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«wristers», 3KBUBAJICHTa JUIsl KOTOPOTO B MEpeBO/ie He 00HapyKuBaeTcs. «Wrist»
MIEPEBOIUTCS KaK 3aIsicThe, J00aBICHHBIA IMOATOM CypQHUKC «-er» jenaer
3aIsICThe MHCTPYMEHTOM MM MEXaHW3MOM BOMHBI — COJIJAThl JIEPIKaT B CBOMX
pyKax aBTOMaThl M OpocaroT rpaHartel. Ecim paccMarpuBaTh 3Ha4Y€HHE 3TOTO
ClIOBa C TAaKOW TOYKH 3pEHHS, TO €ro IepeBOJ Ha PYCCKUH S3BIK OYEHb
npoOIeMaTHdeH, OYEBHIHO IIO3TOMY II€PEBOIYHMK OTKA3aJCs OT BOCCO3IaHUA
BHYTpeHHeH (opMbl HeostornzmMa KaMmuHICa B M0Ib3y COXpaHEHHsT KOMITO3UIINH
Y 3BYYaHWsI, KOTOPBIX EMY yAIOCh JOOUTHCS Ha PYCCKOM SI3BIKE.

Pe3ynbraTel aHanu3a nmokasaiu, 4yTo bpuTaHUIICKOMY yAa€Tcsl CO34aTh HA
PYCCKOM  SI3BIKE€ PENpPE3CHTAaTHBHBIE TIO3THYECKHE TEKCTBl, OTpakaloIIne
IJIaBHble 0COOEHHOCTH 1033uK KammuHrca kak mosra-aBaHrapaucra. B To ke
BpeMs HHOT/1a, KaK B ClIy4yae ¢ HeoJIoru3MaMu, bpuTaHUIIICKUIT OTKa3bIBAETCS OT
BOCCO3/JIaHUs OITUYECKUX NpueMoB KaMMUHrca, eci He BUAUT BO3MOXKHOCTH
BOCCO3/IaHMSI WX (YHKIMH CpencTBaMHu si3blka IepeBoia. B cBs3u ¢ 3THM
TIPEICTaBIsIETCS MEPCIIEKTUBHBIM CpaBHEHHE MeEepeBOJOB bpuraHmmickoro c
JIPYTHMH PYCCKOSI3BIYHBIMH IIepeBoIaMH 1o33un Kammuarca.
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The article responds to the previous discourse on the grotesque dimension of

Joachim Ringelnatz’s prose and explains how the grotesque of Joachim Ringelnatz
functions as an aesthetic realization of the «grotesque body». Thus, the new and more
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productive contextualization of the grotesque dimension of the authors prose takes
place.

Key words: Joachim Ringelnatz, Mikhail Bakhtin, grotesque body, theory of
grotesque.

B cmamve mbl nonemusupyem ¢ cywecmsyiouum OUCKYPCOM O 2POMeCKHOU
cywHocmu nposwvl Hoaxuma Punzenvnaya u npeonazaem noswviii n00Xo0, cocmoawuii 6
paccmompenuu 2pomecka y Hoaxuma Puneensnaya kax scmemudeckoi peanusayuu
«epomecknozo menay. Taxum obpazom, KOHMEKCMYAIU3AYUsL 2POMeCKHO20 UMepeHUs
npo3vl agmopa npuodpemaem e mobKO HOGbIl pazmep, HO U, NOMEHYUATLHO, HOBYIO
MemoOoNI02UI0 UCCAEO0BAHUA.

KioueBbie ciaoBa: Moaxum Punrennan, Muxaun baxTul, rporeckHoe Teno,
TEOpusi FPOTecKa.

Hayunblii pyxoBoautens: 1. Tannep, KaHa. (HION. HAYK, JOUCHT YHHBEPCHTETA
Komenckoro B Bpatucnase (CioBakus).

Joachim Ringelnatz (Hans Botticher, 1883—1934) belongs among the most
popular German poets of the 20th century. Nevertheless, the scholarly interest
in him is minor and the majority of literary lexica’s implicitly suggest that his
work lacks a «serious value» [1. S. 166—-69]. Already in his lifetime,
Ringelnatz was seen as a «comedian» with nothing «deep» to offer [1. S. 169].
Colin Butler in the 1970s continues to cultivate the popularized myth of
Ringelnatz being a «primitive» author, even suggesting that he should be read
«simply» [1. S. 187].

Ringelnatz inclines towards the grotesque and «bodily». Following
Wolfgang Kayser’s theory of the grotesque, Butler criticized the grotesque
collection of short stories Nervosipopel: Elf Angelegenheiten (1924) for the
absence of «metaphysics», for being «only interested in their local illogical
effect» [2. S. 230]. Although such a view is misleading, Colin Butler remains
the only one who addressed the «grotesque» as a genre in relation to
Ringelnatz’s work. His judgement implies an expectation that the «grotesque»
must be «serious» and involve something «abstracty and «metaphysical» [3.
S. 145]. Such expectation is motivated by the popular at the time Kayser’s
theory of the grotesque. His interpretation of the grotesque genre is only
concerned with its romantic and modernist forms, ignoring the history of the
genre. Therefore, it, as a rule, involves a «terrifying tone of the grotesque
world that alone the author sees» [4. P. 47-48].

However, the grotesque of Nervosipopel: Elf Angelegenheiten is not one of
Kafka’s Metamorphosis. It does not displace subjects’ alienation to the world;
whereas due to preoccupation with romantic and modernist forms Kayser
thought the grotesque does as a rule. On the contrary, it is the grotesque that, in
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accordance with Bakhtin’s conception of «grotesque realism», connects the
subject with the material world and points on the material heteronomy of
human existence. Romantic grotesque is «gloomy», but in the middle ages and
Renaissance, it liberated «the world from all that is dark and terrifying» and
therefore was «gay» and «bright» [4. P. 47—48].

Correspondingly, in the short story Abseits der Geographie, the charioteer
Porosel finds himself in a utopic platform which is a grotesque liberation from
the physical pain as it is characterized by its absence: «Dortzulande tat nichts
weh» [5. S. 829]. Here the grotesque body, which is «not separated from the
rest of the world» and is «unfinished, outgrows itself, transgresses its own
limits», which depicts the dynamic material «movement» of human existence
[4. P. 26]. Correspondingly, Pordsel puts his nose into the cutting-machine,
grinds it, throws the smashed pieces of his nose into the garden and observes
how other bodies grow out of his dissolved body parts: «Er tauchte seine Nase
in die Fleischmaschine, verstreute die herausgedrehten Wiirmer aus Nase im
Garten und freute sich darauf ... wie sich im Garten sein stattlicher
Nachwuchs entwickelte» [5. S. 830]. The unity of one material body with other
material bodies, the heteronomy of the material constellation of existence are
highlighted. In accordance with the grotesque realism, such body opposes the
«serious» conception of «the completed atomized being» [4. P. 24]. His body
enabling material growth of other bodies, «the very act of becoming and
growth, the eternal incomplete unfinished nature of being» [4. P. 52] is
manifested. Not only does his body give birth to other bodies, but also his nose
manifests the act of «becoming and growth» since it grows back after being
smashed: «Herr Pordsel war froh, als ihm eine neue Nase wuchs» [5. S. 829].

The nose becomes the centre of attention. Thus, according to the grotesque
body, the stress is laid on «the parts through which the world enters the body
or emerges from it» [4. P. 26] depicting material unity of the body with the
world. The grotesque body is not static but always in a state of materialistic
movement, always in the process of change and renewal [4. P. 50]. Thus, the
materialistic movement is depicted by an immediate bodily growth. In this
platform, lost body parts always grow back. Moreover, the new body grows
from the lost body part expressing the state of eternal material
movement/growth: «Wenn einem beim Duell ein Ohr oder sonst ein Glied
abgeschlagen wurde, so wuchs innerhalb von acht Tagen erstens ein neues Ohr
an den Menschen und zweitens ein neuer Mensch an das Ohry» [5. S. 830].

Porosel lets his teeth be removed and then hammered back into his mouth
[5. S. 830]. Correspondingly, to the grotesque body, the stress is again on the
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movement between the body and the surrounding world, and on the body part
through which the body enters the world and vice-versa, the mouth. The
grotesque body as a variation of «imperative to displace, transcend, or
recontextualize that which causes physical pain» [6. P. 646]. It does not feel
pain, and «getting outside of the body means first of all getting to a place that
no longer hurts» [6. P. 646]. Therefore, the grotesque of Ringelnatz is not one
lacking philosophical value, but the one which is an aesthetic carnival reaction
to the crisis of society, a utopic platform in which the body no longer hurts as
it explicitly does when Pordsel’s feet «should» be injured: «Obwohl der
Kutscher nicht den geringsten Schmerz verspiirte» [5. S. 830]. The theme of
war is addressed in the text but its pain is transformed into the «merry»
material renewal: «wo doch jeder Heerfiihrer begliickt sein miifite» [5. S. 831].
Under the influence of Kayser’s theory, Butler fails to see the «material»
aspect of the grotesque of Ringelnatz because, as Bakhtin writes, «in Kayser's
concept there is no room for the material bodily principle with its inexhaustible
wealth and perpetual renewal» [4. P. 48]. Instead of displaying alienation of
the subject to the world as a representative grotesque of modernism, it displays
«merry» material reconnection of the subject with the materialistic world.
Bakhtin proves that «the material» can be of a much higher philosophical
value than the «abstracty» and «elevated» one. Butler is paradoxically right
when he points here to the lack of metaphysics. In accordance with the
grotesque realism, the text does not incline towards the «relative» and
«abstract» but is preoccupied with «the material». His grotesque does not fail
to meet «gloomy» tone of modernism but is «merry» and, thus, traceable to its
forms in the middle-ages and Renaissance. It is not «a local illogical effect», as
Butler suggests [2. S. 230], but a carnival (materialistic) reaction to the time.
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