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Aptem Maryn /// Tparepna KaKk camMOKPHTHKA 3pennua

B cBouX TeopeTHYecKHX 3aMeTKaXx 0 TeaTpe,
bepTonbT bpext yacTo NpOTMBONIOCTABIAET CBOM
Xy[IOKECTBEHHBIH METO KlIaccuyeckoi Tpareaud. I1o ero
MHEHHIO, Tpareaus, Kak oHa Oblla onucaHa ApUCTOTeNIEM,
ObllIa OCHOBaHA Ha «BXKUBaHUM». BpexT cuntaer, 4ro
apUCTOTEIEBCKHI MUMECHC, TO €CTh IKCIIPECCUBHOE
nofipakaHue, 3TO aHaJOr «BKuBaHUs, Einfilhlung — monsTus
HEOKaHTHAHCKOM 3¢TeTUKH 19 Beka. COOTBETCTBEHHO, IMHILIET
OH: «BrkuBaHMe — BOT KpaeyrojibHbl KAMEHb COBPEMEHHOM
3CTETHKH. YK€ B BEJIUKOJICITHOM ACTETHKE APHCTOTENS
OIUCHIBAETCS, KaK KaTapCHC, TO €CTh AYIIEBHOE OUHIIECHHE
3pUTENs], JOCTHIaeTCs ¢ IOMOIIbI0 MUMecucay. bpext nanee
MIPUMHUCHIBAET KIACCUUECKON Tpareint «TMIHOTU3MY, 3aJa9y
«BO30Y)KICHHUS UyBCTB» U MEPEAAYN UX OT aKTepa 3PUTEIIO,
a TaKk)Ke BHEBPEMEHHOM, «BEUHBbIN» XapakTep. B npotusosec
9TOM TpaauLMu, caM bpexT npennaraet oTka3arbes OT
BXKUBAHHA U CO3/1aTh KPUTUUECKH OPUEHTHPOBAHHBIH
«ANUYECKUI» TeaTp, B KOTOPOM aKTep 3alMET JUCTAHLIUIO
10 OTHOLIEHHIO K CBOEMY MEPCOHAXKY, B KOTOPOM OH,
«TOKa3bIBasi, YTO JAENAET, JOJKEH BO BCEX BaXKHBIX MECTaX
3aCTaBUTh 3PHUTENS 3aMETUTh, OHATH, IOUYBCTBOBAThH TO,
4ero oH He JenaeT». I103THKy, IPOTHBONOCTABIEHHYIO
«BXKUBAaHHIO», BpeXT Ha3pIBaeT 3aMMCTBOBAHHBIM Y
[IIKJI0BCKOTO CIIOBOM «OUYXJEHHE» HIH «OCTPaHEHHE)
(Verfremdung) u omuceiBaet ero Tak e kak [IIkiaoBckuit:
HCKYCCTBO JIOJDKHO ITOAYEPKHBATh COOCTBEHHYIO YCIOBHOCTB,
CITy4alfHOCTb, yAUBUTEIBHOCTh TOTO, YTO OHO M300pakaeT, U
B 0COOEHHOCTH, UCMOpUYHOCMb IPOUCXOAAIIET0. Bripouem,
Bpext nobasmnsier k nostuke I1IkI0BCcKOro MopaisHoO-
JIUIAKTHYECKUI 37IEMEHT, KOTOPOTO Ta Oblia JIMIIEHA:
O4y’K/I€HUE TOMOTaeT YeJIOBEKY MOHATh OTPaHUYEHHOCTh
N300paXKEHHOTO U MCKATh albTEPHATUBHbBIE BAPUAHTHI
neticTBust. OHO MO3TOMY BEJET K MapaJoKCaIbHBIM,
KOHTPAcTHBIM adpeKTam.

OTH npuHnunel bpexra BonnomawTcsd B ero
MHOTOYHUCIIEHHBIX TPON3BEICHUSX: HPOHUS B pedax
NEpPCOHAXKEMN, aBTOPCKUI KOMMEHTapUii, BBEIEHUE
HHTEPMENI-«30HTOB)» Pa3pyLIaloT 3CTETHYECKYIO

WIUTIO3UIO U YCUITHBAIOT YCI06HOCHb IPAMBbI, TParndecKui
(medanbHBIN) aCMEKT MepervieTeH ¢ KOMUYECKUM (CMELIHBIM),
MIEPCOHAXKH MPEICTABIEHB] KAK HOCHTENH 3THYECKOTO
BBIOOpa (TTycKail HerpaBHIBHOT0). JTa KPUTHIECKAs,
paLUOHaINCTHYECKask 3CTETHKA BeChMa CUMITAaTHYHA,
MOCKOJIBKY OHa HallpaBlieHa Ha KPUTHUKY HCKYCCTBA B €10
TPaUIIMOHHOM 3CTETHYECKOM MOHUMAHUH, MIPECIeyeT
aBaHTapJHBIE LEH, TO €CTh LEIH MPEOJONIEHNS HCKYCCTBA U
MIPETBOPEHUSI €TO B KU3Hb.

Cuensim naTHoMm aus bBpexra, oanako,
OKa3bIBACTCS «TPAAULHUOHHAS TPAreaus, TO €CTh TPAAULIHUS,
nepexuBIlas ABa pacusera — B JlpeBHeil ['pennn 5 Beka 1o
H.3. 1 B EBpone 17 Beka. To, 4To OH muIeT npo ApucToTemns
U BOOOIIIE ITPO IPEBHIOIO IpaMy, HE COOTBETCTBYET BOOOIIE
HMYEMY M CBUJICTEIbCTBYET TOJIBKO O BEChbMa OerlIoM
3HAKOMCTBE bpexra ¢ COOTBETCTBYIOIIMMH TEOPETHUECKUMU
TekcTaMu. U 310 ObL10 ObI HEBaXKHO, ecitit ObI bpexT cam

HE BBIHYK/ICH ObLT 00paIarhest K KIaCCHIeCKUM (hopMam
repou3Ma, 3HaKOMbIM 110 aHTUYHOHN Tpareiny U BOOOILE,
ecnu 661 bpexT uMen pa3BepHyTyI0 Teopuro apdeKkTuBHOIM
OpraHMU3aLlUHK JpaMbl — a HOCKOJIBKY OH TaKoil He UMeeT, a
MMeEEeT TOJBKO TEOPHUIO HapYIIeHHUs U KpUTUKH addekra,

TO B pe3ynbTare B COOCTBEHHOH TeaTpasibHOi padoTe

OH JIeICTBYET, B OTHOLIEHUH NAMOCA, BO MHOTOM I10
HAUTHIO, U BBIHY/ICH [TOBTOPSATH yXkKe OTpabOTaHHbIE
CXeMbl — TaKue Kak repondeckuit akt Karpun B «Mamaie
Kypax» — 3aMeuaresnbHblil katapcuc, foctoiiublii Codokna
B €r0 JIy4IlIe MHHYTBI, TOJIBKO I/Ie K€ 31eCh KPUTHKA 1
qucraHuypoBaHue? Cuna Karapcuca He B IOCIEAHIO
odepes BO3HUKAET oToMy, uto Karpun Obet B 6apabaH

— a 6apa0aH 3TO MUCTEPUAIBHBINA 1 MOOUIM3aLUMOHHBII
MUHCTPYMEHT BOWHBI, BEHYAIOLIUI{ 3Ty SKOOBI aHTHBOCHHYIO
Jpamy.

Kpome Toro, MpoHusi H KPUTHKA B TeKCTe

U B UIpE aKTepoB — 000K0A00CTPBIi HHCTPYMEHT. OH
BIIOJIHE MOXET CIYXKHTb KaK pa3 YCHJICHHUIO 3CTETHYECKOTO
a¢dexTa 1 WLTI3UH, BO3BEICHHIO HX B KBaJpar (Tak

KaK Ha CIIEHE PEelPe3eHTHPYETC s Jaxke PeaKifs caMoro
3putenst). OT Takoro MOJAEPHUCTCKOTO IepexBaTa
aBaHTapJHbIX cTpareruii bpexT He BIOIHE 3alUILEH —

XOTS OH CIIPaBeUIMBO BO3PAXAeT IPOTHB CaKpaIU3aLUU

U cyOnMMaruy, KOTopble UL HaC — HO He JUIS TPEKOB —
BOILIOIIAET peBHErpeueckas Tparenus. [IpumepHo Takas
xe uctopus ¢ Jlapcom ¢pon Tpupom. OH co3HATETBHO
UCHOJIb3yeT UPOHHIO U YCIOBHOCTD JUISl HATHETAHUS

naroca. Tak — B reHnanbHON «TaHIyolel B TEMHOTE,

I7ie KaTapcUC OCHOBBIBAETCS HA HENPABJOIIOA00HOM U
HOYTH KOMHYHOM HAarHeTaHUU CTPANAHUH, CBAINBAIOLIUXCS
Ha OenHyto repouHto. HenoOpoxenarenu BUAAT B

HeM, He 0€3 OCHOBaHHH, KOMMEPUYECKOTO XY/I0XKHUKA,
9KCIUTYaTUPYIOLIEr0 CEeHTUMEHTANILHOCTE. JloOpoXxenarenu
(X KOTOPBIM OTHOLIYCH 51) BUIST B €T0 (pUIbMaX HOCTOSHHYIO
CaMOKDHTHKY HCKyCCTBa: My3blka 30BeT CenbMy Ha pabory,
My3bIKa BEJIET €€ Ha CMEPTh, U KaTapCUC 3aKIIF0YaeTCs B TOM,
YTO )KAJIOCTh K I'epoIo 00paIraeTcs MpOTHUB BbIIYMABILETO €T0
uckyccrBa. Ho aMOMBaNeHTHOCTb 3CTETH3MA M aBaHTapAHOTO
HPEOIOIEHUS HCKYCCTBA BCE PABHO HEYCTPAHUMA.

HTak, Hy’>KHO OTOMTH HEMHOIO Ha3aja U
yScHUTBb cebe kak 10 bpexra, u 3agonro 10 Hero, B
AQHTUYHOCTH, BO3HUKIIA TpareJus, U Kakue 3a1a4y OHa
pemana. TyT ecTb Bely OOIIEU3BECTHEIE, & €CTh HE OUYCHb
obmen3BecTHbIe. OOIEH3BECTHO, YTO TPAreaus, 1 BOOOIIE
HCKYCCTBO (IT093UC) KaK HOBBII HHCTUTYT, ObLTH popMOit
KPHTHYECKOTO BOCIPOU3BOJCTBA MH(a U PEITUTHO3HOTO
puryana. B Tparemum Mud, KoTopslii 00pasyeT CroxeT
(ApucTOTENb TaK U Ha3bIBAJT CIOXKET «MU(DOM)), TUIIACTCS
CBOCH «MH(OTOTUIHOCTIY, TO €CTh UMEHHO OTCHUIKH K
BHEBPEMEHHBIM BEYHO ITOBTOPSIOIIMCS IHKIaM. CIokeT
TpareuH iuHeeH — OH UMEET B CepeIUHE NeperioM, OT 371a
K 100py Wi Ha000POT, KOTOPHIiT ABISAETCS HEOOPATUMBIM.
B Mu¢ BHOCATCS HOMUTHYECKHE, ICHXOJIOTHIECKUE U
MOpaJbHbIE MOTHBHPOBKH — B YaCTHOCTH, KaK TPaKTyeT
ApucToTenb, Tparn4ecKHi repoil BCeraa CoBepIaeT HeKyto
owiubKy (amapmuio), KOTOpasi ¥ BEIET €T0 K MeYaTbHOMY
KOHITy. MBI HaOmoaeM, Kak OH COBEpIIAET 3Ty OMHUOKY
(0OBIYHO OHa 3aKIJIIOYAETCS B YPE3MEPHOCTH, HEyMEHUHI
BOBPEMsSI OCTAaHOBUTHCS — X100puUc) H, COOTBETCTBEHHO,
BUJIUM, KaK MOXHO ObIIIO OBI MOCTYNHTH HHAYe. bonee
TOTO, MBI BUJIIM HEKYIO 30Hy HEONPEAEIEHHOCTH, TaK
Ha3bIBAEMYIO TPAaTHUECKYIO aMexanulo, B KOTOPOH repoit He
3HAET, KaK €My IIOCTYIIUTh, KOJICOIETCSI — M 9TUM MEPEXOAUT
13 MHGOIOTHIECKOTO B THYECKHH perucTp. Tparndeckuii
nepenioM (GUKCHPYET YHUKAIbHYIO BPEMEHHYIO TOUKY
HEO0OPaTUMOTro COOBITHS, KOTOPOE, KOHEYHO, Pa3bITPHIBACTCS
BHOBB B Tearpe (IpaBaa, B 5 BeKe Tpareiny Urpaich
TOJIBKO OJJHAXKIBI, CTABHIINCH TOJIBKO HOBBIE TPAreIvu),

HO T€M HE MEHee IIPOTHBOCTOUT MU(PHUIECKOH «MalIiHe

110 YHUYTOKEHHI0 BpeMeHm» (JIeBu-Ctpocc). «ITOT AeHb
TIOPOANT TeOs U YHUYTOXHT, TOBOpUT Tupecuit Dnuiry

B MOMEHT Tparn4eckoi nepumnernu. Jta ppasa, KCTaTH,
HMpPOHUYHA — OHA OTCBHUIACT U K CyAbOe Danma, U K eAUHCTBY
BPEMEHH ApaMbl (KaK IIPaBHUIO — OJWH JCHB), U K JHIO
Benukux /Inonucuii, korna oHa pasbIrpeiBaercs B ApuHax.
HWponust u pedrexcus B BHICIIEH CTEIICHU MIPUCYIITH
TpedyecKoil Tparequn — OHa MOCTOSIHHO, TOBOPSI O TeposiX,
OTCBUTAET K 3PUTENIO U 3peNuiny. B 3ToM cMbIcie Hemb3s (Kak
910 Aenaet K. UyxpoB B JaHHOM HOMeEpE) OJHOCTOPOHHE
Pa3BOIUTH ICTETUKY aKTepa M CTETHKY 3puTels. Bee B
Tpareiuy, Ha4WHas C XOpa, U KOHYasi TParnuecKol HPOHUEH,
TIOCTOSIHHO CIUIABIISIET aKTepa cO 3pUTENIEM, IIPEBpaIaeT
HX ApYT B Apyra — B 3TOM €€ CBO€0Opa3HbIi IrepondecKHit
neMokpatusM. JleiicTBre camo 1o cebe ciero, co3epranue
— GecCHIIbHO, BMECTE OHU 00Pa3yIoT MOIIHYIO MAIINHY
KOJIJIGKTHBHOTO Pa3/ICNICHUSL.




Artemy Magun /// Tragedy as the Self-Critique of Spectacle

In his theoretical notes on the theater, Bertolt Brecht often contrasts his own
artistic method with classical tragedy. According to him, tragedy, as Aristotle described it, was
based on “empathy.” Brecht argues that Aristotelian mimesis — that is, expressive imitation
—is analogous to “empathy” or Einfiihlung, a concept from the neo-Kantian aesthetics of the
nineteenth century. He thus writes, “Empathy is the cornerstone of contemporary aesthetics.
Already in Aristotle’s magnificent aesthetics, it is described how catharsis — that is, the
emotional purification of the spectator — is achieved with the aid of mimesis.” Brecht then
goes on to ascribe to classical tragedy “hypnotism,” the task of “inciting emotions” and
transmitting them from actor to spectator, as well as a timeless, “perennial” character. In
contrast to this tradition, Brecht proposes rejecting empathy and creating a critically oriented
“epic” theater in which the actor would distance himself from his character and “when, as

he [showed] what he [was] doing, [would] in all the important places force the spectator to
notice, understand, and feel what he [was] not doing.” Brecht calls this poetics, which he
opposes to “empathy,” “alienation” or “defamiliarization” (Verfremdung), a word he borrowed
from Shklovsky. He describes it just as Shklovsky describes it: art must emphasize its own
conventionality and accidental nature, the surprise engendered by what it depicts, and, in
particular, the historicity of the events it portrays. However, Brecht adds a moral-didactic
element to Skhlovsky’s poetics that is missing in the original: alienation helps the individual
realize the limitedness of depicted reality and look for alternative modes of action. It therefore
leads to paradoxical, contrasting affects.

These principles of Brecht’s are manifested in his numerous works. The irony in
characters’ monologues, the author’s own commentary, and the introduction of intermedia

in the form of songs destroys the aesthetic illusion and heightens the conventionality of

the drama. The tragic (sorrowful) aspect is interwoven with the comic (humorous), and the
characters are presented as agents of ethical choice (albeit the wrong one). This critical,
rationalistic aesthetic is quite winning, because it is meant to critique art in its traditional
aesthetic conception and because it pursues avant-garde goals — that is, the overcoming of art
and its transfiguration into life.

Brecht’s blind spot, however, is “traditional” tragedy — that is, the tradition that
experienced two heydays, in Greece during the fifth century BC, and in Europe during the
seventeenth century. What he writes about Aristotle and ancient drama in general corresponds
to no historical reality and testifies only to Brecht’s quite passing acquaintance with extant
theoretical texts. This would not matter if Brecht himself were not forced to turn to the
classical forms of heroism known to us from ancient tragedy and if he had his own well-
elaborated theory on the affective organization of drama. But insofar as he does not have such
a theory, offering instead only a theory on the transgression and critique of affect, in his own
theatrical work he to a great extent behaves intuitively with regard to pathos and is forced to
repeat tried-and-true schemes, such as the heroic act of Kattrin in Mother Courage and Her
Children. This wonderful catharsis is worthy of Sophocles at his best moments, but where

here is the critique and the distancing? The force of the catharsis is due in no small part to the
fact that Kattrin beats a drum: a ritual instrument and means of mobilizing people for war thus
crowns this allegedly anti-war drama.

Moreover, the irony and critique in the text and the performance of the actors
is a double-edged tool. This tool can easily serve to heighten the aesthetic effect and the
illusion, to raise them to the next power (insofar as even the reaction of spectators themselves
is represented on stage). Brecht is not completely immune to this modernist recuperation

of avant-garde strategies, although he quite rightly objects to sacralization and sublimation,
which for us (but not for the Greeks) are the embodiment of the ancient Greek tragedy. It

is nearly the same story with Lars von Trier. He deliberately uses irony and convention to
exacerbate pathos. Thus, in his brilliant film Dancer in the Dark, the catharsis is based on

the implausible and almost comical intensification of the miseries that befall the unfortunate
heroine. Von Trier’s detractors see him (not without good reason) as a commercial artist who
exploits sentimentality. His well-wishers (in whose ranks I include myself) see a constant
self-critique of art in his films: music summons Selma to work, music leads her to death,

and the catharsis consists in the fact that our pity for the heroine is turned against the art that
conceived her. But the ambivalence of aestheticism and the avant-garde overcoming of art is
something that cannot be eliminated all the same.

We should thus back up a bit and clarify for ourselves how, long before Brecht,

in antiquity, tragedy arose and what problems it was meant to solve. Here, we encounter
things that are common knowledge as well as things that are not so common knowledge. It

is common knowledge that tragedy — and art (poiesis) in general as a new institution — was

a form for critically reproducing myth and religious ritual. In tragedy, myth, which forms

the plot (Aristotle in fact calls plot “myth”), is stripped of its mythological character — that

is, its reference to timeless, perennially repetitive cycles. The tragic plot is /inear: in the
middle there is a turning point (from evil to good, or vice versa) that is irreversible. Political,
psychological and moral motives are introduced into myth — in particular, as Aristotle
interprets it, the tragic hero always commits a certain mistake (hamartia) that leads to his
pitiable demise. We watch him making this mistake (which usually consists in excess, in

the inability to stop in time — hubris) and, correspondingly, we see how he might have acted
otherwise. What is more, we witness a certain zone of uncertainty, so-called tragic amekhania,
in which the hero does not know how to act, in which he hesitates, in this way passing from
the mythological to the ethical register. The tragic denouement is the unique point in time

of an irreversible event, an event that is of course reenacted again in the theater (true, in the
fifth century BC, tragedies were performed only once: only new tragedies were mounted),
but which nevertheless opposes myth’s “machine for destroying time” (Lévi-Strauss). “This
very day will sire you and destroy you,” says Tiresias to Oedipus at the moment of the tragic
peripeteia. This phrase, it should be noted, is ironic: it refers to the fate of Oedipus, the unity
of time in drama (as a rule, a single day), and the day of the Great Dionysia, during which
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Bce 5TH cBoiicTBa Tpareanu He HaxJIOOyYMBAIOTCS
CHapy>XM Ha SMOLMOHAIILHYIO, IATETHYECKYIO MOAKIANKY
crokera. HanpoTus, OHM NpOU3pacTaroT u3 naroca.
ApUCTOTENb CYUTAET OCHOBHBIMH TPArHY€CKUMHU CTPACTIMU
coctpananue u crpax (eleos u phobos). Tounee, 3T0
MHUMETHYECKHE CTPACTU — CTPACTH, BO3HUKAIOLINE U3
MHMECHCA, TO €CTh B3aUMHOTO [TOAPAKAHHMS JIIOICH.
COOTBETCTBEHHO, XOTSI COCTPaIaHKe U CTPaX YacTo
YIIOMHHAIOTCSI B TPAreAnsiX, X MPOUCXOKACHHUE — CaM

(axT noxpa)xkaHus, KOTOPHIL, 10 APUCTOTEINIO, COCTABIAET
CYTh Tparm4eckoro Uckyccrsa. To ecTh aktep mogpaxaer
MIEPCOHAXY, a Iy0JIMKa, B CBOIO OYepe/ib, IOJpaXkaeT WU
3apakaeTcsl ero Urpoi, UICHTHGUIHPYETCS C HUM, K TOMY
Ke 3apaxaich U ApYyr ot apyra. EcTs ele u Xop, KOTOpbIi
COYYBCTBYET I'epoI0 U HojpakaeT myonuke. Kak nokasbiBaer
Apwucrotens B «PuTopukey, coctpaiaHue — 3TO Takast
uAeHTUUKAIKS C JPYTUM, TIPH KOTOPO# ThI IEpeKHUBACIIb
3a He2o, B TO BPEMsI KaK CTPax, KOTOPBINA TOXXE CTPOUTCS Ha
uAeHTUUKAIUH, SBIIeTCs 00s3HBIO 3a cebs. CTpasaHne
JIPYyroro, HOX0oXKero Ha Te0s1, BEI3bIBAET J1Ba 3TUX addexra
OJIHOBPEMEHHO, XOTsI, OYEBHUIHO, OHU ITPOTHBOIOIOXKHEL,
IIPOTHBOHAIPABIIEHEI ApyT npyry. CocTpananue
IIPUKOBBIBACT 3PUTEIIS K 3PEJIMILLY, CTPaX JKe, HAIPOTHUB,
orsparuaer ot Hero. Cocrpananue ectb ahdexr accoyuayuu,
a cTpax — duccoyuayuu. HakoHen, cTpax u cocTpalaHue 3T0
ewe 1 adGeKTh BpEMEHH: CTpax HalpaslieH B Oyayuiee, a
cocTpasanue (3KaJocTh) — B HENONpaBuMoe nporioe. Mx
CTOJIKHOBEHHE OTPa)KaeT JIMHEHHOCTh TParn4ecKoro BpeMeH!
U HaIpsHDKEHHUE Tepost B €ro 3a30pe.

Tak MBI Jy4Yllle TOHUMaeM, MO4eMy APHCTOTeab
cuurtaet 3GEKT Tparenuu, kamapcuc (O4HIIEHHUE),
rapaJiOKCaJbHBIM: «OYHIIEHHE CTpaxa U COCTPalaHus
MIOCPE/ICTBOM ITHX ke cTpactei». [Ipo To, kKak 9To MOHUMATh,
TBICSIYENIETUSIMU UTYT COpPBL. Bo-niepBrIX, 31€ch ecTh
CMBICJI, OTHOCSIIUIHCS K 3penuiny. CocTpaaaHue 3acTaBisieT
CMOTpETh — B a0COJIIOTE OHO NpHBeENo Obl, Kak B Poccuu
T10CJIe PEBOJIIOLIMH, K BEIOCTaHUIO 3pUTENIeH Ha CLEHY

C JKeJIaHHeM IoMoub nepcoHaxam. Crpax, B pezere,
JIOJDKEH NPUBECTH K BHIOCTaHHIO M3 TeaTpa U MPEKPaICHUIO
npencTaBieHus. ToT GakT, 4To 3pUTENb BHICH)KUBACT BCE
JIEWCTBHUE, €T0 CIIOCOOHOCTD «BBIHECTH)» MPOTHBOPEUHS
Tpareiny, eCTh PaBHOJACHCTBYIOIIAs ABYX CTPAcTeil,
HEYCTOHYMBOE HANPsDKEHHE MEXy HUMU. Bo-BTOpEIX,
CTpax He TOJIBKO OajaHCHUpyeT cocTpaganue (U Hao0opoT),
HO B JIPYI'OM CMBICJIE JIB€ CTPACTH YCHJIMBAIOT APYT ApyTa.
Mp&I cocTpaiaeM TeM, KTO B CTpaxe, 1 OOUMCs CIIUSHHUS B
cocrpananu. [loxydaercst HeKnil pe3oHaHC JIBYX CTpacTei,
MeTaHHe OT a0COJIIOTHOM IOTepH ceOsl B Macce K MaHuKe

U pacnajy obmectBa. MHe kakercs ynadHo Gopmyna
karapcuca y ['enpaepinHa: «6ecKoHeUHOE 00BEIMHEHUE
ouuiaer ceds yepes beckoHeuHoe pasaeneHue». Ho
0ECKOHEYHOCTb, 10 ['esbiepiiuny, JUIs JIfoaei o3HaJaeT
HEOOXOIMMOCTb Ye3ypbl, BHE3AITHOI OCTaHOBKU
0ECKOHEYHOTO IBIDKEHUS — a [Ie3ypa 3TO «IEHbY», 3TO
HUCTOpHUYECKast KOHKPETHOCTb.

IModTuka ApucToTens SABJsIeTCH OTBETOM Ha
TeopHto MuMmecuca y [Inarona. Ilnaron, B «I'ocynapcTaey,
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HOJIBEPT YHUYTOXKAFOLIEH KPUTHKE HCKYCCTBO €r0 BPEMEHH,
HIOKa3bIBasi, YTO €r0 MUMETHYHOCTD (TI0/IPaXKaTeIbHOCTB)
HE 0CBOOOJK/IaeT YeJIoBeKa U3 padCTBa KOHEYHOM BEIIHOM
BOBJICYCHHOCTH, a HAIIPOTUB, YCYTyOJIsieT 3T0 pabCTBO 3a
CUeT KONMUPOBAHUS KOHEYHOH BEIHOCTH, a HE CMBICIIA.
ApUCTOTEINB K€ OKa3bIBaeT, KaK UCKYCCTBO, @ IMEHHO
Tparenusi, camo OCyIECTBISIET Ty KPUTHKY, KOTOPYIO
HampasJsieT IpoTuB Hero [1naTtoH: BOUpaeT 3Ty KPUTHKY

B ce0s1. Tparenust, npeonoseBasi KOHEUHBII, HEUCTHHHBIH
MHMECHC €ro COOCTBEHHBIMH CPEJICTBAMH, CTAHOBHUTCSI, HA
BEPILHHE YKCTa3a, CPEACTBOM YHCTOTO CO3EPLAHUS CMBICIIA
(xotopoe ObI ooOpu cam I1narown).

Hrak, B rpedyeckoii Tpareinu ecTh CBOIi

aHayor BpeXTOBCKOTO «OUyKISHUS - 3TO MUMETHYECKUH
CTpax, KOTOPBIH BBITAIKUBACT 3PUTENS U3 3pEIIMILA, U3
UJIeHTH(UKALIHK C TepoeM. 31eCh MbI ITOAXOAUM K CaMOi
Ba)KHOU M MOMYJIIPHON YepTe TpareJuu (XOTs OHa K Hei

Y HECBOJMTCS) — N300paKEHHUIO MK, YOUIICTB 1 IPOYHX
«cTpacrei». B pacxoxeM s3bIKe 0 «Tparefiun» Tak u
TOBOPSIT, KOT/Ia KTO-TO yMHUPAeT — 3TO HACTpauBaeT Ha
BO3BBILICHHBIN J1a]. SICHO, YTO HAacTOAIIAs Tparexus 1o
CIOXETY — 9TO He IIPOCTO CMEPTh ¥ He 0053aTeNIbHO CMEpPTh,
a CKopee HEKOTOPBIi (haTabHBINA X0 BELICH, KOTOPBII
Oecco3HaTeNeH AJIsl ero YYaCTHUKOB M pa3BOPaYMBACTCS

B X0z Apambl. OJTHAKO My4YEHHS ¥ CTPACTH B TpareIuu
00BIYHO MPUCYTCTBYIOT. OHA, KaK MBI OBl CKa3aJIx

CETOJHs, CCHTUMEHTANbHA. [IeHCTBUTENBHO, KYJIBT
Jlnonyca ObUT IEMOKPAaTHYECKHUM, TAXKe KPECThSHCKHM,

Y BBEJI €r0 NPa3/HHUK, [JIe UIPAJIKCh TPareIiy, BIIEPBhIC
tupaH [Iucucrpar. boee Toro, Tparenust HCTOPUYECKH
MPOMCXOAUT U3 OOJiee paHHETo KaHpa, nudupambdba — u

B OTVIMYHUE OT MPUIIOJHATOrO NAaHETUPUKa, KOTOPHIM OBLI
nudupam6, Tpareaus BEIOUpaeT 0oJee «1eMOKPaTHIECKOe
CEHTHMEHTaJIbHOE cofepkanue. CeHTUMEHTAIN3M ObUI BO
BCE BpEMEHa CHMIITOMOM HH30BOH, «MacCOBOI» KYJIBTYpPHI.
Ilox, c OHOW CTOPOHBI, CHIIBHO IIPOOUpaeT Jaxe rpyoyro,
MaJIOUyBCTBUTEIILHYIO YyBCTBUTEIBHOCTH (00 3TOM 4acTo
nucan B. beabsamun). C npyroii, oH cBoeil HEraTUBHOCTHIO
OTTAJIKMBAET 3PHUTEIIS OT 3PEIIHIIA WM KaK MUHUMYM
MPEOCTABIISICT eMY AIUOHU (I MOTY CIIOKOMHO HACTaXAaThCs
BBIZIyMaHHBIM MHPOM, ITIOTOMY 4YTO BCE PAaBHO OH OIIaceH,
Uy MEHs HeT co0lia3Ha B Hero nepeHecTucs). [lostomy
CEHTHMEHTAJILHOCTh yIO00OHA JUIsl TUCTaHIIMPOBAHHOTO
pa3BiedeHus Oroprepa — TPOHYTBIH 10 TIIyOUHBI TyILH,

OH B TO K€ BpEMs BUIUT IIPEJIEIIbl CBOEMY COUYBCTBHIO H
CBOEH NPAaKTHYECKOIM NICHTU(DUKALNY C IPOUCXOASIINM.
Korna Apucrorens rosoput, a bpexr conunapusupyercs (1
TOJIBKO C 9THM), YTO HACJI)XICHHE 3PEIUIIEM CTPaJaHUs
HPUATHO IIPOCTO B CHIIYy HAIeH TATH K HO3HAHHIO (T.€.
OLIYIICHUIO), MOKHO CIIPOCHUTB, IOYEMY UMEHHO CTpaJaHue
HPUHOCHUT OOJIbILIE YOBOJILCTBYSL, YEM JPYTHE SMOLUH, TOXKE
CBsI3aHHBIC C IIO3HAHHEM. A JIEJIO 31eCh B IKCTATHYECKOH
(yHKUIUM CTpaZaHus — OHO BEIBOAUT YEJIOBEKa KaK M3

€ro COOCTBEHHOM MO3MIIMHU, TAK M U3 MO3UIMH ITOJTHON
UACHTH(UKAIINH.

Tpareausi, o1HAKO, He MPOCTO CEHTHMEHTAaJbHA,
K CTpaJiaHuio B Hell nobasisercs peduiekcus. Kpome
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TOT0, OTBETCTBEHHOCTB 3a CTPaJaHKe B TPareIuu
OeperT, KaK MpaBHIIO, caM cTpajaronmii. Perpesenranus
yKaca B TpareJMy OTINYaeTCs OT 3HAKOMOT'0 HaM
meppopucmuieckoeo CEHCOPUYMa KaK YUCTO OTPHLIATSIILHON
perpe3eHTalny, BEDKUTaoIIeil MUMETHYECKYIO chepy
BOOOI1IE, TPeBpalnaronell 00IEeCTBO B JPOXKAIINX OJHHOYCK.
Tparenusi, B OTIMYKE OT TEPPOPa, HE YHUUTOXKAET, a
svisignsiem (IIyCTh JJaXke BBISIBIICHHE MOYXKET COIPOBOXKAATHCS
HacuireM). OHa He IIPOCTO 3a4apOBBIBACT ATOCOM,

U HE [IPOCTO BBITAIKUBACT OAMHOUKY M3 3peNuila, a
BBIBOJIUT Ha CBET CaMOTO 3PHUTEIIS], B €r0 KayKyIIeMCs

anubu. «SmUn-Tupan» - Tparenus o 3purene. Mumecuc

— HE TOJIBKO NOfIpaYKaHKe, HO U BBIPaXKEHHE, TO €CTh
BBISIBIICHUE, IPEABSIBICHIE NSHCTBUS. DIUII, 3aHUMAFOLIAI
CO3epLaTeIbHYI0 TO3UIHIO 10 OTHOIIECHUIO K IIPECTYITHUKY,
KOTOPOT'O MIIET, UCTIBITHIBAIOIINN COCTPaaHHe K Hapoxy,
KOTOPBIH XOUeT CIACTH, B pe3y/IbTaTe BEIICHSET, YTO OH

1 OBUI 5THM IpecTynHUKOM. Torna oH BhIKanbIBaeT cebe
IV1a3a ¥ pacliaxuBaeT Bce JBepH, TpeOys mokas3arh ces,
CJIETIOro, Hapoxy. 1o MeTadopa, 3aCTaBIISIONIAsT KaX[0Tro
U3 3pHUTelIeH II0YyBCTBOBATh, YTO OH BBICTABIICH IPYTHM

Ha cyz. Ty e QyHKIHIO BBIIOIHSET U XOp — AeiicTBHE
Tparenun pediekcupyercs, U 3puTess — Kak y bpexra —
BUJIUT U JACHCTBHE, U CBOIO BO3MOXKHYIO PEaKIUIO Ha HETO.
Kaxk nmo00e nmoayimHHOe NCKYCCTBO, TParHiecKuil Tearp
SIBIISICTCS 3ePKAJIOM, B KOTOPOM OJIMHOYKA, U HAPOJ B LIEITIOM,
BUJUAT ce0sl — HE B 3a3epKalibe, a B JAHHOCTHU UX ITOJIOKCHUSL.
Tearp, py MOMOIIM CHIIBHBIX SKCMAMUYECKUX CPEIICTB

(TO €CTh LIOKOBBIX OTKPBITHH M (PM3UYECKUX CTPaJlaHui),
BBIBOAUT CyOBbeKTa U3 (pMKcanuy Ha cebe, U3 SrOLeHTpU3Ma,
U IIpeBpalaeT B HadmonaeMslii 00bekT. B aTOM cMbIcie,
addexTom Tearpa, O Ty CTOPOHY CTpaxa M COCTPaIaHUs,
SIBIISIETCSL cmbl0. BpexT He COBCEM IIpaB B CBOCH

MOpaJBEHOI HHTEepIIpeTanuy Tearpa. Tpareans He CTOJIbKO
CyOBEKTHBHUPYET YeJIOBeKa B KPUTHYESCKU MBICIISIILIETO
JesTelsl, CKOIBKO OOBEKTUBHPYET €ro, peBpalaeT qaxe

B BElllb, U UIMEHHO 9TUM JJOCTUTAET OCTpaHeHus. bpexr
POBHO 3TO U JIeJIaeT B CBOEM TeaTpe, HO HHTEPIPETUPYET
€ro KaK BBIBEJICHHE HEKOETO MU(PUIECKOro BHETEATPAILHOTO
cyObekTa 3a paMKu Mexanndeckoro. Ha camom nene
HHKaKOI0 TaKOro cyObeKTa-akTepa Ha HCXOJe Tpareanu

HeT. EcTh myTh, KOTOPBIH IPOXOJMUT TAKOH CyOBEKT, OT
HPE3YMITLMN KPUTHYECKOTO MBIIUICHUS K Y3HABaHHIO CBOEH
00BEKTUBHON pONH («CyABOBI»), U B pe3yNbTare COCOOHOCTh
pa3bIrpeIBaTh WM MeTadopu3oBarh ee. Tpareaus, pa3pymias
STOLEHTPUYECKYIO, H BOOOIIE LIEHTPHIECKYI0, (DUKCALHIO
YeJIOBEeKa, BEIBOAUT €r0 U3 OIMHOYECTBA CyOBEKTUBHOCTH B
Jpyroe, oObeKTUBHOE OIMHOYECTBO, KOTOPOE CYIECTBYET
TOJIBKO IIEPE]1 JINLIOM HEOIPEAEICHHOTO MHOKECTBA JPYTHX,
paseseHHoe C IPYTUMHU.

U BoT B cuay 3T0r0, Kak ormMeTnJa yxe I'ereas,
Tpareust JJIOTHYECKU NEPEXOUT B KOMEIUIO, 1 HIMEHHO
KOMEJIUSI SIBIISIETCSI BBICIIEH (hOPMOI MUMETHYECKOTO
npencrasinenus. Ho Tparenus ocraercs ero 6a3oBoii popMoii,
(hopmoit TearpanbHOCTH BOOOIIIE, TOCKOIbKY BOUpAET B ceOst
KPUTHKY UCKYCCTBA, TOI0 MEMETHYECKOTO HABAKACHHS, KaK
TAKOBOTO, HO IIPH 3TOM HCKYCCTBOM OCTAaETCsL.

.
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tragedies were performed in Athens. Irony and reflection are inherent to Greek tragedy to a
supreme degree: it constantly alludes to spectator and spectacle as it speaks to us of heroes.

In this sense, we cannot (as Keti Chukhrov does in her essay in this same issue) unilaterally
separate the aesthetic of the actor from that of the spectator. Everything in tragedy — beginning
with the chorus and ending with tragic irony — constantly fuses actor with spectator,
transforms them into one another, and in this we see a peculiar kind of heroic democratism.
Action in itself is blind, and contemplation is helpless, but together they form a powerful
machine for collective sharing.

All these qualities of tragedy are not superimposed on the plot’s emotional,
sentimental base. On the contrary, they grow out of the pathos. Aristotle argues that the
principal tragic passions are pity and fear (eleos and phobos). To be more precise, these

are the mimetic passions, the passions that emerge from mimesis — that is, from people
mutually imitating one other. Consequently, although pity and fear are often mentioned in
tragedies, they have their origin in the very fact of imitation, which according to Aristotle is
the essence of the art of tragedy. That is, the actor imitates a character, while the audience

in turn imitates or is infected by his acting; they identify with him, while also being infected
by each other. There is also the chorus, which evinces pity for the hero and imitates the
audience. As Aristotle shows in the Rhetoric, pity is identification with another person during
which you suffer for sim, while fear, which is also based on identification, is fear for oneself.
The suffering of another person, a person who resembles you, provokes these two affects
simultaneously, although they are obviously opposed to one another. Pity rivets the spectator
to the spectacle; fear, on the contrary, averts him from it. Pity is an associative affect, while
fear is a dissociative affect. Finally, fear and pity are also affects of time: fear is directed
towards the future, while pity (compassion) is turned toward the irreparable past. Their clash
reflects the linearity of tragic time and the hero’s tension in its gap.

So now we understand better why Aristotle believes that the effect of tragedy,
catharsis (purification), is paradoxical: “The purification of fear and pity by means of these
same passions.” The debate over how this should be understood has been going on for
millennia. First, the spectacle is of significance here. Pity forces us to watch: in its absolute
form (as in Russia after the Revolution) it would lead to the spectators running onto the stage
in the desire to help the characters. In its utmost form, fear should lead to the spectators
running from the theater and the cessation of the performance. The fact that the spectator

sits through the entire action, his capacity for “bearing” the contradictions of tragedy, is

the resultant of the two passions, the unstable tension between them. Second, fear not only
balances pity (and vice versa), but in some sense the two passions amplify one another. We
feel pity for those who are fearful, and we fear being fused together in pity. We thus end up
with a kind of resonance between the two passions: we are thrown from the absolute loss of
self among the masses to panic and social collapse. Holderlin’s definition of catharsis seems
on the mark: “[T]he limitless becoming-one purifies itself through limitless separation.” But,
according to Holderlin, for human beings limitlessness means the need for caesura, a sudden
halt to limitless motion, while caesura itself is the “day,” historical concreteness.
Aristotle’s poetics is a response to Plato’s theory of mimesis. In the Republic,
Plato had subjected the art of his time to a devastating critique, showing that its mimetic
character (imitativeness) did not liberate man from the slavery of immersion in finite things,
but, on the contrary, deepened this slavery by copying finite thingishness. Aristotle, on the
other hand, shows how art — namely, tragedy — itself implements the critique that Plato
directs against it by absorbing it. By overcoming finite, inauthentic mimesis with its own
means, tragedy becomes, at the height of ecstasy, an instrument for the pure contemplation of
meaning (something that Plato himself would approve).

Thus, Greek tragedy has its own analogue to Brechtian “alienation” — the mimetic
fear that repels the spectator from the spectacle, from identifying with the hero. Here we arrive
at tragedy’s most important and popular trait (although tragedy is not reducible to it) — the
depiction of torments, murders, and other such “passions.” In the common parlance, “tragedy”
is invoked when someone dies because this lends a sense of loftiness to what has happened. It
is clear, however, that in terms of plot, genuine tragedy is not simply death and not necessarily
death, but rather a certain fatal order of things that is unconscious for its participants and that

————

b 20 '
EELEIBYer pyescpurngs 00PN

unfolds over the course of the drama. Torments and passions, however, are usually present in
tragedy. As we would say today, tragedy is sentimental. And in fact the cult of Dionysus was
democratic, even peasant-based, and the tyrant Peisistratus first introduced its feast day, during
which tragedies were performed. What is more, tragedy derives historically from an earlier
genre, the dithyramb, but unlike the animated panegyric that was the dithyramb, tragedy
chooses a more “democratic,” sentimental content. Sentimentalism has in all ages been a
symptom of grassroots, “mass” culture.” Shock, on the one hand, has a strong effect even on
crude, insensitive sensibilities (a topic that was frequently addressed by Walter Benjamin).

On the other, its negativity repulses the spectator from the spectacle or, at very least, provides
him with an alibi (I can take pleasure in this fictitious world because it is dangerous all the
same and [ am not tempted to become part of it). Sentimentality, therefore, is a convenient
mode for the distanced entertainment of the burgher: touched to the bottom of his heart, he at
the same time sees the limits to his sympathy and his practical identification with the events
on stage. When Aristotle remarks (and Brecht is in solidarity with him on only this one point)
that deriving pleasure from the spectacle of suffering is pleasant only by virtue of our yearning
for knowledge (that is, sensation), we might ask why it is suffering that accords more pleasure
than other emotions also bound up with knowing. Here, it is a matter of suffering’s ecstatic
function: it extricates the individual both from his own position and from the position of full
identification.

Tragedy, however, is not simply sentimental; in tragedy, reflection is added to
suffering. Moreover, in tragedy it is the sufferer himself who, as a rule, takes responsibility for
the suffering. The representation of horror in tragedy differs from the terroristic sensorium to
which we are accustomed, which is purely negative representation that burns out the mimetic
sphere as such, turning society into a mass of quivering loners. Unlike terror, tragedy does not
destroy but reveals (even though this revelation might be accompanied by violence.) It does
not merely enchant the spectator with pathos and expel the lone individual from the spectacle,
but brings the spectator himself into existence in his seeming alibi. Oedipus Rex is a tragedy
about a spectator. Mimesis is not only imitation, but also expression — that is, the revelation,
the presentation of action. Oedipus, who takes a contemplative stance towards the criminal he
seeks and feels pity for the people, whom he wishes to save, in the end discovers that it was
he who was the criminal. He then pokes out his eyes and flings open all the doors, demanding
that he, a blind man, be shown to the people. This is a metaphor that forces each spectator to
sense that he is exposed to the judgment of others. The chorus performs this same function:
the action of the tragedy is meditated on, and the spectator, as in Brecht’s work, sees both the
action and his possible reaction to it. Like all genuine art, the tragic drama is a mirror in which
both isolated individuals and the people as a whole see themselves — not in a fantasy, but in
the givenness of their condition. Using strong ecstatic means (that is, shocking revelations
and physical suffering), the theater extricates the subject from fixation on itself, from
egocentrism, and turns it into an observable object. In this sense, the affect produced by the
theater, beyond fear and pity, is shame. Brecht is not quite correct in his moral interpretation
of the theater. Tragedy does not so much subjectivize the individual into a critically thinking
actor as it objectivizes him, even turning him into a thing, and this is precisely how it achieves
defamiliarization. This is exactly what Brecht does in his own theater, but he interprets this

as a means to lead a certain mythical atheatrical subject beyond the mechanical. In fact,
tragedy’s denouement provides us with no such subject/actor. There is the path that this
subject takes, from the presumption of critical thought to recognition of his objective role
(“fate”) and, consequently, the capacity to dramatize it or turn into a metaphor. By destroying
the individual’s egocentric and, more generally, centristic fixation, tragedy leads him out from
the loneliness of subjectivity into another, objective loneliness that exists only in the face of an
indeterminate multitude of others, that is shared with others.

And it is by virtue of this fact, as Hegel noted long ago, that tragedy logically passes
into comedy, which is precisely the supreme form of mimetic representation. But tragedy
remains its basic form, the form of theatricality as such, insofar as it absorbs the critique of
art, this mimetic illusion, as such, while at the same time remaining art.




Honb, Ha KoTopblA cXopaTca nontca,

HIK KROMHYECKRAA NOAONNEHa TParH4yecROro
B pasrosope npuuumait yyactue Onvra Eroposa (Llanna), Apremuit Maryn,
Hatanoa Mepwuna-Axumanckan (Mnwkna), Anexkcangp Crupan

Oubra Eroposa (Ilanuis): Hy, paznusaii.

Augexkcanap Ckuaan: Jla, HagHEM ¢ TOTO, YTO aJTKOTOJIb
— spiritus — cBsI3aH C yXOM ANOHUCHHCKIX MHUCTEPHH, U3
KOTOPBIX POAMIIACH TPareausl.

Aptemuii MaryH: A eme cekc U poK-H-poJlL.

O.E.: AptéM, MBI BCE TPOUWIN TBOKO CTaTbIO, U HAM

CTaJIo Topa3/o MOHATHEe, YTo Takoe Tpareaus. Ho
BOIIPOCHI OCTAIOTCSI. A IMEHHO, YTO )K€ TaKOE TPareans B
coBpemenHoM mupe? Ectb i u1st Hee Mecto? JloKHEL i
MBI, Xy/IO)KHHKH, IPAKTUKH, CO3/[aBaTh €€ CETOMHs?

A.M.: Hy a BbI kak camu gymaere?

O.E.: HOHI/IMaGIIII), TO, YTO MBI ACJIa€M, HAXOAUTCA B KAKOM-
TO APYTOM U3MEPEHHNH, XOTSA HEKOTOPHIC HAIIIN 3PpUTECIIN
Ha3bIBACT 3TO Tparem/leﬁ. Ho Benp Ha Tpareuro 3To
HCIIOXO0XE. ..

A.M. Tak KaK OTCYTCTBYET MOMEHT BO3BBILLICHHSI, KaTapcuca.

O.E.: Hy na. B mpunnumne, y Hac ecTb Takasi OpeXTOBCKast
urpa B Tparequo. Hanpumep, B «barrHe», korna nepcoHaxu
3aBUCAIOT B OOBATHAX KPACHOTO MOHCTpA U HTPAeT
COOTBETCTBYIOIIAst My3bIKa, 51 3AMETHJIA, YTO y HEKOTOPBIX
3pHTeNel MOSBIIAIOTCS ClIe3bl Ha IMa3ax. Bot mMeer mm 310
OTHOIIICHHUE K Tparefnun?

A.C.: DTO IMeeT OTHOIIEHNE K KaTapcucy, HO He K
Tparenun. B aHTHYHOI Tpareuu repou BBIXOIAT 32

PaMKH 9eJI0BEYECKOT0, KoJeOmoT kocMoc. CeromHs
MTOMBICIIUTH TaKyI0 GUTYPY HEBO3MOXKHO, U Y CAMBIX TOHKHX
JIpaMaTyproB MO>KHO TIOYyBCTBOBAaTh 3Ty HEBO3MOKHOCTb.
Pannmii YexoB B mbece «IBaHOBY MBITAJICS CO31aTh
TpareIuro Mo KJIacCHIeCKoMy 00pasiLy, ¢ IIaBHBIM TepOeB

B IIEHTpE, HO moTeprien Heynady. Y HaunHas ¢ «Haidkm»

MBI IMEEM COBEPILICHHO WHYIO IpaMaTypruio, JUCICPCHYIO
1 JICIICHTPUPOBAHHYIO. .. [IepcoHaxu B HEll MepeKUBAIOT
«UEJIOBEYECKYIO TPAreIHIO», a, HO 9TO TPareIus
HEBO3MOXXHOCTH BBIITH 32 paMKH, Tpareausi 0OBIYHOTO
YeNoBeKa, KOTOPHIH, B OTIIMYNE, CKAKEM, OT TePOEB
JlocToeBckoro, yxe He ObeTCs Hall «KMHPOBBIMU BOIIPOCAMUY,
HE ONPOKHJIBIBAIOT MEPONIOPSIIOK. U make eciv ouH U3 HUX
COBepIIacT CaMOyOHICTBO, Kak Tperuies, TOau Kak HA B 4eM
HU OBIBAJIO MTPOIOJDKAIOT UTPaTh B JIoTo. OTAenbHAs cynp0a,
Kak ObI OHa HU IepellaMbIBaIach, HUYETO HE MEHSET.

Haraabs [epmmna-Axumckas (Imokas): Xoporio,
Tparequs yIuia u3 Haiei xu3ad. Ho 3To Beib He 3HAUWT,
YTO JIIOAU HE CTPAJAIOT... MOXKEeM JIM Mbl HAUTHU Kakoi-To
9KBUBAJICHT Tpareanu?

A.C.: I[.IISI 9TOIr'0 HY’KHO YE€TKO INOHATH, KaKU€ Y3JIOBLIC
MOMEHTHI Tparenu yuuin, U ynuin 663B03BpaTHO, a Kakue —
B TpaHC(i)OpMI/IpOBaHHOM BUC — IPOAOJIKAIOT CYIIECTBOBATD.

HL.IIL.: MHe xaxkeTcsi, reposi MOXKHO TTOTIPOOOBATh

BEPHYTb — II0KA3aTh 3TH yCHJIHS, CBSI3aHHBIE C TOCKOH 110
BO3BBIIICHHOMY, TeM 00JIee YTO MOMBITKY ITOKOIe0aTh KOCMOC
HaM OYeHb ObI ceifuac IPUTOHIHCE.

A.C.: I'epoii npeBHErpeUIECKOH Tpareauy — BOILTOIICHHE
CYBEpEHHOM BIIACTH, APh WU MOTyOOT, 1 BMECTE C

ero rubenbio pymuTcest Mup. e B3ATh cyBepeHa B
STIOXY CEKYISIPHU3AINH, AETIOIUTH3AIIN 1 TPOINX
«JIEMOKPATHIECKHUX MIPOLECCOB»?

A.M.: 5] kKaTeropuuecKy He coriaceH ¢ Tem, uto Cama
cka3asl. ECTb JBe BBICIINE TOUKH PaCIBETA TPATEIHH —
npesHsst ['perus V B. 1. H.3. 1 XVII Bek. Torma obmiectso,
10 psITy IPUYMH, 0CO3HABAJIO CBOM TparusM. Ho, Bo-TiepBhIX,
Tparu3M — 3TO BCETa YHHUYTOXKEHHUE reposi. TpakToBKa,
KOTOPYIO S B CBOEM TEKCTE YIOMSIHYI, 3TO TPAKTOBKa
I'énprepnuHa, M 3aKITI0YaEeTCS OHA B TOM, YTO TPAreIusi — 3TO
TepekKUBaHUEe OOMIECTBOM PACCTABaHUS CO CBOMMH TePOSMH.
TyT u cekynsapu3anus, paccTaBaHie ¢ MU(GOM, U pacCTaBaHUE
C MHPOM MOHApXHH, TOTOMY YTO, KaK IPaBIIBHO CKa3al
Pycco, Tparenus — 310 ukuBanue Tupanuu. Camas
3HaMEHHUTAs TPareAus TaK U Ha3bIBACTCS — « DMUI-THPAH).
[a, cyBepeHHas BIAacTh MPUCYTCTBYET, HO MOKa3bIBAETCS €€
TIOJHEIH KpH3Huc, Oeccrnue. U rubens maps paccMaTpuBaeTcst
KaK HEKOE€ MHPOBOE COOBITHE, KOTOPOE 3aKITI0YAETCs B THOCITIH
repoeB BooOIIe. ITo, COOCTBEHHO, H €CTh TEMa TPAreIiH.
[TosTOMy KOTZa THI TOBOPHIIIG, YTO TPAreIust KOHYMIACH,
MMOTOMY YTO HET Te€POEB, 3TO CTPAHHO CJIBIIIATH, TOTOMY YTO
Tpareaus Kak pa3 00 3ToM U mmoBectByeT. CoraceH, CeromHs
HCTOpUYECKas CUTyallus HHasl, U 00IIEeCTBO, 10 KpaifHei
Mepe 3armagHoe, 00mecTBO Toro, 4ro Hummre Ha3pIBan
MOpaJIbIO, IEHCTBUTENEHO, HE PACCMATPHBAET OTHOTO
YeNoBeKa B KaueCTBE BOSMOXKHOTO JIN/IEPa, TCHUS H TaK
nanee. 91o oTpunaercs. OqHako cama mpodiIeMa eqHHUIHON
JMYHOCTH ¥ HCTOYHHKA PUOOIIEHUS CIMHUIHON JINTHOCTH
K KOJUIEKTHUBY OcTaeTcsi. B 3ToM cMbIcie cOBpeMeHHast
Tpareus, €CIIi OHa €CTh, 9TO TPareJusi OTCYTCTBHS
Tparequd. Bes peanucTruyecKu-poMaHTHYECKast TPaIUIHs

00 aToM, fa 1 JlocToeBCKHi CO CBOMM PacKOIbHUKOBBIM,
KOTOPBII AyMaeT, YTO OH — TePOii, HO 3TO OMIMOOYHOE
MHEHHUE, HUKAaKOW OH He repoil...

O.E.: To ectp PackonsHIKOB, TIO-TBOEMY, HE Tepoii?

A.M.: MuHyTOUKY, KaKoii ke oH repoii? OH MOHOMaH,
KOTOpBHIiT pemaer, 4to oH — HamoneoHn, u youBaer

crapyniky. OfHaKo 3a c4eT cBoel ommuoOky PacKoNBEHHKOB,
KOHEYHO, MPUOOPETAET HEKYIO 3HAUYUTEIBHOCTD, H MBI C
HHTEPECOM CIIETINM 32 eTo cyab0oii. 1 3ToT, BoOOIIE TOBOPS,

HETePOMYECKHIA YEIOBEK, YETIOBEK, MOMABIINI B JIOBYIIKY
CBOUX WILIIO3HIA, [I0KA3bIBAETCS O0CBOOOK JAIOIIAMCS

OT 3TUX W03, 11 BMECTE C HUM MBI CaMU, MOYKHO
CKa3arh, U3KHBaeM repousm. To ecTs mpobiema, B
HEKOTOPOM CMEICTIE, HE B TOM, YTOOBI HAWTH repos, a

B TOM, 9TOOBI OCBOOOAUTHCS OT repousma. B xakom
cMbiciie? B Tom, 4TO cCOBpeMeHHOE 00IIECTBO — IIIOTH OT
oty obmectBa XVI-XVII Bekos. [y Hac 310 oceBoe
BpeMsI, KOTJIa BO3HHKIIA Hallla [IMBUIIN3AIHSA, THOEPATEHO-
KaIlUTAIMCTHYECKOEe 001ecTBo. UTo 710 3a 00111ecTBO? ITO
00IIEeCTBO pa30pBaHHOE, C OHOW CTOPOHBI, C APYTOM —
MPO3aN3NUPOBAHHOE, B KOTOPOM BO3HUKAET YHHBEPCAIbHBIN
CTaHJAPT JCHET, KOTOPHI B KOJIMYECTBEHHOM CMBICIIE
HauMHAET Pa3MbIBaTh KaueCTBeHHBIe pa3nuuus. U sto,
KOHEYHO, 00IIECTBO aTOMHU3AINHU, OTUYKJICHHUS 1 U3OJSIIUU
JIOIeH, 00IIECTBO POXKACHUSI COBPEMEHHOTO WHTUBH/IA.
MHTEpecHOo, 4TO MHIMBHIOM CTAaHOBUTCS KaXKIbIH, KayKIbIi
TePEeKUBAET 3TO CBOE OAMHOUECTBO, HO IpaMa X VII Beka
TTOKA3bIBAET BCE ATO HA KOPOJISAX U IApSX — BOT KOPOJIb, OH
YYBCTBYET CBOE OJJMHOYECTBO, TICPEIKUBAET OTOPBAHHOCTH
H OTYYXK/ICHHE OT KOJUICKTHBA, OH BUINT, YTO HUYETO HE
MOXKET CJIeaTh, ILITAETCS YTO-TO CAEIaTh — U TuoHeT. U
XOTSI TEPOSIMU SIBIISIFOTCSI KOPOJIH, PeYb HE O KOPOJISIX, a
peyb 0 MOJCPHOM HHIUBHIE, KOTOPBI Y3HAET ceOs B 3TOM
repoe. UTo MOMEHSUIOCH B OTHOIIEHUH 3TOTO BpEMEHHU?

Hy, Bo-iepBBIX, KOpOIIEi, KOTOpBIE OBUTN HECYACTHBIMHU
OJIMTHOYKAaMH, HET coBceM. Terneps Bce — HECYACTHEIC
oqrHOYKH. Ho mpy 3TOM HET M Kakoro-To IeHTpa, ¢
KOTOPBIM BCE MOTITH OBl HICHTUDHUIUPOBAThCA. CKaKeM Tak,
TeMaTHKa TPareJny HAIUIO: KaKIBIA U3 HAC — OTOPBAaHHBIH
OIMHOKHI MHIUBU, ¥ KaK OJUHOKUN HHIUBUJ TOTOB K
Tparequn. Tparenus — Bceraa 00 OMMHOKOM OTOPBAHHOM
uHAnBUAe. TeMaTtnka ecth, HO HeT 4yero? Her mpocrpancTea
Uit Tparenun. B npeBHeit [peruu Tparemus mpoxomuia

Ha penuruo3HoM npasanuke, B XVII Beke y Hee Toxe

OBLTO COBEPIICHHO OIPEAEICHHOE MECTO — KOPOJICBCKUI
nBop. [loHATHOE MECTO ISt HCKYCCTBA, C KOTOPBIM MBI
HICHTHQHUIUpYEMCS. Y COBPEMEHHOTO YeIOBEKa IPOOIEMbI
Te ke camble. Ho! C keM MHe naeHTHUIIIpOBATHCS?
Xotenock co CranuHbiM, ¢ ['UTiepom, a 0ka3anoch, 3T0
kakne-To nomnensl. C kem Torna? [Ipobiema B mpoekum, B
enuHOH durype.

HL.IL.: Tparenust Bceraa 06 OXMHOKOM OTOPBAaHHOM WHJMBHIE
— 9TO O4YeHb TOYHO CKa3aHo. [lomydaercs, 94To cerogHs repoi
HE OJIMH JIOJDKEH OBITh, TOKHA OBITH Tpynmna. Hampumep,
MOKHO TI0Ka3aTh, KaK Tepoi pemaeT n3-3a JINIHBIX

TpaBM U IMPOOIEM OTAENUTLCS, YHTH U3 TPYIIIEL, H 3TO —
HETIONIpaBUMast OIIMOKa C eT0 CTOPOHBI, KOTOpask BEIET K
TpareuH, ciemys Kiaccudeckoil cxeme. 1 koHIaeT TeM, 4To
HASHTUQUITIPYETCSI C KHHO3BE3I0.

A.M.: [la, ectb MeaMa3Be3/bl, HO 3TO, CKOpee, KOMUIECKHe
(UTYpEL, OHM HE NIPETEHTYIOT Ha BO3BEIIIEHHOE, Ha POJTh
THJepa, XOTs B HUX TOXKE €CTh aMOMBaJICHTHOCTH. TOJBKO
TIATHAAIATHIETHUE AEBOYKU TyMAIOT, 9TO aKTep — 3T0 00T 1
Tepoii, HO TIOTOM M OHHM pa3yOeKTaroTCsl.

O.E.: I'epoii, KOTOPBIH KITaAeT *KNU3Hb Ha TO, YTOOBI
pa3BIeKarh, — 3TO ke Apamal

A.M.: Jla, TaK BOT, T€pOU3M €CTb, KaX/IbIif YEJIOBEK,
0COOEHHO B MOAPOCTKOBOM BO3PACTe, MEUTAET OBITH
TepoeM, 3TO CTPYKTypHas YepTa Hallero o0IiecTna, Jaxe
OoubIre, yeM apeBHErpedeckoro. Ho mpodiema, moBToOpsito,
B TOM, 4TO 3TOT T€POH3M He IpopabdaTeiBaeTCs MyOITHIHO

— OH penpeccupyercs. M MHe KaxeTcsi, 4TO Tpareans
CEeroJiHsl COCTOUT He B TOM, 4TO PaCKOJIBHUKOB XOUeT CTaTh
Hanoneonom u ommbaercsi, MOTOMY 4TO €My HE XBaTaeT
xto0prca, a Ha000pOT, Ha TOM, YTO MOTEHIUAIEHOMY TCHHIO
TIPUXOJUTCS CTaTh OM3HECMEHOM HIIH HIyToM. [ prboenos,
«l'ope oT yma».

O.E.: [Tapnu, Bce, YTO BBl TOBOPHUTE, 3TO 3aMeYaTelbHO,
HO 3T0 Bee po XIX Bek. A uro ceituac? Téma, ThI Bpoze
OBl CKa3al, YTO IS TPareJiy eCTh BCE IPEIIOCHUIKH, HO
10 KaKOH-TO IIPUYNHE e HeT... BoT ¢ 3TuM xoTenocs 05
pazobparscs.

HL.IL.: He 3Hat0, MOKET OBITH Y MEHS KaKHe-TO APYTHUe YIIIH,
HO S ICHO yCIIBIIIAJA, YTO TPAreansi B COBPEMEHHOM MHUpE
€CTb, TOTOMY YTO YEJIOBEK OANHOK, OH HE MOXXET 00pecTH
o0rmIecTBa, a 00IIECTBO TOXKE Pa30OIICHO.



The Lero Point Where the Poles Converge, or,
The Comic Reality of the Tragic

A conversation between Olga Egorova (Tsaplya), Artemy Magun,
Natalia Pershina-Yakimanskaya (Gluklya), and Alexander Skidan

Olga Egorova (Tsaplya): Well, pour the drinks.

Alexander Skidan: Yes, let’s begin with the fact that alcohol — spiritus — is bound up with the
spirit of the Dionysian mysteries that gave birth to tragedy.

Artemy Magun: As well as with sex and rock ‘n’ roll.

OE: Artiom, we all read your article and now we have a better grip on what tragedy is. But
questions remain. In particular, what is tragedy in today’s world? Is there a place for it?
Should we — artists, practitioners — create tragedies today?

AM: Well, what are your own thoughts?

OE: You see, what we do is situated in some other dimension, although certain viewers of
ours call it tragedy. But it doesn’t resemble tragedy.

AM: Because it lacks the element of exaltation, of catharsis.

OE: Well, yes. Our work is kind of Brechtian playing at tragedy. For example, in The Tower,
when the characters are frozen in the embrace of the red monster and corresponding music is
playing, I’ve noticed that certain viewers have tears in their eyes. Does this have anything to
do with tragedy?

AS: It has something to do with catharsis, but not with tragedy. In ancient tragedy, the heroes
go beyond the human; they shake up the universe. It is impossible to imagine such a figure
today, and the subtlest playwrights allow us to sense this impossibility. In his early play
Ivanov, Chekhov attempted to write a tragedy in the classical mode, with the principal hero
at its center, but he was unsuccessful. So beginning with The Seagull we have a completely
different kind of dramaturgy, dispersed and decentered. Yes, the characters in these plays
suffer a “human tragedy,” but this is the tragedy of being unable to go beyond a particular
limit, the tragedy of the ordinary man, who unlike, say, Dostoevsky’s characters, does not
wrestle with “cosmic questions” or overturn the world order. And even if one of them commits
suicide, like Treplev, people continue to play lotto. A particular destiny, no matter how it is
shattered, changes nothing.

Natalia Pershina-Yakimanskaya (Gluklya): Fine, tragedy has gone from our lives. But this
doesn’t mean that people don’t suffer, does it? Maybe we could find some kind of equivalent
to tragedy?

AS: But to do this we have to understand clearly which key aspects of tragedy are gone and
gone for good, and which aspects continue to exist in altered form.

NP: [ think that one could try to bring the hero back, to show the exertions bound up with
longing for the sublime, all the more so because attempts to shake up the universe would
really come in handy for us right now.

AS: In ancient Greek tragedy, the hero is the embodiment of sovereign power, a king or
demigod, and the world crumbles with his downfall. Where can we find the sovereign in an
age of secularization, depoliticization, and other “democratic processes”?

AM: I categorically disagree with what Sasha has just said. There are two high points, two
heydays of tragedy — Greece in the fifth century BC and the seventeenth century. For a
number of reasons, during these eras society recognized its own tragic element. But, first
of all, the tragic element always involves the destruction of the hero. The interpretation I
mentioned in my essay is Holderlin’s, and he argues that tragedy is society’s experience of
parting with its heroes. This involves secularization, parting with myth, and parting with
the world of monarchy, because, as Rousseau correctly put it, tragedy is the elimination

of tyranny. The most well known tragedy reflects this in its title — Oedipus Tyrannus. Yes,
sovereign power is present, but it is shown in a state of complete crisis, powerlessness.
And the downfall of the king is regarded as a certain world-shaking event that consists in
the downfall of heroes per se. This, strictly speaking, is the theme of tragedy. So when you
say that tragedy has come to an end because there are no more heroes, this sounds strange,
because this is precisely what tragedy tells us about. I agree that the historical situation is

different today, and that society — at least, western society, the society of what Nietzsche called

morals — does not regard the single individual as a possible leader, genius, and so forth. This is
denied. However, the very problem of the isolated individual and how the isolated individual
is united with the collective remains. In this sense, contemporary tragedy, if it exists, is the
tragedy of tragedy’s absence. The entire realistic-romantic tradition deals with this, along with
Dostoevsky and his Raskolnikov, who imagines that he is a hero, but this is a false opinion —
he is no hero at all...

OE: So you don’t think Raskolnikov is a hero?

AM: Hang on a minute, what sort of hero is he? He is a monomaniac who decides that he

is Napoleon, and he murders an old woman. However, thanks to his mistake, Raskolnikov
of course acquires a certain significance, and we take an interest in watching what happens
to him. And this by and large unheroic man, a man who has fallen into the trap of his own
illusions, is shown being liberated from these illusions. And along with him, we might say
that we ourselves overcome heroism. That is, in a certain sense the problem is not to find

a hero, but to emancipate ourselves from heroism. In what sense? In the sense that modern
society is flesh of the flesh of sixteenth- and seventeenth-century society. For us, this is a
pivotal time, the time when our civilization, liberal capitalist society, emerged. What sort of
society is this? On the one hand, it is a fragmented society; on the other, it is a prosaicized
society in which the universal standard of money arises, a standard that quantitatively begins
eroding qualitative differences. It is also, of course, a society characterized by the atomization,

alienation, and isolation of people, a society in which the modern individual is born. What

is curious is that everyone becomes an individual, everyone suffers his own loneliness, but
seventeenth-century drama shows this using the examples of kings and tsars. Here is the king:
he feels his own loneliness, he experiences his detachment and alienation from the collective;
he sees that cannot do anything; he attempts to do something — and suffers his downfall. And
although the heroes are kings, it is not a matter of kings, but of the modern individual, who
recognizes himself in these heroes. What has changed since then? Well, first of all, kings,
who were wretched loners, have vanished altogether. Now everyone is a wretched loner. But
at the same time there is likewise no center that everyone could identify with. Let’s put it this
way. The theme of tragedy is apparent: each of us is a detached, lonely individual and, as a
lonely individual, is prepared for tragedy. Tragedy always has to do with the lonely, detached
individual. So we have the theme, but what don’t we have? There is no space for tragedy.

In ancient Greece, the tragedy was performed at religious festivities, and in the seventeenth
century it also had a completely defined place — the royal court. An understandable place for
art, with which we identify ourselves. Contemporary individuals have the same problems,
but with whom can I identify? People wanted to identify with Stalin, with Hitler, but it turned
out that they were villains. Then with whom? The problem is projection, the single, unifying
figure.

NP: Tragedy is always about the lonely, detached individual — that’s very well put. It follows
that today the hero shouldn’t be a single person, but a group. For example, you could show the
hero deciding to detach himself and leave the group because of personal traumas. Then you
show that this is a irreparable mistake on his part, a mistake that leads to tragedy, following
the classical schematic. And he ends up identifying with a movie star.

AM: Yes, there are media stars, but they are rather comic figures: they make no claims on

the sublime, on the role of the leader, although they do have this ambivalence to them. Only
fifteen-year-old girls think that an actor is a god or hero, but then they change their minds, too.
OE: A hero who lays down his life in order to entertain — now that’s a drama!

AM: Yes, heroism exists. Every person, especially in adolescence, dreams of being a hero:
this is a structural trait of our society, even more of one than in ancient Greek society. But the
problem, I repeat, is that this heroism is not worked through publicly — it is repressed. And it
seems to me that tragedy today doesn’t consist in Raskolnikov’s wanting to become Napoleon
and erring because he lacks hubris, but, on the contrary, in the fact that a potential genius is
forced to become a businessman or a clown. Griboyedov, Woe from Wit.

OE: Guys, everything you’re saying is great, but it’s all about the nineteenth century. But
what’s happening now? Artiom, you said something to the effect that all the preconditions for
tragedy exist, but for some reason it doesn’t exist. This is what I’d like to get to the bottom of.
NP: I don’t know. Maybe I have different ears, but I clearly heard that tragedy exists in the
modern world, because the individual is lonely. He cannot find society, and society is also
atomized.

OE: Yes, but there are no examples. Or are there?

AM: I can give an example: Lars von Trier.

NP: You think his works are tragedies?

AM: Of course they’re tragedies!

NP: What I don’t like about tragedy is there is no hope in it.

AM: No, you don’t understand. The hope consists precisely in the fact that the hero dies, but
society remains.

NP: That is, it is a kind of sacrifice.

AM: Unfortunately, yes.
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O.E.: [Ia, Ho npumepoB-To HeT. nu ecth?

A.M.: Mory npusectu npumep: Jlapc don Tpuep.

H.IIL.: A TBI cuuTaensp, 4TO 3TO Tpare us?

A.M.: A Kak xe, KOHEUHO Tpareaus!

HL.II.: MHe He HpaBUTCA B TpareJuu, 4TO TaM HET HaJEMKIbl.

A.M.: HeT, Thl HEe MOHUMAEIIIb, HAEXKAa UMEHHO B TOM, YTO
repoi yMHUpaeT, a 00LIECTBO OCTACTCS.

HL.IIL.: To ecTb 9TO, MONTy4aeTCsl, TaKast XKepTBa.
A.M.: K coxainenuto, na.
HL.IL.: Tak Benb ¢ 3TUM ke OOJIBIINE TPOOTEMBI.

A.C.: B TOM-TO U [1€710, MBI 3aTPOHY/IH TEMY pacCcTaBaHUs

¢ MU(OM, HO 3a0BUIN O PUTYAJILHOM CYOCTpaTe Tpareany —
XKepTBonpHHOIIeHHH. OISATh-TaKy, I0YeMy TepOH TpareIun
— cyBepeHsl, napu? Llapu — BOJIbHBI, B TOM YHCIIE 110 OIINOKe
WJIH TI0 3JI0MY YMBICITy HapyIIHUTh X0 Belel, mokonebarh
MHPO3/IaHKe, 2 COBPEMEHHBIH YeJIOBEK — HE BOJICH, MBI
CBEPXACTEPMHUHUPOBAHBI Ky4eil He 3aBHCSIIUX OT HAaC
00CTOSITENBCTB. ..

A.M.: He cornaceH, coBpeMEHHBI 4eI0BEeK Kak pa3 JyMaer,
41O CBOOOJIEH. ...

A.C.: D10 n10XHOE co3HaHue, wiuo3us. CyBepeH BoJieH
IIPECTYIIaTh 3aKOH OOXKECKUI ¥ YeI0BEUECKHH, ITO

TeMa abCOIIOTHOI CBOOO/bI KaK CBOEBOJINS, IPOU3BOIIA,
KOTOpBII yBiIeKaeT repost K karactpode. B orcyrcTBre
(burypsl, BOILIOIIAOIIEH a0CONIOTHYIO CBOOOMLY, UPEBATYIO
o0pyIIeHHEM BCETO COLMOKYJIBTYPHOTO MOPSIKa, Tparexuei
MOXKHO Ha3bIBAaTh BCE, YTO yrogHO. [I0ApOCTOK BEIXOAUT Ha
YIIUILY U CTPEJISIeT B IEPBOTO BCTPEYHOT0, YTOOBI 3a0paTh y
TOTO KOILIEJNIEK C MAThI0 pyOisimu. Dto Tpareausi? HasepHoe,
1, HO TOJIBKO B METa(h)OPUUECKOM CMBICIIE.

O.E.: [IpaBwJIbHO 1M s TOHUMALO, YTO Tpare1usi BO3MOXKHA
TOJILKO B TOM CJIydae, €CJIM Mbl IMEEM I1apsi Ha POJIb Teposi?
Ho nockonbKy napu ye BbIMEPITH, Tpareans HeBO3MOXKHa?

A.C.: 310 onHO U3 ycioBuid. [ToaToMy st ObI IpETIOKIIT
pasinyarh TPareauio U Ipamy Kak e COBPEMECHHYO
MomubuKkanuo. JIpama Toxe 00l1agaeT KaTapCH4eCKuM

3¢ peKkToM, OHa HeCeT B ce0e OCTATOYHBIN TPHHITUTT
Tpare[iuu, HO 3TO Tpareaus Oe3peTUrHo3HOMN SIIOXH,

SMOXHU OJIHOMEPHOT'O YENIOBEKA, KOIIa PECTyNaHne

3aKOHA B IPEYECKOM CMBICIIC HEMBICIHUMO, IPECTYIaHUE
CTasI0 OOBIYHBIM MMPECTYILICHUEM, & IPECTYIICHUE

— MOBCEIHEBHOCTHIO. DUIBMBI PO GAHIUTOB — 3TO
COBpPEMEHHBIH 3p3all Tpareaui. MeTadhu3nueckoro BeIXxoaa
3a Mpe/iesibl KOHTHHYYMa, CHCTEMbI COLMATbHO-KY/IbTY PHBIX
3alpeTOB, B HUX HET U ObITh HE MOXET, KaK U B OypiKya3HOii
npame. Het LeHTpaIbHOrO MepcoHaXa, BO3BBILIAOMICTOCS
HaJl OCTAJbHBIMH, BCE T€POH, B HEKOTOPOM CMBbICIIE,

PpaBHbIL, BCE MOBSI3aHbI MyTaMH YCJIOBHOCTEH, BCE TOHYT B
(apuceiicTpe.

O.E.: Xopo1uo, naBaiite HOroBopuM o Jpame. X0Tenoch Obl
TOYHEE ITOHATH PA3JINYKSL.

A.C.: Mozenb coBpeMeHHOI Jpambl — 3T0 UexoB.

Boo0rie, cymecTByeT He Tak MHOTO MOJeJIel Tearpa.
[MepBas — rpedyeckast Tparequs (1 apuctohaHOBCKast
KOMeausi). 3aTeM — s OIyCKal0 CPEIHEBEKOBYIO MUCTEPHUIO

U IUTOLIAIHON Tearp — OapovHas MOJIENb: eIM3aBEeTHHIIBI,
lexcriup, KanbnepoH, HeMeukuii Tpayepunuis. .. [lorom
BO3HHUKAET KIACCUIIUCTHYECKAs PEHHKapHALHs TPareAnH

y Pacuna u KopHerst; v mocneqHsist MombITKa 3aKpyTUTD
BUXPb KaTacTpo(bl BOKPYT OFHOTO LIEHTPAJIBHOTO Iepost

— BBIJatoNIeiics IMYHOCTH — 3T0 poMaHTHKU: [imep,
BaiipoH... B OypKya3Hyo 310Xy 3Ta MOJIC/b YXO/IHT,
«Manenbkue Tpareaun» IlyiikuHa, B TOM 9HCIIE, 00 3TOM,
He CcIy4aifHO UX JIelCTBHE OTHECEHO B IIPOLLIOE, B €r0
NIePEJIOMHBIE IIIOXH, KOI/IA CTapble apHCTOKPAaTHYECKHE
LIEHHOCTH CTAJIKUBAIOTCSI C HOBBIM MEPKaHTHIIbHBIM
ykianoM. brer yac Memanckoi Tpareinu, BOJECBUIIS,
npambl. [ToBTOpIO, y 4eXOBCKOM JpaMbl AUCIIEPCHAs,
JIeLIEHTPUPOBAHHAsI CTPYKTYpPa, B KOTOPOH HET
BTOPOCTEIICHHBIX MIEPCOHAXKEH U MTOOOYHBIX HHTPUT: Ybe-
TO TPEHbKAaHbE Ha TUTAPE B CaJly HE MEHEe Ba)KHO, YeM
Tep3aHus U BaHy o moBoxy TOro, 4Tto OH MOT ObI CTaTh,
Ho He cta, [llonenrayspom uiu JlocroeBckum (y Uexosa
MIOJTHO METaJIMTepaTypHOi upoHun). JIronu nmpocto cuast

U MBIOT Yaii, a B 9TO BPEMsI IPOXOJUT JKU3Hb. .. BIYCTYIO.
D70, B HEKOTOPOM CMBICIIE, CTpaIllHEee, YeM LIEKCITUPOBCKHE
MOpSI KPOBHU M TOPBI TPYHOB. Jlanbie uietr 6pexToBckast
MOJIEJIb SIIMYECKOT0 Tearpa, NpUYeM, KaK TOHKO 3aMEeUYEHO B
cratbe ApréMa, bpext ocnapuBaet ApUCTOTENS, HO IO CYTH
MBITACTCS — B MHBIX HCTOPUUCCKUX YCIOBHSX, YCIOBHIX
KecToyanIer KiaccoBol 60pbObI, KOT/Ia CTaBKH HPeeIbHBI
BBICOKH — WJIU-WJIN — BO3POIUTH IPEYECKYI0 TPareauio.

O.E.: U xarapcuc.

A.C.: [la, B «Mamamie Kypax» u B «["anuee» katapcuc ecrtb.
Kaxk 9T0 4acTo NPOUCXOANT C XyTOXKHUKAMH, KOHIEIIINY OHU
MOTYT BBICTPAHBaTh OJHUM CIIOCOOOM, a He PAKTHKE JeJIaTh
HeuTo uHoe... W nocnensss monens — 3to bekker. [Tocne
Hero ObUTH BCEBO3MO)KHBIE BapHallli, CHHTE3bl, KPAaHHOCTH,
HO HUYETro NPUHIHUINAAIBLHO HOBOTO C TEX MOP HE BO3HHKIIO.
BekkeT — 9T0 ocTYeX0BCKast AUCIIEPCHS U TONITAaHUE
JelcTBUs Ha MecTe. Hen3MeHHO IPOMCXOMUT OTHO M TO Ke:
HapoIuiHOe BO3BPALEHHE TOTO )K€ CaMOoro, NPOOYKCOBKa,
HOpOUHbIH KpyT. J[pama o ToM, 4TO ApamMa HEBO3MOXKHA, BCE
yIKe CIIy4rIIoCh, ellie 10 mepBoit ¢ppassl. Kopoue rosops,
YTOOBI BO3POIUTE CErOAHS TPAreIHio B IPeYecKOM CMEICIIE,
HaJI0 BEPHYTh MUCTEPHUH U HHCTHUTYT XKEPTBOIPHHOIICHNS,
kak 06 ToM rpe3ust Apro. Ho 310 HeBo3MoxkHO. OCOOSHHO
nociie yxacoB Bropoii MUpOBOH, KOTI/1a, 10 BBIPAKEHUIO
Bponckoro, Tpareaus B ToM, 4YT0O THOHET XOp, a HE TEPOH.

HLIIL.: 5 He moHMMAlO, 3aUu€M HY)KHO CIIEI0OBATh CXeMe
JpeBHerpedeckoil Tpareauu. Yto, OyaeM TSHYTHCS K JPECBHUM
rpekaM CO CTOPOHBI HCKYCCTBA, TOINa M JIEMOKpaTHs y Hac
MOJTSIHETCSL — B 9TOM CMBICIIE, YTO JIn?

O.E.: To ecTb ThI CUMTAaCIllb, YTO COBPEMEHHBIM XYI0XKHUKAM
COBEPIICHHO HET CMBIC/IA JIOMATh TOJIOBBI, M YyBCTBA, U
cepiia CBOM, YTOOBI CO31aBaTh Tpareaun’?

A.C.: Jlomarb cTout. 51 Obl CKa3aj Tak: HaJO UCKATh
mpaeedutinoe B COBPEMECHHOM JKU3HH. . .

O.E.: A uro Takoe TparenuitHoe?

A.C.: TpareauiiHoe — 3TO TO, UTO MbI 00CYXIaeM ceifyac,
HEKHii ayX, npu3pak Tparequn. Tpareans kak Gopma
0oJIbIIIC HEBO3MOXKHA, HO TPAreJUHOE COXPAHSICTCS B BUIC
MPU3PAYHOTO OCAJIKA, B3BECH.

O.E.: 3nauut, popma Tpareauu HEBO3MOXHA M HYXKHO UCKaTh
TpareauiiHoe, Xopouo. Xots ApTéM HaM Ipeiaraet Apyryro
KOHIICTIIHIO, HO Sl KAK-TO HE OYCHb BUIKY...

A.C.: Her, 5 nonnmato, 4o ApTéM X0UeT CKa3arh, U 0TYACTU
COJIM/IaPEH C HUM B TOM, YTO BOKPYT IIOJIHO TPareAuii u 4to
Tpareaus COXpaHseTcsl Kak CTPYKTypHasi BO3SMOXKHOCTb.

O.E.: A npumeps!, npumeps!?

HL.IIL.: Mue xaxetcs, ApTéM rOBOPHUT, YTO KOTJa repoit
YMHpaeT, 00LIeCTBO Ipeodpa3yeTcs ero CMEpThIO.

A.M.: Hy, repoii He Bcerna yMupaer. A eciii yMUpaeT, TO
0CTaeTCst HaMsTh O HEM — MOMEHT Iepost Kak TeJIECHOTO
O00BEKTUBHOTO CYILECTBA, KOTOPOE, IPOHIS Yepe3 Heyaady
CaMOYTBEPIK/ICHUS, CIIY)KUT BO3POXKICHHUIO COLMAIBHOM
CBSI3M, KOT/I JIFOAW ITOHUMAIOT, YTO 3Ta CBSI3b OCHOBBIBACTCS
HE Ha HICHTH(UKAMN C TepoeM, a Ha HICHTH(OUKALMN IpyT
C Ipyrom. A TouHee, C HUYEeM.

A.C.: Cton, TyT BHOBb BCILIBIBAET TEMA JKEPTBbI U
JKEPTBEHHOT'O KPH3HCa, KOTOPbIC HEOOXOAUMO HPOTOBOPHUTH.

A.M.: la, naBaii s ckaxy npo >xeprBy. [louemy

Tpareaus — 3T0, KaK PaBUIIO, I1beCa, B KOTOPO YTO-TO
wioxoe npoucxoaut? [loromy uto AedcTBYeT JUHAMHKA
JKepTBeHHOCTH. Korna Tel npuHec XKepTBY, B PEITUTHO3HOM
CMBICIIE, Tl OYHIACIIBCS, OCBOOOKAACIIBCS OT Yero-TO B
ce0e ¥ BO3BBIIIACIILCS HAJl CBOMMH INIOTCKUMH aCIEKTaMu.
U o xe camoe ¢ 001LIecTBOM, OHO 0CBOOOXK1aeTCs, KOra

HPUHOCHUT XKEPTBY, OT IIAMSTH O KAKHX-TO HEIIPABUIIBHBIX
nocrynkax. Tak paboTaia )KepTBEeHHOCTb B IPEBHEM
KOJUIEKTHBE. DTO HE Tpareaus, 3To — puTyai. Tpareaus,

Kak npaBwibHO nuieT Pene Xupap, 910 cutyanust Hekoero
KpH3HUca, KOT1a pUTyall epecraet paborarh. Panbie Tbl
HPUXOJHI B LIEPKOBB, T€0sI KPECTUIIH, TI€IN MOJUTBEIL, H

THI BBIXOJMJI OOHOBJICHHBIM. Ternephb Thl IPUXOMIIE B
LIEPKOBb — M HUYETO HE YyBCTBYEIIb. DTO K€ NPOU30ILIO0

U B ipeBHel ['pernu, ¢ HEKUM KPU3HUCOM PEJTUTHO3HOCTH.
U toraa Bo3HMKaeT Tpareaus, Kak, C OHOH CTOPOHEI,
HOIBITKA B HOBBIX YCJIOBHSX TO YyBCTBO BEPHYTb, a C
JpYroi, KaKk MepeKMBaHKe U OIMCAHUE 3TOro Kpusuca. Bee
BEJIMKHE TPEYEeCKUE TPAreJuu Mpo TO, KaK He MOITydaeTcs
HNPUHECTH JKepTBY. To ecTh Tpareaus — 9T0 OTKa3 OT
JKEPTBOIIPHHOIICHHUS B (hOpPME )KEPTBONPUHOILICHUS,
MOCKOJIbKY JIEMEHTBI KEPTBOIPHHOLICHHS BCETIa B
Tparevio BXOAT: B HEl Bceraa Kkoro-to yousatotr. 11

3a 3TO MHOTHE COBPEMEHHBIE aBTOPBI KPUTUKOBAIN
Tpareuio, ¥ BOOOIIe HCKYCCTBO, TOCKOJIBKY HCKYCCTBO,

B TOIl Mepe, B KaKOil OHO TparuyHo, OCTPOCHO Ha

CaMOM JieJIe Ha )KEePTBOIPUHOLICHHH. A XOPOILIO JIU 3TO

— JKepTBONpHHOLIeHHE? XOPOILO JIM, KOT/Ja Thl KOr0-TO
BMecTo ceds yousaenis? Oto Tema JKopika baras. Yenosek
OepeT ko311a, yOuBaeT ero, a II0TOM F'OBOPHT: 0, 51 H30aBUIICS
ot cBoux mpobiaem! Do ke, roBoput baraii, komesus, a

He Tpareaus. Kakue-to cyOCTUTYTHI, HOAMEHSI. .. Llupk
Kakoii-ro! B nr000M puTyane, u B 1r000M Tearpe, HE TOJIBKO
KOMEJ/IUH, €CTh Cepbhe3Hasi KOMUYEecKas oJoIuieka. B atom
cMelcie, o barato, komenus Gonee pyHIaMeHTaIbHA, YeM
Tparezusi, MOXXHO CBECTH Tpareauto k komenuu. Hy xopormro,
MBI MOYKEM 3TO cJieIaTh. MBI MOXKEM JaXe CKa3aTh: XOPOLIO,
YTO B COBPEMEHHOM OOLIECTBE HET TPareJuu — y Hac HeT
WUTIO3UH, YTO, Mydast JIIOJeH, Mbl MOXKEM OCBOOOIUTHCS OT
cBoux npobnem. Hy u 4to xe Ham aenatb? JKuth ¢ 3TUM
HakonuBIIMMCs rpy3oM? Kak ocBoOoanTECS OT Hero 6e3
JKEPTBOIPHHOIICHHUS?

HL.II.: Hukak.

A.M.: TTo-BHIUMOMY, HCKYCCTBO OBIIO KEPTBOIPHHOIICHHEM
JKepTBOIpHHOIIEHHs. OISTH XKe, CMBICI « DUy B TOM, YTO
YeJIOBEK CMOTPHUT ApaMy M BIPYT FOBOPHT: Jia 3TO ke 51, MHE
HHKyZa OT ce0sl He IEThCS, S OTKAa3bIBAIOCh OT O€CKOHEYHBIX
HONBITOK ce0st Kyna-HuOyb CIMXHYTh! B KakoM-To cMEIcIe,
9TO y3HaBaHUE ce0s B CBOCH KOHKPETHOI 4esloBeueCKoil
JEUCTBUTENBFHOCTH, BEIIIHOW KOHEYHOCTH. MHE KaKeTcsl, B
9TOM aJIETePHATHBA KEPTBEHHOCTH.

O.E.: U3BuHH, HO Be/b KO3l — tragos — U €CThb dp3all,
«Tparefus» Mo-rpedecku. A Juisi COBpEMEHHOI'0 UeioBeKa, B
OTJIMYHUE OT JPEBHET0, 3TO HE TaK, OH HE MOXKET IEPEHECTU
cBOoM npo0ieMbl Ha ko3na. [TosTomy dopma Hamero
JKEPTBOIPUHOLICHHUS IIPOJIEraeT yXkKe IJe-TO B CaMOi
Tpareauu.

A.M.: Jla, HO MBI %€ FOBOPUM, YTO 3TO TOXKE KOHYMIIOCH. ..
Tax BOT, He HaJ0 3a0BIBaTL 00 OYEHE BaXKHOM BEILH.

Jla, coBpeMeHHOE 4eJI0BEYEeCTBO — Pa304apoBaHHOE U
MenanxonnyHoe. OJJHaKo B TO YK€ BPEMs 3TO YEJIOBEYECTBO
JKUBET B a0CONTIOTHO ICTETHU3UPOBAHHOMN PEabHOCTH.
IToMuMoO AcHET U 3rOU3Ma, T MBI )KUBEM? MBI )KMBEM

B MUDE, IJ/Ie YEJIOBEK NPUKOBAH K SKpaHy TEJIEBU30Pa —
MPUYEM, 3aMETHTE, OOBIYHBIN YEIIOBEK, HE CTET. DCTET
MIPUKOBAH €lIE U K KOMIIBIOTEPY, K HHTEPHETY, K apT-XaycCy
U Tak aanee. JKUBET MOCTOSHHO KAKUMH-TO 00pa3aMu.
Mapkc BepHO cKa3al: Bbl IyMaeTe, YTO COBPEMEHHOCTH —
9TO PACKOJOBBIBAHUE M STOMCTUYECKOE BBICUUTHIBAHNE



NP: But there are big problems with this.

AS: That’s just it. We’ve touched on the subject of parting
with myth, but we’ve forgotten the ritual substratum of
tragedy — sacrifice. Again, why are the heroes of tragedy
sovereigns, kings? Kings are free, and this freedom includes
the capacity to violate the course of things by mistake or
through malice, but the contemporary individual is not free.
We are overdetermined by a heap of circumstances beyond
our control.

AM: I don’t agree: modern man in fact thinks that he is free.

AS: This is false consciousness, an illusion. The sovereign
is free to transgress divine law and human law. This is

the theme of absolute freedom as willfulness, despotism,
which lures the hero toward catastrophe. In the absence of a
figure embodying absolute freedom, which is fraught with
the collapse of the entire socio-cultural order, we can call
anything we like tragedy. A teenager goes out and shoots the
first person he happens upon in order to grab his wallet and
the five rubles in it. Is this a tragedy? Probably it is, but only
in a metaphorical sense.

OE: Am I right to understand that tragedy is possible only
when we have a king in the role of the hero? But insofar as
kings have gone extinct, tragedy is impossible?

AS: This is one of the conditions. That is why I

would suggest differentiating tragedy from its modern
modification, drama. Drama also possesses a cathartic
effect. It contains a residue of tragedy, but this is the tragedy
of an areligious era, the era of the one-dimensional man,

an era in which transgression of the law in the Greek sense
is unthinkable: transgression has become ordinary crime,
and crime has become a matter of everyday life. Films
about gangsters are the modern ersatz of tragedy. As in
bourgeois drama, in these films there is no metaphysical
escape beyond the limits of the continuum, the system of
social and cultural prohibitions, nor can there be. There

is no central character who rises above all the others. In a
certain sense, all heroes are equal. They are all hobbled by
convention; they are all up to their eyeballs in hypocrisy and
self-righteousness.

OE: Fine, so let’s talk about drama. I’d like to understand
the differences more clearly.

AS: The model of contemporary drama is Chekhov. In
general, there are not so many models of the theater. The
first is the Greek tragedy (and the Aristophanean comedy).
Then (I omit the medieval mystery plays and the vulgar
theater) comes the baroque model: the Elizabethans,
Shakespeare, Calderdon, and the German Trauerspiel. Then
the classicist reincarnation of tragedy emerges in the work
of Racine and Corneille. The last attempt to whip up the
whirlwind of catastrophe around a single central hero — an
outstanding personality — was made by the Romantics —
Schiller, Byron... In the bourgeois era, this model fades
away. Pushkin’s Little Tragedies, among other things, deal
with this; it is no accident that the action of these plays takes
place in the past, in pivotal eras when the old aristocratic
values clash with the new mercantile mode. The hour of the
petit bourgeois tragedy, musical comedy, and drama arrives.
As I’ve already said, Chekhovian drama has a dispersed,
decentered structure in which there are no secondary
characters and side plots: someone’s strumming a guitar in a
garden is no less important than Uncle Vanya’s excruciating
over the fact that could have become (but didn’t become)
Schopenhauer or Dostoevsky (Chekhov’s works are filled
with metaliterary irony). People simply sit drinking tea, but
meanwhile life is passing by in vain. In a certain sense, this
is more terrifying than Shakespeare’s rivers of blood and
mountains of corpses. Next comes the Brechtian model of
the epic theater. Moreover, as Artiom has noted so shrewdly
in his article, Brecht challenges Aristotle, but in essence he
attempts — in different historical conditions, in the midst of
the harshest form of class struggle, when the stakes were
maximally high, either/or — to revive Greek tragedy.

OE: And catharsis.

AS: Yes, there is catharsis in Mother Courage and Galileo.
As often happens with artists, concepts are elaborated in
one way, but in practice something else altogether happens
... And the final model is Beckett. After him, there have
been all manner of variations, syntheses, and extremes,

but nothing fundamentally new has emerged since. Post-
Chekhovian dispersion and the action’s marking time
characterize Beckett’s work. One and the same thing
invariably happens: the parodic return of the identical,
skidding, a vicious circle. Drama about the impossibility
of drama: everything has already happened before the first
phase is uttered. In short, to revive tragedy in the Greek
sense today, one would have to bring back the mysteries and
the institution of sacrifice, which Artaud dreamt of doing.
But this is impossible, especially after the horrors of World
War Two, when, as Brodsky put it, the tragedy was that the
chorus died, not the hero.

NP: I don’t understand why one has to follow the outline of ancient Greek tragedy. What, we artists will reach out to the
ancient Greeks, and then democracy in our country will catch up? Is that the point?

OE: So you think that there is no point in contemporary artists racking their brains and emotions and souls in order to
produce tragedies?

AS: It is worth it. I would put it this way: we should seek out the fragical in contemporary life.
OE: What do you mean by tragical?

AS: The tragical is what we’ve been discussing now, a certain spirit or specter of tragedy. Tragedy as a form is no longer
possible, but the tragical persists as a spectral residue, a suspension.

OE: So the form of tragedy is impossible and we should seek out the tragical, okay. Although Artiom is proposing a different
concept to us, but I somehow don’t really see...

AS: No, [ understand what Artiom means, and I partly agree with him that there is plenty of tragedy all round and that
tragedy persists as a structural potential.

OE: Can you give examples?
NP: I think that what Artiom is saying that when the hero dies, society is transfigured by his death.

AM: Well, the hero doesn’t always die. And if he does die, then the memory of him persists — the aspect of the hero as a
corporeal, objective being that, having gone through the mishap of self-affirmation, serves the rebirth of social connection:
people realize that this connection is based not on identification with the hero, but on identification with one another. Or
rather, with nothing.

AS: Hold on: the topic of the sacrifice and the sacrificial crisis has come up again, and we need to talk through these things.

AM: Yes, let me say something about sacrifice. Why is a tragedy a play in which, as a rule, something bad happens? Because
the dynamic of sacrifice is operative. When you’ve made a sacrifice in the religious sense, you are purified, liberated from
something inside you, and you rise above your own carnal aspects. And it’s the same with society: when it makes a sacrifice,
it is liberated from the memory of bad actions of some sort. That is how sacrifice worked within the ancient collective. This
is not tragedy; this is ritual. As René Girard rightly notes, when the ritual ceases to function, this is a kind of crisis situation.
Previously, you would go to church: you would be baptized, prayers would be sung, and you would come out renewed. Now
you go to church, but you feel nothing. This same thing happened in ancient Greece as well: a certain crisis of religiosity.
And that is when tragedy emerges: on the one hand, it is an attempt to return this feeling amidst new conditions; on the other,
it is the experience and description of this crisis. All the great Greek tragedies deal with the inability to make the sacrifice.
That is, tragedy is the rejection of sacrifice in the form of sacrifice, insofar as the elements of sacrifice are always part of
tragedy: someone is always murdered in a tragedy. And this is the reason that many contemporary authors criticized tragedy
and art in general, insofar as art, to the degree that it is tragic, is in fact based on sacrifice. But is sacrifice a good thing? Is it
good when you kill someone instead of yourself? This is Georges Bataille’s theme. A man takes a goat, kills it, and then says,
Oh, I’ve rid myself of my problems! But this, says Bataille, is comedy, not tragedy: substitutes, stand-ins... It’s some kind of
three-ring circus! There is a serious underlying comic reality to any ritual, and to any kind of theater, not only comedy. In this
sense, according to Bataille, comedy is more fundamental than tragedy: tragedy can be boiled down to comedy. Well, okay,
we can do this. We can even say that it’s a good thing that there is no tragedy in contemporary society: we are not under the
illusion that we can rid ourselves of our problems by torturing people. But then what should we do? Go on living with this
accumulated burden? How can we free ourselves of it without making a sacrifice?

NP: We can’t.

AM: Apparently, art was the sacrifice of sacrifice. Again, the point of Oedipus Rex is that a person watches the drama and
then suddenly says, But that’s me! I can’t escape myself — I’m giving up on these endless attempts to get rid of myself!

In some sense, this is recognition of oneself in one’s specific human reality, in one’s objective finitude. I think that the
alternative to sacrifice lies here.

OE: Excuse me, but the goat — tragos — is in fact the ersatz, hence the word tragoidia in Greek. But unlike the ancients, this
is not the case for the modern person: he cannot shift his problems onto a goat. Hence the form of our sacrifice is situated
somewhere inside tragedy itself.




neHsl ToBapa? Het, COBpeMEHHOCTB — 9TO (DETUILN3M,
apXaudeckoe, peIMrH03HOE OTHOIIEHHE K BellaMm,

IrJie BeIlld caMy HAuMHAIOT JBUraThCsl, Pa3roBapuBaTh

U pa3bIlPhIBAIOT U1 HAC Kakue-To ApaMbl. B Hamte
BpeMsl HanboJiee OYeBUIAHBIM 00Pa30M ITO IPOUCXOAUT
yepes peknamy. To ecTh Mbl XKHBEM [10-CBOEMY TOXKE B
MHCTEepHAIBEHOM obOmiecTBe. B obuiecTse, rie HCKycCTBO
MIPUHHAMAET Xapakrep Muga. MaccoBoe HCKyCCTBO
CTaHOBUTCS aHAJIOTOM TOTO, YeM JUIS IPEBHUX I'PEKOB OBLI
Mu}. MudbI — 3TO HE COBCEM TO k€ CaMOe, YTO PEIUTHSL.
Penurus — 310 puTyall, a KpoMe 3TOro y JpeBHUX I'PEKOB
ObUT MU, CKAa3KH, KOTOPbIE OHU JIPYT APYTY PAacCKa3bIBAJIH.
YeM 3T0 oTIIMUAETCA OT MACCOBOM KyabTypbl? Jla HUYeM!
IoTomy 4TO MaccoBast KyJIbTypa MU(OIOrHYHA. DTO

HeKasi 00bEKTHBUPOBAHHASI CHMBOJIMYECKas! IPOITYKIHS,
KOTOPOil Ha caMOM JieJie He YJaeTcsl 3aTPOHYTh YeIoBeKa

B ero sk3ucTeHuny. OHa afipecyercst K HeMy Kak K
TUNM3UPOBAaHHOMY UHAUBUAY. [loaTOMy Tpareaus, kak

U B IpeBHel ['pennu, HanpapiieHa Ha pa3jioM U CIOM

3TOI CUMBOJIMYECKOM, WIIK 00pa3Hoii, BceneHHOM. O

4yeM, COOCTBEHHO, MOt TekeT? O TOM, YTO Tpareaus,

1 BOOOIIIE XOpOIlIee MCKYCCTBO, BBINOJHAECT (PyHKIHIO
CaMOKPHUTHUKHU. DTO KPUTHKA PEIUTUU U, COOTBETCTBEHHO,
KpPUTHUKA UCKYCCTBa Toxke. Tpareaus, IpoUCcXoas B X0z
PEJIUTHO3HOrO Mpa3/iHUKa, B TO XK€ BpeMsl SBJISIETCs
KpUTHUKOH 3T0i camoii penuruu. [ToaTomy cerogHsmHss
Tpareausi BO3SMOXKHa, B YACTHOCTH, KaK BHICBOOOXKICHHE
YeJIOBEeKa — B €r0 OJJMHOKON 3K3UCTEHLIUH U B €r0
0ECKOHEYHOIT BOSMOKHOCTH — OT T€X CTEPEOTUITHBIX
TIOJIOXKEHHH, KOTOpbIe OH 3aHMMaeT B Mude. B mude on
3aHUMaET KaK pa3 MO3ULUIO reposi, cBepxuenoBeka. Kro
riaBHble repou lommusyna? TepmuHaTop, CIOPTCMEH-
CBEPXYEIIOBEK, KOTOPBIH Beex mobexaaeT. [ToHaTHO,

YTO 3Ta reporkKa — QUKIKS, HO 9TO (haHTa3M, KOTOPBIM
JKMBET COBpPEMEHHBII 4enoBek. [ pybo roBopsi, Takoro

poza HCKyCCTBO, IO BUAOM OCBOOOXICHYSI, CKOBBIBAET
4eJoBeKa, OHO OoMOapAUpyeT ero MIOKOBEIMH 00pa3aMH,
KaXJIblil pa3 MoKa3bIBasi OJJHY U Ty XK€ UCTOPUIO IIPO
1o0eXXIeHHOTO JIpaKoHa. .. B aToi cutyaruu Tpareaus
JIOJDKHA HE IT0Ka3bIBATh, KAKUE MBI I€pOU, a yepe3
KPUTHKY MHUMECHCA, KPUTHKY MU(OJIOTHH, BBIXOAUTD Ha
MeTaypOBeHb, CO31aBaTh META00pa3bl 1 METAMHUMECHC.
Paspyias uio3uto, Tpareaus BIBOAUT HA UCTUHY — HE
Kak He4yTo 3a00/1auHoe, a KaK HeYTO 3HaYMMOe 3/1€Ch 1
ceifuac, KaK 3TO IIPOUCXOIUT B KOHLIE «DAUIIA»: TOPU30HT
pacnaxuBaeTcs, ¥ Thl BUIUIIb ce0st KaK OCTPOBOK B
orpoMHOM Mupe. Bot addexr HacTosmeit Tparequn.

HL.IIL.: ITonyuaercst, 4TO Tpareausi — 3TO KOTra 4eJ0BeK

YYBCTBYET C€Osl HIYTOXKHBIM, 0CO3HAET CBOIO MEJIKOCTh,
3aTePSHHOCTh CPETd OTPOMHOTO OKeaHa. .. 51, COOCTBEHHO,
XOTeJIa CKa3aTh, 4To Takoi 3pdeKkT mocturaercs, korna
My TEIICCTBYCIIb: KAK TOJIBKO ThI BEIXOHIIb U3 JIOMA, ThI
MMOHUMAEIIIb, HACKOJILKO MUp orpoMeH! Eciin, KOHEUHO, Th
My TEIIECTBYECIIb MO-HACTOSIIEMY, @ HE KaK TYPHCT.

O.E.: /Tuxo BaxHO TO, 4TO APTEM CKazaj: UYTO B KOHIE
TpareIuu JA0JKHO TPOU30MTH OYHUIIICHHE CO3HAHMS,
y3HaBaHHE CBOCTO JACUCTBUTEILHOTO MecTa. To ecTh y
Tpareuu eCTh YeTKask QyHKIUS — MPUOIU3UTh HAC K
Mpasjie, KOTopast MOKET ObITh KAKOH YTOIHO KOIIMApHOM,
HO 3TO MpaBa...

HL.II.: Korza Tl npuOIMkaenbest K CMEPTH, ThI TOXKE 3TO
YyBCTBYEUIb. ..

O.E.: Pa3Be He noxoxee 0CO3HaHUE IPOUCXOAUT B HAILICH
«bamHe»?

A.M.: «bamHsn» — nnpekpacHslii GuiibM, HO 3TO — caTHpa,
xomenusi. Eciu Ob1 910 ObLIa Tpareaus, Tam Obiia

OBl TMHAMHKA IEPCOHAXKEH. Y Bac )Ke OHU CTaTUYHBI,
MOTOMY YTO 3TO — THIIbL. Tpareaus Beab 4To Jenact?
OHa 10Ka3bIBaET, KaK YEJIOBEK JIOIIEN 10 dKU3HU TaKOMH,
WA HA00OPOT, OH JIOJIKEH B KOHIIE TPO3peTh. B ee
XOJIC MTPOUCXOUT MEPEIOM JACUCTBHS B COOCTBCHHYIO
MPOTUBOMONIOKHOCTE. CaMa 1Mo cede MenaHXoMus,
KOTOPYIO BBI, XyTOXHUKHU Tpymiibl «UTo genars?», \

JAEMOHCTPUPYETE B CBOEM TBOPUYCCTBE, UMEECT Tpal‘I/I'-IeCKIqNr

noteHuuai. Ho Tojbko 1pu ycioBuH, 4To oHa Oyner \
ApaMaTH3MPOBAHA 1 JOBE/ICHA 110 JIOTHYECKOTO Mpejiena \

O.E.: JTa, fo1mkeH ObITh MEPEBEPTHILI, OIMMOKA, IEPEBOPOT
Ho ecu, KaK Ml FOBOPHM, KIACCHUYECKON TPAre/ny HeT,,
reposi HET, TOTO U CETO HET, TO, MOXKET OBITh, U Tpareus |\
JIOJDKHA IPUHUAMATB UHYI0 Gopmy?

A.M.: Hy, BOT JINYHO MHE, YECTHO rOBOpSsI, HE XBaTaeT
B BallleM TBOpYecTBe ad(pUpPMaTHBHOTO Havana. JTo He
yhpex, Ho...

O.E.: Ho 0HO e HEBO3MOKHO, IIoHUMaelb? Kak MOKHO\
CETOJIHS CO3/IaTh MOJIOKUTEIBHOTO reposi, XOTs Obl B
KaBbIUKax?

A.C.: T'epoii BoBce HEOOs3aTENILHO JOJKEH OBITh
TIOJIOXKUTETbHBIM. Bo3bMuTE 00pa3LoBhIe Tpareany —
«Kopoist JIupar, «I'amiera», pomansl JlocroeBckoro,
TOTO K€ «OIUMay». DIUI — HU B KOEM ClIydae He
TIOJIOXKUTEIBbHBII repoil. PackonbHUKOB — TeM Oosee

He NOJIOKUTeNbHbIN repoil. MBan Kapamazos? Her,
kxoHeuHo! Ho 3T0 Tparuyeckue repou, B CTpOroM CMbICIIE:
MIOCMOTPUTE, KaK PAacCTaBJICHBI U BBIITUCAHBI IIOJIIOCA,
MEX]y KOTOPBIMU OHHU pa3pbiBatoTcsi. M MocKkonbKy
BO3HHUKAET ITO KoJiebaTeIbHOE IBIDKCHHE MasiTHUKA,

MBI CIIOCOOHBI HICHTH(ULIUPOBATLCS C HUMH, IIOTOMY
YTO B Ka)KJIOM U3 Hac 3TU NoJtoca ecThb. JKenanue
MIOCTaBUThH Ce0sl HaJ0 BCEMHU, U B TO )K€ BPEMsI — JKeJIaHUe
IIPECMBIKAThCST; )KeJIaHUE YOUTH OTLA — U OJHOBPEMEHHO
HEBO3MOXHOCTb KHUTh 0€3 OTLOBCKOH (Gurypsl... Bor rue
HAJIO UCKATh TpareauiiHoe. 3aaya B TOM, 4TOOBI HAUTH
MAasiITHUKOBYIO CTPYKTYpY, KOTOpas peaauCTHYHO, UCXOMs
13 COBPEMEHHBIX YCJIOBHH, TPECTaBMIIa ObI TaKyIO XKe
MOIIHYIO aMIUIMTYAy IPOTHBOPEUHii, IToKasana Obl, KaK BCe
MBI Pa3pbIBAEMCS MEXKJy STUMHU HOTIOCAMHU.

A.M.: MHe oueHb NOHpaBUIIACh 3Ta MbIcib. Kpome

TOTO, MOCKOJIbKY Tpareusi — 5TO HappaTHB, OHA HE
OTPaHUYUBACTCS MPOCTO PACKAYMBAHUEM MAsITHHUKA. . .
MOTOMY YTO 3TO ellie MU} — BOT, I€CKaTh, €CTh
XTOHUYECKHH TOJFOC ¥ €CTh MOJIIOC OJIUMITUACKHIA. . .

— a WJIeT pa3BHUTHUE, U TEPOM IEMOHCTPHUPYET CBOI
BHYTPCHHUIA Pa3phIB U MEPEXOIUT B KAKOES-TO HHOE
COCTOSIHHE, TEPIUT MTOPAKCHUE WM TIOTHOAET, U ThI
MepeKUBACIIL BMECTE C HUM, M BECh KOJUICKTHB BAPYT
OCO3HACT CBOIO PA30PBAHHOCTH U TIOATOMY — OTKPBITOCTh U
HEOOXOMMOCTB JIeiicTBOBaTh. HOlb, Ha KOTOPBII CXOAATCS
9T noiroca. Hoib — 3T0 MOXeT OBITh IPYCTHO, @ MOXKET
OBITh U ONTUMHCTUYHO, B TOM CMBICJIE, YTO HUYTO €I
MOJTHOCTBIO HE HACTYITUIIO, TIbeca HE ChI'PaHa, MOXKHO
BbIOCTaTh Ha CIICHY U ClacaTh OOPCUYCHHBIX...

Huanoz cocmosincas e [lemepbypee
mex0y 4reHamu Konnekmusa Ymo
denamb? 8 Hosibpe 2010

Onbea Eeopoea (Ljanns) - xyQOXHUK,
Apmemul MazyH - puniocogh, Hamanbs
MNMepwuHa-SkumaHckas  (noknsa) -
Xy00xXHUK, ArekcaHdp CkudaH - moam
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A conversation took place
in St. Petersburg between
members of Chto Delat? col-
lective in November 2010:

Olga Egorova (Tsaplya) -
artist, Artemy Magun - phi-
losopher, Natalia Pershina
(Gluklya) - artist, and Alex-
ander Skidan - poet

AM: Yes, but we’ve been saying that this has also come to an end... Well, then,

we shouldn’t forget one very important thing. Yes, contemporary humanity is
disenchanted and melancholic. However, at the same time, this humanity lives in

an absolutely aestheticized reality. Aside from money and egotism, where is it that
we live? We live in a world where the individual is glued to the TV screen. Note,
moreover, that he is an ordinary individual, not an aesthete. The aesthete is also
glued to his computer, the Internet, to art house cinema, and so forth. He constantly
lives on images of some kind. Marx had it right: do you think that modernity is the
disenchantment and egoistic calculation of the commodity’s price? No, modernity is
fetishism, a religious attitude to things: things themselves begin to move, and they
perform dramas of some sort for us. In our day and age, the most obvious way this
happens is through advertising. That is, in our own way we also live in a society
based on mysteries, where art takes on the quality of myth. Popular art is analogous
to what myth was for the ancient Greeks. Myths aren’t quite the same thing as
religion. Religion is ritual, but in addition to this the ancient Greeks had myths,
fairytales that they told one another. How does this differ from popular culture?

It doesn’t, because popular culture is mythological. It is a kind of objectivized
symbolic product that in fact does not manage to reach the individual in his
existential aspect. It appeals to him as a typical individual. Therefore, tragedy, as in
ancient Greece, aims to fracture and break this symbolic or imagistic universe. What
is my essay about? About the fact that tragedy (and good art in general) performs
the function of self-critique. It is a critique of religion and, hence, a critique of art
as well. The tragedy, which takes place during the course of a religious feast, is
simultaneously a critique of this same religion. Therefore tragedy is possible today,
in particular, as a liberation of the individual — in his lonely existential aspect and in
his infinite potential — from the stereotypical stances that he takes in myth. In myth,
he takes the stance of the hero, the superman. Who is Hollywood’s principal hero?
The Terminator: an athlete and superman who beats everyone. Clearly this sort of
heroics is a fiction, but it is the phantasm that the contemporary individual lives for.
To put it crudely, art of this sort, in the guise of liberation, shackles the individual;
it bombards him with shock images, showing him again and again the same story
about the defeated dragon. In this situation, tragedy should not show us what heroes
we are; instead, through a critique of mimesis, through a critique of mythology, it
should reach a meta-level, produce meta-images and a meta-mimesis. By dispelling
illusion, tragedy confronts us with the truth, not as something beyond the clouds, but
as something significant here and now, which is what happens at the end of Oedipus

Rex: the horizon opens up, and you see yourself
as this tiny island in the midst of an enormous
world. That is the effect of genuine tragedy.

NP: It turns out that tragedy is when a person
feels insignificant, when he recognizes his own
his pettiness, that he is adrift in an enormous
ocean... What I wanted to say is that this effect
is achieved when you travel: as soon as you
leave home you realize how big the world is. If,
of course, you travel in a genuine way, not as a
tourist.

OE: What Artiom has said is incredibly
important: that at the end of a tragedy, a
purification of consciousness must happen, the
recognition of one’s real place. That is, tragedy
has a specific function: to bring us to the truth,
which, however nightmarish, is the truth.

NP: When you get close to death, you also feel
this.

OE: Doesn’t a similar recognition happen in our
film The Tower?

AM: The Tower is a wonderful film, but it’s

a satire, a comedy. If it were a tragedy, the
characters would be dynamic. In your film, on
the contrary, they are static, because they are
types. What, after all, does tragedy do? It shows
us how a person has come to such miserable
straits, or how he must see the light. In the
course of a tragedy, there is a turning point in
the action, where it is transformed into its own
opposite. In and of itself, melancholy, which
you, the artists of the Chto Delat group, display
in your work, has tragic potential. But only on
the condition that it is dramatized and taken to
its logical limit.

OE: Yes, there has to be a flip-flop, a mistake,
a reversal. But if, as we’ve been saying, the
classical tragedy no longer exists, there are no
heroes, no this and no that, then maybe tragedy
has to take a different form?

AM: Well, to be honest, what I personally
find lacking in your work is the absence of an
affirmative element. This is not a criticism,
but...

OE: But that’s impossible, don’t you see? How
is it possible to create a positive hero today,
albeit in quotation marks?

AS: The hero doesn’t necessarily have
to be positive at all. Take the exemplary
Wagedies — King Lear, Hamlet, the novels of
Dostoevsky, Oedipus Rex. Oedipus is in no
way a positive hero; Raskolnikov even less
so. Ivan Karamazov? No way, of course! But
phey are tragic heroes in the strict sense of the
ord: just look at how the poles between which
they are torn are positioned and elaborated by
the authors of these works. And because this
oscillating motion of the pendulum arises, we
are capable of identifying with these heroes,
ccause these poles exist within each of us. The
desire to raise oneself above everyone else and,
at the same time, the desire to grovel; the desire
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This is where we should search for the tragical.
The task is to find a pendulum structure that
would realistically, basing itself on current
conditions, represent this powerful amplitude of
contradictions, that would show how all of us
are torn between these poles.

AM: I really like that thought. Moreover, insofar
as tragedy is narrative, it is not simply limited to
winging the pendulum, because that is still the
realm of myth, the notion that there is a chthonic

pole and an Olympian pole. Instead, there is
development: the hero demonstrates the rupture
inside him and moves into some other state. He
suffers death or perishes, and you experience
this with him. The entire collective suddenly
recognizes its own fragmentation and, hence,
openness and the necessity to act. This is the
zero point where the poles converge. This zero
point can be sad, but it can also be optimistic,
in the sense that nothing has yet fully come to
pass. The play is not over: we can run onto the
stage and try to save those who are doomed...



Ketw Yyxpos /// Tononorua TparnHyeckoro

1. Arpa kak TOH.

Benrsimun B cBoeii padote «O MPOUCXOKICHHN
HEMELKOH 0apOYHOH ApaMbl» MBITAETCS Pa3rPaHNIUTh
Tparequo U 0apoYHyIO Ipamy.

OCHOBHBIE XapaKTEePHCTHKH, BEIPHIBAIOIIIE
6apouHyI0, T.€. YK€ COBPEMEHHYIO, APaMy H3 JIOTHKH
TParn4ecKoro, CONIacHO beHbsIMUHY, TAKOBBI: 3TO
MIpeBpaleHIe TPAruIeCKOTo reposi B My9IeHHKA HIIN
CBSITOTO; OTKA3 OT MOJTYAIIEH CAaMOCTH TParm4eckoro
MIEPCOHAXA B TOJIB3Y PUTOPHUECKU OPOPMICHHOTO
CO3HAHUSI TePOs-MeJIaHXOIHKA; MOSBICHUE IIEMEHTOB
JIMAJIOTa, TTO3BOJIIOIINX COBMEIATh TPAarnieckoe
1 KOMHYECKO€; U HaKOHEII, TpeodIaganue
aIeropudecKoil 3HaKOBOCTH HaJl CHMBOJIOM, - KOTZIa
00pa3bl TPArn4ecKoro yCTyHaloT MECTO CaKpanbHOIT
(YHKIUH aJUIETOPUIECKHX 3HAKOB.

HecmoTpst Ha BCe 3TH BaXKHBIE PA3IHIUS MEXKIY
AHTHYHOM Tpareaneil 1 MeIaHXxoIn4ecKo 6apouHoit
JpaMoH, TO, 9TO 0OBEAUHSACT 3TH J[Ba JKaHpPa, Ha HaIll
B3IVIAM, HE MEHEE BAXKHO, 4eM pasznuaus. JpyruMu
CJIOBaMH, €CTh OTPEeNICHHAS O3THKA PadOTHI CKOPOU
KaK B aHTUYHOH TpareJuu, Tak U B 0apodHOH Ipame,
HE 3aBHCUMAasi OT KOHKPETHON STMOXH.

HHTepecHo, 4TO TOIBKO B CAMOM KOHIIE CBOEH paboThI
BenpsimuH oOpammaercst K 3HAYCHHUIO U151 0apOYHOM
JpaMBbl 3ByKa U rojoca. [ gemaer oH 3710, 1718 TOTO,
9TOOBI 0003HAYHUTH KPUZUC OAPOYHON aJIETOPUYIECKOI
HepOrTH(UKY - OCHOBHOTO CBOICTBa OapOvHOM
JIpaMbl - BBI3BaHHbII BBOZIOM B JIpaMy 3BYKOBOM
cocrasisttonieit. [IpusHaBast, 9To Best GapodHast
cucTeMa aieropuii 6e3 romoca Hema 1 Oe3KHU3HEHHA,
BenpsmuH, TeM He MEHEe, CUUTAET, YTO IPHIMHUPEHHUE
3ByKa W 3HAUCHUsI, HAI[puMep, B omepe 17-ro Beka,
SIBTII€TCS paclagoM TpaypHOH JpaMaTypruu. 3ByK

1 TOJIOC TIPEATIONATAIOT 3aePKKY Pa3BEPTHIBAHHS
3HAYEHUS U IpaMaTHUECKOW UHTPUTH. A 3TO BEAET

K OITYCTOLICHHIO IPaMaTHIeCKOH KOHCTPYKINHU U
aeropudeckoil 3HakoBocti. OH mumIeT:

«3ByKH OBUTH M OCTAIOTCS ISl OAPOKKO SIBICHUSIMH
YHCTO TyBCTBEHHBIMH; 3HAYE€HNE OOUTACT B MHUCHME. A
03BY4YEHHOE CJIOBO CTPAAET €T0 MPUCTYIaMH, KaK OT
HEOTBSI3HOM Oone3Hm». [1]

BenpsmuH ocTaBisieT 6€3 BHUMAHHUS POIIb 3ByKa H
TOHA B OTHOIICHWH aHTUYHOH Tpareguu. OxHaKo,
H3BECTHO, YTO TPAreANH ObLIN MOYTH MY3bIKaTbHBIMU
npamamu. Ecnn yOpats u3 Tparenun ¢axTop roioca,
HapYIIAIOUIYIO 3Ty CaMyI0 TPAarM4eCcKylo THUIIHHY, TO
MPOTOTHUIIOM IPEYECKOM IpaMaTypruu 1eHCTBUTEIBHO,
kak y benpsmMuHa, okakeTcst Hekoe mogooue
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«cyneOHOTO pa30upaTeNbCTBa, TIC CYAbsIMHA SBISIOTCS
4JIeHBI coo0mecTBay[2], a He HUIIIEBCKUH «IyX
My3bIKH». bapodHas xe TpaypHas Jpama ocTaHeTCs
PUTOPHYECCKUM aHAITM30M HPaBCTBEHHOTO JIONTa,
KOTOpasi HUKOTa He IPeoOpa3uTcs B Omepy.

B kauecTBe OCHOBHOM YepThl HOITUKU aHTUYHON
Tparequu beHbSIMUH COBEPIIICHHO CIIPABEIITUBO
YIOMHHAET KOJUTATIC TePOsi B MOTYaHKE, B CAMOCTb,
pa3pyLAaroNHid CBsI3b EpCcoHaXa ¢ MupoM. OHAKO,
Ba)KHO 3aMETHUTh, YTO ITOT K€ dIPPEKT UMEET MECTO

U B IICKCITUPOBCKOHN Tpareuu, u B 0apodHOi
TpaypHoii apame (y Toro ke Kanpaepona, Harpumep).
BesycnoBHO, BepHO TO, 4TO 3¢h(heKT 0OpBIBatOLICTOCS
MHpa MPEeBpaliacT BeCh €ro IIyM B TUIIKHY. B

9TOH THIIMHE CONEPKUTCS HCXOIHAS TOYKA Havaia
urpsl. Ho mmst Toro, 4to0sI kKak pa3 ee HapymuTh. 1
9TO HapyIICHUE UCXOAHOW THIIHHBI TPArHIeCKOTO
NIEHCTBUS OCYIIECTBISETCS, HE IIPOCTO Yepe3 Peyb, a
4yepe3 HHTOHALIUIO, Yepe3 3BYK ONpEICICHHON BEICOTHI
— TOH. DTOT 3BYKO-BBICOTHBIH U HHTOHALIUOHHBII
(hakTOpBI aKTyaJbHBI KaK ISl aHTHYHOHN TpareIiu, Tak
u s Llexcrupa uam 6apodHO# TpaMaTypriu.
JpyruMu cioBamMu, ¥ Tpareaus U OapodHas TpaypHas
IpaMa 0OHapYKHUBAIOT MOAOOUE APYT ¢ APYTOM HMEHHO
B TOI TOYKe, IJIe B K&KAOH U3 HUX MOSABJISIETCS OCTpast
HEOOXOIMMOCTh UTPHL, ¥ TIe BOSHUKAECT U3MEPCHUE
3ByKa U roJIoca Kak HEOThEMIIEMOE €€ COITPOBOXKICHHE.
KoMnoHeHTH HHTOHALMK, TOHA U T0JIOCA, KOHEYHO KE,
HE SBJISIFOTCS IIPOCTO MY3BIKAIBHBIMU DJIEMCHTAMH B
npame. Ckopee caMa My3bIKa OKa3bIBAeTCsI 31€Ch Ha
ciryx0e y 4ero-To, 6e3 4ero urpa TparudecKoro He
pa3BepTHIBACTCS.

[punsTO CUMTATH, YTO Tparmdeckoe oOpaszyeTcs B
CBSI3U C TIOTPSICEHHUEM OT Y)KACHOTO, HEMBICITHMOTO
COOBITHS, W3 KOTOPOTO BO3HUKAET HHTOHALIUS
BO3BBIIIeHHOTO. HO, 10 CyTH, opMO0Opasyromim
3IIEMEHTOM B Tpareiny SBJSIETCS HE caM yKac,

Y HE BO3BBIILICHHOCTH Ma)oca, UCXOAIIast OT
MacIITaOHOCTH XapaKTepOB U UCTOPHUIT — ITOTO
JIOCTaTOYHO B MUde U snoce. [opazno 6osee BaKHBIM
IUTS Tpareny SABJSIETCS TO, YTO OHA 8biuie YKaca,
6blle CMEPTH U ckopOu. OIHAKO, ITO «BBIIIE)» HE
npeazanaHo crokeroM. OHO peanu3yeTcs JIMIIb B
PEKUME «Tearpay - B peKUME UTPbI, UCTIOTHEHUS
JTOTO BEIIIIEY.

2. Tpareauss U mJeHeHHbIH IMpumeyarus:
MeJaHXO0JHNK 1. Banbmep
BeHbamuH ,
lNpoucxoxdeHue
CoracHo @peiiny, B 031HEM 3aIaJHO-EBPOIIEHCKOM  Hemeukol
OyprKya3HOM 00I1IecTBe CyObeKT hOpMHUpYeTCsl Yepe3 6apo4Holi
crenupuUecKoe OTHOIIEHHE K yTpate J[pyroro. 1o Opambi, M.:
OTHOIIEHHE POPMHUPYET CyOhEKTa-MeIaHXOJHKA. ’25‘2332‘9%2002’ c
CHMNTOMAaTHKA METAHXOJIMH MPE/IIOIaraeT 0TKas oT 2 Ibid. C. 117
NEPeKMBAHHS TOPS M CBEPTBIBAHKE, «HHKOPTIOPALMIOY, 3 ryvdum
OBHYTpeHHUe yTparbl. Hanportus, napanurma tpaypa Bamnep,
B CJTy4ae IOoTepH JII0OMMOro 00beKTa COBepIIaeT Mcuxuka
OTKPBITOC OIJIAKMBAHUEC yTpaTbI )51 ﬂeMOHCTpﬂpyeT efnacmu:
T'OTOBHOCTB NMPOCTHUTHCS € YTPAu€HHBIM OOBEKTOM; meopuu
9TO MO3BOJIAET Pa3bIPaTh CLEHY (WK «omepy»?) cybbekyuu.

Xapbkos: XUI'H,
Cnb.: Anemels,
2002.

IPOILIAHUS, 32 KOTOPOH CIieqyeT BBI3IOPOBIICHHE.
IlepBoe, 4yTO B 3TOM Cilydae IPUXOJUT HA YM — 3TO
karapcuc. Karapcuc - 310 paspsaka oT Tparuieckoro
IepeKUBAaHU, NIABHBIM 00pa30M, IPOUCXOAIAL

B BOoCHpuATHU 3puTtens. OqHaKo Tparndyeckas
cKopOBb, KaKk crpaBeAInBo 3ameyaet Humie, k
karapcucy He ceogurcs. CkopOb (Tpayp) — 3TO He TO,
YTO JIOJKHO IIPOCTO MOJABEPTHYTHCS PA3PEILICHUIO

H TaKUM 06pa30M OYUCTUTH OT TPABMBI. Hnume
CUUTAET KaTapcHC MPU3HAKOM IICUXOIOTU3AINH, &
3HAUUT U Jerpajalliy Tpareauu (OH UMeeT B BUAY
Tpareguu DBPUIHJA, & TAKXKE aPUCTOTENEBCKOE
OMNHCaHKE KaTapcHca, BO3HUKILEE yXKe B TIOpY
CMepTH xaHpa). Jpyrumu cioBamu, cama ckopOb
€CTh HeKasl aHTU-TICUXUYECKas 3CTETUYECKast
BBICOTA, KOTOPas HE CTOJIBKO Pa3peLIaeTcsi, CKOJIBKO
IIOCPEACTBOM MIPBI IPEOI0IeBaeTCs. JTa mpoueaypa
NPpEOa0JICHHUA OTMEHACT IICUXUYECKOE COCTOSAHUE
TPaBMHUPOBAHHOCTH, HO HE LIEHOH pa3psAAKH OT
TPaBMBI, &, HAIIPOTHUB, TOCPESICTBOM Kak OBl MIICHHUS
TpaBMe elile OOJbINei HHTEHCUBHOCTBIO, UMEIOIIICH
XyIOXKECTBEHHYIO TpUpoay. Ecnu oBHYTpeHue
TpaBMbI 03HAYAET COXPAHEHUE TOTO ce0sl, KOTOPBIN
ObUT HHBECTHPOBAH B NOTepsiHHOTO [[pyroro, To
Tparudeckuit CyoObeKT He HYXKJaeTcs B TAKOM
coxpanenuu cebs. C yrpaueHHbIM pyrum oH
CHOCO6CH MPOCTUTHCA UMCHHO l'lOTOMy, YTO MPOCTUIICA
CO CBOUM HapuuCCUYCCKUM I/lH)lPIBI/l)lyaIleblM <«
Vxe [xynut batnep B pabote «Ilcuxuka BaacTi»
[3] ormeuaet Benen 3a dpelinoM, 4TO, HE JOIMTyCKas
TIo ce0s1 ropecTHOE MepexXUBaHKe, U ero I0BeJeHNe
IO BBICOTBI CKOPOU MHIIMBUI-MEIIAHXOIUK pa3ieiseT
TEJIECHOE U HJIeabHOE, Pa3BOAUT o0lIee 1
naauBuayansHoe. CornacHo batnep, B Menanxonuu
00pa3 Oro CTaHOBUTCS «YIIPABISIOLIEH CTPYKTYPOi»
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Keti Chukhrov /// The Topology of the Tragic

1. Performance as Tone

In The Origin of German Tragic Drama, Walter Benjamin attempts to
delimit tragedy and baroque drama. According to Benjamin, the basic
characteristics that pluck baroque — that is, modern — drama from the logic
of the tragic are as follows: transformation of the tragic hero into a martyr
or saint; rejection of the silent solipsism of the tragic character in favor of
the rhetoricized consciousness of the melancholic hero; the emergence of
elements of dialogue, enabling the accommodation of the tragic and the
comic; and, finally, the predominance of allegory over symbol — that is, the
images of the tragic give way to the sacral function of allegorical signs.

Despite all these important differences between ancient tragedy and
melancholic baroque drama, what unites these two genres is no less
important, in our view, than what divides them. In other words, there is
a certain poetics of the work of mourning both in ancient tragedy and in
baroque drama that is independent of a particular age.

It is curious that Benjamin addresses the significance of sound and voice
for baroque drama only at the very end of his work. And he does this in
order to designate the crisis of baroque allegorical hieroglyphics — baroque
drama’s principle quality — a crisis provoked by the introduction of the
acoustic component into drama. Although he recognizes that the entire
baroque system of allegories is mute and lifeless without the voice,
Benjamin nevertheless argues that the reconciliation of sound and sense —
as, for example, in seventeenth-century opera — marks the collapse of the
Trauerspiel. Sound and voice imply a delay in the deployment of meaning
and dramatic intrigue, and this leads to the evisceration of dramatic
construction and allegorical significance. He writes: “For the baroque
sound is and remains something purely sensuous; meaning has its home in
written language. And the spoken word is only afflicted by meaning, so to
speak, as if by an inescapable disease[.]”[1]

Benjamin overlooks the role of sound and tone in ancient tragedy. However,
we know that tragedies were almost musical dramas. If we remove from
tragedy the factor of the voice, which shatters this selfsame tragic silence,
then, as for Benjamin, the prototype of Greek dramaturgy really would
prove to be something on the order of judicial proceedings where “[t]he
community is present [...] as the controlling, indeed as the adjudicating
authority,” [2] rather than Nietzsche’s “spirit of music.” The baroque
Trauerspiel would then remain a rhetorical analysis of moral duty that
would never be transfigured into opera.

As the basic trait of the poetics of ancient tragedy, Benjamin quite rightly
mentions the collapse of the hero into silence, into a solipsism that destroys
the character’s connection to the world. However, it is important to note
that this very same effect also occurs in Shakespearean tragedy and in the
baroque Trauerspiel (for example, in the plays of Calderén). It is definitely
the case that this effect of the world’s being cut off turns all its clamor
into silence. This silence contains the performance’s point of departure, but
precisely in order to violate it. And this violation of tragic action’s initial
silence is implemented not merely through speech, but through intonation,
through sound of a certain pitch — through tone. This factor of acoustic pitch
and intonation is as relevant to ancient tragedy as it is to Shakespeare or
baroque dramaturgy.

In other words, both tragedy and the baroque Trauerspiel reveal their
resemblance to one another precisely in this point, where the urgent need
for performance emerges in each of them, and the dimension of sound and
voice arises as its inalienable companion. Intonation, tone, and voice are
of course not simply musical elements in drama. Rather, music itself here
finds itself in the service of something without which the performance of
the tragic would not unfold.

It is customarily believed that the tragic is formed in connection with the
shock engendered by an awful, unimaginable event that gives rise to an
exalted intonation. But, in essence, tragedy’s formative element is neither
horror itself nor the loftiness of the pathos, which is generated by the scale
of the characters and stories — there is enough of this in the myth and the
epic. Much more important for tragedy is the fact that it is above horror,
above death and mourning. However, the plot does not predetermine this
“aboveness.” It is realized only in the mode of “theater” — in the mode of
performing this “aboveness.”

2. Tragedy and the Captive Melancholic

According to Freud, the subject in late Western European bourgeois
society is formed through a specific attitude towards loss of the Other. This
attitude forms the subject as a melancholic. The symptoms of melancholia
include the refusal to experience grief and the contraction, incorporation,
internalization of the loss. On the contrary, when a love object is lost, the
paradigm of mourning presumes that the subject openly grieves the loss
and demonstrates a willingness to part with the lost object; this enables
it to perform the scene (or “opera”?) of valediction, which is followed by
recovery. The first thing that comes to mind in this instance is catharsis.
Catharsis is a release of tragic suffering, and it primarily takes place in the
mind of the spectator. However, as Nietzsche rightly notes, tragic grief
cannot be reduced to catharsis. Grief (mourning) is not something that must
simply be subjected to resolution and thus purged of trauma. Nietzsche
argues that catharsis is a sign of the psychologization and, hence, the
degradation of tragedy. (He has in mind the tragedies of Euripides, as well
as Aristotle’s description of catharsis, which was produced during a time
when the genre was already dying.) [3] In other words, mourning itself is
a kind of anti-psychical aesthetic pitch that is not so much resolved as it
is surmounted by means of performance. This procedure of overcoming

cancels the mental state of traumatization, not at the cost of releasing the
trauma, but, on the contrary, by as it were avenging the trauma with an
even greater intensity that is artistic in nature. Whereas internalization of
trauma means preserving the same self that was invested in the lost Other,
the tragic subject has no need to preserve itself in this way. It is capable of
saying farewell to the forfeited Other precisely because it has said farewell
to its own narcissistic, individual ego.

In The Psychic Life of Power, [4] Judith Butler (following Freud) notes
that by not admitting the experience of grief and its elevation to the pitch
of mourning, the melancholic individual divides the corporeal and the
ideal, separates the general from the individual. According to Butler, in
melancholia, the ego-image becomes a “control structure” precisely because
the life of the psyche consumes and internalizes the social world.

The fact of the matter is that internalized trauma destroys the very possibility
of the Other. The Other is potentially not only the Other of love, but also the
Other of horror and fear; therefore, it has to be rejected (forfeited): the fear
of experiencing horror is greater than the desire for love and automatically
leaves the place of the Other empty, purged of love and death. Hence, the
melancholic’s loss of joy, but also his liberation from the burden of grief and
mourning. The Other is forfeited forever, but nor is it buried or discovered
anew: it cannot be loved, hated, murdered or mourned. The melancholic is
forever captive, unfree: he is bound hand and foot by his rejection of the
external Other, by his appropriation of it.

3. Escaping from Subjection: Towards Até

In a number of his films, Lars von Trier has carefully explored contemporary
western culture’s incapacity and lack of desire for tragedy — on the one hand,
its cautious attitude to trauma, which as it were proves society’s liberalism
and humaneness; on the other, its utter indifference to the loss of the ideal —
a loss that is in fact provoked by this hypertrophy of trauma. [5]

In the film The Idiots (1998), a group of young intellectuals who have lost
faith and are fighting against the system are joined by a young woman
who, although she lives with them and observes their absurd protest
performances, does not join the game herself. She is insufficiently ironic
to perform the subversive gesture and portray “Hamletian” madness like
her friends. The further they go, however, the more the ardency of this
collective performance of “idiocy” abates, precisely because the protest
of the players against society is based on personal (albeit subversive)
willfulness. This dandyish variation on protest “idiocy,” which is the flip
side of the egocentric narcissism of the melancholic western individual,
is suspended by the film’s final episode. It turns out that it is the above-
mentioned heroine who is the “idiot” truly resisting the system. She brings
her friends, who have already grown weary of their own pranks, to her
home. It is here that they understand that she had joined them out of despair,
after running away from home after the death of her baby son. As her
outraged husband and stunned friends look on, she begins her own tragic
performance of the “idiot,” slowly acting out the facial gestures of a child
spitting pie from its mouth, for which she is promptly awarded a slap in the
face by her husband. It is, however, the heroine’s clownish mockery of her
loss that genuinely reaches the pitch of mourning, which in the performance
simultaneously appears as the joy of parting with the trauma.

In his latest work, Antichrist, Trier turns to the classic nuclear family.
Here, a married couple’s thoroughgoing immersion into the genealogy of
the heroine’s trauma (she has also lost a child) exposes the thing we have
discussed above: if the Other of love and the ideal is forfeited, a relationship
collapses into the psychical, physiological dimension, finally winding up in
the grip of the reflexes. The heroine’s obsession with her individual trauma
arises from the realization that she did not love her child, whom she lost
because he had been left unwatched while she and her husband were having
sex. In this paradigm, motherhood (as the ideal) will always be opposed
to desire (sexual desire). But sexual desire itself is unable to escape the
bounds of individual physiology.

Footnotes:
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this is the effect which tragedy has
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conclusion to be drawn from this
fact is that all of them, along with
the aestheticians who interpret
things for them, have never heard
that tragedy is a supreme art.

The pathological discharge which
Atristotle calls catharsis, and which
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reminiscent of a curious premonition
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ancients that even subjects of the
most intense pathos were merely
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Anyone who can still speak only of
the kinds of surrogate effect which
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raised above the pathological-
moral process, can only despair

of his aesthetic naturel.]” Friedrich
Nietzsche, “The Birth of Tragedy,”
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5. Although, for Freud, the
internalization of the Other may
give rise to the formation of the
“ego ideal,” this ideal is wholly
individualized and bereft of universal
status. It is a speculative abstraction
of the melancholic individual.
Bound up with loss all the same, it
is unable to overcome it. This ideal
is imagined as something external,
something lost a priori and forever,
something unthinkable in reality.
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HMMEHHO MOTOMY, YTO NICUXUUECKast KH3Hb
TIOTJIONIAET, OBHYTPSIET COLHATBHBIN MUP.

Jleno B TOM, 4TO OBHYTpPEHHAs! TpaBMa YHUUTOXKAET
caMy BO3MOXHOCTb Jlpyroro. [lpyroii ecth
MOTEHLIHAILHO He TONBKO Jpyroii mr00Bu, HO

u Jlpyro# yxaca u crpaxa; Ho3ToMy OT HETO
MIPUXOINUTCS OTKa3aThes (YTPATUTh €ro0): Belb

CTpax MepeKMBaHUS yKaca IPEBOCXOINUT JKeJIaHHe
J00BH ¥ aBTOMAaTHYECKH OCTaBIsIET MecTo Jpyroro
ITyCTBhIM, OYMIIEHHBIM OT JIFOOBH U CMEPTH.

OTctofa noTepsi MEIaHXOJIUKOM PaJOCTH, HO U €T0
n30aBeHUE OT TSDKECTH Tpaypa U ckopOu. pyroit
HaBCeT/la yTpaueH, HO He TIOXOPOHEH U He HalIeH
3aHOBO: €T0 HeJb3s HU JIFOOUTh, HI HEHABUETh,

HU yOUTbh, HU OIJIaKaTh. MeNaHXOIMK BCceraa
IUIEHEH, HECBOOO/IEH — OH CBSA3aH MO pyKaM M HOTaM
CBOMM OTKa30M OT BHEIHero J{pyroro, CBOMM
MIPUCBOEHHEM €TO.

3. BbIX0a U3 NOAYHUHEHHUSA: MO
HANIpaBJIeHUIO K Até.

Jlapc ¢op Tpuep B psie cBOUX (QHIBMOB O4YCHB
BHHUMATEJILHO MCCIIE/LyeT HECIIOCOOHOCTh U
HEXEJIaHNEe COBPEMEHHOM 3aaiHOi KyJIbTypbI
K Tpareuu, - e, C OJHOH CTOPOHEI, OepeKHOE
OTHOLICHHUE K TPaBMe, KaK K JI0Ka3aTelIbCTBY
nOepaIbHOCTH U I'yMaHHOCTH O0IeCTBa, H,

C IPYToii - MOJIHOE PaBHOIYIINE K OTEpe
ujeanta — Horepe, KOTopasi, COOCTBEHHO STUM
THITEPTPOPUPOBAHHEM TPABMBI U BBI3BaHa. [4]

B ¢ueme «amoter» (1998) x Momogpim
Pa3yBEpUBIINMCS HHTEIUIEKTyanaM, Oopromumes
MIPOTHB CHCTEMHOTO MHUPA, IPUMBIKAET MOJIOAAs
KEHIIMHA, KOTOPasi, )KUBSI C HUMH 1 HaOmoas

nX abCypIHbIe IPOTECTHBIC epPOPMaHCHI,

cama B Urpy He BKitodaeTcsa. OHa HEZOCTaTOYHO
HWPOHUYHA, YTOOBI C/IENaTh CyOBEPCUBHBII

KECT M U300pa3UTh «raMIIETOBCKOE» Oe3ymue,
1ot00HO cBOMM NpusATeTsiM. OIHAKO YeM JalbIle,
TeM OOJIbIIE MBUT ATOH KOJUIEKTUBHOM UTPHI B
«MAMOTH3MY 0CcabeBaeT IMEHHO TIOTOMY, 9TO
MIPOTECT HTPOKOB MPOTHB OOIIECTBA OCHOBAH Ha
JIMYHOM, IIyCTh B CyOBEpPCHBHOM, CBOCBOIIHH.

OTy IEHANUCTCKYIO BapHAIHIO IIPOTECTHOTO
«HIUOTH3MAY, SIBIISIOIIETOCS 0OOPOTHOM CTOPOHOM
STOLEHTPHYHOTO HAPIUCCU3MA MEIAHXOIHIHOTO
3aIaHOTO WHIMBH/A, OIBEIIMBAET ITOCICAHUH
snu3ox ¢puabMa. «auoToM», ICTHHHO
CONPOTHBIIAIOIINMCS CHCTEME, OKA3bIBACTCS
BBIIICYIOMSIHYTasi reporHs. Kak-To pa3 oHa
MIPUBOIUT JPy3€H, y’K€ YTOMICHHBIX OT CBOMX
mIajocTei, k cede Jomoit. IMeHHO 31ech y Hee
JoMa ee Apy3bs IOHIMAIOT, YTO OHAa IPHMKHYIIa

K HUM OT OTYastHUSA, YU U3 JOMa II0CIIe CMePTH
HEJaBHO poAMBIIETOCS y Hee pebeHka. Ha rmazax
Y BO3MYIIEHHOTO MY>Ka M H3yMJICHHBIX IpHATEICH
OHA HaYMHAET CBOIO TPATUUECKYIO UTPY «UAUOTAY,
MEJUICHHO Pa3bIrPhIBasi MEMUKY PeOCHKa,
BBITUICBBIBAIOIIETO M30 PTa MHPOT, 32 9TO Cpasy
MOTy4aeT OT MyxXa ronieunty. OJJHako UMEHHO
KJIOyHaJla OCMESIHUSI TEPOUHEN CBOEH yTpaThl

M0-HACTOSIEMY COOTBETCTBYET BBICOTE CKOPOH,
KOTOpast B UTPe TPeCTaeT OJHOBPEMEHHO U Kak
panocTh NPOILAHUS C TPABMOI.

B cBoeit nocnenHeit pabote « AHTUXPHCTY,
Tpuep oOparaercst K KIIacCHYECKON HyKJIeapHOU
ceMbe. 371eCh MOCIIEJOBATENBHOE MOTPYKEHUE
CYIIPY?KE€CKOM YETHI B T€HEAJIOTUIO TPABMBI
repOUHH, TOXE MOTEpsIBILIEH pedeHka, OOHaXaeT To,
4ero Mbl KOCHYJIHCh BbILIE: eciu Jpyroii mo0Bu
Y UJieana yTpadeH, OTHOLICHUS KOJUIAIICUPYIOT B
HCUXHYECKOe, (PU3HOIOTHYECKOE U3MEPEHHE, B
KOHIIE KOHIIOB OKa3bIBAsICh B THUCKaX PE(ICKCOB.
OXBaueHHOCTh UHMBUIYalbHOH TpaBMOH y
repOMHU BO3HUKACT B PE3YyNbTAaTEC IOHUMAHU,
YTO OHA He JIFoOMIIa CBOero pebeHKa, KOTOpOro
roTepsiia U3-3a HEJOCMOTpPa BO BPEMsI IIOJIOBOTO
aKTa ¢ My>xeM. B 5To# napaaurmMe MaTepuHCTBO
(xax naean) Bcerna OyaeT NPOTHBOIOCTABICHO
JKEJIaHUIO (CeKCcyalbHOMY eJaHuto). Ho u camo
CEKCyaJIbHOE JKEIaHUE HE CMOXKET BBIHTH 32
rpaHuLBl MHANBHAYaJIbHOU (u3nonoruu.

Bypikya3HBIil HHIVBHA HE MOXKET OBITH IOCTAaTOYHO
0e3)KaTOCTHBIM K cebe (II0J00HO TparndeckoMmy
Teporo), YTOObI HAUTH Ty TOUKY, KOTOpasi IIPEBBICHT
TpaBMy; TO TOYKa IPEBBIICHNS TPABMBI
TParu4ecKu-urpoBas. A Urpa 3To yxe BCeria BbIXOJ
K J[pyroMmy u ApyruM — 3TOT BBIXOJ HAYMHAETCS B
HEPBYIO OUepe/b C HHTOHALMOHHOTO CTPEMIICHHS,

a IOTOM TIpeoOpa3yeTcst B SK3UCTEHIHAIBHYIO

Y MIOJINTHYECKYIO HEOOXOIMMOCTh. B cBOMX
CEeMHUHapax 0O TpareauH (MOCBSIEHHBIX pa3bopy
«Anturons» Codoxiia), JlakaH ONHCHIBAET HEKYIO
30HY U3 KOTOPOH MBI CJIBIIIMM TPArn4eCcKoro reposi.
Tparuueckuii repoit Bceraa npeicTOUT HEKOEMY
nopory Gezpl - Até, K KOTOPOMY OH HE MOXKET He
CTPEMHTBCSI MICXO/Isl M3 3aIIPOCOB CBOEH BHYTpEeHHEH
HEIMCaHHO! STHKH; OH JJ00POBOJIBHO MPEOI0JICBACT
9TOT MOPOT BEIOOPOM «IIO Ty CTOPOHY )KU3HM». DTO
HE IIPOCTO CTPEMIICHHE K CMEPTH, a CTPEMIICHUE

K TaK Ha3bIBaEMOH «BTOPOU CMEPTH», - CMEPTH HE
3HAIOLIEH cTpaxa M XKaJoCTH K cebe, CMepTH yiKe
HEYeJIOBEUECKO, B KOTOPOH 3THUECKUIl OCTYIOK

M 9CTETUYECKasl KpacoTa MOCTYIKA CINBAIOTCS
BOE/IMHO. DTOT STHKO-ICTETHYECKHH 1ephopMaHc
CTpEMIICHHS K CKOpOH, K Até, U ee IpeoIoJicHHE
3anpeeIbHBIM OCTYIIKOM TParndeckoro repost
JlakaH cuuTaer siBICHUEM NPEKPACHOTO. [5]

Tparuueckuii repoii (Anturona, Ilenrecunes,
JInp, T'amiier) He nBITaeTCs 3a0UTH Tepanueit
30HY Até (ckopOM), HAWTH CIOCOOBI €€ AHECTE3UH
WM OIIEPEeThCs Ha COLUAIIbHBIE PhIUary,
HeHTpanu3yromue 3Ty 30Hy: a Mbl IIPEKPacHO
3HaeM, 4TO U ME/IUa U MHOTUE COLIUAJIbHBIE U
TryMaHHTapHbIE HHCTUTYTHI (HE TOBOPS yKe O
NIeHUTEHINAPHEIX) IPEKPAcHO ¢ ITOH 3aadeit
crnpasiitorca. OH 3Ty 30HY Até, HaIIpOTUB,
yAepKUBAET, YTOOBI TepHOPMaTUBHEIMU 1
MHTOHALMOHHBIMH CPEICTBAMU €€ NOGMOopUmb
1 TE€M CaMBIM IT0OenTh. Tparndeckuii repoit
CII0COOEH K HeTPEKIOHHOCTH M UCCTYIUIEHHIO
HMEHHO TOI7Zia, Korna cyapoa npenpenieHa. O
BEIXOIUT U3 CBOEH NCTOPHH, YTOOBI IIOCMETH
00paTHuThCS BOBHE, IOCMETh UTPATh — M 3TO HE
IIPOCTO IEMEHT IIOCTAHOBKH, HO IIyHKT, IOYTH

BCET/Ia 3aKJIFOUCHHBIN B caM TEKCT U faxke (Gadyity
Tpareauu (HapuMep, B CIIy4asx, IIe Tepou
PAa3bIrPBIBAIOT TE€ATP BHYTPH CAMOTO TeaTpa).

«Antuxpuct» Tpuepa nokasbBaeT HACKOJIBKO
«0e3yMue» TPaBMHUPOBAHHOTO €BPOIEHCKOTO
CyObeKTa He TParn4HO, HACKOJIBKO OHO KOPBICTHO B
CBOEM HapIIMCCUYHOM HACIXKACHUHU. 3a MOPOroM
puToprUecKH 0(OPMIICHHOTO I0TOBOPA MEXK/TY
JBYMsI HHIAUBUIAMH — MYKYMHON M XKEHIIUHOM,
YCJIOBHO JIIOOSIIIUMU JIPYT Apyra — HET HU
obmiecTBa (MMOCKOJIBKY M OHO SIBJISICTCS] BCETO
JIMIIB TPaBOBBIM JOTOBOPOM), HU KYJIBTYPBI,

HH oOpameHHocTH K Jpyromy. Ocraercs UL
OMIO3ULIUS MEXIY AUCLUIUTMHAPHBIM S3bIKOM

BJIACTH U TepaNuy, UCXOIAILEH OT «MYXKUHHBD»,

1 OOJIbHOE, IEPBEPCUBHOE TENO «KEHIIHHBD»,
KOTOpPO€ IMOAYMHEHO SI3BIKY, HO OTHOBPEMEHHO
IIBITAETCS] OTOMCTUTh MOPAJIMCTHYECKON
WHJIOKTPUHAIMK KapHABaJIOM HACHJIUSL.

Tpuep BBIABISIET 3/1€Ch CXEMY 3alaHON
[IMBUJIN3ALUH, aHAJIM3Y KOTOPOH OblIa IIOCBAIICHA
BCs (prstocodust BTopoit mosaoBuHb 20-ro Beka.
OnucaHtIO COOTHOLICHUS] MEXTy annaparaMu
YIpaBICHUS ¥ MOAYMHEHHON UM TOJIOW KU3HHU, -
JIOBEJICHHOH 10 (PU3HOJIOTUUECKOTO COCTOSIHYS, HO
COIIPOTUBJIAIOUIECHCS TOCPEICTBOM TPAHCTPECCHH,
MEPBEPCHH U CYyOBEPCHU - MOCBSIICHBI MHOTHE
pabotsl dyko n Arambena. B Takux paborax

kak «lcTopust 6e3ymMus B KIIACCHYECKYIO AIIOXY)>
[6], «Poxxnenue kaunuku» Mumens dyxo [7], B
kuurax Jlxopmko Arambena «OTkpaiToe. YenoBek
u xxuBoTHOe» [8] u «Homo Sacer» [9] lxxopmxo
ArambeHa, a Takxe B «[Icuxuke Bractu» batiep
000CHOBBIBACTCSI CTPAHHASI AIIOPHSI COBPEMEHHOM
3anasiHoN KynsTypbl. besymue, reHaepHblii 0CTaToK
TeJa, «roNas )KU3Hb», KaK TOT MUHHUMYM, KOTOPbIi
He OXBa4eH arraparaMy — 3TO KaTeropuu CBOOO/BI,
HpoTecTa HO, OAHOBPEMEHHO C 3THM, 3TH OHO-
0OBEKTHI TOTEHIATIBHOM CBOOOIBI 3aKITIOUCHEI B
KIMHEKY. T.e., npoGiema B TOM, 4TO 37ieck cBoOOa
Y TIOAYUHEHHOCTh B3aUMOCBSI3aHbl.

HeoxBaueHHble anmapaTom Teja rojioi Ku3HU,
TPaBMBI ¥ OE3yMHS HEIIb3s BRIPBATh M3 «KIWHUKI,
o BOT moyeMy. aauBu 6Goutcest Jlpyroro Gombiie,
YyeM JIMCIIO3UTHBOB arapara.

IMockombKy HMEHHO OHH ITOMOTAIOT HHAUBHIY HE
JOMYCTHUTS JI0 ce0st 0IacHoro u 31oro Jlpyroro,
HHIIBH BHIONPAeT MUHAMAIBHYIO IPUBATHYIO
cBOOOMY B YCIIOBHSIX OTIOCPETOBAHHON 3aIUTHI
JFCTIO3UTUBAMH BJIACTH, HO U HEM30E€KHOTO
nogarHeHust M. (Kcrati 3TOT MOMEHT 371010 |
YyJOBHIITHOTO J[pyroro MocTOsSHHO (GUTypHpYeT
B (pmibMax Muxasis Xaneke). B pesynsrare Ham
TPaBMHUPOBAHHBIN, TEHJEPHO MaPKUPOBAHHBIN
WHIIBHJI TOJIOH SKU3HM OCTAETCs JIUIIB 000POTHOM
CTOPOHOM HoUuHSIomeTo anmapara. OH He
CIIOCOOCH BBICKOB3HYTH U3 9TOH JIeTepMHUHAIIIH
HE TOJIBKO U3-33 THCKOB HH(PPACTPYKTYPEI, HO
emie 1 n3-3a crpaxa nepen Jpyrum. Ho maxe
KOT/Ia anrapar aHHyJIHPYeTCs 110 TeM HIIM HHBIM
Ype3BBIYAHHBIM IPUYHHAM (HarpuMep, B GriIbMe
«AHTHXPHUCT» 3TOT OTBOJ] COLMATBHBIX aIlllapaToB
CBSI3aH C T€M, UTO T€pPOH OKa3bIBAIOTCS ITOYTH B
SHTPONMHHON CHTYaIlMX YUCTOU TPUPOMBI), TO
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The bourgeois individual cannot be merciless enough toward itself (like the
tragic hero) to find that point that surpasses trauma, the tragically playful point
of surpassing trauma. But play, performance, is always already an outlet to
the Other and others: this coming out begins first of all with an intonational
aspiration and then is transfigured into an existential and political necessity. In
his seminars on tragedy (in which he analyzes Sophocles’ Antigone in detail),
Lacan describes a certain zone from which we hear the tragic hero. The tragic
hero always faces a certain threshold of ruin — Até — which he cannot help
but strive towards, given the demands of his own internal, unwritten code of
ethics; he voluntarily overcomes this threshold with a decision that is “beyond
life.” This is not simply a striving towards death, but a striving towards a so-
called “second death” — a death that knows neither fear or self-pity, a death
that is already inhuman, in which the ethical act and the aesthetic beauty of
this act are fused. Lacan argues that this ethico-asthetical performance of the
striving towards grief, towards Ate, and the tragic hero’s overcoming of it with
an otherworldly act are a manifestation of the beautiful. [6]

The tragic hero (Antigone, Penthesilea, Lear, Hamlet) does not attempt to deaden
the zone of Ate (grief) with therapy, to find means of anesthetizing it or to rely
on social levers that neutralize this zone: we know quite well that the media and
many social and humanitarian institutions (not to mention penal institutions)
are supremely capable of handling this task. On the contrary, he maintains this
zone of Ate in order to repeat it with performative and intonational means and
thus conquer it. The tragic hero evinces a capacity for intransigence and frenzy
precisely when his fate is predetermined. He exits his own story in order to
dare to address what lies beyond it, and this is not simply an element of the
production but a point that is almost always included in the text itself or even
the plot of the tragedy (as, for example, when the heroes spoof theater within
the theater itself).

Trier’s Antichrist shows the extent to which the “madness” of the traumatized
European subject is not tragic, the extent to which it is selfish in its narcissistic
enjoyment. Beyond the threshold of the rhetoricized compact between two
individuals — a man and woman who allegedly love one another — there is
no society (because it is only a legal agreement), no culture, no directedness
towards the Other. All that remains is the opposition between the disciplinary
language of power and therapy, which originates in the “man,” and the
diseased, perverse body of the “woman,” which is subjugated to language but
simultaneously attempts to take revenge on moralistic indoctrination with a
carnival of violence.

Trier reveals here the schematic of western civilization, to whose analysis all
of post-war twentieth-century philosophy was dedicated. Many of the works of
Foucault and Agamben describe the relationship between control apparatuses
and the bare life they administer — a life reduced to a physiological state, but
which resists by means of transgression, perversion, and subversion. In such
works as Foucault’s Madness and Civilizatio and The Birth of the Clinic, and
Agamben’s The Open: Man and Animal and Homo Sacer, as well as Butler’s
The Psychic Life of Power, the strange aporia of contemporary western culture
is established. Madness, the gendered remnant of the body, and “bare life” as the
minimum not captured by the apparatuses are categories of freedom, of protest,
but at the same time these bio-objects of potential freedom are confined to the
clinic. That is, the problem is that here freedom and subjection are bound up
with one another.

The bodies of bare life, trauma, and madness, uncaptured by the apparatus,
cannot be snatched from the “clinic,” and the reason for this is that the individual

fears the Other more than the dispositifs of the apparatus.

Because they help the individual ward off the dangerous, evil Other, the individual

chooses a minimal, private freedom within the mediated defense of this freedom
by the dispositifs of power, a defense that also inevitably involves subjugation
by them. (This aspect of the evil, monstrous Other figures constantly in the films
of Michael Haneke.) Consequently, our traumatized, gender-marked individual
unit of bare life remains only the flip side of the subjugating apparatus. It is
incapable of eluding this determination, not only because of the vise grip of
infrastructure, but also because of fear of the Other. But even when the apparatus
is annulled by one or other extreme circumstance (for example, in Antichrist,
this withdrawal of the social apparatuses has to do with the fact that the heroes
find themselves in the near-entropic situation of pure nature), the subjected body
of the individual nevertheless turns out to be incapable of thinking its freedom
beyond bare physiology. This is not surprising, given that traditionally we are
forced to regard everything— culture, politics, the economy, history, society,
reason, though, language, and art — as an apparatus of subjection.

In Trier’s Antichrist, the heroine rejects her husband’s therapeutic assistance,
which, along with her return to health, presupposes paternalistic care and
control. However, the heroine’s emancipating rejection of therapy takes place
through role reversal. The now already former “patient” subjugates the subject
of power: she commits physical violence against her husband. Here, it is not
just a matter of the fact of violence itself, but rather the poetics of this violence,
in which emancipation is identified with sadomasochism, and pain — both one’s
own and someone else’s — is naturalized to the level of reflex.

This kind of “emancipation,” which remains trapped within the traumatized
psyche and protests by means of revolutionizing only physiology, is characteristic
of the society of control. [7]

In her work Korper (Schaubiithne am Leniner Platz, 2000), [8] the German
choreographer Sasha Waltz, on the contrary, attempts to find a way out of the
positivistic attitude to physiology precisely by means of the tragic dimension.
Despite the idea, commonly found in post-structuralist criticism, that the body
and its transgressive capacities are a zone of emancipation, Waltz’s work shows,
on the contrary, how the deflation of politics, culture, and social practices to the
personal freedom of hybridized bodies is the illusion of freedom, a libertarian
utopia. The greater part of the piece is performed without music and is instead
mainly accompanied by speech, industrial noise, and the sounds of assembly-
line machines, as if affirming that physiological determinism, automation, and
the technogenic penetration of life are complementary processes. The reduction
of life to the biological life of a body surrounded by automated machines is a
symptom that should be understood as the tragedy of the contemporary age;
we should not imitate its ethics and anthropology, believing that the freedom
to represent the body, its traumas, and its diseases is genuine sociopolitical
freedom. Waltz (like Agamben) does not believe that the liberal freedoms of
post-Fordist Europe are a clear alternative to the concentration camp. Therefore,
in her work, the status of the body in the death factory of the concentration
camp and the body in technogenic society, where catastrophe has become an
inalienable part of social and technical progress, are equated.

Waltz’s Korper (like Trier’s Antichrist) is stylistically distant from tragic action
per se. In this work, however, the choreographer insists on the intonation of
mourning despite the fact that it is anesthetized in every possible way.

4. The Feminism of Tragedy

It is quite important that we keep in mind that it is not an unconscious yearning
for death that produces the tragic hero. In tragedy, the choice of death is made
consciously; it enables the hero to escape subjection or to sacrifice himself
for the sake of accomplishing a certain righteous cause — his own or someone

6. Jacques Lacan, “The
Essence of Tragedy,” and
“The Tragic Dimension of
Analytical Experience,” in
Jacques-Alain Miller, ed.,
The Seminar of Jacques
Lacan: Book VII, The
Ethics of Psychoanalysis
1959-1960, trans.
Dennis Porter (New York:
W.W. Norton, 1997),
243-325.

7. It suffices to recall
Viennese actionism

and the many other
artistic experiments with
transgressive bodily
practices that have
escaped the binary
opposition apparatus/
bare life by aestheticizing
trauma. Even today,
contemporary art

often demonstrates

such examples of the
naturalization of pain and
affect. Here, we might
point to the exhibition
Pain (Hamburger
Bahnhof and Berliner
Medizinhistorische
Museum der Charité,
Berlin, 2007; Eugen
Blume, Thomas
Schnalke, Annemarie
Hirlimann, and Daniel
Tyradellis, curators),
where reflection on

pain was reduced to

a representation of

body organs that had
been operated on and
displays of medical

and prison instruments.
Or, for example, the
quite interesting albeit
unequivocal research
exhibition Into Me/Out of
Me (Kunst-Werke Berlin,
2007; Klaus Biesenbach,
curator), which presented
nearly the entire archive
of subversive and
transgressive bodily
practices in art of the
past forty years.

8. you can see a trailer at
youtube



MOYMHEHHOE TEJIO HHIMBHA BCE
PaBHO OKa3bIBACTCS HECIIOCOOHBIM
MIOMBICIIUTB CBOIO CBOOOZY 32
paMkamu ronoit GpusHoIoruu. 1o
HEYIUBUTEIBHO, €CIIH TPATUIIHOHHO

B Ka4eCTBE MOAYHHSIONIETO
JMCIIO3UTHUBA IPUXOANTCS OLICHUBATh
BCE — KYJIBTYPY, TOJIUTHKY, SKOHOMHKY,
HCTOPHIO, OOLIECTBO, PasyM,
MBIILUIEHHE, S3BIK, HCKYCCTBO.

B «AnTuxpucre» Tpuepa repouns
OTBEpraeT TepaneBTHUECKYIO IIOMOILb
CBOETO My’Ka, KOTOpasi Hapsy C ee
BBI3/I0OPOBJICHUEM IIpEIIONaraeT u
MaTEePHAIUCTCKYIO OIEKY U KOHTPOJb.
OzHAaKO 3TOT YMAHCUNUPYIOLIMHA OTKa3
TepPOHMHH OT TePAITHH IIPOUCXOIUT
yepe3 pOKUPOBKY poJiell — Tenepsb yke
OBIBIIIAsT IALEHTKAY ITOJUHHAET
CyOBeKTa BIIACTH — IPOSIBIISET
(m3HIecKoe HaCHINE HaJl MyXKeM.
31eck J1e70 He TOJBKO B caMOM (haKTe
HACHUJIMA, HO CKOpEE B IO3TUKE ITOTO
HaCWIIUSL, B KOTOPOM OCBOOOKICHHE
OTOXKAECTBIIAETCA C Cajo-
Ma30XH3MOM, a OOJIb — CBOS M Ty»Kas —
HaTypaJu3upoBaHa 1o pedrekca.

Takast «9MaHCHITAIHSD), OCTAIOIIASACS
B paMKaX TPaBMHPOBAHHOM ICUXUKH
1 TIPOTECTYIOMAs TOCPEACTBOM
PEBOIIONMOHU3NPOBAHHUS BCETO
JUIIb (PU3HOIOTHH XapaKTepHa JUIs
obmrectBa kKOHTposL. [10]

Hewmenxknit xopeorpad Cama

Banbi B cBoeit pabote «Korper,
(Schaubiihne am Leniner Platz,
2000) [11], HAaIPOTHB, MBITAETCS
HaWTH BBIXOJ U3 HO3UTUBHCTCKOTO
OTHOIICHUS K (PM3NOIOTHN HIMEHHO
MIOCPEICTBOM TPAarnIecKoro
n3Mepenns. Hanepexop ObITyromieit
B TIOCT-CTPYKTYPAJIUCTCKON

KPHUTHKE HAEE O TOM, UTO TEJIO U €ro
TPAHCTPECCUBHBIE BO3MOXKHOCTH
SIBIIIOTCS 30HOH OCBOOOXKICHUS,
OHA, HAIIPOTHB, ITOKA3BIBAET, UTO
CXJIOTIBIBAHUE TIOJIUTHKH, KYIBTYPHI,
0OIIECTBEHHBIX NMPAKTHK 0 JIUIHOI
CcBOOOIBI THOPUANZNPOBAHHBIX

TeJI €CTh WILTIO3US CBOOOMIBI -
nmubeprapuaHckas yromus. bonpmas
YacTh CIIEKTAKIIS IIPOUCXOIUT Oe3
MY3bIKH B COIPOBOXKAACTCS ITTaBHBIM
00pa3oM pedusio, MPOH3BOCTBEHHBIM
IIyMOM MU 3ByKaMH KOHBEHEPHBIX
aBTOMATOB; KaK OBI TOATBEPIKAAsL, 9TO
(I3HOTOTHYECKUIT TETePMUHU3M,
aBTOMATH3aIMs U TEXHOTCHHBIN OXBaT

JKHU3HHU - O3TO B3aUMOJOIIOJIHAOIINC
IIPOLICCChI. CBCHSHI/IQ KU3HHU

K OMOJIOrHYecKoil JKNU3HH Tena

B OKPY>XEHHHU aBTOMAaTOB — 3TO
CHMIITOM, KOTOPBIH CIIeAyeT IOHMMAaTh
KaK TpareIyio COBPEMEHHOCTH, a He
HOJIPaXKaTh €€ ITHKE U aHTPOIIOJIOTHH,
cumTasi CBOOOy perpe3eHTalnu

Tela, ero TpaBM U OoJie3Hei
HOJUTMHHON COLMAJIbHO-TTOIUTHYECKOI
cBoOozoi. Banbl (kak 1 AramOeH)
HE CYMTACT JHOepatbHbIe CBOOOMBI
noct-opauctckoit EBporsl sBHOM
aJIbTepHATUBOM KOHIIArepro.
IToaTomy B ee paboTe CBEACHBI
BOE/IMHO CTATyC TeNa B yCIOBHUSIX
JarepHoi GpabpUKU CMEPTH U TEJIO B
TEXHOTEHHOM O0LIECTBE, B KOTOPOM
KaracTpoda crajia HEOThEeMIIEMOM
YaCThIO COLMAJIBHOTO U TEXHUYECKOTO
nporpecca.

Cnexraxus Banbr «Korper» (kak

u «AHTHXpHCT» Tpuepa), nanex
CTUIIMCTUYECKHU OT TPAarn4eckoro
nercTBust per se. OnHaKo, B 3TOM
pabote xopeorpad HacTauBaeT Ha
MHTOHAIIMH CKOPOH HECMOTPsI Ha TO,
YTO OHA BCSUECKU aHECTE3UPYETCs.

4. DeMUHU3M
Tpareauu.

OueHb BaKHO UMETH B BUAY, YTO

HE Oeccosnamenbhoe CTPeMIICHHE

K CMEPTH CO3/IAI0T TPArn4eckoro
reposi. B Tparexuu Be160p cMepTH
IPOUCXOUT COZHAMENbHO; BEIOOD
CMEpTHU TO3BOJISIET TePOIO BBIUTH U3
NOAYMHEHMS, UIIHU, ITIOXKEPTBOBATH
co00ii pay CBepLICHHS HEKOit
IPaBOTHI — CBOEH MM uyxoi. Jlakan
(roBopst 06 «AnTHTroHe» CodoKia)
COBEPILEHHO MPaB, YTO CMEPTh

U CTpEeMJICHHE K Hell B Tpareauu
o0peTaeT 3aBOpayKMBAIOLIYIO
kpacoty. [12] OnHako, 3Ty «KpacoTy»
CO3/1aeT HE TOJBKO caMa CMepTh U ee
nareéTu4yeckasd AEMOHCTpalus, HO U
TO, YTO BBIOOP CMEPTH CTAaHOBHUTCS HE
JINYHBLIM COOBITHEM, a OOIIECTBEHHOM
HEO0OXOANMOCTBIO, KOTOPYIO OepeT

Ha ce0s TMYHOCTh (Halpumep, B
ciyuae cmeptu Coxpara). Ho ko
BCEMY IIPOYEMY, BEIOOD CMEpPTH KaK
0OII[ECTBEHHOTO COOBITHS SIBIISETCS
erie 1 nephopMaTUBHBIM KECTOM
camoro repos. JIro0oit Tparuueckuit
repoi — XynoxxHHuK-miepdopmep, B
JIEUCTBUH KOTOPOTO MPOCOTHYECKHU-
3BYKOBBIC U HHTOHAIIUOHHBIC

9NIEMEHTBHI STOTO HCIOIHUTEIBCKOTO
aKTa MIMEIOT He MEeHbIIIee 3HaYCHHE,
9YeM €ro 3THUEeCKasi U pUTOpHIecKast
cTopoHa. B aToMm cocrowur, mo cyrn,
TeHEeaJIoTHs OlepHl (B CMBICIIE OIEPHI
MountreBepan win Ilepcenia, a He

B CMBICJIC COCTOSIHUSI, B KOTOPOE OH
BIIOCJIEJICTBUU BhIpoawiics). B onepe
repoii MM TepOUHS ITOIOT HE MPOCTO
tak. [IeHue — 310 He yKpameHue
cyxoii (alynel. OHO sBISIETCS
OCHOBHO¥ COCTaBIISIOIIEH H30paHus
CMEpTH, TIOJITOTOBKHU K HEH.

Amnrnuiickas nesuna /xaner

Beiixep, ucronHss npeIcMepTHYIO
aputo Jlunons! u3 onepsl Iepcemna
«Ouelt u lunona» [13] odeHb TOYHO
MOKa3bIBaeT (DYHKIHUIO IICHNUS B
Tpareguy. IT0 JOCTYIIHO JaJIEKO He
BCEM OIEpHBIM IeBlaM. bonpIuHCTBO
H30 BCEX CHII IIBITAETCS N300pa3nuTh
naoc My3BIKH TakK, OyTO IEHUE €CTh
HEKO€ €CTECTBEHHOE CONPOBOXK/ICHUE
nerictBus. Jxaner belikep ke

moet aprro «When i am Laid in
Earthy Tak, Gyaro neHne ecTb HeKoe
HeI0pa3yMEHUE [0 OTHOIICHHIO K
JEHCTBHIO — HEUTO HEJIENOE, HU C TOTO
HU C CEro COBEPIIAEMOE YMHUPAOLIUM
U CTPaJalollUM 4EJI0BEKOM

JpyruMu cioBamMH, TIEHUE €CTh
OTHOBPEMEHHO U HapyIlICHHE

H COIPOBOK/ICHNE TIOATOTOBKH

K CMEpTH — 4yaKOBaTOCTh Ha

(oHe mpenonpeneneHHOCTH
npoucxozsero. /xaner beiikep
3a/IeHCTBYET U €llle OAUH BaKHEUIIHHA
AIIEMEHT HTPBI TPArHIECKOTO Teposi:
MIEHUE ¥ MY3bIKa JIeTaf0T €€ CMEIIHOM,
WJIH JaXKe CMOTPSILEH ¢ MIyTOBCKOH
HWpOHHEH Ha CBOIO CKOPOBb OHA Kak

OBI COTIPOBOXKIAET TIEHUE TPHUMACOH,
Onaromapst KOTOpOi OHa OOJIbIIIE HEe
Junona, a apTHCT, BBICKOYUBIINN U3
cyabp0b! IMI0HEL DTOT CyOBEpCHBHBIH
KOMHYECKHH SJIEMEHT €CTh IIOYTH

BO BCEX MPEICMEPTHBIX MOHOJIOTaX
Tpareauit lllexcniupa - xoraa B
MATETHYECKYIO PeUb TPArnuecKoro
reposi BBOIUTCS €T0 JK€ HaCMENIKa Hal
cBoel cyap0OH.

Ho umenHO 310T M€NO-
JEKJIaMallMOHHBIHI U
CaMOMPOHUYECKUIN acTIeKThbI
TParuyeckoi Urpbl UMEIOT

Ba)KHBIEC TCHJICPHBIEC ITOCIIEICTBHUSL.
Tpareaunst heMuHHCTHYHA, OHA
AHTPOIIOJIOT UIECKH, STHICCKU

1 MHTOHAIIMOHHO IpeJIoaaraeT
CTAHOBIJICHUE (OKCHII[IHONY.
EcrecTBeHHO, HE B OHOIOTMIECKOM
cMmbiciie. B pabore «Pamcomqus ans
Tearpay [14] Anen bagpro mumer

0 TOM, YTO HE3aBHCHUMO OT TOTO,
UTPAET JIN MYKIMHA JKCHIIUHY

WU MYXX9HHY (a, KaK U3BECTHO, U

B QHTHYHOM U B HMIEKCITHPOBCKOM
Tearpe POITH KEHITHH HCIIOIHSINCE
MYKYMHAMH) TeaTpalbHasi Hrpa KaK
TaKoOBasl CBA3aHA C HCIOIHEHHEM
PO (GKEHCKOT0». JTO BOBCE HE
3HAYUT YTO CTAHOBJICHHUE )KCHIINHOM
€CTECTBCHHBIM 00pa3oM aHO
JKEHILMHE, UTpalollel B Tearpe.
JKenmyHa, 9TOOBI CHITPATH B TEaTpe
(omATH XK€, He BaXKHO, JKCHIIUHY
WM MY)K9HHY ), TOKE JIOJDKHA CTaTh
aKTEPOM, UTPAIOIIIM (KECHCKOE».

OOBIYHO >KEHIHA MAPKUPYETCS
4epe3 oTCyTCTBHE (hajutoca, a 3HaUUT
U yepe3 COOCTBEHHOE OTCYTCTBHE.
JKenanue xe «CTAaHOBHUTHCS
KEHIIUHON», - IPYTHMH CIOBaMU
XKEJIAaHHE UTPBI, - PEIoIaracT
noMcK BHe-(ammueckoro. U 3nech
BHe-(amnueckoe yxxe He Oyaer
MIOHUMATBCS KaK OMMCymcmeaue: 4to
JIOTHKA TPAaru4eCcKOi UIrPbl OTBOIUT
9Ty OMHAPHYIO OIIO3ULUIO HATNYHS-
orcyrcTBHsA. MHTOHALMOHHO-
MPOCOIMYECKAst U MEJIOJUYECKas
COCTaBJISIOIIHE TPArHYECKON CKOpOH
SIBJISIFOTCS OJHUM M3 Hauboiee
MHTEHCUBHBIX NIPOSBICHHI 3TOTO
€caMoO0TBOAA (haJTMIECKOr0. JTa BHE-
(annuyeckast aHTPOIOJIOTHS OTKPBITA
IS YeJI0BEKa JIF000ro 1moja, T.€.,

OHa BOBCE HE IPEANOIaraeTcs Kak

JAHHOCTb JUISl 4eTI0BEKa IKEHCKOTO
T0J1a, TaK KaK pa3BOpauyMBaeTCs 4epes
UrpoByro npakTuky. Ho emie BaxHee
TO, YTO CaMa Urpa aHTPOIIOIOTHYECKH
MEHSIET AUCHO3HIHIO: BMECTO
TPaANIMOHHOTO U BCEOOIero
CTpeMIIeHHs K (ayutocy, Kak K
[JIABHOMY O3HAYAIOILEMY, B HCKYCCTBE
Tpareain, - B HICKYCCTBE UCHIOIHEHHSI
Y TIPEBBIIICHHS CKOPOH - U My>KUHHa
M KCHILMHA )KEAl0T U TOCTUTAIOT
oTcTymueHus pamutngeckoro. 1 ato
TaKoe OTCTYILIEHHE, KOTOPOE OoIblie
HE MBICIIUTCS Yepe3 KaCTPaLHIo.

5. P.S. Tparegusn
HAa TEPPUTOPHUH
COBPEMEHHOIO
HCKYCCTBA.

Ho, 3aueM Bce-Taku Hy’KHA Tpareaus,
CO BCEMH €€ HCTIOIHUTEILCKUMHU
MaHeBpaMH, MeJIO-JeKIaMalisIMHU,
TeHJIEPHBIMH ¥ HHTOHALMOHHBIMH
MpeBpaleHus MU ?

VrenuB BHUMaHHE KPUTHKE MTPAKTHK,
KOTOpbIE (QEeTHIN3UPYIOT COLUABHYIO
PEKapHOCTh, OOIE3HEHHOCTh
CPEIHECTATHUECKOTO EBPOIEHCKOrO
WHIUBUIA, MBI, KOHEYHO XKE€,

00s13aHbI YIIOMSIHYTh O TBOPYECKHX
MPaKTHKAX, HAXOISIIUXCS 10

JIPYTYIO CTOPOHY — O Te€X MPaKTHKaX
Ha TEPPUTOPUU COBPEMEHHOTO
HCKYCCTBa, KOTOPbIE, HAITPOTHB,
KOHLICHTPUPYIOTCS HA UCCIICAOBaHUN
00IIeCTBa, MBITAIOTCS 3aTPOHYTH B
CBOEH JAEATENBLHOCTH BaKHENIIINE
COLMATEHO-TIOTUTUIECKHE TPOOTEMBI
COBPEMEHHOCTH.

EcTb 111 B HUX N3MepeHHe
Tparuueckoro? B Toit mepe, B kakoi
MHOTHE U3 HUX (HampuMmep, paboTsl
Owmapa KanBap, Aprypa JKMmuesckuit,
Bopuca Muxaitnos, Peniio Maprenca,
Pabua Mpy», u 1p.) Kacarorcst
BOITHIOIINX COOBITHH COBPEMEHHOCTH
Y BEIPa0aTHIBAIOT B CBSI3H C HUMHU
COBEPILECHHO YHUKAJIbHBIC TUITBI
MOATUKH, - OE3yCIIOBHO, €CTb.

OjiHaKoO, B TIOTUKE TPArHyeCcKoOro,
KpOME BCETO TPOYETO, JOJIKHBI
MPUCYTCTBOBATH JIBE MO3HIUH: JTHOO
CaM XyJI0’)KHHK BBICTYIIACT B POJIH
cyObeKTa y)kaca ¥ KaracTpoQbl

(1 Bo3MokHO y Pabua Mpy» sToT
(hakTop HamboOIICE APTUKYIIUPOBAH;
OH CaM CTaHOBHTCS aKTCPOM,
TOBOPSIIIM OT HMEHH COOBITHS),
00 XYIOKHUK HAXOJHT Ty TOYKY,
B KOTOPOI TIOMABIIKE B KATACTPOQy
JIENAIOT U3 Hee CBOKO UTPY (IIyCTh
JTaKe B BUJIE TIEPCOHAXKA, KaK 3TO
MPOJICNBIBAIOT, HAIIPUMED, XaHEKE
unu Tpuep). Bropas nosunus,
KpPOME HEKOTOPBIX UCKIIFOUCHHIA,
MPaKTHYECKU OTCYTCTBYET B
COBpEMEHHOM HcKyccTBe. 1 310 He
CTOJIbKO BHHA XYJIO)KHUKA, CKOJIBKO
3¢ deKT 00MECTBEHHON MOTUTHKH
XYJ0KECTBEHHBIX HHCTUTYIIHH.

Ora MOJUTHKA, IPU BCEH ee
MPOTrPECCUBHOCTH, YACTO UTPAET
pob HopManm3aruu. [Jaxe npu
JIEMOHCTPALUH JOKYMCHTAIHH,
KOTOpBIE UMEIOT JIEJI0 C BOMHOIA,
HACHJIMEM, TIOJTUTHYECKUMHU
KOHQITUKTaMH, IPOMCXOHUT
KapTUpOBaHKE NPOOJIEMBI, HO TaK,
49TOOBI BCE OBLIO MPECTABICHO

B CTHJIMCTHKE BO3MOXKHOTO
YperyaupOBaHus, YIyYIICHUS
curyanun. U 31eck aeno He B

TOM, YTO CJIEAYET ObITh MPOTHB
YperyJIupoBaHus, a B TOM, YTOOI HE
pa3BUBATh JUCKYPC HOPMAIH3AIIUH B
TEX CHTYAIHSX, [JIe YPEryIUpOBaHHE
HEBO3MOXHO. DTO U 3HAYHUT rOBOPHUTH
0 coObITHH Ha si3bIKe Tparenuu. Ho
JUISL 3TOTO HYXKECH epPOpMaTUBHBII
«CyOBEKT» TParuuecKoil HHTOHAIUH,
KOTOPOT'0 OOIIECTBO HE COYTET HE
IPUCTOMHOM.

lMpumeyaHrus:

11. JocmamoyHo
8CMOMHUMb MPUMepb|
U3 8EHCK020
aKyuoHu3ma, Oa

u MHozue Opyeue
XydoxecmeeHHbIe
onbimel,
3adelicmsyowue
mpaHcepeccueHble
mesecHble
rpaKmuKu, Komopable
8bIpbIBAOMCS

u3 6uHapHocmu
«annapam-eonasi
JKU3Hb» rocpedcmeom
acmemu3sayuu
mpaembl. Y ce2o0Hs
meppumopusi
Cco8peMeHHO20
uckyccmea Yacmo
demoHCcmpupyem
no0obHble npumepsb!
Hamypanu3sayuu
6onu u agpchbekma. B
Kayecmee npumepa
MOXHO rpusecmu
ebicmasky «borb»
(Schmerz, Hamburger
Bahnhof, 2007,
Kypamopsl EceH
Grome, Tomac
LlIHanbke), ede
pasmMbiwiieHue o
6ornu ceesnock K
penpeseHmayuu
rpoonepuposaHHbIX
opeaHo8 merna usnu

K 0eMoHcmpauyuu
MEOUUUHCKUX U
miopeMHbIX opyoud.
Unu, Hanpumep,
g8ecbMa UHMepeCHoe,
HO OOHO3Ha4YHoe
8bICMagoyHoE
uccnedosaHue «B
MEHS - U3 MEHSI»
(Into me - Out of

me, Kunstwerke,
2007, kypamop
Knayc buseHbax),

Ha Komopom 6bir
npedcmaerneH
noYymu eecb apxus
cybeepcusHbIX U
mpaHcepeccueHbIX
meJieCHbIX NPaKmukK &
uckyccmee rocrnedHuUx
40 nem.

11. see at youtube
12. XKak JlakaH,
«AHMU20Ha Mex0y
dsyMsi cMepmsaMUY.
8 KH.: XKak JlakaH,
CemuHapsl, KHuza

7. Pabomb! ®pelida
10 MexHuKe
ncuxoaranu3sa (1959-
60). M.: o3uc,
Jloeoc, 2006, c. 347-
363.

13. see at youtube
14. Alain Badiou,
Rhapsodie pour

le Théétre. Paris:
Imprimerie Nationale,
1990.

Kemu Yyxpos -
noam, ¢burnocoe,
meopemuk
uckyccmea,
xueem e Mockee



else’s. In his discussion of Antigone, Lacan is completely right to say that death and the
striving towards it take on a bewitching beauty in tragedy. [9] However, this “beauty”
is produced not only by death and the passionate display of death, but also by the fact
that the choice of death is not a personal event but a social necessity undertaken by
a personality (as, for example, in the case of the death of Socrates). But aside from
everything else, the choice of death as a societal event is also a performative gesture on
the part of the hero himself. Every tragic hero is an artist and performer: the prosodic,
acoustic, and intonational elements of this performative act are no less meaningful than
its ethical and rhetorical aspects. This is the essence of the genealogy of the opera (in
the sense of the operas of Monteverdi and Purcell, rather than the degenerate condition
to which the opera was subsequently reduced). In the opera, the hero or heroine does
not sing just for the sake of it: song is not meant to ornament a dry story. Rather, it is
the main component of the choice of death, of preparation for it.

In her performance of Dido’s final aria from Purcell’s Dido and Aeneas, [10] the
English mezzo-soprano Janet Baker quite precisely demonstrates the function of song
in tragedy. This is something that is not given to every opera singer, most of whom
try with all their might to depict the pathos of the music in such a way that we are
meant to think that singing is a kind of natural accompaniment to the action. On the
contrary, Janet Baker sings the aria “When [ am laid in Earth” as if singing were a kind
of misunderstanding in relation to the action — an absurdity committed by a dying,
suffering human being for no conceivable reason.

In other words, song is simultaneously a violation of and an accompaniment to the
preparation for death, an oddity amidst the predeterminacy of events. Janet Baker
employs yet one other extremely vital element in the performance of the tragic hero:
the song and the music render her comical. We might even say that she regards her
own grief with clownish irony: she as it were accompanies her song with a grimace,
and thanks to it she is no longer Dido, but an actress who leaps out from Dido’s fate.
This subversive comic element is present in nearly all the pre-death monologues in
Shakespeare’s tragedies: the tragic hero’s own mockery of his fate is introduced into
his passionate speech.

It is, however, precisely these melodeclamational and self-ironic aspects that have
important gender consequences. Tragedy is feministic: anthropologically, ethically,
and intonationally, it presupposes “becoming-woman.” In “Rhapsody for the Theatre,”
[11] Alain Badiou writes that, whether a man plays a woman or a man (in the ancient
theater and Shakespearean theater, female roles were performed by men), theatrical
performance as such is bound up with performing the role of the “feminine.” This does
not at all mean that becoming-woman is naturally given to a woman performing in
the theater. In order to successfully play a role in the theater (again, it does not matter
whether the role is that of a woman or a man), a woman also has to become an actor
playing the role of the “feminine.”

Ordinarily, woman is marked by the absence of phallus and, hence, by her own absence.
The desire to “become a woman” — in other words, the desire to perform — presupposes
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a search for the extra-phallic. And here the extra-phallic will no longer be understood
as absence: the logic of tragic performance retracts this binary opposition of presence/
absence. The intonational-prosodic and melodic components of tragic grief are one of
the most intensive manifestations of this self-refusal of the phallic. This extra-phallic
anthropology is open to people of both sexes — that is, it is not presupposed as a
given for individuals of the female sex, insofar as it is deployed through performative
practice. But more important is the fact that performance itself anthropologically alters
the disposition: instead of the traditional and universal striving towards the phallus as
the principal signifier, in the art of tragedy — the art of performing and overcoming
grief — both man and woman desire and achieve the withdrawal of the phallic. And this
is a withdrawal that is no longer imagined through castration.

5. Postscript: Tragedy in Contemporary Art

But what, then, is the use of tragedy, with all its performative maneuvers,
melodeclamations, and gender and intonational transformations?

Having already critiqued practices that fetishize social precarity and the morbidity
of the average European individual, we are of course obliged to mention creative
practices on the other side of the divide — that is, those practices in contemporary art
that, on the contrary, focus on an investigation of society, that attempt to touch upon
the most important contemporary social and political problems.

Is the tragic dimension present in these practices? To the degree that many of them
(for example, the works of Amar Kanwar, Artur Zmijewski, Boris Mikhailov, Renzo
Martens, and Rabih Mroue) deal with the horrendous events of the present day and
elaborate in connection with them utterly unique types of poetics, this dimension is
definitely present.

However, aside from other things, two positions must be present in a poetics of the
tragic: either the artist must himself take on the role of the subject of horror and
catastrophe (this factor is perhaps most well articulated in Rabih Mroue’s work; he
himself becomes an actor who speaks on behalf of the event) or the artist finds that
point where those who suffered the catastrophe make their own performance (albeit
in the form of a character, as, for example Haneke and Trier do in their films). With
certain exceptions, the second position is practically absent in contemporary art. This
is not so much the fault of artists, as it is an effect wrought by the social politics
of artistic institutions. Its progressiveness notwithstanding, this politics often plays
a normalizing role. Even when documentation involving war, violence, and political
conflict is displayed as part of the artwork, a mapping of the problem occurs, but in
such a way that everything is presented in the stylistics of a potential resolution, an
improvement of the situation. And here it is not that one should oppose resolution,
but that one should avoid developing a discourse of normalization in situations where
resolution is impossible. This is what it means to speak of an event in the idiom
of tragedy. But for this one needs a performative “subject” possessing the tragic
intonation, a subject that society will not find obscene.

9. Jacques
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“Antigone
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Two Deaths,”
Ethics of
Psychoanalysis,
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Philosophic
Treatise,”
Theatre Survey
49.2 (November
2008): 187—
238.
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Anexcangp Crupgan

(Und wir sangen die Warschowjanka.
Mit verschilften Lippen, Petrarca.
In Tundra-Ohren, Petrarca.)

Paul Celan (1)

B rpeueckoif Tpareainy MOKHO BBIETUTH YETHIPE KITIOUEBBIX
3NIEMEHTA, KOTOPbIE CETOHs OE3BO3BPATHO yTPAueHbI HITH,
KaKk MUHUMYM, TIpoOieMaTHyHbl. Bo-nepBbIX, 3T0 CBsI3b

€ MUCTEpHAIbHBIM Ha4aJIoM: Tpareaus IPOUCXOAUT U3
00ps10B, MOCBAIIEHHBIX Oory Jlnonucy; KyasT JlnoHuca,
nnu Bakxa, — 3T0 (BpeMEeHHBII) SKCTaTHYECKHI BBIXOT 32
MIpeieNbl YCTaHOBIEHHOTO KyIbTYpPHOTO MOpPSIIKa, OTMEHA
OCHOBOIIONATAIONIUX IPAHUIL] M PA3IUUUHA — COLUAIBHBIX,
TeHJIEPHBIX, CEKCYaIIbHBIX, Ja)Ke aHTPOIMOIOTHYECKUX
(Mex 1y 60TOM M 4eJIOBEKOM, MEXKIy YEIIOBEKOM H 3BEpPEM),
Bakxuueckoe OyicTBO, 3aBeplIatoIieecs pa3IupaHueM
Tena 6ora WM ero 3aMeCTUTEIbHOM )KePTBHI (K034,
tragos’a) ¥ TeM caMbIM yKa3bIBaloIlee Ha PUTYAIbHBIN

— KEPTBEHHBIH — UCTOK Tpareaiuu. Bo-BTOpbIX, 3TOMY
TPAaHCTPECCUBHOMY JI€HCTBY COOTBETCTBYET COBEPIIEHHO
0COOBII — CyBEpEHHBIH — CTAaTyC NEHCTBYIOIUX JIULL:

3TO 2epou B CTPOTOM JAPEBHETPEUECKOM CMBICIIE CIIOBA —
MIPeIBOAUTENN-BOUHBI, TOTyOOTH, TPOPHUIATEIH, LIapH,

MX KPOBHHUKH U NPUOIIKEHHBIE. .. B anoxy 6apokko u
M03/1HEE, B KJIIACCULIMCTUYECKON Tpareini ¥ pOMaHTHYECKOU
JpamMe, K HUM J00aBIISIFOTCS TIOJTKOBO/LIBI, Y3y PHaTOpbI-
TUPaHbI, THPAHOOOPIBI, BBIAAIOIIHECS TMIHOCTH,
BO3BBIIIAIOIIUECS HAJ «TOJIIOM», T.€. OIATH 5ke (QUTYPEL,
BOIUTOMLIAIOIIIE BEPXOBHYIO BIIACTh, HEPAPXHUIO, 3aKOH

1 — OTHOBPEMEHHO — ATOT 3aKOH IpecTynaromue. Tpetuit
00s13aTeNbHbIH dJIeMEHT — (aTaibHbINA X0/ COOBITHIA,

POK; €r0 CTPYKTypa HapagoKcanbHa: C OAHON CTOPOHBHI,
HeoOpaTuMbIe TTOCIENCTBHS BBI3BIBAIOT HEOOY31aHHOCTD,
JIep3HOBEHHBIE TTOCTYIKH TePOsi, XI0Opuc, HaBIEKAIOIHH
6eACTBHS HE TOJNBKO HA HETO CaMOT0, HO M Ha BCIO OOIIUHY
(mapcTBO, CTpaHy); ¢ APYIOH, pOK — 3TO MpeaHaYepTaHHAs,
BO3BEILCHHAS CBBIIIE CYIb0a, KOTOPOIl repoii BceMU CHIIaMH
CTpeMUTCS U30€XKaTh, OJJHAKO HUMEHHO 3TO €T0 CTpEeMIICHHE
1 BEZIET K 3KCIIECCaM, 3aIlyCKasi MEXaHH3M KaTacTPOQBI.

W, HakoHell, 4eTBEPTHII AIEMEHT: TParn4ecKoe Npo3peHue
repos, y’Kac OT CO3HaHHs TOTO, HACKOIBKO HEMONPaBUMO
JIaTIeKo OH 3alllell; IPO3PEHHUIO Teposi COOTBETCTBYET
KaTtapcuc (2) 3purens.

C noGenoit XpuCTUaHCTBA, yCTAHOBUBILETO CBOM
JKEPTBEHHBIN KyNbT, KynbT CTpacTeil XpHCTOBBIX, a 3aTEM C
BOILIAPEHUEM «IIPO3aHUYECKOI» OypiKya3HOH LUBUIN3ALNY,
3TU YETBIPE Y3JIOBBIX EMEHTA OCTEIIEHHO BHIMBIBAIOTCS,
yXOIAT U3 Tearpa (1 u3 caMoi xu3Hu). [lepBeiM 310
omyTtua Hunine. Ero «Poxnenue tparenuu us nyxa
My3bIKU» (1872) — oT4assHHASA NONBITKA BEPHYTH JHKYIOIIYIO
JIMOHUCHUICKYIO PaloCTh, IKCTA3, JOXOIAIIMN B HAPYIIEHUH
TPaHUIl 10 caMopa3pyleHus. McuesHoBeHHe mpazuieckoo

[I] Mepesoport

nyxa Huime nepexuBaeT Kak TpareAnio COBPEMEHHOTO
yenoBeka. 1, mo pokoBoMy rpedeckoMy CLiEHapHIo,

3TOT TOCKYIOIIUH MO TEPOHKE, IO CBEPXUEITIOBEKY — T.C.
6orouenoBeKy — FeHHaIbHbBIH YM CXOJHT C YMa U B TEUEHHE
JECATH JIET BIAYUT MOIYPACTUTETBHOE CYIIeCTBOBAaHHE B
KJIMHHKE, Pa30UTHIN MapalTnioM.

Cynp6a Hunie npenyranana B oopase Visana Kapamazosa,
TaKKe B3BICKYIOILETO BO3BBIMIEHUS HAJ| <IIPOCTBIMH
CMEpTHBIMHI» U KOHYaroIero 6e3ymuem. B camom zerne,

y JloCTOEBCKOTO Tparuueckoe Havyaso sBiseT ceost ¢
MOMCTHHE aHTUYHBIM Pa3MaXxoM M HEHCTOBCTBOM — OBITh
MOXET, OCJIEHNH pa3 B HOBeHLIeH nctopun. Ero reposimu
JBIKET CyBEPEHHOE, pa3pyIIUTENbHOE KeNaHue JOHTH

JI0 KOHIIA B PEIIEHUH «IIOCTIEAHUX BOTIPOCOBY», OHU
MOMMPAIOT 0A30BbIE 3aMPETHI, UCTIBITHIBAIOT HA TPOYHOCTD
MOPSZOK MUPO3/IaHUS U CaAMO YEJIOBEYECKOE ECTECTBO.
Peus B pomanax Jl0CTOEBCKOrO MOYTH B HENPUKPHITON
(dbopme UIeT 0 3aKJIaHUH, CTaBKa 3/[€Ch — 3aMKOBBII KaMEHb
BCSIKOTO COIIMAJIBHOTO YCTPOWCTBA, TO, uTo Pene XKupap
Ha3bIBaeT YUPEAUTEIbHBIM yOUHCTBOM. YUpEeaUTETbHBIM

B TOM CMBICTIE, YTO OHO KJIaJIET KOHEIl HOPOYHOMY KPYTy
«11epBOOBITHOTO» HACHIMA (UCTOPUS, HE TOJIBKO Onbneiickas,
Ha4YMHaeTcs ¢ OpaTo- WK OTLEeyOHiiCTBA) M OTKPHIBAET
HOBBIIf MOPOYHBII KPYT — KPYT KEPTBEHHBIX PUTYaJOB,
KOTOPBIH, KaK mojaraeT JKupap, ecTb Kpyr BooOIe Hamei
KYJIBTYPBL, T.€. YCTAaHOBICHUH, PETYIUPYIOLINX OTHOLIEHHS
BHYTPH OOILIMHBI X COOOIIAIONIUX JTIOSM YeIOBEUHOCTb.
OTcroma poAcTBO Mpa3fAHUKa B 4ecTh Oora JluoHuca, 1a u
BCSIKOTO MPa3HMKA, C )KEPTBEHHBIM PHTYAJIOM, JIEXKAIIUM
B cepALeBHHe Tparequn. OyHKIH )KePTBOPUHOIIEHHS

B TOM, 4TOOBI YKPEIUISTh U BO30OHOBIATH KyJIBTYPHBII
HOPSIOK, TIOBTOPSAS — pa3blepbleas — EPBOHAYANBHBIH
YUpEAUTENBHBINA aKT.

JIro0oii MOpAIOK UMEET TEHICHLIUIO CO BpEMEHEM
pacmarsIBaThCs, pacnaaarecs. Korga nuHcTuTy T
JKEPTBOIPHHOIIEHHS] OTMHPAET (1a’ke B OCTATOYHOM

BHJIE ITyONUYHBIX Ka3HEH) U HETOKAIN30BaHHOE HACUITHE
MYTHBIMH pydeHKaMH pacTeKaeTcs IO yIUIaM TOPOIOB,
MPOMHTHIBAS HAIIU «IIOBCETHEBHBIE TPAKTUKMY», CTAHOBACH
OyAHUYHBIM (POHOM — TAKUM K€ CEPBIM U OE3TMKHUM, KaK
OI0pPOKpPATHUECKOE TOCYAAPCTBO, 3TO CAMOE XOJIOTHOE 1
0e31MKoe U3 BCEX UYJOBHII, — HA MECTO BBICOKOH Tpareanu
MPUXOAXUT KoMenus, Tparudapc, OsrToBast apama. Jlroau
CHJIAT 32 CTOJIOM U 00€aloT, MPOCTO 00e1aloT, a B 3TO
BpeMs pymrarcs ux cyap0s! (UexoB). OnHaKo KepTBEHHOE
Ha4asio 0)KUBAET B TOJbI BEIMKUX COLUATBHBIX TOTPACEHUI:
Ha TOMOCTKaX MCTOPHH, & CIIEI0M U Ha MMOAMOCTKAX
TeaTpalibHbIX, HOBBIE T€POU — CaMble OOBIYHBIE JTHOAU —
OT/AIOT CBOIO XKM3HB 32 JIeNI0 pabouero Kiacca, mpudmmxas
«MHPOBOH pacuBeT». KynbT 3THX «psIOBBIX» MY4YE€HHKOB,
Hapsioy C KyJIbTOM BOXKAEH PEBOMIOIMU, CTAHOBUTCS
CKpETOM HOBOT'O KEPTBEHHOTO PUTYyasla, HECYILEH

lMpumeyaHus:

1. «W wMbl nenu BapuwassiHKy.
/  C mpocmHukosgoli  eybod,
lMempapka. / B ywax myHOpbI,
lMempapka» (nep. AHHbI
asoseol). CmuxomeopeHue
u3 cbopHuka [layns LenaHa
«Po3a Hukomy» (1963),
nocesweHHozo «namssmu Ocuna
Ma+denbwmamay, KomopsbIU
poduricsie Bapwase u, nonezeHoe,
yumasn 8 Ilazepe 3aK/IHHEeHHbIM
ceou  rnepesodbl  [lempapku.
LlenaH MHO20 U KOHe2eHuUarlbHO
rnepesodurn MaHoenbwmama,
8 €20 CcobcmeeHHbIX cmuxax
Hemasio OmChbIIOK K [o33uu u
cyObbe pycckozo (u espelickozo)
«cobpamay. O erny60oKoM u, MpsiMo
CKaxem, HeopmodoKcanbHoM
ons MaHOenbumamosedeHus
rnoHumaHuu noamuku MaHderns-
wmama ceudemernscmeyem
mekcm rnocesuweHHou emy
paduonepedayu 19 mapma
1960 e., 20e, 8 uyacmHocmu,
LlenaH eoeopum: «Pesonoyus
o3Havarna Ond Hezo — U 8 3moMm
nposigursics c80licCmMBeHHbIl
pycckol Mbicau xunuacmu4deckul
OmMMEeHOK— 8mopxeHue UWHoeo,
goccmaHue  HUxHel  cgbepsbl,
8038bilieHUe bpeHHO20 meope-
HUs — nepesopom 4ymb U
He KocMmu4eckux Macwmabos.
lMepesopom amom pacwaman
camble ocHosbl 3emnu...» (LlenaH
1.  CmuxomeopeHus.. [lpo3a.
lMucbma. M.: Ad Marginem, 2008.
C. 401).

2. 06apucmomenescKoMMnoHsMuu
Kamapcuca MHoe2o criopsm. He
g0agasicb 8 MOHKOCMU 3Mux
mornkoeaHull, ymecmHo 6ydem
HarnoMHUMbL O 3Ha4YeHuUsiX crosa
katharsis, kakuxpeKkoHcmpyupyrom
Pene Xupap: «lpeku Hasbiganu
crnosom  katharma  na2y6Hbil
obbekm, ebibpackigaembili 80
epeMsi pumyarbHbIX onepayul
— [10XOXUX, HECOMHEHHO, Ha
npakmuky wamaHu3ma, Kak ee
Habmodarom  amHoepachbl 8
pa3sHbix Yacmsix ceema. Ho croeo
katharma umeem ewe O0OOHO U
2/1aeHoe 3Ha4eHuUe — MPUHOCUMBbIU
8 JXepmey u4ernosek, eapuaHm
hapmaka [«Ko3rna omyweHus»]. ..
masHoe 3Ha4eHue criosa katharsis
— mauHcmeeHHoe briazodesiHue,
OKasaHHoe 20poldy ybulicmeom
yernogeka-Kamapmsbi. .. Hapsdy
C  penuauosHbiM  3Ha4YeHuem
u 3HayeHuem wamaHcKuM,
IPOMEXYMOYHLIM, y  cnosa
katharsis ecmb euwje U cobcmeeHHo
MeOuyuHcKoe 3Ha4eHue.
Kamapmuueckoe cpedcmeo
— amo cunbHodelicmeyuwee
nekapcmeo, yodanswouwee Xuo-
Kocmb unu cybcmanuyuto,
npucymcmeue  Komopol  cHu-
maemcsi  epedHbiM.  Hepedko
c4yumaemcs, 4mo camo cpedcmeo
npu4acmHo npupode b6onesHu
unu, rno KpatiHeli mepe, crnocobHo
ycunume €e CUMIMOMbI U meM
cambIM 8bi3gamb criacumersibHbIl
Kpu3uc, komopsbll npusedem K
ucuyeneHur... Takum obpa3om,
neped Hamu ma xe npouyedypa,
4Ymo u ¢ Yeriogeveckol “kamapmou
8 molu ee uHMepnpemayuu
8 Kameesopusix  ycmpaHeHUs,
Komopyto Mbl Haseanu Mugo-
noauyeckol. Neped Hamu makxe
— Ha amom pa3 OmHKOb He
mugbonoaudeckuli  —  APUHYUN
yucmkuy (XKupap P. CesauweHHoe
u Hacunue. M,: H/10, 2000. C.
348-350).
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Alexander Skidan /// Catastrophe

(And we sang the Warszawianka.
With reed-choked lips, Petrarca.
In tundra-ears, Petrarca.)

Paul Celan (1)

We can single out four key elements in Greek tragedy, elements that today have either been irretrievably

lost or, at least, have become problematic. First, the connection between tragedy and the ancient mysteries:
tragedy has its origins in rituals dedicated to the god Dionysus. The cult of Dionysus or Bacchus involved

a (temporary) ecstatic escape from the established cultural order, the revocation of fundamental boundaries
and distinctions — social, gender, sexual, and even anthropological (between god and man, between

man and beast). The Bacchic frenzy concluded with the dismemberment of the god’s body or that of his
deputized victim (the goat or tragos), thus indicating the ritual — sacrificial — source of tragedy. Second,

this transgressive drama was matched by the utterly exclusive — sovereign — status of the characters: they
were heroes in the strict, ancient Greek sense of the word — warrior chieftains, demigods, prophets, kings,
their blood relatives and their retainers. In the baroque period and, later, in classicist tragedy and romantic
drama, they were joined by generals, tyrants, tyrannicides, and outstanding individuals, people who rose
above “the crowd” — that is (again), by figures who embodied supreme power, hierarchy, and the law, and
who simultaneously transgressed this law. The third obligatory element is the fatal course of events, destiny.
Its structure is paradoxical. On the one hand, irreversible consequences are provoked by unrestraint and
audacious behavior on the part of the hero, the hubris that calls down catastrophe not only on him but also
on the community (the kingdom, the country). On the other hand, fate is something predestined, something
proclaimed from on high. The hero strives with all his might to avoid this destiny, but it is precisely his efforts
that lead to excess and release the mechanism of catastrophe. Finally, the fourth element: the hero’s tragic
insight, his horror at realizing how irreparably far he has gone. The catharsis (2) experienced by the spectator
corresponds to the hero’s insight.

With the triumph of Christianity, which established its own sacrificial cult, the Passion of Christ, and later,
with the enthronement of “prosaic” bourgeois civilization, these four key elements were gradually bled from
the theater (and exited from life itself). The first to sense this was Nietzsche. His The Birth of Tragedy from
the Spirit of Music (1872) was a desperate attempt to bring back Dionysian jubilance, an ecstasy that reaches
the point of self-destruction in its violation of borders. Nietzsche experienced the disappearance of the tragic
spirit as the tragedy of modern man. And, in accordance with the fateful Greek scenario, this brilliant mind
who longed for heroics, for the superman — that is, for the god-man — went mad and, stricken by paralysis,
dragged out a semi-vegetative existence in mental clinics and the care of his mother and sister for the final ten
years of his life.

Nietzsche’s fate is prefigured in the image of Ivan Karamazov, who likewise seeks to rise above “mere
mortals” and ends in madness. Indeed, the tragic principle manifests itself in Dostoevsky’s works with a
truly ancient scope and fury — perhaps for the last time in modern history. His heroes are moved by the
sovereign, destructive desire to go to the bitter end in answering the “ultimate questions.” They trample
basic prohibitions and test the limits of the cosmic order and human nature itself. Dostoevsky’s novels deal
in nearly undisguised form with ritual slaughter: at stake here is the keystone of any social order, what René
Girard calls the “founding murder.” This murder is foundational in the sense that it puts an end to the vicious

Footnotes:

(1) The epigraph to this essay is taken from a poem in
Paul Celan’s collection Die Niemandsrose (1963), whose
dedication reads, “Dem Andenken Ossip Mandelstams”
(“In Memory of Osip Mandelstam”). Mandelstam was born
in Warsaw, and legend has it that he read his translations
of Petrarch to other prison camp inmates. Celan prolifically
and congenially translated Mandelstam’s verse, and his
own poems contain a fair number of references to the
poetry and fate of his Russian (and Jewish) colleague.
Celan’s profound and frankly unorthodox understanding
of Mandelstam’s poetics is borne out by the text of a
radio program (broadcast March 19, 1960), in which,
in particular, Celan said, “For [Mandelstam] — and this
evinces a chiliastic character particular to Russian
thought — revolution is the dawn of the other, the uprising
of those below, the exaltation of the creature — an
upheaval of downright cosmic proportions. It unhinges
the world.” Translated by Pierre Joris; accessed at http://
www.pierrejoris.com/blog/?p=1443.

(2) There is much controversy over Aristotle’s notion of
catharsis. Ratherthandelveintothe subtleties ofthe various
interpretations, it would be more appropriate to dwell on
the meanings of the word catharsis, as reconstructed by
René Girard: “The Greek term for an evil object extracted
by means of similar ritual is katharma. This term was also
used as a variant of pharmakos to designate a sacrificial
human victim. [...] The word katharsis refers primarily
to the mysterious benefits that accrue to the community
upon the death of a human katharma or pharmakos. [...]
In addition to its religious sense and its particular meaning
in the context of shamanism, the word katharsis has a
specific use in medical language. A cathartic medicine is
a powerful drug that induces the evacuation of humours
or other substances judged to be noxious. The illness and
its cure are often seen as one; or at least, the medicine
is considered capable of aggravating the symptoms,
bringing about a salutary crisis that will lead to recovery.
[...] The operation is the same as that of the human
katharma, although in medicine the act of purgation is not
mythic but real.” René Girard, Violence and the Sacred,
trans. Patrick Gregory (London: Athlone Press, 1988),
286-288.
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KOHCTpyKIHel 6ecKiIaccoBOro o0IIecTsa.

B T0 e Bpems1, Hanbosee YyTKHE XyTOKHUKH
OLIYIAIHN HECTEPIUMYIO (albIlb
«ONTHMHUCTUYCCKOM Tparequm» (3), repor3anuu
OT/ICJIbHOM JINYHOCTH B AIIOXY IPHLICAINX B
HCTOPUYECKOE JIBIDKCHUE HapOJHBIX Macc, He
TOBOPSI YK€ O «KPYITHBIX ONTOBBIX CMEPTAX» Ha
TeaTpe BOCHHBIX JelicTBuii IlepBoit MupoBoii u
Ipyrux BoitHax. B deBpane-suBape 1937 rona
MangenbiuTtamM, B pasrap MacCOBbIX pelpeccuil —
4epes I0JITopa I'ojla OH IOTUOHET B IIePeChUIEHOM
narepe noj Biangusocrokom, — mpomaercs ¢
AQHTUYHOM Tparequeit:

I'ne cBA3aHHbII U NIPUTBOXICHHBIN CTOH?

I'ne Ipomereii — ckaiibl OACHOpPEE U MOCOObE?
A KOpIIYyH IJie — U KeITora3blil ToH

Ero korreii, neTsmui ucrnoioobs?

ToMy He ObITh: Tpareiuii He BEPHYTh.
Ho stu HacTynaromiue ryosi —

Ho 311 ryGbI BBOAAT MPSIMO B CYTh
Dcxuna-rpysunka, Codokna-iecopyoda.

OH 5X0 U IIPUBET, OH BEXa, HET — JIEMeX.
Bo3nymHo-kaMeHHBIH TeaTp BpeMeH pacTylluX
Bceran Ha HOrM, U BCe XOTAT yBUIIETh BCEX —
PoxeHHBIX, THOETIBHBIX ¥ CMEPTH HE UMYIIUX.

Kak 1 B GOJIBIIMHCTBE MO3IHUX CTUXOTBOPCHHIA
MasenbiiramMa, ero CeMaHTHYECKas TKaHb
M30BITOYHA U ONTHOBPEMCHHO TEMHA, B HEH MOJHO
3USIHUM, «OITYIICHHBIX 3BEHLEBY, ACCOLUATUBHBIX
OpPOCKOB OT OJIHOTO HEU3BECTHOTO — K JIPYTOMY.
Tak, HEMMOHATHO, O YbHX «Ty0ax» pedb;
JIOITYCTHUM, JIeKJIaMaropa-aKTepa, YUTaloero
Tparequto «IIpomerell mpuKOBaHHBIN» Dcxuia,
HO 9TO JIMIIb HAIlla «PEeaTUCTUYECKAS) —
pauuoHaIM3UpYOILas — J0rajika, HUueM
(aKTHYECKH HE MOATBEPXKACHHAS. A MEKITY
TEM «3THU TyObI», IBAXKbI TOBTOPCHHBIC U
«HACTYMAIOLINEY, OUIETUHUBIINCH JIBOWHBIM
MIPOTUBUTEIBLHBIM COIO30M «HOY, BaXKHEHILINE

B CTUXOTBOPEHHHU: B ATHX JBYX CTPOKaX OHO
OyKBaJIbHO MepeIaMbIBACTCS HaIBOES, BBOIS

HAC B «CYTh» UCTOPHUYECKHU-HEOOPATUMOTO
capura. [1o cyTH, Mbl IpeObIBacM B HEBEICHHUH.
Bonee Toro, npojomkaeM npedbIBaTh B HEM

U B CJIy4ae MECTOMMEHHUS «OH», C KOTOPOTO
HauWHaeTcs TpeTbe ueTBepocruiune. Kro 3to:
Dcxui, aBrop «IIpomeTest npruKoBaHHOT0»?
Wnu Codoxit, aBTop «Dauma»? A MOXKET

OBITh — YUCTO IPAMMATHYECKH BO3MOXKHO H
Takoe — [Ipomereit? Unu kopiryH? Hekoropsie
HCCIIEI0BATEIN CUUTAIOT, UTO 3T0 — CTanuH,
MOCKOJIBKY CTHXOTBOPEHHUE CO3/1aBajloCh
OJIHOBPEMEHHO C I1€YaJIbHO N3BECTHOI

«Opoit» CranuHy (4) — OHO HAIIMCAHO TEM

’Ke pa3MepoM, B HEM BapbUPYIOTCS OIU3KHe
MOTHBBI, B YaCTHOCTH, yriomuHaercs [Ipomerei,
C KOTOPBIM IONIEPEMEHHO OTOXIECTBIISIFOTCSI
o6a Mocuda: tupan u noast. U torna, eciu
CJIe/IOoBaTh ITOM JIoTHKe — a B «One» BOXIb U
oTell BceX HapoJOB IIPEJICTAeT BHICTYNAIOINM

¢ TpuOYHBI, — «HACTYIAIOIIHE I'yObD» TOXE ero.
Ho mMecTonMeHue «OH» MOXET OTHOCHTBCS H K
«BO3IYIIHO-KAMEHHOMY TeaTpy» B CIeAyomIeit
CTPOKE, 3TO aHTUYHBIH TeaTp — 3X0, OTTOJIOCOK,
npuBeT... [IpuHIMI HEONPEaEIeHHOCTH 31eCh
KOHCTUTYTHBeH. CTUXOTBOpPEHHE HE IIPOCTO
[OZIpa3yMeBaeT MHOXKECTBO IIPOYTEHHUI, €ero
3HA4YEHHs — M 3HAUYCHUE — HECUUTHIBAEMBI CAMHU
1o cebe, OTIEILHO OT MHOXKECTBA IPYTHX CTUXOB
TOTO e Meproja , IIpe, BCEro TBOPYECKOTO
IYTH 1103Ta, BKJIIOYAOLIETo B ce0s U caMy ero
rubens «c ryps0oit u ryprom». Ero cunTakcuc
— CHHTAKCHUC «CBSI3aHHOTO M IIPUTBOXKICHHOTO
CTOHA» — BBIBUXHYT, KaK BEIBUXHYTO U3 CyCTaBOB
BpeMsl TpareJuu, pa3pyOieH, HOIHAT Ha JIeMeX,
OTKPBIBAIOLIHI NIEPCIIEKTHBY, B KOTOPOH CXOASATCS
SIPYCHI IPEBHETPEYECKOro aMpuTearpa u spycel
CrpamHoro cyna B IpeBHEPYCCKOW HKOHOIIMCH
— ICXATOJOTUUECKYIO EPCIEKTUBY OECCMEpTBHSI.
Kotopasi, B cBor0 ouepens, HeMbICIMa Oe3
MEePCIICKTUBBI KOMMYHUCTHYECKO: NCKYTUICHHS
POIOBOTO MPOKJISITHS YEIOBEUESCTBA —
pasnerneHus Tpyaa, 6e3 CMEpPTOHOCHOTO ISt
HCKYCCTBa, & 3HAYUT U JUIs TPArenH, skaa-
neduca, CKpeIusIoNero npeodpaxenne Jcxuia
— B rpy3urika, Cookia — B jJecopyoa, 0e3

9TOM MOBEACHHOH MO/ MCKYCCTBOM YEpPTHI,
BOCKpeIIaloNel B TBOpIe IposieTapus (1
HA000POT, B MpoJieTapuu — TBopua). [Iponerapuu
BCEX CTPaH M OKPY)KEHHBIX OTHEM CTOJETHH
BCTAIOT Ha HOTY BMECTE C HAaKPEHUBILIEHCS
yarei Toro, 4To HeKorna ObUIo TearpoM. JTo
xop. B coBpemeHHOI1 Tpareauu ruGHET Xop,

a He repoii, ckazan bponckuii. Xop, noromui
Bapassinky 1 HTepHAIMOHAN, YUTAIO ST IO
rybam Manenbrama-jaecopyba, YUTaroIero
Dcxuna.
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3. «Onmumucmuyeckass mpaeedusi» (1933) — 3HameHumas nbeca
Bc. BuwHesckoeo (1900-1951); ee HasgaHUe cmario Kpbliambim.
lNeped Havanom Oelicmeusi 0OUH U3 8edywux (cmapuwuHa xopa)
obpawaemcs K 3pumernibHoMy 3any: «30pascmeyl, npuwedwee
nokoneHue! boluybl He mpebogasnu, 4Ymobbl ebli Obiru nevyasnbHbl
rnocne ux eubenu. Hu y Ko2o u3 eac He ocmaHoOB8Uach KpOBb
0mmoe0o, Ymo 80 8peMsi 8eslUKoU 2padaHCKOU 80UHbI 8 3eMII0
Jieario HeckosbKo apmuli 6oluyos. KusHb He ymupaem. Jliodu ymerom
cMessmbCs U ecmb nuuly Had moaunamu bruxHux. Y amo npekpacHo!
“bydbme 600peli! — npocunu 6oliysl nozubasi. — nsdu eecened,
peeonoyus!” lMonk obpawaemcs, ckasan s, Kk nomomcmegy. OH
usbaensiem sac om rnomMuHok. OH npednaszaem monya nodymams,
rnocmuzHymsb, 4mo Xxe, 8 cywHocmu, 05151 Hac 6opbba u cmepmb»
(http://ru.wikisource.org/wiki/Onmumucmudyeckasi_mpaaedus_

(BuwHesckutl)).
4. [lNonHocmbilo 3MO HEOOHO3Ha4YHOe CMUXOmeopeHuUe — od
3aznasuem «Od0a CmanuHy» — erepebie 6blf0 HarneyamaHo

mornbko 8 1989 2. Blosa u xpaHumernbHuuya apxuea rnoama, H.
Mandenbwmam, He xenana e2o oanacku, 60siCb, YmMoO OHO MOXem
nospedums o0bpasy MaHdenswmama-bopya C «nIPeCMyrnHbIM
pexumom», nocredogameribHO20, Ha4uHasi ¢ anuzpammbl 1934 2.
(«Mbi xueem, Mod coboro He Yysi cmpaHsl...»), cripogoyuposaswel
nepsbIli apecm u cCbiiky, HeHasucmHuka CmarnuHa. Bokpya « O0bix»
00 cux nop He ymuxarom OUCKyccuu, c8005UjUECS, 8 OCHOBHOM, K
gorpocy: uckpeHHe nu MaHOenbwmam socxeansem 6 Hell CmarnuHa,
unu e 3mo — 8bIMy4YeHHas rorblmKa omeecmu Hal8u2alWyCcs
yeposy. Haubonee e3gewerHas no3uyus npuHadnexum Muxauny
lFacnaposy: «...Hapod NpuHUMar pexxum u npuHuman CmanuHa: Kmo
10 namMsimu 0 peesosTroyuU, KMo o0 eUsHUEM 2urHomu3upyrou,el
npornazaHObi, KMO U3 omyrnenozo OoneomepneHus.. Pa3Ho4uHHas
mpaduyusi He nozeonsina MaHOenswmamy JOymamb, 6ydmo
ece udym He 8 Hoey, a OH OOuH — 8 Hoey. Knovesble cmuxu
MaHdenbwmama 80pPOHEXCKUX flem — 3mo Cmuxu O Mpusmuu:
criepsa pexxuma, momom 80x051. B ueHmpe nepeou 2pyrbl Cmuxoe —
“CmaHcbi” 1935 2., HanomuHarowjue o nywkuHckux “CmaHcax” 1826
2. B uenmpe emopol epynnsl — mak Ha3bigaemas oda CmanuHy
1937 e., HanomuHarowass o crnasocnosusix Osudusi Aszycmy 8
“Tristia”» (Facnapoe M. U3bpaHHble cmambu. M.: H/1O, 1995. C.
361). Omo cyxd0eHue nepekrukaemcsi ¢ cobCcmeeHHbIMU criogamu
MaHdenbwmama, ckaszaHHbIMU 6 1928 200y: «Okmsibpbckasi
pesosoyusi He Moana He Moenusms Ha Mot pabomy, mak Kak
omHsina y MeHs1 “buoepaghuro”, owyweHue JIUYHOU 3Ha4uMocmu.
51 6nazodapeH eli 3a mo, YmMo OHa pa3 Hasceada Monoxura KoHey,
OyxoeHol obecriedeHHOCMU U Cyujecmeo8aHuI0 Ha KyrbmypHYH
peHmy... [No0o6HO MHo2uM dpyaum, Hyscmeyto cebsi OOMKHUKOM
pesosoyuu, HO rnpuHowy el Oapbl, 8 KOMOPbIX OHa rOKa He
HyxO0aemcsi» (l[loam o cebe: omeem Ha aHkemy «Cogemckuli
nucamens u Okmsibpb» // Mandenswmam O. Cob. coy.: B2 m. M.:
XydoxecmeeHHasi numepamypa, 1990. T. 2. C. 310).
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circle of “primitive” violence (history — not only Biblical history — begins
with fratricide or parricide) and opens up a new vicious circle, the circle
of sacrificial rituals. Girard argues that this is the circle of our culture per
se — that is, the institutions that regulate relationships within the community
and impart humanity to people. Hence, the kinship between the feast

day celebrating the god Dionysus (and any holiday whatsoever) and the
sacrificial ritual at the heart of tragedy. The function of the sacrifice is to
reinforce and restore the cultural order by reprising — by performing — the
original foundational act.

Any order has the tendency to become unstable and collapse over time.
When the institute of sacrifice dies out (even in the residual form of public
executions) and free-floating violence spreads over the streets of cities in
turgid, tiny streams, permeating our “everyday practices” and becoming a
workaday backdrop as gray and impersonal as the bureaucratic state (the
coldest and most impersonal of all monsters), high tragedy is replaced by the
comedy, the tragifarce, the domestic drama. We witness people sitting at a
table having dinner; they are simply eating dinner, but at the same time their
lives are crumbling (Chekhov). However, the sacrificial element has been
reanimated during times of great social upheaval: on the stage of history,
and later on the theatrical stage, new heroes — the most ordinary people —
lay down their lives for the cause of the working class, thus bringing the
“world’s new dawn” closer. Along with the cult of revolutionary leaders,
this cult of “rank-and-file” martyrs became the binding element in a new
sacrificial ritual, the support structure of a classless society.

At the same time, the most sensitive artists understood the unendurable
falsity of “optimistic tragedy,” (3) of the heroicization of the individual in
an age when the popular masses had been set into historical motion, not to
mention the “wholesale deaths” seen in the theaters of military operations
during the First World War and other wars. In January—February 1937, at
the height of the mass repressions, Mandelstam said his farewell to ancient
tragedy (less than two years later he would perish in a transit prison camp
near Vladivostok):

Where is the chained and nailed-down moan?

Where is Prometheus, supporter and abettor of cliffs?
And where the kite — and the yellow-eyed heat

Of his claws, flying out from sullen brows?

That is not to be: tragedies cannot be returned.

But these advancing lips —

But these lips lead straight into the essence

Of Aeschylus-the-loader, of Sophocles-the-woodcutter.

He is echo and greeting, he is milestone; no — ploughshare.

The aerial-stone theater of growing times

Has risen to its feet, and all want to see everyone —

The ones who were born, the fatal ones, the ones deprived of death.

As in most of Mandelstam’s late poems, the semantic fabric here is
excessive and simultaneously obscure, filled with hiatuses, missing links,
and associative leaps from one unknown to another. It is unclear, for
instance, whose “lips” are referred to. We might assume that they belong

to an actor declaiming the tragedy Prometheus Bound by Aeschylus, but
this is merely our “realistic” — rationalizing — guess, a guess unsupported
by factual evidence. But meanwhile, “these lips,” repeated twice and
“advancing,” bristling with the doubled adversative conjunction “but,” are
extremely vital to the poem: in these two lines, it literally breaks in half,
leading us into the “essence” of a historically irreversible shift. Essentially,
we are in state of ignorance. What is more, we remain in this state when
confronted with the pronoun “he” that opens the third quatrain. Who is
this? Aeschylus, author of Prometheus Bound? Or Sophocles, author of
Oedipus Rex? Or perhaps Prometheus? (This is conceivable from the purely
grammatical point of view.) Or is it the kite? Certain scholars argue that it
is Stalin, insofar as the poem was written at the same time as the notorious
so-called ode to Stalin. (4) It is written in the same meter and contains
variations on similar motifs; in particular, there is a reference to Prometheus,
with whom both Josephs — the tyrant and the poet — are alternately
identified. If we pursue this line of argument, then the “advancing lips”

are his as well: in the “Ode,” the supreme leader and father of all peoples
appears speaking from a podium. But the pronoun “he” might also refer (in
the original Russian) to the “aerial-stone theater” in the next line: this is the
ancient theater, as suggested by “echo” and “greeting.”

The uncertainty principle is constitutive here. The poem does not simply
presume a multitude of readings; its meanings — and significance — are
unreadable in their own right, in isolation from the many other poems
written during the same period and, more broadly, from the poet’s entire
creative trajectory, which also includes his own death “with a crowd and
wholesale” (“Verses on an Unknown Soldier”). The poem’s syntax — the
syntax of the “chained and nailed-down moan” — is out of joint, just as

the time of tragedy is out of joint. It has been severed and mounted on

a ploughshare, which opens up a perspective in which the tiers of the
ancient Greek amphitheater and the serried ranks of the Last Judgment as
depicted in old Russian icons converge — the eschatological perspective of
immortality. In turn, this perspective is unthinkable without the communist
perspective — the redemption of humanity’s curse as a species, the division
of labor. It is unthinkable without the sting-like hyphen — deadly for art, and
thus for tragedy as well — that secures the transfiguration of Aeschylus into
a loader, and Sophocles into a woodcutter; without this line drawn under
art, the line that resurrects the proletarian within the artist (and, vice versa,
the artist within the proletarian). Proletarians of all lands and fire-encircled
centuries rise to their feet along with the tilted bowl of what once was the
theater. This is the chorus. In modern tragedy, said Brodsky, it is the chorus
that perishes, not the hero. The chorus is singing the Warszawianka and the
Internationale, I read on the lips of Mandelstam-the-woodcutter as he reads
Aeschylus.
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3. “An Optimistic Tragedy” (1933) is a renowned play by Vsevolod
Vishnevsky (1900-1951). lts title became a proverbial expression. Before
the action begins, one of the chorus leaders addresses the audience: “Hello,
new generation! These fighters did not ask you to mourn their deaths. Whole
armies of such fighters were laid away under the sod in the great Civil War
but your hearts didn’t stop beating. Life does not die. Why, men can laugh
and eat their dinners over the graves of their fellow-men. And this is beautiful!
When our boys lay dying they’d say, ‘Keep smiling! Look lively, Revolution!’
As | said, this regiment turns to posterity. But don’t think you’ve come to a
funeral—just forget about all that, the crepe and the last sad rites. We’re
only asking you to sit here tonight and think about, and understand, the
meaning that struggle and death really have for us.” Vsevolod Vishnevsky,
“An Optimistic Tragedy,” trans. H.G. Scott and Robert S. Carr, in Ben Blake,
ed., Four Soviet Plays (New York: Benjamin Blom, 1972), 84-85.

4. This ambivalent poem was published, under the title “Ode to Stalin,” in full
for the first time only in 1989. Nadezhda Mandelstam, the poet’s widow and
custodian of his archives, had not wanted the poem to be made public, fearing
that it might damage Mandelstam’s reputation as a consistent opponent of
the “criminal regime” and hater of Stalin beginning with the 1934 epigram
(“We live without feeling the country beneath our feet”) that provoked his
first arrest and exile. The controversy over the “Ode” has still not subsided.
The central question in this debate is whether Mandelstam’s praise of Stalin
was sincere, or whether, on the contrary, the poem was a tortured attempt to
ward off the impending threat to his life. The most balanced stance has been
taken by Mikhail Gasparov: “The people accepted the regime and accepted
Stalin: some, in memory of the Revolution; others, under the influence
of hypnotic propaganda; still others, out of a stupefied endurance. The
raznochinets tradition prevented Mandelstam from imagining that everyone
was out of step, but that he alone was in step. Mandelstam’s key poems from
the Voronezh years are poems about acceptance: first, of the regime; later,
of the supreme leader. At the heart of the first group of poems is “Stanzas”
(1935), which are reminiscent of Pushkin’s “Stanzas” (1826). At the heart of
the second group is the so-called ode to Stalin (1937), which is reminiscent
of Ovid’s eulogies to Augustus in Tristia.” Mikhail Gasparov, Izbrannye stat’i
(Moscow: Novoe literaturnoe obozrenie, 1995), 361. This opinion echoes
Mandelstam’s own words from 1928: “The October Revolution could not
help but influence my work, insofar as it took away my ‘biography,’the sense
of personal significance. | am grateful to it for the fact that it once and for
all put an end to spiritual security and existing on cultural income... Like
many others, | feel indebted to the Revolution, but | bring it gifts of which it
has no need for the time being.” Osip Mandel’shtam, “Poet o sebe: otvet na
anketu ‘Sovetskii pisatel’ i Oktiabr’” [The poet about himself: response to the
questionnaire “The Soviet writer and October”], Sobranie sochinenii, vol. 2
(Moscow: Khudozhestvennaia literatura, 1990), 310.
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Nagug Puchd /// BoiHyKpenHbie 3aMETKH 0 Tparefuu

Hesesicecemeéo — 2mo  Oemonuueckasi cuid, u Mol
onacaemcs, 4mo OHO NOCAYICUM NPUHUHOU elye
MHO2UX mpazeoul.

Kapn Mapkc

1.

He T0 4T00HI 1 6BIT IPOTUB BEIMKUX ITOBECTBOBAHHM.
Ho cioBo Tparenus 3acTaBiseT MEHsS €KHUThCS — HE
MIOTOMY, YTO HPH OJJHOM JIMIIb €TO YIIOMHHAHUH BAPYT
pacmagaeTcs CBsI3b BPEMEH, a IOTOMY, YTO KOHTEKCT,
KOTOPBIH OHO OTKPBIBAET, HACTOJILKO IPAHANO3EH U B TO
Ke BpeMsi OTpaHHI€eH, KaK U BCE BEJIMKHE KIIAaCCHIECKHE
¢opmel. ['panunsl Tparemuu — Oyab TO aHTHYHOH
WIH €JIU3aBETUHCKOMW, IIBEJCKON WM aMEepUKaHCKOM
— HCTOPHYECKH JIeTepMHUHUpPOBaHEL He Tombko B
TOM CMBICIIE, YTO OHH 3aBHUCST OT OMPEIEICHHOTO
crocoba IPOU3BOJACTBA WM €0 HEHOCTOSHCTBA, HO
n B (opMaIbHOM cMbIciIe Toxe. VIHBIMU ciioBamH,
Tpareaust — 0COOEHHO B €€ APEBHETPEIECKOil BepCcuH,
KaKk MBI €€ BHAWM W3 CETrOAHSIIIHEr0 JTHS — 3aBHCHT
OT 3aKOHYCHHOCTH. DTO APEBHsS MAIIMHA, KOTOpas
YyJIeCHBIM 00pa3oM Bce elle padoTaeT, eciy yBakaTh
ee orpaHudeHus. Ee «pUTM kepTBONPUHOILECHUS»
(Paiimonx YmiipsiMc) HOJDKEH OBITH TOUYHO PAacCUMTaH,
TOrAa OHAa CMOXET MEepPEeKHTh JaXke CaMylo
paIvKaNIbHYIO JEeKOHTEKCTYaH3aIHIO.

DTo 3aMeyaresibHas 3aKOHYEHHOCTh (OPMBI CBs3aHA

C CaMHUM CIOKETOM Tpareuu: IEHTPaJbHBIM
KOH(QIMKTOM MEXAy CO3HAaHHEM (COBECThIO) U
3aKOHOM,  JIByMSl ~ COBEpPIICHHO  JICTUTUMHBIMU

STHYECKUMH HpeporaruBaMu. Tparndeckuil mepenom
0003HaYaeT TOUKY, B KOTOPO#f 00€ IpeporaTuBEI TEPIIAT
Kpax. OTo OeICTBHE MOXKHO MOMIPABUTH TOJIBKO IIyTEM
NIPUHECEHUS] B JKEPTBY YEJIOBEKA, BBI3BIBAIOLICTO Y
3pHUTENs cocTpajaHue M yxkac. JKepTBompHHOIIEHHE
BOCCTaHaBNnMBaeT o00a  orpanmueHus.  OmHako
ONpE/ICJICHHEe  TOJYYEHHOH  TakuM  CII0COOOM
YEJOBEYHOCTH — TE€POM3M IPHUHECCHHOH B JKEPTBY
(Gurypsl — B KOHEYHOM CU€T€ M OOpYIIHUT BCIO 3Ty
cucreMy. KopoTko roBopsi, Tpareiusi — 3To Apama o ToM,
KaK IPOTHBOPEYUBEIE OTPAaHUICHHUS BOCTIPOM3BOISATCS
B UEJIOBEUECKOW, CIIMIIKOM YEJIOBEUECKOW HCTOPHH,
KoTOpasi BuTore ux orpuuaet(1). S3acturuytBpacmiox
cBoel COOCTBEHHOIT MeraloMaHueH — yKe TOTOMY, 4TO
COIVIACHIICS TTUCATh O TAKOM 3aKOHYEHHOM IIpeqMeTe.
B03MOXHO 111 BEpHYTH CTOJIb OTPaHUYEHHYIO (hopMy?
Brite MoXeT, mydmme BooOme npomomdars. Ho u 310
MOI03pUTENBHO. ECTh 11 y AHTUTOHBI IIAHC BBICTOSTH
B AII0XY TPAHCIMPYEMOTO OHJIAH cepuaia «3Be3THbINH
kpeiicep “TamakTuka”»?

Pazymeercs, MOXHO  CKa3zaTh, YTO  Tpareuu
HEBO3MOXHBI B MHpE, TZI¢ HET TepoeB, HET TPedecKoit
9TUKH, KOTOpas Morda OBl TOTepHeTh  Kpax.
[IponerapuaT u HUHTEPHAIMOHAT OCTAJIUCH B IIPOIILIOM.
Jpyroro kiacca, KOTOPBIif MOT ObI TepOMYECKH CONTH
CO CLICHBI, HET, KpoMe, OBITh MOXeET, Oypxya3uu (B
oThaneHHoOM Oymymiem). M ecnu Bce emie BEepHUTh
Mapxkcy, BEITHKOMY 3HATOKY TParn4ecKoi (OopMBI, 3TO
OyZieT He CTONBKO Tpareius, CKOIbKO CMEXOTBOPHBII
yxon. «Ecinm rmbenp NMpexHUX KJIACCOB, HAINPHMeEp
pHIIApCTBa, MOIIA JaTh MaTephai Ul TPaHAHO3HBIX
MIPOU3BECHUN TPAarnueCKOrOMCKYCCTBA, TOMEIAHCTBO,
€CTECTBEHHO, HE MOXKET JIaTh HUYEro JAPYroro, KpoMme
OCCCHUIBHBIX ~ TPOsIBIICHWH  (paHaTHdeckoil  31100BI
U coOpaHus TOTOBOPOK U M3PEUCHMH, JOCTOMHBIX
Canuo [lance» (2). B camoMm jene, GONBIIMHCTBY
TMONeH ¢ MIagslX HOTTEH sICHO, 4TO OypiKya3Has
3M0Xa HECIOCOOHA MOPOAUTH BII0C, TOIBKO SIH30.BI.
[IpoGnema, maBHBIM 00pa3oM, B TOM, YTO ITHYECKHE
U TPaBOBBIE OTPAHUUCHUS KallUTANIN3Ma BechbMa
OTIIMYAIOTCS OT MOJOOHBIX e OrpaHMYeHHI IPEBHUX
rpexoB. CHOBa Mapkc: y IPEBHHX TI'DEKOB YEIIOBEK
MIPOM3BOANI ce0sl BO BCEH CBOEH LIEIOCTHOCTH, ITyCTh
B HaWBHOM, 4yTh JIK HE MJIaJieHuUecKol opMme, HO Kak
caMoIIelIb; MBI )K€ TPOU3BOANM PaJH BHEIIHHX LeNeH,
pagy caMOro HMpPOW3BOACTBA; MBI NMHUIIEM HE MO3I3HIO,
a Oyxraiarepckuil OT4eT. MBI MOXKEM BOCXHIIATHCS
KpacoTOH 3TOif 3aKOHYEHHOH, OTpaHNYeHHON (HOPMEI,
HO TO, YTO MPOU3BOAUM MBI CaMH, — OCOOCHHO KOTza
OBITAEMCSl MOApakaTh JPEBHUM TIpekaM — Oyxer
BEIVISIAETh OKAJIKUAM, IPETEHIIMO3HBIM W IIOMIIBIM,
CIIOCOOHBIM IIPHHECTH HE MOIJIMHHOE YOBIETBOPEHHE,
a nenieBoe u yooroe Bo3oyxaenue (3).

2.

Bo Bcem, 4TO s 10 CHX TOp Hamucal, €cTh
TIO/IaBJICHHOCTb M OJIBIIIKA, BBHIOOPOYHOCTH MaMSTH,
HECIOCOOHOCTh BHICTH Janbine A03bl addexta Ha
CKOPYIO PYKY. A 3TO-TO, TIOX0Xe€, U A€NaeT HAaCTOSIIYI0
Tparefiuio HeBO3MOXHOI. OxpHako Bce oOCTOMT He
Tak mpocto. Ilapagokc B TOM, 4TO OONBIIMHCTBO
Jrofiedt MONTy4aroT CBOIO JHEBHYIO JI03y Tpareluu OT
BEIeH, KOTOpBIE IIO-TIPEKHEMY CTPYKTYypPHPOBAHBI
U TPONHCAaHBI B COOTBETCTBHM C apHCTOTENEBCKOM
n03TUKON. IHBIMH clOBaMu, 4y0 — BeIMKas TaiiHa — B
TOM, 4TO 3TH CTapble GOPMEI BCE €IIe MOTYT IIPHHOCHUTD
JCTETUYECKOoe yAoBonbCcTBHE. [IpuueM He TONBKO
TOT/Ia, KOTZIa OHH BOCTIPHHUMAFOTCSI KaK COBEPIICHHbIE
xonuu. VX moTeHnman He yTpauMBaeTcd, Jake Korna
YIOpa3gHsAeTCs CTPYKTypa Tpareiud, Oaxe ecli ee
NCUCTBUTENBHBIH CMBICT HEBUIUM — PaCTBOPHIICS
000HO KyCOYKY caxapa B CTaKaHe C BOJIOH.

JIroGoit  cueHapucT,  CHENMAIUCT O  MHapy,
TIONUTTEXHOJIOT 3HAeT: HaKUBKA, JIECKA, TPY3HUIIO.
3puTenu cMEIOTCA U IUIadyT; a MHa4de 3a4eM BooOIie
HyXHbl 3putenn? Ho orpaHudeHus, KoTopble
MBI OIIyIlaeM, CyThb BO MHOTOM OTPaHHYEHHS
caMoOro MeamyMa, d4eil OOIIMil TOCBUT OcCTaeTcs
apdupmaTuBHBIM, PeayLUpPYIOMINM BCE K
npenckazyeMoil nemeBoil 1o3e. Bee cBomuTCs K UnCTOM
¢uznonoruu. YyBCTBY, UTO ThI AL, 3aXBAYCHHBIH
BUXpEM, a IIOTOM CIacaeuibcsi, BO3HECCHHBIH Ha
KPBUIBSIX KaKOTO-HHOyZb HOBOWCIIEUYCHHOTO JpaKoHa
(4). Tparenus cBegeHa K 3ToMY oIyuieHuto. Eciu nonro
CMOTpETh aMEepUKAHCKHE TeJecepualbl, IOIy4HUIlb
TIepeIO3UPOBKY PACTBOPEHHOTO APHCTOTENS, a 3TO
mpeBpaiiaeT B snuKypeina. MHplMu ciaoBaMu, Tbl
HONJIOIIACHIh U HACJIAKAACHIbCSI TAKUM KOJIMUECTBOM
Tparenud, 9To apeKT ocnabeBaeT: TH XOUelb JUTUTh
MajeHne 0 TeX Iop, MOoKa He yAapuiubcs 000 4To-
TO TBepHoe, rmoka Oyradopus U pa3MbIThIC KapTUHBL,
OKpY’KaloIIxe JpaMaTHIeCcKOe IeHCTBHE, HEOTBPATUMO
He CTaHyT Oojiee MHTEPECHBIMHU, YEM CaMo JeicTBHe.
boramu, oOHTarOmMMU B MEXIYMHpPEE, KOTOPBIM
HUKTO HH TTOKJIOHSIETCS, HA BO3HOCUT MOJHTB. .. (5)

Kak HH cTpaHHO, MecTO, IZe JIydllle BCETO MOXXHO
HaOIIOnaTh IMOCMEPTHYIO JKH3Hb Tearpa, 3TO He
TB, a coBpeMeHHOE HCKYCCTBO. 3aech Oytadopus
TPaAWIMOHHO BBIXOOUT Ha TMEpBBIH IUIAH, HO
NPUBETCTBYIOTCS TaKkXKe M JIpyrue crapbie (OpMsl,
0coOeHHO B pamkax Oospmux coObiTuil. TyT Tebe
u nepdopmaHc, U TaHell, IO JICBYIO PyKy — KHHO, a
10 TMPaBYI — HCKYCCTBO cOydacTHs». Jlaxe eciu
MOJEPHHUCTBl M IOCTMOIEPHHCTBI B OJMH TIOJOC
YTIBep)KIajdH, YTO W3THAIM TeaTp W JIUTeparypy u3
CBOEr0 HCKYCCTBa, TPYIHO HE IyMarh CErofgHs o0
MHCTAULLMAX KaK O TeaTpajbHbIX JeKopauusx 0e3
UCIIONHUTENIEH, HO TaKXKe — 00BbEKTax, yCTaHOBIEHHBIX
B IIEHTPE BCEOOIEro BHUMAHUS 1 BBIIAIOIINX cebs 3a
«CyThY, Hanoobue uepena MopuKa B MHTEPIPETAIHE
Terems: d4epenHast KoCTb, KOTOpasi II€PEBOAUTCS
B YHCTOE CIIEHHYECKOE MPUCYTCTBHE  XOPOLIO
OCBCIICHHOH BeIIU-B-ce0e M MOXET IPEe/CTaBIATh
BCE, YTO YTOIHO, B 3aBHCHMOCTH OT paKypca, C
KOTOPOTO THI Ha Hee cMOTpulib (6). «TeD» B TaHHOM
Cllydae — 3TO 3PHUTEIH, Thl — OJUH U3 HUX U TOXKE Ha
CIleHe, IIOCKOJBbKY BECh CMBICI BBICTAaBKH B TOM,
9TOOBI 3PUTENH CMOTPENUCh Ha (pOHE NMPOU3BENCHHS
UCKYCCTBa, TIJ€ OTO MOCIEAHEee IPEACTaBIseT
OIIpe/IeNICHHYIO BEPCUIO 3CTETHYECKOTO yIOBOIBCTBHS,
KOJUIEKTHBHO HHCIICHUPYS ONPEACIICHHYIO MOJIUTUKY
10 OTHOULICHHIO K IMPOU3BEACHUAM, HHCUCHUPYIOIINM
OIIpEe/IeNICHHYIO IOJIUTUKY II0 OTHOLICHHWIO K JXH3HU

).

Ecnu coBpeMeHHOE HCKYCCTBO — 3TO «Tearp Iocie
Tearpa», HEW30eXKEeH BOMPOC: HE MOXET JIi BHOBb
BbleIpHyTb HEYTO BpOAC Tparcauu, Ha MaHEP
KpOTa, Ha IIOBEPXHOCTH TOTO, YTO B IPOTUBHOM
cilyyae OCTaHETCs Oe3yHpeyHO XOopouleld MHUHON
COBPEMEHHOro MCKyccTBa? [ymblil BOpoc B KaKoM-
TO CMBICIIE, YIUTHIBAs BCE, UTO S CKasall paHee. MIHbIMK
CIIOBaMH, modeMy OblI U 37leCh HE IPUMEHHUTH 0o0IIne
3aKOHBI HBIHEIITHETO crocoba npoussoactea? C omgHOM
CTOPOHBI, COBPEMEHHOE HCKYCCTBO BCETJa HEMHOTO
AQHTUKIMMAKTEPUYHO, JaXe Korma 3aJelCTByeT
IpaHIM0O3HOE Hayajlo M 3axBaTbiBaroluii koner. C
Ipyrod, OHO TOCTTPAaBMAaTUYHO, MEJIAHXOJIHYHO,
abCypIHO: TIOYTH TParmyHO, HE CTPEMHUCh OHO
MoAACPKUBATh UWIJIFO3UIKO aBTOHOMUU U HE NNIEPEXOIA K
JIOMapKCOBOI MOJIEJIN — aTOMH3MY 0e3 CTOJIKHOBEHHS.

BoOJBIIMHCTBO BBICTABOK COXpaHAT 3Ty MOACIb,

MO3TOMY-TO TaK M pPEJOK KaTapcuc, Jaxe B
«IIPOAPUCTOTETEBCKUX», KYIMHAPHBIX, IIIAMyPHBIX
KOHTEKCTaX, IA€ KaXJ0oe IPOU3BEACHHE BHOBb

HaJIeISIETCSI Ay PO M IPEIBSBIISIETCS KaK TO, UTO JOJDKHO
CIIPOBOIMPOBATH OPra3M 3CTETHIECKOTO YIOBONBCTBUSL:
3JIeChBCE, YTOYTOTHO, PHOIMIKAIONIEECSIK TParnueCKOM
CEpPBhE3HOCTH, BBINIIUT TaKUM )K€ TSDKEJIIOBECHBIM,
KaK CHJIMKOHOBBI WMIUIAHTAHT, MOAIPHITMBAIOMINI
B TaKkT 3aKOJbIIOBAHHOMY pPUTMHYHOMY CTOHY;
TPEXCEeKyHIHBIE B3MNISABL, 3a0paKkoBIBAIONINE 00pa3bl
B TOT K€ MU, KOTJ]a OHM MX BH/T, HO OXalOIIUE U
axaromue «Ooxe MOH!», B TO BpeMs KaK XyIOXKHHUK-
MOCTKOHIENITYaIUCT ~ MAapuT  HaBepxy  I0oAo0HO
aHreTy WIH AbSBONY, HIiemya: «5l ke mpemynpexaan
TeOs, MIHOT, s ke mpenymnpexnaan...» (9). bonee
OTBETCTBEHHOE HCKYyCCTBO YOMBAaeT BO3MOXHOCTH
Tpareiuu HE  MeHee  KOMMOIH(DUIMPOBAHHBIM
nagocom. OHO  cBUIeTeNBCTBYeT 000  BCEX
TIOTMHHBIX TTOJUTHYECKUX U COIMANIBHBIX TPAareansx
CETOMHAIIHETO  [HS; I[OMHMHAIbHAs HHIYCTpPHS,
packanblBarolliasl YJIUKH M CTpOsINas paccka3 o
TOM, KaK KamHTAJIHUCTHYECKas COBPEMEHHOCTH ITBET
KPOBb M3 YEPENOB CBOMX JKEPTB, M KaK 3TO HACHUIINE
BIMTHIBACTCS U 3aHOBO apTHKYJIUPYETCSl B KauecTBE
(dopMBI — CHOBa M CHOBa, pa3 3a pa3oMm. HazoBure
3TO XOpOM, KOTOpBIIf HHUKaK HE MOXET pPacCTaTbCs
C mpenronueid U IepedTH K pa3BUTHIO TeMbl. UTo,
B CBOIO OdYepenb, YAOOHO TeM, KTO IPHHIMAET

MPOTPECCUCTCKYTO PHUTOPUKY OTBETCTBEHHOM
TpaXJaHCKOH MO3HULIUY, IPEAOCTABIS IPOCTPAHCTBO
JUII  WCIIONHEHHS OTOTO  CBUACTENBCTBYIOIIETO
xopa. B myumem cmydae, MBI 0OHapyxHBaeM

371eCh AQHTHTParn4eckoe, AHTHKAaTapTHYECKOEe
AQHTHy3HaBaHHE AaHTHAPHUCTOTENICBCKOW JKM3HH, B
KOTOPO# 110 BEYEPHUM Ta3eTaM MO)KHO BOCCTaHOBHUTH
Tpare[iMio: MPOCTPAHCTBEHHOE Iepen300epeTeHre
OpEXTOBCKOTO 3IMHMYECKOTO TeaTpa, e HPEAbICTOPUS
HACTOSIIIIETO0 PAcIpOCTpaHsIeTCs Ha THETYyIIee 3aBTpa
(10). B obeux cucremMax penpe3eHTalUd YMHPAIOT
BCerzia JIpyrue, Kak IacuT u3BecTHas ¢paza Mapcens
Jlronrana, ¥ yMHpAIOT TZIe-TO TaM, MOIJIH OBl 0OAaBUTH
MBI, 3a CLICHOH, JajieKo-fayieko. VHBIMH CIOBaMu,
Tpareauss — 9TO [EPMAHEHTHOE upe3BbIYaiiHOE
MIOJIOXKEHHE T/Ie-TO TaM, B/IAJIEKe OT BCe MEHee M MeHee
KOoM(pOpTaOeIbHOTO HMHTEpbepa BCEMHPHOI MEJKOii
Oypxyasuu, KOTOpast B UTOT€ OCTAETCS IOIJIMHHBIM
aQHTUTepoeM W IPOTArOHUCTOM,  HOJUIMHHBIM
9KCIIOHATOM Ha CETOAHSIIHUX GONIBIINX BBICTABKaX, BO
BCEH CBOEH HEOIPENEIIEHHOCTU U ySI3BUMOCTU. Pa3Be
MOIIIO OBITH HHAue?

3.

S momxoxy K (uMHaNy TeKcTa, KOTOpPBIH He
XOTeNnoch OBl 3aBepmiaTh Ha Pa30dapOBBIBAONIE
OPTOAOKCANBHOM HOTE. A IMEHHO, €CITH U CYLIIECTBYET
CIOXKET, MO-TIPEeXKHEMY JOCTOWHBIA TpareJuu, Tak dTO
MOTEpIIeBIIast Kpax peBoIIonus. 5 cpasy ske MpHUHOLTY
CBOM U3BHHEHUS, YTO TOBOPIO 3TO TONBKO ceifyac, a He
ropasJo paHbllle, IOTOMY YTO ceifdac 9TO 3BY4HT Kak
NpPU3BIB K MOOEXKJIECHHBIM JIEBBIM HavaTh yIHBATHCS
KaJIOCTBIO K ce0e, 3aHOBO MHCLICHUPOBATH KaXIyIO
NPeIBIAYINIYI0  HEPealM30BaHHYI0  BO3MOXXHOCTH
peBomIONMH B OOBEKTAaX, MHCTAIUINNAX, BOCHHBIX

urpax 154 SOHT'TUIMHIIAX, MMOKa3bIBas ux 3aTEM
ayIUTOPHH COBPEMEHHOIO KCKYCCTBA, COCTOSILIEH
U3 TPEACTABHUTENCH CpeJHero Kiacca, KOTOpbIE

YHIYT TOMOH YCIIOKOCHHBIE, YTO NMEPUOA PEBOIIOLUN
JICHCTBUTENBHO OCTAJICA B MPOLLIOM, YTO Tpareus
PEBONIOLINM, KaK W Tpareaus BOOOIIE, HAaKOHEI-
TO BBIIUICCHYJAach 32 CBOM [BOHHBIE OrpaHUYEHUs,
pacTBOPUBIIMCH B CBOETO poia Obfomiedl depes
Kpall — rerejeBckOM  MBUIBHOW  II€HE,  KOTopasd,
Takoe BIeYamieHue, Ternepb mnoscioay (11). Oto
(yHIaMeHTaIbHAsl ONACHOCTh, YTPOXAIOIasi Tearpy
Mocjie TeaTpa COBPEMEHHOTO HCKycCTBa. 3ajada He
B TOM, YTOOBI JaTh ayAUTOPUU CLEHY, II€ OHA MOXET
JHIEe3peTh ceOs Kak IEHSAIIErocss KOJUIEKTHBHOTO
CyOBEeKTa, MEPEeKUBILETO  TPATHKO-TEPOHUYECKYIO
3M0XY PEBOJIOLMH, a B TOM, 4TOOBI CHeNaTh YTO-TO
coBepuieHHo nHoe. Ho uto u kak?

OTtBeTa y MEHs HET, HO 3TO BOIPOC, 1€ PELIAIOLINM
00pa3oM IepeceKaroTCs SCTETHKA M MOJIIUTHKA, BOIIPOC,
MYUHMBIIHH JIEBBIX ¢ cepenunbl XIX Beka, korna Mapke
U DHresbe noasepru kputuke Gepaunanna Jlaccans,
0TLa HEMELIKOH coLuall-1eMOKPAaTHH, 33 3CTETUYECCKUN
U TONUTHYECKMH WIeann3M, KOrja OH Hammcam
HCTOPUYECKYIO IIbeCYy O KpECThSIHCKOM BOifHE B
I'epmanuu (12). Kypatops! 1 cOBpeMeHHBIE XYJ0KHIKI
— BHYKH M HAaCJICTHUKH COIHAN-AE€MOKPATHH, TOITOMY
ObUT0 OBl MHTEPECHO MHOCMOTPETh, HET JIM KaKOW-
TO TCHEAIOTHYECKOM CBSI3U MEXIY OTUMH JByMs
KOHIIAMH TPEPBAHHOTO HCTOPHUYECKOTO KOHTHHYYMA,
HO /7151 3TOTO 3[1€Ch HE XBaTaeT HU MeCTa, HU BPEMEHH,
Kak Ha ceaHce NCHXOAHaJIM3a, a Belb s elle Jaxke He
Haval TOBOPHTH O BEIIAX, KOTOpPBIE IO-HACTOAIIEMY
HUHTEPECHBI U MHE, U BaM.

Ckaxy, HOXatyi, TUIb creayromee: Mapke ynpekaer
Jlaccanst 3a TO, 4TO TOT MHIIET «IO-IIHJUIEPOBCKI,
UZleaN3upys T'epOeB-TpeacTaBUTeNeld O0O0pEeIeHHOrO
kiacca. OH IpeBpamaeT B «Pymophl TyXa BPEMEHI»
PEBOJIIOLIMOHEPOB-ABOPSIH, TOTJa TaK CJIEJOBaJo
MONBITATECSl  YBHJECTh HOBBIE COIMANBHBIE CHIIH,
BCMOTPETHCS B OpOISAr M TOPTOBIEB, B TOPOJCKHE
9JIEMEHTBI ¥ COTHAHHOE CO CBOMX 3€MeJIb KPECThSHCTBO,
a 9To 3acTaBmio OBl Jlaccans «IIEKCIHPHU3UPOBATHY,
yTo Oomplre moxonuto Obl Apame o Hayane XVI Beka
(13). MoxxHO cKa3aTh, YTO CErOAHS MHOTOE IIPOUCXOIUT

«TIO-IIMJUICPOBCKM»,  HampuMep,  KOH(EpeHIHH,
MOCBSIIIEHHbIE MONUTUKE JCTETUKH U  3CTETHKE
NOJUTHKY, ©JUHCTBEHHAs HAacTosmas  (yHKUIUS

KOTOPBIX — HOJJIEPKaTh OOpPECUCHHBIC WHCTUTYILHH,
NPUIOTUBIINE 3TH KOH(EPEHLMHM B CBOMX CTEHAX.
MBHoroe u3 TOro, 4To Thl BUMILb, IPEACTABIIET COO0M
CKPBITYI0 HAlMOHAIBHYIO PEBOJIOLUOHHYIO [pamy.
Pa3birpaHHyto, 4TOOBI MOATBEPIUTH HACHTHYHOCTb.
KpuTHkn u XyIO)KHUKH H3pBITAIOT JyX BPEMEHHU
U3 CBOMX PTOB, NyOJNHKa INPOINATHIBAET BCE 3TO M
OZIHOBPEMEHHO CMOTPHUT Ha ce0sl, NPONIATHIBAIOILYIO,
a BHEIIHSS IeHCTBUTENBHOCTD — HCXOIHBIH pedepeHT
GOJIBIIMHCTBA TAK Ha3bIBACMBIX KPUTHYECKHX JICBBIX —
HPOJIOJDKAETCS KaK HU B YeM HU OBIBAJIO, HETPOHYTAs
n 3abbiTas. KyneOuThl craHOBsATCA Bce Oonee
aKpoOaTHYECKUMH, KaK B 3TOM TEKCTe, M B KOHILE
KOHIIOB BCE pa3BaIMBACTCS Ha KYCKH, CIIACEHHOE,
TaK CKa3arb, 3BOHKOM CBEpXY, KaK B HEJIaBHEM BHUJIEO
rpynnbl «Uto menarb?», rae oOLIECTBO HPHUXOIHUT B
MOJHBIA yMajoK, Koraa 3BOHUT TenedoH. (Bce cpasy
TSHYTCS] K CBOMM KapMaHaM.)
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David Riff /// Reluctant Notes on Tragedy

Ignorance is a demon, we fear that it will yet be the cause of many a
tragedy
Karl Marx

1.

Not that I have anything against grand narratives. But the word tragedy
makes me cringe, and not because this time is suddenly is out of joint with
its mere mention, but because the context it opens is so imposing and at
the same time so limited, like all great classical forms. The boundaries of
tragedy - be it Attic or Elizabethan, Swedish or American - are historically
determinate. And not just in the sense that they depend on a certain mode
of production or its instability, but also in the formal sense. That is, the
tragedy - especially in its ancient Greek version, as seen today - depends
on closure. It is an ancient machine that still miraculously works, if its
limitations are respected. Its “rhythm of sacrifice” (Raymond Williams)
has to be timed perfectly, then it can survive even the most radical
decontextualization.

This remarkable closure of form is connected to the subject matter of
tragedy itself: the central conflict between conscience and law, two
perfectly legitimate ethical prerogatives. The tragic break marks the point
at which both prerogatives fail. This failure can only be rectified through
an act of individual sacrifice that provokes both pity and terror on the

part of the audience. The sacrifice reestablishes both limitations. But the
definition of humanity thus produced - the heroism of the sacrificed figure

- will ultimately make the entire system go under. The tragedy, in short, is a
drama of how contradictory limitations are reproduced in an all-too-human
history that ultimately negates them. (1) I am taken aback at my own
megalomania for even agreeing to write a text on such a closed subject. Is
it possible to reclaim a form so bounded? Better perhaps at this point to
remain silent. But even that is suspect. What chance does Antigone stand in
the age of online HD “Battlestar Galactica”?

Of course you could say that tragedies are impossible in a world without
heroes, where there is no Greek morality that could go under. The
proletariat and the international are already gone. There is no other class
that could disappear heroically, except, perhaps, in a procrastinated future,
the bourgeoisie. And if we are still to believe Marx, a great connoisseur of
the tragic form, this won’t be so much of a tragedy, but more of a ridiculous
exit. “If the decline of former classes such as the knighthood could offer
material for great tragic works of art, philistinism can achieve nothing

but impotent expressions of fanatic malignity and a collection of Sancho
Panza maxims and rules of wisdom.” (2) And really. It seems clear to most
people from childhood on that the bourgeois epoch cannot produce epics,
only episodes. The problem, basically, is that capitalism’s ethical and legal
limitations are very different from those of the ancient Greeks. Again,
Marx: they were producing “the human being,” albeit in a naive, almost
childish form, we are producing for the sake of production, we are writing
not poetry, but accountant’s prose. We can appreciate the beauty of that
closed, limited production, but what we produce - and even worse, if we try
to reproduce the Greeks - will look pitiful, pretentious and downright mean,
capable of giving no other satisfaction other than a cheap and dirty thrill.

A3)

2.

In everything I have written so far, there is a flatness and shortness of
breath, a gold fish memory, an inability to see beyond a quick-and-dirty
fix of affect. And that seems to make real tragedies impossible. Yet things
are not that simple. The paradox is that most people get their daily dose
of tragedy from things that are still so clearly structured and scripted
according to Aristotelean poetics. That is, the miraculous thing - the great
secret - is that those old forms still can afford so much aesthetic pleasure.
And not only when they are received as a perfect reproductions. Their
potency lasts even when the structure of the tragedy is taken over, even
though its real meaning is invisible, dissolved like a lump of sugar in a
glass of water.

Every scriptwriter, PR professional, and political consultant knows. Hook,
line, and sinker. The audience laughs and cries; that’s the whole point of
having an audience. But the limitations we feel, ultimately, are very much
those of the medium, whose overall message remains affirmative, reducing
everything to a cut-and-dry, quick-and-dirty fix. It’s all about the sheer
physicality of gravitas. The sense of falling into the vortex and being saved
and swooped up by some dragon avatar (4). The tragedy is reduced to this
sensation. If you watch enough American TV series, you get an overdose
of dissolved Aristotle, and that turns you into an an Epicurean. That is, you
consume and enjoy so much tragedy that the affect wanes: you want to
keep falling until you bounce into something, until the props and blurred
out pictures surrounding the dramatic action inevitably become more
interesting than the action itself. The gods that live in the intermundia, to
whom one neither bows nor prays...(5)

Strangely, the place where you can best see the afterlife of theater is not

on TV, but in contemporary art. Here, the props are traditionally in the
foreground, but other older forms are also welcome, especially in the
frame of big events. There is lots of performance and dance, but also film
on the one hand, and participatory art on the other. Even if modernists and
post-modernists alike always claimed to banish theater and literature from
their art, it is hard today not to think of installations as stage sets without
performers, but also objects installed at the center of attention and set into
focus as “bare bone,” like what Hegel said about Yorick’s skull, bare matter
that translates into the pure stage presence of a well-lit thing-in-itself that
could be whatever carefully calculated angle from which you see it. (6)
“You” in this case are the audience, and you are also on stage, because

the whole point of exhibitions is for the audience to be seen against the
backdrop of the artwork, where it performs certain versions of aesthetic
enjoyment, collectively enacting a certain politics toward artworks that

enact a certain politics toward life. (7)

If contemporary art is a “theater after theater,” the question is inevitably
whether something like the tragedy might not reemerge like a mole on what
is otherwise the unblemished countenance of contemporary art? It’s a stupid
question, in a way, considering all the things I have just said. That is, why
shouldn’t the general laws of the present mode of production apply here as
well? On the one hand, contemporary art is always a little anti-climactic,
even when it involves grandiose entrances and cliffhanger endings. On the
other hand, it is post-traumatic, melancholic, absurd: almost tragic, were

it not mostly about maintaining the illusion of autonomy, or to switch into
Ur-Marxian mode, atomism without collision. (8)

Most exhibitions maintain this model, and that’s why catharsis is
exceedingly rare, even in “pro-Aristotalean,” culinary, glamorous contexts,
where each artwork is re-auratized and presented as what should provoke
an orgasm of aesthetic pleasure: here, anything approaching tragic gravitas
looks as heavy as a silicone implant, bouncing to the loop of a rthythmic
moan; three second gazes that simultaneously reject the images they see
while ooing and awwing and going “my god,” the post-conceptualist artist
hovering above like an angel or a devil, whispering “I told you so, idiot,

I told you so...” (9) More responsible art kills the possibility for tragedy
with a no less commodified pathos. It bears witness to all the real political
and social tragedies of the present; a memorial industry unearthing indices
and producing accounts of how capitalist modernity drinks blood from the
skulls of its slain, and how that violence is internalized and rearticulated

as form, over and over again. Call it a choir that can’t get beyond
elaborating the prelude. Which in turn is convenient to those who adopt the
progressivist rhetoric of responsible corporate citizenship by providing a
space for that choir of evidence to perform. Here, in the best case, we find
an anti-tragic, anti-cathartic, anti-recognition of an anti-Aristotalean life

in which you can piece together the evidence of tragedy from the evening
papers: a spatial reinvention of Brechtian epic theater, perhaps, where a
prehistory of the present permeates the dismal future. (10) In both systems
of representation, it is always the others who die, as Marcel Duchamp
famously put it, and they die elsewhere, one might add, off stage, at a great
distance. That is, tragedy is a permanent state of exception somewhere out
there, far from the less and less comfortable interior of the planetary petit
bourgeois, who in the end, remains the real anti-hero and protagonist of the
show, the real exhibit at today’s great exhibitions, in all her-his precarity.
How could it be otherwise?

3.

I am coming to the close of a text that I didn’t really want to write on a
disappointingly orthodox note. Namely, if there is any subject still worthy
of tragedy today, it is still that of failed revolution. I am immediately sorry
for saying this only now and not long before because actually, it now
sounds like an exhortation for the defeated left to wallow in self-pity by
reenacting every previous unrealized possibility of revolution in objects,
installations, wargames, and songspiels then displayed to the middle class
audience of contemporary art who goes home relieved that the period of
revolutions indeed is over, that the tragedy of revolution, like tragedy in
general, has finally exceeded its dual limitations, dissolving into a kind of
overflowing Hegelian foam that is somehow everywhere. (11) That is the
fundamental danger in the theater after theater of contemporary art. The
point is not to give the audience a stage where it can see itself as a foamy
collective subject that has survived a tragic-heroic age of revolutions, but to
do something quite different. But what and how?

I don’t yet have an answer, but this is a question where aesthetics and
politics intersect crucially, and one that has plagued the left since the mid-
19th century, when Marx and Engels criticized Ferdinand Lasalle, the
father of German Social Democracy, for resorting to aesthetic and political
idealism when he wrote a history play on the German Peasant War. (12)
The grandchildren and legators of Social Democracy are curators and
contemporary artists, so it would be interesting to look and see if there

is any geneological connection between these two ends of the ruptured
historical continuum, but we are out of space and time, like at a session of
psychoanalysis, and I haven’t even really begun to talk about the things that
are really important and interesting to me and you.

Maybe just this: Marx accused Lasalle of “Schillering,” of idealizing
heroes from a doomed class. He makes “aristocratic revolutionaries” into
“mouthpieces of the Zeitgeist,” when he should have perhaps tried to look
at the new social forces, at the vagabonds and merchants, the townspeople
and the deterritorialized peasantry, and that would have forced him to
“Shakespearize,” which would have been more than appropriate for a
drama about the early 16th century. (13)

Today, one could say that there is still a lot of “Schillering” going on,

for example at conferences dedicated to the politics of aesthetics and the
aesthetics of politics, whose only real function is to uphold the doomed
institutions that host them. Much of what you see is covert national
revolutionary drama. Performed to confirm identity. Critics and artists spout
forth Zeitgeist, while the public watches itself taking it all in, and the reality
outside - the ultimate referent of most so-called critical leftists - goes on,
untouched and oblivious. The contortions become more and more acrobatic,
like the prose of this text, and then ultimately, it all falls apart, saved by

the bell, as it were, like in the recent Chto delat video, where all of society
collapses at the sound of a ringing telephone. (Everybody immediately
reaches for their pockets.)
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>>> That was the Stalinist ending
- the deus-ex-machina that would
disqualify most ancient playwrights -
but Marx’s “Shakespearian” concept
of revolutionary tragedy will haunt us
long after the bell has tolled, and it is
presumably what this paper is supposed
to be about in the first place, to judge
by its projected title. Tragedy as farce.
The Brumaire is a Racine play or a
Jacques Louis David painting gone so
horribly wrong, it’s not even funny.
High priests are dragged with kicks and
screams from their Pythian tripods by a
horde of drunken soldiers, led by Louis
Bonaparte, Daumier’s Ratapoil, the

>>> 310 OBUI CTAJTMHUCTCKUMN (PUHAN
— OOr U3 MaIIMHbI, OTMEHSFOUIUI

32 HETOJHOCTBIO OOJILIIMHCTBO
JIPEBHUX pamarypros, — HO
MapkcoBa «IIEKCIIUPOBCKasDH) UAEs
PEBOJIIOIIMOHHOM Tpareauu OyaeT
IIPECIIE0BATh HAC ELIE JI0JITO T0CIIe
TOr0, KaK MIPO3BEHEN 3BOHOK, — U 3TO,
BEPOSTHO, TO, O YEM NIEPBOHAYAIBHO
JOJKEH ObUT OBITH ATOT TEKCT, €CIH
CYIUTH I10 €0 MIAaHUPOBABLIEMYCS
3aryiaBHIO; Tpareaus Kak gapc.
bpromep — a10 neeca Pacuna, nim
KapTrHa /laBuaa, KOTOpbIE CTOJIb
YyI0BUILHBIM 00pa3oM MOLUIH
HaINEepeKOoCsK, YTO AK€ HE CMENIHO.
BepxOoBHBIX )XpELOB KPUKAMH U
MUHKAMU CTOHSIIOT C UX MU(PUICKIX
TPEHOKHUKOB TOJIIBI MbSIHBIX COJIAAT,
BO3MIaBisieMble «Paramyanem»
JloMbe, 3 THM caMOBITIOOJICHHBIM
TPUKCTEPOM, CKPBIBAIOILIUMCS 3a
nocMepTHor Mackor Hamoneona.
IlepeBenuTte 3T0 HA COBPEMEHHBIN
A3BIK U BBI IIOJIYYUTE TUIACTUYECKYIO
XUPYPrUI0, MpoJeIaHHyI0 Haj
IlytnabIM nin bepiryCkoHu, TOMIIBI

self-loving trickster who hides behind
the death mask of Napoleon. Translate
that into contemporary terms and you
get plastic surgery performed on Putin
or Berlusconi, and hordes of rightwing
populists beating up on neoliberals,
Russian  Orthodox fundamentalists

marching under the banner of Religion,
Family, and Order to kill a Russian
contemporary artist. The real tragedy is
that they - like Napoleon III - came to
power as the beneficiaries of a collapsing
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IPaBBIX NOMYJIUCTOB, METENSIIHNX
HEOJIMOEepaoB, MPaBOCIABHBIX
(yHIaMEHTAJIMCTOB, MAPLIUPYIOIIHUX
1oj 3HaMeHeM «Penurus, Cembs,
[Topsimok» M KaKAyHIMX NPUKOHUUTh
COBPEMEHHOTO XYJI0’)KHHUKA.
[lonnuHHas Tpareausi B TOM, YTO
oHM — Kak 1 Hanomneon 111 — npunum
K BJIACTH B PE3YyJIbTaTe€ PyXHYBIIETO
JBOITHOTO MPOTUBOPEUHUS, TOUTH

KaK B KJJACCUYECKOW Tpareauu:
UCTOPUYECKON HEOOXOAMMOCTH

dual contradiction very much like that
of the classical tragedy: the historical
necessity of a revolutionary step on the
one hand, and the impossibility of the
revolution’s realization on the other, to
paraphrase Engels. This tragedy has no
heroes, it is one where the choir dies, not
because of the phone call from above,
but because it just can’t open its mouth

and say what really needs to be said.
(D.R))

PEBOJIIOIIMOHHOIO 111ara, ¢ OJTHOU
CTOPOHBI, U HEBO3MOKHOCTHU
OCYILECTBIICHUS PEBOJIIOLINH, C IPYTOH,
eciu nepepasupoBarb JHreIbCa.

B aT0#i Tparenuu HET repoes, B HEN
TMOHET XOp — U HE U3-3a TeIe(HOHHOTO
3BOHKA CBEPXY, a IOTOMY, YTO MPOCTO-
HAIpoOCTO HE MOXET OTKPBITh POT

Y CKa3aTh TO, YTO JE€HCTBUTEIHHO
HeoOxonumo ckazatb. (/I.P.)
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