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cneruuku. Kak BUIHO U3 CIEAYIONIETO MpUMEpa OIEHOYHOTO CYXKIICHHUS
anoouxmuueckoeo tamna “these are simple truths, but they must be defended ”
[4] OCHOBOI OIIEHKM 371€Ch BBICTYIAIOT HE CTOJBKO OHTOJOTHYECKUE MOHSITHS
(ueHHOCTU OBITHS, CYUIECTBOBAaHHUS), a CKOpee JICOHTOJOTHYECKUE MOHSATHUS
00s13aHHOCTEMH (JI0JIT, TOJPKEHCTBOBAHUE, MPABUIILHOCTh TTOCTYITKOB).

Tax unu wHade, OeccropHbIM TpencTaBisiercs ¢(akT HHPOPMATHUBHOU
HEJOCTAaTOYHOCTH CYXKJIEHHWH, B YeM U BOIUIOMIACTCS HX MparMaTHYEeCKHid
noreHuuas. Kak 3amewaer H. JI. ApyrroHoBa: «byaydn TECHO CBSI3aHHBIM C
CUTyalueil OOIIeHUs, MparMaTuyeckoe 3HAUYE€HHUE BOCIIOIHSICTCS OOMIMMHU IS
cobeceTHUKa 3HAHUSIMHU U HOpMaMu. [Ipy oTCyTCTBHH Takoro poja o0IUX HOPM
U 3HAaHUW TOBOPSIIMN JOMOJHSAET OOILIYI0 OLEHKY JAeCKPUIITUBHBIMU
XapaKTepUCTHKAM O0BEKTa WM MPUBOAMT (haKTHUEeCKHe JaHHbIe» [ 1, C. 218].

Takum o00pa3zoMm, KIHOYEBBIM (OPMATOM OLICHOYHBIX BBICKA3bIBaHMI,
OPUCYTCTBYIOIIUX B MOJUTUYECKUX BCTYIUICHUSX, SBISIOTCS OLIEHOYHBIE
CYXJICHMSI, aHaJIN3 KOTOPBIX MO KPUTEPUIO OTHOIIEHUH MEXAY JIOTMYECKUM
CYOBEKTOM U JIOTUYECKMM IMpPEAUKATOM T[O3BOJSET BBLACIUTh TPU UX
BO3MOXKHBIX THIIA: MPOOJIEMaTHUECKHE, aCCEPTOPUUECKUE U alloAUKTHYeCKue. B
CHIIy HTHPOPMATUBHOW HEJJOCTATOUHOCTU OLICHOYHBIX CYXJACHUN BCEX TUIIOB, UX
BOCTIPUATHE TIPEIONIAraeT CMBICIIOBOE Pa3BEpPThIBAHUE OIICHKHU JIMOO uepe3 ux
JECKPUNTUBHYIO SKCILTUKALMIO (MHTEPIPETHPYIOMIETO MM Kay3aJIbHOTO THUIIOB)
B CaMOM TEKCTe, JHOO0 MOCPEICTBOM aKTyaTu3allii COOTBETCTBYIOIINX 3HAHUIMA
camMoro aapecata— T.€. HMIUTMIUTHOTO  3alOJHEHHS  CEMaHTHYECKH
BBIXOJIOIIEHHOTO TEKCTAa.
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I[TOOTHUKA U CTUJIEBOE HOBATOPCTBO CHEOPHUKA T'APPUETT MIOJUJIEH
“SLEEPING WITH THE DICTIONARY”

Annoranms: B cTathe pacKphIBalOTCS  XYI0KECTBCHHO-CTHIICBBIE OCOOCHHOCTH
coopuuka moas3um “Sleeping with the Dictionary” cospemenHoii adpo-aMepUKaHCKOM
nucaTeapbHUIBI ['appuert MIOo/UIeH B KOHTEKCTE TBOPYECKHX OSKCICPUMEHTOB IOI3UHU
«koibl s3bikay (L=A=N=G=U=A=G=E poetry). lccnenoBanne Gpokycupyercs Ha aHaIu3e
HOBATOPCKUX TO3THYECKUX TEXHHK MIOJUIEH W PacCMaTPUBACT KIIFOYEBBIE CTHIIMCTHYECKHUE
npuemsl coopruka “Sleeping with the Dictionary”, cpean KOTOpBIX HIpa CIIOB, KalaMOyphI,
LUTAIMS, TTAPOINs, KOAUPOBAHHOE IIHCHMO.

KiroueBbie ciioBa:  Adpo-aMepuKaHCKast — TO33Usl,  TMMO33MS  «IIKOJBI  SI3BIKa»
(L=A=N=G=U=A=G=E poetry), nmunrBouentpusm, ['appuert MroiieH, “Sleeping with the
Dictionary”.

Yakovenko Iryna
Associate Professor, Department of Germanic Philology, T. Shevchenko National
University “Chernihiv Collegium”, Chernihiv, Ukraine

HARRYETTE MULLEN’S “SLEEPING WITH THE DICTIONARY”: POETICS
AND STYLE EXPERIMENTATION

Abstract: The article focuses on the analysis of Harryette Mullen’s poetry collection
“Sleeping with the Dictionary” in terms of linguistic and stylistic experimentation of
L=A=N=G=U=A=G=E poetry. The researcher investigates the linguistic aspects and complex
syntax of works by language poets, and reads poems from “Sleeping with the Dictionary” as
innovative texts. It is argued that Harryette Mullen’s own poetic procedures are accomplished
via versatile linguistic games: word puzzles, puns, wordplay, citation, parody and various
forms of coded writing.

Keywords: African American Poetry, L=A=N=G=U=A=G=E poetry, Harryette Mullen,
“Sleeping with the Dictionary”.

["appuert MromieH — coBpeMeHHas appo-aMepuKaHCKas MOo3Tecca, aBTop
KOPOTKOM  TpO3bl M JIMTEPATypOBEIUYECKUX  HCCIEAOBaHWM,  JaypeaT
MHOT'OYHCIICHHBIX HOMUHAIIMN | JINTepaTypHbIX npemuii (Jackson Poetry Prize,
Guggenheim Fellowship, United States Artist Fellowship, the National Book
Critics Circle Award, the National Book Award, the Los Angeles Times Book
Prize, 2007 PEN Beyond Margins Award) u npodeccop Kamudopuuiickoro
yauBepcuteta B Jloc-Amxkenece (UCLA). B cOopaukax moasuii “Tree Tall
Woman” (1981), “Trimmings” (1991), “S*PeRM**K*T” (1992), “Muse &
Drudge” (1995), “Sleeping with the Dictionary” (2002) MromneH omnepupyet
HIMPOKMM TEMAaTHYECKUM JHala3oHOM, BIUIETasi B KAHBY XYA0KECTBEHHOTO
npousBesieHus ahpOLEHTPUUYECKUE, TEHEPHbIE U COIIMATbHBIE MOTHUBHBI.

TBopuecTBO lappuerr Mronnen aMepUKaHCKas KPUTHUKA
OPEUMYIIECTBEHHO  pacCcMaTpUBaeT B  KOHTEKCTE  adpo-aMepuKaHCKON
NO3TUYECKOW  TpaJAMIMHM, C aKIEHTOM Ha pEeNpe3eHTAlud  pPacoBOl,
(EeMUHUCTHYECKOH, KJIACCOBOM M pernoHaibHOM mpodnematuku [9; 11; 14; 17;
23]. Tlomumo TOro, uto ['appuerr MIOJUIGH CHpaBeJIMBO MOXKHO Ha3BaTh
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«MOATUYECKUM TolocoM» «depHoi» auacnopel CIIA, ee cTuxoTBOpeHUs
OTJIMYAIOTCS CTUJIEBBIM HOBATOPCTBOM M JKCHEpUMEHTaMH B cepe Gopmbl U
nosThueckoro s3bika. Kak ormedaer Meta yOBa JIxoyn3 (Meta DuEwa
Jones), “publishers seeking to incorporate Mullen into an African American
poetic tradition sought only work that seemed markedly inflected by race, class,
gender, culture, and region, while readers of her prose poems, “Trimmings” and
“S*PeRM**K*T”, failed to perceive them as “typical of a racial/ethnic group”
or germane to “the emphatically ethnic poetic ‘voice’ of her first collection,
“Tree Tall Woman”. The diasporically referential and formally experimental
poetics of “Muse & Drudge” attempts to challenge and bridge the perceived
division between “representative blackness”, “feminist,” and “regional” poet on
the one hand and “aesthetic innovator” on the other” [13].

HoBatopctBo T'appuerr Mromnen B cdepe CTUXOTBOPHOM  (POpMBI
00yCJIOBJIEHO Pa3HOOOPA3HBIMU JUTEPATYPHBIMU BIUSHUSIMHU: MOJEPHUCTCKOU
nodtuku ['eptpyasl CTaiiH, TBOPYECKUX MOUCKOB adpo-aMEpUKAHCKUX TOITOB
I'Bennonna bpyke (Gwendolyn Brooks) u Haranwsna Maxkku (Nathaniel
Mackey), scretnueckux kanonoB JIsmkenus 3a UepHoe ckyccrBo (Black Arts
Movement), skcreprUMEHTANIbHBIX MOITUYECKUX CTPATETUH TOI3UU  «IITKOJIbI
s3pIka» W TBOpueckoi rpynmnsl Yimmo (Oulipo). Tappuert Mromnen cosmaer
MOA3UI0, KOTOpasi OCHOBBIBAETCSI HA JIMHTBUCTUYECKOM HIPe M S3BIKOBBIX
TpaHcpopMaIusax, HAMOJIHEHHYIO KYJbTYPHBIMU OTChUIKAMHU K MTOA3UHM HOHCEHCA
u skcnepumenTtam Jlptonca Koposma. B cBoeM TBopuecTBe mHcCaTEIbHHIIE
YAQ€TCS COBMECTUTh TPAIUIIMOHHBIE W OKCIEPUMEHTAJIbHBIC TMOITUYECKUE
texuuku: “Her work challenges the binary oppositions that some writers
establish between categories like canonical and experimental, oral and written,
vernacular and academic, and black and female identity politics. Rather than
consolidating such reductive logic, her poetry and criticism seek out the
interactions, overlaps, and doublings that recur among contrasting approaches.
Many of her scholarly articles argue, for instance, that such oppositions reflect
the tenor of American racial history” [22, ¢. 142].

B  manHOM  wWCclieoBaHMM — TPEJIATA€TCs  AHAIM3  «aBTOPCKOM
JUHTBUCTUKW» M XYyJI0KECTBEHHO-CTUIUCTUYECKUX TMPUEMOB IOATUYECKOTO
coopuuka ['appuerr Mromien “Sleeping with the Dictionary” (2002) B
KOHTEKCTE TBOPUYECKHUX IKCIIEPUMEHTOB TMO33UHU IITKOJIBI SI3BIKAY.

[Moa3us «mikonbl s3bikay (L=A=N=G=U=A=G=E poetry) — aBanrapanasi,
JIMHTBUCTUYECKU MHHOBAIIMOHHAS TTOA33Us1, BO3HUKIIIAsA B Hadaie 1970-x rogoB B
CIIA kak peakiuusi Ha TOSIBJIICHHE JIUTEPATypPHBIX TEUCHUM, TAKUX KaK IIIKOJIa
Uepnoii ropst (Black Mountain), Heio-Mopkckas mkona (New York School),
nos3us ctuisg Out (Beat poetry). Ha crpanumax »xypuanos “Tottel’s”, “This”,
“Hills” moatel JIun Xemxunuan (Lyn Hejinian), Porn Cummuman (Ron Silliman),
Yapnes bepuctun (Charles Bernstein), bproc Duaproc (Bruce Andrews), bo6
[Tepensman (Bob Perelman) mpencraBuim ctuxu, KOTOpbie (OKYCHPOBAIHCH
WCKIIFOUUTENTFHO Ha SI3BIKOBBIX, JIMHTBUCTUYECKUX AaCMEKTaX U SIBJSUIHCH
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oOpa3liamMy, OTJIMYHBIMH OT T033ud 1960-x, B OCHOBE KOTOpOW ObLIU
NePCOHAIM30BaHHbIe UMNYJIbchl. Kak oTmewaror A. [Ipemunrep (Alex
Preminger) u T. bporan (T.V.F. Brogan), “the general thrust of this critical
discourse has been to interrogate the expressive basis of much postwar
American poetry, especially the earlier generation’s use of depth psychology, its
interest in primitivism and mysticism, and its emphasis on the poetic line as a
score for the voice” [20, c. 675]. TeopeTudeckne acmeKThl IMOI3UU «IIKOJIBI
A3bIKa» ocBemannch B KypHanax “L=A=N=G=U=A=G=E”, “Open Space”,
“Paper Air”, “Poetics Journal”, a »skcnepuMeHTaNbHAs 033U ObLIa
omyOimkoBana B aHtosoru “In The American Tree”, wm3mannoit PoHoMm
Cunnmumanowm, u B cooprrke “The L=A=N=G=U=A=G=E Book” coctaButemeii
bproca Duaproca u Yapnwia bepHcTuHa.

Au IlpoGmTeitH yka3bIBaeT, 4YTO «aMEpPUKAHCKas S3bIKOBAs IIKOJIA JeIaeT
OCHOBHOU ymop Ha ¢dopme, a HE Ha COJCPKAaHUU, U OCHOBBIBAETCS Ha UICAX
OIlOA3a u pycckoil (GopMalbHOM WIKOJBI — Ha MPHUHIIUIE «OCTPAHECHUS»,
CBSI3BIBAs €ro C «ouykJaecHHeM» bpexTa m «oOHOBiIeHHeM» Ilaynma (“make it
new”). <...> OTcro/ia ¥ BO3BpaT K S3bIKY, K CJIOBY KaKk TaKOBOMY, U OYKBE Kak
TakOBOM, M K 3BYKYy KakK TakOBOMY (OTCIO/la W «3BydYallas IMO33Usi» —
«Ilencaynn», — ocHoBaHHas bepHctuHOM)» [2]. Hepuc Bubsmc (Nerys
Williams) ormeuaer: “The disruption of syntax, narrative and the
foregrounding of language’s generative properties through its slippages, puns
and word play serve to create a poetry of intense linguistic opacity. For
language writing the rupturing of the text and divergence of poetic language
from public discourse had a political agency” [25, c. 72]. TeopeTuk mo33uu
IIKOJIBI s13bIKa Yapab3 BepHCTHH cUMTAET, YTO S3bIK CIEAYET BOCIPUHUMATH HE
Kak CONYTCTBYIOLIMM 3JIEMEHT, a Kak cocTaBisomyw wMupa (“not
accompanying but constituting the world”) [5, c. 62].

[1033us1 A3BIKOBOM HIKOJIBI XapaKTEPU3YETCsl JTUHTBOLUEHTPU3MOM M OTKAa30M
oT TPaIMLIMOHATUCTCKOM MO3TUKH, oTJaBast PEIIIOYTEHUE
JIENEPCOHAIN30BAHHOMY TUCKYpCY BMECTO NEPCOHAIM30BAHHOT O
(caMO)BBIpaXKEHHS, PEMNpPE3CHTAIIMA  Pa3pPO3HEHHBIX WJEH, XaOTHUYHBIX W
CJIy4aiiHbIX MBICJICH, MIOATUKE HOHCEHCA BMECTO ILIEJILHOTO U JIOTHYECKU CBS3HOTO
HappatuBa. EBrenmii OcrameBckuii orMevaeT: «llodTHKa «IIKOJIBI — S3bIKa»
anTuMuMeTnyHa. OHa MUp He oToOpaxkaeT. OHa MO MPEUMYIIEeCTBY KOJIaXKHA, U B
HEll BMECTO pPEYM €IUHOTO0 MBICIIAIIEIO M YYBCTBYIOIIETO CYOBEKTa CIIBIIIHO
MHO>XECTBO TOJIOCOB, (PparMEHTapHBIX W HUKOMY HE MpHUHaaiexamux. B ee
COUMHEHUSX HET HU Hayajla, HU CEPE/IMHBbI, HU KOHIIA; MOATHYECKUA TEKCT — HE
3aKOHYEHHAsl BEIllb, & CKOpEe HEKOTOpasl JJIMTEIbHOCTh MUCHbMA. TEKCT 3TUM
HAIPABJICHUEM PACCMATPUBACTCS HE KaK Psii MPOIO3UIIMHN, YTBEPKIAIOIIUX WU
OTPHIIAIONIUX HEYTO O BHEIIHEM MHUpE, a Kak MHOKECTBEHHOCTh (hparMeHTOB W3
Pa3IMYHBIX TUCKYPCOB M PETUCTPOB peur» [1].

BricTynas npoTuB TpaaUIIMOHAIUCTCKOM MO3TUKU, TOIThHI IIKOJIBI SI3bIKA»
(OKYCUPYIOTCSI Ha COOTHOIIICHUH «SI3BIK — OKPY)KAOIIAsi IEHCTBUTEIHLHOCTDY, H
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npu CO3JaHUH TII0O3MM OIIMPArOTCd Ha KOJUIAXKHBIC TCXHHKU, HCJ’IHHCﬁHym
KOMIIO3UIINIO, JICKCHMYCCKHEC MW CHHTAKCHUYCCKUC TpaHC(i)OpMaHI/II/I. SHI[pIO
Onmraiin (Andrew Epstein) tak XapakTepu3yeT CTHJIMCTHKY ITO33UHU «IIKOJIBI
s3eikay: “‘Language poets argue that the plain style and straightforward linear story
of a poem <...> do not call into question language’s ability to convey an
experience. In mainstream verse, they feel, language is treated as a transparent
window on the world. Language poets, by contrast, tend to write collages —
discontinuous statements that are intended to expose the workings of language.
They prize texts that are disjunctive, nonlinear, and open ended, demanding a
reader who will be an active participant rather than a passive consumer” [10, c. 47].

Yurarens CTAaHOBUTCS COABTOPOM JIMTCPATYPHOI'O TCKCTA — ITOJ3U «IIKOJIbLI
A3bIKa» Tp€6y€T HC TOJIbKO BAYMYHBOI'O IIPOYTCHHA, HO H paCIHI/I(I)pOBKI/I
muHTrBHCcTHYECKOM UTphl: “Nevertheless, it is reductive of the scope of Language
poetry to suggest that it always provides the reader with a resistant materiality of
language prompting a challenge to the illusion of transparency. Far from being
restricted to a feature of language, indeterminacy is very much a feature of the
world. As such, many Language writers are preoccupied by dramatizing the
experience of being a reader of that world” [21, c. 226].

[Tosrecca m mutepaTypHbli KpuTHK Onm3ader Auekcannep (Elizabeth
Alexander) orMewaer, YTO TOA3USI «IIKOJBI SI3bIKA» OSKCICPUMEHTHPYET C
dbopmoli, cMmemmuBas CTUXOTBOPHBIE KaHPbl M MPO3Y, OTKpPbIBas HOBBIE
BO3MOXKHOCTH 1033uu: “It is a poetry that experiments with what a poem can be,
mixing the genres of verse and prose, discovering new measures, coming up
with constructs that push beyond the limits of memory, emotion, and tradition
that confine and diminish conventional verse” [3].

Hapymienne mnpaBunm rpaMMaTMKd MW CHUHTakCMCa B IMO3TUYECKHUX
MIPOU3BEIICHUSNX «IIIKOJIBI $I3bIKA» CIYKHJIO MPOTECTOM MPOTHUB OypKya3HbIX
LIECHHOCTEMN, HETallMEN U HEMPUSTHUEM MMOJIMTUKN KaUTAIM3MA. BUIbAMC TTHAIIET:
“In an early essay, Bernstein suggests that the disruption of established rules of
grammar and syntax is linked with a political agency, in effect opening the text
to an affirmation of language as a shared commonality” [25, c. 72]. Kak
yka3piBaeT Hartamus Cecup (Natalia Cecire), “structurally as well as
thematically, then, Language writers repeatedly turned their attention to the
relationship between language and US imperialism. Mediating that relationship
was a key third term, knowledge. <...> For these writers, knowledge and its
verifiability were deeply at issue in any question of language’s right relation to
the world, in ways that were profoundly politically consequential” [7, ¢. 8-9].

Takum 00pa3oM, TMOATHI  S3BIKOBOW  IIKOJIBI  MPOTHBOIOCTABIISIOT
OKCIIEPUMEHTUPOBAHUE C XYJAO0KECTBEHHOW (HOpPMONM W JHMHTBUCTHYECKOM
COCTaBJIHIOIHeI‘/JI cTuxa I/IHCTHTYHHOHaJIBHOﬁ nmpomnaraiac, KOTOPYHO OHH
pacCMaTpUuBarOT KakK (baJ'IBHII/IBOC BOIIJIOICHUEC OTHOILICHUH MCIKAY S3BIKOM U
OKpY)KaloUIEel pealbHOCThIO. ODKCIIEpUMEHTAJIbHAs, HOBATOPCKasi M033UA
TpaBECTUPYET IPONAraHAUCTCKUE OUCKYPCHI U CpPEACTBAMH SI3bIKa BBICTYNACT
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KaK OMMO3UIUS TocyAapcTBeHHOro umnepuanusma. Haranus Cecup npuxoaut K
BBIBOJY, YTO KJIIOYEBBIM AacCHEKTOM /I TO33UU «ILIKOJbI S3bIKA» SBIISETCS
3HaHHWEe Kak TakoBoe: “Language writing so heavily preoccupied itself with
knowledge and knowledge-production in its dual poetic and critical projects. It
sought to produce an “experimental” writing that was genuinely productive of
knowledge, yet “alien” to the state-sanctioned, knowledge-producing language,
and language-game, of defense strategy” [7, c¢. 10-11].

Coopuuk “Sleeping with the Dictionary” (2002) — msteii 0 cuery B
MIOATUYECKOM Hacieauu [appuert MIOUIEH, KOTOpPBIM KPUTHMKA HA3bIBACT
Hanbojiee HOBAaTOPCKMM B ee TBopuecTBe. Kuura Oblla HOMUHUpOBaHa Ha
HaIlMOHAJIbHYI0 KHIDKHYIO npemuto (The 2002 National Book Award) u
npeMuio coobmiecTBa amepukaHckux kputukoB (The National Book Critics
Circle Award). “Sleeping with the Dictionary” — cOopHHK M033uH B IpO3e,
OCOOEHHOCTBIO ~ KOTOPOTO  SABJISIETCSI ~ MHOrooOpa3ue  JIMHTBHUCTHYECKHUX
Tpanchopmarii  si3pIka U MOATHUYECKOM  (OpMBbI,  BapUATUBHOCTH
CTHWJIMCTUYECKHUX MPUEMOB (aKpOCTUX, aHArpaMMBbI, Tapouu, KaaaMOyphl): “In
this work, language not only provides a conduit for discussing a subject but also
becomes the subject of the discussion. The work riddled with duplicities, and
laced with wordplay and word games subtly becomes about language. Just as
Mullen directly treats blackness in “Tree Tall Woman” without directly
discussing it, she illuminates language in “Sleeping with the Dictionary” without
shining a spotlight on it” [24, c. 437].

TBOpYECKUM UMIYJIbCOM JJIsl TTIOA3UM COOPHHUKA TOCTYX Uau ciioBapu “The
American Heritage Dictionary” u ‘“Roget’s Thesaurus”. Kak Ha3BaHue
cOOpHUKA, TaK M KOMIIO3UIIMOHHBINA TPUHIIUI, KOTOPBIM JIEKUT B OCHOBE
“Sleeping with the Dictionary”, coxep»ar OTCBUIKY K cjoBapio — 57
MOATUYECKUX MPOU3BEACHUM COOpHUKA HAuMHAIOTCS Ha OykBBI OT A 10 Z ©
CJIenyIOT B anaBUTHOM TOpsiIKE. B CTUXOTBOpPEHNH, OTKPBIBAIOIEM COOPHUK,
'appuert MroieH BCIOMHMHAET 3M0M30[ W3 CBOEW JKU3HHU, KOTOPBIM CTall
TOMYKOM [JISl CO3[aHUSl KHUTM U Jall €M Ha3BaHUE — OJHAXIbl HOYBIO
nUcaTeIbHUIIA POCHYIACh U O0OHAPYKUIIa B KpoBaTH ciioBapb. Tak “American
Heritage Dictionary” Obu1 Bocmer [appuert MiojieH B 1HO33MHM, M €€ 0J]a
CJIOBapl0 B paBHOM CTEMEHU SIBIASETCS M OO0pas3loM JIFOOOBHOW TO33MUH,
BOCIIEBAIONIECH KHUTY, U KaJI000M BIIFOOJIEHHOTO:

to go through all these motions and procedures, groping in the dark for an
alluring word, is the poet’s nocturnal mission [19, c. 3].

bewxamun P. Jlemnept (Benjamin R. Lempert) ananusupyer cOOpHHK
“Sleeping with the Dictionary” B koHTekcTe Ka30BOW mo33uu (jazz poetry) u
MPUXOAUT K BBIBOAY, 4TO [‘appuert MromieH paccMarpuBaeT MO3THUYECKHMI
TEKCT KaK MY3bIKAaJbHOE MPOW3BEJICHUE W CO3JAET MO033UI0, MHTEPHAIUZUPYS
JUKa30BYH0 MY3bIKY B TEKCTOBBIN (COJEpKATENIbHBIN) U 3ByKOBON KOMITOHEHTBI
no33uu [16, ¢. 1060]. Kak ykaspiBaeT Jlemmnept, BIUsSHUE THKA30BOU TPATULIMU
Ha T033uI0 MIOIJIEH TPOSBIAETCS HE TOJBKO HAa YpPOBHE (OPMBI, HO B
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MHOTOUYHCIICHHBIX 3KCIUTUIIUTHBIX OTCHUIKAX K JKa3y M M3BECTHBIM JIKA30BBIM
my3bikanTam (Miles Davis, Charlie Parker, Douglas Ewart), B My3bIkanbHOI
TEMaTHKe NPOU3BeACHUI (HanpuMmep, B ctuxotBopenun “Music for Homemade
Instruments”), B aBTopckux smmrerax (“‘saxophone streets and scratchy
sidewalks”). DkcriepuMeHTHPYsI ¢ UTEeparypHOU (Gopmoi, ["appuert MroiieH
OMHUpaeTcsi Ha MY3BIKAJIbHYIO, HKa30Bylo kommosunuio: “It is rather that the
book’s relation to jazz moves beyond mere reference, as it more profoundly
understands many of its poems as literal forms of textual music, one composed
with language rather than notes. <...> The poem “Music for Homemade
Instruments” is a good example, as its title and subtitle, “improvising with
Douglas Ewart,” make clear. From the beginning, music above all else seems
this poem’s organizing conceit. Its first sentence, “I dug you artless, I dug you
out,” treats the name “Doug Ewart” as a motif to be developed in multiple
registers, both semantic and sonic: while “I dug you artless” homophonically
reads as “I Doug Ewart-less” [16, c. 1060].

["appuertT MIOJUIEH IMITPOBU3UPYET C Pa3HBIMH JINTEPATYPHBIMH KaHPAMU
U XYJOKECTBEHHBIMU CTUJISIMU, @ KPOME TOTO B CTUXOTBOPEHHUS B IPO3E€ OHA
BKJIFOYAET TEKCThl MHCTPYKIUU, PparMeHTHI PEKJIaMHBIX JIO3YHTOB, CTHIIU3YET
MO33MI0 TOJ TMOJUTHYECKHE TMPOKJIaMalid M CO3[aeT NapoaAud Ha
JUTEPATYPHBIC TEKCTHI KJIACCHKOB.

B cruxotBopenun “Variation on a Theme Park” mostecca mapoaupyer
conet 130 Illexcrinpa. CoxpaHssi CHHTAKCUYECKYIO CTPYKTYPY IIEKCITUPOBCKOIO
cCOoHeTa, MIONJIEH CO3[aeT CAaTUPHUECKYIO0 0330, KIFOYEBBIMU OOpa3amu
KOTOPOM BBICTYynatoT MUKk Mayc U repon TeEMaTHYECKOro mapka, CO3/1aHHbIC
Ha OCHOBe KuHeMarorpaduueckux pabor Yonra [luches. Takum o6pazowm,
“mistress” mekcnupoBCKOro conera MeHsiercs Ha “Mickey Mouse,” a “cheek”
npespartaetcs B “checkbook”:

My Mickey Mouse ears are nothing like sonar. Colorado is far less rusty
than Walt’s Iyric riddles. If sorrow is wintergreen, well then Walt’s
breakdancers are dunderheads. If hoecakes are Wonder Bras, blond Wonder
Bras grow on Walt’s hornytoad. I have seen roadkill damaged, riddled and
wintergreen, but no such roadkill see I in Walt’s checkbook [19, c. 75].

Buncent bBpokya (Vincent Broqua), wcciemays MOTHBBI HO3THYECKOTO
TekcTa MIOJUICH M IIEKCITUPOBCKOTO COHETA, MPUXOINUT K BBIBOAY, UTO IMO3TECCA
CO37aCT CBOE CTUXOTBOPEHUE KaK CEMAHTHYECKYH) CHHKOITY IMPOTOTEKCTa M
aneyumpyeT K modThke HoHceHca: “The poem shifts from one motif to the other,
sometimes interlocking them. Yet, though it concludes with an apparently
easier, clearer twist, its semantic syncopation first breeds nonsense, which the
reader could simply characterise as playful and funny with respect to
Shakespeare’s text” [6]. OmHuM U3 BeayIIMX MOTHBOB CTHXOTBOPEHHS
“Variation on a Theme Park” nurteparypoBen HasbiBaeT MOTHB 3Byka: “The
motif of sound recurs in the first, sixth and seventh sentences as lexical
associations such as “sonar,” “sonogram” or “groan”. This constant reference to
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sound leads to phonetic distortions and paronomasias guided by the haunting
presence of Shakespeare’s text in Mullen’s semantic arabesques” [6].

CruxotBopenue “Dim Lady” [19, c. 20] — emte oxna mapoaust Ha conet 130
[Mlekcriupa. CoxpaHsAs CHHTaKCHYECKYIO CTPYKTYpy COHeTa, MIoieH
HATIOJTHSAET €ro HOBBIM COJECPKAaHHEM | OKCIEPUMEHTHPYET C S3BIKOM,
UCIIOJNIB3YeT ClIeHT W Ha3Banus OpenpoB (Red Lobster, Liquid Paper, Shakey’s
Pizza Parlors). Pennemt Kayu (Randall Couch) mumert: “Dim Lady” is at once a
homolinguistic translation and a parody of Shakespeare’s Sonnet 130; the poem
grew from an assignment Mullen gave her students to parody famous sonnets.
As a translation, a re-Englishing that preserves the sonnet’s basic concepts and
syntax, its interest lies in what’s new about the language. Most striking is the
lexicon — “synonymous slang words and commercial brand names,” as Mullen
describes it. From the first three words these create a comedic tone that becomes
more outrageous as the poem moves toward its turn” [8]. I'epouns mo33uu
[appuert Mriomten cmyrias yeau (Dim Lady) mpoTtuBomocTaBiseTcsi CeKc-
cuMBOJTy MepriiiH MOHpPO Y TOJUTUBYICKMM KUHOTUBAM:

I don’t know any Marilyn Monroes. My ball and chain is plain from head to
toe. And yet, by gosh, my scrumptious Twinkie has as much sex appeal for me as
any lanky model or platinum movie idol who's hyped beyond belief [19, c. 20].

B “Bilingual Instructions” [19,c.10] coBmemamTCs ABYCTHIIHS,
CO3/IlaHHbIE Ha OCHOBe mnoJutuueckux Jyo3yHroB (“Californians say No // to
bilingual instructions in school”, “Californians say No // to bilingual instructions
on ballots”) u mpeaynpeauTeNbHBIX HAIMKUCEH Ha MYCOPHBIX KOHTEHHEpax
(“Place container with arrow facing street”, “Yard clippings only”).
OkcnepuMeHTHpYsT ¢ (oOpMoif,  ModTecca  3aTparuBaeT  MHpoosIeMy
JTUCKPUMHHAIIMOHHBIX TPAKTHK TI0 OTHOIICHHUIO K MCIIAHOSI3bIYHOMY HACEIICHHIO
CIHIA. KanudopHuiiiel BEICTYIIAIOT MTPOTUB BBEICHUS UCITAHCKOTO KaK BTOPOTO
s3bIKa B cepe rocyJapCTBEHHOTO aIMUHUCTPUPOBAHMS, HO TOIJACPKUBAIOT
BBEJICHHE JIBYS3BIYHBIX HMHCTPYKIIMHA B TOBCEIHEBHO-OBITOBOM cdepe, Takum
0o0pa3oM OTKa3bIBasiCh MPHU3HATH YYaCTHE WCHAHOS3BIYHBIX MEHBITMHCTB B
obmrecTBeHHON xku3HmM crpanbl: “Californians find it acceptable to use the
Spanish language for the yard work, a stereotypical occupation of non-white
immigrants, but not for participation in the cultural or democratic work. Of
course, identifying the anti-Spanish sentiment as belonging to “Californians”
suggests an imagined state in which Californians and Hispanics are two
mutually exclusive categories, when, in fact, many Californians are Hispanic”
[12, c.82]. Takum oOpa3om, ciemys TPATUIMSIM TOITOB «IIKOJBI SI3BIKAY,
OKCIIEPUMEHTaIbHAs T033usl ['appuert MIOJUIGH CIY’)KUT JUISI  BBIPAXKCHHS
nporecta. Kak mumer Po6ept I'potmxon (Robert Grotjohn), “the desire to both
employ and exclude migrant labor is the focus of “Bilingual Instructions”, in
which Mullen translates American xenophobia to linguistic racism, perverting
the language of newspaper headlines into a poem” [12, c. 81].
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CruxorBopenue “We Are Not Responsible” [19, ¢. 77] co3nano Ha OCHOBE
WHCTPYKIIUH aBHAKOMITAHUH, O(UITHANBHBIX MIPEIMUCAHUN U CITY>KUT OTCBLIKOM
K MHOTOYHCJICHHBIM (pOPMaTM30BaHHBIM KiHilie. VCrmonb3ys rpaMMaTHYeCKHid
napajuIesu3M, UMIIEpPaTUBHBIC KOHCTPYKIMH, MIOJUICH aKIIEHTUPYET BHUMAaHHE
Ha PAacOBBIX IUCKPUMHUHAIIMOHHBIX MPAKTHKAX, WHCTUTYTE paOOBIAJCHUS B
CIIIA u oTkaze aMepHKaHCKOTO OOIIeCTBa MPUHUMATh BO BHHUMAaHHE PacOBBIC
npoOJIeMbl WM TPUHECTH M3BUHEHUS MOTOMKAM ObIBIIMX padoB: “This poem
highlights the tenacity of racial division in the U. S. as Mullen brings together
historical legal discrimination against black people with references to events of
racial profiling that occurred not long before the publication of the book. The
poem’s 18 sentences echo the legal disclaimers found throughout American
culture, each with a twist, or “swerve” that highlights the politics of the
statement” [12, c. 87].

Crpoka u3 ctuxorBopeHus “We are not responsible for your lost or stolen
relatives” oTceuiaet k npooseme paboroprosiu B uctopuu CIIA. P. I'potmxon
ykaszbiBaeT: “There have been consistent, often ignored or rejected, requests for
reparations and/or apologies from the descendants of the slaves, who were stolen
from their families during the slave trade, both trans-Atlantic and domestic.
When the history of race enters the field of understanding, what it means to lose
one’s relatives or have them stolen from one is compounded in its complexity.
Furthermore, a disproportionate number of black people in the U. S. are lost to
poverty, prison, and hopelessness as their dreams are still too often deferred”
[12, c. 88].

Crpoka “You are not presumed to be innocent if the police have reason to
suspect you are carrying a concealed wallet” Bo3Bpaiaer ynuraTens K yOUNHCTBY
Awmany Jlnammo (Amadou Diallo) ubro-itopkckumu nonutieiickumu B 1999 rony.
B 22-netnero ummurpanta u3 3amanHoit Adpuku Ob110 BhImyreHa 41 myns —
MOJIIIEUCKUE TPHUHSUIM €r0 KOIIENEeK, M3 KOTOPOro UYEPHOKOXKHMM coOupaiics
J0CTaTh yAOCTOBEpeHUE Ju4YHOCTH, 3a mnuctojieT. Kak cuutaer Pobept
I'potmxon, B “We Are Not Responsible” mostecca BeipakaeT mpoTect IpoTHB
HeoMOepaNbHON MOJUTUKU, KOTOPasi UTHOPUPYET MHTEPECH! U OJIar0COCTOSTHUE
rpaxaan CIIA: “The poem is also a general protest against the neoliberal
policies that have been gaining momentum in the U. S. ever since the Ronald
Reagan presidential administration of the 1980s. Those policies mold
governments that assume less and less responsibility for the welfare of citizens,
as well as less and less responsibility for simply assuring citizens’ rights rather
than violating them” [12, c. 92].

CruxorBopenue ["appuert Mromien “Any Lit” cuHTakcHYeCKH MOBTOPSIET
MOJIETb ahpo-aMeprUKaHCKOMH b oBKIOpHOM dbopMyHI, KOTOpas
HCIIOJIB30BAIaCh B pUTyallaX yXaKUBaHWU. B OTBET Ha KOMIJTUMEHTHI KEHHXA
neBymika oTBedana: “You are a huckleberry beyond my persimmon”, uro
O3HAYaJl0 e¢ HEeKeJaHWe MNpoaorKaTh auanor [4, C. 255-256]. Tappuerrt
Mrosnnen OepeT 3a OCHOBY ()parMeHT W3 HETPHUTSHCKOTO pUTyalla U CO3/aeT
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CTUXOTBOPCHHUEC, KOTOPOC CTPOUTCA HaA TI'PaMMATHYCCKOM IIapaJlICIIN3MeE,
ammutepaiuonubix (/K/-/b/-Inf-Im/; In/-/b/-Im/) u accomancusix (/ju:/-fa:/-/ju:/-
/ai/) 3ByKomoBTOpax:

You are a ukulele beyond my microphone

You are a Yukon beyond my Micronesia

You are a union beyond my meiosis

You are a unicycle beyond my migration

You are a universe beyond my mitochondria

You are a Eucharist beyond my Miles Davis [19, c. 6].

CruxorBopenue Jinglejangle, ctpodbl KOTOpOro OOBITPHIBAIOT OYKBEI
aHTIINHCKOTO aaBuTa, MPEACTABIICT COOON IEMOYKH U3 CIIOB, TI0I00PaHHBIX
I10 IIPUHIUITY 3BYKOBBIX COBBYHHﬁI

namby-pamby name game nature nurture near beer nice price

night light

nig-nog niminy piminy nitty-gritty nit wit

no finance, no romance

no glove, no love no go no muss, no fuss no pain, no gain [19, c. 39].

HOIIO6H&H JIUHTBUCTHYCCKU-MY3bIKaJIbHAA  HMIIPOBHU34dAlIUA B (1)opMe
JIETCKOM CUUTAIKU, B KOTOPOH MIojieH moa0upaeT JIOTHYECKU HE CBSI3aHHBIE,
HO CO3BYYHBIC CJIOBA, SABJISCTCS OTCBIJIKOM K II033HUU HOHCCHCA, a PUTMHUYCCKaAsA
MOJIEIb CTUXOTBOPEHHUS CIEAYET 00pa3iiaM pam-KyJabTypHI.

B umnposuzanun “Wipe That Simile Off Your Aphasia” [19, c. 80]
mo3Tecca COo3JIaeT aBTOPCKUEe MeTadopuueckue cpaBHeHus (“as silverware as it
were // as onion as | can // as cherries as feared”), a B mo3TH4eckoii MHHHATIOpE
“Coo/Slur” [19, c. 17] oObIrpbiBacT mpuiarateabHbie, 0003HAYAIOIINE IIBETA
(“yell ow // bro won t // an orange you // bay jaun // pure people // blew hue”).
TBopueckuit skcnepumeHT [appuert MroijieH B JIMHTBHUCTHYECKOHM cdepe
SHAYUTCIBHO YCJIOXHACT, a IIoA4aC M JACJIIaCT HCBO3MOJXHBIM IICPCBOJ €€
no33uu. O6 3ToM muireT moarecca B acce “Imagining the Unimagined Reader”,
YKa3bIBaA, 4TO OJIA LII/ITaTe.]'IeI\/'I, KOTOPBIC HC BJIAACIOT aHFHHﬁCKHM, A3BIK MOXKET
cTaTh OapbhepoM JUIi 3HAKOMCTBA ¢ ee¢ mod3uei. (Oco3HaBas CI0XKHOCTH
NepeBo/ia €e MOITHYECKUX TEeKCTOB, MrojieH otMeuaeT: “It is possible that my
poetry might become more available, but it is unlikely that my poems will
become any more translatable. As long as my poems remain untranslated, they
are accessible only to those who can read English. It is not that | am a linguistic
chauvinist, by any means, but simply that, as a more or less monolingual speaker
of American English, I am working within the language that is mine. <...> My
poetic idiom is a product of American English and its vernaculars, including
those associated with black speakers of American English™ [18, c. 5].

B mnos3um Tappuert MrioiuieH TpOSBIAETCS CBOMCTBEHHBIM «IO33UU
S3BIKA» JIMHTBOIICHTPU3M, SKCIIEPUMEHT C MOATHYECKOU (POPMOIA, CHHTAKCHCOM
U MIyHKTYallMel, CJIOBECHAs UTPa U CTPEMIICHUE «II€PECO3AATh» SI3bIK. Onupasch
Ha HOBATOPCKHME TEXHHUKH «IIKOJBI sI3bIKa», B cOopHuke “Sleeping with the



80

Dictionary” mosrecca mnpuberaer kK QparMeHTAIllMM TO3TUYECKOIO TEKCTa,
nedopMHUpYET S3bIK, OroJissi €ro CIOCOOHOCTh MOPOXKIATh JTIBOMHBIE CMBICIIHI,
ONMMpAETCA Ha JHKa30Bble HMIIPOBHU3AIUU, PAI-KYJIbTYpPY M CHUHTaAKCUYECKHE
(bopMysIbl HETPUTSIHCKOTO (POJBKIIOPA, UCIOIB3YET 00pa3bl U3 apceHala Mol-
KyJbTYpPhl M CPEJICTB MAacCOBOW HMH(OpMAIUMU, MOPOXKAasi HOBBIE CMBICIBI U
HAChIasi TMOA3UI0 MOJUTHUYECKUM W TPOTECTHBIM MOJATEKCTOM. Hcmonb3ys
CTWJIMCTUKY KOJUIaka, MIOJUIEH CO3/1aeT pa3HOOOpa3HbIE B >KaHPOBOM ILJIaHE
MOATUYECKHUE MPOU3BEACHHUS, BapbUPYET PUPMOBAHHYIO MOI3UI0 U TMOI3UIO B
npo3e, MApOAUPYET KIACCUUECKUE CTUXOTBOPHBIE (DOPMBI, JAEMOHCTPUPYS
MY3bIKaQJIBbHOCTh  SI3bIKA M pPACKphiBas €ro TMOTEHIMal B  aCIEKTe
JIMHTBUCTUYECKUX TpaHCchOopMarinii.
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