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EDITORIAL:

Poetry and Transculturality in Asia and Europe

—The Material World
CHRISTIAN SOFFEL SERAFIMA TSUNG-HUEI HSIUNG
Universitdt Trier National Taiwan University

The main focus of INTERFACE issue 12 is “Poetry and Transcultur-
ality in Asia and Europe —The Material World”, which is a continu-
ation of the general theme in INTERFACE issue 10. The foundation
to both journal volumes was laid during the International Symposium
“Poetry and Transculturality in Asia and Europe”, held in Taipei at Tai-
wan University in February 2019, organized jointly with the Center for
Advanced Studies “Russian Poetry in Transition” (FOR 2603) at Trier
University. In addition to exploring the function and value of poetic
language (prose is not excluded) as the main expression of transcultural
activities, the articles in issue 12 examine in depth the emerging ten-
dency of exophonic writing and multilingualism in the field of current
poetry. The new challenge in this issue is to discuss the reproducible
relationship between language/words and external things or —in other
words— the material world.

As a special language activity, poetry often operates on the boundary of
language possibilities, trying to accept the language norms and expand-
ing it by including elements from other languages or even language
systems. As for the relationship between words in a certain language
and the material world, this will inevitably bring the subject into this
relationship, thereby forming a close interlocking relationship between
language, material and subject. Nevertheless, this connection is not
rigid, but a continuous process of decomposition and reconstruction.
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As for the theoretical part, the discussions held in this issue include
Wolfgang Welsch’s concept of transculturality, Vygotsky’s thinking and
speech, Bakhtin’s theory of dialogue, and Jan Baudouin de Courtenay’s
phoneme theory. Overall, the articles in this issue have academic depth,
length, and breadth.

The issue begins with two articles focusing on the work of the Yoko
Tawada. The first contribution explores the poetics of “exophony” by
Yoko Tawada, a bilingual Japanese writer (Japanese and German), who
chose a foreign language (German) as her literary medium. Tawada’s
poetics of “exophony” is to liberate language from its fixed meaning
and form a new literary creativity. In addition, this “exophony” writing
needs additional and almost simultaneous translations between “exter-
nal speeches”, which Tawada calls a self-translation process (Japanese-
German). According to this view, Tawada equates her writing activi-
ties with translation. The other author tackles the famous Japanese poet
from the perspective of “liminality”, putting her into contrast to the
American-born Japanese poet Arthur Binard, who serves as example to
elaborate on the characteristics of Tawada’s verse.

The next paper examines orientalism of Gabriele D’Annunzio, an Ital-
ian writer and poet in the late 19th and early 20th centuries. D’Annun-
zio expresses his orientalism in a short story titled Mandarina display-
ing “Eastern” exoticism in a space filled with Japanese artifacts and
erotic desires. However, it turns out that D’Annunzio’s orientalism 1is
a fictional East imagined by the West, which is exactly the orientalism
under the concept of “Western social superiority” described by Said.

The topic of the next article is multilingualism in modern Russian poetry,
in which the author formulates a typology of the Russian multilingual
poetry; it consists of “situational”, “intertextual”, “creational-performa-
tive” and “cultural-identical” types of poetic form. At the end of the
paper, the author draws a challenging conclusion: unlike America and
Europe, Russian multilingual poetry rarely involves socio-political and
identity issues. In most cases, Russian multilingualism is limited to aes-
thetics and cultural reference area.
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The final article can be regarded as an important part of completing
the transcultural topic in this issue. The paper examines the contem-
porary sinophone classicist poetry by Chang Yi-Jen (Zhang Yiren), a
recent Taiwan literary historian and poet. Contemporary sinophone
classicist poetry has not received enough academic attention so far, and
this article just fills this shortcoming. The author uses the transcultural
perspective to analyze Chang’s poetry, which not only helps to under-
stand contemporary sinophone classicist poetry, but also enriches the
discussion about transculturality.

From exophony writing, orientalism, multilingualism to contempo-
rary sinophone classicist poetry, all articles are good at showing the
discourses of transcultural perspectives (whether positive or negative).
They verified that cultures penetrate each other on various levels and
time periods, far beyond people’s imagination. As for the relationship
between translation and text, in addition to transcending language
boundaries through translation, literary text is also given a new written
body.

We would like to express our thanks to the editor and the editorial board
of INTERFACE for their continuous support and the wonderful atmo-
sphere of creative cooperation generated by all people who have con-
tributed to the completion of this volume.
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The Concept of Translation in Yoko Tawada’s Early

Work

HIROKO MASUMOTO
Kobe University

Abstract

Yoko Tawada chose a foreign language as her literary medium and enjoyed its foreignness,
which simultaneously alienates her from her mother tongue. By writing in another language,
she gained a distance from her mother tongue, but at the same time a new literary creativity
was formed for her. Her poetics of “exophony,” with which she tries to liberate a language from
its fixed meaning and to revive it, is presented in her early work as a translation process. The
idea of considering “exophonic” writing as “translation” is understandable because it involves
a constant process of self-translation. The following article attempts to shed light on Tawada'’s
concept of translation in her early work, especially in her first work nur da wo du bist da ist nichts

(Nothing only where you are, 1987).
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The Concept of Translation in Yoko Tawada’s Early

Work

HIROKO MASUMOTO
Kobe University

1 Introduction: “Translation” as a writing strategy

“Exophony,” literary writing outside the mother tongue, is one of the
key concepts that characterise so-called transnational or transcultural
literature in the present. Wright defines “exophony” as follows:

Exophony describes the phenomenon where a writer adopts a
literary language other than his or her mother tongue, entirely
replacing or complementing his or her native language as a vehi-
cle of literary expression).

(Wright, 2013, p. 2)

The adopted language is usually acquired as an adult. According to Iva-
novic (2010), the term “exophonic” means “that the author, by adapting
another language, tries at the same time to express the distance to the
literary community within which he moves with it” (Ivanovic, 2010, p.
172), and the function of “exophonic” texts is explained as follows:

Exophonic texts are determined by secondariness in the relation-

ship between language and speaker, which is made conscious

in the writing itself; they articulate a different way of speaking,

namely — in analogy to the concept of polyphony according to

Bakhtin — the emergence of the voice (phon€) from the writing.
(Ivanovic, 2010, p. 172)

Suga (2007, p. 28) underlines the polyphony of the “exophonic” texts
and speaks of “omniphony’: “Omniphone means a state of language in

99 ]

which many other languages of the world resonate”.

1 Suga is not thinking of Mihail Bakhtin, but of Edouard Glissant’s concept of “echos-monde” when he speaks
of “Omniphony”.
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In the field of German studies, the term “exophony” was first introduced
at the conference organised by the Goethe-Institut in Dakar in 2002 (cf.
Lufhofer, 2011, p. 3). Until then, literature written by authors whose
first or native language was not German was referred to as “literature
of foreigners” or “migrant literature”. However, these have a colonialist
aftertaste and presuppose “cultural or linguistic blocks separated from
each other in various ways and are rather helpless in the face of a hy-
bridity of cultures and languages or a transculturality that is recognised
throughout today” (Lughofer, 2011, p. 3).

Yoko Tawada, who was born in Tokyo in 1960 and has lived in Ger-
many since 1982, also took part in the Dakar conference and heard for
the first time about the concept of “exophony” (cf. Tawada, 2003a, pp.
3-13). Since then, she became aware of this concept in her writing and
subsequently wrote a volume of essays on this subject. She deliberately
chose a foreign language as her literary medium and since then has
enjoyed its foreignness, which simultaneously alienates her from her
mother tongue. By writing in another language, she gained a distance
from her mother tongue, but at the same time a new literary creativity
was formed for her.

Before she got to know the concept of “exophony,” she had often tried to
explain her writing strategy with the term “translation”. The idea is not
necessarily original, because “exophony” and “translation” are closely
related, as Suga (2007, p.27) claims: “exophonic writing, imaginably,
involves a constant process of self-translation”. The “self-translation” as
“exophonic” writing of course does not mean that Tawada would first
write a text in Japanese and then translate it into German. In the first
phase of her literary activity in Germany, she wrote her texts exclusive-
ly in Japanese, but her Japanese was already alienated by the German
language. Tawada’s “self-translation” at the time took place on a com-
pletely different level, as she impressively describes her own language
situation immediately after her migration to Germany:

Six months have passed, and in those months I never spoke Japa-
nese. It seemed to me that Japanese had gone out of my life. |
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could no longer find suitable Japanese expressions for the objects
and my feelings. It goes without saying that I cannot find suitable
German expressions, because German is after all a foreign lan-
guage for me. But now my mother tongue left me and I became
afraid. It was as if the writings had gradually become unreadable
in the fog. At that time I felt something, thought and decided
without language. [...] Then I began to »translate« this speechless
life into German or Japanese. The Japanese language, which |
had mastered earlier, died once and was reborn in another body.
(Tawada, 1999a, pp. 11-12)

What she means here with the expression “to »translate« this speechless
life into German or Japanese” can probably be better understood with
the term “inner speech” by Vygotsky. In his book Thinking and speech
(1934) he writes:

This outline of the characteristics of inner speech leaves no
doubt concerning the validity of our basic thesis, the thesis
that inner speech is an entirely unique, independent, and distinc-
tive speech function, that it is completely different from external
speech. This justifies the view that inner speech is an internal
plane of verbal thinking which mediates the dynamic relation-
ship between thought and word. After all that we have said about
the nature of inner speech, about its structure and its function,
there is no question that the movement from inner to external
speech is incomparable to the direct translation of one language
to another. The movement from inner to external speech is not
a simple unification of silent speech with sound, a simple vo-
calization of inner speech. This movement requires a complete
restructuring of speech. It requires a transformation from one
distinctive and unique syntax to another, a transformation of the
sense and sound structure of inner speech into the structural
forms of external speech. External speech is not inner speech
plus sound any more than inner speech is external speech minus
sound. The transition from inner to external speech is complex
and dynamic. It is the transformation of a predicative, idiomatic
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speech into the syntax of a differentiated speech which is com-
prehensible to others.
(Vygotsky, 1987, pp. 279-280)

In the first phase in Germany, Tawada felt, thought and made decisions
without “external speech”. She calls the transition from the inner to the
external speech, which was very laborious for her, “translation”. For
Tawada, the inner speech seems to play a certain role in the translation
on the level of the external speech (Japanese-German or German-Jap-
anese) when she reads Paul Celan’s volume of poetry Von Schwelle zu
Schwelle (From threshold to threshold, 1955) in Japanese translation
(by Mitsuo liyoshi, 1990) and asserts: “The original’s encounter with its
translation takes place during the composition of the text and not later”
(Tawada, 1996a, p. 129). In a dialogue with the writer Natsuki Ikeza-
wa, Tawada (2003b, p.148) says that language itself is already a transla-
tion of our amorphous, pre-linguistic thoughts, but she does not know
whether these unformed thoughts can then be called “the original”. She
further explains that perhaps it is precisely the act of translating our
thoughts into language that enables us to imagine an amorphous “orig-
inal” from which we translate.

The following article attempts to shed light on Tawada’s concept of
translation in her early work (i.e. in the works before her encounter with
the concept of “exophony”), especially in her first work nur da wo du
bist da ist nichts / anata no iru tokoro dake nani mo nai H727zDW\5 ¢
ZARITIRIZH IR (Nothing only where you are, 1987). In this book,
the Japanese original text is printed parallel to the German translation
by Peter Portner. The book is bilingual, but Tawada as author was not
yet bilingual. We had to wait another four years until she herself wrote
a German text. However, she was no longer monolingual and was able
to check Portner’s translation. At that time she was in the middle of the
process of moving out of her mother tongue. The following is a detailed
analysis of the texts that address this process. The term “translation”
is not necessarily understood as a translation of the Japanese language
into German or vice versa, so the comparison of the so-called partner
texts (two versions of the same work written by the author herself in
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both Japanese and German) is not the main concern.?

2 The relationship between Tawada and her mother tongue

Tawada’s first book begins with the poem Der Plan (Keikaku 5118, The
Plan), if we read it in Japanese. In this book, as already mentioned,
every text is printed in both German and Japanese: German from left to
right, Japanese from top to bottom and from right to left. So we should
turn the pages of the book in two different ways. If we read the texts in
German, we turn the pages from the German point of view as usual, but
if we read them in Japanese, we start to turn the pages from the back.
That is why all pages in this book are numbered twice.

The poem Der Plan can be read as a parable of “exophony”. It is
primarily about the liberation from the mother tongue and from the ego
bound in the mother tongue.

Mutter hatte

auf meinen Teppich

Suppe verschiittet.

Veridrgert wischte ich

am kommenden Tag

und den Tagen danach

mit einem Lappen

die Bohnenreste und die Reste vom Fisch
von meinem Teppich.

Genauso wie Mutter

die von der GroBmutter verschiittete Suppe
ihr ganzes Leben lang

weggewischt hatte.

2 Matsunaga (2002) compared the partner texts from the 1990s in detail in her essay on the problem
of self-translation in Tawada’s work. Matsunaga understands exophonic writing, like Suga, as a constant
process of self-translation: “Since Tawada always jumps between two languages, ‘translating’ is a
permanent writing process for her” (p. 534). With the expression “between two languages” Matsunaga
means between Japanese and German

10
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Eines Tages

warf ich den Lappen weg

und brach mir einen Weg durch das Geldchter
das um mich aufkochte.

1. LaB3 den Blumenstrauf3 im Ohrloch iiberflieBen

und singe in Richtung des Leuchturms.

2. Ruf die Ameisen herbei und laB} sie ein Dreieck bilden.
3. Wirf ein gekochtes Ei in den Sternenhimmel.

(Mother had

spilled soup

on my carpet.

Angrily, I wiped

the next day

and the days after

with a cloth

the rests of beans and fish

off my carpet.

Just like mother

had wiped off

the soup spilled by the grandmother
all her life.

One day

I threw away the rag

and set out through the laughter
that boiled up around me.

1. Let the bouquet overflow in the ear hole
and sing towards the lighthouse.
2. Gather the ants and let them form a triangle.
3. Throw a boiled egg into the starry sky.)
(Tawada, 1987, p. 121/8)

11
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The mother tongue is represented for the lyrical ego as a stain “auf
meinem Teppich (on my carpet),” i.e. as a kind of (birth-)mark inherited
from the mother. In the same way the mother had inherited the language
of the grandmother. While the mother has remained with her mother
tongue “ihr ganzes Leben lang (all her life),” the ego wants to leave its
mother tongue. Plans No. 1, 2 and 3 can then be understood as a poetic
practice that the ego intends to exercise exophonically.

In an interview with the journalist Lerke von Saalfeld, Tawada explains
why people want to be freed from their mother tongue at all:

[...] you become very cowardly in the mother tongue. If you live
only in your mother tongue, you are very helpless. First of all,
you have no means to fight against the language, the language
dominates you, you can’t do anything about it. If you know
another language, then the distance between yourself and the
mother tongue is noticeable. You are not quite under the power
of language. That is a liberation, and only then you can become

courageous.
(Saalfeld, 1998, p. 188)

In this interview Tawada also speaks of the ‘“‘ethnological” glasses
(Saalfeld, 1998, p. 189), i.e. language as glasses through which we see

In the poem Der Plan, the poetess originally writes that the mother
spilled “misoshiru BRIEY1 (miso soup)” on the “tatami ‘&". These Japa-
nese attributes show that the stain (i.e. the language) is supposed to
be Japanese. In the German translation, however, the mother spilled
“Suppe (soup)” on the “Teppich (carpet),” so that German readers
who do not understand Japanese may think that the stain is German.
Whether it is Japanese or German is irrelevant here, because this is the

mother tongue par excellence.?

3 Portner’s translation is quite free, but Tawada herself agrees with his translation. In an essay she
argues against the criticism that the translation is wrong. She writes, “In Germany ‘tatami’ can be used
as a foreign word, but the word associates young generation with the alternative interior, and it does not
seem like the everyday life of a child still living with his parents” (Tawada, 2006, pp. 169-170).

12
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After the lyrical ego has left its mother tongue, however, it does not im-
mediately become creative, but first of all “mute,” as the second poem
Absturz und Wiedergeburt (Tsuiraku to saisei B&7% ¥ F§4E, Crash and
rebirth) is supposed to show. The poem consists of two parts. As the title
suggests, the first part deals with the “Absturz (crash)” and the second
part with the “Wiedergeburt (rebirth)”. At the beginning of the first part
a “Dolmetscherin (female interpreter)” (Tawada, 1987, p. 119/10) waits
for a new beginning, but in vain.*

In der Muttersprache stumm sein

Aus dem Ei schliipft ein Flugzeug
Die Blicke der Einzelteile
sammeln sich in der Sekunde des Starts

Namenlose Dinge beginnen ein namenloses Tun
Wann?

Am Ende der Rollbahn hebt es kriftig den Kopf
der Maschinenleib sticht in den Himmel

Das Léacheln zerbricht

ein Lied kann man noch nicht horen

Durch verstreute Fliige

héngt noch keine Briicke

(Being mute in the mother tongue
An airplane hatches from the egg
The gaze of the single parts

gather in the moment of the start

Nameless things begin a nameless doing
When?

4 In Tawada’s works, a translator or interpreter often appears, but her translation always fails, as
we find a typical example in the novel The wound in the alphabet (Arufabetto no kizuguchi 7V 7 7 Xy
FOHE, 1993). On the subject of the failed translation in Tawada, see Matsunaga (2002, pp. 534-540).

13
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At the end of the runway, it lifts its head strongly
the machine body stings into the sky
The smile breaks
a song is not yet heard
Through scattered flights
no bridge is hanging yet)
(Tawada, 1987, p. 118/11)

Things and their actions are “namenlos (nameless)” because the inter-
preter has not yet acquired a new language after leaving her mother
tongue in order to be able to give them new names. An interpreter is
usually a person who translates (iibersetzen) what is said in one language
into another. The word “iibersetzen,” spelled the same way, means, as
a separable verb, to carry from one shore to another. This is why it is
referred to as a “Briicke (bridge)”.’ In this context, the line “hangt noch
keine Briicke (no bridge is hanging yet)” means that the interpreter can-
not yet translate. The repeated expression “noch (yet) + negative word”
such as “noch nicht (not yet)” and “noch keine (none yet)” implies the
expectation that a bridge is about to hang. But still the attempt of the
interpreter fails at first. She breaks into tears and the plane crashes.

Sie uibersetzt ,,Ufer mit ,,Gott*

Sie iibersetzt ,,Herz* mit ,,Stadt*

Sie Ubersetzt ,,Warum® mit ,,Frau®

In den Tranen der schluchzenden Dolmetscherin
wird der Maschinenleib kiihl

Zerbrechenschlingernsinkenstiirzenfallenwirbelnuntergehenun-
tergehen

(She translates “riverbank” into “God”.
She translates “heart” into “city”

5 We could also remember that “exophony” is actually a spatial concept (“ex” means “outside”).
This is probably why Tawada always has a spatial idea when she speaks of “translation”. For example,
she compares the word “tiichtig” with its English equivalent “competitive” and says, “There is probably
an ocean between the two words” (Tawada, 2002a, p. 127; Tawada, 2013, p. 68).

14
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She translates “why” into “woman”
In the tears of the sobbing interpreter
the body of the aircraft becomes cool

Breakleanstumblefallturngoingdownanddown)
(Tawada, 1987, p. 118/11)

Fifteen years later, in her prose Worter, die in der Asche schlafen (Words
sleeping in ashes, 2002), Tawada once again mentions the problem of
namelessness. Here she tells about the German swearwords that have to
do with animals such as “Ziege (goat)” or “Kuh (cow),” and says:

A living animal was caught and thrown into the fire. But how did
the animal get caught? It had a keen sense of hearing. It could
run like the wind when it wanted to. But it had a name and by
name it was caught. The name, the net. The name was then used
as a swearword and the animal was forgotten. The nameless an-
imal sleeps in ashes like a word that has never been said. I will
call its nameless name to wake it up, because it is not dead yet.
(Tawada, 2002b, p. 30)°

The text is in the book Uberseezungen, and this title is a pun on “Uber-
setzungen (translations)”. In both words, only one letter is different,
but this makes the word “Zunge (tongue)” appear, which means “lan-
guage” In the text quoted above, an animal sleeps in ashes, which in
turn is an associative play on words with the swearword “Arschloch
(asshole)”. To the first-person narrator, the word “Arsch” sounds like
“Asche” (Tawada, 2002b, p. 29), and a “Loch (hole)” reminds her of an
oven (p. 30). She now has a pictorial image that an animal whose name
was used as a swearword is sleeping in the ashes in an oven because it
1s now nameless. It needs a new name to be awakened.

6 We can also see here that according to Tawada, the act of naming has a magical power. She also
writes about this in the poem Gebet (Kito #it#, Prayer) in her first book. In this animistic-shamanistic
poem a kind of glossolalia is shown, whose creativity leads the conventionalized language to rebirth. Cf.
Tawada (1987, p. 99/30).

7 The book Uberseezungen consists of three parts, each called “Euro-Asian tongues”, “South
African tongues” and “North American tongues”. For Japan as an island state, all foreign languages are
“Overseas tongues (Ubersee-zungen)”. In this neologism we can also recognize a fish (“Seezunge”, sole).
This gives the impression that a language is a living being.

15
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Just as the sleeping animal with its “nameless names” is called and
awakened, “the voice counts the voiceless breath” in the second part
of the poem Absturz und Wiedergeburt (Crash and rebirth), so that the
world may be revived:

Da die Stimme den stimmlosen Atem zdhlt

als verfolgte sie eine Erinnerung

flieBt ein lauwarmes Wasser

zwischen der feuchten Erde und dem Korper der Frau
Die Sonne erscheint in den Wolken

farbt das Wasser rot

warmt das Fleisch

Die Frau bemerkt daB sie liegt

auf der groB3en Erde die mit toten Dingen
verstopft ist 6ffnet die Dolmetscherin ihre Lider
Die Geschichte hat noch nicht begonnen

(As the voice counts the voiceless breath

as if she was chasing a memory

a lukewarm water flows

between the damp earth and a woman’s body
The sun appears in the clouds

colours the water red

warms the flesh

The woman notices that she is lying

on the great earth which is filled with dead things
the interpreter opens her eyelids
The story has not yet begun)
(Tawada, 1987, p. 119/10)

What once died and was reborn in this poem are mother tongue and the

ego bound up with it. All terms like “Frau (woman),” “Erde (earth)” and
“Sonne (sun)” are connected with fertility. After her rebirth the inter-

16
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preter must now revive dead things with their nameless names to tell a
new story. The activity of the interpreter is presented here as something
poetic and creative. Thus “translating” is “exophonic” writing per se.

But here, we have to pay attention to the fact that Tawada still wrote this
poem in the Japanese language. After putting her mother tongue into
question, she did not immediately switch to the German language. In
reality she didn’t leave her mother tongue, but the relationship between
her and her mother tongue had changed in contrast to before. In other
words, the status of the mother tongue had changed for the poetess since
she had lived in the foreign language environment. This structuralist
idea can be seen very clearly in her poem Die zweite Person Ich (The
second person I), which was published in 2011:

Als ich dich noch siezte,
sagte ich ich und meinte damit
mich.

Seit gestern duze ich dich,
weil} aber noch nicht,
wie ich mich umbenennen soll.

(When I used to call you “Sie,”
I said I and meant
me.

Since yesterday, I’ve been using the “du” form,
but I don’t know yet
what I’'m going to call myself.)
(Tawada, 2011, p. 8)

As is known, German has both a formal and a familiar form of “you”
(“Sie” and “du”). Tawada thinks that if the relationship between “you”
and “me” has changed, i.e. when someone is no longer called “Sie”
but “du,” not only “you” but also “I”’ must be called different. So the
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relationship between the poet and the Japanese language should also be
different after she had contact with the German language. This relation-
ship only becomes different again when a third language is added, etc.®

3 The “imaginiren Biicher (imaginary books)” and Benjamin’s
idea of translation

Tawada’s first book nur da wo du bist da ist nicht begins with the
prose Bilderriitsel ohne Bilder (Etoki #:f# &, Picture puzzle without
pictures) when we read it in German. This story is the first literary text
that Tawada wrote in Germany with great effort. In the first paragraph,
the first-person narrator explains the circumstances of her departure
from Japan. She talks about the “imaginary »books« that have not yet
been written, that are not yet bound, that we keep turning pages in our
dreams without being able to understand them,” and confesses that she
has “a passion for them that borders on insanity” (Tawada, 1987, p.
9/120). These “imaginary books” remind us strongly of the medieval,
handwritten chronicle that Heinrich von Ofterdingen, the title char-
acter of Novalis’ novel fragments, finds at an old hermit. It is written
in Provencal, and therefore Heinrich only turns the pages without un-
derstanding the text. But it is provided with pictures, so he finally un-
derstands that it contains his life story.” Tawada’s narrative is actually
about visiting “an exhibition of handmade picture books”. (p. 9/120.) As
the reason why the narrator is so interested in this, she explains with her

8 The alienation effect of the German language can be lost if the poetess lives in Germany for too
long. Then she needs another language, as she writes in the story Portrdt einer Zunge (Portrait of a
tongue): “It had become impossible for me to fall in love in Berlin. The sentences that sprang into my
ears had an immediate cooling effect. People don’t talk in America — or so I thought. How nice.  mean,
of course they talk, but they speak only American English and that will surely be a refreshing change
because the language bears no trace of my fingerprints yet”. (Tawada, 2002a, p. 121; Tawada, 2013, p.
44.)

9 The “imaginary books” are leafed through in dreams, and the dream motif also plays a very
important role in Novalis’ novel fragments. The novel begins, as is well known, with the description of a
dream in which Heinrich sees the symbolic blue flower, a symbol of aspiration and recognition. Ivanovic
(2010) notes allusions to Heinrich von Kleist in this narrative (espcially Uber das Marionettentheater
(On the marionette theatre), cf. pp. 178-179), for Tawada begins the narrative as follows: “I remember
that the tradition of puppet theatre had long been cultivated in R, for I had once read a report on it in
a colourful museum brochure, but this time my short visit to R was not for the puppet theatre [...]”
(Tawada, 1987, p. 9/120). It is reasonable to assume that this narrative is under the influence of German
Romanticism.
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passion for “imaginary books” and says:

Two years before, when I was still in Japan, these dreams had
begun to fade; from the books I picked up, I could only see the
contents. Books full of foreign letters were responsible for the
fact that I was seized again. For hours I leafed through the Ar-
abic and Hindi books that lay in the bookstores and I could not
read. Even the English translations of the Japanese classics en-
chanted me. These classics, which I had already had enough of
reading, suddenly opened my eyes again to that imaginary book
by means of the letters of the alphabet, which were like engi-
neering plans. When I buried the box in which I had packed my
dead Japanese books in a park outside Tokyo, I decided to go to
Germany.
(Tawada, 1987, pp. 9/120-11/118)

This concerns the alienation effect of the unknown letters, and further
the liberation of language from its fixed meaning. The books that only
convey a certain content are already dead for the narrator. The text
quoted above clearly shows that Tawada does not regard language as a
mere means of transmitting information.

Letters or characters are a favorite theme of Tawada. In her Tiibin-
gen poetics lecture Schrift einer Schildkrote oder das Problem der
Ubersetzung (Writing of a turtle or the problem of translation, 1998)"
she deals with the difference between the Chinese characters and the
Latin letters:

The body of an ideogram is not puzzling, because it shows what it
means. [ can calmly let my eyes linger on it. There is no danger of
falling into nonsense, even though an ideogram usually has sever-
al meanings that have been gathered in it throughout history. [...]
A character is a picture that has been painted over several times.

10 With the expression “writing of a turtle” Tawada means Chinese characters, because they were
carved in their original form as pictograms in turtle shells and cattle bones. With this expression the
language is again represented as a living being.
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In contrast, every letter of the alphabet is a mystery. For example,
what does an A want to tell me? The longer I look at a letter, the
more enigmatic and alive it becomes: alive because it is not a
sign that stands for a signifier. It is neither an image nor a picto-
gram. It must not be looked at, but immediately translated into a
sound and its body must disappear.

(Tawada, 1998, p. 30)

So a Latin letter could be a “picture puzzle without pictures”. But the
Japanese title of this story is actually “Etoki #2f# %> and means “rebus”.
The title could be related to Walter Benjamin’s Ursprung des deutschen
Trauerspiels (The origin of German tragic drama, 1925), because Tawa-
da was working intensively on Benjamin’s texts at that time with Sigrid
Weigel at the University of Hamburg." In his habilitation thesis Benja-
min (1991b, p. 345) analyses, among others, allegory in the Baroque and
the term “rebus” appears in this context. He claims: “The language of
the Baroque is at all times shaken by the rebellion of its elements” (Ben-
jamin, 1991b, p. 381), i.e. by the rebellion of the “Schriftbild (written
character)” and “Sprachlaut (vocalization)” (Benjamin, 1991b, p. 376).

This mechanism also applies to Tawada’s poetics: the emphasis on the
materiality or corporeality of the language (sound bodies / written bod-
ies) is one of the typical artistic devices of Tawada, and both the Japa-
nese and German languages are constantly alienated and restructured
in her works by “rebellion of their elements™.!? A typical example can
be found in her short story Im Bauch des Gotthards (In the belly of
Gotthard, 1996). It is about a trip through the Gotthard Tunnel in Swit-
zerland:

Suddenly the ray of sunlight pierced through the window glass:
“Airolo”. The letter “O” appears twice in this name, as if the

11 In her dissertation Tawada dedicated a chapter to Benjamin. Benjamin dealt a lot with the
philosophy of language of German Romanticism, and Tawada’s interest in Romanticism could also be
understood in this context.

12 Concerning Tawada, we could note the additional influence of Russian avant-gardists such as
Velimir Khlebnikov (1885-1922) and his “zaum” language (language beyond reason), for she studied
Slavic studies in Tokyo. “Alienation” is also the term conceived by the Russian formalist Viktor
Shklovsky (1893-1984). They are both Benjamin’s contemporaries.

20



MASUMOTO

name wanted to recreate the shape of the tunnel exits I had left
behind. [...] I looked at the map to decide where I wanted to
go. To Como or to Locarno: Also in these names the letter “O”
opened twice. All names reminded me only of the tunnel en-
trances, and I noticed that I wished nothing else but to return
to Goschenen. I shouted “Goschenen” and heard stones in the
word. Hard stones lived in “G,” pebbles slid down the slope at
“OSCHE,” and soft stones became damp and loamy in “NEN”.
(Tawada, 1996b, p. 98.)

In an interview with the literary critic Yasuhisa Yoshikawa, Tawada
talks about this passage of text and says that she associates the sound
“NEN” with the Chinese character “K4” (sticky). Why soft stones be-
came “damp and loamy in “NEN,” German readers would not under-
stand. Loam means “nendo (K1) in Japanese, that is why the author
uses the word “loamy”. In the interview she says: “In literary works
there are passages that are only understood when they are translated
into another language” (Tawada, 1997, p. 90). This statement, in turn,
reminds us of Benjamin: the task of the translator is “to release in his
own language that pure language which is exiled among alien tongues,
to liberate the language imprisoned in a work in his re-creation of that
work” (Benjamin, 1991a, p. 19; Benjamin, 1996, p. 261).

Indeed, in her essay Das Tor des Ubersetzers oder Celan liest Japa-
nisch (The gate of the translator or Celan reads Japanese, 1996), Tawa-
da refers to Benjamin’s essay Die Aufgabe des Ubersetzers (The task
of the translator, 1921), which begins the discussion with the problem
of translatability. Thus Tawada reflects on the translatability of Celan’s
poems in her essay. She writes that when reading the Japanese transla-
tion by liyoshi, she felt that Celan’s poems are “peering into Japanese”
(Tawada, 1996a, p. 122), and asks “why Celan’s poems were able to
reach another world that lay outside the German language” (Tawada,
19964, p. 122). She came across a possible answer to this question when
an acquaintance of hers said that “the radical ] [‘tor (sic)’ in German,
‘gate’ or ‘gateway’ in English] played a decisive role in this translation,”
and then she suddenly had the idea: “It was precisely this radical that
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embodied the translatability of Celan’s literature”. (Tawada, 1996a, p.
122)

She claims that the ideograms with the radical “gate” such as R
(threshold), [# (hear), P (gleam), [ (in-between space), B (open), R
(darkness) are very important for understanding Celan’s poems, al-
though the poet himself could not possibly know how his poems are
translated into Japanese:

The translation is not the image of the original but rather, in
the translation a meaning of the original is given a new body
[a written body, in this case, not one for sound to resonate in].
Walter Benjamin writes: Translatability is an essential quality of
certain works, which is not to say that it is essential that they be
translated; it means rather that a specific significance inherent

in the original manifests itself in its translatability.
(Tawada, 19964, p. 134)

We can understand Benjamin’s sentence quoted here to mean that there
is a certain hidden meaning in the original, which the translation sheds
light on. Tawada practices this idea playfully in the episode of the sound
“NEN” in the place name “G6schenen”.”* Tawada obviously reads Ben-
jamin’s texts not as a scientist, but as a writer of “exophony” when she
writes:

I compare Celan’s words with the gates and remember that Ben-

13 The following statement by Tawada in the interview with Yoshikawa should also be understood
in this context. “In the beginning I always brought my poem to him [to her translator Peter Portner] as
soon as I had written it. I wanted to see immediately how it would look in German. [...] At that time I
felt a great joy to experience my own poem in German translation. I wrote poems in Japanese without
knowing what I wanted to express, I just knew that the text and style had to be as I wrote it. [...] After the
poem was translated into German, I suddenly thought I understood what I was aiming at with the poem”
(Tawada, 1997, p. 90). In the interview, Tawada also talks about Holderlin’s translations of the Greek
tragedy, probably because Benjamin refers to Holderlin in his essay The task of the translator. Benjamin
drew inspiration for the concept of “pure language” from Holderlin’s theory of caesura, developed in
Anmerkungen zu Oedipus (Notes to Oedipus, 1804). Caesura is a metric incision within a verse, it is
a short (speaking) pause. Holderlin does not regard this pause as a blank space; for him it is “the pure
word, the counter-rhythmic interruption” (Holderlin, 1954, p. 196). The word is “pure” in the sense that it
carries neither meaning nor sound. The “pure word” is the basis of all languages that people use, and this
basis is only audible during the (speech) pause, because it is usually covered with meaning and sound.
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jamin describes literalness in a translation as an ‘arcade’: True
translation is translucent, it does not conceal the original, does
not block the light from falling upon it, but allows pure lan-
guage—as if intensified though its own medium—to shine upon
the original all the more fully. This may be achieved, above all,
by a literal rendering of the syntax, which proves the word rath-
er than the sentence to be the primary element [Urelement] of
the translator. For the sentence is the wall before the language
of the original, and literalness is the arcade. An arcade con-
sists, if you will, of many gates placed one behind the other. If
each one of Celan’s words comprises a gate, the poem as a whole
might resemble an arcade.
(Tawada, 1996a, p. 131.)

In her novel The wound in the alphabet (Arufabetto no kuzuguchi
777Xy b, 1993), Tawada took Benjamin’s idea of “a literal
rendering of the syntax,” which is quoted here, indeed literally. In the
novel, a translator wants to translate a German text into Japanese so
that the German syntax remains in the Japanese translation, and this
attempt fails, as we can easily imagine. The title of this novel for the
paperback edition Transplanting letters (Moji ishoku SCF-FHE, 1999)
probably shows the connection with Benjamin’s idea even more clearly.
Because Benjamin also uses the word “transplant (verpflanzen)” (Ben-
jamin 1991a, p. 15; Benjamin 1996, p. 258).

4 Conclusion

Tawada’s poetics of “exophony,” of liberating language from its fixed
meaning and reviving it, is presented in her early work as a translation
process. She therefore speaks of “translation without an original”. The
concept of considering “exophonic” writing as “translation” is under-
standable because it involves a constant process of self-translation. Is
an “exophonic” author like Tawada then actually a writer or translator?
In his talk on Benjamin’s essay The task of the translator, Paul de Man
(1985, p. 34) distinguishes the poet from the translator as follows:
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Of the differences between the situation of the translator and that
of the poet, the first that comes to mind is that the poet has some
relationship to meaning, to a statement that is not purely within
the realm of language. That is the naiveté of the poet, that he
has to say something, that he has to convey a meaning which
does not necessarily relate to language. The relationship of the
translator to the original is the relationship between language
and language, wherein the problem of meaning or the desire to
say something, the need to make a statement is entirely absent.

In her earlier essay Die verlorenen Manuskripte (Ushinawareta genko
Kbz GHE, The lost manuscripts), Tawada (1999b, p.26) describes
the writing process of a novel. She obviously writes this text as a writer
because it is about what she wants to say:

There’s something I want to write. I start to write a novel but
soon I realize there is something wrong with it and then I have to
start all over again and I write something completely different.
The plot, characters, circumstances, style, everything is com-
pletely different. What are the relationships between different
versions of a novel that is rewritten and reworked several times?
Maybe like in the family tree, where parents create children and
die? Or are they different versions of a single informal text when
it takes on a form and becomes visible?

It is remarkable that she imagines her “statement” as a text, i.e. as some-
thing verbal, although it has not yet been verbalized and is therefore
still “formless”. This is the translation from “inner speech” to “external
speech” in Vygotsky’s sense. As an “exophonic” author, Tawada also
needs an additional process of translation between the “external speech-
es” (Japanese-German). This double translation process probably takes
place almost simultaneously for Tawada, which is why she equates her
writing activity with translation.

The translation on the level of the “external speech” gives the original
a new body of writing and sound, and emphasizing this corporeality of
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language is one of the typical tricks for Tawada. By adopting another
language, she gains a distance from her mother tongue, which is con-
stantly alienated and restructured in her works by the “rebellion of its
elements”. The restructuring of language through translation processes
provides the writer with the framework for writing.

“The translator can never do what the original text did. Any transla-
tion is always second in relation to the original, and the translator as
such is lost from the very beginning,” states de Man (1985, p.33). But
when he derives the translator’s “defeat” from the ambiguity of the word
“Aufgabe (task),” he conversely shows the translator’s creativity, which
Tawada enjoys immensely:

If the text is called “Die Aufgabe des Ubersetzers,” we have to
read this title more or less as a tautology: Aufgabe, task, can also
mean the one who has to give up. If you enter the Tour de France
and you give up, that is the Aufgabe — “er hat aufgegeben,” he
doesn’t continue in the race anymore. It is in that sense also the
defeat, the giving up, of the translator.

(de Man, 1985, p. 33)

Tawada doesn’t give up. On the contrary, she is extremely productive,
because she is convinced that the translation is not a copy of the origi-
nal. There is never the correct translation, which for de Man means the
“defeat” of the translator, but it is precisely this inaccessibility of the
original that allows the translation to be constantly renewed. According
to Benjamin, the diversity of the languages that exist on earth is proof
that every language is imperfect. While Benjamin therefore idealizes
the language before the Tower of Babel and speaks of the “reine Sprache
(pure language),” Tawada conversely enjoys the multilingualism after
Babel. She deals with this problem in her novel Scattered across the
earth (Chikyu ni chiribamerarete HiBRIZHDIZDH ST, 2018). The ti-
tle is obviously an allusion to the tower-building myth. After all, before
Babel no translation was needed.
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The Liminal Lyrical I in the Poetry of Tawada Yoko and

Arthur Binard

As the number of multilingual writers increases through global migra-
tion, global travel and global communication, scholarly interest in bor-
der phenomena and their artistic representation also rises (Schimanski
& Wolfe, 2007).! In this analysis, I plan to show one such phenomenon:
the liminal lyrical subject, as it appears in the Japanese—language po-
ems of two contemporary poets. While Tawada Yoko? relocated from
Japan to Germany in the 1980s, the American Arthur Binard immigrat-
ed to Japan in the 1990s. Reflecting on these fractures in their biogra-
phies, both writers construct a liminal subject in their poems. However,
Tawada’s text subjects, the ‘voices’ of the poems, elect the in—between
space and are empowered by it, whereas Binard’s speakers are more
ambiguous regarding the liminal state, and seek to assert themselves by
exerting power over their readers.

Using the concepts of lyrical subjectivity as described by Henrieke Stahl
and the notion of liminality as developed by Victor Turner, I consider
the implications of the liminal subject positions in Tawada’s poems #i
K& (kankokyaku, Tourists, 1987) and F5' L v 7 (857 (chigarette
(tabako ka), Cigarette?, 2017). In these texts, Tawada constructs a
lyrical subject removed from the action, as commentator or spectator.
It takes part in the poem’s content only tangentially and belongs to nei-
ther of the cultural spheres presented, thereby deconstructing the bi-
nary. Meanwhile, in the poetry of Arthur Binard, the lyrical subject
often acquires liminality through its status as a foreigner. His poems
illustrate the struggles of a non—Japanese within Japanese culture, in a
more typical ‘migrant literature’ style. But at the same time, Binard’s
humour questions a straightforward assignation of this label, and a de-

1 This article was first presented as a paper at the Poetry and Transculturality in Asia and Europe
Symposium, Taipei, 22-23" February 2019.
2 In this essay, Japanese names appear in their original order (family name first).
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gree of ambiguity appears desirable for his lyrical subjects. His poems
#& (sen, Lines, 2000) and % v 7" (taggu, The Tag, 2000) also inquire into
the confining attribution of borders and of (national) identity. Before
the analysis of the four texts, however, I will briefly explain four rele-
vant theoretic concepts: migrant literature, exophony, liminality and the
lyrical subject.

‘Migrant literature’ is a term that immediately comes to mind regarding
writers in a foreign language context. Professor of German and Com-
parative Literature Azade Seyhan describes three ‘stages’ of migrant
literature, although she acknowledges that they can be mixed in a spe-
cific work. The first stage would be for a migrant to report their experi-
ences in their new country, usually in their mother tongue. In the sec-
ond stage, migrant writers would address their observations of the host
country to its natives in the language of the majority (Seyhan, 2001).
This is what Binard does in his poems; Tawada uses this stance in her
German-language prose work. Japanese studies scholar Florian Gelzer
(2000) argues that after 20 years of living in Germany, her stance be-
comes a pose. Since I work with the basic assumption that the lyrical
subject is always a construction (see below), the liminal observer would
be a pose (a constructed poet persona) of Binard, as well.

Despite his work’s fulfilling Seyhan’s criteria, Binard’s move as a white
Westerner towards a non—western culture is an inversion of the usual
image of the migrant and thus troubles the categorization of his work as
migrant literature. This could also have an impact on his poetics and the
poet persona constructed through his poetry, as I discuss below. In par-
ticular, the usual power dynamics of the speaking position are disrupt-
ed: the subject of a first stage text speaks to an audience of peers, while
the second stage features a speaking subject culturally and linguistical-
ly removed from its intended audience, which therefore speaks from a
position of inferiority. Binard, by contrast, assumes a more empowered
position, as I will discuss below.

Seyhan’s third stage of migrant literature uses techniques such as col-
lage and language experiments (Seyhan, 2001). Much of Tawada’s work
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can fit into this third category. However, Tawada actively rejects the
attribute of ‘migrant” writer. Instead, she prefers the term ‘exophony’,
which developed to its current meaning in the aftermath of a conference
on African literatures she had attended.

As a contrasting term to migrant literature, ‘exophonic’ literature con-
stitutes a move out of the native language (instead of into a foreign lan-
guage/culture) in order to discover the artistic potential of language(s).
This makes the borderland between languages the origin of creativi-
ty (Tawada, 2012, pp. 3, 67, 31-32, 35, 2016). I would argue that the
inside/out/between dynamic Tawada develops here also applies to the
speaking subject in Seyhan’s three stages of migrant literature. While
Seyhan’s stage one places the speaking subject into a state of peripheral
belonging to their culture of origin (still endophonic), stage two pres-
ents them in liminal state between the cultures (exophonic), and the
third stage then represents a type of literary empowerment through this
liminal state and the exophony associated with it. In this way, I connect
migrant literature and exophony through the notion of liminality.

Originally coined in anthropology by Arnold van Gennep and Victor
Turner, the term ‘liminality’ describes the transitional phase in a ritual,
after separation from the social group and before re—entry in a new role.
It is an ‘in—between stage which bears features of neither the past nor
the future state and enables new, partly disturbing experiences’ and is
able to (temporarily) dissolve borders (Warstat, 2005, p. 186, my trans-
lation). This concept has gained traction in the humanities, particularly
Theatre Studies, through the argument that in aesthetic processes, the
irritation or disorientation of a liminal subject is transferred to the audi-
ence. This alienation is the artistic experience of liminality, which en-
courages the questioning of borders, i.e. preconceptions, and may even
lead to a change of perspective (Warstat, 2005). In this way, literary
liminality could have the same status—changing effect as ritual limin-
ality. Consequently, the liminal state is a position of in—between—ness
both empowering and threatening to one’s very identity, and in the fol-
lowing, I use it in this sense.
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Authors can choose to construct a liminal speaker (subject) in the text,
and I argue that both Tawada and Binard do so in the texts I present
below. As the ‘liminal lyrical subject’ is my focus in this analysis, it
is relevant to clarify the model of lyrical subjectivity to which I refer.
Professor of Russian Studies Henrieke Stahl describes the subject as
a given feature of lyrical texts. It emerges from their performativity,
so that for centuries, critics have presumed the existence of a ‘lyrical
I’ or speaking subject even if it did not appear directly in the poem
(Stahl, 2017). The layered narratological model of subjectivity in fiction
(character(s), focalizer(s), implied author etc.) is more complex than the
notion of a ‘lyrical I, but its applicability to poetry remains contested,
which is why Stahl develops an outwardly similar model based on tran-
scendental philosophy instead (Stahl, 2017).

Stahl differentiates two types of subjectivity, text—external and text—in-
ternal. The first type includes constructs such as the abstract or tran-
scendental author as well as the actual person writing (the empirical
author), while the second type consists of the character(s)/ experienc-
ing subject(s), the speaking subject (‘text subject’) and the poet persona
(‘subject of expression’) (Stahl, 2017, p. 132, 2018). An editorial instance
can also exist between the second and the first type of speaker, as either
text—external reality or text—internal fiction. Critics may differentiate
the instances of subjectivity, if they comment on or contradict each oth-
er. However, text—internal subjects can also merge (i.e. the experiencing
subject is also the speaker (text subject), which is also the poet persona)
(Stahl, 2018).

Comparing the poems of Tawada and Binard illuminates the versatility
of the liminal speaking position. The two writers share some similari-
ties, most notably a background of voluntary migration and exophony,
1.e. artistic expression in a non-native language. In this context, they
both choose a similar — liminal — speaking positions for their poems,
and the speakers of their poems reflect on shared themes: experiences
of marginalization and the desire to belong. However, the speakers have
different goals, as is already apparent from the language choice of both
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authors. Tawada’s decision to continue writing in Japanese® when she is
also publishing in German points to her desire for interstitiality, while
Binard’s focus on writing in Japanese reveals a drive toward recognition
in the host culture; the analysis will show how the poems reflect this
difference.

The liminality I want to explore in the following poems affects every
level of subjectivity. The experiencing subject may live through exclu-
sion (see Binard), the text subject may speak from a liminal perspective
(see Tawada), the subject of expression may emerge from the liminal
space between languages and cultures (see both authors). This latter
aspect of cause has a connection to the real-life border—transgressing
situation of the actual poets. However, while connections may exist be-
tween the poet persona created by the poem (or series of poems) and the
empirical author, they cannot be the same, since the former is created
by the text, whereas the latter is always external to it. In other words,
the text may evoke a poet persona that resembles the author him/her-
self closely in situation or biography, but this persona is still a textual
construct and not the author him/herself. Despite this, considering the
author’s biography is necessary to notice such connections, which is
why I introduce both authors before I discuss their poems.

1 Tawada Yoko (ZHIHIET)

Born in 1960 in Tokyo, Tawada Yoko now lives in Berlin, Germany. She
studied Russian Literature at Waseda University, Tokyo, and moved to
Germany in 1982 to work at a publisher’s in Hamburg. In the following
years, she took up the study of German literature at Hamburg Univer-
sity and later completed a doctorate from Ziirich University (Krstovic,
2017; Literature Resource Centre, 2010). Her first collection of poetry
and prose appeared in 1987, translated from the Japanese by Peter Port-
ner. Since 1991, she publishes prolifically in both German and Japa-
nese: poetry, novellas, novels, dramas, radio plays, essays and more.

3 Both poems discussed here were written in Japanese, even though the first one was published in a
bilingual edition in Germany.
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Her works have won numerous awards such as the Akutagawa— and
Tanizaki—Awards in Japan, or the Goethe—Medal, the Kleistpreis and
the Erlangen Award for Poetry in Translation in Germany. She has been
writer—in—residence at different universities in Europe and the US, and
has twice given poetry lectures as guest professor at German universi-
ties. Her audience was able to witness her reading both published texts
and specific performance pieces at over 1100 events around the globe
(Yoko Tawada). However, little of her poetry is available in English.
The poet herself has translated some for events and performances, and
a few translations are online on the platform Lyrikline.* Regarding print
media, the Chinese edition 4 Poem for a Book —5&%—& includes some
English renditions along with Chinese translations.” However, so far
there has been no full translation of any of her poetry collections. All
translations to English in this paper are therefore my own.

The first poem [ want to consider is #15¢% (kankokyaku, Tourists) from
Tawada’s 1987 debut collection H7%7=DW\% & Z AT 7RITH 72/ Nur
da wo du bist da ist nichts (anata no iru tokoro dake nani mo nai, Noth-
ing only where you are) (Tawada, 1987).° The four sections of the poem
are distributed across the book on specific salmon—coloured pages,
which are not included in the pagination and thus attain special signifi-
cance. In both languages, the first section of the poem is printed on the
first page, doubling as an epigraph, and the last section on the second to
last page. Thus, the poem forms a frame for the entire collection.

ARBIE-oTIniFnwzeZne

-y RRAT

VA4

BEEEDITHIH

H 57 DR U2 B AT 5 (1. 5)
WoHHIERZEH-T VS

L]

4 E.g. the Danish poetry festival ‘Poetry International’, see https:/www.poetryinternational.org/pi/
poem/22156/auto/0/0/Yoko-Tawada/THE-FLIGHT-OF-THE-MOON/en/tile. Retrieved on January 15,
2019. https:/www.lyrikline.org/de/gedichte/diagonal-13800. Retrieved on January 15, 2019.

5 Cf. https://muse. jhu.edu/book/43183. ,Retrieved on January 15, 2019.

6 The text of the poem appears on the front endpaper, a leaf between pp. 32/97 and 33/96, a leaf
between pp. 96/33 and 97/32, and the back endpaper. Thus, no page numbers can be given.
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S—ayXTIE, EERFEVRITEE

b2 DT T RN 5
DILEBIEBL N REBEKICRAD
HA R ZANIIEGEDIEZ D>DT T
D AR E ST S

DL BIEFEOR D ZEEITRD

e I BART 2BV o 1N 2T
LEPRTITREEREIDZZETS
DILEBEDEEDRISFIC Fi-
—ay ORI FTLOMAIILDESIZ
RELFETIEFARWVWITIY
bizLizbld 5
FRRLIZIEESRD

You really shouldn’t say so, but
there‘s no such thing

as Europe

A parade of camels

follows their own footsteps

as they slowly round the globe

[...]

in Europe, a man begins to say,

and the reflecting haze gets diarrhoea
Let us become garrulous tourists

the tour guide hoists the heathen flag
and continues to call out place names

we take photographs of the scent of existence

our arms crammed with sold-out souvenirs

(1. 12)
(1. 15)
(1. 20)

(L. 5)

(1. 12)

(1. 15)

let us pour tears and information onto the unreachable earth

on our language‘s opposite bank, again
the tree of Europe rises high

You shouldn‘t say it out loud, but

We can no longer

Live without it.’

7 Tawada, 1987, npn. Translation by the article author.

38

(1. 20)



BOHM

The first section imparts the notion that ‘there’s no such thing/ as Eu-
rope” (32— v R AT/ R\, yoroppa nante/ nai, 1. 2-3) in a gesture
of telling a secret (§ > ClXWFRWZ 27T L, itte wa ikenai koto da
keredo, ‘You really shouldn’t say so, but”, 1. 1).! This invites the reader
into comradery with the voice of the poem, creating a personal connec-
tion between the reader and a speaking subject addressing them. By
contrast, in the second section, the speaker remains an observer, and
transcends the limited human perspective. The phrase ‘parade of cam-
els” (B&BE D175, rakuda no gyoretsu, 1. 4) employs a cliché image to al-
lude to the global migration movements in the late 20" century, and the
limited and formulaic response to it. The comparison of national bor-
ders with the sky reveals the constructed nature of borders — because
they are based on a human point of view, borders become insignificant
once the human perspective is left behind. In the same vein, the poem
establishes borders and lines like the horizon as zones, instead of one—
dimensional lines. The space within and beyond bordering processes,
the in—between, is a central concept in Tawada’s poetics, and lines 5—11
(omitted in the quotation) similarly deconstruct the border images of
language and reality. Childlike imagination transcends the limits set by
human conceptualizations of the world, (such as the horizon as a line,
instead of an area optically compressed). This concept is visualized in
the children rope-skipping with the horizon.

The speaker links the faculty of imagination to feminine creativity, es-
pecially the woman poet, who gives birth not to children but, through
the act of writing, to herself (1l .9—11). By contrast, the concept of Eu-
rope, which Tawada’s speaker colours as masculine, becomes a mirage,
‘the mirror of the heat haze’ (FGRDE, kagero no kagami, 1. 13) be-
cause, as the poem has asserted in the beginning, Europe does not exist
(1. 2-3). That the mirage ‘gets diarrhoea’ (F#iiZ220>5, geri ni kakaru,
1.13) visualizes a rejection of language as a masculine principle as literal
‘shit-talking’.

However, the lyrical subject does not clearly assign itself to either side

8 Tawada also engages with the constructed image of Europe in an essay that takes its title from
this poem: ‘Eigentlich darf man es niemandem sagen, aber Europa gibt es nicht” (‘Actually, you are not
supposed to tell anyone, but Europe does not exist’, Tawada, 1996, pp. 46-52).
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of the gender binary. Instead, it remains liminal in this regard, as well,
and dissolves into an all-encompassing ‘we’ (H7zL 725, watashitachi,
1. 14). This union with the addressee it had hooked in in the first sec-
tion creates a plural lyrical subject. Liminality is maintained despite the
union because this subject identifies as a tourist, which is a transitory
and dislocated identity. The tourists are alienated from their surround-
ings, so much so that their tears cannot reach the soil (1. 19). The ‘sold—
out souvenirs’ (5¢ D YN 7=BH0UT, urikireta omiyage, 1. 18) they carry
symbolize consumerism, which has replaced social connections, such
as religion. This becomes clear when the tour guide rises the ‘heathen
flag” to the tourists (1. 15). The selling out of the souvenirs, which indi-
cates a failure of the subject to procure one as a token of belonging to
the tourist group, and the rejection of religion, are two additional factors
in the speaker’s liminality.

For the Japanese—speaking voice of the poem, Europe is an Other (posi-
tioned, as the poem points out, on the opposite side of the globe, 1. 20).
Yet this self/other dynamic is not merely geographically defined; it is
constructed through language, as the man speaking the name of Europe
(1. 12) and the verbosity of the tourists (72 L7zHB B L £ XD RBOLK
127259, watashitachi wa oshaberi na kankokyaku ni naro, 1. 14) sug-
gest. Without the Other, there can be no Self, as the final lines claim:
‘we can no longer/ live without it’ (H7zL7zH1E b5/ 2R LICIEE
XN\, watashitachi wa md/ sore nashi ni wa ikirarenai, 11. 22-3).

The poem comes full circle at the end, returning to the distanced stance
of the first lines. This type of framing represents the greater and more
encompassing viewpoint of the liminal speaker. The focus in this last
part is directly on language: since the speaking subject exists beyond
linguistic and cultural belonging, it can see the ‘other bank” of lan-
guage (SEDMIISF, kotoba no muko gishi, 1. 20). Their liminality
is essential to the understanding of Europe as a construct. Neverthe-
less, they remain dependant on the image, unable to ‘live without it’.
The idea of Europe arises from beyond any particular language as a
trans—lingual, trans—cultural concept that has become necessary as self/
other. Despite its constructed nature, it is essential to the construction

40



BOHM

of subjects — even ones so transpersonal, de—localized, transitory (in
short, liminal) as this poem’s speaker. While this speaker’s liminality is
geographic as much as linguistic, the next poem I discuss focuses more
on language and social spheres.

When she was writing ‘Kankokyaku’, Tawada was a peripheral member
of the German language community she lived in, a language-learning
immigrant, which may have lead her to first consider a liminal speaking
position. In the following decades, she has become an accomplished
writer and speaker in her second language. Nevertheless, the liminal
speaking position remains an important device in her poetics, as its
application in following, the 30 years younger poem reveals. Like the
exophonic stance, liminality becomes a conscious choice, a speaking
position she can adopt in any of her languages.’

Tawada’s 2017 poem F4'L v 7 (BEFLD) (chigarette (tabako ka), Ciga-
rette?) is part five of the book—length poetry series 2% 142 (shutaine,
a transliteration of the German ‘stones’).In the collection, every poem’s
title is a transliteration of a German noun, followed by its bracketed
translation into Japanese marked with a question particle (Tawada,
2017, pp. 29-32). Thus, by the titles alone, a poetic persona emerges
which positions itself in the liminal border region of translation, be-
tween German and Japanese.

ZDBESZADBRICLIZLE Z>T W00

X EZ Y -T

WZHN

FroUBb0EF2EIT I

B oD -723E XX 5T T (1. 5)
[...] FEHDOF B AT A > 7 20T

SEOBEDEN (1. 10)
T b R—LADIAFR—L4

ERE7Aa BHENMA-TET

G = DR DBEHFH =

9 For instance, in her Japanese novel 3 (Hikon, Flying soul, 1998), Tawada uses metaphorical
expressions that sound like literal translations from another language, a she notes in her essay 55Dk
ftl (gengo no hasama, lit. The gap of language, 1999, p. 74). This constitutes an exophonic style, even in
her mother tongue.
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BRBPEELT2ATAHT LW

DIETE |...] (1. 15)

VDI TETD

GDES S

FEEL Y BE(O)Z UL HOoHH->TW0WS
THOOEEEZ LI2B->XA
DIz O LI

H5 DL

FThHoTWi=zn

Next to this old guy I want to stay for a while
Smoke going cold

bitter

the burnt smell of dried-up men gathering
who fled from the salty moisture of diapers
[...] dry like the ink of yesterday’s newspaper
the back of the nose hurts

the platform is ,my ‘home’

giant iron, the train rolls in

iron double doors open

to summer‘s fresh batch

of boys [...]

even if they laugh at him (1. 22)

he does not lift his eyes

(1. 22)

(1. 25)

(L. 5)

(1. 10)

(1. 15)

from the exchange of loving gazes with his cigarette

The old guy with the earthen face (l. 25)
next to whom I

just for a little while longer

want to sit.'

In addition, Cigarette? resembles Tourists, because its voice portrays
two levels of liminality: a liminal observer describes a liminal object.
While, in the earlier poem, the liminal object was tourists, here the
voice evokes a man or group of men, lingering on a train platform,

10 Tawada, 2017, 29-32. Translation by the article author.
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which is a place of transit and thus a liminal space.!" These character(s)
could be salarymen avoiding a return to a family home (with diapers
and laughing children) where they feel out of place. Alternatively, they
could be homeless people who have no home to go to but the platform
(7' v b R—=LD3~A R—2L, purattohomu ga mai homu, 1. 11), a play on
sound typical of Tawada’s work. The use of the full term purattohomu is
significant here, as it is usually abbreviated to Zomu is everyday speech,
making the connection to the anglicism maihomu (‘my home’) obvious.

An opposition emerges throught the poem: Whether homeless or salary-
men, the characters are associated with dryness and fire: they are de-
scribed as ‘dried’ and having a ‘burned smell’ (T2 56U 7HbDEE
BEEIF 7128\, hikarabita otoko-tachi no atsumaru kogeta nioi, 1. 4),
and are associated with the drying newspaper ink (£ > 27 2382\C, inku
ga kawaite, 1. 9). This imagery contrasts with the humidity attributed to
homes and children as ‘wet saltiness of diapers’ and the ‘boys fresh as
splashing water’ (BLD DR -7 -1X X, omutsu no shimetta shioppo-
sa, 1. 5; ATAT L DED, mizumizushii shonen-tachi, 1. 14-15) .

The lyrical voice, however, is liminal: It identifies with neither realm,
not even the also liminal space of the platform, and only establishes a
temporary (b9 L72, mo sukoshi dake, 1. 27), one—sided comradery
with the men in that liminal space. Unlike the text subject of ‘Tourists’,
the liminal speaker of Cigarette? assigns themselves to neither side of
the described binary male/adult/work/fire and female/child/home/mois-
ture. Instead, it empathizes and observes, disconnected. Nevertheless,
both poems position the speaking voice as a liminal subject and thus in
a position to question binary oppositions (Europe/Asia, migrant/tourist,
insider/outsider, gender). Again, the liminal position of the text subject
empowers it to criticize and deconstruct, but it also isolates it. With
Binard’s poetry, the situation is different, as I will demonstrate in the
following section.

11 For the specific (liminal?) status of places of transit as ,non-places‘, see Augé and Bischoff, 2012,
pp- 83, 90.
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2 Arthur Binard (7 —4— +« £ +—K)

Arthur Binard was born in 1967 in Michigan, USA. He studied American
English Literature at Colgate University, New York, and developed an
interest in languages as he lived in both Italy and India. While writing
his final assignment, he grew interested in Chinese characters, and
moved to Japan after his graduation in 1990. Besides visiting a lan-
guage school and supporting himself by teaching English, he practiced
Japanese by translating children’s literature in a local library (Binard &
Tanaka, 2006, 104—6; Mami, 2011 (June 21)). His debut poetry collec-
tion #ID_EUFCl& (tsuriagete wa, Catch and Release) appeared in 2000;
with it, he became the first foreigner to win the Nakahara Chiiya Poetry
Award. In the following year, the work appeared in Binard’s own trans-
lation into English.”” Since then, he has published prose and poetry in
Japanese as well as translations. He also works as a radio host (Binard
& Tanaka, 2006). In public lectures, Binard takes a firm stance as a po-
litical activist against atomic weapons and nuclear power.

I discuss two examples from Binard’s debut collection here, the first
of which is ## (sen, Lines; Binard, 2000, pp. 14—15). In this text, three
poems are embedded in a prose (con)text, similar to classical Japanese
literature. However, these poems are free verse, and their difference to
the prose surroundings emerges mainly through the layout. One could
make a case that the experiencing subject of the poems is immediately
in the situation, whereas the subject narrating the prose parts is a later,
reflective instance, a text subject.

OLOEEIELReT7A—MNHEER L5 (1. 7)
ZDT7 A7 7 DREMO—FIZIZ

ZNI2D DR 23D o7z,

[...]

WOBHNTWVD (1. 18)
H71370 b Dl Z+E o7z FAED 121

MRZ T2 3ITNET2N, (1. 20)

12 Unfortunately, I could not acquire a copy. The English translations from Binard’s poems in the
following are therefore my own.
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Pinched as it was between the jostling shops and houses and

flats (1. 7)
This strip of black, unmarked asphalt
had had a certain ‘infinity’ to it.
[...]
The path I always walk (1. 18)
which only is as wide as myself:
on my ‘private way’, (1. 20)

I want to walk without drawing lines.

So I thought, as I generously poured soy sauce onto the pure
white tofu block."

One hint towards this is that the speaking voice of the prose text refers
to a softly masculine ‘I’ (boku, £, in the opening prose section not cited
here), but there is no direct mention of an ‘I’ as grammatical subject
in the poems themselves. This is not unusual for Japanese texts, but it
may support my assumption of two distinct speakers. In any case, the
description of the route to the shop and the choice of silk tofu for lunch
associate a local, 1.e. Japanese, speaker. Indeed, after the collection won
the Nakahara Award, critics praised the everyday feeling and Japanese
perspective of Binard’s poems (Arakawa, 2001; Kitakawa, 2001; Sasaki,
2001). By contrast, the speaker of the poems is more aloof and critical.

The poem’s theme of drawing lines associates bordering processes and
exclusion. The lines on the road impose difference where ‘infinity” (%
FR, mugen, 1. 9) had been before. The lyrical subject rejects these lines
and moves physically beyond them, finally balancing on top of one (1.
13). The rejection of borders—*‘on my ‘private way’ /I want to walk with-
out drawing lines’ (<FAZE) 1213/ #RZ T 1D FITVE TN, (shido) ni wa/
sen wo hikazu ni ikitai, 11. 19—20)—symbolically repeats itself in the last
image of the text, as the lyrical subject pours black soy sauce onto white
silk tofu. Poet and essayist Sasaki Mikir6 sees Binard’s talent revealed

13 Binard, 2012, pp. 14-15. Translated by the article author.
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in this last line, where the doubling of a block of tofu and a city block
in the term ‘chd’ (']°) connects the image with the senses (Sasaki, 2001,
p. 50). In my interpretation, however, the experiencing subject’s act of
pouring black soy sauce onto the white tofu becomes a counter—image
for the white lines drawn on the black road. The speaker symbolically
erases these lines and thus categorical borders in general, so that he is
no longer ‘defined far too clearly’ (HEDIC Ny F VT3, amari ni hak-
kiri suru, 1. 12, not quoted in the extract above). Therefore, the subject
of expression emerges from the contrast between experiencing subject
and text subject, and positions itself beyond the border between those
who belong (Japanese, such as the experiencing subject) and those who
feel they do not (foreigners, such as the empirical author), as a hybrid
poetic persona. The topic of assimilation becomes more overt in the
next poem I discuss, the free verse piece X 2 (taggu, The Tag, Binard,
2000, pp. 16—17).

The Tag is a ‘punchline—poem’ in that its last line constitutes a witty
return to the first image of peanut butter, which ironically undercuts the
expressed desire for assimilation. Japanese critics Arakawa and Kitaka-
wa both mention Binard’s engaging use of humour. Sasaki specifically
voices his surprise that Binard uses a Japanese, not American, style
of humour, and acknowledges Binard’s Japanese—language perspective
(Arakawa, 2001; Kitakawa, 2001; Sasaki, 2001). Binard himself identi-
fies as a ‘HAGEN (nihongojin, ‘Japanese—language—person’) because
he would not be seen as Japanese (HASA, nihonjin) even if he changed
his citizenship status (Binard & Itod, 2017). This may also be the back-
ground of the hybrid subject of expression in this poem: Linguistically
Japanese, but visually American.

KHBY 100%av byOzDTS %Y ->T (1.7)

~ WA TZ 5T DD,

72U RBMAFECTEETUONT ot

(MADE IN) 8WST7AT VT4 T4 0BRSSz, (1. 10)
EERCTFORS

FEEFEWZ2WELsT W5,

W= Eot

D AREZAT F-EEHT,
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If you look closely, well, this 100% cotton T-shirt (1.7)

originally came from Macao.

Worn out from bordercrossing and washing repeatedly. Finally
it was freed from its ‘Made In’ identity. (1. 10)
With my own ‘tag’, too/

I’ve been fiddling for quite some time.

If I think it has come loose

unexpectedly, it shows up again.'

The speaker identifies with a T-—shirt, which has travelled the world
from America to Italy to Ikebukuro (a district of Tokyo) with him, and
which has now lost its ‘tag’, the marker of its origin. The use of the
term ‘&’ (shusshin, 1. 8) for ‘origin’ emphasizes the personification
of the T-Shirt, because this word is normally used for human beings.
As the T-Shirt is 100% cotton, the speaker is (originally) 100% Amer-
ican, but due to his extended travels, this label (tag) has lost much of
its relevance.” The tearing of the tag, however, occasions the speaker
to contemplate his (1Z<, boku, 1. 1, omitted above) own difficulty in
dissociating from his American origins: ‘HfL7z22 & o8/ x ATRE D
AT  F7EHZMT (foreta ka to omou to/ hyon na tokoro de mata kao
wo dasu, ‘If I think it has come loose/ unexpectedly, it shows up again’,
1. 13—14). The lyrical subject of ‘Tag’ is ultimately ambivalent toward
the process of assimilation. On the one hand, he states a desire to be
free of his nationality, on the other he remains loyal to it, as evidenced
by its desire for peanut butter, which forms the final punchline. The
structure of the poem implies that true assimilation is not feasible, or at
least not desired by the lyrical subject. This puts the subject in a limin-
al, in—between position: He has integrated into the host culture, but not
completely dissociated himself from his origin.

Fitting with the cultural hybridity of'its lyrical subject, the poem includes
foreign terms in Katakana as well as Arabic numerals and Roman let-

14 Binard, 2012, pp.16-17. Translated by the article author.
15 Ithank professor of Japanese Studies Kristina Iwata-Weickgenannt for pointing out the relevance
of the choice of ‘H1&” and ‘100%’ to me.
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ters and thus calls to attention the hybridity of the Japanese script.'® In
this way, the subject of expression reflects visually the speaker’s grow-
ing distance from America, most noticeably in line 10. Here, the script
moves from the Roman letters and English language of ‘M ADE IN’ to
TAT ¥ T4 T 4 (aidentiti, ‘identity’), an English word that functions as
a Japanese loan word in Katakana, and finally to ‘release’ (f#1X, kai-
ho), a Sino—Japanese term written in Kanji. The experiencing, speaking
subject desires a release from his Western origin into the Japanese (lan-
guage) along the same trajectory.

At the same time, the poetic persona empowers itself, firstly by master-
ing the language and secondly by determining, in the poem itself, how it
expects readers to understand it. In other words, the lyrical subject lays
out the intended interpretation in the poem itself, merging the text sub-
ject (voice) with the subject of expression (the poetic persona). Binard
is an atypical ‘migrant writer’ because of his privileged background
as a white Western male. Perhaps this results in a certain confidence
or sense of entitlement on part of the poet persona, which leads it to
attempt controlling the interpretation of the poems.

3 Comparison and Conclusion

So far, it has become apparent that Tawada uses liminality to empower
the text subject—the voice of the poem—as a trans—categorical entity.
The two poems I analyse were published 20 years apart, so their com-
mon tones suggest that this is a continuing feature in Tawada’s poetry.
By contrast, Binard’s poems emphasize a subject of expression (a poet
persona) who empowers himself by asserting his mastery of the Japa-
nese language (and culture, as the local knowledge and food choice of
the speaker of ‘Lines’ suggest), and by controlling the interpretation of
his poems despite the ambiguity of the text subject. A potential reason
for this different stance is the difference in Tawada and Binard’s poetics.
Binard sees language as a means, whereas Tawada puts it centre stage.

16 Journalist Taylor Mignon claims that “Tag’ is one of the few poems in the collection originally
written in English (Mignon, 6 June, 2001); this older version would possibly be less effective due to less
options in the choice of script.
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For example, Binard speaks of language in mechanical terms, calling it
a ‘vehicle’ or ‘toolbox’ (Binard & Nakausa, 2015, my translation; Mami,
2011 (June 21)). Such a view of language is typical for migrant writers
(Seyhan, 2001). Tawada instead emphasizes a sense of discovery rather
than mastery. ‘Perhaps, I don’t want to become an author who writes in
languages A and B, but fall into the poetic ravine I might find between
them’ (Tawada, 2012, pp. 31-32, my translation), she states in her poeto-
logical essay collection Ekusophoni.

In all four poems, the lyrical subject works with and from a liminal
position, but the use it is employed for is different. Tawada’s multi—lay-
ered poems foreground the voice of the poem as a subject who chooses
the liminal position to break up dichotomies. Because she moves out
of language/culture, she qualifies as an exophonic writer. By contrast,
Binard’s poetry creates similarities by metaphor, then explains them.
As a result, his poems focus on a poet persona directing his Japanese
readers’ understanding. In Tawada’s case, the empowerment is directed
out of the (one) language, exo—phonic, into the realm of poetic creation
(Tawada, 2016). Contrastingly, Binard’s lyrical subject directs it inward,
into the language and culture of the host country and into its own sense
of control. Nevertheless, in the poems discussed here, the lyrical sub-
ject self—consciously positions itself in a liminal position and uses the
creative potential of merging cultures for poetic effect, creating cultural
hybridity."”

17 1 plan to elaborate on the relation of Tawada’s in-between and Bhabha’s Third space in my
doctoral thesis.
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Gabriele d’Annunzio orientalista. Intertestualita nella

novella “Mandarina”

Nel Giappone, nei dintorni di Kyoto abitero
un vecchio tempio di legno,

fra i ciliegi lievi

e gli stagni coperti dai fiori del loto

e i sorrisi discreti dei bonzi.

21 luglio 1923

(D’Annunzio, 1990, p. 33)

Varcata la soglia della Prioria, la residenza che Gabriele d’Annunzio
volle sulle sponde del Lago di Garda, all’interno del complesso del Vit-
toriale degli Italiani, il visitatore puo fare esperienza dell’atmosfera di
profonda religiosita in cui sono immersi tutti gli ambienti.! Simbologia
francescana e misticismo esotico si mescolano nella volonta fattiva del
suo creatore e la sterminata collezione di oggetti estremo-orientali, con
le statue dei budda e le maschere rituali giapponesi, racconta della pas-
sione del poeta per la spiritualita dell’Est. Il sincretismo dannunziano
fa dialogare religioni diverse nel chiuso di una stanza, attraverso l’arre-
damento fantasioso e ’accorta disposizione dei manufatti sacri che si
accumulano nella Stanza delle Reliquie.

La ritualita del lontano oriente intrigava D’Annunzio che, con la sintesi
delle varie esperienze religiose (non ultimo il culto della velocita e del
pericolo), si pone il fermo proposito di mettere in comunicazione “il dio
unico” con il divino che alberga nella propria anima; scrivera nel Libro
segreto: “Aspiro al dio unico, cerco il dio soprano, e sento come quel
che ¢ in me divino tenda a ricongiungersi col dio inaccessibile, si sforzi

1 In tutte le sue case, in particolare alla Prioria, la passione dannunziana per il superfluo si rivela
soprattutto nella contaminazione dell’arredo fra sacro e profano. Tom Antongini (2013, p.162) conferma
che la disposizione di tutti gli oggetti al Vittoriale ¢ opera dello stesso D’Annunzio: “L’arredamento e
I’ammobiliamento vero e proprio d’una casa occupa per D’Annunzio quasi tutto il tempo durante il quale
egli vi abita, si tratti anche d’un periodo molto lungo. Il rimaneggiamento dei particolari, le trasposizioni
di stanze, i mutamenti, sono nei primi tempi quotidiani e continui. Il costante afflusso di nuovi oggetti
comperati o donati, la mania della perfezione, favoriscono questo incessante lavoro di abbellimento e di
super-decorazione”.
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di possederlo” (D’Annunzio, 2005, p. 1723). Fa incidere, infatti, sulla
trabeazione che sorregge la serie di sculture lignee raffiguranti santi
e angeli nella Stanza delle Reliquie: “Tutti gli idoli adombrano il Dio
vivo / Tutte le fedi attestan 'uomo eterno / Tutti 1 martiri annunziano
un sorriso / Tutte le luci della santita / fan d’un cor d’'uomo il sole / e fan

d’Ascesi / I’Oriente dell’anima immortale™.?

Pero ¢ sicuramente la Piramide degli idoli a catturare ’attenzione del
visitatore, a dare manifestazione concreta alla tendenza dannunziana
al sincretismo religioso: costituita alla base da una gatta addormentata
insieme ai suoi cuccioli e a due coniglietti di terracotta, che rappresen-
tano il mondo terreno; poco piu sopra due cani Fo dell’olimpo cinese
e, a salire, immagini di idoli e di budda, figure orientali di uccelli, fino
alla Madonna in trono col Bambino (Guerri, 2015, p. 78). D’Annunzio
(2005, p. 1722) scrisse nelle sue pagine mature: “Dianzi, nel Cenacolo
delle Reliquie, fra 1 Santi e gli Idoli, fra le imagini di tutte le credenze,
fra gli aspetti di tutto il Divino, ero quasi sopraffatto dall’¢mpito lirico
della mia sintesi religiosa”.

Ispirazioni diverse e differenti suggestioni si uniscono nel gusto dan-
nunziano, un horror vacui che guida ’arredatore d’eccezione nella scel-
ta del mobilio e nella composizione. La Stanza delle Reliquie rappresen-
ta, insomma, il risultato concreto del tentativo dannunziano di fusione
tra oriente e occidente, dal punto di vista religioso e artistico (Mazza,
1995, pp. 92-94).

La stratificazione materiale di bibelot orientaleggianti ¢ testimone del-
lo studio per una fusione ideale tra repertori culturali lontani tra loro,
nel tempo e nello spazio. La ricerca estetica di D’Annunzio conserva
sempre una certa tendenza centripeta: I’alterita artistica, quanto piu dif-
forme e deforme, quanto piu distante dal nucleo dei motivi culturali
della tradizione poetica coeva, lo affascina e lo seduce; il suo desiderio
prensile afferra i manufatti letterari di un altrove vagheggiato (il fran-
cese arcaico, ’Abruzzo mitico, l'oriente misterioso, la Grecia antica)

2 Ilriferimento ¢ ad Assisi, la patria di San Francesco, e rimanda a un verso del Paradiso dantesco:
«Pero chi d’esso loco fa parole / non dica Ascesi, ché direbbe corto, / ma Oriente».
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e i fa propri, mescolandoli tra loro, addomesticandoli. La materialita
¢ centrale in questo discorso: il desiderio tattile di possedere 'oggetto
esotico, metterlo in dialogo con un altro pezzo per suscitare segrete
associazioni mnemoniche, prelude alla composizione letteraria e anzi
I’assiste. Nell’Atto di donazione del complesso del Vittoriale allo Stato
italiano del 1923, D’Annunzio dichiara:

Non soltanto ogni casa da me arredata, non soltanto ogni stanza
da me studiosamente composta, ma ogni oggetto da me scelto
e raccolto nelle diverse eta della mia vita, fu sempre per me un
modo di espressione, fu sempre per me un modo di rivelazione
spirituale, come un qualunque dei miei poemi, come un qua-
lunque dei miei drammi, come un qualunque mio atto politico
o militare, come una qualunque mia testimonianza di dritta e
invitta fede.
(Ministero di Grazia e Giustizia, 1937, p. 3275)

Lelemento materiale veicola ’espressione artistica, rivela le nascoste
complicita tra lo spirito e le cose: “D’Annunzio qui espone un’ideolo-
gia dell’arredamento che concepisce la casa e gli oggetti quali portatori
di significato metafisico, quali mediatori fra le persone che vivono in
questi ambienti e una realta soprannaturale basata sulla memoria, la
sensibilita e la sensualita” (Hendrix, 2008, p. 295).

Nel 1884, poco piu che ventenne, gia scriveva sulla 7ribuna:

La rassomiglianza curiosa dei riti buddisti con i riti della Chiesa
romana ¢ causa di alcune singolarita figurative che alla prima
vista generano stupore. Infatti voi vedrete, in mezzo ai mostri
e a tutta la grottesca umanita elefantiaca dei vasi, una figura di
Satzuma, dolcissima, in un atteggiamento di madonna cattolica,
china il capo pudicamente, piegata su’l petto le mani. O voi ve-
drete in un foukousa un gran vecchio adorante che tiene levati li
occhi verso un’apparizione di santo cinto dall’aureola cristiana.
(D’Annunzio, 1996, p. 213)
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D’Annunzio annota queste riflessioni in un periodo fondamentale per
la penetrazione del gusto orientale, soprattutto giapponese, nel contes-
to culturale italiano. Sul finire dell’Ottocento, infatti, diventa popolare
una maniera esotica nell’arredamento dell’abitazione signorile a Roma
bizantina, citta che D’Annunzio frequenta come giovane cronista di ep-
isodi mondani. Le garconniere straripano di statuette d’avorio, figurine
di giada, kimono e ukiyo-e. L'oggettistica estremo-orientale colora di
uno svagato esotismo tante pagine dell’esordiente giornalista, ma diven-
ta materia di prosa d’arte quando D’Annunzio si cimenta con la novel-
listica.

1 Scrittura e riscrittura dannunziana: la novellistica mondana del
periodo romano

Nelle pause dalla cronaca mondana, che lo consacravano cantore del-
la Roma umbertina e gaudente, D’Annunzio licenzia qualche racconto
ironico, si prova con le parabole e le novelle. Scrive fiction, insomma,
ma sullo sfondo continuano a muoversi 1 protagonisti dell’zaute so-
cieté che suole frequentare, bozzetti di personaggi descritti talvolta con
bonaria indulgenza o castigati con sferzante dissacrazione.

Federico Roncoroni raccoglie nel 1981 le piu significative prove di pro-
sa di questa stagione sotto il titolo di Favole mondane; tentativi simi-
li di compendiare la prosa dannunziana del periodo romano, distillata
sui giornali, erano apparsi gia all’inizio del secolo, D’Annunzio viven-
te, con feroce risentimento del poeta che aveva “protestato contro le
pubblicazioni che si vanno facendo delle sue opere anteriori”, come si
premura di segnalare ’editore di certe Parabole e novelle dannunziane
nel 1914, che infine si giustifica asserendo che “esse valgono sempre piu
alla luminosa conoscenza dello scrittore, ch’¢ piu grande della contem-
poranea letteratura italiana” (D’Annunzio, 1914, p. 15).

La curatela di Roncoroni accoglie una composita raccolta di racconti

sceneggiati, racconti in forma epistolare, monologhi, recuperi di leg-
gende popolari, che mostrano le sorprendenti incursioni dello scrittore
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nei territori del fantastico e la sua frequentazione con la nuova sensibil-
ita per l'oriente (Reim, 2013, pp. I-VIII). Appaiono tra il 1884 ¢ il 1888
sul Capitan Fracassa e sulla Tribuna e costituiscono un’eccezione nel
panorama della produzione dannunziana per la loro leggerezza ironica
e la facilita di fruizione, a beneficio certamente dei lettori civettuoli di
cronaca mondana, come nota Roncoroni nell’introduzione alla curatela
(D’Annunzio, 1981, pp. 5-9).

Qui D’Annunzio si esercita al meglio delle sue possibilita inventive,
dando prova di una maturita artistica cui dara piena espressione nel pri-
mo romanzo, I/ Piacere, del 1889. Abbandona il taccuino del giornalis-
ta, pur senza deporre i modi del cronista mondano, e si lascia andare al
suo estro creativo. Ancora Roncoroni:

La differenza tra la cronaca di attualita dei normali pezzi gior-
nalistici e la cronaca inventata delle Favole, peraltro, agli occhi
del lettore ¢ minima. Spesso, infatti, le cronache reali sono cosi
favolose da sembrare inventate, quasi un’ironica mistificazione,
e spesso, di converso, le Favole mondane sono cosi realistiche da
sembrare cronache di attualita.

(D’Annunzio, 1981, p. 7)

Non ¢ da sottovalutare la dimensione letteraria presente in questi rac-
conti. Vi si possono rintracciare, in bozzetto, i personaggi del futuro
romanzo: svetta Roma, le sue piazze, le scale, le ville, le donne, gli
amori, tutto cio che confluira nel Piacere, vera e propria summa del
periodo romano di D’Annunzio. I/ Piacere si configura, infatti, come
ripresa di tanti materiali prodotti negli anni romani, apparsi sulle col-
onne dei giornali, e le Favole mondane furono spesso la fucina dove si
approntarono i materiali per la riscrittura. Nell’introduzione alla rac-
colta mondadoriana degli scritti giornalistici del periodo romano, An-
namaria Andreoli sostiene che: “Il cronista dara senz’altro manforte al
narratore affinché si configuri in tutto e per tutto quale artifex additus
artifici” (D’Annunzio, 1996, p. XXV).

Di seguito si metteranno in luce, attraverso ’analisi di una novella delle
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Favole mondane, le strategie di composizione che governano il tratta-
mento dell’esotico nelle pagine romane di D’Annunzio e la loro ripresa
nel Piacere. Si confrontera la descrizione del Cavalier Sakumi nella
favola intitolata “Mandarina” con quella che si fa, dello stesso person-
aggio, nel successivo romanzo // Piacere. Non si trascurera di rintrac-
ciare le fonti francesi di questo racconto esotico, ma pure si cerchera di
dimostrare come D’Annunzio abbia plasmato la fisionomia ¢ il carattere
di Sakumi a partire dall’osservazione diretta del ministro giapponese
Fujimaro Tanaka, di cui racconta in un articolo sulla 7ribuna. 1l reimp-
iego di pagine di cronaca mondana nel tessuto dei grandi romanzi non
¢ un fenomeno trascurato dalla critica, che ha cominciato a dedicare
attenzione agli scritti giornalistici dell’abruzzese proprio a partire dal
confronto con la produzione letteraria successiva: un D’Annunzio scrit-
tore della propria scrittura.

2 Una favola mondana d’ispirazione giapponese

“Mandarina” ¢ una favola mondana che appare per la prima volta sul
Capitan Fracassa il 22 giugno 1884, a firma Gabriele D’Annunzio
(1981, pp. 11-20). Lautore, dopo ’'apparizione nel quotidiano, ne preve-
de la pubblicazione nel volume di novelle / Pantaleonidi che propone
all’editore Treves nel 1885. L'lllustrazione italiana tramanda questa let-
tera, tra le altre selezionate da Mimi Mosso entro il voluminoso carteg-
gio D’Annunzio-Emilio Treves, che ne illumina il progetto editoriale:

Caro Signore,

Ho qui la Sua lettera, lo non le dissi né il titolo del libro né il con-
tenuto, perché sapevo che alcune settimane fa la signorina Matil-
de Serao ne aveva parlato particolarmente a Lei o a suo fratello.
Il libro si compone di novelle in prosa ed ¢ intitolato / Pan-
taleonidi.

I titoli delle novelle sono questi:

I. I Pantale6nidi; II. Annali d’Anna; III. L’incantesimo; IV. La
morte di Sancio Panza; V. Villa Borghese; VI. Mandarina; VII.
Mungia; VIII. La guerra del Ponte; IX. San Laimo navigatore;
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X. Idillio notturno; XI. Congedo.
Le mandero il manoscritto appena Ella mi dara una risposta.
Le novelle, per la massima parte, sono state pubblicate nel «Fan-
fulla domenicaley.
Cordiali saluti.
Dev.mo Gabriele d’Annunzio.
Roma, il 3 di marzo 1885.
(Mosso, 1923, p. 512)

Le esose richieste di D’Annunzio, che pretende ben 1500 lire da pagarsi
alla consegna del volume, fanno fallire ’accordo con Treves il quale
commenta, risentito: “Vedo che con lei i rapporti sarebbero molto dif-
ficili, avendo acquisito idee molto erronee sul movimento letterario in
Italia. Le rimando quindi le sue novelle” (Mosso, 1923, p. 513). Eppure
saranno i torchi di Casa Treves a stampare il fortunato primo romanzo
dannunziano nella primavera del 1889.

“Mandarina” non ¢ presente nel volume che esce un anno dopo, con il
titolo San Pantaleone, presso 1’editore Barbera di Firenze. Ivanos Ciani
(1975, p. 77) afferma che I’esclusione dalla raccolta fosse dovuta al fatto
che I'argomento mondano della novella poco aveva in comune con il
tono delle altre. “Mandarina” si attesta, comunque, come la piu com-
piuta espressione dell’interesse dannunziano per ’esotismo giapponese
che, sull’'esempio francese, si diffondeva in Italia in quegli anni. Incarna
un aspetto importante del complesso fenomeno del japonisme, che fu
caratteristico della scrittura di Vittorio Pica: ’evasione dalla vita ordi-
naria in un mondo alternativo, fantastico e poetico. La mescolanza dei
caratteri esotici, senza troppa cura per le peculiarita nazionali in rifer-
imento ai motivi artistici, ¢ una prassi dell’orientalismo del tempo, ev-
idente pure qui quando D’Annunzio prende per giapponese il tema del
mandarino, caratteristico invece della Cina (Muramatsu, 1996, p. 28).

Mandarina ¢ il soprannome della marchesa Aurora Cardinale, vedova
romana, svampita ¢ sognante. In un ambiente arredato alla giapponese,
tiene ogni sabato il t¢ delle cinque, a cui partecipano i nomi piu chiari
dell’aristocrazia tiberina. Gli aromi intensi della bevanda giapponese
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accendono gli spiriti corrotti dei convenuti che, schermati dai paraven-
ti floreali, si abbandonano al pettegolezzo e al corteggiamento raffina-
to. Mandarina assume pose giapponesi ed indossa kimono preziosi, si
perde nelle sonorita meliche dei versi orientali e s’innamora di un tale
cavalier Sakumi, segretario giapponese d’ambasciata, il quale tutto ig-
nora dei costumi sofisticati del ffirt ricercato dell’alta societa romana.
La marchesa instaura col giapponese un gioco elegante di seduzione,
le cui regole cortesi sfuggono al cavaliere che, impacciato, spezza I'in-
cantesimo d’amore “con una goffa dichiarazione di disponibilita erotica,
sin troppo esplicita” (Lamberti, 1985, p. 307), borbottando alla fine del
racconto in un pessimo francese: “Je voudrais bien coucher avec vous,
Madame!” (D’Annunzio, 1981, p. 20).

Non sono sfuggite, ai critici, le attinenze con la prosa successiva, tanto
che si puo parlare per “Mandarina” di uno studio di romanzo. Il cav-
aliere Sakumi sara tra i1 personaggi del Piacere, ospite in casa della
Marchesa D’Ateleta. Roberto Forcella (1928, pp. 58-60) cataloga percio
la favola come: “Importantissima prosa, da considerare come un capito-
lo extravagante del romanzo Il Piacere. Appaiono per la prima volta il
nome, il linguaggio barbarico e la spiritualita singolarissima del Cava-
liere Sakumi, segretario della Legazione giapponese”.

Converra, allora, analizzare I’evoluzione del personaggio Sakumi dal-
la favola mondana alle pagine del Piacere, che faccia da esempio per
comprendere meglio il procedimento della riscrittura dannunziana. Si
analizzera, di contro, pure la figura di Mandarina, la marchesa Aurora
Cardinale: il ritratto muliebre dannunziano ¢ testimonianza in prosa
della percezione di un Giappone al femminile, sensuale sogno esotico
che evoca nella mente dei lettori della Roma umbertina la licenziosita
dei costumi e l'affettazione dei modi. La descrizione della marchesa
permette una lettura delle modalita attraverso cui il discorso orientalis-
ta rende fruibile il Giappone ai lettori di quotidiano nell’Italia di fine
Ottocento. Partendo dall’analisi del ritratto femminile dannunziano, si
possono evidenziare le dinamiche interpretative che I’Europa letteraria
adotta per la comprensione dell’oriente nel momento storico in cui il
Giappone si apre al mondo. Un’indagine accurata delle fonti letterarie
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di cui D’Annunzio si serve per la stesura di questa favola mondana, che
saranno il modello pure per tante pagine del Piacere, rendera esplicito
il contesto culturale entro cui si muovono le prime relazioni italo-giap-
ponesi.

3 Orientalismo dannunziano: Sakumi e Mandarina attraverso le
fonti francesi

Lorigine della descrizione del personaggio del cavalier Sakumi puo,
senza difetto, essere rintracciata in un breve schizzo del ministro giap-
ponese Fujimaro Tanaka, che D’Annunzio (1996, pp. 197-204) realizza
nell’articolo “Cronica del fiore dell’Oriente”, apparso sulla Tribuna

Intanto, nel Piacere in gestazione, il ministro nipponico della
cronaca dannunziana apparsa nella 7ribuna veniva tramutandosi
in quel cavaliere Sakumi segretario della Legazione giapponese
che in casa d’Ateleta prende parte al pranzo in cui s’incontrano
per la prima volta Elena e Andrea.

(Trompeo, 1943, p. 187)

D’Annunzio (1996, p. 197) tratteggia, del ministro, un rapido acquerello
colorato: un ometto giapponese buffo e caricaturale, spogliato dei segni
della nobilta che connotano I’aristocrazia nipponica (le spade alla cinta),
“tutto umiliato nel nero abito europeo”. La levatura dell’ospite orientale,
comunque, doveva essere tutt’altro che trascurabile se, come D’Annun-
zio (1996, p. 197) riferisce, egli “fu ricevuto da S. M. il Re d’Italia con
molta pompa di cerimonie, nella sala del Trono”. Fujimaro Tanaka era
infatti un ex-samurai di Nagoya, cui venne affidato 'incarico, nel gran
fervore Meiji di rinnovamento per la societa giapponese, di progettare il
Primo Piano Nazionale per I’Istruzione nel 1873, in quanto nuovo min-
istro (Duke, 2009, p. 6). Il suo lavoro prendeva avvio dalla diretta cono-
scenza del sistema educativo occidentale, che si voleva confrontare con
quello tradizionale giapponese, per rilanciare quest’ultimo in un con-
testo di rinnovata modernita. Tanaka partecipo, infatti, alla Missione
Iwakura, importante viaggio diplomatico intorno al mondo organizzato
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dal governo Meiji, per lo studio della cultura e dei sistemi amministra-
tivi dei Paesi occidentali. La missione parti da Yokohama il 23 dicem-
bre del 1871, alla volta degli Stati Uniti e dell’Europa. La delegazione
giapponese visito anche I'Italia ed ¢ attestata la curiosita dei nipponici
per le architetture delle citta d’arte italiane, come per 1'organizzazione
dei giardini, cosi diversi da quelli a cui erano abituati (Iwakura, 1992).

Non era quindi, quella di cui ci parla D’Annunzio nel 1884, la prima
visita italiana di Fujimaro Tanaka. Si puo ipotizzare che il ministro si
sia arrischiato, per cortesia, a pronunciare pubblicamente qualche breve
frase in italiano e che D’Annunzio (2014, p.52) se ne sia ricordato quan-
do ha descritto nel Piacere la parlata di Sakumi come “lingua barbarica,
appena intelligibile, mista d’inglese, di francese e d’italiano”.

Questa “Cronica del fiore dell’Oriente” si apre con I'incipit orientaleg-
giante: “Salute a O Tsouri Sama, a Sua Signoria la Gru!” (D’Annunzio,
1996, pp. 197), che ¢ la chiave di volta per la comprensione del gioco di
riscrittura dannunziano per quanto concerne il japonisme.’ Individuata
la fonte di questa singolare citazione, avremo rintracciato il fondamen-
tale tramite materiale tra D’Annunzio ¢ il Giappone. L’ intermediario ¢
un testo francese, La maison d’'un artiste di Edmond de Goncourt, che
“¢ 1l piu celebre dei viaggi intellettuali all’interno della propria casa,
costruzione e materializzazione al tempo stesso dell’io segreto del pro-
prietario” (Lamberti, 1985, pp. 307-308). In quest’opera viene descritta
la casa dell’autore ad Auteuil, nella periferia parigina, con dettagliate
descrizioni degli arredi e delle collezioni artistiche, arricchite da diva-
gazioni sul profilo dei singoli artisti. Il japonisme di Goncourt € noto
in tutta Europa, D’Annunzio (1996, p. 160) gli riconosce un ruolo attivo
nella promozione dell’arte giapponese all’interno di un articolo giornal-
istico intitolato “Letteratura giapponese”, in cui il cronista s’improvvisa
erudito conoscitore dell’intera storia letteraria della Terra dei Crisan-
temi.

3 1l curioso saluto ricorre in altre pagine di cronaca mondana. Nell’articolo “La vita a Roma:
Nuptialia”, in cui commenta il matrimonio di Edoardo Scarfoglio e Matilde Serao, D’Annunzio (1996, p.
269) descrive la casa maritale, arredata in stile giapponese: “In un angolo un grande specchio, contornato
di stoffe frangiate, riflette una gru di bronzo, I’'uccello bene amato nell’Impero del Sol Levante, o Tsouri
Sama, sua signoria la Gru”.
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Nel libro di Goncourt, al capitolo destinato al vestibule della casa, I’au-
tore descrive 1 ricami che adornano I'ingresso: tessuti di seta provenien-
ti dal Giappone chiamati fusha o foukousa, ricamati con un disegno che
raffigura delle gru, che sono per 1 giapponesi messaggeri celesti a cui
ci si rivolge con l'appellativo: “O Tsouri Sama, Sa Seigneurie la Grue”
(Goncourt, 1881, p. 7), proprio come nell’incipit dell’articolo dannunzia-
no sulla 7ribuna. La studiosa dannunziana Mariko Muramatsu segnala,
ad avvalorare questo rapporto di filiazione diretta, un errore significa-
tivo presente in entrambi i testi: “La citazione da Goncourt ¢ evidente,
tanto piu che si avvale della stessa traslitterazione alla francese di una
proposizione giapponese gravata da un errore — Tsouri, piuttosto che
Tsourou (in giapponese la gru ¢ tsuru)” (Muramatsu, 1996, p. 23).

A firma dell’articolo compare Shiun-Sui-Katsu-Kava, fortunato pseud-
onimo del D’Annunzio cronista, che D’Annunzio scova pure tra le pag-
ine goncourtiane. Nella presentazione degli album contenuti nella sua
casa-museo, Goncourt alterna, alla descrizione dei motivi artistici, in-
formazioni circa episodi sulla storia dell’arte giapponese. Si sofferma
in particolare sul pittore “O-kou-sai”, autore di tre degli album della
sua collezione. Una noticina messa a chiosare parte del testo ci svela
’arcano:

D’aprés une curieuse note de Bergerat, sur des indications
fournies par Narushima, un des Japonais venus en France, I’an-
née de l'exposition, Oksai, O-kou-sai, Fokkusai, dont le vrai
nom serait Hottéyimon-Miuraya, serait né¢ a Yedo au milieu du
XVllle siécle, aurait travaillé dans I’atelier de Shiun-Sui-Kat-
su-Kava, puis chez Shiun-Shivo, et aurait débuté par une suite
des Jardins de Yedo.
(Goncourt, 1881, p. 218)

Il grande Hokusai avrebbe quindi lavorato nello studio del maestro Shi-
un-Sui-Katsu-Kava, o quantomeno cosi riporta Goncourt. Muramatsu,
con precisione, anche qui interviene a ricostruire la lezione originale:
“In realta il primo maestro di Hokusai si chiamava Shiunsho Katsu-
kawa, ma curiosamente sia D’Annunzio sia Goncourt hanno usato la
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stessa trascrizione sbagliata Shiun-Sui, facendo un identico uso di mai-
uscole e trattini” (Muramatsu, 1996, pp. 24-25). Questo nome proprio
giapponese, poi, doveva essere gia familiare a D’Annunzio, perché nel
periodo in cui era collaboratore del Fanfulla della Domenica, Luigi
Capuana pubblica una lunga recensione di un romanzo giapponese del-
lo scrittore Tamenaga Shunsui, Les fidéles ronins (Salierno, 1985, p.
11). In “Mandarina” D’Annunzio (1981, p. 14) scrive che la marchesa
Aurora Canale sognava il Giappone lontano “bevendo piccole tazze di
the o leggendo i romanzi di Tamenaga Siounsoui e di Kiokutei”. Di
Tamenaga Shunsui proprio nel 1884 era stato pubblicato in diciassette
fascicoli dall’editore Perino di Roma il romanzo I cavalieri della morte,
che ha introdotto cosi il topos consueto della geisha e samurai giappo-
nesi (Ciapparoni La Rocca, 2003, p. 283).

Non ¢ arbitrario, quindi, accreditare il testo goncourtiano come fonte
della maggior parte delle citazioni dannunziane dei nomi e delle parole
giapponesi: lo tradiscono le trascrizioni alla francese e gli errori comu-
ni. La fisionomia di Mandarina ¢ costruita attingendo fedelmente alle
immagini delle donne giapponesi che Goncourt riporta, queste figurine
femminili dotate di grazia innata e modi fanciulleschi:*

La femme japonaise, les anciens albums la représentent le front
remarquablement bombé, les sourcils semblables a un trait de
pinceau, 'ouverture de I’ceil tout étroite et extrémement fendue
avec une prunelle coulée dans un coin sous la mince paupicre,
un petit nez courbe d’une trés grande finesse, une bouche tou-
jours entr’ouverte dans le dessin du peintre, comme une bouche
d’enfant, et l'ovale long, long, long, mais parfaitement régulier.
(Goncourt, 1881, pp. 235-236)

Un paravento, dove alcune cicogne bianche si nascondevano tra i
giaggioli d’acqua violacei, faceva da fondo alla singolare bellez-
za di lei, a quell’ovale magro dove il naso lievemente aquilino
era tagliato con estrema finezza e lapertura dell’occhio lieve-

4 La stessa grazia accordata alle figure femminili giapponesi ¢ evidente nelle pagine del Piacere in
cui si descrive la nipponica Principessa Iss¢ (D’Annunzio, 2014, p. 72).

68



LEO

mente obliqua mostrava la pupilla verso I’angolo al battito dei
cigli tenuissimi. [...] Restava spesso cosi, con nelli occhi una
espressione di stupore ingenuo, con la bocca semiaperta come
quella di un poppante, con una ciocca di capelli nerissimi ser-
peggiante sulla tempia, tentando di allungare ancora piu I'ovale
del suo viso.

(D’Annunzio 1981, pp. 11-14)

La descrizione giapponesizzante di Mandarina permette a D’Annunzio
di dotare la sua pagina di un erotismo discreto, una sensualita deli-
cata, che anima le dettagliate descrizioni dei simposi aristocratici che
avvengono nei salotti della marchesa Aurora Cardinale. La moda del
tempo detta il Giappone e D’Annunzio cede al fascino molle del capric-
cio esotico. Ben prima della percezione di un Giappone al maschile che
negli anni ’30, in Teneo Te Africa, D’Annunzio (2005, p. 2556) definira
“acciaiato” in seguito all’invasione della Manciuria, esiste nell'immagi-
nario del poeta la vaga percezione di un Paese che assume tutte le carat-
teristiche femminili della disponibilita erotica e della sottomissione.

Rimando all’articolo “Giapponeserie dannunziane” di Maria Mimita
Lamberti (1985) e all’ampio saggio di Mariko Muramatsu (1996) intito-
lato 11 buon suddito del Mikado, per una disanima accorta dei prelievi
dannunziani dal testo goncourtiano. Cio che mi preme, qui, ¢ segnala-
re un’altra fonte delle riprese dannunziane, sfuggita finora all’'occhio
critico. Si tratta di un libro di Auguste Wahlen, pseudonimo di Jean-
Francois-Nicolas Loumyer, libraio e stampatore di Bruxelles. Faccio
riferimento al volume dedicato all’Asia per la raccolta di saggi Meeurs,
usages et costumes de tous les peuples du monde, d’apres des docu-
ments authentiques et les voyages les plus récents del 1843; si tratta di
un poderoso sforzo enciclopedico che mira a descrivere, entro i cinque
continenti, gli insediamenti umani e 1 caratteri delle popolazioni.

In tanti passaggi della novella, D’Annunzio utilizza parte del repertorio
di motivi desunti dalla lettura del libro di Whalen. Le pareti della stanza
da té in cui ¢ ambientata la favola sono quasi viventi di vita vegetale,
grazie al reimpiego della terminologia botanica ricavata dalla sezione
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relativa alla flora giapponese del trattato geografico:

La flore du Japon est une des plus riches que ’'on connaisse. Les
foréts et les haies étalent les roses du Trocbaki; le sotoouki don-
ne une fleur semblable a celle du lis, le momidsi se couvre de
magnifiques fleurs rouges.

(Whalen, 1843, p. 541)

Nella sala, al chiaror delle lampade sorrette dalle quattro gru

di bronzo, la flora e la fauna parietali ebbero una gioconda ri-

surrezione di vita. Da ogni parte, uccelli posati su rami di rose

del Trocbaki, uccelli svolazzanti sui gigli bianchi del sotoouki,

uccelli dormenti sotto 1 grandi calici rossi del momidsi.
(D’Annunzio, 1981, p. 19)

I1 volto di Mandarina, per la consuetudine con le cose giapponesi, ha
preso a somigliare a quello di una geisha e la trasmutazione, da nobil-
donna romana a principessa nipponica, si fa concreta in questa favola
mondana. La descrizione dannunziana della marchesa trae spunto an-
cora da Wahlen:

Les Japonais ont dans leur organisation tous les traits caractéris-
tiques de la conformation mongole, y compris la position oblique
de l'ceil qui s’¢loigne plus de la forme ronde que chez aucun au-
tre peuple; oblong, petit, enfoncé dans la téte, il parait clignoter
continuellement.

(Whalen, 1843, p. 548)

Ed era ben curiosa quest’incarnazione del tipo feminino mon-
golico in una donna occidentale [...]. L’apertura dell’occhio lieve-
mente obliqua mostrava la pupilla verso I’angolo al battito dei
cigli tenuissimi.

(D’Annunzio, 1981, p. 12)

La descrizione del volto di Mandarina, “quell’ovale magro dove il naso
lievemente aquilino era tagliato con estrema finezza” (D’Annunzio,
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1981, p. 12) potrebbe essere influenzata anche dalla lettura del libro
L'empire Japonais di Léon Metchnikoff, testo da cui D’Annunzio solita-
mente attinge quando tratta di giapponeserie (Leo, 2019, pp. 83-88). Vi
si legge infatti che la conformazione fisica degli abitanti giapponesi del-
le isole Ryukyu ¢ caratterizzata “par 'ovale tres-allongé et assez régu-
lier de leurs visages” e piu oltre che “leurs yeux ne sont que légérement
obliques et presque jamais bridés”, mentre il naso “est surtout d’une
forme particuliére: trés-étroit et plat dans sa partie supérieure, il forme
une proéminence considérable a ’endroit ou les cartilages se joignent
aux os nasaux, ce qui lui donne un faux air de nez aquilin” (Metch-
nikoff , 1881, p. 169).

Il contrasto tra la composta, quasi spirituale, grazia di Mandarina e la
caratura grottesca del grugno del cavalier Sakumi ¢ il nodo problemati-
co dello sguardo orientalista dannunziano, che esalta I’esotico in Man-
darina fintanto che ¢ belletto superficiale, vezzo che tinge di vaghezza
la bellezza europea della marchesa. Il godimento dell’alterita deve nec-
essariamente passare attraverso le modalita interpretative classiche del
bello occidentale. Anche Wahlen si compiace della bellezza delle donne
giapponesi di buona famiglia, con la loro bianchezza quasi europea per
la consuetudine a restare in casa come la stessa Mandarina, di contro al
colorito giallastro degli uomini giapponesi e di Sakumi:

Les écrivains hollandais vantent avec beaucoup de complaisance
la beauté des jeunes femmes; celles de distinction, en s’exposant
rarement a I’air sans étre voilées, conservent le teint aussi blanc
que les Européennes.

(Whalen, 1843, p. 548)

Quindi viveva quasi sempre nella casa, per circondarsi dell’aria
appropriata alla delicatezza delle sue grazie, per emergere piu
vivamente da un fondo pittorico di tinte armoniose; poiché la
luce della strada brutale toglieva a quella sottilissima architettu-
ra feminea ogni incanto.

(D’Annunzio, 1981, p. 14)
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Per converso, il cavaliere Sakumi incarna in modo quasi caricaturale
l’opposto dell'immagine finora evocata. Mandarina si innamora di Sa-
kumi soltanto perché la sua piu ardente aspirazione ¢ di vivere un amore
giapponese. Il cavaliere perde ogni connotazione reale agli occhi della
dama e rappresenta “un Oriente vaghissimo di poesia, di amori sognati,
di paesaggi dell'immaginazione” (Lamberti, 1985, p. 307). Ilvano Cal-
1aro (1991, p. 51 n.4) rileva che Sakumi, in “Mandarina” e nel Piacere,
¢ modellato sul Marquis de Chou-Hang-Li dell’/nitiation sentimentale
di Péladan.

Possiamo rintracciare una serie di eloquenti richiami intertestuali, per
quanto riguarda la descrizione del cavaliere Sakumi, che prima assume
1 tratti del ministro Tanaka nella “Cronica del fiore dell’Oriente”, poi
compare nella novella “Mandarina” come segretario d’ambasciata, e in-
fine si presenta tra i commensali in casa D’Ateleta nel Piacere.’

Il ministro Fujimaro Tanaka ¢ “gialliccio come un avorio di tre seco-
1i” mentre il Sakumi di “Mandarina” ha “il colorito giallognolo della
razza mongolica”; “giallognolo” ¢ anche nel Piacere, oltre che “piccolo
di statura”. In Metchnikoft (1881, p. 173) si legge infatti: “Le teint est

jaunatre chez les hommes, blanc et rosé chez les femmes”.

Tanaka ha gli “occhi lungamente obliqui” e un sorriso che “gli face-
va battere rapidamente le palpebre”, contrappunto perfetto a “li oc-
chi obliqui, oblunghi, piccoli, profondati nel capo, sparsi di venature
sanguigne, parevano ridere tra il continuo battere delle palpebre” in
“Mandarina”, e “gli occhi lunghi ed obliqui, venati di sangue, su cui le
palpebre battevano di continuo” nel Piacere. Si puo ragionevolmente
supporre che questa sia una ripresa da Wahlen (1843, p. 548) che de-
scrive il tipo d’occhio giapponese: “il parait clignoter continuellement”.

Il buon suddito del Mikado, il ministro, si produceva in mille inchini
“sorridendo d’un infaticabile sorriso”, mentre in “Mandarina” Sakumi,
“alla meraviglia ilare delli interlocutori contrapponeva il piccolo riso

5 Siconfronteranno, di seguito, le pagine dannunziane dell’articolo “Toung-Hoa-Lou, ossia cronica
del fiore dell’Oriente” (D’Annunzio, 1996, p. 197-198), con quelle di “Mandarina” in cui compare Sakumi
(1981, pp. 15-20) e poi con le corrispondenti nel Piacere (D’Annunzio, 2014, pp. 51-69).
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delle pupille sfuggenti nelli angoli delle palpebre, contrapponeva I’iro-
nia inconsapevole di tutti i tratti della faccia; cosi che alcuni credevano
quasi d’essere burlati e se ne vendicavano con malignita”. Nel Piacere,
infine, si dice che egli “pur nella sua goffaggine, aveva un’espressione
arguta, una specie di finezza ironica agli angoli della bocca”, “reiteran-
do i sorrisi e gli inchini”.

Sakumi ¢ “un buddhista inclinato naturalmente alla pinguedine”, “mol-
to coltivava 1 piaceri della gola” in “Mandarina”. Anche nel Piacere si
dice che aveva “il corpo troppo grosso in paragon delle gambe troppo
sottili”. A causa della consuetudine con i vizi dell’Occidente ¢ la fre-
quentazione delle amicizie di Mandarina, “Sakumi da prima era caduto
in uno stupidimento grave; poi a poco a poco la sua buona natura vo-
luttuaria si era andata risollevando tra mezzo alle nebbie dell’intelligen-
za ottusa”, “viveva in una specie di ebetudine sonnolenta, prosperando
nell’esercizio delle funzioni vegetative, espandendosi di tanto in tan-
to in una mimica corporale che pareva imitata dai disegni classici di
O-Kou-Sai”. La scaltrezza gli fa difetto anche nel Piacere e la sua figu-
ra caricaturale risalta negativamente nel raffinato contesto aristocratico;
lo sguardo del delegato si fissa a scrutare la presenza di Elena Muti,
femme fatale del romanzo: “Fino a quel momento, egli aveva guardato
la duchessa di Scerni, con ’espressione statica d’un bonzo che sia nel
cospetto della divinita. La sua larga faccia, che pareva uscita fuori da
una pagina classica del gran figuratore umorista O-Kou-Sai, rosseg-
giava come una luna d’agosto, tra le catene de’ fiori”, ecco “I’'amorosa
contemplazione del daimio travestito”, “con gli occhi imbambolati”. La
Maison ¢ certamente il modello di riferimento di D’Annunzio anche in
questo passo. Si leggano certe pagine in cui Goncourt (1881, pp. 220-
221) descrive 1 motivi grotteschi e buffi che I’arte di Hokusai riproduce:
“Dans la figuration rigoureuse, dans le copie fidele de ses hommes et de
ses femmes O-kou-sai, apporte un grossissement comique qui n’est pas,
a proprement parler, caricatural, mais plutét humoristique. L’artiste, si
'on peut dire, a la réalité ironique”.

La scarsa dimestichezza di Sakumi con la lingua degli interlocutori oc-
cidentali ¢ il pretesto per la risata liberatoria del lettore nella chiusa
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della favola mondana: “ronzavano nel suo cervello, tra le sonorita del-
la lingua nativa, alcune centinaia di parole francesi, confusamente. E
come egli non era ancor giunto ad afferrare il significato preciso di cia-
scun suono, spesso gli accadeva di esprimersi con modi niente affatto
rispondenti al caso”. D’Annunzio descrive un “balbettamento sconnes-
s0”, quando Sakumi “oscillava stranamente in una confusione di frasi
falliche, di perifrasi pudibonde”, I'iconica frase finale viene pronunciata
“con uno sforzo di sillabazione grottesco”. Nel Piacere, si ¢ detto, “I’A-
siatico parlava una lingua barbarica, appena intelligibile, mista d’ingle-
se, di francese e d’italiano”.

Linviato giapponese, nella cronaca, ha un portamento stravagante, ¢
“tutto umiliato nel nero abito europeo”, “non portava alla cintola le due
sciabole, segno di nobilta nell’Imperio del Sol Levante”. L'uomo di cui
Mandarina s’¢ invaghita “compariva egli nelle sale, a lato dell’amba-
sciatore principe, camminando colla punta dei piedi in dentro come se
una stretta legatura gli fasciasse le anche”; D’Annunzio ne denuncia
I'imbarazzo quando scrive che “il cavaliere buddhista si avanzo co’l suo
passo malfermo [...]. Ahime, egli non portava un fulgido vestimento
di daimio”. Andrea Sperelli, protagonista del Piacere, registra mental-
mente i movimenti del nipponico: “camminava colle punte de’ piedi in
dentro, come se una cintura gli stringesse forte le anche. Le falde della
sua giubba erano troppo abondanti; i calzoni facevano una quantita di
pieghe; la cravatta portava assai visibili 1 segni della mano inesperta.
Egli pareva un daimio cavato fuori da una di quelle armature di ferro
e di lacca che somiglian gusci di crostacei mostruosi e poi ficcato ne’
panni d’un tavoleggiante occidentale [...]. A mezzo del salone s’inchino.
Il gibus gli cadde di mano”. A questo riguardo, Wahlen commenta con
una curiosita di carattere esotico, indicando il motivo per cui ’'osserva-
tore occidentale percepisce come sgarbato il modo di camminare dei
giapponesi; tutta colpa delle calzature infradito, il cui peculiare modo
di aderire al piede impedisce la scioltezza dei movimenti:

Dans les maisons, 'unique chaussure des Japonais se compose

de chaussons. S’ils sortent, ils mettent des souliers par-dessus,
mais de 'espece la plus incommode. Ce ne sont guere que des
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semelles de paille, de roseau ou de bois, maintenues sous le pied
par une petite cheville perpendiculaire qui traverse une ouver-
ture faite expres dans le chausson, et passe entre le pouce et le
premier doigt du pied. L'impossibilité de soulever en marchant
un pied ainsi chaussé explique suffisamment la gaucherie des
Japonais dans leurs mouvements.

(Wahlen, 1843, p. 576)

Il nipponico ¢ oggetto di risa, si muove impacciato in abiti europei
che gli ostacolano il movimento, spogliato degli attributi di nobilta (il
daimio, 1l signore feudale a servizio dello shogun, doveva portare due
spade in rappresentanza del potere e della classe sociale), privato dei
simboli guerreschi e dell’armatura temibile. D’Annunzio ironizza e si
figura il giapponese come un “crostaceo mostruoso” in quell’'usbergo
colorato. La connessione tra personaggi odiosi e metafore animali ¢ di
norma nel D’Annunzio del Piacere (Turchetta, 1993, p. 132). Le qualita
bestiali del cavaliere, descritto in termini di natura, contrastano con
quelle dei personaggi dell’aristocrazia tiberina, descritti in termini di
arte e paragonati a quadri celebri e statue famose, secondo la tecnica
dell’ecfrasis (Eskelinen, 2006). Deborah Collen Fisher (1998, pp. 58-59)
sostiene che nell’opera dannunziana sia radicato un credo “in the supe-
riority of Italian society over other races, a view enhanced for D’An-
nunzio by Darwin’s findings and Nietzschean philosophy [...]. Elements
of this philosophy are apparent in the portrayal of the oriental character
Cavaliere Sakumi”.

La descrizione di Sakumi fu poco apprezzata dai lettori giapponesi;
gia nel 1909 Mori Ogai scrisse: “Sakumi fa la figura dello stupido” e
il letterato Sei Ito lo liquido come “detestabile” (Hirashi, 1996, p. 36).
Noriko Hirashi afferma che la figura del giapponese nel Piacere sia sta-
ta riprodotta a partire da un’ispirazione francese ulteriore rispetto alla
Maison, si tratterebbe di Madame Chrysantheme di Pierre Loti, testo
fondamentale per la diffusione di una certa immagine del Giappone in
Europa alla fine dell’Ottocento.®

6  Loti sara anche fonte d’ispirazione per Puccini nella realizzazione della Madama Butterfly
(Groos, 2003, pp. 352-363).
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Si ¢ detto che Sakumi ¢ paragonato nel Piacere ad un “bonzo”, che
fissa la divinita in estasi mistica; Loti (1888, p. 184) scrive proprio di
un simile bonzo esotico: “Les bonzes assis en théories immobiles, dans
la sanctuaire étincelant d’or qu’habitent les divinités, les chimeres et
les symboles”. Per quanto pertiene, poi, I’aspetto grottesco di Sakumi,
si puo fare riferimento ad un’altra opera di Loti: “Un bal a Yeddo” in
Japoneries d Automne. Non ¢ altro che I'affresco di un evento monda-
no giapponese nell’era Meiji, testimoniato da un osservatore europeo,
1 cui convitati vestono all’occidentale. Loti ritiene che 1 giapponesi in
abito lungo, alla foggia europea, possano apparire eccessivamente im-
bellettati e alquanto baroccheggianti: “Vaguement ils me rappellent cer-
tain général Boum’ qui eut son heure de célébrité jadis. Et puis, ’habit
a queue, d¢ja si laid pur nous, comme ils le portent singulierement!”
(Loti, 1889, p. 88).

Endymion Porter Wilkinson scrive che, nei lavori di Loti, 1 giapponesi
sono circondati da un alone di decadenza, contraddittori, pronti a trarre
in inganno I'incauto visitatore, che pure scimmiescamente imitano nei
costumi occidentali: “The Japanese are mercilessly caricatured as infe-
rior yellow people: they are small, fragile, and feminine” (Wilkinson,
1982, p. 44).

I saggi raccolti in Japoneries d Automne furono inclusi nella rivista La
Nouvelle Revue nel 1887 e nel 1888. Questi articoli di Loti, ipotizza
Hirashi, potrebbero avere attirato ’attenzione di D’Annunzio, lettore
accorto della rivista: “Absorbant 'image des Japonais de Loti, D’An-
nunzio créa Sakumi, grotesque et comique” (Hirashi, 1996, p. 37).

C’¢ poi un altro curioso dettaglio su cui vale la pena di indagare: il
modo di camminare di Sakumi, con le punte dei piedi rivolte in dentro.
Questo non ¢, in realta, costume degli uomini giapponesi ma pare fosse
prassi per le donne. Loti descrive Madame Chrysanthéme con le sue
amiche: “et s’efforcent de marcher les bouts de pied tournés en dedans,
ce qui est une chose de mode et d’¢légance”, ma non specifica che ¢

7 1l generale Boum ¢ un personaggio dell’opera buffa La Grande-Duchesse de Gérolstein di Jacques
Offenbach.
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un’abitudine solamente femminile (Loti, 1888, p. 92). D’Annunzio, leg-
gendo Loti, avra supposto che questa foggia inconsueta fosse pertinente
tanto agli uomini quanto alle donne (Hirashi, 1996, p. 37).

Resta, tuttavia, preponderante il contributo goncourtiano alla creazione
del personaggio Sakumi. In “Mandarina” si legge che Sakumi, “nato
in un paese dove gli uomini, benché impudichi, hanno dell’amore un
concetto singolarissimo era rimasto attonito d’innanzi a certe liberta
di linguaggio cortese europeo” (D’Annunzio, 1981, p. 17). Goncourt
scrive alcune pagine sul concetto d’amore attribuito ai giapponesi:

Car, sur 'amour, les Japonais ont une maniére de sentir, des
idées, des délicatesses tout a fait extraordinaires. [...] Et au
théatre 'amour d’une jeune fille, et 'amour le plus purement et
le plus chastement exprimé, révolterait les spectateurs de cette
contrée paradoxale, ou I'impudicité court la rue.

(Goncourt, 1881, p. 213)

Il nucleo fondamentale della novella, il misunderstanding, si trova in
un aneddoto esposto nella Maison d’un artiste. Goncourt ricorda che
un giovane giapponese che egli conobbe dal suo amico Philippe Burty,
noto critico d’arte, si fosse indignato nell’udire espressioni amorose
francesi fin troppo dirette:

Je me rappelle, un soir, chez mon ami Burty, I'indignation d’'un
jeune Japonais a qui il était demandé ce qu’il trouvait de cho-
quant de dire a une femme qu’on en était amoureux, et qui, apres
une sortie sur la grossiereté de notre langue, de nos expressions,
de nos mots, s’écriait : “Chez nous, ce serait comme si on disait :
Madame, je voudrais bien coucher avec vous”.

(Goncourt, 1881, p. 213)

Quest’ultima ¢ proprio la stessa frase che Sakumi sillaba nella chiusa
di D’Annunzio, con la notevole differenza che, se nell’aneddoto ¢ la
maniera erotica occidentale ad apparire grossolana agli occhi giappo-
nesi, nella favola mondana ¢ I'inesperienza del linguaggio dell’orientale
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a essere motivo di scherno, confuso dai costumi dell’amore europeo.

4 Conclusione. D’Annunzio orientalista flaneur

Lorientalismo dannunziano, dove orientalismo sta per la maniera occi-
dentale di trattare e in certa misura inventare l'oriente (Said, 2013), ¢ lo
strumento impiegato dal cronista per tessere nella trama del racconto i
fili dorati della lussuria verbale e dell’erotismo discreto. L’abitudine di
collezionare manufatti giapponesi, capriccio del poeta sin dagli anni
giovanili, non ¢ altro che la manifestazione materiale della pulsione ad
accumulare sulla pagina effetti figurativi intriganti, tramite il ricorso
a bozzetti esotici destinati ad affascinare il pubblico delle lettrici dei
giornali mondani. Il cronista flineur frequenta 1 trattati geografici dei
viaggiatori in Asia, compendia le curiosita piu interessanti e ne riempie
le colonne dei giornali, analogamente a come fa il giovane D’Annunzio,
cliente affezionato della bottega Beretta di articoli orientali nel cuore di
Roma bizantina, che ingombravano le stanze del poeta, come ricorda
egli stesso nel Teneo Te Africa:

Era quello il tempo quando incominciava da parte de’ mercatanti
esploratori la spoliazione dei palagi e delle pagode. E a Roma
v’era appunto una bottega d’arte governata da Maria Beretta,
donna di alto gusto, tanto indulgente al mio fervore che mi las-
ciava portar via a credito il fiore delle sue vetrine.

(D’Annunzio, 2005, p. 2556)

La produzione mondana dannunziana degli anni Ottanta, traboccante
di prestiti dal giapponese mediati dal francese, raramente si armonizza
in una prosa qualitativamente valida. Eppure, in “Mandarina”, la leg-
gerezza svagata del racconto, la padronanza sicura dei mezzi espres-
sivi, lo studio degli ambienti e dei personaggi che saranno propri del
Piacere, consacrano questa favola mondana come uno dei risultati pitu
significativi dell’apprendistato bizantino. L’elemento esotico diventa
materia stessa del racconto e non soltanto strategia retorica utile ad ac-
cendere la curiosita dei lettori. Resta vero, tuttavia, che il Giappone

78



LEO

dannunziano ¢ soprattutto un’invenzione, descritto per lo piu in ter-
mini negativi in contrapposizione al costume occidentale, proprio per
ribadire i caratteri identitari del modo di fare europeo e rilanciarli con
rinnovata forza. Il cavalier Sakumi del Piacere ¢ ’eterno sconfitto della
prosa dannunziana, un sé opposto e complementare al tipo latino del
seduttore sperelliano.
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MHorosi3biuve B COBpEMEHHOU PYCCKOM MOI3UU:
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BAJIEPUM TPEYKO
Tokutickuii yHusepcumem

AHHOTaMAa

B crathe paccmarpuBaeTrcs 1UCIOAb30BaHME MHOTOSI3BIYMS B COBPEMEHHON PYCCKON ITOD3UM
U JelaeTcs IIONBITKA OINpeJeAUTh ero OCHOBHBle BUABL Jlcxoas u3  (PyHKIIMOHAABHON
HaIlpaBAEHHOCTY, BbIAASIOTCS dyeThlpe rpynmsl 1. CuTyaTuMBHOE MHOroOsA3bIUME, IPU3BaHHOE
repe4aTbh ayTEeHTUYHOCTh TEKCTa ¥ MCIOAB3YIOIleecs KaK CBOEro poda AOKyMeHTaAbHOe
CBUAETEABCTBO «MHOSA3BIYHOCTU» cUTyanuy; 2. VIHTeprekcTyaabHOe MHOTOS3bIYME, T. €.
BKAIOUEHMEe B TODTMYECKUI TeKCT MHOSA3BIYHBIX (PparMeHTOB, KOTOpble IPAMO OTCHLAAIOT K
KaKMM-A100 TeKCTaM U3 APYTUX KyabTyp; 3. KpeatusHo-Urposoe MHOTOsI3bIYME, OXBaThIBAIOII[ee
TEKCTBI, B KOTOPBIX MHOA3BIYHBIE CAOBAa U (PparMeHThl CAy>KaT MaTepuadoM, AOTOAHSIOIINM
Pecypchl pyccKOro sI3bIKa I ITO3BOASIOIM HalTU HeOOBIYHbIE KpeaTHBHEIE (POPMBI BEIPasKeHILS;
4. KyabTypHO-MAEHTUYHOCTHOE MHOTOS3bIUME, 1104 KOTOPHIM IOHMMAETCSl MCIOAb30BaHMe
MHOSI3BIYHBIX DAEMEHTOB AAsl BbIpaXKeHUsl TeX acleKTOB AMPUYEcKOro cyObeKkTa, KOTOphIe
CBA3aHBI C €r0 CaMOMAeHTH(UKALVe! U IIeHHOCTHOM YCTaHOBKOM B OTHOIIEHMMU pPa3AMYHBIX
KyABTYPHBIX KOHTEKCTOB.

B 3akaiouenme craTbu paccMaTpuBaeTCsl Crelu@UKa MCHOAb30BAHMS MHOTOS3BIYMS B
COBPEMEHHOM PYyCCKOi I093uM. /JesaeTcst BbIBOA O TOM, UTO, B OTAMYME OT COBPEMEHHOI
aMepPUKaHCKOM ¥ 3araAHOEBPOIIeVICKON MYAbTUAMHIBAABHON I1093UM, B PYCCKON II0D3UNU
MHOTOsI3bI4Me B OOABIIMHCTBE CAy4YaeB OIpaHUYeHO cC(epoli BDCTEeTUKM U KYyABTYPHBIX
pedepennmiz, B TO BpeMs KaK MCIIOAb30BaHIE MHOTOSSBIYNS AAS apTUKYASIIUU COIMaAbHO-
MOAUTUYIECKUX U MAEHTUYHOCTHBIX MPO0AeM, CBA3aHHBIX C Pa3BUTHEM MYABTUKYALTYpaau3Ma,
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Multilingualism in contemporary Russian poetry:

towards a typology

VALERIJ GRETCHKO
The University of Tokyo

Abstract

The article deals with the use of multilingualism in contemporary Russian poetry and at-
tempts to define its main types. Based on the functional focus, four groups are distinguished:
1. Situational multilingualism, designed to convey the authenticity of the text and used as a
kind of documentary evidence of a “foreign language situation”; 2. Intertextual multilingu-
alism, i. e. the inclusion of foreign language fragments that directly refer to texts from other
cultures; 3. Creatively playful multilingualism, comprising texts in which foreign language
words and phrases serve as material that enhances Russian language resources and allows
finding unusual creative forms of expression; 4. Identity-related multilingualism, understood
as the use of foreign language elements to express those aspects of a lyrical subject that relate to
its self-identification and values in relation to various cultural contexts.

In conclusion, the specific features of multilingualism in contemporary Russian poetry are
considered. It is suggested that, unlike contemporary American and Western European multi-
lingual poetry, in Russian poetry multilingualism is in most cases limited to the sphere of
aesthetics and cultural references, while the use of multilingualism to articulate the socio-
political and identity problems associated with the development of multiculturalism remains

rather uncommon.

Keywords: : contemporary Russian poetry, multilingual poetry, typology
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MHorosi3biuve B COBpEMEHHOU PYCCKOM MOI3UU:

NoNnbITKA THIIOJOI'HH

[loa3um kak o0co0o0i pPa3HOBUAHOCTH PEUEBOM  JIEATEIBHOCTU
MMMaHEHTHO IPUCYIE HANPsHKEHHOE U aMOMBAJICHTHOE OTHOILCHHE
K s3bIKy. Mcrnomp3yss s3bIK B KauecTBE IJIABHOIO CpEACTBA
XYJOXKECTBEHHOI'O BBIPAKEHUS, 110331 YaCTO ONEpUPYET HA TPAHULIE
JIUHTBUCTUYECKUX BO3MOKHOCTEH, JKCIEPUMEHTUPYS C NPUHATON
SI3bIKOBOM HOPMOM M pacuIupsisl €€ 3a CYET BKJIFOUEHHS JIEMEHTOB U3
APYTUX JTUHTBUCTHYECKHUX U JIAXKE IKCTPATMHIBUCTHUCCKUX CHCTEM.!

[IpousBeneHus, B KOTOPHIX UCIOIb3YIOTCS AJIEMEHTHI IBYX WM Oosee
SI3bIKOB, XOPOILIO 3HAKOMBI B Pa3HbIX OITUYECKUX KYJIbTYPaX, OJHAKO
B UCTOPHUH MOA3UU UM JI0JII0€ BPEMS OTBOAMIOCH MAPTMHAIBHOE Me-
CTO, OTPAaHUYEHHOE, B OCHOBHOM, FOMOPUCTUYECKUMU (DYHKIIUSAMH (TaK
Ha3bIBaeMasi «MaKapOHWYECKas MO33us» | T. J1.).> B 3TOM OTHOMICHUH
JUTEPATYpPOBEIEHUE HAXOAWJIOCh B PYCJI€ MOHOJMHIBAJIBHOM Iapa-
JUTMBI, KOTOpasi FOCIOJICTBOBaja BO BCEX 00JIACTAX MJICO0JIOTUYECKON
U KyJIBTYpPHOM JKM3HHU 1O KpaitHeill mepe ¢ koHua X VIII Beka, snoxu
00pa30BaHUs HALIMOHAIBHBIX TOCYIAPCTB U YTBEPIK ICHUS HAITMOHAIb-
HBIX 51361KOB B EBpomne (cm. Yildiz, 2012, pp. 2-6).

XOoTs MOHOJHMHTBaJIbHAS napagurma JIOTUYHa U XOPOIIO 00BsICHUMA
B paMKax CBOHMX HUCTOPHYCCKHX YCHOBHﬁ, OHa, OYCBHUIHO, ABJISACTCS

1 Cwm., HanpuMep, JaBHIOK TPAIUIIHIO BU3YaIbHOM N033UHU HIIN IIPU3BIB 103TOB-KOHCTPYKTHUBUCTOB
HCIIOIB30BATh B IT0I3UH «BCE HAJIMUYHE 3HAKOB, CYIISCTBYIOLIMX JJISI CAMBIX Pa3HOOOpPA3HBIX ILesei
YCJIOBHOTO 00O3HAYEHUS» — MAaTEMAaTHYSCKHX CHMBOJIOB, MY3bIKaJIbHBIX 3HAKOB, TOPIOBBIX dMOJIEM
u 1. 1. (Ynuepun, 1926, uut. no: Kyssmunckuid, 1988, c. 199).

2 B kadecTBe XpeCTOMAaTUHHOIO NMPUMEPa MAaKapOHNYECKON MOI3UU MOKHO MPUBECTU LIYTOUHYIO
nosmy M. I1. Marnesa «CeHcaluu u 3ameuaHus rocrnoxu Kyp/irokoBoit 3a rpaHHLIEr0, JaH 1 3TPaHKe»
(1840), B KOTOpOU TMAPOAMPYETCS CMEIICHHE PYCCKOTO M (PaHI[y3CKOTO S3bIKOB, XapaKTEpPHOE IS
MpeJICTaBUTENEeH IPOBUHIMAIBHOIO JBOPSHCTBA. OTHOIIEHHE K MHOTOS3BIYHMIO B [I093UU KaK K 4eMy-
TO «HECEPhE3HOMY» SIBIISICTCS OTPaKEHHEM O0Iel TeHACHIINI, PACCMAaTPUBAIOLIEH CMEIICHHE SI3bIKOB
(raburroaromnieecst, HaPUMep, B peuy OWIMHIBOB MJIN CPEIN HACEICHHs 30H 3bIKOBBIX KOHTAKTOB) KaK
MPOSIBJICHUE HEPALIMBOCTH UM HEOCTATKA SI3bIKOBOM KOMIIETEHIIMHM, MOJIEKAIIEE BBICMEUBAHUIO U
nHBIM (popMam cTurmarusanuu (cMm. Davies, Bentahila, 2008, p. 1-2).
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CHJIBHBIM  YHOPOHICHHUEM HW MaJI0 COOTBCTCTBYCT SMHHqueCKOﬁ
NEUCTBUTENBHOCTH. B NHHIBUCTHKE MBI PEIKO HMEEeM Jelo ¢
CI/ITyaI_[I/IeI\/‘I HYUCTOI'O MOHOSII*}I:I“II/ISI.3 bonee TOI'O, MOHOA3BIYUEC ABJISACTCA
BE€CbMa YCJIOBHBIM IIOHATHCM JaXXE€ B paMKax OIHOI'O f3bIKa — KakK
nokasan boxysu ne Kyptens yke B Hauasie X X BeKa, KUUCTHIX» SA3bIKOB
B TPUPOZE HE CYLIECTBYET, OHM BCE IMPEACTABISIOT COOOM MPOXYKT
s3pikoBoro cmernrenus (bogysn me Kyprenn, 1963). Oto e kacaercs
U TaK Ha3bIBAEMBIX «CTAHAAPTHBIX» UJIU «JIUTEPATYPHBIX SI3BIKOBY,
CTeLUaIbHO CO3JJAHHBIX JJIs OOCITYKMBaHUS KYJIBTYPHBIX (DYyHKIIHMH.
Tak, s3pik IlymkuHa, KOTOPBIM CYUTAETCS «OTLOM» PYCCKOrO
JTUTEPaATYPHOTO SI3bIKA, BO3HUK KaK MPOYKT CO3HATEIBHOTO CMEILICHUS
KaKk MUHHUMYM TpCX Pa3sHOPOAHBIX JHUHITBUCTUUCCKHUX HCTOYHUKOB:
LEPKOBHOCJIABSHCKOT0, (PPAHIIY3CKOTO M PYCCKOr0 BepHaKyIsipa.*

Onnako mocne (GOpMUPOBaHUS CTAHAAPTHOTO JIUTEPATYPHOTO SI3bIKA
B snoxy [lymkuHa Ha npotrskeHun Bcero XI1X Beka MCHONIB30BaHUE
MHOTOSI3bIYMS. B PYCCKOM IIO33MM CTAHOBHUTCSI CKOPEE PEAKOCTHIO.
BosBpamenne natepeca K MHOTOS3bI M0 HAOTIOIAETCsI IMITH B HaYaie
XX BeKa B CBSI3U C BBIXOJOM Ha CLIEHY Pa3JWYHbIX aBaHTapIAUCTCKUX
TeueHul, npexjae Bcero (yTrypuszma. B mostuke aBaHrapma c ero
IIPOTPAaMMHBIM CTPEMJICHHEM K PEBU3UU TPAJULIMOHHBIX SI3BIKOBBIX
CPEICTB Ba)kHasi POJb OTBOJIUTCSA IMOTPAHUYHBIM OOJACTSAM SI3bIKA
U 3JIEMEHTaM U3 JIPYTuX S3bIKOBBIX cUCTeM. B kauectBe Hamboiee
SIPKOT0 ITpUMepa BBIXOJA 3a IIPEIEIIBI CBOETO S13bIKa MOKHO BCIIOMHUTh
«3ayMHBIH A3BIK» PYCCKMX (yTypHUCTOB, OJHHM M3 HCTOYHUKOB
CO3/1aHMS HEOJIOTU3MOB B KOTOPOM SIBJISINCH PA3JIMYHbBIE HHOSI3bIYHBIE
BIUSIHUSL.’

Ha IMPOTAKCHUN XX Beka MOHOJMHIBaJbHas napaiurmMa B

3 Ha oro ofOpamaer BHMMaHHe, HampuMmep, Ypueinb BaliHpaiix, KOTOpBIH OTMeYaeT, dTO
pacHpoCTPaHEHHOE OTHOLICHHE K OJHOS3BIYMIO KaK K IPaBIJIy, a MHOIOS3BIYHIO — KaK 4eMy-TO
HCKIJIIOYHTEJIEHOMY SIBIISIETCS «B BBICIICH CTEIICHH HIeaIN3UPOBAHHBIMY NpejcTaBieHreM (Baiinpaiix,
1972, c. 25).

4 DTOT BONPOC MOAPOOHO PACCMOTPEH B KIIACCHYECKOM HccienoBaHuu BuHorpaosa (1935).

5 Cwm.,Hanpumep, «poHnueckyro My3siky» TyhaHoBa, OCHOBHYIO pOJIb B KOTOPOIf HTPAIOT CIIPOCTHIE
3BYKOBBIE KOMIUIEKCHI, OCKOJIKH aHTTIHICKNX, KHTAHCKUX, pycckuX u ap. ciaoB» (Tydanos, 1924, c. 12),
WIJTH DJIEMEHTHI F0XKHOCIIABSTHCKOTO SI3BIKOBOT0 MaTepuala y XJIeOHHUKOBA, CBSI3aHHBIE C €r0 HHTEPECOM
K apXan4ecKuM (OoJIbKIOPHBIM HCTOUYHUKAM, a TAK)KEe HCIIOIb30BAaHHE UM OTIEIBHBIX HPAHCKUX CIIOB,
HaBEsSIHHBIX BIICYATICHUSAMH OT noxoja B Mpan. Cm. pabotsr: [Tapuuc (1978), Taprakosckuii (1992).
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XYyJIO’)KECTBEHHOM TBOPYECTBE IOABEPrajach NAJbHEUIIEH 3pO3UU
U K HACTOSALIEMY BPEMEHM yTpaTWila 3HAUUTEIBHYIO 4acThb CBOErO
BIUSHUSA. DTOMY CIIOCOOCTBOBAIM KaK UMMaHEHTHO-XYI0)KECTBEHHBIE,
TaK U BHeIIHUE GakTopbl. Tak, MHOTOS3bIYME CTAJIO OJJHUM M3 BaXKHBIX
CTUJIMCTUYECKUX IPUEMOB JIJIsl pa3JINYHbIX HAIIPaBICHUI MOIEPHU3MA,
00BETUHEHHBIX OOIIIMM HEJIOBEPHEM K SI3BIKY KaK CPEJICTBY aJIEKBATHOT'O
oTpaxkeHus1 mupa. Hapsany ¢ Apyrumu si3pIKOBBIMU IKCIIEPUMEHTaMU,
[UCATEIN-MOACPHUCTBl aKTUBHO IHpuberaid K BO3MOXKHOCTSAM
A3BIKOBOTO  OCTPAHEHHUsS, KOTOPBIE OTKpBIBAJIO HCIOJIb30BaHUE
aJbTEPHATUBHBIX S3BIKOBBIX KOJOB. K BHEMIHUM (akTopamM MOKHO
OTHECTH BO3POCHIEE YHCIO MMCATEICH-ODMUIPAHTOB, BbBI3BAHHOE
MUPOBBIMU BOWHAMU U Apyrumu norpsaceHusamu XX seka. [lepecekas
HAIlMOHAJIbHBIE U S3bIKOBBIE TPAHULIbI, TAKHUE MMUCATEIN YacTO JaBaiu
BBIPAJKEHUE NIEPEKUBAEMON MU MHOTOS13bIYHOM PEATIBHOCTU B CBOEM
TBOpuecTBe.’

B nocnenHue OEeCATUIETHS HUCIOJIB30BAHUE PA3JIMYHBIX 3JIEMEHTOB
MHOIOS3bI4MSI, B TOM 4YHUCIE U B XYJIOKECTBEHHOM TBOPYECTBE,
MPOXOAUT ele Oojee MHTEHCHBHO, YTO, OYEBUJHO, HAXOAUTCS
B HEINOCPEICTBEHHOM CBSA3U C pa3BUBAIOUICHCS B Halle BpeMs
MHTEPHALIMOHAJIBHON MHTETPALMEN U CBA3aHHBIMU C HEH ITpolieccaMu
MUTpAIMK HACCIICHUS U KYJIBTYPHBIX Mojelneil.” B naHHO# cTaThe Mbl
paccMOTpuM, KaKk MaHU(ECTUPYIOTCA ITH 3JIEMEHThl MHOTOSI3bIUUSI B
COBPEMEHHOM PYCCKOMU 10331 H. MIHTEpHAIIMOHAIH3AIMS BCEX 00IacTei
KU3HU HE obouuta cTopoHol u Poccuio, U MBI MOXKET YCTaHOBUTH
SIBHOE YBEJIMYEHUE KOJINYECTBA U (POPM UCIIOIB30BAHUS HMHOSA3BIYHBIX
JJIEMEHTOB B XYJ0XKECTBEHHOM TBOpYecTBe. IIpu »>TOM MOXKHO
OTMETHUTh KAaK HAJIMYUE TPAJULIMOHHBIX, MIYIIUX B OCHOBHOM OT
aBaHrapJa IpUEMOB HCIIOJIb30BAHUS MHOTOS3bIYMS, TAK U CBSA3AHHBIX
C CErOJHSIIHUM JHEM MYJIbTHUIMHIBAJIBHBIX NIpakTUK. Huxe

6 ToBOpst 0 pycCKOii InTeparype, HauboJiee XapaKTEPHBIMH IIPUMEPAMHU 3/I€Ch, OYEBUIHO, OyIyT
Bnagumup HabokoB u Mocu¢ Bpoackuii, XOTsS MOKHO Ha3BaTh M 00OpaTHBIC CIIy4an, KOrJa SMUTpaIis
B JIPYyTYIO CTpaHy CKOpee CIy)KHJa KaTaJIn3aTOpPOM KOHCEpPBALUHU CBOETO HAL[MOHAIBHOTO U SI36IKOBOTIO
CaMOCO3HaHUS, KaK 9TO IPOM30ILIO0 B ciydae Anekcanpa ColkeHHIbIHA.

7 HekoTOpble HCCIEIOBATENM HAYT TaK JAJeKO, YTO BUJAST B YCHJIICHHH POJU MHOTOSI3BIYHS
B COBPEMEHHOM MHUpE 3HaK Hadajla HOBOH IOCTMOHOJIMHI'BAJBHOW mapagurmbl (postmonolingual
paradigm), KOTOpasl I0JKHA MPUITH HA CMEHY OJIHOSI3BIYHMIO STIOXM HAIIMOHAJIBHBIX T'OCYJapCTB (CM.
Yildiz, 2012, c. 3).
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MpEeANpUHSTa TOMNbITKA KIACCU(PHUIMPOBATh 3TU MHOr000pa3HbIE
MPOSIBJICHUST MHOIOA3BIYMSA M Pa3fACIUTh HMX HA OrPaHUYECHHOE
KOJIMYECTBO I'PYII B 3aBUCUMOCTH OT IIPUCYIIEH UM JTOMUHUPYIOLIEH
(yHKIMOHAIBHON HAPABIEHHOCTH.

1 Cl/lTyaTI/IBHOC MHOTOA3bIYHUEC

K »T0if Tpyrine MOXHO OTHECTH Cllyyad BKJIFOUEHUS B MOITUYECKUU
TEKCT OTHCJIBHBIX CJOB WJIH (Ppa3 W3 APYTUX S3BIKOB, BOZHUKIINE
MOJl HEMOCPEACTBEHHBIM BIIMSIHUEM HWHOS3BIYHOIO OKPYXEHUS U
MPU3BAHHBIE MEPENATh AYTEHTUYHOCTh TEKCTAa KakK CBOEro poja
JIOKYMEHTAJIbHbIE ~ CBUACTEIBCTBA  «MHOS3BIYHOCTH»  CUTYAIMH.
OueHb TUNNYHBI TAKUE WHOS3BIYHBIE OTCHUJIKM B CTUXAX, CBA3AHHBIX
C TOE3KOH IMo3Ta 3a TPaHUIly WM KAKYK-THOO HAIMOHATBHYIO
pecniyonuky BHYTpH Poccuu. Tak, B ctuxax moata EBrenns CrenmaHosa,
MOCBSILLIEHHBIX MyTEHIECTBUIO B UyBallluIO, YNTAEM:

YYBAILICKAS HOTA
anaThIph IIYMEPJIs KaHAI
ajTapb IIYMEpEL 4 JIb HE Balll
(Cremanos, 2015, c. 10)

UyBalickue ciioBa B TEpBOM CTpOKe (B ACHCTBUTEIBHOCTH, OHHU
MPEICTaBISIOT COOOM Ha3BaHUSI TOPOAOB) OCTAIOTCS JJISI PYCCKUX
yuTaTeNed, KOTOPBIE €1Ba JIU 3HAKOMBI C YyBAIICKOM TONOHUMMKOM,
HENOHATHBIMM, HO MIMEHHO TI0 3TOW NMPUYMHE OHU BBINOIHSIOT CBOIO
(GYHKIMIO — TMEpefarT «HEPYCCKYIO» ayTeHTHYHOCTh, a TaKkKe
NPUBJIEKAIOT BHUMaHUE K 3BYKOBOM (OpME U MHTPUTYIOT CBOEH
3araJIoOYHOCTHIO, JAIOIIEH BO3MOYKHOCTb CBSI3aTh Ha3BaHUs MEJIKHUX
MPOBUHIIMAIBHBIX TOPOAOB C MOHATUSIMHU U3 chepbl CaKpaJbHOIO U
JJaJIeKON UCTOPHH.

[lyTeBble BHeuaT/ieHUs, CBSI3aHHBIE C KOHKPETHOW CHUTyauueu (B

JAHHOM CJy4ae MyTeUIeCTBHE B HEMEI[KOM IOe3[€), OTPa)KeHbl U B
cienytomeM ctuxorsopenun Ceprest buprokosa:
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N3 TIOE31A
FepMaHCKUH 1yX
OpUTAaHCKWN TeHUI
3]1€Ch BpEMEHAMU BETPEHO
CKBO3UT
U BCIOAY OKUJIaHWE MTHOBEHU
0 HATMIPABJICHBIO K BBIXOAY —
exit
U3 M0€3/1a HE BBITJISHEIIb
KyJa Tam
3aJIpaeH JIFOK
U peyb 4YKYI0 pa3apoOisienib
B aTOM
du kannst zum gliik

(buprokos, 2013, c. 92-93)

Ecnu cnoBo «exit» (04eBHIHO, HAITUCh HAJl ABEPHIO B OE3/1E) SBISACTCS
31ech He Oosiee ueM mepeaadell BHEITHEr0 BU3yalbHOTO BIIEYATICHUS
oT cutyauuu, To ¢paza «du kannst zum gliik» npencrasiser coboit
YK€ BHYTPEHHIOIO TPOESKINIO HHOS3BIYHOTO 3BYKOBOT'O MOJISI, KOTOPOE
BTOpraercsi B CO3HaHUe 1mo3Ta. MIHTepecHo, 4To, OTpaKeHHAst B 3TOM
CO3HAaHMH, OHA OKAa3bIBACTCA YK€ HE TAKOW UyXKOH: OHAa MPEKPACHO
BIHCBHIBACTCS B pudMy M SIMOMYECKUI pa3Mep pPYCCKOTO TeKCTa, a
€e 3aluch JaeTcs He B HOpPMaJbHOM Hemeukoil opdorpadum, a Kak
BHYTPEHHSISI JOHETHUECKASI TPAHCKPHIIIIHS C «PYCCKUM aKIIEHTOM.

[TapagokcanbHbIM CIIy4aeM CUTYaTHBHOI'O MHOTOSI3bIUMS SIBJISETCS
yIoTpeOIeHre HHOCTPAHHBIX CJIOB B CBSI3H C Toe31ko 1mo Poccun. Tak,
ctuxoTBopenne CremnanoBa «MockBa» TIpeacTaBiseT coOoil uepeny
WHOCTPAHHBIX CJIOB, KOTOPBIE MEPEAAIOT PEAIBHOCTH COBPEMEHHOTO
pycckoro ObITa:

MOCKBA
XanBen
Baiicaii
OKelt
ryadaii
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nap/ioH
pYyHET
andon
almen

yury
akam
GoH-y i
Oancait

Mepe U
cugaH
Mepcu
carncaH

cjloBa
CcJIoBa
MPUBET
Mocksa
(Cremanos, 2015, c. 35)

O cTeneHu MHTErPUPOBAHHOCTH 3TUX MHOCTPAHHBIX 3aMMCTBOBAHUMN
TOBOPUT HX HAIIMCAHHUC B KHUPUIIMILEC, a TaKXC ACCUMUIIALNSA B
COOTBETCTBHH C PYCCKUM SI3bIKOBBIM Y3YCOM (HalpuMep, COKpallieHue
Mepcenec 0 pa3roBOpHON (GOPMBI «MEPC» HIIM HAIMCAHUE STIOHCKOIO
ciioBa «OOHCai» B akamolel MaHepe MOCKOBCKOTO IPOW3HOIICHHUS).
JIx000MBITHO, YTO CTapO€ Ha3BAaHHWE OJHOTO M3 BUJIOB OXOTHUYBETO
COKOJIa «caricaH», 0OTMEUYEHHOE B PyCCKOM s3bIKe 10 KpaitHel Mepe ¢ X1X
BCKa, NNOCTABJICHO B OJAUH PAa C HOBEHIITUMM 3aMMCTBOBAHHUSIMHU KakK
0003HauUeHNE CKOPOCTHOTr0 noe3aa Mex 1y Mocksoit u [lerepOyprom.

2 I/IHTepTeKCTyaJ'leOC MHOTosi3bI4Hue

HOI[ HHMM MblI INOHHMACM BKJIIKOYCHHEC HNHOA3BIYHBIX (I)paI‘MeHTOB,
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KOTOpBIE MPSMO OTCHUTAIOT K KAKMM-THO0 TEKCTaM U3 APYTUX KYJIBTYD.
Haunbonee Tunu4HbIM cydyaeM 3/1€Ch OyIeT BBeJICHUE MPSAMBIX ITUTAT.
Takpue nUTaTBl 4YacTO HOCAT IIPOrPaMMHBIM XapakTep, OTChLIAS
YUTaTeNs] K KOHKPETHOMY TEKCTY, aBTOPY WJIM OOLIEMY KPYTy UIEH, ¢
KOTOPBIMH ce0s1 aCCOLIMUPYET MO3T. BBUY KOHIIENTYaIbHOM BaXKHOCTH
MOAOOHBIX KYJIBTYPHBIX HHJIEKCOB OHU YACTO MOIYYalOT CTPYKTYPHO
3HAYMMYIO MTO3ULIHIO, HAIIPUMED, BEIHOCATCS B HA3BaHHUE!

LUCY IN THE SKY WITH DIAMONDS

(3arnaBue ctuxotrBopenus Anekces [lapmukoa, cMm. [lapmukos, 2014,
c. 41)

SELVA SELVAGGIA

(3arnmaBue ctuxorBopHoro Tpuntuxa Oneru CenakoBol, cM. Cenakona,
2010, c. 65)

BrionHe ecTecTBEHHO, UTO MPEICTABUTEIb MOCKOBCKON XYI0KECTBEH-
HOU cyOKynbTypsl [lapiiikoB BeiOMpaeT uutaty u3 butns, a ¢punosnor
CenmakoBa mutupyet JlaHTe — Ha3BaHHWE NMPU3BAHO MPEAKTHBHPOBATH
OIpeeeHHY0 chepy B pernepTyape KyJIbTYpPHBIX TEKCTOB YUTATEIIS
U TakKuM 00pa3oM CHAOAUTH €ro KJIIYOM K BOCIPHUSATHIO JAHHOTO
MOATUYECKOTO TEKCTA.

Nnos3p19HbBIC OUTATbl HUCIIOJB3YIOTCA TAKKEC U B CICAYIOIIHUX ABYX
CTUXOTBOPCHUAX EBrenus CTCHaHOBa, B KOTOPBIX OHH CXOXHUM
O6p330M 3daHUMAKOT MAPKHUPOBAHHYIO IMO3MIUIO Ha4dajla WJIKM KOHIA
TCKCTA:

BPEJIb
Je suis malade
Parfaitement malade

O yeM HOET MO JTFOOMMBII HEBEL]
Ou noer o J1r00BU

Tax He moeT OOJIbIIE HUKTO
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IToTomy uTo
OH nmoet 000 MHE
(Cremanos, 2015, c. 13)

CVY]JIbBA
J1a 5T He cTall
MacTEpOM CIopTa
BI/IpTy03HBIM aKKOp)IGOHI/ICTOM
MEePEBOTYUKOM-CUHXPOHUCTOM
3HAMCHHUTHIM ITOOTOM
akagemukom PAH
MHOT'OJACTHBIM OTIIOM
JI0JUIAapOBBIM MUJLINAPIEPOM

HY 4TO K€ NOoJeNaTh?!

HO WHOTIA

TBI JISKHIIIb PSJIOM CO MHOU
oOHMMaeIIb MEHS

1 s aOCOIIOTHO CYACTINB

ne me quitte pas
ne me quitte pas

noet Benukuii JKak bpens
(Cremanos, 2015, c. 14)

[loMumoO yka3aHHsI Ha ONPENEIECHHBIE CTETUYECKUE MPEAIIOYTEHUS
aBTOpa, 9TU LIMTATHI U3 MECeH Oenbruiickoro manconbe XKaka bpens
(Jacques Brel) BbIIONHSAIOT €11ie 1BE BayKHbIE (PYHKIMU, HEPEIKO CBOM-
CTBEHHbBIC MHOSA3BIYHBIM ()parMeHTaM: BO-NIEPBBIX, LIUTATHas (popma
MOBBIIIAET «PAHT» CKAa3aHHOTO, JielaeT OaHaJIbHOE BBIPAKEHHE YeM-
TO Oosiee 3HAUUTEIbHBIM. BO-BTOPBIX, (pa3bl HA UHOCTPAHHOM SI3bI-
K€ ITOMOTal0T BepOaIbHO BBIPA3UTh TO, YTO HA POJHOM SI3bIKE TPYIHO
MO/IAeTCSl BBIPAXKEHUIO B CUITy KAKMX-THOO MOpAJBHBIX, STHYECKUX
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WM TICUXOJOrM4eckux OaphepoB. MHos3bIuHAS (opMa criakuBaeT
3TH TPYAHOCTH U JIeNIaeT CKa3aHHOE Kak Obl HE BIIOJIHE CKa3aHHBIM.®
Tak, BO BTOpOM CTUXOTBOPEHHH, MOCIE TOTO KAK JINPHUECKUN CyOh-
€KT KaeTcs B ILIEJIOM PsAJIE BCEBO3MOXKHBIX KMW3HEHHBIX HEyAad, IS
HEro ObLJI0 Obl HEJIOBKO M YHHM3UTEIBHO MPSAMO MPOCUTH JKEHIIUHY O
TOM, YTOOBI OHA OT HEro He YXOJIWJIa — B ATON JENTMKATHON CUTYyalluu
9JIEraHTHOE (PPAHILY3CKOE BBIPAKEHHE OKa3bIBACTCs KaK HEJb3s Oosee
MOAXOSIIIHM.

3 KpeaTuBHO-UTPOBO€ MHOT0OSI3bIYHE

B o1y rpynmy BXOAAT TEKCTBI, B KOTOPHIX HMHOSI3bIYHBIE CJIOBa U
(parMeHThl UCIOJB3YIOTCA KaK MaTepuall, JOMOJHSIOUIUN pecypcsl
PYCCKOTO SI3bIKa M TIO3BOJISIONIMN HAaWTH HEOOBIYHBIC KpEaTHBHBIC
(dopMmbl BbipakeHUs. Kak 1mo xapakTepy HCIOJIb3yeMOro MaTepuala,
TaKk U MO crocobaMm ero pa3paboTKM 3Ta I'pylma BbIACISIETCS CBOUM
pazHoobOpazuem.

Tak, B TBOpuecTBe 1103Ta Buiin MenbHUKOBa MHOTOSA3bIUNE
MPECTaBIsIET COOON OTIIMUUTENBHYIO 0COOEHHOCTh CTHIIA. BaxkHei-
LIMM 3JIEMEHTOM €I0 TBOPUECKOM CTPATETuy CTAJIO MO3UIIMOHUPO-
BaHHe ce0s Kak MOJMIIOTa, KOTOPBIN Tocie paHeHus: Ha AQraHCKoi
BOIHE UyJIeCHBIM 00pa3oM oBJazen Oosee ueM cra si3bikamu. Han-
OoJiee XapaKTEPHBIM ITPUEMOM €T0 MO33UHU SBIAETCS THOpUAU3ALINS,
IIPY KOTOPOH CJIOBA U3 Pa3HbIX A3BIKOB, UMEIOINE CXOAHO 3ByYalUil
JIEMEHT, COEUHSIOTCS B OAMH KOHCTPYKT (CaM IO3T Ha3bIBA€T ITOT
npueM «MmydranuHreay):’

ACCOJIBBEMT
Crnient cIro[IbI HE CIUT JI0 MATOW CTPAXKH.
Nxc koHBepTa TaeT, CHEr Tasl. ..
S1 TeOst U3BASIT U3 BOSIKEH,
HerpaBaonoao0pas Most!

8 Ritchie u Bhatia 0603HauaroT o 00HbIe city4yan TepMuHoM «hedging» (Ritchie, Bhatia, 2006, p.
346).
9 TloxpobGuee 06 3ToM cm.: Hukynuuesa (2015).
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Menom XMeIbHO-CMEII0 U3METBYEHHBIM
UCITUIITY UCTICPCTHUEM HCITYT,
OpoCHUB CIIOBO HOBO-H-speech’¢HHBIM <1>
Ha abpakanabpa3uBHBIN KPyT —

OTTOYMTH HempuKa’'science fiction <2>
H, 10 PaBHOJ3EHCTBUS MOJISICh,

cTarh y BeenpoHukinei BeIOpUKIIEH,
JUJ151 TAPKOBKH BBIOPaB KOHOBSI3b.

[.]

<I> [cniu:4] (@HTII.) — MPOU3HOCUMAsI peUb
<2> [caiidHC-uKIIeH] (aHT1.) — Hay4Hast paHTaCTUKA
(MenpHukos, 2012)

WurtepecHo, uto nonurnor Buinu MenbHUKOB He 3a0BIBaeT, YTO Y
€ro uuTaTeseil MOXKeT He BCE TaK XOPOLIO 00CTOATh ¢ HHOCTPAaHHBIMU
A3BIKAMM, M TEIAHTUYHO CHAOXKAET CBOM CTUXHU INPUMEUYaAHHUSIMU C
MIEPEBOIAMH MCIOIb3YEMBIX MHOCTPAHHBIX CJIOB. XOTSA ATU CJIOBA Y
MenbHUKOBa OOBIYHO OCTAIOTCS B JIATUHCKOM rpaduke, OHU XOpPOLIO
BIIMCBIBAIOTCS B PYCCKUI TEKCT B METPUUYECKOM OTHOLLIEHU U U YACTUYHO
ACCUMUJIMPYIOTCS 3a CUET 3JIEMEHTOB pycckoi Mopdoorun. PeanbHoe
MOpP(OJIOrMUECKOe YJICHEHUE HE UrpaeT MpPH ITOM HHUKAKOW PO —
B KauyecTBE BaKHEHIIIErO0 KPHUTEPHS CIOBECHOTO KOMOWHUPOBAHUS
BBICTYMAeT JHIIb 3BykoBas (opma. Eciam s mo33um BooOle
HEOOBIYHBIE COYETAHUSI 3JIEMEHTOB XapaKTEepHBI JIJIsl yPOBHS TPOIOB
Y KOHLENTOB,"” TO MeNbHUKOB MEPEHOCUT TOT MPHHIHUI HA YPOBEHb
CJIOB U UX COCTaBHBIX YaCTEM.

C »ieMeHTaMHU CIIOB — ﬂeﬁCTBHTeHBHBIMH N BOO6pa)KaeMBIMI/I
Mophemamu — paboraer Takxke u Cepreit buprokos. B crnenyromem
CTUXOTBOPCHHUU TEMATHU3UPYETCs aHIJIMiicKas Mopdema —ing,
KOTOpasi B MOCIEIHES BPeMsi BCe aKTHBHEE HCIOIB3YETCS B PYCCKOM
cioBooOpa3oBanuu.!! PeasbHbIC aHTIIHICKHE 3aMMCTBOBAHHUS C 3TUM

10 Tlo BeIpaxkenuto JIoMoHOCOBa, KOTOPOE CTAJO IINPOKO M3BECTHO B (hopMynupoBke THIHSIHOBA,
«conpshkeHue JanekoBarbix uaeii» (TeiHssHOB, 1977, €. 236).
11 CwMm. /[IpsixoB, CxBopenkas (2013). CrenuainbHO 00 HCIOIB30BAaHHHM «HHIOBBIX» (OPM B
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cypdukcoM depenyroTcss ¢ pyCCKUMH HEOJIOTU3MaMH, MOCTPOSHHBIE
110 TOMY K€ 00pasiy:

CTUXU HA «MHI»
s CJIOBO TOJIFOOUIT MApKETHHT
OHO 3€pKaJIMHT HAIICBPEMUHT
B HEM YyBCTBUHT YMBHUHT
BCEl DIOXUHT
i€ HYKEH MUJIUHT
KaK T'yJl UBHUHT

[...]
(buprokos, 2009, c. 127)

JIro060MBITHO, YTO 3TO CTUXOTBOPEHHUE IPEIBOCXUIIAET HEKOTOpbIE
HOBOOOpAa30BaHUsl, KOTOPHIE BOLUIM B PYCCKHI SI3bIK B IMOCIIENYIOIIHE

rofipl (Hampumep, «IyTHHI», «COOSHUHI» U 1p. (cM. Muxees, 2013, c.
14).

WNHTepecHbIM pUMepOM «BapHallii Ha TeMy MOPGOJIOTUNY SBISETCS
U CIENYIOIlee CTUXOTBOPEHUE buprokosa:

OFF CHEHOF
YexoB — 0x
ox — YexoB
YexoB — ax
YexoB — axoB
YexoB — CMEXOB
YexoB — 0X0B
YexoB — B370X0B

YexoB — 0x
Tschehow —
noch

(buprokos, 2015, c. 224)

3,HGCL MblI UMCEM JICJIO CO CBOCTO poda SA3bIKOBBIM «PCHUMIIOPTOMM.

COBPEMEHHOU pycckoi mo33uu cM.: ['puropses (2005).
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Tunuunoe 115 pycckux pamMuinil OKOH4aHHE -0B, KOTOPOE paHbIIE B
JATUHU3UPOBAHHOM 3amKcu 4acTo nepenaBajoch Kak -off , Hanpumep,
Chekhoff, Rachmaninoff (ceifuac Takoe HanmucaHue BOCIIpHHUMAETCS
B Poccunm Kak HECKONBKO YycTapeBlllee M U3JIMIIHE MaHEPHOE),
NIEPEOCMBICIIACTCS KaK aHIJIMICKUil nocnenor gppa3oBbix riaaroyos off
Y BO3Bpalaercs HazaJ B pycckuil. [Ipu 3TOM OH MHULHMUPYET LIETYIO
CEPHIO CXOAHO 3BYYAIINX MEXJIOMETUN U UX JIEPUBATOB.

Hano 3ameTuTh, YTO WCIHOJNB30BAHME HMHOCTPAHHBIX HMMEH U
reorpauUeckux Ha3BaHWW KaK MaTepuana s S3BIKOBBIX WP
npenacrapiset co0oil npuem, k kotopomy Cepreii buprokos npubderaer
OYCHh OXOTHO W Ype3BBIYANHO u300perarensHO. Hepenako oHuU
CTAHOBSTCS MAaTEPUAJIOM ISl PA3TTUYHBIX «IOATHYECKUX ITUMOJIOT I
(«bonpwuiiap — 60ap u sp», cM. buprokos, 2009, c. 103) wim aHarpamm.
[Ipu >TOM, aHAJIOrMYHO aHArpaMMmaM B TPAJMI[MOHHOW IMOI3UU WIIU
PEUTHO3HBIX TEKCTaxX, KJIIOYEBOE CIIOBO aHArpaMMbl MOXKET OBITh
KaK 3KCIJIMLUTHO BBIPAXXEHO, TaK U OTCYTCTBOBAaTb, MPEIOCTABIISS
YUTATENI0 BO3MOXKHOCTh caMoMy ero aemupoBars. [lepBeiii cinydai
MOHO TTPOUJIITFOCTPUPOBATH CIEAYIOIIUM CTUXOTBOPEHHUEM:

TARTU
O TARTU
TARTU

O TARTU
UTRAT

O UTRO
UTRAT
TARTU
U WRAT

O URARTU
O TURAT
O TUTAR
O RATUT
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TARTU
TUT
(buprokos, 2013, c.72)

HasBanue sctoHckoro ropoga TapTy (B (HIONIOTHYECKHX Kpyrax
M3BECTHOrO Kak mecto pabotrsl FOpus Jlormana u nientp TapTycko-
MOCKOBCKOH HIKOJIbI CEMUOTUKH) BBIHECEHO 3/IECh YXKE B 3arjaBue, a
3aTeM OOBITPaHO B CEpPUM aHArpaMM M HaauHApomoB. OOpaiaet Ha
ceOss BHUMaHHe, YTO Ha3BAaHUE CaMOIr0 ropoja JaeTcs B JIATUHUIIE,
x0T B Poccun oHO XOpOI110 U3BECTHO M B KUPUIIITMYECKOM HaITUCAHUH.
Bonee Toro, BeIOOp TaTUHCKOI POpPMBI HA3BaHUS TOPOA 33/1a€T U BCIO
JOTUKY pa3BUTHUS TEKCTa — JIATHHCKAs rpaduka MogduHseT cebe Bce
CTUXOTBOPEHHE. JTO CO3/IaeT JETKUM OocTpaHstonii 3¢ eKT, Koraa
3HaKOMBIE PYCCKHE CJIOBa MPUOOPETAIOT HANET «MHOCTPAHHOCTU.
BeipaxkeHHass uepe3 rpauKy uIes «CBOHW, CTaBIIUN Uy KUM»
MOKET 3ByYaTh U KaK BBIPAKEHHE MOJUTUYECKHUX OOEPTOHOB, UTO
nojkpersercs Takxke Gonerndeckum conmxenueM TARTU UTRAT,
BBI3BIBAIOIIUM accoruannu ¢ pacnajaom Coerckoro Corosa.

HanpotuB, B cTuxorBOopeHuH «BHyTpeHHOCTH TeaTpa» TeKCT
HE COJEPXKUT CaMOro aHarpaMMHMpPYEMOIO CJIOBAa, HO HMS OJHOMU
U3 TOKPOBHUTENIBHUI] Tearpa My3bl MenbloOMEeHbl OJHO3HAYHO
IIPOYMTHIBAETCS B 3aKJIIOUUTEIBHBIX CTPOKAX:

BHYTPEHHOCTHU TEATPA
Wznom Horu. M3rub misa.
Mapuonetku 6oiu.

Hurtouku, 6axpomka. Kpyyysxesa...
Tpycuku, pacTeKmecs

Ha TTOBEPXHOCTH CTOJIMKA.

B 3epxkane rmane npoduis

rpyau.

Menbk MiuKa.

Menbk

(buprokos, 2009, c. 26)
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Eme Oonee cnoxHblll ciiyyall aHarpaMMaTH4YeCKOro KOJIHWPOBaHUS
MHOCTPaHHOTO UMEHH MOXXHO OTMETUTh B cTuxax Cepres buprokona,
IIOCBAIICHHBIX JIMHITBUCTUYCCKHUM MOTHBAM (HHHFBOCCpHH), KOTOPBbIC
3aKaHYMBAIOTCS CIAENYIOLIMMHU CTPOKAMHU:

CH CH CH CH CH CH CH
es schneit
(buprokos, 2009, c. 24)

AMOUBaNIEHTHOCTH I'padeM cH, KOTOpPbIE MOTYT ObITh IPOYUTAHBI KaK
B KUPUWJUIMIIE, TaK M B JATHHUIE, COMUXKACT UX, C OJHOW CTOPOHBI,
C PYCCKHM CJIOBOM CHe2 (Ha 3TO, BO3MOXKHO, yKa3bIBaeT CTOsIIEe
PSAIOM HEMEIKOE BRIpaKEHHE es schneit). OMHAKO ¢ IPyTOi CTOPOHBI,
UX JIATUHCKOE TMPOYTEHHUE SIBJISETCS MPUHSATHIM COKPAIICHHBIM
ob6o3nauenuem lllBeitapuu (ot nar. Confoederatio Helvetica), ato B
KOHTEKCTE dTON «JIMHTBOCEPUM», TJI€ PeUb UJIET O parole n langua (sic!
Tam ke, c. 23) BeeT unTarens K UMEHH 3HAMEHUTOTO MIBEHIIApCKOTro
JMHTBUCTA, KOTOPHIN, TOMUMO IIPOYET0, U3BECTEH CBOMMU paboTamu 00
anarpammax (Coccrop, 1977). BkitoueHue B TEKCT MHOCTPAHHBIX UMEH
B Ka4ecTBE aHarpaMM MOXKHO paccMaTpuBaTh U KaK CBOECOOpA3HYIO
Pa3HOBUIHOCTh MHTEPTEKCTYaJbHBIX pedepeHlnid, METOHUMUYECKH
peTpe3eHTUPYIOUINX OITPeIeICHHBIA KOPITYC TEKCTOB UITH KYJIBTYPHYIO
napajurmy.

4 KyJbTYpHO-HIEHTHYHOCTHOE MHOTOSI3bIYH e

HaxoHen, MOXHO BBIICNUTH €II€ OAHY TpYyNIy HCIOIb30BAHUS
MHOIOSI3bI4MsI, KOTOPYX0 MBI 0003HAYUM KaK  «KYJBTYpPHO-
UJICHTUYHOCTHOEY. MICIIoIb30BaHNE UHOSA3BIYHBIX JJIEMEHTOB CIIYKUT
3/1€Ch J1JIs1 BBIPAXKEHUSI TE€X aCMEKTOB JIMPUYECKOTO CyOBbeKTa, KOTOphIE
CBSI3aHbl C €ro CaMOMJICHTH(UKAIMEe U LIEHHOCTHOW YCTaHOBKOW B
OTHOIIEHUH Pa3INYHBIX KYJIbTYPHBIX KOHTEKCTOB. B KOnM4yecTBEeHHOM
OTHOILIEHUH 3Ta TPYyIIa HE CTOJIb 3HAYMUTENIbHA, KaK IMPEAbIAYIIAs
— CKOpee Ja)Xe MOXKHO CKa3zaTh, 4TO TEKCThl IOJOOHOro poja
MIpeCTaBIICHBI BECbMa CKYIIO M HAOJII0JaeTCS MPEXK/IE BCETO Y PYCCKUX
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MIO3TOB, KUBYIIMX 3a IpaHuled. Tak, Tema MOUCKAa UIACHTUYHOCTHU
4acTO OKAa3bIBAETCS CBA3aHAa C MHOIOSA3BIYMEM B TBOPYECTBE I103TA
EBrenus CrenaHoBa, KOTOPBIM JJIMUTEIBHOE BPEMS KUJI B Pa3IMYHBIX
€BpOINEUCKUX CTpaHaXx:

PO3A AYCJIEHJEP
HUnne Hoxeuoosuu

[TosT Po3a Aycnennep (Pozanus [eprep),
*uBluas B Amepuke, EBpore

1 YepHOBUIIKOM T'ETTO,

nouyeMy-To Baim cTuxu MHe oKa3ajiuch Hau-
Oosee

CO3BYYHBI,

U 5 YaCTO TBEPXKY UX HAU3YCTh.

Kanp, 4yTo 5 HE MOTYy B35Th Baill iceBioHUM
(Muoctpanka, MHOCTpanen).

B I'epmanun
51 wacTo rosopro:

Ich weis nicht,
Ich bin Ausléinder.
(Crenanos, 2015, c. 6)

311eCh TMPUUECKOE «S1», Pa3MBILLIAS O CBOEM IOJI0KEHUHM HHOCTPAHILIA,
CTaBUT ce0s B psAJl APYTHMX IOATOB-U3THAHHUKOB, YCTaHABIIMBAas
yepe3 MepeBojl MMEHHM moiaTecchl Po3bl AycieHaep HCTOpHYECKHE,
UHTEPTEKCTyalbHble M KYJIBTYPHO-UJCHTUYHOCTHBIE Mapaljielii.
XapakTepHO, UTO 3Ta POJIb HHOCTPAHIIA YK€ BO BTOPOM MOITUYECKOM
NOKOJIEHUH (Tak Kak camo uMmsa Posza Aycnenoep sBisieTcs
TICEBJIOHUMOM, BEIOOP KOTOPOT'O TaK>Ke OBLI MPOIAUKTOBAH OCO3HAHUEM
cBoeil uyxaoctu). Crenyet 106aBuTh, uTo CTENaHOB MOCBSIIAET CBOE
CTUXOTBOPEHHUE €lIe OAHOMY IOATY-3MUI'PAHTY, YKPAaUHCKOM osTecce
WNune MoxBunoBuu, xuBylledl B I'epmaHuu. OTO NpOHM3BIBAIOIIEE
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BpeMs W TPOCTPAHCTBO CAMOOIIYIICHHE MOATa KaK YyXKECTPAHIA U
M3rHAHHHMKA 3aCTaBJIsSeT BCIIOMHHUTH 00 M3BECTHOM CTpOKe MapHHbBI
[IBeTaeBoit, 4To Bce «moATHI — kuab» (L]BeTaera, 1983, c. 185)

Crnenytoniee ctuxorBopenue CtenaHoBa, KOTOPOE TAKKe 3aTparuBaeT
BOIIPOC KYJIBTYPHOM MICHTUYHOCTH, IIOCBSLICHO IIPO3aUYECKUM
OyaHSM pyccKkoro sMurpanra B ['epmanuu:

EIN TAG IN BERLIN
(moderne Gedichte)

Guten Tag

Tschus

Guten Tag

Tschus

Guten Tag

Danke schon
Entschuldigen Sie bitte
Guten Tag

Sparkasse
Entschuldigen Sie bitte
Tschus

S-Bahn

Entschuldigen Sie bitte
U-Bahn

Entschuldigen Sie bitte
Kakwne sxe BOKpyT K03J1bl!
Yero-uero?! Cam xo3en!
Entschuldigen Sie bitte
Danke schon

Néchste Station Halemweg
Zuriick bleiben bitte
Links

Entschuldigen Sie bitte
Danke schon

Netto

Danke schon
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Aldi
Danke schon
Jobcenter
Guten Tag
Danke schon
Termin
Entschuldigen Sie bitte
Danke schon
Guten Tag
Tschus
Guten Tag
Tschus
(Crenanos, 2015, c. 19-20)

Berpeua nByX S3BIKOB M KYJBTYp IOJAETCS 3/€Ch B IPEAEIBHO
KOHQPOHTAIMOHHON MaHepe. J[IMHHBIA psAJ HEMELKUX BbIpa)KeHUU
BEXJIMBOCTH M Pa3MEPEHHOr0 paclopsika AHS BAPYT IPEpPBIBACTCS
B3pPBIBOM SIPOCTH U OCKOPOJICHUI, KOTOPBI MapKUPYETCs MEPEX0I0M
Ha pycckui. JIBa s3plka W JBa TUNA JUCKypca SBJISIOTCA 31ECh
BBIPA3UTENISIMA ~ KOHTPACTHBIX  MOAEIEH  OpraHu3aluu  KU3HU
U KyJIbTypbl NOBeAeHMs. BexnuBas, HO myctas M CcKydHas (B
BOCHPUSTUU JINPUYECKOTO CYOBEKTa) MOBCEIHEBHOCTb HEMELIKOIO
A3bIKa CTAJIKUBAETCSI C SMOLMOHAJIBHO WHTEHCHUBHOW, HO TIpy0bo-
arpeccuBHOI cdepoii pycckoro. HecoMHeHHast HPOHUS U CAMOUPOHHMS
3TOr0 CTUXOTBOPEHUS CBUJETEIBCTBYET O PACKOJIE CyObEKTa — EMY HE
yJlaeTcsl BBIOpaTh CTOPOHY B 3TOM KOH(DJIMKTE U MASHTUPULIHUPOBATH
cebs ¢ KakoM-TuOO KyJIBTYPHOM MOJENbI0. DTO CTUXOTBOPEHHE
WHTEPECHO €IIE€ M C TOYKHM 3PEHHS IEPEBEPHYTOrO0 COOTHOLICHMS
MEXAY IBYMsI sI3bIKAMHU — 4YIKOU JUUIS I09TA HEMELIKUHN A3BIK 311€Ch SIBHO
JOMUHHUPYET B KOJIMYECTBEHHOM OTHOILIEHWH, OJHAKO PELIAIOLIUM
BCE )K€ CTAHOBUTCS HE CTOJIBKO CaM TEKCT, CKOJIBKO (DAKT U XapakTep
Iepexoza Ha APyrou s3bIK.

103



INTERFACE
5 3akJ/ouenue

IlonBeneM urorun. Mbl BUAUM, 4TO B COBPEMEHHOM PYCCKOM IO33UHU
JJIEMEHTBl ~ MHOTOSI3bIYMS  JOBOJBHO  AaKTHUBHO  MCIIOJIB3YHOTCS
HEKOTOPBIMU [IO3TaMU B pa3InYHbIX popmax U GpyHKuMsIX. BeposTHo,
MOXHO TOBOPHUTh M 00 YBEIMYEHUH KOJIMYECTBA HWHOS3BIYHBIX
BKJIFOUEHUH B COBPEMEHHOM TIO33MM II0 CPAaBHEHUIO, HAIPHUMED,
C PYCCKOSI3BIYHOM IO33MEH COBETCKOro Inepuona. B artom cmbicie
Poccust crour B pycine TOro ke TpeHJa Ha TI00aIu3aluio U
WHTEpHAI[MOHAIN3AIINI0, KOTOPBIM Mbl HAOII0AaeM BO MHOTHX JIPYTHUX
CTpaHax.

Opnnako paccMoTpeHue GopM U PYHKIIMH MHOTOSI3BIYH S, TTPOBEICHHOE
BBILLIE, BBIABIAET U Jr0OONbITHYIO crneun¢uky. IlonaBustomiee
OOJNIBIIMHCTBO TPOSIBJICHUNH MHOTOSI3BIUMS  HUMEET JHUOO0 YHCTO
BHEIIHUH XapaKkTep (CUTYyaTHUBHOE MHOTOS3bIUHE), TUOO KE OTHOCUTCS
K cepe 3CTEeTMKH U KyJIbTYpPHBIX pedepeHuuil (KpeaTuBHOE W
MHTEPTEKCTyalbHOE MHOTOS3bIYHE). JINIITb CPAaBHUTEIBHO HEOObINAS
rpylna KyJbTypPHO-UJAEHTUYHOCTHOIO MHOTOSI3bIYMS  HUCIOJIB3YET
ero JUisi TeMaTH3alMd COLIMONCUXOJOIMYECKUX AaCIEKTOB, MpUYEM
KaCaIOUINXCs MPEUMYILIECTBEHHO OTIEIBHOTO CyOBEKTa UITH TNIHOCTH.

IIpu cpaBHEHHH, HAIIpUMED, ¢ AMEPUKAHCKOM MHOIOS3BIYHON I1033U-
eif, OpocaeTcs B Ii1a3a siBHas JaKyHa. B pycckoil mos3un nmpakTH4ecKu
MOJIHOCTBIO OTCYTCTBYET 00J1aCTh, B KOTOPOH MHOTOSI3bIYHE UCTIONb3Y-
€TCsl KaK CPEACTBO apTUKYJISALUN HIMPOKUX COLMAJIBHBIX U ITOJINTHYE-
CKUX MpOOJIeM, TaKUX KaK KOJOHHAJIBHOE HACIEINe, TUCKPUMUHAIUS
WJIM 3all[Ta [IpaB HAllMOHAJbHBIX MEHBIIMHCTB — BCEX T€X T€M, KOTO-
pbl€ TaK TUIIMYHBI JJ1 COBPEMEHHON aMEPUKAHCKON U B 3HAUUTEIbHOU
YaCTHU 3alaJHOEBPONECHCKON MYJIBTUINHIBAJIbHON 11033UU. Tak, B HO-
BelileM 0030pe MYJbTUIMHIBAJIN3Ma B COBPEMEHHONW aMEpUKaHCKOU
no33un (Spahr, 2015) maeTcs aHanMM3 TMO33MM ABTOPOB, CO3JAIONIUX
«literature in English that includes other languages» (tam xe, c. 1123).
XapakTep OTHOIICHUS MO3TOB K 3TUM «JIPYTHM SI3bIKaM» U CTENEHb
UX BIIaJICHUSl UMM BECbMa PA3JIMUHbl — 3TO MOT'YT OBITh JIBYSI3bIUHBIE
SMHUTPAHTHI C TIpeobIalaHueM He-aHTJIMHCKOTO S3bIKa MIIM TaK Ha3bl-
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BaeMmble «heritage speakersy, y KOTOpbIX aHITIMHUCKUI SBISETCA TOMU-
HaHTHBIM. HakoHell, 3T0 MOryT OBbITh 1103ThI, BOBCE HE UMEIOIINE 00b-
EKTUBHBIX 3THHYECKUX WJIU KYJIBTYPHBIX CBSI3€H C HCIOJIb3YyEeMBbIMU
uMU s3pikamMu. Cpeu HUX TPEeICTaBICHBI aBTOPBI, OTHOCSIIUECS K ca-
MBIM Pa3HbIM 3THUYECKUM U COLUAJIbHBIM I'PyIIIaM: UCHAHOSI3bIUHbIE
«YUKAHOCY», MPEJCTABUTEIN TaBaWCKOr0 MM WHICHCKOTO0 KOPEHHOI'O
HaCeJICHH I, HOBbIE KOPEHCKHUE MIIH CTaphle OIbCKUE MMMHUTpaHThL. Ho
3a BCEM 3TUM pa3HooOpa3ueM OpocaeTcs B Ila3a oJHa oOLIHOCTh. Be-
aymue (GyHKIHUN MCHOIb30BAHUSI MHOTOSI3BIUMSI B COBPEMEHHOM ame-
PUKAHCKOH M033UH TaK WM MHAYE CBSA3aHBI C ICHXOJIOT HUECKOM, COIIHU-
aJbHO-KPUTHUYECKOHN MIIM NOIUTHUYECKOH mpobiiemarukoil. Ha nepom
MJaHe CTOST BONPOCHI TMOMCKA WHIMBUAYAJIBHOH, dTHHYECKOW HIIU
HAI[MOHAJIBHOW MJCHTUYHOCTH, KOJIOHHAJIbHAS UCTOPUS WUITU TIOCTKO-
JIOHUAJbHAsA JEWCTBUTEJIBHOCTh, OOpbOa 3a IpaBa HALMOHAJIBHBIX
MEHBIIMHCTB U T. . Bompocsl coOCTBEHHO 3CTETUYECKOTO XapaKTepa
3aHMMAIOT JINIIh MaprUHAIBHOE MECTO M SBHO HTPAIOT CIYKEOHYIO
POJIb 111 BBINOJHEHUS COLMAIBHO-NIONIMTHYECKUX QyHK1ui. Kak oT-
MmeuaeT Spahr, «literature in English that includes other languages [...]
is under the influence of the hothouse of the poetry of the late 1960s
and early 1970s that is associated with minority cultural activist move-
ments. Many of these movements see poetry as one genre among many
that can be used for cultural representation, cultural uplift, and preser-
vation of the culturally disenfranchised» (tam xe, c. 1132).

Jlns  COBpeMEHHOW PYCCKOM TO33UM BCsl 9Ta MpoOJeMaTHKa
MYJBTUKYJbTypajlu3Ma W HAUOHAJIBHOW 5SMAaHCHUIAUUHU OCTAEeTCsA
BO MHOroM 4yxJoul. OUYeBHJHO, YTO Takas OCOOEHHOCTbh HMMEET
INyOMHHBIE TPUYMUHBI, KOTOPHIE CBSI3aHbl KaK C BHYTPHUSI3bIKOBBIMU,
TaK U C BHEIIHUMH (B MEPBYIO OYepelb HUCTOPUKO-TOTUTUUECCKUMU)
tdaktopamu. [Ipu 00BEKTHBHOM B3TJISIIE MBI JJOJKHBI Oy 1eM IMPU3HATH,
yTo Poccus B 3HaUMTENBHON Mepe Obljla U 0CTAeTCs MPOCTPAHCTBOM
S3BIKOBOTO MOHM3Ma. HecMoTpst Ha ¢opmaibHOE MpU3HAHUE IpPaB
JIpYTHX I3bIKOB, B Poccuu, 1o kpaliHel Mepe, B €€ IIPEUMYILIECTBEHHO
PYCCKOSI3BIUHBIX O0JIaCTAX, yHOTpeOJIEHHE HAIlMOHAJBHBIX S3BIKOB
HE NPUBETCTBYETCS U SIBJISIETCS MUHYCOM JIJIsI COLUMAJIBHOIO CTATyCa.
OOpaTtuM BHUMaHHUE Ha TO, YTO JaKe Y OATOB-OUIIMHTBOB, TAKUX KaK
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l'ennanuit Aiiru, baxeir Kenxees, He ToBops yxke o «heritage speak-
ers» tuna Tumypa KubupoBa, Mbl IPaKTHYECKH HE BCTPEYAEM CTHUXOB,
B KOTOPBIX OHHU XOTS OBbI CHOPAJUYECKH HCIIOJIB30BAIM CBOH SI3BIK.
Drta uMIepcKas MOJAEb MPEANOaraeT, YTo MO3T U3 «HAI[HOHAIBHON
OKpPauHbI», MPUEXABIIMA B METPOIOIHUIO, IOJLKECH MOAYMHHUTHCSA €€
KYJIBTYPE U SI3bIKY U TI0 BO3MOXKHOCTH HE aKIICHTUPOBATh BHUMAHHE
Ha CBOEM HHOSI3BIYHOM ITPOUCXOKICHUMN.

Takum 00pa3oM, BHYTPHU PYCCKOSI3BIYHOTO TPOCTPAHCTBA MTOATHIECKOE
MHOTOSI3BIYME OCTACTCS OrPAHUYCHO JIOBOJIBHO Y3KHM CIHEKTPOM
pacCMOTpEHHBIX  Bbllle  (QYHKLHUNA: TMeperaya ayTEHTUYHOCTHU
(cuTyaTHBHOE MHOTOSI3bIYHE), THTEPTEKCTYaIbHbIE OTCHUIKHU K IPYTHUM
KyJBTypaM, a TaKKe KpeaTUBHO-UTPOBBIE MOMEHTHI. K ToMy ke u cam
BBIOOp SI3BIKOB OKAa3bIBACTCS JIOBOJIBHO OTPAHMYCHHBIM M OTpakaceT
HAllMOHAJIbHO-KYJIBTYPHBIE HEpapXUM — JOMyCKass MHOTOS3bIUHE,
pPyCCKHME TOATHI OOpamamTCsi B OCHOBHOM K «IIPECTHIKHBIMY
3araIHOeBPOINEUCKUM si3blkaM. Tak, ['eHHaauil AWru B CBOMX CTHXaxX
BIIOJIHE MOT' HCIIOJIb30BaTh 3JEMEHTHI (PPaHIY3CKOTO S3bIKa, HO HE
CBOET0 POJIHOTO YyBAIICKOro."

[Toxxanyil, €IMHCTBEHHO, KTO HAUMHAET TIOJb30BATHCA MMATUTPOU
MHOTOSI3bIUMS IS APTUKYJISIUUM  COIMAJIBHO-TIOJUTUYECKUX U
JIMYHOCTHBIX ACHEKTOB MJEHTUYHOCTH, 3TO IMO3ThI, KOTOPHIE KUBYT
3a TpaHULIAMHU PYCCKOSA3BIYHOIO MPOCTPAHCTBA M CaMH OKa3aJIUCh
B MOJIOKCHUW MEHBIIUHCTBA (CM. TMPUBEJCHHBIC BBIIIC MPUMEPHI U3

12 DTo BepHO Haxke B TeX CIydasx, KOIJa H3HAYaIBHO OITHYECKHUM SI3BIKOM I109Ta SIBJISIIICS €ro
pOIHOIT HaMOHANBHEIH s3bIK. Kak oTMmedaeT AsapoBa, «[...] mepexoJ OMIMHIBOB Ha APYTOH SI3BIK
HE TaK peJoK, U OH Yallle BCEro MapKUpOBaH Oojiee MPECTIKHBIM CTaTyCOM SI3bIKa M JINTepaTypHOI
TpaJuIUK Ha HeM. B coBeTckoe BpeMs MOITHI-OMJIMHIBEL U3 HALMOHAJIBHBIX PECIyOINK, MUIITYIIHEe
Ha HAIVOHAJBHBIX S3BIKAX, TEM HE MEHEe B KayeCTBE NPEHMYLIECTBCHHOI'O ITOITHYECKOrO s3bIKa
BBIOMPAJIN PYCCKHIA, T. €. IEPEXOUIIH Ha 3bIK TUTYJIbHON Haumuu» (A3aposa, 2016, c. 259). Ocraercs
J00aBUTH, YTO M B IIOCTCOBETCKOE BPEMsI CHTyalUsl PAKTHYECKH HE M3MEHMIIACh — CM. IIONPABKH B
POCCHICKYIO KOHCTHTYLHIO, CHELHAJbHO MOMYEPKUBAIOIINE OCOOBII CTaTyc PycCKOro s3bIKa Kak
«siI3bIKa rocymapcTBooOpasyromero Hapoxa» (3akoH «O nompaBke k Koncturyumm Poccuiickoit
Denepannny, ct. 68. http:/duma.gov.ru/news/48045/).

13 Hcnonp30BaHHE «ITHUYECKUX) S3bIKOB CAHKIIMOHUPOBAHO B OCHOBHOM JIMIIb C HMHTAILIHOHHO-
MapOAMHHBIMY LEJSIMH, KOTa PYCCKHH TEKCT CTHIN3YEeTCs 110l IPUMHTHBHYIO WIIN OIIHOOYHYIO pedb
«HHOPOJLa», OyIb TO C HAJIETOM IIPEHEOPEKEHNUS (KaK B Cllydae ¢ BUPTYAJIbHBIM KaBKa3CKUM IOITOM
D6ekkyeBbIM, cM. http://vk.com/ebekkuev) miam ke ¢ pyCCOMCTCKOW amoJOTeTHKOH «IIPUMHTHBA
(Eprenwuii Kiroes B cBoux cruxax o6 uneitnax [Mupaxa, cm. Kiroes, 2010, ¢. 73-75).
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TBOpuecTBa EBrenus CrenaHoBa, CBS3aHHBIE C €T0 BIICYATICHUSIMU OT
*u3HU B ['epmanum). DTa rpynmna BKJIIOYAeT B ce0s1 M pyCCKOS3bIYHBIX
MOJTOB, TMPOXKHUBAIOMINX B OBIBIIMX COBETCKHUX HAIIMOHATBHBIX
pecnyOnuKkax, BeAylllee MOJOXKEHHE B KOTOPBIX Ceiyac 3aHUMAaloT
JpyTHUE SI3bIKH.
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Abstract

The focus of the present paper is on the poetic oeuvre of the scholar and poet Chang Yi-Jen
(Zhang Yiren 7RLM=, 1930-2009). Born in Hunan (Mainland China), he had become familiar
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& poetry, in his works we encounter several peculiarities, which can be characterized as “trans-
culturality”. Firstly, there are many direct references to Western culture, including impressions
from his travels to the United States. Secondly, he tends to adapt elements from traditional
Chinese culture, which also serve as a contrast to modernity, often causing a humorous effect
on the reader. Thus, I will be able to demonstrate both diachronic and synchronic aspects of
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Transcultural Aspects in Chang Yi-Jen’s 5" Poetry

In order to overcome the traditional model of distinct “cultures”, seen
as more or less homogenous “spheres” interacting or conflicting with
each other, Wolfgang Welsch introduced the concept of transculturality
in the 1990s (Welsch, 1992). This theory is based on the realization that
cultures penetrate each other on various levels; hence, two random per-
sons with different cultural backgrounds might have significantly more
cultural characteristics in common than two individuals from the same
cultural region. As an alternative to the traditional spherical cultural
model, Welsch envisions a flexible cultural network with various knots
and connections on all levels. When analyzing cultural phenomena from
the perspective of transculturality, a typical observation would identify
a general trend towards hybridity, as each culture can possibly contain
elements from any other cultural field within itself, and many interac-
tions are taking place within a context that cannot be firmly linked to
a single cultural sphere. The transcultural viewpoint is fundamentally
distinct from multi- or interculturality, as the latter approaches still sup-
pose the preexistence of mutually exclusive cultural core systems, be-
fore they are able to engage in interaction. The effects of transculturali-
ty become especially apparent in the modern age of globalization, with
its convenient instruments of global transportation and communication;
but, in fact, symptoms of transculturality can be observed in any time
period throughout the history of humankind.'

Despite the abundance of transcultural impact factors in our present
time, in many parts of the world there is an obvious trend to maintain
the traditional model of spherical cultures, in particular by those cham-
pioning “national characteristics”—for example the organs of the Com-
munist Party in the People’s Republic of China (PRC), which display an
inflationary usage of the term “Chinese characteristics” (Zhongguo tese
HHEF 7). Although this point of view only partly reflects factual re-

1 For a concise summary of the concept of transculturality see Welsch (2017, pp. 10-30).
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ality, these “national characteristics” serve as a psychological reference
point for large parts of the population, and the subjective feeling of a
national identity still works as a binding agent that may keep societies
stable and rather uniform. In fact, the Chinese cultural region—in par-
ticular the PRC—is currently one of the best examples for this kind of
illusionary monoculturality, where among its inhabitants the notion of
a singular “Chinese” culture in interaction with a perceived (but in fact
constructed) “Western” culture is very widespread, even among schol-
ars, as most intellectuals in the “Greater China” area stick to the firm
belief that they belong to the realm of “Chinese culture” (Zhonghua
wenhua "FHEAL) being diametrically opposed to “Western culture”
(Xifang wenhua 7577 3C4K). Although it is widely acknowledged among
these scholars that what would be considered as “Western culture” has
had a crucial impact on East Asia, in particular on China, from the mid-
19th century until today, but even those who try to foster “intercultural
studies” tend to argue that certain literary works and genres, historical
constellations or philosophical ideas can be considered to be genuinely
“Chinese” or “Western”, and together with these labels, should be treat-
ed as study objects in the academic discourse. The social impact also
is undeniably strong: in the PRC, nationalistic cultural campaigns (like
the so-called “Great Rejuvenation of the Chinese Nation”, Zhonghua
minzu weida fuxing HHER (R KIEHL) have gained a huge momen-
tum since its very beginnings in 1949. Similar trends had emerged in
the Republic of China (i.e. Taiwan) as well in the late 1960s (at that time
called “Chinese Cultural Renaissance Movement”, Zhonghua wenhua
fuxing yundong "HHECAAE FLES)), and still today the population in
Taiwan deems many cultural elements in their society to be genuinely
“Chinese” (Zhonghua wenhua HH# 3L, or even Zhongguo wenhua
[ 321k). Societies in the global Western regions (i.e. Europe and North
America) at first glance seem to be better equipped to critically reflect
on the very existence of cultural boundaries, yet many scholars still
ignore or downplay the impact of cultural elements originating in the
Eastern hemisphere have had on their own cultural history and identity.

In the present paper I am going to apply the concept of transculturali-
ty on the works of Chang Yi-Jen (Zhang Yiren 5RPM~, 1930-2009), a
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contemporary scholar-poet from Taiwan. I have selected him for this
case study, because at first glance he seems to be one of the least prob-
able examples of transcultural interaction: Firstly, as a scholar he was
very well-versed in the Chinese literary tradition and more firmly root-
ed in the “Chinese tradition” than most other contemporary poets from
Taiwan. Secondly, he was politically conservative, with a Kuomintang
(Guomindang [ [X;#) background. But I will showcase that even in his
poetry we can observe a very strong and obvious impact of transcul-
turality. An important catalyst were his travels both to Mainland China
and to the United States of America.

In order to display transcultural factors in Chang’s poetry, it is useful
to concentrate on the perspective of the “material world”, which distils
down to the central question, how lyrical works express concepts of
space and time. This approach is especially promising, since notions of
space and time have always played a central role in the history of Chi-
nese poetry (Liu, 1979).

1 Life and Work of Chang Yi-Jen

Our protagonist, the scholar and poet Chang Yi-Jen, was born in 1930 in
Hunan (Mainland China) into the family of the high-ranking Kuomint-
ang military officer Zhang Yangming 58458 (1912-?), who was quite
fond of poetry himself, and even had published some verses.? Under the
guidance of his father, Chang Yi-Jen had become familiar with the art
of writing traditional Chinese poetry when still a boy. Later, in 1949,
after the end of the Chinese Civil War, he was relocated, together with
his family, to Taiwan. While the quantity of his early poetry was rather
modest, at the age of sixty years he eventually began to produce huge
amounts of verses written in traditional Chinese genres. The stimulus
for this late period of creativity was a 16-day-long visit to Mainland
China in July 1990, together with a group of professors from Taiwan

2 Zhang Yangming 5R45W: Sketches from Floating Around, Pinggeng yin cao FAHISEL (1968). He
also authored prose collections, mainly dealing with his experiences during military campaigns, like
Arriving in the North-West, Dao Xibei lai |Ultsk (1937), and Returning Home, Guilai §#2& (1948),
as well as philological studies like the Critical Review on the Laozi, Laozi kaozheng % T757% (1985).
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(Zhang Yiren, 2010, p. 404); a voyage that led him to the cities of Kun-
ming EEHH, Chengdu f%#E (in particular the iconic “Straw Hut of Du
Fu” Shaoling caotang /> %% —named after the famous Tang poet
Du Fu ft#, 712-770), Xi’an 4%, and Beijing 1t 3%, including the near-
by Great Wall (Zhang Yiren, 2010, pp. 5-9). Chang Yi-Jen wrote merely
fourteen poems during this visit; but having recovered his poetic voice,
he composed around one thousand pieces in the remaining twenty years
of his life. His most active phase as a poet thus coincides with the era
after the political opening in Taiwan in the late 1980s, after the lift-
ing of martial law in 1987, and the period after the Tian’anmen X %[
Incident in Beijing in 1989. The works composed since the year 1990
comprise more than 99% of Chang’s complete poetic oeuvre.

He and his beloved wife Chou Fu-Mei (Zhou Fumei J& & 3£, 1936-2018,
born and raised in Taiwan) worked as professors at the Chinese De-
partment (Zhongwen xi "F 3L R) of National Taiwan University (Guoli
Taiwan Daxue [B3/Z7 K EY), where Chang Yi-Jen specialized mainly
in the field of traditional Chinese poetry, especially ci poetry of the
Song dynasty (Song ci &iii)). In this context, he published many articles
on the famous traditional ci poetry collection Songs from Between the
Flowers, Huajian ci 1¢[f]7#, and his essays on this subject were pub-
lished in two volumes entitled Essays on the Huajian ci (Zhang Yiren,
1996) followed by a supplementary volume (Zhang Yiren, 2006).> His
academic work was awarded the prestigious Academic Award of the
Ministry of Education (Jiaoyubu xueshujiang 208 5REA#74E) in 2007,
two years before his death in September 2009.

A quite extensive biography, composed by his former student Yang
Chin-Lung (Yang Jinlong #5##E) in the traditional biographical nian-
pu “FHE style, appeared as appendix to the collection of his poetic
works, the Collection of Chang Yi-Jen’s shi and ci poetry (Zhang, 2010,

pp. 647-671).4

3 Another research focus was Chinese traditional linguistics; his corresponding works can be found
in Zhang Yiren (2012).

4 The Shanghai edition from 2012 also has a biography of Chang Yi-Jen in the appendix (Zhang
Yiren, 2012, pp. 345-356), which includes a few more events that occurred after his decease.
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As source material for Chang’s poetic works, I shall use here the very
same edition, which is carefully edited and was prepared by his students
and his wife. It also includes some additional notes, which are very in-
structive to understand the poems in the context of his biography.

As the focus of my paper is dedicated to the question of how Chang’s
transcultural experiences are reflected in his poetic work, I shall con-
centrate on the pieces composed during his travels abroad. He traveled
to the U.S. several times to meet Chinese (or Taiwanese) colleagues, to
attend scholarly conventions, and also to visit the family of his son, who
had settled down in the Washington D.C. metropolitan area. During
his first visit in the United States in 1976, he did not compose any po-
ems (Zhang Yiren, 2010, p. 11), but his three later travels to the U.S.
are represented in his poem collection Zhang Yiren xiansheng shi ci ji:
The journey in the year 1992 yielded 12 poems, contained in a small
collection entitled Various Songs from my Voyage to America and Cal-
ifornia (Mei Jia zhi xing zayong N2 ATHERk; Zhang Yiren, 2010, pp.
11-13); the poetic output from the following visit in 1995, entitled Poetic
Sketches Recalling my Travels to America (Lii Mei shicao ganhuai pian
RFEFFELRIE RS, Zhang Yiren, 2010 pp. 38-42) consists of 20 poems;
and during the last visit in 1999, he composed poems divided into two
sections, Visiting Stanford University Again (Chong you Shidanfu dax-
ue FIEFPIEREE 5 poems) and Joyful Family Reunion in Washing-
ton, D.C. (Huafu huanju #RFEEE, 9 poems; Zhang Yiren, 2010, pp.
215-219). Formally, all these poems belong to the genre of traditional
shi poetry, with five or seven characters per verse, and typically 4 or 8
verses in total. Compared to original works from the Tang dynasty, the
language is rather simple, which is characteristic for “classicist” poetry
from the late 20th or 21st century. However, Chang still observes the
traditional Tang end rhymes in most cases.

The published Zhang Yiren xiansheng shi ci ji contains also ci poetry,
which amounts to 25% of the total lyrical corpus of Chang Yi-Jen, but
there are no published ci poems that were written during his visits to the
U.S.; obviously he must have felt that ci poetry was not an appropriate
genre to transform his inter- and transcultural experiences into verse.
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2 Traditional Poetic Genres in the Contemporary Sinophone World

Chang specialized in “classical” poetic forms, in particular the Tang-
style shi &§ (Tang shi JE#¥, with subgenres like the “Chinese quatrain”
Jueju #3+] and “regular verse” lishi {5F, prominent in China since the
Tang Dynasty 618-907) and the Song-style ci (Song ci i, especially
prominent since the Song Dynasty 960—1296).

Here, it seems appropriate to write some words on the role of “clas-
sical lyrical” forms in present-day Chinese poetry—or in a broader
sense “Sinophone poetry”, i.e. verses written in one of the Chinese
language varieties—and recent academic research in this field, main-
ly because studies on contemporary Chinese poetry mostly focus on
“modern style” poetry (xin shi #TiF). Recently, there have been more
and more—though still few—attempts to write on contemporary po-
etic works, written in traditional Chinese lyrical styles (see for exam-
ple Yang Zhiyi & Ma Dayong, 2018, and the current project by Frank
Kraushaar on classicist internet poetry). Accordingly, I shall adopt the
term “classicist”, a term that has been proposed by a group of schol-
ars and advanced students around Yang Zhiyi (the so-called “Frankfurt
consensus”; Yang Zhiyi, 2015). Many contemporary poets regard “clas-
sicist” Chinese poetry as anachronistic and consider the pieces of this
genre as mediocre in value. But aside from value judgments, we should
at least recognize the fact that these forms still are quite popular today,
hence contemporary “classicist” poetry can be used as source material
to be utilized for diachronic studies in Chinese literature: When com-
paring modern “classicist” poetry with classical verses from the distant
past, we at least profit from the advantage that the striking difference
in form between modern new poetry and classical poetry remains no
longer the focus of observation, which makes it easier to shape out other
characteristic changes and developments. In the present study, however,
I focus on classicist poetry in order to demonstrate more vividly the
broad impact of transculturality.
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3 Spaces

It is very obvious that transcultural experiences preferably happen in
a corresponding spatial environment. We can distinguish roughly be-
tween (concrete) geographical and natural surroundings creating a
landscape environment, on the one hand, and more abstract social or
cultural spaces, which are very often linked to or influenced by iconic
cultural symbols, on the other hand. These images are not necessarily
functioning as part of a “‘cultural memory” as an institution (using a no-
tion by Assmann, 2008, 110f.), since the poet does not identify himself
with American culture and rather takes on an outside perspective. Still,
Chang’s poetry is abundant in such examples.

3.1 Landscape
3.1.1 Parks, Mountains and Rivers

The factual physical environment in North America is depicted by the
poet Chang Yi-Jen as quite impressive, and explicitly serves as source
of inspiration, which is frequently reflected in the titles of his poems.
Even though the parks, mountains, rivers, and forests are not cultural
items per se; but in his poems they appear to be transcultural in the
sense that distinct features of a foreign geographic region are never-
theless perceived from a Chinese point of view. His travels mostly took
place in the Washington, D.C. area, where his son was living, around
Stanford (in the San Francisco Bay area) and also led our poet to a num-
ber of famous touristic locations in the U.S. and around Vancouver in
Canada.

Chang Yi-Jen’s travels also include a visit of Disney Park (Zhang Yiren,
2010, p. 12), where he depicts his experiences during the enjoyable lei-
sure visit in words, resulting in the long poem Visiting the Disney Park
(You Disinai leyuan W3k it 44[), consisting of 20 verses of 5 charac-
ters each. The poet’s enjoyment reaches its peak when in another poem
he describes California as paradise, albeit with some dangers lurking
beyond the surface: “If there were no earthquakes, this place would be
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aparadise” [.. &S, HEERIR % | (Zhang Yiren, 2010, p. 42).

3.1.2 Animals and Plants

Animals and plants have served as important symbolic markers in tra-
ditional Chinese poetry since its very beginnings, which can be related
to the everyday experience in ancient Chinese rural society (Kwong,
2003). As soon as living beings typical for Chinese traditional literature
dwell in a foreign context or landscape, they naturally form a transcul-
tural image and generate a certain literary tension. The physical space
in Chang Yi-Jen’s poetry is densely populated with plants (trees and
flowers) and animals, ranging from small insects (Visitor from Abroad,
Yixiang ke F9§%%; Zhang Yiren, 2010, p. 39) and fighting snails (Moun-
tain Forest, Shanlin 1L1#K; Zhang Yiren, 2010) to larger species. In fact,
the most common animals mentioned in his poems are birds. For exam-
ple, the duck serves as symbol of marital love, which is depicted as the
speaker strolls around a lake together with his dear wife.’

Much more often still the (sea)gull (hai’ou B, or ou ) appears, be-
ing a permanent wanderer in the skies, which serves as self-reference
for the unsteady traveler longing to return home one day.® This motive
was already very popular in the poetry of the Tang dynasty, particularly
in the works of Du Fu, who is also famous for his line “Floating around,
whom do I resemble to? A single gull between Heaven and Earth” 34 5
fATFrALL, RH—VPES. Even though the motive of the seagull appears in
Chinese literature centuries before Du Fu, I have no doubt that Chang

5 Cf. the line “In jest, the green duck chases after the couple in from of the islet”, 7 R EIRMATH;
see the poem When Visiting the Washington Monument State Park with [my Wife] Fu-mei I Obtained Two
jueju, Yu Fumei tong you Huashengdun jinianbei gongyuan de er jueju SUE 35 [FI 3 FRaE A0 S0 B4
“###] (Zhang Yiren, 2010, p. 11).

6 Cf. the line “Beyond the Clouds Ascends a Pair of Seagulls” EA/MEEEES, in Visiting the Great
Falls Scenic Area, You da pubu qu WX AT (Zhang Yiren, 2010, p. 11). Other examples can be found
in Travelling Seagull, Lii ou JitB§ (Zhang Yiren, 2010, p. 42), Visiting the Statue of Liberty in the Port
of New York I was Inspired and Obtained Three jueju, Ye Niuyue gang Ziyou niishen xiang you gan de
san jueju A EIMEH MG A BAT =41 5] (Zhang Yiren, 2010, p. 13; see also translation below), My
Grandson Yuan Joyful Playing, Yuan sun you xing 7uf# 51 (Zhang Yiren, 2010, p. 217), and News from
Taiwan, Taiwan xiaoxi ZV5{§ 5. (Zhang Yiren, 2010, p. 218).

7 A stanza from Du Fu’s poem Feelings While Traveling at Night, Lii ye shu huai Jit/ Z% (Du
Fu, 1979, p. 1228f.), which has been translated and analyzed very frequently, see for example Mc Craw
(1992, p. 64).
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is consciously referring to the famous master of Tang poetry: the abun-
dance of allusions does not allow a different interpretation.® But of
course this does not mean that Chang is trying to copy Du Fu’s style, as
he still employs his modern adaptation of the formal Tang verse rules.

The following example demonstrates very well how the traditional mo-
tif of the seagull and the Moon—another central topos in classical Tang
poetry—are interwoven into a factual place on the Californian coast,
playing with motifs from the Chinese past:

Travelling Seagull
The bright moon sends its lonely light upon the ridges of the mountains,
a flock of seagulls arises from the treetops.
The Pacific Ocean welcomes the waves approaching from Eastern neighbours.
If I just had a boat heading back home to enter the inebriated eyes!

B
BE I L,
JiR B LS A
AP AR,
(IEEY PR NI
(Zhang Yiren, 2010, p. 42)

This poem was written at the sight of the Californian coast. The most
intriguing picture from this poem appears in the third verse: The “waves
approaching from Eastern neighbours” (or literally “Eastern-neigh-
bour-waves”) could refer to waves running eastward from Taiwan (or
China) across the entire Pacific Ocean until reaching the shores of Cali-
fornia. This figure plays with the paradox that a region normally consid-
ered to be “Far East” is, in fact, located in the far west of the beholder’s
location, but is still emitting eastward waves. Alternatively, from the
perspective of Taiwan, one could consider the “Eastern neighbour” to

8 Just to give an example: All motives contained in the famous verse “in this sorrowful autumn ten
thousand miles from home I am a vagrant traveler” B HIEFKHE% by Du Fu (4scent, Deng gao &
1, Du Fu, 1979, p. 1776) appear in Chang’s poem Dwelling in a Foreign Country, Yiguo chunqiu T3
#X (Zhang Yiren, 2010, p. 38). I will discuss still more connections to Du Fu later in this paper.
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be California, from which waves emanate to meet the Pacific Ocean
located in the Western direction.

The fourth verse obviously refers to a boat, which the poet might em-
bark on, to journey back from North America to his home in East Asia,
but at the same time alludes to his yearning to leave Taiwan and return
back to his old home in Hunan on the Mainland. All in all, the reader
encounters a combination of geographical spaces, interwoven by the
seagull motif. Still another characteristic element of traditional Tang
poetry can be observed here: this piece can be readily interpreted as
landscape depiction, which resembles a piece of traditional Chinese
painting.

3.2 Social Environment
3.2.1 Persons, Family and Friends

Among all persons mentioned in these poems, the central part is played
by his family and—to a somewhat lesser degree—by his friends. In
particular, there are several poems specifically devoted to his close fam-
ily members. This comes as no surprise, since from the Chinese cultur-
al perspective, the family has always been very crucial to define one’s
own social status. Chang Yi-Jen even reflects on this and states in the
introduction to one of his poems:

My family is scattered, their homes spread over two countries,
separated by dense mountain ridges and vast waters, by thou-
sands and tens of thousands of miles. Facing the inconvenience
not to be able to see each other every morning and evening, |
cannot be but full of sorrow. When I now compose poems, I only
record the joy of family reunion. A human being’s life has al-
ready enough sorrows and it is not appropriate to use the [beau-
tiful] melody of string and wind instruments to note down the
sound of tears and pain of separation.

HABERG &R, LK, THRER, M/ MR
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{8, A AT . S & EHAEHER 248, UANECZ
v AERYT B AR BES LAH .

Thus, even though being homesick in Washington, he focuses on his
writing about enjoyable experiences during family gatherings (Zhang
Yiren, 2010, p. 216). All these poems on family and friends are positive,
sometimes even full of humor. His family consists of his son, grandson,
daughter-in-law, as well as the family dog named Qiubi 380 Like-
wise, his friends and colleagues evoke positive emotions in his mind
(Zhang Yiren, 2010, p. 215f)).

3.2.2 Other People

During his stay in the United States, Chang apparently had almost no
interaction with locals. One reason certainly is the language barrier,
but another might be a general lack of stimulus to get into contact with
other cultures. The only foreign individuals mentioned in his poems are
the teacher and a fellow student in his English class, which he attended
merely for a few days."

Impressions while visiting an English language class for one week
Once again, I study the foreign tongue, “yi-ya”—I cannot pronounce it clearly.
One week I have learned the sound of the Western soil, me, the 60-year-old school
boy.
Beidi [= Betty] is a good teacher, Majia [= Margarita] is performing well.
In the room are mostly women, their nimble tongues like parrots.

(i85 oL IE A )
AR NGE, HRRANE .

9 Preface to Joyful Family Reunion in Washington, D.C., Huafu huanju jiu shou IERFEREIE
(Zhang Yiren, 2010, pp. 217). Similar statements can be found in his collected essays, e. g. Echoes of
Doggerel Verses, Dayoushi de huixiang TTIHi5F1[51%# (Zhang Yiren, 2010a, pp. 181-183, here p. 183).

10  See the poem /My Son] Hanyi Keeps a Dog named Qiubi, who is Brave and Robust, Guarding
his Master Well, but still is Gentle and Obedient to the Family Members, Hanyi xu quan Qiubi jiaojian
duoli shan wei zhu dui jiaren roushun zhongjin ¥ 5 & KB 2 1B M E B R AL (ibid.).

11 The preface to this poem mentions a Russian fellow student named “Nargarida” (sic!) in Latin
letters, obviously a misspelling of “Margarita”, which illustrates the intercultural challenges typically
faced by East Asians living in Western countries.
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—EVELR, N tEEA
T et ISR
%2t %5,

(Zhang Yiren, 2010, p. 41)

In this humorous piece, the English language is called “sound of the
Western soil” (Yang tu diao 7¥1-5), a term encompassing all Western
languages ignoring their diversity—which fits to a cliché perspective
of the “West” being a monolithic unit (similarly, Westerners tend to
use terms like “Asian”, “East Asian” or even “Eastern” or “Oriental”
culture, when speaking about China). Despite his low level of willing-
ness to engage into serious interaction with the anglophone culture, this
failed classroom encounter would likely not have happened without the
significance of English as global lingua franca. It is remarkable that this
brief experience resulted in the composition of a poem with obvious
signs of a transcultural impact on the protagonist.

3.2.3 Cultural Spaces

During Chang Yi-Jen’s visits, the U.S. is basically perceived as a cul-
tural extension of China, with a dominant focus on “China towns” and
his Chinese family members and friends. Furthermore, there is a cliché
reception of Western culture, aside from the classroom experience just
mentioned, also represented by iconic sites like the Statue of Liberty or
Disney Park, which he found actually quite enjoyable.!?

In the poems, China (in Chinese named “Middle Country”, Zhongguo
HH[E]) is very often simply called “the country” (guo [#), which is com-
mon usage in traditional and contemporary China (cf. the popular ex-
pressions “country studies” guoxue [8%, “within the country” guonei
B[, “outside the country” guowai [B{#h, referring to “Chinese stud-
ies”, “within China”, “outside China” respectively).

Chang also emphasizes the Chinese roots of the people of Chinese ori-
gin living in North America:

12 You Disinai leyuan HAK Wit 447 (Zhang Yiren, 2010, p. 12).
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Verses inspired by the Annual Meeting of Chinese Culture
The conference of Chinese culture shows the brilliance of our country,
two hundred specialists are assembled in one hall.
They are interested to do research and to teach, whose plan might this be?
The Red and the Yellow Emperor are root and stalk of their family."*

(A e &)
HEYEEE N, THERE
WA OFESE SR, BIPRSE A,

(Zhang Yiren, 2010, p. 11)

The poet had to face a more complicated clash of cultures during his
visit of the Butchart Gardens on Vancouver Island:

Inspired by a visit of the Butchart Gardens in Canada
.. The landscape traverses both the Eastern Ocean'* and the West.
It is a spiritual voyage full of visual impressions and poetic feelings.
Who cares about the culture and artifacts of us Chinese?
We forever remember the old sage, who sought to abolish the weapons.

(Rl IS R AT B A Bl A 26D
<+ SRR AROPE PG 3, podE 2 T B A
B R RN, K SITE L,
(Zhang Yiren, 2010, p. 13)

During his visit of the park, which contains several sections devoted
to a specific cultural region, Chang merely discovered installations in-
spired by Italian and Japanese culture (Zhang Yiren, 2010, comment
2 on p. 13), without any reference to Chinese cultural elements. For a
Western visitor this fact might not even be recognizable, because he or
she probably would not be able to clearly distinguish between Japanese

13 This expression refers to the mythical emperors Shennong #/2 (also called Yandi %7, or “Red
Emperor”), and the Yellow Emperor (Huangdi #%7), who are seen as earliest ancestors of the Chinese
bloodline, and also originators of Chinese culture, like in the expression “Children and grandchildren of
the Red and the Yellow Emperor” (Yan Huang zisun 4335 T1%).

14 “Eastern Ocean” (Dong yang ¥¥) is a traditional Chinese metaphor for Japan and its surrounding
areas.
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and Chinese cultural objects, as they all are subsumed under the label of
“(Far) Eastern culture”. Furthermore, we should note that the Butchart
Gardens in Vancouver have originally been designed by the Japanese
landscape architect Kishida Isaburd FHF=EF at the beginning of
the 20th century (Dick, 2004, p. 89), and thus have a direct historical
connection to Japanese culture. But Chang Yi-Jen, who believes in the
traditional spherical model of cultures with national cultures as units,
naturally feels irritated. The motif of “abolishing the weapons” refers to
a quote from the Analects of Confucius (Lunyu #fiag): In case the sover-
eign of a state faces the dilemma to be forced to discard either weapons
or food or the trust of his subordinates, Confucius would recommend
to get rid of the weapons first (Legge, 1991, p. 254). Chang Yi-Jen finds
himself in the awkward situation that, on the one hand, the Chinese won
the war against the Japanese in 1945, but, on the other hand, the “East-
ern”-themed sections of the park are monopolized by Japanese cultural
objects. In the fourth verse, the wording “we forever remember” (yong
nian 7K) shows that Chang himself still firmly adheres to the pacifist
vision of Confucius, who suggested renouncing the weapons before ev-
erything else, even though this antimilitaristic stance obviously might
come with the price of having less political influence abroad. This is
particularly relevant, since Chang remembered well his personal trau-
ma caused by Japanese troops invading China in 1937.15

Here follows another example of a poem playing with a change of per-
spective:

Strangers from a Foreign Place
Strangers in California from a foreign place
just from our China they come?
Can’t they dwell on the island in the ocean?'s
Where on the horizon do they find a home?
The old tree-bark scale was corrupted by the timber worm,
the far-off dream has compassion with the hidden flower.

15  See the poem 60th Commemoration of the Resistance Against the Japanese after the “Incident at
the Marco Polo Bridge” on July 7, Jinian Lugougiao Qi Qi kang Ri liushi zhounian 408 B iEH-L-LHLH
75 THR4E from 1997 (Zhang Yiren, 2010, p. 151f).

16  Obviously referring to Taiwan.
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Stepping across the paths in the forest,
the clouds accompany us on the way leading far afield.

(€9
IIHEGR RS, FHEEEHE.
ST, RIETDE 57
EWMGEIR, HEENTHATE.
I AR, R IA .
(Zhang Yiren, 2010, p. 39)

The poet observes the foreigners in California and is surprised that they
all seem to come from China (which—according to Chang—includes
Taiwan). Not all of those fleeing Mainland China dwell on Taiwan, but
are scattered around the globe, which creates a feeling of displacement.
The picture of a primeval forest with secret localities hidden between
trees serves as poetic background image for travelers bound for un-
known locations in the far distance. Our poet is, on the one hand, a
Chinese individual cast away in foreign lands, but, on the other hand,
a stranger in California feeling lost in a foreign realm. This reflects the
sensation of the members of the Chinese diaspora, living in a foreign
cultural environment in the United States, as well as the author being
equally lost in Taiwan, displaced far from his home in Mainland China.

Another example of cultural pessimism can be found in the following
piece:

Our Chinese Culture
The way of Confucius and Mencius today is no longer put into practice,
people from the West desire to fetch the Daoist classics.
Our Chinese culture claims to be flourishing and rich
but all we see are palaces of Chinese cuisine in every place.

(FHHEAL)
FLA U TEAMT, PR N EIEURAL,
HHEAURERERE, (H SRR B BRI

(Zhang Yiren, 2010, p. 39)
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For over 2000 years, Chinese culture has been dominated by the ideas
of venerated Confucian thinkers like Confucius and Mencius. But now-
adays, Westerners interested in Chinese traditional thought would rath-
er lean towards the Daoist tradition (consisting of texts like the Daode
Jjing TEEAL by Laozi %), which—from a Confucian perspective—is
considered to be quite vulgar, or even heretic. Still worse, when visiting
Western cultural environments, one could easily get the impression that
Chinese food is the only remnant of the great Chinese cultural tradition,
a shadow of its former glory.

To sum up, from the perspective of Chang’s self-perception, Western
and Eastern cultural spaces are considered to be separate spheres (and
Eastern culture, furthermore, should be subdivided into Chinese and
Japanese cultures as separate entities), which are in permanent compe-
tition and serve as symbols of national pride. Transculturality appears,
here, insofar as foreign places, personal names and cultural characteris-
tics are seamlessly integrated into the verses.

4 Time Axis
4.1 Traditional Chinese Culture

Not surprisingly, there are several passages in Chang Yi-Jen’s poems
with references to traditional Chinese literature. Thus, the famous Tang
dynasty poet Du Fu is explicitly mentioned twice in Chang’s verses
written during his visit to the United States in 1995, and even more
often alluded to either by the motive of the Moon'® or, more specifically,
by the seagull, which is a classic motif in Du Fu’s poetry, as we have
seen above. The seagull often appears in Chang Yi-Jen’s poems, not
least because this bird species is a frequent sight in the coastal regions
of the United States.

17 Waking up at Night, Ye xing i (Zhang Yiren, 2010, p. 40) as well as Adressing the Moon at
Mid-Autumn Festival, Zhongqiu dui yue HFK¥}/3 Zhang Yiren, 2010), both mentioning Du Fu’s style
name (hao 9%) Shaoling />B%.

18  Observing the Moon, Wang yue ¥ 1 (Zhang Yiren, 2010, p. 38); Zhongqiu dui yue "FHKEH
(Zhang Yiren, 2010, p. 40)..
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More important for Chang, however, is the motif cluster of the famous
classical piece Peach Blossom Spring (Taohua yuan WE{E)R)”° by the
medieval poet and writer Tao Yuanming F&iiBH (?-427). The classical
text recalls the story of a fisherman from Wuling Hf% Prefecture (lo-
cated in the modern Hunan Province), who during the Jin Dynasty £
(265-420) allegedly discovered the entrance to a secret place, hidden
behind the source of a river. A group of people, who had fled from the
brutal regime of the Qin dynasty (221-206 BC), were living there peace-
fully in a secluded area; for many centuries they had been separated
from the outside world, without any knowledge of later dynasties (like
the Jin, or even the Han 73, 206 BC-220 AD). In Chang Yi-Jen’s work,
several motifs from this utopian piece appear on various occasions, in
particular the notion of “refugees from the Qin” (bi Qin ren Wtz N\),
which is used by Chang Yi-Jen as a metaphor for Chinese people, who
were forced to flee from the Communist regime in the 20th century.
Examples for the topos of refugees from Mainland China include the
following two poems by Chang:

The Sight of California
Our hard life and all these affairs make us sigh upon [seeing] the moving clouds.
Not to mention the springtime in the ancient realm at the Peach River.
When asked what I have seen in California,
half of the settlers are people fleeing from the Qin.

ChngH R L)
S RFIRATE, FAPRR AR
A TR TRT L, BiEAREAE EZR

(Zhang Yiren, 2010, p. 40)

Street Scenery
Under a brutal political regime, it is hard to figure out whom to trust.
We Chinese cherish our personal freedom.
On the street, I suddenly heard the sounds from my old homeland.
Half of them are refugees, who had left their country.

19 The original piece consists of a famous essay, followed by a (less famous) long poem. See Kwong
(1989, p. 49).
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(H5E)
P AT B S E .
ITERFHEARE S, SRR LB

(Zhang Yiren, 2010, p. 39)

In fact, the allusions to the Peach Blossom Spring conjure up a space,
where the time axis and the spatial axis begin to blur, as the utopian
paradise from the Chinese past here is representing the United States of
today. Nevertheless, he also met some Chinese compatriots living in the
United States who had not fled the Qin:

The Couple Shouren and Xiujuan Guide Me Through New York and I am
Especially Delighted of the Beauty of the Paintings Exhibited in their Home
... T am delighted to see that the skill of their paint brush has largely increased,
people floating on the seas are not fleeing from the Qin.

(5P FRUBICISL AT A A B S A ERR)
------ HRERERINIIE, FHEARERAN.
(Zhang Yiren, 2010, p. 12f))

4.2 Contemporary Context

All the dimensions mentioned above are combined in the following
poem triplet on the Statue of Liberty, dating from 1992:

I was Inspired During a Visit of the Statue of Liberty in the New York Harbor and
Obtained Three jueju Poems
The Statue of Liberty is sitting on a lonely island
a long way from normal people but on good terms with seagulls.
The torch brightens the sky, opening up clouds and mist.
[People from] all countries strive to get there, but the Ark*® is small.
In the East, there is a country, formerly known as Qin.
Its people turned westward, worshiping the Goddess [of Freedom)].

20 The “Ark” is the term from the Bible used for “Noah’s Ark” (fangzhou Ji}).
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After they had received the torch of freedom fire
they buried the body of the Goddess of Freedom at Tian’anmen Square.

The fisherman from Wuling tried to find the ford [again] but in vain,
in the old histories who would promote the brutal Qin??!
Wherever in the world there is a Peach Blossom spring,

at its entrance should be erected a [statue of the] Goddess of Freedom.

(RAILAYHEE H LA IS =4 )
LA, A R KBS, I R, BRI
FOTH B, N R PERFE Lot 45 5 B kiz, REMZEE B .
SR RIATEE, 8 SR AR R g A HRIRMTRE A, VR AT IS H .
(Zhang Yiren, 2010, p. 13)

We should note that the English words “freedom™ and “liberty” com-
monly correspond to the same word in Chinese (ziyou FH). Chang Yi-
Jen still vividly remembers his impressions from reports on the events
on Tian’anmen Square in 1989, where a group of students erected a
statue called “Goddess of Freedom” (in Chinese called Ziyou niishen
EIFH 24, just as the “Statue of Liberty”), mimicking the Statue of
Liberty, which was eventually destroyed by military forces on Tian’an-
men Square. On the one hand, Chang marks “liberalism” as “Western
thought”, but, on the other hand, he still connects this political philoso-
phy to the Peach Blossom Spring, which proves that he is very sympa-
thetic towards it. The poet equals Communist China to the Qin dynasty,
whereas Noah’s Ark symbolizes the safe haven provided in the United
States. The frequent use of Peach Blossom Spring motifs provides an
axis rooted in Chinese tradition, yielding verses that are transcultur-
al at their very core, bridging the most famous symbol of “Western”
values—the Statue of Liberty—directly and consciously to a utopian
scenic image from the Chinese cultural past.

21 In the traditional historiographic writings of China, from the Han dynasty to the Qin, the Qin
would always be considered as a negative example of an inhuman and brutal dynastic reign, doomed to
failure.
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5 Conclusion

Doing research on Chang Yi-Jen’s poetry is rewarding, as it grants in-
sight into a modern classicist poetry tradition from Taiwan, which since
the 1990s—unlike the “old cadre style” (laogan ti ZFH#E) from the
PRC—could develop free from any political and ideological burden.
From the few samples I have given it can be seen that this type of clas-
sicist poetry represents a serious and creative lyrical style, able to deal
with complex political and sociological issues of present times.

With his Mainland Chinese background and his good ties to conserva-
tive circles in Taiwan and, furthermore, his strong preference for tra-
ditional Chinese shi and ci poetic styles, Chang Yi-Jen seems to be
one of the most archetypal “Chinese” poets in contemporary Taiwan.
Nevertheless, we can observe distinct transcultural characteristics in
his verses, often displaying the author’s ability to deal with “Western”
cultural assets in a playful approach, while the subjectivity of a Chinese
perspective is still maintained. Especially in the very central piece on
the Tian’anmen Incident, we find very strong symptoms of transcultur-
ality. Even though there are only a few explicit references to “Western”
values, like the notion of liberty/freedom (ziyou [HH), they are not ex-
clusively applied to Western people, but are valid for Chinese as well.

Additionally, we can observe transgressions of temporal boundaries. |
have presented examples of Chang’s poetry from his three “poetic” vis-
its to the United States. The first visit is focused on touristic spots, but
also overshadowed by remembering the events on Tian’anmen Square
in 1989; poems from the second visit dwell on his loneliness, whereas
the third visit mainly is concerned with family, friends and colleagues.
However, all these poems evoke a feeling of being out of time, constant-
ly alluding to the past and the present. This could be described by the
term “transtemporality”, which—especially in the case of China with
her huge cultural discrepancy between past and present—translates di-
rectly into transculturality. Observing the existence of different cultural
levels within the same geographical region adds a new perspective to
enrich the theory building of transculturality.
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But limits to transculturality are discernible as well: The author is firm-
ly rooted in his own cultural background and experiences, which he
perceives as being monocultural, and despite being an observer of the
United States, he is still strongly influenced by iconic impressions of
“Western” culture, and steadfastly sticks to the perspective of being a
Chinese, who has no real home, which is an awkward situation typical
for Kuomintang expatriates in Taiwan, as well as for the Chinese dias-
pora in many places of the world.

Another limitation is caused by the poet’s restricted knowledge about
Western culture. We have observed that Chang Yi-Jen’s perception of
America is mostly limited to certain icons comprising just a small part
of the cultural memory of the Americans themselves. A major reason
for this circumstance certainly is Chang’s personal background. Even
though he was one of the most renowned Taiwanese professors of Chi-
nese literature at his time, his generation of Sinophone academics em-
ployed in their research a hybrid methodological background, combin-
ing the traditional scholarship from Imperial China with a modernized
approach developed in the 1920s and 1930s. At that time, Chinese schol-
ars borrowed ideas from the Western academia, but hardly did engage
in a serious exchange with Western scholarship in the field of traditional
Chinese literature. Just like Chang’s teacher Ch’ii Wan-li (Qu Wanli Ji#
5 1907-1979), a famous scholar specialized in “(Confucian) canon-
ical studies” (jingxue #&*%%),>> Chang Yi-Jen spend a huge amount of
work to do research on the Chinese cultural heritage, but almost never
would cite a Western source in his research articles and books. In short,
an exchange with Western culture did not take place on an academic
level.

It would be interesting to do further research comparing Chang’s work
with lyrical pieces from other Chinese poets, who wrote classicist piec-
es on their visits to the United States. One example would be Huang
Zunxian K157 (1848-1905), who, during his stay in San Francisco
in the 1880s, wrote several verses on his encounters (Huang Zunxian,

22 Displaying a high level of reverence towards teachers is another part of this academic culture,
as can be seen in some essays Chang Yi-Jen wrote to prize Ch’ii Wan-li’s poetry, personal character and
scholarship (Zhang Yiren, 2010a, pp. 7-15).
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1995-2002, pp. 655fF). But doing this task would require to compose
another research paper.
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