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AUTHOR’S CONCEPT OF SELF-CONSCIOUSNESS
IN THE NOVEL “THE ENDLESS DEADLOCK?”
BY DMITRY GALKOVSKY

Shtepenko O.

INTRODUCTION

At the end of the 20" century, the literary process is distinguished by a
special intensity of self-determination and tends to be highly dramatic, to
have deep philosophical context, to revise cultural and historical guidelines
and literary hierarchies. Writers deeply experience cultural and worldview
revolutions, which require the master of words to define his own position.
Reflection of the end of the “thaw”, internal collisions while formation and
resistance to officialdom in the era of “stagnation” and the realization of a
complete change in the social and cultural realities of the 1990s stimulated
an interest in the problems of creativity precisely in the context of global
philosophical issues and led to the emergence of a wide range of self-
identification models. All these features gave the impetus for in-depth self-
reflection and reassessment of the entire set of previous models of creator’s
self-identification, as well as accelerated the dynamics of these processes
and intensified their inconsistency.

In-depth self-reflection is imposed on the general tendency of literature
to self-comprehension, encourages the search for identity, dialogue with
other generations and metatexts of different periods. Therefore, the
intention to self-determination gains scale and takes on specific features in
the work of different generations precisely under the conditions of
fundamental changes at the end of the 20" century. M. Abasheva qualifies
them as a search probe for new ideas and forms in the radically changed art
of words, as “... a field of various aesthetic experiments on which new
models of writing behavior are produced”".

In Russian literature of the late 20" century, it is difficult to find a work
of art that could be compared to D. Galkovsky’s famous postmodern
hypertext “The Endless Deadlock™ in breadth of understanding of self-
consciousness. The work provides a concept for discussion, aimed at
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awakening the reader, providing a keen dialogue with artistic and
philosophical traditions, which is an original, experimental form of meta-
prose at the same time. It reflects the brightest features of the generation of
CONsciousness.

The relevance of the study and interpretation of D. Galkovsky’s
hypertext from the perspective of self-reflection of literature is caused by
the dominant theme of self-consciousness in this work, which covers a
wide material of cultural self-determination of generation and individual.
As already stated by the researchers, D. Galkovsky’s novel is “a reflection
of Russian culture (and especially literature) and the tragedies of national
history supposedly caused by it, as well as the narrator’s self-interpretation
as a typical product of this particular culture and a certain segment of this
tragic history™”.

In our opinion, the author is faced with a supertask — to model a bridge
between the cultural identity of different periods — especially the Silver Age
and modern times. This is declared from the first pages of the novel:
«V kaoicooil nayuu dondicna ObIMb PAYUOHATILHASL CKA3KA, OX8AMbLEAIOUAS]
NJIONMHBIM KOJIbYOM 8CE€ CMOPOHDbI obvima u u32u6ai0u;aﬂ Uux no HanpaejieHuro
K yeHmpanoHomy mug)y <...>. Mne HyocHO Ob110 8bic6emums peaibHOCHb
HOBOU CKA3KOU, HOBOU AKMYanu3ayuel pyccKko2o Mucj)a»3.

The innovative intentions of the novel are highlighted in the
monographs by R. Nefahina®, L. Shevchenko®, G. Merezhinska’,
N. Bieliaieva’, L. Sadykova®, I. Skoropanov’.  Modifications  of
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postmodernism, the originality of the “Russian version” and features of the
late stage of its dynamics are emphasized in the works of the mentioned
literary critics.

However, the novel “ Endless Deadlock” by D. Galkovsky has not
been consistently considered in terms of self-consciousness and identifying
strategies for self-reflection, as well as in the aspect of the author’s concept
of personal and national consciousness. Therefore, we choose it as the
main guideline of our reflections and observations and make an attempt to
solve this particular problem.

1. Specificity of generational consciousness in the novel

In his work, the writer focuses on the artistic study of the process of
self-consciousness and treats it as very painful and dramatic. One may
argue the emergence of such accents by experiencing a crisis, transitional
state of society and culture. Reflecting on the state of modern man, the
narrator compares it with a hermit crab, who has lost his old carapace and
is frantically looking for a new one. The carapace, of course, means a
system of solid landmarks that disappeared in a situation of social and
philosophical cataclysms of the late 1980s and early 1990s. Personal and
general cultural aspects of the artistic study of consciousness turn out to be
closely intertwined, and the specificity of generational consciousness is
expressed clearly in the process of self-reflection.

D. Galkovsky was born in 1960 and formed as a personality,
philosopher and writer in an atmosphere of “stagnation”. He creates a
phenomenal artistic image of this period as a fatal, infernal spell that has
created a specific worldview worthy of artistic and scientific interpretation.
In the essay “ Endless Deadlock (Main Text)” this period is characterized
as “twilight”. But it extends its scope to the entire 20" century. The
aesthetic approach to the terrible, a kind of “decadent” accent, reveals
clearly. The writer tries on a mask of aesthetic decadent, experiencing
“fatal minutes” and finds beauty in a disaster: «4 ocugy 6 snoxy cymepex.
B KOHY€E npoutiloco 6eKa O4€eHb OosIUCL DMO20 C0E6A. KCIS’CUZOCb, ymo smo
ymo-mo cmpauiHoe, 6a2po8o-KpacHoe, Kak Ovl npeddsepue ada. CymepKu
CO3HAaHRUA, cCcymepedHoe CO3HAHUe. Ho CymMepKku — 9no coecem He
cmpawroe, a kpacugoe cioso. Haboxoe cxazan: “Cymepku — amo makotui
mommwiil cupeneswiii 38yk”»'. In the novel, the seemingly marginal years
of “stagnation”, which lose in the external dynamics to a fractured “thaw”,

0 Tankosckuii J]. BeckoHedHsIit Tynuk (OcHOBHOW TeKCT) // beckoHeuHbI TyNmuK: B
2 KH. u3laHue 3-e, UCHpaBIeHHOEe M JomnojHeHHoe. M.: W3marenbctBo JMuTpus
I'ankoBckoro, 2008. Ku. 2. C. 1170.
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are characterized as «usromunxa naweii snoxu»™. They are conceived as a
time of internal not an external action, the maturation of self-
consciousness, the most auspicious period for self-absorption and setting
the problem of personal and national identity. Looking at the entire Soviet
era with its totalitarian suppression of man, D. Galkovsky finds either an
obscureness, a specific darkening in the 1960-1980s, or an assessment of
only external phenomena without clarifying the inner, hidden essence of
the spiritual life of this period: «llucaroco u nuwemcs 06
IKcmpasepmupoeadrHHblX yorcacax. A ecmb eue yorcacsl
UHMPOBEPMUPOBAHHbLE, 8 pealbHOCmuU He 8uonble. M smo cmpawnetl. Kax
paz 60-80-e smo npeumywecmeenHo 3n0xXa UHMPOBEPMHO20 UHDepHO.
IIpeodvioywue nokonenusi 00 He20 NPOCMO He 00PACMAU, HE OONCUBAIU.
l'on00, 6otinbl, 3nudemuu — mym He 00 ncuxonoeuu. Jluunas sxcusuo, “a”
yenoeeka He 00pacmanu 00 HYHCHO20 YPOGHs, He OKVHAIU CB0U MO32 8
X0JI00HOe B8epXHee 3/10padcmeo. Mo ceuyac moabKo pa320peﬂ00b»12.
However, according to the narrator of the novel, the opportunity to
comprehend the “basic questions of being” was realized in the 1960s —
early 1980s in an ugly form and under the pressure of the wrong
mechanisms of socialization. D. Galkovsky, immerses himself in
autobiographical material and creates a self-parody: an unfortunate, no-
one-needed “genius” — Odinokov. The author focuses on the distortions of
Soviet pedagogical concepts, forcible collectivism, the persecution of lone
wolves who stand out from the rest, mania for “reforging” and “re-
education”. While in the West they sent peculiar children to a
psychotherapist, in “stagnant” Russia “such” get kicked: «4Ymo orce,
abcmpazupyeutvcs om xoinekmusa? <...> Beuime ezo, pebsmalll" <...>
Mamemamurxou 3anumaemcsa? — He eapmonuuno! Ilyckait pucyem.
A smom, umo pucyem? — B mamemamuxy eco. <...> Inasnoe, umob
CAPMOHUYHO. Umobwi yejloeeka  MOIHCHO 6bl.710, KaxK caApmMouKy,
pacmicueaniv u coxpau;amb»w.

The writer creates his myth about the 1960s — 1980s, his contemporary
and contemporary’s self-consciousness. In the context of such a meta-

Y Tankosckmit JI. BeckonedHsrit Tynuk (OcHOBHOH TekcT) // beckoHeUYHbIN TYNUK : B
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narrative, this period is interpreted as the climax of socialism (the
achievement of its peaceful utopia), a hell that absorbed the features of
specific decades and, at the same time, a lull that allows the individual to
understand fundamental issues, that is, a gracious time.

Inferno forces aim at destroying any individual and turning over the
picture of the world, reflecting the peaks of culture in a dark mirror (for
example, substitutes with opposite potential immerge in the place of
geniuses, signs of culture: instead of Leonardo da Vinci and Goethe there
Is the socialist version of thinkers and creators).

Experiencing such a period in the subtext is compared with passing
through hell, with the extraordinary initiation, the realization of a fabulous
impossible task, the battle with the infernal enemy. All these mythological
landmarks are part of the author’s idea of himself and the generalized
contemporary.

There is a clear author’s focus on the mythologization of the Soviet
period (and especially its utopian peak — “stagnation’), on searching some
archetypal foundations in the realities of the ideological life. The axis
“sacral / infernal”, as well as “harmonious, integral / deformated, split”
appear in this process. The following model arises: the fatal events of the
Revolution destroy the old cosmos, and the new one is constructed as
distorted, reduced and travesty. An example of such a conversion realizes,
in particular, in the reflections on the “Soviet religion”. Therefore,
Absolute, philosophical aspect of the world is chosen as the criterion for
assessing the distortion, the inversion of the world: «Hoswiii cmpoti 6o3nux
KdK paccmpoﬁcmeo, KdakK xaomuunoe - paspacmanue OmMOeIbHbIX
(dpacmenmos paszpyuienno2o mupogosspenus. Tax ackemuyeckuii udeai
ObLl BOCHPUHAM KAK Udeasl OYX08HO20 00eOHeHUs, a pPYCCKou oyule,
eekamu HdCMpClMGdeMOﬁ HA MOHACmMbIPb, npumMumueHdas nypumaHcKasl
oemazocusi Haulla  C60u apxemunuqecmtﬁ PE3OHAHC. Taxas oice
O6M0p0’~lHOCI’I’Zb, nepenjiemeriHocnb npopouYecKux pa3ealiun xapakmepHa u
0Nl Opyeux acnekmos cosemckou penueuuxu. Ecau mownvie cmeosvi
BeUKUX peﬂueuﬁ eblpacmaiu ecnecmeerHo, Cc030A4845Cb mulicAavenemusimu,
U OUEHb OP2AHUYHO 6KIIOYAIUCH 6 ()ywy YyenoeeKkd, HeoObIYalHO ycuaueaiau
u obnazopadcusanu ee, mo CO8eMCKAs peaucus — 3mo oymagopckoe
0])860, CO6pClHHO€ U3 3dCoxXmux eemoveK CnuilerHHoco xpucmuancme‘a»“.

The generational aspect of the problem of self-consciousness
organically combines personal and general cultural principles. According

Y Tankosckuii J]. BeckoHedHsIit Tynuk (OcHOBHOW TeKCT) // beckoHeuHbI TyNmuK: B
2 KH. u3laHue 3-e, UCHpaBIeHHOe M JomojHeHHoe. M.: W3parensctBO JMuTpus
I'ankoBckoro, 2008. Ku. 2. C. 920.

77



to the narrator, the whole post-October period, and the “introverted
inferno” of the 1960s—1980s in particular, leads to the fatal slowing-down
of national consciousness, threatened to fade away in the “twilight dream”.

But the experience of the narrator and Odynokov as his defamiliarized
alter ego is intended to show the opposite: strong personalities manage to
understand themselves and time in a broad philosophical context deeper
than “fathers” and “‘grandfathers” and thus approach the cultural peak of
the Silver Age, its broken tradition.

Passing such a test of chaos and deformity is explained by the hero (a
man of the 1970s-1980s) as the initiation and choice of several paths at the
existential intersection. The results of such initiation are interpreted in a
range of contrasting, antinomic possibilities.

The first position is death (“<...> ece 6wi10 paccuumano na moe
YHUSMCEHUE U YHUYMOINICEHUE. Bom 2oe CamaHuHCKMZZ, anmuyenogeyeckutl
xapakmep nawezo mupa <..>")"®. We may consider deformity of
personality as variation of death. And the narrator exclaims not without
play and coquetry: «4 max kmo s? — Yénooox»'], knowing that the whole
work, its philosophical depth and aesthetic organization refute this self-
humiliation, make it interpreted as foolishness, argumentum a contrario.

The second possibility is the maturation of abilities despite all the
infernal forces of “stagnation”. Actually, the work aims to prove it.

And finally, in the comments, which are compositionally close to the
ending, a third, positive, possibility of initiating by ‘“stagnation” is
formulated. It consists in becoming a winner. This self-identification is
based on a generalization of personal experience and correlates with the
philosopher K. Leontiev’s considerations about the ordeals caused by the
coming socialism. «Ecau Jleonmveg ne 3nan, umo e Moxcem ymeuunis
epAoyulec0 HO8020 Yenoseka, ‘“‘ackema’”, y Komopoz2o 0Oyoem OmMHAMA
peiaucusd ¢ uoeeil 8e4H020 6]1619:‘C€HCW1861, mo noeecmeoeameilb C y4enom
npuo6pemeHHoeo ucmopudeckoeo u KyabniypHoco onbslma KoHcmamupyem.
“3amo  mwvl  y3Hanu. Mpwi, nobeoumenu. (A 6edb OelicmEUMENbHO

> Tankosckmii J1. beckoneunbrii Tynuk (OCHOBHOM TeKCT) // beCKOHEUHBIN TYNMHK: B
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nobeoumenu. Tom, xkmo ocmanca odcumv nocie ‘“‘nupa 60208, —
no6edumenv)»"’.

The author gives hopes for a possible revival. However, the revival
interpreted from the religious point of view (in contrast to infernal
motives) is not declared but problematized. Moreover, deformities of the
personality, caused by “stagnant” period and its ugly programs, are
declared again: «Peuv wuoem, makum 006pazom, 0 peUSUOIHOM
603p09fCO€HLlu. ﬂ]l}l MEHA, KAaK JUYHOCmu, 39mont nynib HEBO3MOINCEH.
B koneunom umoee s cmo2y npuiimu 8 yepkogb, HO Ky0ad dce MHe 0e8amb
moe ()emcmeo, JUUICHHOE C6enmJjiblx 06pa306 Pperucuo3Hoco onvlmd, omou
OCHO6bl npaeocﬂaeuﬂ? Hnu kmo mne 6epHem MOI0 IOHOCmMb C ee CILONCHOU
u 3anymeHHOL7 6ymeen0ﬁ HCU3HDBIO, HO OIJICU3HBIO COBEPUIEHHO BHE
Kkamezopuii 11066u? Boobwe, Kak MHe 8MeCmums paspocuieecsi MbluleHUe
OO YEpPKOBHbIU KYNOJA, eCclu OYulad MOsi UCKAdCeHd, Oehopmuposand,
npocmo 80  MHO20M  uH(pammuibha, Hedopazeuma?»r. However,
recognition of these deformities does not abolish revival, but transfers it to
another sector of culture: from religious to creative (artistic and
philosophical). It is no accident that a “writer” 1s the last self-
determination.

At the same time, the main story is the search for identity, a meaningful
process of cultural consciousness. The difference in the interpretations of
the widest range of phenomena becomes the mainspring of the internal
action: from literary discoveries and images to historical events,
philosophical concepts and political processes. The narrator proceeds from
the statements of philosophers, literary images, his reflections after all, and
creates commentaries on them, where he develops or makes paradoxical
the ideas from the primary sources, brings them to absurdity,
demythologizes them. His evidence is also not flawless and may be
counter-reflective. ~ Odynokov’s  world-view  deformations  are
comprehended as typical, generated by the times of an “introverted
inferno” and peculiar to the entire generation formed in its context. It is
implied that precisely this generation has the mission to form
consciousness in its personal and national coordinates and, therefore, to
win and promote cultural revival.

Y TankoBckmuii . beckoneunsiit Tynuk (OcHOBHOU TekcT) // beckoHEUHBIN TymHHK: B
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2. Characteristic features of the process of self-reflection
in D. Galkovsky’s hypertext

Let us trace the features of the process of self-reflection, its relation to
philosophical problems in the literary text “The Endless Deadlock”.

D. Galkovsky represents the process of self-reflection, firstly, as the
realization of a philosophical type of thinking and, secondly, as a feature of
national consciousness, its desire to “speak out” and define its borders,
stable supports. These theses are not declared, but are often directly proved
by the opposite, which corresponds to the postmodernist way of playing
the fool. In the novel, this idea is explained as follows: «Creoosamenwvno,
Haboxoe omxaszancs om camonosznanus. Yenosex 6 evicuien cmenewnu
CNOCOOHBIU K CAMONO3HAHUK, OH HUKO20A He NoCmasull 8 uenmp
noeecmeo6aHrUuA camoco ceos. Eco mMemyapbl qucmo 6HEUlHUe,
onucamelilbHble. On OoMmuamHyics om ceos. Poccus nomep:ia
2eHUANbLHO20 Quiocoga, HO npuobpera cuacmiuso2o uenosexkda. Beow
cyobba Haboxoea maxcumanvho cuacmauea ONsl  PYCCKUX €20
noxonenusi»™ . The opinion is expressed in a provocative manner, but it
becomes a part of the system of proofs of the author’s approach correctness
and contrasts with the recognition of V. Rozanov (the author of “Solitaria”
and “Fallen Leaves”, aimed specifically at the self-discovery) as the first
true Russian philosopher, as well as the discoverer of this subject.
D. Galkovsky consistently identifies himself as V. Rozanov’s student,
armed with the aim of defining the pillars of personal and national
consciousness. Literary analysis of artistic thinking dominates among
many aspects of consideration of the problem (such as historiography,
history of Russian philosophy in the context of the world philosophy,
conspiracy, imagology).

A wide range of ideas about creativity is exposed to self-reflection in
the novel. Creativity is described as a mystical act, the closest one to the
mystery of the world creation and man’s fate. It results in the constant
replacement of positions on the scale from the author to the hero, because
the haughty writer (it is V. Nabokov in the following passage), who
masters the hero’s life, 1s himself a work. Moreover, the hero of the novel
can acquire mystical autonomy and, unexpectedly for the author, to parody
his creator, to hint at the existence of incomprehensible interdependencies
of these figures. That is why, according to D. Galkovsky, the problem of
creativity is philosophical and can be considered, but not solved within the

Y Tankosckuit JI. BeckoHedHslit Tynuk (OCHOBHOU TeKcCT) // beckoHeuHBI TYNUK: B
2 KH. wu3naHue 3-e, UCHpaBIeHHOEe U JomnoidHeHHoe. M.: W3marenbctBo JMuTpus
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relevant discourse. The quoted commentary is a response to V. Nabokov’s
words about the pleasure of modelling Luzhin’s fate, inventing its fatal
turns, “playing subtly and ingenious” with it: «Ho nackonvko eco 2epoii
aenaemcs e2o cepoem? He ecmv nu 6ce eco nogedenue — 6opvba c
asmopom u crodxcemom? B cywnocmu Jlysxcun Oocaovieaemcsi 0
croorxcemHocmu U npe()yszmﬂeﬁﬁocmu ceoell  JICU3HU. HO, KOHEYHOo,
002a0Ka He Modcem Oblmb HUYEM UHbIM, €20 Xaomuueckas ‘Oopvba’”
JIUWb NPUXOMAUBHLU U32UO ClOdCemHOU TuHuu. Aesmop mo2ywecmeen. Ho, ¢
Opyeoii cmoponwbl, asmop duce u koneuer. On cam JIyxicun no OmHoueHUuo K
HekoeMy  NnooaurHomy Aemopy ceoeti  odicusznu. IIpoussedenue-mo
meonozuyeckoe, uirocogpcrkoe. Omo ecmv c600600a 604U U KAK OHA
couemaemcsi ¢ 60AHcecmeeHHbIM npedonpe()eﬂeﬂuem. U ne YyMo3unmenbHo-
mepMuHoio2uiecKu, a pearvHo. <..> Kakx smo moeno 6vi Ovimsb npu
pealoHocnmu Cyuecmeoearnus Buvicueco mupa. U 6 xaxou cmenenu uenosex
Modcem 002a0bl8aAmMbCsl 0 603MONCHOCIU Makoeo20. He ¢ moii Jau, 6 Kaxkou
Jyorcun dozadwiéancs o cywecmeosanuu Haboxosa?»>. Throughout the
novel, Odinokov repeatedly compares himself to Luzhin, looking for
differences, already acknowledging the similarity in advance. The author
models Odinokov’s image upon literary patterns, acknowledges that his
thinking is “literary”, seeks for a higher meaning and logic in his destiny
by addressing the Higher world (problems of religion, mystery of words,
human nature, mysteries of personal and national consciousness).
Literature displace the “meaning of life” provocatively. A lot of
transformations and substitutions occur: the author turns into Odinokov,
who, in turn, tries on the masks of different literary heroes. One’s own life
is read from the perspective of literature, which raises the question of the
possibility to find an identity in general, exacerbates the postmodern
“death of the subject”, the fundamental “secondaryness” of the individual,
his dependence on cultural texts, the ineffability. The following
provocative reflections of the narrator may serve as an example:
((CJZylluJZOCb camoe Henenoe. A npespamujicii 6 pOMaAHmMud4ecKkozco cepo, 6
00bIYHO20, 3aypsa0HO20 2enus. Mos buoepaghus apxauuna, oa u npPocmo
Aenaemcs  wmamnom. "2eHuanvbHuvlil 0OUHOYKA, U320U, CMOAWUL 8
Kocmiome apieKkuna nocpe()u 3AYYMIEHHO2O0 20p0()a u xoxoqyu;uﬁ CMEeXOM
camanunckum”. Ho kaxoso mue, koeda 3ma nowisamuHna (a 0as pyccKoco
CO3HAHUSL 2MO 6ce20a Oyoem NOWIAMUHOL) 80pye OKA3ANACh MOell

20 Tankosckuii J]. BeckoHedHsIit Tynuk (OcHOBHOW TeKCT) // beckoHeuHbI TyNmuK: B
2 KH. wu3laHue 3-e, UCHpaBIeHHOEe M JomnojHeHHoe. M.: W3parensctBOo JMuTpus
I'ankoBckoro, 2008. Ku. 2. C. 663.

81



cyowboii. Eciu mak 6ce no nenenvim knueam gviuioy> . One’s own image,
which is based on literary models, is doomed not only to be secondary but
also to become a parody, stylization or travesty of an authoritative model.
And we can trace the “mockery” of the individual on the part of the
process of self-knowledge and language. Mockery turns to be the answer,
as Odinokov demythologizes and brings down to earth authoritative figures
that claim power over the world. Accordingly, the images of VI. Solovyov,
M. Berdyaev, A.Chekhov are desacralized, Familiar relations are
established with beloved V. Rozanov, who is re-sacralized and relocated in
the centre of Odinokov’s worldview: «/0e-mo nocepeoune, 2oe-mo mesicoy
HUBMEHHOU U 6eynoll  cywHocmbio (0y0b  mo  ObsBONLCKOU UL
Goocecmeennoiin®.

The miserable self moves in a circle of literary images and iconic
figures, its autobiographical experience, terrified by the inability to escape
from this coordinate system. And one of the interpretations of the symbolic
title of the novel breaks through in this — the danger of not going beyond
the walls of one’s interpretations, of being stuck in the process of
describing, writing, inventing one’s “life story”, making the guidelines
literary.

The philosophical question of the possibility of personality
transcending and the strategies for this process is practically raised. By the
way, this feasibility of a qualitative leap forward is considered both in
relation to the hero’s consciousness and as the form of hypertext, which is
threatened by repetition, loss of meaning, loss of reader’s interest:
«Kamacmpoga «beckoneunoeo mynuxa». OOuHokos npespawiaemcs 6
becyenvHylo cmuauzayulo, UOUOMCKU 00ObICPLIBAIOWYIO  COOCMBEHHYIO
eenuanvrocmo. A Conosves, Yepnviwescxuii, Jlenun, Habokos, Yexos u
o0p. obopauusaromcs auub 0BOUHUKAMU MOe20 «s». Bewu oorcusarom u
npespawiaromcs 6 nePCOHAINCU, NEePCOHAIHUCU 060paqu6ai0mc;l JllO@bMu,
100U JIce OKa3blearomcs Hd NOBEPKY JUULb ABMOHOMHBIMU IJEeMERMAMU
Moe2o «ay. «beckoneunbviul mynuKky» npeepauiaenmcs 6 molCAYECMPAHULHYIO
cxemy, TUUWEHHYI0 KOHKPemHOo20 cooepaicanusi. He mak .

2! TankoBckmit . beckoneunsiii Tynuk (OCHOBHOM TeKCT) // BeCKOHEUHBIN TYNUK: B
2 KH. u3aHue 3-e, UCOpaBlIieHHOe W JAomnoilHeHHoe. M.: W3marenbctBo JMutpus
I'ankoBckoro, 2008. Ku. 2. C. 1023.
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2 KH. UW3JlaHWue 3-¢, WCIpaBJICHHOe W jomnoiHeHHoe. M.: W3marenbctBo JIMHTpHs
lankosckoro, 2008. Ku. 2. C. 1033-1034.
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The problem i1s resolved paradoxically, in D. Galkovsky’s manner of
thinking. The very search process turns to be a transcendental strategy.
This is because fundamental philosophical questions (including self-
determination) do not have definitive answers, but the path to solution
invariably elevates a man. This opportunity to escape in the act of self-
discovery, to rise above the whirligig of samples and somebody else’s
quotes, distinguishes Odinokov from the heroes he provocatively identifies
himself with: «4 Jlyswcun, no co cmpannoii ocobennocmoio — s uepaio ne 6
waxmamsl, d 6 HCU3Hb. Csou CO6CI1’I8€HHyi0 orcuznb. Mos cneyuaiuzayusl —
a cam. A Jlyowcun, enonne noHumarowull u ocosHarwul ceos Jlysxcunvim
<...> Ho y Habokoeckozo 2ceposi pa3zpvi@ ¢ CcO0O0U, BO3MOINCHAS
mpancgopmayus ceoe2o 0apa U, Ccied008amenbHo, XOmb KAKAs-Mmo
KoMneHcayus, ooHapyycusaemocms u3 peaivHocmu. Mot dice oap Hukax
He npoAaesiisemcs 6 mupe, OH abconromer U HeGUHEH. ﬂyofctu omoeco He
Haoo. Ou He 3ameyaem C€6}Z, u emy 6disCeH 6blucpblil KAK maxosou. Ho
Mmou eblucpsvlit — 9mMoO CHbl U, umoOvl CHbl evlucpaiu, HYIHCHO UX
wapjiamaHnckoe npu3HaHue»24.

Not only the autobiographical hero, but also the historical figures are
subject to “becoming literal”. Mainly, a grotesque image is created and the
effect of paradox, defamiliarization and travesty is modelled. For example,
V. Rozanov (beloved by the author) unexpectedly puts on the mask of a
character from M. Gogol’s “Marriage” in the narrator’s reflections about
Russian eros. «Pozanos — smo npocmo oicenusuuiics Ilookonecun.
llooxonecun, mak u He 8vinpvieHyguiuli u3 okowka. Ilooxonecun — I'oeonw
BLINPBICHY (8ce-maku Odeiicmeumensho, "pycekuti Hapod cmensiil”)»>.
A rather broad and paradoxical spectrum of possible landmarks of self-
identification and literary “roles” for iconic figures is considered. This
game is often based on a serious implication, characterizing the change of
cultural epochs, the conditions in which D. Galkovsky’s generation was
formed.

In the manner of D. Galkovsky, the philosophical problem “becomes
literary”, i.e. it finds its plot. In this case, it is a “twinning” plot:
VI. Solovyov, V. Rozanov and Odinokov appear in complex mutual
reflections. Odinokov searches for his ideal, he looks with envy at the
externally beautiful figure of VI. Solovyov. But the narrator interprets

24 TankoBcKHii . beckoneunsiit Tynuk (OcHOBHOU TekcT) // beckoHEUHBIN TymHHK: B
2 KH. UW3JaHWe 3-¢, WCHpaBIeHHOEe U JonojHeHHoe. M.: MW3marenbcrBo JIMuTpHs
INanxosckoro, 2008. Ku. 2. C. 676.
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I'ankoBckoro, 2008. Ku. 2. C. 632.
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Solovyov as a temptation, an unsuccessful romantic sample, whose
archetype is carried in other heroes’ souls and who embodies their dream
about themselves. His image represents the dark side of V. Rozanov and
Odinokov’ nature: «On omka3zancs om ceoezo uenoseueckozo. /la s cam
Ol om Heco omkazaicsa. Toavko oHO U anywams He zaxonieno. Tym
uzoesamenbcmeo Hecavixannoe. A meuman o Hecuacmuotul Jl}066u, a ee He
ovL10. B smom-mo u CAKPpAIIbHOE 60CXUWEHUE Conosvesvim y Poszanosa.
On mooun 6 Conogvbese HEYOaABULYIOCS BbICOKVIO uYacmb c8oeco ‘s’
"Brecmawyro, xon00nyr0 u cmanvhyr". Ho smo-mo u ommankusano
Bacunusa Bacunvesuua. Omcrooa "0emonuszm” Conosvesa, mo ecmo Heumo
eenuyecmeerHtHoe u 0@H06p€M€HHO uyoicoe, memHoe. Po3zanos onnaxuean
C6010 IWHOCMb U Yyecmeosdsl, Umo niakamv-mo Heueco. Huueco ne
Gvi10»°°.

Failure (V1. Solovyov’s loss of human form, double hysterics)
multiplied by failure (impracticability of dreams of V. Rozanov and
Odinokov) gives an unexpected positive result — the fruitfulness of the
search, the healing nature of self-knowledge, the transcension over the
samples, the feeling of a new level of freedom. The achievement of such
result is, in our opinion, the purpose of the novel.

3. Artistic strategies for the self-consciousness process
and for creation of the author’s myth about creativity

In the novel, special attention is paid to the dramatic nature of the
process of self-consciousness, to the elaborate system of artistic strategies
for its depiction. Let us highlight some dominant ways of artistic
interpretation.

They include the already mentioned whirling of thought, rotation of the
same landmarks in the plane, as well as in the “deadlocks” of subjective
evaluations. A situation of mocking turnover of self-consciousness is
created: «O6osznamywku-nepenpamywruy. A 2oeopio moavko o cebe.
Haoice 6 omye — 51 cam. O mupe s cyoxcy no «» guiocooé u nucamernetl,
00 Ux «4» no mem xice JHO0AM, KOmopbwix s 3Hal <...> O HUX, 6 C6010
ouepedsb, no ceoell buozpaguu, Haxkouey, o cebe, KAK O «», KOMOpoe
Aesenmcia Mupom, — no KHuUucam, HANUCAHHbIM IMUMU JiCe€ CAMbIMU
dunocodpamu u nucamenimu. Imo 6ecKoHeu bl MynuK»*. .

26 IanKoBCKHUiA J. beckoneunsrii Tynuk (OcHOBHOU TekcT) // beckOHEUHBIH TYMHK : B
2 KH. UW3JlaHWue 3-¢, WCIpaBJICHHOe W jomnoiHeHHoe. M.: W3marenbctBo JIMHTpHs
I'ankosckoro, 2008. Ku. 2. C. 668—669.
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The next strategy is to demonstrate the parody of the self-discovery
process, exacerbation of the problem of authenticity / imitation,
unoriginality. Odinokov gives himself a symbolic definition: «<..> 2
napoous mviciawasy’, and creates allusions to B. Pascal’s “roseau
pensant”. There is a constant balancing act between the parts of the
mentioned opposition, and even their overturning. In addition, a double
parody is modelled, which creates the effect of seriousness:
«Pacwugposannas napoous, napoous, 0CMuICAAOUAs Cebsl KaK napoouio,
ucuesaem»™. It results is a feeling of tragedy and high points of view of
the self-discovery process. His decision is brought to the absolute and
utmost philosophical abstractions, crossing the boundary of personal self-
determination. The self-replicating chain of parodies reaches the Absolute,
becomes a “parody of the infinite” and turns over again, carnivalically
falling to zero: «Ho uem cnoorcnee, uem epanouosnee, mem GHympeHHul
CMBICTT M0e20 COOCMBEHHO20 Cyuyecmeosanusd cmaHosumcsia npouie u
cmexomeopneer™. By the same logic of turning over, the true man is the
one who reflects his own parody. The narrator finds an example of such
self-interpretation in V. Rozanov, who was ironical towards himself,
doubted his own authenticity, and therefore was real and did not play
somebody else’s role. A similar program is inherited by Odinokov.

An important strategy is to single out contrasts and oppositions, to test
any program or pattern from the opposite. For example, the novel contrasts
examples of successful self-identification with unsuccessful projects. The
former include V.Rozanov, while the Ilatter embrace A. Biely,
VI. Solovyov, A. Chekhov, and even V. Nabokov, who allegedly
abandoned self-reflection. So let us give a provocative interpretation of the
figure of Andrei Biely, who seemed to be lost in his own fantasies and
could not self-determine: «Kocmoc bBenozco me cozoan 00 kouya, He
SAMKHYN U pacuiupsiaemcs 6 HOJIb. Pacnycxaemc;l 6 Huumo. Hem Kapkaca
manmepuailbHblx Humet — benviti ne meopéey, OH He MOoc ocyuiecmeuniob
C6010 npocpammy, oa u cama npocpamma e2o npockakueaem 6
beckoneunocms. OH ucnopmuin cebs gunocoghueti, camoiti "gpunocogpcrun”
pycekuil nucamens (2osopun: "a ompasnen Kanmom"). Hapywenue mepuol

28 Tankosckuii J]. BeckoHeqHsIit Tynuk (OCHOBHOU TeKCT) // BeCKOHEeuHbI TyNuK: B
2 KH. u3laHue 3-e, UCHpaBIeHHOe M JomojHeHHoe. M.: W3parensctBO JMuTpus
I'ankoBckoro, 2008. Ku. 2. C. 1033.
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l'anxosckoro, 2008. Ku. 2. C. 1033.
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no CpdeHeHUIo ¢ Poszanosvim u Ha501<06bl]l/l, U 6 pesyibname Hecuacninasi
napooutinas  auunocms u  cyovba»>. Undoubtedly, any vague
Interpretations are also the self-characteristics of Odinokov. They contain
his idea of the unsuccessful self-knowledge, the reflection of negative alter
ego and fear of repeating a mistake or tragedy. These are all mirrors that
reflect the hero.

As a result, a model of the hero is created. The following system-
forming features characterize it. Firstly, it is a philosopher and writer who
tries to identify the support of personal and national consciousness, and
who reconsiders established models and authorities. Self-reflection is the
most significant feature. It is considered as a process of philosophical
comprehension of the whole world, since it is a set of interpretations in
subjective reflection. Such character constantly resorts to self-reflection,
provocatively evaluates it as a flaw, but interprets it as a productive
process that facilitates the rise and transcendence in subtext: «B moeii
HCUSHU eCcmb opeaHutteCKuﬁ NOpOK, degbekm. Kaxas-mo ucknoyumenvnas
2laynocms maumcsa 60 6cem, umo npoucxodum CcO MHOI. KaKy}O-I’I’IO A 6
CB80€ll JHCUZHU POKOBYIO OUUOKY OONYCmUl, 4mo camoe 0OUuoHoe — ymy
MOeMy He O0OCMYNHYI0, HeNOHAMHYI0 <...> Moowcem 6vimb, u owudOKa-mo
KaK pas 6 3mom owyweHuu oumuboyHocmu ceoel orcusnuy . This person is
completely subjective, reserved and literarycentric, inclined to self-parody
and stylization («Bce ucuezaem 6 cmunuzayuuy, «llonvimka
CAMOCO3HAHRUA cpo3um npespamunvcCil 6 IHCEMAHH)YIO cmwlu3az4ui0»33).
Romantic hero, underground man, “superfluous man”, “little man”,
Luzhin, V. Rozanov, V. Nabokov are selected as models for stylization.

Odinokov acts as an aesthete, close to modernist traditions. He clearly
sympathizes with V. Nabokov’s aristocracy. Emphasizing this feature in a
favourite writer’s appearance is an element of self-reflection, self-
characterization. Aestheticism is interpreted paradoxically: the most distant
principles — aristocracy and democracy — are integrated: «Habokos 6wvin
caAmMbim aeMOKpamu’iHblM PYCCKUM nucameiem. Eeo deMOKpamuuHocmb —
a apucmokxpamusme, 6 NOCMOAHHOM noduepkueaﬁuu AJIUMAPHO2O
xapakmepa xydoofcecmeeﬂﬂozo meopudecnmeda. Paccmampueaﬂ 6eCb Mup

3 Tankosekuit . beckoneunsiii Tynuk (OCHOBHOM TeKCT) // BeCKOHEUHBIN TYNUK: B
2 KH. u3JaHue 3-e, UCOpaBleHHOe U jgonoilHeHHoe. M.: W3marenbctBo JMutpus
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yepesz NpuzMy SMOU DIUMAPHOCMU, OH OOHOBPEMEHHO NOOUEPKUBAIL
opeanuuHOCmb 10006H020 nodxoda Kk mupy»>. At the same time, such
close aestheticism inverts and start being evaluated as a pose, theatrical,
outer form that covers the void. This quality extends to the national
mentality unexpectedly (the constantly repeated Rozanov’s definition of
Russian as "nonsense with art"). It defamiliarizes the natural artistry, inner
self-absorption and the tendency to fantasies. The subtext of the novel
“Crime and Punishment” is also waved into the reflections: Raskolnikov’s
question «YemnoBek s mim TBaph apoxkaias?» IS replaced by a phrase,
which is more interesting than the constantly quoted «rBapp»: «Ox,
acmemuvecKkas A 60ulb, U bonbule HuYe2o» >

The hero acts as a pure introvert, who differs from the “underground
man” by his declared and well-grounded “genius”, while the problem of
relations between the outer and inner worlds is exacerbated to the limit.
Absolute primacy is given to the inner world. (“Tom awce Haboxos ckazan:
“Buewnue eneuamiaenus He CcO30A0mM xopoutux nucameﬂed, xopoutue
nucamejiu camu 6’blayﬂ/lbl6’ai0m ux 6 MOJZOOOCI’I’ZZ/I, a nomom ucnojilb3yrom
maxk, 6y0mo OHU U 8 camom Oere cywecmeogaiu’. Bvloymka moocem
ObIMb 2eHUANILHOU U MOJCEm NOYMuU NOJIHOCMbIO 3AMEHUMb peafszblzZ
oneim»™®). The contrast between the hero’s perception in these coordinate
systems is modelled. He is a genius and a creator in the inner world and a
bored marginal weirdo in the outer world.

The dramatic clash of worlds and roles, the unresolved conflict gives
birth to the author’s myth. Traditional structures, fairytale and literary
implications are involved in this myth. For instance, Odinokov is in the
fantasies and dreams of his own world, like a sleeping beauty, or Hamlet,
who has fallen asleep and sees dreams: «f cozdan coeécem 0Ons umotl,
00bIYHOU Jicu3HU. BHewne coscem 00ObIUHOU, a GHYympeHHe abCONHOMHO
¢anmacmuueckou, evicuiel. Hacmonvko evicutel u ceemjoi, Ymo COH
cmaHem 6blmu€ﬂ/l, a ovim crom. U enewne smo 6)/()6}71 co6CeM He3AMENHO,
coecem He CcmpautHo. Xoms ons OKpYIcarnwux MeHA )Yoce Ccoecem
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cxyuno»®’. Thus, the image of the “destitute”, which absorbs and inverts
the Block subtexts («O Pycp mos! XKena mos...»), traditions of the
“superfluous man”, biblical subtexts, is modelled. The motives of mockery
of the genius become more intensive. Not a crowd, but a cruel, even
infernal world mocks him now: «Huxmo, nu 0oona ne nooymana: «mme 6om
amo2oy, «a, noxcanyu, QOuHoKko8a 603bMy» <...> A JHCEHCKUMU 21a3aMU
Ha meHs cmompena Poccus. U pewuna: ne naoo. U demeii om makozo He
HAOO. Hem, He MOJIbKO 51 BUHO8AM 6 C80eM OOUHOYecmee. }IMupy amomy
He HYJCEH. <.. >»,

The fierce confrontation of the outer world (cruel and totalitarian) and
the inner self results in the creation of another myth about the victor, the
unconquered one who went through death and survived. It is already a
heroic myth that absorbs the model of initiation, the plot of Orpheus, the
Easter archetype, which further substantiates the need to find firm
foundations of one’s self and national consciousness.

CONCLUSIONS

The Russian literature of the late 20" century is characterized by an
intensive process of the self-reflection of literature with a tendency to
globality. The leading trend is the combination of the search for personal,
cultural and national identities.

D. Galkovsky’s prose is the central artistic phenomenon of the
consciousness of the literature of the 1980s —2000s. It establishes a high
level of artistic study of the process, in which philosophical, artistic,
sociological and cultural perspectives are synthesized.

The author’s ultimate priority is the synthesis of artistic and analytical
types of thinking in hypertext, the unity of philosophical and artistic
principles, identified by D. Galkovsky as “philosophical impressionism”. It
originated in V. Rozanov’s and V. Nabokov’s works and became the basis
of his own author’s strategy for the development of a comprehensive world
view from the fragments of being through complex associations,
reflections in the system of mirrors using the game and style complexity.

Both analytical models of personal and national consciousness and
myths about them are created in D. Galkovsky’s novel. Search vectors are
common in creating these concepts. These are in-depth self-reflection,

¥ Tankockuii J1. beckoneunsrii Tynuk (OcHOBHOU TekcT) // beckoHeUHBIN TyHUK: B
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analysis of others’ authoritative interpretations, identification of closest
figures and forms of self-reflection.

The model of author’s self-identification in the work is expressed as
follows: the writer and philosopher, who reflects the fundamentals of
personal and national consciousness, projects the features of self-reflection
In the situation of ideological and aesthetic shifts. Typological features of
such model are dramatic and transcendental self-reflection, being literary,
aestheticism, elitism. A wide range of literary heroes and historical figures
(romantic hero, “underground man”, “little man”, “superfluous man”,
Luzhin, V. Rozanov, V. Nabokov) are rethought as models.

The author’s myth about himself intertwines contrasting fundamentals
and equalizes irreconcilable contradictions: the conflict of romantic genius
(“Hamlet who sees dreams”, “sleeping beauty”, “destitute” with Block
subtexts) is put on a par with low reality; the proclaimed marginality and
mediocrity are opposed to the archetypes of the victor, harmonious cosmos
builder, Adam, who gives names; a cultural hero who rectifies fatal
mistakes and facilitates to intertwining the fragmented consciousness.

In fact, such guideline is realized in the dominant author’s myth about
creativity. It is interpreted as finding the solid foundations of self-
identification, building a harmonious world on their basis (the construction
archetype), naming these foundations (like Adam who gives names),
rectifying fatal mistakes with the word and facilitating the flowering of a
new cosmos.

SUMMARY

The article concentrates on the study of the controversial authorial
concept within the context of understanding of self-consciousness in
Dmitry Galkovsky’s postmodern hypertext “The Endless Deadlock”. This
concept combines an original experimental meta-prose with a sharp
dialogue of artistic and philosophical traditions and demonstrates synthesis
of creative and analytical types of thinking. The interpretation of the novel
from the perspective of self-reflection shows the specificity of generational
consciousness and embraces dominant strategies for cultural self-
determination of the individual. The article also examines the model of
author’s self-identification and defines its typological features (dramatic
and transcendental self-reflection, aestheticism, elitism and being literary).
Scientific interest is focused on the author’s concept of personal and
national self-consciousness and on the creation of their analytical models
and myths about them in the artistic text. In this combination, the author’s
myth intertwines the contrasting contradictions of the writer’s search for
the basics of self-identification of the person and the development of a new
model of the postmodern universe based on them.
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