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Abstract: This article discusses the place of God in the poetic system of Aleksandr Vvedensky.
Vvedensky’s famous pronouncement on his “poetic critique” is more throughgoing than Kant’s
critical enterprise, and invites a comparison between the movement of Kant’s thought in the Critique
of Judgment, and what Vvedensky’s recourse to senselessness aims to achieve. Time in Vvedensky
poetics may be seen as a radical extension of Kant’s philosophical system where it ultimately resides
in an equally inaccessible realm on which its entire edifice is founded.
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The poet is a cocoon that unwinds itself in our reading, and this cocoon unwinds
into an endless thread that doesn’t lead anyone anywhere, whether it flashes
or disappears into darkness,—not because it doesn’t know the beginning, but
because as we try to “walk along, or follow” this thread, we will never have
enough time which in its tireless becoming an enveloping “cobweb” draws its
own experience from nothing and only then from “before”.

“Mesh”. (Dragomoshchenko 2011)

Aleksandr Vvedensky, arguably the most outstanding poet of the late pre-war Soviet avant-
garde and a key member of the Chinar-OBERIU group of poets and philosophers, has
been the focus of notable critical attention in the last two decades, most recently after the
publication of the definitive complete edition of his surviving oeuvre.' He is a very difficult
poet to tackle critically. As Keti Chukhrov points out, “his work not only surpasses all
interpretations and analytical observations, but has the capacity to cancel their significance
and explanatory pathos. This happens because Vvedensky’s writings already contain
within themselves those meta-positions with which one could approach them, including
philosophical, theological, and strangely enough, political ones” (Chukhrov 2011, p. 145).
This could be part of the reason why to date there has been little effort to identify the place
of God in his works. According Vvedensky’s most often cited statement, the poet was
interested only in three things-time, death, and God (Vvedensky 1993, vol. 2, p. 167).
Equally famous is his overarching desire to overstep reason, undertaking what he called “a
poetic critique of reason—a more substantial one than that other, abstract critique”,> the
latter being of course Kant’s First, Critigue of Pure Reason.

Kant, a one-time Russian subject and member of St Petersburg Academy of Science,
was most certainly a visible influence on the development of the Russian philosophical and
religious-philosophical thought. It was not until the late 19th century that an explosion of
interest in his work occurred in the Russian academia—owing to the influence of European
neo-Kantianism (with one of the most important Russian philosophers of this school being,
curiously, a different Aleksandr Ivanovich Vvedensky (1856-1925), the poet’s complete
namesake who as professor of St Petersburg University taught, among others, influential
figures as Nikolai Lossky, Petr Struve, and Mikhail Bakhtin). Overall, much as the Russian
philosophers were interested in Kant, they were also critical of him. According to Semyon
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Frank, “critique of Kant’s philosophy and struggle against Kantianism are ... a constant
theme in the Russian philosophical thought” (Zenkovsky 1999, vol. 1, p. 347). Most
Russian philosophers incorporated Eastern Orthodox beliefs into their systems which were
often more than tinged with irrationality. Like Kant, they recognized the limitations of
human reason, but they also allowed for mystical experiences and intuitions that could give
access to what in Kant is inaccessible, i.e., the realm of the noumena. It is the privileging
of ontology that stopped Russian philosophy from developing its own branch of Kantian
thought. According to another prominent Russian philosopher Aleksei Losev, the cognition
of the hidden realm can only be achieved in a symbol, an image, through the power of
imagination and “inner living agility” (Losev 1991, p. 213).

This postulate was key to the work of Russian symbolists, especially Andrei Bely who
was the only one among them to have studied Kant. In their endeavours, they actively
worked against what they perceived to be purely rational spirit of Kantian philosophy.
“True symbolism”, writes Belyi in an early article “Krititsizm i simvolizm” (“Criticism and
Symbolism”) (written in 1904 on the centennial of Kant’s death), “begins only beyond the
gates of criticism. Symbolism born of criticism, unlike the latter, becomes a living method
that equally differs from dogmatic empiricism and abstract criticism by overcoming them
both” (Bely 1910, p. 29). He argues that the difference Symbolism makes lies in its ability
to overcome the “purely scientific” character of knowledge in Kant and ultimately bridge
the schism between phenomena and noumena—this “Scylla and Charibdis of the Kantian
philosophy” (ibid., p. 25)—by means of creative, intuitive cognition: “The cognition of
ideas reveals in temporal phenomena their timelessly eternal meaning. This cognition joins
together understanding and feeling into something different from them both, something
that covers them both” (ibid., p. 29). Bely’s younger colleagues who, as said, hardly read
any Kant at all, saw him as a Prussian prisoner, a sinister spider whose web of rigid logic
and concepts unfairly limits the freedom of poetic genius, barring it any access to the
noumenal world. To paraphrase the poet Marina Tsvetaeva, “6urs Kanra narososy” (“rout
Kant, beat Kant hollow”) becomes a mission for many figures of Russian modernism who
in their quest for a new poetic language think of Kant at best as a powerful enemy (and at
worst, a beating boy).

The Oberiu poets were no exception in this respect. As Iakov Druskin, Vvedensky’s
devoted friend, colleague and astute interpreter testifies, neither Vvedensky, nor his close
associate Daniil Kharms whose work has garnered a much greater critical response were
particularly well-steeped in philosophy. And yet Kharms famously scribbled “against Kant”
underneath his “Blue Notebook no. 10”7, prompting future scholars to speculate on the
anti-Kantian drive of the Chinar-Oberiu ideas.” Druskin (he along with Leonid Lipavsky
were the only real philosophers in the group) once remarked that even though Daniil
Ivanovich may have dropped a quote from Kant, he never really read the philosopher’s
works.* Meanwhile, Druskin himself held Kant in the highest esteem and in his diaries
listed the philosopher alongside Bach and Vvedensky among the greatest geniuses of
humankind (Druskin 1999, p. 433-34). Moreover, to philosopher Druskin who considered
Vvedensky greatest Russian poet of all times, Kant and Vvedensky share not only greatness
but also a certain universality. Kant’s task was to “abolish knowledge to make room for
faith” (Kant 1993, p. 21); Vvedensky’s “poetic critique of reason” in search of answers to
the questions of time, death, and God pursued the very same objective. Yet, neither was
Kant a religious philosopher, nor Vvedensky a religious poet. Both their projects were
thoroughly critical, even if Vvedensky’s was more thoroughgoing than Kant’s in that it
turned its critique to language.

In what follows, I would like to comment on several crucial passages from Vveden-
sky’s Grey Notebook where the poet is at his most revealing on the subject of time, death, and
God (1932-1933). I hope to demonstrate that instead of “anti-Kantian”, Vvedensky’s poetics
should be described as “ultra-Kantian”. Although he collapses the edifice of Kantian ratio-
nality by blowing up its structural supports, he does so in order to show us that rationality
and a rationality share the same bottomless foundation that cannot be removed. According
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to Kant, “unconditioned necessity, which as the ultimate support of all existing things is
an indispensable requirement, is an abyss on the verge of which human reason trembles
in dismay” (Kant 1987, p. 418). Vvedensky's celebrated line is an eloquent affirmation of
this thesis: “ropur 6eccmbicimibl 3Be3/1a, oHa oHa 6e3 qua’” (“the star if senselessness is
shining, it alone has no bottom”).

This is how Druskin describes the poetic bessmyslitsa of Kharms and Vvedensky in his
essay “Chinari”:

“Works of Vvedensky and Kharms are linked by “the star of senselessness”:

The star of senselessness is shining,
It alone has no bottom”

writes Vvedensky in the epilogue to his large [...] dramatic poem “God is Perhaps All
Around”. I distinguish semantic senselessness which distorts rules of so-called “normal”
speech from situational senselessness which follows from a logical nature of human relation-
ships and situations. Vvedensky has not only situational senselessness, but also semantic,
while Kharms uses mostly that of the situational kind. (Druskin 2000, vol. 1, p. 60).
In another essay on chinari, “Stages of Understanding”, Druskin says the following
with regard to senselessness in the work of Vvedensky:

One has to understand Vvedensky’s senselessness, the logic of alogicality. By
itself, this word combination is senseless, for alogical is that which is not logical.
Senslessness is that which has no sense, is incomprehensible. Fichte once said: we
need to understand the incomprehensible as incomprehensible. Vvedensky would
have said: we need not to understand the incomprehensible as incomprehensible.
This is what he did say: to truly understand is not to understand. Still, alogicality
has its own logic, alogical logic. But this logic would always be alogical to our reason
fallen in Adam—not relatively, but absolutely alogical, docta ignorantia (Nicholas of
Cusa), madness for reason. (Druskin 2000, vol. 1, p. 420f)

That Druskin brings up Nicholas of Cusa here is supremely significant. The German
philosopher’s doctrine of learned ignorance states precisely this: “Since the unqualifiedly
and absolutely Maximum (than which there cannot be greater) is greater than we can
comprehend (because it is Infinite Truth), we attain unto it in no other way than incom-
prehensibly. For since it is not of the nature of those things which can be comparatively
greater and lesser, it is beyond all that we can conceive” (Nicholas of Cusa 1981, p. 8).
When Druskin brings up Cusanus’ concept of Divine madness, it is in the context of an
absolute break between human logic and the alogical Logos. According to Druskin, as
we have no logical means of passing from human wisdom to Divine madness, we must
conduct this passage (“perekhod”) “in leaps” (“skachkami”): “Each of us makes it daily,
without realising that it is alogical. The poet, the philosopher make it consciously” (ibid.,
p- 421). From this he concludes that most often people make mistakes when they follow the
logic of correct reasoning, and vice versa: “erroneous, alogical reasoning is correct” (ibid.).

To Vvedensky, in the relationship between poetry and life what matters is the “cor-
rectness of the verse line”, “npasmisnocts ctuxa”. As he explicitly states, “it is incorrect
to discuss art in terms of beautiful /not beautiful. Art should be discussed in terms of
correct/incorrect” (as per Druskin 1993, vol. 2, p. 167). In Kant'’s third Critique the feeling
of the beautiful is seen as arising out of the play of the understanding and the imagination,
and it only concerns the finite forms of phenomena: It concentrates on the capacity of
transcendental imagination to present a form that accords with its free play. At issue in the
Analytic of the Beautiful is the existence of an accord between the sensible manifold and a
certain pre-conceptual unity of the supersensible (Kant 1987, p. 15). The kind of art that
Vvedensky proposes is not about the imagination and its play, but rather about what Kant
discusses in the Analytic of the Sublime, which turns to the realm of infinite Ideas, and this
is where we are indeed faced with the notion of passage. The sublime enters at a crucial
point in the Third Critique where the philosopher is in search of a passage, an Ubergang, be-
tween the theoretical and the practical realms and to do violence to imagination as sensorily
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determined by clashing it with reason’s supersensory demands. The sublime is a powerful
reminder of the fact that the a priori principle, which grounds reflective judgment cannot
cover up the abyss separating the worlds of nature (phenomena) and freedom (noumena).
Although, the reconciliation of the two is promised in the sphere of the beautiful. In its
violence, the sublime also involves a presentation, albeit a negative one, of imagination’s
inability to present ideas of reason. As imagination strives to progress toward infinity,
“reason demands absolute totality as a real idea, and so [imagination]... is inadequate to
that idea” (Kant 1987, p. 106). Yet, with the spontaneous arousal of the feeling “that we
have within us a supersensible power”, reason forces the mind to an invariably doomed
effort to make a presentation of the senses adequate to the totality.

While the beautiful “concerns the form of the object”, i.e., limitation, the sublime
strives for the unlimited as it seizes us in the presence of “a formless object insofar as we
present unboundedness” (Kant 1987, p. 98). The beautiful “concerns the form of the object,
that is its limitation”, whereas the feeling of the sublime seizes us in the presence “of a
formless object to the extent that the unlimited here represents itself” (Kant 1987, p. 99).
The feeling of a lack of limits that the sublime brings with itself is about disorder and a
return to the chaos, which the transcendental imagination orders by imposing form. It is
in this sense that Vvedensky’s art directly speaks to the ideas of reason which it of course
cannot represent, but at which it continuously gestures through a critique of language
whose “poverty” it exhibits as a means to discredit completely our rational knowledge, the
ego-centric self and its spatio-temporal reality as expressed in language.” Let us once again
ponder Vvedensky’s most important poetic pronouncement in Lipavsky’s Conversations
where the poet draws the often-cited comparison between Kant’s and his own critiques:

MozkHO Ji Ha 37O [IpoGsIeMy BpeMeHM| OTBETUTH UCKYCCTBOM? YBbI, OHO CyObeK-
TrBHO. [1093ms1 MPOM3BOUT TOJILKO CJIOBECHOE HyJI0, @ He Hacrosmiee. Jla u Kak
PEKOHCTPYHUPOBATH MUP, HEU3BECTHO. §1 IOCSTHYJT HA MOHSTHUS, HA UCXOIHBIEOOOOITEHS,
9TO JI0 MEHsT HUKTO He JIeJIajl. DTUM s1 TIPOBEJT KaK Obl TIO3THIECKYTIO KPUTHKY Pa3yMa—
60J1ee0CHOBATEIFHYIO, Y€M Ta, OTBJIEYeHHAs. ¢l yCyMHUIICS, 9TO, HAIIPUMED, JIOM,
Jlavya 1 OAIlHsI CBA3BIBAIOTCS MOOBEIMHSIOTCS TIOHATHEM 3/1aHue. MoxKeT ObITh, 11690
HAJI0 CBSA3BIBATH C YeThIpe. ¢ esas 910 Ha IPAKTHKE, B ITO93UH, M TEM JIOKA3bIBAL
W g ybenuics B JIOKHOCTH MIPEXKHUX CBsi3ell, HO HE MOI'Yy CKa3aTh, KAaKUe JOJKHBI
ObITh HOBBIE. 91 JlaXKe He 3HAO, JIO/DKHA JiM ObITHOJIHA CHUCTEMA CBSI3€H WM WX
MHOrO. 11 y MEHsAIOCHOBHOEOIIyIIIeHre OeCCBA3ZHOCTH MUPA U PA3IpPOOIEHHOCTH BPe-
MeHH. A Tak KakK 9TO IMPOTUBOPEYUT PA3yMy, TO 3HAYUT PA3yM HE MIOHUMAET MUPA.

(Vvedensky 2010, p. 593)

Could one respond to this [the problem of time] with art? Alas, art is subjective.
Poetry produces only a verbal miracle, not a real one. Besides, we don’t know
how to reconstruct the world. I infringed upon concepts, primary generalizations,
which no one has done before me. By doing so I conducted a kind of a poetic
critique of reason—a more substantial one than that other, abstract critique. For
example, I put in doubt that “house”, “dacha”, and “tower” must be connected
and joined together by the concept “building”. Maybe “shoulder” must be
connected to “four”. I did it in practice, in poetry, and thus proved it. And I
saw for myself the falseness of previous connections, but I can’t tell you what
new ones should be. I don’t even know whether there should be one system of
connections or whether there are many of them. And I've got a general sense that
the world is disjointed and time is fragmented. And since this contradicts reason,
then reason doesn’t understand the world.

This passage sums up Vvedensky’s poetics as a critique of reason which certainly
appears to go against the grain of Kant’s First Critique where the philosopher aims to
explain how synthetic a priori knowledge makes the phenomenal world cohere via concepts
of understanding. However, the First Critique contains within itself those fundamental
theoretical postulates that are at the core of Vvedensky’s poetic practice. In the Critique
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of Pure Reason, synthetic a priori judgments (and hence our knowledge) hinge upon the
idea of time as an a priori non-figurable form of all forms in which “alone all reality of
appearances is possible” (Kant 1993, p. 54). However, according to Kant, it only has
empirical reality insofar as it is a form of our internal intuition: “If we take away from it the
special condition of our sensibility, the concept of time also vanishes; and it inheres not in
the objects themselves, but solely in the subject which intuits them” (Kant 1993, p. 58). Time
also determines the reality of our very selves: just as time without us is nothing, we are
nothing without time. This is precisely what Vvedensky states in Grey Notebook where we
read, “Bpemst emmHCTBEHHOE YTO BHE HAC He cymiecTByer. OHO TOMIOMAET BCe CYIEeCTBYIONIEe
BHe Hac. Tyr HacTymaer HOUb yma. Bpemst BocxoauT Hax Hamu kKak 3se3na’” (“Time is the
only thing that doesn’t exist outside us. It consumes all that exists outside us. Here the
night of reason sets in. Time rises above us like a star”). (Vvedensky 1993, vol. 2, p. 78).
Here we are once again confronted with the need to make a leap, to cross over from what
Druskin designates “this” and “that” (“eto” and “to”—see Druskin 2000). What Vvedensky
terms “correct” art is the kind that operates within this “night of reason”. In Kant’s first
Critique, understanding, the faculty Vvedensky wants to shut down, is “comprehension
of plurality in unity” in the sense of a unifying intention of imagination that reproduces
past moments, in order to open the horizon of the present, keeping present what passes,
creating, as it were, an illusion of the temporal flux. Vvedensky famously proposes an
experiment that would demonstrate that in what we perceive as linear continuity is, in fact,
a discontinuous succession of apprehension.

Eciu ¢ yacos crepers 1udphl, eciii 3a0bITh JIOXKHBIE HA3BAHUSI, TO y2Ke MOYKET
OBITH BpeMsl 3aXOdeT NOKa3aTh HaM CBOE€ THXO€ TYJIOBHIIE, cebsi BO BECh POCT.
[Tyckaii 6eraer mbib 10 kaMu. Canrail TOJBKO KaXKIblil ee mar. 3aby/ib TOJIHKO
CJIOBO KaxKblii, 3a0y1b TOJBKO CJIOBO Imar. Torma Kak/iplii ee Iar moKaKeTcst
HOBBIM JIBM2KeHbeM. [ [0TOM, Tak Kak y Tebsi CIpaBelJInBO UCYE3JI0 BOCIIPUATUE
psijia ABUZKEHUH KaK 9ero-To MeJI0r0, 9TO Thl Ha3bIBAJIOIHOOTHO MAroM(Thl Iy TaJjl
JIBUKEHbE U BPEMsI C IIPOCTPAHCTBOM, Thl HEBEPHO HAKJAIBIBAJ UX JPYr Ha
Jpyra), TO jaBuzkKeHue y Tebsi HadHeT JAPOOUTHCs, OHO MPUIAET IMOYTUA K HYJIFO.
Haunercss mepranue. Mpinms Hauner meprarh. OmiistHuCh: Mup Mepriaer(Kak

mbib). (Vvedensky 1993, vol. 2, p. 81)

If we were to erase the numbers from a clock, if we were to forget its false names,
maybe then time would want to show its quiet torso, to appear to us in its full glory. Let
the mouse run over the stone. Count only its every step. Only forget the word every, only
forget the word step. Then each step will seem a new movement. Then, since your ability
to perceive a series of movements as something whole has rightfully disappeared, that
which you wrongly called a step (you had confused movement and time with space, you
falsely transposed one over the other), that movement will begin to break apart, it will
approach zero. The shimmering will begin. The mouse will start to shimmer. Look around
you: The world is shimmering (like a mouse) (Vvedensky 2002, p. 11).

Such non-understanding of time would cancel not only most basic logical connections
but also memory. In order to make the world shimmer, one has to forget every movement
of the mouse before it makes a new one. Some sixty years earlier Friedrich Nietzsche
suggested in his Untimely Meditations that a very similar mode of perception would charac-
terize an animal: “[Man] wonders about himself, that he is not able to learn to forget and
that he always hangs onto past things. No matter how far or how fast he runs, this chain
runs with him [...] Man says, “I remember”, and envies the beast, which immediately
forgets and sees each moment really perish, sink back in cloud and night, and vanish
forever” (Nietzsche 1983, p. 61). Nietzsche thinks the beast is happy for existing purely
in the present even though it cannot communicate this happiness because it immediately
forgets what it wants to say. Vvedensky refrains from such pronouncements although he
too envies the beast (cf. “Mue xako 9To0 51 He 3Bepb . .. 7. “S ¢ 3aBUCTBIO IsTKY Ha 3Beps...” .
(“I feel sorry I'm not a beast ... ", “I look at the beast with envy ...”). In the Grey Notebook
he is far more ambivalent about the happiness of animals for he can only observe them from
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within his “glass jar of time”: “Byxkaruka jfymaero caacrbe. BosmHoit )xyk TOCKyeT. 3Bepn
HE yHOTPeOIAI0TaIKOT0JIs. 3BEPH CKy4aoT 6e3 HapKOTu4IecKnx BerecTB. OHU peIaroTest
JKUBOTHOMY pa3Bpary. 3BepHU BpeMs CHJUT HaJI Bamu. Bpems mymaero Bac u Bor. [...] Ho
MBIOCT@BHM B IIOKOE€ JIeC, MbI HI4Yero He noitmeM B jecy”. (Vvedensky 1993, vol. 2, p. 82)
“The little bug is thinking about happiness. Water beetle is sad. Animals don’t take alcohol.
Animals are bored without narcotic substances. They give themselves to animal lechery.
Animals time sits above you. Time is thinking about you and god. But let us leave the forest
in peace, we won't understand anything in the forest” (Vvedensky 2002, p. 15). What we
can do instead is try some of those substances that animals do not take and see whether
we could approximate their condition and cast off the chain of time. The character named
Svidersky’s relates the following story:

OpHaX bl o 111eJT IO JOPOTE€OTPABIEHHBIN A/10M,
U BpeMsl CO MHOIO InaraJjio psiiom [.. . |

¢l mymasio ToM, mouemy JIUIIb [JIaroJibl
[IO/[BEP>KEHBI 9acy, MUHYTE U TOJLY,

a oM, jiec u HebO, KaK OyITO MOHTOJIBI,

OT BpPEMEHHU BJIPYT MOJIyYMJIA CBODOILY.

A nyman u nousii. Mer Bce 910 3HaeM,

9TO JIeHCTBUE CTAI0 OECCOHHBIM KUTAEM,

9TO yMEPJIU JeiCTBUsI, JIeKaT MepPTBElaMH,

U MBI UX Telepb yKpaliaeM BeHKaMHU.
IToaBukHOCTH UX JIOXKB, UX MIIOTHOCTHOOMAH,
U UX HEXKUBOH IOIJIOMAeT TyMaH [. .. |
AocranoBuscs. f moaymast TyT,

51 He MOTOXBATUTh YMOM HAIIECTBUE BCEX HOBBIX OEJCTBUI.
W st yBuzes 1OM HBIPSIOMINI KaK 3UMa,

U s YBHJIEJ JIACTOUYKYOOO3HAYAIONLYIO Ca/l

IJle TeHU JIEPEBhEB KaK BETBU IIyMSIT,

I7le BETBU JIEPEBbEB KAK TEHW yMa.

4 yenbiman My3bIKHOTHOOOPA3HY 0 IOXO/IKY,
sI TIBITAJICST TOMATh CJIOBECHYTO JIOJKY.

¢l mcmbITHIBAJI CJIOBO HA OTHE U CTYIKE,

HO Yachl 3aTSIMBAJINCH BCE TYKe U TYKe,

W napcrBoBasImii BO MHE I,

BJIACTBOBAJI KaK IIyCTON COH.

Onnaxapr. (Vvedensky 1993, vol. 2, p. 77)
Once upon a time I walked poisoned down a road

And time walked in step by my side. [...]

I thought about why only verbs are

subjugated to the hour, minute, and year,

while house, forest and sky, like the Mongols

have suddenly been released from time.

I thought about it and I understood. We all know it,
that action became an insomniac China,

that actions are dead, they stretch out like dead men,
and now we decorate them with garlands.

Their mobility is a lie, their density a swindle,

and a dead fog devours them. [...]

I stopped. Here I thought,

my mind could not grasp the onslaught of new tribulations.
And I saw a house, like winter, diving.

And I saw a swallow signifying a garden

where the shadows of trees like branches make sound,
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where the branches of trees are like shadows of the mind.
I heard music’s monotonous gait,

I tried to catch the verbal boat.

I tested the word in cold and fire,

but the hours drew in tighter and tighter.

And the poison reigning inside me

wielded power like an empty dream

Once upon a time. (Vvedensky 2002, p. 9)

This poem presents a certain narrative, which Vvedensky discusses in a series of
comments in the remainder of the Grey Notebook. Here, we have a sequential series of
actions, unfolding, strictly speaking, one after another, i.e., as a temporal progression:
“Ieun, marano, gymadn, nousui(walked, thought, understood)—all these are verbs that are
points in a simple sequence of events. Yet, it is the synthesis of unfolding actions into
a single story that Vvedensky sees as the source of our habitual delusion with regard
to time. According to the First Critique, “if 1 always let the preceding representations
escape from my thought ... and if I did not reproduce them as I arrive at the following
representations, no complete representations . . . not even the fundamental representations,
not even the most pure and completely primary ones of space and time could be produced”
(Kant 1993, pp. 114-15, 133). This is indeed the death of actions, and a slipping of the
world into a senseless chaos—precisely the kind of thing that we witness in Svidersky’s
monologue. The corpses of verbs unleash an attack of “new tribulations”, that are no longer
connected with one another, or with anything else for that matter, and that proliferate ad
infinitum once the synthesis has stopped. The mind can no longer grasp what is occurring,
and the scenario is very much that which Kant describes in the Analytic of the Sublime
where imagination falters, leaving us with a negative presentation of the effort to represent
infinite ideas of reason, in this case, time itself.

The moment of failure is marked not only in the actual narrative but also in the
rhythmical pattern of the poem: “focranosmica. 4 nomymasn Tyr,/s He MOrOXBaTUTb yMOM
namecrsue Becex HOBLIX Oeacrsuit”. This is the locus classicus of Holderlin’s caesura which
the German poet famously defines in his Annotations to Oedipus as “the pure word, the
counter-rhythmic rupture” necessary, “in order to meet the onrushing change of represen-
tations at its highest point, in such a manner that not the change of representations but the
representation itself very soon appears”. In relation to the Greek tragedies that Holderlin
comments on, a silent moment of truth is presented so we can glimpse the unbridgeable
rift between the hero and gods. It is not easy to articulate what Holderlin’s “representation
itself” would be without falling back into the associative chain of the succession of repre-
sentations. However, one could say that the interruption of the sequence of representations
transforms it into a presentation of representation, which is no longer the associative chain
of imagination but the presentation of its construction [presentation in the sense of “putting
on display”]. As Jacob Rogozinski persuasively argues in an illuminating analysis of the
temporality of the sublime, originary time is then not reducible to transcendental imagina-
tion and the latter’s violent maintenence of it in the form of a homogeneous, monotonous
progression, “for if originary temporality were identical to imagination, nothing other
would be possible, nothing sublime could happen” (Rogozinsky 1993).

In the commentary that follows the poem, Vvedensky says the following: “I'narosst
Ha HaIuX IJiadaxX JOXKUBAIOT CBOIi BeK. B HCKYCCTBE CIOXKET U1 ,HeIU/ICTBI/Ie ncuesarmr. Te
,HeﬁCTBI/Iﬂ, KOTOpPbIE €CTh B MOUX CTHUXAX, HEJIOTUYHDBI 1 66CHOH€3HI>I, "X HeJIb34d y2Ke Ha3BaTb
nevicrBuam. [...] CobbiTus He COBIAIAIOT CO BpeMeHeM. Bpems ¢besio cobbitust. OT HUX
neocrasiocs kocrouek”. (Vvedensky 1993, vol. 2, p. 81) (“Verbs live out their last days in
front of our very eyes. In art, plot and action are disappearing. Those actions that exist in my
poetry are alogical and useless you can’t call them actions any more. Events don’t coincide
with time. Time has eaten up events. No bones are left of them”.) (Vvedensky 2002, p. 12).
Unable to comprehend the bad infinity of illogical and useless actions, his imagination
now proliferates, and he is left with mere verbal building blocks that time deprives of any
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referential meaning. The word “oxgraxkapr” at the end of Svidersky’s monologue is more
than just a repetition of the “oxmazkner” at the beginning. It is perhaps the very word he
has been testing “in cold and fire” only to see it snap under the pressure of “tightening
hours”. As a singular occurrence torn from the thread of violent synthesis through which
imagination operates, it is exhibited as an empty shell that means everything and nothing.
It can be interpreted as the point in the temporal series when time momentarily halts; in
conjunction with the imperfective “siacrsosan”, it also indicates the open stretch of time
in which the story ends. “Oanaxzapr” is indeed the empty dream with which we end up:
Nothing which is pure time that we can never access. Events have all been eaten up, with
no bones left of them, but this “once upon a time” is the allegorical last bone of the sublime
event when time momentarily “showed its quiet torso”. To paraphrase Walter Benjamin, it
is the scull in whose language “total expressionlessness—the black of the eye sockets—is
coupled with the wildest expression—the grinning row teeth” (Benjamin 1973, IV-1:112).

Chinari had another word to describe this “scull”: hieroglyph. The hieroglyph,
in its simplest sense, is a sign that contains several meanings, some of them mutually
contradictory. By definition, it is illogical. It seeks to make the individual commit to
a dynamic, richly ambiguous symbol always in the process of being transformed. For
Vvedensky and for other Chinari, such a sign is valuable because of its closer proximity to
the fragmented truth of our existence than does the logical world of reason.

In a footnote to the Analytic of the Sublime, Kant famously illustrates the in ability
to grasp pure time by citing the sublime image of veiled Isis: “Perhaps nothing more
sublime has ever been said, or a thought ever been expressed more sublimely, than in that
inscription above the temple of Isis (mother Nature): “I am all that is, that was, and that
will be, and no mortal has lifted my veil” (Kant 1987, p. 187). Vvedensky’s commentary on
the poem that contains Svidersky’s monologue insists on the same:

Bce, uTo 51 3/1€Ch TIBITAIOCH HANIMCATHO BPEMEHH, SIBJISIETCSI, CTPOTO TOBOPSsI, HEBEP-
ubiM. [Ipuann stomy nBe. (1) Besikmit 1esioBek, KOTOPBI XOTh CKOJILKO-HUOY b
He TIOHsIJT BpEMsI, a TOJIbKO HE TOHSBINN XOTsi ObI HEMHOI'O TIOHSIJT €r0, JOJIZKEH
mepecTaThb IIOHUMATh U Bee cymiecTByiomiee. (2) Hama yesoBedeckast joruka u
HaIll S3bIK HE COOTBETCTBYIOT BPEMEHU HUA B KaKOM, HA B dJIEMEHTAPHOM, HA B
CJIOXKHOM ero normMmannu. Harra jjoruka u Halr si3bIK CKOJIB3AT O IIOBEPXHOCTH

Bpemenu. (Vvedensky 1993, vol. 2, p. 79)

All that I am trying to write here about time is, strictly speaking, untrue. There are
two reasons for this. (1) Any person who has not understood time at least a little bit—and
only one who has not understood it has understood it at all—must cease to understand
everything that exists. (2) Our human logic and our language do not in any way correspond
to time, neither in its elementary nor in its complex understanding. Our logic and our
language slide along the surface of time.

Yet, perhaps one can try and write something, if not about time—nor on the non-
understanding of time—then at the very least to try to fix those few positions of our
superficial experience of time, and, on the basis of these, the way into death and general
non-understanding becomes clear (Vvedensky 2002, p. 9; translation modified).

If our logic and language slide along the surface of time, it is because the irreducible
veil of the phenomenal world is woven of the thread of temporality. The violence of the
imagination veils itself under an illusory transparence that Vvedensky calls into question.
It is only at the moment of death that its texture can be broken. To Vvedensky, this is the
moment—the only moment that deserves to be called “moment”—when a real miracle
can happen: “Yyno Bo3MOkHO B MOMeHT cMepru. OHO BO3MOXKHO IIOTOMY YTO CMEPTH
ecThocTanoBKa Bpemenn” (“A miracle can happen at the moment of death because death is
the stop of time”.) All other miracles are merely verbal, and yet, “If we experience wild
non-understanding we will know that no one will be able to counter it with clarity. Woe to
us who ponder time. But then with the growth of this non-understanding it will become
clear to you and me that there is no woe, neither to us, nor to pondering, nor to time”.
(“ECJH/I MBI IIOYYBCTBYEM JUKO€ HEIIOHUMAaHNe, TO MbI 6y,£LeIVI 3HATDH, YTO 3TOMY HECIIOHUMAHUIO
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HHUKTO HE CMOZKeT IIPOTHUBOIIOCTABUTH HUYIEro ACHOIO. Fope HaM, 3a1yMaBIINMCAO BpEMEHU.
Ho nmorowm, npu paspacranuu 3TOro HeITOHUMAaHUS TeOe U MHE CTAHET $ICHO, YTO HETY HU
rops, Ha HaM, HA 3auayMasiiuMcd, Hu Bpemenn”) (Vvedensky 1993, vol. 2, p. 79). There
is a very thin line between the sublime and the monstrous, which Vvedensky’s poetry
never crosses even though there is a degree of madness in the sublime and definitely in
his art. Being a critical project, his poetics slips neither into visionary insanity nor into
what Kant calls metaphysical Schwirmerei, or empty flights of fancy. “VYsazait 6exHOCTD
aspika”’, “respect the poverty of language”, insists Vvedensky in “A Certain Quantity
of Conversations”, as he pushes language to its limit. However, it is entirely consistent
with his overall poetic position, which is based on the most radical incomprehension that
schematises time, as we do not know the cost of disfiguration and fragmentation. The
proliferation of impossibly arational actions that so overwhelms Svidersky is in fact the
totality, the vse (everything), which appears to be the very last word of Vvedensky’s very
last surviving piece “Gde, kogda” (“Where, when”). When in Krugom vozmozhno bog (God
is Perhaps All Around) Vvedensky says, “Only God Can Be” (“Beire Mozker TOn5KO Bor”),
he points to the totality of all that is for which God is one name. Vvedensky’s “Gost’ na
konie” (“Guest on Horseback”), poses the question

Bor Tsr MmoxkeTr OBITHOTCYTCTBYEIH?
Hecuactre.

God could You be absent?

Woe. (Vvedensky 2010, p. 183)

That Vvedensky posits God in the same inaccessible realm where time and death
reside is very telling. Nicholas of Cusa proposed the idea of coincidentia oppositorum. God, in
his view, cannot be part of his own creation, and thus, his presence can only be appreciated
if one acknowledges His absence (see Nicholas of Cusa 1981, p. 79).

This is immediately countered with a vision of totality:

Her s BCce yBuUmen cpasy,

TIOJHAJT JHA HEMYIO Ba3y,

a cKazaJI cMemHyoo dpasy,

qyJI0 JIIOOUT TSITKU TPETH |. . . |

4 3abbLn cyrecTBOBaHbE

s cOo3epIial

BHOBb

paccrosimbe.

Now I saw everything at once

lifted the mute vase of the day

I said a funny phrase,

miracle likes to warm you heels [. . . ]
I forgot existence,

I contemplated

again

the distance. (Vvedensky 2010, p. 183)

This is precisely the sort of uncomprehending that Vvedensky is after. Far from denud-
ing the goddess, his irrational project, just as the rational project of Kant, reveals nothing
except the veil itself, the non-figurable weave of time that is the world of phenomena and
that is our human language.

In a pursuit of incomprehension, Vvedensky’s “poetic critique of reason” unfolds
according to the very same principles that Kant postulates for his rational philosophy, and
the thoroughness of the poetic critique very thoroughly undertakes to prove Kant right.
As I have demonstrated, the passage that Kant proposes in his Analytic of the Sublime does
not lead into the world of noumena, but rather, demonstrates the texture of the veil out
of which phenomena are woven: Vvedensky’s ultra-Kantian poetic project shows us “the
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surface of time”. In the epigraph for the article that I chose from a short piece on Vvedensky
by the late poet Arkady Dragomoshchenko, the poet is said to unwind himself through
his language, like a cocoon. The thread of temporality shows neither a beginning, nor an
end, but rather that it comes from nothing, the nothing that is, in fact, everything—given
in presence, in absence as death and as God—incomprehensibly, by a radical disfiguration
which language alone can make visible.
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Notes
1 See (Vvedensky 2010).

“¢] mocsATrHy1 Ha MOHATHUS, HA UCXOIHBIEOOOOIEHNS, YTO 10 MEHSI HUKTO He Jiesiall. ¢l mpoBes Kak Obl HOITUYECKYIO KPUTHUKY
pasyMa—60J1ee0CHOBaTEIbHYIO, UeM Ta, oTBiedeHHas”. In Leonid Lipavsky, “Razgovory” (Vvedensky 2010, pp. 592-93).

3 Very few scholars writing on the philosophy of Chinari and/or Oberiu failed to describe the group’s views as “essentially
anti-Kantian”. See, for example, (Roberts 1997, p. 126). In her study of Bergson’s influence on Kharms, Hilary Fink argues that
Kharms discarded Kant’s analytical tools in favour of “more intuitive ways of apprehending reality” which in turn led to the
birth of the absurd in his works (Fink 1998). For a more involved discussion of the anti-Kantian tenor in the philosophy of chinari
see Protopopova. See also V. Sazhin’s assessment in Sborishche druzei, (Sazhin 2000, p. 770). Notable exceptions to the above
include Skidan 2011 and Rezvykh 2014. Evgeny Ostashevsky’s article offers an extremely interesting analysis of Vvedensky’s
poetic critique in the context of Wittgenstein’s philosophy of language (Ostashevsky 2011). See also Protopopova 2007.

4 See (Jaccard 1995, p. 369): “Kanra Janunt Vsanosnd me unran” (“Daniil Ivanovich never read Kant). Jaccard uses this testimony
to suggest that given Kharms'’s lack of philosophical sophistication, it would not be particularly productive to read his works
through the Kantian lens.

“¥YBaxait benHOCTh #3bIKa. YBarkait mumme meican”. (“Respect the poverty of language. Respect squalid thoughts”. (See
“Nekotoroe kolichestvo razgovorov”, Vvedensky 1993, vol. 2, p. 196)
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