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“Ike Kylem” (“Twice the Amount”).

In the research done by V. V. Bychkov and N.
B. Mankovskaya, there are many valuable observa-
tions on the development of modern culture. In
particular, the researchers believe that “a powerful
leap of scientific and technological progress of the
twentieth century, leading to a modern technogenic
civilization, had an unprecedented impact on artis-
tic culture in general, on all types of traditional art,
and brought to life the newest varieties of art prac-
tices that are formed exclusively on the techno-
logical basis. There emerged fundamentally new
types of technically oriented art, new art-languages
and art-spaces, as well as the artistic consciousness
of the newest type were formed [Bychkov, Mank-
ovskaya. Virtual reality in the space of aesthetic
experience], [Bychkov, Mankovskaya. Virtual re-
ality as a phenomenon of contemporary art],
[Bychkov, Mankovskaya. Virtual Reality],
[Bychkov, Mankovskaya. In the direction of post-
cinema and further: Dialogue of aestheticians
about the latest trends in the art movement]. We
witness changes in the language of traditional (lit-
erature, painting, music, theater, ballet) and techni-
cal (photography, cinematography and other screen
arts, multimedia) arts, topical technical art prac-
tices (performances, actions, installations), and ap-
pearance of the newest network art-phenomena.
The art begins to lose or substantially modify its
traditional and seemingly unshakable foundations:
mimetic character, idealization, symbolism, ex-
pression of essential foundations of being, its aes-
thetic basis, spirituality, etc. The powerful influ-
ence of scientific and technical progress resulted in
changes in the mentality, psychology of percep-
tion, thinking patterns, ideology, the system of
human understanding of the world. And parallel to
this, of course, traditional means of artistic expres-
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sion also change (vividness, expressiveness, de-
scriptiveness, tonality, rhythm, etc.)” [Bychkov,
Mankovskaya, 2011, p. 62].

Poetic performances became a bright feature of
the festival JADIDFEST, held by the World Con-
gress of Tatar youth. In Russia, the performances
were first presented by conceptual artists. The
genre of poetic performances in our country has
been developing since the 2000s. In Tatar poetry,
this genre has begun to gain momentum in recent
years.

As N. Mankovskaya points out, the perform-
ance is “the public creation of an artifact based on
the principle of synthesis of art and non-art, which
does not require special professional skills and
does not go for longevity.” “Performance is “the
art of the moment, balancing on the verge of being
and non-being” [Mankovskaya]. Thus, perform-
ance means a piece of work performed by an artist
(poet) alone or by a group of artists, in which sev-
eral sign systems are used. The performance al-
ways takes place in front of the spectator (in the
case of the album “Ike Kylem” a remote one), be-
cause it can not fail to have an addressee. Perform-
ance is the desire to overcome the textual level of
the language and switch to the “gesture-
behavioral” and “projective-strategic” level [Lip-
ovetsky, Kukulin, p. 85].

The festival JADIDFEST became one of the
brightest events in modern Tatar culture. It was or-
ganized by the World Forum of Tatar youth, the
creative association “Caleb”, the magazine “KZN.
Sobaka.ru”, “DK21”. The event was held on April
2-3, 2016 in Kazan, in the building of the Cher-
noyarovsky Passage, where in the 1920s the edito-
rial offices of Tatar magazines and newspapers
were situated. The venue was chosen, apparently,
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not by chance. The desire of the organizers to "na-
tionalize" the space of Kazan, to reveal the new
content of famous architectural objects to the city
people is obvious.

T. Yarullin described the festival's goal in the
following way: “I consider JADIDFEST to be a
completely cultural phenomenon like the ones we
have seen in European formats, when a glocal is
well-known, where global formats are commonly
known to everyone, and local features are shown
together, and there emerges a phenomenon that is
especially  interesting for many  people.
JADIDFEST is just about that. The format of the
fair is not new, the design-market is also not some-
thing new that we came up with. But when you
combine all these formats, understandable to eve-
ryone, regardless of age and nationality, with the
Tatar component, it becomes a whole cultural phe-
nomenon. Sunday Up Market - this is also not
something unique, this phenomenon came to us
from Europe. In general, it is very pleasant to hear
such a comparison, because usually we are asked:
is this the spring version of Sabantui? JADIDFEST
and in general all our actions just destroy stereo-
types of the Tatar events. We want to show that
Tatar events can be intellectual, interesting, urban”
[Badretdin].

Within the framework of the festival the crea-
tive association “Caleb” arranged an art perform-
ance ‘“Taktashnonstop”. All evening without a
break, hadi Taktash's poems sounded from the
stage with musical accompaniment of the project
Tatarsis, Radif Kashapov, Ilyas Gafarov and Radik
Salimov. Along with famous poets, musicians,
journalists and actors, anyone who wanted to go to
the stage could do it. To do this it was necessary to
recite the poem of h. Taktash, make a video re-
cording and upload it to the Caleb group before
March 29. This action was aimed at, on the one
hand, bringing up to date the works of the Tatar re-
former poet [Gosman], [Halit], [Galiullin],
[Khabutdinova, 1998], on the other — making the
national poetry public domain.

The second JADIDFEST was held at the Cen-
ter for Contemporary Culture “Smena” on Decem-
ber 25, 2016. Within the framework of the festival,
the presentation of the album “Ike Kylem” (“Twice
the Amount”) by Yu. Minnullina and R. Kashapov
took place. The target audience came to see the
performance — young people interested in promot-
ing and spreading the Tatar language and culture.

The idea to create a performance with a singer-
musician came to Yu. Minnullina in 2015 after
JADIDFEST, when 23 people recited the poems of
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hadi Taktash to music [Ismogyileva]. The poetess
offered 11 poems, on the basis of which 11 tracks
were recorded, they were signed with the acronym
YMRK, and composed of the capital letters of the
names of the album authors. The album includes
poems written in 2008-2010.

Iskander Emery, a specialist in information
technology, believes that “the album is good for its
reformatory essence”. Its creators seek to revitalize
the development of ethnic culture, to trigger crea-
tive dynamics. “Ike kylem” is eleven compositions
about love, hometown and ethnic self-
identification. Verses are deliberately personal,
they have a lot of longing for an unnamed person.
After the first few songs it seems that this is not the
third person, but the hero yearning for his real self,
the one he would like to be. At the same time the
author shares his concern about the future of na-
tional culture. The main character does not live in
an abstract village, in which culture is running low,
but in a particular city. This corresponds with the
spirit of the times, because it is the urban youth
that moves forward the culture. It is sufficiently
educated and insane to make unpopular attempts to
defend its point of view. The general anxiety of the
album is resolved by the author’s opinion that we
are at the beginning of a new era.

The emphasis in the album is put on verse in
the first place. The music rather plays the role of
the arrangement, but regularly enters into dialogue
with the text and leaves no flops in the body of the
album. The background music is not a dry, mo-
notonous bit, but a full composition. Sometimes
this slow, inconsistent track is filled with disso-
nances parallel to the changes in the mood of the
voice. Sometimes the rhythmic, anxious, almost
Tsoy-like sound rushes forward. Musicians man-
age to maintain a delicate balance between “mod-
ern” and “Tatar” character of music accompani-
ment, without running to extremes” [Interview
with Iskander Emery].

Translation of the meaning of the performance
“Ike Kylem” (“Twice the Amount”) into the lan-
guage understandable to general public is made
with the help of musical code: techno with its
primitivism wins the public’s love. This is quite a
deliberate move to expand the audience and, there-
fore, to popularize poetic actions, which turn into
criticism of society. “The electronic sound in
YMRK's album “Ike Kylem” sends us right away
to different periods of experimental electronics
from the 90 to 10-ies," Erkin said. — “Boards of
Canada” meets with “Massive Attack” and goes
into an analog trip. Sometimes, when lazy drums
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are behind, it is associated with abstract hip-hop,
with representatives of IDM, a sample of the
2000s. This gives the album an aura of some mys-
tery. It seems to exist in another space. In the space
where Afeks Twin tells the waiter about the new
album, and Pavel Dodonov plays a broken beat at
the Qadaq studio” [Interview with Erkin]'.

The authors of the album seek to influence the
world, change its present state in the social and
cultural environment. For this purpose, in addition
to the public action within the frames of the festi-
val, Yu. Minnullina, R. Kashapov actively distrib-
ute their album in public portals (YouTube, Face-
book, VKontakte, etc.). This helps to expand the
audience. Real performance can exist for a few
moments and is aimed at showing the process of
metamorphosis, rather than achieving a material
result. Video performance can be repeatedly
played and, therefore, quickly spread. It gives them
the opportunity to educate the community without
the didacticism inherent in classical Tatar poetry.

Yu. Minnullina, R. Kashapov actively master
new forms of existence of the word, music, “ges-
tures”. They strive to go beyond the album. Per-
formers turn to video. In the performance of Yu.
Minnullina, R. Kashapov, the film becomes a kind
of lens, placing semantic accents. During the pres-
entation of the album, on the backdrop of the stage
the documentary genius Dziga Vertov’s film “A
Man with a Movie Camera” is shown. This is a si-
lent experimental film released in 1929. The au-
thor's commentary on the film is extremely reveal-
ing: “To the attention of spectators: this film is an
experience of film-transmission of visible phe-
nomena. Without the help of inscriptions (Film
without inscriptions), without the help of a script
(Film without a script), without the help of the
theater (Film without scenery, actors, etc.).

This experimental work is directed towards the
creation of a truly international absolute cinema
language on the basis of its complete separation
from the language of theatre and literature” [“A
Man with a Movie Camera”]. The film is made up
of short documentary fragments (often only a few
cinema frames) depicting the chaotic life of the
modern city: traffic and people, labor of workers in
industrial enterprises, cultural events, medical in-
stitutions. The film, it seems to us, attracted the at-
tention of the creators of the album “ Tke Kylem”

! Erkin — resident of the label “Incompetence Records”
— Vanya Limb. He writes and performs music in the
genres of techno, industrial, noise, ambient. Releases
also came out on Fuselab and Opal Tapes. The project
started in 2012.
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(“Twice the Amount”) with its experimental es-
sence. Dzig Vertov seeks to demonstrate the possi-
bilities of the cinema language, fundamentally dif-
ferent from the possibilities of theater and litera-
ture. "The genuine encyclopedia of camera and ed-
iting techniques is presented here: bevelled cor-
ners, shooting in reflection, time-lapse photogra-
phy, accelerated shooting, combining two or more
images in one frame, and so on" [Ibid.]. The film
director, experimenting with the technique of
“movie-eye”, proceeded from the fact that modern
film technology is able to capture what remains
outside the field of human vision. In the creative
laboratory of Dziga Vertov, the instruments of
deep analysis of everyday reality were editing and
rhythmic “shuffling” of the images. On the other
hand, according to the idea of the creators of the
performance, the film “A Man with a Movie Cam-
era” was supposed to work to create a chronotope
of the city, and also to help create the atmosphere
of “milestone”.

The creators of “Ike Kylem” use the technique
of ‘concealed wiring’: the shots from Dziga Ver-
tov’s film confront a nameless film created by our
contemporaries on the theme “The Artist and the
Present”. All this allows the authors of the per-
formance to create the third meaning. Yu. Minnul-
lina and R. Kashapov strive to acquaint the general
public with the palette of creative searches of their
generation. As a result, the artistic expression of
the poet in the frame of alternative music and
video forces viewers to comprehend reality from a
new angle. ‘Concealed wiring’ is, to a certain ex-
tent, a provocation, a gesture aimed at reflection on
self-awareness of a person of the boundary age in
modern conditions. Yu. Minnullina and R. Ka-
shapov are building a bridge to the early 20th cen-
tury.

Although the performance “lke Kylem” has
absorbed different artistic languages and new tech-
nologies, it nevertheless remains a poet's statement
and belongs to literature. Yu. Minnullina in the
space of performance is not only the author of the
text, but also its performer. As a result, in the
words of O. Kitashova, she turns into a “universal
medium”, which gives the poetess “the freedom of
self-expression unthinkable within other arts” [Ki-
tashova, p. 12]. The readership is familiar with the
unique style of Yu. Minnullina's performance of
her own poems and other people's poetic texts. The
performer's voice is endowed with a large range of
meanings. The pace of her speech is constantly
changing, as well as the intensity of the voice. As a
result, the viewer is immersed in a world of emo-
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tions and feelings of the hero of the performance,
who is left all by himself, alone with only the lan-
guage. It is important for Yu. Minnullina to convey
the idea of her statement to listeners. The role of
the subject in the performance is reduced to the
formation of a spectator's reception.

In “Ike Kylem” Yu. Minnullina aspires to cre-
ate a complex text structure, organized by the mu-
sical potential of the word. The main composi-
tional techniques in poetic texts are repetition,
anaphora, antithesis.

The cycle opens with the poem “Ilopmona ma,
TOPO39Ad KAJICBIH / TaHBIl Tyrea Imohap
pacemuope” (“Shut the curtains, let them stay on
the window / unfamiliar city pictures™), which sets
the basic spatial coordinates and defines the key
theme — “A modern man in the city space”. Here
subtopics are declared, which will be developed in
other poems. The subject of poetry is a creative
person. His reflection contained such phenomena
from the field of city psychology as alienation of
people, depersonalization, stereotyping of behavior
and, as a consequence, the atmosphere of the popu-
lation's neurotization. The space of the hero — a
resident of the modern city - in the poem shrinks
up to the space of his soul. The window, the cur-
tain, the shirt, in addition to objectivity, carry the
potential of the “border”: the hero tends to remain
alone with himself, but in the process of self-
understanding he comes to the disappointing con-
clusion that he could not stand the test (compare
“CpIHanmyJaH KUMCEHT9H 119 KYHeN ). Yu. Minnul-
lina turns the image of “kynoramop” into the leit-
motif of the whole cycle: the poet is a shadow, the
city people are shadows, the ideas are shadows, the
shadows are the city (we are talking about quaint
shadows on the floor and walls of the room born
from the play of light and shadow in the folds of
the curtains).

The hero of the lyrical cycle is a poet, eager to
comprehend experiences: woahapena cuzdepmuua
apue. — Suffer, making no sign of it. This is
strengthened through the circular composition of
the poem... napoana 02 / Topazada kancein. — “Shut
the curtains, let them stay on the window”. The
depth of his emotional experiences is given
through space: AxmuLivikman amcvinean oa Kynern,
/ Oyama uumenapox uyeonoscon. — The soul is
weighed down with light / crawled to the end of the
room. Obviously, we have a rebel hero, reminis-
cent of the hero of the works of Taktash during the
period of gisyanism. He does not want to put up

% Hereinafter the word-for-word translation is ours —
M.Kh.

with the role of “being a shadow” (kyno2a) in his
native city, prepared for him by society, he seeks
to “stop the moment”, so that the world will be
beautiful: byeen amvinacol ax tionodviznap / maevin
bepap mon swacen ane. - Let the white stars, which
are destined today to roll down from heaven, live
another night; He continues with the illusion that
the “frosts” are temporary: [llomwipmaapusiy oa
YYIKMD yaewvl, / WyHa 2biha O6epas CybIMKAHObIP. -
This is the time of bird cherry flowering, / that’s
why, may be, it got a little colder.

The image of “ax Honasznap” [Hadi Taktash,
p. 157] refers to the famous idyll of H. Taktash
“Ax gouokmop” (“White Flowers™) [Khabetdinova,
p. 222-223]. As E. Kozitskaya correctly noted, “the
role of a quotation in a poetic text is determined by
the double status of its “own — foreign” word. The
quotation accumulates certain facets of meaning,
associative codes of the text from which it is taken,
and introduces them to the newly created author's
text, making these “foreign” words-senses part of
the structure becoming sense-bearing; what is
more, a part that is complex, dialogically interact-
ing with the whole — “his own”, the author's word”
[Kozitskaya, p. 3]. “Ak Yoldyzlar” is an example
of an implied quotation. Finding this kind of quota-
tion in the text is sometimes difficult, in this case,
what is required is readers’ competence, since the
correct interpretation of the text depends on it. The
hero of Yu. Minnullina’s poem shares the Tak-
tash’s view of the world — “/lensst maTyp” (“Beau-
tiful World”), therefore, he looks for strength in
himself to resist the circumstances.

The theme of “poet and poetry” is already
stated here: “paper” (“korasn”) as a space for crea-
tivity, materialization of thoughts. The degree of
reflection of the hero is presented through the im-
age of blood beating in the temples. The feeling of
blood flowing through the vessels arises in a per-
son during moments of mental overstrain, accumu-
lated fatigue or stress:

On the temple knock-
knock —
Rebellious spirit? ...
Mystic...
blood...

Yueo mamwipuinda cynvix-
CYIbIK —
OYaAMANTBIKMbIPMbL? ..
apLIKMuIP. ..
KAHObID...
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The theme of spiritual renewal is presented
through the image of the s326r ayevip waswr (“the
sound of the spring rain”).

Seven poems of the cycle are from the category
of love lyrics. The key theme is the theme of unre-
quited love. In the poem “bashta gel-gel koyash
ide...” (“in the beginning there was only the
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sun...”), the theme “kylogo” manifests itself again,
developing in the tradition of duality. The heroine
mentally travels the distance: imperceptibly for the
beloved, like a “shadow” penetrates into his
dreams in order to remind about herself. The text-
confession is replaced by a text-spell, where the
word gains magic power:

MUHOD XUCTIP UKe KYTIM.
MUH anapHsl, mabuevlil Ku,
uxebesea muees OynoM,
bep coronek xucey OYICbIH,
MUHA apmulK, ai,

I have twice the amount of
words,

twice the amount of feel-
ings in me.

1 divide them, as usual,

mapcoiuma, in two equally,
KbLULAP O3bIH — JHCHLIb let you have one feeling of
MYJICbIH love,
MYH KOHHIPEH apacbina I have some extra, take, do
not resist,
winters are long — let the
warmth penetrate
into your dank days.

The text, apparently, is built on imperatives,
formal features of verbal communication, which is
characteristic of folklore spells. In the end, it be-
gins to resemble sorcery: upmoca cun yzey 02 /
Kapulii aamaccoly mypol. / bepapcena wahapenoa /
een-een kosuwt 6ynein mopwip. — Tomorrow you
yourself / will not be able to look straight. / For
someone in your city / the sun will be shining con-
stantly. So in her thoughts, the heroine wants to tie
her beloved to herself. This is emphasized by the
circular structure of the poem, the anaphoric struc-
ture of the lines, epiphoras. All this is emphasized
by visual images on the screen. The camera singles
out from the pictures of the night city the symbolic
plan (a handset, a door, a window, a bridge), point-
ing to the problem of communications. Images of a
bicycle, a road, a car help to set the theme of
movement. The theme of overcoming and bounda-
ries is revealed through images of doors, windows,
horizons. And the shadow of the hero of perform-
ance is personalized for a moment, thanks to the
sudden turning on of the stage lights. So the crea-
tors of the performance individualize the hero and
emphasize his latent dream to find reciprocity, to
be heard.

We can judge by the 3rd poem on the nature of
the relationship between the characters. The text
retains the spell character. This is emphasized by a
chain of forms of address: zapwim, saprvikayuvim,
kapeanyuvim. - my pitiful plea, eternal forgiveness,
my cursed; repetition of imperatives - tynla 'listen’.
The intonation of the spell is replaced by oaths to
overcome any difficulties. Here the compositional
elements of the fairy tale are updated: the forced

absence of the hero, the fulfillment of “difficult
tasks”: to obtain bead necklace made of the snake’s
horn, to win the battle with the divs (demons), to
travel across the ocean. The images of the ocean
and the observation wheel are transformed into
symbols of human ambitions, and the image of
Ideghey refers us to the theme of betrayal. All this
helps us to better understand the character's inner
world and the nature of her relationship with her
beloved.

In the poem “Aprram #epu mrohop
ypamHapsl...” (“Following me, the city streets are
strolling ...”) there is an attempt to outline the

roots and extent of the phenomenon of betrayal.
From deeply personal reflections, the character
makes a step toward comprehending the destiny of
the ethnos: xamep encece (the banner of memory);
xances xopnezecebes (forceless love of freedom).
This poetic text emanates the protest of the hero-
rebel, dissatisfied with the undue state of the
world. The Tatar identity is again manifested
through the cultural code: the image of Shahgali
Khan is mentioned, which in the ordinary Tatar
consciousness is associated with betrayal and cor-
ruption. The city in the feverish mind of the hero is
demonized: the streets and apartments tag along
the character and watch him. Yu. Minnullina, on
the one hand, reinterprets the Pushkin’s literary
myth of the Bronze Horseman. The city in the po-
etess’ lyrics imposes psychological pressure on the
inhabitants with a series of monuments, forming in
the mind of the hero a certain community: they all
have in their composition a pointing finger / hand.
The rebel character dreams about revealing a he-
roic component in her beloved city: bepap amnv
oupamacmul ukon — / Yeievin Oacmuix eacwip
oawwina — Will someone on horseback meet me — /
With this thought I went to the turn of the era. She
cares about the number of indigenous people, so
the topic of betraying her people is presented quite
unexpectedly by the image of mothers who have
decided to get an abortion, committing treachery
towards their people. Reflecting on the reconstruc-
tion of the Old Tatar Sloboda (“Bisto”), the heroine
observes the hypocrisy of her contemporaries, who
remember about conscience and duty, only hearing
the muezzin prayer: bep ocumepen, bep mopevl3vin
yunvi / FOanviuxka xanean. — They began to play,
destroying, then restoring / the Sloboda, left to us
as a consolation. Thus, the image of “Bisto” in the
poem turns into the Tatar heart of Kazan, choking
and collapsing in an atmosphere of hypocrisy and
betrayal. At the same time, we are witnessing a
dialogue with the lyrics of H. Taktash: cf.
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“Bygenge maturlyk” (“Today's Beauty”) (1927)
[hadi Taktash, p. 127).

In the cycle of poems, the topic of betrayal
constantly switches from the personal plane to the
public and back. The love drama unfolds through
the successfully found antithesis of the imaginary
heroism of the chosen one with the Building-
“Atlant”  supporting the night sky: o
xorepauceHme... — and do you remember ...; the
change of seasons manifest transience of feelings:
MHH Oy Ke3rd s3map OeioH TyiuM... — [ will pay
for this autumn with spring ...; the image of the
cafe here echoes with Blok’s poem “At the Restau-
rant” (1910) [Blok], but instead of anticipating
love the Tatar poet plunges us into a whirlpool of
disappointment.

In the poem “TemTorede Oy keH...” (“Day as in
a dream™) [Minnullina] the city is represented
through a number of details: cars, stopping only for
a moment at the traffic lights; a pedestrian crossing
on the road looking like a cemetery fence; a city
cemetery at first as part of the city landscape and
later on as its centre, city buildings arranged into
streets; windows where, like in a movie, someone's
shadows dance... This is how a sketch of the city
is formed, serving as a projection of the soul of a
lyrical hero. All these details, by Yu. Minnullina’s
wish, become a screen for conveying the feelings
and emotions of the “self” of the hero who aspires
to identify himself among hundreds of similar in-
dividuals, hurrying, believing in their own loneli-
ness.

Y. Minnullina's persona is dissolved in the ur-
ban landscape: its “self” is reflected in the views of
passers-by, “lives” in their smiles and Kkisses,
strikes the cars, freezes with delight at the sight of
snowfall... The kaleidoscope of pictures reflects a
kaleidoscope of feelings. In an effort to overcome
the bustle of urban life, the poetess invites us to
stand still for a moment to see the beauty, to hear
the silence in a moment. Are we, inhabitants of the
city, capable of this transformation? It is to us that
frenzied appeal is addressed, the question of a poet,
striving to break stereotypes: cun 6apmol coy, cune
KypeoH bepay — / yn y3e coy Oyeen mepeme? - Are
you still alive? Are you alive today / you, and the
one who is watching? The persona hastens to find
any manifestation of life in others: “at worst”, it
can even be a disease.

The hero of Yu. Minnullina somewhat resem-
bles the hero of V. Mayakovsky, who managed to
play the nocturne “on the flute of the drainpipes”

2

? The analysis of this poem was published in the journal
“Idel” [Khabutdinova 2016, p.53-54]
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[Mayakovsky, p. 29]. That is why every glance,
cast by a passer-by, is turned into a sprout of the
soul, forming a “shoot”; and the smiles come off
the lips like butterflies. Thus, the hero rebels
against the soulless atmosphere of the city. The
whole poem is built up as a dispute with an invisi-
ble interlocutor — his inner self, acutely experienc-
ing his solitude, abandonment in the city hustle and
bustle, showed in anxiety, confusion.

The poem is arranged according to the laws of
sleep. By changing the focus, the persona over-
comes the stereotypes of perception characteristic
of the city dweller, he manages to restore the con-
nections between people: you are lonely! But
here's the window for you: / who pulled the cur-
tain?; to overcome the boundary between them:
who is afraid of movements / abrupt from the out-
side; get rid of indifference: why, flying to the hair,
/ to his eyelashes, the snow does not melt?

The restless consciousness of the persona is re-
flected in the syntax of the poem. The monotony of
the city is conveyed through the deliberate use of
sentences without capital letters. Chaos in the at-
mosphere of urban life is manifested through
fragmentary thoughts. Before us there are scraps of
thoughts, torn out from the stream of life impres-
sions ... Pictures from the life routine, which, at
the wish of the author, acquire a new meaning.
Yu. Minnullina was able to splendidly break up the
“picture of weekday”. The poem is saturated with
faith in the greatness of the human soul, capable of
overcoming the mundane nature of its existence,
shaking itself, freeing itself from the hibernation.

It closely echoes with the poem “D3mo mune!”
(“Look for me!”). Here the poetess turns Blok's
lantern — a symbol of alienation — into a deeply
lyrical image: sneviz ponapv evina meuHap Oye
maevin / mapazaea mepu / kaunap anazein. — The
lonely lantern again at night / leans against the
window / with its hot cheek.

The heroine in the poem “fArcriHama sHa
kbicasapbit...” (“New frames seem alien ...”) re-
alizes that her life, her fate will now take a new
course. In her soul, full of bitterness and pain of
disappointment (wukne ane, wuxie / dcomeadan
coy wumba oynauacel. — It's still questionable /
whether Saturday will come after Friday), there is
still not enough strength to look into the future.
Yu. Minnullina very successfully uses the potential
of the theme of cards and card game, of fortune
telling, to reach the level of philosophical thinking
about Destiny. As you know, in the very nature of
the cards, there is two-worldness: they are simple
signs, "moves" in the game and make sense in the
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fortune-telling system. This second symbolic plan
of their meanings penetrates into the first, and then
the random occurring of cards turns into a certain
text, the author of which is “Fate”. Through the
cards, there appear intertextual links with
A. Pushkin's “Queen of Spades”, where the world,
“the embodiment of inert automatism”, is de-
stroyed under the influence of the “Event”, the in-
stant instrument of Providence” [Lotman, p. 401].
The heroine of Yu. Minnullina wants to overcome
what is destined for her, she hopes that trump aces
in the card game will help to overcome all the dif-
ficulties and vicissitudes in real life. The ring turns
into a symbol of unfulfilled vows. The life drama
of the heroine is revealed here through fortune tell-
ing: the coffee grouts turns into sands of unfulfilled
hopes; the prophet Jakub does not interpret the
dream-prediction to new Yusuf; cuckooing sounds
in the same tune.

The heroine of Minnullina comprehends her
destiny in the context of an epoch where everyone
is looking alone for a foothold in the world: xem —
capeatiean Kageniecen Manovl, / Kem — mapaiean
aen anvln maxkmol, / Kem — Y3 2IMIceHeH maul
meepen tiommul. — someone — wrapped in a yel-
lowed shroud, / someone — put on a narrow cres-
cent, / someone swallowed a stone from his loop.
Life acquires the features of a game-duel with des-
tiny: 6e3 omviiean uxkam, / OUMaK, / Kemoep ommbi.
— If we lost, /it means that / someone won. The city
of the poetess consists of sketches, seen through a
thawed patch on the window, from a myriad of
personal destinies of the townspeople (elderly
woman on Volodarsky Street, a fisherman, a man
whose wife always stops him shouting from the
balcony of the 6th floor). In “>xupas unHae yTmap
cyHen kmia...” (“the lights go out on the Earth...”)
the heroine, sharply experiencing separation from
her beloved, shares her philosophical reflections
about the destiny of a person in the world: a2 6um
Keute 3amovl MOULTIPEHOD / 0YA AJICA 2bIHA, YbIHAAN
mepe. — and after all if the person in a dream can
fly, he is really alive;

Kewe y3en covinan kykka kapwiti. — A man
glances at the sky to test himself.

The theme of the poet and poetry finds its in-
terpretation in the strophic variety of poems. In the
cycle of Yu. Minnullina, there are quatrains and
pentastich written in the traditional key, as well as
free strophic forms that acquire pronounced fea-
tures of vers libre. Experiments in the strophic
sphere and word-creating (apavikmolp, 3apvim,
ApavikayusimM, Kapearyyvim) also bring together the
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modern Tatar poet with poets of the early twentieth
century.

As Yu. Stepanov correctly noted, “in the 21st
century the structure of the verse becomes most
condensed. This condensation occurs for a number
of reasons (rhythm of life, socio-cultural changes)
and is expressed in different variations — primarily
in the form of enhanced alliteration (euphony) and
the semantic concentration of poetic discourse. Po-
etics changes with time. The structure of the poem
becomes consolidated — the system of rhymes be-
comes more elastic and expressive” [Stepanov, p.
220]. In Yu. Minnullina poems we encounter
rhymes, which can be called exact (mouda —
OHen02, MaKmol — UOMMblL, MUPSIMD — IHEIMD).
There are also compound rhymes (xopean ouen —
kapeanyuvim). The culture of Yu. Minnullina's
writing allows us to say that her main poetic dis-
coveries are still waiting for her. The poetess gives
the reader and herself a new model of behavior:
how to live in peace, to love and reflect on the fate
of the Tatar people, to admire the poetry of the
classics, when the country is gasping from hypoc-
risy and betrayal. For Yu. Minnullina, poetry is not
only a language with an amplitude of poetic de-
vices, but also a conversation about a person and
her epoch. It seems that the poetess is talking about
herself: about her mental unbalance, loneliness,
personal experiences and tragedies. But at the same
time, she talks about the time in which she lives,
about her generation, about the ethnos. The album
“Ike Kylem” is an attempt to philosophically com-
prehend her destination. “The world recreated by
Yu. Minnullina is full of surprises and expression,
it is fragmented, because it consists of projections
of human ideas, is interpreted as something mov-
ing and changing ... This creative work resists
easy reading, it requires special reception and is
distinguished by freedom of experimenting”
[Zagidullina, p. 17].

Performance “Ike Kylem” is a successful ex-
ample of PR strategy in modern Tatar culture,
aimed at promoting poetry and alternative music.
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NMEP®OPMAHC B TIPOCTPAHCTBE COBPEMEHHOI TATAPCKOM
IHO23UHN (HA IPUMEPE ®ECTUBAJIA JADIDFEST)

Muieyma MyxameT3stHOBHA Xa0yT/AMHOBA,

Kazanckuii ¢penepanbHbIil yHUBEPCUTET,
Poccus, 420008, r. Kazaus, yn. Kpemnesckas, 1. 18,
mileuscha@mail.ru.

Crarbs mpencTaBiisieT coOoi perneHsuio Ha anboom FO. Munnymnusaoi, P. Kamamoa «ke

Kynom» («B nBoiiHOM o0beme») (2016). Ha npumepe decruBans JADIDFEST packpsiTa criennguka
OBITOBAaHUS B COBPEMEHHOM TAaTapCKOW KyJbType mephopMaHca U €ro poJib B MpPOMaraH/e TaTapcKon
MO23UM U TaTapCKOM aJbTEepHATUBHON My3bIKU. B cTaThe mpoananmusupoBanbl 11 cTUXOTBOpeHU U3
TOPOJICKON JTMPUKHU MOITECCHI, BBISBICHA crienuduka oopazHoro mupa 0. MUHHYIITHHON, OTMEUCHBI
SKCIICPUMEHTHI B 00JIacTH CTpO(UKH, CIIOBOTBOpUecTBa. OmnpereneHa poiab My3biku P. Kamanosa B

anp0oMe.

KiroueBble cioBa: COBpPEMCHHAas

TaTapCKas

mo33msa, FO. MuHHymIMHA, TaTapcKas

anpTepHAaTHBHAA My3bIka, P. Kamranos, ane6om «Mke kymom» («B aBoitHOM o0bemMey).

B nccnegosannsax B. B. berukosa, H. b. Mans-
KOBCKOH COJIEpKHUTCA OYE€Hb MHOIO ILEHHBIX Ha-
OJIFOCHUI HaJ pa3BUTHEM COBPEMEHHOM KYIBTY-
pel. B dWacTHOCTH, MCClleOBaTeNd CYMTAIOT, YTO
«MOIIHBIA CKAa4YOK HAYYHO-TEXHHYECKOrO TMpPOo-
rpecca XX B., IPUBEAIINNA K COBPEMEHHON TEXHO-
TeHHON NHMBHJIM3AINK, OKa3an OecrperieneHTHOe
BO3/IEIICTBHE HA XYA0KECTBEHHYIO KyJIbTypy B IIe-
JIOM, Ha BCE BBl TPAJUIMOHHOIO HCKYCCTBa M
BBI3BaJI K >KM3HU HOBEHIINE Pa3HOBUIHOCTH apT-
MIPaKTHK, (POPMHUPYIOMIKECS HCKIIOYUTENHFHO Ha
TEXHOJIOTUYECKOW OCHOBE. BO3HMKIM NpUHLMIU-
aJbHO HOBBIC BUJBI TEXHUUYECKU OPUEHTHPOBAHHO-
IO UCKyCCTBa, 00pa3yroTca HE TOJIHKO HOBBIE apT-
SI3BIKK U apT-MIPOCTPAHCTBA, HO U XY/I0’KECTBEHHOE
co3HaHuEe HoBeimero Ttuna [berukoB, MaHBKOB-
ckas. BupTyanbHas peasbHOCTh B NPOCTPAHCTBE
ACTETUYECKOTo ombiTa], [berukoB, MaHbKOBCKas.
BupryanbpHas peasbHOCTh Kak (DEHOMEH COBpe-
MEHHOro wuckyccTtBa], [bbrukoB, MaHbKOBCKas.
Buptyanpaas peanbHOCTH|, [bBIuKOB, MaHBKOB-
ckas. B ctopony nmoctkuHo u nanee: J{uanor scre-
THUKOB O HOBEMILINX TCHACHLMSIX B apT-IBHUKEHUHU |.
Ha nammx riazax BO MHOTOM MEHSIETCS SI3bIK Tpa-
TUITMOHHBIX (JIMTEpaTypa, )KUBOIUCH, MY3bIKa, Te-
atp, Oaier) W TexHW4eckux (dororpadus, KuHe-
Martorpad W Opyrue SKpaHHBIE HCKYCCTBA, MYIIb-
THMEJINA) UCKYCCTB, BO3HUKIIN aKTyaJIbHbIC TCXHU-
3UpPOBAHHBIC apT-NPAKTUKU (nepHOpMaHChI, aK-
LMW, WHCTAIUISINN), a TakKe HOBEUIINE CeTeBbIS
aprT-penomeHbl. ICKycCTBO CTalo yTpaunuBaTh HIIH
CYLIECTBEHHO MOIU(PHUIMPOBATH CBOU TPaJAUIHOH-
Hbl€ W, Ka3ajoch Obl, HE3bIONIEMBbIE OCHOBaHUSI:
MHUMETHYHOCTb, WJCAIN3ALMUI0, CHUMBOJIU3M, BBI-
paXeHHE CYIIHOCTHBIX OCHOBaHHMH OBITHSI, XyJO-
’KECTBEHHO-3CTETUYECKYI0 OCHOBY, NTYXOBHOCTb U
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T. 1. Ilox momueiM Bausauem HTII mauunaror
MEHSTHCSI MEHTAJINUTET, NCUXOJOTHS BOCHPHUATHS,
CKJIaJ] MBIIJICHUS, UJCOJIOIUs, CUCTEMa MHUPOIIO-
HUMaHMA desoBeka. Y mapanensHo ¢ 3TuM, ecre-
CTBEHHO, MEHAIOTCA W TPaJAULMOHHBIE CpEJICTBA
XYIO0KECTBEHHOTO  BBIpaKeHHsI (M300pa3uTesib-
HOCTb, BBIPA3UTENBHOCTh, IECKPUITUBHOCTh, TO-
HaJIBHOCTh, PUTMHYHOCT, M T. I1.)» [DBBIUKOB,
Mansbkosckas, 2011, c. 62].

ITosTrdeckne mnepdopMaHCHI CTamM  SPKOM
ocobennocteio (ectuBanst JADIDFEST, mposo-
qumoro BcemHMpHBIM KOHIpeccoM TaTapckoil Mo-
nogexu. B Poccun mepdopmaHcsl BrepBbie MOs-
BWINCh Yy XYJIOKHHUKOB-KOHIENTyanucToB. JKaHp
NOATHYECKHUX TepPopMaHCOB B HaIICH CTpaHe IOo-
nyyaet pazsutue B 2000-e roasl. B Tatapckoii mo-
93WM 3TOT JKaHP CTal HaOWpaTh 0OOPOTHI B TO-
CJIETHHE TOJIBI.

Kak ykaseiBaer H. b. ManbkoBckas, nepdop-
MaHC — 3TO «IyOJMYHOE CO3MaHHe apTredakra 1o
MPUHLMITY CHHTE3a NCKYCCTBAa W HE-HCKYCCTBA, HE
TpeOyroliee CHenuanbHBIX MPOdecCHOHATBHBIX
HaBBIKOB U HE MPETEHIYIOUIEE Ha JOJITOBEYHOCTDY.
ITepdopmarc — 3TO «HCKYCCTBO MTHOBEHHS, Oa-
JaHCUpYIOIlee HA TpaHU OBITUS W HEOBITH
[Mankovskaya]. Takum o6pazom, mon mepdop-
MaHCOM II0/IPa3yMEBAETCs] HCIIOJIHCHHOE XYIIOXK-
HUKOM (TI03TOM) B OAMHOYKY WJIM TPYTIIION TIPOU3-
BEJIEHHE, MPU KOTOPOM HCIIONB3YETCS] HECKOJIBKO
3HAaKOBBIX cHcTeM. McnonHenue nepdopmanca
BCerja MPOXOOUT mepen 3puteneM (B ciaydae ¢
ans0omoM «MKe Kyiom» OTJalleHHBIM), TOCKOJIBKY
HE MOXeT He uMeTh anpecara. llepdopmanc —
CTpEMJICHHE K INIPEONOJICHUIO TEKCTOBOTO YPOBHS
A3bIKa W TIEPEeXOJy Ha YPOBEHb «KECTOBO-
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MTOBEICHYECKHID» u «IPOEKTHBHO-
cTpareruueckuit» [Jlunoserkuit, Kykymnus, c. 85].

®ectuans JADIDFEST cran oguM U3 apKkux
COOBITHIT B COBPEMEHHOW TaTapCKOH KYJBTYpE.
OpranuzaTopaMu BeIcTynmim Bcemuphsbiii Gopym
TaTapcKOH MOJIOJICKH, TBOPUECKOE OOBEIMHEHHE
«Kaneb», xypnan «K3H. CobGaka.py», «IK21».
Mepomnpustue npomnnio 2—3 ampenst 2016 r. B Ka-
3aHH, B 34aHUM YEpHOSPOBCKOTO Maccaxka, riae B
1920-¢ roaet pacnonaranca ['AXKYP, penaxkuuu
TaTapCKUX JKypHAJIOB ¥ ra3eT. MecTo mpoBeaeHus
OBLIO BRIOpAHO, MO-BHANMOMY, Hecirydaino. Ode-
BHJHO CTPEMJICHHE OPIraHM3aTOPOB «HAI[MOHAIH-
3WpoBaTh» MpocTpaHcTBO KaszaHW, packpweITh TO-
pO’kaHaM HOBOE COZEPIKaHNE M3BECTHBIX apXUTEK-
TYPHBIX 0OBEKTOB.

T. SApynnuH Tak oxXxapakTepu30Bal ILEIb IMPO-
BemeHus ¢ectuBansa: «S cumrato JADIDFEST
MOJIHOCTHIO KYJIBTYPHBIM SIBIICHUEM, KOTOPOE MBI
MIOJICMOTPENIN 'y eBpoIleicKkuX (opMaToB, Korma
00IIEeN3BECTHRIN TIOKAJ, T1Ie TIo0abHBIE (hopma-
TBI, OOIIEM3BECTHBIE IS BCEX, W JIOKAJIBHBIE OCO-
OCHHOCTH TOJAIOTCS BMECTE M MOJIy4aeTcs OCo-
OCHHO WHTEpPECHOE IJII MHOTHX IIIOJIeH SBJICHHE.
JADIDFEST kak pa3 00 stom. @opmar sipMapKu
HE HOBBIW, IHU3ailH-MAPKET — 3TO TOXE HE UYTO-TO
HOBOE, 4TO mpuaymanu Mbl. Ho kxorma Bce 3tu
(hopMaThl, TOHATHBIE UIS BCEX, HE3ABHUCHMO OT
BO3pacTa M HAalMOHAJIBHOCTH, MOJACIIb C Tarap-
CKMM KOMIIOHEHTOM, 3TO CTAHOBHUTCS IEJIBIM KYIIb-
TypHBEIM siBIeHHEeM. Sunday Up Market — 310 *Xe
TOKE€ HE YTO-TO YHUKAIBHOE, 3TO SBJICHHUE MTPHIILIO
k Ham u3 EBpombl. A BOOOINE, OYECHb MPHUSITHO
CJIBIIIIATH TAKOE CPABHEHHE, IIOTOMY YTO OOBIYHO Y
Hac CIIPAIINBAIOT: 3TO YTO, BeCeHHMH BapuaHT Ca-
0antys? Kak pa3-raku JADIDFEST u BooOmie Bce
HaIlIM aKIHH Pa3pylIaloT CTEPEOTHIIBI O TATAPCKUX
MepOnpHUATHAX. MBI XOTUM IIOKa3aTh, 4YTO TaTap-
CKHE MEPOTPHUATHS MOTYT OBITh WHTEIUICKTYaTh-
HBIMH, UHTEPECHBIMU, TOpoACKUMI» [banpernun].

B pamkax ¢ectmBansi TBopueckoe OOBEHMHE-
Hue «Kaeb» ycrpomno apr-nepdomanc «Takrari-
HOHCTOI». Bech Beuep 0Oe3 mepepbiBa CO CIECHBI
3By4alld CTHUXOTBOpeHus Xamu Takramia B My3bI-
KaJIbHOM COTIPOBOXKICHWM TpoekTa Tatarsis, Pa-
muda Kamanosa, Unesica [Nadaposa n Paguka Ca-
nuMoBa. BMecTe ¢ M3BECTHBIMH MMO3TaMHU, MY3bI-
KaHTaMH, JKypHAINCTAMH W aKTepaMd Ha CIICHY
MOT BBIATH JTFOOOW XKemarommid. [Jis 3Toro Hy>KHO
ObUTO MpounTaTh cTxoTBopeHue X. Takrarra, 3a-
nucaTh Ha BUJIEO U A0 29 mapTa 3arpy3uTh €ro B
rpynmy «Kame6». Dta axkmms Obula HaresleHa Ha
TO, YTOOBI, C OJHOW CTOPOHBI, aKTyaJM3HPOBAThH
TBOPYECTBO  TaTapckoro  moara-pedopmaropa
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[Tocman], [Xamur], [[ammymmuH]|, [XaOyTauHOBA,
1998], ¢ mpyroit — chenarb HAIMOHATBHYIO IIO-
93UI0 JOCTOSTHUEM IUPOKOH ITyOIHKH.

Bropoit JADIDFEST mpomen B Ilentpe co-
BPEeMEHHOM KynbTypsel «CMmeHa» 25 gexabps
2016 r. B pamkax ¢ecTuBaist cocTosuiach Mpe3eH-
tarus anpooma 0. Munnymmaoi# u P. Kamamosa
«Mxe xymom» («B nBoitHOM oOBeme»). Ha
nepdopMaHc NpuUILIa 1eeBas ayIuTOpHs — MOJIO-

NIeKb,  3aMHTEPECOBaHHAas B IMPOJBUKCHUU
TaTapCKOTO SI3bIKA U KYJIBTYPhl B MacCCHI.
Unes cozgare mepdopMaHc ¢ MEBIOM-

My3bIkaHTOM npuia 0. Munnymnusoit B 2015 1.
nmocne JADIDFEST, xorma 23 4elmoBeka IIOJ
My3bIKy YUTaIM CTUXOTBOpeHUs Xanu Taxrama
[UcmorsritneBa]. Ilostecca mpemmoxkmma 11
CTHXOB, Ha OCHOBE KOTOPBIX ObLIM 3amucanbl 11
TpekoB mox abOpeBuatypoit YMRK, oGpa3zoBan-
HOW W3 MHHLMAIOB aBTOPOB anbbOoMma. B ampbom
BOIIUIM CTUXOTBOpEHUs, HamucaHnuble B 2008—
2010 rr.

Hckanpep Dmepw, cienmuaiucT B 00IacTH WH-
(hOpMaLIMOHHBIX TEXHOJOTHH, CUMTAET, YTO «allb-
OoM xoporT cBoei pehopMaTOPCKON CYITHOCTBIOY.
Ero co3marenu cTpemsTCS OKHUBUTH MpPOIECC pas-
BUTHUS HALIMOHAJBHOW KyJNBTYpbI, NPHUIATh €My
KpeaTUBHYIO OUHAMHUKy. «,Wke Kymom* — 3T0
OJMHHAALATh KOMIIO3ULMHA O JIFOOBH, POJHOM TIO-
pole ¥ HaUUOHAIBLHOH CaMOMIECHTHU()UKALHH.
CTuxu HapO4YHMTO JMYHBIC, B HUIX MHOTO TOCKH IO
HEHa3BaHHOMY 4esoBeKy. Ilocime mepBeIX He-
CKOJIBKMX KOMITO3UIII Ka)KeTCsI, 9TO 3TO YXKe He
TpeThe JIMIO, HO TePOH TOCKYeT Mo caMoMy cebe
HacrosuieMy. TakoMy, KaKuM OH XOTEN Obl OBITb.
Ho mapanmnensHo ¢ 3TuM aBTOp AETUTCA 00ECIIOKO-
E€HHOCTBIO OyAylIMM HalMOHAILHOW KYJBTYPBI.
I'maBHBIIA repoii )KUBET He B aOCTPaKTHO JIepeBHE,
B KOTOPOH HCCAKAeT KyJbTypa, a B KOHKPETHOM
ropojie. OTO OTBEYAET AyXY BPEMEHH, IOTOMY Kak
BIIEpE/l KYJNbTYPY IBHUIaeT TOPOACKas MOJOACKD.
Jocrarouno oOpa3oBaHHas W Oe3yMHas, YTOOBI
MPEeaNPUHAMATD HEMOIMYJISIPHBIE TIOTBITKH OTCTaN-
BaTh CBOIO TOUKYy 3peHusi. OOIIyI0 TPEBOKHOCTbH
anpboMa aBTOp pas3peracT MHEHHEM, YTO MBI CTO-
UM B HadaJle HOBOM JIIOXH.

AKUEHT B aibOOMe, B TIEPBYIO OUepesb, CleNaH
Ha cTuxax. Mys3blka e WIpaer, CKopee, poJjb
apaH)XUPOBKH, HO PETYJSIPHO BCTYIMAET B JHAJIOT C
TEKCTOM WM HE OCTaBIIAET MPOBAJOB B TeJe aIb0o-
Mma. [Toayiokka K cTMXam — 3T0 HE CyXOH 0JHO00-
pa3HbBIN OWT, HO TOJIHOIIEHHAS KOMITO3HUIHs. MHO-
I71a d9Ta MeAJeHHas, cOMBUMBAs IOPOKKA HAIOJN-
HSETCsl TUCCOHAHCAMM TapauIeIbHO M3MEHEHUSIM
HacTpoeHus: rosoca. MHorma puTMHUYHBIH, Tpe-
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BOKHBIM, MOYTH IIOCBCKUM 3BYK HECETCS BIIEpE].
Mys3bIKkaHTaM ypaaeTcs yaep:KaTh TOHKHK OamaHC
MEXIY ,,COBPEMEHHOCTBIO U ,,TaATAPCKOCTBIO* MYy~
3BIKAJILHOTO COTIPOBOXKIIEHUS, HE BIajas B Kpaii-
HocTn» [MuTepBRIO ¢ Mckanmep Omepu].

[epeBon cmbicna nepdopmanca «Mke Kyaom»
(«B nBoiiHOM 00BEMe») Ha JOCTYIHBIA IMUPOKOH
myOJIMKe S3bIK TPOUCXOUT 32 CUET MY3bIKaJIbHOTO
KO/a: TEXHO TMOJKYyNaeT CBOECH He3aMbICIOBATO-
CThIO. DTO BIIOJTHE CO3HATEIBHBIN XOJ JJIsl pacilu-
peHUs ayIUTOPUH U, CIeI0BATEIBHO, IS TTOMYJIs-
pHU3alMK TIO3THYECKUX aKIMH, KOTOpBIE TpeBpa-
IAaf0TCS B KPHUTUKY o0OmecTBa. «DIEKTPOHHOE
3Bydanue B anbbome YMRK — | Mke kyinom* oT-
ChIJTAET HAac cpa3y K pa3HbIM IMEpHOAaM IKCIEepH-
MEHTaJbHOU 31eKTpoHuKH OT 90 mo 10-x romos, —
cuntaeT OpkuH. — Boards of Canada Bctpeuaercs ¢
Massive Attack W yXomuT B aHAJIOTOBBIN TpHIIL.
WHoraa, xorjga mo3ajay UrparoT JICHUBbIC Oapaba-
HBI, 3TO aCCOIMHPYETCS C aOCTPaKTHBIM XWII-
xoroM, ¢ pencraButesiMu IDM, obpasma 2000-x.
Ot1o0 mpumaet anbbomy ocobyto 3araaky. OH OyaTo
CYyILIECTBYeT B MHOM IHpocTpaHcTBe. B mpoctpan-
ctBe, T1e Adexc TBUH paccka3siBacT O(pHUIIMAHTY O
HOBOM anbbome, a IlaBen JlomoHoB wrpaer mop
noManeii Out Ha cryauu Qadaqg» [HHTEpBBIO C
DpxusoM]'.

ABTOpBEI anpboMa CTpEeMATCS BO3ICHCTBOBATH
Ha MHUp, U3MCHUTH €ro HACTOSIEe COCTOSHUE B
COLIMAJIBHOM M KyJIbTypHOU cpene. s sToro, mo-
MHMO TyOJMYHOW aKIWH B pamKax ¢ecTUBa,
0. Munnymaa, P. KamamnoB aktuBHO pacmpo-
CTPaHSIOT CBOM aab0OM B OOIIEJOCTYIHBIX MOPTa-
nax (YouTube, Facebook, BKonTtakre u mp.). 910
CHOCOOCTBYET pACHIMPEHHIO ayIuTOpHH. Peais-
HBIH MepopMaHC MOMKET CYIIeCTBOBATH CUUTAH-
Hble MTHOBEHUS W HalleJIeH Ha IT0Ka3 Mpolecca Me-
tamop¢03, HeXeIM Ha JOCTIKEHHE MaTepHalibHO-
ro pesyibrara. Bumeo-meppopmanc MoxxeT HEOA-
HOKPAaTHO BOCIIPOM3BOJUTHCS W, CJIEIOBATEIHHO,
OBICTPO PaCTPOCTPAHATHCSA. DTO TaeT UM BO3MOXK-
HOCTB TIPOCBEIICHUS cO00IecTBa Oe3 AUIaKTU3MA,
CBOWMCTBEHHOTI'O KJIACCUYECKOW TaTapCKOU MO33UHU.

0. Munnymnnna, P. Kamanos axktuBHO oOcC-
BaMBAIOT HOBBIC ()OPMBI OBITOBAHHS CJIOBA, MY3HI-
KH, «KecTa»y. OHU CTPEMSITCS BBIMTH 3a MPEACIbI
anpooma. [lepdopmepsr oOpamaroTcss K BHIEO.
OueM B nepdopmance 0. MunnymmaoH, P. Ka-
[IarnoBa MpeBpaTuiICsl B CBOETO pojia JIMH3Y, pac-

' Opkun — pesunent neiibna Incompetence Records —
Bans Jlum6. Iumer ¥ MCIONHSAET MY3BIKY B JKaHpax
TEXHO, UHAACTpHall, HOI3, SMOMEHT. Pen3bl BHIXOIMITH
takxe Ha Fuselab u Opal Tapes. [IpoekT cozman B 2012
rofy.
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CTaBJSIIOLIYK0 CMBICIIOBBIE akKLEHThl. Bo Bpems
Npe3eHTalu anb0oMa Ha 3aJHUKE CICHBI IEMOH-
cTpupoBajics (WIBM TEHUS JOKYMEHTAIUCTHKU
J3ura BeproBa «UesnoBek ¢ KUHOANMapaToM». ITO
HEMOW JKCHEPUMEHTAIbHBINA (MIBM, BBITYIICH-
HBIHA Ha ’KpaHbl B 1929 r. BecbMa nmoka3zaTeneH aB-
TOPCKUI KOMMEHTapui K KMHOKapTuHe: «BHuma-
HUIO 3PUTEJICH: HACTOANIMKA (QUIIBM MPEICTABIIACT
co00if OMBIT KUHO-TIEpEJauyd BUJAMMBIX SIBJICHUU.
be3 momomu Haamwmcer (PunpMm 0e3 Hammuceid),
0e3 momormm crieHapus (DwieM 06e3 crieHapwus),
6e3 momoru tearpa (PuapMm 6e3 mekoparuii, ak-
TEPOB U T. 1.).

Ora ’KcnepuMeHTalIbHas paboTa HampaBleHa K
CO3/IaHUIO TIO/UTMHHO MEXTYyHapOJHOTO abCOoIOT-
HOTO $3bIKa KHHO Ha OCHOBE €ro MOJHOTO OT/elle-
HUS OT SI3bIKA TeaTpa U JUTeparypbl» [«HenoBek c
KUHoanmnapaTtom |. @UiibM COCTaBJIEH U3 KOPOTKHUX
JOKYMCHTAIIBHBIX (DparMeHToB (3a4acTylO0 BCETO
HECKOJILKO KaJIPOB), M300paXKaroIIuX XaOTHYHYIO
J)KU3Hb COBPEMEHHOr0 TOpojJa: ABH)XECHHE TpaHC-
nopTa M JoaeH, TpyA pabodyMx Ha MPOMBIIUICH-
HBIX TPEANPUATUAX, KYJIbTYPHBIE MEPOIPUSTHS,
MEIULUHCKUE yupexacHus. OuiabM, Kak HaM Ka-
JKeTCsl, TPHUBJIEK BHHMaHHWE co3faTelnieil ampOoma
«ke KyJlIom» CBOEH SKIIEPUMEHTAIbHOU CYIIHO-
cThi0. [[3ur BepToB cTpeMuUTCs MpOAEMOHCTPUPO-
BaThb BO3MOXXHOCTU KHHOSI3bIKA, MPUHUUIINAIBHO
OTJIMYHBIE OT BO3MOKHOCTEH TeaTpa M JUTepaTy-
pBL. «31ech MpeACTaBlIeHa NOATUHHAS SHIUKIONE-
JUsl ONEpPaTOPCKUX W MOHTAXHBIX TEXHHUK: CKO-
IIICHHBIE YTJIBl, CheMKa B OTPAKEHUH, ITOKAJPOBast
ChEMKa, YCKOPEHHasl CbeMKa, COBMEIIEHNE JIBYX U
0oJjiee M300pakKeHNH Ha OJTHOM KaJpe U TaK J1anee»
[Tam xe]. Kunopexwuccep, 3KCHEPUMEHTHPYS C
TEXHUKON «KWHO-TJIa3a», MCXOJIWJ W3 TOTO, YTO
COBpEeMEHHAasi KHHOTEXHHKA CIIOCOOHA 3areyaTiieTh
TO, UTO OCTAETCS BHE IOJI YEIOBEUECKOrO 3PEHMUSI.
B TBOpueckoit naboparopun J3ura Beprosa uHCT-
PYMEHTaMH TIIyOMHHOTO aHaJ3a TOBCEIHEBHOU
pPEATbHOCTH CTAJIM MOHTa)KHasi 00pabOTKa M PHUT-
MHYECKas «IEepeTacoBKa» OTCHATHIX H300paxe-
Huil. C qpyroil cTOpoHsl, MO 3aMBICITy co3faTeneit
nepdopmanca, ¢mieM «YenmoBek ¢ KuHOammapa-
TOM» JOJDKCH OBLT paboTaTh Ha CO3MaHUE XPOHO-
TOIA TOPOJa, a TAKXKE CIOCOOCTBOBATH CO3JAHHIO
aTMochepsl «pyOe)KHOCTHY.

B mepdopmance «MKke Kylom» HCIONB3YyeTCS
TEXHUKA CKPBITOTO MOHTaXa: KaJpbl M3 (HUIbMa
Jlzura BeproBa COMOCTaBISAIOTCS C OC3BIMSHHBIM
(hmpMOM, CO3TaHHBIM HAIIUMHU COBPEMEHHUKAMHU
Ha TeMy «XyIO0KHUK U COBPEMEHHOCTH». Bce 3To
MO3BOJIICT aBTOpaM mepdopMaHca co3aaTh TPETU
cmbicit. FO. Munnynnunaa un P. Kamanos ctpemsr-
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Csl TMIO3HAKOMUTh LIMPOKYIO IMyOJHMKY C MaluTpoi
TBOPYECKUX HMCKaHUN CBOEro IOKoJieHus. B pe-
3yJbTaTe XyI0’)KECTBEHHOE BBICKa3bIBaHME MO3Ta B
o0paMJIEHMM aJIbTePHAaTUBHOW MYy3bIKM U BHIEO
3aCTaBJISIET 3PUTENIEH OCMBICIUTh PEATbHOCTH C
HOBOro pakypca. CKpBITBIII MOHTaX €cTb B HU3-
BECTHOW CTENEHH MPOBOKAIMS, KECT K pa3MbIIILIe-
HUIO O CaMOCO3HAHWHU YeJIOBeKa PyOeKHOM 31moxu
B COBpeMeHHbIX ychoBusx. 0. MuHHyIMHA U
P. KamanoB npoxmnaaslBaloT MOCT K 3II0XE Hadasa
XX B.

Xors neppopmanc «Mke kynom» U BoOpan B
ce0s1 pasHble XYJO0KECTBEHHBIC SI3bIKM W HOBBIC
TEXHOJIOTHH, TEM HE MEHEE OH OCTAcTCs BBICKAa3bI-
BAHMEM II03Ta M INPHUHAJICKUAT JIUTEpATypeE.
1O. MunHynnHa B TpOCTpaHCTBE HepdopmaHca
BBICTYIIa€T HE TOJIBKO B KaueCTBE aBTOpPa TEKCTA,
HO U €T0 HCIIOJIHUTEINA. B pe3ynbrate, 0 BeIpaxke-
Huto O. KuramoBoii, oHa mpeBpamaercsd B «yHH-
BEpPCAILHOTO MEANYMa», YTO MPEJOCTaBIsIET IO-
3TECCE «HEMBICIMMYIO B INpefaenax APYrHMX BUIOB
HCKYCCTB CBOOOAY camoBbIpaxkeHus» [Kwuramosa,
c. 12]. YuraTtensckas ayIuTOpHs 3HaKOMa ¢ HeTo-
BTOpUMOW MaHepod ucnoiHeHus 0. MunHym-
HOM COOCTBEHHBIX CTHXOTBOPEHHH M UYXKUX IO-
3TUYECKUX TEKCTOB. 1'0710C ucCnosHUTENs HALEms-
eTcs OOJBLIMM CIIEKTPOM 3HadeHuil. Temm ee peun
ITOCTOSTHHO MEHAETCS, KaK U HHTEHCHUBHOCTB I'OJIO-
ca. B pesynprare 3puTens morpykaercs B MHpP
SMOLMN U YyBCTB OCTaBIIETOCS HAEAUHE C CAMUM
co0OH, HaequHE C OIHUM JIMIIb S3BIKOM Iepos
neppopmanca. KO. MUHHYIITTHHOW Ba)KHO JTOHECTH
HJICI0 CBOETO BBICKA3BIBAHUA A0 ciaymarenei. Pois
cyObekTa B nepdopmance cBefieHa K (OpMUpPOBa-
HUIO 3pUTENIbCKOMN pelenuu.

B «Uxe xynom» FO. MuHHyIIMHA CTpeMUTCS K
CO3/IaHUIO CIIO)KHOW TEKCTOBOH CTPYKTYpHI, Opra-
HU30BaHHOM MY3BIKAIBHBIM IOTEHIMAIOM CJOBA.
OCHOBHBIMH KOMITO3UIIIOHHBIMU TpHEMaMH B T10-
THYECKHX TEKCTaxX BBICTYIAIOT IOBTOP, aHadopa,
aHTHUTE3A.

Hukn OTKpBIBaeTcA CTUXOTBOPEHUEM
«[lopmene 119, TOPa394o KaJChIH / TaHBIM TYTel
urohap pacemuape» («3agepHH IITOPHI, MYCTh OC-
TaHyTCsS Ha OKHE / HE3HAKOMbIE T'OPOJICKUE KapTHU-
HBD»"), KOTOpBIl 3a/aeT OCHOBHBIE MPOCTPAHCT-
BEHHBIE KOOPAMHATBI M OIpPENEISIET KIIOYEBYIO
TEMY — «COBPEMEHHBII YEJIOBEK B INPOCTPAHCTBE
ropojga». 37ech 3asBICHBI TOATEMBI, KOTOpHIC
MoJlyyaT pa3BUTHE B JAPYTUX CTUXOTBOPEHHSX.
CyOBEeKTOM MO033UH BBICTYNAET TBOPUYECKAs JIHY-
HOCTh. B ero peduiekcum Haluy BEIpaKEHUE TaKUE

23nec Jlanee noAcTp. nepeson Hau — M. X.
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SIBIIEHUS W3 O0JIACTH TICHXOJIOTHH TOpojia, KaK OT-
qy>KJICHUE JIOJCcH, 00€3NMMYnMBaHue, CTEPEOTHUIIH-
3amus MOBEICHUS U, KaK CIEJCTBHE, — aTMocdepa
HEeBpOTH3aIK HaceneHus. lIpoctpancTBo repos —
JKUTENSI COBPEMEHHOT'O TOPOJia — B CTUXOTBOPEHUH
CBOpAUMBAETCA J0 MPOCTPAHCTBA ero Ayuiu. OKHO,
wmopa, pybaxa, TIOMUMO TIPEIMETHOCTH, HECYT B
ce0Oe MOTEeHIIUAN «IPAaHHUIIBD: TEPOH CTPEMUTCS OC-
TaThC HaCIIMHE C COOOM, B TO K€ BPeMsl B IIPOIIEC-
C€ CaMOCO3HaHUS MPUXOAHUT K HEYTECIIUTEILHOMY
BBEIBOJY, UTO HE BBIIEpKall UCIBITaHHHA (cp. «ChI-
HaJTyJaH KIMCCHTOH 119 KYHe»). 0. MunHymmHa
mpeBpaiaeT o0pa3 «KyJIorajsp» B JIEHTMOTHUB BCe-
ro IUKJA: MO3T — TeHb, TOPOXKaHE — TE€HU, UIEH —
TEHH, TEHU — ropoj (pe4b HUIACT O HPUUYJIUBBIX
TEHSIX Ha IOJIy W CTEHAaX KOMHAThI, POXKICHHBIX
Omaromapss Wrpe CBeTa M TEHH B CKJIaJKax
3aHABECOK).

I'epoil nupuyeckoro nukia — MO3T, CTPEMS-
IIMICS  OCMBICIHMTH TEPEeXKUBAHUA:  wahapeya
cuzdepmuua apHe. — cmpaoatl, He nooasds 6uoy.
DTO yCWIEHO depe3 KOJBIEBYID KOMITO3HUITHIO
CTUXOTBOPEHUS ...nap0ana 02 / Tapazada kaicvin. —
3adepuu wmopwl, nycms oOCmMaHymcsi Ha OKHe.
I'myOuHa ero mnepexMBaHUil 3aJaHa 4epe3 IMpo-
CTPAHCTBO: AKMbLILIKMAH SAMCbIHeAH 0a KyHen, /
OyIMD YUMEHIPIK Uyeanacon. — [yua maeomumcs
ceemom / Ynonzna 6 xoney komuamol. OUEBUAHO,
4TO Tepe] HaMu repoi-OyHTaph, HATOMUHAFOIIUHA
repos mpousBeAcHHN Takramia Iepuoia TUCHS-
Hu3Ma. OH HE XOYET MUPHUTHCS C YTOTOBAHHOU eMy
00IIIECTBOM POJIbIO «OBITh TCHBIO» (K}1222) B POJI-
HOM TOpOJIe, CTPEMHUTCS «OCTAaHOBHThH MTIHOBE-
HUE», 9YTOOBI MUD OBbUT MPEKpacHbIM: byeen amuvi-
aacsl axk uonovL3aap / mazeii Oepap meH suaceH
ane. — Ilycmob Genvie 36e30bl, KOMOPLIM CYIHCOEHO
Ce200HsI CKamumuvcsi ¢ Hebec, npodCUSYm euye 0OHY
HOYb; TEHINT ceOi HaIeXIOW, YTO «3aMOPO3KM»
BpeMeHHsble: [[lompipmaapruvly 0a uauakma yacvl, /
wyna evia 6epasz Cyblmkanowvip. — Omo pems
yeemeHusi yepemyxu, / nOSMoOMy, HAGepHOe, Yymb
HOX0004I0.

O6pa3 «ax Hongsznapy [hamu Takram, c. 157]
oTchUIaeT K 3HaMeHuTod wupwmiuu X. Taxrama
«Ax gouokyop» («bemsie 11BeTHI») [Xo0eTaMHOBA,
c. 222-223]. Kak Bepno nmoametuna E. Ko3urkas,
«pOJTb ITUTATHI B IO3TUYECKOM TEKCTE OIpe/IeIIsIeT-
Cs IBOMHBIM CTaTyCOM ,,CBOETO — UY>KOT0* ClIOBa.
[urata aKkKyMyJupyeT oONpeJC/eHHbIE TIpPaHU
CMBICIIa, aCCOLMATUBHBIC KOIBI TOTO TEKCTa, W3
KOTOPOTO B34Ta, U MIPUBHOCUT UX BO BHOBH CO3/1a-
BAEMBbI aBTOPCKUM TEKCT, Jenas 3TU ,uyxKue'
CJIOBAa-CMBICIIBI YACTHIO CTAHOBSIICHUCS coaepkKa-
TENBHON CTPYKTYpBI, MPHYEM YacThIO, CIOXKHO,
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JUATOTMYECKH B3aUMOJICHCTBYIOIIEH € LEJIbIM —
,»COOCTBEHHO CBOUM', aBTOPCKUM ciioBomM» [Ko-
3uIKas, c. 3]. «Ak Honap3napy — NpuMep UMILIU-
HMpOBaHHOW nMTaThl. HaxoxkleHwe 3TOH pa3Ho-
BHIHOCTH LUTaT B TEKCTE€ MOPOW 3aTPyAHEHO, B
9TOM Cilydae TpeOyeTcsl YUTaTeNbCKasi KOMIIETeHT-
HOCTh, TaK KaK OT Hee 3aBUCHUT NpaBWIbHAS WH-
Tepoperanus TekcTa. ['epoil  CTUXOTBOPEHMS
1O. MunHyIIMHON pa3fienseT TaKTalleBCKYI0 TO4-
Ky 3peHust Ha mup — «/lenbs maryp» («IIpexpacen
MHP»), TIO3TOMY HIIET B ce0¢ CHIIBI MMPOTHBOCTO-
STh 00CTOSTEIHCTBAM.

VYike 31ech 3asBJICHA TeMa «I03Ta U MOI3HH»:
«byMmara» («kara3by») Kak IPOCTPAHCTBO TBOPUECT-
Ba, MaTepuanu3anun mMeiciei. CterneHsb pediiekcuu
reposi 3ajiaHa 4depe3 oOpa3 ObIOIICHCS B BHCKax
kpoBH. ONIylIeHre TOKa KPOBH IO COCyJaM BO3-
HUKAeT Yy YelIOBEeKa B MOMEHTHI TICHXHYECKOTO TIe-
peHANpPsDKCHUSI, HAKOIUIEHHON YCTaloCTH WJIHN
cTpecca:

Yuza mamuipbinoa cyivik-
CYNbIK —

Ha sucke myk-myk —
bynmapcmea oyx?..

0Yamanivikmolpmvi?.. Mucmuka...
aApALIKMBIP. .. KpOGb...
KaHObIP...

Tema myxoBHOTO OOHOBJICHHMSI 3alaHa dYepes
o0pa3 s3ebl siHeblp wassl (KIIyM BECEHHETO J0XK-
TUD»).

7 CTUXOTBOPEHHH IHMKJIa U3 pa3psaa JIoOOB-
Ho¥ jupuku. KiroueBoil TeMoil cTaHeT Tema He-
pasnmeneHHoOW m00BH. B cTmxoTBOpeHun «Oamra
ref-re’l Kosm uae...» («BHadaje ObUIO TOJIBKO
COJIHIIC...») BHOBb JiaeT O ce0e 3HaTh Tema
«KYJTIOT®», KOTOpas pa3BUBaeTCS B TPaaUILUU
JIBOMHMYECTBA. ['epoil MBICIEHHO MPEO0/I0JIEBAET
MPOCTPAHCTBO: HE3aMETHO MJIsi JIOOMMOro «Te-
HBIO» TIPOHHUKAET B €0 CHBI, YTOOBI HATIOMHUTH O
cebe. Ha cMmeHy TekcTy-HcIioBeIn TPUXOAUT
TEKCT-3aTOBOp, TAE CJIOBO OOpETaeT Maru4ecKyro
CHITY:

MUHOD CY31dP UKe KYAIM,
MUHOD XUCTIIP UKEe KYTIM.
MUH ANapHbl, Maduevlil Ku,
uxebesea muzes Oyiom,
bep cotonex xucer 6YICHIH,

y MeHsi ecmb Cl08d 8
osoliom obveme,

60 MHe 4y8Ccme 6 0BOUHOM
obveme.

5 UX, Kaxk 0ObluHO,

MUHa apmuix, arn, | dento Ha 080UX NOPOGHY,
mapceiuma, nycmo y mebs 6yoem 0OHO
KbIUIap O3bIH —  JICbLIbL | 4YECME0 M08,
Myacwln mue nuwnee, bOepu, He
Myl KOHHIPEH aAPAChIHA CONPOMUGTANCH,

UMbl ONMUMHBIC — RYCIb

menJjo npoOHUKHem
6 meou npomos2eivle OHU.
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TekcT, Kak BUIHO, MOCTPOCH HAa UMIICpATHBAX,
(hopMaNbHBIX TPU3HAKAX PEUYEBOI0 OOIIEHUS, YTO
XapakTepHO JUis (POJNBKIOPHBIX 3aroBOpoB. B
KOHIIC OH Ha4yMHAeT HAMOMHHATh BOPOXKOY:
upmoea cun yzey 02 / Kapwlil aimaccolyy mypol. /
bepapcena wohapenda / een-een Kosul  Oyavin
mopelp. — 3a6mpa mvl U cam / He CMOdiCeulb
cmompems npamo. / 018 K020-mo 8 meoem 2opooe
/ 6yoem connye nocmosinho. Tak MBICICHHO Te-
POUHSI XOUeT JTHOMMOTO MpHBSA3aTh K cebe. DTo
MOTYEPKHYTO YePe3 KOJBIEBYIO CTPYKTYPY CTHXO-
TBOPCHUs, aHA(OPUYECKYID CTPYKTYPY CTpPOK,
snudopsl. Bee 3T0 ycHiieHO 3puTeIbHBIMU 00Opa3sa-
MU Ha 9kpane. Kamepa BbIuJIeHsIET U3 KApTHH HOY-
HOTO TOpPOJa CHMBOJIMUYECKUHN IIaH (TeraedoHHas
TpyOKa, IBEph, OKHO, MOCT), YKa3bIBAIOIIHE Ha
npobieMy koMMmyHuKanwmii. OOpa3sl BellOCHIIEHA,
JIOPOTH, aBTOMOOWJISI TIOMOTAIOT 3aaTh TEMY JIBH-
skeHusl. Tema mpeoIoNieHus. ¥ TPpaHuIlbl PacKphIBa-
eTcs yepe3 o0pasbl JABEpei, OKOH, TOPU30HTA. A
cama TeHb Tepos mepdopMaHca Ha MTHOBEHHE
NepCOHAM3UPYETCs,  Onaromapst  BHE3alTHOMY
BKItOUeHHIO copuToB. Tak cosgarenu mnepdop-
MaHCa WHIUBUIYaTH3UPYIOT Teposi U IMOTYCPKU-
BalOT €ro MOJCHYIHYI0 Me4Ty OOpecTH B3auM-
HOCTb, OBITh YCIIBIIIAHHBIM.

O xapaktepe B3aUMOOTHOIICHHUH MEXIy Te-
pOSIMH MBI MOXKEM CYIUTh MO 3-My CTHXOTBOpE-
HUIO0. TeKkcT ocraercsi B mpenenax 3aroBopa. JTo
MOJTUEPKHYTO IICTTOYKOW 0OpalieHuil: sapwim, sp-
JIBIKAYHBIM, KAP2AHYHUbIM. — HCANOCMIUBASL MOIbOA
Mos, uzgeuHoe npoujerue, Mol nPOKIAMYUUil; AM-
MEepPaTUBOB-IIOBTOPOB — muiHaa ‘caywiau’. VHTO-
HAIIMs 3ar0BOpa CMEHSETCS KISTBCHHBIMHU 3aBepe-
HUSIMA O TIPEOJOJICHUH TIOOBIX TPYAHOCTEH. 3/1ech
AKTyaJIU3UPYIOTCS KOMIIO3UIIMOHHBIE —JJIEMEHTHI
CKa3KU: BBIHYXKJCHHAS OTJy4YKa Teposi, BBITOJHE-
HUC «TPYIOHBIX 3amauy»: J0ObITH OyChl M3 pora
3MeH, MoOeauTh B OUTBE C JIMBaMH, MPEOAOJICTh
okead. OOpa3bl OKeaHa M «YepTOBA KOJIecay Ipe-
BPAIAlOTCSl B CHMBOJIBI YEJIOBEUYECKUX aMOHUITUi, a
obpa3 Wperes orchuiaeT HaC K TeMe MPeaTeibCT-
Ba. Bce 310 moMoraer Ham rIyO)Ke MOHSTH BHYT-
PEHHUIT MUp Teposi M XapakTep ero B3aUMOOTHO-
HICHUH C JIIOOUMBIM.

B cruxotBopenun «ApTTaH iepu mishap
ypamHapsblL...» («Bcnen 3a MHOM OpeyT ropoJcKue
VIMIIBL...») €CTh IOMBITKA OYEPTHTh KOPHH U
MacmTa0bl (peHoMeHa npeaaTenscTBa. M3 riay6oko
JWYHBIX Pa3MBIIUICHUH Tepol JenaerT Iiar K
OCMBICJICHUIO  HAI[MOHAIIBHON  CyIbOBI:  Xxomep
eneece (3Hams namamu), Xxaice3 Xopiezezebes
(beccunvroe c600000m06Ue). ITOT MOITUICCKUIA
TEKCT JBIIIAT YyBCTBOM MPOTECTa Tepos-OyHTaps,



M M.KHABUTDINOVA

HEZOBOJIBHOTO COCTOSIHHEM MwHpa. TaTapckas
UJCHTUYHOCTh BHOBb MPOSIBJIACTCS 4Yepe3 KYJib-
TYpHBIA KOJ: ynomuHaercs obpa3 lllaxranm-xana,
KOTOPBIA B OOBIIEHHOM TaTapCKOM CO3HAaHUM ac-
COILIMMPYETCSI C TIPENATEIHLCTBOM U MPOJAKHOCTBIO.
l'opon B BOCHAICHHOM CO3HAHUW TEPOs JIEMOHHU-
3UPYETCS: YIIOUYKH U KBAPTHPHI XOJAT 32 TEPOEM 110
maraMm U ciaeddaT 3a HuM. 0. MunHymuHA, ¢ Of-
HOM CTOPOHBI, TEPEOCMBICIISET MYIIKUHCKHMA JIH-
TeparypHbiii Mugp o Mennom Bcagumke. ['opon y
[TO3TECCH TICHXOJIOTHYECKH IaBUT Ha oOWTaTenel
Yyepeno MaMsTHUKOB, B CO3HAHUHM Teposi oOpa-
3YIOIMX HEKYI0 OOIIHOCTh: BCE OHU UMEIOT B CBO-
el KOMITO3WIINK yKa3yIomui mepct / pyky. I'epoii-
OyHTapb MEUYTaeT BBISBUTH IEPOMUCCKYIO) COCTaB-
JISIIOIIYIO B JIIOOMMOM ropoje: bepap amavl oupa-
Macmbl ukon — / Yvievin bacmuix eacvlp 6auibina. —
He ecmpemumcs au mne kmo eepxom — / C smotu
MbICAbIO 5 ebiulia Ha pybedsic snoxu. Ero BodHyeT
YUCIIEHHOCTh KOPEHHOTO HACEJICHHsI, TIOITOMY Te-
Ma TIpe/IaTeNbCTBa Mepel CBOMM HapOJOM TOIyda-
€T HEeOXXUJIaHHOE 3BydaHHe yepe3 oOpa3 marepeii,
peuMBIIMXCsS HAa a0OpT, COBEPIIAOINUX Npe/a-
TENBCTBO TIEpE] CBOMM HapoaoM. PasMbimuiss o
PEKOHCTPYKITHH CrapoTtarapckoit C1000,T6I
(«bucto»), repouMHs KOHCTATUPYET JHIlEMEpUe
CBOMX COBPEMEHHHKOB, KOTOPHIE O COBECTH H JIOJI-
re BCIIOMHHAIOT, JIMIIb YCIBIIIAB MOJUTBEHHBIN
rojoc MyamsuHa: bep oumepen, Oep mopevl3vin
yuneni  /  FOawnviuka  kanean — bucmowne.
3auepanuce, mo paspywas, mo eoccmanagiugasn /
Ham 6 ymewenue ocmasnenuyro Cno6o0y. Takum
obpazom, obpa3 «bucTo» B CTUXOTBOpPEHUH Ipe-
BpamaeTcs B Tarapckoe cepiane Kaszanw, 3asbi-
Xaroleecs: ¥ paspylaronieecst B atMochepe Juie-
MepHsl U MpeNarenbcTBa. B TO ke BpeMs Mbl Ha-
Oomomaem muanor ¢ jupukod X. Takrama: cp.
«byrenre matypmnbik» («CeromHSAIIHAS KpacoTay)
(1927) [hamn Taxram, c. 127).

Tema mpenmatenscTBA B IUKJIE MOCTOSHHO
MepeKioyaeTcs W3 JIMYHOTO IDJaHa B TUTaH
oOImecTBeHHBI W HaoOopoT. JltoOoBHas apama
PaCKpBIBAETCsI Yepe3 YJauHO HAWJCHHYIO aHTUTE3Y
MHUMOTO OOraThlpcTBa H30paHHHKA C JOMOM-
«aTJaHTOM», TOANHPAOIINM HOYHOE He0o: 2
Xomepauceyme... a  NnoMHUWbL  mbl...;
OBICTPOTEYHOCTh YYBCTB IE€pElaHa 4Yepe3 CMEHY
BpEMEH TOJIa: MuH Oy K032 A31ap OenidH MYAUM... —
5 onaayy >my oceHv 8ecHamu...; obpas xade 3mech
MEPEKIINKACTCS ¢ OJIOKOBCKMM CTHUXOTBOPCHHUEM
«B pecropane» (1910) [bnok], omHako, BMECTO
NPEIBKYIICHUS JII00BU, TaTapCKHil MO3T HAC
OKYHAaeT B OMYT Pa304apOBaHMsL.
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B cruxotBOpeHnn «TemTorede Oy KoH...»
(«/enb kax BO cHey)’ [MuHHyIIHHA] TOPOJ TOaH
yepe3 psj JeTalieil: MalluHbI, 3aMHUPAIONIIE JUIIb
Ha MUT y CBETOGOpOB; 3e0pa Ha Jopore, MOX0Kast
Ha 3a00p Kiaf0uIINa; rOpoJCKOE KIIAIAOHUIIE, BIIU-
CaHHOE B TOPOJICKON Mei3ax U MpeBpaTUBIIEECS B
€ro IeHTp, TOPOJCKUE 31aHHUs, OPTaHU30BaHHbBIE B
VIIUIBI; OKHA, TJie, KaK B KWHO, TAHIYIOT YbH-TO
TeHH... Tak CKJajaplBaeTCs 3CKU3HAs 3apHCOBKA
ropojia, KOTOPBIH CIYXHUT MPOCSKIIUEH AYIIH JIUPH-
yeckoro reposi. Bee atu geranu no Bosie 0. Mun-
HYJUIMHOM CTaHOBSITCSI 3KpaHOM sl Tepeaaqu
YYBCTB U MEPEKUBAHUIN «s1» T€POS, CTPEMSIIEroCcs
0003HaUNTh ceOs Cpemd COTEeH MOIO0OHBIX, CIe-
IIaINX, YBEPOBABUINX B COOCTBEHHOE OJMHOYECT-
BO.

JIupuueckuii repoi FO. MuHHymmMHON pac-
TBOPEH B TOPOJICKOM TIEH3aXe: €ro «s» OTpa)kaeT-
Cs BO B3IUIAAX MPOXOXKUX, <OCKUBET» B UX YJIBIOKaX
U TIONENYSIX, YIapseTcss O MallluHBI, 3aMUpPAET OT
BOCTOpra mpu Buje cHeromaza... Kamelmockorn
KapTHHOK OTpakaeT Kaiengockonm 4dyBcTB. Ctpe-
MSCh TIPEOJIOJIETHh CYETy, CBONCTBEHHYIO TOpOJC-
KO JKM3HHM, IO3TEcca MpHUTIIAIIaeT Hac 3aMepeTh
HAa MTHOBEHHE, 4TOOBI yBHJAETh KpPacoTy, YCIbI-
maTh TUIKUHY B Mure. COCOOHBI JIM MBI, KUTEIH
ropoja, Ha 3Ty Tpanchopmaiuio? MIMeHHO K HaMm
oOpallieH HMCCTYIIJICHHBIM TMPHU3BIB-BOIPOC I03TA,
CTpEMSIIETroCsl pa3OUTh CTEPEOTHIIB: CuUH Oapmbl
COY, cune KypeaH bOepay — / Vi yse coy Oyeen
mepeme? — moul JHCU8 ewje? JHCU8 U Mbl Ce200Hs
cam / — u mol, u mom, kmo Habmodaem? (Tep.
I'. Bnacosa). Jlupuueckuii repoii cmemut 3aduk-
CUpPOBaTh JIF00OE MPOSBICHUE JKU3HU B OKPYKAIO-
MUX: «Ha XyJOH KOHEI», €0 MOXET CTaTh JaKe
00Je3Hb.

I'epoit FO. MuHHYUIMHOW Y€M-TO HallOMHHAET
reposi B. MaskoBCKOT0, CyMEBIIIETO ChII'paTh HOK-
TIOpH «Ha ¢uielTe BOAOCTOUHBIX TPyO» [MasikoBc-
Kkuif, c. 29]. Bor mouemy Kaxzablii B3I, Iepe-
XBa4EeHHBI y TPOXOXKETO, MPEBPAIIEH B POCTOK
IyId, 00pa3yromuil «ITopociby, a YIBIOKH cleTa-
IOT C YCT, Kak «0aboukm». Takum oOpazom, repoii
OyHTyeT mpoTHB Oe3aymHOW aTMocepbl Topoja.
Bce ctuxoTBOpeHHE BBHICTPOCHO KakK CIOp C HEBH-
JUMBIM COOECETHUKOM — CBOMM BHYTPEHHUM «s1»,
OCTPO  TEPEKHMBAOIIUM  CBOEC  OJUHOYECTBO,
3a0pOIIEHHOCTD B TOPOJICKOM cyere,
MIPOSIBIISIFOIINECS B TPEBOXKHOCTH, CMSITEHHOCTH.

CTUXOTBOpEHHE OPraHW30BaHO MO0 3aKOHAM
cHa. CMeHuB (pOKycC 3peHUs, JIMPUICCKUH Tepoid
MIPEOI0NIEBAET CTEPEOTUITBI BOCHPHUATHS, CBOWCT-

3 AHaJli3 JaHHOTO CTHXOTBOPEHHS ObLT OMYOIHKOBAH B
)KypHane «nens» [XabyrauHosa, 2016, c. 53-54].
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BEHHBIE TOPOJICKOMY JKHTEIN0, €My yIAeTcsl BOC-
CTaHOBHTH CBSI3H MEXKAY JIOABMU: Mbl 0OOUHOK! HO
6om mebe OKHO: / KO mam 3a0epuyn 3aHagecKy?;
MIPEOA0JIETh TPAHUIY MEXIy HUMHU: OOUmcs Kmo
osudiceHull / pe3kux crapyoicu; n30aBUTHCS OT paB-
HOIYLIHS: nOYeMy, clemas K 8010cam, / K e2o pec-
Huyam cHee ne maem? (nep. I'. Bmacosa).

Msrtymieecs CO3HaHUE JHPHYECKOTO Teposi
HAIIJI0O OTPKEHUE B CUHTAKCUCE CTHXOTBOPCHUSI.
BbesnmukocTh roponma mepemaHa dYepe3 HApOUUTOE
WCTIIONb30BaHUE TPEUIOKeHNH 0e3  3ariiaBHBIX
OykB. Xaoc B aTMocdepe TOpoACKOH XKHU3IHU MPO-
SIBIIIETCS. B OOpBIBOYHOCTH MbIchH. [lepen Hamum
OOpBIBKM MBICIIEH, BBIPBaHHBIE W3 TIOTOKA IKH3-
HEHHBIX BIIEYaTICHUM... KapTUHKM U3 pPYyTHHBI
JKU3HU, KOTOPHIE 110 BOJIC aBTOpa 00OPETat0T HOBBIN
cmbicn. 1O, MuHHymmHON ynanoch Onecrtsie
pazouTth «kaptuHy OymHsI». CTHXOTBOpEHHE IPO-
HU3BIBACT BEpa B BEIMYME YCIOBEUCCKOU MYIIIH,
CHOCOOHOW TPeoJ0NeTh OOBIACHHOCTh COOCTBEH-
HOTO CYII[ECTBOBAHUS, BCTPAXHYTHCS, OCBOOOIAHNTH-
C4 OT )KU3HEHHOM CIISTYKHU.

OHO TMEpeKIMKAeTCs CO CTUXOTBOPECHUEM
«33m0 Muue!» («Mmu Mens!»). 3mech moaTecca
OJIOKOBCKUH  )OHAPL-CUMBOJ  OTUY)KIIEHHUS TIpe-
BpalllaeT B TIyOOKO JIMPUYHBIA 00pa3: siievi3 ¢ho-
Hapb eblHa MOHHIP Oye maevin / mapazaco mepu /
KauHap sHA2bIH. — OOUHOKUll ¢hoHapb onsamoe
HOuamu / NpUCIOHsemcs K OKHY / ceoell 2opsiuell
wexotl.

I'epounss B cruxoTrBopeHun «STchiHamMa sHa
KbICAJIapbiH...» («HOBBIE paMKH Ka)XyTCs UyKIIbI-
MHU...») OCO3HAEeT, YTO €€ KH3Hb, CylIb0a Tenepb
OyZIer mpoTekaTh B HOBOM pycie. B ee mymie, me-
PENOTHEHHOM TOpeyblo W OO0JIbI0 pa30v4apoOBaHUN
(wukne oane, wuxne / odcomeaoan CcoH WUMOD
bynavaevl. — ewe N0O GONPOCOM / HACMYRUM U
nocie namuuyvl cybOoma), HET TOKA CHJI 3arjs-
HyTh B Oyaymiee. 0. MUHHYIJIMHA OYE€Hb yJadHO
WCIONB3yeT TOTEHIIMAI TeMbl KapT W KapTOYHOU
WTpBI, TajaHus, dYTOOBI BBIUTH Ha YPOBEHB
¢dunocodekux pasmbinuieHun o Cynpde. Kak us-
BECTHO, B CaMO MPUPOAE KapT 3aJI0KECHO IBOCMHU-
pHe: OHU MPOCTHIE 3HAKH, «XOMABD» B HTPE U HMEIOT
CMBICJI B TaJIaT€JIbHONU cUCTEME. DTOT BTOPOM CHUM-
BOJIMYECKUH IJIaH MX 3HAYEHUW MPOHUKAET B IEp-
BBIi, U TOI/Ia CIIy4ailHOE BBITIAJICHUE KapT Mpe-
BpalmaeTcs B HEKHI TEKCT, aBTOPOM KOTOPOTO SIB-
qsercst «Cynp0a». 3a cueT KapT BO3HHMKAKOT WH-
TepTEeKCTyallbHble CBs3u ¢ «lIukoBoi mamoii»
A. C. IlymikuHa, rje MUp — «OJUIETBOPEHUE KOC-
HOTO aBTOMATH3May — paspyllaeTcsi MOj BO3ieH-
ctBueM «Ciy4vast — ,,MTHOBEHHOTO opyzaus [IpoBu-
nenust» [Jlorman, c. 401]. I'epouns 10. Munny:-
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JMHON XOYeT MPeoI0NIeTh HAIMCAHHOE CBHBIIIE, Ha-
JICETCS, YTO BBIMABIIUE B KAPTOYHON UIpe KO3bIp-
HBIE TY3bl IOMOTYT M B XH3HH IPEOIOJIETh BCE
TPYIZHOCTH W TIPEBPATHOCTH CyABOBI. Konbyo mpe-
BpalllacTcsi B CHUMBOJI HEUCIOJIHCHHBIX KIISATB.
JKusHeHHas Apama TepOMHU PAaCKpPLIBACTCS 3/eCh
yepe3 rajiaHue: KoQeiHas Tylla MpeBpamiaercs B
MEeCKH HECOBIBIMUXCS HAACKI; TPOpok Sky0d He
paciin(poBBIBACT  COH-NIPEICKA3aHUE  HOBOMY
IOcydy; B TOM ke KiIFoUe — KyKOBaHHE KYKYIIKH.

I'epounsi MUHHYJUIMHOW OCMBICIISET CBOIO
Cynb0y B KOHTEKCTE SIOXH, TJe KaXKIbIH HINET
TOYKY OIOPHI B MUpPE B OJMHOYKY: KeM — capeati-
2aH Kaghennecen mamovl, / Kem — mapatiean dew
anvln maxkmol, / Kem — Y3 IMa2eHer maul meepen
tlommbl. — KMO-MO — 3A68EPHYJICA 8 NOHCENMEGUUL
caeam, / Kmo-mo — Haoen Ha cebsi CMAaguIULl Y3KUM
noaymecay, / Kmo-mo npo2iomuil KamMeHb U3 ceoell
nemau. JKuzHb mpuoOperaeT dYepThl  UIPHI-
MOeIMHKA ¢ CyAb0oit: Oe3 omvlican ukaH, / OUMIK,
/ Kemoep ommul. — eciu Ml npouzpany, / 3Hawum, /
Kmo-mo eviuepai. I'opo y mo3Tecchl CKIIabIBaeT-
Csl U3 3apPHCOBOK, YBHJICHHBIX Yepe3 MPOTAIHHY Ha
OKHE, W3 MUpPHAIbl JUYHBIX Cylne0 ropokaH (Oa-
Oymku Ha yi. Bomomapckoro, peroaka, My>KUHHBI,
KOTOPOT'O EHA BCEr/la OCTAHABIMBACT OKPUKOM C
OamkoHa 6 sTaxka). B «kupmo wHAe yTiaap cyHen
KHJI9...» («HA 3eMJIe TacHYT OTHM...»), OCTPO Iepe-
JKUBasl Pa3IyKy C JIOOUMBIM Y€JI0BEKOM, T€POUHS
nenutcess  (GUIOCOPCKUMH  Pa3MBIIUICHUSIMA O
cynp0e dYelnoBeKa B MHUpPE: 2 Oum Keuie 3amol
meuiaper0a / oua aica 2vlHa, YblMaan mepe. — a
6e0b Uen06eK 60 CHe / ecliu CMOdiCem 1emams, no-
Hacmosiwemy Hus;

Kewie y3en cvinan xyxxa xapwii. — Yenosex
bpocaem 632150 Ha HebO, UMmoObL cebsl UCNbLIMAMD.

Tema mo3Ta 1 0331UM HAXOAUT NPEIOMIICHHE U
B CTPpO(MUIECKOM MHOTOO0Opa3WH CTUXOTBOPCHHA.

B mmxme 1O. MuHHYyUIMHOW  BCTpedaroTcs
KaTpeHbl W  MATUCTHUILNMUS, HalWCaHHBIE B
TPaJULIMOHHOM KIIOYe, a TaKkXKe CBOOOJHbIC

crpoduyeckne Gopmel, TNpHOOpeTaroNIUe  SAPKO
BBIpKCHHBIE 4epThl BepaulOpa. DKCIEPUMEHTHI B
obnactu cTpoduKu u CJIOBOTBOPYECTBE
(apnvikmolp, 3apbim, APALIKAYYLIM, KAP2SAHYUBIM)
TaKke COMIDKAIOT COBPEMEHHOI'O  TaTapCKOro
MO3Ta ¢ MO3TaMU Hayana XX Beka.

Kak Bepno nmoamermn 0. CrenanoB, «B XXI
BEKE MaKCHMAaJIbHO YIIJIOTHSAETCS CTPYKTypa CTUXa.
OTO0 yIJIOTHEHHE IPOUCXOIUT B CUITY psAAa MPUUUH
(pUT™M XKU3HHU, COIUO-KYJIETYpHBIE H3MEHCHUS) W
BBIPA)KAeTCs B Pa3HBIX BapHAIMIX — MPEKAE BCETO
B BUJIC YCWIEHHOH ayuuTepanmu (3BdoHun) u ce-
MaHTHYECKOW KOHIICHTPAIMH MO3TUYECKOTO JIHC-
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Kypca. M3mensiercs BpeMs — U3MEHSETCS TOITHKA.
YnoTHseTcs CTpyKTypa CTUXOTBOPEHHUS — CTAaHO-
BHUTCSl 0OJiee ynpyroil ¥ BhIpa3sUTEeIbHOU prQMEH-
Has cuctemay [Crenanos, c. 220]. Y FO. MuHny -
JIUHOM BCTPEYalOTCsl pUPMBI, KOTOPBIE MOKHO OT-
HECTH K TOYHBIM (MOHOd — OHEH02, MAKMbl —
tommsl, Mupeama — 2HeaM2). Bcerpeuarorcs u
cocTaBHBIC pUPMBI (KopeaH ouen — Kapeawyyvim).
Kynsrypa mucema 0. MuHHYIIMHON MO3BOJISET
TOBOPHUTH O TOM, YTO TJIaBHBIE ITO3TUYECKHE OT-
KpeiThss 'y Hee Brepemu. [lostecca 3amaer
YUTATENI0 U cebe HOBYIO MOJENb MOBEACHUS: KaK
KHUTh B MHPE, IIOOUTH U Pa3MBIILIATE O CyAb0e Ta-
TapCKOTO HapoJia, BOCXMINATHCS IMOI3UEH KIacCH-
KOB, KOT/Ia CTpaHa 3aJbIXaeTcs OT JHUIEMEpHs U
npenarensctBa. [lossus ansa FO. MuHHYIITHHON —
3TO HE TOJBKO S3BIK C aMIUIMTYAON MO3TUYECKHUX
MIPHEMOB, HO U Pa3rOBOP O YEJIOBEKE, CBOEH 3rmoxe.
Kazanoch Obl, 1mo3Tecca BeieT pa3roBop o cebe: o
CBOEM JIyIIIEBHOM HaJ[JIOME, OJJUHOYECTBE, TMIHBIX
MepeKUBaHUAX U Tpareausx. Ho B To ke Bpems
BEJIET pPa3roBOp O BPEMEHH, B KOTOPOM JKHBET, O
cBOeill reHeparuu, 00 3THoce. AnbOoM «Mke
KYJIOM» €CTh TIOMBITKAa (HUIOCOPCKH OCMBICTUTH
cBoe mpeaHasHaueHue. «Bocco3maBaemsrii [O.
MUHHYJUINHO MHp IOJIOH HEOXKUIAHHOCTEH U
JKCIIPECCUH, OH ()parMeHTapeH, TaKk KaK COCTOUT
U3 TPOEKIUHA YeIOBEUECKUX IpeCTaBICHUH,
TpaKTyeTCsl KaK He4TO JBMXKYIIEeCs U MEHsIoIIee-
csi... JlaHHOE TBOPYECTBO COIPOTHBIISAETCS JIETKO-
My TIPOYTCHHUIO, TPpeOyeT 0CO0O0M peleniuu U OT-
J9aeTCsl CBOOOION IKCIIEPUMEHTHPOBAHU» [3a-
TUAYJINHA, . 17].

[leppopmanc «Hke kymom» ecTh yAauyHBIN
npumep PR-crparernn B COBpEMEHHOM TaTapCcKoil
KyJbType, HalleJICHHOM Ha IMpoIaraHjy IM033uH U
ANBTEPHATUBHOW MY3BIKH.
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Mokamo M. Munmymmuna, P. Kamanosmapusie «Mke kymom» (2016) ampGoMbiHA peneH3ns
oynapak s3euiapl. JADIDFEST dectuBame MucamblHIa Xd3epre Tarap IMOA3UACEHAD MepdopMaHC
JKaHPBIHBIH CHIA(DATIAPHI, MAUTH ITUTBPUAATTS hoM TaTap anbTepHATHB MY3bIKACHIH MpOMaraHaaiayaa
aHBIH polle aublia. MOKaNoIe MarslipoHeH Imohop nupuKackiHHAH 11 mWTEIpe aHaNM3IaHA.
. MunnyiMHa on00M JOHBACHIHBIH, CTPO(GHKA, CY3 COHTaTe OJIKAIOPEHIOre Y3eHUQNeKIope
omnrenons. Ansbomna P. KammamoBHbIH pose KypcaTeno.

Ten TemeHYIIP: Xa3epre tarap nossusace, V. MuHHyuIMHA, TaTap albTEPHATUB MY3bIKAChI,
P. Kammanos, «/xe Kyinom» alb00MBI.
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