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Editorial

Editorial. On Behalf of Silence, Seeking Sanctuary

Shura Dogadaeva, Andrei Zavadski

| picked people | wanted to keep silent with
Warm in the peaceful, perfumed indoors
Why should | care that that shadow is back
Flickering on the black windowpane?

Anna Akhmatova
1963

Before you are the first and second issues of the new, independent scholarly
journal The February Journal. The first is dedicated to silence as a form
of micropolitical resistance; the second, to the phenomenon of sanctuary
and its role in culture today. The story behind this double issue is a long
one. It had been conceived of before Russia launched its full-scale invasion
of Ukraine, as a standard single issue (entitled ‘Seeking Sanctuary’) to be
released by a completely different journal (The Garage Journal), but the war
and accompanying domestic political crackdown unleashed by the Russian
government meant that these plans were fated fo change completely.

On the 24th of February 2022, when Russia launched its war against
Ukraine, The Garage Journal's editorial board was at work on the issue ‘Seeking
Sanctuary’. The full-scale deployment of Russian soldiers to the ferritory
of a neighboring state came as a shock to us, as it did to many of our colleagues.
We stopped work on the issue. No one knew what to do next. On top of feeling
pain for Ukraine, shame over the actions of the Russian government and the
Russians who supported it, and complete disorientation, we felt fear as we
watched anti-war protests violently quashed by the regime, independent media
outlets shuttered, and what was essentially wartime censorship introduced. This
led many of our colleagues and friends in Russia to fall into silence. It led us—
members of the journal's editorial board—to keep silent, as well.

Until, at a certain point, we realized that we needed fo publish
a journal issue about the silence that had overtaken not only us, but also
many other Russian speakers, in the wake of the 24th of February 2022. We
gathered essays and spoke with their authors even as the Russian army’s
behavior in Ukraine grew more and more barbaric, and the campaign to roll
back human rights at home grew more and more aggressive.

Among other things, the law forbidding ‘gay propaganda’ was
made more stringent when Parliament forbade all mention of LGBT+ people.
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As a result, many Russians, including several of our editorial board members,
found themselves literally outlawed, and bookstores and libraries were forced
to remove all their queer literature from the public eye. It was becoming
increasingly obvious that no one could safely conduct critical academic
inquiry in Russia anymore. Several authors withdrew their articles because
of this censorship, fearing for themselves and their loved ones.

In this context, Garage Museum made the decision to shut down
The Garage Journal, agreeing to hand its archive and platform over to the
journal's former editors.

The Garage Journal had a short but fairly accomplished run. Starting
in fall 2020, the editorial team released four issues containing 63 works in various
genres, including academic articles, visual essays, dialogues, reflective essays,
book reviews, and archival materials; three more issues were in development.
We simultaneously created the GJ Media blog to publish interviews, essays, and
other pieces relevant fo the journal's agenda and launched a grant program
to support early career scholars. In 2021, together with Garage, we hosted the
academic conference Ufopias of (Non)Knowledge: The Museum as a Research
Hub, as well as releasing a print anthology of essays on inclusivity! We were,
in all modesty, successful in creating an inferdisciplinary platform for sharing
ideas on a Russian and global scale.

Unfortunately, it is impossible to keep doing that work in Russia
today. So, The Garage Journal's former editors are using its platform to launch
a new, extra-institutional project—The February Journal.

The February Journal is an independent interdisciplinary journal
at intersections of academic, art, and activist practices. A project of Tabor
Collective, February will produce special issues on strategic themes that
currently include migration, displacement, statelessness, and exile in the
context of war, violence, and aggression. The journal will publish empirical,
theoretical, and speculative research that uses de-centering, queer, feminist,
decolonial, and autotheoretical methodologies. Peer-reviewed and available
in open access, The February Journal will seek to provide a sourcebook
of ideas for an international audience.

That is how the pieces in this issue, intended to be published
in The Garage Journal, found themselves becoming the first and second
issues of The February Journal. While we published the sanctuary section
of this double issue first and foremost to fulfill our promises to our authors,
the problems their essays explore have been made even more urgent by the
war. As for the section on silence, we believe it is important to begin our new
editorial undertaking by taking a critical look at ourselves.

What is this silence of ours?

*kk

The year is 1963. Anna Akhmatova writes her quatrain about silence.
Khrushchev's Thaw is gradually giving way fo the slushy avalanche of the
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next crackdown, but the machine of totalitarian repression still seems to have
been consigned to the past, destroyed permanently by the Twentieth Congress
of the Communist Party of the Soviet Union and its condemnation of Stalin's
‘cult of personality. The use of ‘atoms for peace,’ newspaper debates about the
relative cultural importance of science and art, and the end of the abortion
ban all mean a more liberal biopolitics, a romanticizing of the future, and the
appearance of ‘your average many-sided Soviet person.”? But the shadow of the
unspoken, unaddressed past hasn't gone anywhere. ‘Why should | care? asks
Anna Akhmatova. What does she mean by this? Is she criticizing her own silence,
or reacting fo others' silence with prescient post-irony? Or perhaps breaking that
silence with her own performative speech act (Austin 1962/1975)? Why had the
‘new’ political system that publicly condemned Stalin's regime failed to find the
language to falk about the past, the future, and the ‘multi-faceted’ Soviet?

As the Thaw regime is born in the mid-1950s, linguist Roman Jakobson
writes his “Two Aspects of Language and Two Types of Aphasic Disturbances’
in English, coining the term ‘speech event’ (Jakobson and Halle 1956/1971:
69—95). This essay will only be translated into Russian in the 1990s. According
to Jakobson, everyone involved in a speech event, ie. a communicative act,
uses a ‘common code.’ If such a code is lacking for whatever reason—say,
your interlocutor is speaking another language—a speech disturbance occurs.
Different kinds of aphasic disorders share the same essence: aphasia as a state
of language where the meanings encoded by one person are not understood
by the other or vice versa, making dialogue impossible. Historian and linguist
Irina Sandomirskaia (2013), in her study of the 'state of public language,’ notes
that, despite how oversaturated our lives are with verbality, public language is
in a state of deep aphasia. It seems that language has not worked as a means
of communication, a common code, in (Soviet or contemporary) Russia since 1963
at the least. Philosopher Merab Mamardashvili (1992), writing on censorship and
the taboo in the Soviet system, emphasizes that

‘this machine was built by several decades of the collapse of language and its replacement by Soviet new-
speak, and the sad thing is that when people find themselves face to face with reality, their feelings and
perceptions go numb [literally “mute”—trans.]. This creates people who can look at an object and not see

it, can look at human suffering and not feel i’ (p. 203).

This is how the sterilized, hollowed-out, arfificially impoverished Soviet
newspeak worked (Sandomirskaia 2013). It didn't allow speakers to understand the
reality around them or glimpse the past's long shadow; it forcibly depoliticized®
all words, stripping them of any meaning, leaving only a resounding emptiness.

The year is 2022. It turns to 2023. Why should we care that the shadow
on the black windowpane has reentered our common reality? That Russia has
sunk even farther into the past, or, in the words of writer Maria Stepanova, has
become ‘incapable of any cold detachment from its past whatsoever' (Stepanova
2015)? Events since the 24th of February 2022 clearly show that the Russian public
sphere has fallen further and further into a state of linguistic and communicative
paralysis. We might term the main means of communication in Russia today
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necrospeak (Saygin 2022), or, after Dmitry Khaustov (2022)* 'necropolitical
newspeak’: a decoy tongue, language that has deteriorated, that has lost all
connection to reality and all desire fo differentiate it from the past and future.
Necrospeak has significantly expanded our vocabulary (eg. by substituting
‘external constraints’ for 'sanctions,’” Saygin 2022) while erasing its meaning
entirely and desubjectivizing speech, which is why 'no thought takes roof’
today (Mamardashvili 2020: 148). Words become mute, a priori subjectless and
inanimate, and communication through dialogue becomes nearly impossible.
(In Russian, Irina Sandomirskaia represents this with the pun nemoy, ‘mute’/
ne moy, 'not mine.") And so we, following Akhmatova's narrator, choose to stay
silent in the safe, ‘perfumed indoors'—in coffee shops and restaurants, say, in an
attempt fo cling to a ‘normal’ life.

But this is not the only type of silence possible. Silences, it seems,
are multitude. On the one hand, the Russian statfe is certainly using all available
means to preserve a semblance of normality. Protests have largely been
suppressed, independent media shuttered, and activists jailed or forced into
exile. A necrospeak Rococo, an eruption of mute/not our (Sandomirskaia 2013)
words that have nothing to do with communicating or with reality, adorns TV
screens, official newspapers, and other propaganda outlets. On the other
hand, independent bookstores put up displays about war, propaganda, and
trauma. Media that may not openly condemn the war still publish articles on the
Nuremburg trials and the Hague. ‘Silent,” encoded anti-war messages appear on
city walls, declaring, **** *** ***!

What explains these different silences?

Apathy? Fear? Defense mechanisms? Cold calculation? Insanity?
A strategy of keeping silent, conscious or not? An inability to find your own
words in an endless forrent of mute/not your words (Sandomirskaia 2013)? Or
perhaps, as poet and literary historian Evgenia Vezhlian (2022: 19—20) claims,
silence is a reflection of Russian academic and intelligentsia circles questioning
their pre-war 'narcissistic confidence in their right fo opine,’ which since the 24th
of February 2022 has given way to ‘skepticism towards the lone individual who
keeps silent because they don't know who they truly are’ or, more importantly,
how to have a conversation with the many ‘impossible to talk fo' people around?

Given the situation, is it worth trying to speak at all? Or is it better
fo stay silent, giving necrospeak an opportunity to decompose on its own, and
using our silence fo minimize, as poet and translator Galina Rymbu puts it, ‘the
narcissistic desire to appropriate and aestheticize other people’s experience
of catastrophe as quickly as possible’ (cit. in Vezhlian 2022: 19)? Perhaps the best
thing to do now is to act in silence, bodily resisting the violence unleashed by the
Russian government?

*kk

This special issue is our attempt to look at silence as a way of reclaiming
subjecthood—both our own and language's. This narrow focus is not
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a justification of the silence surrounding Russia's military campaign or an
endorsement of the embittered, violent, mute/not our language of official
propaganda. The different modes of silence-as-resistance that have emerged
in 2022 will be studied for decades, within and at the intersections of different
disciplines, changing our understanding of Russia and expanding our
understanding of silence itself.

Since the late twentieth century, silence has primarily been a focus
of inferdisciplinary academic inquiry. For example, Tilly Olsen's 1978 book
Silences analyzes different forms of female silence in literature. Feminists
Marsha Houston and Cheris Kramarae (1991) highlight how women'’s silence
'is not only apparent in the absence of their voices—from certain forums, on
certain issues, before certain audiences—but also in the form and focus of their
speech and writing’ (p. 388). Postcolonial studies, in its turn, has also centered
silence in its critique. Postcolonial theorists have connected silence to the
politics of colonial oppression, especially to how the colonized are represented
by colonizers and, more broadly, the subaltern’s inability to speak directly (see
Lentin 2014; Trouillot 1995). In her landmark 1998 essay on this subject, Gayatri
Spivak concludes that the subaltern subject has no place from which to speak
(p. 307). This not-speaking, according to Spivak (1988), is not the same as the
subaltern keeping silent or not existing; it points to the forced aporia between
their subjecthood and objecthood. If we combine a feminist perspective with
postcolonial critique, we can read Spivak's definition of the subaltern position
as a challenge to feminist attempts to ‘unearth’ women's voices buried beneath
a layer of silence (Wagner 2012: 118, discussed at length on pp. 1177—8).

Roi Wagner (2012), in contrast, assumes that silence is not necessarily
the result of dominance and oppression—silence is not always caused
by silencing. In his essay, translated in this issue intfo Russian, Wagner (2012)
focuses less on the causes and meanings of silence than on what people who
chose silence can achieve. Polemicizing with Spivak (1988), Wagner's study shows
that it is not always easy for the subalfern to remain unspeaking. For him, silence
‘is not an absolute stance polar fo speech and is not a position of ontological
annihilation” (Wagner 2012: 100). It can be intentional, an act of ‘micropolitical
resistance’ (Wagner 2012: 100). By choosing silence, subjects refuse to participate
in the dominant discourse, decoupling their presence from its approval. Instead,
Wagner concludes, silent subjects simply manifest their presence.

Patricia M. Patterson (2000) summarizes the phenomenon
of silencing/silence as follows:

‘Silence is all one has, or all one is allowed; silence is fear and talk is trouble; silence is shame and talk
undeserved; silence is resistance and tfalk is cheap; silence is golden and falk irrelevant; silence is privacy

and talk is someone else’s cover; silence is listening and allows talk to be heard’ (p. 681).

We would like to dedicate this journal issue fo Patterson's phrase
‘silence is resistance.’ Our task is fo analyze the living, growing practices of silence
that attempt to resignify the lack of a statement: fo turn being deprived of the
ability to speak info a meaningful gesture of resistance to necrospeak and to work
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through the trauma of this loss. For this very reason, we are interested not only
in purely academic, but also in creative meditations on the subject. Both of these
different ways of critically analyzing silence can help us call things by their
names again, even if not out loud. We have also worked here fo juxtapose the
post—24 February phenomenon of silence in Russian society with manifestations
and forms of silence from other political and cultural contfexts.

The first half of this double issue is devoted to the theme of silence, and the
second, to sanctuary. Given the antagonistic political environment in Russia,
the journal's editors allowed authors to decide whether they wanted their work
fo appear under their real names. Some chose anonymity or a pseudonym out
of fear for themselves and their loved ones.

We open the issue with a Russian translation of Roi Wagner's essay
on the necessary conditions for silence and its practice as resistance, ‘Silence
as Resistance before the Subject, or Could the Subaltern Remain Silent?’

An artist from Belarus who prefers fo remain nameless brings
Wagner's theory literally to life in the video Committing Thoughtcrime: A Step-
by-Step Tutorial, which deals with political persecution in Belarus.

In their essay "“Great, Great Sorrow and Etfernal Silence”: An
Experiment in Sociological Dream Interpretation after the 24th of February
2022, Karolina Nugumanova and her anonymous coauthor explore how, since
the beginning of the war and the introduction of wartime censorship, Russians
have used dreams to help give verbal form to their pre-linguistic experience.
The essay appears here in Russian and in the authors’ own English translation.

In the visual essay ‘Flag Day,’ a photographer working under the
pseudonym Smith analyzes the lack of a crowd at the official Flag Day concert
put on by the Saint Petersburg city government in Saint Isaac’s Square on the
22nd of August 2022.

Sofiya Chibisguleva and Elena Kilina's essay ‘Collective Abyss: Social
Identities of Silence, Void, and Resistance’ explores elements of the state system
for assigning value to voids and silence.

In her Russian-language essay ‘The White Page Burns,' poet and
writer Oksana Vasyakina writes about how politics alters the lens through which
we read poetry written a half-century ago. Vasyakina compares her sense
of Vsevolod Nekrasov's text I'm silent/stay silent’ before and after the events
of the 24th of February.

In the paper ‘Shadowing Silence: A Spatial Rewriting of Myths and
Fairytales,” Aslihan Senel and Ece Yetim describe the means by which myths
and fairy tales establish alternate forms of storytelling that allow for a plurali-
ty of meanings and embodied interactions, which dominant social structures
often hush up.

Last but not least, Aleksandr Veselov reviews Culfures of Silence:
The Power of Unfold Narratfives, a multiauthor volume on silence as an
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interdisciplinary research field, edited by Luisa Santos and published in 2023
by Routledge.

The section ‘Seeking Sanctuary’ opens with an essay by an anonymous writer, The
Craft: On the Neo-Surrealist Sanctuary of Russian Feminist Art," analyzing the art
practice of a new generation of Russian women artists—Alisa Gorshenina and
Kaferina Lukina in particular—and its engagement with the esoferic and occult.

“Berlin Sees Bizarre Russian Art Show": The Press Coverage of the
Erste Russische Kunstausstellung (1922) and the Perception of Russia's Modernist
Art' is devofed fo Weimar-era art critics' reactions to the first exhibition
in Germany to feature Kazimir Malevich, Vladmir Tatlin, Alexander Rodchenko,
and other figures of the avant-garde.

The anonymous author of ‘Disentangling from Epistemic Violence:
Contemporary Photographers Unfixing the Image of Africa’ shows how
contemporary image makers are establishing a gaze endowed with agency and
free from (post)colonial stereotypes as they examine urban spaces in West Africa.

Writing under the pseudonyms Sofiya Russkikh and Polina
Kovalyova, the authors of the Russian-language contribution The Russian
Textbook: Problems in Teaching Russian fo Migrant Workers and Their Families:
An Overview of Teaching Materials' analyze extant Russian-as-a-foreign-
language textbooks aimed at migrant workers. The authors analyze the books
within the broader context of migration in today's Russia from anthropological,
pedagogical, and linguistic points of view.

Dzifa Peters's essay ‘Places of Sanctuary in the Artistic Work of Liz
Johnson Artur’ situates the concept of sanctuary in relation to diasporic and post-
migrant identities. Peters analyzes the work of Russian-Ghanian photographer
Liz Johnson Artur, who has visually chronicled the life and culture of the African
diaspora in her Black Balloon Archive for the past 30 years.

Zhanna Budenkova's essay ‘Sanctuary Earth in Ecological Science
Fiction Cinema in the USSR: Per Aspera ad Astra’ analyzes the techno-scientific
ethos of Soviet modernity that facilitated the twentieth-century destruction of the
environment, along with its representation in science fiction films. Budenkova
reveals the contradictions in their image of the Earth as an ideal environmental
sanctuary.

*kk

Although The February Journal is just coming into being, it is safe to say that
we would like it to keep growing outside of institutions. This path will bring
us many opportunities, but it will create difficulties as well, which is why we
are asking our colleagues and readers for help. This could take the form
of financial aid, editorial assistance, or sharing the pieces we have already
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published—we will be grateful for any contribution to our common cause.
You can reach us at info@thefebruaryjournal.org.

1. Bezuglov D (ed) (2021) Khrestomatiia nauchnogo zhurnala The Garage
Journal [The Garage Journal Reader]. Moscow, Garage Museum of
Contemporary Art.

2. A phrase from the iconic Thaw-era film | Am Twenty by director Marlen
Khutsiev (1965).

3. Although Soviet society was saturated with politics, the discourse found
in Soviet newspapers, propagandistic celebrations, reports from party
organizations, etc., was completely devoid of the political. The vapid
formalism of these kinds of writing meant that they were divorced
from reality and subjectivity as such. For more on Soviet language,
see Yurchak A (2005) Everything Was Forever Untfil It Was No More.
Princeton, NJ, Princeton University Press.

4. These concepts are currently the subject of much debate in the Russian-
speaking counterpublic sphere. Khaustov (2022) views ‘necropolitical
newspeak’ as the successor to Soviet newspeak, which has survived
in this not-so-new form despite the critical attempts of the 1990s and
2000s to rethink or destroy it, such as Alexei Balabanov's 2007 film
Cargo 200. Alexander Saygin, on the other hand, finds ‘necrospeak’ a
more appropriate term for the state of communication in Russia today:
newspeak involved using a smaller volume of words and inverting their
meanings (‘war is peace’), whereas necrospeak significantly expands
our vocabulary in order to obscure reality (‘the war" becomes ‘the
special military operation’) (Saygin 2022).
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Mpepucnoeue pegakTopoB. OT umeHuU
MOJTHaHMUS, B MOMCKaX NpUOEKMLLA

Llypa Ooragaesa
The February Journal, BepnuH

AHgpelt 3aBafcKui
The February Journal, BepnuH; MHCTUTYT McKkyccTBa M maTepuanbHOM
KynbTypbl, TexHuieckmit yHnBepcuteT JoptmyHaa, [epmanms

1ot matepuan onybnmkoeaH B Homepe 01-02 «OT umeHn monyaHus,
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Mpeancnosue pefakTopos

Mpepucnoeue pegakTopoB. OT MMEHM MON4YaHuUs,
B MOMCKaX NpuoexuLLa

Llypa doragaesa, AHApeln 3aBaacKui

51 BbIOpana Tex, C KEmM XoTena Mos4aThb
B aylumcTom criokosiHom Tenne,
Kakoe mHe geno, 4to TeHb Ta onsThb
Ha yepHom menbkHyna ctexkne?

AHHa Axmatosa
1963

Mepen Bamu NepBbIt M BTOPOM HOMEPa HOBOIO HE3ABUMCMMOIO Hay4HOIO Jyp-
Hana The February Journal. MepBbiit nocesweH monyaHUIO Kak dhopme Mu-
KPOMOSMTUYECKOTO COMPOTUBIIEHUS, BTOPOM — DEHOMEHY NMPMBEKULLA U ero
POSiM B COBPEMEHHOM KynbType. Y 3TOro CABOEHHOrO BhiMyCKa HEnpocTast
nctopusi. 3afymbiBancs oH Ao Toro, kak Poccus Hadama nonHomacwTabHoe
BOEHHOE BTOPEHME B YKpauHy, — M 3a4yMblBaNCs B BUAE CTaHAAPTHOrO
OAMHOYHOrO Homepa (Mog HazBaHWem «B nouckax NPUBEKULLIA») U B pamKax
coeepLueHHo gpyroro xypHana (The Garage Journal). Ho B pesynsraTte pas-
BSI3@HHOM POCCUMCKMMM BNACTIMMU BOMHBI M COMPOBOXAAIOLLUX €e penpeccum
BHYTPM CTPaHbl 3TUM MIaHaM BbINO CYXKAEHO KapAMHAIbHO MOMEHSITHCS.

24 dpeBpans 2022 roga, korga Poccus Havana BOWMHY NpPOTUB
YkpauHbl, pegakums xypHana The Garage Journal rotoeuna Homep noa Hasea-
Huem «B nouckax npubexmiiar. Kak v ans MHOMMX HalmMx Kosner, 4fist 4ieHOB
PEeAaKLMM NONHOMACLLTAGHOE BTOPKEHME POCCUMCKMX BOMCK Ha TEPPUTOPMIO
COoCepHero rocygapcTBa cTano wWokom. Pabota Hag Homepom 6bina ocTa-
HoBneHa. HuKTo He noHuman, Yto aenath ganblue. [ommumo 6onu 3a Ykpauhy,
CTbiAa M3-3a AENCTBUM POCCUMCKMX BNACTEN U MOAAEPHUBAIOLLMX UX POCCUSH,
a TaKKe BCeobLLen PacTePSIHHOCTM Mbl UCMbITBIBANM CTPaxX, HabnoAas HaCUsIb-
CTBEHHOE MOAABIIEHNE PEXMMOM OBbLIX aHTUBOEHHbIX MPOTECTOB, 3aKPbITHE
He3aBncumbix CMU 1, no cyTH, BBegeHue B CTPaHe BOEHHOM ueH3ypbl. M3-3a
3TOro0 MHOTME HAaLM KOSNern 1 apysbs, Haxogswmecs B Poccuu, norpysmnmcs
B MonyaHme. 1o 3TOM e NpUIMHE MOSHANM M Mbl, YNEHBI PELAKLMM KypHana.

[Moka B KAKOM-TO MOMEHT Ham He CTaslo SICHO, YTO HYXXHO CAeNnaTb
HOMEp MPO 3TO MOMYaHUe, oxeaTuBLLee ¢ 24 dpespans 2022 roga He TOMbKO
Hac, HO M MHOTMX rOBOPSILLIMX MO-Pyccku. PaBoTta Havanack BECHOM NPOLUIOro
rofa. Mbl cobupanu TEKCTbl M OBLLANMCh C aBTOPamM — Ha choHe Bce BGornee
BapPBAPCKMX AEMCTBUIM POCCUMCKOM apMum B YKpanHe u Bce Bomnee arpeccme-
HOM KaMMaHMK MO YHUHTOXEHMIO NpaB Yenoseka B Poccum.
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Cpegam npo4ero, Gbin yXeCTOHEH 3aKOH O «rei-nponaraHge» — ge-
nyTaThl 3anpeTunu niobble ynomuHanus JITBT+-niogei. B pesynstate mHoxe-
CTBO POCCMSIH, BKITIOYAsi HECKOSIbKMX YSIEHOB PEAAKUMM XKYPHAana, OKasanmcb
6YyKBaNbHO BHE 3aKOHa, @ KHUKHbIE MarasmHbl U BUONMOTEKM, HaNpPUMep, Gbinu
BbIHY)XAEHbl YOpaTh M3 OBLLEro f4OCTyra BCO KBUp-nuTepatypy. CTaHoBUNOCH
BCE OYEeBUAHEE, YTO HUKTO B Poccmu Gonblue He MOXKET GE30MacHO 3aHUMMATb-
CSl Pa3BUTMEM KPUTUHECKOM Hay4HOM mbicin. HekoTopble aBTopbl OTKasanmcb
ny6nMKOBaTb CBOM CTaTbM M3-3a LEH3YpPbl U CTpaxa 3a ceds 1 Bnm3KuX.

B stux obcTosTenscTeax Myzei «fapax» NpUHS peLleHme 3aKpPbITb
The Garage Journal — v cornacuncs nepegaTtb apxMB M NNATPOPMY XKypHarna
ero GbIBLUMM PEAAKTOPAM.

The Garage Journal npocywecTeoBan Hegonro, HO ycnen caenatb
posornbHO mHoro. C ocenun 2020 roga KOMaHAA KypHasna BbiMyCTMIA YETbIPE
HOMEpPa, copepalumx 63 matepuarna PasHbX XKAHPOB, B TOM YMCIIE Hay4Hble
CTaTbM, BU3yaribHbIE 3CCE, AMCKYCCUM, PECPIEKCUBHBIE 3CCE, PELEH3UM HA KHU-
™, @ TaKKE apXMBHbLIE MATEPMarbl; B PaboTe HaXOOMITUCb ELLe TPU HOMEepa.
MapannensHo Gbina cozgaHa mnowaaka GJ Media, roe ny6nukoBanucb MH-
TEPBbIO, 3CCE U APYrMe MATEPMarbl, MMEIOLLME OTHOLLEHUE K MOBECTKE Xyp-
Harna, Gbia 3anyLeHa rpaHToBasl MPOrPamMMa AMs MOALEPIKKM MOSIOAbIX MC-
cnepoBatenbHUL, 1 uccnegoBaTenei. B 2021 rogy mbl coBmecTHO ¢ «[apaxom»
MPOBENM HayYHYIO KOHpepeHUMIo «YTOoMmuM (He)3HaHUS: My3el KaKk uccnegno-
BATENbCKMIM Xab», @ TaKXKe BbIMYCTUIIM MEYATHYIO XPECTOMATHIO MO MHKITIO3MM.
MOoHO 6e3 NOXHOM CKPOMHOCTM CKa3aTb, YTO HAM YAANOCh CO34aTb MEXAMC-
LUMMNMHAPHYIO Nnatdhopmy Ansi OOMEHA MAEAMM B POCCUMCKOM U rMoOGanbHOM
KOHTEKCTaX.

K coxaneHuio, npogomxatb 3Ty paboty B Poccmmn cerogHs HeBos-
moxHo. Mostomy Ha nnatcpopme The Garage Journal GoiBlume pepaxTopsbl
YYpPHarna 3anycKaloT HOBbIM, BHEMHCTUTYLIMOHasbHBIN npoekT — The February
Journal.

The February Journal — 3TO He3aBUCHMMBIN MEKAMCUMMIIMHAPHLIMN
XYPHan, CyLUECTBYIOLMIA Ha NMepecevyeHun aKageMUIECKMX, XYLOMKECTBEHHbIX
M aKTUBUCTCKMX NpaKTuK. B dookyce February Haxogatcs Takme Tembl, Kak Mu-
rpaumsi, BbIHY>KAEHHOE NepemeLLeHMe, BOMHA, HAaCKITME M arpeccusl — BOKPYT
HUX BygyT BbICTPAMBATLCA CrieumaribHble Homepa ypHana. B metogonoruye-
CKOM CMbICIIE HAM OCOBEHHO MHTEPECHbI AELEHTPANM3aums, KBUp- 1 hemu-
HUCTCKAas! OMTUKA, @ TAKKE LAEKONOHMASIbHBIE M aBTOTEOPETUHECKME MOAXOAbI.
HypHan aensetcs yacTtbio npoekTa Tabor Collective 1 noowpsieT akcneprmeH-
TanbHble cnocobbl MpefcTaBneHus 3HaHus. B February GypyT ny6nukosaTs-
CSl DMMUPHHYECKME, TEOPETUHECKME M CMEKYNSTUBHBIE MCCIEOOBAaHMSI PAa3HbIX
YKaHpPOB.

Takum obpaszom, maTepuansl 3TOrO HOMEpPA AOMKHbI Obifv BbIMTU
B The Garage Journal, HO cTamm nepebim 1 BTOpbIM Homepamu The February
Journal. Torga kaKk NOCBALLEHHYIO MPUGEXMLLY YaCTb 3TOMO CABOEHHOrO BbIMy-
CKa Mbl NMYBIIMKYEM MPEXae BCero Ans TOro, YTobbl BbIMOMHUTL OBsS3aTeNbCTBa
rnepen aBTOPaMM, MCCredyemble B ee CTaTbsiX NMpPo6nembl CTAHOBSTCS B pe-
3ynbTate BOEHHbIX OEMCTBMIM ewe Gornee akTyanbHbiMM. YTO Kacaetcs dactu
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O MOJTHaHMM, HAM KAKETCS BAXKHBIM Ha4YaTb HOBbIM JKYPHASbHBIM MPOEKT C KPU-
TUYECKOro B3rnaaa Ha cebs.
Kakoe oHo, Halle mon4yaHme?

1963 rog. AXmaToBa MULLET YETBEPOCTULLbE O MOMYaHUM. XpyLLEBCKas OT-
Tenenb MocTeneHHO OBOPaYMBAETCS FPOXOMYLUEN CHSKOTHIO O4EPEefHOro
3aKPYYMBAHMUS FaeK, HO MO-MPEXHEMY KAXETCsl, YTO TOTaNMTapHas penpec-
CMBHasi CMCTema ocTarnachb B MPOLUIOM — YTO €€ HaBCeraa YHUYToxunmu XX
cve3n KMNCC u ocyxaeHue kynsta nmdHocTy CranmHa. MUpHBINA atom, cnop
PM3UKOB M NMPUKOB, OTMEHA 3anpeTa Ha abopTbl — nubepanusaums 6uo-
MOMMUTUKKY, POMaHTU3aLMS ByAyLLEro, NOSIBNEHUE «MPOCTOTO MHOMOrPaHHOIO
COBETCKOro 4ernoseka». Ho TeHb HernporoBopeHHoro, HenpopaboTaHHOro
MpoLIOro HuKyaa He ywna. «Kakoe mHe [go 3Toro] meno»? — 3agaeTcs
Bonpocom AHHa AxmaToBa. Kakoi CMbICT BKNaAblIBaeT OHa B 3TOT BOMPOC?
OcyskpaeT nu oHa ceoe cobcteeHHoe mondaHme? C npo3opnMBoOM MOCTU-
POHMEN pearnpyeT Ha monyaHue okpy:Kalowmx? Mnu Bce ke HapyLuaeT 31o
MOnYaHMe CcOBCTBEHHBIM MEPdIOPMATMBHLIM BbicKasbiBaHMem (Austin 1975)?
Ho camoe rnmaBHoe: noyemy 3TOT BOMpPOC BoobLue 3By4MT? [Novemy «HoBas»
NOMMUTUYECKAS CUCTEMA, NYONIMYHO OCYAMB CTASIMHCKUIM PEXUM, TaK U HEe Mpu-
Lymana sizblka A1 pas3roeBopa O MpoLusiom, GyAyliem M «MHOrorpaHHOM»
COBETCKOM?

MapannensHo ¢ 3apoKAEHUEM OTTEMENBHOIO PEXMMa — B CEPEAM-
He 1950-x — nuHremcT PomaH SIKOBCOH No-aHmMUIMCKM NuLeT acce «[lBa acnek-
Ta A3blKa U ABa TMMNA achaTUHECKMX HapYLUEHMM» (Ha PYCCKUM S3biK OoHO ByaeT
nepeseseHo Tonbko B 1990-e), rae BrepBble YNOMUMHAET TEPMUH «pEYEBOe CO-
6bitne» (Jakobson and Halle 1956/1971: 69—95). Mo yTeepxaeHMio SkoBCOHa,
BCE YYacCTBYIOLLME B PEYEBOM COBLITUM — MO CYTH, aKTe KOMMYHMKaLmMM —
MCMONb3YIOT «OOLLUMIM Kogdy. Ecnm Takoi Kod no KakoM-TO MpuYMHE OTCYTCTBY-
€T — [OMyCTWUM, BaLLl COBECELHMK FTOBOPUT Ha APYIOM Si3bIKE, — MPOMUCXOAWUT
peyeBoit cool. AdpaTyieckme pacCTPOMCTBa ObIBAIOT Pa3HOMO TMMA, HO UX CYTb
B OOHOM — 3TO COCTOSIHME $3blKa, MPU KOTOPOM MPOU3BOAMMBIE OFHWUM Ye-
TIOBEKOM CMbICIIbl HE CYMTBLIBAIOTCS APYrMM M HaoBOPOT, B pesynsrate Yero
AMarnor ctaHoBUTCS HeBo3moxeH. Mctopuk u dounonor MpuHa CaHgommpckas
(2013), uzyuas «cocTosiHMe OBLLECTBEHHOIO $3bIKa» COBETCKOMO M POCCHIICKOTO
COLIMYMOB, 38MEYAET, YTO — HECMOTPS Ha MePeHaChILLEHHOCTb HALLIEM KU3HM
BepOanbHOCTbIO — MYyBNMUYHBIN A3bIK HAXOAUTCS B COCTOSIHUM rNyGoKoM adpa-
3un. Nony4aeTtcs, YTO A3bIK KaK CMOCO6 KOMMYHMKAaLIMK, KaK HEKUIM OBOLLMIA Kop
He paboTaeT B (coBeTcKoM U coBpemeHHoM) Poccun ¢ 1963 roga, a BOZMOXKHO,
n paHblie. Ounocodp Mepab MamapgaLeunu (1989), pasmbinss o LeH3sype
1 Taby BHYTPW COBETCKOM CUCTEMbI, MOAYEPKUBAET, YTO

«3Ta MallMHA CO34aHA HECKOJIbBKMMU OEeCATUNETUAMU PAa3PYLUEHUSA A3blKa U MOSBIIEHUA BMECTO Hero

COBETCKOro HoBope4bs, 1 6ep,a B TOM, HTO Y mo,qeﬂ, OKa3bIBaOLWMXCA JIMLOM K MUy C pearnbHOCTbIO,
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3TO BbI3bIBAET OHEMEeHWe 4yBCTB U BOCI'Ipl/IHTl/Il;\. CDoleApy}o‘rc;l nogn, KOTOpPbIE MOTYT CMOTPETb

Ha NPeamMeT U He BUOETb ero, CMOTPETh Ha YenoBe4eCcKoe CTpafaHNe U He HYBCTBOBATb €ro».

Tak paboTan BbIXOMOLUEHHbIM, JIMLLEHHbIM COAEPIKAHMS, MWCKYC-
CcTBeHHO obefHeHHbIN coBeTckmit Hoeosz (CaHagommpckas 2013). OH He aaBan
BO3MOXHOCTU MOHSATb PeanbHOCTb BOKPYT U YBUAETb AJIMHHYIO TEHb MPOLUIO-
ro, HaCUNbHO AEMONUTU3UPYS KaXKAOE CMOBO, NWLLAS €ro BCSIHECKOTO CMbICIA,
OCTaBNAS NULLb 3BOHKYIO MyCTOTY.

2022 rop. N HacTynvBmi 2023-i1. Kakoe Ham feno Ao Toro, YTo TeHb
Ha YEepPHOM CTeEKNe cTana 4acTbio obuien aeicTeuTensHocTM? Yto Poccusa
ewe ry6xe Morpysusnacb B MPOLUMOE MIM, FOBOPSI CFIOBAMM MUCATENbHMLbI
Mapuu CrenaHoBoM, npurobpena «HECMOCOOHOCTb PAa3MECTUTb MEXKAY COOOM
M MPOLUSTbIM XOSOf XOTb KaKoM-HWMBYAb OTcTpaHeHHocTH...» (CTenaHoea 2015).
CobbiTns, npousoLueawme nocre 24 dpespans NpoLUnoro roga, HarnsgHo ge-
MOHCTPUPYIOT, KaK pOCCUICKas NybnudHas cdrepa BCe Aasiblle MOrpyaeTcs
B COCTOSIHME SI3bIKOBOTMO, KOMMYHWMKaTMBHOTO napanuya. OCHOBHOE CpefcTeo
KOMMYHMKaLMKU B cerogHsituHen Poccum moxHo HaseaTb Hekposizom (CakruH
2022) — wnu, Beneg 3a OmuTprem Xayctobim (2022), «<HEKPOMOAUTUHECKMM
HOBOSI30OM» — BbIPOXAEHHBIM S3bIKOM, SI3bIKOM-OOMAHKOM, Pa3PbIBAIOLLMM
noOylo CBSI3b C PeanbHOCTbIO, MOOYI0 MOMbITKY BLICTPOWTH FPaHMLbl 3TOM
|peanbHOCTH, KOTopble oTAensnu Obl ee oT npowunoro u Gyaywero. Hekposs
3HAYUTENBHO PACLUMPUIT NIEKCMYECKMIM annapaT (He «CaHKLMMW», & «BHELUHWE
orpaHuderusy — cm. CaitrnH 2022) 1 Npu 3TOM OKOHYATENbHO NULLIMIA S3bIK
CMbICNA, AeCYObeKTMBUMPOBAsT pPeYvb, M MOSTOMY CErOAHSI «HWKAKasi MbICIb
He npueuBaeTcs» (Mamappawwsunm 1989). CrioBa CTaHOBATCS HEMbIMM (M3Ha-
YasibHO a-CyGbeKTHbIMM, HeXmMBbIMU — CaHOOMMPCKas UCMOMb3yeT MoHsTUe
«HE-MOE CIOBO»), @ AMaNor — eBa N BO3MOXHOM (POPMON KOMMYHMKALIMM.
Torga mbl, Bcneg 3a NMpUYECKMM repoem AXMaToBOM, BbIGMpPaem moryaHue
B AYLUMCTOM TEMME M YIOTE, MbITasiCb COXPAHUTb KHOPMAITbHYIO» }W3Hb.

Ho Takoe monyaHve — He egMHCTBEHHO Bo3moxkHoe. KaxkeTcs, mx
mHoxecTBo. C ofHOM CTOPOHbI, BUAMMOCTb HOPMAsbHOMY» M3HM B Poccum
OENCTBUTENBHO MOAAEPHMBAETCS NMobbimu cpeacTBamu. lNpotecTsl no Gosb-
LUeM YacTM MOJABMEHbI, HE3aBUCMMbIE MEAMA 3aKPbITbl, AKTUBMUCTbI MOCAMKEHbI
mbo BblaBnNEeHbl M3 cTpaHbl. Ha TeneskpaHax, B rasetax v Apyrmx MCTOHHMKAX
nponaraHabl — POKOKO HEKpPOos3a, u3sepkeHune He-mbix (CaHgommpckas 2013)
CrIOB, KOTOPbIE C KOMMYHUKALMEN U PEATIbHOCTLIO HE MMEIOT HUYEro OBLLEero.
C Opyrom CTOPOHbI, HE3aBUCMMBIE KHIKHBIE Mara3uHbl BbICTABAIOT MOAGOPKM
KHUI O BOMHE, NponaraHae U Tpasme. Meamna, He BbICKa3bIBasiCb MPOTUE BOMHbI
OTKpbITO, Ny6NUKytoT maTtepuansl o HiopHOGeprckom npouecce u [aare. Ha cTe-
HaX ropPOAOB MOSIBISOTCS «MOSHASIMBLIEY, 3aLLUMCPPOBAHHbLIE AHTUBOEHHbIE Bbl-
CKa3blBaHUS — HaMPUMEp, B BUZE *** *****,

YtOo CcTOMT 3a 3TMMM pasHbiMM  MondvaHusimu?  Bespaznuume?
Crpax? 3awmTHbin mexaHusm? Pacuet? Momewartenscteo? Crpaternst 3aman-
UYMBaHMS, CO3HaTenbHas MnKM HeT! HecnocobHocTb B GECKOHEYHOM MOTOKE
He-momx (CaHgommpckas 2013) croe nogobpats ceou? Mnu e, no yTeep-
neHuio domnonora Esrennm BexnaH (2022: 19—20), nonbiTka NEpeocMbICiMTb
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CYLLIECTBOBABLLYIO [JO BOWMHbI aKaAEMMYECKYIO — WM UHTEINTUIEHTCKYIO —
«HaPLIMCCMYECKYIO YBEPEHHOCTb B MPaBe Ha BbICKa3blBaHWE», KOTOpas nocrne
24 dpeBpans 2022 rofa NpeBpaTUNach B «HEYBEPEHHOCTb K OAMHOKOMYy-Ce-
6e-camomy-Nno-cebe, KOTOPBIM MOMYUT, MOTOMY HTO HE 3HAET, KTO e OH Ha ca-
MOM Jene» U, boree Toro, KaK emy roBOPUTb CO MHOXECTBOM TEX, C KEM «He-
BO3MOXHO [Pa3roBapuBaTb»?

CTOMT N1 B TaKOM CUTYaL MM BOOBLLE MbITaTbCs roBOpMTH! Mnu nydiue
3aMONYaTh, NPENOCTAaBUB HEKPOS3y BO3MOXHOCTb OKOHYATENbHO Pa3fIoKUTb-
C — W MMHUMM3UPYS COOCTBEHHBIM MOMYAHWMEM, MO BbIPAXKEHMIO MO3TECCHI
1 nepesogumupl [anuHbl Peimby, «HapumccMiecKoe KemnaHue MOoCKopee Mnpwm-
CBOMTb M 3CTETU3MPOBATL HYXOM KaTacTpodhuueckuit onbim (UmT. no BesknsH
2022: 19)? MoxeT, camoe NpaBuribHOE CEeMYac — MOMYa AeMCTBOBATb, TENECHO
COMPOTUBNSAACH Pa3BA3aHHOMY POCCHMIMCKOM BMAacTbiO HaCUMIO?

*kk

B sTom crneuvanbHOM HOMEpPE Mbl MbITAEMCS MOCMOTPETb Ha MOMYaHue
KaK Ha crnoco6 BO3BpPALLEHUS CYObEKTHOCTM — U cebe, 1 a3blKy. Takoe cy-
}eHue PoKyca He O3HAYaET, YTO Mbl OMPABALIBAEM MOMYANIMBYIO NOAAEPIKKY
BOEHHbIX AENCTBUM WU NOLAAEPKMBAEM HAMOMHEHHbIE 310601 M HacuIMem
odpmuManbHble He-mble 1 He-mou npusbiBbl. Ho BosHMKwMe B 2022 rogy pasz-
Hble CNOCOBbI MOSMYAHMUSI KaK COMPOTUBREHUS ByayT MCCIEROBaTLCS AECATU-
NneTuamm, B pamKax M Ha nepecevyeHUsax pPasHbIX AUCUMNIUH, MEeHAa Hallun
npegcTaBrneHms o Poccum U paclumpss Halle npepcTaBrieHue O MOMYaHMK
KaK TaKOBOM.

B akagemuyeckol HayKke BTOPOM NONoBMHbI XX Beka heHOMEH MOor-
YaHWs MCCRefoBanu NPeXAe BCero yHeHble, paboTatoLLme MEKAUCLMMIMHAPHO.
Hanpumep, Tunnu Oncen (1978) B kHure «beamoneumsi» aHanMaupyeT pasHble
hOPMbI MOSHaHMST MEHLUMH B NIUTEPATYPHbIX TEKCTax. B apyrom uccneposa-
HUM chemmuHncTkM MapLua XetocToH 1 Yepurc Kpenmapu (1991) noguepkmeaior,
4YTO GE3MOSIBME XKEHLLMH «MPOSIBSIETCS HE TOMbKO B OTCYTCTBUM MX rOSIOCOB
Ha onpeaeneHHbIX MIOLLaAKax, Mo OnpefenieHHbLIM BOMPOoCcam 1 nepes ornpe-
LENeHHBIMM ayAMTOPUSIMM, HO U B chopme M OOKyCe MX pedn u nmucbman (C.
388). B cBoto ovepenb, Ans MOCTKONOHUANbHBIX MCCNEAOBaHUM MOMYaHWEe —
OAMH U3 KIIOYEBbIX OBGBEKTOB KPUTUKU. [OCTKONOHMANbHbBIE TEOPETUKM aHa-
JIMBUPYIOT MOSTHaHWE B €ro CBS3W C MOJSIMTMKOM KOSIOHMASNBbHOMO YrHETEHMS,
B YaCTHOCTM, PEMPE3EHTALMIO KONTOHU3MPOBAHHbLIX KOMOHM3ATOPaMM M, LLUMPE,
HEecnocoBHOCTb YrHETEHHLIX FOBOPMTL Hanpsimylo (Hanpumep, Lentin 2014;
Trouillot 1995). XpectomaTmiHoM OTCbINKOM 3aech BeicTynaeT lasTpu Crmeak
(1988), koTOpas MPUXOAMT K BLIBOAY, YTO HE CYLLECTBYET TaKOro MpOCTpaH-
CTBa, M3 KOTOPOTO YrHETEHHbIM CYGbEKT MOr Bbl FOBOPUTb. ITO HE-TOBOPEHME,
no Crnmeak (1988), He pPaBHO MOMHAHMIO MM HEBLITUIO YTHETEHHOTO, HO YKa-
3bIBAET HA HACMIIbCTBEHHYIO anopUIO MEXAY ero CyGbEKTHOCTbIO M OBGbEKT-
HocTblo. Ecnm coefuHuTs heMUHUCTCKYIO OMTUKY M MOCTKOMOHUASbHYIO KPU-
TUKY, TO onpeaeneHre CrnmBak No3uLMM YTHETEHHOTO MOMKET BbITb MNPOYMTAHO
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KaK BbI30B DEMMHUCTCKMM MOMbITKAM «PaCKOMaTb» MEHCKME rofioca, norpe-
GeHHble noa crioem monyarua (Wagner 2012: 118, nogpo6Hee c. 117—8).

Poit BarHep (Wagner 2012), HanpoTuB, MCXOAMT M3 MPEAnOChIKM,
YTO MOMHaHWE He OBsI3aTeNbHO €CTb PE3YNLTaT MOAYMHEHMSI U YrHETEHWUS —
MoOMnYaHWe He Bcerga nNpeacTaBnseT coBoM NocneacTeMe 3amanymeanms. B cta-
Tbe, KOTOPYIO Mbl MEpPeBenu LS 3TOro CreuMasnibHOro HOMePa Ha PYCCKMM
a3blk, BarHep (2023 [Wagner 2012]) dookycupyeTcsi He CTOMbKO Ha MPMUMHAaXxX
M 3HAYEHMSIX MOJHaHMSI, CKOMbKO Ha TOM, YErO MOXET AOBUTLCS YeNoBeK, Bbl-
6pasLumit monyaHue. Monemmampys Takum obpasom ¢ ugesmm Cnmsak (1988),
BarHep nokasbiBaeT B CBOEM MCCIIEAOBAHMM, YTO YrHETEHHbIM MOPOM HEMPO-
CTO OCTaBaTbCs 6€3MONBHBIMU. TaK, MONHaHME «He SBRSETCS abCONIOTHOM NpPo-
TMBOMOJIOKHOCTBIO PEYU MMM KE MO3ULMEN OHTONOMMHYECKOTO YMpPasaHEHUs»
(Wagner 2012: 100). OHO MOXET BbITb MHTEHLMOHANbHbLIM, MPEACTABNSS COBOM
aKT «MUKpoMonuTHyeckoro conpoTueneHus» (Wagner 2012: 100). Takum o6-
[Pa30M MOSHALLMI OTKa3bIBAETCS COOTBETCTBOBATb AOMMHAHTHOMY AMCKYPCY,
Mo3TOMyY, pe3toMmpyeT BarHep, ero mMpuUCyTCTBME HKU C Yem He Koppenupyet
UNK He YTBEPIKAAETCS KaKMM-TO npasom. Monyalumit npocTto maHudecTmpyer
csoe npucyTcteue (Wagner 2012).

Matpuums M. Matrepcon (2000) pestommpyeT heHOMEH 3amanHu-
BaHWsS/MOMYaHMS TaK:

«BCE, YTO Yy HacC eCTb, M BCE, YHTO HAaM [OCTYMNMHO, — 3TO MON4YaHUe. Morn4yaHue ectb CTpax, a pevb —
onacHocTb. MonyaHue Bbi3biBaeT CTbi4, @ peYb He 3aCNTyXXMBAE€T BHUMAHUA. MonyaHne — 3710 conpo-
THUBNEHMe, a pedb O6ECLI,EHGHB. MornyaHne — 30510TO, a pedb HeyMecCTHa. MonyaHue KOHCbVI,D,eHLlI/I’
allbHO, @ peYb BLICTYNMAET B Ka4YecCcTBe NPUKPBLITUA ANS KOro-to. MornyaHne — 310 YMEeHue cnyLwiaThb,

JaloLLee peyn BO3MOXHOCTb BbiTb ycrbiLaHHOM» (c. 681, umT. no Wagner 2012: 117).

O603HaueHHo MaTTepcoH dhopmyrie «mon4aHue — 3TO COMPOTUB-
neHune» Mbl Bbl M XOTENM MOCBATUTL 3TOT Homep. Ero 3agaya — npoaHanm-
3MPOBAaTb JXMBble, PA3BMBAIOLLMECS MPAKTUKU MOSHaHMSI, KOTOPLIE MbITAIOTCS
NepPEeOoCMBICIIUTL OTCYTCTBME BbICKA3bIBAHMS, MPEBPALLAS HABSA3aHHYIO YyTPaTy
BO3MOXHOCTM FOBOPEHMSI B OTBETCTBEHHBIM JKECT COMPOTMBNEHMS] HEKPOSI3bIKY
U MPOXMBAHWME TPaBMbl OT 3TOM yTpaThl. MIMEeHHO NO3TOMy B COKyCe HaLero
MHTEepeca — He TOJbKO CYry6o Hay4HbIE, HO M TBOPYECKME BbICKA3bIBaHMS. DTO
pazHble cnocobbl KPUTUHECKOTO aHanMn3a MONYaHMsl, KOTOpble MOMOraloT Bep-
HYTb BELLAM CBOWM MMEHA, MYCTb M He Ha3biBas MX. Kpome Toro, mbl cTpemmumest
COOTHECTM BO3HMKLIMI nocne 24 cdhespans 2022 ropa B POCCUMIMCKOM COO6-
LecTBe PEHOMEH MOMYAHUS C €r0 MaHUMPECTaUMSIMU U POPMaMKU U3 JPYrUX
MOSIUTUHECKUX U KYFBTYPHbIX KOHTEKCTOB.

Teme monyaHusi NOCBSILLEHa MEPBAas YacTb 3TOTO CABOEHHOMO HOMEPa, a BTO-
pas — npubexuily. B cuny arpeccuBHOM NONMTUHECKOM OBCTAHOBKKU BHYTPM
Poccuu pepakTopbl XypHana NpeanoXunm aBTopam CamoCTOSTENBHO PELLNTD,
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XOTAT 1M OHW OMyBNMKOBATb CBOM PabOTbl MoA COBCTBEHHBIMM MMEHAMM.
HekoTtopble BbiGpan aHOHMMHOCTb WMAKM MCEBAOHMM, MOTOMY 4YTO 6osATCs
3a ceBsl UK BNUBKMX.

Mbl OTKpbIBaemM 3TOT HOMmep nepeBogom cTatbk Posi BarHepa
«Morn4aHue KaK COnpOTMBREHUE CYObeKTY, Mnn MOKeT nu cybantepH XpaHWUTb
MOIHaHME?» 06 YCNOBUSX, B KOTOPbIX MOSTYaHME MOMET CYLLIECTBOBaTb M ObITb
MPaKTUKOMN COMPOTUBIEHMS.

XynoxHuk w3 bBenapycu, KoTopbit mpegnodyen He Ha3biBaTb
cBoe umsl, ByKBanbHO BoMmoLlaeT Teopuio BarHepa B cBoel BuaeopaboTe
«MeicnenpecTynnenue. MNolwaroeas MHCTPYKUMs» O penpeccusx B Benapycw.

B cratbe «'Bonbwasi, Gonblwasi ckopbb M Be4HOe MmonvaHue”:
OMbIT COLMONOTMHYECKOM MHTepMpPeTaummn cHoB nocne 24 cdoeepans 2022 roga»
KaponuHa HyrymaHoBa u ee BbiGpaBLUMit(as) aHOHMMHOCTb coaBTop(ka) m3-
Y4aIOT, KaK MoCre Hayana BOMHbI M BBEAEHMS BOEHHOM LEH3Yypbl POCCUsIHE
C MOMOLLbIO CHOB MbITAIOTCS MPUAATL CBOEMY LOSI3bIKOBOMY OMbITy Bepbarsib-
Hylo chopmy. BbinonHeHHbIN aBTop(k)amm NepeBos 3TOM CTaTbW Ha aHMMMCKMUI
A3bIK TAKKE MOXHO MPOYECTb B STOM HOMEPE.

B BusyanbHom acce «[leHb dhnara» ¢pOTOXYAOKHMK MoOA MCeBAo-
Humom CMUT aHanu3MpyeT OTCyTCTBUE MYBNMKM Ha OPMLMANbHOM KOHLEepTe
B YecTb [1Hs rocypapcteeHHoro chnara, kotopbii Bractu CaHkr-lNetepbypra
ycTpounu 22 aerycta 2022 roga Ha McaakmeBckol nnoLwaam.

B 3cce «KonnektueHas 6e3aHa: coumanbHbie MAEHTUHHOCTM MOSHa-
HU8, NycToThl, M conpoTmeneHus» Codoust Ynubucryneea u EneHa KunuHa pas-
MbILLIISIOT 06 3MeMEHTax roCyAapCTBEHHOM CUMCTEMbI MPUCBOEHMSI LEHHOCTU
MyCTOTaM M MOJSTHAHMIO.

MNostecca n nucatenbHuua OkcaHa BacsikuHa B 3cce «benbiit nmucT nbi-
N@eT™ MULLIET O TOM, KaK MOMUTUKA MEHSIET OMTUKY YTEHWSI CTUXOB, HaMMCaHHbIX
noncToneTms Hasaa. ABTOPKa CPABHMBAET CBOM OLLYLLIEHMS] OT TeKcTa «Morvy
monum» Becesonopa Hekpacosa go 1 nocne cobbituin 24 coespans 2022 roga.

B ctaTtbe «[pecnepytolias TULLIMHA: NPOCTPAHCTBEHHbIM MepecKas
MMCIOB 1 cKasok» AcnibixaH LLleHen 1 Due MeTm onmcsiBaloT crnocoBhl, ¢ no-
MOLLIbIO KOTOPbLIX MMCPbl M CKa3KM MOTYT MPEnSIOKMUTb PasHble DOPMbl CTO-
pUTENnnHra, Mo3BOMSIOLLME CO3LABATb MHOXECTBEHHOCTb CMBICIIOB M Tere-
CHbIX B3aMMOAEMCTBMIM, YaCTO 3aMarHMBAEMbIX AOMMHAHTHBIMU CTPYKTYPamu
obLecTsa.

HakoHeu, Anekcanzp Becenoe peueHsmpyet coopHuk «Kynstypbl
MOMYaHUS: cUra Heo3ByYeHHbIX Happatueos» (Routledge, 2023), nocesiweH-
HbIM MOSTHaHMIO KaK MEXAMCLMMIMHAPHOMY MCCIIeAOBATENBLCKOMY MOS0 M Bbl-
wenwmit nog peaaxkumen Jymssl CaHTyLwu.

Briok «B nouckax npuBexuLLa» OTKPLIBAETCS 3cCe aHOHMMHOro(o#M) aBTop(KK)
«Pemecrno: 0 HeoCIOPPEANUCTUHECKOM NMPUBEKMLLE POCCHMICKOrO COEMMHUCT-
CKOTO MCKYCCTBA», B KOTOPOM aHANM3MPYIOTCS apT-NPaKTUKA HOBOTO MOKOMEHMS
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POCCUMCKUX XYAOKHUL, — B 4YacTHocTW, Anucel loplueHnHon u KatepuHb
JTyKMHOM — UM UX B3aMMOAEMCTBME C 30TEPUKON U OKKYIIETUSMOM.

Cratbst «"BepsiMH CMOTPUT CTPaHHYIO BLICTABKY PYCCKOMO MCKYC-
cTBa": ocBeLyeHue B npecce BoicTaBku “Erste Russische Kunstausstellung” (1922)
M BOCMPUSITUE MOLEPHMCTCKOTO MCKyccTBa Poccum» nocesieHa Tomy, Kak Kpu-
Tukn Belimapckoit pecnybnuku oT3biBanmch O nepeoi B [epmaHmu BbiCTaBKe
Kasumnpa Manesmda, Bnagummpa TatnuHa, AnekcaHgpa PogyeHko u ppyrmx
npeacTaBMTENEN aBaHrapaa.

B 3cce «OcBoGowaeHMEe OT 3MUCTEMMHYECKOrO  HACUMMSL.
CospemeHHble poTorpadibl, MeHsiiowme ob6pa3 AdpuKmu» aHOHUMHbIN(as)
aBTop(ka) MOKAa3bIBAET, KAK Yepe3 MPUCTabHOE M3yYeHWe FOPOACKMX MPO-
CTPaHCTB (POTOXYAOKHMKM CO3AAIOT BO3ZMOXHOCTb CyObEeKTUMBHOrO, cBO6OA-
HOro OT (MOCT)KOMOHMASbHBIX CTEPEOTUMNOB B3MSALa Ha CTpaHbl 3anagHom
Adppukm.

B ctatbe Codpbm Pycckmx u Monuubl Kosanéeor (aBTopku ny6su-
KyIOTCSl oA nceBgoHumamm) «YuebHuk pycckoro. Mpobnembl npenogasaHms
PYCCKOrO 5i3blKa TPYAOBbIM MUMPAHTaM U YNIEHaM MX cemelt: 0630p y4eBHOo-me-
TOAMHYECKMX KOMMIEKCOBY» aHaNM3uUpYloTCs CYLLECTBYIOLLME CEroAHS y4ebHble
nocobusi MO PYCCKOMY Si3blKY AJisi TPYAOBbLIX MUIPAHTOB. ABTOPKM pPaccMaTpu-
BalOT Y4€OHWKM C aHTPOMOMOrMYECKOM, NeJarorMieckoi M NMUHFBUCTUHECKOM
TOYEK 3PEHMS B LUMPOKOM KOHTEKCTE MMIPALMOHHOM CUTYaLMu B COBPEMEH-
HoM Poccum.

B acce «lpubexmnia B TBOpyecTBe J1n3 xoHcoH ApTtyp» [d3umdba
MeTepc pa3bupaeT KOHUENUMIO NPUOEHULLA B OTHOLLEHMM AMACMOPANbHBIX
M NMOCTMUIPAHTCKUX MAeHTU4HocTel. lNeTepc aHanu3mpyeT paboTbl POCCHM-
CKO-raHalncKom dhoToxyaoHuLbl JTu3 [xoHcoH ApTyp, KoTopas Ha NpoTsixe-
HuuM nocnegHmnx 30 net cobupaet Black Balloon Archive — BuayanbHbIN apxuB
O U3HU U KynbType adopUKaHCKUX AUacrop.

HaHHa ByneHkoBa B cTaTbe «3emns KaK ybexuile B 3Komornde-
CKOM Hay4HO-CPaHTACTUYECKOM COBETCKOM KMHO “Hepes TepHuu K 3Be3gam’»
aHanM3upPyeT TEXHOHAYYHbIM 3TOC COBETCKOM MOAEPHOCTU, KOTOPbIM CMOoco6-
CTBOBas Pa3pyLLEHMIO MPUPOZHOM cpeabl B XX BEKe, M ero penpeseHTaLmio
B Hay4HO-MOMyNsiPHOM KMHO. ByfeHKoBa mokasblBaeT MpPOTUMBOPEYMS, KOTO-
PbIMM HaMOMHEHO MPEeACTaBNeHWE O 3emine KaK MAeanbHOM SKOMOrMYECKOM
3aMoBeHMKE.

The February Journal HaxognTcsi B camom Havane ceoero ctaHosneHus. Ho yxe
CEeMYac MOKHO CKa3aTb, YTO Mbl Obl M JaribLUE XOTENM BUAETb YPHAs BHE MHCTU-
Tyumi. DTa Uerb OTKPLIBAET MHOKECTBO BO3MOXHOCTEM, HO M CO3Aa€eT TPYAHO-
CTU, M MOITOMY Mbl MPOCUM KOJSIIIET M YUTATENEN HAM MOMOHb. DTO MOXET BbITb
bMHAHCOBas MOAAEPKKA, MOMOLLb B paboTe Hag BbiMyCKaMM MIM PacipocTpa-
HEHMe yxKe OnybrnMKOBaHHbIX MaTEPMAnoB — Mbl Byaem GnaroaapHsl MoGomy
BKIagy B Hawe obwee geno. Muwwute Ham Ha info@thefebruaryjournal.org.
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Besyrnos [l (pegn) (2021) Xpectomarusi Hay4Horo xypHana The Garage
Journal. MockBa, My3elt coBpemeHHOro McKyccTBa «lapa».

Lintata u3 dounbma-cumeona OTtrenenn «MHe ABafuaTh NET» pexuccepa
Mapnena Xyumesa (1965).

XoTs coBeTcKoe OBLLECTBO ObINIO MPOHM3AHO MOMUTUKOM, SI3bIK COBETCKMX
raseT, NponaraHAUCTCKUX NMPa3AHMKOB, OTHETOB NMapPTOPraHM3aLMiA 1 MPOY.
6b11 @BCONIOTHO NULLIEH MOMUTUYECKOTO. BbIXONOLLEHHOCTD U hopmanmam
TAKOrO POAA TEKCTOB JMLLAM MX CBSA3M C PEaNIbHOCTBIO M CYOBbEKTHOCTBIO
KaK TakoBo. [ogpoBHee o coseTckom si3bike cm.: FKOpyak A (2014) 3To Bbino
HaBcerza rnoka He KoH4Mnocb. MockBa, HoBoe nutepatypHoe o6o3peHme.
B pyccKosi3bIMHOM KOHTPMYONMUYHOM cdhepe 3TU MOHATUSI celyac aKTUB-
HO oBcyxpaatotes. XayctoB (2022) BUAUT «HEKPOMOMMTUHECKMM HOBOSI3»
HacneAHUMKOM MO3[JHECOBETCKOrO HOBOSI3a, AOLUEALLEro A0 Hac B 3TOM
AKOObI HOBOW chopme HeCMOTPS Ha NpeanpuHsTbie B 1990-e 1 2000-e rogp
KPUTUYECKME MOMbITKM Er0 MEPECMOTPETD UITU YHUHTOXMUTb — HamNpUmep,
B ounbme «Ipy3 200» (2007) Anekces banabaHosa. Hanpotus, AnekcaHap
CaitruH (2022) cunTaer, 4To Boriee KOPPEKTHBIM A ONUCAHUST KOMMYHMKa-
TUBHOM CUTYyaLmKM B ceropHsiLuHen Poccum TepmrMHOM SIBRISIETCS «HEKPOSI3»:
TOrAa Kak HOBOSI3 MPEAMoNaraeT COKPaLLEHNe KONMMYECTBa COB U HaZene-
HUE WX MPOTUBOMONOKHBIMU CMBICTIaMM («BOMHA — 3TO MMP»), HEKPOSI3
3HAYUTENBHO PACLUMPSIET NEKCUYECKMI annapat, YTOObl CKPbITb PeanbHOCTb
(He «BOMHa», a «crieumanbHas BoeHHas onepauusi») (Cairud 2022).

BnarogapHocTn

Mbl 6narogapum Briaga Ctpykosa m lOpus KOpkuHa 3a nogaepskky M nomoLLb.
OrpomHoe cnacMbo HalwmMm Hay4dHOMy cekpeTapio AHe MNaHaypu, KoppekTo-
py 1 nepesogumky nanacy Camngeny, koppektopy M. M., aiTu-cneumanucty
E. P, Bepcranbwmue One Her u gusannepy Hell Kit. HakoHeu, mbl 6naro-
apHbl Myselo coBpemMeHHOro uckyccTBa «lapaw» 3a BO3MOXHOCTb MCMOSb-
3oBaTb nnatchopmy xypHana The Garage Journal (2019—2022) kak 6Gasy

ons

CO34aHNA HOBOro, HE3aBUCMMOIo U BHEUHCTUTYLMUOHANIBHOIO Hay4YHOro

npoekta — The February Journal.
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MosKeT nu nepeBogYMK roBOPHUTL! 3amedHaHus
K nepesopy ctatbk Pos BarHepa «Mon4aHue
KaK CONpOTUBIeHME CyObeKTy, unu MoxeT nu
cybanTepH XpaHUTb MOMHaHUE?»

[Metp BaBuH

KoHuenTyanbHble paboTbl B 'yMaHUTAPHbIX AMCLUMMAMMHAX YacTO CTaBsAT nepe-
BOAYMKA MEepes AUNEMMOM: C MAKCMMAITbHBIM MOYTEHMEM OTHECTUCh K aBTO-
py, Npegnonaras 3a KaXAblM CIOBOM, CMHTAKCMHYECKMM OBOPOTOM, CKOBKOM,
3HaKom npenmHaHms (1) uan BeIBOPOM YaCTM PEYM CMBLICIIOBOE HaMOSTHEHME,
KOTOPOE HAAO LOHECTW 4O YMTaTesNisl B MepBO34AHHOM chopme, He pacrne-
CKaB HM Karmiu, — WM e no3aboTUTbCs O uMTaTesnie, NepPesivB MCXOLHbINA
NpPoAyKT B 6onee yooOHylo hopmy, C HEM3BEKHOCTLIO Tepsid B NpoLecce ne-
penvBaHus Kakue-To AeTanu, HO obneryas npouecc Bocnpusitus? PelieHune
MOMET 3aBUCETb OT MHOMMX DAKTOPOB — ChOpMaTa TEKCTa, CTaTyca aBTopa,
SIMYHBIX NPEANOYTEHUM NepPEBOAYMKA/PEaaKTopPA. ..

Poit BarHep He ocTaBnseT 60nbLUOrO MPOCTPAHCTBA ANs BbiGO-
pa. B memopuanbHoi 3ameTre Ha caite Anthropology News ero Hazsanu
MHTENSIEKTYaNbHbBIM TPUKCTEPOM», M B 3TOM CTaTbe OH MPEACTAET TaKo-
BbIM B NoJIHOM mepe. Bce HaumHaeTcs ¢ rmaBHbIX repoes cTaTbu M BbiGopa
cumBosria gns Mx obo3HadeHus. CUMBON «», UCMOSb3YEeMblM KaK MOASIEXa-
LLee Ui JOMOSIHEHME, U B OPUIMHANE MOCTOSIHHO LEMNSISET, KaK dhanblumeast
HOTa B My3blKallbHOM MPOM3BEAEHMM, HO B PYCCKOM BapuWaHTE OH CO3JaeT
ewe 6onblUe CIOKHOCTEN 4SS YMTATENS M3-38 HEBO3MOXKHOCTM M3MEHEHMS
ero no nagexam. Ho oTkasaTtbcs OT 3TOro cMmBona B nosib3y Yero-to Gornee
HelTpanbHoro (Hanpumep, TpaauumoHHoro N) Gbino 6bl HecnpaBeanMBbIM
MO OTHOLLEHMIO K ABTOPY YMPOLLEHUEM.

BTopoi UCTOYHMK CROXHOCTM TEKCTa — €ro MHTENSIeKTyasbHast
reTeporeHHOCTb. BarHep HamepeHHO MCMonb3yeT MPUHUMI JIOCKYTHOrO
ofesina, CoeaMHsis roToBble KOHUEMTbl APYrMX MbICIIMTENIEN, U HaHW3bIBaeT
Ha «TEKCTUIIbHYIO» MeTacbopy Becb CBOM TeKCT. B pesynbraTte aBTOpPCKMA
TEKCT B CBOEN TEOPETUHECKOM YaCTU MPELCTABNSET COMETaHUE TEPMMUHOB Ta-
KMX pasHbix mbicnuTtenen, kak barai, Bogpuitsip, Oyko, Iakan u Oeppuaa.
Y KaMZoro 13 HUX ecTb CBOSI MEepPEeBOAYECKasl TPAAMLUMS B PYCCKOSI3bIMHOM
MHpE, M 3TO elle Borblue OrpPaHUYMBAET MPOCTPAHCTBO 4SS MaHeBpa rne-
peBogymka. M ana BarHepa npuHUMNManbHO BaXHO, YTOObLI B €ro criope co
CrivBaK M ee Komnneramu 3Ta CBs3b C PPAHLY3CKMMM TEOPETMKAMM OCTaBa-
Nachb OLLyTUMOM.

ABTOP CTaTbu OTAENBbHO MOAYEPKMBAET, YTO MULLIET «B aKagemude-
CKOM KoHTeKcTe». K coxanenmio, Tpaguums nepesoda ppaHUy3CKMX MbICITU-
Tenei BTOPOM NonoBMHbI XX BEKA «B aKaAEMUHECKOM KOHTEKCTE» BO MHOTOM

The February Journal

25



LWna no MyTW «IaTUHKU3aLMM» PYCCKOrO s3blka. Mexay CroBamu, UCMonb3y-
embimm Qyko, Jeppuaa v bogpuitspom, U peubio 0BLIMHOMO YerioBEKa CTa-
BMSIACb MPErpaga U3 «AMCKYpCca» — Mperpaga, KOTOPOM He CyLLecTBOBasio
HU ANa PPaHKO-, HUM AN aHrnos3biYHoro YmTatens. Kasanocb 6bl, 3Ty npe-
rpajy CErofHsi yXe MOMNHO MPEeOoAOneTb, HO 38 BPEMS MyTU 3T TEPMMHDI
06pPOCnN CBOMMM CMbICTIaMU — KM OBOMTUCL 6e3 HMX YyXe He BCerga BO3-
MOXHO. CerofHs KaXeTcsi, YTO B GOMbLUMHCTBE CNy4YaeB «AMCKYPC» MOXKHO
6bio 66l M nepesecTy (BbIBMpPas MO CUTYaLMM «Amanor», «becena», «peyby),
HO TOrAa AnNs YMTaTENs YyTPATUTCS OTChIIKa K TeopeTuieckum mogensm DOyko,
M MOCTPOEHUS aBTOPA FNMULLATCS BaXKHOM OMopbI.

OaHUM 13 MOKa3aTeNbHbIX MPUMEPOB MOMET CIYXMUTb CIIOBO
«cyBanTepH», UCMonb3oBaHHOe B 3aronoeke ctatbu. Korga 3to croso cra-
O UCNONb30BaTbCA B MOCTKOMOHMANbHbIX WTYAUAX, B YAaCTHOCTU B CTaTbe
lastpu Cnueak 1988 roga, ¢ KoTopol nonemmsupyeT BarHep, ero eLle moxxHO
6bINO MbITATLCS MEPEBECTU KaK «YTHETEHHbIMY, KYHUKEHHbIN» UIM «MOAYMHEH-
HblM». Ho ceropHs, Koraa CMMCOK KaTeropuit Niogei, K KOTOPLIM YKe npume-
HSIETCS 3TO COBO, CTan GECKOHEYHO LUMPOK, Miobble TakuMe NepeBoAbl OKa-
XyTcs cnuwkom y3kumu. M ecnu Cnueak 1 ee Konnern Bo BTOPOM MONOBUHE
XX Beka 3a4acTylo roBOPMIM AEMCTBUTENBHO 06 «yrHETAEMbIX» U KyHMKae-
Mbix», TO BarHep B Hayane 2010-x NpUBOAMT NPUMEPbI TAKMX «CYyBanTEPHOBY,
KOTOPbIX HEBO3MOXHO OGBEANHUTL MOA KAKMM-TO 30HTUYHBIM TEPMUHOM, CO-
LepralluMm Apyrue KOHHOTaumK. AIKUMPCKUIA NMOBCTaHEL, NManecTUHCKWUM na-
CTYX, EBPENCKNIA TOMOCEKCYan — [a, BCE OHU NPOTUBOCTOST KAKOM-TO CUIE,
HO CAaMO MX MO3MLMOHMPOBAHME OTNMHAETCS OT GECMOMOLLHOM MNaCcCUBHOCTU
«YrHETEHHbIX»/ «yrHETAEMBIX» UIM «YHUXEHHBIX». Bonee Toro, B cBoen cTaTbe
aBTOP BO MHOIMOM YMMPAET Ha TO, YTO BCE 3T CyBanTepHbl OKa3blBAKOTCS
MOSMHOLEHHbIMU YHaCTHUKAMM AMANora, U MOAYEPKUBAET, YTO MOMYaHME WX
He BbIHYXAEHHOE, a8 OCMbICTIEHHOE, OBnagaloLee Lienbio, CMbICIIOM, CUITON
BO3JEMCTBMSA Ha cobeceqHMKa.

[la, nepeBogymMK B CUTyaLMM KOHLEMNTYanbHOro aBTOPCKOrO TEKCTa,
MOCTPOEHHOIrO BO MHOTOM HA «HY3KMX» KOHLEMTaXx, oLlyLaeT cebs cybanTtep-
HOM B $I3bIKOBOM OTHOLLUEHWW M BbIHYXAEH MpurywaTts (HO He 4O YPOBHS
MOMYaHMs) CBOM A3bIKOBblE YyBCTBa. Ho «mogunHeHue» 3To — 0Co3HaHHOoe,
M OTCYTCTBME YMNPOLLUEHMUS JKU3HW YMTaTeNIO BbINO HE CaMOLenbio, a NULLb Aa-
HbIO YBaXEHWUS aBTOPY M Ero CTPEMIIEHUIO 3asIBUTb O CBOEM NO3ULMM «B aKa-
LEMMYECKOM KOHTEKCTEY.
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Poit Bartep

MonyaHue Kak conpoTHBIIEHMEe CYObEeKTY,
unu MoxeTt nu cybantepH XpaHUTb MonyaHue?’

Poit BarHep

B TekcTe cTaTbM paccmaTpmBaloT- MOJTHaHMS MO3BOJSISIOT YENOBEKY OKa-
CSl HECKOJSTbKO CIy4aeB MOSTHaHMs 3bIBaTb COMPOTMBIIEHME LABEHMIO,
CyBanTepHOB B Ka4eCTBE NMPUMEPOB HE MPMHMMAsI YETKO apPTUKYSIMPOBAH-
MMUKPOMOSIUTUHECKOTO COMPOTUB- HOM CyGbeKTHOM no3uumu. B ctatbe
nenus. Ha ocHoBe 3Tux npumepos AHANMU3UPYIOTCA CUIMa MOSHaHUS,

9, ucnonb3ys naeun Crivsak, batas, YCIIOBUSI BO3MOXXHOCTM MOSTHaHUS
®Oyko v bogpuitsapa, «cumsaio» M €ro rnosoXeHe OTHOCUTESTbHO
TEOPETUHECKYIO MOAENb, KOTOPast penpeseHTaLmu.

OOBSICHSIET, KaK NepPdPOPMaTHUBHbIE
Keic 1: noTeHumanbHas cuna monyaHus

«B aHBape YnpasneHue ummurpaumm apectosasno HemssectHoro. Odomueps,
YBMAEB LBET KOXM apeCcTOBAHHOIO, MPeArnofioKMIM, YTO OH MPaX4aHWH of-
HOM M3 adppukaHckmx cTpaH. C MOMEHTa apecTa, Ha MPOTSHEHUM MOHTH
5 mecsiueB, HEeM3BECTHbIM He BCTYMAN B KOHTAKT C OKPYXAIOWMMM TIIOLbMM,
HE rOBOPMIT U HUKAK HE KOMMYHMLUMpPOBas. bonbLuyio YacTb BpemeHu oH ne-
YMT Ha KPOBATU U CMOTPMT TeNneBm3op (Mnu NEXMT, YCTAaBMBLUMCL B BbIKIIO-
YeHHbIM 3KPaH). <...> HUKOMY He yAanocb yCTaHOBUTb, MOYEMy 3a4epPXHaHHbIMN
HE roBOPUT M HE KOMMYHULMPYET. Ero gepat nog apectom yxe no4tm 5 me-
CALEB, M €CTb OMaceHMe, YTO OH OCTAHETCS B 3aK/IOYEHMM eLle HaAosro»
(Sa'ar 2004).
B npotokonax uspannbckoro HagsopHoro TpmnbyHana monyanmebii
3a[ePKaHHbIM YNMOMUMHAETCS KaK «aHOHWMY, «InyxoHemol [DxoH [doy», a Tak-
we Kak rpaxaaHuH «Hurepun(?)» (Custody Courts 2004). Storo monyauero
3a4epaHHOro s 6yay 0603Ha4YaTb CUMBOSIOM «;», PABHO KaK M APYrMx Mos-
YasMBbIX MEPCOH, O KOTOPLIX MoMAeT pedb ganee'. B otcytcTeme peun u go-
KYMEHTOB MOEHTU(ULMPOBATL ; HEBO3MOXHO — W MO3TOMY €ro HEBO3MOXHO
fieransbHO AenopTupoBaTth. Ho 3To He o3HavaeT, YTo ; He CTpagan oT HacUIus
Co cTOpOHbI rocygapctea. CHavana ; 3agepany Ha ABa Mecsua, 3aTem oTny-
CTUIM HA YETBIPE MECALA, CHOBA 3a4epPaliM Ha CEMb MECALIEB, @ 3aTEM CHOBA
OTNYCTUIM B MPMIOT ANst GE3A0MHBIX, TAe OH PaboTasn Ha KyxHe. [0BOM MO3XMe  * Opyrumansras ny6u-
; JKECTOKO M3BUNM COTPYAHMKM UMMMIPALMOHHOM MOMMLMM, UCKABLUME Hene-  Kauns: Wagner R (2012)
Silence as Resistance Before
ranbHbIX MUIPAHTOB. ; APECTOBaNIM, HO BCKOPE OTnycTMrM. HecmoTps Ha Bce 7 Subject, or Could The
3TU MBbITAPCTBA, MOMYaHUE ; MO3BOMMIIO eMy JOBUTLCS TOrO, Yero He CMOFMM  Subaltern Remain Silent?
APYTH1e, OKA3aBLLMECS B €ro MONOMEHMH, — M3BEkaTb AenopTaLmu u nony- 160 Culfure and Society,

29(6): 99—124. Mepesog Ha
YUTb OFPaHUYEHHBIM JOCTYM K CPEACTBaM CIYO COLManbHOro 0BecneyeHms?.  pycckuit Metpa BasuHa.
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Mon4aHue Kak conpoTUBreHne CyGbeKTY, unu MoxeT nu cybanTepH XpaHUTb MONYaHme?

Kto monuut?

Mpekae 4Yem Mbl MPUCTYNMM K aHanu3y MOTeHUMana Cunbl, 3anOXeHHOM
B MOSTYaHUM, M OTHOLLEHWUI MEXAY STUM MOTEHLMANOM U OMMUCAHHBLIM BbilLE
HacuUnMem, CriefyeT MPOSICHUTL, YTO Mbl ByAem MOHUMATL MOA «MOSTHaHUEM>
B PAMKaX 3TOrO TEKCTa.

MonyaHne — 3TOo He abcConoTHas MPOTUBOMONOXKHOCTL PEYM
M He MO3MLMSI OHTONTIOMMYECKOTO Yrpa3AHeHUs. MonyaHWs B MOeM TeKCTe —
3TO PeaniM30BaHHbIE AEMCTBUS. 51 PAcCyXAalo O HUX KaK O «nepdpopmatu-
Bax», AEPKa B YMe HEeJlETEPMUHMPOBAHHOCTb W BAPUATUBHOCTb, 3aNOKEHHbIE
B 3Tom TepmuHe®. Ho 370 He O3Ha4aeT, YTO MONYaHMS MOXKHO YMTaTb TOSIbKO
KaK nepdpopMaTUB, PABHO KaK M HE O3HaYaEeT TOrO, YTO 5 CBOXY PEeYb TOSbKO
K ee KOHCTUTyupyloLemy acnekTy. Jawe OcTtuH (Austin 1976), KoTopbIt OgHUM
U3 NepBbIX KOHLENTYanu3upoBan peyesble aKThl, B KOHLE KOHLOB npobnema-
TU3MPOBAST LEHHOCTb PEYEBOTO aKTa / KOHCTUTYMPYIOLLYIO PEYEBYIO AMXOTO-
Muio. B faHHOM TeKCTe 5 crneaylo MCCEROBATENBCKOM TPAAMLMM, B PamKax
KOTOPOM BMECTO CTPEMIIEHMS PaCLUMPPOBAETH MPUUMHBI U 3HAYEHUS MOMYa-
HUS MPEANPUHMMAETCS MOMbITKA MOHSATb, KaKMe 33Aa4M CTOSIT 3@ Pa3HbIMM
MONYaHMSIMM MIK, UCXOAS M3 KOHTEKCTa 3TOM CTaTbM, KAK OHW MOTYT BbICTY-
naTb B KAYECTBE MMKPOMOSIUTUHECKOIO COMPOTUBIEHMS®,

Pamku moero uccnenoBaHus orpaHuyeHbl OnpeaeneHHbIM TUMOM
no3uLMK, U3 KOTOPOM OCYLLECTBASIETCS mondaHue. [lns onpeneneHus sToM
MO3WLMM BAXKHO OTMETUTD, YTO AUCKYPCUBHAS CUTYaLMs MU BOBNEYEHHBIE B HEE
cobecefjHWMKM BIUSIOT Ha TO, YTO AEMCTBUS YENOBEKA MOTYT BbiTb OXapaKTepU-
30BaHbl Kak mondaHue. Cyabs, pacCMaTPUBABLLMI AENO ; B MCUXMATPUHECKOM
KnnHuke beap-LlleBbl, NOCTaHOBMN, YTO «3aAepPKaHHbIN OTKa3arncs CoTPYAHU-
YaTb C MOSMLMEN M, MOMUMMO MPOYEro, OTKa3arcs Ha3BaTb CBOE UM U NioByio
LPYryIo naeHTUdULMpyoLwero ero nuyHocTb MHdhopmaumio» (Custody Courts
2004). Ho ueTbipe mecsua cnycTs ApyroM cyabs Hanucan us Tiopbmbl Lloxap
O TOM, YTO 3aKJTIIOHYEHHbINM «HEMOABUKHO NEXKUT AHAMM, HEAENSMU M MECSLA-
MU, HE OTBEYAET OKPYHAaIOLLUMM, BPemeHamn TpeByeT CPOYHOM rocnuTanu-
3aUMM M3 CTPAxXa 3@ CBOIO MU3Hb» (HECMOTPS Ha TO YTO «BbILLEYNOMAHYTHIMN
MHAMBUE OblN NOMELLIEH B MCUXMATPUYECKYIO KIIMHWUKY, KOTOPasi MOATBEPAMIA
M pa3peLumna ero 3aknodeHune nog ctpaxy») (Custody Courts 2004). C gpy-
roi cTopoHsbl, B Hosi6pe 2005 roaa Bpay, OCMATPUBABLLMI ; Nocne n3bueHus
coTpyaHMKamn MIMMUrpaLMOHHOM NOMMLMKM, MOCTAHOBWI, YTO | «FIYX U HEM,
HE M3bSICHAETCS Ha MOHSTHOM SI3bIKE, HO MOHMMAET si3bIK JecToB» (Hotline for
Migrant Workers NGO 2005). PesynstaThl ToMOrpadomu noKasanu Hamnmume
B JXeryAKe Y ; MOCTOPOHHEero npegmeta. Bpaduy yaanoch BbICTPOUTL KOMMY-
HUKALMIO C ; U YCTAHOBWTb, YTO TOT «HMYEro HEe FfoTan, B TOM YMCre nakeT
C BELLECTBaMM, U MOHWUMAET, YTO €CNK OH MPOMNOTMI 3anpeLLeHHOe BeLle-
CTBO, TO emy rposuT onacHocTb» (Hotline for Migrant Workers NGO 2005).
Mepen Hamu TPU PasHbIX ONMcaHUs ; (OCO3HAHHO OTKA3ABLUMMCS OT KOMMY-
HUKaLMM YENOBEK, HEMOABMIKHBIM MAaLMEHT U TTyXOHEMOM KOMMYHULMPYIO-
LUMI YETOBEK), M 3aBUCSAT OHM OT MO3MLMKM HAaBMIOAATENS U CNocoBa, KOTOPbIM
MOMYaSMBLIM MHAMBUE, BbIPaXKaeT CBOE MONMYaHMe’,
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MocnenHuit naparpadh ogHOM M3 LeHTpPanbHbIX PaboT B obnacTh
NMOCTKOJIOHMANbBHOM Teopun — «MoxeT nu cybantepH roBopute?» lasTtpu
CrniMBaK — HaYMHAETCs C YTBEPKAEHMS, YTO «CyBanTepH HEe MOXET roBo-
puTb» (Spivak 1988: 308). Ho, kak mbl yxe BMAENHU, HECMOCOBHOCTb FOBOPUTD
3aBMCUT OT CUTYyaLmMM M NapTHepPOB no auanory. Npobnema coCTOUT He Tosb-
KO B NUHIMBUCTUHECKOM Bapbepe, HEBO3MOXKHOCTM BbICKa3aTbCs WM ObiTb yC-
NbILIAHHBIM (3aMaNYMBAHME), HO M B AMCKYPCHMBHBIX MEXaHM3MaX, KOTOpPbIe
LenaloT NPOTeCcTHble YTBEPKAEHMS ; BGeccMbiCeHHbIMM, BGecrnonesHbIMM
M HEAOCTOMHbIMU BOCMPOU3BEAEHMS], B TOM YMCIIE C TOYKM 3PEHMUS CAMOTO ;.
CyBanTepH He MOXET roBOPUTb Tam, FAE Pedb OMOoCPeAoBaHa UHTepnpeTa-
LMEN M MEXAHW3MaMM BOCMPOMU3BEAEHMUS, HEe LOMYCKAOLMMK BbIPaXKEHUS
BIIaCTU MOCPEACTBOM PEYM.

CnuBaK OMMUCHIBAET CIIOXHOCOCTABHYIO MPUPOLY 3TOTO MEXaHW3-
Ma TaK: C OOHOM CTOPOHbI, OHa YTBEPXAAET, YTO «3a npenenamu [MoHATH
darstellen u vertreten®] yrHeTeHHble CyGbEKTbI FOBOPST, 3HAIOT U AENCTBYIOT
camu 3a cebsl — 3TO BEAET K YTOMMYECKOM, ICCEHLUMANMUCTCKOM MONUTUKE»
(Spivak 1988: 276)"; c mpyroi cTopoHbl, oHa oTeepraeT Teanc Oyko o Tom,
4YTO «penpeccrn OYHKLMOHMPYIOT B Ka4ecTBe <..> TPeBGOoBaHWM MOMYaHus
U yTBEPKAEHUI He-cylecTBoBaHUsy (Spivak 1988: 306). Mo mHeHuio Crnmeak,
«HET TAaKOro MEeCTa, M3 KOTOPOro CEeKCYanM3MPOBAHHO YrHETaembl CyGbeKT
MoxeT rosopuTb» (Spivak 1988: 307). Ho 310 «mecTo “ncHesHoBeHUs» — me-
CTO, FAe ; MOMYUT — OHAa XaPaKTEPM3YET KaK «HEYTO OTIIMYHOE OT MOMYa-
HMUS U He-CYLLeCTBOBAHMUS — JKECTOKasl anopus Mexay cTaTycamu cybbekTa
1 oBbekTa» (Spivak 1988: 306)°.

OTa anopus OCTaeTcsl TEOPETUHECKOM M MPaKTUYECKOM npobne-
MOW ANS TeX, KTO MbITAETCS BLICTPOMUTL CBS3U MEXKAY KPUTUYECKON TeopHen
M nonuTUYeckol npakTmkoi. C yHeTom aKTyanbHOro TEOPETUYECKOTO CPOKY-
Ca Ha Pa3NUYMsX U MIIOPANM3ME MHEHMI, @ TaKKE NPaKTMYECKoro dooKyca
(Mo KparHen mepe, Y MEHsI MMEHHO TaKOM) Ha MPSIMOM AEMCTBMM U COyYa-
CTBYIOLLEN CONMAAPHOCTH, BO3HMKAIOT ClEAYIOLUME BOMPOCh:: KaK n3bexaTtb
ynpasgHeHus CyBanTepHOB M MX MaprMHanu3aumM Yepes penpeseHTaumio?
M crepyet nu nombitaTbCsi NepeddopMynMpPOBaTbL MPOTUBOPEYMBLIE AUC-
KYPCHBHbIE MO3MLUMKM CyBanTepHOB B Goriee mocrnefoBaTeribHble, MW Mnpa-
BMITbHEE M3Y4YWTb TO, KaK YEPE3 3TU MO3ULUM MOKET ObiTb BhIPAXKEHa cuna?
CnepoBaTenbHO, MOME3HO COCPEAOTOYUTLCS 3L4ECb HAa MOMYaHMM, KOTopoe
cyBanTepHsl, }uByLUME B nocTynupyemor CrnBaK «KECTOKOM anopmu», xpa-
HAT OCO3HAHHO.

Mbl BOMKHBI MOMHWTL, YTO MONYaHWe CybanTepPHOB MPOUCXOAUT
BHYTPM Pa3HbiX BAACTHbIX CTPYKTYP, U NPUBOAUMBIE HMXE NPUMEPDLI EMOH-
CTPUPYIOT, HACKOSbKO OTAMYHLIMKU MOTYT BbiTb CMOCOBbI, MOCPEACTBOM KOTO-
pbIX cybanTepHbl NPOTUBOCTOST 3TUM CTPYKTYpam. [pumepbl B 3TOM TeKcTe
0BbeauHSIET He OBLLUMIN HMU3HEHHbIM OMbIT, @ TO, YTO OHW KOHCTPYMPYIOTCS
B KaYeCTBe anopEeTUHECKUX MOCPEACTBOM AUCKYPCUBHOMO HABS3biBAHMUS KOH-
CONUKTYIOWMX NO3UUMI CYyEGbEKTa M OObEKTA.

Mos uenb cOCTOUT He B TOM, 4YTOGbI O6OOLLATL MMM pPacKnagbl-
BaTb MO MOSIOYKaM Pa3Hble Crly4au MOSNYaHMs, a B TOM, 4TOOBLI pazobpaTb
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Mon4aHue Kak conpoTUBreHne CyGbeKTY, unu MoxeT nu cybanTepH XpaHUTb MONYaHme?

BO3MOXXHOCTU COMPOTUBNEHUA Yepe3 MOJTHaHMUe. |_|03TOMy Ha OCHOBE He-

CKOJIbKMX MPMMEPOB § NOCTapaloch (OTTANIKMBAsICb OT CAPOPMYNUPOBAHHOM

CnvBaK anopum «Mex gy ctaTycamm obbeKTa M CyObeKTa» U OT HeCcTabubHO-

CTW, CBOMCTBEHHOM 3TOM anopuM B NPOLEcce peanmusaumm) CLUMTb MO MPMH-
LMY KBUITUHIE® HECKOMBKO AOMOMHSIOLUMX APYT APYra TEOPETUHECKUX MOLE-
nen monyaHus cybanTepHOB. ITU MOAENM MO3BONSAIOT KPUTUHECKU MOJOMTH

K aKCHUOME, YTO MOJTHaHME eCTb Pe3ynbTaT 3amanymBaHud, U Cd)OpMMpOBaTb

npenctaBneHne O MONYaHUU Kak cnocobe MoSIMTUYECKOro conpoTUBNEHUS.

[MpennoxeHHble MHOM MOZENM OMUPAIOTCS HA HECKONBKO TEKCTOB CTPYKTY-
PaNUCTCKOM M MOCTCTPYKTYPANMCTCKOM Tpaguumi. Hu oguH 13 uMTUpyembix
MHOW MbICIIUTENEN HE NPOBOAMI LeNeHanpaBneHHOro UCCNefoOBaHUS MOI-

YaHUA UM ConpoOTUBNEHUA. A nonarato, YTO B aKaAeMUHYECKOM KOHTEKCTe,

K KOTOPOMY $i ceBsi OTHOLUY, MPOAYKTMBHEE OCMBICASTL aKTyarnbHble Mpo-
Griembl Yepes NPU3My MOCT/CTPYKTYPANUCTCKOM TPAAULMM, HE TPATsl BPems
Ha pacKrnagbiBaHWe 3TOM TPagULUMM Ha B3aMMHO MPOTUBOMONOXKHbIE Momnoca
(cTpyKTypanusm vs. ero nocTeepcus).

Keric 2: 60i1 mexxay monvaHMem U pedblo

A., coTpyaHMK cbpaHLy3CcKoi cnyx6bl 6e3omacHOCTM B Amkupe, mpuLlen
Ha npuem Kk OpaHuy DaHoHy. MaumeHT cnbiKT ronoca no Hodam. Yepes He-

KoTopoe Bpems A. HauMHaeT pacckasbiBaTb DaHOHY O MbITKaX amKMpPLEB:

«MHorga, — OBBACHSET OH, — Thl BPOAE FOBOPULLL UM, HTO €CIIU Y HUX ECTb KaKME-TO CBEAEHMUS ANs
Hac, TO MyCTb BbIKMAALIBAIOT CPA3y, & HE 3aCTaBMSIOT HAC YacamM BbIKMMATbL M3 HUX MHCpOPMaLMIO
Kanns 3a kanner. Ho ¢ Tem e yCrexom MOMHO pa3roBapuBaTb CO CTEHOM <..> Pasymeetcs, Ham
NMPUXOAMIOCH 3a4aBaTb MM Kapy. Ho oHu cnnwkom rpomko kpudanu. CHavana meHsi 3To 3abaensino.
Ho notom s Hadan BbixoguTb M3 cebs <..> KoHeyHo, monafjanucb M Takue, KTO HE Kpu4arn: 3To Bbinu
paauKkansl <..> Mbl cTapanucb 3aCTaBUTb MX KPUYaTb, M PAHO MM MO3AHO OHWM CAABAMUCH. DTO YiKe
6bina nobega. Ho mbl mpogomkanu. M 3Haelb, mbl npegnounu 6sl 3Toro He aenats. Ho oHu He winm
Ham HaBcTpe4y. A Termepb 51 ClbILLy 3TU KPUKK Aaxke aoma. OcoBEHHO KPUKM TEX, KTO YMep B OTAerne-
Husix. [lokTop, s 3a6onen ot 3ToM paboTbl. Ecnu Bbl meHs BbineuunTe, 5 3anpoluy nepesog 8o OpaHuuio.

A ecnn mHe oTKaxyT, st yBoniocby» (Fanon 2005: 195—196).

BhisicHsieTcsl, YTO He TOMbKO peyb, HO U MOMYaHWe CyGanTepHOB

OKa3blBaeTcs nonem 6os. M3HadanbHas 3a4a4a COTPYyAHUKA COCTOSANA B TOM,

4TOGbl HAPYLLUTL MOSTHaHME KEPTBbI, AAXKE ECMIM HKepTBe Hevero GbiIo CKa-

3aTb. Ho cuna, NopoXAaemass MONTHaHUEM, U MPOTUBOCTOSLLIEE eMy Hacunue

noApPbIBAOT NCUXMYECKOEe 300P0Bbe HE TOSMbKO ;, HO U TOro, KTO BblAaBlIMBa-

eT u3 ; ronoc. Bnocnegctemmn A. cnydaliHO BCTPETMN OfHY M3 CBOMX XEPTB

B 6or|le4u,e. ®aHoH 3acTan ceoero nauneHTa «NPUCNOHUBLUMMCS K OEepeEBY,

B XONOAHOMY MOTY, B COCTOSIHMM MaHU4ECKOM aTaku». M3-3a 3Toi e BCTpeun

«KEepTBa COBEPLUMIIA MOMbITKY CamoybuicTBay.
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MepBas mopenb: Ha ocHoBe YTeHUs Bataem Tekcroe fe Capa

MpucTynum K aHanusy nonst 608, NPesCcTaBNeHHOro B NPUBEAEHHOM BbilLe
npumepe, — Morss, Ha KOTOPOM MOSHaHUE PEeasiM3yeT CBOKO NMOTEHUMANbHYIO
CUIy M NPOTUMBOCTOMUT BracTU. Hibke s NnpuBoxy doparmeHT aHanusa noeege-
Hus ge Caga, HanmcaHHoro YHopywem Bataem B paboTe «IDpotusm» (Bataille
1986). «[le Can, — o6bscHsieT baTalt, — roBopMT, HO BLICTYNAET rNaLlaTaem
MOMYaNIMBOM XM3HM, MPEAENBHOIO U HEU3BEKHO GE3MONIBHOMO OAMHOYECTBA»
(Bataille 1986: 188—189). baTait nomewiaet e Caga mexay

«OBYMSI reTeporeHHbIMM, HUKOrAa He CMELUMBAOLLMMUCA CTOPOHAMMU JTIMHHOCTM. O,D,Ha CTOpPOHa —
ueneycrtpemrneHHasa, npmaaloLllas 3Ha4YeHNe YTUITUTAPHbBIM, @ MOTOMY BTOPUYHBIM LIENSM; 3Ta CTOPOHQ,
o KOTOpOl;I HaM U3BECTHO. ,D,pyraq CTOPOHa — MepBUYHAA U CyBEpPEeHHAas; OHA MOXET MPOABNATbCS,
KOraa nepeada He df)yHKLIMOHVIp\/eT, TaKXe 3Ta CTOPOHAa MOXET 6bITb 3aTyMaHeHHOl;1 nnn ocnenuTenbHO

SICHOM — B NIOGOM CIly4ae OHa YCKOSb3aeT OT TOro, YTOGLI Mbl CMOTTIM ee orno3HaTby (Bataille 1986: 193).

MepBas cTopoHa o6nafaeT «s3blKOMm, [KOTOPLINM] MO onpeaeneHuio
€CTb MPU3HaK UMBUIM3OBAHHOIO YENIOBEKa», & €e MPOTMBOMONIOKHOCTD —
3TO CTOPOHA «HACUIIUSIY, KOTOPOE «MOSHUT»: LUMBUNM3OBAHHAS PEYb MPOTUB
Mmonyanueoro Hacunus (Bataille 1986: 186). Mo cnoeam Batas, «umeunmza-
LMs M 93bIK CDOPMUPOBANUCH TaK, C/TOBHO HacMIIME — 3TO HEYTO BHELLHee
(Bataille 1986: 186) (kypcuB MO, 3aMOMHUTE 3TO MECTO, Mbl BCKOPE K HEMY
BepHemcs). CriefoBaTernbHO, «OBbIAEHHDINM A3bIK HE BbIPAXAET Hacunme <...>
Ecnu Hacunme cniyqaeTcsi, @ OHO Cry4aeTCsl, TO Ero XapaKTepU3YIoT KaK oLnG-
Ky», HapyLLUeHWe yCTaHOBMNEHHOro nopsifka eeluei. Ho «Hacunue ynopcrteyet
<..> M eCnM 3bIK CTapaeTcsl OBMaHOM CMAIMTL [Hacunme], To oBegHsieTcs
A3blK <...> @ He Hacunue» (Bataille 1986: 186—187).

De Cap BaxeH ans batas, noTomy 4TO €ro «TeKCTbl pacKpbiBa-
IOT aHTMHOMMIO HACUNUS U oco3HaHHocTMy» (Bataille 1986: 194). Oe Cag nu-
LUET HA MPaHWLE MEXKAY LMBUIM3OBAHHOM PEYBIO U MOMYANIMBLIM HACUITUEM.
OH nbITaeTCs UTb OAHOBPEMEHHO B 3TUX [IBYX «T€TEPOreHHbIX CTOPOHAX.
MorpaHnyHoe nucbmo nomeraeT ae Caga B MO3MLMIO, KOTOPYIO «HOPManb-
Hble Mioaun <...> OYEBMAHO He MOTYT MOHSTb. Ero monb6a, nonbiTka 3alumLaTh
TO, YTO HAXOAMTCS BHE MPEAENOB OCMBICIIEHHOM PeYM, “HE MOMKET MMETb Ka-
KOro-TO CMbICNa"». BeccmbicneHHOCTb PacMpPOCTPAHSETCS M Ha HEHaCUIlb-
CTBEHHOE MONYaHME ;, KOTOPOE COAUHSIET KakKyLLMECs MPOTUBOMONOKHbIMM
MNOHATUSA.

S Hayan ¢ obo3Ha4YeHHoro baTtaem KOHTpacTa mexay UMBMIM3O-
BAHHOM PEYbIO U HACWIBLCTBEHHbIM MOSYAHMEM, MOTOMY YTO OH OBBLSICHSET
COEAMHEHME MOMYaHMS M HacWnus, OTMeYasi MX obLuee MNPOTUBOCTOSIHWE
[Pa3yMHOM, LMBUNIM3OBAHHOM peyn. DTOT KoHTpacT batait dpopmynupyer
M npobnematusnpyet Yepes npouteHne e Capa, HO B mMTOre onpegensiet
ero Kak 6oree LUMPOKOE SIBIEHWE, CBOMCTBEHHOE COBPEMEHHOMY BypiKyas-
HOMY OBLLECTBY B TOM € Mepe, B KaKOM OHO 6biO0 CBOMCTBEHHO hpaH-
uy3ckok apuctokpatum XVIII Beka. Takaa obLuas dhopmynmpoBKa No3BoNseT
HaM — HECMOTPSI H8 MHOTOYMCIIEHHBIE PA3MMYKUS MEXKAY OypiKyasuer 3moxm
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BaTasi M KOHTEKCTOM PacCMaTPUMBAEMOrO MHOM KeMca — BOCMOJSIb30BaTLCS
€l0 AN aHanM3a OTHOLLEHWM MEXKAY MOMYanMBbIMM CyBanTepHammu M Monu-
LIeCKMMM, OTBEYAIOLUMMM 33 MOPSAOK B COBPEMEHHBIX LMBUIM3OBaHHbIX
rocypapcTteax. MonyaHue adpprKaHCKOro murpaHTa U3 NepBoro Kewca npo-
TMBOCTOMT LMBUIIM3OBAHHOM PEYM M TaKMM OOPa3OM MPEBPALLUAET 3TOro
MUrpaHTa B OBbEKT HacuNus, MOMELLAs €ro B MO3MLMIO HepaLMOHanbHOro
(unreason) (NocpefcTBOM M3BUEHMS, 3aKMIOYEHUS B TIOPbMY MIM MNCMXMA-
TpUUECKyIO NlevyeBHuMUy). MonyaHMe amKUPCKOM XepTBbl, MPOTUBOCTOSLLEE
LMBUAM30BAHHOM peun (BCMOMHUM «MSITKYIO» PUTOPMKY ero myumTens),
pa3XuraeT Hacurme nanadya B OTHOLLUEHMM ;, & MO3AHEEe MPUBOAUT MX OBOMX
K HepaumoHanbHOMY (Unreason) COCTOSIHMIO, MPOSIBASIOLEMYCS B chopmax
NaHWYeCcKOM aTaku U MonbITKM camoybuicTea. OTMETUM, YTO MONYaHMUS ;| —
€ro OTKa3s Ha3BaTb ce6s M COTPYAHMYATbL C NPEACTABUTENSMM CreLcnyX 6 —
He 3alUMLLEHbl MPABOM Ha MOJSTHaHWME, BMMCAHHBIM B TEKCTbl 3aKOHOB Psaa
LIMBUNU30BaHHbIX OBLLECTE.

[ns ganbHelwero pas6opa naei batasg Ham HyXXHO BHUMAaTENbHO
OTHECTUCb K NPEANIOKEHHOMY UM MOHATUIMHOMY annapaTy. BcnomHum Gata-
©BCKOE «CIIOBHO» B €ro OMPEAENEHUM HACUIUS KaK BHELLHENO MO OTHOLLEHMIO
K LMBUIM30OBAHHOMY $i3bIKY SiBNIeHUS. LIMBUNM3aLMOHHDIN AUCKYPC — 3TO Ta-
KOM MOpPSAOK, KOTOPbIM B 3HAYMTENBbHOM CTEMEHM 3aBUCUT OT OTIIOXKEHHOrO,
CYGIMMMPOBAHHOIO M CUMBOMMYECKOrO Hacunus. PeanbHoe Hacunue — fo-
POron U HeHafeKHbIM MeToa MofaepaHus nopsiaka. Ho 31o He o3Havaer,
YTO LMBMNM30BAHHAs PEYb M MONYASNMBOE HACMIIME B3aMMHO WCKIIOYaIoOT
apyr apyra’. Batal npexkpacHO NOHMMAET, YTO OMMO3ULMM «PEYL/MOSTHaHME
U «UMBMAM3AUMS/HACMIIME» MPOM3HOCATCS M3HYTPU LMBMIIM3OBAHHOM peyn
LS TOro, 4ToBbl CKPbITb ee coBCcTBeHHOe Hacunme, MMeHHo nmosTtomy npum-
3HaHMeE NoBeLEeHUS adpPPUKAHCKOTO MMIrpPaHTa MacCUMBHLIM MOMYaHWEM B Of-
HMX CIly4asix M OTKPLITO 3asiBNSIEMOMN MO3MLMEN B APYrMX 3aBMCENO OT KOH-
TPOMMPYIOLMX CUTYaLMIO COBECefHNKOB.

CornacHo Bataio, ge Cag v cam npobremaTUsupyeT Onmno3uumio
«pedb/monyaHme». OH «BbICTYMAET [OT UMEHW] MOMHANMBOM KMU3HM», HO —
MOCPEACTBOM 3TOrO AEMCTBMSI — Cam He xpaHuT mondanue. [e Cap «Bbi-
CKa3arcsi BHATHO, Yero Hacunue Hukorga He penaet» (Bataille 1986: 190).
BoicTynas ot MmeHu Hacunus u mondvanusi, ge Cag «npunucbiBaeT ceoe cob-
CTBEHHOE OTHOLLEHME K IOASIM, KOTOPble B PEeanbHOM XU3HW MOMM BbiTb
TONMbKO MOMYaNUBLIMM, U UCMONB3YET 3TUX NIOAEN AMS NPOTUBOPEYALLMX APYT
opyry yTeepxaeHui» (Bataille 1986: 188). [le Cag ckpbiBaeT monyaHue € no-
MoLLbIO axonanum® unm rpadpomaHmm.

CyLUuecTBYIOT [Ba MMEIOLUMX OTHOLLEHWME K HalLEeN Teme acrek-
Ta, obbeamHsaowmx axonanmio e Caga u monyaHue ;. Bo-nepsbix, 1 axo-
nanusi e Cafa, ¥ MOMYaHMe ; NTOMAIOT CYLLECTBYIOLLYIO «C/IOBHO»-OMMO3M-
LMIO MEXAY LUMBUIM3OBAHHOM PEYbIO M MOn4YanuebiM Hacunuem. B oGowmx
Cry4asX, KaKk MOXHO Obino Obl OXMAaTb MCXOAS U3 MX OBLLEeM omno3uumu
LMBUIU30OBAHHOM PEYM, MOMYaHME M HacunmMe He MOAKPEnnsioT ApYr APY-
ra, a NPOTMBOCTOST Apyr Apyry. Koraa oavMH opraHuM3m ocyLlecTBRsieT Ha-
cunue, a Jpyrom — mornuaHue (M myuuTens unu opucT; rosopswmi ae Caa
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M €ro epTBbl, KOTOPbIE €CNU U FOBOPAT, TO TosbKo nocpeacTeom e Caga),
TO HaCUAME, CTASIKMBAsICb CO CBOMM MPELMNONaraeMbliM COIO3HMKOM (Monya-
HMEM), OKA3bIBAETCS B CTPAHHOM MOSIOMEHMM, KOTOPOE B UTOTE AAXEe MOMET
ero orpaHmumntb. Kakasi-To 4acTb 3HEPrMM HACKUIUS MOKET B KOHLIE KOHLOB
TPaHCOPMMPOBAETLCS B PEYb MIM B MPUHYKAEHWE Apyroro K peyuu. Hacunume
MPUMEHSIETCS, HO OHO HE PEeasiIM3yeT MOSIHOCTBIO CBOM MOTEHUMAN K UCKITIO-
YEeHMIO OBBEKTA, HAaNMPUMEP, NMOCPEACTBOM YOMICTBA UMK U3THAHMS.

Bo-BTOpHLIX, TOT haKT, 4To HK Ae Cag, HU ; HEe OCTalOTCS B FpaHMLax
LIMBUIM30OBAHHOM PEYM UM ee 3ePKASIbHOro OTPaXXeHUs (MONYaIMBOro Hacu-
18), NOMELLIAET UX 3@ Npedesbl TOro, YTO MOMET MOCTMYb LMBMAMZOBAHHLIMN
pasym. Bcneg 3a Bataem MOXHO caenaTh Crneayowmit BbIBOA: HU OAMH M3 HMX
«HE MOXET MMETb <...> KAaKOro-IMbO CMBICNa», TO €CTb HE MOXET M3BJeYb
NMOANMUHHBINA FONOC M3 FMYO6UH NOJOOHOM Peyn MU MonyaHus. Takxke U3 pac-
cyxgeHui batasi noHsTHO, YTO Npu coeguHernn e Cagom peun m Hacunus
YTO-TO «MPEBPALLAET HACUITUE B HEYTO MHOE <...> B PACCYXKAAIOLLYIO M paLmo-
HanM3MpPOoBaHHYIO BoMo K Hacunuio» (Bataille 1986: 191), unu, rosops apy-
MMM CIIOBaMK, — B JIMTEPATYPHbIE ONMcaHus Hacunus. MomeHsB mectamm
CnoBa B 3TOM DOPMYIIe, MOKHO MPEAMOSIOKUTD CIIEAYIOLLEE: B MOMEHT, KOr-
[a ; COEAMHSIET HEHACUIIME M MOSTHaHUE, MOMKET MPOU30MTH TPAHCOPMALMS
MOSHaHMSI B HEOCO3HAHHYIO, MPPALMOHASIBHYIO BOSIO K AMASIOrY, UM, MHave
roBOpSl, B HEAPTUKYNUPOBAHHYIO MO3MUMIO COMPOTHBIEHUS. Mbl nonydaem
MOZerb, A «CIIOBHO»-KOHTPACT MEXAY «TeTEPOreHHbIMU CTOPOHaMM» Ye-
JIOBEYECKOrO CyLLECTBOBAHMSI JTOMAETCS MOCPELACTBOM M MPOrOBOPEHHOrO
HaCUIIUSI, U MOJSTHASTIMBOM OMMO3uuUmMKM Hacunuio. B aTo mogenu m nosuums ge
Capga, 1 No3uumsi ; HE MOTYT «MMETb CMBICSIa», HO 3TU «BEeCCMbICIIEHHBIE MO-
3uumm 061aaaloT COBCTBEHHOM CUITOM M MOLLIHOM «BOJEM K...». DTU MOLLHbIE
«BOSIM», HEOBS3aTENbHO 3aBMCMMbIE OT OCO3HAHHOIO AEMCTBMSI MIIM Bbipa-
YEHHOM CYGBbEKTHOCTM M NULLb NPUBNU3UTENBHO COOTBETCTBYIOLLME KaK Ha-
CUIMIO, TaK M AUCKYPCY, CIYKaT MPeaMeTOM AaHHOM CTaTbu™.

Keric 3: monyaHue U AUCKYPCUBHDBIE OTHOLLIEHUS

Batalt HaYMHAET CO «CIOBHO»-OMMO3MULMU MENKAY MOMYAHWEM W LMASIOTOM.
YT106bl fcHee cchopmynmMpoBaTb 3Ty UAEIO, 9 NMEepenay K MOAENM, KoTopas
MOXET BbITb MCMONb30BaHA KaK OCHOBa Gosiee YETKOro No3uLMOHUPOBaHUS
MOMYaHMs MO OTHOLLEHWIO K auanory. Ho ans atoro HeoGXxoaum elue OAWH
npumep.

MoceneHel, Ha IOXXHOM CKIOHE XEBPOHCKOro Haropbsi HaMmpaBnsi-
eTcs K ; — ManecTUHCKOMY MacTyXy. ; M €ro OBLbI HAXOASATCS Ha yvacTke
3EMJIM, PACMONOKEHHOM CIIMLLKOM BNU3KO, MO MHEHMIO MOCENEHLA, K MECTY
Muune Auvp. 4 (B ponu M3paunbCKOro aKTMBKCTA) CTAPAalOCh BOBMEYb Moce-
NeHLa B PAa3roBop, YTOObLI yAepKaTb €ro Ha PacCTOSiHMM OT ;, HO TLLETHO.
MacTyx CTOUT B MOMYaHWMM, UIHOPUPYS KPWUKM MOCENEHLa M ero pasmaxmu-
BaHue pykamu. MNoceneHey yrposxaeT: «OgHaxabl “Ta aow” 3geck He Byger,
D3pbl 3geck He BygeT, u g ana ihrab betak»®. MNocne Heyga4HOM MoONbITKM
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CMPOBOLMPOBATbL AUANOT C ; NoceneHeL, Xaum oTépackiBaET NepBOHaYanbHoe
6e3paznmume M NPUONUKAETCS KO MHE, CTapasicb YOeauTb MEHS, YTO OH, Mo-
cerneHel, MOM BPaT M YTO OAHAXKALI Mbl BCTAHEM MfieHOM K nnedvy B GuTBe
NPOTKB ; U €ro HapoAa.

B 3Tom amanore Xaum, CTONKHYBLUMCb C MOMYaHUEM ; U HEMOHMU-
MaHMEM MM MBPUTA, BbIHYKAEH MEPEXOAMTb Ha apabCKuit, Y4TOBbl JOHEeCTH
cBolo mbicrib. OfHaKO aKuUeHT XauMma Lenaer ero rnocrnaHve TPYyAHO pasniu-
YMMBIM, €CNK ; BOOOLLIE MOXET ero paclimdpoBaTs. B ceolo ovepegp, no-
3Uumsa ; — GE3MONIBHOE MPUCYTCTBME — PEMPEe3EHTUPYETCS YEepPe3 MEeHs.
CTOMNKHYBLUMCb C MOMYaHMEM ;, Xaum OTKasarncs OT M3Ha4anbHOro UrHOPU-
[POBaHMS MEHS M MOMbITANCS U3MEHUTb HECUMMETPUYHYIO CTPYKTYPY AManora
Yepes yTBEPKAEHMWE, YTO Mbl C HUM HAXOAMMCS HA OAHOM CTOPOHE, a ; ABNsi-
eTcs Hawmm obLymm Bparom. B pamkax 3Tol BCTpeum monyaHue mapruHanu-
3UPOBAHHOM NIMYHOCTH BbIHYAMIIO MOCENEHLa NepecTpanBaTb AUCKYPCUBHbIE
OTHOLLUEHMUS.

Ho 6bino 6bl HEBEPHO MHTEPNPETMPOBaTbL Mon4YaHue ; 6e3 yno-
MUHaHUS KOCBEHHOrO BO3AENMCTBMS Kamepsl. Ecriv 6bl He mpucyTcTBMe ak-
TMBKUCTa C KaMepOoit, TO BHE 3aBUCMMOCTM OT Toro, BbiGpan 6kl ; cTpaTervio
HEMOHSITHOM PEYM MK MOMYaHUe, 3Ta BCTPeYa C ropasgo Gonbluel BeposT-
HOCTbIO 3aBepLuMnach Gbl peasibHbiM HAacUIMEM, 8 HEe MEPECTPYKTYPUPOBa-
HUEM AUCKYPCUBHBIX OTHOLLIEHMIA.

Bropas mofsenb — Ha ocHoee KommeHTapues Dyko o rpaHuuax AuCKypca

MepdpopmaTrBHOE MONHaHME ; Pa3PbLIBAET TKaHb AManora U nepeonpenens-
€T MOo3MLUMM YHaCTBYIOLLMX B HEM CTOPOH. ; HE TOBOPMUT, M BCs Beceaa npo-
XOAUT MEXAY ABYMS CYObEKTaMM M3PauIIbCKOTO MONIMTUHECKOTO AMCKYPCA.
Ho Ha rpaHuMLax 3Toro AMCKypca NPUCYTCTBYET MONHYAHME, POBHO B TOM hop-
Me, O KOTOPOI1 S TOBOPMIT BhILLE, — KaK HEOCO3HaBaemasi M MppaLmMoHarbHas
BOJIS K AMASIOrY, Pa3pPbiBalOLLAs PaMKM AMCKYpPCa®.

K aHanusy 3Toi cuTyaumm MOXHO NMPUMEHUTb MOAENb, MOCTPOEH-
Hylo Ha «Apxeonormu 3HaHus» Muwens Oyko. «AUCKypPCHBHBIE OTHOLLIEHUSY,
no ®yko,
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«He SIBNSIOTCS BHYTPEHHE MPUCYLLMMM JUCKYPCY, OHWU HE CBS3bIBAIOT MEXAY COOOM KOHLEMThI M CIIOBA,
He YCTaHaBMBAIOT Mexay Ppasamu U MPenosmuMsImMu AeSyKTUBHBIE UK PUTOPMYECKME CTPYKTYPbI.
BmecTe ¢ Tem OTHOLLEHMSI, KOTOPbIE €r0 OrPaHUYMBAIOT, MNKM HABS3LIBAIOT EMY OMNpeaenieHHble OOPMbI,
MIIM MPUHYAAIOT B HEKOTOPBIX CNyHasX BbIPaXaTb ONPeAeneHHbIe BELLM, He SBSIOTCS U YeM-TO BHELL-
HWM MO OTHOLLEHMIO K AMCKYpCy. Bce OHM B KAKOM-TO CMbICrie pacrnonaraloTcs B npefene AMCKYpca,
OHM MpeAnaraloT emy OBbEKTbI, O KOTOPLIX OH MOT Bbl FOBOPUTDL (3Ta MAES AAET BO3MOXKHOCTb MpPes-
MONOXWTb, YTO OBBEKTHI POPMMPYIOTCS HE3ABUCMMO OT AMCKYPCA), OHU OMPEAENSIOT MyYKu CBS3EM,
KOTOPbIM AMCKYPC AOMKEH CNEAOBaTb, YTOObI MMETH BOZMOXHOCTb FOBOPUTL O Pa3fMyHbIX OObEKTaXx,
TPaKTOBaTb MX MMEHA, aHanM3MpPOBaTb, KNACCUPULMPOBATb, OOBSCHATL M COBEPLUaTb Apyrue Aei-
CTBUS.. DTU OTHOLLEHWSI XaPaKTEPU3YIOT He $i3blK, KOTOPbINA MCMOMNb3YeT AMCKYPC, HE OBCTOSTENLCTBA,

B KOTOPBIX OH Pa3BOPAYMBAETCS, @ CAM AMCKYPC Kak npakTuky» (Foucault 2002: 50—51)".
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,DMCKprMBHbIe OTHOLUEHUA He aBNAloTCA CKPbITbIMKU UITU 9BHBIMU
doopmanbHbIMK NpaBunamm. B sTom cmbicne oTHOLIEHMS NPMBS3aHbLI K MOS-
YaHWIO, OAHAKO KOTAA OHM «MPEeAJIaraloT», ONPeAensioT» U «XapPaKTepPU3YIoT»
M TaKnm 0BPa3OM NMPOSBASIOT BACTb, OHWU HE «HABS3bIBAIOT» Ce6s AMCKYPCY
u3BHe. Takoe MO3MLMOHMPOBAHWE AEMOHCTPUPYET MX OrpaHU4eHHble OT-
HOLLEHMUS C Hacunuem. S npegnonaralo, YTO ; TEOPETMHECKW MOMELLAeTCs
(Hapsimy CO MHOTMMM LPYrMMM SrIEMEHTamMM, hOPMUPYIOLLIMMU AMCKYPCUB-
Hble OTHOLLUEHMS) HA «TPaHMLE AMCKYPCa» — M YTO €ro Cuna MOXeT BbiTb
peanu3oBaHa Yepes CBOE MO3MLMOHMPOBAHME TaM, TAE YKe ChopmMpOoBa-
Hbl OTHOLWeHMs. [lepdhopMaTMBHOE MOrpaHMYHOE MOJSTHaHME ; MOMET [O-
CTaTO4HO CUIIbHO BO3AEMCTBOBATb M OMpeAeneHHbIM obpasom hopmUpo-
BaTb AMCKYpPC™®. Monuyanueoe conpoTueneHue He TpebyeT maHudbecTauum
Yyepes Hacunme. OfHaKO Hacumme, No KpanHel mepe CUMBOSIMYECKOE, MOXKET
noTpeboBaTbCsi OT TEX AEMCTBYIOLUMX JIML, KOTOPbIE CTApPaloTCst BbIFHATDL |
c ee” morpaHWYHOM MO3MLMK, 38CTaBUTb €€ FrOBOPUTL KaK CYyObeKTa, Haxo-
OALLErocs BHYTPM AOMMHUPYIOLLEN AUCKYPCUMBHOM hopmbl. A 3Ta chopma,
B CBOIO OYepefb, MPMUCBAMBAET PEYb ; U MPUHYKAAET YHUTBIBATb CYLLECTBYIO-
Lme fMHUM pasgeneHms®.

Pazymeetcs, HekoTopbie POPMBI MOSTHAHMS OTAMYHO apPTUKYNMUPY-
IOTCS BHYTPM OMPeAeneHHOM OUCKYPCUBHOM hOPMbI — MPUMEPOM MOTYT
CNyXMTb TeaTparibHble naysbl Ha cueHe. Ho Te cuTyaumm monyaHusi, KOTopble
s pas3bupalo B 3TOM CTaTbe, €Ba N MOTYT ObiTb BCTPOEHBI B KaKylo-nmMbo
M3BECTHYIO AUCKYPCUBHYIO chopmy. OHM MPOSIBASIOT CBOKO CUIY WM UCMOMHS-
IOT CBOIO POfb KaK MPamMaTUHECKM ChopMynupoBaHHble npenosvumu. He
HaxXOASACh BHYTPM AMCKYPCA, OHU TEM HE MEHEE HE SIBIISIIOTCH eMy YyXAbIMM
MM HEe3aBUCMMbIMM OT Hero. Ponb monyaHus, KoTopyto s nbiTatock cop-
MYIUPOBAaTb, COCTOMT B TOM, YTODbI «MOKa3aTb TAKOE PACCEMBAHME CMbIC-
1TOB, KOTOPOE HM MPU KaKMX OBCTOSITENbCTBAX HE MOMET NPWBECTU K eam-
HOM CUCTEME OT/IMYMM, MIM MOKa3aTb TAaKOM PasbpocC 3HAYEHMI, KOTOpPLIM
He COOTHOCMIICS Bbl C aBCONIOTHOM OCbiO peddepeHuMM». 3ahaqa HE B TOM,
YTOObI OTKPBLITb «FMYOUHY CKa3aHHbIX CMOB, T. €. JOOpPaTbCs TyAa, FAe 3TU
CNOBa HeMbI <...> rAe eCTb NepBOHaYano MU namaTb o6 uctuHe. HanpoTus,
MONYaHME MOPOXKAAET PA3NINYMS, KOHCTUTYMPYET UX KaK OBBEKTHI, aHANU3K-
pyeT 1 onpeaenset mux» (Foucault 2002: 50—51)?'. CnegytoLumit Keic u gpyrme
TEOPETUYECKME UCTOUYHUKM MOMOTYT HAM MOHSATb, KAK MOJSTYAHME «MOPOKAAET
Pa3nuUns» U «KKOHCTUTYMPYET OOBLEKTLI», @ TaKKE KaK 3T OBbeKTbl MOryT
COMNpPOTUBSATLCAZ.

Keiic 4: Te, KTo He MOryT NPOU3HOCUTb CBOE MMSI

Mpumepbl, KOTOpble S MPUBOXY 34€Cb, MOTYT MOKAa3aTbCs OTKIIOHEHWEM
OT JIMHWMM MOBECTBOBAHMSI, MOCKOMbKY OHM OTHOCATCS K KpalHEe OrpaHuyeH-
HoW chopme monyaHus. MHAMBKUABI B 3TUX KEMCAX XPaHSAT MOMYaHUe TOMbKO
B OTHOLLUEHUW CaMOMIEHTUOUKALMKM UK, roBops cnoBamu xyaut Batnep,
B OTHOLLEHMM «BO33BaHMs K cBoemy “a"». Batnep nosicHsieT:
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«EcTb Takoe “q", KOTOPOE B3bIBAET UMM FOBOPUT, M TEM CaMbIM MPOM3BOAUT 3PeKT B Anarnore. BHava-

u_n

ne ecTtb AUCKYpPC, KOTOprl;I npejLecTeyeT U onpenendet 3sto a4 U CbOprl B 43blKe, OrpaHu4mMBatoLme
TpaekTopuio ero Bonu. OAHAKO HET TaKoro ‘8", KOTOPOE CTOMT 3@ CMHOM AMUCKYPCA M UCTIONHSET UK
peanusyet CBOIKO BOJIO MOCPEACTBOM anckypca. HaoGopor, “a" obpeTaeT cBoe 6bITMe TOMbKO Byayum
Ha3BaHHbIM, MOMMEHOBAHHbIM, 3aMNPOLUEHHbIM <...> a MOTy CKasaTb “ﬂ”, TONBbKO eCini KO MHEe CHa4ana
OGpaTVInVICb, n 31O 06paL|J.eH|48 AKTYalIM3MPOBANIO MOE MECTO B peyn <...> NPU3HaHUE He BblOAEeTCs

cy6beKTy, OHO hopmupyeT cyGberT» (Butler 1993: 225—226).

CHavana s onuLLy KeMchl, 8 3aTeM OBBSICHIO MX.

CornacHoO CrnoBapio M3PauSIbCKOro CrieHra, OMyGIMKOBaHHOMY
Ha caiTte ogHoi m3 HKO, paboTalowmx ¢ Haxomswencs B rpynne pucka
MOSOAEKbIO, «OX4a» (MPOMCXOAUT OT apabCKOro CroBa «CecTpa») — 3TO
«OBLLENPUHATOE CIIOBO LSt OBO3HAYEHMUSI KEHCTBEHHOrO MaribYMKa-res.
MMEHHO reun Yalle BCEro CTPaAAloT OT CIIOBECHbIX OCKOPBIIEHMM U yHMKeE-
HWUM B LUKOMAaX, MOCKOJMIbKY MX CEeKCyanbHasi OpMeHTaLMs, YTO Ha3blBaeTCs,
“soigaeT cebs’» (Yelem 2005).

BbipaxeHus B cpopme «9 — oOx4a» BCTPEYAIOTCS KpalHe pea-
KO M He TpebyloTcs Ans MOATBEPKAEHMS TE3WUCA, YTO «OH/OHa — OX4a».
Bernbifi npocmoTp pesynstatoB noucka B Google nokasbiBaeT, YTO cpean
nepBbiIX TPUALATHU CChITOK, BbIMABLUMX Ha crioBo «homo» (HanbBonee Grus-
KM 3KBMBANIEHT C/OBA «rei» Ha MBPMTE), B AEBATU Cryvasix pevb BeLeTcs
OT MepBOro fMuUa, a CPeM TaKOro e KOMMYeCTBa PEesynsTaToB Ha CHOBO
«OX4a» — TOMNbKO B ABYX. MAeHTUdMKaLMS YeoBEKA KaK «OXYM» 3aBUCHT
OT OmnpefenieHHbIX PUTYanoB, COBEPLUAEMbIX B MpoLecce couuanusaumm
B COOBLLECTBAX, YMeHbl KOTOPbIX 3a4acTylo He XenaloT WMAEHTUMLMPOBATb
cebs B Ka4eCTBE «OXYeM.

[Mpumep NOJOGHOrO CaMOOTPEYEHUS MOMHO YBUAETb B MHTEP-
BblO, MPOBEAEHHOM MccreaoBaTenem KommyHukaumm Amutom Kamoi (Kama
2003) ¢ yenoeekom nog NceBaoHMMOM Tanb?. B KaKoM-TO MOMEHT B pasro-
Bope Tanb KacaeTcs TeMbl HANPSKEHUS MEXAY BHELUHEN MAeHTUdMKaLmMen
KaK sissy? (aHIMMMCKMIt B OpuruHane) u ero OTKa3OoM MAEHTUPMUMPOBaTbL
cebs KaK sissy:

«51 He 6bin sissy. Tak g cebsi BocnpuHumato. Ho st Gbin <...> TUXMM, He BbICTaBNSN cebsi Hamokas <...>
Mpeanonoxmum, roBOPUIM, HTO ManbYMKM AOMKHLI MATH HAMPABO, @ AEBOYKM HANEBO, U TYT e [MHe]:
"A Tbl 4TO TYT Aenaelub, Mam Tyaa" <...> [MOMHIO, KOTAa S MEpeLLEn B CPEAHIOK LLKOMY <...> Tam Gbinm

[iBa NapHsi, KOTOpble Ha3biBanM meHs sissy» (Kama 2003: 117).

OpHWM U3 KpUTEPMEB, MO KOTOPLIM Tanb ONpeaenss APYrux XeHo-
NoJoBGHbIX MANbYMKOB, ObINU OMPEeLEneHHbIe NMPEAMETbI OAEHKAbI.

«Korga 51, yto HazbiBaeTcs, “Bbiuen M3 wkada' <..> s 3apancs Bonpocom: “Yto? S noxow Ha Hux?

A CMOTpPEN Ha 3TUX AeB4YadbnX I'IapHelZ B LLIOPTUKAX U PO3OBbIX MaMKax. rlpe,qCTaBJ'lﬂeLle! BoT Takux xeH-

CTBEHHBIX M€EB, AEBYAYLMX MApPHEN <...> 5 BNIEPBbIE MX YBUAEN M MOHSIS, 4TO OHM rem» (Kama 2003: 99).
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Crout OoTMETMTb, 4TO, XOTs Tanb M He uaeHTudmumpyeT cebs
C EHCTBEHHBIMW FESIMM, OH YCTAHABIIMBAET CBOM KPUTEPMM, KAK MMHUMYM
YacTUYHbIE, ANS OMPEAENEHUs MAEHTUYHOCTM TaKoro resi:

«,D,Ba roaa Hasaj MeHs Npurnacuiiv Ha BCTpe4Yy BbiMyCKHUKOB MOEM LUKOMbI <...> 51 CTOsiN B TOM CAaMOM

CMOPTUBHOM 3ane, rae Korga-To TaHueBasn: Ha MHe 6binu TPUKO U Mal;IKa, 1 A LOJKEH 6bIn MOKa3aTb UM

TaHey <...> M yepes okHa Ha MeHs rnasenu 1 kpudanu: "4to ato 3a 6a6a?’» (Kama 2003: 117).

Tarb He NMPUHUMAET 3TY MAEHTUUKALMIO, @ CUMTAET, YTO OH «Ae-
MOHCTPUPYET aNbTepPHaTUBHLIN CMoco6 BGbiTb MYXYMHOM», M OTKa3bIBAETCS
[aBaTb UMs 3ToM ansTepHaTuee. B kavecTBe oxun oH monuut. Korga oH ro-
BOPUT, TO FOBOPUT OT JIMLA «aNIETEPHATMBHOMO CrocoGa BbiTb MYMYMHOM».
OH roBOpMT, HO HE C TOM MO3WLMM, KyAa ero nomeLlLaeT auckypc (xots Tanb
NMOLAAEPHMBAET STOT AUCKYPC B OTHOLLEHWMM APYrMX). Ero «si» v AucKypcuBHbIi
3anpoc PacCUHXPOHM3MPOBaHLI. B cuTyaumm guanora, Bo Bpems MccrefoBa-
TEMNbCKOrO MHTEPBbLIO, OXHa HE MOXET FOBOPUTL OT CeBs IMYHO®.

Monpobylo NPOSICHUTL MO3ULMIO TEX, KTO HE MOXKET MPOU3HECTHU
CBOE MM, UCMONb3Ys MPUMEP M3 OMbiTa PPAHLY3CKOM CMEeLManMCTKMU Mo Ncu-
xoaHanu3y PpaHcyassl Oonsto (konneru JlakaHa, 3aHMMAaBLUENCS AETbMM
C KOMMYHMWKaTUBHBIMM PACCTPOMCTBAMM):

«Y meHs B4epa Oblinl Cry4ai C HEMbIM PEGEHKOM, KOTOPbIM HAPMCOBAN NMLO C rMasamu, HO 6e3 yLlen.

5l ckazana emy, YTO "HEYAMBMUTENLHO, YTO OH HE MOXET rOBOPWTL, Bedb Y Hero Het pTa’. M pebeHok

I'IOI'IpO6OBaJ'I HAPKUCOBATb Ha N1Le POT. Ho oH HAPWUCOBAJ €ro TakK, CJIOBHO POT Nepepe3aeT LWweto. Ecrim

6bl [HaprcoBaHHbIN] peBeHOK 3aroBopusl, OH ocTascst 6bl 6e3 ronosbl, OH ocTancs 6bl 6e3 pasyma, 6e3

BEPTMKanbHOro eguHcTBa Tenax (Lacan 2005: 62).

51 BO3bMy Ha cebs CMenocTb YTBEPKAaTb, YTO, MOAOOHO TOMY,
KaK 3TOT pebeHOK «ocTancst Obl 6Ge3 rofoBbl, €civ Obl 3aroBOPUN», UAEHTU-
comumpyioLme cebsi ¢ oxyel noTepsinu 6bl CBOK UAEHTUYHOCTb MM KaK MU-
HUMYM 3HAYMMYIO YacCTb 3aSIOEHHOM B MX MAEHTMYHOCTM MOTEHLMaNbHOM
cunbl [ecnu Gbl Hazeanu cebsi]. A TakKe BO3bMy Ha ceBsi CMENTOCTb YTBEPK-
[aTb, YTO CNOCOB, KOTOPBIM «AUCKYPC noowpsieT [oxdy] u hopmmpyeT B 3bl-
Ke OrpaHMYMBAIOLLYIO TPAEKTOPMIO Ero BOSIW», CO3LAET NPOTUBOPEUNE MEKAY
OTKPbITHIM BbICKa3bIBAHMEM «SI — OX4a» U CUITON COMPOTMBIEHUST OXHM. (Mbl
NETKO MOXEM 3KCTPAMONIMPOBaTb 3TO Ha APYrMe AMCKYPCWMBHbIE MO3MLMM,
BbXKMBAHME KOTOPLIX 3aBUCUT OT MNEepPdIOPMATMBHOrO monyYaHus?.) YTobbl
YETKO OMPEeAennTb, KaKylo CUiy MPUAAET OXHYe ero Mo3uuMs U KaK ee MOXET
OBHYNUTb CaMOMIEHTUUKALMS, HEOBXOAUMO JOOaBUTH eLle OANH TEOPETU-
YECKUM NTOCKYT.

Tpetbs mopenb — BoneBble 06beKTbl Bogpuisipa

Kak mbl yxe BuAenu, cyGbeKTHOCTb BbpPacTaeT M3 OTBETa Ha obpalleHus
K OOO3Ha4YeHHOMy «s». Ho maeHTUdUKaLMS OPYrMMU MOXKET MPOUCXOAUTH
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1 6e3 camouaeHTUPMKaUMM MM OTBETa Ha obpalueHme. APPUKaHCKMI MU-
rPaHT M3 NEPBOro KEMca, K NpMmepy, Obin MOEHTUAIUUMPOBAH KaK MTyXoHe-
MO B€e3 KaKOro-NnMBOo NOATBEPHKAEHUS STON MAEHTUIOMKALIMU C Er0 CTOPOHBI.
Mon4yaHue No3Bonuno emy nsdexaTb MAEHTUOUKALUM MO UMEHM U FPaXKaaH-
CTBY, HO MPUIMUCAHHBIE ; MOEHTUYHOCTU — JIYXOTa, HEMOTa M CTaTyC Herne-
rasibHOrO MMrpaHTa — He TpPebGoBanM COrnmacus UMW NOATBEPXAEHMSI C ero
CTOPOHbI. TakMe MOEHTUYHOCTM, KOTOPLIE HE 3aBMCAT OT OTBETA Ha 3anpoc
B AAHHOM AMCKYPCUBHOM CUTYaLMM, Mbl Oyaem Ha3biBaTbh «OGBEKTHBIMM MAEH-
TUYHOCTSIMMY». MAEHTUHHOCTU HeneranbHOro MUrPaHTa, OMacHoro NanecTmH-
La U OX4H, ONMUCaHHbIE BbllLE, ABNSAIOTCA O6'beKTHbIMM NOEHTUYHOCTAMMU.

Heobs3aTenbHO BbICTPanBaTb OOBEKTHbIE M CYOBEKTHbIE WMAEH-
TUYHOCTHM Kak onno3mumn. OHKM MOryT COCYLLECTBOBaTb OGHOBPEMEHHO APYr
¢ apyrom. Hanpumep, B pamkax o6pazoBaTenbHbiX OpraH13aLmii HauMoHa b-
Hasi UAEHTUYHOCTb MOXET 3aBUCETb OT CYGBEKTHO-CHOPMUPYIOLLIEro 3anpo-
Ca, HO Ha MOrpPaHMYHOM KOHTPOJSIE YaLLe BCEro TPebyloT OGbeKTUBMPYIOLLME
pokymeHTbl. Criegyet Takke usberatb HAMBHOIO OMMUCAHUSI CUTYALMUM, TLE Ye-
JIOBEK OKa3blBAETCS GECMOMOLLEH B YCIIOBUSAX OOBEKTHOM UAEHTUCOMKALIMM.
Yernosek MOXeET afanTUpPOBaTh CBOE MOBEAEHUE TaK, YTO B OGHUX AUCKYPCUB-
HbIX CUTYaUMsIX OHO OyaeT obrerdaTb NPoUecc OOBEKTHOM UAEHTUMKALMM,
a B gpyrmx — wm3beratb ero. Ho 13 3toro He cnegyeT, YTO 3a OGBLEKTHBIM
NMOBEAEHMEM CKPLIBAETCS CYBEPEHHbIM CYObEKT, KOTOPbLIMN MOMET CBOGOAHO
BbIBUPATL TY UM MHYIO MOEHTUYHOCTb LSS TOM MW MHOM CTPaTErMmn nosege-
Husi. OGbEKTHBIE MAEHTUYHOCTM 3aBUCST OT AEMCTBYIOLLMX JNL, OCYLLECTBISI-
IOLLMX MPOLECC OGBEKTHOM UAEHTUPMKALMM, M 3a4ACTYIO B TAKMX CUTyaLMSIX
YesioBEeK OKAa3bIBAETCS MO CEPbE3HLIM AABIIEHMEM, KOTOPOE MELLAET EMY M3-
6exxaTb TAKOro POAA MAEHTUIUKALMMU.

Lns 6onee TOYHOM OLEHKM OTHOLLEHWI MEXAY BblCKa3biBaHWEM/
MOMYaHMEM M CYBBEKTHOCTbLIO/OBBEKTHOCTLIO PACCMOTPUM MaKaHOBCKYIO
hOPMYNMPOBKY OGHOTO M3 OCHOBOMOSIAraloLLMX MPMHUMIMOB CTPYKTYPANU3Ma:

«CmbICn [ENCTBUSI Si3bIKA COCTOMT B TOM, YTOObI AOGABUTL CYOBEKTY MPUHUMHY <...> DTOM MPUYMHOM
CIYXWT O3HavaloLLee, 6e3 KOTOPOro HMKAKOro CyGbeKTa He cyLecTByeT. Ho 3ToT cy6beKT ecTb To, 4To
pPEenpeseHTMPYET O3HAYaloLLEe, @ O3HAYAIOLLEE HE MOXET PEMPE3EHTUMPOBATb HUYErO MHOTO, KPOMe
KaK APYroe O3Ha4aloLiee, K KOTOPOMY, TakMm 0B6pasom, M CBOAMTCS chylualowmi cyGbekt» (Lacan

2006: 708).

S xoTen 6bl COCPEAOTOUUTLCS HA TOM, YTO STOT TE3UC O3HAYaET
He ANg cybbeKTa, a Ans obbekTa.

MmeHHO cybbeKT, no JlakaHy, a He OGBEKT, 3aBUCUT OT O3HaYalo-
LLIero, BbICTYNAlOLWEro B Ka4ecTBe MpuuMHbl. MIMEHHO npucyTcTBMEe CyGbek-
Ta (@ He OBbeKTa) «B AEMCTBUTENBHOCTM» 3aBUCMT OT O3Hadvalowero. Ceasu
MeXay OGBEKTOM M OMMCAHHBIM CUMBOJIMHMECKMM MOPSAKOM criabee, Yem
CBSI3M MEXAY CMMBOJTMYECKMM MOPSAKOM U CyGbekTom. MIMeHHo Takas guc-
no3nums OObACHSIET HanMuMe Y OObEeKTa MOTeHUManNbHOM cunbl Ans 60pbobI
npot1e cybobekTa. OGbEeKT HE 3aBMCUT OT CUMBOJSTMYECKOTO NMOPSAKa B CBOEM
«pemncteyuTenbHocTy (“real’ity) B TakoM xe cTeneHu, B KAKOM OT HEro 3aBUCHT

The February Journal 38



Poit Bartep

cyGobekT?. CyGbeKT MOXET HAaTKHYTbCA HA OOBEKT, HUKAK €ro CUMBOJTMYECKM
He o6o3Havasl. UToObl MOMHOCTBIO MCKMIOYMTb OBBEKT, YOpaTb ero co CBoO-
el Joporu, CYGLEKT AOIMKEH MPEOAONETb CBOIO «CBEAEHHOCTb» K O3HaYalo-
LLEMY, OH [OMKEH TakKe NPOsiBUTL cebs «B AEMCTBUTENBHOCTUY, BEPOSITHO,
Yepes OCyLUECTBIEHWE HaCUNMSI.

«O6bekT, — obbsicHsaeT Bbogpuitsip, — He 3HaeT MHAKOBOCTM
u aensetcs HeotuyxgaembiM. OH He pa3obLueH cam no cebe, YTo sBMseTCs
CcyabboM cy6beKTa, M eMy He 3HaKOMa CTaausl 3epKana, rae oH mor 6bl ObITb
3aXBa4YeHHbIM CBOMM COBCTBEHHBIM BooBpaxaembim» (Baudrillard 1999: 114)%.
Ecnu ke roBopuTb O TEX, KTO 3aHMMAET OGbEKTHbIE MO3ULMK, TO

«BCS UX (TPAHCMONUTUYECKAST) CUITa 3aKITIOHAETCS B TOM, YTOBbI BbITh YMCTHIM OBBEKTOM, TO ECTb NMIOBLIM
MOMUTUYECKMM MOMBITKAM 38CTaBUTb MX 3aroBOPUTL MPOTUBOMOCTABSISTL CBOE MOSTHAHWE, HEXENAHWE
roBopuTb. Bce mbitalotcs nx cobnasHuTb, NobyauTb, NOAKYMUTbL. MIHEPTHbLIE, amMopdHbIE, 6E3A0HHbIE,
OHM COXPAHSIIOT CBOM MACCUMBHBIM, HEMPOHWULAEMbIM CYBEPEHUTET, OHU HUYETO HE FOBOPSIT, HO NIOBKO

<...> HEMTPANU3YIOT BCSKYIO CLEHY M BCAKMM NONMTUYECKUI auckypc» (Baudrillard 1999: 104)%.

Te, KTO MOMYanMB MM HAXOAUTCS KaK OOBEKT Ha «rpaHULax AWC-
KypCa», BrOSHE BO3MOXHO, MOMYAT BbIHYXAEHHO, HO 3TO AEMCTBME HEe OT-
HUMAET Y HUX MPUHAAMNEXALLYIO UM noTeHumanbHylo cuny. Cuna Tex oxuel,
YTO OKa3bIBAIOTCS Ha MEPBbIX MOSIOCaxX ras3eT MPU OCBELLEHWM MPangoB, 3a-
Knio4YaeTcs B Ux monvaHuu. B gebatax BHyTpu reii- 1 necbm-coobLuecTsa ox-
Yelt PyraloT 3@ TO, YTO OHM HE HECYT B CBOMX AEMCTBUSAX MECCELK, HE AenaloT
3asBMIeHMI, He BbICKa3blBalOT TPEBGOBaHUI; MX PYraloT 3@ TO, YTO OHW Orpa-
HUYUBAIOT BbIPAXKEHUE CBOEN MO3MLUM OBOPOHMUTENBHOM AEMOHCTPALMEN
CBOMX Tefl, 38 CTEPEOTUIMUYECKYIO PEMPE3EHTALMIO; UX OCYKAAIOT 38 «TPaHC-
nonuMTuyeckoe» obiTne. Ho B 3TOM M COCTOUT UCTOUHMK cunbl ;. OHKM NpUcyT-
CTBYIOT — W UX CJIOXHO HE YBUAETb.

Oxumn He 3asBNsIOT CBOM MpaBa Ha Posib CyObeKTa B guasnore —
3TO MPaBO BOBMEKSO 6bl MX B AUCKYPCUBHYIO CUTYaLMIO, FAE OHM 6binin bl Bbl-
HYXAEHbI MOAENUTLCS CBOEM CUMOM C TEMM, KTO cHen Bbl BO3MOKHBIM perpe-
3€HTUPOBATb MX. TaK OHM Obl OKa3anMUCb MOABEPMHEHbI TEM POPMaM peyu,
KOTOpble, HAOBOPOT, MOryT paboTaTb NPOTMB HMX. OHKM OcTalTCa O6beKTa-
MU, Y HMX HET HEOBXOAMMOCTMU MPM3HABATbL 3epKasibHbIi 06pas, crpoeuu-
POBaHHbIM TEMM, KTO HABMIOAAET 38 HUMM U BMNUCLIBAET B CBOM AMCKYpC. Mx
CUIa NPOSIBISIETCS B OTKa3e OT MPaBOBOro AUCKYPCa B MOMb3y OGbEKTUBHOIO
npucyTcTems. OTKas3biBasiCb OT MpPaBa COOTBETCTBOBATb AUCKYPCY, KOTOPbINA
«CPOPMUPYET OrPaHMYMBAIOLLYIO TPAEKTOPUIO BOMM», OHW MPEnsSTCTBYIOT
Cropam, KacaloLUMMCsl UX MpaBa Ha cyliectBoBaHue. OHU HaxomsaTCs 3L4eChb
He Mo Kakomy-To rpasy. OHM NPocTO cywecTByloT . DTO MMEHHO Ta CuIa,
KOTOPYIO OX4M CMOCOBHBI COXPaHATL TOMbKO A0 TeX MOP, MOKa He pearpyloT
Ha 3anpPoC OTHOCUTENbHO TOM MAEHTUYHOCTH, KOTOPYIO AUCKYPC MM MPUMU-
CblBaeT. VIMEHHO MO3TOMY OX4YM HE MOTYT Ha3BaTb cebs.

Cy6beKT MOMET COBEpPLUMTb HACMIIME B OTHOLUIEHMM OObEeK-
Ta, B OTHOLLUEHMWM OBELLECTBIEHHOrO, HEOBO3HAYEHHOro «rpefena Auc-
Kypca». CyObeKT MOMET MCKIIIOMUTb MOSHYanmMBoro obbeKkTa, YOMB ero
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Unu usrHae. Ho BCMOMHMM, YTO LIMBUIIM3OBAHHLIM MNOPSAOK 3aBUCHMT OT OT-
FIOXEHHOTO M CUMBONMYECKOrO Hacunus (MmeHHo nostomy batait o6o03Haumn
€ro KaK «CJIOBHO-TIOPSIJOK» B MPOTMBOBEC MOSYANMBOMY aKTyallbHOMY Ha-
CUAMIO); BCMIOMHUM TaK3KE, YTO MPUMEHEHMWE «MOAAEPKMBAIOLLETO MOPSAOK»
HaCUINsi CTOUT AOPOTO U CBA3AHO C PUCKOM Pa3pyLUEHUS UIMIO30PHOM B3au-
MOJIOTONHSAEMOCTM MEXIY LMBUNU3ALIMEN M TEM CAMbIM «TOLACPHMUBAIOLLIMM
nopsifiok» Hacunuem. HeneranbHbli MWUIPaHT, KOMOHM3UPOBAHHBINA KUTEMb,
OX4a — BCE OHM MOTYT MOABEPrHyTbCS HACKUIUIO: OHU He BCTyMaloT B Heceny,
OHM HE «CBOZSATCH» K «O3HAYAIOLMMY», MU OLHUM CUMBOJSIMHECKMM OOMEHOM
X HEBO3MOXHO yBpaTb. EAMHCTBEHHBIM MyTb MCKIIOYMTL ; — 3TO HacUIMe.
M cTankuBalowwmecs ¢ ; CyGbeKTbl AOMKHbI BbIOUPATb, XOTAT JIM OHU BOCMOSIb-
30BaTbCA HACMIIMEM KaK €AMHCTBEHHbIM CMOCOBOM MCKIloYeHus ; (noasep-
ras ONacHOCTU CTaBMILHOCTb TOFO AMCKYPCA, KOTOPLIM MbITAIOTCS 3aLLUMTUTL),
UNK CrieayeT NO3BOMUTL ; U Aanblue YAEPKMBaTb HaLl B3NS4, BO3MOXHO, MOA-
pbiBasi aBTOPUTET AUCKYpPCa?

MpucyTcTBUE | HE 3aMEHSIET MOMLITKM reeB roBopuTb 06 MHTEerpa-
LMW B JOMUHUPYIOLMI AUCKYPC, HO U HE MPOTUMBOCTOUT MM. Yenosek, Oei-
CTBYIOLLMI C OOBEKTHOM MO3MLMKM BO Bpemsl Npaiga Ha BbIXOAHbIX, MO Oya-
HSIM MOMET OKa3aTbCsl CYOBbEKTOM BHYTPU IOPUANHECKMX CMOPOB NMbepanos
o npaeax’. Ho ero npucyTcTBME HaNMOMMHAET TPEOYIOLMM-NIPAB-TESIM U UX
napTHepPaMm, YTO MepPEeroBoOpPbl O NMPAaBax — 3TO HE €AMHCTBEHHbIN METOA.

ManoBeposTHO, YTO Te AEMCTBYIOLUME NULA, KOTOPbIM JOBEPUIU
NOAAEPKMBATL MOPSAAOK, BbIHYXAEHHO MO3BONSAT OOBbEKTaM OCTaTbCS B XMU-
BblX, €C/IM TaKOE€ BbIKMBAHME MOCTABWUT MOA YrPO3y AUCKYPCUBHYIO AOMMHA-
umio. AKTUBHOE NpOSsIBNEHWE OGBLEKTHOM MO3MLMM AN Peanu3aumu CBOeWn
CURbl — 3TO MapruHasibHasi Mo3a, KOTOPas MOMET MOCHYXWTb MOCNEAHUM
NPUGEXMLLEM TEM, KOMY MOHTH Hevero Tepsitb. OHa npeacTasnseT co6on y3-
KOe MPOCTPAHCTBO ANl MAHEBPA, CyXKaloLLeecs No mepe NPUONMKeHus. ITo
Jaxe He MUKpononuTuyieckmi npuem. C y4eTom KpaiHe HecTabunbHbIX NpPo-
SIBNIeHUM OOBEKTHOM NO3ULMM MOA JABMNEHMEM SPKO BbIPAXKEHHOM CYObEKTHO-
CTU AeMCTBUE M3 STOM MO3MLMU MOXKHO OXapPaKTEPMU30BaTb KaK HAHOMOMUTU-
Yeckui nprem. Ml Tem He meHee TaKkoM NpMeM MHOTAA NMPUHLMMMANbHO BaXEH.

Keic 5: Te, KTO He MOXKET AaXe XPaHUTb MONYaHHe

B pacckaze A. u3 tekcta DaHOHa Mbl y3Ke CTANKMBANMCh C NPEAESbHO rpyGon
MOMBITKOM PaspyLuMTe monyaHue. Ho g xoten Obl npuBecTH Gonee TOHKMIA
ncuxoaHanuTuyeckuit npumep. OpaHcyasza [JonsTo Ha OAHOM M3 CBOMX ce-
MUHAPOB BCTYMMIa B MOMIEMMUKY C MCUXOTEPANEBTOM, KOTOPLIM paccKasbiBan
O criyyae LEBSTWUNETHErO ManbYyuKa, UCMbITHIBABLUETO CIIOKHOCTU C PEYbIO
M eABa KOMMYHWLMPOBABLLErO C MMPOM. TepaneBT 3agaet [onsto BOMpoOC:
«CrnepoBano nu BbITArMBaTb M3 HErO CrOBa, KaK 6bl M3roHss M3 HEro Monya-
HWE, MM cregosaro NpuHsaTb ero Hemoty?» (Dolto 1985: 82).

B xope nonemukun TepanesT onvcan 6a3oBbie AeTanu Keica: poau-
Tenu 6ecrnoKosTCs, HO He OYeHb CUIIbHO, ; XOYET OMWCHIBATL CBOM PUCYHKM,
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He XOoaMT nog cebsi U OAEBAETCs CaM, HO HE KOMMYHULMPYET B3rMSAOM, Ne-
PUOAMYECKM CTPALAET OT CUABHEMLLMX CYAOPOr MPU MOMLITKE 3aroBOPMUTb.
Lonbto xBaTMno 3toi MHcbopmaumm, Ans TOro 4YTobbl CPOPMYNUPOBATL M-
notesy: «<ANprMoOpPH MOXKHO MPELMOSIOKMTb, YTO OH HE CbiH CBOEro OTua <...>
CeMbsi XpPaHUT 3TO B TaiHe. M 4ToBbl COXPaHUTb NULO, OH LOSHKEH MOMHaTb»
(Dolto 1985: 86). Opyrumu criosamu, JonsTo BUAUT B MOSHaHMM MaLMeHTa
MOMbITKY CKPbITb 3aragKky CBOero npoucxoxgeHus. [anblie oHa 3agaercst
Bonpocom: «4To noeTopsieT pebeHok?! Beab ncuxoaHanus 3HAET, YTO Mo-
BTOPSIET CyObeKT. BO3MOXKHO, OH MOBTOPSIET <...> TOT (PaKT, YTO OH BCerga
6bin1 He Bonee Yem o6bekTom npoekumity (Dolto 1985: 83—84). 3peck donkto
NPEANOosiaraeT, YTO MOSMAHME LOSHKHO YTO-TO BbIPAMaTb MSIM BOCCO34ABaTb.
Lanee oHa nogHMMaeT BOMPOC O HEOBXOAMMOCTH «3HaTb, Bbirio i [;] uTo-
TO 3anpeLueHo, Hanpumep nnakatb B mnageHdectse» (Dolto 1985: 88). DTo
MPEANOSIOKEHNE TOBOPUT O TOM, YTO Y MOSHaHMSI €CTb reHeanorms. [onsto
OBBSACHAET: TO, YTO ; «MMEET CKa3aTb, 3anepTo B ero Tene» (Dolto 1985: 91),
TO €CTb BblABUIAE€T M’MNOTE3Y O TOM, YTO CYLLECTBYET HEYTO, YTO MOXKET 6bITb
BbIPaXEHO Yepes NCUXOaHANMUTUHYECKMI OUCKYPC, U 3TO UMEHHO TO, YTO ; XO-
Ten 6bl CKazaTb.

Cpeant mHOrux nogHaTbix [onsto BONPOCOB (4TO CKPbLIBAET MOM-
YaHue? Yto oHo noeTopseT?! YTo OHO BhipaxaeT?! YTo 6bINO ero mpuymMHOM?
Yto ocTaHaBnMBaET pedb OT MPOM3HECEHWUS?) HE XBaTaeT OfHOro acrneK-
Ta: Yyero gobueaetcs monyaHue?! Kakoe Bo3gencTemMe OKAa3bIBAET MONYaHUeE
Ha oKpyxeHue ;? Kak oHO nepeyrnopsifouMBaeT AWUCKYPCUBHYIO Cpeay BO-
Kpyr ;? YTob6bl pa3obpaTbCd C 3ameluaTenbCTBOM Bpaya, [Jonsto nbiTaetcs
OCMBICSIUTb M OBBSCHUTb MOJSTMAHME, TO €CTb BBECTM €ro B LLAPCTBO CO3HAHMS
M peyYu, HO OHa He MbiTaeTcs (MO KpaHeln mepe NepBoe BPems) MOMOubL ;
|peanu3oBaTb CBOKO CUMY M BOBUTLCS Xenaemoro scpdperTa. Taknum obpazom
NCUXOAHANUTUK NULLAET MOSTHaHWEe MOTEHLMANa U PYHKLMM MOLLHOM «BOMM»
Ha «rpaHuULax AUCKypca».

Tpetbs mogenb (npopomkeHne) — Bonesble 06bekTbl Bogpuiisipa

OnuncaHHOe B OQHOM M3 KEMCOB MOMYanvMBoe MPUCYTCTBUE ManeCTUHCKOro
nacTyxa He MPUHWMMAETCS KaK AaHHOCTb. [locne Toro Kak congatbl mporHa-
IIM MacTyXOB C y4acTKa 3€MJIM, KOTOPbIM, MO MHEHWMIO OAHOMO W3 MECTHBIX,
HaXOAMTCS CIMLLKOM ONM3KO K €BPEMCKOMY MOCENEeHMIo, OAMH M3 odomue-
poB cnpocun MeHs: «bbino nu nosieneHne nacTyxa BbI3BAHO MaTepuanbHOM
HEoBXoAMMOCTbIO (MOTPEBHOCTLIO B BOAE MMM KOPME ANsl OBEL), UiM 3TO
6bIIO €ro NPUHLUMMNMANbHLIM 3asBIEHUMEM NPaBa Ha 3emnio?» JIOMMHAHTHbIMN
OMCKYPC COMPOTMBIISIETCS TOMY, YTOBbI MOMYaNIMBOE MPUCYTCTBME €ro U3me-
HUO. M 4TOGbl 3aMTUTECS OT MOAPLIBHOMO AEMCTBMS «TPaHULbl AUCKYP-
ca», AOMMHAHTHBIM OUCKYPC He MPOCTO MPOrHan nacTyxa, OH Mollen elye
Jarblle, COYMHMB 3arafKy: odmuep rnonaraeT (M ero Herb3si ONpPOBEPrHyTh),
YTO 3@ MOMYAHMEM ; CKPLIBAETCH MPUYMHE — anpuopHasl rMnoTesa npuym-
Hbl, KOTOPAsi MOXET BbITb aPTUKYNMPOBAHA B PAMKaxX apPMEMCKOro AUCKYPCa,
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TO €CTb NPUYMHA, KOTOPOIO MOCPEACTBOM AUCKYPCA MOXHO «BbIPA3UTb B A3bl-
Ke <...> OrpaHMYMBAIOLLEM TPAEKTOPUIO BOMM [;]».

Hacunme — He eaUHCTBEHHbIM BOCTYMHbIN Cy6beKTam cnocob oT-
pearmMpoBaTh Ha MELLIAIOLLIMX EMY MOSHaNMBbLIX 0ObEKTOB. BmecTo Toro ytobsbl
UCKIIOYUTb ; MyTem YOUICTBA MSM M3rHaHus (BeAb PE3KMIt B3PbIE HAaCUnus
NnoABEpPraeT OMacHOCTM AMCKYPC B DOPME OTIIOKEHHOIO M CUMBOJSIM3MPO-
BAHHOMO HACMSIMS), AOMMHAHTHBIM AMCKYPC MOXET MCKIIIOMUTL MOMYaHME,
CKPbIB €r0 Nnog CrIOBaMM KOro-TO APYroro, Harnpumep LOBEPEHHOro nuua.
B npwuBeaeHHbIx Bbiwe npumepax (naumeHT MaHOHa, NANecTUHCKUM NacTyx,
HeMoM peBeHOK) ANCKYPC HACTaMBa Ha TOM, YTOGbI BLITSHYTb M3 MONYALLErO
; KAKOE-TO COOBLLIEHNE B COOTBETCTBUM C TPEOOBAHMSMM, BbIABUHYTBIMU STUM
AMCKypcom. [lencTeyiowme nuua JOMMHAHTHOTO AMCKYPCA MbITAIOTCS HaBsi-
3aTb ; CYOBEKTHYIO MATpuUy, NPEUOYMbIBAs 3aMECTMTESbHYIO PeYb 3a Hero.
Cy6antepH He MPOCTO JIMLIEH PEeYM, HO B HEKOTOPBIX CUTYyaLMsIX OH Aaxe
HE MOMET COXPaHMUTbL MOSHaHMeE.

Boapuitsip oBbsicHSET, YTO OBBEKT, TO €CTb TOT, KTO 3aHUMMaeT/mc-
MONHSET OOBEKTHYIO MO3ULMIO B JAHHOM AUCKYPCMBHOM CUTYaLMK, peanmsyer

«CTPAaTErMIo, U TalHa 3TOM CTPATErMM 3aKIIOHAETCS B Criefylolem: OObEKT He BEPUT B COBCTBEHHOE
XenaHue, OBGBLEKT HE KMBET UINIO3MEN COBCTBEHHOTO XXenaHus, OBBLEKT HE MMEET HUKAKOTO KEMaHUs.
OH He nonaraeT, 4TO emy NPUHAONEXNT 4yT1O-NMMbO Ha npaeax CO6CTB€HHOCTVI, He nuTaeT CbaHTa3MVI
OTHOCUTENbHO peanponpuauum Unm aBTOHOMUN <...> B onpeneneHHOM CMbiCne, peyb UAOET YXKe He O
pesonounn, a o MacCcoBOW AEeBOMIOUMU <...> MaCCOBOM OTPEYEHUN OT BOSM. He yepes oTvyKaeHue unum
fo6poBonbHoe PabCTBO <...> a Gnarofapst APYroi, CyBEPEHHOM ornocoonm He-BONus, CBOEro Poaa
aHTVIMeTaCbVIBMKe, CeKpeT KOTOpOl;I B TOM, YTO MacCChl (I/IJ'II/I L1eJ'IOBeK) KOPEHHbIM O6pa3OM MOHUMAIOT,
YTO OHU He 0BsA3aHbI BblpaXaTb CBO€ MHEHME O CamMmX cebe u o MUPE, YTO OHU HEe 06513aHbI BONEN3bSB-
NATbCSA, HE AOMKHbI 3HAaTb, HE AOJIKHbI XXenaTb <...> CTpaTeI’Mﬂ AEe3NNNo3nn “CO6CTBEHHOI'O” XKenaHug,

[e3unmio3nn ‘cOBCTBEHHON" BOMM, CTPATErMSi MPOHMYECKOTO WMHBECTMPOBAHMS, M3THAHUS K OPYITMM

MOPASIbHbIX, MOMUTUYECKMX U domnocodpckmx npeanmcanmit» (Baudrillard 1999: 113, 97)3.

27K croBa cnoxHo nepesapuTb. OHM COBEPLUAIOT 3HAYMTESIbHO
Gonee TseNnoe NPecTyrnieHne B OTHOLLEHUM FYMaHU3MAa, YemM BGOSbLUMHCTBO
APYrMX aHTUIYMaHMUCTUYECKUX TE3UCOB CTPYKTypanu3ma. Passe Takas «ae-
BOJTIOLMSI» M OTPMLAHWE BOOBPAKAEMOM U CUMBOSTMHECKON MAEHTUDMKALMM
He obpeKaloT O6BbEKTH Ha pacnag M cmepTh! PasBe OHM He OTKasbIBaIOT ;
B JOCTYre K CYObEeKTUBHOMY COMPOTMBIIEHWUIO OKOHYATENTIbHO M BEeCrnoBOpPOT-
HO? 3acsy)MBAIOT JIM NOZO6GHbBIE O6BEKTbI TOro, YTOBObI BbITh PACCMOTPEHHbI-
MM B Ka4eCTBE 3IEMEHTOB COMPOTUBIIEHMS M MOSIUTUKN?

,D,J'Iﬂ OTBETA HA 3TU BOMPOCHI Mbl AO/HXHbI BCMOMHUTD, YTO O6'beKT-
Hble CTpaTerMm — 3TO MOMIUTMHYECKME OEMCTBMS, @ He aKTbl CamoybMICTBa
(MU NonNUTUYECKME aKTbl CamMoyBUIMCTBA). Boille mbl yke BMAENH, YTO OfHO
M TO e JENCTBME MOXET ObiTb MPOYMTAHO M KAaK MOJSHaHMe OBbEeKTa,
M KaK BbICKa3blBaHWe cybbekTa. Mbl BMAENW, YTO MAEHTMYHOCTM OObBEKTA
M Cy6bEeKTa B3aMMHO MCKITIOMAIOT APYr Apyra. Mbl BUAEnu, YTo OguH 1 TOT ke
OpPraHM3M MOXET 3aHMMATb OOHOBPEMEHHO MO3ULUMKM OBbeKTa M CybbeKTa.
HanomHIO TakKe, YTO HM OfHA M3 ITWUX MO3MUMI He TPebyeT AOMyLUEeHMs,
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YTO 3@ OOBEKTHBIM UNM CYObEKTHBIM AEMCTBMEM CTOUT CBOOOAHO BbIGMpPalO-
LLiee CTOPOHY gencreytoiee nmuo. Ham TpebyeTtcs NoHMMaHKWe Toro, YTO Aek-
CTBME He aBCOMIOTHO, OHO MOABEPKEHO MHTEPMPETALMSM U UTEPALMSIM U HU-
KOrA4a A0 KOHLA@ HE OYepYMBAET CBOM aKTbl (CM. KOHLEBYlO cHocky 3). Ham
TpebyeTcsi MOHSATb, YTO MO3MLMOHMPOBAHME TENA KaK OObEeKTa COBEPLUEHHO
HeoBSA3aTeNIbHO MCYEPMbLIBAET €ro BO3MOMHOCTH, @ TaM, F4e BO3MOXKHOCTM
TENa y)e UcHepnaHbl, BEPOSITHO, YK€ HET HUKAKOM MOSIUTUKM.

MMeHHO mo3aTomy cTpaTernm obbekTa «MPOHUYHbIY. O6bEKTH —
3TO €OMHMYHBLIE SMIEMEHTBI, YYACTBYIOLME B 3HAYMTENBHO GOSbLIEM KOMMYe-
CTBE BO3MOXHbIX CUTYaLMit, YemM MoKasbiBaloT>*. MIMeHHO nostomy nepchop-
MATMBHOE MOJNHYaHME MOXET OblTb S4POM, BOKPYr KOTOPOro obGpasyloTcs
JIMHHOCTU U coobLuecTsa®. MMeHHO No3TOMy AMCKYPC NMPMAAET TaKOe 3HaYe-
HUE OTPMLAHMIO CUJTbl MOSHAHMS TEX, KTO aKTUBHO 3aHMMAET OGBEKTHYIO MO-
3uymio. M 4ytobbl yOpaTh C AOPOrM COMPOTUBISIIOLLMINCS MOMYaNUBLIN OOBEKT,
OMCKYPC OOSKEH 3aCTaBUTb €ro 3aroBOpUTb — €CSIM HEe HaCUIIMEM, TO XOTS
6bl NPUBIIEHEHUEM MOCPEAHUKA.

Snunor — 06 3TMKe NocpeaHMYecTBa

OkKa3aBLUMCb BOJSIEIO CIy4asi MOCPEAHUKOM MEXIY apPMMEN U MOSYanMBLIMU
NanecTMHCKUMM OBBbEKTaMM, S 3aHSS MO3MUMIO, KOTOPYIO CaM HE A0 KOHLUA
OCO3HAaBaJsI — M HE MOT OCO3HATb MO MPUUKMHE A3bIKOBOTO Bapbepa. BoeHHbik
XoTes, YTOBbl 1 NPEAOCTaBUIT €MY MPUHUHY, MO KOTOPOM NasieCTUHCKME NacTy-
XM HaCTaMBAIOT Ha BbiNace CBOMX OBEL, OKOJIO eBpeicKoro rnocenenus. Cran
JIM 91 MOCPESHMKOM B rnepegaqe TpeBGoBaHMM JOCTYNa K MPOCTbIM MaTepualsib-
HbIM 6raram — KOpMmy M Boge Ans oeel? Mnu g ctan nocpeaHMKOM B Nepesa-
Ye NpUHUMNUanNbHOro TpeboBaHWs BragenbLa yd4acTka 3emnm? Mnu Ha camom
Zene s cTan NocpeaHMKOM 371070 YMBICA NacTyXxoB No c6opy «MHGOPMaLMM
B BOEHHbIX LieNnsx», COrnacHo abb6peBuaType, MCMonb30BaHHOM odouLiepom?
Mnu s cTan NocpesHUKOM peanu3aummn BOM MECTHBIX nanecTuHues? A mo-
XeT ObiTb, S CTan MOCPEAHMKOM BbIPAXEHMs MHTepPecoB MexayHapogHoro
OBMXEHUS TPYASALUMXCS U «Ta alol» — opraHu3auui, o6ecneymBLUMX MpU-
CYTCTBME aKTMBUCTOB B 3TOM paloHe?! Moero 3HaHWs apabCcKoro He XBaTU-
no 6bl, gaxe 4ToObl 33AaTb TaKMe BOMPOCH, MO3TOMY A CKazan odouuepy,
4YTO He 3Halo.

Y MeHd ecTb ofHO 3Tudeckoe onaceHue. Ecnmn cybantepH
HE MOXET FOBOPUTb M AAXe HE MOXET XPaHWTb MonYaHue (MOCKOMbKY AO-
MMHAHTHBIM OMCKYPC MHTEPMNPETUPYET BOMEBOE MOMYaHUE ;| B TEPMMHAX
CYGBLEKTUBMPYIOLLIEH AMCKYPCMBHOM MO3MLUMM), TO BMELLATENbCTBO nocpes-
HUKa, Kak yTBepaaeT CrnuBaK, CTAaHOBMTCS 3TMHECKOM HEOBXOAMMOCTBIO.
Ho kak nmocpepHuKy nsbexaTb anponpuaummM AOMMHAHTHLIMU O€MCTBYIOLLM-
MM JIMLAMM U HE CTaTb MHCTPYMEHTOM MOAYMHSIOLLEN MHTEPNPETALMM, TMLLA-
loLwen ; monyaHma?

OtBeT Ha 3TM BOMpOCH TPebyeT NpPMBREYEeHUs Pa3HOOBPA3HbIX
MmonyaHmi. Hekotopble 13 3Tux monyanui Oeppuaa (scneq 3a Kbepreropom)
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0603HauYMN KaK CBA3aHHbIE C HEM3OEXKHOM CIy4alHOCTBIO STUYECKOIO peLe-
HUS AEeMCTBOBATb 3TMM KOHKPETHbIM obpasom. Korpa Bbl 3aHMMaeTe 3Tuye-
CKYIO MO3ULMIO, YTO-TO (HO HU B KOEm crydae He BCE) 0Bsi3aHO OCTaTbCs
Ansi CyObeKTa HeJOCTUXMMBIM, HEU3BECTHBIM U HEOOBSICHEHHBIM.

«51 oTBeyalo 3a koro-nmbo (To ecTb 3a MIIOGOTO APYrOro), TOMLKO TEPrsi HeyAaYy B CBOEM OTBETCTBEHHO-
CTW 3@ BCEX APYTMX, 38 STUHECKYIO UIKU MOMUTUHECKYIO OBLLHOCTb. M 5 HUKOrAa He CMOTy OnpaBAaTh 3Ty
JKEPTBY, S HUKOTAA HE CMOTY OMPaBAATb TOT (PAKT, YTO MPEAMOYEN UMK MOXEPTBOBaN OAHUM (KEM-TO)
paan apyroro. 5 Bcerga GyAy CKPbITEH, MPUBS3aH K CKPLITHOCTM B OTHOLLEHWM 3TOTO, MOCKOJbKY MHE

Heyero 06 3tom ckasaTb» (Derrida 1995: 70—71).

Ho Hapsgy ¢ 3TMMM MOMYaHMSAMM, NPOM3PACTAIOLLMMMU M3 HE3HA-
HUSI, Cy4alMHOCTM M abCypaa, eCTb U Apyroe monvaHue, ropa3go 6onee obbl-
AeHHoe. M3 nosnbHOCTU K penpeseHTUPYEMOMY MOMHaHMIO, U3 NOSNbHOCTH
K ; YENOBEK, BbIHYXAEHHbIM CTaTb NMOCPEAHMKOM MO 3TMYECKUM coobparke-
HWUSIM, AOIKEH BKIIOYMTb B CBOWM pPa3HOOOpasHble Crocobbl penpeseHTa-
UMK (He OTAaBasi HM OQHOMY M3 HMX MPEATNOYTEHMSI 3apaHee) BO3MOKHOCTb
He YHUYTOXaTb MONYaHWe ; OObICHEHUEM, MOCKOSbKY OBbsICHEHUE PUCKYET
MOBTOPUTb U Y3aKOHWTb TO, YTO «POPMMPYET B Si3bIKE OrPaHWYMBAIOLLYYIO
TpaekTopuio BorM [;]». B 3aBMcMMOCTH OT 0BCTOATENBCTE M NapTHepa no Au-
anory, MOCPEAHUK JOMKEH ONPEAEnUTb, He Nydlle NIM emy NMPUCOeLUHUTBLCS
K MOMYaHMIO ;. TaK 3TOT NOCPEAHMK AOIMKEH KOHKPETHO M MParMaTM4HO pe-
LUMTb CNEAYIOLLYIO AUIIEMMY: HE NPMAACT N OH Borblue cubl CyGanTepHYy,
NMOBTOPMB €ro BONEBOE MOMYaHUe B CUTyaLun nocpeaHudectsa? [ocpeaHuky
CTOUT OBOyMaTb, HE MNydlle JIM emy MPUCOEOUHUTBCS K ; B ero/ee oTKase
rOBOPUTB.

1. BbiGop 3TOro cumBona — MOS AaHb YBaXKEHMS MOMYAHMAM U PUTOPU-
YeCKOM LEMOHCTPALMM MX MOLLHOrO MoTeHuMana paspyleHus. KTo-to
MOXET CYECTb OLUMOBKOM CTUPAHME MMEH MOMYAaNUBLIX MHAMBUOYYMOB
B MOEM TEKCTe, HO MofjobHoe CTUpaHMe — OGBEKTMBHAs AaHHOCTb.
Bce umeHa monyanmebix MHOMBUAYYMOB, 38 OOHMM JMLLb UCKITIOYEHUEM,
BbIn CTepThl IMBO UMM NIMYHO (OTKA30M OT camomnaeHTHdMKaLmK), TMBo
TEMM, KTO CPUKCMPOBAN TAKOrO POAA Cllyd4am B OOKYMEHTaX M WMCMOSb-
30Ban MnceBAOHMMbL. B TOM egMHCTBEHHOM criydae, roe s 3Hal UMS ;,
ero MMsi COXPaHUIM APYyrMe yHacTHUKM COOBITMI. 3HaK ; 6bin BbIOPaH
OTHACTM M3-3a CXOACTBA C NepPBOi BYKBOM MMEHW MOMYANUBOrO UHAMBU-
LYYMa, KOTOPOTO i MMEN YeCTb 3HaTb M Ha3bIBaTb.

2. [Mpepnonaranock, 4To monyaHMe NOLOOHOrO POL4A MOXKET BbITb peaKLumen
Ha HeGnaronpusTHblE PeaKLUMM Ha NONMUTUYECKME BbICKa3blBaHMS ; y cebs
B CTpaHe. Mol onbIT roBOpUT, YTO Aeno He B 3Tom. 1o KpaliHel mepe,
B M3BECTHbIX MHE COOOLLECTBAX MUIPAHTOB M BexkeHueB B M3paune. Te,
KTO MPUESIKAET M3 CTPaH C TPAAULMAMM OTKPBITHIX MOMIMTUHECKMUX BbICKa-
3bIBaHMM, BOCCO34aI0T OObIYaM MOIMTUHECKOTO BbIPAXKEHMUS U B U3THAHMM
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(cm. 3aknounTensbHble cTpanuusl Wagner 2010).

TepmmH «nepchopmaTiB» nporcxoamT u3 kputuku Heppuaa (Derrida
1998) «peuesbix akToB» OCTMHA M MOCNEAYIOLLEr0 TEOPETUYECKOrO
ocMmbicnieHns nepdpopmatneHocTn batnep n baba. CornacHo Batnep
(Butler 1990), nepdropmaHc — 370 06s3aTENbHO HECOBEPLUEHHOE MO-
BTOPEHME HOPMbI, YCTaHaBMMBaloLLee MAEHTMYHOCTL. HecoeepLueHHoe
NMOBTOPEHME HeceT B cebe BO3MOXKHOCTb MOAPbLIBA TPaHuL, nepdoop-
MaTMBHOM uaeHTHYHOCcTH. BaBa (Bhabha 1994) npotueonocTtaenser
negarormky («npouecc co3paHus UOEHTUYHOCTH, CADOPMUPOBAHHOM
UCTOPUHYECKMMM OTAOKEHUSAMM») U NEPEIOPMATUBHOCTL («yTpaTy MAEH-
TUYHOCTM B 3HAYMMOM MPOLIECCe KYNBTYPHOM naeHTUdmKaummy») (c. 304).
[MepdhopmaTMBHOCTL, C YH4ETOM €€ POnn B DOPMUPOBAHUM U paspyLLe-
HWW MAEHTUHHOCTEN, MOAPA3YMEBAET MOABMIKHYIO, OTKPLITYIO MHTEPMNPEe-
TauMio, He MOAAAIOLLYIOCS OrPaHUYEeHUIo BOMEN MAEHTUULMPYEMOTO
cy6bekTa. [oABMKHOCTE — 3TO OCHOBHOE TOMMMBO SIBMIEHMS, M3y4ae-
MOTO B 3TOM TEKCTE.

CTaHOapTHBIM MPUMEPOM MOXKET CryMTb paboTa Asopckoro (Jaworski
1993). OH aHanM3MpyeT MOMYaHME KaK CPEACTBO AOHECEHWUS KAaKOro-To
CMbICNIa M OAHOBPEMEHHO MOKA3bIBAET, YTO MOSHYAHME MOMKET OTKa3bl-
BaTbCSl OT MOAYMHSIIOLLErO AUCKYPCA, CIYXKWTb aMOPTU3MPYIOLLMM pe-
YeBbIM OPYMKMEM, KOTOPOE MOXET LAaBUTb Ha MAapPTHEPOB MO AManory
C Lefbio M3MEHUTb YCNOBUS MPEeasioKeHus unu TpebosaHus. MaTTepcoH
(Patterson 2000) upeT panblue M MCCEAYeT MPUYMHBI M NOCNEACTBMS
MOMYaHMSI B KOHTEKCTE MyBnMYHOM nonmTuku. Cymmmpys OmbIT Cllyvaes
YMan4nBaH1s /Mon4aHus, oHa nmwweT: «Bce, 4To y Hac ecTb, U BCe, YTO Ham
LOCTYrMHO, — 3TO MonyaHue. MonyaHue ecTb CTpax, a pevyb — onac-
HOCTb. MosnyaHue BbI3bIBAET CThIA, @ PeYb He 3aC/y}KMBAET BHUMAHMSL.
Mon4yaHne — 3To conpoTuBieHUe, a pedb obecueHeHa. MonyaHne —
30M0TO, @ peyb HeymecTHa. MonyaHre KOHPUAEHUMANbHO, @ PeYb Bbi-
CTYMaeT B Ka4eCTBe NMPUKPLITUS ANS KOro-to. MonyaHne — 3TO ymeHue
CryLIaTh, AAKOLIEe PEYM BO3MOXKHOCTb BbiTb YChblLLaHHOM» (C. 681, umT.
no Wagner 2012: 117). Bacco (Basso 1970) vHTepnpeTMpyeT monyaHue
3aMafHbIX anadvert Kak crnocob B3aMMOAEMCTBUS C «HeonpeaerneHHo-
CTbIO M HEMPEACKA3yeMOCTbIO B OBLLUECTBEHHbIX OTHOLLEHMSX» (C. 227).
Knap (Clair 1998) u lpuxanbea (Grijalva 1997) patoT 6onee TOHKME OLEH-
kun. JTopeHc (Laurence 1994) uHTeprnpeTUpyeT MonyYaHMe Kak sSApo, BO-
KPYr KOTOPOro hOpPMMUPYIOTCS HUCMPOBEPraloLlee 3HaHWe M MCTUHA.
O hbeHOMEHONOMrMHYECKMX acneKTax MOTHaHUS KaK AENCTBUS CM. paboTy
AuecoHa (Acheson 2008). OTmedy, 4TO MOHaHUE MOXET BbiTb TaKKe
MCMOMb30BAHO KaK MOLLHOE OPYAME TeMM, KTO YMpaBMsieT CUTyaumen
(cm. Sattel 1983), Ho 3geck Hac MHTepecyeT monyaHue cyBanTepHOB.
XopoLwmit  aHanmM3 OTHOCMTENBHOCTM MIIM  KOHTEKCTYanbHOCTM TOrO,
YTO CHMTAETCS MOMYaHMeM, Cm. B paboTax an (Gal 1989; 1995).

CnuBak pa3bupaer ucronb3osaHre MapKCOm ABYX HEMELIKMX FMarosos
C GNU3KMM 3HAYEHUEM «MPELACTaBNSATb B OTHOLLEHWM paboyero Knacca
KaK npumepa yrHeTeHHoro knacca. — [Mpum. nep.

45



Poit Bartep

The February Journal

Mepesog umT. (c uameHenusmm) no: Crmeak MY (nep. lopHbix A) (2001)
MoryT nu yrHeTeHHble roBopuTs! BBefeHMe B reHAepHblE UCCIefOBaHMS.
YacTs Il. Xpectomarus. CM6., XUIM': 649—670. — lNpum. nep.

Tesanc Crnmeak Bbi3Ban xapkume cnopsl. Mappu (Parry 1987) Bugut 8 dhop-
mynuposke Crnneak nosuumu cybantepHa doopmy ymanimearms. Cm. Tak-
e BcTpeyHble aprymeHThl Lapn (Sharpe 1989). Mosuuua Cnveak cTaBuT
cneuudpmyeckylo 3agady nepes hemmHMCT(K)amm — pacKonaTb ronoc
B ry6uHax xeHckoro mondanus (cm. Gilligan 1982, Taylor et al. 1995).
Bonee nosgHve dhemmHUCTUHECKME PABOTHI KPUTMKYIOT 3TW MOMbBITKM.
Knap (Clair 1998) nepexoauT OT KNacCMYecKOro HappaTMBa YMOMHYaHMs
K MPOYTEHMIO MOMHaHUSI KaK «CaMOAOCTATOYHOrO aHTMMOAA COMPOTMB-
fieHnio U TUpaHumy» (c. 147). Cxoxmum obpasom ana MmerH (Glenn 2004)
«MOJHaHWE MOXET ObiTb CrNocobom B3aTb Ha cebsi OTBETCTBEHHOCTb,
OTKa3bIBAsICb MPMU 3TOM MATU Ha YCTYMKM», HO OLHOBPEMEHHO OHO MO-
eT BbITb U «CNOCOBOM OTKa3a OT OTBETCTBEHHOCTM MPU OLHOBPEMEH-
HOWM BHewHel nogatnMeocTuy (c. 155). MaxoyHu (Mahoney 1996) paxe
nepeynTbiBaeT paboty [IkunnureH, YToObl HAMTM Tam [LOKAa3aTenbCTBa
TOrO, YTO MOMYaHUE MOMET HE TONbKO 3arfyLlaTh MOAMMHHbLIE rOroca,
HO TaKKe CIyKWTb CTpaTernei co3gaHus NPOCTPAHCTBA U BO3MOXKHOCTH
LS pocTa. B 3ToM KOHTEKCTe BaXKHbIM MPUMEPOM CRYXKUT ybeauTesb-
HbIl pa3bop Kannan (Kaplan 1996) npotusopeumson nosmumun. O Hewt
Xappver Ixeikobec Hanucana «Cnydam U3 XM3HKM LEBYLUKM-PABbIHM»
(B pycckom nepesoge — «51 pogunack pabbiHen». — [Mpum. nep.).

Tex, KTO He 3HAKOM C MeTaPopPOM KBUITMHIE — FIOCKYTHOIO LUMTLS,
nonynsipM3oBaHHOM B TakMx KHurax, kak Everyday Use Snmc Yokrep
n Beloved ToHn MoppUCcoH, 1 BNOCNEACTBUM MPUHATON KaK DEMMHMUCT-
CKasi meTacpopa MosiBneHus 3HaHus. B cBoelt cTaTbe 5 ccbinaloch Ha pa-
6oty OnaHHepw (Flannery 2001).

«Kak npaBuno, myumTens He MCMOMb3YET S3bIK HACKIIUS, COBEPLLAEMOTO
MM, BO MMS CYLLECTBYIOLLIEH BIACTU; OH MCMOMb3YET SI3blK BMACTH, U 3TO
[AeT eMy BO3MOXHOCTb BbICOKOMAPHOrO OMPaBAaHMS B CBOMX Frasax»
(Bataille 1986: 187—188).

B 3TOM KOHTEKCTE OTHOLLEHMSI MEXAY MOPSAKOM M HACKUIIMEM HAMOMM-
HawoT mnHBepcuio Oyrko markcumbl Knaysesuua: «MNonutuka — 310 npo-
LOMmKeHue BOMHbI apyrummn cpeacteamm» (Foucault 2003: 16). Ha camom
ferne UMBMIM30BAHHbLIM MOPSAOK MWCaHbIX 3aKOHOB MOALEPMHKMBAETCS
CMOPasUYECKUMMU MPOSIBNIEHUSIMU HACUIMS — TaK Ha3bIBAEMOE «COXpPa-
HSIOLLEEe 3aKOH» Hacunme 6bino NpobremaTM3npoBaHo BeHbsmMHOM
(Benjamin 1996). AHanu3 NONUTUYECKOrO MOPSAKA B CBS3M C OTIIOMEH-
HbIM M aKTYanmM3upOBaHHLIM HACKUIMEM B KOHTEKCTE M3PaMbCKOM OKKY-
naumun cm.: Ophir and Azoulai 2009.

O  MOMYaHMM M HaCMIMKM,  KOTOPbIE  CBOMCTBEHHbI  LMBU-
JIM30BAHHOM  KOMMyHMKaumM, cm.. Bataille 1988: 92; 1985:
137—144.

Oxonanus — aBTOMATMYECKOE MOBTOPEHMWE CIIOB U opas Apyroro 4ve-
rnoBeka. HacTo 3xonanusi MOXeT BGbiTb CUMMTOMOM ayTU3Ma MIIU APYTUX
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HeBponorniyeckux ocoberHHocTen. OpHAKO MpPaKTUYECKM BCe [LETH
[0 TPex neT MPOXOAST CTaAMIO 3XONanuu, KOrfa, MoBTopsis 3a B3pOC-
NbIMK, TPEHUPYIOTCS MPOU3HOCKTL Pa3fiYHbIe 3BYKM M MPaKTUKYIOTCS
B HaBbIKax COLMaNbHOM peun. — [Mpum. pes.

B nutepaType cyLLecTByeT COBCEM HEMHOTO WMCCNEeAoBaHWM, pasbupa-
IOLLMX MPUMEPBI «KHEOCO3HAHHOM M MPPALMOHANBbHOM BOMM K peum».
Mbl yxe ynomuHanu paboty [Natpucum JloypeHc, koTopas cuMTbiBa-
eT aBTOPCKMM (PPEMMMHI MOMHYaHUS KEHLUMH BMKTOPMAHCKOM 3MOXM
KaK BOMIO K POPMMPOBAHUIO HOBOTO 3HAHMSI M HOBBLIX WMCTWMH. 3enurc
(Zeligs, 1961: 20—21) NPOYUTLIBAET MOMYAHWE MALMEHTOB MCUXOAHAMM-
TMKOB KaK }XenaHue Bbi3BaTb Y BPaya CMMMaTUIO K CBOEMy KOHCPIMKTY.
XefK yTBEPIKAAET, YTO «B OMbITE M3GMBAEMbIX MHAMMCKUX HEHLLMH CO-
MPOTUBIIEHWE MOXHO MPOYMTaTL B MOMYaHUSX — B GEe3MOnNBHOM pe-
LUIMMOCTM OCMapUBaTh MNOAABASIOWYIO BAACTb Myx4mnHy (c. 313). danToH
n Qatumnrep (Dalton and Fatzinger 2003) BuaaT B mon4aHUM, NOKasaH-
HOM B cueHax dounbma xerH KamnmoH «[uaHnHO», BOMO K KOHTPO-
NII0 U YCTaHOBMEHMIO aBTOHOMHOM KOMMYHMKauuu. BpakctoH m Lly6ep
(Braxton and Zuber 1994) npuxopsT K Tem e BbiBOLAM, aHanM3Mpys
«Crnyyam u3 3u3HM aeByLIKM-pabbiHuy XappueT Dxenkobc.

«Ta aloW» — M3PanNbCKO-MAaNecTMHCKas OpraHM3aLms, BeayLlas CBOIO
LesTeNnbHOCTb B 3TOM PErMOHE. D3pa — OAMH M3 BeAyLUMX U3PaMUIbCKUX
akTuemcToB. Ana ihrab betak — «5 pazHecy TBoit gom» (apab.).
MpeKpacHbIM aHanM3 TOro, KaK MOMYaMBLIN CybanTepH MOXKET U3MEHUTL
LMCKYPCUBHbBIE NMO3ULMM CYGBEKTOB BOKPYT CeBsi, MOXXHO HalTU B npes-
noxenHom LLlapn (Sharpe 1989) paz6ope cueHbl M3 pomaHa Dpgsapaa
®Dopcrepa «MyTewecteme B MHamio». Monyanuebiit onepatop onaxana
B 3ane Cyfa, OObEeKT BHUMAHMUS CPasy TPex CTOPOH — 3POTUHECKOro
B3MMS4a aHMMYaHKK, BbIABUIaBLUEN OGBUHEHUE B CEKCYanbHOM HACKIINMU,
3POTMHECKOro B3rMsha FOMOCEKCYanbHOro aBTopa M HaLMOHAaNMCTHUYe-
CKOrO B3MMsfa MHAMMLA CPEAHEero Kracca — PaspyLllaeT CueHy Cyha
M OXMAAEMBIA NPUTOBOP.

Pyc. nepesog umt. no: yko M (1996) Apxeonorus 3HaHus. MNepesog
¢ dbpaHuysckoro C. MuturHa m [. Cracosa nog obiien pegakumen
Bp. INeeyeHko. Knes, Huka-Lentp. — lNpum. nep.

B nutepaType peaKo BCTpeyaeTcs aHanM3 MepcoH, OTKAa3aBLUMXCS
OT AMCKYPCMBHOM MO3MLMK B MOSb3y MApPrMHanbHOM MONMYanMBOM MO3n-
LMM C LENbIO U3MEHWUTL MOSOXKeHWe Beluei. boratyio noaGopky opuam-
YECKMX M NefarorMYeckmx Cry4aes MOXHO HanTh y MoHTolm (Montoya
2000), B otkuke PoBeptca Ha 3Ty cTaTbio (Roberts 2000), a Takke
y Jlbionca (Lewis 1993: 34—40). AHanu3 MOMYaHMs FrepouHM domunbma
«MuanuHo» xeitn KamnuoH, nposegerHbiit JantoHom 1 QaTumHrepom
(Dalton and Fatzinger, 2003), Tak:Ke MMEET OTHOLLEHME K STOMY CIOKETY.
B stom ab3aue aBTOp Mcnonb3yeT mectommenne her, a He his — u xoTts
MO CIOETY HU OAMH M3 YNOMSIHYTbIX CyBanTepPHOB He Gbin KEeHLLMHOM,
Mbl PELLUMSIN OCTaBUTb 3Ty OTCHIIKY K TOMY, YTO MOMYanuBblii cyGas-
TEPH MOXKET BbiTb KaK MYXYMHOM, TaK M eHLmHoM. C TOYKM 3peHus
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hbopManbHOro PyccKoro sisblika Pa3roBop O 6e3nMyHOM CcyGbekTe npea-
ronaraeT MYKCKOM PO, HO Mbl B AAHHOM Crly4ae CO3HATeNnbHO —
KaK KaxeTcs, cobniofasi MHTEHUMIO aBTOpa — MAEM Ha 3TO HapyLlue-
Hue. — [pum. nep. u pes.

O nopoxzaeHHon DyKo KpUTHMKE 3mMaHCHMMaLMK Yepes pedb U CyGbeKTH-
Baumio cm. Brown 1998.

Pyc. nepesog umt. no: Myko M (1996) Apxeonorus 3HaHus. MNepesog
¢ dbpaHuysckoro C. Muturna m [. Cracosa nog obien pegakumen
Bp. INeByeHko. Knes, Huka-Lentp. — lNpum. nep.

3pecb MOXHO o6paTuTbcs K Gonee nosgHen pabore Dyko, rge
OH YTBEPIKAAET, YTO «CAMO MOJSHYaHMWE, BELLM, O KOTOPbLIX OTKA3bIBAIOTCS
FrOBOPUTb UITM KOTOPbIE 3anpeLualoT Ha3biBaTb <...> — BC€ 3TO 4Bnga-
eTCcs He CTOMbKO aBCoNMIOTHLIM NMPEAENOM AUCKYPCa, APYroi CTOPOHOM,
OT KOTOPOM OH SIKOObI OTAENEH KECTKOM MPaHMLUEMN, CKOMbKO 3M1eMeH-
Tamu, PYHKLMOHUPYIOLLMMMU PSAOM CO CKasaHHbIMM Bewamu <..> He
criefyeTt Npou3BOANTb 34eCb BMHAPHOIO Pa3AeneHus Ha TO, O YeM roBO-
PSAT, U TO, O YEM HE FOBOPSIT <...> MIMeeT MecTo He OgHO, HO MHOXECTBO
pa3Hbix monHaHuity (Foucault 1978: 27 [Pyc. nepesog umt. no: Oyko M.
(nep. ¢ dopaHu. C. TabauHukosoit) (1996) Bonsi kK MCTMHE: MO Ty CTOPO-
Hy 3HaHMs, BJIACTU M CeKCyarnbHOCTH. PaboTel pasHeix net. M.: KacTtane.
C. 126]). Mo-gpyromy 1o pasbupaet Lenes (Deleuze 1988) B cBoeit rny-
Gokoit pekoHCTPyKuMm cuctembl Dyko ¢ ee BHYyTpPeHHeN /BHELLHEN Npo-
GriemaTu3aumMen Yepes NoHsTUe «CKnaakm». Ho 3Tu uccneposaTensckue
HampaBneHns COCPeoTOHEHbl HA CYObEKTUBALMM, & MeHs BornbLue MH-
TepecyloT popMbl COMPOTMBIIEHUS, BO3HMKABLUME 3a MPEeAenamm sICHbIX
BbIPAXEHMIM CyOBEKTOB.

Kama 2005 — 3To aHrnosisbiMHash NyonuKaLms, CBS3aHHas C TEM Ke MC-
cnefoBaHWEM, HO TaM HET NPSMOM CChINIKM Ha YITOMMHAEMBIM MHOM KeMC.
Sissy (aHrn.) — HexeHKa, cnabak. — [loum. nep.

MccnepoBaTenbckoe MHTEPBLIO — HE eAMHCTBEHHas dhOpma AManora,
rOEe OX4a He MOXKET roBopuTb. B cTaTbe Ha BefyLLeM M3PaunbCKOM Mop-
Tarne yTBEPHAANOCh, YTO «KaXAbl OX4a M KaXAblM KOKMLA, MCMOSb3yio-
LM PEMUMHUTMBLI B PA3rOBOPE O CBOMX CECTPAX, YIKE AENaeT Luar Bre-
pen B 6opbbe, MOMOraloLLEN PaCLUMPSTL FPaHULbl B OOLLECTBE U MEHSITb
OoTHOWeHWe obuecTBa K Ham» (Ha mepute — https:/www.ynet.co.il/
articles/0,7340,L.-2935389,00.html). Ho 3ToT 3aLmTHMK ox4eit He ucnonb-
3yeT PeMMHUTHBLI B CBOEM cTaTbe. [laxe Koraa B AMCKYPCE Mo3uLms OX-
Yel yTBEPKAAETCS MO3UTUBHO, OHa BCE PABHO 3asIBISIETCS KaK MNo3uums
MYKYMH-reeB. Peyb ¢ MO3MLMM OX4M B STOM KOHTEKCTE BrIOKMpYeETCS.
PazymeeTcs, B MCTOPUYECKOM MEPCMEKTMBE 3Ta CUTyaUMsi MEHseT-
cs. Opyron sanpoc B Google mnokasbiBaeT, YTO M3 MepBbIX TPMALA-
TU CCHIFIOK HAa TEPMMUH «KOKMLA» (BapMaHT OX4M) TOMbKO OAHA BbIOAET
BbICKa3blBAHME OT MEPBOro NULA — M [AXe Tam 3TO «KOKMULA-NamT».
BaxHee, 4TO OAMH M3 HaMAEHHBIX aBTOPOB YMOTPEOUNT TEPMMH «KO-
KMLUa» He KaK npwunaratefibHoe, a Kak Mmsi cobcTBeHHoe. YTobbl npum-
3HaTb MOHSATUE KOKMLA», €ero HEOBXOAMMO BbINO MPOM3HECTU KaK MMS
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cobcTBeHHOoe. Takol mepexof Aaneko He HOBbIM B MCTOPUM FOMOCEKCY-
anbHocTu. JTopa Anbdppen Hdyrnac, nio6oeHuk Ockapa Yainbaa, ckasan:
«lio6oBb, HE CMeloLLAs Ha3BaTb CBOE MMs», @ Yainbh Ha Cyae C Upo-
HUEM OTpuuan B 3TOM ppa3e HaMEeK Ha rOMOCEKCYasnbHOCTb. DTa Jio-
60Bb LEMCTBUTENBHO HE MOTTa Ha3BaTb CBOE MMS MOJ YrPO30M CTPOMMX
OOBLLECTBEHHbIX M IOPUAMHECKMX CaHKUMI. [Ina 3Tol nioGBM Npom3HeCTH
CBOE MMsl O3HAuaro «MoTepsiTb rorioBy» (MM KaK MMHMMYM CBOGOAY).
A npumepHo noneeka crycts Gopcrep BAOXKMI B yCTa reposi-roMOCEKCY-
ana ceoei noeect «Mopuc» croBa «5 BbIPOAOK OCKap-yalsbLOBCKOrO
Tuna» [B opuruHane — I'm an unspeakable of the Oscar Wilde sort —
1 BarHep CcTpouT CBOM paccyaeHus, OTTanKmMBasicb OT KopHs speak (ro-
BOpUTb). — [Mpum. nep.]. ITa MAEHTUHHOCTD ELLE HE MOXET MPOU3HECTH
Ha3BaHWE CBOEM IPyMMbl, HO YKE MOMXET OBPecTU Mmsi COBCTBEHHOE.
Takne camoupeHTUPMKALMM, KaK «KOKMLI@» MIM «OX4a», OCTAIOTCS AO-
MONMHUTENBHBIMA M U3MEHSIEMbIMM, COOTBETCTBEHHO, TAKMMM OCTAKOTCS
U UX CPEACTBA COMPOTUBIEHMS. BhipaxeHUs « — ox4a» U « — KOKM-
La» He MepPeCceKn Jaxe NopPOor MHTEPHET-BbICKA3bIBAHWS HA MOMEHT Ha-
nmcaHus 3ToM ctatbn [2012 rog. — [Mpum. nep.], HO TOT CPaKT, YTO «MMChb-
MEHHbIM 3HaK HeceT B cebe Cunly, MOPbIBAIOLLYIO CO CBOMM KOHTEKCTOM,
TO €CTb C KOJMEKTUBHOCTBIO CYLLECTBOBAHMM, OPraHMU3YIOLMX MOMEHT
ero HarmucaHus» (Derrida 1988: 9), nozeonseT coeepLuaTb CEMUMOTUYE-
CKME MAaHEBpPbI, MPW MOMOLLM KOTOPbLIX TaKMe CamoMAeHTUDMKaLMM,
KaK «OX4a» U «KOKMLLA», MOTYyT BbICTPO PaCrpPOCTPAHUTLCS TaMm, rae cem-
4Yac OHM OCTalOTCS PEeAKOCTbIO. Ho BMecTe ¢ yBenMYEHMEM YUCTIEHHOCTH
MOXET MEHSITLCS M HABOP BO3MOMHOCTEMN, AOCTYMHbLIX KOKMLE, a BChea
3a@ 3TUM U BCSI CTPYKTYPa, ONPEefensioLas «KOKMLY» KaK MAEHTUYHOCTb.
PazymeeTcs, pasgeneHue Ha CyGbeKT/OGbEKT OnpenensieTcs CUMBOSIU-
YEeCKMM MOPSIAKOM, M, CNEAOBATENBHO, OObEKTbl, O3HAYEHHbIE B S3bIKE,
paspeneHbl U 3aBUCAT OT O3HAYAIOLLErO B TOM KE MEPE, YTO M CYOBLEKTHI.
Ho JlakaH Tak¥e roBOpMT M O «B BbICLLUEN CTEMEHM PEanibHOM, CYLLIHOCT-
HOM OGBbEeKTe, KOTOPbLIN yKe SBRSeTCs He OBGBEKTOM, HO TEM, MPU CTOM-
KHOBEHMM C Yem BCE CIIOBA YMOJSIKAIOT, @8 BCE KATErOPMM PaCChiNaloTcsi»
(Lacan 1988: 164). 3Ta no3uums yske Gnmxe — ecsiu BbIHECTU 3CCEHLM-
anusm 3a CKOBKM — K OrpaHMYMBAIOLLEMY acneKTy oBbeKTHOCTH, KO-
TOPbIA MHTEPECYET MEHSI B 3TOM cTaTbe. bonee Toro, moe BblunieHeHuWe
OGbLEKTOB MMEET CBOEM LENbio He CTONMbKO BO3AaTh AomkHoe JlakaHy,
CKOJSIbKO OMpaBhaTb MEPExXof OT PAaCCYKAEHMM, M3MOMEHHbIX BbILUE,
K M3MOMEHHbIM Huxe mbicnsm boopuisipa, KoTopble, HECMOTPSI Ha me-
HsiBLUEEeCs oTHoLleHWe Boapuitspa K ncuxoaHanmsy U CTPYKTYpPanmsmy,
O4YEBMAHO pearmpyloT Ha ydeHue JlakaHa.

Pyc. nepesog uut. no: Bogpuitsp X (2017) DatanbHble cTpaTeruu.
Mocksa, PUMOIT Knaceuk: 164. — lMpum. nep.

Tam xe: 131-132. — [Npum. nep.

MHTEpeCHbIM BapMaHT MOMYanmMBOM CYGbEKTHOCTM KaK COMPOTUBIIEHMS
npuBedeH B aHanM3e Xy4OXECTBEHHOro M JIMYHOro mosvaHust [hxoHa
KeMaxa B OTHOLLEHMM SKCMPECCMOHM3IMA M TOMOPOBUM, rae «MonvaHme
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COCTaBISIET TAKOM CMOCOG OMMO3MLMM, KOTOPLIM OTKa3bIBAETCS OT SICHO
BblIPaXEHHOM OMMO3MLMOHHOCTH, HO MpeAnaraeT oGoNoYKy, Tpebyemyio
L5 TOro, Y4TOBbI MOCesTb HECTaBMIIBHOCTb B OGECNeYMBaEMbIN MOMULM-
el KoHceHcyc 1950-x rogoB, 0COGEHHO B TOM, YTO KACAeTCs CKPbITOM
romocekcyanbHocTuy (Katz 1999).

HanomHMM, 4TO C y4ETOM HALLErO MOHMMAaHMS NEPIOPMATUBHOCTH (CM.
npMM. 3) 3aHATHE NO3ULMM OBBEKTA MM CyObeKTa He BCerda OKasbl-
BaETCs PE3yNbTaTOM BbIOOPA, M YK TOYHO 3TO He BbIGop CcBOGOAHOrO
[EeNCTBYIOLLEro nmua.

McrxoaHanus Gbin OAHUM U3 MEPBBLIX HAYYHbLIX HAMPABIEHMWM, OCO3HAB-
UMM CBSI3b MEXKAY Mom4aHuem u conpoTueneHvem. K npumepy, Apnoy
(Arlow 1961) 06o3Ha4Mn POfb MOMYaHMS, BBEAS MOHATME «KOHTPME-
peHoc». Ho OTHOLLEeHME K TaKoMy WMCMOMb30BaHMIO CUIbl OCTaBanoCh
B LEMIOM HEraTMBHbIM M OBBLIMHO PACCMAaTPUBANOCh KaK MpensTcTeue
B NeYeHUU UNn NPUKPbITUE HYero-To, OCTaloLLEerocd HeBblCKa3aHHbIM (CM.
0630p MHTEpRpeTauuit Mon4aHus B ncuxoaHanmse B: Sabbadini 1991).
IOnna Kpucteea rosopuna B sHeape 2006 roga B Tenb-ABuBe O He-
OBXOAMMOCTM MOHATL TeX, KTO y4acTBoBan B GecropsiAkax B MpuUro-
pogax [Mapuka rogom paHee. POpaHuysckas npecca AENCTBUTENBHO
MOMHA MOMLITOK MOHATb (MCMOMb3ya LUEenbii psig MHTEpRpeTaumi, oT 3T-
HOKYIBTYPHBIX O MAPKCUCTCKMUX), HO 1 BOIOCh, YTO TPeBOoBaHWe MOHSTbL
B AAHHOM CIly4ae KaK pas CIyXUT MPUMEPOM TOrO, KaK aHanus3 npensTt-
CTBYeT M oTpuuaeT adpdpekT cunbl. Kak 3ameTnn ogmH obospeBsaTernsb,
naxe bogpwuisp (npuBeseHHas Bbilue LUMTaTa M3 KOTOPOrO OKa3blBaeTCs
POPMOI MHTEPMPETALMM, YKITOHSIOLLEICS OT BbICKa3blBaHWS OT MMEHM
cy6beKkTa) B Mo3gHux paboTax obpaliaeTcs K Gonee aHanMTUHECKOMY
CTUMIO MHTEPMPETaLMM, MOKa3bIBas, KaK TOHKA rpaHb MEXAY Pa3HbIMU
chopmamu penpeszeHTaumun. Pabota Maknep u apyrux (Maclure et al.
2010) — peakmi NpUMep TEKCTa, rae MondaHue pebeHka aHanusupyeT-
csi 6e3 MOMbITKM NMOAMEHUTbL €ro pauMoHanbHoM nHTepnpetaumeit. OHa
GasmpyeTcs, MOMMMO Mpo4dero, Ha pasmbiwneHuax Oeppuaa (Derrida
1998) 0 Mon4aHuM B McuxoaHanumse.

Pyc. nepesog uut. no: Bogpuitsp X (2017) DatanbHble cTpaTeruu.
Mockea, PUMOJ Knaccuk: 164, 134—135. — [Mpum. nep.

O meTadpmanyecKoi MHPPaACTPYKType 3TOoro TpeboBaHWMS CM. 3cce
Heneza (Deleuze 1997) o pacckaze Meneunna «Mucey baptn6u.

Mbi yke ynommHanu pabotsl BpakctoH u Lly6epa (Braxton and Zuber
1994) u Xerge (Hegde 1996), roe npuBoasaTcs Mpumepsl TOro, KaK Jnu-
HOCTU MOTYT hOPMMPOBATLCS BOKPYr MOMYaHus. TeOpeTUHeCcKMi aHa-
M3 coobLuecTBa, CPOPMMPOBAHHOTO BOKPYr MOM4aHus, cm. B paboTte
®DepriocoHa (Ferguson 2003). MHTepecHble KeMcbl MpUBEAEHbI B PaccKa-
3e CangaHbu-lINMopTunbo o canatucTckoi LepemoHumn (Saldafa-Portillo
2002) # B aHanM3e MOMYANMBOrO COMPOTMBIEHMUS YYEHMKA YYUTENIO
KaKk crnocoba 0603HaYMTb CBOIO MO3ULMIO CPEAM OBHOKIIACCHUKOB B pa-
6ote Mnmop (Gilmore 1985).
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OG6 aBTOpE

Poit BarHep — npodpeccop mcTopun 1 prnocothmum maTemaTUHECKUX HayK
B LLIBeliuapckoi Beicluel TexHuveckoM wkone Liopuxa. Ero npenogaeatens-
CKME U UCCNEAOBATENBCKUME MHTEPECH! TAKIKE BKIIOHAIOT CEMUOTUKY M KPUTU-
yeckyto Teopuio. Xues B Mspaune/ManectmHe, Poi 3aHMMancs akTMBUM3MOM
B cthepe Tpyaa, murpauum m okkynaumu. Cpegu ero npoLusbix nyGrnuka-
umit — «TpaHcueHaeHTanm3aums rocygapctsar (2016), «O (He)sbiBope mexay
MOBMUIBHOCTBIO M BUOAMMOCTLIO: MEepPeceHeHne CEKCYarlbHbIX M HaLMOHaNbHbIX
rpanuy B M3paune/ManectmHe» (2013) u «MoxopoHHble o6psasl, KBUpP-no-
nutmka» (2006).

O nepeeopnke

Metp bBaBMH — wucTOpuMK, coumonor, nepesBogynk. [locne oKoH4YaHMS
McTopuyeckoro chakynsteta MY 1 nombITOK HanucaTb AMccepTaumio 06 UCTo-
pyyeckol namsaTu dopaHLy3ckoro aeopsHcTea XIX Beka nepexnoumnncs Ha usy-
YEeHMEe POCCHIMCKOTO MAcCOBOro CO3HaHumsi. epeBogamm HayyHbIX M Hay4HO-
nonynspHbIX KHUI 3aHMMaeTcs ¢ 1998 roga, MpPeuMmyLLIECTBEHHO C aHMMICKOro
1 chpaHLY3CKOro A3bIKoB. [orpyeHue B TEMy NMOCTKOMOHMAM3Ma Ha4as ¢ ne-
pesoga kHurn «Pycckuit opuerTtanmam» Jaemga CxummerbreHHWMHKa BaH gep
Oite. B 2021 rogy nepesen gns cepumn «CoBpemeHHas KPUTUYECKAst MbICTTb»
uspaTtenbcTBa «[apax» ABe 3Ha4YMmble PaBOTHl NOCT/AEKONOHUANMCTCKOrO Ha-
npaeneHus: «[posuHumanmsupys Eepony» Ounewa Yakpabapt u «Kynbstypa
1 umnepuanusm» Saeapaa Canga. C mapra 2022 roga B Ayxe TOPKECTBYIOLLE-
ro MOCTKONIOHMANM3Ma uBeeT B buwikeke.

The February Journal publishes works under the Creative Commons BY-SA 4.0 license, with the exception of appropriately marked
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Video essay

Committing Thoughtcrime: A Step-by-Step
Tutorial (2021)

An artist from Belarus

The 2020 Belarusian presidential elections provoked a severe political crisis
that continues to this day. The Belarusian political regime has always treated
its opponents harshly, but over the past two years, Belarusians have faced
unprecedented brutality from the authorities including purges, persecution,
and repression. Moreover, with each new round of arrests, the cruelty
of repression and the absurdity of the charges against protfesters increase.
Tens or even hundreds of thousands of people have fled the country, making
it more and more difficult for the regime to find enemies among those who
remain.

A year after the elections, people could be arrested not only for
attending protests, but also for merely showing solidarity with prisoners, for
expressing any thought that differed from the official narrative. During 2021
graduation ceremonies at Belarusian State University, one graduate gave
a speech thanking her law teachers—including Maxim Znak, who by that
time had been convicted of ‘attempting to seize power through elections.’
A few days later, this young woman, Ekaterina Vinnikova, was arrested for 15
days.

The repressive machine’s writings speak for themselves. In the
twenty-first century, smartphones make it impossible for the state to keep
its terror completely hushed up; the state may try nonetheless to make its
actions appear legal and official, but this only increases their absurdity. Take
this extract from the police report on the above-mentioned case: ‘While
monitoring the Internet, | found a video showing that Vinnikova, speaking
onstage, expressed her gratitude to Maxim Znak, thereby violating the rules
for organizing public events. She was also wearing a white dress with a red
belt.

This wording reveals a practice of silencing, albeit through indirect
allusion: the real reasons for detention, arrests, and sentences are left unsaid,
but in such a highly bureaucratic state as contemporary Belarus, at least
something has to be presented as evidence.

This performance, in which | gaze silently info the camera, was an
emotional reaction to the news of Vinnikova's detention as well as a number
of other similar cases. The stronger the oppression, the more | wanted
to respond. At the same time, it is becoming more and more obvious that
it is not safe to do this and that there are no means left for expressing one's
disagreement, since disagreement in itself—in any form—is punishable. This
performance is an attempt to test how far the repressive machine can go:

The February Journal
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Will | be arrested for this? It is flirting with the system, first and foremost an
attempt to convince myself that | have done at least something.

The use of YouTube as a platform reflects the state of Belarus
today: protest on the streets is impossible, while protest on the Internet is
possible (?), but only in the form of silence. The title simultaneously refers
to Orwell's 1984 and tfo various similar YouTube tutorial videos.

00:00 Warm-up
00:09 thinking about hundreds of political prisoners in Belarus

00:30

00:59

01:20

01:48

02:17
02:39

03:01
03:15
03:34

repeating 'Zhyve Belarus' ['Long Live Belarus'] twenty
times in a row

thinking about the kidnapping of Maria Kalesnikava by
Belarusian special forces

thinking about police torturing people in the Akrestsina
Detention Center

thinking about thousands of Belarusians who had
to leave the country

thinking about KGB threatening activists

thinking about the destruction of the independent press
in Belarus

thinking about riot police killing people in Belarus
repeating 'Zhyve Belarus!' ten times in a row

thinking about ugly state propaganda

04:00 thinking about the falsified 2020 Belarusian presidential

04:17

04:33
04:57
05:11

05:29
05:59
06:22
06:48

07:03
07:21

07:36
07:50

The February Journal

elections

thinking about Raman Bandarenka, killed almost on
camera

thinking about the refugee crisis provoked by Belarus
thinking about rewriting history in Belarus

thinking about Maxim Znak

thinking about arrests for white-red-white stickers
repeating ‘Zhyve Belarus!' twenty times in a row
thinking about rewriting history in Belarus

thinking about the provocation against Siarhej
Tsikhanouski

thinking about Vitold Ashurak

thinking about long, politically motivated sentences for
students

thinking about the mass strike of workers in Belarus
repeating 'Zhyve Belarus!’ thirteen times in a row
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An artist from Belarus
Artist's bio

An artist from Belarus (the author of this article chose fo remain
anonymous) is a documentary photographer and visual artist. A foreign
language teacher by education and a polyglot, he works with photography,
video, and modern digital archives. His projects focus on national and
personal identities, collective memory, global issues, and the media’s impact
on the world. After the events of 2020 in Belarus, he has been working

on a series of projects on propaganda and violence in the region from

a historical perspective.

The February Journal publishes works under the Creative Commons BY-SA 4.0 license, with the exception of appropriately marked
third-party copyright material. For full terms and conditions, see: https:/thefebruaryjournal.org/en/about/fag#content.
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Article

‘Great, Great Sorrow and Eternal Silence’: An
Experiment in Sociological Dream Interpretation
after the 24th of February 2022

Karolina Nugumanova, Anonymous Author

The article is devoted to reflecting uncovers several key topics related
on silence and speaking in the to speaking and silence. Inferpreting
dreams of Russians after the 24th them with the apparatus of

of February 2022. Our two-stage sociology, we conclude that these
analysis of dream narratives and dreams provide a space for restoring
dreamers’ comments on them agency that had been lost in real life.

Keywords: imaginary, silence, sociology of dreams, speaking

The 24th of February 2022 was a watershed moment in Russian history
that led, among other things, to large-scale political and economic
transformation. Russian military action in Ukraine has changed the daily lives
of Russians, even if they are thousands of kilometers away from the war
zone. The withdrawal of international companies from the Russian market,
rising prices of consumer goods, disruptions in the supply of electronics and
medicines, forced migration and separation from loved ones, and increased
pressure on activists and NGOs are only a small part of how people’s lives
have changed in recent months. Each Russian citizen has felt the influence
of February's events in his or her own way: some have been more affected,
while for others the events remain virtually unnoticed. Poll numbers, despite
all their limitations, show that this political crisis did not go unnoticed: at the
end of March 2022, one third of Russians felt anxious and depressed, and
one in five had quarreled or argued with loved ones about political issues
(Chronicles Report 2022a: 5). At the end of September, support for the
government's ‘special operation’ in Ukraine as reported by official pollsters
reached a historic minimum (Chronicles Report 2022b: 5). Regardless of their
attitude to the military action in Ukraine, millions of Russians now have a daily
media intake marked by destruction, death, and a growing sentiment that
you are either with us or against us.

Arguably one of the biggest problems for protest in today's
Russia is the almost total legal impossibility of resisting the state's actions
and decisions. On the 4th of March 2022, a nearly military-grade censorship
program was introduced in Russia carrying sentences of up to 15 years for
anti-war statements. In the years leading up to Russian infervention in Ukraine,
many independent media outlets had already been declared ‘foreign agents'
and ‘undesirable organizations,” which led to their legal disbandment and
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blocking of their websites. This resulted in tens of millions of Russians today
having no access to sources of information other than those controlled by the
state.

This is how the Russian government is trying to establish total
control over the way people speak about and view the ongoing war
in Ukraine. New administrative and criminal laws have been passed, increasing
the number of cases of repression and persecution of political activists. The
authorities are trying to create a single, exclusive language for speaking
about the new reality that the silent majority has been dragged info. The
growing polarization of a society in which everyone is required to answer the
question ‘Do you support it or oppose it? creates a situation of forced silence.
People confine their worlds to the individual level, becoming alienated from
one another. This makes polls and surveys ineffective for the fask of studying
public opinion; this traditional sociological issue urgently requires a new
approach.

Such an approach can be found in the sociology of dreams
(Bastide 1966; Lahire 2020). At the end of February, we, a group of sociologists,
launched a research project in which we collect and analyze the dreams
of Russians after the 24th of February 2022. Our goal was to systematically
collect accounts of current events and, through dream narratives, allow people
to talk about their emotional experiences. The ‘collective unconscious' can
find its direct or metaphorical expression in dreams. In turn, giving images
from dreams a verbal form can be seen as a way of overcoming the forced
silence into which a large part of the Russian population has been thrust.

From the launch of our study to October 2022, we received 844
dream stories. Silence and speaking are a significant part of many of the
dreams we have received. In the pages of this article, we want to discuss how
dreamers speak and keep silence in their dreams, and what meanings they
attribute to their experiences. We see dreams as a symbolic representation
of an existing or invented social reality, a way of making sense of new
experiences in the absence of language. Studying dreams provides an
effective tool both for understanding emotional experiences—even those
that the dreamers themselves have not reflected on—and for understanding
how people represent their situations symbolically. Our data complement
existing and pofential future research on the attitudes of the Russian
population toward the protracted military conflict.

Dreams as a Subject of Sociological Interpretation

The sociology of dreams is not yet an institutionalized field of research, with
no specialized journals, departments, or educational programs to its name.
However, attempts to bring dreams to the attention of sociology have been
underway since at least 1966 (see Bastide 1966). One of the most important
works in this field is a recent book by French sociologist Bernard Lahire, The
Sociological Interpretation of Dreams (Lahire 2020). Lahire looks at dreams
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as socially constructed experiences conditioned by the human's capacity
fo narrate, and form visual metaphors for feelings, situations, relationships
and sequences of socially significant actions’ (Lahire 2020: 78). Dreams
usually relate to experiences encountered in reality while living in society
and interacting with other socialized individuals. Analyzing the problems that
disturb dreamers can uncover socially conditioned types of relationships,
ways of acting, seeing, and feeling. Finally, dreams are only available
to sociologists in the form of dream narratives, which are constructed utilizing
language skills acquired by the individual in the process of socialization into
a given society. These social characteristics of dreams allow us to map out
a way fo understand them as a form of a social experience rather than simply
as reflections of the activities of individual unconscious structures.

This perspective on dreams is particularly relevant today when
many Russians find themselves in a situation where ‘clder ways of feeling and
thinking have collapsed and that newer beginnings are ambiguous to the
point of moral stasis’ (Mills 1959/2000: 4). Dream narratives can provide
access to experiences that are not actualized during interviews or surveys
due to a lack of suitable verbal means for expressing them.

Russians in 2022 were not the first to face the inability to speak
publicly about experiences that do not conform to the official discourse of joy,
support, and unity around the actions of the government. History is replete
with examples in which the authorities successfully excised expressions
of dissent from public discourse by creating a semblance of national unity.
However, even in the case of tofalitarian states, there was still room for
other voices, evidence of which we can find in diaries, letters, and other ego
documents. Dream narratives have been one such form of historical evidence.

The most prominent studies on totalitarianism that utilize dreams
as a data source are the works of Charlotte Beradt, Reinhart Koselleck, and
Irina Paperno. Despite all their differences, they are united by their partial
borrowing from psychoanalytical approach, their understanding of dreams
as a representation of emotional experiences that dreamers encounter while
awake, and their subject: dreams from times of terror.

Charlotte Beradt was a German journalist and publicist, a pioneer
in collecting and interpreting dreams in a tofalitarian society, and the creator
of the archive published as The Third Reich of Dreams (Beradt 1966/1985).
As a resident of Germany from 1933 to 1939, Beradt questioned acquaintances
about their dreams and stored these narratives in the form of coded nofes,
which she published after she emigrated to the United States. Her collection
includes only those dream narratives that have clear political overfones.
Beradt did not adhere fo a specific methodology for analyzing dreams, but
she provided her interpretation of them (Paperno 2012). For Beradt, dreams
were a symbolic reflection of real-life experiences, and the archive she
collected tells of everyday fears, feelings of guilt, a desire for conformity, and
even a subconscious premonition of future atrocities against Jews (Beradt
1966/1985). Notably, this collection of Third Reich dreams, much like our
archive, includes dreams in which the need for silence is experienced and
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problematized. Beradt's archive (1966/1985) has not only been the source
for the subsequent analysis of her collected dreams from a historical (Stein
2010) and psychological (Bulkeley 1994) perspective but has also inspired
other studies of traumatic experience based on the study of dreams (on the
experience of the Holocaust, see for example Engelking 2013).

The distinguished historian Reinhart Koselleck (1985) was one of the
first to draw attention to the pofential of the study of dreams (pp. 213—230).
He undertook the task of formulating methodological principles for the
analysis of dreams as a historical data source. Importantly, these principles also
apply for sociologists. He views dreams as texts, festimonies about a person's
historical experience and past, that capture reality better than other sources,
including diaries and memoirs. The experience of dreamers in today's Russia is
also a historical phenomenon: based on their past experiences and acquired
knowledge, people experience current events and feel themselves in the space
of history. Defending the right to a political interprefation of dreams, Koselleck
points out that dreams characterize society rather than the individual. Thus,
dreams are prelinguistic stories, revealing an anthropological dimension that
transcends written sources (Koselleck 1985). For both Beradt and Koselleck,
dreams are not only retellings of stories of terror, but also the tools of terror
itself: they isolate individuals and have a strong emotional impact on them
(Koselleck 1985). The sleeper no longer rests in his or her sleep but undergoes
an infense emotional experience. This has led other researchers fo suggest that
totalitarian regimes also affect human physiology by disrupting the restorative
function of sleep (Curtisa 2017). Koselleck (1985) additionally attributes
a prognostic function to the dreams of the beginning of the Third Reich,
as they contain a reflection of the future in the present moment. This prognostic
function does not imply prophecy; the historian sees dreams as psychological
facts, indicating that the subject, often unknowingly, understands the historical
potential of experienced events and traces inner changes in himself. Thus,
dream narratives not only relate to the past and present but also reflect the
empirical possibility of future events: ‘it is precisely as fiction that they [dreams]
are elements of historical reality’ (Koselleck 1985: 220).

In sum, although dreams are fictional stories, they—as can be
clearly traced with the Third Reich dreams—can also be tools of terror.
First, the dreamer is terrorized by the fear he or she experiences in the
dream. Second, their very knowledge of ferror comes from dreams, meaning
that those who have not experienced physical violence in reality may feel
it in their dreams, making their dreams not only correlate with reality but also
anticipate it. By studying such dreams, we can learn about historical reality.
However, not all dreams can serve as evidence of past or current events. For
example, Jean Cayrol's analysis of the dreams collected from concentration
camp inmates, i.e. those who directly experienced physical violence, showed
that the content of their dreams were disconnected from what they directly
experienced. Real tferror could no longer be dreamt, as imagined horror
was trumped by reality; these were survival dreams based on symbolism
that is extra-historical, non-political, and cannot be analyzed as a poetic text
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indicating what was happening (Koselleck 1985: 225).

One of the first studies fo address Russian material of the
Stalinist era was the work of American cultural and literary historian Irina
Paperno. In her work (2012), dream narratives are part of a large corpus
of data that includes personal diaries and memoirs of the Soviet period.
In this way, the hermeneutic analysis of dreams is supplemented by the
subjective interpretation of dreamers and the general biographical context
of their lives. The study of dreams from the 1930s allows the researcher
fo access ‘the intimate spaces of the life experience of the era of tferror’
and to explore those experiences that remain inexplicable to the narrator
(Paperno 2012). Many of the dreams that Paperno (2012) analyzed were filled
with fear. Others seemed tfo represent an attempt to find explanations for
things that could not be understood in real life. Yet other dreams manifested
a person's ability to resist the terror, highlighting a boundary they were not
ready fo cross. Dreamers themselves, when reflecting on their dreams, often
attributed to them the function of prophecy and historical significance. Some
reflect on the potential of dreams as historical evidence. For example, Lidia
Chukovskaya (2007) writes, ‘My accounts of the Age of Terror are remarkable,
by the way, for the fact that they reproduce entirely dreams alone. Reality
did not lend itself to my description; moreover, | did not attempt fo describe
it in my diary. It was impossible to describe it in a diary, and was it even
conceivable to keep a real diary at that time? (Chukovskaya 2007).

At present many people are again faced with the impossibility
of describing the reality around them, so we again turn to dreams as a source
of information about the unfiltered experience of life in contemporary Russia.
We approach analyzing of dreams within a general interdisciplinary framework
that sees dreams as material for studying sociohistorical human experience.
We call this socio-historical hermeneutics. On the one hand, Russians today
are experiencing historical events in their dreams. On the other hand, the
symbolic representation of these events in dreams can be examined in the
sociological categories of power and agency. We have also supplemented
our inferpretations with an analysis of the sociodemographic characteristics
of the participants in our study. Taking the fact that dreams reflect something
for which there is no language in real life as our point of departure, we search
the texts sent to us for glimpses of dreamers' relationships with our new
reality, relationships that they themselves may not fully understand.

Method

In our project, unlike Beradt (1966/1985), we collect and publish all dreams,
regardless of whether they have clear political connotations. Russian culture
has a rich history of separating ‘personal life' from politics, and Russians may
subjectively perceive many aspects of the everyday as unrelated to politics.
But the personal is political, as second-wave feminists proclaimed (Hanisch
1970), so we collect all dreams, regardless of their content. Nor do we require
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those who send us their stories to have (or report) an explicit political
position or to be for or against the Russian military actions in Ukraine. We
feel that this dichotomy would only exacerbate societal divisions and crowd
out intermediate opinions. Our archive collects the dreams of those who do
not have time to reflect on their changing everyday life and, for whatever
reason, feel that dreams tell us something important about us and our world.

Dream narratives were collected using a Google form distributed
in small media outlets, Telegram feeds, and personal channels. In addition
to containing fields for writing down the dream and its interpretation, the
form had several optional questions on the socio-demographic characteristics
of the storytellers. From the end of February 2022 fo the time of writing
(October 2022), we were successful in collecting 844 dreams.

It is important to note that our study does not claim fo be
representative: no matter how many dreams we collect, we cannot speak
about what all Russians (or even most of them) dream about. Our goal
was to characterize the range of possible themes and images that appear
in dreams, rather than fo quantify the observed patterns. Nevertheless, we
can say that the majority of our narrators were women (81%) living in the
Northwestern (51%) or Central (33%) Federal Districts of the Russian Federation
at the time of the survey, and between the ages of 20 and 35 on average.

Our empirical material—dream narratives—is a special form
of silence as speaking. On the one hand, these narratives are a communicative
act through which dreamers fell us something about themselves, their
experiences, and their feelings. On the other hand, storytellers do not have
full control over the content of the narrative when they claim authenticity
in describing their dreams: they tell us about images that appeared
independent of their will, sometimes as a result of experiences' displacement
from the verbal sphere. One might say that all of the stories sent fo us straddle
the boundary between silence and speaking—when sending in a dream,
people can interpret or speculate about it, but at the same time, remain
in a relatively safer position, since they is not expressing their opinions, but
recounting what they have dreamt. Of the dreams submitted, we selected
texts that met the following criteria:

1)  the act of speaking performed by the dreamer is central to the dream
narrative (or one of its sequences, if the dream is long);

2)  the dreamer's silence or inability to speak is central to the dream narrative
(or one of its sequences, if the dream is long);

3) the silence of others is central fo the dream narrative (or one of its
sequences, if the dream is long).

The exclusion criterion was that acts of silence or speaking were
not significant in the context of the dream (could be discarded without
prejudice to its plot). A total of 156 dreams were selected.

Our approach to the study of dreams is largely inspired by Paperno's
(2012) method of dream analysis, the historical hermeneutics of dreams. We
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view dreams as texts that can be inferpreted through immersion in their
context—in our case, in the life and culture of contemporary Russia. The
texts that we obtained by collecting dreams are products of the narrators'’
interpretations and thus a form of self-representation. In analyzing the
dreams, we attempted to interpret the texts by interpreting the stories and
images they contain in terms of the categories of agency and power. Reading
dreams from the point of view of sociology, we try to dive into the world
of Russian citizens' symbolic representation of their social-historical and
emotional experiences, to understand their unconscious attitude to the reality
around them, and to identify common trends—here, that means stories that
stage acts of silence and speaking.

Dreams were analyzed in two steps. First, using the method
of thematic coding (Braun and Clarke 2006), we divided the dream narratives
into sequences and identified common themes that appeared in different
texts. We then interpreted each theme by locating it in the broader context
of contemporary Russia, supplementing our understanding with the narrator's
comments. These comments comprised the author's interpretations of the
dreams, their biographical context (events with which sleepers associate their
dreams), characteristics of the dreams themselves (how often the narrator
dreams similar stories), and the emotions experienced both in the dream and
upon awakening. Interpretation is an integral part of dreams (Paperno 2012),
so the meaning the dreamers themselves assigned to the dream as well
as the dream itself is a source of data.

The opposition between silence and speaking is one of the most
noticeable themes in our archive. In this article, we will altempt fo answer
questions about the place this binary occupies in the dreams sent to us and
what it says about the agency of the dreamers. Who speaks and who is silent
in their dreams, what meaning is given to these acts, what consequences
does this entail in the dream, and how are such dreams interpreted by the
narrators themselves?

Results

In this part of the article, the conclusions drawn from the analysis of dreams
will be divided info two parts representing two major tfopics: silence and
speaking. The stories we have studied contrast these two behaviors, but
regard neither of them with blanket approval or condemnation. Below we
consider the main functions that the acts of silence and speaking perform,
as well as the contexts in which they manifest themselves.

Silence

Our analysis revealed several functions that silence plays in the dream
narrative. One of the most interesting insights is that antagonists—those
institutions or individuals who oppose the narrator—and their allies are
usually silent in the dream narratives we analyze. Silence reproduces the
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distance between the dreamer and the one who is silent and increases the
dreamer’s vulnerability to those who have more power, including the power
fo be silent. The following passage describes a dream in which the narrator
encounters a threat in the form of strange men (see Fig. 1) trying to break
into her apartment:

‘| dreamed that | was in my old apartment. The front door is closed but unlocked. | close it with a latch,
and suddenly, through the crack, | notice that there is someone behind it. At first, | think it's my mother,
and she is about fo come inside. But time passes, and the person just stands silently outside the door. |
still can't see who it is, and then the door becomes almost transparent, and | realize that four guys are
standing behind it. Standing silently, looking right at me. | hold the latch with my hand just in case. At

first, | shout for them to go away, but I'm too scared and my voice is trembling. They don't move. Then

| start asking what they want, and the guys suddenly spring to life: still silent, they come up close and
stare right at me' (03/06/2022, F, age 20).

Figure 1. Visualization

of the dream, 2022. © Sonya
Nikitina, all rights reserved,
used with permission.

The men's silence frightens the dreamer and prevents her from
interpreting the situation during the dream. She seeks to protfect herself
by locking the door more securely, but cannot find the key because she cannot
tear her gaze away from the door. In this situation of silence, eye contact is the
only thing that allows her to control her interaction with threatening strangers
in the absence of resources for self-defense. Interestingly, the dream has no
political connotations plot-wise, but the narrator herself describes her dream
as representing her current mental state. In the commentary field, she writes
the following:
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‘I've now been sick for a month and can't seem to get better. Being sick alone is very hard emotion-
ally, | miss getting care and affection (especially from my parents) + mental health problems + a very
difficult exam session + the you-know-what [Russian military actions in Ukraine]. This is probably what
fed into in that strange image. It's not like aggression nor violence, just endless anxiety and fear. That
feeling that someone wants something from you, but you can't tell what. And you also don't know how
to stop it. You want to hide from it, but at the same time, you are afraid to let it out of your sight for

even a second’ (03/06/2022, F, age 20).

The most widespread antagonists in dream narratives are images

of a silent crowd or the government (including representations of both the
impersonal state machine and famous officials). In both cases, their silence is
a symbol of being deaf to the voice of the dreamer, a denial of the possibility
of interaction. Just as it is impossible to change the mind of a silent crowd,
it is impossible fo communicate with the state and its repressive apparatus
on equal footing. At the same time, the silences of the state and the crowd
function differently in the dream. Thus, the silence of the crowd is an
expression of apathy, as in this excerpt:

‘| dreamt of a beautiful cast-iron bridge and a crowd of people around it. It didn't look like anything
was going to happen, but suddenly a provocateur emerged from the crowd. Out of the blue, he start-
ed smashing everything around him, while people stood there and kept quiet. This made me very an-
gry, and | responded very sharply, addressing the silent crowd and the destroyer while simultaneously
trying to save fragile things from falling. The dream was abruptly cut short, and | woke up shattered
with a sense of acute injustice over everything that was happening in this country where | no longer
had a voice' (25/03/2022, F, age 30).

The crowd is unable or unwilling to confront the provocateur; it only

observes the destruction taking place and is not an active participant. The act
of speaking in the dream represents a response to both the destroyer and
the crowd, but it is unclear whether this resistance is successful. The narrator
of this dream interprets it as a metaphor for her real-life situation, linking
her opposition fo the silent crowd and the ‘provocateur’ to the experience
of not being able to express her opinion in real life due to legal restrictions
and censorship.

In contrast, the silence of the state in general or its personified

incarnations can be interpreted as a symbolic representation of its position
of power. In several dream accounts, the state is in a situation of unilateral,
unequal communication with the narrator. For example, in the following
record, another dreamer represents herself as a soldier engaged in combat
operations against an unspecified enemy. An attempt to enter info dialogue
with the state as represented by a well-known contemporary official fails, and
the dream is cut short:
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‘I'm sitting in a trench, I'm a soldier, and I'm falking fo another girl who's sitting in the trench next to
me. If's some kind of war. | don't know whose side I'm fighting on. At some point, we look up and saw

that on a big hill in front of the trench there are soldiers, all dressed in black, our enemies. We decide

/2



Karolina Nugumanova, Anonymous Author

to run away from them and run through a pine forest behind our trench. We run to a wooden house
(the kind you see in World War Il movies, usually as a military headquarters). In my dream, this wooden
house is a headquarters, too. If's crowded with men in these sheepskin coats, waiting in line to sign up
for something. I'm standing in line, too, and my turn comes: | enter [a room] and sit down on a chair. At
the desk in front of me is Peskov, with a mustache and in military uniform. He asks if 'm going to sign

up. | ask, 'Sign up for what? He says nothing, | ask him again, and | wake up' (25/04/2022, F, age 24).

The war in which the dreamer participates has no subjective
meaning for her: its causes are unclear, the belligerents and their goals
are unknown ('it's some kind of war,’ 'l don't know whose side I'm fighting
on'). It is experienced on a sensual, individual, non-ideological level. The
dreamer does not make decisions (or does not perceive them as her own). All
of her actions are performed automatically and together with everyone else:
everyone ran away from the enemies, everyone stood in line. Her attempt
fo find out what is happening within the dream—an appeal to a government
representative—fails, as her question remains unanswered. Here, silence can
be seen as the privilege of the one in authority, the one who does not
have to explain or convince, and who demands the instinctive submission
of others. The narrator's question disrupts the status quo—her consent is
no longer implied, and the official's silence interrupts their communication,
cutting off the dream.

Dreamers themselves rarely keep silent in their dreams. Their silence
is problematic, needing an explanation and/or justification. It is experienced
as a lack of voice and may be caused by feelings of shame, grief, or fear. It is
the silence of the oppressed, frightened, and grieving; of those experiencing
the fragility of their situation. In the following excerpt, the dreamer sees
dead people from a photograph (that she had been viewing in reality) come
to life. The silence acts as a symbol of sorrow for the dead (see Fig. 2). In the
explanation of her dream, the narrator wrote that the day before, she had
read news about tragic events in Ukraine. Her dream was based on a picture
showing the burned bodies of one family:

‘| dreamed that these people were in the space of the photograph, getting up from under the garbage
that they tried to cover their bodies with, half-burnt, half-black, opening their eyes and walking around
[...] I thought | saw them walk around the photograph, walk out of it, and come to my window and look

at me. It was scary, but mostly sad. This great, great sorrow and eternal silence’ (05/04/2022, F, age 30).

As Lahire argued, dreams are not random—they are
autobiographical in a sense, and it is impossible to deeply understand
a dream if one interprets it exclusively in terms of personal experience or the
immediate context, taking intfo account only the text itself and the current
existential situation in which the dreamer finds himself (Lahire 2020).

As many studies show, since ancient times, dreams have been
associated with the dreamer’s life: his or her experiences, concerns,
obsessions, tensions and conflicts, fears, and desires (Lahire 2020). These
feelings and knowledge are actualized before the dream, usually on the
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Figure 2. ‘Great, great
sorrow and eternal silence.
Visualization of the dream
(generated by the neural
network DALL-E, 2022).

© Karolina Nugumanova,
Anonymous Author, all
rights reserved, published
with permission.

same day, and can manifest in symbolic form in the dream. It is interesting
that this narrator, based on her experience studying folklore, interpreted
her dream as a reflection of a common plot in village culture (probably
the story of the dead rising). ‘Lawyers dream that they are pleading cases
and drafting contracts; generals that they are fighting battles; mariners that
they are continuing to wage war with the winds; and | that | am tackling
my task of constantly investigating the nature of things and expounding my
discoveries in my native tongue,’ writes Bernard Lahire (Lahire 2020: 74).

All the characters in the dream, both the dreamer and the people
she sees, are silent, but their silence belongs fo different worlds. The risen
ones are silent like the dead, and they are separated from the dreamer
by a window—a symbol of the impenetrability of the border between
the worlds of the living and the dead. The dreamer is silent like a witness,
performing a symbolic ritual of remembrance for those who have passed
away. None of the characters in the dream can break this heavy silence,
and their inability fo restore communication reflects the irrevocable loss
of those who have crossed the border to the world of the dead. They are all
powerless in this dream situation. However, the very presence of the risen
dead, however silent, becomes a symbol of the memory of what cannot be
concealed or forgotten: they reappear from under the rubble and become
visible, a relentless reminder of a monstrous tragedy.

Thus, we may note that silence in dreams emphasizes the
relationship between power and subordination. Narrators rarely occupy the
position of the powerful, the one who can leave questions unanswered or
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demand submission. Their agency is restored through the act of speaking.
Dreamers initiate communication (or want to), but more often than not, they
remain unanswered. In the following section, we discuss dreams in which
speaking helps dreamers to overcome the power dynamics set out in the
dream.

Speaking

In the dream narratives we have examined, speaking is at the core of several
main plots, which can be designated as persuasion, warning, resisting, and
seeking allies. In all of these types of narratives, the main characters are the
dreamers themselves, who interact with others: acquaintances, relatives, or
even celebrities. In general, as Lahire points out, the people who appear
in our dreams are often those with whom we are emotionally connected:
parents and friends, spouses and partners, brothers and sisters, grandparents,
classmates, and colleagues. These are not necessarily people with whom the
dreamer interacts frequently, but also those with whom the dreamer may
have tense relationships and conflicts in which they invest a lot of emotional
resources in waking life (Lahire 2020). In the stories we analyzed, each plot is
characterized by a different set of actors.

In the first plot, the sleepers are engaged in a dispute with those
who disagree with them—often their relatives. The subject of the dispute
may vary, but the most common debate is about Russia's actions in Ukraine.
Dreamers see themselves as eloquent, having persuasive arguments, rational,
and consistent. It is noteworthy that their interlocutor's change of heart—
presumably the goal of every dispute—often remains incomplete in the
dream narratives we analyzed. Instead, the dreamer goes unheard or ignored.
For example, the narrator of the following excerpt commented that she rarely
speaks to her mother, who has a different view on the issue of Russia’s ‘special
military operation’. She feels that in their real-life conversations, she lacks
arguments, which she tends to think through in advance, running through
potential scenarios in her head. In the dream, in contrast, she saw herself
as persuasive and eloquent:

‘This is not the first time I've dreamt about trying to change my mother's mind. | offer arguments, | show
her news from independent sources, and show her [opposition politician and blogger] Maxim Katz's
videos. For each of her arguments for the war, | look for a counterargument, and this search looks
very logical and rational for a dream. It is as if everything | think about during the day is visualized at
night. In the dream, my mother still stands her ground, which saddens me, but | don't reach the point
of despair, because there is still something to say, ways to convince her, and the conversation doesn't

end’ (03/05/2022, F, age 20).

In the dream, the narrator imagines herself in the situation of a well-
reasoned argument with her mother, and the rationality of the evidence
she gathers surprises her. Although she does not manage to change her
interlocutor's mind by the end of the dream, she feels that the conversation
is not over, and after she wakes, the dream does not inspire any negative
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emotions in her. Such ‘'mundane’ plots represent a fantasy of a constructive
conversation in which rationality, i.e. the dreamer’s position, wins. As the PS Lab'
report shows, however, in reality many people have stopped communicating
with relatives who do not share their views on the military action in Ukraine
(Erpyleva and Saveleva 2022).

In the second plot, the sleeping subject acts as a bearer of some

vital knowledge that the people around him or her do not possess. The
act of speaking is carried out in an attempt to warn the uninformed about
something. The following excerpt describes a dream in which the dreamer
finds herself in the past, during World War Il (which is generally typical for
this plot). Such a temporal perspective tilts the balance of knowledge/power
to the side of the dreamer, who literally knows the future. The dreamer seeks
to warn her loved ones of the danger that threatens them, but is met with
incomprehension:

‘| dreamed that | was in some village surrounded by woods, and | woke up early in the morning to
explosions. | go out on the porch, see that planes are bombing us, and realize that this is 1941, and I've
been stranded in that time and know everything that is going to happen later. My father comes up
to me. | tell him we have fo leave. He says to me, “It's okay. This will all be over by the 2nd of July” (for
some reason that's the date). “If it's not over by then, we'll think about moving.” And | start sobbing,
because I'm overwhelmed by the full unfathomable horror of knowing the future, and | tell him, “It
won't end, it will go on for four years and tens of millions will die.” And he smiles and looks at me
pityingly, like I'm a fool. Right then, | wake up' (26/03/2022, F, age 30).

The narrator did not provide an interpretation of her text but

explained that the dream was atypically vivid. We suspect that this dream
metaphorically represents an inability fo communicate one's experiences and
premonitions to loved ones, who are in ignorance of the terrible future that
will inevitably come—at least in the dreamers’ perception.

Interestingly, World War Il is one of the most frequently

encountered images in this context. On the one hand, its popularity can be
explained by the high symbolic significance attributed to the '‘Great Patriotic
War' (1941—1945) in official discourse, as well as the symbolic parallels this
discourse draws between this historical event and the 'special operation.’ On
the other hand, this may indicate that the dreamers see themselves as an
object of history, that is, they experience today's events as historical.

Those whom the dreamer wants to warn also belong fo the

world of the past: they may be parents in their youth, deceased relatives, or
strangers from bygone eras. For example, the narrator of the following dream
aftributes its occurrence to the events in Ukraine himself:
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‘| dreamed that it was World War Il, and Hitler had ordered the capture of “Lower Samara">—which
meant (in the dream, no one says that IRL) the part of the city that slopes down to the Volga river, so
the embankments and the surrounding streets. When he gets it, Hitler declares, “Now Kuybyshev? is left
without legs!” Then it turned out that this was all sort of someone else’s story. And my grandmother

and her sister and their friend appeared as if out of from the past. And | was excited, thinking that
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now | could ask them about their lives, and | got my tape recorder ready to record. But first | asked the
friend if that story about Samara during the war was true. And she told me that it was. | didn't have
time to ask my grandmother, but | did start explaining to my guests from the past what the Internet

and Wi-Fi are’ (10/04/2022, M, age 37).

The dream unfolds in two temporal dimensions: in the past, known
from the stories of someone nameless, and in a parallel, postwar dimension
(it is unclear to what extent this is the same as the present). This appears to be
a projection of his situation in real life: the dream poses the question of what
today's future looks like. It is likely that while awake, the dreamer also feels
that he knows more than those around him (especially older relatives, ‘people
from the past, who have no access fo alternative sources of information).
Interestingly, in this dream, the narrator is not the only holder of important
knowledge; so too are those he meets. The narrator is excited to see his
relatives, perceiving them as a source of information about the past and
a way to validate the story he heard about the war. However, despite his initial
intention to ask questions of the ‘guests from the past,’ the dreamer then
begins to share his own knowledge of the future with them, now it is related
to technological progress. This is an exception for this dream plot in that the
author of the dream is seeking not to warn people with his description of the
future, but rather to generate surprise and interest.

The dreamer attributes this dream to his current mental state:

“The war part is obviously related to current events. Plus it reflects my overall current state: danger is
very close to me, but not quite here, it hasn't completely swallowed me up yet. Although, by the way,
my parents’ house is in the exact area that Hitler seizes in the dream. And it feels like my beloved

grandmother comes fo support me, as a symbol of the fact that there is hope.’

In the dream, anxiety about the future (‘danger is very close fo me,
but not quite here, it hasnt completely swallowed me up yet') is correlated
with a frightening image of Hitler seizing part of the city where the dreamer's
parents live. The presence of a relative is perceived as a symbol of hope.
We can assume that the grandmother, as a representative of the older
generation, is symbolically closely connected with the memory of World War
Il. Her experience may be the key fo survival during wartime, and for the
dreamer, her appearance may be a good sign.

The following two plots, resistance and the search for allies, are
based on verbal interaction between the dreamers and famous people:
politicians, bloggers, scientists, and others. As Lahire suggests, images
of celebrities can symbolize cerfain characteristics and properties (power,
beauty, intelligence, kindness, cruelty). Now we will look more closely at how
their interaction unfolds in the following plofs.

Symbolically, the third plot, resistance, is represented in dreams
as an opportunity for equal dialogue with those who are out of reach in real
life: politicians, representatives of other countries, and famous scientists and
artists, who in both the dream and reality hold different views on current events
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than the dreamer. We may assume that such figures represent power, which
storytellers cannot take a stand against in real life. In the dream, however, the
dreamers engage in arguments, call for a response, or act downright rude.
The dream provides them with a unique opportunity to be heard by those
who are endowed with greater power fo speak in daily life. For instance,
one of our narrators saw Vladimir Putin in a dream in a completely ordinary
situation — in a crowd on the street:

‘| dreamed that Putin stepped on my feet in some crowd on the street. | yell indignantly, ‘Mr. Putin,
what on Earth are you doing?!" Only after | speak does he realize that | am standing next to him and
he is trampling all over my feet. ‘Oh, silly me,’ he says, not even to me, to no one in particular, and
turns and walks away. | follow him, not letting him get away. | ask, “Aren't you going to apologize?” His
tone changes completely, from indifferent to caustic and angry. “You'd stoop that low?! Go on, sell your

story to the tabloids!” | don't know what to say to him, and | wake up confused' (17/04/22, F, age 27).

Dreams featuring Putin are not unusual for our narrators. Just
as the people of the Third Reich saw Adolf Hitler in their dreams and the
Soviet people saw Joseph Stalin, the protagonist of this dream also encounters
someone who makes historical decisions that change the destinies of millions
of people. These are not simply images of political leaders. More importantly,
in the presence of these political figures, the subject sees herself as speechless
and/or powerless (as was the case with the dreamers of the Hitler and Stalin
eras). Unfortunately, the dreamer did not explain her dream, so we must try
to interpret it ourselves. In this dream the narrator imagines herself as part
of an equal dialogue with Putin: she can object to him, demand an apology,
even reprimand him for his misconduct. Putin, however, does not want
fo take part in the conversation, and the narrator does not believe that he is
addressing her at all. (We note that we have already encountered this image
in a discussion of stories involving the silence of those in power.) His brusque
response leads to a breakdown in communication as it seems to come from
a completely different relational context; it aggravates the conflict by making
baseless (from the narrator's point of view) accusations. The dream is cut
short, leaving her confused.

Finally, the fourth plot, the search for allies, is based on a search
for commonality in conversation with other characters in the dream. As a rule,
allies are people whose vision of what is happening—at least in the dream—
is close to the dreamer’s: their friends and relatives, political activists, as well
as notable media figures with whom the narrators are hardly familiar in real
life (feminist activist Daria Serenko,* political scientist Ekaterina Shulman,
the opposition journalist Anna Politkovskaya, and others). Talking with allies
creates a sense of community and belonging, not only because of their
similar political views, but because their perspectives are literally brought
together as they find themselves in the same dream situation. Interestingly,
the allies may be passive participants in the dream plot (or the dreamer does
not fell us about their actions); they are important simply as an image. Their
appearance in the dream is a way of identifying with the qualities that these
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people symbolize in reality. Less often, these people, by their actions in the
dream, represent a source of unselfish support, someone who simply listens,
understands, and shares your experiences. For example, in the following
story, the dreamer meets a dead journalist whom she admires in real life, but
who is presented in the narrative as completely indifferent:

‘i dreamt that i was coming to a hotspot to translate (some kind of negotiations, i think?), but for some
reason i got lost there. i found myself all alone. there was terrible shooting, | was panicking and run-
ning through the streets looking for people. then i saw anna Politkovskaya. i was super happy, i ran up
to her and said something like “it's you, anna! you are so cool..." we climbed into this bunker... i don't
remember the plot next, but somehow we find ourselves in a military truck. there are soldiers there,
they are trying to fell us something. i know that i am supposed to know this language, but i cannot
understand a word... i def remember turning fo politkovskaya and saying “anna.... anna we're tofally
[screwed]... i don't understand a thing..." we keep driving, i'm crying and the military men keep playing
hard hookah rap..." (20/03/2022, F, age 21).

It is intriguing that no matter who the allies are, dreamers always
see themselves as their equals. Thus, in the dream described above, the
narrator experiences the adventure together with her new ally, and there
is no difference in status (of the famous journalist Politkovskaya versus the
anonymous narrator); it is erased by the common situation in which both find
themselves. Both of them, as women, are in a vulnerable position in front
of a group of armed men (which is symbolically reinforced by their playing
'hookah rap,” a Russian-language genre of rap with Caucasian and Middle
Eastern musical influences and, typically, misogynistic and sexualized lyrics).

This dream is nofable for its striking metaphor for the lack
of understanding between the narrator and the depersonalized male soldiers,
who speak a language she is familiar with but does not understand. We can
assume that this is how the dream reflects the rejection of the official discourse
of the authorities in real life. The ally who appears in the dream may symbolize
both the honesty and strength of individual resistance and a possible tragic
end to the dream road trip with the military.

However, not all dreams end well with allies present, whether
because dreamers are afraid to engage in communication for fear of being
rejected, they do not know a language, fear judgment, or some other reason.
Because the absence of allies often leaves the dreamer one-on-one with a more
powerful aggressor and in a more vulnerable social position, they experience
the dream’s events as ‘enveloping hopelessness.” Such dreams, as Koselleck
(1985) argued, are not only narratively related to tferror, but are also its tools:
they have serious negative impacts on the dreamers’ emotional, physical, and
psychological state.

Thus, within stories related to speaking, dreams create a space for
communication with Others: high-ranking politicians, opponents, deceased
relatives, or loved ones with whom a misunderstanding has arisen in real life.
The dreamer does not always achieve his or her goal of reassuring or warning
by speaking, but does acquire agency and the ability fo resist. At the same
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time, storytellers do not usually see themselves as aggressors or abusers of the
hierarchy of power, as indicated by the way they talk about it and what they
do in the dream space. More often, they see themselves as victims of the
circumstances, subjectively viewing resistance as heroism or a moral duty.
We can assume that this correlates with their experience of their current life
situation—a situation where language is constrained, making self-expression
impossible, and where public speaking requires courage, determination, and
a willingness to accept often life-shattering consequences.

Discussion

In the dream narratives we analyzed, we found a reflection of emotional
experiences of the fragility of the world, a sense of external threat, and fear
of new circumstances. Dreamers reflected on losing their ability to speak about
the world around them, experiencing silence in dreams, whether their own,
that imposed on them, or that of others, as problematic. Their dreams created
a space for regaining agency through speaking and communicating with
meaningful Others out of reach in real life. We have noted how silence can
represent the privilege of the powers that be fo keep questions unanswered,
and how speaking helps to level structurally unequal positions.

One of the main limitations of our study is that it appears that most
participants have anti-war sentiments, so the dream narratives we received
are predominantly full of anxiety and worry and also have political overtones.
We can assume that the dreams of supporters of the Russian military actions
in Ukraine will differ both in their emotional subtext and in the narratives they
contain.

1. Public Sociology Laboratory (PS Lab) is a research team that studies politics
and society in Russia and the post-Soviet space from a comparative
perspective. PS Lab emerged in 2011, at which time its members began
to study protests and social movements in Russia and later in Ukraine.
Since the beginning of the 2022 military conflict in Ukraine, researchers
have studied the perceptions of its supporters, opponents, and those
undecided: their emotions, hopes, and fears; attitudes toward propaganda,
the country, and the state; relationships with loved ones; and visions of the
consequences of military action.

2. Samara is a city in the Middle Volga region of Russia, the center of the
Volga economic district and the Samara region.

3. Samara was known as Kuybyshev from 1935 fo 1991.

4. Daria Serenko is one of the founders and coordinators of the Feminist
Anti-War Resistance (FAR), organized after the 24th of February 2022
to campaign against the war, protfect the rights of vulnerable groups, and
provide material, informational, and psychological assistance fo political
prisoners and protesters.

The February Journal



‘Great, Great Sorrow and Eternal Silence'

Bibliography

The February Journal

Bastide R (1966) The sociology of the dream. In: Von Grunebaum GE and
Callois R (eds), The dream and human societies. Los Angeles, University
of California Press: 200—214.

Beradt C (1985) The Third Reich of Dreams: The Nightmares of a Nation,
1933-1939 trans. Wellingborough, Aquarian Press. Originally published
(1966) as Das Dritte Reich des Traumes. Munich, Nymphenburger Verlag.
Braun V and Clarke V (2006) Using thematic analysis in psychology.
Quialitative research in psychology, 3(2): 77—101.

Bulkeley K (1994) Dreaming in a totalitarian society: A reading of Charlotte
Beradt's The Third Reich of Dreams. Dreaming, 4(2): 115.

Chronicles Report (2022a, May 18) Khroniki 3.0: Tretia volna
obshcherossiiskogo oprosa grazhdan RF ob otnoshenii k “spetsial'noi
voennoi operatsii" Rossii na ferritorii Ukrainy. Analiticheskii otchet
[Chronicles 3.0: The third wave of a nationwide survey of Russian citizens
about attitudes foward Russia's ‘special military operation’ in Ukraine. An
analytical report], github.com/dorussianswantwar/research1/blob/main
/%D0%A5%D1%80%D0%BE%D0%BD%D0%B8%D0%BA%D0%B8%20
3.0%20-%20%D0%90%D0%BD%D0%B0%D0%BB%D0%B8%D1%82%D
0%B8%D1%87%D0%B5%D1%81%D0%BA%D0%B8%D0%B8%CC%86%
20%D0%BE%D1%82%D1%87%D0%B5%CC%88%D1%82.pdf.

Chronicles Report (2022b, October 13) Khroniki 7.0: Mobilizatsiya. Ekspress-
opros. Analiticheskii otchet [Chronicles 7.0: Rapid survey on mobilization.
An analytical report], https:/github.com/dorussianswantwar/research1/
blob/main/%D0%A5%D1%80%D0%BE%D0%BD%D0%B8%D0%BA%
D0%B8%207.0%20%D0%90%D0%BD%D0%B0%D0%BB%D0%B8%D
1%82%D0%B8%D1%87%D0%B5%D1%81%D0%BA%D0%B8%D0%B8%
CC%86%20%D0%BE%D1%82%D1%87%D0%B5%D1%82%20(%D0%AD
%D0%BA%D1%81%D0%BF%D1%80%D0%B5%D1%81%D1%81%201%20
%D0%B8%202%20%D0%B2%D0%BE%D0%BB%D0%BD%D1%8B).pdf.
Chukovskaya L (2007) Zapiski ob Anne Akhmatovoi v 3 tomakh [Notes on
Anna Akhmatova in 3 volumes]. Moscow, Soglasiye Publ, (2), 1952—1962.
Curtisa R (2017) Sleep No More: Nightmares in Emerging Nazi Germany.
Sociology, 7(1): 7-11.

Engelking B (2013) Dreams as a Source for Holocaust Research. Holocaust
Studies and Materials, (3): 223—252.

Erpyleva S and Saveleva N (eds) (2022) Dalekaia blizkaia voina: kak
rossiiane vosprinimaiut voennye deistviia v Ukraine (fevral'-iiun 2022)
[War Near and Far: How Russians Perceive Military Action in Ukraine
(February—June 2022]. drive.google.com/file/d/117fkLApAHhDIMp1sz7g
bPokCYTCdOC6N (06/02/2023).

Hanisch C (1970) The personal is the political. In: Firestone S and Morgan
R (eds), Notes from the Second Year: Women'’s Liberation. New York,
self-published.

Koselleck R (1985) Futures Past: On the Semantics of Historical Time,

31



Karolina Nugumanova, Anonymous Author

Tribe K (trans). Cambridge, MA, MIT Press.

13.  Lahire B (2020) The Sociological Interpretation of Dreams, Morrison H
(trans). Cambridge, Polity Press.

14. Mills CW (2000) The Sociological Imagination. New York, Oxford
University Press. Originally published 1959.

15. Paperno | (2012) Sny ferrora (son kak istochnik dlya istorii stalinizma)
[Dreams of Terror (Dreams as a Source for the History of Stalinism)].
Novoe literaturnoe obozrenie, 4: 227—-267.

16. Stein A (2010) Dreams as historical artifacts. The Journal of Psychohistory,
38 (2): 125-32.

Acknowledgements

We would like to thank everyone who sent us their dreams and shared our
project on social media. We would also like fo thank colleagues who wished
fo remain anonymous, as well as the artists Sonya Nikitina and Agata Gilman.
A special thanks to the anonymous reviewers who all believed in us and
helped to transform our text from a small reflective essay into a full-fledged
scholarly article. We are also grateful to Elias Seidel for his meticulous editing
of the English version of this text.

Authors' bios

Karolina Nugumanova is a Sociology MA graduate of the European University
at St. Pefersburg and a researcher in the field of documentary film. She is
one of the participants and organizers of a research project dedicated
fo the collection and analysis of dreams during the 2022 war in Ukraine.
Nugumanova's previous projects address migration, media and critical
thinking, and ecology.

Address: 50136, Florence (ltaly), Via Masaccio, 5.
E-mail: kar.nugumanova@gmail.com.
ORCID: 0000-0002-4811-0837.

The second author of this article chose to remain anonymous.

The February Journal publishes works under the Creative Commons BY-SA 4.0 license, with the exception of appropriately marked
third-party copyright material. For full terms and conditions, see: https:/thefebruaryjournal.org/en/about/fag#content.

32



the

FEBRUARY

journal

«bonbluag, 6onbliasa ckopbb U Be4HOE
MOJTHaHME»: ONbIT COLMONOrMYECKOM
MHTepnpeTaumm cHoB nocne 24 chespans
2022 ropa

KaponuHa HyrymaHoBa
Hesaencumas uccneposatensHuua, OnopeHums

AHOHWMHBIM aBTOP

10T MaTepuan onybnmkosaH B Homepe 01-02 «OT umeHn mondaHus,

B NMomcKax Npubeskuiuay, nog peg. Lypsl Joragaesoi u AHgpes 3aBaackoro.

Lutuposats: HyrymaHosa K, aHoHuMHbIM aBTOp (2023) «Borbluas, GonbLuas
CKOPOGb M BEYHOE MOSHaHUEY: OMbIT COLMONONMUYECKOM MHTEPMNPETaLUM CHOB
nocne 24 cpespans 2022 roga. The February Journal, 01-02: 83-103.

DOI: 10.35074/F).2023.35.28.004

Ccbinka Ha matepuman: https:/doi.org/10.35074/F).2023.35.28.004

[HaTa ny6nukaumu: 28 dpeepans 2023 ropa

ISSN-2940-5181
thefebruaryjournal.org
Berlin, Tabor Collective



CraTtbs

«bonbluas, 6onbLiasa ckopbb U Be4HOE
MOJTHaHHME»: ONbIT COLMONOrMHYECKOM
WHTepnpeTauum cHoB nocne 24 cheBpans
2022 ropa

KaponuHa HyrymaHoBa, aHOHWMHBIN aBTOP

CraTbs nocesLLeHa pedoneKcmm CIOXETOB, CBSI3aHHbIX C FOBOPEHMEM
O MOJIHaHMM M FTOBOPEHUM B CHaX U monvaHuem. MIHTepnpeTmpys mx
poccusH nocne 24 dpespans C MOMOLLIbIO annapaTta COLMONOrnu,
2022 ropa. Ha ocHoBe aByxaTtan- Mbl ENAEM BbIBOL, O TOM, YTO COH
HOro aHanu3a NPUCIaHHbIX Ham NpeAcTaBnsieT coboM NPOCTPAHCTBO
NMOBECTBOBAHMM O CHOBUAEHMAX 0N BOCCTAHOBIEHUSI areHTHOCTH,

M KOMMEHTapPMEB CAMMX CHOBUA- YTPa4YeHHOM B pPeanbHOM XMU3HM.

LEB Mbl O6Hapy)+(MBaeM HEeCKOJIbKO

Kniouesble cnoga: cHbl, BOOBpaXKaemoe, MoSTHaHune, roBopeHue

24 cpespans 2022 roga Ha4anacb HoBasi Bexa B uctopum Poccum, koTtopasi,
MOMMMO MPOHEro, O3HAMEHOBASIACh MACLUTABHBIMM MOMUTUHECKMMM 1 SKOHOMM-
YeCKMMM TpaHcdhopmaumamm. B pesynstaTe Havana BOOPYKEHHOrO KOHJPNMKTa
Ha TeppUTOpPUM YKpauHbl MOBCEAHEBHAS U3Hb POCCUSIH M3MEHMUNACh, Aae
€CJIM OHM HAXOASATCS 3@ ThICAYM KMIIOMETPOB OT 30HbI GOEBbIX AEMCTBUI. YXOL
MEKAYHAPOAHBIX KOMMAaHMI C POCCUMIMCKOTO PbIHKA, POCT LEH Ha noTpebuTenb-
CKMe ToBapbl, Nepebon C MOCTaBKAMM SIIEKTPOHMKM M NEKAPCTB, BbIHYKAEH-
Hasi MUrPaLMst U Pasfiyka C GIIM3KMMM, YCUIIEHUE AABIIEHUS Ha aKTMBUCTOB
1 HKO — Tonbko manas 4acTb TOrO, KaK M3MEHMIACh XM3Hb NIOL4EN 3@ nocnea-
HWe mecsubl. Ha kaxpgoro poccusHUHa doeBpanbCcKue COObITUS MOBMMUSIIMU
NMo-CBOEMY: KTO-TO NnocTpagan Gonblue, 4fs KOro-To MpomMCXoasiuee ocTa-
eTCsi NPaKTUYEeCKn HesameTHbIM. OaHAKO UMddpbl OMPOCOB, HECMOTPS Ha BCE
OrpaHUYeHMs MOCNEAHUX, MOKA3bIBAIOT, YTO Ha KoHew mapTta 2022 roga TpeTb
poccusH Bbila B TPEBOTE M AEMNPECCUM, KaXKAbIM MSATLIA CCOPUIICS MU CNOpPUIT
C 6M3KMMM Ha nonuTudeckue Temsl (OTyeT Xpormku 3.0 2022a: 5). Ha koHew
CEeHTABPS 3asBnsemasl NMOAAEPIKKA «Creuonepaumm» npPoJosiKana nagaTe
M fOCTMIMA UcTopuydeckoro muHumyma (Otuet Xporukum 7.0 2022b: 5). B uenom
paspyLUEHUs, CMepPTb M 0BOCTPEHME PA3AENeHMs MO NPUHLMMY «CBOM/Jy3KOM»
CTanu 4acTbio MOBCEAHEBHOIO MH(POPMALMOHHOIO (POHa AN MUIIIMOHOB
POCCUSIH BHE 3aBUCMMOCTM OT MX OTHOLLEHMS K MPOUCXOAALLEMY KOHOITUKTY.

[Moxanyi, camoe NPoBGnemMaTMHHOE — 3TO MPAKTUYECKM MOSIHOE
OTCYTCTBME BO3MOXHOCTMU COMPOTHBIIEHMS], MPUYEM HE TOSTbKO IM3UHECKOTO,
Ho u BepGanbHoro. C 4 mapta 2022 roga B Poccum BBeaeHa npakTuyeckm
BOEHHasl UeH3ypa, npeanosiaraloLwas, YTo 3@ aHTMBOEHHOE BblCKa3blBaHUE
MOXHO Mnony4uTb cpok ao 15 net. Kpome Toro, 3a HECKOMbKO NET JO Havana
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«creyonepaumm» mHorue Hesasucumble CMIU Bbinv NpU3HaHBI «<MHOAreHTaMM»
U «HEXENATESbHBIMU OPraHU3aLMUSMMUY» M 3aBIIOKMPOBaHbL. DTO MPMBENO K TOMY,
YTO OECATKM MUIITTMOHOB POCCUSIH CErOfHSl HE MMEIOT AOCTYMa K MCTOYHMKAM
MHPOPMALIMK, KPOME MOAKOHTPOSbHBIX FOCYAAPCTBY.

Tak npaeuTenscTBo PO nbiTaeTcst yCTaHOBUTL TOTaSIbHbINM KOHTPOSTb
HaZ cnoco6amu roBOPUTb M OCMbBICTISITb BOEHHbIM KOHPMKT B YKkpauHe. boinu
BBeAeHbl HOBble aAMUHUCTPATMBHbBIE M YTOMOBHbIE CTaTbM, YHaCTUIUCH ClTy4aun
penpeccuit n NpecnefoBaHuit aKTUBMCTOB. BnacTu cTpaHbl NbiITaloTcst co34aTh
€OMHCTBEHHO BO3MOMXHBIN A3blK FOBOPEHMS O HOBOM peanbHOCTH, B KOTOPYIO
OKa3anoch BTIHYTO Monyanuneoe 60mnbLIMHCTBO. B ycnoeusax pacTtyLiei nons-
pr3aumm OB6LLECTBA, KOFAa OT KaXKAoro YenoBeka TpebyeTcs OTBET Ha BOMPOC
«Tbl 3@ UNn I'IpOTMB?», BO3HMKAET CUTyaums BbIHy}K,D,eHHOﬁ HEMOTbI, 3aMblKaHUS
MMPA YENOBEKA HA UHAMBUAYANbHOM YPOBHE, OTHYXKAEHUS NIOAEN APYr OT ApYy-
ra. CerogHs Bonpoc 06 oueHKe OBLUECTBEHHOrO MHEHUS, O CYGBEKTUBHOM
OTHOLLEHUM K HOBbBIM OOCTOATENbCTBAM, TPAAMLMOHHbBIM s COLMONOrnM,
OCTPO HYXOAeTCs B HOBOM MOAXOAe.

Takol rnoaxon MOXeT ObiTb HaMAEH B COLMONMOrMM CHOBMAESHWUM
(Bastide 1966; Lahire 2020). B koHue cheBpanst mbl, rpynna COLMOMNOroE, 3any-
CTUIW MCCNEROBATENBCKUIA MPOEKT, B PAMKAX KOTOPOrO Mbl COOMpPaem M aHa-
NM3UPYEM CHbI poccusiH nocne 24 doeepans 2022 roga. Hawei uenbio Gbino
OpraHu3oBaTb COOpP CBMAETENLCTB MPOUCXOAALLMX COBLITUI 1M Yepes Happa-
TMBbI O CHaxX AaTb JIOASM BO3MOXKHOCTb FOBOPUTb O CBOMX 3SMOLIMOHAMbHbBIX
nepexuBaHusIx. B cHax «konnekTMBHOE BGEeCCO3HATENBHOE» MOXKET HalTH CBOE
npsimoe Mnu meTadoopuyeckoe BoipaxeHue. B ceBolo ovepenb, B npugaHum
obpazam 1 SIMOLMSIM U3 CHOBUAEHMI CIIOBECHOM CPOPMbI MOXXHO YBMAETL CMO-
o6 NpeononeHms BbIHYKAEHHOTO MOSTHYaHMS], B KOTOPOE OKa3aslacb MOrpyKeHa
3HaYMTENbHas YacTb HaceneHus Poccum.

C MOMeHTa 3arycKa HaLlero MCCrefoBaHusl K Ham nocTynunio 844
pacckasa o cHax. MonyaHue 1 roBopeHMe SBMSIOTCS 3HAYMMOM YaCTbiIO MHO-
X U3 NPUCNaHHbIX CHOB. Ha CTpaHuuax 3TOM CTaTbU Mbl XOTMM NOroBoOpUTb
O TOM, KaK CHOBWJLblI FOBOPSAT M MOSHET B CBOMX CHAX M KAKMMM CMbICIIaMM
OHM HAZENSIIOT CBOM MepexmBaHuns. Mbl paccmaTpMBaEem CHbl KaK CMMBO-
JIMYECKYIO penpe3eHTauMmIo CyLLEeCTBYIOWEN UK NMPUAYMAHHOM COLManbHOM
peanbHOCTH, CMOCOO® OCMBICIIEHWS HOBOFO OMblTa B CUTyaLMM OTCYTCTBUS
a3blka. M3yyeHne CHOB NpedoCTaBnsieT AOBOMbHO SPPEKTUBHBIN MHCTPYMEHT
KaK ANs MOHMMAaHMS SMOLIMOHAMbHbBIX MEPEXKMBAHMIM — Jaxe Tex, KoTopble
He ObinK oTPedpNeKCUPOBaHBI CAMUMM CHOBMALLAMM, — TaK M ANs MOHUMAHMS
CMMBOJTMYECKOM penpeseHTaumm Mx nonoxeHus. [NonyyeHHble jaHHbIe MOryT
LOMOSHUTb CYLLEeCTBYIOLLME M ByayLume UccnefoBaHMs OTHOLLEHMS] HAaceneHus
Poccuu Kk 3aTaHyBLUEMYCS BOEHHOMY KOHCPIMKTY.

CHbl KaK OGBEKT COLMONOrM4ECKOM MHTepRpeTaLmm

COL\MOJ‘IOFMH CHOBMAEHUM — €Lle COBCEM He MHCTUTYLNOHANU3INPOBAHHAA
obnacTb MccnenoBaHum, BHYTPM Hee HEeT cneynarnim3npoOBaHHbIX XXYPHAaNoB,
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Kadbenp v obpasoBaTtenbHbiX Nporpamm. OfHAKO NOMbITKU BBECTM CHbl B POKYC
U3y4YEeHMS COLMONIOMMM OCYLLIECTBISIOTCS KaK MUHMMYM C 1966 roaa (cm. Bastide
1966). OgHoM 13 Hanbosnee BaXHbIX PaboT Ana 3ToM oBnacTM CTana HeLaBHAS
KHura dopaHuy3sckoro coumorora beprapa Jlampa «Coumnonornyeckas nHTep-
npetaumns cHos» (Lahire 2020). Jlamp paccmaTpmBaeT CHbl KaK COLMAsNbHO
CKOHCTPYMPOBAHHbIN OMbIT, 0BYCIOBIEHHbIM CMOCOBHOCTLIO YENOBEKa PaccKa-
3bIBaTb M CO34aBaTb BU3yasbHble METAChOPbI A4St YYBCTB, CUTYaLMM, OTHOLLEHMM
M NOCNefoBaTeNbHOCTEM COLMANBbHO 3Ha4YMMBbIX AencTeuit, OBbIMHO CHOBMAEHUS
CBSi3aHbl C NMEePEXMBAHMSAMM, C KOTOPbIMM YENTOBEK CTANKMBAETCS B PeasibHOCTH
BO BPEMS JKM3HM B OBLLECTBE M B3AMMOLEMCTBUS C APYTMMM COLMANU3UPOBaH-
HbIMU MHAMBKUIOAMU. AHANM3UPYS NPOBNEMbI, KOTOPblE GECMOKOST CHOBMALIEB,
MOXHO PAaCcKpbITb COLManbHO OBYCNOBIIEHHbIE TUMbl OTHOLLEHMI, CMOCOBHI
OEeNCTBUSA, BUOEHMS, YyBCTBOBaHUS. HakoHew, cHbl JOCTYMHbI coumonoram
TOMLKO B POPME MOBECTBOBAHUS O HUX, KOTOPOE MOCTPOEHO C MOMOLLIBIO 53bi-
KOBbIX HABLIKOB, OBPETEHHbIX YENOBEKOM B XOfE CoLManusaumm B obLuecTse.
OTU coumanbHble XapaKTEPUCTUKM CHOBUAEHUI MO3BONSIOT HAMETUTbL JOPOTY
K MOHMMAHMIO MX KaK hOPMbI COLIMANbHOTO OMbITa, @ HE MPOCTO KaK OTPaXKeHUs
LesTenbHOCTU CTPYKTYP MHAMBUAYaNbHOro 6ecco3HaTeNbHOro.

Takoro poga nogxon K CHamM OKa3blBaeTCsl 0coOH6eHHO BOCTpeboBaH
CErofHsl, KOrAa MHOMME POCCUSIHE OKA3amnMCh B CUTYaLMK, KOTAa «CTapble Cro-
C06bl YyBCTBOBATb U MbICIINUTb PYXHYINK, @ HOBble HAYMHAHUSA HEOL4HO3HA4YHbI
BMIOTb JO MopasibHoro 3actos» (Mills 2000 [1959]: 4). Pacckasbl 0 cHax moryT
cAenatb Afis COLMONOra JOCTYMHbIM TOT OMbIT, KOTOPbLINM HE aKTyanM3upyeTcs
BO BPEMS MHTEPBbIO MITW OMPOCOB B CBSI3M C OTCYTCTBMEM MOLAXOASLLMX peve-
BbIX CPeACTB 419 €ro BblpaXKeHU4.

PoccusiHe B 2022 rogy He Obinu NepBbIMM, KTO OKa3ascs B CUTyaLmm
HEBO3MOXHOCTU FOBOPUTL MYBIIMYHO O TEX NEPEHKMBAHMSX, KOTOPLIE HE Brn-
CbIBAIOTCS B OPMLMASIbHDBINA AUCKYPC PAJOCTH, MOLAEPIKKM M CNINOYEHUSI BOKPYT
LeMCTBUIM NpaBuTEnbCTBA. McTopMs 3HAET MHOXKECTBO MPUMEPOB, KOrAa BracTb
YCMELUHO BbITECHSNA BbIPAXEHMWSI HECOTNIAcKs M3 NMyOnMYHOrO NPOCTPAHCTE],
co3faBas BUAMMOCTb obLueHapoaHoro eauHcTea. OpHako gaxe B cnyyae
TOTanMTapHbLIX rOCYAAPCTB OCTaBarnacb BO3MOXKHOCTb Afisi APYrMX FONOCOB,
CBUIETENCTBA YEMY Mbl MOXKEM OBHAPYHUTL B AHEBHUKAX, MMCbMAX M APYrMX
3ro-AOKYMEHTaX, M MepecKasbl CHOB CTanM OAHUM M3 TaKMX MCTOPUHECKMX
CBMAETENLCTB.

Hanbonee n3BecTHble MCCNEfOBaHWS O TOTaNMTaPU3ME, KOTOPLIE
MCMOMb3YIOT CHbl KAK MCTOYHUKM AaHHbIX, — 3TO paboTsl LLlapnoTtTel bepagar,
PeiHxapTa Kosenneka u MpwuHbl ManepHo. MNpu Bcem paznmumm nx obbveam-
HSIET YaCTUYHOE 3aMMCTBOBAHME MOAXOLOB M3 MCUXOAHANMU3a, MOHUMaHKE CHa
KaK penpe3eHTaLMmu 3MOLMOHASbHBIX MEPEXMBAHUIM, C KOTOPbIMKM CTaNKMBAOTCS
CHOBWALbI BO Bpemsi GOAPCTBOBaHMS, & TaK:Ke OBGBEKT MCCNEAOBaHUS — CHb
BPEMEH TeppOopa.

Lapnotra bepaatr — HemeLKas KypHanucTKa M NyOonuMUMCTKa,
nMoHep c6opa U TONKOBaHWSI CHOB B TOTaNIMTapPHOM OBLLECTBE, CO34aTENbHMLA
apxuea «CHbl TpeTbero peiixa» (Beradt 1985 [1966]). B 1933—1939 rogax, 6yay-
un kutenbHUuen lepmaHum, bepanT paccnpalumBana 3HAKOMbIX 06 MX CHax
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M COXpPaHSINa 3Tu CHbl B BUAE 3aLUMdDPOBAHHbBIX 3aMETOK, KOTOpPbIe Ony6mKo-
Bana nocne smurpaumm B CLLA. B ee cOopHMK BOLLIM NEepecKasbl TONMbKO TEX
CHOB, KOTOpPblE UMEIOT SIBHbIM MONMUTUYECKMI NoaTeKkcT. bepaaT He npuaep-
YKMBarnacb 0co6oi METOAOMNOMMKM aHanM3a CHOBUAEHMM, HO MpK MyGnmuKaLmm
cHabamna mx ceoel nHtepnpeTaumer (Manepro 2012). CHol gnst Hee Bbinm CUM-
BOJSIMYECKMM OTPANKEHMEM MEPEKMBAEMOrO B PEANbHOM M3HU, U COBPAHHBINA
€10 apXMB MOBECTBYET O MOBCEAHEBHOM CTPAXE, YYBCTBE BUHbI, CTPEMIEHNM
K KOHCPOPMM3MY M AaKe NOACO3HATENbHOMY MPEAYYBCTBUIO OYAyLLMX 3BEPCTB
no oTHoLleHuo K eBpesm (Beradt 1985 [1966]). IMioGonbITHO, YTO B 3TOM KOSI-
NEKUMM CHOB «TPEeTbero perixa» TaK JKe, KaK M B HalLlem apXuBe, eCTb CHbI,
B KOTOPbIX MEPEKMBAETCS M NPOBIemaTU3npPyeTcs HEOOXOAMMOCTb MOMHaTb.
Apxus BepaaT (1966) He TONBKO CTan UCTOYHUMKOM AMS MOCNEAYIOLLEro aHanm3a
coBpaHHbIX el CHOBUAEHMM € ncTopudecko (Stein 2010) u ncuxonoruyeckon
(Bulkeley 1994) Touek 3peHmMs, HO U BAOXHOBUI APYrME MCCEAOBAHUS TPaB-
MaTMYHOTO OrbITa, OCHOBAHHbIE HA M3y4eHUK CHOB (06 OMbiTe NepexuBaHus
XonokocTa cm., Hanpumep, Engelking 2013).

OcHoBbIBasAICb Ha 3anMUcsx CHOB M3 apxmBa, cobpaHHoro bepagr,
Bbigalomiics uctopmk PerHxapt Kosennek (1985) ogHum 13 nepebix oB6pa-
TUIT BHUMaHWE HA MOTEHLMAN U3yHeHWUs CHOBUAEHUM M B35 Ha cebs 3agady
CchOpMYNIMPOBATL METOLONOMMHECKME MPUHLMIMBI PAGOTHI CO CHAMM KaK UCTO-
PU4eCKMM UCTOYHUKOM OAHHbIX. Ba)i-(HO, YTO 3TU MNPUHUMMBbI NPUNOKUMBI
M K noaxopy coumonoros. OH PacCMaTPUBAET CHbl KaK TEKCTbl, CBUAETENb-
cTBa 06 MCTOPUHECKOM OMbITE M MPOLLSIOM YeNIOBEKa, KoTopble OUKCUPYIOT
peanbHOCTb NyYLle APYrMX UCTOYHUKOB, B TOM YMCTE AHEBHUMKOB U MEMYapOB.
OnbIT CHOBMALEB CErOAHSILLHETNO LHS — 3TO TOXE SIBNIEHME UCTOPMYECKOE:
OCHOBbIBAsICb HA CBOEM MPOLLIOM OMbITE M MPUOBPETEHHBIX 3HAHMSIX, NIOAM
NepeXMBAaIOT TEKyLLME COBLITUSI M YyBCTBYIOT ceBsi B MPOCTPAHCTBE UCTOPUM.
OrTcranBas nMpaBo Ha MONMTUYECKYIO MHTeprpeTaumio cHoBe, Kosennek yka-
3bIBAET, YTO COH XapPAaKTEPU3YET He CTONMbKO MHAMBMAA, CKOSbKO OBLLECTEO.
CHbl — 3TO JONMMHIBUCTUHYECKME MCTOPUM, PACKPbIBAIOLLME aHTPOMOMOrMye-
CKOE M3MEPEHME, BbIXOAALLEE 3@ PAMKM NMMCbMeHHbIX McTouHMKkoe (Koselleck
1985). BaskHo, 4To cHbl y Kosenneka u BepagT — He TofbKO nepecKasbl MCTO-
pUit 0 Teppope, HO U ero OpyAMe, OPYAME CAMOTO Y3Kaca: OHU MPOUCXOAAT
C OTAEMNbHLIMM MIOABMM U OKA3bIBAIOT Ha HUX CUITbHOE SMOLMOHANbHOE BO34EN-
cteue (Koselleck 1985). Crisiumit Gonblue He OTABIXAET BO CHE, HO NEPEKMUBAET
MHTEHCUBHbIM SMOLMOHANbHbIN OMbIT. DTO NMO3BOMSIET APYTMM UCCIIEA0BATENSAM
rOBOPUTbL O TOM, YTO TOTANMTAPHLIE PEXMMbI BO3LEMCTBYIOT M Ha oM3MOno-
rMio YerioBeKa, HapyLuasi BoccTaHasnmBeaoLyio doyHkumio cHa (Curtisa 2017).
Cam Kozennek (1985) npunuceiBaeT cHam Hadana TpeTbero perxa M nporHo-
CTMYECKYIO (PYHKLMIO, TaK KaK OHM COLEPKAT OTpaxeHWe obpasa OyayLuero
B HacTosiLLleM MomeHTe. [Mpuuem nporHocTnieckas doyHKLMs HE MOAPA3yMeBaET
noA coBGoi NPOPOHECTBO; MCTOPUK PACCMATPUBAET CHbl KaK MCUXONOrMYecKHe
haKTbl, CBUAETENLCTBYIOLME O TOM, YTO CYOBLEKT, 3a4acTylo He OCO3HaBas,
MOHUMAET MOTEHLMAS MEPEKMBAEMbIX COBLITUI U U3MEHEHMI B camom cebe.
Takum 0Bpa3oMm, HApPPaTMBLI O CHaX He TOMbKO COOTHOCSATCS C MPOLUSbIM
M HaCTOSILLIMM, HO U COLEPHAT B ceBe 3MMUPMHECKYIO BEPOSITHOCTL COBBITUIA,
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KOTOPbIE MOTEHLUMASBHO MOTYT MPOU30MTH B ByayLuem. < IMEHHO KaK BbIMbICES
OHM <CHBbI> SIBMSIOTCS SIEMEHTamu UcTopudeckom peanbHocTmy (Koselleck 1985).

OpHaKo HECMOTPS Ha TO, YTO CHbI MPEACTABMSAIOT COBOM BbIMbILL-
NEHHbIE MCTOPUM, OHU — YTO XOPOLLO MONKHO OTCIIEAMTb Ha CHaX BPEMEH
TpeTbero peiixa — MOryT SIBASTLCS OpyAMem Teppopa. Bo-nepsbix, cTpax,
nepexxMBaembll CyGbEKTOM BO CHe, TeEppopmM3npyeT ero. Bo-BTopbix, camo
3HaHWe O TePPOPE NPUXOAMT U3 CHOB. TaK, T, KTO B PEaNbHOCTM He CTan XepT-
BOM (PU3MYECKOro Hacuus, YyBCTBYIOT €ro BO BPEMS CHa; MX CHbl HE TOJSIbKO
COOTHOCSITCSl C PeasibHOCTbIO, HO M MPEABOCXMULLAIOT ee. M3yyas Takue CHbl,
Mbl MOXEM MO3HATb UCTOPUYECKYIO PeasibHOCTb. K 3Tom He BCe CHbl MOTYT
CNYXWTb CBMAETENbCTBAMM MPOLLMON UMK TEKYyLLEeM AeNCTBUTENbHOCTU. TaK,
aHanms cHoBMAaeHU, cobparHbix YaHom Kaliponem oT y3HUMKOB KoHUarepei,
TO €CTb TEX, KTO HEMOCPELCTBEHHO CTOSKHYSCS C (PU3MHECKUM HACUIUEM,
MOKa3aJi, YTO CIOKETbI UX CHOB OTOPBAaHbI OT TOrO, YTO OHWM HEMOCPEACTBEHHO
nepeskuneanu. Hactoswmii Teppop yxe He MOr MPUCHUTBLCS, dpaHTa3ms yxKaca
6bina Npes3oiaeHa AeMCTBUTENbHOCTBIO; 3TO BbINIU CHbl O BbIXMBAHWMM, OCHO-
BAHHbIE Ha CMMBOJTMKE, KOTOPAst BHEMCTOPUYHA, HEMOSIUTUYHA U HE MOXKET ObITb
MPOaHaNM3MPOBaHa KaK MNO3TUYECKMI TEKCT, YKa3biBaIOLLMI Ha NMpoucxogsiuee
(Koselleck 1985: 225).

Ha pycckom maTepuane anoxu CTaIMHU3Ma OGHUM M3 MEePBbIX TAKUX
uccnefoBaHmit ctanu paboThl aMepUKaHCKOro MCTOPUKA KynbTYpbl U niuTepa-
TypoBega MpuHbl MNanepHo. B ee paboTe 3anmcu CHOB BLICTYMMAM YacTbio
6OnbLLIOrO KOPMyca AaHHbIX, BKIIIOYAIOLLErO SIMHHBIE AHEBHUKM U MEeMyapbl
COBETCKOM 3MOXM. TaKMm OBpPa3oM, repMEHEBTUHECKMI aHaNIM3 CHOBMAEHMUM
JOMOSHAETCS CYObeKTMBHOM MHTEepnpeTaumeit CHOBUALA M obLwmm Guorpa-
PUYECKMM KOHTEKCTOM €ro m3HU. M3yueHne cHoe 1930-x rogos noseonser
VUCCNEoBaTENbHMULE MPOHUKHYTb B «MHTMMHbBIE MPOCTPAHCTBA XM3HEHHOro
onbITa 3MOXW TEPPOPAE» U U3YUUTb TOT OMbIT, KOTOPLIM OCTAETCS HEOGBACHUMBIM
Ans camoro pacckazumka (ManepHo 2012). MHorue cHbl, KOTopble MPOaHANM3M-
posana ManepHo (2012), 6 HanomnHeHbl cTpaxom. Jpyrie npeacTaBnsnmch
MOMbITKAMM HAMTU OB BACHEHUE TOMY, YTO HEBO3MOKHO BbIfIO MOHSTH B peasib-
HOM u3HK. B TpeTbelt rpynne cHOB MpoOSIBNSETCS CMOCOBHOCTb YenoBeKa
COMPOTUBIIATLCS TEPPOPY, MNOLCBEYMBAETCS Ta rPaHb, KOTOPYIO OH HE roTOB
nepecTynutb. Camu CHOBMALLI, PECPIIEKCHPYS O CBOMX CHAX, HEPEAKO MPUMU-
CbiBanu Mm dYHKLMIO MPOPOYECTBa 1 MCTOPUHECKYIO 3HAYMMOCTb. HekoTopeble
U3 HUX PedpreKCUpPYIOT NMOTEHLUMan CHOB KaK MCTOPMYECKUX CBUAETENbCTB.
Hanpumep, Jnams Yykoeckas (2007) nuwet: «Mowm 3anmcu 3noxu Teppopa
MpUMEYaTENbHbI, MEXAY MPOYMM, TEM, HTO B HUX BOCMPOM3BOASTCS MNOMHOCTHIO
OAHM TOMbKO CHbI. PeanbHOCTb MOEMY OMMCaHMIO He MopdaBanack; Gorblue
TOrO — B JHEBHWKE $i M He ferana MomnbiTOK ee onucbiBaTh. [lTHEBHUKOM ee
6bIfIO HE B35iTb, 4@ M MBICIIMMO N BbINIO B Ty MOPY BECTM HACTOSILLMI LHEB-
HMK?» (Yyrosckas 2007).

CerogHsi MHOTME NMIOAM BHOBb CTANKMBAIOTCS C HEBO3MOXHOCTbIO
ONMCaTb PeasibHOCTb BOKPYr HMX, M MOTOMY Mbl BHOBb OBPALLAEMCS K CHaM
KaK K MCTOYHMKY CBEAEHWI O HEPEPIEKCUPYEMOM OMbITE KMU3HU B COBPEMEH-
HoM Poccum. Haw noaxop K aHanusy CHOBMAEHMIM HAXOAMTCS B OOLLEN pamKe

The February Journal



«bonbluas, 6onblias ckopbb 1 BEYHOE MOMYaHUE»

UHTEPAUCLMMIIMHAPHOIO NMOAXOAA KO CHaM KaK maTtepuany Ans U3yYeHusi CoLm-
anbHO-UCTOPMHECKOTO OMbiTa YeroBeKa. Hazoeem ero coupanbHO-MCTOPHUHECKOM
repmeHeBTMKOM. C OAHOM CTOPOHbI, CErOAHSI POCCHSIHE MEPEKMBAIOT B CBOMX CHaX
ucTopmyeckme cobbitusi. C APYroi CTOPOHbI, CUMBOMMYECKas Penpe3eHTaums
3TUX COBLITUI B CHaX MOXKET BbiTb PACCMOTPEHA B COLIMONOMMHECKMX KATEMOPUSIX
BNIACTU M areHTHOCTU. Mbl TaKKe JOMOSHMUIM HaLUM MHTEPMPETALMM aHANIM3OM
COLMOLAEMOTPACPUHECKUX XaPAKTEPUCTUK YHACTHUKOB HAaLLEro MCCrefoBaHus.
OTTankuBasicb OT TOrO, YTO B CHaX OTPAXAETCS TO, AJ1si YEro B PeasibHOM KMU3HU
HET 513blKa, Mbl MLLEM B MPUCIIAHHBIX HAM TEKCTaX OCKOJTKM OTHOLLEHUS K HOBOM
peanbHOCTU — OTHOLLIEHMS!, KOTOPOE OHM CamW MOTYT MOHUMATb HE AO KOHLA.

MeToponorus

B Hawwem npoekTe mbl, B oTinume ot Bepaar (1985 [1966]), cobupaem 1 nybnu-
Kyem BCE CHbl, BHE 3aBMCMMOCTU OT TOTO, MMEIOT fIM OHMU SICHBbIE MOMUTUYE-
CKMe KoHHoTaumu. Poccuiickas KynsTypa umeeT 6oraTyio MCTOPUIO OTAENEHUS
«IIMYHOM KM3HW» OT MOSIUTMKM, MU MHOTME acrneKTbl MOBCEAHEBHOCTM MOTyT
CYGbEeKTUBHO BOCMPMHUMATBLCS KaK He CBA3aHHble C monuTukoi. Ho nuu-
HOe, KaK MPOBO3rIacU/IM PEMUHUCTKU BTOPOM BOSIHLI, — 3TO MOMUTUYECKOE
(Hanisch 1970) , no3ToMy Mbl KOMEKUMOHMPYEM BCE CHbI, BHE 3aBUCUMOCTM
OT Mx copepkaHus. Mbl Tak:Ke He Tpebyem OT TeX, KTO MPUCLINAET HaM CBOM
PaCcCKasbl, UMETb SKCMNULMTHYIO NOMUTHMYECKYIO Nno3uumio (Mnu coobLuaTs ee),
ObITb «3a» UK «MPOTHB». KaxeTcs, cerofHsi 3ta AMXOTOMMS NULLb yCyrybnser
pa3geneHne obLLEeCcTBa U CNOCOBCTBYET BbITECHEHMIO MPOMEKYTOYHBIX MHE-
HWIM. B Hawwem apxmBe coBpaHbl CHbl TEX, KTO He ycrieBaeT peddneKcUpoBaThb
MEHSIIOLLYYIOCS] MOBCEAHEBHOCTb M MO KAKOM-TO MPUYMHE YYBCTBYET, YTO CHbl
FOBOPSIT O HAC M O HALLEM MWMPE YTO-TO BaXKHOE.

Pacckasbl 0 cHax 6bin cobpaHbl C MOMOLLBIO TYTI-COOPMbI, PaCnpPo-
cTpaHsBLeics B Apy:ectBeHHbIXx CMU, Tenerpam-kaHanax, a Takxe o fimy-
HblM KaHanam. B dhopme, MoMUMMO noneit Ans 3anmcK CHa U ero MHTepnpeTaLmm,
ObInM HECKOIBKO HeOBs3aTENbHbLIX BOMPOCOB, MOCBSLLEHHBIX COLMarnbHO-AEMO-
rpadoMHecKUM xapaKTepmucTUKam pacckasumnkos. C koHua doespans 2022 ropa
M HA MOMEHT MOATOTOBKM TeKcTa Nybrmkaumm (okTsbpb 2022) Ham yaanoch
cobpatb 844 cHa.

BaykHO OTMETUTB, YTO Hallle UCCrefoBaHME He MPETEHAYET Ha penpe-
3€HTATUBHOCTb: CKOMbKO Bbl CHOB Mbl HUM COBPAnu, Mbl HE MOXEM FOBOPUTH
O TOM, YTO CHUTCS BCEM poccusiHam (Mrnn paxe mx GonbLumHcTBy). Hawwen
3a4a4eit GbiNo OXapaKTepPM30BaTb CMEKTP BO3MOXHbIX CIOKETOB M O0BPa30B,
KOTOpbIE MOSIBMSIIOTCS B CHaX, @ He AaBaTb HABMIOAaEMbIM 3aKOHOMEPHOCTIM
KONMUYECTBEHHYIO OLEHKY. Tem He meHee, BOMbLUMHCTBO HALLUMX PAaCcCKaz4u-
KOB — >eHLUmMHbI (81%), B cpeaHem oT 20 ao 35 neT, NpOXKMBAIOLLME HA MOMEHT
3anonHeHus aHkeTsl B CeBepo-3anagHom (51%) wmm LlentpansHom (33%)
doepepanbHbix okpyrax Poccuitckon Mepepaumm.

HaLu smnnpuyeckunit matepuan — NoBECTBOBaHMUS O CHaX — Mpeg-
cTaBnseT cobok 0cobyto hopmy monvaHus-roeopermst. C o4HOM CTOPOHBI, 3TH
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NMOBECTBOBAHUS SBISIOTCS KOMMYHMKATMBHBIM aKTOM, C MOMOLLbIO KOTOPOTO
CHOBMALbI COOBLLAIOT HAM YTO-TO O ceBe, CBOEM OMbITE M CBOUX MEPEHM-
BaHusIx. C ApyroM CTOPOHBI, PACCKa34YM_Lbl HE OBMafaloT BCEM MOSHOTOM
KOHTPONSI Haf, COAEPKaHMEM MOBECTBOBAHMS, KOrAa MPETEeHAYIOT Ha ayTeH-
TUYHOCTb OMMCaHMsI CBOEro CHAa: OHM PAacCKasbiBaloT 06 obpasax, KoTopbie
MOSIBUNUCH BHE 3aBUCMMOCTM OT MX BOJSM, MHOTAA B PE3YrbTaTe BbITECHEHMS
nepexxmBaHmit 3 cdpepbl BepbanbHOro. MOXHO CKa3aTb, YTO BCE MPUCIaHHbIe
HaM PaCcCKasbl HAXOAATCS Ha MPAHULIE MEXKAY MOMYAHUMEM M FOBOPEHMEM —
MPMCHISIasi CBOM COH, YENOBEK MOKET MHTEPMNPETMPOBATL MU AOAYMbIBATL €r0,
HO B TO Y€ BPEMS HAXOAMTCSI B OTHOCHTENBHO Gosniee 6e30MacHOM No3uLmM, TaK
KaK He BblPaXKaeT CBOE MHEHME, a NMepPecKasbiBaeT NMPUCHUBLLEECS emy. M3 Hmx
Mbl OTOBPASIM Te TEKCTbI, KOTOPbLIE COOTBETCTBOBASIM CNEAYIOLLMM KPUTEPUSIM:

1) B UeHTpe NoBecTBOBaHMS (MM OAHOM U3 Ero CEKBEHLMIM, €CNU COH AfIMH-
HbIM) — aKT FOBOPEHMS, COBEPLUAEMbINM CRISILLMM;

2) B UEHTpe NoBecTBOBaHMS (MnM OQHOM M3 €ro CEKBEHUMM) — MOSYaHue
ChsiLLEero, HEBO3MOXHOCTb FOBOPUTD;

3) B UeHTpe NoBecTBOBaHMS (MAM OQHOM M3 €ro CEKBEHUMM) — MOSYaHue
APYrux.

Kputeprem uckniodeHus Gbino TO, YTO aKTbl MOMHaHMS WK FOBO-
PEHWSI HE SBMSIIUCH 3HAYMMBIMM B KOHTEKCTE cHa (MOrmu GbiTb BbIGPOLLEHBI
6e3 ywepba ans ero cioxeTa). Bcero 6bino oto6paHo 156 cHos.

Haww noaxop K M3y4eHWIo CHOB BO MHOTOM BAOXHOBIIEH METOAOM
aHanmsa cHoemaeHuit ManepHo (2012) — MCTOPUHECKON repPMEHEBTUKOM
CHOB. Mbl paccmaTpuBaem CHbl KaK TEKCTbl, KOTOpPbIE MOTyT GbiTb MPOUH-
TEPMNPETUPOBaHbI NMPU MOMOLLM MOTPYKEHUSI B KOHTEKCT MX BO3HWKHOBE-
HWS — B HALLIEM CITyHae, B JXM3Hb M KyNbTypy coBpemeHHoM Poccum. Te TeKcTsl,
KOTOpbIE MbI MOMYYMIU B PamKax cOGopa CHOB, NPeACTaBsioT COB0M NPOAYKT
MHTEPMPETaLMM PACCKa34YMKOB M IMEMEHT camonpeseHTaumu. [pu aHanuse
CHOB Mbl MOMbITANIMCb UCTONKOBATb TEKCThI, MHTEPMPETMPYS BCTPEYAIOLLMECS
B HWX CIOXKETHI M 0BPasbl C TOYKW 3PEHMST KATEFOPUM areHTHOCTU M BACTY.
MpounTbIBas CHbI C TOYKM 3PEHUSI COLMOSIOTUM, Mbl MBITAEMCS MOrPY3UTHCS
B MMPbI CUMBOSMHECKOM Penpe3eHTaLmmu CoLManbHOrO-MCTOPUYECKOrO OmbITa
POCCHMIMCKMX MPaXAaH M MX SMOLMOHASbHBIX MEPEXMBAHMIMA, MOHSATL UX (Hepedp-
NEKCUPYEMOE) OTHOLLIEHWE K OKPYXAIOLEM pearibHOCTM U BbisiBUTb oBLme
TEHAEHUMM: B AAHHOM paboTe — CIOKETHI, BHYTPM KOTOPbIX Pa3BOpaYMBaIOTCS
AKTbl MOJTHAHUSA U TOBOPEHMUS.

CHbl 6bInK NpoaHanusupoBaHbl B ABa 3Tana. CHayYana ¢ momoLLbio
meToga TemaTtmdeckoro kogmposanus (Braun and Clarke 2006) mbl pazgenvnu
paccKasbl O CHaX Ha CEKBEHLUMWM U BbIAENUNKM OBLUME Tembl, NOSIBRSIOLLMECS
B Pa3HbIX TEKCTAX. 3aTEM Mbl MHTEPMPETUPOBANMU KaXKAYIO TEMY C MOMOLLIbIO
rorpy:eHus ee B Gonee LUMPOKMI KOHTEKCT coBpemeHHoM Poccuu, gononHss
HallEe MOHMMAaHWE KOMMEHTAPUSIMM CAMOTO PACCKa3uMKa. DTM KOMMEHTaPMM
npeacTaBnsanmM cobom aBTOPCKME MHTEPMPETaLUKM CHOB, B1orpadpuiecKkmii KoH-
TeKCT (COBbITHS, C KOTOPLIMM CMISILLME CBSA3LIBAIOT CBOM CHbI), XaPaKTEPUCTUKM
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CaMmx CHOB (HACKOMbKO YaCTO PACCKA34MKY CHATCS NOAOBHbBIE CIOKETHI) M UCTbl-
ThIBAEMbIE SMOLMM — KaK BO CHE, TaK M nocse npobyxaeHus. MHTepnpeTaums
ABnseTcs HeoTbemnemon yacTblo cHa ([ManepHo 2012), NO3TOMY CMBICH, KOTO-
PbIM CAMM CHOBMALbI HAAESSNMU MPUCHMBLLEECS, TaK JKE, KaK M Cam COH, SIBMsi-
€TCA UCTOYHMUKOM OaHHbIX.

MpoTHBOCTOSIHWME MONYAHMS M TOBOPEHMS — 3TO OAMH M3 Hauboree
3aMETHBIX CIOXETOB B Haluem apxmee. B 3Toi ctaTbe Mbl monbiTaemcs oTse-
TWUTb Ha BOMPOCHI O TOM, KAKOE MECTO 3Ta BMHapPHAasi OMMO3WLMUS 3aHMMAET
B MPUCIAHHBIX HAM CHaX M YTO OHa roBOPMT 06 areHTHOCTM cHoBuaueB. KTo
rOBOPUT U KTO MOSTHMUT B MX CHAX, KAKOM CMBICST MPUIAETCS STUM aKTaM, Kakue
NMOCNEACTBMSI BO CHE 3TO BJIEYET M KaK TaKME CHOBMAEHUSI MHTEPMNPETUPYIOT
CaMM PACCKA3HMKM.

PezynbTaThbl

B sToi YacTu cTaTbu BbIBOAbI, CAEMNaHHbIE B XOA4E aHanus3a CHOB, OyayT pas-
[erneHbl Ha ABe YacTU: MOSMYaHWe M roBopeHue. B m3yueHHbIX HamM paccka-
3ax ABa 3TUX MOBEAEHYECKMX aKTa CBS3aHbl OTHOLLEHWSIMM MPOTUBOCTOSIHMS,
HO He MOryT GbiTb OAHO3HAYHO MPOMHTEPMNPETUMPOBAaHLI KaK ofobpsiemoe
Unu Heopobpsiemoe MoBefeHue. Huke Mbl PACCMOTPMM OCHOBHbIE CPYHK-
LMK, KOTOPbIE BbIMOMHSIOT aKTbl MONTHYaHMS M FOBOPEHMS, @ TaKKe KOHTEKCTHI,
B KOTOPbIX OHU MPOSABAAIOTCA.

MonuaHune

Yalue Bcero B cHax MOSYaT aHTArOHUCTbl — Te OBLLHOCTM MU KOHKPETHBIE
WMHAMBUIbI, KOTOPbIE MPOTUBOCTOSIT PACCKA3HYMKY BO CHE, — WIIM UX MOMOLL-
HUKKM. MornyaHWe BOCMPOU3BOAUT AMCTAHLMIO MEXAY CHOBMALEM M TEM, KTO
MOJSTUUT, YCUIMBAET YS3BUMOCTb CHOBMALIA MO OTHOLUEHMIO K TEM, KTO MMEeT
Gornblue BracTu. Tak, B Criefytowem OTPbIBKE OMMCaH COH, B KOTOPOM pac-
CKa34MUaA CTASIKMBAETCS C YrPO30M B JIULE HE3HAKOMBIX MYKHUMH (CM. mn. 1),
MbITAIOLLMXCS NPOBPATLCS B €€ KBaPTUPY:

«[pucHUnock: s B cBOeit cTapoi kBapTupe. BxogHas ABepb npuKpbiTa, HO He 3anepTa. 5 3aKpbiBalo
ee Ha LeKonay, U BAPYr B LUENKY 3aMeYalo, YTO 3@ HeM KTO-To ecTb. CHavana MHe KaXeTcsi, YTo 3TO
Mama, M OHa ceryac 3aiaeT BHyTpb. Ho Bpems MAeT, @ HEeKTO MPOCTO Monya CTOMT 3a ABepblo. S Bce
HUKAaK He MOTY PacCMOTPETb, KTO 3TO — a MOTOM [BEPb CTAHOBUTCS MOYTU MPO3PAYHOM, U S MOHUMAIO,
YTO 3a Hel CTOoST YeTBepo napHer. Momnya CTOSIT U CMOTPSIT MPSMO Ha MeHs. S Ha BCSKMIt crnydai
npuaepxkmBaio Lekongy pykoi. CHavana Kpudy, YTOObl OHM YLUIM, HO S CITULLUKOM CMITbHO GOI0Ch,
y meHsi apoxuT ronoc. OHM He LeBensTcs. Torda HauMHAIO CMPALUMBATb, YTO MM HYXXHO, M MapHM
BHE3aMHO OXMBAIOT: MO-MPEXHEMY MOMNHa NMPUOGIMKAIOTCS BIIOTHYIO M CMOTPSIT MPSIMO Ha MEHS <...>»

(03.06.2022, K, 20 ner).
MonuaHue My*UMH NyraeT CrsSILLYIO M He NO3BONSIET el NpoUHTEpPnpe-

TUPOBATb CUTYaLMIO BHYTPM CHa. OHa CTPeMMUTCS 3aLLmMTUTb cebs, 3anepes ABEPb
Ha 6oriee HAAEXHbIM 3aMOK, HO HE MOMET HAMTM KITIOY, MOTOMY YTO HE MOMET
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Mn. 1. Busyanusaums cHa,
2022. © CoHs HukuTtHHa,
BCE MpaBa 3allMLLEHbl,
MCMOSb3yeTcs C paspeLLeHns
aBTopa.

oTOopBaTh B3MA OT ABepu. B cuTyaumm monyaHus 3puTenbHbIM KOHTAKT —
©OMHCTBEHHOE, YTO MO3BOJISIET €/ KOHTPOJIMPOBATb B3aMMOAENCTBME C YrpoXa-
IOLLIMMM HE3HAKOMLIAMM B OTCYTCTBME PECYPCOB As CAMO3aLLuThL. MIHTepecHo,
YTO CIOXETHO COH HE MMEET MOJNIUTUHECKMX KOHHOTaLMI, HO Cama PaccKasymua
MPUMUCLIBAET CBOEMY CHOBUAEHMIO CPYHKLMIO PENPE3EHTaLMM CBOETO TEKYLLIErO
NMCHMXMYECKOTO COCTOSIHMS. B KOMMEHTapusix oHa nmuLLeT:

«Cemyac ywe mecsy, 6oneio, HUKaK He MOTY BbI3AOPOBETb, MOPASIbHO OYEHb TSKENO BbIHOCUTL 3TO
OfHOM, He xBaTaeT 3a60Thl M Tenna (OCOBEHHO POAUTENLCKOrO) + NPOBREMbl C MCUXMKOM + OuYeHb
HenpocTas ceccust + Cammu-3HaeTe-4To. HaBepHOE, BCe 3TO BOMMNOTMNOCH B TAKOM CTPaHHbIM 06pas.
Bpoge 6bl He arpeccus M He Hacunue, HO BeckoHevHas Tpesora U cTpax. OLyLleHWe, YTO KOMY-TO
YTO-TO OT Te69| HY>XHO, HO Tbl HE NMOHMMaELUb, YTO MMEHHO. A elle He 3Haellb, KaK 3TO MpeKpaTUTb.
XouyeTcs cnpsTaTbCsl OT 3TOrO, HO B TO JKE BPEMS CTPALUHO BbINYCTUTb M3 BMAY XOTb Ha CEKYHAY»

(03.06.2022, XK, 20 ner).

B kavecTBe Hanbonee pacnpoCTpPaHEHHbIX aHTArOHUCTOB BbICTYMAIOT
006pPa3bl MONHANMBOM TOMNMbI UK FOCYAAPCTE], MPUYEM KaK 0606LLEeHHO-6e3MMKO-
o COLMarnbHOMO MHCTUTYTA, TaK M NEPCOHUPULIMPOBAHHOTO B JIMLIE KOHKPETHbIX
YMHOBHMKOB. B 0Boux criyqasix Ux monyaHMe — CMMBOST HEBOCTPUMMHYMBOCTH
K ronocy CHOBMAL, OTPULIGHUE BO3MOKHOCTU B3aMmoaeicTams. Kak HeBosmoHO
nepeybenuTb MOSHAaLLYIO TOMMY, TaK HEBO3MOXKHO BCTYMUTb B PABHOMPABHYIO
KOMMYHMKaLMIO C roCcyAapCTBOM M €ro penpeccHBHbLIM annapatom. B 1o ke
Bpemsi PYHKLMM, KOTOPbIE MOMHaHME rOCYAaPCTBA M TONMbI BLIMOMHSIET BO CHE,
oTnudatoTes. Tak, MofiHaHWe TONMbl — 3TO BbIPaXKeEHWE Ge3paznuums:
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<(MHe CcHUNCSa KpaCMBbIlZ NIUTOM MOCT M Tonna ]'IIO,E[el\/‘I BOKpPYT. HM‘-{EI’O He npeaseLlano 6e,qb|, HO BApYyr
U3 TOJMbl BO3HUK MPOBOKATOP. OH HU C TOTO, HXU C Cero Ha4dal KpyLnTb BCe BOKPYN, a NoAn CTosATU
n Mmonyanu. MeHSl 3TO O4eHb BO3MYTUIIO, A PA303JIUNACh U OYEeHb PE3KO OTBETUNA, 06pa|.|.|.a§|cb K mon-
L-k':!LLll/ﬂ‘/‘I TONnNe U PaspyLmTenio, O4HOBPEMEHHO CTapadcChb CNacTU XPYynKue Belin OT NafeHuUs. COH
pe3ko 06opBascs, s NPOCHYrAach pasbuTasi C HyBCTBOM OCTPOM HECMPABEAIMBOCTM OT BCETO MPOMUCXO-

[SLero B CTpaHe, rae y meHs 6onblue HeT ronoca» (25.03.2022, XK, 30 ner).

Tonna He MOXET UNKM He XOYET MPOTUBOCTOSATL MPOBOKATOPY, OHA
JMLWb HABMIOAAET 3@ MPOUCXOASLLUMMMU PA3PYLLUEHMSIMM U HE SBNSETCS Oei-
CTBYIOLLIMM JTMLIOM. AKT rOBOPEHMUS B CIOXETE CHa NPEACTaBnseT coboi oTBeT
OAHOBPEMEHHO U PAa3PYLLUMTENIO, M TONNE — OAHAKO HEMOHSITHO, OKa3blBaETCS
JIM 3TO COMPOTUBIEHME yCMneLuHbIM. Pacckasumua 3Toro CHOBMAEHMS UCTOM-
KOBBIBAET €ro Kak metadoopy CMTyaLMK, B KOTOPOM OHa OKasanach B pearb-
HOM XM3HM, CBA3bIBAS MPOTUBOCTOSIHME MOMYALLEN TOMME M «MPOBOKATOPY»
C NepexmnBaHMEM HEBO3MOXHOCTH BblpaXaTb CBOE MHEHME B PeasibHOM XU3HM
BCNeACTBME 3aKOHOAATENbHbIX OrPaHUYEHMUM.

Hanpotre, monyaHne 0606LLEHHOTO FOCYAAPCTBA UMM ero Nepco-
HUPULMPOBAHHBIX BOMIIOLLEHMI MOXET ObITb MPOUHTEPMNPETUPOBAHO KaK CUM-
BOJIMYECKas pernpeseHTauus ero BnacTHOM no3uumm. B Heckonbkmx 3anmcsix
O CHaX rOCYAAPCTBO HAXOAMTCS C PACCKA34YMKOM B CUTYaLIMM OOHOCTOPOHHEMN,
HepaBHOMPaBHOM KOMMYHMKaLmK. Tak, B CrieaytoLLel 3anucu Apyroi cCHoBmaew,
npeAcTaBnsieT cedsl COnpaTom, yHacTBYIOLLMM B OOEBbIX AEMCTBUSIX MPOTMB
HeonpeneneHHoro Bpara. [lonbiTka BCTYNMTb B AMANOr C roCyAapCTBEHHOM
BMacTbiO B JIMLEE OAHOMO M3 U3BECTHbLIX COBPEMEHHBIX YUHOBHMKOB 3aKaHUM-
BAETCSs NPOBANOM, U COH OOpPbIBAETCS:

«51 C1Ky B OKOMe, s CONAAT, s Pa3roBapMBalo C [EBYLUKOM, KOTOpas TaK Y& CMAMT B OKOMe PSAOM
co mHol. Kakasi-To BoitHa. He NOHSTHO, Ha Ybeit CTOPOHE s BOIOIO. B KaKOM-TO MOMEHT Mbl NMOAHUMAEM
rnasa M BUOMM, HTO Ha GOJbLLOM XOTNIME NEPEA OKOMOM CTOSIT B PSifj BOEHHbIE — BCE B YEPHOM, MOHM-
MaeMm, YTo 3To — Bparu. Pelaem yGeraTb OT HUX, BGEXMM Hepes KAaKOM-TO COCHOBBI JIEC, KOTOPBINM Obin
nosaau Hawero okona. [Mprberaem K AepeBSIHHOMY [OMY (TaKue MoKasbIBalOT B domnbmax npo Bropyio
MMPOBYIO, OBLIMHO B HWUX HAXOASITCS BOEHHbIE LITabbl). B moem cHe Takoi AepeBsiHHBIN JOM — TOXeE
wTab. Tam TONMSTCH My>UMHBI B KAKMX-TO AyONeHKax, OHW CTOST B o4epeam, HToObl KyAa-To 3anmcaTb-
csl. 51 Toxe CTOIo B 04epeam, NMOAXOANUT MOSE: MPOXOKY M CaXyCb Ha CTYN, @ 38 CTONOM MEPEAO MHOM —
MeckoB, ¢ ycamu 1 B BoeHHoM cpopme. CrnpalumnBaeT, Byay nm s 3anmcbiBaTbes. A cnpawmBato: ,Kyaa?”.

MonuuT, nepecnpatumeaio, npockinatocky (25.04.2022, X, 24 roga).

BoiiHa, B KOTOpPOM y4acTBYeT chsLlas, He MMEET Ans Hee Cybb-
E©KTUBHOIO CMbICSIA: HEACHbI €€ MPUYMHBI, HEM3BECTHbI BOKIOLLME CTOPOHbI
M UX Uenu («KaKasi-TO BOMHAa», «He MOHATHO, Ha YbeM CTOPOHE 5 BOIOKO»).
OHa nepexnBaeTcs Ha HyBCTBEHHOM, MHAMBUAYATIbHOM, BHEMLEONOTMHECKOM
yposHe. CHOBMAMLA HE MPUHMMAEET pelueHuit (MM He BOCTPUHMMAET WX
KaK CaMOCTOSITENBHO MPUHSATHIE), BCE €€ AEeMCTBUS COBEPLUAIOTCS aBTOMA-
TUYECKM M BMECTe CO BCEMM: BCe yOeranu oT Bparos, BCE BCTaNM B O4epenb.
MonbiTka MOHSATL NPOUCXOASLLIEE BHYTPM CHa — OOpaLleHUe K NpeacTaBuTe-
IO BNACTM — OKaHYMBAETCS Heyaa4vel, Tak KaK BOMpoc ocTaeTcsi 6e3 oTeeTa.
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34ech MONHaHUE MOXKHO PACCMOTPETL KaK MPUBMIIErMIO HAAENEHHOIO BIaCTbO,
TOrO, KTO HE AOMKEH OBBACHATb M YOEXAAaTb M KTO PacCYUTLIBAET Ha Ge30T-
YeTHOEe MOAYMHEHME CO CTOPOHbLI ApPyrMx. Bompoc pacckasumka paspyluaeT
CINOMMBLUMICS CTaTyC-KBO — COIMacMe C ee CTOPOHbI Bonblue He nogpasy-
MEBAETCS, U MOJTHaHUE YMHOBHMKA OKOHYATESTbHO MPEPLIBAET KOMMYHMUKALMIO,
BMECTE C KOTOPOM OBPLIBAETCS COH.

Camu cHOBUMALbI PeaKo monyaTt B cBomx cHax. CobcTBeHHOe mor-
YaHue NPoBemMaTM3IMPYETCS, HYXXAAETCS B OBBACHEHMMU M/MNK ONpaBAaHMM.
OHO nepexmnBaeTcs Kak OTCYTCTBME roNoca M MOXKET ObiTb BbI3BaHO YYBCTBOM
CTblAa, CKOPOM UMK CTPaxa. DTO MOMYAHME YTHETEHHbIX, HAMyraHHbIX, CKOPO6S-
LLMX, NEPEKMBAIOLLMX XPYTNKOCTb CBOEro nonoxeHus. B cnepyowen sanucm
CrsiLLasi BUAMT, KaK OXMBAIOT MEPTBbIE Noau C dpoTorpadoru, KOTOpyo OHa
paccmaTpmBana B peanbHOM u3HW. MorndaHMe BbICTYNaeT CMMBOSIOM CKOP6M
no nornbwmnm mogam (cm. un. 2). B noscHeHun Kk cBoemy CHy pacckasum-
La Hamnmcana, YTo HaKaHyHe YMTasnia HOBOCTHbIE MaTepHarbl O TPArM4ecKmx
cobbiTusix B YkpamHe. OgHa m3 dooTtorpadouii, Ha KOTOPOM Bbinu 3anedaTrieHbl
o6ropeBLUMe Tena YIIeHOB OAHOM CEMbM, CTania OCHOBOM ee CHa:

«<...> CerogHsi MHe MPUCHWUMNOCH, YTO 3TW MIOAM Ha NMPOCTPAHCTBE 3TOM dhoTorpadomm, BCTAIOT U3-MOA
MyCOpa, KOTOPbIM MbITanMCb 3aKMAATb WX Tena, MOSyCrOPEeBLUME, MOMYyYEPHbIE, OTKPLIBAIOT rnasa
M XOAAT <..> MHe Ka3anocb, 4TO OHM XOAAT MO POTOrPacoun, BIXOAAT M3 HEE U MOLXOLST K MOEMY
OKHY M cMOTpsT. Beino cTpawHo, HO Gonblie — nevansHo. bonbluas, Gonblias ckopbb U BEYHOE

monuarue» (05.04.2022, X, 30 ner).

Kak ytBepaan Ilamp, cHbl He criy4aliHbl — OHM B OMpeaenieHHOM
CMbICIe aBTOBUOrPacOUyHbI, M HEBO3MOXKHO MYOOKO MOHSATb COH, €CIv UHTEP-
MPETMPOBATL €r0 C TOYKM 3PEHUS TOSMBKO HAKOMMEHHOrO OMbITa UK TOJNbKO
aKTyasibHOro KOHTEKCTa, NPUHUMAs BO BHUMAHME NIULLb CAM TEKCT M TEKYLLYYIO
3K3UCTEHUMASBbHYIO CUTYaLMIO, B KOTOPOM okasasncs cnsawmit (Lahire 2020).

Kak nokasbiBaloT MHOMME MCCNEAOBaHUS, elle C AaBHUX BPEMeH
CHbI CBAI3bIBASIU C M3HbIO CHOBUALLA: EM0 NEPEKMBAHMSMMU, 038604EHHOCTbIO,
HaBS3YMBBIMM MAECSMM, HAMPSKEHMEM U KOHIPIMKTaMM, CTPAXaMM U KenaHu-
amu (Lahire 2020). 2Tu 4yBCTBa M 3HAHMS AKTYaNMU3UPYIOTCS AO CHA, OBbIY-
HO B TOT € [EHb, U MOTYT B CMMBOJSIMYECKOM DOPME MPOSIBUTLCS BO CHE.
MHTepecHO 1 TO, 4TO Cama PaCcCKa34MLa, ONUPAasiCb Ha CBOM OMbIT B U3y4EHUM
PONBKIOPUCTMKM, MPOUHTEPTPETMPOBANA CBOM COH KaK OTpaMKeHWe 4acTo
BCTPEYAIOLLEroCsi CIOXETa B IEPEBEHCKOM KynbType (Monaraem, YTo peyb Maet
O CIOeTe C BOCCTaBLUMMM mepTeeuamm). «kKOpuctam cHUTCS, YTO OHM BeayT
[lena u COCTaBMSIOT KOHTPAKThI; reHepanam — YTO OHM CPAXAIOTCs; Mope-
nnaBaTeNisM — YTO OHW MPOLOJIKAIOT BECTU BOMHY C BETPAMW; @ MHE —
4YTO § peLualo CBOIO 3afadvy NMOCTOSIHHOMO MCCNEAROBaHMS MPUPOLbI BELLEM
U U3NONEHMS CBOMX OTKPBITUIM Ha POAHOM si3bike» — nuwweT bepHapa INauvp
(Lahire 2020: 96).

Bce nepcoHaxu cHa — u crisiLuasl, U NioAM, KOTOPbIX OHa BUAWT, —
6E3MONBHBI, HO UX MOMYaHWEe MPUHAANEKUT pasHbim mupam. BoccTaslume
MOSHaT KaK MepTBeLbl, U CO CHOBUAMLIEN MX Pa3AENsSeT OKHO — KaK CMMBON
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Mn. 2. «<bonbluas, 6osnbluas
CKOpPGb U BEYHOE MOnHa-
Huex. Busyanusauus cHa,
u3obpaxeHune creHepmpo-
BaHo HempoceTbio DALL-E,
2022. © KaponuHa Hyryma-
HOBa, aHOHMMHbIN aBTOP,
BCE MpaBa 3aLlMLLEHbI,
ucrnorb3yeTcs ¢ paspeLue-
HWsI aBTOPOB.

HEMPOHMLAEMOCTH TPAHMLBI MEXLAY MUMPOM XMBbIX M mepTebix. CHOBMAMLA
MOMYUT KaK CBUAETENb, MCMOSHSIOWMIA CUMBONIMHECKUI PUTYaN MamsTH
no ywegwmm. HUKTO 13 repoes cHa He MbITAaeTCs M He MOXET MPepPBaTh 3TO
TSKENOE MOMYaHME, U HEBO3MOXKHOCTb BOCCTAHOBUTb KOMMYHMKALMIO OTpa-
aeT Ge3BO3BPATHYIO MOTEPIO TEX, KTO MepeLuen rpaHMuy mMupa MepTBbiX.
Bce oHn — Ge3BnacTHbl B 3TOM cuTyaumm cHa. OgHaKoO camo MpUCyTCTBME
BOCCTaBLUMX MEPTBELOB, MYCTb M MONHYANIMBOE, CTAHOBUTCS CUMBOJSIOM Mamsi-
TM O TOM, YTO HEBO3MOXKHO CKPbITb MJSIM O YEM HENb3s 3abblBaTh: OHU BHOBb
MOSIBSIAIOTCS M3-MOJ 3aBafiOB, CTAHOBSTCS BUAMMbBIMM, HEOTCTYMHBIM HANMOMM-
HaHMEM O YYAOBULLHOM Tpareamu.

MTaK, MOXHO OTMETMTb, YTO MOSNYaHME B CHAX MOAYEPKMBAET
OTHOLLEHMWS BNacTU M NofumMHeHus. Pacckasumk peaKo 3aHMMAaEeT Mo3ULMIo
CMIIBHOTO — TOrO, KTO MOXET OCTaBMATb BOMPOCH Ge3 oTeeTa, TpeboBaTbh
nog4uHeHms. Ero areHTHOCTb BOCCTaHABNMBAETCA NOCPEACTBOM aKTa roBope-
Hus1, BonpoluaHus. CHoeuaew BICTYNAeT (MW XOYET BbICTYMMTb) MHULMATOPOM
KOMMYHMKaLMKM, HO Yalle Bcero octaeTcs 6e3 oTeeta. B cneaylowem napa-
rpacbe Mbl PacCMOTPMM CHbl, B KOTOPbIX FTOBOPEHME MOMOraeT MpPeotoseTb
CNOMMBLUMECS BO CHE BIACTHbIE AWUCMO3ULMM.

loBopeHue

B paccmoTpeHHbIX HaMKM PaccKasax O CHOBMAEHMSIX FOBOPEHME HaxoAMT-
CSl B LEHTPE HECKOJIbKMX OCHOBHbIX CIOXETOB, KOTOPbIE MOXHO OBOO3HAYMTb
KaK nepeyoexaeHue, NpeaynpexneHne, ConpoTMBIIEHME M MOUCK COIO3HMKOB.
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Bo BCcex aTux cioeTax OCHOBHbIM LEMNCTBYIOLLMM JIMLIOM SIBIISIETCS CAM CHO-
BMAEL, KOTOPbLIA B3aMMOLEMNCTBYET C APYrMMM MEPCOHAMKAMMU: 3HAKOMbIMMU,
POACTBEHHMKAMM UK AaxKe 3HAMEHUTOCTAMU. BoobLue, Kak ykasbiBaeT Jlaunp,
JIIOAM, MPUXOASLUME B HALUM CHbI, 3a4aCTYIO SIBMSIIOTCH TEMM, C KEM Mbl SMOLIMO-
HasNbHO CBSI3aHbI: POAUTENM U APY3bs, CYNPYTU 1 NapTHEPBI, 6paThs M CECTPbI,
JelyLKK 1 6abyLLKW, OGHOKIACCHUKK U konneru. [Mpuyem, 3To He obs3aTeNbHO
JIIOAM, C KEM CHOBMZEL, YaCcTO B3aMMOLEMCTBYET, HO TAKKE U TE, C KEM MOTYT
BO3HMKATb HANPAXXeHHble OTHOLUEeHUA U KOHdJJ'IMKTbI, Te, B OTHOLUEHMSA C KEM
YenioBeK B GOAPCTBYIOLLEN U3HU BKITAAbIBAET MHOTO SMOLMOHABHBIX Pecyp-
coe (Lahire 2020). B pacckasax, KOTOpble Mbl MPOAHAM3MPOBASM, KAKAOMY
CIOXKETY CBOMCTBEHEH CBOM HabOop AEMCTBYIOLLMX NULL,.

B pamkax nepeoro cioxeTa crswime BCTYMaloT B CNOP C TEMM, KTO
C HMMM HE COrMaceH, — 3a4acTylo C POACTBEHHUKamM. [peameT cropa MoxeT
GbITb PA3/IMHHBIM, OGHAKO YalLLe BCEro BCTPEYAOTCS Cropbl 0 AencTemsx Poccmm
B YkpauHe. CHoBMAUbI NpeacTaBnsior cebs KpacHOPeUnBbiMM, OBIaLaIoLLIM-
MK yBeamTeNibHbIMM apryMeHTamMM, PaLMOHasbHbIMM M MOCHEA0BaTENbHBIMM.
MpumeyaTenbHO, YTO NepeybeaeHUe 3a4acTyio M BO CHE OCTAeTCs He3aBep-
LUEHHbIM: CHOBMZEL, OKA3blBAETCS HEYCIIbILUAHHBIM MW MPOUTHOPUPOBAH-
HbiM. Hanpumep, pacckasumua criegyowero cHa B KOMMEHTapUsX K chopme
[nsi OTMPABKM CHOB MOAENMIIACh, YTO PEAKO FOBOPUT C MAMOM, KOTOPAs 3aHU-
MAET APYTyIO TOUKY 3PEHUs MO BOMPOCY «crieuonepauumy. [1o ee oLyLLeHHsMm,
el He XBaTaeT apryMeHTOB, KOTOPLIE OHA CTPEMMTCS MPOAYMbIBATL 3apaHee,
MPOKPY4MBas B rorfiose cueHapum pasrosopa. OamH U3 TaKMX MOMEHTOB CTarl
CIOKETOM €€ CHa:

«He B mepBbIt pa3 CHUTCH, KaK §i MbiTalocb nepeybeanTb mamy. [MpMBOXKY aprymeHTbl, MOKa3biBalo
HOBOCTM M3 HE3ABMCMMbIX MCTOYHWMKOB, MOKasbiBalo BuAeo Makcuma Kaua [onnozuumoHHbIM nonm-
TMK 1 Gnorep]. Ha Kaxabil ee [OBOA 3@ BOMHY MLLY KOHTPAPTyMEHT, MPUYEM 3TOT MOWCK BbIMMSAWUT
OYEHb JIOTUYHBIM U PaLMOHaNbHBIM Ans cHa. Kak GyATo Bce, 0 Yem s AymMalo AHEM, BU3YanM3MPOBanoch
HoYblo. Mama BO CHE BCe PaBHO OCTAETCS MPWU CBOEM, M 3TO MEHSI MEYanMUT, HO A0 TOYKM OTHASHMS
S HE JIOXOXY, MOTOMY YTO ellle eCTb YTO CKa3aTb, CMOCoBhl Y6eamTh, M Pa3roBOp HE 3aKaHYMBAETCS»

(03.05.2022, XK, 20 ner).

Bo cHe pacckazumua npencTaBnseT cebs B CUTYaLUKM apPryMEHTUPO-
BaHHOTO Cropa C MaTepbio 1 OYATO CaMa YAMBIISETCS PAaLMOHANbHOCTHM JOKa-
3aTenbCTB, KOTopbIe Nogbupaet. HecmoTps Ha TO YTO 4O KOHLA CHa el He yaa-
eTcs nepeybeanTb cobecenHuLy, OHa YyBCTBYET, YTO PA3roBOP HE OKOHYEH,
M B LEIIOM COH HE MPUHOCKT el HeraTUBHbIX amMoumit. MogoBHble, Ha NepBbIi
B3NS4 «MOBCEAHEBHbLIE», CIOXETbI MPELACTABNAIOT cO60M BOMMOLLEHME oaH-
Ta3uM O KOHCTPYKTMBHOM PA3roBope, B KOTOPOM NoBGEeamT PaumMoHasbHOCTb,
TO ecTb no3muma cHoeuaua. Ha aene, kak nssecTHo 13 otyeTa PS Lab, mHorme
JIIOAM MPEKPATUIIM OBLLEHUE C POACTBEHHMKAMM, KOTOPbLIE HE Pa3gensioT ux
nozuumio (Epnbinesa, Casenbesa 2022).

B pamkax BTOporo cioeTa CyObEKT CHa BbICTYMaeT HOCUTENEM
HEKOTO 3HaHMsI, KOTOPLIM HE OBMALAIOT OKPYKatoLMe ero noaun. B HekoTopbix
CUTyauMsX CSLME PACLEHUBAIOT 3TO 3HAHME KaK XM3HEHHO BaHoe. AKT
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rOBOPEHUS PEanM3yeTCs B MOMbITKE O YeM-TO NPEAYNPEAUTb HEOCBEAOMIIEHHOE
OKpyeHue. Tak, B cregytoLem TeKCTe OMMCaH COH, B KOTOPOM CHOBMAMULA
OKa3blBAETCS B MPOLUSIOM, BO Bpemsi BTopol mupoBoi BokHbI (4TO B Leriom
XapaKTePHO Ansl AaHHOTO CloXeTa). Takasi BpeMeHHas NepCrexKTMBa CKIOHSET
6anaHc BNacTU-3HaHUS Ha CTOPOHY CHOBMALIA, KOTOPLIM GyKBanbHO «3HaeT
Hanepen». Cnawas CTPemM1TCs NPeaynpPeamuTb CBOMX BGrm3KkmMx 06 OnacHoOCTH,

KOTOpPAasi UM FPO3UT, HO CTaNKMBAETCA C HEMOHUMAHUEM:

«[MpurcHMnock, kKak BYATO S B KAKOM-TO LEPEBHE, OKPYKEHHOM JIECOM, MPOCKINAOCh PaHO YyTPOM OT
B3PbLIBOB. BbIXOXY Ha KPbIIbLO, BUXKY, HTO BOMBSIT C CAMONETOB M YETKO MOHKMMAIO, YTO cendac 41 roa n
5 3a6poLLEHa B TO BPEMS M 3HAIO Bce, 4To ByfeT aanblue. Ko mHe noaxoauT otew,. 51 emy roBopio: Hago
yeawatb. OH MHe: ,Huuero cTpaLiHoro, Bce 3aKOHYMTCS yke KO 2 mions” (movemy-To MMEHHO 3Ta AaTa).
,ECnu Torga He 3aKoHuMTCH, ye Oyfem AymaTb’. A s HAUMHAIO PLIAATb, MOTOMY YTO MEHSI HAKPbLIBAET
BCEM HEMOCTMKMMBIM Y3KACOM 3HaHWI O ByayLLlem, 1 g roBopto emy: "“OHa He 3aKOHYMTCS, OHa ByaeT

MATU 4 ropa v NOrMBHYT AECATKM MUINMOHOB". A OH ynblBGaeTcs, CMOTPUT Ha MEHSI, KaK Ha AyPOUKY

1 ¢ codyBcTBMem. Ha atom s npocHynack» (26.03.2022, 3K, 30 ner).

Pacckazumua He ocTaBuna MHTEPMPETALMM CBOETO TEKCTA, HO MosIC-
HWUIA, YTO COH BbIN HETUMUYHO APKUM. MOXKHO MPEANONOXUTL, YTO B STOM CHE
METAChOPUHECKM PEMPEIEHTUPYETCS HEBO3MOXKHOCTb JOHECTH CBOM MEPEKU-
BaHWSA WM NPenvyBCTBMS OO GNM3KMX NIOLEN, KOTopble NpPebbiBaloT B HEBEAe-
HUM OTHOCHTENBHO CTPALUHOrO ByAyLLEero, KOTopoe HeEM3BEKHO HAaCTYNUT —
Mo KpamHen mepe, No OLLyLLEHMSAM CHOBUMALEB.

MHTtepecHo, uto Benukas OtevecTBeHHas BOMHA — OAMH M3 Hau-
6ornee 4acTo BCTpevaloLwmxcs 06pasos B 3Tom KoHTeKcTe. C of4HOM CTOPOHI,
€ro nonynspPHOCTb MOXHO OOBSACHWUTb BEICOKOM CUMBOJSIMHECKOM 3HAYMMOCTbIO,
KOTOpas MPUMUCHIBAETCS eMy B ohMUManNbHOM OMCKYPCE, 8 TaK¥e CUMMBO-
NIMHECKUMM Napannensmm, KOTopble 3TOT AMUCKYPC MPOBOAUT MEXAY 3TUM
UCTOPMYECKMM COBBITUEM U «CreLonepaumeit». C 4pyroi CTOPOHbI, 3TO MOXKET
CBUAETENbCTBOBATbL O TOM, YTO CHOBMZEL, BUAUT CceOS OOBLEKTOM MCTOPMUM,
TBOPSALUENCS Ha ero rnasax, TO eCTb NepexmnBaeT COObITUS OKpPYKaloLLen
LENCTBUTENBHOCTU KaK MCTOPUYECKME.

Te, koro cnsiLue XOTAT NpedynpennTb, TaKKe OTHOCATCS K MUPY
MPOLUIOro: 3TO MOTYT ObiTb POAUTENM B IOHOCTH, YMEPLLME POACTBEHHMKM
UINK HE3HAKOMBIE NIoAM M3 Bbifbix 3MoX. K npumepy, pacckasumk cnepytoLero
CHa CaMm CBSI3bIBAET €ro NosiBNEeHNE C NepPEXMUBAHUSIMM COOLITUIM B YKpanHeE:
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«[MpucHunocs, Yto naet Bropas Muposas, v [utnep npwvkasan 3axsatutb HukHiolo Camapy” — 3To
3HauMT (BO CHe, B pearne HWUKTO TaK He FOBOPMT) YacTb FOPOAA, KOTOPas Mog cKiioHom y Bonru, To ectsb
HabepexHble 1 npuneraolme ynuupl. M koraa ato npowmsowno, lMtnep 3aseun: ,Tenepb Kyibbiwes
ocTancs 6e3 Hor!" [oTom OKasanock, 4ToO 3TO BCe Kak Obl 4el-To pacckas. M nossunmnce most 6abyLuka
M ee cecTpa, U MX NoApyra, Kak GyATO OHWM NPULLIKM U3 Npotusnioro. M 1 oBpagoBancs, 1 nogyman, 4to
BOT §1 CE/4acC CMOTY PACCNPOCHTL UX MPO MX XMU3Hb, U NMPUIOTOBMIT AMKTOOOH 3anuceiBaTh. Ho cHavana
cnpocun noapyry, npaeaa nn ato npo Camapy Bo Bpems BoMHbl. M oHa pacckasana, yTto ga. babyLuky
S PaccnpoCHTb He yCren, 3aTo CTan OObSCHSATb FOCTSIM M3 MPOLLIOTO, YTO TaKOe MHTEPHET U Bandpait»

(10.04.2022, M, 37 neT).
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CoH pa3BMBaETCS B ABYX TEMMOPATbHbIX U3MEPEHMSIX: B MPOLLITOM,
M3BECTHOM MO PACCKa3am KOro-to 6e3bIMHHOrO, M B MapansiensHoMm, nocse-
BOEHHOM (HESICHO, HACKOMBKO 3TO OTHOCWTCS K HACTOSILLEMY BpemeHM). ITo
MPEeACTaBMSETCS NPOEKLMEN Ha Ero MOSIOKEHUE B PEANbHOM KU3HM: COH CTaBUT
BOMPOC O ByAyLUem CerogHsiLLHero AHs. BepositHo, n 6oapcTBys CHOBMAeL,
ollyLaeT cebs 3HaloWmMm Gosblue OKpysKaloLmx (0COBEHHO CTapLUMX POga-
CTBEHHWKOB, «IIOAEN U3 MPOLLSIOro», HE MMEIOLLMX JOCTYNA K aNlbTePHATUBHBIM
UCTOHHMKAM MHAPOPMaLMK). MIHTEPECHO, YTO B 3TOM CHE HE TOSNBbKO PACCKasumMK
SIBMSIETCS HOCUTENEM BaXKHOTO 3HAHMS, HO U T, KOro OH BCTpeyaeT. Pacckazumk
papyeTcs NOSIBEHMIO CBOMX POACTBEHHMKOB, BOCMPUHUMAS MX KaK MCTOYHMK
MHPOPMALIMKM O MPOLLIIOM M CMOCO6 BanMAaLMM PacCKa3aHHOM KEM-TO UCTOPHU
o BoiHe. OfHaKO HECMOTPS Ha MEPBOHaYarbHOE HaMepPeHWe PacCrpPOCUTbL
«TOCTEN M3 MPOLUNIOro», CHOBMAEL, CAM HAYMHAET AENUTLCS C HUMM CBOMMM
3HaHUSAMKM O OyAyLUuem, OAHAKO Termepb OHO CBA3AHO C TEXHOMOMMHYECKUM
nporpeccom. CBOMM PaccKasom O rpsifyLLiem aBTop 3aMmucu XOYET He npegy-
npeauTb, a, CKOpee, YAUBUTb M 3aMHTEPECOBaTb, U B Psify MOAOBHbLIX CHOB
3TO UCKMIOYEHME.

CHoBwgeL, OBObSCHSIET NOSIBNEHWE STOMO CHA CBOMM TEKYLLMM MNCH-
XMHECKMM COCTOSIHUEM:

«[po BOMHY — O4YEBMAHO CBS3aHO C TEKYLLMMM COBLITUSIMM. Hy 1, B LIeNom, OTpaxkaeT TeKyLLliee cocTos-
HME: BPOAE OMAacHOCTb OYEHb PSAOM, HO HE COBCEM, LIENMKOM ELLIE HE MOTMoTMa. XOTS, MEXAY NMPOHMM,
MOV POAMTENBCKMI JIOM KaK pa3 CTOWUT B TOM 06nacTu, KoTopyio MTnep Bo cHe 3axBaTun. A 6abyLuka

MoBrMas OLLLLLIAETCS, KaK BYATO NOAAEPKATb MPULLINA, KaK CMMBOS TOTO, YTO €CTb HAAEKAAY.

Tpeeora 3a Gyaywee («ONACHOCTb OYEHb PSAOM, HO HE COBCEM,
LIEIMKOM €eLLe He MOFOTMa») COOTHOCMTCS BO CHE C Nyralowmnm oBpasom
[MTnepa, 3axBaTbIBAIOLLErO YacTb rOPOAA, FAE PACMONIOKEH POANUTENBCKMI AOM.
MpucyTcTBUE POACTBEHHMLBI BOCMPUMHUMMAETCS KaK CUMBOST Hagexabl. MOXHO
NPEANOSIOKUTb, YTO BGabyLUKa KaK NPEACTaBUTENb CTAPLUErO MOKOSIEHMS] CUM-
BOJSIMYECKM TECHO CBSA3aHa C namsaTbio o Benmkon OtevectseHHoM BoMHe. Ee
OMbIT MOXET BbITb 3a5IOTOM BbIKMBAHUS B BOEHHOE BPEMs, M Ans CHOBMAUA
ee MNosiBrieHMne MOXKET ObiTb JOOPbIM 3HAKOM.

CregytoLme ABa CIOXETa — COMPOTUBIIEHWE M MOUCK COIO3HMKOB —
OCHOBaHbl Ha PEYEBOM B3aUMOLEMCTBMM CHOBMAUEB M M3BECTHbLIX JIOAEM:
nosnMTUKOB, Griorepos, yveHbix U apyrux. Kak npegnonaraet Jlanp, o6pasbl
3HAMEHUTOCTEM MOTYT CMMBOJSIM3UMPOBATL OMNPELENEHHbIE XapPaKTePUCTUKM
M cBOMCTBA (BNACTb, KPAcoTy, YM, 4OBPOTY, eCTOKOCTb U T. A.). PaccmoTpum
nogpoBHee, KaK CKIIaAbIBAETCS MX B3aMMOLENCTBUE B CNEAYIOLLMX CIOXKETAX.

CUMBONMYECKH, TPETUI CIOKET — COMPOTUBNEHUE — MPEACTaBIIeH
B CHaX B BUAE BO3MOXHOCTU PAaBHOMPABHOIO AMANOra C TEMM, KTO HEAOCTMHUM
B PeanbHOM XM3HM: MOSIMTUKAMK, MPEACTABUTENSAMM APYTMX CTPAH U 3HAMEHM-
ThIMW OEATENAMM HAYKM M MCKYCCTBA, KOTOPbLIE KaK BO CHE, TaK M B PEasIbHOCTH
3aHMMAIOT MO3ULMIO, OTIIMYHYIO OT MHEHMS CHOBMALA. MOXHO NPEANONOKMUTD,
4YTO NOAOGHbIE OUIyPbI ONIULETBOPSIIOT BIIACTb, KOTOPOM PACCKA34YMKM HE MOTYT
COMPOTUBIIATLCA B pPeasibHoM »um3Hu. Bo cHe e crnsawue BcTymaloT B criop,
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MPU13bIBAIOT K OTBETY, MHOTAA NPocTo rpybsT. COH NPefoCTaBnseT UM YHUKaSb-
HYIO BO3MOXKHOCTb ObITb YCTbILLAHHBIMM TEMM, KTO B AHEBHOM XU3HW HaLemneH
GornbLuelt BNacTblo roBopuTL. Hanpumep, oanH M3 paccKas|qMKOB yYBUAEN BO CHE
Bragmmupa MNMyTuHa B coBEPLIEHHO OBLIAEHHOM CUTYaLMM — B TOSMNE Ha yruue:

«[MpucHuncs MyTuH, KOTOPLIM B KAKOM-TO TOMME Ha yNuUEe OTAABMI MHE Horu. S Bo3myliatock: — [Jla
4TO X Bbl Aenaete-1o, Brnagumump Bnagvmupoemy?! OH TONbKO Mocre 3Toro o6paLleHusi NMOHMMAET,
YTO 5 CTOIO PSAOM C HUM M OH TOMYETCS MO Momm Horam. — O, KaK e 3TO § TaK, — FOBOPUT OH
[aXe He MHe, a KaKk OyATO B BO3AyX, PAa3BOPAYMBAETCS M YXOAMUT. 51 OT HErO He OTCTAaIO U UAY CIEAOM.
CnpaLumnsaio: — A Bbl HE XOTUTE U3BUHWUTLCS? Y HEMO COBEPLLEHHO MEHSIETCS TOH, C PABHOAYLLHOMO Ha
KU U 3n06HbIN: — Bbl XoTUTE 3TUM Mep3KO Bocnonb3oBaTbcs? PaszayTb U3 atoro uHdonosoa?! He

MOHMMAIO, YTO EMy Ha TaKOe OTBETMUTb, TaK M MPockInalock pactepsiHHasy» (17.04.22, X, 27 ner).

CHbl ¢ yuacTvem NyTrHa — He PeaKOCTb 15 HALLMX PACCKA34MKOB.
Mopo6HO Tomy, YTO xuTenu TpeTbero peixa BUAENU B CBOMX CHax Aponbdha
l1tnepa, a cosetckue nmoan — Mocudpa CranuHa, repomnHs 4aHHOrO CHa TaK-
Y€ BCTPEYAETCS C TEM, KTO MPUHMMAET UCTOPUHECKME PELLEHMS, MEHSIIOLLME
CyabObl MUITIIMOHOB NoAEN. DTO He NPOCTO 0B6pPasbl MOMUTUHECKUX JIMAEPOB,
HO, 4YTO 60oree BaXHO, B MPUCYTCTBUM AAHHbLIX MOIMTUYECKMX CPUTYP CyObEKT
BUAUT cebs 6e3MONBHBIM M/MnK Ge3BnacTHLIM (KaK BbIfIo M CO CHOBMALAMM
anoxu lutnepa u CranmHa). K coxarneHuio, cama CHOBMAMLA HE OCTaBMIIA MOSIC-
HEHMIM K CBOEMYy PACCKasy, MO3TOMY Mbl MOKEM CaMM MOMPOBGOBaTL NPOU3BECTH
ero uHTepnpertaumio. B 3tom cHe cnswas npeactaensieT cebs ydacTHULEM
[PaBHOMPABHOM KOMMYHMKaLMK C My TUHBIM: OHa MOXXET BO3PasnTb emy, Tpebo-
BaTb M3BMHEHMM, MOXET ObITb, AAXKe CAENaTb BbIroBOP 3a npocTtynok. OgHako
TOT HE XOYET BOBJIEKATLCS B PA3roBOpP; PACCKA3YMLE KAXKETCS, YTO OH BOOO-
Lwe obpaliaeTcs He K Hel (OTMETUM, YTO 3TOT OBpas yxe BCTPEeYancs Ham
B OBCY>AECHUM CIOKETOB, CBS3aHHBIX C MOSTYaHWEM HAAENEHHbIX BnacTbio). Ero
PE3KMIN OTBET MPUBOAMT K COOKO B KOMMYHMKALMM, TaK KaK, KaXETCS, OTHOCHTCSI
K COBCEM JPYrOMy KOHTEKCTY B3aMMOAEMCTBMS, OBOCTPSIET KOHIDMMKT M CO34aET
6ecroYBEHHbIE, C TOHYKM 3PEHMsT paccKazumLbl, 06BuHeHus. CoH oBpbiBaeTcs,
OCTaBnsqa ee B pacTepsiHHbIX YyBCTBAX.

HakoHeL, 4eTBepTbif CIOKET — MOMCK COKO3HUMKOB — OCHOBAaH
Ha rnomcKe OBLLHOCTM B Pa3roBOpE C APYrMmu nepcoHaxamu cHa. Kak npaeumsio,
COIO3HMKAMM BbICTYMAIOT JIIOAM, Ybe BUAEHME MPOUCXOAALLErO — MO KPanHen
Mepe, BO CHe — BJIM3KO B3rMNs4am CHOBMALA: MX APY3bsi U BNU3KME, MONUTU-
YECKME aKTMBMUCTbI, @ TAKXKE 3HaYMMblE MEAUIHbIE OUIYPbI, C KOTOPLIMM Pac-
CKa34MKM BPSA M 3HAKOMBI B peasibHOM u3HM (hemmumcTka Japbs CepeHko,
nonutonormHa EkatepuHa LLynbmaH, onnosuumMoHHas xXypHanmMcTka AHHa
MonuTkoBCKas U apyrve). B pasroBope ¢ colo3HMKamM CO34aETCS YYBCTBO
OBLLHOCTM U COMPUYACTHOCTM — MPUYEM HE TOJIbKO BCIIEACTBME GrM30CTH
MONMUTMHYECKMX B3IMSLOB, HO B LEMOM BIM30CTU TOYEK 3PEHMS], BbITEKaloLLEMN
U3 CXOXECTM CUTYaLMK, B KOTOPOM OHM OKa3anucb BO Bpemsi cHa. MHTepecHo,
YTO COIO3HUKM MOTYT BOOBLLE BbiTb MACCUMBHBIMM YHACTHUKAMM CIOKETA CHO-
BuAeHUM (MM CHOBMAEL HAM He PAacCKa3sbiBaeT 06 MX AEMCTBUAX); OHU Ba-
Hbl MPOCTO Kak obpas. Mx nossneHne B CHOBUAEHWUM SIBNSIETCS CrOCOOOM
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MAEHTUULMPOBATL CEBS C TEMM KAYECTBAMM, KOTOPBLIE CUMBOMMU3UPYIOT 3TU
NIOAM B AENCTBUTENBHOCTU. Pexke 3T nioau CBOMMM LEMNCTBUSIMM BO CHE Npea-
CTaBnsIOT COBOM MCTOYHWMK BECKOPBLICTHOM MOALEPHKM, SBASIOTCS TEMM, KTO
MPOCTO BLICMYLLAET, MOMMET W PA3AENUT C TOGOM nepexmBaHus. Hanpumep,
B CleflyloLLiem paccKase CHOBMAMLA BCTPEYAETCS C MOrMBLLIEN JKYPHATMCTKOM,
KOTOPOM, CYAs MO BCEMY, BOCXMLLAETCS U B PeasibHOM U3HM, HO Ta B HappaT1Bee
npencTaBneHa abconoTHO 6e3y4acTHOM:

«CHMIOCH YTO 51 MPUESKAIO B FOPSIHYIO TOUKY NMEPEBOAUTH (KAKME-TO MEPEroBOPbI KAXKETCS?), HO Moye-
My-TO 1 TaM TEPSIIOCb, OKAa3bIBAIOCh COBEPLUEHHO OAHA, Tam CTPENSIOT YXacHO, s B NaHuke Geraio no
YIMUaM M ULLY TIOAEN. MOTOM BWXKY aHHY MOSNMTKOBCKYIO, Y)XacHO paja, noaberaio K HEN U roBopio
YTO-TO BpOAE ,aHHAa 3TO Bbi!! Bbl Takasi KPyTas...., Mbl le3eM B KaKOM-TO BGYHKep.... AamnblUe CIOXKET He
MOMHIO, HO Mbl KAKUM-TO OBPAa30M OKA3bIBAEMCSI B aBTO3AKE, TaM MYXKHMHbI-BOEHHbIE, OHM MbITAIOTCS
HaM YTO-TO CKa3aTb, i MOHMMAIO, HTO JOMKHA 3HaTb 3TOT SI3bIK, HO HK CIOBa Pa306pPaTh HE MOTY.... O4
XOPOLLO MOMHIO YTO S MOBOPAYMBAIOCH K MOMIUTKOBCKOM M FOBOPIO ,aHS.... aHS 3TO <Kanew>.... 5 HU4Yero
HE MOHMMAIO...."|, Mbl MPOAOMKAEM EXAaTb, I MNIAYY U Y My>KMKOB-BOEHHBIX BCE 3TO BPEMS UIPAET 3KECT-

KMM KanbsiHHbIA pan...» (20.03.2022, XK, 21 rog).

MHTepecHo, 4TO Kem Obl HWM ObINIM COIO3HUKM, CHOBMALI BCEraa
BMAAT ceBst PaBHLIMM UM. TaK, B OMMCAHHOM BbILLE CHE PACCKA34YMLA NEPEexm-
BaET NPUKITIOYEHME BMECTE CO CBOEM HOBOM COIO3HMLEN, M PA3HMULbI B CTaTyCe
(v3BECTHOM XYPHANMUCTKM MMONUTKOBCKOM M GHOHMMHOM PACCKA34MLIbl) HE OLLy-
LLaeTcss — OHa CcTMpaeTcs 6rnarogaps o6LLHOCTM CUTYaUmMKM, B KOTOpOoM obe
okazanucb. O6e oHM, ByayHum XEHLUMHAMM, HAXOAATCS B YSI3BMMOM MOSIONKE-
HWUM Neper rPYMnoN BOOPYKEHHbLIX MyX4YUH (YTO CUMBOSIMHECKM YCUAMBAETCS
UIPAIOLLIMM Ha (POHE WKECTKMM KambsiHHBIM P3MOM» — KaK MPaBMIIo, OTIn-
YaIOLLIMMCS MU3OMMHHBIMM UM MOAYEPKHYTO CEKCYaSM3MPOBAHHBIMM TEKCTAMM).

OTOT COH NpUMeYaTENEH SPKOM METACDOPOM HEMOHUMAHMS, CyLLEe-
CTBYIOLLErO MEXAY PAaCCKasuMuen M AenepcoHaNIM3NPOBaHHBIMM MYXUMHA-
MMW-BOEHHBIMM, KOTOPbLIE FOBOPST Ha 3HAKOMOM, HO HEMOHSITHOM €M si3biKe.
MO3KHO MPEANONOXMTb, HTO TaK BO CHE OTPAXaETCs HeMnpusTME OULMATbHOTO
OMCKypCa BriacTei B peanbHoM xu3Hu. Colo3HMUa, KOTopasi NOSIBNSIETCS BO CHE,
MOMET CUMBOJM3UPOBATbL KaK YeCTHOCTb U CUITY MHAMBUAYANbHOIO COMPOTUB-
JIEHMSI, TaK M BO3MOXHbBIM TPArM4eCKMiM KOHEL, MOe34KU C BOEHHbIMM BO CHE.

OpHaKo He BCe CHbl 3aKaHYMBAIOTCS YCMIEXOM B BUAE MPUCYTCTBUS
COIO3HMKOB — B CMJTy TOrO YTO CHOBMALLI BOSITCA BCTYMNaTb B KOMMYHMKALMIO
M3-3a CTpaxa ObiTb OTBEPrHYTbIMM, HE3HAHUS A3bIKa, BOA3HM OCYKAEHUS U T. 4.
MocKosbKy 4acTo B OTCYTCTBME COIO3HMKOB CHOBMAEL, OCTAETCS BU3aBM C Bornee
BIaCTHbIM arpeccopom 1 B Gornee ys3BMMOM COLMAnbHOM MOSIOKEHMM, COBbI-
THSI BO CHE MEPEKMBAIOTCH B KaYeCTBE «OBBOMaKMBaIOLLEN 6E3bICXOLHOCTM.
Takue cHbl, kak yTeepxgaan Kozennek (Koselleck 1985), He Tonbko cioxeTHO
CB$i3aHbl C TEPPOPOM, HO SIBMISIOTCS €70 OPYAMEM: OHU HAKJTAAbIBAIOT CEPbE3HbIE
HEraTMBHbIE OTMEYATKM HA SMOLMOHANBHOE, OM3NYECKOE M MCHUXOSTIOrMHECKOe
COCTOSIHME CHOBUALEB.

MTaK, B pamMKax CIOXKETOB, CBA3aHHbIX C FOBOPEHMEM, CHbl CO34a-
IOT MPOCTPAHCTBO AN KOMMYHMKAUMKM C [l pyrumMu: BbICOKOMOCTABIIEHHBIMM
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MOSIMTUKAMM, NMPOTUBHMKAMM, YMEPLLUMMMU POACTBEHHUKAMM MM BrIM3KM-
MM, C KOTOPbIMM BO3HMKIIO HEAOMOHUMAHME B peanbHoM xum3nm. CHoBmaey
He Bceraa AOOMBAETCS CBOEM LEMM C MOMOLLbIO FOBOPEHUS — NepeybeaeHms
WITU NPesyrnpexaeHusi, — HO OBPETaeT areHTHOCTb M BO3MOMHOCTb COMPOTHB-
nenHums. Mpm 3Tom pacckasymku oBbIMHO HE BUAST ceBsi arpeccopamm Unm 3mo-
yrnoTPebnsioWmMH Mepapxmen BrnacTi, Ha YTO YKa3blBAET TO, KaK MMEHHO
06 3TOM rOBOPSAT CHOBMALBI M YTO OHM AENaloT B MPOCTPAaHCTBE cHa. Yawwe
OHW BUISAT cebs KepTBaMMU OBCTOATENLCTB, U COMPOTUBIIEHUE CYOBEKTUBHO
BOCMPUHUMAETCS KaK repOM3M UITM MOParbHbIM JoST. MOXHO MPesnonoXmTs,
YTO 3TO COOTHOCUTCS C MEPEXMBAHUEM TOM KUIHEHHOM CUTYaLMM, B KOTOPOM
OHM OKa3anMcb — CUTYyaLUMM HEBO3MOXKHOCTM CAMOBLIPAXKEHMUSI B YCIOBUSAX
OrpaHUYEHU S3bIKa, KOr4a MyBrMyHOEe BbliCKa3blBaHWE TPebyeT CMenocTy,
PELLUMMOCTHM M FOTOBHOCTU MPMHSTH 3a4aCTYIO JIOMAIOLLME M3Hb MOCEACTBUSI.

3aKniounTeNbHbIE Pa3MbILLSIEHMS

B npucnaHHbIX HAM paccKkasax O CHOBUAEHMSIX Mbl OBHAPYXMIM OTpaXKeHue
SMOLMOHANbHbLIX MEPEKUBAHUIM XPYMKOCTHU MUPA, OLLYLLIEHWS] BHELLHEMN YrPO3bl
M cTpaxa nepef HoBbiMM obcTositenbcTBamu. CHOBUALBLI pedpnekcrpoBanm
YyTPa4YeHHYIO BO3MOXHOCTb FOBOPUTbL 06 OKpYKaloLLel LENCTBUTENbHOCTH,
M MOMYaHKUE BO CHE — KaK coBCTBEeHHOE (M BbIHYXAEHHOE), TaK M OKPY3Kalo-
LUMX — BbINO ANS HMX NPOGREeMaTUYHbIM. B MX CHax BO3HMKaNo MpocTPaHCTBO
L5l BOCCTAHOBNEHMUS areHTHOCTM MOCPEACTBOM FOBOPEHUS M KOMMYHMKaLMM
€O 3Ha4YMMbIMK [IpyrmM, HEAOCTUKUMBIMM B PEANBHOM KMU3HM. Mbl OTMETUIH,
KaK MOSYaHWe MOXET ObiTb MPUBKMMErUEl BracTel NpPeaepKaLlmMx OCTaBnsTb
3a4aHHble BOMPOCkl 6e3 OTBETa, M KaK rOBOPEHME MOMOTaeT YpaBHSTL 3aBe-
LOMO HepaBHbIE MO3ULMM.

OpHO U3 rMaBHbIX OrPaHUYEHUIt MCCIELOBAHUS COCTOUT B TOM,
YTO, MO-BUAUMOMY, BOMBLUMHCTBO YHaCTHMKOB MMEIOT aHTUBOEHHbIE HACTPO-
€HMs, MOSTOMY CHbl, KOTOpPblE HaM MPUCIANM, NMPEUMYLLECTBEHHO MOSHbI
NMepeXMBaHUIN U TPEBOT, @ TAKKE MMEIOT MOMUTUYECKMI NogTeKCT. MoXHO
MPEANOSOXMTb, YTO CHbl CTOPOHHMKOB «Creuonepauum» OyayT OTNMHaTbCs
KaK MO SMOLMOHANBHOM OKPACKE, TaK U MO CIOKETaM, KOTOPbIE B HUX BO3HMKAIOT.

1. PS Lab — Jla6opaTtopus myGnm4HOM coumonorim — 3To UCCrefoBaTENbCKast
rpynna, ny4aioLLas NonmTUKy 1 obLecTso B Poccum n Ha MOCTCOBETCKOM
NPOCTPaHCTBE B CpaBHUTENbHOM NepcnekTmae. PS Lab BosHukna B 2011 rogy,
TOrAa e ee YNeHbl Ha4anu U3y4aTb NPOTECTLI U OOLLECTBEHHbBIE ABUXEHUS
B Poccmu, a 3atem 1 B YrpaunHe. C Hauana BOEHHOro KOHJpIMKTa B YkpanHe
2022 viccnepoBaTenu M3yyanu BOCMPUSTUE Er0 CTOPOHHWUKOB, MPOTUBHUKOB
M COMHEBAIOLLIMXCS/HEOMPEAETIMBLLUMXCS, UX SMOLMM, HALEX bl U CTPaXMH,
OTHOLLIEHUE K MponaraHae, CTpaHe U roCyAapCTBY, OTHOLLEHMS C GNU3KMMM
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KaponuHa HyrymaHoBa, aHOHMMHBIM aBTOP

M BUOEHME MOCNEACTBMIM BOEHHbIX AEUCTBUM.

Hapbsi CepeHko — opHa M3 cO3[AaTENbHUL, M KOOPAMHATOPOK
DemunHucTcroro aHTHBoeHHoro conpotuenenms (PAC), opraHM3oBaHHOrO
nocne 24 dpespansa 2022 roaa AnNg aHTUBOEHHOM arnTaLum, 3aLUMThl MPaB
YA3BMMbIX FPYMM, MaTEPHanbHOM, MH(POPMALMOHHOM U MCUXONOTMYECKOM
MOMOLLIM MONMUTUHECKUM 3aKITIOHEHHBIM U MUTUHTYIOLLMM U T. [.
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Visual essay
Flag Day

Smith

'Flag Day in Russia is a day of hope. It's a reminder of what's possible when people unite for a cause.
[...] There's something about national flags. The sight of them fluttering in the wind can cause emotion

in even the most jaded beings’ (‘Russia National Flag Day... n.d.).

| noticed the signs advertising Russia’s National Flag Day on the Saint Petersburg
metro shortly after | arrived in the city at the beginning of August 2022.
Although it wasn't easy for me fo find out exactly what was happening, in part
because my Russian isn't very good, I'm pleased to report that on Flag Day
itself, | did eventually manage to find at least two relevant things. The first one
was a small stage decorated with red, white, and blue balloons near Palace
Square in the center of town. But nothing much was happening there, so | sat
on a bench for a while and took some photographs.

The second one was the main event, which took place that evening
in Saint Isaac’s Square. Here was a much bigger stage, the kind you might see
at a rock festival or a big political rally, populated by all kinds of performers:
singers, dancers, a couple of glamorous TV-style comperes, and a troupe
of young, enthusiastic synchronized flag wavers.
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The area directly in front of the stage was cordoned off by a temporary
metal perimeter fence. For an ordinary member of the public to access the
space, they had fo pass through one of the security stations that were dotted
intermittently around the fence. But no one, it seems, had either wanted or been
able to do that. Apart from the police and some security staff, the area in front
of the stage was deserted. It seems the ‘people of Saint Petersburg,” most
of them, had for whatever reason conspicuously absented themselves from
the whole event; had met every song and every meticulously choreographed
dance routine with silence; had, six months after the 'special military operation’
in Ukraine began, resisted the comperes' injunctions to identify with ‘our’
national story and decided fo do something else instead.
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The next day | discovered a short news story about the event
in Saint Isaac’s Square. It consisted of a headline—'National Flag Day
celebrated in Saint Petersburg, Russia’; three different photographs, by Irina
Motina, with identical captions: 'People participate in the National Flag Day
celebrations in Saint Pefersburg, Russia, Aug. 22, 2022'; and no body fext.
The story appeared in the Central Committee for the Chinese Communist
Party's People’s Daily Online (Wu and Liang 2022). Courtesy of People’s Daily,
| discovered that shortly after I'd left Saint Isaac’s Square that evening, a giant
Russian flag had been unfurled there, under which, according to one of Irina
Motina’s color photographs, several people do appear to have enjoyed
themselves. And to the side of which, according fo another one of Motina's
photographs, several more people also appear to have enjoyed themselves,
waving national flags and, of course, being photographed by Irina Motina.
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Something exciting happened on National Flag Day this year in Saint Petersburg. There
was a big concert in Saint Isaac’s Square. | went along. There was a massive stage
there, a huge sound system, singers, dancers, flag wavers, and two glamorous com-
peres. ‘This is the story of our country!” they announced. ‘Our Russia!’ they said. Tell
your kids!’ It was very special. | swear there was almost no one there, in front of the
stage. Apart from security. The only ordinary people | saw there were people like me,
rubberneckers, peering with phones through holes in the perimeter fence. Not much
happened at the end of every song, including the national anthem. Not a clap or a cheer.
And it was strange that no one on stage seemed to care very much. They just carried
on doing their thing. All very professional. Very well done. A couple of days later | met
Masha in a fancy café on Marata Street. We had breakfast together. Scrambled eggs,
coffee, and ibuprofen. Masha wanted to know more about what | was planning to do.
‘I'm just going to follow you around and take some pictures,’ | said. ‘Nothing special,
no big deal. No face shots either! We'll go to the edge of town, Devyatkino, Ribatskoye,
Primorskaya. Then we'll come back here and hang out in Saint Isaac’s Square for a bit,
where that big Flag Day concert was.” ‘| see,’” she said. ‘The idea is that you went to
the concert.” ‘I did?’ “Yes, you did. Well, not you exactly, | don’t know if you went to the
concert or not. Did you?’ ‘No, of course not!” ‘Right, well I'm talking about the person |
want you to play in my photo story. She goes to the concert but she can’t stay. She just
can't. So she leaves. And goes to Devyatkino instead.” ‘And Ribatskoye and Primor-
skaya?’ said Masha. ‘Exactly!’ But she has to be seen to be leaving.’ ‘Believing in what?’
‘Seen to be LEAVING!' | said. ‘Absenting herself.” ‘Oh, | see!” said Masha, cautiously.

R

o

- g
: = .
JM - m TfTﬁt%c%r; cTATA
REHE 0 & : B 4

W ;

//‘U AN \\\\\ w_\

| \\\\\\\s

The February Journal 1 08



Smith

‘u_mn_uun]ﬂym.

mmsEm s
L s - = TTEREES

T T S S T i3

109

The February Journal



Smith

i

: 'ﬂ PERMANENT BE/

The February Journal 1 1 O



Flag Day

The February Journal




Flag Day

The February Journal 1 12



Flag Day

-
— . v—

7\

-—

T T W J‘\
N X e

_ RRRE nm-u”.Jut.
NN
A

=]

[
\

113

The February Journal



Flag Day

e
. : - : Jone
- x = o]

;
i -
‘
4 1 :

- 1 -

%‘ %

The February Journal

114



Flag Day

The February Journal




Flag Day

The February Journal




Flag Day

The February Journal




Flag Day

The February Journal



Flag Day

The February Journal 1 19



Flag Day

The February Journal




Flag Day

SRR AT

121

The February Journal



Flag Day

DATA POXJEHHSA

IPAMOAHCTBO

E-MAIL

NbKO YACOB B HEAE/IO Bbl FOTOBb PASOTATH
. 40 . MEHEE
OTHYAA Y3HANM O BAKAHC
NOANUCH

_ HKYENO —H TOWA

All images. © Smith, all
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Research-driven poetry

Collective Abyss: Social Identities of Silence,

Void, and Resistance

Sofya Chibisguleva, Elena Kilina

Societies and social policies are
defined by myriads of factors. Once
set, written down, and enacted, they
define those who fall under their
rule in turn—assigning a social
value to people, processes, and
results. Said value is never zero

and is never singular; it is fluid,
assessed on a scale that fluctuates
between a single interpretation

and an abyss of possible values.
Laws of men and the Universe are
the easiest fo evaluate and assign

a value to, while empty spaces,
silences, and idleness are the
hardest. Since they are undefined
entities, they might as well be
entireties. The latter pose maximum
threat to the value of non-empty
spaces—the pillar of governance
and control. Consequently, the social
and especially political machine

has invented a separate system

Preface: Absence. See presence

of assigning value fo voids and
silences. The regulatory spectrum
of this system tends towards
punishment, towards precluding
an abyss—a complete plurality

of choice and a lack of control.
Chaos. This system of punishment
is especially ruthless towards the
arts, activism, and independent
communities. This visual essay
analyzes two extremes within

the above-mentioned system

of evaluating negative spaces:

a void and an abyss. The text
draws on different case studies

to propose the definitions (values)
of voids and abysses at different
points on this punishment timeline
from the perspective of silent, idle,
and resting activists and artists
who found themselves under the
scorching heat of looming gore.

Maurice Blanchot's index to The Infinite Conversation (1993, 465) opens with
the line ‘absence. See presence.’ If we were to alter this line fo reflect its value
for the reader, the full stop should be replaced with a comma (an abyss),
and if we were to alter it for an institution, the full shop should be replaced
with a dash (a set value, an accusation). Punctuation in a language is the
closest relative of policies in a society. Words can be identified, often with
the aid of commas, full stops, and exclamation marks, but also on their own.
Their meaning can be spotted as early as the preparatory stage—an opened
mouth, a blank page, a gesture.

These pre-verbal statements are specimens of silence, the essence
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of which lies in the ability to be seen. It is disguised as a question of existence

and a means for continuity. Upon perception, absences acquire social identities

akin o human ones. Absence is the fopos where a void turns info an abyss.
Void: a state of being without something, a pause, a state of intentional lacking

Abyss: a bottomless gulf, pit, or chaos; a state of complete non-being

Voids offer temporary vessels for the mind to rest, be idle, or fill
itself with conscious deductions, subconscious floods, or tfrauma responses.

A procrastination, a pause between two acts of a play, elevator music, an empty train platform,

next slide, please wait.

The socio-political significance of a void is that of the first breath
taken after a contest of ‘who can hold their breath the longest.” It is an
invaluable tool in all fiction: TV shows, elections, books.

An abyss is a prosecutable offense in all types of dictatorships
from abusive relationships fo police states. This is because an abyss of space,
be it physical or imaginary, offers an abyss of identities to be figured out
in their full plurality. This tfug of war between potentiality and abandonment
moves those on the receiving end of silence—witnesses—to speculate
outside of the usual spectrum of logic, pushing organizing bodies into radical
censorship of empty spaces.

This censorship is aimed at a usual suspect—the individual
singularity, found and manifested through ‘the work of meditation’ (Blanchot,
1993). Institutional enforcers strongly fear the unanswered question, the
empty page; hence, they tend tfo replace it with a suitable singularity—a tool
of oppression, a set value.

An empty plot of land is turned into a shopping mall (a tool), an abandoned building covered in
emerald green netting (a tool), a wall decorated with a mural or multi-colored lights (a tool), a page,

with the inscription ‘Page left intentionally blank’ (a tool).

If not occupied by a tool, a void is idle and yet potent. It is
a happening in waiting, open to all possible events. Be it the spontaneous
environment of Sad Paulo’'s Parque Minhocdo or Vsevolod Lisovsky's silent
play, emptiness invites free and even forbidden speculation—a freedom that
is hard to take back once provided. A void occupied by a tool is space free
from speculation, and hence safe for the hierarchical lords.

The double lives of silent spaces: scenarios
1. A theater of extraction
You enter a theater space and sit down in the embrace of the red velvet

cushions and stale breaths of fellow spectators. The director Vsevolod
Lisovsky announces, ‘Over the course of 60 minutes, the spectators and the
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Figure 1. Book page with
‘This Page Intentionally
Left Blank’ inscription,
2022. © Dr. Rob Bell, all
rights reserved, used with
permission.

performer in the theater will remain silent together. This is not a meditation. It
is entertainment, a paid service: we provide the public with that most sought-
after item—silence.” After the room goes dark, an actor proceeds to enter
the stage and sit down on the chair, as if waiting for a train. The spectators,
in turn, wait for the actor fo break character, to make a mistake, to fulfill their
theatrical duty. The void is filled with anticipation of the familiar, which grows
more distant with each minute. The identity of the void here is indeed human.
An excitement of waiting for the unexpected

Here, anticipation is not used as a tool, as one would assume,
but a trigger for an impulse (collective or personal). The difference between
a trigger and a tool is in their continuation. A tool, socially, means death, while
a trigger has an afterlife.

This kind of (human) silence, if executed in the presence of a tool,
is rooted in expectation management, lazy and predictable in its outcome,
hence, often used by governing bodies. When President of Russia Vladimir
Putin waited to announce the partial mobilization of Russian residents for the
army in September of 2022, he utilized precisely this tactic. He announced
a special address and then postponed it time and time again, filling the
void of the public mind with anticipation, speculation, anxiety, and economic
distress. In short, he executed it.
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Figure 2. A Silence on

a Specified Topic, a play
directed by Vsevolod
Lisovsky, 2016. © Teatr.
post and Teatr.doc, all
rights reserved, used with
permission.

Tool—a death.

Trigger—a life.

2. The abyss of free will

The abyss launched by a trigger requires a space to develop and grow.
However, not just any space can serve this purpose. Such a space must
facilitate a collective abyss—the displacement of tools.

The experiment of Minhocdo Park (Parque Minhocdo) commenced
in 1977 with the decision to close this large and busy urban highway from 12
am to 5 am. In the end, thanks fo the efforts of a group of urban activists
and area residents, it was decided that the overpass will be completely shut
to traffic on Sundays. Currently, every weekend, the space is taken over by all
manner of social events, festivities, open-air markets, and sporting activities.
One of the key voices in the discussion is an NGO, Association of the Friends
of Minhocéo Park. Its members, all people who live nearby, are keen to turn
it into a municipal park that would be open to cyclists as well as pedestrians.
In 2019, the city authorities announced that a 900-metfer section of the
overpass will be permanently closed tfo traffic, but the fate of the rest of the
highway is undecided.

Minhocdo residents seized this opening in the discourse
of possibility fo reclaim and repurpose a piece of city infrastructure into
a topos of civilian action. Nowadays, artists use the site for their interventions,
children and teens, for sports, and residents, for regular gatherings. This void
has evolved info an abyss of self-organized community potency: this case
proves that functional dis-purposing allows spaces to become ‘clean slates’
and cease to be tools.
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Figure 3. Parque Minhocao,
highway hours, 2020. ©
Elena Kilina, all rights
reserved, used with
permission.

Figure 4. Parque Minhocao,
pedestrian hours, 2020.

© Elena Kilina, all rights
reserved, used with
permission.

The February Journal 128



Collective Abyss: Social Identities of Silence, Void, and Resistance

Figure 5. Parque Minhocao,
pedestrian hours, 2020.

© Elena Kilina, all rights
reserved, used with
permission.
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Figure 6. Photographer
Anastasia Nikolaeva holding
an empty piece of paper
being detained by a police
officer, Russia, 28 Feb

2022 (Nu etot ryzhyi via
YouTube, ‘zaderzhanie
Anastasii Nikolaevoi 25.02').
© Aleksandr Chetviortyi, all
rights reserved, used with
permission.

3. A stage for speculation

Activist Anastasia Nikolaeva was detained by a police officer while holding
an empty piece of paper on the 28th of February 2022, four days after the
start of Russia's so-called 'special military operation' in Ukraine. Later that
year, a group of protestors was arrested for holding ‘imaginary posters;’
then, journalists were punished for blanking out letters in taboo words (an
attempt at avoiding censure). Russian society was already characterized
by social inequality and lack of security for those who practice freedom
of thought (‘Constitution of the Russian Federation' 2020, Article 29), but
these cases have proven that even the ideas of silent resistance have been
banned altogether. Moreover, such silences have been weaponized and
criminalized.

These successful attempts by the Russian Government to turn
empty spaces (abysses of interpretations) info clearly identified values
of criminal activity have materialized in a set of new articles of the Criminal
Code and the Administrative Offences Code of the Russian Federation,
such as 'Discrediting the Russian Army’ (Federal Law No. 63-FZ, 2022).

To discredit—to cause a loss of belief, credit, or value.

The process of stripping an institution of its value opens the door to the
freedom of individual speculation—an abyss of possible meanings. On the
contrary, the process of discrediting an individual action implies a ‘diagnosis’
and a lack of speculation whatsoever. This difference prompts an interesting
conclusion: discreditation that is performed by a single member of society
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is a process of asserting a personal right to humanity, freedom of thought
and of speech (an abyss); discreditation that is performed by an institution
or an organization is a process of eliminating humanity (a void). Might
discreditation be one of the many social identities of silence, void, and
resistance?

Figure 7. Invisible posters
with anti-government
statements, 6 April 2014.
© Vitaly Ragulin, all
rights reserved, used with
permission.

Afterword (for the unwillingly silent witness): Under the Scorching Heat
of Looming Gore, a poem by Sofya Chibisguleva

A well is only void

when rain is clear and the soil

lies on the rock of the retired terror

from which the people did inadvertently evolve
yet memory is clear, thoughts are sore

A well is only an abyss

when seeping through the soil are boiling winds
of unavenged injustices and burns

which fill the well, yet do not overflow.

A comfortable shame of future lore

A void turns into an abyss

so slowly yet so swiftly, you can see

its waters pierced with strings of signal colors
unusual for wells, yet home to the chaos of
anything and everything you thought impossible

Under the scorching heat of looming gore
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MoaTtuyeckoe acce

Benbi*t nucT nbinaer

OkcaHa BacsikuHa

MoaTnyeckoe acce O TOM, KaK MOMM-  CBOE OLLyLLieHKe OT TekcTa «Mondy /
TUKa MEHSIET OMTUKY YTEHMUS CTUXOB,  mon4dm» BceBonopa Hekpacosa fo u
HamnMcaHHbIX GorbLUe NATUAECITH nocne cobbiTuit 24 dpeBpans.

neT Hasag. ABTOpPKa CpaBHWBAET

M3 BCeX KHUI, XpaHSALLMXCA B MOel BGMONMOTEKE, eCTb TOMBKO ABE, Ha KOopeLl-
Kax KOTOPbIX HarevaTtaHbl NMOPTPETH aBTopoB. 10 Jluams MMH3Gypr u Ocun
MaHgenbLuTam. Tenepb MHE 3TO KaXETCS CMMBONMMYHBIM. [lJo HegaBHero Bpeme-
HW 9 He oBpaLLana BHUMaHWS Ha 3TV 4Ba NMLA 38 CTEKNISIHHOM CTBOPKOM KHMXK-
Horo wkadpa B CbeMHOM KBapTupe. Ho Tenepb, kaxabiM pas, npoxoas MMMO
WU BBIGUPAS KHUTY, I CTASTIKMBAIOCh C HUMM B3MMSgom. MHe HPaBUTCS OymaTb,
yto [MH36YpPr 1 MaHaenblTam HaOMIOAAIOT 38 MHOM M MOEMN TUXOM XM3HBIO.
OHM CMOTPST Ha MO COH, MOV BPOKEHMS MO KOMHATE M HEPSILLSIMBYIO OLEKAY.
OHM CryLLAIOT MOM MBICITW.

MHe GbiBaeT He no cebe oT 3menHoro B3msaa [MH36ypr 1 ee cTpo-
roro nmua. MIHorga MHe KaXkeTcs, YTO OHa CMOTPMT Ha MEHS C Pa3oYapoBa-
HUeM. MeHs Bcerga YAMBIISNO CBOMCTBO KapTWMHbLI Mnu dpoTorpacbmm, Ha Ko-
TOPOM MOPTPETUPYEMBIM CMOTPUT B IMasa XYAOXKHMKa unn B o6bexTus. Ecnm
NOCTaBUTb TaKyto hoTorpadomio B KOMHATE, TO C NMo6oro mecta OyfeT KasaTbes,
YTO M306paXKeHHbIM HabnoAaeT 3a TOOoM. HeoCco3HaHHO Mbl BKITaAbIBaEM YyB-
CTBa, UCMbITbIBAEMbIE K CeBE, B 3TOT MPUCTASIbHbIN B3NS4 M — OT MMEHM Nop-
TpeTa — Ha4MHaEM OTHOCUTLCS K cebe C KanocCTbio, ropaumcst cobom nnm ceds
npesupaem. Bee valle s ctana cebs npesunpatsb.

Co BpemeH JlnTepaTypHOro MHCTUTYTa S MOBUIA PYCCKOSA3bIMHYIO
MTepaTypy ABaguaToro Beka. [log nutepatypoit 4BaALATOrO BEKa i MOHUMAIO
M TEKCTbl, HanucaHHble B 2010-x rogax. He moTomy, YTO OHM OCMBICASIIOT U ro-
BOPSIT Ha S3blKE MPOLUSIOrO, HO MOTOMY, HYTO, HaMPUMEP, MPU YTEHMM CTUXOB
Enenbl MaHainosom unu Mapum CrenaHOBOM st HyBCTBOBAIIA TSHKENbIM JIEAIHOM
CKBO3HSIK. Bce B A3blke 3TMX CTUXOB MHE Ka3aroCb MOHSTHBIM, HO MOHSITHBIM
C GONbLUMM «HOY, i FOBOpUIAa ceBe: Thl He Xuna TOraa M MOKELLb PacCMaTpU-
BaTb 3TM CTUXM MUCKITIOYMUTENBHO KaK maTtepuarn. A uCrbiTbiBana 3mylo 3aBuUCTb
K 3TMM TeKcTam. HasepHoe, MHOrMM niogsm, 3aHUMAIOLLUMMCS MCKYCCTBOM,
npMCyLLa 3Ta 3aBUCTb. Tebe KaXeTCs, YTO Thbl, POAMBLUMCL Ha AECSATb, ABaALATD,
TPUALATb JIET MO3Xe, NPONYCTUIA YTO-TO O4EHb BaXKHOE M TeGe HefOCTYMHOE.
Mpowroe kaxeTcs Tebe Gonee peasnbHbIM, Yem HacToswee. CrosHo Ha Tebe
BCE 3aKOHYMIIOCh M TBOM OMbIT HE TaK OIIM30K K PeanbHOMY, KaK OrMblT TBOMX
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MPEeALIEeCTBEHHUKOB U MPeALIecTBeHHUL,. Tenepb, s AyMalo, AENO HE B TOM,
4YTO MPOLUOE BbINO HYEM-TO PEarbHbIM, @ B TOM, YTO 1 C STUM PeasibHbIM CTan-
KMBAIOCh YKE CeMvac — B TEKCTE, My3blKe, KMHO. MICKYCCTBO, poXaeHHoe onbl-
TOM BPEMEHM, B KOTOPOM-TEBS-He-ObINo, AapUT Tebe OLlyLUeHWe peanbHOM
peanbHocTH. Ha To oHo 1 nckyccTeo. OHO CO3AaET OTAENbHOE MPOCTPAHCTEO,
HecyLlee B cebe YepTbl COObITUIM, Brarogaps KOTOPbIM OHO MOSIBUMNOCH.

4, uitas pacckasbl LllanamoBa, ctmuxotBopeHus [eHHagms [opa,
npo3y Jugum MmH36ypr, ctuxm SHa CaTyHOBCKOro, YyBCTBOBANA YKOS CTbAa,
CMELLIaHHBIN C TOPbKOM 3aBUCTBIO: MEHSI MyUMIM BOMPOCSI. [1epBbiit 13 HUX Gbin
TaKoM: morna Obl 5, OKa3aBLUMCb Ha MX MeCTe, OTKa3aTbCsl OT Nucbma?l Bropoit
6bIn TakoM: ecnv 6bl 1 He OTKa3asach OT MUCbMA, XBATUIIO JM 6Gbl MHE MYIKECTBA
MMCaTb Te TEKCTbI, KOTOpbIE NMucanu oHM? TpeTuit Bonpoc 6bin cambli CTPaLL-
HbIM M3 BCEX: KAKOM CMbICS BUAeNa Obl 9 B NMUCbME, eciiv Obl Mucana B CTon?
OpHOBPEMEHHO C 3TMMM BOMPOCaMM S XOTENa HEBO3MOKHOTO. 51 XoTena oKa-
3aTbCsl HA MECTE 3TMX ABTOPOB, MHE Ka3aroCb, YTO OKAa3aTbCs Ha MX MEecCTe,
CTaTb MMM — 3TO EAMHCTBEHHbINM CNOCO6 MPUKOCHYTHCS K peanbHomy. YuTas
3TM TEKCTbl, I UCMbITbIBaNa BO3OyXAeHWE, GNM3KOe K ByalepUCTCKOMY, —
Sl HE MOTTIa OTOPBATLCS M MyYMIIACh ENaHMEM HE CMOTPETb HA TO, YTO B HUX
ecTb. YuTas, 5 NpoKMBana Mx, U MHE Kasanoch, YTO S XMBY B UCTOPMM.

AHHM DpHo Nncana: «To, 4TS Mbl MPOKUBAEM, ELLIE HE MMEET CMbIC-
/1a B TOT MM, KOTAA@ Mbl 3TO MPOXMBaem». S Bcerga 3To YyBcTBOBana. S Bceraa
3Hasa, YTO eAMHCTBEHHbIN yaen HacTosiwero — monvaHue. Hactosiwee Bcerga
Ka3anocCb MHE JKarlKum, i CreLLmnna npoXuTb BCE U Cpasy, AaxKe ceidac, npo-
CbIMasiCh, S CreLwy fiedb cnaTtb. He TonbKO NOTOMY, YTO AHM 3TOM TSIKESON oce-
HU HEBLIHOCMMbI. MHE HEOBXOAMMO MOCKOPEE OKAa3aTbCs TaM, r4e HET 3TOro
cemnyac, YToBbl MOCMOTPETb, HAKOHEL, B CEMYAC KaK B COBCTBEHHOE MPOLUIIOE.
HakoHew, onucaTb To, YTO 5 MPOXKMBAIO.

Cunas Ha KPacHOM CKaMeMKe, S PaCCMaTPUBalO GaHHEP, PeKTamMmpy-
oMM KOHLEepT wectugecstunetus lpuropums Jlenca, pansblue, Yepes ene 3e-
JIEHYIO MOJIOCY BBIMEPLLIErO ra30Ha, Mo cepomy IIMUTPOBCKOM NMPOCNEKTY MAYyT
MAaLLMHBI, M eLLe Janblue — CKOJMb3WUT KpacHas anekTpuyka. [epsoe, 4To g yc-
nblwana 24 despans — 310 6bi1 orywmTenbHbIM xonok. OH npo3eyyan
B MOEW ronose paHo yTpom. A 6eina B ExkatepmHbypre 1 BoilLna 13 nogbesna
Ha rps3HbIM TpoTyap. B nounckax TaTapckoro knagduiua s HaTKHynacb Ha 6onb-
LIOEe MPaBOC/IABHOE M, MPOMAS MO LEHTPANbHOM asnnee, Bbilusa Yepes MOHY-
MEHTANbHYIO apKy, MOXOXYIO Ha APeBHUIM maB3onen. Ha Helt 6bino HanucaHo:
«M mepTBbie Mbl ByAeM UTb B YacTMLE BaLLEro BEIMKOTO CHacTbs — Befb
Mbl BIIOXMITM B HEro CBOIO M3Hb». CTPALLUHBIA KOMMYHUCTUHECKUIA JIO3YHT,
B HEM HET HM Karsim YeIoBEYHOCTH, NMOAYMasa 5. TOSNbKO KECTOKOCTb, OBpeKa-
IOLLIAs MBbIX HA CMEPTb PaAM TOro, HTO MM HUKOrAA He ByAeT NMPUHAANEKATb.
Ho pasBe He TaK e MBYy 5 cama, OTAABas B XepPTBY CBOE HacTosLlee paau
6yayLLmMx TeKCToB?

He60 GbiNo TAHKENbIM U BAXKHbIM, S LLINIA M CMOTPENA, KaK AblM 3aBO-
[a pacTBOPSIETCSA B YepHeoLmx obnakax. B ronoee He Gbino mbicnei, He 6o
OAXe MPMBbLIYHBIX MbICTIEN O MUCbMe. U 51, CTos Ha rPSI3HOM TPOMMHKE, CTONMKHY-
nacb ¢ mupom. OH OKa3ancs TMXMM, KaK KOPWUYHEBbIN Kenyab B TPaBe.
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BepHyBLumch B MOCKBY, 51 Kaaplit fieHb 6poauna No CBOEMy paio-
HY. MHe XOTenocb PacCMOTPETb JMUA JIOAEMN, YCrbIWaTh MX rofioca. 51 xoTtena
OLLYTUTb XOTS1 Bbl KPOXOTHYIO CBSI3b C TEMM, KTO MPUCYTCTBYET CO MHOM B Of-
HOM MecCTe M BpemeHW. [TogHMMASACh MO KENE3HOM NECTHUUE Hah Xene3Ho-
LOPOXHBIMM MYTAMM, $ CIIbILLASIA CKPUM AEPEBSIHHBIX JOCOK, CKPEXET METan-
JIMHECKMX MEPEKPLITUIM, HO HE CIIbILLANa rofiocoB. S Crbilana WopoxX rpasus
U rygeHue acransToyKIagHmKa. S Crbiliana, Kak BOPOHA MyXO CTyHMT CBOMM
KITIOBOM MO rochpMpPOBaHHOM KpbiLLEe rapaka. 51 cribiuana mmp, HO B HEM, Ka3a-
110Cb, He Bbino nogen. bes yenoseveckunx ronocos BO3gyX CTAHOBUTCS MyCTbim
n Bpemsi TedeT uHave. OHO MmeArneHHOe M HermoBOopPOoTIMBOE. 51 roBopuia co
CBOEM NPUSTENbHMLEN O 3BYKax MapTa v Gbiia yAMBIEHA TOMY, YTO OHA MCrbl-
THIBAET TO KE CAMOE — KaKYIO-TO HEOOBSICHUMYIO TULLIMHY.

B mae s rotoBuna JOKNag ANs YMTATENBCKOrO KiyGa O LETCKOM
KHUre «3Be3gHas kapycenb» [eHpuxa CanrvMpa 1 npeanoxmna cBoemy Kornere
OOMOSIHUTL MaTepMasniom Hawe BoiCTyrneHne. Kocmuieckne ctmxu gns geten
Mbl conpoBoamnm ctuxamm Canrmpa M pacLuMpmv CBOM JOKNaA AO TEMbI KOC-
MOCa B COBETCKOM OpmLManbHOM M HeodomumanbHOM noasuu. Noka s uckana
cTuxoTtBopeHme BceBonoga HekpacoBa «M g npo KocmMuyeckoey, Haluna AaBHO
3a6bITbit MHOM TeKeT «Mondy/Monum». MoMHIO, Kak OH MEHSI YAMBMA OKOMO
Jecatn net Hasag. Ho YacTto Tak 6biBaeT — Tebs YTO-TO YAMBISIET, SMOLMM
HaCTOSbKO CUJSIbHBIE, YTO Thbl TYT e 3abbiBaeLlb npoyTeHHoe. [Motomy YTo Thi
[Pa30M NPOraThIBaeLUb M PACTBOPSELLb B ceBe TEKCT, MO CYTU, OH CTAHOBMTCS
yacTblo Tebs. Tak GbIBAET C KPEMKO BMUTAHHBIM 3HAHWEM, HaNPUMep MHOraa
1 He Mory HasBaTb hamunmu Enenbl LLIBapu, Korga meHst cnpalumBaloT, KTo
Mos niobrmasi mostecca. Mnum, Koraa MeHsi MPOCST NEPEYUCTTUTL BCEX JIMaHO-
30BUEB, A BNaJalo B CTYMNOP, XOTS 3HA0 HEKOTopble CTMxu XonmHa, Hekpacoea,
CatyHosckoro u Canrvpa HamsycTb. HaBepHOe, TaKylo Ke Peakumio Bbi3OBET
Yy MeHsi Npocbba yKa3aTb Ha COBCTBEHHBIM HOC.

51 GnaropgapHa 3TOM OCOBGEHHOCTU MOEN MCUXMKM, OHA AapPUT BO3-
MOMHOCTb MPOXMBATb BOCTOPI OT BCTPEUM C OAHMM U TEM KE TEKCTOM MHOTO
pa3. HaBepHoe, ncuxoaHanMTUKM 3ameTuiim Gbl, YTO AENi0 B TOM, YTO MOM
MEXaHM3M BbITECHEHUS CUIEH, @ MOS MCUxMKa criaba. M nostomy, korga s mc-
MbITLIBAIO SIPKME YyBCTBA, HATPEHWPOBAHHbIM annapaTt BbITECHEHMS] GepexeT
MEHA U TYT Xe NpsayveT OT MEeHSA TeKCT Unu CO6bITMe.

MocnepHWe cemb MecsiLEB S CTaPAOCh TLLATESNbHO CrieAnTb 3@ CBO-
el BHyTpeHHel pe4bio. Ho Bce yalye HaTbiKaloch Ha TUKMHY. MHe KaxeTcs,
4YTO MHE HEYero CKasaTb. 51 YaCTO AYMalo O TeX KHUMKHBIX KOpPEeLUKax ¢ poTo-
rpacpmamu MMH30ypr u MaHgenblwTama, OHM TUXME M OHM cmoTpsT. Korga-To
B OOHOM M3 PA3roBOPOB §1 YCIbILLAMA, YTO oaM, TEPSIOLME BO3MOXKHOCTb
MCMONb30BaTb OAMH M3 OPraHOB YYBCTB, MEPEXMBAIOT KOMMEHCATOPHYIO
OCTPOTY ApYyrmMx opraHoB. Hanpumep, yenosek, NoTepsiBLUMI 3peHne, Haum-
HaET JIyyLle CMbIWaTh, & TOT, KTO NOTepss CiiyX — BuAeTb. YTo-To noxoxee
MPOM30LLUNO M CO MHOM. 51 CIOBHO CTana ny4we BWMAETb, U MOE BHMMAHUE
HACTOMbKO CKOHLEHTPMPOBAHO HA HACTOSALLEM, YTO OMEPaTMBHAs CUCTEMA
CIIULLIKOM MEPErPYKEHA, A4S TOro YTOObI FEHePUPOBaTb PeYb.
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MpounThpyio 3aecb cTuxoTeBopeHune Beesonoga Hekpacosa:

«Monuy
Mornumn

Monuy
Monuu

YyTbem yyTbem

Teuem Teuem

51 Byman mbl O YeM MOMTYMM
A Mbl mon4anu

BoT 0 uem»

PaHbLue, unTas cTMxOTBOpPeHMs HekpacoBa, s pasmbILLAsia O TOM,
YTO €ro TEKCTbl — 3TO OGBLEKTHI, PACMONIOKEHHBIE Ha NIMCTe. MHe Ka3anocs,
YTO OHM BnMKE BCEro K BU3yanbHOMY MCKYCCTBY, W IMaBHOE B HWMX — 3TO
HesanorHeHHoe none cmbicra. MHe NMoYemy-TO HMKaK He XOTEmNoCb MX O3-
BY4YWUTb, MHE HPABMIIOCb CMOTPETb Ha HUX, TAKME CTPOMHbLIE CTONBMKMU U ne-
ceHku u3 cnos. KoHevHo, B CBOMX neKumsix o cTuxax Hekpacosa s rosopwmna,
YTO BefyLUylO POfb B 3TUX TEKCTax OepeT Ha cebs TULWMHA. TuwmHa 6bina
ONS MEHsi OTCYTCTBMEM 3ByKa. Beab OTCyTCTBME 3Byka — 3TO TOXE 3BYK.
Ho Teneps, unMtas HekpacoBa, 5 HEBOMbHO MPUXOKY K MbICIM, YTO OTCYTCTBME
3ByKa — 3TO He cBOGOAHOE MPOCTPAHCTBO NKUCTa. DTO, MPEKAE BCErO, MON-
YaHue. A monyaHuWe noppasymeBaeT nog coboi HepasrnalleHHylo pedb. Peub
croxHyto. BozmoxHo, peyb, KOTOPYIO OAHOBPEMEHHO MOMMYT BCE U BCE OTBEP-
rHYT B CUITy €€ HEMpOCTOM CTPYKTYpbl. B cuny ee ctpawHbix cmeicnos. Korga
Ha rofloCOBaHMM Mbl BO3AEPIKMBAEMCS], STO 3HAYMT, YTO HAM E€CTb YTO CKazaTb,
HO TO, YTO Mbl CKaXem, OyAeT HeyAOOHbIM, HEMPUMMYHBLIM, 3MbIM MU — BO3-
MOXHO — onacHbiM. Mopolt Ham ObIBAET COBCEM HE XOYETCS CTaSIKMBATbCS
¢ nocneacTemsimm ceoen peun. OT Toro mel 1 morumm. Hu ga, Hu Het. Monyok.

[oToBSsICb K 3TOMY 3CCe, 5 MPOYNa ELLe HEKOTOPOE KOMMYECTBO TEK-
cTtoB BceBonoga Hekpacoea 1 noguemnach TOMy, KK MHOTO B €ro CTUXOTBOpPE-
HUSIX YAENEHO BHUMAHMS HE-TOBOPEHMIO, BbIHYXKAEHHOMY MK SOBPOBONBHOMY
morn4daHuio. MonyaHuio Kak geicTeumio. Tenepb Npobernbl ANs MEHS MbINaioT.

Hanpumep:
«M1 4TO OymeT

HY
XUBY
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OkcaHa BacsikuHa

xay

4yero
4yTO

S FOBOPIO YTO
S LyMalo YTO
S XO4y CKazaTb

a4 Mon4vy»

S nucana o TOM, YTO HaMpPsKEHHOE HabnoAeHMEe 3@ HACTOSLLMM
He OCTaBMnsieT CMS U MecTa pedn. He ocTaensieT mecta peun U, Kak B CTU-
xoTBopeHun Hekpacosa, «s roeopio 4To / 5 Aymalo 4To / s Xody CcKazaTb /
 Mmon4y». MonyaHue CTaHOBUTCS AEMCTBMEM B TOT MOMEHT, KOrAa peyb Haby-
XaEeT, MONYaHMe CTAHOBUTCS AENCTBMEM CAepXmBaHUs peun. CaepuBaHus-
peun-gna-oyayiiero. M 6enbiit nUCT nbinaet. A aymato o [MH36ypr, monyaluein
Ha MOEM KHUXHOWM MOJIKE, MULLIYLLIEM B CTON 3aMETKU O Ka3€HHOM OMTUMU3ME.
M oymaio o Canrvpe, nucaBiem OETCKME CTMXM, YTOObI MPOKOPMUTL Cebs.
Oymaio o MaHgenbwitame u ero obpase B pacckaze Lllanamosa «lLleppu
6peHam». lymaio o Tetpagke [eHHaams fopa. O CaTyHOBCKOM, KOTOPLIN B O4-
HOM CTMXOTBOPEHMM 3asiBnsieT: «51 He nosT. / He nevaTalock ¢ ogHa Thicsva
938 roga / 5 Bam He HpaBnoCb». Bce oHM Tam, Ha AecaTH KBAAPATHBIX CaH-
TUMETPAX XENTOro CaMM3LaTCKOrO NUCTa Nocre cTpodek «A mbl monyanm //
BoT o0 yem».

Mopa mpu3HaTb, YTO TO, YTO MHE KAa3aNoCb MATEPMArIoOM AMs U3-
YYEHMs M MOPOYHOrO HacNaXAeHus, Bceraa Obino 34eCb, PSLOM CO MHOM.
CKBO3HSIK UCTOPUM TSHYI U3 MPUOTKPLITOM ABEPU BCErAa, HO MOYEMY-TO HYK-
HO ObINO YCIbILIATb OFMYLLAIOLWMI XIIOMOK, YTOObI MOYYBCTBOBATD, YTO S JKMBY
B 3TOM CaMom matepwuarne. Nopa npu3HaTb, YTO ABEPb HWMKOTLA HE 3aKpPbi-
BaNacb, HUKOTAA He ObiNo BpemeHn-6e3-BpemeHun. A Buaena BUMAEO Ha loBe-
MPHOM IOTYB-KaHane: LEMNOYKM MNETYT M3 TOHKUX METaNIMYECKUX HUTEN.
Bpems — nnoTHas uenb, M OHO HMKOTLAA HE MPEpPbIBAETCA.

O6 aBTOpE
OkcaHa BacskunHa — noatecca, nmucatenbHuua. Jlaypeatka npemuit «Iuuein»

n «Hoc», aBTopKa KHUT cTuxoB «XHeHckas npo3a» u «Betep sapoctu» u poma-
HoB «PaHa» n «CTerb».
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Article

Shadowing Silence: A Spatial Rewriting of Myths

and Fairytales

Aslihan Senel, Ece Yetim

This paper, through theory and

the authors’ own pedagogical and
critical spatial practice, explores the
ways in which myths and fairytales
may suggest playful and collective
storytelling to create a plurality

of meanings and corporeal
engagements that are often silenced
through the hegemonic structures
of society. Referencing feminist
philosophers Donna Haraway, Rosi
Braidotti, and Hélene Cixoux, the
authors take myths and fairytales

as a medium fo address individual
urban experiences and resistance
against the city's gentrification
through neoliberal administrations.
Their practice, entitled Spatialized
Myths, includes a collective mapping
of historical and contemporary
myths and rewriting of them through
a shadow performance with students
of architecture in a non-functioning
synagogue in Gaziantep, a former
Roman city in southeastern Turkey.

Keywords: feminist storytelling, Gaziantep, myths, shadow play, urban

transformation

Fragments of a city appear and disappear in the pitch dark. At one
point, there is a sea of roofs and windows, and then a labyrinth
of underground vaults and wells. Colors and lights flicker and move
around behind the curtain (Figure 1). Sounds of rustling, crunching,
swishing, and scratching are heard from time to time behind the
storytellers’ voices. While the shadow figures on sticks play on the
screen, behind them are a fangling of arms and rushing bodies that
try to move from one side of the hexagonal platform fo the other
throughout the performance (Figure 2). This fransformation story
of a city and its inhabitfants subversively adopts well-known characters,
places, and events in myths, fairytales, and history without prioritizing
any. Traces of everyday urban experience maferialize on the screen
and in the darkness surrounding it: the flow of crowds in urban
squares, the sound of wafer within the fountains and wells, and the
textures of sfone walls and underground caves.

Briefly depicted above is the final performance of a workshop that took place
over a week in January 2016 in the city of Gaziantep, Turkey. This workshop
and its final performance are, for us, ways of addressing imposed and
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adopted silences in the city throughout its conflicted history of displacements
and urban transformations. Here, we argue that silence is hardly a mere
vulnerability or the dichotomous opposite of the dominating voice; it also
offers possibilities for resistance and collaboration with a heightened sense
of spatial limits, material qualities, and corporeal abilities. The workshop
cultivated these sensibilities with several on-site drawing, painting, and writing
exercises and a final shadow theater performance, which were intended to
reveal the spatiality and materiality of those silent practices. Through the
workshop we manifested a kind of collaboration with silent participants of the
city such as ethnic minorities, refugees, and informal inhabitants and workers,
and those others who are often excluded from the city for being non-citizens
and non-humans. By collaboration, we mean providing the space and
time to recognize and appreciate silence and silent practices: drawing and
painting to reveal the traces of silent productions in the built environment,
rewriting myths and fairytales to draw attention to suppressed and unvoiced
collectivities, and appropriating the traditional Turkish art of shadow play as
Figure 1. A scene from the

a medium tfo propose that an alternative narrative should be fragmentary, spatiaiized Myths shadow
multiple, and incomplete in order to give silences some space and time. play (2016) Gaziantep. ©

Belonging to the second and third generation of migrant families ﬁst:an Senel’dEce gﬁﬁlm’da”

gnis reserved, publisne:

from southeastern Turkey, the authors of this article inherit stories of women's  with permission.
suppression on the maternal side, where women's silence and submission

. . Figure 2. Performers seen
were expected. Those stories of silence transferred to us from our mothers behind the scene during
and grandmothers give us incentive fo explore the city of Gaziantep beyond g“e SraEdO"; Fi',ay' @l)l A,S‘;:a“
. . . . . . . . enel, £ce Yerim, all rignis
the tourist's gaze. We wonder how this socially and spatially rich city hides its  eserved, published with

variety of voices within a singular dominant one of nationalist and touristic  permission.
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tendency. Besides this personal interest, our architectural and academic
backgrounds lead us to critically read the ways in which spatial practices, such
as building, rebuilding, displacement, and representation, play a significant
role in silencing many different voices in this city. Yet, as stated above, while
official spatial practices tend to silence the minorities and the marginalized,
our intention in this article is fo also argue for existing and potential resistant
silence practices that participate in the production of space. For this, we first
explore the relationship between our own spatial practices and the silent
practices that produce the city beyond given orders and fixed conceptions.
Drawing on the theories of Henri Lefebvre (1991) and Michel de Certeau
(1984), we acknowledge everyday spatial practices (such as routines,
seemingly insignificant work-related or leisure activities, and simple acts of
living) as part of the production of space. We show that the way we approach
the city through certain kinds of drawing, painting, and writing may reveal
suppressed spatial and material knowledges in the built environment. This
helps us establish that these suppressed knowledges are silenced yet still
exist in other forms, and as such they need to be accessed differently.

Here, we will propose certain kinds of drawing, painting, and
writing as silent textual practices that pose resistance to authoritarian
material and discursive practices of building and mythmaking. As literary
and architectural theorist Ann Bergren (1983) reminds us through her study
of ancient Greek history and mythology, textual practices of, for example,
weaving may be regarded as alternative ways of communication for women
who are traditionally silenced. Both literally and metaphorically, weaving with
thread to produce fextiles and weaving with words to produce poetry make
'silent material speak’; they are ‘material representation of audible, immaterial
speech’ (Bergren 1983: 72). Architectural theorist Jennifer Bloomer (1993)
agrees with Bergren with regard fo fextile/text being more than a substitute
for a lack of voice and enabling a resurfacing of the hidden and the repressed.
Bloomer (1993) adds that text is hardly ‘a transparent medium through which
speech or truth is expressed’ (p. 10), operating through allegories, cryptic
messages, and signs, just like other textual media such as hieroglyphs,
collages, etchings, and maps. We regard rewriting myths as another such
fextual practice that can resist established meanings. To conclude, we
illustrate our thesis of resistant silent practices through a depiction of our
myth rewriting and shadow performance.

Searching for silent practices through drawing and painting

During the workshop, drawing, painting, and writing were used as forms of
participation in the production of urban space, as means of performing those
spaces before listening fo authoritative stories and repeating established
meanings. The participants produced personal and collective knowledges of
the city's topography, streets, traditional and informal architecture, everyday
life, and ongoing urban transformation. We, as workshop organizers,
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conducted collective drawings with different materials and techniques
in specific locations, aiming to reveal those resistant knowledges of silent
practices. One of these locations was a Roman underground cistern from
the thirteenth century, Pisirici Kasteli, which was drawn with charcoal on a
fifty-centimeter-wide paper extending along the five-meter length of the
cistern's floor (Figure 3). The dim light and cool humid air of the sonorous
cistern were transferred onto the paper through a contrasting of the white
of the paper and the dark shades of the charcoal, faded and blurred at the
edges as it was smudged by the continuously moving hands and arms of the
drawers. After a few minutes, participants rotated around the paper clockwise
and continued drawing where the previous participant left off. Participants’
initial hesitation and insecurity about drawing faded away as they modified
an already existing drawing, a similar approach to retelling an existing myth.
The rotation repeated a couple of more times, and individual drawings
transformed into a collective one, gaining a common language since all the
students were involved in every part of the drawing. The print of the floor
tiles, the humid air, the pressure of participants’ bodies, and the residues
of their hands all found their way onto the drawing paper. Reciprocally,
the dust of the floor and the charcoal gathered on the participants’ hands
and clothes. This reminds us that the performance of fouch, as feminist and
queer theorist Sara Ahmed (2004) points out, is sticky. TW]hat sticks “shows
us” where the object has traveled through what it has gathered onfto its
surface, gatherings that become a part of the object, and call intfo question
its integrity as an object’ (Ahmed 2004: 91). The cistern, the drawing, and

Figure 3. Collective charcoal
drawing practice at Pisirici
Kasteli. © Aslihan Senel, Ece
Yetim, all rights reserved,
published with permission.
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our bodies exchanged materials and affected each other; such experiences
would be carried over in different forms to the final performance.

Moving on from the underground, participants were brought fo
the busiest square of the city during rush hour. They were asked fo make a
blind contour drawing of this place, not looking at what they were drawing
while continuously drawing what they saw (which in this case was rapidly
moving people and vehicles) (Figure 4). Our standing point overlooking this
square was along a wall that acted as a table for another five-meter-long
drawing paper. The performance of drawing intrigued pedestrians, who
paused what they were doing and started checking out the drawings, even
giving participants some feedback. Therefore, the act of drawing became
not only a communication medium with the pedestrians but also a bodily
intervention into the daily routine of the urban space. For another task, the
participants had to use a scratchboard drawing technique where they painted
layers of oil pastel and scraped the upper layer fo create various textures.
They were expected to reflect urban texture from one of the highest points
of historical Gaziantep, the Center for Gaziantep Research. As they scratched
into the paper, they brought out both the texture of the medium (paper) and
the confent (site). Therefore, the haptic experience of painting/scratching
also added another layer of the information accumulated from the site.
Texture painting/scratching was followed by a visit to the Zeugma Mosaic
Museum, where the participants collected and drew narratives linking places,
objects, and characters that would be used during the performance later on.

Figure 4. Collective blind
contour drawing practice at
Suburcu Street. © Aslihan
Senel, Ece Yetim, all rights
reserved, published with
permission.

The February Journal 144




Shadowing Silence: A Spatial Rewriting of Myths and Fairytales

We believe that these representation techniques respond to
the authorities’ urban planning strategy. The government's undemocratic
urbanization policies are radically transforming the city's vernacular
architecture, homogenizing both the urban texture and the city’s demography.
Moreover, the tension related to the Syrian refugee crisis and the authorities’
xenophobic scapegoating create another layer and add another problem to
the socio-political setting of the city. The scratchboard drawing fechnique
brings out hidden and unexpected textures both literally and figuratively,
whether that be a color underneath many others, several-thousand-year-old
Roman mosaics, or even the diversity of ethnicities that exist in the same
region (Figure 5). The blind contour continuous line fechnique challenged the
hierarchical approaches in urban planning that result in control, segregation,
and destruction of those regarded as inferior. In the drawing, a line follows,
links, and superposes the contours of bodies. There is no separation
between objects and subjects, living and nonliving, human and non-human,
and foreground and background. This kind of drawing suggests a non-
hierarchical and dynamic understanding of the environment and allows all to
exist together (Figure 6). The charcoal drawing suggests a multiple view of a
place. Different perspectives are drawn simultaneously, negotiating space on
the surface of the paper and allowing for articulation through the openness
of unfinished lines, while the blurry edges of lines and clouds of charcoal
smudges foster the viewer's imagination (Figure 7). We suggest this technique  Figure 5. Scratchboard
as a critique of top-down, unifying urban planning strategies. drawings showing views of
" . . . . the city of Gaziantep from
In addition to the drawings' techniques, their locations are . icrrace of the Center for
important for understanding the city and its past and present myths, Gazianfep Research. © The

. . . e s workshop participants, all
which are employed to silence multiple cultures, ethnicities, genders, " e h

and spatialities. The Roman cistern where we did the charcoal drawing is permission.
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Figure 6. Detail of the
collective blind contour

known as a kasfel; it is part of a great underground network connected ,
drawing. © The workshop

to almost every house through tunnels called livas (Yamag and Egrikavuk  ,articipants, all rights
2013). More than supplying fresh water to every household, it literally creates  reserved, used with
an underground solidarity for women, where they unite and connect while permission.
doing laundry; meanwhile, their kids play in the pools during hot summer  Figure 7. Detail of the
days. Modern scholarly myths of the contemporary city, as political scientist ;:}'L‘:i;ii:agofg:rawmg'
Elif Ekin Aksit (2011) suggests in the context of hammams, have claimed workshop participants, all
traditional public baths to be the opposite of healthy, modern, and rational ~fights reserved, used with
ways of living associated with large open squares for public activities and permission:
individual bathrooms at apartment flats. The demeaning of historical public
baths in the modern culture of Turkey results in a binary thinking of public
and private spaces, conceived as male and female spheres respectively. In
the same context, kasfels are mostly abandoned today and regarded as
fourist sights. It may be argued that women's public presence and socializing
without consumption (as in contemporary shopping malls) is significantly
discouraged through the lack of variety of public spaces. Our charcoal
drawing aimed to capture the spatial and material qualities that allowed
women a public presence in the old days.

The site of the blind contour drawing was one of the busiest
squares in the historical center of Gaziantep. This square is formed at a
clearing on Suburcu Street that provides an occasional rest stop on this
commercial street leading fo the trade center at one end and governmental
buildings at the other. This part of the historical city went through an
extensive renovation process in the 2000s. This renovation aimed to assert a
cosmopolitan urban identity, yet as sociologists Meltem Karadag and Senay
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Leyla Kuzu (2018) argue, it actually resulted in a social transformation in
favor of more elite city dwellers and tourists instead of the inhabitants of
surrounding relatively impoverished neighborhoods. As Kuzu (2020) points
out, among those who are excluded from the public spaces in the historical
city center are mostly Syrian refugees, specifically women, who either
chose tfo stay silent to blend in or have no means of access fo those places.
Our drawing practice at this small central square allowed us to observe
the spatiotemporality of everyday life and the passers-by rushing between
official buildings and shops. It also made us question the ways in which
exclusion from public space and segregation works by silencing certain
voices through a constructed myth of cosmopolitanism.

The Center for Gaziantep Research, at which we completed the
scratchboard drawing practice, is located in one of the oldest residential
neighborhoods of Gaziantep, Bey Mahallesi. Refurbished to commemorate
an elite Turkish Gaziantep politician, Ali Ihsan Gégiis, the historical house
in which the research center resides is one of the many former Armenian
houses in this neighborhood. The center is surrounded by other newly
restored former minority houses, which are now museums, hotels, and cafes.
As Karadagd (2011) reminds us, the restoration process works as an erasure
of the former Armenian history. From the terrace of the research center, one
can see courtyards behind the high stone walls along the labyrinthine streets;
the former Armenian Apostolic Church, which was converted info Kurtulus
Mosque in 1980s; the urban regeneration taking place on the outskirts of
the historical city; and new high-rise apartment blocks in the background.
The scratchboard process invited participants to slow down and look from a
distance at the diversity of spaces that make up this city.

The last location of the workshop was the new Gaziantep Mosaic
Museum, which is a large-scale contemporary building on the ring road at the
edge of an industrial district. While the museum is advertised as the largest
mosaic museum in Europe, conserving the remarkable Roman archaeological
heritage, it was built, as urban studies scholar Tahire Eman (2013) reminds us,
by demolishing the modern architectural heritage of a state tobacco factory.
The contrast between the large, aluminum-clad building of the museum and
the surrounding low-rise and weary concrete urban texture is striking. Today,
the area is under the pressure of urban regeneration without a proper plan
for sustaining its socio-spatial life. The process of collecting and articulating
narratives using fragments of archeological findings, the museum'’s building
parts, and the surrounding urban views led us to question the homogenizing
urban policies and history-making attempts (contemporary myths) of the
authorities.

Rewriting myths and shadow performing as ways of ‘listening to' silences

In addition to specific drawing activities and field trips, the third pillar of the
workshop consisted in finding out about city myths, fairytales, and hearsay
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with the aim of rewriting them. Interestingly, the urban space of Gaziantep
is concentrated with such narratives. For example, the Roman underground
infrastructure is the source of many mysterious, hilarious, and troubling
stories on real and imagined links between places and people. The fombs
of Islamic holy figures are plenty within and around the city (Durma 2005).
Most of them are associated with stories of certain miraculous events and
powers. It is not unlikely that these religiously significant places have been
similarly meaningful for the previous societies that lived on these lands. In a
recent archeological finding, one of the tombs, the Father Diilik Tomb, was
traced back to the temple of Jupiter Dolichenus, which was found at the same
location (Winter and Blédmer 2018). Father Diillk is associated with the Roman
Semitic storm god Hadad, the Hittite Tesup, Jupiter Dolichenus, and Zeus, all
of which are believed to give power to young men.

The city reasserted its identity through heroic figures and
victorious fights from the time of the 1919—22 Turkish War of Independence,
when Gaziantep was occupied by French troops. Firstly, the combinatory
name of the city was formed in 1921 with the addition of the word gazi,
which means ‘veteran' in Turkish. The traces of gunfire on the former Kendirli
Catholic Armenian Church, which was used as a French base during the
Independence War, the neighborhoods and streets named after the civil
heroes of the war (e.g. Sehitkamil, Karayilan), and the city's war museums
(the Museum of Gaziantep Defense And Heroism Panorama, the Sahinbey
Museum of National Struggle) are continuous reminders of this victorious
past. War memorials are still being constructed, such as the Memorial for the
Martyred Women of the War that was erected in 2016. More contemporary
myths claim economic growth through tourism and construction industries.
For example, a mosaic that is a partial portrait of a 'Gypsy Girl' is used
fo generate mystery, excitement, and interest at the mosaic museum.
Reproductions of this incomplete image support the identity of Gaziantep as
an archaeological heritage site (Savas 2019; Tanaka 2015). The unique cuisine
of the city and the need for new high-rise apartment blocks are some of
the contemporary myths that support authenticity and modernity as new
identities produced for the city's stake in global fourism and the economy.

Myth, with regard to a place, is produced by two specific
processes: one by the authorities through dominant representations and
selective conservation and construction practices, and the other by people
through attaching meanings and emotions fo certain places and reproducing
them by means of hearsay, fairy tales, folk music, and the like. Here, we
include in our work ancient and historical foundational myths about how the
city is established the way it is, more recent ideological ones about the urban
identity that is adopted in times of conflict and crises in order to provide
a collective drive for the society to live and build the city, and everyday
material reminders of conflicts and collaborations in urban life found in
modern mythical narratives, like those Roland Barthes (1957/1991) has
written about. Myths work as an affective infrastructure for society, linking
in a supportive manner different times, people, animals, objects, and places.
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Cultural geographer Yi-Fu Tuan (1991) defines myths as people’s way of giving
meaning to places, transforming them into significant presences for a society
by naming and storytelling. Myths, as Tuan suggests, have this transformative
power because of their foundational character, which seeks to explain the
ways in which society operates, and thus strengthen one's bond 1o a place.

Without forgetting the oppressive agency of myths, which we
discuss in detail below, it is worth acknowledging their potential to regard
a place as an unchronological, more-than-human assemblage that supports
collective life in a place by providing bonds among different cultures and
times and imagining other possible bonds. For example, in Gaziantep, water
myths bring to mind the more-than-human assemblages that accommodate
urban life. In urban space, we continuously come across infrastructures of
transportation and distribution of water: drainage, and irrigation systems such
as kastels in public space; pools and wells in the courtyards of houses; modern-
day municipal clean water and sewage systems and their manhole covers
visible on the roads. There are many place names that refer to infrastructures
that are non-existent today, such as Suburcu (meaning ‘water fower’ in
Turkish) Street and Kastelbasi (head of a kasfel/water structure) Street. There
are narratives about the efficiency of old infrastructures for separating clean
and used water, about children wandering from under one house to another
through underground water pipes, and about socialization along the Alleben
River and at kastels (Erdal 2010: 64—69). While the stories about thriving public
space are told like myths, urban regeneration projects transformed those
narrated sites info mere touristic consumption. Today, children of the poor
neighborhoods of Sehitkamil play at the edge of a ‘rehabilitated’ riverbed,
and the municipal swimming pool provides a structured public practice.
There are narratives about earlier urban agricultural practices along the
Alleben River. Mythological characters like Oceanus and Tethys, who are the
prolific ancestors and guardians of waters on earth, together with other water
creatures on the walls of Roman houses and in the mosaics at the museum,
are constant reminders of human and non-human collaborations. All these
narratives and material reminders of myths in the city, we argue, referring
fo anthropologist Anna Tsing (2015), remind us of enfanglements between
human and nonhuman, everyday practices and ideological strategies, and
past infrastructures with present habits of living. Our shadow play aimed to
refer to these enfanglements through performing water in different forms
(as wavering or flowing colored lights, as swishing sounds made by ruffling
plastic bags between hands, as textures created by shadows of crinkled
tracing paper) and with different agencies (moving between scenes as the
character of Tethys to disable and enable others in their practices of sustaining
urban life, connecting the city's old and contemporary buildings from the
underground by being a fixture in different scenes).

Three sources formed the basis of our myth-rewriting for the
final shadow play performance: corporeal knowledge produced through our
drawing activities and field trips; the myths, fairytales, and hearsay of the
city we collected; and our research on socio-spatial urban transformation.
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The continuous movement in the final performance between the underworld
and the contemporary city reminds us of our visits fo underground kasfels
and hearing numerous stories from the locals about the underground
infrastructure. The rich fextures in the scenes drew on the ones collected from
the city through the charcoal drawing and engraving. The heroic characters
that Gaziantep's place names continuously reminded us of played a significant
role in the process of our myth-rewriting, which questioned existing male
national heroes, especially the renowned Karayilan (Blacksnake).? The main
character from the city's epic poem about the French occupation in WWI was
analyzed and rethought from an antiheroic perspective. In our performance,
Karayillan becomes a snake that collaborates with other characters to keep
the city floating on the waters, yet forgets its mission while playing in the
pool of a kasfel.

The myth-rewriting during the workshop consisted of a discussion
of existing myths and a collective roundtable rewriting following the
aforementioned drawing practices, visits, and research. Existing myths were
questioned for their hegemonic, nationalistic, and violent content. Each
participant proposed a sentence that responded to the previous participant's
one. There were some rules for proposing sentences for our attempt to
retell the myths of the city: there are going fo be no heroes or violence;
no hierarchies would be created between genders or species; everyday and
insignificant events will be told to acknowledge forgotten stories; and the plot
would encourage a more just city for its inhabitants. As organizers, we—when
it was our turn to speak—postponed the ending by adding new events and
characters, and introduced plot twists to make the participants think further.

The story starts with a scene of a public picnic on the banks of
the river, which is a common memory articulated by citizens during our
workshop. Today, the area has been transformed into a public park and the
river rehabilitated for people to visit in a more structured way at a swimming
pool, a shopping mall, and exhibition halls. In the story, a drought drives
the citizens to seek help from the national heroes of the Independence War,
Sahinbey and Karayilan (Blacksnake), who lose their way and get separated in
the underworld, which is ruled by Tethys, the materialization of rivers (Figures
8, 9). Sahinbey then tries to seek help from the citizens by opening up the
underground waterways that reach up to and connect all houses in the city.
Our myth makes the heroes vulnerable, and victims become agents who act
for their rescue. The citizens let their children down into the narrow wells on
ropes, which are eventually entangled and must be cut, releasing the children
into the waters to get lost in the underworld. The children are claimed by
Tethys to swim and play joyfully for the rest of their lives. Syrian refugee
children, who want to play along the river despite the administrations’
attempts at banning such activities, are implied here. Sahinbey digs his way
up fo a kastel and meets the long-gone minority citizens, who then help him
to build winding stairs up to find the Titan partner of Tethys, Oceanus, and to
bring them fogether to solve the ecological crises that caused the drought in
the first instance (Figures 10, 11).
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Figure 8. A scene from the
Spatialized Myths shadow
play showing Sahinbey and
Karayilan (Blacksnake) in
the underworld. © Aslihan
Senel, Ece Yetim, all rights
reserved, published with
permission.

Figure 9. A scene from the
Spatialized Myths shadow
play showing Sahinbey
talking to Tethys, Titan of
rivers. © Aslihan Senel, Ece
Yetim, all rights reserved,
published with permission.

Figure 10. A scene from
the Spatialized Myths
shadow play showing
Sahinbey talking to the
minority citizens. © Aslihan
Senel, Ece Yetim, all rights
reserved, published with
permission.

Figure 11. A scene from the
Spatialized Myths shadow
play showing the buildings
of Gaziantep. © Aslihan
Senel, Ece Yetim, all rights
reserved, published with
permission.

Historians often refer to the early twentieth-century displacement
of Armenians, who were most of the city's builders and craftspeople, as
a great loss in terms of architecture and artifacts in addition to the loss
of multiculturalism. The workshop's story presents minorities as builders of
stairs who provide the city with a possibility of survival, yet, in reality, that
multiplicity of possibilities has already been lost. So, instead of finding a
possible solution to the crises, Sahinbey could only reach out to a well-
known antihero in fairytales, Cilali Cengi (Glossy Dancer), a queer figure who
dances in order to turn people's worries into joy (Figures 12, 13). Sahinbey
offers Gaziantep's trademark dessert, baklava, to the dancer. The dessert
is an important part of the contemporary authentic identity of Gaziantep,
as mentioned above. Today, culinary day trips to the city are quite popular,
yet because of tourism, the informal residential buildings along the airport
road are being demolished to build high-rise apartment blocks (Karadagd
2011: 402).

In the story, the relation between myths and spatial tfransformation
is referred to with a plot twist where the dessert that is said fo consist of
forty layers metamorphizes info apartment blocks with forty floors. The
dancer complicates the conditions rather than solving the problem. The new
myths of modern identity are implied in the story to have worsened the
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Figure 12. A scene from the
Spatialized Myths shadow
play showing Sahinbey
asking for help from Cilali
Cengi (Glossy Dancer). ©
Aslihan Senel, Ece Yetim, all
rights reserved, published
with permission.

Figure 13. A scene from

the Spatialized Myths
shadow play showing layers
of Gaziantep. © Aslihan
Senel, Ece Yetim, all rights
reserved, published with
permission.

ecological crises. The last scene depicts Gaziantep's urban sprawl of the
last decades using the lengthening shadows cast by blocks (Figures 14, 15).
When Oceanus's anger is aroused, the growing blocks and dark clouds,
which capture the water that is missing in the first scene, spread over the
city. This evokes extreme weather events, which are argued to be a result
of imbalances in the urban ecosystem. Our myth is left unfinished, and
the ending is unknown, inviting the viewers to complete it with their own
multiple speculations, unlike in the didactic and imposing traditional myths
(Figures 16, 17).

Our rewriting of myth uses humor to point to those who are
silenced in the process of rapid neoliberal urbanization, non-humans,
vulnerable people who are deprived of public spaces, and minorities who
have had tfo leave the city. As feminist thinker Helene Cixous (2009) points
out, 'The myth poets of Antiquity knew what they were doing: they were
putting to fable the socio-political structures of their civilization' (p. 16). Our
story used the structure of classical myths to embed poor redevelopment
politics, forced evictions, mass housing monopoly (TOKI), and the Syrian
refugee problems into the myth retold. The rewriting of myths, we argue,
allows us tfo raise criticism against authoritarian administrations and
speculate on other ways of setting up the present.

Figure 14. A scene from
the Spatialized Myths
shadow play showing
Oceanus’ anger and the
clouds covering the city
of Gaziantep. © Aslihan
Senel, Ece Yetim, all rights
reserved, published with
permission.

Figure 15. A scene from the
Spatialized Myths shadow
play showing Karayilan
(Blacksnake) playing
(courtesy of the authors).
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Figure 16. Audience
watching the Spatialized
Myths shadow play. ©
Aslihan Senel, Ece Yetim, all
rights reserved, published
with permission.

Figure 17. Audience
watching the Spatialized
Myths shadow play. ©
Aslihan Senel, Ece Yetim, all
rights reserved, published
with permission.

The contemporary world deems myths and fairytales futile, the
opposite of rational thinking. The reason for this, as literary critic Susan Sellers
(2001: 21, 23) points out, are the condescending views towards myths as being
false, primitive, and pre-scientific in texts dating from classical Greece to the
natural sciences of the Enlightenment. Historically, logos came to mean truth,
reason, meaning, mind, thought, and speech, and to refer to the masculine
qualities, while myfhos refers to something unreal and fantastical—the Other
of logos. Structuralist studies of the twentieth century, however, tend to
regard myths and fairytales as functional keys to analyzing the ideologies that
underpin a society’s understandings and cultural production. Sellers (2001: 22)
points out the ways in which both the narrative content and the operation
of myths and fairytales are set in the established binary oppositions that
structure patriarchal societies. Those binary oppositions, as widely argued by
poststructuralist and feminist thinkers (Grosz 1994; Jay 1981; Prokhovnik 1999),
suggest a hierarchy between the two opposites in order to privilege one over
the other, which is suppressed, devalued, and even left unmarked, a mere
negative of the dominant one. As examples, we may think of the dichotomies
of men-women, mind-body, speech-silence, and creation-reproduction. In
the content of myths, one may find misogynistic narratives that depend on
those binaries, such as the Medusa myth, in which the female is associated
with danger and evil; violent and deprecating ones, as in the Odysseus myth,
where women are possessions to be gained and discarded with no initiative
of their own; and ones silencing women, as in the myth of Philomela, whose
fongue is cut fo prevent her from saying that she was raped and who still
finds a way to expresses herself through weaving instead of speaking.

Feminist thinkers suggest that the misogyny and deprecating
hierarchies of classical myths continue in other forms in knowledge production
and societal relationships through the scientific narratives of enlightenment,
modernism, and the contemporary world. For example, through a reading
of feminist philosopher Elizabeth Potter's critique of enlightenment natural
scientist Robert Boyle's studies, feminist philosopher Donna Haraway (2018)
reminds us that women were left out of knowledge production in modern
science through empirical experiments' implicit construction of the modest,
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reliable witness as male. As such, rational scientific knowledge may be
regarded as a fiction that we were made to listen to through so many sources
that we started fo believe it. Yet Haraway (2018) suggests that the only
possible way to produce alternatives to the patriarchal totalizing knowledge is
still through telling stories: ‘There is no way out of stories; but no matter what
the One-Eyed Father says, there are many possible structures, not to mention
contents, of narration. Changing the stories, in both material and semiotic
senses, is a modest intervention worth making’ (p. 44—45). Haraway (2016)
herself practices such storytelling throughout her works (she calls her stories
‘speculative fabulations'), narrating human and non-human entanglements to
question traditional human-centric knowledge patterns. However, Haraway
does not aim to diminish the world to mere stories and myths; her project is
fo reveal the ways in which the material and the discursive are simultaneously
produced and transformed by each other. The act of mythmaking, for
Haraway, is an embodied practice, in which one is aware of one's multiple,
fragmented, and situated perspective. This is significantly different from the
traditional myths that assume an all-knowing stance.

Like Haraway, feminist philosopher Rosi Braidotti (2002) urges us
to consider the embedded and embodied character of myths. According to
Braidotti, myths may be transformative when told with ethical responsibility.
As Braidotti (2002) points out, mythmaking may challenge both the
established facts and fixed subjectivities: ‘Narrativity is a crucial binding force
here, but | interpret it as a collective, politically-invested process of sharing
in and contributing to the making of myths, operational fictions, significant
figurations of the kind of subjects we are in the process of becoming’ (p. 21—22).
Braidotti calls for a collective effort o question the unitary subject positions
imposed on us through logos and its rational systems of thought. Baidotti
offers instead the myth of a 'nomadic subject’ as a non-unitary, dynamically
changing position, which takes a political stance ‘by injecting affectivity, self-
reflexivity and joy in the political exercise’ rather than committing to morals
of ‘decency, social justice and human rights' (p. 61). Braidotti warns us that
these values may also be rationalized as beliefs and policies, even though
they are initially driven by a desire that cannot be structured and dismissed.
Braidotti's nomadic subject allows us to consider the irrationality of myths fo
take a position against the oppressing logos, thought, and action driven by
so-called scientific rationality.

Héléne Cixous (2009), well known for her political project of
advocating for a feminine positioning through laughter and irrationality,
points to the kind of freedom the myths may provide:

‘There's an extraordinary freedom in myth, one can do the impossible: when one is dead, one comes
back, one can go back down to hell, efc. [...] Everybody pays, including the gods who are supposed
not fo pay, that is to say, the main gods, the father gods. It's very “moral,” after all: totally immoral, but
of an immorality which constantly comes with some sort of ethical retribution. | dare say that when the
Greeks and the Romans were living it, it must have helped them a lot, nothing being stable, nothing

being irreversible since there can be a return, even if it's very short-lived. The blind see’ (p. 17)
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The existing potentials of myths, as Cixous points out, may be
reversibility, dynamism, and ethical retribution. This optimistic view of myths,
however, should not deceive us into thinking Cixous's position passively
accepts the myths as they are. On the contrary, Cixous suggests questioning
their established dichotomies, and rewriting myths and fairytales in order
fo inscribe alternative modes of being and relating within the world. For
example, in ‘Three Steps on the Ladder of Writing,' Cixous (1993/2012:
199—205) rewrites the tale of the king's daughters who are assumed tfo be
passive while kept in their rooms at nights by their father. The daughters wear
out their shoes by running away at nights from under their bed. As Cixous
argues, wearing out shoes is an act of rebellion against the stability expected
of sleeping/dreaming and of women's bodies in general. Cixous's rewriting
of the tale suggests that dreaming, a seemingly passive activity, is instead
corporeal, something we experience with our bodies. While the fairytale
associates the interior with the female and dreaming, the rewriting shatters
the way we perceive dichotomies of walking and dreaming (of walking),
exterior and interior, and body and mind. Hereby, Cixous claims that, like
dreaming, writing is an active production.

Drawing on feminist criticism and practice, we argue that rewriting
myths and fairytales may exceed rational binary orders, including the
foundation of the totalizing logos in contrast to the unreliable, irrational
mythos. Our interest in rewriting myths and fairytales comes from a desire
to address individual urban experiences and resistance fo rapid, large-
scale transformations of the city under the influence of neoliberal policies
and oppressive administrations. We are aware of the limits of our bodies
(individual and collective), so we acknowledge the capacities of our bodies
in every stage of this project, from the first drawing practices to the rewriting
of myths and fairytales and then the performance. Mythmaking, for us, is a
material discursive practice that transforms us as subjects during the process.
By adding playfulness and wit, we aim fo transcend structured patterns of
thought.

Since the performative medium of our myth-rewriting was shadow
play, the performers disappeared into the dark during the performance,
which helped collective participation to emerge. Performers composed
each scene together on a makeshift curtain wall. Each performance altered
the myth slightly, as the performers improvised lighting, movements, and
sound-making in reaction fo each other and the audience. The possibility of
difference is a necessity for performativity. This difference is created every
day in the use of language. For instance, as philosopher of language J. L.
Austin (1961: 12) argues, making an utterance is doing something rather than
merely saying something. Austin reminds us that speaking activates the words
and infentions of the speaker; it puts them in a context, and the cultural
codes shared by the speaker and listener take them around the world of
meanings. The distinction between performance and performativity is crucial
for understanding the ways in which storytelling works in a creative and
critical way in our shadow play. Performativity is defined by cultural theorist
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and video artist Mieke Bal (2002: 175—212) as the probability of participation
of various subjects in a performance. An execution of a performance brings it
out from a personal space to an intersubjective space. Performances can only
be performative when the embodied memory of the subject is awakened.
Performativeness needs to be deliberately sought in this case.

Unlike its precedents in traditional shadow plays, ours was distinctive
in form and representation. The form of the stage was circular. Because the
workshop space was an abandoned synagogue,® we transformed the center
platform, the bimah, into a stage in order to appreciate the memory of the
space and its history. The stage's circular form not only enables the storyline
fo unfold physically on a continuous surface, but also draws the audience into
the story by gesturing to them bodily to accompany the story. Therefore, the
myth-rewriting transformed info an interactive performance which respects
the recollection of the space. In addition, representation became a very
essential aspect of the show. The city was revealed in plans and sections
through participants’ experiences of its topography, historical silhouette, and
underground structure network in order to create a site-specific myth. Then,
participants designed props with different textures and opacities to create
a between contrast the subjects and the background. They used multiple
flashlights to produce a depth of shadows and multilayered collection of
information on-site.

Silence can be asserted by urban spatial strategies such as naming
places, repurposing buildings, structuring what can be done in public space,
and demolishing the heterogeneous parts of old neighborhoods to construct
unifying large-scale buildings. These material spatial strategies are often
paralleled by discursive ones which tell the story of the sovereign by silencing
the multiplicity. But silence can also be a spatial resistance tactic for the
suppressed, like living at the margins and building in small sizes and with
multiple materials while negotiating their surrounding conditions as in the
slums. Our practice of rewriting the myths and fairytales of Gaziantep referred
fo the strategies of silencing through subverting their literary techniques,
including by making antiheroes, telling ordinary and forgotten stories, and
leaving plots fragmented and unfinished. The retold myth partially achieved
this aim, as our process was a constant negotiation within the group.
Heroes and big sensational events were still enticing for the group, and
their appearance in the play became inevitable. Yet, they were challenged
continuously by plot twists and humorous elements. Since this workshop also
had a pedagogical aim, it was important for us to allow freedom of voice
and possibilities for collective and individual subjectivities to emerge. So, we
refrained from imposing our own opinions, but pushed students towards self-
exploration. What was more experimental for us was suggesting spatial tactics
for the silence to be heard, rather than filling the space of the others with
our (academics and students’, workshop organizers and participants’) voices,
which could still find opportunity to be expressed. The performativeness of
our drawing practices, rewriting, and shadow play provided an open space
for others to participate with multiple voices and interpretations. The drawing
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practices and the transferring of our embodied knowledges through shadow
play suggested a pre-linguistic acknowledgement of multiplicity and spatiality
of voices and silences. This experience showed us that each voice and each
silence spatialize in its unique way. We learned that there are different kinds
of silences. Not all silences are imposed by the authorities: we may also
recognize resistant, partially imposed, and other kinds of silence. Our aim
here was hardly to define silences or capture their whole stories, not that
we believe these can ever be done. Nor do we suppose it is possible fo end
the silencing practices of the authorities in the built environment. Rather, we
practiced more sensitive ways of understanding silence and suggested giving
it a space of expression. As Cixous (1981/2012) says, we ‘write to read better’
(p- 98). We fell to listen better.

1. The workshop was co-organized with local academic and architect Esra
Gurbuz, with the participation of architecture bachelor's students from
various universities around Turkey (Asena Gézde Altinel, Asiye Koral,
Bartu Karagdz, Cahit Canberk Andac, Ekin Unli, Elif Keser, Emre Giinel,
Merve Biyik, Miberra Sen, Sema Seker, and Tamar Zorlu) organized by
UMOB (National Association of Students of Architecture).

2. Poet Nazim Hikmet (1939—41/2002) tells the story of Karayilan as that
of a young person who hides from the French troops until, one day,
he witnesses death and revolts against the occupation of the city. He
becomes a hero for the citizens, representing inner courage found in
desperate times.

3. Gaziantep Synagogue was transformed into a Cultural Center by the
government after its restoration in 2012 (Glileryliz 2012). The synagogue
had been left to ruin for 40 years after the Jewish population left the
city during the 1970s. Due to the nationalist politics and xenophobic
regulations of the governments in Turkey, the majority of the Jewish
community left the city between 1920s and 1960s (Sanh 2019: 27—-29).
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Book review

Santos L (ed) (2023) Cultures of Silence: The
Power of Untold Narratives. London and New
York, Routledge. ISBN 978-1-032-07170-1

Aleksandr Veselov

This book is an ambitious attempt to provide insights into and the necessary
context for the field of research on cultural practices where silence can be
utilized as both a tool of oppression and an instrument of resistance. Such an
approach to silence clearly distinguishes this work from earlier ones, in which
silence is mostly considered either as a cultural/language practice (Crapanzano
2004; Hall 1959; Merleau-Ponty 1965) or as a consequence of trauma/suffering
(Alexander 2004; Edkins 2003; Kidron 2020). By contrast, the volume's
contributors examine the political dimension of silence—which first manifested
itself in full force in Madness and Civilization: A History of Insanity in the Age
of Reason (Foucault 1965) and Writing and Difference (Derrida 1978)—viewing
it through the prism of gender, body, race, nature, and art.

Among the volume's contributors are specialists in contemporary art,
mental health, culture studies, queer studies, and gender studies. Each of them
looks at the phenomenon of silence through the lens of their own knowledge
and expertise. The outcome of this interdisciplinary fusion is presented in the
form of 11 chapters organized into three sections: (Embodied) Silence and
memory,’ '(Imposed) Silence and identity,” and ‘(Acts of) Silence and resistance,’
with a preface and a conclusion.

In the preface, the book’s editor, Luisa Santos, immerses the reader
in the context of the study and provides necessary editorial comments on each
chapfer.

Part | of the book opens with a chapter entitled ‘Artistic (self-)
decoloniality and artistic (self-)}empowerment’ by Ana Fabiola Mauricio.
Through a critique of postcolonialism, the author shows that this well-meaning
mode of discourse imposes on an individual from an oppressed group a kind
of responsibility to be that group’s voice and representative. Continuing this
line of thought and building on Edward Said (1994), Mauricio argues that an
individual is first and foremost a unique human being, and only afterwards is
she a representative of a group. As evidence, Mauricio provides arguments
she develops while analyzing works by the Angolan-Dutch artist Lola Keyezua.
The artist's works, according to Mauricio, are an important example of how an
individual should speak on behalf of herself, overcoming silence, forming her
own space of action and expression, and breaking with the imposed images
and structures, through which power, culture, and society are only willing
fo conduct a dialogue by refusing to engage with the individual directly.

This approach allows one fo uncover stories that would normally
remain silenced, since postcolonialism, by imposing on an individual the
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role of a group's representative, does not allow the cosmolocal world of that
individual to open up, leaving it in the shadow of reticence. Mauricio believes
that by revealing the cosmolocal worlds and developing new methods
of self-decolonialization, individuals will finally be able fo go beyond the
expectations of others, express themselves independently, and commence
creating authentic decolonial art, thought, science, and similar. Working
together and breaching silence, people will create a space of pluversality
that will allow them to move forward by breaking down the stereotypes
associated with certain groups. Moreover, they will be able to reinvent ways
of dealing with trauma that do not stifle it but generate strength to overcome
the traumatic experience.

Diana Gongalves, in her chapter entitled ‘The sound of silence
in the age of man,’ focuses on ecological aspects of silence. Concerned with
environmental issues and the loss of sounds important to the planet's ecology,
the author invites the reader to focus not on the ‘human voices' represented
in literature and art, but on voices in the direct sense of the word, that is,
on how nature speaks and what it tells people—or rather, what its silence
conveys. For this purpose, Gongalves analyzes how people treat our planet
as well as how they relate to each other and to their environment. Examining
the documentary Racing Extinction (2015) by Louie Psihoyos, Gongalves
argues that nature’s seeming silence is deceptive. Nature is not silent, it makes
a great number of sounds at any given moment, but in the Anthropocene,
humans stopped hearing them. This has been facilitated by the emergence
of a ‘culture of noise’ that muffles the sounds of nature with noise from
human activity. This is why people have not only stopped hearing nature
but even become tonally deaf to it (Krause 2016). At the same time, with the
ever-expanding phenomenon of species extinction, nature itself becomes
‘deafeningly silent, dramatically altering the experience of perceiving the
same soundscapes over time. Gongalves insists that the unwillingness to hear
an increasingly silenced nature leads to disastrous consequences in the
form of refusing to establish a dialogue with it, hear its cries of despair, and
respond fo these calls for help. Moreover, the author argues that a similar
process is taking place among people: more and more communities and
villages disappear; more and more human voices are fading into oblivion.

Hannah Klaubert continues the ecological theme in her chapter
called ‘Ecocritical perspectives on nuclear silence. Listening across multiple
scales,’ where she offers a ‘'nuclear perspective’ on silence. Klaubert's approach
draws on Haig Khatchadourian's (2015) How fo Do Things with Silence,
in which the author criticizes the existing view on silence as anthropocentric.
Khatchadourian insists that silence, according to this view, usually refers
to something one cannot hear; it is thus perceived not only as anything that is
outside the very limited perception of the human ear, but also as everything
that is determined by one's perception and understanding of what silence is.
Klaubert analyzes both this anthropocentric understanding of silence and the
related politics of listening fo what one understands by sound. To this end, she
suggests looking at silence as a question, the possibility of listening as such,
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which inevitably emerges when a listener discovers the existence of silence. In
order fo do so, Klaubert examines various artworks and literary texts dealing
with nuclear issues, studying expressions of two instances within the chosen
theoretical framework, namely: silence as a refusal fo speak as well as the
possibility of hearing the voices of others, and silence as a problem, in the
context of the scale of humanly perceived sound. The author concludes that
in order to prevent the world from becoming completely mute, which in the
age of nuclear technology can only mean the onset of death, humankind
needs to continuously listen to and interpret both the sounds and the silences
that accompany them.

Part Il, ‘(Imposed) Silence and identity, starts with a chapter
entitled ‘Burning silence in the country house: On colonial torchéres at Betlér
Manor,’" by Rado Istok. In this text, IStok examines a pair of forchéres in the
shape of life-sized African men and other representations of Black people
in the former country house of the prosperous Andrassy family. The author
investigates the cultural and historical background underlying their creation
and analyzes this family’s role in Austro-Hungarian society. IStok notes that
manors were traditionally seen as objects of material culture, but in recent
years, influenced by what Sally-Anne Huxtable (2020) calls the ‘Downton Abbey
effect,’ the atfitude of visitors has changed: they have become increasingly
interested in both the personal stories of these houses' residents and the
events that took place in them. To break through decades of silence about
the representation of the manor's colonial past and fo create new narratives
that can replace this silence, IStok offers to examine artifacts through the
lens of the 'Downton Abbey effect. The author claims that since the creation
of torcheres, their installation in the manor, the theft of one of them in 2020,
and the subsequent removal of the remaining torchére, these artefacts have
been repeatedly resignified. The change in the position of the torchéres
in the manor clearly indicates, according to Istok, that this resignification was
carried out in response to changes in the political and social contexts. At the
same time, the author insists that the removal of the torchére should by no
means become part of the current agenda anchored in a policy of silencing
Europe's colonial past: it requires the creation of a narrative that breaks
through the silence about how colonialist and racist ideas were domesticated
and materialized in the Austro-Hungarian Empire and became part of its
history and everyday life.

Vlad Strukov, in his chapter ‘Queer silences. Art, sexuality, and
acoustic neuroma (the art of Samak Kosem)," argues that the processes of de-
colonizing and de-Europeanizing requires an understanding of the presence
of other centers of power and silencing. Therefore, o counter them more
effectively, it is necessary, Strukov believes, to rethink the resistance project
itself. In this regard, the author proposes to use radical contextualization,
understood as a place of silence which helps create new varieties of thinking
about humanity and freedom. To apply such contextualization, Strukov utilizes
two complementary terms: geopolitical scotoma and acoustic neuroma.
Geopolitical scotoma he understands as a situation when something
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prevents a person from perceiving something else, and the person has no
idea that this is the case. In turn, acoustic neuroma is a sudden realization
that something is interfering with one's perception. The author uses these
concepts to examine Samak Kosem's (2022) artworks set between social
sciences and art. Kosem is a part of an (in)visible gay community in Thailand;
their artworks are dedicated fo studying the experience of being a queer
Muslim in a Buddhist polygendered country. Throughout its history, this
country has been influenced both by its own ideas of sexuality, formed over
the centuries, and by the European colonial binary structure as well as the
contemporary Western ideas about LGBTQ+.

To explore this phenomenon, Kosem uses what they call 'non-
human ethnography'—Ilooking at something through the eyes of other Others,
the role of which the artist gives to stray sheep. Sheep (the unambiguously
readable symbol of sacrifice that comes from Abrahamic religions) are both
visible and invisible fo villagers because they do not belong to anyone, and
at the same time they are recognized by farmers as not being their own.
More specifically, sheep are simultaneously visible in everyday situations
and invisible to villagers because farmers do not care about their existence
(geopolitical scotoma) until something has happened (acoustic neuroma). The
use of ‘'non-human ethnography' allows, according to Strukov, to look at and
understand human societies beyond the colonial framework of knowledge
which, in its turn, helps break the silence around queer communities that
otherwise remain entirely in its realm.

Irene Flunser Pimentel's chapter ‘Silence as a weapon of power
within the context of the Portuguese dictatorship’ shows how the systems
of censorship and propaganda were evolving during the 48 years of the
Portuguese dictatorship. The author demonstrates how, through the imposition
of silence, the authorities were able fo maintain power for decades. The
dictatorship not only paid great attention to direct ideological indoctrination
of the population but also tried to remove from the zone of possible discussion
those topics and those people with whom the authorities could not cope
directly. Silence allowed for the imposition of passivity on Portuguese society
and erased from its horizon the appearance of any possible alternative to the
ruling regime. Without democratic sources of legitimacy at their disposal,
the group that had seized power in the country saw censorship as a tool
for legitimizing their actions, being guided, in the author's words, by the
principle ‘that which seems—is." Through such ‘visibility, the dictatorship
sought to shape for the people the kind of reality that representatives of the
dictatorship themselves wished to see.

However, as Flunser Pimentel shows, during all the years of the
dictatorship, the authorities failed to do so. Other political ideas and social
phenomena constantly seeped into the visible spectrum, and the authorities
began to combat them with tools of silence, by forbidding public mentions
of certain words, names, and events, as if they simply did not exist. To combat
these manifestations, the dictatorship used political police, who also made
extensive use of silencing, but in a different sense from the censorship

The February Journal 1 65



Aleksandr Veselov

bodies. The police tried fo be proactive and to silence those whom they
considered guilty of causing visible social and political problems, and for this
purpose they widely used various kinds of repression and torture. Returning
home, the representatives of the opposition did not wish to talk about what
had happened to them and extended the regime of silence to others. In
this hybrid way, through censorship and political police, Flunser Pimentel
concludes, the dictatorship imposed silence on the citizens of Portugal.

The next chapter, entitled ‘[Inaudible]. The politics of silence in the
work of Lawrence Abu Hamdan and Gabrielle Goliath,” by Sven Christian,
looks at publications of the indicated authors through Edward Said's
discussion of the silences of those who cannot represent themselves because
they have already been represented by someone else—someone who dares
to speak on their behalf. According to Christian, Said’s anti-representational
logic points to the existence of a space where there is a critical imbalance
of power for political agency. The author examines Gabrielle Goliath's
(2019) essay ‘A different kind of inhabitance: Invocation and the politics
of mourning in the performance work of Tracey Rose and Donna Kukama,’
pointing out the impossibility of agency construction based on the principle
of ‘comprehensible trauma,’ that is, the idea that traumatic experiences
of those who were directly tfraumatized can be understood as well as taken
on and shared by those who did not directly experience them. According
to Christian, the ‘comprehensible trauma’ principle leads to trauma being
appropriated, and, as a result, the conditional right to ‘speak on behalf of the
other' is seized by those who have not had the trauma.

However, Christian says that the incomprehensibility of trauma
makes it possible to produce work on the permanent self-construction
of subjectivity, which is the necessary basis for the emergence of political
agency. At the same time, and this conclusion is reached by the author
after examining Abu Hamdan's (2017) PhD thesis entitled Aural Confract:
Investigations at the Threshold of Audibility, this construction of agency,
through forcing the subject fo falk about the comprehension of trauma, can
itself at any moment become an act of violence. However (here the author
returns to the discussion of Said), silence can become a factor that will not
incline the subject to violent identification and representation, but itself will
become something that speaks about the presence of traumatic experience
and thus helps the subject produce work on self-construction of subjectivity.

Part Il of the book, entitled ‘(Acts of) Silence and resistance,
opens with the chapter ‘Undoing language. Gender dissent and the disquiet
of silence,’ where Athena Athanasiou seeks, through the study of politics
and performances of Zene u Crnom (ZuC) (the Serbian wing of the anti-
militarist Women in Black movement), to demonstrate how sexual-specific
silence can undo the state's political language. Members of ZuC hold regular
actions, silently gathering in public spaces, grieving for the victims of the
Serbian state, including the acknowledged external enemies. According
to Athanasiou, through these actions they deconstruct mourning, manifested
through catachrestic silence and stereotypically associated with women,
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family, and nationality, and show that behind silence, there is a huge
amount of the unspoken that cannot be expressed in such a familiar but
highly politicized language filled with conventional idioms. Athanasiou thus
demonstrates that silence has an extremely destructive performative power
capable of exposing and revealing what language either tries to hide or
simply cannot express.

The next chapter, by Sofia Ana Elise Steinvorth, has the intriguing
title ‘Rest as resistance. From self-care to decolonial narratives’ and offers
an unusual perspective on rest. Analyzing Tricia Hersey's art project The
Nap Ministry (2016—ongoing), in which activists, through the organization
of various performances, show that sleep disorders among racialized people
in the USA are historically linked to the economic and cultural domination
of whites, Steinvorth says that it has formed a generational frauma associated
with the attitude to work and rest when sleep began fo be associated with
idleness. To remedy this situation, the author proposes the concept of self-
care as a tool of decolonization and resistance. For this purpose, she invites
individuals from racialized groups to take a break and think, in the turbulent
flow of days, about themselves and their place in the here and now. The
author believes that by depriving marginalized and oppressed groups
of time for themselves, contemporary capitalism deprives them of the very
possibility of imagining their possible futures, offering them only the path
that capitalism itself has chosen for them. Continuing the line of thinking
about imagination, Steinvorth examines Daniel Godinez Nivén's art project
Oneiric Propaedeutic (2015—2017), which aims at refuting the dominant
Western narrative of rationality as the only valid type of knowledge. For this,
Nivén organizes collective dreaming sessions where participants share their
dream experiences, which they then try to combine with the experiences
of others in order to incorporate dreams into their daily lives. In her tfext,
Steinvorth tries to combine the ideological messages of both projects and
speaks of rest as a tool that not only effectively opposes the dominant
Western discourse but also enables the construction of alternative discourses
that listen to an individual's internal, subjective world.

The final chapter, entitled ‘Gender-based violence and COVID-19
pandemic: Addressing a pervasive public health issue through an upstream
multi-systems approach,’ is a shortened version of the report on the study
that Nazilla Khanlou, Luz Maria Vazquez and Soheila Pashang conducted
in 2020. Its focus is gender-based violence (GBV): violence against women,
those who feel they belong to them, and those who identify with them.
In modern times, the greatest outbreak of GBV occurred during the
current COVID-19 pandemic, when many women lost their right to freedom
of movement and found themselves forced to spend most of their time
at home. Looking at the situation through the lens of infersections of gender,
race, socio-cultural factors, nationality, and sexual orientation, which create
a unique experience (including a unique experience of oppression) for
an individual, the authors designed measures aimed at breaking the veil
of silence surrounding this topic and helping the aforementioned vulnerable
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group affected by the pandemic and its consequences as well as by the
epidemic of gender violence that intensified in the background.

In the conclusion, entitled ‘On the subject of silence,’ Tania
Ganito provides a brief overview of five topics that are present in the
research literature on silence. In ‘Silence as a cultural construction,’ she
considers how silence is deployed fo react to different kinds of situations
such as communication, body movements, and affect conditions. ‘Silence
as silencing' examines memory studies literature, focusing on how power
authorities, witnesses and participants of historical events, and other
memory agents impose silence on their audiences. By doing this, they can
control power narratives and prevent the emergence of alternative modes
of memory that could potentially challenge dominant narratives. In ‘Silence
as trauma,” Ganito surveys the Freudian tradition's influence on trauma
studies. According to this tradition, trauma, before it manifests itself, has
a period of latency when subjects keep their traumatic experiences in silence.
This silence is a defensive reaction to trauma; it does not only mark certain
memories as unpleasant but also permanently changes the subject's identity
by anticipating future manifestations of trauma and the negative mental
states associated with it. The examination of the psychological side of silence
continues in the next section, 'Silence as mourning.' Here, Ganito focuses on
silence as a reaction fo the memory of loss or pain, examining how, through
silence, one can share one's grief with others and how it might become the
basis for developing collective mourning commemorative practices. Finally,
in the last section of the fext, Ganito examines works dedicated to studying
silence in art practices. She finds that silence is used in art not just as a mere
pause between compositions, but as an invitation fo engage in experiencing
artworks. Such experiences may evoke personal and collective memory and
trauma that can affect the subject’s agency.

By combining different approaches, this book's authors contribute
fo forming a new interdisciplinary research field where silence is seen as both
a tool of oppression and an instrument of resistance. In this regard, the volume
will be of interest not only to specialists in cultural, art, queer, or gender
studies, but also to philosophers, historians, psychologists, and sociologists,
who can find in the texts fresh ideas and new approaches to the study of the
phenomenon of silence, which, despite its comprehensive nature, has not yet
been adequately reflected in the research literature.
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Essay

The Craft: On the Neo-Surrealist Sanctuary of

Russian Feminist Art

Anonymous Author

This essay observes and analyzes
the practices of a new generation
of Russian women artists and their
regionally unique politicized and
feminist engagement with esoterica
and the tactics of occultism and
mythmaking. By exploring the
work of Alisa Gorshenina (Alice
Hualice) and Katerina Lukina in
particular, this contribution aims

to investigate the highly gender-
and time-specific conception of
artistic and feminist sanctuary that
emerges through Gorshenina's and
Lukina's neo-Surrealist methods, as
well as their relation to the legacies
of Western Surrealist and Dada
traditions. Drawing on the theories
and rhetorical tactics of folk-oriented
precursors such as Silvia Federici,
and her establishment of the direct

link between the transition fo (late)
capitalism and the increase in
misogynist violence and demonizing
othering of women; the Zurich
Dada scene, with its deployment

of theatricality and mimetic excess
to critically mine the depth of
performed and performative
normativity; as well as others such
as Briony Fer, Rosalind Krauss,
Michael Taussig, Georges Bataille,
and Hal Foster, this fext investigates
and outlines the way in which the
expanded neo-Surrealist practices of
Gorshenina and Lukina reflect, and
reflect upon, the fragile and complex
historical position of the female
subject within Russian society of the
last decade, as well as attempt to
construct a creative sanctuary for its
re-affirmation.

Keywords: Dada, feminist art, folk art, gender performativity, occultism,

sanctuary, Surrealism

‘All this was duly revolting fo Murphy, whose experience
as a physical and rational being obliged him fo call sanctuary
what the psychiatrists called exile’
—Samuel Beckett, Murphy
(1994: 177-78)

‘When positivism fails to protect us, when systems betray our trust, how on
earth can we depend on our own collective perspicacity? inquired the art
news website Arfspace in February of 2019. ‘For the Surrealists, the answer was
to make flux beautiful, to render the unfamiliar delicious, and to challenge
the slow choke of totalitarianism with bright, breaching chaos [...] There are
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many factors explaining Surrealism's recent reintroduction to contemporary
art [...] but it feels notable that women arfists feature heavily on the forefront
of this particular upswing' (‘The New Surrealism..." 2019)! What is of particular
interest to me is how, to what extent, and why this new wave of distinctly
feminine- and feminist-coded Surrealism has become recently especially
widespread among Russian and Russia-based women artists. Not only that:
it has also, and most significantly, taken on a valence all of its own, markedly
distinct from that of its Western counterparts.

In his 1923 text on Russian political and cultural history's unique
defining trajectory, Boris Vysheslavtsov alludes to Fyodor Dostoevsky
in defining how ‘out of the Russian element of Chaos is created a wonderful
Cosmos. In it [Dostoevsky] sees not merely madness [...], but something else
too—a certain infinite power, a certain mysterious potential. Indeed, Chaos
potentially contains everything—both good and evil, both harmony and
dissonance, both beauty and ugliness; in it everything is piled up fitanically,
wildly confused. So too is the Russian soul, full of improbable contradictions,
and it is linked with Russian nature and its mighty contrasts’ (Vysheslavtsov
1923: 5). Russia, he concludes, ‘can be saved only by the sober practicalness
and realism generated by the Russian element’ (cit. in Blagova, 1999: 204).

In his more recent examination of Russia’s political landscape today,
Between Two Fires, Joshua Yaffa (2020) cogently sums up its complex nature
by centering on the one quality that has come to define existence there
through the last century and a half of political upheavals—moral compromise.
Yaffa cites the Soviet/Russian sociologist Yuri Levada and his invention, ‘the
wily man' (chelovek lukavyi), as emblematic of the contemporary way of life
in Russia. Clever and resourceful, ‘the wily man' ‘adapts to social reality,
looking for oversights and gaps in the ruling system, looking to use the “rules
of the game” for his own interest, but at the same time [...] he is constantly
trying fo circumvent those very same rules’ (Yaffa 2020: 10). In recent history,
that adaptation-cum-compromise, for the younger urban cohort especially,
has taken the form of cynical consumerist abandon and sardonic resignation
from the political.

The discussion that follows centers on practices that engage the
idioms of the Folk and the Occult as broadly defined aesthetic sensibilities
and intermix them with Surrealist story-telling tactics, along with the valence
of implied narrative and its simultaneous collapse. That, in fact, is what
renders the spaces they carve, or attempt to carve, out of the fabric of the
contemporary Russian life so critically charged and epistemologically astute.

The multi-disciplinary artist Alisa Gorshenina, a.k.a. Alice Hualice,
emerged from the town of Yakshina in the remote Sverdlovsk Region of Russia
some 1,200 miles east of Moscow in the early 2010s, attracting national and
soon international attention to her diverse, aesthetically haunting output
through an active and voluble presence on Instagram. Russian Alien (Russkoe
Inorodnoe), 2017—20, Gorshenina's presentation for the Second Garage
Triennial of Russian Contemporary Art, consists of a trio of wooden window
frames decorated in an ornately traditional Russian style and installed against
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Figure 1. Alisa Gorshenina
(Alice Hualice), Russian Alien
(Russkoe Inorodnoe), 2020.
Installation view at Garage
Museum of Contemporary
Art, Moscow. © Alisa
Gorshenina (Alice Hualice),
all rights reserved, used
with permission.

a blacked-out felt backdrop, where each of the openings encircles a forso
crafted from a piece of lacy white tablecloth fabric,? with an assortment
of decorative, jewel-like elements adumbrating the contours of feminine-
coded faces and head styles.

While shop mannequins and figurines in any art practice evoke the
historical iconographic baggage of Dada and Surrealism, their deployment
here, as elsewhere in Gorshenina's work (such as in her 2018 solo show
at VDNKh, more on which below) elicits an uncanny intensity of para-human
hybridity. In place of the tangible solidity associated with sculptural form-
giving, Gorshenina's figures are hollow and lacking in substance, and are
thus deployed as indicators of the void—a canonical trope of Surrealist
treatment of femininity?> The emphatic, aggressively feminized styling
of these figures is what, indeed, makes Russian Alien interesting, as it does
Gorshenina's oeuvre overall, where it is reiterated through the different media
of her practice in varying modalities of expression. The absent faces of the
Russian Alien figures are rendered eerily hyperfeminine with the use of rouge
lipstick to suggest lips, pearl earrings, and the traditional Russian kokoshnik
headdress—the latter a cliché par excellence of the Russianness/Femininity
dyad, as well as the reification of a watered down, self-othered national
identity (Hellberg-Hirn 1998: 142).4

The staged photos, video pieces, and collages that constitute the
bulk of Gorshenina's output, acting as vehicles for a core body of costume-
sculptures, dolls, and wearable prostheses, invariably center on the artist's
hometown: its distinctly forlorn regional fauna and the decaying architecture
of a severely economically depressed region that was decimated by the
decline of industry and the transition from the Soviet to the neo-Russian
socio-economic regime. ‘The image of the village,” Gorshenina has observed,
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‘is not serene [...] The image of the village is of a drunk man [...] of poor
women who take everything on, including their drunken husbands, who
take care of the livestock, and do all the dirty work, as well as their regular
jobs' (Kovalyova 2019). In these staged and occasionally collaged tableaux,
Gorshenina herself serves as a model, appearing as a melancholy presence
in the landscape in the accoutrements and make-up of generic Slavic pagan
and carnivalesque characters, and performing bizarre rituals and gestures.

Figure 2. Alisa Gorshenina
(Alice Hualice), Russian
Alienated, 2018. © Alisa
Gorshenina (Alice Hualice),
all rights reserved, used
with permission.

What is primarily at play here is a technique for which Hal Foster
(2015) has coined the term mimefic exacerbation—the artistic device that
‘seek[s] to trace fractures that already exist within the given order, to pressure
them further, to activate them somehow' (pp. 94—95). Specifically, Gorshenina's
mobile, adaptable, reverberating re-construction of, and play with, female
archetypes continuously harkens back to the gendered condition of ‘to-be-
looked-at-ness”: the way in which women, ‘in their traditional exhibitionist
role [...] are simultaneously looked at and displayed, with their appearance
coded for strong visual and erotic impact’ (Mulvey 1975: 11). At the same time,
and crucially for the topic at hand, this hypertrophying of the performatively
Feminine corresponds as well to the aesthetics of extreme self-beautification
and cosmetic surgery, which are an illuminating mirror of the political
body's own self-contortions. Michael Taussig (2012) has observed that ‘the
aesthetic of cosmetic surgery is today infused with the current political
setup, that extravaganza of false faces' (p. 126), so that it seems entirely
warranted fo see the largest body under the knife as the body of the nation-
state, and its individual subjects as hypnotized microcosms reperforming
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the political travesty on their own bodies in a delirious last gasp of self-
mutilation. If Gorshenina's engagement of the folk and the crude is pervaded
by Surrealism and its legacies, with the land-based and the de-sophisticated
as its foundational lexicon, it is the Surrealism of George Bataille and Les
Documents in particular, and its attraction to the primitivist as destructive and
de-classifying,® that is her oeuvre's most direct ancestor.

Figure 3. Alisa Gorshenina
(Alice Hualice), What color
is the sky? (Kakogo ftsveta
nebo?), 2020. © Alisa
Gorshenina (Alice Hualice),
all rights reserved, used
with permission.

Gorshenina’'s performative hyperfeminization of her own
image parodies the historical Surrealist view of women and the feminine
as a mediating skeleton key between the man of the tangible world and the
Sur- beyond readily perceivable reality. In this, it is powerfully reminiscent
of Susan Suleiman’s (1990) concept of deliberate double gendering of form
through both narrative and stylistic choice® enfolding the ghettoization
of the ‘female’ novel info the tropes of the avant-garde. Rosalind Krauss
(1999) summarizes this reading's implications for the visual art of the Surrealist
canon and its vicinity by observing how, per Suleiman, ‘the feminine and
the avant-garde will each be seen to function as a trope for each other,
each a picture of the other's deconstructive strength, won precisely by the
position of each outside of self-blinding occupation of the cultural center
with its categorical unities and its assumed truths’ (p. 16). Though the female
subject is coded as ‘worldly’ in all cultures, her condition in the West was most
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famously articulated by Laura Mulvey (1975) as one who ‘stands in patriarchal
culture as a signifier for the male other, bound by a symbolic order in which
man can live out his fantasies and obsessions through linguistic command
by imposing them on the silent image of a woman still tied to her place
as the bearer of meaning, not maker of meaning' (p. 7).

The female subject’s peculiar modality within the post-Soviet socio-
historical context is unique, as well. Maria Davidenko (2017) concisely outlines
the unique quandary of Russian nouveau capitalist, post-Soviet womanhood
and its psycho-social economics in her research project ‘Searching for Lost
Femininity' by pointing out how the economic policies of the 1990s and early
2000s exacerbated the strained femininity of Soviet times, when ‘equality-
fo-a-fault' labor practices had created an unequal support structure that
prioritized working- over stay-at-home motherhood, further cementing
the separation between the two. At the same time, the rapid and abrupt
oversaturation of the cultural and media environment by the factics and with
the trappings of Western-style consumer culture collided with said policy
fo create an environment where ‘[t]he possibility for Russian women to regain
their “natural” femininity, and hence to break with the obligatory gender
equality, has been linked to the availability of means for self-beautification’
(Davidenko 2017). Similarly, Beth Holmgren and Helena Goscilo (1996) have
observed how, beginning in the early 1990s, ‘a preoccupation with enhancing
their looks was virtually Russian women's sole means of self-expression’ (p.
107). Since the mid-2000s, this trend has become all the more overwhelming
and readily encouraged by the state, whose promotion of the new masculinist,
heteronormative, increasingly theocratic, and phallocentric culture found
a happy bedfellow in the luxury industry's sublation of desire (McGowan
2016) and cultivation of expression-by-way-of-consumerism. What
Gorshenina's exacerbation of femininity and self-ethnologization engages,
then, is the ideologically evacuated space—much like the void shells of her
fabric casts—of this presentational mandate.

The Triennial piece's strategies are repeated and multiplied
in Gorshenina's solo exhibition Ural Hide (Uralskaya shkura, 2018) at Pavilion
16 of Moscow's VDNKh amusement park. The show here consisted of two
galleries, both densely studded with sculptures. The first room’s sculptures
came in the shape of a forest of birch trees—again, a Western cliché
of Russianness, as well as an evocation of the mythical arboreal—but
also allude to the Soviet-era Beryozka import stores that established the
notions of consumerism and simplistic luxury still operative fo this day in the
national vernacular, which makes Gorshenina's favoring of nylon hosiery,
one of Beryozka's most prized items, doubly meaningful as well. Beryozka,
it should be noted, is Russian for ‘birch tree.’ In the other chamber, a collection
of mannequins outfitted in masks, costumes, and misshapen appendages
'representing a distorted perception of the land, the inner faces of people
and imaginary animals of the Ural in the shape of tangible garments that
anyone could put on, trying on “the other's hide" (‘Kontseptsia vystavki...
2017). In the exhibition statement, the organizers of the show underlined
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Figure 4. Alisa Gorshenina
(Alice Hualice), exhibition
view, Ural Hide (Uralskaya
shkura), 2018. © Alisa
Gorshenina (Alice Hualice),
all rights reserved, used
with permission.

Gorshenina's 'sense of the influence of the region on her practice, [which
is why] the works are born distorted, unpleasant to look at. These designer
objects are dedicated to all the residents of the Urals—people who will never
try any of them on and will never accept them as an embodiment of their
inner states' (‘Kontseptsia vystavki...' 2017).8 Like other video performance
pieces, photographs, and media appearances by Gorshenina, this exhibition
deploys self-ethnologizing and self-othering to allegorically exacerbate not
only the geographical ‘exoticism’ and isolation of the Ural region, but also (by
way of the reverberating looping of the thematic completion) the feminine
‘mystique’ as kitsch® and alienated regionalism.

Gorshenina's employment of traditional folk aesthetics as part
and parcel of her operation of [quasi-]mimetic hypertrophy also traces back
fo the tradition of the Russian Eccentrics, an avant-garde cinema and theater
performance movement of the 1920s that advocated for a satirically mimetic
‘illogical performance style modeled on the physicality of circus stunts’
(Nieland 2008: 6; see also Elliot 1986). Walter Benjamin (1991) documents the
moment vividly:

‘Clown and Natural people—sublation of the inner impulse and the life centers. New unity of cloth-
ing, tattooing, and life. Promiscuity of dress of man and woman, arm and leg. Dislocation of shame.
Expression of true feelings: despair, displacement. Consequent discovery of expressive capacity:

a man who has a chair pulled from under him, remains seated’ (p. 133).

The February Journal 178



The Craft: On the Neo-Surrealist Sanctuary of Russian Feminist Art

Figure 5. Alisa Gorshenina
(Alice Hualice), New old
Russia, in collaboration with
Alexander Bozhko, 2020.

© Alisa Gorshenina (Alice
Hualice), all rights reserved,
used with permission.

In this, Gorshenina's practice further bears a deep stylistic and
ontological affinity with the Zurich Dada figure of a ‘traumatic mime’ and
its key strategy of ‘mimetic adaptation, whereby the [artist] assumes the
dire conditions of [her] time [..] and inflates the through hyperbole or
"hypertrophy” (Foster 2003: 169). This is further reiterated throughout her
output by the use of masks: round, oversized papier-méaché faces with
over-exaggerated grins that read as simultaneously primitive and terrifying,
Medusas petrified and petrifying in equal measure, that threaten the male
ego into fossilization® To that effect, the decorative pearls that adorn
Gorshenina's masks and objects in places play the role of glistening teeth,
bringing to mind Rona Podnick and her Kleinian aggression (Nixon 1995:
79) toward the part-object as a site of pivotal psychic struggle—now re-
embedded in the feminine coding of luxury consumerism. In other places,
the masks in use bear a generalized but distinctly recognizable resemblance
to (pagan-derived) Russian folklore's painted faces of Maslenitsa and
Petrushka—the fool and the primordial Feminine, interspersed and blended
with the signposts of their consumable reincarnation.

Gorshenina’s ostfranenie” further runs through the technique
of exacerbated quasi-self-exposure, with bulbous, Louise-Bourgeois-by-way-
of-Hans-Bellmer® figurines that reappear attached to the ghostly, bodyless
garments of her characters or otherwise frequently figure as disfiguring,
hypertrophied prostheses, worn as masks, face shields, or jewelry by the
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Figure 6. Alisa Gorshenina
(Alice Hualice), Horovod,
2019. © Alisa Gorshenina
(Alice Hualice), all rights
reserved, used with
permission.

artist in her many photo collages and self-portraits. Writing on Bourgeois's
own bulbous creations, Briony Fer (1999) has observed that ‘what seems
interesting now is not simply how the body comes to be placed in the work,
but how it does so only to expose a fundamental absence in the bits and
pieces of subjectivity that seems fo get detached in the process' (p. 29).
And certainly, the hand-sized, supplemental sculptural shapes that reappear
within Gorshenina's oeuvre rarely make for freestanding, significatory
presences as self-sufficient creatures but rather fend to attach themselves
to other objects and part-objects as both tumors and companions in the
same breath. They are not there as fully sovereign meaning-holders, but
rather exist as flourishes that signify dejection and excess, repellant femininity
just below the primary register of the gaze. Fer extended that extrapolation
further to Yayoi Kusama—and certainly, Gorshenina's dress creations parallel
Kusama's as well, in a continuous and coherent lineage. Like shed skins hung
on the wall without a body fo permanently hold them up, they bear an
unmistakable affinity to Kusama's ‘negative hallucinations' ‘where portions
of the field of vision may simply be cut out, scotomized. If we think of the
subject in these terms, she is but an imprint or stain within the scopic field'
(Fer 1999: 35).

The frequency of domestic violence and violence against women
in Russia, already documented in the late 1990s fo exceed Western figures
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by a terrifying four to five times (Horne 1999), has undergone a further
expansion in the years since, spiking through the roof in the near-two years
of the COVID-19 fallout. According fo recent statistics, as many as 70 percent

Figure 7. Alisa Gorshenina
(Alice Hualice), Untitled,
2019. © Alisa Gorshenina
(Alice Hualice), all rights
reserved, used with
permission.

of Russian women had at one point been abused by a partner (Chamusco 2017)
and about 14,000 die from injuries inflicted by domestic abusers in any given
year (Moiseeva 2019). In the meantime, the year 2017 saw the signing info law,
with the blessing of the Russian Orthodox Church, of a piece of legislation
effectively decriminalizing non-deadly domestic violence by assigning
it a misdemeanor status punishable by up to 15 days of imprisonment (Roache
2018). The advent of capitalism, accompanied by a rise in bodily violence
against women: this, along with the aforementioned confusion of femininity
in post-Soviet culture, is Gorshenina's particular socio-historical and political
context. It invites a reading of Gorshenina's work, and her persistent factical
use of the folkloric and the fabulistic® through Silvia Federici's Marxist
feminist analysis of historical witchcraft narratives.

In her influential text Caliban and the Wifch, Federici (2004)
definitively demonstrated the historical connection between the censorship,
condemnation, and ostracizing of witchcraft and pagan ritual, on the one
hand, and the Enlightenment, the technologization of society and thought, and
the advent of capitalism on the other. In a ‘century that saw the triumph of the
Copernican Revolution, the birth of modern science, and the development
of philosophical and scientific rationalism, witchcraft became one of the favorite
subjects of debate,’ she observes, ‘there can be no doubt, then, that the witch-
hunt was a major political initiative’ (Federici 2004: 168). ‘Witch-hunting,’ she
concludes, ‘was instrumental fo the construction of a new patriarchal order
where women's bodies, their labor, their sexual and reproductive powers
were placed under the control of the state and transformed into economic
resources’ (Federici 2004: 170). In this way, Alisa Gorshenina, as a young
Russian woman artist living during the crest of neo-patriarchy and ideological
evacuation of political life, subverts this formula by exacerbating its aesthetic
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propagandistic imaginary and staging her own exit from the shared socio-
political space into an othered sanctuary of self-sufficiency.

This move bears similarity to Taussig's (1987) account of the
potential redemptive, healing force of Shamanic practices borne from the
culture of terror. In his experience in post-colonial 1970s Colombia, Taussig
has observed the way violence and subjugation can fuse their own magic
with a folkloric idiom that allows its practitioners to channel the ‘othered’ and
supplemental subjecthood imposed on them into a redemptive, cathartic
power. This ‘folding of the underworld of the conquering society into the
culture of the conquered,’ he writes, thus becomes not ‘an organic synthesis
or “syncretism” [..] but [a] chamber of mirrors reflecting each stream’s
perception of the other' (Taussig 1987: 218). In the case at hand, it is, of course,
not the marginalization of the indigenous identity under colonial rule but
rather the active subjugation of the female identity that gives rise to an
escape into the sanctuary of the folkloric and the occult.

In Latin, the word occultus refers to something that is hidden,
covered up, or concealed. In medical ferminology, ‘occult’ symptoms and
conditions are those that are undetectable without special inquiry and/or
bear an unknown origin. As recent studies™ have increasingly acknowledged,
the aesthetics and underlying concerns of the occult (in the broad sense')
have played, and continue to play, a meaningful part in the development
of modern and contemporary art practices. Marja Lahelma (2018) is one
such scholar to observe the way that ‘the inward turn, which was one of the
essential features of late nineteenth-century art, was facilitated by a wave
of popular occultism which broke at the same time. This transformation
had a fundamental effect on the way the meaning and significance of the

Figure 8. Katerina Lukina,
9th performance: greedy
séance’ from the series
‘concert in the seeds club,
2020. © Katerina Lukina, all
rights reserved, used with
permission.

The February Journal 1 82




The Craft: On the Neo-Surrealist Sanctuary of Russian Feminist Art

work of art was understood [and equally] had a direct bearing on the visual
qualities of the artwork’ (p. 44), precipitating the transition to Impressionism,
and the eventual abstract turn.

Another young Russian artist who readily and notably deploys
the tactics of a belatedly encountered Surrealism and the aesthetics of the
occult—as well the derisive supra-political warped imagery of Dada and
Surrealism—is Katerina Lukina. Lukina's social media avatar shows the
artist dressed and made up in a carnivalesque folkloric Russian costume,
her cheeks rouged like either the fool Petrushka or a fairytale maiden, her
clothing spartan and vaguely monastic. Her art's exit into the occult vernacular,
however, in contrast to Gorshenina’s, engages an aesthetic and ontological
discourse that is still darker and more pointedly abstract.

Lukina notes that Murashevskiy House, a series of recent work
that exemplifies her oeuvre overall, 'is a book about the inner necessity
of going beyond boundaries, outside of which reside many peculiar forms
of life and where everything has a particular set order of things' (Lukina 2021,
portfolio'). This makes for an apt description of the vast majority of Lukina's

Figure 9. Katerina Lukina,
from Murashevkiy House
series, 2019. © Katerina
Lukina, all rights reserved,
used with permission.

work—a series of indescribable, reality-bending tableaux that confuse figure
and ground in a style that brings to mind a commingling of David Lynch
and Frances Bacon by way of Max Ernst. Ernst, indeed, is an especially
appropriate point of comparison, for it was his work that inspired Theodor
Adorno (1967) to 'trace the affinity of surrealistic technique for psychoanalysis,
not to a symbolism of the unconscious, but to the attempt to uncover [...]
experiences by blasting them out’ (p. 222). What, Adorno (1967) continues,
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‘surrealism adds to the pictorial rendering of the world of things is what we lost after childhood: when
we were children those illustrations, already archaic, must have jumped out at us, just as the surrealistic
pictures do now. The action of the montage supplies the subjective momentum, and seeks with unmis-

takable intention [...] o produce perceptions as they must have once been’ (p. 222).

Lukina's work reacts to the abstraction of an opaque state that
marginalizes femininity by way of the tofal abstraction of an insular, self-
generative vision.” The surrealism at play here, in other words, belongs
fo a visual field that is not simply a cipher for of externally received data, but
rather a field that is always already pre-populated by a rhizome of psychic
footprints®

There is an easy comparison fo be made between many of the
figures of Lukina's cryptic scenarios and those found in the art of Ernst's
early life partner, Leonora Carrington. Carrington's engagement with the
occult is well documented,” and was indeed once called out by Andre
Breton himself for THE PROFOUND, THE VERITABLE OCCULTATION OF
SURREALISM' (Breton 1969: 178). She had read her first books on alchemy
while still a student at Amedée Ozenfant's academy in 1936 and found
sources for the symbolic imagery and palette of meanings that appears
throughout her paintings in Celtic legends, Gurdjieffian mysticism and
Tibetan Buddhism, designing her own Tarot deck in 1955 (incidentally inspired
by the teachings of Russian mystics P. D. Ouspensky and G. I. Gurdjieff).
At one point, Carrington voiced an aspiration to invent her own divination
system (Aberth and Arcq 2021). Perhaps most apposite to the present confext
are Carrington's 1946 play Penelope and the painting The House Opposite
that followed a year later, both of which center on the motif of a woman's
secretive mirror world of liberation that covertly transcends and surpasses
patriarchal society by exiting its confines of linear logic. Yet these works also
stand in clear contrast to Lukina's engagement of the same thematic. Where
Carringfon's occult Surrealism is narrative and literary, directly pointing at its
own conclusions within the paintings' structure instead of actively performing
them as a structural operation—a stylistic tactic also characteristic of Mexican
Surrealism’s other banner women practitioners of the time such as Leonor
Fini, Remedios Varo, and Frida Kahlo—Lukina proposes them through an
infinite dispersal of narratives that continuously foreclose all openings for
specific linearity.

Lukina's work is, overall, notably hard to describe. In 9th
performance: greedy séance’ (from the series ‘concert in the seeds club’)
(2020), it is possible to discern a gaping maw-cum-chimney, a looming Méliés-
style moonface, and a ghostly anthropomorphic figure, all dispersed around
a confined, box-like environment suffused with ambiguous outlines and color
gradients. In 11th performance: ‘upset piano’ (from the series ‘concert in the
seeds club’) (2021), there are suggestions of women’s legs, a chandelier,
and the figures of cameo-ed ghostly onlookers. Vaguely familiar but hard
to place, Lukina's figuration is purposefully digested into an idiosyncratic
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Figure 10. Katerina Lukina,
11th performance: ‘upset
piano’ from the series
‘concert in the seeds club,

= " 2021. © Katerina Lukina, all
rights reserved, used with
permission.

form, and specifically one that is suspended within the cycle of digestion,
absorption, and reconstitution of the psychic circuitry. Here, the imaginary
is what Melanie Klein has described in terms of a splitting apart of the ego
as an adaptive and protective tactic. The Ego, she explains, ‘is incapable
of splitting the object—internal and external—without a corresponding
splitting taking place within the Ego [..] The more sadism prevails in the
process of incorporating the object, and the more the object is felt to be
in pieces, the more the Ego is in danger of being split' (Klein 2011: 6). In
other words, the scopic drive within the female experience is in this instance
unmasked as a pathological intermixing of pain and pleasure irrevocably
enfolded into the act of seeing.?

In comparison and contrast to Gorshenina’s folkloric exacerbation
of the female-coded contemporary Russian experience of regional decay,
Lukina's post-Surrealist, ambiguously occultic scenarios and body-part
logic responds to her Moscow context of hyper-capitalization and hyper-
connectivity with the tactics of self-concealment and historical acontextuality
of a hyper-solipsistic vision. Lukina's work specifically spotlights what Freud
(1925) labels as the ‘'modes of working of the mental apparatus that have been
surmounted’ and the uncanny effect produced when ‘the distinction between
imagination and reality is effaced, as when something that we have hitherto
regarded as imaginary appears before us in reality [in an] over-accentuation
of psychical reality in comparison with material reality’ (p. 398). Here, visual
input is displaced from its initial material and sociopolitical context, morphed,
and metastasized fo create unstable symbols. Hers is a synthetic occult that
showcases the distinction and fraction between emotion and affect observed
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by Brian Massumi (2002), where ‘an emotion is a subjective content, the
sociolinguistic fixing of the quality of an experience which is from that point
onward defined as personal. Emotion is qualified [affect], the conventional,
consensual point of insertion of intensity into semantically and semiotically
formed progressions, into narrativizable action-reaction circuits, into function
and meaning. It is intensity owned and recognized' (p. 28).

The physicality of material is significant to Lukina's oeuvre as well.
The works are initially conceived as Photoshop collages, generated by free
drawing incorporating digital, independent, and reference-free characters.
A second layer of abstracting improvisation then takes place: repetitive
layering of laser-cut plywood elements of the original file, thus reengaging

Figure 11. Katerina Lukina,
4th performance: ‘cufe

fish skin” from the series
‘concert in the seeds club’,
2020. © Katerina Lukina, all
rights reserved, used with
permission.

the dis-associated symbolism of the original composition in a reemergence
into the physical plane. The resultant physical and symbolic depth, as well
as the sheer content saturation, is in this way palimpsestic, an expression-event
as a 'system of the inexplicable: emergence, into and against regeneration
(the reproduction of structure),” and confirmation of Intensity/Affect as ‘the
unassimilable’ (Massumi 2002: 27).

In this way Lukina, like Gorshenina, carves out spaces of unreality for
an alternative and sociologically divorced femininity epitomized and centered
in and as concentration of psychic processes whose materiality manifests—
rather than comes intfo being as a process of digestion of phenomenological
input—its own plane. That is how her work arrives at bearing kinship
to Gorshenina's fairy-tale narratives’ more overt re-mythologizing of their
geographic setting; it also forces a similar situatedness fo the viewer. One
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here is reminded of Sartre's notion of 'a matter of exploding the world [...]
fo disintegrate particular objects, that is, to do away with the very structure
of objectivity [of] witness-objects’ (Sartre 1988: 152). Lukina's indeterminate,
vague occultism mirrors the state's political opacity.

We can equally read Lukina's aesthetic affinities with the images
of Francis Bacon in this context through a reference to a reading offered
by Deleuze (2005) of Bacon's own ‘performances,’ as Deleuze sees them—
ones where ‘one discovers [..] an attempt to eliminate every spectator,
and consequently every spectacle’ (p. 9). Thus, the figurative elements, the
personages one finds around the margins of the work, as in Lukina's 4 th
performance: ‘cufe fish skin’ (from the series concert in the seeds club) (2020),
or 11th performance... become ‘attendants,’ or ‘spectators,’ not as participant
in the quiddity of the work itself, but rather employed as ‘a constant or point
of reference in relation to which a variation is assessed’ (Deleuze 2005: 10).

With this, then, Lukina stages an exacerbated allegory of the
alienated and insular condition of being as a woman-citizen in contemporary
Russia.

1. The article goes on fo focus specifically on a selection of nine West-
ern women artists. It may be fair to assume that this particular line-up
was determined by the website's affiliation with an e-commerce plat-
form. Nevertheless, its observation about the preponderance of Surre-
alism-tinged figuration and performance among contemporary women
artists remains accurate and cogent.

2. The use of domestic materials is instructively commonplace and essential
to Gorshenina's practice. Her earlier work is dominated by old bed-
sheets, selected for their immediate proximity to the unadulterated body
(Kolpinets 2018). The same motivation is behind her more recent pivot
towards nylon—the two fabrics form a dyad of corporal proximity and
the binary facets of normative feminine dwelling.

3.  That treatment is something that feminists have historically associated
with the generalized misogyny and patriarchal exclusivity of the Surreal-
ist movement and figures at their peak in the early twentieth century, a
critique epitomized by Xaviere Gauthier (Gauthier 1971). That the tropes
and imagery of Surrealism would precisely for that reason come to re-
cently be widely employed, embraced, and re-appropriated by a whole
host of women artists around the world, but especially in Russia, is, |
believe, both instructive and directly relevant to my argument about the
mimetic redeployment of oppressive rhetorical devices in the service of
creating queer artistic sanctuaries.

4. Catherine the Great, for one, had used the kokoshnik strategically to
signal and cement her acquired ‘Russianness’ by reintroducing the head-
wear to Russian society's higher echelons after its prohibition by Petfer
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the Great as a symbol of provinciality. Elena Hellberg-Hirn (1998) traces
the current vernacular usage of the kokoshnik as the go-to empty signi-
fier of 'heritage’ to that particular change of paradigm (p. 142).
Surrealism, Bataille writes, is ‘a childhood disease’ that can lay the ground-
work for ‘a crude liberation of human life from the imprisonment and
masked pathology of ethics, an appeal fo all that is offensive, indestruc-
tible, and even despicable, to all that overthrows, perverts, and ridicules
spirit’ (Bataille and Stoekl: 32).

Suleiman arrives at this concept through her reading of Marguerite
Duras's Ravishing of Lol V. Stein.

The psyche, Todd McGowan (2016) succinctly observes, 'satisfies itself
through the failure to realize its desire, and capitalism allows the subject
to perpetuate this failure, all the while believing in the idea that it pur-
sues success’ (p. 22).

My own translation.

use the term 'kitsch' here in its colloquial, early twentieth-century defi-
nition—but it is especially relevant in the context of Gorshenina's
pre-modern aesthetic to also recall kitsch's roots in nineteenth-century
Romanticism, and, in Ruth Hoberman's (2005) efficient formulation, its
‘emphasis on emotion, on beauty, and on the democratization of aes-
thetic experience, and [...] the Victorian bourgeoisie['s...] taste for senti-
ment, clutter, and incongruously conceived objects’ (p. 77) that gave root
to the aesthetic in the first place.

Writing on the mask in the work of Dora Maar and Hans Bellmer, Rosa-
lind Krauss (2000) has observed that ‘the attack on the male ego—on its
wholeness, its strength, and its stable center—is the task of the Medusa
who, acting against the armoring of the male psyche, works to shatter
it. An alliance with the Medusa is thus not an attack on women, but an
assault on a viewer assumed fo be male and an award tfo his fantasies of
their worst fears' (p. 19). There may be a counterargument to be made for
the reclamation of the Medusa as a post-Freudian-patriarchal symbol,
but the very essence of Gorshenina's neo-folkloric operation is precisely
to reclaim the arch-mythological imaginary and reinsert it into the re-
gressive, patriarchal political space that she finds herself in.

As defined by Viktor Shklovsky in 1917 as a technique to reproduce natu-
rally occurring events and phenomena in a way that renders their nature
not immediately clear and their presence newly acute. The purpose of
this maneuver, Shklovsky writes, ‘is to impart the sensation of things as
they are perceived and not as they are known. The technique of art is to
make objects “unfamiliar,” to make forms difficult, to increase the diffi-
culty and length of perception because the process of perception is an
aesthetic end in itself’ (Shklovsky 2016: 16).

On the monstrous defamiliarization of the body-part as an autonomous
syntagm-cum-anagram, says Bellmer in an interview with Peter Webb:
‘the body is like a sentence that invites us to reimagine it, so that its real
meaning becomes clear through an endless series of anagrams' (Webb
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20.

and Short 1985: 38).

If's important to note here that the folk element in Gorshenina's work
is never tfouristic or quasi-anthropological, a la Picasso, but specifically
self-othering.

Notable among them: Sixten Ringbom'’s (1970) The Sounding Cosmos,
Linda Dalrymple Henderson's (1983) The Fourth Dimension and Non-Eu-
clidean Geometry in Modern Art, and the spring 1987 special issue of
The Art Bulletin, as well as the exhibitions The Spiritual in Art: Abstract
Painting 1890—1985 at LACMA, Okkultismus und Avantgarde at the
Schirn Kunsthalle, Intuition at the Palazzo Fortuny, As Above, So Below:
Portals, Visions, Spirits & Mystics at the Irish Museum of Modern Art, and
Tony Oursler's Imponderance at MoMA.

The term Occulfism and its derivatives are sometimes used to refer to
the specific nineteenth-century movement and set of practices associ-
ated with the pursuit of esoferic phenomena and mystic experiences
(Hanegraaf and Faivre 2005), but that is not the meaning in which | will
be using it throughout this text.

Lukina K (2019) Personal communication, unpublished portfolio of work.
should note that | feel specific confidence in referring fo the intent
behind Lukian's image-making process based on an interview with the
artist that | had the pleasure to conduct in the course of research for this
essay. The rest of the theoretical framework and its extrapolations are of
my own conclusions.

am borrowing this reading of Max Ernst's Surrealism from Rosalind
Krauss (1989): 55—76, 65.

The definitive study is Susan L. Alberth's (2004) Leonora Carringfon: Sur-
realism, Alchemy and Art. See also Patrick Lepetit's (2014) The Esoferic
Secrets of Surrealism: Origins, Magic, and Secret Societies.

On this subject in much greater depth see Fer (1999): 25—36, 35.
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Article

‘Berlin Sees Bizarre Russian Art Show": The Press
Coverage of the Erste Russische Kunstausstellung
(1922) and the Perception of Russia's Modernist

Art

Miriam Leimer

The Erste Russische Kunsfausstellung
(First Russian Art Exhibition) that
took place in Berlin in 1922 was an
important event for the development

little is known about the perception
of this ‘Russian’ labeled modernism
among the general public that
encountered now-iconic art works

of modernism. International artists by Vladimir Tatlin, Aleksandr

and patrons visited the show at the Rodchenko, and Kazimir Malevich.
Galerie van Diemen that combined By analyzing the coverage of the
paintings from late Tsardom and exhibition in newspapers and art
the pre-revolutionary avant-garde journals, mostly from the Weimar
with the recent artistic production Republic, this article highlights
of Russia's non-objective art the Western interpretation of the
movements. While the role of the newly discovered suprematism and

Van Diemen show for the progressive constructivism as well as their radical
international art scene in the early new aesthetics.

1920s has long been acknowledged,

Keywords: Constructivism, Erste Russische Kunstausstellung, First Russian Art
Exhibition, historical exhibitions, international modernism, non-objective art,
press coverage, suprematism

The Erste Russische Kunstausstellung (First Russian Art Exhibition) that was
held at Berlin's Galerie van Diemen & Co. in 1922 was in many ways an
exceptional event. For the first time since the beginning of World War |,
a broad international audience had the chance to experience the latest
achievements of art from Russia as well as other parts of the decaying fsarist
empire. The show, which was installed by the Ukrainian-born artist David
Shterenberg with the assistance of Natan Altman and Naum Gabo, consisted
of roughly 1,000 artworks (Figures 1, 2)! Paintings and sculptures from the
last decade, graphic works and political posters, architectural and stage
designs as well as examples of applied arts were on display at Berlin's grand
boulevard Unter den Linden.

The idea to hold an exhibition of art from post-revolutionary Russia
in Germany went back to 1918. In the following years, several protagonists
with different intentions fried to realize the show, but due to financial
difficulties and political conflicts, both in Germany and Russia, the efforts
came to nothing. Things changed in 1922, when the Treaty of Rapallo eased
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Figure 1. The Organizers

of the Erste Russische
Kunstausstellung surrounded
by sculptures from Naum
Gabo and Alexander
Archipenko, and paintings
by David Shterenberg,
Berlin, 1922. From left:

David Shterenberg, head

of 1ZO Narkompros; David
Maryanov, representative

of the Russian secret
services; Natan Altman;
Naum Gabo; Diemen
(photograph by Willy
Rémer). © bpk/Kai-Annett
Becker/ Berlinische Galerie,
all rights reserved, used with
permission.

Figure 2. Cover

by El Lissitzky for the catalog
accompanying the Erste
Russische Kunstausstellung,
Berlin 1922 (public domain).
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the political tensions between the Russian Soviet Federative Socialist Republic
and the Weimar Republic and paved the way for an official exhibition that
was organized by the Soviet People's Commissariat for Enlightenment,
headed by Anatoly Lunacharsky.

On October 15, 1922, the First Russian Art Exhibition was finally
opened with a festive ceremony. The ground floor of the gallery featured
rather traditional figurative art that clicked with the viewing habits of a Western
audience (Figure 3). Among the exhibits were paintings by the Peredvizhniki
that followed in the realistic style of the nineteenth century. While the Mir
iskusstva movement, whose aesthetics and aims corresponded with Western
turn-of-the-century art movements such as Art Nouveau, was not reflected
adequately, the show gave many examples of Russia’s impressionism. Also on
the ground floor were works by pre-revolutionary avant-garde movements
such as Knave of Diamonds that had adapted Western post-impressionist
styles. The rooms on the first floor, however, were dedicated to Russian
modernism. As the critic Ernst Collin (1922) put it for the newspaper Berliner
Familien-Zeitung, 'Modernism is on the rampage in the upper halls, where—
to no one's surprise—it has already coined some new “isms": suprematism,
constructivism.”? This yet unknown non-objective art caused a great furor.
Suprematist paintings by Kazimir Malevich, originally from Kyiv, and his
disciples, spatial constructions made of non-traditional art materials, and
works from the laboratories of constructivism provoked surprise, anger, and,
last but not least, acknowledgement among the visitors of the Erste Russische
Kunstausstellung (Figure 4).

=

Das GEHEIMNIS der PAULINE FARLAND
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Figure 3. Boris Kustodiev,
Merchants Wife at Tea

(1918), reproduced in Berliner
llustrierte Zeitung (1922)

to illustrate the novel Das
Geheimnis der Pauline
Farland by Hans von
Kahlenberg (public domain).
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Figure 4. Reproductions
of non-objective works
from the Van Diemen

Many key figures of the progressive international art scene crossed
paths at the 1922 exhibition. Patron Katherine Sophie Dreier, who had founded  show by Natan Altman,
the Société Anonyme Inc. in New York together with artists Marcel Duchamp :‘AZTgiiakxékK:‘azr:fg:r
and Man Ray, bought eight works at the exhibition (Wiinsche 2021).> Modern  rodchenko, and Viadimir

artists such as Kurt Schwitters and Hans Richter visited the Van Diemen Tatlin accompanying Lajos

. o . ... Kassdks article ‘A berlini
show and were deeply impressed by the ‘Russian’-labeled non-objectivity  °** > *) (,%::'

(HaBler 2017)—a term also used in the catalog accompanying the exhibition  Russian Exhibit in Berlin')
(‘Erste Russische Kunstausstellung... 1922: 12).# But as an ambiguous event Zki?;sg?gsigfaﬁgzz,
caught between artistic demands and political claims, the exhibition was not  ublic domain).
solely meant to serve as an encounter of the Russian and the Western art
world.? As an instrument for cultural diplomacy involving elements of political
propaganda, the exhibition's aim was to address a much broader public. The
acceptance and appreciation of the exhibition among the audience were
therefore a decisive factor for the organizers.
While the significance of the Van Diemen show within the
international art scene has already been highlighted,® this article sheds light
on the public's perception of the exhibition as reflected in the press coverage
that accompanied the show in Berlin as well as its second stop in Amsterdam.”
An innumerable number of articles in Russia, Germany, the
Netherlands, and other European countries were written on the occasion
of the Erste Russische Kunstausstellung. Even American art journals published
reviews of the ‘bizarre Russian art show,’ as the critic Flora Turkel (1922) entitled
her report for American Art News. Presenting contemporary coverage
of the Van Diemen show that ranged from small announcements in high-
circulating newspapers to detailed reviews in short-lived art magazines, this
article focuses on the perception of Russian non-objective art by different
sub-publics. Using a microhistorical approach, this analysis goes beyond the
event itself and indicates that the coverage of the modernist art at the Van
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Diemen show challenged the hitherto untfouched narrative of the West as the
sanctuary of modernism.

Awaited with Curiosity: Unknown Art from the Land of the Soviets

The Van Diemen show was widely covered in the blooming press landscape
of the Weimar Republic. Daily newspapers, weekly magazines, and renowned
art journals, reflecting various sub-publics from revolutionary leftists to right-
wing conservatives, reported about the exhibition. Well-known art critics
such as Paul Landau (1922) for Berliner Bérsen-Zeitung or Paul Fechter
(1922) for Deutsche Allgemeine Zeitung wrote longer reviews. Party organs
like Vorwdrts, the official newspaper of Germany's socialist party, reported
about the exhibition; so did established culture magazines, such as Deutsche
Rundschau, which was founded back in 1831 (Schikowski 1922; Dresdner 1923).
The architect Adolf Behne (1922) reviewed the exhibition for the weekly
magazine Die Weltblihne, one of the most important voices of the left-wing
intellectual milieu in the Weimar Republic, and Paul Westheim wrote a critical
article for his art magazine Das Kunstblatt, which was among Germany's
leading journals on contemporary art of that period.

Even in the run-up to the opening, the Van Diemen show was
already highly anticipated among Berlin's art critics. In the bi-monthly art and
culture journal Der Cicerone, Curt Bauer (1922a) noted, ‘A greater thrill is not
to be expected in Berlin's exhibition scene until October, [when the Galerie
Van Diemen's new exhibition of Russian art] provides a complete overview
of the art aspirations of this so far rather closed area.” And Landau (1922)
stated that the exhibition will ‘now at least satisfy some of our curiosity [and
will show] what all these tendencies like dynamism, suprematism, tatlinism,
efc. are all about. Other critics regarded organizing the exhibition to be
a considerable achievement in its own right. The art critic Siegfried Lilienthal,
who published his article under the pseudonym Fritz Stahl in Berliner
Tageblatt, explained, ‘If the People’s Commissariat of Soviet Russia wanted
to prove with the exhibition that this Russia has a sense of and means for
art, then it has succeeded.’ He further doubted ‘whether any other state [...]
would make such an effort today’ (Stahl 1922). Behne (1922) felt the same way.
‘It is utterly inconceivable,’ he argued, ‘that even in a hundred years an official
German exhibition would so frankly embrace art, the times, and all that is
of current vitality' (p. 545). The mere fact that the exhibition materialized
was considered proof of the Bolsheviks' progressiveness. Inevitably the show
became promotion—if not propaganda—for the Bolshevik government.

The exhibition was almost unanimously welcomed as an event
itself, but the overall impression that the show made on the critics differed
widely and was influenced by their respective political leanings. Gertrud
Alexander, one of the earliest members of the German communist party and
head of the feuilleton of the party’'s central organ, Die Rofe Fahne, praised the
exhibition as ‘overwhelmingly rich." ‘These first recent works of art to reach
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Germany from the blockaded Russia,’ she continued euphorically, ‘prove,
in their emphatically life-affirming character, in their colorful and eagerly
innovative elements [that] out of Socialist soil new, great art, and a new,
creative [...] culture can be created’ (Alexander 1922a). And John Schikowski
(1922) for Vorwérts declared with similar enthusiasm, ‘The Russian exhibition
offers an inexhaustible wealth of inspiration not only for our artists, but also
for the art-loving public." Their praise for the exhibition was obviously not
only determined by the artistic dimension, but by their pro-Soviet attitude.
Others were less excited. Alfred Kuhn (1922) made a roundabout statement
in Kunsfchronik und Kunstmarkt, presuming that this exhibition ‘was supposed
to serve as a kind of propaganda for the high valuation of the intellectual
powers on the part of the young Russian rulers’ (p. 111) and Collin (1922)
stated in his article entitled ‘Bolschewistische Kunst' (‘Bolshevik Art’) that the
exhibition ‘wants fo give something like a communist art manifesto.’

A Task for Apprentice House Painters?
The Perception of Non-Objective Painting

The first floor of the Van Diemen gallery was dedicated to the ‘association
of left-wing groups,’ as Shterenberg (1922) had called Russia's cubism,
suprematism, and constructivism in the preface of the accompanying
catalog (p. 4). The cubist and cubo-futurist paintings hardly caused any
sensation among the public—maybe because they were rather similar to the
Western examples of this already outdated style. Also, the works by Wassily
Kandinsky, Marc Chagall, and Alexander Archipenko, all well-known to the
Western audience, provoked little appreciation. On the contrary, art critics
like Adolph Donath (1922) for the magazine Kunstwanderer became aware
that these three artists were 'not the representatives of new Russian art.' ‘They
too certainly represent Russian art,’ he continued, ‘but what they brought
and bring to us disappears in the mass of Russian art production’ (p. 95).
Suprematism, on the other hand, was hardly known outside
Russia until 1922. The Berlin exhibition was foreigners’ first opportunity
to encounter suprematist paintings by Malevich and other representatives
of the movement, as well as examples from the Art School of Vitebsk,
where Malevich taught his theory of a non-objective art of pure feelings.
Even though Malevich had launched his suprematism back in 1915, many
critics linked the show's artistic radicalism to the political dynamics of the
post-revolutionary era. Collin (1922) claimed that ‘the young Russian artists
in the land of revolution seem to think it is necessary to also throw out all
artistic tradition.” And Turkel (1922) stated: ‘Like the Bolsheviks in politics,
the “suprematists” make their own rules. They express their revolutionary
feelings in painting a great black circle or a red geometrical form on the
canvas [...] lacking any reasonable semblance to art. ‘These experiments,’
she further argued, ‘are interesting documents of a nation striving and
struggling for its existence, but have nothing to do with art’ (Turkel 1922).
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Although the show included suprematist paintings by Ivan Kliun,
Aleksandr Drevin, and Olga Rosanova, the art critics clearly identified
Malevich as the leading exponent of this yet unknown art movement. He was
entitled as ‘inventor of this enterprise’ (Fechter 1922) as ‘father of all newer
art theories,' or as 'leader of the Inpremarists [sic!]’ (Landau 1922). Among
the four suprematist paintings that Malevich presented was one of his
White on White compositions from the 1918 series.? Westheim (1922) gave
an accurate description when he said, ‘On a white ground there is nothing
but white. Simplification has been taken to such an extreme that nothing
remains within the white frame but an empty expanse of white' (p. 494).
He called this painting, which marked a—temporary—end to Malevich's
easel painting, an ‘infellectual experimentation’ (p. 494). While Westheim
understood or at least acknowledged Malevich's intentions, he gave a clear
rebuff to Aleksandr Rodchenko, who exhibited the monochrome red
canvas from his series of Pure Colors from 19217 ‘Rodchenko paints a small
quadrilateral [...] in glowing crimson,” Westheim (1922) drily stated, ‘a task
of the kind that is set in our craft schools as part of the final examination
for apprentice house painters’ (p. 498).

In general, the new terms suprematism and constructivism and
their aesthetic concepts—not to mention the declared distinctions between
them—challenged the art critics. Landau (1922) hence freely admitted,
‘Unfortunately, | must confess that the finer differences in the individual
abstract directions have not become quite clear to me." And the critic
Huntley Carter (1923), whose impressions were included in the article ‘Queer
Bolshevist Art in Berlin' for the American magazine Arts and Decoration,
declared: ‘Some of these [works] make no pretense at representing
nature, and the Russian artists [...] insist on drawing a distinction between
"construction” and “composition” that Mr. Carter was unable to follow.'

Others did not even try to understand the intentions of Russia's
modernist styles, but harshly criticized them. For De Maasbode from
Rotterdam, an anonymous critic wrote a bitter statement on the occasion
of his visit to the Stedelijk Museum in Amsterdam, where the second
stop of the First Russian Art Exhibition opened on April 28, 1923. His
judgment on the non-objective art that he called an ‘assembly of rags
and cut wooden clogs' was devastating. To him, these works of Russian
modernism were ‘negation! Negation of everything that is good and clean,
negation of line and color and image, negation of all human, warm, vivid'
('De Russische tentoonstelling’ 1923). Albert Dresdner (1923) in Deufsche
Rundschau came to a similar conclusion when he claimed that suprematism
and constructivism were a representation of the ‘terrible abyss of alienation
from life on which contemporary art stands, indeed into which it is already
threatening to sink’ (p. 317). These critics were expressing a general cultural
pessimist attitude, turning against any non-objective art that refused
to represent visible reality.
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A Groping Attempt?
Spatial Constructions and their Reflections in the Press

While the non-objective paintings were hardly understood, this is especially
true for the spatial constructions, which formed the majority of the small
sections of sculptures. Among the exhibits were recent works by the Latvian
artist Karl loganson, the brothers Vladimir and Georgy Stenberg, Konstantin
Medunetsky, and Rodchenko; they all experimented with volume, materials,
and motion. The German public was the most curious about Vladimir Tatlin,
about whose ‘New Machine Art" and Monument for the Third International
(1920) rumors already circulated® His representation at the First Russian Art
Show, however, did not meet the expectations. Only three works were on
display: the small watercolor Sailor and Chinese (1910/12)" a stage design
for Mikhail Glinka's opera A Life for the Tsar (1836) from 19132 and one
counter-relief® Landau (1922) hence noted disappointedly, ‘Tatlin, the creator
of “Tatlinism," appears in the exhibition as a shadowy figure." And in regards
fo Tatlin's counter-relief, Max Osborn (1922) admitted, 'You can see by him
a "Counter-Relief” [...] with which | do not know what to do." Schikowski (1922)
came to a more positive evaluation of the counter-relief and the other spatial
constructions made of non-traditional art materials. He perceived them
as a ‘completely new territory [where] one feels holy seriousness and hot,
honest struggle everywhere.' Still, he also acknowledged that much ‘remains
a doubtful experiment, a groping attempt. Other critics had problems grasping
the spatial constructions in their familiar categories of image and sculpture.
Collin (1922) summed up these difficulties in the following way: ‘Whether the
constructivists are—or were—painters, to whom the smooth surface of the
picture no longer gave room to let off steam, or whether they are sculptors
to whom the common sculptural material no longer said anything, is difficult
to determine, and it also rather does not matter.’

A Successful Press Coup: The Organizers and Their Appreciation in the Press

The spatial works at the Van Diemen show thus caused few positive
reactions. Overall, they were perceived more as a group than as individual,
stand-alone works. Exceptions were the sculptural works by Gabo. Like his
colleagues Shterenberg and Altman, Gabo cleverly used the Erste Russische
Kunstaussfellung to present a wide range of his own artistic production. His
extensive presentation at Van Diemen’s became the starting point of his
career in the West (Lodder 2010)—and the press’ reactions festify to the
success of this strategy. Indeed, his partially figurative, partially non-objective
constructions of inferlaced planes became a small sensation (Figure 5). ‘Gabo
should be emphasized in the sculpture,” explained Kuhn (1922), while Osborn
(1922) addressed his sculptures as ‘strangely fantasy-stimulating.” And even the
critical Collin (1922) mentioned Gabo's ‘constructed heads from cardboard,’
which were 'not at all clumsily made.’
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Figure 5. Naum Gabo,
Constructed Head No.
2 (ca. 1916), reproduced

GABO Konstru‘&t?ve 5 Kopf Nr. 9 1916 (Eisen) in the catalog of the Berlin

exhibition 1922. © Graham
and Nina Williams, all rights
reserved.

Shterenberg's paintings and graphic works received even more
of a response. Landau (1922) noted that ‘Shterenberg is a real artist’ and
the ‘finest and most mature painter' who treated his painting with ‘extreme
delicacy. ‘The most valuable new acquaintance is Shterenberg,’ explained
Osborn (1922), ‘'not a stirrer, but a painter of unusual sensitivity. Bauer (1922b)
paid tribute to his 'very fine art form." Kuhn (1922) raved about Shterenberg's
‘fine colorism,’ his ‘extraordinary skill' and his ‘rare sense of proportion.’
Fechter (1922) called his works ‘very tfasteful, and Behne (1922) found his
paintings were ‘among the most interesting works." Furthermore, his paintings
and graphic works were reproduced in various magazines and newspapers
(Figure 6).
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Altman, the third organizer of the show (Figure 7), was also widely
acclaimed in the press for his diversity of style and technique, ranging from
realistic sketches of Lenin to non-objective theater decorations. Landau (1922)
regarded him as a ‘very personal and powerful artist’ and Bauer (1922b) called
him a ‘spirited painter.” According to Alexander (1922b), Altman's art was
seeking tfo ‘influence the consciousness of society in the direction of greater
sociality.” And Collin (1922) considered him fo be ‘one of the most falented
among these young Russian artists.’

Altman, as well as his fellow organizers, was also perceived
through another lens. Like Shterenberg and Gabo, he was of Jewish origin.
Several works of him, including his self-portrait Head of a Young Jew (1916),
dealt with his Jewish heritage (Figure 8). In the Yiddish art and literary émigré
magazine Milgroym, the Polish artist Henryk Berlewi (1923/2018) commented
on the ‘Jewish Artists in Contemporary Russian Art' at the Van Diemen show,
praising Altman as ‘an “encyclopedist” in that sense of the word. His work
exhibits the sum of all the forms that have been achieved in recent years.’

However, the appreciation for Gabo, Shterenberg, and Altman
was not solely caused by the quality of their works, the diversity of motifs,
or their complex artistic identities. As organizers of the show, they made
sure to trump the other participants. Their works were displayed at the
most prominent spot in the central gallery hall, a separate paragraph in the
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Figure 6. Clockwise: Works
by David Shterenberg,
Abram Arkhipov, Aleksandr
Gerasimov and Natan
Altman reproduced

in Zeitbilder (1922),

a supplement to the Berlin
newspaper Vossische
Zeitung (public domain).

202



‘Berlin Sees Bizarre Russian Art Show": The Press Coverage of the Erste Russische Kunstausstellung (1922)

Figure 7. Natan Altman

in front of his paintings

at the Erste Russische
Kunstausstellung (kypcms).
© Boris Arvatoyv, Natan
Altman (Berlin 1924), all
rights reserved.

Figure 8. Natan Altman,

1916 TN IR B 33 T 0 K B Bgp X RLYE [N Head of a Young Jew (Self-
T S R Portrait), 1916, reproduced

“HEAD OF A YOUNG JEW.” PPER AND WOOD. 1916. NATHAN AL’ b B A .
RN in the Yiddish art and

literature magazine Milgroim
(1923) (public domain).
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catalog'’s introduction was devoted to each of them, and several of their
works were reproduced in the catalog. Hence the public perception of these
three non-canonical approaches to Russian modernism was undoubtedly
influenced by their strategic showcasing. It is furthermore likely that their
moderate approach to non-objectivism, still including hints of visible reality,
was more appealing to the mainstream taste of the time.

A Whole Heap of German Newspapers in Russia

The press coverage of the Van Diemen show is as vivid and diverse as the
event itself. If the exhibition served the goal of being an act of cultural
diplomacy by the then internationally isolated RSFSR, it can be considered
a success for the Soviet organizers. After the news about the Civil War and
the Great Famine that had been dominating the press coverage about Russia,
the exhibition at Van Diemen’s was among the first major events that framed
the Bolshevik government in a positive manner. It was intfended to convince
the Western public that art, culture, and thus life, were flourishing in Soviet
Russia after the Revolution of 1917. The environment in which the exhibition
took place further served this strategy. Located at a precious urban palace
from the eighteenth century, the gallery space of the Galerie van Diemen
provided an atmosphere that insulated this official presentation from the
RSFSR's ongoing problems.

Critics acknowledged the ‘the splendor' and the ‘incomparable
location’ of this ‘outstanding new foundation’ (Kuhn 1923: 289), but also
criticized it saying that the ‘luxurious bourgeois environment of Unter den
Linden' gave no indication that this exhibition had come from a country going
‘through the painful struggle of attaining Communism’ (Kéllai 1923/2002:
410—411).

How important the public reactions expressed in the press were
to the Russian officials is proven by the fact that Anatoly Lunacharsky's own
article about the Berlin exhibition dealt extensively with the German press
coverage. In fact, Lunacharsky (1924) gave a detailed meta—press review in the
Soviet newspaper Izvestia, paraphrasing articles by Landau, Stahl, and many
others (pp. 176—183). The Russian art critic Jacob Tugendhold also referred
fo the press coverage for the magazine Russkoe Iskusstvo. He evaluated the
broad public effects of the exhibition in even more detail and stated that

‘It aroused great inferest among the public [...], and a whole heap of newspaper clippings lying in
front of me testifies to the great seriousness with which the foreign press reacted to the exhibition [...].
These impressions, of course, [...] are varied. But there is something in common in them. Above all, the

foreign press welcomes the exhibition as the first “bridge” between the culture of Russia and the West.'
Public opinions on Russia's non-objective art were polyphonic.

While some connected the radical new art forms to the political changes
in post-revolutionary Russia, others mourned their ‘alienation from life." But
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in either case, the coverage in the press served to establish new terms like
suprematism, spatial construction, and production art, or constructivism,
in a broader public discourse. This was also true for the artists, who suddenly
appeared on the international stage of modernism. Some, like Shterenberg
and Altman, soon disappeared again, while others, like Gabo, used the
presentation at the Van Diemen show and the positive press response
to launch their careers in the West from fall 1922 onwards.

However, even if many critics did not entirely understand the
metaphysical motives of suprematism and the life-designing ambition
of constructivism, they acknowledged the fact that the non-objective art from
Soviet-Russia presented something new. While Russia's more traditional art
and even the pre-revolutionary avant-garde were predominantly dismissed
as a 'Paris greenhouse product’ (Schikowski 1922) or ‘a tragic caricature
of Western Europe’ (Scheffler 1922), the non-objective art was perceived
as independent from the West. Thus, at least parts of the general public
acknowledged through press coverage that the artistic production from
Soviet Russia provided an impetus, if not a threat, to the Western sanctuary
of modernism. From this point of view, the words of the critic from the
Deutsche Wochenzeitung fur die Niederlande und Belgien seem prophetic:
‘What is shown here in abstract and constructive objects is likely to shake, if
not overturn, Western creative practices’ (H 1923).

1. For the newest research on the First Russian Art Exhibition, see Wiinsche
and Leimer 2022.

2. All translations of newspaper reviews are the author's own unless oth-
erwise noted.

3. Dreier bought six works for the Société Anonyme Inc.; she further pur-
chased two gouaches by Popova for her private collection.

4. The Russian word bespredmetnost’ denotes a lack of physical subject
matter, i.e. abstraction, not a lack of objectivity.

5. The limitation of terms like ‘Russia’ and ‘the West'" must be taken in
consideration given that the First Russian Art Exhibition was frequently
visited by artists from different regions, e.g., Central and Eastern Europe,
and even more so because many key figures of ‘Russian’ art, such as
Kazimir Malevich and Oleksandra Ekster, were from Ukraine. See Passuth
1983; Forgacs 2002; Mudrak 2022.

6. The Berlinische Galerie's exhibition project Stationen der Moderne (Sta-
tions of Modernism) canonized the Van Diemen show in 1988 as an
important step in the development of artistic modernism in the 20th
century. See Adkins 1988; Richter 1988.

7. For recent research on the second stop of the First Russian Art Exhibition
in the Stedelijk Museum Amsterdam in 1923, see Ostrovskaja 2019.

8. In the catalog of the Van Diemen show, the painting is listed as no. 126
‘WeiB auf weiB' (Erste Russische Kunstaussfellung 1922: 19). It remains
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uncertain if it was the same painting that nowadays belongs to the col-
lection of the Museum of Modern Art, New York (object no. 8171935).
Aleksandr Rodchenko, Pure Color Red, 1921, now on permanent loan fo
the Pushkin State Museum of Fine Art in Moscow. Van Diemen catalog
no. 166, '‘Rote Farbe.'

See for example the poster Die Kunst ist tot—Es lebe die neue Maschinen-
kunst Tatlins [Art is Dead—Long live Tatlin's New Machine Art] at the
First International Dada Fair, Otto Burchard Gallery, Berlin, 1920.
Vladimir Tatlin, Sailor and Chinese, 1910—12, now in the collection of
the A. N. Radishchev State Art Museum in Saratov. Van Diemen catalog
no. 506 ‘Matrose, A.'

Vladimir Tatlin, Stage design for Mikhail Glinka's opera A Life for the Tsar
(1836), 1913, now at the State Tretyakov Gallery, Moscow, inventory no.
9299. Van Diemen catalog no. 507 ‘Wald, Theaterdekoration, Tem.’
Vladimir Tatlin, Counter-relief, c. 1915—16, Van Diemen catalog no. 569
‘Contre-Relief.” According to Nakov (1983b: 30), Tatlin's counter-relief was
probably destroyed.

Natan Altman, Head of a Young Jew (Self-Portrait), 1916, now at the State
Russian Museum, St. Petersburg, inventory no. sk-1195. Van Diemen cata-
log no. 537 'Kopf eines jungen Juden.’
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Essay

Disentangling from Epistemic Violence:
Contemporary Photographers Unfixing the
Image of Africa

A A

This essay looks at ways of establishing an intimate relationship
disentangling from epistemic with a place, opening avenues
violence in visual production in for multiple ways of seeing. This
African urban contexts. Tracing contribution shows how this personal
parallels between the colonial dimension allows photographers to
intrinsically violent gaze and transcend objectivity and go beyond
contemporary attempfts to epistemic violence based on the
disentangle from epistemic violence,  opposition of ‘right' and ‘wrong.’

the author seeks fo problematize Contemplation of the city occurs

the violence of images of Africa. both in thoughtful relation with

The essay examines works of the self and with the surrounding
photographers who explore urban environment.

environments in West Africa by

Keywords: colonial legacies, epistemic violence, photography, visual
representation, West Africa

Author's note: This essay was written in 2020 and submitted to The Garage
Journal in 2021, before the full-scale Russian invasion of Ukraine. During the
final editing process, the Russian Federation began its war of aggression against
the Ukrainian people. Since then, Russia's army has been killing civilians, raping
women and girls, destroying cities and villages, and perpetrating imperial
violence. This work, dedicated fo epistemic colonial violence, cannot not express
support for Ukraine and Ukrainians struggling for their freedom and for their
home. Different types of violence—physical and epistemic—are essentially
two sides of the same coin. They are perpetrated in order to subjugate and
dominate populations and to expand colonial and imperial domains. For this
reason, | decided that, in the current context of the ongoing war, it was still
important to publish this text and continue the in-depth investigation of colonial
and imperial violence.

Can the Subaltern Speak?
In her seminal essay ‘Can the Subaltern Speak?, Gayatri Chakravorty

Spivak (1988) analyzes the complex relationship between the colonizer
and the colonized by looking at the practice of sati, Hindu widows' ritual
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self-sacrifice. One of the central problems Spivak's essay addresses is the
silencing of the voices of subaltern subjects, their inability to speak, their
constitution as a group through epistemic violence. Her example is based
on the intertwining asymmetry of essentializing ‘opposed’ categories, such
as 'black—white' and ‘'men—women.’ She uses these categories fo illustrate
the essence of ‘epistemic violence' through a specific case of colonial India.
Her main point is that women of her country—structurally oppressed by the
system—in fact deal with a double subalternity, both in relation to their male
counterparts and to the men of the imperial powers who profess to protect
them. Spivak sums up the oppressive, imperial relationship that she seeks
to deconstruct by paraphrasing Freud: ‘White men are saving brown women
from brown men.’

The elimination of the Hindu practice was instrumental for the
affirmation of British power and ‘civilization." But the widow self-immolation
practice, seen by the British as ‘a poor victimized women going to the
slaughter is in fact an ideological battle-ground’ (Spivak 1988: 302). Spivak
sees this British colonial initiative as silencing the subject that has already
been silenced by others. Instead of ending oppression, it continues the
violence as a vicious circle. As a result, the gendered subject is now doubly
muted. Spivak herself states that ‘as the discourse of what the British perceive
as heathen ritual is sublated into what the British perceive as crime, one
diagnosis of female free will is substituted for another' (Spivak 1994: 96).
Spivak asserts that she does not at all advocate killing widows in her pointing
out the violence of the British colonial gesture. She simply illustrates that the
Indian female figure remains obscured by two competing visions of freedom
that leave her with neither a voice nor room for agency.

Central to Spivak’s essay and thinking is the concept of epistemic
violence, inspired by Michel Foucault's definition of the term as a ‘remotely
orchestrated, far-flung, and heterogeneous project to constitute the colonial
subject as Other. (Spivak 1988: 280). Spivak demonstrates a complex
structure of domination that takes place under imperial rule in the contfext
of asymmetric power relations. The colonial regime and the British ‘benevolent
act’ of ‘the "masculine-imperialist” ideology can be said to produce the
need for a masculine-imperialist rescue mission’ (Spivak 1988: 296). These
solutions neglect ‘the alternative histories that might have been written—not
as the disclosures of a final truth, but as the assemblages of utterances and
interpretations that might have emerged from a different location, namely,
the place of the subaltern woman’ (Morris 2010: 3).

My own essay looks first at the colonial and imperialist representation
pattern that legitimized the conquest and exploitation of colonized non-
European populations. Gayatri Spivak's work is also relevant to the imperial
practices of domination that nourished the visual representation of the
African continent and its inhabitants. The second part of the essay, inspired
by Spivak's analysis, discusses how the work of individual photographers
creates a new gaze and new images that consciously contrast with epistemic
violence.
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Visual representation as epistemic violence

The process of colonization created a great divide among world populations:
those who had control over the knowledge production of the colonizer
versus those who did not (Azoulay 2018: 100). As systems of total domination,
colonial systems imposed their knowledge and destroyed or silenced
all other possible forms of knowing. The colonizers framed colonized
populations, their way of living, and their epistemic systems through their
own understanding and interpretations, thus establishing a hierarchical divide
between knowledge systems and traditions. Local and indigenous knowledge
systems were marginalized and almost inaccessible to European societies. In
the colonies, ‘official’ knowledge promoted by educational institutions and
museums was also anchored in colonial knowledge production. At the same
time, there were African artists, scholars or photographers who opposed
colonial representation patterns, producing their work against the ‘colonial
canon.”?

Photography was central to creating colonial representational
patterns. What medium better imposes views by visual means? Image
production was largely based on essentializing and romanticizing African
realities: white men inventing the image of Africa and Black men and women.
Photography was an instrument used to produce a ‘vision' of Africa. It was
also visual evidence ‘in the theatre of cultural violence against non-Europeans’
(Sealy 2019: 109). The portrayal of African life widespread in the West during
the colonial period and immediately after was predominantly the work of non-
African photographers, though indigenous African photographers lived and
worked in the colonies (Enwezor, Oguibe and Zaya 1996: 30, footnote 2).
'‘Cultures do not exist outside of how they are represented,’ as Stuart Hall
wrote (cit. in Sealy 2019: 109). As a matter of fact,

‘from the inception of the medium, photography has served and continues to serve the interests of the
state and of capital, of state-bounded knowledge systems, of disciplinary, racialized regimes embodied
in the apparatuses of science, education, and police, of the social control of minorities and the racial-

izing orders of colonialism outside and inside the West' (Holert 2019).

Mainstream representations of the continent center on two
opposing poles: on the one hand, the ‘pornography of misery’ featuring
a continent of disaster, ravaged by famines, war and death; on the other
hand, exoficization and romanticization. Both poles are oversimplified,
essentialized, and inherently violent. Colonial photography modeled its
roles after its spectacular and pure landscapes with exotic animals: the
photographer was a hunter playing with the African game-like subject
waiting to be captured (Enwenzor 2006: 14—15). Colonialism produced
a vast archive of visual images that still influences the stereotypical idea
of ‘Africa.’ ‘Africa has been transformed into a wasteland of the bizarre and
outrageous’ (Enwezor 2006: 13).3 In particular, this imaginary still dominates
the domain of humanitarian photography produced by development and
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charitable organizations as well as by international NGOs. The field of ‘saving’
Africans from themselves continues to draw on the imaginary of disaster and/
or exoficization. In this case as well, Spivak's paradigm of ‘white men saving
brown (wo)men from brown men’ holds. The whole salvation operation became
an industry based on international activity and supported by the production
of images as a testimony to its ‘rightness'—images underpinned by the idea
of African abnormality. | am interested instead in attempts at disrupting this
epistemic violence of visual images through evolving forms of documentary
in its wider sense.

Although photography's capacity fo capture the world around us is
undeniable, whether or not it is ‘objective'—and in what sense—is a crucial
controversy.

'Photographic images have always been carriers and mediators of claims of knowledge, evidence, and
truth, and thereby participate in and are complicit with the constitution of epistemic regimes and their

constitutive epistemic violence' (Holert 2019).

In fact, this ambiguity of photographic images makes them oscillate
between forms of knowledge and non-knowledge, often manipulated
by those producing them. Photography’s violence concerns those depicted
in photographs, reducing them fo an essentialized and objectified
representation and at the same time perpetrating the violence of continued
power relations and reproductions of the colonial relationship through these
images. It is precisely via this double violence that the photographic ‘vampire
machine’ created and diffused the colonial images of Africa that are still
suffocating the continent (Enwezor 2006: 15).

Documentary photography is a double-edged sword: it claims
to represent the world as it is, documenting reality, even while such images
may do more harm than good. Take the significant case of Kevin Carter's 1993
image of a dying child watched over by a vulture, documentation intrinsically
based on the ‘pornography of misery. Such photographic production
is characterized by Enwezor (2006) as turning photographic practice into
a mythology factory, thus entering into conflict with the original purpose
of documentary photography. The violence produced by such images relates
to the contents (represented people) and, at a more macro level, to the overall
idea of Africa through the continuation of power relations characteristic
of the colonial period.

Searching for ways to disentangle from epistemic violence

In their infroduction to the special issue of Public Culture dedicated
to Johannesburg as a metropolis, Achille Mbembe and Sarah Nutall (2004)
discuss some crucial problems related to the conceptualization of ‘Africa’ and
its representation, the two aspects intrinsically linked fo one another. As they
write,
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'Africa as a name, as an idea, and as an object of academic and public discourse has been, and re-
mains, fraught. [...] Africa is not only perpetually caught and imagined within a web of difference and
absolute otherness. More radically, the sign is fraught because Africa so often ends up epitomizing the

intractable, the mute, the abject, or the other-worldly’ (Mbembe and Nutall 2004: 348).

The focal point in this discussion is that different forms of knowledge
and knowledge production are all inferlinked by their nature, particularly
in situations where the idea of ‘Africa’ overdetermines the outcome of the
process. Very often, as rightly underlined by the authors, Africa is described
as an object apart from the world, while it needs 'to be open[ed] up to the full
spectrum of meanings and implications that other places and other human
experiences enjoy, provoke, and inhabit' (Mbembe and Nutall 2004: 348).

Africa’s realities are often reduced to several stereotypical ideas
and images limited to the colonial past, liberation struggles, and present-
day imperial capitalist exploitation of resources. These are undoubtedly
true, but only partly so. Not because they modify reality, but because they
focus on a limited part of it. They carve out the African world from the
history of relationships and interactions that the continent had with European
domination, framing the timeline through this relationship.4 Thus, they leave
aside some crucial, probably less spectacular characteristics of reality that
are decisive for understanding (contemporary) Africa. It may be Western
self-centeredness that does not allow for ‘letting go,” for looking at the
continent through a different, clear lens, rather than through the prism
of self-condemnation and self-reflection. The question would be: ‘How best
to overturn these perpetual and predominant imaginings of Africa?’ (Mbembe
and Nutall 2004: 351). Mbembe and Nutall (2004) suggest one viable option:
relying less on difference and more on sameness-as-worldliness (p. 351).

As the voices of formerly colonized peoples emerge through
photography, poetry, literature, cinema, and visual art, they have significantly
shifted the typology of images produced. As Spivak made clear, the crucial
point is not representing oneself but having ownership over one's own
representation and not being silenced. This opened radically new ways
of seeing and telling stories. African photographers who gained global
visibility pushed for a more just representation of African peoples and
places. This complex process of re-appropriation of knowledge and images
began in the years of African independence and is still ongoing, because
the 'imperial shutter’ (Azoulay 2019) continues shooting violent images and
producing epistemic violence.

This essay is not infended as a review of major landmarks in the
history of Africa-related photography, but as a more general discussion
of epistemic violence and visual representation. It will be based on a subjective
selection of works and photographers, included two watershed exhibitions
for photographic representation of Africa in the West (co-)curated by Okwui
Enwezor. The exhibition In/Sight: African Photographers, 1940 fo the Present,
organized at the Guggenheim Museum in 1996, presented the work of thirty
African photographers working in different genres over the course of the
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twentieth century. In/Sight stages African visions in order to testify ‘against
the dominant notions, preconceptions, and normative codings entrenched
in modernist iconography’ (Enwezor, Oguibe and Zaya 1996: 29). The
exhibition presented images exclusively by African photographers and void
of representations of war, genocide, dictators, and disasters as a deliberate
curatorial choice. The selection of works aimed to celebrate the creativity
of modern Africa and, as such, created a form of resistance fo the epistemic
violence of Western images. In a subsequent curatorial project, Snap
Judgements: New Positions in Contemporary African Phofography, organized
ten years later, Enwezor wanted

‘to direct attention to the multiple ways of representing African life and space, to enunciate forms of

visual practice that open us up to the fact that we do not only share the same space, but also the

same time. In other words, [...] focused on visual practices that recognize contemporaneity, that reach

beyond the stock images that have endured until now and are the iconography of the “abandoned”

continent’ (Enwezor 2006: 18).

These two exhibitions represent novel thinking around African
image production as well as the production of images of Africa. The formation
of a new gaze as a response to an overwhelming production of violent images
is an ongoing cultural and political process in all spheres: writing, cinema,
music. It is linked to a wider process of anti-colonial struggle, decolonization
of knowledge, and knowledge production. In these shows, Africa is depicted
as a place that may be lived in and not only fled from, that can be a point
of arrival and not only of departure. This shift brings Africa towards the lacking
‘normality’ that was discussed at length by Enwezor.> Enwezor (2006) pointed
out the lack of the representation of Africans ‘in normal human terms’ (p. 19).
Normality is opposed to exceptionality, a common representational pattern
for Africa. Enwezor (2006) clearly makes his point in the catalog for Snap
Judgements:

‘The paradox is that the images of suffering—which function as a sort of shorthand for neither looking

properly nor seeing Africans in normal human terms—do not ameliorate the disasters which they pur-

portedly engage. On the contrary, they have compounded and skewed the photographic imperatives

of a mediated fascination with the continent’s “abnormality” as the primal scene of global media’s

masochist pleasure, its unrelenting horror vacui' (p. 19).

In this essay, | would like to look closer in the direction proposed
by Enwezor. His solution for disentangling from epistemic violence is through
counter-reporting driven by an informed, balanced approach to writing
or picturing Africa and a scrupulous attention to images. This would also
entail an evolution of photography from a journalistic style, presenting facts,
fo a tool of observation and contemplation, a method foregrounding the
field and object of investigation® It is related to the process of watching
both reality and its observation, using photography as an analytical tool
(Enwezor 2006: 25). This approach means entering into dialogue with Western
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stereotypical representation of Africa and at the same time leaving it behind.
This evolution of the gaze, and of the subject as well, brings fo the fore those
photographers who deliberately apply anti-photogenic and anti-spectacular
lenses as a response to the representation of Africa’s abnormality. For instance,
they represent daily life through an everyday gaze—as distinguished from
that of a fourist, an ethnographer, or an explorer. This critical departure from
colonial imagery and the Eurocentric idea of Africa opens different avenues
for creative production.

Can explicit attempts to disentangle from epistemic violence bring us
to a dead end?

Responding to a call from an Ifalian online journal, | offered to discuss the
epistemic violence of images and to include a short series of photographs
that | took in Dakar, Senegal. | wanted to discuss my personal attempt to find
ways fo show the urban environment of the city in which | live” The abstract
was rejected by the editors because the images were considered 'purely
aesthetic and did not contain history and time’ which they deemed necessary
for any representation of Africa. My deliberate choice not to portray any
humans was also considered a form of abuse because it did not grant
Africans the role of subjects. The editors could not folerate images with
no reference to colonial violence or postcolonial struggles of West African
populations which, for them, are an inextricable part of African reality and
consequently of its representation. My choice to disregard this part of history
was inferpreted as epistemic violence. At the same time, the lack of violence
in the images was considered uninteresting and non-political.

Figure 1. A. A,, selection
non-violent ways fo think and subjectively inhabit the urban space around me f;;’gfégfzso‘:;%fr;hj”
without any claim of representativity. Although the pictures do not have any rights reserved, used with
political subjects, they are, at the same time, a conscious (political) attempt  Permission.
fo disentangle from narratives of poverty, misery, and humanitarianism. This
is also a reflection of how an African city can be represented by a person

establishing their personal and intimate relationship with it. It is a personal
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way out of a binary representational scheme based on exoticism and misery,
a search for alternative visual paths.

Though respecting the decision of the editors, | saw their feedback
as food for thought. While any research may be rejected and all photographs
represent a subjective way of seeing, this specific situation appeared to be
a good example of the invention of ‘Africa’ according fo the editors' pre-
existing ideas of the continent, which, at the end of the day, silences different
ways of seeing. This approach creates a sort of epistemic grid: a linear,
dichotomic relationship linking categories of people to typologies of produced
images. The imposition of limits by non-Africans on viewing and representing
the African continent through such kinds of ‘ethical’ approaches once again
encloses the understanding of the African continent within the framework
of epistemic violence. This clear-cut limitation on ways of representing ‘Africa’
is aligned with colonial knowledge production in that it aims fo show it from
one specific angle. Disentanglement from such imperatives opens up different
and non-schematic ways of looking at the continent.

Eva Barois de Caevel points out that contemporary art curators are
those who define what contemporary African art should look like (Caevel 2020:
127). In a sense, this observation can also go beyond art and be extended
to the image of the continent created by a variety of professionals working on
and in ‘Africa.’ Curators reportedly encourage certain types of artworks and
certain types of images to emerge in the international contemporary scene
because they somehow conform to their understanding of what ‘Africa’ should
look like. This curatorial practice that imposes a predetermined, established,
or desired image of Africa on artists (Caevel: 2020: 127) is another iteration
of Spivak's formula of epistemic violence through the imposition of ‘good’ on
the continent (Downey 2019).

Another way to deal with epistemic violence is through the explicit
use of violent images as a critique of violence itself. The film Episode IlI: Enjoy
Poverty by the Belgian-French filmmaker Renzo Martens (2008) became
a crucial work for the debate on violence and viable avenues for its critique.8

As the film's official synopsis advertises, ‘Dufch artist Renzo
Martens traveled around Congo, from the capital of Kinshasa to deep into the
interior,’ observing ‘the poverty-fighting industry in the post—civil war country
[and] regularly appearing on screen himself' (‘Episode 3'). He focuses on the
UN peacekeepers, white aid workers, Western journalists and photographers.
The conclusion that Martens arrives at is that poverty is an industry from
which the poor themselves do not benefit or benefit very little. The solution
that Martens proposes is to teach the Congolese that images of poverty
are the most lucrative resource in the country. In the film's ironic finale,
'local photographers start photographing malnourished children instead
of wedding parties’ (‘Episode 3').

‘Martens’ journey can be seen as a parable for the exploitive relations that characterize virtually all West-

ern activity in the Third World, and especially the DRC. He has gone to the country to lift them out of pov-

erty, made a film that he will earn his living from, and given nothing but a meal in return’ (Penney 2010).
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The controversy around this work can be summed up in the ques-
tion: can we actually disentangle from the epistemic violence of the docu-
mentary by recurring to the same violent means that it criticizes? The movie
manages to illustrate the complexity of the situation in the Democratic Re-
public of Congo and the intricate relationship between different actors, tied
together in a situation of interdependence. It also problematizes ‘social doc-
umentary's conventional production of “empathy” with its represented victims'
(Demos 2013: 118).

As Martens himself states, ‘So the critique of the film is not so
much in the action that the guy Renzo undertakes in the film, the critique
of the film is the film as a whole, it's the duplication, it's the copy in a way
of existing power relationships’ (Penney 2010). While the inferpretations
of the film are multiple and range from overt critique to praise, the aspect
that interests me here is the choice of violent images. Using Spivak's formula,
Renzo Martens' cinematic attempt depicts a white man saving black men
and women from the activities of other white male ‘saviors." The recursive
nature of this operation speaks for itself: such images continue to reaffirm
the idea of Africa as an ‘abnormal’ place that needs help, assistance, or
intervention from one group of white men or another9 Images of poverty
‘actually operate as commodity objects and are purchased by those who
encourage or benefit from the very industries for inequality and exploitation
against which concerned documentarians justify their practice’ (Demos
2013: 109). Looking at the problem through this lens makes me think that
the reproduction of violent images is not the answer. The global paradigm
of image production should be addressed using a drastically different
approach: tofally different images that disentangle from the stereotyped
representation of the continent. This does not mean that we must not criticize
the exploitation of DRC Congo by multinational corporations, the Western
world's support of corrupt and authoritarian regimes that perpetuate colonial
power relations, or the UN's role in this business, as Martens does. But this
critique need not rely on images of child malnutrition, general suffering, and
poverty in order to be efficacious.

It seems that the approaches suggested by the Italian journal and
by Renzo Martens threaten to narrow the discursive and visual representation
of Africa to a pre-defined set of themes and patterns. If image-making aims
to go beyond the reproduction of stereotypical images while producing work
at a subtler level, then other ways of knowledge production are needed.
As suggested by Mbembe and Nutall (2004), the spectrum of images needs
to be open to all possible genres, subjects, and themes.

Transformative ways of seeing African urban environments
In this section, | would like to look at the existing photographic practices

dedicated to ‘counter-reporting’ and visual counter-narratives on urban
spaces in Africa. This will allow me to link my own photographic practice and
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the debate | invoked above with other photographic works, and thus build
my argument on ways of disentangling visual works from epistemic violence.

Urban spaces in West Africa, particularly in big cities such as Dakar,
Abidjan, and Lagos, are enriching and visually challenging. Much has been
said about slums, underdevelopment, infrastructure, insufficient services for
growing populations, and other issues that keep living standards low. Without
denying these difficulties—they appear in the images—the photographs
chosen here open up room for an expanded dimension of reality, leaving
space for different and new narratives o emerge. Only by relying on what we
see, seeing the invisible and the beautiful in everyday life, watching and living
a place through an evolving, intimate, and meditative contemplation, can we
open up different forms of what is seen and how.

The idea of looking at a place as if it were not African emerges
in a conversation between Frangois-Xavier Gbré, Emmanuel Iduma, and
Brendan Wattenberg (Wattenberg 2015). Gbré speaks of a picture he took:
‘The red mud is the only element that says you are in West Africa, in Abidjan.
If you don't look at the ground, just at the house, it could be a suburb
in Germany or the UK' (Wattenberg 2015: 87). This implies that there is an
implicit canon of what an African city looks like or at least how it is imagined
and depicted. Here, | would like to look at works that radically modify the
existing imagery and build up a new canon, not silenced by anyone and free
from colonial imperatives of knowledge production.

Simon Njami writes,

'| believe that the “sense” of the city in Africa cannot be found in geometry or any conventional, verifi-
able logic or urban planning. The city here is not a physical entity with street names and signs, but an

intangible phenomenon’ (Njami 2001: 25).

Photographic practice is thus the outcome of photographers’
relationship with the infangible, with the not-always-visible. This relationship
is cultivated through practicing the city (De Certeau 1980). One way of living
the city, like walking through it, is photographing it (Magee 2007). This is
a very generative approach to the city (or image-making more generally)
because the way of seeing is determined by the intimacy of the relationship
with a place. This approach, which Magee (2007) calls elective belonging,
expresses ‘an individual's sense of belonging to a community: one may be
born into that community, or one may move to it, but in either case, when
one chooses to stay, one elects fo belong' (p. 110). This understanding of the
sense of belonging as a specific form of representation, as an intimate sense
of the city is also an instrument that could help fo overcome strictly binary
forms of belonging and non-belonging. Among photographers who practice
African cities this way, Magee names the work of Alioune Ba from Bamako
and Zwelethu Mthethwa from Johannesburg.

Another example of a creative way of practicing the city is the
curatorial approach of Modou Dieng and Djibril Dramé in their open-air
exhibition in Dakar You Are Beautiful the Way You Are. The exhibition, opened
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in November 2020 in the streets of Médina and Plateau, infegrates visual art
(painting and photography) into the Dakar cityscape. The project is a way
‘fo share new Black contemporary art with the local communities of Dakar,
Senegal amidst the COVID-19 pandemic’ (‘Statement’ 2020). The artworks
smartly embedded in the urban landscape of the city become part of the
city and create a vivid inferaction between its dwellers and its images. The
integration of artwork info the places we live through on a daily basis opens
our eyes anew fo familiar architecture, environment, and buildings. This form
of contemplating and practicing the city also becomes a creative instrument,
a photographic technique. Different arfists, different people, different life
histories make up different ways of connecting and belonging to (their) cities.
This is crucial to evolving our view of a place—how we relate to it, think
about it, or representing it as a final stage of this complex relationship. Using
the words of El Hadji Malick Ndiaye:

‘On the seemingly disorderly architecture landscape, the works of art in the capital are open windows,
boulevards of life, an encyclopedia where the stares of passersby clash. The relations between individ-
uals and the environment receive here a contribution adapted fo the context. May the city become a

space of permanent exhibition’ (‘Statement’ 2020).

| see this relationship with the city as an example of the evolving gaze on
African urban environments, providing new ways of seeing as well as productive
representational models that disentangle from the epistemic violence of the
external gaze, and entering new depths of the place that is practiced. This takes
the ‘normality’ of a place as an epistemological point of departure. In this case,
‘normality’ becomes a necessary first step in the underpinning reflection on
forms of representation of African urban environments, followed by researching
and producing transformative ways of seeing.

Figure 2. Djibril Dramé
and Ndoye Douts for the
You Are Beautiful the
Way You Are exhibition
in Dakar, November
2020. © Blackpuffin, all
rights reserved, used with
permission.
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Figure 3. Jordan Casteel
for the You Are Beautiful
the Way You Are exhibition
in Dakar, November

2020. © Blackpuffin, all
rights reserved, used with
permission.
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Figure 4. Patrick Quarm for
the You Are Beautiful the
Way You Are exhibition

in Dakar, November 2020.
© Blackpuffin, all rights
reserved, used with
permission.

One photographer who navigates an intimate dialogue with Dakar
is Mame-Diarra Niang.

‘In questioning the landscape, | am questioning myself on the landscape. | fry to find myself on it.
What makes me, and where | come from. [...] In fact, with the plasticity of territory, I'm talking about
my ferritory. Not yours, not the territory of the others, it's my territory. In all of this | find myself; | find

my own presence. My own story, and history' (Onabanjo 2015).

The photographer's attention is largely devoted to to built
environments, almost free of human presence and depicted from the outside.
Her two projects Sahel Gris (2013) and Af the Wall (2014) are of particular
interest for this essay and for the new turn in African urban photography
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(Baumann, Chuang and Onabanjo 2017). Af the Wall was first exhibited
at the Stevenson Gallery in Johannesburg in 2014. All the pictures in the show
feature a wall and all their titles relate to the word ‘wall’: le mur, détail du mur,
le peuple du mur, and plasticité du mur.

The photographer's gaze always encounters a wall as a way
of delimiting urban space and dividing it between the inside and the outside,
as a form of belonging, as a way of positioning herself in the space. Niang
applies a non-conventional and anti-photogenic gaze (in Enwezor's sense)
to Dakar's trafficked streets and roads, although her images are almost always
void of humans. This exteriority nonetheless reports an intimate relationship
between Niang and the photographed city. In fact, her artist statement talks
about challenging the viewer fo go beyond the recognizable (Baumann,
Chuang and Onabanjo 2017: 302). This is visible in her interest in walls
as a complex archetype of urban development that change societal ways
of inhabiting territory and increasingly distinguish between the inside and
the outside.

‘The artist's complex relationship with a place that is deeply part of her history and yet does not offer
her a sense of home is palpable; she seems o move in a void, following the same wall through the
city, as if looking for a thread, a sign, an encounter, and maybe a connection. One could say that the
subject of the series is the search, the pilgrimage fo gain answers on the future and the past alike. The
encounter with the wall offers a surface where her desires and fears are projected. As in any encounter

with a reflective experience, the answer ultimately lies with the pilgrim’ (Niang 2014).

This form of analytical observation and research on the ferritory
within and around herself is even more evident in her series Sahel Gris. In
this series, shot in one hour, as stated by the artist herself, Mame-Diarra
Niang shares metaphorical and abstract landscapes of territories adjacent
to the airport, now subject fo real estate predation. Niang's interest in the
architectural environments, void streets, and recently urbanized, apparently
almost uninhabited areas hides deep visual research and attention to both
societal and personal dilemmas. The landscape is in transition between rural
and urban, lived and abandoned, personal and impersonal. The transitional
nature of the place that Niang documents echoes with the artist's search for
herself, for her formal and elective belonging.

Another photographer who emerged in the 2010s working
on transformative ways of seeing the continent is Frangois-Xavier Gbré.
His aesthetic research frames the past and present in one photograph,
revealing the tension between an idea and its practical realization. He looks
at architectural monuments as traces, as ‘marks of the absence of a presence.’
Gbré's practice centers on changes and mobility in urban environments and
architectural resilience as a narrative. He looks at a common denominator
for all the photographers mentioned in this section of the essay, that is,
‘the beauty of often overlooked quotidian objects’ (‘Francois-Xavier Gbré'
2023). Thanks to Gbré's photographic production, buildings ‘have a brief
second life as purely aesthetic objects’ (Wattenberg 2015: 5). Gbré's works
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Figure 5. Mame-Diarra
Niang, Le peuple du mur
#1, from the series At The
Wall. © Mame-Diarra Niang.
Courtesy of Stevenson,
Amsterdam, Cape Town,
and Johannesburg, all rights
reserved, published with
permission.

Figure 6 and 7. Mame-
Diarra Niang, Untitled,
Diptych, 2013, from the
series Sahel Gris 33. ©
Mame-Diarra Niang.
Courtesy of Stevenson,
Amsterdam, Cape Town,
and Johannesburg, all rights
reserved, published with
permission.
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depict internal and external spaces as perfect frames of reality that his
gaze captures in the built urban environments. A building or a house is
represented as a stand-alone sculptural structure, seen by the photographer
as a symbol and a symptom at the same time (Wattenberg 2015: 7). While this
resembles an evolved understanding of the documentary, it also leaves space
for the viewer to question such notions as time and history through perfectly
framed pieces of reality. Like Mame-Diarra Niang, Frangois Xavier Gbré
also investigates his elective belonging, his personal experience exploring
built spaces, past aspirations, and memories encoded in buildings. These
images relate different chronologies and suggest new readings of the urban
environment, constantly revealing the effects of human intervention upon the
landscape (‘Francois-Xavier Gbré’ 2023).
Gbré's images, devoid of human beings, are an exploration
of man-made landscapes as evidence of human history, activities, intentions,
and goals, juxtaposed against the present-day state of affairs. The lack
of humans can be explained by Gbré's attempts to unify different dimensions
and parts of the puzzle to reflect on the complex history and present that Figure 8. Francois-Xavier
his camera immortalizes. These contemporary architectural portraits lead the ~Cbré, Baie de Mermoz
. . . . Il, Dakar, Senegal, 2012.
viewer fo reconsider the past, fo critically think about the gap between the ¢ Francois-xavier Gbre.

past and present. Courtesy of Galerie Cécile
Fakhoury, Abidjan, all
rights reserved, used with
permission.
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Figure 9. Francois-Xavier
Gbré, Cité universitaire
Mermoz, Abidjan, 2014.
© Frangois-Xavier Gbré.
Courtesy of Galerie Cécile
Fakhoury, Abidjan, all
~ rights reserved, used with
& permission.

The visual representation of Africa began with a neat distinction between
the makers of the image and those captured. This resulted in silencing voices
and imposing qualitative judgements, as described in Spivak’s essay. Since
then, ‘epistemic violence' has been on the radars of scholars, writers, critics,
and artists, yet its interpretation still varies radically. In this essay, | attempted
to demonstrate how the ‘invention of the new image of Africa’ is a visual
rupture with the colonial invention of Africa. I've argued that an intention
fo criticize epistemic violence does not necessarily produce a different gaze,
as the examples of the arbitrary criteria of the Italian journal and the work
of Renzo Martens demonstrated. Perhaps it produces recursive attempts
fo disentangle from epistemic violence that are condemned to fail. How can
we not fail?

In the final part of the essay, | sought to look at the works
of photographers who explore urban environments by establishing an
intimate relationship with a place through its aesthetic representation.
This approach opens avenues for dealing with ‘what we see’ in an African
metropolis, defeating developmentalist and simplistic ways of looking at a city
in a ‘low-income country," introducing a personal side of visual research where
the writer/photographer has an intimate relationship with the place that is
photographed. This connection enables multiple ways of seeing. Central
fo this working practice is the sense of belonging to a place that becomes
both key and instrument to overcoming preconceptions and stereotypes. This
more sensitive than theoretical approach makes room for a variety of gazes
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that overcome the binary dichotomies of belonging and non-belonging,
indigeneity and coloniality. It allows one to travel from the 'normality’ of an
anti-photogenic gaze fo the unfixing of ideas and images. This aesthetic turn
opens African landscapes and places to a multitude of gazes. This personal
dimension also allows photographers to overcome objectivity and go beyond
epistemic violence based on the opposition of ‘right’ and ‘wrong.’ The intuitive
and confemplative work of various photographers embodies different forms
of investigating facets of the city seen beyond the visible. Contemplation of the
city occurs both in thoughtful relation with the self and with the surrounding
environment. This cohort of photographers intimately connected fo the
continent, pursuing their own visual and conceptual research lines, is inventing
a new image of Africa through intrinsically non-violent artistic practices.

1. Few countries in West Africa—and even fewer among former French
colonies—made radical education reforms after independence.

2. It is important to state that not only European photographers and
ethnographers created the ‘image’ of the continent. There were a number
of African photographers and ethnographers working in West Africa
during the colonial period. African pioneers of photography (working
in the nineteenth century) produced a significant body of work that is
now mostly lost or hard to access. Neglecting the intellectual contributions
of Africans would merely reinforce the same ‘epistemic violence' that this
essay seeks to address. At the same time, the aim of the essay is fo reflect
on the idea of ‘epistemic violence' and its production, as well as the
ways contemporary photographers disentangle from epistemic violence
by producing novel images of the African cities.

3. Even the photographic archives of the former colonies themselves, for
example, the iconographic archives of Senegal, where | conducted research,
are full of images (in the form of postcards, research photographs, etc.)
produced by the colonizer, in this case, France.

4. Recent literary production, for instance, Jennifer Nansubuga Makumbi's
novel Kintu (2014), deliberately does not falk about colonialism and British
presence in Uganda. ‘Then | came tfo Britain and saw how, in Western
media, Africa was presented as “mental” and the idea of a “mad" family,
mad nation and mad race was formed. But along the way, the inspiration
to write Uganda before Europe occurred. Later, | made the decision to shift
my focus away from colonisation’ (Cooper 2017).

5. The process of labeling some places, not exclusively Africa but also, for
example, Eastern Europe, is a way to reduce them fo a stereotypical
vision and understanding, stripping humanity from these places. This
is a common Western-Eurocentric approach that needs to be defeated.

6. In his seminal work discussing documentary photography, Allan Sekula
(1984) writes: ‘Against violence directed at the human body, at the
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environment, at working people’s ability to control their own lives, we
need to counterpose an active resistance, simultaneously political and
symbolic, fo monopolise capitalism’s increasing power and arrogance,
a resistance aimed ultimately at socialist transformation’ (p. 255).

| am a Russian-born female writer and researcher currently living between
Dakar, Senegal and Bologna, Italy.

The impact of the film was so significant that Sternberg Press published
a volume of reflections and essays on it, edited by Anthony Downey (2019).
For a critical discussion of assistance, intervention, and the NGO-ization
of Africa, see Demos (2013).
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CraTtbs

YuyebHuk pycckoro. lNpo6nembl NnpenogaBaHMs
PYCCKOro si3blKa TPYAOBbIM MUIPAHTaM U
YrieHam UX cemen: 0630p y4eOHO-MEeTOANHECKMX

KOMMJIEKCOB

Codoms Pycckux, Monuna Kosanéea

[aHHas cTaTbsi NocBsLLEHa aHanusy
CYLLECTBYIOLLMX Y4EOHBIX MOCOOMM
MO PYCCKOMY SI3bIKY ANt TPYAOBBIX
murpanHToB. CyLecTsytoLme
y4e6HMKM MO PYCCKOMY SI3bIKY KaK
nHocTpaHHomy (PKU) He moryT

B MOJTHOM Mepe YAOBNETBOPUTL
NoTPeBGHOCTM TPYAOBbIX

MUIPAHTOB U YIIEHOB MX CEMEN:
GonbLUMHCTBO maTepuanos no PKM
OPMEHTUPOBAHBI Ha CTYAEHTOB
BbICLLUMX y4eOHbIX 3aBeAeHMM, TO ecTb

HaBLIKOB MPOJIECCUOHASNBHOTO
oOLLEHMS, @ Y4eOHUKM ObLLEero
TUMNA, HaMPaBJIEHHbIE HA OCBOEHMWE
MPaKTUYECKOrO KypCa PyCcCKOro
A3blKa, KaK MPaBUIIO, a4PECoBaHbI
MPeACTaBUTENSIM 3aMagHOrO MMPA.
ABTOPbI PaCCMaTPMBAIOT YHEBOHMKM
no PKU ¢ aHTpononormyeckoi,
MesarorM4eckom 1 NMUHIBUCTUHECKOM
TOYEK 3PEHUS B LUMPOKOM KOHTEKCTE
MMIPALMOHHOM CUTYaLuK B
coBpemeHHoM Poccum.

npegnonaratoT Haln4ne Aa3blKOBbIX

KnioueBble cnoea: PKM, TpyaoBbie murpaHThl, y4ebHble NOCOOUS, S3bIKOBAS
ajanTaumsi

Pabotas Hap 3ToM cTaTbel, Mbl MOCTaBMNKM Mepen coboi aee 3agaqn. Bo-
NepBbiX, PACCMOTPETb LLUMPOKMI KOHTEKCT MMIPALMOHHbBIX MPOLECCOB B CO-
BpemeHHol Poccun. Bo-BTOpbIX, NOAPOBHO M3y4nTb OAMH Ma3n M3 6OMbLIOH
MO3aMKM MUMPALIMOHHBIX BOMPOCOB — y4eBHble MaTepuaribl, KOTOPbIE Ceroa-
HSI NMPEANaraloTCsl TPYLOBbIM MUIPAHTAM M YfIEHAM WX CEMEMN ANsSi U3YyYeHMs
PYCCKOro si3blKa M MOATOTOBKM K SK3aMEHAM.

OpHoM U3 rMaBHbIX TEHAEHUMI PA3BUTUSI COBPEMEHHOIO POCCHIM-
CKOrO OBLLECTBA CHMTAETCA HapacTaHWe MMrpaLmMoHHbIx npoueccos (LamHe
2013). UccnepoeaTtens murpaumnm Brnagummp Manaxoe (2015) B cBoeit MOHO-
rpacpmm nuweT o Poccum Kak 0 HOBOM CTpaHe MMmMMUrpaumun. B otnmume ot 3a-
nagHoesponeickmx ctpaH, CLUA u Kanage Poccus Havana maccoBo npuHm-
MaTb MUIPAHTOB CPAaBHUTENBHO HeAaBHO. Takme nccnegosaTeny, kak JdaHuun
AnekcaHgpos, Banepus MeaHowuHa u EkatepuHa Kasapuesa, aHanmsunpys
STHMYECKMM COCTAB POCCUMCKMUX LLIKOSI, MULLYT, YTO «CTAaTUCTUKA STHUYECKO-
ro M MMrPaLMOHHOIO CTaTyCa LUKOSIbHUKOB MO3BOJISIET OLEHUTb HE TOJSIbKO
06beM MMIPALMOHHBIX MOTOKOB, HO M PETPOCMEKTUBHYIO BPEMEHHYIO AMHA-
MUWKY ANsi Pa3HbIX STHMYEeCKmx rpynn. 15—20 net Hazag CcembM YKpPauHLEB,
asepbanmKaHUEeB, apMsH, rPy3uH akTuBHO nepeesxanu B PO. B HacToswee
BPEMS MHTEHCUBHAs MUIPaLMs MOET Y TaKMKOB, Y3GEKOB, KUPIrU30B, Mpu-
BO3SLLUMX C cOBOM AeTelM pasHoro BospacTa» (AnexkcaHapos, MeaHioWwMHa,
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Kazapuesa 2015).

CraTMCTMKA MOATBEPKOAET 3TM Te3ucbl. [UPEKTOpP S3bIKOBOrO
Kny6a «bunmm», opraHmMzoBaHHOrO B MOCKBE C LESbiO COAEMCTBUSI MUrPaH-
Tam B aganTaumm u obydveHun, Makcatbek Ab6myHaszap yyny npuBOAMT Ta-
kne umdopbl: «CornacHo OTYETY O MEXayHaponHoM murpaumn OpraHusauum
o6beanHeHHbix Haumit 3a 2017 roap, Poccuitckas Depepaumst 3aHMMaeT yeT-
BEPTOE MECTO MO YMCIy MMrpaHToB. B nocrnegHue rogbl B MMrpauMOHHbIX
npoueccax MosiBUnIMCb HoBble TeHaeHuuu. Bereg 3a myxumHamm B Poccuio
MOTSAHYNMUCb MX KeHbl U aeTn. CemeiHas murpaumsi Habupaer o6OPOTLI, CTa-
BSl Mepes 3aKOHOAATENSIMM, TOCCTPYKTYPamMM M OBLLECTBOM HOBbLIE BbI3OBbI.
Mo maHHbBIM rocyfapcTBEHHOro foknaga MUHKUCTEPCTBA TPYAA M COLMAbHOM
sawmTbl Pocemickoit @epepaumm o [onoxeHunn geteit u cemei, MMeEIOLLMX
neten, B Poccuiickon Oepepaumn”, B 2016 roay Ha TeppuTtopmio Poccuitckon
Depepaunm Bbexano 6onee 171 MIH MHOCTPAHHBIX FPa)4aH, B TOM 4Mcrie
getv go 18 ner — 1,6 mnH yenosek, unm 9,5%. OTcyTcTBYIOT OdbMLMaNb-
Hble JaHHbIE O TOM, KAKOE KOSIMYECTBO AETEM MUIPAHTOB YMCIIUTCA B CUCTE-
me 0B6pa3oBaHMsl, U CKOSIbKO AETEN HE MOJIYYaloT LUKOSIbHOE OBpa3oBaHUE»
(A6gyHazap yyny 2018: 111).

MmeHHo Poccust sBnsieTcsl OCHOBHBIM HaMpaBSieHWEM TPYLOBOM
MUrpaumu ang rpaxgaH TagkukuctaHa, KbipreiactaHa, Y30ekucTtaHa U gpyrmx
ctpaH CHI. LleHTpbl nputsikeHus murpaummn — MpkyTek, Yuta, HoBocubumpck,
Poctos-Ha-[oHy, ExkatepmHbypr, Mockea, CankT-letepbypr, Mockosckas,
JlenuHrpaackas, Kanyxckasa obnactu.

Poccus u cTpaHbl 6amkHEro 3apybeskbs MMenu OfMTEnNbHbIM ne-
pvog obwer uctopum B coctae Cosetckoro Cotoza. Ectb MHeHMe, yTo 31O
LOSMKHO obreryaTb NPoUecc aganTaumm TPYLOBbIX MUTPAHTOB M3 3TUX CTPaH.
3ByuMT M gpyras nosuums: npuesxas B Poccuio, «miogn M3 pasHbiX peruo-
HOB M OPYXECTBEHHbIX PEeCrnyOriMK CTASIKUBAIOTCS C MHOXECTBOM Gapbepos.
OHM npoxogdaT Henerkui NyTb aganTaumu 1 uHTerpaumn. Bo mHorom nogo6-
Hble 6apbepb| CBA3aHbl C 3aKOHOAATENIbCTBOM, KYNBTYPHBIMU U A3bIKOBbIMU
Pa3IMUMAMM, PA3HOCTBIO MEHTASIMTETOB, HAKOHEL, C MPesyOeAeHUSIMU MECT-
HbIx xuTenen» (Kykypysosa 2018: 6).

[Mpuezkasn B Poccuio 1 xenas ycTpouTbCs Ha paboTy, TPYAOBLIE MU-
rPaHTbl JOMKHbI CAATb SK3aMEH, MOATBEPIKAAIOLLMI UX YPOBEHb BIIaLEHUS PyC-
CKMM SI3bIKOM, @ TaKXKE 3HaHMSI OCHOB 3aKOHOAATENbCTBA M UcTopmu Poccum.

OK3aMeH MO PYCCKOMY Si3blKy M OCHOBAM 3aKOHOAATENbCTBA M MCTOPUM
Poccum

C 1 aHBaps 2015 roga TPyAOBble MUIPaHTBLI AOSMKHbI MOKa3aTb YPOBEHb Bria-
[IEHUSI PYCCKMM SI3bIKOM HE HIKE DIIEeMEHTAPHOrO YpoBHS Al, 4ToGbl MMeTb
BO3MOXHOCTb OCPOPMUTL NAaTEHT A1 PaboThl, Pa3peLUeHMe Ha BPEeMeHHoe
npe6biBaHUE UITU BUJ, HA MUTENBCTBO — TO €CTb 0O53aHbl YCMELLHO CAATb 3K-
3aMeH Mo pycckomy si3biky. 1 anpensi 2014 roga Beilen npmkas MuHUCTEpPCTBa
obBpazoBaHus u Haykn PO Ne 255 «O6 yTBepAeHUM YPOBHeH BnageHus
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PYCCKMM $I3bIKOM KaK MHOCTPAHHbBIM M TPEBOBAHUM K HUM», B KOTOPOM HEOB-
XOAMMbIA YPOBEHb Si3blKa Ha3BaH «Ba30BbIM YPOBHEM A1 TPYAALLUMXCS MM-
rpaHToB». 29 aerycta 2015 roga Bbiwen npuka3 MuHmcTepcTBa 06pazoBaHms
1 Haykn PO, B KOTOPOM 3aMmMcaHo, YTO TPYAALLUMECS MUMPAHTbI JOSKHbI MOKa-
3aTb TAKKE MMHUMATbHBIN YPOBEHb 3HaHMI Mo uctopmmn Poccum m ocHoBam
3akoHopaTenbctBa PO. CrioxHOCTb 3afaHWi BapbMPYETCS B 3aBUCMMOCTM
OT Lenu NpMEIKEro, HaNnpPUMepP Mpu ocPopmneHumM naTeHTa Ha paboTy 3apa-
HUS NPOLLE, YeM MPK OPOPMIIEHMM BMAaA Ha xuTenbcTBo. K umcny HosoBBe-
LEHUIM OTHOCUTCS U COKpPALLEHWE CPOKa AeMCTBUS cepTUdoMKaTa npm odpopm-
JIEHMM MATeHTa MMM Pa3peLleHus Ha pPaboTy — Ternepb 3TO He MsATb JIET,
a Tpwu roga.

HeobxoanMMoCcTb TAaKOro 3K3amMeHa HE BbI3bIBAET COMHEHUM —
OH SIBNSIETCS MOKAa3aTeNem BO3MOXHOM UMM HEBO3MOXHOM COLIMOKYNBTYPHOM
afanTaumMm MUrpaHTa, NPEAOTBPALLAIOLLEN Cerperaumio 1 mapruHanusaumio.
DkcnepTra Mo Bornpocam murpaumm lOnus Bapbiwesa nuweT: «3HauMTenbHas
4YacTb MMrpPaHTOB CTapLuero rnokoneHus — OGbiBlune rpaxgaHe CCCP.
OHM npoLunu coumanmsaumio B COBETCKOM LLKOME, MMEIOT CXOAHbIE Nnapame-
TPbl COLManMU3aLMU C NPUHUMAIOLLMM POCCUMCKUM HacenieHMem U cBoBOAHO
BrafeloT pycckum ssbikom. OAHAKO, MO OLEHKaM 3KCMepToB, B MocrefHue
nontopa gecstunetmus B MockeBe OUKCUPYETCS TEHAEHUMSI K YBEMYEHMIO
MOTOKa MOOAENM — TPYLAOBLIX MWUIMPAHTOB M3 CEMbCKMX PErMOHOB MOCT-
COBETCKOro MPOCTPAHCTBE, COLMASM3UPOBABLUMXCS B APYrMX YCIOBUSX
M He BIafeioLmX UMK NIoXo BMNaAetoLMX PYCCKUM s3bikom. Bompoc uncnen-
HOCTWM MMUIPAHTOB M3 CTPaH AaSibHEro 3apybebs — MPEAMET CropoB, TaK
)K€ KaK MepCreKTMBbl M CKOPOCTb aHKMNaBM3aLMKU M hOPMUPOBaHUS PaMOHOB
KOMMAKTHOMO MPOMMBAHWUS MUIPAHTOB, HO MPW pa3paboTke U peanusaumm
Mporpamm COLMOKYNLTYPHOM afanTaumu U MHTerpauum, 6e3ycnoBHo, pasym-
HO YYUTbIBATb BCE BO3MOXHbIE MUTPAUMNOHHbBIE rPYynnbl U NMOTOKU» (Bapblmesa
2018).

MofroToBKa K 3K3aMeHy NOXMTCS B MEPBYIO OYepefb Ha Mieyu
CaMOro 3K3aMEHYEeMOro, MHorga OyayLumMe MMIPaHTbl HAYMHAIOT FOTOBMTLCS
3apaHee, elle B CTPaHe MCXOAa — HaMpPUMEP, 3aHUMAsICb C PEMETUTOPOM.
B 6nukaiiwem Oyayllem OXMIAAETCA OTKPbITUE LEHTPOB AOMMIPaLMOHHOM
NnoAroToBKkM B TagxukucTaHe, Y3bekunctaHe u KbiproiactaHe, koTopble OyayT
npu3BaHbl XOTs Bbl YaCTUHHO PEeLUMTb MPOBIEMY MOATOTOBKM K SK3aMEHaM.
BesycnosHo, pecypchl Arnisi NOATOTOBKM HYKHbI M B MPMHUMAIOLLEN CTpaHe —
3TO MOTYT BbITb OChnaliH- UMM OHMAaMH-KYPChI, CNeLuanbHO obyYeHHble neja-
roru. [NogpobHee 06 3TOM B CriedyloLLEM MyHKTE.

AKTyanbHble npo6Grnembl S3bIKOBOWM apanTauMuM TPYAOBbIX MMIPaHTOB
B Poccum
3HaHWe A3blKa MPUHUMAIOLLEN CTPaHbl — OAMH M3 MOKAa3aTenei yCrnewHoM

MHTErpaumm, Hapsgy C «AOCTYNOM K MyGIIMYHBIM YCITyram M K MHPOpMaLMM
O TPYAOYCTPOMCTBE, XMUIbe, NPaBaxX WMHOCTPAHLEB, HaMMYMEM COLMANbHBIX
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cBsizeM, 0OCo3HaHMem cebs B NpUHUMAIoLLEM OBLLecTBe ,KaK goma"» (KanuumH
2014). MHoruve rpasgaHe cTpaH GAMMKHEro 3apyBeskbs He MOSYYMnM Ha Po-
[OMHEe AOCTaTOMHbIX A MOBCEAHEBHOM M TPYAOBOM KOMMyHMKauum B Poccum
3HaHUIM no pycckomy a3biky. Cepren MeHbKOBCKMIM, CEKpeTapb KOMMCCUM
Mo MeXHauMoHanbHbiM oTHoleHusim B CaHkT-lNeTtepBypre, npuBOAUT AaH-
Hble onpoca: «B pesynstaTe onpoca BbISCHEHO, YTO 62% MWIPAHTOB MCMbI-
TbIBAIOT TPYLHOCTM B OOLUEHMM Ha PYCCKOM f3bike, a 41% — TpyaHocTh
B OBLUEHMM C MECTHBIM HaceNeHMEM HE3aBMCMMO OT SI3bIKOBOTrO Gapbepar»
(MeHbkoeckmi 2018: 25). BmecTe ¢ HUMM NMBO HEMHOrO MO3KE MpPUE3NKa-
0T B Poccuio umeHbl UX cemen — Cynpyru, BETH, KOTOpble YacTo BnagetoT
PYCCKMM SI3bIKOM B ELLE MEHbLLEN CTEMEHW U NEPEKMBAIOT TSKENbLIN NMEPUOA
ajanTauMu B HOBOWM KYNBTYPHOM M SI3bIKOBOM cpefe. [1pu 3TOM AeTH BbIHYK-
[eHbl MPaKTUYECKMU CPpasy BKIOYaTLCS B y4eBHbINM NMPOLECC B PYCCKOSI3bIMHOM
LuKore.

Mpobnembl s3bIKOBOM cHTyaumMm B Cyabbax TPYAOBLIX MUIPaH-
TOB M YNEHOB MX CEMEM aKTMBHO pPa3pabaTbiBalOTCS aHTPOMOMOramMm, Co-
LMONMMHIBUCTaMM U KynbTyponoramu: Bnapoi bBapaHoeol, [aHumnom
AnekcaHgpoBbim, ExkatepmHoit OemuHuesol u gp. B ctatbe «S3bikoBas co-
uManusaums Aetet murpaHtoB» Bnapa bBapaHoBa onucbiBaeT LLMpOKYtO
ManuTPy BO3MOMHBLIX S3bIKOBLIX CUTYaUMit B JKM3HW TPYAOBOTO MMrpaHTa
B Poccum — oT nonHoro HesHaHUs s3blKa HA MOMEHT Mepeesfa L0 OCBOEHUS
pyccKoro si3bika elue Ha poauHe. Koraa peyb uaetT o murpaHTax, NpuBbIBLLKMX
B Poccuio Ge3 3HaHMS PYCCKOro si3blka, TO B CPEAHEM Ha M3y4YeHue pasro-
BOPHOIO PYCCKOro si3blKa OTBOAST ABA rofa. DTO KacaeTcs TeEX, KTO BCTyrnaert
B KOMMYHMKaLMIO Ha PYCCKOM s3bike. KOHeYHo, ecnu uneH cembn He obLua-
€TCS Ha PYCCKOM $i3bIKE M He MCMOoSb3yeT ero B paboTe, TO OCBOEHMS SA3bIKA
MOnpPOCTYy He MPOMUCXOAUT. [1pU STOM HM OAUH PECMOHAEHT HE YNOMSIHYI HU-
KaKOro MHCTUTYLIMOHAMbHOMO Crnocoba M3yveHUs PYCCKOro si3blka — HU pe-
neTmMTopa, HU KypcoB. OCBOEHWE MPOUCXOAUT HYEPES KMBYIO KOMMYHMUKALIMIO,
MpUYem YacTo He C HOCUTENSIMM PYCCKOMO $i3blKa, @ C APYTMMM MUTPaHTaMM.
Takum 0b6pazom, TPYAOBbIE MUIPAHTLI YCBAMBAIOT HE COBCTBEHHO PYCCKMM
A3blK, @ €ro MUAXMHU3UPOBAHHYIO DOPMY, Ha KOTOPYIO MOBMMUSANIM POLHbIE
a3blkun murpaHTos (bapaHosa 2012).

B chepe obyyeHus TPYAOBbIX MUIPAHTOB PYCCKOMY Si3blKYy €CTb
HECKOMNbKO OCHOBHbIX MPOGMEM: Manoe YMCrO MHCTUTYLMM, TAe MUIPaHTbI
MoK Bbl NPONTH OBY4EHME, 8 TaKKe HEeLOCTATOK MOAXOAALLMX YHEBHbIX Mo-
cobui. Cneumnanmctka B obnactu npenogasaHus PKU EkatepuHa BapaHueesa
B cTtatbe «OBy4HeHUe PYyCCKOMY $3blKY TPYAOBbIX MUIPAHTOB: NPOBGIEMbl Pas-
PaBOTKM KPATKOCPOUYHBIX YH4EOHBIX KYPCOB» OTMEYAET HELOCTaTOYHylo obe-
CMEYEHHOCTb YYEOHUKaMU U YHeOHBIMK MOCOOUSIMM MO PYCCKOMY SI3bIKY, OT-
BEYAIOLLIMMM COBPEMEHHOMY POCCUICKOMY KoHTeKcTy (BapaHuyeesa 2015).

ExkatepuHa BbapaHyeeBa yKasblBaeT Ha TO, YTO MOYTU BCe Cylle-
CTBylOLUME YHEOHUKM U y4ebHble nocobus no PK Geinv HanmcaHbl B cTeHax
BbICLUMX y4ebHbIX 3aBedeHuin. PK cbopmupoBancs kak npegmer obyyeHus
Ha CTyneHu BbiCLLEro obpa3oBaHMs, NMOCoOUs BKMOYanM B cebsl anemeHThl
A3blKa MPOCPECCUOHANBbHOTO OBLLEHUS, HEOOXOAMMOrO B aKaAEeMMYECKOM

The February Journal 234



Codpusi Pycckux, MNonmHa Kosanéea

cpepe (bapanueesa 2015). MepeuncneHHble BoilLe rpynnbl 0ByYaloLmMXCs —
TPYAOBbBIE MUTPAHTBI U YNEHBI UX CEMEN — WMMEIOT APYyrue Lenu npebbiBa-
Hus B Poccm u gpyrne KOMMyHUKaTUBHBIE NMOTPEBHOCTH, NO3TOMY GornbLuast
YacTb CyLLECTBYIOLLMX YHEOHMKOB M MOCOBUIN UM HE MOAXOAMNT.

Pycckuit a3bik Ans TPYAOBbIX MUIPAHTOB — OAHO M3 MHOMMX Cy-
LLIECTBYIOLLIMX HAMMEHOBAHMM NMPEAMETa, KOTOPbIM Mbl PACCMATPUBAEM B 3TOM
cTatbe. B meToguKe npenopaBaHUsi PYCCKOTO $i3blKa AN HEHOCUTEnen co-
CYLLECTBYIOT, MOAYEPKMBAS TOT UIM MHOM acreKT CUTyauuu, Takne HaumeHo-
BaHMS, KaK PYCCKMM A3bIK KAK MHOCTPAHHbIN®, KPYCCKMM S3bIK KaK HEPOAHOMY,
«PYCCKMM 3bIK anst GunmHreos» u gpyrme. Mo mHernmio EneHsl Mapkosoi,
COBOKYMHOCTb 3TUX HaMMEHOBAHMWI CreayeT AOMONHUTb TaKKe MOHATUSIMU
KPYCCKUM S3bIK ANl CEMEM MMUIPAHTOBY, «PYCCKMM $I3bIK AN AETEN B Cme-
WwaHHbIX Bpakax» U T. 4. (Mapkosa 2012). B gaHHOM cTaTbe Mbl Mccresyem
npobrnemy OBMafeHUsi PYCCKMM SI3bIKOM MMEHHO TPYAOBBIMM MUIPaHTaMM
M UNeHaMM UX CEMEMN, MOITOMY B KAHECTBE OCHOBHbIX HAMMEHOBAHMI Mbl Bbl-
B6panu «PYCCKUM A3bIK ANs TPYAOBLIX MUMPAHTOBY U «PYCCKMI S3bIK ANst AeTeM
TPYAOBbIX MUIPAHTOBY.

Bbille Mbl  MMcanM O AOMMIPALMOHHOM YHEeOHOM  LEHTpe
B Y36eKucTaHe M O MnaHax OTKPbITMS MOAOOHbBIX LEHTPOB B APYrMX CTpaHax
CHT, roe Takke 6yayT obyvaTb PYCCKOMY Si3blKY. DTO OYEHb MOJSIE3HAs MHU-
LMaTUBa, MOTOMY YTO Mo npuesge B Poccuio HalTH AOCTYMHYIO BO3MOXHOCTb
33aHUMMATBLCS PYCCKMM SI3bIKOM MapanfienbHO C OPOPMIEHUEM AOKYMEHTOB
M NMOMCKOM PaboThl ObIBAET TPYAHO.

HeKOTOpre YacCTHbIE€ A3bIKOBbIE LUKOMbI MpeanaratloT nnaTHble yC-
JyTM PEneTUTOPOB MO MOArOTOBKE K Ca4e KOMMIEeKCHoro sk3ameHa. K co-
YaneHuio, cerogHs GecnnaTHble CrneuuanM3mpPoBaHHbIE KYPChbl MOLArOTOBKM
MUIPAHTOB K HEOOXOAMMOMY 3K3ameHy — Bce elle pearoctb. OanH U3 Ta-
KMX PefKMX MPUMEPOB — LIEHTP aAanTaumu MUrpaHToB «Jom ApyxObi», OT-
KpbiTbii B Bonrorpage B 2012 rony COBMECTHBIMU YCHUMUSAMM OBLLIECTBEHHBIX
HauMOHanbHbIX 06beamHeHuin Bonrorpagackon obnactn u Bonrorpagckoro
rocyfapCTBEHHOTO YHMBEPCUTETA. BaxHbIM acnekT paboTbl 3TOro LeHTpa —
He TONIbKO MOATOTOBKA K 3K3aMEHY MO PYCCKOMY $3bIKY, HO U chopmMupoBa-
HUWE TaK Ha3bIBAEMOW «PA3LENAEMON UAEHTUHHOCTUY YHALLMXCS MOCPELCTBOM
METOLOB MCUXONTIOTMHYECKOTO TECTUPOBAHMS, MOLENUPOBaHMS U TPEHUHIOB.
Pazpensiemas MOEHTUYHOCTb «CKNAABIBAETCS Ha OCHOBE 3HAHMIM O COBCTBEH-
HOM KynbType U KynbType APYroro HapoZa; NpencTaBneHuin o6 M3meHYMBO-
CTU TPaAMLMI; U3 OCO3HaHMS MEPBUYHOCTH OOLLEYENOBEYECKUX LIEHHOCTEN
B CpaBHEHWM C 3THuHeckmmmn. DopmupoBaHME MO3UTUBHOM (HOPMAaNbHOM)
STHUYECKON MIAEHTUYHOCTU U Pa3[ensemon MOEHTUYHOCTU UAET MyTem COo3-
[aHWsl YCTAHOBOK Ha YBaX€HWe MpaB JIMYHOCTU HE3aBUCMMO OT TFPyrMnoOBOM
NMPUHALNEKHOCTH. B pamKkax KypcoB MO U3y4eHMIO PYCCKOro sidbika hopmm-
PYIOTCS Ba)KHbIe C TOYKWU 3PEHUS MPEOJONIEHNsS MHTONEPAHTHBIX YCTaHOBOK
HaBbIKM MOHUMAHMSI U MHTEPMNPETALMMU, T. €. AUANora, AUCKYCCUM U COTPYAHM-
yectBa» (LLlamHe 2013).

B 2019 rogy B Poccuitickom yHMBepcuTeTe ApyObl HapodoB B Mockee
EkatepuHolt KynukoBo# Obia 3alumLleHa KaHOMOATCKas AMccepTaums Ha Temy
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«ITHOMETOAMHECKAs MOAESTb OBYHEHMSI PYCCKOMY SI3blKY TPYAOBbIX MMIPAHTOB
n3 Pecnybnukun TamkukucTaHy». B cBoem mnccnegoBaHmu oHa nuieT o6 sTHOMe-
TOAMKE, TO €CTb METOAMKE MPENOAABaHMS PYCCKOrO $i3blKa C YYETOM POAHOMO
A3bIKA M POAHOM KymbTYpPbl yHalmxcst. MccnepoBaTernbHMLa YYMTHIBAET KOMMY-
HWUKATUBHbIE MOTPEGHOCTM 3TOM KaTErOpMM YHaLLIMXCS M OCOBEHHOCTH npoLec-
ca ux aganTaumu B Poccuu: ncuxonormyeckas,, S3bIKoBasl, couparbHasl, KynsTyp-
Hasi aganTaums NMPOTEKAIOT OQHOBPEMEHHO.

B kavecTBe nprmepa MOXHO MPMBECTU Pa3pPabOTaHHbIN M anpobu-
[POBaHHBbIM Kadheapoit PycCKOro s3bika HOBOCHMBUPCKOrO TEXHUHECKOTO YHUBEP-
cUTETa creumasnbHbIlt Kypc «PyCCKUIM si3bIK KaK MHOCTPaHHbLIN (415 NOArOTOBKM
K Ca4e KOMMMEKCHOrO 3K3aMeHa)», BHYTPM KOTOPOro eCTb mogyrb oBydeHus
PyccKomy si3biKy, UcTopmm Poccumn u ocHosam 3akoHogatensctea PO. Kypc Ha-
LeneH MMEHHO Ha MOArOTOBKY TPYAOBLIX MMIPAHTOB K CAAYE KOMMIIEKCHOTO
3K3ameHa Al OCPOPMIIEHMSI MATEHTE, BUMAA HA KUTENbCTBO MMM Pa3peLLeHms
Ha BPEMEHHOE NpebbiBaHMe. 3aHATUS BefyTCs B Pa3HOPOAHBIX MO YPOBHIO 3Ha-
HMSl PYCCKOTO Si3blKa MPYMMax: HEKOTOPBIE YHACTHUKM KYPCa HE MMEIOT HMKAKMX
3HaHWM, APYr1e BNAAEIoT PYCCKUM S3bIKOM Ha Pa3roBOPHOM YPOBHE, HO He Mme-
IOT TEOPETUHECKOM S3bIKOBOWM MOATOTOBKU HU B POLHOM SI3bIKE, HM B KAKOM-TU-
60 MHOCTPaHHOM. MeToamuCThl M MpenoaaBaTenu Kadpenpbl PYCCKOTO si3blKa
HITY oTmeyaloT, YTO acCOPTUMEHT NOCOBMIM, MOAXOAALLMX AN PaboThl B rpynne
TPYLOBbIX MUIPAHTOB, KPalHE HEBENMK, M B KAYECTBE OCHOBHbIX MOAXOASILLMX
BbIZENSIOT «[eCThbl MO PYCCKOMY Si3bIKY AN TRYAOBLIX MUIPAHTOB: TPEHMPOBOY-
Hble maTepuanbl» (asTop Cepreit [onukos), «IlepBble YPOKU PYCCKOro MMCbmas
1 «Mbl 1BEM 1 paboTaem B Poccum. Pycckuin si3bik Anst TPYAOBBIX MUIPaHTOB»
(aBTop AHHa lony6eea) (BapaHueesa 2015). Mbl Mpeanonaraem, YTo MOXoxas
CUTYyaLUMsi CKIIaAbIBAETCS M Ha BOCKPECHbBIX KYPCaX MOArOTOBKM MMIPAHTOB, Op-
raHM30BaHHbIX Poccuiickmnm yHuBepcuTeTom ApyObl Hapomos'.

B ctpaHax EBponeiickoro coto3a, Kyaa Takke HamnpaBieHbl MOLLHbIE
MOTOKU TPYHAOBbIX MWIPAHTOB M OEKEHLEB, MPUE3NKAIOLIME MOTYT MOCeLLaTb
6ecnnaTHble Kypchl Si3blKa MPUHUMAIOLLEN CTpaHbl. B [epmaHum murpaHTsl U Ge-
YEHLbl UMEIOT MHOXECTBO BO3MOXHOCTEMN BECMaTHO BblyYMTb HEMELIKMM A3bIK
M MO3HAKOMUTLCS C HEMELIKOM KyNbTYPOM, UCTOPMEN M MPABOBOM CUCTEMOM.
Takue Kypchbl OpraHM3yeT rocyaapcTBO, HEKOTopbIe paboToaateny 1 6narotTeo-
puTernbHble opraHusaumui Mbl Hageemcsi, 4To B Grnvkaiime rogbl B Poccum
nosiBUTCs GorbLUe JOCTYMHbIX O6PA30BATENBHBIX BO3MOXHOCTEN AJ1s1 TPYAOBbIX
MUIPAHTOB M YSIEHOB MX cemeit. [l1s HopManbHOro 0ByHeHMs 1 MOATOTOBKM TRY-
[OBbIX MUIMPAHTOB K 3K3aMEHY HYXHbl M MOAXOASLLME NMOCOOMS, O HUX MOMAET
peyb B criedyloLen YacTu Hallen CTaTb.

Mocobus no pycckomy S3biKy Assi B3POCHbIX
Cneumanm3npoBaHHble Noco6us, NpeaHasHa4YeHHbIe AN NIOAEH, MMEIOLLIMX
onbIT TPyAoBo# murpaummn B Poccuio

Bbi6op y4eBOHUKOB M y4eBHBIX MOCOOMIA, aAPECOBAHHbIX TPYAOBbBIM MUIPaH-
Tam, HesenmK. OaguH U3 Takmx — «Mbl xmBEM 1 pabotaem B Poccum» AHHbI
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[ony6eBoit, BbinyLeHHbIM B 2011 rogy B M3faTenbcTBe «3naToycT». ABTOP OT-
MEYAET, YTO YHEBHWK HaMMcaH Ansi B3POCIIbIX MUTPAHTOB, KOTOPbIE MpUeEXasy
B Poccuio paboTtaTtb M He MnaHUPYIOT HABCerda OCTaBaThCs 34eCh. YUMTbIBas
OTCYTCTBME CBOBOAHOIO BPEMEHM AMNS 3aHSTUM PYCCKMM S3bIKOM Y LAHHOM
KaTeropmun ydawmxcs, AHHa [onyGeBa npegnaraetT dpopmbl pPaboThl, KOTO-
pble obyvaemble MOMyT MCMOJNb30BaTh CAMOCTOSITENbHO GE3 MOMOLLM MPO-
beccroHanbHoro npenogaeatens PKM. Ponb yuntens MOXKeET UCMONHSATL «TOT
M3 rpynnbl, KTO fyylle APYrMx YMTaeT u roBopuT no-pycckux (fony6eesa 2011).
B nepBom ypoke [aHO COMOCTaBMEHUE PYCCKOM KMPUIMMLbI C TaAMMKCKOM,
a TaKKe C Y3GEKCKMMM M a3epBaiiKaHCKUMM NaTUHULAMM U KMPUInMLa-
mn. Cam y4eBHMK MOCTPOeH 6e3 onopbl Ha NMEPEBOA M MOXKET BbiTb UCMOMb-
30BaH B MOMM3THMYECKOM rpyrnne. B ocHOBe ypOKOB nexaT Auanorn mexay
CKBO3HbIMM MepCoHaXKamM, npeactaButTenammn AzepbaigkaHa, Y30eKncTaHa,
TapKMKMCTaHa, 3aHATbIMM B OGHOM CTPOUTENLHOM Bpurage.

B yuyeBHuKe AaHbl peveBble CUTYyaLMK, KOTOPLIE MOTYT MPOU30MTU
npu yCTPOMCTBE Ha PaboTy, OHOPMIEHUU MEAULMHCKMX LOKYMEHTOB, Me-
peBofe AeHer POACTBEHHMKam. HekoTopble cuTyauuu, MO MHEHMIO aBToOpa,
Npu3BaHbl HaY4YUTb MUIPAHTOB 3aLLUMLLATL CBOM MpaBa 6e3 Yy:KoM MomoLuu,
Harnpumep B ypoke «Balim AOKYMEHTbI» MpeanoxeHbl BO3MOXKHbIE AMANo-
M MWIPAHTOB C MPEACTAaBUTENSAMM MPABOOXPAHUTENbHBIX OpraHos (un. 1).
BeposiTHO, AN TOoro YTo6bl CHSATL HaMPsKEHWe MPU OBCYKAEHUM HEKOTOPbIX
NPOBGREeMHbIX CUTYaLMi, AMANOrK U TECT B KOHLE YPOKa AaHbl C JONEN OMOPA.

B pesynstate pabGoTbl C JaHHbIM YYEOHUKOM MMUIPAHTbI MOTYT
HaYYMTbCS 3aMONHATL odomumanbHble Gymarn (B yueBHMKe AaHbl 0Bpasubl
npoTokona 06 aAMMHWUCTPATUMBHOM 3aAepPXaHWW, MEAMLMHCKOro 3aKio-
YeHWsi O COCTOSIHUM 3LOPOBbS, MWUIPALMOHHOM KapThl, 3asBIEHUS O BblAA-
Ye pa3spelleHns Ha BpemeHHoe npoxumeaHue u T. n.). Kpome Toro, oByyae-
Mble MOTYT Ha4aTb YMTaTb KOPOTKME MHIPOPMALMOHHbIE TEKCTbl, MOHMMAETb
PYCCKYO peyb, HO B OYeHb OrpaHW4EHHOM oBbeme. Hanpumep, KapTUHHBINA
CroBapb AMs YHaLLMXCS CBOAUTCS K M30BPaKEHMIO M HA3BAHUSIM HEKOTOPbIX
MPOAYKTOB MUTaHMSI, @ aKTyaslbHas fIeKCMKa B YPOKeE, MOCBSLLEHHOM PaboTe,
OrPaHUYMBAETCS CTPOUTENbHBIMU MHCTPYMEHTAMMU M OCOBEHHOCTAMM PaBOoTHI
C HUmK (un. 2, 3).

HecmoTpsi Ha [OCTOMHCTBA [AaHHOTO Y4YeOHMKA, Mbl CHMTAEM,
YTO OH HE MOXKET B MOMHOM Mepe YAOBNETBOPWTL BCE OOPAa3OBaTENbHbLIE MO-
TPeBGHOCTH GOMBLUMHCTBA COBPEMEHHbBIX TPYAOBLIX MUMPAHTOB, B MEPBYIO O4e-
penb 13-3a OrpaHNYEHHOCTU M3yHaembIxX Tem. B yuebHmKe «Mbl 1BEM 1 pabo-
Taem B Poccum» HeT NeKCHKM, aKTyarbHOM Ansi PeLleHns GbITOBbIX BOMPOCOB,
CBSI3aHHbIX, HAMPUMEP, C KM3HbIO CEMbU. B 3TOM y4eBHMKe Mbl BUAMM CLEHA-
PUIM MYKCKOM MUIpaLmK, KOTAA KeHa M LETM OCTaloTCs Ha POAMHe, a rrnaea
CEMbM Ye3KaeT Ha 3apaboTKu. Bhille mbl oTmeudanu, Y4To B NMocreaHee Bpems
CLieHapuit TPYAOBOM MMIPaLMM HECKOMbKO M3MEHMIICS, BCE Yallle MUIPaHThI,
npuesxaioLme B Poccuio ¢ Lenbio TPpYAOYCTPOMCTBA, MPUBO3ST C COBOM CEMbM.
HekoTopble peanuu, ynomMHaloLLMeCs: B yHeOHUKe, YCTaperni, HaNmpUmep «mu-
US> yxe Gonee LecsTU NET NepenmeHoBaHa B nonuumio. TakKe CTOUT OT-
METUTb, YTO aHANM3MPYEMBIN HAMKU YHEBHUK OPUEHTUPOBAH B MEpBYIO o4Yepenb
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@eanmﬁ) YPOK

6ymary, ecav Tbi €€ He noHUMaeLwb.
A uepesa Tpy Haca MUAULMOHEDb! 068~
3aHbl TEGA OTNYCTUTb, €CAV Thi HH4ETO.
[1AOXOrO He CAeAah. U AaTb Tee Ko-
IO NPOTOKOA. TaKo NOPAAOK.

Moxer ObiTb, Ay4lue NpocTo AeHbru
AaTb MMAMUMOHEPY?

A Hy Tl paéwb! Tel 4To, HE 3Haelub:
€CAU Tbl ABélUb AGHBIM MHUAUUMOHE-
Py, 370 CEPbe3Hoe HapyweHye! Aawb
c10 py6Aeii U Byaewb NAGTUTL WTpad
cro TeicAy. MAM npocTo CcAAeWwb B
TiopbMy. Toraa v Gpuraaup He nomo-

Xer. M B He
H. A ecau Gbl Te6a nobuan? Kakoii Toraa
NOPAAOK?

A. A ecau Gbl nobuA, i Nowen 6ol B
TpaBMy, OHa A€Hb W HOYb paboTaer, u
Tam NOAY4HA Gbl CIpaBKy. A NOTOM Ha-
nucan 6bl B Npokypartypy. MoHATHO?

MouatHo. Cnacubo, 4T0 pacckasan.
Tenepb # Toxe Gyay 3HaTb NOPAAKM.
W Tenepb A NOHAA, 3a4em Gpuraanp
HaM A3 HOMep CBOEro MOGHAbHMKA.

e —

YPOK (gesssii) !'

A) UT0 HYXHO AGAATb, €CAH BaC XOTAT 3abpars B oTaereHue?
— 6exarb bbiCTpee M1AMLMOHepa
— NO3BOHMTL APY3bAM U CKa3aTb, TAE Bbi
— AT MHAMLMOHEDY AeHer

9. Bbibepute NPaBMALHBIN OTBeT.

— cKa3aTb, YTO Bbl HE MOHMMAETe No-pyccki

B) Kakyto MHGOPMALMIO HYXHO BCETAa MMETb B MOGHALHHKE?
— AaHHble nacnopra
— TenedOH AOUMOI AeBYLIKK
— TeredOH GAMKANLIETO OTAEACHMA MUAULMM
— TeAepOH HauanbHNKa

B) 410 HyXHO AEA@Tb, €CAM Y BAC HET AOKYMEHTOB?
— NONPOCHTL BAC OTNYCTHTB, NOTOMY 4TO Y BAC MHOMO AEA
— 0BLACHHTH MUAMUMOHEPY, YTO Bbl HE 06A3aHbI HOCHTL NACTIOPT KAXABIF ACHb
= APY3bAIM M npusesT
— Ha3BaTb AAHHbIE NACNOPTa, KOTOPLIE Bbl MOMHUTE AU 3aNHCaAH

N 410 HyxHo Aenats, ecan MHUAWLMOHED NPEAAAraeT 3aNAATHTb WTPad B OTABABHHH?
= Dﬁbﬂcb{bﬂb MUAWUMOHEPY, YTO OH He 3HaeT NpaBuA
—N06AAroAapUTL MUAMUMOHEDA M 3aNAGTHTb Ha MecTe
—N06AArOAAPMTL MUAMLMOHEPA, HO NAGTHTb TOALKO B 6aHKe

— CKasatb MUAMUMOHEDY: Y MeHS HeT AeHer
Nownau paborars.

A Ckono uywio sannarurs MUAMLIOHEPY, 4Tl BAC MOTAH NIOCBAWT B TIOPEMY?.

8. Orsevaiite Ha Bonpock. 3apaiiTe 3TH BONPOCH! CBOUM 3HAKOMBIM. = 100 py6neir
=100 000 py6aei
1. Kro OcTaHoB Axadapa? ~1000 py6nei Mn. 1. (DO'I'OI'paCsz|
2. NoyeMmy AeitTeHaHT MPOBEPSIA Er0 AOKYMEHTbI? &
3. Hro nonpocya nokasars Axadap? Moemy? =100 pormapos U3 y4ebHMKa «Mbl KMBEM

4. MoyeMy MUAILMOHEP nokasan Axadapy yaoctosepeHne?

1 pabotaem B Poccumy.
5. Modemy Hypeaant ckazan, uTo Axadap cMeAwiii?

Ypok 9. © UzpatenbctBo
«3natoycT», Bce npasa
3aLLUMLLEHDI.

94 95

W
AB. ToryGesa. Mb| KHBEM 1 PABOTAEM B POCCH

A8 fay g
* M6l XMBEM U PABOTAEM B POCCHH

Ha nogen, paboTaloLLMX Ha CTPOMKE M B KOMMYHanbHOM cryxbe. B yuebHumke
He oTpaXKeHa NeKCHKa, aKTyasbHas ANl PaBOTHUKOB CEPBMUCA, MUTaHUS U APY-
rMX BOCTPEOOBAHHBIX ATt MMIPAHTOB Chep TPYAOBOM AesSITENbHOCTH.

Kak yxe 6blfIo CKa3aHO BbilLe, YHEOHUKOB PYCCKOrO Si3blKa, afpe-
COBAHHbIX MMEHHO TPYAOBBIM MWIPaHTam, KpalHe Mano, a cucTema pery-
JIIPHOrO MPEenofaBaHMsl roCyAapPCTBEHHOro $3blKa A4S AAHHOM KaTeropmu
yyawmxcs otcyTtcteyeT. [pu 3ToM rocyaapcTBeHHble OBpa3oBaTenbHbIE
CTaHAAPTHl MO PYCCKOMY $i3bIKY KaK MHOCTPaHHOMY CYLLECTBYIOT AfiSi BCEX,
MU TPYyAOBblE MUTPAHTbI O6H3aHbI NPOAEMOHCTPOUPOBATL YPOBEHb BllaAEeHUA
PYCCKMM SI3bIKOM HE HMXKE 3NIEMEHTAPHOrO, YTOObI MMETb BO3MOMHOCTb
OhOPMUTL MaTEHT Ans PaboThl, paspeLleHMe Ha BPemeHHoe npebbiBaHue
UK BuA Ha xutenbcTeo. CyluecTByeT psf nocobumit Afs MOATOTOBKM K TECTU-
POBaHMIO, 8APECOBAHHBIX AHHOM KAaTErOpMM yHaLLMXCs, Hanpumep: «TecTsl
MO PYCCKOMY $3blKY ANS TPYAOBbIX MUIPAHTOB: TPEHUPOBOYHbIE MaTEPUAnbI»,
aeTopbl Cepreit lTonmkos, AHHa lTony6esa u ap.; «TPEHMPOBOYHbIE 3aaaHMs
MO PYCCKOMY S13blKY ANSi MOAFOTOBKW K TECTUMPOBAaHMIO: Ha 6a30BbIi YPOBEHb
BrnageHus» AnuHbl [o3gHsSKOBOM; y4ebHO-meToaMYeCKMI Komnneke «B po-
6pbiit Yacl» Ans MOArOTOBKM K FrOCYAAPCTBEHHOMY TECTMPOBAHMIO MO PYC-
CKOMy £3blKy, ucTtopmun Poccum m ocHoBam 3akoHopaTtenbctea PO, asTopb
Hatanus PognoHoea, AnekcaHap PydkuH v gp.

MocKonbKy TecT, KaK v apyrue doopmbl MPOBEPKM 3HAHUM, YMEHMI
M HaBbIKOB B OB/IACTU MHOCTPAHHOTIO A3bIKA, HOCUT HE TOSNBbKO KOHTPOMUPYIO-
LLMIA XapaKTep, HO M OOY4aIOLLIMI, B 3TOM CTATbe Mbl PACCMOTPUM HEKOTOPbIE
noco6usi No MOATOTOBKE K TECTUPOBAHMIO.
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‘ (cepbmoii) YPOK

6. Auanor. Cay W unTaie. G

Pyctam. AXagap, YeM MOXHO OTpesars.
Tpy6y?

MAxadap. BoArapKoi.

P. Yem-uem?

A. Bonrap-Kow.

P. Yo Takoe «6oArapka»? 310 Takas Ma-
WHHa?

A Tel ut0, Pyctam, Hukoraa GoArapky He
BHAEA? 310 TaKOW MHCTPyMEHT. BoW
TaM, Ha NOAKE, ACXHT. BO3bMH.

P. Ha BepxHeit MAM Ha HUXHEeH?

A. Ha cpeatiefi, Ha cBo&M mecte. UHCTpy-
MEHT BCErAa Haao KAACTL Ha MecTo, @
TO NOTOM €r0 He HaWTH..

P. Bor 3ra wryka?

A Aa, sra.

P. AKaK 31a wryka pa6oraer?

A. 3nemenrapHo,

P. Kak 3r0 — SAEMEHTapHO?

A. 3nemerTapHo — 310 3HawuT ouens
NPOcTo. UHCTPYKuMIo AaTL?

P. He Haso, ona xe no-pyccku, Tl MHe.
NPOCTO NOKaXM.

A Bor, cMorpu. Hy, Bo-nepaiix, 310 ouens,
ONACKaA Bellb, MOXHO TpasMy nony-
“MTb. Tak 4To paboraii ocTopoxHo, He
cnewu. Bo-810pbix, cmorpu aoaro He
PaGora, oHa moxer cropers, Pag —
fOTOBO. A pemoHT crour Aoporo. Mo-
HATHO?

P. 410 3Haun «cropersy? Onxa xe xenes-
Has, He ropur.

A Ona anexrpuueckan, Koraa uncrpy-

= MeHT poaro paboraer, on rpeerca.

\g (ceabmoit) YPOK

pocchh

AB. foryGena, Mbi XUBEM H PAGOTAEM B

MoTOp Harpeerca u Cropur, He Gyaer
paborarb.

P. MOHATHO, HYXHO paboTaTb OCTOPOXHO
W HEAOATO. He CnewnTs.

A NpaBuALHO, HEAL3A paboTatb AOATO,
HYXHO BbIKAKOUATH MHCTPYMEHT.

A Tenepb CMOTPH. MPOCTO Kak aneAb-
CHH. AepXMllb 3a pyuKy. Bor cioaa
HaaeBaeWb CMEUNanbHylo HaCaAKy,
AMCK, Hanpumep, 4To6bl pesatb MAM
WAMGOBATL, MOXHO LLETKY, YTOGbI YH-
CTWTb. BOT Ha 3TOT WTbIPb.

P. CTOM, He NOHAA, KaKOW aneAbCHH?

A. 3X Tbl, yuuTb TG U yuHTb. 310 TaK ro-
BOPAT NO-PYCCKM: NPOCTO KaK anens-
CHH, O4EHb NPOCTO 3HAYMT, Kak aneb-
CHH CbecTh. HapeBaewb HACaAky,
AONKHO WEAKHYTb, BOT Tak. [oTom
BCTABASIeWb BUAKY B PO3ETKY.

P. Y10 8craBnio?

A. Buky! Bot 3Ty WTyKy. BKAtOU@eLb HH-
CTPYMEHT B 9AEKTPMNECKYIO CETb, BOT
TaK,

P. A, Tak 6b1 1 roBopuA. NoKa3biBai AdNL-
we.

A. Bor 1y peryastop ckopocTH.

P. Yo 1akoe «perynstop»?

A- Hy nepexaouarens Takoi, KHonka. Tel
Nepexnioyaews BOT TaK. MHCTPyMEHT
6yaer paBorare GICTPO AU MEANEH-
HO. TyT BbikatouaTens. Haxan — BKAIO-
A, paGoTaer, OTNYCTHA — BBIKAMOYMA,
He paGoraer.

A-Teneps, camoe BaxHoe: TextHKka 6e30-

NaCHocTH. CHauana xopowo 3aKpent

65

YPOK (cegumoi) ‘g,

A
- oryGena, Mbi XMBEM 1 PASOTAEM B POCCHH.

He HyxHo paboraTb AOATO. —

HyXHO BKAIOHTb 3Ty WTYKY B CeTb. —

MoxHo nep! CKOPOCTb. —

HyXHO KPENKO AepPXaTb UHCTDYMEHT B pyKax. —
Tebe HyXHO HaAETb O4KH. —

16. 06patute BHUMaHUe, Kak PycTam yTOUHRET HE3HAKOMbIE CAOBA.

Y10 3HauHT «Cropers=?
He NOHAA, KaKOH aneAbCHH?
Uro aKoe «peryasTop:?

HaiiauTe noxoxwe NpUMepbI B YPOKE 6 U BLINMLIKTE UX.

17. Buumanue: ecan Bbl He 3HaeTe, KaK UTO-TO HAILIBAGTCH N10-PYCCKH, MOXKHO
MCM0ALIOBATH CAOBA LTYKa, BeL, 3T0.

18. cnpocure, uto 310, Kak 3Ta WTYKa Ha3blBaeTCA NO-PyCCKM, Kak 31a Belub
paboraer, uTo eit AeAaloT? Yro c Heil AeAaloT?

MeTA3: MecTH MeTAO#

6oArapKa: pesars, wiAn-
$oBaTs GOATAPKOR

BArOHKa: 06WMBaTL:
BaIOHKOI

Kpacka: S
oreepna: KpacuTs KPAcKoR

3a80DaMBATh BUNTY

MEpHT pyreToM

UMPKYARDHAR NHAB:
MAMTS MHAOR

Tonop:
PY6UTS Tonopom wypynoaépr:
32/8uIBOPAUHBATS WypyNH!
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poccnt

AL, oryGesa. Mbl XMBEM H PAEOTAEM 6

10- % O

YPOBEHS: IPOBEPAT YPOBHEM

proe
- .

Beapo:

KHCTH, BANMKW, WNATeAV: KPACHTL KHCTBIO, Bank

KOM; WTYKATYPHTS WNATEAEM; SaTHPATS TEDKO
AeAs  cagpaa:

NeAans (TOPMO3a, CUENAEHHR,
ra3a): HaXMMaTL nesans

— 4,
—
cavopeas: Kpe cavopesau

TauK: BOIMTS TANKOR

063

K
BbINMANBATS AOBIUKOM

AOTOK: HaRMTL KDACKY B AOTOK

nooToK:
386MBaTS MOAOTKOM

TPaGA: CrpeGaTh rpaGAAMM

Opyc: crpoute u3 bpyca

—
L
—

TB03A: KpenuTe, rao3aaMM

pBINAI KOPOOKH NEPeAa:
nepexioNaTs pidar

Aonara: KonaTe AonaToi
71

AB.py
VBeRa. Mbl XHBEM 1 PAOTAEM B POCCHH.

Mocobue «TpeHUPOBOUHbIE 3a4aHUS MO PYCCKOMY SA3bIKY ATsi MOArO-
TOBKM K TECTUPOBAHMIO: Ha Ga30BbIM YPOBEHb BriageHus» Anutbl [No3gHaKoBoM
BKJTIOYAET BapMaHTbl hOPM MPOBEPKM 3HAHMI B OBNACTU rPaMMATUKM U JIEK-
CHKM, @ TAKXKE YMEHMI 1 HABLIKOB YTEHMS, ayAMPOBAHMS, FOBOPEHUS M MMCbMA.
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Mn. 2, 3. Qotorpadomm

U3 y4ebHMKa «Mbl KUBEM
u pabotaem B Poccumy.
Ypok 7. © M3patenbcTtso
«3natoycT», Bce npasa
3aLLMLLEHbI.
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Mo cBoeit CTPYKType NpPensioeHHbIE BapMaHTbl TECTOB COOTBETCTBYIOT CTaH-
naptam TPKM (tectoe Poccuickoi rocyaapCTBEHHOM CUCTEMbI TECTUPOBAHMS
rpaxgaH 3apyGexHbIX CTPaH Mo PYCCKOMY Si3blKy KaK MHOCTPAHHOMY), OAHAKO
MO COAEPIKAHMIO HEKOTOPLIE 334aHMS B HUX 3HAYUTENBHO OTIMHAIOTCS, HaMpPU-
mep B cybrecte «HTeHne». B npeancnoBumn aBTop OTMEYAET, YTO OPUEHTUPO-
Banacb Ha «KOHTMHMEHT MWL, MPUEXaloWMX Ha paboty B Poccuio u xena-
IOLLMX TPYAUTbCS B chepax GbITOBOro OBCIYKMBAHMS, PO3HUYHOM TOPrOBMM
n XKX» (MosgHsikosa 2013). BuiGop TekcTos anst YteHms AnmHa MosgHskosa
OBGBSCHSIET TEM, YTO MX TEMATMKa OTHOCWTCSI K OBMacTV MPaBOBOM 3aLUMLLEH-
HOCTWM MUIPAHTOB, CrieumddMKe OMpPeseneHuUs X CoLManbHO-MPaBOBOrO CTaTy-
Ca, @ TaKKe 3aTParnBaeT Pas3nMYHbIe acrekTbl KynsTypHou aganTtauun. Cy6recT
«TeHue» BKMIOYAET YeTbIpe TeKCTa MyGrMUMCTMHECKOTO U Aenosoro (yrnpas-
NEHYECKOTO WS 3aKOHOLATENBHOIO) CTUMEN.

TekcTbl genoBoro cTuns no 6onbLUel YacTu NPEeACTaBNaoT coOb60oM
HOPMATMBHbIE JOKYMEHTBI O MPaBMIax NepeceqeHuns rpaHuLibl, MpaBuiax pe-
rmcTpaumm 1 npebbiBaHMs MHOCTPAHHbIX rpaxkaaH B PO. BesycrnosHo, Takasi
MHCPOPMALIMS MOXKET ObiTb MonesHa obyvaembim MPU PELLEHUM MPAaBOBbIX
Bonpocoe B Poccun. OpgHako oObem TaKMX MaTepUanoB OrpaHWYeH, a Moa-
6Op NEKCMKU U CHHTAKCUMYECKMX KOHCTPYKLMIA B HUX COOTBETCTBYET Gonee
BbICOKOMY YPOBHIO BFIafEHMsI SI3bIKOM, @ He Ga30BOMy, KaK 3TO 3asiBneHo.
TekcTbl Ny6nmumcTHieckoro ctuns, Hanpumep «lactapGaiTepsl B Poccum,
«HeneranbHas murpaumst B MOCKBE», BKITIOHAIOT HEFATUBHYIO OLEHKY CAMOro
ABNEHMs] TPYAOBOM Murpaumn. B nocobum npakTUHECKM HET TEKCTOB, B KO-
TOPbIX FOBOPUIIOCH Obl OO YBaXEHWM K TPYAY MPUESXMX MM Bbin Obl Npes-
CTaBMNEH MO3UTMBHBIN CLEHAPUIM TPYAOBOM murpaumm. McKmoveHnem moxeT
6bITb TONBKO TEKCT 06 OTKPLITUM LLIKOM PYCCKOTO Si3blKa AJist AETEN MUIMPAHTOB
npu obLleobpa3oBaTenbHbIX ydpexaeHusx. [preefem HeEKOTOpbIE BbACPX-
KM U3 TEKCTOB, MPEACTaBMEHHbIX B AaHHOM y4eOHom nocobumu: «K Havany
XXI Beka ractapbaiTepbl NPEBPATUIUCE B CEPbE3HBIN COLMANbHO-3KOHOMM-
Yeckui dhakTop Poccuu: c ofHOM CTOPOHBI, OHU HACHILLAIOT PbIHOK HU3KOKBA-
TIMPULUMPOBAHHOM paboyer cusbl, C APYroM, no yreepxaeHuio psaga CMU,
CnocoBCTBYIOT OTTOKY AeHer m3 Poccmu, co3AaloT KPMMMHOTEHHYIO CUTYaLMIO
U MEXITHUYECKYIO HaNpPsXKeHHOCTb. [onynucTckune nosyHr 6opbbbl € ractap-
GanNTepamMm aKTUBHO MCMOSb3YIOT PafuKanbHble HaLMOHANMCTUHECKWe opra-
HU3aUum», unu: «JmuTpuit PorozuH nogpo6HO coobLumn o B3rnsaax naptum
,PoanHa“ Ha npobnemy mmrpaumm B Mockse. ,B Mockee murpaums 3aluKanm-
BAET, OHa BbILLMA 3@ Mpefesnbl pasymHoro, — cyutaeT PorosuH. — YetsepTb
UTENEN ropofa ABNSAIOTCS HE3AKOHHBIMM MUTpaHTammK” <...> [To ero crioBam,
HereranbHasi MUrpaums SBASIETCS CPEA0M 471 STHUHECKOH MPECTYMHOCTH.
Mocne npouyTeHusi TeKcTa OByvaembiM MPELaraeTcsl BbIMOIHUTL TECTOBOE
3a4aHue, HUKE Mbl MPUBOAMM MPUMEP OLHOTO U3 TaKMX TEKCTOB MOSHOCTHIO
C TECTOBbIMM 3aaHMSMM K Hemy (1n. 4).

MTaK, B HECKOMbKUX TEKCTaX, MPEeACTaBMNEeHHbIX B AAHHOM yHEGHOM
MocoGuM, Mbl BUAMM MPUMEPBI CTUTMATM3aLMK, BUKTUMM3ALMU U KPUMUHANKU3a-
LMK obpasa TPYAOBOro MUrpaHTa. B aThx TekcTax co3gaeTcs MOpTPET MUrpaH-
Ta KaK HU3KOKBaNMIOMUMPOBAHHOIO pPaboTHUKAE, GecnpaBHOro, HECMOCOBHOTro
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3aLWmTUTL cebsi Mepes NPeACTaBUTENSIMM MPABOOXPaHUTENbHbLIX OPraHOB U pa-
6oToaaTenem, NpM 3TOM CMOCOBHOTO Ha JKECTOKME MOCTYMKW MW Aaxe npe-
cTynneHus. Ha Haw B3rnsg, NopobHble TEKCTb €Cnv M JOMYCTUMO BKIIOYaTb
B y4ebHble Mocobus, TO TOMbKO Ha 6Gornee MPOABUMHYTOM YPOBHE BrageHus
A3bIKOM, KOrAa OOY4aeMbli MOMET KPUTMHECKM OCMBICIIUTL MPOYMTaHHOE
U B AUCKYCCMOHHOM DOPMATE BbIPa3UTb CBOE OTHOLLIEHME K HEMY. YdalLiemycs,
OCBaMBAIOLLIEMY PYCCKMI SI3bIK Ha SIEMEHTAPHOM M Ga30BOM YpPOBHe, ByaeT
CIIOXHO MOHSITb, YTO M3MOMEHHas B TEKCTaX MHApOpMaLMs 3aKniodaeT B cebe
MO3MLMIO OMPEAENeHHbIX MOMUTMKOB, CPEACTEB MACCOBOM MHAPOPMALIMK Wi 06-
LLIECTBEHHbIX OpraHM3aLmi U 6e3 ornopbl Ha odMLMaNbHYIO CTATUCTUKY HE MO-
YET CUMTaTLCH [OCTOBEPHOM. 384aHUS HA NMOHWMAHUE COLEPHaHMS MPOYMUTaH-
HOrO TEKCTa B hOpME TeCTa MOTYT 3aKPEMUTL B CO3HAHMM OBYHaEMOro Ybe-To
YacTHOE MHEeHMEe KaK Heocrnopumbii chakT. Kpome Toro, mogoGHas nopaya
MHPOPMALIMM MOKET CMPOBOLMPOBATL CO34aHME MCUXONorM4eckoro Gapbepa
MEXLY YHaLLMMCS M MPErNOfABaTENEM M Pa3PYLLMTb MOTUBALMIO K M3YHEHMIO
A3bIKa, €CNM NPENoAABATENIO He YAACTCS OOBACHUTL YMECTHOCTb MCMOSb30Ba-
HUA nO,qO6HbIX TEKCTOB Ha 3aHATUM.

Takum obpazom, aapecHOCTb AaHHOMO YHEOHOro MOCOBUS 3aKmoHa-
€TCSl B TEMaTMKE HEKOTOPbIX TEKCTOB, MPW 3TOM PaboTa C NOAOBHBIMM TEKCTAMM

Tekct 3 7 (A) e
B 2009 roxa HTB chémEH pe- i cBoux HOBOpoxéHEBX | (B) OTIpABIATE 1A POAMHY
Mapre v 1
rmp'ra)x: © suaHH ¥ GbiTe CPEHEASHATCKIX paGounx B Mockse. Ha mpivepe repost nereii. (B) aabupars gomoit sy
pertopraza — TazKuKa, 10 HMers Calx, B HEM PACCKASKIBATOCR, KAX JKHBETCA TY- 8. B TioGepenxion portoe ot comx | (&) 10%
JOBLIN MITDAETAM B IEPROX SKOHOMHeCKoro kpuaica. To c108ax repos penopra- orah Cinasaics, wem- | (B) 50%
S opranos mozosxe- M- MATDAHTOK. (B) 100%
e racTapGafiTepoB  SACTABIAIOT WX PabOTATS Ha ceGa GecniaTHO. ABTOD gAeD, b3
Rz CBMIETCHCTBYET, 4T0 B OKTAOpE 2008 TN OKOJI0 CTA THICAY TA/UKHMKOB GBI
OGMAMYTH PAGOTONATEIANI I He NOTYSHIIH AeKer 3a PAGOTY Ha MOCKOBCKITX CTPOH Teker 4
KAX, B OALAHAM DACYETA ORY THITATICE YCTPOUTECS KA APYTHE CTPO o ji e RO
Tlo sanmem CMH, 5 o .
XOmHTH HA PAGOTY KAsK LIt ACHE, 63 BEIXONHELX, C IIECTH YTPA, & B JHI CHOTONAK Tlepesch pabowud xems::Butixorute .
TPYAMTBCH eABa JIA He KPYIJIble CYTKH. TOKA3aTh Ce6f XOPOIIMM CHENUATHCTOM, HO GOHTECH, UTO CAeiaeTe 4To-HUGYL He
Tlo JAHHEIM 3003AIWTHAIX ODrAHK3AMHIL, B 2007 rOAY B rOPOZie YIACTHIHCE CIy Tak. Halm coBeT! IOMOTYT BaM NPABHJILHO BECTH cebs B 9TO CIIOKHON CHTYAIMIL.
an coba p: © HENBI0 IOERARNS, B
Pt

B nepssii paGoumii Jers (a yile — B IepBHIe AHK) CTOT NPHXOAATS HA PAGOTY
uyTH paHbie. YTPOM YACTHI IPOGKH, VUTHTe OTO, NOICYHTHIBAS BDEM, HEOGXOMM-
Moe Ha fopory. JIy«Iie IpUATH paHbIIle, TeM ONO3XATS 1 ONPABABIBATECH, KAKO 65l

x nCEMa O HuTETeH, Ka-
onGaMIXeR Ha 10, UTO PAGOSIE NOCKOBCKOTO pexTpUATHS <Epesan miadas O
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S oo DaRa TRODHusY MRV "*A) Guaconmoymkm 3 Mo PYCCKOMY A3bIKY
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paGoraTs (B) 24 uaca B cyTKH TOHPABUTHLCA HAYATBC- (B) e cTpemuTca
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6. Tlo ARHHBIM 3003RILpTHALX Oprasi- } (@) rywaszoro T - ‘A’ L BaHMIO: Ha 6a30BbIi YPOBEHb
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3aLMLLEHbI.
MPEeLCTaBNSET JOMONHUTENbHbINM BbI30OB KaK A1 MPernogaBaTens, Tak M Ans oby-
Yaembix. 1o 3TOM NMpUUMHE Mbl CYMTaEm AaHHOE y4ebHOoe MocoBue Hermopxo-
OALMM Anst PaboThbl C TPYAOBbIMM MUIPAHTaMM, OCBAMBAIOLLIMMM PYCCKMUI S3bIK
Ha 3/IEMEHTAPHOM M Ga30BOM YPOBHE.
Ewe ogHo nocobue TPeHUPOBOYHOrO NaHa — y4eBHO-MeToam-
YecKuit Komnnekc «B pobpbiit Yac!» Ans NOAroTOBKM K rocyfapCTBEHHOMY
TECTMPOBAHMIO MO PYCCKOMY $I3bIKY, MCTOpuM Poccum M ocHoBam 3akoHopda-
TenbctBa PO Hartanum Popmonoson, AnekcaHgpa Pyukuba v gp. HaHHbin
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KOMIMJIEKC JOCTYMEH Ha PYCCKOM M y36EKCKOM SI3bIKaX M MOMET OblTb MCMOb-
30BaH 4151 CAMOCTOSITESNbHOM MOAFOTOBKM K rOCYAAPCTBEHHOMY TECTUPOBAHMIO
Mo PYCCKOMY 513bIKY, cTopun Poccum u ocHoeam 3akoHogatenbctea PO. «B go-
6pbilt Yac!» Mo CBOEM CTPYKType OTNIMHAETCS OT APYrMX MOCOBMM, HaLENeHHbIX
Ha MOArOTOBKY K 3K3aMEHaM, TEM, YTO B HEM BOJibLLE OBYHAIOLLEro KOMMOHEH-
Ta. JaHHbIl yueBHo-meToamueckuin kommneke (YMK) coctomT m3 Tpex 6rokoE:
«Pycckmit a3bik», <McTopusi Poccum» n «OcHoebl 3akoHogaTensctea PO».

Brok «Pycckuit si3bIk» BKITIOYAET TPMALATD YPOKOB, B OCHOBE KaXAo-
ro U3 KOTOPbIX NEXMUT Amanor. B ueHTpe kaxgoro guanora HaXoAMUTCs JIMHHOCTb
oby4aemoro, ero NOTPeBHOCTU U MHTEepPECHl. YPOKU COOEPKAT TaKME NEKCU-
Yeckue Tembl, Kak «Mos cembsi», «Mosi pabota», «Haw ropog», «CeobogHoe
Bpemsi», «Kak Bbl cebs vyBcTBYeTE», «MOEM B rocTm» U T. M. B Ananorax cosaaHsbl
pa3nuyHbIE peYeBble CUTyauuM, GbITOBbIE M NMPOCPEecCMOHanbHbIE, C KOTOPbI-
MM OOy4HaeMbI MOXET CTONKHYTbCS, uBs B Poccun. Kawpbiit ypok coctomt
n3 wecTtu vactei: «Criyaem», <Hutaem», «3anommHaem», <Yunum rpammaTury,
«[NoBTopsiem», «[poBepsiem cebsi». Takum 0OPa3OM, YOENSETCA BHMUMAHUE ay-
OMPOBAHMIO, YTEHMIO, IEKCUKE M rpammaTrke. [pammaTiyieckme npaeuna 4akoT-
CSl AO3MPOBAHHO OT MPOCTOrO K CIIOXHOMY M KOPPEMMPYIOT C JIEKCUKOM, 3a-
[EeMCTBOBAHHOM B AMariorax. 3a4aHus 4sisi CAMOKOHTPOSIS M HanMYMe nepeBoaa
Ha Y30GEKCKMI NO3BONSIOT MCMONb30BaTh AaHHbIM YMK 6e3 nomoLm yumTens.

Camo HaseaHue y4ebHO-meToaMyecKoro komnrnekca — «B po-
6pbiit Yacl», cogeprkallee B cebe CBOEro poaa noxenaHue-61arocrioBeHue,
MOMET HACTPaMBAaTb Ha YCMELLHYIO CAaqy DK3ameHa M JasbHenwyio Giarono-
JYYHYIO XM3Hb M paboTy B Poccun. MNo3mnTHBHBIM cLeHapUit mmrpaumm otpa-
YaeTCs M B HEKOTOPbIX AMANIOrax: 3TO MOAAEPIKKA U MOMOLLb POACTBEHHMKOB,
paHee nepeexaBLmnx B Poccuio, MHTEPEC 1 OTBETCTBEHHOE OTHOLLEHMWE repost
K paboTe, BO3MOXKHOCTb YCTPOUTb PEBGEHKa B POCCHMMICKYIO LUKOMY, MbICIM
repos 0 TOM, YToBbl Camomy B ByayLuem NPOAOIKUTL oBpa3oBaHue (un. 5).

Brnok «OcHoebl 3akoHopaTensctea PM» copepxmT B cebe copok
NSATb KOPOTKUX YPOKOB, B KOTOPbLIX OTPAXEHbI Pa3fIMYHbIE HOPMATUBHO-MPAa-
BOBblE BOMPOCHI NPebbiBaHMS MHOCTPAHHOrO rpaxaaHnHa B Poccuun: nocra-
HOBKA Ha MMIPALMOHHBLIN YYET, pa3peLleHne Ha BPEMEHHOEe MPOXKMBAaHME,
3aKniodeHne Bpaka, NpaBo Ha PaboTy M NMPEANPUHUMATENLCKYIO AeATeNb-
HOCTb M T. M. MHpopMmaLms aaanTMPOBaHa MOL MMEIOLLMICS YPOBEHb Bra-
OeHusi a3bIKom. ocne Kaxgoro ypoka npeanox)eH TecT, 3aKpensisiowmit no-
HUMaHMe u3ydeHHOro. Npu 3TOM B HEKOTOPbLIX YPOKax MHcbopmauus aaHa
AAPECHO, C Y4ETOM IOPMAMYECKOrO CTaTyCa MMEHHO rpaxgaaH Y3bekucraHa
B Poccum.

Briok «Mctopus Poccum» npepctaenseT coboit KpaTkui (ABaauaTh
NSiTb YPOKOB) Kypc no uctopumn Poccumn oT nosieneruns [pesHepycckoro rocy-
JapcTea fo Hadvana 2000-x ropos. B KOHUe KaxAoro ypoka ecTb TECT Ha 3a-
KperseHme msydeHHoro. MHdhopmaumst NogxpenneHa WimioCTPaTUBHBIM Ma-
TEPMATIOM, U30BPAKEHUAMM MAMSITHBIX MECT M MOPTPETAMM UCTOPUYECKMX
nepcoHaxen (. 6).

Ha Haw B3rnsg, AaHHbIN y4eBHO-METOAMUECKMIA KOMIMIIEKC MOXET
YCMELIHO MCMOMb30BaThCA B PabOTe C MUrPaAHTaMM LSS U3YHEHUS PYCCKOrO
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B [JOBPbII YAC!
OMADINGIZI BERSIN!

5.MOBTOPAEM 3A AUKTOPOM
5. DIKTOR ORQASIDAN QAYTARAMIZ

— Kro nemeor Bam npmexate 8 Poccuio?

— Sizga Rossiyaga kelishingizga kim yordam berdi?

— Mot cTapuimii 6pat. O Kynivn MHe BUNET Ha CAMONET, BCTPETUN MeHA § a3POMopTy.

— Mening katta akam. U menga samolyotga chipta olib berdi, aeroportda kutib oldi.

— Bui GyneTe emy nomorate 8 Mockse?

— Siz unga Moskvada yordam berasiz mi?

— [la, cHauana n Gyny paboTaTs BMecTe ¢ Him. OH BoauTenb asTo6yca.

— Ha, oldin men u bilan birga ishlayman. U avtobus haydovchisi.

— OH goBoneH 310i paboTtoin?

— U buishdan mamnunmi?

— [1a, oH oueHb oBONEH 3Tol paboToii. Al Toxe 6yny paboTaTe BoguTenem asTobyca. byny e3guTe
C HMM N0 FOPO/lY M 3aNOMVHATL MapWPYT, OCTAHOBKM, CTaHLMM METPO. MHe HPaBWTCA CMOTPETb Ha
KpaCcUBLIE JOMA, MAMATHKH, NapPKA.

— Ha u bu ishdan juda mamnun. Men ham avtobus haydovchisi bo'lib ishlayman. U bilan shaharda
yurib marshrutni , bekatlarni, metro bekatlarini eslab golaman. Men chiroyli uylarga, haykallarga,
bog'larga qarashni yoqtiraman.

— HagepHoe, nepeoe Bpema Gyaer TpyaHo?

— Birinchi paytda giyin bo'lishi mumkin ?

— [1a, HEMHOFO TPYHO. Al KN KapTy FOPOMa, NNaH paiioHa. 3anomuHaio Hassanms: Kpackas
nnolyanb, 3eneHbiin NpocneT, yama benas ... Bce BaHble MecTa. fl ellje NyIoX0 3Halo MapLpyT, HO
[ZlyMaio, YTO CKOPO MPUBbIKHY.

— Ha. Ozroq giyin. Men shahar haritasini, rayon planini sotib oldim. Nomlani eslab qolyapman
Krasnaya ploshad, Zelyoniy prospect, Belaya ulitsa.... Hamma muhim joylarni. Men hali marshrutni
yomon bilaman, lekin o'rganaman deb o'ylayman.

Ypok 6. fleatenbHocTb MeTpall
ars Pyotr | ning faoliyat

B Hauane XVill gexa MeTp | pewnTensHo 1 XECTKO NpoBen Bax-
HeifLume pedOPMbI B BOSHHOM fene, SKOHOMUKe, HayKe, KynsType
v 0Gpa3osaHmy, 4TOGbI NPeodoneTs OTCTaBaHMe Poccum oT espo-
neiicKkIX rocyaapcTs.

Mo esponeickomy 06pasty Gbina NOCTPOEHA HOBaA CTOAMLA
Poccum - ropop CawkT-Fetepbypr. CUMBOROM ropofa CTan namaT-
HUK MeTpy | Ha KOHEe — 3HaMeHWTbIA «<MeaHbIA BCanHuk», Mo3axee

ropona cran Kuih 3umMHNin gBopey Ha
6epery peku Hesbl, Fae ceyac HaXoOANTCA CaMbli KDYMHBIA My3ein
Poccum - FocyaapcTeHHbIi Spmutax.

XVill asr boshida Pyotr | Evropa davlatlaridan orgada gologlikni £
bartaraf etish maqgsadida harbiy ishda, igtisodda, fan sohasida, ~“MeAHbI BcanHuks
san‘atda va talimda muhim reformalarni oftkazdi sMischavandoas

Rossiyaning yangi poytaxti Sankt-Peterburg shaxri - Eviopacha
andaza bo'yicha qurildi.Otga mingan Pyotr | ga o'rnatilgan haykal
~ mashhur «Mis chavandoz» shahaming ramzi bolib goldi
Keyinchalik Neva daryosi kirg'og'idagi imperatorning Qishki saroyi
shaharning ko'rkiga aylangan. U yerda hozir Rossiyaning eng yirik
muzeyi - Davlat Ermitaji joylashgan.

SpmuTax

Memp
Ermitaj Pyotr |

A3blKa Ha Ga30BOM YPOBHE, AOCTAaTOYHOM Ans nepeesga B Poccuio 1 Havana
34ecb TpyaoBo# AesdtenbHocTh. OfHaKO BeposiTHEE BCErO, YTO TAKOrO YPOB-
HS He OyAeT JOCTaTOYHO ANS MOMHOLEHHOM SI3bIKOBOM, MPaBOBOM M COLMO-
KyNbTYPHOM agantaumu u nHterpaumu. OrpaHMunBaloLLIMM OaKTOPOM MOKET
6bITb OpMeHTaumsa y4ebHMKa Ha HocuTenel y30eKckoro s3bika. Hageemcs,
YTO Mo nNofo6HOM moaenu ByayT Co3aaHbl yHEOHO-METOANHYECKME KOMMMEKCHI
C MepeBOAOM Ha [PYrue A3blKW, aKTyarnbHble A7s1 TPYAOBLIX MUMPAHTOB, NMPU-
e3xaowmx B Poccuio, unm yHmnBepcanbHbIM y4ebHMK 6e3 nepeBomoB.
Y4eGHMKHU PYyCCKOro si3blKa KaK MHOCTPAHHOro obLLUEero Tuna

HepocTaTok cneumanmuamMpoBaHHbIX y4eBHbBIX MOCOOMI MO PYCCKOMY S3bIKY,
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Mn. 5. Qotorpadoust
y4e6HO-METOANHECKOTO
Komnnekca «B fobpbii yac».
© LleHTp o6pazoBaHus

u KynsTypsl «[puHT», QoHg
«Pycckuit Mup», Bce npasa
3aLLUMLLEHDI.

Mn. 6. Ootorpadoms
y4e6HO-METOANYECKOTO
Komrinekca «B fobpsin vacy,
6nok «McTopus Poccumn».

© LleHTp o6pasoBaHus

1 KynsTypbl «[puHT», QoHg
«Pycckuin Mup», Bce npasa
3aLUMLLEHbI.
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Y4ebHuk pycckoro. MNpobnembl NpenofaBaHmsi PYCCKOTO Si3blKa TPYAOBbIM MUTPAHTaM M YNeHam MX cemeit

OPMEHTUPOBAHHBIX Ha TPYAOBbIX MMIPAHTOB, 3acTaBMsieT MnperogasaTesien
PKWN obpaluaTtbcs K Nocobusm, agpecoBaHHbIM Gornee LWMPOKOM ayanTopum,
a He TONMbKO Tem, KTO FOTOBMTCS K CAAYE KOMMIIEKCHOMO 3K3ameHa Mo pyc-
ckomy si3blky. CerogHs cywectsyeT 6onbLuoit Beibop yuebHmkos PKM obuiero
TUMa, HaMPaBMNEHHbIX Ha OCBOEHME MPAaKTUHECKOTO Kypca PYCCKOro si3blKa.
B ocHoBe Takmx y4eBHMKOB, KaK MPAaBWIO, NEXWUT KOMMYHUKATUBHO-NUY-
HOCTHbIM noaxoA. HepeaKko OHM BLIXOAAT CEPUSIMM, B KOTOPBIX MEpPBbI TOM
COOTBETCTBYET ypoBHIO Al, BTOpoit — ypoBHIO A2 U T. 4., 4YTO NMO3BONSIET
MCMONb30BaTh MX ANS JONTOCPOYHBIX KYPCOB. B faHHOM cTaTbe mbl peLumnm
paccmoTpeTb cneaylowme y4ebHukm: «Moexanu!» CraHucnasa YepHbiwosa
n Annbl YepHbiworol, «Pycckuit cyBeHup» MpuHel Mozoneeoi, «[opora
B Poccuio» BaneHTtuHbl AHToHOBOM, Mann HaxabuHoi, Mapumn CadppoHoBoit
1 AHHbI ToncTbix, «Pycckuit si3bik: 5 anemeHTOB» TaTbsiHbl DCMaHOBOM, «To4Ka
PY» Onun Oonmatoeok u EkatepuHbl Hoeouau. B npodpeccuonanbHoi cpe-
e CyllecTByeT MHeHue, 4To y4ebHuk PKU ycnewHo dpyHkumoHupyet 5—7
NIET, 3aTEM €ro HeobXoAMMO OBHOBUTb. Mbl PEeLUMAKM BKIIOYMTL B Hal 06-
30p OTHOCMTENBHO HOBblE Y4E€BHWKM, BbIMyLLEHHbIE 3a MoCrefHWe TPU
roga: «Pycckuit cesoH» Main HaxabuHol, BaneHTuHbl AHTOHOBOM, MpeHbl
Haboknmukoit, Mpurbl Kypnosoi, Onbr CmmpHOBOM M AHHBbI TONCTbIX,
«MpueeT, Poccus» Main Haxaburoi, Bepbl CrenaHeHko, EneHbl Konbosckom
n Onbru MNnoTHMKOBOM.

MHorue 13 nepevmcneHHbIX y4eOHMKOB MpPeAcTaBnsiioT coboM
MoMHOLEHHbIe y4eBHO-METOANYECKME KOMMIIEKChI, B JOMOMHEHWUE K HUM MaYT
pabouve TeTpagu ANs CTYAEHTOB WM ayAMOMPUIIOKEHUS. SHaUYUTENIbHOE BHU-
MaHMe B HUX YAENEHO 3PUTENbHOM HAarMSAHOCTU: eCTb YETKME MOHATHbIE Ta-
6nuubl Ans 3aNOMMHAHMS TPAMMATHKM, KPacodHble dhoTorpadomm U PUCYHKM.
«[MpueeT, Poccusi», noMMMO BymMarkHOM, MPEACTABNEH eLle U B MHTEPaKTUB-
HOWM BEPCMM — aKTyanbHbIi POPMAT B 3MOXY AMCTAHLMOHHOIO OBpa3oBa-
HUSI. TEKCTbI B 3TUX Y4EOHUKAX COAEPIKAT NO3HABATENbHYIO CTPAHOBEAYECKYIO
MHPOPMALMIO, CBA3AHHYIO C KYMbTYpOM, MCTopuen M reorpadomeit Poccum.
Tekcuueckuit matepuan, Kak MpPaBMNO, OPUEHTMPOBAH Ha KMBOM COBpe-
MEHHBIM Pa3roBOPHbIN s3blK. PeveBble cUTyaLuM NPUONMKEHBI K PearibHbiM
M CNOCOBCTBYIOT YCBOEHMIO NEKCHMKM MOBCEAHEBHOrO oOLeHMs. Noaada ma-
Tepuana B ogHUx yvebHukax, Hanpumep «dopora B Poccuio», Gonee Tpa-
OVUMOHHasA, a B Apyrux, Hanpumep «[loexanu!», Gonee cesobogHasl, «npo-
BOKALMOHHAs», HAMNPaBneHHas Ha TO, YTOBbl Pa3roBOPUTL y4eHuKa. Bce atn
YYEOHMKM MOTYT C YCMEXOM MCMONb30BaThCA Ha MPYMMOBbIX MW MHAWBUAY-
aJlbHbIX 3aHATHUAX, HA NOArOTOBUTENbHbIX doaKyaneTax BY30B UJIN A3bIKOBbIX
Kypcax. Ho moryT nu oHu ypoBneTBopuTb 06pa3oBaTenbHble NOTPEBHOCTH
TPYAOBbLIX MUIPAHTOB?

3TH y4eBHMKM OPMEHTMPOBAHLI B OCHOBHOM Ha MPEeACTaBUTENEM
«3anagHoro» mupa. AeTopsbl «[loexanu!» oTmevaloT, YTO Haunydlme Pesynb-
TaTbl JAIOT KYPCbl HA OCHOBE MX Y4eOHUKa NpPK OOYYEHWUM CTYLEHTOB — HO-
cuTenem eBponenckoro (B LUMPOKOM CMBICTE) 3blKa M KyNBTYPHOro Garaxa.
MepBble ypoku B 3THX y4eBHMKaX HaCTO OMNMUPAIOTCS HA MHTEPHALMOHAMM3MBI,
MOHSITHbIE HOCUTENSIM EBPOMEMCKUX S3bIKOB MKW TEM, KTO 3TU SA3bIKM M3yyarl.
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B HekoTopbix y4ebHMKax — Hanpumep, «Tovka PY» — npaBuna moryT 6biTb
[aHbl Ha aHTIMIMCKOM S3bIKE, Yalle BCEro HE3HAKOMOM TPYLOBLIM MUIPAHTaM.
DoTorpadmm gocTonprmeHaTenbHOCTEN 1 MOPTPETbLI U3BECTHBIX SIOLEM, MO-
MeLLIEHHbIe Ha CTPaHULBl YHEGHWKOB, AANIEKO HE BCErfa M3BECTHBI YHaLLMMCS
u3 ctpaH LleHTpanbHoM A3um, a cnesoBaTenbHO, HE Bbi3biBAIOT SMOLMOHATb-
HOMO OTKNMKA M HE MOTYT CIYMUTb Afis HMX TOYKOM OMOpPbl B OCBOEHUM Ma-
Tepuana (un. 7—8).

B 3Tux y4eGHMKax OTCYTCTBYET penpeseHTaums TPYLOBbIX MMU-
rPaHTOB, HET YMOMMHAHMUS MX HALMOHAMbHBIX MMEH, TPAAULMIM, NMPa3AHUKOB,
6rniof, HET cueHapus nepeesaa B Poccuio, CXOKEro € MX OMbITOM, HET FEPOEB,
C KOTOPbIMM OHU MOrM Bbl cebsi oToAeCTBUTb. CKBO3HbIE NEPCOHAXM, OOb-
efMHSsIIoLLMe rnaBbl y4e6HMKOB B OBLLMI CIOXKET, — MPEACTaBUTENM eBPONeM-
CKWUX CTpaH unu rocyaapcte BoctouHoi Asmum. Tak, B y4ebHuke «[loexanu!»
rnaeHbii repot — CeeH m3 LLseumn, B «Pycckom cesoHe» 31o rpynna cty-
OeHTOB: My3blkaHT [IxoH, 6uonor Pos3a, cnopTcmeHka AHHa, XypHanUCTKa
Anuca, nporpammucT Akmpa m nepeeogymk Pobepto — Bce OHW BnagetoT
AHITIMMCKUM SI3bIKOM M ELLE OLHWMM eBPOMEMCKUM, Harpumep (1. 9).

B yuebHuke «[pueeT, Poccus» CloXeT CTPOMTCS BOKPYr PYCCKOM
npenogaeatenbHuubl HuHbl MBaHOBHBI M €e CTYAEHTOB: MUTanbSHCKOrO Au-
3aiHepa opexabl KpuctuaHa, npenogasatens snoHckoro CaKkypbl, Hemel-
Koro cTygeHTa-6uonora Knayca, rmga 3 bapcenoHsl XyaHuTbl, 6Gu3HecmeHa
u3 Typuum Axmeta (un. 10).

B yyebHuke «[opora B Poccuio» KaK TaKOBbIX FEpPOEB HET,
HO B YNPaXXHEHUSIX BCTPEYAIOTCS UM POCCUMCKME MMEHA, MK eBpOMeNCKue

;

!

' |
.9

PABOTAEM B NAPE. CTIPALIMBAEM U OTBEYAEM:

Mogens:

— Kak Bac 308yT1?

— Mews 308y Képnoc.

— Bui pasoraere?

Kaproe — [a, 5 gotSrpad.

— Bbl roBOpYTE NO-UCNAHCKU?
___Gororpad — [la, 5 roBOPIG NO-MCNAHCKM U
RO~ aHMACKM,

bcTasCkicH, SRTUESCH — Yro sbi celtudc aénaere?

— Ceitudc 51 M3yudio apaGekmii,

123
]
J
]
'é CMOTPHM HA QOTOFPAHH H FOBOPHM: KAK HX 30BYT, KTO OHM. }
}
5 s CrpaumsAEN 1 OTBEUAEN:
At ok ] QI Ve » WerepneTe novTreT o s Bt croans i s Pocon (e,
Zkroon? NWCATEN,  NOTUTHK, MYSBIKAMT, CROPTCMEN..) M CPAUMBAEM B rPymne:
Y Yok / ¢t IMAETE? KAK Ero/EE 30872 KAX bl AYMAETE, OH croPTCHEH / OHA
M3 HECHEH, MANNAPAEP, HYSHIKAHT, PEBOMIOUOHED, AVKTATOP, ] < S crommonema? Axo on /] onst
JYRGXHHK, NOMATAK, IPOTPAMMIACT, NPE3VAGHT, NMCATENs, NAASP, FéHUA $ CHYUWARM OTBETH, NOTOM PACCKASBAEH.

)
{

Y . ,
{ [ 12 ) UUTAEM. CrPAWMBAEM M OTBEYAEM:

Mens 308yT Mapiis. Al obUUMaHTKE 1 Pa6oTa B Kadé. 3aech KAMEHTSI

34BTPAKaIOT, 0BEAAIOT 1 YKMHAIOT, a 5 TENIKO PaBETal. n. 7. CDOTOI’paCb US| y4eBHU-
51 XOPOWG UX 3HAIO, & OHH He HAIOT, KaK MeHs 30BYT.
A CMOTPIG, KaK OHIA OTABIXAIOT, U AYMAIO: NOHEMY A PaBoTalo, Korad ok Ka «[loexanu!» 11. yPOK 6.
oTaIxdIoT? U novemy 5 paboTare 3neck? Mouemy 5 He CTyaéHTKa?
KNWEHTSI YACTO AENAIOT KOMMNMENTBI 1 FOBOPAT: «CnaciBol © Ms,u,a'ren bCTBO «3na-roycw,
= { 39 BCE MpaBa 3aLLMLLEHbI.
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YuyebHuk pycckoro. [Mpobnembl npenofaBaHusi PyCCKOrO si3blKa TPYAOBLIM MUIPAHTAM U UNIEHAM MX CEMEWM

Olia Dolmatova
Ekaterina Novacac

RUSSIAN BEAR
PYCCKWT MEABEAD

N
T AA3a Josres,

a ’ngicu g&mm"

RED CRITAR
KPACHAS HKPA

“
Ayuue nazgHo,

TeM nuwzga
“CREMRD READ
-1 CMEn”

EELT BOOTY
BANE

IAN COURSE
TEXTBOO

a) MpouwTaiite u Npocnywaiite TekcT «Mou Apy3ba». Q
Craxure, k10 8 310/ rpynne? Kro nio6wr drotorpacmposars?
Mosi apy3ss

MoanaKbMsTecs, NoXGNYiiCTa. 10 HGWa rpJnna. Msi CTyaéhTei, Msi usyuGem picckui assik u yxé

HeMHGrO rBOpIAM No-YCCKA. Msi BCE rOBOPYiM NO-GHIACKM. AKIPG LS FOBOPHT No-ANGHCKIM.

\ P63a rosopit A

. \ IoTOM{ 4T0 O 6

S1o [hwon. Bor erd kéara. Sro dororpédun -

3€Ch rPYNNG «BUTN3». BOT NMGHIAHO Y 6APABAHSI.

HAT WITH EAR FLAPS
WUANKR-SWAHKA
g

MATPEWKA
[MATRYOSHKR)

“XWTE AYWA

A ABE = NYYULE"

Hbuoeo or sbionu

.
Hegm:‘m hagaer

1

aHanic -
anandcn (pl)

Taxciher: fotpa

° Crywaiire w wiTaiTe guanor,

Listan and read the dialogue

g s fins
Opirman, s FEDMH,

Wranim,

fuosannn: § wa
Hranmn.

Dponn: A 03 AMEpHKM,
) a p

D'E-Hw' ?
8 AYUY" it

“1BA CANOTA
- NAPR"

"0 4HA
roA0BA
Xopowo,

Han nz

Kndye ma

M wa

12 ToumaPyAl

510 PoGépro. O nepeadaumk. Bor er6 kémrata. Cripdsa cron, Tyr
cnosapi u chotorpédun. 3o akTpiics, nesiius u NPSCTo kpaciiasie
Aésywik. Cnésa Téxe hororpadm, 3
310 eré sy v noapjrv - Haréwa, Néra n Smma. Sro wka. W specs

ororpéapnu 1o erd méma u cecrpd. PoBépTo niébut dotorpadbitposart.

OH dhoTOrPadAPYET AOME, NMATHIKY, Juu.

A bt nI661M CMOTPETS e chororphdnm,
6) Otserse Ha Bonpocsi:
But andere, k7o TaKS# [ixoH? Anna, Pé3a, Pobépro, Akiipa, Aniica?

8) Kakwe sonpocs

?
4
P
§..

ek A s Opanumt. N A s 13 Knra,
A dpanuys. A rardey,
Knayc:  us Tepwinim,

Anémey,

[ = QR —
Cor

phrases with the wards

1.2 « Omeypa veil

Mn. 8. Motorpadomsi
y4eBHuKa «Touka PY».

© WUzpatenbcTtBo «llepoy,
BCE MPaBa 3aLLMLLEHbI.

3aAapuTe, ecnu xoTuTe yaHars

Cripdisa - ruTdipa, Césa Toxe TMIGPa. [KOH = © Rxcone, 06 Anne, o Pose, o Pobepro, 06 Akmpe, 06 Anuce?

MySHIKGHT. [IXOH NOGUT M3biky. OH NIGEMT Crfuwars
POK M UrpATs Ha rMTGpe.

) Pacekaxute, uto sui yananu o flxone, o6 Auwe, o Pose, o Pobepro, o6 Akupe, o6 Anvce.

310 P630. Bor e8 kémwaTa. 3aeck eé cobéka
K§4Ka v KoTsi Mywk 1 Zlpyx6k. A sor e& nonyrdi
PGwa. A 510 68 Mia. Cné .
Cnpdsa cron, Tam 8630. Tyr ugetsi. P63 N66MT
useTsi, N6MT Aénars Gykérsi. P63a - GAbnor.

- @) Pacckaxute o csoém apyre (noapyre) u o ceSe.
1. K10 saw apyr (noapfra)? Kak erd (e€) soefr?
2. Baw apyr (noapjra) rosopiT no-pccku? A no-aHriicku?

3. Kax abi afmaere, 4To on (oHG) nG6uT Aénas & caoBAnHoe spéw? Mosemy’? Ok (ond) midGur
BOTOrPABADOBATS, PHCOBTS, YATGTS...?

6) Onuwure kommary apyra/nompyri.
310 Anra. Bor eé kémuara. Cnésa may, cnpdea -
néiKw, KOMHSK#, CKEHTOOPA, A BOT POKETKE 1 M
Ana ni66uT urpéTs & BONEiE6N, B Gacker6én, &
TéHHMC 1 AGxe B BYTE6N. AHHG - CIOPTCMHKD. OHG
TEHHMCHCTKD. OHG KCoKabil AeHs MTpdeT 8 THHUC.

5) A uT0 81 nioGuTe Aenars? Mouemy?

) Kax ssi aymaere, uro nio6ar Aenats sauim Apysbs s rpynne? Ecnu He sHaete, yauaiirel

O6pasew: s Gacker66n —> urpés s Gacker66n

310 Aniica. Bor eé kémHara. A 510 eé wkad. Tam
& opéxaa: nndes, Gnfskw, S6KH, GpIGKw. 3nech
Tjcbi u Canor. Cipdea aéprano, anecs e&
KocméTva. Cnéaa Toxe 3épkanc. Bor eé cron.
3neck HoyT6fK, XypHans), rasérhi. Anica pabéraer

n0-GHrniiicK, 8 yTGGN, Tenesitaop, nécHu, POMGH,
AXQS, CTVX, 10 Tenesitaopy, & TEHHMC,
NO-PAHUJICKH, CTIOBG, YIPaXHEHWS, NO~PJCCkH, unm

Cropr: dby165:
Mé6ens: cron
Kus6Tbie: coéica...
Ugesi: péaa..

Komnsibrep: meiluka...

S10 Awiipa. Bor er6 kémwata, Cipdsa cron. 3aecs ki, TeTpAAw,
CROBOPH, yUEBHMKM, KAPAHAGLLA, Pk, KOMNBISTEP 1 MEILIKA, BOTY
npitHrep  Cdrep. Bor AACK, s AKAPQ MIGGUT CMOTPETh (iinbMsl.
Cnésa wikach. Iaecs TEXE KA, CROBAPH, y4EGHMKH, SHuMKNONEANN, BOT
YuE6HIK «PYCCKMiA A3KiK». AKAPQ KEXABIH ACHb YNTGET TEKCTHI, JuUT COBS,
Crjuucer aAckn. OH nGBHT MayGTh 5301k, A ST €UIE OAH KOMNLIGTED =
HOYT6K. AKADQ NIGET PABOTATs Ha KoMnLKGTEpe. OH NPOTPAMMACT.

Mn. 9. Qotorpadous y4e6-
HuKa «Pycckui cesom».
Ypok 4. © NzpatenscTBo
«3naToycT», BCe npasa
3aLLUMLLEHDI.
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Hanvimku: 4oii...

PYCCKMTt CESOH 90 - YPOK4 MOUAPYSHA YPOK4 MOMAPYSLA 9] +  PyCCKMACEIOH
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CioxeT y4ebHuka

urp pasHbiX CTpaH

ouy: xuam
MUDa, PaSHOTQ 110718 W BOSPACT, U3y aIOMX PYCCKHJE 361K OHAGIHH,

MM HAUMHAIOT OBILIBTLCS OHAAIH, 3 TAKOKE B OBLLIEM vaTe, 3aTem o, uniTepe
'Pa3HBIMM THOEMY U MDOTIONKEIOT U3y HEHVE PYCCKOO A3biKa 8 POCCIN. POCCA YMBISIET UK PASHOOBDAINEM KyISTYPHSIX TPALMLINA OCOBEHHOCTAMM XM3HA

Pa3HbIX HaPOAOR, NPUDOAOH U KIMMETOM.

Tepou yeGHika:

¢

W 3
»V Pycexuii npenonasatens — Huka Visarosta.

AN

K

Knayc - cTypeHT ua Fepmanmm. VisyuaeT 8
) DYCCKO/i AeBYLIKOiE M3 POCCHM, K KOTOPO/i OH NIOGAET & OCTH, 1 OHM GYAYT BMECTE NyTEWECTEOBATb 110 CTpaHe. OHN NOCETAT T MecTa

y & Poccum, KOTopbIe MPe/CTABRAIOT WHTEPeC. OH BYAET BECTI NIHr

I reorpagH4eckux 0COBEHHOCTE/A PasHbiX MECT, /10Pbi M hayHbl, NPHPOLHbIX GoraTers Pocon

AxweT - GusHecwmer us Typuun. syuaeT pycokyi Ssbik 18 TOro, 4ToGsl passmsaTs Guskec ¢ Poccieii. OH MOSHAKOMMTCS C pyceKoii
AesyLKoi s Tomcka v noeaet s Tomck, nyTewecTsosaTb o CrGnpi v Baiikany, Kamuatke v Ta. Onn GyayT NepeniebisaTbes, v oHa
Gynet pacckassiaTs eMy 0 POCCM, O TOM, 4TO Ceiiiac NPOMCKOAINT, O MPE3AHUKaX, O Peanuax (Aaxe o roropte).

Caxyps 0 s3bKa B & Sinowwu. Maramcr. SoBUT pyceKyio KyXHio, FOTOBUT pycckue 6riona,
IOBHT NIETb PYCCKUE NECHA, YBNIEKAETCS PYCCKOi MMTEPATYPOR, My3bIKO/ U TEATPOM. VIHTEpeCyeTea STHOrpadHei, HapoRami 1
s3bikaMy Poccim. ByieT PaccKasbiBaTh 0 pasHbiX HapORaX u s3bikax B Poccum.

KpyCTVian ~ ausaiitiep ORexa 3 Vann. BoinyCKaeT CBo0 OAEXAY M MILET BAOXHOBEHNS B pyCCKMX MOTUBaX. TToBAT pyCeKoe
Suakom c 1O, Korna-To

YICKYCCTEO 1 XV1BONMCD. ByaeT pycckum
HUMA Ha OAHOM 13 110Ka308  GbiNl IPUTaLLIEH B POCCHIO. [TPUAET B POCCHIO 3HAKOMMTHCA C OGHHIM M3 HALIAX M3BECTHbIX

COBpeMeHHbIX AU3aiiHepOs. [OTOBWTCS K NOR3AKE U MOMYTHO COBUPAET AHGOPMALIMIO O PYCCKOM MCKYCCTEE, MOAE U TA,

Xyarutra = i u3 BapcencHbi. VICTiaHka. VIHTEpeCyeTCs PYCCKMM S3bKOM 1 PYCCKO/ MCTOpWEH. OHa MO3HAKOMATCA C TWaOM 13
1 ropoaax, uctopun, MecTax.

Poccuw. Mun yaer eih

(Owon, Jlopa), kuTarckue (Ban JTuH, Ma JuH, JTio KyH) 1 T. n. B y4eBHum-
ke «lMoexanu!» B crnmcke cTpaH A3um ykaszaHbl BbeTHam, MHamsa, Kutain,
Motronus, Cunranyp, TaunaHg, Typumsi 1 SINOHMS,, HO HET HW OAHOM a3maT-
CKOWM CTpaHbl MOCTCoBETCKOro npocTtpaHcTea (M. 11). Takum oBpasom, Tpy-
JOBble MUTpaHTbl M3 TamkukmucTaHa, Knuprusmm m YsbekmctaHa oKasbiBaloTCs
6YKBaNbHO UCKMIOYEHHBIMU M3 OOLLEro 06Pa30BaTENBHOMO CLEHapMs.

Ewe opgHa npuymHa, no KOTopoM paboTa MO OPMEHTUPOBAHHBIM
Ha eBponeMueB y4eBHUKam C ayauTopuel TPYAOBbIX MMrpaHToB B Poccuu
MOMET BbI3bIBaTb TPYAHOCTH, — KOHTPACT MEXAY YPOBHEM JKM3HW Mepco-
HaXel U OeMCTBUTENbHOCTBIO, OKPYKAIOLLEN YYaLLUMXCA-MUIPAHTOB. TEeKCTbI
O NIOASX, KOTOPble MOCELLAIOT PECTOPaHbI, MOKYMaloT JOPOrMe AOMa U Ma-
LUMHbI, MYTELWECTBYIOT MO MMPY, MOTYT CO3A4aTb MCUXONIOMMHECKYIO AMCTaH-
LMo C U3ydaembim matepuanom (un. 12, 13). Bpsig nu TpyaoBOM MUrpaHT y3-
HaeT cebs B TeKcTe y4yebHuKa «[loexanu!», KOTOpbIM HauMHaAeTcs co CroB.:
«CerogHs Mbl BCE MHOTO MyTELLIECTBYEM M HACTO OTALIXaEM B rOCTMHMULIAXY.
AHanus pocTynHbIX y4ebHO-meToam4eckmx komnnekcoB no PKM nokasbiBa-
€T, YTO Ha CErofHSWHMI AEHb HE CYLLeCTBYET y4eBHMKOB, KOTOpPbLIE MOTM
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Mn. 10. @oTorpadous
y4ebHuKa «[pueer,
Poccusi». © Uzpatenscteo
«KyukoBo none», Bce npasa
3aLLUMLLEHDI.
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2 e wa kapre st croani?

Amépuka: Asua: A
" : bpuka:
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O Bpasiinus O Kurdin
O Kawdaa O Mokrénmsa i
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‘ — T NI6AM roBOPAT No-uranbAHcKI?
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59

Mn. 11. Qotorpadoust y4eb-
6bl MOMHOCTbLIO YAOBNETBOPUTL OBPA30BATENbHbIE MOTPEGHOCTU TPYAOBBIX 1y oexanmly 11. Ypok 11.

MMIPaHTOB. BONBLUMHCTBO YH4eBHUKOB M MOCOBMIN HE YUUTHIBAIOT MX MM3HeH- © Vsaarenscrso «3natoycm,
o BCe npasa 3aljmLieHbl.

HbIM OMBIT W KynbTypHbIM Garax. C 2017 roga myselt COBPEMEHHOro MCKyC-

ctBa «[apax» B paMKax MHKITIO3UBHBIX MPOrPamm MPOBOAUT KYPChl PYCCKOTO

A3blKa KaK MHOCTPAHHOrO Ansi COTPYAHWKOB My3esi, TPYAOBbIX MMIPAHTOB

n3 LleHTpanbHoi A3un, 3aHATBIX Ha KYXHE, B TEXHUYECKUX Bpuragax u Knm-

HuHre. [paKT1Ka NOKa3bIBaET, YTO Ha AOMrOCPOHHBLIX Kypcax, Korga obyya-

emble [OCTUraloT GA30BOrO YPOBHS BMaAEHWsl PYCCKUM SI3bIKOM, HeoBxonm-

MOCTb CMeLndoMHecKoro aapecHoro y4ebHuKa Ans HUX OTNaAAET, OHU MOTYT

npoAomKaTe 06y4eHue No CyLlecTByloWmm nocobmsm. OfHaKo Hernb3s oTpu-

LaTb TO, YTO Y M3YyHalOLLEro MHOCTPAHHbIM S3bIK (BaXe Ha CpefHeM U MPoaBU-

HYTOM YPOBHE) YAOBNETBOPEHME BbI3bIBAET CMNOCOBHOCTb UCMOb30BaTh A3bIK

npu PasroBope Ha aKTyasbHble A7 HEero Tembl. BO3MOXHOCTL npuMeHeHUs

HOBBIX CMOB M KOHCTPYKLMI B peanbHOM 3XMU3HU JAET BO3MOXKHOCTb 0by4ae-

MbIM HarmMsAHO OLLYTUTb PE3YNLTAT 3aHSTUM, YTO C MCUXONOMMHECKOM TOYKM

3PEHUS MOXKET BbiTb JOMOMHUTENbHLIM CTUMYTTIOM K U3YHEHMIO S3bIKA.

CerogHs nepen METOAMCTAMM M COLMOMMHIBMCTaMM CTOMT 3afada Co3aa-

HUS Y4eBHMKOB M y4ebHbIx nocobuit no PKM, kotopble 6yayT oTeBevaTb mo-

TPEBGHOCTSM TPYAOBbIX MUIPAHTOB B MEPBYIO OYepeAb Ha 3fEeMEHTapHOM

1 6a30BOM YpPOBHSIX. [lpn 3TOM y4eBHMKM, KOTopble OyAyT MCMONb30BaTHCS
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QBcymgaiiTe B rpynne.

+  Kakue KOMHaTBl Bbl BHAMTE Ha GoTo?
+  KaKkue KOMHATHI Bbl MOMHTE?
Kakue komHaThl ecTe ¥ Bac gomal

2  a)Hosbie cnosa |
Jow { House

1. cnansHs a) Tam cToNT MaLmHa

2. kyxHA 6) Tam niogu raToenT eny.
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5. kabuHet Al Tam niogw paGoTaior.

6. netckan € Tamcnat getn.

7. BaHHaR €) Tam BCTPEYAKTCA C FOCTAMA.

8. kopuaop ) 3T ANMHHARA Y3KaR KOMHATA

9. rapaw 3) Tam mogM NPUHUMEIOT AYLUL
10. Gankow “) Tam MOMHO OTABIKATL NETOM,
KOfAa xOpoWwan Noroga.

6) NpouuTaitre cnosa ua ¥np. N¥ 2a (1-10).
Paspenure cnosa wa 2 Tpynne.
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NpunaratensHoe
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68
8 o — Ypok
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o e
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8000 000 espo.
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s [ 8po
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— A xaxdit v <
— Bor «HanonedHy.
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% He Gueb AOPOrGi
Cnacit6o !

S T I —
Mopgens:
— ¥ Bac ectb dHren?
— [la, ecto!
— Kakéi oH?
— OH GueHb AG6PbIi 1 KPaciBbI, Kak A!

3. ToBOPUM KOMMAMMENTSI.

- Béuep!
- Béuep!

cobtxa A aém

—Ysac. ynei6kal Kak sac 308y7? aom A

— Anexcénapa. i MyX xeHa pa6oTa 6riznec
— Kakée vimal KoMnbiTEp AvpékTop cocéan népeHs
—Cnacii6o: . . nésywra 6par cectpa KouwKa
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— MNpaspa?! OueHb npuATHO!
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Mn. 12. Qotorpadoms y4e6-
HUKa «Pycckuin cyBeHmp» A2.
Ypok 5. © UzpatenbctBo
«Pycckui si3bik. Kypcbi», Bce
npaBa 3alUuLLeHbl.

Mn. 13. Qotorpadoms
y4ebHuka «lNoexanu!» 1.1.
Ypok 18. © UzpatenbcTBO
«3natoycT», Bce npasa
3aLUMLLEHbI.
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B AOMMUIPALMOHHBIM MEPUOA M ANst TEX, KTO Y3Ke XMBET U paboTaeT B Poccuy,
JOIKHbl OTnMYaThes. [NocnegHue HyIAloTCS B KOPPEKTUPOBOYHOM Kypce,
TaK KaK YyXe B TOM MHOM CTEMEHW BNAfEIOT S3bIKOM, HO HE MMEIOT CUCTEMHOM
MOArOTOBKM.

Ha Haw B3rnag, BO3MOXHO CO3JaHMe KaK CreLuanusmMpoBaHHOro y4ebHMKa,
OPUEHTUPOBAHHOTO Ha cTyaeHToB M3 LleHTpanbHoM A3mu, KoTopbit GyaeT
onMpaTbCs Ha 3HAKOMbIE TPYAOBbIM MUIPAHTaM peanmu 1 BKOYaTb Npume-
bl MO3UTUBHBIX CLLEHAaPUEB MUIPaLIMM, TaK U y4ebHMKa OBLLEero TMna, OCHO-
BaHHOIO Ha MPUHLMMNAX MHKIIO3MM, B KOTOPOM TPYAOBbLIE MUMPAHTbLI OKAXYT-
CSl BUAMMBIMM YHaCTHUKaMM O0Bpa3oBaTeNbHOrO npoLecca.

AKTyanbHble npobnembl OGY4YEHMS] PYCCKOMY $i3blKy [AeTel TPYAOBbIX
MUrPaHToB

C KaKablM rOLOM YMCIIO AETEN MUMPAHTOB B POCCHMIMCKMX LLKOMaxX BO3PAacTaeT:
Mapraputa Pyceukas, unen Coseta no pycckomy ssbiky npu [Mpasutenscree
P®, B uHTEpPBbLIO 06 OBYYEHUM AETEN-MHOGPOHOB B POCCUIMCKOM LLKOSE MPUBO-
OWT CTaTUCTUKY, cornacHo kotopow B 2012 rogy B Poccum obydanmck okono 20
ThicSH AeTel-uHOoHOB, a B 2018 rogy Takux y4eHWKOB 6bino yxe 60 Tbicsd,
a uHdpopmaumorHoe areHtcteo TACC B 3ametke or 8 anpens 2021 roga co-
obLaet o 140 Tbics4ax y4eHUKOB-MHOpoHOoB. OmuTpuit [NoneTaes, apekTop
«LleHTpa murpaumoHHbIX MccnenoBaHMiy B MOCKBE, MULLIET O AeTAX-MHOpOHAX
KaK 0coBoM rpynne y4alumxcs, HyXOaloLLencs B NeAarorMieckoi NOALEPKKe
Ha MyTW U3y4eHusi pyccKoro a3bika. B 1990-e rogpl B Poccun pevb Lwina B OCHOB-
HOM O JeTaX OGEXEHLEB, a B HALLM AHWM — O AETAX TPYLOBLIX MUIPAHTOB, «CPean
KOTOPbIX B MOCNEAHWE rOAbl CTAHOBUTCS BCe Gonblue Bbixogues 3 CpeaHein
Azum (BbiBLUME COBETCKME cpeaHeasmaTckue pecnybnmkm)» (Monetaes 2018: 97).

Omutpuin MoneTtaeB npoeen mccnefoBaHMe 0BpPa3OBaTENbHOM CH-
Tyaumm feten-mHohoHoB B MOCKBe, pesynbtaThl ero MCCNeAoBaHWsS TPYAHO
Ha3BaTb YTELUMTENbHLIMMK: Y MUIPaHTOB U3 Kuprusum B WKony He xopsaT 12%
OEeTeln, Y MUTPaHTOB u3 Y3b6ekuctaHa — 9% petel, u3 TamkmkuctaHa — 7%
netel, YkpanHel — 6% petel (paHee yumnmcb, a ceidac He ydatcs — 3%),
MongaBun — 6% peteit... B poccMMCKmX LLKONax CNoXunach NpaKTMKa npu-
HWUMaTb AeTeit — HerpaxaaH PO c notepeit ot ogHoro Ao AByX NET 0By4eHUs
B CBSI3W C MIIOXMM 3HAHWEM PYCCKOTO $i3blKa WMIM HECOOTBETCTBMEM OBPAa30-
BaTENIbHOIO YPOBHS LLUKOMbHbIM TpeboBaHUsM. Y 12% OMpOoLLEHHBIX B3pPOCHbIX
[ETU He y4aTcs B Knacce, COOTBETCTBYIOLLIEM MX BO3pacTy. bonbLue Bcero Takmx
cnyyaes cpeau geten uz Cupum (45%), Kuprmusum (25%), Ya6ekmctana (16%),
Tapgwukmctana (15%) n AdpraHmctaHa (11%). Camble Gonblume npobnembl B 06y-
YEeHUM M3-3a@ MOXOro 3HAHMS PYCCKOrO Si3blKa MCbITLIBAIOT AETU M3 CTPaH
panbHero 3apy6exba (KoHro — 25%, Cupua — 14%, AdpraHmctan — 13%),
a Tawke aetm m3 TapukmctaHa (21%), AsepbaigxaHa (15%) m Y3bekucTaHa
(7%). UccnepoBaternb noraraet, Y4To B Kagoi MOCKoBCKoM (0T cebs poba-
BMM — POCCMICKOM) LUKOME HEOBXOAMMO CO3AaTb ChaKyrbTaTMBHbIE KypPChl
PyCCKOro si3blKa Afisi AeTel-UHOCPOHOB.
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ABTOp YMOMMHAET TaKKe CUCTEMY AOLLKOMbHOM MOAFOTOBKM Ae-
TEM-MHOCPOHOB MO PYCCKOMY Si3bIKY, (PYHKLIMOHUPOBAaBLUYIO paHee B Mockee
npu MmeToanyeckoi nopfepxkke LleHTpa copeficTBus MeKHaLMOHaNbHOMY
oBpa3zoBaHuio «ITHocdepa» u Kadeapbl KOHECKO «MexayHapogHoe (mo-
NUKYINBTYPHOE) OBpa3oBaHWE W MHTErpaumst OETeM MWIPaHTOB B LUKOME»
MOCKOBCKOrO MHCTUTYTa OTKpbITOro obpasoBaHus. [deTu-uHodpoHbl Heo6-
XOAMMOE BPEMSI 3aHUMMAIMCh B «LUKOJSIAX PYCCKOrO Si3blKa», B POJSIM KOTOPbIX
BbICTYManM o6LLEe0OPa30BaTeNbHbIE LLUKOSbl, «<Ha3HA4YEHHbIE» OTBETCTBEHHBIMM
3a oby4eHue AeTeN-MHOCPOHOB PYCCKOMY SI3bIKY B OMPEdENeHHOM agMMHU-
CTPaTMBHOM OKPYre, @ 3aTEM YIKE MEePEXOAmUM Ha OBy4eHUe B LLKOMY, KoTopas
Gbina GnvKe K UX [OMY.

B Cankr-lNeTtepbypre gencreyet opraHmsaums «etu MNetepbyprar®,
KOTOpas yXe MHOro NIET OCYLUECTBASET AesTeNbHOCTb MO S3bIKOBOM, COLM-
anbHOM M KynbTYpPHOM afjanTauum AeTeld-UHOOOHOB: BONOHTEPaMM MPOBO-
LSTCS 3aHSATMSI MO M3YYEHMUIO PYCCKOTO S13blKa, KYNLTYpbl, MOATOTOBKE K MO-
CTYMMEeHMIO B AETCKME Cafbl M LUKOSbI, BONIOHTEPbLI OPraHM3yloT Ans AeTeM
MUFPaHTOB MpPa3fHMKK, 3KcKypcun u nareps (MaHuu 2018: 49). BonoHTepel
«JeTeit MNMeTepbypra» noceLLaloT C AETbMU-MHOCOOHAMMU KYMBETYPHbIE MEPO-
NPUSTUS, OPFraHM3YIOT JOCYT Ha KaHMKynax. Takxke B [NeTepbypre GecnnaTHble
3aHATMS MO PYCCKOMY 5i3blIKY MPOBOAST ANS MUIPAHTOB M ANs AETeN-MHO-
choHoB poceuiickoe otaeneHme KpacHoro Kpecta u «CaHkT-letepbyprckuit
Jom HauumoHanbHoCTeM». B Mockee kny6 «bunmum» oby4vaeT getei-uHodpo-
HOB, @ TAKXE OKa3blBAET MHPOPMALIMOHHYIO U COLIMOKYMETYPHYIO MOALAEPHKY
CEMbAM MUTPAHTOB.

Mo cpaBHEHUIO C MEXAYHAPOAHBIM OMbITOM OKa3blBAEMAasi CErOAHS
B Poccuun petam-mHodboHam MofAepiKKa SBMSIETCS, K COMaNeHUIo, HeCUCTEM-
HOM U HenosHoueHHoM. O eBPONENCKOM OMbITE MHTErPaLMM U MOAAEPHKM
LeTei-MHOPOHOB MOXKHO MpouuTaTh B MccrnepaoBaHun Esponelickoro mH-
CTUTYTa MMUrpaumoHHoi nonmutukn — Migration Policy Institute Europe. Tak,
B 2015—2016 rogax OTMe4Yancs TaK Ha3blBAEMbI «MUIPALMOHHBIA KPU3MCY,
KOrga B eBpOMeNCKMe CTpaHbl npubbino 6onee 750 000 aeteit MUrpaHTOB.
3TO 3acTaBMIIO CMeuManucToB obpaTUTb BHUMMaHME Ha ocobble obpasoBa-
TerbHbIE, NMCUXONOrMYECKne M coumarnbHble NOTPEBGHOCTU 3TUX AeTeit. [Jetu
C MUIPALMOHHBIM OMbITOM — OAHA U3 OBLLMPHBIX KATEFOPWIM yYaLLMXCs, Tpe-
Gylowmx andbdbepeHUMPOBaHHOIO U MHAMBUAYANM3UPOBAHHOIO MOAXOAA.
B noknage EBponeicKoro MHCTUTYTa MUrPaLMOHHOM MOMMTUKU OTMEYAIoTCS
TPYAHOCTH, C KOTOPbLIMM CTaSIKUBAIOTCS AETU C MUIPALIMOHHBIM OMbITOM: He-
[OCTaTOMHOE BNaAeHUE S3bIKOM MPUHMMAIOLLIEH CTPaHbI, Ha KOTOPOM MPOMC-
XoAuT oby4yeHue B LUKOME; HEOBXOAMMOCTb OAHOBPEMEHHO OCBaWBAaTb HO-
Bbll A3bIK M NMPEAMETHI LLUKOSIbHOM MPOrPamMmbl; Pasnnydms B 06pa3oBaTenbHbIX
NpPOrpammax CTpaHbl MCXOAa U MPUHUMAIOLLEN CTPaHbI; OTPLIBOYHbLIE 3HAHMS
0 PYHKLMOHWPOBAHUM CUCTEMbI OBPA30BAHMS MPUHUMAIOLLEN CTPAHBI.

MHCTPYMeHTBI, C MOMOLLbIO KOTOpbLIX B cTpaHax Esponeiickoro

coto3a peanusyercsi 0cobbli MOAXOL K OETAM MMIPAHTOB, — 3TO, B MEPBYIO
ouepenb, OPraHM3aumns OOMOSHUTENbHBIX 3aHSTUM MO $A3bIKY, MHOrOS3blMHAs
aTMocdrepa Ha LUKOSbHBIX YPOKax — MEepPBOE BPEMS MPU HEOBXOAMMOCTM
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3ajaHne 1 maTepurasn oBbSCHAETCS Ha POAHOM S3biKe AETEN MMIPAHTOB, aaar-
Taums POPMATOB 3aHSATUI — YacTo 3TO paboTa B Mapax MW rpynnax, BUsy-
albHbl€ U A3bIKOBbIE ONOPbI ANF YHaLLUMXCS. BOJ'IbLIJYIO POnb UrpaeT NoBbILLEHNE
KBanMpUKaLMmM BCEX YYUTENEMN LLUKOSbI, 8 HE TOMbKO MPENOAABaTeNeM A3bIKa,
B aCMeKTe NOALEPHKM AETEN-MHOCDOHOB Ha YPOKax 1 BO BHEYPOYHOM AesTerb-
HOCTH, MPMBIIEYEHUE B LLKOMY CMELMaNMCTOB C COBCTBEHHBIM MUMPALMOHHBIM
onbITom. YTo KacaeTcsi NocnefHero nyHKTa, TO B HEKOTOPbIX CTpaHaXx, Hampu-
mep B HopBermu, ecTb NpaKTMKa JOMNMAT yHUTENSM 38 3HAHWE PEAKUX S3bIKOB,
KOTOpPbIE MOTYT BbITb MOME3HBI MPKU OBLLEHWMMU C AETBMU MUMPAHTOB. TakKe Bbl-
NIa4YMBaIOTCS CTUMEHAUM U YHUTENSIM C MATPALMOHHBIM OMbITOM.

Elle oouH pelcTBeHHbIM METOL, MOMOTatoLLMI OBNerYuTb MHTerpa-
LMo [eTel MUTPAHTOB B LLKOMAx, — OpraHu3aums peer-to-peer obyudeHus,
TO eCTb B3aMMOMOMOLLM YYEeHMKOB. Yyalumecs ¢ 6oree BbICOKUM YPOBHEM
BIaJEHUS S3bIKOM MOTYT MOMOraTb TEM, KTO TOMbKO HAYMHAET M3y4aTb SI3blK
CTpaHbl, KaK Ha ypoKaX, TaK U BO BHeypouHoe Bpems. OcTpo cTouT BOMmpoc
OLEHMBAHUS AETEN MUIPAHTOB B YCITIOBUSIX ONPAHMHYEHHOIO BAAEHMUS S3bIKOM
npuvHUMaioLlen cTpaHbl. Hanpumep, LLBeumss Hawna TakoM BbIXOJ — KOH-
TPOsibHbIE PaBOThl MOTYT BbiTb COCTABMEHbI HE TOMBbKO HA LUBEACKOM SI3bIKE,
HO M Ha POAHOM $i3blKE y4YaLLEerocsi.

BO3MOMNHbIN MHCTPYMEHT afanTaumMm U MHTEerpaummn AeTer-mHodoo-
HOB — OpraHM3aLusi MEXLYHAPOLHBIX KIACCOB, KOTOPblE YYeHMK MoceLlaeTt
B TEYEHUWe rofa Unu ABYX 4O TOro, KaK BCTPOMUTLCS B CTaHAAPTHYIO 0Bpa3oBa-
TenbHylo cucTemy. B mexxayHapoAHOM Kracce yYeHWK OBMafeBaeT B MepBylo
ovepenp A3blKom cTpaHbl. CrnegyeT otmeTuTb, YTo B Mockee n Kanyre Toxe
€CTb MOAOGHLIM OMbIT, YHMKAMbHLIM Ans Poccum: GnaroTBopuTEnbHbBIN MPOEKT
«MNepenéTtHble feTh»* MOMMMO KYPCOB PYCCKOTO si3blKa Ansi AeTel-MHOCOOHOB
paboTaeT TaKKe B PEXMME MEXAYHAPOAHOrO Knacca OTKPLITOro Tuna. JTo
3HAYMUT, YTO YHEHWMKU MEKAYHAPOAHOIO KIIACCa MOFYT MEPUOAMHECKM MPUCO-
€[MHSATbCS K CBOEMY «OBbIMHOMY» KMaccCy Mo BO3PACTy Ha OTAENbHbIE YPOKM
1, TAKUM OBPAa3OM, He TepPSITb KOHTAKT CO CBOMMM POCCHMCKUMM CBEPCTHMKA-
MM U HE YyBCTBOBAaTb CE6S1 M30NMPOBAHHBIMM.

B Poccuu eLle Tonbko Ha4YMHAET BO3pacTaTb OCO3HAHHOCTb LLKOSb-
HbIX KOJIFIEKTMBOB B OTHOLLIEHUM TOTO, HACKOMbBKO BaXHO HE 3aKpbIBaTb rMasa
Ha [eTei-MHOPOHOB, a8 OKa3blBaTb MM BCECTOPOHHIOIO MOAAEPMHKKY. Y neTei
U3 CEMeN MUIPaHTOB 0cobble 0OPa3oBaTeNbHbIE M MCHUXONIOrMYECKME NoTPed-
HOCTM: MM HY}KHO MOMOYb CMPAaBUTbCS CO CTPECCOM Mepee3a, aaanTUpPOBaThb-
Csi B HOBOM Cpefe, MOACTPOMTLCS K TEMMY OCBOEHMsI y4eBHOro marepuana
Ha PYCCKOM Si3bIKE, @ MOPOM W BbIYYMUTb PYCCKMIM s13blK € Hyns. EcTb Hagexaa,
41O U B Poccum co BpemeHem B KaXAOM LLKOMe CTaHyT peasibHOCTbio AOMosi-
HuTenbHble 3aHaTMS PKM, a agmuHMcTpaumsa u yuautens ctaHyT 6onee rmbku-
MM B A3bIKOBbIX M COLMOKYNBTYPHbIX Bornpocax. CospaH DenepanbHbiit kKoop-
OMHALUMOHHBIM PECYPCHbIM LEHTP® MO MCMXONOTMYECKOM M COLMOKYIIETYPHOM
ajanTauMu HeCcOBEPLUEHHOMETHMX MHOCTPAHHBIX MPaXAaH, OpPraHM3yloLLmiI
oby4aloLLme cemmMHapbl, KOHPepeHUMM U BCTpeYM Ans neparoros, paboTa-
IOLLMX C AETbMU-MHOCPOHAMM, MPOBOASILLMI MOHUTOPMHI AESTeNbHOCTU 06-
pa3oBaTeNbHbLIX OPraHW3aLMi, OCYLLECTBASIIOLLMI METOLUHECKYIO MOAAEPIKKY

The February Journal 252



Codpusi Pycckux, MNonmHa Kosanéea

PErMoHarnbHbIX PECYPCHBIX LEHTPOB.

Kypcbl noBbiLLeHMs KBanMbmKaumm Ans nejaroros LWKon ¢ 6orb-
LIOW JONeM yHaLLMXCS-MHOCOOHOB MPOBOAAT BEAYLLME POCCUMCKME YHUBEPCH-
TeTbl — [oCyAapCcTBEHHbIM MHCTUTYT pycckoro sisbika umern A. C. MywwkuHa,
Poccuiickuii  rocyaapCTBEHHbIM — MEfArorM4eckMit  YHUBEPCUTET  MMEHMU
A. M. Tepuena v gp. E. A. Xampaesa, O. H. KanenkoBa u gpyrve crieupanucTsl
[EnsTcs C nefgaroramm CBOEM SKCMEPTU3OM.

Heckonbko net pgencteyer nporpamma «OpuHAKOBO pasHbie»®,
B PAMKax KOTOPOM yYMTENs roCyfapCTBEHHbBIX LLKOS, B KOTOPbIX MPOLEHT fe-
TEM MMIPAHTOB BbLICOK, MPOXOAAT KyPCbl MOBbLILLEHMS KBanMouKaLmm Mo Ha-
npaeneHnsam «Pycckuit a3blk Kak MHOCTPaHHbIM» M «CoumnanbHas aganTtaums»
M Mocre NMPOXOXAEHUS KyPCOB 3aHMMAIOTCS C [ETbMU-MHOCDOHAMM BHEYPOY-
HOM AeSATEeNbHOCTBIO, NOMy4ast METOAMYECKYIO MOALEKKY OT MPOrPammbl.

ExkatepyHa [emuHLEBa TaK OMUCLIBAET aKTyasrbHOE COCTOsIHUE
npo6nembl: «B GonbLUMX LUKOMax 3a4acTylo MOSIBMSIOTCS KIACChl, B KOTOPbIX
nopasnsiioliee GOMbLUMHCTBO YHEHUKOB — JeTM MurpaHToB. LLIkona cozpaer
TaKMe KIIacChl, YTOObI MOMOYb JETAM aAaNTUPOBATLCS K PYCCKOS3bIMHOM Cpeae.
[ns petel-murpaHTOB He MPEAYCMOTPEHbI CreLMarnbHbie MPOrpammbl AOMON-
HUTENBHOrO OBPAa30BaHMUSI MO M3YHEHUIO PYCCKOTO Ai3blKa KaK MHOCTPAHHOTO.
Y yuuTeneit HeT eAMHOM MPOrPaMMbl, MO KOTOPOM OHW MOTIIM Bbl BECTU YPOKM,
MO3TOMY KaX[bl MPUAYMbIBAET YTO-TO CBOE — MLLYT KYPCbl NMPU YHUBEPCH-
TeTax, OCTAlOTCS C AETbMWU MOCHE YPOKOB, OTBOAST KNACCHbIE Yachl Mog 3a-
HATUS PyccKMM sisbikom» (demmHuesa 2020: 17). MocTeneHHo oByyeHuio pyc-
CKOMY 513bIKY LEeTEN-MHOPOHOB yAensieTcsl Bce Gonblue M Gonblue BHUMAHMSI.
[ns ycnewHoro o6pa3oBaTenbHOrO MpoLecca MOMMMO BbIENEHHBIX YacoB
M CMELMANUCTOB O4EHb BaXHbI yHeOHble maTepuarnsl.

MocoBusi no pycckomy S3bIKy Anst AeTEN MUMPAHTOB

Braga BapaHoBa B CBOEM WMCCNEAOBAHUM MULLET O TOM, YTO YacTO HE3HaHWe
PYCCKOrO si3blKa, HAPSi4y C MCUXONIOTMYECKMMM (PAKTOPAMM M COLIMOIKOHOMM-
HYECKMMM TPYZHOCTSIMM, CTAHOBUTCS GOSbLUMM MPENSTCTBUEM A1 AETEN MM-
rPaHTOB K nosy4eHmio obpasosaHms (bapaHosa 2012). K coxanenuio, cerogHs
[ANeKoO He B KaXX[OM POCCUMIMCKOWM LUKOMEe AETEN MMUIPAHTOB FOCTEMPUUMHO
MPUMHUMAIOT, CCINAsACh MOPOM Ha OTCYTCTBME AOKYMEHTOB WMIM MEeperosiHeH-
HOCTb KIacCoB, He roBopsi ye 06 opraHu3aumM LOMOSHUTESbHbLIX 3aHSTUIA.
OpHaKo eCTb M MO3UTHBHBIE CABUMM: B AOBOJSIbHO GOMbLUOM KOMMHYECTBE LUKOS
BHEYPOUHbIE 3aHATUSI PYCCKMM SI3bIKOM CTAHOBSITCSI PEANbHOCTBIO, M YHUTESst
BCTAlOT Mepeq BoOMpocom BbiGopa yvebHuKa. [Npu ydeTe ocobbix obpazoBa-
TEerbHbIX MOTPEBHOCTEN AETEM MUIPAHTOB KOJIMHYECTBO MOAXOASALUMX y4eOHM-
KOB 3HAYMTENBbHO COKPALLAETCS.

OpuH 13 BaxkHenLwmx dpakTopos BeiGopa y4ebHuka no PKU ana pe-
TEeM — BO3MOXHOCTb LLUKOSbl 3aKYMWUTb KHWUMM 3@ CHET CPEACTB LUKOSIbHOrO
GromkeTa. [ns Toro 4To6bl LLKOMa MOrfa NpModpecTm YHeOHMKM, OHM JOMKHDI
BxoamTb B cnncok OIOC (dhepepanbHblit rocyaapcTBEHHbIM 06pazoBaTENbHbIN
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CTaHAAPT) — CMMCOK PEKOMEHAOBaHHBIX MUHUCTEPCTBOM MPOCBELLEHUs MO-
CcoBMIM Ans POCCMMCKOM LKosbl. Ha aaHHbIM momeHT B cnimcok OIOC BxogsT
JIMLLb HECKONbKO y4eOHUKOB Mo PKM, opueHTUpoBaHHbIX Ha yqalumMxcs Ha-
YarlbHOM LLKOSbI, MPUOBIBLUMX M3 CTPAaH ONMXHENO 3apyOexbs.

B uyactHocTH, 3TO y4ebHuKk EnuzaBetbl XampaeBon M Jlonbl
CamaToBoi «Pycckuit §3blK C POAHBIM HEPYCCKUM S3bIKOM OBYYeHMs»
ans 1—4-x KnaccoB. 3TO UNMIOCTPUPOBAHHbINM y4eBHMK, 0By4eHHne No KOTo-
POMy MO3BONWUT AETSIM C HYNEBLIM BIIAAEHUEM PYCCKMM SI3bIKOM BblyYWTb €ro
[0 YpOBHSl Al+, TO ecTb OBNaAETb PYCCKMM SI3bIKOM Ha YPOBHE, HEOBXOAM-
MOM Ansi OOYYEeHUs B POCCMMCKOM LUKOME. YY4eBHMK He NMepeBOfHOM U nog-
XOAUT Afisi PaBoThl B MOMSTHUYECKOM MPYMMe, YTO aKTyanbHO Ans GOMbLIMH-
CTBa POCCMMCKMX LUKOS, TAE Y4aTCsl LETM MUIPAHTOB C Pa3HbIMM POAHBIMMI
asbikamu (un. 14).

E 2. OTBéTb Ha BOMPOCHI.

Moyemy 3aiunKy XOTENoch PSOVHLI?
Y1o ckazana psbuHa 3aiuvky?
Yro cpénan 3an4mk?

|

IlocMoTp#, moxamyiicra, ...

E Kak nonpocuts?
Aaiite, , MOXa-
nyicra, .... MpuHecire, noxanyiicra, ....
Kak no6naropapits?
c:;:m. Bnaropap® Bac. Bonswode cna-
cibo.

— Bosbmi, momanyiicra, ...

3. NMpuaymain npeanoxeénus avanora. 3anuium.

— Ilaitre, nokanyiicra, ...

— Cmaci6o.

— TlokaxknTe, MOMKATYHCTA, ...
— Bnarogapi Bac.

— IlpuneciTe, MOXKAIYHCTA, ...
— Bonpmée cmacibo.

— JlaiiTe, MOXKAIYHCTA, ...

4. Mpuaymait avandéru no KapTHkam u 3anu-
wn ux.

5. Cnuwmw. Bcraeb HYxXHble GykBbl. Kakim npasu-
nom Tbl BOCNONb3yewben? Pacckaxin ero.
Jlerdr nymi.cteit cuer. OH KpyK..Tci B BO3AyXe Un. 14. CDOTOrpaCbMH yqe6-
¥ JIOK..TCS HA 36MJII0, HA KpHIML.. AOMOB, Ha AEPEBbA. HUKa «Pyccr(wﬁ A3bIK C POA-

— Iaiire, nokanyitcra, ...

® Coctésb avanér no 4ToMy TEKCTY. HbIM HEPYCCKUM SA3bIKOM
obByyeHnus». © M3patenbcTeo
«Pycckoe crnoso, Bce npaea
3aLUMLLEHbI.

B 2019 rony B u3patensctBe «Pycckoe crnoBo» Gbinn onyGnmMKoBaHbI
(mocTynHbl Ans 6ecnnaTHOro CKaYMBaHMA Ha CalTe M3AATenbCTBA) Creumasnm-
3MpoBaHHble y4ebHMkM no PKN gna wkon ¢ HauMoHanbHbIMM si3biKamM 00y-
YeHust B Y3bekmcTaHe, TamxumkuctaHe, Apmerun n AsepbaigkaHe. ITo non-
HOLEHHbIE KYPChl AN HavanbHOM LUKOMbl — Ha KaXAbld y4eOHbl rof ecTb
YH4EOHUKM U paboume TETPaAM, B KHUraxX eCTb JaXKe NepPeBOA Ha HaLUMOHaNbHbIE
A3bIKM. DTH y4eBHMKM Bbliv Bbl 04eHb YAOOHbI 471t PaBoThl B MOHOHALMOHATTb-
HbIX FPyMnax AeTeM-MHOGOOHOB HaYasibHOMO LLKOMbHOrO Bo3pacTa (un. 15—17).

[MpencTaBneHHble Bbille YY4EOHUKM MOFYT ObiTb MCMOMb30OBAHbI
KaK Ans obyyeHus AeTel B HayanbHOM LUKOME, Ha KOTOPbIX OHU M OPUEH-
TMPOBAHbI, TaK M ANSi YYEHUKOB 5—8-X KI1acCoB, MpM y4eTe TOro, YTO B Pam-
Kax [OMOMHUTENbHBIX 3aHATUIM MAPKMPOBKA «KMAcC» Ha OOMOMKE AOMKHA
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3 Pacho'rpv'l poMél.uKy. CoctaBb 43 cnorés 8. MpouuTaiiTe cKasky No pPonsiM U nepeckaxwure eé.
CNoBA W 3anUWA MX. Komy xwusétca nyuwe?
Kéx-ro é B i naperse-
& a BYKA M it .

— Bppasersyit, apyr! Jlapii smaxémurheal S cormdc-
Hbl 3BYK. A TH KT0?

— A a rndcueii. Kax Tel moxusdems?

CorndcHslil oTBeudeT:

— IIxéxo! Mme Bce wmeméior. Mue Meméior 3y6bI,
r§6bl M ABEIK. A KAK Tl KUBSIIE?

A rudcHEIA TOBOPAT DAAOCTHO:

— Tlpexpicmol Mme muuers me wmeméer. § BhIXo-
Ky B Mup cBoG6aHO! Moii réioc CIENIHO Aanex6-Aaxexd.
A Thl Téxe MOMKemb KPHYATH?

Corndcuslil oTBeudeT:

— ¥V mend rémoc Tixmit m caabuii. S He mory kpu-
udTh. Sl He MOry mers.

Oropusincs rudcHBIA:

— A s mobmb mers!

CoraécHslil B3JOXHYI:

Brecti it — Kax6ii Th cuacriissii. S muderé me yméio. Mue
Brecrat — thuynid t kéxerca, g muxoMy me mysmen!
Apkui —  wwjbwn;

npunackate — 2njbi|, thwjthw)bif;
ynbibaerca — dwywnnd k;
rasput — cmotpur — Gwynud .
8 s
[ Yréwnte — tasalli verardiniz.

M3 ucmopuu Yabekucmana

1. MpounTaii TekcT.

Benikuii WENKOBLIA NyTb
depranckas AoNMAHA — OGOrATHI Kpail, KOTOpBIA W3-
JAaBHA CJHABWJICA CBOMMH IPEKPACHBIMA TKAHAMHM, «O6&1BIM

TONE3HBIMU UCKOTAEMBIMHU.
Boabmiie 3 € MHOrouM HBIM a T

us @epransi B Open6ypr, Acrpaxams, Ilépcmo, Kuraii,

Mn. 15—17. ®otorpadomm
y4EBHMKOB MO PYCCKOMY
S3bIKY KaK MHOCTPaHHOMY
LIS LUKOM C HEPYCCKMM 513bl-
KOM OBYHeHMs — apmsiH-
CKUM, a3epBaimKaHCKUM,
y36ekckmm. © M3patenbcTeo
«Pycckoe crnoeox, Bce npasa
3aLLMLLEHI.

BOCMPUHUMAETBLCS CKOPEE KaK «MOZYIIb».

B uzpatenbcTtee «[lMpoceelueHme» BoinyweHsl YMK «Pycckuit s3bik.
YueBHuk ans neteit murpaHtos m nepeceneHues» @O. AsHabaesowm, I Typoso#,
O. Aptemenko u «JlutepatypHoe uyTeHue. YYeBHUK Ansi AeTel MUIPaHTOB
U nepecerneHues», asTopbl-coctasutenu 3. Caxmnosa, T. Opnosa, A. BabypuH
(wn. 18—19). HaHHbie YMK Tarke BXOAST B NepeyeHb PEeKOMEHAOBAHHbIX
MUHUCTEPCTBOM MPOCBELLEHMS YY4EOHBIX MOCOOUM U COCTOST M3 NIMHEMKM
YHEOHUKOB A5 MEPBOrO-4ETBEPTOrO KIACCOB U METOAMHECKUX PEKOMEHIALMIA.
HaHHbie YMK yunTbiBalOT G0onee HU3KUIM YPOBEHb BMALEHMS PYCCKUM S3bIKOM
Yy AETEN MUTPAHTOB U MepeceneHLeB. YHeOHUK N8 NepBOro Kracca BKloYaeT
B cebs B TOM 4MClie BBOAHBIM YCTHbIM Kypc, oBydeHue rpamoTe M nocnebyk-
BapHbIM Nepunoa. MaTepuansl, 3a4aHUS M TEKCTbI BbIOPaHbI C YHETOM KOHTEKCTa
MONMUKYNBTYPHOM FPYMMbl yHaLLMXCS.

Beugy Toro yto ans uenesoi ayautopum YMK «Pycckuit s3bik.
Y4eBHUK Ansi AeTeit MUrPaHTOB M nepeceneHues» u «JluTepaTypHoe yTeHue.
Y4eBHUK Ana Aeteit MUTPaHTOB M MepecerieHUeB» PYCCKUM A3blIK He SBMSiET-
CA POAHBIM, YYEOHWKM MUMEIOT AOMONHUTENbHbIE SI3bIKOBbIE M PEYEBbIE OMO-
pbl. JaHHble YMK BO MHOrom oOpMeHTMpOBaHbl Ha coepykaHue yd4eBGHOM
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® O
PV GGKHN I

i KAAGG

%

Mn. 18, 19. O6noxkm y4ebHu-
KoB «Pycckuit 93blk Ans ge-
Tel MUIPaHTOB U Nepece-
neHues» u «JTutepatypHoe
yTeHue. YuebHuKk ans getemn
MMUIPaHTOB M NepeceneH-
ues». © Uzgatenscteo
«[MpoceeLlerme», Bce npasa
3aLLUMLLEHDI.

MPOrpammbl Ha4yanbHOM LUKOMbI MO PYCCKOMY SI3blKY M YTEHMIO, MOSTOMY
Haubonee LenecoobpasHO MCMOMb30BaTh UX HA 3aHATUAX C AETbMM MIaA-
LLIEro LUKOSbHOMO BO3PAacTa, OfHAKO, TaK e KaK M B Cllydae C y4eBHMKOM
EnuzaBetsl Xampaesoi u Jlonbl CamatoBoi «Pycckuit si3biK € pOAHbIM
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HEPYCCKUM 5I3bIKOM 0Oy4eHMsi», BBuay otcyTcTBus B nepedHe OrOC yyeb-
HbIX nocobui no PKM ansa peteit cpegHero M cTapLuero LUKOSIbHOMO BO3-
pacta moryT 6biTb HYaCTMHHO MCMOSb30BaHbI U Ans 0BydeHus aetei Gornee
cTapLuero Bo3pacTa.

OcranbHble y4ebHble nocobus no PKU ans pgetei, o kotopbix pevb
MOMAET HUKE, LUKOMbI HE CMOTYT MPUOBPECTU M3 CBOMX BIOLKETHBIX CPEACTE,
TaK Kak oHu He BxogaT B crincok OIOC. [Ans ux nokynku Heobxoaumo Byaet
HaMTU OPYrMe UCTOYHWMKKM (PUHAHCMPOBAHUS. Tem He MeHee, 3T YY4EeOHUKM
M NOCOBUS TOXKE CTOUT PACCMOTPETL B Hallem o630pe, TaK KaK Mo OCTasib-
HbIM XapPaKTePUCTMKAM OHM MOse3Hbl Asis OByYeHMsI PYCCKOMY SI3bIKY LLKOSb-
HUKOB-MHOPOHOB PYCCKOMY $3blKYy Pa3HOro BO3pacTa.

Hanpumep, BbiMyLLUEHHYIO M3LATENBCTBOM «IDTHOCKEPA» NMHEN-
Ky y4ebHukoB «Pycckmi ssbik. OT ctyneHu k ctynenHu» Onbru CuHésoi
3aKynaloT M YCMELHO MCMOMb3YIOT ANs AOMOMHUTENbHbLIX 3aHATMIM no PKM
C OETbMU-MHOCPOHAMM BO MHOTUX POCCHMIMCKMX LLKOMAaxX. DTOT y4eBHO-MeTo-
ONYECKUIM KOMMIIEKC COCTOUT M3 LLUECTU YPOBHEM, KaXKAbl YPOBEHb MMEET
[BE KHUrM — nocobue Nno rpammaTmKe M MoCcoBMe MO YTEHUIO U Pa3BUTUIO
peun. Kaxabiit yumTtenb cam KOMOUMHUPYET maTepmanbl gByx KHur. «CTyneHu»
6orbLue NOAXOAAT YHaLLUMMCS Ha4aNbHOM LLKOMbl, HO MOTYT ObiTb XOTS 6bl Ya-
CTMHHO MCMOSb30BaHbI M AMS YHaLLMXCS CPEAHEM LLIKOSbI. Y4eBHMK paccumTaH
Ha obyyeHue [0 ypoBHS A2 — HeoBXOAUMBIN YPOBEHb AN O6yHEeHMs B LLIKO-
ne peten-mHOoHOB. Temn nogayn matepuarna AOBOSILHO BObICTPbLIM, 3TO OT-
BEYaeT NOTPeBHOCTSM LieneBoi ayaMTopum, Tak Kak «CTyneHu» co3aaBanmch
creumanbHo anisi obyuveHms geter murpanTos B Poccuu (un. 20).

YyeBHo-mMeTOAMYECKUI KOMMMNEKC «[OBOpPIO U MULLY MO-PYCCKM»

-
Wypa uncTuT mixy‘m s i é ~¢
. s M A3 Kawa — NHMWa Hawa, - " Aé-po—pe  Té-10-Te
Y wyk« vewyiiku. 60— & no—1é Bo—ué ho—hé "

Ro-pé—pe  TO-Té-Te

CyacTnuBbiii Béuep Mo—1€ HO—1& no—né po-pé £ b
£ p s . i & 2 e Ro—pe-pé  To-Te-Té
Océnnun Béuep. Mol smécte. Mopa ymuHath. Beéue- Ro—A€ TO—T€ 30-3€ co—cé
POM Ha YXWH OYAyT OBOWM, 4ai, CNaakui wepber, WMO—WE wWo—weé F‘
bPYKTbI, KOHpETbl, a Ha 0Bén BbiM Wwm u poiBa wyka, é—0 vo—1@ ¥ wie - npuitc
Osoww Ha tapénke. ®pykTbl B Baze. Yai s .. ‘K’
R 3 z . Dénop, Déxna.
uahHuke W B vawkax. Kowxa Yyua mypnsuur ]
R : % Gepésa 6epe3b|
8 xpecne: «Myp-p — My-pppp. Mp-p-pasunbHos. \ ‘
2 i g oS néc — woc — néc ¥ -
Kakow cuactnveeiit, uygecHbin Beuep!
Py MAREM — nOMAém
)
9 { ae dsown? | . Y xoro xknuuka Yyua? 38e303 — 38E3ANLIA
L " S = Néc Denép
CVMTEM — cuurante. Cyactnusbiv AEeHb, CYaCTNMUBbIM Beuep,

— Nésa, wupém 8 pom. Tam peépywka
" ®@épop. OH npuHéc nopapok, Kak
secénoin flen Mopos. 3Hakombrech,
310 Gabywxa Oékna, a 310 3abasHbii

Yaue BMecTe nente uai.

Pycckuit obbuan. BecHa. 310 pycckui 2 BT % p 8 % 5 %
uépHbi néc Menép. Y Hero BNAKHbIA M XONOAHbIA

npaaocnaannm npa:mnm( MNacxu. > : ¢ 2 Mn. 20. @otorpadoms
***** Hoc, OH rpbi3éT TeépabiH Cyxapb. 6 P .
? ¥ Y YeBHMKa «Pycckuit a3bik.
= — Qenép, nongém Bo asop, Tam Gepéasi. yO Y
T CTYMNeHM K CTyne-
a " 5 . . . -
nfilo “- boonnoo V Kakoi HOC? Cyxoh — Bnaxwsii — MOXDbR HOC. Huy. © M3paTenbcTeo
T =t . o R
Wah HMK KOHWDETH KpacHbii — uEpHbiit, CBETNbIA — TEMHBIM UBET. = «THocthepay, Bee npasa
64
3aLUMLLEHDI.
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Enenbl KakopuHoi, JTiogmunbl Koctbinésor, TatbsHbl CasyeHko, Hatanbu
MocTtHoBOM, Inbeupbl MMagbiwesoi 1 gp. coctouT u3 Bykeaps «OT 3ByKa
K OykBe», y4eBHMKa B [BYX 4acTsX, KOTOPbLIE MCMOSMb3YIOTCS MapasnnesnbHoO
M LAlOT YPOBEHb PycCKOro sizbika Al, U TpeTbei YacTh y4eBHMKa, copepa-
el matepuan ypoeHsa A2. Tak e, Kak npu paboTe ¢ y4ebHMKamm «Pycckuit
a3biK. OT CTYNeHW K CTYneHW», yuuTeNb MOXKET KOMOUHMPOBATL MaTepmarb

M 33[aHMs Pa3HbIX KHUM Komnnekca (un. 21—22).

B noucke y4ebBHbIX MaTepuanoB And  AeTelM-MHOOOHOB

16. [Ilpoumriit. Hadigh u seinumm ciosa mno Téme
«IlIxénas.

!1. Y4é6Huk «3a60onén». Miwa OTOpBaNn CTpaHALy. Kax
| guineunTs KHWry? Boabmi kneit, Gymary v 3aknéi wcT.
Kuura ckaxer te6é «cnacwnbo».

B3ATb — BO3bMW
3aKnéuTe — 3aKnén

3a60nétb — BbINEYUTHL

3abonére — 3abonén

: Kak 5 nomoran mame
1. )'rpomB B NOHEAENbHUK MaTh CKasana oTuy:

— Béyepom npn6éi, noxanyiicra, reoans Y Y
Bepésky nosécurs. CywinTs 6enné. i osge
Oréuy obewan.

._Man 6bind ao6ma. Motém oHA nowna s MarasuH, A Anéwa

Ha kyxHi0. OH B3AN MONOTOK, redamm u wauan ux

. Wryk pécsite npubin!

E BepHynacL Mama.

= BT0KTO X@ CTONLKO rBO3AGH B CTEHKY 3a61AN? — yaiinace
. R

(TTo C. Bapyaauny)

3. BakOHYM NMPeAIOKEHNS.
. ?) :
1) Mama nonpocina otua (41o cnenarb‘_. o
2; Korna mama nowna 8 maraai, Anélia Havan (4To aénats?)

3) Korna mama Be'pﬂﬁnaCb, OHA& CNPOCIANA, KTO (4TO Caenan?)

negarorm obpaLLaloTCs M K OPYrMM MocoBMsam, 3apeKOMeHAOoBaBLLMM cebs
cpeau cneumanmctos PKM. OguH 13 yueBGHMKOB MO pYCCKOMY S3bIKY AnNst Ae-
Tern — «Copoka» MapuaHHbl Asepu. «Copoka» Bbiia HanmcaHa ansi obyde-
HWUS PYCCKOMY $3bIKY AETEM, MOCTOSIHHO MPOXMBAOLLMX 38 pybekom. Llenb
3TOr0 y4eBHMKa — MPMBUTL AETAM XOTS Obl MMHMMANbHO BO3MOXKHbIE

The February Journal

Mn. 21, 22. ®otorpadomu
y4ebHuKa «[oBOpIO U NULLY
No-pPyCccKuy», 4actn 11 3.

© UzpatenscTeo «Pycckoe
CrIoBO», BCE MpaBa
3aLLUMLLEHDI.
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@

B YC/IOBMSIX OTCYTCTBMSI SI3bIKOBOM CPEAbl KOMMYHMKATMBHbIE HaBblku. [eTu
TPYAOBbLIX MUIPAHTOB, KOTOPbIX MPUHUMAIOT B POCCUMCKYIO LLKOSTY, HE MCrbl-
THIBAIOT HEJOCTATKa B PYCCKOM A3bIKOBOM cpege. [axe ecnu Joma poACTBEH-
HUKWM TOBOPST Ha POAHOM SI3bIKE, TO B LUKOSIE, Ha yNuue, B MarasuHe, B anTe-
KE LETU MUIPAHTOB OKPYMEHbl PYCCKMM 3bIKOM. Ha 3aHsTMM oHu BbicTpee,
YeM MX 3apyBeKHbIE POBECHMKM, PACrO3HAIOT HOBbLIE C/IOBA, MOTOMY YTO Y3Ke
MHOTO Pa3 CIIbILLIAY 3TO CIIOBO B pearibHOM pedeBoM cutyauuu. MNpu pabore
¢ y4ebHmkom «Copoka» NMPUOPMTETHOM CTAHOBMTCS YCTHAsi KOMMYHMKaLMS
Ha ObITOBbIE M COOTBETCTBYIOLLUME BO3PACTY YHALLMXCS — MPUMEPHO OT Lue-
CTM [o ABeHaguaTtu net — Tembl. LLIKonbHas TemaTuka npescraBneHa MmHU-
MarnbHO, TaK KaK AETH, Ha KOTOPbLIX OPUEHTMPOBAH YYEBHMK, LLUKOSIbHBIE TEMbI
O6CYJAlOT B OCHOBHOM Ha Si3blKE€ CTPaHbl MPOMMWBAHMS — aHITIMMCKOM,
hpaHLY3CKOM, MTaNbSHCKOM, BbETHAMCKOM M T. 4. (un. 23—26). [nsa peteir-
MHOCPOHOB B LLKOSE TEMATMKA YPOKOB, LUKOJIbHbIX MOMELLEHUIM, MPELMETOB,
KaHLUENAPCKUX NMPUHALNEKHOCTEMN, Y4EOHbBIX TEPMMHOB SIBNISIETCS YPE3BbliYai-
HO BaXXHOM M HYXXHOM, TaK KaK OHM C MEPBOro AHS LOIMKHbI MOCELLaTb YPOo-
KM HapaBHE C HOCUTENAMM PYCCKOrO s3bika. YuebHuk «Copora» mpexpacHo
NOAXOAMUT Ans OOyYEeHWMs] MHOCTPAHHBLIX AeTel 3a pPybeom, HO Ha ocobbie

@3

|'| PMB “’B K A 2 B NOHEAGNLHUK, BO BTGPHUK, B CPEAY, B HETBEPT, B NATHULY, B CYB60TY, B BOCKpeCEHbe.

peiexn

aropue 26
cpen 811
<

1 p d
Aewiic, uto Tol A€naews >
g 80 BTOpHUK B 2 yacd? Bo sropHK
82 vacd  uay ? Pucosinne | Teorpagua | Matematuka il Weropun
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Mn. 23—26. Qotorpadomm
y4ebHuKa 1 paboyeit TeTpa-
1 «Copokay, yacTb 2. Ypok
6. © MapuaHHa Asepu, Bce
npaBa 3alUuLLeHbl.
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obpazoBaTenbHble NOTPEBHOCTH AETEN-MHOGDOHOB HE OTBEYAET.
Cregytowmit y4ebHuK — «Pycckuit 6e3 rpaHuuy MapuHbl HU3HUK,
AHHbI BuHokyposo#, Mpurbl BopoHuoeoi, Onbri Karan 1 AHHbl Yepn. 3T1o
y4€B6HUK MO PYCCKOMY S3bIKY KaK CEMEMHOMY. DTO 3HAYMUT, YTO LETH, KOTOPBLIM
OH a[jpeCcoBaH, CIbILLIAT PYCCKMM S3bIK JOMA, @ 38 NPefenamm CeMbU — SI3bIK
CTpaHbl NpoxkmBaHMs. MaTtepuan B «Pycckom 6e3 rpaHuLy 3HAYUTENBHO BbILLIE
Mo YPOBHIO CIIOXKHOCTH, Yem B «CopoKe»: aBTOpbl ONMpaloTcsi Ha POHOBOE
3HaHWE PYCCKOTO si3blKa BHYTPW CEMbM, MO3TOMY TEKCTHI M 3a[aHNSI COAEPKAT
NMopoit Aaxe PedKMe CIIOBa, KPbINaTble BbIPAXEHUS, MANMOMBI U NMPOCTOPEYUMS
(un. 27—30). DToT y4eBHUK He UMEET NEePBOM CTYMEHM, OH CPA3Y KEe Ha4YMHAET-
€Sl C MPOABMHYTOrO 3Tana, @ JETU MUTPAHTOB YacTO MPUXOAAT B POCCUICKYIO
LLKOSY C HYNEBLIMM 3HAHWMSIMM MO PYCCKOMY s13bIKY. Tak ke, Kak u «Copokay,
«Pycckuit 6e3 rpaHMLy» OPUEHTMPOBAH Ha PYryto LeNneBylo ayAuToOpHIO yva-
LLIMXCS M HE MOAXOAUT AETSIM MUIPAHTOB, NMpoxmBaoLmm B Poccmu.
CywecTsyeT nuHeika yuyebHukos «[asan!» astopa MHru MaHryc.
MpenmyLuectso «[laBait!l» B TOm, YTO 3Ta NMHEMKa NOAXOAUT Ans Gonee Liun-
[POKO# BO3pPAaCTHOM rpynnbl ydawmxcs. 1o sTomy y4ebHMKY MOXKHO KOoMdpop-
THO paboTaTb M B Ha4YamnbHOM, M B CPEAHEN LUKOSE, TaKKe NIMHENKA Npodon-
JKaeTCs OO YPOBHS BrafjeHus pycckmum sisbikom A2+. «[aBai!» paspaboTaH
[Nsi 3CTOHCKMX LLKOJIbHMKOB, KOTOPBIE M3Y4aloT PYCCKMIM B KadecTBe npep-
MmeTa «MHOCTPaHHBIN A3bIK» B TEYEHUE HECKOMbKMUX NET B LUKOMaX. ITH AETH
HaXOAATCS BHE SI3bIKOBOM Cpefbl, MO3TOMY aKTyanusupyembit B y4eBHMKe
AKTUBHBIA M MACCMBHbIM JIEKCMYECKUM 3amac CUIIbHO OrpaHUYEH, a matepuan,
KOTOPbIN JETU-MHOCPOHBI B POCCUIMCKOM LLKOME B CUITY MPOXKMBAHMS B A3bIKO-
BOM CpeAe M aKTUBHOTO B3aMMOAEMCTBUSI C PYCCKUM SI3bIKOM CMOCOOHbBI OC-
BOMTb 33 OAMH YPOK, B 3TOM yHeOHUKE JAeTCs B TEYEHNE HECKOMBbKMUX YPOKOB.
MpeumyecTeo «[aBai!» — LIMPOKO NPeACTaBNEHHbIN LLKOMbHbIA KOHTEKCT:
€CTb TEKCTbl Ha TEMY YYEOHbIX MPEAMETOB, OTHOLLEHUIM MeXAy OAHOKIAacC-

HUKamK, pacnucarua (un. 31—34). MpuumnHa, no kotopon «Jasak!», Ha Haw

G0 - [iwimartmind ¥ s B OO - [iroimorumant o K ok »
. e s T 0 - Vot o

TS Omemacomon sy Nk sapoxkoencs, e 8-8 &-@0 2 G Owekascmon P Sk s, o

CrpaHiua Onbru CeMéHOBOM. Crpaniiya AnTowa Merposa
Mpusér! 4
Mets 308§ Onbra. Mie 14 net. 1 yujich B BOCbMOM KNACCE MOCKOBCKOI LUKOMbI.
Yujcb Xopowwod, Ha «5» U «4», O4eHb PEAKO Ha «3».
51 6ueHb niobnio Apy3éi, komnanuio. Ewe s niobnio cBoio cembio. B Heil 5 uenoséx
 cobaka. Moio cobaky 30ByT [xek. 370 dpaHuy3ckuii Gynbadr. Moio Mamy 30ByT

Boapacr: 15.
3Hak 30auéKa: Jles.
MepcoHanbHas aHKeTa.

- 3 g : A 2 P Bawe nio6imoe 3aHATHe?
Toamiina, a nany Cepréid. Y Mew ecTb asa mnaawux 6pata. Wx 308yt Masen PasBneKaTLCs.
K"”“a”mt‘ I'Iat'any e, a Kbcre 3 rona. Kakyto uenb ctasute népea coboi ceivac?
| 51 cobupaio Mapku 1 NNaKaTbl C M306PAXKEHUEM 6i 5 2
| xuBdTHbIX. Moit niobitmble uirchpsl 3, 7, 11. Moi Llo.v_macu JLliona BAC:
niobitmble » BETHI — NAHABIWM U CH| éHt; ﬂ;oﬁm’o 0 kaKbii paGote el weuTaeTe?
‘ u At fatibe PyKoBOAWTb NOAbM.

BKYCHO noécTb. JliobitMble Oniopa — oMnéT,
XapeHblii kapTodens u BucbuTec. Ouers niobnio
My3biky. Hennoxo urpaio Ha hopTenuaHo u rutape.
AeLé 5 ntobnio CMOTPETL (hitNbMbl M TENecepuans.
Moii niobitmelii cepuan — «bpurapa», niobimble
TenesuanoHHbIe nepefaun — «MuHjTa cnassl» u
KBH. Moit niobitmblit npasptuk — Hosbiid rog. A
camblii He3abbiBaeMblii AeHb Obin TOTAA, KOrAa
5 €3AMna C APy3bSMM HA CbEMKW Tenenepeaauv
«YMHUKU M YMHUL1». TTo6iiMoe Bpéms roa—néTo.
J1i06iMbIf CTUNL OAEXAbI — «CTPEIAY», «TONUK».
Ecnm xbuewwb y3HATL 060 MHe NoBONbLUE — Nuwwit

| Ecnu b1 y Bac 661m0 MHOrO CBOBOAHOrO BpEMeHH,
4eM 6bl Bbl 3aHANNCH?
Cran 6kl NyTewWw&cTBOBATS.
Kakoe KauecTB0 Bbl 0COGEHHO LEHNTE B Nioasx?
YécTHoCTb.
Kaxitx niopéii Bbl He niobure?
MPOA&XKHBIX.
Yo ans Bac cyacTbe?
He mory oTB&THTS.
Baw nto6iMbIi My3bIKANbHBIHA UCNONHATENL?
Vix cniwkom MHOro.
Baw gesi3?
Hwkoraa He caasaTbes!

e 3 O mmre Wi+
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3AAHME 86. A. NpounTaitte TekcT.

3A[AHUE 78. Pasper TEKCT Ha 3aTem

My3bikanbHblii 63HeC ” - s o . . T T T
Cpenit OrpOMHOI KaH3aCcCKOW CTeni Xuna Aéso4ka Annu eé oTéy uenblit

Opaxgsl [liva, Ha6MIoRds 3a UrpOii JMMHBIX MySbIKAHTOB, NOAJMAN: «A BeAb AeHb paboTan B none, a MaTb XNoNoTana no AOMY CinbHble BETPbI He pa3

xopowas pabotal Urpaii ce6é B cBOE yAOBONLCTBME, Ad €WE AEHBIM 3a 3TO nony4ai! onpokiabiBany aomuk chépMepa [xoHa, otua 3nnm HO [DxoH Kaxnabii pa3

T04EM Gbl M MHE 5TUM He 3aHATBCA?» CTaBUN €rd Ha MECTO WMpdKas CTenb He Ka3anach JNNM CKYYHOM HUKaKix
MpAspa, UrpaTb [litMa He YMEN HU Ha CKPINKe, HY Ha ruTape, Hu Ha GasiHe. Ho y Herd APYritX MECT OHa He 3Hana ropbl U nieca AéBOYKA BIUAENA TOMLKO HA KAPTIHKAX

6b1n 0AH MHCTPYMEHT, KOTOPLIM OH bueHb ropaincs — 1o erd ronosa. U ronosa 4ta Tyt y 3nnu 66110 MHOro 3a60T OHA NOMOrana Martepu no x03ANCTBY OTEU yuin eé

Xe NOACKa3ana peLeHue. .. UMTATb, NUCATL W CYMTATL WKONA HAXOAUNACh Aanekd, a Aésouka 6bina ewe
[itva nowén k cocépy aane Miwe. 155 Mitwa 6bin My3bikaHT. OH Urpan B opkécTpe CNAWKOM Mana.

Ha 6onbliom GapabaHe. Korpa cnyqanuch nodXopoHbl, NioAM 4YacTo npurnawanu 1ot (Mo A. Bonkosy)

OpKECTP U Adalo Mitwy.

Bbinpocus 6apabaH, [litma 0Tnpasuncs Ha ynuuy. Beran okono oaHord AoMa, B kOTODOM
pacnonaranack kakas-To (hipMa, v NPUHANCS CTY4aTb KONOTYIIKOW Mo 6apabany. A noa
HOrV NOCTABUN KAPTOHHYIO KOPOOKY.

MUHYT NsiTe KONOTAN — HUKAKOTO Pe3ynbTata. HUKTO U3 NPOXOXMX M KONEKY He
6pocun. Ho Ha npoxOxux [itva He OueHb-To U Hapésncs. OH NpoaonXan CTyuarts.

HakoHéu, okHO Ha NépBOM 3Taxe OTKPHINOCh, BEICYHYNack XEHWwHa, npoTsHyna [live
NéHbI 1 CKasana:

— Manbumk, BOT BO3bMiA, HO yX0A# oTCioAa!

[liva B3N AEHbIY, Nepewwén K ApyroMy AOMY U NPUHANCS CTy4aTh Tam. Bekope u TyT
OTKPBINOCH OKHO, My>xuitHa 6pocun [lime adnnap v ckasan:

— W uT06 5 Te65 6OnblUe 3a€Ch He Bitaen!

[Qlima, OueHb LOBOMbHbIA, OTNPABMNCS HA HOBOE MéCTO. Ho 3pect Hapda nonancs Mn. 27—-30. Qotorpadomu
KaKO#-T0 TONCTOKOXMH. [litMa Yx@ 43 cun BEIGMNCS, a TONKY B0 He G6ino. HaKowey, o yueBHMKa «Pycckuii
yenblwan, 4To Ha BTOPOM 3Tax@ OTKPLIBAETCS OKHO, U CTan KOMOTTL No 6apabaHy ¢
HOBOF GO, 6e3 rpaHuuy. YacTb 1.

W 1yT Ha Herd BbInunvM BeAPO BOAGI... © U3patenbcTteo

(C. Crenarios) «3natoycT», Bce npasa

3aLMLLEHbI.
B3rns4, He BronHe noaxoauTt Ans pa60TbI C O€TbMU TPYOOBbIX MUTPAHTOB,
3aKIIOYaETCS B TOM, YTO aBTOP OMMPAETCS Ha 3CTOHCKMM KaK POAHOM S3blK
yqaLmxcs. Hekotopble 3agaHus MOCTPOEHb! Ha Y3HABaHMM YHaLLMMMUCS 3Ha-
KOMbBIX M3 POLHOrO $i3blKa KOPHEW M YrafblBaHWUsi CMbICIIA HOBbIX PYCCKMX
cnoe. B HeKoToOpbIX cny4asix O4EBMAHO, YTO MPU OTOOPE NEKCUYECKUX eau-
HWL, aBTOP PYKOBOLCTBOBAMACh TEM, YTO 3CTOHCKME AETU Y3HAIOT 3TU CIIOBA.
B poaHbix s3blkax Hallel LeneBoi ayaMTOPUM — TaOMMKCKOM, Y3OEKCKOM,
KMPrM3CKOM, aPMSHCKOM M Ap. — 3TW C/IOBA 3BYYaT COBEPLUEHHO HEMOXOXKE.

MzpaTtenbctBo «3natoyct» B 2021 rogy BbINyCTUIO NIMHENMKY y4e6-
HUKOB «[1onéT», MPEACTABNEHHYIO B HECKOMbKUX BEPCHSX: TaAMMKCKas, y3-
GeKcKasl, Ka3zaxckas, cupwuickas, esporneickas. Kawxpas Bepcus coctouT
U3 Tpex vacTem. ITOT y4eBHO-METOAMHECKMUIN KOMMIEKC BbINOSTIHEH B COOTBET-
CTBMM C CAMbIMM COBPEMEHHbIMU TPEBOBAHUSMM K OpraHM3auum U odhopm-
fleHMIo y4ebHMKa MO MHOCTPAHHOMY A3biKy. 3agaHus B «[lonéte» ssnsiotcs
KOMMYHWKaTMBHBIMM, BbIOpPaHb MHTEPECHbIE ANsl AeTeM Tembl, AM3aliH MpwU-
BreKkaTenbHblM (un. 35—40). BospacT ydalumxcs — HayanbHas M cpegHss
wkona. «[Moném» yHuKaneH Tem, YTO B OCHOBE €ro KOHLEMuMM NEXUT cue-
Hapuit — [BOEe MOAPOCTKOB COBEPLUAIOT MyTELLECTBUE M3 POAHOM CTPaHbI
B Poccuio, 3HaKOMSITCS C POCCUMIMCKMMM LLKOMBbHUKAMM, MOCELLAIOT Pa3Hble
ropoaa Poccum (un. 36, 39). OTnmumsa HauMOHAMbHLIX BEPCHUIA 3aKmoYaloTcs
B TOM, OTKYAA MPWE3KAIOT MOAPOCTKM: OfHA M3 MOCNEAHUX rMaB y4eBHUKa
MocBesiLleHa MX PoAHOM cTpaHe. Hageemcsi, YTo GydeT BbinylleHa yHWBEpP-
canbHas Bepcus «lonéta», a Takke BbIMAET NPOAOIIKEHME CepuM: Toraa rno-
SIBUTCS BO3MOXXHOCTb OOYYMTb AETEM PYCCKOMY Si3blKY Ha YpoBHe A2, onTu-
MaJIbHOM [J151 YCMELLUHOMrO O0Yy4YEeHMs B POCCUIMCKOM LLIKOSE.

Mocobus no pycckomy si3blKy MMEIOT TaKKe M MHTErPaLMOHHbINA
MoTEeHLUManN: Yepe3 HUX MOXNHO TPAHCIMPOBATb YYALLMMCS MO0 O TOM,
yto Poccus — 310 mx ctpaHa. O6 stom rosoput ExkatepuHa demmHuesa:

«Korpa s pasroBapuBalo ¢ AETbMM MUMPAHTOB, NMPUEXABLUMMMK ABa,
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My>Kckoi pop

NB! Cri08a, Kotopsie
0603HAYAIOT JHIL MYKCKOTO
noa: TIATEA, JISLIST

NB! C1108a, KOTOpbIe OKAHUHBAIOTCA Ha -b, MOTYT GBITE
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KOT( |, MATL, SHBAPE  MAMA, HEJIEJLS, TETPAJTL

EME PAGGIAEMICOIGIIOBAME

Cpepmitpos |
B
OKH{, MOPE

NB! Ci1083, KoTOpHIC
OKAB'NBAIOTCA Ha -V
MRS, BPEMSE

iinen [im'a] ypér [urok]
cymka [sumka] mikoaa [shkola]
erya [stul] 680 [slova]
crou [stol] waace [klas]
e [m'el] nendn [p'inal]

Aocki [daska]
wniira [kn'iga]
Bonpoce [vapros]
pyuka [ruchka]

Bpéms [vrem’a]

Henéas [n'id’el'a)
ouénxa [atsenka]
napra [parta]

1. Benomun ciosa.

yuébm [uch’cbn’ik]
Terpaas [titrat'] (¢.p.)
kapanau [karandash]
KoMmbioTep [kampiuter]
caoBaps [slavar’] (e.p.)
samanme [zadan’ije]
ynpamnénne [uprazhn‘en’ije]

1. knsira 12. cnosaps
2. mxona 13. neaéns
3. cnoso 14. yuébnnx
4. knacc 15. pyuka

| 5.terpame 16, cymka

; 6. oucnka 17. cryn
7. napra I8. cron
8. nenan 19. men
9. 1ocka

10. xapanzam
11. ynpakuésne

2. 3anmmi c1oi.

2 TEMA | [IIKOJIA

910 napra. ITapra — «oHa».
D10 yueOHNK.

Vuebuuk — «oH».

A 310 yT0?

8. Pa310ki KAPTOUKH 110 PoadM.

KHUTA KOMMbLIOTEP

LWKONA KNnACC
TETPAOb NAPTA
MEHAN KAPAHOALW

— e ———

CYMKA cTyn
AOCKA CNOBAPb
YYEBHUK PYYKA
cTon MEN

&=
.[Bj 9. Cobepit KAPTOYKH.
|
| ) 10. Ko cobepét 60anme kipTouexk?
i
|
1. Caopdpuas 12. lposé 13. AHT =~ |
pagéTa Ne 2. nabéra Ne 2. No2. i o B }
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Mn. 31—34. QoTorpadchum
y4ebHUKa 1 paboyen
TeTpaau «dasai!». YacTb
2. © UN3paTtenscTBO
«3naToycT», Bce Npasa
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HMTbipy,,
ACBUTL,

- B napax. Cnpawwsaii 1 oteeuai.

wKkoaa?
Baccein?
CTQAWOH?
Bubanoreka?

cToroBan?

1. Uro ckaaaaa Slcruna?

e 3. B napax,
_ BAPABCTBUYH, AcMunal J Cnpaumpai 4 oTBeyan,
— + 10cydp! - TYT? — Ag
o w42 — Wy,

2. CrpAWMBGH 1 oTBEYTH Mo Uenouke.

A) — Y10 370? — 370 YyebHuk.
B] — [Ae yuebHmk? — Yuebhmk Tyr.
5. CrpawMBeai 1 oTeedai.

b E = ! Mokasxw, rAe y Tebs

YueBHuK  TenechoH  TeTpaAKa  HTO ASMMT:

2. Mposeps 1 ckaww, 470 ects
B TBOBM nopTdene:

YuebHmi TyT, ...

— Yro 1yr? A Tyr?
— Tyr yuebHmK, TyT ..

i‘ MPACKN oMbl KapaHAGW

The February Journal

1Ocud: Tyr! M Buner Tyr.
£ roros.

MoXaAyHcTe

— Aa nan HeT
— 3apascTey’
— Ao canadt”
— Moxa!

— Mpuset!

— Ko ecrb xouerca! — Boaa ecrs? A Tonop?
— Ox, 5 cama ceroaHs — Tonop?
Hvero we ena. BOT BOAG ecTb.

— Hy kak? — Cons y Mews ects, sor.
— Brycro! Toasko coa HeT..  — Aaaaiil Xopowa xauwal
3x, Kpyns Her.

— Hy, Bepu Aoxxy, Byaer
Kawy

— Ax, kaxas kauwal CnacBo:
conaart
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o 8 Bupape Xowna Hocpeanm
b ecani, o n s

Sro Bobuwka MAn Baiikep?
Eé 308yt Aus Kaioiikosa.

Ei1 80 aeT. OHa A0BUT
MOTOUMKABI. A UTO AIOBUT
808 Babywka?

5. Craxu. Muwm:

Kakoe o3epo camoe Boasbuioe

— Koeuo, 5 MOTY HOYHHTS €rO FOBOPHTE.
Ho 1807 ocen He ouens yrnsii. 5 BUAY
AT €70 AOATO-AOATO.

— Cronowo?

B TBOEM cTpaHe?
Kakas ropa camas BeICOKas

B TBOEM CTpaHe?

e

) Kakoit ropoa cambii BoAbLIOH
A B TBOEM CTPaHE?
Kakoit Mecsil, cambii XOAOAHBIN?

OHa: KpenocTs, OCeHs, AOUIAAL
CpaH: oH: SIHBAP, (Peapar®

- Xopowo, Bor pewsru. Ho ecan

|  %#A ke Buaer ronopus, Tl yrpeus!

YPOK 17 (CEMHAAUATD) |

Mn. 35—40. Qotorpadomu
y4e6HuKoB «[onét», y36ek-
CKasi U TAAXXMKCKas BEPCUN.
© U3patenbcTBO «3naToyCT,
BCE MPaBa 3aLLMLLEHbI.

TpM roga Hasag B CTPaHy M MOCELLAIOLMMM (PPAHLY3CKME LUKOMbI, MHOTUE
M3 HUX YTBEPXAAIOT, YTO OHM dopaHuy3bl. OHM OTMEYaIoT, YTO, HECOMHEH-
HO, CTpaHa Mx npoucxoxaeHns Manu, beHnH nnu ewe Kakas-HWOYAb OTKyZa
OHM POAOM, HO OHM BCe BUAST ceBs rpaxkaaHamu DpaHumm. Jaxe ecnu pebe-
HOK MMIPAHTOB MO JOKYMEHTaM He siBnsieTcs rpaxaaHnHom OpaHumm, To Bce
[PABHO OH HE CTaBUT MOL COMHEHMWE CBOIO NMPUHALANEKHOCTbL 3TOM CTPaHe, 1 ApPY-
roro BapMaHTa Ass HEero GbiTb HEe MOKET. MHE KaXeTCs, YTO 3TO AEMCTBUTESb-
HO MpaBubHasl YCTaHOBKa B cncTeme obpazoBaHms. Koraa pebeHKy rosopsT,
YTO Tbl SIBMSIELLBLCH YACTbIO OAHOM HaUMM, AEMCTBUTENbHO 3TO CpabaTbiBaET.
Haxe ecnu B 1980-e rogbl, 9 4MTana MHOrO MCCIIEAOBAHUM Ha 3Ty Temy,
LLIKOSbHMKM 3KAOBasMCh Ha PACM3M B LUKOJIAX, YTO OH MPOMCXOAMST HE TOSb-
KO OT YYEHMKOB, HO U OT yH4MUTENEMN, TO CErOAHS 3TOM NMPOBNEeMbl HE CyLLEeCTBY-
et. CerogHsi yumTesnb HE MOKET KaKMM-TO Bbl TO HM Bblfio 06PA3OM BbIAENSATh
W OTAENsATb AETEN MO STHUYECKOMY MpM3HaKy, Goree Toro, AeMCTBMS, pacue-
HEHHbIE YYEHMKAMM KaK OMCKPMMMHALMS MO PAcOBbIM MPU3HAKaM, npecne-
OYlOTCSl MO 3aKoHY. M elle 34ecCb CTOMT OTMETUTb, YTO MOSIOBUHA y4UTENEM
M BOCMUTATENEMN LUKON B ,TPYAHbIX' KBApTasax, ABASIOTCS BbIXOALAMM M3 UM-
MUIPAHTCKOM cpeabl. A Gbl Ha3Basla CErofHs LLKOMY TEM CAMbIM ,MITaBMITbHBIM
KOT/IOM", B KOTOPOM U chopMMpytoTCs rpaxaaHe cTpaHbl» (JemuHuesa 2013).

Ons 3toro y4ebHWKM [OMKHbI ObiTb pPa3paboTaHbl creumasnb-
HO AN AeTeM-UHOPOHOB, OOYYaIOLLUMXCS B POCCHMMCKOM LUKOME, MOTOMY
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YTO Y4eBHMKM, MpPeAHa3Ha4YeHHble AN M3y4YeHusi B LUKonax Y36eKucTaHa,
TapkmkuctaHa, Kuprusum m T. 4., KOHEYHO, HE MOTYT COAEPKaTb TaKue ycTa-
HOBKM, Kak «Poccusi — TBOS cTpaHa». Hanpumep, B yuebHuke «Monét» Hanum-
caHo «3T0 Y36ekuncTaH. D10 TBOA cTpaHa» (. 41).

C 2008 roga [Hanuumnom ArnekcaHgposbim, Bragoit BapaHosoi
n Banepweit MBaHowmWHOM npoBoamnock nepeoe B Poccum mccnepoeaHue
aganTaumm geten-mHodpoHoB B wkosnax CaHkr-MNetepbypra. Pesynbratsl mc-
CnepoBaHus onybnuKoBaHbl B cTaTtbe «[eTu u pogutenu MMrpaHTbl BO B3a-
MMOAEMCTBMU C POCCUMICKON LuKonoM» B 2012 rogy. YueHble pes3tomupytoT:
«lNoKazaHo, YTO AETU-MUrPaHTHI, MPUHALMNEKALLME K STHUHECKUM MEHbLLIMH-
CTBaM, OEMOHCTPUPYIOT BbICOKMM YPOBEHb YY4EOHOM MOTMBALMM M y4aTcs
He XyXe, YEM MX MEeCTHble CBEPCTHMKM B TMX Ke LUKONaXx, a obpa3oBaTesib-
Hbl€ MaHbl MHO3THUYHbLIX MUTPAHTOB HE OTJTMHAIOTCA OT TAKOBbIX 3THUYECKOro
60nbLUMHCTBA. AHaNU3 ceTel OBLLEHUS B KNlaccax CBUMAETENbCTBYET 06 OTCYT-
CTBUM OMCKPUMMHALMMU MPEACTABUTENEN STHUHECKMX MEHBLUMHCTB CO CTO-
POHbI 3THMYecKoro GonblumHCcTBay (AnekcaHgpos, bapaHosa, MeaHiowmHa
2012). Moxoue pesynsTaThl NOKA3a0 TaKKe MCCNefoBaHWe, NpoBeaeHHoe
ExkatepuHoit [emwuHuesor, [LHapbelt 3eneHosoi, Enusasetort Kocmuamc
n Ommtprem Onapurbim (2017) B wkonax Mockebl n MNMogmockosbs. [eTu
MUIPaAHTOB O6nafaloT 6OMbLLMM YHEOHbIM M TBOPYECKMM MOTEHLMAMOM, MO-
3TOMY BaXHO MOMOYb MM B OCBOEHMM PYCCKOTO 5i3blKa M [aTb BO3MOXHOCTb
[Pa@3BKTb CBOM CMOCOBHOCTMH.

DK3aMeHbl

C sk3ameHammn OD m EMD cesasaHa camasi cepbesHas npobnema. YHeHUKH
C HEPOAHBIM PYCCKMM AOMKHbBI HAPABHE C HOCUTENSIMM A3blKa CAABATb dK3a-
MEHBI, B TOM YMCIIE MO PYCCKOMY si3bIKY. [lfis HUX He MpesycMOoTpeHbl ocobbie
dhopMmaThl 3K3aMeHa, NPU 3TOM CaMM 3a4aHMSI HE PACCHUTaHbI HA MHOCTPAH-
uesB. TO €CTb AETAM MUTPAHTOB ANd NOJIydYeHUs aTTecTaTa HYXXHO He TOJb-
KO OCBOMTb LUKOJIbHYIO MPOrPamMmy MO PYCCKOMY $i3biKY, HO M Bbly4MTb S3bIK
[0 npoasuHyToro ypoeHs. [ns gonycka k OID Bce y4eHMKM NpoxomsT ycT-
Hoe cobecepoBaHue. Bo Bpems Hero oHuW AOMKHbLI MPOYMTaTb BCIYyX M Mne-
peckazaTb 6uorpadmio M3BECTHOTO AEATENS KyMbTypbl, HAYKM MM criopTa
n3 Poccumn, onmncatb dhoTorpadpmio M nopaccyxaaTb Ha CBOBGOAHYIO TEMy. DTO
UCMbITAHWE MOXKET BbI3BaTb TPYAHOCTU JaXKe Yy HOCUTENEN si3blKa, He roBops
ye 06 MHOCTPaHLaX, OCOBEHHO C YHETOM CTPOMMX KPUTEPUEB OLEHMBAHMS:
Gansibl CHMMAIOT 38 OLUMOKM B YAAPEHUM, HEMPABUIIbBHOE MPOM3HOLLEHWE
chammnuit, ombrm B hopmoobpazoBaHmu uncamTenbHbix. O no pyccko-
My $I3bIKY COAEPMMT TaKMe YacTW, KaK M3NONEHWe, 3afaHus Mo pasgenam
A3bIKO3HaHUS C BLIBOPOM OTBETA M COuMHEHME. HecmoTpsi Ha To 4YTO umc-
10 JeTelt MUIPAHTOB B POCCUMMCKMX LUKOMax BENWKO, Pa3paboTymMKu 3K3a-
MeHa He OBpaLLaIOT BHMMAHWMS Ha 3Ty GOrbLUYIO FPyMny 3K3amMeHYEMbIX,
AN HUX HEe BbIMYLLEHO HMKaKMX 0COBbIX TpeboBaHUM — Mpobriema ocTaeT-
CS HE3aMEYEHHOM.
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CAH‘""“ TekeT. Muwm caosa.

i CAYWaH TEKCT L& Pas M Nposepk ceby,

. 910 He
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11. 3o Yabekuctan. 310 TBOS cTpaHa. Pacckamu.

Yro B Y3bexnctaHe Ha ceBepe? A Ha BocToke? Yto TYT Ha 3anaae?
Yro Ho tore? A uTo B ueHTpe? [Ae Bawa cToauua? Kakas crpana
Ha ceBepe, O KaKas — Ha lore? Kakas Ha 3anaae, a KaKas — Ha BocToke?

B figope’

Kasaxcran

tespor”
P Kymmag
YabexucTan
. Rotmeimh Keiprasacran
N ‘
] Lr—
BW‘#
—ra
» |
i . 1
12.Caywai  noi. P o ! Mn. 41. QoTorpacpus
coAHue "::(“5“ y4ebHuka «lNonét» ans BTO-
emp»jv Ha conm poro knacca, y36eKcKasi
oot Bepcms. © M3patenbcTso
Y | \d «3naToycT», BCe npasa
VPOK 1 b) 3aLUMLLEHBI.
[MpoBeneHHbIM aHanu3 y4ebHukoB no PKW ons peteit nmokasbiBa-
€T, YTO, XOTd MUrPaUMOHHbIE MpPouecCbl — He HOBOCTb, C y“|e6Hb|Ml4 mate-

pvanamm ans neten TPyAOBbIX MUIPAHTOB BCE elle CyLLECTBYIOT npobre-
Mbl. BOMBLUMHCTBO Y4EeOHMKOB M MOCOBUIN HE YUUTBLIBAIOT CNELUIUKY HKU3HU
LeTell MUIPaHTOB, HE BKIIIOYAIOT B COAEPKAHWE IMaB CLeHapMi nepeesaa.
JemoHcTpauus Takoro cueHapusi B yHebHUKe nomorana Obl AETAM MUTPAHTOB
NMoYyBCTBOBaTb Ce0sl «BUAMMBIMU» U OTPeddNIEKCMPOBaTb COBCTBEHHbBIN OMbIT
rnepemeHbl mecTa xuTenbcTea. Kpome Ncrxonornyeckoro u MOTUBMPYIOLLIErO
3chchekTa, B TaKOM Y4EOHUKE, B COOTBETCTBMM C EMO CIOKETOM — Mepeesf,
y4eba B POCCHMIMCKOM LLIKOME, HOBbLIE APY3bsi CPEAU CBEPCTHUKOB-POCCUSIH —
yyalumecs BCTPETMNKM Obl aKTyarnbHYIO Ans ceBs NEKCUKY. Y4eBHUK C reposi-
MM, B KOTOPbIX YHaLLMECS CMOTYT OTHaCTM y3HaTb CaMmx cebsi, COOTBETCTBYET
NMPOrPEeCcCUBHOM MOZENU MHKMIO3MBHOM MHTErPaLumM OeTeM-MHOCOOHOB, KO-
Topas npegronaraeT GanaHC HOBOM COLMOKYMBTYPHOM MAEHTMYHOCTU pe-
6eHKa M ero pPofHOM KynbTypbl, POAHOrO s3blka: «CoxpaHeHue 3THUYECKOM
KyNbTYpbl CTPaHbl (PErMoHa) Mcxoaa He MPOTUBOPEYMT JIOTMKE MHTErpaLmm
LETEN-MUTPAHTOB B rOPOACKOe coobLuecTBo. MaeHTMdoMKaLMS C HOBOM Kyrb-
TYPOI HE MPUBOAUT C HEOBXOAUMOCTBIO K OTPULIAHMIO KYIBTYPbl STHUHECKOTO
MeHbLUMHCTBa» (Xyxnaes, Ynbucosa, LLlemaHos 2015).

MHorue nocobus npepnaraldT Pa3MEPEHHbIM TEMM U3yYeHwus,
MOAXOASLLUMM AfS yHalLMXCsl 38 PyOeoMm, B 3anace y KOTOPbIX MHOMO feT
Ha TO, YTOObl BblyYMTb PYCCKMM NI3blK. LLIKONMbHUMKaM-MHODOHAM HYKHO
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OBNajeTb PYCCKMM SI3bIKOM B CXaTble CPOKM, YTOObI aKTMBHO BKITOYMTHCS
B y4€BHbIM MPOLECC M CAATb DK3AMEHBDI.

B uenom, ecTb 3amMeTHbIM HegocTaToK y4ebHmkos no PKU ana pe-
Ten mmrpaHToB ctape 13 ner. [Ins yyawmxcs ¢ nepBoro no BOCbMOM KIacc
MOXHO BbIOPaTb MNOCOBMSI M3 MEepPEYMCIIEHHbIX HAaMM BbilLE, & BOT MOAPOCT-
KM-MHOGPOHbI BO3pacTom 14—18 neT He obecnedeHbl MOAXOAALLMMM NOCOOUSI-
M1 1 matepuanamm. OHM MONAZAIOT B «CIIEMYI0 30HY» — AJ1Sl CYLLECTBYIOLLMX
LETCKMX YYEOHMKOB OHM YXKE CITMLLIKOM B3POCTble, MM ByAeT He Tak MHTepec-
HO 3aHMMATbLCS MO HWMM, a YH4EBHMKM AN CTYLEHTOB M B3POCSbIX BpaTh eLye
PaHO — 4acTo Tam OBCYXKAAKOTCS TaKME TEMbI, KAaK BbiCLuee OBpa3oBaHMe,
CEeMEMHAasH U3Hb, OErOBasi U3Hb, NMEPEeroBopbl, COBECEenOBaHMs, KypeHUe,
ankoronb U T. A. Takxke He pa3paboTaHbl MOCOGMS MO MOArOTOBKE AeTei-
MHOHOHOB K 3K3aMEHaM MO PYCCKOMY A3bIKY.

B 37101 cTaTbe Mbl MOCTapanuch, BO-NEPBbIX, AaTb LUMPOKMI 0630p
A3bIKOBOM CUTYaLMM TRYLOBLIX MUIPAHTOB B coBpemeHHoM Poccuu, a Bo-BTO-
PbIX, PACCMOTPETb 3TOT BOMPOC C Y3KOro PaKypca y4eBHbIX MaTepuasios
Nno PycCKOMy $3blKy. Mbl XOTenM AaTb OOLLYIO OLEHKY CMTyaumu, BbiSIBUTb
NpPoGIeMHbIE MECTA U MPMBIEYb BHUMAHUE K TOMY, YTO METOAMCTAM B COTPYA-
HUYECTBE C COLMONMMHIBUCTaMM ELLe MPEACTOUT pa3paboTKa 3cpheKTUBHBIX,
COBPEMEHHbIX M OTBEYAIOLUMX MOTPEOHOCTSIM YHALLMXCS C MMIPALMOHHBIM
onbIToM maTepuanos: y4ebHmkos no PKM agna B3pocnbix 1 getelt, nocobui
[nsi MOArOTOBKM K KOMIMIIEKCHOMY 3K3aMEeHY MO PYCCKOMY SI3blKy 4SS TRYZAO-
BbIX MUIPAHTOB M Ansi nogrotoBkn K OI'D no pycckomy si3biKy s LLUKOSb-
HUKOB-MHOPOHOB, Y4EBHO-METOAMHECKMX KOMIIIEKCOB MO PYCCKOMY SI3bIKY
[Ansi MOAPOCTKOB-MHOOHOB. KOHKpETHbIE BapMaHTbI PELLEHMSI STUX METOAU-
YeCKMX npobnem TpebyloT obCyKaeHMs B MPOdhecCMOHanbHOM CoobLLecTBe
M MOTYT CTaTb MaTepuasiom gns GyayLimx MCCrneaoBaHmi.

1. BockpecHas wkona nogrotoBku murpaHTtoB. Tesfcons.ru, http:/test-
CONs.ru/BOCKPECHas-LUKONa-NOArOTOBKU-MHUIpaHT/  (@ata npocmoTpa:
06/02/2023).

2. German language courses. Ru-geld.de, https:/ru-geld.de/de/german/
free-language-courses.html (gata npocmotpa: 06/02/2023).

3. BonoHtepckas opraHusaums «[etn [etepOypra». Deftipeterburga.ru,
https:/detipeterburga.ru (gata npocmotpa: 06/02/2023).

4. BnarotBopuTtenbHbiit npoekT «[lepenétHble pAetu». Perelefnye-defi.ru,
https:/pereletnye-deti.ru/ru/mezhdunarodnyij-klass/ (gata npocmoTpa:
06/02/2023).

5. DepeparbHbIi KOOPAUHALMOHHLIM PECYPCHbIN LLEHTP MO MCUXOMNOrMHeCcKoM
M COLMOKYMLTYPHOM afanTaumMu HECOBEPLUEHHONETHUX WMHOCTPAHHBIX
rpaxpaH.  Fkrce.mgppu.ru,  http:/fkrcemgppu.ru  (mata npocmoTpa:
06/02/2023).

6. Mporpamma coumanbHOM M S3bIKOBOM aganTaumu LEeTEN MUIPAaHTOB
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Essay

Places of Sanctuary in the Artistic Work of Liz

Johnson Artur

Dzifa Peters

This essay deals with the concept of
sanctuary in relation to Afrodiasporic
and postmigrant formations of
identity. It discusses coexisting and
alternating cultural identities through
the work of Russian-Ghanaian artist
and photographer Liz Johnson
Artur, who has been accumulating
her Black Balloon Archive of Black
culture and diasporic identities for
the past 30 years, travelling through
different countries, lifestyles, and
classes. The idea of the sanctuary

hospitality has informed the
discourse around diasporic migration
in a postcolonial world for many
decades. Comparatively analyzing
the politics of representation and
discourses on agency through
Johnson Artur's cross-cultural and
intimate photographic practice, this
essay explores her articulation of
conditional shelters, demarcations of
diasporic identities, and ultimately
the archive itself as a place of
sanctuary.

as a place of refuge, safety, and

Keywords: Afrodiaspora, postmigrant, identity, coexistence, shelter, archive

The Archive as Sanctuary

Besides working as a photojournalist and an editorial fashion photographer,
Russian-Ghanian photographer Liz Johnson Artur has developed an
autonomous artistic practice. The photographs she has been tfaking for her
Black Balloon Archive for over 30 years' while travelling to the US, Russia,
Europe, and Africa portray individual characters and groups who belong
to Black communities, thereby revealing cultures of local and diasporic
Blackness and contributing to the idea of a continuous archive of Black
representation.

This essay characterizes Johnson Artur's Black Balloon Archive
as a place of sanctuary that fosters conditional shelters for Black and
Afrodiasporic identities and their representation. This continuously growing
archive is bound up with the idea of a sanctuary as a placeholder for a home,
a home that welcomes, provides safety and hospitality. This hospitality derives
from Johnson Artur's intimate encounters with the subjects she portrays. In
addition to presenting individual stories, these moments of intimacy and
interpersonal contfact incorporate basic human comfort. Johnson Artur's
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photographic practice provides and exchanges a moment of shelter with
people during their live encounter, culminating in giving their image
a place of refuge in her archive. In an interview, Johnson Artur connects the
practical task of building a photographic archive with the broader question
of representing diasporic identities.

‘One of the things [you have to think of] as a photographer is how fo preserve the negatives. That's a
big issue. | scan my work but at the same time, it's the negatives that are really the base of my work.
| think it's great that there are people who try to build something that will actually last. When [a body
of work] lasts it also gains a different stature, it doesn't just become, “Oh yeah, we have a little bit of

Black representation in that part of the collection” (Pasipanodya 2018).

Johnson Artur revels in the physicality of her photographs, which is
part of the reason why she continues shooting on film. She also engages with
notions of value and responsibility, envisioning the archive as an architecture
that preserves and ‘'keeps things safe from misuse’ (Contemporary Art
Museum St. Louis 2020). This organic, non-linear architecture is a living archive
that grows and that the artist lives with and forms into artfistic reflections
in numerous boxes of prints and sketchbooks. De-hierarchizing individual
photographs by refraining from labelling them with title, time, date, or place,
which in her understanding do not ‘say anything about the human being’
(Contemporary Art Museum St. Louis 2020), she instead 'keeps everyone on
the same level' (Contemporary Art Museum St. Louis, 2020) and embraces
personal conversations with her audience contextualizing her work.

Her arficulation of conditional shelters on the one hand and
demarcation of diasporic identities on the other visualize and humbly command
complex negotiations of diasporic, postcolonial identities and embrace an
idea of the archive itself as a place of sanctuary.? Within the photographic
realm, Johnson Artur contfextualizes the diasporization of cultural identities
by providing their representation a place in time and space in her archive.
Here, her inferview reflections about gentrified neighborhoods in London
indicate what kind of gap she seeks to fill with her archive:

‘There's a cafe that | really like in the market here. I've been going there for 20 years. And you can eat
well, and drink, chill out and watch TV, all for five pounds. That must sound really simple but it's very
important fo have these places in a city like London, in a community like Brixton. Places like that are

getting eaten up’ (Mclntyre 2016).

Since most of Johnson Artur's photographs were taken in London,
which has been home to her and her studio for years, her arfistic practice
involves negotiating urban space in order fo showcase how neighborhoods
have been developed into places of shelter for diasporic communities. This
is emphasized once more by the fact that Johnson Artur often selects site-
specific images for exhibitions, occasionally creating actual sanctuaries
as exhibitions both tactilely and spatially as well as metaphorically.
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Finding One's Counterparts

Johnson Artur's work fosters a particular form of intimacy with the subjects
portrayed. Starting out with an approach that meets her protagonists on
equal footing, her initial endeavor before taking the photograph is fo actually
encounter others. She says,

‘| want to meet people and see different things—taking a photograph allows me to do that. | try to get

inside the cultures and moments that | capture, | want to look people in the eye and take the picture

in the way they would like to be seen. All | hope is that | catch as much as | can and that one of these

pictures touches someone’ (Alemoru 2019).

This initial ‘touch,’ the first contact with her subjects, becomes
visible in the aura of the photograph and conveys a great deal of intimacy
in the sense of personal experience and interpersonal exchange. Being
a woman of color who did not grow up in a Black community allows Johnson
Artur fo enter an intimate dialogue with her protagonists as counterparts
who share similar experiences. In capturing moments of their everyday lives,
she enables an authentic dialogue between herself and these people. This
dialogical situation is particularly relevant in the context of people of color
because it addresses the ordeal of ‘double-consciousness’ as articulated
by W.E.B. Du Bois (1903). His concept describes an inner conflict arising from
the African American perspective of being degraded as inferior, as opposed
to the dominant white culture. In this perspective, the double-conscious Black
individual looks at themself through the eyes of a white society, ‘measuring
one's soul by the tape of a world that looks on in amused contempt and pity’
(Du Bois 1903: 5).

To combat double-consciousness, Johnson Artur uses her
‘Black lens: a mode of constructive disagreement throughout her project
that ‘strip[s] away the unbalanced power dynamics of the authorial gaze
and instead create[s] a humanizing subject-photographer encounter’
(Pasipanodya 2018). In Johnson Artur's own words, ‘representation is really
important in this struggle. You have to stand up and do something—and
people are fighting what's happening' (Mclntyre 2016). This activist attitude
towards representation was again emphasized in the group exhibition in 2016
at Lothringer13 Halle in Munich titled A thousand and x little actions, which
was a reference to Du Bois.?

Johnson Artur's project can be understood as an iteration of the
cultural projects that go beyond imperialism, slavery, and colonialism called for
by Paul Gilroy in his The Black Atlantic: Modernity and Double Consciousness
(1993). In this work, Gilroy talks about a Black Atlantic musical culture that
incorporated elements from African, American, British, and Caribbean
cultures in a hybrid mix of cultural identity: a counterculture of modernity
(Gilroy 1993). Johnson Artur's own counterculture originates in creating bonds
with her protagonists, many of whom also come from emerging cosmopolitan
diasporic environments. As such, her photographs constitute a visual record
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of what Tina M. Campt (Barnard Center for Research on Women 2019)
describes as 'the creative links of relation, affiliation and affirmation forged
by racialized communities in and between their multiple sites of dwelling.’
This notion of affiliation marks the bridge between the biographical—even if
not in the literal sense, as Johnson Artur's work is not autobiographical—and
the dialogical.

While rarely providing detailed background information about
the people these photographic portraits introduce, Johnson Artur produces
an imaginative sentiment that affirms their real-life stories. Hers is a form
of photographic storytelling grounded in collaborative exchange, since
genuine self-representation is a concern on both sides of the camera. ‘I'm not
trying to find anything that is exceptional; my needs are to see Black people
represented on a purely everyday level, she says (Pasipanodya 2018). Here,
it is of outmost importance fo the artist to restrain from any form of generic
or homogenizing classification of her subjects. She is thereby contributing
to a broader undoing of stereotypical representation of Black subjects and
Black identity, which has most recently been reinvigorated by the Black Lives
Matter movement.* Her respect for photographic subjects and investment
in what | would call a curious form of sobriety are encapsulated in Johnson
Artur's description of her protagonists as ‘a lot of different people’ (Sinclair Scott
2021). While originally it was a perceived lack of representation of Black people
in public media and art that drove her to produce an archive of Black culture,
the crucial effort of her work lies in representing a broad range of images that
chart a visual terrain of diversity and multiplicity, but also of mediocracy.

Legacies of Hybridity and Ambivalence

In what follows, | will discuss three photographs taken by Liz Johnson Artur
for her Black Balloon Archive, all of which feature elderly women of color.
| chose elderly women of color from her body of work because they
provide unconventional examples of multiplicity, difference, heterogeneity,
and infersectionality in urban contexts, especially when juxtaposed with
one another. They also speak to Johnson Artur's own persona, being
a Black woman of color herself. Scrutinizing Black representation is crucial
fo understanding Afrodiasporic identities since Black bodies have historically
been underrepresented in Western visual culture. According to Stuart Hall
(1997), who analyzed the socio-political role of representation in media
images and the public sphere, representation gives meaning through the
way in which subjects and objects are represented. In fact, in Hall's reasoning,
there is no meaning until something is represented, as representation is
constitutive of the event.’ In this sense, Johnson Artur fills a gap and gives
meaning by providing counter-representations of equivalized Black bodies
in contemporary urban spaces of the photographic realm.

Figure 1 shows an older woman of color in front of a store
window presumably in London or New York. The portrait is half-sized,
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in color, and in horizontal format. The lady is centered in the image. She
leans against a windowpane behind which we recognize Prada and Burberry
advertisements. She wears a bright red knitted sweater over a light collared
shirt and a headband in her afro-textured hair. Her sweater is bright in color
but, upon closer inspection, very used in texture, just as her face is warm and
round but sprinkled with wrinkles. Her face is turned away from the camera;
her gaze is pensive and stern, thinking about or observing something.
A poetic melancholy and a subtle bitterness are reflected in the woman's gaze
and the overall setting. Her body language fluctuates between tranquility and
discomfort.

These ambiguities echo Homi Bhabha's (1994) concept
of ambivalence, which describes a moment or state of uncertainty, a coexistence
of ‘attraction and repulsion’ (Young 1994: 161) between colonizer and colonized.
The way the colonized alternate between resistance and compliance disturbs
and weakens colonial authority, which depends on an orderly power relation
(Bhabha 1994). In an interview, Bhabha draws a connection from colonial
history via the diaspora of migrants to today’s metropolises:

‘The material legacy of this repressed history is inscribed in the return of post-colonial peoples to the

metropolis. Their very presence there changes the politics of the metropolis, its cultural ideologies and

its infellectual traditions, because they—as a people who have been recipients of a colonial cultural

experience—displace some of the great metropolitan narratives of progress and law and order, and

question the authority and authenticity of those narratives’ (Rutherford 1990: 218).

The backdrop of the high-end fashion model with her sleek but
cozy winter looks and wavy blond hair strands echoes the longstanding lack
of representation of Black beauty in Westernized beauty standards. The lack
of representation of the Black body in global visuality then becomes a call
for self-presentation in Johnson Artur's photographs. ‘What | do is people [...]
But it's those people who are my neighbors. And it's those people who | don't
see anywhere represented,’ she says ('Liz Johnson Artur’ 2019). Johnson Artur
allows for the externalization of self-representation by providing an archive
as a stage for the underrepresented—those whose social identities are
subject to the overlapping or intersecting systems of oppression, domination,
or discrimination that Kimberlé Crenshaw (1989) spoke about. Johnson Artur
incorporates the intersectionality of her subject's multiple identities as a
woman, a migrant, and a citizen and gives meaning fo her presence by
elevating her representation in color against a pale background.

The existence of the Black diaspora is often attributed to the
scattering of people by colonialism (and slavery), which has largely informed
its  representation—including stereotyping—and the representation
of Black people in general. As an underlying heritage, the colonial past is
embedded in many of today's Afrodiasporic narratives. This leaves Black
subjects in a continuous and challenging position of otherness.® One relevant
conception of otherness was artficulated by Homi Bhabha with his 1994
concept of hybridity: a critique of the concept of pure race and culture and an
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Figure 1. From Liz Johnson
Artur, Black Balloon
Archive, 1970—present.

© Liz Johnson Artur, all
rights reserved, used with
permission.

examination of how colonized cultures perform in a colonial situation, hybridity
describes how the colonized create new cultural forms in an act of resistance,
where creative and subversive means face the colonial power as a political
force of identity. 'Hybridity' has since been criticized for its vagueness, just
as Bhabha himself criticized ‘'multiculturalism’ for flattening and disguising
power relationships: ‘Multiculturalism represented an attempt both to respond
to and to control the dynamic process of the articulation of cultural difference
administering a consensus based on a norm that propagates cultural diversity’
(Bhabha in an inferview with Rutherford 1990: 208—209).

Returning to Johnson Artur's photograph in Figure 1, the notions
of hybridity and ambivalence are already indicated by means of the relocation
of the subject to the Western metropolis. Not only does the notion of the
Afrodiaspora imply hybridizations in various forms in Johnson Artur's work:
it also encourages her in a practice that ‘explores black British identity in all
its aspects, also showing the evolving hybridity, attuned to those points
where cultures clash and overlap’ (Simpson 2019). The legacies of hybridity
are reconfigured and enacted in the photographic encounter by juxtaposing
different cultural identities in postcolonial realms foday. Nevertheless, there
is a lack of terminology for identifying the specific characteristics of hybrid
identities that we must address. It is apparent that ambivalence itself implies
oscillations of identity over time, just as hybrid identities encompass a million
different and diverging stories, faces and identities that seek to be identified.

Diasporic Identities
Figure 2 depicts a woman of color standing in the middle of a public street.

An online post by Johnson Artur locates it on Rye Lane Peckham, London,
and explains her personal connection to the photograph: ‘I's been my high
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street for the last 20 years. On a sunny day its full of colors, lots of soul
and plenty of bargains. Don't go by what you hear, come and check it out
for yourself' (Johnson Artur n.d.). The lady is centered in the image. She is
portrayed almost full-length and her posture and gaze, though frontal, are
slightly tilted away from the camera. She is standing still and seems to pause,
holding a grocery bag with her left arm. Her right arm is angled and holding
onto a small handbag on her shoulder. She wears a garment with an African
pattern that indicates an Islamic background. It covers her full body and
serves as a headwrap that is additionally supported by a veil scarf around
her head. In her immediate surroundings, we can see various small shops
and two other people to her left, a younger woman and a man of color who
seem fo be heading home after grocery shopping just like the protagonist
and who indicate a culturally diverse Black community in the area. Her gaze
is thoughtful and sober, her body language between possibly fatigued
and determined to move along. How has cultural discourse negotiated the
relationship of diasporic Black minorities fo ethnicity?

Figure 2. From Liz Johnson
Artur, Black Balloon
Archive, 1970—present.

© Liz Johnson Artur, all
rights reserved, used with
permission.

In Stuart Halls New Ethnicities (1989), he introduces black
minorities in Britain as a new generation with postcolonial identities. This
collective identity is based on the notion of color—being people of color—
and unifies multiple ethnic backgrounds and religions. Standing in opposition
to white domination and oppression in the British system at the time, this
identity inspired many to political action in the struggle for access to social
and economic resources. Later, in his influential essay Cultfural Identity and
Diaspora, Hall (1996) describes cultural identities as unfixed entities that
‘undergo constant transformation,” while the formation of identity articulates
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itself as 'not an essence but a positioning' (p. 37). As he specifically turns
to his own Caribbean, European, and American identity, he takes up Bhabha's
(1994) ideas in a ‘conception of identity which lives with and through, not
despite, difference; by hybridity’ (Hall 1994: 235) and Glissant's (1990) idea
of creolization, a process of intermixing and cultural exchange. What Hall (1996)
encourages in his own case is fo be ‘able to speak from all three identities’
(p. 37). While acknowledging the multiplicity of hybrid diasporic identities,
Hall emphasizes the importance of always claiming one's cultural-political
representation. Figure 2 reveals an act of resistance to European norms and
representation of Afrodiasporic cultural identity that is first and foremost
embedded in her clothing of Islamic African tradition, which is interpolated
into European urbanity.

Johnson Artur, who also has substantial experience as an editorial
fashion photographer and appreciates the element of ‘style’ in her work (Les
Rencontres d'Arles 2021), makes visible the visual-cultural codes of contemporary
subcultures. The diasporic anti-heroes portrayed in her world meet in urban and
public spaces, anonymous architectures, or natural environmental surroundings
that suggest scenes of everyday familiarity. These works use pose, staging and
self-staging to negotiate and investigate postcolonial and diasporic identities.
Since the protagonists portrayed are used to their surroundings—enacting
their daily lives, meeting friends—they appear fo be acting in an autofictional
manner, taking on no role but their own. They are in fact representing
themselves and thus literally playing themselves. The gestures, postures,
and facial expressions of their social interactions as well as their clothing are
informed by prior postcolonial narratives, diasporic memories, and a global
contemporary lifestyle that imposes equal consumerism onto diverging contexts.
Figure 2 exemplifies Stuart Hall's discussion on ethnicities and cultural identities
of the 1990s, hybridity as a form of cultural difference, and contemporary
specificities of auto-fictional acts and performative codes. By means of these
subversive performative codes, the subject is showing themselves as they want
fo be seen, reconfiguring a new visual reality that is embraced by the arfist.
In a mode of hospitality, Johnson Artur provides them with a place of refuge
in her photographic archive.

The Postmigrant Condition

In the case of Johnson Artur's work, the hybridity and new ethnicities of her
subjects are perpetually implied. However, the complexity of a contemporary
politics of identity requires substantial distinctions between the various forms
of hybridity and otherness that her work displays. Johnson Artur says:

‘It's important for human beings to show variety. It is very important fo not see people as just one

group. There is no one group: there are people migrating and setting roots in places [everywhere] and

you have to see them as individual stories’ (Pasipanodya 2018).
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The proposal of this essay lies in introducing new terminologies
within a spectrum of identity that represent oscillating forms within hybridity.
These ‘spectral identities”® therefore include cultural identities that fluctuate,
coexist, and alternate. Postmigrant subjects seize multiple coexisting cultural
perspectives, skillful means of empowerment that counteract the humiliation
of double-consciousness. In Johnson Artur's photographic practice,
a combination of both the diasporic and the postmigrant identities can be
found. Hence, the postmigrant condition is an inconclusive one. On the one
hand, the term helps fo understand and differentiate between migratory
individuals and their descendants; on the other hand, the ‘post’ prefix indicates
the notion of an afterlife of the migratory condition itself, which could apply
fo first generation emigrants as well as literally everyone living in a society
with a history of migration. In this relation, the postmigrant condition
(Schramm, Pultz Moslund and Ring Petfersen 2019) ‘means acknowledging
that we have already reached a point where migration experiences shape
society as a whole, not just some individuals with an immigrant background’
(Espahangizi 2015). A postmigrant herself, Johnson Artur acknowledges this
notion of a postmigrant society by means of equivalizing her subjects and
humanizing their otherness.

Looking at Johnson Artur's work overall, her series on mixed-race
Afro-Russians might stand out as closest to her personal sanctuary. She
decided to document other Russians of color after her first contact with her
father in 2010:

‘Most black Russians | met in Moscow and St Petersburg had also grown up without their fathers. Some
had been fostered or grown up in children's homes and had never met their mothers. But we all agreed

that we felt Russian as well as African’ (Afro-Russian photographer..." 2016).

Despite having grown up in different contexts and having different
relationships with their African heritage, the artist and her subjects share
a 'struggle against a commonly encountered resistance. ‘Those who grew
up and live in Russia still have fo justify on a daily basis the fact that they
are Russians too’ (‘Black in the USSR’ 2016), supporting this essay’s assertion
that we must differentialize Afrodiasporic and postmigrant identities. In
contemporary conditions of postmigration, multitudes of identities call
for a renegofiation of postcolonial heritage and diasporic memories
in a contemporary globalized culture. ‘Hybridity’ and ‘ambivalence’ are still
prominent terms in postcolonial discourse but require a reconfiguration and
specification of different characteristics: oscillating forms of identity within
a spectrum of identity, specfral identities, which incorporate coexisting
and alternating cultural identities and perspectives of today's societies
of polyculture. Johnson Artur herself is a postmigrant in various contexts. Her
specific situation of Blackness while growing up is best reflected in her label
as ‘a white negro’ (Contemporary Art Museum St. Louis, 2020); she notes
that she grew up thinking that ‘l don't have what it takes to call myself Black’
(Contemporary Art Museum St. Louis, 2020). In contrast, the cosmopolitanism
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and ephemeral transcultural entanglements present in her work incorporate
the coexistence of cultural identities that move beyond the colonial legacies
of empire, which remains a challenge.

Asphalt People

Figure 3 is a black-and-white full-body vertical portrait of an older black
woman posing on a street in front of a wall. She is in the middle of the
photograph, and the focus is solely on her, without giving much information
about her surroundings, apart from a slightly filted display of a paved and
patinated sidewalk sprinkled with cigarette ends and hints of overpainted
square fields on the back wall. The lady wears a fancy hooded and belted
street parka over patterned leggings with platform sneakers and knee-high
socks. A cap over a hood covers her ears; of her two pairs of sunglasses,
one covers her eyes while the other rests on her cap. An ornamented scarf
loosely hangs around her neck and a spacious handbag from her shoulder.
She wears a ring on almost every finger. In her right hand, she coolly holds
a lit cigarette. In her other hand rests a bouquet of fake flowers and a closed
transparent umbrella. This lady seems prepared for any type of uncomfortable
and rainy weather. Soldierly, almost androgynous, she wears her kit to protect
herself while moving freely through the city. Her sense of style is creative,
fancy, and individualistic, almost juvenilely not-giving-a-damn; she looks
right back into the camera lens, in a countervisual manner (Mirzoeff 2011).
Everything from her flower-power patterns and athleisure wear to her ornate
accessories and facial expression, including her mouth, seems, ‘Capture me
in my coolness; | do what | want.’

The idea of representation in Johnson Artur's work is intrinsically
connected to the concept of agency and performativity within a socio-cultural
and photographic context. The Civil Contract of Photography, Ariella Azoulay's
(2008) argument for photography’s power to endow individuals with political
agency, has become a key reference for visual culture and postcolonial studies.
Here, the civil contract consists in the possibility for anyone, even those without
citizenship in a given place, to enact a form of agency or resistance by utilizing
the photographic medium as a political tool® Azoulay insists that the meaning
of photography is inherent not in the photograph itself as an autonomous
object, but rather in the performative reconstruction of the photograph
as an ‘event. She also discusses the reciprocal relationship between the
photographer and the photographed, claiming that photographic authorship
and its intentions will always be visible in the image itself.

At the same time, the presence of the camera plays its part
in provoking performative utterances. In fact, we are all actors, when we
are—like the camera apparatus prescribes—accustomed tfo watching
ourselves through the eye of the other, or, in this relation, the camera lens.
In the same vein, Laura Levin (2009) points out in her review essay ‘The
Performative Force of Photography’ that ‘the ontology of photography is
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intrinsically linked fo performance,’ (p. 328) while also referring to Roland
Barthes (1981), who, in his milestone Camera Lucida, claimed that ‘what
founds the nature of photography is the pose’ (p. 78)° In a later work, Levin
(2014) discusses the idea of photography and performativity in relation to her
concept of camouflage, where she situates identity and mimesis along with
performance. Levin argues for the political potential of camouflage as an
empowering photographic tool, noting that the bodies of women, people
of color, and other marginalized persons are often proximate to backgrounds
and intentionally connected to properties of space. In Johnson Artur's
portrait, there is a visual synchronicity between the background wall with its
overpainted color fields and the woman's parka pattern, an equally generous
square design. Adaptability to a street environment is conveyed here. The
symbiosis of the woman and the asphalt jungle appears quirky and odd, yet
authentic. The agency that emerges from this photographic event enables
Johnson Artur to pull together her remaining archive as an act of resistance
towards stereotyping and in favor of freedom of expression within a spectrum
of Black identities.

Figure 3. From Liz Johnson
Artur, Black Balloon Archive,
1970—present. © Liz Johnson
Artur, all rights reserved,
used with permission.
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The Exhibition as Sanctuary

Returning to the idea of the archive as a sanctuary, Johnson Artur's show
Dusha (the Russian word for ‘soul’) was her first ever solo museum exhibition.
It premiered at the Brooklyn Museum in 2019 and featured photographs,
videos, and sketchbooks selected from the ongoing Black Balloon Archive.
While the notion of the sanctuary is incorporated in the photographic
objects themselves, it also echoes in some of Johnson Artur's other exhibition
designs, such as her show If you know the beginning, the end is no frouble
at South London Gallery in 2019. Her first UK solo exhibition (surprising,
given that Johnson Artur has built up her archive for over 30 years), it features
a great number of unframed, medium-size works presented on wooden and
bamboo display structures (Figure 4 and 5). While the display structures and
their natural materials embody the aesthetics of a tropical island refuge, the
idea of a sanctuary is further reinforced by the arrangement and architecture
of a womb/cave-like center where photographs are accumulated.

Johnson Artur's affection for the physicality of photographs is
again revealed in the materiality and phenomenology of her exhibition,
where bamboo, leather, wood, and hair are incorporated into sculptural
displays. She also prints on these materials and on different types of paper
and fextiles, which highlights the photograph as a cultural material object

Figures 4 and 5. Installation
views of Liz Johnson Artur's
If you know the beginning,
the end is no frouble at the
South London Gallery, 2019.
© Liz Johnson Artur, all
rights reserved, used with
permission.
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that has a physical presence: ‘| want to touch things. | believe there is a textile,
visual appreciation that | have' (Contemporary Art Museum St. Louis 2020).
This goes back to her initial approach while taking her photographs—often
shooting only one of each subject—where she claims to 'not just use my eyes
when | take photographs, | engage with people. | use my hands and my ears.
It is very much tactile’ (Contemporary Art Museum St. Louis 2020).

Much as Johnson Artur's work follows different people, articulating
the notion of a spectrum and hybridity as difference, she uses heterogeneity
in the design of her exhibitions, hybrid spaces comprising several different
sanctuaries. Here, Johnson Artur frames the show as a book with different
chapters, each with a different section in the exhibition: a Peckham Lane
chapter, a community chapter, an LGBTQ chapter, etc. The photographer
uses bamboo as a sanctuary construction element, or, in her own words,
‘a building stone for creating my own space in a space’ (South London
Gallery 2019). The artist's work recreates important spaces of community
in the Afrodiaspora such as churches and social gatherings, reenacting their
collectivity in a live program that included performances and concerts.

Conclusion

In the examples of Liz Johnson Artur's Black Balloon Archive (1970—present),
the postmigrant subject remains a multifaceted one and the postmigrant
society negotiates ephemeral transcultural entanglements. While Homi
Bhabha's 'hybridity’ and ‘ambivalence’ are still prominent in postcolonial
discourse, they must be reconfigured to adequately specify tfoday's
identities fluctuating between postcolonial heritage, diasporic memories,
and a contemporary globalized culture. | have introduced the terminology
of ‘spectral identities,’ i.e. oscillating forms within a spectrum of identity,
fo capture coexisting and alternating cultural identities of today's societies
of polyculture. While superficial concepts of 'multiculturalism’ have been
rightfully critiqued, the dispersed notion of the polyculture demands new
ways to discuss contemporary culture.

Johnson Artur creates a stage for her subjects’ auto-fictional acts
and performative codes, enabling forms of agency and resistance while
embracing their heterogeneity, difference, intersectionality, and multiplicity
in the humanizing act of elevating the ‘other’ Johnson Artur, whose
monograph with Bierke Verlag was named one of the New York Times's ‘Best
Photo Books 2016," combines all these aspects with authenticity and a great
sense of intimacy. Finally, a photograph always reveals the photographer
behind the camera: travelling through different countries, lifestyles, and
classes, Liz Johnson Artur herself emerges as a postmigrant artist who finds
a place of sanctuary in her Black Balloon Archive.
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The title ‘Black Balloons’ Archive is a reference to the 1969 song ‘Black
Balloons' by Syl Johnson.

The meaning of ‘archive’ comes from the Greek arkheion: a house,
a domicile, an address; the residence of the superiormagistrates, the
archons, those who commanded (Derrida 1995).

‘It is, in fine, the atmosphere of the land, the thought and feeling, the
thousand and one little actions which go to make up life. In any community
or nation it is these little things which are most elusive fo the grasp and yet
most essential to any clear conception of the group life taken as a whole'
(Dubois 1903: 136).

The Black Lives Matter movement began in 2013 with the use of the hashtag
#blacklivesmatter by Alicia Garza, Patrisse Cullors, and Opal Tometi
in response fo the acquittal of George Zimmerman in the shooting death
of African-American feen Trayvon Martin 17 months earlier in February
2012. It gained worldwide attention in 2020 following the protests around
the police killing of George Floyd.

Hall also states that the conceptual tools that we use individually are deeply
connected to language as communication that externalizes, legitimizes,
and naturalizes meaning as a conceptual fool of the collective. In this sense,
to create new forms and new possibilities of meaning requires a temporary
fix within language and signs that becomes constitutive of discourse.
Otherness describes a state of difference of an individual or group that
is constructed on the basis of power relations, in which the dominant
subordinates another on the basis of difference. In the context of the
postcolonial, the imperial identification of the self is closely interlinked
to the alterity of the colonized subject by means of othering in terms
of a marginalization (Spivak 1985a). In this context, Gayatri Chakravorty
Spivak critiques and develops Antonio Gramsci's idea of the subaltern
within postcolonial studies. For Spivak, the subaltern describes a presumably
inferior group in hegemonic settings that lacks self-determination, as the
subaltern’s identity and inferiority is defined by its difference from the
superior imperialist (Spivak 1985b).

Muslim culture has been identified as the new cultural ‘other’ within Europe
in Postmigration Studies (R&mhild 2021).

‘Spectral’ entails both the notion of the spectrum as in a prism as well
as the spectre in hauntology. Although both are relevant to photography
and postcolonial discourse and future discussion, this essay focuses on
the idea of the spectrum for the time being.

As an example, Azoulay refers to the Palestinian non-citizens of Israel and
their utilization of photography as a medium of agency.

Levin further elaborates on the performative encounter between spectator
and image, which she sees in connection to the ‘affective turn’ in the
humanities and the social sciences. ‘These authors privilege the doing
aspects of photography, asking how images exceed their frames and
directly affect their viewers. In this respect, these works attempt fo present
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a "history of looking” in the tradition of Camera Lucida, offering an
account of the emotional experience of the spectator encountering the
photograph, the individual that, according to Barthes, becomes “the
measure of photographic knowledge” (Levin 2009: 329).
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Article

Sanctuary Earth in Ecological Science Fiction
Cinema in the USSR: Per Aspera ad Asftra

Zhanna Budenkova

My article analyzes the Soviet nature of this displacement and
science-fiction film Per Aspera ad show how the representation of
Astra [Cherez ternii k zvezdam, Earth as an unproblematic ecological
1980] using the lens of sanctuary. sanctuary is haunted by its own

Shot in the period of the Brezhnev contradictions. | also explore how
Stagnation, shortly before the this representational strategy
Chernobyl disaster, the film responded to the technoscientific
arficulates a range of pressing ethos of Soviet modernity that
ecological concerns, but displaces contributed to the destruction of

them from Earth and the USSR to the natural environments in the twentieth
imaginary alien planet Dessa. In my century.
analysis, | focus on the paradoxical

Keywords: anthropocene, ecology, science fiction, soviet ideology, USSR

Before the Space Age produced multiple documentary images of the ferrestrial
globe, humanity resorted to imagining Earth using available cosmological
and geographical data, which was always interpreted ideologically. According
to Denis Cosgrove (2003: xi), from antiquity on, European imaginings of Earth
were often structured as the gaze of the sun god Apollo/Christ, pulling
diverse life on the planet info a vision of unity seen from the cosmos. In the
context of empires, which often used the globe in their symbolic arsenal, this
‘divine and mastering view from a single perspective’ helped to reinforce the
messages of sacred centralism and divine sanction. While the view of the
globe changed significantly throughout history, it has retained its historical
layers, which inform our perception of Earth today.

In this article, | address the Soviet imperial imagining of Earth
from ecological and Anthropocenic perspectives. | show how the popular
science fiction film Per Aspera ad Astfra [Cherez fernii k zvezdam, 1980],
shot by Richard Viktorov in the decade of the Chernobyl disaster, depicts
the globe. A rare example of cinematic science fiction about ecology shot
in the USSR, Per Aspera ad Asfra articulated the period's pressing ecological
anxieties while presenting Earth as a pristine ecological sanctuary for both
humankind and its alien guests. | address this paradox in the present article
and unpack its subversive nature.
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In my discussion of Earth in Per Aspera ad Asfra, | use the lens
of sanctuary. Historically, the discourse of sanctuary was intertwined with
religious practices aiming to protect vulnerable individuals from violence
within designated sacred sites! In the film, Earth poses as a similar refuge
for the protagonist, alien woman Nia, saved by communists from a destroyed
spaceship in outfer space. Nia is brought to Earth, where she finds a clean
environment that contrasts with the ecological pollution on her native planet
Dessa; here, she is also safeguarded from the aggression of her enemies on
Dessa, described as capitalists. My analysis examines sanctuary dimensions
of the globe in Per Aspera ad Asfra that recycle Russo-Soviet imaginaries
of Earth and space.

Per Aspera ad Astra uses various representational tropes to evoke
the modern imaginary of Earth as a supranational unity; it also stresses the
vulnerability of Earth as an organism that needs to be protected in order
to survive ecologically. Following popular representational trends of the era,
the film presents Earth as a visual spectacle producing a range of affective
responses, from awe to environmental concern. The view of Earth as a fragile
organism in need of environmental care stems from the visual iconography
of the Space Age, showing our planet ‘bare,’ without the familiar grid
of latitude and longitude lines. Along with pictures of the planet shot by Soviet
cosmonaut German Titov in 1961, the photos taken on multiple Apollo missions
by Americans established the globe as a unity that is primarily organic. In the
words of Mark Dorrian (2011: 360), ‘in their liberation of the globe from all
cultural signifiers—borderlines, grids, and cartographic codes—the Apollo
photographs seemed to show a unified and perhaps even redeemed world
purged of conflict, a planet that could be thought of as a single organism.’
Seeing the globe as a corporeal entity hovering in the wilderness of outer
space inspired comparisons with an ‘oasis’ and also a ‘tiny pea’ which can be
eclipsed by a thumb.2 The photographic images of Earth taken from space
were instrumental in inspiring the rhetoric of present-day environmentalists
asserting humankind's collective responsibility for the planet. This totalizing,
supranational and organicist view of Earth informs representations of the
globe in Per Aspera ad Astfra, which is concerned with the issues of ecology,
even while displacing them onto distant alien worlds.

The view of Earth as spectacle is important for Per Aspera ad Asfra
as a film reflecting on modernity and its ecological costs. Apart from evoking
the view of the globe as a vulnerable organism, the cinematic spectacularizing
of Earth in the film echoes the performative presentation of the terrestrial
sphere in modern era. In this regard, the practice of using sculptures
of the globe as centerpieces at world's fairs facilitated the emergence of the
perception of ‘world as exhibition’ which had distinct imperial overtones.
Starting in the nineteenth century, world’s fairs or global exhibitions, which
Curtis M. Hinsley (1991: 344) describes as ‘carnivals of the industrial age,
were held in major cities of Europe, the Americas and Australia, attracting
participants from all over the globe. The fairs focused on showcasing western
technological ‘wonders,’ contrasted to the ‘primitive’ techniques of colonized
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peoples, whose cultures were showcased, too. Characterized by obvious
imperialist posturing, these encounters were also highly performative
in nature; they were accompanied by enactments of indigenous rituals and
ways of living, effectively showcasing the world to curious (white) subjects. In
Cosgrove's words, the fairs 'sought to concentrate and display places, peoples,
cultures, and products from across the world at its metropolitan center,
as spectacles in imperial Rome featuring exoticized peoples and animals had
done in antiquity. They attracted spectators from across the world, even from
those otherwise positioned for display, to witness the spectacle’ (Cosgrove
2003: 227). Discussing world's fairs, Paige Raibmon (2000) describes
their representational factics as ‘theatres of confact’ where indigenous
populations performed their worlds, imagined by imperial subjects as static
and ahistorical. The notions of theatre and masquerade are important for
analyzing Per Aspera ad Astra, whose colonial aesthetic spectacularizes Earth
and exoticizes its ‘others,’ represented in the film by troubled alien woman
Nia, whose vulnerability alludes to the vulnerability of our planet.

The theme of the globe as spectacle is evoked in one of the
introductory sequences in the film, showing Nia and an international collective
of scientists in the same conference room in Earth's orbit. The scientists and
Nia are directly juxtaposed in the scene: seated at opposite ends of the room,
they rarely appear in the same frame together. Except for one scientist—
Sergei Lebedev—who specializes in alien contacts and who saved Nia from
a destroyed spaceship found floating in space, no one dares to approach the
mysterious alien stranger, who intimidates the humans. When one scientist
finally attempts to come closer and touch her, he is thrown away by some
unknown force—as the film progresses, we learn that Nia has a range
of 'supernatural’ abilities, including teleportation and telekinesis, manipulating
things with the power of her mind. In the sequence, she is shown sitting with
her back to the window through which we see Earth as a ‘sublime witness’
to the encounter of the humans with the alien; on many occasions, Nia
and Earth are shown in the same frame (Figure 1). Nia is captivated by the
vision of Earth: at one point, we see the alien woman attempting fo glance
behind her shoulder to see the planet. The presence of Earth haunts the
entire scene in the conference room: as the meeting progresses, the globe is
shown gradually increasing in size as the spaceship approaches the planet,
culminating in the long shot where Nia, scientists and Earth are finally seen
in a single frame (Figure 2).

The sublime mise-en-scéne of the sequence emphasizes the
aspect of ‘world as exhibition' discussed earlier. The spectacle of Earth is
accompanied here by the performance of Nia's ‘exoticism,” both fascinating
and horrifying to the onlookers. The scientists' ambiguous response to Nia
echoes mixed reactions of white audiences to indigenous peoples at colonial
fairs; the audiences were both fascinated by unfamiliar customs and ‘shocked’
by their 'brutality.® This ‘shocked fascination' defines the scene in the
conference room as well. On the one hand, the humans are apprehensive
of Nia, calling her a 'source of danger' and ‘a creature’ possessing the ‘power
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of a robot." On the other, they are also fascinated by her, something facilitated
within the heteronormative logic of the film by Nia's feminine gender.

In the sequence, the research team consists almost exclusively
of men (apart from one woman, Nadezhda). It is men who represent Earth
in the scene; the male collective constitutes a unity in diversity—among the
scientists, we see representatives of different nations. The unifying force
that brings all these people together is science, which functions in the film
as a formative element of ferrestrial planetfarianism asserting masculine
values.* The elevation of the research team above Earth alludes to the
Apollonian view of the globe as a coherent unity, which is juxtaposed in the
scene with the alone Nia, representing a different world. The juxtaposition
of ‘'masculine’ Earth and the ‘feminine’ alien establishes colonial hierarchy very
early on in the film. The widespread science fiction trope which associates
indigenous and alien worlds with the feminine and white humans with the
masculine® is found in the Soviet films Aelifa, Planet of Storms, and Solaris,
among others. According to Natalija Majsova (2021: 89—90), the device
of conflating alienness and womanhood serves the identificatory ends
of the genre of science fiction as a patriarchal force. ‘Alien women allowed
terrestrial men to reflect upon their societies, as if re-inspecting them from
outside, from a more detached, and, at the same time, more sensitive, if not
sensuous perspective.’ In the interplanetary contact scene, this reflection is
achieved through the spatial dissociation of the scientists from Earth and
their encounter with the alien woman, the film's ultimate ‘other.” While Earth is
represented by male scientists in the scene, it also paradoxically participates
in the representation of Nia's aloneness and vulnerability: appearing in the
same frame as Nia, the planet poses as another object of the searching male
gaze driven by an identificatory desire. In this regard, both Nia and Earth
act as spectacular visions of ‘otherness’ that parallel each other and produce
new, critical meanings within the film.

Figure 1. Nia in the orbital
conference room. Earth
looms in the background.
Still from Richard Viktorov's
Per Aspera ad Astra (1980).
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Figure 2. Nia and the
scientists in the orbital
conference room seen

in a single frame. Still from
Richard Viktorov's Per
Aspera ad Astra (1980).

The identificatory play which characterizes Per Aspera ad Asfra
is rather complex and deserves separate consideration. This play points
at the affinities between Nia and Earth; it also helps to unpack the sanctuary
aspects of this planet, whose ecological status is shown in stark opposition
to Dessa and other alien worlds. The juxtaposition of the male scientists
and Nia in the introductory scene evokes Rosi Braidotti's theorizing that the
normative subject of European colonial modernity was historically constructed
in opposition fo human and non-human ‘others.’ In her seminal book The
Posthuman, Braidotti (2013: 13) shows that the subject of Humanism and the
Enlightenment was always a 'He,' ‘the classical ideal of “Man,” formulated
first by Protagoras as “the measure of all things,” later renewed in the ltalian
Renaissance as a universal model and represented in Leonardo da Vinci's
Vitruvian Man." Braidotti goes on to demonstrate that this ‘ideal Man' is
embedded in the Cartesian concept of the subject, which places scientific
reason above nature and proclaims rationality as a transcendental truth that
defines the Human and elevates 'Him' above all other matter on Earth. In
her theorizing of the subject, Braidotti (2013: 27—8) argues that 'He' was
always constructed in dialectical opposition to modernity's ‘structural others,’
including woman as the sexualized other, natives as the racialized other, and
non-humans—such as animals, insects, plants, Earth, and outer space—as
the naturalized others. She explains, ‘These others were constitutive in that
they fulfilled a mirror function that confirmed the Same [the Human subject
of the Enlightenment] in His superior position.’

The binarizing of Nia and the scientists in the scene in orbit
occurs along similar lines: Nia's femininity and her alien (‘native’) origin serve
to define the 'rational male human' as the dominant subject in the cosmos.
Similarly, the representation of Earth as a ‘natural other’ alludes to reason's
mastery over crude matter and its superior status in this regard. In the film,
Nia and her planet Dessa are presented as entities that still need to be
rationalized and ‘tamed,’ while Earth functions as an example of such taming.
Per Aspera ad Astra's Earth is fully rationalized: while the environment on
Dessa is damaged due to exigencies of capitalism, the nature on communist
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Earth is blossoming because it is managed by the rational political system.
On the surface, Per Aspera ad Astra fully endorses the rationalist mythology
of communism; however, the film's oneiric and carnivalesque elements seem
fo contest this endorsement, which complicates the film's politics.

In The Posthuman, Braidotti embarks on the project of rethinking
the customary hierarchies of humanism and proposes a non-hierarchical
model of posthuman subjectivity that incorporates non-human agents and is
radically delinked from the rationalist premise. Her ideas of the posthuman
are productive for the analysis of Per Aspera ad Asfra, whose narrative
revolves around non-humans, including Nia, other aliens, and planets Dessa
and Earth, and whose politics destabilize these hierarchies, too. In the film,
Nia's vulnerable body alludes to the environment of her native planet Dessa.
Similar to her body, Dessa is vulnerable to internal and external influences
and colonization; through oneiric displacement, Nia and Dessa reference the
vulnerability of Earth as well.

In the scene in orbit, Nia is infroduced to the scientists as an
‘artificial human,’ the result of a cloning procedure. She is referred to as a 'test-
tube human’ (chelovek v probirke), which emphasizes non-biological agents’
role in bringing her into existence. As the film unfolds, we learn that Nia
was a member of a large family of clones, created by Dessan scientist Glan
to protect and transform the planet, which is experiencing ecological distress.
Facing political repression, Glan and the family had to flee the planet
in the spaceship, but their enemies on Dessa, interested in maintaining the
ecological status quo, sent a bomb info space and destroyed the ship. Of all
the passengers, only Nia survived the ordeal. After saving Nia from the ship,
Sergei brings her to Earth, where she finds a temporary refuge, enjoying the
planet's blossoming nature, clean ocean, and breathable air. Earth becomes
a sanctuary for Nia, who is presented as a political and environmental
refugee—on Earth, she finds protfection from attacks by her father's enemies
on Dessa. Presenting Nia as a clone whose brain can be manipulated from the
outside (Glan created a ‘control center’ inside her brain) relegates her to the
position of a cyborg, a biological organism with traits of a programmable
machine. Nia's non-humanness serves two goals: apart from reflecting on the
growing interpolation of technology into biological matter in the twentieth
century, it connects her to another posthuman implicitly present in the
picture—the New Soviet Man.

In their discussion of posthumanist legacies in Russo-Soviet
culture, Coleen McQuillen and Julia Vaingurt (2018: 14—31) trace them back
to the writings of Fyodor Dostoevsky and the Russian Cosmists. Examining
the posthuman aspects of Soviet ideology, they draw connections between
the Cosmist idea of active evolution and the notion of the sociobiological
perfectibility of the New Soviet Man, whom they designate in their study
as a 'socialist cyborg.” Further developing the idea of communism's New
Man as the posthuman, Elana Gomel (2018: 40) highlights the ‘uncanny’
aspects of this ideological construct, pointing out that the Man's ‘sunny
exterior' hides a sort of “sublime” subjectivity which is strange, unfamiliar
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and frightening in its radical alterity.” She says, ‘the Soviet New Man reflects
the basic contradiction within the project of posthumanism: the contradiction
between the posthuman as better than, and the posthuman as different
from, the human.” According to Gomel (2018: 39), the ‘better than the human'’
potentiality of the posthuman subject is embedded in the posthumanism
critique of the forces of oppression which ‘humanist’ societies historically
unleashed against their ‘others.’ In turn, the 'different from the human'’
expression of this subject may be seen as a denial of humanist ethics and
morality. Here, the posthuman subject turns into ‘Yeats's rough beast' that
exists outside of our concept of good and evil.

| will apply these insights fo my analysis of Per Aspera ad Asfra’s
two principle posthumans—the New Man and Nia, who, in certain aspects,
mirror each other. While the non-human status of Nia in the film is well
articulated—she is both an alien clone and a cyborg—the position of the
New Soviet Man as a posthuman subject is more ambiguous and contains
cultural layers that need restoring. As the film unfolds, the portrayals of Nia
and the New Man merge to a significant degree through mirror metaphors
and allusions to Bakhtinian carnival. These metaphors and allusions point
at the posthuman affinities which exist between Nia and the New Man; they
also comment on the colonial nature of the communist project.

Despite the fact that in the USSR, the designation ‘New Man'
(novyi chelovek—new human) referred to citizens of both sexes, Per Aspera
ad Asfra largely presents the Man through the prism of maleness, which
echoes the general trend in Soviet culture.” In this regard, the gender aspects
of the juxtaposition of Nia and the Soviet Man take on additional significance,
already hinted at in the introductory scene with the scientists. Discussing
the mythologies of the New Man in the USSR, Tijana Vujosevic (2017) points
at the fact that these mythologies were never homogenous and entailed
creative efforts of multiple actors who took on the labor of formulating what
this ideal Man should be like. However, some persistent tendencies in these
imaginaries do exist; they are key tfo the understanding of the construction
of the New Man in Per Aspera ad Astra, which influences the ecological
politics of the film.

In her discussion of the cultural imaginary surrounding the
New Soviet Man, Vujosevic makes several points relevant for decoding
the posthuman metaphoric of Per Aspera ad Astra and addressing the
representation of Earth as a sanctuary for Nia. First, she demonstrates that
early concepts of the Man revealed cosmological and machinic inspirations
that were intertwined. Citing the influential fantasies of Russo-Soviet
Cosmists and their followers, Vujosevic shows that early Soviets imagined
the Man as a 'winged creature,’ a ‘flying proletarian,” which corresponded
to the period's enthusiasm for human mastery of space by means of aerial
flight. This enthusiasm led to the construction of the Soviet air fleet, as well
as to the emergence of idiosyncratic flying machines, such as Vladimir
Tatlin's ornithopter Lefatlin, which was meant to serve as the everyday means
of transportation for new Soviet citizens (Figure 3). Commenting on the Soviet
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enthusiasm for flight, Vujosevic (2017: 21) explains: ‘The perpetual coexistence
of two protagonists of the Revolution, the transcendental (celestial) self and
the immanent (earthly) self, defines the protagonist of communist utopia
as a New Man in becoming, the same way socialism, in Soviet theory, is
communism in becoming.’ In this picture, the emergence of the ‘celestial self’
was mediated by existing aeronautical technologies that turned the religious
metaphor of ‘ascension to heavens' into a tangible reality. The New Man
was seen as a part of a human-machine assemblage, transcending mundane
reality, byt, and reaching a higher plane of existence, bytie, by airplane. The
communist enthusiasm for flight did not stop at airplanes and led to the
construction of powerful missiles that took Soviet men and a woman into
space several decades later. These successes confirmed the persistence of the
value of attaining bytie by technological means, which constituted one of the
driving forces of the fechno-messianic ethos of Soviet modernity.

Figure 3. Vladimir Tatlin's

Apart from the Cosmists' fantasies, which finally turned info the °mithopter Lefaflin
(photo by Tomislav

material reality of space flight in the USSR, Vujosevic also discusses the medak, licensed under

machinic fantasies of embodiment that accompanied early mythologies CC 2.0)

of the New Man. In particular, she mentions the biomechanical musings

of Soviet ideologue of labor Aleksei Gastev and theatre director Vsevolod

Meyerhold, who were prone to consider the human organism through

the prism of industrial production, presenting the body as another factory

‘machine.’ Discussing the Soviet avant-garde more generally, she points out

the prevalence of productivist logic, emphasizing labor as the key organizing

principle of new communist life, encompassing not just work activities, but

the domestic and private spheres as well. Stalinism continued the pattern

of inscribing the human organism in the rhythms of industrial production,

imagining the body as a ‘product’ of the disciplining power of the modern

Soviet state. According fo Vujosevic (2017: 161), this trope underlay the

construction of the Moscow metro, whose electrical escalators and trains

facilitated the fechnological regulation of human motion, which was

meant to turn ‘disorganized, peasant-like individuals info rational, efficient
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creatures of socialist urbanity.” The electrified motion of the metro systems,
especially the escalators, evoked the operation of industrial conveyor belts;
similar to factories, the metro ‘produced’ and ‘formed’ model Soviet citizens
by disciplining human bodies to fit into technological contexts.

The notion of the New Soviet Man as a 'winged creature,’ part
of an assemblage of a human and an airflight-capable machine, is central
fo the narrative of Per Aspera ad Astra, which revolves around space flights
to and from Earth, Dessa, and other planets. Echoing the dreams of Russian
Cosmists, in the film, humans are active in the universe: Earth's scientists
collaborate with their colleagues from other planets, and Soviet spaceships
routinely visit distant corners of the cosmos. In keeping with the messianic
aspirations of communism, the Soviets embark on lengthy missions to help
other planets to restore their ecosystems damaged by industrial production
and nuclear activities. In one scene in the film, we observe planet Selesta
exploding right before the eyes of the Russians rushing to the rescue—
the planet accumulated oo much nuclear waste in its storage units, leading
to an uncontrollable chain reaction and eventual catastrophe. Similarly, the
Soviets help to save Dessa, cleaning its atmosphere from pollution caused
by the factories of local capitalist Turanchoks. Nia accompanies the Soviets
on their mission fo the planet, absorbing their ideological views and assisting
in the implementation of their colonialist ends. In particular, she helps them
to destroy Turanchoks and establish communist rationalism as the planet's
new ideology. The narrative of a female extraterrestrial helping to establish
the communist ideology on her native planet echoes the plotline of Yakov
Protazanov's classical science-fiction film Aelifa (1924). While the Martian
princess Aelita only pretends to like communism, Nia is presented as a full-
fledged disciple of her Soviet mentors®—the film's conclusion implies that she
will stay on her planet and will be instrumental in building the new society.

The mobile nature of the Soviets is also emphasized in how fast
they can reach any point on Earth: for instance, responding to a medical
emergency in Mexico, Sergei's mother Maria Pavlovna departs from the USSR
in the morning and returns the same day. This circumstance points o the
Russian transportation successes and the interconnectedness of the globe
that has been achieved by the twenty third century, when the film's events
unfold. The notion of the connected world, characterized by international
and interplanetary cooperation and travel, echoes the utopian plot of The
Andromeda Nebula [Tumannost’ Andromedy], the influential science-fiction
novel written by Ivan Efremov in 1957. The novel presents Earth as a unified
communist paradise connected to the universe via a complex system
of satellite and transport networks. Unlike in the novel, which abolishes
national divisions, in Per Aspera ad Asfra, the Soviet Union still exists
as a political entity. In the very first scene, where the Russians save Nia from
the troubled spaceship, we see that the cosmonauts wear sleeve patches with
the Russian abbreviation CCCP (USSR) denoting their country of origin. Still,
state and national borders are generally deemphasized: throughout the rest
of the film, the Soviets are mostly referred to as ‘earthlings.’
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The presentation of Earth as a supranational unity echoes the
photographic images of the planet taken by the Apollo missions—free
from the grid, Earth appears as a blue ‘oasis’ hovering in the darkness
of space (Figure 4). In Viktorov's film, Earth is shown as both a natural and
ideological unity; apart from communism, we do not encounter any other
ideologies on the planet. As in Efremov's novel, national diversity on Earth
is rather unproblematic: in the scene in orbit discussed earlier, the planet's
nations, represented by men, choose not to fight but to cooperate. The
notion of a unified Earth correlates with the film's presentation of the planet
as a sanctuary for Nia. On Earth, the alien finds refuge from her troubles
and undergoes a true spiritual transformation, learning the ropes of human
morals and getting versed in communist ideology. The sanctuary aspects
of Earth, emphasized in the film, contain religious overtones: during her stay
on the paradisal planet, Nia undergoes conversion to the faith of her 'saviors.’

Figure 4. Apollo 17 view
of Earth. © NASA, all
rights reserved, used with
permission.

Apart from its communist connotations, the idea of ‘one Earth' also
echoes the utopian view of the planet proposed by the ‘patriarch’ of Russian
Cosmism, Nikolai Fyodorov. In his main work, The Philosophy of the Common
Task [Filosofiia obshchego dela, 1906], the thinker envisions a humanity that
stops fighting and engages in productive cooperation, fulfilling the ‘common
task'—the resurrection of all dead ancestors. This goal should be achieved
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with the help of science, which would find a way to restore dead bodies
from dispersed particles and explain how humans can attain immortality. In
order to complete this ‘task,” all humanity should unite under the auspices
of messianic Russia and, fogether, develop scientific methods that make
the resurrection of the ancestors feasible. According fo Fyodorov (Fedorov
1906/1985: 292), after the resurrection is accomplished, modern humans
would need to leave Earth to the risen ancestors, and depart for outer space,
populating other planets. In Fyodorov's rendition, the resurrection is viewed
through the religious lens of Orthodox Christianity: the idea of the unification
of all humanity into ‘brothers’ and 'sisters' echoes the Orthodox philosophical
concept of sobornost, emphasizing the value of collectivity and rejecting
(western) individualism. The whole concept of the resurrection of the dead is
tied to the biblical narrative of the second coming of Christ, only for Fyodorov,
humans should not passively wait for this event, but create the conditions for
the fulfillment of God's plan. The messianic ethos of Fyodorov's ideas, which
distinguish Russia as the leader in the process of the Christian resurrection,
is evoked in Per Aspera ad Astra as well. The representation of communist
Earth as an Edenic ecological paradise provides the USSR with a moral license
fo establish similar ‘cases’ anywhere in the universe, including on Dessa.

The utopian representation of Earth as a blooming communist
paradise whose greatness is destined to be emulated on other planets of the
galaxy operates in the film under the familiar banner of ‘reason.’ In Per Aspera
ad Astra, rationality is presented as the most valued and prominent human
virtue, which the film's non-human ‘others’ lack. In one of the key scenes,
which takes place in the spaceship Asfra, which is flying to clean Dessa, Soviet
cosmonaut Viktor Klimov asserts that humans do not surrender fo nature;
according to him, outer space is an ‘arena of struggle’ whose ultimate goal
is the ‘triumph of reason." On Dessa, Nadezhda, who is accompanying the
expedition, tells Nia that the lack of reason is an ‘iliness’ of Dessa's inhabitants,
who polluted their own planet; she adds, however, that reason is something
that can be cultivated.

The notion of ‘iliness’ takes the discourse of rationality to the
level of physical embodiment—the body without reason is 'sick’ and makes
atrocious mistakes. The theme of reason in Per Aspera ad Astra echoes
the Christian ethos of the struggle with (sinful) nature, integrated into the
ideological framework of Socialist modernity in the form of the rhetoric
of 'the struggle with the elements’ and ‘taming nature’ with the help of rational
machines. In Fyodorov's Cosmism, nature is also perceived through the prism
of embodiment and 'sin,’ while the task of ‘true’ science and reason is to learn
to manage and direct nature, which is devoid of rationality, for the common
good. Fyodorov's writings frame ‘reason’ theologically, as a manifestation
of the divine intelligence in humans. The notion of suppressing nature, both
at the level of an individual person and within modern industrial enterprise, is
important in the context of the discourse of the Soviet New Man, who, in Per
Aspera ad Asfra, embraces all of humanity.

In their analyses of the New Man as a cultural construct, many
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scholars notice that this construct contains a trope of ‘overcoming' bodily
limitations for the cause. For example, Eliot Borenstein (2000: 9) observes that
the Man was often presented through the prism of quasi-religious ascetism,
replacing ‘a conventional, “natural” existence with a life based on [socialist]
theory.' In turn, Lilya Kaganovsky's psychoanalytic reading of the Man suggests
that the ‘war on corporeality, waged in canonical Soviet novels written under
Stalinism, aimed to ‘castrate’ the Man so that he did not overshadow the state
leader, embodying the Lacanian ‘Law of the Father.’ In her analysis of the
view of the Man's body as a machine promoted by Aleksei Gastev, Julia
Vaingurt (2008: 212) draws parallels between the discourse of the disciplined
and 'rationalized’ body and the religious practices of bodily chastisement
restricting and ‘punishing’ the body for succumbing to passions. In this picture,
the New Man was modeled on religious ‘saints;’ indeed, the narrative of the
Man in Soviet culture often included hagiographical elements? Along with
the presentation of the Soviet Man as a saint, his presentation as a machine,
inherited from the Russian avant-garde, poses the Man as a posthuman
subject who is simultaneously ‘better than' and ‘different from’' the human.
In Per Aspera ad Asfra, the tension between these two states is projected
on non-human Nia, who is also presented as both sacred and machine-like.

In my analysis of the overlapping traits of the New Man and
Nia, and also of their respective planets, Earth and Dessa, | use the lens
of psychoanalysis and consider Per Aspera ad Astra from the perspective
of Freudian dream-work and its mechanisms of displacement and
condensation. | here rely on a relevant theorization by Christian Metz (1982:
124), who draws parallels between cinema and dreaming: ‘lfs [cinema’s]
signifier (images accompanied by sound and movement) inherently confers
on it a certain affinity with the dream, for it coincides directly with one of the
major features of the dream signifier, imaged’ expression, the consideration
of representability, fo use Freud's term.” Building on Metz's theorization,
Elizabeth Cowie (2004: 182) adds that the conditions of cinema inspire an
easy analogy between film and dreaming: ‘[At the cinema] our cognitive
state is not that of our normal waking life for, although we retain all our
motor abilities, we are immobile, silent and in so far as we are attuned to only
those stimuli arising from the film performance we become oblivious to other
events around us, while the exigencies of reality, and the demand to test for
reality, are placed in abeyance.’

The mechanisms at play in Per Aspera ad Asfra resemble the
mechanisms involved in the process of dreaming as theorized by Sigmund
Freud. In the film, we encounter the work of displacement and condensation,
defined by Freud as key mechanisms of the dream-work, which processes
the events of waking life. Similar to the dream-work, Viktorov's film reflects
on the facts of Soviet reality but does so in an indirect, oneiric fashion.
Discussing the mechanisms of the dream-work in Per Aspera ad Astra, it is
important fo note that public debate on the key topic which Viktorov chooses
to address in the film—the issues of ecological pollution—was restricted
under Brezhnev (Josephson 2010: 223). In a way, the state's real-life repression
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and censorship finds an echo in the distorted dream landscape of the film
marked by displacement and condensation.

Figure 5. Nia in front of the
mirror. Still from Richard
Viktorov's Per Aspera ad
Astra (1980).

In The Inferprefation of Dreams, Freud defines displacement
as a psychic mechanism that replaces high-intensity dream-thoughts
existing in the unconscious with lower-intensity dream-contents, which,
in an individual dream, can take the form of an object that is associated
with a latent dream-thought. Freud (2010: 324—5) explains, ‘The consequence
of the displacement is that the dream-content no longer resembles the core
of the dream-thoughts and that the dream gives no more than a distortion
of the dream-wish which exists in the unconscious.’ In turn, the mechanism
of condensation is described by Freud (2010: 296) as a ‘compression’
of complex dream-thoughts info laconic dream-content, which provides an
opportunity for a multilayered reading of the dream imagery.

In Per Aspera ad Astra's dream landscape, displacement functions
doubly: on the one hand, the contradictions of the Soviet project embodied
in the figure of the New Man are displaced on alien woman Nia; on the
other, the ecological problems in the USSR are projected onto Dessa, which is
eventually 'saved’ by the messianic Soviets. In turn, condensation complicates
the representations of both Nia and Dessa, combining in each of them
a number of reflexive possibilities, some of which will be addressed below.

In the film, the dream-work mechanisms operate in conjunction
with allusions to mirroring and the Bakhtinian carnival, which point to the
main ‘actors’ of the film's dream-thoughts. Analyzing the film's displacement
and condensation will help us better understand its presentation of Earth
as a rationalized sanctuary and explore its connection to the Soviet cult
of mobility, central to the plot of Per Aspera ad Astra.

Mirroring emerges early on in the film: in a key scene, which
occurs on Earth, Nia is shown sitting in front of a mirror, experimenting with
several wigs. The extraterrestrial is shot in a medium close-up, allowing for
a better view of her face—in the scene, Nia seems to be enjoying her play,
which involves a degree of meditative contemplation (Figure 5). Echoing the
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notion of the Lacanian mirror stage, the episode emphasizes identificatory
aspects of the mirror: trying on different wigs, Nia ‘tries on' human identity,
hiding her most distinct alien trait—her unusual hair—under the wigs. Nia's
natural hair in the film points at her identity as an alien and also racialized
subject. In her discussion of creating Nia's looks for Per Aspera ad Astra,
the film's designer mentioned that the inspiration for the alien's hair was
the hair of African people, except the color of her hair was made white
(Viktorov 2019). By covering her natural hair in the scene, Nia pretends to be
a Soviet (white) human. The scene evokes the notion of colonial mimicry,
which, according to Homi Bhabha (1984: 126), constitutes a form of 'visualized
power,” marred by a considerable degree of ambiguity due to the fact that the
colonized subject, who mimics their colonizer, can never achieve complete
resemblance—they are always ‘almost the same but not quite.’ Similarly, in the
scene, Nia wears the last wig upside down, which reveals her ‘otherness.’ The
scene is preceded by a concerted effort of the Soviets who surround Nia
on Earth, including Sergei, his family and Nadezhda, fo persuade the alien
to adopt a more 'human’ identity, both in terms of appearance and morals.
The scene highlights the effort's success, posing Nia as a mirror reflection
of her Soviet saviors, whom she will eventually come fo emulate fully.

Apart from alluding to the completion of the work of ‘taming’ and
rationalizing Nia's nature, the episode points to the affinities between Nia
and the New Man signaling the work of displacement and condensation.
Here, Nia embodies unspoken wishes regarding the Soviet regime and its
Man. Her characterization as a cyborg whose brain can be manipulated
from the outside reveals the sense of increasing fatigue from ideological
brainwashing by means of state media that marked the Brezhnev eral®
The suffering Nia experiences when external commands enter her ‘control
center' condemns any form of mind control as an absolute evil, commenting,
in a rather subversive manner, on the factics of the communist regime.
Nia's cyborg nature, combining the traits of the machine and the biological
organism, shines the spotlight on another cyborg—the New Soviet Man—as
a rhetorical construct that reflects the Soviet state's fascination with human-
machine assemblage. His fantastical nature is amplified next fo Nia as his
dialogic counterpart.

The mirror scene, marked by Nia's experimentation with identity,
alludes to another theme in the oneiric logic of the film—the theme
of the Bakhtinian carnival. In his analysis of medieval and early Renaissance
societies, Mikhail Bakhtin (1984) formulated his theory of folk carnival culture,
which, according to him, coexisted with the ‘official’ culture of the feudal
elites and the Church. Unlike the official culture, whose narratives and
rituals were emphatically 'serious,’ the carnival one thrived in an atmosphere
of ‘folk humor,” which mocked official discourses, creating a ‘second world’
outside officialdom. This world was characterized by the egalitarian spirit
and utopian unity of all people experienced during carnival festivities; such
human relations were unconceivable in the ‘first world’ of normal life marked
by social hierarchy. The main tropes of carnival culture consisted in the
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material body principle, emphasizing various bodily functions pertaining
to human existence; grotesque debasement of the elevated discourses
of the Church and the state; and a sense of ambivalence, which reflected
the ambivalence of life's consisting of both dying and procreating, the old
and the new, efc. In his theorization, Bakhtin shows that folk humor predated
the Middle Ages and constitutes a more or less permanent feature of human
culture. | will use this insight in my analysis of the carnivalesque aspects of Per
Aspera ad Astra.

In his discussion of the carnival, Bakhtin pays special attention
to the metaphor of the mask. According to Bakhtin, masks worn during
carnivals led participants to question their sense of stable identity, ‘conformity
to oneself,’ and emphasized the transience of all hierarchies. The motif of the
mask is significant in Per ad Asfra as well: while in the mirror scene, masking
is only alluded to through mimicry, it is more overt in the portrayal of Dessa,
which, in the film, appears as a ‘masked’ Earth. When the Soviet scientists
and Nia arrive on Dessa to help clean the planet from pollution, they are
greeted by a peculiar delegation of the planet's residents wearing gas masks
and protective suits (Figure 6). The delegation welcomes the Soviets with
loud music streaming out of old-fashioned gramophones, which contrast
with the futuristic ambiance of the landscape, populated by buildings made
of concrete. The grotesque underpinnings of the scene are emphasized by the
character of the music used for the welcome ceremony—a cacophonic jazz
tune—which seems fo be inappropriate for the occasion. One of the Soviets
amply characterizes the ceremony as a masquerade, to which Nia responds
that it is impossible to breathe Dessa’s air without a gas mask. As the film
progresses, we learn that many residents of the planet have to wear face
masks in public to conceal their features deformed by the bad environment.
The theme of the grotesque masquerade signals a carnivalesque aesthetic,
presenting Dessa as a Bakhtinian 'second world’ mocking the ‘first world’
of Earth.

Figure 6. Welcome scene
featuring representatives
of Dessa in gas masks. Still
from Richard Viktorov's Per
Aspera ad Astra (1980).
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In their discussion of Soviet culture after Stalinism, Petr Vail and
Aleksandr Genis (2013: 81—5) point at its distinct carnivalesque tonality.
According to them, the preceding political epochs produced a sense
of fatigue from the elevated 'spirituality’ of the communist discourse, and
citizens switched their attention to more mundane matters. This explains
the period's interest in the writings of Ernest Hemingway, which celebrated
the simple things in life: eating, drinking, fishing, making love. The authors
explain, ‘The Soviet person lived among ideas, not things, for too long [...].
With Hemingway, Russia gained the concreteness of being. The quarrel
between the soul and the body was resolved in favor of the body. The fop
and the bottom traded places.’ In their account of the Thaw, Vail and Genis
name this materialistic turn ‘the revolution of the 1960s’; indeed, the period
was marked by the emergence of Soviet consumer culture, which reached its
peak in late Stagnation, when Per Aspera ad Astfra hit the screens.

Viktorov's film endorses the era’'s materialism wholeheartedly:
the earthlings are shown wearing the period's hottest fashions, including
turtleneck sweaters and bell-bottom jeans. Earth is shown through the prism
of consumerism and material abundance—for example, Sergei's house is
full of cozy home décor and boasts a private tennis court; his family owns
a domestic robot, Glasha, who deals with house chores. The ecological costs
of consumerism and abundance are never clearly stated when it comes
to Earth; however, on Dessa, they cause the full-fledged ecological turmoil
that is only contained by the communist saviors. The ecological disaster
on Dessa is presented as a result of the capitalist activities of Turanchoks;
when Dessa gets rid of the capitalist and receives the injection of communist
rationality, it regains the clean environment forfeited under the wrong
political system. The director's version of Per Aspera ad Asfra included a final
title claiming that all scenes depicting polluted Dessa were shot on Earth, but
Soviet censors edited it out. In reality, many scenes depicting the planet were
shot even closer to 'home'—in Soviet Tajikistan. Even without the title, the
interplay of mirroring and masking reveals the film's intention of addressing
ecological issues existing in the Soviet Union by attributing these issues
to a distant fantastical land.

The subversive, carnivalesque quality of this critique is emphasized
by the writers' intertwining of the discourse of base bodily functions with the
discussion of Communism as a political system that is eventually emulated on
Dessa. The spaceship Asfra that the Soviets dispatch to Dessa is described
in the film as a septic vacuum spaceship (korabl-assenizator) dealing with
biological waste. In his discussion of the film, Richard Viktorov mentions that
the figure of a septic tank pumper was central to the initial concept of Per
Aspera ad Astra: 'When me and Igor’ [Igor’ Mozheiko is the real name of the
film's scriptwriter Kir Bulychev] initially decided to write a sci-fi script, our
fopic was “septic tank pumpers of the universe." We were going to create
a story about a young man who works on a spaceship that cleans out
shitholes’ (Viktorov 2019).

By including the sewage motif, the writers create a humorous
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effect that challenges the ‘spiritual’ aspects of Per Aspera ad Astra asserting
the redeeming role of Communism in the universe. In essence, Soviet
achievements in space are debased and resignified in this inversion. The
bodily functions motif points to the subversive, carnivalesque qualities of Per
Aspera ad Asfra, which paradoxically combine with the propagandist pathos
of the film repeating tropes of Stalinist cinema (most notably, the passing
of the baton from the older generation of communists to the younger
one—from Nadezhda, who dies on Dessa, to Nia). This corresponds with
the understanding of Bakhtinian carnival as a way to reassert the ‘official
values after a brief hiatus of holiday chaos. Overall, the presentation of Earth
as a utopian sanctuary for Nia is significantly marred in the film by the
carnivalesque ambiguity and humor, which is displaced onto the alien planet
due to the fact that the direct and honest discussion of Soviet environmental
policy was not yet a reality in the USSR. The science fiction alibi of the film
allowed for a discussion of acute ecological concerns through indirection.

1. The contemporary discourse and praxis of sanctuary, which contests the
idea of national borders and focuses on the protection of displaced
people from state violence and deportation, draws on the historic
tradition of sanctuary that existed in the Christian church, which had
the right to provide asylum to vulnerable individuals. According to Philip
Marfleet (2011), the religious roots of sanctuary predate Christianity: he
begins his historic account of sanctuary citing ancient Jewish scripts that
mention six cities of refuge in the region of the Jordan River, where
fugitives, including those who committed unintended manslaughter,
could find protection. Ancient Greek city-states and the Roman Empire
practiced sanctuary as well: for example, Greek poleis’ sacred sites
and temples provided shelter to various fugitives, including alleged
offenders, social outcasts, runaway slaves, and citizens of other states
(Marfleet 2011: 443). In European modernity, the right of sanctuary was
gradually transferred from Christian churches to nation states, resulting
in the symbolic sacralization of the state and its territory. The reanimation
of the ancient understanding of sanctuary occurred in the twentieth
century in response fo multiple immigration crises. The 1980s Sanctuary
Movement in the US, which started as an evangelical initiative to save
Central American refugees from deportation, soon turned into an
effort to protect undocumented people within secular ‘'sanctuary cities’
nationwide. Tapping into the biblical notion of ‘sanctuary,’ the movement
created momentum for alternative justice, which was perceived as
a threat fo the existing policies “concerning refugees, information
evaluation, and democratic participation,” leading to the movement's
legal prosecution (Pirie 1990: 416). The current contours of the Movement
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are more internationalist: one of the Movement's slogans is ‘sanctuary
everywhere," which asserts the global principle of universal human rights
beyond national borders. The Movement envisions the globe as a unified
and just world, which responds to the view of Earth in the twentieth
century as a supranational entity, where humanity experiences a new
sense of kinship. In Per Aspera ad Asfra, we encounter this imaginary
of the globe as well. In the film, Earth is also presented as a political
and ecological sanctuary for the extraterrestrial female protagonist,
which engages the religious and messianic underpinnings of sanctuary
discourse.

Apollo 8 astronaut Jim Lovell made the comparison of Earth with an oasis
after orbiting the Moon in December 1968: ‘The vast loneliness up here of
the Moon is awe inspiring, and it makes you realize just what you have back
there on Earth. The Earth from here is a grand oasis to the big vastness
of space’ (Carlowicz n.d. a). Following the Moon landing in July 1969, Neil
Armstrong compared Earth with a 'tiny pea’: ‘It suddenly struck me that that
tiny pea, pretty and blue, was the Earth. | put up my thumb and shut one
eye, and my thumb blotted out the planet Earth’ (Carlowicz n.d. b).

For example, describing the participation of the Kwakwaka'wakw tribe in
the Chicago's World's Fair in 1893, Paige Raibmon (2000) shows that the
tribe's rituals were perceived as ‘brutal’ and ‘violent." At the same time,
Kwakwaka'wakw performances at the Fair enjoyed significant popularity
and were described in the US press in minute detail.

Discussing the formation of planetary consciousness in European
modernity, Mary Louise Pratt stresses the role of science in the formation
of 'European planetary subject’ as an imperial construct. According
to Pratt (30), this subject was male, secular and familiar with print
culture. Pratt shows that before the eighteenth century, Europe’s global
consciousness was largely a product of colonial circumnavigation and
coastal mapping. In the second half of the century, however, the sense of
planetary unity was fortified by the agenda of male natural science with
its large classificatory projects carried out globally, including in colonized
territories. In her study, Pratt stresses the role of international scientific
expeditions as instruments of colonial inquiry and expansion and shows
that the ‘imperial eye' of science determined the perception of Earth as
an ordered natural unity. As Pratt's work would predict, in Per Aspera ad
Astra, Richard Viktorov presents science as a masculine force. As the film
progresses, we learn that Nadezhda, the only female scientist that we
encounter in the film, chose science over the traditional feminine roles
of wife and mother. In the context of the conservative gender politics
of the film, this disqualifies her as a woman, so she fits in the male
collective of the scientists unproblematically. In this regard, Nadezhda
and other scientists function in the scene in orbit as the bearers of male
imperial gaze which embraces the globe as a utopian unity.

In his book Colonialism and the Emergence of Science Fiction, John
Rieder (2008: 34—60) discusses the main tropes of early science fiction,
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including the intersecting motifs of the lost race and of interracial
romance, as expressions of a 'fantasy of appropriation’ rooted in the
experiences of European colonialism. In the contfext of cosmic science-
fiction films and cinema, the colonial narratives are displaced onto outer
space. In this regard, the theme of interracial romance transforms info
the story of romance between a human man and an alien woman, a
popular cliché of the genre. In Per Aspera ad Asfra, this motfif is present
as well, when Nia and Sergei's son Stepan fall in love with each other
during Nia's time on Earth.

According to McQuillen and Vaingurt (30), the notion of the New Soviet
Man as a cyborg was promoted in Soviet production novels such as

Nikolai Ostrovsky's How the Steel Was Tempered [Kak zakalialas’ stal’

1936], where the protagonist overcomes his bodily limits by means of
sheer willpower. This discourse often presented the New Man through
the metaphors of progress and industrial production, signaling cyborg
imaginaries of the merging of the human and the machine. In current
posthumanism discourse, cyborg is used as a metaphor for the
contemporary blurring of the boundaries between humans, animals, and
machines (Haraway 2016: 15).

For more of the masculinist ethos of the mythology of the New Man, see
Borenstein (2000).

The trope of ‘'mentor’ and ‘disciple’ constituted one of the conventions
of the revolutionary discourse in Russo-Soviet culture. The dyad was
included in many literary and cinematic creations dealing with the
theme of the re-education of the good, but ‘elemental’ protagonist into
the ‘conscious’ communist leader—the New Soviet Man. According to
Katerina Clark, this convention was sometimes accompanied by the
narrative of the mentor's death, signifying the ‘passing of the baton’
from the older generation of communists to the younger one (1985). The
narrative of death is present in Per Aspera ad Asfra as well. In the film,
Soviet scientist Nadezhda poses as a communist mentor for Nia, first,
on Earth, and later—on planet Dessa. Nadezhda feaches Nia the basics
of human morals and instructs her in communist rationality. On Dessa,
the scientist tragically dies at the hands of Nia's enemies. This moment
signifies the passing of the baton from Nadezhda to her disciple and
means that Nia is ready to become a communist leader. Despite her
feelings for Stepan, Nia stays on Dessa and helps to build the new,
rational society on her planet.

Analyzing ghost-written biographies of Soviet cosmonauts, who were
hailed by the official discourse as living New Men, Slava Gerovitch (2015:
13) shows that the biographies exhibited stark similarities, constituting a
form of a unified hagiographical canon.

In his account of the cultural trends in the late Soviet Union, Alexei
Yurchak (2005) points at the increasing ritualization of Soviet discourses
and practices, which lost their mobilizing potential and turned into a
congealed, ‘'empty’ form, open for reinterpretation.
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