CJIOBA', a ,,JIHTOHa-
o) CaTyHOBCKMIT LUTKUPYeT 1 06cyxXpaet, a HekpacoB — TOT, K KOMY
CaryHoBCKuit ob6paliaeTcs HeIocpecTBeHHO» (3b1KoBa/IleHcKast 2021: 594).
[TocnenHee coobpakeHre HEYAUBUTETbHO BBUAY YK€ OTMEUEHHOI «aH-
TPOIIONIOTIYECKOI 67M30CTI», B Cmydae ke ¢ XonmHbIM 1 CanrupoM MeHA
MHTepecyeT He CTOJIBKO OOLIVII IPUHIVII B3aMMHOJ peLelLny, CKOTbKO
BHUMaHue CaTyHOBCKOTO MMEHHO K «0apayHOl» COCTaBIAIOLIell TBOpYe-
CTBa M/WIM JIMTEPATYPHOTO IOBefeHMA Toro 1 jpyroro. Tak, o Camnrupe
CaTyHOBCKMII NMUIIET JOBOJIBHO MOLPOOHO He TOTBKO B IIOITUYECKUX TEK-
CTaX, HO U IIOCBAIIAET €My pa3BepHYTHIN OT3bIB Ha I03My «CTapukm», B
KOTOPOM yTBEpPXK/IaeT:
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Ecnu yx BewaTb Ha HEro sIp/IBbIK, 1 CKasasa Obl, 4ro Canrup — peanucr ¢
peasbHO CYLIECTBYIOMIel B peajibHBIX JMIOAAX TATONM K MppeanbHOMy. Uro
aT0 — lOorosp, Mnu crooppeanusM, 3TOro A He 3HAIO.

[To-moemy, Canrup Bcersia NCXOAUT U3 KU3HU.

(CaryHOBCKMIt 1993: 239)
W panee mopuepKuBaeT:

Wrak, Canrup HUKAKoOJ He JIeKafIeHT, XOTA U «ieopMuUpyeT [eiiCTBUTE/b-
HOCTD», ¥ JIIOOUT MICATh O CHAX, ¥ IIpodee, ¥ Ipodee. XapaKTepHasd yepTa
€ro Mo33MN — COBEPIIEHHOe OTCYTCTBME OTYASAHHOTO IIOATEKCTA (JacTo y
HekpacoBa, XonnHa, MHOTZIA Y MEHsA): «a, YOPT C HUM, CO BCeM Ha cBeTe!»
Hao60poT: «MHTepecHO, 4OpT mopepu!»

(O6parute BuuManue: y HekpacoBa «rzie Xo4y, TaM KOH4y» — 37100HO, MO-
JKeT OBITb, TParndHo; a y Camnrupa «4To X04y, TO 4y4y» — 030PHO, I, pa3Be
YTO IPYCTHOBATO. DTO BUJJHO U3 KOHTEKCTA, KOHEYHO, a He M3 CAMMX IIMTAT).
Canrup — >KM3HEPAIOCTHBIN TOIT.

(Tam »xe: 239)

C oOpHOIl CTOPOHBI, «KWU3HEPAJOCTHOCTb» BpPSAL /M COOTBETCTBYET
«bapaqyHOMY» HETaTMBU3MY, HO C Apyroii — Canrup «McXOmuT U3 XXU3HI»:
3TO B OOJIbLIEl] CTeIIeHN OTBeYao Obl «bapayHOi» I'MIleppeauCTUIHOCTI
(ma>ke y4uuTbIBas CKJIOHHOCTb K OTMedeHHBbIM CaryHoBckuM y Camrupa
TPOTECKHBIM fedopManysam), ecmu Obl He caMa MHTOHAIMOHHAs
3aMHTEPECOBAaHHOCTb B OKpY’Kalollieil —IefiCTBUTENbHOCTU. B 3TOM
pasbope CaTyHOBCKMII IOLPOOHO PACCY’KAAET O CTUXOTBOPHON TEXHMKE
Camrupa, HO Oo/ee HMYEro He TOBOPUT O YeM-TNOO, YTO MOXKHO
COOTHECTU C «OapayHOl» IIO9TMKON KaK Ha YpOBHe TeMaTM3aluy, TaK U
XYH0>KeCTBEHHON UI€ONIOT M.

B otmnune or Canrupa, y CaTyHOBCKOTO HAIPSIMYIO COOTHOCATCA € 6a-
pauHoit TemaTnkoit XonuH u Pabun. B ctuxorBopenusx CaryHoBCKOro 06a
OHI BBICTYHAIOT MapKepaMy 6apavHOro M1pa 1 «6apadHoi» ICTeTUKIL:

Pabun: 6apaxn, capan, KasapMbl.
HBa 1IB€TAa BpEMEHU:

cephIn
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1 KE1TO-(HOHAPHBIIL.

Bosmyx

JKe/Ie3HbIM 3aHaBECOM

6bET 10 I71a3aM; IO MO3TaM.
CroyTHMIA )XU3HM — CenénKa.
3apasa — npumyc.

PabyH: pacIIMBOYHO 1 Ha BBIHOC.

Pa6bun: JIongon — MockBa

[135]

Kpuun ve xpuun,
KapauapoBo He mpn 4éM,
OHO MHE HM K YeMy:
6apayHblit 03T

Wropp Cepreesny Xonuu
He TIO-TIO,

ary-ry,

TO 6MIIb

OBMEH COCTOSJICS! [.. ]
[283]

Ho peus 3pech npiet He MPOCTO O CONMMAAPHOM BOCIPOU3BENEHUN TEX VIN
VHBIX TOTOBBIX Mopeneil. Obpamasch K KaHOHMYECKMM «OapayHBIM» MO-
TBaM (B JaHHOM CTy4ae — K KapTuHe PabuHa, Ha KOTOpoll nsobpakeHa
CoBeTCKasi MOHeTa Ha ¢oHe OapayHoro meitzaxka), CaTyHOBCKMil (BO MHO-
TOM BOIpEKV YCTaHOBJIEHHOI «OapavyHOi» [O3TUYECKON IIPAKTUKE) OFHO-
BpPeMeHHO aKTyanu3NpyeT pyroe 3HaueHNe MOHATHA «bapak», CBA3aHHOE
C JIaT€PHOI TEMOIL.

[...]

K packanénnomy nmucTy, Kak manblibl,
IIPUKUIIAIOT TUKY Oe3BUHHO-YOMEeHHbIX:
Xapwmc. ITunpHsk. babens.

W xpoBaBblil — He py6esb, 1 He pyIb —
mAaTak, Ockap —

3aKaTbIBA€TCA
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3a KOHIIeHTPAL|MOHHBIII JIaTeph,
3a babens,

3a Janumna Xapmca,

3a bapak,

HaHI/ICaHHI)II/uI Ha 3aJHEM

VTN Ha TIepeHeM IIaHe,
nATak, Ockap.

Tocka.

(493]

Takoe paciuypeHne TEMATUYECKOTO TIONA BOOOIE OYEHb XapaKTEPHO [IIst
CaryHoBckoro. Jla)ke Ha MOBEPXHOCTHOM YPOBHE He BIIOJIHE OTBeYaeT «Ha-
padYHOI» 9CTETHKE B TOM €€ BapUaHTe, KOTOPBIl IOCTYyIupyeT XOMuH, ca-
MO€, BEpOSITHO, M3BECTHOE «bapauHoe» cTyXOTBOpeHre CaTyHOBCKOro (i
OJIHO 13 BOOOIIe CAMBIX U3BECTHBIX, YACTO IIPUBOJUMBIX B KAYECTBE CBOETO
pona semoHcTpanuu credo moaTa):

MHe rosopAT:

Kakas 6eHOCTb croBaps!
Ila, 6eHOCTD, 6€JHOCTD;
HU30CTb, THUIOCTb 6apaKoB;
CepocTh,

CBIPOCTb CMEPTHAS;

U BEYHBIN CTPAX: a HY, KaK...
1a, 6eHOCTD, TaK.

(72]

«bapayHOCTb» 3fleCh IOCTYIMPYeTCA KaK CBOMCTBO IHO3TUYECKOTO A3bI-
Ka, OffHaKO 9TO He ImpocTo MeTadopa. «beHOCTD croBaps» peannusyeTcs B
«begHOCTY ObITa»; mpucyias Boobije CaTyHOBCKOMY IOITHMKA IIOATEKCTA
(e 0o6s13aTe/IbHO, HO B TOM YNC/IE ¥ IOMUTUYECKOT0) MOXKeT YKa3bIBaTh Ha
CapKacTUYeCK! IepeoCMbICTIeHHYI0 (opMyny «BbiTue ompepenser cosHa-
Hue». B pesynbrare MeTadopa «CIpAMIACTCA» M CTAHOBUTCA METOHMMUE
(BMecTO «bapaka» Kak 06pasa sI3bIKOBOI O€THOCTI SI3BIKOBAS U >KUTEICKa s
6eJHOCTb YPaBHUBAIOTCA KaK sABJIEHNS OFHOTO IOPSNKA).
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B mpyrom texcre CaTyHOBCKUIT Bpofie ObI IeMOHCTPUPYET 0OpPasLOBbIit
npuMep «6apavHON» MOITUKIL:

Xoput cnecapb II0 PEMOHTY,
3aXO[UT B HaII bapax.
JIénpka @upcosa,

TIOAPYTa SKM3HIA,

orHeBas ronosal

Msmsara
psibenbKas 61y3Ka,
U3MeHa B BOJIOCAX,
CITIOfTHNCTBIE
IJ1a3a — CTPEKO3bI

B3JIETAKOT — HE B3JICTAT.

IInagyT, miavyT Bce NeBYOHKM,
crecapb CHE3bI JIBET.
ITpononackmBaeT KpOBbIO cepilie
pacipoksTas 1000Bb.

[78]

OnHako e 3TO CTUXOTBOPEHME CIOKHO COOTHECTH, K IpUMepy, C TeMu
IOByMA perucrpamm, KoTopble Brmammcma Kynako BbifenseT mpu pas-
roBope O TO03Tax «bapauHoro» sgpa: y KpommBHMIKOTO —«oIIyIa-
eTCsI XapaKTepHas MsTKas MHTOHAIMS — ,lIeYaJbHO Y/IBIOHYTHCSA
Xonuu xe coBepuieHHO HempoHuuaem. OH He yIbIOaeTCs1, He MPOHUKPY-
eT. OH uHpOpMUpYeT, ,ZOBOJUT IO cBefeHMs » (KymakoB 1999: 18-19). 3mech
IPUHIMIINATBHO BBIHOCUTCS 3a CKOOKM OTHOIIEHMe CyObeKTa peun K Mmpo-
UCXOALlleMy B HeM, HO HeT B TO Ke BpeMs U OTUY)XfeHMs. BHyTpenHuit

MOHOJIOT, 4aCTO B CaMOM JI€/IE HpI/ICYI.LU/Iﬁ[ MHOI'MM TE€KCTaM CaTyHOBCKOI‘Ozz,

22 «IIpoTokonbHO-cTeHOrpadIdecknit b XomnHa n Carnrupa — CpefcTBO IIOMTHOTO yCTpa-
HEHUA aBTOPCKOro roynoca. CaTyHOBCKMIT, HA0OOPOT, CIIONIHOJ ABTOPCKMUIT TO/IOC, IMpIde-
ckuit MoHosIor. Ho MOHOJIOTr 3TOT 0C06bIiT. ITO BCera pasroBOp, B TOM 4IC/Ie M pasroBOP C
camMuM co60i1, pasMbinTenne Beryx» (Kymakos 1999: 26).
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3ftech 6yITO ObI HE IPOSIBJIEH, OJIHAKO OH OOHAPY>KUTCS NPK B3IJIsiLE Ha 60-
jiee oO1I1Ie TOITUYECKIE IPUHIINIIBL, 00Pa3yIolie ero MOITHUKY:

CaTyHOBCKMIT Hallel CHOCOO Npo6IeMaTH3MPOBATh ABTOHOMMIO JIMTepa-
TYPHOTO TEKCTa, €C/IM MOXKHO TaK CKas3aTh, C IPYTOJi CTOPOHBI, YEM 3TO Jie-
namyu ¢yTypuctsl. ITo-BUAMMOMY, OH HOJIATaI, YTO YeIOBEK BCErfla MBICIUT
B paMKaX TOTOBBIX )XaHPOB, JUCKYPCOB, TUTEPATYPHBIX (GOPM, KOTOpbIE
OOBIYHO BOCIIPOM3BOISATCS B COSHAHUN IPUONUSUTENBHO, KaK (OIBKIOP-
HBIiT TeKCT. (B aTOM cMbIC/Ie ero moaTmKa COOTHOCKUMA C TEOPHENl pedeBBIX
’)KaHpoB Muxamna baxTiHa.) OCKONKY TaKMX «IOTYyOCO3HaHHBIX» )KaHPOB
I IMCKYPCOB OH M COEIVHAN B CTUXOTBOpeHMM. MOXXHO CKa3aTb, YTO Ka-
KJIYI0 Y3 TaKMX TOTOBBIX (opM CaTyHOBCKWIT «y/IaBMBaI» Ha TPaHNUIIE OT-
YYXX/IEHUS OT CO3SHAHMS.

(Kyxynus 2021: 637)

Opeon QonbKIOPHBIX TEKCTOB (IIPOCTYHAIOIIMII Jla)ke He Ha YpOBHE Ips-
MBIX IINTAaT, @ Ha YPOBHE CMHTArM, OIO3HABAEMBIX KaK «yCITOBHO-(OIIb-
KJIOPHbIE») CTAHOBUTCS CIIOCOO0M OTOOPa>KeHM s JpaMaTUIecKOil OBITOBO
CUTYaLUy, HO 3TO VIMEHHO CIIOCO0 MepeKOfUPOBKI MPOUCXOASIIETO B «IO-
TOBBIII IMCKYPC», @ He MMMAaHEHTHOE CBOJCTBO 3TOM CUTyalyM. AHaINU3K-
py# LUK «3aBOJ, 3aBOJI, NOO 30BETCA. ..» APYTOIL MICCIeOBATE/b HAXOUT B
HEM CBOJICTBa CIO>KHOYCTPOEHHON JManmornyHocTy: «VIjesa KOmneKTUBHOM
OTBETCTBEHHOCTV 33 BBIOOP MCTOPMYECKOTO HYTM, afipecOBaHHas HapOJ-
HBIM MaccaM, He OCO3HAIOLIVIM ee, OIpefie/iseT MO3UIINIO TMPUIECKOTO i :
e[ITHeH}e C TOTIOCOM XOpa VI OTUYXK/IeHUe OT HEero 3aBUCUT OT PeaKIuy
Ha KOMMYHUKAaTMBHBIN noceul» (Kymarmu 2016: 140). Takoe mpoureHue
HOJpa3yMeBaeT BHYTPEHHIO PacIelUIEHHOCTh CYObeKTa B HEKOTOPBIX
TekcTax CaTyHOBCKOTO, KOTOPYIO A KaK pa3 HaXOAWI OBl CKopee Y KaHO-
HUYECKUX «6apauHbix» 1109ToB>. [l CaTyHOBCKOTO BPSAJ M XapaKTepHO
OTOXX[IECTBJICHME C HeKMM KOJIJIEKTMBHBIM «sI» BHE 3aBUCUMOCTY OT «peak-
LM Ha KOMMYHMKATVMBHBIII MOCBII»; CKOpee, ero YCTaHOBKa 0OO3HadYeHa
KaK OMCKYPCHMBHBIN TeaTp, BK/IIOYAIONIVII pa3lIMdHble pedeBble OCKOJIKIL,
npudeM o6beM X MOXKET OBITh pasindeH: OT OYKBaIbHO OfHOIN (hOHEMBI
0 MOHOJIOTA VIV CLIeHBI (B 3TOM, KCTATV, OFHO M3 IPUHIUIINAIBHDIX OT/IN-

23 CM. 06 aTOM: JaBBIJIOB 2022.
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unit CaTyHOBCKOro 0T HekpacoBa, /st KOTOPOTO eCTeCTBEHHO paboTarh ¢
MMHVIMaJIbHBIMU eAVHUI[AMY, KBAHTAMI SI3bIKa).

HeroxxpectBeHHOCTD «b6apadnoro» y CaTyHOBCKOro u «bGapadHBIX MO-
9TOB» MOXKET IPOABIATHCA U B CBOEro popa Merapedyexcum (Mim faxke
camomapopnu). CkaxkeM B TeKcTe (MMeIOLIEM IOA3aronoBoK «V3 nukia
»HoBble 6apaku‘») Bpoze 6bI MOXXHO OOHAPY>KUTh MPOHUIO [0 OTHOLIEHNIO
K 0OBIBaTeIIO, lepeceMBIIeMycs 13 6apaka B HOBBII JOM, HO COXpaHUBIIIe-
IO TIPEXHIOK CYLIHOCTD:

Bcé ecTb: cynpyra, CepBaHT, TeNeBU30P, MAaTHUTO(OH.

Ectp VIHTEPEC B )XM3HU: YEMIIVIOHAT I10 XOKKEI0 ¢ MAYOM.

[374]

9TO OTBevaeT TPeTbeMy U3 MPUSHAKOB «HAPATHOI M0I3UNM» [0 XONUHY:
«MeCTO fieiicTBUsI — Gapak Wiy 0601l APYroil ZOM, MELIAHCTBO, HI3MEH-
Hble YyBCTBa, 3B€PCTBO Ha YpOBHE KBAapTUPBHI, IBOPA, Y/INIIbI, BbI3BAaHHOE
MEJIOYHOCTBIO, U T. JI.»; «3B€PCTBa» 3[1eCh, KOHEYHO, HET, HO €CTh «MeIljaH-
cTBO»**. 3aMeTHO, OJIHAKO, YTO KOHTPKY/BTYpHBIil adoc XomHa B 5TOM
clIydae COBIIaJiaeT C JierajibHOM COBETCKOIl caTupoil B Ayxe >kypHana «Kpo-
KOIWJ/I», TAK)KE YaCTO Le/sIIeil B «MelaHcTBO». OnHaKo GparMeHTapHOCTh
TEKCTa, €r0 WAMIINYeCKasd CTUIMCTHMKA, OTChUIKA K HECYIeCTBYIOLIEMY
LUKy, ia ¥ OOLIMIT KOHTEKCT IIO3BO/IAIOT TOBOPUTH 3[,eChb 00 OTCBIIKE He
CTOTIBKO K MEIJAHCTBY, CKOJIBKO K JUCKYPCY O MeLIaHCTBe (B TOM 4YMCIIe
«6apayHOMY»), UPOHMYECKN MEePEOCMBICTNBAsA MMEHHO €ro; B IOJOOHBIX
TekcTaX CaTyHOBCKMIT BBICTYIIAeT KaK IPOTOKOHILENTYanucT. CXOgHYIO IIO-
sunyio CaTyHOBCKUI JEMOHCTPUPYET B He JIMIIEHHOM 3arajjo4HOCTU IIPO-
3aM4eCKOM OTpbIBKe «Pelensnsa Ha nosmbl Vropsa XonmHa 1968 I.»:

Xonuu nckan cebst Ha Mapce, a Hamén B MapbuHOII poliie, KOTa XOPOHWIN
Anekcanyipa JlaBbiioBuda, otiia Kuper Canrup.

YTo 3HAYMUT — IOST HALIEN ceOa?

24 «3BepcTBa» KaK MapKep «0apayHOCTI» BO3HMKAKT HE TOIBKO BO MHOTMX TEKCTAaX CaMOro
XonuHa, HO M, HampuMep, y nosfHero Canrupa B kHure Hosoe /Iuano3o6o (1997), mpuyem
XapaKTepHbIM 00pasoM «IMAHO30BCKas» MApKMPOBKA 3[1€Ch OTCHIIAET MMEHHO K «Gapad-
HOJI» HO9THKeE KAaK CBOETO POfja KBIHTICCEHIMM paHHero JInaHo3o0Ba.
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Korpga-To ®nobep ckaszam: IMma — 37O 5.

IToaTy cpefHeMy HOCTATOMHO, YTOODI YUTATENDb Y3HABA: 9TO XOMIH.
BonbiioMy mo9Ty Hafo, YTOOBI YUTATeIb Y3HAL: XOMUH — 9TO 5.

Torga CTUXV IlepecTaloT GBITh IIPEEMETOM ICTETUUECKOI OLleHKM, HAaIIpH-
Mep, MIOOOBAHMA: «aX, KaK 3TO 3[J0POBO CHIE/TAHO», VTN «KaK 3TO HOBO», U/II
«KaK MHTEPECHO», a CTAHOBATCSA PEUTUeil IIOC/Ie[IHNX JHell YelloBeYecTBa.
[277]

B ogrOM 13 nHTEpBbHIO CanrNp MOACHAT:

[] nepen sTuM XONMMH IMUcan «kKOCMUYECKUe» CTUXU — U BOT IIPMHOCUT
[IePBYI0 CBOKO 1M03MY. AjieKcaH/p JlaBbIZoBMY OB MO TECTb, 1, KOTA OH
yMep U Mbl €ro HOXOpOoHMIM, XOIMH IOTOM Hamucan noamy. Ilosma sBHo
6112 HOBaTOpCKas! JTO elle OFHO ABIDKEHNE, KOTOpOe chenan XOauH, —
I0C/I€ MMHMMANNCTCKUX CTUXOB OH Hayda/ IMCATb JJAMHHBIEC IIO3MBbI, aII0-
(heo30M KOTOPBIX CTajla 1mosma «YMep 3eMHOII map». bbla mosMa Ha JieHb
POXIEHUA OBsBces ,Hpmsa. Oun 6I)I]II/I HaIMCaHbI TaK, KaK paHbIIe HE IINCa-
711, TPOCTO B YIIOP.

(Kyxynus 1999)

B camoM gere, IVUK/I «<KOCMMYECKUX» CTUXOB, IIPY BCeVl TeMaTIYeCKOl Hec-
XOXKeCTY, TIPOAO/KAT IMHNIO «6apauHol» I033VIM: HAXOAACh Ha MO3UIVN
TEXHOCKENTUIM3MA>® 1 MapoNupysl XapaKTepHble ISl STOXM yBJeUeHUs
TEXHOJIOTMYECKVIMU YTONMUAMY, XOMUH CaTUPUYECKV IePEeHOCUN OBIT Oa-
PaKOB, «HM3MEHHbIX YYBCTB J 3BEPCTB» B KOCMUYECKOe IIPOCTPAHCTBO. B
CBOMX K€ «HAPPATUBHBIX» II03MAX OH, II0 CYTH [ieIa, 00pallasch K TOMY e
MaTrepualy, 4YTO U B «6apauHbIX» CTUXAX, OTKAa3bIBAJICA OT KPUTUKO-CATU-
PUYeCKOl O3MIINY, BBIABNUTAsA HA aBAHCIEHY TMIIeppeany3M U IyTh N1 He
JOKYMEHTATbHOCTD (K KOTOPBIM, Ha HOBOM BUTKe, B II09Me «YMep 3eMHOII
[ITap» BHOBb AobGaBUTCA IpoTeck). VIMeHHO B 3TOM moBopoTe CaTyHOB-
CKMiT BUAUT «obpeTeHue cebs» XOMMHBIM, HO COBEpIIEHHO He CIy4YaitHO
BCIIOMIHAET IIPY 9TOM 13BeCTHOe BbiCKaspiBaHMe Ornobepa. Imma Bosapy,
XpecTOMAaTHIHbI 06pa3 MEIJAHCTBA, NIPeACTaeT BTOPBIM «i» aBTOpa; Ca-
TYHOBCKUII yKa3bIBaeT STVM CpaBHEHMEM Ha TO, YTO, OTKa3aBIINCh OT TO-

25 Ilogpobuee cm.: Pogmonosa 2022.
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TAQ/IbHOJ HETaTMBHOCTHU «OapadyHO» MOITUKM, XOMNH OOHapyXuBaeT cebs
COpa3MepHBIM CBOMM IepcoHa)kaM. V Takum 06pa3oM BBIXOs 13 06/IacTu
«3CTETUYECKOIT OLIEHKI», II09T 0OpeTaeT HEKYI0 He IIPUCYLIYIO eMY IIPeXe
TOXX/IECTBEHHOCTD C MaTepuajoM. Brpodem, Iomo6Has omepanusi He OTMe-
HsIeT AVMCTAHIVN, OHA [OfPAa3yMeBaeT JIMIIb OTKA3 OT OLEHOYHOTO CYXKie-
Hus. PereHsupys takum obpazom mosmbl XonuHa, CaTyHOBCKMIL UIIET B
[IepPBYI0 Ouepenb O COOCTBEHHOI MO3ULINM, KOTOPasi, KaK 51 IBITAJICS IOKa-
3aTh, JIOBOJIBHO JjajleKa OT «6apavHoil» OPTOXOKCUY IIPU BCeM KaXKyIeMCsI
MHOJKECTBE CBsA3€l I CXOJICTB.

B mnostuke fIna CaryHOBcKOro «bapayHas» COCTABJIAIONIAs UIpaeT
3HAYNTENBHYI0, HO He OIPeNe/IsIOU[yI0 PO/ib, He OTChUIAs HU K TUIleppe-
QIUCTUYECKOMY MUMECKCY, HM K TOTQ/JIbHOJ HETaTMBUCTCKON YCTaHOBKe
[IPOBOKATMBHOTO XapakTepa. «bapauHocTe» y CaTyHOBCKOIO BBICTYIaeT
KaK OTCBIIKA K 3HAYMMBIM [I/Is1 HETO aBTOPaM, HO B TO )K€ BpeMsI U KaK Me-
TOHUMIYECKOe 00603HaUeHMe TO SI3BIKOBON «OETHOCTU», U3 KOTOPOIl BO-
IIPEKY BCEMY BBIPACTAET HOBAsI II0ITMYECKAsI PEUb.
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Yan Satunovsky’s Jewish Poems: Contexts, Poetics and the
Sapgir/Driz Connection

Abstract: The essay analyzes the pervasiveness and centrality of Jewishness in Yan
Satunovsky’s oeuvre beyond clear themes and reactions to antisemitism. It examines
Satunovsky’s poems from the 1960s and 70s and their contexts as emblematic of his
approach to Jewishness and reflective of his overall poetics. The essay’s second part
is devoted to uncovering Satunovsky’s relationship with Genrikh Sapgir (1928-1999)
and Ovsei Driz (1908-1971) as a missing link and a pivotal aspect of these poets’
creative biographies and the connection between Soviet Yiddish poetry and Russian
underground verse which refashions our understanding of Jewish creativity during

the late Soviet period.

Keywords: Jewishness, Yiddish, Holocaust

In 1996, The Jewish Street (Evreiskaia ulitsa / Di Yidishe Gas), a successor to
Soviet Homeland (Sovetish Heymland), the only Soviet Yiddish magazine, pub-
lished a selection of Yan Satunovsky’s poems in Russian, almost all of them
united by a Jewish theme. The selection was accompanied by a short essay by
German Getsevich (1961-2021), a poet, prose writer and translator in his own
right, who stated: “The Jewish theme lies at the very core of Satunovsky’s poetic
worldview. He turned to it from one poem to the next, directly and indirectly”
(Getsevich 1996: 45). This was a keen assessment, especially considering its early
date among critical responses to Satunovsky. Indeed, Satunovsky’s writings are
a landmark on the map of Jewish creativity in Russian. His Jewish subject mat-
ter encompasses responses to the Holocaust and daily antisemitism, but it also
goes beyond such clear expressions, themes, and immediacy. To untangle and
illuminate for the first time in the emerging Satunovsky studies the complexity
of his Soviet/ Russian/Ukrainian-Jewish voice and imagery, this essay will start
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by examining how in the poems of the 1960s and 7os, Satunovsky positions
himself, his family and native city vis-a-vis the breadth of Jewish history and
Judaism, inviting parallels with other Jewish poets, from Boris Slutsky to Avra-
ham Shlonsky. The essay’s second part will unpack Satunovsky’s dialogue with
two other major Jewish figures of the late Soviet period: Genrikh Sapgir (who
wrote in Russian) and Shike (Ovsei) Driz (who wrote in Yiddish). Satunovsky’s
personal and creative friendship with Sapgir and Driz created a fascinating
fusion of Russian and Yiddish, marked by a dynamic exchange of borrowings,
substitutions, and influences between their poetics and artistic identities. Thus,
the essay will not only show the multidimensional significance of Jewishness in
Satunovsky’s poetry and the intricacies of his relations with other poets, but also
begin to redraw the broader map of Jewish creativity in Russian and Yiddish
during and after the Thaw and its relation to Jewish literature in the twentieth
century at large.

A Jewish poet moving through time

Satunovsky’s most conspicuous lyrical position is one of ironic yet sober
acceptance of reality and of quiet resignation. I call it his philosophy of mat-
ter-of-factness, as is evident in the poem, “How do I live?”:

Kaxk s 5xmBy?

JKuBy Haasy.
IlaBHBIM-TaBHO
6BUTO MHE TSIKETTO.
A ceityac Bcé paBHO.
Bcé paBno, Hnuero.

[39]"

How do I live?

1 live awake.

A long, long time ago

I had it rough.

But now it’s all the same to me.
All the same, just OK.

1 Unless otherwise indicated, all translations are mine. - M. G.
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Presented as the speaker’s internal dialogue - the super-ego interrogating
the conscious or the id - these six lines place him straight in the here and
now, awake and visible. He acknowledges the trauma of the past, likely
alluding to the war, the Holocaust or the post-war antisemitic campaigns.
There’s the sense of submission to reality here: he neither dwells on it nor
takes it too seriously. The last “just OK” - nichego — can stand as a sign of
emptiness and depression, but also, and this is much more in tune with
Satunovsky’s sensibility, as stoic acceptance and a strategy of survival. The
speaker here is a paradigmatic Jewish character - a shlemiel - who while
being a perpetual weakling survives despite all odds.

With its folkloric connotations, the elusive “a long, long time ago” reveals
Satunovsky taking a long view of history and inhabiting the persona of his
ancestor or in fact his ancestor waking up in the Soviet present, which is cor-
roborated by “I live awake”. Satunovsky insists that Jewish history is always one
and the same, which means that the past trauma can refer equally to the Holo-
caust or a turn of the century pogrom. There’s a correspondence here between
Satunovsky and Boris Slutsky, who was, as I have argued, one of his main
Jewish and poetic interlocutors (Grinberg 2013: 355-376). In Slutsky’s verse,
“davnym davno” is a frequent marker of time, whose chronology is misplaced,
which enables the speaker to transform the cataclysms of his age - the terror
of the 1930s, the war, the Holocaust, and Stalin’s post-war assault on the Jews -
into new sacred archetypes. Satunovsky does not create such archetypes, but
he moves easily in and through time as a Jewish figure.

His native city of Ekaterinoslav, the Soviet Dnepropetrovsk (now Dni-
pro), with its rich, often violent and traumatic Jewish history, is repeatedly a
locus of such temporal transformations. Satunovsky was attached to this place,
writing in his autobiographical fragment: “I was born in 1913 in Ekaterino-
slav-Dnepropetrovsk. I studied in this city, finished the secondary school, the
university there, left from there to fight ‘the German™?

The Jewish element is a main aspect of Satunovsky’s envisioning and recol-
lection of the city. The poem, “Here the fields used to be in stripes like a tales”,
dated August 30 1963, states:

2« popmncs B 1913 ropy B ExareprHociaBe — [InenponerpoBcke. B aTom ropose st y4wmics,
OKOHYII IIKOJTY, YHUBEPCHUTET, OTCIOfiA TIOMIEN ,,Ha HeMIa™» [3].
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31ech O6bLIM MO TONI0CATHI, KaK Taslec.
3mech

JaXke KIag0uIl He OCTaNIOCh.

(138]

Here the fields used to be in stripes like a tales.
Here

there are even no cemeteries left.

Remarkably, Satunovsky presents this Ukrainian city in the Russian and later
Soviet empire as a central element of Judaic practice: Jewish prayer shawls with
their either black and white or white and blue stripes resemble plowed fields.
Such imagining of fields — a paradigmatic Ukrainian/Russian/Soviet space -
finds parallels in modern Hebrew poetry. Avraham Shlonsky (1900-1973), a
key Hebrew modernist and translator of Russian poetry and prose into Hebrew,
writes in his programmatic 1928 poem, “Toil”: “My land is wrapped in light as
in a / prayer shawl” (Carmi 1981: 534). Both Satunovsky and Shlonsky use the
same word for prayer shawl; the only difference is that Satunovsky presents it as
“tales” in the Ashkenazi version and Shlonsky provides “talit” in the Sephardic
one.? Satunovsky’s image, however, is more radical for while the Hebrew poet
sacralizes the Land of Israel which he toils to fulfill the Zionist ethos, Satunovsky
applies this central Jewish religious object to a non-Jewish space. Unlike Shlon-
sky who celebrates the Jewish revival, Satunovsky mourns the obliteration of
Jewish presence and memory: “here/there are even no cemeteries left”

The rest of the poem turns desperately erotic, as the speaker recalls the
city’s flirtatious and deceiving native women. Upon his return, he ceaselessly
and deliriously wanders the streets, silently pleading that at least one of them
would look at him which would justify his return to the place he can no longer
recognize. There’s a sense of guilt and self-reproach in his encroachment into
this foreign and sinful town, once a sacred Jewish realm.

Satunovsky’s usage of tales complicates the little information we possess
about his Jewish knowledge and upbringing. According to his younger brother
Piotr Satunovsky, theirs was a typical assimilated urban family, where no Yid-

3 While the Sephardic version has been adopted for modern Israeli Hebrew, Shlonsky still
writes with the Ashkenazi one in mind for his early poems.
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dish or Hebrew were spoken (Bychkov 2010: 381). At the same time, he also
notes that their father, Abram, was an observant Jew who turned away from
God and tradition after his daughter died of scarlet fever in 1925. Thus, it’s
evident that Satunovsky grew up in a Jewish atmosphere with Jewish obser-
vance at least in the background and was unavoidably exposed to Yiddish and
Hebrew. Historically, “Jews were the second largest religious and ethnic group
in Katerynoslav” (Portnov 2022: 78). The city was also one of the centers of the
Zionist movement in the Russian Empire. Satunovsky seems to have been fas-
cinated with this Jewish past and its breach both by the pre-Soviet antisemitic
violence and the Soviet erasure of Jewishness.

In the undated poem, “To live! — That’s not for old men..”, composed
during the postwar antisemitic campaigns, Satunovsky again takes a long view
of Jewish history, linking his experience with that of his predecessor:

JKutp! — He mnsa crapukos.
VIm Bcé paBHo: a! ckopo B rpob
cammm.

W ne motomy, uro CTPAIITHO
IOMMPATh:

a JKUTb, 4TO, caalie?

Ho xax BbI y3HaeTe, Korga A ympy,
BCE, 4TO A JyMalo,

1 HUKOMY He TOBOPIO, HIKOMY?

W 4to u He gymalo,

a B cebe umern?

«B maBHO mpomlenmne BpeMeHa,
KOTJIa ellé Ha CBeTe He ObI/IO MeHs,
KOT'Za, KaK B Mopre nogopopMom,
BO3/IYX Iax 070p0o6CTBOM,

B 9TO BpeMsi

B ExareprHOC/IaBe X1 eBpeit.
Esperii, espero,

TIOfI eBpeeM, Ha eBpee...»

[54]
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To live! - That’s not for old men.

It’s all the same to them: ah, soon it’ll be
our turn for the coffin.

And it’s not because it's SCARY

to die:

to live is no picnic either, right?

But how will you find out, when I die,
everything that I'm thinking

and telling to no one, no one?

And what I am not thinking,

but have deep within?

“During the times that passed a long time ago,
when I was not even in this world,

when the air smelled of Judeophobia

like a morgue smells of disinfectant,

during that time

there lived in Ekaterinoslav a Jew.

A Jew, to a Jew,

under a Jew, on a Jew...”

Slutsky’s assessment of it. Slutsky wrote:

Jlo mepBoro coobiieHns 0 Bpadax-youiiliax 0CTaBasoCch MeCsAL-ABa, HO [e/I0
ABHO LIIO — He 0053aTeIbHO K 9TOMY, @ K 4eMy-TO PeIINTeNTbHO M3MEeHs-
IoI[eMy CyAbOYy. [...] HaEBUraIOCh HEYTO TAaKOe, YTO HUKAKOIO TBOETO ydUa-
crust He Tpe6oBaso. [lenath e JO/KHBI ObUIM CO MHOIT ¥ HAf[0 MHOIL. [...]
Hapexp He 6b110. VI He TONBKO OMM>KHUX, YTO OBIIO MOHATHO, HO U OT/a-
nenHpIx. O cBeTIOM OyAylieM He AyManock. IIpesnonaraaocs, 4to 6yayuie-
rO y MeHs ! Y JIIofiell Moero Kpyra He 6yneT Hukakoro. [IpuMepHoO B 3TO xe

BpeMs st unrtan ctuxu Vinpe puropbesudy SpeHOypry, 1 oH ckasam: «Hy,

3T GyfieT HalleYaTaHo Yepes3 ABECTH JIeT».
(Slutskii 2005: 194)
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A month or two remained until the first announcement about the killer doc-
tors, but everything was definitely moving - if not necessarily in that direc-
tion, still toward something life-shattering... Something was approaching that
demanded no participation on your part. Things were going to happen to me
and to be done to me. There was no hope. Not only no immediate hope, which
was understandable, but also no remote hope. There was no thought of a bright
future. It was presumed that for me and the people of my circle there wasn't
ever going to be any future. Around that time I read my poems to Il'ia Gri-
gor'evich Ehrenburg; he said in response: “Well, this will be published in two
hundred years”.

Satunovsky’s earlier encounter with Ehrenburg at the end of the war in Prague
contains a similar, though a more daring and explicitly Jewish intervention.
While Ehrenburg liked Satunovsky’s poems, he told him not to return to Rus-
sia, adding: “You’re not a Party member and you're a Jew. And also the type of
poems you write... They won’t publish you” Satunovsky protested, “But they
do publish you”. “I'm a different matter; with my standing, there’s nothing they
can do but publish” was Ehrenburg’s retort.*

The second section of the poem abruptly switches temporal register and
is presented as a quotation. Do the words in it belong to the speaker who
now addresses the reader from beyond the grave? The intent in the first line —
“during the times that passed a long time ago” - is similar to “a long, long time
ago” from “How do I live?” The speaker traverses years to convey the unity of
Jewish history. Is a Jew who lived in Ekaterinoslav his father, grandfather or
uncle or indeed his own previous self? All these options are plausible, since
they’re links in the chain of generations exposed to the same menace. Further-
more, in the last two lines, where Satunovsky declines the noun Jew, the Jew
becomes an object to whom (dative case), as Slutsky put it, “things were going
to happen...” He becomes an instrument of derision and oppression, like in an
antisemitic ditty, and an actual part of speech, suggesting that antisemitism is
woven into the very grammatical fabric of the Russian language.

4 «Bam He Hazo exatp B Poccmio. Bac TaM Hudero xopoiuero He >kfieT. Bol 1 6ecriapTuitHblit, 1
eBpeit. [la eme ctuxu Takue... [ledarars Bac Tam He 6ynyT. — Ho Bac e meyararoT? — BO3-
paswi 6par. — SI — mpyroe meno, — orBerwn Vinbs [puropbeBud, — s y)ke B TAKOM I10JIO-
JKEHNH, YTO He TIevYataTb MeHs OHM He MoryT» (Bychkov 2010: 389).



112 Marat Grinberg

Satunovsky revisits his family history in yet another poem:

[pucnunucep
IBOIOPOJHBIE JARbKY — Asfs Jleomons u gsanst Myiie
(06a ¢ MaMMHOIT CTOPOHBI); OHIM BAPVIIN MBLIIO

N3 HNYEro, — AUMBHOEC 30 BpeMH!..

B 6ynymiem k1ybe MIBe/THIKOB ele GyHKIMOHMPOBaIa

XOpajbHasA CHHArora,
HO MBI He Bepuin B bora, —
Mol fetu Kapra JIn6xuexta n Possl JTrokceMOypr,

Bepunu B KpacHyio kaBanepuio 1 MUpoByIo Pesormonuio.

Iapro Mymnne
51 3HAJI TOJIBKO 110 GOTOKAPTOUKe, HO [sifs Jleomonby
norub eié He CKopo...
(334]

I dreamt
about my second uncles - uncle Leopold and uncle Mullya
(both on my mother’s side); they made soap

out of nothing, - it was a marvelous time!..

In the future garment workers’ club there still functioned

a choral synagogue,
but we did not believe in God, -
we, the children of Karl Liebknecht and Rosa Luxemburg,

believed in the Red Cavalry and the universal Revolution.

Uncle Mullya
I knew only from his photograph, but uncle Leopold
wouldn’t be killed for a while...

Using the more conventional frame of a dream, Satunovsky transports himself
to pre-Soviet Ekaterinoslav. His reimagining of it is detailed and familial. The
temporal meandering in the poem is vertiginous, resembling the fluid nature of
a dream. Past, present, and future exist here simultaneously. Consider the lines,
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“In the future garment workers’ club there still functioned / a choral synagogue”,
where the speaker recounts the events from within the past he never actually
lived through, portrayed as the ongoing present (“still functioned”). The use of
the bureaucratic “functioned” betrays the speaker’s uneasiness about the reli-
gious past from which he feels estranged. At the same time, Satunovsky roman-
ticizes pre-Soviet Jewish life, calling it a “marvelous time”, which intensifies the
bitterness of his — the future - generation’s abandonment of it.

The poems last three lines return to the beginning and the deeply familial.
The temporal misplacement takes place here again with “but uncle Leopold /
wouldn't be killed for a while”, referring to his death during the Holocaust.
Through “eshche” (wouldn't be) the past is presented once more as the ongo-
ing present while “ne skoro” (for a while) delays the moment of destruction.
As Viktor Ivaniv perceptively comments, “the recollections of uncles” remove
their lives and deaths from linear time to momentarily “resurrect” and then
abruptly “dissolve” back into a state of memorial non-being, as if washed away
with soap (Ivaniv 2005). The soap is a multilayered image in the poem. It is
a Holocaust referent due to the widespread belief that the Nazis made soap
out of Jewish flesh. It is also a testament to Jewish inventiveness and family
tradition. Piotr Satunovsky confirms in his memoirs that their father made
soap during the Civil War (Bychkov 210: 382).

The poem, “Here they massacred aunt Liza..”, written just a year and a half
later, on the night of September 10, 1973, returns to the family history in the
most painful fashion:

3pechb paccrpensanu TéTio JInsy, Tério CoHlo, TéTI0 Jleny.

Tlomkusuu CIIyCTA ME€HA IIPUBEIN U TKHYIM HOCOM B MecTo KasHU.

Houv Ha 10 cenmabps 1973, [THenponemposck
[351]

Here they massacred aunt Liza, aunt Sonya, aunt Lena.
Half a life later they brought me here and shoved my nose

into the Site of execution.

The night of September 10, 1973, Dnepropetrovsk
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The poem is situated in the precise time and place both in terms of its
composition and the events it describes. Thus, along with the date, Satunovsky
specifies that it was written in Dnepropetrovsk. The poem’s grammar - the
parallel third-person plural construction lacking a definite subject - is preg-
nant with many potential meanings. The unnamed “they” who take him to
the place of the execution and shove his nose into the site may refer to family
members or other members of the community, but precisely because they’re
unnamed there’s a sense that the whole community, the living and the dead,
forcefully brings him there. Conversely, because there’s violence involved in
the act, it’s as if he’s reliving the execution, dragged here by the perpetrators,
which is intensified by the unnamed they who massacred the aunts in the first
line. The speaker — a symbolic survivor — must experience guilt for not coming
to the memorial spot all these years.

It is revealing that Satunovsky does not just note the date of the compo-
sition, but marks it as the night of. In other words, he demarcates the visit to
the site of the murder as a sacred occasion, similarly to how Jewish holidays
or the Sabbath begin after sundown on the day before. By capitalizing “mesto”
(the Site), he also marks it as sacred. These choices convey Satunovsky’s aware-
ness of the Jewish calendar and how Judaism thinks about time and place.

Satunovsky does not indicate if there’re any monuments at the site. Accord-
ing to Yad Vashem,

Shortly after the liberation of the city, at the end of 1943, Jewish Red Army
soldiers who had participated in the liberation of Dnepropetrovsk erected a
memorial shield at the Krasnopovstancheskaya ravine, where Jews were mur-
dered in October 1941. The inscription on the shield, in Yiddish and Russian,
reads as follows: “Here many thousands of Jews: men, women, children, and
infants, who perished at the hands of the Fascist murderers (in the autumn of
1941) were murdered and buried. Rest in peace on your death bed. May the
earth rest lightly on you. We will take revenge on the Fascist villains for the
blood they shed - this is our oath”

(Dnepropetrovsk - Commemoration of Jewish Victims)

In accordance with Soviet practice to erase the specificity of Jewish victims of
the Nazi occupation, this monument was replaced in 1945 with a new one that
stated: “To the civilian residents <of the city> who were victims of fascism in



Yan Satunovsky’s Jewish Poems 115

October 1941”. Another monument was put up in the late 1960s near the Jew-
ish cemetery which was demolished during the same decade; recall the line,
“here/there are even no cemeteries left” in “Here the fields used to be in stripes
like a tales”. Satunovsky’s sparse yet deeply evocative verse does not include
these details, but its very meaning and symbolic weight feed off this context
and the exchange of information between the poems.

As I'will examine in the subsequent section, Satunovsky’s engagement with
the verse of Genrikh Sapgir deepens this exchange and his stance as a Jewish
poet in Russian.

“The rhythm of conscious poetic speech”: the Soviet Heine

The poem “Kholin speaks...” provides Satunovsky’s sharp assessment of his
peers in the Lianozovo circle: Igor’ Kholin and Genrikh Sapgir. To remind
us of the literary history, in the early 1960s, Satunovsky began to frequent
poetic gatherings in Lianozovo, a suburb of Moscow. These informal meetings
formed the basis of what became known as the Lianozovo group, a center of
the post-war Soviet literary and visual avant-garde.” The poem reads in full:

XOnH roBOPUT — HUKOMY:
KOMY-TO, Ha KOTO eMY,
B CYIIHOCTY,

aOCOIOTHO TI/IEBATD.

Sl roBopro: cam cebe;
6e3 cBupmeTeNnel;

C 3aKPBITBIM PTOM.
Tenpux — sarosopu: Bcem.
Bcewm, umeromum ymmn.

Bcem, He uMeromuM yIueii.

Crymaiite — He yXOM, Tak 6proxom!

5 For a detailed account of Satunovsky’s relationship with the Lianozovo poets, see Danila
Davydov’s article in this volume.
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CHOUHHBIM ITaBHUKOM!
ITannupem!
OkaMeHeBILINM CTBOIOM!

YrekucipiM Kanbiiyem!

CrpaHHas,
HeIIOCTVDKMMAs [ MeHs Bepa:
B 06pevYeHHOCTD 1109Ta —

6bITh yCHbIHIaHHbIM!

20 Mas 1965

(nocne umenus Ilcanmos

8 Slnme, na yn. Op. Pyssenvma, 0. Ne ...)
[502]

Kholin speaks - to no one:
to someone who,
in all honesty,

he cares absolutely nothing about.

I speak: to myself alone;
with no witnesses;

with mouth shut.
Genrikh - when he started to speak: to everyone.

Everyone who has ears.

Everyone who has no ears.

Listen - if not with your ear, then your belly!
The fin on your back!

Your shell!

Your petrified trunk!

Your calcium carbonate!

It’s a strange
faith, incomprehensible to me:
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that the poet is doomed -
to be heard!

May 20, 1965
(after the reading of Psalms

in Yalta, Fr. Roosevelt street, house #...)

Satunovsky delineates three distinct positions of the poet’s reach toward the
reader, which constitutes a major theme in Russian poetry in general. First,
there’s Kholin's open speech, predicated on not caring about reaching anyone.
Indeed, as pointed out by Ainsley Morse and Bela Shayevich, “Among the
poets of his circle, he was known for his particular crudeness, simultaneously
respected and condescended to for his lack of education” (Kholin 2018: 6).
This crudeness is reflected in “he cares absolutely nothing about” or the orig-
inal naplevat' - spitting at what others make of him. Second, there’s Satun-
ovsky’s own position, which betrays both privacy and fear: he speaks with
his “mouth shut’, which makes his poetry an internal dialogue and a secret
recording. Finally, there’s Sapgir’s radically different stance: he reaches out to
everyone and everything, believing that as a poet, he’s destined to be heard.
The speaker is in awe of this faith in the poetic vocation which he himself is
incapable of grasping.

The poem’s date is significant: “May 20, 1965, after the reading of Psalms
in Yalta”. Because the text is about Sapgir, the reference to the Psalms clearly
points to Sapgir’s cycle, The Psalms (1965-1966). The “reading” may denote
Satunovsky’s reading of the cycle on paper or perhaps Sapgir’s reading of it to
an audience. Satunovsky presents Sapgir as a psalmist — a poet of prophetic
stature, steeped in the sacred and the truly universal in his embrace of the
natural world and beyond.

There was a feeling of great personal and poetic camaraderie between
Satunovsky and Sapgir, predicated, especially for Satunovsky, on their Jew-
ish bond. In several allusions to Sapgir in his oeuvre, Satunovsky singles out
Sapgir as a Jew [479]; addresses him as a fellow Jew with the Hebrew/Yiddish
“sholom”; and creates a poem in Sapgir’s style — a ditty about Jewish gangsters
which includes Yiddish (“Five Poems about Poetry”; [485-489]). He prays that
Sapgir can become the Soviet Heine, Heine being the paradigmatic modern
Jewish poet in a non-Jewish language. Via Sapgir, Satunovsky also presents
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Joseph Brodsky as a Jewish figure [167]. Thus, Satunovsky acts as a chronicler
of Jewish literature in Russian and pinpoints the poets who, in his view, rep-
resent it.

Within this literature, as Satunovsky has it, the younger Sapgir discov-
ers the older Satunovsky (“Five Poems about Poetry”). Revealingly, Sapgir’s
later definition of Satunovsky’s poetry as containing “absolute unusualness”
(absoliutnaia neobyknovennost’) and “a flair for the Truth” (istina) would
introduce a prophetic element into his portrait of the older poet (Sapgir 1992).
In “Five Poems about Poetry”, Satunovsky diverted, however, from the pro-
phetic and defined Sapgir’s method as making poetry out of an anecdote/joke.
He elaborated most extensively on Sapgir’s poetics in his essay on Sapgir’s
poem, “Stariki” (“The Old Men”).® The poem was written in 1963 and the
essay one year later.

In the essay, Satunovsky’s task is “to figure out the phenomenon [of] the poet
Sapgir” (“khochu razobrat'sia v iavlenii — poet Sapgir”; Satunovskii 2009: 45). In
describing Sapgir’s voice as “the intonation of a person who relates in a confi-
dential manner what he is now intently listening to or examining with his eye
what he’s now describing”,” Satunovsky seems to be in fact denoting his own
poetic method. Sapgir, however, Satunovsky continues, takes this penchant for
observation in another direction: like in a surrealist dream, he distorts reality.
Satunovsky refuses to pigeonhole Sapgir as either a modernist or a surrealist.
He emphasizes his rationality and via it his kinship with Satunovsky himself
and the poets important to him. He writes:

HecMmoTpst Ha BCIO CBOIO TATY K MppealbHOMY — K fleopMaLiuy JieiicTBU-
TENIbHOCTH, Ta/UIIONVHANNAM, cHaM — Canrup, B CyIJHOCTH, OYeHb «yM-
CTBEHHBIII», PAL[MOHAIBHBII 103T. OH KaK OBl IPOIYCKAaeT CKBO3b MO3TH,
OCMBICTIMBAET MppeanbHoe. VIppeanbHoe CTYXUT NUIIb IPEMETOM JIA
0CO3HaHMs, 1 B 9TOM cMbicie Canrup 6mmxe K XopaceBnuy, K CelbBUHCKO-
my u Cnynkomy, 4eMm K broky u ITacrepnaky, mnm, ckakeMm, K AXMagyiinu-

HOWM U BOSHECQHCKOMY. BOO()U.[C — €TI0 PUTM — HUMKAKOTO IIaMaHCTBa, HU

6  This essay is also discussed in Mikhail Pavlovets’ article on Satunovsky as literary critic in this
volume.
7 «[...] uHTOHALVA YemOBeKa, JOBEPUTENBHO PACCKASBIBAIOILEIO O TOM, K YeMy OH BOT ceifdac
IPUCTYIINBAETCS, WIN IIPYCMATPUBAETCS, K TOMY, YTO OH BOT ceifdac oTkpsiBaeT» (Ibid.).
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HaMeKa Ha COMHaMOy313M. DTO PUTM CO3HATENbHOI MOITUYECKON peun. S
JINIHO TOXKE OTHOIIY Ce0s1 K UMCITY CO3HATENbHBIX II09TOB |...].

(Satunovskii 2009: 48)

Despite all his drive toward the unreal - toward the deformation of reality,
hallucinations, dreams — Sapgir, in essence, is a very “cerebral’, rational poet.
It’s as if he processes the unreal with his mind, contemplates it. The unreal
serves merely as a topic for contemplation and in this regard Sapgir is closer
to Khodasevich, Selvinsky, and Slutsky than to Blok or Pasternak or, let’s say,
Akhmadulina and Voznesensky. In general, his rhythm has no shamanism, not
a trace of somnambulism. It’s the rhythm of conscious poetic speech. I person-

ally also think of myself as a conscious poet [...].

Satunovsky concludes that Sapgir’s “conscious poetic speech” ultimately
always remains in the present and functions like an anecdote/joke.

Satunovsky comments on the formal aspects of Sapgir’s poetry as well,
namely his switch from traditional versification to free verse. His detailed
formalist analysis of “The Old Men” reveals how Sapgir “transformed poetry
into prose” (“prevrashchaet prozu v poéziiu”; ibid.: 50) by creating a series
of “associative chains” (“assotsiativnyi riad”; ibid.) which preserve the text’s
poeticity. For our purposes, it is significant that Satunovsky deduces the core
of Sapgir’s “phenomenon” by dwelling on “The Old Men” which integrates
Jewishness into the non-Jewish traditions through weaving a conglomerate
of images, from Greek philosophers to priests in the Jerusalem temple to Leo
Tolstoy to rabbis to the “old philosophers of our time”

Satunovsky is particularly struck by the significance of the double image
of a transparent rabbi and a wall in the following line, “a transparent half / is
visible - of the rabbi / and the wall is/a dark alien back”® He explains, “This
is a very significant image. Personally, it reminds me of the Wailing Wall, the
statues by contemporary French masters, “full of holes”, which I saw at the
Moscow exhibit. It reminds me of the destroyed Jerusalem and Zadkine’s

>

Rotterdam”® Satunovsky puts the Jewish heritage (the Wailing Wall and the

8 «BMJIHA IOTIOBVHA / TPO3payHas — paBBMHA / U CTeHa — / uy»as TeMHas criHa» (Ibid.: 51).
9 «OueHb 3HAYNTEIBHBI 00pa3. MHe TMYHO OH HAIIOMMHAET U O CTEHE IUIaYa, I O ,,JbIPSABBIX
CTaTyAX COBPEMEHHBIX (PAHIIy3CKMX MACTEPOB, KOTOPbIE 5 BUJIE/ Ha MOCKOBCKOI BBICTAaBKe.
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destroyed Jerusalem) in dialogue with European modernist art, thus making
the sacred Jewish realm and geography speak the cataclysmic modernist lan-
guage; he judaizes the latter and makes the former one presciently relevant. In
the Soviet context, which derided both Judaism and Israel, the inclusion of the
Wailing Wall, at that point, a few years prior to the reunification of Jerusalem
during the Six-Day War, not yet under Israeli control, is especially daring. Sat-
unovsky uses the Wailing Wall, which he might have known through depic-
tions in art, such as Vasily Polenov’s painting in the Tretyakov gallery, “Jews
by Solomon’s Wall” (1881-1882), as a symbolic stand-in for Judaism and Israel.
We shall yet return to the importance of Jerusalem for Satunovsky.

The mention of Zadkine€’s statue in Rotterdam is instructive as well. Accord-
ing to Ivan Akhmetiev’s commentary to Satunovsky’s poems, the lines in the

» «

poem, “I'm Moysha from Berdychev”, “I'm a stinking kike stuffed with rot and
dung. / A monument to me stands tall in Rotterdam”,'° refer to the French
Jewish sculptor Ossip Zadkine’s monument, The Destroyed City, a bronze copy
of which was part of the Moscow exhibit of French artists mentioned by Sat-
unovsky in the essay on Sapgir [649]. Created in 1951-1953, The Destroyed City
depicts a man without a heart and commemorates the destruction of Rotter-
dam by the German air force in 1940. In light of this commentary, Lev Oborin
notes in a conversation with Linor Goralik that a general war monument
becomes for Satunovsky a symbol of Jewishness (“Mezhdu strok”; October
15, 2021)." Thus, like Sapgir, Satunovsky creates a series of his own associative
links through which he renders the non-Jewish Jewish. Satunovsky’s reading
of Sapgir becomes an entryway not only into Sapgir’s Russian Jewish poetics,
but Satunovsky’s as well.

I return now to the poems which began this section, Sapgir’s Psalms,
and Satunovsky’s contemplation of them. There’s a tension in Satunovsky’s
appraisal of Sapgir. While in parts of the essay and “Five Poems about Poetry”,
Satunovsky emphasizes the immediacy and anecdotal nature of Sapgir’s poetry,
in “Kholin speaks...”, he marvels at Sapgir’s unreachable prophetic/messianic
stance. In the essay too, of course, Sapgir’s imagery is hardly the stuff of an

HamomuHaert o paspyieHHoM Vepycamume n Porreppame Haaxnuay (Ibid.).

10 « Moiima 3 bepabraeBar; «f »uj mapxarblil IepbMOM Hanxarblil. / MHe MaMATHUK CTOUT B
Porrepmame» [141].

11 https://polka.academy/podcasts/807 (07.10.2025).
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anecdote/joke, but the ancient/modernist Greek/Jewish/Russian mishmash,
which sends Satunovsky in the direction of Jerusalem.

According to David Shrayer-Petrov and Maxim Shrayer, Sapgir’s Psalms
are a meeting point between the American Pop art aesthetics, on the one hand,
and metaphysics, on the other. In Sapgir’s own description, “In the Psalms,
[...] there are quotations from the Bible, my phone number, recipes, and side
notes which I inserted into the text. This was a collage, which is what post-
modernism is all about. It was the American Pop artists who taught me how
to do this”!* In the context of twentieth-century Jewish literature, Sapgir’s
Psalms should be seen as a postmodern midrash, an example of radical cre-
ative betrayal. As shown by David Roskies, via “creative betrayal”, modern
Yiddish writers “challenged the traditional values of the very traditions they
were reclaiming” (Roskies 1996: 17). Similarly, Sapgir both destabilizes the
canonical sacred text — drastically challenges it - and at the same time renders
it indispensable and relevant for his poetry. He transplants the biblical Psalms’
precepts and images, including their concept of the divine, onto Soviet reality
with its Party meetings, communal apartments, and empty propagandism. He
sovietizes the sacred and sacralizes the Soviet, but this ostensibly grotesque
game does not nullify his earnest plea to God to be saved. Thus, in “Psalm 697,
he begs that God literally phone him:

5. boxxe! mocmemu ko Mmue
253. 71. 47.

Tocnomu! He 3amennm —
2 3BOHKA

(Sapgir 2004: 154)

5. Dear God! Hurry - 'm waiting!
253. 71. 47.
Lord! Do not tarry -

2 rings

12 «B ,Ilcanmax“ [...] ecTb u nurarsl u3 bubnuu, u Moit HoMep TenedoHa, U PeLeNTsl, 1 Haf-
IMCH, KOTOPbIE 51 BCTABU/L B CTUXM. DTO ObII KOUIaX, KOTOPBII U €CTh ocTMofepHnsM. Ho
HAy4WIi MeHsl BCeMY 9TOMY aMepUKaHCKIe TION-apTUCThl» (Sapgir 2004: 29).
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We cannot know for sure which of the Psalms Satunovsky was respond-
ing to in “Kholin speaks...”, since not all of them were written by May 1965.
It is striking, however, that, as evidenced by this poem, he recognizes them
precisely as products of creative betrayal: prophetic, messianic, and cosmic
while at the same time absurdist and deeply personal. They convey sacred-
ness almost in spite of themselves. Satunovsky’s identification of Sapgir’s voice
in “Kholin speaks...” as transcending the human in its desire to contain the
prehistoric and all parts of the natural and animal worlds corresponds most
closely to “Psalm 150", which reads:

1. XBanute ['ocrmoja Ha TUMITaHaX
Ha GapabaHax

......... (Tpu rynKuX yHapa)

2. XBanmute Ero B KOMIaHMAX IIbSHBIX

............... (BBIpyTraThCsA MaTEpPHO)

3. XBanute Ero Ha CO6paHI/IHX €XXCHEOECIIbHO

............... (mBe-Tpu dpaspl 13 ra3eTh)

4. HeunenopasgenbHo

................ (meTcxwmii neneT mpa-s3bIK)

5. Xjromas B JTagomnm

......... (Tpu pasa XJIOIHYTD B TAfOLIN)

6. XBanure Ero nmo-co6aunu

......... (Tpm pasa mponasTh)

7. [To-BomuBM

......... (Tpu pasa IpOBBITH)

8. Monya nmukys

................... (Momuanne)

9. Bce mprmmamiee ma xBanut [ocroma
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.................. (kpyumTe BOIIUTE OPUTE CTYyUUTE —
MONTHOE

0CBOOOXKIEH1E)

Annnyiial

(12 pas Ha Bce /maip)
(Sapgir 2004: 160-161)

1. Praise the Lord with timblers
with drums
......... (three loud beats)

2. Praise Him in the assembly of drunkards

............... (swearing obscenely)

3. Praise Him in the weekly factory meetings
................ (two or three phrases from the newspaper)

4. Inarticulately

................. (childish babble adamic language)

5. With a clapping of hands
......... (clap hands three times)

6. Praise Him a like a dog
......... (bark three times)
7. Like a wolf

......... (howl three times)

8. Silently exulting

................ (silence)

9. Let everything that has breath praise the Lord
.................. (shout cry wail knock -
Complete

Liberation
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Halleluiah!

(12 times in all keys)
(Shrayer 2007: 720)

The idea of “childish babble pre-language”, “childish babble adamic language”,
in Gerald JaneceK’s translation, is at the core of Sapgir’s poetics and his notion
of Jewish language, in particular. In the later poem, “A Jewish Melody”, he
describes it through a series of sounds - “shur-shur-shur” and “svel-svol-sval”
— and their variations which are produced by rubbing a polished wooden
block against an unpolished one. Sapgir provides an explanation as part of
the poem, which links it to Psalms: “This is a true Jewish melody / it was sung
once by the young David in front of King Saul [...]”"

Sapgir’s notion of the exchanges between the sacred and the profane and of
poetic language as in fact pre-language finds parallels in a seminal 1915 essay
by national Hebrew poet Hayim Nahman Bialik, “Revealment and Conceal-
ment in Language”. In it, Bialik formulates the basis of poetry as “the profane
turns sacred, the sacred turns profane. Long established words are constantly
being pulled out of their settings, as it were, and exchanging places with one
another” (Bialik 2000: 25). He adds:

So much for the language of words. But, in addition, “there are yet to the Lord”
languages without words: songs, tears, and laughter... These languages begin

where words leave off, and their purpose is not to close but to open. They rise

from the void. They are the rising up of the void.

(Bialik 2000: 26)

Sapgir’s poetry seems to rise from the same void which reaches, in Satun-
ovsky’s formulation, “To all in possession of ears./ To all who possess no ears”.

Throughout the Psalms, in a way evocative of the Futurist tradition, Sapgir
plays with creating new words, both sound clusters and borrowings from Yid-
dish, Hebrew, and German. He does so most complexly and consequentially
in “Psalm 136”:

13 «ODTO HACTOSILIASI eBPeTiCKasi MeIofyst / ee Iiel Korja-To HbIil [laBuy nepes napem Caymom
[...]» (Sapgir 2004: 471)
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1. Ha pexax BaBuioHCKMX cupient Mbl 1 ITaKan
— O Hopu-Hopa!

— O "Opu-HOpa pyorno!

— IOme rome ot moit! Becenee! —

CMesANNCD TIJIEHMBIIE HAC

— Ep 3anrT Bu in ajinure Haxruranp

— Beitin 6amurap! Beitnn 6aiton!

— 1O0pe wope msn! Fon-rom!

2. OHI CTOSUIV CTIOXKVB PYKH Ha aBTOMATax
— O sxze!

UX COOAKU-YOMIIIIBI [TIA/Ie/M Ha HAaC

C MI0OOIBITCTBOM

— O rneitBu 6aapam 6arst Lyon

Ha 3eMJIe Ty>Koi!

3. KupHas KomoTh HammMX feTen
ocefaza Ha IMax

Y MBI YXOJ VN

B TpyOy KpeMaTopuis

IBIMOM — B HeOO

4. lTonomuu l'ociogu ceitram EqomoBbiM
nenb Epycannma

Korpma ory roBOopmmmn

— Iepmropen! npukas Ne12s

— ODepHuxren! IIpukas Ne126

— DepHuxren! Ne127

5. louepn BaBuioHa pacxa>kmupanm cpefiu Hac
IIOCKPUIIbIBAA JITAKVPOBAHHBIMU CAIIOXKKaMU —
1IeCTUMeCAYHBIE OBEUKI

C HEeMeILIKMMY OBYapKaMu

— O nopu-nopa! pyono!

Xopict! xmbicT! —

Epmnccen

Oscero Jlpusy

125
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6. ba>keH KTO BO3bMeT 1 pa3oObeT

M/IaJ€HIIEB BAlllNX O KaME€Hb.

(Sapgir 2004: 156-157)

For Ovsei Driz
1. By the streams of Babylon we sat and wept
- O nori-nora!

- O nori-nora ruolo!

- Juden juden sing sing! More joyfully! -
Our captors laughed
- Er zangt vid di einige Nachtigal.

— Veili bashar! Veili baoin!

- Juden juden dance! Hop-hop!

2. They stood with hands on automatics
- O Yahweh!
their dogs — the killers — looked at us
with interest
- O leivi baaram batsy Tsion

in a foreign land!

3. The fatty soot of our children
Settled on their faces

as we departed

up the crematory chimney

as smoke — to the sky

4. Remember o Lord against the children of Edlom
the day of Jerusalem
When they said
- Zerstoren! Order No. 125
- Vernichten! Order No.126
- Vernichten! No.127
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5. The daughters of Babylon walked among us
scraping their lacquered boots -
six-month-old lambkins
with German shepherds
- O nori-nora! ruolo!
Whip! whip! -

Erschiessen

6. Happy the man who shall seize and smash
your little ones against a rock.
(Shrayer 2007: 718-719)

It’s likely that Satunovsky had this text in mind when writing “Kholin speaks...”
I would also argue that it bears an imprint of Sapgir’s bond with Satunovsky. It

is significant that in this, his most elaborate response to the Holocaust, Sapgir

turns to Satunovsky, one of the very first to address the Holocaust in Russian

(Grinberg 2020: 309-314). The lines, “The daughters of Babylon walked among

us/ scraping their lacquered boots ...” bring to mind Satunovsky’s poem writ-
ten in 1943. It takes place in the liberated Kharkiv, where the jubilant and also

“liberated” women greet and ogle the Red Army soldiers and officers:

IIpues>xaem B XapbKoB.

CresaeM ¢ MalllMHBI.

Bosne mamsarHuka IlleBueHko

CMeX U CTIE3bI JKU3HM.
Macca BOIbHBIX JKEHIIH
TyJISeT IO Cafy,
MOJICa)KMBAETCA HA CKAMEIIKY,
3aBogut beceny |...]

[23]

We've just arrived in Kharkov.
Getting out of the car.

By the monument to Shevchenko
there is laughter and tears - life.

A host of liberated women
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walks around the garden,
sits on the edge of a bench,

and starts to chat [...]

Satunovsky’s “liberated” Kharkiv women (recall their depiction in “Here the
fields used to be in stripes like a tales” with its post-Holocaust devastation) are
reminiscent of Sapgir’s “daughters of Babylon” - the German women walking
around the camp. Both are oblivious to Jewish suffering and in fact participate
in the destruction of Jews, even if indirectly. Satunovsky’s poem continues
with the speaker asking the women, “Say, can it be / that / all the Jews have
been killed?” to which they respond, “Oh, we've even forgotten/that they used
to be here”* Both Satunovsky’s and Sapgir’s poems are permeated with bitter
irony about first the murder of Jews and later the erasure of memory about
them.

Whether Satunovsky recognized this reference to his own poem or not (or

>«

at least the similarity between the two), he, to reiterate, had Sapgir’s “Psalm 136”
in mind when writing “Kholin speaks...” I would propose that, struck by its
play with Hebrew, he responded to it with his own psalm of a sort: a poem
written just a few months later, in December 1965.

This poem provides a single explicit instance of the inclusion of a sacred

Hebrew source into Satunovsky’s verse:

Bcé, uro a numry,
3TO, B CYITHOCTI, KOMMEHTapUIL.
Iletut. OT cumbr —

Kypcus (kypcus — moii!)

A tne xe Kanon?
I'me — Bopyx Aro,
ApsHoit Dnehenno,
Ap<s>Hoi 9xon?

[514]

14 «Ckaxxure, a Heyxenu / Bcex / eBpee youm? / O, Mbl y>xe u 3a0bmu / KOT/Ja OHU ObIIN»

(Ibid.).
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Everything that I write

is in essence commentaries.

A Petit font. At best —
italicized (the italics are mine!)

And where is the Canon?
Where is — Borukh Ato,
Adenoi Eleheine,

Adenoi Ekhod?

In departure from his usual stance as an observer of and commentator on
the everyday, Satunovsky characterizes himself as a hermeneutic author. His
poetic “commentaries” are in the petite font typically used for footnotes and
annotations. Thus, they’re literally a commentary to some other larger main
text — the canon - or an italicized insertion into or under that text.
Satunovsky provocatively frames this canon through Judaism and thus,
becomes what I would call a poet/rabbi. There is a parallel between Satun-
ovsky’s poem and “the most famous story in all of Rabbinic literature” in
which “a certain heathen” asks the sages Hillel and Shammai to explain to
him “the entire Torah” as he’s standing on one foot. While Shammai chases
the heathen away, Hillel says, “That which is hateful to you, do not do to your
neighbor. This is the entire Torah; the rest is commentary — go and learn it’

>

(Holtz 1984: 11). The notion of commentary as a premier moral, intellectual,
spiritual, and artistic activity links Satunovsky’s and rabbinic imaginations.
There’s a good chance Satunovsky was familiar with this episode, since
it was retold in Lion Feuchtwanger’s novel about Josephus, The Judean War,
though it appeared there without “the rest is commentary” coda (Feikhtvanger
1965: 235-236). Other places in the novel, however, did describe “commentar-
ies” as the core of rabbinic Judaism (Ibid.: 385). As I have argued elsewhere,
Feuchtwanger’s works were the main installments within the “Soviet Jewish
bookshelf” and functioned as the Soviet Jewish scripture, nourishing the
Soviet Jews’ identity and supplying them with knowledge about Judaism and
Jewish history (Grinberg 2023: 13-29). The Judean War came out in 1965 in the
seventh volume of Feuchtwanger’s collected writings. Satunovsky’s poem is

15 D'm grateful to Harriet Murav for first suggesting this parallel.
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dated December 3-4, 1965. These correspondences are meaningful and enter
Satunovsky into the specifics of Soviet Jewish cultural history, proving that
“Feuchtwanger’s types should be seen as often the main sources for the Soviet
Jewish artistic imagination” (Ibid.: 23).

As Soviet Jewish literacy in general, Satunovsky’s was fragmented and
makeshift. Hence the poem’s Hebrew quotation is imprecise and consists
of two parts. First, there’s the liturgical beginning of the blessing formula -
Blessed are You Lord Our God - and second, the scriptural line from Shema,
Deuteronomy 6:4-9 — “Hear, O Israel: The Lord is our God, the Lord is One”-
of which Satunovsky presents the last two lines. Shema is also, of course, the
main part of Jewish liturgy and as close as Judaism gets to a credo. It is what
Jews are supposed to say when they wake up, go to sleep, and before they die.
It’s possible that these are the bits Satunovsky remembers from his childhood,
but there seems to be also a more deliberate design. On the one hand, Satun-
ovsky replicates the Hebrew words phonetically, how he heard them in his bas-
tardized Ashkenazi rendering; on the other, his spelling of “eleheine” with the
Latin -h- for the Hebrew -hey- indicates his actual familiarity with Hebrew. The
only Hebrew-Russian dictionary of the Soviet era, edited by Felix Shapiro and
published in 1963, presents -hey- as -he- with the Latin -h- (Shapiro 1963: 12).
Thus, Hebrew literacy appears to have been part of Satunovsky’s knowledge
base and suggests at least some exposure to Jewish observance. His pulling
of the quote from the liturgical and scriptural sources is purposeful and suc-
cinctly presents Judaism as both practice and text.

In the poem, Satunovsky spells out that his connection to the canon is
missing. He does not specify where the canon is, leaving the reader to ponder:
is it in the “no longer audible semi-legal / synagogue / clamor” (“ne slyshno
i polulegal'nogo / sinagogal'nogo / galdeniia”; [126]), as he described in the
earlier poem the barely remaining Jewish religious life in the Soviet Union?
Or in Jerusalem? Or in Feuchtwanger’s novels? Or in the type of associative
links drawn by Sapgir in his Psalms and by Satunovsky in his commentary on
Sapgir? Whatever the answer is, these remarkable eight lines, to reiterate my
argument, are provoked in part by Satunovsky’s dialogue with Sapgir, which
appears in this case to be also polemical.

Unlike Sapgir, whose Psalms are both an elaborate and complex midrash
on the Biblical Psalms and an actual rewriting of them, Satunovsky’s posture
is one of extreme humility and thus more evocative of the actual rabbis’ rev-
erence toward canonical authority. This explains why in “Kholin speaks...”,
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he found Sapgir’s prophetic desire to be heard by everyone unfathomable.
Satunovsky admires Sapgir’s radical poetic inventiveness, but instead of his
Hebrew-sounding gibberish of “~ O nori-nora! / - O nori-nora ruolo!”, he
offers a literal sacred quote. Sapgir’s “Psalm 136” is dedicated to Ovsei Driz
which introduces another pivotal link in Satunovsky’s relationship with Sapgir
and Satunovsky’s overall Jewish worldview. We will examine this link in the

essay’s next parts.

Living next to and mourning the Yiddish Orpheus

One of the very few writers to have survived Stalin’s purge and essential dem-
olition of postwar Yiddish culture in the Soviet Union, Driz was already a
published Yiddish poet in the 1930s. While there wasn’t anything subversive
in his early poetry in terms of content, it was modernist verse with some for-
mal experimentation. Driz continued to write all through the war - he served
in the Soviet border troops - and began to publish again in the 1960s, when
Sovetish Heymland began its run in 1961. A collection of his Yiddish poems
came out in 1969 and another one posthumously (Driz 1978).

Similarly to Sapgir and Satunovsky, Driz’s mature poetry is divided
between poems for children, which retained the playfulness and inventiveness
of his pre-war verse, and poems for adults, so to speak. Among the latter are
the poems dealing with the Holocaust and the destruction of Yiddish culture.
There’s pathos in these texts as well as eeriness and detailed horror.

Sapgir befriended Driz in the early 1950s, when they both worked in the
sculpture workshop of the Art Fund in Moscow. Sapgir eventually became
the main translator of Driz’s poetry, both children’s and adult. Published in
enormous print runs throughout the 1960s, 70s, and 8os, Driz’s collections
for children brought fame and success to the Yiddish poet. Sapgir’s dedication
of his “Psalm 136” to Driz is significant, especially in terms of its play with
Hebrew and Yiddish. Driz frequented the gatherings at Lianozovo and was
often the heart - the drunken heart - of the party. As pointed out by Klavdia
Smola, “[t]he underground invented its own Jew, Driz” and “translated’ the
Jewish poet into its own cultural language” (Smola 2018: 14). A fellow Liano-
zovo poet, Igor’ Kholin, wrote an ode to Driz, which reimagined Yiddish and
infused its “sound” into late Soviet avant-garde Russian verse:
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[Tuka 6en lnka Jpus
[oat

[Marpuapx

Wypeitckuit naps ConoMox
TTorommit

Caon mecHn 6e3 C/I0B

[...]

CrykHemcs nbéaMu
B gectn
Benuxoro esperickoro IToara

[...]

0000 arayooooo
Cunmnma mmuma
Cunnma mmma
Aray0o000000
JIuma o JInma
Mmryra Ocama

[lnoa muoa mWUnMUn
(Kholin 1994)

Shika ben Shika Driz

A poet

A patriarch

King Solomon of Judea
Singing

His songs without words

[...]

Let us bump foreheads
In honor

Of this great Jewish Poet
[...]
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0000 agauo000o
Silima shima
Silima shima
Agau0000000
Lima o Lima

Ishuta Osama

Kholin presents Driz as an eternal Jewish figure, neither a fossil nor a relic,
but someone constantly alive. His imitation of Driz’s recitation of his poems
in the original brings to mind Sapgir’s “~ O nori-nora! / — O nori-nora ruolo!”
and his “Jewish melody”. How do we square Sapgir’s actual translations of Driz
with this notion of Yiddish (or some essential Jewish speech) as primordial
babble and language without words? The answer to this question leads us back
to Satunovsky and his relationship with Driz.

Most likely, Satunovsky came to know Driz through Lianozovo; the Yid-
dish poet quickly became an important figure for him and the anchor of Sat-
unovsky’s sense of Jewishness and his Jewish knowledge. While Driz throws
a large shadow over much of Satunovsky’s oeuvre (Satunovsky even retroac-
tively dedicated one of his earliest poems dealing with his Jewish identity and
antisemitism to Driz, “In the country that has nearly forgotten..” (“V otvyk-
shei bit' zhidov strane...”, 1939; see Shrayer 2007: 746), he references Driz
explicitly in a few of his poems. Via Driz, Satunovsky reenters the lost Yiddish
universe and becomes its idiosyncratic chronicler. One such poem, written in
1970, states:

CMOTPIOCH B 3TO 3€pKajo
KaK B TOfICTPOYHMK.
I'masomep XusHu

OJXUBJIACT I/1asa.

Ia, crapuk JIpus
0CTa/ICs pe6EHKOM.
Tonbko 3aMacKMpOBaICA.

Tonpko MoxoM 06poc.
[303]
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I gaze into this mirror
As if into a crib.

The life’s eye gauge
livens up the eyes.

Yes, old man Driz
Has remained a child.
He just camouflaged himself.

He just grew moss all over.

Satunovsky contemplates his old age through Driz and the practice of trans-
lation. He imagines the mirror like a “podstrochnik’, a “crib” or literal trans-
lation of a poem. These cribs, to be reworked into a literary version, were
a key part of the Soviet translation industry, especially with “minor ethnic
languages” like Yiddish. Satunovsky’s reflection in the mirror appears as Driz’s
podstrochnik which contains the Yiddish poet’s childish essence. The two poets
are analogous to each other.

This poem was written almost a year before Driz’s passing, which would
devastate Satunovsky. In another poem composed just a month after Driz’s
death, at the end of the traditional Jewish thirty-day mourning period, Satu-
novsky writes:

Croro nepex gBepsio,

CTydy, KpUYy Ha BCIO IECTHUYHYIO KJIETKY
— Osceit! —

OH 6bI7T cTaplle MeHs Ha IATUIETKY.

(316]

I'm standing in front of his door,
bang into it and yell through the whole floor
“Ovseil”

He was older than me by a five-year plan.

Like an open wound, the four lines scream with the speaker’s agony and close-
ness with Driz. Seven months after Driz’s death, Satunovsky recasts this pain
in different terms in the poem dated August 9, 1971:
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Hyman nmu 4,

yto JIpus ymmpaer?

Hyman nu Tpus,

YTO OH yMupaer?

Hymarn mu oH,
yT0 [pus ymmupaer?

(321]

Did I think
that Driz was dying?

Did Driz think
that he was dying?

Did he think
that Driz was dying?

Satunovsky is shattered by the loss of Driz in both texts, but if in “I'm standing
in front of his door..”, he thinks concretely through Driz’s and his own life
spans, presented through the Soviet economic calendar, in “Did I think...”, he
makes the Yiddish poet’s death a puzzle and a surprise, which does not dimin-
ish the speaker’s anguish over it.

Satunovsky persists in keeping Driz alive and outside of time’s finitude. In
a poem composed five years later, he muses:

Iloka He Mepsielb KaBIeHNs,
HY Jia, TIOKa He M3MepseNb,
3/I0pOBbe BpOfie KaK B JOBEpUI,

1 60JIEH MU HET — He 3Haelllb.

Ho nucths »xénTbie OChITaaNUCh,
3e7I€HBIX MAJIO OCTAETCH.

W OBceit, ctpody ponncbisas,
C NMIIHeN 60/IbI0 paccTaeTcs.

[405]
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Until you start taking your blood pressure,
well, right, until you've taken it,

your health is as if under control,

and whether you're seriously ill - who knows.

But the yellow leaves have fallen,
there are few green ones left.
And Opvsei, finishing up his stanza,

departs from his unneeded pain.

Once again there’s an analogous relationship here between the speaker and
Driz, who continues to write in the present, overcoming his pain. He’s unaf-
fected by mortality — “his unneeded pain”. It’s hard to read “Ovsei” and not
think of Orfei, Orpheus in Russian. I would suggest that Satunovsky paints
Driz as the eternal Yiddish Orpheus who transforms the pain and passage of
time into a completed stanza.

Translating Driz through Satunovsky

In translating Driz Sapgir required a podstrochnik, likely provided by Driz him-
self. According to one memoirist, the poet and writer David Shrayer-Petrov
(who was Sapgir’s friend), Driz would translate his poems into Russian right
on the spot after reciting them in Yiddish. Shrayer-Petrov writes about one
such occasion at Sapgir’s dacha in 1965:

Osgceit [Ipus unran ceou cTuxu Ha uauil. M cpasy sxe — no-pyccku. JJlaan
CBOM BepcuM mepeBofioB. [...] OH umran u untan. VIHOTa OCTaHABIMBAICH,
9TOOBI PACTONKOBATH OCOOBIIT CMBIC/ TOI M/IN MHOM MeTadopbl MM CUTY-
anyn. [...] OBceil ynTan HeIpUIa)KEHHbIE HOACTPOYHMKM, KaK 6yATo Obl
Tecas KaMeHb MOTM/IbHBIX IAMATHUKOB. Tecasl KaMeHb NaMATH.
(Shrayer/Shrayer-Petrov 2004: 180)
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Ovsei Driz read his poems in Yiddish. And then immediately - in Russian. He
provided his versions of translations... He read and read, sometimes stopping
in order to explicate a special meaning of this or that metaphor or situation...
Ovsei read his rough podstrochniki as if he was chiseling headstones for a cem-
etery. He chiseled the stone of memory.

At the same time, there are also Sapgir’s translations done after Driz’s death in
1971 as well as the translations which did not have a published Yiddish original,
such as, most famously, the “Wise Men of Chelm” (“Khelemskie mudretsy”)
cycle, which raises the question of who the original author of these texts actu-
ally was (Dymshits 2008). This is where, I would argue, Satunovsky’s role in his
relationship with the two poets becomes especially important and intriguing.
Yiddish, as I've claimed, was undoubtedly part of Satunovsky’s life in Dnepro-
petrovsk. He inserts Yiddish words in some of his poems and, considering
his familiarity with the Hebrew alphabet, it is possible that he could parse an
actual Yiddish text, including Driz’s poetry. There’s one published translation
of Driz’s poem by Satunovsky, a playful children’s verse, “Komu chto kazhetsia”
(“Whatever anyone imagines”) (Driz 1975: 125-126). Satunovsky mused on it
in the following poem from 1967:

IlepeBonpl — mepeckassl,
TIepeKpoNiKY, Tepudpasbl;
CYHBCS He yMeun —
sary6oumb Ctux — OBcenyal

[534]

Translations, versions,
remakings, periphrases;

if you dive in without the skills -
You'll spoil the Poem - of Ovsei!

In order to possibly signal that Satunovsky is translating from the original
Yiddish the poem doesn’t mention podstrochnik.

In Sapgir’s translation of the poem “At Dawn” (1941), it is as if Satunovsky
and Driz merge in Sapgir’s mind:
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OrpomHblit ropof, —
Ycenysunmit yneit —
Monyar.

Y nacrexxn

OTKpBITOTO

Oxkna

B nmerkmx yemHoKax
[NoxaymBanucp
INoxcuHeHHbIE CHOBUJIEHNA.
Bapyr

ITO TTyXOHEMOe TOPXKEeCTBO
IIpopesan

Hapncannblit Kpuk:

— Ba-a-ubKy 3a-pe-3a-nu!

W cpasy

AJIBIM TTO’KapoM

BempxHym He6OCKIIOH.
(Driz 1975a: 127)

An enormous city

that fell asleep like a beehive
kept silent.

By the wide

Open

Window

In light canoes

Swayed

bluish dreams.

Suddenly

an annoying scream

pierced

this deaf-mute celebration:
“Va-a-nka’s be-en sta-b-bed!”
And at once

the sky flared up

With crimson fire.
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There’s no published Yiddish version of this poem. On the one hand, its
image of “bluish dreams” seems to belong to Driz’s poetic vocabulary, but,
on the other, the immediacy and matter-of-factness of the horrifying situa-
tion depicted in it resonate with Satunovsky’s poems, especially those written
during the war. Think of the poem from 1942 with the following beginning:

Kak 51 ux Bcex mo6io
(1 Bcex yb6bI0T).

Bcex —

KOMaHJIMPOB POT:

«Po-Ta, Buepep, 3a Po-o...»

(omepeBeHeeT poT).
Itux. B 3eme.
«Cnpiib, Banbka, )xuBoit?» [...]

[19]

How I love all of them
(they’ll all be killed).
All -
company commanders:
“Com-pany, forward, for the Mo-th..”
(the mouth will petrify).
All of them. In the ground.

“You hear, Vanka, you alive?” [...]

The prolonged “com-pany” corresponds to Sapgir’s prolonged “Va-a-nka’, and
there’s, of course, Vanka in both, an ordinary Russian thrown into the horror
of the war. There’s Ivan also in another poem of the same period which con-
tains a similar sentiment [21].

Another example of the link between the three poets is Sapgir’s translation
of Driz’s “Babi Yar” (1953-1954), which Sapgir titles “A Mother’s Song” in the
1975 publication (Driz 1975: 174-175) and “A Lullaby to Babi Yar (A Mother’s
Song)” in the later one (Driz 1990: 251). “Babi Yar” is one of Driz’s most pow-
erful poems. A lament over the massacre in the Babi Yar ravine in Kyiv in 1941,



140 Marat Grinberg

it is also an indirect mourning of the destruction of Yiddish culture during
Stalin’s last years and condemnation of the regime’s refusal to put up a mon-
ument at Babi Yar. The poen’s speaker — the mother - describes the types of
cradles she would fashion for her children - one cradle to be hoisted on her
braids - and the impossibility of doing so, since her children had been killed
and her house and possessions demolished. The poem ends with her devas-
tating plea to all the mothers to rock the entire ravine with their song. The
Yiddish original was included in the collection, Di Ferte Strune (The Fourth
String), in 1969 (Driz 1969: 135-136).

Sapgir’s masterful translation is largely faithful to the original, but he
shortens the poem and alters the children’s names: in Yiddish, it’s two boys -
Yankel and Shleymel - which he turns into a boy and a girl - Yankel and Elka.
Why? The answer, [ would argue, points to Satunovsky and his poem, “There’s
no one in the world..”, dated March 1, 1965. One of Satunovsky’s most poi-
gnant reflections on the Holocaust, it reads:

Het Hukoro Ha cBete
>KeJTaHHe

9TOM JJyPHYLIKMU,
30/TyLIKM Hallei, NbKMI.
B3s 661

" Chen 6b1
M3I0MVHBI-BECHYIITKI
C 97IbKMHOM IIENKU.
A te eé qom?

3a 6ponom.

A yeM OHa ImaxHeT?
Ménom,
Inpka-KoHormenpka.

Wrpaiire, xuposckue getn!
Ha cxpunxke!

Ha ¢neiire!

Emé He saxrnmm

IJISL Bac
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OCBCHIIMMCKIE

CBEYKIU.
[173]

There’s no one in the world
more desirable

than this plain looking
Cinderella, our Elka.

I'd take

and eat

all the raisins-freckles
from Elka’s little neck.
And where is her house?
Beyond the ford.

And what does she smell like?
Like honey,

Elka-hempla.

Play, Yid children!

On the violin!

On the flute!

The Auschwitz candles
have not yet

been lit

for you.

Sounding like a folkloric ditty, the poem seems to be an imitation of children’s
poetry and hence of Driz. Violin is a significant image for both Driz and Sat-
unovsky. A number of Driz’s poems feature a violin, including a 1944 eulogy
for Driz’s mother titled “Skripka” (“A Violin”, translated by Sapgir) and the
poem “Ballada o skripke” (“Ballad about a Violin”, translated by A. Revich).
The first collection of Driz’s poetry in Russian translation (Driz 1961) had a
black silhouette of a Jewish fiddler on the front page. There’s also an earlier
reference to the violin by Satunovsky as a sign of Jewishness in the poem,
“How repulsive I must seem to them!.” (Kak ia im dolzhen byt’ otvratitelen!..),
where the speaker contrasts his affinity with the “biblical boys with violins” —



142 Marat Grinberg

the reincarnations of King David with his harp - with the antisemitic hatred
toward him from the soldiers in his barracks [29].

If Driz writes a lullaby for the murdered children of Babi Yar, Satunovsky
writes a ditty for the Jewish children who will perish in Auschwitz. He wants
to preserve them in the pre-destruction present. The usage of the pejorative
“zhidovskie” — Yids’ - instead of evreiskie for Jewish children makes it more
intimate and raw, canceling out the antisemitic intent. Sapgir’s translation of
Driz pays homage to both Driz’s and Satunovsky’s Holocaust responses.

Conclusion: Back to Jerusalem

The final Satunovsky text examined in this essay is a short poem which sug-
gests another significant context for the dialogue between these poets and the
overall parameters of Satunovsky’s Jewish imagery and vocabulary. It reads:

...J'onom He moBop,.
Hapo 6bITh CUIBHBIM.
Mysblka, IpuHeCcH MHe
MOTMHJOBUT

n3 Vepycanuma.

(333]

...Hunger is no reason to despair.
I've got to be strong.

Music, bring me

a mogindovid

from Jerusalem.

The ellipses at the start point to the missing context: this is a fragment, a
thought or conversation beginning in medias res. The hunger here is clearly of
an emotional or psychological nature - it’s a hunger for someone or the feeling
of traumatic emptiness because of the loss of someone dear. I would propose
that this someone is Driz. The poem is dated February 11, 1972, almost a year
after Driz’s death on February 14, 1971. With this text Satunovsky marks Driz’s
Yahrzeit, the one-year anniversary of his demise.
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The poem’s images — music, the six-cornered Jewish star, mogindovid
in Satunovsky’s Yiddish rendition, and Jerusalem - point to Driz. In 1959,
Nekhama Lifshits (Lifshitsaite), a legendary Yiddish singer, performed a song
to the lyrics of Driz’s “Babi Yar” in Kyiv. It was a daring act for which she was
reprimanded by the authorities and prohibited from ever giving concerts in
the Ukrainian capital again. Just a year prior, in May 1958 in Moscow, Driz
took Lifshits to the composer Rivka Boyarskaya, who sang the poem to them.
As Lifshits remembered:

Pusxa Bosipckast yxe Torga 6blIa IpuKoBaHa K MOCTenn. bes HanpbiBa, HO
C HeBBIHOCHMOII ITyOVMHOIL, OT KOTOPOIT OKaMEHEBAIOT Ha MeCTe, OHA «IIPO-
BbUIa» 3TOT Ilmau. S cupena [...] B ee yboroit kBaprupke [...] Hanporus Mo-
CKOBCKOIT KOHCepBaropun |...] I He Mor/a IOJHATBCS ¢ MecTa. [Ipus modurn
BBIHEC MeHsI Ha yIIUIY.

(Baukh 1981: 95-98)

The bedridden Rivka Boyarskaya “howled” out this lament, without tears, but
with the unbearable depth which turns one into stone. I sat in her tiny apart-
ment across from the Moscow Conservatory, and couldn’t get up. Driz almost

carried me outside.

Lifshits saw the song as kina - a traditional Jewish lament, “neither a sound
nor a word, but a continuous pain which only grows stronger with touch”'®
Satunovsky likely knew this story from Driz and perhaps even heard Lifshits’s
performance of it.

In 1969, Lifshits made aliya to Israel where she was greeted as a hero. On
February 3, 1970, just a few days before Driz’s death, the newspaper Soviet
Culture (Sovetskaia kul'tura) published a piece, “Regarding Madam Lifshit-
saite’s ‘Basic Decency” (Grigorovich 1970). While berating Lifshits for selling
her soul to the Zionists and decrying her life in the Jewish state, the article
also quoted from her interview to an American Yiddish newspaper, where she
described the Soviet Union as a “country of Jewish culture that grew silent”
(stranu zamolknuvshei evreiskoi kul'tury). Thus, this propagandist piece man-

16 «9TO HEBO3MOXXHO HAa3BaTh HU 3BYKOM, HU CTIOBOM, 9TO KaK CIUIOIIHAs 0O/Ib, KOTOpas elle
YCUIMBAETCA OT IIPUKOCHOBeHMA» (TaMm »xe).
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aged to convey the truth about the Jewish condition in the Soviet Union which
a reader like Satunovsky would have seized upon.

I have attempted to fill in the ellipses for this poem and reconstruct its
contexts to show how Satunovsky returns sound to the “Jewish culture that
grew silent”. Devastated by his “hunger” for Driz, Satunovsky wants to per-
severe and wishes for Lifshits’s music — her kina — now in Jerusalem to bring
him a mogindovid - a symbol of Zion, Yiddishkayt and thus, of Driz. In men-
tioning Jerusalem, he might have also hearkened back to the Wailing Wall in
his commentary on Sapgir’s “The Old Men”. Indeed, as this essay has striven
to demonstrate, the depth of Satunovsky’s Jewish identity and voice must be
fathomed through the dialogue he creates around Jewishness with Sapgir and
Driz: the Soviet Heine and the Yiddish Orpheus.
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Mapx /lunoseyxuil

CTuxu ¢ ra3eToii: MONUTUYECKAA 033uA SAHa CaTYHOBCKOI‘O

Pestome: B cratbe ctuxorBopenus fna CaTyHOBCKOTO 1960-80-X TOfIOB aHA/NU3M-
PYIOTCS 4epes UX CBA3b C MyONMKaIMAMIU B COBETCKMX raserax. VccrenoBaHue no-
Ka3bIBaeT, 4YTO CaTyHOBCKI/II/uI HE JIeKOHCprI/[pyeT TOMUTUYECKIIT I[I/ICKpr, a nmeT
BO3MOYKHOCTY JI/I1 TIOIMTUYECKOTO CaMOBBbIPaKeH! s, OPTAaHMYHOTO JI1 KOHTEKCTa
ero moBceqHeBHON >ku3HU. OH HaXOJUT TAKOW SA3BIK [I/IsI BBICKa3bIBAHUS IIOTUTHU-
YeCKUX CY>K/JeHUI, KOTOPBI ONpefieNIAeTCs er0 KOHKPETHhIM 9K3MCTE€HIIMANTbHBIM
un V[CTOpI/I‘{eCKI/IM IIOHVMAaHNEM aKTyaanmx CI/[TyEiIII/II?I. Ilocrossunas /II/ICKYCCI/IH
CaTyHOBCKOTO C raseToil HO3BONACT eMy C(OPMMPOBATH IOTUTUYECKYIO CTOPOHY
CBO€ero I/[HI[I/[BI/II[yaHI)HOI‘O I B TO Xe BpeMﬂ TUIINYHOTO OIIbITAa M TAaKUM 06pa30M
YCTaHOBUTD NOMUTUYECKYIO al€HTHOCTD 3a IIpefie/laMi COBETCKOTO MOIUTIYECKOTO

JMCKypca.

KaroueBble cmoBa: MmOMMTUYECKAS 1103314, KOHKPETU3M, II03TNKa yMO}I‘{aHI/Hu/I,

COBETCKasA CyO'beKTUBHOCTD

B 1974 rony fAn CaTyHOBCKUIT MMcat:

... 51 He OO0 «930TI0BCKOTrO
A3bIKa», HE HPI/IMCHHIO.
Iaxe mosmHETo 3a60I0I[KOTO

KaK-TO He BOCHpI/IHI/IMaIO.
(358]

W peitctBuTenpHO, CaTyHOBCKNUIT He IPUOEraeT K «330I0BY SIBBIKY», KOTAA
OUIIET O CTaJMHCKOM MU IIOCIECTA/IMHCKOM Teppope, O 3aMaTdMBaHUMI
X00KOCTa, O COBETCKOM aHTMCEMUTU3ME, O IIPECIEOBAHNUI TUCCULEHTOB,
0 BTOp)KEHUM B YeXOC/IOBAKMIO, O COBETCKMX 3BEPCTBAX BO BPeMs BOJIHBL
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Bes orrsa/i0K 1 06MHAKOB OH MUIIET ¥ O I03TAX, YOUTHIX MM IIPeciefyeMbIX

pexuMoM. B ero cTmxax monmTmdeckme BBICKa3bIBaHNUA, KaK IIPAaBUIIO,

OKpAIIIeHbI 37IbIM CapKasMoM. Hepeko B HIX 3ByYUT MPOHMYECKUI CKa3 —

nepesaoluil Toloc «Hapofa», K KoTopoMy CaTyHOBCKMIT OTHOCHUTCS

6e3 Bcakoro muetera. Kak u Bce B3pocible ctuxy CaTyHOBCKOTO, OHM He

HpeHasHAYa/INCh I TIeYaTy, M OH ces B HUX He CHIeP)KMBaeT.
CaTyHOBCKMIT HaCTaMBaeT:

Menblie Bcero s X04y 3arafiblBaTh 3araiKim.
Ho a xouy roBoputb
TO,

4TO 5 X041y TOBOPUTD:

OXAambIBaTh MOXMa,
00 TUCHIBATD TPUMCHI,
TBYMEPHBII, a TO U OffHO,

KaK IpM3paK OT30BM3Ma.

30 OKMAOPS 1969
[287]

B 9TOM CTHMXOTBOpEHMM OTKa3 OT 3arajiok B IepBOil cTpode pesko
CTa/IKMBACTCA C 3aTafJOYHOCTBIO (M Ja)ke 3ayMbI0) BTOPOT'O YeTBEPOCTHUIINS,
MOpOo>KJasA HepaspeluMblil mapajfokc. K Tomy e, modyeMy BTOpas CTpo-
Ka HauyHaercsa ¢ «Ho» — pasBe ee CMBICT NPOTUBOIONOXKEH CMBICTY
nepsoit? Kasanmocp Obl, HeT, «X04y TOBOPUTD TO, YTO 51 XOUY TOBOPUTH» —
u roBopio 6e3 3arafgok. OFHAKO M3-3a «HO» CIBIIIUTCS JPYTO€: s TOBOPIO
6e3 OOMHAKOB, HO IIOYEMY-TO 3arajblBalo 3arafikyl, XOTS ¥ HE XO04y 9TOrO
[ile/IaTh — O YeM U CBUJIETe/IbCTBYET BTOpas cTpoda.

Ee 60mbiie ycmoxHseT MbIcTb CaTyHOBCKOTO O 3aTaJOYHOCTI [T093UN
CTUXOTBOpEHME, HANIICAHHOE B TOM >Ke TOAy, HO HEeCKOIbKUMM MecAlaMu
paHbIIe:

bBeccmpiciniia, IByCMBICTINIIA, CUNTATIKA,
HAYHy CHa4asa, YTOOBI 3a1LIMIIA/IO0 B TOp/Ie
KaK OT aHTUHBI,

3araHy 3arajgky,
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KOTOpYIO pa3ragblBaTb HE HAJO,
KOTOpPYIO HE/Ib3s HE yTraaTb —

IIO93NH0...

10 pespans 1969
[284]

CaTyHOBCKMIT OTpMIIAeT 3araflouHOCTb (CBOeJ) MO33MMU, HO YTBEp)K/aer,
9TO 3arafl0YHOCTD — OHA XK€ «OeCCMBICINIIA, ABYCMBIC/INIIA, CUMTAIKA» —
TIeKUT B OCHOBE T03TH4YecKoro apdexra. Ee He Hajo pasrageiBaTh, HO ee
HeoOXOMMO 3aTa/iaTh.

B aTMx mapajjokcax MOXXHO YCMOTPETb OTTONOCKHU (hOPMaNTUCTUYECKNX
npeit Bukropa HIkn0BCKOro, KOTOpbIN, HauMHasA co crartbu «VIcKyccTBO Kak
IIpueM», TOBOPIWI O 3arafikax Kak O TPaAMI[MOHHON (opMe OCTpaHeHus, a
3HAYNT, ¥ YCTOIYMBOM KadeCTBe MOITUYECKOro A3biKa. ¥ CaTyHOBCKOTO
«3arafI0YHOCTD» ABNIAETCA 060POTHON CTOPOHON MPO3PaYHOCTU U MPAMOTHI
ero ctunA. Cpeay ero TeKCTOB BCTPEYAeTCsA HeMAsIo TaKUX, KOTOPBIX MHaye
KaK «TeMHBIMI» He Ha30BEWIb. VIX JOBOJIbHO MHOIO, ¥ OHM OTKPOBEHHO
3arajjoyHbl. Harpumep, BOT Takoe CTUXOTBOpEHME:

Bce gymaror ogno n TO xe
n I‘OBOPHT OIHO 1 TO Xe,
HO I‘OBOPHT OgHO,

a IyMaioT ApyToe.

[167]

CMBICIT 3TOTO CTUXOTBOPEHMS IPOSICHUTCS, €CIM OOpaTUTh BHUMaHME Ha
JaTy IOJi CTUXOTBOPEHUEM: 16 OKTAOps 1964 ropja. 3arianbiBaeM B «JI3Be-
CTUA» 33 3TY JaTy U MPsIMO Ha IepBOJi MOJI0Ce BUAMM ClIeflylolee:



150 Mapx Jlunoseyxuii

COOBIL EH HE
'O IVIEHYME HEHTPAJIbHOI'O
KOMUTETA KIICC

| 14 oktabpa c. r. cocroanca Mnenym Lentpansioro Komutera KMCC.
Mnenym LK KMCC yaosnetsopun npocs6y 7. XPYLLEBA H. C. o6 ocsoboxachum

}em o1 o6ssanHocren Mepsoro cexperapa LK KMCC, unena Mpesuguyma LIK KMCC

|

|

COBETOB JENYTATOB TPYAAU[UXCSA CCCP

u Mpeaceaatens Cosera Munuctpos CCCP o CoA3M C NPEKNOHHbIM B03PACTOM
= —— |1 YXYAUIGHMEM COCTORHMS 3AOPOBBA.
oRun. (A QETaipn 1004 T, | e zeen Mnenym LK KMCC usbpan Mepsuim cexperapem LIK KMCC 1. BPEXHEBA M. U

B IIPESMAMVM[ B[PXOBHOTO COBETA CCCP

_m BT |

irrut Cepreen: *
oesel Tpescesaze | 100

VKA3 MNPE3UWAMYMA BEPXOBHOIo COBETA CCCP
O HA3BHAYEHMUMN toB. KOCBITHHA A. H.
NPEACEAATEAEM COBETA MMHUCTPOB cCCCP
Hasuauyirs os. Kocsruma Anexces Huko- | ro 3anectureas Mpeacexarean Conera Munuit
? | erpon CCCP.

aaesia Tpeacearesex Cosera Mnm\c'lpol
, 0cB0GoMB ero oT oGAsaRHOCTeH e

s CCCP A, MIKORH. ;
' CCCP M. TEOPTAR3E. b il BRI, A. H. KOChITHH,

Tlepauit cexperaps LK KIICC, Mpencexareas Conera Misnerpon CCCP.

L e 5 KOCMOHABTbI PACCKASbIBAIOT

o 92| SECEAA

coce A, MHKORH
sera CCCP M. TEOPFARSE.

Moo, Kpews. 15

WA MEPBBIX CTPARKYAX

C IKHTAKEM

RKOPABAS eBOCKOA>

Mocxs, Kpevsn 15 oxradpn 1564 1

V. 1

CMBICTT CTUXOTBOPEHMS MEHAETCA: OHO Telepb YMTAeTCA KaK I09THde-
CKUIT KOMMEHTapuit K o6bsaBIeHno o cHatuu Hukutsl XpyleBa co Bcex
rOCYJapCTBEHHBIX M MAPTUIHBIX TOCTOB. Yurasa rasery, CaTyHOBCKMIl
TOMBIC/IMBAET CyXOM A3bIK «VIsBecTuit». IloBTOpsAIOIEECS «OHO U TO XKe»
MUMeTVYeCK) IOJYEePKVBAET TaBTOTOIMYHOCTb OQUIMATBHOTO AVCKYP-
ca, a OIHOOOpa3HO-Ka3eHHbIe PeaKIy Ha TO SII0XaNbHOe COObITHE SBHO
CKPbIBAIOT IPOTUBOIIOIOKHbIE ONMUTUIECKIE BEKTOPBI — OT pecTaBpaLuu
CTaJMHM3MA JI0 Ha/IeXX /]| Ha IPOJO/IKEHMe NeCTaTMHI3a .

Emte ofuH mpuMep — CTUXOTBOPEHNE TOTO K€ IOfia, HO MeCAILEeM I103-
Ke — 26 HOs10ps 1964 rofia:

Ha Hocy peka6pp. Ha gBOpe CHEXOK.
ITop cHEXXKOM J1e[IOK, KaK 3aMeTu1 biok.
Bor 1 bnoka ner. Ilacrepnaka Her,
OJVIHOKO MHE B JI[ITHOII CTpaHe.

[169]

Yro sTo — neizaxxHasa nupuka? [Ipu uyem sgech binok ¢ nuraroit u3 «JIse-
Hapguat» («IOf CHEXXKOM JIeHOK»), M OTKyma B3sics Ilactepnak? U mo-
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YeMy 3a CHEXXKOM M} JIEKOM B 4eTBEPTOil CTPOKE BBbIpAcTaeT «IefsiHasd
cTpaHa»?

Papy axcnepmMenTa sarnAapbiBaeM B Te Xe «VI3BecTuA» M HaXOgMM Ha
YeTBepToli Tonoce crarbio Bragumupa OpnoBa, M3BECTHOTO TUTEPATyPOBe-
Ia M IJIaBHOTO pefakTopa «bubnmorexu mosra», mom HasBaHueM «Becomoe
C/IOBO — T1093MsA». B 9TOI1 3/1ETaHTHO M YMHO HaIMCaHHOI cTatbe Opros
obpyumBaerca Ha «popManusm» B 1m0a3uu. CBOM BBIMAAbI IIPOTUB MO-
JIOIBIX «HOBATOPOB» C MX KOPHEBBIMM pu(MaMy 1 CBOOOFHBIM CTUXOM —
«3a4aCcTyl0 HACTO/IDKO CBOOONHBIM, YTO OH pa3BajmmBaeTcsi» — Opros
0060CHOBBIBaeT LIUTATON 13 NNCbMa blIoka — «CTUXM B OOIBLIOM KOJNde-
CTBe Belllb HeBBIHOCHMas»:

ITepens6BITOK TaKON IO BHEIIHOCTM «HACTOSIIEN» I093MU, B KOTOPOIL,
Ka3aynoch Obl, «BCe Ha MeCTe», HadMHAeT OIMYIIATbh M COMBATh C TONKY de-
JI0BeKa, Ja)ke MMEIOLET0 HEKOTOPBIil OMBIT OOpaleHNs co CTUXaMu. Bce
Jalre IOBUIID ceOs1 Ha COMHEHNM: a JJIs 4€T0, COOCTBEHHO, STOT HAPALHBII
OeHra/IbCKMII OTOHB, YTO 1 He CBETUT M He IpeeT? A majblie, IIAANIIDb, Ha-
YJMHAelIb y>Ke BEPUTh, YTO «CTUXM B OONBLUIOM KOIMYECTBE BEIb HEBBIHO-
cuMas»!, KaK cKasan OffHaX/Ibl OfIVH YMHBI1 TUTepaTop, a BCres 33 HUM
moBTOpun AnekcaHgp Biok. VI BOT Bemp 4TO: Ipu BceM pasHOOOpasuu
«(popMaIbHBIX IPHEMOB» TaKUe CTUXI B CYILIHOCTY Oe3IMKIL.

(OprnoB 1964: 4)

A B ¢unane cratby, nmoxsanus fpocmaBa CMenskoBa Kak obpaselr] opra-
HIYECKOJ «IapTUITHON M093uu» 6e3 (GOpPMaTUCTUIECKNX «BBIKPYTACOBY,
OproB 6€3 yKasaHMsI MMEHU KPaMOIbHOTO aBTOPa MPUBOJUT CTPOKY U3 II0-
oMbl [TacTepnaka «BomHb»:

HacrosAmuii mosT nieT u Bcerfga HaXoAuT B KaXK/[OM CITydae caMoe Hy»)Hoe,
«eIVHCTBEHHOE» CTI0BO U, KaK IPaBMJIO, 3TO caMoe IIPOCTOe C/I0BO. TakoB
6b11 IyTh brioka, MasikoBckoro, AceeBa, 3ab6osorkoro. Bce oHm, KaXkzblit
[10-CBOEMY IO/DKHBI ObIIM M3B/IEYb YPOKY U3 COOCTBEHHOTO «OIIbITa 6OJIb-

HINX ITIO3STOBY», YTOOBI O6p€CTI/I Ty €CT€CTBEHHOCTDb, KOTOpasA OTINYAET UX

1 Iurara us craren A. Broka «bes 60xxectBa, 6e3 BIoXHOBeHbs1» (1921). BriepBbie ata ¢pasa
TIOSIB/ISIETCS B 3AIMCHON KHIDKKe Brioka 3a 1911 rog.
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3peroe TBOPYECTBO. Vl, 3aMeThbTe, ¥ KaXKJOro M3 HUX CBOS MPOCTOTA, IO-
TOMY 4TO 3a CTUXaMU Ka>kJ[OTO CTOUT MHIMBUJIYATbHOCTD MOITA, €T0 JTHY-
HOCTb, €r0 XapaKTep, ero cepylie.

(Tam xe)?

ITOT KOHTEKCT, AyMalo, He sBMAETCA HATAHYTBIM, IIOCKONbKY CChUIKA Ha
[TactepHaka B TO BpeMs Obla 6ojiee 4eM PefIKUM sIBIIEHUEM, 2 B COUeTaHUN
¢ brokowm, f1a elrie B ileHb HaMMCaHNA CTUXOTBOpeHMs... Takoe coBmaneHne
Ka)KEeTCSI HeBePOATHDIM.

Iurarans [TactepHaka B 1964 TORY — ITOYTY KPAMOJIbHBIN )KeCT, KOTOPBIM
OprnoB cMArYaeT OpTOOKCANbHYIO aTaKy Ha (pOpManyu3M M IPOCTaBIeHNe
«IIpoCTOThI». [IoMelieHHOE B iuaorndecKye OTHOUIEHNA co cTaTbeli Opnosa
ctuxoTBopeHne CaTyHOBCKOTO BOCIPUMHMMAETCA KaK IOIUTUYECKMUIt
TeKcT. CHATMe XpylleBa HaIIOMMHAET O PEBOIONNN, TOBOPUT OH, LUTUPYA
«JIBeHafaTh» broka, HO aTa peBONMIONMA BeJeT HE K OTTENeNM, a K elle
6obiemy noxonoganuio. Ecmu Opnos npespamraeT broka u IlacrepHaka B
HOGOPHMKOB «ITPOCTOTHI», TO HnA CaTyHOBCKOrO 06a — >KepTBBI 0OMaHa;
HOBepUB B peBONIOIMIO (B ciaydae [TacTepHaka — B OTTeIleNb), MOITHI
OIIMOMUCD: TIOf, CHEXKOM «OUMCTUTEIBHOV» METeNU CKPBIBAJICS JefoK;
«IefsHas CTPaHa» 0CTaNach HEM3MEHHOIA.

BosHMKaeT NpeIonoXeHne, 9T0 He TOMbKO 3T CTUXOTBOPEHN:A, HO U
MHOTYe IpyTUe COfiepKaT B ceOe MOoJOoOHbIe OTCBIIKY K COBETCKUM ra3eTaM.
Bnepsbie CaTyHOBCKMIT CTPOUT MO3TUYECKUIT TEKCT Ha AMAJIOTe C Ta3eToi

2 ®pasza «OmBIT OOMBIINX NTO3TOB» OTChIIAET K cTpodam ITacTepHaka u3 nukia «BomHb (1931
TTacTepHak 2004: 321):

Ectb B ombITe GONMBIINX TOITOB
YepThl €CTECTBEHHOCTH TOA,
YTO HEBO3MO)KHO, UX U3BE/aB,
He xOHYMTD MTOTHOI HEMOTOIA.

B popcTBe cO BCeM, 9TO eCTh, YBEpSCh
VI 3HasAch ¢ Oypyumm B ObITY,

Heb3si He BIIACTh K KOHILY, KaK B €pech,
B HeCTIBIXaHHYIO IIPOCTOTY.
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B paHHeM CTuXoTBopeHunu «Buepa, omaszpiBast Ha pabory...» (1939)°. Ilo
cnoBaM KpuTnka Bragncnasa Kynakosa:

JImpwuecknit >kaHp CaTyHOBCKOTO TOYHO ompepmenun leHHapgmit Avrm:
«OCTpbI€, KaK IIepel], CTUXOTBOPEHUA-PEIIINKII. HeﬁCTBI/ITeTIbHO, CTUXm!
CaTyHOBCKOTO — 3TO IIPEeXJie BCEro peNIMKM, BbIXBadeHHbIE M3 Herpe-
PBIBHOTO pasroBopa — 0e3 Hadaja M KOHIIA. PeIUIMKM Heromymouiye, 06-
JMYalolIye, MPOTeCTyIole, OOpaljeHHble K HEeHa3blBaeMOMY, HO BCerfa
y3HaBaeMOMy OHHOHCHTY, WIN peiNKM — pPa3MbIIIJIEHNA, Ha6TIIO}1€HI/IH,
obpareHHbIE K cAaMOMY cebe.

(Kymaxos)

B mopsapke rumoTesbl BLICKaXKY Crefyiollee IPeAIIONoXKeHNe: «PeruKI»
CaryHOBCKOro 06OpallieHbl MMeHHO K rasere (mosguée TB, odurmansHomy
IVICKYPCYy B LieJIoM). PadyMmeeTcs, monHasA IpoBepKa 9TOI TMIIOTe3bl Ipef-
TojiaraeT JiIMTe/IbHOE U KPOIOTIMBOE MCCIefloBaHMe. I sxe orpaHmumica
CTUXaMI 1960-80-X rofioB. B kadecTBe MaTepumasna sl COIIOCTABIEHUI s
JICIIO/Ib30BAJI TO/BKO OffHY rasety — «V3Bectusi», koTopyto CaTyHOBCKMII
YNiTaa PeryaapHO U BbeINBO. PasymeeTcs, pesynbTaTbhl 3TOTO UCCIefOBa-
HIS HOCAT IpeBapUTE/IbHBIN, a BepHee, Pa3Be[IbIBAaTe/IbHBIN XapaKTep —
BOIIPOC B TOM, IIPOCMATPUBAETCS JIM 3[{€Ch OCOOBIT TIO3TUIECKIIT «METOT,
XapaKTepyU3YOINil HOMNTNYeCKyI0 03310 CaTyHOBCKoOro? Vmm e mepep
HaMU BapMaHT «<HOPMaJIbHOI» /I MOCTaBaHTap/ja MHTEePTeKCTYaTbHOCTH?

CooTHOIIeHNA C Tras3eToil BakHBI 1A cTuxoB CaTyHOBCKOTO KaK UX
«MaTepuaa» ¥ OFHOBPEMEHHO «pacIImpuTenb». CaTyHOBCKUIT OTTalKUBa-
eTCsl OT Ta3eTHOrO TEKCTa, JMCIIONb3Ys ero KakK TPAMIUIMH I CBOOOHBIX
Pa3sMBIIJICHUIT U aCCOLMALNIA, O/ MONIeMUKN U KpuTuku. Ilpu sTom cam
ra3eTHBIN TEKCT, KaK MPaBUIO (XOTh 1 He BCEr/ja), CUe3aeT B MOITUIECKOM
tekcte CaryHoBckoro. OpHako CaTyHOBCKMIT PacCTaBIAeT «(pIaKKu» —
CUTHAJIbl, KOTOpble YKa3bIBalOT Ha CBA3M, YXOAAIINMe 3a Ipefie/ibl TEeKCTa.
Baskneitireit 13 TaKMX CBA3ell ABNAETCA JaTMPOBKA CTUXOTBOPEHUS — OHA
BIIJCBIBAET IIOITUYECKMII TEKCT B KOHKPETHDBIN COLMONONUTUYECKUI KOH-
TEKCT, KOTOPBI1 1 06pasyeT HEBUAMMYIO ITTyOMHY, Ka3aI0Ch OBI, COBEpIIEH-
HO He CYTTeCTMBHOTO TEKCTa.

3 CM. 06 sTOM: JIMTIOBELIKMIT 2023: 374-378.
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Tak, cTUXOTBOpeHMe 1971 TOfa —

Ynusnserecs,
yro Mexenaittuc...?

He ypusnsaiirecs.

YaouBuTenbHOE

He yIVBUTEIbHO.
YousButenbHO
Heynusurenpnoe.
[315]

— HO-BUAMMOMY, OTCBUIAeT K CTaTbe Diyappiaca Mexkenaiituca «BepHOCTb»,
Hale4yaTaHHoil B «VI3BecTuAx» 3a 26 MapTa 1971 roma* u mocesAueHHOM AH-
npeacy bynore-mi. (1907-1974). Bynora yyacTBOBasI B IOKYIIEHNY Ha KU3Hb
Ayrycrunaca Bonbpemapaca (1883-1942), nmpembep-MuHucTpa JIMTBBL, Ipu-
IIeJIIeTO K B/IACTU B pe3y/IbTaTe BOEHHOTIO HepeBOpOTa ¥ 3aKOHUYMBILETO
kusHp B TioppMe HKBII. Bonbpaemapac ObUT HaLMOHAIMCTOM C (ammnct-
CKMMU CUMIATUAMY, a Bymora — aHTudammcrom, BoeBaBmMM B Jcma-
HUL, A 3aTeM yCTaHaB/IMBABIINM COBETCKYIO BIACThb B IIOCTIeBOeHHOII JInTse.
MexenmaiiTuc, B CBOI0 O4epe[ib, MONIb30BAJICA pelyTanueil MOJEepHUCTCKO-
rO HO3Ta-MHTEUIEKTyaa, M €ro IMyONIMKalMIo MaHeTMpPUYecKoil CTaTbyu O
IIPOCOBETCKOM KOMMYHUCTe B «V/I3BecTnsax» CaTyHOBCKUII BOCIPUHUMAET
CKeNTUYeCK! KaK KOHQOPMUCTCKUII XKECT.

Hackonbko Heo6xonyma 9Ta MHGpOpMaums /i IIOHMMAHWS CTUXOB
CatyHoBckoro? fIcHo, uro ansa CaryHoBCKOro BakHa pudma: «Mekenait-
TUC — He Y[AUBJLANTECh», KOTOpasA MOPOXKAAET Iapy: «yAMBUTENbHOE — He
YAMBUTEIBHO / YAUBUTEIBHO — HEYAVBUTEIbHOE» (B CBOIO OYepelb CO3BYY-
HYI0O C Ha3BaHMeM IIONMy/IApHOi Iepefaun «O4yeBUTHOE — HEBEPOATHOE»).
CaTyHOBCKMIT TOBOPUT O He3VHTETPALMy IIeHHOCTHOI MepapX1u, KOorja pas-
pylLIeHMe CIOKMUBIINXCA B OTTEIIeIb PeryTalliil IPOUCXOAUT Ka>KIblil JleHb
U yXe He IIOpakaeT; 3aTO aHOMAJbHBIM CTAaHOBUTCA MX COXPaHEHMe: yIU-

4 B xuure CaTyHOBCKOTO 3TO CTMXOTBOpEHMUE JATMPOBAHO MeCAlieM paHblle — 27 (eBpans
1971 roga. Hudero Bokpyr 31011 gaTsl 0OHAPY>KUTb He yAanochk. BoamokHo, omucka y Cary-
HOBCKOTO?
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BUTE/IbHO — HeyauBuUTeNnbHOe! Kak MMeHHO CKOMIIPOMETHPOBAH II€PCOHAX
CTUXOTBOpPeHUs1 — MHGpOpMALUs A1 KOMMEHTApUs WIN CHOCKY, He Goree
TOTO.

Ho aTo nmuumb opmu tun paborsl CaTyHOBCKOTO C ra3eTHBIM Marepya-
7I0M. Y Hero JOBOJIBLHO MHOTO CTHXOB, B KOTOPBIX Fa3eTHble MYOIMKALIN
ABNAIOTCA MemMamuueckumu mpuzzepamu 1 ero cTuxos. Tak, Hanpumep,
nepefioBasi cratbs «[apaHTusA 3akOHHOCTI» («VI3BecTusi», 6 mexkabps, 1967,
C. 1), B KOTOPOJI KPAaTKO M3/IaTaeTCs VICTOPUA COBETCKOTO CyAa, HO HU pasy,
Ta)ke KOCBEHHO, He YIOMMHAETCA PO/Nb Cylda B CTa/JMHCKUX Perpecchsix,
CTAaHOBUTCS TPUTTEPOM IS CIEAYIOIIEro CTUXOTBOPEHNA:

Kro momumn,
TOTO 3apbI/IN,
a MBI,
a MbI 3a0bUIN
o TariHe
OTKPBITBIX IIPOIECCOB,
KOT/Ia He JIOIIeHT,
He podeccop,
He BbIPBaHHBII € MACOM
KpeCTbsAHMH,
a Kamenes, PrikoB, Byxapus,
KTO MTOMHMUII,
TOTO 3apbI/IN,
a KTO 3a0b11 —
B Hapnpime.

7 Oexabpst 1967
[233]

CruxoTrBopeHne «OnATb 4ero-TO TOMOHAT M3-3a TPaHUIBI — / KaKOM-TO
Caxapos, kakoit-To CO/DKEHUIBIH. ..» [351] OT 9 CeHTAOPsI 1973 roga MOXeT
OBITH peakIiyel Ha CTaThio B «V3BecTusix» OT 8 ceHTAOpPst «BhITh Y4YEHBIM —
3HAYNUT OBITh MaTpMOTOM» (C. 3), HampapjeHHO nporus Caxaposa. Cru-
XOTBOpeHUe «...paccTpersiH Hukormait / ChITHAK HA BCEM Ha CBETe...» [417]
OT 19 HOs10ps 1977 TORa MepeKanKaeTcs ¢ perensueit A.IlmaxoBa Ha HOBbIe
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XygnoxecTBeHHbIe (ybMbl 0 Mata 3anka u KotoBckoMm B «V3BecTusx» 3a
TOT >Ke JIeHb (C. 4).

Taknx mpumepos, pasymeeTcs, JOBOIBHO MHOro. l'opasno pexe BcTpe-
JaloTCA TPUMepHl 6epbanvHuiX mpuzzepos, korma CaTyHOBCKMIT INIIET
CTUXOTBOpEHNE KaK PeIUIMKY, OTBEYalollyl0 Ha KOHKPETHBIN C/TOBECHBIN
0060pOT B Ta3eTHOI MyOIMKaLINIA.

Bor, manpumep, cruxorsopenue Bpeme IllectaneBHON BOMHBI VIspania
¢ Erunrrom u pyrumu apabckuMu rocyaapcrsamu (5-10 MIOHSA 1967 TOAA):

Ipompiko ckasan:
«MeCTEeYKOBBIIT 6asap».
- Tax n ckasan?
— Ha, Tak 1 cKasaJ.
- OH MOX6BITH cocTpuUI?
- ITa, MOXXOBITH COCTPUIL.
— A 6oJblite OH HITYETO HE TOBOPMII?

- Her, 60snbIire OH HUYEro He TOBOPUIL.

6 urons 1967 z00a
[219]

Ilepen HaMy mpsiMast UTaTa U3 PeUM COBETCKOTO MUHMCTPA MHOCTPAHHBIX
men Ha ceccuu OOH, obcysxpatomiet pesynbTrarsl lllecTUIHEBHOI BOVIHBL:
«VI3panap XoTen OBl IPEBPAaTUTD Hallle BHICOKOE COOpaHMe B MECTEUKOBBII
6asap, oTBreub [eHepanpHyI0 AccaMb/Iel0 OT paccMaTprBaeMOro €k I7aB-
HOTO BOIIPOCa — O BBIBOJE BOICK arpeccopa». Peub ['poMbIkO omy6mmko-
BaHa B «/I3BecTmAX» 4 miond, a cTuxoTBopeHne CaTyHOBCKOTO ITOMEYEHO
6 UI0NIS1 — U STOT BPEMEHHOII MHTEPBajl CTAHOBUTCA KOMIIOHEHTOM CEMaH-
TUKIU CTUXOTBOpeHMs1. CaTyYHOBCKUIT KaK OblI CIIpalllyBaeT: a YTO OCTAIOCh
OT MHOTOC/IOBHOI1 peun I'pombiko uepes fiBa gHA? OcTancsa TOMbKO aHTHCe-
MMTCKMII BbINaJ. VI OH B IOIHON Mepe BbIpakaeT CYLeCTBO 3TON BbIAIO-
wgeiicst peun: «A 6Gornbie OH Hu4ero He roBopun? Her, 6onblie OH HUYEro
He roBopwI». PopMa CTUXOTBOPEHN S, OCHOBAaHHAS Ha BOIIPOCAX M OTBETax
C TIOBTOPEHMEM OffHMX J TeX Ke IJIaTOJIOB: CKa3aj/CKa3aj, COCTPUI/COCTPUTI,
He TOBOPWJI / He TOBOPUJI — 3BYYMT KaK OKOHYATeNbHas POpMYINPOBKaA CO-
BETCKOJ «ITO3ULIMI» 10 U3PAUTBCKOMY BOIPOCy. TaBTONMOrMYHOCTD (OPMBI
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3[€Cb COOTBETCTBYET TABTOJIOTMMYECKOMY CMBICTY: T/TaBHBIM apryMe€HTOM B
TI0/Tb3Yy COBETCKOI'O aHTMCMOHNM3MA ABJISAETCA COBETCKUI aHTUCEMUTU3M.

He menee HEABYCMbIC/IEHHA OTCbIJIKA K raseTHON ny6711/u<au1/m B cneny-
I0IEM CTUXOTBOPEHUN:

A Temniepb n306penu:
«eBpensanys Vepycanumar,
Koropoit Tak HegocTaBano

BEIMKOMY PYCCKOMY A3BIKY.

6 mapma 1971
[547]

A6cyprHast «eBpensauys Vlepycannma» — 9TO HpsiMasi IMUTAaTa U3 pPelak-
L[MOHHOI CTaThy «Bpa’kgeGHbIN aKT», OIyOIMKOBAHHOI HA IIEpPBOI CTpa-
Hute «V3BecTnit» OT 5 MapTa 1971 rofa:

BPAKIEBHBIH ART
Mspawibcxme BAACTH COBEPHIMAM | BaHME BKMIOYMTD B- AAMMHMCTPATHE-

Ha JHAX HOBY mnﬂmmmu
no 3axsarty apazml cofcTsenno- | npencrasurenei - mm;mnnz’z

e B Mepycanume. Mmu Guawm | enacrefi. Stu jneficreus mayr spas-
KOH(UCKOBAHM AKIMWM ATEKTPOKOM- pes ¢ pewenusmn Cosera Besomac-
TMAHWM  WOPJAHCKOK  MPOBWHIIMM W NpPencTaRnAwT  HOBhIN
Mepycaruma, kortopsie nepenxamsl mne&ml aKr WIbCKHX BAa-
CO3aHHOMY OKKYMAUMOHHWMM B1a- | CTeH, WAMpaBNeHHWH Ha espesusa-
cramu MepycanuMmckoMy Mymmin- mAHepyuuua._

MaNHTETY. Mpecc-cayxba «H3gectuiis,

5 mapra.

58 EFFREERME

-
=

Vnn. 2

bonee cmoxHbIN, XOTSA U MeHee 0‘ieBI/IIIHbII7I IIpUMEP NpENCTABIAET coboit
CTUXOTBOpPEHNE «HyCTbIe CTOAT KOPOBHMKII»:

IIycrble cTOAT KOPOBHMKY,
0 KoTopbIx EceHnHy memnocs.

Ha Nax y KOJIXO3HNKOB
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MOJIOYHO-BOCKOBasI CIIEJIOCTb.
A XUTb-TO BeIb

Ka)XJIOMY XO4eTcs,

a He )KMbIXaTh ra3eTHOE CEHO.
Her,

He CKOpO, BI/IaTh,
OKOHYMTCS

KpOBOIIO/IbHAA 3Ta c1cTeMa!

13 mapma 1962
[128]

HOBBIE MoAf MAYT TEBA, SEMAEAENEL!

:yr_',g;v;_‘_-y«"vmm BMECTO TPAB, MAAOYPOXAMHDIX KVAbTVP U YUCTbIX TTAPOB—
Do cononro sommicr e . KY KYPY3A, CAXAPHAY CBEKAA TOPOX U BOBbI

e ooy St Taso e
TeHo. nepesomTs Sormencns. " e o+ gson. pamoniayn
i Croresas SeuBeAEANA, BHPOND BUEADATS mocm muto. | | T o ot G| ek aeacuen A 7. X,

o T e e eaamins e PACYETbBI, MAAHDI,

VompoxTamx  mponamX . Gobomex  wyIYD —
75 | e MEPCNEKTHB bl

TR, Caxupioh cockn, Nopwom ropoxs, 'Kop- —
‘Go6on ‘--«m._u..mynm. "

HA TPABONOABHOM
OANMNE

B 10 spe, o croponmnn e
comon " ensesaine FpecerORIC,

;
3
i
i

i —— o Caxapnon camnon
e, K v 10 non n e | 3 opmosumn Gotmn — 7

nJlEHYM LK KIICC

ocymuer mamonon- BMECTO TP,
HYIO CHCTEMY KAK HecoC

TENBHYIO C HAYYHOW TOYKH 3pEHHA, HEeNPHIOAHYI0 AAR
COLUMANUCTHYECKOrO cenbckoro Xoaaicrea. Hago pewrn-
TeALHO INEepeXofHTh OT TPABONONLA K Gonee MHTEHCHB-
HBIM CHCTEMAM JeMJIefe)IHR, IUHPOKO BHEAPATD NOCEBH BBICO-
KONPOAYKTHBHLIX NpONMAIMBKIX K 6060BRIX KyJbTYyp —
KYKYPy3bl, caxapHO# CBeK1h, MODKOBH, Tropoxa, KOp-
MOBBIX 6060B, — JAIOWHX BOIMOXHOCTbL KOPEeHHhIM 006
pPadoM YJYHLHThL HCNONL3OBAHHE 3eMJH, 06ecnedutbh OGH-
JIHé KOPMOB, MPOH3IBOJAHTH HMXOAHMOG KOJXHYeCTBO 3€p-
HA, M#ACA, MOJOKA M JAPYrHMX nNpoaykToB. MepTBoi
TPaBOIONBHOIt CXeMe Halo INPOTHBONOCTABHTL JKHIHEH-
HYIO, UENeycTPeMeHHYI0 CTPYKTYPY NOCEeBHBIX noluagedt.
PRCCHHTAHHYIO Ha NOJy4YeHHe MaKCHMyMa CeNbCKOXO3ANCT-
BeHHBIX NPOAYKTOB C KAMJAOrO reKTApa JIeMJIN, NPH HaH-
MEHEBIUMX Z3ATPATAX TPYAa ¥ CPEACTB HA eAHHHUY IPOAYK-
UHH».

(M3 nocranosrenus maproacxozo Ilienyma HK KIICC).

Wnn. 3-4
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IToMuMO «ra3seTHOTO CeHay, IPAMO YKa3bIBAIOIIETO Ha «MCTOYHMK BJJOXHO-
BeHNsI», obpaiaer Ha cebsl BHMMAaHME «MOIOYHO-BOCKOBAsl CIIEJIOCTb» U
«KPOBOIIOIbHAA 9Ta cucTeMa». IlepBoe BhIpakeHue, KaK HanmoMHun Vnbsa
Kykynun Bo BpeMs 00cy»X/ieHIA MOero JOK/Iafa Ha KoHdepeHuyu o Cary-
HOBCKOM B JlapTMyTe, CBSI3aHO € IPOIAraHioil KyKypysbl U yIOTpeOIs/10Cch
VICK/IIOUUTENbHO B CBA3U C 3TUM CEIbXO3NPOAYKTOM. BTopoe BbIpakeHme
TlepeiHA4YMBAET CENIbCKOXO35MCTBEHHDII TEPMUH — «TPABONONbHAS CU-
CcTeMa», B CBOIO ouepefib, CBA3aHHLIN ¢ Teopuamnu T.]I.JIpicenko. B «V3Be-
CTUAX» 3@ TOT K€ [eHb, KOTOPBIM JIaTMPOBAaHO CTUXOTBOpeHue (13 MapTa
1962 ropa), onyonukosansl MaTepuainsl wienyma IJK KIICC o cenbckomy
XO3SIJICTBY, Ha KOTOPOM IJIABHBIM BJMHOBHUKOM Bcex Oefl oObsBIeHa Tpa-
BOIIOZIbHAS CHICTeMa. JHade roBops, B Ta3eTHOI CTaTbe coobIaeTcs (XOTb
U He MPsIMO) O TOM, YTO B/IACTb JIBICEHKO, 3HAMEHUTOTO CBOMM BIMSHUEM
Ha XpylieBa 1 CBoelt «60pb0OIt» ¢ TeHETUKOI U FeHEeTUKAMM, OKOHYATETbHO
MONATHY/IACh".

B xoHTeKcTe raseThl cTuxoTBopeHue CaTyHOBCKOIO IpHOOpeTaeT ApKO
BBIPa)KEHHDBIJI MO/IEeMMYEeCKNIT CMbICIL. Ec/my raseTHas cTaTbs HauMHAeTCs
C OCYXXJ€HUsI «TPaBOIOJIbHOI CHCTEMbl KaK HECOCTOSTENbHON C Hay4HOI
TOYKM 3peHMsA», TO CaTyHOBCKMII 3aKJ/IOYaeT CBO€ CTMXOTBOpDEHME M-
arHO30M: «He CKOpO, BUJATb, / OKOHUMUTCA / KPOBOIO/NbHAA 3Ta cucremMal»
Vnave roBopsi, NONBITKU «UCIPAaBUTb» IIONOXKEHME B CETbCKOM XO3AICTBE
IIyTeM BHeJpeHMs 6ojiee IPOrpeCcCUBHBIX METONOB U M30aBIeHNS OT «3JI0-
Ierickoro» BIAMAHNA JIBICEHKO 3aBeOMO OOpedeHBI Ha IIPOBaJ, IIOCKOIBKY
HIOPOYHBI He METO/BI CeBa U He X Hay4Hble 0OOCHOBaHMs, a caMa KOJIX03-
Hasl CICTeMa, KOTOPYI0 HMKaKas KyKypysa C ee «MOTIOYHO-BOCKOBOIJI CIIe/Io-
CTBIO» He CIIacer.

OtHomenns ctuxoB CaTyHOBCKOTO C Ta3€THBIMU «TPUTTE€PAMIU» HOCAT
SABHO AMATIOTMYecKuil xapakrep. CaTyHOBCKMIT HUKOIZjA HE «VJUTIOCTPUPY-
eT» TaseTy, HO BCErfa IOJIeMU3NPYeT C Hell — OH HeM3MEHHO KpUTUYEeCKN
MHTEPIpeTHpyeT 0DULNATIBHBIN IUCKYPC, BBIABIIASA €ro Ao, 0OHaXKas ero

5 OTOT IJIeHYM IpPUBOAMT K OKOHYATebHOMY CHATHIO JIBICEHKO C IIOCTa IpeficefaTers
BACXHWJTa. BosrnaBnsasiumii 3Ty BAMATEIbHYI0 OPraHM3aLMIO C 1938 Tofla ¥ OTBETCTBEH-
HBIJI 33 PasTPOM COBETCKON T€HETUKN J apeCThl TeHEeTVKOB, MOCTe KPUTIIECKOTO MIChMa
TpexcoT yueHbIX JIbICEHKO ObII CHAT C MOCTa IpeficefiaTend B 1956 roxy. OfHaKo B 1961-M
XpylieB BOCCTAHOBUII €r0, 11 TONBKO B 1962 TOfy JIBICEHKO ObII CHSIT OKOHYATeNbHO, 1 [De-
HyM (DaKTI9eCKM 3aBEPILIT €T0 Kapbepy.
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HACUJIbCTBEHHOCTD, MMOJYEPKNBAS TO, UTO IPOMAraHja IBITAETCS CKPBITH
(HO He MO)eT, KaK BUJIHO U3 €ro IO3TMYeCKOro kommeHTapus:a). Crepys
3TOII JIOTVIKE, B MHBIX CIy4aAX MO>KHO HaMeTUTb HEOYeBMIHYIO, HO BO3-
MOXXKHYIO CBA3b MEXZY IIO9TUYECKMM TeKCTOM VM Ta3eTHOI IyOauKaluerl.
ITO caMble CIIOXHBIE, HO 1 CaMble MHTepecHble cay4an. HanpuMmep, untaem
B «VI3BecTusAX» 3a 1 HOSAOPs 1962 rofa MOLOOPKY AKOOBI IMMCeM YMUTaTeNIel,
PaccKasbIBAOIIMX O HEBEPOSTHOI IPUBETINBOCTHU JIEHUHTPAALEB M TOpPb-
KOBYaH, CBEPX3a00T/IIMBOCTU BOJUTE/IST aBTOOyCA 1 MPOUYMUX MPOSIBIEHMUSIX
BBICOKMX MOPAJIbHBIX KaueCcTB COBETCKOTO Ye/IOBeKa B OO/MIACTM «OOBIIEH-
HOJI >KM3HM». MOXXHO JIM YMTAaTh KaK OTBET Ha 9Ty MOAOOPKY — CTUXOTBO-
perne CaTyHOBCKOTO, IOMEYEHHOE TeM >Ke JTHeM?

st M3 OBBIEHHON KH3HH =i
Y HAC TAKMX HET... | AI'IJ'IOD,VICMEHTI:! LIJOQ)EP\(

8 oo e

TAE Bbl "TETEPH,

o [ e, s o e Foum, | 0
y i wbTa— TR

Asencrss NOADMENIED,
acuamiopuinz.

e

Moiit A3bIK CTaBAHCKUIT — PYCCKMIA.
Moit HapoJ cMO/IEHCKUIL, KyPCKUIA,

TYIbCKMUIA, IIEH3€HCKUIA, BETUKOMYIIKMIA.

Pyxu ckpyrar 3a cinny,
MIOBA/IAT HaB3HUYb,

HOJIIUTPOBKOI TO/IOBY MPOBAIAT —
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HIMYETro Apyroro
s HE XXy OT CBOETO

Hapopa.

11 HOAOPA 1963
[146]

Sl momaraio, YTO TaKoe COIpsKeHUE BO3MOXHO, XOTS IPAMBIX IOKa3a-
TE/IbCTB 3TOJ CBA3Y HeT. PasBe 4TO raseTHas IyOMMKalMs MeCTPUT Ha3Ba-
HUAMU TOPOJIOB, OTKYZa IPUCTaHbl OTHOOOPA3HO-YMIIUTEIbHbIE «IIVCbMa
ynrareneli» — Mocksa, HoBokysHenk, Ycrb-Kamenoropck, Jlenmnrpap,
Topbkuit. Kak nepexnmyka ¢ aToi «XKaHPOBOI» METKOJ 3By4YaT CTPOKU CTU-
xoTBopeHusa CaTyHOBCKOTo: «Moit Hapofi CMONIEHCKUI, KyPCKUit, TYyIbCKNIL,
MIEH3eHCKNUI, BeMMKOMYLKMil». (3aMedy, YTO 9TU TOIOHNMMBI He CBA3AHBI C
6rorpadueit mosra). Ho cama mosTuyeckasi MHBEKTMBA 10 OTHOLIEHUIO
K TOILIHOTBOPHO-YMIINTE/ILHBIM pacckasaM O J0oOpoTe ¥ B3aMMOIIOMO-
M «IIPOCTBIX JIIOfieli» — KOHTPACTHA, ¥ MMEHHO 3Ta ap(eKTUBHAsA CBA3Db
IpefcTaBIIsIeTCsl Hanbojee CUIBHOI.

Y CaTyHOBCKOT0 eCTh HeCKOJIBKO SPKUX CTUXOTBOPEHNIL, IIOCBAIIEHHbIX
COBETCKOMY BTOP>KeHMIO B UeX0C/IoBaKMIo 21 aBrycTa 1968 roya. MHe 1oxa
He YZIa7l0Ch YCTAaHOBUTH IPSMble Ta3eTHbIE TPUITEPHl — BO3MOXKHO, B JIaH-
HOM CJIy4ae OOJIBIIYIO POJIb, YeM OObIYHbIe «VI3BecTVA», UTpann Iepefadn
«T'onoca Amepukn» mmn «Pagno Coboma». OHO CTUXOTBOPEHNUE U3 3TOTO
He0003HAYEHHOTO LIMKJIA, OT 15 CEHTAOps 1968 rofa — MEHbIlle, YeM depes
MecsI] TIOCIe COBETCKOTO BTOPYKEHMS — 3BYYMT KaK aOCTpakTHbBIN ¢uso-
codCKUIL TEKCT:

3Halo, YTO ITOAN — 3BEPH,
TOIBKO HE 3HAI0, BCE JIN.

MoxxeT 6bITh, 3TU — He 3Bepu?
Mosxer ObITh, leTH — He 3Bepu?
3Halo, He 3Halo,

BepIo, He BepIo.

15 ceHmA6ps 1968
[266]
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CooTHeceM 3TOT TEKCT CO BTOpoil cTpaHunei «V/3sBecTuil» 3a 14 ceH-
TS0ps 1968 TOfA, YKpAIIeHHOI TporatebHbIMK (oTorpadmsMm feteit Ha
ymuax IIparm — 1 0coOeHHO feTelt PsiioM C YIbIGAIOMMMNCS COBETCKI-
Mmu conparamu. Kak Hamicano B 3samerke «Cerogaa B Ipare», «B mapke Ha
IUIOIAIKe I/ NeTCKUX UTP IOHbIE IpakaHe APYXKeCKM 6ecefyloT C COBET-
CKMMM BOMHaMW». PAZIOM ¢ 9TMM MaTepuasoM, Ha TOii ke CTpaHuIle, IIoMe-
I[eHa arpecCUBHAs CTaThs PO IIPOMCKY 3aIAIHBIX CIIELICTY>KO 3a CIIMHOIL
ITpa>kcKoit BECHBI.

| CETOAHA B NMPATE

OT ai suirnnary npawchne yni
B ot Creinar

Decax umpoKnx mace Sovamrcn o
Xocnosaxw

3
g

BOILHO, 3 BCECTOpOHNE 110 OTHO- | Miupay. TIOTAALNTE B SCPKARO, FOCTOAD, W

EHIo Ko BCew CTpanam _couna- | b yBANTE, Hpa

JsHa. [13, B OTHOWEHNAX Me- | OCHOM, NPH3MIBAA K. «npEORoneNyion

By 3mMi_ crpanamw,  pasensa- | €BpONCHCKOO CTaTyC-KO, X HOBOMY. pa=

foun cann Gparexoroco- | YUAY o soopyxen  crpskax HATO,
“Topneanpos: or ‘o epacnpo-

eI B oo opaa!

, OBocTpuTs.

p A — o

O TEX KTO© HE XOYET CMUPUTBCAS Tpeyoue yperymiposa- | rex,"ro, CrpemAcs X 3ToMy, pacnonaraer

) s, Ho Sro meytpennce 3610 | Coorpercrayinn. CpotcToani 4 pocyp-

MAA”jMA HA BOCTOKE EBP caMux  aTux  cipa. JKWKb | camy BHYTDH KaNNTATHCTHYECKOR CHCTEMBI.

C IIOBEAAMMU corn OTIBI  omn novammar, o, croor | Ho aro sarue? s canix sakopenerix

TJOTATHSECKAR  nar » Espone [ axpomi werow . nonmny anssese- | G xampare iz 10, T sepys Foiibeldie

et - nporaenan | in octons: 2" oo, AMMTRIGNS WOROAME. rochiap: | Guy et Fodniaka hocobm pears | v 1

1310 mpokcroRwro 13 woun 1955 rosa | raa vapoukoR REHOpAT BoctouuGH | 1NBus, BoslGBOUNE, MENRY MM 300 | T | o AoAE. OPTaTOR

Kavinep Anenayap npw6s - poci. W rOCToRaN C SUNBAA e CICRVET | Lo maneiyes NOTRS S, w0 Yt Do

v » Baunrto oy 57 BCTRTNCA | HBY2p B ok MENYaPAX o i Acko yn- | Messrs 1, Ekyn: HE HHKTO KE MDOCHT W | uervi, COTSAHHMO C AABROHAEM. Ha CrpaH
Wit o aNAX pacnpocTpanenn wa |t o wera i et 13 o

s s cnne o5 | Boenerves T oamARHE o | o, oo EOMAEYTED o | cosbain_ ol pasna- s, ropast

BINHOTO. YBANCHAT, PABCHCTEL, APYN-| i, 410 MEWAYHAPORNEA HATPAMEHKOCTS.

Bcem Mipe. OnmpeRenniou 6o W
Sorsercn Cocronmes oTiowenA  nexay | ¢
ABYMA COUGTBHINIH CHCTEMaNH, Ha KOTO™

T Am N mMAEEAmE A S mnmBema mamere BrmarIaonien

V. 6

JlaeT ny 4TO-TO IpepIoOIaraeMasi COOTHECEHHOCTb 3TOro Tekcra Cary-
HOBCKOTO ¢ raseroit? Ecim mpuuATh 9Ty rumoresy, To ¢pumocodpckoe pas-
MBbIIIJIEHNE TIPUOOpeTaeT 4epThl HOMUTIIECKOTO BbICKa3bIBaHNUA. «MoXeT
ObITD, 9mu — He 3Bepy? MoxKeT ObITh, Oemu He 3Bepy?» YNTAETCS B JAHHOM
KOHTEKCTe KaK IMOAINCh IO (oTorpadueil ¢ feTbMU U YIbIOAIOLMMIC
COBETCKMMMU confataMu («3Tm»). Brpodem, TpaguuyoHHas putopuka co-
BETCKOJI KypHaIMCTUKY B cocenHell cratbe («Ilo peumentam [lamneca») me-
IIIaeT MOIbITKe IIPUMMPUTBCS C COBETCKOII arpeccuert — arpeccysi Haanro!
CruxorBoperne CaTyHOBCKOrO HpY TaKOM YTE€HMM IPENCTaBisgeT coOOit
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«CHATYI0» peaKUUIo Ha MPOTHUBOIONOXHbIe 3TUYeCKIe MHTeHIINY, BBIPICO-
BBIBAIOIIMECS 332 MaTepuagaMu 06 OKKYIaL[ M/, IOMEIEHHBIMI Ha OJJHOI 1
TOJI YKe Ta3eTHO CTpaHMnIe: «3Hal0, He 3HaI0, / Bepio, He BepIo».

Pasymeetcs, 9TO TONIBKO OTHE/IbHBIE IIPUMEPBI TeX Topas3fo Goyee CIOX-
HbIX ¥ MHOTOYPOBHEBbIX CBHSeﬂ, KOTOpbIE COEAMHAIT CTUXU CaTyHOB—
CKOTO C COBETCKMMU Ta3eTaMi I LIpe — C OQUIATbHBIMU IUCKYPCAMIL.
STU CBA3M MHOTZA MEpeXofAT Ha YPOBeHb MHTYUTUBHBIX IIPO3pEHUIi, pa-
IOVOHAJIbHO HE 00BACHIMBIX P€30HaHCOB MEXY CTUXaMU CaTyHOBCKOI‘O n
MONIMTUYECKNM WJIM COLIMANbHBIM KOHTeKcTOM. Hampumep, 19 aBrycra 1968
rofia, 3a JIeHb IO COBETCKOrO BTOpKeHMsA B UexocmoBakuio, CaTyHOBCKUI
MMIIET CIIefyIollee CTUXOTBOPEHNe:

Kakas tummnHa, kakasd 61aromarn!

He Hamo TpaTuTh CMJI HA MUMIKY,

BCE SICHO,

U Ka)XKeTCsl, ITO AYILIY OCTaBIsIeT, bepens,
cBobopa

BBIOPATbCS 113 HEOOXOAMMOCTH.

[263]

OnaTb-Taky abcTpakTHOE PUIOCOPCKOe CTUXOTBOPEHME, HO OHO 3BYYUT
COBEpIIEHHO JHade B COIOCTaBJICHUY C OnmaAmuMcs pasrpomom IIpax-
cKoit BecHbl, Kotopblit BHyTpy CCCP 6yneT BOCIPUHAT KaK OKOHYATe/IbHOE
HOpa’keHNe MOIIBITOK NMubepann3aliuy, aCCOLIUMPYEMBIX C «OTTEIeIbIo» U
KPUTHKOIT «Ky/nbTa muaHoCcTH». Opasa «cBob6oxa / BbIOpaThCs U3 HEOOXOmM-
MOCTW», Tlepedpasupyromas Gopmyay JHrenbca «cBOO0Za — OCO3HAHHAS
HeOOXOMMOCTb», CTAHOBUTCS 3J1eCh METOHUMMeEIl BCell KBasU-MapKCUCT-
CKOJl PUTOPMKM U IINMpPe — COBETCKOM Mofenu conuann3ma. CTUXOTBOpe-
HIe, OKa3bIBaeTCs, lepefiaeT MPOHMYeCKoe 0bJIerdeHe, KOTopoe HaCTUIaeT
JIMPUYECKOTO Tepos, KOI[la OKOHYATe/IbHO 1M O6eCIIOBOPOTHO yMMpaeT Hajie-
JKJIa OCBOOOZMTHCS OT TOTATUTAPHOI «HEOOXORMMOCT», HAleXKAa Ha mepe-
MeHBI B conanucTideckom 61o0ke 1 CCCP. OgHako, MOBTOPSIO, HATIMCAHO
3TO CTUXOTBOPEHNE 3 /IBA IHA O BTOP)KeHMA. TO/IbKO YNTATeTb C OIBITOM
CaTyHOBCKOTO, IIOCTOSTHHO «BK/TIOUEHHBIN» B ITOTMTIYECKII KOHTEKCT, NH-
TEHCUBHO VIHTePIPETUPYIOLINIT «MeKCTPOUHbIE» CUI'HANbI, pa3OpOCaHHbIE
TYT U TaM, MOT yTajaTh, KyJa ABVKYTCA COOBITHAL.
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Pasymeetcs, 6b110 ObI Hellerlo CBORUTH K OXHUM «VI3BecTusiM» Bech IO-
TOK MHpopManny, npuxonsieit K CaTyHOBCKOMY. 19 aBIyCTa O CKOIUIEHNN
COBETCKUX BOVICK HA 3aMaJHbIX IPAaHNI[AX MO COOOI[ATh 3alagHbIe «TO-
7I0Ca»; O M03Ta, BEpOATHEE BCETO, JOHOCUIINCH M MHbIE CTyXU. VIHaye roso-
Ps1, TI[ATE/bHBIN IOMCK MOXKET BBISIBUTH OOJIee MM MeHee PeannCTIIecKie
TpuUrrepsl cTuxorBopenns «Kakas Tuimua, Kakas 6narogarsl» 1 1omo6-
HBIX €MY.

%%

BCCBOTIOI[ HeraCOB mycan O CTuxax CaTyHOBCKOI‘O:

JIoBUTCA caMblil MUT OCO3HaHMA, BOSHUKAHNA pedl, CaMa ero NpuUpoza, u
JKVIBeI1, IOI/IMHHEII TAKOTO JUKOTO KI0YKa IIPOCTO HIYEro He ObIBaeT — OH
cpasy cam cebe cTux [...] OkasbiBaeTcs, TyT ABepb. OTKpBITaCh — 1 BOT
OHO, 4TO s TOBOPIO Ha camom Oere. IIoUTy Kimaccudeckas KOHKPETHUCTCKas
perucTpalusa peyeBoro CoObITUA — TOIBKO peub BHYTPEHHAA — U elle
4qyTb r1y6xe. CaMo coObITHE KaK MOMEHT BBIXOZIa B MHOMEPHOCTD, TOYKa
HapyIIeHNA.

(Hexpacos 1985: 50)

ITo-BUAMMOMY, TOBOPsI O PerucTpanuyu pedeBoro coborrusi, Hekpacos nme-
eT B BUJly TIPUEMbl HEMEITKOTO KOHKpeTusMa, i B yactHocty, found-poetry®.
Ho ecmu CaTyHOBCKUII perucTpupyeT «pedb BHYTPEHHIOW — U elle YyTb
IIy6>Ke», YeM TaKOil «KOHKPeTVU3M» OTIMYAeTCs OT «HOPMAIbHOI» MOfep-
Huctckolt mupuku? Ot [lactepHaka uan Masgenpitama?

Pa6ora c raseroit mpupaeT KoHKpetusmy CaTyHOBCKOrO ropaszo 6osee
MaTepuanbHble YepThl. Ecny HeMeIjKOA3bIYHbIE IO3TBI-KOHKPETVCTHI 1950—
70-X TOJIOB CO3J]aBanM KOJJIAXXV M3 Ta3eTHBIX TEKCTOB, TO CaTyHOBCKMII
IUIIeT CTUXY KaK JIHeBHMK MO3TUYECKNUX peaKkIuil Ha MeIMITHble «pasfipa-
sxuTenu». [Ipy 9TOM caMy raseTHble TEeKCThI OH Kak Obl 6vipe3dern, OCTaB-
N4 Ha MIX MeCTe IIYCTOTY, OKPY>KeHHYIO [MaJIOrM4eCKMM KOMMeEHTapyeM.
B cymHoCTI, 9TOT IpUeM BIIOJTHE BINMCBHIBACTCA B IIOHMMaHVe KOHKPETHOM
1moa3nuy, o Xepmany Kopre: «KoHKpeTHas 0331 CTajza CMHOHMMOM BCeX

6 Cwm. noupo6H0e 06CY)K)16HI/IC BOIIPOCa O KOHKPETU3ME «JINAHO30BLIEB» B CTATHE: HaBI’IOBeL{
2021.



Cmuxu c easemoii: nonumuyeckas noasus Ana Camynosckozo 165

JIUTepaTypHBIX OIBITOB [...], B KOTOPBIX IPOLeCChl KOMOMHMPOBAHUS, pe-
IYKLUY, KOHCTPYMPOBAHNUA, UTPbl, KOJTaXKa ¥ MOHTa)ka CTAaHOBATCA 3Ha-
YMMBIMY B Ka4eCcTBe MPUHIUIIOB co3fanus Tekcta» (Korte 2004: 72)”.

OpHoBpeMeHHO B cTMxXaX CaTYHOBCKOTO MOXKHO YBUMETb U IOJIEMUKY
¢ «reparypoit ¢akTa» 1920-X TOfoB. [ QyTypuCTOB M KOHCTPYKTH-
BIUICTOB TOJI SIIOXM Ia3eTa BOIUIOLA/IA HESOCATAEMYIO JUIA TPafIIOHHON
JIUTepaTypsl BBICOTY acTeTndeckoro u ¢umocodckoro cosHanms. Cepreit
Tperbaxos, Hampumep, mucan: «ORMHOYKe-NNCATEN0 CMEIIHO U AyMaTb
0 cBoeit pMIOCOPCKOI TereMOHMN PSIJIOM C 9TUM KOJIEKTMBHBIM MO3TOM
pesomronuyu [...]. Ham Hewero »parp ToncThlx, 160 y Hac eCTb Hall 9IOC.
Hamr snmoc — rasera» (TperbsakoB 2000: 31). O6bI4HO 71€(OBCKMII TTOAXOT,
MHTEPIPETUPYETCS KaK IOMCKM OODBEKTUBHOCTY M KYIbT (aKTOB, BIIPO-
4eM, HepefKo 000pauyMBAIOIIUIICA MUII03Mell OODBeKTUBHOCTY U (aabCu-
bukanmamu®, OHAKO B 1960—70-€ TaKOH B3IJIAJ COBEPIIEHHO HEMBICTIM.
[ CaTyHOBCKOTO I JIIOfell ero Kpyra ¥ oOpas3a MBIC/Iell ra3era IMpaKTy-
YeCK) He MMeeT OTHOLIEHNs K PealbHOCTM, HO 3aTO SIBJISIETCS 3€PKAjIOM, B
KOTOpO€e CMOTPUTCSI BIACTh. 110 raseTe MOXXHO BUJETh, KAK MEHSETCS Ca-
MOpeIIpe3eHTall Vsl BAACTH, a 3a Hell OIBITHBIN HaOIofaTeb yragbiBaeT 1
HEeBMJVIMBIE C/IBUTM, IIPOMCXOASAIME BO BJIACTHBIX MHCTUTYLUAX, — TaK
o o¢uunanpHOi GoTorpaduu ¢ KaKoro-HuOyAb MAPTUITHOTO TOPXKECTBA
«HapOJjHbIe AHAJIUTUKN» BBIYNUC/ISIIN KapbepHbIe IIEPECTAHOBKYU B BepXaX U
CBsI3aHHbIE C HUMU MOJIUTIYECKIIE TIEPEMEHBIL.

Muxann AjiseH6epr cumraer, 4To y CaTyHOBCKOTO IPAaKTUYECKU OT-
CYTCTBYeT KPUTMKA fA3bIKA U UAET MOUCK BOSMOXKHOCTE /I JTMPUIECKO-
TO BBICKAa3bIBAHM MEXJy [eBaJTbBYPOBAHHBIM MJEOIOTNYECKNM CIIOBOM
u yMepuert (youroir) moatudeckoit Tpagunueit (Aitsenbepr 2005: 19). ITo-
mobubI mopxon passuBanyu u [eopr Burte ¢ CabuHort XoHcreH (mmcaBiine
moft, ticeBoHrMamu [rontep Xupt n Cama BoHpepc): oHM mopgdepKuBani,
YTO Y JIMAHO30BLIEB «IIMTAThl PEYM M TEKCTa OTCHUIAIOT K KaKMM-TO peasib-
HBIM KM3HEHHBIM CUTYaL[UsM ¥ CUTYaTMBHOMY KOHTeKCTY [...] IIpu atom
CeMMOTMYECKass OPMEHTALMs JIMAHO30BCKOM II033MM HE OTpaHNYMBACTCA
abCTPAKTHOI KPUTMKOIL 53bIKA, @ BCETA OCTAETCS] KOHKPETHO! B CMbICTIE

7 Uwur. mo ITaBnoBer 2021, 43.
8 Cw., HammpuMep: Papazian 2009: 3-28, 37-45.
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COOTHECEHHOCTM C IOBCEMHEBHBIMU >XMSHEHHBIMM CUTyauysamm» (Xupt/
Bonpepc 2021: 711).

BeposiTHO, B 9TOM COCTOUT IJIABHOE OT/IMYNE IONMNTIIECKOI moasun Ca-
TYHOBCKOTO OT col-apta: CaTyHOBCKUIT He I€KOHCTPYMPYeT IOMNTIUIECKIIT
JMICKYPC KaK TaKOBOIL, Of06HO KoHLenTyanucTaM. OH UIeT BO3MOXKHOCTH
ISl HOTIUTUYECKOTO BBICKA3bIBAHMA B KOHKPETHBIX >KM3HEHHBIX CUTYalMAX
U Ha sI3bIKe, OPTaHMYHOM /IS €ro MO9THYecKoil mmdHocTy. Hermbas Takxe
CKa3aTb, YTO OH OCTAETCS B PAMKAX COBETCKOTO MOIUTUYECKOTO AMCKYpCa.
CaTyHOBCKMII IIPOMSHOCUT IOMUTIIECKOE CYXK/IEHIE Ha He-6Ce00uiem s3vi-
Ke, @ Ha sI3bIKE CUTYAaTVBHOM ¥ KOHKPETHOM, OOYC/IOB/IEHHOM €r0 JIMYHBIM,
KOHKDPETHBIM 9K3VCTEHI[AIbHBIM U MCTOPUYECKIM OIIBITOM.

B stom cmbicne mommtumdeckye cTuxu CaTYHOBCKOTO BIIMCBIBAIOTCSA
B OOLIYIO JIOTMKY €ro MOSTUKH, B KOTOPOIi, o 3aMevanuio V. Kykynuma,
«,IIEHTpOM Kpuctammmsaunn” [...] SBIAIOTCA He KakKue-TO MapKUPOBAaH-
Hble VIN CUJIbHBIE YyBCTBA, HO /11000e IepeXuBaHue, OCOOEHHO TaKoe, B
KOTOPOM HYe€/IOBEK BBIPBIBAETCS M3 IIJIEHA WJIEOTIOTVYIECK] HABSI3AHHBIX U
001IeCTBEHHO IIPUBBIYHBIX CTPYKTYp cyuiectBoBaHus» (Kykyame 2019:
186). Jlrwba T'onbbypr cumraer, yto CaryHoBckmit “shows the historical
as everywhere impinging upon the personal, making the personal story
unavailable to discourse” (Golburt 2023: 647). OgHaKO OMUTUIECKIE CTUXI
HO3BOJIAIIOT YTOYHUTD 3Ty (POPMYIMPOBKY: XOTSI [IEHICTBUTENBHO JIMIHBII
ombIT cyObexTa ocraercsi y CaTyHOBCKOTO HEBBIPA3MMBIM, PEAKI[UN 3TO-
ro cyObekTa (MaKCHMMaIbHO IPUOIVKEHHOTO K aBTOPY) Ha HOMUTUYECKUE
HOBOCTU IO3BOJIAIOT NO3TY BBICKA3aTh CBOJI OIIBIT KOCBEHHO KaK yrajbIBa-
eMBIIl MICTOYHUK KPUTUUYECKOTO AVMCKypca. [aseTa Kak Obl OO/eIiseT «He-
BUJVIMOTO» CYO'BEKTA.

VHade roBOpsi, HMOJEMMKA C ra3eTolil mo3BosieT CaTyHOBCKOMY apTi-
Ky/IMPOBATh HOTUTUYECKYI0 COCTAB/ISIONIYIO €r0 MHAMBULYA/TBHOTO — HO
B TO K€ BpeMs ¥ BIIOJIHE TUIIMYECKOTO — OIIBITA M T€M CaMbIM BEPHYTb
areHTHOCTD TTOIUTUYECKOMY CyObeKTy 3a IpefiefiaMyi COBETCKOI MOUTUYe-
ckoit puropuku. KpaiiHe BaKHO 1 TO 0OCTOATENIBCTBO, YTO MOTUTUYECKNE
cruxu CaTyHOBCKOTO BIIMCAHBI B €r0 MOITUYECKUIT JHEBHMK, HAIIOTHEH-
HBII IeTa/ISIMU [TOBCEHEBHOCTI — PAasTOBOPAMIU C PY3bsMHU, ITOCEI[EH-
eM [O03TUYEeCKUX YTeHWIT, HAOTIOfeHISIMI 3a COCEsIMU, UTPAMIL C BHYKOM,
[OXOJAaMIl B MarasyH 3a MPOAYKTaMy, BOCIIOMIHAHVISIMI O BOJIHE U JKepT-
BaX Teppopa... DTO U eCThb Ta MOBCETHEBHOCTD J TOT OIIBIT, HOMUTUICCKUM
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TOJIOCOM KOTOPOTO CTAHOBUTCS NMUpUUeckuit cyobekr CaryHOBCKoro. VI3
9TOJT TOYKY OH BO3pakaeT O(UIMANTbHOMY AMCKYPCY U HACMELIHNYAeT Hal
oduimanbHbIMK GOPMYIMPOBKAMIL.

B TO Xe BpeMsI HEBUIMMbIE, HO Pa3HOOOPa3HbIe OTCHIIKYU K Ta3€THBIM
(MenMITHBIM) TEKCTaM CIIYXKAaT OCSA3aeMBIM «MOCTUKOM» MEXJYy JUpude-
CKUM ¥ nonutudeckuM. He TOIBKO OTOMY, YTO TaKMM 06pasoM IOTUTUKA
BIIJICaHa B )XMSHEHHYIO PYTUHY II09Ta — UTEHMe CBEXell ras3eThl i ee 0OLy-
MBbIBaHME OKA3bIBAIOTCA Ba>KHBIMM COCTAB/IAIOL[MMU IOBCESHEBHOCTH. Bo-
Jlee TOTO, e/ 1o PaHChepy, MONMNTIYeCKOe BOOOIE BO3MOXKHO TOIBKO TaM,
rie ectb Hecornmacue — dissensus (Ranciére 2016), — 10 CaTyHOBCKMIT BO3-
BpalllaeT MOMUTUYECKOE CO3HAHNE, OTINYHOE OT arPeCCUBHON JTOATBHOCTIA,
B COBETCKYIO IIOBCEHEBHOCTD M BIIMCBIBAET 9TO CO3HAHME B COBETCKUII K-
3MCTeHI[MAIbHBIIT OIBIT. TakuM 06pa3oM, KPUTHKA MAEOTOTMIECKOTO S3bIKa
U SIB/ISIETCSI OCHOBOIT TMPUYECKOrO BbICKa3piBaHMst CaTyHOBCKOro. JInpuye-
CKOTO — ¥ OfHOBPEMEHHO OCTPO-IUATOTMYECKOTO, TTIOTUTNIECKI-TIONIEMI-
YECKOTO.

OnHako He MeHee BaKEH U JKECT WCK/IIOYEHMs MEePBOMCTOYHMKA.
Brnarojapss atomy mnpuemy mnonutudeckue ctuxu CaTyHOBCKOTO IIpH-
o6peTaoT GOIBLIYI0 MHOTO3HAYHOCTb, «BMeLlas» B cebs peakuuy Ha
COOBITIS, OTIMYHBIE OT TeX, KOTOpble BO30yamam moata. B texcrax Cary-
HOBCKOTO IIO9TMKA yMOJYAHMII U IPOIYCKOB — B JAHHOM C/Iydae raser-
HBIX TEKCTOB-TPUITEPOB — He CKPHIBAET 3HAYEHME MOITUIECKOTO TEKCTA,
a yrryOnsieT ero, co3gaBasi IOATEKCT, KAaK B MOJEPHUCTCKOI mpose. Cru-
XOTBOpeHNe, TaKUM 00pa3oM, CTAaHOBUTCS BEPXYLIKON MAMOMATIYECKOIO
aricbepra, OCHaIl[eHHO CUTHA/IAaMM ¥ CMMBO/IAMM, KOTOPbIE YKa3bIBAaIOT Ha
KOHTEKCTBI 11 COOBITISI, CKPBITBIE «IIOf, BOJOI1», BHE IIPSIMOTO 3peHust. YIIy-
O/1eHVe TIOATEKCTA CONMPOBOXKAAETCsl B cTmxax CaTyHOBCKOTO MHTEHCUDU-
Kaljyell BHYTPEHHE!l CTPYKTYPHI MIOITIIECKOTO TEKCTA, IIPOHNM3AHHOTO 110
Pa3HBIM HANPaB/IEHUsIM CO3BYYMSMY, IApajUIe/lM3MaMy, aHAIOTMSAMU U
PacKaBBIYEHHBIMM LIMTATAMJM — MMEHHO 9TY ¥ IOJOOHBIE IpyMeMBbl Urpa-
10T POJIb «CUTHAJIOB». VIX I'ycTasi CeTh OMyThIBAeT KXKYIIYIOCS MPOCTOI 1
HENPUTSI3aTeIbHOI «PasrOBOPHOCTb» CTUXOB CaryHoBCKoro. Yepes HUX 1
Yepe3 MX OTHOLIEHMUs C IOATEKCTOM BBIPaXKaeT ceOsl MOMNTUIECKUIT CyOh-
ext CaTyHOBCKOTO — HOCKUTENTb KPUTUYIECKON MO3UINM 110 OTHOLIEHMIO K
o(duIMaTBHOI COBETCKOI MIEOMOI M, IIOJINTUKE 1 SI3BIKY.
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Ainsley Morse

Widen the Circle: Translingual Poetics & Children’s Poetry
in the Work of Yan Satunovsky

Abstract: This paper addresses multi- and translingual aspects of the work of Soviet
unofficial poet Yan Satunovsky. It considers biographical, professional, creative and
emotional factors contributing to multilingualism in Satunovsky’s work, including
his childhood in early-Soviet Ukraine, his Jewish identity, his status as an unofficial
poet and his work as a translator and author of children’s poetry. Examples from
children’s and adult poems elucidate the different languages Satunovsky worked in
and the difference between multilingual and translingual poetics. The article con-
cludes with a reflection on the larger significance of multi- and translingual poetry

for Satunovsky and his time.

Keywords: unofficial poetry, multilingualism, translingual poetry, Soviet children’s

literature, friendship of peoples

Yan Satunovsky was born in 1913 into a Jewish family in Ekaterinoslav (later
Soviet Dnepropetrovsk and now the Ukrainian city of Dnipro), in the Russian
Empire’s Pale of Settlement. He grew up speaking primarily Russian: almost
no one in the family spoke Yiddish.! While his family likewise did not speak
Ukrainian, Satunovsky’s youth coincided with the period of Ukrainization
and he was familiar with the language and with contemporary literature; he

1 Cf: “Ours was a Europeanized family of urban assimilated Jews, typical for early twenti-
eth-century Ekaterinoslav. No one spoke Yiddish and certainly not Hebrew. [...] our na-
tive language was always Russian with an admixture of Ukrainian neologisms” («3to
6blIa eBPOIIEN3VPOBAHHAA CEMbs TOPOJICKUX aCCHMIIMPOBAHHBIX €BPEEB, TUIIMYHASA J/I
Exarepunocnasa B Hadae XX Beka. HIKTO He TOBOpIII Ha uyulile, a TeM 0ojiee, Ha UBPUTE,
[...] poHOIT sA3BIK GBI BCerna PyCCKuil € MPYMeChI0 YKPaMHCKMUX HEONOrn3MoB»; Burkov
2012: 1). Burkov quotes Piotr Satunovsky, the poet’s brother.
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would later translate Ukrainian poems into Russian.? Viktor Ivaniv refers to
Satunovsky’s first-hand familiarity with “the Ukrainian-Polish-Yiddish lan-
guage environment’, asserting that this “mix of idioms, words with ephemeral
lifespans, and vernaculars would accompany him for his entire life”.?

While Satunovsky’s diverse ethnic, linguistic and cultural heritage impacted
his life in various ways, this article specifically identifies Satunovsky as a
translingual poet and examines multilingual and translingual aspects of his
published work for children and unpublished work for adults. In addition to
illuminating the wide-ranging significance of the translingual for Satunovsky’s
poetics, I also examine the place of multilingualism in 1960s-1970s Soviet chil-
dren’s literature and why this phenomenon matters in the Soviet context.

%%

First, let me make the case for Satunovsky as a translingual poet. The non-Rus-
sian languages of his childhood milieu - Yiddish, Hebrew and especially
Ukrainian - appear occasionally in his adult poems; further contact with Ger-
man, Czech, Polish and possibly French and English occurred during his years

of fighting in WWIL. Indeed, Ivaniv points to the inherent multilingualism of
wartime experience, describing Satunovsky’s speaking voice as the “vital and

unitary T of a contemplator isolated in his thoughts, whose hearing is criss-
crossed by squadrons of prisoners-of-war and the speech of the great migra-
tion of peoples”* As a freelance writer and translator living outside of Moscow
in the post-war years, Satunovsky translated from Ukrainian, Czech, Polish,
and other Slavic languages.

All 1300 poems in Satunovsky’s collected works have Russian as their “base
language”. In recent work on translingual poetry, Eugene Ostashevsky suggests
that one way to think about the difference between multilingual and translin-

2 The 2012 volume contains more than twenty references to Ukrainian writers and cultural
phenomena. To take one example, the commentary to the short poem “Perevozhu Vingra-
novskogo...” indicates that Satunovsky worked on multiple translations of the Ukrainian
poet’s children’s poems [688].

3 «[...] yKpamHCKO-IIONbCKO-eBpelicKas A3bIKOBasA Cpefia Oblla 3HAKOMa I0ITY He IIOHa-
cnbiike. CMech Hape‘{]/[f/‘[, CJIOB, KOTOpbIE )KI/IBYT BEKOM MOTbBIZIPKA, HAPOAHBIX I'OBOPOB
6yneT compoBOXK/ATH €ro BCI0 XusHb» (Ivanov 2013: 244). This and subsequent translations
are mine unless otherwise indicated. - A.M.

4 «[...] XuBas egMHNUIA ,A“ YeAMHEHHOrO B CBOMX IOMBIC/IaX CO3€pIIaTe/s, CKBO3b CITyX
KOTOPOTO IPOXOJAT SILE/IOHbI C BOGHHOIICHHBIMY U C/IBILIHA Pedb BE/IMKOTO [IepeCe/IeH s
HapopoB» (Ivanov 2013: 244).
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gual poems is the extent to which the two (or more) languages are interact-
ing with and coloring one another (Ostashevsky 2023: 178-179). For instance,
nearly half of Satunovsky’s children’s books fall into what can be called the
“friendship of peoples” genre: these are collections of play and counting
rhymes from various Soviet and non-Soviet peoples, which call attention to
language and languages while not troubling what Suresh Canagarajah might
call the monolingual (Russian) paradigm.> Most of these poems are multi-
lingual - they include place and proper names and selected other words in
languages other than Russian - but the foreign words are carefully boxed off
and kept separate, serving as the linguistic equivalent of “national costumes”
but not impacting the (socialist) content or/and the deep structures of lan-
guage. Even while it privileges linguistic (and cultural) difference, this kind of
multilingualism, like monolingualism, implicitly supports translational equiv-
alence and the idea that mostly everything can be easily understood between
all people (Yildiz 2012: 2-19). Some of Satunovsky’s children’s poems, however,
inch closer toward the boundary of legibility and comprehensibility - I will
return to them shortly.

Satunovsky has some adult poems that are “multilingual” in this easily
legible sense, including some early anti-Nazi poems published in the lead-up
to and during the Second World War.® Actual translingualism is evident in
other adult works by Satunovsky in that other languages interpolate Rus-
sian-language texts in ways that are semantically significant. The form of these
interpolations ranges widely, and the linguistic interpolations are not even
necessarily non-Russian. The following example demonstrates the incorpora-
tion of dialects, i.e. the acknowledgement of non-“standard Moscow” Russian:

Topop roBopynoB. I'oBop Ha O.

T'oppkoBckuii, HyKeropoackuii: KOposa; TBOpOTL.

Quoted in Ostashevsky 2023: 174.
6  Satunovsky ran the humor page in the Dnepropetrovsk daily Zvezda (Star) in 1937-38; he
continued this work in the frontline paper Patriot rodiny (Patriot of the Motherland), with
poems like this one about Hitler: «OH, cobpas cBoux mpoxBocToB, / O6’ ACHII UM O4YeHb
npocro / Her kamyra, ecTb 6mun-kpur, — /AitH-1Beii-fipeit, — mobena svmur!» (“He col-
lected all his scoundrels / Laid out his plan nice and simple: / No kaput now, only blitzkrieg,
/ Just eins-zwei-drei to victory!”; L. Satunovskii 2009: 4).

v
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T'oBopsT: Oxa;ropopAT: mOKA.

Hy, a 4Jero HOCyILIeCTBeHHeﬁ, HE TOBOPAT IIOKA.

26 HOAOPA 1966, I3epaunck
[204]

A commune of communicators. The idiom of O.

Gorky-argot, Nizhny-lingo: kOrOva; tvOrOg. [cow, farmer cheese]
They say: OkA; they say: pOkA. [the river Oka, bye]

Well, and beyond that, they don’t say much so far.

26 November 1966, Dzerzhinsk

Satunovsky also pays attention to speech variations such as stuttering, as in the
wartime poem “One said...” (“Odin skazal.., 1940; [12]), which also includes
punning - it is highly characteristic that these two speech phenomena would
be combined.

OpuH cKasam:
— He 6obliie 1 He MeHbIIe,

KaK Hadajcs pasgen Ilonpum.

Bropoi
CTPACTHO 3aX0XOTaJ,

a TpeTI/II/UI TO/JIOBOIO ITOMOTAJI.

YerBEpThlit,
33, 3, 3aMKasCh, IPETOTHEC:
- Pasgen. KpacoTky. M B mocrens yuéc.

Tak mbI Y4YUINCh TOBOPUTH O CMEPTU.

[12]

One said:
“The long and short of it is,
Poland’s getting split”



Translingual Poetics & Children’s Poetry 173

The second
laughed til he turned red;
the third just shook his head.

The fourth,
stut, stut, stuttering, came out ahead:
“Split. Her pretty legs. And off with her to bed”

And so we learned to speak of death.”

The poem highlights the abstraction of language with its pointed pun that
juxtaposes the division of Poland (“razdel Pol’shi”) with the undressing of the
pretty lady (“razdel krasotku”). But it also models the breakdown of language
per se through the stuttering fourth speaker, who produces the pun with some
difficulty: “The fourth / stut, stut, stuttering [...]” The final line “And so we
learned to speak of death” moreover introduces the idea that, while all the
figures in the poem are evidently competent speakers of Russian, the war is
requiring them to learn a different way of speaking — almost a different lan-
guage that they will all need to master in order to talk about (or avoid talking
about) what they are witnessing.

Even without the inclusion of non-Russian words, this heightened atten-
tion to the variations within one language serves to break down the illusion of
neutral monolingualism. Ostashevsky writes:

While the choice of language in a monolingual text is usually semantically
neutral, the choice of one language in a bilingual text always takes place at
the expense of another language [...]. Consequently, consideration of what
language is used to say what things (and by whom and in what manner) adds
extra dimensions to the poem as a semantic construction.

(Ostashevsky 2023: 178)

He points specifically to punning as the premier device for translingual poetry,
understood broadly as poetry that slows down perception and foreground

thinking about language alongside whatever other messages it may be keen to

7 Translation by Ainsley Morse and Philip Redko.
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convey (Ostashevsky 2025: 168). (Ostashevsky also points out that Formalists
like Tynianov and Jakobson thought that this was the primary task of all poetry.)

The presence of other languages in a poem - even relatively comprehensible
languages — has a defamiliarizing and thus destabilizing effect on the reader. It
recalls what Tynianov says about Osip Mandelstam’s peculiar ability to make
ordinary Russian words sound foreign: “This highly responsive verse culture
needs only a small foreign implantation for ordinary Russian words like ‘part-
ing, ‘long-tressed’ and ‘waiting’ to become as Latinate as ‘vigils, and for ‘sci-
ences [nauki] and for ‘pants’ [briuki] to become chebureki” (Tynianov 2019:
209). Tynianov describes a process whereby the firm connection between the
shape and sound of a word and its meaning becomes looser. While the Futur-
ists invented new words without fixed meanings (zaum), Mandelstam slightly
destabilizes the meaning of apparently well-known words, bringing about defa-
miliarization on the level of the individual word rather than phrase or image.

Tynianov thus characterizes Mandelstam’s work as “work on the literary
language by a near-foreigner” (Ibid.). Many of Satunovsky’s poems, although
written entirely in Russian, perform a distinctive distancing of the self from
“Russianness”. Some poems don't beat around the bush, addressing the every-
day racism and discrimination toward non-Russian Soviet minorities:

MX nonarus.
EBpeit 3T0 0CKOpOUTENLHO.

ITosTOMy roBOpAT: €BpENYNK.

ApMsAlIKa, XOX/TyIIKa, YyYMeK —

Ipy>x6a HapOKOB.

21 0OKMAOPS 1966
[528]°

THEIR concepts.

Jew [evrei] is insulting.

8  Note that Gerald Janecek dubbed Vsevolod Nekrasov a “poet of paronomasia”. Nekrasov has
multiple cycles that play with foreign-language insertions and the nearly macaronic collec-
tion Doiche Bukh (2002).

9  Cf.a1965 poem about fitting in and not fitting into Ukraine, “Moe — ne moe - nebo...” [177].
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So they say: lil’ Jew [evreichik].

Cute lil’ Armenian [armiashka], lil' Ukie girl [khokhlushka],
darkie [chuchmek] -

the friendship of peoples.

21 October 1966

The critique can also be more explicitly language-related, as in the follow-
ing poem that problematizes the “great Russian language” as the medium for
Soviet poetry and the Soviet state:

OTa BUANMOCTD CMBIC/IA B CTMXaX COBPEMEHHBIX COBETCKMX MO3TOB —
CBOJICTBO CMHTAKCIICa,

CBOJICTBO BEJIMKOTO PYCCKOTO A3BIKa

praB}IHTb I‘OCyHapCTBOM;

" ThbI

He BajAll fypaka,

moKa

nern,

nmoMHu 06 3TOM!

12 urnd 1967
[220]

This illusion of meaning in the poems of contemporary Soviet poets —
is a propensity of the syntax,

a propensity of the great Russian language

to run the state;

you too

don’t you forget it,

while you're

still intact,

remember that!
12 July 19671

10 Translation by Ainsley Morse and Philip Redko.



176 Ainsley Morse

Here, the speaker (and his addressee, evidently — himself) are pointedly
left outside the bounds of all the entities named: the great Russian language,
its syntax and capacity for running the state, and its status as the medium for
the apparently meaningful content of contemporary Soviet poetry. Of course,
the most obvious instances of translingualism in Satunovsky’s work are poems
that engage actively with words and phrases from other non-Russian lan-
guages. Yet even without including non-Russian words, this poem, like the
previous one, exemplifies Sarah Dowling’s definition of translingual poetry as
“self-consciously situated between languages and <attending> to the complex
processes of domination and refusal that can be observed and interpreted
from the discursive context of each” (Dowling 2018: 6). While the examples I
give here use Russian to spell out Satunovsky’s outsider status more and less
explicitly, other translingual adult poems allow a few select words or phrases
in non-Russian languages to enact that distance more implicitly.

Considering discursive contexts, the “illusion of meaning” poem further-
more suggests that Satunovsky’s translingualism can be connected to his status
as an unofficial poet. Mikhail Pavlovets points to a direct connection between
Satunovsky’s Jewish and Ukrainian identity in the Soviet context and his sta-
tus as an unofficial writer: “We recall that Satunovsky’s complicated ethnic
self-identification, as someone born in Ekaterinoslav, included not only Rus-
sianness and Jewishness, but also Ukrainianness, and the two latter identities
serve as a sort of metaphor for his semi-legal position in Russian literature”"
While officially-published poets of the late Soviet period were quite explic-
itly bound to support the Russocentric monolingual paradigm (something
reflected quite consistently in Satunovsky’s children’s books, as we will see),
Satunovsky’s unpublished status arguably released him from this obligation
and encouraged him to experiment with a translingualism that embraces a
degree of illegibility, one that points toward the free-standing, idiosyncratic
existence of other languages (within and without the poet) while questioning
the possibility of translational equivalence.'? T would go so far as to say that

11 Quote from his article in this volume.

12 Considering translingualism in a North American postcolonial setting, Dowling highlights
the critical power of poems which “refuse to presume or to perform translational equiva-
lency; rather, translingual poetics relies upon and produces effects of untranslatability, opac-
ity, and noncomprehension” (Dowling 2018: 6).
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Satunovsky’s translingualism almost always has a (culturally, politically, or/
and literarily) subversive function.

Children’s poetry

Like his fellow unofficial Lianozovo poets Igor’ Kholin, Genrikh Sapgir,
Vsevolod Nekrasov and Ovsei Driz, Satunovsky made part of his living as a
children’s writer and translator, as well as a literary critic writing about chil-
dren’s poetry.” He published at least fourteen children’s books under his name,
in addition to numerous publications in anthologies and periodicals. As men-
tioned, in the late 1930s Satunovsky had written for the Dnepropetrovsk daily
Zvezda (Star) (the “Kidding / Not Kidding” (“V shutku i vser’ez”) rubric);
these columns and his children’s books were the only Soviet publications of
poetry he saw during his lifetime, though he tried for decades to get his adult
poems into print as well (L. Satunovskii 2009)." In addition to the children’s
poetry, in the 1960s and 1970s Satunovsky published a few essays in profes-
sional journals dedicated to children’s literature including Doshkol'noe vos-
pitanie (Preschool Education) and Detskaia literatura (Childrens Literature),
which focus on the form and history of children’s poetry and its intersections
with folklore."> Many of Satunovsky’s children’s books are multilingual (if not
translingual).

To hark back to the “THEIR concepts” poem, many of these children’s
books fall into what could be called the “friendship of peoples” genre. In
accordance with Soviet nationalities policy, different nations are identified by
a limited selection of specific features. Terry Martin notes that in the mid-
1930s there was a significant shift from the metaphor of “socialist brotherhood”
to “friendship of nations”, which entailed an embrace of kitschy exoticization:

13 See the article by Marat Grinberg in this volume for Satunovsky’s writing on Sapgir and Driz.

14 Vsevolod Nekrasov quotes Satunovsky’s snarky-editor poems as proof of his ongoing efforts
to make it into print. Cf. Nekrasov 1982-1983.

15 See the article by Mikhail Pavlovets in this volume.
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In the brotherhood campaign, the exoticization of national culture - the exces-
sive and uncritical use of the folkloric — was one of the chief sins attributed
to both nationalists and especially great-power chauvinists. In the friendship
campaign, this concern disappeared entirely and the folkloric and exotic were
celebrated uncritically.

(Martin 2001: 443)

The charming local features should ideally include a national language,
although - also by the late 1930s — the subordination of national languages to
Russian was also enshrined in the law.

To the extent that Soviet children’s literature accurately reflects union-wide
cultural norms, the model for “friendship of nations” established under Stalin
did not appreciably change over the subsequent decades and even after the
dictator’s death in 1953. Satunovsky’s 1971 U medvedia vo boru (In the Bear’s
Lair) offers a neat distillation of this attitude toward nationalities. In it, differ-
ent peoples of the RSFSR are represented by a short description of a locally
popular game (like tag, blindman’s bluff, etc.) as well as a brief rhyme. The
rhyme meanwhile is not a translation of some kind of children’s folk song or
play rhyme; instead, it is an original work offering a summary of “what you
need to know” about the given culture (as Martin puts it, “a highly clichéd
essentializing rhetoric of national character”; ibid.). In a highly typical exam-
ple, the rhyme for the Bashkir game focuses on the name of an industrial
center in the Soviet Bashkir Republic (Ishimbai), its primary export product
(petroleum), the name of a major Muslim holiday (Bairam) and an important
cultural figure (the bard Buranbai). For good measure, some common proper
names in Bashkir (Yamilya, Kamilya, Bibinur, Fazilya) are thrown in.

Yto o HAaMU
ITox HOraMu;

ITop >Kee3HbIMU CTONOAMU?

9t0 HedTh MO Vmmmbaem,
OTO MBI 110 Hell I1araeM.
SAmunsa, Kamuns, bubunyp n ®asumns,

U BaiipaHn, n Bypan6ait,
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IIpuneraiire
B Numm6ait!

(Satunovskii 1971: 5)

What's beneath us
‘Neath our feet

Underneath these iron struts?

Qil lies under Ishimbai,

Under us as we walk by.

Yamilya, Kamilya, Bibinur and Fazilya,
Bairan and Buranbai,

Come to visit

Ishimbai!

Meanwhile, even this superficial degree of “national specificity” is unusual for the
book - in most of the poems, various other peoples are represented, at best, by a
reference to a regional capital (of Mordovia, Komi, Kalmykia, Chuvashia) or even just
the name of a river, as in the Udmurt rhyme - words you might look up on a map
rather than in a dictionary:

Hoxpuk, yxonu,
COJTHBIIIIKO, BOMIN,
YTOOBI KOPOMBICIIO

HaJl 3eMJIeil TTIOBUCTIO:

O HUM KOHIIOM
HaJ, pexoit Yennom

[...]

(Satunovskii 1971: 18)

Rain, rain, youre out,
sun, sun, you're it

make it so the big arc
hangs over the earth:
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With one end, hurrah
Ober the river Cheptsa
[...]

Other nationalities get no specific features at all. In the rhyme for Chechn-
ya-Ingushetia, in place of national specificity there is some monolingual Rus-
sian soundplay: the poem’s characters have names that evoke the standard
openings for fairy tales, Zhildabyl (Onceuponatime) and Byldazhil (Upon-
atimeonce). The repeating zh and y sounds are perhaps meant to vaguely evoke
the sounds of Caucasian languages (or at least the stereotypical Russian percep-
tion of them), but the poem fails to engage with any cultural specificity at all:

JKun Ha cBeTe
JKunmaboin,

C Beingaskumom

OH IPYXKIJL.
Kunmabsin

6e3 Bourgakuna
IHs OBI, BEPHO

He TIPOXXIJL.
(Satunovskii 1971: 19)

Onceuponatime

once lived

and was friends

with Uponatimeonce.
Without Uponatimeonce
Onceuponatime
couldn’t live

a single day.

Despite the book’s apparent commitment to multiculturalism, most of the
rhymes, like this one, implicitly support the monolingual (Russian) paradigm,
with its Romantic nationalist “ideal of linguistic purity — of speaking a lan-
guage free of the interference of the lexicon and syntax of other languages”
(Ostashevsky 2023: 174). It is also worth noting that while all the children in
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the illustrations are wearing pointedly non-modern national costumes, less
effort has been made to depict ethnicity: thus the page devoted to Yakutia
prominently features a white-blond little girl, suggesting either sloppiness on
the editors’ part, the triumph of Soviet Russian colonialism, or both (Satun-
ovskii 1971: 21). That these books are written in Russian, in the Cyrillic alpha-
bet, is unacknowledged; instead, “Russian” as a culture is always allotted its
own spot, usually first.

This book must have gone over well because the following year Satun-
ovsky published From Niko to Suliko (Ot Niko do Suliko. Moskva: Detskaia
literatura, 1973). This book features children from Soviet republics and auton-
omous regions (the Ishimbai rhyme is reproduced), other socialist countries
(Romania, Hungary), as well as the capitalist countries Finland and France.
Two years later the same publishing house Fizkul'tura i sport (Athletics and
Sports) put out yet another one, Shire krug (Widen the Circle), this time fea-
turing peoples of the USSR.

In Widen the Circle, the references are again superficial and essentially
monolingual: the Estonian rhyme features only the vaguely Germanic name
“Marta’, the Turkmen - “Fatimushka’, and the Kazakh - “Chingiz-traktorist”
(“Genghis the tractor-driver”). The Armenian rhyme refers to the republic’s
capital city of Yerevan, lake Sevan and the river Razdan (evidently because
they all rhyme). Interestingly, the Russian rhyme does not come first, as is
typical, but in the middle; meanwhile, only in the illustration to the Russian
rhyme do you see some kids wearing “ordinary”, non-ethnic or folkloric cloth-
ing (one kid dressed in a Red Army hat, another wearing modern-day worker
clothes). All the other kids are scrupulously attired in national costume and
are given “appropriate” ethnic features.

Also in 1974, Satunovsky worked with another Moscow publishing house,
Malysh (Little One), to put out the collection Khorovod (Circle Dance), also
featuring a selection of peoples of the USSR. While the emphasis here is the
same as in the other books (in fact, the “Russian” and Uzbek poems are both
just duplicated from In the Bear’s Lair), the Latvian poem diverges from the
others with some actual literary code-switching:

VY nopornm —
Iaprc, gaprc!
Cropox cTporuit —
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Caprec, caprc!

3amep oH BOpoTa — BapTH.
Kak momacTpb HaMm

K Tete Mapre?
(Satunovskii 1974: 8)

By the road -

Dargs, dargs!

A stern guard -

Sargs, sargs!

He has locked the gate — varti.

How can we reach

Auntie Marti?
The poem includes the Latvian words for “road”, “guard” and “gate”, placing
them in rhyming position and without translation; perhaps Satunovsky, or
his editors, thought that their morphological and phonological similarity to
the Russian words justified the absence of a gloss. Yet similar exercises are not
done in poems engaging with languages like Ukrainian or Polish that are mor-
phologically closer to Russian, and the word “Latvian” does not even appear
anywhere on the page. The poem thus “counts” as translingual: monolingual
Russian-language readers do not have access to all codes, opening up a range
of possible misunderstandings. This can be contrasted to the more explanatory
Tajik poem in the same volume, which opens with a straightforward gloss:

[MornspnTe, 9TO 3a FUBO MPUJIETENO B HAII KUIITAK?
ITo-TagKMKCKM 9TO IMBO Ha3bIBAETCH JIAK/ISK.

910 aucr,

Benpiit anct!

(Satunovskii 1974: 15)

Hey look, what’s this wonder that’s flown into our kishlak?
In the Tajik tongue this wonder can be called a liakliak.
It’s a stork,

A white stork!
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The 1967 counting-rhyme book Raz dva tri (One Two Three) is, like the
Latvian poem, bolder in its free incorporation of foreign words into the poems,
although each poem is carefully entitled “in French”, “in Turkish”, etc. All told
the book offers counting rhymes in 15 world languages, ranging from Bengali
to Swedish. It helps that the non-Russian words are all numbers; meanwhile,
Satunovsky only uses the numbers that help him put together a rhyming
poem, so while the Vietnamese poem gives you the full range from 1-10
(“Mot / khai / Ba, bon, nam / Polivaite chaiu nam! [Pour us some tea!] // Vot /
Stakan, / A vot — drugoi. [Here’s / A cup / And here’s—another.] / Sau, bai, /
Tam, khin, muoi”), in Polish you don't get past six (“[...] P'ench, sheshch, /
Tra-ta-tai, / Ty, teteria, / Vyletai! [Fly away!]”). Although Russian remains the
neutral base language, in some of the poems a zaum-like effect is achieved,
with unfamiliar abstract sounds overshadowing the usually banal situation of
the poem (drinking tea, going hunting, playing). Many of the foreign number
words constitute units of meaning or partial meaning in Russian, as in the first
stanza of the Korean number poem:

Wnp, n, cam,
Wnp, u, cam,
Ha ny>xaiike
Iym u ram.

(Satunovskii 1967: 17)

11, i, sam,

11, i, sam,

In the fields
Noisy bedlam.

A curious translingual zaum effect is attained here, where the repeating first
line seems almost meaningful (il', i, sam in Russian sounds something like
“shall I do it myself or not?”), even as the title explains that these sounds mean
“one, two, three” in Korean.'®

16 See the subsequent discussion of the Polish phrase ‘ile lat’ in the poem “Kak russkii...” The
poem was written in 1966, around the same time as Raz, dva, tri.
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Satunovsky’s engagement with counting rhymes and rather prolific work
with them has a complex pedigree. On the one hand, several of the other
Lianozovo poets played around with counting rhymes in a parodic vein, con-
nected to their often reluctant work in children’s literature."” But Satunovsky
devoted several critical articles to counting rhymes, which he found fascinat-
ing both in and of themselves (as “children’s folklore”), for their connection
to actual folklore, and for the free creative potential of their soundplay.'® In
the Soviet children’s literature tradition, folkloric connections were prized for
their authenticity, proximity to “the people” and distance from undesirable
children’s production of a religious-proselytizing or bourgeois-imperialist
nature. Kornei Chukovsky famously exhorted children’s writers to “learn from
children, learn from the people” in his programmatic guide Ot dvukh do piati
(Erom Two to Five).” Satunovsky writes admiringly about Chukovsky’s folk-
loric verse forms, and is clearly intrigued by the latter’s controversial assertion
that children “liberate their song from the unnecessary weight of sense” (Chu-
kovskii 1928: 107).%°

Books like Satunovsky’s Raz dva tri are emblematic of the confused
late-Soviet politics around nationalism and internationalism. Satunovsky
offers counting rhymes with foreign content that could ostensibly broaden

17 Cf. Genrikh Sapgir’s Schitalki (Moskva: Malysh, 1965), one of many collections about letters,
words and numbers; Vsevolod Nekrasov’s 1961 poem “Schitalochka” (“Zima - leto / Zima —
leto”) is dedicated to Sapgir.

18 In his article on the relationship between Mayakovsky’s poems and the folkloric count-
ing-rhyme genre, Satunovsky refers to the “beyonsensification” (ozaumlenie) of Latin roots
in some counting rhymes.

19 First published in 1928 as Malen'kie deti (Little Children), Chukovsky’s popular guide to chil-
dren’s language and instructions for children’s poets was republished (and rewritten) many
times over the subsequent decades. «Yuurbcst y Hapopa — yuntbces y feteit!» is the first in
his list of “Commandments for Children’s Writers” (“Zapovedi dlia detskikh pisatelei”). See
Chukovskii 2012: 334.

20 Chukovsky writes this in Little Children. In several subsequent editions of the book he repu-
diated this position, asserting that “further observations convinced me that children never in-
tentionally aim for meaninglessness <bessmyslitsa>. As we have seen, children on the contrary
strive mightily to give meaning to every word they hear [...] In the original case, what the
child liberated his song from was not meaning at all, but difficult sounds” («[...] moapgueitmme
HaO/MIOfeHNs YOI MeHs, YTO y fieTell HUKOT/A He GBIBaeT HAPOUYNTOIO CTPEMIEHNA K
6eCCMI)ICJ'II/I]_[e. Kak mb1 y)Ke BUIIENN, OETY, HAIIPOTUB, CTPEMATCA BO 4YTO 6])1 TO HU CTa/lo
OCMBICIINTD KaXK[J0€ YC/IBIIIAHHOE CIIOBO [...]. B maHHOM ci1ydae pe6eHOK 0CBOGOMIII CBOO
IECHIO COBCEM He OT CMBIC/IA, @ OT 3aTPYAHNUTENbHBIX 3ByKOB»; Chukovskii 2012: 283).
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Soviet children’s linguistic and cultural horizons - an internationalist value -
while the literature on counting rhymes emphasizes their connection to Rus-
sian or Slavic folklore. In a diary entry on counting rhymes Satunovsky writes:
«fI xorga-To mMOFyManm — HO Befb Mbl BCIIOMMHAEM CTUXM — 0e3 CIoB —
OfiMH PUTM: ,M M M-M M M 11 T.i. HeT, MBI BCITIOMMHAeM pUTM-MHTOHALIMIO
M3BECTHOTO HaM (HO C 3a6bIThIMM cTIoBaMM) cTuxa» [618].% Seen in this light,
the foreign words Satunovsky inserts into the various “ethnic” or foreign
poems would seem to be properly read as almost entirely zaum, gobbledy-
gook.?? On the other hand, as Satunovsky writes in a 1966 letter to Vsevolod
Nekrasov (in which he asks Nekrasov to bring him counting rhymes from
Czechoslovakia): “I am quite sure that contemporary poetry arises to a very

great degree out of counting rhymes. Like you, for instance”.?

Child / Adult

The “friendship of peoples” books clearly adhere to the typical quota-driven
production of Soviet children’s literature. Meanwhile, the proportion they
make up in Satunovsky’s children’s oeuvre (nearly half) seems worthy of
notice. For the most part, in the children’s poems Satunovsky sticks with a
superficial employment of foreign words and phrases that corresponds to
correct (superficial) manifestations of national identity in the Soviet context.

21 “T had this thought - after all, we remember poems — without words - only the rhythm: ‘m
mm-m mm’ and so on. That is, we remember the rhythm and intonation of a poem we've
heard (but have forgotten the words to)”.

22 In his 1914 article on the early Futurists in the journal Shipovnik, Chukovsky compares Kh-
lebnikov’s zaum in “Bobeobi” to the Kalevala and Longfellow’s “Hiawatha”, written in the
same meter: “After all, in both places we have this gourmand’s enjoyment of exotic, for-
eign-sounding words. For the Russian ear bobeobi are just as zaum-like’ as the Chocktaws
and Shoshones, as ‘gzi-gzi gzei’ <from “Bobeobi’, A.M.>. And when Pushkin wrote ‘From
Rushchuk to old Smyrna, / From Trebizond to Tulcea, isn't he enjoying a similarly en-
chanting range of zaum-sounding words?” [«Bezp 1 Tam, 1 3/1eCb I'ypMaHCKOe CMaKOBaHIe
9K30TUYECKIMX, YYXK/I0 3BYUAIIMX CI0B. I/ pycckoro yxa 6063061 Tak Xe ,3ayMHBI  KaK 1
JOKTOCHI-IOLIOHDI, KaK 1 ,,'3u-r3u-raen’. VI korpga ITymikun mucan: ,Ot Pymiyka 1o crapoit
Cwmupnbl, / Ot Tpanesynpa go Tynbum, passe OH He yCTaXK/JaeTcs TOJ e Japylomeit
MHCTPYMEHTOBKOI 3ayMHO-3BYYaIIUX c/I0oB?»; quoted (approvingly) in Shklovski 1919: 25).

23« yBepeH, 4TO COBpeMeHHas 1109315 B OYeHb OOJIBIION CTENEHN PACTeT U3 CUMTAJIOK.
Hampumep, To1» (Penskaia/Zykova 2016).
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He has adult poems that incorporate foreign words in a similar way, like the
following poem that I think of as “late Soviet consumerist internationalism™:

En purne.
ITun «6ine».

W 60nen 3a Ilerne.

2 pespans 1973
[341]

Ate file.
Drank ,,bilé".
And cheered on Pelé.

2 February 1973

In its laconic adult way, this too is a “friendship of peoples” poem; meanwhile,
like the Latvian poem, it does not gloss its references, leaving readers to either
know about the French origin of the common word “fillet” (¢use) or guess
about the meaning of the punctuating rhyming words (if you can drink bile -
Ukrainian for white (wine) — it might be beloe (Russian: white), and the date
probably helps as far as legendary soccer star Pelé is concerned).

Similarly, albeit in a different emotional vein, this bitterly ironic poem uses
German words and phrases (e.g. Fraulein, “auf Wiedersehen”) that would be
familiar to most monolingual Russian readers in the post-war period and not
require glossing:

[...]

Bce noporu BenyT B MOCKBY.

Bce Hapopibl 10 HUM HOWIYT.
VisnacunoBaHHble peitneH Vb3e,
aybBUep3deH B COLMATN3ME.

[60]
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[...]

All roads lead to Moscow.
All the peoples walk them.
O violated fraulein Ilses,

aufwiedersehen in socialism.

As is usually but not always the case for Satunovsky, in these examples (as
always in the children’s poems) all foreign words are transliterated and given
in Cyrillic. The multilingual but not translingual nature of this last poem is
furthermore clear in the requirement that readers understand the ironic refer-
ence made in the last line: “see you in socialism”, with socialism framed as an
ideal location toward which “all peoples” are striving. The poem also acts out
the fact that when “all the peoples” and “all the roads” lead to Moscow, it also
means switching to Russian. This poem thus functions further as a wry affir-
mation of being stuck in the monolingual paradigm, even if the experience of
the poem’s “victims” is very far from that of the poem’s author.

Like many of his Lianozovo comrades, Satunovsky makes use of formal
features of children’s poetry in poems which are obviously written for adults
in terms of theme. The following short poem from 1972 might at first glance
resemble a children’s poem, with its repetitive address to a cute animal. It does
not, however, use end rhyme, as would be expected in a children’s poem, and
its exhortations are ruefully adult:

VYnuTka, ynmrka,

xo6aii** cBoto frymry,

He BBICOBBIBAl POXKKI,
IepKM A3BIK 33 3yOaMIL.
5 mas 1972, Eenamopus

[336]

Little snail, little snail,
tuck away your soul,

24 Italics are mine. - A. M.
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don’t stick out your tentacles [little horns],

hold your tongue.
5 May 1972, Yevpatoria

The poem engages implicitly with the grown-up problem of linguistic politics.
The verb khovat' (translated here as “tuck away”) does appear in Russian dic-
tionaries, but as a dialecticism; here, it is patently an assertion of the Ukrainian
verb khovaty, to hide. (The location of the poem is furthermore given as
Yevpatoria, a city in Western Crimea.) The grammatical and sound repetition
of khovai/vysovyvai further emphasizes the political nature of the sentiments
expressed, by pairing the common phrase “ne vysovyvat'sia” (don’t stick your
neck out; stay inconspicuous) with the non-standard khovaty, it draws a par-
allel between the need to stay under the radar and the use of non-standard,
i.e. non-Russian or dialectal, language. The poemss final line drives the point
home with its reference to language (tongue), combined moreover into the
standard expression for holding one’s tongue (keeping mum), which in Rus-
sian is “hold your tongue behind your teeth” - this last is especially conspicu-
ous since snails don’t have tongues, or teeth.

This poem is legible to monolingual Russian readers (particularly of Sat-
unovsky’s underground milieu, considering its themes of hiding and self-cen-
sorship), but its translingual gesture adds an additional layer of meaning for
readers with access to multiple languages/dialects. To further complicate
things, the use of Ukrainian does not indicate pro-Ukrainian sentiment, espe-
cially since the “snail’/“soul”/“hiding” collocation appears in another poem
in an explicitly Jewish context: “[...] took off for a hiding place / the sniffling
little snail / Jewish soul” (“v ukrytie ushla / soplivaia ulitka / evreiskaia dusha”;
[237]).

In a somewhat earlier poem (from 1965), the first of two stanzas is entirely
in Ukrainian; the language difference is visually underscored by words includ-
ing the letter ‘i, whereby Ukrainian is instantly distinguishable from Russian
(in the snail phrase, the word “khovai” is written the same way in Russian and
Ukrainian). In this poem, the theme is pointedly memorial, and the language
politics are again underscored:
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A KOMy — Ha, Ha,
a KOMY — Hi, Hi,
a Muxony XBumaboBoro

poscTpinany, un Hi?

A KoMy TATOpBI,
a KOMY JIATOPBI,
a bopuca IInnbHsaka

K €XCUHOII MaTepu?..

2 UtonA 1965
[180]

To some it’s — here, here

to some it’s — ni, ni [no, no|

and Mykola Khvylevoi

was shot dead, chi ni [wasn’t he]?

To some tatory,

to some liatory,

and Boris Pilnyak
dammit it all to hell?..

2 July 1965

The first two lines contrast those to whom things are given (na, na - here you
go, take this) and those who are refused (the Ukrainian #i, ni - no, no). This
is followed by a reference to the early twentieth-century poet and political
figure Mykola Khvylevoi. Khvylevoi was in fact not shot but driven to sui-
cide, an early victim of the terror campaign against Ukrainian intellectuals in
the 1930s (which would come to be called the Executed Renaissance). After
the first, Ukrainian-language, stanza, the second shifts its attention to more
famous Russian executions, focusing on the prominent early-Soviet prose
writer Boris Pilnyak (who was indeed killed by firing squad in Moscow in
1938); this resembles other memorial poems by Satunovsky which refer to



190 Ainsley Morse

figures like Osip Mandelstam, Isaac Babel, Daniil Kharms and other writers
killed under Stalin.

What is going on in this poem, which switches languages halfway through
and makes linguistic jokes while keeping the focus on brutal state repression?
Much of the poem’s Russian is non-standard. The lines involving tatory and
liatory comes from a joke about a semi-literate guy misreading a car-parts
sign, which serves as the epigraph to Pilnyak’s 1924 Naked Year (Golyi god).*
Without knowing the meaning of the (actually nonsensical) words “tatory”
and “liatory”, the misreader concludes that some kind of unjust, unequal dis-
tribution is being perpetrated - a sentiment borne out in Pilnyak’s chapter.
At the linguistic level, these lines further underscore the language ambiguity
since they replicate the “a komu” (to whom?) phrase of the first stanza: this
phrase is the same in Russian and Ukrainian. Satunovsky throws a different
kind of language variation in the last line, the mild oath “k iokhsinoi materi” -
attentive readers of his poetry might remember this phrase from a 1946 poem
in which it is attributed to Vania Batishchev, “mnapgmmit cepxxant / pogom n3
TTyXOMaHU cubupckoit / masumit B 60to / 3a ceobopy Yexocmopakum” (“a
junior sergeant / born in a distant Siberian province / fallen in battle / for the
liberation of Czechoslovakia”; [105]). By including this quotation, Satunovsky
makes another linguistically destabilizing gesture, in effect inserting his old
Siberian army buddy into an argument about the indiscriminate slaughter of
the Stalinist period. The overall effect is a wry reflection on the inequalities
of language politics crossed with a rather more equal distribution of political
repression.

Satunovsky’s interpolation of Ukrainian is one of the more significant
instances of translingualism in his poetry, since it reflects both a dimension
of the poet’s linguistic reality and of Soviet linguistic politics. The relationship
between Ukrainian and Russian is fundamentally different than that between
Russian and, say, Bengali or English. “Language choice is always itself an argu-
ment”, writes Ostashevsky: “Language choices lie at the intersection of the

25 «B MockBe Ha MACHUIIKOI CTOMT UelOBEK M UNTAeT BbIBECKY MarasuHa: ,KoMMyTaTopsl,
aKKyMynATOpbI . / — KoM-My... TaTopsl, a... KKO-MY... JIATOPbI... — X TOBOPUT: — Buuip, 1
TYT OMMAaHBIBAIOT IIpoCcTOit Hapoa!“» (“On Miasnitskaya Street in Moscow a man stands
reading a shop sign: ‘Igniters, batteries [Ru: Kommutatory, akkumuliatory]. Some... gets...
iters [tatory], and some... gets... ries [liatory]... and says: ‘Man, even here they’re a-cheatin
the common folk!”) (Pil'niak 1924: 125),
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personal and the social in that they emphasize power asymmetries among
communities of speakers and foreground historical, cultural, and economic
change” (Ostashevsky 2025: 170). Satunovsky’s pithy, hard-to-translate mul-
tilingual designation for Ukrainian - “dvoiurodnaia mova iazyka rodnogo”
(“the cousin/once-removed language of my native tongue”; [424], italics are
mine. - A.M.) - sounds almost like a gnomic distillation of Soviet nationali-
ties policy into one phrase.

This phrase constitutes the last line in a late (1980) poem that opens with
the title of a classic late-nineteenth-century Ukrainian novel, Khiba revut' voly,
iak iasla povni? (Do Oxen Low When Their Mangers Are Full?) by Panas Myrny
(Rudchenko) and his brother Ivan Bilyk. In the English, the words translated
from Ukrainian are given in italics.

«Xiba peByTb BOMH,
AK AC/Ia IOBHi»
Ho mb1 1 He «peBnn»,

a Moy4a MEpnm, —

HallOMHM/Ia MHE€ CHOBa

ABOIOPO/iHAsA MOBa A3bIKa POJHOIO.

19 pespans 1980
[424]

“Do oxen low
when their mangers are full?”
But we didn’t “low”,

we died off in silence, -

so I was reminded again

by the once-removed language of my native tongue.
19 February 1980

I made a reference earlier to the connection between Satunovsky’s Jewish and
Ukrainian identity vis-a-vis the “great Russian” literary and social context he
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ended up in (spending his post-war decades on the outskirts of Moscow). This
poem, meanwhile, asks which of the possible “we” might Satunovsky have in
mind. Myrny’s novel is famous for its assertion of Ukrainian independence
against Russian colonial/imperial power, but it also depicts the tragic decline
of its characters in the face of that power, and their venal and occasionally
antisemitic behavior. The final line of Satunovsky’s poem, which explicitly
discusses Ukrainian in relation to Russian, could suggest a reading sympa-
thetic to Ukrainian as a repressed language. Meanwhile, in light of the little
snail poem (and many others that directly address Jewish experience), Satun-
ovsky’s “we” might make more sense to read as Jewish (Jews in Myrny’s novel,
as in Satunovsky’s twentieth century, are the victims of cruel violence). The
Ukrainian evoked in the final line could then be read as bringing up traumatic
associations. Is it possible that both (ostensibly mutually exclusive) readings
are permissible? Satunovsky himself remarked, “I suppose writing poems in a
slightly Rozanov style (roughly speaking, both ‘for’ and ‘against’ - that is, one
little poem ‘for’ and another ‘against’) is typical for me. But I'm not to blame -
it just worked out like that, practically without my even wanting it” %

In addition to Ukrainian, Satunovsky brings other languages into his
poems as well, particularly ones that he translated from and from places
where his army service took him during the war.?” The 1959 poem “Ne umeiu
po-tarabarski..” (“I don’t know how to speak mumbo-jumbo...”) refers affec-
tionately to “my fine little dictionaries” — Polish, Czech, Serbo-Croatian:

He ymero mo-Tapabapcku

Tapbl-6appl pacTabapbIBaTh.

Yewmckuii, OIbCKMI, cep60x0pBaTc1<M17[
C/IOBApy MOM, CTIOBAapUKI,

BBI CTOUTE K/IAJKOI TECHOM,

C BaMU MHE€ JIETKO I POACTBEHHO.

26 «Kaxercs, mucaHne CTUIIKOB c1erka 1o PosaHoBckm (rpy6o roBops u ,,3a“ u ,lIpoTuB“ —
T. €. OfIVIH CTHUIIOK ,,3a%, APYToii ,TIIPOTUB"“) — MoOe XapakTepHoe cBoiicTBO. Ho s B HeMm He
BIHOBAT — TaK HOJTy4a/I0Ch HOYTH 6€3 MOero xenanus» [621].

27 The children’s book Chto za koni! (What Horses Are These!) (Moskva: Malysh, 1972) is a col-
lection of counting-rhymes “po motivam raznykh narodov” (“inspired by various peoples”),
but unlike the other ones examined here, this book features only places Satunovsky fought
his way through in WWII: Russian, Ukrainian, Lithuanian, Polish, Czech, Slovak, German.



Translingual Poetics & Children’s Poetry 193

A 4TO «I1aceka»
I0-YEeIICKI «IIPOCeKa» —

9TO [a’Xe MHTEPECHO.

4 AHBAPA 1959
[98]

I don’t know how to speak blah-blah
to blather my blah-blah judiciously.
Czech, Polish, Serbo-Croatian

my dictions, my fine little dictionaries,

like a tight clutch of eggs on the shelf,

with you I feel at ease, like myself.

And the fact that an apiary — ‘paseka’
is ‘proseka’ — cross-cut — in Czech —

is really quite interesting.

4 January 1959

The speaker uses the word rodstvenno - like family - to describe the sense
of ease generated by the proximity of these “little books” Satunovsky could
just be referring to the “familial” connections between Slavic languages; he
might also be ruefully acknowledging social awkwardness and a preference
for the company of books (in response to the first lines’ references to “blah-
blah”). There is also a way to read the poem that suggests Satunovsky might
feel particularly at ease in the space translation creates in between languages,
the mysterious and evocative difference between paseka and proseka heralded
in the final stanza.

Other “translation” poems are patently translingual in that they use other
languages to think about the base language. The following poem from 1945
refers more to Satunovsky’s recently completed army tour than to his work as
a middle-aged translator:
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[To-4yelcKM «KU3Hb» — JKarK7a.
JKaxga 6bITh

TaK >Ke eCTeCTBEHHa,

KaK, CKa>XeM, «IINUTb».

ITei1, TonmpKo 6e3 feréBbix ahopn3MOB;
BeJlb, €C/IM Ha TO IOILJIO,

TaK Ja>ke «CIIaTb» —

3TO TOXKE YKaXK/[a — >KaXK/la BCIIATD,

B CMEPTB;

a Thl TOBOPUJI — IIOTOBOPUM O JKU3HIL.

Hapmo mcxXonnTh 13 XKM3HIL

B3siTb IIpMMep: KU M YMep; YeXV TOBOPAT «3eMXKEN».
Basi, gomycTum, u 3eMxern;

u dur ¢ HuMm.

[371%

In Czech Zizeri means thirst.

The thirst to be

is just as natural

as, say, to drink.

Drink, but skip the cheap aphorisms;
after all, if we're going there,

then even to sleep -

is a kind of thirst — thirst in reverse,
toward death;

and you said we should talk about life.

One must draw on life to write.

Like, for example: he lived and died; the Czechs say zemel.

Like, say, he up and zemfel;

and who cares.

Like the children’s poems, the first line glosses its foreign word, but this is not
meant to answer a question as much as to pose one. Interpreting the Czech

28 The poem is undated but sandwiched between other poems from 1945.
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word Zize#i (thirst) through its Russian homophone zhizn’ (life), Satunovsky
plays around with the idea of an innate logic in language and across languages,
which takes him in a wide circle through other phenomena understood as
“natural” like sleep and death. Acknowledging that this circle has led to a kind
of armchair (or really, barstool) philosophizing, the speaker concludes the
first long stanza with the “life” (actually, thirst) of the first line. In the short
final stanza, the tone shifts, with the “life” theme appearing in the sententious
“Nado iskhodit’ iz zhizni” — which sounds like a commonplace of socialist
realist aesthetics.?’ The formality is quickly dispelled with the no-nonsense
and irreverent line “for example, he lived and died”, which brings Czech back
in: the past tense of ‘to die! Yet another irreverent register lower, we get the
translingual phrase “up and died” (“vzial i zemfel®) - and finally the dismis-
sive conclusion in Russian, rhyming with the “life” (“iz zhizni”) of the stanza’s
first line: “who cares” (“fig s nim”).

This highly translingual poem signals its interest in translation directly, but
also models thinking about and between languages: we see this in intralingual
punning, when “sleep” (spat’) is equated with “going backward” (vspiat'), as well
as in the simultaneous connections and non-equivalence of “false friends”, like
zizeri and zhizn'. This kind of literary code-switching points to the limits of a
single, sole language. Satunovsky’s poem about translating thereby resists and
problematizes translation, even denying its possibility (as my translation shows).

In another poem from the mid-1960s, Satunovsky defines and identifies
the foreign (Polish) phrase ile lat (in an authorial footnote), but leaves the
significance of the phrase obscure:

Kak pycckmit, JIIO O MIT
«3a4eM», «KyJja» U «BOT»,
TIOPOIA £ CIUIIO Y CJIBIILY:
v narh*

ITan, g nar!

W a cmeroch,

CMEI0Ch BOBCIO,

29 Ivan Akhmet'ev refers to it as “not a commonplace [shtamp], but the shadow of a common-
place [ten' ot shtampa]”. Private correspondence, 17 March 2025.
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KaK TOJ BEeCHOI,

KOI7la MHe B IIepBbIil pa3
MIPUCHUTICA

9TOT COH.

* CKOIBbKO 71eT (II0/TbCK.)

24 HOSAOPS 1966
[204]

As a Russian who loves

‘why; ‘where to’ and ‘look here;
sometimes I hear in my sleep:
ilya lat!*

Pan, ilya lat!

And I'laugh,

laugh out loud,

like that spring,

when for the first time
I dreamed

that dream.
* How many years (Polish)
24 November 1966

On the one hand, this poem sees the speaker - unusually - identifying as “a
Russian” (in contrast to the speaker’s position in poems discussed earlier -
this poem is dated only a month later than the one about “THEIR concepts”).
Russianness here is associated with the speaker’s fondness for three common
words (two questions and one emphatic particle). Many of Satunovsky’s poems
are indeed made using mundane bits of language, but here they are given in
direct contrast to a foreign phrase that, meanwhile, signifies little on its own
(“how many years” or “how long”). All we can know about the phrase’s signifi-
cance is the speaker’s wildly joyful reaction to it. Here, Polish clearly functions
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as a trigger for a specific memory (evidently, of a time in Poland - incidentally,
the identification as “Russian” may have to do with being identified as one of
a group of Soviet soldiers, “Russians”). This is moreover a memory perhaps
buried deep enough that it only surfaces in sleep. Sleep carefully brackets the
memory, but the close relationship between memory and dreams points to a
euphemistic interpretation to the lines “I dreamed / that dream”. The memo-
ry-triggering function of the Polish phrase in this poem furthermore suggests
that the foreign words in other poems, such as “in Czech Zizesi means thirst’,
might add a similarly significant layer on top of the more intellectual consid-
erations discussed. Just as the seemingly random words zachem / kuda / vot
create a kind of skeletal plot in combination with ile lat, the words thirst and
died in Czech might call up specific past (romantic) associations that reach far
beyond the dictionary meaning of the words.*® This is another, more personal
kind of subversive function performed by non-Russian language in the poems.

Conclusion

Satunovsky’s work as a translator from Polish, Czech and other languages
makes another appearance in a poem from 1967 (as we have seen, for him the
late 1960s were a time of significant engagement with both children’ literature
and translation). Many of the charming “Ilyusha” poems, dedicated to Satun-
ovsky’s first grandson, beg to be examined through a translingual lens - with a
view to the different languages of children and adults and their many points of
mutual incomprehension. This poem addresses that problem alongside prob-
lems of translation and translational equivalence:

BHYK — OH 11 IO-TIONBCKM «BHYK»,

VI MO-YEUICKN «BHYK», U1 IIO-CJIOBEHCKH, I no—6011rapc1<m.

A, HamIpyMep, IUCINUIIINHA —
[T0-YELICKY — Ka39Hb!

IIO-TIO/IbCKN — KapHOCTb!

30 Other poems approximately dated to the same time as “In Czech...” and “Kak russkii...” refer
more directly to amorous exploits.
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BHYK, 9TO0 Tebe MOHATHO?

Ia? I[TousaTHo?

Torma, moxanyiicTa,

BBIIVIIOHD ITYTOBUITY M130 pTa!

25 UIOHA 1967
[535]

Vnuk [grandson] - is wnuk in Polish too,
and vnuk in Czech, and in Slovenian, and in Bulgarian.

But discipline, for example -
in Czech is kdze!

in Polish is karnosd!

Grandson, vauk, do you get that?
Yeah? You get it?

In that case, please

spit out the button!
31
25 June 1967

This poem begins by modeling a kind of “friendship of (Slavic) nations” evoc-
ative of Satunovsky’s children’s books: imagine, the same word for grandson
in all these languages! Again as in the children’s books, all the foreign words
are glossed, with no demand that readers know any of the Slavic languages
mentioned (Czech, Polish, Slovenian, Bulgarian). The poem then contrasts
the harmlessly Latinate Russian word distsiplina (discipline) to the omi-
nous-sounding Czech kdzeri and Polish karnos¢ — which evoke, respectively,
the death penalty (kazn’) and divine punishment (kara, or just the punitive

31 Translation by Ainsley Morse and Philip Redko.
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karatel'nyi) to the Russian ear.* In this sense, the foreign words in the poem
are only important insofar as they are misheard as words in Russian; they also
serve to dissolve the fantasy of East European unity suggested by the word
vhnuk. But the significance and potential threat of these insights are immedi-
ately dispelled by the humor of the situation: the infant addressee of the poem
obviously does not share in the sense of alarm, and the grandfather’s efforts
to discipline him are hardly effective. The child’s preverbal state is further
emphasized by the fact that he has a button in his mouth and cannot partic-
ipate in these linguistic games. Even the request for the grandson to literally
“spit it out” sounds a bit like ironic commentary on the linguistic ruminations
of the preceding stanzas. Despite the overall silliness of the situation and the
phonetic and semantic play that drives the poem, an undercurrent of trauma
remains. The linguistic and life experience of the doting and doltish grandfa-
ther, totally inaccessible to his infant audience, nevertheless peeks through the
gaps and non-equivalences among the multiple languages.

Despite the mostly monolingual Russian environment of his later years,
Satunovsky was until his dying day a multilingual person. As a poet, he spent
his life paying attention to language (as he writes in his short autobiographical
" (“poems are my life”) [4]. It stands to reason that
some of his poems would be translingual: drawing attention to and inspiration
from the peculiar clashes and harmonies of different languages, including the
Ukrainian- and Yiddish-inflected Russian of his family, the Yiddish of Ovsei
Driz, or the non-standard Russian of people from Siberian villages, like Vanya
Batishchev, or with no formal education, like Igor’ Kholin. As can be seen
in his children’s poems, Satunovsky’s relationship to the multilingual Soviet
project was ambivalent. His interpolations of non-Russian languages are often
in a subversive and critical key: a witness to the varied forms of state violence,
Satunovsky was clear-eyed about the limits of Soviet “friendship” vis-a-vis

note: “Stikhi — moia zhizn

minorities like himself and so many of his compatriots. Of no lesser impor-
tance are the meanings and destabilizing effect created by the very inclusion
or incursion of different languages in a poem: translingualism is a key formal,
even formative, element of Satunovsky’s poetics.

32 Ivan Akhmet'ev’s note reads: «Kaprouka c mpaskoit. CHauaja COOTBETCTBYIOIIE CTIOBA ObLIN
HamnucaHbl atuauieit: wnuk, vnuk, kdzen, karno$é» (“The card has been corrected. At first
the corresponding words were written in Latin script: wnuk, vnuk, kazen, karno$¢”) [707].



200 Ainsley Morse

References

Burkov, Oleg (2009): “Ian Satunovskii: popytka biografii’, https://imwerden.
de/publ-1881 (8.10.2025)

Chukovskii, Kornei (2012): Sobranie sochinenii v piatnadtsati tomakh. Tom 2.
Moskva: Agentstvo FTM.

Chukovskii, Kornei (1929): Maler’kie deti. Leningrad: Priboi.

Dowling, Sarah (2018): Translingual Poetics: Writing Personhood Under Settler
Colonialism. Iowa City: University of Iowa Press.

Ivanov [Ivaniv], Viktor (2013): “Stanovoi khrebet russkogo avangarda’, in:
Novoe literaturnoe obozrenie 119, 243-248.

Martin, Terry (2001): The Affirmative Action Empire: Nations and Nationalism
in the Soviet Union, 1923-1939. Ithaca, NY: Cornell University Press.

Nekrasov, Vsevolod (1982-1983): “O Ia. Satunovskom” [Manuscript ~1982-1983].
https://philology.hse.ru/vnekrasov-archive/archive/727940647 (08.10.2025)

Ostashevsky, Eugene (2023): “Translingualism: A Poetics of Language Mixing
and Estrangement’, in: boundary 2 50/4, 171-194.

Ostashevsky, Eugene (2025): “L#A#N#G#U#A#G#E: Puns and Translation
in Translingual Poetry”, in: Forum: Reflections and Debates in Literary
Multilingualism Studies. Journal of Literary Multilingualism 3, 160-171.

Penskaia, Elena / Galina Zykova (Eds.): (2016): “Ta. A. Satunovskii and Vs. N.
Nekrasov: perepiska i vospominaniia’, in: Tsirk Olimp + TV 23 (56).
https://www.cirkolimp-tv.ru/articles/709/yaa-satunovskii-i-vsn-nekra-
sov-perepiska-i-vospominaniya (8.10.2025)

Pil'niak, Boris (1924): Golyi god. Tom 1. Nikola-na-Posad'iakh: Izdanie avtora.

Satunovskii, Ian (1967): Raz, dva, tri. Moskva: Detskaia literatura.

Satunovskii, Ian (1971): U medvedia vo boru. Moskva: Fizkul'tura i sport.

Satunovskii, Ian (1973): Shire krug. Moskva: Fizkul'tura i sport.

Satunovskii, Ian (1974): Khorovod. Moskva: Malysh.

Satunovskii, Leonid (2009): “Neizvestnye stranitsy tvorchestva lana Satun-
ovskogo”, https://imwerden.de/pdf/satunovsky_neizvestnye_stranicy_
tvorchestva.pdf (8.10.2025).

Shklovskii, Viktor (1919): “O poezii i zaumnom iazyke’, in: Poétika: Sborniki o
teorii poéticheskogo iazyka. Ed. by Osip Brik et al. Petrograd: 18-aia gosu-
darstvennaia tipografiia, 13-26.


https://imwerden.de/publ-1881
https://imwerden.de/publ-1881
https://philology.hse.ru/vnekrasov-archive/archive/727940647
https://www.cirkolimp-tv.ru/articles/709/yaa-satunovskii-i-vsn-nekrasov-perepiska-i-vospominaniya
https://www.cirkolimp-tv.ru/articles/709/yaa-satunovskii-i-vsn-nekrasov-perepiska-i-vospominaniya
https://imwerden.de/pdf/satunovsky_neizvestnye_stranicy_tvorchestva.pdf
https://imwerden.de/pdf/satunovsky_neizvestnye_stranicy_tvorchestva.pdf

Translingual Poetics & Children’s Poetry 201

Tynianov, Yuri (2019): “Interlude’, in: Idem: Permanent Evolution: Selected
Essays on Literature, Theory and Film. Morse, Ainsley / Redko, Philip
(trans.). Boston: Academic Studies Press: 173-216.

Yildiz, Yasemin (2012): Beyond the Mother Tongue: The Postmonolingual Con-
dition. New York: Fordham University Press, 2012.






Wiener Slawistischer Almanach 95 (2025), 203-228

Muxaun Ilasnosey,

«PUTM CO3HATETbHON MO3TUYECKOI BEIIM»:
AUTEepaTypoBeYecKiie U TUTepPaTypPHO-KPUTUIECKIIe CTaThl
SAna CaTyHOBCKOTO M €ro NMo3Tn4yeckas NpaKkTuKa

Pesrome: B manHOI cTaTbe paccMaTpMBAaeTCA NUTEPATyPHO-KPUTUYECKOE U Teope-
Tideckoe Hacnenue fHa CaryHoBcKoro. XoTs KOpPIYC 3TUX TE€KCTOB OTHOCHUTEILHO
HEBE/NK, OH MMeeT 6onbliuoe 3HadeHre. AHanu3 CaTyHOBCKUM IIOSTUKMU JJETCKOTO
¢bonpKIOpa, B YaCTHOCTY CYMTAJIOK, @ TAK)Ke TBOPYECTBA €O IMPE/IIeCTBEHHIIKOB
u coBpeMeHHNKOB (B. Maskoscxkoro, K. Yykosckoro, I. Canrupa u fp.) momor noaty
chopMyIMpoBaTh CBOM COOCTBeHHbIe TBOpUecKue MpuHUumbl. CaTyHOBCKMII o6pa-
TWI BHUMaHMe UCCIefioBaTeneil u unrtareneir Ha «KopHeeBy cTpody», mpoaHamm-
3MpOBaB ee TeHe3UC B JeTCKUX npoussenennax Kopnesa Yykosckoro un mpocnegus
MCTOKM 3TOil CTpOdbl B TBOpYECTBE IPEAIIECTBEHHUKOB UYKOBCKOTO M PYCCKOM
¢donpkope. Ilpumenenne CaTyHOBCKMM TaKTOMETPUYECKOTO IOfXOfiA K PUTMIU-
YeCKOil OpraHM3aIluyu CTUXA IPOSACHSAET He TONbKO BAa)KHOCTb 3TOTO acHeKTa CTU-
XOTBOPHOJN (OPMBI J/IsI I03Ta, HO U BIVMSIHME HMO3TUYECKUX Teopuil AjeKcaHzipa
KBarkosckoro u Vnbn CembBMHCKOTO — TEOPETHMKOB MO3TUYECKOTO KOHCTPYKTH-
BU3Ma. AHA/IN3 «TeOpeTMYecKNX» courHeHnit CaTyHOBCKOTO IIOMOTaeT TaK>Ke YTo4-

HUTDb MHTEpHIpETAN HEKOTOPBIX CTI/IXOTBOpeHI/IIZ ImoaTa.

KnroueBble cnoBa: neTckuii (GoNbKIOp, KOHCTPYKTUBM3M, NTUTEPaTypHasA KPUTHKA,

TAKTOMETPUUIECKAA IOITUIECKAA CUCTEMA

[Toat SIn CaTyHOBCKUIT He ObLI aKTMBHBIM YYaCTHUKOM JIUTEPATYPHOTO
Ipollecca — HM JICTAJIbHOTO, HY HelofilleH3ypHoro. OH IOCTOSAHHO [0 ca-
MOJI CMepTH B 1982 TOAY IPOXMBAT B TOpofie JNeKTPOCTalb, Kyfa Iepe-
Opajca 1mocie feMoOMIM3alNA B 1946 TORY U IZie 1O BBIXOfia Ha IIEHCUIO B
1966 rofy paboTan MHXeHePOM-XMMUKOM B 3aKPBITOM DJIEeKTPOCTaIbCKOM
Hay4YHO-UCCIIEROBATENbCKOM TexHomorndeckoM muctutryre (QHWUTU). Or-
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clofia OH ObIBaN HaesgaMu B MOCKBY — CyHs IO BOCHOMMUHAHUAM MeMy-
apUCTOB, C HEM3MEHHOI aBOCBHKOI, — IIOCelljas NUTEPATOPOB U pefaKluu
IyO/IMKOBABLINX €r0 XXYPHAJIOB I M3[ATE/IbCTB, MHOIA yIaCTBOBAI B II0-
9TUYECKUX YTEHUAX, Iie ObUI KelMaHHBIM rocteM. OgHako 6oreMHbIM c6O-
puiam CaTyHOBCKWMIA, TIO-BUAMMOMY, TIPEITIOUNTAs NUdHOe obuieHne' u
KpajiiHe OCTOPOXKHO OTHOCUJICS K IMy6nuKanmsaM B Tamusiate’. B murepary-
Py TyTeBKy eMy BbInucan Vinbsa SpeHOypr: mepes AeMobunusaneil mocue
OKOHYaHNA BOEHHBIX JeiicTBuit CaTyHOBCKMIT BCTpedancs ¢ Hum B Ilpare
U TIONTYy Y1/ PeKOMeHaTeNnbHylo 3anucKy Kk Camyuny Mapiuaky, a TOT Hepe-
MpaBU/I HauMHaIero noara K Bukropy IlIk10BcKkOMy, cTaBlIEMY Ha TOZbI
gyurareneM u cobecenHukoM CaryHoBckoro. Cpeiu ero 3HaKOMBIX 11 KOppe-
CIIOHJICHTOB B 1950-1970-€ TOf{Bl — TaKue pasHble GUTYpPbI, KaK HpeacTa-
BUTeNn crapiinx moxonenuit Amexceit Kpyuensix, Cepreit bobpos, Vnbs
CenpBuHckuit, Muxann CBeT/noOB; 13 C/Iefyiolero nokonenusa — lennaanit
AJIry, TO9THI «IMAHO30BCKOI WIKO/Ib» 1 Ap. Camoro CaTyHOBCKOro 06bId-
HO IPMYNCIAIT K «IMAaHO30BI[AM», B KPYTy KOTOPBIX OH HOSBMJ/ICA, BIIPO-
4eM, OTHOCUTE/IbHO HO3JHO, OYAYYM y>Ke CTIOKMBIIMUMCS, 3PEIbIM II09TOM:
JIMIIb BECHOJ 1961 rofia OH Io3HakoMucs ¢ Be. HekpacoBbIM, KOTOpBII, 110
COOCTBEHHOMY CBUJIETENIBCTBY, «BO3UII UX C <II09TOM-IIepeBOfunMKoM Braam-
mupom> Byraesckum ot Pabuna k Kponmeanikomy» (Caryrosckuit/Hekpa-
COB 2016), a, K IpyMepy, ¢ CanrupoM I03HAKOMIICS TOMBKO Yepes /iBa Tofia’.

Su CarynoBckmit He 6511 HM ywieHOM CoOI03a COBETCKUX IUCATeNell MIIH
IPYruUxX opyIMaTIbHbIX IMCATENIbCKUX 00 beAMHEHNIT, HY IPO]eCCHOHANTBHBIM,
IUIIOMMPOBAHHBIM JIMTEPATYPOBElOM, HM IITAaTHBIM KPUTUKOM, U
U3BECTHBIE HAaM €ro KpUTUYEeCKUe U JUTEepaTypoBefuecKue paboThl
HeMHorouncienHbl . TeM He MeHee, IPM 3HAKOMCTBE C 3TUMM paboTamm

1 Ilo ceuperenncTy IleTpa CaTyHoBCKOrO: «bpaT, M0 HaType JOBONTLHO MpAvHbIN, He OYeHb
PasroBOPUMBBIIL ¥ MaoOOLIMTENbHBI (BBIUKOB 2010: 377).

2 Cwm. pacckas Ilerpa CaryHoBckoro, kak B Ilapmxe B 1978 romy mpu BcTpede ¢ Ockapom
PabyHBIM eMy IPUIIIOCH BBIIOTHATD JICMMKATHYIO MPOChOY Opata — mepefaTh Mpocsby o
IPMOCTaHOBKE MOATOTOBKY «TaMM3JJATCKOr0» COOPHMKA CTUXOTBOPEHMIT MO3Ta, ONacaBlile-
rocst 3a cebs u peteit (I1. CaTyHOBCKmIT 2012: 10).

3 U3 HeomybnukoBanHoro nucbma CaryHoBCcKoro Bragumupy Jlanuny ot 4 HOA6ps 1964 ropa:
«Topy Hasay A mosHakoMmICA ¢ (IIPeBOCXOIHBIM, 110-MoeMy) 1moatoM lenpuxom Canrupom u
HeJIaBHO OH CarMTHPOBAJI MeHsA HAIMCATD NeTCKIUe CTVUXM». 3a 9T0 coobieHne 6maronapio (K
COXXa/IeHNIO, y>Ke MOKoItHOro) Bragnmupa Oprosa.

4 JInwb vacTb U3 HUX ObUIA OIYO/IMKOBAHA B [IEPUONNMKE JIM HA TEMATHUECKUX CAlTaX IIpy
JKUSHY WM TIOCNe cMepTy aBropa. Iloury Bce oHM cobpanbl B 2009 ropy Jleonnpom Ca-
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obpamaer Ha cebsg BHUMaHME OOCTOATEIBHOCTb MOAXOfla aBTOpa: B €rO
CTaThsIX ¥ 3aMeTKaX OOHapy>XMBaeTCs OIopa Ha paboThl POIBKIOPUCTOB
I1. leitna, I. Bunorpagosa, ctuxosenos O.bpuka, P. fIxo6coHa, I. Bunokypa,
b.Ovxenbayma, b.Tomamesckoro, B.Xommesrukosa, M.IlITokmapa,
(mofuac, Kak B cydae ¢ Xo/IeBHUKOBBIM — MOTIeMUYecKas”) 1 JIp.

MO>XHO BBIIETUTb OCHOBHBbIE TeMbI, MHTepecylomue CaTyHOBCKOTO —
KpUTHKA U INTepaTypoBefa. ITO:

- merckuit (ONBKIOp — IpeXAe BCErO CUMTATIKM M UX [JePUBATBHI B
TBOpYECTBE LIEJIOTO psfia IIOITOB, & TAKXKe 3ayMb, pudMa, pUTM U ApPyrye
CMe>XHBbIe aCIIeKThI (POIbKJIOPHOTO CTHXA;

- oTkpbitasa uM «KopHeeBa cTpoda» (0cobast KOHCTPYKIMS CTPO(BI, KO-
Topylo nonynsapusuposan KopHeit YykoBckuil u KoTopas 06Hapy>KuBaeTcs
B $ONIBKIIOpe U Y APYTUX IOITOB);

— TBOPYECTBO aBTOPOB, Ubsl [033MsI OMUPAETCS HA OCOOBIN «TOBOPHOI»
TUII NTO3TUYECKON peun — mpex/Je Bcero Bmagummpa MasgKoBCKOro, HO
Taxke Muppst Jloxsuikoit, Cepres Tperbsikosa, [enpuxa Canrupa u fip.

Bce aTu TeMbl IpAMO KOPpEeNUpYyIOT He TONbKO C M3BECTHBIMI JINTEpa-
TYPHBIMU IPEANIOYTEHNAMN aBTOPA, HO U C OCOOEHHOCTAMM €T0 IO3THKIL,
BBINOJIHAS PO/Ib CBOETO POJja aBTOPCKUX NPOIrPAMMHBIX TEKCTOB HApAAY C
COOCTBEHHO MOITOMOTMYECKUMI €T0 CTUXOTBOPEHMSIMIL.

Taxk, BHuMaHMe CaTyHOBCKOTO K IETCKOMY (OJIBKIIOPY, IIPeXKHe BCETo K
CUMTA/IKaM, HEOJHOKPATHO OTMeYajnoch MeMyapucTamu: no cnosaMm Kow-
cranTrHa KysbMMHCKOTO, «Ha TBOpuecTBe CaTyHOBCKOIO APKO CKa3aluch
MHTepeC K JeTCKMM CTMXaM M HapOJHBIM YacTyLIKaM, KOTOpble OH COOU-
paer. [...] B myunmx cBoux TekcTax CaTyHOBCKUII UJIET OT: IETCKOTO CTUXA,

TYHOBCKI/IM B HeﬁO)’Ib]_[IOM 3]'leKTpOHHOM U3OaHUN «)'[I/{TepaTyposeuquKMe n Kp]/ITI/I‘{eCKI/Ie
crarbu» (CaTyHOBCKMIT 2022), OfHAKO MbI B CBOeil paboTe o6palaeMcsi K 9TOI KHIATe JIMIIb
B TOM CJIy4ae, eC/Iii Hy)KHbIe HaM pabOThI BIlepBbIe ObIIN OITyOIMKOBAHBI IMEHHO B Hell (Ta-
KOBBIX 9 U3 16).

5 He6onburyro 3amerky «Pudma — Hepupma B gerckoit mossum» (CaTyHOBCKMII 1971) OH I1O-
CBAIAET POIM HEPABHOCIOXKHOI prdMbl B 0931 A feteit or Uykosckoro mo Camrmpa,
HAuMHAsA CBOIO CTaThi0 C OCIApMBAHUSA Te3uca XOMIIEBHUKOBA «JlJI1 COBpeMEHHOTro ciyxa
pasHoypapHas pugma — BooObie He pupMa» (XOIIIEBHIKOB 1968: 33).

6 JIBym HeGompumM TOOOPKAaM ee CTHXOTBOPEHWIT, OIyOIMKOBAHHBIM B COBETCKMX AHTO-
JIOTHAX B 3IIOXY «OTTernenn», CaTyHOBCKMIT TTOCBATUI HeOombInyio 3aMeTKy «OHO CTMXOT-
Bopenue» (CaTyHOBCKMIT 2022: 87-90), B KOTOPOil 0c060€e BHUMAHIE YAEINI «BELHOCTI»
TO3TUKM JIOXBUIIKOI.
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YaCcTYUIKY, aHEKJO0Ta 1, HaKOHel], TUTepaTypHOll peMuHuUcLUeHIun. VIMeH-
HO 3TI sI3BIKOBbIE 00/IACTIL, @ TAaKXKe KIaCCHUYecKast IMTepaTypa OKas3ainch
IIOJTHOCTBIO CBOOOJHBIMU OT T/IIETBOPHOTO BO3JEICTBUA COLipeann3Mar»
(Kyspmuncknmit 1980). besycioBHO, BIMAHUE YacTyIIeYHOro cTuxa Ha Cary-
HOBCKOTO (Kak, BripoueMm, u Ha EBrenust Kponusuuikoro mmn Vrops Xonu-

Ha) BEJIINKO: KYSIJMI/IHCKI/II‘/'I B Ka4€CTBE IIpMMEPaA YKa3bIBae€T CII€AYIOIIEE €Tr0
CTUXOTBOpEHME:

«3aBepHYBIIN B KAPTY MUPA >KeHa My>Ka XOPOHIIIA»;
PyccKast HapofHast IPpUpPOKHAs IeCHS,
1leHa pyO/Ib TPUALIATD KOTIeeK.

13 AHBAPS 1970
[294]

Opnako Kyzna 6ornblee sHadeHye vMeny it CaTyHOBCKOTO CYMTAIKU. VIX
BIMIAHVIE HEITOCPEICTBEHHO IPOC/IEKMBACTCS B €T0 OPUTMHATBHBIX IIPOW3-
BEJIeHM X, Ubsl >KaHPOBas INPUHAJIEKHOCTD II0YaC MPSAMO YKa3bIBaeTCs
ABTOPOM, IPYMEPOM UeMY CIY>KUT TEKCT ¢ 3ariaBueM «CunTankar:

ABBTE X,
>kaba efleT Ha exe.
IpencraBnsere cebe,
Kak 0O/uT y »abbl X3,
un 63,

u 06a a?’

9 UKL 1965
[504]

7 3aMeTuM, 4TO >Kaba — YACTBI/ EPCOHAX AETCKMUX CUMTANIOK, OJHY U3 KOTOPBIX LIUTUPYET
u CaTyHOBCKuMiT B cTatbe «PUTMBI cumTanmkm B ctmxax Maskosckoro»: «lllmpoko pacmpo-
CTpaHEeHbI MHOTOYMC/ICHHbIE BAPUAHTBI CYMTAIOK CO CIOBAMM, MMEIOIVIMH ,03ayM/IeHHbIE

NATMHCKME KOPHIL: ,, YM, IPYM, P, datep, durep, ke, yHy, fyHY, paba, parep, durep, xaba“»
(CaryHoBCKmMIT 1968: 22).
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s CaTyHOBCKOTO JIeTCKas CYMTAJIKA JIEKUT y MCTOKOB MO33UM KaK Ta-
KOBOII, Ipe/IoM/Isisi B cebe 1 CHenMUIecKy0 AETCKYI0 ONTUKY BOCIIPIs-
TUA MUPA, U JETCKOE )K€ UTPOBOE OTHOLIEHNME K C/IOBY KaK K BEIIN, IIOYTH
UTPYILIKe, KOTOPYIO MOXXHO OXXKMBUTD, CIOMaTh, 3aCTABUTh BBICTyNaTh B He-
oXnpanHoit porm. Tak, B mporpaMMHoil ctarbe «CTpaHHBII MMP CYMTAI-
K11» CaTyHOBCKUII IMIIET:

B merckoM ¢onbkiope (CTMXaX M MECHAX, CTOKEHHDBIX OOJBIIel YaCTbIO
CaMUMM IeTbMU) APKO ¥ LIMPOKO OTPAasUIaCh JOPEBOJIOLIOHHAA IePeBeH-
CKas >KM3HD. VIHOTZIa TOBOPAT, YTO CYMTANKM OECCMBIC/IEHHDI, a/JIOTMYHBI;
9Ta 6eCCBA3HOCTb MHUMas. PeOeHOK BUANT M M300pakaeT MUP IO CBOUM
CBA3AM U IPEJICTABIEHUAM, KOTOPbIE He COBIIAJJAIOT C T€M, KaK BUJAT MUDP
B3pOCIIbIE.

(CaryHOBCKMIT 1969: 121)

Takas KOHIeNTyanmsalus AETCKOVM ONTUKM BbijlaeT B CaTyHOBCKOM Ha-
CNIeHUKAa MOJEPHUCTCKOM TpafMIIMM C ee KyJIbTOM IOBEHMJIBHOTO THIa
OCTpaHeHMs — CTUIM3ALUMU [EeTCKOr0 MUPOBOCIpUATHUA. VIeda BimAHuA
CYMTAJIKM Ha COBPEMEHHYIO 1033110, BEPOATHO, Oblna mopickasaHa Cary-
HOBCKOMY M3BeCTHBIM (POIBK/IOPUCTOM, MCC/IE[OBATEIEM [JETCKOTO YCTHOTO
TBOpuecTBa leopruem BrHOTpasoBBIM, KOTOPBIN B CBOE KHUTe «JleTCKMit
bonbKIOp» mucat:

CuMranKy He TOMBKO JJAI0T PAflOCTh UX VICIIONHUTENAM; OHM JIAl0T NUTAHME
APYTMM IOTOKaM TBOPYECTBa, — TBOPYECTBA B3POC/IBIX: 3TOT MAJIblil BUJ,
CTIOBECHBIX ITPOM3BEIEHNIT BK/TIOUAETCS B IPOU3BE/IEHN A KPYTIHbIX )KaHPOB,
ImpuBJIeKas K cebe BHUMaHIe HEOXXUIAHHOI U U3SIIHON (OPMOIL 1 CIIyxa
COEIMHEHVIO OTHEIbHBIX YacTell MpoM3BeJeHNA, KOMOMHAINM BBOIVMBIX
3MM30/0B 1 1p. [...] leTcKme CUUTANIKY PajyloT 4yTKOE YXO II03Ta U BBI3bI-
BAIOT €ro Ha 671arOpojiHOe COpeBHOBaHME. [...] BKyC OIBITHOTO XyJOXKHMKA,
OYEBIUIHO, HAXOIUT OTPAJHOE YIOBIETBOPEHNE B IIPOCTHIX, HE 3aITyTAHHBIX
bopMax IeTCKOro CJIOBeCHOTO TBOPYECTBA.

(Bunorpazos 1988: 156)

CaTyHOBCKI/HZ HE€ TOJIBKO ,[[O6pOCOBeCTHO pecpepmpyeT OTHE/IbHDBIE II0J/I0-
JKE€HINA OCHOBOIIO/IArarommx pa60T BI/IHOI‘paI[OBa, IIOCBAIICHHBIX NTETCKUM
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UTPOBBIM TIPENIOANAM, MHOT/IA IPAMO CCBINTAACh HAa HEro, HO ¥ HaXOfUT B
9TUX paboTax HEKOTOpbIe MpUMePsl obpaleHns MpodecCHOHANTbHBIX 1T03-
TOB K JKaHPY CUMTAJIKM, TIOCBSAIIAA MM CBOM 3aMeTKM. Tak, IIOIyTHOe 3aMe-
yaHue BuHorpagosa — «ApXaHIe/loropoficKas cYuTaaka HaBessa JpyroMy
noatry — Ceprero TpeTbsKOBY Tpu HaVBHO-TIPEIECTHBIX TEKCTA-TIOJparKa-
Hus» (Tam xe: 156) — mobyxgaeT CaTyHOBCKOTO pasbICKaTh 9TU TEKCTBI U
[IPOaHaNM3MPOBATh UX B He ONMYOIMKOBAHHOI IIPH €ro usHK crarbe «Cep-
reif TpeTbAkoB — aBTOp cunTanoK» (CaTyHOBCKMIT 2022: 68-70).

Peup mpmer 0 CcTUXOTBOpeHUM «PeGSIbM CYUTANIKN», KOTOPOE aBTOP
M3Ha4yajIbHO IpenBapun snurpapom «IlepBenunky, apyrenuuky, / Jlera-
JIM TOMYOeHUYMKN», yKasaB B KPYITIBIX CKOOKaX: «(ApXaHIeJIOropopcKas
cuntanka)» (cM. TpeTbsikoB 1919: 10); BrpodeM, CaTyHOBCKUIT 06paTuics
K Ooree mo3fHEN ee pemakuuy u3 KHUru TperbskoBa «VIToro», yxe 6e3
9TOrO yKasaHMs Ha MCTOYHUK smurpada n 6e3 acTepMCKOB, MpeBpallaio-
KX CTPOQBI B CAMOCTOsITe/IbHBIE TpousBeneHns (cM. TpeTbsaKkoB 1924: 75).
OpHuM LUTHMPOBAaHUEM aBTOpP He OTPaHMYNBAETCH, MPUBOAA PAL OPYTUX
IIpuMepoB 6osiee IMPOKOTro BIAMAHMA (HOTBKIOPHBIX PUTMOB 1 GOpM Ha
o33uio Cepresi TpeTbskoBa — 109Ta, OIM3KOr0 TOBOPHOI, «MasKOBCKOII»
JIMHUU PYCCKOA3BIYHONM Mo3sumu. B wactHocTy, CaTyHOBCKHMIT 3aMedyaer:
«Mapiun-cruxu TpeTbsikoBa 0COOEHHO HACTOSITEIBHO TPEOYIOT CKaHJOBKI
YETKVM PEINTATUBOM, 6e3 KOTOPOIl HEMBICINMO U ,,KOHAHME  — HCIIOIHe-
Hue cuuTanok» (CaryHOBCKUII 2022: 68).

Hpyroit nopckaskoit Bunorpasosa CaTyHOBCKUIT BOCIIONB30BAJICA TO-
cie ero cnoB: «Eme 6onplie MmoppaskaHuil BbI3Baaa AETCKas CYUTANIKA Y
H. Amyknna» (Bunorpamos 1998: 156). Huxomas Amyknna CaTyHOBCKUI
BCIIOMIHAET B 3aMeTKe «ABTOp ,,3arunka» (CaTyHOBCKUIT 2022: 71-72), 13-
Hava/IbHO IIOCBAIIEHHOMN fpyromy moaty — ®Penopy borganosuay Mue-
py (1818-1881). Mwutep ocTajcs He TOJIBKO B VICTOPUU JIUTEPATYpbl, HO U
B HApOJIHOJ NaMATU HE CBOMM POMaHOM «llpIraHKa», He XYpHa/IbHBIMU
¢denperonamy niu nepesogamu Illexcrmpa 1 HeMELKMX ¥ aHITIMIICKUX PO-
MaHTUKOB, HO JeTCKMM CTMIIKOM «Pas, gBa, Tpu, 4eTblpe MATH, / Bolmen
3ailYMK TOryIATh» 13 nukiaa «[logmmen k xapTmHKaMm ([ns pmereit mepso-
ro Bospacra)» 1851 ropa. VimenHo BuHorpasoB B cBoeit cratbe «JleTckue
UTPOBbIE MPETIONI» BEPHY/ HOMYIAPHOMY CTUXOTBOPEHMIO MMsA €ro Ha-
CTOAILETO aBTOPA, MOIMYTHO OTMETUB: «ITO CTUXOTBOPEHMUE CTa/lo pacipo-
CTpaHeHHellIell CYNTA/NKOM, NMpuYeM YCTHBIE peflaKIMy Mano M3MeHVIN
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KHIDKHBIN TeKcT» (BuHorpanos 1998: 174). CaTyHOBCKOTO CH/IBHO 3aHUMAJIa
MBIC/Ib O «IIEPEKPECTHOM OIIbUIEHNI» (DOTBKIIOPA U IUTEPATYPbl — IIepeTe-
KaHuM 13 (OIBKIIOpa B IUTEPATYPY U OOPATHO OIIPEIe/IEHHBIX TEKCTOB, X
CTPOK VIV IIPOCTO PUTMMKO-CUHTAKCUIECKUX MOJIe/Iell, B Pa3HBIX BEPCHAX
MEHSAIOIUX CBOJI JIeKCMYeCKuil coctas. [l Hero ObIIO Ba)KHO, YTO Hesa-
MBICTIOBATBII KyIUleT Muinepa «yilen B Hapom» ¥ 06poc MHOXKeCTBOM Ba-
puanmit, B TOM 4KC/Ie M BecbMa JalleKX OT MePBOMCTOYHNKA, @ 3aTeM ObIT
IIOBTOPHO OCBOEH JINTEPATypPOll — OJHUM U3 IPUMEPOB Yero sBIAETCH
CTUXOTBOpeHMe AINYKNHA, BUAVIMO, BOCIPVHABIIETO MICXONHBIN MaTepuasl
KaK (OIbKJIOPHBII IPETEKCT AJIA COOCTBEHHOrO OITyca:

Pas, nBa, Tpy, yeThIpe, NATDH
BbIILIe]T 3a/1YMK IIOTYJIATD,
HO OXOTHUK He IIpHILeT,
3all4MK I10JI€ Tepelet,
TaXke yCOM He TIOBeTI,

B OTOpOJ, IOTOM 3a0pert.

(ur. mo: CaryHoBcKuit 2022: 73)®

B samerke «Cumrankam OGosblie momyBeka» CaTyHOBCKMII He IIPOCTO
OTMevaeT JaHHbBIA GakT, HO obpalaeT BHUMaHME M Ha IIPOYMe CIUTAIKI
AmrykuHa, cTaBuve «pombKIOpHBIMI». [IpuBens ofHy us Hux — «B cuHeM
Mope-okeaHe» (AIIYKUH 1923: 37), — aBTOP MIPOKOMMEHTHMPOBAJI ee KpailHe
Ba)KHOIA I/l HETO CAMOTO MbIC/IBIO:

Bonbiie momyseka MpoIIIO ¢ TeX MOpP, KaK CTUXM AIIYKMHA BOIIN B «CYUH-
Ta/IOYHBIN pernepTyap». BUHOrpafoB nucal, 4T0 UX «MOXXHO pacCMaTpUBaTh
KaK BbIpaKeHMe — IIOJIHOCTBIO M/IM He BIIOJIHE OCO3HAHHOTO — >KEIaHUsA
000raTUTb HAaMYHbI CYNTATOYHDIN pelepTyap BKIaZOM; IPU 9TOM ¥ Ha-

3Ha4Y€HNE, N q)opMa, U TaXKe «CopeprKaHue» HpOI/{SBeI[eHI/Iﬁ HE€ TOJIbBKO HE

8 IloaHyI0 BEpCHIO 9TOTO CTUXOTBOPEHMs BuHOrpasioB criepsa ommb04HO IPUBOAUT B IPUIIO-
JKEHMI K CBOelt cTaThe «JleTcKie urpossle npemopni» (BiHorpanos 1998: 302).
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IIOABEPraroTCsAa N3MEHEHNAM, HO IMEHHO IIOCTMIXKEHNE U BbIPpaKEHME UX CO-

CTaB/IAET CMBIC/I IIO3TUYECKOTO TBOp‘IecTBag.

(CaryHOBCKMIT 2022: 74)

B cBoem mHTepece k ¢opmaM obpaieHNA MPOodecCHOHANTbHBIX [I09TOB K
(ONBKIOPHBIM TEKCTaM, B TOM YMC/Ie IPSIMOTO TpaHcdepa MUTepaTypHBIX
TeKCTOB B (onbkIop 1 06paTHO CaTyHOBCKMIT UJIET CIIEIOM MMEHHO 3a Bu-

HOTPAfIOBBIM, KOTOPBIN PAa3MBILUIA B ORHON M3 HOCIEIHUX CBOUX paboT,

«Terckuit Gponbkaop» (HAIMCAHHOI JI0 1941 TOfIA):

Jnda yacHeHUA He 6e3paslTNMIHBIX (ONMBKIOPNCTY Cy/ie6 HApOFHOI M033MNU
BHMMaHJe K JIeTCKOMY (ONBKIOPY OTKPBIBAaeT PAJ CIOBECHBIX IPOM3Be-
TeHuli, KOTOpble, IIEPeCTaB CyI|eCTBOBATh B Cpefle B3POCTIOrO HaceleHMus,
BbINIaB 3 COCTaBa €r0 penepryapa, CIyCTUNNUCh B APYIYIO CPelly — «Majlb-
4MKaM B 3a0aBy»; mepefq (QONBKIOPUCTOM 3[€Ch — IPOLeCC OTMMPAHUS
JKaHpa, yXOfja ero U3 OfIHOI CPe/Ibl HOCUTENEN B JPYTYIO CPENY U BMECTE —
TIPOLECC TIEPEPOXAEHNA OHMX XXaHPOB B Apyrue. [ uccnegosarens cuo-
BECHOTO MCKYCCTBA ¥ Y4€HOTO-MY3bIKaHTa 3[ieCh OTKPBIBAETCA €Ille OfiNH
VHTEPECHBIII MOMEHT: BOCIIPMHATOE U3 CPefbl B3POC/IBIX U MPUCIOCOOIEeH-
HOe /I HOBBIX HYXJ| B JIeTCKOIl Cpefie, IIOCTEIIEHHO 3a0bIBasCh, OKOHYA-
TE/IbHO TOrubaeT I, IpUBIeKas BHIMAHUE MY3bIKAHTOB U XYO>KHIKOB
cnoBa (HamomuHalo AmyknHa, bpiocosa, ['pedannnosa, Mycoprckoro, JIg-
IOBa), MUTAET UX TBOPYECTBO, IIPETBOPSIETCSI B HEM I, B IIPeOOpPaskeHHOM
BUJIe, BO3BPAIAETCA B CPE/[y B3POCIBIX MHOTO KY/bTYPHOTO YPOBHA.

(BunorpazoB 1998: 415-416)

He menee 3anmmana CaTyHOBCKOTO M TeMa BJIMAHUA JeTCKOro (obKIopa

Ha OTHOTIO M3 KJIIOYEBBIX /IS HETO aBTOPOB — BHaHI/IMI/Ipa MasKOBCKOTO.

Emy CaTyHOBCKMIT TOCBAIIAET HECKONBKO CTaTel, O-BULUMOMY, 0COOEHHO

BBIZE/AS Ais cebs1 6oblLIyI0 paboTy «PUTMBI cunMTanKy B cTXax Maskos-

9 Ilurara B3sita M3 KOMMeHTapyeB BuHOrpanoBa K ero cobcrBeHHON paboTe «JleTckue Urpo-

Bble mperofum» (1927-1929) (Burorpanos 1998: 285). O BakHOCTH 151 CaTYHOBCKOTO (ury-
pbI AIIYKIMHA TOBOPUT U TOT (DAKT, YTO OH GBI TMYHO 3HAKOM C (DONIBKIOPUCTOM 1 TTOCEIIaT
TOTO B €10 MOCKOBCKOJI KBapTipe HaKaHyHe 80-/IeTHEro 00ues, 0 YeM paccKasan B CBOEIl
crarbe (CaTyHOBCKMIT 2022: 74).
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CKOTO» — IEPBYI0 KPYIIHYIO NyOIMKALMIO II03Ta B 3TOM XaHpe, OIyO/IIKO-
BaHHYIO B )XypHase «Pycckast peub». VICXOTHBII Te31C MyOMMKaLInu:

BaxHerilye 971eMeHTbI OSTUKM CUUTAIOK YPE3BbIYaiiHO OIM3KM IOITHUKE
n screTnke MaskoBckoro. K Mx 4mcimy oTHOCHTCA M PUTM — OCHOBA, IO
MasakoBCcKOMY, BCAKOI MO3TH4ecKoil Bemy. «I1oasnmsa MasKoBCKOro ectb
1103315 BBITIEIEHHBIX C/IOB TI0 IPEUMYIIECTBY».

(CaryHoBCKMIT 1968: 21)

M3 aT0l1 cXOXKecT! aBTOP, BO3MOXKHO, IIBITaeTCA BbIBECTU TreHe3uc Mas-
KOBCKOTO-TI03Ta MJ/IM, TI0 KpaiiHell Mepe, psifi OCOOEHHOCTEN ero Moasumu
BO3BECTU K «JIeK/IaMal[IOHHBIM» >XaHpaM YCTHOTO HapOfHOTO TBOpYe-
crBa. Lutupys msBectHsit tesuc Pomana SIko6coHa (SIko6coH 1923: 107),
MO-BUJIMOMY, IIOYEPIHYThII UM 3 KHuru I'eoprusa Bunokypa «Masakos-

CKuit — HOBaTOp s3bika» (Bunokyp 1943: 76)™

, CaTyHOBCKMit JoIycKa-
eT HeOONBIIYI0 XUTPOCTb, IEPEHOCHA 3Ty XapaKTEePUCTUKY Ha CUUTAJIKI,
OIlpefie/iieMble MM HEABYCMBICIEHHO KaK «I0331si»: «CyllecTByeT OOb-
IIOJ KJIACC CYMUTANIOK, K KOTOpBIM fAaHHas ¢opmyna P. SIkobcoHa momHo-
cThi0 mpuaokyma. [1093Ms1 TaKMX CUMTANTOK €CTb ,,II093MsI BbIJJEIEHHBIX
cnos“» (CaryHoBckmit 1968: 21). Boee Toro, B KauecTBe WUTIOCTPALUN OH
TOPUBOIUT LE/BbII PSI CIMTAIOK, TIOSICHSS: «CTUXY 3alMCAHBI ,,JIECEHKOI
4TOOBI JIy4llle IlepefaTh CIocob MX mpousHeceHus merbMu» (Tam sxe). Op-
HaKO BBIOOP MMEHHO KOCOJT IECeHK) HE[IByCMBIC/IEHHO «KMBaeT» B CTOPOHY
MasIKOBCKOTO, IIpyYeM aBTOp Pe3SIOMUPYeT: «Bpsifi i Hy>KeH CIelaIbHbIi
aHa/IM3, YTOOBI MOYYBCTBOBATH OMM30CTh PUTMA ITUX CIUTANOK PUTMY Ta-
KIX JIByXy[apHMKoB MaskoBckoro» (Tam xe: 22).

PasuBas ppyroit Tesuc Bunokypa — «PutMm 1 cuHTaKcuc MasaKOBCKO-
rO Ha Ka)XX/IOM ILIary oObACHAIOT APYT Apyra» (BuHokyp 1943: 6), — Cary-
HOBCKUII YTBep)KJaeT: CTUX CYUTAJIKA CO CTUXOM MasKOBCKOTO IIpexjie
BCEro COMMKaeT TO, YTO PUTM B HUX CIYXKUT CPENCTBOM «IIPEOfOIEHMUs
cuHTaKcucar» (CaTyHOBCKUIT 1968: 27). DTO HAXORUT BhIpakeHMe B Habope
ux 00mux 4epT (KaXkayio 13 9Tux 4ept CaTyHOBCKMII COIIPOBOXK/IAET MHO-
TOYNMCIEHHBIMU Tapa/jIeIbHBIMU IIpuMepamu u3 (onpkaopa u moasun Ma-
SAKOBCKOIO0):

10 Hmxe, mo gpyromy cnyyaio, CaTyHOBCKMIT OyfieT CChIIATLCA MIMEHHO Ha 9Ty paboTy.
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- 4vacrble obpauieHnsi (B CUMTANKAX — «3aKIMYKN»), MHTOHALMOHHO
JJIEHSIIIIVE TTPe//IOKEHNS;

— cuet (B CUMTANIKaX — TaKas X Pa3HOBMIHOCTD, KaK «IMCIOBKM») L, Kak
IIPY TIOMOIIM YVCETI, TaK U 3aMEHSIOIUX UX C/IOB, B TOM UIC/IE 3aYMHBIX;

- «IIepevnciIeHne MIPeSMeTOB, NI, HAa3BaHMIL, IPUMEHEHNe U30/IIpPO-
BaHHBIX MMEHNTE/NbHBIX TaJieXKell, OOBIYHO HeCKOTbKUX MOApsM, 6e3 Iaro-
n0B» (CaTyHOBCKMII 1968: 24) — OMM3KUIT IpreMy cdyeTa (IIepedncienns), B
CUNMTAJIKAX YK€ — €r0 IOJIMEHSIOIINIL;

— MHBEPCUS KaK CIIOCO0 «CMHTAKCUYECKOTo 000COOIEHNST CIOB U CTIOBO-
couetanmii» (Tam xe: 26);

- BHYTpeHHMe pu(Mbl U «IIAPHBIE CJIOBa» — THUIA «ATBI-6aThl» WM
«TeHb, TeHb, MOTETEHD» (TaMm Ke);

— CJIOBOTBOPYECTBO, B YACTHOCTY CK/IOHEHE HeCK/IOHSAEMBIX C/IOB U «3a-
yMb» 12,

Bce 9ty mipuemsl SIBISIIOTCST He €M MHBIM, KaK CPefCcTBOM TOro, 4to Ca-
TYHOBCKII Ha3bIBA€T «/HTOHALIVIOHHBIM Pa300IieH1eM OT/Ie/IbHBIX YIEHOB
peun, ee 0CoObIM CHHTaKCUMYeCKUM crpoeHueM» (Tam xe: 24). Hacrorun-
BOE Mefja/IIPOBaHMe CXOXXIX IIPMEMOB JJIs HEro He IMPOCTO CPeICTBO KOM-
[ApaTMBHOTO PACCMOTPEHNSI CUMTATIOK U TM033UM MasKOBCKOTO, KaK U
[pUBeIeHHAas! BbIIIE XapaKTePUCTHKA OIPENe/IeHHOI IPYIIIbI CTUXOTBOPE-
HUII 1109Ta B KAU€CTBE «IByXy[AapHMKOB»: CaTyHOBCKMII BBICTYIIA€T 3[1ECh

11 CaTyHOBCKMIl CCbUIaeTcsi Ha MHeHue (onmpkiopucta Muxamna KnraiiHuka, KOTopoe, BO3-
MOKHO, ¥ HATOJKHY/IO €r0 Ha MBICAb MCKAaTh Mapa/Ulell MeXHTY CUMTATKAMU VM CTUXOM
MasikoBckoro: «TBopuecTBO MasikOBCKOTO IS [eTeil OOMIBHO CUMTA/NOUHBIMY PEMIUHIC-
LIeHIMsAMY, @ Hadaslo ,Ckasku o [lete, Toncrom pebetke, 1 0 CyiMe, KOTOPbIiT TOHKMII :

JKnnmn-6s1mm
Cuma c ITereit.
Cuma c Iereit
By getn.
Ilere 5.
a Cume 7 —
W 12 B™mecTe BceMm.
— CUMTA/IKa HeO6bIKHOBeHHOi{ CUJIBI BpraSI/ITe]'IbHOCT]/I. npm6nm>{<a10u1aﬂc;{ II0 CBOUM Me€-
TPUYECKNM 0COOEHHOCTSIM K TPaJAMIMOHHBIM CYMTAIKaM-4ncioBKaM» (KuraitHuk 1940: 13).

12 CaTyHOBCKMIl TIpU3HAeT, 9TO «MasKOBCKNUIT He MICa 3ayMHBIX CTVXOB (OT/J€IbHbIE CTOBa
BpOJie ,CTUXN Becerble, Kak 6u-6a-60" y moara — uckitodenne)» (CaTyHOBCKMI 1968: 29),
HO B 9TOM CJIy4ae JiaXKe JIOIyCKaeT OLMOKY, TaK Kak «6mb6abo» — pasHOBUIHOCTDH KYKIIBL,
COCTOSIIIE U3 TOTIOBBI, HafIeBaeMoll Ha YKa3aTebHBII ITajiel], ¥ I/IAThs B BUJe TIepYaTKIL.



«Pumm co3HamenvHotl N0IMuU1ecKol Beusu» 213

HOCTIef[OBATe/IbHBIM afIeNITOM TAKTOMETPMYECKON KOHIEIINM CTMXA, M B
CTaTbe pasBepPHYTO PACKPbIBAET CBOIO IO3ULIVIO:

ITogo6HO cTMxaM MasKOBCKOrO, pacCCMOTPEHHBIE BbIIIe CUMTAIKY HaIluca-
HBI B CMICTEMe aKIIeHTHOTO CTMXA, MM YAAPHMKA, CTPYKTYpa KOTOPOTO, KaK
U3BECTHO, ONMPAETCA Ha paBHOE KOMMYECTBO IOTMYECKM CUIbHBIX YAapPHBIX
C/IOB, @ He Ha KONMMYECTBO CTOII, KaK B CMIIA00-TOHMYECKOM CTHXe. YHap-
Hble CUMTAIKU NHTOHAIIVIOHHO O/IM3KY K CTUXY MasKOBCKOrO.

(Tam xe)

C «rakTOMeTpuyeckoi purMmosnorueit» CaTyHOBCKMII MOT ITO3HAaKOMUTb-
s, CKOpee BCeTo, 110 BbIILeAIIeMy B 1966 rofy «[loaTudeckoMy crmoBapio» 13
OBIBIIIETO KOHCTPYKTUBMCTA AjekcaHfpa KBATKOBCKOTO, HO, BO3MOXHO, C
KaKIMM-TO IOJIOKEHNUSAMY ObII 3HAKOM U B IIOPY CBOEN M/IQJOKOHCTPYKTH-
BICTCKOI, «KOHCTPOMOJIBCKOI» MOIofocTy. KoHIlenmusA aTa 3akao4daeTcsa B
OTKa3e OT KOHBEHILVOHAJIPHOM IJIA PYCCKOTO CTUXOC/IOXEHVSA CUIaboTo-
HJYECKOJI TeOpUY CTUXa 1 3aMeHe ee TeopMuelt, COMVDKAoLIell pUTMUYECKYIO
CTPYKTYPY CTUXQA C MY3bIKa/JIbHOJ CTPYKTYPOI1, IIpeAIIoIararolleil YieHeHe
MY3bIKaJIbHOTO ITOTOKA Ha TAKThI, aHAJIOTOM KOTOPBIX ¥ KBATKOBCKOTO AB-
nATCA «kpaThi». ITo cmoBaM KBATKOBCKOTO, 3TO «y4YeHMe O PUTMUIECKUX
CTPYKTypax CTuxa, 0OYC/IOB/IEHHBIX MAaKCHMA/IbHBIM JCIIONb30BAHIEM BBI-
PasUTENbHBIX CPEJCTB TAKTOBOI METPUKM. B oTiamume oT cuumabGoTOHU-
YecKOil TeopuM CTUXa, CIoXKMBLIeiica B Poccun B 18 B. Ha IepBOHAYa/IbHO
KpaJiHe OrpPaHMYEHHOM MaTepuaje OTE€YeCTBEHHOM II033UM, B YCIOBUAX
BAVMSHMS 3alafHBIX 00paslOB M CKPOMHOTO MMUTHPOBAHUS aHTUYHBIX
¢bopm, TaKTOMETpUYECKast CHCTeMa CTUXa 0asMpyeTcsi Ha OTPOMHOM OIIBITE
HAPOJHOI 093uN 1 Ha GOrarcTBe CTUXOBBIX (OPM, pa3pabOTaHHBIX PyC-
CKVIMM II09TaM¥ Ha IPOTsDKEeHNN ABYX cToneTuiny (KBATKOBCKUIL 1966: 299).

Camo mnpepnourenne KBATKOBCKMM COOCTBEHHOI TeOpuiu Iepef KOH-
BEHIIVIOHA/IPHONM ISl PYCCKOV CTMXOBENYECKOV TPAJMIIMM BbI3SBAHO €r0
HaOMIOfIeHNAMN 32 OOBEKTHMBHO CYILECTBYIOIMM HapacTaHMeM B PYCCKOM

13 Cor/lacHO aBTOPCKOMY IIOSICHEHMIO K CJIOBAaplo, paspaboTaHHas MM CUCTeMa TaKTOMETPH-
YECKOJ PUTMONIOTMM CTMXA M3/AraeTcad B TaKMX CIOBApHBIX CTaThAX, Kak «Purmonmorus»,
«Put™m», «TakromeTpuueckuit mepuopy», «Kpara», «Croma», «AHakpysa», «Ilaysa B cTuxe»,
«Crux», «KOHTpONBHBIL psify, «Mopndukanmu putMmudeckue», «VIHBepcusi puTMmdecKas»
(KBATKOBCKMII 1966: 6).
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CTMXe TOCTeTHUX [eCATUIeTUII KOMM4ecTBa NMPPUXMEB M Tpubpaxues
(IIpoIycKOB y[japeHnil Ha CHIbHBIX MECTaX), a TAK)Ke, HAIIPOTHB, CIIOHZEEB
(BHEeCXeMHBIX ymapennit). C OZHOI CTOPOHBI, TaKas CUTyaIlMs pacllaThiBa-
€T 1714 TeOPeTHKa MePeCTAIONIYI0 €r0 YAOBIETBOPATh PUTMUIECKYIO CXEMY
CU/UIaOOTOHVIKY, C IPYTOil ke — COMMIKAeT [/Isl Hero0 COBPEMEHHBII CTUX
CO CTMXOM HapOJHBIM, (POTBKIOPHBIM. DTO HO3BOMSIET CTPOUTH FeHeaIOT IO
OTEeYEeCTBEHHOTO CTMXa MMEHHO OT HapO[HOI T0331M, a He OT «BBICOKOII»
3amafiHoON (Ipexkfie BCero aHTUYHOI) Tpaguuum. «[IByXymapHuk» Masakos-
CKOTO — 3TO0, B TepMuHonorny KBsATKOBCKOro, akijeHTHbIT cTux (Tam xe:
314) C AByMs: yEAQPHBIMU c/IoraMy («MKTaMI»), TOT CaMblil AByXy/JapHUK, KO-
Topblit CaTyHOBCKMIT OOHApY)XXVBaeT B CUMTANIKE — 1 KOTOPBIVL BOCIIPOU3-
BOJIUT U B COOCTBEHHBIX CUMTATKAX:

éber — kpénut — 060poT,
a MOXXHO ¥ HA060pOT,
C IpUKyMa, —
urpa
B CAMOKPUTHUKY:
MapTobpsi Ha mapTcobpa

(s BYIZET 9TO TIO TENEBI30DY).

15 anpens 1970
[300]

ABTOpCKast, puyeM M36MpaTeNbHAs PACCTAHOBKA YHAPEHUIl B 5TOM CTH-
XOTBOPEHNUM, HAYMHAIIIEMCS C XapPaKTePHOTO «CYMTAJIOYHOTO» 3a4MHA B
BUJIe TepedHs CUHTAKCUYECKM HeCBA3AHHBIX HOMMHATUBOB, MOXKET MOKa-
3aThCsl UIIHEl, eC/TM He yCMOTPeTh 3a Heil yKasaHMe Ha TPaBUIbHbI CTIO-
06 JleKIaMaluy CTUXOTBOPEH M, XapaKTepHbIli UMEHHO I/ CYUTANIOK.

Kak MOXHO 6b110 6bI IPaBUIBHO YUTATh 3TO CTUXOTBOPEHNE, TIOICKA-
3bIBaeT ellle OJIHA IOCTATOYHO pasBepHyTas cTaThs CaTyHOBCKOoro — «Kop-
HeeBa cTpodar»®. MofienbHOI OCHOBOII ISl 3TOTO TUIA OTKPHITOI TI03TOM
cTpodBbI ABIAETCA, C €r0 TOUKU 3PEeHNsl, CIef[yIollee MATUCTHUILINE:

14 Kax nosicusier pery6mkoBaBumii 91y crarbio Jleonns CaTyHOBCKMIL, IIOC/Ie HAIMCAHUS
SIHom CaTyHOBCKMM HeOO/MBLION 3aMeTKM «,llepBoHauamo UyKoBCKOrO» I SKypHama
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JKun ga 6p11

Kpoxogut.

OH 1o ynuiam Xofus,

ITanmpocer kypur,

ITo-Typenxn ropopum, —
Kpokopun, Kpoxopnn Kpoxopgnunosny!

(YyxoBckuit 2013: 94)

ITo cmoBam CaTyHOBCKOTO, «I7laBHast ocobenHocts KopreeBoit cTpodsr —
Hanm4ne B Hell HepupMyeMoro, Wiy Xomoctoro ctuxa» (CaTyHOBCKMIT 1995:
20). YTo ke KacaeTcs UCTOYHMKA 3TOTO IIpMeMa, Ha3bIBaeMOIo MM «IIOAXBa-
TBIBAHUEM», TO, IIUTUPYEM Jajbllle, «TaKUe ,IIOIXBATbIBAHNA , KaK M3BECT-
HO, BeCbMa PacIIpOCTPaHEeHbI B UCTOPMIECKUX TTeCHX 1 6bumHax. Ho u 6es
MO/IXBAaTbIBAHMIT MHOTME CTPOKM UYKOBCKOTO C JAKTVINYECKMM M TUIIEp-
HaKTVWINYIeCKUM OKOHYAaHVeM Bpofe Obl IIYTINBO IAPOAUPYIOT XapakTep
Be/IYaBOJ MeJINTENbHOCTY FepONYeCcKIX ObUIMHHBIX cTUXOB» (TaM xe: 21).

OmnpependeMas MapopguiiHOCTD npuema 3acrapisgeT CaTyHOBCKOTO JC-
KaTb 1 MIHbIE €T0 ICTOYHMKI, ¥ TYT OH, CChblIasAch Ha Mupona Ilerposckoro,
aBTopa kuuru «Kopmeit Uykosckuit» (IleTpoBckuit 1962: 27)', ykasbiaet
Ha TO, YTO PUTM OOJbIIelt 9acTu CTUXOB UYKOBCKOrO POfICTBEHEH PUTMY
CYMTANIKM, IIPUYEM OTMEYAEMYI0 «PONCTBEHHOCTb», OH, KaK U B CIy4Yae C
MasKOBCKMM, TOTOB TPAaKTOBATh KaK T€HETIYECKYIO CBS3b, a He IIPOCTO KaK
cxoxecTb. OTMeTUB 0CO0YI0 /TI000Bb 1 BHUMaHMe YYKOBCKOTO K JIETCKUM
cunrankaM, CaTyHOBCKMII ONMPaeTcss Ha 3TOT pa3 Ha aBTOPUTETHOE MHe-

«[lerckass nureparypa» (CaTyHOBCKmMit 1970), «3aMeTKa Oblla pasMelljeHa Ha 3 CTpaHMIle
00G/IOXKKY JKypHAIa <pakmuuecky — 81 cmpanuye 80-cmpanuunozo Homepa. — M.IL>, He
YIOMSIHYTa B OIVIAB/ICHMN U B IlepedHe IyO/IMKALuil )KypHaIa 3a 1970 TOfI, ObUIa BBICOKO
orerena E. UykoBckoit, 1 oHa mpemtokmia 5. CaTyHOBCKOMY IepepaboTarh 1 pacIIpiTh
ee JUIA pasMellieHUA B 1o6weitHoM cbopuuke. HoBas cTaThs momydmnaa HasBaHue ,KopHe-
eBa ctpoda‘. Ho, B cBsi3n ¢ 3arpetroM Ha yromuHaHue vumenn JI. YyKoBCKoIL, IIOfIMCaBILIEl
ICbMO B 3aIUTy akajemuka CaxapoBa, a O Hell YIIOMMHAIOCh B CHOCKe, SIH CHsM my6mm-
Kaiio. ,KopHeesa crpoda® 6bi1a ony6nmKoBaHa B TOM e XXypHaJie ,,[leTckas mureparypa’
TOJIBKO B 1995 L.» (CaTyHOBCKMIT 2022: 3).

15 BompumucTBO IMMTaT B paborax CaTYHOBCKOTO IpuBEAEHBI €3 yKa3aHNUs Ha TOYHOE M3-
OaHye — M MbI B TAKOM cnyqae BI)IHY)KI[EH])I J1aBaTb CCbIIIKy Ha Te J:LOCTyHHI)Ie HaM pa60-
ThI, KOTOpbIe OYKBA/IbHO COBIIAJAIOT C IIPUBEEHHBIMI U3 HUX BbIIEP)KKAMIL, @ 3HAYUT — C
6O7IBIIION BEPOATHOCTBIO MCIIOIb30BA/IVICH [IOITOM B €T0 TUTEPATYPOBEAUECKIUX IITYAAX.
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Hue Bopuca ToMaleBCKOTO, YTBEpXKIABIIETO, YTO CYMTATKA — «3TO OCO-
6as cTuxoTBOpHas GOpPMa, UMUTUPYIOMAST TAKTOBBII MY3bIKATbHDII PUTM»
(CaryHoBCKMit 1995: 22)'°.

COOTBETCTBEHHO, 10 MHeH10 CaTyHOBCKOTO (PaBUIbHOCTH KOTOPOTO
OH TIPOBepsieT U Ha ABTOPCKOM uTeHnM YykoBckuM «KOpHEEBbIX CTPOK», 1
JIOTIOMHUTENIbHO — B TIEPETICKE C €0 [O4Yepbi0), YUTATh STU CTPOKM CIIEy-
eT TaK:

JKun ma 611

Kpoxopn.

OH 1o ynmiam Xoful.

Kpoxopun, Kpoxonun Kpokonu-no-sud!

(Tam xe: 23)

PoBHO Takmm ke CITOCOOOM HeTM CKaHAVPYIOT M CUMTANKIM: «CUUTANKA —
TUIIMYHBI TaKTOBUK (KOTOPBIL, KCTaTi, 110 CebBUHCKOMY, ,He CKaHIM-
pyercs, a gupyokupyerca’)» (Tam xe: 22). «<KopHeeBy crpody», cornmacHo
CaTyHOBCKOMY, OT/IYaeT He CTPOTroe KOMMYECTBO CTPOK (Kak CTpody «oHe-
TUHCKYI0») U He OIpefie/ieHHble pasMepbl — OHM TaKXXe MOTYT BapbUpO-
BaTbCA B PaMKaxX OFHOI CTPO(BI: STOT TUII CTPO(dBI OTINYALT TO, YTO ee
(UHATUBUPYIOT «Hay3Hble (OPMBI C PasHbIM YNUC/IOM U PasHbIM paclo-
noxXeHueM mays» (Tam >xe), mpefHasHaueHHble N/ CKaHAMpoBaHuA. [lo-
HOJTHUTENbHBIM CPEACTBOM WICHEHM TAKTOB B IOOOGHOrO popa cTpodax
SBJIAIOTCS BHYTPeHHNE py¢MbI, 0OBITHO IIPUXOMAIIIECs Ha TPAHNUIIBI TAKTa
u cospaouiye 3¢ eKxT mayspl.

16 CaTyHOBCKMIT ¥IMeeT B BUIY ClIefyiolee MecTo u3 paborsl «Crux u A3pik»: «/leno B ToM,
YTO CYHIECTBYIOT OCOObIE CTMXOTBOPHbIE (DOPMBI, KOTOPbIe MMUTHMPYIOT TaKTOBBIA MY3bI-
Ka/bHblil puTM. TakoBBI, HampyMep, Mapiuesble cTuxu MasikoBckoro |[...]. OcobeHHo pac-
HPOCTPaHEHBI 3TN GOPMBI CTUXA B IETCKIX XOPOBOJHBIX CTUXAX, OOBIYHO JIeK/TAMUPYEMbIX
KOJI/IEKTMBHO, B OOCTAaHOBKE PUTMMYECKMX MIPOBBIX JBVDKEHMIT WM Mapmia. JlocTarodHo
HAIIOMHUTD JETCKUE CYMTANKM WM TaKye CTUXM, KaK B M3BECTHON urpe: ,,Kak Ha MaMyHbI

uMeHVHbI / VIcrexm Mpl KapaBaii... u T. 1. [...] mpudeM MeXy iByMs paBHO OTCTOAIMMUI
YAPHBIMM C/IOTaMM MOYKeT HaXOJMTbCA PasHOe KOMMUECTBO HEYAAPHbIX, IPOM3HOCUMBIX C
COOTBETCTBYIOLII CKOPOCTBIO. |...] OHM, KOHEYHO, HAIMCAHBI II0 TAKTOBOI CUCTEMe U IS

IPOM3HECEHMA 110 TAKTOBOMY puTMy» (ToMarueBcKuit 1959: 34-35).
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ITonrMaHMe TIPUHIUIIOB PUTMMIYECKON OPTaHM3ALUY TAKTOBOTO CTHXA
IPO/IMBAET CBET M HA YCTPONCTBO «B3poc/oi» moasun CaryHoBckoro. Taxk,
IPOLUTVPOBAHHOE CTUXOTBOPEHNE C «CUMTATOYHBIM» 3a4MHOM «[[ébeT —
KpéAUT — 000pOT», HOXKANYIL, IPABUIBHO OBUIO OBI PV YTEHUY WICHUTDH
Ha TaKTbI CTIEAYIOMUM 06pasoM:

C IpY-Ky-Tla, —

urpa

B CAMOKPHU-THU-KY:
MapToOpsA Ha maprcobpa

(s BYIIET 9TO IO TENEBII-30-PY).

BuyTpennne pudMmbl «c Ipit / B CAMOKPH-», «irpa / MapTOOpst / mapTcobpanr,
«BVIJeN / TeJIEeBYI-» MO3BOMSIIOT YIOBUTH HEOOXOLMMBIIl PUTM €ro JeK/IaMu-
poBaHusi. «CIUTAIOYHBI» PUTM 3[jeChb MHCTPYMEHTHUPYET TeMy OyXraarep-
CKMX IIO[CUETOB 1 6€CKOHEYHbIX IMCTOBBIX OTYETOB HA APTCOOPAHMIL.

Boree TOro, B HOBOM CBeTe IIPEACTAET M OFHO M3 CAMBIX M3BECTHBIX
ctuxorBopeHnit CaTyHOBCKOTo —

[Momuro JIJK — nuTepaTypHblil IIEHTP KOHCTPYKTUBICTOB.
KoHCTpOMONT — KOHCTPYKTUBUCTCKIUI MOTOTHAK.

[TomHIO CTHX: «B TIOXOAHOM cymMKe TuxoHOB, CenbBIHCKMIA,
[Tacrepnak».

[201]

Ommpasicp Ha 910 cruxorBopenue, Kupwin Kopuarnu ybennrenpHo mu-
IIeT O KOHCTPYKTUBUCTCKUX («MJIaJJOKOHCTPYKTUBMCTCKUX») KOPHAX II03-
3un CatyHoBckoro (Kop4armu 2021), HO OTCBUIKA K 9TUM KOPHAM CKpBITa
He TonbKo Ha ypoBHe ynomuHanus JILK, «Koncrpomonar, nureparypHoi
60pp6bI ¢ «HoBbiM JIEQOM», a Tak)Ke IPSAMON LIUTATHI U3 CTUXOTBOPEHNS
«Pasrosop ¢ xomcomornbiieM H. [leMenTbeBbIM» ofHOoro us wieHos JILK,
Snyappa barpuikoro. 31ech MOKHO TOBOPUTD M O PEMUHUCLIEHIINM «TaK-
TOMETPUYECKOI»: HaIIOMHMM, LIUTHpPYyeMble CTPOKM B CTUXOTBOpeHuu ba-
TPUIIKOTO BBITTIAAAT TaK:
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A B IIOXOJ{HOJ CyMKe —
Cnuuku u Tabax.
TuxoHos,
CeNbBUHCKUI,
ITacrepnax...

(Barpuiknit 1964: 95)

KoHeyHO, B IOCTEHMX TpeX CTPOKAX MOXHO BUJETb MHapajiurMy Tpex-
CIIOKHBIX PasMepoB: AakTmandeckas (ammms «IHxoHOB», amdubdpa-
xmyeckass «CenbBUHCKMIl» ¥ aHamectmyeckass «[lacTepHak», BMecTe ¢
XOpEeMYeCKUM «CIUYKV» U IMOMYECKUM «TabAK» JAIOT OCHOBHYIO «IIATEP-
Ky» CHITa0O0TOHMYECKMX METPOB, CHMBOMUSMPYIOMMX MO93MI0 KaK Ta-
KOBYI0, TIEPEBO3UMYI0 «B TIOXOAHON cyMKe»'. OJHaKO CaMo CTUXOBOE
yieHeHMe CaTyHOBCKMM €r0 CTMXOTBOPEHMS, BbIfENAIIIee B OTAENbHBIN
crux ¢damwmwmmio ITacTepHaka, mopckasbiBaeT, 4To (uHanbHOe «Ilac-Tep-
HaK» JO/DKHO IPOM3HOCUTHCA MMEHHO TaK, BpasOMBKY IO CJIOraM, CKaHIMN-
POBKOI1 B IyXe TaKTOMETPUYECKOTO IOAXO0a K CTUXY, YTO HOIIOTHUTETbHO
MIOJKPENIsAET BBIBOABI MCCIEOBaTeNell, OTMEYaBIINX 3HAYEHNE KOHCTPYK-
TUBUCTCKOI BBIyUKM /11 CaTyHOBCKOTO.

MO>XHO TIpMBECTU U [PYTOIl NPUMED, KaK CTUXO- U JIUTepaTypOBeye-
ckue mTyAnn CaTyHOBCKOTO MOTYT IIPOIMTD HOBBIN CBET Ha €r0 CTUXOTBO-
peHus, Kak OyATo OB yyke HOMy4VBIIVE YONUTENIbHYIO MHTEPIPETALUIO B
Hayke. Tak, VIBaH AXxMeTbeB, pefJlakToOp ¥ KOMMEHTATOP CaMOTO HOTHOTO Ha
CETOMHAIIHMII IeHb cobpaHMsA CTUXOTBOpeHMiI CaTyHOBCKOTO, B KOMMeEH-
Tapuy K CTUXOTBOPEHMIO «...BBemeHckmit, XapMc...» YKasbIBaeT:

Ectp pykomuch A4, Ifie COelUHEHBI B OMH TEKCT CTUXOTBOPEHUA C HO-
MepaMut 424 (C. 187), 423 u 414 (c. 519), u mocne CIoOB «3ayMHb1e CUMTAIKI»:
«Srene -uemérefie / Temyrn- 113, / A6uns, /| ®a6uns, / IIyMaHS, / I/IKI/I / TIvikn,
/ Tpamaruiky, / O, / Ko, / 3asrpy.

[705]

17 BepoATHO, 3TO a/I03MA Ha M3BECTHDIE CTPOKM M3 CTUXOTBOPEHMA BayKHOTO 1A barpuiikoro
Hukomas I'ymunesa «Mou unTaremi»: «MHOTO 1X, CUIbHBIX, 37IbIX 1 Becenbix / [...] / Bosar
MO KHUIM B Cefle/IbHOI CyMKe, / YUTAIOT MX B [a/bMOBOII polile, / 3a6bIBAIOT HAa TOHYIEM
kopa6bme» (Iymmnes 2001: 133).
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Ecnm mombITaThCsi PeKOHCTPYMPOBATh 110 YKA3aHUAM KOMMEHTATOpPA 4ep-
HOBOJI BapMaHT JAHHOTO OIYCa, TO Mbl IONYYNMM CIeAYIOLINI TEKCT, CO-
CTaBJIEHHBII U3 CTUXOTBOpeHuit: «Bpoae Bonmopu...» [187], «...BBenmenckuii,
Xapmc...» [522] (06a aTupoBaHbl 24 MapTa 1966) U «...A NUIIYTCSA CTUXOT-
BOpeHus...» [519] (FaTpoBaHoO 20 deBpans 1966):

Bpone Bonmopmu.
Bpope Cepéxu.
Bpoge noxoxxe.
Bpone noxyxe.
Bpoge Toro.
Bpone cero.

BPO,IIC BCEro, 1 BCEro HNMYEro.

...BBegenckumit, XapmMmc,
Canrup u Xonne —

YNTaHKI MOV, BECHSAHKI;

HO CMJIbHEE BCEX CTUXOB

0610 3ayMHDbI€ CUMTATIKN:

érene—quéreue
Terryru-u3,
A6wunp,
Da6uD,
Hymans,
Viku,

TIviku,
I'pamarnky,
Ou,

Ko,

3asi

A IINMITYTCA CTUXOTBOPEHN A
B 3aBUCUMMOCTI OT HACTPOECHUA:

Xxopouree HaCTpOeHne —
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Xopo1iee CTUXOTBOpEHNE,
HEBA)XHOE HACTPOEHNE —

IJIOXO0€ CTUXOTBOPEHUE. ..

A ny,

KaKO€ y MEHA CETONHA HaCTpOeHI/Ie?

LlenTpanbHasdz, «3ayMHas» 4acTb 3TOTO CTMXOTBOPEHNA — OJHA U3 pasHoO-
BU/JHOCTEI CYUTA/IKI, HECKOIBKO BAPMAHTOB KOTOPOII MOKHO OOHAPYXKUTD
B cobpaHun Bunorpagosa. bmke Bcero k mpuBefeHHOV CaTyHOBCKMM
OyZeT BapMaHT, 3alJICAHHBI (OIBKIOPUCTOM B YpyiIbMe: «OT3A9 MATaas /
Lyrafs M3 / ab3H $absH / JOMIHS / K3 IUK3 / TPAMHUKD / IOH 30H / 3asL,
BoH» (BuHorpaioB 1998: 317)® — Bapmant CaryHOBCKOTO, CKOpee BCero,
ObU/I [I03aMIMCTBOBAH MM Y HEM3BECTHOIO PECIOHMEHTA, XOTs B HACIENUN
05Ta MOXKHO HAiiT! 06pasiibl 1 aBTOpCKoit 3aymu'’. Ho Kak cBsisaHa oHa ¢
OCTa/IbHBIMI YACTSIMM 3TOTO Y€PHOBOTO BapMaHTa CTUXOTBOPEHMSI?

B vactu «Bpope Bonopu...», Kak OCTOPOKHO IpeAnionaraeT AXMeTbes,
«BeposTHO, Bonops — Masikosckuii, Cepexxa — Ecenun (cp. ,,CoBeTckum
BenbMoOXKelt...“ LIBetaeBoit)» [653]. OgHako B TakoM ciydae ClIefyeT JO-
myctutb, 9T0 CaTyHOBCKMII ObUI 3HAKOM C IyO/IMKalMeil 3TOrO0 CTUXOT-
BOpEHNsI B SMUTPAHTCKOM II€PBOVMCTOYHMKE MO0 B CaMU3Jare, TaK KaK B
MepBBIX COBETCKMX m3faumsx 1IBetaeBoit (1961 u 1965 roja) Mbl €ro He 06-
Hapyxusaem?’. He oTMeTas 3Ty TMIIOTE3y, CO CBOEil CTOPOHBI MPEMTIONO-
XKUM, 4TO pedb MoxeT upaTu o gpyrom «Cepesxe» — Cepree TpeTbsikose,

18 B fipyrux ee BapumaHTaX BCTpedaeTCs O/M3KasA BapMAHTY U3 CTUXOTBOpeHMs CaTyHOBCKOTO
mekcema «rpamaTikm» (Tam xe).

19 Cwm., Hamp., CTUXOTBOpeHMe «YBosmm 60 Oirymm kapuyyHa» [189], pasBuBaroliiee IPUHIIUIT U3-
BECTHOTO 3ayMHOTO IpeIoXKeHus akazieMuka JIpa Illep6nl mpo «IJIOKyI0 Kysapy...»: Kak
HOACHAET AXMeTbeB, «B apxuBe S<Ha> C<aTyHOBCKOT0> eCTb PyKOIMCHas IOf00pKa ,Imo-
Kas Kysgpa“ ¢ nocpsiienyeM ,Csernoit mamsaru JLBIIL> [654]; cM. Takoke CTUXOTBOpeHNUE
«O mope Mope...» [239].

20 CormacHo 6ubmmorpadudeckomy ykasarento (Muyxun/Inajkosa 1993: 677), CTUXOTBOpPeHIe
6b110 OIyO/MIMKOBAHO B TOJ HAIMCAHNA, B IPAXKCKOM >KypHane «Boms Poccun» B 1930 roxy,
3aTeM peny6/1MKoBaHO B MIOHXeHe — B 1971 TOJY, TO €CTb yKe Hocye cosfanysa CaTyHoB-
ckuM cobctBenHoro Tekcra. B CCCP cTuxoTBOpeHnme BIepBble ObUIO HAlleYaTaHO TOMBKO B
1988 rofy, B IByXTOMHUKe 110 pefakiyeit AHHbI CaaksHIl (3a KOHCY/IbTaluio G1arofapio
BHEIITaTHOrO COTPyAHMKa Myses Mapuusr 1]BetaeBoit Anekcanapy Hukndoposy).
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Ybe MM TaK>Xe OPTaHMYHO OKA3bIBAETCA PAAOM C MMeHeM MasgKOBCKOTO
B KOHTEKCTe 00Ieil TeMbl cuMTanku. Tem Goee 4TO CTUXOTBOpeHME (BCA
IepBas 4acTb YEePHOBOT'O BapMaHTa, KaK, BIPOYEM, U IIOC/IENHsIs)) — BCe
TOT JKe CYUTANOYHBI (10 CaTyHOBCKOMY) «[IBYXYAapHUK». VIHTepecHO, 4TO
BbIpaXkeHMe «Bpofe Bomopu», koropoe mcnonbsyerca CaTyHOBCKMM, CO-
I[JIACHO CJIOBAapI0 ITOTOBOPOK, YIIOTPEOISIeTCS «npocm., wymi.-upon. O He-
3HAYMTEIbHOM YeJIOBEKE, HE UTPAIOIEeM KaKOJ-/I. CEPbE3HOI pPOIN B YEM-TL.»
(Moxnenko/Huxuruna 2007: 97). VI cam TOH (9T0i1 4yacTu) CTUXOTBOPEHMS,
MOCBAILIEHHOT O, TIPEeIION0KNUTEIbHO, IByM M03TaM, KOHTPACTUPYeT C MoY-
TH AIOJIOTeTIYeCKVIM TOHOM IOAIEH3YPHBIX cTaTell CaTyHOBCKOTO, MOCB-
IeHHbIX MasgKkoBckoMy U TpeTbAKOBY.

IIpn aTOM B LIeHTPAJbHOI YacTU CTUXOTBOPEHMUS JBYM «JI€TaTbHBIM»
COBETCKVM IT09TaM IIPOTMBOIIOCTABIEHO Cpasy YeTblpe HeOo(UINATbHBIX
[09Ta, JIera/IbHO MyOIMKOBABIINXCs, Kak 1 CaTyHOBCKWUIL, /INIIb KaK aBTO-
PBI KHIDKEK [/ feteit. IIprdyeM cTMXM MX XapaKTepU3OBaHbI IBYMs YKpa-
MHU3MAMU — «IUTAHKW» (KHVDKKU [T IETCKOTO YTEHMWS) M «BECHSHKI»
(0OpsimoBBIE TIECHM-3AK/INYKM, COMPOBOXK/ABINNE BOCTOYHOCTABIHCKUINA
O0psf KIMKaHbs BEeCHBI — CM.. ATAalKMHa 1995): JYMaeTcs, YTO BBICTaB-
JIeHHble YIapeHMs HaJ, CIOBaMM — BCe TOT jKe IpMeM aKI[eHTUPOBAHUA
IOBYXYZApHOCTM CTMXa. Mbl HIOMHNUM, YTO C/IOXKHAsl 9THMYeCKas CaMOMIEH-
TYHOCTh CaTyHOBCKOTO, ypoxkeH1ja ExatrepuHocaBa, BKIo4ana B cebs He
TONIBKO PYCCKOCTDb U €BPEliCTBO, HO M YKPAMHCTBOZ!, 4TO penpeseHTupyeT-
Cs 3[lech JMCHO/NIb30BaHMEM YKpaVHMU3MOB. [IBe IociegHue UeHTUIHOCTI
CIIy’KaT CBOero popa MeTadopoil ero HeIpOCTOro, CIOBHO ObI He COBCEM
3aKOHHOTO TIOJIOXKEHMA B PYCCKOI COBETCKOI TUTepaType — IO CYTH, Ha ee
nepudepun, yeM sBSIACH AUTeparypa mis pereil. COMMKaeT BCeX YeThl-
pex I03TOB U TO, YTO BCE OHU OTAA/IM JaHb 3ayMu (Ipexje Bcero BeeneH-
CKuit ¥ XapMc, HauMHABIINE CBOI TBOPYECKMII TyTh B «OpeHe 3ayMHIKOB
DSO», o n y Canrupa ¢ XonMHBIM K KOHITY 1960-X TOfIOB YK€ €CTb OIbITHI
3ayMHOII 1103311 >,

O 6mmsoctu g Hero o6omx 1mo3ToB CaTyHOBCKMII pasMbILUISAET B
crarbe «[Toat I'enpux Canrup u ero mosma ,,Crapuxu® (1964)»: mpeparas

21 Cum. 06 3TOM, Hamp., cTUXoTBOpeHIe «Moé — He Moé — Hebo...» [177].
22 Cwm., Hanp., uuki Camnrupa «Cruxu u3 Tpex aneMeHToB» (Canrup 2024: 30-37) wm «IIcamom
mectb» u3 Kuuru «IIcanmen» (Carmrmp 2023: 12).
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COOCTBEHHYIO TUIIOJIOTMIO IIO3TOB — AaBTOPOB «CO3HATEIbHBIX» CTMXOT-
BOpeHNI (II03TOB «YMCTBEHHBIX», «Pal[IOHAJbHBIX») I aBTOPOB CTUXOT-
BOPEHUII «HECO3HATE/NbHBIX» (II09TOB «MPPAL[IOHAIbHBIX», CKIOHHBIX
«eopMmpoBaTh [IEVICTBUTENBHOCTD»), — BCEX TPOUX, B TOM 4UCTIE U ceds,
CaTyHOBCKMIT OTHOCUT K IlepBoii rpynne. Ho mpu atom orosapuBaercs:

«CosHaTe/bHble» CTUXM TPYJAHO IMcaThb. Ha mepBblii B3I/IAJ OHM CTPALITHO
TIOXO>KM Ha CTUXM HEIIOITOB — OHU MajIoNo3THYHbL. OHY He BO3/Ie/ICTBYIOT
Ha YyBCTBa uuTaTesnsA. PasHble MO9THI MO-PAa3HOMY IIPEOJIONIEBAIOT ITY TPY-
HOCTb. XOJIVH, HaIIpIMep — aBTOP MPayHOBATbIX a)OPMU3MOB U IapajoK-
COB, IPUKPBIBAETCSA 3ayMbI0. TO TOXKE YMHBIN, XOTs VI He YHUBEPCATbHbIN
CII0CO06: Heb3s e, B CAMOM JieJie, BCIO KM3HD IMcaTh: «Ha-ya 4u-uu qy-4y
ye-ye». A Canrup yXOguT B IOITUYECKUIT MUP CHOB, HaHTA3MIil, MUP IIOJ-
CO3HATENbHOTO, OTKPBITHII J/I CAMbIX CHOTCIINOATeIbHBIX MeTadop 1 TPO-
I10B, [OCTYIHBLIT TI00bIM HedopManuam. TpynHO, MHe Ka)keTCsl, BBIIYMATh
JIYYLINIT IPMeM [JIS TOrO, YTOObI «CO3HATE/MbHBIE» CTUXI HE MOMYYasiCh,
TaKMMM CKYYHBIMU ¥ JJa’Ke MHOJ pa3 HPAaBOYUMTETbHBIMM, KaK HEKOTOpPBIE
ctuxu CITyIIKOTO MV MO

(CaryHOBCKMIT 1993: 239)

«CosHatenbHOCTD» il CaTyHOBCKOTO, KaK MOXKHO IIOHSATD, CPOTHM «KOH-
CTPYKTUBHOCT!», OCO3HAHHOJ paboTe ¢ pUTMOM UM CTMXOBON (hopmoit —
JMIMEHHO B 9TOM OH OLIyIaeT 611M30CTb A cebs TBOPUECKON MaHephl
Canrmpa: kak u 'y camoro CaTyHOBCKOTO, «HEKOTOPBIE €TI0 CTUXU TATOTeNN
K PaeIlHMKY, ONMMPAINCh Ha KIay3yny (pudMsbl, aCCOHAHCHI, JUCCOHAHCHL,
MHOIZIa C yHapeHMeM Ha Hecornacylommxcsa ciaorax)» (Tam sxe: 240). Ilpn
3TOM K aHamum3y moambl «Crapukm» CaTyHOBCKHUII IBITAETCS HOMONTHU C
JIMHTBOIIO9TMYECKMIM MHCTPYMeHTapueM, obpalljas BHUMaHNe IIPeXie Bce-
rO Ha TO, YTO €My CaMOMY Ba)KHO J O/IM3KO: OTMe4aeT HPUCYIIYIO TEKCTY
NIapaTaKCUYHOCTb, CMEHY MO3MINII MOfIJIeXKAIero ¥ CKa3yeMOro B 3aBUCU-
MOCTY OT MX MeCTa B IIepBOIl, BTOPOIl W/IN TPeThell YacTy IPOU3BEeHMS.
Ho camoe nHTepecHoe — 3T0 nonbiTKa CaTyHOBCKOTO PAaCCMOTPETD MTO3IMY
Canrupa yepes ONTHKY TAKTOMETPUYIECKOI KOHIETILIV:

Ecnu TOBOPUTH O TaKTOBOJ OCHOBE (HOI[‘IepKI/IBaIO, OCHOBe!) purMa 110aMbl,

s ObI CYMTAJ, 4YTO OHA HalMCaHa TpeX- U YE€TbIPEXYNAaPHbIMN CTUXaMU. []
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Ho purMuyeckas cxema y HUX OfHA, KaK ofHa cxeMma y Ilymkuna u y Ila-
CTepHaKa. B HEKOTOPBIX CTPOKAX MOIMBI (MX JJOBOJIBHO MHOTO) Y/apeHMUsI
HpI/IXO)lI/[TCH 3aMEHATH naysaMM (I/UII/I, 4qTo paBHOCI/UIbHO, Ha OJHO C/IOBO
CTaBUTH He OHO, @ HECKOIBKO yHapeHIit).

(Tam xe: 244)

CaTyHOBCKMII Ja)ke PAacIMChIBAeT BCIO TI09MY B BUfIe TAOMUIIBI U3 4 KOJIO-
HOK, pa3byBas Ka>K[blil CTUX HA 3 WIN 4 TAKTa — B 3aBUCUMOCTHU OT AJIN-
HBI CTPOKM M XapaKTepa Iay3upoBaHUsA. BOT Kak, K IpUMepY, BBIIIANAT
JLI HeTO IepBble iBe CTPOMBI IOMBI «C TOYKM 3PEHNUSA ,TAKTOBOI CXeMBbI »
(Tam »e: 245) — B TOJI ee pefaKLuy, KOTOpasi, BUAMMO, Y HEro Oblia:

Crpoda Crpoka Takr 1 Taxkr 2 Takr 3 TakT 4
I 1 Mope HIMPOKO Haberaer Ha IUIAK
2 Bonub TPACYT 6opopamu
3 [IpeBHETpedeCcKUX  My[pelLjoB eBperiCcKIX CBAIEHHUKOB
4 W crappix dunocodon Haulero BpeMeHM
11 5 Bot onn cyxue cra- PUKMI
6 Cupgar M JIeXaT Ha 6erom ecke

Mbl Bupnm, uto CaTyHOBCKUII BO BTOPOM CTHXE TaKT 4 JIeJIaeT «IIyCTBIM»
(4TO O3HawaeT may3y Ipu AeKTaMallyi), TOTAa KaK B IATOM CTUXe, Ifie He
BUUT HEOOXOAVIMOCTY B IIayse, CJIOBO «CTAapMKM» pa3bMBaeT Ha 2 TaKTa
(mpmem, usBecTHBIT HaM 110 puHaIBPHOMY cTHXY «KOpHeeBoit cTpodbl» mtn
ero nogo6uio). Bupouewm, oH gomyckaet: «CTPOKy 5 MHa4Ye MOXKHO HAINUCATh
»BoT oHu (maysa) cegpie crapuku'» (TaMm >Ke), HO TOSACHSET MPUYNHY, 3a-
CTaB/IAIOLYI0 pa30uBaTh Ha TAaKThI IIPOU3BEiCHNE:

Jleno B TOM, YTO B 00/IACTM HMPOCOAMY, PUTMA JEHCTBYeT 3aKOH Mppajina-
nuu. Ilo 3TOMy 3aKOHY, MOYYyBCTBOBaB PUTMUYECKYI CXEMY CTUXA, MBI
MIOJICO3HATE/IPHO PACIPOCTPAHAEM €€ U Ha Te CTPOYKM, Ifie CXeMa He-
CKO/IBKO HapyiuaeTcs. [...] Mbl IOICO3HATENBHO OLIYIIAeM 9Ty CXeMy — I
OlNyIlaeM OTCTYIIJIEHNUA OT Hee, KaK OTK/IOHEHNsA OT cXeMbl B moame «Cra-

PMKI» JOBOJIBHO TPYZHO «MPpPajuupoBaTb». [...] IIOHATHO, HUKTO He CTa-
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HeT unTarh «Iro ectb — nctuHa — (3¢)>* — crpocuma momosuHa (3¢ — 3¢)
paBBMHa — u — mycroil — JleB — ToncToit — cka3an — MCTMHA — BHY-
TpU — Hac». MBI IpOUsHeceM 9TH CTPOKY, 60jIee MM MeHee OTK/IOHSSACH OT
9TOI CXEMBI, U 5 TNYHO NPOM3HOUIY MX TaK, KaK OHN HaIlledaTaHbl ¥ IPOU3-
HocATca Canrupom.

(Tam xe)

Takum obpasom, xoTss CaTyHOBCKUIT 1M NPU3HAET OTHOCUTEIBHYIO pere-
BAaHTHOCTb TaKTOMETPMYECKOTO IOAXOAa K CTMXaM, IOCTPOEHHBIM Ha pe-

9€BOM, OEKTAMalJVIOHHOM IOAXOA€ K UX PUTMY, U 0CO6€HHO, KaK MbI 9TO

BUNEIN, K CTUXY (I)OHI)K)IOPHOMY, OJHAKO OH HE€ CTPEMUTCA HEIIPEMEHHO

BIINCAaTb B CXEMY 106011 CTI/IXOTBOprII?I MaTepuai. [ToaT roToB oTmMevaTh

CJIOJKHbIE TIPOLECChL CO6IIIO,E[CHI/IH/OTKTIOHCHI/IH OT CX€Mbl, Ha OUATICKTUKE

KOTOPDBIX U NEPKUTCA MOITNIECKOE IIPON3BENEHNE. W B aTOM CMBICIIE C HUM

HEOXXNAAHHO COMNAAPU3NPYETCA aBTOP PELEH3MN Ha COBPEMEHHOE M3[Aa-

Hue «Purmonornn» A.KBATKOBCKOrO:

[...] B pycckoit moasuu BceoOiero mepexona Ha Bepnubp MOKa He IIPOVC-
xopurt. [Ipu moncke HOBBIX MeTPUYECKUX BO3MOXXHOCTEIl OHa Bce GOblire
UCIIO/Nb3YeT MOMBHUK M aKLEHTHBI CTUX, KaK Obl CTPaxXysiCh OT IOJIHOI
OTepy peryasipHOCTH. To eCTb 0CTaeTCs B TOI PUTMUYECKOIT 00/IACTH, Te
[IpUMeHeHIe TAKTOMETPIIeCKOll TeOopuy IpeACTaB/sieTcsi Haubosee mpo-
IYKTUBHBIM — I Tfje, MOXKeT ObITh He [/l MAaCCOBBIX IIO[ICUETOB, HO /IS
JeTa/IbHOTO CPaBHEHMs PA3NUYHBIX MOITHYECKUX IPAKTUK, HAVTYYLINM
METOZJOM KaK pas i OKakeTcs Teopust KBATKOBCKOrO.

(Ty6aitmoBckuit 2009)

23 OtMeTuM 3pech ynoTpebneHne CaTyHOBCKUM CIIEIMATBHOTO 3HAYKA «(9C)», IPYUyMaHHOTO

Vinbeit CenbBUHCKMM, KOTODBIi TIOSACHS €ro Tak: «[...] o3HavaeT maysy. IIpousHOCUTD po
cebst» (CenbBuHCKuit 1971: 117). [lo-BUAMMOMY, €ro CleAyeT OTIMYaTh OT APYroro 3Ha4Ka —
«(acrta)», OIpeMIeNnsAeMOro aBTOPOM KaK «TaKT IMay3bl — IPOU3HOCKUTD mpo cebsi» (CenbBuH-
CKuMit 1972: 65). B paMKax TaKTOMETPUYECKOIT CUCTeMbI KOHCTPYKTUBICTOB «TaKT» — OH JKe
«xpara» (KBATKOBCKMII 1966: 141-142), QHAJIOT «CTOIbBI» B CTUXOMETPUN, MOXKET COCTOATDH
U3 HECKONbKUX «Io7eit» (OT BYX /IO LIECTH), TO eCTh (9cTa) — HeduTo Gosbluee deM (9C):
MOXHO CKa3arb, «(3C)» — 3T0 Iaysa Ha fjone (a «(3¢c — 3c¢)» — Ha ABYX JOMAX), «(3cTa)»
JKe — I1aysa Ha Lje/IoM TakTe. 3a 06CysKieHne aToro Borpoca 6rarogapio I0pust Opimikoro
n Kupmrna Kopyarnna.
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Kak m agent Takromerpmyeckoro mopxoma KBATkoBckmit, CaTyHOBCKUI
CTOJIb >Ke JINTePATYPHbINI KPUTUK U JIUTEPATypPOBefl, CKOIb U MO3T, K TOMY
Ke — WMHXXEHEP-XUMUK I10 00pasOoBaHMIO U POAY [esATENTbHOCTI, 4YesIo-
BeK VI3 €CTeCTBEHHO-HAy4YHOI cepbl. ITO MOXKET OTY4ACTU OOBACHUTH He
TOJIBKO €0 yBJIEYEHHOCTb TAaKTOMETPUYECKON CUCTEMON CTUXOCIOXKEHNS,
a/IbTEPHATUBHOI 6ojlee MPUSHAHHON CUIIAOOTOHUYECKOI, HO ¥ CTpeMiIe-
HIe OIpOOOBAaTh TAKTOMETPUUYECKYI0 MATPUILY B CBOEIl COOCTBEHHOII IO-
STUYECKOI NMPAKTUKe, a TAaKXe 1 B JIMTEPATyPHO-KPUTUYECKUX paboTax,
IpUMEHUB ee K Kpyry Ommskux pnsd Hero aBTopoB. Kak m KsATkoBCKMIL,
CaryHOBCKMII caM ObUI BBIXOALIEM M3 ILIKOJIBI OTEYECTBEHHOTO IO3THYe-
CKOTO KOHCTPYKTVBM3Ma 1920-X T'OfIOB, YbM HOVCKM BHOBb OKa3a/lNCh CO-
3BYYHBI OTTEIENbHBIM M IIEPBBIM IIOC/IEOTTENeIbHBIM IOflaM, C MX KY/IbTOM
HO3UTUBICTCKOTO 3HAHMA B TYMaHUTapHOI cepe (faBlIero, K IpuMepy,
MOCKOBCKO-TapTYCKMIT CTPYKTYpaIM3M M CTaTUCTUYECKOe CTUXOBENEHNe).
W pmake HemoCTaTKM, KOTOpPBbIE IIPOJEMOHCTPMpPOBa/a TaKTOMETPIYecKas
CMCTeMa Ha ypOBHe Teopyy (HaIpuMep, ee TPOMO3IKOCTb ¥ HeYHUBEPCalb-
HOCTB), TeM He MeHee He 00epHY/IUCh Heyfadell B XyL0XKeCTBEHHOM CMBICTIE,
KOIZIa II09T 3KCIIePMMEHTMPOBAN C PUTMMYECKMM PUCYHKOM CTMXA, OC-
MBICTIAA €r0 B TAKTOMETMYeCKMX IapaMeTpax. HampoTus, Kak 3TO 4acTo
ObIBaeT C TAKOrO POJa BTOP)KEHMEM HAay4HOTO AMCKYpCa WIM MCCIeNOBa-
TeNTbCKU-9KCIIEPYMEHTAIbHON YCTAHOBKM B ITOITUYECKOE TBOPYECTBO, OHM
CYIIECTBEHHO PaCUIMPUINM BO3MOXXHOCTM aBTOPCKMX IIOMCKOB U HaXOJOK
Ha 3ToM nyTu. K TOMy >ke 9TO obpalieHne K CTUXOBE[IeCKOMY HaC/IefMIo
KOHCTPYKTMBM3MA JaBano CaTyHOBCKOMY, B YCTIOBMAX YYXKEPOLHOCTU €ro
TBOpYECTBA /I OQULMATBHBIX TUTUHCTUTYINI, BOSMOXKHOCTD HMOJCIY/-
HO BBICTPONUTb COOCTBEHHYIO IIOITUYECKYIO T€HeasIorIIo, BO3BO/S ee K I10-
YTEHHOJ IO3TNYECKOI HIKOJIE 1920-X FOJIOB, I TeM JIETUTUMMU3NPOBATh CBOE
TBOPYECTBO B KOHTEKCTE PYCCKOA3BIYHON 1M0931M XX Beka.
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Lev Oborin

Yan Satunovsky and the Genre of “Definition of Poetry”

Abstract: The article examines the genre of “definition of poetry” in the poetic oeuvre
of Yan Satunovsky (1913-1982). Analyzing Satunovsky’s poems that define or charac-
terize poetry, it traces his engagement with questions of poetics and his continued
dialogue with the Russian poetic tradition, including such authors as Boris Pasternak,
Georgy Obolduev, and especially Boris Slutsky, one of the few officially recognized
contemporary poets whose work Satunovsky admired. Satunovsky’s definitions of
poetry engage with broad questions about the nature, purpose, and possibilities of
poetry itself — with some key ideas summarized in his famous monostich, “The most
important thing is to have the audacity to know that this is poetry”. They also reflect
both his avant-garde heritage and his position as an unofficial poet. The analysis re-
veals how Satunovsky’s definitions of poetry often combine elements of that legacy

with a distinctively ethics-inflected approach to poetic material.

Keywords: poetry, poetics, Lianozovo school, Boris Slutsky, Georgy Obolduev

From audacity to poverty: a scatter of definitions

Like many other poets, Yan Satunovsky often reflected in his poems on his
craft, its philosophical and ethical implications. Perhaps the ethical dimen-
sion was the most important for him. During his lifetime, Satunovsky was an
unpublished poet (except children’s books), which sometimes comes out as
bitterness in his works. Since his poetry was a continuation of Russian avant-
garde poetics, he found it necessary to compare his self-perception as a poet
with those recorded by the avant-garde poets of the past, including Maya-
kovsky, Pasternak, and the circle of Constructivists — despite not enjoying
even a fraction of their recognition. At the same time, he remained in dialogue
with his contemporaries whom he knew personally or at least admired as a
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reader. The result of these dialogues and reflections was a significant broaden-
ing of the “definition of poetry” - a type of poem that can be said to constitute
a separate genre in the Russian tradition (Oborin 2015).

An anthology of Russian metapoetic statements, published in the 2000s
(Shtain et al. 2002-2006), comprises four large volumes — and, of course, does
not encompass this phenomenon in its entirety: one glaring omission is the
works of Satunovsky, although fellow Lianozovo poets Evgeny Kropivnitsky
and Genrikh Sapgir are represented. In various literary systems, the definition
of poetry constitutes an aesthetic creed that typically corresponds not only to
the author’s own axiology but also to their position in that literary system: by
saying that poetry is one thing and not another (“a suburb, not a chorus’, to
take an example from Pasternak)’, poets assert their stance within the literary
landscape and offer their perspective on the work of their fellow poets.

As Stephanie Sandler writes, the Russian tradition, especially in the twenti-
eth century, “elevates poems about poetry making; it potentially orients poetry,
poets, and readers toward the past” (Sandler 2024: 21-22). However, in the
twentieth century the definitions of poetry themselves were often not as ele-
vated, both semantically and stylistically, as had been the case in previous
centuries, e.g. in the poetry of Gavriil Derzhavin or Nikolai Nekrasov. David
Burliuk, a Russophone Ukrainian poet who was one of the founders of Rus-
sian Futurism, calls poetry a “worn-out floozy” (“istrepannaia devka”; D. Bur-
liuk / N. Burliuk 2002: 170). For Anna Akhmatova, famously, poetry grows
from trash; for Vladimir Mayakovsky, it’s “radium mining” (“dobycha radiia”;
Maiakovskii 1955-1961: VII, 121) — something that could be taken as an honor-
able and even sacred work if not for the poet’s obvious irony. Meanwhile, in his
article “Kak delat’ stikhi?” (“How to make poetry?”), one of the most significant
Russian examples of ars poetica in the twentieth century, Mayakovsky bluntly
states: “Poéziia — proizvodstvo” (“Poetry is production”; ibid.: XIII, 116). For
Satunovsky, with his Constructivist background, the idea of poetry as industry
is also important — but, as this article will demonstrate, it is prone to subver-
sion: for example, he can compare poetry to a prosthetics factory (see below).
It is worth recalling that the flip side of the industrial life, emphasizing its
emaciated anti-lyricism, is the subject of Satunovsky’s fellow Lianozovo poet
Igor’ Kholin'’s most famous cycle “Zhiteli baraka” (“Barrack Dwellers”). These

1 «Ter mpuropog, a He npure» («I[1oa3ns», 1922; Pasternak 1977: 230).
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examples suggest that while modernism reconsiders poetry’s traditional status
as a sublime, sacred occupation, the very scope of poetry’s definitions expands
along with its creative possibilities. While this shift might seem to desacralize
poetry, it could also be viewed as elevating the mundane - a trend that can be
traced back to Pushkin’s poetry.

In his work on “definitions of poetry” in the 1990s-2010s, Aleksandr Zhit-
enev analyzes the work of such poets as D. A. Prigov, Mikhail Aizenberg, Maria
Stepanova, and Evgenia Suslova, and demonstrates that today’s “definition of
poetry” is associated precisely with the idea of crossing borders, transgression,
moving away from normativity - understood in terms of formal limitations or
in terms of the stereotypical lyrical attitude (Zhitenev 2022). It can be said that
Yan Satunovsky was one of the poets who established this trend for the next
generation. His 1976 monostich «[TaBHOe 1MeTh HaXa/IbCTBO 3HATH, YTO ITO
cruxn» (“The most important thing is to have the audacity to know that this
is poetry”; [399])? is an example of a radical break with normative poetics -
something quite characteristic for the practice of the Lianozovo poets. The
group persistently problematized its underground status and its juxtaposition
to “official” poetry and poetics. Satunovsky was perhaps the most active in
this regard. «Iloasmus1, eé 3HaueHMe, €€ MPUPOMA, CYTh — BOT JH0OMMeITIIasn
TeMa [IA pa3MblIIeH I 1 nccnefoBanuit y Jua CaryHoBcKoro», writes Olga
Lebedinskaia in her essay about the poet (Lebedinskaia 2013: 13).°

Among Satunovsky’s collected poems (Satunovsky 2012), we encounter
several distinct cases of “definitions of poetry”. This article examines several
of the most significant examples, beginning with the aforementioned famous
single-line poem:

['maBHOE MMeTh HaXambCTBO 3HATD, YTO OTO CTUXI.

The most important thing is to have the audacity to know that this is poetry.*

2 Inthe recent translation by Ainsley Morse and Philip Redko, the poem goes, “The main thing
is to have the chutzpah to know this is poetry”. For a detailed analysis of this monostich, see
Kukuj’s article in this volume.

3 “Poetry - its meaning, nature, and essence — is Satunovsky’s favorite subject of reflection and
inquiry”

4  Unless otherwise indicated, all translations are mine. - L. O.
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It was written in 1976, six years before Satunovsky’s death. By that time, he had
already written most of his oeuvre; thus, one is tempted to read this monostich
as a kind of self-definition, a poet’s creed. Quoting this poem in his book on the
Russian monostich, Dmitrii Kuz'min describes the strong tension “between
its obvious self-referential character — and equally obvious non-poetic nature,
freedom from any metrical or sound organization, absence of any tropes, etc.:
all this takes on the character of a negative device”.> However, in a subsequent
short publication, Kuz'min would argue that a kind of implicit, loose trochaic
rhythm can still be discerned in Satunovsky’s monostich (Kuz'min 2016b).

Satunovsky’s aphoristic text is constructed so that the word stikhi (“poem”
or “poetry”), standing seemingly in a highlighted position (it is at the end of
the poem and looks like the purpose of its creation), is overshadowed by at
least three words, each of which has its own self-referential property. Glavnoe
(“the most important thing”) serves as the subject of the statement. Nakhal'-
stvo (“audacity”, or “chutzpah”) is a word which throughout the history of
Russian poetry changed its connotations several times: from the purely neg-
ative ones in the Neoclassical era to more positive ones in the Romantic era,
then to the ironic one in the mid-nineteenth century, and again pejorative
in the twentieth century; it is worth noting that the rhyme to nakhal’stvo in
the overwhelming majority of cases is nachal'stvo, “authorities”, and one can
assume that with his nakhal'stvo, Satunovsky refutes the authoritative settings
of poetic normativity. Finally, there is the word znat' (“to know”) - according
to Kuz'min, this verb presupposes the truthfulness of the assertion in advance,
reinforcing the poet’s confidence: “these are poems”®

But what is “this” (ét0)? Of course, it's not just about the monostich - a
minimalistic form, the belonging of which to poetry has been debated more
than once. Perhaps “this” is not only the poetry of Satunovsky or those close to
him. Perhaps “this” can be anything — and in that case, this poetic creed can be
read as the advice of an author who has successfully overcome the boundaries
of poetic possibilities: poetry is what you know to be poetry. The entire poem,
then, can be read as a justification for such a technique as ready-made (and

5  «[...] ocobeHHO CcHIbHOE HANpsDKEHMEe BO3HMKAET MEXy €ro OYeBUAHBIM aBTopede-
PEHTHBIM XapaKTePOM — U CTOJIb XK€ OUEBUIHOI ,, HETIOITIHOCTHIO , CBOOOION OT KaKOii-
1160 MeTPUYECKOIT 1 3BYKOBOIT OPTaHM3ALMN, OTCYTCTBIEM KaKMX-/I1OO0 TPOIIOB U T. [i.: BCe
3TO mpuobpeTaer Xapakrep MuHyc-nprema» (Kuz'min 2016a: 229).

6  Kuz'min references the linguist Elena Paducheva (Kuz'min 2016a: 229).
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“ready-made” phrases are often incorporated into Lianozovites’ poetry). This

orientation recalls the metapoetic ideas of LEF and the Constructivists; at the

same time, it leads us toward the theory of Conceptualist art. In much Concep-
tualist art, the act of declaring something art enacts its actually becoming art;

or the idea behind the art (including the idea of art-making itself) is the driv-
ing force behind the art’s viability, provoking thought processes that are, effec-
tively, art: “In conceptual art the idea or concept is the most important aspect

of the work. [...] The idea becomes a machine that makes the art” (LeWitt

1999: 13). A possible parallel to Satunovsky’s poem is another aphorism, by
Marshall McLuhan: “Art is anything you can get away with” (McLuhan/Fiore

2001: 132-136). “In my opinion, this is simply a definition of conceptualism,
after which no special theories (and conceptualists are very fond of them) are

needed”, Vladislav Kulakov comments on Satunovsky’s monostich.” And in a

1966 poem, Satunovsky himself seems to anticipate McLuhan: «IToasns — ato

T0, 4TO 51 cebe mosBonstio» (“Poetry is what I allow myself”; [198]).% He imme-
diately adds, suggesting that restrictions in poetry are no less important — or
at least they are something to bear with: «4ro 51 mossosnsio cebe, / u yero / He

no3-o-sito» (“What I allow myself / and what / I dis-al-low”; ibid.). Although

in one of his poems Satunovsky states that “Everything is being told into verse”
(«Bcé BpIroBapuBaeTcst B CTHx»; [56]), there are limits to this “everything”:
Satunovsky is not an “encyclopedic” poet. In one of his most important meta-
poetic texts that can be read as a credo and an answer to the criticism from

his acquaintances, he writes:

MHe roBopAT:

KaKasi 6efHOCTb croBapsi!
Ila, 6emHOCTD, 6€JHOCTD;
HY30CTb, THUJIOCTb 6apaKoB;

CepOoCTb, CBIPOCTb CMEpPTHAS;

7 «Ilo-MoeMy, 9TO IIPOCTO ONpefieIeH e KOHLENTYAMN3Ma, IT0C/Ie KOTOPOrO HUKAKUX 0COOBIX
Teopuil (a Ha HUX KOHL[ENTYa/IMCTBI OYeHb Topasybl) yxe 1 He Tpebyercsi» (Kulakov 2009).

8  Satunovsky’s statement can be read in various ways, with different sociological and metapo-
etic implications: “Poetry is whatever I allow myself”; “Poetry is the only thing I can allow
myself”; “Poetry is what I (as opposed to everyone else) allow myself”. I would like to thank
Luba Golburt for this observation.
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M BEYHBIIl CTPaXx: a HY, KaK...
na, 6eJHOCTD, TaK.

[72]

They tell me:

what poverty of lexicon!

Yes, poverty, poverty;

misery, rot of the barracks;

grayness,

deathly damp;

and constant fear: well, so..

yeah, poverty, that’s right.

(Transl. by Ainsley Morse and Philip Redko)®

This poem deserves a close reading. The first thing that grabs our attention is
the construction in the beginning: “They tell me” or “I am told”. Who, exactly,
reprimands Satunovsky for the “poverty” of his vocabulary? As mentioned
above, Satunovsky’s poems were not published (tamizdat publications would
happen only near the end of his life), and the only aesthetic evaluation he
could get was from the few people whom he showed his poetry (e.g., in 1945
he met Ilya Ehrenburg, who approved of the poems; Burkov 2009: 4). The
poem under consideration was presumably written in the 1950s', before
Satunovsky’s first contacts with the Lianozovo group (which didn't exist yet)
and long after his pre-war acquaintance with the Constructivist and IFLI"
circles (some of these poets were killed in combat). Of course, he could have
shown his poetry to friends - but Katia Kompaneets, the daughter of one of
Satunovsky’s friends, states in her memoirs that his poetry was unknown to

9  The translations by Morse and Redko, henceforth quoted in this article, will be published in
the forthcoming collection of Satunovsky’s poems Prosthetics Factory.

10 It is published among the 1950s poems in Satunovsky 2012; the editor of the volume, Ivan
Akhmet'ev, presumes that it was written no later than mid-50s. I would like to thank
Akhmet'ev for this clarification.

11 IFLI (Moscow Institute for Philosophy, Literature, and History) was a short-lived but influen-
tial humanities college that separated from the Moscow State University in 1931 and merged
back into it ten years later. IFLI was the alma mater for dozens of Soviet poets; some of them
fought and were killed in the World War II.



Yan Satunovsky and the Genre of “Definition of Poetry” 235

the circle of his youth (Kompaneets 2009: 2). It is, therefore, more likely that
he implies an imaginary figure of a collective critic. There is a kind of “subal-
tern” attitude to his poetry of the 1950-1960s: he feels the need to justify his
method (the unapologetic idea about the “audacity to know that this is poetry”
would crystalize later). As we will see, this attitude can be traced back to his
earliest literary connections. Meanwhile, the “constant fear” that Satunovsky
references is biographical: the poet’s brother, Piotr, recalled that in the late
1970s Satunovsky specifically asked the Lianozovo painter Oskar Rabin, who
had by then emigrated to France, to halt the publication of his book: «[...] on
Gosics; 60sICA MPOBOKALNIL, TTOrPOMa, GOS/ICA 3a CBOMX B3POCIIBIX fj04e-
peit [...]» (Burkov 2009: 9-10).1?
fear and protest as Satunovsky’s poetic position (Kulakov 1999: 30). The word
“fear” (strakh) can be found in yet another Satunovsky “definition of poetry”:
«[...] ctux - / aTo cmex co crpaxy [...]» ([234]; “[...] a poem / is laughter
induced by fear [...]”).

Satunovsky’s justification of his method of “poverty” should be placed

Vladislav Kulakov cites the juxtaposition of

in a broader context (see Vitte 2021). As Grigory Starikovsky argues, “the
dominant state of Satunovsky’s poetry is contemplation of the ‘surrounding
environment’, however terrible it may be”.!*> We might compare this with a
poem by Satunovsky’s fellow Lianozovo poet Evgenii Kropivnitskii: «[Ta, me-
Bel s HuIeThl / VI TOMOfHBIX U XOMOAHBIX: / YMupaomux crapyx, / O6es-
nonenHbIx, y6orux [...]» (Kropivnitskii 2004: 504)."

Satunovsky in the 1960s: Dialogue with the First Avant-Garde

In the 1960s, during Satunovsky’s creative peak associated with his close
contacts with the Lianozovo group, he produced the greatest number of
“definitions of poetry”; he even wrote a specific poetic cycle titled “Piat’ sti-
khotvorenii o poezii” (“Five Poems About Poetry”; [485-489]), where he, with
a grain of ironic nostalgia, recalls the times when the “elders”, the Futurists and

12 “[...] he was afraid; afraid of provocations, of a pogrom, he was afraid for his grown-up

daughters [...]“
13 «OcHOBHOe cocTosiHMe 10931M CaTYHOBCKOTO — CO3€pLaHIie «OKPY)KAIOLieil Cpefbl»,

KaKoJi OBl cTpalIHoit oHa Hit 6b11a» (Starikovskii 2013).
14 “Yes, I am a poet of poverty / And the hungry, and the freezing: / Of dying old women, /
Hapless, wretched [...]".
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Constructivists, now virtually extinct, “tried to tailor poetry to the growth /
of labor productivity”. Satunovsky counters this rationalism with a more con-
temporary poetic credo:

Lleny 1093M11 HEVCIIOBELMBL.
Dopma — cBobOOfIHA.
CopepskaHie: HIYTO He 3aIIPELIeHO.
IIpoTHBOIIOKA3aHO OHO —

XKa)KJ1a [IOPAXKaTh,

KaK 1ieJ1b 033U [...]
[487]

The purposes of poetry are unfathomable.
Its form, free.
Its content: nothing is forbidden.
Only one thing is contraindicated -
the urge to astonish
as poetry’s aim. [...]

This “urge to astonish” also extends to poétichnost’ (“a poetic quality”) - per-
ceived as a stylistic quality and external effect. Such a “poetic quality” inher-
its its theme from conventionally understood lyricism - a subject of special
antipathy for Satunovsky: «Opus most, foBonbHO cuMmnaTnyHbIf, / Ckasan: /
— CTuxu OMKHbBI 6BITH AHTUTIOITUYHBI»; [542].1° Satunovsky is likely refer-
ring to the officially published authors of the 1960s who, in his eyes, aligned
with the official and benign discourse of “pure lyrics’, “flyweights” (e.g. «Bor
MesnKas KossaBka — Kyminep. / Cpefiu 4yxoHIeBbix oH [lymkun»; [255]'). In
another mocking dedication to Aleksandr Kushner (1974), Satunovsky would
blame him for disguising the official heaviness with lightness (in contrast to
the unofficial heaviness disguised as lightness - the “real” heaviness that is
genuine, hard-earned, elevated into a method).

Still, Satunovsky’s own “definitions of poetry” during this period range
from the conditionally romantic, reminiscent of his Constructivist youth,

15 “One poet, quite likable, / Said: / Poetry must be anti-poetic”.
16 “Here is a petty bug, Kushner, / a Pushkin among the chukhontsevs”.
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to the more stoic, laconic, and paradoxical. An example of the former can
be found in the 1961 poem “Svoim potainym fonarikom...” (“With your
secret flashlight”; [115]), describing the process of writing: «A camu cTrxu He
nuuryTes. / VIx mumnyT, kak semnro mamyTt».” The poet here speaks of the
effort of writing — which is curiously linked to the clandestine, almost thief-
like nature of this activity:

CBouMm noTaitHeIM GOHAPUKOM

MHOM pa3 — BCIO HOYb — [0 PacCBeTa,
3Halif, IAPUIIIb,

CBeTH,

10 C/IOBAPUKAM,

10 3aKpOMaM,

10 cycekaM |...]

With your secret flashlight,
sometimes — all night — until dawn,
you go rummaging,

lighting up

lexicons,

grain stores,

the bottom of the barrel [...]

(Transl. by Ainsley Morse and Philip Redko)

This might be read as a parallel to Osip Mandelstam’s idea of poetry being like
“stolen air” (“vorovannyi vozdukh”; Mandel’shtam 1994: 171) — a quote possi-
bly known to Satunovsky; at the same time, it is yet another indication of the
“poverty of vocabulary”: Satunovsky references the fairy tale Kolobok, where
an elderly peasant couple bake the round bun (kolobok) out of the last edible
scraps they could find in their “nooks and crannies”

A more modernist “definition of poetry”, possibly hinting at Mayakovsky,
can be found in the poem “Khochetsia napisat’ stikhotvorenie...” (“Id like to
write a poem...”; [147]).

17 “Poems don't write themselves. / They get written, as the earth gets tilled”
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XoueTcs HalMCaTh CTUXOTBOPEHUE
He TI0 3aMbIC/IaM CTapOTO BpeMeHI,
a

MOIMKACCIUCTEI,

IIOCOBpPEMEHHEE,

XO4eTCst
B MO mIm Xopeit
BCTaBUTh

BedepHee OTHEOKOHNeE,
XO049eTcs

NabaHyTh
cumbpamponnio

B COIPOBO>KAIEHNUM OHApeIi,

HO,

yBa)kaemas Iy6nmKa,

1093151 — KaBep3Has MY3bIKa;
HOCHTCA B BO3JyXe,

a B PYKM He JaéTcA.

I'd like to write a poem

not following the old-time ideas,
but

more Picasso-esque,

more contemporary,

Id like

to insert

an evening’s window-fire
into iambs or trochees,

Id like

to jam

a sym-pham-phony
accompanied by streetlights,
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but,

dear audience,

poetry is treacherous music;
it hovers in the air,

but you can’t quite grasp it.

Satunovsky likely recalls Mayakovsky’s “Iubileinoe” (“The Anniversary’, 1924),
a satirical commemoration of Pushkin: «Ho moasus - mpecBomounerinras
IITYKOBMHA: / CyliecTByeT — 1 Hit B 3y6 Horoi» (Maiakovskii 1955-1961: VI,
49)."® Unlike Mayakovsky, who ironically diminishes the status of his craft,
Satunovsky, after summarizing the history of Russian poetry from The Tale
of Igor’s Campaign to Futurism in just a few lines, acknowledges the elusive
nature of poetry. The speaker in his poems sometimes scolds himself for writ-
ing poems that are created “without the slightest effort” (“bez maleishei zatraty
sil”; [278]) and sarcastically congratulates poetry scholars who assume that
Tyutchev could have “miscalculated” (obschitat'sia) when creating a poem
(Ibid.: 296). This elusiveness, paradoxically, gives rise to the special tension of
poetic labor, inaccessible to the reader:

YnuraTenp — 4ero OH X04eT?

Ow xouer,

HACKOJIBKO A BbIACHNII,

110 — 3 — 3UI,

TO €CTh HEeSICHBIX MBIC/IEN
VI 3BYKOB KJIOKOYYIINX,

B yXe IeKOYYIIX
[228]

18 “But poetry is such a scoundrelish thing: it exists — and you can’t make heads nor tails of it”.
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The reader — what does he want?

He wants,
as far as I could understand,

po - e - try,

i.e., some vague thoughts

and some sounds, gurgling,
ear-tickling

The pursuit of “vague thoughts” may turn out to be so exhausting that in a
poem written on the same day (August 17, 1967), Satunovsky, while elaborating
on the “leftist” (Futurist/Proletkult/Constructivist) idea of poetry as industry,
immediately travesties it:

[...] Ho moasusa — aro Benb
He KOHCEPBHBIIT 3aBOJ?
Hert, nossus — aro
npoTesHsiii 3aBox! [...]
[228]

[...] Butlook, poetry

is hardly a canning factory?

No, poetry is

a prosthetics factory! [...]

(Transl. by Ainsley Morse and Philip Redko)

There may be several explanations as to why poetry is described by Satunovsky
as a “prosthetics factory”. One idea that seems apt is that, instead of produc-
ing “semi-finished”, “convenience’, “mass-market” goods, poetry rather makes
something that is gruesome, yet, in the end, can save a life; or, rather, some-
thing that can help a person return to a relatively fulfilling life while indicating
permanent trauma. For the generation of World War II veterans in which

Satunovsky belonged prosthetics were a constant part of reality.
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Opverall, it looks like in the 1960s, Satunovsky was composing his “defini-
tions of poetry” along a certain narrative line. After the “prosthetics factory”,
there appears a “med-tent” from the poets war recollections, reintroducing
the motifs of disability and injury experiences that are, in a way, more authen-
tic than the elusive and inadequate poetry (here we once again encounter the
poet’s “stoic” side):

ITossus rubnoe ferno,

IepbMo, I — KaKoe MHe JielI0?

B canbate, Ha mperoit coome
MBI [yMa/Ii yMY O JIOME.
[246]

A dead-end deal, that’s poetry,
a pile of shit, and — what's it to me?

In the med-tent, on musty straw,
we thought our thoughts of home.
(Transl. by Ainsley Morse and Philip Redko)

In this grim context, Satunovsky’s notion of “chopped prose” (“rublenaia
proza’) voiced in a 1968 poem can be seen in a new light (the poet uses this
term for free verse — once again with reference to Mayakovsky; [663]). Finally,
the coda of this macabre line of reasoning can be found in a 1969 poem titled
“Poéziia” (“Poetry”) that seems to be written from the perspective of poetry
itself:

51 BaM roBopIo: 4yjec He ObIBaeT.
Mens

BETPAHKON Ha3bIBAIOT.

A 1 He BeTpsIHKa,

a Yepnas Ocma.

Korpa BbI moiimete, OyzieT Mo3aHo.
[280]
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I say to you: there’s no such thing as miracles.
They

call me chickenpox.

I'm not chickenpox.

I'm Smallpox.

When you figure it out, it'll be too late.
(Transl. by Ainsley Morse and Philip Redko)

Comparing poetry to illness, Satunovsky suggests that it is not a light, trivial
illness, something “caught from the wind” (a notion felt in the Russian name
of chickenpox, literally “wind-pox”), but the dreadful smallpox, which leaves
its marks forever. As seen earlier, in the poverty-of-vocabulary poem, Satu-
novsky in his definitions of poetry often constructs someone else’s viewpoint
with which to argue. We can't say for certain who exactly called poetry “chick-
enpox’, but Satunovsky seems to have needed this claim in order to amplify
the idea of poetry’s subversive power. Perhaps here he engages in a dialogue
with the classical “definitions of poetry” coined by Boris Pasternak — begin-
ning with his long poem Vysokaia bolezn' (A Lofty Iliness) dedicated to the
work of poetry and describing it in detail, and continuing in: «O, 3Han 651
51, 9TO TaK 6bBaet, / [...] / Uro cTpouku ¢ KpoBbio — ybuBatot, / HaxmbiayT
roprnom u y6biot!» (Pasternak 1977: 303)" The fatal and accidental nature of
poetry was important for Satunovsky. In one of his later poems, he quotes
Mykola Vinhranovskyi, a Ukrainian poet whom he translated: «[Tossusa — ato
HeOXMaHHO OTKpbITas [pasaa» [412].%°

Contemporaries and acquaintances: Slutsky and Obolduev

A comparison with Satunovsky’s contemporaries sheds further light on his
understanding of poetry. The first poet to be drawn to such comparison is
Boris Slutsky, a fellow war veteran, an author who, like Satunovsky, was deeply
influenced by Constructivism, and one of the few officially recognized Soviet
poets whom Satunovsky admired. Although “we know nothing about the per-

19 “If I only knew that so it happens, / [...] / That the lines with blood can kill, / They will flow
down your throat and kill you!”
20 “Poetry is the accidentally discovered Truth”.
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sonal relationship between Slutsky and Satunovsky”,?! the connection between

their poetics has been noted many times.** Satunovsky mentioned Slutsky
repeatedly in his poems, always in a highly praiseful manner, addressing him
as a comrade-in-arms:

Bopuc A6pamosny Cryukuit,
TOBapUI SKCIIONUTPYK,
CILy4MJICs TAKOi CIy4aii,

4T0 MHe 6e3 Bac, kak 6es pyk

(cmyumnca — Takoit — ciyyvait!)

Yro mHe He Der,

He TroTues,

He Bynuu-Corory6

n He Cy4eBCcKuii,

a

Crryxnmi,

Bam

CTHUX,

paszipakalouuii CIyx,

HOHaJIO6I/ITICH BPYT.

CosHaTenbHOE CTUXOTBOPEHNE,
CHapsDKEHHOE KaK Ha BOJIHY,
HOHAZOOMUTCs B Hallle BpeMs
He MHe Of[HOMY.

[118]

Boris Abramovich Slutsky,
comrade ex-politruk [political officer],

21 «[...] o mmunbIx oTHOmeHMAX CrynKoro u CaryHOBCKOro Huuero He u3pectHo» (Korchagin
2021: 564).

22 A comprehensive study on this connection that has some biographical context has been pub-
lished by Kirill Korchagin (Korchagin 2021). Important ideas about the parallels between
Slutsky and Satunovsky, particularly in their treatment of their Jewish identities, can be
found in Marat Grinberg’s book on Slutsky (Grinberg 2011: 355-377).
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such a case has taken place -
without you, I'm helplessZ3,

(a case — has taken place!).

Not Fet,

not Tyutchev,

not Bunin or Sologub,
not Sluchevsky —

it was

Slutsky,

your poetry,

grating to the ear,

that suddenly became what I needed.

A conscious poem,
equipped as if for war,
in our time will be needed

not by me alone.

Characterizing this connection in the afterword to the collection of Satu-
novsky’s poems Rublenaia proza, Gennadii Aigi writes:

CIyLKuit Orosser CI0BO, JMIIAET ero MOoITU3MOB. CaTyHOBCKMIT JKe, HA
MOJI B3IJIsAJ, TOPasfo0 MHOTOTpaHHee. Y HEro ecTb Ta JKe IpsAMOTa U Oro-
JIEHHOCTb, 4TO U Y CIyLKOro, HO TaKXKe OH UZET M C JPYrOil, «X/IeGHUKOB-
CKO-KPY4Y€HOBCKOI» CTOPOHbI, OH HAC/IaXK/JAeTCsl IIPUPOJHOI AAHHOCTHIO
PYCCKOTO C/I0Ba, HACTa)KAAETCs TeM, YTO 9TO CIOBO CaMo II0 cebe IpeKpac-
HO, 4TO 9TO Borom maHHas 4e0BeKy urpa.

(Aigi 1994: 308)

Slutsky strips the word bare, deprives it of its poeticism. Satunovsky, in my

opinion, is much more multifaceted. He has the same directness and nakedness

as Slutsky. But he also is coming from another lineage, a “Khlebnikov-Kruchy-

23 Literally, “as if without hands” - note the continuation of the “prostetics” motif.
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e

onykh” one. He finds delight in the natural gifts of the Russian word, enjoying
the fact that this word itself is beautiful, that it is a game granted to humanity
by God.

Aigi’s description confirms the idea of Satunovsky’s allegiance to the avant-
garde principles that underlie Constructivist poetry — and allows us to
distinguish between Slutsky’s and Satunovsky’s poetics. Both poets use mil-
itary metaphors to speak about poetry. Satunovsky’s word “snariazhennoe”
(“equipped for war”) refers to arms, to the sharpening of rhetoric, to the use
of makeshift items as weapons. Similar metaphors are constant in Slutsky’s
“definitions of poetry”: «Tonbpko AMObI BbIep>kaT 60MObI» (Slutsky 1991: II,

)% «<Ctux> foBey 10 KOHAMIMIL, / 9TO6 CTal TUXUM U CTaTbHBIM, /

101
4T06 TO, YTO MHe TORMUTCS, / TOAUIOCH BceM ocTambHbIM» (Slutsky 1990:
288);% «Iloxoxee B mpo3se Ha aHeKHOT, / IIpoiifsa ckBo3b xopeit u AM6, /
HamomuHaeT B3opBaHHbI1 JOT / B conBeTby BOpoHOK U AM» (Slutsky 1991:
I, 349)%. This quality made Anna Akhmatova call Slutsky’s poems “made of
tin” (“zhestianye”; Ronen 2013: 339) — possibly referring to their discordant,
“metallic” sound. Yet the trochees and iambs that Slutsky refers to are standard

in poetry. Satunovsky would go much further, as in his 1965 poem:

ITo mynemerty!

I'panatoii!

BspbIBaTenb OCKOMOYHBI!
3apsAj HOpMasIbHbII!

Bor oH,

MIePBOMCTOYHUK MOMX CTUXOB.
[517]

At the machine gun!
With a grenade!

24 “Only the iambs can withstand the bombs”

25 “Tllrefine it [the verse] to the perfect condition, / make it sharp and steely, / so that what suits
me / will suit everybody else”

26 “What in prose would resemble a joke, / will, after passing through trochee and iamb, / look
like a bunker blown apart / amidst the flowering of craters and pits”.
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Fragmentation fuse!

Standard ammo!

This is

the primary source of my poetry.

Satunovsky here is not just speaking about his military experience: he is show-
ing how ready-made syntagms turn into poetic lines. In another 1960s poem,
he writes: «[Toasus, / onposausaiics!» (“Poetry, / prose yourself!”; [159]).

There is an intriguing twist in the story of Slutsky’s “tin allegiance”. Around

the time when Satunovsky wrote his poetic address to Slutsky, Slutsky himself

offered the following “definition of poetry”:

IToasnst — He MepTBbIiT CTONO.
IToasusa — xuBoe gpeso,

A KpoMe TOr0 — YNCTBIiI CTOT,
A KpoMe TOro — OKHa CJieBa.
Yr06 cneBa nmapgan 6eblil CBET
W cepblit, TeMHBII, Be4€POBDIIL, —
3aKaTbl, OJI/IeHb U PACCBET,
Korpa, cMATeH 1 o4apoBaH,

S npeso uypgHOeE pamty,

W kponoit HeOy yrpoxkalo,

W ckypHyI0 CBOMO Ipaiy
Jlanexkum KaMHeM 3apsiKalo.

(Slutsky 1991: I, 480)

Poetry is not a lifeless post.

Poetry is a living tree,

Besides, it’s a clean table,

Besides, it’s windows at the left.

So white light would fall from the left,
Or gray light, dark light, evening light;
Sunsets, noon, and sunrise,

When, embarrassed and enchanted,

I grow a wondrous tree,

And I threat the sky with its crown,
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And I load my meager sling
With a distant stone.

This poem looks very uncharacteristic for Slutsky, who previously would
proudly claim that amidst the versatility of Russian poetry he was “simple as
barley porridge” and “the one without chimes” («pocToit, kak s4Has Karua, /
[...] ommH, 4T06 3BOHY 6e3»; ibid.: 503). Admiration for sunsets and sunrises,
combined with exquisite enjambments, just doesn't fit the “tin” paradigm. For
Satunovsky, admiring sunsets by way of defining poetry was almost impos-
sible. In one of his early poems, he is openly skeptical about the luxury of a
poet’s own table, a poet’s own window, a poet’s own view of the sunset:

Tak uyro ke — crarb copeTrckuM PeTom
1 HAaC/IaXX/JaThCsA CBETOM, I[BeTOM Heba?
Ho, Bo-niepBbIX, 4en0BeK

ceifyac Ha 3TO ¥ HE CMOTPUT,

a CMOTPUT B 3€MIJIIO.

Bo-BTOpBIX,

®Der, KaK-HUKAK, OB KPEIIOCTHIK,

a s, ¢ — 4eM g obecrieuen? Yem?

So what - should I become a Soviet Fet

and take pleasure in sky’s light and hue?

But, firstly, a man

doesn’t look at all that now,

rather he looks at the ground.

And, secondly,

Fet, after all, was a serf-owner,

but what about me? What am I provided with? What?

I've already mentioned Satunovsky’s disdain toward his officially published
contemporaries who exploited the tradition of “quiet lyrics” and “art for art’s
sake”. For Satunovsky, just as for other Lianozovites (especially Vsevolod
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Nekrasov), such polemics mixed ethical and metapoetic aspects. This does not
mean that the association of nature with poetic sensation was taboo for Satun-
ovsky or Nekrasov. In a number of poems - notably, in “Poliubil ia poslednee
vremia...” (“Lately, I've grown to like..., 1958; [90]) — Satunovsky explores this
association. Characteristically, in such poems, he expresses his fondness for
the motifs of grayness and dullness, where nature merges with the mundane
communal atmosphere - consistent with the idea of “poverty of vocabulary”
The “concrete” metapoetic ideas of both Slutsky and Satunovsky can be
traced back to the poets of the Union of Approximately Equal (Soiuz pri-
blizitel'no ravnykh: Ivan Aksenov, Georgy Oboldueyv, Ivan Pul'kin). Following
the declarations of the Literary Center of the Constructivists, they called for
a “local method” or the method of the “localized device” («[...] npumenenme
K 06pa3soBaHMIO TPOIIOB — 3JIEMEHTOB PeYeBOro Marepuaa, 00pasyolero
C/I0BECHYIO Cpelly CybbekTa nsnoxkenns»; Korchagin 2021: 556).%” Satunovsky
was personally acquainted with Obolduev, perhaps the best-known member
of the Union, and very possibly was influenced by his ideas. In Obolduev’s
poems, we encounter “definitions of poetry” more than once. In his 1946 poem
“Poéziia” (“Poetry”), Obolduev actually refuses to give a direct definition:

He 3Haro 51, 4TO Takoe CTUXM,
Komy aro Hafio, KoMy HY>XHO,
Komy nonapobsrcss — tuxu,
Kaxk B30psI, KaK B3I/IAIBI, —
Tuxu, Kak 04M HOUM I0XKHOTA.
(Obolduev 2005: 65)

I don’t know what poetry is,
Who needs it, who requires it,
Who will make use of it, quiet,
As glances, as gazes,

Quiet as the eyes of a southern night.

As suggested by Galina Zykova (2020: 142-144), a direct response to this pas-
sage can be found in Satunovsky’s poem dedicated to Obolduev:

27 “[...] the application of the elements of speech material that form the verbal environment of
the subject to the construction of tropes”
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S Toxe mymari,
YTO 3TO CTUXM,
YTO 9TO

Xa-xa

a Xu-Xu,

a9To

He X1,

I He Xa,

I HE XO,

7 MHE He IO CMeXa,
7 He IO CTUXOB,

u Bech Bai Pet — IIyCTAKN

[52]

I also thought

that this was poetry,
that this was

ha ha

and hee hee,

but this

is not

hee,

not ha,

not ho,

and I'm not up to laughs
and not up to poems,

and all your Fet is nonsense.

In Obolduev’s long cycle “Mysli do vetru” (“Thoughts on Wind”); the title
is a pun on the Russian expression, meaning “to relieve oneself”, “to take a
leak”), written in the 1930s, some parts — especially the ones that employ quo-
tations - already look almost like Satunovsky’s poetry. In one of the fragments,
"

he suggests the equation: “poetry = juxtaposition” (“poéziia = sopostavlen’e”;
Obolduev 2005: 254). In the preceding fragment, he states:
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ITos3nsa — omugymieHbe BO3SMOXKHOCTY STOTO U TOTO,
YTO NTULBI XIONbAMM IPOCBIIAHDL B Caf,

Yro Kapra efe-erne, eBa-eBa, YyTh-4yTh,

Bcero B KakMX-HUOY/Ib HECKOTBKO MU/IIMOHOB Pa3
YBenuumBaer 1 yMeHbIIAET 1e/iCTBUTETbHOCTD.

(Ibid.)

Poetry is the sense of the possibility of this and that,
of birds spilled like flakes into the garden,

of a map that, barely, ever so lightly, ever so slightly,
magnifies and shrinks reality

by just a few million times.

Obolduev’s poem becomes a critical treatise of sorts, while partially remaining
acommentary on everyday language, including the language of love. This is the
point where the difference between Obolduev’s and Satunovsky’s approaches
to “definitions of poetry” becomes visible. The motif of love is quite import-
ant for Obolduev’s metapoetic texts; for example, the poetic and the amorous
merge in his monumental poem Ia videl (I Saw): «IToa3us, xax akt / JI068u
u nenu, / Jlaét nposHath, kak Tak / Knonutb konenu [...]» (Ibid.: 451).%® On
the contrary, in Satunovsky’s work, while love and poetry are also the key
subjects, they never merge, never form a synthesis. While Satunovsky’s love
poems oscillate between self-irony and suffering, talking about poetry, in his
opinion, requires different emotional qualities: seriousness, even harshness.
Satunovsky felt very strongly that poetry could not be discussed in frivolous
or romantic terms. Living in difficult conditions, being afraid of repressions,
seeing the success of those authors whose impact he considered superficial,
he held to this conviction which in his case was hard-won - and continued to
write uncompromising poetry.

The comparison of “definitions of poetry” by Satunovsky and Obolduev
thus points toward an important conclusion. Both poets engage in indirect

28 “Poetry, as an act / Of love and laze, / Lets you understand / What it feels like to bend the
knee [...]"
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dialogues with the same poets (the Constructivists and Pasternak?®®). Both
speak apophatically about the elusiveness and indefinability of poetry, yet at
the same time they constantly attempt to grasp and define it. I would argue
that Satunovsky went farther than either Obolduev or Slutsky by keeping a
unique approach toward poetics: at once morally rigoristic — at least in rela-
tion to his “flyweight” peers - and formally innovative. By engaging in dia-
logue and polemics with his predecessors and contemporaries, Satunovsky
created a space for himself as a theorist and practitioner of poetry, and there
was considerable pride in the position that he occupied - a pride even more
poignant if we recall the fate of Satunovsky’s texts during his lifetime, as well
as the fear of the state and the constant perception of social animosity in the
Soviet Union. These themes blend in Satunovsky’s poetry, imparting his meta-
poetical texts with the qualities of ethical and political statements.
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AHHa I'naszosa

«Moxxer, a4 u 3acmy>ku1 6marocnosenne I'ocrogae.
Cnenpl pemurno3HocTu B cruxax SIHa CaTyHOBCKOTo

Annoranusa: [Ina nossun fAna CaTyHOBCKOTO XapaKTePHbI TAKOHMYHBIN CTUIb U
eMKIe, TOUHbIe N300pa’keHN A PeaJbHOCTU B ee¢ HelPUKpAlleHHOM, MaTepUaliCTI-
geckoM Buje. Tem Gormee yAMBUTENHHBIM OKasbIBAETCA 3HAUMTETHHOE KOMIYECTBO
OTCBIJIOK K PEJIUTUNU B €ro TBOpYecTBe. HekoTopble 3 HUX CBA3AHBI C MyNaU3MOM,
Apyrue — ¢ XpucTuaHcTBoM. XoTsa CaTyHOBCKMII IMIIET C MO3MIMM HEBEPYIOILETO,
BO MHOTHX €T0 CTMXaX PENUIMO3HbIE TEMBI IPECTAIOT He IPOCTO 3HAYMMBIMU, HO
U HeOOXONMMBIMU /Il KOHCTPYMPOBAHMA CMBICTA. B cTaTbe paccMaTpUBAIOTCA He-
KOTOpbIe U3 TAKMX CTYXOTBOPEHMII 11 IIPEIIPUHIIMAETCS HOMBITKA OOBACHUTD POIIb
PeNUTO3HOTO OCTaTKa B TBOpYecTBe CaTyHOBCKOTO Ipy HOMOIM (unocopcko-

TE€OJIOTMYECKOIO ITIOHATUA «HpO(i)aHHOC O3apeHune» Baanepa benpsamunna.

KnrwoueBbie cnoBa: HeO(l)I/ILU/IaJIbHaH moasns, unygausMm 1 XpUCTUAHCTBO,

cexynapusm, Banbrep benbsamnn, Opann Kadka

B kopmyce ctuxoTBopeHuit lna CaTyHOBCKOTO eCTb OJHO, BKIIOYalollee B
cebst c7I0Ba Ha UBPUTE B PYCCKOI TPAHCIUTEPALNH Y HAIPSIMYIO OTChIIAIO-
mee K nygansmy. B nem nutupyercsa Illma, nieHTpanbHasds MONUTBA My/lan3-
Ma, KOHTAaMIHMPOBaHHas € IUTYprudeckuM OmarocoBenueM u3 Cuppypa:

Bcé, uto a numry,
3TO, B CYLIHOCT, KOMMEHTapUI.
ITetut. Ot cumbr —

KypcuB (Kypcus — moit!)

A tne xe Kanon?

I'me — Boépyx Ao,
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AnsHO1 Dnehéitno,
Ap<s>noi Ox0m?
[514]

ITO eAMHCTBEHHOE CTUXOTBOpEHME, B KOTOpoM CaTyHOBCKMII SKCIUIMIINT-
HO obpallaeTcs K MyHausMy KaK CBORY PeIMIMO3HBIX TeKcToB. O cBoeil
eBPENICKOI UIEHTVYHOCTY OH HEOJHOKPATHO IMIIET, KacasiCh CaMBIX 00es-
HEHHBIX TeM — XOJIOKOCTa, OBITOBOTO M CHCTEMHOTO COBETCKOTO aHTHCe-
MUTN3Ma, TPAaBMATUYECKOTO OLYyIeHus cebst B 0bIiecTBe Kak ppyroro. B
[aHHOII CTaTbe peyb, OHAKO, IONfIeT He CTOJIBKO O eBPeVICKON MIeHTUIHO-
ctu CaTyHOBCKOTO', CKO/TbKO O MPUCYTCTBUM B €TO TOI3UY PETUTUO3HBIX
57IEMEHTOB U O TEKCTOBOII NMPAKTUKe II09Ta KaK CBOCOOPA3HON «PEeTUTio3-
HOCTM». VIMEHHO [JIsI TaKOTO MPOYTEHNS MPOLUTHPOBAHHOE CTUXOTBOpE-
HIe OyZieT LeHTPa/IbHbIM.

Korma CaTyHOBCKMII TOBOPUT, YTO «IIMIIET KOMMEHTapuUI», OH HECO-
MHEHHO OTCBUIaeT K IIPaKTMKaM KOMMeHTHpoBaHus TaHaxa u Tanmypa,
6e3 KOTOPBIX HeNpefcTaBMMa PeIUTMO3HASA JKU3HD U MUCTOPUS MyHausMa.
OH cpaBHUBAET CBOe MOITUYECKOE NMCbMO C CUTYallMeli He IPOCTO Bepylo-
Iero, HO KOMMEHTATOPA, 1711 KOTOPOTO B OCHOBE PEIUTUO3HOCTI JISKUT He
HEIOCPe[CTBEHHO MOJINMTBA IV MUCTMYECKOe IyBCTBO, a CBOJ TEKCTOB. B
UX OTHOIIEHUY OH OCYIIeCTBJIACT HelICTBIE, I03BOJIAIONIee My KOCHYTbCA
He CaMOro CBSIEHHOTO, a €T0 A3bIKOBOTO BbIpa>keHM . SI3bIK KOMMeHTapys
JOCTaTOYHO OT/a/IeH OT BO>KeCTBEHHOT0 OTKPOBEHM S, YTOOLI B HEM MOYKHO
OBIIO OIEPeTbCs Ha TPAAVLIMIO YTEHMS, IO TBEPXK/[asi CBATOCTb KaHOHA, HO
He MPeTeH/Ys HY Ha IPOM3BeJieHIe COOCTBEHHO KaHOHMIECKOTO TeKCTa, Hit

Ha MICTIYEeCKUI OTIbIT .

1 O espeiickoit upeHTNYHOCTN CaTYHOBCKOIO B CPAaBHEHUN C [JPYTMMIU PYCCKO-E€BPECKIMU
aBropamn 4acto et Mapar Ipunbepr (Grinberg 2020a, Grinberg 2020b). 9toit Temsr
TaxoKe KacawoTcsa Topamk u O6opus (2022), Golburt (2023).

2 Hau6ornee nsBectHblil cBof, KoMMeHTapueB K Tanaxy — Mukpaom I0onom — 6bU1 BIiep-
Bble ONYONMKOBaH B 1517 TONy B BeHermy 1 Impomo/pKaeT M3[jaBaThCA 10 Ceif fieHb. Tpymbl,
cobpannbie B Taamys, koMMeHTapuy K MulliHe, He MpPeACTaBIAMM COOO0i KaHOHIMYECKOTO
TEKCTa B MOJIHOM CMBICTIe, B OT/IMYME OT OMO/IeNICKOro0 KaHOHA, OJHAKO CO BpeMeHeM Bapu-
noHcKuit 1 Vepycamimckuit Tanmyp 6b0m KonudUIMPOBAHBI 1, TAKUM 00pasoM, pyuobpe-
7 TaKke KaHOHMYecKyio gopmy. O6 ucropum Tanmyna cm. cratbio B KpaTkoit eBperickoit
snuutonenun (Open/IIpar 1996: 706-736), @ K BOIIPOCY O KAHOHM3ALMM, B OCOOEHHOCTI:
Tam xe: 727-728.



«Mostcem, 5 U 3acmyHun onazocnoserue I'ocnoone» 257

OpHako ke 3HaHMe TEKCTOB uygansMa y CaTyHOBCKOTO B CUIy 6morpa-
¢un Mormo 66ITh MU caMoe (pparMeHTapHOE. BONbIIOIT POTIK B €ro ceMbe
penurus He urpana. bpar fua ITIétp CaryHOBCKMIT BCIIOMUHAET 06 UX OTIIE
ABpaMme: «[...] TOBOpAT, MHOTHe TOfIbI, OCOOEHHO [IO PEBOMIOLNMU, <OH> CO-
Omofa TpagMLIMY, XOOVI B CMHATOTY, HO B 1925 TOALY, KOIZia OT CKap/IaTUHBI
yMepiIa MOsI CeCTpU4Ka, CKasam: ,Eciayu bor MeHs He ycblla, KOrfa A Tak
pocu ero, 3Ha4nT Ero HeT» (unt. o: BypkoB 2009: 1). Tem He MeHee, Ha
BOIPOC «a Kak ke KaHOH?» aBTOp OTBeYaeT B CTUXOTBOPEHUM L{UTATAMMN
U3 MOJINTB, KOTOpBIE TaK VM MHAa4de ObUIN eMy 13BeCTHBL. Boree Toro, 060-
3Ha4YeHHble Ha IJICbMe yIapeHMs M OTCYTCTBYIOMINIL B PyccKoM 3BYK ‘h’, me-
PeRaHHBII TATMHULIEH, TOBOPAT O TOM, YTO 9TY CI0Ba OBUIM 3HAKOMBI eMy
CO CIyxa. JJIeMEeHThI IaMATH O Bepe IPEeIKOB COXPAaHMINCh, HECMOTPA Ha
TO YTO PETUTMO3HBIE IPAKTUKY U 3HaHME SI3bIKA ObIIVM IPaKTUYECKN yTpa-
veHbl. TakuM 00pa3oM, B CTUXOTBOPEHUH YTBEPXKHAETCs MapafjOKcanbHasI
CBAI3b C UY[AM3MOM: C OJHOI CTOPOHBI, CaMO CyIleCTBOBaHUe KaHOHA CTa-
BUTCA IIOJ] BOIIPOC; C APYTOil CTOPOHBI, BCIO CBOIO IIO93UI0 aBTOP ONpemesi-
eT KaK HeKyI0 IIPOM3BOLHYIO OT Hero. «BToprYHOCTb», 3aBUCKMOCTD CBOETO
nycbMa OT Tpapyuuyy nypgausma CaTyHOBCKUI OIpefiesiAeT U Yepe3 CpaB-
HeHMe C IIeTUTOM, Bellb IIETUTOM JaeTCsl He OCHOBHOJ TEKCT, a, KaK IpaBu-
JI0, CHOCKY M1 KOMMeHTapyu. OHaAKO CHOCKY K OCHOBHOMY TEKCTY, KaK I
KOMMEHTapM/ K KaHOHMYECKVM PEeIUTMO3HBIM IMCAHNAM, IIPeIIIoNaraoT
camoe 0/M3Koe 3HAKOMCTBO aBTOpa C HUMU. 37ieCh XKe aBTOp, (II04TH) He
3Has OCHOBHOTO TEKCTa, 3HAeT TOJIbKO, YTO MYHAuMsM — TOT JaJleKuil pe-
(depeHT, Ha KOTOPBIIT omypaercs ero npodanHHoe mucbMo. CBOM CTUXM OH
BIIMCBIBAET B MCTOPUIO MyHaNM3Ma, PV 9TOM CHVDKASI PETVCTP U NepeBOfs
PasroBop Ha PefaKTOPCKME MPAKTUKY TeKCTOB CBETCKUX, HE PETUTMO3HBIX:
«KypcUB — MOIi!» BbIIeNTh KypcHBOM 3HAYMUT CHENATh aKLEHT Ha YacTU
UTaThl, TO ecTb CaTyHOBCKUII 37leCh yTBep)K[aeT, 4TO e€ro COOCTBEHHBIE
CTUXM — 9TO YacTb BCETO KOPIIyCa eBPEVICKOIl JMTepaTypsl, IpUHaLIeKa-
Ijasi eMy B TOJI CTeNleHM, B KOTOPOIl OH MOXKET BBIAEIUTH cebe B Heil MeCTo
CaMUM >KeCTOM IIPUCBOEHUS — «MOil». CTaBsl TIOJi BOIIPOC CYILeCTBOBAHME
KaHOHA (77151 cebs1), OH BCe XKe OTBEYaeT B KOHEYHOM CUeTe TeM, UTO IIPM-
CoeMHsIeT COOCTBEHHBIE TEKCTHI K cepe ero [eicTBNsI, IyCTh U B CAMOIl
OT/Ia/ICHHOJ ee YacTH.

JKecT ogHOBpeMeHHO U NPUCBOEHMS TPagULIMK UYHAU3Ma, U YXOfa OT
Hee CBOJICTBEHEH, KOHeYHO, He ogHoMy CaTyHoBcKOoMY. UyBCTBO IpMHAZ-
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JIeKHOCTH, CBSI3aHHOE C MJEHTMYHOCTBIO UM MCTOpMEll ceMbl, BCTYNas B
IPOTHBOpeYNe C YTPAYeHHBIMHU A3BIKOM U PEINUTHEll, CO3[aeT CUTYaLMNIo,
TUNNYHYIO JJIS1 aCCUMIINPOBAaHHBIX eBpeeB. O6 atom mumer Ilérp Cary-
HOBCKMIT: «ITO ObUIa €BPONEN3NPOBAHHAS CEMbSI TOPOACKNX aCCUMUINPO-
BaHHBIX eBpeeB, TUIMYHaA [ ExarepuHocnaBa Hadasma XX Beka. Hukro
He TOBOPWJI Ha MAMIle, a TeM 0ojlee Ha VIBPUTE, POSHOI sA3bIK ObLI Beerga
PYCCKMIT C MPUMEChI0 YKPaMHCKUX HeonorusmoB» (Bypkos 2009: 1). Ilox
HeonornsMamu IIérp CaTyHOBCKMIT 37leCh INOIpPasyMeBaeT IMaNeKTU3Mbl.
B cxosxell A3BIKOBOJ CUTYalluy, C IOMPABKOJM Ha MECTHBIV KOHTEKCT, XKV/IN
€Bpel BCeX eBPOIIeIICKMX TOPOJOB B TOM CMBbICIIE, YTO UX SI3bIK CO BpEMEHEM
CTAaHOBWICS f3BIKOM CTPaH, B KOTOPBbIX OHM >KMJ/IM, a UAUII MapryHaINU3U-
POBAJICSI M COXPAHSIICS B UX sI3bIKe B GOopMe OTHeIbHBIX BKparieHuit. Ho n
OT 3TOTO BIMAHUA aBTOPBI TUTEPATYPHBIX TEKCTOB CTapaINCh OTHATUTHCA.
ToBopst 06 acCHMMIMPOBAHHBIX €BPEIICKUX ABTOPAX, MMCABIINX [O-HEMell-
k1, Ppann Kadxa, co cBOICTBEHHOIT eMy TAKOHIYHOCTBIO J IPUCTPACTUEM
K ITapaJjoKcaM, OIMCAJl UX IUIEMMY TaK:

Weg vom Judentum, meist mit unklarer Zustimmung der Viter (diese Unklar-
heit war das Emporende), wollten die meisten, die deutsch zu schreiben
anfingen, sie wollten es, aber mit den Hinterbeinchen klebten sie noch am
Judentum des Vaters und mit den Vorderbeinchen fanden sie keinen neuen
Boden. Die Verzweiflung dariiber war ihre Inspiration [...]. Sie lebten zwi-
schen drei Unmoglichkeiten [...]: der Unméglichkeit, nicht zu schreiben, der
Unméoglichkeit, deutsch zu schreiben, der Unmaoglichkeit, anders zu schreiben,
fast konnte man eine vierte Unmaoglichkeit hinzufiigen, die Unméglichkeit zu
schreiben.

(Kafka 1966: 337)

YitTu oT mypamsma, OObIYHO C HEABHOTO COIJIACUA OTLOB (BOT 3Ta HedB-
HOCTb M BO3MYIIajIa), XOTeJ0 OONbIIMHCTBO M3 TeX, KTO Hayaj IUCaTb
II0-HeMeIKM, OHJ 3TOTO XOTe/IN, HO 3aiHMe JTallK/ Y HUX BCE el yBA3ammu
B OTLIOBCKOM MyJau3Me, a IepefHMMN JIaKaM} OHM He MOIJIM HallyIaTb
HOBYI0 04By. OT4asiHue OT 9TOro OBbIIO /ISl HUX BJOXHOBeHMEM [...]. OHU
KW MEXJy TPeMsA HeBO3MOXXHOCTAMM [...]: HEBO3MOXHOCTBIO He IINCATb,

HEBO3MOXXHOCTbIO IIMCATh NMO-HEMEIKM, HEBO3MOXHOCTbIO INCATh IIO-APY-
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roMy, m TyT IIOYTU MOXXHO 6b1710 6Bl I[06aBI/ITb YETBEPTYI0O HEBO3MOXK-

HOCTb — HE€BO3MOXHOCTDb rmcaTb3.

Kadka ormpasnsger sTo mMmcbMo cBoeMy ApyTy, mmcatemto Makcy bBpony,
B 1921 TOfly, BO BpEMEHA, KOIJla aCCUMM/IALMSA €BPEEB B HEMEIKOASBIYHOM
IPOCTPAHCTBE ellle He ObI/Ta 3a0BITHIM IIPOLIIBIM, @ 10 BpeMeH (ammsMa
elje ObIIO JOBONBHO Ja/IeKO, XOTSA aHTUCEMMTV3M ObLI OYeHb peasIbHOI
yrposoit. Curyanus CaryHosckoro, xusiero B8 CCCP u Boeasuiero Ha
(bpoHTe B IONBCKYI0 KaMITaHWIO ¥ TTOTOM B Bemkyro OTedecTBeHHYIO BOJI-
HY, ObI/1a, KOHEYHO, MHOM. OH 3HaJ, KaKoro yOMIICTBEHHOTO MacITaba Mo-
JKeT JOCTUIaThb aHTUCEMUTHU3M, yke npusepumii K Illoa B Esporme, a cam
XU B CTpaHe, B KOTOPOI1 BbIpakeHue «Iistas rpada»* co croseit 3a Hum
IVCKPUMMHAILVEI ObI/IO 3HAKOMO Ka)kKJIOMY eBPel0 IIOCTIeBOGHHOIO BpeMe-
Hu. OfHaKo ¢ cuTyanuell JOBOEHHBIX HEMELKOA3bIYHBIX eBpeeB CaTyHOB-
CKOTO BCe ellle POMHUT YyBCTBO Pa3OPBAHHOCTI MEXIY aCCUMM/IALMEN U
TpajguLMeil €BPENCKON KY/IbTYpBI. CaTyHOBCKI/H?[, MMCABIINI II0-PYCCKH,
aTeucT 1o yOeXIeHUAM", Bce XKe, KaK BUJHO U3 CTUXOTBOPEHUA O KaHO-
He, COXPAHAN CBA3b KaK C eBPENICKOIl Ky/IbTypoli BooOLle, TaK U C Myfans-
MOM. B ero cruxax ara cBA3b BbIPa)ka€TCsA Ha CMBICIOBOM YPOBHE, KOTZIa OH
IUIIET O BEIAX, CBA3AHHBIX C PEUTMO3HBIM UyBCTBOM, XOTSI OTCHUIKU K
MyIAU3MY HEPEIKO COCECTBYIOT C OTCHUIKAMM K XpUCTHMAHCTBY. He B MeHb-
nIeli CTENeHM, OfIHAKO, 9Ta IIPEEeMCTBEHHOCTb BBIPAXKAeTCS B OTHOLIEHUN

3 Ilepesop spech u ganee moit. — A.T.

IIaras rpad)a — HyHKT O HAIMIOHA/ZIbHOCTN B COBETCKUX ﬂOKyMeHTaX, KOTOprIu/I CO BpeMe-
HeM CTajl CMMBOJIOM CKPBITOI O9THMYECKO [AMCKPUMMHALUM, OCOOEHHO aHTHCeMMUTH3MA.
OO6BIYHO TaKas AMCKPUMMHALMA MPOSABIAIACH B OTKA3aX eBPeiiCKMM abUTypyeHTaM Ipu
HOCTYHJ’IGHI/H/I B BY3n 1107, IPEI/IOrOM HENOCTATOYHBIX 6a]'lT[0B Ha BCTyH]/[TeTIbeIX 9K3aMe-
Hax, a Taloke B 6apbepax, HeIJIACHO BO3BOJMMBIX /ISl eBpeeB Ha Pabounx MecTax, 0CO6eHHO
B OTHOLICHMM TIPOJIBYDKEHMA IO CIIy»xGe.

5 C/IOXHO yTBepXK/JaTh HaBepH:AKa, 4T0 CaTyHOBCKMIT He ObIT BEpYIOLIMM, U IIPUMEPBI 13 €ro
CTMXOB, TIPMBOJMMbIE B 9TOJI CTaTbe, TOBOPAT O TOM, YTO Bepa OCTABA/IACh [/l HETO BaX-
HOI 9K3UCTEHIMa/IbHOI cocTapAoomelt. OTHAKO IPaKTUKYIOUIMM My/ieeM OH He OblI, 1, 110
CBUJIETENILCTBY €ro 6paTa, Bepa He MIpaja PO B CeMbe ero popmTeneil. Bo3aMOXHbBIM yKa-
3aHMEM Ha TO, YTO OH He BUJe /s ceOs MecTa B MyfausMe (WM JPYyroil OpraHN30BaHHOI
PEUIUM), MOYKHO CUMTAThb CTPOKM B €0 CTUXOTBOPEHMM 1972 Tofia: «[...] MbI He Bepumm B
bora, — / mb1, getn Kaprna JInbkuexta n Posbr Jltokcem6ypr, / Bepunu B KpacHyio kaBae-
puto u MupoByro Peommorio» [334]. I1o, mpasja, He OTMEHsIET HY BO3MOXXHOCTH, YTO €ro
TIO3MILINA 33 BPeMs SKM3HM MEHSA/IACh, HY HAJIMYMA 3a30pa MEXIY aBTOPOM 1 €TO TEKCTOM.
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K CaMOMY IIPOLIECCY HO3TUIECKOrO MIUChbMa KaK CBOETO POJa OTKPOBEHMUIO
WM 03apeHuio. JTa 4epTa, BEPOsTHO, CKOpee XapaKTepHa I TPaguLinu
UyfansMa, 9eM XPUCTUAHCTBA, [OCKOIbKY MyHamsM 6ojiee TeKCTOLeHTPI-
vyeH. CaTyHOBCKNMIT He XOAWI B CMHATOTY ¥ VELINMBY, He M3y4an UBPUT U
TaHax, HO OTHOIIEH)E K CIOBY KaK IPOBOJHMKY APYTOJi, IIPOHMIAOLIEN
HIOBCEJHEBHYIO PEANbHOCTI OH COXPaHUII.

CpaBHeHne mpodaHHON NUTEPATYPBl C PENUIMO3HBIM OTKPOBEHVEM
BCTpeYaeTCsi B MPOM3BENEHMSIX HEMEIKO-eBPEICKIX aBTOPOB — He TOJb-
Ko mucareneyi, kak Kadxa, Ho u ¢unocodos. Kapka opHaxgbl cpaBHUIT
JINTepaTypy HEeMELKUX eBpeeB C «HOBOI TalHOW JOKTPUHOMN, kabb6ayoi
(Diese ganze Literatur... hitte sich leicht zu einer neuen Geheimlehre, einer
Kabbala, entwickeln kénnen)» (Kafka 1967: 398), HacTonmpko Bcé mMx cyuie-
CTBOBaHMe OBIIO COCPEJOTOYEHO Ha OffHOI TOMBKO S3bIKOBOI mpakTuke. O
NUTEpaType KaK MOfOOUY PeUIUM TOBOPUIN TAKXKe, CPefU IMPounx, ¢u-
nocodsr Banbrep benbsammu u I'epxapp onem. O6cy>xnas mpon3BeieHN
Kadkn ¢ BeubsimmuoMm, IlloseM mcIonpsyer B MX OTHOLIEHNN IIOHSATHE
«Huuto orkposenus» (,das Nichts der Offenbarung®), moscuss, uro Ta-
KO€ OTKPOBEHIE ONYCTOLICHO OT PEeNMUIMO3HOTO COIEpXKaHMs, HO BCe elle
mpono/DKaeT geiictBoBaTh B Mupe (,,sich behaupten®; Scholem 1980: 175).
BeHBbsIMUH e, B CBOIO O4epefb, UCIIONb3yeT TEPMUH «IpodaHHOE 03ape-
HIe» B 3HAYEHUN «MATE€PUATNMCTUYECKOTO, AaHTPOIOIOINIECKOTO BIOXHO-
BeHys» (,profane Erleuchtung, [...] eine materialistische, anthropologische
Inspiration®) (Benjamin 1991b: 297). Berbsamun u IllosieM no-pasHomy mpo-
BOIAT QHAIOTMIO MEXAY PENNUIVMO3HBIM OTKPOBEHMEM MM O3apeHueM U
HaNVCaHMEeM JIUTEPATYPHOTO, XYOXKECTBEHHOTO TEeKCTa, HO K IMO3UILIMU
CaryHOBCKOro, HaBepHOe, Ha1bojIee MPUIOKIMO «IIPO(aHHOE O3apeHue»
DenpsaMmHa: Tak ¢unocod HasplBaeT IMCbMO, KOTOPOe BO3HMKAeT Kak
BCIIBIIIKA MBIC/IM ¥ SICHOCTY, IIPEBPAIAIOIIasi CKa3aHHOE B SI3bIKOBOE CO-
ObITIE, @ ABTOP IEPEXMBAET 3TO COOBITIE KAK HEKOTOPYIO APYryIo, HGoree
HACBIIEHHYIO PeanbHOCTb.

O ToM, yto st CaTyHOBCKOTO 1M033Msl OblIa YeM-TO BPOJe O3apeHus,
IpoHMIATeIbHO et Muxann AiizeH6epr:

«[Toutn ThICAYTY pa3 A YYBCTBOBAI cebst CYaCT/INBBIM, KOTa MHE Ciry4a-
JIOCHh HAIIMCAaThb CTUXOTBOPEHUE», — CKa3ajl CaTyHOBCKI/Iﬁ B KPOXOTHOM

HpPeNCIOBUN K PYKOIVMCHOMY COOPaHUIO COYMHEHMI. DTO HEBO3MOXKHO
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He IIOYYBCTBOBaTb. ETo cTMXm — B IepByI0 oYepeib yrajlaHHas CYaCT/IN-
BBIM O3apeHJeM CUTyalus, IPK KOTOPOIL 1 C/I0OBa, U BBI3bIBAIOLINE UX 06-
CTOATENIbCTBA MPEOJJO/IEBAIOT CBOIO IIPUPOJY, CTAHOBACH (aKTaMy APYTOIL,
CYaCT/IMBON PeaJbHOCTH.

(Art3enbepr 2005: 40)

9Ta ipyras peanbHOCTb TeKCTa BO3HMKAET BHE3aITHO U CTOUT B CTOPOHE OT
MIPOYMX PedyeBbIX cUTyaruit, nmpudyeM CaTyHOBCKUII OYEHD IIeNeTH/IEH BO
BCEM, YTO KacaeTcs OT/ie/IeHUsI TaKMX MOMEHTOB-BCIIBIILIEK OT pedn BOOO-
11le, HO I/IABHBIM 00pasoM — OT MPUBBIYHBIX ITO3TU3MOB, KOTOPbIE OH, KaK
U JIpyrue 4seHbl JIMaHO30BCKON I'PYIIIbI, OTBEpraeT, UIlla HEMPUBBIUYHBIX
$opM, 0CO6EHHO B BOCIIPOM3BEIEHNI PA3TOBOPHOI Pedlt U TOBCEIHEBHBIX
curyanuit. To, 4TO IEPEHOCUT pedb B 0COOYI0 PeabHOCTD, CITIOYKHO ONMUCATDH
TO4YHee, 4eM s13bIKoBoe cobpitie. O6 aToM cBolicTBe cTuX0B CaTyHOBCKOTO
NMIIET TaKXKe ero OMypKaimii efMHOMBIIUIEHHUK BceBomop HeraCOBs,
HOfiYepKMBasi ero 0coboe yMeHMe perucTpUpOBaTh BHE3AIIHYIO BCIBIIIKY
TIO3TUYECKOTO B peu:

[...] pernctpauns pedeBoro co6bITus, siBneHus (KaK, CKaXkeM, BbIBECOK, 3a-
TOJIOBKOB 1 T. I.) — TOJIBKO pedb BHYTPEHHSA — U ellé 4yTh rmytke. Camo
CO6I)ITI/IC KaK MOMEHT BbIXOJla B I/IHOMepHOCTb, TO4YKa HapymeHI/m. He TaK
KPUCTA/IL, KaK Cy4dok. He 3Halo, KTO eIljé TaK yMeeT IOBUTH cebst Ha II093MNL.
[..] «He oTkpoBeHue, a Bcero nuiub HAITSILHOE MOCOOME»<,> CKaszaa PO
rnobyc Kaccwmip, xaxercs. YTo X, Ckasan HeIUIOX0. Bompoc Tonmpko — a
TOYHO /I, YTO II0COOVE HUKAK He MOYXKET OKa3aTbCsl OTKPOBEHMEM?

(HekpacoB 1991: 40)

C opHOIT CTOPOHBI, 1109311 CaTyHOBCKOTO ONEpUpPYeT JIVIIb CaMbIMU OOBI-
IDEeHHBIMU U SICHBIMU CTIOBaMY, COOTHOCAIIVIMICS C OKPY>KaoIlleil peasbHO-
CTBIO TPe3BO M TOYHO. TPyIHO MpefcTaBUTh cebe 1M033uio, Holee faneKyo
ot moboit mucTukn u asorepuku. C fgpyroit croponsl, HekpacoB — Ha-
CTOJIBKO K€ JaJIeKUil OT PEIMUIMO3HONM NMPaKTUKM, HACKOMbKO M CaTyHOB-
CKUIT — TOYHO yXBATbIBAET CyTh, TOBOPS O IPEBPAIIEHNN B HETl «IIOCOONSI»

6 O pojcTBe MO3THK ¥ OTHOLIEGHUN APYT K APYTY KakK K cobecennnkam Hekpacosa 1 CaryHOB-
cKkoro cM. 3pikoBa/IleHcKast 2021.
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B OTKpOBeHMe. [7106yc — mpemMeT HayYHBII, TPOGaHHBIN, TOCTYIHBLI /15
HOHMMAHUS TI000T0 MIHMMA/IBHO TPAMOTHOTO YeI0BEKa, U TeM He MeHee
OH MOKeT IPEBPATUTBHCA B Bellb MOYTH CBAIIEHHYIO, €C/IM €T0 KOCHEeTCA
HnoaTMyeckass «aypa» (eme omHO moHATMe Banbrepa benbsamuna). CoObl-
THe INpeBpalleHNs OObIJEHHON pedM B IIO9TUYECKYIO, HEINOCPEeNCTBEHHO
OIIYTHMOE TOTBKO /I aBTOPA, OCTAaB/AET /el B GUIype caMOro CTHUXO-
TBOPEHN:A, HO C/lef HeBellleCTBEHHBIN, OL[YTUTh KOTOPBI MOYKHO JIMIIb
KaK MHAVBUAYATbHOCTb aBTOPCKOTO FOJI0Ca — 3TO, 10 beHbAMIHY, U eCTbh
aypa, IpHUCYLIas IM033MM, KaK ¥ APYTUM IPOM3BEIeHNAM JMCKYCCTBa. Aypa
Ie/laeT CTUXU IPUTATATe/IbHBIMM IJIA YUTATeNsd, HO MOMEHT OTKPOBEHVA
VI O3apeHMN s, JAIOINIT Hadalo TeKCTY, JOCTYIIEH TObKO A aBTopa. ITO
JLISl HETO CTUXOTBOPEHME — SA3BIKOBOE COOBITIE, O KOTOPOM MOXKHO «MMeTb
HaXaJabCTBO 3HATDb, YTO 9TO CTUXW» [399]. s umrtarens sHaHue 06 3TOM
COOBITUY [JA€TCSI TOJIBKO 4Yepe3 ICTETUUeCKOe BOCIPUSATIE, MO3BOJIAIOLIee
pasfeNnTh ¢ aBTOPOM IIEPEXNUTOE UM A3BIKOBOE COObITME — VU He IIO-
3BOJIAIOLIEE, €C/IY CTYIXY He BBI3BIBAIOT B HEM OTK/IMKA. Takyux coOBITUIT He
MOXXeT OBITb MHOTO, VIHade OHM Obl He BBIAE/IINCh Ha (pOHe OObITEeHHO
peun. IToromy CaTyHOBCKUIT M HYMepyeT CBOM CTUXOTBOPEHMS, BeleT CUeT
MOMEHTaM, KOT/Ia OH, II0 €r0 CBUJIETEIbCTBY, OBII CYACTINB OT UX BO3HUK-
HOBEHUA.

IIpeBpameHye s3blka B COOBITIE O3apeHNA, OTKPOBEHMS — Ta IIpaBfia
CTUXOTBOPEHN:A, B KOTOPOIL JO/DKEH M MOXKeT OBITh YBepeH aBTOP, HO OHa
TPY/IHO y/IOBMMA B UMTATENTbCKMX OTYETAX MV JIUTEPaTypOBEJUYECKUX pas-
6opax. bonee BeljecTBeHHBI C (UIONOTMYECKON TOYKM 3PEHMS TeMaTude-
CKM 3aTPOHYTBIE B CTMXaX OTCBUIKM K A3BIKY peluruii. B xopmyce TekcTos
CaTyHOBCKOTO MX HEMaJo, XOTA CTOUT ellle pa3 IOgYepKHYTh, YTO €ro Io-
93U MUILETCA M3 TMO3ULUU CeKY/IAPHON M HMYTO M3 TOTO, YTO M3BECTHO
00 aBTOpe, He TOBOPUT O TOM, YTO OH KOIfa-I1b0 IPaKTUKOBA VU XO-
TeJl MPAaKTMKOBATh MYHAU3M WM XpUCTUAHCTBO. EBrenuit JIo6koB muiier
B cBoeM 3cce 0 CaTyHOBCKOM, He CMYIIAACh MapajoKCaTbHOCTBIO CBOETO
BbIcKasplBaHMA: «[IpaBoBepHbIl nypeit. Vlynansm — eIMHCTBEHHas pen-
TUs, UCIOBERysl KOTOPYI0 MOXKHO OCTaBarbCs arercroM» (JIo6KOB 2005).
He BpaBasich B pasMBILUIEHNUSI O TOM, KaK MOXXHO OBITb OJHOBPEMEHHO
IIPaBOBEPHBIM ¥ aTEVICTOM, XOUeTCS OTMETUTD, UTO B 10331y CaTyHOBCKO-
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O JI0CTaTOYHO PENUTMO3HBIX MOTUBOB’, YTOObI HE CUMTAThH €r0 ATEUCTOM
COBETCKOTO 00pasia. BeposiTHO, [1e/10 He TONBKO B TOM, YTO PETUTMO3HbIIN
CIIOV A3bIKA PYTUMHHO COXPAHAETCA IIOBCEMECTHO B CEKYIAPHOM CIIOBO-
yIOTpebIeHN M, HO ¥ B TOM, 4T0 CaTyHOBCKMII BKJIIOYaeT B CBOU CTUXM pe-
JIUTMO3HbIE MOTMBBI MO MJEOJIOTMYeCKUM coobparkeHmsim. Kak ormeuann
MICCTIefOBATe/N, OH HaMepeHHO (OpMMpPOBa CBOI IIO3TUKY KaK HECOBET-
CKYI0, ¥ OBITh IO3TOM HeO(UUMATbHBIM OBIIO €r0 CO3HATEeIbHBIM BBIOO-
pom (KykymmH 2019: 35-42, YcrmeHckuit 2021: 212-213). IloaToMy OTChUIKK
K penuruy Morim ObITh IIPOJUKTOBAHBI )KeJTAHUEM OTHEINUTD Cebsl OT COo-
BETCKOTO aTen3Ma, OKas3aTb eMy corporusienne. OuiylieHne, YTo Ha MecTe
PeINUIMM OCTaIach He3alo/MHAeMas IAKyHa, OCOOCHHO CU/IBHO IPOSIBIEHO B
CTUXOTBOPEHNN 1962 rofia:

Ecnmu met

HI ajia,

HI pas,

TaK KyZa 5ke

BCe yMMPAIOT?
Cornananch

Ha BeYHbIE MYKU,
He ¢punocod s,

U He CEeKTaHT,
oTpybuTe MHe
HOTHU

U PyKH,

He X04y yMMparhb HaBceryal
[133]

31ech MHTEPECHO, KaK IIO3T XapaKTepusyeT cebs B OTHOLIEHNN K CMEPTI —
«He ¢umocod u He cexTaHT». OTKA3BIBAsICh OT OTCTPAHEHHON IO3UIIUN
¢dunocoda m msberas obpasa CeKTAHTCTBA KaK (OPMBI PENUTMO3HOTO

7 06 ogHOM cTuxoTBOpeHnyu CaTyHOBCKOTrO, B KOTOPOM PE/IUIMO3HBII KOHTEKCT COYETAETCSI C
CeKy/IAPHBIMI PasTOBOPHBIMI obopoTamu («cmasa Bory», «poctu Tocroan»), cm. 3bikoBa/
ITencxas 2021: 615-616. ViccnenoBaTeIbHUIIBI OCTOPOXKHO TIpeATIonaraioT, 4to Cyz, yIIoMAHy-
TBI/I B CTUXOTBOPEHIN, COOTHOCUTCS CKOpee € MyflelicKuM IpencTasienyeM o CynnoM [Ixe,
4yeM ¢ XpyucTnaHckKiuM Crpanraeiv Cymom.
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HpOTeCTa WM YOEKMUII, 03T BBIOMPAET 3a/jaBaThCsl MPAMBIM BOIIPOCOM O
JKM3HM TI0C/Ie CMEPTU ¥ BOCCTABATh IPOTUB aT€UCTUIECKOTO OTBEPKEHNsA
6eccmeprna pymm. Ilpuyem yTBepxJieHMe «HeT HU afia, HU pas»
BOCIIPMHUMAETCA He CTONbKO KaK BHEIIHe HaBA3aHHOe yOeKIeHne, a CKopee
KaK KOHCTaTalys COOCTBEHHOrO B3I/IAAa Ha 9T0. C TOUKYU 3peHus GpopMEl,
HPOTUBOIOCTABIIEHIE aTeNCTIYECKOTO IIPeCTaBIeHNsI 00 OKOHYATEeTbHOCTI
CMEpPTH U PeTTUTHO3HOTO obelanys 6eccMepTist Hanboree IPKO BBIPaXKaeTcs
B CJIOKHON pudMe «pasd»/«yMHUPaT», B KOTOPOIl «pall» 3BY4NT B CepefHe
I7Iarofla «yMMUPATb»: «yMHU-pall-ioT». MOXXHO /1M, MCXOAA U3 3TOTO
CTUXOTBOPEHUA, YTBEPXK/IaTh, YTO CaTyHOBCKMII BEPU B CYIeCTBOBaHIUE
3arpo6Horo mupa? Eyjsa nu, ckopee, skenaHue «He yMMpPaTh HaBCera» 1 ObIIO
JI71S1 HETO OfIHMM U3 OCTaTKOB PENNUIIO3HOTO YYBCTBA.

Taxoit octaTok GeccMepTHs, OLIYTMMBII Ha IOCIOCTOPOHHEM, CeKYIIAp-
HOM YPOBHE, B HECKOJIbKMX CTUXOTBOPEHUSX IOSBJSETCA B 00pasax, CBi-
3aHHBIX C IPUPOROIL, OCOOEHHO C pacTeHMsIMU. BeceHHUIT pocT TpaBbl U
IIBETOB IIPOTMBOIOCTAB/IAETCA CMEPTH, Y€/IOBEYECKOV KOHEYHOCTI.

XamBs —
Xapmc

u BBemeHCKMit.
[Tacxa.
Bockpecaer nec.
P>xaBblit IeHb —
1 TOT BOCKpeC.
Ho stu gBoe —

He BOCKPECHYT.

4 urons 1967
[218]

51 ymnparo.

[...]

A Ha 6ymyIIyIo BeCHY

U3-TIOfL 3eMJIN TI07Ie3eT BCAKAS 3€/IeHb.
Wnronra,



«Mostcem, 5 U 3acmyHun onazocnoserue I'ocnoone» 265

TomeBenyt MHE TpaBy,
TIomeBen Tpasy,

Vinoma. ..

24 AHBAPST 1965 U 21 anpesns 1968

[249-251]

Tocniogu, ap u pait!

Tocmiopu, 51 TBOI pab!

PasHble Ha 3eMJIe IIBETHI,

B MapTe MIMO3a 3TO THI.
Tocriopy, He mory6ou, cMuIyiics!
Tocriogu, moroam. ..

25 mapma 1980
[427]

OcobenHo sApKuUit 06pas us 3TOI cepuu — obpaleHre K BHYKy Vmore.
CleHa CTUXOTBOpPEHUsI PACIONIOXKeHA B OyAyIeM, KOIfa IO3T yXXe yMep,
a BECHOJ BHYK IIPMXOAUT Ha ero Mormmy. CTpoKa «IIOlLIeBeI MHE TpaBy»
YIOVBUTEIbHA YIIOTPeOIeHIeM B Hell C/IoBa «MHe», KaK ec/ii ObI TpaBa Oblia
nofo6yeM BOJIOC Ha TOJIOBE, HO BMECTO Tela OCTAeTCA TONBKO 3apocluas
MOTWM/IA, KOTOpasi M IpeBpalljaeTcs B «MeHs». YMepIIMil CIOBHO OBl BO3-
POXZaeTcs BMeCTe C TPaBOIl ¥ MOXKET OLIYTUTD ee JiBy>KeHMe. Ecu 1 Mox-
HO TOBOPUTH 37IeCh O KM3HU IIOC/Ie CMEPTH, TO HE O BOCKPECEHMM MYILIN.
JKnsHb denoBeka IPOAOIKAETCA B CIEAYIOIMX IIOKOJIEHMAX, a TaKXKe B
©XErOJHOM BeCeHHeM OOHOBIeHMM mpupoppl. «IleHb Bockpec» — Takoe
BO3MOXXHO B 3TOM MUpe, IJie OT PEIUIUY OCTAETCS TONBKO CIefi, IPOXOI-
JKAIOIIMIT BIMATD Ha A3BIKOBYIO PEalbHOCTb TaKMM 006pasoM, 4TO Y CIOBa
«BOCKPECEHbe» OCTAeTCs IpeXKHee 3HAYeHNUe, HO OHO Y>Ke JIMIIeHO MeTadu-
3MYECKOTO COAEpP)KaHMsI, IIOCKO/IBKY He obeljaeT BOCKpeceHus gy Tem He
MeHee, He/b3sl CKa3aTb, 4TO CaTyHOBCKMII MICIIONb3yeT PEeNUTMO3HBIN C/IO0-
Bapb TOIbKO MeTadopuyecku. BockpeceHne nmHsA — He MeTadopa, a HEKO-
TOpas KOHKpETHas peajlbHOCTb, He MeHee OLIyTMMas B MUpe, YeM TpPaBa,
npopocuas Ha mMorune. OJHaKO camMa MBICTIb O BOCKPECEHNM, acCOLUUPY-
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IOIIeMCSI C BECHOI, OTChIIaeT He K €BPEICKOM, a K XpuctuaHckon Ilacxe.
B 3TOM OTHOIIEHMM Ta OCTaTOYHAs PEIUIMO3HOCTb, KOTOPYIO YyBCTBYET
CaryHoBckuii, 6mmke K xpucTuancTsy. OfHAKO, AyMas O 4e/0BeYecKol
CMepTH, OH He NePeXOUT K Pa3MbIIIICHNAM O 6ecCMepTUY AYIIY, ero BHU-
MaHJe COCpefIOTOYEHO Ha BellaxX IOCIOCTOPOHHUX — TpaBe, IIHe, LiBeTax
Y KOHEYHOCTY >KM3HU. B BeceHHeM «BOCKpECEHMN» ITHSA MM «3arpOOHOI
JKM3HI» yMepIIero B TpaBe Ha MOTMIE HEeT MEeCCMaHCKOTO CIIaceHMs, HO
eCTb — BO3BPAIAsCh K BeHbAMUHY — «Cmabasi MecCHaHCKas cuma»®, uro-
TO, YTO OUIYLIAETCA KaK Yy[I0 BO3POXXIEHMA, XOTb U JaeKoe OT PeNuUrn-
O3HBIX MOKTpMH. HampoTms, Takoe BO3pOXKJeHME KOHKPETU3UPYETCA B
IpefeIbHO MUPCKHUX, JOCTYITHBIX OpraHaM YyBCTB Belljax.

«J/InaHO30BLbI» BCErda CTPEMMINCh K KOHKPETHOMY f3BIKY, U CIIO-
BO «BOCKpecaTb» y CaTyHOBCKOTO TOXKe KOHKPEeTHO — OHO HasbIBaeT He-
YTO BelLIECTBEHHOE, HEIMOCPENCTBEHHO HAOMI0aeMoe: BECEHHIOW MOPOCIb.
Tem Gojee MHTEPECHO, YTO B TAKOM OBEIIECTBIEHHOM MUpe CJIef] PETUTH-
03HOCT) HemocpencTBeHHO omyTuM. Korma CaTyHOBCKMII TOBOPUT, 4YTO
Bor — 310 MUMO3a, 11BETOK He u3obpakaeT bo>kecTBeHHOE HU 9MbOIEMATH-
4YecKM, HU CUMBOIMYecKu. HampoTus, MapT, MIUMO3a, CKOpOTeYHas BeCHa
U COCTABJIAIOT Ty CeKYIAPHYIO peanbHOCTb, KOTOpas 3acTyIaeT Ha MeCTO
mpasgHuKa Ilacxm u, XOTb M He CTUpAeT ero M3 MaMATH, NUIIAET €ro Co-
mep>KaHKsA. Bepa B TaKOM Mupe He BBIXOJUT 32 PaMKM BeIleCTBEHHOIO, YTO
ieTlaeT caM BOIIPOC Bepbl, IO CYTH, POOTeMAaTUYHBIM. DTO OCOOCHHO ACHO
BBIPa)KEHO B CTUXOTBOpeHUN, KoTopoe CaTyHOBCKMII HaIMcaa MpeJIono-
JKITE/IbHO ellle B KOHIIe COPOKOBBIX I'OfIOB:

Bcé BpIrOBapuBaeTcs B CTUX:
SKM3HD BBITOBapUBaeTC,

U CTpax

cMepTH,

U CTBIJ,

n CMexX.

JKanp,

YTO €IVMHBIM JKMB Y€/I0OBEK

8 KimoueBoe monsaTue B «O monsaTHM ncroprn» benbsammta (Benjamin 1991a).
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xyeboM;

Y YTO eIMHON >XUB

BEpOIL: He B XpaM, TaK B XJIEB.
(56]

CTMUXOTBOpeHMe TONIEMUSUPYET C PAcXoXKeil OMOTEICKOI LUTaTOl — «He
X71e60M €IMHBIM XXUB YelTOBeK, HO ¥ KaX/IbIM C/IOBOM, MICXOMSLINM 13 YCT
Tocnopa», — BcTpevarowericst kKak B Berxom, tak 1 B HoBoMm 3aBere’, HO
ACCOLMUPYIOLEIICS [TIABHBIM 00pasoM C XPUCTUAHCTBOM. Y)Ke CLe/IaB Ipo-
TUBOIOJIOKHOE YTBEPXKJICHNE, YTO YeJIOBEK SKMB MIMEHHO eIMHBIM X/IeO0M,
03T [00ABIsET, YTO KUB OH 1 Bepoit. OXHaKO Bepa 37eCh OCTPO Ipobiie-
MaTu3MpoOBaHa. AJUINTEPALMOHHAsI TPOMULIA «XJIe0 — XpaM — XJIeB» CTaBUT
9TU TPM C/I0Ba U BELM Ha OGHY CTYIIEHD, U €C/IM «B€pa B XpaM», O4E€BUJHO,
COOTBETCTBYET KM3HU PEeIUTHMO3HOM, Ipu4eM He IPOCTO PENMIMO3HOI, a
BKJ/IIOYAlOLIell B ceOA IPUCYTCTBUE Ha CIYX0aX, TO KaK CIefyeT IIOHNMATh
«Bepy B X7eB»¢ BepuTb B X/IeB He 3HAYMT He BEPUTb HM BO 4YTO, 9TO 3Ha-
YIUT BEPUTD B TO, YTO HACYIIHO U MaTepuaabHO — Ka3aJoCh Obl, Takas Bepa
M3MMLIHS, faXke abCypAHa, Befb XJIeB, KaK 1 X/1e6, CylecTByeT 6€30THOCHK-
TENbHO peluruy. Ecmu B XpaM UAYT, YTOOBI IPUMKHYTH K TUTYPrUIeCcKOMY
COOOIIECTBY, TO B X/IEB — I10 OYHIIHBIM, MAaTePUATNCTUIECKUM TIOICKIM
Hy>xgaM. [To Mpicin CaTyHOBCKOTO, MaTepuaan3M ¥ PNV He MCK/II0Ya-
10T pyT fpyra. Kpome Toro, «Bepa B XJIeB» MOXeT OBITb HEOJOOPUTE/IbHO
OTCBIJIKOJ K KOMMYHMCTUYECKO Bepe B TPYH, a X11eB — METOHUMMEN KO-
xo03a. [Tpu 3TOM COOCTBEHHOE OTHOIIEHNME K Bepe TaKXXe IIPoOrIeMaTusupo-
BAaHO — «XKaJb, YTO YeJIOBEK XXIB Bepoli». VI oT XpaMa, 1 OT XJieBa aBTOp
OTAAJISIeTCsA, A ero YOeXKIeHNUs ONMChIBAaeT He BTOpas, a mepBast CTpoda, B
KOTOPOIJI pedb UJIET O BeljaX UCK/II0YUTEIbHO IOCIOCTOPOHHMX.

Yactp 61O/IEIICKON LMTAThl, KAaCAIOI[AsICs MaTepUaNbHOCTY JKU3HU, 00-
IyMbIBaeTCsA BO BTOPOIL cTpode U 6pocaeT CBET Ha CKasaHHOE IIepel STYUM.
Kpome xme6a, mo bubmnm, 4enoBeky HeOOXOAMMO U APyroe — MUCXOfsllee
un3 ycT bora crmoBo. B HawanbHBIX CTpOKax peyb MET MMEHHO O C/IOBaXx,
TOJIbKO C/IOBA 3[leCh — He M3 CBAIIEHHBbIX TEKCTOB, a 13 1093ui. Bce, 4To
«BBITOBAPMBAETCSI» B CTUX, KacaeTcsi 6a30BBIX 9K3MCTEHIMAIbHBIX BOIPO-
COB, KOTOpPbIe He TPeOYIOT PEUIMO3HOI0 OOBACHEHUA [ aTEUCTa, HO OT-

9 Brop. 8:3, M. 4:4
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BeTbl Ha KOTOPbIe MOXKeT [aBaTh PEINIMsI, TIO3BOJISIONAS CIIPABUTLCS CO
«CTPaXOM CMepTW». AJUINTepalliOHHAs LelIOYKa «CTPAaX — CMEPTDb — CTBIL —
cMex» (C KOTOpOIl BO BTOPOII cTpode «prhMyeTcsi» IermodKa «xmebd — xpam —
XJIeB») JlaeT OTBET Ha BOIIPOC, KaKoil Bepoit >kuB 1moaT. Cama Jormka
aJUIMTepaliMy ITIOACKA3bIBaeT NEpeXof OT CTpaxa K CMeXy IIyTeM TpaHC-
¢dopmanuy, n Tak moaTmyeckas Qopma HeceT B cebe OCBOOOXKHAOLINI
noTeHUuas. /s mosTa Ha MecTo BoXKeCTBEHHOro C/loBa 3aCTymaeT C/I0BO
HO9TUYECKOe, TPOaHHOE, Ja>Ke CMEXOBOE, HO BCE )K€ He MOTHOCTBIO yTpa-
THUBIIEe CBA3b CO CBALEHHBIM, a TOJIBKO Iepellefliee Ha MaTepuaaucTide-
cKkuil IaH. B MaTepuanusMe 9TOro CTMXOTBOPEHMN A, TPV BCEVl AUCTAHIUN
K Bepe, IpoJieraeT IIyOoKMil C/iefi peIUurunO3HOCTI.

ITpoTuBONOCTaB/IeHNE KYIbTa TPYZla C OZHOU CTOPOHBI M PEIUTUM C
LPYTOIl JAHO B ellle OfHOM CTUXOTBOPEHMU 13 TIePCIeKTUBBI He IIPOCTO
KPUTUYECKOIT, HO JjaXke HUIMINCTHYeCKOL. OHO COCTOUT M3 Tpex HeOOob-
VX YacTeil ¥ pacCKasblBaeT O JIIOAAX, paOOTAIONINX Ha 3aBOfie — «IIapall-
KMHOI (abpuke». Bo3MOXHO, UMeeTcs B BUAY XMMUYeCKoe IpefIpuarTue
B OnekTpocTany, rie paboran CaryHoBckuit,'® wam mertammyprudeckumit
3aBOJ] B TOM K€ TOpOfie, HO, BEPOATHO, TOIOC LIMpe — 3TO COBOKYITHOCTD
Pa3HBIX COBETCKMX HPEeANpMATUIL. YKIaJ >KU3HM pabOunX He OCTaBIIsAeT
MecTa JI/Isl HaJeXKAbL:

[...]

[MMapamxwHa dpabpuka,

TpaBu pabounit kmacc!

3pecn ABa XPUCTOBBIX IIPA3/{HNKA —
HOTy4Ka

I aBaHC.

[...]

10 HayuHo-mccnenoBarenbckuii MHCTUTYT 3akpbiToro Tuma, QHUTI. O6 sToM cM. ykasaHme
V1. AxmetbeBa [644]. B coobiennn us MMYHOI Hepenycky oT 2 deBpas 2025 I. AXMeTbeB
et takke: «IH CaTyHOBCKmit emé o BoiHBI paboran B HaydHo-mccmefoBaTenbckom
TpybHOM MHCTUTyTe B [IHenponeTposcke. ITocne BoitHbl B OHMTU — OnekrpocTambekuit
HAyY4YHO-MCCTIE/IOBATEIbCKMII TeXHONOTMYECKMIT MHCTUTYT. B mpuHIpIe u TaM u Tam 1pu
HIW mornu 6bITh KaKye-TO MPOM3BOJCTBAY.
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re 6or?!! Her ero,
1 BUHUTD HEKOTO,
caMu 3aMeCUIN,
caMm

TeCTO KBACUIIN,

caMu packycunn |...]

27 CeHMAOPS U 1 OKMAOPS 1963
(143]

Peub cHOBa uMzeT Kak 0 Xxj1ebe, TaK 1 0 Bepe, HO X/1eb 371eCh — MeTOHVUMIUS
CeKy/spu3anum, o0paTHoe MpeBpallleHne 10Ty Xpucra B Metadopuieckoe
«TeCTO» >KM3HU 6e3 pelurui. A Ha CMeHY TUTYPrudecKoMY KaleHJapIo C ero
IIpa3sgHNKaMI IIPUXOOANT O6bI,[[eHHbH7[ MaTepMain3M «IIOTYyIKM N aBaHCa»
C COIIYTCTBYIOIIVM IIbAHCTBOM. K Bpe€MEHaAM, KOrja XpUCTMAaHCTBO UTpalo
POJIb B XXN3HN OOBIUHBIX T[IOIIeﬂ, ABTOP OTHOCUTCA 6e3 CeHTUMEHTATbHOCTI:
YK€ TOorjamHye «XpuCcTOBbI IIPAa3AHUKM» CYMHOHMMMYHDBI IIOBOAY BbINNTD,
B 3TOM CMBbIC/Ie OO/MBIINX M3MeHeHMIT He Ipousonnto. OfHAKO OTCYTCTBIE
Bora Bce e femaer XM3Hb TsDKeslee, IPUYEM CTPOKA «BMHUTb HEKOTO»
MOJKXET O3Ha4YaTb KaK TO, UTO J/IIOAV CaMM BMHOBATbhI B IIOTEPE PEIUTUN (I/I
IIPMHOCHIMOTO et yTeHIeHI/IH), TaK U TO, YTO BMHY 3a TATOTDI CYILIECTBOBAHA
TENIIEPDb HENIb3 IIEPETOKUTD HA boran IIpOBUEHME. B aTom TekcTe coBeTCKUIM
MaTepunaanMm I/I306pa)KaeTCH KaK 6CSYCHCHIHaH IIOIIbITKA 3aIlOJIHUTDHb
[OTepIO CBSLIEHHOTO, «Heba», Py THHHBIM TPYLOM: «ABIPKY B Hebe 3aTKHYB, /
Topunt Tpy6ar. JKusHp pabouux B 3TOM ABIPIBOM M CKBO3SILIEM MUpe TaK
0e3bICXOfHA, YTO SI3BIK [yIA a[jleKBATHOTO ee OMMCAHUS — HeIeH3ypHas
OpaHb (B 9TOM CTUXOTBOPEHUM, KAXKETCS, PEKOPAHOE ISl BCEro cOOpHMKA
KOJIN4YeCTBO 6paHHI)IX C/I0B, 3aMEHECHHBIX Ha TO‘IKI/I).

O,[[HaKO y CaTyHOBCI(OI‘O €CTb Jpyrne TEKCThbI, B KOTOPBIX IIEPEXOL OT
CBAIEHHOTO K MaTepUajiCTYeCKOMY He BefieT K OTYasIHUIO,  HAIPOTUB —
K HaJieKfle Ha OOHOBJIEHNe, KaK B IIpMMepax, IPUBEEHHBIX BbIllle — CTH-

11 OG6pamaer Ha cebs1 BHUMAHNUE TO, YTO 3[jeChb — BIIOJIHE OIPABJJAHHO — «bOr» HAMMCAH CO
CTPOYHOIT OYKBBI, B TO BpeMA KaK B OOJIBINMHCTBE CTMXOTBOPEHMIT — C TIPOIMCHOI (BKTIO-
4as MIMOMBI, Ifie 910 ua/muiHe). ITo coobuennio AXmeTbeBa, Hamucanue cnosa «Bor» Bo
BCeX CTMXOTBOPEHMAX aBTOPCKOE.
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XOTBOPEHMAX O BOCKpECIIEM ITHE M O TpaBe Ha Morusie. B ofHOM 13 Takux
cTuxoTBopeHnit CaTyHOBCKUII MCTIONIb3yeT UTPY C/IOB C IIOMOIbIO OIHOKO-
PEHHBIX KOTHATOB M3 PasHBIX C/IABIHCKMX A3BIKOB. BeTxmit 3aBeT ymopo-
671eTcA elrle He COBCEM VICCOXIEMY epeBy:

Ha ceryarke I71a3 — cyxoe JepeBo.
CHTHaJIbl, CUTHAJIBL.

BypoBsT, MypaBsT.

OxucnAAce, 06pamaTbcs B Ipax.

Hert, ne xouy.

Jlydiie Tak: CTBON — BeTXMUIl 3aBeT —
CHOBA J1aJI 3€/IEHBIN CBET.

CraBky 60pMOYyT

Ha CeMI sI3bIKaX:

CBST CBET C BETOK!

Svit! Swet! Swiat!

9 HOAOPS 1966
[203]

ITpencraBuB cebe COBEpLIEHHO CYXOe, VICTOYCHHOE HACEKOMBIMY [epeBo,
aBTOp iyMaeT ¥ O COOCTBEHHOM IIpeBpallleHMM B IIpax, HO 3aTeM HaXo-
INT yTelleH)e B MBICTU O TOM, 4TO nymanusM (Berxmit 3aBet) elle nmeet B
cebe >XM3HD, KaK CTapoe JiepeBo, paclycKarleecsi BecHoit. HoBast 3emeHb
OCBeIJaeT CTapblii CTBOM, X 3TOMY INPONO/KEHUIO KU3HU I0ETCA 4TO-TO
BpOJie OCaHHBI, HO TOJIBKO HE CaMUM II09TOM, a ITHUIIAMM, CTTaBKaMM, 9be
MMsI HATIOMIHAEeT BO3HeCEeHMe CMaBbl, cmaBocnoBue. ClaBKy — He JIIOAU U
He aHresbl, HO B UX IjebeTe MaTepuanuCTIYecKoe «CBET» IIPeBPalaeTCs
B «CBAT» MO-MONbCKYU, U TO-PYCCKM 3TO HauMHAaeT 3By4YaTb KaK OTCBIIKA K
cBsitocTi 2. Tora KaK B 4e/I0BEYECKOM SI3bIKE Ha MECTe CBSATOCTH OCTa/Iach
JIaKyHa, B sI3bIKe IITHUI] ee ellje KaK Oy TO MOKHO PacC/IbILIATD.

12 VccmenoBanyeM poy TPaHCIMHIBAbHOCTU B 109THKe CaTYHOBCKOTO ceifyac 3aHMMAeTcst
OHem Mope. D101 TeMbl Kacamich ee 0K/ Ha CUMIIO3MyMe, MOCBsleHHOM CaTyHOB-
CKOMYy 1 TpolremeM B JJapTMyTCKOM KommepKe B 2024 roay, u nekuus “Widen the Circle:
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Korga Kadxa mucam o deTbIpex HEBO3MOXKHOCTSIX, C KOTOPBIMHU CTasl-
KMBAIOTCS HEMEIIKO-eBPeJICKMe MUCATeIN, OH 3HAJI, YTO HEBO3MOXKEH JIA
HUX OBbII CaM JIMTEPATYPHBII S3bIK, KOTOPBII UM IPUXOAUIOCH M300peTaTh
3aHOBO. CaTyHOBCKOMY TOXKe IIOTpe0OBaICs HOBBIL A3BIK. B mpuioxeHun
k HeMy ¢opmyny Kadky MOXXHO IepenmcaTb Tak: [ I09Ta HEBO3MOXKHO
IIJCATh OT /IMLIA BEPYIOLIEro, HO OH He MOYKET HM YITHU OT MBICTIEN O Bepe,
HY OTKa3aTbCs OT IONBITOK COBMECTUTDh MaTepUaTUCTUYECKIIT 06pas MbIC-
Jeit ¢ MOMeHTaMu IpodaHHOro osapeHusi. OTOTEHHBIN sI3bIK COBETCKOII
TeiICTBUTENIBHOCTY B €T0 CTUXAaX XPaHUT JIAKYHY Ha MeCTe yUIe/ILIeil B IIPo-
1IJIO€ BEPHI IIPEIKOB.

JIuteparypa

Arizenbepr, Muxaun (2005): «Touka conpoTusienusi», B: OH sxe: Onpasoan-
noe npucymcmeue: Céoprux cmameii. Mocksa: Baltrus / HoBoe uspa-
TEbCTBO, 35—45.

Bypkos, Oner (2009): An Camynosckuii: nonvumxa 6uoepaguu. https://
imwerden.de/publ-1881 (12.10.2025)

Topanuk, JInnop / O6opus, Jles (2022): « Moiiwa 3 Bepoviuesa...» fna Ca-
mynosckoeo. https://polka.academy/podcasts/807 (15 oKTs16pst 2022)

3bIKkoBa, ['anmHa / ITenckas, Enena (2021): «x CaTyHOBCKMIL. MaTepnasl K
U3y4YEeHVIO TBOPYECTBA U JIMTEPATYPHOTO KOHTEKCTa», B: 3bIKOBa, lamm-
Ha / Kynaxos, Brapgucnas / IlaBnosen, Muxaun (pen.): «/Iuanososckas
wikona»: mexdy 6apaunoil nossueii u xouxpemusmom. Mocksa: Hosoe
UTEepaTypHOE 0603peHIe, 593—-624.

Kykynus, Vb (2019): IIpopuie k He603MOMCHOU c6A3U: cmambu 0 pycckol
noasuu. Exarepnubypr/Mocksa: KaOuHeTHBII yIeHbIIL.

JIo6xoB, EBrennit (2005): «/mxeHep 13 dexTpocranu», B: 3epxano. Iume-
pamypHo-xydoxecmeernoiii sypran. Tenv-Asus. 25. https://zerkalo-litart.
com/?p=1761 (12.10.2025)

Hexkpacos, Beceomon (1991): «O6BsicHuTeNnbHas 3amuckar, B: OH xe: Cnpas-
xa. Cmuxu. Mocksa: I[Tocrckpunrym, 38-41.

Translingual Poetics & Children’s Poetry in the Work of Yan Satunovsky”, mpounransas B
yuusepcurere IInrrcbypra B 2025 rogy. Crarbs Mopc o TpancimHrsaabHoCTn CaTyHOBCKO-
TO TAK>Ke BK/TIOYEHA B HACTOSIINIT HOMep BEHCKOro CTaBMCTIYECKOrO albMaHaxa.


https://imwerden.de/publ-1881
https://imwerden.de/publ-1881
https://polka.academy/podcasts/807
https://zerkalo-litart.com/?p=1761
https://zerkalo-litart.com/?p=1761

272 Anna I'nasosa

Open (Hagens), Mixaxk / Ilpat, Hadranu (coct.) (1996): Kpamxkas espeiickas
snyuknoneous. Tom 8: Cupus - gawusm. Viepycanum: O61iecTBO 10 MC-
CIeOBAaHNIO eBpelickux oOmuH / EBpelickmit yHuBepcuteT B Vepyca-
M.

Yenenckuit, ITaBen (2021):; «[losiBleHMe HOBOTO IO3TUYECKOTO CYODBEK-
ta. [Toasusa EBrennss KponmBHMIIKOTO KOHIIA 1930-X — 1940-X TOLOB»,
B: 3bIK0Ba, l'annua / Kynakos, Bragncnas / [TaBnoser, Muxaun (pen.):
«/Tuano3osckas uikona»: mexdy 0apauHoil nodsueti U KOHKPEMU3MOM.
Mocxksa: HoBoe nureparypHoe 0603pene, 212-242.

Benjamin, Walter (1991a): ,,Uber den Begriff der Geschichte®, in: Ders.:
Gesammelte Schriften. Band 1. Frankfurt a. M.: Suhrkamp Verlag, 691-706.

Benjamin, Walter (1991b): ,,Der Surrealismus®, in: Ders.: Gesammelte Schrif-
ten. Band 2. Frankfurt a. M.: Suhrkamp Verlag, 295-310.

Golburt, Luba (2023): “Tan Satunovskii: Identity and Biography, from the
War to the Lyric”, in: Slavic Review 82/3, 640-64;.

Grinberg, Marat (2020a): “Hate in Soviet Jewish War and Holocaust Wri-
ting”, in: AJS Perspectives: The Hate Issue, 56-57.

Grinberg, Marat (2020b): “Poetry of Witness and Poetry of Commentary:
Responses to the Holocaust in Russian Verse”, in: Aarons, Victoria / Lass-
ner, Phyllis (Eds.): The Palgrave Handbook of Holocaust Literature and
Culture. Cham: Palgrave Macmillan / Springer Nature, 307-327.

Kafka, Franz (1966): Briefe 1902-1924. Frankfurt a. M.: Fischer Verlag.

Kafka, Franz (1967): Tagebiicher 1910-1923. Frankfurt a. M.: Fischer Verlag.

Scholem, Gershom (Hrsg.) (1980). Walter Benjamin / Gershom Scholem.
Briefwechsel 1933-1940. Frankfurt a. M.: Suhrkamp Verlag.



Wiener Slawistischer Almanach 95 (2025), 273-310

Luba Golburt

“Mal’chik-Starchik”: The Biohistorical Subject
of Yan Satunovsky’s Poetry

Abstract: This article identifies and analyzes a corpus of poems on old age and aging in
the works of the unofficial Soviet-era poet Yan Satunovsky (1913-1982). Focusing espe-
cially on Satunovsky’s experiments with short poetic form, e.g. with quoted language,
parataxis, ellipsis, and numerical shorthand, the article discovers in these texts sites of
the poet’s sustained reflection on subjectivity, history, biography, and temporality. The
lyric subject that emerges from these texts represents himself and his embeddedness
in history through oblique interiority, often intuited from third-person descriptions,
and makeshift temporalities that are ironically assembled from citational fragments
and narrative omissions. These readings are contextualized through reference to Soviet

biopolitical conditions.

Keywords: aging, lyric subjectivity, poetry and temporality, biopolitics, unofficial lit-

erature

In characterizing Yan Satunovsky’s distinctive lyric subject, scholars have
noted two interrelated features: a reliance on external, borrowed speech and
a detached, observational mode of perception, including that trained on the
subject himself (e.g., Korchagin 2021: 564; Kazarina 2004: 330-331). This lyric
speaker achieves a fractured self-positioning by ironically absorbing official
rhetoric and everyday Soviet vernacular, alongside and as part of his own
speech.” Readings of Satunovsky’s oeuvre have focused especially on poems
about war, Jewish experience, and Soviet daily life. Little attention has been
paid to his many poems on aging and old age, which, as this essay shows, form
a crucial and revealing part of his oeuvre, one that might allow us to finetune,
or even revise the notion of Satunovsky’s subject’s externality or detachment
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and shift attention to his physiological embodiment and biographical embed-
dedness in a temporality that is both personal and historical.

As any student of Satunovsky’s corpus quickly discovers, his work returns
repeatedly to certain thematic preoccupations, producing constellations of
poems around specific topics. These clusters sometimes emerge within a short
span, forming loosely chronological cycles; in other cases — as with “old age” -
they accrue across decades, suggesting a long-term, recursive engagement.'
This tendency toward cyclization or, rather, elaboration of theme through vari-
ations, often characterizes poets working in the short lyric form, going back
to Fyodor Tiutchev and Afanasy Fet in the nineteenth century, and particu-
larly abundant among poets in Satunovsky’s Lianozovo milieu (especially Igor’
Kholin and Vsevolod Nekrasov). Attending to the accretion of such poems,
rather than isolating individual texts, can illuminate persistent creative habits
and help describe the structure of a lyric subject and temporalities shaped less by
a narrative arc or Bildung than by patterned repetition and thematic recurrence.

Old age and aging constitute one such thematic node in Satunovsky’s work,
appearing across dozens of poems.? This article brings together a representa-
tive selection of these texts to trace conceptual through-lines that frame Sat-
unovsky’s lyric subject as a biohistorical construct. By “biohistorical”, I mean
to draw attention to the dense entanglement of biological and historical time
in Satunovsky’s short form. While this reading implicitly draws on biopolit-
ical theory — as making visible the management of life and the curtailment
of agency under state socialism — my primary focus lies elsewhere: on the
internalized, subjective dimensions of that pressure, and, most centrally, on
how Satunovsky’s lyric configures experience through specific formal mech-
anisms. The thematic focus on aging, as a temporal and experiential category,
thus brings into sharper relief such qualities of Satunovsky’s short lyric as
the split subject, parataxis, ellipsis, and numerical shorthand, as well as an
intonational inflection that constitutes the subject indirectly, through voice
rather than extensive biographical detail. In this context, Soviet biopolitics
emerges not simply as a shaping force, but as a condition that Satunovsky’s
lyric form renders legible — whether through witness and ironic inhabiting, or

1 On cyclization in Satunovsky, see Kulagin 2016, who calls him a “cyclical’ author” (“tsikli-
cheskii avtor”; ibid.: 30).

2 Cf. Oleg Burkov on the theme of old age in Evgeny Kropivnitsky’s work (Burkov 2012: 116—
126). Most of Kropivnitsky’s old age poems, by my count a smaller corpus than Satunovsky’s,
adopt a parodic tone.



“Mal'chik-Starchik” 275

more obliquely through understatement, euphemism, and resistance. More
broadly, then, this essay contributes to discussions of both life-writing in
postwar Soviet literature — by demonstrating how non-narrative, compressed
forms can function as biographical practice — and of Satunovsky's distinctive
poetics, here read at the intersection of lyric voice, historicity, and biography.

Life Stories

Satunovsky’s poems that take old age as their starting point tend to imply a life
already lived yet left largely unnarrated. The result is a curious deflection of
autobiographical content: a self whose potential for story is hollowed out, or
deemed too trivial or common to recount, yet whose presence - fragmented
and ironic but clearly shaped by lived experience - is unmistakably felt. This
is a subject who is both forgetful of his past and insistently marking the lacu-
nae his memory or speech cannot fill. Consider first this pair of poems that
explicitly signal the omissions involved in any, but here particularly Soviet,
life-narration. One is a first-person lyric statement; the other, an ironic syn-
opsis of a humdrum Soviet life belonging to another character:

3abbiBato, Kyjja mOLIETL,
3a6bIBalo, 3a4eM HMPULIET,
>KU3Hb

6bl1a

win Hé 6blIa,

3abennio,

3aBOJIOKJIO,

ouepeny 3a MOTIOKOM,
ouepenu 3a xe6om;
[po3eBalo 0uepelb 3a XIe60M,
BCIIOMMHAIO,

KOTO He CJIEJIOBaJIO,

a KOTo TI06uII,

Tex

ZIABHO 3a0bIL.

4 Oexabps 1963
[150, no. 291]
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I forget where I was going,
I forget why I came here,
life

was

or wasn't,

things have all

gone white and fuzzy,
lines for milk,

lines for bread;

I blink and miss the line for bread,
I call to mind

the ones I shouldn't,

while those I loved

Tve

long forgotten.?
4 December 1963

PacckasaTpb Bam BCE?

He ckasaTp Huuero?

boinu gBa mapTHEpa,
IBa MOHTEpa

B HaIy JI00Ky BTI06/IeHBI.
Crarna JTro6xa

téteit JI106011,
cmaboit 1 6e33y60it,
B3pOC/IbIE JOUKI

y MaTepu-OVHOUKI,
KOCMOC,

K/IVIMaKC —

BCé

CIIUTIOCH

BOEJIVHO,

3 The author is grateful to Ainsley Morse for contributing all poetic translations in this article.
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paccka3aTb BaM BCEé —

HE CKa3aTb HNYErO.

22 CeHMAOPA 1964
[164; no. 323]

Tell you everything?
Say nothing at all?

Once there were two partners,
two repairmen,

both in love with our Lubka.
Our Lubka turned

to Auntie Luba,

weak and toothless,
grown-up daughters,

single mother,

outer space,

menopause —

all

became

one,

telling you everything -
says nothing at all.

22 September 1964

Both poems originate in commonplace colloquialisms and, correspondingly,
sketch lived life as taken over by banal, everyday activity.* This is an ordinary
Soviet life: queues for milk and bread, single motherhood, space exploration

4 The second poem recalls the matter-of-fact, paratactic structure of the epitaphs in Igor’
Kholin’s Zhiteli baraka (Barrack Dwellers), which tally up the meager facts of disfigured So-
viet proletarian lives with wry detachment. In contrast to Satunovsky’s portraits of the living,
Kholin’s poems offer a kind of final life summation. The record of one such life, selected
here for its brevity, reads as follows: «Ymepna B 6apake 47 ner. / [lereit Het. / Paborana B
My>ckoM Tyanere. / [ls yero xuna Ha cBete?» (Kholin 1999: 24) (“She died in the barracks
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rendered as rote public discourse. As past, these deflated, unheroic experi-
ences blur together (zabelilo, zavoloklo; vsé slilos' voedino) and obscure the
stuff of lyric poetry: love (kogo liubil) and life (zhizn' byla ili ne byla). The
narratives are bare for many reasons: they resist the heroic teleology of Soviet
biography, underscore the eroding force of Soviet byt, mark the texts’ circula-
tion in milieux where things must remain un- or under-stated, and acknowl-
edge the shared and ordinary content of the lives that are so familiar they need
not be told.

While the poems flirt with fragmentation and erasure - through drifting
paratactic syntax, colloquial diction, weakened confessional force, and the
overall negation of transcendence - they are also encircled by framing refrains
that suggest coherence. Each poem’s end loops back to its beginning, that is,
poetically remembers the past while thematically foregrounding the failures
of memory and storytelling: “I forget where I was going, / I forget why I came
here [...] I call to mind / the ones I shouldn't, / while those Iloved / I've / long
forgotten” and “Tell you everything? / Say nothing at all? / [...] telling you
everything — / says nothing at all”. Though the life narratives surface primarily
through absence, the poems assert their own formal wholeness. Their frames
perform a meta-lyric function. They reach for disclosure while simultaneously
withdrawing from it, acknowledging both the excess that lies beyond mem-
ory or articulation and the impossibility of full recall, even as they enact the
impulse to speak. In this way, they reconstitute the lyric in a skeletal, ironic
mode at the site of narrative’s collapse, shifting attention from life’s particular
content to its bare form, a short poem.

A still more ironic and minimalist takedown of life narrative is performed
in the 1968 poem “Chem dal’she k starosti i smerti...” (“The closer to old age
and death...”, no. 562):

YeM pasbliie K CTAPOCTYU U K CMEPTU
(a;maBepyibl, a/aBepybl),
TeM GmvpKe miad B [eHucapere

n Borin CuHeit bopopbr:

at age 47 - / No kids. / She was a men’s bathroom attendant. / Why did she live?”; Kholin
2017: 67).
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— KM/ HE MBI —
— MbI He KU —
— HAC JKEHW/IU —

— HEXXe/IN BbI —

19 mapma 1968
[242]

The closer you get to old age and death
(allaverdi, allaverdi),
the closer the weeping in Gennesaret

and the Bluebeard screams:

- lived not we -
- we lived not -
- we were wed -

- in your stead -
19 March 1968

The approach of old age and death is associated here not with the accretion of
experience, but with the recognition of foreclosed possibilities: healing that
will not come (the cries from Gennesaret, evoking both the skepticism and
longing of those who witnessed Jesus’s miracles) and desires that will grow
more ravenous yet remain unsatisfied (the frustrated outbursts of Bluebeard).
Allaverdi — a word used to pass the turn to speak at a Caucasian feast — casts
the entire poem in ironic quotation marks, turning it into a shorthand for
ritualized speechifying and festal drunkenness, but also highlighting the for-
mulaic nature of what is being said, its shared and well-rehearsed quality and
maudlin sentimentality. The dashes in the poem’s second half turn the frag-
ments of life narrative that they enclose (we didn't live, it is not we who lived,
we were married off) into a collective lament and serve as placeholders: both
for the hollowed-out lives they gesture toward and strike through, and for
the ritualized, clichéd discourse that need not be repeated in full. The lives
Satunovsky captures thus contain much, but amount to little, at least when it
comes to unique plots, self-expression, lyrical reflection, or other forms that
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agency might take and life narrative record. Life happens elsewhere®, and
marriage in particular is cast as an imposition by others: we were married off
or, as in another poem, «[...] 30 1eT npuHyANIOBKNU 6paxa, 33 [...]» (“30 years
of marital drudgery, 337; [162]). Similarly, life is something that befalls Luba,
the protagonist in poem no. 323, who, in a paratactic sleight-of-hand, trans-
forms from the youthful Lubka into the aging ‘auntie” Luba, her experience
accumulating not as Bildung, but only as name adjustment and visible biolog-
ical decline — weakness, toothlessness.

Reflecting in 1954 on the transformed pace of modern life and her contem-
poraries” experience of old age, Lydia Ginzburg, Satunovsky’s older contem-
porary and one of the most incisive chroniclers of Soviet experience, draws
an illuminating distinction between biological and social aging. The twen-
tieth-century subject, she argues, lives according to fixed life scenarios that
delay or even foreclose the arrival of maturity:

Ecnu 3permoctu He OyfieT, ecny CO3HaHME CTAOMJIBHO, COBEPIIAETCA TOJIb-
Ko Omonormyeckmii mporecc onpsaxiaeHus. [...] 3arajodHocTs Oymylue-
IO — OCHOBHOJ NIPM3HAK MOJOJOCTY, 1o moHATHAM XIX Beka. Yenosex
XX Beka, He 3HAIOLINIL, YTO MUMEHHO CIYYMTCS C HUM 3aBTPa, IIPeCTaBIIA-
eT cebe 3aT0, YTO XKJIET €ro Yepes rof, Yepe3 fAecsTh U [JBA/LATh JeT. B ero
PasBUTUN MPESBUANMO BCe — OOpasoBaHIe, IPeANpUATHe, YIPEKIEHIE,
MecTonpebbiBanue. TeopeTndecky yupexzieHue M MeCTOIpeObIBaHUe IO-
JKM3HEHHBI (MeCTa BeJjb MEHSIOT He OT XOPOIINX IPUUNH).

(Ginzburg 2002: 191-192)

5 Alater poem returns to the theme of life happening elsewhere - this time in a political regis-
ter — recasting the Soviet pastime of tuning in to Western radio as a search for extraterrestrial
life that underscores the absence of life at home. That the seeker is a retiree marks him as
already removed from active life, but also implies a backward glance at a Soviet life devoid of
agency, a life he can neither locate nor recognize as having occurred: «Ilenbiit gess / KpyTut
paauo / moMoziesi-neHcuoHep. / VI yero emy, cripamusaercs, Hajjo? / JKusHu / HeT / n Ha
Jlyne» (“All day long / stay-at-home gramps / plays the radio. / And what does he do it for,
you might ask? / No / life / on the Moon either”; [305]).
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If there is to be no maturity, if consciousness remains static, then there
transpires only the biological descent into decrepitude. [...] The mystery of
the future is the defining characteristic of youth, according to 19th-century
notions. A person of the 20th century, not knowing what exactly will happen
to him tomorrow, nevertheless has a good idea what awaits him in a year, in
ten or twenty years. Everything in his development is predictable — education,
employment, institution, place of residence. In theory, both the institution and
the place of residence are determined for life (after all, people don’t change

places for good reasons).

While presented as an observation about the twentieth century generally, the
stasis that Ginzburg describes sums up particularly the postwar Soviet reality
and its bureaucratically framed milestones: obrazovanie, predpriiatie, uchrezh-
denie, mestoprebyvanie. (Satunovsky might have added marriage to this list.)
Under the conditions of monotony, a young person’s future becomes predict-
able and static, and old age arrives as an external phenomenon, exposing the
discrepancy between man’s biological and social being.

The same temporal suspension that flattens lived experience and thwarts
the twentieth-century subject’s maturity also stunts creative life when it is
forced underground. Ginzburg, speaking in general philosophical terms but
no doubt including herself, turns briefly to the fate of the “unrealized man”
(“nerealizovavshiisia chelovek”) and the uncanny decay of unofficial writing
when left without a reader:

HanucanHoe B CTON, K COXXa/eHNIO, HE JIEKUT TaM CIIOKOJiHO. Bpems, or-
KasaBlllee 3TOM MPOAYKIMU B HOPMa/nbHONM COIMANbHON >XU3HU, HE OT-
KaspIBaeT el B cMepTu, B pacmafie. Ilatupecarunernuii, cKaxkeM, aBTOD
HACYMTHIBAET y>Ke HECKOJIbKO IEPUOOB TBOPYECTBA B CTON — PaHHee, 3pe-
noe, mospHee. .. OH MOXeT C/IeiUTh, KaK HAIMCAHHOE, JIe)Ka B CTOIE, TepseT
CBOEBPEMEHHOCTD; KaK B HEM IIPOCTYIAIOT YePThl HAMBHOCTYU MU Oe3BKY-
CUIIBL; KaK 3aTHMBAET HEXXVBIIAS MaTepus.

(Ibid.: 189)

What is written “for the drawer”, unfortunately, does not lie there peacefully.
Time, which has denied this work a normal social life, does not deny it death
and decay. A fifty-year-old author, for instance, may already tally several peri-
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ods of work for the drawer - early, mature, late... He can observe how the work,
lying in the drawer, loses its timeliness; how traces of naiveté or vulgarity begin

to show through; how matter, never having lived, begins to rot.®

In this poignant fragment, historical time passes the drawer-bound work by
while inevitably dating it. Withheld and bounded, the private is nevertheless
imprinted with public history. It is the recognition of both the disjunctures
and the complex mutual imprinting between public and private time that
motivates the split subject of Satunovsky’s lyric and the many ellipses in his
construction of biography. Satunovsky’s lyric subject is, in this sense, the unof-
ficial subject par excellence. Being unofficial doesn't require being an under-
ground writer. It names a condition of unrealizability, where life unfolds out
of sync with official time and gets told through ironic gaps rather than coher-
ent narrative. This subject exists between public and private time, constantly
marking the contradictions and acts of withholding that define this double
temporality.

Satunovsky’s lyric takes up, and makes formally palpable, the same insight
that Ginzburg articulates philosophically: the paradox of time denied as
development yet still unfolding as chronology, delay, and senescence. A New
Year’s poem (no. 302) captures this predicament with stark simplicity:

Bor yxe

B IIECTHOECCAT LIeTBépTOM romy
A ugy

1o cHe>XHOIT OcToXKeHKe.

Bot yxe
B IIECTbAECAT ‘{eTBépTOM ronpy
5 CTOIO

Y CTOSTHKM aBTOOYCa.

W dero s

TaI0Ch?

6  Cf. Satunovsky’s declaration that the meaning of poetry is “to live without going stale” (“chtob
zhit’ ne zalezhivaias’; [302]).
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U gero s
KIY
BOT y>Ke B IIECTbECAT YeTBEPTOM

rogy?

2 AHBAPS 1964

[152]

And now

in nineteen sixty-four

I walk

along snowy Ostozhenka.

And now
in nineteen sixty-four
['wait

at the bus stop.

And whyam I
hiding?

And what am I
waiting for,

now, in nineteen

sixty-four?
2 January 1964

Here, the steady march of calendar time only accentuates the subject’s own
inertia and resignation. Contrasting with the imperfective verbs of his daily
routines and habits of self-censoring and hiding, the refrain “vot uzhe” (“and
now”) conveys the poen’s structuring temporal tension. It creates a sense of
both change and stasis, immediacy and belatedness, as if the timestamp of
1964 and the arrival of the new year should carry meaning but instead do not
register anything new.



284 Luba Golburt

A complication of this contrastive temporality can be discerned in one of

Satunovsky’s better-known poems (no. 594), written the day after the Warsaw
Pact troops entered Czechoslovakia in August 1968:

Kaxkde xpecTbaHCTBO?!
Kakasa narennurenimsa?!

Kaxoit pabounit kmacc?!

Ee Buepa no-uemcku:
— Pozor! Pozor!

CeropiHA MO-PYCCKIL. ..

Korpa xe 51 6yny >Kutb?!
MHe y>xe 3a TpULATb!
S omnbes!

Maue yxe mog mecrbiecarT!

21 agzycma 1968
[264]

What peasantry?!
What intelligentsia?!
What working class?!

Just yesterday in Czech:
- Pozor! Pozor!”

Today in Russian...

When will it be my turn to live?!
I'm already over thirty!

I'm wrong!

I'm already almost sixty!

21 August 1968

7  ‘Pozor’ means ‘attention!” in Czech; the same word means ‘shame’ in Russian.
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In his overview of Russian literary responses to the invasion, Tomas Glanc
identifies in the final stanza of Satunovsky’s poem the same suspension, or
even reversal, of Bildung that Ginzburg theorizes:

TIponcXonuT HeKas HeraTMBHAs MHMIMALV. ECmm MHMOVANVS 3HaMeHy-
eT IepeXof MHAVBIAYYMa Ha HOBYIO CTYIIEHb Pas3BUTH, IIOBEM, TO 31€Ch
MMeeT MeCTO IPOTUBOIOIOKHAS TEHEHIUA K yIafgKy. [loTeps mepcnexTu-
BBI, HAJIeK/Ibl WIM W03l — 9TO MOBTOPSIOLINIICA NEITMOTUB B Pelpe-
3eHTaLNM COOBITUI 1968 TOfa.

(Glanc 2011: 82)

A kind of negative initiation takes place. If initiation typically marks an indi-
vidual’s transition to a new stage of development, a rise, here we see the oppo-
site tendency toward descent. The loss of perspective, hope, or illusions is a
recurring motif in representations of the events of 1968.

While the discrete statements made in each of the poem’s three parts are more
or less legible on their own, it is crucial to unpack the dialectical relation-
ship implied in their sequence. The idealism of class unity questioned in the
first stanza is fully discredited by the Soviet military intervention, a political
rupture that the second stanza renders poetically through code-switching:
“Pozor!”, the Czech cry of warning, morphs into its Russian echo - a false
gesture of pan-Slavic affinity, where phonetic kinship only sharpens semantic
and political estrangement, becoming instead an admission of shame. If the
third stanza functions as a kind of synthesis or pointe, delivering the upshot
of the collision between ideology and practice staged in the first two, then the
despair it voices is strikingly personal, retreating from historical event into
autobiographical reckoning, a space of lyric utterance. An entire life - from
Satunovsky’s arrival in Czechoslovakia as a young officer in the Soviet liber-
ating army (“I'm already over thirty” - note the insistent “already’, uzhe) to
his involuntary complicity in the 1968 invasion as an aging Soviet citizen (“I
am already almost sixty”) - is both invoked here and shown to be indefinitely
deferred. Again, this life remains to be read between the lines but not nar-
rated. If the contrast between “eshche vchera” (“just yesterday”) and “segod-
nia” (“today”) marks an event, the Soviet regime’s final fall from grace, the
analogous contrast between the speaker’s own past and present (at thirty and
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sixty) is conspicuously elided. In the transfer of public history into the private

domain, the event of the invasion is exposed not as a singular crisis, but as a

symptom of a chronic condition, one in which life and agency are repeatedly
thwarted. That the speaker can so drastically misstate his own age implies,
moreover, a still more radical realization: the unspoken equivalence between

the two wars, mirroring the equivalence suggested by the homonymic irony of
“Pozor!” The speaker’s deferred life becomes a sacrifice to a permanent state of
exception mandated by the entirety of Soviet history. The “state of exception”
fits this poem uncannily well: its coda shows the speaker suddenly recognizing

that his personal agency and meaning have been endlessly suspended in the

name of ideological emergency, whether it be the battle against Nazism in 1945

or the defense of state socialism in 1968.

We begin to see that Satunovsky’s short form generates a temporality that
corresponds neither to an individual lyric moment nor to a more diffuse
impressionism. Rather, in their minimalism, the subject’s mundane, collo-
quial observations — once realized as finished poetic gestures — open onto
multiple co-present timelines. Originating in a specific speech situation, as all
the poems discussed here do, these texts also replicate (often via conspicuous
ellipsis) the layered assumptions, background knowledge, unspoken contexts,
and spatiotemporal and historical coordinates that structure any act of speech
and any life story. Far from being externalized or sidelined, the lyric subject
and lyric utterance are compressed and in fact consolidated by these frames.

Ginzburg’s analytical humanism is grounded in the prepositional logic
of generalization and universalizes individual experience, invoking chelovek
(Man) as a theoretical construct. Satunovsky offers only brief vignettes toward a
theory of constrained life — a theory that might be ironically intimated between
the lines, but whose pathos finds no place in his lyric, or one might argue, in
the lyric more broadly, as he understands it. His economical poetic form, by
contrast, is committed to the particular and, specifically, to its verbal, intona-
tional contour. In a much-cited commentary, Vsevolod Nekrasov captures this
interplay between the individual and the universal in Satunovsky’s work:

Omn-to 3Han. VM Ha ToM crosAn. VI yxe neT TpuAuaTh, KakK 3TO Je/lal: BbI-
CKasbIBaHMEe — BCerja 4YacTHOCTb. JacTHbll ciaydail, eguHuyHbil Cru-
XOTBOpE€HME — 4YaCTHOE JINIO. HapTI/IKyHHpHOC saBneHne. JImuHoe u

VHAVNBUAYATTbHOE. [] A MaKCUMajbHO CBOE JIMYHOE — OHO ¥ €CTh BCE0O-
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wee. Crapsblit GpoKyc mupuku: 1eM 6osblue 1 — si, TeM GONbIie 51 — BCAKUIL.
BoT kakuM MHe IpefcTaBseTcst Kpeno C<aTyHOBCKOTo>.
(Zykova/Penskaia 2016)

He knew. And insisted on it. Hed been doing this for thirty years: the utter-
ance is always a particularity. An individual case, singular. A poem is a private
citizen. A particular phenomenon. Personal and individual. [...] And what
is most one’s own, most personal — that is the universal. The old trick of lyric
poetry: the more I am ‘I, the more I am ‘anyone. That, as I see it, was S<atu-
novsky>’s credo.

All the poems discussed so far formally enact a constrained life and a cen-
sored biographical narrative. Their lyric speakers, at once idiosyncratic and
representative, inhabit multiple chronologies: from the personal to the vari-
ous forms of collective time. Their syntax elides cause or development, strip-
ping narrative to its structural scaffold, locating remnants of narrative in the
intonational habits of everyday speech, and leaving the short lyric form to
contour these lacunae. In these texts, the individual comes into view through
the inflection of ordinary language by poetic form; both ordinary and poetic
language are here understood as residue and distillate of experience. This lay-
ering of temporalities reflects the fractured existence, temporal dislocation,
and suspended agency of the unofficial subject, whose symptomatic condition,
in turn, renders legible the more diffuse predicament shared across postwar
Soviet life.

Old Age Personae

Most of “40 let stikhov. Kratkaia avtobiografiia” (“40 Years of Poems. A Brief
Autobiography”, 1979), a page-long sketch Satunovsky penned as preface to
a manuscript compilation of his selected works, focuses on enumerating the
wars of the first half of the twentieth century that the author experienced and
the dislocations they entailed. But when the sketch reaches the more than
three decades of his postwar life, it runs out of steam. Satunovsky turns instead
to the poetic language of others, quoting Mayakovsky and Pasternak in a stac-
cato, trivializing succession, as if briefly to inhabit the retrospective lyric posi-
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tions borrowed from these others before finally referring the reader to his own
verse as a substitute for what the narrative cannot capture.

[...] Danblue y>xe HU4ero He 6bIIO — «KUII, paboTas, cran craposar» (Ma-
AKOBCKMIA). «V KU3Hb NPOILIA, YCIIea IIPOMENTbKHYTh, KaK HOYb HOJ, CTYK
o6mapnanHol nponétku» (ITacTepHak).

MHoro JIeT KaK aBTOp Ha IEeHCHUI 110 CTapoCcTi. BoT, moka, 1 Best Grorpadust.
Kpome Toro, 4T0 €CTh B CTUXAX, IUCATh IOYTHU YTO HEYETO.

(4]

[...] After that [his return from WWII] nothing happened - “I lived, I worked,
I became rather old” (Mayakovsky). “And life passed by, allowing just a glimpse,
like night to the clatter of a shabby old carriage” (Pasternak).

For many years now the author has received an old-age pension. And that’s it
so far for the biography. Besides whats in the poems, there’s almost nothing
to write.

The final paragraph marks out two spaces of elision: the narrative of a life
in which nothing is worth writing about and the lyric which reconstitutes
that life, but, as we have come to expect, in a patently non-narrative sparing
form. The switch to referring to himself as “author”, together with the sketch’s
title and Satunovsky’s practice of diary-like numbering and dating of poems,
gesture toward an uninterrupted, continuous totality of the poetic career and
locate the subject’s more substantive life story and identity outside narrative
structures.

In the context of this disavowal of life-writing and its recuperation in the
lyric, it is revealing to recall the roles and life-myths that Satunovsky was reject-
ing: the teleological biographies of socialist realism, the more compact but still
progress-driven service records of Soviet employees (a genre most directly
echoed in the sketch), the concept of retirement as “deserved rest” (zasluzhen-
nyi otdykh), and indeed the entire culture of what scholars have described
as the autobiographical boom starting in the Thaw era (Klots/Romashova
2018: 581). Summing up more than a decade of his life in retirement, Satun-
ovsky’s sketch ends not in a heroic highpoint, but in a narrative void: “pisat’
pochti chto nechego” (“to write there is almost nothing’, if we preserve the
word order of the Russian). The text retreats into the publicly invisible pri-
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vate sphere, which is immediately marked as the domain of poetry. Equally
instructive, from a retrospective vantage, is how sharply Satunovsky’s elliptical
mode diverges from the autobiographical writing, in both memoir and lyric,
that surged after perestroika. These later texts, made possible by the lifting of
censorship, are animated by a drive to bear witness, reclaim suppressed histo-
ries, and impose narrative coherence on lives previously distorted by ideology.
For Satunovsky’s witnessing subject, suspended in the Soviet present, such tes-
timonial narrativization is both impossible and stylistically alien. As he writes
in poem no. 585 (1968): «SI MOMHI0, / 51 HIYETO He ITOMHIO, / 51 BUJIeT, / HO Majio
ckasaTh — s Busien» [258].8 A reader who shares Satunovsky’s historical coor-
dinates may intuitively fill in the blanks, but also registers them as deliberate
lacunae, where the constraints on speech originate as much from historical
circumstance as from the pressures of lyric form.

Satunovsky’s elliptical strategies become still more historically specific
when we consider how Soviet institutions defined the very category of “old age”
that he inhabited. “40 Years of Poems” mimics the official language of Soviet
employment records (trudovye knizhki), which, as in Satunovsky’s own file,
stated: «YBO/IEH 13 MHCTUTYTa B CBSI3M C YXOJOM Ha IEHCUIO IO CTAPOCTI»
[704].° Due to the nature of his employment at a research institute, Satun-
ovsky retired earlier than the state-mandated age of sixty: he was fifty-four at
the time he received this stamp of “old age” in March 1967, with his pension
already assigned in November 1966. The comprehensive retirement pension
system, adopted in 1956, inadvertently created a new social category - the
able-bodied retiree, a figure somewhat at odds with the guiding Soviet slogan,
“from each according to his ability, to each according to his needs” (Klots/
Romashova 2018; Neumeyer 2023: 204). Thus, the new policy effectively insti-
tutionalized inconsistencies between bureaucratic and biological old age, as
well as between the ideology and practices of labor and care. It is the former
discrepancy that is of particular interest to us as we consider the lyric subject
of Satunovsky’s old-age texts. On the biographical level, it is captured in Igor’
Kholin’s terse description of Satunovsky in his memoirs: «AkTuBHas HaTypa

8 “Iremember, /I remember nothing, / I saw, / but it’s hardly enough to say — I saw”. For other
poems explicitly marking memory lapses and omissions, see nos. 872 and 882.
9  “Dismissed from the institute in connection with retirement due to old age”.
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kpaiine. OH Ha mencun. Emy 57 net 6yner 23 despansa» (Kholin 2020: 171).1°
Other accounts mention that Satunovsky might have experienced retirement
as a kind of liberation, a chance to devote himself fully to writing (Bychkov
2010). Hence perhaps the cessation of the language of public life in “40 Years
of Poems”, where retirement quite literally becomes an occasion for ending
life’s prose summary and turning to the collected poetic works.

&ﬂ'}}uz (= @Md&

Fig. 1: Satunovsky’s drawing “Old Man Satunovsky” (1967; [609])"

Even by the newly adopted 1956 pension standards, Satunovsky’s change of
status was early, feeding (as his post-retirement poems suggest) his charac-
teristic sensitivity to the impositions of discourse, here experienced on the
biopolitical level.’* Although Satunovsky’s poems begin noticing aging well
before his retirement, initially musing over the subject’s ability to fall in love
“na crapoctu net” (“in his old age”)™, only in the mid-sixties, as his retire-

10 “Extremely active by nature. He's retired. He will be 57 on February 23”.

11 I am grateful to Ivan Akhmet'ev for sharing this image and its dating. This drawing appears
on the last page of the manuscript of “Tri romansa” (“Three Songs”). It is remarkable that
Satunovsky gives this self-portrait (one of many that he sketched throughout his life) this
particular inscription in the same year that he retires.

12 Stephen Lovell cites the following official age classification in effect when Satunovsky retired:

“In 1960, the Soviet medical classification of age was changed to take account of the increased
life expectancy of Soviet people. Middle age was now extended to 60, those between 60
and 75 were considered ‘elderly’, old age proper began at 75, while those older than 9o were
‘long-livers’ (dolgozhiteli)” (2007: 211).

13 E.g., nos. 146 (1958); 184 (1959): «Henpaspa, oHa He MeHseTCsA, — / Ha CTApOCTH JIET / KaK
u BCTapb / BOMHYyeTCA M BaOnAeTcsa / gyura, / koropas — map» (“It’s not true, it doesn't
change - / in one’s old age / as in days of old / it is stirred and falls in love, / the soul, /
which is vapor”; [101]); 308 (1964): «IIpu3Hak, 13BeCTHBIIT B MeAULNHE: / C IPUOIVDKEHIEM
CTApOCTH / MY>K4MHe / X04eTCA MOOKUTh BCEX XKEHIWH, / @ MOOJbIX — B 0COOEHHOCTI»
(“A symptom, known in medicine: / with the approach of old age / a man wants to love all
women, / and young ones - especially”; [15]).
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ment takes effect, does he begin representing old age as a role that never quite
fits. This performative experience is summed up starkly in poem no. 693:

Hukaxk He 3a1I0MHI0, 4TO 5 CTapUK
(crapmk — Taxkoe aMIlya) — HUKAK,

HMKaK HE€ 3alIOMHIO.

6 OKMAOPs 1970
[311]

I just can’t remember that 'm an old man
(‘old man’ is a stock character) - I just can't,

just can’t remember.
6 October 1970

While this poem displays the split between the “stock character” of old man
and the interiority of the “actor” perhaps most explicitly, many others cast
old age as the site where the lyric subject becomes most aware of the discrep-
ancy between external appearance (the signifier) and inner experience (the
never fully articulated signified). But in this poem one also detects irony in the
speaker’s inability to remember the role - a lapse that belies his presentation
of old age as merely a social performance.'* The old man’s stock part is ironic
rather than tragic.

Another poem (no. 575), written two years earlier, dramatizes this same
slippage between social labeling and self-image in a more comical mode:

A HY, KOMY TaM B3J[yMaoch,
qto H emé nursa?

OH e yxe,

OH fef] YKe,

OH JIef] YKe,

XOTS

KPacoTKM B MapMKMaXepcKoii,

14 Cf. similarly functioning lapses of memory in poems nos. 785 and 872.
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KOTOpbIE CTPUTYT,
€ro elé He Je[JyIIKOi —

namnariei 30ByT.

5Mmas 1968
[253]

Come now, who got in their head
that Yan is still a child?

he’s a grandpa,

he’s a grandpa,

he’s a grandpa,

although

the beauties at the hair salon,

the ones who snip and trim,

still don’t call him grandpapa -
daddy, they call him.

5 May 1968

If the name Yan and the pronoun ‘he’ denote a consistent identity, the third
person also suggests a degree of role play and alienation implicit in any asso-
ciation between person and age. The resulting subject is assembled from a
makeshift temporality, patched together from others’ perceptions and the con-
text-dependent markers of “eshche” (still) and “uzhe” (already). The string of
generational labels - ditia, ded/dedushka, and papasha with its dubious erotic
capital - function not merely as chronological signposts, but as citational frag-
ments of everyday speech, each bearing specific social scripts and relational
expectations.”” These monikers are overheard or inferred through others’
address, and the subject’s ironic distance from them highlights their social
contingency. His life story and even his “I” omitted, this subject is shaped

15 Cf. Satunovsky’s closing line and doodle from a 1974 letter to Vsevolod Nekrasov: «Baru
S Sma® (mydime 651 YK /el HO, KOHEYHO, fIe/I0 Ballle, KaK XOTHTe, TaK 30BuUTe). S»
(Zykova/Penskaia 2016; “Your ‘Uncle Yasha' (though ‘Grandpa” would be more fitting — but

of course, it’s up to you; call me whatever you like). Ya/T”).
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by exposure; his interiority, hidden behind the third person and the lack of
explicit self-reflection, reveals itself obliquely, as self-consciousness.

Written two years earlier, “Kusocheck Sochi...” (“A Piece of Sochi...,
no. 457), is one of several poems commenting explicitly on the erotic stakes of
age’s social legibility, a recurrent preoccupation in this corpus. If the previous
poem casts age as a matter of social address and nomenclature, the Sochi
poem relocates this tension to the sphere of libidinous looking, where the
aging subject’s desire collides with his diminished capacity to be desired in
return'®:

Kycouex Coum.

BoT >xeHIMHa, IpefieNl TBOUMX MeUTaHUI:
¢ 6eccThIZHBIMYU MELIKAMM HOJ T/Ia3aMI,
¢ 6eccThIIHBIMY [Ta3aMI HaJl MELIKAMIU.
OHa B HEOHOBOM Hell/IOHe

Ha JIOHEe HOBOI rOCTUHUI[BI MarHonus.

Emé xycouek.

Eué mo Coun

XOIMUT CTAPUYOHOK,
3ar/IA/bIBadA B I71a32 JE€BYOHOK,
OTBOPAYMBASACH OT CTAPYX,

TaK HEIIOXOXXMX Ha €ro KOrAaTOLIHNX IIOJPYT.
CI'H/I, MaJIb9MK-CTap4YMK.

6 okms6ps 1966, Couu
[200]

16 Other poems (nos. 441, 577, 670) also associate resort-town settings with bodily display and
casual desire. In the context of aging, I will only cite the finale of no. 441, written in Yalta:
“Mue yxe 3a 50 jeT. / Bupumo, / MHe y>Ke He IOTy4UTb / Ha HOJIOBOJ BOIPOC / IOOBOI
orser” (“I'm over 50 now. / It doesn’t look like / I will ever get / any sexual answers / to the
question of sex”; [196]).
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A slice of Sochi.

Here’s this woman, the acme of your dreams:
with shameless bags beneath her eyes,

with shameless eyes above the bags.

She basks, swathed in neon nylon

on the banks of the new Hotel Magnolia.

Another slice.

Around Sochi

minces a little old man,

peeking into all the girlies’ peepers,
reeling back from the old women

so unlike the girlfriends of yesteryear.
Sleep, little boy-old boy.
6 October 1966, Sochi

The lyric speaker presents himself as both the contemplating subject in
the first stanza and the observed object in the second. The stanza break
enacts the very gap between interiority and externality that the old-age
poems make so visible in Satunovsky’s lyric generally. The uncomfortable
merger between the experiencing consciousness and the social spectacle is
performed in the poem’s lullaby pointe: the compound mal'chik-starchik.
The phrase is prepared by the contrasts between young girls and old
women, and women of the present and the past of the previous stanza. But
if the language of age categories recognizes and names devchonki (girlies)
and starukhi (old women) as separate entities and objectifies them into a
typology, the subject’s account of himself apprehends this same categorical
language as an ironic deadlock. As with the generational categories in the
previous poem, these age nouns designate fixed ontological properties,
reductive for the subject’s temporal complexity. The hyphen in mal'chik-
starchik functions simultaneously as marker of fusion and division, of
biographical coherence and crisis. At the same time, “Spi, mal'chik-starchik”
reworks this existential split as an ironic rather than tragic predicament,
not only through its playful diminutives, but by casting the poem's finale
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as mockingly citational. The imperative “sleep!” - suggestive of a range
of meanings, from the deflation of sexual arousal to the anticipation of
death’s final sleep - points to any number of lullabies, Valery Briusov’s
1919 “Kolybelnaia” (“Lullaby” Briusov 1955: 442) perhaps most immediately.
And the entire line puns on the name of the fairy-tale character Mal'chik-s-
pal'chik (Tom Thumb), further reducing the subject to a diminutive man of
folklore and picaresque adventure.

In a more solemn, later poem (no. 917), whose opening anticipates the
autobiographical list of milestones in “40 Years of Poems”, interiority again
emerges only indirectly — this time framed as a borrowed line from a novel
and staged, simultaneously, as if part of a play:

— JleTcTBO, OTPOYECTBO, BOJIHA, —

«pasroBapuBasi C caMIUM C000J1, KaK ¢ TIOCTOPOHHIM»,*
BXOJIUT CTapUK,

JKaJIKMIL, KaK Y€PHOBUK.

Tak 4TO maBHEe CIAETCS JaBEITHUM.

* VI3 mepeBOHOIT TPO3bI
15 AHBAPA 1976
[390]

- Childhood, boyhood, war -
“talking to oneself as if to a stranger”*
enter an old man,

pathetic as a rough draft.

Thus the long-ago seems recent.

* From translated prose
15 January 1976

The opening line - both the old man’s direct speech and a quotation from Leo
Tolstoy - disrupts the familiar progression of Jemcmso. Ompouecmeo. FOnocmo
(Childhood. Boyhood. Youth, 1857) with the harsh incursion of “war’, itself only a
common milestone of many Soviet life stories. The next line adds another layer
of quotation by alluding to Albert Camus’ The Stranger (Postoronnii, likely in
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Nataliia Nemchinova’s 1969 translation), a text that is, as the poem’s footnote
underscores, both foreign and in prose — hence doubly estranged from Satu-
novsky’s lyric subject. The third line theatricalizes the scene by framing it within
a stage direction and thus reinforcing the sense that the subject, a self-alienated,
implicit T, who performs the stock part (amplua) of an old man, is an assem-
blage of borrowed scripts (recall, too, the allaverdi poem in the previous section
of this essay)."” The final textualizing layer is the comparison of old man to
a rough draft, where the draft can be understood as provisionally inscribing
different historical moments (childhood, boyhood, war) and borrowed texts
(Tolstoy, Camus, dramaturgy) into a single text. This simile ironically recasts
old age as a point where no self-coherence has been achieved. In this way;, it
anticipates the final lin€’s epigrammatic shuttling from “davnee” to “daveshnee”

As we will see in the next section, this kind of telescoping reflection, whose
nimbleness is enabled by the short form, is characteristic of Satunovsky’s his-
torical thinking. For now, it is important to register this poem’s integration
of interiority and externality. This merger of inner experience and outside
point of view constitutes Satunovsky’s lyric subject as one interpellated by
multiple, often disjointed discursive formations. Paradoxically, lyric subjec-
tivity emerges through its apparent dissolution into the ironic third person
and borrowed scripts. The third person contains the shadowy presence of the
first. The “old man” character, just like the previous poem’s “mal’chik-starchik’,
becomes a displaced site of lyric interiority.

Measuring Time

Satunovsky’s retirement coincided with, and was perhaps precipitated by, the
birth of his grandson Ilya in 1966. Satunovsky wrote several poems on this
occasion; among other instances, the play with the appellation “grandpa” in
“Come now, who got in their head” (no. 575) no doubt responds to his new
role. Other poems stage playful dialogues with the infant, sometimes recall-
ing the style of the nursery rhymes that Satunovsky was so fond of and the

17 Tam grateful to Ilya Kukulin for helping me identify this reference. The relevant passage most
likely appears at the end of Chapter 2, where the narrator realizes that the voice he hears is
in fact his own, speaking to himself as if to a stranger. On citationality as the structuring
principle of Satunovsky’s verse, which speaks in ready-mades that are “half-appropriated and
half-estranged”, see Kukulin 2021: 637.
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children’s poetry that he wrote.'® These encounters often prompt reflections
on aging and time. Thus, in a poem titled “Vremia” (“Time”, no. 499), an
exchange with the grandson frames a meditation on generational succession
and a philosophical proposition about the nature of time itself.

Bpema

Wnromka!

Manbunika, 3aycTUBIINII B fiefia poHTaHOM!
My>xunsa!

Yepes 50 et Tebe OyeT MeHblIe,

4yeM MHe ceifvac.

Ionsexkal
Kakast 3T0 rpoMazia — BOH TaM, Brepenn!

Kakast 9T0 MaymocTb — TaM BOH, MMO3aI. ..

25 mapma 1967
(213]

Time

Ilyushka!

The little boy who aimed his fountain at grandpa!
Man!

In 50 years you'll be younger

than I am now.
Half a century!
‘What a colossus — over there, still ahead!

What a speck of nothing - all over, back behind...

25 March 1967

18 For more on Satunovsky’s poetry for children, see Ainsley Morse’s article in this volume.
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The poem recounts an ordinary situation of a grandfather’s early encounter
with his newborn grandson, and the arithmetic the speaker performs is as
commonplace as its cooing rhythmic intonations. The speaker spatializes time,
making it more material and thus imaginable for a young child. The spatial
deixis of the final two lines and the stress marks (not obviously needed for a
single-syllable word) in “Bon Tam, Brepenu! [...] Tam BoH, mosagu” replicate
the demonstrative gestures of nursery rhymes." Two words that would be sim-
ilarly conventional on this occasion encapsulate the boy’s identity: mal'chishka
(little boy) marking his current age and muzhchina (man) pointing admir-
ingly and jokingly to any number of more lasting traits that manhood might
connote in a culture that essentialized gender (hence, too, the admiration for
the “fountain”). Here, however, the sequencing of the two words serves also
to project time’s passage; it is a telescopic form of measurement (just like the
switch from Lubka to auntie Luba, or the hyphenation in “mal’chik-starchik”).
The perfectly pitched mimesis of the mundane allows philosophical illumi-
nation to emerge. The poem’s meditation on physical versus psychological
time, on clock time versus duration, on arithmetic (50 years), history (half a
century), and language (mal'chishka - muzhchina, von tam - tam von) as well
as on past and future is delivered as a first lesson to a little boy whose own
communication (the “fountain”) is at this point still endearingly immediate
and non-verbal, unaware of anything but the present.

A similar domestic scene unfolds in poem no. 619 as internal dialogue, in
which the aging speaker catches himself in the confusion of his own nostalgic
and vaguely erotic reverie. Here, too, the poem’s insight arises from a seem-
ingly trivial moment - and from the persistent lure of analogy, which unsettles
the generational distinctions he otherwise recognizes.

[Toxoxxa na JIénpky IllyBanosy.
Kaxkas JIénpka IllyBamosa?
JIémpku 1llyBamoBoit MOXOBITH yoke Ha CBETe HeT.

JIénbke IllyBamoBoii cTo €T B 00€x.

19 Cf. for example, the exaggerated vowel in this birthday song: “Kapasait Bot Takoit BBILINHBIL,
BOT TaKOI mupuHbr . Just as children use their bodies to measure the imaginary bread (“this
big, this wide”), the grandfather uses spatial deixis to help his grandson imagine tempo-
ral duration. The “rpomaza” ahead and “manocts” behind become measurable through the
same gestural logic as the karavai.
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Crapuk, Tbl OIATH 32 CBOE? ONATD ITYYKU-IPIOYKI?
Y rebst — xBopoba,

y IOYKM TIOAPYKKA,

CUJIAT, Pa3TOBapUBAIOT.

Breigyman: JIénpka llysanosa, JIénbka llysanosa.

8 Ansaps 1969
(278]

She looks like Lyolka Shuvalova.

What Lyolka Shuvalova?

Lyolka Shuvalova is probly no longer with us.
Lyolka Shuvalova’s old as the hills.

Old man, are you at it again? Again with your shenanigans?
You've got your ills and chills,

your daughter has a friend over,

they’re having a nice chat.

And you come up with: Lyolka Shuvalova, Lyolka Shuvalova.

8 January 1969

This poem works with colloquialisms — mozhbyt', sto let v obed, opiat’ za svoe,
shtuchki-driuchki. In this colloquial environment, “starik” activates its second-
ary slang meaning as a term of address, equivalent to English “old man’, “dude”,
“buddy”, or “pal’, alongside its literal meaning of “old man”.?° The word starik
thus becomes another hyphenated identity akin to mal'chik-starchik, carrying
both the casual familiarity of the younger generation’s slang address and the
biological fact of old age. The same linguistic doubling of casual address and
biological reality underwrites the speaker’s perception of the young girl, in

whom he discovers a similar hybrid, part flesh-and-blood contemporary, part

20 The slang meaning was in wide circulation in the 1960s; thus, the corpus of Russian language
records instances of this usage in a range of texts from Vasily Aksenov’s Pora, moi drug, pora
(It’s Time, My Friend, It’s Time, 1963) to Eldar Ryazanov’s 1969 film Zigzag udachi (Fortune’s
Zigzag).
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a girl from his own youth, Lyolka Shuvalova.? The diminutive “Lyolka” implies
young age and familiar relations, and the name therefore, while anchoring the
speaker’s memory, proves equally inadequate for the impossibly old “original”
Lyolka and for the young girl who is not Lyolka at all.?* The signifier, albeit
meaningful for the speaker, cannot attach to a specific signified. As it vacillates
between memory and perception, the sign (constituted in the relationship
between name/age and person) is revealed as deeply unstable. This layering of
memory and perception makes it difficult to tell time, and only the speaker’s
own physical decline (khvoroba) can serve as a reminder.

Generational time structures both “Time” and other grandson poems, as
well as this one. At once linear and cyclical, it trains the speaker’s attention
on measuring duration even as it in fact catalyzes the slippage or ironic lack
of distinction between past, present, and future. Ilyushka’s future maturity, at
slightly over fifty, is measured against the speaker’s present age; by virtue of
their kinship, the grandson hypothetically replicates the grandfather’s trajec-
tory. But only imperfectly: the boy’s prospective fifty years differ greatly, if here
only quantitatively, from the grandfather’s retrospective lived life. One might
say that the daughter’s role in the Lyolka Shuvalova poem is in part to act as
a placeholder for the speaker, who daydreams of insinuating himself into the
pseudo-Lyolka’s company or, more importantly, of being her contemporary, of
being young. Yet, it is now the daughter’s turn to be the young girl’s peer, and
the encounter with the original Lyolka cannot be relived.

More broadly, Satunovsky’s thinking about generational time as duration
and cyclicity is, [ would suggest, connected to his play with semiotic instability
that we have seen in many of these poems. A limited repertoire of terms of
familial relation come to signify an expansive and ever-aging cast of refer-
ents. These slippages are pithily summed up in a poem marking the death of

21 In the Sochi poem we also find this doubling, though it is not reconciled at the level of the
word or sign. Mal'chik-starchik is conjoined by a hyphen that maintains the discrete hypos-
tases of the subject, and devchonki and starukhi are presented as separate entities, though the
developmental link between them is implied. The slippage between mal'chishka and muzh-
china in “Time” works similarly.

22 An elaboration of this point is found in this later poem: «Kak crpanHo — B 40, 60 11 80 / MbI
octaeMcs Mumamu, Bonogsamu, / XOTs i B3ITIAA HOCTOPOHHETO, / HO, BIIPOYEM, 9TO BeJb
He HOBO» (“Isn’t it strange — at 40, 60 and 80 / we are still Mishas and Volodyas, / even though
others might see, / well, anyway, this is nothing new”; [548]). Note, too, Satunovsky’s use of a
numerical shorthand that we have already seen in “Time” and will analyze further.



“Mal'chik-Starchik” 301

Satunovsky’s father in 1965 (no. 401) and likely also registering the news of
his daughter’s pregnancy: «Bropoit Mecsii, / Kak Mbl CXOPOHMIN ,haena‘ / U
Tereps s cTan ,,aenoM» (“Two months now / since we buried ‘grandpa’ / And
now I'm the ‘grandpa”; [182]). This foreshortened elegiac fragment compresses
the transformation from son to grandfather. As the sole, intonational eruption
of lyric interiority, the emphatic, stressed «s» (T’) comes to recognize itself
as a new referent denoted by a borrowed, defamiliarized signifier “ded”. The
stress on the “ia” and the repetition and scare quotes around “ded” capture
a moment between mourning's refusal to release the old referent and suc-
cession’s demand for a new one.?® Generational time creates the conditions
for semiotic slippage, and Satunovsky’s minimalist form captures both the
mechanical nature of this process and the subjective shock of living through
it, just like everyone else, but for the first time.

The generational strain in Satunovsky’s poetry can be traced from the late
1950s onward. While the poems analyzed thus far approached aging on a per-
sonal and familial scale, others take it up on the level of literary and political
history. One of the earliest such texts probes the subjective nature of aging
even as it reconstructs the history of Soviet generations. The objective age (30,
40, 45) and subjective agedness are here plotted on the hidden temporal axes
of pre-war past and post-war present.

Bbo1 O6b11H 7151 HAC CTAPUKAMY,
HaM OBIJIO CKONIBKO Xe? —

OT CUJIBI 30, @ BAM —

BaM yKe IO 40,

a TO U BCe, IOXKAYIA, 45.

23 Remarkably, in the commentary to this text, Ivan Akhmet'ev notes that the card follow-
ing the one on which this poem was written, states: «,Jlen? a, gen?”: / A rae oH, rae?»
(“Grandpa? Hey, grandpa?’ / Where is he now, where?”; [652]. If the poem treats “ded”
as a signifier adopted by changing signifieds, this one asks a more metaphysical question
about the father’s disappearance or persistence beyond death. Cf. poem no. 219 on the pass-
ing of Satunovsky’s mother that figures death as erasing the relational (familial, genera-
tional) signifiers: «Bor / u Mecsyy mpourén. / Mecsly, Kak MbI OIyCTVUIN B IMY / Ma/IeHbKYIO
crapymonky. / Yyxyio. / C momxkareimu rybamu. / KoTopas / B >kusHU Oblna COBCEM
npyrasa./ Koropas 6pina / Hama mama» (“Now / it’'s been a month. / A month since we
lowered into the earth / A tiny old woman. / A stranger. / With pursed lips. / Who / was
someone else entirely in life. / Who was / our mama”; [117]).
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BbI ObLIN 17151 HAC CTapUKAMM,

MBI CMOTPE/IN Ha Bac, KaK Ha 00peYéHHBIX,
U MBIYa/Ii, YTO, MOJI, CTAPOCTD HE PafOCTb.
A Temepb HaM CaMIM 3a 40,

" Mbl CTapI/IKI/I,

IYCTb He I cebd — /1A APYTUX.

2 UIOHA 1959
[461]

You were old men to us,

and how old were we? -

30 at most, while you -

you were almost 40,

or as much as, maybe, 45.

You were old men to us,

in our eyes you were all condemned,
wed mutter: old age is no picnic.
But now we're all ourselves past 40,
and we are old men,

if not to ourselves, then to others.

2 June 1959

Presented as a mundane, everyman’s reflection, the poem’s spare numerical
references — “almost 40”, “maybe 45” - function as historical markers, situat-
ing the speaker, his peers, and his older and younger contemporaries within
specific Soviet generational cohorts. The term starik, which we have already
noted for its layered connotations in Satunovsky’s verse, emerges here as a key
category in Soviet generational thinking. As Marietta Chudakova observes,
starik was ubiquitous in the Soviet lexicon of the 1920s-30s. It carried not only
age but also class associations and was applied both to byvshie liudi - members
of the “former” classes rendered obsolete and even undesirable by the revo-
lution - and to old Bolsheviks, the party’s old guard or “old timers” (Lenin
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himself was nicknamed starik within the party).?* While the term circulated
broadly, its semantic instability allowed it to denote, depending on context,
political obsolescence or revolutionary legitimacy (Chudakova 2023: 552-553).
Symbolic, discursive superannuation of different cohorts for ideological or
other reasons not having directly to do with biological age continues into the
post-war period. This relegation of particular social and generational strata to
the past went hand in hand with the celebration of youth and the future - a
hallmark of Soviet teleological discourse more broadly, and especially pro-
nounced in the 1920s and again during the Thaw, which is no doubt the imme-
diate context for Satunovsky’s old-age poems.

In this poem, the stariki recalled by the speaker were born at the turn of
the century, in contrast to his own generation, born in the early 1910s. Both
generations went to war — the older men when they were in their forties, the
Satunovsky generation in their thirties; there the older generation seemed
“condemned” to perish. Neither, however, belonged to the cohort most often
associated with wartime heroism and postwar poetic authority: the fronto-
viki, or frontline generation, born in the late 1910s and early 1920s - figures
such as Satunovsky’s younger contemporaries Boris Slutsky (1919-1986) and
David Samoilov (1920-1990), whose early adulthood was shaped directly by
the war.? The older generation of poets who joined the war effort in their for-
ties included writers likewise significant to Satunovsky, such as Ilya Selvinsky
(1899-1968) and Georgy Obolduev (1898-1954).%° The poem even anticipates,
perhaps only intuitively, the further supersession of Satunovsky’s own genera-
tion - as well as Slutsky’s — by the poets of the 1960s, the post-war generation.
What seem at first glance minor generational gaps — mere years — emerge
here as historically and aesthetically charged distinctions, refracted through
the Soviet idiom of aging, utility, and survival. Yet, this fine-grained vision is
made to coexist with the sense that things merely repeat themselves, and that

24 Cf. a remarkable monostich from 12 October 1979, where Satunovsky marvels at the contin-
ued survival of these party old timers, so many of whom had perished in the purges and the
war that their deaths only in the late 1970s seem nothing short of a miracle: «...emé ymmparor
yensl KIICC ¢ 1916-ro roga...» (“..there are CPSU members since 1916 who are only now
dying...”; [570]). Note again, just as in “You were old men to us”, how much is accomplished
through the juxtaposition of numerical shorthand within the poem and its precise dating.

25 Both poets are explicitly mentioned by Satunovsky elsewhere.

26 Ilya Kukulin retraces the relationship between Satunovsky and Selvinsky in the present volume.
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experience that had seemed unique invariably falls into an ironic pattern. This
deeper historical layering is intimated beneath the speaker’s casual genera-
tional musings and the faux rationalism of arithmetic.?’

By now we have seen that, similarly to ellipsis and parataxis, numerical
shorthand becomes a characteristic strategy of Satunovsky’s minimalist lyric,
coarticulating personal and historical experience within a seemingly ratio-
nalist epistemology of dates and ages. This approach finds its most theoreti-
cally explicit and complex expression in a 1975 prose poem, no. 903, that takes
Henri Bergson, the philosopher of subjective temporal experience, as its point
of departure.

...¢unocod Aupu Beprcon ymep B 41-M rogy, PpaHuus yxe jBa roga Boe-
Baja, a A J[yMaa — 3TO 4YTO-TO Takoe, yTo emmé JJO 13-ro roga! Ilotomy uro
1o 13-ro, JO moero poxpenus. IO Moeit XU3HM — 9TO aOCOMIOTHO He TO,
YTO B 41-OM I, OIYCTUM, 21-OM Tofly. B 21-oM y Hac Bo fiBope B copTupe
IIOBeCHJICST KaKO-TO [isi/leHbKa, Ha YKpauHe ObUI TOJIOf], A0 CUX HOp IIOM-
HIO, KaKas 9TO BKYCHATVHA — MaKyXa MM «KMBIX MO-PYCCKM CKa3aTby.
MbI 60s1MCh 3aCKaKuBaTh B YOOPHYIO, B HM3KOM SAILIVKe Y BXOfa XKpaan
YTO-TO CBMHOIO/OOHBIE KPBICHI, MbI XJIONA/IN U X/IONAN JiBEPbI0, MbI KPU-
Yaj: — MOLUIY BOH! — a OHU He yXOJWIMN, TONbKO 3bIpMIM Ha Hac. Emé
Jyepes f1ecATh JIeT 1 B YHuUBepcuTere npoxonun Kanra u JlaByasbe, a B 41-oM
OCEHbIO Jjpamnaj yepe3 XepcoH 0 MenuTomnosnsa co BceM CBOMM B3BOJIOM Ha

Ipy30BUKe.

30 ceHmabps 1975
(386]

27  Satunovsky is given to similar elliptical reflections about the succession of poetic generations
elsewhere. The most striking for our purposes is the short piece from 24 June 1976, in which
Satunovsky overlays his own life-frame onto that of Fyodor Sologub (1863-1927): «Mne 65110
IATH MecsleB, Korga Pépop Conory6 — a emy ObIIO IATHAECAT JIET yyKe — HaIVCAl TaKMe
cTuxu [...]. A ymep OH LIIeCTHIECATH YeThIpex /eT (M MHe ceifuac IeCTbeCAT YeTBEPThI)»
(“I was five months old when Fyodor Sologub - and he was already fifty — wrote these verses
[...]. And he died at sixty-four (and I'm in my sixty-fourth year now”; [559]).
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... The philosopher Henri Bergson died in ‘41, France had been at war for two
years already, and I thought - that’s something that came even BEFORE 1913!
Because before 1913 meant BEFORE my birth. BEFORE my life - that’s some-
thing completely different from something in ’41 or, say, ’21. In ’21 in the out-
house in our courtyard some guy hung himself, there was famine in Ukraine; I
still remember how incredibly tasty makukha was, or “oilcake [zhmykh], to say
it in Russian”. We were scared during our forays to the outhouse, the low crate
by the entrance was full of piglike rats gnawing on something, we would flap
the door on its hinges, yelling “get outta here!” - but they wouldn’t leave, they'd
just sit there gawking at us. Ten years later at university I was reading Kant and
Lavoisier, and in ’41 I was getting the hell out of Kherson toward Melitopol in

a truck with my whole platoon.
30 September 1975

It is unclear whether, at what point in his career, and how much Bergson Sat-
unovsky had actually read. What we can assert with some certainty is that he
knew of Bergson’s considerable influence on Russian modernism, of Soviet
Marxism’s harsh critique which cast Bergson as a dangerous idealist, and of
the philosopher’s significance for Marcel Proust whose A la recherche Satu-
novsky was reading at about the time this prose poem was written.? That the
connection of Bergson and Proust is crucial to this text becomes apparent in
the image of makukha or zhmykh - a Holodomor madeleine. Its sudden com-
ing into focus both instantiates the image-remembrance mechanisms of the
Bergsonian/Proustian involuntary memory and ironizes the self-indulgence
of its bourgeois Parisian origins. But the poem betrays a deeper engagement
with Bergson as well, one structured by the same push-and-pull of appropria-
tion and subversion as the image of makukha.

28 See, for example, a slightly later letter to Vsevolod Nekrasov: «4ro emé? Y mens Hudero.
Kosroch, 1710Tat0 MOPOLIKY U KAIlIM, B IPOMEXYTKAX MBITal0Ch yntarh [Ipycra. He 3Hato
HIKAKIX IOPOOHOCTEI: KTO-TO (3HaI0) IZie-TO (TOXe) YTO-TO (He 3HAI0) CKasal — BOT TaK
IIpyct. IIpycTuryTKa, Kak ckasan [Jroma-coin» (“What else? Not much to report. I do my
injections, swallow powders and drops, and in between I try to read Proust. I don’t know any
of the details: someone (I know who) somewhere (also) said something (I don’t know what) -
that’s Proust for you. A Proustitute, as Dumas-fils said”; Zykova/Penskaia 2016). For a useful
overview of Bergson’s Russian reception in the early twentieth century, see Fink 1999.
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Ironically, it is the speaker’s subjective perception of time that condemns
the philosopher to premature death in the speaker’s consciousness. This per-
ception, which Bergson championed as more experientially accurate than
mechanical chronology, is signaled here by the emphatic “before 1913 meant
BEFORE my birth. BEFORE my life” % On the other hand, the quantified,
spatialized, rational clock time — whether as dates in this poem (1913, 1921,
1941) or numbers marking age in the previous one and elsewhere - function
as madeleine-like sensory cues, each unleashing its own cascade of involun-
tary memory, in seeming contradiction to Bergson’s critique of clock time
as a distortion of true, durational consciousness. Thus, “1921” immediately
conjures the hanged man, the famine, the taste of makukha, the ravenous rats.
As a poetic shorthand, each number carries a hefty experiential cargo, and
thus Satunovsky playfully weighs in on one of the most artistically significant
philosophical debates of the twentieth century, that over clock and lived time
(Canales 2016). Similarly, on the one hand, the poem maintains the discrete-
ness of past experiences, arranged by decade in the speaker’s personal timeline,
and suggested in the mention of Kant and Lavoisier whose study is presented
as an exercise in the history of science rather than in anything possibly con-
temporary. On the other hand, all these experiences and figures are co-present
in the speaker’s experiential flow and in the space of the poem; and the very
realization of this co-presence is enabled by the discovery of Bergson’s preter-
natural contemporaneity to the speaker’s life. The irony of course is that the list
of the Soviet man’s experiences is hard to narrate as continuous: what kind of
duration, narrative, life, or consciousness can hold within it the unimaginable
mixture of famine and rats, highbrow university studies, and flight from the
enemy in yet another war? How can this all have happened in the speaker’s, let
alone Bergsonss lifetime? Thus, on the surface the poem establishes Bergson’s
irrelevance in the world of a Soviet subject born on the eve of the revolu-
tion, arguing for the radical non-synchronicity of Bergson’s and the speaker’s
own life. At the same time, it thinks through simultaneity, duration, and lived
time - all, as we have seen, Satunovsky’s consistent preoccupations - alongside
Bergson, though everywhere ironically.

29 Many accounts starting as early as the 1920s evidence similar surprise at Bergson’s continued
survival and intellectual activity past the 1910s (Canales 2015: 5, 31).
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We need not overstate Bergson’s centrality to Satunovsky’s poetic work.
If anything, the prose poem’s surprise at Bergsons continued survival well
into the twentieth century suggests a discovery of the persistence of aesthetic
habits that had seemed obsolete, if not altogether deposed by the turbulent
history starting with World War I. It might well be that the poem also implic-
itly pushes against the official Soviet dismissal of the philosopher as an idealist
hack, thus engaging first and foremost with the discourse contemporary to
Satunovsky rather than with Bergson’s philosophical system.? Still, Satun-
ovsky’s short, seemingly perfunctory form and the ostensible spontaneity of
his colloquial style belie the steadiness with which his oeuvre meditates on
subjectivity and temporality.

The unlikely affinity between Bergson and Satunovsky comes through
in their shared and continued preoccupation with subjective time. In Satu-
novsky’s case, this engagement emerges not in opposition to clock time, official
history, or biopolitical constraint, but precisely in proximity to them, within
a heightened awareness of their pressures and in the interstices of borrowed
units of measurement and borrowed language. Most importantly, this engage-
ment with temporality manifests in the corpus I have sought to describe in
a form radically different from the associative prose narrative engendered
by literature’s engagement with philosophy of time in the tweintieth century,
from Proust to Joyce to Mandelstam (of The Noise of Time) and Pasternak
(of Doctor Zhivago). Satunovsky — a kind of anti-Proust - embeds temporal
consciousness in lyric utterances characterized by a radical compression: of
narrative arc and the space of the subject. With their telescoping effects and
ironic entrenchment of interiority in the cracks between borrowed language
and outsider perspective, his poems on aging demonstrate how the minimal-
ist lyric can function as a mode of life-writing and constitute the subject not
through extensive articulation but through various forms of shorthand.

More than any other thematic cluster in Satunovsky’s oeuvre, the old age
poems thus bring to the fore several key aspects of his poetics. We have seen
Satunovsky achieve lyricism (indeed lyric intensity) through consistently par-

30 One place Satunovsky might have encountered this discourse is the preface to the 1973 Khu-
dozhestvennaia literatura edition of Du cété de chez Swann, translated by Nikolai Liubimov.
Its author, the prominent literary scholar and official Boris Suchkov, rehabilitated Proust for
a Soviet readership by casting him as a realist in contrast to the ideologically fraught subjec-
tivism of Bergson - a strategic but overstated dichotomy.
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ing back lyrical self-expression. Old age becomes an index of a life and of a
life-story that enter the domain of language and narrative only partially, if at
all. Furthermore, the subject who thus remains outside narrative is experi-
enced by readers of his poetry as simultaneously omnipresent and underartic-
ulated. This subject is profoundly split — not externalized or detached, as some
scholars claim, but intensely aware of his own interiority: youthful, desirous,
critical, piercing, striving outward (sexually, politically, poetically). At the
same time, he is also conscious of his external manifestation: aging, unat-
tractive, constrained, and composed from borrowed or incidental language.
This figure is, at core, a mal'chik-starchik, an unofficial subject, an “unrealized
man’, shaped at once by clock time and lived time — a biohistorical construct.

The author is thankful to Anna Muza for her careful reading and feedback.
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HUean Axmemuves

V3 apxuBa . A. CatyHOBCKOTO

Pestome: B crarbe M3MAralTCA MCTOPUSA MOATOTOBKM M HPUHIUIIBL COCTABIECHUSA
kanry fHa CatyHOBCKOro Cmuxu u npo3a K cmuxam, a Takyke HAMeJaeTCss BO3MOXK-
HBI TTaH OY/IyIero IIOJTHOTO COOpaHMsA COUYMHeHUIT moaTta. CTaThs CONPOBOXK/A-

eTcsA paKCUMIIBHOI IIy6IMKanyelt psjja CTUXOTBOPeHMIT n3 apxyBa CaTyHOBCKOTO.

KroueBble ctoBa: TEKCTOMOTHS, apxuB . CaTyHOBCKOFO, nUcTopnuAa ny6711/11<au1/11/1

nacnepusa f. CaTynosckoro

1 s BIIEpBBIE ITPOYNITATI B TAMM3ATE, B «KoBuere» Hu-

Cruxu CaTyHOBCKOTO
komas bokosa Ne 4 (1979).

V1 6b11a BOSMOXXHOCTD IIO3HAKOMUTHCS € SIkoBOM AGpaMoBIyeM.

A nmoppyxmnca ¢ Beceponmogom HekpacoBpIM TIfie-TO OKOMoO 1981 ropa.
OpHaX/IbI OH TIPEJJIOKIT Che3AUTb B DNEKTPOCTATb ¥ HABECTUTD «JIAJI0
Amry», HO, K coXasleHnIo, TOT PasTOBOP He MMeJl HPOJIO/KEHN A, MbI He CO-
Opancs, a B 1982 ropy SIC ckoHYaNICs.

ITomuIo Beyep mamsaty B Corose nureparopos. Bragumup Ionep, ¢ ko-
topeiM CeBa He JTafnI (a s IOTOM HOANIT, KOTAA MBI fienanu KHury O6or-
myeBa 2005), Bragumyp JlanuH. .. Ionep opHaXx sl ckasain: «Kab, 4To MbL
¢ BaMM BMecTe He caenanyu KHury CaryHoBckoro». OH ymMep B 2009 TOAY,
kak 1 Hekpacos.

Ot HekpacoBa s mony4un B Hayale 80-X TaK Ha3bIBAEMBIN «TPEXTOM-
HUK», CaMM3JATCKMII MAIIMHONMCHBIN CBOJ], IOATOTOBNAEHHBII Cepreem
berukosbiM. OTTy/a 4acTbIO MEPENMChIBATI, YaCThIO IIepeneyaTbiBaa CTUXN.
ITotoM K 3TOMY NOAKIIOUMICA MOM APyT VInbs CUMOHOB, C KOTOPBIM MBI
OITHO BpeM: >KVIN BMeCTe, CHYMA/IV KBapTUpY.

1 [anee JAC.
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B 1991 Anatonuit JIelikuH TpeAIoxxuI NoArorosuTsh kHury fAC, ckasas,
4TO 3a 9TO B3sICs [JIo1ep, HO He Hemaert. I, KOHEYHO, COITIACKIICS, elie ObI,
KHUra ar6umoro moaral B aTo Bpemsi, mpaBja, rOTOBM/IACH KHIDKKA MOMX
CTUXOB, KOTOpYI0 obewan u3garh ToT e Jletikun. Ho s ato ormoxu, ro-
Bopsi: «IIycTh 6ymeT KOHTEKCT JyIsi BOCIPUATUA MOUX CTUX0oB — Hekpacos
y>Ke ecTb, a fIC moka HeT».

M xuura spimna: SIC, «Xody nu A mocMepTHOM cmaBbl...» (M., 1992.
128 c.). A uepe3 rog u mosi: VIA, «Cruxu u Tonpko ctuxm» (M., 1993. 96 c.).

Ha npesenrannn Hekpacos mpockpuren (ckBoss 3y0sr): «Kuura cuena-
Ha ropasfio Jy4lie, 4eM MorIa 6bl». OH IIOHMMaJI, HACKO/IBKO 9TO CIOXKHAsA
paboTa. beio oxxupaHme 60IBIIOrO ycIexa, HO pelieH3uii 6610 Majo. ..

CocraBurensiMu Kuuru taMm ykasanol 1. A.CaryHOBcKmit (Mapmmi
6pat SIC) u 5. BiociencTBiM HEKOTOPBIe aBTOPHI HA3bIBA/IM €€ «KHNUTa Opa-
Ta», He YIIOMUHAs MeHs, KaK OyTo Moe ydactue 6buto dukuueit”. Ho ato
He TaK, 51 C/Ie/Ia/l OCHOBHYIO PAabOTy, YUTS I IIOXKEIAHNUS CO-COCTABUTENLS.

B 1994 rony Bbiuia «Py6menas mposa» (PII), 06 ommbkax u cTpaHHO-
CTAX KOTOPOJI MHe IPHUIIIOCh HAINMCATD LIEJIYI0 CTaThIo, ONyOIMKOBAHHYIO
B HJIO Ne 14 (1995). HemaBHO s peny6nukoBan ee B cBoeM 6Or1ore, CHabuB
COBpeMEeHHbIMI KOMMEHTapUsAMI .

B 2001 rogy B moatuyeckoit cepun usgarenbcrsa OI'V, kotopyto Kypu-
poBan Muxawun AriseHOepr, BbIIIIA KHIDKKA M30paHHBIX cTuxoB «Cpenn
6era IH:A», COCTaBlIeHHAsA MHOII 1 Muxaniom.

Ha mpesenTanuu 14 Mas 2001 5 ckaszam: «CrefyolmuM n3gaHNeM JJOK-
Ha 6bITH KHUTA B hopMmare ,,BonbIoit 6ubMMoTeKY 09T .,

[TpumepHo Takoit 1 cTana kuura «Ctuxu 1 nposa K ctuxam» (CIIC).

XpoHosorus ee NOgrOTOBKU:

— 2007: JOTOBOPEHHOCTD ¢ IleTpoM ABpaMoBMUYeM CaTYHOBCKI/IMS (1919—
2014), Hayamo paboTsl (HO MOXKHO CKa3aTb, yTo padoTa Hay ctuxamu SIC Ha-
Yajiach ellle BO BpeMeHa CaMI3/aTa);

- 2008-2010: OTBJEK/JIO ydYacTHe B COCTaBAeHUM aHTomorum «Pycckume
CTUXM 1950—2000%;

2 A TO elle IMCaI HEKOTOPbIE aBTOPbI, YTO KHUTA IIOATOTOB/IEHA «YCH/IVSIMU ero Opara 1 J1o-
yeperi».

3 http://ayktm.livejournal.com/216592.html (35ech u ganee gata mpocMoTpa 3.10.2025).

4 https://www.vavilon.ru/lit/maio1.html#1405

5 Ortuectso I1. A. cormacHo ¢ nMeHeM OTIa — ABpaM; y ero crapiero 6para 6ojee IpyUBbIYHOE.
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- 2010-2012: OCHOBHasI paboTa.

ITerp ABpaMOBMY BOJHOBAJICS, TOPOINMI, HO [OXWI. 31 aBIyCTa
2012 TOfa, HMOJIVCTAB IIPMBE3EHHBINI eMy 9K3eMIUISP, CKasam: «IJTO BbI CHie-
JIaJIM IaMATHUK cebe, Bansa».

KoneuHo, B Takoit 60/bioit KHUre Hen3bexxHbl omubKu. [lonpasku u
yTOuHeHUs — B MoeM 671ore®.

B nacrosiiee Bpems Bce kuuru SIC ecth B ceTu: 06e KHUTM M3OpaHHO-
r0, 1992 U 2001, Ha «BaB1IoHe» ; M MHOTO BCETO B 97IEKTPOHHOIT 61bIMOTe-
ke «ImWerden»: ectb PII u CIIC, erie ileTCKMe KHUDKKY, aBTOPCKOE UTEHMUE,

crareu JAC n Ppa3HbIe TEKCThI O HeMS.

%%

XpanurtenpHuIp! apxusa Beesonona Hekpacosa I. B. 3pikoBa u E. H. TTenckasa
iy T: «Bee, Harmcannoe SIkoBom A6pamoBurdeM CaTyHOBCKIM U Y1eTIeBIIIEe,
HEOOXOfMMO HAWTV, COXPAHUTb ¥ BeCbMa >KETATeIbHO OIyOIMKOBATH»
(3pikoBa/Ilenckas 2021: 624). Ha c. 611612 oHM Hammcau: «...] rge MMeHHO
HaxofATCA MCTOYHMKY, nermme B ocHOBY CIIC, M3 TeKCTOIOrMYecKoro
IIOC/IECTIOBYA K U3JJAHNIO HE BIIOJIHE SICHO».

Ho na c. 634 CIIC MOXXHO mpo4ecTd: «3a IIOMOIIb B paboTe HaJj KHUTO
6marogapro xpanuteneit apxusa JIC B. fI. TTamkoBcKyo <3To cTapiras fOub. —
M. A> n II. A. CaTyHOBCKOTO». BOT y HUX M OBUIM OCHOBHbBIE MICTOYHMKIL
Bonpuryio momomib okasbiBaa yIOMAHYTBI TaM ke JleoHus AleKkcaHpoBIY
CaryHoBcKuiI (1947-2024).

O npeppIAyIX NyOIMKamyax

HayneMm ¢ Toro, uro fIC HeopHOKpaTHO IbITajICcA omybmkosarbca B CCCP.
VI cpas3y mocie BOJHBI, 3apydyyBIINCH IOAJEp>KKOI Mapiraka, 1 B 50-X
OTIPAB/II CTUXU DPEeHOYPry, U B 60-€ TOfbI OTIPaB/LL cTuxK B «HoBbI
MUp», a B 70-¢ — B «lOHOCTB». B monbopxke pnst «<HoBoro Mupa» ecTb ogHO
M3 €ro JYYIINX CTUXOTBOPEHMIT « AHApeit [11aTOHOB», OHO 3aKaHYMBAETCS
TakK: «Bo3umk, / cMasumK, / KenTornasplit My>X1K, / BUFMIIb, / KaK Telepb

6  http://ayktm.livejournal.com/140390.html
7 https://www.vavilon.ru/texts/satunovskyo.html
8  https://imwerden.de/author-270
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BCé cTazmo HUYTO?» [241]. VI OH rOTOB GBUT UCIIOPTUTDH ITO MOTPsICAIOLIEE
CTUXOTBOPEHME Pafil TOTO, YTOOBI BCE-TAKM OHO OBIIO OIyOIMKOBAHO, 1
OpUAyMan APYroi KoHel: «Bupgump B KocMoce cilef MpaBHYKa TBOETO»
(M. 1). Ha Toit ke cTpaHuiie 06/1erdeHHbI BAPMAHT CTUXOTBOPEHISI IPO
Baberns. Ho 310 Bce paBHO He IPOIIIO.

To ecTb cucTeMa OTTOpraja, YyBCTBOBAA, YTO OH TYXKOIL.

%%

O camusgarckom cobpanum pacckasbiBaet Cepreii BbukoB:

B 1972 rony BmecTe ¢ HukomaeM BoKOBBIM MBI M3[ja/iu B CaMU3/IaTCKOM Ba-
puanTe KHuUry l'ennagua Ajiru... Mot opyT, cOTpyAHMK u3faTenbcTsa MI'Y,
MacTepcku meperteran CaMusfart, MCIONb3ysl Ipybyio TKaHb, HAIIOMMHA-
IOI[YI0 MELIKOBMHY, KOTOpas y HOPTHBIX HasbIBaaach «00pTOBKOI». OH U

TIeperTeNl MalMHOTMCHbII ToMUK «V36pannoro» Tennanus Ajirn...°

Y3HaB, uTto cTmxm fHa CaTyHOBCKOTO HUKOTTA HE M3ABA/ICD, S PEIINI
BOCIIOIHUTD 9TOT MPOOEJ ¥ P €ro )XM3HY U3fIaTh ero «V3bpaHHOe». ITO
6b1710 B KOHILIE 1973 TOfa. .. Mos paboTa efjBa He Obl/Ia IpepBaHa JOIPOCAMU
B KI'B u yrposoit o6picka B siHBape 1974 roga. IIpuiioch mepenpsreiBaTh
y>Ke TIOATOTOB/IeHHbIe K u3flaHuio ctuxy CaTyHoBcKoro. VI Bce ke B cepe-
IuHe 1974 TOfa ero «/I36paHHOe» B TPeX TOMAX THUPA’KOM... B CeMb 9K3eM-
IUIAPOB, OTIEYaTAHHOE Ha ITAIMPOCHOI OyMare, YBUIEIO CBET.

(BBIYKOB 2010: 398-399)

ITpy >Ku3HM aBTOpa B TaMU3JaTe OBIIO HECKOIBKO IYOIMKALUIT €r0 B3POC-
JIBIX CTUXOB:

- «Anonnons-77» (Ilapmx);

- Anronorus pycckoit noasun XIX—XX sekos (benrpag, 1977);
- «JleBnadpan», Ne 2, anpens 1979. IIy6n. M. I'pobmana;
«Kosuer», Ne 4 (1979). ITy6:1. H. Bokosa;

9 Cp. y Bc.Hekpacosa: «B 70-73 Bbinyckanu csou ,,boprosku“ H. Bokos 1 C. Bbr4koB: Bbiuum
CaryHoBcknit, Avirn, sti» (CTpe/IsHBIN U iP. 1997: 420).
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- AHTonorus HoBeifmelt pycckoit moasun «Y Tomy6oit maryns». T. 1
(HproTouBua, Macc., 1980);
- «[Toat-nepeBogunk Koncrautuu borareipes» (MioHxeH, 1982).

Vicropuio KHury, He BbIIIEAIIeNl TOrJa B TaMU3/laTe, pPacCKas3bIBaeT
IT.A. CaryHOBCKMIL:

B 1978 roxy MBI ¢ keHOIt 66111t B [Tapike ¥ BCTpedaIuch ¢ BBICTAHHBIM U3
Corosa xypoxuukom Ockapom Pabuusim. [...] x Pabuny y mens 6p10 mimd-
Hoe Topydenre ot 6pata. [leno B Tom, uTo B Ilapmxe mpu yyactun Ockapa,
KTO-TO (BOSMO)KHO, Fnesep) n3paBazl KHVDKEYKM CTUXOB ITO9TOB-IMAHO30B-
IeB. YoKe BBIIIA MepBas KHVDKKA — CTApefIIMHbI JUHACTIM — EBreHus
Jleonnposuya KponusHuiikoro; Ha odepeny, B Habope — ctuxu CaTyHOB-
ckoro. V1 6par depe3 MeHs IPOCHUI IIPMOCTAaHOBUTb PabOTy, He IedaTaTb
cOopHUK; OH Gosiics; GOsICS IPOBOKALMIL, MOrpoMa, GOSICA 32 CBOMX

B3pOC/IbIX louepern.

Ockap paccTpomics, HO BBIIOTHII TpochOy SHa, 1 kHIKKa B ITapioke He
6p11a M3gaHa. Hy a 6paT HeMHOTO YCIIOKOMIICA.

(IT. CaryHOBCKUIT 2004: 10)

0630p ucrounnkos u npuHmuner usganus CIIC

— MC: aBTOpCKUI1/aBTOPU3OBAHHBIIN MAIIMHONUCHBII cBOf opMara As,
I/le IPUCYTCTBYIOT CTUXOTBOPEHMs C HOMEPaMu OT 2 fio 10057, a Taxxke He-
KoTopble Oe3 HOMepa; orMeTnM, 4To MC Hecer Ha cebe IPUSHAKM MHOTO-
JIeTHero JTM4HOro ucnonbzosanua'! (V. 2-4);

— 4ICTOBAs IMpaBJieHas PYKOINCH 14 C. Ha MICTaX A5 CO CTUXaMM 1980-X
rogoB (V. 5). B PII HamucaHo, 4YTO B PacHOpPsKEHUNU COCTABUTEN ObLIN
«IIOCTIeIHME CTUXM Havasa 80-X, NeperneyaTaHHble TakKe caMuM CaTyHOB-
cKuM». TeKCTBl 3TUX CTUXOB, IpeficTaBleHHble B PII, coBmajaror ¢ Hamei
PYKOIIUCBIO.

10 YacTh HyMepOBaHHBIX CTMXOTBOPEHNII B HETO He BXOAMNT; MX JOBOTBLHO MHOTO B paspene II,
HecKonbKo B paspiene IV, n 14 nponasinx. B CIIC Bce 3T0 M37105KeHO Ha C. 632-633.

11 Ileper cocraBnennem CIIC s cHavama BCé OTCKaHMPOBAI (a KOe-4TO ObUIO OTCHATO U IpU-
cmano JI. A. CaTyHOBCKIUM).
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JIBa BbIlIeyKa3aHHBIX MICTOYHMKA LienmukoM Bouwu B I pazgen CIIC. Oto
TO, 4TO A IpefJIaral0 CYUTATh aBTOPCKUM «KaHOHOM» CaTyHOBCKOTO.

Vuble ucTOUHMKM:

— PYKOIIVCHBIIT CBOJ, Ha 6MOMMOTeYHBIX KapToukax (V1. 6—7); OCHOBHOII
UCTOYHUK Jiyis1 pasaenos 1I-1V, Ho u mst paspena I roxxe (V. 8-9)

- PJI: pyxonuch n3OpaHHBIX CTUXOTBOPEHMII Ha 25 cTpaHuiax A4 (sce
ectb B MC; Vnn. 10);

— HECKO/IbKO MAIIVHOIMCHBIX HOAO0POK dopmara A4, HEKOTOpPbIE, OUe-
BUJIHO, NIpeJHA3HAYA/INCh I pefaKUMil pasIMYHbIX KYPHAJIOB, a TAKXKe
paspo3HeHHbIe IUCThI TAKOTo ke popmara;

- nogbopka «CTO CTUXOTBOPEHUII U3 10 LIUKJIOB» (1939-1962) — B PyKO-
IVICHOM Y MalIYHONIVMICHOM BapMaHTaX;

- pykormuch «Bropas cotHs» Ha muctax A4 (VL. 11-13);

- 3aIMCHAs KHIDKKA, KOTOPYI0 aBTOp HasbiBan Tempaods 1 (V. 14-15);

— 3aIJICHAS KHIDKKA, KOTOPYI0 aBTOp HasbiBan Tempaov 2 (V. 16-17);

- PYKOIMCHBIE IOOOPKY, OTfe/NbHBIE JIVICTBL, B T.4. BJIOKEHHBIE B 00-
JIOXKKY € HagIMChio «CTUXOTBOpPHBIE 3aroToBKM» (V. 18-21).

— MarHUTO(OHHBIE 3aIMCH AaBTOPCKOTO MCIIOMHEHUs CTUXOB (K cOXKarle-
HIIO, Ja7IeKO He Bcex): M3.

— cobcTBeHHO, PIT.

Pacnonosxenue CTUXOTBOPEHNI XPOHOJIOTMYECKOE BO BCEX pasfenax
KHUTL.

HepaTupoBaHHble CTUXM PAacIONaraloTCs COIVIACHO YKa3aHUAM aBTOpa
B IIpumeuanusx k Cnucky, HoMepaM 1 IPyTUM IIPU3HAKaM — XapaKTep Ha-
MICAHS, PSIOM C YeM HaXOfATCS B PYKONMCK U IIp. 3eCh MO ObITH He
OeccriopHbIe peleHNs (Ha CerOfHSIIHMIL IeHb s ObI KOe-4TO MePeCTaBII).

Cmuxozpaguxy (cMm. takxe B CIIC, c. 634) BOCIPOM3BOLI IO MAllN-
HOIIVCY, KOIZja OHa ObIa, MIM IO PYKOIIMCH, eC/IU TaM Oblia ctuxorpadu-
ka. Cruxy Ha KapToukax u B P} SIC 3anucbIBa 4acTo Ipo3anyecK, NUIIb
MHOTIa OTMedYasi TPAHNUIIBI CTPOK U cTpod. B Tex crydasx, Korga KapTouKu
OBUIV eIVHCTBEHHBIM JMCTOYHUKOM, CTUXOrpadyKka yCTaHABIMBANach II0
aHasoruu ¢ TeM, Kak JC geman 310 B MamuHoOnucu. [IOHATHO, 9YTO U 3[€Ch
Mo GBITh He 6eCCIIOPHbIE PeLIeHNSI.

B o6rmem, kak Mbl BuuM, apxuB SIC B 4acTy, Kacaloleiicsi B3pOCIbIX
CTUXOB, MHOTOCOCTAaBEH; B KHUTIe s IOCTApajICsA BCe 3TO y4deCTb. S ObLI
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OTpaHMYEH TeM, YTO XPAaHWIOCh ¥ POACTBEHHUKOB, XOTA 3TO, CKOpee BCeTo,
[IOYTH MTOTHOE cobpaHIe.

SIC, MOXKHO cKasarb, 103a00TH/ICS O OYAYIUX My6IMKaTOpax, COCTABUB
crmcok ctuxoB (M. 22) u MC, B KoTopoMm 853 CTUXOTBOpeHus 1938-1978. K
HuM MbI gob6asuu B CIIC ewe 46 601ee MO3THMUX CTUXOTBOpeHUIL. B cymme
HOJTy4aeTcsl 900 CTUXOTBOpeHuit I pasgerna, 4To Kak Obl IPOTUBOPEYUT €ro
sasgBreHuIo «[louTu ThICAYY pas s YyBCTBOBAN cebsl CYACTIMBBIM — KOTIZA
MHe C/Iy4a/IoCh HAIMCATh CTUXOTBOPEHNe» [3]. DTO OH OpMEeHTHPOBAJICA Ha
CHNCOK, 9aCThb CTUXOTBOPEHNI 113 KOTOPOTO OH He BK/IIOYI B KaHOH, a He-
KOTOpBbIE ¥ BOBCE YHIYTOXMIL.

%%

Hacuer xanoHa.

ABTOp He MOXeT OBbITh BIIOTHE OOBEKTUBHBIM K CBOMM BelaM; Tak 1 SIC
He BKJIIOYNM/ B «KaHOH» DAl BIIOJIHE 3aMeYaTe/IbHBIX, Ha HAII B3IJIAM, CTU-
XOTBOPEHUIL.

VIs6paHHOe, KOTOpOe COCTaBuI OBl 5, He coBIafano 6l ¢ kanoHoM SC;
B 9T0 M3bpanHoe Bouutu 651 HekoTOpble cTyxy u3 11 u III paspenos, a yactb
cTuxoTBOpeHuit I paszena st 6b He BK/IIOYAIL

%%

INepmopmsannio TBopdecTBa SIC MOXKHO IIPEACTaBUTD TaK:

Hauano u xoHer: nepBble 20 jieT (1938-1958) 1 MOCTIefHNE 4 TOa — He
COBCEM SICHBL.

[TpomMexxyTOK — 20 JIeT € 1958 110 1978 — JOCTATOYHO SICEH.

Ocobas ncropusi — co cTuxamiu 1979 roga. Ha mepBoit cTpaHuiie pyko-
MUCK CTUXOB 80-X HAIIMCAHO «a I7Ie JKe 79 TOI»

T. e. TYT KaKoM-TO pasprB: II0XO0XKe, 9YTO OH 33.61)17[ HpO acCTb CTUXOB
1979 rofa, KoTopble ony6aKoBaHbl Bo II paspere, HO IO YPOBHIO OHY BIIOJI-
He MOI/IU ObI IOmacTh B I-if.

[TosTnveckoe cosHaHMe IPORO/DKANIO PabOTaTh IO IMOC/IETHErO TOfa
KU3HU (IIOCTIefHee M3BECTHOE CTUXOTBOPEHNE TaTUPOBAHO 2 Mas 1982), HO
AC, BupuMo, He ycIeBas CBeCTH, IIPOHYMEPOBaTb, MOXET OBITh, JOLEIATh
CTVXU 9TOTO TIEPUOJA, TIOCTIEIHNX 4-X JIET.
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%%

Ecnn 06patnthbes K epBOMY [IBafLIATIIETHIO, MBI BUUM TaM MHOTO Hefla-
TUPOBAaHHBIX CTUXOTBOPEHMIT; HECOBIIAJIEHVI€ HYMEPALUy C XPOHOJIOTHEN 1
T.I.. OTM HESACHOCTH, KOHEYHO, CBA3AHBI C BOIHOI, HEYCTPOEHHOCTDIO ObITa
1ocje BOMHBL 3aTeM padora B HUV, Kk KOTOPOIL, CyAsi IO HECKOIBKUM aB-
TOPCKUM CBUZeTeNbCTBaM, SC oTHOCKICA BechbMa cepbe3HO.

Poanpp I[TparyceBuy, coia Mapka IIpaTyceBuya, ppoHTOBOTO TOBapumina
STra CaTyHOBCKOTO, C KOTOPBIM OHM paboTai B apMerickoii rasere «Ilarpu-
OT POAVHBI», PAaCCKa3bIBALT:

CaTyHOBCKMIT B ODJIEKTPOCTany paspabarbiBain ClieljMajabHble IPUCA/IKA
VI THOKPBITUA aHTUKOPPO3MOHHBIE... VI paboTa, KOTOPYIO OH BOSIVIABJIAT,
6b1a npencTaBieHa Ha CraaMHCKYI0 mpemuio. IIo Mepe Toro, Kak ara pa-
60Ta IpoOfBUIranach MO MHCTAHLUAM, CBEPXY JOMNCHIBA/INCH HauaIbCTBEH-
Hble Gurypsl, a pammnnsa CaTyHOBCKOrO Che3)kala BHU3 O TeX IIOp, IOKa
He 1cyYe3/a BoBce. IT0 HaM SIKOB AGpaMOBUY C FOMOPOM PacCKasbIBajL. ITO

6bLIO B KOHIIE 40-X TOJIOB, ellle IIPI Cramnue?.

Itu obcrosiTenbcTBa onmucansl B mbece SIC «CkBepHast meBdoHKa» (Ca-
TYHOBCKUII 2013), O3HAYalolLlell, MOXXHO IIPEeAIIONIOKUTD, II€PeTOMHBIIN
MOMEHT B CaMOCO3HaHNM aBTopa. SIC MOCTEeNeHHO OX/afenl K HayKe M CO-
CpefoTOYM/ICA Ha CTUXAX.

%%

Ecnu roBoputh 0 monHoM cobpanuu counHennit JIC, T0 OHO FOMKHO cO-
CTOSITh U3 «B3POC/IBIX» CTUXOB, Bomeamux B KHury CIIC, ¢ fobasneHnem
HEMHOTVIX TyJa He BKIIOYeHHBIX. KpoMe 3TOro, TaM JO/DKHBI OBITH ra3et-
HbIe 1 IeTCKUe CTVXM, IIePeBOJBI ETCKUX U B3POC/IBIX CTUXOB, IBE MbECH,
JUTEPATypOBeYeCcKue crateu’, mycpMa, PUCYHKU VM KapTVHBI.

[Tocne BhIxOma KHMUIM mosABMINCH nyOnukanuu SIC 13 apxusa Beesoro-

oa HeraCOBa, 6nar0napﬂ KOTOPbIM YyTOUYHM/IVICb HEKOTOPbIE MOMEHTDI.

12« pudmyro goxmp u mwram...» O kunre «Cruxu n mposa K cruxam» // Pagmo Csobopa,
31.10. 2012. https://www.svoboda.org/a/24757247.html (3.10.2025).

13 A 6bUIM ¥ HAY4YHBIE CTATBU IO XMMNUM; BO3MOXKHO, ¥ Ha 3Ty 4acTb TBopyecTsa SC Korma-Hu-
6yab HaJiyTCs MCCIIeOBATENM, A TIOKA VX JKETATeNIbHO Y4eCTh B IIOMHOI 6ubnmorpadmm.
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Byaymum nccrenoBarensiM Hy>KHO OyfeT USY4NTh TaK)Ke apXuBBI Bra-
numupa Iionepa, Bonpdranra Kasaka 1, BeposiTHO, HEKOTOPBIE ApyTHeE.

U ocraercs Hajex/ja HalITU paHHME CTVXY, KOTOPbIe He «IIOIYYVINCD».

Hy, u, xak npaBuabHO OTMe4aloT Hacmeguuubl Be. Hexpacosa (3bikoBa/
ITenckas 2021: 624), Hy)KHa MaKCUMa/lbHO NOApoOHas Ouorpadus, Torma
MO>XXHO OyZeT COOTHECTM HAThl U peajiuy CTUXOTBOPEHMII C 0OCTOSTeNDb-
CTBaMM XKM3HU aBTOPA.
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BABEJIb 5\‘7 y
Bed yowro Tummmol,
3aXNHYBNNCH HaBSHUYB.
CHBAA KDOBb JIEXAT B 6T'0 GOpPOJe.

Hak RYyCOX CBWHIG.

BIaroCIOBeHNa CKYJHAR EHeua),
fpaman Eme %3 mOTEMOR B WOTHMEN
mon u8prolt cmacThD Heda,

oy JHpABOW kpumedt, mpomyckampmeld SRESIH.

JeTHPEXRTH GIarociOBeHHA PeBosnnus,

W3CPABNEA HEC MGXNY HADONAME BEMI,-

mncan JwToB, HMeaaK-mpopox
Vuemmst o TauaHke,

AHJIPE TTATOROB 5‘ S3—
Tlaxe HOUBD CBOTHMNCH MBETH.,
o Bt
MyEme ¢ sEnTeMm rrasami,
nprGexaBmr OTKynE TO

¥3 moneBoff CTPaRH.

Kak saouHo mmBymmii,
HapaBHe C 3a0BeRHO# TpaBOil, -
COH BEJb TOXKE BPOXE SADIIATH CUNTAETCH,

& mpjm HEEYe NODOTE, HapaBHe ¢ MATeDhbAIOM.

OCTaHOBHTE STOT SBYX!
Tafre ume memr; He, Hero!
Bosumx,

CMBSYME,

EeNTOTNAsHA MyENEK, -

BUNENL ROCMWYOCEM KOpaGNb MpaBHYRE CBOETo?

Vinn. 1
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=X
-
¥ waeosoro s empoemxa:
CRaxuTe, MOXNO YOINTH IO nroTuEe 7
- Mmers! - orserux wacosol
¥ CIMIDEYX Sa INepHXa.
CrAB IM)
£ mpomex
mo nxormwe, oresEmOll exawof,
€ XeBOTO da'pem
®a mpaBuil :
® eTaThy X8 KOHETHTYINE MPOYEN.

Tak BOT O, Jwempoerpofl!
1 BuEy 7 : S
eNMBOX OBEeNMeeTBIERROTO TPYIA, /

a moro Mmool eTowr moja

¢ OfEOll ¢TODOHH BHWE,
¢ Jpyroil eTOpDORH RUNEe.
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Buepa, ONasSinBaf Ha pacoTy,

t i
f BCTPeTHA EERNHRY, léxsaﬂnyn ¥O XBXY,
n mOXEMAX €8, a woroM moxymax: - Jiy-

pakr, a BEDYT OHa Bpar Eapoia?

BEDyPr!- a BEDYT HaoGopoT?

BEpyr oma Xpyr? Uim, Rax cnnaars,ﬁ ofH=
BaTeNs?

OCHREOBeRHESA CTAPYX2 Ha Bare,

myT e8 pasCepér.

prenpon e, 39

Vnn. 3
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1008 . —
...xm'“,-dm...
llazer Paxmves... [laser [pyxENN...
E3XaBRINCE. ., KAK K&, NEUATANNCH...
HAZHBANNCER: CpaThs MHCATONN... ,
Toxsxe weT Mx... ¥x [[amis, ux [lania...

& 3¢Xs, NOMEETCH, BpeZe, HEEABNO...
7 amp 78

1004
B ampese IpEaeTANT XaBORONKM,
B3Ny Ha mede r'omdu._
2 [le yTpaM OWBADT 3aMOPESKN,
rIasa ¥ 3yOw edeszdein.
MexeT OuTs, x ee B JEC NeXexy, Ka emedl
TeINERY,
MexeT CuTh, X GIe IaTe, Ny, TREATRTE
Len ATETHEE W A
TYBCTRYD: B XN3uE Moefl mepexeM HaCTYIIRL,
1y et
xpy@ﬁuo- EA MeNK : HACTYTINA .
) 8 amp 78

1005
Ure x, memepmarsumil, uTe M,

ceflyac wa ynmiry EETH?
Tav X XX 2D T ¢eXToMONEN,

TaM 3YOM YeNyT COEpeIi.

V. remp# mama xa OepCmiryrgm,

T 1@ 5Tedl yumIle BUGpA

C JXMII®M, B2CTErKyTMM Ea BCE NFTeBNIN,
uperypExx 3 380e1 zpaua.

30 amp 78

4

Wnn. 4
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Abstracts and Keywords in English for
Russian-language Articles

Ilja Kukuj
Yan Satunovsky’s Poetic Substrate

Abstract: This article examines Yan Satunovsky’s one-line poem, “The main
thing is to have the audacity to know that these are poems” (1976), in an
attempt to identify the objective characteristics of poetry in Satunovsky’s
artistic system and to trace their sources. Using an immanent analysis of the
text, its contextualization in Satunovsky’s poetic corpus, and the poet’s own
theoretical reflections based on Boris Eichenbaum’s Melody of Russian Verse
(1922), the article demonstrates the significance of the intonation of collo-
quial speech in the system of Russian verse in the second half of the twentieth
century. It shows that the renewal of this poetic system was made possible
primarily thanks to the experiments of Satunovsky and other poets of the
Lianozovo School.

Keywords: definition of poetry, intonation, one-line-poems, colloquial speech,
poetic analysis

Polina Barskova
“And So We Learned to Speak of Death”: Yan Satunovsky’s Offensive
Poetry

Abstract: The article analyzes poems by Yan Satunovsky, which reflect his mili-
tary experience (1939-1945). By first identifying a number of taboos created by
official Soviet historiography and violated by Satunovsky, the article demon-
strates even deeper violations, transgressions, and discoveries. It shows how
Satunovsky lays bare the erotic in military experience, and reads his poetry
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side-by-side with another poetics of transgression, that of Gennady Gor.
Satunovsky not only shows that war sows death and breeds murderers and
rapists; he depicts war and death as routine, boring, pitiful, and completely
unheroic. Satunovsky’s discourse on war is thus multifaceted and flexible:
the poet combines different linguistic registers, trying them on like masks.
The primary task of Satunovsky’s poems about war is to demonstrate mili-
tary experience as exceptionally destructive, in particular for the personality
and language of the person producing this poetic statement. Thus, through
provocative avant-garde poetics, Satunovsky hits his political target.

Keywords: war, violence, language experimentation, the erotic, decay

Danila Davydov
Yan Satunovsky and “Barracks Poetry”

Abstract: This article examines Yan Satunovsky’s creative strategies in the
context of so-called “barracks poetry”, which in turn represents one of the
aesthetic dominants of the Lianozovo school, one of the central phenomena of
Soviet unofficial literature. “Barracks poetry” itself is not so much a homoge-
nous practice as a set of artistic positions articulated in different ways by the
core authors associated with the group (Evgeny Kropivnitsky, Igor Kholin,
Genrikh Sapgir); the term also serves to mythologize this tendency in under-
ground poetics (in publications by Olga Andreeva-Carlisle, Konstantin Kuz-
minsky, Eduard Limonov). The article analyzes the mutual reception of the
“barracks” poets and Satunovsky and demonstrates Satunovsky’s engagement
with the “barracks” aesthetic. Satunovsky understands this aesthetic more
broadly than that of the orthodox representatives of “barracks poetry;” and
offers a reinterpretation of and meta-reflection on this aesthetic.

Keywords: barracks poetry, Lianozovo school, uncensored poetry, language
poverty
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Mark Lipovetsky
Poetry and the Newspaper: Reading Satunovsky Politically

Abstract: The article analyzes Satunovsky’s poems from the 1960-80os through
their “relationship” with publications in Soviet newspapers. Satunovsky does
not deconstruct political discourse but seeks opportunities for the political
self-expression organic to his everyday life context. He does not stay within
the bounds of Soviet political discourse either. His political judgments are
pronounced using a non-universal language that is defined by a specific exis-
tential and historical understanding of the world. Satunovsky’s ongoing debate
with the newspaper allows him to articulate the political side of his individual
and yet highly typical day-to-day life experience, and thus to establish political
agency outside of Soviet political discourse.

Keywords: political poetry, concretism, omissions in poetry, Soviet subjectivity

Mikhail Pavlovets
“The Rhythm of the Conscious Poetic Work”: Yan Satunovsky’s Theo-
retical and Critical Articles and His Poetic Practice

Abstract: This article examines Yan Satunovsky’s literary-critical and theoretical
body of work. Although relatively small, this corpus is significant. Satunovsky’s
analysis of the poetics of children’s folklore, specifically counting rhymes, as well
as the works of his predecessors and contemporaries (Vladimir Mayakovsky,
Korney Chukovsky, Genrikh Sapgir, and others), helps the poet formulate his
own creative principles. The poet identified and drew attention to the “Korney
stanza’, analyzing its genesis in Chukovsky’s works for children and tracing the
origins of this stanza to the works of Chukovsky’s predecessors and Russian
folklore. Satunovsky’s application of a tactometric approach to the rhythmic
organization of verse clarifies not only the importance of this aspect of verse
form for the poet, but also the influence of the poetic theories of Alexander
Kviatkovsky and Ilya Selvinsky - theorists of poetic constructivism. Addition-
ally, the article helps refine the interpretations of some of Satunovsky’s poems.
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Keywords: children’s folklore, constructivism, literary criticism, the tactometric
poetic system

Anna Glazova

“Perhaps I have Earned God’s blessing” Traces of Religiosity in the
Poems of Yan Satunovsky

Abstract: Yan Satunovsky’s poetry, known for its laconic style, deals with mate-
rialistic matters and tends toward minimalist imagery and stark depictions of
unembellished reality. All the more surprising, then, is the significant number
of references to religion in his work. Some of these references are connected
to Judaism, others - to Christianity. Although written from a secular, profane
perspective, his poems suggest that religion was not entirely unimportant for
the poet. This article follows some of these references and probes the religious
remnant in Satunovsky’s body of works.

Keywords: non-official poetry, Walter Benjamin, Franz Kafka, Jewish and
Christian references, secularism

Ivan Akhmetiev
From Yan Satunovsky’s Archive

Abstract: The article relates the history of the preparation and principles
behind the compilation of Yan Satunovsky’s book Stikhi i proza k stikham
(2012) and outlines a possible plan for a future complete collection of the
poet’s works. It is accompanied by a facsimile publication of a number of
poems from Satunovsky’s archive.

Keywords: textology, Yan Satunovsky’s archive, history of the publication of
Yan Satunovsky’s legacy
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