Tae Ateh (Camuryanna Exarepuna)

“Opranuyeckue’” MOTEHIUN ACEMHYECKOT0 MUChbMa

XynoXKecTBEHHasl CUCTEMAa KOOpPAMHAT HE BCErja IpeAaroaraia Haludue ABYX YpPOBHEH
UHTEPIIPETAllUd — «CAaKpPaJIbHOTO» U «IpodaHHOTO», TA€ NEPBBIH OTHOCUTCA K IMONIOCY
aBTOPa/KPUTHKA U «O0OpPA30BAaHHOT0» PEIMIIMEHTA, a BTOPOI — K MOJIIOCY PELMITUEHTA «HAMBHOTO.
[Tnardopma mist aToro nenenust chopMupoBaack B MPOLECCE Pa30TOXKAECCTBICHUS MCKYCCTBA U
KU3HM €II€ Ha 3ape 4YeJIOBEYECTBA, B PE3YJbTAaTE BBITECHEHMSI HCKYyCCTBA B OTHEIIBHYIO —
ACTEeTHYECKYI0 — cepy, QYHKIIMOHHPYIOUIYIO MO COOCTBEHHBIM 3aKOHaM W mpaBwiaM. Kompl,
UCTIOJIb3yeMbIe B TIOIpeOaIbHBIX IUIaYax, PUTYaTbHOM TaHIIE, HACKaIbHOM KUBOMHUCH, ObLITH Ooee
YHHUBEpPCAIbHBI, Y4€M COBPEMEHHbBIE CEMUOTHYECKHE CUCTEMBI, TOCKOJIBKY UCKIIOYaIH BO3MOKHOCTb
UX YaCTHOW TPAaKTOBKH M, CJICZOBATEIBHO, HE MOPOKAATIN OCCKOHEYHON BEpEHHIIBI HHTEPIIPETALIH.
DT KOAbl OBUTM YacThlO KOJIJIEKTUBHOTO Tela — o0IliecTBa, rzae (B HEKOTOPOM HAeaIbHOM
npuOIKeHNH) emié He CYIEeCTBOBAIO (peHoMeHa I[pyrorol; 0osee TOrC — KyibmypHO OHHU €I He
OBLIM BBIAENEHBI U3 IPUPOBI U €€ IIUKJIIOB, U JIIOJU MOJIb30BAIUCH My TOJIb K€ OPraHUYHO, KaK
COOCTBEHHBIM JbIXaHHEM. VICKYCCTBO OBUIO MPOJOJIKEHHUEM TEIN. H2CMOM — W TOCKY MO 3TOU
KECTYaIbHOCTH, 110 TEJIECHOCTH MbI BUJIUM KaK B MCTOPUYECKCM aBuHTapje Havana 20 B., TaKk U B
COBPEMEHHOM MOCTIUTEPATYPHOM SIBJICHUU — ACEMHUUECKOM J1HATM 2.

Creungurka aceMUYECKOTr0 KOJa COCTOUT B HEPaKpCii€HHOM — M, COOTBETCTBEHHO, HE
IPUBOJMMOM K HEKOEMY KOHKPETHOMY 3HAUEHUIO XapakTehe aHTH3HAKA, YTO CHUMAeT KOPEHHOE
TSl KCKYCCTBA MPOTHBOIOCTABICHUE ABTOpa U penul kiek ra (J{pyroro): u nepBblii, 1 BTOPOi MOTYT
UCIIOJIB30BaTh aCEMUYECKUIM KOJ KAaK HEKMM «JlpHr'i SIIUK», HE IPEACTaBIIAsA, YTO BHYTPH, H,
CJIEIOBATENbHO, HU OJMH HE MOXKET MPETEeHTOL4Th Ha «BEpHYIO» MHTeprperauuto. Co3naHue u
IIPOYTEHUE MPOMU3BEACHUS CTAHOBATCS E€VHBIM aKTOM; pPAcCIOEHHUS JUCKypca Ha TOTaJIMTapHO-
CakpaJbHBIN aBTOPCKUN U «BTOPUYHBI, IPUYAHHBINA YUTATEIbCKUN HE TporcxoauT. Ho permaer
JIM 9TOT aKT 33Ja4y «BXOXKICHMS UCKY ©TBA B JKHU3HbY», UX NIPAarMaTU4eCcKoro ciusgHus? JloCTUTHYT
JIM MIea) OTOXK/ICCTBICHHS TIHChMS2 I cecTa? JIJIst 9TOro, HaM KaXeTcs, ACeMUYECKUM paGoTHHKAM
HEOOXOMMO  aKTUBU3UPOBATk. HE).OTOpble, Ha CETOAHSANIHMNA JI€Hb AapTHKYJIMPOBAHHBIC
HEOTYETIINBO, CBOWCTBA aHTH  HAKC .

Haubonee npubnpikerHpic K aCEMUYECKOMY MHCbMY IPAaKTUKU — THIEprpaduka JeTTpuzMa
U Ky0opyTypusm «'Ureu» — cpeay Mpoyero yAessId NPUCTaIbHOe BHUMaHuEe Teopun (akTyphl U
doHa, mpuMeHss RO pA3pabOTKM Ha TPATUIMOHHBIX JJS TEKCTa MaTepPHAbHBIX HOCHUTEISX
(bymare, naepeBe, \kamHe). PaHee HeWTpasbHOE B JHUTEpaType MNPOCTPAHCTBO JIUCTA TEMEPh
co31aBajo ¢ rpaduyecku o0oraméHHoi OyKBOM €TMHOE TTOJIOTHO; OJTHAKO HEJIb3s1 HE OTMETHUTh, YTO
BEAYIIMM OCTaBaJICSI UMEHHO KOHIENT KHuUeU W, COOTBETCTBEHHO, CIIOBa (a HE KapTUHBI M Ma3Ka
kuctu!). Iocneayroiee, yaie BCEro TeaTpajM30BaHHOE, 03BYYHMBAHUE MPOM3BEICHUS — MEPEBOJ
s3pIKa B 3BYYalllyl0 pedb — IMPHAABAJIO €My aKLIHMOHHBIE YEpPThl, YTO COOTBETCTBOBAJIO
aBaHTapAMCTCKON UJiee CHHTE3a Pa3HbIX BUJIOB UCKYCCTB.

[IparmaTtu4eckylo MHTEHIIMIO aBaHrap/a (peain3yromyrocsi B TOM YHCIE € MOMOIIBIO 3TOT0
CHUHTE3a) B HEKOTOPOM CMBICJIE MO’KHO pacCMaTpHUBaTh KaK MEUTy 00 apXanuecKOil «CIUSTHHOCTH C
MHUPOM, KaK IPUMHUTHUBUCTCKOE TMPEACTABIEHUE O  B3aUMO3aMEHSEMOCTH  SI3bIKa U
JENCTBUTENBHOCTH, KO/Ia U TaHHOCTU. BormiolieHue ciioBa B KECT, U 3aTEM — B PEANbHOCTH (eCiu
TOBOPUTH 00 «MHCTUTYILIMOHATBHOMY pycckoM aBaHrapie 1910-1930-x — He B mociieHIO0 o4epenb

! Mwupua dnmnage yKkasbiBaeT 3Ty UepTy — KOTCYTCTBME NEPCOHAIbHOTO MbILW/IEHUAY» — KaK Ha OAHY U3 OCHOBHbIX 414
TPaAMLMOHHbIX 0buecTs. [danaae, M. Mudsbl, cHoBuaeHus, muctepua / M. damnage // Npaktukym no ¢mnocodum: B 2-
Xx4.4Y. 1./ E.B. Tapagpimos. — MH.: 000 «Acap», 2004. — 704 c.]

2 Hawy no3uumio nNo *KaHpPoBOW NPMPOAE aCEMMUYECKOro MMCbMa CM. 34ech: http://scriptjr.nl/four-questions-about-
asemic-writing-11-ekaterina-samigulina/3429#.WDR17LndXgw
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U3-32 COOTBETCTBHS TMOJUTUYECKOM M MOITHYCCKOW HICOJIOTHH) OBUIO JOCTHTHYTO; HO
aBaHTapJUCTCKUNA TPOEKT ObUT mpepBaH, M TEKCT, BbIpBaBIIMiCA 3a mpenensl KynbTypel Ha
TEPPUTOPHUIO AEUCTBUS, ObLI JUIIEH CBOETO IMparMaTU4YecKoro MOTEHLHajda. TeKCT BEpHyJCAd B
chepy HcKyccTBa Hu, Ooyiee TOro, ¢ TOPKECTBOM KOHIENTyaduU3Ma M IOCTCTPYKTypalu3Ma
OKOHYATEJIbHO CTall MapKepoM 3TOU chephl.

MIMeHHO TO3TOMYy pa3BUTHE U OOHOBICHHE ACEMHUYECKMM MHUCHMOM aBaHTapJUCTCKUX
NPUEMOB MPEJCTABISAETCS HaM HE COBCEM NPOAYKTUBHBIM. Takne TEXHHMKH, KaK COYETaHHE
AHTU3HAKOB C a0CTPaKTHOW XUBOMHCHIO, HAHECEHHWE WX Ha apXUTCKTypHBbIE OOBEKTHI, paboTa ¢
KOJJTaXkaMH, Hecsi B cebe, Kazaloch Obl, BCE Ty XK€ MparMaTU4ecKyld HHTEHIUIO, B CUITY
O0BEKTHBHBIX HCTOPHUYECKUX MPHYUH HE MOTYT 00JIaAaTh CTOJIb PEBOJIOLMOHHBIM MOTEHIIUAIOM,
KAaK MX JKaHpOBble IpenmecTBeHHUKU. [Ipeononenne Tekcta M «BBIXOJ MCKYCCTBA HA YJIWLBI»,
JOCTH)KEHUE TIepBOOBITHOTO enuHeHus ABTOopa W [lpyroro B akTe TBOpPEHHMS HE MOTYT OBITh
JIOCTUTHYTHI 0€3 M3MEHEHHUs XapaKTePUCTUK YK€ HE MPOCTPAHCTBA, HA KOTOPOE HAHECEH 3HAK, HO
caMoro 3Haka (aHTH3HaKa). HeoOXoAMMO «BBIPBaThY» €ro M3 APUCTOTEICBCKOW MapaJUuTrMBbI
«MHMMECHCa», U3 aCCOLMATUBHOTO Psa «IMTEpAaTypa — HUCKYCCTBO — BTOPHUYHOE OTpa}KeHI/I63»,
NpUIaTh EMy pedanibHblie CBOUCTBA, TOMECTHTh B KOHTEKCT MHBIX MaTepHaTbHBIX OOBEKTOB.

Ecniu  acemuueckoe  MUCBMO  CHOCOOHO — AKCIUTMIUPABAiL. [NIYOMHHBIE — IUIACThI
00I11€4eT0BEYECKOro (B TOM YHCJIE JOSA3BIKOBOI0) CO3HAHUS, TO OH Y I0SKHO HECTH Ha ceOe U NHBIe
YepThl HAIIETO poJa — HE TOJIbKO MEHTaJbHbIE, HO U (U3NYECKHUE: TIPOTHKEHHOCTh BO BPEMEHH,
CMEPTHOCTb, HEPa3pbIBHOCTb CO CPENOM. DTU «OpPraHMYe Kyey» [[IOTEHLMM, KaK HaMm JyMaercs,
MO>KHO HalTH B aCEMUYECKOI MHCTAJUISILIMU, B35IB 32 OCHABY KQMIEHIUIO «HAMIEHHOTO 00BbEKTa U
«CILY4aiiHOT'O 3PUTEIISI.

[TogoOHBII PKCTIEPUMEHT MBI MOKEM HAWTH. Y 5110 BaH jJe MEpBa — 3T0 aHOHUMHBIE (7151
IPOTYIUBAIOMIETOCS TUISDKHUKA) aCEMHUUYECKUE DZitbif*HA, TIOCTEIIEHHO Pa3MbIBAeMbIE BOJHOW WM
OCBIITAEMBIE BETPOM.

AHTH3HaK 371eCb  JIMHAMHU3UPYETCS CcamMOl MNPUPOAOM — HMEHHO OHa MPUIAET eMy
aKLMOHHBbIE CBOWCTBA, BKJIIOYAaeT B COOCTBEHHYIO cucTeMy KoopauHar. Ilpu co3maHum Takux
MIPOU3BEICHUIN XYTOKHUK MOXKET U «KOIMMHPOBATHY (PU3NIECKUE MPOIECCHl — TBOPUTHh AaCEMHUYECKUE
KOMITO3MIIMHU M3 JIETYYEro JbIMa, TOPSIIMX MPEAMETOB, pa3jaraloliuxcsi MaTepruaIoB, MPUTIAIIaTh
CaMy pEaJIbHOCTh B COABTOPbI, BBIXOJIUTh W3 TaJE€PEHHOr0 MPOCTPAHCTBA U — MO BO3MOXKHOCTU —
OTKa3bIBaThCsl OT KaNMUTAIU3allid M THIECIaBUs aBTOPCTBA, pa3Menias B UHTepHeTe (oTorpaduu
CBOMX PabOT C MOAMUCHI0 «CMOTPHUTE, uTO 51 HAém ©.

3
Mo lerento



[©yHmameHnTOM 1T 3TON TEOPHH MOCTYXUIH BCEBO3MOXHBIC PYHHBI, HAXOIAIINECS BIAIN
OT MAarucCTpaJIbHBIX JIOPOT, KOTOPBIMH XOJUT 4YEJIOBEUECTBO, M HACTOJIBKO MOMIONIEHHBIC
paCTUTENBHOCTBIO, YTO OHHM KaXyTCs CIUTBIMU C OKpyXaromeh ux mnpupoaou. CrydaitHoMy
MIPOXOKEMY OHHM HPEACTAIOT BO BCEM CBOEM IIOATUYECKOM BEIMKOJICIIMU, HE OTATOLIEHHOM
MPUCYTCTBHEM MacTepa, CO3/AaBILEro ux, a Ha caMOM Jelie, KaKk 0Ka3ajaocCh, - CO3JABILIEroO JIMIIb
Kapkac IS BBIOIIMUXCSA JIMAH W NTUYbMX THE3A. [IOKMHYTOCTh M aHTHYTHJIMTApPHOCTb, Majas
BBIJIEJICHHOCTh M3 Cpellbl OTIMYAIOT UX, OTTAYMBAIOT UX OOJMK, KaK BOJIHA — OOJIOMOK CKajbl,
ynaBmuii B Mope. Ho B mepByto odepenb TaKOBBIMH UX JIENAET 6pemsi, NO0 Bce 3TU (IOpaskaroiye
3pUTENIsl) CBOMCTBA, BRIPAXKEHHBIC BU3YaIbHO (M TAaKTUIIBLHO), OHU MPUOOPETAIOT JIUIIH MTOCIE TOTO,
KaK 4YeJIOBEK OCTABUT MX Ha OTKYIM BETPaM, TOXKISIM U SIIICPULIAM.

HailinennbiM aceMuyeckuM OOBEKTOM B JAHHOM CIIy4ae CTAHOBUTCS OOBEKT, CO3HATEIHHO
MOKUHYTBHIM XyJI0KHUKOM B MPUPOJHOU Cpelie — MPH YCIOBHH, YTO TOT HE 3aMEyaTieBAET €ro C
MOMOIIbIO MEMA U HE YKa3bIBACT KOOPAMUHAT €r0 MECTOHAXOXKICHUS — T.€., PaKTUUECKH, TOAXOAUT
K aKTy CO3/IaHUS KaK MEAWTAIUU JHUO0 MarndecKoMy pUTyally U (B KaKOM-TO CMBICJIE) MepecTaér
OBITh XYAOXKHUKOM, JUIIasich 3puteis. OObeKT HaUMHAET )KUTh COOCTBEHHOM >KU3HBIO, TOCTENIEHHO
CTaHOBSCh YacThbi0 JaHamadra, cauBasch ¢ «pakTypoil U (GoHOM», - M JHUIIL B MOMEHT €ro
BHE3AIHOT0 OOHApYKEHUs (KOTOPOro MOXKET TaK M HE HACTYIUTh) Fepee IpeiesieTcsl — YaCTUYHO,
T.K. aBTOP €r0 aHOHUMEH — KaK «MCKYCCTBEHHBIN»].



“Organic” potencies of asemic writing
by Tae Ateh

Translated from Russian by Alina Liakhovskaya

The artistic system of coordinates did not always imply a presence of two interpretational levels of
“sacred” and “profane”, where the former represents the pole of an “educated recipient” while the
latter stands for the pole of “naive” recipient. The foundation for this division appeared in the
process of disengagement of art and life in the very infancy of humankind as a result of art’s
displacement into a separate aesthetical sphere functioning according to its own laws and rules. The
codes used in funerary wailing, ritual dances, rock paintings have a more universal nature than
modern semiotic systems, as they eliminated the possibility of their individual treatment and
consequently couldn’t generate an endless chain of interpretations. These codes were a part of
collective body of society, where (in a certain ideal sense) there was sti'l no existing phenomenon
of the Other[1]; moreover, in terms of culture they were not separatau +.om nature and its cycles.
The way people used these codes was as much organic as brecthing.” Art was a kind of body
extension, a gesture, and we notice this longing for gesturericss and fleshliness not only in the
historical avant-garde at the beginning of the 20th century, ki also in the contemporary post-
literature phenomenon of asemic writing.

The specific nature of the asemic code consists. ir the unfixed and consequently lacking any
particular meaning nature of its anti-sign whick issalves the art’s fundamental opposition of the
Author and the recipient (the Other), where hatii:use asemic code as a kind of “black box” having
no idea, what is inside it and thus unable t> cléim the “rightness” of interpretation. Creation and
interpretation are joined together into a.smgleact, effectively stopping the discourse from division
into totalitarian-sacred-author’s and a‘eessury-secular-reader’s layers. But does this act actually
address the challenge of the reintzgration of art and life and their pragmatic confluence? Does it
help to attain the ideal of equating vuriting[2] and gesture? For this purpose, as we believe, the
asemic workers should galvanize some currently unclearly articulated features of the anti-sign.

Practices closest to asemie. writing, such as Lettrist hypergraphy and Hylaea’s Cubo-Futurism
(Russian Gileya), paiu clsse attention to the theory of texture and background, applying their
inventions to the materials traditional for text (paper, wood, stone). The space of a sheet, previously
neutral in literature, nierged now with a graphically enriched letter creating a single canvas. Still, it
couldn’t go without mentioning that the leading concept was still that of a book and therefore of a
word (rather than that of a picture or of a brush stroke!). The subsequent, often theatricalized,
vocalizing of the text (the language’s transition into speech) actionised it, representing the avant-
gard idea of synthesis of different art forms.

The avant-garde’s pragmatic intention (implemented among other things via this synthesis) can be
in a certain sense regarded as a desire for the archaic “merging” with a word as a primitivistic
notion of the interchangeability of language and reality, and that of code and givenness. The
translation of a word into a gesture and therefore into reality had been achieved (when referring to
“institutional” Russian avant-garde of 1910-1930-s not least due to the corresponding nature of
political and poetical ideology), however, the avant-garde project intermitted, and the Text, now
released from the boundaries of Culture and forced into the territory of action, was deprived of its
pragmatic potential. Text reentered the sphere of art and, given the triumph of conceptualism and
post-structuralism, became eventually the evident mark of the sphere.
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That is why the development and renewal of avant-gardist approaches by asemic writers appear to
be hardly productive from our viewpoint. While such techniques as combining anti-signs with
abstract painting, their applying to architectural objects, working with collages, contain, as it may
seem, some pragmatic intention, they can’t have such revolutionary potential as their genre’s
predecessors due to all objective historical reasons. Surmounting of the Text and “art’s moving onto
the streets”, the primeval unity of the Author and the Other in the act of creation, cannot be
achieved by changing the properties of space, rather only by changing the sign (anti-sign) itself. It’s
necessary to “steal” it from Aristotle’s paradigm of mimesis, from associative field “literature-art-
secondary reflection[3]”, to actualize it, to put it inside the context of other material objects.

When asemic writing can explicate deep layers of pan-human (including prelinguistic)
consciousness, it should also carry some other features of our kind, not only mental but also
physical: time duration, mortality, inseparability from environment. These “organic” potencies, as it
appears to us, can be found in an asemic installation, based on the concepts of “a found object” and
“an observer”.

A similar experiment can be found in Andrew Van de Merwa's~tnonymous (for a beach
promenader) asemic writings, that are gradually washed away by the water or blown away by the
wind.

The anti-sign here is dynamized by the nature itself; the environment attributes to the sign its
actionist character, reintroduces it into its own coordinate system. While creating such works, an
artist can “imitate” physical processes, he can create compositions using volatile fume, burning
objects, degraded materials to invite reality itself to be a co-author, to move out of galleries and,
when possible, to negate capitalisation and the vanity of authorship, posting the photos of his own
works on the internet with such comments as “look what 1’ve found”.

[This theory has its foundation in various ruins, located far away from main highways well-trodden
by the men. These ruins are swallowed by the greenery to the point when they seem to be
intertwined with the surrounding environment. They burst upon the eye of a passer-by in its full
poetic splendour, free from the presence of a master who created them; in reality being a mere
carcass for vines and birds’ nests. Abandonment and anti-utilitarianiasm, shallow protrusion from
the environment distinguishes them, polish up their image in the same way as the wave polishes a
piece of rock fallen into the sea. But it’s time first and foremost that makes them look this way, as
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all these attributes (that captivate the observer), expressed visually and tactually, are obtained only
after the man has left these objects to the tender mercy of wind, rains and lizards.

In this context, the found asemic object turns into an object that has been deliberately left by the
artist in the natural environment, given that he does not document it using media and does not
specify its whereabouts. This way the artist turns an act of creation into a form of meditation, or
into a magic ritual and (in a certain sense), being deprived of his audience, he ceases to be an artist
altogether. The object starts to live its own life, gradually becoming a part of landscape, growing
into the “background and texture” and only at the moment of its sudden discovery (which may not
happen at all) it’s being redefined, though only partly, as its author is anonymous and thus
“artificial”.]

[1] Mircea Eliade points out this trait as one of the most common for traditional societies — “the
lack of individual thinking”. [Mircea Eliade: Myths, Dreams, and Mysteries: The Encounter
Between Contemporary Faiths and Archaic Realities, 1957]

[2] You can get acquainted with our stance on the nature of asemic wxitiiig here:
http://scriptjr.nl/four-questions-about-asemic-writing-11-ekaterina=
samigulina/3429#.WDR17LndXgw

[3] According to Hegel
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