Amutpuid A.Ilpuros—
MaHUMNYJIATOP TEKCTAMU

T'TOHTEP XUPT, CAIIA BOHITEPC

A 4T0 MbI OcTaBisseM cebe? A cebe MBI
OCTaBJisieM MPaBO HAa3HAYATD!
[.A. IIpuros. «Yacsl u rpagycel», 1997

AmuTpuid AnekcanzipoBrd [1puros npuHaAIeKuT K
ITOKOJIEHUIO PYCCKOM XYZI0’KeCTBEHHOW VHTEJJIUTeH-
IIUM, KOTOpas B Ha4aJle CeMUZECATBIX TO/I0B BbIPBA-
JIach U3 3aMKHYTOTO MUpa HeopUIUATIbHON KyJIbTyphbI
B OKPYKAIOIMINNA UI€0OTMYeCKUM KOCMOC U TIPUHA-
JIach U3y9aTh CUMBOJIBI, MUQbI M PUTYaJIbl COBETCKOU
MaccoBO# KynbTyphl. IIIKos1a MOCKOBCKOTO KOHIIEII-
Tyaau3Ma CBOe! «CeMUOTUKON U3HYTPU» OTKphLIA
HOBYIO CTa/IAI0 CAMOIIO3HAHUSA COBETCKOU KYJIbTYDHI,
MOCTIDKEHUS ee UMMaHeHTHBIX I3bIKOBBIX OCHOBA-
uuii. TTogo6Hast MO3UIUA 03HAYAJIA [IOHYIO CMEHY
OpHEHTAINH COBETCKOM XYZ0XeCTBeHHOU NHTeJIIN~
TeHIL1H, TPUBBIKIIEH /10 TOTO IPUOEraTb K MOpasib-
HbIM, TIOJIMTUYEeCKAM, IICUXOJIOTUIECKAM Y PeTUr03-
HbIM aprymeHTaM. CaMomo3HaHue KOHIeNTyalbHbIX
Xy OXXHUKOB-UCCIeI0BaTe e KacaloCh U UX CAMUX,
WX COOCTBEHHOIO A3bIKA, COOCTBEHHOM MO3UIUH,
coBCTBEHHOTO CTaTyca B KYJABTYPHOH MepapXuu.
XapaxTepHbIM /111 KOHLIENITYyaJIbHOU TBOPYECKON
MaHepbI ObIIO MOCTOSIHHOE MepLarollee KoebaHve
MEeXy 3IMTaPHOM CaMOM30JIANNeN U UPOHUYECKUM
cMupeHueM repudepruitHoON Xy105KeCTBeHHOM KyJib-
Typbl nepes; abCOMOTHBIM NPUTA3AHUEM KYJIBTYPHOTO
LeHTpa.

ITpuros, caMO3BaHHBIN «I103T 3/IpaBOTO CMbICIA»,
IIpeBpaTHJI CBOIO KBapTHUPY B Besnseso, T.e. MOCKOB-
CKYIO «OKpauHy», MApTUHAJINIO, B MECTO BCTPEYH
1103Ta CO «CBOVM HAPO/IOM», B IPOCTPAHCTBO Tiepe-
Ce4yeHus ToJI0COB, UAYIIVX CBepXy U CHU3Y, CJleBa U
crpasa, ¢ Bocroka u ¢ 3anaga. Huskasa u 3aMbI3ras-
Has ObITOBAs peyb U TPAAUIIYS BHICOKOTO MTO3THYe-
CKOTO CTUJISA, U/I€0JIOTHYECKUe XaPrOHbl TOTAJIUTAP-
HOU Y MOCTTOTAJIUTAPHOU 3II0XU, PEJIUTHO3HbIE U
dunocodckue UCKypPChI a3UaTCKOTO M eBPONEHCKOTro
IIPOMCXOXK/IEHNS CTYINAJINCh 37eCh B JIeTY4YHe CMe-

CH. ABTOP IpeBpaIliaica B MEPLAILEro MeinyMa,
TOTOBOTO TIONlePEMEHHO MTPeJICTaBIATh BCe 3T I0J10Ca
U CTHJIN.

ENWHCTBEHHO, CMOT 51 CTaTh MM CaMUM |3/IpaBbIM
CMBICJIOM| M TIPeJJOCTaBUTh CBOIO XKUJIIIOIA/b
JLIS CXOZIKY BCEX 3TUX MPOTHBOGOPCTBYHOIIMX,
COCe/ICTBYIOLIUX MU COKUTEIbCTBYIOWIUX U/lei,
A3BIKOB, CTUJINCTHK, HE IPOYUTHIBASICH CAM KaK
rosioc. Ho cronb 3auHTEpecoBaHHO Moe (TO
eCTb—ero, 3ApaBoro CMbICJIA) TPUCYLIIUBaHHE
KO BCEMY IPOUCXO/IAEMY Y HEro Ha JIOMY, CTOJIb
OHO UHTeHCUBHO, YTO BO3HUKAeT Ha 3TOM Orpa-
HUYeHHOM NTPOCTPAHCTBE PO CUJIOBOro Mo (zia
IPOCTUTCS MHe, HeCBe/[yIlieMy B HayKe 1 TeXHUKe
HAIUUX JHEH, CTOJIb BOJbHOE MeTadoprdecKoe

Dmitri A. Prigov:
Textual Manipulator
GUNTER HIRT & SASCHA WONDERS

And what do we leave ourselves? We
leave ourselves the right to nominate!
D.A. Prigov, Hours and Degrees (1997)

Dmitri Alexandrovich Prigov belonged to the
generation of the Russian artistic intelligen-
tsia that, in the early seventies, escaped
from the insular world of unofficial culture
into the wider ideological cosmos and set
about studying the symbols, myths, and ritu-
als of Soviet mass culture. Via its «embed-
ded semiotics» the Moscow conceptualist
school opened a new stage in the self-
knowledge of Soviet culture—the discovery
of its immanent linguistic foundations. This
position marked a total attitudinal shift on
the part of the Soviet artistic intelligentsia,
which had been accustomed to resort-

ing to moral, political, psychological, and
religious arguments. The self-knowledge of
the conceptual artist-researchers applied
to themselves as well—to their language,
their own position, their own status in

the cultural hierarchy. Peripheral artistic
culture’s constant vacillation between elitist
self-isolation and ironic humility vis-a-vis
the absolute claims of the cultural center
was typical for the conceptualist creative
approach.

A self-declared «poet of common sense,»
Prigov turned his apartment in Belyaevo
(that is, the outskirts of Moscow, the mar-
gins) into the meeting place of the poet with
«his people,» into a space where voices from
above and below, from left and right, from
east and west intersected. The low, soiled
speech of everyday life and the tradition of
the high poetic style, the ideological jargons
of the totalitarian and post-totalitarian
periods, religious and philosophical dis-
courses of Asian and European provenance
«condensed» here into volatile mixtures. The
author became a glimmering medium ready
to represent all these voices and styles in
turn.

The least that | was able to do was to be-
come [common sense] itself and let my
dwelling space be used for the gathering
of all these conflicting, neighboring or
convivial ideas, languages, and styles,
without myself being interpreted as a
voice. But so partial is my (that is, its,
common sense’s) listening to everything
happening in its home, so intensive is

it, that in this limited space a kind of
force field arises. (I am unversed in the
science and technology of our day, so
forgive me this free metaphoric compari-
son.) The lines of this field distort all the
ideas, styles, and languages, and all that
is unconstructive in them bounces off,
hovering in the air in the form of restless
bits and chunks.

Or rather (if we keep to this sort of com-
parison), a kind of wind tunnel emerges
in which all that is poorly adapted flies off
and the structure is laid bare.
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ynono6JieHre), YT0 UCKPUBAAIOTCA [0 JIMHUSM
3TOTO TMOJIA BCe UJeH, CTUIN U A3BIKH, U BCe He-
KOHCTPYKTMBHOE B HUX—OTJIETAET, IIAPUT HENPU-
KassHHBIMK KyCOYKaM# U 00JI0MKaMu.

Bepnee (eciiu yx cJiejoBaTh HOZOOHBIM YIIOZO-
61eHKMAM), BO3HUKAET HeKast a3pofrHaMUIecKast
Tpy6a, B KOTOPO# Bce HeaAHO HPUCTIOCOOIeHHOe
otneraer, u obHaxaercs KoHcTpykiuaA (IIpenyse-
nomienue k cOopuuky «Ha ypoBHe 30paBoro
cMbicna», 1982).

[TpwroB mucan He KaK CaTHPUK, B3UPAIOIIMI Ha OMHK-
ChIBa€MOE CO CTOPOHBI, € 3apaHee 3alaHHOM JuCTaH-
1. Kak moaT v Xy/J0’KHUK OH NOAYNHAJICA MEXaHU3-
MaM CBO€# KyJIbTYpbi, IPeBPATUB TaKyI0 yCTAHOBKY B
MeTof. OH <IIPOM3BOAKI> CTUXH «COTJIACHO IIaHy»,
cepuiino. TlogobHas yrpupoBaHHo apPupmMaTUBHASA
caMOCTHJIM3aLUs 03Ha4alia IPoIaHue C 3IUTaPHbIM
06pa3oM XyIOKHUKA-OTINeIbHUKA, TeHNs, GOTeMHO-
ro M3r0s1, aBaHIAPJHCTa, PeBOTIOLMOHEDA, YIUTEIA
KU3HH, 3CTETCTBYIOMEro cobupartess 6abodex.
TsopuectBo [Ipurosa pasBepTLIBAETCA B rajiepero
pa3IMYHBIX lepeBoIIomeHuid. JINLo 1 Macka, uc-
KPEHHOCTh ¥ IPUTBOPCTBO, IPOHUKHOBEHHOE OTO-
IEeCTBJIeHUE U UPOHNYHO-aHAIUTHYIeCKas JUCTaH-
1M1 Hepas/esbHO IeperieTeHbl. Manepa IIpurosa
He CBOJUTCS K XOJIOMHOM UTpPe C I3bIKOBBIMHU CTEPEO-
THIIAMH, TOUYHO TaK Xe, KaK ¥ IUYHOCTD €ro He Teps-
eTcst 3a MecTPoit 060I0UKON A3BIKOBBIX MIMUTALIH.
YcBOeHMe 9yKUX TOTI0COB—He HeMTpajbHbIA [TPO-
1lecc, OHO OT3bIBAETCS PeIOMJIEHHBIM, UCKaKEHHBIM
710 Hey3HaBaeMOCTH, TIPEPLIBUCTBIM 5XOM JIMYHOTO
roji0ca, KOTOPHIH TOJIBKO TAKUM 06pa3oM MOXeET 10-
OUTLCA Pe30HAHCA. DTO OTHOCUTCSA U K IATETUYECKUM
¢dopmynam B cTuxoTBopeHusx Ilpurosa. CTuseBbie
3aMMCTBOBAHUS U3 TAKUX [TOITUIECKUX KAHPOB, KaK
07la ¥ 9JIeTH S, He IPOCTO ApOAUPYIOTCA, a BKJIIoYa-
I0TCS1 B KPyrOBOPOT COMMXeHui u yaaneHui. To xe
MOJKHO CKa3aTh 1 06 aBTOpCKOM dTeHMH IIpurosa.
T'onocosoii aprrctiam [Ipurosa-yrera cBo60zieH OT
CTPOTOTO CJIe/JOBaHMUsA BepCU(PUKALMOHHEIM CXeMaM,
Y TIPK 3TOM OH BCe Ke IIOCTOSHHO BO3BPALIaeTCs K
obpa3uaM yrnopsanodeHHON IOITUYECKOM Peun. DKC-
Ta3 ¥ MaCTEPCKHUH KOHTPOJIb CIUBAIOTCA IIPH 3TOM BO-
enHO. J1a ¥ TPOU3BO/ICTBO TEKCTOB «KOHBENEePHbIM»>
METO/IOM —OTHIOZIb He TOJIbKO NTapOAUIHAs UMUTALIHS
IIPOU3BO/ICTBEHHBIX MEXaHU3MOB 00IeCTBa. DTO
CeMHOTHYeCKas CTpaTerua BbDKUBAHUA, CTPEMIIEHHE
3aII0JIHUTD MPOMACTh MeTapU3UIeCKON MyCTOTHI BCe
HOBBIMH MaCCaMU TeKCTOB.

Tekcr u Gymara

CBOMM IepeNnpOU3BOACTBOM TEKCTOB, KOTOPhIE OH
IIPOU3BO/IVI 110 ILJIaHY, cepuiiHo, IIpuros pearupo-
BaJI Ha IIPUCYILIUH PyCCKOH KyIbType MU TeKCTa,
TOYHee roBops, Ha CTAHOBALIMICS Bce osee 04eBUA-
HBIM pacraj 3Toro Muda B IOCIeIHUE JeCATUIeTHS
COBeTCKOM noxu. [1McbMeHHBIN TeKCT BILIOTH ZI0
5M0XU MOZiepHH3Ma 06J1az1as B PoCCHM UCKIIIOYNTE b=
HbIM KYJIBTYPHBIM CTaTyCOM. B ceKy/IsIpr30BaHHON
dopMe MPOAOIDKAHN KUTh PEIMKThI CAKPAJIbHOTO
[IOHMMaHUS MCaHUA. DTO IIPE/ICTaBJIeHNEe BKIIO-

Prigov did not write as a satirist who gazes
at what he describes from a pre-established
distance. As a poet and artist, he submit-
ted to the mechanisms of his native culture
and transformed this stance into a method.
He «produced» poems «according to plan,»
serially. This exaggeratedly affirmative
self-stylization meant parting ways with the
elitist image of the artist as recluse, genius,
bohemian outcast, avante-gardist, revolu-
tionary, teacher of life, butterfly collector-
aesthete.

Prigov's work unfolds as a gallery of the
most varied reincarnations. Face and mask,
sincerity and sham, inspired identification
and ironical-analytical distancing are inex-
tricably interwoven. Prigov's manner cannot
be reduced to a cool play with linguistic
stereotypes, just as his personality does not
disappear behind the variegated shell of lin-
guistic imitations. The appropriation of other
voices is not a neutral process. It returns as
a refracted, maximally distorted, intermit-
tent echo of the poet’s own voice, which

is able to achieve resonance only in this
way. This applies as well to the bombastic
formulations in Prigov’'s poems. The stylistic
borrowings from such poetic genres as the
ode and the elegy are not simply parodied;
they are inserted into the whirlwind of
approaches and distancings. The vocal
artistry of Prigov the reader was free from a
strict obedience to versificational schema,
although he constantly returned to models
of ordered poetic speech. Ecstasy and mas-
terly control, moreover, merged into one.
And the «conveyor belt» method of produc-
ing texts was far from being a mere parody
of society’s production mechanisms. It was
a semiotic survival strategy, the desire to

fill the metaphysical abyss with ever-new
masses of texts.

Text and Paper

Through the overproduction of texts, which
he produced according to plan, serially,
Prigov reacted to the inherently Russian
cultural myth of the text—or rather, to the
collapse of this myth, which became ever
more apparent during the final decade of
the Soviet era. Until the age of modernism,
the written text had possessed an exclu-
sive cultural status in Russia. Relics of the
sacral understanding of writing continued
to survive in secularized form. This concep-
tion also included a strict cultural hierarchy,
whose apex was formed by the canon of
revelatory texts, whether religious, literary
or political-ideological. In Stalinist culture
this model was reduced to farce through
the fetishization of the writings of political
leaders and the cult of literary classics.
Aside from this, censorship—borrowed
from Tsarist times and made absurdly
harsh—made possible the emergence of a
phantasmic discourse regulated by a strict
system of exclusion and inclusion. However,
the myth of the canonical text ceased to
function precisely during the Soviet era. This
can be explained as an effect of semiotic
inflation. The overproduction of texts and
their transformation into the flood of the
mass media contradicted the principle of
the exclusive, canonical text. It suffices to
recall the ubiquity of imperative and official
discursive forms in everyday Soviet life,

all the slogans and instructions that had
long ago forfeited their effective authority.




Jajio B cebs U CTPOTYIO KYIbTYPHYIO HEPAPXHIO,
BepIUIMHY KOTOPOU COCTABJIA/ KAHOH ABJAIONINX
WCTUHY TeKCTOB— PeJUTH03HOr0, IUTepaTypPHOTO UM
MOJIUTUKO-UJe0I0OTMYeCcKOro Xapakrepa. B cranu-
HUCTCKOWM KyJIbType 3Ta MOJIeNb Oblia I0BefieHa JI0
dapca dperummszanyveit counHeHUH NOIUTHUECKUX
BOX/IeH M KyJIbTOM JIUTepaTypHbIX 1iefieBpoB. Kpome
TOT0, 3aMMCTBOBaHHAA U3 LLAPCKUX BPEMEH U yXe-
CTOYEHHAst 10 KPalHOCTH LieH3ypa criocoO6CcTBOBAA
BO3HUKHOBeHHO GaHTa3Ma peryaupyeMoro auc-
Kypca, IOAYMHEHHOTO CTPOTOM CHCTeMe UCKITIOYeHU S
U BKJIToueHNs. OZHAKO KaK pa3 B COBETCKYIO AIOXY
MU KaHOHUYECKOTO TeKCTa IlepecTas eliCTBOBaTh.
DTO MOKHO 0OBACHUTD 3QPEKTOM CEMUOTUIECKOH
uHGIANNH. I1epenpon3BOACTBO TEKCTOB U TIpeBpa-
IeHre UX B MaccoBbil ToTok CMH npotuBopednnn
IPHUHIMITY SKCKJIO3MBHOTO M KAHOHMYECKOTO TeKCTa.
J10CTaTOYHO HAMOMHUTE O Be3/IeCYIHOCTH UMIIepa-
THUBHBIX U OQUIMO3HBIX GOPM S3bIKA B COBETCKOM
IIOBCETHEBHOCTH, BCAYECKUX JIO3YHTaX U UHCTPYK-
[IMAX, IaBHO YTPATUBIIMX peajibHO el CTBYIOIMIA
aBropuTer. LleH3ypa B 3TO¥ cuTyanuu OblIa He
TOJBKO CPeJCTBOM NOJABJIEHHS OTKIOHAIOMIErocs OT
HOpPMBI cy10Ba. OT/1ensis TOIHbIe TEKCTHI OT HETOAHBIX,
OHa OblsIa B TO e BpeMs U MOTBITKON UCKYCCTBEHHO
IPOAJIUTH CTABIIMN aHAXPOHU3MOM IPUHIUI KaHOHA.
OTpe3aHHbIH OT OdUNHATBHBIX COBETCKUX KaHAJIOB
nyOJIMKaIUY ¥ MOHOIIOIM3UPOBAHHBIX UMM [eYar-
HbIX U3AaHnii, [Imutpuil Anexkcanaposuy I1puros
IpeBpallaji CBOM PYKONHCHbIE U HalleyaTaHHbIe Ha
MallIHKe TeKCThI B Xy/I0’KeCTBeHHbIE 0ObeKThI. Y

€ro TeKCTOB ObUI THPaX, HCUMCIIABIIMNCA KOTHYe-
CTBOM MAIIMHONKCHBIX KOUH. OHU CyIlecTBOBAIH

B CAMH3/1aTe, 32 Ipe/ieslaMu COBETCKOH 1edaTy, KakK
CO3/l1aHHBble CAMUM aBTOPOM, HeHalledaTaHHble KHUT'H,
IpeBpalaBIiKe 3ampeT Ha [IPOM3BOCTBO B IPOU3-
BOZICTBEHHBIE YCJIOBHS. MHOKeCTBO pUPTOBLIX
apTedakTOB BO3HUKJIO B pe3yJbTaTe YTPUPOBAHHOM
UMUTAIUY OQUIHATBHOU oaurpaduu ¥ MaHUITY -
JAUMY ¢ ee rpadUKO. 37ech Ipex e BCero ciaeayer
YIOMSHYTb PabOTLI, Ha KOTOPBIX TEKCT HANUCAH T10-
BepX raszeTHbIX nojoc. B Hux Ilpuros marepuanusyer
BHUPTYaJIbHbIE «CBEPX-00Pa3bl» WK «CBEPX-CJIOBA»:
IIOKPBIBAs N0JIOCHl YepHOU KPacKoM, OH OCTaBJseT
HeTPOHYTOH 4acThb IJIOCKOCTH, CO3/1aBas CJIOBA, CJI0B-
HO BBICBEUEHHBIE U3HYTPH. TO, YTO BHENTHE MOKHO
6bL10 OBl CPABHUTH C TEXHUKON POTOHEraTHBA U C
TUNepTPOPUPOBAHHBIM IIEPEBEPHYTHIM COOTHOIIIE-
HHMEeM TEKCTa U IIyCTOH 4acTH JIUCTA, HA CAMOM Jieie
OCHOBA@HO Ha IaJIeKOM OT aKTa TeXHU4eCcKO penpo-
LYKIUY MeTo/ie rpaduyecKoil MeuTalum. DTY CBepX-
006pasbl, CEBAOMIATOHOBBI «UIEU» CAMbIX MPOdaH-
HBIX U3 BCeX MBICIUMBIX TEKCTOB, 'a3eTHBIX M10JIOC
«ITpaBapl», B XOZie ATIUTEIHHOTO NIPOIIECCa PYIHOTO
3aKpaIlUBaHUA NpeBpalaTcsa [IpUroBbIM B «sABjIe-
HHA>.

OtHomenue [Ipurosa K rpagudecKoit MaTepHU MO-
et OBITh MOHATO ABOSAKO. Kak Xy/ZI0XKHUK OH c03/1a-
BaJ KHUTH, 1 HA0OOPOT, KaK MO3T OH MpeBpamiai CBOU
KHWIY B XyZ0XeCTBeHHbIe 00beKThl. Hu nypucruye-
CKOe pasfieJieHre Pa3iMyYHbIX Xy[L0)KeCTBEHHBIX Cpef,
u306paxkeHNs ¥ TeKcTa (M COOTBETCTBYIOIIMX POJIOB
VICKYCCTBA), HH MHANGPEPEHTHOE «HAPYIIeHHe Ipa-

In this situation, censorship was not only a
means of suppressing the wayward word. By
separating acceptable texts from unaccept-
able ones, it was simultaneously an attempt
to artificially prolong the already-archaic
principle of the canon.

Barred from official Soviet publishing chan-
nels and the printed publications they mo-
nopolized, Dmitri Prigov turned his manu-
scripts and typewritten texts into art objects.
The print run of his texts was measured by
the number of carbon copies. They existed
beyond the bounds of Soviet publishing, as
samizdat. Unpublished books assembled by
the author himself, they turned the ban on
production into conditions of production.

A multitude of graphic artifacts arose as the
result of an exaggerated imitation of official
printing practices and a manipulation of the
graphic design of their products. Here we
should first of all mention works in which
the text is written over newspaper pages.

In these works Prigov materializes virtual
«Super-images» or «super-words»: covering
the pages in black paint, he leaves a portion
of the surface untouched, thus forming
words that are illuminated from within

as it were. Something that might superfi-
cially be compared with the photo negative
technique and the hypertrophied, reversed
proportion of text to blank page, is in fact
based on the method of graphical medita-
tion, which is distant from the act of techni-
cal reproduction. Through a long process

of hand-painting, Prigov transforms these
super-images—the pseudo-Platonic «ideas»
of the most profane of all imaginable texts,
the pages of the newspaper Pravda—into
«phenomena»

Prigov’s attitude to graphical material can
be understood in two ways. As an artist, he
produced books and, vice versa, as a poet
he turned his books into art objects. Neither
a purist separation of different artistic
environments, image and text (and the
corresponding genres of art) nor an indiffer-
ent «transgression of borders» was part of
Prigov’s aesthetic program. Rather, the very
border of these two environments, image
and text, was for him a genuine aesthetic
challenge:

That is, more simply, | mean that in the
historical course of events | found myself
in the position of a waorker, a laborer, so
to speak (if this sort of expression can be
used for such an ephemeral occupation
as the contemplation of the logoi of lan-
guage—I will explain later what | mean
by this) both in the literary realm and
that of visual art, on the border between
them (and, correspondingly, as opposed
to national borders, this border should
not be under lock and key, but easily and
thoroughly passable at any point; that is,
my work consists in increasing the pass-
ability of this border, but simultaneously

| have to take care that it is not wholly
eroded since then the tension of my ac-
tivity would dissipate). That is, even more
simply, it happened that | became a poet
and artist, and in my works | attempt

to unite these two realms. It cannot be
put more simply. And there is no pointin
doing so.

The handcraftedness of the samizdat books
of Prigov and other poets who recognized
the compulsory mediatic anachronism of
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HMI»> He ObUTK 3cTeTdecKoi nporpamMmoin Ipurosa.
CKopee cama rpaHuLa 9TUX ABYX CpeJi, n300paKeHus
¥ TeKCTa, ObLa I Hero MO/IMHHBIM 3CTeTUYeCKUM
BBI30BOM:

To ecTb, mpomie—s XO4y CKa3aTh, 4TO [0 MCTO-
pUYECKOMY CTeUeHHIO 0OCTOATENbCTB OUyTHIICS
51 paboTaOMUM, TPYAAMMMCS, TaK CKa3aTh (eC/IM
110100HOe BBIPaXKeHIe MOXKHO YIOTPeOUTD /sl
cTOJIb 3 eMepHOro 3aHATHS, KaK CO3eplaHue
JIOTOCOB $3bIKA— 1 IOTOM OOBSICHIO, UTO 51 UIMEIO
107l THM B BU/Y) KaK B 06J1aCTH CJIOBECHOTO, TaK
¥ BU3YaJIbHOTO MCKYCCTBA, HA TPaHULIe MEXY
HUMU (¥, COOTBETCTBEHHO, B OT/INYKE OT FPaHUL]
roCyZlapCTBEHHBIX, PAHMUIIA 3Ta AOJDKHA OBITh He
Ha 3aMKe, @ HACKBO3b, JIETKO U B JIIOOOM MecTe
IPOXO/IMA, TO eCTh MOSI pab0Ta 1 eCTh O IOBbI-
IIeHHIO TPOXOAUMOCTH 3TOW I'PaHULbI, HO B TO
e BpeMsi Ha/I0 CJIe/IUTh, YTOOBI OHA TTOJTHOCTBIO
¥ He CMBIBAJIACh, TaK KaK MCYe3HET OCHOBHOE
HanmpspKeHe Moel fieaTenbHOCTH). To ecTs, ewte
IpOIIle—TaK CJI0XKHUIO0Ch, 9TO A €CTh 03T U Xy-
JOHUK, 2 B pabOTaX CBOUX MBITAIOCh COJUHUTD
obe 3Tu chepsl. IIpomie yk cKa3aTb Hesb3d. [la u
He 32 4eM.

PyKko-71eIbHOCTD, PYKO-MeCJIEeHHOCTb CAMU3aTOB-
ckux kHur [Ipyurosa 1 Apyrux NO3TOB, CO3HABABIINX
BBIHY’K/IEHHBIN MeJUAHBIN aHAXPOHU3M CBOEH TeX-
HWKW MTMCbMa ¥ y6IMKayy 1 IpeBpallaBIIvX 3Ty
CUTYyaIUIO B COOCTBEHHYIO ACTETHUECKYIO CTPaTeruio,
TNPUBEJIN UX K PSY SKCIIEPUMEHTOB B 001aCTH BU3Y-
aNbHOM U KOHKPeTHOM 1033uu. VX mpsaMo-Taku ap-
XandHas TEXHIYECKass OCHOBA B KOHTEKCTe COBETCKOM
KyJIbTYpEL C ee aBTOPUTAPHBIM IOHUMAHUEM IHCAHO-
ro Tekcta nprobperana ocoboe 3HaUeHNe, TOCKOJb-
KY C CeMUOTUYECKON TOYKH 3PeHNA Peyb B JAHHOM
cJIy4ae Ijia O IeMOHCTPALK TeXHUYeCKON MaHUIIy-
JUPYeMOCTY TeKCTOB. Takoe MaHUIYAALKMOHUCTCKOE
OTHOIIEHKE K TeKCTY ¥ aBTOPOB-KOHLENTYalUCTOB
3aTparuBaeT He TOJIbKO A3BIKOBOE U3MepeHue, HO

1 QU3NYecKU-MaTepruanibHY CTOPOHY TEKCTOBOIO
apredakra, ero BU3yaJbHYIO CTPYKTYpy. DTO KacaeTcs
KaK IlepecTaHOBKY 3JIeMeHTOB TeKCTd Ha IIOBEPXHO-
CTH JIUCTA, TaK U AeGopMalliy caMOy 3TOM IIOBepX-
HOCTH 3a CUET CKJIaJIOK, CTUO0B, Pa3pbIBOB, pa3pe3oB
WJIH JKe CKPEIUIeHHUS TUCTOB GyMaru.

T[Tuniyinas MaiMHKA CTasa JIOOUMbIM HHCTPYMEHTOM
CO3/1aHuf BU3yaJdbHON X KOHKPETHOM I033UH B (a-
Muszare. Y IIpurosa 3Ta MaHepa O4eHb siCHO IIPOSBHU-
JIaCh B €70 «CTUXOrpaMMax». C IOMOIbIO NULIYIIen
MalllMHKY aBTOP CTAHOBHJICS CBOUM COOCTBEHHBIM
HaOOPIMKOM. MaIIMHOMMCHBIN MIPUPT IPU 3TOM —
y)Ke He TOJIbKO BO3MOXXHOCTD IleperneyaTky, pa3MHO-
XeHUd Tpex/ie HallMCAHHOIO TEKCTa B KJIaCCUYeCKOM
camusziaTe. MalmMHONKCHBIN WIPUQT IpeBpaniaeTcs B
IPOU3BOACTBEHHBIN HHCTPYMEHT 110331U. TeKCT BO3-
HUKAeT Ha MalllMHKe U € ee y4acTreM. ByKBbl, cioru
¥ CJIOBA YKJIAIbIBAIOTCST Ha IOBEPXHOCTU OyMaXHO-
ro yicta, o6pasys psaabl, NepecTaHOBKHU, TIOBTOPBI,
pocceinb win rpadudeckie Gurypbl. MHOTOMepHOe
pacnpesenenye rpadeM Ha INIOCKOCTH NPUBOAUT K
IPEO/I0JIEHHIO IMHEHOCTH O3TUYECKOH CTPOKH.

their compositional and publishing tech-
nigues and transformed this situation into
their personal aesthetic strategy led them
to a series of experiments in visual and con-
crete poetry. In the Soviet cultural context,
with its authoritarian understanding of the
written text, their flagrantly archaic techni-
cal basis acquired a particular meaning
because, from the semiotic point of view, it
involved a demonstration of the technical
manipulability of texts. For conceptualist
authors, this manipulative relationship to
the text affects not only the linguistic dimen-
sion, but also the physical and material
aspect of the textual artifact, its visual struc-
ture. This concerns both the transposition of
textual elements on the surface of the page
and the deformation of this same surface
through folding, bending, rupturing, cutting
or fastening pieces of paper.

The typewriter was the favorite instrument
for the production of samizdat visual and
concrete poetry. In Prigov's oeuvre, this
manner was quite clearly manifested in his
«versograms» Using a typewriter, the author
became his own typesetter. In this case, the
typeface is no longer just a means to reprint
or duplicate a previously written text, as in
classical samizdat. The typeface turns into
an instrument of poetic production. The text
emerges form the typewriter and with its
immediate participation. Letters, syllables,
and words are laid out on the surface of the
page, forming series, transpositions, repeti-
tions, scatterings or graphical figures. The
multidimensional distribution of graphemes
on the page’s surface helps to overcome
the poetic line's linearity.

Moreover, a critical thematization of the
idea and form of the book as the «corpus,»
the «corporeality,» of the text takes place.
Via uncoupling, via division into columns,
the firmly established order of pages in the
bound book loses its meaning; thanks to
layout, elements that lie beyond the book’s
binding or incisions, the book’s boundar-
ies are ludically surmounted. In his series
Windows, Prigov offers the reader manipu-
lable textual objects in which tiny paper
windows open to reveal another layer of text
beneath the first layer. Using inscriptions
and labels, he turns cans (the series Cans)
into poetic objects. It is not a Pop art effect
a la Warhol—the tautological reproduction
of the commodity—that occupies the fore-
ground in these cans, but the hypertrophied
reification of the text as «corpus,» as «body»
as the vehicle of meaning,.

We should avoid here one misunderstand-
ing that might arise in connection with the
concept of «wisual poetry» Its aesthetic func-
tion is ordinarily understood in such a way
that the visual perception of the word has
an independent value: it is not merely the
aesthetically irrelevant perceptual condition
of the reading of the word. Prigov, however,
was not concerned with the «letter as such»
as had been the case for exponents of the
classical avant-garde, who via the expres-
sive line of handwriting or demonstratively
crude, «primitive» engraving imparted to
each grapheme its own «texture» thus liber-
ating it from the pure functionality of a signi-
fier bereft of its own sensual qualities. In
Prigov's work, «visual» poetry is not so much
a demonstration of the visible presence and
the inherent graphical value of the discrete
word, letter or its lines, as much asitis a
visualization of the text’s coherence, as




Kpowme Toro, mporcxonuia KpUTHYECKasA TeMaTHh3a-
1ms npen u GOpMbl KHUTH KaK «KOPIyca», «TeJie-
CHOCTH» TeKcTa. [IyTem pacueneHus, pasjeneHus
Ha KOJIOHKH TBEPZIO YCTAHOBJIEHHAS TI0C/Ie/[0BATeNb-
HOCTb CTPaHMI] B eperyieTeHHOM KHUTe yTPauuBaeT
3Ha4yeHwue, 6arozaps packyiaJKaM, BEIXOAAIIMM 33
TpeZiesibl 06pe3a KHUTH 2JIeMeHTaM, WU BbIpe3aM
IIPOUCXO/IUT UTPOBOE MPeo/I0JIeH e IPAaHHUL] KHUTH.

B cBoeii cepun «OxHa» IIpuros npeaiaraet MaHumy-
JIMpyeMble TeKCTOBble OOBEKTHI, B KOTOPBIX B Ma-
JIEHbKUX OYMaXKHBIX OKOINKAX, eCJIM UX OTKPBITD, HOJ
TEKCTOM OTKPBIBaeTcs Apyroi. C MOMOIIbIO HAAIIICeH
¥ HaKJIeeK OH IpeBpallaeT KOHCePBHbIe OaHKU (cepus
«BaHKW») B TO3TUYECKUE 0OHEeKThI. B 3TUX OaHKax Ha
IIEPBOM IIJIaHe He [IOM-apTUCTCKUK, B iyxe YOpxoIa,
3¢ dexT TaBTONTOTHYECKON PEPOAYKLIUH TOBapa, a
BelllHasl runeprpodus TeKCTa KaK «KOPIyca», «Tenay,
KaK HOCHTeJIS CMBICIIA.

3nech cefiyeT peaynpenuTh OAHO HeZIOpa3yMeHNe,
KOTOpOe MOXeT BO3HUKHYTH B CBSI3U C TIOHATHEM
«BU3yaJlbHadA 1033usl>. Ee acreTndeckas yHKIms
OOBIKHOBEHHO IOHUMAETCs TAKUM 00pa3oM, 4To B
Hell 3pUTeNbHOE BOCIIPUATHE CJI0BAa OOpeTaeT caMo-
CTOATEJIbHYIO LIeHHOCTb, a He SABJSAETCS BCETO JIUIIh
3CTeTHYECKU PPeeBAHTHLIM MEPIENTUBHBIM yCJI0-
BHeM IpoyTeHus cinoBa. Ognako [Ipurosa unTepecyer
He «OyKBa KaK TaKOBasi», KaK 3T ObLIO C HPe/ICTaBK-
TeJISIMU KJIACCHIeCKOTO aBaHTap/ia, KOTOpbIe yepes
3KCIIPeCCUBHYIO JIMHUIO TI0UepKa Wiu depes3 1eMOH-
CTPATHBHO IPyOYI0 «IPUMUTHUBHYIO> TPABUPOBKY
TIpUZIaBaM OTAENbHOM rpademe cOBCTBEHHYIO «(aK-
Typy», 0CBOOOXas ee OT YUCTON PYHKIIMOHATBHOCTH
03Havamwliero 6e3 co6CTBEHHBIX YYBCTBEHHBIX Ka-
yecTB. Y IIpuroea «BusyanbHasg» M033Us HE CTOJIBKO
ZIeMOHCTPAIs 3pUMOT0 NPUCYTCTBUSA U rpadudecKoit
CaMOLIEHHOCTY OTZIeJILHOTO CJIOBA, OT/IeNTbHOU GYKBBI
WY ee JIMHUH, CKOJIbKO BU3Yaau3alus HapyIIeHi
CBA3HOCTY TEKCTa, CHMBOJMYECKH BOILIOAEMOU B
KOpIIyce KHUTHU U CTPOTO yIOPSA0YeHHOH TI0CIe/10-
BaTeJIbHOCTH cTpaHuI]. Hanmpumep, OH mOBTOpPsieT
OZIUH U TOT e TeKCT, HaKJIaJIbIBasi ero pa3 3a pa3oM
Ha MpeAIbIIYIYI0 MAIINHOIKCh, TOKA OH He CTaHOo-
BUTCS COBEPILIEHHO HednTaeMbIM. KHura camuszara
CTaHOBUTCSA MAIIMHOW, eUCTBUe KOTOPO PUBO-
AUT K NCYe3HOBEHMIO TeKcTa. JloBeZleHHAs [I0 CBOETO
JIOTMYeCKOT0 3aBeplIeH!s, 3Ta TeH/IeHINsA POX/aeT
3alledaTaHHble CO BCeX YeThIPEX CTOPOH «TPOGHKH»
TEeKCTOB, CKPBIBAIOIIIMe UCIOpYeHHbIe (COXKEHHBIE,
CMATbIe, pa3MOYeHHbIE) MAIMHONKCHbIE CTPAHHIIBL.

XI/ITEI

[TpUroB NIOGKI MBICTUTE ceOsl IpefiCTaBUTENIEM
TIOM-CO3HAaHUA—3TO Obla U/es, OXBaThIBABIIAS BCe
006J1aCTH €ro AeATeNbHOCTH. ABTOD, TIPUAYMABIIMIA
A7 CBOMX MO3THYeCKUX MyBiuKanuii knaccuduka-
IIUI0 «XOPOIINeE CTUXY—IJIOXHE CTUXU», HeOPEeXKHO
OTHOCHBIIMICA K pe/JaKIMOHHON paboTe HaJ ero
TEeKCTaMH, KaK ¥ BOOOIIIE K BONPOCaM aBTOPU3AIIHH,
TEeM He MeHee CMOT CO3/laTh PSJ HO3THYECKUX <«XH-
TOB». B HEKOTOPOM OTHOIIEHHUH 3TOT MOM-CTATYC,
TNOXKaJyi, ObLT CTUIM3ATIVeH, HUYeTO He MeHsIBIIen
B €T0 CTaTyCe YYaCTHUKA JIUTePATyPHOU U XyI0XKe-

symbolically incarnated in the corpus of the
book and the strictly regulated sequence
of its pages. For example, Prigov reprises
one and the same text, superimposing it
time and again on the preceding typescript
until it becomes completely illegible. The
samizdat book becomes a machine whose
operation causes the text to disappear.
Taken to its logical culmination, this ten-
dency generates tightly sealed «caskets» of
texts, in which corrupted (burnt, crumpled,
soaked) typewritten pages are hidden.

Prigov liked to think of himself as a repre-
sentative of pop consciousness: this idea
embraced all areas of his work. Although he
invented the classification «good poems and
bad poems» for his poetic publications and
was as careless in matters of editing as in
questions of authorization, he succeeded

in producing a series of poetic «hits» In a
certain sense, this pop status was, perhaps,
a stylization that in no way altered Prigov's
status as a member of the literary and
artistic elite. This pop principle has deeper
roots, however. It has to do with the fact that
the artistic significance of a work is mea-
sured not so much by its abstract aesthetic
value, as by its success. On more than one
occasion, Prigov half-jokingly emphasized
that he produced such a multitude of texts
only because the statistical probability

that a certain quantity of successful texts
would emerge from this mass would thus
be increased. Coquetry masked a creative
ethos in this case as well. For this ethos,
professional ambition (the pretension both
to artworks that adequately fit the author’s
image and reflect on the general situa-

tion, and to success, by no means the last
consideration) and contempt for any form of
perfectionism are not mutually exclusive.
Here we would like to remind the reader

of several of these «hit» cycles and series
where the quantitative method enables the
transition into the quality of poetic gems,
where the mass of texts opens onto a view
of the singular and the unique.

«0n the Field of Kulikovor is an «early» text
in two senses. Thematically, it refers to the
roots of the Russian collective conscious-
ness—to the Battle of Kulikovo, where the
Russian forces, led by the Muscovite prince
Dmitri Donskoi, achieved their first major
victory over the Tatars. Simultaneously,

we also discover here the beginning of the
biography of Prigov's fictive author. We see
in this text a self-proclaimed, childishly
omnipotent poet-demiurge who establishes
the coordinates of his world and lays the
foundations for all the cataclysms that will
subsequently cause heaven and earth to
tremble.

Here | have set out everyone in his place
| have put these guys on the right

| have put these guys on the left
Everyone else | have left for later

| have left the Poles for later

| have left the French for later

And | have left the Germans for later

| have added my angels

And | have put ravens on top

And | have put other birds up above
But down below | have provided a field
A field for battle have | provided

| have covered it with trees

144
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CTBEHHOU 3/UThl. OIHAKO 3TOT MO -TIPUHIIUI UMeeT
boree riybokue KopHu. OH CBSI3aH C T€M, 4TO XY/0-
’KeCTBEHHAs 3HAYMMOCTh TIPOU3BE/IeHUS U3MEPSETCS
He CTOJIbKO aBCTPAKTHOM 3CTETHYECKOH [IEHHOCTBIO,
CKOJIBKO ero yCIemHOCThIO. [IPUroB He pa3 MoJymyTs
0/[YePKHBAJ, YTO OH MPOU3BOAUT TaKOE MHOKECTBO
TEKCTOB JIUIIb IIOTOMY, YTO T€M CaMbIM ITOBBIIIAETCS
CTaTUCTUYeCKasl BEPOSTHOCTb TOTO, YTO CPEI HUX
OKa)XeTCS] HEKOTOPOe KOJIMYEeCTBO yAa4HbIX. 1 B
3TOM CJIy4ae 3a KOKEeTCTBOM CKPBIBAJICS TBOPYeCKMiA
aroc. [TpodeccronanbHble aMbunuy (IPUTSA3aHUe HA
CUTYaTUBHO-pedIeKCUBHBIE U aieKBaTHbIE aBTOP-
CKOMY UMU/IXY Xy/[0KeCTBeHHbIe IPOU3Be/IeHUS U
Ha yCIIeX, He B IIOCTIeIHION0 Ouepeb) U Mpe3peHue K
6o popme meppeKIOHN3MA [IJIS TOTO ITOCA He
ABJAIOTCS B3aHMOUCKTIOUAIOI[MMH.

Mp!I x0Tenu 651 HANOMHUTD 3/1eCh HEKOTOPBIE U3
CTaBIIMX TAKUMU XUTAMU LIUKJIBI U CEPUH, B KOTOPHIX
KOJIMYeCTBEHHBIN METOJ JaeT Iiepexo/] B Ka4ecTBO
TMO3TUYECKUX aJIMa30B, I7le Macca TEKCTOB OTKPhIBAET
BH/I Ha eIIHCTBEHHO-YHUKaJbHOE,

«Ha none Ky/MKoBOM» ABNAETCSA «PaHHUM» TeK-
CTOM B JIBOSIKOM CMbicjie. TeMaTHYeCKu OH OTChLIAeT
K MCTOKaM PyCCKOTrO KOJUIEKTHBHOTO CO3HAHUS, K
outBe Ha KyJIMKOBOM 10JIe, T7Ie PYCCKOE BOMCKO Moj
TIpeAIBOANTEIECTBOM MOCKOBCKOTO KHS351 [IMUTPUS
OZIep3KaJIo MepByIo OOJBIYIO Mobe Ty HaJl TATapaMH.
OZIHOBPEMEHHO C 3TUM MbI OOHAPYKHUBAEM 371€Ch

¥ Ha4yano GpUKTHUBHOM OGrorpaduu mpuroBCKOro
aBTOpa-TePCOHAXA. Mbl BUAUM 3/1eCh CAMO3BAHHOTO,
IeTCKU-BCEMOTYIIero I03Ta-AeMUYPra, 3a1al01Iero
KOOPZMHATBI CBOEI'O MUPA, 3aKJIa/[bIBAIOIIETO OCHO-
BaHUA BCEX MOCIEYIONIUX KATaKIM3MOB, KOTOPBIM
IIPeJICTOUT MOTPSCTH HEGO U 3eMITIO.

[TosT KaK MUJIMIIMOHED —B 3TOM BOILJIOIIEHUU MBI
[103HaKOMUIUCH ¢ [IpurosriM BecHou 1983 roaa Bo
BpeMs 4TeHUs B ero KeapTupe. B 3ToM, HaBepHOe,
CaMOM M3BeCTHOM LKKJje 70-X rozioB aBTop JINTe-
paTypHOTO aHzleprpayH/ia UrpaeT poJib GII0CTUTeNs
rocyZiapCTBEHHOr0 NMopsAzakKa. [1o3T-MummnnoHep, aTta
Ky/bToBasA Gurypa IBOHHOM MHCUEHMUPOBKHU, CTAHO-
BUTCS LIEHTPOM, Be3/leCylell, HeOTBPaTUMOW HaIuy-
HOCTHOU MHCTaHIKel B Mupe MUPOTIOTUIECKUX U3Me-
peHun. DTOT MUP BeYeH U YHUBepCasieH, Y Hero ecTh
HeIo/IBIDKHBIN LIeHTP —MOCKBa, cayXallas MepuioM
BCeX CTpaH U BpeMeH. «MOCKBa 1 MOCKBUYH» —3TOT
[JUKJI BOCOPOU3BOJUT ellle Ne0JIOTNYeCKU OXHO3HAY-
HO ¥ aHTATOHNUCTUYECKNA OPraHU30BaHHYIO KapTUHY
MHpa COBETCKOI'0 CO3HaHUs 110 epecTporiku. B Hem
06beIMHEeHbI cCaMble Pa3HOOOPA3HbIE, CO3/[AHHbIE
CpefCcTBAMU A3bIKA U JIUTePaTypsl MudoIoru3sa-

i Mocksel: MockBa—Tperunt Pum, Mockpa—
Heb6ecHbiil Uepycanum, MocKkBa—cOIHANCTIYECKas
cronmia Mupa, MoCKBa Kak «IoAnoase». Mocksa
Ipe/icTaeT KOHLEeHTPUPOBAHHOM MOJIeNIBbIO ap-
Xan4eCcKOro MUpONOPA/KA, PACIIOararoIerocs

10 TOPU30HTAJIM U BEPTUKAJIXA MEXY OIS PHBIMU
BeJIMUMHAMU: LIEHTPOM U nepudepueil, BHEUIHUM U
BHYTPEHHUM, CBOMM U 4y)KUM, HeOOM U MPEUCITOf-
Hell. Yyxoe u BpaxieOHOe OKpYyKeHHe KapTorpadu-
pyeTcst CpeACTBaMU A3bIKA U allPOIIPUUAPYETCA Kak
4acTh COOCTBEHHOTO MUPA.

| have covered it with oaks and firs

Here and there | have surrounded it with
shrubs

Carpeted it with soft grass

Populated it with tiny insects

Let everything be as | have imagined

Let everyone live as | have forced him
Let everyone die as | have forced him

[.]

The poet as policeman—we met Prigov

in this incarnation during a reading at his
apartment in spring 1983. In this cycle,
probably the most famous of the seventies,
the underground author plays the role of the
long arm of the law. A cult figure produced
by a double staging, the poet-policeman
becomes the center, the ubiquitous, irre-
versible, suprapersonal instance of a world
of mythological dimensions. This world is
eternal and universal; it has an immov-
able center, Moscow, which serves as the
measure of all nations and ages. The cycle
«Moscow and Muscovites» reproduces the
still-ideologically unambiguous and antago-
nistically organized Soviet picture of the
world before perestroika. It combines the
most various mythologizations of Moscow
created by means of language and litera-
ture: Moscow as the Third Rome, Moscow
as the heavenly Jerusalem, Moscow as the
capital of the socialist world, Moscow as
«underground» Moscow appears as a con-
densed model of the archaic world order,
which is situated, horizontally and vertically,
between polarized magnitudes—center and
periphery, internal and external, familiar and
alien, heaven and hell. An alien and hostile
environment is mapped with linguistic
means and appropriated as a part of the
poet’s own world.

When the Poleeceman stands
here at his post

The whole expanse till Vnukovo unfolds
before him

The Poleeceman gazes to the West
and to the East

And emptiness unfolds beyond them

And the center, where the Poleeceman
stands—

A view of it unfolds from everywhere

From everywhere the Poleeceman
can be seen

From the East the Poleeceman
can be seen

And from the South the Poleeceman
can be seen

And from the sea the Poleeceman
can be seen

And from the sky the Poleeceman
can be seen

And from beneath the earth...

It's not like he tries to hide

From the mid-eighties on, the diffusiveness
and discursive pluralism of public life grows
under the impact of perestroika. The an-
tagonistic coordinates of ideological space
are destroyed; the previously monolithic
blocks of official and unofficial culture col-
lapse and intermix. In conceptualist art and
literature, this process is manifested in its
overcoming its original Sots Art intonation,
which still bore the imprint of the tense,
unambiguous confrontation with official
ideology. This «flickering» the indifferent
proximity of discursive elements scattered
across the cultural space, determines the
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C cepenuHbl 80-X rofl0B MOJ BO3/IelICTBHEM TIEpE-
cTpoiiKu HapacTaeT UG Hy3HOCTb 1 JCKYPCUBHBIN
TUTIOPANM3M 0BIeCTBEeHHOM KU3HH, AHTarOHUCTH-
yecKye OPUEHTHPHI MALONOTNYECKOro NpoCcTpancTea
pa3pYIIAlOTCs, TPEK/E MOHOMUTHBIE GJIOKH o¢puun-
aIbHOM ¥ HeoPUIMAaNIBLHON KYJIbTYPbl PaCIaiaioTCs

¥ CMEIIMBAIOTCs. B KOHIENTyalbHOM MCKYCCTBE Y
JIATepaType STOT NPOIECC MPOSABIALTCA B IPEOAO-
JIeHUY TIePBOHAYAIbHO} COL[APTUCTCKOM MHTOHATINY,
el HOCHBILEH OTMe4YaToK OTHOCUTENILHO OZIHO3HA -
HOTO HATPsHKEHHOTO NPOTUBOCTOAHMSA o¢uIraIbHOMN
uneonoruu. «Mepuanue», unanddepenTHOe CONO-
JNOXeHne pa3dpOCaHHbIX B KyJIbTYPHOM IPOCTPAHCTBE
[MCKYPCHBHBIX SJIEMEHTOB OMPENeNoT aKTypy
KAPTUH U CTUXOTBOPEHUH.

IIpuroB aeT IporpaMMHOE BBIPAXKEHHe 3TOr0 pac-
naja B CBOMX «a36yKax», CepHH, OXBAThIBAIOLIEN
0K0J10 100 TEKCTOB U MOCTOSTHHO [OTIOMHABIIEHCS
aBTOPOM, IOHMMABIIUM €€ KaK work in progress. Aj-
$aBUT KaK s3bIKOBOE CPE/ICTBO CO3UAAHNA MOPSANKA
par excellence cyXuT TPaMIUIMHOM 1JT5 cBOOOZHOTO
ToJIeTa B KocMoce OyKB v CJI0B. Mu¢ 0 HarmMcaHHOM
TeKCTe KaK MOJIe/IM CeMaHTUYeCK! ynopAaA04€eHHOro,
CIIOYEHHOTO M0 TBEPAbIM 3aKOHAM MUPa A0BOAUTCA
anech 710 abeypia. AsGyka oxasbiBaeTcst MeTadopoil
yuenus 06 OCHOBOMOJIOKEHHSX, Mmertadopoit pox-
JAIOMIEro CMBICH M MOPS/IOK MpaTeKcTa. 3arnaBye
«A36yKa» BbI3bIBAET B CO3HAHHM NPE/ICTABIEHNE 06
3JIeMEHTapPHOM yueOHMKe, COOpaHnH OCHOBHBIX I10-
3HaHuit 11060ro poja (cp. «A30yKy KOMMyHU3Ma>
[Ipeo6GpaKeHCKOro 1 Byxaputa). ITofo6H0 onpeze-
JIeHHOMY UMCITy 1 TBep/IOMY TIOPSAAKY GYKB andasura,
HOpMaTHBHOE 3HAHNe TIPE/ICTABIACTCA 3a/laHHbIM
nopsnkoMm B GopMe CImcKa, Karaaora. CaKpaJibHbIN
andasuT (TepBbie [IEPKOBHOCIABAHCKUE TIOITHIECKHE
TeKCTbI ObUTM 3aMMCTBOBAHHBIMU U3 BU3aHTIH TaK
Ha3bIBAEMbIMH «a36yIHBIMY MOJIUTBAMHU»> ) OJIULIE-
TBOPSAIET B CBOEH CTPYKType aKpOCTHXa OCHOBHOE
CBOMCTBO CBAIIEHHOTO TEKCTA: OBITH 3arafl0YHbIM
BLIP@)XEHMEM CKPBITOH B HEM TaiHbl. Pycckas 1103314
B pa3HbIe 3MOXH YTBEPXK/IA/ach B CBOEH 3HAUMMOCTH,
npuberas K 5TOMY XaHpY, B CeKy/IAPU30BAHHOH U
3a4acTyio caTupudeckon popme, BIIOTE 10 «CoBet-
cKoli a30yKku» MaskoBckoro. B «Andasurax» Ilpu-
roBa, O/JHAKO, TAKOI TapaHTHH CMbICTIA OOJIbIle HET.
OHM O0Ka3bIBAIOTCA MyCThIMKU GOPMaILHBIMU OCTO-
BaM#, IPOCTPAHCTBAMH Ae6UIBHOrO G0PMOTAHMA 1
3aMKaHUA KOJIKTHBHOTO CO3HAHUA, He COCOBHOTO
Bosee KOHTPOIMPOBATH COCTABHbIE YaCTH CBOETo c06-
CTBEHHOTO A3bIKa. B «opanbHbIX»> KaHTatax [Ipurosa,
B ZeKJIaMalysx, epexofAIuX B KPUK, 3TOT IPOIece
pacriajia A3bIKa CTAHOBUTCS CLIEHUYECKIM /IeHCTBAEM.

T10931s TOTAILHOTO O6MEHA

DKOHOMHYECKOE «IIePeBLIIOIHEHIE>, BEAYIIEe K
PaCcTOYHTENIbCTBY, MMEET ONpe/ieNAoniee SHadeHne
He TOJIbKO JIJIsI TROPYECKOTO MeTo/ia aBTopa. Cama
JIOTMKa TeKCTOB TAKKe HeceT Ha ceOe ero OTIeYaTox.
B nosauunii mepuos, HaunHas ¢ CepequHbI 90-x rozoB,
3TOT SKOHOMUYECKUH Wiy, Jydllle CKa3aTh, MapasKo-
HOMUYECKUH TPUHIAI CTAHOBUTCSA UCKIIOIUTEHHBIM
KOHCTPYKTHBHBIM (QaKTOPOM.

texture of the pictures and poems produced
in the new era.

Prigov provides a programmatic expres-
sion of this collapse in his «Alphabets» a
series that comprises approximately one
hundred texts. Prigov constantly added new
poems to this series, which he understood
as a work in progress. As the linguistic
instrument of ordering par excellence, the
alphabet serves a trampoline for the free
flight into the cosmos of letters and words.
The myth of the written text as a model

of a semantically regulated, firmly and
legally consolidated world is here reduced
to absurdity. The alphabet proves to be a
metaphor for the doctrine of foundations,
for the Ur-text that generates meaning and
order. The title «Alphabet» brings to mind the
notion of an elementary textbook, a collec-
tion of basic knowledge of any sort (see, for
example, Preobrazhensky and Bukharin's
«Alphabet of Communismy). Like the definite
number and strict sequence of the letters in
an alphabet, normative knowledge is imag-
ined as a pre-established system that takes
the form of a list, a catalogue. The sacred
alphabet (the first Church Slavonic poetic
texts were so-called alphabetic prayers
imported from Byzantium) manifests in its
acrostic structure the principal quality of
the sacred text: to serve as the puzzling ex-
pression of the mystery that it conceals. In
various periods, Russian poetry reaffirmed
its significance by resorting to this genre in
secularized or frequently satirical form, a
prime example being Mayakovsky's «Soviet
Alphabet» In Prigov's «Alphabets» however,
this guarantee of meaning no longer exists.
They turn out to be empty formal skeletons,
spaces for the idiotic muttering and stutter-
ing of collective consciousness, which is no
longer capable of controlling the compo-
nents of its own tongue, its own language.
In Prigov's «oral» cantata, in declamations
that segue into screaming, this process

of linguistic collapse becomes theatrical
performance.

A Poetry of Total Exchange

The «overfulfillment» of economic plans,
which generates wastefulness, has a defin-
ing significance not only for Prigov’s creative
method. The very logic of the texts bears its
imprint. In Prigov’s late period, which began
in the mid-nineties, this economic—or
rather, para-economic—principle becomes
the exclusive structural element.

A year after Prigov’s death, we are faced
with the stunning realization that it was
precisely in Prigov's markedly «autobio-
graphical» works that the topos of economic
equilibrium was established as the genera-
tive textual principle. The first so-called
project of this sort was the «Charts of
Intersecting Names and Dates» (1994}, a
collection of poems dated by month. Using
titles and «warnings» Prigov squeezed these
poems into the structural frame of the diary
or chronological summary. In much later
texts—for example, «Who I've Met in My
Lifer (1999), a game of heterobiographical-
autobiographical hopscotch unfolds under
the sign of mutual benefit. This is precisely
why one has «to hasten» to remember:
otherwise, the fact of not mentioning people
worthy of mention might cause «damage»

to these people. That, in turn, is why one’s
own life gains value through such men-
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T'op cniycTsa mocsie cMepTy aBTOpA OpaXkaeT 0CO3Ha-
HIe TOT0, YTO IMEHHO B «aBTobnorpaduieckus map-
KUPOBAaHHOM 6JI0Ke pon3BesieHui [Ipurosa Tonoc
3KOHOMHYECKOro 6aaHCUPOBAHUS YTBEPAUIICS KaK
NOPOXAAIOIUYI IPUHIUN TeKCTa. [TepBbIM TaK Ha3bI-
BaeMbIM «IIPOEKTOM» 3TOT0 POZa CTAJIH 1OMECAYHO
IlaTipoBaHHbIe «I'paduku nepecedyeHns UMeH U 1aT»
1994 roza, cobpaHue CTUXOTBOPEHUIA, BTUCHYTHIX C
HIOMOIIIBIO 3aTJIaBUM U «IIpe/lyBelOMJIeHU » B pamMod-
HBIA KOHCTPYKT HEBHUKOBOW UTOTOBOU XPOHOJIO-
run. B 60osee no3aHuX TekcTax, Hanpumep «Koro s
BCTpeyaJl 3a CBOIO Xu3Hb» (1999), pa3BepThiBaeTcs
urpa rerepobuorpapuiecku-aBroouorpapuIecKux
YepeoBaHUI 1101 3HAKOM 000I0IHOM 110/1b3bl. IMeH-
HO TTI03TOMY HaJIo TaK «TOPONUTHLCA» BCTIOMUHATD,
TIOTOMY UYTO B IPOTUBHOM Ciiy4ae GakTOM HEYIIOMHU-
HaHWS JOCTONHBIX YIIOMUHAHUA JIIOZIeN 3TUM HeyIio-
MSHYTBIM JIFOZISIM MOJXeT OBITh HaHEeCeH «yIepo»

¥ IIOTOMY 4TO, B CBOIO 04epe/ib, Harofaps Takum
YHOMHUHAHUAM COOCTBEHHAs KU3Hb MPUOABJISeT B
tieHe. JIpyrou TeKCT ABJIAETCA NO/IBeZleHneM UTOTOB
NpeObIBaHUS TT0JTA B €BPOMEHCKUX U aMEPUKAHCKUX
ropoziax («ITo3Bonb», 1999). B «Mepe u pazmepe»
(1999) pacnopsnok fHs mo3ta pukcupyercsa B popme
KOJIMYECTBEHHBIX HOPM, B «XpoHOMeTpaxe» (1999)
BBIYMCIIAETCA, CKOJIBKO pa3 CpeAHss N0 BpeMeH!
moe3zka B MeTpo JIoHzoHa, beparaa u MockBeI
(ropozos, B KoTOphIX [IpHroB perysisipHoO npeObIBa)
YJIOXKHUTCA B )XU3Hb MPOJOIKUTENILHOCTEIO B 60 j1et.
A KpoMme TOTr0, UTOTOBBIE OTYETHI O CAMUX HalMCaH-
HBIX [TPOU3BEeHNAX, UX apuPpMeTnIecKoe COOTBET-
CTBYE HAMEYEHHOMY Ha BCIO XXU3Hb IJIaHY B 36 525
CTUXOTBOPEHMY MOTYT CTATh CaMOLeJIbI0 [IUKJIa
«CTUXOTBOPEHHUI», COCTOAIINX TOJNBKO U3 YHUCIOBBIX
nannbix («McKyccTBO no3unuin», 1994). B pedynbra-
Te BO3HMKAET CBOETO POJid TIO3ITHYecKas Oyxraarepus
’KU3HEHHBIX TPUObLJIEN 1 YOBITKOB, BLIPAKEHHBIX B
1dpax «BLIATPHILIIA» U «OTAAYMY, «PENyTAIHi» U
«HEMWJIOCTU», «OTPaHUYEHUI» U «OTKPBITHS HOBBIX
YPOBHEI» —H BCe 3TO M0/} IUKTATOM HEyMOJIUMOMN
BJIacT daxTa («HUKyZa He feTbesiy») («Kommerca-
un», 1999).

Hy, apudmeTiika—He camblii CJIOKHBIH paszet
MareMaTuku. Ho 3TO TONBKO TakK KaxeTcA. DTO
TOJILKO B Y3KOM II0JIe YUCJIOBO 1 OYKBEHHO 000-
3HaYaeMbIX KBa3u-00beKToB. Ho eciiv k aTomy
NIOJKIIOYNTh peasibHble 0OBEKTHI, [1a K TOMY e
1 pa3HOYYBCTBYIOIME, CAMOBOJIbHbIE, a UHOT/IA
M Xa0THYeCKHe CyObeKTHI—BOT BaM U HeBeloMast
CJIOXXHOCTD B CB€Te HOBBIX, IOCTOSIHHO BO3HUKAIO-
IMX, CAMOIIOPOKAAIOINXCA AaXKe, KaK PaCKUAbI-
BAIOIeCs IyIaJblibl OCbMUHOra THOCEOJIOTHH,
HOBBIX OCel ¥ BEKTOPOB U3MepeHUN U MTOCTHKe-
HUit («Apudmernkas, 1997).

Hapsny ¢ >ku3HeHHO S5KOHOMUKO# MePeBbIIOJIHEH-
HOM B 1033uu [IpuroBa okaszanach ¥ CeMUOTHYECKAs
3KOHOMUKA. DTO OTHOCHUTCS K Miee CeMaHTUYeCKOM
CyOCTUTYINY, JIeXAIed B OCHOBE A3bIKa JIUTEPATYPbI.
IToaTHyecKoe CJI0BO Kak 06pas, Kak TPOIT IPe/CTaB-
nseT co60H aKT cybCTUTYIMH, 3aMeHy 3HaYeHUs COb-
CTBEHHOTO HeCOOCTBEHHBIM, IepeHoCHbIM. Ho ¢1oBo,

tions. Another text (<Allow Me» 1999) is a
summary of Prigov’s sojourns in European
and American cities. In «Measure and

Size» (1999), the poet’s daily schedule is
recorded in the form of quantitative norms;
in «Timekeeping» (1999), the poet calcu-
lates how many times the average subway
trip in London, Berlin, and Moscow (cities
that Prigov regularly visited) would fit into a
sixty-year life. Moreover, summary accounts
of written works themselves—their arithme-
tic correspondence to Prigov’s life plan of
36,525 poems —could become the subject
of a cycle of «poems» consisting only of nu-
merical data («The Art of Positions» 1994).
What emerges is a kind of poetic account-
ing of life’s profits and losses, of quantified
«gains» and «outlays» of «reputation and
disfavor» «imitations» and «discoveries of
new levels»—all of it under the implacable
diktat of fact («you can’t get away from it»)
(«Compensations» 1999).

Well, arithmetic is not the most complex
branch of mathematics. But it just seems
this way. This is the case only in the nar-
row field of numerically and alphabeti-
cally designated quasi-objects. But if we
put real objects into the equation, as well
as emotionally complex, self-satisfied,
and occasionally chaotic subjects, then
we get unknown complexity in light of
the new dimensional and cognitive axes
and vectors that constantly emerge and
even self-regenerate like the uncoiling
tentacles of the octopus of gnoseology.
(«Arithmetic» 1997)

Alongside an overfulfilled life economy,

in Prigov's poetry we also find a semiotic
economy. This has to do with the idea of
semantic substitution that lies at the basis
of the language of literature. As image and
trope, the poetic word constitutes an act

of substitution in which the word's proper
meaning is replaced by a meaning that is
not proper to it, by a figurative meaning.
However, the word that serves as the means
of semantic exchange is unbelievably
valuable currency. It takes great power—
whether baroque insight or «wit» or contem-
porary imagination—to obtain the semantic
equivalent. In Prigov's work, however, it
would appear that word substitution oper-
ates according to different principles: the
notion of an exclusive semantic equivalent
disappears and, on the contrary, the word
doesn’t form a firm value equivalent, which
is the only possible center for the enchant-
ing round dance of metaphors.

Well, the vamping of the most unexpect-
ed metaphors is a pursuit that has long
been well known. But it has always been
bound up with the sense of a certain
unordinariness, of the exclusive state of
the human soul and consciousness, with
certain extraordinary, exclusive capaci-
ties on the part of human beings, who
strive to reveal to the world their innate
genius. On the contrary, having studied
their experience, we attempt to transfer
this pursuit into the realm of daily life
and simple amusements. («What | Would
Compare to What» 1999)

After the «Alphabets» which had served as
kind of central axis for Prigov's work in the
eighties, in the mid-nineties, along with




CyKairee cpecTBOM 0OMeHa 3HaUeHUH, ABIAETCSA
HEBEepOSITHO [[eHHOH BamoToi. Heobxonuma Besu-
yaiiinas cuia, 6yap To 6apoyHasi IPOHUIATETLHOCTD,
6apoYHOe «OCTPOyMHE» WM COBPeMeHHOe «BOOOpa-
XKeHue», YTOObI 0OBITH CeMaHTUYeCKUI SKBUBAJIEHT.
Opnaxo y [Tpurosa, noxoxe, 3aMeHa CJIOB IIPOUCXO-
JIAT [0 IPYTYM TPUHIMIIAM: HCcYe3aeT IpeCTaBIeHne
00 MCKJTIOYHUTEIbHOM CeMaHTHYeCKOM 9KBUBAJIEHTe,
1, Ha06OPOT, CJIOBO He 06pa3yeT TBEPAOIo IIeHHOCT-
HOTO SKBMBAJIEHTa, BOKPYT KOTOPOTO TOJIbKO U MOXeET
3aKPYKUTHCS 3aBOPAKUBAIONINH XOPOBOJ MeTapop.

Hy, 3aHsTHE MOBIIPAHNEM CAMBIX HEOXKH/IaHHBIX
metadop u3BecTHO u3gaBHa. Ho Bcersia 910 661710
CONPSIKEHO C OIyIIeHneM HEeKOH HeOpAUHAPHO-
CTH, UCKJIFOYUTEILHOTO COCTOSTHUSA 1eJI0BeuecKOM
JIyLIA ¥ CO3HAHMS, C HEKUMU HEOOBIKHOBEHHBIMU
VICKJTIOUMTETbHBIMU CIIOCOOHOCTSIMH YeJioBeye-
CKHMX 0C00elt, CTpeMSIIUXCs ABUTh MUPY CBOIO,
JIaHHYIO M TeHHaJIbHOCTb. MBI e IbITaeMcs,
W3y4KB VX OTIbIT, IEPEBECTU ITO 3aHATHE B PAHT
0OBIZIEHHOCTH ¥ HEXUTPOTO pasBiedeHus («9ero
6Bl 51 ¢ 4eM CpaBHUI», 1999).

TTocse «a36yk», CIYKUBIIKX 2718 TBOpYecTBa 80-X
rOJIOB CBOETO POJa LIeHTPaJbHOU OChIO, C cepesu-

HBI 90-X BO3HUKAET, HAPSAY C YXKe YIOMSIHYThIMA
OyxrajaTepcKuMH OTYeTaMH, PAJ HOBBIX, CO3laHHbBIX
caMKM MIO3TOM XaHPOB: «CTpaTUGUKALUN>, «UC-
YUCIIEHUI», «O1IEHOK», «yCTaHOBJIeHUM». OHU BbI-
paXaroT HOBOE MOPOXeHUe aBTOPCKOH aHTa3un—
TOTAJNBHBIM 0OMeH. BOraThIil METOA0IOIMUeCKUH
HMHBEHTapb MCUUCJIEHW, COTIONIOKEHUY, «COOTHOILIE-
HUI ¥ TIePeBO/IOB», YMCJIOBBIX MH/EKCALUY U fiesie-
HUH, KOMIIeHCAL[U}, KOHBEPTUPYEMOCTH U COMOCTaBH-
MOCTH («KOHBEPTAllMOHHbBIE TEKCThI»), «CPABHEHUH
110 0106110, PABEHCTBY ¥ KOHTPACTY» IPOHU3BIBAET
HOBBIe TeKCThbl. CHJIOTUCTHYEeCKUE TOJKOBAaHUS 3TUX
oriepalyii 3aCTynarT MecTo MeTapOpHUUECKON UCKPBL
KoHCTpyupyroTcs cepuy 3KBUBAJIEHTOB, KOTOPbIE
camu 1o cebe IOPOXKAAIOT BCe HOBbIe Cepuy 3KBU-
BasieHTOB. TesleBU3MOHHAA MUHYTA IEPEBOUTCA B
CePHUI0 «COOTHOIIEHUI» (B MPUPOZE, B MUDE XUBOT-
HBIX, B CTPOUTEJLCTBE, B CIOPTE, B PEJIUTUAX, «CPeH
JI0ZeR» ), KOTOpBIe, B CBOIO O4epe/ib, IePEBOAATCS B
HOBBIE COOTBETCTBUS, U TaK /10 GeckoHeuHocTH («Co-
OTHOIIEHUS ¥ TIepeBo/ibl», 1996).

C of1HO¥ CTOPOHBI, 371eCh JOMAHUPYET YHUBEPCATIb-
Hast 06paTUMOCTD: e/INHULBI BpeMeH! [1epeBOoAsATCA

B I'PaZlyChl TeMIIepaTypbl, IOCELeHNs] My3eeB—B
pecTopaHHbIe I1eHbl, HAIIMOHAIBbHOCTL—B BO3PACT-
Hble KaTeropuu. «5» moa3Ta, ObIBIIEe 10 TOTO HEKUM
reHepUPYIONIUM IIEHTPOM, AAPOM MUQOIOTHYeCKOro
YVHUBEpPCyMa, CTAHOBUTCS TellepPb «yHUBEPCaIbHbIM
olepaTUBHBIM IlepecedeHreM pa3IndHbIX KOOP-
nuHaT» («IIpu MHe», 1995). IT033uA TOTaIBHOTO
oOMeHa OCHOBaHa Ha CBOEro pozia IepeBepThIBAHUN
aBaHrapAKCTCKOTO JKecTa e-apOuTpalvy 3HaKa. DTa
033U OCYLIeCTBIIAET He MUHUMAJIN3ALHNIO0, a MaKCH-
MaJIn3aliiio MPOX3BOJIbHOCTH 3HAKd, OHA HalesIeHa
He Ha CeMaHTUYeCKyI0 HHTeHCHpUKau —0yAb TO
yepes pe-3THMOJIOTH3aIMI0 (BHYTPeHHO0 Gopmy),
Oyzb TO Uepe3 pe-MKOHM3AIMIO —a HA pafuKaiu-

the above-mentioned bookkeeper’s audits,
another series of genres emerges invented
by Prigov himself: «stratifications» «calcula-
tions» «evaluations» «statutes» They express
a new offspring of Prigov's fantasy—total
exchange. The new texts are permeated by
a rich methodological inventory of calcu-
lations, comparisons, «correlations and
translations» numerical indexations and
divisions, compensations, convertibility

and compatibility («conversional texts»),

and «comparisons of likeness, equality, and
contrast» Syllogistic renderings of these
operations replace the spark of metaphor.
Prigov constructs series of equivalents that
then generate ever-new series of equiva-
lents by themselves. A minute of television
is «translated» into a series of «correla-
tions» (in nature, in the animal world, in the
building trades, in sport, in religion, <among
people»), which in turn are translated into
new correlations and so on ad finitum («Cor-
relations and Transfers» 1996).

On the one hand, here we witness the tri-
umph of universal reversibility: units of time
are translated into degrees of heat; mu-
seum visits, into restaurant prices; ethnicity,
into age groups. The poet’s ego, which had
previously been a kind of generative center,
the nucleus of a mythological universe, now
becomes a «universal operative intersection
of various coordinates» («\n My Presence»
1995). The poetry of total exchange is
based on a kind of reversal of the avant-
garde gesture of divesting the sign of its
arbitrary character. This poetry tries not to
minimize the sign's arbitrariness, but to
maximize it; its aim is not semantic intensifi-
cation—whether through re-etymologization
(internal form) or re-iconization—but the
radicalization of motiveless correlations.
Arbitrariness as such (not the obstacles it
generates) takes on an aesthetic quality:
«[Alnd if it corresponds to nothing, then you
should understand this and be satisfied»
(«What Means What» 1999).

One of the most persistent motifs in Prigov's
work is «nomination»: it occurs in works of
various periods, from the director-demiurge
of the battle against the Tatars and the
early «Alphabets» (which were nomination
decrees) to the late texts. True, the nature
of this motif changes somewhat. Originally,
it had to do with the mythological act of
naming, of pronouncing the name, an act
that possesses a particular force, its own
magical substance. Towards the end of his
life, Prigov employed «nomination» as a
form of taxonomical «positioning» as a way
to determine something's place in a table
of ranks. Historical dates were transformed
into arithmetical units, and history was
thus turned from narrative into logarithmic
calculation, as happened in «Victory with a
Minimal Advantage» (1999), where victory
or the defeat of competitors in politics and
culture is computed in accordance with the
dates they have introduced to the game.
Prigov was a poet who simultaneously de-
manded too much from poetry and too little.
The demiurge became a computer. And that
is why he was a poet.

Translated by Thomas Campbell
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3aIlMI0 HEMOTHBUPOBAHHBIX COOTHECEHUH. ApOH-
TPApHOCTh KaK TaKOBas (a He KaK IOPOKAaeMOe €10
IPENATCTBIE) 06peTaeT 3CTETUYECKOe KauecTBO:

<...a ecId HU4eMy He COOTBETCTBYeT—TO IIOHATh
MMEHHO 3TO W 3TUM Y/IOBJIETBOPUTHCS» («UTO 3HAUUT
4T0%, 1999).

OpnuuM 13 HauboJiee yCTOMYMBBIX MOTHBOB TBOpYe-
ctBa IIpurosa fBJseTCSA «Ha3HAUeHME»: OHO IIPOXO-
IWT TI0 IPOM3BE/IeHUAM II03Ta Pa3HbIX NEPUOJIOB, OT
pexxuccepa-eMuypra OUTBBI ¢ TATApaMy ¥ paHHUX
a30yK (KoTopble OB Ha3HAUEeHUAMU-/IeKpeTaMu)
10 TIO37THUX TeKCTOB. [IpaB/a, xapakTep 3TOro MO-
THBA HECKOJIbKO MeHseTcs1. [lepBoHavYaIbHO pedb
11a CKopee 0 MUDOTOTMIECKOM aKTe UMEHOBAHUS,
IIPOM3HECEHUST UMEHH, 0BJIaiatolieM 0co00i CHIION,
coOCTBEHHOM Marn4eckoi cybcratuuel. B koHne
*ku3HU [IpUTOB MCIOIb30BA «Ha3HAYeHUe» KaK TaK-
COHOMMYECKO€ «TI03UITHOHMPOBAaHUE>, KaK OIpeie-
JIeHWEe MeCTa B CHCcTeMe paHroB. McTopudeckue AaThl
TpaHcHOPMUPOBANTUCEH B apudMeTudecKue eUHUIIbI,
TaK YTO UCTOPUS M3 IIOBECTBOBAHUS IIPeBpallianach B
sorapudMuIecKoe UCIUCIIeHUE, KaK 3TO IPOUCXOU-
7110 B «ITobGesie ¢ MUHIMAJIBHBIM [IPEUMYIIECTBOMS
(1999), rae nobena uny nmopaxeHue KOHKyPEHTOB

B [TOJIUTHKE U KYJIbTYpe UCUUCIIALTCHA B COOTBETCTBUI
C TIPUBHECEHHBIMY MU B UTPY AaTaMHU.

ITIpuros 6bLT TO3TOM, TPEOOBABLIAM OT MO33UH
OZTHOBPEMEHHO U CJIUIIIKOM MHOTO, ¥ CJIMIITKOM MaJio.
JleMUypr IIpeBPaTHIICS B BBIYUCIUTEIbHYIO MAIIUHY.
Ha T0 0H 1 6bUT IO3TOM.

ITepeBoz ¢ HeMenkoro Cepress PoMaluko




