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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completely unpublished (even in samizdat and tamizdat) in his lifetime.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 €CTh B CTMXAX, MICATD TTOYTH 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 This volume includes previously unpublished materials from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: «Il1aBHO€e nMeTDH
HaXaJTbCTBO 3HATD, UTO TO 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.: «Canrup mpuBen ¢ co6oif KaKoro-To JIbICOTO JANbKY IPOCTOBATOrO BUJA, C OyXranTep-
CKMMU YCUKaMH, B PyKe Yy AsAAbKY Obina aBocbka. [TosHakoMbcss — 1oaT SIH 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.
«He 3Hato0, KTO elé Tak ymeeT OBUTD cebsi Ha 1m093um» (Zhuravleva/Nekrasov 1996: 304).
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.



4 Luba Golburt, Ainsley Morse

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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06 UCTOYHMKE TEKCTOB:

Bo Bcex Cny4vasax, KpoMe€ OrOBOPE€HHDBIX OTIEIBbHO, IIPON3BEAEHNA SIna Ca-
TYHOBCKOI'O UUTUPYIOTCA IO C/IEAYIOIIEMY MU3TaHNIO:

Carynosckuil, In: Cmuxu u nposa k cmuxam. AxmeTbes, VBan (cocr.).
Mocksa: BupTyanbHas ranepes, 2012.

HpI/I OUTVPOBAHUN 3TOTO M3MAHMA B HACTOAIIEM C60pHI/IKe CTpaHNIbI 000-
3HAYAKTCA B TEKCTE [B KBaJIpaTHBIX c1<061<ax] 6e3 YKa3aHlA MICTOYHMKA.

About the source of texts:

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

Satunovskii, lan: 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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Mnvs Kykyii

INostnuecknii cy6crpar SIHa CaryHOBCKOTO

Pesrome: B crarbe Ha npumepe opHocTpoka f. CaryHosckoro «ImaBHOe MMeTbh Ha-
XaJIbCTBO 3HATh, YTO 9TO CTUXMU» (1976) OCYILIECTBIACTCA MONBITKA BBIWICHUTDh 00D-
eKTUBHbIE IIPM3HAKYU IIOITUYECKOIO B XY/I0)KECTBEHHOI cucteMe CaTyHOBCKOTO 1
IIPOC/IEANTD 3a MX UCTOUYHMKAMU. IIpy MOMOIIM MMMaHEHTHOTO aHa/IM3a TeKCTa, ero
KOHTEKCTYanu3aluy B MO3TMIeCKOM Kopiryce CaTyHOBCKOTO U HpPUB/IEYEHNUs Teo-
peTHYeCKUX pasMbIIJIEHNII CAMOTO [103Ta, OCHOBAHHBIX Ha padore B. DitxeHbayma
Menoduka pycckozo crmuxa, IOKa3bIBAeTCsA 3HAYEHIe MHTOHAIMI PA3TOBOPHOI pedn
B CUCTeMe PYCCKOJI 1103311 BTOPOII 10/10BMHBI XX BeKa, 0OHOB/IEHHOIT 1 0OHOBILsAe-
MOt B TIepBYIO Odepenb 6arofaps sxciepuMeHTaM CaTyHOBCKOTO U IPYTUX [IO9TOB

«JIaHO30BCKO IIKOJIBI».

KnroueBbie cmoBa: onpeneneHye nmo33nn, MHTOHANA, MOHOCTIX, pa3rOBOpHAA peyb,

aHa/IN3 CTUXOTBOPEHUA

[ToBOmOM [/IsI HACTOALIMX 3aMETOK CTal CeMUHAp IO JIMPUKE /IS
CTYIEHTOB MIOHXEHCKOTO VIHCTHTyTa CIaBsSHCKON (utomornu, Ha KOTO-
POM TIPAKTUKOBAJICA METOJ, MMMaHEHTHOro aHanmsa Muxawuna [acmaposa:
PYKOBOJCTBYSICh TEXHUKOI MeIJIEHHOTO YTEHMsl, CTY[EHTbl He MOIJIN
[pUBJIEKATh U1 aHaIM3a HUKaKMe CTOPOHHME WCTOYHUKM U JIOJKHBI
ObUIM OrPaHMYMBATD CeOs TOIBKO TeM, YTO IPeNOCTABIIsET caM TeKCT. o
cruxoB CaTyHOBCKOTO B pe3y/IbTaTe pedb He JOILUId, HO 3aTOTOB/ICHHBII
It HUX (M MeHsI CaMOro) BOIIPOC 3BydYasl ObI TaK: €CTh /I B 3HAMEHUTOM
cruxorBopeHnyu CaryHOBcKoro — «[JlaBHOe MMeThb HaXajbCTBO 3HATD,
yro 310 cTuxu» (Ne 941; [399]) — HekMi1 OOBEKTUBHO BbIYUJIEHSIEMBIN
[O9TUYECKUIL «TeH», DAIOLINII 3HAHUIO O TOM, YTO 9TO CTUXM, HO3UTUBHYIO
WM Jake IO3UTUBUCTCKYI OCHOBY? [IpyrMMu CI0BaMu, MOXHO IIH,
HOJIB3YSICh MCK/TIOYNTENbHO METOfAMM MMMAHEHTHOTO aHalIn3a, HOKasaTb
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YyTaTenio, He uMmeleMy o CaTyHOBCKOM HMKAKUX IpeIBapUTETbHbBIX
3HaHWIT (4 MMEHHO TaKas CUTYaLMs CIOXKMIACh ObI Ha CeMUHape), YTO 3TO
TeICTBUTENIbHO CTUXMY?

Ha nepBbiit B3r1Aj, OTBET 3BYYUT OTpULaTENbHO. B TekcTe N0 941 orcyT-
CTBYIOT BCe BHeIlHVe (GOPMBI CTUXOTBOPEHMs: MeTp, pudMa 1 BepTUKAIIb-
HOe YIeHeHMe TeKCTa. TeopeTmdeckym MOYKHO, pasie/lNB CTUXOTBOpPEHNE
VMHTOHAIIIOHHO HA TPU YacTH, IPEBPATUTD €r0 B aKIEHTHBIN cTux: «[7maB-
HOe MMETh / HaX4/IbCTBO 3HATDH / 4TO ATO CTUXI». CaM 03T JIerko Mor Obl
CHATD BOIIPOC O HMPUPOJE ITOTO TeKCTa, IPHU/AB eMy BepTUKaIbHYIO (op-
My — HaIpMuMep, TaKyIo:

I'naBHOE
MMETh HaXaJIbCTBO 3HATh,

YTO 3TO CTUXM.

OnHako TaKMe MAaHUITY/IALMY MOXXHO IIPOM3BECTU (PAKTUUECKU C JTIOOBIM
TEKCTOM, 1 TO, 4T0 CaTyHOBCKMII 3ammcan ero (Kak M psf APYTUX CBOUX
CTUXOTBOPEHNIT) B CTPOKY, IIPeICTaBIACTCSA He CIy4ailHbIM. VIMeHHO B
9TOM CTUXOTBOPEHMN OTKa3 OT «pyOjeHoit mpo3bl» Bepaubpa (cm.: [248])
npuobpeTaeT XapakTep II0O9TMYeCKOro MaHudecTa M 3acTaBisgeT Hac 00-
PaTuUThCA K BEYHOMY BOIIPOCY: YTO TaKoe mo33uA? B dyem sakmrodaercs ee
cyberpar?

ITox cybcTpaToM B ZaHHOM CIydae MMEETCs B BULY He JIMHTBUCTHYE-
CKUJI IUIaH HOHATHUA KaK «(popMa IpOSAB/IeHUA OTHOLIEHU! mHTepdepeH-
nuu Mexpay saspikamn» (FOccenep 1987: 196) — Kkak IpaBuIO, B IIpoliecce
KoMoHM3anuy, — a ¢purocodcKuii, Korga cyocTpar o603HadaeT HelleMMYIo
OCHOBY, 00eCIIeuNBAONIYI0 «eJUHCTBO BCETO MHOT006pasusa» aBneHuit (Ce-
BaJIBHUKOB 2010). ABTOp IUTUPYeMOIl SHIMKJIOIEANYECKOl CTaTbi OTMe-
YaeT, YTO CYOCTPATHBIN MOAXOf, OYAydM PacIpoCTpaHeH B aHTUYHOCTH U
CpelHeBeKOBbe, HauMHasl ¢ KoHLa XIX Beka mogBepraercs B ¢umocopun
KPUTHUKE 332 PeNYKIVMOHM3M, TaK KaK «IIPeTeHAYeT Ha TO, YTO IIO3HaHNe
cyOcTpara pas/IMYHBIX KOHKPETHBIX Belllell M IIPOLIeCCOB, PAacKpBITHE UX
CTPYKTYpPbI 1 3aKOHOB MX OTHOIIEHMII IOJHOCTBIO OIIpeJeNsAeT BCe CBOI-
CTBa M XapaKTepUCTUKM 00DbeKToB» (Tam ke). He mperenmys Ha momHoe
PacKpBITIIe CEKPETOB IO0ITUYeCKOi KyxHM CaTyHOBCKOrO, OIpobyeM Ipo-
CJIeUTD, 1) YTO MMEHHO IPOUCXOAUT C XYHAOXKECTBEHHOI (POPMOII B 9TOM
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TEKCTe; 2) KaK 9TO COOTHOCUTCS C APYTUMMM CTUXOTBOpeHmsMu CaryHOB-
CKOTO, KOTOpbIe 13-32 OTCYTCTBMs KaK HEPBUYHBIX, TaK MHOITA M «BTO-
PUYHBIX [IOTOBBIX IIPU3HAKOB» 1M033uu (CM. N2790; [346]) MO>XKHO 6bITO GBI
CYNTATbh HPO30JL, ¥ 3) KAKyI0 POIb 3TO CHIIPano B GOPMUPOBAHNUU TOTO
IPeCTaB/IeHNs O PYCCKOSIBBIYHON [093UH, KOTOPOE CIIOXKIIOCh CETOMIHS BO
MHOTOM JIMEHHO 13-32a peopmupoBanus ctuxa CaTyHOBCKMM B YaCTHOCTHU
¥ 11oaTamy JInaHO30BCKOM IIKOJIBI B IIEJIOM.

PaccmarpuBaemoe cTuxoTBopeHre CaTyHOBCKOTO COCTOMT U3 OfHO-
rO TpemyoKeHMs ¥ IMOCTPOEHO IO HPUHIUIY CUHTAKCUYECKOV 3KOHO-
mun. B pomm cuHTaKcu4eckux CyOBEKTOB BBICTYHAIOT C/I0Ba T/TaBHOE
u 910 (06a — He SBJAACH CYIIECTBUTEIBHBIMU), B POIM IIPEANKATOB —
KOHCTPYKLIMSA ‘MMeTb HaXa/lbCTBO 3HATb M CyOCTaHTUMB CcTuxm. Bropo-
CTeIlleHHble WIEHBI IPEIOKEHNsI OTCYTCTBYIOT, TO €CTb KaXJoe CIOBO
CTUXOTBOpPEeHNUS] — IJIaBHOe. L[eJIbHOCTD HPEeAMKATMBHON KOHCTPYKIVN
‘MMeTh HaXalbCTBO 3HATDH B IJIABHOM IIPe/IOKeHNM OOBACHSIETCA TeM, YTO
‘MMeTh HaxXalbCTBO — YCTOMYMBOE COYETaHNUe, M ITTaBHOE — He VIMETb
HAaXaJAbCTBO KaK TaKOBOE, a MMETb HaXa/lbCTBO 3HAmb. VI3BSACHUTENTbHOE
MPUAATOYHOE TIPEMIOKEHNE PACKPBIBAET CMBIC/T TTABHOTO MPEIOKEHUS —
410 UMEHHO TTTABHOE 3HATb.

Ba)xHBIM IpeficTaBIsAeTCsA BHIOOP IJIaroja 3HaTh — TO €CTb He Y3HAaTb,
He IIOHATb, He OIIPee/IUTh [0 PSALY IPU3HAKOB, @ UMEHHO 00/1afjaTh 3HaHMU-
eM, MeTh €ro alpuopyu. ITO 3HaAHNE He OYEeBUJHOE I He MOfpasyMeBaeMoe:
4TOOBI 0071a/jaTh MM, HY)KHO «MMETb HaXaJlbCTBO», M 9TO HAXAIbCTBO —
«r7aBHOe». IIpy 9TOM codyeTaHye 3HAHWS VM HAXaabCTBA MPOTUBOPEUMBO:
CJI0BO ‘HaXaJIbCTBO CI0Bapb O)XKEroBa TOJKYeT KaK «HAXa/IbHBII OCTYIIOK»
(Oskeros/IlIBemoBa 2006: 397), 3HATH K€ — IJIATONI COCTOSHMUSA, HE MMEI0-
Ui aKTMBHOTO BEKTOpPA IO OTHOIIEHMUIO K afjpecaTy WM OOBEKTy U TeM
CaMBbIM He IIpeAIIoaralouiyii mocTynka. HaxaabcTBOM OKa3bIBaeTCsl caMo
COCTOsIHIe, IPUYeM, TIOYePKHEM MTOBTOPHO, UMeThb €ro — I7IABHOE .

1 Dpaseonormdecknii coBapb THXOHOBa TAKKe yKasblBaeT HA COYETAeMOCTb C/IOBA «HA-
Xa/IbCTBO» C IJIATOJIAMM aKTHBHOTO AEVCTBIS, HAIIPABIEHHOrO Ha 00beKT: «C HaXaTbCTBOM
TOBOPUTbH, CMOTPETD U T. fi.» (TMXOHOB 2004: 1, 641). HeMHOrOUNC/IEHHBIE IIPYMEPDI UCIOTb-
30BaHNMsA CHHOHMMMYHOTO 060pOTa «MMeTh HArmocTb», orMedenusie B HKPA (y o6opora
«JIMeTh HAaXa/IbCTBO» TONBKO OFHO BXO)XJeHMe — 13 CaTyHOBCKOIO), CBUAETENbCTBYIOT O
TOM >Ke: «MMeTb HaIZIOCTh cKasarb» (B.Ipoccman), «iMets Harnmocts HasBath» (10. Tepman),
«MMeTb HAINOCTb, 4TOOBI yTBepxkparb» (M.Menbinkos). Koncrpykums CaTyHOBCKOro



10 Wnvs Kykyii

B nmpupaTod4HOM NpefIoXKeHNM HEOJHO3HAaYHO YKas3aTe/IbHOe MeCTO-
umenne 510 Ha 4To MMeHHO OHO yKasbiBaeT?” Ha To, uTo amo mpemio-
xeHye — ctuxu? Tor ¢akT, YTO CTUXOTBOPEHNUE B COCTABIEHHOM CaMUM
CaTyHOBCKMM KOPITyCe MMeeT OTHENbHBINI HOMep, Ka3aaoch Obl, HO/DKEH
TOBOPUTH O TOM, YTO C/IOBO ‘9TO’ OTHOCUTCs UMEHHO K HeMy. C pyroii cTo-
POHBI, CTUXOTBOPEHNE ABIACTCA YaCThIO O3TNYECKOTO KOMILIEKCa CIelyIo-
VX TOAPsi TeKCTOB (NeNe934-947), HammcaHHbIX B Peofocunu B Mae-1oHe
1976 ropa. DTOT KOMIUIEKC MOXKHO ObIJIO Obl HasBaTh MeTaMTepaTypHBIM,
BO3HMKIIIM, BOSMOXKHO, IT0 C/IeflaM YTeHs VIHHOKeHTIsI AHHEHCKOrO (ero
MMs TIPUCYTCTBYeT B NeNe934, 940 i 944)% CaTyHOBCKMII PasMBIIIISAET O
maysax 1 MHorotoumsax (Neg34), cuHTakcuce un pudmonke (N2935), KHUrax
(Ne 941) n anexcaHAPUHCKOM cTuxe (N2947), a B CTUXOTBOpeHUM N2943 yIo-
ToOJIAeT CBOIO MO33MI0 MePECHIIAHNIO IIeCKa BHYKOM Ha «COJIEHOM IIJLAXKY»
[399]%. Kpome AHHEHCKOTO, B CTUXOTBOPEHUAX MPUCYTCTBYIOT X/Te6HUKOB
(Neg38) m MastkoBckuit (Neg3g), I'pun (Neg4s) n Koprens (Neg47). Ha atom
¢doHe ecrecTBeHHBI pasMbluuieHNss CaTyHOBCKOIO O TOM, YTO MMEHHO CO-
CTaBJIAET CYLIHOCTD €ro (M He TOTBKO €ro) IO033MN.

B To e BpeMA 3a MHTepeCYIOMMM HAC CTUXOTBOPEHMEM CJIelyeT TeKCT
Neg42 ¢ TOI JKe JaTUPOBKOIL «4 MIOHA 1976, Peogocusr, 4To 1 Neg41:

V3 npyseii y MeHs OCTaluCh ABe-TPY KHUTH,
maum e
UCYe3aroT

U3 NOJIA 3pEHNUA.

[399]

«MMETb HaXa/IbCTBO 3HATb», NMOJUEPKMBAIONIAA KaueCTBO 3HAHNA, HA 9TOM (OHE BBIIJLAZUT
HEOOBIYHO.

2 Cm. aHanmm3 COOTBETCTBYIONIETO pedepeHTa, a TakkKe BCEro CTUXOTBOPEHM:A B CTaTbe
JI. O6opuHa B 9TOM HOMepe.

3 Tom cruxorBopenuit u Tpareauit V1. ®. AHHeHcKoro Bbilien B cepunt «Bubmmoreka mosra» B
1959 Tofy.

4  CruxoTBOpeHVe MOXKHO ObIIO ObI MHTEPHPETHPOBATD TaK: 10931 CaTyHOBCKOTO B JIAHHOM
cTydae — 9T0 06/IedeHHOE B CI0BA MOHVMMaHMe TOTO, YTO J/IA TOJ0BA/IOTO BHYKA IepechIra-
HIIe TIecKa N0J00HO TBOPYECTBY.
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Ecnm npeanonoXxuTp, 94To MeX/y HallMICAHHBIMM B OFJVH JIeHb N2941 1 Neg42
CYILeCTBYET JIOTMYeCKasi CBs3b, €e MOXKHO OBbIIO OBl BOCCTAHOBUTD TaK:

[maBHOe MMeTh HAXanbCTBO 3HATh, UTO 3TO CcTuUxu: «V3 ,E[py3€]7[ y
MEHA OCTANNCh ABE-TPU KHUTY, fa U T€ NICUE3AI0T 13 IIO/I 3PEHNIA».

B atoM crydae ykasareqbHOE MeCTOMMEHME 9TO OyfeT OTHOCUTBCS K CTH-
XoTBOpeHno Neg42. IIpu Bcell HEKOPPEKTHOCTM TaKOM MaHMIIYIALMM Ha
HepBBIIl MIaH 37jeCh BBIXOAMT TO OOIee, YTO €CTh MEXAY STUMU ABYM:
TeKcTaMu 1 0 4yeM caM CaTyHOBCKMII B 1964 TOly NUCANT B CTUXOTBOPEHUN
Ne 315:

[...] [To33us,

omposansarics!

IIposa,

IOKaXKu, YTO THI He Bep/uop.

[159]

OueBNIHO, YTO CTUXOTBOpeHMe N2942, 3ammcaHHOe B CTpoky («VI3 mpy-
3ell Y MeHs OCTAJIUCh JiBe-TPY KHUTY, Jla ¥ Te MCYe3al0T U3 IO/ 3PEHUA»),
TIOJTHOCTBIO TepseT CBON IOITUYECKMIT XapaKTep ¥ MO>KET MPUOOPecTy ero
BHOBb JIMIIb B PaMKaX KOHLENTYaTMCTCKOIO MPOEKTa — HAaIpuMep, B CO-
cTaBe Kakoro-mi6o Tekcra JIbBa PyOuHIITElIHA, OCHOBHBIM IIPMEMOM KOTO-
POTO KaK pas 1 sIB/seTCs OOHapyXKeHIe MOITUIECKOTO B TOM, Ifie 033U,
Ha NepBbII B3IVIAL, HeT’. MO>KHO CKa3aTb, 4TO CBSA3b Mexay Neg41 u Neg42
peann3oBaHa MMEHHO B CUJIY TOTO, YTO BTOPOJI TEKCT 3alMCaH KaK CTUXOT-
BOpEHIe, a TIePBBIIT HeT; 9TO ellle GoIee OTYETNINBO NMOKA3bIBACT €r0 XapakK-
Tep MOITUYECKOTO MaHM(ecTa.

Takoe comocTabieHMe, OGHAKO, Y>Ke BBIXOIUT 33 paMKM MMMaHEHTHOTO
aHa/iM3a, IO3TOMY IOABEJEM IIPeNBapUTE/NIbHbIE UTOTH, NPEX/E 9eM IIPO-
[O/DKUTb PAacCMOTpeHMe HpoOmeMbl Ha 0oee MIMPOKOM KOPITyCe CTUXO-

5 Kax msBectHo, CaTyHOBCKMIT IUCA/T HA KAPTOYKAX, 1, OTOOPAB IIOAXOAIME CTUXOTBOPEHMS,
3aIyCaHHbIe IIPO30if, HETPYAHO OBIIO GBI COCTABUTD YTO-TO HAMOKOOUE PYOMHIITEITHOBCKOI
KapTOTEK!. B 3TOM MOXHO BUJIETb BHYTPEHHIOK CBA3D MEX]y «PaHHIM» (TMaHO30BCKUM) 1
«KaHOHMYECKMM» (MOCKOBCKMM) KOHIIEIITYa/TM3MOM, IIpU TOM 4TO CaTyHOBCKMIT BBICTYIIAeT
npepredeit o6oux. O caasu CaryHosckoro u Py6unireitna cm.: CyXOTHH 2009: 1.
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TBOpeHMI. BrickasbiBaHme CaTyHOBCKOTO B N2 941 IIpefieTbHO KOMITAaKTHO®.
IToaT He cTaBUT Iepex cOOOI 3a/jady HOKa3aTh, YTO «ITO» — CTUXM, a JIVIIb
aIle/IMpyeT K HaXaJAbCTBY allPMOPHOrO 3HaHMA 06 aToM. IIporpaMMHOCTD
9TOTO YTBEP>KAEHMS MOLYEPKIBAETCS TeM, YTO 1Mo (opMe OHO, B OTINYNE
OT C/IeAYIOLEro 3a HMM CTUXOTBOPEHNs, — IIpo3a, IpudeM He pyOreHas.
Ho 4To mosBonmAer cumMTaTh LETMKOM «ONPO3aMBIIYIOCA» IOI3MI0, KaK B
TaHHOM C/Iydae, CTMXOTBOpeHMeM?! KoHeuHO, Ba)XHYI0 pONIb 3[ech Urpa-
eT (aKT >KaHPOBOJ aTpUOyLMM CaMUM aBTOPOM, OJHAKO HAaC MHTEPeCYIOT
MMMaHeHTHbIe IIO3TMYEeCKUe CBOJICTBA TeKCTa (BepHee, BOIPOC O TOM, CY-
I[ECTBYIOT /1M OHM), a He adpdupMaTuBHOe yTBepK/jeHue aBTOpa, KOTOpoe
YUTATeNb JO/DKEH IPMHMMATh BO BHUMaHINe, HO He 00s13aH BEPUTb eMy Cie-
0. O6 «OIaCHOCTV» TAKOIl BEpPbI CBUJIETENILCTBYET CNIEYIOMINIT HeaTUPO-
BaHHBIN U He BOIIEAIINI B OCHOBHOI CBOJ CaTyHOBCKoro Ha6poc01<:

Bor IIpO3a IIpO 3aBOJ:
TIOCTYIINJI Ha 3aBOJ

3HATHbIN KYKypPy30BO/,
HCCMOTPH, YTO Ha 3aBOJe
KYKypYy3bl HET B 3aBOJI€.
[581]

Ecnm B N941 aKLeHT CTOSUI Ha TOM, 4TO «3TO CTUXM», TO B JAHHOM CIIy-
Jae MOJUepKIBaeTCs (M B IPSIMOM, TPpadIIecKOM CMBbICIIE, U KaTaMOyPHBIM
YOBOGHMEM CJIOBa) IIPO3aMYHOCTb TEKCTA: «BOT IIPO3a Ipo 3a<..>». KoH-
(GIUKT aBTOPCKON A€K/Iapaluu C CaMUM TEKCTOM, OJHAKO, B II€JIOM TOT
)K€ — IPO3aMvecKoll sB/ISIETCS 3asBlIeHHAs TeMa IIPO 3aBOM, OFHAKO Gop-
Ma OCTaeTCst Cyry00 CTMXOTBOPHOI. ABTOPCKOE IOff4epKIBaHIE B [IEPBOM
CTHXe B M3BECTHOM CMBIC/IE BBIHYXX[JEHHOE: OHO MOTHUBMpYeT OOpalileHune
K «IIpO3e», BB B IEPBOil CTpOKe (OHETHMUECKMiT MaMMHAPOM: [vot
'prozd pro za'vot]. TeM caMbIM «OIpO3aMBaHNe» 10931, O KOTOPOM IIMIIET

6 [l HeMELKOS3BIYHOI ayAMTOPUY, KCTAaTH, Takas KOMIIAKTHOCTh cama 110 ceGe sB/sieTcst
IPU3HAKOM TM033Mit: CylecTBuTenpHoe ‘Dichtung’ o3Hauaer He TONbKO M023mio (OT Yero u
npoucxonut cnoso ‘Gedichte, cruxu), Ho u (ocoberno B popme Verdichtung’) ‘yrmornenne’
3TO OTYACTY IPOIMBAET CBET Ha TO, [I0YEMY UMEHHO T1093VsI HEMELJKOA3BIYHOIO KOHKPETI3-
Ma IIpOM3Be/Ia TaKOe CUJIbHOE BIIEYAT/IEHVe Ha MHOIMX aBTOPOB 1960-X TOfJ0B, paGOTaBIINX
B 9KCIIEpUMEHTa/IbHOM Kimioue (cm.: [TaBoser; 2021).
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CaryHoBcKMit B N2315, MO>KeT MMeTb HECKOJIbKO M3MepeHUil — Kak ¢op-
MasibHOe (IpO3aM4ecKyii TUI 3aIVICU TeKCTa), TaK Y COfepKarenbHoe, 000-
3HaYalolllee IIePeXof] OT BBICOKMX MOITUYECKUX TeM K IIpo3e KU3HM (KaK B
CTUXOTBOPEHNMN PO 3aBOf). B 0601X cayvasx >KaHpoBas aBTOATPUOYL s
nepdopMaTuBHA, TIOCKOIBKY BCTYMAET B IIPOTUBOpedre C GOPMOIT TeKCTa.

B TO >Xe BpeMsA pasMBIIIJIEHMA O TOM, YTO Jie/laeT U3 MPO3bl CTUXM, A
U3 CTUXOB IIPO3Y, ObIIM BBI3BAHBI CaMOJ IpUpoRoii 3amyucy CaTyHOBCKUM
CBOMX TeKCTOB. Kak M3BeCTHO, B YepHOBMKAX, B OCHOBHOM Ha KapTOYKaXx,
CaTyHOBCKMII 3amMChbIBal CTUXOTBOPEHMA IPO30Ii, M HEKOTOPbIE €ro TeK-
CTBI He MMEIOT BepTMKaAbHOro uieHeHms. OcoGeHHO MHTepeceH Cydai
IBYX CTMXOTBOpeHMI 13 umkiaa «[lamatHukm» (B xopmyce CaTyHOBCKOTO
Ne954-955), CO3MAHHDIX He3HAUUTENIbHO IOo3Ke Ne941. Huyke oHM Bocmipous-
BozATCA dakcumuie’:

954-5, U3 s "o,

TIDOKOEST MEMO [aMATHIRE ImvormpoBy, noxymed, a rxe
[lonos = Tmtés? 3L aBr 76

IT.
Boane miyda mmemx Kapna Mapwca

cToND crpeik ISI8 roxa - * 75
CEeHT

ITU CTUXOTBOpeHMs:, obpasylomue mapy, CTPYKTypHO (aKTUYecKy UHeH-
TUYHBL: B HUX OTCYTCTBYIOT MeTp 1 pudMa, 06a COCTOAT U3 IBYX CTPOK U
mecATH neKkcudeckux enmumi. OFHAKO IepBO€ CTUXOTBOPEHME 3aIMCaHO
IIPO30Ji C KPacHOM CTPOKM, a BTOpOe — JIByCTuIINeM. ['panniia Mexay mpo-
3011 U TI093MeEN, KaK IPEe[CTaBIAETCsA, IPOETAeT 3[,eCh MEXY TeKCTaMu, a
He B HUX CaMMX.

Cam CaTyHOBCKMIT BBICKasbIBaICs 00 9Toil IpobreMe HEeOZHOKPATHO,
KaK B CTMXaX, TaK 1 B 1pose. CaMbIM paHHUM CBUJIETEIbCTBOM SBJIAETCH,

7 Bnarouap}o . AxmeTbeBa 3a IIpefoCTaB/IEHHOE MSOGP&)KCHI/IC.
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BEPOATHO, CTUXOTBOpeHMe Ne315, 3aKaHUMBAIOIeecs y>Ke HPOIUTHPOBaH-
HBIM BBIIIIe PU3BIBOM K OIIpo3ayBaHuIo moas3ui. [IpuBeneM ero Temeps Iie-
JIKOM:

VIHTeHCUBHO
1 GOPMYIMPOBAHHO
TyMalo 1/2 Jaca B IeHb:

Korfa yrpoMm Oery Ha pabory.

CopepxaHne
MOJKET ObITh 6eCCO3HATETbHBIM.
Co3HaTenbHO

HO/KHA OBITH popMa.

Ha,

HO KaK Ke TOT/ia

006€e3bs1HBI (KOTOpBIE MATIOIT)?
OrTBer:

TaK e,

KaK COOBbM (KOTOpBIE IIOI0T).

TToasus,
omnposanpaiica!
IIposa,

IOKa>XXu, YTO ThI HE Bepuobp.

9 aszycma 1964
[159]

[Toasust 37ech POXKAAETCS BHYTPU IIPO3BI XKM3HHU («KOTHA yTpoM Oery Ha
paboTy»), BCTynas C Heil B CJIO>KHbIe OTHOLIEHNUA. VIHTepecHa IyHKTyanus
HepBoit cTpodbI: IBOETOUNE CTOUT He B KOHIIE €e, UTO JieNano ObI U3 BTO-
poit cTpodbI cofiep>KaHme MbICIEN TMPUIECKOTo repos, a B KOHIIE TPEThEro
CTMXa, BBIJIEIAsA MECTO M BpeMs, B TeYeHle KOTOPOro Iepoil [yMaeT MHTEH-
cuBHO U popmynpoBanHo. Co3HaTeNbHOE POPMYTNPOBAHIIE MBICTIEN TUK-
TyeT II09TUYeCKYI0 hopmy. BHe Takoil co3HaTeNbHON GPOPMBI HM KUBOIUCDH
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0663])HH, HU TI€eHue CO/10Bb4, HpI/I Bcel pa3HI/IHe pesyanaTOB, HE MOFYT
CUUTATbCA I/[CKyCCTBOM. COOTBCTCTBCHHO, IIO3TUYECKOE MOJI>)KHO O6peTaTb
KavecTBa IPO3bl HA YPOoBHE (POPMBI CO3HATENBHO, CTABSI TEM CAMBIM IIPO3Y,
CYLIECTBYIOIIYIO B CBOEIl €CTECTBEHHOI popMe 6ECCO3HATENBHO, TEPE] He-
06XOI[I/IMOCT])}O JICKATb, B 4Y€M 3aKJ/IIOYAETCA €€ CyH.lHOCTb, 4YeM OHa OoT/In4ya-
eTcsl OT CBOOOJHOTO CTHXA.

MuapiMu CJI0OBaMIl1, HE MO3TUYECKUIN TEKCT JOOJIDKEH [OOKa3bIBaTb, 4YTO
OH — CTI/IXOTBOpeHI/Ie, a HpOSaneCKMﬂ, 4YTO OH — He CTI/IXOTBOPCHI/IC.
KoMmMeHTapueM K 3TOMY MOXKET CIYKUTb CIIEAYIOlee CTUXOTBOPEHNUE 1965
ropa (Ne 400), He BKIO4eHHOE CaTyHOBCKMM B OCHOBHOI KOPITYC:

Korna MHe 3aXO‘{eTC${8 IIO4YnUTaTh CTUXMU,
4 6epy JJocroesckoro,
6epy JIbBa Toncroro.

Hposa — 9TO HEOCO3HAHHAA 110331 A.

3 0exabps 1965
[514]

IMocnenHAs CTpOKa TOBOPUT O TOM, YTO 000 XyHOXKECTBEHHOE CIOBO —
10331, TOMbKO CTMXM — I033MA OCO3HAHHasd, a Ipo3a — HeT. To ecTb
npusbiB: «Iloasus, onposausarical», ocyliecTBIeHHbINT B N2 941, 0O3HauaeT,
YTO 10331 JNO/DKHA 0CO3HAMb BO3MOXHOCTD BOCIIONB30BAaThCA IIPU I03-
TUYECKOI He0OXOAMMOCTH Ipo3andeckoil ¢popmoit. Tompko B 3TOM Cydae
HaXa/lbCTBO 3HAMY, YTO «3TO» CTUXY, CTAHOBUTCSI OIPABJAHHBIM.

B 3TOM KOHTEKCTe OCOOEHHO HEeyHauHBIM IIPENCTaB/ACTCA Ha3BaHMe
MIOHXEHCKOT0 cobpaHus ctuxorBopeHuit CaryHoBckoro «Py6meHas mposa»
(CaTyHOBCKUIT 1994). DTO BBIpaXKeHNE B CTUXOTBOpeHMN 1968 roza (N2568)
HOCHUT VMPOHUYECKMII XapaKTep, OTCbIIasl B aBTOPCKOM KOMMEHTapuu K

8 B kauecTBe KOPOTKOTO, He 0053aTe/IbHOTO B MHTEPECYIOL[eM HAC K/II04Ye KOMMEHTapus OTMe-
M urpy CaTyHOBCKOTO C BUJAMI [71aroJia: JIOTMYHO 6bI10 661 cKasaTh: «Korga MHe xodercst
[IOYNTATh CTUXV», OFHAKO [T03T BBIOVMPAET IIATO/I COBEPIIEHHOTO BU/A «3aX0UETCsI», IIePEBO-
s CUTYALMIO B OTEHIMAIBHBIIT MOAYC GyAyILero.
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YHUYVDKUTENIbHOV oljeHKe BsadecnaBom IlonmoHckuM ctuxoTBopeHuit Mas-
KOBCKOTO: «py0/ieHas Ipo3a — JiBa pyOiis CTpOKan:

Bepnubp — aro pybnenas nposa.
Crpouka — py0b.

A HaM He IUIaTAT HU KOIENKN

HU 32 IIPO3Y,

HU 3a Bepnbp.

W pudmsl TyT HY IpK I€M.

Kak cnpimno?

ITepexoxy Ha mpuem.

10 anpens 1968
[248]

CormacHo ITIoIOHCKOMY, IPUMYMHOI TOTO, YTO MAasKOBCKUIT PYOUT CBOIO
po3y, AB/sETCs Pybnb — TO eCTh He MOITUUECKMI, a Cyrybo Imposamde-
ckuit MotuB (pybrmeHast mposa = mposa py6ms). Ins CaryHOBCKOro Bep-
mmbp — Kak pa3 He pyOjeHas Iposa, HU B KaKOM CMBbIC/Ie (B TOM YNCIIe
MaTepyasbHOM: «a HaM He IUIATAT HJ KOIENIKI»), ¥ IJIA TOTO YTOOBI CO31aTh
CBOOOJHBIN CTUX, HEJOCTATOYHO IPOCTO MOPYOUTDb IPO3aMYECKUIT TEKCT.
O6 9TOM CBUJIETENBCTBYET U CTUXOTBOPeHMe N2 714:

Jlymaete — CBOOOZHBIN CTUX
cBOOOIHEN HECBOOOTHOTO?
Io aToro Hazo ewé gopacTu, —

cnpocure y Camoiinosa.

9 anpens 1971
[317]

Ob6pamenne k JaBuny CaMoOIIIOBY, IO BCeil BUJVMOCTY, CBSI3aHO C AMCKYC-
c1elt 0 CBOOOHOM CTHUXe Ha CTpaHMIIaX XXypHana «Bompocsl muTeparypbl»,
OIyONMKOBAaHHOM, MpaBaa, mo3xHee, B Ne2 3a 1972 rox. [Toutu 3a mecarts
neT o Toro CaTyHOBCKMII B Ba)XHOI JHEBHVKOBOII 3aIMCK OT 9 OKTIOPs
1962 TOJIa, BOLIE/IIIEl BIIOCTEACTBUN B COOpaHIe CTUXOTBOPEHNIT [617-622],
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PasMbIIUIAET KaK O CTUXOTBOPEHUSAX MasKOBCKOTO, TAK M O CBOUX CO6-
CTBEHHBIX, 1 JieJIaeT PsAJ| CYLIeCTBEHHBIX B MHTEPECYIOleM HAaC KOHTEKCTe
YMO3aK/IIOYEHNI.

KroueBbIM MOHATHEM, 32 KOTOPBIM — IIPEABAPUM 3€Ch BBIBOJ, — CTO-
UT TO, YTO MOXKET CUMUTATHCS MOITMUeCKuUM cybcTparoM CaTyHOBCKOTO,
BBICTyIIaeT MHTOHAMA. CaTyHOBCKMIT IIOACHAET, YTO MHTOHANUA Maskos-
CKOTO B €T0 MeTPMYECKUX CTUXAX (B 4aCTHOCTH, B XOpesAX) — 9TO TOT (aKT,
YTO KaXKJOe ero CJIOBO «BBIPYOJIEHO OTHeNbHO» [617]. Peub 3pech, B oTmmdne
OT «pyO/IeHoil mpO3bl», UAeT 06 0c060J1 OpraHM3alyUy IOITUYECKOTO CUH-
TaKCMCa, KOTfja CBSI3HOCTD BBICKA3bIBaHMsI 00eCeurBaeTCs He rpaMMaTide-
CKMMU CBSI35IMU MEXJY €ro OT/eIbHBIMMU YaCTsAMHY, 2 HEOOXOAMMOCTBIO IIPK
IPOYTEHUN OFHOBPEMEHHO COXPAHUTDH «BBIPYOIEHHOCTb» TEKCTAa M CMBIC-
JIOBO€ eMHCTBO BbICKa3bIBaHMs. ECu B MHTOHAMNU XOpeeB MasiKOBCKOTo
VICYe3HeT MX clielududecKas «BbIPYOIEHHOCTb» U MOABUTCS MYIIKMHCKAA
CBSISHOCTDb, TO CTUXU OCTaHYTCSA CTUXaMJ, HO M3 XOPOLIMX IIPEBPATATCH
B IIIOXJE, @ IPYU IIepexofie OT Kaaccumdeckoro purma (fast CaTyHOBCKOTO
37lech, MO-BUUMOMY, PUTM MAEHTUYEH METPY) K CBOOOZHOMY CTUXY «IIO-
JIydaTcs He CTUXU (C OYeHb YeTKUM PUTMOM), a pudMOBaHHaA Ipo3a» [617].
Tem caMbIM B Bepnmbpe MHTOHALMS OCTAETCSI €AMHCTBEHHBIM PEeIIAONIM
(bakTOpOM, OIIpeeIAIONUM ITOITUYECKIIT XapaKTeP TEKCTA.

ITo mbicin CaTyHOBCKOTO, «M3y4aTh PUTM CTUXOB OTHE/IBHO OT MHTOHA-
Uy — TOYTH OecCIIoesHOe [ielo»: OTHOLIEHVSI pUTMa U MHTOHAUM Gop-
MUPYIOTCS «PUTMUKO-CUHTAKCUUECKUMU (GUrypamMun»’, CyIIecTBYOUNMU
OT/IETIBHO OT COfiep>KaHMsI BBICKA3bIBAHMS: «<M>0)KHO 3aIICATh Pa3TNIHbIE
(Hex/maccuyeckme) CXeMbl ¥ MbIUATh MX IIPO CeOsl, He 3aIONHSsI CITOBAMM»
[618]. (BcmomHUM cTpokM 13 cTuxoTBOpeHust Ne 315: «CopmepkaHue /| MOXKET
6bITh GeccosHaTenbHbIM. /| Co3HaTelnbHON / JOMKHA OBITH (opmar). Ilo-
CKOJIBKY PUTMMYECKNe CXeMbl, 0 KOTOpbIX muieT CaTyHOBCKMIL, «HEKIac-
crdeckue» (To ecTb He MO, He XOpeli U T. [j.), Pe4b 3eCh UeT He CTOIBKO O
CeMaHTHUKe MeTpa, KOTOpYyIo Hmo3fHee paspabarsiBan M.JI. Tacmapos, cKob-

9 «CuHTakcnc, o, cuaTakcuc! 91o Bemikoe meno», — mynreT CaTyHOBCKMII TaM >ke. DTO Ie-
PEKIMKAeTCsI C HA4a/loM CTUXOTBOpeHVst Ne 935, HaIMCAHHOTO 3a HECKOIbKO AHell fo «[maBs-
HOe MMeTb HAaXaJIbCTBO 3HATh...»: «Jla, 11033Ms1 CMHTAKCUC, / HO M HOPSKOK pudMoBKu /
UTpaeT HeMAIYIo Porb [...]». CUHTAKCHUC B COYeTaHMY CO CXeMOl pudpMOBKY (ec/v OHa eCTb)
u o6pasyeT MHTOHALMIO. BOMpoc CTaHOBUTCA CIOXKHee, KOIZA, KaK B MHTEPECyIOllieM Hac
Neg41, puMOBKM HeT.
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KO O IOIbITKe OOHAPY>XEHNs MO3TUYECKON MHTOHAL[MY B TI0O0M TEKCTe,
cofiepykaieM B cebe pUTMO-MeIOMIeCKOe SI/IPO.

[TonaATh, yTo CaTyHOBCKMII MMeeT B BMJY IIOf, MHTOHALMEN, IOMOTa-
er kHura b.Diixenb6ayma «MemofuKa pycCKOro IMPUIEcKOro cTuxa» (1921),
BBILIEAIIAs B 1922 TOfy B cepun cbopunkos OIIOS3a (Ditxenbaym 1922).
CaryHOBCKMil 6Gerno CChUIaeTcsi Ha 9TO U3faHue (IepemsiaHye BBIIIIO
JIMLIb B 1969 TORy) B pacCMaTpUBaeMOIl JJHEBHIKOBOI 3aIINCI:

[...] He cTonT OTPBIBATH PUTM OT APYIUX CBOJCTB CTMXA U NPUIABATD €MY
C/IMIIKOM Ba>KHOE 3HaYEHIe.

PutMo-MenofuKa cTuxa, 00yclIoBlIeHHas! MHTOHAL[MEN 1, TEM CaMbIM, B 3Ha-
YUTEIbHON CTeIleHM, CMHTAaKCUCOM (Bnpoqu, s HETBEPMO 3HAI0, YTO TaKOe
CMHTAKCIUC) — COBCEM JIPYroe Jeno. ITO OYeHb Ba>KHO, MHTEPECHO, HOCTYII-
HO, HO, K COKaJIeHNI0, MajIo u3y4eHo. Kpome oHOI KHIDKKY DiixeHb6ayma
HMYEro He HpI/IHOMHIO.

[619]

B cBoeit ocHoBe pasmbiunieHns CaTyHOBCKoro m OiixeHOayMa [eliCTBU-
TE/IPHO CXOXI. DiiXeHOayM IIHUIIET, YTO CTIINCTUKY KOHKPETHOTO CTMXa
olpefie/iieT He PUTM ¥ He POHeTHYeCKMil CTpoil (pudMbl, alauTepanum
U OpyTue TPOIbI), TAK KaK OHM CBOJICTBEHHBI TIOOOMY CTUXY, M HE JIeKCH-
4eCKMII CTPOIL, TaK KaK OH OIpefesseT XyT0XKeCTBEHHYIO pedb B 1Ie/ioM (B
TOM YINCJIe U IIPO3Y), a 6asUpyIoLasicsl Ha MOITIIECKOM CHHTAKCHCE MHTO-
nanus (5-6)', koTopyio oH xapakTepusyer Kak Iupuueckyio «popmaHTy»
(9). CTMXOTBOPHBIII CUHTAaKCUC, CBA3aHHBINI HA TOPU3OHTAJILHOM YPOBHE
CO CTPOKOIJi, @ Ha BEPTUKAJIBHOM — CO CTpodoii, JjixeHOayM CUUTaeT Of-
HOBpPEMEHHO 1 JieOpMUPOBaHHBIM, 11 popmoobpasyromuM. OH onpefens-
eTCsl WICHeHUeM IO0ITUYeCKoil (pasbl B CTpode M PUTMOM, U CaM, B CBOIO
odepefib, OIpefie/AeT HEIIOBTOPMMOe 3By4JaHue cTuxa. «/IMeHHO B CMHTAaK-
CICe, pacCMAaTPUBAEeMOM KaK IOCTpOeHIe (pasoBOil MHTOHALNM, Mbl UMe-
eM fie7io ¢ (aKTOPOM, CBSI3BIBAIOLIVIM SI3BIK C pUTMOM» (6).

OcHOBHOe BHMMaHMe OJViXeHOayM ypenseT NUPUYeCKOll MHTOHAIVIN
U aHaMM3MpYeT ee «He KaK SABJeHME A3bIKA, a KaK sABJIEHMe MO3TUYECKOTO
ctusi» (8), mogpoOHO pasbupast B OCHOBHONM YacTy KHUTY CUCTEMY MHTO-

10 3piech 1 Jjajiee — CCBUIKM B TeKCTe Ha DiixeH6ayM 1922.
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HUpPOBaHUA B cTuXoTBOpeHMAx JKykosckoro, IlymknuHa, TioTueBa n ®eta
n CBOOA €€ K MEIOOMKE. CXO)KI/IMI/I, XO0TA, KOHEYHO, HE TaKMMU MacITab-
HBIMM UCCTeOBaHMAMM 3aHUMascA U caM CaTyHOBCKMIT (CM. €ro CTaThio
o crpoduke K.UykoBcKoro, He BBIIIEAIIYIO IPYU KU3HM aBTOpa; CaTyHOB-
CKMil 1995). B cBoeM cO6CTBEHHOM TBOpYECTBE, IIOCTPOCHHOM Ha HEKJIACCHU-
yecKMX puTMax, CaTyHOBCKMIT, OTHAKO, /leflaeT C/IeAYIOIMil IaT ¥ CTaBUT
CBOEOOPA3HBIIl SKCIIEPVMEHT: OH PefyLupyeT (a B paccMaTpuBaeMOM HaMU
OIHOCTpOKe N2941 — BBIOpAchIBaeT IIETVMKOM) BCe 3/IEMEHTBI, OIpefesio-
I[ye TOTUYECKMIT TeKCT KaK TaKOBONl — MeTp, pudmy, ctpody, — U, py-
KOBOJICTBYACh 3HaHMEM TOTO, YTO 3TO CTUXW, AUCTUIIMPYET U3 CBOETO
BbBICKA3bIBaHMA Ty CaMyl0 MHTOHALMIOHHYIO IIEPBOOCHOBY CTMXa, KOTOpasi
He IIOAJAeTCA M3YYeHUIO, HO MOXeT ObITb pOXK[ieHa B )KIBOII peunt. BeceBo-
nop;, HexpacoB 0co60 oTMewan aTy cnoco6HOCTh CaTyHOBCKOTO «TOBUTD
ce0s Ha Mmo33uM»: «JIOBUTCA cCaMblil MUT OCO3HAaHNA, BO3HNKAaHNA pe4n,
caMa ee IPMPOJiA, U XKUBEIl, MOJIIMHHEl TAKOTO AMKOTO KI04YKa IIPOCTO HU-
Jero He 6bIBaeT — OH cpasy caMm cebe ctux» (Hexpacos 1985: 50). B cxoxem
kmode Muxann CyXOTMH IMcal O TOM, YTO «3aKOHbI BHYTpPEHHeHl peun
[09Ta ONPENe/ISIIOT KAa4eCcTBO CTUXa. BoT u Bcé. A ¢opma Tak M CIIOKUT-
A, KaK pedb cama ImopickaxkeT. Tak ckasarTh, B CHTY HEOOXOMMOCTY pedn»
(CyxotuH 2009: 3-4). B mepexone or nmurepaTypHOro s3blKa K JIUTEpaTyp-
HOIl peyy, UCMONb3YIOlell B KayeCTBe OCHOBHOTO MaTepuajia peub pasro-
BOPHYIO, — J HaXOIUTCA OCHOBHAs TOYKa IepecedeHynss CaTyHOBCKOTO C
moaTaMu JIMaHO30BCKOM IIKOJIbI, MX HEIIOBTOpPMMAasA MHTOHALMA, Y€pe3
HOCPEeICTBO CaMBIX PasHBIX II03TOB-«IIOCpefHUKOB» (J.J/Iumonos, JI.Py-
6uHTeltH, M. COKOBHMH M [jp.) BOLIeAIIass B OOMXOZ PYCCKON MO93UY IO-
C)'IeI[Hef/ll TpeTn XX Beka 1 ABIAOIAACA OI[HOI7[ 113 OCHOBHBIX Y€PT I1OI3UN
IIOCTCOBETCKOTO BPeMEHM.

IToxBonst UTOT pas3MbIIUIEHNIT O cybcTpaTe moatmdeckoro ctuis Ca-
TYHOBCKOI'O, MOJXHO CKa3aTb, YTO TAaKOBbIM ABJIACTCA MHTOHALIMA BHY-
TpeHHell peuy II09Ta, OCO3HAHHOI B CBOEM BepOaJbHOM BBIPAXKEHUM KaK
CTUXOTBOPEHME. B xavyecTBe OCHOBHBIX 3aKOHOB, II0 KOTOPBIM OCYIIECTBIIA-
eTCsl «OBHEIIHEeHNe» 3TOM BHyTpeHHeIu/I pe€4uny, BBICTYNAKOT MMHJMMAaJIbHAA
dopma 1 mposamsanys moaTudeckoro. IlosTndeckas ¢pasa npencTabBIAeT
coboil HeflenMMOe 1ieioe; ee pa3paboTKa HaIlpaB/ieHa Ha BBIABIEHUE B JKM-
BOJI peyl MO3TUYECKUX IEMEHTOB, HO He 00513aTe/IbHO JO/DKHA COAEPIKaTh
ux. Kpurepmem kadecrBa, 06ecredrBaioIUM YUTATeTbCKOE HOBEpHe U
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IIOHVIMaHlUe «HeOOXOAVIMOCTU pedl», BBICTYIAeT 3aBepIICHHOCTb M TOY-
HOCTb BBICKAa3bIBaHI, €r0 rapaHTOM — (aKTUYeCK! BCerzia MMeIoIuiics
B Hamuuuy myaHT. CBoeoOpasHbIM KPIOYKOM, C TIOMOIIbI0 KOTOPOTO YMTa-
Teb «JIOBUTCA» Ha I033UI0, CTAHOBUTCA KpaliHe CH/IbHAasA SMOLMOHAIbHAA
BOBJIEYEHHOCTD JIMPUYECKOTO repost (KaK IpaBuUIIO, TNPUYecKoro S1) B TeMy
BBICKA3bIBAHMA MIM JIUPUYECKUIA CIOXKET. DTy «IOBII0 YUTATENA» HEIb3s
Ha3BaTh MAaHUIY/ALMEN: HA IEPBOM IIJTaHe CTOUT He OMOLMA KaK TaKOBaf,
a ee peyeBOe pellleHMe, COBMelalolee B cebe CyObeKTMBHYIO HeIoCpes-
CTBEHHOCTb M OOBEKTVMBHYIO CHEMaHHOCTD, OCYIIECTBIAEMYIO NepdopMa-
TUBHO — IIpMeM, KaK IIPaBUJIO, OCTaeTcsi obHakeHHbIM. Cofep)KaTelbHas
u $opMajbHast YaCTb TEKCTa B3aXMOOOYCIOB/IEHBI, IOCKOIbKY IUIIb TOTAA

Pp€9Ib MOXKET UATU O CTUXOTBOPEHUN:

[...] Mup He ckpumHet
U He IMKHET,
HO cofiep>kaHMe K popme
TIPUIMITHET, KaK MMcasl
Uropb Tepacumosny Tepentbes,
BpEeIATEb.

[316]

B3anmo06ycrmoBneHHOCTD (DOPMBI M COfiep>KaHMsI OIpefensieTcs OpUeH-
Tallyieil Ha pasrOBOPHYIO, «IIPO3aMYeCcKyIo» peub, YIVIOTHEHHYI0 B Malylo
($hopMy CTUXOTBOpPEHNA. 3a4acTyI0 YMTATeIb «3HAeT», YTO 9TO CTUXMU: OHM,
KaK IIPaBUIO, TaK U BBIIIANAT, M B HUX, XOTb U B PeAYLMPOBAaHHOM BUJIE,
HO JICIIONIb3YIOTCS pUTM U pudma. OHU HaneKo He BCerfa AB/IAIOTCA OIpe-
TeNAIMMMA I CTPOEHUA CTUXOTBOPEHMS, a CIOBHO IIPOCBEYNMBAIOT
CKBO3b HETO, AB/IAACh CBOEOOPaSHBIMY IIAPHNPAMIU, Ha KOTOPBIX AEP>KNUTCA
U BpallaeTcs No3TnYecKas pedb. Ho B OT/IEIbHBIX CTyYasgX — U OIHOCTPOK
Neg41, KOHEYHO, OCTaeTcsA OJHMM M3 CaMbIX pafiMKa/JbHBIX TaKUX Clyda-
eB, — IIpo3ay3alys MO033UY IIOYTY VIU aOCONMIOTHO TOTANbHA, ¥ B 9TOM
clly4ae OIpeNeNnTb, YTO Nepefi HaMI CTUXOTBOPEHNE, MOYKHO TOJIbKO B TOM

cimydae, €C/in 3TO 3HaTh.

11 B xnure «Kpyuenbix rpannosapb». — Ilpumeu. 4. Camynoscxozo.
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Kax mpuxoput 310 3HaHUMEe — U K KOMY? Benb ¢pasa «I7maBHOe MMeThb
HaXaJbCTBO 3HATh, YTO 3TO CTUXM» He CONEPXXUT MHGOpPMALUU O TOM,
KOMY MMEHHO ITTaBHOE MIMETh 3TO HAXajJbCTBO, ¥ afipecoBaHa IO3TOM KaK
caMoMy cebe (B Xofie BHYTpEHHel peun), TaK U 4UTaTeno (B BULE OCY-
I[eCTB/IEHHOTO BBICKa3bIBaHMsA). /IS 09Ta 9TO B MEPBYIO OYepefb BOIPOC
MO3TUYECKON camoufieHTnduKanun. [ ynuraresns, UMEIOIEro Jeno TOMb-
KO C 3TUM TE€KCTOM, — MCK/IIOUUTENTbHO BOIPOC NOBEPUSA; MMMaHEHTHBIN
aHa/Mu3 TyT 6eCCUIEH, U I/ IPOBEPKM IO3TIYECKOro (akTa (ecmm TaKoBas
MO KaKMM-T1O0 MPpUYMHAM >KellaTe/IbHa) He0OXOAMMO MpUB/IeUeHNe KOPIY-
ca JIpyTMX TEKCTOB II03TA U OCO3HaHME MX MCK/IIOYMTEIbHOTO MeCTa B I103-
TUYECKOM KaHOHE PYCCKOsA3BIYHON 110331y XX Beka. B ob1ieit moaTirdeckoit
cucreme CaTyHOBCKOTO TeKCT N2941 — cBOeoOpasHblit «UepHblil KBagpar»,
CTYIIEHHBIN B OHY Mpo3andecKyio gpasy moatmdeckuit manudecrt. ITosto-
MY Ha BOIPOC O MOSTHYeCKOM cybcTpare CaTyHOBCKOTO MOYXXHO OBIIO OB
OTBETUTD U TaK: OH — B OJJHOM 3TOM CTMXOTBOPEHNU, ¥ MBI JJOJDKHBI OBITH
6naropmapupl kak CaTyHOBCKOMY, TaK M JIPyIMM I03TaM JIMaHO30BCKOIX
IIKOJIBI 33 TO, YTO OHM MME/M HaXalbCTBO 3TO 3HATD.
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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: «Boiiias
U3 JIABPYIIMHCKOTO [OMa, MbI COLUIMCh BO MHeHUM, 4TO CelbBUHCKUI
neymen»* (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: «IToreHunanbHO CeTbBUHCKMII MOT CTaTh KEM-TO BpOJe

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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bpexTa, HO He cTan HuyeM. OH AyMaJl, 9TO €ro CAAB/IMBAET ¥ HeCeT MOTY4Mit
IIOTOK MICTOPMY, @ €r0, KaK ¥l MHOTVX JPYTUX, IIPOCTO IIPU/ABIIIN M 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 “Ta
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 Priblizitel'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  See letters 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 Bal IpOU3BOAAT CTPaHHOE BIeYaTIeHue. B Hux
HECOMHEHHO [O3TIYeCKOe YYBCTBO, HO OHJ OYeHb CTabbl B CMbICTIE eIMHCTBA
conepskannus. MHe KaxeTcst, GYITO B HUX — Pa3opBaHHOCTb CO3HAHMs» © (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), full 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 himselfin
a very complimentary way). In his monologue, the Chairman accuses Ney of
making his poem too “decentralized”, lacking a semantic center.

Ho rpe e xortpons? Her konTpoms. A6cypr.

[...] BoT 3pech u 3amoxeH Bam MuHyc. Bce mpeBocxogHo:

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, 06pasHblil UKOHOCTAC,

Ho B njenom <Bama> 6ammajja — paspo3HeHHOe MUPO3JAHbe,
W Toit HEBUAMIMOI TOUKM, BOKPYT KOTOPOJ

Mora 6bI OpraHM30BaThCA CUCTEMa, — HeT.

Mmute ee — 2Ty TOUKy. B Heit-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.

I'nbas Teopus «pasopBaHHOTO CO3HAHN» 1 YOIIOMBIII €6 — TeOPHsI «CMe-
IeHVsI IJIAHOB», PACT/INB JIETKOBEPHBIX IIO3TMKOB, YCYIyOMIN B HUX BO-
JleBO€e THIIEHNE; B pe3y/IbTaTe aljeHTPUIeCKUX KPOLIEB I ONO/I3HEN pas3Bas
PYCCKOIT TI093UM JOCTUT HEOBIBATIBIX PAa3MepPOB. 98 % HbIHEIIHNUX IIPOV3Be-
IeHUIT MOXKHO YUTATh BKPUBb M BKOCh. ITOT pacHaji IPeBpaTI/I COBPEMEH-
HBIX TI09TOB B CIIELIOB y3KOI KBaM(pUKALUH, CYIOLINX MAHAATHI U ATEHTHI
Ha: 3BYK, pUTM, 06pa3, 3ayMb I T. I. 6€30THOCUTEIBHO K Le/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:

IpomazHast 3aciyra HOAIMHHOIO «yTyprsMa» B TOM, YTO OH C/IBUHYI
bopmy — cosuanme. Pasbu, pasmoMar, pasopBaj, BbIBEPHY, BbIAYOINT,
BBIMEPUJI, CHOBA CTaBIWI, IOMasl 1 pBaJlL [...] BoT mouemy mMepuiom mopims-
HO PEBOJIOLMIOHHOTO MCKYCCTBA OCTAeTCA M /IO CMX IOp — «pa3opBaHHOE
CO3HaHMe».

(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: «[...] MCTUHHBII AyX €CTb €AMHCTBO abCOMIOTHO pa3fielIbHOTO; OH
HaylMHaeT CYyIIeCTBOBATh 6maropapst CBOOOTHOI AEICTBUTENBHOCTY 9TUX KPAHIX YWIEHOB,
JIMIIEHHBIX CAMOCTH, B KayeCTBe UX LieHTpa. [...] UYecTHoe co3HaHue 1) 6epeT Kaskiblil
MOMEHT, KaK IpeObIBAIIYIO CYLIeCTBEHHOCTD, 11 O€3MBICIEHHO He 3HAET, YTO OHO fje/iaeT
Kak pa3 obparHoe. Ho pasopBaHHOe CO3HaHMe 2) eCTh CO3HAHME NPEBPALIEHNUS, U JaXKe
HpeBpaleHns abCONMOTHOT0; B HeM FOCIIOfICTBYET IIOHATHE, CBA3bIBAIOLIIee MBIC/I, KOTOPbIE
CIMIIKOM CUIBHO OTAA/ISAIOTCS OT Y€CTHOCTH, U IIOTOMY €TO S3BIK SAB/ISAETCSA 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 Bewufitsein 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 Bewuf3tsein 2) aber ist das Bewuf3t-
sein der Verkehrung, und zwar der absoluten Verkehrung; der Begriff ist das Herrschende
in ihm, 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 POAWJINCD, XOTsI Buxrop IITkmoBckmit n 6bIT ¢ HaMU, 9TOT GE3yMHBIIL,
HEyKPOTVIMBIII, TOTA €llje COBCEM BeCE/bIII UeJIOBEeK, He YCIEBIUNIT elle
npunymMath popmanuctos»® (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.
«PeBosmronus 3acTaBuIa pasopBarh B moBecTu (abyiy, 3acTaBUIa MICATD [0
npuHIMY ,,cMemenns maaHos“»® (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:

OTpuijanue MOTYCTOPOHHETO — OfMH U3 IMYHKTOB QYTYPUCTUUECKOI IPO-
rpaMmbl. [I09TOMy OHM OTPaXKalOT JNIIb IIPOLECC Pas3NoXeHus B Gusn-
YeCKOM IUIaHe. B cBOeM TBOpYeCTBE OHM BOCIPUHUMAIOT JIMIIb OCKOIKU
M KJIOYbsl CTApoOil IUIOTY MMpA, OTPAXKAIOT CMELIeHNs IUIAHOB, He Befas
CMBIC/IA TIPOMCXOMSIIETO.

(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”)'%.

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> coBpeMeHHO}l BBICOKOI TEXHUK<e> U BCeil Pa3sBUTON CuUCTeM<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):

«MUbI-NIBLit MO-11 — He? CephbCs:
He Teb6e M0é ropuko?e cepppliiie —
B neM fIra HaBapuiblIa ¢ epbILeM ANbI/bI

YEpbIHY?I0 MIeHY M00BI».

[...]

Ax, HHOub-u1? CoHaHblL [Ipox?magbina
3mech B ajeNesx 3arajoxIne’ro cagsl. ..
W moHOCHTCSE TOMMKO CTOH? (3C) TUT-Tapapapsl
Taparun?na
Taparuna
Tan...
(Sel'vinskii 1972: 66) 13

“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...

ITomvaca Hasag — ycuxy HadabpeHsbl,

ITo ropny py6unmk, o6 I71as IATHO —

OH, Kak Bpope 6amabyc, o6owmén Gpabpuxy,
On!.. A sHamenuTap nux Onacc 61aTHOIL. . .

(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):

Beriuen Ha apamna. KanaeT Oypxxyii.

A mo mysy — 3onoToit 6ambep.

«Mycblo, CKONbKY BpeMsa?» — JIerko mogxoxy...
J1333b13b TpOMeX pornu!.. — u amba.

TonbKO XOTesN ObIIO CHATD Yachl —
Ybs-To mmapa munut: «[lecras».
S, moHATHO, Xoa. 3a TIOK. 3a BeChl.

A MWJIBTOHOB — 4YepTOBa CTasd.

(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?” - T 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
¥ Pa3BOPAYNBAIOTCS

Meccepa.

pas-
BO-
pauMBaOTCA. ..
Kcun,
¢u, xu, ey,
oMera!

IItuukm nersr,

MOCMOTPU HaJeBO, —
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¢dbIpCD,
IIBIPCD,
¢dopruHobpac,
OpaTibl,

Hac 60MO1ATD!

(«B mepuop HaCTYIUIEHUA. ..», 1943; [24])

.. flying
and flying back again
the messerers.
And
fly-
ing-
back again...
Xi,
phi, chi, psi,
omega!
Birds flying,
look left, —
bam,
crash,
fortinbras,
guys,
them bombs are aimed at us!

(“During the attack..., 1943)'

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 Tam 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:

KoncTpykius cocrout us yacreit, Hamyu HaspaHHbIX KOHCTPYOMAMIL.
[...] kKaxxpas KOHCTpVaMa — 3aKoH4YeHHas popMa, IIpuHeciuas cebs B XKepT-
BY CTOMKOCTHU LieJIOTO.

Koucrpyawms! 6biBator: [JTABHDBIE, BCITIOMOI'ATE/IBHBIE 1 OPHAMEH-
TAJIBHBIE.

ITTABHAS xoncTpysma — 3ajaHme; B Ad4eilKe ee HaXOJUTCA MaTKa

KOHCTPYKIIVH.
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[...] TTTABHAS unu MATVICTPAJIBHASI KOHCTPYSMA, B 3aBUCUMOCTHI
OT XapaKTepa OPraHN3yeMOro, OIIpefeNsieT CTPOI BCell KOHCTPYKLNIL |[...]
MATVICTPAJIb (sappo OyxHymlieli MaTKyu) BIMseT Ha V/e/lbHbBIA Bec
ocTaynbHBIX. KOHCTPYKIMA fepKUTCA Ha ynope B Hee. COBUT ee M3MeHsAET
CTPOIT KOHCTPYKIVIL.

(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 cnpocu:
CKaXNTE, MOXHO XOOUTH I10 HHOTI/IHC?
— Vputh! — oTBeTMIT YaCOBOTL

U CIUTIOHYTI 32 TIEpUJIa.

CHAB 1UIAILY,

S TIOILIeT

110 TI/IOTUHE,
OBEsTHHO C/TaBOIA,
¢ 1eBoro 6epera

Ha IIpaBbli,

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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7 CTAaTbIO N3 KOHCTI/ITYIU/II/I IIpoven.

Tak BoT 0OH, [lHETTpOCTpOIi.

S Buxy

CUMBOJI OBEIL[eCTBJIEHHOTO TPY/a,
a O[O MHOJ CTOUT BOjla

C OfIHOJI CTOPOHBI BBbIIIIE,

C ApYyTo¥i CTOPOHBI HIKE.

Cenmsbpo 1938, 3anoposicve

[7]

I 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,
I 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.

Isee

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: «XnecTkas momje4nHa 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.

clm6a ¢ MeHs wsny, / VI Ta, 3a4epIHyB BOABL, OIUIA Ha IIOTKHY. / TyT s 3aMeTus1, 410
HaX0Xych y peki, / Kyna yBepenHo mmaramy xprokaromiye rajgoum. / Mou J/IMHHbIe BOTTOCHI
M KpacHblit rasicTyk 6oremsr / [Tocbimany et mpomuranpheiil npuset. Ho s, / Haxmo6yuns Ha
I[JIA3HMLIBI MPAYHYIO LAY MeTaHXO/NM, / VI TSOKKO OIMpasich Ha YEPHYIO TPOCTb TOCKM, /
Bsomrern 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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[...] Ine a0 ceppATCA TypHUKM?
CKOJIBKO MOPIIMH B 3TOM y/bIOKe!
A 6aleHHBIE TAYKN

[MeBenst pobxo

MenoBoit MBI TyHb A7 TYHBI

IIpoABnATD 1M Tenepb 3TOT HEraTUB?
HEM3BEXXHO!

IIOTOMY YTO TO/ILKO BO3/IyX OblIa IeCHs
(HecmoTpst Ha coBeplIeHHO HEBLIHOCHMYIO MaHepPy OTellb-
HOVI IIPUCTTYTY OTBOPSATH, B OTCYTCTBUM, OKHA B Y/IUILY)
Hert! Het! Hetr! He mo3gHoO
W BecTs ele [pOXNUT.
/1 He 6ypeT Tebe HMKAKOTrO caxapa
IToxa He y6epyT, He YTONKYT TPYT
PacronTanHble BOVTHOI HaJ| 3eMJIEi O3UMU
JKanookonunoe
O ropectHoit fjorne,
O kaundore,
O xampudore
besrpaanue Ha rope.

VI He BUHO HY Kpalo, HM OTABIXA [...]
(«MrouxeH», ¢peBpanp 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



46 Ilya Kukulin

(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.

Hpyr Moii, Xele3HbIi OC/IUK,

MUPHO p>KaBeeT Ha 0ase.

B Bo3pyxe ecTb AmoBUTASA CONMb —
XJIOPUCTBI HATPUIL.

bor nu ee corBopu, uaM 9UCTO CIyYaiiHO

COJIb IIOABM/IACH HA CBET — HMKTO HE 3HACT.

Mooxer 6biTb, CTa/NuH 3HaJL.

Benb He 3ps, TOBOPAT,

y Bepuu 6b111 KOMITPOMETHPYIOIIVie MaTepyaIbl
Ha Kapra Mapkca.

(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 CenbBUHCKNI, MacTep MUHMATIOPEI,

B 27-M ropiy Hancan B Kokre6ene «Ilymropr».
S B ero yecTb COMMHM CTUXOTBOpeHNE. BoT:
«Komrnekc ITaHukoBckoro (MeMeHTO Mopu!)»
— Tonure ero! IToT 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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AD®OPI3M KAPAVIMCKOTO ®MIOCODA BABAKAN-CYIAYKA

«)'Iy‘{l.ue HENO, YeM IIepe».

(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 Il'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 («Hmukak
He 3alOMHIO, 4TO 51 CTApUK (CTAapyK — Takoe aMmiulya)»; 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.

References

Aksenov, Ivan (2022): Odopisets Eifelevoi bashni. Polnoe sobranie stikhotvorenii.
Farsetti, Alessandro (ed.). St. Petersburg: Izdatel’stvo Evropeiskogo uni-
versiteta v Sankt-Peterburge.

Benjamin, Walter (2005 [1929]): “Surrealism: The Last Snapshot of the Euro-
pean Intelligentsia’, in: Idem: Selected Writings: In 4 vols. Vol. 2/1. 1927—
1930. Livingstone, Rodney et al. (trans), Jennings, Michael W. et al. (ed.).
Cambridge, Mass. / London: The Belknap Press of Harvard University
Press, 207-221.

Berdiaev, Nikolai (1918): Krizis iskusstva. Moskva: Izdanie G.A.Lemana i
S.I.Sakharova.

Bogdanov, Aleksandr (1905 [1904]): “Sobiranie cheloveka’, in: Idem: Novyi mir
(Stat'i 1904-1905). Moskva: S. Dorovatovskii i A. Charushnikov, 1-54.

Burkov, Oleg (2012): Ian Satunovskii: popytka biografii. https://imwerden.de/
pdf/burkov_yan_satunovsky_biografiya_2012.pdf (20.01.2025).

Gasparov, Mikhail (1968): “Taktovik v russkom stikhoslozhenii 20 veka’, in:
Voprosy jazykoznanii 5, 79-90.

Gegel’, Georg Vil'gel'm Fridrikh [Hegel, Georg Wilhelm Friedrich]
(1913): Fenomenologiia dukha. Radlov, Ernest (trans. supervision).
Sankt-Petersburg: Tip. Akts. Obshch. ,Brokgauz-Efron®

Gol'dshtein, Aleksandr (1997): “LTsK: pokhod na oblomovskii tabor (Sovetskii
literaturnyi konstruktivizm kak ideologiia)”, in: Idem: Rasstavanie s Nar-


https://imwerden.de/pdf/burkov_yan_satunovsky_biografiya_2012.pdf
https://imwerden.de/pdf/burkov_yan_satunovsky_biografiya_2012.pdf

Torn Consciousness: Ilya Selvinsky, Yan Satunovsky 51

tsissom: Opyty pominal'noi ritoriki. Moskva: Novoe literaturnoe obozrenie,
90-122.

Griibel, Rainer (1987): “Kan-fun: Konstruktivizm-funktsionalizm”, in: Russian
Literature XXII, 51-62.

Hegel, Georg Wilhelm Friedrich (1907): Phdnomenologie des Geistes. Leipzig:
Felix Meiner Verlag.

Isaeva, Tat'iana (ed.) (2013): Soiuz priblizitel'no ravnykh [Stikhotvoreniia iz
arkhiva Valentina Portugalova]. Moskva: RuPab+.

Korchagin, Kirill (2021): “Konstrikom, no s novolefovskim uklonom’: Ian
Satunovskii i évoliutsiia konstruktivistskoi poétiki”, in: Zykova, Galina /
Kulakov, Vladislav / Pavlovets, Mikhail (eds.): “Lianozovskaia shkola”:
mezhdu barachnoi poéziei i russkim konkretizmom. Moskva: Novoe litera-
turnoe obozrenie, 547-571.

Kukulin, I'ia (2014): “Lirika sovetskoi sub”’ektivnosti’, in: Leiderman, Naum /
Lipovetskii, Mark / Litovskaia, Mariia (eds.): Russkaia literatura XX veka:
1930-e - seredina 1950-kh godov: Uchebnik. In 2 vols. Vol. 1. Moskva: Aka-
demiia, 100-148.

Kukulin, Il'ia (2019 [2011]): “Dva rozhdeniia nepodtsenzurnoi poezii v SSSR,
in: Idem: Proryv k nevozmozhnoi sviazi: stati o russkoi poezii. Ekaterin-
burg/Moskva: Kabinetnyi uchenyi, 31-42.

Kukulin, II'ia (2021): “Vid na bereg s ruinami progressa: O stikhotvorenii Iana
Satunovskogo ‘Prishel rybak... (1966)”, in: Zykova, Galina / Kulakov, Vla-
dislav / Pavlovets, Mikhail (eds.): “Lianozovskaja shkola”: mezhdu barach-
noi poéziei i russkim konkretizmom. Moskva: Novoe literaturnoe obozrenie,
625-637.

Kukulin, Il'ia (2025): “Nevidimaia repetitsiia shestidesiatnichestva: Il'ia
Sel'vinskii i vozrozhdenie sovetskogo modernizma v 1938-1941 gg?, in:
Slavic Literatures CLVII, 155-190.

Kuz'min, Dmitrii (2016): Russkii monostikh: ocherk istorii i teorii. Moskva:
Novoe literaturnoe obozrenie.

Kviatkovskii, Aleksandr (1929): “Taktometr (Opyt teorii stikha muzykal'nogo
scheta)”, in: Zelinskii, Kornelii / Sel’vinskii, Il'ia: Biznes: Sbornik Literatur-
nogo tsentra konstruktivistov. Moskva: GIZ, 197-249.

Kviatkovskii, Aleksandr (1966) “Taktovik”, in: Idem: Poéticheskii slovar'.
Moskva: Sovetskaia Entsiklopediia, 295-299.

Losev, Lev (2010): Meandr: Memuarnaia proza. Moskva: Novoe izdatel'stvo.



52 Ilya Kukulin

Murray, Natalia (2012): The Unsung Hero of the Russian Avant-Garde: The Life
and Times of Nikolay Punin. Leiden: Brill.

Pil'niak, Boris (1922): “O knige ‘Dva mira”, in: Pechat' i revoliutsiia 1, 294-295.

Pul'’kin, Ivan (2018): Lirika i épos. Akhmet'ev, Ivan (ed.). Moskva: Virtual'naja
galereia.

Punin, Nikolai (2018): V bor'be za noveishee iskusstvo (Iskusstvo i revoliutsiia).
Moskva: Global Expert and Service Team.

Punin, Nikolai (1919): “Razorvannoe soznanie’, in: Iskusstvo kommuny 7 (Jan-
uary 19), 2. [The whole article: Iskusstvo kommuny, January 7, 8, 19, and
26,1919].

Savitskii, Stanislav (2008): “Zhivaja literatura faktov’: spor L. Ginzburg i
B. Bukhshtaba o ‘Liricheskom otstuplenii’ N. Aseeva’, in: Novoe literatur-
noe obozrenie 89, 8-37.

Scott, James C. (1998): Seeing Like a State: How Certain Schemes to Improve the
Human Condition Have Failed. New Haven / London: Yale University Press.

Sel'vinskii, Il'ia / Inber, Vera / Zelinskii, Kornelii et al. (1925): “Deklaratsiia
Literaturnogo tsentra konstruktivistov”, in: Sel'vinskii, Il'ia / Zelinskii,
Kornelii: Gosplan literatury: Sbornik Literaturnogo tsentra konstruktivis-
tov. Moskva: Krug, 9-11.

Sel'vinskii, Il'ia (1928): Zapiski poéta: povest'. Moskva/Leningrad: GIZ.

Sel'vinskii, Il'ia (1931): Rekordy: Stikhi i novelly. Moskva; Leningrad: GIKhL.

Sel'vinskii, Il'ia (1972): Izbrannye proizvedeniia. Mikhailov, Igor’ (ed.). Lenin-
grad: Sovetskii pisatel’. [Biblioteka poéta. Bol'shaia seriia].

Tsiv'ian, Iurii (2010): Na podstupakh k karpalistike. Dvizhenie i zhest v litera-
ture, iskusstve i kino. Moskva: Novoe literaturnoe obozrenie.

Tynianov, Iurii (1977 [1921]): “Dostoevsky i Gogol' (k teorii parodii)”, in: Idem;
Poétika. Istoriia literatury. Kino. Chudakova, Mariétta / Chudakov, Alek-
sandr / Toddes, Evgenii (eds). Moskva: Nauka, 198-226.

Vinitskii, II'ia (2020): “Chto oznachaet tainstvennaia nadpis’ na mogile
Panikovskogo - ‘chelovek bez pasporta’? O literaturnykh i sotsial'nykh
kontekstakh “Zolotogo telenka™ Gorky.media. September 27. https://gorky.
media/context/chto-oznachaet-tainstvennaya-nadpis-na-mogile-pan-
ikovskogo-chelovek-bez-pasporta-rassledovanie-gorkogo/ (31.10.2025).

Zelinskii, Kornelii / Chicherin, Aleksandr / Sel'vinsky, Ellii-Karl <sic!>
(1924) “Znaem’, in: Idem: Mena vsekh. Konstruktivisty poety. Moskva: 1-ia
Obraztsovaia tipografiia, 7-9.


https://gorky.media/context/chto-oznachaet-tainstvennaya-nadpis-na-mogile-panikovskogo-chelovek-bez-pasporta-rassledovanie-gorkogo/
https://gorky.media/context/chto-oznachaet-tainstvennaya-nadpis-na-mogile-panikovskogo-chelovek-bez-pasporta-rassledovanie-gorkogo/
https://gorky.media/context/chto-oznachaet-tainstvennaya-nadpis-na-mogile-panikovskogo-chelovek-bez-pasporta-rassledovanie-gorkogo/

Wiener Slawistischer Almanach 95 (2025), 53-78

Ionuna bapckosa

«Tak MBI yYM/INCh TOBOPUTH O CMEpPTH»: OpaHHAsA pedb
SIna CaTyHOBCKOTO

Pestome: CraTbs aHanmm3upyet ctuxoTBopenus S1. A. CaTyHOBCKOTO, B KOTOPBIX Oec-
KOMIIPOMICCHO 1 BUPTYO3HO OTPa)kaeTCsl €T0 BOCHHbII OIBIT (1939-1945). BpisaBss
BHa4asIe psf Tady, CO3TaHHBIX COBETCKOI 0NUILIMATbHOI UCTOpHOrpaduert, KOTOpble
HapymaeT CaTyHOBCKMIL, CTaThsi JEMOHCTPUpYeT ele 6oee IyOUMHHBIE Hapyllle-
HUA ¥ OTKPBITVA: B KaueCTBe IJTABHOTO JOCTVKEHIA MOJTA BBHICTYIIAET HE CTONBKO
CTpeMJIeH)e TI0Ka3aTb, YTO BOJIHA CeeT CMepThb (PYTMHHYIO, CKYYHYIO U >KaJIKYIO,
COBEpIIEHHO He IepOMYecKyio) U IVIOAMUT YOIl M HaCUIbHMKOB, HO CIIOCOOHOCTD
TOBOPUTb O BOJHE MMEHHO OT MX uma. JIuckypc pasroBopos o BoiiHe y Caty-
HOBCKOTO, TeM CaMbIM, OKa3bIBa€TCsI MHO)KECTBEHEH I IUIACTHYEH: [0JT CIIOCObeH
KOMOVMHUPOBATb pas3jMyHbIe A3BIKOBbIE PEIMCTPbI, IpUMepsAs UX Kak Macku. Ilep-
BOOUYEpeHOI 3a/jadeil cTuxoB CaTyHOBCKOTO O BOJHE SAB/IAETCA JEMOHCTpPAIUA BO-
€HHOTO OIIBbITA KaK UCK/IIOUNTE/IbHO PA3PYIINTEIbHOTO B YACTHOCTY JIA TMYHOCTH
U A3BIKA TOTO, KTO IMIPOM3BOAUT ITO ITOITHYECKOE BbICKAa3bIBAHNE: TAK IOCPEICTBOM
IIPOBOKALIMOHHOI aBaHTapAHOI MoaTNKY CaTyHOBCKUIT OPa)kaeT CBOIO ITONUTHIYE-

CKYIO IIe/Ib.

KnroueBble crroBa: BOJTHA, HaCUJINE, A3BIKOBOI 9KCIIEPUMEHT, PACIIaf, SpOTHUKA

1. «BOJIHY 30BeT IPOTUBOTra3»: BpeMsI, UCTOPNS, MHBEPCU

He npuxopurca yaMBIATHCA TOMY, YTO 3a MOCTENHEE NECATUTIETHE PA3ro-
BOp 00 MCIIO/Ib30BaHMUsIX BOEHHON TEMATHKMU B HOBEIIIIIEl PYCCKOII 11033UM
cran 6omee nmHTeHcuBHBIM'. K 3TO0iT Teme mocie 2014 Tofia OOpaIlalTCsa

1 S 6b1 XOTema oOpaTMTh BHMMAHME YMTATe/lsd Ha HEJABHMII TeMaTMYeCKMil KIacTep CTa-
teit B SEE] (Vol. 69/1, Spring 2025) “Language in a Coma: Special Cluster Devoted to
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IIO3TBI CaMBIX PA3HBIX UJEOTOIMYECKUX U CTUINCTUYECKUX BO33PeHMIT —
OJIHaKO, B IIEPBYI0 OYepefb, B IepepabOTKy MAeT opuuuanbHas 093U
«Bemnkoit OTedecTBEHHON» BOJIHBI, XOTSA OBl IIOTOMY, YTO C 1941 rOfja OHa
CTaJla HeOTbEMJ/IEMOJl YaCThI0 COBETCKOIT M TMTOCTCOBETCKON KY/IbTYPHI U Ce-
TOZIHS TOAJIEKNUT KPUTUUECKOIT JeCTPYKIVIL, HO TAK)Ke U PEKOHCTPYKI[UY B
IIPOBOGHHOM TBOpYECTBe IO3TOB Z, BocleBaomux «CrenuanpHyo BoeH-
Hyo Onepanuio» (Kukulin 2023). IIpu sToM ypokn HeoduiumanbHON! 103-
31U BCe ellle YCBOEHDI U M3Y4eHbI BeCbMa C1abo, IOCKOIBKY YacThio 00Iero
3HAHMUA OHA CTa/a OTHOCUTENBHO HeJJaBHO.

ORHUM M3 HepBBIX M OCTPBIX MOMX BIIEYAT/ICHMII OT BOCHHOIl I1093UM
CaTyHOBCKOTO TPV HA4a/JbHOM IPOYTEHMN ObUIO OLIyIIEHNE ee COBpe-
MEHHOCTH, CBOEBPEMEHHOCTY U YHUKA/JIBHOCTU — M 9TO OJVH VM3 OCHOB-
HBIX BOIIPOCOB U CIOXKETOB JJAHHBIX 3aMETOK: ABJIAETCA JIM 9TO IMCbMO, B
CaMOM [iefle, COBEPIIEHHO 000C00IeHHBIM, OfMHOKUM? C KaKUMMU JpyTy-
MM TEKCTaMIU TON BOVHBI MBI MOXKEM IIPOCTIEAUTDH CBASU U MePEeKTNIKY
CaTyHOBCKOrO — Ipy Bceil (parMEHTAPHOCTM HAIINMX 3HAHMIl CETOfHS
0 HeopMI[MATBHOI II093UN BOEHHOTO BpeMeHM? B mocienHee Bpemsi Moe
UCCTIeIOBATE/IbCKOE BHUMAHNUe OBIIO NMPUB/IEYEHO K HECKOIBKUM TEKCTaM
o Bropoit MypoBoit BoiiHe, BHIOMBAIOIMMCA U3 OOLIEro IMOTOKA JIETKO Y3-
HaBaeMoJi 110 CBOEMY CTUIIO U NMaoCy COBETCKON BOCHHON MeMYapUCTH-
KM, — HallMCAaHHBIM He JUIA NevYaTU «MHTEeUINIEHTCKMM» MeMyapaM, Ifie
aBTOPbI OTYASHHO IBITAIOTCSA COMPOTUBIIATHCA PETYLIMPOBAHNIO BOCHHOTO
OMBITA «YIYYLIAIOMMM» SI3BIKOM TOCYAapcTBa. OT0 BocmomuHauus Hu-
komasi Hukynuua, Uropst IpsikoHoBa, Eduma Srkuupa, FOpus Jlormana,
I7ie TIOBEeCTBYeTCsI 00 aclleKTaX BOVIHBI, VIIEAMINX (BepHee — YBe/jeHHbIX)
B oduimarpHOM IOJIe B CIENYI0 30Hy yMmomyanus. Tak, inter alia, Ibsxo-
HOB IuIuIeT o fiebaTax BOKpyr makra MomortoBa-Pub6enTpomna 1939 ropa,
Huxynmun — o cexcyanpHoM Hacunuu KpacHoit Apmun Ha 3aBOeBaHHBIX
TEPPUTOPUAX M COOCTBEHHOM TParnmdecKoM TI000BHOM CIOKeTe B 9TOI CH-
Tyauuy, — ¥ BCe OHY MOCTOSHHO MUIIYT O YYJOBUIIHON GeCCMBICIEHHO-
CTH! XepTB U Oe3HPaBCTBEHHOCTHM BracTHHIX npuBmiernii (HukynmmH 2008;
I bAKOHOB 1995; JIOTMaH 1995).

Contemporary Russophone Anti-War Poetry”, Bkmrouatommit nccnegosanns Mapka JInmo-
Benkoro, Vimpu Kyxynuna, I0pus JleBunra u ap.
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Bo Bcex aTux TeKkcrax B BOIPOCE O TOM, 40 ClIeyeT TOBOPUTb O BOI-
He, aBTOPBI IIBITAIOTCA IPOTUBOCTOATD UAEONOTMYECKUM K/INIIE, CO3JaHHBIM
COBETCKONl BIAacTBIO I ONTUMM3AINU COOCTBEHHOTO MCTOPUYECKOTO Hap-
parusa. OfHaKo JlaXke B 3TMX TEKCTaX BOIPOC O TOM, KAK O BOiIHE CIefyeT
FOBOPUTBD, MOFHMUMAETCs ¢ Gompumm yenmueM. Vckyccrsosen Hukomait Hu-
KY/IMH B CBOUX BOCIIOMUHAHMSIX HanbojIee COCPeSOTOUEHHO AyMaeT 06 3TOM:

Mewmyapsl, Memyapsbl... KTo ux muier? Kakye MeMyapel MOTYT OBITD y TeX,
KTO BOEBaJl Ha CaMOM jiefie? Y JIETYMKOB, TAHKMCTOB M HpPEXJEe BCEro y
NeXoTUHLEB? PaHeHMe — cMepTh, PaHEHNE — CMEPTh, paHEHNE — CMEPTh
u Bce! VIHOrO He 6b110. MeMyapbl IUIIYT Te, KTO GBI OKOIO BOJIHBI.
Jly4yime MeMyaphbl A C/IBIIIAT 3MMOJI 1944 TOfla B TOCITae 1of, Bapuasoii.
V3 omepanyoHHONM TNpPUHECTM B IanaTy paHeHOro Butbky Bacunbesa,
U3BECTHOTO Jfleb0IINpa, NbAHUIY, pa3BpaTHUKA, BOT cTeHOrpaMMa ero
MeMyapoB: «IIpurHamy Hac Ha IepefoBYI0, BRICYHYI A OAIIKY U3 TPaHIIeN,
TYT MEHS U €.y7I0».

OpHa>XAbl HOYBIO A 3aMellan TelnedOHNMCTa y ammapara. TormalIHAA
CBA3b OblIa NPUMMUTHBHA M PAsrOBOPBI IO BCEM IMHUAM CIIBIIIATUACH
BO BCeX TOYKAaX, A y3Hal KaK pasroBapyBaeT Halll KOMaHYIOIIMit
V.. OeprornHCKMIT ¢ KOMaHAMpaMy pawBuswmit: «Bamry mats! Brepep!!!
He mnpopsunembca — paccrpensro! Bamy wmarp! AtaxoBars! Bamry
Martb!»... Tofa ABa Hasap mpecTapernslit ViBaH VIBaHOBNY, JOOPBIN AeAyILIKa,
pacckasal 1o TeJIeBU3OPY OKTAOPATaM O BOJIHE COBCEM B JPYTUX TOHAX...

(Hukynma 2008: 16)

Boennas noasusa Ana CaTyHOBCKOTO Ka)keTCsA MHe IpUMeYaTeTbHbIM COOT-
BETCTBMEM MbICTAM Hukynmea o peTymupyromieM U3BpallieHN)i BOEHHOTO
OIIBITAa B COBETCKON o¢uumanbHOi nedar. CaTyHOBCKUII paspabaTbiBaeT
pafMKaNbHO pPasHOOOpasHble, MPOTUBOPEYMBBIE MPAKTUYECKIE IOAXOMIbI
K PelIeHNIO 3TOr0 BOIIPOCa — BK/II0Yas Jake MMapajjoOKCaabHOe OTPUIIAHME
TaKOJ BO3MOYXHOCTM, OTYASAHHYIO KOHCTaTaliMIo, 4TO TOJIBKO MOTYaHUE
mmbo HelleH3ypHasg OpaHb COOTBETCTBYIOT PealbHOCTY BOEHHOTO OIBITA,
MOTYT OBITb €ro ayTeHTUYHBIM BbIpakeHneM. Hayka ropopeHus o cMepTu
B KOHTEKCTe BOJHBI U XO/OKOCTa CTAHOBUTCS 0C000IT MOCTe0BaTe/IbHOI
3a/ladeil, IPOXO/ALIell KPAaCHOM HUTBIO Yepes3 €ro M033MIo.
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XoTA A M paccMaTpMBaK MOITHYECKOe BbICKasbiBaHMe CaTyHOBCKOTO
0 BOJIHE KaK KaTerOpMYeCcK! IIPOTUBOIONIOKHOE O(uIINanbHO BOEHHOI
PUTOPUKE, Ba>KHO OTMETUTh, YTO PUTOPMKA 3Ta, BKIIIOYAs II093M1I0, OblIa
TeMaTHYeCcK) pasHooOpasHa, n300peTarenbHa 1 rMbKa, 1 BKIKYana B cebs
MHOTMe «TPyJHble» IpeJMeThbl: TaK, HaIpUMep, YnTasd KaHOHMYECKUE BO-
ennble TekcTsl O.Beprronpn n B.VIH6Gep, Mbl y3HaeM O G/IOKafHOM Terec-
HOM cTpaanuy; yutast K. CuMoHOBa — 06 9pOTIMIECKOM SKEJTAHNI U TOCKE
BO (poHTOBOII pasnyke; untas V. CelbBUHCKOrO — O pBax XOJIOKOCTa U
T.7. [lero He TONBKO B TabyMpPOBAaHHBIX TeMaX, HO B OCOOEHHOCTAX sA3bIKa
U IiejleNloflaTaHMA: IPUUYMHEHHOE BOVHON CTpajlaHMe He TONMbKO HOIyCKa-
JIOCh B COBETCKYIO IIeYaTh, HO [ja>Ke IOOLIPSIIOCh, KOTa 1300paskanoch Kak
KOJUIEKTVBHOE U IeJIeHaNpaBeHHoe. Llesbio pas3fe/leHHOTO BCeM eIMHBIM
HapOJIOM, IPEOIONIEHHOTO UM CTpajjaHusl OblIa He TONbKO Hobesia Haj Bpa-
TOM, HO U IIpeoOpa’keHue U COBEPILICHCTBOBAHME COBETCKOTO CyObeKTa: B
TOT TepUOJ CTanab 3aKajAlach Ha BOEHHBIX 3aBOJAX U B IeKJIe BOEHHBIX
nevictBuii. [Io OTHOIIEHMIO K 3TOJ CHMMBOIMYECKON 30HE CaKPaJIbHOIO, KO-
TOPYIO YK€ CaMM COBETCKMe IMCaTesy, NMMCaBIlNe O BOJHE, OIpemenanin
KakK sui generis «BO3BBIIICHHOCTDb», 1109311 CaTYHOBCKOTO IIpefCTaB/IACT
HaM BEPCHUIO AHMuUB036biulenno20°. Ero 3alada — TMOIBEPraTh KPUTUKE,
TEeKOHCTPYMPOBATh COBETCKMII JIUCKYPC BOVHBI, KaK B OTHOIIEHUM IIPO-
[aTraHAUCTCKUX (popMyn/mocanmii, Tak U IIupe — B IpopabaTbIBAaHUK
«HeTIpMKACcaeMbIX» TEM M MHTOHALIMII M pacIIaTBIBAHMY HECYIMX 6aloKk —
TPOIIOB 3TOTO AVICKYpCa.

Pasrosop o noatuke CaTyHOBCKOTO ABIAETCA /A MEHA TaKXKe YacThIO
6o7ee 0OMMPHOrO 1 OOIIETO PasrOBOpa O MOIEpHU3Me 1 BoitHe. TeopeTn-
KJ 3allafjHOJl II033UM CYMUTAIOT BOMHBI [BAJLIATOTO BeKa (B IIEpBYIO Ode-
penb — IlepBylo MMPOBYIO BOJIHY) Ba>KHENIIMM TOMTYKOM JIsI PasBUTUA
COBpPeMEeHHOII M033MI: Pa3pylIeHNe TKaHV 00IeCTBEHHOI KM3HU IIPUBEIO
K TPOMAJ[HBIM TIepeMeHaM B TKaHM TUTepPaTypPHOTO A3bIKa’,

SBnsiercst MU 3TO HAOMIONEHNE BepHBIM /I COBETCKOI moasuu? [Ipu
TOM 4TO CcOoObITHs [lepBoit MMpPOBOI (BK/IIOYasi PEBOMIOLNIO 1917 TOAA) U
I'pa>kgaHCKOV BOJH 0e3yC/IIOBHO NOBIMAIM Ha JajibHelilllee pasBUTHE IO-

2 IJror tepmuH 6bu1 peoxkeH K. OeauubIM B €ro 0uepKe 0 moceleHn 610KaHoro ropoja
(Demun 1945: 17).
3 Bonee nogpo6no cm.: Aldritt 1989: 2-23.
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STMKY PYCCKOTO MOJEPHM3Ma, 9Ta CUTyalus CTaHOBUTCA ropaspo Oonee
CIIO)KHOJ TIOC/Ie 1934 TOfa, KOTrja IOCTe CaHKIMOHMPOBAaHHOTO CBEpPXy
obbeyHeHNA BceX nuTeparopoB B COM03 COBETCKMX MMCATeNell pycckas
NUTEpaTypa B IIeNIOM Bce 6oiee OKas3bIBaeTCsA B TUCKAX UJICONOTUU COLMA-
JIMCTUYECKOTO peajnsMa C HaBs3bIBaeMbIMU UM (HOPMOIL U COfePKaHUEM.

CBA3b C MOJEPHUCTCKMM IIOTOKOM, COBHABIIMM C INOITUYECKUMHU OT-
K1vKamu Ha IlepByro MUpOBYIO BOJIHY M PEBOMIOLMIO 1917 TOfia, MOIJIA IIPO-
UCXOIUTb B PYCCKOII/COBETCKOI M0331UM neproga Bropoit MUpoBoil BOIHBI
TOJIBKO B HeredaTabe/bHbIX NPOM3BEIEHNAX — Ba>KHBIMM Ka3yCaMU 3/leCh
npepcTaBnsaoTcs ITosma 6e3 2eposs AHHBI AXMaTOBOI C ee PeTPOCHEKTIB-
HBIM B3IVISIOM Ha PacliBeT MeTepOyprcKoro MoAepHM3Ma 13 TAIIKEHTCKOI
9BaKyanuu, Wi 6710KagHble MoCT-009puyTsl Tennannit Fop u ITaBen 3ans-
IIMaH, IPUHABIINMECH 3allONIHATb YePHYIO ABIPY, 00pa3oBaBIIYIOCH IOCIE
rubenmu [lanyumaa Xapmca, CBOMMM OJIOKaJHBIMU HAOMIONEHMUAMM, BBIIOJ-
HEHHBIMM C yYeTOM 3aKOHOB aBaHTap[HOI 3ayMI.

IToasusa CaTyHOBCKOTO O BOJIHE Ka>KeTCs ellje O HUM 3BEHOM 3TOii Iienn
apnenuit. HacTauBas Ha NPOTAXXKEHHOCTH, aKTYa/JbHOCTYM CBOMX CBA3EN C
¢byrypuctamu, ocobeHHO ¢ MasKOBCKMM U JIUTEPATYPHBIMU KOHCTPYKTH-
BUCTaMI, OH UCIIONb3YeT UX CPefCTBa IJIA pellpe3eHTalluy COOBITUI, pas-
BOpaYMBAIOIIMXCA Yepes ecATUIeTU oce Kpusuca pyrypusma. Crenys
B IEPBYIO o4epelb 32 MasgKOBCKMM C €r0 CaloMa3OXUCTIIECKNM Tadocom,
CaTyHOBCKMII CO3aeT IOITUKY, CKIOHHYIO K M300pa’keHNI0 HacUIns, HO
Ipu 3TOM caMmopasobmaunrtenbHy. [lepen Hamu ofuH U3 Hambomee Mpo-
IYKTVBHBIX 11 O0JIe3HEHHBIX IIapaJOKCOB 9TOTO IMUCbMa: OHO KPUTHUKYeT Ha-
CUJIVIE ¥ TIPV 9TOM MUTAETCS UM, OT Hero (cM. Sheehan 2013). Uro ocobenHO
Ba)KHO, 9TO HAaCWIMe U HaJ CO00il — HaJ CBOMM JIMPUYECKUM «sI»: MHOTHUE
aHa/M3MpyeMble B JAHHOI CTaTbe TEKCTHI JIEMOHCTPUPYIOT Ha/IZIOM, Hapy-
IeHNe CyO'beKTHOCTH, OTKpBIBAIOIIMe HOBbIE TBOPYECKUE BO3MOXKHOCTHL.
CaTyHOBCKMII COCPeOTOUYEH He Ha KO/UIEKTUBHOII 10befie, HO Ha COOCTBEH-
HOIl BepOATHON I'MOeNM Ha BOJHE, IOPaXKeHNM, ISMEHEHNM M MCYe3HOBe-
HuM (IpuYeM HEKOTOpble M3 CaMbIX YBJICKATEIbHBIX CIIyYaeB PUTOPUKU
3TOTO CAMOUCHE3HOBeHU, KaK 5 TIOKaXXy HIDKe, — 9TO UTpoBas pabora ¢
JTUYHBIMY MECTOMMEHUAMM).

VHTepecHo, YTO 3Ha4YMMble KOMIIOHEHTBI BOe€HHOro mucbMa CaTyHOB-
CKOTO MOT'YT OBITb OOHAPY>KEHBI YK€ B TEKCTaX OKMUAAHN U IPUOIVDKEHUS
«BornpIoit BoitHbI» [0 1941 roa. Tak, B HOFOOHOM 3aK/IMHAHWUIO YCUINMBA-
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tomem(cs1) noBTopernu — «BoiiHy 3oBer mporusoras. / BOVMHY 30BET
I[TPOTUBOI'A3» [4] — nmaHa MHBepCUsT UCTOPUYECKON ITOCTIEOBATENBHO-
CTU: CO3JjaeTcsA OIlyleHMe, YTO BCe TO, YTO IPEefCTOANO0 Hayany Bropoii
MupoBolt BoiHbI Ha Tepputopun CCCP — Teppop, ApOCTHasA MUINTApK3a-
uus, ITonbckuit moxon KpacHoit apmuim 1939 roga, B Koropom CaTyHOBCKUI
y4acTBOBAI — TOJIBKO IPUOIKATIO, [e/Ta/lo HEOTBPATUMBIM [I0OA/IbHBII
KOH(IMKT, a He 3aIMIIaI0 OT HEro.

Boennoe nepexyBaHye HaKIabIBaeTCs Ha MOITVYECKMIT MHCTPYMEHTa-
pumit, koTopblit 661 Y CaTyHOBCKOTO B pa3paboTKe ellle [0 BCTpeuN C Ka-
TacTPOUUYECKOIl MCTOPMEIl: MOIT TOTOBUTCA MO0 a priori okasbiBaeTCs
TOTOB K TOMY, 4TO6bI (0)IIMcaTh BOeHHOe Hacume :

OpuH cKasan:

— He 6onblie 1 He MeHbIIIE,
Kak Havascs pasgen [lombmmn.
Bropoit

CTPAcTHO 3aXOXOTaJl;

a TpeTI/II?I TOJIOBOXO ITIOMOTAJI.

YeTBEpTHIN,
33, 33, 3aMKasACh, IPEMOJHEC:

— Paspen. Kpacotky. V1 B mocrenb yHéc.
Tak MBI y4m/1much TOBOPUTD O CMEPTH.

1940
[12]

Yepes 3To cBolicTBeHHOe CaTyHOBCKOMY MUHMATIOPHOE IOCTPOEHME OT-
KpbIBAaeTCs B3ITIAJ Ha MCTOPMIO, I/ YMTATeNs CETOfHS IPAaKTUYeCKM 3a-
KPBITYI0: M3 HEJaBHO OTKPBIBIIMXCS MCTOYHMKOB MBI MOXXEM IIOTYUMTb
JIVIIDb YaCTUYHOE MpeNCTaBlIeHNe O TOM, KaK OCTPO BOCIIPMHUMAJICH ITaKT

4 Oro HabmosieHne OBIIO CleNAHO MHOIO U paHee Ha [IpyroM matepuane — Tak IlaBen 3anb-
IIMaH y)Xe B 1930-X INIIET aroKa/jMITiiecKye IIcamMpl, KOTOpBIe MO3)Ke CTAHOBATCA IS
Hero upeabHoI GopMoit Bocrponsseens 6mokagHoro yxaca. Cm. Bapckosa 2018.



«Tax mvlL y4unucoy 2060pUmv 0 cmepmu» 59

MonotoBa-Pu66enTpona o HeHamajeHuu Mexpy lepmanumeit n Poccueir
1939 rozia ([IpAKOHOB 1995: 481-515). CaTyHOBCKUII MCKIIIOYaeT U NapOnu-
pyeT caMy BO3MOXXHOCTb NOMUTENN, MOJYepKUBasA ee TPOTECKHOCTb U ab-
CypAHOCTD: (IIOYTY) BCe YUACTHUKU BO3JEPXKUBAIOTCSA OT MPAMOI OLEHKU
IPOUCXOZALIEro MO0 pearnpyioT «HeaJeKBaTHO»: IIONUTIIECKUIT PasrOBOP
n306paXkeH KaKOPOHNIECKN, KAK CUTYAL[Usl HEBO3MOXXHOCTH IIPSIMOTO BbI-
CKa3bIBAHMA U JUAJIOTA, OTYACTY M3-3a TOTO, UTO K 1939 TOZly TeppoOp M Hafl-
30p VICKJTIOUM/IV CBOOOIHDII 0OMEH MHEHUAMY MEX[Y COTPakJaHaMM, Ybe
BOCIIPUATHE PEATbHOCTI MICKa)KEHO CTPAXOM.

B mepByio ouepenb Iepef; HAMU TEKCT 00 MCKa)KeHUM. 3aTpymHeHHas
peyb paccKasyMKa «3aMKM» YBe/IN4MBaeT BHUMAaHNUE K KaXKIOMy 37IEMEHTY
¢bpasbl: Tak IIOKa3aHO, YTO FOBOPEHNE O CMEPTH — 3TO HEYTO TPYHHOE U
HEeeCTeCTBEHHOe, 4eMy HY)XHO YUMTbCA KaK Uy>KOMY A3BIKY, IIpMYeM Ia-
doc Gecenbl 0 MOMUTUYECKON KaTacTpode CapKacTMUeCKN HU3BOAUTCA K
TPOTEeCKy 3a00pHOJ HempUcToHOM myTKN. OcobeHHO 3¢ deKkTHO pacman
A3bIKa TIPOMCXOAUT B UTPOBBIX CTPOKAX «[...] 3a, 3a, 3amMKasAch, mpernopHec: /
- Paspen. KpacoTky. VI B mocrens ynéc». Ha ypoBHe cloBecHON UIpbI/TKa-
HI KpaliHee HAIpsDKEHME MEX[Y HeOOXOLMMOCTBIO U HEBO3MOXKHOCTBIO
BBICKAa3bIBaHVA IPUBOANUT K TOMY, YTO fA3BIK paspblBaeTcs, GpparMeHTupy-
eTCs, ¥ M3 3TOTO MOP(OIOTMYECKOr0 HACUINA BO3SHUKAET M3MIeBaTeTbCKI
9pOTHYECKUIT 06pas, Takxe obpalleHHbII K Hacummio. Pasgen ITonbiau
I'epmannert 1 CCCP mpenofHOCUTCA KaK HEIPUCTOMHAA MIYTKA M Kak ajl-
TIeTOpysl, TPAAUIIMOHHO CTAaHOBAIAACSA OCHOBOM MOMMTUYECKOI KapuKaTy-
PBI: HOMUTUYECKOMY JUCKYPCY IPUAAETCA ITIOTh — C IJIOThIO OKa3bIBAETCS
CBA3aHO TPaHCTPECCUBHOE JKENAaHNUE, a 3HAYUT M HACU/IME: ITO COYeTaHMe
OKa3bIBA€TCA B OCHOBAaHNUM 3HAYNTEIbHON YacTV BOEHHBIX TekcToB Cary-
HOBCKOTO.

Temn ke MHCTpyMeHTaMU OIepUpPYeT LPYToil TEKCT 1940 TOfQ, Ifie BO-
€HHOEe Hacuue, Hecyllee CMEePTb, COEMHAETCA C HACU/INEM CEKCYalbHbIM:

O yem MBI fyManmmu?

«O06 xusHuM; U ele

00 Koit 06 Yyem:

0 IYIIKe Ha JIECHO OIIYIIKE;
0 BOCKe JIeTCKUX IIEK;

06 ocre, 1 0 KOpy;
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0 CyZOPOXXHOM OTIIOpe
UX MaM,
KOTOPBIX 5 CMOTY

HacnioBarb, 06yTI)II/UI B CaIlorm».

1940
[13]

CaMmoe rmaBHOE 1 CaMoOe€, BO3MOXKHO, TPYJHOBBIHOCUMOE CETOfHA I 4u-
TaTe/Is 3TOTO CTUXAa — 3TO TO, YTO IIOC/IE BOIIPOCA B IIEPBOII CTPOKE IIepef
HaMu BOC/HPOMSBOI[I/ITCH OT IIEPBOTO JINLA IIpsAMasa pedb HaCUMIbHUKA, 9TO
MOJXKET, I HOJIXKHO, M IIPM3BAHO BBI3BIBATH OTTAJIKMBAaHNE M IIPOTECT — Ca-
TYHOBCKMII BBICTYIIA€T B BA>KHOII JI/IS1 HETO POJIM IIPOBOKATOPA.
BrickaspiBaHme 3€Cb NBYCMBICIEHHO VM [BYIIAHOBO: pa3BUBaA TEPMU-
Hojnornio baxTuHa, CIOBO penmpeseHTUPYeTCs KaK CBOe U Jy>KOoe OJHOBpe-
MEHHO, «MbI» BK/IIOYaeT TOBOPAILETO B TO BpeMs, KaK KaBbIUKM OCTPAHAIOT
ero. KaBpIuku B 3TOM TeKCTe TaK>Ke MOryT 0003Ha4YaTh COBUT MEXIOY Bpe-

MECHHBIMMU IIIIaCTaMI/I5

— JI0 1 BO BpeMsA «BombIoii» BOWHDIL, IPU TOM YTO
CaTyHOBCKMII Y4aCTBOBAJI B BOCHHBIX COOBITMAX 19391940 IT., B COOCTBEH-
Ho paspene Ilonpmm B pesynbrare cornamenns Mexay CCCP u T'epmanneri.
B xaBBIYKaX JaHBI IPeJCTaB/IEHNA O BOIIHE, KOTOPOII €llle TONbKO MPeJCcTO-
UT HACTYIUTb.

Hapasne ¢ TeM, KaK TOBOpeHI€e BO BpeMs BOVIHBI O CMEPTHU 3a/I€/ICTBYeT
UCKa)KEHUEe sA3bIKA U TPOTECKHOE COIOCTaB/IeHUe 3poca U TaHaToca, Cary-
HOBCKIJI PAaCCMAaTPUBAET U JJPYrOll BapMaHT — TI7ie BCENPUCYTCTBUE U BCe-
NIPOHMKHOBEHME CMEPTU B BOEHHOI PeabHOCTH, TOTaTIbHOCTh HACUINUA U
HOPOX/]AeMOTO MM CTpaxa U CThIfIa JiellaeT pedb BOOOIe He HY>KHOI 1 He-
BO3MOXXHOJ1. OTBETOM Ha Hacuue AB/IAETCSA MONTYaHMe, MHOTO pas MIpUyM-
HO>XE€HHOE, YCUIEHHOE TIOBTOPEHMEM:

Ceiltvac, He OYEHb Ja/IeKO OT Hac,
MJIET TAKOE INKOE KPOBOIPOIUTDE,

YTO MBI He CMOTPUM JIPyT IPYTY B I/Ia3a.

5 51 6naropapio VBana AxmerbeBa u Vinbio KykymiHa 3a uX KoMMeHTapuu o6 3TOM IIpueme
MCTOPUYECKOTO CIBUIA-BOCIIOMIHAHIIAL.
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Y Bcex — reMOppOM/a/IbHBIN LIBET INIIA.
I'moraroT copy MHTEHJaHTHI.
TpesBeroT e TeHaHTBHI.

W Bce Mmomyar.

Bcé

yTpoO

6uo,

a ceifyac —
BCE

CMOJIKJIO.

Morya,
pasuHsA por,

0O/IMBIINCD ITIOTOM,

MO/I49a
monmna, 1Imouiia, Imoimia 1mexora,
nmouia, pogumasd...

1944

[26]

TeM caMbIM, IO OJHOJ BepCUM, A3BIK BOMHBI — 3TO JleCeMaHTU3MPOBAHHAsA
006CIIEHHOCTD, UCKAXKeHIE U PACIIafi; [0 [PYTOil — 3TO «HOJIb S3bIKA», a6CO-
TIOTHOE MOTTYaHMeE y>Kaca, B KOTOPOM yTOIAeT M PAaCTBOPAETCSA BbIJETIEHHOE
aBTOPOM ONTUMUCTIYECKOE YTBEPKJEHME O TOM, YTO MeX0Ta MOoIIa.

2. «IIycTure MeH:, 4 MOMYTHI»: KaTacTpoda ¥ UPOHNSA

B cBoeM Kmaccu4eckoM, HO He yCTapeBalolleM MICCIEJOBAaHUY O A3bIKE U I1a-
mATK Ha BoliHe ITon ®Paccent 3amevaeT, 4TO BOJIHA B CaMOll IPUPOJe CBOEN
CONEPXKUT I‘}Iy6OI(yIO MPpOHUIO, IIOTOMY 4YTO 3VDKIETCA Ha HECOOTBETCTBUU
3asABJIEHHBIX Leiell ¥ pearbHOCTY; MEHHO JUCTAHLMA MeX]Y BO3BbIIIEH-
HOVI PUTOPUKOIL U Uy/IOBUIIIHOI AefICTBUTETbHOCTDIO MOPOXKAaeT PUTOPUKY
peakIuy Ha 9TO HECOOTBETCTBME — TO €CTh (DUIYPbI MPOHUM U TPOTECKA
(Fussell 1975: 3-36).
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OpHa M3 IJIaBHBIX 3ajad caMo/oOydeHMs pasroBopy o cMepTu mo Ca-
TYHOBCKOMY — IIOCTOSHHOe pasobOmadeHue nadoca. B mepByio odependb
9TO 3aHVDKEHMEe OTHOCUTCS K PasroBOPY O CMePTHU KaK TaKOBOI, KOTOpas
[IOCTOSIHHO (QUIYpUPYeT B ITUX TEKCTaX, HO He KaK TParndecKuil 9K3u-
CTeHLMATbHBII a6COMIOT WK PUIypa CaKpanbHOI >KEPTBBL, a KaK MpefMeT
pyTI/IHI)I " IIPUBBIKAHNUA, KaK TOT MaTepuajl, N3 KOTOPOTO COTKaHa IIOBCEN-
HEBHOCTb BOWHBI: 4aCTO CMEPTHb CEMAaHTUYECKN COIIPAXKEHA C 6yIIHI/I‘-IHO-
CTbIO M YCTA/IOCTDIO, I, 9TO IPMHIOUIINA/TIPHO Ba’)KHO, — CKYKOI"/I.

[...] IIycTnTe MeHs, s HOLIY T,
y MeHs y>Ke GOblile HeT CITI,
MHE€ HE HaJJO HMYETrO Ha CBETE,
JajiTe yac JOCHAaTh 10 CMEPTIL.

[15]

Kak

s ycran!
Ycrano cepaue
KPOBBIO
yMBIBaTh T/Ia3a.
[...]

 BOT —

YCHY/Ia KPOBb.

1945
(34]

CoefiHeHMe cCMePTU Ha BOIHE C YCTAJIOCTBIO, PyTMHOM M CKYKOIl CO3/jaeT
0COOYI0 KaTeropuio yXKaCHOr0 — HMPUHIUINANbHbBI KOMIOHEHT BOCHHOTO
AHTH-BO3BBIIIEHHOTO 110 CaTyHOBCKOMY.

OpHo 13 Hambojee MOCNIENOBATE/NIbHBIX YIPAaXXHEHUN 110 JEKOHCTPYK-
IUU U 3aHVDKeHUI0 (GOpMy/Ibl (PPOHTOBON BO3BBIILIEHHOCTM — CTUXO-
TBOpeHye CaTyHOBCKOTO 1942 Tofa:

Kak 51 ux Bcex nmob6imo

(1 Bcex yO6bI0T).
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Becex —

KOMaHJJMPOB POT:

«Po-Ta, Bepep, 3a Po-o...»
(omepeBeneer por).

Itux. B 3emie.

«Crbiib, Banbka, )KMBOI»
«3amrien.»

«3a MHOIL, >KUBeIL, €é!»

Bce MbI cMepTHUKM.

Bcem

apTIOATOTOBKA B 6,
CMepTh B 7.

19]

3nech JeKOHCTPYUPYETCs CTaHAAPTHBIN IIPUSBIB «POTa 3a MHOI — BIIEpe],
3a Po(mnuy)» cHavyama CaTyHOBCKUIT pa3byupaeT ero Ha 3BYKOBBIE 37I€MEH-
TBI, JOBOJS O 3ayMHOII rmocconamun: Po-ma — Po[duny] — pom; 3aTeM OH
TIPOBOUT WUTPOBOIL, COIMOCTABUTETBHBIN AHAMN3 CEMAHTUKU 3TIEMEHTOB
JKIBOTO VI MEPTBOTO, CBSI3AHHBIX C 9TOI (POPMYJION, KOTOpast TAKUM 06pa-
30M OKas3bIBaeTCs CPORHMU (HOpMY/ie/3aKIMHAHUIO PUTYaTbHOTO YOUIICTBA.
PoT fepeBeHeeT, TO eCTb MepTBeeT B IIpOIlecce NMPOU3HECEHNUs NpaKTude-
CKY [JleCeMaHTU3MPOBAHHOTO, BHIXO/MOIIEHHOTO IIPOATaHAICTCKOTO KITHIIIE.
J noka ata ¢opmysa IMpuU3bIBaeT IBUTATBCS «KUBEN», TO eCTh ObICTpelt U
9Hepru4Hee, Te, K KOMy OHa oOpaleHa, rUOHYT. VIpOHMs IpOUSBOJUTCS
3/leCh IIPOTMBOpEUNEM 3asIBIEHHOI L[e/Ml U Pe3y/IbTard, U KOHQIMKTHBIM
yroTrpeb/ieHreM sI3bIKOBBIX PETVCTPOB.

MexaHN4YeCKOMY s3BIKYy BOEHHOIO IIpyKasa MPOTMBOCTOUT IIPOCTOHA-
POLHOE CITOBO 3amiesl, TIEPEKINKAsACh C 3a4MHOM CTHMXOTBOpeHus «Kak s
UX BCeX JIOOMIO» 9TOT C/IOi TeKCTa CUTHANMU3UPYET 3a00Ty U COYYBCTBIUE,
BBIPA)KAIOLIVECS COBEPIIEHHO WHBIMIU SI3BIKOBBIMU CPENCTBAMI, HEXEN
SI3BIK OUIMATBHOTO TIpMKasa/mpu3biBa. OYeHb TMIHBLI, Jaske TH0OOBHDII
BOIIPOC O CBOeM cobpare-conjarte MPUBOAUT K YYJOBUIIHOMY OTBETYy —
nocrenHsAs ppasa, 0OpbIBOK GOPMYIIbI IIPU3bIBAET ABUIATHCS «KUBEE» yiKe
MmepTBena. Tak OecdenoBedHOl GOpMyIe TOCYHAPCTBEHHOTO 3HTy3Mas3Ma
u 060apeHNsT IPOTUBOIIOCTABISAIOTCS MI060Bb, COCTPajaHNe U CMEPTh BO
BCell ux 6e3Hae>KHOI HeOMPATHOCTY, HEPA3Ie/IMMOCTH I 3aIly TAHHOCTIL.
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OpuH 13 Ba)KHBIX TPOIIOB 3TOI BOEHHOII II033MM — CMEIIeHle 37IeMeH-
TOB, IIPOU3BOAICTBO XM3HecMepTu. CTUpaeTca pasHULA MEXAY ellle KUBbI-
MI U y>K€ MEPTBBIMHU, B YaCTHOCTYU pa3HMIIA TEMIIOpaJbHAs — TEMMU, KTO B
OKOIIe, KOTOPBIX YOBIOT B OYAyIeM, U TeMMU, KTO B MOTMJIE, IOCKOIbKY BCe
OHM 0OpedYeHBI CMePTH, YTO TYT XKe ellle Oojlee 3aHIDKAETCS Meell CMepTH
o pacnmcaHuio. BojiHa moKasaHa KaK HEYTO IPOTHUBOIIONIOKHOE pas/u-
YEHMIO: 3TO CIUIOIIHONM YY[JOBMIIHBINA IIOTOK, IIPOINMUTAHHBIN CMEPTHIO —
mbo ee oXyaHMeM, 100 HENOCPECTBEHHbIM CTOJIKHOBEHUEM C Hell, U
CIIOCOOHOCTD MEPEXMBATh IO STOMY ITOBORY (aKTUYECK! MCYe3aeT, 4TO 1
ABNIAETCA B cucTeMe KoopayuHaT CaTyHOBCKOTO OJHNUM U3 TsDKENENX pe-
3y/IbTaTOB BOJMHBI: BOJHA 37,€Ch IPUBOJUT HE IIPOCTO K CMEPTH, HO K CMep-
TU YyBCTBA I CMEPTU A3bIKA.

3. «CMaTBIBAIOT CBA3b»: POTHYECKUE OOMEHBI, IPUCBOEHNA U 3aMele-
HUA

Cekc MpoHM3bIBaeT BOEHHYI0 MUpUKy CaTyHOBCKOTO: PasroBop o rubemn un
Ppa3roBOp O >KeJTaHUMU 3[eChb IOCTOSIHHO CBSI3aHBI, CEKC HAa €r0 BOJIHE OTBPa-
TUTEIeH U JKelaHeH OJJHOBPEMEeHHO, M Bcerga runeprpoduposaH. O keH-
myHax (4aile BO MHOXKECTBEHHOM YIHC/Ie) TOCTOSTHHO MEeYTAIOT ¥ TOBOPSIT,
UX COOMAsHAIOT, HACWIYIOT U NOKMAAIOT. [T09T HacTamMBaeT Ha MOCTOSTHHOM
obpaleHny K OfHOI U3 Hambormee TabyMpPOBAHHBIX TEM COBETCKON BOEH-
HOJ MeMYpPUCTUKM (110 CTemeHM OGOIe3HEHHOCTM U HEIPUKACAEMOCTH IS
o(uIMaNTbHOrO ANCKYpPCa ee MOXKHO CPAaBHIUTb, II0XKAIYIL, TOJIBKO C TIOHO0€f-
CTBOM 1 Kojtabopariuer).

JI1060IBITHO COMOCTABUTD SPOTUYECKYIO COCTABIIAIOIIYI0 BOCHHBIX CTHU-
xoB CaTyHOBCKOTO C TeM, KaK IIpPO 3TO B CBOMX BOCIIOMMHAHMUAX TOBOPUT
Bopuc Cnyuxmii (FecaTuneTus My He peluaBIINiics X MyOInKoBaTh) — aB-
TOp, ¢ KOTOpbIM CaTyHOBCKOTO HEPEIKO COYETaIoT 1 co/uanraot’:

B EBporie >KeHIMHBI CAABANNCh, ISMEHV/IN PaHbllle BCeX |...]
Hapsgy ¢ TeMHBIM CTPaxoM, pasfBUIABIIVM KOJIEHV MAaTPOH U MaTepeit ce-
MEeJICTB, GBI TACKOBOCTD JE€BYIIEK 1 OTYAsHHAs HEXHOCTb CONJATOK, OT-

IaBaBIINXCs YOUILIAM CBOMX MYKeil.

6 Cm.: Grinberg 2023.
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OHU CBOAWIN BCE [e/I0 K HECKOIBKIIM TeIOfBIDKEHIISIM, BBI3BIBASI OOMAY U
Ipe3peHie y caMbIX )Ke/ITOPOTBIX HAIINX OpNIepOB.

Bceobuias pasBpalljeHHOCTb TTIOKPBIIA M CKPblIa 0COOEHHYIO JKEHCKYIO pas-
BPALEHHOCTD, CJie/la/la €€ HEBUHO 1 HECTBITHOIA.

(Cnyuxmit 2000: 177-188)

Dormee armdecky M IICMXOJOTMYECKM M3OLIPEHHBI ¥ CKJIOHHBII K 60-
7iee CIO>KHBIM CIOKETHBIM TIOCTPOEHMAM U comocTaBieHuAM, Huxynmn
IPOTUBOIOCTAB/IACT B CBOUMX BOCIIOMUHAHNAX BCEOOILIYIO CEKCYalbHYIO
PasHY3IaHHOCTb KpacHoapMeiilieB B EBpoIe M cOOGCTBEHHYIO TI0O0BHYIO
MCTOPHUIO, PaBHO ITATOHMYECKYIO M TParm4eckylo (a Takxe, CKOpee BCEro,
BBIMBIIJICHHYIO):

OTHoweHnst Hamy 6bICTPO pasBuBaIuCh. HaspeBam poMaH, HO POMaH HeO-
OBIYHBIN. Y MeHs [jake MbIC/IV HE BOSHIKAJIO O BO3MOYKHOIT 6IM30CTH. |[...]
Opuxa ObUIa 41 MeHs IpeX/ie BCEro ONMIeTBOPEHNEM TOTO, YTO CTOUT 3a
[pefe/laMy BOJHBI, TOTO, YTO JAJIEKO OT €€ Y)KAcOB, ee IPsA3Y, ee HU30CTH,
ee mopmocty. OHa IpeBpaTUIACh [/ MEHs B CPefOTOUMe YXOBHBIX IIeH-
HOCTCIZ, KOTOPI)IX A TaK JOITo 6])11'[ JINIIEH, O KOTOPI)IX MedTaa n KOTOpI)IX
Kaxgan! Opuka BepHyTa MHe arMocgepy, KOTOPOIl f TaK JAOATr0 ObLT Jn-
IIEH. N a OoTBEYalI eﬁ[ '{yBCTBaMI/I CaMbIMM YUCTBIMU U CaMbIMU CBET/IBIMU,
Ha Kakie OBl CITocobeH.

(HukynuH 2008: 181)

ITepe>xuB caMble YMCTBIe YyBCTBA € IIOBECTBOBATeIeM, DpMKa Iornbaer mo-
CJIe ero OTbe3fa: OHa BBIOpAChIBAaeTCA M3 OKHA, IOABEPIIINCH IPYIIIOBOMY
M3HACUJIOBAaHUIO €TO OIHOIIONYAH.

B To Bpemsa kax Chyukmuil nepekiafiblBaeT OTBETCTBEHHOCTDb 3a HacH-
nue Ha >KeHIuH EBpomsl, a Hukymun uckimodaet, IpuiogHuMaer ceds us
o61eil AMMUAEMUN CEKCyalbHOrO Hacuus, y CaTyHOBCKOTO MAacCOBbIE 13-
HACWIOBaHUA, COO/Ia3HeHN ], MOTHUEHOCHBIe (PPOHTOBBIE CBA3Y IOKA3aHBI
KaK PyTVHA U IIOBCETHEBHOCTD, TaKMe ke KaK MaccoBas rmbesb, ¥ Py 9TOM,
YTO KpaljiHe BayKHO, OH HEPEJJKO IOBECTBYET O HACW/IMM OT IEPBOro NMIA:
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Havano s npocnar.

PeB, Bomin, B3pBIBBI MAaTePIIMHEL.
Ilo ynuue, safpaB —

CTOJIBI, OITIOOTIN, BBIBAPKH, Y3TIbI
(TpUIBI!) —

B 3aTDBIIOK ABVOKYTCA aBTOMAIIMHBI.

IleBATHIN Yac.
HuBU3NUA CHAMACD.

CBSA3MCTBI CMAaThIBAIOT CBS3b.

IIpomait e, ropog LlTpenes,
7€ 51 «CTOSUI» U «OBbUT 06CTpeTsiH»,
I7ie 51 IBO€ CyTOK ITPOTOCKOBATI,

a Ha TPETbU 3€EMJIAYKY OTBICKATI,

npoujai, npusan!
JuBusKA cHAMACD,

CBA3SMCTDBI CMAaTbIBAIOT CBA3b.

1945
(30]

PeajpHble 0OCTOSTENILCTBA CTOSIHMSI B 3aIaJHOM TOpPOfiKe (KOTOPBIl TyT
XK€ CTAHOBUTCA YaCTbI0 MaKapOHUYECKON pUPMBI) — TOCKa OXUJAHUA
60eBOro IeVICTBUA 1 yXKac IIPY ero Hadaje, CBA3b C 3eMJIAYKON, IIOIbITKA
XOTb HEMHOTO IIepEellOXHYTb — IPOTHBONOCTABIAIOTCA OQUIMATLHOMY
S3BIKY, OTTaIKMBAOT ero oT cebs. «Crosm» U «ObUT  0OCTpensH»
MIOMEIAIOTCA B KaBBIYKM KaK Uy)KMe CJI0Ba, B TO BpeMA KaK peabHOCTb
0603HaYaeTCsT OCOOBIM MAMOCHHKPA3UIECKUM 3BYKOPSIIOM, KOTOPBIIL
IIpeNCTaB/IsAeT ayTeHTUYHBI SI3BIK M 3BYKODAJ, BOJHBL: peé 80MAU B3Pbl-
6bL mamepuiurol. B3ppIBbI MaTepPIMHBI OYEBUHO COOTBETCTBYIOT B 9TOM
TEKCTe B3PbIBAM CHAPAJIOB.

Kak 370 6pI1Baet y CaTyHOBCKOTO, IOMCK ayTEHTUYIHOTO fA3BIKA BOJIHBI
CBSI3aH C 9POTMKOIL ¥ UT'POIL C/IOB — B IIEHTPE TEKCTa OKa3bIBAeTCA KalaM-
OypHOe IOBTOpeHMe ¥ OOBITPbIBAHNUE C/IOBA «CBsi3b». CHOBA IIPOMCXOHUT



«Tax mvlL y4unucoy 2060pUmv 0 cmepmu» 67

pa60Ta II0 BBIYWIEHEHNIO, OTAVIPAHUIO O(bI/IIU/IaIIbHOI‘O A3bIKa OT pe€anbHO-
CTU, KOTOPYIO OH KaMy(bm/[pyeT; TO €CTb Ilepe HaMM pasHbI€ BUAbBI MHO-
CKa3aHMA, HEIPSAMOTO a/I/IeTOPUYECKOTO BBICKA3hIBAHUA — CMEPTb M CEKC
OKAa3bIBAIOTCA CBA3AHBI, B YaCTHOCTHU KaK TO, YTO CTIOXKHEE BCETO BbIPA3UTh
CoBamy; X MOHTA>XHO€ CBEJEHNE — OAVIH M3 LEHTPA/IbHBIX IIPMEMOB BO-
eHHolt mupuky CaTyHOBCKOTO:

Kak oxxuBiisienibcs,

KOTJIa BCTIOMUHAENTb

(1 4epes CTONBKO JIeT)
PYMBIHOK WJIN, TaM, C/IaBSTHOK.

A BcriomH1-Ka CMOIeHCK!

Kaxk ThI 1IeXXUIIID B KIOBETE
U Y Ka>K[JOM

B3pbIBE

B3/lparuBaellb € IONOBBI IO IIAT,
a MO3r

cpabaTbiBaeT 6€30TKa3HO:
«He B 9TOT,

B C/IEAYIOIINIA pas...»

«He B 9TOT,

B C/IE[YIOLINI Pas...»

«HE B 9TOT,

B C/IEYIOLINIA pas...»

[59]

BocnomuHaHre 06 O6GCTpesie CBS3BIBAETCA 3[)eCh € 9POTUYECKUM
BOCIIOMMHAaHUNEM: O6bIprIBaIOTCH Ppa3Hbie KOHHOTAaI UM rIarosia
«OXXVMIBIATHCA»: IPUXOOUTDH B BO36y)KJIeHI/Ie — U HEHA3BAHHOE€ «OXXNBATb»,
CONIPOTUBAATHCA CMEPTH, IIPUXOAUTH B ce6;1 IIocne yrposbl, BO3BpaIjaTbCA
K JKU3HN.

Takxe 9TO CTUXOTBOpPEHME MOXKET ObITh MCTOMKOBAHO KAaK BOCIIOMM-
HaHIe O [ABYX HEPMOfAX BOVHBL HOpPAXKeHUN) Hayala M ABYCMBICIEHHO I10-
GefHOM KOHIe, IprdeM Ho6efa, ¢ KOTOPOil HAauMHAETCs CTUXOTBOPEHIE,
u300parkaeTcst Kak CeKCyasbHast mobesa.
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VIMeHHO TaKOro pofa 3aBOeBaHUe N300pa)kaeT IPOTECKHBIN JUITHX 13
XKV3HU COBETCKOTO OCBOOONMTENA/TTIOKOPUTENA:

HamneBo ot menst — cam KHbIu.
Hanpaso — nopopuctast ¢pay.

Mapu 1 AHHaMapy — 3a BUHaMI, BU3aBI.

KHbIY 4TO-TO OKa3BIBAET,
as—
SIBOJIb, 5, 5.

A

IIbIO I HE IIbAHECIO.

W3 rymna

P
BBIY>KIBAIO ITOTy3HAKOMbIE C/TOBA:
IIMEKEH — 3TO KYIaTh,
TPUHKEH — BBINMBATh.
CTaHOBUTCSA BCE IIyMHEE.

[...]

n TYT A 3aMe4alo, 9TO A 3aM€YaTE/IbHO

IIOHMMAIO ITO-HEMEIIKU.

bpasbiit Kubry,
3aX/1€0bIBAsICh, IPOBO3IIAIIAET CIINY
B 9eCTb

MHOTOYyBa’>Xa€MOro pyCcCKoro conpgara.

Mapu nogHMMaeT po30BbIIl CTaKaH
1, TIORHECs K rybam,
IbET,

U 3aKyChIBaeT Gy/I0UKOIL 1 Ca/IaTOM.

1945
(31]
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Yike yac, mo-Hamemy nBa.

Konuait yaeBaTh.

Omnn ysxe TOXe, KaXKeTcs, Orajlannch,
BCTAIOT, COCTAB/IAIOT CTY/IbA, TyTIHAXT,
crapyxa felaeT KHUKCEeH: OUTTI, ax,
ay(dBUep39H;

crmaBa bory, BeiiBOpUIach;

YTO JKe Jasblie?

W3 xyxHu,
CTeKJIAHHYIO [IBepb OTKPbIB,

C 5Ma/IMPOBAHHOI MICKOJ BKaTbiBaeTCa Mapun.

ScHo.

S canmaro mosc,

U, KNP30BbIe CAaIllOT! Pasys,
MOIOCh B 9Ma/IMPOBAaHHOM Tasy.

Mosmya MOIOCh.

Moroch fo Tex mop, MoKa, HhIPHYB B KPOBaThb
U B36UBas TOXMbI Ha MOAYIIKeE,

Mapu

Ha4MHaeT

TUXO XOXOTaTh.

Yry, TakKasa TO}ICTYIHKa XOXOTyH_IKa!
(32]

[lepen Hamu OBITOBAs ClieHa B KOHI[E BOIHBI, COYETAOIIAsl TaPONUITHbII
YPOK HEMEILIKOTO A3bIKa C YPOKOM JII00BIL, IpU TOM 00a ypOKa IIPEHOfaloTCA
C TOYKM 3PEHM:A U3BPAlleHHO BIACTHONM IVHAMUKM — 3aBOeBaTe/lb IIpU-
obpeTaeT pyAMMEHTapHbIE SI3BIKOBbIE HAaBBIKM, B TO K€ BpeMs OfapyBasd
MeCTHOe Hace/leHJe CBOell CHUCXOAUTEeNbHOCTbIO. B TaHHOM Cydae SA3bIK
BOJTHBI — 3TO HEMEL[KIIT A3bIK, allPOIIPUMPOBAHHBII Y HEMIIEB KaK Tpodert
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B IIPOIIECCE 3aBOEBAHMA — BEpHEE, U3JIeBaTENbCKM PeyIIMPOBaHHAA Bep-
CHA 3TOTO A3BIKA.

B meHTpe 3TOrO HapparmBa — IpOOIEMbI IMAIOra, OOYUEHNA VM HOHMU-
MaHUs — BepHee, X pasobnadeHre 1 AeKOHCTpyKums. IIpoTaroHmcr-mo-
BECTBOBATE/Ib BOOOPAXKAET, UTO HAYMHACT «[IOHUMATb» A3BIK, CUTYAlINIO U
CBOM BO3MOXXHOCTM B HOOEX/ICHHOII CTpaHe U 3aHITOM JIOMe — CEKCyaslb-
Hasl CBsI3b MEXAy IobefuTeieM 1 0OeX/JeHHOI 37eCh MOKA3aHa MOYTH KaK
COTPYAHMYECTBO U COMVKeHNe: COMVKeHNe A3BIKOB (PYCCKMII «HAIIOMHACT-
CsI» HEMEIIKIMM), @ TaK>Ke TIPOVICXOIUT COMVDKEHNe OCTOAMbIIA-OKKYIIaHTa C
XO3SIIIKOJ KBapTUPBI, TOTOBOI CAATHCS MOOETIUTENI0 KaK Tpodeii.

Boobuie mceBno/cornacue Ha CeKCyalbHbII KOHTAKT — IJIABHAs TeMa
U IyaHT 3TOrO TeKcTa. IIpumeyarenbHO, 4TO PycCKOE€ MECTOMMEHME IIep-
BOIO JIMILA «f» IPUPABHUBAECTCA K HEMELKOMY ,ja’, TO €CTb K COIJIACHUIO.
Coracye U IOZYMHEHME 3[jeCh [TOKAa3aHbl KaK JJOOPOBOJIBHBIE U JjaXKe XO-
BUa/IbHbBIe, 6eCKOH(IMKTHBIE, OT Yero BCe BMeCTe BBI3bIBACT ellle Hombliee
OTBpallleHMe.

4. «f yKe HUKOTO» paspyllleHMe THYHOCTU KaK NpobaeMa mucbMa y
Carynosckoro u 'opa

B 3aBepienne BepHeMca K BOIPOCY O MeCT€, 3aHMMAeMOM BOEHHBIM I103-
ToM CaTyHOBCKMM B MICTOPYMM PYCCKOIO M COBETCKOTO HeneuamabenvbHozo
HO3TUYECKOTO MofiepHusMa. [lepeq HaMM OTHOINEHNUS CO3aBUCUMBblE — Ka-
TEropyM4ecKyl He cOOMpasACh IPUCIOCAONINBATD CBOE IIICbMO K TPeOOBaHUAM
Ky/IbTYPHBIX BJIACTeI1, COIPOTUB/IAACH 9TUM TPeOOBaHMAM U M3JeBasACh Hajl
HyMY, CaTyHOBCKUIT pasBMBal IMHNIO OPUIVATbHBIX QYTYPUCTOB, B 9acT-
HocTH, MaskoBckoro n CenbBMHCKOTO, OTPUIIA/ HACU/IVE W MIUTA OT HEro
CBOU JIMpPUYECKIe SMOLMH, TIPe3VPajl HUBEMUPYIOLUINIT A3BIK OPUIMATBHBIX
3B()eMI3MOB VI CTPOV/I Ha 9TOM OTTA/IKMBAHMU CBOM C/IOBECHbIE UTPBL.

EcTb 1 moaTHyYeCKMe aHaIO0r TAKOMY UChbMY O BoiiHe? Hamu anHble
U TTyOMHA MCCTelOBAHNUA CETOHA BCe ellje OTPaHNYeHbl, TaK KaK Hereda-
TabenbHOE ¥ HeHalleyaTaHHOe BOEHHOE IIMCHMO JOIIIO 10 HAC OTPHIBOYHO
U CTy4aiiHO (MIOOONBITHBIMU U TPeOYIOIMMM M3YUeHNA «aHAJoraMu» 1
napasuleNiiMyu MPeJICTaB/IsAeTCA BOEHHble cTuXMu Anuka Pusuna, Mupona
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JleBuna, Vonn [erena, Hukonas ITanuenko, Cemena JIunkuHa, inter alia)’,
3necp Ke s1 xoTena Obl IPOAHAIM3MPOBATh MOMEHTBI KOHTEHMATbHOCTHU
MeXJy HEKOTOPBIMM IpMeMaMy JM MHTEHIMAMY BOeHHON nupuku Caty-
HOBCKOTO U 6710KajHOro mucbMa lennanns Topa, KoTopble 611M3KM TeM, 4TO
pearupyoT Ha UCTOPUYECKYI0 TPABMY aBaHIAPAHBIM IUCbMOM: M 9TO —
IpUMedaTe/IbHas PeIKOCTb B KOPIyCe COBETCKON JIUTepaTyphl, HA4MHAA C
1930-X TOTOBS.

CarynoBckmit u ['op UIyT criocoOpl myucath 0 COBETCKOJ BOCHHOI KaTa-
crpode. Vcnonb3ys ZOCTVOKeHMs aBaHTapHa, OHM IMUIIYT O OO/Ie3HEHHOI,
TPYLHO IEPeXMBAEMOIl UMM VCTOPUM TPYAHBIM 1M OO/IE3HEHHBIM SI3BIKOM
MO9TUYECKOTO 9KCIepyrMeHTa. O6a BBIABIAIOT OFUH 00IMIL, 6e3yCTOBHO
HeJICTBEHHBINI IIpyYeM O/ B3/IaMbIBaHMA, BO3MYIIEHMS IINMCbMAa O TpParu-
YECKOI MCTOPUM, IIPUBHOCA TPAHTPECCUBHBIN 3POC B UX BEPCUM BOVIHBI I
6/TOKaIBI.

Bor, noxkanyit, Haubosee IPOBOKATMBHBIIL TeKCT Topa:

S jeByLIKy chen XOXOTYHbIO PeBekky

V1 BOpOH Iys17ie1 Ha 06el MOII Y)KaCHBIIL.
V BOpOH I7siieN Ha MeHA KaK Ha CKYKy
Kaxk MefjTleHHO €71 4eloBeK Je/ioBeKa

W BOpOH rsifien HO HaIPacHo,

He 6pocu emy 51 PeBeKK1HY pyKy

(Top 2012: 83)

CaMblil O4eBUIHBIN pe3y/IbTaT OOpaleHNs K TeMe SpOTUKY — HapyLIeHIe
MOIITHOTO COIIMOTICUXOJIOTMYECKOro Taby, IpyrdyeM HapylIeHUe OffHOTO Bile-
geT 3a co60il HapylleHUe ¥ BCKPBITHE APYTUX: XOXOTYyHbs Pebekka Oymer
pacdjieHeHa U CbefleHa, OJHO IUIOTCKOE JKelaHMe 3aMEHAETCA JIPYTUM, 3a-
TeM 32 OfIHUM IIPeCTyI/IeHMEM IIOC/IefyeT IPYroe.

7 Ilpu HecucreMaTH4ecKOM XapakTepe Hay4HOJ JIMTEPATypbl O HEO(UIMAIBHOI T1093UN IIe-
pMofa COBETCKOI BTOpOIT MIPOBOIT BOIHBI, MOXXHO OTMETUTD CIIeAyIole paboTsl: JleBuH-
ToH 2017; Cyxux 2020; IOpbes 2021.

8 OT0 006CTOATENBCTBO MOOOIBITHO BBICBEYeHO KoMMeHTapyeM Illumona Mapkuima: «Moii
apyr Auppeit EryHoB Tak roBopui o ,PekBreme AHHbI AXMaTOBOIL: ,MHe 9TO He HyXHO.
Tax mmcan Hexpacos B XIX Beke. B gBafmarom Beke Tak mmcaTh Hemb3s » (Mapkuur 2021
[1985]: 229).
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W pu 3TOM KpaiiHe Ba)KHO, YTO KaHHMOAIN3M, TPAHCTPECCUBHBIN CEKC
M yOMIICTBO OKa3bIBAIOTCS 3[,€Chb CBS3AHBI CO CKYKOU, OHM BBI3BIBAIOT CKY-
Ky. Kakyum Obl TOTa7bHBIM HM OBLT yXKac BOWHBI, €r0, KaK COOOLIAl0T HaM
noaTndeckue Mypsl Topa 1 CaTyHOBCKOTO, HEBO3MOXKHO IOYYBCTBOBATD,
TaK KaK paspylleH SMOLJOHAIbHBIA MUP MPOUSBOJALLETO IMPUIECKOE BbI-
CKa3bIBaHILE, OH He CITOCOOeH 6ojiee HI CTPaaTh, HI cocTpafaTh. CBemeHme
BHyTpeHHerO MI/Ipa y‘{aCTHI/IKa VM areHTa BOMHBI K HOI‘py)KeHI/IIO B CKOP6HO€
OecuyBCTBIE OOBEAVHSIOT BOEHHYIO 11033110 [opa 1 CaTyHOBCKOTO.

Bepych yTBep>xAaTh, YTO MMEHHO 9TO pas3pylleHue TUYHOCTU U, CIeH-
CTBEHHO, paspylleHMe sI3bIKa KaK pe3ylIbTaT BOEHHOIO OIbITAa POFHAT
B3IVIAABL U CTpaTerny 3Tux 1noatos. Kak u CaryHosckuii, I'op memMoncTpn-
pyeT HaM JIMYHOCTb U SI3BIK B IIpOLlecCe paclajfia — TaKuM 00pasoM M03-
3Meil CTAaHOBUTCA 3flech TpaBMaTudeckasd adasus. [Ing oboux aBTOpOB
VICKa’XeHue, pacna;[ JINYHOCTU HpOI/IBBOHI/ITeTIH A3bIKAa TaK >XK€ BAa’XKHbI, KaK
M CaM 9TOT sA3BIK — OCOOEHHOCTY TPaBMAaTU4eCKOro (BOGHHOTO U O/IOKaf-
HOTO) B3aMMOJIEIICTBIS, HATIPSDKEHNUS MEX/Y HUMY OKas3bIBaIOTCs B LIEHTpe
BHIUMAaHUA 3TUX ITIO3TOB. HpeHCTaBHHeTCH Ba’>XHbIM BOHPOC O TOM, KaK B X
[093UM KOHCTPYMPYETCS NUPUYECKOE «SI», UCIBITHIBAIOLIEE BO3JEICTBIE
BOITHBI 11 BOC/TIPOM3BOJAIIEE 9TO BO3/IEVICTBIIE B PeYb O BOIHE.

HI/I‘—IHOCTI) HPOI/ISBOI[HILICI‘O }II/IpI/I‘-IeCKoe BbICKa3bIBaHIIE HpO6TIeMa-
TUSUPYETCs 9TUYecKu. B To Bpemsa kak y CaTYHOBCKOIO pedb 3a4acTyio
MIET OT JIMIA COJIfjaTa-HaCWIbHMKA, Y [opa roBoput 610KafHNUK, CTaBLINIT
mogoenoM 1 yourineit. Oba aBTopa IPOBOKAIIOHHO OTBa>KMBAIOTCS IIpe-
IOCTABIATh pedb MOHCHMPAM, CHOPMUPOBAHHBIM UX MCTOPUIECKOI CH-
Tyanueil — MOC/TeJHee, YTO 3TUX ABTOPOB 3aHUMAET, 9TO HOPMA/INM3ALIVsI
b0 palyoHanM3alMs I'YMaHUTAPHBIX MOCNEACTBMII KatacTpodsl. BoitHa
30eCb — 9TO CUTYalWsi, KOTOpas IIPOM3BOGUT OCOOBI BUJ, MYHOCTH, OC-
HOBAHHBIII Ha TPAHCTPECCHM, HO TaKXXe 37ecCh IPOMCXOFUT 0COOOro Buja
caMopeann3anys, MpUYeM MMEHHO 3pOC 3adacTyio mpossiser ee. Y Cary-
HOBCKOTO YMTaeM:

OTBsKNCD, HE BOII, Ha,
BOT MOS )KU3Hb,

BO3bMU €€, BOITHA.
Cmacn60 3a JOBOIbCTBUE

1 3a IpefoCTaB/IEHHOE YNOBOIbCTBIE
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[OBU/IATh POJHBIX,
ITOKOMAH/IOBAaTh JIIObMI,

HOPACCYX/JaTh

0 MY>XecTBe

” 0 M0OBMU.

ITpomarite, KagpoBble KOMAHANPBHI,

MBI BMECTE B CTO/IOBYIO XOf[U/IN,
06Cy>Kzianu, KTo KaKoil Tepoii,

a 3aB KOPMIJI HaC UTOTOIL.

ITpomarite, penpAiepuipl 1 OQUILMAHTKY,
IpOYIMBBIE, KaK 00€3bsIHKIL,

OX ¥ HEOXOTA ITOJ[bIXaTh,

MOXKUTD ObI el1é, TOABIIIATD.

XoTs1 6B BCIOAY yoKe, 4TO /I,

COBETCKasl HacTajla B/IacTh,

YTOOBI JTIOIM CTAIN

MEHbIIIe C/IE3 HaIlpacHO ITpO/INBATh.

Jlemo 1942, 3anacHoti nonk
[16]

CroxKeT BbICKA3bIBaHNS HENOCTeA0BATENIEH, JaXKe Kallpy3eH: 31eCh 1 TOTOB-
HOCTb K rubey, MpolaHye U, HAIPOTUB, HaleXk/la Ha MOOeNy COBETCKOIL
B/IaCTY. Pa3BUTVe BBICKA3bIBAHVS pa3sBOpaYMBaeTCsi BOKPYT oOpasa pbija-
HUsL, BOsI, c7e3. LIeHTPOM 371ech IPeCTaB/IseTCs Bapyualys Ha TeMy asle-
TOpUYECKOTO amajnora C 6eSyTeHIHbIM n Tpe6OBaTeTIbHI)IM IIAPTHEPOM, HO
B OpyTalbHOM MTPOBOM ABIVDKEHNM CTUXA 9TMM NAPTHEPOM OKa3bIBAeTCH
caMa BOJIHa, KOTOpas yTelIaeTcsl M HACBIIAETCs, IUIID [OITIOas YeloBe-
yeckye >k3HNM. CaTyHOBCKUII B O4epeSHOM CKaHJaJIbHOM IOCTpoeHMM (B
pasroBop C POKOBOIT BO3TIOO/IEHHOI-CIYTHNUIIEH, BOMHOI, OTHMMAOLIEN
JKVM3Hb, BHEJPAETCA YIOMMHAHME CITy4aliHbIX BO3MTIOOIEHHBIX, «(eNb]-
wepuil ¥ opUIMAHTOK, JPOWINBBIX <o ecmv noxomausvix — II. B.> Kak
06e3bAHKI») GOPMYIMPYET BaXKHBIIT V1 CIIOKHBII ITAPaOKC O TOM, YTO BOJL-
Ha OJJHOBPEMEHHO OTHIMAeT XXV3Hb ) HAIIOJIHSET ee, IPU/aBasi eif Lemm —
U [ake 0coOOr0 pofa 9K3aIbTHPOBAHHYI PafjOCTh U YHAOBIETBOPEHIE,
ocobbiit Bup jouissance (mo CaTyHOBCKOMY, KaTaMOypHOe y/00807bcmsue).
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9TO cMellIeHe ¥ TPOTUBOPEYNe CMBIC/IOB TaK YK€ BayKHO JI/IA 9TOTO TEKCTa,
KaK CMeIlleHNe SI3bIKOBBIX PETrMCTPOB: MBI BCTYIIaeM B TEKCT C IOf00Ms/ma-
POZMY BBICOKOIT TIOOOBHOIL TMPUKY, C OTIIPABHOIL TOUKOI B OIeCTsALIel 110
CBOeJT CTIOKHOCTY M 3P PEKTUBHOCTI COCTaBHOI pudme «BOil Ha» / «BOI-
Ha», 1 JOXOAVUM [0 MOF06Us/IapOfuYl BBIIIOJTHEHHOI Ha ICEBIOMPOCTOHA-
POMHOM A3bIKe KOJBI O JKeTaTe/IbHOCTY MOOe[bl COBETCKON BJIACTH, KOTOpasi,
HaKOHell, 130aBUT BeCb MUP OT CJIe3.

besycnoBHO, MeXy 9TMMM MO3TaMM CYLIECTBYIOT TaKXe ¥ CUTyaTUB-
HbIe, ¥ SK3UCTEHIMA/IbHble pasnMyusd, TaK Kak [op mmcanm cTuxm B CBOIO
TailHYI0 TeTpajKy B OMOKajfHOM cuTyaumum (MSPSARHO JUCHUIIIMHUPO-
BaHHOJI M IIPOCMAaTpMBAEMOll BIACTAMM) M €r0 MHTEPecoBaaa CUTyaluA
cy0'beKTa MCTOpUHM, Ka3anoch Obl, COBEPUIEHHO JMIIEHHOTO areHTHOCTH’.
Cy0mpexT nmuprky CaTyHOBCKOTO 3a4acTyIO TaK e TPaHCTPECCUBEH M Xpy-
II0K, HO OH He O/IOKMPOBaH, UCTOPMYECKY He ITaCCUBEH Y He CTaTU4eH — I,
B JaCTHOCTM, MOXKET IIepEMELTAThbCsI B BOEHHBIX IIPOCTPAHCTBAX, OKa3blBa-
sICh B Pas/IMYHbBIX CUTYallMsAX — U QPOHTOBBIX, 1 ThIIOBBIX:

Y Hac 6511 IpUMYC.

BbIBasIo, TOMBKO BCIIOMHMUIID — OH ITYMMUT.
Tam

MaMa BO3WTCSA C KaCTPIOIAMMI

U B CIIEIIKe KPBIITKAMJ TPEMUT,

U pasToBapMBaeT caMa ¢ coboit

O TOpOroBu3He 1 O cebe caMoit.

Y Hac 6bUI IpUMYC.
Y Hac 6bUI IPUMYC, YaIlHUK, KPaH.
V Hac ObI CBeT.

Teneppb y Hac HUYEro HeT.

Bbr — sBakympoBaHHbIE.

1941
[13]

9 Ilpy ToM 4TO MBI TOBOPUM O MepcoHe — caM muTeparop [op B Xyaune MecsALbl IepBoli 6710-
KagHoit 3uMbl noceman [Ty6nmynyto 6ubmioTeKy, rae GbUI CHAT KMHOLOKYMEHTA/IMCTAMI,
3TOT 3MM307] BOIIEN B JOKyMeHTambHblil GpuabM «Jlennnrpan B 60ppbe» (1942).
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B aTOoM Tekcre oOpamiaer Ha cebsi BHMMAaHME HE TOJBKO MPOHMYECKas
n FOpbKaH (beTI/IHII/IBaI_U/IH an/IMyca, HAa3BAaHHOTO TpM}I(ﬂI)I, HO "M TO, KakK
3TOT TEKCT OOpalaeTcsi ¢ MECTOMMEHMEM: HOCTAIbIMIECKOEe Mbl, CUMBO-
nusupympouiee y6oryn MAWUIMIO B IIPOLIIOM, BHE3AIlHO I[IPEBPALLAETCS B
OCKOpOIsIIolIlee OTYYKAAoLIee 8bl, paboTaliee B MOC/IENHEN CTPOKE Kak
OOBIHUTEIBHBIN 3HAK MHAKOCTU U YYXXAOCTU (IpUYeM 3[1eCh TAaKXKe IOf-
pasyMeBaeTCA BHYTPeHHAA pudMa ¢ APKUM PasrOBOPHBIM IIeIOpaTUBOM
BOEHHOTO BPEMEHIL: 8bIKOBbIPEHHDLE).

HapyuieHne, mckakeHne JMYHOCTY TOBOPSIETO B TaKMX TEKCTaX dYa-
CTO BOCIIPOM3BOJUTCS VIMEHHO HAa YPOBHE U IIOCPELCTBOM MECTOMMEHWIT —
CyOBEKTHOCTD TaKUM 00pasoM [ecTabMINSUPYETCs, U 3[eCh MHe BUIUTCS
Hanboree 3HAYMMOE/MHTPUTYIOLee COMKEHNe IBYX 9TUX HOITUK. BoT Top
OT TIEPBOTO JINIIA IINIIET O TMOETN OT GIOKATHOI GOMOEKKIL:

C BO3JyIIHOJ BOTTHOIO B yIIaX,
C XO/I0IHOII TYHOIO B fy1ie

S BoIcTpen K 6e3ymblo. ST — max
U mat cebe. A — nemoti. A ye
Huuezo u Gezy K Huuemy.

A yiice HUK020 U cneuty K HUKOMY.

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

PacureHenue, QparMeHTAI[Ms TOBOPSIIETO U HEBO3MOXKHOCTD SI3bIKA [IIS
onvicaHyst 67I0KafHOIT ey MOoKa3aHbl B 9TOM TEKCTe KaK KamaMmoOyp u/mm
pedyc: TpaBMAaTUYECKNUIT HpefieN S3bIKa BBIPAXKAETCs Yepe3 SI3bIKOBYIO UIPY.
[lepen Hamy, B IEPBYIO OYepefib, XPOHMKA Paciiajja CyO'beKTHOCTY, KaK Obl
COBMAfAOIAsl C MOXPOOHOCTSAMM OITOKaZHOTO OBITIS, BbIpaXkaeMasl MU,
HO K HIM He CBOgMMas.. DTU OOIljen3BecTHbIE TeIepb MOLPO6HOCTH (XO-
JIOZ, ThMA, TOOf, 6OMOEXKN 1 apTOOCTpPeNT, pachaj COLMANbHBIX CBS3EIL,
6esyMite, IPECTYIIHOCTD U MIPECTYIUIEHNS HAXOMSIMXCS Y BIACTY, KAaHHU-
6ann3M) BOCIPUHMMAIOTCS Y)Ke He KaK BHELIHMEe 00CTOSATENbCTBA, HO KaK
97IEMEHTBI BHYTPEHHETO COCTOSIHMUS OIOKAfHOTO CyObeKTa U 3aMeYaTe/IbHO
HIOJTHO BOCIIPOM3BOAATCS HA YPOBHE MOITUYECKOTO SI3bIKA.



76 Honuna Bapckosa

O6a moaTta TpegaHbl 3ajjade MMOKa3aTb CMEPTb KaK COOBITHE sI3bIKA. B
TO BpeMs KakK Hukoeo y I'opa mpeBpallaeTcs B Huuezo, TO eCTb yTpadlBa-
€T KaTeropyio ORYIIeB/IeHHOCTY, Y CaTyHOBCKOTO BO3IJIAC/3aUMH «KaK 5 UX
000 / M MX BCeX YOBIOT» Pa3BMBAETCS B IIYAHT «BCE Mbl CMEPTHUKI» —
TO €CTb CMepr BK/IIOYA€T B CC6H, IIorjomaeT I‘OBOPHH.ICI‘OZ nepe,u HaMu,
OyKBa/IbHO, MO3TUIECKUII TEKCT KaK MOC/TIefHee C/I0BO, 3alledaTIeHHbIe TH-
6eHb " arOHUA. 9TO HpI/IBOHI/IT HacC K BOHPOCY: ABJIACTCA I TaKas IIO3TUKaA
IIMCbMOM BbI)KI/[BHIeI‘O? 9TI/I BOCHHBIC CTUXW HAIIMCAaHBI TAKXXE € no3uuuu
nozubuezo:

[...]
— Boske, MBI TaK OOSANNCE,
MBI TaK Oexxann,

a BBI?
— A MBI KUIu B AHIOVOKaHe,
a BBI?
- A mp1 B Cubupu,

a BBI?

- A Hac youm. [...]

<1942?>
[17]

Tax>xe 1 B 67I0KaIHBIX MECTOMMEHNSIX [Opa IIPOSsIB/IAETCSI MydIMTeNbHAS He-
OIIpefieTIeHHOCTD, CPOIHM KOLIIMAPHOMY CHY:

VI 6yny JOKUBBII U XKUBOM

B mMorune ¢ MepTBOIO KEHOI.

BrBoem, BTpoeM 11 Ha MOy He Oy/eT KHUT.
He 6yzer nammnel. Ho 6yay gymatn s1 —
I'me TBI? VI 9TO Takoe TYT /EXXUT?

(Top 2012: 48)

Omnmucanne cueHbl 610KagHOI rubenu (HeBbIHOCMMOE caMo 10 cebe) mpe-
BpAILAeTCs 3[eCh B IApaJOKCA/JbHOE coveTaHye ObITOBOI CueHbl U (aH-
tacMaropunt. Kak n y CaTyHOBCKOTO, 37ieCb TOBOPST MEPTBELbL, U TO, YTO
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IPOUCXOAUT B GIOKaJHOM IIOCMEPTBE, IOPAXKAET VMEHHO HeCTAOVIBHO-
CTBIO ¥ HEY3HABAEMOCTBIO CyO'beKTa: MEPTBblE PA3MHOXAIOTCS M MHOXAT-
A1, TpeTbe IO TIPeBpPAIaeTCs BO BTOPOe, KaTeropyi He/OdyIIeBIeHHOCTI
TaK>Ke KOMeOTI0TCS M MepLaIoT.

Bo Bpemsi opfHOI M3 TEpBBIX KOH(EPEHIMOHHBIX AMUCKycCuit o 61o-
KajgHoit nupuke lopa Mapk JIunmoBeukuii INpefrnonoXua CMyTUBIIYIO,
HO BIICEYQT/IMBIIYI0 MEHsI TOIZjA TUIIOTE3Y, YTO STOT ABTOP TAK TIIATEIBHO
CKPBIBAJI CBOM OJIOKAHbIe CTUXJ He TOJABKO M3 CTpaxa Iepef COBETCKIM
YUTATENbCKMM COOOIIECTBOM, HO TIOTOMY, YTO OHM ObIIV HAIlMCAHbI He [IA
BBUKMBIINX, @ [T YMepIINX — U ¢ Touku 3penus ymepuinx'’. [Togo6Hoe
OlIylIeHNe MOXXeT BO3HUKHYTDb 1 IIpK aHanuse cTpok CaTyHOBCKOTO «BCe
Mbl CMEPTHUKI» — XOTsI B TO K€ BpeMsI 03I eT0 TOPasfio arpecCrBHee,
37Iee U BUTATIbHEE.

%%

Boennast moasust CaTyHOBCKOro OyheT MOpa)kaTb YUTATeIs M HCCIEeHO-
BaTe/IA COBETCKOJ IO033MUM BCErfa — TAKMM HEBEPOATHBIM AHTUIIOHOM,
IPOTUBOpEYNeM OHA SB/ISETCS KOIOCCY OpuIManbHO moasuu. [Ipudem
OLIeJIOM/IACT VIMEHHO COYeTaHye 0eCKOMIPOMICCHON TeMaTVKU U BUPTY-
O3HOI'0 MHCTPyMeHTapys. B Havyaje 9TUX 3aMeTOK ObUI HAMe4eH PAJ UCTO-
puorpaduyeckux Taby, KOTOpble HapyllaeT STOT aBTOP, HO aHA/IU3 €ro
TEKCTOB BBIABIIAET ellje Ooiee IIyOMHHbIE HAPYILIEHNs U OTKPBITUS: Ha MOJI
B3IJISAJ], [IABHBIM JJOCTVKEHMEM 3[1eCh SIBJISIETCS CIIOCOOHOCTD ITOKA3bIBaTh,
YTO BOJIHA He TOJIbKO CeeT CMePTb, HO YPOAYET U pasBpallaeT INIHOCTD, 1
MMEHHO TaKyI0 TMYHOCTDb «HAYYM TOBOPUTL» CaTyHOBCKMIL.
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Hanuna Jlasvioos

SIn CaryHOBCKMIT 1 «OapadyHas Mo33Ms»

Pesrome: B crarbe TBOpueckme crparerum fIHa CaTyHOBCKOTO paccMaTpUBaIOTCs
B KOHTEKCTe T. H. «0apadHOll I093UN», KOTOpas, B CBOI OYepelb, HpPelCTaB/IseT
co00Il BaXKHYI0 3CTETMYECKYI0 JOMUHAHTY HAESATENbHOCTM «JIMaHO30BCKOI IIKO-
JIbD» — OJIHOTO U3 LIEHTPa/IbHBIX ABJIEHNIA COBETCKOI HEIO/LEH3YPHOI CTIOBECHOCTI.
«bapauHas moasus» cama 10 cebe IIpefCTaeT He CTOBKO eAMHOOOpPA3HON IIPaKTH-
KOJI, CKOJIBKO Ha0OpOM XyHOXXECTBEHHBIX YCTAaHOBOK, [I0O-Pa3HOMY pean3yIoLIXCcs
y Ba)XHENINX («AlePHBIX») aBTOPOB, KOTOPbIE C Hell OOBIKHOBEHHO CBS3BIBAIOTCSA
(EBrenmit KporBuuukmii, Virops Xonus, Tenpux Canrup), a Takxe u Gopmoit Mu-
domorusayuy 3TON NVHMYM B aHAErpayHAHON moaTMKe (B mybnmkanusx Onbru
Anppeesoit-Kapnaitn, Koncrantnna KysbmmHckoro, Opyappa JImMoHOBa). AHanu-
3UPYIOTCSL CIOCOOBI B3aMMHOI peljeruny «OapauyHbix» M09T0B 1 CaTyHOBCKOrO,
II0Ka3bIBAETCS BOB/IEYEHHOCTh CaTyHOBCKOTO B «0apayHyio» 3CTETHKY, HO OfHOBpe-
MEHHO U IlepeocMbICIeH e ee, 6ojiee MIMPOKOe, HEXEN Y ee OPTOXOKCAIbHBIX IIpefi-

CTaBUTe/IeN, TOHUMaHe U IIpon3BOAVIMAs HaJ| Hel MeTape(i)neKCI/m.

KnroueBbie cmoBa: «6apaqHaﬂ 033Us», «JIMaHO30BCKasA IIKOIA», HENIOALEH3YpHaA

110331, 0eJHOCTD A3bIKA

[TocTaB/eHHast B 3aTOJIOBOK 9TON CTAaTbU TeMa MOXET ObITh pasfelieHa Ha
mBa Bompoca: Kak oueHusan SIH CaTyHOBCKMiT (peHOMEH «b6apadHOIl M03-
3MM» U TBOPYECTBO ee IIpeicTaBUTeNell U B Kakoll creneHyu cam CaTyHOB-
CKUII MOXeT ObITb NPMYNUC/ICH K JaHHOMY sABjaeHNI0. CaTYHOBCKMIT Kak
OJVH U3 TJIaBHBIX IpeficTaBuTeneil «/InaHO30BCKON IMIKOMBI» B TO XK€ Bpe-
Ms cooTHocuTcs (Hapsapy ¢ BeceBomomom HekpacoBbIM) ¢ KOHKPETHCTCKOI
NVHMEI B Hell; «6apadHas Mo93us» MPefCTABIsAeTCs IPU 9TOM TO APYroil
JIMAHO30BCKOW JIMHMEN, TO OTOXKAECTBASETCSA C «JIMaHO30BCKOI KOO B
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enom»'. Mecto CaTyHOBCKOTO B 3TUX KIACCU(DUKAIMOHHBIX AYeiiKaX MO-
XKeT OBITh IIOHATO KaK IIPY B3IJIsAJE HA €r0 AVA/IOr C APYIUMMI «IMAHO30B-
I[aMI», TaK ¥ IpY 0OpallleHny K BHYTPEHHVM MHTEHI[UAM ero TBOPYecTBa.

OpnHako mpexje HeoOXOAMMO XOTS Obl KPaTKO pPacCMOTPETh CTaTycC
caMoro ¢eHOMeHa «GapavHoll [093UM» U IIOHATH, MOXKHO JIM €ro BooOie
CYNTATh He IIPOCTO IEMEHTOM BHYTPUIIEXOBOTO XKAPrOHA, HO HEKOTOPHIM
Pe/leBaHTHBIM UCTOPUKO-TUTEPATYPHbIM MOHATHIEM .

[TonaTre «bapayHOIl LIKOMBI» CIIOXKMJIOCh, CKOpee BCero, BO BHYTPEH-
HeM aHJIerpayHIHOM CaMOYIOTpe6IeHNH; aBTOPCTBO STOTO OIpefie/ieHNs,
npunucbiBaeMoe MHorAa Jropio XomumHy, MM caMuM OTBepramoch: «Bo-
obule e, cosgaTens TepMMHaA ,bapaunbie“ He cymectByer. Ero cosmamm
BCe JIIOAY, MOYMTaTeIN (B IEpBYI0 Odepefib) MOMX CTUXOB» (XOMMH 2020:
162). Bo BcAkoM caydae, dukcanmio 6apauyHoOil TeMbl B KadecTBe CIeL-
(budeckoro JIOKyca CiIefyer CBSI3bIBATH MMEHHO C XOIMHBIM (XOTSI POJO-
HAYaJIbHUKOM «0apayHOll IIKObI» HAa3bIBalCs OOBIKHOBEHHO EBreHui
Kpormsuunxuit®); Tak, Xomuu orseyaer Ha Borpoc B.Kynakosa o xpoHo-
JIoruM ero TBopduecTBa: «[...] mepBoit 6buTa OBI ,0apauHas‘ KHura ,0apad-
HBIX <cTmxoB>. OHa Mucanach ¢ 1952 rofa U IIe-TO [0 CEPENUHBI 50-X. B
MOCKOBCKOIT KHIDKKe ,,)Knrenmu 6apaka“ HarmedaTaHa JIMIIb YaCTh 9TUX CTHU-
xoB. EcTpb eme, Hanpumep, 6onbuion nqukn — ,bapaunas mupuka® (Kyma-
KOB 1999: 320).

BbIxopsmas 3a mpefenbl MOCKOBCKOTO aHJIETPAyH/JHOTO KPyTa JIeTUTHU-
Malus OIpefielleHns «OapadHblil» CBA3aHA C MyONMKalMell B aHTOMIOTUM
Onbru Anppeesoii-Kapnaiin Poets on Street Corners. Portraits of Fifteen

1 O cooTHOmIEHNN 3TUX HMOHATUI CM. cofiepKaTenbHyto padory: ITasnoser 2021. Cp. Taxxe:
«[Ipyrue yJacTHUKY nuaHOo30BcKoil rpynmbl — SJu CaryHoBckumit n BeeBomon HexpacoB —
He ObUIN HEINOCPeCTBEHHbIMI yueHuKaMu EBrenus Kpommauuxoro, kak Xonus u Camnrup.
SIn Carynosckuit nossmics B JInanososo B 1961 Tofty, y>ke 3penbiM 1noatom. Beesonon He-
KPacoB TI0O3HAKOMU/ICA C JIMAHO30BIIAMY B 1959 TOJ[y XOTA ¥ HAYMHAIOIIVMM, HO y)Ke BIIOTTHE
ONpeJieNNMBIINMCA aBTOPOM |[...]. B janbHesieM 1MaHO30BCKYe BIMAHNUA OKa3ammuch 671aro-
TBOpHbIMY 1 11 CaTyHOBCKOro 1 [isi HekpacoBa, HO KOHKPeTM3M UX — 0co60ro CBOMCTBA,
BO MHOTOM He TaKoii, Kak y Xormua u Carrupa» (Kymakos 1999: 25-26).

2 TlogpobHee s paccMaTpuBaK JaHHBIN Bompoc B crarbe «Vrops Xomuu un BeeBomop Hekpa-
COB: 3aMETKM K COIIOCTAaB/IeHNIO» (B II€YaTy); CM. TakxKe: JJaBbIIoB 2021: 99-109.

3 Tak, B orBetr Ha Bonpoc B.KynakoBa 06 ncrokax «6apauoii moasum» Tenpux Canrup roso-
put: «Haganoch Bce co cruxoB Esrenns Jleonnponya <Kponmsauikoro>» (Kynakos 1999:
324). CM. Taxoke: XO/MnH 2020: 161.
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Russian Poets (1968); B 9TOM OTHOLIEHNY MMe/a 3HAY€HME U IyOIMKAI[Us
B IIepBOM ToMe Awmonozuu Hosetiueli pycckoti noasuu «Y Ionyboii Jlazy-
Hoi» (1980) Koncrantmua K. Kyspmunckoro. VHTepecHO, 4TO, HECMOTps
Ha OCMBbICTIeHMe «bapaka» KaK CIelM(UIecKoro KOHIIENTa, MapKUpYIolle-
TO OIpefie/ieHHbIe TEKCTHI ellie B HEePBOIl IIOTIOBUHE 1950-X IT., pedrreKcus,
CBSI3aHHAsI C CaMOIl «OapavyHOI IT033Mel», BOSHMKAET MHOTO TIO3)Ke, MPHU-
4yeM B OTBeT Ha IyOnukanuio antonoruu Poets on Street Corners y Xonusa.
ITpn srom 3amevyaHus XOIMHA OCTAIOTCS B €r0O 3alMCKaX, He IpefHA3Ha-
YeHHBIX /I MOCTOPOHHNUX I7Ia3 M OMYOMMKOBAHHBIX TONBKO B IOC/IETHEe
BpeMsA (MOXKHO YBepeHHO IIPeJII0/IOKUTh, OCHOBBIBAsACH HAa KOpPITyce XY[i0-
JKECTBEHHBIX U 6MOrpaMyecKuX TEKCTOB, YTO XOIMHCKAs MOSULNS VM-
IVIMIUTHO UM JI€MOHCTPMPOBANIACh, HO BPAM /M SKCIUIMIIMPOBANIACh IO
IpUYMHE CBOeIT KpaliHell )KeCTKOCTH).

B anromormu Onberu Kapnaiin pasgeny “The Barachni Poets”, Bkiio-
varomemy cruxu Xomuua u Canrupa®, mpesmocnana BBOJHAs 3aMeTKa, B
KOTOPOII JieflaeTcsl MOIBITKA OOBACHUTh (eHOMeH «bapaunocTi». Creny-
€T OTMETUTb, YTO [AHHBIN pasfie/l — €NVHCTBEHHbII HEAaBTOPCKUII B aH-
TOJIOTMM, BCe IIpOYMe IIPeICTaB/IAT MO3TOB (0T AjekcaHppa broka po
Bennpr AxmapynuHoit u Mocuda Bpopckoro) mHAuMBUyanbHO, a He B CO-
CTaBe KaKOI-1M00 IPYHIIBL. DTO MOXXHO CYECTb 3HAKOM TOTO, 4TO IIpef
HaMU TIONBITKA TIPECTAaBUTD «OapayHyI0 IIKOMY» KaK sAB/IEHNE He CTONBKO
3CTeTUYeCKOe, CKONIbKO COL[MAIbHOE; eC/IM IIpOYMe IpeCTaBIeHHbIe I03ThI
MHTEPECHDbI COCTABUTENbHUIIE KaK MPEACTaBUTENIN HEKOETro IO3TUYECKOro
KaHOHA, TO «0apayHble» aBTOPBI CKOpee PeIpe3eHTUPYIOT HelIpUB/IeKaTe/Ib-
Hble CTOPOHBI COBETCKOI IeVICTBUTENBHOCTH. IIpemaraeTcs B3IIAn Ha «6a-
PavHYIO 1033MI0» ONHOBPEMEHHO KaK Ha IapalnTepaTypy, HaclefyoIlyio
HETIOJLIeH3yPHOMY (DOIBKIIOPY, U KaK Ha sAB/IeHUe B paMKaX MHTePHAINO-
HaJIbHOTO TIPOTECTHOTO ABVKEHN s, BK/TIOYaolliee TI093UI0 OM THIKOB:

4 B anTomornu oH mpescrasnen Kak “Henri Sabgir” 9to ne onmbka: «Cynsa mo Bcemy, Carm-
rup u Cabrup — [Ba ajbTePHATUBHBIX HAIMCAHNA OGHON U TOI ke pefKoil (0coOGeHHO B
Poccwmiickoit nmmepun) eBpeiickoit gpammmm» (Illpaep/IlIpaep-ITeTpoB 2004: 126) Panuuii
Camnryp B caMoM Jielie 4acTO MOAMMChIBAACA Kak «Cabrup»: cM., HalpuMep, HOAMNCAHHYIO
MMEHHO TaK ero MofgbopKy B IIePBOM HOMepe CaMM3IATCKOro >KypHama «CuHTakcuc» (1959);
3amevanns Bcesonmoma Hekpacosa («[...] mmcaBmmm B Te mopsl ce6s depes 6 — Cabrup
[...]» (3bikoBa/IleHckas 2022: 143); manepy Ockapa PabuHa, sHaBiero Camrupa c eTCTBa,
mcatb umerHo Cabrup (Tam sxe: 248) u T. .
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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 kauecTBe ITIaBHBIX IIpeNCTABUTENEN «6apadHOIN TT0931M» U (BO3MOXKHBIX)
KOAMUKATOPOB CaMOro MOHATHSA HasbiBaloTCst Canryp v 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 ITommmo Camrupa u XonyHa, Aajee JOBOMBHO HOPOGHO TOBOPHUTCA O TIECEHHO 03NN
Anexcanpipa Famua: “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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ToBopss o «bapauHoil 1033uM», Kapraiil OFHOBpPEMEHHO BbIJe/IsAET
«ukony» (Xomuu u Canrup) u numer o «6apadHoOCTM» KaK TeHJeHIuu. B
paMKax IOfl0GHOI TBOJICTBEHHOCTY HEM30EXKHO BO3HMKAET «Mepliaolee»
OTHOIIIEHMe K Has3blBaeMbIM aBTOpaM KaK TBOPYECKM 3HAYMMBIM ¥ KaK K
IpefCTaBUTE/ISIM HEKOETro OOIIeHAPOJHOTO IIPOTECTHOTO [BIDKEHNUS (HO B
TO K€ BpeMsl U MAprMHAIBHOTO IO OTHOLIEHNIO K «OOJIBIION» MO93UNU SIB-
TIEHVIS).

ITa COYYBCTBEHHO-CHUCXORMTENbHASA IIO3ULIMA I03BONAET XOMUHY
copMynIMpoBaTh CBOI KOHIIEIINIO «6apauHOIl T093UN», B HEMAJION CTele-

HI U B LIEJIOM, I B M€/1I049aX ITOJIEMNYIHYIO K CKa3aHHOMY Kapnaﬁm6:

«bapa4Holl MmKOMBI» Ha caMOM [iefie He CymecTByeT. [loxamyif, TONMbKO
IBOMX IMOITOB MOXXHO OTHECTM K 9TOil IKone 6GeccriopHo: EBrenmii Jle-
ounpgoBnd KpommBuuukuit n s1. Tamua (cratest Onsru Auppeesoit (Kap-
Maiiib)) — He GapauHblil MO3T, OH HeceHHUK-catupuk’. Tenpux Canrup,
eC/IM y Hero 4TO HAIMCAHO, TO BCe 3TO IOOOYHO, HE OCHOBHOE B €r0 TBOP-
vectBe. IIOTOM OH U Teleps ellje CIMIIKOM IICEBOKIACCHYeH IS GapadHo-
TO IIO9TAa, KOTOprﬁ JOJIJKEH 06]Ia/f[aTb CTUJIEM HECKOJIBKO HPI/IMI/ITI/IBHI)IM,
BepHee — IPOCTBIM, KaK U TO, O 4eM OH mumreT. Ho 310 y>ke TOHKOCTM.
Moskert, s ommbaroch. Benp Onbra Auppeesa (Kapmaiinp) cMoTput Ha 9TO
H_II/IPCZ «BapaqHaH 10931 A (LU/ITaTa) MOXET paCCManI/IBaTI)CH, KakK IIpOsABIIE-
HIle MIMPOKOTO MHTePHALVOHATBHOTO JIBIDKEHN A, KOTOPOe OTpakaeT Heflo-
BOJIBCTBO ¥ OECIIOKOIICTBO JIIOfieil — CBUJeTeIell paspylieHns BYePAIIHIX
LileHHOCTel». BOT BupinTe caMi, KaK MIMPOKO. MoxXeT, Tak BCerfa U cIydaer-
CA: II0O3ThI HI/[IIIyT, CO31aK0T, a KpI/ITI/IKI/I y)Ke BO3BOJAT 3TO B OHpeHeHeHHbII/MI
paHr, TEeIIAIT Cep)KaHTCKI/Ie nim reHepaanKI/Ie IIOTOHBI.

Ecnn CMOTpeTI) Ha J1e/10 BOT C TaKOJ TOYKU SPCHI/IH, TO IIOYTU BCHO ]IeByIO

noasuio (1 gaxxe Cryukoro, Kopskasyuna u EBTymenko u BosHeceHckoro),

6 Ee anTonorusa pomua 1o nmpepcTaBuTeNell MOCKOBCKOro aHzerpaynzia. Cama Kapmaitn, Haun-
Has ¢ 1959 T, 6piBana B CCCP u o61anach ¢ IpefcTaBUTE/SIMY HETIOALIEH3YPHOI KY/IbTY-
PpbL, uTo oTMevaeT 1 XonuH: «O4eHb TONKOBas >keHUMHA. S ¢ Heil 3HakoM. V] 3HaKoM ¢ ee
ponurersimy, Bagumom AHpipeeBbIM 1 Mamalei» (XomuH 2020: 163). Bagum Anpipees, cblH
Jleonypma AHfpeeBa, TI09T, IPO3aMK, IPYHAI Iocye BoitHbI rpaxkgaHcTBo CCCP; ocTaBasch B
CIIA n pa6oras B OOH ¢ coBeTcKoit CTOpPOHBI, OH Takxke 4acto 6prBan B Coerckom Corose.

7 Ilpumep oueBupHOro Bodpaxenus Kapmair.
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MOXXHO BCeX CIOfia BKIIOUNUTD. Y KaXX[JOTO TellepelIHero moaTa ecTb «bapad-
HbIe» VI, KaK OfHaXX bl BeIpaswics Crenad lllunayes, — 4epHBIE CTUXI.

(XonuH 2020: 161)
Taxas mupora Mofgxoya BeI3bIBaeT y XOMMHA HEKOTOPBIN CKEIICUC:

OpHO MOry cKasaTbh ¢ TOYHOCTbIO (MHOTMeE Telepb OyIyT HpUMa3bIBaTbCA K
HOBOMY HaIIpaB/eHN10) <:> POjOHa4Ya/IbHNKOM IIOZOOHOTO pOfia I0I3UN SAB-
nsercsa Esrennit JleoHnoBidy, cospaTeneM (CTPOMTENEM 3TOTO 3[jAHNA) <—>
a n ordactu I'enpux Canrup, n ordactu Cesa Hekpacos, oryactu OKyz-
xaBa 1 Tamnd (OHK-TO YK 06 3TOM U He mymamn)<,> H0suK AJeKoBCKuiL,
Oxpumenxo, Cama ApOHOB — BCE IECHI.

(Tam xe: 161-162)

XonuH (B IPOfO/KEHNE YoKe TIPUBEJIeHHOTO BBICKA3bIBaHMA 00 OTCYTCTBUN
y «TepMUHa» aBTOpPA) HECKONbKO TAaBTOJIOIMYHO yKasbiBaeT: «CTUXU 3TH
IOV Ha3bIBaIyM GapavHbIMM, TOCKOMBKY OHM HEMOCPENCTBEHHO O Gapakax
(He narepHbIX®) HamMCaHbl U O TPAXKJAHAX, MPOKUBAIOUINX B OTUX 6Gapa-
kax» (TaMm >xe: 162) 1 TaeT Takoe pasBepHYTOe OIpefe/eHne «6apauHOCTI»
KaK IIO3TNYIECKOMY CBOﬁ[CTBy:

BoT TUIIMYHOE CTUXOTBOPeHEe «6apaqHOro» HaIllpaBIeHNs.

1) IPOCTOTA M3/IaraeMOro MaTepuaa.

2) mpocrora (GOPMBI ¥ OJHOBPEMEHHO (B Mepy) OPUTMHATIBHOCTb.

3) MeCTO JeiicTBUsL — Gapak mau mo6oii IPYToii JOM, MEIIaHCTBO, HU3MEH-
Hble YYBCTBA, 3BEPCTBO HA YPOBHE KBAPTUPHI, ABOPA, YIMIBI, BHI3BAHHOE
MEJIOYHOCTBIO, 1 T. [i.

S pan, 4ro Temeps (touka 3penus Onpru Anppeesoit (Kapmaitnb)) Bce aTo
IepepocyIo B HeuTo Ooibliee. EBrennit JleoHMZOBUY, K IIpUMepy, Ha3bIBaj
ce0s1 T03TOM OKPAVHBL

MBI — ropof, ero 3aKOY/IKH, 3afBOPKIL.

(Tam xe: 162)

8 Emje ogHa mogyepkHyTas nomnpaska K Tekcty Kapmaii.
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Taxoro popa TeopeTmdeckre BBIKTAJKM XOMNH MOAKPEIUIAET JeMOHCTpa-
1ueit 0co060T0 BO3IENCTBUS «OapauHbIX» CTUXOB HA PELMIIMEHTA:

ITomuto. OpgHaXXAb! YnTan s rae-1o ctuxu. OpHa (BO BpeMs YTEHMs) JKeH-
I[HA BOCKIMKHY/A: «MHe KakeTcs, 4TO Ha MeHs (MMess B BUAY MOU
CTI/IXI/I) BBUIMBAIOT IOMOU». BOT BbICIIasg IIOXBajaa «6apa'1HOMy HOSTY».
YyBCTBO HM3MEHHOTO CYLIECTBOBAHIS JIIOfEl ZO/DKHO OBITH IepefaHo C
TaKo} CUJIOJ, YTOOBI (€C/IM OMMCBIBAETCA JIpaKa) 4eJIOBeKy (4MTaTeNnio) Ka-
3aJ10Ch, 9TO €r0 CaMoro M36uBarT. YTOOBI CTUXM MAX/IN: K/IOTTAMM, TIOMOJI-
KOJI, 0005IMM, KYXHeJl, TeCTHUYHbIMU KJI€TKaMM, TOBHOM, MOYOiI — BCeM,
YTO OKPY’KaeT MPOCTBIX IPaK/aH, )KMUBYIINX B Oapakax, B 00I[eCTBEHHbBIX
KBapTUpax.

(Tam xe: 163)

B T0 e Bpems1 XO/IMH MOFYEPKUBAET CrelnPUIHOCTD «0apayHOro» IIOAX0a
(BHOBD OTKa3bIBast gaxke Canrupy B IpaBe OBITb «OapauHBIM» ITOITOM «6e3
0roBopok»’: «Y Canrupa CTUXY CIMIIKOM 3MOI[VOHATbHBI, HY>KHO 4TOOBI
B3I/Is17; OBII HECKOJIBKO CO CTOPOHBL, 1 He 31mo». Y mamee: «Onbra AHppeeBa
(Kapraiiib) TOYHO OMeTIIa 9Ty 0COOEHHOCTD. YKasib, 4TO OHa XKMBET He B
Poccum» (Tam xe: 163).

ITo Xonuny, «bapayHoi» MO>KeT ObITh HasBaHa I033MUs HETaTMBHOCTH,
BK/IIOYAIOLIE)l NpPM 3TOM MHPUMWUTUBM3M, TUIeppeanusM u, Ooree
(baKyIIbTaTI/IBHO, yCTaHOBKy Ha OTpMuaTeHbHyIO peaKumo HEIIOATrOTOBJIECHHOT O
penymuenTa. 3gech MOXXHO BCTIOMHUTD U3BeCTHBIN Te3uc Makcnma [llanmpa
0 parMaTuKe aBaHrapya'’; ofHaKo aBaHTapIHOE «HETPUATHE» PELUTTIEHTOM

9 B samucax XonnHa BooGIIIe HEOJHOKPATHO BCTPEUAIOTCS JOBOIBHO KPUTUYHbIE OLEHKH Call-
TMPOBCKOTO TBOPYECTBA; CP., Hanpumep: «X0TA B KaKoii-To Mepe E<srenmii> JI<eonnmopuy>
npaB. UpesmepHas nepusHa Canrupy spepur» (Xomms 2020: 78).

10 «He coBceM ACHO, KTO Xe pearupyeT HeCTBUTENbHO aJleKBaTHO: TOT /iU, KTO IOHMMAET,
MM TOT, KTO HE IIOHVMAET, TOT, KTO IIPMHMMAET, VI TOT, KTO HE IIPMHNMAET. HOCKOJ’II)KY
LIEHHOCTb TAKOTO MCKYCCTBA IPAMO IIPONOPLMOHANbHA CHle peakumy (MfeanbHblil CITy-
Yait — cKaHoas), <IpaBUIbHee» BOCIIPUHUMAET TOT, Ubsl PEAKINs CUIbHEE, 9bs ,,007IbIIIe 10
MOJY/TII0“ — He3aBUCKMO OT ee 3HaKa, Oy/ib TO ,[UTIOC MU ,MUHYC". A TaK KaK OTPHIATeNb-
Hble PeaKLyM, KaK IIPaBUJIO, CH/IbHEe MON0XKNUTETbHBIX, 60/Iee ,,BEPHBIMIL CIef[yeT IPU3HATD
nmMenHo yx. He mpuemmonuit aBaHrapia 06bIBaTe/Ib €CTh €ro CaMblil a/leKBaTHbII YNTATeNb,
CITyIIaTeNb, 3pUTE/b — TBOPYECTBO aBAHTAPANCTOB, B NIEPBYIO OYepesb, OOpallleHO K HeMy
1 COXpaHsSeT CBO€ aBaHIapjlHOe KauyeCTBO TOMBbKO [0 TeX II0p, HOKA MPOJO/KAET BbI3bIBATh
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31eCh 3aMEHAETCA CKOpee «HeTaTUBHOI COMMIAPHOCTHIO» C BBICKa3bIBAaHIEM,
Cyl’TeCTI/Ieﬁ, CBO@O6paSHI)IM «T€ATPOM JKECTOKOCTU». prl"aﬂ BO3MOJXHaA
Hapajenb — ¢ 0039PUYTCKON YCTAHOBKOI Ha peanM3aliiio 3CTETUYECKOTO
KecTa Kak MpeMeTHOro, BelecTBeHHOro («CTuXu, cTaBIIye Belbio» ') —
37IeCh JIMIIACTCS YTOMMIECKOTo (Iepa, OIATh-TaKy IPOSIBIAETCS He IIPOCTO
B HETaTMBHOM, HO 1 CHVDKEHHOM BapMaHTeE.

XonMH 3ajjaeT ABOIHYIO, @ IO CYTHU Je/la U TPOVHYIO NepPCIeKTUBY IO-
HUMaHUA «6apa‘1H017[ I10331M», KOTOpasA JINIIb BHEIIHE IIOXOXKa Ha 3aMe-
yanua Kapmaiin; Bo BTOpOM ciaydae IpaHMIbI ABJIEHUSA OYePYMBAIOTCA
HEYeTKO ¥ BHYTPEeHHe IIPOTUBOPEUYNBO, B IIEPBOM >Ke IpefaraeTcs OT/In-
4YaTb «MICTMHHBIX» «6apaqu1x IIO3TOB» (I/ICK}IIO‘II/ITCIII)HO KPOHI/IBHI/ILIKOI‘O
n camoro XonuHa, BeceBonmoma HekpacoBa, psim moaToB-6apnoB, HO, CTOUT
3aMETUTDH, HE SHa CaTyHOBCKOI‘O, HE€ YIIOMIMHA€MOIo B JaHHOM KOHTEKCTE
BOBCE), COOTHOCUMBIX C 9TOI TEHIEHIMEN JIUIIb OTYacTy (B TOM YMCIIE U
Canrupa, TPaIUIMOHHO MOMEIAeMOTO B «Ipo» «6apadHoll MKOMbI»)'2 1
HeKle OTHeIbHble IPU3HAKY «6apadHOil» TEHAEHIUN, KOTOPble 0OHAPYKU-
MBI «IOYTH Y BCEX» IPeICTaBUTENEN «IeBOi» (B T. 4. 60Jiee UeM Jieranmct-
CKOI1) II0931M.

Takoe «paclelieHHOe» IIOHMMaHMe «0apadyHOll II093UN», OYEBUJIHO,
ObIIO IpUCylle He ofHOMY XOMMHY (XOTA U chOPMYIMPOBAHO UM MaKCH-
MaJIbHO 3a0CTPEHHO); K IpuMepy, lenprux Canrup ynoMmmHaeT (4TO Xapak-
TEPHO — Y)Ke B IIO3[HEM TEKCTe) «acTpanbHO-OapayHble pacckass» H0pus
Mawmeesa (Canrup 2023: 628), pacmmpsist Ipefensl «6apadHOCTH» [0 MPO-
3bI (Kak 9To cfienana Kapraiii, ¢ ropasgo MeHbIIMMY OCHOBAaHUAMI, IO OT-
HomeHuto k Abpamy Tepny / Augpero Cunasckomy). IlocreneHHo, ogHaKo,
6ojee KOHBEHIIVIOHA/JILHBIM CTaJ0 OTOXKAECTBJIEHUE «OapayHON LIKOJIBI»
TO ¢ «JIMaHO30BCKOJ IIKOMOV» (MM «Tpymmoit») BoobOuie, To ¢ EBrennu-

ero akTMBHOE HempuaATye (6ojee TOro, MMEHHO B 9TOM HENPUATUM U COCTOUT OIpaBJaHMe
apanrappa)» (Iammp 1995: 136-137). KypcuBom 3aMeHeHa paspsjika aBTopa.

11 Cm. moppobHee: Kykyit 2010: 165-174. Taxxke: «He pas roBopuam o cKymbOTypHOCTH, BBI-
JIET/IGHHOCTY Belljelt XOo/miHa; 1, 6ecCropHas MaTepuaabHOCTh, OUMIEHHOCTb (OPMBI OT
pedrekcuy mpuzaBaga CTMXaM KadyecTBO, O KOTOPOM roBOPMI XapMc: 6pOCHTb CTHXOTBO-
peHue B OKHO, U OKHO pasobberca. OT cTuxoB XO/MMHA IIOBbIIETA/IN BCE CTEK/IA B IapaIHOM
JBOpIIe COBETCKOI 033um» (KynakoB 1999: 157).

12 CrefryeT oT™MeTHTD, 4TO fiaxke 6uorpadmyueckn CaryHosckuit u Canrup, B ormune ot Kpo-
mBHULKOro, XonnHa, Ockapa Pa6uHa, He MMeny «6apadHOro» OIbITA XKUSHIL
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eM KPOHI/IBHI/IHKI/IM 1 €Tro IpsAMBIMU YI€HNKaAMU CaHI‘I/IPOM 1 XONMUMHBIM

(mpy MI0OBIX MPAKTUYIECKU MOCTXOMMHCKUX MHTEPIIPETALMIAX — «SEPOM»
paccMarpuBaeMoOro sBJIEHN); PACLIMPUTEIbHOE TOJIKOBaHME OKas3aloch
IPaKTUIECKV OTOPOLIEHHBIM, a IPUIIMChIBaHUe OAPOB U [ja)kKe JIeTaTbHBIX
IECTUECSITHUKOB K «OapavdHOil» TeHIEeHIINN 3a6b110¢b 2. BeeBomop, Hexkpa-

COB IIMcaml o «6apa11H0171 T1I033M1I» B PA3INYIHBIX TEKCTAX, MEHASA CMbIC/IOBbIE

OTTEHKI, HO B II€JIOM MICXOQWII N3 «ANEPHOTO COCTaBa»:

ITpo ce6s TOYHO MOTY CKa3aTh, 4TO A cebs HMKAK He HAa3bIBA/ U HA3bIBaTh
He XOTes, ¥ He MOMHIo, yTo6b Xomyu u Canrup HaspiBamm cebsa «bapad-
HBIMIU [IO3TAMI», XOTSI, KOHEYHO, OHU TAKOBBIMM SBJIS/IUCH, M Ha3BaHUE B
9TOM CMbIC/IE€ K HUM IIPMMEHEHO OY€HDb yAadHOE, I K EBrenuio HCOHI/IHOBI/I-
4y Kponusuuuxomy toxxe. KonedHo, 1 K HeMy 3TO OTHOCUTCS — BepHee, C
HEro 3TO HAYMHAETCA.

(3n1x0Ba/TleHCcKasA 2022: 103)

IIpn sToM Mo 0co6o BeienaTbcsa mubo Canrup u Xonmuu', mbo opuu

XomuH. «II0OMOXUM, XONMMHCKME CWIBHO OapadHble, CANTVPOBCKUE dep-

13

14

15

Brpodew, 371eCh eCTh MCKTIOYEHMA: TaK, C «OapavHOIT IT0331el» COMOCTABIISAIOCh TBOPYECTBO
Onera Ipuropnesa (Kysbmuuckuit/Kobanes 1980: 333); Anexcanzpa Ecennna Bonbninna (Tam
Ke: 105-106); Anekcanzipa Benudanckoro: «KoHe4HO, 910 He GapadHasi M093Wsl, HO C IIeii-
saxHoit mpukoit E. KponmBHuikoro — mesIa ,,cmo6ook — mmn pansero Be. Hexpacosa,
CTOJIb K€ IMMaHEHTHO UTPOBOJ, CMBIKAIOLIECA He TObKO C IPUMUTUBOM, HO U C JIETCKOII
110931e€ill, paHHMe CTVXY Benmdanckoro BIojHe cornoctaBuMsl. He pymaro, 4to TyT 6bUIN Ka-
KIe-TO BIMAHNUA (XOTSA BemraHCKuit TMaHO30BCKYIO TI093MI0 3HA), TYT IPOCTO KaHPOBOE
COBIIafieHIe, HO BecbMa cumnToMariaHoe» (Kymakos 1999: 287); Jleonnna Bunorpagosa: «Ilo
noaruke JI. Bunorpazos oueHb 61M30K paHHeMY, »0apadHoMy X0JIVHY, TO)Ke BeCbMa ,4acTy-
mevHomy . Ho, KOHeYHO, KaHp TyT HeCKOIbKO Apyroit. JI. Bunorpamos He cosmaBan amoca,
OH TIpexie Bcero mpuk» (Kymakos 2007: 206) u Ipyrux, HO, KaK IPaBIUIO, TV COMOCTABIIE-
HIS1 IPOM3BOJSITCS C TeM, YTOObI HEMeIEHHO YKa3aTh Ha IIPVHIUII/A/IbHbIE Pas3/INdIsL.

Cp. taxke: «Cam E.JI. KponuBHUIKMIL, T09T CBOCOOPA3HBIIT ¥ MHTEPECHDIIL, ObIT B GyKBa/b-
HOM cMbicyie cnosa yunreneM L. B. Canrupa u V. C. Xommnnza. Beex Tpoux elje HasbIBaoT ,,0a-
pausnble moatsr» (JKypasiesa/Hekpacos 1996: 305).

«[...] y Hux <Xonuna n Camrmpa> 6blIa Takag — Kak Obl CKasaTb — HeratuBHas MaHupe-
CTApHOCTb: OTTPAaHNMYNUTD CBOK mmardopmy. He To uTo6bI yTBEpANTD, @ OTTPAHUYNUTD: BOT
oHt Takue. [Ipu momoum vero? IIpyu momomy 6apadyHOCTH, IPAB/BI-MATKIL, KAaK ee Hafl0 pe-
3aTh, 1 KaKie TaM KIIIKY, ¥ KaKye TToTpoxa, — 3710poBo! K aToMy 51 oTHOCMIICA ¢ yBayKeHM-
eM: [IOHMMAJI, YTO TaKas OIlepalysi ZO/DKHA ObITh IIPOM3BENEHa, U TOTMA OHA ele Oosblie
IO/DKHA OblIa OBITH MPOM3BEfIEHA, YeM Ceifdac, KOIJja STUM BCe 3aHSINCh C paspelleHIs»
(3pikoBa/IleHcKas 2002: 106). CTOUT OTMETHUTD 3/1€Ch MPMHIIMI HETATUBHOCTM, KOTOPBII yC-
Marpuan HekpacoB 1 0 KOTOPOM s IUCAI BBILLE.
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HO-CIOpHBIE <CTUXIT> KaK OHM €CTbh, NIPeJIaraTh I AeTeil — HepeaTbHO»
(OKypasneBa/Hekpacos 1996: 2016); «J kak TonbKo He pazobadany V. Xomu-
Ha. VI xak Heopeanucra pasobmadanu. VI kak 6apagynoro nosta» (Tam xe: 365).

3HAYNUTENIBPHYI0 PO/Tb B OKOHYATEIBHOM «CPALVBAHNUN» «OapadHOi» U
«JINaHO30BCKOI» «IIKOJI» ChIrpana mybnukanus B antonoruy Koncrantuna
)16

K. Kysbmunckoro (Kyspmmackuii/Kosanes 1980) °. Kak 13BecTHO, peTeH-

Iyst Ha 0630p BCell HEMOALEH3YPHOI PYCCKOSI3BIYHOI 1109311 COBETCKOTO
Corosa, KysbMuHCKMTi Tak 1 He co6paj CIeluanbHblii MOCKOBCKMiT Tom';
TeM He MeHee, y)Ke B IepBOM TOMe IIpeJicTaB/leH pasfienl «bapauHas IIKoma»,
BKJIIOYAtonit «saapo» uenukoMm (Kpommsamiknit, Xomus, Canrup), HO K
TOMYy e 1 of60pKy SIHa CaTyHOBCKOTO, Ka)XKeTCsl, BIIEPBble BK/IIOYEHHOTO
B 9TOT KOHTEKCT, a TAK)Ke IIOMEIeHHOTo 0coOHsikoM BceBomoma Hekpacosa.
ITpu aTom cob6CcTBEHHO «bapadHasi» TeMa HOHMMAETCS TOBKO B IIPUHA/Ie-
xaieM Onyapny JIumMoHoBy ¢parMenTe odepka o KponuBHuiikom (HasBaH-
HOM «0OapayHbIM fienoM»: «bapauHas mopMockoBHast MockBa pasiyuBaeTcs
B cTuxax KponmBHUIIKOTO, I'y/IseT, ZOCTYIIHBIMU €Ji CIOCOOaMY BeCeTUTCH,
IbsiHasE KyPa>KUTCS U B OYAHM TIIyxo U 4epHO padoraer» (KyspmmHckmit/
Kosarnes 1980: 271); «/Iupudecknit repoit KponmmBHUIIKOTO KMBET PSALOM, B
6apake. OH TOKa TONBKO CKENTUYECKUIT OGE3BONbHBII HAOGMIONATENb Hede-
JIoBevecKoil aToi >x1u3HM» (TaM Ke), M B JTMMOHOBCKOM >Ke odepkKe o Xo-
nvHe: «Vropb X0onuH B CBOMX IEPBBIX CTMXaX PasBepPHY/I OapayHyIo TeMy
KponusHuiikoro, nepenec ee n3 [1ogMOCKOBbs B TOPOZI, B METPO, B KPMBbIE
nepeysky, Bo Bce 3Ty TeKcTmnbuky u TaraHky, Iie MCIIOKOH BEKOB I'He3-
mutcs pabounit mog» (Tam xe: 317). B ogepkax o Canrmpe, CaTyHOBCKOM
n HekpacoBe «bapadynasi m093usi» He YIOMIHAETCs, HO CO3HAeTCs obmiast
paMKa (HeCKOIbKO CMeleHHas KOMIIOSVMIIMOHHBIM OT/elleHMeM ITy6nmKa-
it HexpacoBa ot paspena «6apaduHOll LIKOMBI») U NPeACTaBIeHbl BCe M-
TEpO «OCHOBHBIX» «IMAaHO30BIIEB»; K TOMY ke B ouepke 0 KponmBHUIIKOM
(mpaBpa, B LMTaTe M3 HEKPOJIOra eMy, HammucanHoro Hukomaem BokoBbiM)
yrmoMuHaeTca U «/ImaHo3oBckaa mkoma» (Tam sxe: 270). IlepeMelreHHbIN
B UCKYCCTBEHHO CKOHCTPYMPOBAaHHYIO «(pOpMajbHYI0 IIKOTY» (Ifie OH CO-
cenctByeT ¢ Iennapmem Aiiry, Bragumupom Bypudem, Ienpuxom Xyzmsaxo-
BbIM), HekpacoB B pyrom MecTe TOMa «BOCCOE[MHEH» C JIMAHO30BCKIMMU

16 dopmanbHO B KauyecTBe BTOPOrO COCTaBUTe/A Oblt ykasaH Ipuropuit Kosarnes.
17 CM. 06 3T0M: AXMeTbEB 2022.
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COpaTHMKaMU, OJJHaKO JKe B KauecTBe «6bapaqHoro moara»: «[...] rpoe — He-
KpacoB, Canryp, Xo/mMH — COCTaBWINM OCHOBY 0apavHOI IIKOJIBI, TO3IHEEe
Boun B rpyniy ,Koukper“» (Tam xe: 370). Vicropust aToit Muctudmkamy-
OHHOI1 IpymIbl TpebyeT OTAeNbHOro paccMoTpeHus (moppobHee cm.: Ilas-
JIOBEL] 2021: 41-43, a Taxoke: KyKyil 2016: 211), OGZHAKO Ba>XKHO TO, YTO IS
Ky3sbMMHCKOTO B €r0 TUTEPATyPTPETrepCKoil MpaKTUKe NPUHININATbHBIMU
OKAa3BbIBAIOTCSI JIBE, Ka3ajoCh OB, IIPOTUBOIOIOKHBIE YCTAHOBKIU: CTPEM-
JIleHNe K IIOJTHOTe 0630pa, UIMPOKOMY KapTorpadgpupoBaHNUIO IPOCTPAHCTBA
He3aBVICUMOI IT093UM U ee KIAcCU(UKALNOHHOE YIIOPSJOYMBaHIE, U OFHO-
BPEMEHHO aHAPXMCTCKOE HeXXelaHVe UCXOJUTb 13 CTPOIMX METOHOIOTIYe-
CKMX YCTaHOBOK. Ky3bMMHCKIMIT HAXORUT 00LIMe KPUTEPUNU [JIs BBIfIeIEHNUs
TeX WIM MHBIX 97IEMEHTOB KIacCUUKALUI: B 9TOM CMBIC/IE peajbHbIE CO-
obmiecTBa, aMOp(HBIE COEUHEHNSI ABTOPOB IIOf] YCIOBHBIM 0603HaYeHeM
"I OTKPOBE€HHO BBIMBINIJIEHHBIE ABJIEHUA IIPEKPACHO YKIaabIBalOTCA B €M~
HYIO CXeMY:

[...] IpMHIMII KOJIA)KHOCTU TOP)KECTBYET 1 B TOM, KaK pacIpenensioTcs
TE€ WIM VMHBlEe aBTOPBI IO HANPaB/JIeHUAM U TPYyIIaM, KOTfIa OfHU IO3THI
UAYT OCOOHAKOM, PyrVie NMOMELIAIOTCS B KOHKPETHBIE «UIKObD» («buyo-
JIOTMYeCKas IIKOJIA», «TeONIOTMYecKas IMIKOMa» — IO MeCTy ydueOnl, «bapad-
Has IIKOJIa» — II0 JIOKaIM3aluy, «GopManbHas LIKOJIa» — B HOJHOI Mepe
«110 (OpMasIbHBIM IIPU3HAKAM»; 110 MecTy obueit mybmukanym — «I[1oaTs
»~CuHTaKcuca» u T. 11.). besyc/oBHoO, Takas TUIIONOTM3ANs faneKa OT Ha-
y4HOI (X0Ts 0603HaueHMe «pUIONOrndecKas IIKOIa» BOLIIO B OOMXOHN U
CTa/I0 OOLIENPUHSATHIM), YTO [/ COCTABUTENS AHTONOTUY OIISITh XKe IPUH-
LMIIMA/IbHO: €r0 aHTMAKAJeMI3M, BUJUMO, KOPEHUTCA B PyTypUCTUIECKOM
HENPVSITUY «TATHBIX ITOPOKOB aKaJeMUKOB» C MX M3BECTHBIM «00BEKTH-
BU3MOM», TeKOHCTPYUpyeMbIM Ky3bMIHCKIIM.

(ITaBnoBery 2022: 347)

PaHMKaHbeIﬁI KOHCTpYKTI/IBI/IE’:M18 KySbMI/IHCKOI‘O IIPOABIIAETCA B CTUPAHUN
T'paHNIIBI MEXAY Teopmeﬁ[ n HpaKTI/IKOIZ (‘{TO, KCTaTW, BIIOTHE YK/IaJlIbIBA€T-
CA B paMKM aBaHTapJHOTO yTOHI/ISMa), OTHaKO pe3y/bTaTOM 3TOTO CTaHO-
BUTCA HE TOJIDKO IIOPOXJAEHME pa3H006pa3Hbe MCTOPUKO-TUTEPATYPHDIX

18 Hes MICKYCCTBOBEYECKOM, 2 B METOJIO/IOTMYIECKOM 3HAYEHI.
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(haHTOMOB, HO 11 OKOHYATeIbHOE CBA3BbIBaHVE MOHATUI «bapadyHas» u «JIn-
AHO30BCKas IIKOJIa».

Bopouem, B mocnemyromeii JMCCIeNOBaTENbCKON TpafMLIMM, HE BBIBO-
IsiLeil TOHSTIE «0apadyHOCTM» 3a Ipefenbl «/IMaHO30BCKOI» LIKOJIBI, 3TH
SBJIEHMSI MOTYT IIOHMMATbCs KaK CMHOHMMMYHbIE, VIHOI/]A K€ PeUb MOXKET
UATH O «[BYX Gpakiysix» B «/IMaHO30BCKOII IIIKOJIE», YCTIOBHO «6apatHBIX»
(KpormBuunxuit, Xomun, Canrup) M «KOHKpeTUCTCKUX» (CaTyHOBCKMIL,
Hekpacos, npumbIKaomuit K HuM Muxaun COKOBHI/IH19) noarax. Pasyme-
eTCsA, CXeMaTUYHOCTD /MI060TO M3 9TUX IOAXONOB ¥ B I[ENIOM TPajJVIINOH-
HBIl X XapaKTep, CKOpee Y3ya/lbHblIii, HEXKe/IM BIIOJTHE COOTBETCTBYIOLINIT
peaybHOI MCTOPUM JIUTEPaTYPHBIX TpaHchOpMaLuil B paMKaX aHAerpa-
YHIHOI Cpefibl, BoOOIIe IJIOXO MOAAAIINXCS (UKCALNY, TOBOTBHO OYe-
BupHbL. OTHAKO BCe-TaKM 3TV KOHCTPYKIMY He HMOTHOCTBIO IPOM3BOIbHbI
U CBSI3aHBI C OYEBMTHBIMIU CBOJCTBAMI IOSTHKM PAacCMAaTPUBAEMBIX aBTO-
poB. «KoHKkpeTusm» 1 «b6apadHOCTb» MOT'YT BOCIIPMHMMATLCS B KadyecTBe
PasHBIX MPOSIBTIEHNIT HEKOI 60Iee CIOXHOI 3CTETUIECKO OOLUIHOCTH, KO-
TOPYIO PasyMHO IIOHMMATb KaK OOIIeNNaHO30BCKYIO MO3TUKY, He peannsy-
IOLYIOCA HU Y KOTO 13 KOHKPETHBIX IT09TOB-«/INaHO30BIIEB» B IIOTHOI Mepe,
TaK KaK y Pas3JIM4YHbIX aBTOPOB CTOUT TOBOPUTH O OOJbIIEM TATOTEHUM K
OJTHOMY WJIU IPYTOMY CBOHCTBY .

19 B orHomenny nostuky COKOBHMHA HETPUMBMAIBHBI OCTpoeHns Anekcess KoHakoBa, KoTo-
PBIT TIpefiaraeT yBUAETh «,,HeKHOe JInaH030B0, (heHOMEH KOTOPOTO €llle TOMBKO MPEfCTO-
UT TIpoaHamM3upoBarh. He POM3BOJCTBEHHbIE TPABMbI, He TsDKe/Ible [IbsHKI, He MpadHas
YrO/MOBIIMHA, He abCYpJ; TIOBCEHEBHOTO BBDKMBAHMSA — HO KaKOe-TO ITyOMHHOE OIiylije-
HIe YIOTa, OKOsA M B XOPOIIEM CMBIC/Ie CIOBa ,00moMOBIMHbI . Cnabas cuia ,HeXHOTO
JInaHO30Ba“ ISKUT B OCHOBE TBOPYECKOI MPOLYKTUBHOCTY KPOIMBHUIIKOrO, OHa HABEPH:I-
Ka Haiifercs B cruxax Hekpacosa, Canrupa u XonmHa, HO sipde BCETrO OHA PAacKpbIBAETCS
py YTeHun ,npenMeTHnKoB“ CoxoBHyuHa» (KoHakoB 2021: 694). B 6onee panueit pabore
KoHakoB «IlepeBOpauyBaeT» XOMMHCKYIO HEIaTMBHOCTD, IpeJIaras ee MOHMMATh He KaK I'i-
MEePKPUTIIECKYI0, @ KaK 0cBoboauTenbHyo: «IlogpobHoe, CKpyIyIesHoe, TIjaTe/IbHOe OIN-
canye 6apakoB Mo3Bo/sieT XOMMHY IPOAHA/IM3UPOBATH MaTepuaIbHble PENOCHIIKI CBOETO
COGCTBEHHOrO MICbMA M OCO3HATH CBOKO COOCTBEHHYIO aHTPOIONIOrMYeCcKyIo curyamyio. Ee
CITefICTBUS TTAPaJOKCAIbHBL: BCEMM IOPUIIAEMBIIT, MHOTOKPAaTHO OOPYTaHHBIN, HUKOIZIA He
Mo6uMbIi 6apak 060padMBaeTCA BAPYT MPOCTPAHCTBOM CBOOOMIBI, YHUKATBHBIM MECTOM, B
KOTOPOM TOJIbKO U CIIOCOOHA Pa3BUBATbCS e/I0BEUECKAsl JKM3HD, IPAKTIYECKN He OLIYIIAI0-
1ast 9yAOBUIHOTO [JABI€HN ,,aBTOPUTETHOTO A1cKypca“» (KoHakoB 2017: 24).

20 Cwm.: KymakoB 1999: 13-34, 80-83, 131-133, 157-160, 169-171; KylIakoB 2007: 203—-204. 207-210;
ITaBnoBer 2021; Becenn 2021.
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ITpu stoM, Bonpekyu Hauboee IPOCTON MHTEPIpeTall, <KOHKPeTHCT-
CKJIe» CBOJICTBA He CO3[AI0T OIIO3UINY C «OapayHbIMI», HO CKOpee SIBJIA-
I0TCA PasMMYHBIMU CIIOCOOaMU peany3aliuyl CXOAHbBIX Ha OOMbIIeM YPOBHE
0600111eHMsT CBOVCTB. DTy CUTYAIMI0 MHTEPECHO M BaXKHO IIPOCTIEAUTDH B
orHomeHny fHa CaTyHOBCKOro, HOMHOIPAaBHOTO «KAHOHMYECKOIO» «JIM-
aHO30BLIA», HO B TO )K€ BPeMs U II0ITA CO CHEUM(UIECKUM TeHEe3UCOM I
TBOPYECKUM ITyTeM.

Ecnu npocnennth 3a TeM, KakoBa OblIa B3aMMHasl OLIEHKA «/IMaHO30B-
1eB», OOBIKHOBEHHO OTHOCUMBIX K OapayHbIM, M CaTyHOBCKOTO, TO MOXKHO
3aMeTUTb UX HepaBHOMepHOCTb. KpaliHe penkn ynomuHannsa CaTyHOBCKO-
ro B Omy6nMKoBaHHBIX Marepuanax Esrenus Kpommsuixoro?'. Xomuu
TaK)Xe HeyacTo ynoMyHaeT CaTyHOBCKOTO. B ero mHeBHMKax M 3ammcKax
OH BO3HUKAeT JIVIIb ABa>KAbI (OOVMH pa3 B HEITPaJIbHOM KOHTEKCTe, APYToil
pas 1 BoBCe He 0e3 0TYaCTI HeraTUBHOI onjeHKM: «CaTyHOBCKMIL Jajl B JONIT
50 py6meir. SIHa sHato maBHO. Xopommit mosT. Ho denoBeyeckme kauecTBa
He BecbMa: CyeT/INB, SHepruYeH. AKTHBHAA HaTypa KpaitHe. OH Ha ITeHCUIL.
Emy 57 ner 6ymer 23 ¢despans. Kpenkmit, cpegnero pocta. JIbic» (Xonmu
2020: 171). Heckonbko pa3 CaTyHOBCKMUII NOAB/IACTCA B KaueCcTBe SIU30NM-
YeCKOro IepPCOHa)kKa B «HAPPAaTUBHBIX» M0dMaxX XomnmHa («Y30eKckuil Xxa-
naT», «Ppi6uHa PabuHa») 1 KaK OJHO M3 VIMEH B XapaKTE€PHBIX XOMVHCKUX
nepevHsx (B mosMe «YMep 3eMHOII ap» B 4yncie gpyseit 3emuoro Illapa, B
nosectn «[TaMATHUK medke»: «A 4To B 9TO Bpems jenaeT SH Car? Tol MHe
6part, s1 Tebe 6par!» (Xonuu 2000: 66).

21 XapaKTepeH KOHTEKCT: «J/IMYHO 5 CYMTaI0 BaIly MO33MI0 BBICIIMM JIOCTIDKEHVEM Cpefiu Io-
9T0B Haumx jHeit. Jaxe Takue xopeden <sic! — [I.J1.> xak XommH, XBocteHko, Camnrup
u CaTyHOBCKMIT HEMHOTO MEPKHYT U 3BydYaT y)Ke He TaK CBexxo» (13 mucbMa Bcesonmonmy
Hexkpacosy; KpormBauiuit 2021: 777). Boobiije, s CKJIOHEH IOJaraTh, 4T0, HECMOTpsI Ha
CTaTyC «CTApIIMX JTMAHO30BLEB», OTAEMAMINIT MX OT 60Ilee MOJIOLIOTO MOKOJIEHIA TT03TOB,
KponvBuuiknit u CaTyHOBCKMIT IIPEACTAB/IAIT OO0l MAaKCMMaIbHO HPOTHMBOIOIOKHBIE
¢urypsr B aToM Kpyry. OfHY 13 CTOPOH 3T0il IIpobemMbl paccMarpusaet [TaBen YcrmeHckmit:
<<[. ] CTUXU CaTyHOBCKOFO CaMI BBIXOLAT B IIOJI€ IIOMUTUYIECKOTO U B HEM, IIPAMO WJIN KOC-
BEHHO, HO BCe )K€ JJOCTaTOYHO ACHO, YTOOBI 3TO CUMTATD, MaHU(PECTUPYIOT PA3PbIB C OPUIN-
QJIBHOI MJICO/OTIEN U ee PedeBbIMM perpe3eHTalusMit. KponmBHNUIIKNMIL, OfHAKO, BRIOMpaeT
ApYTYyIo cTpareryio GOpMUPOBAHMA ,51% a €ro CTUXNU MOC/IEe0BATENbHO M36€ralT OfHO3HAY-
HOTO HOJIMTUYECKOrO M3Mepenyisi» (YCIeHCKMIT 2021: 235); OFHAKO pas/inyis, Kak MHe Ipeli-
CTaB/IAETCS, He OTPAHMYMBAIOTCS MONMUTHYECKOI npeHTHuKayeil cybbekTa U KacarTCs
BCEX BOKHENMIINX ACIEeKTOB MTO3TUKNI 06OI/IX aBTOpPOB (O 4€M, BIIPOYEM, CTOUT TOBOPUTDH OT-
IIE/IbHO).
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Bornee moppo6HO 1 ropaspo Ommke K «6apaTHOMY» KOHTEKCTY IIMIIET O
CarynoBckoM Canrup. CaryHOBCKOMY NOCBAIIeH «COHET O TOM, 4ero HeT»,
OH YIOMMHAETCA B CTUXOTBOpeHUN «AHren Benndxka». B ouepke «J/Imanoso-
BO 1 Apyrue» Canrup HmofdepKuBaeT «omo3HaHue» CaTyHOBCKUM «bapad-
HOW» TI033UM U YKMUBOIIMCU KaK «CBOEI»:

Hamr 3HakoMblit oaT-nepesogunk (ocobenHo Jlome e Bera) Bonons Byra-
eBCKI/Iﬁ Hp]/[BeH OIHaXbI CBOETO HpI/IHTeHH, TAKOTO Xe yCaTOI‘O, TOXXE JIbI-
coBaroro, Slkosa CaTyHOBCKOro. TOT, yBMU/IaB YKe/IThble COBEPIIEHHO >KJBbIE
6apaky Ockapa ¥ YC/IBIIIAB CTUXM IIPO MX HAce/leHue, KOTOpble COYVMHSI
Viropp XomuH, 06pagoBacs, 6yATo BCTpeTun OM3KIX pofcTBeHHNKOB. OH
ckasan: «30BuTe MeHs MPOocTo STH». VI cTan mMaHO30BLEM, XOTs TPUILET K
CBOEII MaHepe paHbILe U CaM.

(Canrup 2023: 631)

[TpumepHO 3710 Xe moBTOpsieT Camrup B 3aMeTke 0 CaTyHOBCKOM, IpefBa-
psiforieit ero mogbopky B antonoruu Camusdam sexa (Tam xe: 653-654); B
npyrom Texcre, «[loat fn CaryHoBCKuMil», IpeUCTIOBUN K KHUTE X0oUy /iU 5
nocmepmmoti cnaswt (1992), BOCIOMUHAHMS O «bapadHO» OOILHOCTY YCTY-
MAI0T MECTO TIOIIBITKE 0OPUCOBATD Y€PThI ABTOPCKOI MTOITUKIL:

3ech TMOYTM HET YeTBEPOCTHUIINIL, TaK HA3bIBaeMBIX «KMPIMYeil» C UX
06s13arenbHOM prdMOBKOIL. PrdMbl KampusHbl U He cpa3y OOHapyKuBa-
1otcsa. CroBa, B OOBIIEHHOI pedn fajleKkye APYr OT Apyra, Orarogapsi Ha-
[IPsDKEHHOMY PUTMY, MHTOHALIUM, ABVDKEHMIO CTUXA I, IIABHOE, CMBICIY,
CTaHOBATCA pudMami, KaK HalpyuMep: «ronyou... cBojoun...» He mpaspa
1, 3a6aBHO?

(Camrup 2024: 901)

Heb6esbiatepecHo u 1o, uto ropoput o CaryroBckom Ockap Pabun — xy-
NOKHMK, a He I03T, HO Ba’KHelllllee MMs IIPU PasroBope O «OapauHO»
acreTuke. B aBTOOMOrpadmueckoit kuure Pabuna Tpu swusnu (1986) nms
CaTyHOBCKOTO He YIIOMMHAETCS, HO 3aTO IOSB/IAETCS B psAfie VHTEPBLIO.
Taxk, Pabun rosoput: «A SIH CaTyHOBCKMIT TOSIBUJICS CaM: IPOCTO IO CITy-
xaM. OH y3HAJI, YTO CYLeCTByeT TaKoe JIMaHO30BO, I7le MOXKHO IIpyeXaTb
CBOGOIHO U MOYMTATh CTUXN. VI BOT OH mpuexai, npenctaBuics. Jaxe 6e30
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BCAKMX pekoMeHfianuii» (borosBienckas 2014). B gpyrom mHTepBbIO, JaH-
HoM Muxanny Cyxotuny, Ha Bompoc: «He Opl71o y Bac BIieyatTieHus, 4TO
Hekpacos 6mmxe ¢ CaryHoBcKuM, 4eM ¢ XonuHbIM 1 Canrupom?» Pabun
orBevaeT: «BrionHe pomyckaro. He cTO/bKO laXke Kak IO3T, a I10-4yenoBede-
cku 6mmsok. A Xommu ¢ Canrupom NpUHUMINATIBHO Apyrue. Bycsl gpy-
rue, B3MIAAbI Ha Kn3Hb» (CyXOTHH 2024: 231). Barmsag Pabuna He coBmagaer
C CanTMpOBCKUM; NOsABIeHNe CaTyHOBCKOTO B «IMAaHO30BCKOM» KPYTY 3[1eCh
OKa3bIBaeTCsl He CTO/Nb IPOBU/IEHIIMAIBHBIM, & OOIIHOCTD C si/ilepHbIMU -
rypamy «bapadHoOl M033UM» CTABUTCS IIOJ COMHEHMe, IYCTb U Ha ypOBHE
He 9CTETUYECKOM, a MoBefeH4YeckoM. briusocts ¢ HekpacossiM (u, creno-
BaTeJIbHO, «KOHKPETMCTCKOI» NMHUEN B «/IMaHO30BCKOI IIIKOJIE») OKas3bl-
BaeTCs CKOpee aHTPOIIOJIOTMYECKOI. DTO CBUIETETBCTBO OCOOEHHO 1[eHHO
TEeM, YTO MICXOLUT OT (PUIYPBI, OFHOBPEMEHHO HaXOJALlelicA BHYTPU Kpyra
(ma>xke B camMoil ero cepplleBMHe) M OTYACTYU BOBHe (T. K. He MPUHAIEKNUT
CTUXOTBOPLY).

B cBoto ouepenp CaTyHOBCKMIT MHOTOKPAaTHO 1 pasHOOOpasHO IVCas O
[JIABHBIX NPENCTaBUTENSIX «OapadHON» ICTETHKI, BBICTPaMBasi B OTHOLIE-
HUM KaXX/IOTO M3 HMUX MHAMBULYaNbHYIO AMUCIO3UIMIO. IIpakTudecku nc-
YepIIBIBAIONINIT CIIMCOK obpameHnit CaTyHOBCKOTO B IIOTUYECKUX TEKCTaX
K JpyTUM «IMaHOo30BLIaM» faH B pabdore I.3bikoBoit u E.Ilenckoit (2021:
594-595), yKasbIBamoIMxX Ha auddepeHIpoBaHHOe OTHOLIEHME: «XOINH
masi CaTyHOBCKOTO 4alile BCEro mepcoHax, Canrup — TOT, YbM C/10Ba (MHO-
I7la CTUXU, MHOIZIA YCTHBbIE PEIUIMKY, MHOTA JaXke He ,CI0Ba, a ,,MHTOHa-
1110°) CaTyHOBCKUIT IMTUPYeT 1 o6cyx/jaet, a HekpacoB — TOT, K KOMY
CaryHOBCKuMII 06paliaeTcst HeIOCpeCTBeHHO» (3pKoBa/ITeHcKast 2021: 594).
[TocnepHee coobpaXkeHMe HEYLUBUTEIPHO BBUAY YK€ OTMEYEHHON «aH-
TPOIIOJIOTMYECKOIT 61M30CTI», B CIy4ae >ke ¢ XonmuHbIM U CanrupoM MeHs
MHTEpeCyeT He CTOABKO OOLNIT IPUHIUIT B3aMMHO peLeNunu, CKOTbKO
BHUMaHMe CaTyHOBCKOTO MMEHHO K «b6apadHOil» COCTAB/IAIOLIEI TBOpUe-
CTBa V/WIM JIUTEPaTyPHOTO IOBefleHNnsA Toro u papyroro. Tak, o Canrupe
CaTyHOBCKMII IIMIIET JOBOJIBHO IIOAPOOHO He TONBKO B IOITUYECKUX TeK-
CTax, HO M ITIOCBAIAeT €My PasBepHYTBbIN OT3bIB Ha 1M0sMy «CTapukim», B
KOTOPOM YTBEPKIAeT:
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Ecnu yx Bemath Ha HEro sIP/IBIK, 51 CKasaa Obl, 4T0 Camrup — peannct ¢
PpeanbHO CYIIECTBYIOLEN B peaNbHBbIX NIOAX TATOM K MppeanbHOMY. UTO
310 — loromp, unm croppeannsm, STOTO 5 He 3HA.

ITo-moemy, Canrup Bceria UICXOIUT U3 KUSHIL.

(CatyHOBCKMIT 1993: 239)
W panee nopuepKuBaeT:

Vrak, Canrup HUKAKoi He eKaJeHT, XOTA U «/iepOpMUPYeT [1eiiCTBUTE/Ib-
HOCTb», ¥ JIIOOUT M¥CaTh O CHAX, U IpodYee, U Ipodee. XapaKTepHas YepTa
ero IM033UM — COBEpIIEHHOe OTCYTCTBYE OTYASHHOTO MOATEKCTa (YacTo y
Hexpacosa, Xonuna, nuHorga y MeHs): «a, YOPT C HUM, CO BCeM Ha cBeTe!»
Haob6opoT: «uHTEepecHO, 4opT mopepu!»

(O6paruTte BHuMaHMe: y Hekpacopa «rjie X04y, TaM KOHUY» — 37100HO, MO-
XeT ObITD, Tparny4Ho; a y Calrupa «4to X0y, TO 4y4y» — O030pPHO, I, pasBe
YTO IPYCTHOBATO. DTO BU/JHO 13 KOHTEKCTA, KOHEYHO, 8 He U3 CAaMMX IIMTAT).
Canrup — >XM3HepagOCTHDII IOIT.

(Tam xe: 239)

C OJIHOIu/I CTOPOHDI, <«OKU3HEPAJOCTHOCTb» BpPAL JIM COOTBETCTBYET
«6apayHOMY» HEraTVMBUSMY, HO C Apyroit — Calrup «MCXOANUT U3 )KM3HU»:
9TO B OOJIbLIEN CTEIEeHN OTBeYasao Obl «bapadtHO» IUIeppeanucTUIHOCTI
(;[axe y4uTbiBaA CKJIOHHOCTb K OTME€Y€HHDBIM CaTyHOBCKI/IM y Canrmpa
rpoTecKHbIM fedopmanmsam), ecmu Ob He camMa WMHTOHAIVOHHAS
3aMHTEPECOBAHHOCTb B  OKpYy’)Kalolleil JieliCTBUTeIbHOCTH. B sTOM
pasbope CaTyHOBCKMII IOZPOOHO PacCy>KAaeT O CTUXOTBOPHOJ TeXHUKe
Canrupa, Ho 6omee HMYEro He TOBOPUT O YeM-TUOO, YTO MOXKHO
COOTHECTM C «OapavHOll» MOITMKOI KaK Ha ypOBHE TeMaTM3alWM, TaK 1
XYLO>KEeCTBEHHOM UJI€ONOT U

B ormmune or Canrnpa, y CaTyHOBCKOTO HAaIPAMYIO COOTHOCATCA ¢ 6a-
pauHoIt Temarukoit Xonuu u Pabun. B cruxorBopennsx CaryHoBckoro o6a
OHM BBICTYIIAIOT MapKepaMu 6apaqH0r0 Mupa n «6apa¥{H017[» 9CTECTUKMU:

Pabun: 6apaxu, capan, KazapMbl.
[IBa 1jBeTa BpeMeHM:

cepblit
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U XKENTO-(OHAPHBIIL.

Bosgyx

KeJIE3HBIM 3aHABECOM

6bET 110 I71a3aM; II0 MO3TaM.
CrnyTHUIIA )KM3HU — CenépKa.
3apasa — npumyc.

PabuH: pacHMBOYHO 11 Ha BBIHOC.
Pabun: Jlougon — Mocksa

(135]

Kpnun He kpuun,
KapauapoBo He 11pu uém,
OHO MHE HJl K YeMYy:
6apayHblil HO9T

HUropn Cepreesnya Xonns

He TIO-TIO,

ary-ry,

TO 6UIID

OBMEH COCTOJICA! [...]
(283]

Ho peus 3mech ujer He MPOCTO O COMUAAPHOM BOCIIPOM3BEHECHNUN TeX MK
MHBIX TOTOBBIX Moperneil. O6pamasch K KaHOHNYIECKNM «OapauHbIM» MO-
TUBaM (B IaHHOM CIy4ae — K KapTuHe PabuHa, Ha KOTOpOIl n306pakeHa
COBeTCKas MOHeTa Ha (oHe OapayHoro meiizaxa), CaTyHOBCKUII (BO MHO-
TOM BOIIPEKV YCTaHOBJICHHON «0apayHO» HMO3TUYECKON IPaKTVUKE) OFHO-
BPEMEHHO aKTyalIM3MpyeT APyroe 3Ha4eHMe MOHATUA «bapak», CBI3aHHOE
C JTar€pHOII TeMOIL.

[...]

K packanéHHOMy JIUCTY, KaK Masiblibl,
HPUKUIIAIOT TUKA Oe3BUHHO-YOUEHHBIX:
Xapwmc. IInnpHsak. babens.

V1 kpoBaBbIil — He Py0Oenb, ¥ He PyIb —
nAaTak, Ockap —

3aKaTbIBACTCA
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3a KOHIIEHTPALVIOHHBIII /1arepb,
3a Babens,

3a JJanunna Xapmca,

3a bapak,

HAIMCAHHBIN Ha 3a{HEM

WM Ha HepelHeM IUIaHe,
naTak, Ockap.

Tocka.

[493]
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Takoe pacmmpeHye TeMaTHYECKOro IO/ BOOOIe OYeHb XapaKTepHO s
CaryHoBckoro. Jlake Ha TOBEPXHOCTHOM YPOBHE He BIIO/IHE OTBedaeT «0a-
pavyHoOIl» 5CTeTHKE B TOM €€ BapmaHTe, KOTOPbIN MOCTynupyeT XO/MnH, ca-
MoOe, BEPOATHO, U3BeCTHOe «bapauHoe» cTuXoTBOpeHye CaTyHOBCKOro (1

OOHO 13 BOO6H.{C CaMbIX M3BECTHDBIX, 9aCTO NPUBOJAVMBIX B Ka4€CTBE CBOETO

porna gemoHcTpaunu credo moara):

MHe rosopAT:

Kakas 6egHOCTDb coBapsi!
ITa, 6emHOCTD, 6EIHOCTD;
HU30CTb, THUIOCTb 6apaKoB;
CepocTh,

CBIPOCTb CMEpTHAS;

M BEYHBIN CTpAxX: a HY, KaK...
na, 6eJHOCTD, TaK.

(72]

«Bapa‘{HOCTb» 3[€Chb IIOCTY/INPYETCA

KaK CBOJCTBO TIO3TUYECKOTO SI3bI-

Ka, OJHAKO 9TO He IpocTo MeTadopa. «BefHOCTD coBapsi» peannsyercs B
«b6emHOCTY OBITax; MpUCymast Boobue CaTyHOBCKOMY MO3TUKA MOATEKCTA
(He 00s13aTeIBHO, HO B TOM YNCIIE 1 ITOMUTIIECKOT0) MOYXKET YKa3bIBaTh HA
CapKacTMYecKy IepeocMbICIeHHYyI0 ¢opMyny «bpiTue ompepenseT co3Ha-
Hue». B pesynbrare MeTadopa «CIpAMISAETCS» M CTAHOBUTCS METOHMMMUe
(BMecTO «bapaka» Kak ob6pasa s3bIKOBOI 6€THOCTY SI3BIKOBAS U SKUTEICKAsI

0eIHOCTb YPaBHMBAIOTCS KAaK SBJIEHNUS OHOTO MOPSIKA).
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B npyrom tekcre CaTyHOBCKMIT BpOfie OBI IeMOHCTPUPYET 0Opa31ioBbIi
npumep «bapadHoO» ITOITUKI:

XonuT cmecapb MO PEMOHTY,
3aXOMIUT B HAIl Gapak.
JIénbka Pupcosa,

MIOZIPYTa KMU3HI,

OrHeBasi TonoBal

NsmsaAra
psibeHbKas 61ysKa,
U3MeHa B BOJIOCAX,
CITIOASTHUCTBIE
I71a3a — CTPEKO3BI

B3J/IETAIOT — HE B3J/ICTAT.

[TnayyTt, naagyT Bce IEBYOHKI,
crecapb C/I€3bl JIbET.
[TpononackuBaeT KPOBbIO CepAle
PacIpoKIATast TIOOOBb.

(78]

OpHAKO K€ 3TO CTUXOTBOPEHME C/I0KHO COOTHECTM, K TIPUMEpY, C TeMU
IByMs peructpamu, Kotopble Brmajmmcna KymakoB BbiensieT mpu pas-
roBope 0 ImO3Tax «bapadHoro» sgpa: y KpommBHmikoro «ompyuga-
eTCA XapaKTepHaH MATKad MHTOHauuA — ,,JI€9a/IbHO YHIJI6HYTBCH«.
XonMuH ke CoBepllleHHO HermponuiaeM. OH He yIbI6aeTcs, He MPOHU3UPY-
er. On nHdOpMUpYeT, ,,IOBOTNUT f0 cBefieHnA > (Kymakos 1999: 18-19). 3mech
IPUHLIMINATBHO BBIHOCUTCS 32 CKOOKM OTHOIIIEHMe CyObeKTa pedn K IIpo-
I/ICXOHHH.[eMy B HEM, HO HET B TO Xe BpeMH n OTlly>KneHI/IH. BHYTpeHHI/If/'I
MOHOJIOT, YacTO B CAMOM Jle/ie TIPUCYIIUiT MHOTUM TekcTaM CaTyHOBCKOTo?,

22 «IIpoTokonbHO-cTeHOrpadmueckuit ctuap XomHa 1 Canrupa — CpefcTBO IOTHOIO yCTpa-
HEHNs aBTOPCKOro roynoca. CaTyHOBCKMIL, HA060POT, CIVIOIIHOM aBTOPCKMUIT TO/IOC, IMpude-
cKuit MOHO/OT. HO MOHO/IOT 9TOT 0CO6BIIL. DTO BCera pasroBop, B TOM UICTIE ¥ PAasroBOP €
camuM co00i1, pasmbliieHne Beayx» (Kymakos 1999: 26).
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3mech 6yATO OBI He IIPOSIBIEH, OHAKO OH OOHAPYXXUTCS MPY B3I/Isiie Ha 00-
jiee 061IVIe IO9THYEeCK e IPYHIINUIIBL, 00Pa3yIoLlie ero HOITHUKY:

CaTyHOBCKMIT HallleJl CIOCO6 IpOo6/IeMaTH3MPOBATh ABTOHOMMIO JIUTEpa-
TYPHOTO TEKCTa, EC/IM MOXKHO TaK CKa3aTh, C IPYro¥i CTOPOHBI, YeM 3TO Jie-
nanu Gyrypuctsl. I1o-BUAMMOMY, OH IOJIarasI, YTO YeTOBEK BCEI[a MBICIUT
B paMKaX T'OTOBBIX XXaHPOB, IUCKYPCOB, JUTEPATypHbIX (HOpM, KOTOpbIE
OObIYHO BOCIIPOM3BONATCA B CO3HAHMM IPUOIM3NUTENBHO, KaK (DONBKIOP-
HBII TeKCT. (B 9TOM CMBIC/Ie ero MO3TMKA COOTHOCUMA C TeOpUeil pedeBbIX
»aHpoB Muxawna baxrtuHa.) OCKOIKM TaKUX «IIOJYOCO3HAHHBIX» XKaHPOB
U IUCKYPCOB OH ¥ COEIMHAN B CTUXOTBOPeHMUM. MOXKHO CKasaTb, YTO Ka-
XKIYIO U3 TAKMX TOTOBBIX popM CaTyHOBCKUIT «yIaBIMBaI» Ha TPaHMUIIE OT-
YYK/IeHNA OT CO3HAHMA.

(Kyxynus 2021: 637)

Opeon (OIbKIOPHBIX TEeKCTOB (IIPOCTYMAMONINIT JaXke He Ha YPOBHE IIps-
MBIX LIMTAaT, & Ha YPOBHE CUHTArM, ONO3HABAEMbIX KaK «yCITOBHO-(OJIb-
KJIOpHbIE») CTAHOBUTCSI CIIOCOOOM OTOOPa>KeHNsI JPaMaTIIeCKOil OBITOBOIL
CUTyaLny, HO 9TO MMEHHO CIIOCO0 IepeKOJUPOBKIL IIPOUCXO/SILETO B «IO-
TOBBIIT JUICKYPC», @ HE IMMaHEHTHOE CBOVICTBO 9TON CUTyaluu. AHann3u-
Pys LUK «3aBOJ, 3aBOJ, 160 30BETCS...» IPYTOIT MCCIeR0BaTe b HAXOLUT B
HEM CBOJICTBA CJIOKHOYCTPOEHHOM JuanormyHoctu: «Viges KolneKTMBHOM
OTBETCTBEHHOCTM 3a BBIOOP MCTOPMYECKOTO IIYTH, afjpeCcOBAaHHAs HAPOJ-
HBIM MaccaM, He OCO3HAIOIUM ee, OIIpefie/isieT MO3UIINIO TUPUIECKOTO ,,5
eIVHEHE C TOIOCOM XOpa MM OTYYKAEHME OT HEro 3aBUCUT OT PeaKInu
Ha KOMMYHUKATUBHBI mocblU» (Kymarmu 2016: 140). Takoe mpodreHue
HofipasyMeBaeT BHYTPEHHIOI PAaCIIENIeHHOCTh Cy6beKTa B HEKOTOPBIX
tekcrax CaTyHOBCKOTO, KOTOPYIO s KaK pa3 HaXoAua ObI CKopee y KaHO-
HUYEeCKUX «6apaunbix» 1109T0B>. JIns CaTyHOBCKOTO BPS/I /M XapaKTepPHO
OTOXX/IECTB/ICHIIE C HEKVM KOJUIEKTMBHBIM «sI» BHE 3aBUCUMOCTY OT «pPeaK-
UM Ha KOMMYHUKATMBHBII IIOCHII»; CKOpee, ero YyCTAHOBKA 0OO3HadeHa
KaK JMCKYPCUBHBII TeaTp, BK/IIOYAIOMINII Pa3lINdHble pedeBble OCKOIKI,
mpudeM o6beM UX MOXeT OBITh pasiaydeH: OT OYKBaJIbHO OZHOI (OHEMBI
IO MOHOJIOTA MU CLEHBI (B 9TOM, KCTATH, OfHO U3 IPUHIUIINMATBHBIX OTIN-

23 CM. 06 aToM: J[IaBbIJIOB 2022.
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it CaryHoBcKoro ot HekpacoBa, /1A KOTOPOro eCTeCTBEHHO paboTaTb C
MMHMMA/IBHBIMY eIVHULAMI, KBAHTAMI A3bIKA).

HeroxxpectBeHHOCTD «OapadyHoro» y CaTyHOBCKOrO M «bGapadHbIX MO-
3TOB» MOXET NPOSB/ISITHCA M B CBOEro pona MeTapedmekcuy (Mnm maske
camomapopuu). CkakeM B TeKcTe (MMelolljeM II0f3aronoBok «/3 mukia
»HoBble 6apakn“») Bpoge 65 MOXKHO OOHAPYXKUTb MPOHUIO IO OTHOLICHUIO
K 00bIBaTeIo, Iepece/nBIIeMycs U3 6apaka B HOBBIIL IOM, HO COXpaHMBIIIe-

TO IPEXKHIOI CYUTHOCTD:

Bcé ecTb: cympyra, CepBaHT, TelleBU30P, MaTHUTO(DOH.

Ectp VIHTEPEC B J)KM3HU: YEMIIMOHAT I10 XOKKEI0 C MAYOM.

(374]

ITO OTBeYaeT TpeTbeMy M3 IPU3HAKOB «OapauyHON Mo33uy» N0 XOIMUHY:
«MECTO JieiicTBUA — 6apak WM M000I APYroil ZOM, MEIIaHCTBO, HI3MeH-
Hble YyBCTBa, 3B€PCTBO Ha YpOBHE KBAapTUPBI, JBOPA, yINUIIbI, BbI3BAHHOE
MENIOYHOCTDBIO, I T. A.»; «3BEPCTBa» 3[€Cb, KOHEYHO, HET, HO €CTb «Me€lJaH-
cTBO» %, 3aMeTHO, offHAKO, YTO KOHTPKY/IBTYpHBIiT TTadoc XOI1MHa B 9TOM
C7y4ae COBIIAJIaeT C JIeTaTbHOM COBETCKOI caTMpOil B Ayxe >kypHama «Kpo-
KOZIMI», TAK)Ke YacTo LenAllell B «MelaHcTBO». OfHaKO pparMeHTapHOCTD
TEKCTa, €ro MAMIINYecKas CTUIMCTUKA, OTChIIKA K HECYIIeCTBYIOIEMY
LVKITY, Ia U OOIINIT KOHTEKCT TIO3BOJISIOT TOBOPUTD 371eCh 00 OTCHIIKE He
CTONBKO K MEIAHCTBY, CKOJIBKO K JUCKYPCY O MEIIaHCTBe (B TOM 4NCIIe
«6apadHOMY»), MPOHNYECKN IIEPEOCMBICTINBAS VMEHHO €r0; B IMOOOHBIX
TekcTax CaTyHOBCKMIT BBICTYIIaeT KaK IPOTOKOHIENTyanucT. CXOgHYIO I0-
3TN0 CaTyHOBCI(I/If/I AEMOHCTPUPYET B HE JINIIEHHOM 3arajo4HoOCT IIpO-
3aM4ecKoM oTphIBKe «Perjensns Ha mosmbl Vropsa XonmHa 1968 r.»:

XonuH nckan cebs Ha Mapce, a Haiuén B MapbiHOII polile, KOIa XOpOHWIIN
Anexcanppa [laBpiiosnya, otiia Kuper Canrup.

YTo 3HAYUT — ITOIT HALIEN cebsa?

24 «3BepcTBa» KaK Mapkep «0apayHOCTI» BO3HUKAIOT He TOMBKO BO MHOIMX TEKCTaX CaAMOIO
Xosmua, HO u, HampuMep, y mosgHero Canrupa B KHure Hosoe JTuanoszoso (1997), npudem
XapaKTepHbIM 00pasoM «IMaHO30BCKas» MapKMPOBKA 37IeCh OTCBUIAET VIMEHHO K «Oapad-
HOIT» TIO9TUKe KaK CBOETO POfja KBIHTICCEHINN paHHero JInaHososa.
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Korpa-to ®nobep ckasam: IMma — 9TO 5.

IToaTy cpefHEMY LOCTATOYHO, YTOOBI YMTATEIb Y3HABA: 9TO XO/MUH.
Bo/bIIOMY IT03TY HaZ0, YTOOBI YMTATENb Y3HAT: XOMNH — 3TO A.

Torma ctuxm mepectarT OBITh IIPEIMETOM 3CTETUYECKON OL|EHKM, HAIpy-
Mep, MT0OOBaHMS: «aX, KaK 9TO 3[J0POBO CHENTAHO», WM «KaK 9TO HOBO», M/IN
«KaK MHTEPECHO», @ CTAHOBSITCS peINTeil IIOC/IEHUX [JHEll YelloBeveCcTBa.
[277]

B OAHOM I3 MHTEPBbIO Canmp IIOACHAJT:

[...] mepen atum XomuH mycan «KOCMUYECKMe» CTUXY — U BOT IPUHOCUT
TIepBYIO CBOIO I03MY. AjleKcaHzip JlaBpimoBuy 6bII MOJI TECTb, U, KOIZIa OH
yMep " MBI €TI0 HOXOpOHI/I}II/I, XO]II/IH IIOTOM HaIImcan HOBMY. HOSMa ABHO
6b11a HOBaTOpCKast! JTO ellje OJHO [IBIDKEHNe, KOTOpoe chenan XOomnH, —
MOC/le MUHMMATUCTCKUX CTUXOB OH Hadasl IMCATh JAMHHBIE MTO3MBI, aIlo-
(eo30M KOTOpPBIX CTajla 1osMa «YMep 3eMHOII Lap». Bpta 1mosMa Ha JieHb
poxaenust OBcest [Ipusa. OHu ObUIM HAIIMCAHBI TaK, KaK pPaHblile He Muca-
I, IPOCTO B YIIOP.

(KyxynmmH 1999)

B camom pene, IMKII «KOCMUYECKMX» CTUXOB, TIPY BCeJl TeMaTU4IecKol Hec-
XOXKeCTH, MPOJOJDKAIl IMHUI0 «6apadHOil» [033MM: HAXONACh HAa MOSUIINU
TEXHOCKENTUIM3MA® U TApOAUpPYs XapaKTepHble ISl STIOXM YBIEUeHUs
TEXHO/IOTMYECKUMN YTONUAMY, XOMMH CAaTUPUYECKU IepeHoCun ObIT 6a-
PaKOB, «HM3MEHHBIX UYBCTB U 3BEPCTB» B KOCMUYECKOE IPOCTPAHCTBO. B
CBOJIX )K€ «HaAPPaTUBHBIX» IT09MaX OH, II0 CYTH JieNa, o6palasach K TOMY e
MaTepuainy, 9To U B «OapayHBIX» CTUXaX, OTKA3bIBA/ICA OT KPUTUKO-CATH-
PMYECKON MO3UIVM, BBIIBUTAS HA aBaHCIiEHY TUIleppeaansM M YyThb 11 He
TOKYMEHTA/IbHOCTD (K KOTOPBIM, Ha HOBOM BUTKe, B I103Me «YMep 3eMHOII
[llap» BHOBb HobaBUTCS rporeck). ViMeHHO B 9TOM moBOpoTe CaTyHOB-
CKUIT BUANT «obpereHne cebs» XOMMHBIM, HO COBEPIIEHHO He CIyYalfHO
BCIIOMMHAET IIPY 3TOM M3BeCTHOe BbickasdbiBaHye Onobepa. Imma bosapy,
XPeCTOMATUITHBIN 00pa3 MeIaHCTBa, MpefiCTaeT BTOPbIM «si» aBTOpa; Ca-
TYHOBCKUII yKa3blBaeT 3TUM CpaBHEHMEM Ha TO, 4TO, OTKa3aBUINCh OT TO-

25 Ilogpo6uee cm.: PopgyonoBa 2022.
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TaJIbHOJ HEeTaTMBHOCTU «OapadHOli» MO9TUKM, XOMUH OOHApyXuBaeT cebs
COpa3MepHBIM CBOMM IlepcoHa)kaM. V] TakuM o6pa3oM BBIXOAA U3 00/1acTi
«3CTETUYECKOI! OLIEHK!», TO3T 06peTaeT HEKYI0 He MIPUCYIIYIO eMY IIpex/e
TOXXJECTBEHHOCTb C MaTepuanoM. BrpodeM, ogobHas omepanus He OTMe-
HsAeT JVUCTaHINY, OHA MOfipasyMeBaeT JIMIIb OTKa3 OT OLIEHOYHOTO CYXK[ie-
HuA. PeneHsupys takum ob6pasoM 1moaMbl XonnHa, CaTyHOBCKMUII IMUIIET B
HepBYI0 OYepelb O COOCTBEHHON MO3MILIMY, KOTOpPas, KaK f IIbITA/ICS IIOKa-
3aTb, JJOBOJIBHO JjajieKa OT «OapayHol» OPTONOKCUM IIPY BCeM Ka>KyIeMcs
MHOYKECTBE CBsI3€ll M CXOfICTB.

B nostumke fIHa CaryHOBCKOro «bapadyHas» COCTAB/AIILIAs WUIpaeT
3HAUUTEIbHYI0, HO He OIpeMeNAINIyI0 POib, He OTChIIAs HU K IUIIeppe-
AIMCTUYECKOMY MMMECHCY, HU K TOTa/JbHON HEraTMBUCTCKOI YCTaHOBKe
IIPOBOKATMBHOTO XapakrTepa. «bapauyHocTb» y CaTyHOBCKOTO BBICTYIIAeT
KaK OTCBUIKA K 3HAUYMMBIM JIJI1 HETO aBTOPaM, HO B TO K€ BpeMsA I KaK Me-
TOHMMUYEeCKOe 00O3HAaUeHUe TOI A3BIKOBOI «OeTHOCTM», U3 KOTOPOIl BO-
IIPEKM BCEMY BbIPACTaeT HOBasA MMO3TUYECKas pedb.
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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
tusion 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?”:

Kak s >xuBy?

JKuBy HasBy.
IlaBHBIM-JTaBHO
ObIIO MHE TSXKeTIO.
A ceifyac BC€ paBHO.

Bcé paBHO, H1uero.

[39]"

How do I live?

I 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« popunca B 1913 rony B Exarepunocnase — [Inenponerposcke. B atom ropoge g yumncs,
OKOHYMJI LIKO/TY, YHUBEPCUTET, OTCIOfA IOLIEN ,Ha HeMIa“y [3].
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3mech ObIIN OIS TIOIOCATHI, KaK Tajec.
3mech

Jayke KIafOuIl He OCTanoCh.

(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 pna crapukos.
VIm Bcé paBHO: a! ckopo B rpo6
CaMUM.

W ne moromy, uro CTPAIITHO
TIOMUPATh:

a )KUTb, 4TO, Caame?

Ho xax BbI y3HaeTe, KOIfia 51 yMpY,
BCE, UTO 4 JlyMalo,

U HUKOMY He TOBOPIO, HUKOMY?

W uro n He pymaro,

a B cebe nmero?

«B maBHO mpolesiyie BpeMeHa,
KOTJIa elllé Ha CBETE He ObI/IO MeHS,
KOTZIa, KaK B MOpre 1ogopopMoMm,
BO3ZyX Max 1070 o6cTBOM,

B 9TO BpeMst

B Exarepnnocnase X1 eBpeit.
Espeit, epelo,

II0J] €BpeeM, 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...”

Satunovsky’s sense of dread amidst the terror directed at Jews is similar to
Slutsky’s assessment of it. Slutsky wrote:

Jlo mepBoro coo61eHns 0 Bpauyax-yomitliax 0CTaBasoCh MeCAI-IBa, HO Je/0
SABHO II/IO — He 00s3aTelbHO K 9TOMY, @ K YeMY-TO PeLIMTEeTbHO M3MEeHs-
tomeMy cyabOy. [...] HaIBUTa/IOCh HEYTO TAaKOe, YTO HUMKAKOIO TBOETO yda-
cTus He TpeboBaso. [lenathb e KOMKHBI OB CO MHOI ¥ Ha{0 MHOIL. [...]
Hapexxn He 6b110. VI He TONMBKO ONMVDKHMX, YTO OBITO IMOHATHO, HO M OTHA-
nenHbIX. O cBeT/IIOM OyAyIeM He AyManock. IIpeamonaranocs, 4To Oyayie-
TO y MeH: U y JTIofieif Moero Kpyra He 6yfieT HMKaKoro. [IpuMepHO B 9TO e
BpeMs A ynran ctuxu Vinpe Ipuropbesuuy SpeHOypry, u oH ckasam: «Hy,
9T0 OyZeT HaleyaTaHO Yepes3 IBECTH 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 Hajio exatb B Poccuio. Bac Tam Hidero xopoiuero He sxpieT. Bel n 6ecniapTuiiHpiit, u
eBpeit. Jla emte cruxy Takue... [Tedararb Bac Tam He 6ynyT. — Ho Bac e mevaraiT? — BO3-
pasun 6par. — I — apyroe geno, — oreetusn Vinbsa IpuropbeBud, — s yxe B TaKOM I10JIO-
JKeHMI, 4TO He IledaTaTb MeHs oHu He MoryT» (Bychkov 2010: 389).
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Satunovsky revisits his family history in yet another poem:

IIpucannucop
JBOIOPOJHBIE NANbKY — nAfsA Jleononby u ganpsa Mynne
(06a c MAMIHOIT CTOPOHBI); OHM BapI/IX MBIIO

U3 HIYETO0, — UBHOE ObIIO Bpemsi!..

B 6ynyuiem kybe IIBeHIKOB ele GpyHKIIMOHMPOBaa

XOpajbHas CYHArora,
HO MBI He Bepunu B bora, —
mbl, getu Kapra JIn6kuexta u Possr JTrokceMOypr,

Bepunu B KpacHylo kaBanepuio 1 MUpoByo Pesomonurio.

Hapo Mynne
51 3HAJI TONBKO 110 POTOKAPTOUKeE, HO fisAfisA JIeomonny
oru6 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 poem’s 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:

3nech pacctpensanu Té€Tio JInsy, Tétio Conto, TéTI0 Jleny.

TTomxusun CIIYyCTA ME€HA IPUBEIN I TKHYJI HOCOM B MecTto xa3Hu.

Houv Ha 10 cenmsbps 1973, [lnenponemposck

(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 theyre
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
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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:

XONMH TOBOPUT — HUKOMY:
KOMY-TO, Ha KOTO €MY,

B CYIJHOCTH,

abCOIOTHO II/IeBaTb.

S roBopro: cam cebe;
6e3 cBupeTene;

C 3aKPBITBIM PTOM.
Ienpux — saroBopun: Bcem.
Bcem, umeromum ymm.

Bcem, He umeromuM yues.

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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CHOMHHBIM IJIaBHUKOM!
[Marunpem!
OxaMeHEeBIIUM CTBOIOM!

YrnekucnsiM KanabiyeMm!

Crpannas,
HEIIOCTVIKMIMAA [/Is MEHA Bepa:
B 00pEYeHHOCTD 1109Ta —

OBITH YC]II)IHIaHH])IM!

20 mas 1965

(nocne umenus Icanmos

8 Alnme, 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:

HecmoTps Ha BCIO CBOIO TATY K MppeanbHOMY — K fedopmanuu fieiicTBu-
TENIbHOCTY, TJ/UIIOLMHALNAM, cHaM — Canrup, B CyI[HOCTH, OYeHb «yM-
CTBEHHBI», PAIIVOHAMBHEI M03T. OH KaK OBl TIPOITYCKaeT CKBO3b MOST,
OCMBICIMBAET UppeanbHoe. VppeanbHoe CMYXUT NMULIb HMPEAMETOM [JIist
OCO3HaHMAA, U B 9TOM cMbicie Canrup 6mnke Kk Xopgacesuyy, K CelmbBUHCKO-
my u Cnynkomy, yem K broky u Ilactepnaxy, umm, ckakeM, K AXMagy/in-

HoOIt 1 BosHecerckoMy. Boobie — ero putM — HMKAKOTO LIAMAHCTBA, HU

6  This essay is also discussed in Mikhail Pavlovets’ article on Satunovsky as literary critic in this
volume.
7 «[...] uHTOHaIMA YemOBeKa, JOBEPUTETHHO PACCKA3bIBAIOLIETO O TOM, K YeMY OH BOT ceifyac
IPYCIYIIMBAETCS, WIM IPUCMATPVBAETCs, K TOMY, 4TO OH BOT ceityac oTkpeiBaet» (Ibid.).
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HaMeKa Ha COMHaMOy3u3M. DTO PUTM CO3HATE/IbHOI MO3TUYECKOil peun. S
JINYHO TOXKE OTHOLIY ceOA K YMCITy CO3HATENbHBIX MOITOB |[...].

(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  «BWHA IIOJIOBVMHA / IIPO3payHas — PaBBMHA / ¥ CTeHa — / 4y>kas TeMHasA cmvHay (Ibid.: 51).
9 «OueHb 3HAYNTEBbHBI 00pa3. MHe TMYHO OH HAIIOMVHAET U O CTEHe IUIAYa, U O ,JBIPSBBIX
CTaTysIX COBPEMEHHBIX (pPAHIIy3CKIX MACTEPOB, KOTOPBIE 51 BUJE/ Ha MOCKOBCKOII BBICTABKe.
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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

HanomuHaer o paspyutennom Viepycammme u Porreppame Lagkuna» (Ibid.).

10 «f Moitmra 3 bepapraeBar; «f1 iy mapxaTblit epbMOM HaIXaTblil. / MHe MaMATHUK CTOUT B
Potrepmame» [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 MHe
253. 71. 47.

Tocnogn! He 3amemmn —
2 3BOHKa

(Sapgir 2004: 154)

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

2 rings

12 «B ,Ilcanmmax® [...] ectb n tmrarsr u3 bubnum, 1 Moit HoMep TenedOHa, U PELENThI, 1 HaJl-
IIMICH, KOTOPBIE SI BCTABIWI B CTUXI. ITO GbUI KOJUIAX, KOTOPBIN 1 eCTb nocTMoepHusM. Ho
Hay4I/I MeHs BCeMy 9TOMY aMepPUKaHCKILe TION-apTUCTbl» (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 [ocmoga Ha TMMIIaHAX
Ha GapabaHax

......... (Tpu TYNKMX yzapa)

2. XBanute Ero B KOMITaHMAX MTbSTHBIX

............... (BBIpyraThCsl MaTepHO)

3. XBanure Ero Ha cOOpaHMsX eXXeHeeNbHO

............... (mBe-Tpu ppasbl u3 razeTsr)

4. HeunenopasgenbHo

................ (meTckmit /emeT mpa-s3biK)

5. XJ10masi B 1afiomin

......... (TpM pasa XJIOIHYTD B JIa/jOILIN)

6. XBanute Ero no-cobaunnu

......... (Tpu pasa nmponasiTh)

7. ITo-Bomubu

......... (TpM pasa pOBBITD)

8. Momya nukys

................... (MomyaHme)

9. Bce moimnanee ma xBannut ['ocroma
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.................. (kpuunTe BOIMTE OPUTE CTYIUTE —
TOTHOE

0CcBOOOXKIEHME)

Anmnnyiis!

(12 pa3 Ha Bce najbl)
(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



124 Marat Grinberg

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 «9TO HacTOsAMIAsA eBpeiickas MelofusA / ee men Koraa-to foHbiil JaBup nepen mapem Caynom
[...]» (Sapgir 2004: 471)
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1. Ha pexax BaBuioHcKuX cupeny Mbl 1 I1aKaan
— O HOpu-HOpa!

— O Hopu-HOpa pyoro!

— HOpe rome moit moit! Becenee! —

CMes/IACh IJICHNBILME HacC

— Ep sanrT Bu nu ajinure Haxruranpb

— Beitu 6aurap! Beitnin 6aiton!

— IOne rope mnammn! Ton-rom!

2. OHU CTOAIM CTIOXKMB PYKM Ha aBTOMATax
— O fIxse!

UX COOAKM-YOMIIIIBI TTIATEIN Ha HAC

C TI06OMBITCTBOM

— O neitBu 6aapam 6awpt [Tnox

Ha 3eMJIe Iy>Koii!

3. KnpHas KonoTb Hamux gerei
oceflaja Ha IMLax

U MBI yXOJUIN

B TpyOy Kpemaropus

IBIMOM — B HEOO

4. ITonomuu I'ocioput ceiHaM EgoMoBbIM
nenb Epycannma

Korpa ony roBopuin

— Llepmropen! mpukas Nei2s

— Qepunxren! [Ipnkas Ne126

— Qepunxren! Ne127

5. llouepn BaBuioHa pacxa>xuBasy Cpeiy Hac
[IOCKPUIIbIBASI TAKMPOBAHHBIMU CATIOXKaMM —
HIeCTUMECAYHbIE OBEYKN

C HEMELKVIMM OBYapKaMMU

— O "opu-HOpa! pyono!

Xneict! xmpict! —

Epmnccen

Oescero Jlpusy

125



126 Marat Grinberg

6. BrakeH KTO BO3bMeT ¥ pasobber

MJIaJIeHIIeB BalllX O KaMeHb.

(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 Edom
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:

[Tpnesxaem B XapbKoB.

Cre3aeM ¢ MallIMHBbI.

Bosne mamsaruuka IlleBuenko

CMeX U C/IE3bI )KU3HN.
Macca BONbHBIX KeHIITH
Ty/IAeT 10 Camy,
MOJICa)KMBAETCA Ha CKaMeIIKYy,

3aBoaut beceny |...]

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, 4To a1 numry,
9TO, B CYIJHOCTY, KOMMEHTAapUNL.
Iletut. OT cunbr —

Kypcus (kypcue — moti!)

A tpe >xe Kanon?
I'me — bopyx Aro,
ApsHoit dneheitns,
Ap<s>Hoit Ixon?
[514]

14 «Cxaxure, a Heyxeny / Bcex / eBpees yourm? / O, Mbl y>xe U 3a0bUmi / KOTJa OHM ObLIN»

(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 I'm grateful to Harriet Murav for first suggesting this parallel.



130 Marat Grinberg

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 childrens 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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[Inka 6en Mnka Jpus
IToar

ITaTpnapx

Wyneiicknit naps ConoMox
TTorommit

Csou mecHnu 6e3 c10B

[...]

CrykHeMcs 16aMu
B gecTp
Benuxkoro esperickoro [loara

[...]

0000 arayooooo
Cunuma mmma
Cunuma mmma
Arayoo00000
JInma o JIuma
Muryra Ocama

Illnoa mmoa mmunnumn
(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 agauo0000
Silima shima
Silima shima
Agauo000000
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:

CMOTPIOCDH B 3TO 3€PKasIo
KaK B IIO/ICTPOYHIK.
I'masomep xusHM

OJXUBJIAET I'71asa.

Ha, crapuk Ipus
ocTajICcs pe6EHKOM.
TonbKo 3aMacK1MpoBaICs.

Tonpko MoxoM o6poc.
[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 mepef fiBepbio,

CTy‘{y, Kp]/[‘{y Ha BCHO ]ICCTHI/I‘{HYIO KHCTKy
— Osceit! —

OH 6bUT cTapiie MeHsA Ha IIATUIETKY.

(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 nu 4,

gTo JIpn3 ymupaer?

Hyman mu Ipus,
YTO OH yMUpaeT?

Hyman nu oH,
gTo JIpn3 ymupaer?
(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:

I[Toxa He MepseNIb aBIeHNA,
HY 73, IIOKa He M3MepsIelllb,
370pOBbe BpOZie KaK B JOBEpUH,

7 6OJIEH MU HET — He 3Haellb.

Ho nmucTba 5ENnTble OChIIaiCh,
3€/IEHBIX MaJIO OCTAETCA.
VI Osceit, ctpody ponuceisasi,

¢ MuIIHe 601610 paccraercA.

[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 Ovsei, 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”. Its 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 [lpus unran cBou cTUXu Ha upuil. V cpasy sxe — mo-pycckn. JaBan
cBOU Bepcun IepeBofoB. [...] O unTan n ynran VIHOr#a ocTaHaBIMBaCH,
9TOOBI PACTONKOBATH OCOOBIN CMBICI TOJ VMM MHOI MeTadOpbl MU CUTY-
ary. [...] OBceit YnTan HeIpUITa)KeHHbIE MOJCTPOYHMKY, KaK 6yaTo Ob
Tecas KaMeHb MOTM/IBHBIX IAMSTHUKOB. Teca KaMeHb IaMsiTi.

(Shrayer/Shrayer-Petrov 2004: 180)
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Opvsei 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:

[TepeBoppl — mepeckasbl,
HepeKpoIky, nepudpassr;
CYHbCSA HE yMeK4M —

saryoumb Crux — 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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OrpomHBbIit Topos, —
YcnyBumnit ynein —
Momnyarn.

Y HacTexb

OTKpbITOTO

OxHa

B nerkux yenmHokax
IloxaunBanuco
TlopcuHeHHbIE CHOBM/IEHUS.
Bupyr

ITO ITTyXOHEMOE TOP>KeCTBO
IIpopesan

Hapcapnbiil Kpuk:
— Ba-a-upKy 3a-pe-3a-nu!

WU cpasy

AJBIM NO>XXapoM

BcnbIxHYT 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
(u Bcex yObIOT).

Beex —

KOMaH/IMPOB POT:

«Po-Ta, Bnepen, 3a Po-o...»

(omepeBeHeeT poT).
Stux. B zemrre.
«Crnblinb, 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,
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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 poem’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, I 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:

Her Hukoro Ha cBeTe
JKeJTaHHe!n

STON JyPHYIUKM,
30/TyIIKM HAIIeH, DIbKIL.
B3san 661

” Chert Ob
M3IOMUHBI-BECHYLIKI
C 9NIbKMHOVI TIENKN.
A re eé mom?

3a 6pomom.

A yeM OHa maxHeT?
Ménmom,
Onbka-KoHomnenbka.

Wrpaiire, xupoBcKue getn!
Ha ckpumnxe!

Ha ¢rneitre!

Emé He 3axrnm

IS Bac
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OCBEHIMMCKIEe

CBECYKMN.

[173]

There’s no one in the world
more desirable

than this plain looking
Cinderella, our Elka.

Td take

and eat

all the raisins-freckles
from Elkass 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” -
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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:

...I'onoyx He moBop.
Hapo GbITh CUTBHBIM.
MysbiKa, IpUHECH MHE
MOTUH/OBU],

u3 Vlepycanuma.

(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:

Puska Bosipckas yxe Torga 6blta mpukoBaHa K noctenu. bes HagpsiBa, HO
C HeBBIHOCUMOII ITTyOMHOI, OT KOTOPOil OKaMEHEBAIOT Ha MeCTe, OHa «IIPO-
BbUIa» 9T0T Ilnau. 5 cupena [...] B ee yboroit kBapTupke [...] Hanpotus Mo-
CKOBCKOJI KoHcepBaTopuu [...] SI He Moria mogHATHCA ¢ MecTa. JIpus moutu
BBIHEC MEHS Ha Y/IUILY.

(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 Lifshitss
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 Ha3BaTb HI 3BYKOM, HU CTIOBOM, 9TO KaK CIIIOIIHAs 60/Ib, KOTOpas ellje
ycunmBaeTcs oT npukocHoseHus» (Tam 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 Jlunoseyxuil

Cruxu c raseroii: nonutTndeckas nossud Ana CaryHoBckoro

Pesrome: B crarbe ctuxorBopenusa fna CaTyHOBCKOro 1960-80-X TOfIOB aHa/IU3M-
PYIOTCA 4epes MX CBA3b € IyONMMKaLMAMM B COBETCKMX raserax. VccimemoBaHie 1o-
KaspIBaeT, 4T0 CaTyHOBCKUIT He NEKOHCTPYMPYeT IIONUTUYECKMIl JUCKYPC, @ MIIeT
BO3MOXKHOCTH /ISl TIOTUTUYECKOTO CAMOBBIPAXKEHN s, OPTAHMYHOTO J/Isl KOHTEKCTa
€ro MOBCeNHEeBHOI Xu3HN. OH HAXOAUT TAKOil A3BIK /A BHICKA3bIBAHUA MONUTH-
YeCKUX CYXK/IeHUH, KOTOPBIN OIpefieNiAeTCs eT0 KOHKPETHBIM 9K3VCTEeHIVATbHBIM
U MCTOPMYECKMM IIOHMMAaHMEeM aKTyanbHbIX curTyauuit. ITocTrosHHas pmckyccus
CaTyHOBCKOTO C Ta3eToll IO3BONAET eMy CPOPMUPOBATD MOMUTUYECKYIO CTOPOHY
CBOETO MHAMBU/YANbHOTO ¥ B TO K€ BpeMs TUIIMYHOIO OIBITA U TaKMM 06pasoM
YCTaHOBUTD IIOTMUTUYECKYIO aTeHTHOCTD 3a Ipefe/laMi COBETCKOTO IONMUTIYECKOTO

RUCKypca.

KnroueBbie cmoBa: monmTUYeCKast 1103314, KOHKPETU3M, II0O3TUKa yMOH‘IaHI/Iﬁ,

COBETCKaA Cy6']>eKTI/IBHOCTb

B 1974 rony fIn CaryHoBCKMiT mycant:

... 5 He 00JII0 «330II0BCKOTO
A3BIKa», He IIPUMEHAIO.
Ia>ke mosgHero 3a6001Koro

Kak-To He BoclpuHUMAIO.
(358]

U peitctBuTenbHO, CaTyHOBCKUIT He IPHOETaeT K «330M0BY SA3BIKY», KOTa
IUIIeT O CTAJMHCKOM I IIOCTeCTATMHCKOM Teppope, O 3aManTyMBaHUM
X0/IOKOCTa, O COBETCKOM aHTUCEMUTHU3MeE, O NIpec/IefOBAHNN AUCCUEHTOB,
0 BTOp>KEHUM B YeXOC/IOBAKMIO, O COBETCKMX 3BEPCTBAX BO BPeMs BOJHBI.
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Bes or/sijoK 1 06MHIKOB OH INIIET I O O3TAX, YOUTBIX VTN MPeC/IefyeMbIX

PeXMMOM. B ero cTmxax IOMMTHYECKNe BBICKAa3bIBaHMA, KaK IIPaBUJIO,

OKpallleHbI 37IbIM capKasMoM. Hepefiko B HUX 3ByYMT MPOHMYECKMIT CKa3 —

HepefanIuil rooc «HapoAa», K KoTopoMy CaTyHOBCKMII OTHOCUTCA

6es Bcsikoro muerera. Kak u Bce B3pocmble ctuxy CaTyHOBCKOTO, OHM He

IpegHA3HAYA/IVCh AJISI IIEYATH, U OH CeOs B HUX He CLIePXKIBAET.
CaTyHOBCKMIT HACTaMBaeT:

MeHnbllie BCEro A X0Uy 3arajiblBaTh 3arafiKu.
Ho s xo4y roBoputhb
TO,

4TO s X049y I'OBOPUTbD:

OXAIIbIBaTh IOXMa,
00TUCHIBATb TPUMCEI,
IBYMEPHBIIL, a TO U OfHO,

KaK IIpu3pakK OT30BMU3Ma.

30 OKMAOPS 1969
[287]

B 9TOM CTUXOTBOpeHMM OTKa3 OT 3arafiok B IIepBOil CTpode pesKo
CTaJIKMBAETCS C 3aTaIOYHOCTHIO (M JadKe 3ayMbI0) BTOPOTO Ye€TBEPOCTHUIINS,
MIOpOXK/Iasl HepaspelnMblil mapajokc. K ToMy ke, moueMy BTOpasi CTpoO-
Ka HaumHaerca ¢ «Ho» — pasBe ee CMBICT IPOTUBOIIONOXKEH CMBICTY
nepBoii? Kasanoch Obl, HET, «X04y TOBOPUTH TO, YTO 51 XO4Y FOBOPUTH» —
U ToBOpIo 6e3 3arajjok. OHAKO U3-3a «HO» CHBIIMIUTCA JIPyroe: s rOBOPIO
6e3 OOMHSAKOB, HO IOYEMY-TO 3arafbIBal0 3arajiky, XOTS 1M He XO4y 9TOTO
IenaTb — O YeM ¥ CBUIETeNIbCTBYET BTOpast cTpoda.

Eue 6orblite yeIoXKHseT MbICIb CaTyHOBCKOTO O 3araIOYHOCTH II093UN
CTMXOTBOpEHNE, HAIIVICAHHOE B TOM XKe TOfy, HO HeCKOIbKMMM MeCAIaMM

paHblIe:

BeCCMbICTII/ILIa, ABYCMbIC/INIIA, CYUTAJIKA,
Ha4Hy CHa4aia, YTOOBI 3alluIIajao B ropiae
KaK OT aHI'MHBI,

3araHy 3arayiKy,
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KOTOPYIO PasrajibIBaTh He HAJO,
KOTOPYIO He/b3s He yrafaTb —

II033UI0...

10 pespans 1969
[284]

CaTyHOBCKUIT OTpUIIAeT 3araflo4HOCTb (CBOEN) II093MM, HO YTBEPXKJAeT,
9TO 3arafloYHOCTh — OHa )K€ «OeCCMBICINIIA, IBYCMBIC/INUI, CINTANIKa» —
JIeKUT B OCHOBe Mo3THYeckoro apdekra. Ee He Hafo pasrajipiBaTh, HO e€
HeoOXOIMMO 3arafiaTh.

B sTux mapajjokcax MOXKHO YCMOTPeTb OTTONOCKN (OPMaTNCTIIeCKIX
upeit BuxTopa IIIk710BCKOTO, KOTOPBIN, HauMHasA co cTaThy «VICKyccTBO Kak
IIpueM», TOBOPWI O 3arajikaX Kak O TpajyIIMOHHON (opMme ocTpaHeHUs, a
3HAUNT, M YCTONYMBOM KadeCTBE IMOITUMYECKOro A3biKa. ¥ CaTyHOBCKOToO
«3araf[O4YHOCTDb» SABIAETCS 060POTHO CTOPOHOI IPO3PAYHOCT U IPSIMOTHI
ero ctusA. Cpefiut ero TeKCTOB BCTPEYaeTCsl HeMaso TaKMX, KOTOPBIX MHave
KaK «T€MHBIMI» He Ha30BEWb. VIX MOBOIBHO MHOTO, ¥ OHM OTKPOBEHHO
3arajlouyHbl. Hanpumep, BOT Takoe CTUXOTBOpEHUE:

Bce nymalroT oHO U TO Ke
n FOBOpHT OJHO 1 TO XK€,
HO I‘OBOpHT OJHO,

a IyMaloT JpyToe.

[167]

CMBICTT 9TOTO CTUXOTBOPEHMS HMPOSICHUTCS, €CIy OOpaTUTh BHUMaHUe Ha
[aTy IOf, CTUXOTBOPEHNMEM: 16 OKTAOps 1964 ropa. 3arnspbiBaeM B «V3Be-
CTMA» 32 3Ty JATY M IPAMO Ha IepBOIi II0/I0ce BUAMM CTefyloliee:
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COOBIL EH HE
'O IVNIEHYME HEHTPAJIbHOI'O
KOMUTETA KIICC

| 14 oktabpa c. r. cocroanca Mnenym Llentpansioro Komurera KMCC.
| Mnenyi LK KIICC yaosnetsopun npocsty 1. XPYLLIEBA H. C. 06 ocaoBoxaerun
|
|
|

ero or o6msanHocren Mepsoro cexperapa LK KMCC, unexa Mpesupnyma LK KMNCC
u Mpeaceaatenn Cosera Munuctpos CCCP & Consu C MPeKMOMHBIM BO3PACTOM
U YXYALLGHHEM COCTORHUS 3AOPOBLA.

Mnenym LK KMCC w36pan Mepssm cexperapem LIK KMCC 7. BPEXHEBA . Y.

B NPESHAHYME BEPXOBHOIO COBETA CCCP

| B D G
A mmm.e.mu zon. Xpy n
e Tipenauyna Bepwon. | T s b

COBETOB JENYTATOB TPYAAU[UXCSA CCCP

The 27 (arin
_ e w455

ariuua, 16 oxTaGpa 1964 r. ] Uewa 2 won.

VKA3 MPE3UAMYMA BEPXOBHOIo COBETA CCCP
O HA3BHAYEHMUMN toB. KOCBITHHA A. H.
NPEACEAATEAEM COBETA MMHUCTPOB cCCCP
Hasuauyirs os. Kocsruma Anexces Huko- | ro 3anectureas Mpeacexarean Conera Munuit

e e G ey
, ocaoBoaus ero or o6aaannocredt nepao. | °TPOP CCCP-

4 e . eorraRaE. L. M. BPEAKHEB, A. H. KOCHITHH,
Moo, Fpax. 18 okrtpa 1941 Tepasiit cexperaps LK KIICC. Mpencexares Conera Mumerpon CCCP.

Xﬁ"n;ém?n.i”“f. x.fm'.’my."u‘eﬁﬁ';iini.‘;"n‘;;’,’mﬁ‘Zi.”.’..ﬁu..f..f w KOCMOHABTbI PACCKA3BIBAIOT 'z

e

C IKHTAKEM RKOPABAS  <BOCKOA

Wnn. 1

CMBICT CTUXOTBOPEHUS MEHSETCA: OHO Telepb YMTAeTCA KaK I03THIYe-
CKUJI KOMMeHTapuil kK o0bABIeHnio o cHATuM Hukursl XpylieBa co Bcex
TOCYJApCTBEHHBIX M IAPTUIMHBIX NOCTOB. Umrasa rasery, CaTyHOBCKuMIit
TOMBICIMBaeT CyXol A3bIK «VI3BecTuii». IloBTOpAIOIIEeca «OHO U TO XKe»
MUMETUYECKM IOFYEPKIMBAET TaBTOMOIMYHOCTD OPUUMANTBHOTO IUCKYp-
ca, a OHOOOpa3HO-Ka3eHHbIe PeaKI[Mi Ha 9TO 3MOXaNbHOEe COOBITHE SBHO
CKPBIBAIOT IIPOTUBOIIOIOXKHBIE IOUTNYECKNE BEKTOPhI — OT PecTaBpaliiy
CTa/IMHM3MA 10 HaJeXX ], Ha IPOOJDKEHNE IeCTA/IMTHI3ALIIL.

Eme ogue npuMmep — cTUXOTBOpPEHME TOTO >Ke IOfia, HO MecsAleM I103-
e — 26 HOA6ps 1964 rofa:

Ha Hocy fieka6pb. Ha 1BOpe CHEXOK.
Ilopn cHexxkoM emoK, Kak 3aMeTu1 bok.
Bor n bnoka Her. IlacrepHaka Her,
OJMIHOKO MHe B JIE[IIHON CTPaHe.

[169]

Yro aTo — meit3axkHas nupuka? Ilpu yem 3pecy brok ¢ nuraroi us «Jse-
HajuaTy» (IO, CHEXKKOM JIeOK»), M OTKyAa B3sca Ilacrepnak? 1 mo-
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YeMy 3a CHEXXKOM U JIeKOM B YeTBEpPTON CTPOKE BBIPACTAET «IeHsAHAsd
cTpaHa»?

Papu sxcriepuMeHTa 3arnsAnbiBaeM B Te ke «VI3BecTuA» M HAXOAMM Ha
YeTBepTOll 1mojoce crarbio Bragumupa OprioBa, U3BeCTHOTO TUTEpaTypoBe-
fla ¥ TJIaBHOTO pefiakTopa «bubnmmorekn moartar, moy HasBaHueM «Becomoe
CTI0BO — I033Us1». B 9TOJ 2/1eTaHTHO ¥ YMHO HallMCaHHON cratbe OpnoB
obpyumBaercss Ha «popmanusm» B 1modsun. CBOM BBIIAABI IIPOTUB MO-
JIONBIX «HOBaTOPOB» C MX KOPHEBBIMU pudMaMy U CBOOOJHBIM CTUXOM —
«3a4acTyI0 HACTONBKO CBOOOTHBIM, 4YTO OH pasBamubaeTcsi» — Opros
060CHOBbBIBaeT LIUTATON 13 MICbMa BllOKa — «CTUXU B GOJIBIIOM KONMYe-
CTBe Bell[b HeBBIHOCUMAS»:

[Tepens6bITOK TaKo¥ IO BHEIIHOCTY «HACTOSAIIEN» I1093UMM, B KOTOPOIL,
Ka3asoch Obl, «BCe HA MeCTe», HAYMHAET OITIYUIATh ¥ COMBATDH C TONKY de-
JIOBEKa, Jla)kKe VIMEIOIIer0 HEKOTOPbIil ONBIT obpalleHns co cTuxamu. Bee
qalije JIOBUIIb cebsi Ha COMHEHMM: A [UIs 9ero, COOCTBEHHO, 3TOT HaPsJHbII
6eHra/IbCKMIT OTOHD, YTO 1 He CBETUT M He rpeeT? A [ajblile, IIAVIIb, Ha-
YMHACIID yXK€ BePUTh, YTO «CTUXMU B OONMBLUIOM KOMMYECTBE BEll[b HEBBIHO-
CI/IMa}'{»l, KaK CKa3a/l OgHa)X[bl OOVH yMHbIﬂ JINTEPATOP, a BCIEN 3a HUM
mosropun Asnekcannp Brok. VI BoT Befgp 4TO: mpM BceM pasHOOOpasun
«(popMabHBIX IPMEMOB» TaKVe CTUXM B CYLIHOCTU OE3/MKIL.

(OprnoB 1964: 4)

A B ¢uHane crarby, nmoxBanus SIpocmaBa CmensikoBa Kak obpaser opra-
HIYECKOI «IIapTUITHON 1H033uUM» 6e3 (POpMaTUCTUYECKUX «BBIKPYTacOB»,
OprioB 6e3 ykasaHMsI MMEHN KPAaMOIBHOTO aBTOPA IIPUBOJUT CTPOKY U3 II0-
aMel [TacTepHaka «BomHBI»:

HacrosAmuii Ho3T UILeT ¥ BCErAa HAXOAUT B KAXKJOM CIIydae caMoe HY)XXHOe,
«eIVHCTBEHHOE» CI0BO I, KaK IIPaBUJIO, 3TO CaMoOe IIPOCToe CI0BO. TakoB
6p1 yTh brioka, MaskoBckoro, AceeBa, 3abomorkoro. Bee oHm, Kaskmblit
HO-CBoeMy JOJI>KHBI 6I)I]II/I N3BJ/I€YDb ypOKI/I n3 CO6CTBCHHOI‘O «OIIbITa 6OHI)-

X IMO3TOB», YTOOBI 06peCTI/I Ty €CTECTBEHHOCTDH, KOTOpAaA OTANYAECT UX

1 Ilnrara n3 crateu A. Broka «bes 60)xecTBa, 63 BIOXHOBeHbs» (1921). BriepBrre arta dpasa
HOsIB/ISIETCS B 3aIIMICHON KHIDKKe Brioka 3a 1911 rog.
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3penoe TBOPUIECTBO. WU, 3ameTsbTe, Y KaXXJoro m3 HUX CBOA IIPOCTOTA, IIO-
TOMY 4YTO 3a CTUXaMI KaXX[JAOro CTOUT MHAVBUIYAaJTbHOCTD IIO3TA, €TI0 IN4d-
HOCTD, €TO XapaKTep, €ro cepane.

(Tam xe)?

OTOT KOHTEKCT, AyMal0, He ABJIAETCA HATAHYTBIM, ITIOCKO/NbKY CChUIKA Ha
[TacTepHaka B To BpeMs Obl1a 6o/lee 4eM pefKUM SBJIeHVEM, a B COYeTaHUN
¢ brrokowm, f1a eme B leHb HaIVMCaHNA CTUXOTBOpEHMs... Takoe coBIajeHue
Ka)KeTCSl HEBEPOATHDIM.

Iurara us ITacTepHaka B 1964 rofiy — HOYTU KPaMOJIbHBIN JKeCT, KOTOPbIM
Ops1oB cMAr4aeT OPTOOKCATbHYIO aTaKy Ha (GOpMannsM I IPOCTaBIeHNe
«IIpOCTOThI». I[loMelieHHOE B iaiorndecKe OTHOLIEHNA co cTaTbeit Opnosa
ctuxoTBopeHne CaTyHOBCKOTO BOCHPUMHMMAETCSA KaK HOTUTUYECKII
TeKkcT. CHATHe XpylleBa HAIIOMIHAET O PEBOMIONNI, TOBOPUT OH, LIUTUPYS
«/IBeHanath» broka, HO 3Ta peBOMIOLNA BeleT HE K OTTENENN, a K elle
6onbinemy moxonoxanui. Ecmu Opnos npespamaer broxa u [TacrepHaka B
HOGOPHMKOB «IIPOCTOTHI», TO A1t CaTyHOBCKOro 06a — >KepTBBI OOMaHa;
noBepuB B pepomionyio (B cmydae ITacTepHaka — B OTTemNeNb), MOITHI
OIINO/IUCD: TIOf CHEXKOM «OYMCTUTEIBHON» METENN CKPBIBAICS JIEHOK;
«IefiTHaA CTpaHa» OCTA/IACh HEM3MEHHOI.

BosHukaeT mpennonoxeHne, YToO He TOMbKO 3T CTUXOTBOPEHMS, HO U
MHOTHe JIpyTHue Cofiep>Kar B cebe MofoOHbIe OTChIIKM K COBETCKIM I'a3eTaM.
Briepsble CaTyHOBCKMIT CTPOUT MOITUYECKMUIT TEKCT HA JUAJIOre C Ia3eToi

2 Ppasa «OmbIT GOMBIINX T03TOB» OTChIIAET K cTpodam ITacTepHaka us nukna «Bomubl» (1931
ITacTepHak 2004: 321):

EcTb B ombITe 60/IBIINX TOITOB
YepTpl €CTeCTBEHHOCTH TOI,
YTO HEBO3MOXKHO, X U3BEIAB,
He KOHYNTD ITOSTHOV HEMOTOIA.

B popcTBe €O BCeM, YTO eCTb, yBepsch
U 3Hasich ¢ 6ygymmm B ObITY,

Hesb3si He BIIACTb K KOHILY, KaK B €pech,
B HeC/IbIXaHHYO IIPOCTOTY.
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B paHHEM CTUXOTBOpeHun «Buepa, omasppiBasg Ha paboty...» (1939)°. Ilo
crmoBaM KpuTuka Bragncnasa Kynakosa:

JInpuyeckuit >xaHp CaTyHOBCKOTO TOYHO ompefenun lenHaguit Ajirm:
«OCTpble, KaK Iepell, CTMXOTBOPEHUA-PEIUIMKN». [lefiCTBUTENbHO, CTUXU
CaTyHOBCKOTO — 3TO IIPEeXJie BCErO PeIUIMKM, BbIXBaYeHHBbIE M3 Helpe-
PBIBHOTO pasroBopa — 0e3 Hauajna ¥ KOHIA. Permkm Heropyroumue, 06-
JMYalolIye, MpOTecTykolue, oOpalleHHble K HeHa3blBa€MOMY, HO BCerja
Y3HaBaeMOMY OIIIOHEHTY, MU PEIUIMKM — pas3MbIIUICHNUs, HaOMIOAeHN,
obpallieHHbIe K caMoMy cebe.

(Kynakos)

B mopsjke rumnoresbl BBICKaXy Crefylollee NPENNONOXKEeHNe: «PErIMKI»
CaryHOBCKOTrO oOpallleHbl MMEHHO K rasere (mosguée TB, opunmansuomy
IUCKYpCY B IenoM). Pasymeercs, IOMHast MpoBepKa 9TOM IMIIOTE3bl Ipef-
IO7IaraeT J/INTeNIbHOE M KPOIOTIMBOE McclefioBanHue. S ke orpaHM4mMiICA
CTMXaMM 1960-80-X rofoB. B kayecTBe Marepmasna fifidl COIOCTABIEHUI A
UICIIO/Ib30BAJI TOIBKO OfiHY rasery — «JI3BecTusa», koTopyto CaTyHOBCKMIt
YUTa/l PEryAsAPHO U BbeIMBO. Pasymeercs, pesynbTaTbl 3TOTO UCCIENOBa-
HUA HOCAT IIPe[iBapUTe/IbHbIN, 2 BepHee, pa3BelbIBaTe/IbHBIN XapakTep —
BOIIPOC B TOM, IIPOCMAaTPUBACTCA JIN 37€Ch OCOOBIN MOSTUYECKUIT «METOT»,
XapaKTepusyoIMii MoNUTHYecKyo noasuto CaryHoBckoro? Vmm xe mepep,
HaMJ BapMaHT «HOPMAJIbHOI» /I IIOCTaBaHIAPAA MHTEPTEKCTYaTIbHOCTI?

CooTHOIIEHNA € Ta3eTol BaKHbI IA CTux0B CaTyHOBCKOTO KaK X
«MaTepMam» ¥ OFHOBPEMEHHO «pacHIMpuTenb». CaTyHOBCKMIT OTTalKMBa-
eTCS OT ra3eTHOTO TEKCTA, MCIIONb3Ys ero KaK TPaMIUIMH AJIA CBOOOIHBIX
PasMBILIJIEHNIT ¥ aCCOLMALMIA, /A MONeMMUKHU M KpuTuku. IIpn sTom cam
raseTHBIN TEKCT, KaK MIPaBIU/IO (XOTb 1 He BCErfia), Cue3aeT B MO3TUYECKOM
tekcre CaryHoBckoro. OpHako CaTyHOBCKMIT paccTaBifeT «(praskkm» —
CUTHAJIBI, KOTOpble YKa3bIBAIOT Ha CBA3M, YXOAsIINe 3a IPefiefibl TeKCTa.
Baxneifieit n3 Takux cBA3eN ABIAETCA NaTUPOBKA CTMXOTBOPEHMA — OHA
BIIVCBIBAET IOSTUYECKMI TEKCT B KOHKPETHBIN COLVMOIIOMUTIYECKIIT KOH-
TEKCT, KOTOPBIIT 1 06pasyeT HEBUAVMYIO ITTyOMHY, Ka3anoch Obl, COBEpIIEeH-
HO He CYTTeCTMBHOTO TEKCTa.

3 CM. 06 aTom: JINIIOBELIKIMIT 2023: 374-378.
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Tak, cTUXOTBOpeHMe 1971 TOfia —

YnuBnserecs,
410 Mexxemanruc...?

He ynusnaitrecn.

YnouButenbHoe

He YAVBUTETbHO.
YouBnuTenpHO
HeynusurenbHoe.

[315]

— HO-BUJMMOMY, OTCBIIAET K CTaThe Jyapsiaca Mexxenaiituca «BepHOCTb»,
HaIleYaTaHHO B «/[3BeCTUAX» 3a 26 MapTa 1971 rofa’ u MocBsAIeHHON AH-
npeacy bynore-mi. (1907-1974). Bynora y4acTBOBaI B MOKYIIEHNN Ha KU3HD
AyryctuHaca Bonbuemapaca (1883-1942), mpeMbep-MUHMUCTPA JIUTBBI, TIpH-
LIe/IIETO K B/IACTM B Pe3ybTaTe BOEHHOTO IIepeBOpPOTa M 3aKOHUYMBIIETO
xusHp B TioppMe HKBJI. Bompaemapac ObUI HaIMOHAIMCTOM C (aIINCT-
CKUMM cUMIATHAMM, a bymora — antmdammcrom, BoeBaBmMM B Vcma-
HI, 4 3aTeM YCTaHAB/IMBABILNM COBETCKYIO BJIACTh B IIOC/IEBOEHHOI! J/INTBe.
MesxxenaiiTuc, B CBOI O4epefib, ONb30BAJICA PelyTalyeil MOJLEepPHICTCKO-
rO IO9TAa-MHTEIIEKTyasa, U ero MyOIMKaIMio MaHeTMPUIECKON CTaTby O
IIPOCOBETCKOM KOMMYHUCTe B «V3BecTnax» CaTyHOBCKMII BOCHPMHMMAET
CKENTNYeCK! KaK KOH(POPMUCTCKIIL SKeCT.

Hackonpko Heobxomuma sra MHQOpManysa [id HOHUMAHUA CTUXOB
CaryHoBckoro? fcHo, uro mnsa CaryHOoBckoro BakHa pu¢pma: «Mexenaii-
TUC — HE Y[AUBIANTECh», KOTOpas MOPOXJAET Mapy: «yAMBUTENbHOE — He
YAUBUTENBHO / YAMBUTENIBHO — HEYAMBUTETIbHOE» (B CBOI OYepefib CO3BYU-
HYI0 C Ha3BaHMeM IIONy/IApHON Hepegaun «OueBUIHOE — HEBEPOATHOE).
CaTyHOBCKMIT TOBOPUT O JIe3MHTErpaliuy IIeHHOCTHOM MepapXnu, KOIja pas-
PYIlIeHNe CIOKMBIINXCA B OTTEIe/Ib PENyTalMil IIPOUCXOANUT Ka>KAbI IeHb
U y>Ke He TIOpakaeT; 3aTO aHOMAJIbHBIM CTAHOBUTCS MX COXpaHeHNe: Y[u-

4 B kuure CaTyHOBCKOTO 3TO CTUXOTBOPEHNE JATHPOBAHO MeCsLeM paHblie — 27 eBpas
1971 roza. Hudero BoKpyr aToit AaThl 0OHAPYXMUTh He yAanoch. BosmoxkHo, omucka y Cary-
HOBCKOT0?
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BUTENbHO — HeyAauBuTenbHoe! Kak MIMEeHHO CKOMIIPOMETHPOBAH II€PCOHAXK
CTI/IXOTBOpeHI/IH — I/IH(bOpMaIH/IH 1A KOMMeHTapI/I}I I CHOCKWU, HE 60)166
TOTO.

Ho 3T0 nump opgyu tun paborsl CaTyHOBCKOTO C ra3eTHBIM MaTepua-
JIOM. Y HEro JOoBO/JIBHO MHOI'O CTUXOB, B KOTOprX ra3eTHbIE ny6}11/n<au1/11/1
ABJIAIOTCA MeMamuyecKumy mpuzzepamu Ojis ero CTUxoB. Tak, HaIpuMep,
nepenoBast crarbs «lapaHTust 3akoHHOCTW» («VI3BecTusi», 6 mexabps, 1967,
C. 1), B KOTOPOJl KPaTKO M3/IaraeTcs MCTOPUA COBETCKOTO CyJa, HO HU pasy,
Jake KOCBEHHO, He YIOMMHaeTCA pOlb Cyfla B CTAIMHCKUX penpeccusx,
CTaHOBUTCS TPUTTEPOM JI/IA CNIEAYIOLIET0 CTUXOTBOPEHMA:

Kro momuwMnI,
TOTO 3apbI/IN,
a MBI,
a MBI 3a0bIIN
o Tartne
OTKPBITBIX IIPOLIECCOB,
KOI7ja He JIOL[eHT,
He npodeccop,
He BBIPBAHHBIN C MCOM
KpeCTbsHUH,
a Kamenes, PoikoB, byxapus,
KTO IIOMHUJL,
TOTO 3apbU/IN,
a KTO 3a06bUT —
B Haprime.

7 Oexabps 1967
[233]

CruxorBopeHne «ONATh 9ero-TO TOMOHAT U3-3a TPAaHUIBI — / KaKOM-TO
Caxapos, Kakoit-1o COMKeHNIbIH. ..» [351] OT 9 CEeHTAOPS 1973 TOfa MOXKET
OBITH peaxijyell Ha CTaThio B «VI3BecTMsIX» OT 8 CeHTAOPs «BBITh yueHbIM —
3HAYUT OBITH MaTpuoTOM» (C. 3), HampasneHHoi mpoTtus Caxaposa. Cru-
XOTBOpEeHMe «...paccTpernssH Hukornmati / ChITHAK Ha BCeM Ha CBeTe...» [417]
OT 19 HOSIOPs 1977 TORa MepeKnuKaercst ¢ perensueit A.[l1axoBa Ha HOBbIE



156 Mapx Jlunoseyxutl

XymoxecTBeHHbIe GUAbMEI 0 Mars 3anmka n KotoBckoM B «V3BecTnaAx» 3a
TOT >Ke JIeHb (C. 4).

Takux mpumepoB, pasymeeTcs, JOBOTbHO MHoro. I'opasjo pexe BcTpe-
4aloTCA TIPUMeEpbl 6epOanvHbiX mpuzzepos, korna CaTyHOBCKMIT MUIIET
CTMXOTBOpEHME KaK PEeIlIMKY, OTBEYAIolIyl0 Ha KOHKPETHBIN CIIOBECHBI
060pOT B ra3eTHON MyOIMKALINIL.

Bot, Hanpumep, cruxoTBopenue spemen IllecTunaesHol BoiiHbl Vspania
¢ Eruntom u gpyrumu apabckyumu rocyfapcrsaMi (5-10 MIOHA 1967 TOfiA):

IpombIKO CKasa:
«MeCTEe4KOBBIII 6azap».
- Tax n ckasan?
- Jla, Tak u cKa3aJl.
— OH MOXOBITH cOCTpUI?
- JTa, MO>XOBITH COCTpPUIL.
— A 6orblile OH HUYETO He TOBOPIMII?

- Her, 6071bIlIe OH HUYETO HE TOBOpMII.

6 urons 1967 200a
[219]

[Tepen HaMu mpsAMas IUTaTa U3 pe4M COBETCKOTO MUHUCTPA MHOCTPAHHBIX
men Ha ceccun OOH, obcyxparomiert pe3ynbraTsl llecTunHEBHOM BOIHBL:
«VI3panmp x0Ten Ol MPEBPATUTD Hallle BBICOKOE COOpaHIe B MECTEUKOBDII
6asap, oTBeusb leHepanbHy0 AccamMOel0 OT pacCMaTpPUBAEMOTO €10 IIAB-
HOTO BOIIpOCa — O BBIBOJie BOJICK arpeccopar. Peub I'pombIko omy6ImKo-
BaHa B «JI3BecTuaAX» 4 miond, a ctuxorBopeHne CaTyHOBCKOTO ITOMEYEHO
6 MI07IA — U 3TOT BpeMEHHOI MHTepBa CTAHOBUTCA KOMIIOHEHTOM CeMaH-
TUKU CTUXOTBOpeHwst. CaTYHOBCKMIT KaK ObI CIIPALIMBAEeT: @ YTO OCTANIOCH
OT MHOTOC/IOBHOI peun I'pombiko depe3 aBa gHA? OCTancsa TOMBKO aHTUCe-
MUTCKMI BbiNafl. VI OH B TIOMHOM Mepe BbIPa)KaeT CYIIeCTBO 3TON BbIJjal0-
Iejicst peun: «A Gornblie oH Hudero He ropopui? Het, Oonblie oH HMdero
He roBopuI». PopMa CTUXOTBOPEHM, OCHOBAaHHAA Ha BOIIPOCAX U OTBETAX
C TIOBTOPEHMEM OfIHMX M TeX Ke IJIar0/IOB: CKasaj/CKasas, COCTPU/COCTPUT,
He TOBOPWJI / He TOBOPIJI — 3BYYMUT KaK OKOHYATe/lIbHAsI (POPMY/IMPOBKA CO-
BETCKOII «ITO3MLIMI» 110 U3PAMIBCKOMY BOIIPOCY. TaBTOMOIMYHOCTD (HOPMEI
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3€Cb COOTBETCTBYET TaBTOJIOIMYECKOMY CMBICTY: I/TaBHBIM apIr'YMEHTOM B

T1I0J/Ib3y COBETCKOTO aHTVICMOHNM3Ma ABIAECTCA COBETCKUI aHTUCEMUTU3M.

He menee HEABYCMDBICJIECHHA OTCBIZIKA K razeTHOM l'[y6}'II/IKaI_U/H/I B Cieny-

OIIEM CTUXOTBOPEHNMN:

A Temneps n3o6penu:

«eBpensanusa Vepycanumar,

Koropoit Tak HegocTaBano

BEIMKOMY PYCCKOMY A3BIKY.

6 mapma 1971
[547]

AbcyprHan «eBpemsanusA Vepycanuma» — 3TO IpsAMas IMTaTa U3 pefjak-

LIIOHHOJ cTaTby «Bpa>kgeOHBIl aKT», ONyONMKOBaHHOI Ha IIEPBOI CTpa-

Hune «VI3BecTuit» OT 5 MapTa 1971 ropja:

5% EFRRIERRE

38

Mspaunsckue BIacTH coBepmIMAK
Ha JIHAX HOBYIO axnuio
no saxsary apabckoit cobGcrsenno-
cm B Wepycanume. HMmun Guinam
KOHDUCKOBAHN AKIWH ANEKTPOKOM-
MAHWM  WOPNAHCKOR  MPOBWHIIMM
Hepycaruma, korophe mnepexaus
CO3laHHOMY OKKYTIALMOHHLIMM Bla-
cramm  Mepycaammckomy  mymsin-
nanurery.

BPASKIEBHBIH

ART

BaHME BKIOYHTL B mnlcmm-.

Hbll coBer 31EKTPOKOMMAKUM ‘asyx

npeacTasuTened - ' OKKYNALMOH

BracTei. 3w meficTBMA MAYT Bpas-
pes c pewenusmu Cosera Besomac-
HOCTH W™

spaxnebubiii akr

NpPencTapImoT HOBHIR |

~

Boree C/IOKHBIN, XOTsI ¥ MeHee OYeBMIHBIN IIPUMeEpP MIPEeACTaB/IsIeET CO60I

CTUXOTBOpEHNE <<HYCTI)IC CTOAT KOPOBHMKI»:

HyCTbIe CTOAT KOPOBHUKI,
O KOTOPbIX ECCHI/IHY II€10Ch.

Ha nuimax y KonxosHukos
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MOJIOYHO-BOCKOBasI CIIEJIOCTb.
A XUTb-TO Beb

Ka)KJIOMY XO4eTcs,

a He XMbIXaTh ra3eTHOE CEHO.
Her,

He CKOpPO, BUJIATh,

OKOHYMTCS

KpPOBOIIO/IbHASA 9Ta CUCTeMa!

13 mapma 1962
[128]

| HEOBbIYHBIA AEHB

HOBBIE MoAf MAYT TEBA, SEMAEAENEL!

Ve ey BMECTO TPAB, MAAOYPOXAMHDBIX KYABTYP ‘M YUCTbIX MAPOB—

Y0 CHeTeNy KA HacocTon

St e i o e KY KYPY3A, CAXAPHAM CBEKAA, TOPOX U BOBbI

ZPACYETBI, MAAHBDI,
NMEPCNEKTHB bl

| | ro me ascr crpame sauena rpas. wazoypomatmsx
KyTIYD W SHCTAR TPOD BMCONOYPONARNANM KYb-

TypuNH? ChomKo e Y Mbc TAKMX deMers OO B
1001 roxy?

e
| | i o on s

seum, xorza o Oyt

B KAAEHAAPE

Gty

18 snamwonos roxtapos

Caxepnos comxnon  — 7
Kopmoswian Gobmux — 7 .

ran. B |
e, K. e 10

“HJIE}{YM LK KIICC

ocymuaer masoone BMECTO TP
HYIO CHCTEMY KAK HecocTos- ]
TeNBHYIO C HAYYHOW TOYKH 3pEHHA, HENPHrORHYO AJR
COLMANMCTHYECKOrO ceNbcKkoro Xxoas#crsa. Hajgo pemn-
TeIbHO TNEPEeXOAHTh OT TPABONONLA K 6OJNee MHTEHCHB-
HBIM CHCTEMAM 3eMJeJeJIHa, LIAp BHEAPATD BBICO-
KONPOAYKTHBHLIX TNPONMAIIHKIX M 6060BRIX KyJAbTYp —
KYKYPy3hl, cCa8XxapHO# CBeK1hl, MOPKOBHM, Tropoxa, KOp-
MOBBIX 6060B, — JAIOLWHX BO3MOXHOCTL KOPeHHRIM 06
pPadoM YJIYYLHThL HCNONL3OBAHHE 3EMJH, 06ecrnedHTb OGH-
JIHé KOPMOB, MNPOH3IBOAHTB HMXOAHMOG KOJXHYeCTBO 3€p-
HA, M#ACA, MOJOKA M JAPYIrHX nNpoaAykToB. MeprBoit
TPaBOIONBHOIt CXeMeé Hal0 NpPOTHBONOCTABHTL JKH3HEH-
HyIO, UENeyCcTPeMJeHHYI0 CTPYKTYPY NOCeBHBRIX ItolaAedt.
PRCCHHTAHHYIO Ha NOJy4YeHHe MaKCHMyMa CeNbCKOXO3ANCT-
BeHHBIX NPOAYKTOB C KA&MAOrO reKTApa JeMJN, NPH HaH-
MEHEBIUMX Z3ATPATaAX TPYAa W CPEACTB HA eAHHHUY INPOAYK-
UHH».

(M3 nocranosrenus maproacxozo Mienyma UK KINCC). |

Wnn. 3-4
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IToMMMO «Tra3eTHOTO CeHa», MPAMO YKa3bIBAaIOUIETO Ha «MCTOYHMK BJIOXHO-
BeHUs», oOpalaeT Ha cebs BHMMaHUE «MOTOYHO-BOCKOBAasi CIIEJIOCTb» U
«KpOBOIIOTIbHASA 3Ta cucTeMa». IlepBoe BbIpakeHue, KaK HanmoMHun Vnba
Kyxkynus Bo BpeMst 06CyX/ieHIsI MOero JOKIafa Ha KoHpepeHyu o CaTy-
HOBCKOM B JJapTMyTe, CBSI3aHO C IPOIATaHA0I KYKYpYysbl U YIOTPeOIsIOCh
UCK/TIOUUTETIbHO B CBA3M C 3TUM CeIbXO3NPORYKTOM. BTopoe BhIpaskeHMe
IepenHAYMBaeT Ce/TbCKOXO3SAMCTBEHHBINI TePMUH — «TPABOIO/IbHAS CU-
cTeMa», B CBOIO ouepefb, cBA3aHHbIN ¢ Teopuamnu T.]I.JIpicenko. B «/3Be-
CTUAX» 3a TOT XK€ JeHb, KOTOPBIM JJaTMPOBAHO CTUXOTBOpeHue (13 MapTa
1962 roga), onyonukosansl Marepuansl maenyma LJK KIICC o cenbckomy
XO3SIJICTBY, Ha KOTOPOM IJIaBHBIM BMHOBHUKOM BCeX Oell oObsiBIEHA Tpa-
BOIIO/IbHAS CUCTeMa. VIHade TOBOPsI, B ra3eTHOI CTaTbe COOOIIAETCS (XOTh
U He MPSIMO) O TOM, YTO B/IACTh JIPICEHKO, 3HAMEHUTOTO CBOMM BIIMSTHVEM
Ha XpylueBa I CBoeil «60pb00ii» ¢ TeHETUKOI U TeHeTUKaMM, OKOHYATe/IbHO
TIOMIATHY/TACh".

B koHTeKcTe raseTsl cTUXOTBOpeHne CaTyHOBCKOTO IPHOOpPETaeT SPKO
BBIPA)KEHHBII IOJIEMUYeCKNil cMbICI. Ecy raseTrHas CTaTbs HauMHAETCA
C OCYX/IeHUA «TPaBOIONbHONM CUCTEMBI KaK HECOCTOATENBHON C HAy4YHO
TOYKM 3peHMsA», TO CaTyHOBCKMII 3aK/II0O4aeT CBOE CTMXOTBOPEHME M-
arHO30M: «He CKOPO, BUJATb, /| OKOHUYMUTCS / KPOBOIIOJIbHAS 3Ta cucTeMal»
VHaye TOBOpS, HOIBITKN «VCIIPAaBUTb» HONOXKEHME B CETTbCKOM XO3AMCTBE
IyTeM BHeApeHMs Oojiee IPOrPecCHBHBIX METOROB U M30aBIeHMS OT «37I0-
JIeiiCKOro» BIMsIHUSA JIPICEHKO 3aBEIOMO OOpedeHbl Ha MPOBaJI, IIOCKOIBKY
HOPOYHBI He METONBI CeBa U He UX Hay4Hble 00OCHOBAaHMS, a caMa KOJIXO03-
Has CHCTeMa, KOTOPYI0 HIKaKasa KyKypysa C ee «MOTIOYHO-BOCKOBOII CIIeNO-
CTBIO» He CIacer.

OrHomennsa cTuxoB CaTyHOBCKOTO C Ta3eTHBIMU «TPUTITEPaMM» HOCAT
ABHO Auanormyeckuii xapakrep. CaTyHOBCKMIT HUKOTAA He «UJUTIOCTPUPY-
eT» Ta3eTy, HO BCerfa MO/IeMU3MPYeET C Hell — OH HEM3MEHHO KPUTUYECKU
MHTEPIPeTUPYeT OUINAIBHBIN AUCKYPC, BBIABIS €T0 AP0, OOHAXKAS €T0

5 OTOT TIeHyM TNPUBOJUT K OKOHYATeTbHOMY CHATHMIO JIBICEHKO C TIOCTa MpeficefiaTens
BACXHWJIa. BosrnmaBiaBiumit 3Ty BAMATEIbHYI0 OPraHM3alMIo C 1938 TOfa 1 OTBETCTBEH-
HBIJl 32 PAasTPOM COBETCKOII T€HEeTUKU M apeCTbl F€HETUKOB, IOCTe KPUTUYECKOTO MUChbMaA
TPEXCOT y4eHbIX JIBICEHKO ObII CHAT C IOCTa TpeficenaTens B 1956 rofy. OfHako B 1961-M
Xpy1ieB BOCCTAaHOBIII €0, U TOMBKO B 1962 TOfy JIbICEHKO OB CHAT OKOHYaTeNbHO, u Ile-
HyM (aKTI4eCKy 3aBepPLINI €ro Kapbepy.
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HACW/IbCTBEHHOCTD, IIOAYEPKMBAsI TO, YTO IPOMATAHMA IBITAETCS CKPBITH
(HO He MOXKET, KaK BUJHO M3 €ro I03TH4YecKoro kommenrapus). Cremys
3TOJl JIOTMKE, B MHBIX CTy4YasX MOXKHO HaMeTUTb HEOUEeBUHYIO, HO BO3-
MOXHYIO CBSI3b MEXHY NMO3TUYECKMM TEKCTOM M Ta3eTHOU MyOIMKalmeri.
9TO caMble C/IOKHBIE, HO U CaMble MHTepecHble crydan. Hanpumep, untaem
B «VI3BecTusx» 3a 1 HOSIOPS 1962 rofa MOfOOPKY SIKOOBI IMCeM dMTaTerelt,
PaCcCKasbIBAOIINX O HEBEPOSITHOI IPUBETINBOCTY JIEHUHTPALLIEB U [OPb-
KOBYaH, CBepX3a00TIMBOCTI BOJUTENS aBTOOYCA ¥ MPOUYNX MPOSIBIEHNSIX
BBICOKMX MOpA/IbHBIX KaueCTB COBETCKOIO 4YelloBeKa B 0OTacTy «0ObIfieH-
HOI1 >KM3HM». MOXKHO /M 4UTaTh KaK OTBET Ha 9Ty HOAOOPKY — CTUXOTBO-
penne CaTyHOBCKOTO, IOMEYEHHOE TeM Ke JTHeM?

B 3 OBHJIEHHOH KH3HH wssiss
Y HAC TAKVIX HET g AI"IﬂOﬂl/ICMEHTbI LU?‘DEPV

arpasy Hisoeekon 13C.
Pypaeogee eaeh Spwrseon

HOBOKISHEIE crancrars comaproa,
Hevpabons hracte, NCTBEAMENDROPER,

YEMMMOHATBI, TYPHUPLI, MATYH

Ve iy aopu

ey oo

;o
e,

Wnn. s

Mok A3BIK CTaBAHCKUI — PYCCKUIA.
Moit HapoJ CMOIEHCKII, KyPCKUIA,

TY/IbCKNIA, IEH3€HCKUIA, BEIMKOTYIIKMIA.

Pyxu ckpyTAT 3a criuny,
IIOBaJIAT HaB3HUYD,

HO}I]II/ITPOBKOﬁ TOZIOBY IPOBAIAT —
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HIYEro IPyToro
A He XJIy OT CBOETro

Hapopa.

11 HOSOPS 1963
[146]

S momararo, 4TO Taxkoe COIpsKeHME BO3MOXKHO, XOTA IPSMBIX JOKasa-
TETIbCTB 3TOJ CBSA3Y HeT. Pa3Be 4TO raseTHas IyOMMKAlVA IMECTPUT HasBa-
HUSIMU TOPOJOB, OTKYAA IPUCIAHBI OFHOOOPA3HO-YMUINTEIbHbIE «IIMChMa
yyTareneii» — Mocksa, HoBokysHenk, Ycrb-Kamenoropck, JlenmHrpap,
Topbkuit. Kak nepexnimyka ¢ 3Toi «KaHPOBOI» METKOII 3By4aT CTPOKM CTHU-
xoTBOpeHns CaTyHOBCKOTO: «Moit Hapof CMONIEHCKUIL, KYyPCKMIt, TYTbCKIIA,
IIEH3eHCKUIL, BeMMKOTYLKMIT». (3aMedy, YTO 9TU TOIOHMMBI He CBSA3AHBL C
6uorpadueit mosra). Ho cama mosTmdeckas MHBEKTMBA IO OTHOILICHMIO
K TOIIHOTBOPHO-YMWINTE/IBHBIM pacckasaM O HoOpoTe 1 B3aMMOIIOMO-
LM «IPOCTBIX JIIOfEl» — KOHTPACTHA, ¥ MMEHHO 3Ta adeKTUBHAS CBS3b
IpeficTaB/IgeTCA Hanbosiee CUIbHOI.

Y CaTyHOBCKOTO eCTb HeCKOJIbKO APKMX CTUXOTBOPEHNI, IIOCBAIEHHbIX
COBETCKOMY BTOPKEHMIO B UeX0C/IOBaKIIO 21 aBrycTa 1968 roga. MHe moka
He Y/Ia/IoCh YCTAaHOBUTD IpPsMble Ta3eTHbIE TPUITEPHI — BO3MOXKHO, B JlaH-
HOM CiIy4ae GOJIBLIYIO POJb, YeM OObIYHbIe «VI3BeCcTsi», Urpanu mepesadn
«Tomoca Amepukm» nnn «Pagno Coboga». OFHO CTUXOTBOpPEHNE 13 STOTO
He0003HAYEHHOTO LMKIA, OT 15 CEHTSIOPs 1968 rofa — MeHbIlle, YeM depes
MecsI] IOCIe COBETCKOTO BTOPXKEHNUA — 3BYYUT KaK aOCTpaKTHBIN GuIo-
cOCKMIT TEKCT:

3Ha0, YTO JIIOAY — 3BEPH,
TOJIbKO He 3HAI0, BCE JII.

Mosxer 6bITh, 9TU — He 3Bepu?
Moxer 6bITb, leTH — He 3Bepu?
3Haro, He 3HAIO,

BEpIo, He BEpIO.

15 ceHmsbps 1968
[266]
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CooTHeceM 3TOT TeKCT CO BTOpOI cTpaHumei «V/I3BecTui» 3a 14 CeH-
TA6ps 1968 TOfa, YKpaIleHHO! TporatenpHbIMI (oTorpadusaMu JeTeil Ha
ymnuax Ilparu — 1 0co6eHHO AeTell PAAOM C YIBIOAIOIMMUCA COBETCKMU-
Mmu conparamu. Kak Hanmcano B sameTke «Ceropus B IIpare», «B mapke Ha
IJION[a/iKe [JIsl AEeTCKUX UTP IOHBIE MpakaHe APYXKECKM OecefyioT ¢ COBeT-
CKUMI BOMHaMI». PAOM ¢ 3TMM MaTepuasnoM, Ha TON JKe CTpaHMIe, IIoMe-
IjeHa arPeCCUBHAS CTAThsI PO IPOUCKM 3AIMAHBIX CIIELCTYXO 3a CIMHOM
IIpaskckoit BeCHBI.

| CETOAHA B NMPATE

B T3, suranany npumcine yakun
i Hall” CnearL
pocn ypaton "cac;
Yronuax cre

Wasan, woraa s ro-
oqi cydan Goc
xy-

Wun couiamETHNECHORo. <TROR, B WhiTE-
Decax MpoKHK Mace TPYAMLNXER -
Xocnosaxw

501110,  Bcecropoitie o oTHO- | wipan. TIOTHAANTE B SEpKaRO, FOCTORS,
weieo X0 SceN Crpanam  Coura- | B YIWANTE, KTo IawaxiBaCic Ha 31
i i crisueas v | oo, s arpeonotanon
2y amion crpaany,  passusa- | eBponEACKoro caTyc-100, K
lown can Gpatesoro co- | YIAY rouk ‘ﬁﬂ%‘?ﬂ;ﬂ"‘"ﬂc‘“ﬁ
TopneapoII0 AoroROa 0 HePSCIY
Trmmecn u maonoe-| £ SO il

4 MOTYT BOSHMETH MPOGTE- | ™ Ghocrpyrs HanpakenocTs — B ciax

O TEX KTO HE XOYET CMUPUTHCIS TPEBYOUNS  YPErYINPOR3- | rex, ko, CTpEmAch K 9TONY, pacnOraracr
: . Ho 3ro wmyrpemice AeR0 | cooraercrayiouun cpeAcTaamy . pecyp-

oo, Tpak W, | cant moytoy KamiTamicrvecol crcren,

C IIOBEAAMMU COHHAAI’L?MA HA BOCTOKE EBPOIIBI orwr nosisaor, sto, croo i sro xamict s cansix saxapenomis
oK _OTHOWENNA  Ha OCHOBEX Foueamne

[JOMHTHIECKHR  ur » Evponey | Aaspoion eron. 3 nonrny s | G Danpaseut 1 T Y100 Sepys | sanoro yoakomay g, Aoy :::":::”::;?;.x::r: aspaeaERS
pa Ha  mpOTAWERNH | iR HOCTO 1OHO _ KAMITATUINA MOTORMC TOCYAZp- | G, CTRaHM COUNATHIA CTOCOBHM PELIATS | " nirka o Aayx KOHUAK. OprakNSATOPM

Cria apoRMOn AeRoNDATIN. B BoCtOuKol| mBse. BosterSCAnE Kemny o B | oy ot by AN Gl oAT

pone. 310 citanock peansiin. Ale- | pocus. M rocrofan c 3anafa He c Ha.NOTATHYI0, KOrAa YBUREN, 570 X pac-
HAY3D B CBOWX MEMY3pax TO W ACTO Y- | BAESATE TYAZ, KYAA HK WHKTO HE NPOCHT | uersy, enmsaiuie ¢ ANBAGHHCM WA CrpaH
nser o M pacopoctpaiea i | rle o NerGNNG WTGNGYICH 1 Co- | Coliaxna o. pai. M, TepTAT
Bocrounyio. TepHanio MAROTO" €10 CEDALY | OTRETCTEVIOWINH OTIOD. Y. KATHTATHCTHNE- | cnm R seuvanas  Aneusuans. wsrorrs

TOCIEBOENHNX AT AOBOTHHO PESKO Hone-

6ancs, 40 BaunRo0 a noroweine Aen 80 | Kaiute 9p KGR B ToT

scen “wpe,Onpegemoien_Gto | BKTON 8 BRMAIION W cpasy scrpernca
raeTcs coctonume orvowewni  Mexay ¢ [ikoliow ®ocrepon

Rayon, CoukamuRSHY CHCTouaNA, W3 YOToL | AAOCh MEKAYNADORAOS MOTGNENNE, OO~

370 NpOACKORNTO 13 KA 1955 roxa.

T T T Am N MAE EAmE A e EnmBem0 mamere BrmarIaonien

Vnn. 6

JlaeT M 4TO-TO TpeArNonaraeMas COOTHECEHHOCTb 3TOro Tekcta Cary-
HOBCKOTO ¢ raseroif?! Eciu mpuHaATh 9Ty rumoresy, To ¢pumocodckoe pas-
MBIIUIEHNE TIProOpeTaeT YepThl MOIUTUIECKOTO BbICKasbIBaHMA. «MoxkeT
6b1Th, 9mu — He 3Bepn? MoXeT ObITD, demuy He 3BEPU?» UNTAETCS B JAHHOM
KOHTEKCTe KaK IOAINCh Iof ¢oTorpadueil ¢ HeTbMU U YIbIOAIOLMMIICA
COBETCKMMM CONpaTaMu («9Tu»). Brpodem, TpaguLMOHHAsA PUTOPUKA CO-
BETCKOI1 >KYPHAIUCTUKM B cocennelt cratbe («Ilo perentam [danmeca») Me-
IIaeT HOIBbITKE IPUMMPUTHCA C COBETCKOIT arpeccueil — arpeccust Haanio!
CruxorBopenne CaTyHOBCKOTO IIPM TAKOM UYTEHMU IIPEACTaB/sieT co6oil
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«CHATYIO» PeaKINI0 Ha IIPOTVBOIONOKHbIE STUYECKNe MHTEHIVMN, BBIPICO-
BBIBAIOLIVIECS 3a MaTepyagaMu 06 OKKyIaluy, IIOMEeLeHHBIMY Ha OffHOM 1
TOJ >Ke Ta3eTHOII CTpaHuIe: «3Halo, He 3HAI0, / BEpIo, He BepIo».

PasyMeeTcs, 3TO TONBKO OT/ie/IbHbIE IIPUMePbI TeX ropasjo 6omee CIOX-
HBIX JI MHOTOYPOBHEBBIX CBs3ell, KOTOpble cOoefuHAT cTuxu CaTyHOB-
CKOTO C COBeTCKMMM Ta3eTaMy U MIMpe — C OQUIMATbHBIMU ANCKYPCAMIL.
OTHU CBA3M VMHOTA NEPEXONAT HAa YPOBEHb MHTYWTMBHBIX HPO3PEHMI, pa-
LIVIOHAJIBHO He 0ObSCHUMBIX Pe30HAHCOB MeX[Y cTuxamy CaTyHOBCKOTO 1
HOMUTUYECKUM VJIU COLMaIbHBIM KOHTeKcToM. Hampumep, 19 aBrycra 1968
TOfa, 3a JIeHb [0 COBETCKOro BTOp)keHM:A B YexocnmoBakuio, CaTyHOBCKMIt
IUIIET C/lefylollee CTUXOTBOPEHNe:

Kakas TuinmHa, Kakas 61arogarn!

He Hago TpaTuTh CIUJI HA MUMIUKY,

BCE€ SICHO,

M K@XKeTCsl, 4TO iYLy OCTaB/sAeT, Gepens,
cBoboma

BBIOPATHCS 13 HEOOXOAMMOCTH.

[263]

OnATb-Taky abcTpakTHOE GUIOCOPCKOe CTUXOTBOPEHME, HO OHO 3BYYUT
COBEpIIEHHO MHaue B COMOCTaBACHMM C OnussAmmMcs pasrpomom IIpask-
ckoit BecHbl, KoTopbiit BHyTpy CCCP OyzieT BOCIPUHAT KaK OKOHYATeTbHOE
HOpa’keHNe IONBITOK NNbepann3aui, aCCONMNPYEMBIX C «OTTEIeIbIo» I
KPUTUKOI «Ky/IbTa IMIHOCTI». Ppasa «cBOOOfA / BHIOPATHCS U3 HEOOXOM-
MOCTI», lepedpasupymonas Gopmyry DHrenbca «CBoOOLa — OCO3HAHHAA
Heo6XOIMIMOCTb», CTAHOBUTCS 37leCh METOHVMMMeN BCell KBas)-MapKCHUCT-
CKOJI PUTOPMKM M IIMpe — COBETCKONM Mopenu conuannsma. CTUXoTBope-
HIIe, OKa3bIBAETCs], IepeflaeT MPOHMIECKoe 0bJIerdye e, KOTOpoe HaCTUTaeT
JIMPUYECKOTO Teposi, KOTAa OKOHYATEIBHO 1 0eCIIOBOPOTHO yMUPAET Hajfle-
XK/Ja OCBOOOANTHCS OT TOTAIUTAPHON «HEOOXOLMMOCTI», HAfIeX/ja Ha Iepe-
MeHbI B conuanuctndeckom 61oke u CCCP. OpHako, MOBTOPSI0, HAITMCAHO
3TO CTUXOTBOPEHMeE 32 [IBa JHA [I0 BTOp>KeHMA. TONbKO YMTaTe/Ib C OIBITOM
CaTyHOBCKOT0, IOCTOSTHHO «BK/IIOYEHHBI» B MONUTUYECKNIT KOHTEKCT, VH-
TEHCUMBHO MHTEPIPETUPYIOLUINIT «MEXKCTPOUHbIE» CUTHAIbI, pasdpoCcaHHbIE
TYT U TaM, MOT YTafjaTh, Ky/Ja ABIOKYTCS COOBITHSL.
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Pasymeetcst, 6b1710 ObI Helero CBOAUTD K OXHUM «VI3BeCTusIM» Bech IO-
TOK MHpOpManuy, mpuxonsimert K CaTyHOBCKOMY. 19 aBIycTa O CKOIJIEHUN
COBETCKMX BOJICK Ha 3aIlafiHbIX T'PaHMIAX MOITIM COOOLIATD 3aIajiHbIe «IO-
JI0Ca»; 1O TI03Ta, BEpOsITHEE BCEro, TOHOCUINCD 1 VIHbIE CTyXU. VIHade roBo-
P51, TIATEBHBII TOVCK MOXET BBISBUTD O0JIee WM MeHee pealicTuIecKie
TPUTTEPBI CTUXOTBOpeHus: «Kakas TuimHa, Kakas OmaromaTsl» u 1momo6-
HBIX €MY.

%%

BceBonon HeraCOB IMcal 0 CTuxax CaTyHOBCKOI‘O:

JloBUTCA caMblil MUT OCO3HAaHN:A, BOSHUKAHNSA Peul, caMa ero npupoja, u
JKUBeT, TO/IMHHEN TaKOr0 AMKOTOo KI0YKa IIPOCTO HIYEro He ObIBaeT — OH
cpasy cam cebe crux [...] OkaspiBaercs, TyT fBepb. OTKpbIIACh — U BOT
OHO, YTO 5 TOBOPIO Ha camom Oeste. ITouTn Kmaccuyeckast KOHKPETUCTCKas
perncrpanus pedeBOro CoOBITMS — TOIBKO pedb BHYTPEHHSs — I ellje
4yTh rrybke. CaMo coObITHE KaK MOMEHT BBIXOa B MHOMEPHOCTD, TOYKa
HapyIIeHNsI.

(Hexpacos 198s5: 50)

[To-BUAMMOMY, TOBOPsI O PerucTpanuy pedeBoro cobprtus, Hekpacos mme-
eT B BUJIy IPUEMBI HEMEIIKOTO KOHKpeTM3Ma, 1 B yacTHocTy, found-poetry®.
Ho ecnn CaTyHOBCKMIT perucTpUpyeT «pedb BHYTPEHHIO — U ellle YyTb
DIy6>Ke», 4eM TaKOJ «KOHKPeTU3M» OTINYAeTCHA OT «HOPMAaJIbHOI» MOfiep-
Huctckoit mupukn? Ot ITacTepHaka min MaHpgenbmtama?

Pabora c raseroit mpusaeT KoHKpeTnsMy CaTyHOBCKOTO ropaszo 6oree
MaTrepuanbHble 4epThl. EC/IM HeMeIKOA3bIYHbIE MO3THI-KOHKPETHCTHI 1950—
70-X TOJIOB CO37IaBajiy KOJJIaKM M3 Ta3eTHBIX TE€KCTOB, TO CaTyHOBCKMIt
NMILET CTUXM KaK JJHEBHMK IOITUYECKUX PEeAKLMII Ha MeJUITHbIe «pasfipa-
sxuTen». [Ipy 9TOM caMu ra3eTHble TEKCTbI OH KaK OBl 8vipe3aer, OCTaB-
1A Ha VX MECTE IIYCTOTY, OKPY)X€HHYIO AVATOTMYECKNM KOMMEHTAPNEM.
B CYILIHOCTY, 3TOT IIPVIEM BIIO/IHE BIIVMIChIBA€TCA B IIOHMMaHNE KOHerTHOﬁ
mo33uu, no Xepmany Kopre: «KoHKpeTHas 1mossus crasa CMHOHMMOM BCeX

6 CwMm. nogpo6HOe 06CyKIeHMe BOIIPOca 0 KOHKPETH3Me «IMaHO30BLeB» B CTaTbe: [laBoBer;
2021.
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JINTepaTypPHBIX OIBITOB [...], B KOTOPBIX IPOLIeCCHl KOMOMHUPOBAHUA, pe-
RYKIUY, KOHCTPYUPOBAHNUA, UI'PDl, KOJUIaXKa ¥ MOHTaXKa CTAHOBATCA 3Ha-
YUMBIMY B KaueCTBe IPUHITUTIOB co3nanms TekcTa» (Korte 2004: 72)7.

OpHoBpeMeHHO B cTyxax CaTyHOBCKOTO MOXKHO YBUMIETb U IIOJIEMUKY
¢ «uTeparypoit ¢akra» 1920-x rofoB. [Ina QyTYpUCTOB U KOHCTPYKTHU-
BIUCTOB TOIl 9IIOXU Tra3eTa BOIUIOIIA/IA HEJOCATAeMYIO IJIA TPafULIOHHON
JINTepaTypsl BBICOTY 3CTeTH4YecKoro u ¢unocodckoro cosHanusa. Cepreii
TperbsakoB, HampuMep, mucan: «OZMHOYKe-NINCATENI0 CMEIIHO M AYMaTb
o cBoelt punocodckoit rereMOHNN PAKOM C 9TUM KOJUIEKTUBHBIM MO3TOM
pesomroruyu [...]. Ham Hewero »xpate ToncTsix, 160 y HAac eCTb Hall 3IOC.
Har smoc — rasera» (TperbsikoB 2000: 31). O6br4HO 71ehOBCKMIT TOTXOL,
MHTEPIIPETUPYETCsI KaK IMOUCKM OOBEKTUBHOCTM U KYIbT (PAKTOB, BIIPO-
YeM, HepefKo 000padMBAIOIINICA WUTI03Mell 00BeKTUBHOCTU ¥ (anbCu-
Puxanuamn®. OnHako B 1960-70-€ TaKOit B3I/IAN COBEPUIEHHO HEMbICIAM.
s CaTyHOBCKOTO M JIIOfeN ero Kpyra u obpasa MBIC/IEN rasera IpakTy-
YeCK) He MMeeT OTHOLIEHUA K PealbHOCTM, HO 3aTO SIB/ISAETCS 3epKaioM, B
KOTOpOe CMOTPUTCS BIAacTh. [l0 rasere MOXXHO BMUJETb, KaK MEHSETCS Ca-
MOpeIpe3eHTal sl BIACTH, @ 32 Hell ONBITHDIN HAOMIOfaTeNb yragblBaeT u
HeBUJIUMBble CHOBUIY, NPOUCXOAAIINE BO BJIACTHBIX MHCTUTYLUAX, — TaK
1o oduiuanpHoil poTorpaduy ¢ KaKoro-HUOyAb MapTUIHOTO TOPXKECTBa
«HapOJIHble aHAJIMTVIKM» BBIYNUC/IS/IN KapbepHbIe IIePeCTaHOBKM B BepXax U
CBSI3aHHBIE C HUMM IOIUTUYECKIE TTePEMEHBI.

Muxann Arisenbepr cumraer, 4To y CaTyHOBCKOTO HMPaKTUYECKM OT-
CYTCTBYeT KPUTHUKA fA3bIKA U UMET ITOUCK BO3MOXXHOCTENl HJIA JTMPUYECKO-
rO BBICKa3bIBaHUA MEXJy IeBabBUPOBAHHBIM MIEONIOIMYECKUM CIOBOM
u yMmepuueii (yOuToi) moarudeckoit Tpapguiueit (AnseHbepr 200s: 19). ITo-
Ro6HbIT opxox pasBuBaay u [eopr Burre ¢ Cabunoit XoHcreH (mucaBiune
nop niceBioHnMamu [tonrep Xupt n Cama Bonpepc): oHu nogyepkusany,
YTO Yy JIMAHO30BLEB «IMTAThl PeYM M TEKCTa OTCHUIAIOT K KaKMM-TO peaslb-
HBIM JKU3HEHHBIM CUTYaLUAM VM CUTYaTMBHOMY KOHTeKCTY [...] IIpu atom
ceMMOTIYecKasl OpPMEHTAallMsl JMAHO30BCKON II093MM He OrpaHU4YMBaeTCA
abCTPaKTHOI KPUTUKON fA3BIKA, a BCETA OCTAETCS KOHKPETHON B CMBICIIE

7 wurt. no IlaBnoBern 2021, 43.
8 Cwm., Haripumep: Papazian 2009: 3-28, 37-45.



166 Mapx Jlunoseyxutl

COOTHECEHHOCTV C IOBCEIHEBHBIMI JXM3HEHHBIMM CUTyauusmm» (Xupt/
Bonpepc 2021: 711).

BepoATHO, B 9TOM COCTONT IJIaBHOE OTIMYNE MOMUTUIecKolt moasun Ca-
TYHOBCKOTO OT com-apra: CaTyHOBCKMIT He AeKOHCTPYUPYeT IIOMUTIIECKNIT
IUCKYPC KaK TaKOBOIL, Of06HO KoHLenTyanuctam. OH MIeT BO3MOXKHOCTH
IULS1 IOZIUTUYECKOTO BBICKA3bIBAHMSI B KOHKPETHBIX KM3HEHHBIX CUTYALMSIX
U Ha SI3bIKE, OPTaHIYHOM J/ISI €r0 MOITUYEeCKOI MMIHOCTI. Hermbast Takxke
CKa3aTb, YTO OH OCTAETCS B PAMKAX COBETCKOTO MOIMTUYECKOTO AUCKYpCa.
CaTyHOBCKUIT IIPOU3HOCUT MOMUTUYECKOE CYX/IeHNe Ha He-6ceo0ujem a3vl-
Ke, a Ha sI3bIKEe CUTYaTMBHOM 1 KOHKPETHOM, OOYCTIOBJIEHHOM €TO JIMYHBIM,
KOHKPETHBIM 9K3UCTEHI[MAIBHBIM U UCTOPUYECKUM OIIBITOM.

B arom cmbicne momutndeckye ctuxu CaTyHOBCKOTO BIMCBIBAIOTCS
B O0IIyI0 JIOTMKY €ro MOSTUKY, B KOTOPOIL, 0 3aMevanuio V. Kykymuna,
«,[JEeHTPOM KpuCTa/nmm3auuu’ [...] SABIASAIOTCA He KaKye-TO MapKUpOBaH-
Hble MM CUJIbHBIE YyBCTBA, HO /11000e TIepeXUBaHUe, 0COOEHHO TakKoe, B
KOTOPOM 4YeJIOBEK BBIPBIBACTCS M3 IIJIEHA UICOTIOTMYECK) HABSA3aHHBIX U
00IIeCTBEHHO TNPMBBIYHBIX CTPYKTYp cyiiecTBoBaHus» (Kykymmu 2019:
186). Jlo6a TompbypT cumraer, yro CaTyHoBcKuMit “shows the historical
as everywhere impinging upon the personal, making the personal story
unavailable to discourse” (Golburt 2023: 647). OgHaKO HONUTUYECKIE CTUXN
HO3BOMIAIOT YTOYHUTDb 3Ty (GOPMYIMPOBKY: XOTS JIEHCTBUTENBHO TUYHBIN
ombIT cy6bekTa ocraeTcsi y CaTyHOBCKOTO HEBBIPA3MMBIM, PEaKI[UM 3TO-
ro cy6bexTa (MaKCUMAaIbHO MPUOMIKEHHOTO K aBTOPY) Ha IOUTHYECKIE
HOBOCTH MO3BOJIAIOT ITO3TY BBICKA3aTh CBOIL OMBIT KOCBEHHO KAaK yrafjblBa-
eMBIIl MCTOYHUK KPUTUIECKOrO AUCKypca. [asera Kak 6Bl OO/MeIIseT «He-
BUJIIMOTO» CyO'beKTa.

lHaye roBops, MoneMMKa € raseToil mosBonsdeT CaTyHOBCKOMY apTH-
Ky/IMPOBaTh MOMUTUYECKYIO COCTAB/IAIOIIYI0 €r0 MHAVBUAYANTbHOTO — HO
B TO K€ BpeMsI I BIIOJIHE TUIMYECKOTO — OIBITA ¥ TeM CaMbIM BEPHYTb
aTeHTHOCTD IIOINTUYECKOMY CyObeKTy 3a IpefiefiaMyt COBETCKOI MOIUTIYe-
ckoit putopuku. KpaiiHe Ba)KHO 11 TO 0OCTOSATENBCTBO, YTO MOMUTUIECKIE
cruxy CaTyHOBCKOTO BIIMCAHBI B €r0 MOITMYECKNUIT NHEBHUK, HAIIOJHEH-
HBIIl IeTa/lsAMU TTOBCEJHEBHOCTY — PasTOBOPAMMU C IPY3bAMU, TOCEIIeHN-
eM MOITHYECKUX YTEeHMII, HAOTIOMEHNAMN 3a COCEAsAIMM, UTPAMIU C BHYKOM,
[OXOJaMI B MarasuH 3a IPOLYKTaMH, BOCHIOMUHAHUSAMI O BOJIHE U JKepT-
BaX Teppopa... ITO U eCTb Ta HOBCEJHEBHOCTD I TOT OIBIT, HOIUTUIECKUM
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TOJIOCOM KOTOPOT'O CTAHOBUTCS JIMpUYeckmit cyobekT CaryHOBCKoro. V3
3TOJI TOYKM OH BO3pakaeT 0pUINMATBHOMY AUCKYPCY ¥ HaCMeIIHIYaeT Haj
oduimanpbHbIMK GOPMYINPOBKAMIL.

B TO >ke BpeMs HEBUAMMBIE, HO PasHOOOpasHble OTCHIIKM K Ta3eTHBIM
(MegMITHBIM) TEKCTaM CIY>KaT OCA3aeMBIM «MOCTMKOM» MEXHIY Iupude-
CKMM ¥ IOMUTHYIeCKUM. He TOIBKO IIOTOMY, 4TO TaKMM 00pa3oM IIONMUTHUKA
BIIVICaHA B )KVI3HEHHYIO PyTUHY II09Ta — YTEHUe CBEXell Ta3eThl 1 ee 00my-
MbIBaHJ€ OKa3bIBaIOTCA Ba>KHBIMM COCTAB/IAIIIMMU TOBCefHEBHOCTU. bo-
Jiee TOTO, ecny 1o PaHcbepy, momuTnyeckoe BooOIIe BO3MOXHO TOTBKO TaM,
rie ectb Hecornacue — dissensus (Ranciére 2016), — To CaTyHOBCKMIT BO3-
BpalljaeT MONUTUYECKOE CO3HAHNE, OT/INYHOE OT arpecCUBHOI JIOATbHOCTH,
B COBETCKYIO TIOBCEJHEBHOCTD M BIIMCHIBAET 3TO CO3HAHME B COBETCKUI IK-
3UCTEHIVa/IbHBI ONBIT. TakuM 00pa3oM, KpUTUKA MICOJIOTNYECKOTO A3bIKa
U ABNIAETCA OCHOBON TMPUYECKOTO BbICKa3biBaHMA CaTyHOBCKOTO. JImpuye-
CKOTO — ¥ OfIHOBPEMEHHO OCTPO-JAMA/IOTNYECKOTO, MOMUTIYECKI-TIOIEMH-
YeCKOro.

OpHako He MeHee BaKeH M JKeCT MCK/IIOYEHNU:A IepBOMCTOYHMKA.
brarogapss atomy mnpuemy mnonutudeckme cTuxym CaTyHOBCKOTO IIpH-
o6peTaoT GONBUIYI0 MHOTO3HAYHOCTh, «BMeLlas» B Ce0sl peakiuyu Ha
COOBITVA, OTIMYHBIE OT TeX, KOTOpble BO30ymuau moara. B rekcrax Caty-
HOBCKOTO IIO3TMKA YMOMYaHMIT ¥ NPOIYCKOB — B JJAHHOM C/Ty4yae TaseT-
HBIX TEKCTOB-TPUITEPOB — He CKPbIBAaeT 3Ha4yeHle I03TUYECKOTO TEKCTa,
a yray0nseT ero, cosfaBasi MOLTEKCT, KaK B MOJEPHUCTCKOIL mpose. Cru-
XOTBOpE€HMe, TaKMM 00pasoM, CTAHOBUTCS BEPXYIUKON MAMOMATUIECKOTO
alicOepra, OCHAIlleHHOJ CUTHAJIAMM U CMBOJIAMI, KOTOPBIE YKa3bIBaIOT Ha
KOHTEKCTBI VI COOBITHA, CKPBITHIE «IIOJ BOJOJ», BHE MIPSMOr0 3peHus. YIIy-
671eHNe TIOATEKCTa CONMpOBOXKAaeTcA B cTuxax CaTyHOBCKOTO MHTeHCHUU-
Kalyell BHyTpEeHHel CTPYKTYpbl MO3TUYECKOrO TEKCTa, IIPOHM3AHHOTO IO
PasHbIM HaIlpaB/lIe€HMAM CO3BYYMAMM, IapajjieNu3sMaMM, aHAJIOTUAMU U
PacKaBBIYEHHBIMI LNUTATAMU — VIMEHHO 9TU M IOfOOHBIe IpUeMbl Urpa-
10T POJIb «CUTHA/IOB». VIX rycTas ceTb ONMYTBhIBAET KAKYIIYIOCA IIPOCTOI 1
HeNPUTA3aTe/IbHON «pasrOBOPHOCTb» CTMX0B CaTyHOBCKOro. Yepes HUX U
Jyepes MX OTHOIIEHU:A C TONTEKCTOM BBbIpaXKaeT ceOs IMOMUTUYEeCKUIT Cy6b-
exT CaTyHOBCKOTO — HOCKTENIb KPUTUYECKOI MO3ULMUM IO OTHOUIEHUIO K
oduIManbHO COBETCKOI MEONIOT UM, TONMUTUKE U 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” («9to
Obl/1a eBPONE3IPOBAHHASL CEMbsl TOPOICKIX ACCUMIIMPOBAHHBIX €BPEEB, TUINYHAS /LS
ExareprHociaBa B Hadane XX Beka. HIUKTO He rOBOPWII Ha MfjIIIe, @ TeM Gortee, Ha MBPUTE,
[...] porHOIT A3BIK GBI BCerzja PyCCKMil C TIPUMEChI0 YKPAaMHCKIX HEOTOrn3MoB»; 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 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.

All1300 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 «[...] yKpanHCKO-TIO/IBCKO-€eBpelicKas sI3bIKOBasi Cpefa ObUIa 3HAKOMA IOITY He IIOHA-
crbiike. CMech Hapednil, CI0B, KOTOPbIe SKMBYT BEKOM MOTbUIbKA, HAPOLHBIX TOBOPOB
OypeT COMPOBOXKAATH €ro BCIo XKu3Hb» (Ivanov 2013: 244). This and subsequent translations
are mine unless otherwise indicated. - A.M.

4 «[...] XuBas emyHMLA ,A“ yeOUHEHHOIO B CBOMX IIOMBIC/IAX CO3€PLATeNsl, CKBO3b CIIyX
KOTOPOTO IPOXOJAT SIIETIOHBI ¢ BOCHHOTICHHBIMI 1 C/TBIIIHA PeYb BEMMKOTO IIePECeIeHNMS
Hapozos» (Ivanov 2013: 244).



Translingual Poetics & Children’s Poetry 171

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 oft
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:

T'opon rosopynos. I'osop Ha O.

T'opbkoBckuit, HMKeropoackuit: KOposa; TBOpOT.

5 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, co6paB cBoux mpoxsoctos, / O6’ sCHUI UM OYeHb
npocro / Her xanyra, ectb 6muij-kpur, — /AjiH-11Beii-apeii, — mobega smurh (“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).
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T'oBopsT: Oka;roBopAT: mOKA.
Hy, a yero mocyujecTBeHHej1, He TOBOPAT MOKA.

26 HOAODs 1966, J]3epicurck
[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 cKasain:
— He 6onblie 1 He MeHblIIe,

KaK Ha4aJICA pa3fien Tlonpim.

Bropoit
CTPAacTHO 3aXOXOTaJ,

a TpeTuii TOI0BOI0 IIOMOTAL.

YeTBEPTHIN,
33, 32, 3aMKaACh, IPeIoHEC:
- Paspen. Kpacorky. /1 B mocrens yHéc.

Tax mbI Y4IUINCh TOBOPUTDH O CMEPTU.

[12]

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

X nmoHATUA.
EBpeit 9T0 0CKOpOUTENBHO.

IToaToMY rOBOPAT: €BpeIYuK.

ApMsnIKa, XOX/TyIIKa, 9yYMeK —

Ipy»x6a HapOMIOB.

21 OKMAOPS 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:

dra BUIMMOCTD CMbBICJIA B CTMXAX COBPEMEHHBIX COBETCKUX IIO9TOB —
CBOJICTBO CMHTAKCUCA,

CBOJICTBO BENMKOTIO PYCCKOTO fA3bIKa

YIPaBIATH TOCY/JAPCTBOM;

U TBI

He Ba/lAil fypaka,

MOKa

nern,

IOMHU 00 3TOM!

12 UWA 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 1967%°

10 Translation by Ainsley Morse and Philip Redko.
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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 (Children’s 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.



178 Ainsley Morse

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.

Yro nopx HaMU
Ilog HOoramMu

TTop >kene3sHpIMuU cTOMOamMum?

910 HedTh MO VIinnmbaem,
DTO MBI 110 HEM II1aTaeM.
Smms, Kamus, bubunyp n ®asuis,

W Baiipan, u Bypaub6ait,
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[Ipuneraiire
B Mmnmobait!

(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:

Hoxnuk, yxonu,
COJIHBIILIKO, BOJI,
4TOOBI KOPOMBbICIIO

HaJ 3eMJiell TIOBUCIIO:

OIHMM KOHI[OM
Haf, pexoii Yennom

[...]

(Satunovskii 1971: 18)

Rain, rain, you're out,
sun, sun, youre 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 na cete
JKunmaboin,

C beingakmniom
OH APYXXWIL.
JKunpaboin

6e3 Beuigaknia
IHst ObI, BEPHO
He TIPOXKWJL.

(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:

Y noporn —
Haprc, gaprc!
Croposx cTpormit —
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Capre, caprc!

3anep oH BOpoTa — BapTH.
Kak nomnacrtp Ham

K Tere 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:

Ilornapure, 4TO 3a AMBO MPVJIETENIO B HALI KUIIJIAK?
TTo-Ta>KMKCKM 9TO IMBO HA3bIBAETCS JIAKIIAK.

ITO auCT,

Benpriit aucr!

(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,
Wnb, n, cam,
Ha myxarike
Iym u ram.
(Satunovskii 1967: 17)

11, i, sam,

I, 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
(From 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. «Yunrbcs y Haposa — yunTbes y geteit!» 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” («[...] mosnHesimme
Hab/moeHns yOeauIn MeHs, YTO y feTell HMKOIA He ObIBaeT HAPOUMTOrO CTPeM/IeHMs K
6eccmpicimiie. Kak Mbl y)ke BUENN, eTH, HAIPOTUB, CTPEMATCA BO YTO ObI TO HU CTAJIO
OCMBIC/IUTD KaXK/jOe YCTIbIIIAHHOE CI0BO [...]. B jaHHOM cmydae pe6eHOK 0CBOGOANIT CBOIO
IIECHIO COBCEM He OT CMBIC/IA, @ OT 3aTPYAHNUTEeNbHBIX 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:
«S] Korma-To mMojyMan — HO Befb Mbl BCIIOMJMHAEM CTUXM — 0e3 cloB —
OfIMH PUTM: ,M M M-M M M“ 11 T.Ji. HeT, MBI BCIIOMMHAaeM PUTM-MHTOHAILINIO
M3BeCTHOTO HaM (HO ¢ 3a6bIThIMHU cTIoBaMu) 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): “T 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 “Thad 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?” [«Benp 1 Tam, 1 35eCh I'ypMaHCKOe CMaKOBaHIe
9K30TUIECKIX, YYXK/0 3BYUAIVX CIOB. [/ pyccKoro yxa 6069061 Tak xe ,3ayMHBI  KaK 1
YOKTOCHI-IIIOMIOHBI, KaK 1 ,I31-T31-T3en . VI xorpa Ilymkus mucan: ,,Ot Pymyka o crapoit
Cmupusbl, / Or Tpanesynpa go Tynpun, pasBe OH He yCIaXHaeTcs TOIL JKe dapylolwert
MHCTPYMEHTOBKOI1 3ayMHO-3By4aluXx cos?»; quoted (approvingly) in Shklovski 1919: 25).

23« yBepeH, 4TO COBpeMeHHAs IO33MA B OYEHb GOJIBIION CTENEHM PACTET M3 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 pure.
IIun «6ine».

W 60onen 3a Ilene.

2 pespan 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” (¢ure) 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 goporu BenyT B MOCKBY.

Bce Hapozpl 1o HUM MOAYT.
VsnacunoBanHble Gpeiinen Vnb3e,
ay(dBusIep3seH B coLuaIn3Me.

[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:

Ynurka, ynurka,
xoeaii** cBoto ymy,

He BBICOBBIBAIl POXKKI,
Iep>KM SA3BIK 3a 3y6aMu.
5 mad 1972, Esnamopus

(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 poem’s 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 ‘f, 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 Mukony XBU/IbOBOTO

PpO3CTpinAny, 4n Hi?

A KOMY TATODBI,
a KOMY JIATOPBI,
a bopuca IInnpHAKa

K €XCUHOII MaTepu?..

2 UK 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
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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, “mnapimuit cepxxant / pogom n3
IIyxoMaHu cubupckoit / masumit B 6010 / 3a cBobony YexocmoBakun” (“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 Mockse Ha MACHUIIKOI CTOMT Ye/IOBEK M YMTAET BBIBECKY MarasuHa: ,KoMMyTaTOpBbI,
aKKyMynATOpeI . / — KoM-My... TaTOpBI, a... KKO-MY... JIATOPBI... — ¥ TOBOPUT: — Buiib, 1
TYT OMMaHBIBAIOT mpocToit Hapox!“» (“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 BOI,
SIK SIC/Ia TIOBHi?»
Ho mbI 1 He «peBn»,

a Mom4a MEpu, —

HaIlOMHIIAa MHE CHOBa

ABOIOPOAHAA MOBA A3bIKA POLHOTO.

19 gpespans 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 ymeto mo-tapabapckn

Tapbl-6apbl pacTabapeIBaTh.

Yemickuit, MOMbCKIIL, CepOOXOPBATCKIIT
C/IoBapy MOM, CTIOBapUKM,

BBl CTOUTE K/IaIKOJ T€CHOIA,

C BaMll MH€ JIETKO 1 POJICTBEHHO.

26 «KaxxeTcs], MUCaHye CTULIKOB cjlerka 1o PosaHoBcku (rpy6o roBops u ,,3a u ,lIpOTUB" —
T. €. OffMH CTHIIOK ,3a", APYTOIl ,IIPOTUB“) — MOe XapakTepHoe cBoiicTBO. Ho 51 B HeM He
BIHOBAT — TaK IOJTy4a/0Ch HOYTH 6e3 MOETro XKelMaHus» [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.
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A 4TO «Imaceka»
I0-YeLICKN «IIPOCeKa» —

9TO AaXKe MHTEPECHO.

4 AHBAPS 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:



194 Ainsley Morse

Tlo-uerckm «KMU3Hb» — XKaXK7a.
JKaxxga 6p1TH

TaK ke eCTeCTBEHHa,

KaK, CKa>X€M, «IINTb».

ITeit, TonbKo 6e3 menéBbix adopu3MoB;
BeJb, €C/IM Ha TO IIOILJIO,

TaK JlaXKe «CIaThb» —

3TO TOXKE XKaXKJa — >KaXK/ja BCIIATh,

B CMEpTb;

a Thl TOBOPWJI — IIOTOBOPYUIM O >KM3HMU.

Hapo ncxoguthb 13 5Xu3HM.

B3aTb npumep: KU U yMep; YeX) TOBOPAT «3EMKEN».
Bsam, momyctum, 1 semxern

u ¢ur ¢ HuM.

[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 zemfel.

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 Zizeri (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
Zizen 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:

Kax pyccknit, mo6smmmit
«3a4YeM», «KyJa» I «BOT»,
TIOPOJI I CIUTIO U CHIBIIY:
st st

ITan, ving nat!

" s cmeroch,

CMEKCh 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 BECHOIL,

KOIZIa MHe B IIepBbIil Pa3
TIPUCHUIICA

3TOT COH.

* CKOBKO J1eT (IIOTbCK.)

24 HOAOPA 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’s 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 I IIO-TIOJIbCKN «BHYK»,

U IIO-YEIICKU «BHYK», U II0-CIIOBEHCKU, U no—60}1rapc1<1/[.

A, HanpuMep, TUCLUIINHA —
MO-YelICKN — Ka39Hb!

IIO-IIOJIbCKM — 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, 910 Tebe MOHATHO?

Ia? [TousatTHO?

Torpa, moxanyiicra,

BBITUIIOHD ITYTOBUILY U30 pTal

25 UOHA 1967
[535]

Vnuk [grandson] - is wnuk in Polish too,

and vauk in Czech, and in Slovenian, and in Bulgarian.

But discipline, for example -
in Czech is kdzeri!
in Polish is karnos¢!

Grandson, vnuk, do you get that?
Yeah? You get it?

In that case, please
spit out the button!

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 kdzes 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
vnuk. 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
note: “Stikhi - moia zhizn” (“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
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 ¢ npaskoii. CHa4ajia COOTBETCTBYIOLI[YE CIOBA ObI/IV
HamucaHbl matuHuIein: wnuk, vnuk, kdzen, karno$é» (“The card has been corrected. At first
the corresponding words were written in Latin script: wnuk, vnuk, kizen, karnos¢”) [707].
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Muxaun Ilasnosey,

«PUTM CO3HATENbHOINM MO3TUIECKOIN BEIII»:
AUTEpaTypoBegYecKyie I TNTepaTy pHO-KPUTUYECKNE CTaThy
SIna CaTyHOBCKOTO M €ro MO3TUYecKas MPaKTIKa

Pesrome: B maHHOI cTaTbe paccMaTpuBaeTCA NUTEPATypPHO-KPUTHYECKOE U Teope-
Tideckoe Hacnenue SHa CaTyHOBCKOTO. XOTA KOPIIYC 3TUX TEKCTOB OTHOCUTETHHO
HEBE/IMK, OH MMeeT 6ojblioe 3HayeHMe. AHanmu3 CaTyHOBCKUM MO3TUKU JIETCKOTO
¢$onbKIOpa, B YaCTHOCTU CYMTAJIOK, @ TaKXKe TBOPYECTBA €rO IMpPEeJIIeCTBEHHIKOB
u coBpeMeHHNKOB (B. Maskosckoro, K. Yykosckoro, I. Canrupa 1 ip.) IOMOT II09TY
copmympoBaTh cBOM COOCTBEHHbIE TBOpUYeCKMe NpUHUUIbL CaTyHOBCKMII 06pa-
TWI BHUMaHMe JCCIefioBaTeneil u unurareneir Ha «KopHeeBy cTpody», mpoaHamn-
3MpOBaB ee I'eHe3NC B JleTCKMUX npousBefeHnax Kopues UykoBckoro m mpocnepus
JICTOKM 3TOJ CTPOQBI B TBOPYECTBE IPENLICCTBEHHUKOB UyKOBCKOTO M PYCCKOM
¢donpkope. Ilpumenenne CaTyYHOBCKMM TAaKTOMETPUYECKOTO IOAXOAA K PUTMMU-
YeCKOil OpraHM3allMM CTMXA IPOACHAET He TOMbKO Ba>KHOCTb 3TOTO acCIeKTa CTHU-
XOTBOPHOU (OPMBI [l M09TA, HO U BIVMAHUE IOITUYECKUX TeOpUiT AJeKcaHfpa
KBartkockoro un Vnby CelbBMHCKOTO — TEOPETUKOB IIOITHYECKOTO KOHCTPYKTH-
BU3Ma. AHa/IU3 «TEOPeTNYecKNX» counHeHMit CaTyHOBCKOTO IIOMOTaeT TakKXXe yTod-

HUTDb MHTEPIPETALY HEKOTOPBIX CTUXOTBOPEHMIA IT03Ta.

KmroueBrle cmoBa: neTckmii GOMBKIOP, KOHCTPYKTUBM3M, TUTEpaTypHasA KPUTHUKA,

TAaKTOMETPUIECKAA MOITNYECKAA CICTEMA

[Toar I CaTyHOBCKMIT He ObII aKTMBHBIM YYaCTHUKOM JIMTEPATypPHOTO
Ipollecca — HM JIeTaJIbHOTO, HY HeNofLleH3ypHoro. OH IOCTOSAHHO JIO ca-
MOJI CMepTy B 1982 TOAY IIPOXKMBAI B TOpofie DIeKTPOCTaab, Kyfa IHepe-
Opajicsi moce [eMOOUNM3aLNU B 1946 TORY M T/ie O BBIXOfA Ha IIEHCUIO B
1966 rofy paboTan MHXEHEPOM-XMMUKOM B 3aKPBITOM DJIEKTPOCTA/IbCKOM
Hay4YHO-UCC/IeNOBATEeNbCKOM TeXHONormdeckoM mucruryre (QHMTU). Or-
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clofa OH ObIBa Hae3gaMyu B MOCKBY — Cyfsl 110 BOCIOMUHAHUSIM MeMY-
apUCTOB, C HEM3MEHHOI aBOCBKOJ, — Moceljas TUTEPAaTOPOB U pelaKIiuu
HyOIMKOBABIINX €0 )KYPHAIOB U M3JATeTbCTB, MHOT/IA YYaCTBOBAN B IIO-
STUYECKUX YTEHUAX, Ifie OBbUI >KeNMaHHBIM rocteM. OfHaKo 60reMHBIM COO-
pumam CaTyHOBCKUIL, TIO-BUAMMOMY, TIPEATIOUNTA TU4HOe obumeHne' n
KpaliHe OCTOPOXKHO OTHOCUJICA K MyOMUKAalMAM B Tamusfiate”. B murepary-
py nyTeBKy eMy Bbimucan Vinbsa SpeHbypr: mepey geMobunmsanyeit mocue
OKOHYaHM:A BOEHHBIX JieticTBuii CaTyHOBCKMII BCTpevanca ¢ HuM B IIpare
U TONTy4M/I peKOMEHATENbHYI0 3amucKy K Camymny Mapiuaky, a TOT nepe-
IpaBIJI HAYMHAOIEro 1o3Ta K BukTopy IIKI0BCKOMY, CTaBlIEMY Ha TOfIbI
unrareneM 1 cobecegHukom CaryHoBCKOro. Cpeint ero sSHaKOMBIX 11 KOppe-
CIIOHJIEHTOB B 1950-1970-€ TOABI — TaKue pasHble (PUTYpPBI, KaK IPeAcTa-
BUTEMN CTapumx mokoneHuit Anekceit Kpyuenoix, Cepreit bo6pos, Vnbsa
CenbBuHckuit, Muxann CBeT/IOB; U3 ClefyIoLlero nokonenusa — lennaanit
AJiTY, TIOSTBI «JIMAHO30BCKOM IIKOB» U Ap. Camoro CaTyHOBCKOTO 0ObIY-
HO MPUYNUCIAIT K «IMAHO30BIIAM», B KPYTy KOTOPBIX OH IOSABMJICH, BIIPO-
YeM, OTHOCUTE/IBHO II03[IHO, OYAy4M yXKe CIOKUBIIMMCS, 3PE/IBIM IO9TOM:
JIMIIb BECHON 1961 Tofia OH Io3HaKoMMICA ¢ Bc. HekpacoBbIM, KOTOpBIA, 11O
COOCTBEHHOMY CBMIETEIbCTBY, «BO3MII X C <II09TOM-IIepeBOfYMKOM Brapu-
mupom> byraesckum ot Pabuna x Kponusanikomy» (Carynosckmit/Hexpa-
COB 2016), a, K TpuMepy, ¢ CanrupoM MO3HAKOMUICA TOTIBKO 4epes iBa Tofia”.

SIu CaryHoBcknmit He 6pUT HM wieHOM CoOI03a COBETCKUX MICATeNell I
LpyTrux 0(MILMaTbHBIX IMCATeTbCKUX 00 beAMHEHNIL, HU IPO]ecCOHaNTbHbIM,
JUIUIOMMPOBAHHBIM JIMTEPATYpPOBENOM, HU INTATHBIM KPUTUKOM, U
U3BECTHBIE HaM €ro KpUTWYEeCKHe I JIUTePaTypoBeAdecKue paboTel
HeMHoTOuMC/IeHHbI !, TeM He MeHee, IPM 3HAKOMCTBe C 3TUMU paboTamm

1 Tlo cugmerenscBy Ilerpa CaryHoBCKOro: «Bpat, 0 HaType JOBOILHO MpAdHbIii, HE OYeHDb
Pa3roBOPYMBBIIL 1 MaIooOmMTenbHbIN» (BBIdKOB 2010: 377).

2 Cwm. pacckas Ilerpa CarynoBckoro, kak B Ilapmxe B 1978 romy mpu BcTpede ¢ Ockapom
Pab1HBIM eMy IIPUIIIOCH BBIIONHATH JIE/IMKATHYIO IPOCchOy 6paTa — Iepefars Hpocsby o
[PUOCTAHOBKE TIOATOTOBKM «TaMM3[ATCKOr0» COOPHMKA CTUXOTBOPEHMII MO3TA, ONacaBIIe-
rocs 3a ce6s u pereit (I1. CaTyHOBCKMIT 2012: 10).

3 VI3 Heomy6mKoBanHOro mucbma CaryHOBCKOro Bragumupy Jlanuny ot 4 HOSIOPs 1964 roja:
«Top; Ha3aj A MO3HAKOMMIICA C (IIPEBOCXOHBIM, MO-MoeMy) moatoM lerpuxom Canrupom u
HEZJaBHO OH CarMTMPOBA/I MEHsI HAIICATD [JeTCKIe CTUXW». 3a 3TO coobieHne 6raronapio (K
COXaJICHNIO, Y)Ke IIOKOITHOro) Bragyuvupa Opriosa.

4 JImmb 9acTh M3 HKX ObUIa OMyOIMKOBAaHA B MEPYMOAVKE WIM HA TEMATIYECKMX CAfiTaX Ipu
JKUSHU WIN TIOC/Ie cMepTy aBropa. Ilourn Bce oHM cobpanbl B 2009 ropy Jleorngom Ca-
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obpamjaer Ha ce6s1 BHMMaHME OOCTOSTENPHOCTh IOAXOfa aBTOpa: B €ro
CTaThsX U 3aMeTKaX OOHapy)XMBaeTcsA omopa Ha paboTsl GONBKIOPUCTOB
I1. MleitHa, I. Bunorpagosa, ctuxoBenoB O.Bpuka, P.SIxo6cona, I Bunoxypa,
B.Jiixenbayma, bB.Tomamesckoro, B.XommesHukosa, M. Itoxmapa,
(mopuac, Kak B crydae ¢ XO/MIIEBHUKOBBIM — MO/EMUYeCKas ) 1 fip.

MOXHO BBIJIeTUTb OCHOBHBIE TeMbl, MHTepecyoue CaTyHOBCKOTO —
KPUTHKA VI TUTEPaTypoBefa. ITo:

- meTckmil (PONBKIOP — IpeXfie BCero CYMTAIKU U UX JiepUBarhbl B
TBOPYECTBE IIEJIOTO Psfia MO3TOB, a TaKXe 3ayMb, pudMa, pUTM U Apyrue
CMe)XHbIe aCIeKThI (POTBKIOPHOTO CTUXA;

- otkpsoitas uM «Kopaeesa crpodar (0cobast KOHCTPYKLMsI CTPOdBI, KO-
Topylo nomysipusuposan Kopreit YykoBckuit 1 KoTopasi 0OHapy>KMBaeTcst
B (OIBKIIOpPE U Y APYTUX II03TOB);

— TBOPYECTBO aBTOPOB, Ybs II093Ms ONMPAETCA Ha 0COOBIl «TOBOPHOI»
TUI TO3TUYECKON peunm — Ipexpe Bcero Brmagmmmpa MasikoBckoro, HO
Tax>ke Muppst Jloxsuikoit®, Cepres Tperbskosa, [enpuxa Canrupa u fip.

Bce 3T TeMbl NpsAMO KOPPENUPYIOT He TONBKO C M3BECTHBIMU JIMTEpa-
TYPHBIMI TIPEANIOYTEHUSIMY aBTOPA, HO ¥ C OCOOEHHOCTSIMI €T0 MO3TUKI,
BBITIOTTHASA PO/Ib CBOETO POfa aBTOPCKNX IPOIPAaMMHBIX TEKCTOB HApAALY C
COOCTBEHHO IIO3TOJIOTMYECKMMI €T0 CTUXOTBOPEHUAMM.

Tax, BHMMaHne CaTyHOBCKOTO K IETCKOMY (DOMBKIIOPY, IIPeXk/ie BCETO K
CYMTa/NIKaM, HEOJHOKPATHO OTMEYasoch MeMyapucTamm: 1o cnosaM Kon-
craHTMHA Ky3bMMHCKOTO, «Ha TBOpYecTBe CaTyYHOBCKOTO APKO CKa3alucCh
MHTepeC K [IeTCKVMM CTHXaM U HapOJHBIM YacTYILIKaM, KOTOpble OH COOu-
paert. [...] B myumux cBoux tekcrax CaTyHOBCKUII MAET OT: HETCKOTO CTHXA,

TYHOBCKUM B HeGO/IBIIOM 57IEKTPOHHOM M3[aHuyu «JIuTeparypoBegdecKyie 1 KpUTHIecKie
crarbu» (CaTyHOBCKMIT 2022), OfHAKO MBI B CBOEl paboTe ob6palaeMcs K 3TOJ KHUTe JINIIb
B TOM C/Iy4ae, eC/i Hy)KHble HaM paboTbl BIiepBble ObIIM OIyOIMKOBAaHBI MMEHHO B Hell (Ta-
KOBBIX 9 U3 16).

5 He6ompuryto 3amerky «Pudma — HepudMma B geTckoit mossun» (CaTyHOBCKMIT 1971) OH IIO-
CBSALIAET PO/ HEPABHOCIOXKHOI prdMbl B 1093uu s fereii or Uykosckoro fo Carnrupa,
HauMHasl CBOK CTAThIO C OCMApMBAHMsA Te3uca XOJIIEBHMKOBA «[[/Isfi COBPEMEHHOrO Cryxa
pasHoygapHas pudma — BooOue He pudmar (XoeBHNKOB 1968: 33).

6 JIByM HeGOnbLIMM MOZOOPKAM ee CTMXOTBOPEHMIl, OMyO/IMKOBAHHBIM B COBETCKMX aHTO-
JIOTHSIX B 9IIOXY «OTTere/m», CaTyHOBCKMIT IOCBATIIT HEOOMbINyH0 3aMeTKy «OIHO CTMXOT-
Bopenne» (CaTyHOBCKmMit 2022: 87-90), B KOTOPOIl 0c060e BHUMAHNE YACIMI «BEIHOCTID
1109THKY JIOXBULIKOIL.
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YacTyIIKM, aHEeKJ0Ta ¥, HaKOHell, TUTepaTypHO peMuHucCHeHuyu. VMen-
HO 3TU A3BIKOBbIE 00/IACTI, @ TaKXKe KIacCHyecKas JUTepaTypa OKas3anch
HOZTHOCTBIO CBOOOHBIMM OT TJIETBOPHOTO BO3JIENCTBUA COIpeanusMar
(KyspmmHcKnmit 1980). besycoBHO, BIMAHME YacTylIeyHOro cruxa Ha Cary-
HOBCKOTO (Kak, BpoueM, 1 Ha EBrenus Kponusauiikoro munn Vropsa Xomu-
Ha) BeMKO: KyspMMHCKIIT B KadecTBe IIpYMepa YKa3blBaeT CIefyIolee ero
CTUXOTBOpEHME!

«3aBepHYBIIN B KapTy MUPA XXeHa MYy>ka XOPOHMIA»;
PYyCcCKas HapofHas NPUpPOJHAsA IeCH ,

IieHa py6/Ib TPUALIATD KOTIeeK.

13 AHBAPS 1970
[204]

O,E[HaKO Kypa 6onblilee 3HAYEHE VIMETU J19)8: CaTYHOBCKOI‘O cunrtanku. Vx
BIVIAAHNE HETIOCPEACTBEHHO ITPOCIEKMBAETCA B €T0 OPUTUHAIBHBIX ITPOU3-
BENEHNMAX, 9bs JXaHpOBasA NPUHAANIEKHOCTD IIOAYAC IIPAMO YKa3bIBA€TCA
ABTOPOM, IIPMIMEPOM Y€MY CIYIKUT TEKCT C 3arjiaBieM «Cunranka»:

ABBT I EX,

>kaba efleT Ha exe.

[IpencraBnsiere cebe,

KaK 6OINT y XabBbl X9,
u 69,

u 06a a?’

9 Utons 1965
[504]

7 3ameTum, 4TO )aba — YaCTBII MIEPCOHAX JIETCKMUX CYMUTANIOK, OFHY U3 KOTOPBIX LIUTUPYET
n CaTyHOBCKuMii B crarbe «PuUTMBI cumTanku B ctuxax Maskosckoro»: «IlIupoko pacmpo-
CTpaHeHbI MHOTOYVC/ICHHBIE BAPMAHTBI CUMTAIOK CO CIOBAMM, MMEIOIINMI ,,03ayM/IeHHbIE

JIATMHCKVE KOPHUL: ,,YM, IPYM, P3, atep, dputep, e, YHY, fYHY, paba, patep, dpurep, sxaba“»
(CaryHoBckmit 1968: 22).
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[ CaTyHOBCKOTO JIeTCKas CYMTAJIKA JIEKUT Y UCTOKOB T1093UM KaK Ta-
KOBOII, TIpefioMIsAA B cebe U cHenyuduuecKyo AETCKYI0 OINTUKY BOCIIPHA-
TUA MUPA, U JETCKOE JK€ UTPOBOE OTHOLIEHNE K C/IOBY KaK K BeIlM, IOYTH
UTPYLIKE, KOTOPYI0 MOXKHO OXMBUTD, CTIOMaTh, 3aCTaBUTb BBICTYIATh B He-
oXMIaHHOM pony. Tak, B MporpaMMHOIt cTatbe «CTpaHHDBIN MUP CUMTA-
k1» CaTyHOBCKUII MUILET:

B merckom ¢ombkiope (CTMXaxX ¥ IECHSX, CIOXKEHHBIX OOJbIIeNl JacThio
CaMUMM JIeTbMH) APKO U LIMPOKO OTPasyIach JOPEBONMIOLMOHHAS IepeBeH-
CKasi )XM3Hb. VIHOTA TOBOPST, YTO CYMTANKM OECCMBICIEHHBI, aIOTMYHBI;
9Ta 6eCCBA3HOCTb MHMMAs. Pe6eHOK BUAMUT 1 M300pakaeT MUP 11O CBOMM
CBSI35IM U IIPeICTaBIeHMsIM, KOTOpPbIe He COBIAJAIOT C TeM, KaK BUIAT MUP
B3pOCIIbIE.

(CatyHOBCKMIT 1969: 121)

Takas KoHLleNnTyanmsalus HETCKON ONTUKM BbiZaeT B CaTyHOBCKOM Ha-
CNIeHMKA MOJIEPHUCTCKOI TpafiMLiMM C €€ KyIbTOM IOBEHWJIBHOTO THUIIA
OCTpaHeHUsA — CTUIM3ALMM JEeTCKOTO MupoBocnpuAtuAa. Vinesa BaumAHuA
CYMTATIKM Ha COBPEMEHHYIO II093MI0, BEPOATHO, ObUIa mopickaszana Cary-
HOBCKOMY JM3BECTHBIM (DOTBKIOPUCTOM, MICC/IENOBATEIeM JIETCKOTO YCTHOTO
TBOpYecTBa ['eoprueMm BuHOrpasoBbIM, KOTOPBIN B CBOeil KHUTe «JleTckuit
donpkiop» nucan:

CuYnTanKM He TONBKO JAIOT PafloCTh MX MCHOMTHUTEIAM; OHM JAI0T NIUTAHUE
IPYTMM HOTOKAaM TBOPYECTBa, — TBOPYECTBA B3POC/IbIX: 3TOT Masblil BUJ
C/IOBECHBIX NTPOM3BEJIeHNIT BKII0YAeTCs B IIPOV3BENEHNA KPYITHBIX )KaHPOB,
IpuB/IeKas K cebe BHMMAaHIe HeOKUJAHHOI U M3ANTHON GOPMOIt 1 CIryxa
COC[ITHEHNIO OT/C/IBHBIX YacTell MPOU3BENieHM s, KOMOMHAIINY BBOIUMBIX
9Mu30foB 1 mp. [...] [leTcKye cUnTANKM PafyIOT YYTKOE YXO [03Ta U BbI3bI-
BaIOT ero Ha 67IarOpPORHOe COpeBHOBaHME. [...] BKyC OIBITHOTO XyAOXKHIKA,
OYeBUJIHO, HAXOIUT OTPAJHOE Y/IOBNIETBOPEHNE B IIPOCTHIX, He 3alTyTAHHBIX
($bopmax eTCKOTO CTOBECHOTO TBOPYECTBA.

(BuHorpazos 1988: 156)

CaTyHOBCKHUII He TONBKO HOOPOCOBECTHO pedeprpyeT OTHEIbHBIE IIONO-
SKEHMsI OCHOBOIIOTIATAIOI[MX paboT BuHOrpafoBa, MOCBSIIEHHDBIX HETCKIM
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UTPOBBIM IIPETIOIMAM, MHOT/Ia IPAMO CChIIAACh Ha HEro, HO M HaXOJQUT B
3TUX paboTax HEKOTOpble NpMMepbl obpaleHus NpodeccuoHaTbHBIX 1103-
TOB K YKaHPY CUMTA/IKM, ITIOCBAIIAs MM CBOM 3aMeTKM. Tak, omyTHoe 3aMe-
yaHue BuHorpajjopa — «ApXaHIe/IOrOpOACKasA CUMTA/NKa HaBesAa JpyroMy
noaty — Cepreto TpeTbAKOBY Tpy HaMBHO-TIPENIECTHBIX TeKCTa-MOAparka-
Hus» (Tam xe: 156) — mo6yxaeT CaTyHOBCKOTO PasbICKaTh 3TU TEKCTHI U
IpOaHa/IM3MPOBATD VX B He OIYOIMKOBAHHOI IIPY ero >kM3Hu crarbe «Cep-
reit TpeTbsAkoB — aBTOp cuuTaNIOK» (CaTyHOBCKMII 2022: 68-70).

Peub mper o cTuXOTBOpeHUM «PeOAYbM CUNTATIKU», KOTOPOE aBTOP
M3HavyanbHO mpexBapun snurpapom «I[lepBeHunkn, apyrenuukn, / Jleta-
U TOMyOeHUYMKM», yKasaB B KPYIJBIX CKOOKax: «(ApXaHIe/loropoackas
cumranka)» (cM. TperbsikoB 1919: 10); BrpodeM, CaTyHOBCKMIT oOpaTmics
K Oosee TO3gHeN ee pepakuuyu u3 KHuru TperssikoBa «VItoro», yxe 6e3
3TOTO yKasaHMs Ha MCTOYHMK snurpada m 6e3 acTepyuCKOB, IpeBpallaio-
I[UX CTPOQBI B CAMOCTOATEIbHbIEe TponsBeaeHns (cM. TpeTbaKoB 1924: 75).
OpHuM LMTHMPOBAHMEM ABTOP HE OIPAaHMYMBAETCH, PUBOAA PAN APYTUX
IpuMepoB 6ojiee IMMPOKOTO BAMSIHMSA (QOTBKIOPHBIX PUTMOB 1 GOpM Ha
noasuio Ceprest TpeTbskoBa — 109Ta, OIM3KOTO TOBOPHOIL, «MasKOBCKOI»
MVHNM PYCCKOA3BIYHON M033uMu. B wyacTHOCTM, CaTyHOBCKMII 3aMedaer:
«Mapumm-ctuxy TpeTbsiKkoBa 0COOEHHO HACTOATENBHO TPeOYIOT CKaH/IOBKM
YeTKMM PEeYMUTATUBOM, 6e3 KOTOPOIl HEMBICIUMO U ,KOHaHUE — JICIIONHe-
Hute cunTanok» (CaTyHOBCKUIL 2022: 68).

Hpyroit nopckaskoit Bunorpagosa CaTyHOBCKMII BOCIIONb30BAJICA MO-
cne ero cmoB: «Eme 6onplie moppaskaHuil BbI3Bada JETCKAas CYUTANIKA y
H. Amyknna» (Bunorpazmos 1998: 156). Hukomasa Amykuna CaTyHOBCKMI
BCIIOMMHAeT B 3aMeTKe «ABTOp ,,3aitunka» (CaTyHOBCKUIT 2022: 71-72), U3-
Ha4a/IbHO MOCBAILEHHOI fpyromy noaty — Pemopy bormanosnuy Mume-
py (1818-1881). Mujiep OCTancsi He TOMBKO B MICTOPUY JIUTEPATYPBI, HO U
B HApOJHOJ IaMATU He CBOMM POMAaHOM «lIbIraHKa», He >KypHa/lIbHBIMU
¢denperoHaMy wn nepesofamiu Illexcrimpa 1 HeMELKMX ¥ aHITIMIICKUX PO-
MaHTMKOB, HO JIeTCKMM CTMIIKOM «Pas, gBa, Tpm, 4eTbIpe MATH, / Bormen
3aif4MK MOrynATb» M3 Lukiaa «[lognucy kx xapTuukam (Jns pmereit mepso-
ro Bospacra)» 1851 rofia. ViIMeHHO BuHorpasmoB B cBoeit craThe «lleTckue
UTPOBbIE MPENIOiNN» BEPHY/ IONYIAPHOMY CTUXOTBOPEHMIO MMH €r0 Ha-
CTOSIIIETO ABTOPA, IMOIYTHO OTMETUB: «IDTO CTUXOTBOPEHME CTAIO PacIpo-
CTpaHEHHeMNIIe CYUTANIKOM, PUYEM YCTHBIE PelaKUMM Majao M3MEHVIN
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KHVDKHBIN TeKcT» (BuHOrpayoB 1998: 174). CaTyHOBCKOTO CUJIBHO 3aHUMAIa
MBIC/IIb O «HepereCTHOM OIIbIJIEHUI» (bOJ'IbKTIOpa n J'H/ITepaTypr — nepeTe—
KaHuy 13 GOIbKIOpa B TUTEPATyPy U OOPATHO OIpefie/IeHHbIX TeKCTOB, UX
CTPOK MU TPOCTO PUTMUKO-CUHTAKCUIECKMX MOJIe/ell, B pa3HbIX BepCUAX
MEHSIOIMX CBOJ JIEKCUYECKUIT cocTaB. JI/1g Hero O6bII0 BaXKHO, YTO He3a-
MBICTIOBAThIII KyIUIeT Muepa «yluen B Hapo#» M 06poc MHOXeCTBOM Ba-
puanuii, B TOM 4MCIe ¥ BeCbMa JjaJIeKUX OT IePBOMCTOYHMKA, a 3aTeM ObII
IIOBTOPHO OCBO€H nMTepaTypoﬂ — OJHVM U3 HpI/IMepOB YEero ABIIAETCA
CTUXOTBOpeHMe AILTYKMHA, BUAMMO, BOCIPMHSABILIETO MCXOHBIN MaTepuan
KaK (DObKIOPHBIIT IIPETEKCT AJIsi COOCTBEHHOTO OIyca:

Pas, nBa, Tpn, yeTnipe, NATH
BbIILIE/T 3a/iYUK IIOTY/IATD,
HO OXOTHMK He IpUIIeT,
3al4MK I10JIe IIepeller,
Tla>Ke yCOM He IOBerI,

B OrOpOJ, TOTOM 3abpert.

(LInt. mo: CaTyHOBCKMIT 2022: 73)8

B samerke «Cumrankam 6onbine momyBeka» CaTYHOBCKMII He IIPOCTO
OTMedYaeT JaHHBIA QakT, HO obpalaeT BHUMAHME ¥ HA IPOYME CUNTAIKN
AnryknHa, craBune «ponpKIopHbiMu». [IpuBens ogHy us Hux — «B cuHem
Mope-oKeaHe» (AIIYKMH 1923: 37), — aBTOP IPOKOMMEHTHPOBAJ ee KpaiiHe
Ba>KHOI [IJISL HETO CaMOT'0 MBICTIBIO:

Bonbiie momyBeka MpoOIITIO ¢ TeX MOp, KaK CTUXY AIIYKMHA BOIIIN B «CUM-
TaJIOYHBIN perepTyap». BMHOrpagoBs muca, 4To uX «MOXKHO pacCMaTpuBaTh
KaK BBIpaKeH}e — IIOJIHOCTDBIO VJIM He BIIOJIHE OCO3HAHHOTO — >KeTaHMA
060raTUTb Ha/JMYHbI CIUTATOUHBII pellepTyap BKIAfOM; IPU 3TOM U Ha-

3HaYEeHNeEe, n (bopMa, " TaXXe «cofeprkaHue» HpOI/ISBeﬂ;eHI/Iﬁ HE€ TO/JIbKO HE

8 TlonHyio BepCHIo STOTO CTUXOTBOPEHNs BIMHOrpaos criepsa OIIMOOYHO IIPUBOGUT B IPUIIO-
SKEHIN K CBoell cTaTbe «[leTckite urpossle npemopyn» (Buxorpanos 1998: 302).



210

Muxaun Ilasnosey

TIIOABEPrarTCa M3MEHEHUAM, HO MIMEHHO IOCTVIXKEHNE Y BbIPpA’KEHUE UX CO-

CTAB/IACT CMBIC/T IIO9TUYECKOTO TBOp‘-IeCTBag.

(CaryHOBCKMIT 2022: 74)

B cBoem mHTepece k ¢opmam obpaieHnss MpodecCHOHANbHBIX TOITOB K
(OIBK/IOPHBIM TEKCTaM, B TOM YIC/Ie IPSIMOTO TpaHcdepa TUTepaTypPHBIX
TEKCTOB B (ombK/Iop 1 06paTHo CaTyHOBCKMIT U/ET C/IEOM MMEHHO 3a Bu-
HOTPAOBBIM, KOTOPBIIl PasMBIIUIAI B OTHOM M3 MOC/ENHUX CBOUX Pabor,
«JJeTckmit GponpKIop» (HAIMCAHHOM [0 1941 TOfA):

[lns yAcHeHUs He 6e3pasInyuHbIX BOIBKIOPUCTY CYHeO HAPOFHOI M033UU
BHJIMAHHE K HeTCKOMY (DOTBKIOPY OTKPBIBAET Psf CIOBECHBIX IIPOM3Be-
JleHuii, KOTOphle, IIePecTaB CyLIeCTBOBATb B Cpefle B3POCIOro Hace/leHus,
BBIIIAB 3 COCTAaBa €ro PelepTyapa, CIyCTUINCh B IPYTYIO CPefly — «Majlb-
4MKaM B 3a0aBy»; mepes (ONBKIOPICTOM 37eCh — MPOIeCC OTMUPAHIIA
JKaHpa, YXOJja €Tr0 M3 OfIHOI Cpefibl HOCUTEEl B IPYTYIO CPefy ¥ BMeCTe —
Ipoliecc MepepoKIeHN: OJHUX )KaHPOB B Apyrue. [I1a nccnenoparens cio-
BECHOTO MCKYCCTBA ¥ YYEHOTO-MY3BIKAaHTa 37IeCh OTKPbIBAeTCsA ellle OfMH
MHTEPeCHBIII MOMEHT: BOCIPUHATOE 13 CPeAbl B3POCTbIX 1 MPUCIOCOOIEH-
HOe [I/IsI HOBBIX HYXKJ| B [JeTCKOII Cpefie, TOCTEIEHHO 3a0bIBasiCh, OKOHYA-
TE/IbHO IormbaeT Miy, INpUBJIEKas BHUMaHUe My3bIKAHTOB 1 XY/IOKHUKOB
cnoBa (HarmomyHa Amykuna, Bpiocoa, I'peyannnosa, Mycoprckoro, JIs-
IOBa), IUTAeT UX TBOPYECTBO, IPETBOPAETCA B HEM U, B IPEOOPasKeHHOM
BU/JIe, BO3BPAIIAETCA B CPeJly B3POCIIBIX MHOTO KY/ILTYPHOTO YPOBHA.

(BruHOTpazoB 1998: 415-416)

He menee 3anumasna CaTyHOBCKOI‘O  T€Ma BIUAHUA OETCKOTO (bOHbKTIOpa

Ha OJHOIO M3 KIIO4YEBBLIX /I HErO aBTOPOB — Bnam/[MMpa MasKoBCKOTO.

Emy CaTyHOBCKUIT IIOCBAIIIAET HECKOIBKO CTaTell, HO-BUANMOMY, 0COOEHHO
BBIfeNAA 1A ce0: 60/bIIyIo paboTy «PUTMbI CUMTANIKM B CTHXaX MasgKoB-

9 Iurara B3ATa M3 KOMMeHTapueB BuHorpagosa K ero cobctseHHolt padore «JleTckme nurpo-

Bble npermomui» (1927-1929) (Bunorpasos 1998: 285). O Baxuocty st CaTyHOBCKOTro dury-
pbI ALIyKIMHA TOBOPUT U TOT (DaKT, YTO OH GBI IMYHO 3HAKOM C (POTBKITIOPUCTOM I TIOCEIIaT
TOTO B €r0 MOCKOBCKOJI KBapTIpe HaKaHyHe 80-/eTHero 00ues, 0 4eM paccKasasl B CBOEII
crarbe (CaTyHOBCKMIT 2022: 74).
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CKOTO» — TIePBYI0 KPYIHYIO ITyONIMKAIIWIO TT09TA B 3TOM YKaHpe, OIyOINKO-
BaHHYIO B XypHase «Pycckas peub». VICXORHBII Te3UC MyOMMKam:

BayxHerinIme 97eMeHTbI O3TUKM CYUTATIOK YPe3BbIYaiiHO OMM3KM ITOITHUKE
n actetke MaskoBckoro. K ux 4mcny oTHOCUTCA M PUTM — OCHOBA, IO
MasIKOBCKOMY, BCAKON IO3TUYeCKOi Bewmu. «I1093usa MasAKOBCKOTO ecThb
11033151 BbIJIEJIEHHBIX C/IOB I10 IIPEUMYIIECTBY .

(CatyHOBCKMIT 1968: 21)

V3 3TOil CXOXKECTM aBTOP, BO3MOYKHO, IIBITAETCA BBIBECTU reHesyuc Mas-
KOBCKOTO-II09Ta WJIN, IO KpailHeil Mepe, PsAL OCOOEHHOCTEl ero IMoa3un
BO3BeCT! K «/JjeK/JIAMAaIlIOHHbIM» >KaHpPaM YCTHOTO HAapOJHOIO TBOpYe-
crBa. lutnpys usBectHsiir Tesuc Pomana SIko6cona (SIko6con 1923: 107),
II0-BUIVIMOMY, TTOYEPIHYTHII UM n3 KHurn leoprusa Bunokypa «MaskoB-
CKuit — HoBaTop sA3bika» (Buokyp 1943: 76)™°
eT HeOOJIbIIYI0 XUTPOCTh, MEPEHOCA 3Ty XapaKTePUCTUKY Ha CUUTANIKH,

ompefensieMble MM HENBYCMBICIEHHO KaK «I11033usi»: «CylecTByeT 60/Ib-

, CaryHOBCKUMII floITyCKa-

IION KJIacC CYMTANIOK, K KOTOPbIM fgaHHast ¢opmyna P. fkobcona momHo-
cThi0 mpuaokuMa. [1093Usl TaKUX CYMUTANOK €CTh ,II093MS BbI/IeTIEHHBIX
cnoB“» (CaTyHOBCKMIT 1968: 21). Bonee Toro, B KadecTBe WUIIOCTPALIUY OH
IPUBOJUT LE/IbII PsJ CYUTANOK, IOSCHSAS: «CTUXY 3aIllMCAHBI ,,JIECEHKO
4TOOBI JIy4llle IepefaTh CIocob ux mpousHeceHus perbmu» (Tam sxe). Op-
HAKO BBIOOP MMEHHO KOCOI IECEHKI HE[[BYCMBICIEHHO «KJMBAET» B CTOPOHY
MasAKOBCKOro, IpuyeM aBTOp pe3loMupyeT: «BpAf 1 Hy>KeH clienaabHbIi
aHa/IM3, YTOOBI IIOYYBCTBOBATDH O/IM30CTh PUTMA STUX CYUTAIOK PUTMY Ta-
KMX IByXy[apHMKOB MaskoBckoro» (Tam xe: 22).

PasBuBas ppyroi tesuc BuHokypa — «PutM u cuHTaKcuc MasgKoBcKo-
ro Ha KaXXIOM LIary oOBsACHSIT ApYr Apyra» (BuHokyp 1943: 6), — Cary-
HOBCKUII yTBep)K[jaeT: CTUX CYMTAJKM CO CTMXOM MasAKOBCKOrO Ipexfe
BCETO COMIDKAET TO, YTO PUTM B HUX CHIYXKUT CPEICTBOM «IIPEOJOIEHIIsI
cuHTaKcuca» (CaTyHOBCKUIL 1968: 27). DTO HAXOAUT BhIpa)keHMe B Habope
UX 00IMX 4epT (KaXkAyro u3 9TuX 4epT CaTyHOBCKUII COIPOBOXKAET MHO-
TOYVIC/IEHHBIMU IIapajUIeNIbHBIMU IIpuMepaMu U3 GonbkIopa u moasun Ma-
SAKOBCKOTI'0):

10 Huke, o gpyromy ciydaio, CaTyHOBCKuit Gy/ieT CCbIIATBCS IMEHHO Ha 9Ty pabory.
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- dacTble oOpamieHust (B CUMTaNKaX — «3aKIMYIKN»), MHTOHAIIVIOHHO
YIEHIIVE TIPeMIOKEHNS;

— cyer (B CYMTANTKAX — TaKas UX Pa3HOBUHOCTD, KaK «IMCTOBKM») 'L, kak
[PV IIOMOIIM Y¥CeTT, TAK ¥ 3aMEHSIOIIMX UX CJIOB, B TOM 4IC/Ie 3ayMHBIX;

- «IepevrcieHNe IPefMeTOB, NI, HA3BAHMII, MPUMEHEHMe M30/IUpPO-
BaHHBIX MMEHUTE/IbHBIX IafeXXel, 0O0bIYHO HECKOMBKUX MO, 6e3 I1aro-
noB» (CaTyHOBCKMIT 1968: 24) — 6nu3Kumii npreMy cueTa (IIlepedncIenns), B
CYMTANKAX K€ — €ro IOJMEH O,

— MHBEPCUA KaK CIOCOO «CMHTAKCUYECKOro 060CO0/IeHN CTIOB U CTIOBO-
couetanuin» (TaM xe: 26);

- BHyTpeHHUe puUMBI U «IapHbIE CIOBa» — THUIA «ATbI-0ATbl» WK
«Tenb, TeHb, noTeTedb» (Tam xe);

— CJIOBOTBOPYECTBO, B YACTHOCTY CKJIOHEHE HECKIOHSEMBIX CJIOB U «3a-
yMb» 2,

Bce 3Ty pueMBl ABJIAIOTCS He YeM MHBIM, KaK CPefiCTBOM TOro, 4yTo Ca-
TYHOBCKMII Ha3bIBaeT «/IHTOHALVIOHHBIM Pa300IeHNeM OTeNbHBIX YIEHOB
peunt, ee 0COOBIM CMHTaKCHMUeCKMM cTpoeHreM» (Tam sxe: 24). Hacroitun-
BO€ IeJaINpOBaHMe CXOXKNUX IPUEMOB JI/IS1 HETO HE MPOCTO CPENCTBO KOM-
MAPATUBHOTO PACCMOTPEHMs CYUTANIOK ¥ T033UM MasiKOBCKOTO, KakK I
IpUBEieHHasI BBIIIe XapaKTePVCTUKA ONPefie/IeHHO TPYIINBl CTUXOTBOpe-
HUII [T09Ta B KaueCTBe «BYXYLAapHUKOB»: CaTyHOBCKMII BBICTYIAET 3[eCh

11 CaTyHOBCKMil CCblmaeTcA Ha MHeHMe dombkmopucta Muxamma KuraitHuka, KoTopoe, BO3-
MOYKHO, ¥I HATO/IKHY/IO €r0 Ha MbIC/Ib MCKAaThb MApajUle/li MeXAY CYMTaIKaMu U CTMXOM
MasikoBckoro: «TBopyecTBO MasiKOBCKOTO Misi ieTell OOMIBHO CYMTAaTIOYHBIMM PEMIHIC-
LeHIMAMI, @ Hadano ,,Ckasku o Ilete, ToicToM pebetike, 1 0 Cume, KOTOPBIT TOHKMIT

JKum-6pm
Cuma c ITereit.
Cuma c ITereit
Boumm mern.
Ilere 5.
a Cume 7 —
U 12 BMecTe BceMm.
— CcYMTa/IKa HeOOBIKHOBEHHOI CVJIBI U BBIPASUTETbHOCTIL. TIPUOIIDKAIOIIASCS 110 CBOMM Me-
TPUYECKMM 0COOEHHOCTAM K TPaJMLMOHHBIM CYMTANIKaM-41CIoBKaM» (KuTaitHuk 1940: 13).

12 CaTyHOBCKMIT IIPU3HAET, YTO «MasKOBCKMII He INUCA/l 3ayMHbIX CTMXOB (OTZEIbHBIE CIOBA
BpOJie ,,CTUXII Becenble, Kak 6u-6a-60“ y mosra — mckmodenne)» (CaryHOBCKMIT 1968: 29),
HO B 9TOM C/Iy4ae JaKe JOIMyCKaeT OmMOKY, Tak Kak «6m6ab6o» — pasHOBUIHOCTD KYKIIBI,
COCTOsILIelT 13 TO/IOBBI, HafieBaeMOil Ha yKa3aTe/IbHblil [Ia/lel], M IUIAThs B BUJiE IIePUYATKIL.
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IIOC/IENOBATEC/IbHBIM aCIITOM TaKTOMCTpI/I‘-I€CKOI7[ KOHIENMuum CTuxa, m B
CTaTb€ Pa3BEPHYTO PACKPbIBAET CBOIO IIO3NIINIO:

HO)IO6HO cTuxaM MasiKOBCKOTO, PacCMOTPEHHBIE BbIIIE CYNTATIKM HaIlyMcCa-
HbI B CICTEME aKLEHTHOTO CTUXA, VN YAapHUKA, CTPYKTYpa KOTOPOIo, KakK
M3BECTHO, ONIMPAETCA Ha paBHOE KOINYIECTBO JTOIMYECKI CUIPHBIX YIIapHbIX
C/I0B, @ HE Ha KO/IMYECTBO CTOII, KaK B Ccunmabo-TOHMYIECKOM CTUXE. Ynap—
HbI€ CIYUTAIKM NHTOHAIVIOHHO 6/MM3KM K CTUXY MasikoBCKOTO.

(Tam xe)

C «TakToMeTpudeckoi purMmosorueii» CaTyHOBCKMII MOT ITO3HAaKOMUTbH-
cs1, CKopee BCero, 10 BBILIEAIIeMy B 1966 ropy «[loatmueckomy crosapio» '
OBIBIIIErO0 KOHCTPYKTUBMCTA AjtekcaHapa KBATKOBCKOro, HO, BO3MOXHO, C
KaKJMMMI-TO MOTIOXXEHUAMY OBbUI 3HAKOM U B IIOPY CBOEN MJIaJJOKOHCTPYKTH-
BIUICTCKOJ1, «KOHCTPOMOJIbCKOI» MonofocTy. KoHllenmsa sTa sakarodaeTcs B
OTKase OT KOHBEHIIMOHAJIbHOI /Il PYCCKOTO CTUXOCTOXEHUs CUIaboTo-
HIYeCKOIl TeOpUM CTUXA U 3aMeHe ee Teopuelt, COMKaIoLIell PUTMIIECKYIO
CTPYKTYPY CTMXa C MY3bIKa/IbHOV CTPYKTYPOIL, IIPEAIO/Iaraoleil YieHeHre
MY3bIKa/JIbHOTO TIOTOKA Ha TAaKThI, aHAJIOTOM KOTOPBIX y KBATKOBCKOTO AB-
NAITCA «Kpathbl». ITo cnoBaM KBATKOBCKOTO, 9TO «yueHME O PUTMUYECKUX
CTPYKTypax CTUXa, 0O6YCIOBIEHHBIX MaKCHMa/TbHBIM VICIIONTb30BAHUEM BBI-
PasUTENbHBIX CPEeACTB TaKTOBOJI METPUKU. B orTamume oT cummaboToHU-
4YEeCKOJ TeopuM CTHXa, CIoKMBLIelca B Poccun B 18 B. Ha IIepBOHAYa/IbHO
KpajiHe OIpPaHMYEHHOM Marepuajie OTEeYeCTBEHHOM II093MM, B YCIOBUAX
B/IMSIHVST 3QIQIHBIX OOpAsIoB ¥ CKPOMHOTO MMMTHPOBAHMS AHTUYHBIX
¢dbopM, TakTOMeTpIYecKas CUCTeMa CTuxa 6asupyercss Ha OTPOMHOM OIIBITE
HApOJHOI M093MNM ¥ Ha OOTaTCTBe CTMXOBBIX (HOPM, paspabOTaHHBIX pyc-
CKVMMU TI03TaMI Ha TIPOTKEHNUM IBYX cToneTnit» (KBATKOBCKMIT 1966: 299).

Camo npepmnouteHne KBATKOBCKMM COOCTBEHHOI TeOpUM Iepef KOH-
BEHLMOHAJIBHOM J/Ii PYCCKOM CTUXOBENYECKOM TPAaJMLMM BBI3BAHO €r0
HaOTIOeHNAMNI 32 OOBbeKTVMBHO CYIIECTBYIOIIMM HapacTaHMEM B PYCCKOM

13 Cor/lacHO aBTOPCKOMY IIOSACHEHMIO K CIOBapio, paspabOTaHHas MM CHUCTeMa TaKTOMEeTPH-
YeCKOJl PUTMOJIOIMM CTMXA M3JIaraeTcad B TAKMX CIOBAPHBIX CTATbAX, KaK «Purmonorus»,
«Putm», «Takromerpudecknit nepuop», «Kpara», «Croma», «AHakpysa», «Ilaysa B cTuxe»,
«Crux», «KoHTponbHbBI pAfy, «Moauduxaunm purmmdeckue», «VIHBepcua puTMuyecKas»
(KBATKOBCKMII 1966: 6).
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CTVXe IIOC/TeHUX MNECSATUIETHII KOMM4YecTBA IUPPUXMEB U TpuOpaxmes
(IporycKOB yapeHMit Ha CUIbHBIX MeCTaxX), a Tak>Ke, HaIlPOTUB, CIIOHJIeeB
(BHECXeMHBIX yHapeHuit). C OZHOJ CTOPOHBI, TaKas CUTYallVs pacliaTbiBa-
€T JJI TEOPETUKA MEPECTAIILIYIO €r0 YLOBAETBOPATh PUTMUYECKYIO CXEMY
CcHIabOTOHMKY, C PYTOi JKe — COMVMKaeT [/ Hero COBPEMEHHDIN CTUX
CO CTMXOM HapOZHBIM, HONBKIOPHBIM. DTO TIO3BOMSIET CTPOUTD TeHEATIOT IO
OT€YECTBEHHOI'O CTUXAa VMEHHO OT HAPOAHON IIOJ3UM, 3 HE OT «BBICOKOI»
3amajiHolI (IIpexk/ie BCero aHTUYHOI) Tpajulyn. «[IByxynapHuk» Maskos-
CKOTO — 9T0, B TepMuHonoruyu KBATKoBckoro, akueHTHBbI cTux (TaMm ske:
314) C ABYMsI yAApHBIMU CToraMyl («MKTaMm»), TOT CaMblil ABYXyAapHUK, KO-
topbiit CaTyHOBCKMIT OOHAPY>KMBAET B CYMTA/IKe — U KOTOPBII BOCIIPOM3-
BOJIUT M B COOCTBEHHBIX CUMTATKAX:

éb6er — xpépur — obopor,
a MO>KHO 1 Ha060poT,
C IpUKyIa, —
urpa
B CAMOKPUTHKY:
MapTo6psi Ha mapTcobpd

(4 BYIZIET 9TO TIO TENEBI30PY).

15 anpens 1970

(300]

ABTOpcKas, ImpuYeM M30upaTe/bHasd PacCTAHOBKA YAPEHUII B 3TOM CTHU-
XOTBOPEHIM, HAUMHAIOUIEMCS C XapaKTE€PHOTO «CYMTAJIOYHOTO» 3a4MHa B
BIJe TIepedHs CHHTAKCMYeCKM HeCBA3aHHBIX HOMMHATMBOB, MOXXET IIOKa-
3aTbcsA JIMIIHE, ecIy He YCMOTPeThb 3a Hell yKa3aHye Ha MPpaBU/IbHBIN CIIO-
€06 JeKIaMary CTUXOTBOPEHN s, XapaKTePHbIII MMEHHO IJIs CYUTATIOK.

Kak MOXXHO 6bUT0 6ObI IPABMIBHO YMTATH 9TO CTUXOTBOPEHUE, MTOfICKA-
3bIBaeT ellle OFHA JOCTATOYHO pa3BepHyTas ctaTbhsa CaryHOBCKOro — «Kop-
HeeBa cTpodar 4. MojenbHOI OCHOBOJI I 3TOTO TUIA OTKPHITOI TIO3TOM
CTPO(BI ABIAETCSA, C €T0 TOYKM 3PEHM S, CIefyIollee IATUCTHIINE:

14 Kax noscHser peny6mukoBaBmmii a1y crarbio Jleonny CaTyHOBCKMIL, IOC/Ie HAaIMCAHUA
Snom CaTyHOBCKMM HeGOJIBLION 3aMeTKy «,llepBoHadamo® YyKOBCKOro» yis >KypHaia
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JKun ga 6pi1

Kpoxopum.

OH 10 ynuuam Xoau,

[Tammpocse! Kypu,

I[To-Typenku rosopmi, —
Kpoxogun, Kpokogun Kpokonunosuy!

(YyxoBckuit 2013: 94)

ITo cmosam CaTyHOBCKOTO, «I/laBHasi 0cO6eHHOCTh KopHeeBoit cTpodbr —
HajIM4Me B Heil HepudMYeMOTo, MY XOMOCTOro cTuxa» (CaTyHOBCKMIT 1995:
20). UT0 e KacaeTcsi UCTOYHMKA TOTO TIPMeMa, HA3hIBAEMOTO MM «ITOfIXBa-
THIBAHUEM», TO, IIUTUPYEM JIATbIle, «TAKWE ,TOMXBATBIBAHMSA®, KAK U3BECT-
HO, BECbMa PacIpOCTPaHeHbl B MCTOPUYECKIX TIeCHAX 1 6pummHax. Ho n 6e3
TOAIXBATHIBAHMIT MHOTME CTPOKM UyKOBCKOTO C NAKTWIMYECKUM U TUIIEP-
MAKTUIMYECKMM OKOHYaHMeM Bpofie Obl IIYTIMBO MapOAMPYIOT XapakTep
BeTMYABOI MEJTUTETbHOCTH TepOMYeCcKIX ObUTMHHBIX cTHX0B» (Tam »xe: 21).

OmnpepenisieMas TAPOAMITHOCTD MpueMa 3acTabiseT CaTyHOBCKOTO MC-
KaTh 1 MHbIE €T0 UCTOYHUKMY, U TYT OH, CChIIAsACh Ha MupoHa IleTpoBckoro,
aBropa kuuru «Kopueit Yykosckuit» (ITeTpoBckuit 1962: 27)"°, ykasbisaer
Ha TO, YTO PUTM 6OJIbIIEHt YacTH CTUXOB UYKOBCKOTO POJICTBEHEH PUTMY
CYMTANIKM, TIPUYEM OTMEYaeMYI0 «pOJICTBEHHOCTb», OH, KaK M B CTydae C
MasKOBCKIM, TOTOB TPAKTOBAaTh KaK FeHETUYECKYIO CBSA3b, @ He TIPOCTO KakK
cxoxecTb. OTMETUB 0cO6YI0 H060Bb 1 BHUMaHME UyKOBCKOTO K IETCKUM

CYUTA/IKaM, CaTyHOBCKI/II/uI OIIMpaeTCA Ha 9TOT pa3 Ha aBTOPUTETHOE MHE-

«Jletckas nuteparypa» (CaTyHOBCKMIl 1970), «3aMeTKa ObUIa pasMelleHa Ha 3 CTpaHMIE
OGTIOKKI JKypHasa <gaxmuuecku — 81 cmpanuue 80-cmpanuunozo Homepa. — M.IL>, He
YIOMAHYTa B OITIABIEHMM M B NlepeyHe MyO/IMKaluil )KypHama 3a 1970 TOJ, Oblla BHICOKO
ouenena E. YykoBckoit, u oHa npemnoxxmna 5. CaTyHOBCKOMY mepepaboTaTh 1 PacLIMPUTh
ee [y pasMellleHns B I06uIeitHoM c6opHyKe. HoBast cTaThst IoMydnia HasBaHue ,,KopHe-
eBa crpoda‘. Ho, B cBA3M ¢ 3amperoM Ha ynommHaHue umenn JI. UyKoBCKol, ITOJIIMCcaBIIIelt
ICHMO B 3aINTY akajemyka CaxapoBa, a O Heil YIOMMHAIOCh B CHOCKe, SIH CHsI Imy6/m-
Kauuio. ,KopHeesa crpoda“ 6br1a ory6/mKoBaHa B TOM JKe XXypHare ,,JleTckas mureparypa®
TOJBKO B 1995 I.» (CaTyHOBCKMIT 2022: 3).

15 BonpumHcTBO 1mTar B paborax CaTyHOBCKOIO IpyBeeHbl 6e3 yKasaHus Ha TOYHOE U3-
JaHnme — U MBI B TAKOM C/Tydae BBIHY)KAEHBI aBaTh CCBUIKY Ha Te [OCTYIIHbIe HaM pabo-
TbI, KOTOPbIE 6yKBa]TbH0 COBIIQIAIOT C IIPMBENEHHBIMI V3 HUX BBIIEP)KKAMM, a 3HAYUT — C
GO/IBILIOI BEPOATHOCTDIO MCIIOMb30BA/IICh II0STOM B €I0 TUTePATypPOBENYECKIX IITYHVAX.
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Hite Bopuca TomamieBcKOro, yTBep)KAABIIETO, YTO CUUTANKA — «ITO OCO-
6ast cTuxoTBOpHAs GopMa, MMUTHPYIOLIAs TAKTOBBII MY3bIKQ/IBHBII PUTM»
(CaryHoBCKMit 1995: 22)'°.

CoO0TBeTCTBEHHO, 110 MHeHNI0 CaTyHOBCKOTO (IIPaBMIBHOCTb KOTOPOTO
OH IIpOBepsieT I Ha aBTOPCKOM 4TeHUM UyKoBCKMM «KOpHEEBBIX CTPOK», I
[IOIOJIHUTEIBHO — B MEPEIICKe C ero JOYepPhI0), YUTATh TU CTPOKMU CTIeAy-

€T TaK:

JKu ga 6611

Kpokopu.

OH 10 ynuiam XoauL.

Kpoxopun, Kpoxonun Kpokopu-no-suy!
(Tam xe: 23)

POBHO TakmM e CIOCOOOM [IeTV CKaHAMPYIOT M CYMTANKM: «CUUTAIKA —
TUIINYHBI TaKTOBUK (KOTOPBIN, KcTaTy, 1m0 CenbBUHCKOMY, ,He CKaHU-
pyercs, a pupwxkupyercsa )» (Tam sxe: 22). «KopHeeBy cTpody», cormacHo
CaTyHOBCKOMY, OT/IIYaeT He CTPOroe KOMMYeCTBO CTPOK (Kak cTpody «oHe-
TMHCKYIO») M He OIIpefie/ieHHble pasMepbl — OHM TAK)Ke MOIYT BapbMpO-
BAaThCSl B PaMKaxX OffHOI CTPOQBL: 9TOT TUII CTPOGEI OTANYAET TO, YTO €e
GrHaMM3UPYIOT «Iay3Hble (OPMBI C PAasHBIM UMCIOM M PasHbIM pacIio-
noxxeHreM may3» (Tam jke), IpefHasHaYeHHble I CKaHAmpoBaHus. [lo-
HOJTHUTE/TbHBIM CPECTBOM WIEHEHMsI TAKTOB B MOJOOHOrO popa cTpodax
SIBJISIIOTCST BHYTPEHHYE Pr¢MBbI, OOBITHO IIPUXOMSIINECS HA TPAHNIIBI TAKTA
u cospaoniye a¢deKT naysol.

16 CaTyHOBCKUII MeeT B BUAY Clefyloliee MecTo u3 paGotsl «CIux u ssbik»: «[leno B TOM,
9TO CYIIECTBYIOT OCOOBIE CTUXOTBOPHBIE (OPMBI, KOTOPble MMUTHMPYIOT TAKTOBBIN MY3BI-
Ka/bHbll puTM. TakoBbl, HampuMep, MapiieBbie cTuxu Maskosckoro [...]. OcobeHHO pac-
[POCTPaHeHBI 9TI (OPMBI CTHXA B JETCKIX XOPOBOJHBIX CTHXAX, OOBIYHO [IeKIaMUPYeMBbIX
KOJUIEKTMBHO, B O6CTAHOBKE PUTMMYECKMX MIPOBBIX [BIDKEHMII WM Mapiua. JJocTaToqHO
HAIIOMHUTD AETCKNE CUUTAIKM VMIN TAaKMEe CTUXU, KaK B M3BECTHOI urpe: ,,KaK Ha MaMMHbI

nMeHuHbI / VIcek/m Mbl Kapasaii... u T. 4. [...] IpudeM MeXIy IByMs PaBHO OTCTOSAIMMU
YHApHBIMI CIOTaMV MOXKET HaXOAMTBCA PasHOe KOMIMIECTBO HEYAAPHBIX, IPOUSHOCHMBIX C
COOTBETCTBYIOLIEI CKOPOCTHIO. [...] OHNU, KOHEYHO, HAIIMCAHDI TI0 TAKTOBOJ CUCTEMe U A

IIPOVM3HECEHM:A 110 TaKTOBOMY putMy» (TomarueBckmit 1959: 34-35).
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[ToHrMaHMe TPUHIUIIOB PUTMIYECKOI OPTaHM3AI[MU TAKTOBOTO CTUXA
IIPO/IVMBAET CBET M HAa YCTPOICTBO «B3pOCyIoil» moa3nu CaryHoBcKoro. Tax,
[IPOLUTYPOBAHHOE CTUXOTBOPEHNUE C «CUUTATOYHBIMY» 3a4MHOM «[lébeT —
KPéRUT — 060pOT», IOXKANYIl, IPABIWIBHO ObUIO ObI IPU YTEHUM YWIEHUTD
Ha TaKThI CJIEAYIOMINM 00pasoM:

C mMpy-Ky-Tia, —

urpa

B CAMOKPU-TU-KY:
MapToOpsi Ha mapTcobpa

(s1 BYZIEN 9TO 1O TENEBI-30-PY).

BuyTtpennne pudmsl «c pit / B caMOKpu-», «urpa / MapTobpsi / maprcobpar,
«BVIJieNl / TeJleBVI-» IIO3BOJIAIOT YIOBUTb HEOOXORMMBINl PUTM €ro JieKIaMMu-
poBaHuA. «CYUTANOUHBIN» PUTM 3[leCh MHCTPYMEHTUPYET TeMy OyXranrep-
CKIX TOJICYETOB 11 6€CKOHEUHbIX YMCTOBBIX OTYETOB Ha IAPTCOOPAHMUIL.

bonee TOrO, B HOBOM CBE€TE€ IIPENCTAET U OJOHO M3 CaMbIX M3BECTHBIX
cTuxoTBopeHnit CaTyHOBCKOTO —

IMomnro JINK — nurTepaTypHBIit IeHTP KOHCTPYKTUBIUCTOB.
KoHCTpoMONM — KOHCTPYKTMBUCTCKII MOTIOTHSK.

IMToMHI0 cTHX: «B TTOXORHOI cymKe TuxoHOB, CeTbBMHCKMIL,
ITactepHax».

[201]

Ommupascy Ha aro ctuxoTrBopenye, Kupmnn Kopuarun ybenutenpHo mm-
IIeT O KOHCTPYKTUBUCTCKMUX («M/IaJJOKOHCTPYKTUBUCTCKNX») KOPHSIX II03-
sun CaryHosckoro (Kopyarums 2021), HO OTCBUIKA K 9TUM KOPHSAM CKPBITa
He To/nbKo Ha ypoBHe ynoMmuHaHus:A JILK, «KoncTrpomona», muTeparypHoOi
60pn6n1 ¢ «Hoseim JIEQoM», a TakKe MPsAMOIT LUTATHI U3 CTUXOTBOPEHMS
«Pasrosop ¢ xomcomonbneMm H. JlemenTheBbIM» opHOTO M3 wieHOB JILIK,
9nyappa barpuixoro. 3mech MOXKHO TOBOPUTD M O PEMMHMCLEHIIUN «TaK-
TOMETPUYECKOIi»: HAIIOMHUM, LIUTUPYyeMble CTPOKM B CTUXOTBOpeHmu ba-
I'PUIIKOTO BBITIAAAT TaK:
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A B TIOXO[[HOIT CyMKe —
Cnuuky u tabax.
TuxoHoB,
CeIbBUHCKUIA,
[TacrepHax...

(Barpuikmnit 1964: 95)

Kone4yHo, B IOCTIEAHMX TpeX CTPOKAX MOXXHO BUJETh IApafUrMy Tpex-
CTIOKHBIX pa3MepoB: HakTunanmdeckas Gammmmsa «TAXOHOB», am¢ubpa-
xmyeckast «CelbBAHCKMI» 1 aHamecTmyeckas «[lacrepHak», BMecTe ¢
XOPENYECKUM «CIHYKM» ¥ AMOMYECKUM «TabaK» Al0T OCHOBHYIO «IIATEP-
Ky» CIUTAOOTOHMYECKNX METPOB, CUMBOMMSUPYIOI[UX II093MI0 KaK Ta-
KOBYI0, TIEPeBO3MMYI0 «B TIOXORHON cymKe»'. OfHaKO camo CTMXOBOe
ueHeHne CaTyHOBCKVM €r0 CTUXOTBODPEHUWsI, BBIAE/AIONIEE B OTHETbHbIIA
crux ¢damwmio IlacTepHaka, mopckasbiBaer, 4To (uHambHOe «[lac-Tep-
HaK» JO/DKHO ITPOM3HOCUTHCS IMEHHO TaK, BPa3OUBKY II0 C/IOTaM, CKaH/M-
POBKOII B IyXe TAKTOMETPUYECKOTO HOAXOAA K CTUXY, YTO FOIOTHUTETHHO
HOJKpeIIsieT BBIBOABI MCCIE0BATe e, OTMEYABIINX 3HAUeHIe KOHCTPYK-
TUBNCTCKOIL BEIYIKH A71s1 CaTyHOBCKOTO.

MO)XHO IPUBECTH M [PYTroil HpUMep, KaK CTUXO- ¥ JIUTEPATypOBende-
ckue mTypuy CaTyHOBCKOTO MOIYT IIPOJIUTH HOBBIL CBET Ha €0 CTUXOTBO-
peHusi, Kak 6yATo Obl y)Ke MOTy4NUBIINE YOENUTENbHYO MHTEPIPETALINIO B
HayKe. Tak, VIBaH AXMeTbeB, peaKTOp ¥ KOMMEHTATOP CAMOTO IIOJTHOTO Ha
CeTORHSIIHNIT IeHb COOpaHus CTUXOTBOpeHnit CaTyHOBCKOTO, B KOMMEH-
Tapyuy K CTUXOTBOPEHNIO «...BBefeHcknii, XapMc...» yKa3bIBaeT:

EcTp pykomuch A4, Ifie COeMHEHbl B OfVH TEKCT CTUXOTBOPEHUA C HO-
Mepamiut 424 (. 187), 423 U 414 (c. 519), u TOC/IE CIIOB «3ayMHBbIE CHUTATIKID:
«3re,ue -yemérepie / Teryrnu- 113, /| A6unp, / ®a6up, / I[yMaHS, / I/IKI/I, / TIvku,
/ Tpamaryiky, / O, / Ko, / 3asip.

[705]

17 BeposiTHO, 3T0 a/1103Us1 HA U3BECTHbBIE CTPOKY U3 CTUXOTBOPEHNS BOXKHOTO yist Barpuikoro
Huxonas I'ymunea «Mon unraten»: «MHOTO VX, CUIbHBIX, 3/IbIX 1 Becenbix / [...] / Bossr
MO KHUTY B Cefie/IbHOI CyMKe, / UNTaloT uX B IasbMOBOII poiie, / 3a6bIBAlOT Ha TOHYIIEM
kopa6me» (I'ymmnes 2001: 133).
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Ecny mombITaTbCsT PEKOHCTPYVPOBATh 110 YKA3aHUSIM KOMMEHTATOpa dep-
HOBOJI BapMaHT JAHHOIO OIIyCa, TO MBI IIONY4YMM C/IEAYIOLUINIT TEKCT, CO-
CTaBJIEHHBIIl M3 CTUXOTBOpeHUit: «Bpone Bonmomu...» [187], «...BBemenckuit,
Xapmc...» [522] (06a JaTupoBaHbL 24 MapTa 1966) 1 «...A OULIYTCS CTUXOT-
BOpeHus...» [519] (maTupoBaHo 20 deBpans 1966):

Bpope Bonoau.
Bpope Cepéxun.
Bpope noxoxe.
Bpope nmoxyxe.
Bpoge Toro.
Bpogpe cero.

Bpope Bcero, u Bcero Huuero.

...Benenckuit, Xapmc,
Canrup n Xonua —

Y TAaHKM MOV, BECHSIHKU;

HO CMJIbHEE BCEX CTUXOB

0010 3ayMHBIE CUMTAIKI:

érene-quérene
Tenryru-n3,
Ab6ub,
Da6ub,
Hymans,
Viku,

TTviku,
I'pamatiikuy,
O,

Ko,

3asn

A IMITYTCA CTUXOTBOPEHNA
B 3aBUICMIMOCTH OT HACTPOEHMA:

Xopo1iee HaCTpoeHne —
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Xxopouree CTuXOTBOpeHue,
HEBA>XHOE HACTPOEHNE —

IIJIOXO0€ CTUXOTBOPEHUE. ..

A ny,

Kakoe y MeHs CeToaHsA HaCTpoeHI/IC?

HeHTpaanaﬂ, «SaYMHaH» YqacTb 3TOro CTI/IXOTBOpeHI/IH — OJHa n3 paSHO-
BUJTHOCTEN CYUTAIKY, HECKOIBKO BAPUAHTOB KOTOPOIT MOYKHO OGHAPY>KUTh
B cobpanun BuHorpamosa. Brmke Bcero x mpupeneHHOit CaTyHOBCKUM
OyzeT BapyMaHT, 3alIMCAHHBI (ONBKIOPUCTOM B Ypy/IbMe: «OI9fd 1araf /
1yrags M3 / ab9H (pab9H / TOMIHS / UK9 MMKD / TPAMIHUKD / IOH 30H / 3asiLl,
BoH» (BuHorpazios 1998: 317)'®
6bIT[ I103aMMCTBOBaH M y HEM3BECTHOI'O peCHOHI[eHTa, XOTA B HacClIeaum
T03Ta MOXKHO HaiiT! 06pasiibl 1 aBTOpcKoit 3aymu'’. Ho kak cBsisaHa oHa ¢
OCTa/IbHBIMI YACTSIMU 3TOTO YEPHOBOTO BAPUAHTA CTUXOTBOPEHMSA?

— BapuaHT CaTyHOBCKOI‘O, CKOpee BCero,

B uvactu «Bpopge Bonogu...», Kak OCTOPOXKHO IpefmonaraeT AXMeTbes,
«BepoATHO, Bomopst — MasikoBckuit, Cepesxa — Ecenun (cp. ,CoBeTckum
BenbMoKeit...“ IBetaeBoit)» [653]. OmHAKO B TaKOM CiIydae CleAyeT HO-
OyCTUTb, 4TO0 CaTyHOBCKMII OBLI 3HAKOM C ITyOIMKaLlMeil 3TOTO CTUXOT-
BOpEHMs B SMUTPAHTCKOM II€PBOVCTOYHMKe MO0 B caMm3jare, Tak Kak B
HePBbIX COBETCKNUX M3maHuAx LIBetaeBoit (1961 1 1965 rofma) Mbl €ro He 00-
HapyxmsaeMZO. He ormeTtas 3Ty rumoresy, co cBOeil CTOPOHBI IIPEJIIONO-
JKIM, YTO pedb MOXeT uaru o gpyrom «Cepexe» — Cepree TpeTbsikose,

18 B mpyrux ee BapmaHTax BCTpedaeTcsi O/M3Kask BapMAHTY U3 CTMXOTBOPeHNs CaTyHOBCKOrO
nexcema «rpamaTikm» (Tam xe).

19 Cwm., Hamp., CTUXOTBOpPeHMe «YBosm 60 Gy kapuyHa» [189], pasBuBaroliee IPMHIUIT 13-
BECTHOTO 3ayMHOIO IpeoKeHus akajemuka JIppa Illep6or mpo «IIIOKyI0 Kysapy...»: Kak
HOsiCHsieT AXMeTbeB, «B apxuBe S[<Ha> C<aTyHOBCKOrO> eCTh PYKOIVCHAs IOfOOpKa ,,1I10-
Kas Kyszpa“ ¢ nocsaieHnem ,Caernoit mamatu JLB.IIL.“» [654]; cM. Takke cTxoTBOpeHNUe
«O mope Mope...» [239].

20 CormacHo 6ubmorpaddeckomy ykasarento (Muyxun/Inagkosa 1993: 677), CTUXOTBOpeHIe
651710 OIyO/IMKOBAHO B TOJ| HAIMCAHNA, B IIPAKCKOM XypHare «Boms Poccum» B 1930 roxy,
3areM peny61MKOBaHO B MIOHXeHe — B 1971 TOY, TO €CTb y)Ke moc/e cospanus CaTyHOB-
cknm cobcrBerHoro tekcta. B CCCP cTuxoTBOpeHMme BIiepBble GbIIO HAIIEYaTaHO TONBKO B
1988 rofy, B IBYXTOMHMKe TOf; pefakumeit AHHbI CaaksHIL (3a KOHCY/IbTALMIO Oarofapio
BHEIUTATHOTrO cOTpyAHuKa My3sess Mapunsl I]BeraeBoit Anexcanapy Hukndoposy).
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Ybe MM TAaK)XXe OPTAaHUYHO OKA3bIBAeTCHA PAJIOM C MMeHeM MasAKOBCKOTO
B KOHTEKCTe 001eil TeMbl cumTanki. Tem 6ojee 4TO CTMXOTBOpeHME (BCs
IepBasi 4acThb YEPHOBOTO BapMaHTa, KaK, BIPOYeM, U IMOCIEHH:SA) — Bce
TOT XKe CYUTANOYHBII (10 CaTYHOBCKOMY) «IBYXYLAapHUK». VIHTEpEeCHO, YTO
BbIpakeHue «Bpoje Bomopu», koTopoe ucnonbsyercss CaTyHOBCKUM, CO-
[JIACHO CJIOBApIO IIOTOBOPOK, YIOTPeOIsAeTcsa «npocm., uym.-upox. O He-
3HAYMTEIbHOM 4Y€TIOBEKE, HE UTPAIOIIEM KaKOVI-I. CEPbE3HON PO B YEM-TL»
(Moxunenko/Hukutuna 2007: 97). VI cam TOH (3TOi1 4acTH) CTUXOTBOPEHMS,
MIOCBAIIEHHOTO, NMPEeANONOKNUTENbHO, IBYM I03TaM, KOHTPACTUPYeT C MOY-
T aTONIOTeTNYeCKUM TOHOM MOAIeH3YPHBIX cTaTell CaTyHOBCKOTO, OCBS-
meHHbIX MasgkoBckoMy 1 TpeTbAKOBY.

IIpu aTOM B LIEHTPATbHON YaCTM CTMXOTBOPEHMS JABYM «JI€TaTbHBIM»
COBETCKMM II09TaM IIPOTUBOIOCTABICHO Cpa3y 4YeTbIpe Heo(UIMaabHBIX
II03Ta, JIETaJIbHO MyOIMKOBaBIIMXCA, KaK ¥ CaTyHOBCKUIL, MMIIb KaK aBTO-
pbl KHIDKeK A gereil. IlpuyeM cTUXM MX XapaKTepU30BaHbI ABYMs yKpa-
MHUSMaMU — «IUTaHKW» (KHVDKKM IJIs BE€TCKOTO YTEHUS) U «BECHAHKI»
(0OpsiOBBIE ITECHU-3aKINYKM, COMPOBOXKABIINE BOCTOYHOCTABIHCKMUIL
00psif; KIMKAaHbSI BECHBI — CM.. ATAamKMHA 1995): AYMAeTCs, YTO BBICTaB-
JIeHHbIe YHapeHusA HaJ| CI0BaMM — BCe TOT >Ke IIPMeM aKIeHTMPOBaHNA
IBYXYAApHOCTM CTMXa. MBI IOMHUM, YTO C/IOKHas 9THUYECKas CaMOUTEH-
TYHOCTb CaTyHOBCKOTO, YpokeHIja ExateprHocnaBa, BKIoyana B cebs He
TOMTBKO PYCCKOCTD ¥ eBPefiCTBO, HO M YKPaMHCTBOZ., 4TO perpeseHTnpyer-
Csl 3[leCh JICIO/Ib30BAaHMEM YKPaMHNU3MOB. [IBe ImociefHue UeHTUYHOCTH
CIIy>KaT CBOEro popa MeTadopoil ero HeIpOCTOro, CJIOBHO ObI He COBCEM
3aKOHHOTO TIOJIOXKEHN A B PYCCKOJM COBETCKON INTEpaType — IO CYTH, Ha ee
nepudepuy, 4eM ABIANACH MUTepaTypa nA gereil. COmmxaeT BceX 4YeThl-
pex MOITOB M TO, YTO BCE OHM OTHANM JaHb 3ayMu (mpexxzie Bcero BaemeH-
ckmit 1 XapMc, HauMHaBIINe CBOI TBOpueckuit myTh B «OpfieHe 3ayMHUKOB
DSO», no u y Canrupa ¢ XonMHbIM K KOHIy 1960-X TOfIOB Y€ €CTb OIIbIThI
3ayMHOI m023un %,

O 6mmsoctu pna Hero o6omx 1m09ToB CaTyHOBCKUII pasMBILNUIACT B
cratbe «[loat Tenpux Camnrup u ero moama ,,Crapukn” (1964)»: mpemaras

21 Cm. 06 3TOM, Hamp., CTUXOTBOpeHne «Moé — He Moé — Hebo...» [177].
22 Cwm., Hamp., uuka Canrupa «Cruxu 13 Tpex ameMenToB» (Canrup 2024: 30-37) wm «I[Icamom
mectb» 13 KHuru «IIcanmpl» (Canrup 2023: 12).
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COOCTBEHHYIO TUIIOJIOTMIO II09TOB — aBTOPOB «CO3HATE/IbHBIX» CTUXOT-
BOpeHMil (II09TOB «YMCTBEHHBIX», «PalVIOHAJIbHBIX») U aBTOPOB CTUXOT-
BOPEHMIT «HECO3HATEeNbHBIX» (II0STOB «MPPAI[MOHANBHBIX», CKIOHHBIX
«1ehopMIPOBATh [EICTBUTEIBHOCTD»), — BCEX TPOMUX, B TOM UMC/Ie U cebs,
CaTyHOBCKMIT OTHOCUT K IlepBoii rpyne. Ho npu aToM orosapusaercs:

«CosHaTenpHbIe» CTUX!U TPYAHO IucaTh. Ha mepBblit B3IIAN OHU CTPALIHO
TIOXOYKM Ha CTVXY HEII0O3TOB — OHM MAIoN0o3TNYHBL. OHM He BO3JeNICTBYIOT
Ha YyBCTBA YUTaTeNA. PasHble MO3THI O-Pa3HOMY IIPEONONEBAIOT 3Ty TPY/-
HOCTb. XOJIMH, HAIIpUMep — aBTOP MPauyHOBATHIX ad)OPU3MOB ¥ MapafIOK-
COB, IPUKPBIBAETCA 3ayMbl0. ITO TOXKE YMHBIi, XOTA ¥ HE YHUBEPCATbHbIN
CII0co6: Heb3sI XKe, B CAMOM [ieJie, BCIO KM3HD MMcaTh: «Ha-ya 4u-uu 4y-4y
ye-ye». A Canrup yXoguT B MO3TUYECKUIT MUP CHOB, paHTa3Mil, MUP HOJ-
CO3HATE/IBHOTO, OTKPBITHII [/Is1 CAMBIX CHOTCIINOGATeIbHBIX MeTadop 11 TPO-
II0B, HOCTYIIHBII M00bIM fedopmanysaM. TPpyaHO, MHe KaXKeTcs, BBIAYMATb
JIyYIINI TIPUeM JJISL TOTO, YTOObI «CO3HATe/IbHbIE» CTUXM He IOTYYalnch,
TaKMMU CKYYHBIMU U JJa>K€ MHOI pas HPaBOYUMTETbHBIMU, KaK HEKOTOPbIE
ctuxy CIyIIKOro Uy MOU.

(CaryHOBCKMI 1993: 239)

«CosHatenbHOCTb» 11 CaTyHOBCKOTO, KaK MOYKHO HOHATD, CPOJIHU «KOH-
CTPYKTUBHOCTI», OCO3HAHHOII paboTe ¢ PUTMOM U CTUXOBOIl popmoit —
MMEHHO B 9TOM OH OlIyllaeT O1M30CTb A Cebsi TBOPYECKON MaHepbl
Canrnpa: kak 1 'y camoro CaTyHOBCKOTO, «HEKOTOPbIE €T0 CTUXU TATOTeNN
K paellHNUKY, ONMPaINCh Ha KIay3yny (pu¢Mbl, aCCOHAHCHI, AVICCOHAHCHL,
VHOIZIA C yHapeHMeM Ha Hecornacylommxcs ciaorax)» (Tam ske: 240). IIpn
3TOM K aHamyu3y moambl «Crapyky» CaTyHOBCKMII IIBITaeTCs IOJONTU C
JIMHTBOIO9TUYECKUM MHCTPYMEHTapyeM, obpalljast BHMMaHUe IIPexXe Bce-
ro Ha TO, YTO €My CAMOMY BaXKHO U OJI1M3KO: OTMeYaeT HPUCYIYIO TEKCTY
[apaTaKCUYHOCTD, CMEHY ITO3MIINII IIOJJIEKAIETO0 U CKa3yeMOro B 3aBUCHU-
MOCTU OT MX MECTA B II€PBON, BTOPON W/IM TPEThEN YacTU IPOU3BESEHMS.
Ho camoe nHTepecHOe — 9T0 mombiTka CaTyHOBCKOTO PacCMOTPETb I09MY
Canrupa yepes OINTUKY TAKTOMETPUIECKON KOHIIETIITVIMN:

Ecnu TOBOPUTH O TAKTOBOW OCHOBE (HOJI‘{CPKI/IBaIO, OCHOBC!) puTMa 1105Mbl,

51 GBI CYMTATI, YTO OHA HAIMCAHA TPEX- U YeTHIPeXyAapHBIMU CTUXAMIL [...]
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Ho putmuyeckas cxema y HuUX OfiHa, KaK ofHa cxema y Ilymkuna n y Ila-
CTepHaKa. B HEeKOTOPBIX CTPOKAaxX IO3MbI (X JOBOJIBHO MHOIO) yHapeHusA
IPUXOAMUTCA 3aMEHATDh IaysaMu (WM, YTO PaBHOCKM/IBHO, Ha OJJHO CJIOBO
CTaBUTb He OJIHO, @ HECKOJIBKO yIapeHMit).

(Tam xe: 244)

CaTyHOBCKUII Ja>ke PacIMChIBaeT BCIO IIO3MY B BUje TaOIMIBL U3 4 KOJO-
HOK, pa30mBasi K&K/bIil CTUX Ha 3 WIN 4 TAKTAa — B 3aBUCUMOCTHU OT [IJIN-
HBI CTPOKM ¥ XapaKTepa MaysupoBaHusA. BoT Kak, K IpuMepy, BBIIJIALAT
/151 HeTO IIepBble [1Be CTPOQDI MOIMBI «C TOUKY 3PEHMsI ,TAKTOBOIL CXEMBI »
(Tam xe: 245) — B TOII ee pefaKIuy, KOTOpasi, BULUMO, Y Hero Obia:

Crpoda Crpoxka Taxkr 1 Taxkr 2 Taxr 3 Taxt 4
1 1 Mope LIXPOKO Haberaer Ha UK
2 Bonubr TPACYT 6opogamu
3 JIpeBHErpeuecKux  My/[peloB eBpeiicKux CBSAILIEHHUKOB
4 W crappix dunocodon HaIero BpeMeHM
1I 5 Bor onn cyxme cra- puKn
6 Cupar ” eXar Ha Genom mecke

Mb1 BupymM, uto CaTyHOBCKMII BO BTOPOM CTUXE TaKT 4 JiellaeT «IIYCTBIM»
(4TO O3HAYaeT Iay3y Ipy AeKTaMalyiu), TOrfa Kak B ILITOM CTHXe, Ife He
BUJUT HeOOXOAMMOCTH B Iayse, CJIOBO «CTapMKW» pasbMBaeT Ha 2 TaKTa
(mpuem, M3BeCTHBI HaM 110 (pMHAIbHOMY CTUXY «KOpHeeBoIl cTpodbl» MIn
ero nogo6uto). Bipouewm, on momryckaer: «CTpOKy 5 MHaYe MOXXHO HAINCATh
»BOT oHM (maysa) cemble crapuku>» (TaM >ke), HO IOSCHAET NMPUYNHY, 3a-
CTaB/IAIOIIYI0 pa3OuBaTh Ha TAKThI IIPOV3BeEfieHNE:

Jleno B TOM, ITO B 06/IaCTH MPOCOANM, PUTMA EICTBYeT 3aKOH Mppajya-
yun. ITo 3TOMy 3aKOHY, IIOYYBCTBOBAB PUTMMYECKYIO CXeMY CTHXa, MBI
IIO/ICO3HATE/IbHO PACIIPOCTPAHAEM €e M Ha Te CTPOYKM, Ijje CXema He-
CKOJIbKO HapymaeTcs. [...] MBI HOJCO3HATENLHO OLTYIIAeM 3Ty CXeMy — U
OllyllaeM OTCTYIIJIEHMA OT Hee, KaK OTK/IOHEHMA OT cXeMbl B mosmMe «Cra-

PMKM» [OBOJIBHO TPYAHO «MppafnmupoBarb». [...] [IOHATHO, HUKTO He CTa-
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Het unTarh «9T0 ecTh — McTMHa — (3¢)?* — crpocuna monoBMHa (3¢ — 3¢)
paBBUMHa — u — mycroit — JleB — ToncToll — ckasanm — MCTUHA — BHY-
TpU — Hac». MBI IpOM3HECeM TU CTPOKH, 60sIee 1IN MeHee OTK/IOHASCH OT
3TON CXEMBI, ¥ 5 TMYHO MMPOM3HOUIY UX TaK, KaK OHM HalledaTaHbl ¥ TPOU3-
HocsATca Canrupom.

(Tam xe)

Takum obpasom, xoTsa CaTyHOBCKMII ¥ IPU3HAET OTHOCKUTETIBHYIO perle-

BAaHTHOCTb TaKTOMETPMYECKOIOo IOAXOAa K CTUXaM, IIOCTPOCHHBIM Ha pe-

9YE€BOM, OEK/ITaMallIOHHOM IIOAXOJE€ K X PUTMY, U OCO6CHHO, KaK MbI 3TO

BUJIENN, K CTUXY (DONBKIOPHOMY, OfHAKO OH He CTPEMUTCS HEIPEeMEHHO

BIINCATh B CXeMY /II000I CTUXOTBOPHBII MaTepuas. I109T roToB OTMeYaTh

CIIOJKHBIE ITPOLECCHL CO6IIIOII€HI/IH/OTKHOH€HI/I${ OT CXE€Mbl, Ha OUMATIEKTUKE

KOTOPBIX U TEPKUTCA IMOITNIECKOE ITPON3BENNECHIIE. W B aTOM cMBICITE C HUM

HEOXKMJJAHHO CONJIApPU3NPYETCs aBTOP PeLieH3UM Ha COBPEMEHHOe M3[ja-
Hue «Purmonornm» A.KBATKOBCKOro:

[...] B pycckoit mo93un BceoOwero mepexofa Ha Bepaubp MOKa He IPONC-
xoput. IIpu moucke HOBBIX METPMYECKUX BO3MOXKHOCTEl OHa Bce GOJblie
UCIIONb3yeT JOJbHUK M aKIEHTHBIN CTUX, KaK ObI CTPaxysch OT IIOTHON
noTepy perynsApHocTy. To ecTh OcTaeTcs B TOJM PUTMIYECKOI 06/1acTH, I7ie
IpUMeHeHJe TaKTOMeTPUYECKOlI Teopyy IpeCcTaBAeTcss Hamboree Mmpo-
HOYKTUBHBIM — M IJie, MOXeT ObITh He [l MAacCOBBIX IIO[ICIETOB, HO HJIS
IeTaJbHOTO CPaBHEHUA PA3IMYHBIX MOITMYECKUX NMPAKTUK, HAMIYYLINM
METOJIOM KaK pa3 1 OKakeTcs Teopus KBaTkoBckoro.

(Ty6aitnoBckuit 2009)

23 OrmernM 3aech ynorpebnenne CaTyHOBCKMM CIIELMAIBHOTO 3HAUKA «(3C)», IPUYMaHHOTO

Vinbeit Ce/TbBMHCKMM, KOTOPBII MOSCHSI €ro Tak: «[...] o3Hadaer may3y. [IponsHOCHTD IIPO
cebs» (CenbBuUHCKMIT 1971: 117). ITo-BUANMOMY, €T0O C/IeAyeT OTINYATh OT APYroro 3HaykKa —
«(acTa)», OIpefenAeMOro aBTOPOM KaK «TaKT Iay3bl — HPOM3HOCUTD 1po cebs» (CenmbBuH-
CKnMit 1972: 65). B paMKax TaKTOMeTPUYECKOI CUCTeMbI KOHCTPYKTUBICTOB «TaKT» — OH JKe
«xpata» (KBATKOBCKMII 1966: 141-142), QHAJIOT «CTOIbI» B CTUXOMETPIUY, MOXKET COCTOATH
U3 HeCKO/IbKUX «foneit» (0T ABYX HO ILIECTH), TO eCTb (3cTa) — HeuTo Gosbliee dyeM (3¢):
MOXXHO CKa3aTh, «(3C)» — 3TO maysa Ha pone (a «(3¢ — ac)» — Ha ABYX JOJIX), «(3CTa)»
JKe — T1ay3a Ha LIelIoM TakTe. 3a 06CyXieHMe aToro Bompoca 6marogapio I0pus Opmuikoro
n Kupuinna Kopyarusa.
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Kak m agenT TakTOMeTpmdueckoro mnopxopa KBATKoBckmit, CaTyHOBCKUI
CTOJIb K€ INTePATYPHBIN KPUTHUK Y INTEPaTypOBef, CKOMIb I 03T, K TOMY
XKe — MHXEHeP-XMMMK [0 00pa3soBaHMIO U PORY HEATENbHOCTHU, Ueso-
BeK 13 €CTeCTBEHHO-HAyIHOI Cepbl. ITO MOXKET OTYACTU OOBSICHUTD He
TOJIKO €T0 YB/IEYEHHOCTb TAaKTOMETPUYECKON CMCTEMO CTUXOC/IOKEHMH,
a/IbTEpHATUBHOI (0jlee MPUSHAHHON CH/UIAOOTOHMYECKOI, HO U CTpeMIie-
HIle OIpoOOBATh TAKTOMETPUUYECKYI0 MATPUIY B CBOEN COOCTBEHHOIT I10-
9TUYECKON IIpaKTUKe, a TAaKKe M B JIMTEPATYPHO-KPUTUYECKUX paboTax,
IPUMEHUB ee K Kpyry Onuskux anas Hero aBropoB. Kak m KBsaTkoBckuii,
CaTyHOBCKMII caM ObII BBIXOALIEM M3 LIKOJBI OTEYECTBEHHOTO MO3TIYe-
CKOTO KOHCTPYKTUBM3Ma 1920-X T'OJIOB, UbM IIOMCKM BHOBb OKa3alINCh CO-
3BYYHBI OTTEIIeJIbHBIM ¥ IIEPBBIM IIOCTIEOTTEIEIbHBIM IOflaM, C UX KYTbTOM
MO3UTUBUCTCKOTO 3HAHMA B I'YMaHUTApHOI cepe (HaBlIero, K IpUMeEpY,
MOCKOBCKO-TapTYCKMII CTPYKTYpalIM3M M CTaTUCTUYECKOe CTUXOBeIEHMe).
W/ paxke HeOCTAaTKM, KOTOpBbIE IIPOJEMOHCTPUPOBaNa TAKTOMETpUUECKas
CHCTeMa Ha ypOBHe Teopuy (HalpyuMep, ee TPOMO3IKOCTDb U HEYHUBEPCab-
HOCTb), TeM He MeHee He 00epHY/INCh Hey/adeil B XyL0)KeCTBEHHOM CMBICTIE,
KOIZla TI09T SKCIEePMMEHTUPOBal C PUTMUYECKMM PUCYHKOM CTMXa, OC-
MBIC/IAISI €T0 B TAKTOMETUYECKMX IMapaMeTpax. HampoTus, kak 9TO 9acTo
ObIBaeT C TAaKOIO pofia BTOPXKEHNMEM Hay4yHOTO AVCKypca VM MCCIeNoBa-
TETbCKN-9KCIIEPYMEHTAIbHO YCTAHOBKY B IIO3TMYECKOe TBOPYECTBO, OHM
CYIIECTBEHHO PacCUIVPUIY BO3MOXXHOCTYM aBTOPCKUX IIOMICKOB M HaXOJJOK
Ha atoM myTi. K Tomy ke 3To obpalieHne K CTUXOBEIYECKOMY HACIEUI0
KOHCTPYKTUBHU3Ma HaBasio CaTyHOBCKOMY, B YCIOBUAX UY>KEPOJHOCTY €TO
TBOpYECTBA I OPUIMANbHBIX TUTUHCTUTYLWIL, BO3MOXHOCTD IOACIYA-
HO BBICTPOUTb COOCTBEHHYIO ITOITMYECKYI0 T'eHeaNornio, BO3BOASA ee K II0-
YTEHHO! IO3TUYECKOII IIKO/IE 1920-X IOfIOB, M TeM JIeTUTUMU3NPOBATh CBOE
TBOPYECTBO B KOHTEKCTE PYCCKOS3BIYHOM 1109311 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 «Ts1 mpuropox, a He nputnes» («I10asus», 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 «[/1aBHOe MMeTh HaXaJIbCTBO 3HATD, YTO ITO
cruxu» (“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. «Iloa3us, eé 3HayeHue, eé NPUPOHRA, CYTh — BOT JIIOOMMeliIas
TeMa IJIs pa3MBIIUIeHNI U MccnenoBanmil y Slna 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 HaXaTbCTBO 3HATH, YTO 3TO CTUXIA.

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 CMIbPHOE HANPSIKEHNE BO3HMKAET MEXK/Y €ro OYeBUHBIM aBTOpede-
PEHTHBIM XapaKTepPOM — U CTOJIb 5Ke OUYEBIUIHOII ,,HEIIOITUYHOCTBIO, CBOOOIOI OT KaKOil-
760 MeTPUYECKOIT ¥ 3BYKOBOJT OPraHM3aIMN, OTCY TCTBIEM KaKMX-/T160 TPOIIOB M T. Ji.: BCe
9TO IpuobpeTaeT XapakTep MuHyc-mprema» (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: «IIoa3us - aTo
TO, uTO 5 cebe mo3BosAI» (“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: «410 51 mosBosstio cebe, / 1 yero / He
no3-o-mAo» (“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 BbiroBapmBaeTcs B CTUX»; [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 rosopAT:

Kakas 6egHoCTDb coBapsi!
ITa, 6eHOCTD, 6EIHOCTD;
HU30CTb, THUIOCTb 6apaKoB;

CEPOCTD, CHIPOCTb CMEPTHAA;

7 «Ilo-MoeMy, 9TO IPOCTO ONpeJieIeHie KOHIENTYaIN3Ma, II0C/Ie KOTOPOrO HMKAKUX 0COOBIX
Teopuit (a Ha HMX KOHI[EIITYa/IICTBI O4eHb Topasybl) yxke 1 He Tpebyercsa» (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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U BEYHBIJ CTpaxX: a HY, KaK...
na, 6eIHOCTD, 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.
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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
60s171Cst; GOSUICS TPOBOKALIMIL, TOrpOMa, GOSIICS 3a CBOMX B3POCIbIX [j04e-
peii [...]» (Burkov 2009: 9-10).!? Vladislav Kulakov cites the juxtaposition of
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 - / 310 cMex co crpaxy [...]» ([234]; “[...] a poem / is laughter
induced by fear [...]”).

Satunovsky’s justification of his method of “poverty” should be placed
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: «/la, me-
Bell 51 HueThl / VI TONOfHBIX 1 XOMOJHBIX: / YMMUpaomux crapyx, / Obes-
foneHHbIx, 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 1moasuyn CaTyHOBCKOTO — CO3eplLiaHye «OKPY)Kalolieil Cpefbl»,
KaKoJT 6bI cTpaInHoit oHa Hut 6bita» (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:

Lenu 1moasum HEUCIIOBETVIMBI.
®opma — cBobopHa.
CopepyxaHue: HUYTO He 3aIIpelleHo.
IIpoTuBONIOKa3aHO OJHO —

JKaXkfla TOpaskaTh,

KaK Le/Ib MO33UL. |...]
(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: «Opgus noat, foBOIBHO cuMITaTH4HBLL, / Ckasar: /
— CTuxu IO/DKHBI ObITh AHTUTIOSTUYHBI»; [542]." 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
Mernkas KossBka — KymHep. / Cpenn 4yxoH1eBbIX OH IIyIkmH»; [255] 16y 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 cTuxu He
mumryTes. / VIx mumiyT, Kak semmto namyT».” The poet here speaks of the
effort of writing — which is curiously linked to the clandestine, almost thief-
like nature of this activity:

CBonM HOTaTHBIM (POHAPUKOM

MHOJ pa3 — BCI0 HOYb — JIO PAcCBeTa,
3Hall, IIapUIIb,

CBeT,

TI0 C/IOBapUKaM,

110 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...” (“I'd like to
write a poem...”; [147]).

17 “Poems don’t write themselves. / They get written, as the earth gets tilled”.
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XoyeTcs HalMcaTb CTUXOTBOpPEHNE
He TI0 3aMBbIC/IaM CTapOro BpeMeH,
a

TONMKACCUCTEN,

IIOCOBpEMEHHEE,

XOYeTCs

B MO MIn X0opeit
BCTaBUTb

BedyepHee OTHEOKOHIIe,
XO04eTCs

nmabaHyTh
cumbampoHu0

B COIIPOBOXKJEHMM (pOHApEIL,

HO,

yBa)kaeMas IyO/MKa,

103311 — KaBep3Has My3bIKa;
HOCUTCA B BO3JIyXe,

a B PYKI He JaéTcs.

Td 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 noasus - mpecsonovneiinias
INTYKOBMHA: / CYLeCTBYeT — U HI 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:

Yurarenb — 4ero oH X04eT?

OH xouer,

HACKOJ/IbKO A BBIACHUII,

1o — 9 — 3umn,

TO €CTb HEesICHBIX MBICTIEN
" 3BYKOB KJIOKOYYIINX,

B yXe IIEKOYyIINX
[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 [ 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 mossus — aro Begpb
He KOHCEPBHBII 3aBOJ?
Hert, moasus — ato
nporesHsiit 3aBop! |...]
[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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Overall, 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 poet’s 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):

Ilo33us rubnoe geno,

TepbMO, I — KaKoe MHe JIe/o?

B canbare, Ha IIpeJIol Co/loMe
MBI IyMaIu IyMy O OMe.
[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: 4yfec He ObIBaeT.
Mensa

BETPSAHKON Ha3bIBAIOT.

A 1 He BeTpsHKA,

a Yepnas Ocma.

Korpa BbI moiiMere, OyeT IO3JHO.
[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 Illness) dedicated to the
work of poetry and describing it in detail, and continuing in: «O, 3nHan 681
A, 4TO TaK ObIBaeT, / [...] / YTo cTpouku ¢ KpoBbIo — youBarot, / HaxybiHyT
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: «ITossus — ato

HEOXXUAHHO OTKpbITas [IpaBna» [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 “IfT 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 A6pamosuya Crynkunii,
TOBApPULL 9KCIIONMUTPYK,
CIIy4M/ICA TaKOM CIIydaii,

4yTO MHe 6e3 Bac, kak 6e3 pyk

(cmyumncsa — Takoit — ciydvait!)

Yro mHe He Der,

He TroTues,

He Bynnn-Cornory6

n He CydyeBcKuii,

a

Cryukunii,

Bam

CTUX,
Ppasgpa>karomuii Cyx,
MIOHAJOOM/ICA BAPYT.

CosHaTelIbHOE CTUXOTBOPEHIE,
CHapsDKEHHOE KaK Ha BOJIHY,
[IOHA/JO0UTCS B Hallle BpeMs
He MHe OHOMY.

[128]

Boris Abramovich Slutsky,

comrade ex-politruk [political officer],

21 «[...] o mmunBIX OTHOMmEHMsAX Cryrikoro n CaTyHOBCKOTO HIT4ero He u3BecTHO» (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 helpless?,

(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:

Cnyuxuit oronsieT CIoBO, MUIIAET €ro 1moaTtusMoB. CaTyHOBCKMIT JKe, Ha
MOI1 B3IJIAJ, TOPA3i0 MHOrOrpaHHee. Y HEro ecTb Ta >Xe IPAMOTa M Oro-
JICHHOCTD, 4TO 1 y CIIyIIKOTO, HO TaK)Ke OH MJET U C JPYToil, «X/IeOHNKOB-
CKO-KPY4Y€HOBCKOI» CTOPOHBI, OH HAC/IaXXJAeTCsA NPUPOJHON JaHHOCTHIO
PYCCKOTO C/I0Ba, HACTaXKAAETCA TeM, YTO 9TO C/IOBO CaMo II0 cebe mpeKpac-
HO, 9TO 3TO boroM lanHas 4enoseky 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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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”: «Tompko sM6bI BeiiepsKat 60MOb1» (Slutsky 1991: 11,

)% «<Crux> foBeny 10 KOHAMIMIL, / 9T06 CTal TUXUM U CTaIbHBIM, /

101
4T00 TO, YTO MHE TOEMTCH, / TOAWIOCh BCeM ocTalbHbIM» (Slutsky 1990:
288);%° «[Toxoxee B mpo3e Ha aHeKNOT, / IIpoits cKBO3b Xopeit u AM6, /
HanmoMunaeT B3opBaHHBI 10T / B conseTsy BopoHOK 1 sAM» (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 mynemety!

I'panaroii!

BspbiBaTenb 0CKONMOYHBI!
3apsj HopManbHbI!

Bor on,

TIepBOVCTOYHNK MOVX CTIXOB.

[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: «IToasus, / onposansaiical» (“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”:

[Toasuss — He MePTBBIIt CTONIO.
[Toasusa — >xuBoe apeBo,

A KpoMe TOro — 4MCTBIi CTOJI,
A KpoMe TOro — OKHa C/leBa.
Yr06 creBa majas 6esblil CBeT
W cepblit, TeMHBII1, Be4€pOBBIIL, —
3aKarThl, OJIIEHD 1 PacCBeT,
Korpa, cMaTeH 1 09apoBaH,

S mpeBo uypmHOe pamry,

VI xpoHoit Heby yrpoxaro,

W cxynnyo cBOIO Ipaly
JlanmekyM KaMHeM 3apsDKalo.

(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” («mrpocroit, Kax siuHas Kamua, /
[...] opuH, 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 4yTo0 >kKe — cTaTh coBeTCKuM PeToMm
M HaC/TaXKJaThCsl CBETOM, 1[BETOM Heba?
Ho, Bo-TIepBELIX, YemoBek

ceifyac Ha 3TO 1 He CMOTPHT,

a CMOTPUT B 3eMJIIO.

Bo-BTOpbIX,

®Der, KaK-HUKAK, ObII KPEIOCTHUK,

a g, 1?2 — yeM A obecreuen? 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 Obolduev, 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” («[...] mpumenenmne
K 06pa30BaHMIO TPOIIOB — 3/IEMEHTOB Pe4eBOro Marepuasna, 06pasyomiero
CIIOBECHYIO CpefTy Cy6bekTa usnoxeHnus»; 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 3naro s, uTo Takoe cTuxu,
Komy aTo Hafio, KoMy HY>XHO,
Komy nonapobsarcst — Tuxu,
Kaxk B3opbl, Kak B3IJIAABI, —
Tuxmn, Kaxk 04y HOYM HOKHOIL.
(Obolduev 200s5: 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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A Toxe mymar,

YTO 3TO CTUXM,
4TO 3TO

Xa-Xa

Ta Xu-Xu,

aaTo

He X1,

I He Xa,

I He XO,

U MHE He JIO CMeXa,
U He JI0 CTUXOB,

u Bech Baml PeT — MmycTAKN
[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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[Toasusa — omyIjeHbe BO3MOXXHOCTHU 3TOTO 1 TOTO,
YTo NTUIBI X/IONbSAMY IPOCBHINIAHEL B Cafl,

Yro Kapra erne-efe, ejBa-efiBa, IYyTh-IyTh,

Bcero B KakuX-HUOYb HECKOTIBKO MIUJIIIOHOB Pa3
YBenMuuBaeT ¥ yMeHbIIAET Jie/iICTBUTETbHOCTb.

(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
a commentary 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): «I1oa3sus, kak akt / Jllo6Bu
v tenn, / Jlaét mposHaTh, Kak TaK / Knonuts komenn [...]» (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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AnHa Inasosa

«Moxxer, A u 3acmykun 6marocnosenue l'ocrmogHer.
Creppl penmurnosHocTu B cruxax SIna CaryHoBCKOro

Annoramusa: [Ina noasun fna CaTyHOBCKOTO XapaKTepHbI TAKOHMYHDINA CTUIb U
eMKIe, TOUHbIe U300pa’keHNsI PealbHOCTU B ee HelPUKpAlIeHHOM, MaTepUalucTh-
4yeckoM Buje. Tem 0oree ynUBNUTENbHBIM OKa3bIBAeTCA 3HAYMTEIbHOE KOTMYECTBO
OTCBI/IOK K PeIUTUM B €r0 TBOpuecTBe. HekoTophle 13 HUX CBA3AHBI C MYHAU3MOM,
Apyrye — ¢ XpUCTMaHCTBOM. X0TA CaTyHOBCKUIT MNIIET C MO3NMIINU HEBEPYIOIETO,
BO MHOTUX €TI0 CTMXAaX PeIUTVO3HbIe TeMbl IIPEJCTAI0T He IPOCTO 3HAYMMBIMM, HO
U HeOOXOIMMBIMY JUI KOHCTPYMPOBAHMA CMBICTA. B cTaTbe paccMaTpUBAIOTCA He-
KOTOpbIe U3 TAKUX CTMXOTBOPEHUII 11 IPENIPUHIMACTCS HONBITKA 0OBACHUTD POIIb
PEIUIMO3HOr0 OCTaTtka B TBOpdyecTBe CaTyHOBCKOro mpu momolinu ¢umocodceko-

TEOJIOTMYECKOT0 IOHATHUA «IpodaHHOe 03apeHMe» Banbrepa beHbAMMHa.

KrioueBble cmoBa: HeopuIMambHAas II093MsA, WYHAaUM3M ¥ XPUCTUAHCTBO,
cexynsapusM, Banbrep benpsimun, Opanry Kadxa

B xopmyce ctuxorBopennit lHa CaTyHOBCKOTO €CTh OffHO, BKJIIOUalollee B
cebs C/10Ba Ha MBPUTE B PYCCKOI TPAHCIMTEPALVM M HAIPAMYIO OTChUIAIO-
mee K nygausmy. B Hem nurtupyerca IlIMa, nieHTpanbHas MOMUTBA UYAAN3-
Ma, KOHTaMIHMPOBaHHasI C IUTYPrudeckuM 6rmarocinosennem n3 Cupgpypa:

Bcé, uto a nuy,
3TO, B CyITHOCTH, KOMMEHTapuI.
Tletut. OT cunbr —

Kypcus (Kypcus — Moii!)

A e >xe Kanon?

I'me — Boépyx Ato,
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Anmaudit Inehéitna,
Ap<a>uéit Ix6m?
[514]

9TO eVHCTBEHHOE CTUXOTBOpPEHME, B KOTOpoM CaTyHOBCKMII KCIIIMIIUT-
HO obpalraeTcst K MyHausMy Kak CBOAY PeIUIMO3HBIX TeKCToB. O cBoeil
eBPEVICKOIT MICHTUYHOCTL OH HEOJHOKPATHO IIMIIET, KacasCh CaMbIX 0oes-
HEHHbIX TEM — XOI’IOKOCTa, OBITOBOTO M CUCTEMHOIO COBETCKOTO aHTIICE-
MMTHU3MAa, TPaBMaTHYECKOTO OIIYIeHNs cebs B oOIjecTBe Kak Apyroro. B
TAHHOII CTaThe Pedb, OIHAKO, IOJ/IET He CTONIBKO O €BPEICKOil UIAEHTUYHO-
CTn CaTyHOBCKOI‘Ol, CKO/IbKO O HPUCYTCTBUIM B €ro MHO33MN PEINUTMO3HDBIX
97IEMEHTOB I O TEKCTOBOII MPAKTHUKE II0ITa KaK CBOEOOPA3HON «PeIUIno3-
HOCTU». VIMeHHO A1 TaKOTrO MPOYTEHMA IPONUTNPOBAHHOE CTUXOTBOPE-
HUE 6y;[eT LIE€HTPAa/TbHbBIM.

Korga CaTyHOBCKMIT TOBOPUT, YTO «IIMIIET KOMMEHTapuu», OH Heco-
MHEHHO OTCBbIIaeT K IpaKTMKaM KoMMeHTupoBaHua Tamaxa u Tanmyna,
0e3 KOTOPBIX HEMpefCTaBUMa PEIUTMO3HAS XXUSHb U UCTOPUS MyHau3Ma.
OH cpaBHUBaeT CBOe MO3THMYECKOE MICbMO C CUTyaluell He IIPOCTO Bepylo-
I€r0, HO KOMMEHTATOPA, /I/i1 KOTOPOTO B OCHOBE PEIUTMO3HOCTY IEKUT He
HEMMOCPENCTBEHHO MOINTBA VIV MUCTUYECKOE YYBCTBO, a CBOJI TEKCTOB. B
UX OTHOIIEHMM) OH OCYLIECTBJIAET JEiCTBIE, MTO3BOMAILIEe eMy KOCHYTbCA
He CaMOT0 CBSIIEHHOTO, a €T0 A3bIKOBOTO BbIpaXKeHNA. SI3bIK KOMMEHTapus
JOCTAaTOYHO OTHAJ/ICH OT boxecTBeHHOTO OTKpOBEHMNA, 49TOOBI B HEM MOYKHO
6I>UIO OIIEPETDhCA Ha TpaAMLINIO YTE€HVIA, IIOATBEP KAasd CBATOCTb KaHOHA, HO
HE ITPpETEHAYs HI Ha IIPOU3BENEHIIE COOCTBEHHO KaHOHITYECKOTO TE€KCTa, HN

Ha MUCTUYECKUN OHI)ITZ.

1 O espeitickoit npeHTIHOCTN CaTyHOBCKOTO B CPABHEHMH C IPYTMMIU PYCCKO-eBPEHCKIMMI
apropamm yacto mumer Mapar Ipunbepr (Grinberg 2020a, Grinberg 2020b). Otoit Tembr
Takke Kacawtcs lopamuk n O6opuH (2022), Golburt (2023).

2 Hanbonee nsBecTHbIil cBOf, KOMMeHTapreB K Tanaxy — Muxpaom I'donom — 6bin Briep-
Bble OIYOIMKOBAH B 1517 TORY B BeHelmu 1 ImpoRo/DKaeT U3[JaBAaThCs 10 Ceil feHb. Tpymbl,
cobpannble B Tanmys, KOMMeHTapuy K MulliHe, He HpefCcTaB/syM OO0 KaHOHIYIECKOTO
TEKCTa B IOJTHOM CMBICIIE, B OT/IMYMe OT OMOMIEICKOro KaHOHa, OJHAKO CO BpeMeHeM Basu-
nouckuit n Vepycamumckuit Tanmyy 61 KopmupuumpoBaHbl 1, TaKUM 006pasoM, mprobpe-
JIM TaKXe KaHOHM4YecKyto ¢opmy. O6 ncropun Tammyma cMm. crarbio B Kparkoit eBpeiickoit
surmknonenyu (Open/IIpar 1996: 706-736), @ K BOIIPOCY O KAHOHU3ALMN, B 0COOEHHOCTH:
Tam xe: 727-728.



«Moscem, 51 u 3acnynun 6nazocnoserue Tocnoome» 257

OpHako Xe 3HaHMe TEKCTOB myfansMa y CaTyHOBCKOTO B CUIY Guorpa-
¢uy MorIo ObITh INIIB caMoe ¢pparMeHTapHOe. BoMbILIoi POy B €ro ceMbe
penurus He urpana. bpar Sna [Tétp CaTyHOBCKMIT BCIOMUHAET 00 MX OTILie
ABpame: «[...] TOBOpsIT, MHOTHE TOZbI, OCOGEHHO [JO PEBOMIOLNM, <OH> CO-
6mioia TPAAMIVIM, XOAWI B CHHATOTY, HO B 1925 TOY, KOT/ia OT CKap/IaTUHbI
yMepiia MOsl CeCTpUYKa, CKasal: ,Ecmu bor MeHa He ycmbinian, Korga s Tak
Ipocu ero, 3HauuT Ero Het» (uuT. mo: bypkos 2009: 1). Tem He MeHee, Ha
BOIIPOC «a Kak ke KaHOH?» aBTOp OTBeyaeT B CTUXOTBOPEHUM IL[UTaTaMIU
U3 MOJIUTB, KOTOpbIe TaK WV MHade OblIM eMy M3BeCTHBI. bosee Toro, 060-
3HaYeHHbIe Ha MICbMe yAApeHMs M OTCYTCTBYIOLINIT B pyccKoM 3ByK ‘h’, me-
PeaHHBII IATHHULIEN, TOBOPAT O TOM, UTO STU C/I0BA ObUIV 3HAKOMBI MY
CO cyxa. D/IeMeHThl MIAMATU O Bepe IPeJKOB COXPaHMINCh, HECMOTPsI Ha
TO YTO PEIUTMO3HBIC IIPAKTVKY U 3HAHME SA3bIKa ObUIV IPaKTUYeCKN yTpa-
yenbl. TakuM 00pa3oM, B CTUXOTBOPEHUY yTBep)K[aeTcs HapafoKcaabHasd
CBSI3b C MYJAM3MOM: C OJHOJ CTOPOHBI, CaMO CYIeCTBOBaHME KaHOHA CTa-
BITCS TIOf] BOIIPOC; C APYTOI CTOPOHBI, BCIO CBOIO II033UI0 aBTOP OIIpefieris-
eT KaK HeKyI0 IPOM3BOJAHYIO OT Hero. «BTopiaHOCTb», 3aBUCHMOCTD CBOETO
IMcbMa OT Tpaguuyy nypgansma CaTyHOBCKUII OIpefiensgeT U uepe3 CpaB-
HeHIe C TIeTUTOM, Belb IeTUTOM JaeTCA He OCHOBHOI TEKCT, a, KaK IpaBU-
JI0, CHOCKM M1 KOMMeHTapyuy. OfHaKO CHOCKYM K OCHOBHOMY TeKCTY, KaK I
KOMMEHTapu) K KaHOHMYECKUM PEeIUTVMO3HBIM MUCAHMAM, MpPeAIIoaraoT
camoe 0/1M3KOe 3HAKOMCTBO aBTOpa C HUMU. 37ecCh XXe aBTOp, (IIOYTH) He
3Has OCHOBHOTO TEeKCTa, 3HaeT TOJIBKO, YTO MYHAU3M — TOT JaJeKuit pe-
(epeHT, Ha KOTOPBIIT onupaercs ero npodanuoe mucbMo. CBOM CTUXU OH
BIIMCBIBAET B MCTOPUIO MYAAaNM3Ma, IIPY 3TOM CHIDKASI PETVCTP U IePeBOAs
PasroBoOp Ha pelaKTOPCKNe MPAKTUKN TEKCTOB CBETCKMX, He PEeIUITIO3HBIX:
«KypcuB — Moitl» BblienuTh KypcuBOM 3HAYUT CHe/aTh aKIEHT Ha YacTu
uTaThl, TO ecTb CaTYHOBCKUIT 371eChb YTBEP)KJAeT, YTO €ro COOCTBEHHBIE
CTUXJM — 3TO YaCTh BCETO KOPIIyCa eBPeiiCKOl NMTepaTyphl, IpUHATIIe)Ka-
1lasg eMy B TOJM CTENEHN, B KOTOPOJ OH MOXKET BBIJIENIUTH cebe B HEJl MECTO
CaMIM >KeCTOM IPUCBOEHUA — «MOV». CTaBA IOJ BOIPOC CYLIeCTBOBaHIE
KaHOHa ([1s1 cebs1), OH BCe >Ke OTBeyaeT B KOHEYHOM CYeTe TeM, 4TO INPU-
COeNMHsET COOCTBEHHBIE TEKCTHI K cepe ero AeiiCTBUA, IYCTh I B CaMOil
OTJaJIEHHOI! ee YacTu.

JKecT ogHOBpeMeHHO U NPUCBOEHMS TPagVIMM MYAAU3Ma, X YXOfa OT
Hee CBOJICTBEHEH, KOHEUHO, He ofHoMy CaryHOBCKOMY. UyBCTBO IpMHAJ-
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JIEXKHOCTHM, CBAA3AHHOE C WJIEHTUYHOCTBIO M MCTOPMEN CEeMbM, BCTyNas B
MIpOTUBOpEYNE C YTPAadYeHHbIMU A3BIKOM U PeNINUTHeil, CO3/laeT CUTYalUIo,
TUIINYHYIO /IS acCUMUINPOBaHHbBIX eBpee. O6 stom mumer I1étp Cary-
HOBCKMIL: «9TO ObI/IA eBPOIEU3NPOBAHHAS CEMbs TOPOJCKUX ACCUMUINPO-
BAaHHBIX €BpeeB, TUIIMYHaA [1d Exarepunocnasa Hadana XX Beka. Hukro
He TOBOPNJI Ha UJYIIE, a TeM 6oJiee Ha MBPUTE, POJHOI s3bIK OBUT BCerAa
PYCCKMIT C IIPUMEChI0 YKPaMHCKVUX Heonorusmos» (Bypkos 2009: 1). ITopg
Heonorusmamy Ilérp CaryHOBCKuil 3[jech TMOfipasyMeBaeT AMaNeKTU3MBbI.
B cxoxxeii A3bIKOBOJ CUTyaluy, C IIOIPABKOJ HAa MECTHDIN KOHTEKCT, KMU/II
eBpey BCeX eBPOIENICKMX TOPOJIOB B TOM CMBbICIIE, YTO UX A3bIK CO BpEMEHEM
CTAHOBMJICS A3BIKOM CTPaH, B KOTOPBIX OHM JKM/IM, @ UMII MaprMHaIN3K-
POBAJICS 1 COXPAHSIICS B X sA3bIKe B POPMe OTHeIbHBIX BKpamteHuit. Ho u
OT 3TOTO BJAMAHNUA aBTOPBI TUTEPATYPHBIX TEKCTOB CTAPANINCh OTHANTNTHCA.
ToBOpst 06 acCUMUIMPOBAHHBIX eBPEICKIX aBTOpaX, MMCABLINX IO-HeMell-
ku, Opann Kadxa, co cBOJICTBEHHOIT eMy TaKOHUYHOCTBIO M TIPUCTPACTUEM
K ITapafloKcaM, ONMCas UX AUIEMMY 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 Unmaoglichkeiten [...]: der Unmoglichkeit, nicht zu schreiben, der
Unmoglichkeit, deutsch zu schreiben, der Unméglichkeit, anders zu schreiben,
fast konnte man eine vierte Unmoglichkeit hinzufiigen, die Unmoglichkeit zu
schreiben.

(Kafka 1966: 337)

VitTi oT nygamsma, oObIYHO C HESBHOIO COIMACUS OTLOB (BOT 9Ta HesB-
HOCTb ¥ BO3MYIajIa), XOTeI0 OONBIIMHCTBO M3 TeX, KTO Havaa INCaTbh
[I0-HEeMeLIK], OHI 9TOTO XOTe/IM, HO 3afjHMe JAIKY y HIX BCE eIlé yBsa3amu
B OTLIOBCKOM MyZJamsMe, a HepefHUMMI JIAIKaMyil OHU He MOIJIM HAalllyIaTb
HOBYI0 104By. OTYasgHME OT STOTO OBIIO J/I HUX BOXHOBeHNUeM [...]. OHM
XKV MEX[Y TPeMs HEBO3MOXXHOCTAMM |...]: HEBO3MOYXHOCTBIO He NUCATb,

HEBO3MOJXHOCTBIO IIMCATh IIO-HEMELKN, HEBO3MOXXHOCTbIO IMNCATh IIO-APY-
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roMy, M TYT IIOYTM MOXXHO Ob1710 OB ,[[O6aBI/ITb YETBEPTYIO HEBO3MOX-

HOCTb — HEBO3MO>XHOCTb II]/IC&TI)3.

Kadka ormpasiser aTo muchbMo CBOeMy ApYTy, mucaremto Maxkcy Bpony,
B 1921 TOfly, BO BpeM€Ha, KOIZla acCCUMM/IALMA €BPeeB B HEMEIL[KOA3bIYHOM
IPOCTPAHCTBE ellle He ObUIa 3a0BITHIM IIPOIIIBIM, a 4O BpeMeH (amnsma
elje ObUIO TOBOJIBHO [a/eKO, XOTSA aHTUCEMUTHU3M ObLI OYeHb pPeasbHOI
yrposoit. Cutyanusa CaryHoBckoro, xupuiero B CCCP u BoeBaBIIero Ha
(bpoHTe B MONbCKYI0 KaMIIaHMIO 1 OTOM B Bennkyio OTedecTBEHHYIO BOJI-
HY, OblIa, KOHEYHO, NHO. OH 3HaJI, KaKOro YOMIICTBEHHOTO MacuITaba Mo-
JKeT JOCTUTaThb aHTUCeMUTU3M, yxe npusenmuit K Illoa B Eporme, a cam
KWL B CTpaHe, B KOTOPOI1 BbIpaskeHue «Iisras rpada»* co crosmeit sa Hum
AMCKPYMUHAIEN OBITO 3HAKOMO Ka)KJIOMY €BPel0 TIOC/IEBOGHHOTO BpeMe-
Hy. OfHAKO C CUTyalMell JOBOEHHBIX HEMEIKOASBIYHbIX eBpeeB CaTyHOB-
CKOTO BC€ €ellle POJHUT YyBCTBO PAa3OPBAHHOCTM MEXJY aCCUMMUIALVEN 1
Tpafuiyeil eBpeiickoil KynbTypbl. CaTyHOBCKMII, NMMCABUIUI MO-PYCCKMU,
aTencT Mo ybexueHuaAM’, Bce JKe, KaK BUJHO U3 CTUXOTBOPEHNUS O KaHO-
He, COXPaH:A/ CBA3b KaK C eBPeIICKOil Ky/IbTypoil BooOIIe, TaK U C Ny[an3-
MOM. B ero cruxax srta CBA3h BbIPaXKaeTCA Ha CMBICIOBOM YPOBHE, KOI7la OH
MUIIET O BellaX, CBA3aHHBIX C PEIUTUMO3HBIM YyBCTBOM, XOTA OTCBIIKM K
UyJaN3My HEPEKO COCEJCTBYIOT C OTChIIKAMM K XPUCTHAHCTBY. He B MeHb-
el CTeIeHN, OffHAKO, 3Ta IIPEeEeMCTBEHHOCTb BBIPAXKaeTCs B OTHOLIEHUM

3 Ilepesop spech u ganee moit. — A.T.

4 Tlaras rpada — HYHKT O HAIMOHAIBHOCTM B COBETCKMX JOKYMEHTAX, KOTOPBIl CO BpeMe-
HEM CTal CYMBOJIOM CKPBITOJ STHMYECKOV AUCKPUMMHALNY, OCOOEHHO aHTMCEMUTH3MA.
O6bIYHO TaKask AVMCKPUMMHALNSA MPOSB/ISIACH B OTKA3aX €BPeNCKMM abUTypUEeHTaM Ipy
noctymieHn B BY3bI IOf IpeyioroM HeZOCTATOYHBIX 6a/IOB Ha BCTYIMTENTbHBIX 9K3aMe-
Hax, a TaloKe B Gapbepax, HEIJIACHO BO3BOAVIMBIX J/IsI €BpeeB Ha Pabounx MecTax, 0COOeHHO
B OTHOLIEHNMI ITPOABIDKEHNMS 1O crryxGe.

5 CIOXHO yTBep)KJaTh HaBepHsKa, 4T0 CaTyHOBCKIIT He OBUT BEPYIOIVM, 11 IIPUMEPBI 13 €ro
CTMXOB, NPMBOAVIMBIE B 3TOJ CTaTbe, TOBOPAT O TOM, YTO Bepa OCTABA/IACD [y HETO BaX-
HOII 9K3UCTEHIMAIBHOI cocTapsiiommert. OHAKO IPaKTHUKYIOILMM My/ieeM OH He OblI, 1, 110
CBUJIETETIBCTBY €ro Opara, Bepa He Mrpajia POl B CEMbe €ro popyuTereil. Bo3MOXHBIM yKa-
3aHMeM Ha TO, YTO OH He BUJIeN JyIA ce0s MecTa B myfansMe (MM [APYroii OPraHM30BaHHO
penurnm), MOYKHO CYUTAaTh CTPOKU B €0 CTUXOTBOPEHMN 1972 rofia: «[...] MbI He BepuWIM B
Bora, — / mbI, getn Kapna JIn6kuexta n Possr Jlrokcembypr, / Bepumu B Kpachyio kaBae-
puio u MupoByio Pepomorinio» [334]. 1o, mpaByia, He OTMEHSAET HI BO3MOXXHOCTH, YTO €0
HO3MINA 33 BpeMs JKVM3HM MEHA/IACh, HY Ha/IM4MA 3a30pa MEX][y aBTOPOM 1 €r0 TEKCTOM.
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K CaMOMY IIPOLieCcCy HO3TUYECKOrO IIMChbMa KaK CBOETO POAa OTKPOBEHUIO
WIN 03apeHuo. JTa 4epTa, BEPOATHO, CKOpee XapaKTepHa I TpagyuLiuu
uyfian3Ma, 4eM XPMCTMAHCTBA, MOCKOIbKY MyHausM 6oJiee TeKCTOLEHTpPU-
deH. CaTyHOBCKUIT He XOAWI B CUHATOI'y ¥ MELIMBY, He M3y4al UBPUT 1
TaHaX, HO OTHOIIEHME K CIOBY KaK IPOBOJHMKY JpPYyTOif, IPOHMIIAOIE
IIOBCE/IHEBHYIO PeaIbHOCTI OH COXPAaHIIL

CpaBHeHMe IPOQaHHOI JUTEPaTypbl C PEIUTMO3HBIM OTKPOBEHMEM
BCTPEYAETCSI B NPOM3BENEHNSIX HEMELKO-eBPEICKMX aBTOPOB — HE TOJIb-
ko mucareneli, kak Kadxa, Ho u ¢umocodos. Kadxa opHaxasl cpaBHUI
JINTepaTypy HEMELKMX eBpeeB C «HOBOJ TalHOM JOKTPUHOIN, Kab6asoi
(Diese ganze Literatur... hitte sich leicht zu einer neuen Geheimlehre, einer
Kabbala, entwickeln konnen)» (Katka 1967: 398), HacTompKO BCE X CyIle-
CTBOBaHMe OBUIO COCPEOTOYCHO Ha OJIHON TOJIBKO A3BIKOBOII IpakTukKe. O
JnUTEpaType KaK MOJOOMY peuIuy TOBOPUIN TAaKKe, CPeAy Ipodnx, ¢u-
nocodsl Banprep Beubsimun u Tepxapp [Mlonem. O6cysxaast MpousBeneHMs
Kadku ¢ Benbsamuuom, Illonem ucHombsyeT B MX OTHOIIEHUM IIOHATHE
«Huuro orkposenus» (,das Nichts der Offenbarung®), mosicuss, uro ra-
KOe OTKPOBEHIe OIIyCTOLIEHO OT PeIMIMO3HOIO COfepKaHMs, HO BCe ele
mpofo/mKaeT aeiictBoBatb B Mupe (,,sich behaupten; Scholem 1980: 175).
BeHbAMMUH Xe, B CBOI0 O4Yepefib, VCIONb3yeT TePMMUH «IIpOodaHHOe 03ape-
HYe» B 3HAYEHUU «MATePUATMCTUIECKOTO, aHTPOMOIOTMYECKOrO BJOXHO-
BeHus» (,profane Erleuchtung, [...] eine materialistische, anthropologische
Inspiration®) (Benjamin 1991b: 297). Benbsimun n Illonem mo-pasHomy mpo-
BOJAT AHAJIOTUIO MEXJY PeIMIVMO3HBIM OTKPOBEHUEM IIN O3apeHNeM I
HAIICAHNMEM JIMTEPATYPHOTO, XYAOXKECTBEHHOTO TEKCTd, HO K IIO3MUI[UU
CaTyHOBCKOro, HaBepHOe, Hanbojee MPIIOKNMO «IIpOpaHHOE O3apeHIe»
bBeHpsMMHa: Tak ¢umocod HaspIBaeT MUCHMO, KOTOpPOe BO3HMKAET Kak
BCIIBIIIKA MBICIIM M SICHOCTHM, TIpEBpAIlaoliasi CKa3aHHOE B S3BIKOBOE CO-
ObITIME, @ AaBTOP IEPEeXXUBAET 3TO COOBITHE KaK HEKOTOPYIO PYyrylo, Homee
HACBIIIIEHHYIO PEaIbHOCTb.

O ToM, uTo Jy1s1 CaTyHOBCKOTO I1033UA ObI/Ia 4YeM-TO BPOJe O3apeHI,
MpoHUIaTeNnbHO muineT Muxann AiiseHbepr:

«[Toutn TBICAYY pa3 A YYyBCTBOBaJI cebs CYAaCT/IMBBIM, KOIJa MHE CilIyd4a-
JIOCh HanmucaTb CTUXOTBOpPEHNME», — CKasal CaTyHOBCKI/Iﬁ B KPOXOTHOM

IPeMCIOBUM K PYKOIMCHOMY COOPaHMIO COYMHEHMIL. DTO HEBO3MOYKHO
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He IIOYYBCTBOBaTh. ET0 CTUX)M — B IepBYI0 Odepefb yrafaHHas CUaCTIN-
BBIM O3apeHIeM CUTYaLys, PV KOTOPOIL I C/IOBa, M BBI3bIBAIOINE UX 00-
CTOSITENIBCTBA MIPEOSOIEBAIOT CBOIO NIPUPOLAY, CTAHOBSICH HaKTaMM APYLOl,
CYACT/IVIBOIL PeaNbHOCTIL.

(Aitzen6bepr 2005: 40)

OTa #pyras peanbHOCTb TEKCTA BO3HMKAET BHE3ANHO U CTOUT B CTOPOHE OT
IIpOYNX PEYEBBIX CI/ITya]_U/HZ, IpnyemMm CaTYHOBCKI/IIu/I O4Y€Hb IIECIETUIIEH BO
BCeM, YTO KacaeTcsl OTHe/IEHNMs TaKMX MOMEHTOB-BCIIBILIEK OT peds BOOO-
111e, HO IJIABHBIM 06pasoM — OT IPVBBIYHBIX IOSTU3MOB, KOTOPbIE OH, KaK
U Opyrue 4ieHbl JIMaHO30BCKOM I'PYIIbI, OTBEpraeT, MIla HENPUBBIYHBIX
¢$opM, 0cOOeHHO B BOCIIPOM3BEIEHNUN PASTOBOPHOIL pednt U MOBCETHEBHBIX
curyaruit. To, 9TO IepeHOCUT pedb B 0COGYI0 PearbHOCTD, CI0XKHO OIICATD
TOYHee, 4eM sI3bIKOBOe cobbiTie. O6 9TOM cBOJICTBe cTNXO0B CaTyHOBCKOTO
NUIIET TAaKKe ero Gmokaiimmit eguHoMblTeHHNK Beeonon Hekpacos®,
HOYePKIUBasi €ro 0co60e yMeHMe PeruCTPUPOBATh BHES3AIHYIO BCIIBILIKY
[O9TUYECKOTO B peyls:

[...] peructpauus pedeBoro cobbITHsl, siBIeHMs (KaK, CKaKeM, BbIBECOK, 3a-
TOJIOBKOB U T. I1.) — TOJIBKO pe4b BHYTPEeHHAA — U elé 4yThb rytxe. Camo
COOBITHE KaK MOMEHT BBIXOJia B IHOMEPHOCTb, TOUKa HapymeHnsA. He Tak
KPUCTAJIL, KaK cy4Jok. He 3Hal0, KTO eIl¢ TaK yMeeT JIOBUTb Ce6s Ha TT093UM.
[..] «<He oTKpoBeHue, a BCero MMIIb HAITALHOE IOCOOME»<,> CKaszal IpO
rmo6yc Kaccunp, xaxercsa. Yro X, ckasan HemIoxo. Bompoc Tonbko — a
TOYHO JIN, ITO TOCOOEe HMKAK He MOYKET OKa3aThbCsl OTKPOBEHMeM?

(HexpacoB 1991: 40)

C opHOIT cTOpOHBI, 1033151 CaTyHOBCKOTO OIEpPUPYeT JINIIb CAMBIMU OOBI-
OCHHBIMU U ACHBIMU CIIOBaMU, COOTHOCAIIVMMMUCA C Opr)KaIOH.[eI/uI PpeanbHO-
CTBIO TPE3BO M TOYHO. TPYyAHO IpefcTaBuTh cebe 1mo3suio, 6ojee JaIeKyo
ot mo6oit muctuky u 3sorepuku. C gpyroit croponsl, HekpacoB — Ha-
CTOJIBKO JK€E HaHeKI/Iﬁ oT peHMFMOSHOIZ IIPpaKTUKY, HACKOJIBKO CaTyHOB-
CKMII — TOYHO YXBaTbIBAET CYThb, FOBOPS O IIPEBPAIECHNN B Hell «[I0COOMS»

6 O popcTBe MOITUK M OTHOILIEHNUH APYT K IPYTY KaK K cobecennrkam Hekpacosa n CaTyHOB-
ckoro cM. 3bikoBa/Ilenckas 2021.
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B OTKpOBeHue. [7100yc — IpegMeT HayYHBIN, IPOQAaHHBIIA, JOCTYIHBL A/
IIOHVIMaHUA JI000r0 MIHMMA/ILHO I'PaMOTHOTO 4Ye/IoBeKa, M TeM He MeHee
OH MOXXET IPEBPATUTHCA B BEIb IOYTU CBALIEHHYIO, €C/IM €r0 KOCHETCS
moaTnyeckas «aypa» (emje ogHO MOHsATMe Bambprepa Benpsimuna). CoObl-
THe TPeBpAIleHNsT OObIIEHHON peur B MOITUYECKYIO, HENOCPEeACTBEHHO
OLIYTHMOE TOJIBKO /IS ABTOPA, OCTABISET CIef B (UIype caMOro CTUXO-
TBOPEHM, HO CJIefl HeBEeIeCTBEHHBIN, OUIYTUTb KOTOPBIM MOXKHO JIMIIb
KaK MHAVMBUIYa/lTbHOCTb aBTOPCKOTO T0/I0Ca — 3TO, IO beHbAMUHY, 1 eCTb
aypa, IpuUCylas Mo33uM, KaK ¥ APYTMM IPOU3BEIEeHNAM MCKYCCTBa. Aypa
JeaeT CTUXM NPUTATATEIbHBIMU JJIS YUTATeNsA, HO MOMEHT OTKPOBEHMH
MM 03apeHNs, JAaloLINil Hauyalo TeKCTY, JOCTYIIeH TONMbKO IJId aBTopa. ITO
JU/IS1 HETO CTUXOTBOPEHIE — 5I3BIKOBOE COOBITIIE, O KOTOPOM MOXKHO «MMeTb
HAXa/lbCTBO 3HATh, YTO 9TO CTUXW» [399]. [Iy1sa ymTarens sHaHue 06 3TOM
COOBITUY JJaeTCA TOJIBKO 4epe3 9CTeTH4YeCKoe BOCIIPUATIE, ITO3BOJAIOLee
pasmennTh C aBTOPOM IIEPEXNUTOE UM SA3BIKOBOE COOBITME — MM He II0-
3BOJIsAIOIIeE, eCIM CTUXM He BBI3BIBAIOT B HEM OTK/IMKA. TaKux coObITHIT He
MOXXeT ObITh MHOTO, MHade OHM Obl He BBIJEMINCh Ha (OHE OOBIZEHHOI
peun. IToromy CaTyHOBCKMIT 1 HyMepyeT CBOM CTUXOTBOPEHNs, BefleT CUeT
MOMEHTaM, KOTfIa OH, II0 €r0 CBUJIETENBCTBY, OBUI CIACT/IMB OT X BO3HUK-
HOBEHUA.

[IpeBpaleHne A3bIKa B COOBITVE O3apeHMUA, OTKPOBEHMA — Ta IpaB/a
CTUXOTBOPEHUs, B KOTOPOII JO/DKEH M MOXKET OBITh yBEPEH aBTOp, HO OHa
TPYJHO yJIOBMMA B UMTATE/NIbCKMUX OTYETaX MM JIMTEPATyPOBESUYECKUX pas-
6opax. Boree BelecTBeHHBI ¢ (DUIOMOTMYECKON TOYKM 3PEHMSI TeMaTu4de-
CKI 3aTPOHYTHIE B CTMXaX OTCBUIKM K A3BIKY pennruil. B kopmyce TekcTos
CaTyHOBCKOTO MX HEMAsIO, XOTS CTOUT ellle Pa3 MOJYepKHYTh, YTO €ro IO-
33U IUINETCA U3 MO3ULUU CEKYNAPHON M HMYTO M3 TOTO, YTO M3BECTHO
06 aBTOpE, He TOBOPUT O TOM, YTO OH KOTJa-TMOO NMPAKTUKOBAT UM XO-
TeJl IPaKTMKOBATh MYAaM3M WM XpUCTHAHCTBO. EBrennit JIo6koB muimer
B cBoeM acce 0 CaTyHOBCKOM, He CMYILIAsCh NMapaZoKCaTbHOCTBIO CBOETO
BbICKa3bIBaHMA: «[IpaBoBepHbIt nypeit. VymansmM — efMHCTBEHHAs pesu-
I'Msl, VICHOBEeRYs KOTOPYI0 MOXKHO OCTaBaTbCs arenctoM» (JIoO6KoB 2005).
He BAaBasch B pasMBIIUIEHUSA O TOM, KaK MOXKHO OBITb OJHOBPEMEHHO
IIPaBOBEPHBIM U ATEUCTOM, XOYETCA OTMETUTD, YTO B 10331 CaTyHOBCKO-
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TO IOCTAaTOYHO PENUTMO3HBIX MOTMBOB’, YTOObI HE CUMTATh €0 ATEUCTOM
COBETCKOTO 0Opasija. BeposiTHO, [1e/I0 He TOMBKO B TOM, YTO PENUTMO3HBIN
C/IOJ fI3bIKa PYTMHHO COXPAHAETCSA IIOBCEMECTHO B CEKY/IAPHOM C/IOBO-
ynotpebenn, HO 1 B TOM, 4T0 CaTyHOBCKMIT BK/IIOUAET B CBOYM CTUXI pe-
JIUTMO3HbIE MOTUBBI 0 MAEOIOTMYECKMM coobpakeHnsaMm. Kak oTmevann
VICCTIeIOBATe/IN, OH HaMepPeHHO (OPMUPOBA CBOI IO3TUKY KaK HECOBET-
CKYI0, 1 OBITh IOITOM HeO(pMUMaJIbHBIM ObUIO €r0 CO3HATETbHBIM BbIOO-
pom (KykynuH 2019: 35-42, YcleHCkuit 2021: 212-213). IloaToMy OTChUIKK
K pelIUIUM MOITM OBITh IPOAMKTOBAHBI >KeJTAHUEM OTHEIUTDL cebs OT Co-
BETCKOTO aTensMa, 0OkasaTb eMy conportupieHue. OliylieHye, YTo Ha MecTe
PEeNIUTHM OCTa/IACh He3aIoIHsIeMasl TAKyHa, 0COOEHHO CU/IBHO IPOSIBIIEHO B
CTUXOTBOPEHUN 1962 roja:

Ecnu et

HU ajia,

HU pasd,

TaK Ky/a >ke

BCE YMUPAIOT?
Cornamaoch

Ha BeYHbIE MYKI,
He ¢unocod 1,

U He CEeKTaHT,
oTpybuTe MHE
HOTH

U pyKUH,

He XO4y yMupaTb HaBcersa!
(133]

371ech MHTEPECHO, KaK TI09T XapaKTepusyeT ce6s B OTHOLICHUU K CMePTI —
«He ¢uaocodp n He ceKTaHT». OTKA3BIBAACH OT OTCTPAHEHHOI IO3ULIUN
¢mnocopa m msberas ob6pasa CeKTAHTCTBA KaK (OPMBI PETUTMO3HOTO

7 06 ongHOM cTuxoTBOpeHny CaTyHOBCKOTO, B KOTOPOM PEINMTIO3HbIN KOHTEKCT COYeTAeTCA C
CEKY/IAPHBIMM PasTOBOPHBIMY obopoTamu («cmasa bory», «ipoctu Tocnopm»), cm. 3bikoBa/
TTenckas 2021: 615-616. VccmenosaTebHMIIBI OCTOPOXKHO TIPeANoaraT, uTo Cyf, yIoMAHY-
TBIJI B CTUXOTBOPEHNM, COOTHOCUTCS CKOpee C MyfieiickuM npefcTasieHreM o Cyanom JIHe,
geM ¢ xpuctuanckuM Crpamnbiv CynoMm.
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mporecTa Wiy yOeXNIa, mosT BEIOMpPaeT 3a/jaBaThCsl IPSIMBIM BOIIPOCOM O
JKVM3HU TI0CTIE CMEPTI ¥ BOCCTABATh IIPOTUB aTENCTUYECKOTO OTBEP>KEHIS
6eccmepTua pymm. Ilpudem yTBep>KAeHMe «HeT HU aja, HUM pas»
BOCIIPMHIMAETCS He CTO/IbKO KaK BHeIlIHe HaBA3aHHOe YOeX/IeHNe, a CKopee
KaK KOHCTaTalus co6CTBEHHOTro B3rmAfa Ha 9To. C Touku 3peHust Gopmsl,
IIPOTUBOIIOCTAB/ICHIE ATEVICTUUECKOTO IIPECTABIEHNSI 00 OKOHYATeTbHOCTH
CMEepTH M PeNIUTMO3HOTr0 oberans 6eccMepTusa Hanbonee ApKO BhIPaXKaeTcs
B CJIOKHOI pudMe «pasi»/«yMUpaT», B KOTOPOIl «paii» 3By4UT B CepenHe
[IaTONIAa  «YMUPATb»: «yMU-Pail-l0T». MOXHO 1M, MUCXOf U3 HSTOTO
CTUXOTBOPEHMs, YTBEP>KaTh, 4To CaTYHOBCKUIT BEpU B CyIleCTBOBaHMUE
sarpo6Horo mupa? Efisa i, ckopee, >kelaHue «He yMUPATh HaBCETa» 1 ObIIO
IUIsL HETO OIHVIM 13 OCTaTKOB PE/IUTO3HOTO YyBCTBA.

Taxoit 0cTaToK GeccMepTusi, OLIYTUMBIl Ha MOCIOCTOPOHHEM, CEKYIIsp-
HOM YPOBHE, B HECKOJIBKMX CTUXOTBOPEHNSX HOSBISAETCS B 00pasax, CBSI-
3aHHBIX C IPUPOJOIL, OCOOEHHO C pacTeHMAMMN. BeceHHUIT pocT TpaBbl U
I[BETOB IPOTMBONOCTABIIACTCS CMEPTH, YeTOBEYECKOI KOHETHOCTL.

Xaun Bs —
Xapmc

v BBemenckuii.
ITacxa.
Bockpecaer nec.
PyxaBblil IeHb —
1 TOT BOCKpec.
Ho stu iBoe —

HE BOCKPECHYT.

4 urons 196y
[218]

A ymuparo.
A Ha Oypyuyio BecHY
U3-TIOJ] 3€MJIM TIOJIE3ET BCAKAS 3€/IEHb.

Wimomra,
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TIoLIE€BEN MHE TPaBYy,
TIOLIEBENN TPpaBYy,

Wnomia. ..

24 AHBAPS 1965 U 21 anpess 1968

[249-251]

Tocropu, am n pait!

Tocniopy, 51 TBOII pab!

PasHble Ha 3eMJI€e 1|BETHI,

B MapTe MJMMO3a 3TO THI.
Tocniopy, He mory6u, cMmuyiics!

lTocogn, morogn. ..

25 mapma 1980
[427]

OcobeHHO ApKkmit 06pa3 13 9Toil cepuy — oOpallleHre K BHYKy Jmomre.
CieHa CTMXOTBOpPEHNsI PAcIOIOKeHa B OyAylleM, KOIJa IIO3T Y)Ke yMep,
a BECHOJI BHYK NPUXOZUT Ha ero Moruiay. CTpoKa «IIoIieBe/y MHE TPaBy»
yAUBKTEIbHA yIOTpebIeHeM B Hell CToBa «MHe», Kak ecyy Obl TpaBa 6biia
nopo6meM BOJIOC Ha TOJIOBE, HO BMECTO Te/la OCTAeTCS TOMBKO 3apocluast
MOTWMIa, KOTOpasi M IPEBPAIAEeTCSI B «MeHs». YMEPIINil CTOBHO OB BO3-
POXJjaeTcsA BMeCTe C TPABOI M MOXKET OLIYTUTD ee JBV>KeHue. Ecm n Mox-
HO TOBOPUTH 3[€CHh O JXMI3HM IIOCIE€ CMEPTU, TO HE O BOCKPECEHNNU AyLn.
JKn3HDb 4YenmoBeka IpOAO/KAeTCsA B CACAYOIMX IOKOMEHUAX, a TaKXKe B
©XKErof[HOM BeceHHeM OOHOBIeHUM Hpupopbl. «[leHb BOCKpec» — Takoe
BO3MOJXHO B 3TOM MMUPE, I'I€ OT PEIUTUNM OCTAETCA TOJIbKO Cef, IMpoaoiI-
JKAIOLINIT BMSATD HA SI3BIKOBYIO Pea/IbHOCTb TAKMM 0OpasoM, YTO y C/I0Ba
«BOCKPECEHbe» OCTAeTCsI IIPeXXKHee 3HAUEHNe, HO OHO YoKe JIMIIEHO MeTtadu-
3MY€CKOTO COlep>KaHMs], IIOCKO/IBKY He o0elaeT BOCKpeceHus Ayl Tem He
MeHee, He/lb3sl CKa3aTb, 4T0 CaTyHOBCKMII MICHIONIb3yeT PEIUTMO3HBIIL CTIO-
Bapb TONbKO MeTadoprdecku. Bockpecenne nmHs — He Metadopa, a HEKO-
TOpas KOHKPETHasA peajbHOCTb, HE MEHee OLlyTUMas B MUpE, YeM TPaBa,
mnpopocuras Ha mormre. OfHAKO caMa MBIC/Ib O BOCKPECEHNH, aCCOLUUPY-
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IOIleMCsA C BECHOJI, OTChIIa€T He K €BPENCKOl, a K XpucrmaHckoit ITacxe.
B aToMm oTHoOmeHWM Ta OCTaTOYHAs PEMUINO3HOCTD, KOTOPYIO YYBCTBYET
CaryHoBckuil, 6mmke K xpuctuaHcTBy. OmHaKo, fyMass O 4eloBedecKoi
CMepTH, OH He MEePEXOAUT K PasMbIIIIEHNAM 0 6eCCMepPTUN AYIIN, €T0 BHU-
MaHJe COCPefOTOYEHO Ha BellaX NOCIOCTOPOHHUX — TpaBe, ITHe, I[BeTaX
M KOHEYHOCTM >XM3HU. B BeceHHeEM «BOCKpeCeHMN» ITHs WM «3arpOoOHOIN
JKM3HI» YMEPUIEro B TpaBe Ha MOTMJIE HET MECCMaHCKOTO CIIaCeHMs, HO
ecTb — BO3Bpal[asAch K BeHbsAMUHY — «crabas MeccuaHcKas cumar» S, aTo-
TO, YTO OHIYIAETCS KaK 9ylO BO3POXKJEHNA, XOTb M Jla/ieKOe OT pPeNuIH-
O3HBIX HOKTpMH. HampoTus, Takoe BO3pOXJeHNE KOHKPETUSUPYETCS B
IIpene/IbHO MUPCKUX, NOCTYIIHBIX OpraHaM 1yBCTB BelllaX.

«HI/IaH030BLIbI>> BCerga CTpeMMWINCh K KOHKPETHOMY A3BIKY, I C/IO-
BO «BOCKpecaTb» y CaTyHOBCKOTO TOXKe KOHKPETHO — OHO Ha3bIBaeT He-
YTO BeIeCTBEHHOE, HETOCPEe[ICTBEHHO Hab/II0fjaeMoe: BeCEHHII0 MOPOCIb.
Tem 6onee MHTepeCHO, YTO B TAKOM OBEILIECTBIIEHHOM MUpe CIIef] PeUIH-
03HOCTM HemocpefcTBeHHO omyTuM. Korma CaryHOBCKMII TOBOPUT, 4YTO
Bor — 310 MMMO3a, I1BeTOK He n300paxkaeT BoxxecTBeHHOE HI 9MbIeMaTn-
YEeCKM, HU CMMBONMYecKM. HanmpoTus, MapT, MMMO3a, CKOpOTEYHas BeCHa
U COCTAB/IAIOT Ty CEKYJAPHYIO PEaJbHOCTb, KOTOPas 3acTyIIaeT Ha MECTO
IIpasgHNKa ITacxu ", XOTb I HE CTUPAET €r0 U3 IMaAMATH, JNIIAET €r0 CO-
mepxaHudA. Bepa B TakoM MMpe He BBIXOAUT 3a PAMKM BEIeCTBEHHOTO, YTO
leJlaeT caM BOIIPOC Bepbl, 110 CYTH, MPOOIeMAaTUIHBIM. DTO OCOOEHHO SCHO
BBIPaKEHO B CTUMXOTBOpEHMUM, KoTopoe CaTyHOBCKMII HaIMcal IpejIosno-
JKUTENBHO ellle B KOHIIE COPOKOBBIX I'OfIOB:

Bcé BbiroBapuBaercs B CTUX:
JKM3Hb BbITOBapMBAETCH,

1 CTpax

cMepTH,

U CTBIfI,

n CMEX.

Kanp,

YTO €IMHBIM JXUB Y€/IOBEK

8 Kimouesoe nousatue B «O nonATuy ucropun» benbamuna (Benjamin 1991a).
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X7me6om;

7 9TO eHON XUB

BEpOIl: He B XpaM, TaK B XJI€B.
[s6]

CTuxoTBOpeHMe MOEMU3NPYET C PACXOXKelt OMOIECKOI LIUTATON — «He
X71e60M eIVHBIM JKUB 4Ye/lIOBEK, HO ¥ KaX/IBIM C/IOBOM, VICXOJALIVM U3 YCT
Tocnioga», — BcTpevaromelics kak B BerxoMm, Tak u B HoBoM 3aBere’, HO
accoLUMpYIolelics [TTaBHBIM 00pasoM ¢ XPUCTHMAHCTBOM. YoKe CliellaB Mpo-
THUBOIIONIOXKHOE YTBEPXK/IEHNE, YTO YeTOBEK JKMB MIMEHHO eIMHBIM X/Ie6oM,
09T H0OaBIIsAET, YTO XXMB OH U Bepoit. OfHAKO Bepa 37ech 0CTPO Ipobie-
MaTU3MpOBaHA. AJUIMTEPALIOHHAs TPOULA «X/Ie0 — XpaM — XJ/IeB» CTAaBUT
3TV TPYU CJIOBA M BEl[V Ha OJHY CTYIEHb, U €C/IU «BePa B XpaM», OUEBUIHO,
COOTBETCTBYET XM3HU PEIUTMO3HOM, NpUYeM He IIPOCTO PEINTVMO3HOM, a
BKJTIOYAIOLIElT B cebs MPUCYTCTBME Ha CITyX0aX, TO KaK CIefyeT IOHUMATb
«Bepy B XJieB»? BepuTb B X/IeB He 3HAYUT He BEepUTb HU BO YTO, ITO 3Ha-
YT BEPUTD B TO, YTO HACYIHO I MaTepManbHO — Kasa/noch ObI, Takas Bepa
MSJINIIHS, fa)ke aOCYpAHa, Belb XJIeB, KaK I Xj1e0, CyljecTByeT 6e30THOCH-
TeIbHO peruruy. Ecim B XxpaM UAyT, YTOOB IPUMKHYTD K JIUTYPIrUYeCKOMY
COOOILIECTBY, TO B X/IeB — 110 OYJHIYHBIM, MAaTePUaIUCTIYECKIM JIIOACKUM
Hyx/jaM. [To Mmpici CaTyHOBCKOTO, MaTepUaIu3M U PelIUTus He UCKIII0Ya-
10T ApyT fpyra. Kpome Toro, «Bepa B X/1eB» MOXeT ObITh HEOTOOPUTETbHOI
OTCBIIKOJM K KOMMYHMUCTUYECKON Bepe B TPYH, a X/IeB — METOHUMMEN KOJI-
x03a. IIpu 3TOM COOCTBEHHOE OTHOIIEHME K Bepe TaKxKe IpobIeMaTusnpo-
BAaHO — «KaJlb, YTO YEIOBEK JKUB Bepoii». VI oT Xpama, 1 OT XJieBa aBTOP
OTHa/AETCA, a €ro YOeKIeHMs OIMChIBaeT He BTOpasd, a IepBas cTpoda, B
KOTOPOI1 pedb UjieT O Bellax MCKIIOUNTENbHO TTI0CIOCTOPOHHUX.

YacTb 6mOMEICKOI LMTATDI, KACAOLIAsACA MaTepUanbHOCTY XXUSHMU, 006-
IyMBIBaeTCsI BO BTOPOIL cTpode 1 6pocaeT CBET Ha CKadaHHOE Iepef] STUM.
Kpome x7e6a, mo Bubnum, denoBexy HEOOXOAUMO U fPyroe — UCXOfsLiee
u3 ycr bora cmoBo. B Haua/nbHBIX CTpOKax pedb MeT MMEHHO O C/I0BaX,
TOJIBKO C/I0BA 3[leCb — He 13 CBAIIEHHBIX TEKCTOB, a U3 mo3a3uu. Bee, 4To
«BBITOBAapMBAETCS» B CTUX, KacaeTcAd 6a30BBIX SK3MCTEHIVATbHBIX BOIPO-
COB, KOTOpbIE He TPeOYIOT PeTUTMO3HOTO OOBSACHEHN JI/IS aTEUCTa, HO OT-

9 Brop. 8:3, M. 4:4
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BETHI Ha KOTOPbIE€ MOXXET NaBaTb PEINUTUSA, IIO3BOIAIOIIAA CIIPABUTHCA CO
«CTpaXoOM CMEPTI». A)'ITH/ITepaI_U/IOHHaH IIEeTIOYKa «CTpaxX — CMEPTH — CTBI] —
cMex» (c KoTopoit Bo BTopoii cTpode «pudmyercs» 1enodka «xned — xpam —
XJIEB») JIA€T OTBET HA BOIPOC, Kakoil Bepoil >kuB moar. Cama normka
IZINTepally MOfICKa3bIBAET Iepexof] OT CTpaxa K CMeXy IyTeM TpaHC-
dopmaruy, n Tak mosTudeckas opma HeceT B cebe 0CBOOOKIAIOLINI
noteHyan. JIjist MosTa Ha MeCTO BOXKeCTBEHHOIO C/IOBa 3aCTYIIAeT CIOBO
HO9TUYECKOE, TPOdAHHOE, [JaXKe CMEXOBOE, HO BCE JKe He TIOMHOCTBIO YTpa-
TUBILEE CBSI3b CO CBAIIEHHBIM, @ TOMbKO IEpPeLIe/iliee Ha MaTePUanuCTIe-
CKMII TIaH. B MatepuanusMe 9TOr0 CTUXOTBOPEHMS, TIPU BCEll AUCTAHIUN
K Bepe, POJIETaeT TTyOOKUIl C/Ief] PETUTMOSHOCTI.

HpOTI/IBOHOCTaBHeHI/Ie KyHbTa prna C O,HHO]‘/‘I CTOPOHBI N PEIUTUN C
APYToli NaHO B €lle OJHOM CTUXOTBOPEHMM M3 INEPCIEKTUBBI He IPOCTO
KPUTHUYECKOM, HO flaXke HUTMInUCTr4eckoit. OHO COCTOUT U3 Tpex HebOmb-
X 9acTell ¥ PACCKa3bIBAET O JIOAAX, pabOTAONINX HA 3aBOJIE — «IIIapalll-
KuHoit (pabprke». BO3MOXKHO, MUMeETCs B BUAY XUMUYECKOE MPEATIPUATIE

B OJJIeKTpOCTay, rie paboTan CaTYHOBCKMﬁ,IO

UM MeTajly PrudecKmii
3aBOJl B TOM JK€ TOPOJIE, HO, BEPOATHO, TOIOC IIUPE — ITO COBOKYIHOCTh
Pa3HbBIX COBETCKMX MPeANPUATHIL. YKIAL >KU3HM pabO4MxX He OCTaBIIAeT

MeCTa JIJISI HaIeX/ Ibl:

[...]

[Mapamxkuna dabpuka,

TpaBu pabounit Kiaacc!

3mech {Ba XPUCTOBBIX IIPA3IHIKA —
Oy YKa

" aBaHC.

[...]

10 HayuHo-mccrenioBaTenbcKuit MHCTUTYT 3akpbrtoro tuia, QHUTH. O6 stom cM. ykasaHue
V. AxmeTbeBa [644]. B coobimennn us nudHOl mepemncki oT 2 deBpasst 2025 I. AXMeTbeB
et Takoke: «In CaryHoBCKMit emé 7o BoitHbI paboran B Hayuno-mccienoBarenbckom
Tpy6HOM MHCTUTyTe B JIHenpomerpoBcke. ITocie Botubr B DHUTY — OexkTpocTambeKuit
Hay4YHO-MCC/IE[OBATENbCKII TEXHOOTMYECKMII MHCTUTYT. B IpuHIuIe M TaM M TaM Ipu
HIV mornu 6bITh KaKue-TO IPOU3BOJCTBAY.
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e 6or?!! mer ero,
VI BUHUTDH HEKOro,
caMI 3aMeCIIi,
camnm

TeCTO KBACWIIN,

caMIt pacKycwin |...]

27 CeHMAOPSA U 1 OKMAOPS 1963
[143]

Peub cHOBa upet Kak o xymebe, Tak U 0 Bepe, HO X1eb 374ech — METOHUMUS
CeKy/LIpU3anny, 0bpaTHoe ImpeBpalleHne IIOoTH XPpIUCTa B MeTadopudeckoe
«TECTO» SKU3HU 03 Pe/urun. A Ha CMEHY TUTYPIuiecKoMy KaJeHIapio C ero
[pasIHUKAMU [IPUXOIUT OOBIEHHBII MAaTEPUAIN3M «IIOTYIKM U aBaHCa»
C COIYTCTBYIOLIMM IbSHCTBOM. K BpeMeHaM, KOI/ja XPUCTHAHCTBO UTPAIIO
POJIb B )KM3HY OOBIYHBIX JIIOJIEN, aBTOP OTHOCUTCS 6€3 CeHTMMEHTAIbHOCTI:
yKe TOTJallHMEe «XPUCTOBbI MPA3IHUKI» CHUHOHVMUYHbBI IOBOLY BBINUTb,
B 9TOM CMBbIC/I€ GOMBIINX M3MeHEeHWiT He pousonyio. OXHAKO OTCYTCTBIE
Bora Bce e [eaeT XUSHb TsDKejlee, IPUYEM CTPOKA «BUHUTH HEKOTO»
MOXKET 03HAYaTh KaK TO, YTO JIFOAY CaMli BUHOBATbl B IOTepe pemurnu (1
IPMHOCMOTO €1 yTellleHNs ), TaK I TO, YTO BUHY 3 TATOTHI CYL|eCTBOBAHMS
Telepb HeNlb3s1 IIEPeIOXKUTH Ha Bora u ipoBuzenue. B aToM TekcTe coBeTCKMIT
MaTepuaausM u300pakaeTcs Kak OesyCIellHas MOMbITKA 3alOTHUTD
[OTEPIO CBSIEHHOTO, «Heba», PyTHHBIM TPYJOM: «IBIPKY B He(e 3aTKHYB, /
Topunt Tpy6ar. JKnusHp pabounx B 9TOM ABIPSIBOM U CKBOSSIEM MUpE TaK
0e3bICXOf{HA, YTO sA3BIK JUIA aleKBATHOTO €€ OMMCAHWs — HelleH3ypHast
6paHb (B 9TOM CTUXOTBOPEHUM, KOKETCs, PEKOPAHOE IS BCero cOOpHMKa
KO/INYeCTBO OPaHHBIX C/IOB, 3AMEHEHHBIX Ha TOYKII).

Onnako y CaTyHOBCKOTO €CTb pyriue TEKCTBI, B KOTOPBIX II€PEXOJ OT
CBAIEHHOTO K MaTepUajINCTIIECKOMY He BeJleT K OTYASsIHUIO, & HAPOTUB —
K Hajiexx/ie Ha OOHOBJ/IEHNE, KAK B IIPMMepax, IPUBEIeHHbIX Bblllle — CTU-

11 O6pamaer Ha cebsi BHUMAHME TO, YTO 3[jeCh — BIIOJIHE OIPABJAHHO — «bOr» HAIMCAH CO
CTPOYHOIT OYKBBI, B TO BpeMs KaK B OOJIBIIMHCTBE CTUXOTBOPEHUIT — C IIPOIICHOI (BKIIO-
Yasg MAMOMBI, T/e 9T0 uanuiiHe). ITo coobuiennio AXMeTbeBa, HamycaHue ciosa «bor» Bo
BCeX CTUXOTBOPEHMAX aBTOPCKOE.
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XOTBOPEHUAX O BOCKpecllieM IIHe U O TpaBe Ha Morusie. B ofHOM U3 Takux
cTuxoTBOopeHUit CaTyHOBCKUII MCIONb3yeT UTPY CIOB C MOMOIBIO OJJHOKO-
PEHHBIX KOTHATOB M3 pa3HbIX CTaBAHCKMX A3BIKOB. BeTxuit 3aBeT ymofpo-
O71s1€TCs elile He COBCEM JMICCOXILEMY HEPEBY:

Ha ceryarke rmas — cyxoe jiepeBo.
CurHambl, CUTHAIbIL.

bypossar, mypasAT.

OxKucnssAck, 06pamaTbes B Ipax.

Her, e xouy.

Jlyuuie Tak: CTBOI — BETXUI 3aBeT —
CHOBaA J1aJ1 3e/IEHBIN CBET.

CnaBku 60pMOUyT

Ha CeMI SI3bIKaX:

CBSAT CBET C BETOK!

Svit! Swet! Swiat!

9 HOSIOPsT 1966
[203]

[IpenctaBuB cebe COBEPILIEHHO CyXOe, MICTOYEHHOE HACEKOMBIMU [EPEBO,
aBTOp AyMaeT U O COOCTBEHHOM IpeBpallleHNM) B Ipax, HO 3aTeM HaXo-
INT yTelleHVe B MBICIIM O TOM, 4TO Myman3M (Berxmit 3aBeT) ellle nMeeT B
ceOe >KM3HD, KaK CTapoe epeBo, pacilycKaloleecs BecHoll. HoBas 3eneHb
OCBeIAeT CTapblil CTBOJ, ¥ 3TOMY IPOMO/KEHNIO XKM3HU IOETCA YTO-TO
BpOJle OCaHHbBI, HO TOJbKO He CAMUM I03TOM, a NTHUI[AMH, CTaBKaMI, Ybe
MM HallOMUHaeT BO3HeCeHNe CNIaBbl, cnaBocnoBue. ClaBKM — He MTIOAN U
He aHTeNbl, HO B MX IjebeTe MaTepMaIUCTUIECKOE «CBET» IIPEeBPAIaeTCs
B «CBAT» IO-TIOIbCKY, U TIO-PYCCKM 9TO HaYMHAET 3BY4aTh KaK OTCHIIKA K
cearoctu'?, Torfia Kak B 4eJIOBEYECKOM sA3bIKE HA MECTe CBATOCTM OCTamach
JIaKyHa, B A3bIKe IITUI] ee ellle Kak OyATO MO>KHO PacC/IbILIATh.

12 VccmeoBaHueM POy TPAHCIMHTBAIBHOCTH B 109TVKe CaTyHOBCKOTO Ceifdac 3aHMMAeTCs
OHcm Mopc. OToll TeMbl Kacamuch ee JJOKIaJ Ha CUMIIO3MyMe, MOCBAIeHHOM CaTyHOB-
CKOMY M IpolefieM B JapTMyTCKOM KOJUIE[PKe B 2024 oy, u nekuys ‘Widen the Circle:
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Korga Kadxa mumcam o deTblpex HEBO3SMOXKHOCTSIX, C KOTOPBIMHU CTasl-
KMBAIOTCSI HEMEIKO-eBPeNiCKIe MICATeNN, OH 3HAJI, YTO HEBO3MOXKEH JiIs
HMX OBUI CaM JIMTEPaTyPHbII A3BIK, KOTOPBII MM IPUXOFUIOCH N300peTaTh
3aH0BO. CaTyHOBCKOMY TOXe IOTpeOOBasICsl HOBBII A3BIK. B mpuioxeHnu
K Hemy ¢opmyny Kadky MOXKHO IepemnncaTb Tak: AJIs 03T HEBO3ZMOXKHO
HICAaTh OT JIMIIA BEPYIOI[Ero, HO OH He MOXeT HU YIITU OT MBIC/IEN O Bepe,
HIJI OTKa3aThCsI OT IIONBITOK COBMECTUTD MAaTePUATUCTIIECKIIT 06pa3 MbIC-
neit ¢ MoMeHTaMy IpodaHHOro osapeHnst. OroleHHBI s3bIK COBETCKON
JIeIICTBUTENIBHOCTI B €r0 CTUXAX XPaHUT IAKYHY Ha MecTe yILIeAIeil B IIPo-
IL/IOE BEPBI [IPEIKOB.
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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: 16—
126). Most of Kropivnitsky’s old age poems, by my count a smaller corpus than Satunovsky’s,
adopt a parodic tone.
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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:

3abbIBalo, Kyja Moué,
3abbIBal0, 3a4eM IIPUILET,
JKM3HD

6bia

nnu Hé 6blna,

3abemuo,

3aBOJIOKJIO,

o4epe/y 32 MOIOKOM,
odepeny 3a xmebom;
[IPO3€eBalo0 0Yepenb 3a X1e6oM,
BCIIOMMHAIO,

KOTO He C/IefjOBaJIo,

a KOro 106uI,

TexX

IABHO 3a0bIJI.

4 Oexabpsi 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

I've

long forgotten.?

4 December 1963

PacckasaTtp Bam BCéE?

He cxasaTtp Huuero?

Boim gBa mapTHEpa,
IBa MOHTEpa

B Hamry JI06Ky B/II06/IeHEI.
Crana JIro6xa

Téreit JIo6011,
cmabort u 6e33y6oii,
B3POCTIbIE JOYKM

Y MaTepu-OfjTHOUKIL,
KOCMOC,

K/TMMaKC —

BCé

CIMIOCHh

BO€ONHO,

3 The author is grateful to Ainsley Morse for contributing all poetic translations in this article.
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pacckasarb BaM BCE —

HE CKa3aTb HMYETO.

22 ceHmMAOPA 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 net. / Jeteii uet. / Pab6otana B
My>KckoM Tyasere. / [l gero xuna Ha cere?» (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 I loved / 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 pasnpliie K CTAPOCTY U K CMEPTH
(a;maBepppl, alaBepybl),
TeM 6Omke 1tad B [eHncapere

u Bortu CuHeit bopopsr:

at age 47 — / No kids. / She was a men’s bathroom attendant. / Why did she live?”; Kholin
2017: 67).
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— KI/IN HE MBI —
— MBI He XN —
— HAaC KEHMIN —

— HEXE/IN Bbl —

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 meT npuHynUIOBKM OpaKa, 33 [...]» (“30 years
of marital drudgery, 33”; [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 3penocty He OypeT, ecny CO3HaHME CTAOMIBHO, COBEPLIAETCS TOJb-
KO Oumomormyeckmit mporecc oppsixaeHus. [...] 3aragodHocTb Oypyiie-
Ir0 — OCHOBHON IpU3HaK MOnofocTy, o nonAtuAM XIX Beka. Yemosek
XX Beka, He 3HAIOLNUI, YTO UMEHHO CIY4YUTCA C HUM 3aBTPa, NPeJCcTaB/isa-
eT cebe 3aTo, YTO XKJIET €ro Yepes rofi, 4epes IecATb U ABaALATD JIeT. B ero
PasBUTUM TIPEIBUAMMO Bce — 0Opa3oBaHue, IPEANPUATIE, YIPEKIEHNE,
MecTornpeOpiBaHye. TeopeTnuecku yupexjeHue 1 MecTonpeObiBaHue II0-
JKI3HEHHBI (MecTa Beib MEHSIOT He OT XOPOIINX IPUYMH).

(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: «Ile/blit iens / KpyTuT
pagmo / momopen-neHcuonep. / M gero emy, cipammBaercs, Hago? / JKusum / Het / n Ha
JIyne» (“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:

Hanmcannoe B CTOM, K COXaJeHMIO, HE JIOKUT TaM CIIOKOiiHO. Bpems, or-
KasaBllee 3TOJl NPOAYKLMM B HOPMAJIbHOJ COLMA/JbHONM >KM3HM, HE OT-
KasbIBaeT el B CMepTH, B pacmape. IlarmpecaTuneTHmii, ckakeM, aBTOp
HACYMUTHIBAET Y>Ke HECKOIbKO IIEPMOJIOB TBOPYECTBA B CTO/I — PaHHee, 3pe-
noe, nospHee... OH MOXET CNIEANTD, KaK HAllMCAaHHOE, JIeXa B CTOJIE, TepseT
CBOEBPEMEHHOCTD; KaK B HeM IIPOCTYIAIOT YePThl HAMBHOCTHU MIN Oe3BKY-
CHUIIBI; KaK 3arHMBaeT HEXKMBIIAA MaTEepPUA.

(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 IIECTB/IECAT YeTBEPTOM TOLY
auny

1o cHexHOIT OCTOXKEHKe.

Bor yxe
B IIECTBL/IECAT YeTBEPTOM IOy
A CTOIO

Y CTOAHKN aBT06yca.

W yero sa

TAOCh?

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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N gero a

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
I wait

at the bus stop.

And why am 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 poem’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.
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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:

7

Kakde kpecTbsHCTBO?!
Kakdsg narennurennsa?!

Kaxoit pabounit kmacc?!

Emre Buepa nmo-uenrckn:
— Pozor! Pozor!

CerofHs Mo-pyccK. ..

Korpa xe s 6ynmy xuntb?!
MHe y>xe 3a TpUAATh!
A omn6besa!

MHe y>Ke 1of, IeCTbecAT!

21 aszycma 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

‘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:

[Tpoucxoputr Hekas HeraTuBHaA MHuuMauuA. Ecim MHMIuanus sHaMeHy-
€T Iepexof MHAMBUYyMa Ha HOBYIO CTYIIEHb PasBUTUA, IOJBEM, TO 37eCh
MMeeT MeCTO IPOTMBOIONOKHAA TeHJeHINA K ynajaky. Iloreps nepcrextu-
BbI, HAaJIeXK/Ibl M1 MJUTIO3UI — 3TO MOBTOPAIOUINIICA NeITMOTUB B perpe-
3eHTaLM COOBITUI 1968 roja.

(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:

OH-to 3Ham U Ha TOM crosim. U YK€ JIET TpUALATDb, KaK 3TO [A€lan: BbI-
CKa3bIBaHNE€ — BCErma 4YacCTHOCTbD. YacTHbIiT cnyqaﬁ, eIVUIHUYHBII. Ctu-
XOTBOpe€HMNE — YacCTHOE JINLO. HapTI/IKyTIﬂpHOC aBieHne. JIudaHoe u

MHAMBULYATIbHOE. [...] A MaKCUMa/NbHO CBOE JIMYHOE — OHO VI €CTh BCe0b-
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mee. Crapsiit GOKyC TUPUKIL: 1eM 6oJIbliie 51 — sI, TeM OOIblie sT — BCSIKUIL.
Bort xakum MHe HpeHCTaBHHeTCH KPCI[O C<aTyHOBCKOFO>.
(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.

[...] Hambiie y>xe HIIero He 6BIIO — KM, paboTa, cTan crapoBar» (Ma-
SIKOBCKMIT). «VI )KM3HB IPOIIIA, yCIleNa IPOMENTbKHYTh, KaK HOYb II0f] CTYK
obmapnanHoit nponétku» (IlacTepHax).

MHOro /1eT KaK aBTOp Ha IIEHCUM 110 CTAPOCTH. BOT, 1oKa, n Bcs 6rorpadus.
Kpome Toro, 410 €CTh B CTUXAX, IIUCATH IIOYTH 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 what’s 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): «£I MOMHI0, / 1 HMYETro He IIOMHIO, / 5 BUfeT, / HO MaJio
ckasaTh — A Buze» [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: «YBOJIeH 13 MHCTUTYTa B CBA3M C YXO[OM Ha IIEHCHIO 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: «AxTrBHast 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. On Ha nencun. Emy 57 net 6yzet 23 despans» (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.

sy CaBamnits

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."?
before his retirement, initially musing over the subject’s ability to fall in love

“pa crapoctu net” (“in his old age”)', only in the mid-sixties, as his retire-

Although Satunovsky’s poems begin noticing aging well

10 “Extremely active by nature. He's retired. He will be 57 on February 23”.

11 Iam 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): «Henpasya, ona He MeHseTCsA, — / HA CTApOCTH JIeT / KaK
U BCTapb / BONHYyeTCsA U BI0OIAeTcs / ayia, / kotopasd — map» (“It's not true, it doesn’t
change - / in on€’s old age / as in days of old / it is stirred and falls in love, / the soul, /
which is vapor”; [101]); 308 (1964): «IIpusHax, U3BeCTHbIIT B MefULMHE: / C IPUOIVKEHIEM
CTapocTy / My>K4UMHe / XO4eTcs MIOOUTh BCeX JKEHIMH, / a MOJIOIBIX — B OCOOEHHOCTI»
(“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:

Huxak He 3aIIOMHIO, 4TO 5 CTApMK
(cTapuk — Takoe aMIUTya) — HUKaK,

HIJKaK HE 3aIIOMHIO.

6 0KMAOPS 1970
[311]

T 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 B3[yMaJoch,
4yTo SIH emé quts?

OH pep yxe,

OH JIe] yKe,

OH JIefI yKe,

XOTS

KPaCOTKM B IIapMKMaXepCKOI,

14 Cf. similarly functioning lapses of memory in poems nos. 785 and 872.
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KOTOpbIE CTPUTYT,
€To elé He NeflyIKON —

Taraiesn 30ByT.

5 Mmas 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: «Bamur
SAans Sma® (mydie 61 yx ,,fief’, HO, KOHEYHO, [Ie/I0 Ballle, KaK XOTHTe, TaK 30BuTe). 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/I”).
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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'®:

Kycouek Coun.

Bor xeHunna, npepen TBOMX MeYTAHMIL:
C 6eCCTI)I,T_IHbIMI/I MEIIKaMM II0[ I/1a3aMI,
C 6eCCTbIHH])IMI/I T/1asaMm HaJ MEIIKaMIL.
Ona B HEOHOBOM HETIIOHE

Ha JIOHe HOBO TOCTUHUII bI Marunonus.

Emgé xycoyex.

Emié mo Coun

XOIIMT CTapUYOHOK,
3ar/AfbIBas B I71a3a I€BYOHOK,
OTBOPaYMBasCh OT CTApPyX,

TaK HEITOXOXKMX Ha €ro KOTJaTOIIHNX HOJPYT.
Cny, Manb4YMK-CTapUuK.

6 oxmabpsa 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:
“MHe yxe 3a 50 11eT. / Bupumo, / MHe y>ke He TOTYy4UThb / Ha MOIOBOII BOIPOC / MOIOBOI
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 “Kolybel'naia” (“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, BOIIHA, —

«pasroBapuBasi ¢ caMnM coboit, KaK C HOCTOPOHHMM»,*
BXOJWT CTapuK,

SKa/IKUI, KaK YepPHOBUK.

Tak 4TO aBHEe CHAETCA JaBEIIHUM.

* /13 mepeBOAHOI MIPO3BI
15 AHBAPS 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 JJemcmeo. 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 line’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.

Bpemsa

Vmomxka!

Manpuninka, 3alyCTUBIINI B fieia GoHTaHOM!
My>xunna!l

Yepes 50 neT Tebe OypeT MeHblIle,

yeM MHe ceifJac.

IToneexka!
Kakas aTo rpoMazia — BOH TaM, Briepenn!

Kakas 310 MamocTb — TaMm BOH, I1I03an...

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 TaMm, Brepenn! [...] TdM BoH, mosamn” 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.

IToxosxa Ha JIénbky IllyBanosy.
Kakas JIénbka lllyBanosa?
JIénbku IllyBamoBoit MOKOBITD Y)Ke Ha CBETE HeT.

JIénbke IllyBamoBoii CTO €T B 06€f.

19 Cf. for example, the exaggerated vowel in this birthday song: “Kapasait BoT Takoit BbIIINHBI,
BOT TaKoI mypuHsl. 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 “rpomaga” ahead and “manocts” behind become measurable through the
same gestural logic as the karavai.
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Crapuxk, THI OIIATH 3a CBOE? OMATD ITYIKU-PIOYKI?
Y tebs1 — xBopob6a,

Y HOYKM TIOAPY>KKa,

CUJIAT, pa3rOBapyUBaIOT.

Boeipyman: JIénpka Illysanosa, JIénpka lllysanosa.

8 aAnesaps 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 (Fortunes
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, I 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 cTpaHHO — B 40, 60 11 80 / MBI
ocraemcst Mumamu, Bosonsamu, / XOTs [isi B3I/IsAfA HOCTOPOHHETO, / HO, BIPOYEM, 9TO Beflb
He HOBO» (“Isn’t it strange — at 40, 60 and 8o / 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.
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Satunovsky’s father in 1965 (no. 401) and likely also registering the news of
his daughter’s pregnancy: «Bropoii MecsL, / Kak Mbl CXOPOHWIN ,hena’. / U
Teneps 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 «si» (‘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
19508 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.

BbI ObUIN 17151 HAC CTapUKAM,
HaM ObIZIO CKONIBKO XKe? —

OT CUJIBI 30, @ BAM —

BaM yKe IIOf] 40,

a TO 1 Bce, IOXKAIYIA, 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: «,/len? a, nen?”: / A rne oH, rue?»
(“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 / n mecsan nmpourén. / MecAl, Kak MBI OIIyCTU/IA B MY / Ma/leHbKYIO
crapymonky. / Yyxyo. / C momxkarsimu rybamu. / Koropas / B xusHu 6bla coBceMm
npyras./ Koropas 6pura / Hamra 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]).



302 Luba Golburt

Bbl ObLIN /1A HAC CTAPUKAMY,

MBI CMOTPE/IN Ha Bac, KaK Ha 00pe4EéHHBbIX,
U MbIYaJIN, YTO, MOJI, CTAPOCTH HE PajlOCTh.
A Temeppb HaM CaMUM 32 40,

U MbI CTAPUKHU,

IYCTDb He i cebsa — AJIA APYTUX.

2 UIOHS 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 407 “maybe 45”7 - 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
uiensl 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.

...0unocod Aupu beprcon ymep B 41-m ropy, PpaHumsa yxe Ba rofa Boe-
Basa, a A [yMaq — 3TO 4TO-TO Takoe, uTo emié JJO 13-ro roga! Iloromy 4yto
1o 13-ro, JO moero poxxaenus. IO Moeit >X13HM — 3TO aOCOMIOTHO He TO,
YTO B 41-OM WM, JOIYCTUM, 21-OM TOZy. B 21-oM y Hac Bo iBOpe B copTupe
MOBECUJICS KAaKOJ-TO [isAfieHbKa, Ha YKpauHe ObII TOJIOf, JO CUX IIOp IIOM-
HIO, KaKasl 9TO BKYCHATMHA — MaKyXa MIM «KMbIX IO-PYCCKM CKa3aTb».
Mpr 60sMMCh 3aCKaKMBATh B YOOPHYIO, B HM3KOM SIIMKe y BXOAA >Kpaln
4YTO-TO CBI/[HOHOI[O6HI)I€ KprCI)I, MBI XJIOIIa/IN U XJIOIIaan HBeprO, MbI KPI/I—
Yasu: — IOUIIY BOH! — a OHUM He YXO[WIM, TONbKO 3BIPMIM Ha Hac. Emé
qepes OeCATDb JIeT A B yHI/IBepCI/ITeTe HpOXOJII/UI KaHTa un HaByaSbe, a B 41-OM
OCEHBIO Jipamnas yepe3 XepcoH 10 MennTomnonsa co BceM CBOMM B3BOOM 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): «MHe 6b110
AT MecsLeB, Korna Pénop Comory6 — a eMy ObIIO IATHAECAT JIET yoKe — HAIMCAT TaK1e
ctuxn [...]. A yMep OH IIeCTHAECATH YeThIpex /eT (M MHe Ceifdac IIeCThAeCAT YeTBEPTHIIT)»
(“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: «Uro emé? V mens Huuero.
Kosocn, I7I0Tar0 MOPOLIKH 1 KAIUIY, B IIPOMEXYTKAX IbITalch uutarh [Ipycra. He 3Haro
HMKaKMX MOAPOGHOCTENN: KTO-TO (3HaI0) Izje-To (TOXe) 4TO-TO (He 3HAI0) CKas3al — BOT TaK
IIpycr. IIpycruryTka, Kak ckasan Jioma-cei» (“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 Bergson’s 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 Bergson’s 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
marn’, 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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Uean Axmempves

3 apxusa 4. A. CaryHoBcKOro

Pesiome: B crarbe M3maraloTca MCTOPMA MOATOTOBKYM M NPUHIMIIBI COCTaB/IEHMA
kHuru SIna Carynosckoro Cmuxu u nposa K cruxam, a TaK)kKe HaMe4aeTCs BO3MOX-
HBIJ1 I/TaH OYIyIIEero MOJTHOTO COOpaHMsA COYMHeHuIt 1moata. CTaThsl COIPOBOXK/A-

ercsl paKCHMIIBHON ITyONMKaluelt psifa CTUXOTBOpeHnMit u3 apxuBa CaTyHOBCKOTO.

KmoueBbie cmoBa: Tekcronorus, apxus fI. CaTyHOBCKOTo, MCTOpMs HyOMMKaLuu

Hacnenus f. CaryHOBCKOrO

Cruxn CaTyHoBCKoro' 1 BlepBble TpounTan B Tamuspare, B «Kosuere» Hu-
xomast bokoBa Ne 4 (1979).

W 6p11a BO3MO>KHOCTD IIO3HAKOMUTBCS C SIKOBOM AGpaMoBMYeEM.

A moppyxunca ¢ BceBomomom HekpacoBbiM Iie-TO OKomo 1981 rofa.
OpHaXAbl OH MPEJIOKNUI Che3IUTh B DNeKTPOCTATb U HABECTUTD «IAI0
Snry», HO, K co)Ka/leHMIo, 3TOT PasTOBOP He MIMeJl MPOIO/KEH N, Mbl He CO-
6panucs, a B 1982 roxy SIC ckoHYaCsL.

ITomHIo Beyep mamsaTu B Corose nmurepatopos. Bragmmup I'monep, ¢ xo-
topsiM CeBa He yafiul (a s TOTOM IIOJIAfVIIL, KOTAa MbI fenanu Kuury O6orn-
myeBa 2005), Bragumup JlanuH. .. Ionep ogHaXxas! ckasan: «Kajb, 4To Mbl
C BaMI; BMecTe He cfienany KHUTy CaTyHoBckoro». OH ymep B 2009 TOfY,
Kak 1 Hekpacos.

Ot Hekpacosa s mony4yma B Hauajle 80-X TaK HAa3bIBAEMBIN «TPEXTOM-
HIK», CaMU3JATCKNMII MAIIMHONVICHBIN CBOJ, MOATOTOBIEHHBbIN Cepreem
brrukoBpiM. OTTyfa 4acTbi0 MepenyChIBall, YacThIO IepenedyaTbiBag CTUXN.
ITorom K aTomy mopkmarounacsa Mol Apyr Vnba CMMOHOB, ¢ KOTOPbIM MbI
OJTHO BpeM: KUY BMeCTe, CHUMAJIU KBapTUpY.

1 [anee SIC.
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B 1991 Anatonuit JlefikuH npetoxXmt noarotrosuth kaury fC, ckasas,
YTO 3a 9TO B3sUICA [71011ep, HO He JienaeT. S, KOHEYHO, COTIACUICS, elle OB,
KHMra ar6mumMoro nosra! B aTo Bpems, ImpaBpa, TOTOBMIACH KHIDKKA MOUX
CTUXOB, KOTOpYI0 oberan usgarh ot ke Jletikud. Ho s aTo oTmoxu, ro-
Bopst: «IIycTh OyfeT KOHTEKCT /Is1 BOCIPUATHUA MOMX CTUX0B — Hekpacos
yoKe eCTb, a SIC moka HeT».

U xuura sba: AC, «Xo4y 1M g IOCMEPTHON CIaBBL..» (M., 1992.
128 ¢.). A uepes rog u most: VIA, «Ctuxu u Tonbko ctuxm» (M., 1993. 96 c.).

Ha npesenranyum HekpacoB mpockpunen (ckBosb 3y6bl): «Kuura cpena-
Ha ropasfgo aydliie, yeM Moraa 6bl». OH IOHMMA, HACKOIBKO 9TO CTIOXKHAS
pabora. Beio oxxmgaHe 6OMBIIOTO yCIeXa, HO perjeHsuit ObII0 MaJio. ..

CocraBurenaMy KHUTM TaM ykasabl II.A.CaryHOBCKmit (Mmajmmii
6pat SIC) u s1. BriocmencTBIM HEKOTOPBIE aBTOPBI HAa3bIBAJIM €€ «KHUTa Opa-
Ta», He YIIOMIHAsA MeHs, KaK 6yTo Moe y4actue 6buto dukiueir®. Ho ato
He TaK, s C[ieflal OCHOBHYIO paboTy, yUTs U IIOXKETaHNA CO-COCTAaBUTEA.

B 1994 romy Boiuia «Py6menas mposa» (PII), 06 ommbkax u cTpaHHO-
CTSX KOTOPOJT MHe MPHUIIIOCH HAIMCATH LEMYI0 CTAThIO, OMYOINKOBAHHYIO
B HJIO Ne 14 (1995). HepaBHo st perry6nmkoBai ee B cBoeM 6j10re, CHaO[UB
COBpPEMEHHBIMI KOMMEHTAPUAMM®,

B 2001 ropy B moatmueckoit cepun msgarenbcrsa OI'V, koropyro Kypu-
poBan Muxanun AjiseHOepr, BbILIA KHIDKKA M30paHHBIX CTUXOB «Cpenn
6ema gHA», COCTaBIEHHAA MHOI 1 MUXauaoM.

Ha mpesenTanum 14 Mast 2001 51 ckasam: «ClIedyoUMM U3faHNeM JODK-
Ha 6bITH KHUTA B popmare ,,Bonbiioit 6ubmmorexu moata» *.

[TpumepHo Takoi u crana Kuura «Cruxu u mposa K cruxam» (CIIC).

XpOHONOTHSA e€ MOATOTOBKM:

— 2007: IOTOBOPEHHOCTH ¢ Ilerpom ABpamoBudeM CaTyHOBCKUM® (1919—
2014), Hadamo paboThl (HO MOXKHO CKa3aTh, 4TO pabora Haj ctuxamu SIC Ha-
YajIach ellle BO BpeMeHa CaMI3[aTa);

- 2008-2010: OTBJIEKIO y4YacTHe B COCTaBAEHMM aHTOMOIUM «Pycckue
CTUXM 1950—2000%;

2 A TO elle mycany HEKOTOPbIE ABTOPBI, YTO KHIUTA IOATOTOB/IEHA «yCHIMAMM €ro OpaTa u 1o-
yepeii».

3 http://ayktm.livejournal.com/216592.html (3pech u masee gara mpocMoTpa 3.10.2025).
https://www.vavilon.ru/lit/maio1.html#1405

5 Oruyectso I1. A. cornacHo ¢ nMeHeM OTLia — ABpaM; y ero crapiuero 6para 6ojee IpUBBIYHOE.
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- 2010-2012: OCHOBHasI pabora.

ITlerp ABpaMOBMY BOJHOBAJICS, TOPOINMI, HO [JOXWMI. 31 aBrycTa
2012 TOJa, NO/IVCTAB IIPMBE3EHHBII eMy 9K3eMIUISP, CKasam: «IJTO BbI Cle-
Janu NaMATHUK cebe, Baus».

KoneuHo, B Takoit 607b110it KHITe Hen3b6exXHbI omnbku. [lonmpasku u
yTO4HeHUs — B MoeM 6r1ore®.

B nacrostiee Bpems Bce kunru SIC ectp B ceTu: 06e KHUTY M3OPaHHO-

7

r0, 1992 1 2001, Ha «BaBuIOHe» ’; ¥ MHOTO BCETO B 37IEKTPOHHOIT O1OIMOTE-

ke «ImWerden»: ectb PIT u CIIC, elje feTcKue KHIUKKM, aBTOPCKOE YTEHIeE,

crareu SIC u Ppa3HbI€ TEKCThI O HeM8.

%%

XpanuTtenpHNIb apxusa BceBonona Hekpacosa I B. 3pikosa 1 E. H. ITenckas
myuryT: «Bee, HancanHoe SIkoBoM A6paMoBydeM CaTyHOBCKVIM I yIje/leBLIee,
HeoOXO[IMO HAiTV, COXPAaHUTb JM BeCbMa >KENaTeTbHO OMYyOIMKOBATb»
(3bixoBa/IleHckast 2021: 624). Ha c. 611-612 oHM Hanmcanu: «[...] I/je UMEHHO
HaXOo#ATCA MCTOYHMKM, nermme B ocHoBY CIIC, M3 TeKCTONIOrMYeCKOro
IIOC/IECTIOBHA K U3[JAHMIO He BIIOJIHE ACHO».

Ho Ha c. 634 CIIC MOXXHO ITpOYecTb: «3a MOMOIIb B paboTe HaJ| KHUTOI
6maropapro xpanureeit apxusa JC B. 4. [TamkoBckyo <3To cTapiias ;04b. —
M. A> wn II. A. CaryHOBCKOrO». BOT y HUX M OBUIM OCHOBHbIE MCTOYHMKIL
Bonpuryio momob okaspiBas yIOMAHYTBIN TaM ke JleoHny Anekcanaposuy
CaryHoBckuit (1947-2024).

O npegpIAyIuX NyOIMKanusax

Haynem ¢ Toro, uro SIC HeomHOKpaTHO mbITajcsA onybaukoBarbcst B CCCP.
W cpasy nocie BOVIHBI, 3apy4MBIUMCH IOAJEP>KKONM Mapimaka, 1 B 50-X
OTIPAB/ISUT CTUXYU DPEHOYPry, U B 60-€ TOMBI OTIPABIIAN cTuxu B «HoBblil
MUp», a B 70-¢ — B «lOHOCTB». B mogbopke amst «<HoBoro Mupa» ects 0ZHO
U3 €ro JIy4YIIuX CTUXOTBOpeHMit «Anpipeit [11aToHOB», OHO 3aKaHYMBAETCA
TaK: «Bosumk, / cMasuuk, / KenTornasplili My>XWK, / BUIMIIb, / 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 cTano HUYTO?» [241]. VI OH roTOB OBUI UCIIOPTUTH ITO MOTpsICAIOLIee
CTUXOTBOPEHME Pajy TOTO, YTOOBI BCe-TaKyM OHO OBLIO OIYONMKOBAHO, U
IpugyMan Apyroil KoHel;: «Bupauimb B KocMoce crefi IIpaBHYKa TBOETO»
(Mnn. 1). Ha Toit e cTpaHnije 0OmeryeHHbIl BApUaHT CTUXOTBOPEHNS IPO
Bab6ens. Ho a0 Bce paBHO He IpOILIIO.

To ecTb cucTema oTTOpraia, YyBCTBOBAA, YTO OH TY>KOIL.

%%

O camuspgarckoM cobpannu pacckasbiaeT Cepreit brIukoB:

B 1972 rogy BmecTe ¢ Hukonmaem bokoBbIM Mbl M3aIN B CAaMMU3[JaTCKOM Ba-
puante kuury lennagus Aiiru... Mot apyT, COTpyAHUK usfaTenscTsa MI'Y,
Mactepcku mepertetan CaMuspat, UCIONB3Ys Ipy6ylo TKaHb, HALIOMIHA-
IOLIYI0 MEIIKOBMHY, KOTOpas y MOPTHBIX Has3blBalach «60pTOBKOI». OH n

TeperieN MallMHOMMCHbII ToMUK «VI36pannoro» Tennanus Ajirn...°

Y3HaB, 4yto ctuxyu SIHa CaTyHOBCKOTO HUKOIZA HE M3[JaBaJVCh, sI PELINI
BOCIIO/IHUTD 3TOT IPOGET 11 IIpU ero KM3HU U3JaTh ero «VsbpaHHoe». to
6b1I0 B KOHIIE 1973 rofa... Most pabora efBa He 6blIa IpepBaHa JOIPOCAMN
B KI'B u yrposoit obbicka B gHBape 1974 rofa. [Ipuiioch nepenpAThIBaTh
yKe TIOATOTOB/IEHHbIE K m3pfaHuio cTuxyu CaryHOBCKoro. VI Bce xe B cepe-
IVIHE 1974 TOfia ero «V/I36paHHOe» B TpeX TOMaX THPA’XOM... B CEMb 9K3eM-
IUISIPOB, OTIIEYaTaHHOE Ha MAIPOCHOI OyMare, YBIUIEIO CBET.

(BbIYkoB 2010: 398-399)

ITpu >xM3HM aBTOpa B TaMusziaTe ObI/IO HECKOJIBKO IyOIMKaLNil ero B3poc-
JIBIX CTUXOB:

- «Anonnons-77» (ITapmx);

Amnronorns pycckoit noasun XIX—XX sexos (benrpap, 1977);
- «JleBuadpan», Ne 2, anpens 1979. [Ty6n. M. I'pobmana;
- «KoBuer», Ne 4 (1979). ITy6n. H. boxosa;

9 Cp. y Bc. Hekpacosa: «B 70-73 Bbimtyckanu csou ,boproskn“ H. Bokos 1 C. Bbr4koB: BbIIIIN
CarynoBckuit, Aiirn, si» (Crpensasblil u ip. 1997: 420).
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- AHTONMOrNA HOBeNIIeN pycckoit moas3uu «Y Tomy6oit maryusi». T. 1
(HproTousui, Macc., 1980);
- «Iloat-nepeBopunk Koncrantuu borareipes» (MIoHxeH, 1982).

Vcropuio KHMIM, He BBILIeALIENl TOIA B TaMM3[jaTe, PAcCKa3bIBaeT
I1.A. CaryHoBCKMiL:

B 1978 rogy Mbl ¢ >xeHolt 6pu1n B ITapuoke M BCTpeYasInch C BBICIAaHHBIM U3
Corosa xynoxxHukoM Ockapom PabusbIM. [...] k Pabuny y meHs 6b110 1md-
Hoe mopydeHue oT 6pata. [leno B ToM, uto B ITapioke npu yuactun Ockapa,
KTO-TO (BO3MOXXHO, [71e3ep) m3faBam KHIMKEYKM CTUXOB [I03TOB-INMAHO30B-
1jeB. Y)Ke BbILIIA [epBasi KHIDKKA — CTapeNIIHbl UHACTUN — EBreHms
Jleonuposuyua KponusHuiikoro; Ha odepenu, B Habope — cruxyu CaTyHOB-
ckoro. VI 6par depe3 MeHs IPOCHU IIPMOCTAHOBUTH PabOTy, He IedYaTaTh
cbopHMK; OH 60si7ICs; 6OSICSA TPOBOKALMIL, IOTPOMa, OOSJICS 3a CBOMX

B3POC/IBIX JIOYepeii.

Ockap paccTpouscsi, HO BBIIOMHII MpockOy SIHa, 1 KHyDKKa B [Tapioke He
6b1a n3gana. Hy a 6paT HeMHOTO YCIIOKOMJICA.

(TT. CaryHOBCKUIT 2004: 10)

0630p ncToyHNKOB U mpuHIMIbI n3gannus CIIC

— MC: aBTOpCKMIit/aBTOPM30BaHHBII MAIIHOMUCHBI CBOZ (hopMaTa As,
I/le TPUCYTCTBYIOT CTUXOTBOPEHNs C HOMEPaMI OT 2 o 1005', a Takxke He-
KoTOpble 6e3 HoMepa; oTMeTnM, 4To MC HeceT Ha cebe MPU3HAKM MHOTO-
JIETHETO JIMYHOTO Mcronb3oBaumsa' (VI 2-4);

— 4JCTOBAasA MpaBjIeHas PYKOMMNCH 14 C. HA JTUCTaX A5 CO CTUXaMU 1980-X
rogoB (V. 5). B PII HanmcaHO, YTO B PACIOPSIKEHUN COCTABUTENS OBLIN
«IIOCTIefIHME CTUXM Havajaa 80-X, IeperedyaTaHHble Takke caMuM CaTyHOB-
CKMM». TeKCTBI 9TUX CTMXOB, IpeacTaBneHHble B PII, coBmagaroT ¢ Hamei
PYKOIUCBIO.

10 YacTh HyMepPOBAaHHBIX CTMXOTBOPEHNIT B HETO He BXOJUT; X JOBOJbHO MHOIO B pasziene II,
HecKo/bKo B pasgiene IV, u 14 nponasmnx. B CIIC Bce 9T0 M37105KeHO Ha C. 632-633.

11 Ilepep cocrasnennem CIIC 51 cHavana BCE OTCKaHMPOBAs (a KOe-4TO OGBIIO OTCHATO ¥ TIPH-
cnano JI. A. CaTyHOBCKMM).
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JlBa BBIIIEYKa3aHHBIX MCTOYHMKA HenKoM o B I pasgen CIIC. 9to
TO, YTO S TIPEJ/Iaraf0 CYNTATh ABTOPCKMM «KaHOHOM» CaTyHOBCKOTO.

VHble UICTOYHUKMN:

— PYKOIMCHBIVT CBOZ Ha 6ubmmoTedHbIx KapToukax (V1. 6—7); OCHOBHOI
MCTOYHMK [yt paspenos [I-1V, Ho u s paspena I toxxe (V. 8-9)

- P pyxomnuch n36paHHBIX CTUXOTBOPEHMII Ha 25 cTpaHunax A4 (Bce
ectb B MC; V. 10);

— HECKOJIPKO MAIIMHOMMCHBIX MOA00pOK dopmaTta A4, HEKOTOpbIE, OUe-
BUJIHO, NIPeJHA3HAYANINCD JUIA PeJaKIUil pasIMIHBIX KypHA/IOB, a TaKXe
pasposHEHHBbIE JIMCTBI TAKOTo Xe popmara;

- mox6opka «CTo CTUXOTBOPEHMIT U3 10 LUKIOB» (1939-1962) — B PYKO-
MJMICHOM U MAIIHONNICHOM BapMaHTaX;

- pyxomych «Bropas coTHA» Ha mucTax A4 (Vmr. 11-13);

- 3aIJICHasl KHIDKKA, KOTOPYIO aBTOp HasbiBan Tempadv 1 (V. 14-15);

— 3amyCHasI KHIDKKA, KOTOPYIO aBTOp HasbiBan Tempadv 2 (VInn. 16-17);

- pyKOIMCHBIe TOROOPKY, OTHENbHbIE IMCTDI, B T.4. BIOXKEHHBIE B 00-
JIOXKKY ¢ Haammchio «CTMXOTBOPHBIe 3aT0TOBKI» (VI 18-21).

— MarHuTo(OHHbIE 3aMNUCK aBTOPCKOTO VICIIOMHEHMS CTUXOB (K coXae-
HUIO, JaJIeKO He BceX): M3.

- cobcTBenHo, PIT.

Pacnonosxcenue CTUXOTBOPEHMII XPOHOJIOTMYECKOE BO BCEX pasfenax
KHUTH.

HepaTupoBaHHbBIe CTMXM PACIIONAraloTCA COITIACHO YKa3aHNMAM aBTOpa
B IIpumeuanusx k Cnucky, HoMepaM ¥ JpyTUM IpM3HAKaM — XapaKTep Ha-
IIVICAHVA, PAJIOM C YeM HaXOAATCA B PYKOIMCU M IIp. 3[iech MOITIM ObITh He
OeccriopHble perieHns1 (Ha CETOTHSALIHNIL IeHb 51 ObI KOe-4TO IepeCcTaBI).

Cmuxozpaguxy (cM. taxxe B CIIC, c. 634) BOCIPOM3BOAVII IO MallM-
HOMJCY, KOIZja OHa OblIa, MM MO PYKOMMCH, eC/iu TaM Oblma cTuxorpadum-
ka. Ctuxy Ha KapToukax u B P/ fIC sammcpiBan yacTo NMpo3anyecKis, IUIIb
MHOI/la OTMeYasi TPAHUIBL CTPOK U cTpod. B Tex crydasax, Korma KapTouKn
OBUIM eMHCTBEHHBIM MCTOYHUKOM, CTHMXOrpadyKa yCTAHABIMBAIACh IO
a"ajoruu ¢ teM, kak JC meman ato B MammmHonucu. [IoHATHO, YTO U 37eCh
MOI/I OBITb He GeCCIIOPHbIE PelleHNs.

B obuiem, xak Mbl BuauM, apxuB SIC B 4acTy, Kacarouleiicss B3pOCIBIX
CTMXOB, MHOTOCOCTAaBEH; B KHUTE sI ITOCTAPajICs BCe 3TO ydecTb. S Obin
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OTpaHMYEH T€M, YTO XPAHMIOCh Y POJCTBEHHUKOB, XOTA 3TO, CKOpee BCETO,
[OYTH HOTHOE CObpaHume.

SIC, MOXHO cKa3aTb, T03a6OTUICA O OYAYLINX MyOIMKAaTOPax, COCTAaBUB
crincok ctuxoB (V. 22) u MC, B koTOpoM 853 CTUXOTBOpeHMs 1938-1978. K
HUM MBI fobasunu B CIIC eme 46 60/iee IO3AHUX CTUXOTBOpeHuUIt. B cymme
HOJIY9aeTCsl 900 CTUXOTBOpeHMIt I paszena, 4To Kak ObI IPOTUBOPEUUT €T0
3agBneHNI0 «[IoyTy ThICAYY pa3 A YYBCTBOBAJ ceOA CYACTIMBBIM — KOTJa
MHe CJIy4a/IoCh HAIlMCaThb CTUXOTBOpPEeHMe» [3]. DTO OH OpMeHTHPOBaJICA Ha
CINCOK, YaCTh CTUXOTBOPEHUI 13 KOTOPOTO OH He BK/IIOYNM/ B KaHOH, a He-
KOTOpbIE 1 BOBCE YHUYTOXKIIL

%%

Hacuer xaHOHa.

ABTOp He MOXKeT OBITh BIIOJIHEe OObEKTUBHBIM K CBOMM Belam; Tak u SIC
He BKJIIOYNM/I B «KaHOH» PAJ BIOJIHE 3aMeYaTe/lbHbIX, Ha Halll B3I/IAJ, CTU-
XOTBOPEHMIA.

Vs6paHHOe, KOTOpOe coCTaBII ObI 5, He coBmafano Obl ¢ kKanoHoM SIC;
B 9T0 U3bpanHoe Boutu 661 HekoTopsie ctuxu us II u III pasgernos, a yacTb
cTuxoTBOpeHuii I pasperna s 6bI He BKJIIOYAIL

%%

Ilepnonunsanunio TBopyectBa AC MOKHO IIPeACTaBUTD TaK:

Hauasno n xoHew: mepBble 20 nteT (1938-1958) M MOC/ERHME 4 TOga — He
COBCEM SICHBI.

ITpomMesxxyTOoK — 20 71T € 1958 1O 1978 — JIOCTaTOYHO SICEH.

Ocobas ucropus — co cTuxaMu 1979 roga. Ha mepBoit cTpanniie pyko-
IICYU CTUXOB 80-X HAINCAHO «a T7ie YKe 79 TOId»

T.e. TYT KaKoi-TO pa3pbIB: IIOXOXKe, YTO OH 3a0bLI PO YaCTb CTHXOB
1979 TOfia, KOTOpble ony6nukoBaubl Bo 11 pasfene, HO IO YPOBHIO OHU BIIOJI-
He MOI/IM Obl IOIacTh B I-ii.

[ToaTuyeckoe CO3HaHMe IPORO/DKAIO PabOTaTh O IOCIEHEr0 Tofa
JKN3HUN (HOCTIC]IHCC N3BECTHOE CTUXOTBOpPEHME }:[aTI/IpOBaHO 2 Masd 1982), HO
SC, BunuMo, He yCIeBaJ CBeCTY, IIPOHYMEpPOBATb, MOXET OBbITb, JOHENATh
CTUXU 3TOTO NEPUOJA, IOCTENHUX 4-X JIET.
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%%

Ecmyu 06paTuThcs K IepBOMY ABaJLaTIIETUIO, Mbl BUJVM TaM MHOTO Hefa-
TUPOBAaHHBIX CTMXOTBOPEHMII; HECOBIAJiEHE HYyMEPaLMIL C XPOHOJIOTHEN 1
T.1L. TU HEsCHOCTM, KOHEYHO, CBSI3aHbI C BOIIHOI, HEYCTPOCHHOCTBIO OBITA
mocse BOJHBL 3aTeM pabora B HUV, K KOTOpOIt, CyAs MO HECKOMBKUM aB-
TOPCKUM CBUTETENbCTBAM, IC OTHOCKICA BeCbMa Cepbe3HO.

Poanpp Ilparycesny, corH Mapka IIparyceBuda, ¢ppoHTOBOrO TOBapuIna
SIna CaTyHOBCKOrO, ¢ KOTOPBIM OHM paboTajy B apMelicKoii rasere «IlaTpu-
OT POAVHBI», PACCKa3bIBAET:

CaryHOBCKMIT B OJIEKTPOCTanM pa3pabaTbiBal CIIeLjMajbHble IIPUCALKU
VLU TIOKPBITHS aHTUKOPPO3UOHHBIE... VI paboTa, KOTOPYI0 OH BO3I/IABILAT,
6p11a mpepcTasaeHa Ha CrammHCKylo npemuio. ITo Mepe Toro, kak sTa pa-
6oTa IpOABUraaach 0 MHCTAHIMAM, CBEPXY HOINUCBIBAINCH HAaYaIbCTBEH-
Hble Gurypsl, a Gammmna CaTyHOBCKOTO Che3Kaaa BHM3 IO TeX Iop, MoKa
He ycYessa BoBce. ITo HaM SIKoB AGpaMOBIY C IOMOPOM paccKasblBajl. JTO

ObI/I0 B KOHIIE 40-X TOJIOB, elile Mpu Cranune.

It obcrositenpcTBa onucanbl B nbece SIC «CkBepHas meBuyoHka» (Ca-
TYHOBCKUII 2013), O3HA4Yalolleil, MOXXHO IPENNONIOXKUTb, IIePeIOMHBbII
MOMEHT B caMOco3HaHuM aBropa. JC mocTeneHHO OX/lafiesl K HaykKe 1 CO-
CpefoTOYNM/ICS Ha CTHXAX.

%%

Ecmu roBoputb 0 monHoM cobpanuu counHennit IC, To OHO JOIKHO co-
CTOATDb U3 «B3POCIBIX» CTUXOB, Bouegmux B kHury CIIC, ¢ mob6asnennem
HEMHOTUX Ty[a He BKIIOYeHHbIX. KpoMe 9TOro, TaM JOKHBI OBITH raset-
Hble U IeTCKMe CTUXM, ITePeBOJbI IETCKUX U B3POC/IBIX CTUXOB, JBE MbeCH,
JTUTEPATypOBeYeCKe crarsu®, mucoMa, PUICYHKU ¥ KapTVHBIL.

IToce BbIXOA KHUTU moABWINCH nybOnukanuy SIC u3 apxusa Bcesoso-

ma Hexpacosa, 67arogapsi KOTOpbIM yTOYHW/IVICh HEKOTOPble MOMEHTBL

12« pudmyro goxpb u wram...» O kuure «Cruxy 1 nposa k cruxam» // Paguno Csobopa,
31.10. 2012. https://www.svoboda.org/a/24757247.html (3.10.2025).

13 A ObUIM ¥ Hay4HbIE CTATBU [0 XMMIN; BO3MOXKHO, U Ha 9Ty 4acTh TBopyectBa JC Korma-Hu-
Oy/b Hail[yTCs MCCIOBATENN, A [IOKA JX JKENATe/IbHO Y4ecTb B IIO/HOI Gubmorpadun.
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Byayiwmm mccieoBare/siv HY>)KHO Oy/ieT M3y4nTh TaK>Ke apXuBbI Bra-
pumupa Inonepa, Bonbpdranra Kasaka u, BeposiTHO, HEKOTOpbIE APYTHE.

U ocraeTcst HafieX</ja HAMTY PaHHIE CTUXM, KOTOPbIE He «II0/TY4U/IICh.

Hy, 1, KaK IpaBUIBHO OTMedatoT HacmefHuIsl Be. Hexkpacosa (3bixosa/
ITenckast 2021: 624), Hy>KHa MaKCMMa/JbHO HOApOo6Hast Ouorpadus, Torma
MOXKHO OyJeT COOTHECTM [AaThl U Peajniu CTUXOTBOPEHMII C 0OCTOSTENb-
CTBaMI >KM3HY aBTOPA.
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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 1960-80s 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.



344 Abstracts and Keywords in English for Russian-language Articles

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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