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INTERTEXTUAL MOTIVES IN THE LYRICS OF TIMUR KIBIROV
(TRADITIONAL IN NON-TRADITIONAL)

The article examines the lyrics of Timur Kibirov, an outstanding representative of “moscow
conceptualism”, one of the leaders of modern avant-garde poetry. The paper shows that the
features of Kibirov's poetic creativity take him far beyond the experimental poetry of the turn
of the century, but clearly reveal the poet’s following the traditions of previous literature, in
particular — Russian poetry, first of all — its classical wing. One of the most important facets of
tradition in the work of the Ossetian poet is the accentuation of the content of the lyric work,
the dominance of meaning over formal experiments, which are usually characteristic of poetic
conceptual ‘‘formalism”.

Keywords: modern poetry, Moscow conceptualism, Timur Kibirov, cultural intertext.
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THE MOTIF OF DISGUISE IN OCTAVIA BUTLER’S NOVEL
«PARABLE OF THE SOWER»

This article examines.the functions that the motif of disguise plays in the dystopian novel
«Parable of the Sowery. By revealing authorial portrayal of disguise related to the protagonist
behaviour the social and gender anxieties are described. The most vivid examples that demon-
strate the specificity of the motif in Octavia Butler s work are provided.

The author comes to the conclusion that the disguise serves as a means of protagonist’s
survival and transformation. The motif implies a conscious performance that ultimately helps
the main character shape the identity. As well this article reports that in the book the close
connection between the motif of disguise and the concept of survival as the key element in any
dystopian world is maintained.

Key words: Octavia Butler, dystopia, motif of disguise, identity, gender.

The motif of disguise is widely used in world literature. Its forms and functions vary from
work to work and century to century. Sometimes it assists characters in deception, physical or
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psychological liberation, empowerment, social or spatial mobility, represents certain aspects
of morality.

Most commonly, disguise is understood as a physical alteration to one’s appearance. The
Oxford English Dictionary provides the following definition: «The art of changing your ap-
pearance so that people do not recognize you; a way of hiding the true nature of something»
[3]. But in literary works the disguise often helps a reader reveal the true self of the character.
As M. L. Hunter states that disguise is «one of the best tools to expose the truth may well be
deception» that «usually reveals more than it conceals» [6]. C. Wald in her book «The Refor-
mation of Romance: The Eucharist, Disguise, and Foreign Fashion in early Modern Prose Fic-
tion» writes that disguise «is a powerful plot element used to create narrative suspense and to
entertain readers with dramatic irony or sudden turning points, but it is almost the most relevant
typos to explore selthood... » [9].

The use of disguise became a topic of interest in works as early as Greek myths and Hom-
er’s «Odyssey». In the Middle English literature disguise is often used as a means of escape, a
way to gain knowledge or access to a specific space, a method for testing loyalty or a form of
individual social mobility. Although disguise appears in many medieval tales, «each instance
elicits particular questions about character identity» [6].

Disguise is one of Shakespeare’s favourite dramatic devices. As a rule, the English play-
wright uses it to develop a certain theme, enhance the comic ambiguity, create the important in-
triguing element, the mystery, confusion and misunderstandings or make the plot advance. The
most typical type of disguise — a change of appearance is used in such Shakespeare’s comedies
as «The Merchant of Venice», «As You Like It», «Measure for Measure», «Twelfth Night», etc.
There disguise also emerges for self-protection. In the world known tragedy «Hamlet, Prince
of Denmark» the idea of «spiritual» disguise-depicts both the philosophical problems of the era
and provides social commentary.

The motif of disguise provokes.questions around the idea of patriarchy as well as un-
settles idea of heterosexual attraction during the Enlightenment or the Victorian era. It allows
characters to mask their true identities or create new ones in Daniel Defoe’s «Moll Flandersy,
Matthew Lewis’s «The Monk», Charles Dickens’s «Great Expectations”, Mary Elizabeth Brad-
don’s «Lady Audley’s Secrety, Willkie Collins’s «The Woman in Whitey, etc.

In American literature James Fennimore Cooper uses the motif of disguise to resolve plot
difficulties in his books. The motif also detracts from the believability of the story and proves
excesses of imagination over the confinements of reason. In the novel «The Adventure of
Huckleberry Finny Mark Twain uses disguise to show a change in American identity and inten-
tion to hide true feelings. But it is obvious that the motif of disguise should be analyzed in the
works of contemporary American writers.

The aim of this article is to prove that disguise as a leitmotif in Octavia Butler’s novel «Par-
able of the Sower» (1993) illustrates the contemporary sociocultural perceptions of identity.

An African-American novelist Octavia Butler (1947-2006) is also known as the Moth-
er of Afrofuturism which can be identified as the mixture of science fiction, fantasy, horror,
and Black speculative fiction. Afrofuturism is «the audacity to imagine a thriving future for
Black people, or any future» [5, p. 73]. O. Butler became the first science fiction writer of
any race or gender to win a MacArthur «Genius” Foundation Fellowship Award in 1995 for
her body of work. In her award-winning novels she depicted humankind’s trajectory toward
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self-destruction, created strong protagonists and alien species that tries to save the world. In
general O. Butler’s futurism intensifies modern social contradictions.

«Parable of the Sower» is a dystopia about anything but a better future. It encompasses
many themes that recur in O. Butler’s works. They are the reluctant heroine who has to take
charge because of her gifts and integrity, the brutal impact of social hierarchy and the seeds of
hope embedded in Earthseed religion which teaches that «All successful life is adaptable, op-
portunistic, tenacious, interconnected, and fecund», «God exists to be shaped. God is Change»
[2, p. 124-125, 25] and that planning and action are the antidote to crises. So one Earthseed
verse asserts: «Belief initiates and guides action» [2, p. 47].

The book explores the ways that protagonist Lauren Olamina, her family, and the local
community cope with the realities of living in Los Angeles, California in the near future. LA is
depicted as «a carcass covered with maggots» where there are «too many poor people» [2, p. 9,
48]. The community is surrounded by walls so the people are practically imprisoned. But this
world collapses when the lower class, drug-addicted pyromaniacs murder Lauren’s family and
then burn down practically the whole community. Lauren decides to embark on a journey north
where she has heard that it is safer and easier to survive. Along her journey, which she began
with two neighbors from her old community, Lauren becomes a magnetic leader and inspires
others to follow her not only physically but also philosophically. These neighbors include Zah-
ra and Harry, as well as a new member of the group, Bankole, who convinces them to form a
community on land he has acquired. While making her way north, Lauren develops a religion
called «Earthseed». For her own safety, Lauren disguises herself as a man on this quest.

A teenage protagonist demonstrates more wisdom than the adults around her. She is forced
to grow up too soon as the girl faces a world full of poverty, unemployment, violence and
death. Olamina has a special disability/gift called Hyperempathy Syndrome, which means she
literally feels the pain and dying of others around her even if she’s the one who must injure or
kill them.

Such scholars as J. Miller and M. Nilges analyze how Octavia Butler’s construction of Lau-
ren makes readers question ideas about gender and concepts of change in the 1990°s. However,
a closer examination of Lauren’s performance reveals a character that does not take up gender
roles but instead complies with binary gender norms in order to survive as in Lauren’s society
only white rich heterosexual men often have the privilege. So «performing an identity out of
force reveals who has the-power and who has the privilege» [4, p. 20].

J. Miller suggests that Lauren «is put in a position that challenges the white male dominant
power structure in place,» so she unconsciously conforms to these structures even when viewed
from a survivalist perspective [7, p. 77]. This is vividly seen in Lauren’s initial idea to present
herself as a potentially gay couple with Harry but finally she chooses to present herself with
Zahra as a black, straight couple (Lauren being the one to disguise herself as a man). As Zahra
explains: «Mixed couples catch hell whether they’re gay or straight» [2, p. 171]. Lauren’s deci-
sion to play a straight couple with Zahra makes clear the norms and mores on a societal level.
J. Butler describes it as the «cultivation of bodies into discrete sexes with ‘natural” appearances
and ‘natural’ heterosexual dispositions» [1, p. 524]. Nevertheless, Lauren conforms to the ex-
isting ideology in order to increase her chance at survival and let her group overcome any racial
and gender divisions through interdependence as a means of long-term survival strategy.
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Lauren’s disguise as a man sends us a challenge to examine the relations between gender
as a performance and gender as an essence. Octavia Butler informs the reader about Lauren’s
feelings about playing the role of a man as Lauren remarks that «it’s going to be strange for me,
pretending to be a man” [2, p. 180]. Undoubtedly the teenage protagonist has some fear and
apprehension about disguising herself as a man but she says that it still sounds «strange to be
called ‘man.’ <...> but that didn’t matter» [2, p. 202]. From these facts the novel suggests that
one can perform a certain identity but it does not necessarily mean that he/she feels right or it
is his/her essence.

Clearly, Lauren must disguise as a man in order to get some chances to survive. The girl can
only achieve what she considers a successful performance of a man by repeating actions and
behaviors that she has seen other men in her community manifest. As Lauren plays the role of a
man, she is very deliberate about changing her personality to reflect her views of what it means
to be a man. Moreover, this role play includes making her presence known through her body
language and behaviour. Though Lauren’s disguise is a conscious performance, it ultimately
shapes her identity and influences those around her, such as Bankole, who sees Lauren as an
equal due to her role as a leader, which her disguise as a man makes possible.

It is after her change in her gender expression that Lauren starts to thrive and the novel
reveals that it ultimately shapes her identity. This identity includes the belief that only men can
obtain and maintain power. As well the protagonist questions the expectations of femininity
and female masculinity opposed to the prospects associated with masculinity, i. e. «essential-
ized» gender expectations which shapes our identity. Lauren reflects that people «believed two
men and a woman would be more likely to survive than two women and a man... Out here, the
trick is to avoid confrontation by looking strong» [2, p. 212].

Lauren’s need for survival and looking strong puts forward the idea of change especially
since Lauren does not have freedom of choice. M. Nilges suggests that Octavia Butler repre-
sents change «as society’s central problemy». Lauren desires to change in a way that returns
«to a social situation... marked by stability and order,» as Nilges explains [8]. Although the
protagonist participates in “temporary change” in order to achieve her vision of change. And
she tends to the ideal change by escaping from society and starting anew.

Change is working «on many levels in the novel» [4, p. 21]. As the author states if she «es-
tablished Change as Olamina’s god» she had to «work out such a belief would mean in the vari-
ous aspects of lifen [2, p.-336]. Lauren says that since change is the one inescapable truth, it is
the basic clay of human lives that cannot be stopped. Looking strong becomes a form of change
for Lauren-as she tries to accommodate to current conditions. The girl believes that adapting to
societal ideologyin order to survive is change, no matter how repressive this society is. Regard-
less, change is not a solution, but it is not the problem either. Lauren is sure that she can control
achange and use it to one’s advantage, such as performing as a man in order to avoid confronta-
tion. Lauren believes she has control over it, as she urges others to «shape God” [2, p. 220], i. e.
change. As well to Lauren «God is change», and she herself says that God is «not punishing or
jealous, but infinitely malleable», shows her «a more pervasive power than change», «a power
that could not be defied by anyone or anything» [2, p. 217, 219, 220]. And the Earthseed verse
follows: «God is neither good nor evil, neither loving nor hating» [2, p. 245].

On the contrary what the novel finally reveals is that change is a force that happens quite
naturally so it cannot be controlled. While Lauren thinks she can embrace change, the truth is
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that change acts on her. While the teenage protagonist thinks she consciously changes in order
to achieve «the ultimate change» through her performance as a man, she changes in ways she
would have never expected. So change is not a choice but an uncontrollable force that has a
mind of its own and happens in ways never expected, a process largely influenced not by a man
but a dominant ideology. Moreover, the introduction of other characters gradually reveals to
Lauren her submission to dominant views and her conformance to accepted values and behav-
iors. Ironically, the avoidance of confrontation makes the idea of change much further out of
reach for Lauren.

Lauren is submissive to the fact that men have privilege in society, and Bankole adheres to
this thinking. Nevertheless, even when members from the traveling group find out that Lauren
is a woman, they continue to view her as their leader. Thus, her performance as a man shapes
her role as a leader, which is a role she continues to carry on even after her gender is revealed.
It shapes her identity in a way that draws these people towards her.

Undoubtedly, change in «Parable of the Sower» is not as simple as performing a different
gender in order to adapt to current conditions and survive. It goes much deeper. True change,
as O. Butler seems to be saying, would be challenging the dominant social structures without
conforming to them, without running away («The only lasting truthiis Change» [2, p. 3]). The
movement between social classes is facilitated by various shifts in the character’s identity. It
provides security and anonymity as Olamina progresses through a series of trials before she
reaches her original high position.

Something that Lauren cannot change is being a black girl. Black and Mexican intimacy
extends to Lauren’s neighbors, including the Ibarra, Iturbe, and Montoya families. As her fa-
ther remarks that «Robledo’s too big, too poor, too black, and too Hispanic to be of interest to
anyone» [2, p. 120]. On the trip Olamina’s-group.is joined by the most racially mixed people
Lauren had ever met. In dystopian near future California, the mixed group is violently targeted
by white skinheads. Of course all these ideas are connected with a quest for justice — for the
recognition of human/racial equality.

In the beginning of the novel the author depicts Lauren’s relationship with her father in de-
tails. He is a Baptist minister-and teacher. And one of the first lessons Olamina learns from him
is to value community. When her birth community is destroyed she begins to build another. She
chooses the best people and brings them together. The girl learns to be an activist. As well Lau-
ren’s father’s influences on her character includes her performance as a man. Lauren comes to
the conclusion that the father represents control and provides a protective structure that people
of the community long for. This idea undoubtedly affects Lauren’s performance as a leader.
Furthermore, Lauren’s disguise is not only used for survival but it serves as a way to make her
father be proud. She even states that she will «try to please him — him and the community and
the God» [2, p. 3]. As a result, Lauren tends to reproduce her father’s role. However, the girl’s
father views her hyperempathy as a weakness and something she should hide so she finally
agrees that «sharing the pain or pleasure is delusional» [2, p. 13].

Thus, the book maintains the close connection between the motif of disguise and the idea of
survival as the key element in the dystopian world. Olamina’s disguise as a man doesn’t mean
her rebel against societal norms, but it indicates her readiness to submit to them. The main
character realizes that the only way she will survive is by being a man or at least pretending to
be one. This fact proves that Lauren undoubtedly accepts the rules of the patriarchal society.
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At the same time the teenage protagonist challenges contemporary dominant ideology, gender
stereotypes, and identity concept.
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Kpumron U.C., k. Gpunon. H., JOIeHT
bapanoBuuckuit rocyaapcTBeHHbIN yHUBepcuTeT, bapanosuun, benapyce

B cmamwe paccmampusaromes lyHKYuU MOMUBA NEPE0OeBaArUsL 8 AHMUYIMONUUECKOM PO-
mane «IIpumua o cesmeney. Packpuléaromes 3HaueHus MOmMuBd, 00yCio8leHHble NOGedeHUeM
2NABHO20 2ePOsl, A MAKHCE OMPANCAIOWUE COYUATbHBIE U 2eHOEPHbIE NPOOIEMbL COBPEMEHHO-
cmu. Aemop npuxooum K 661600y, 4mMo nepeodedatiue A6NIAemcs He MOAbKO CPeOCmEoM 6bl-
HCUBAHUS U MPAHCHOPMAYUU 2TABHOTL 2EPOUHU, HO 8 UNO2E NOMO2AEm NEPCOHANCY CHOPMUPO-
6amv UUHOCHb. B cmambve coobwaemcs, ymo 8 poMaHe COXPAHAEMCs MECHAsl C8A3b MeNCOy
MOMUBOM Nepeodesanus U KOHYenyuell BbINCUBAHUS KAK KIHOUe8020 deMEeHMAa aHMUymonuu.

Knrouesvie cnosa: Oxmasus Bamaep, anmuymonus, mMomus nepeodeanus, uoeHmuy-
HOCMb, 2eHOep.
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Kpumrron I.C., k. dinon. H., goueHT
BapanoBudcekuii nepxaBHKi yHiBepcuTeT, bapanosudi, binopycs

Y ecmammi posensioaiomocs gynxyii momugy nepeooseanus 6 aHmMuymoniyHomy pomaHi
«[Ipumuya npo ciaua». Poskpusaiomocs 3nauenns Mmomusy, 06ymogieHi nogeoiHkow 20108H020
2eposi, a MAaKodc 8I00OPANCAIOMb COYIANbHI MA 2eHOepHi npobieMu cyyacHocmi. Aemop npu-
X00umv 00 BUCHOBKY, W0 NEPEBOsSI2AHHS € He MITbKU 3Ac000M BUICUBAHHS | mpanchopmayii
201106HOT 2epoini, ane 6 niOCyMKy O0OnoMazae nepconaxicy cgopmysamu ocobucmicmo. B
cmammi nogiOOMISEMbCS, WO 8 POMAHI 30epieaembest MICHULL 36 SI30K MIdC MOMUBOM nepe-
00512aHHS | KOHYENYIEI0 BUIICUBAHHS AK KNIOYOBO20 eleMenma AHmuymonii.

Knrwuosi cnosa: Oxmagis Bamnep, anmuymonis, MOmug nepeoosicants, i0eHmuyHiCmy,
eenoep.
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KoBaab-®yunio I.M., crapmmii HayKOBUH CIIiBpOOGITHIK

[HCTHTYT MHCTEITBO3HABCTBA, (PONBKIOPUCTUKH Ta eTHoori iMeHi M. T. Punscsxoro HAH
VYkpainu, Kuis

JKIHOYI OBPA3H B IIOJJEHHUKOBUX 3ANTMCAX OJIEKCAHJIPA
JTOBXEHKA YACY JIPYT'Oi CBITOBOI BINHHA

IIpononosana cmamms — ye cnpoba 3 'acysamu coyianbHO-KYNbMypHi Gakxmopu, wo 6niu-
Hynu Ha bavenus i npesewmayilo ykpainox y ujooennuxax Onexcanopa [Hoeoicenxa. Kinoui
nepcoHaxtci 8 yux e2o-0okymenmax [ogaceHka dewjo cxemamuyni i meHOeHYiliHi, NPONUCcaui 3
40108i40i, nampiapxanvhoi no3uyii. Y Hux 6iouymHuil cunbHUll 6NIUE PAOAHCHKOL BilICbKOBOT
nponazanou. Y nepwiiti nonosumi iticbkosozo yacy Jlo6acenko nopyulye memy 3reanmyeams.
JKinka ons nvoeo yocobnioe cmpascoanns bamexiewunu. Jlani nucbmennuxa mpugodicums
npobrema 00OPOGINbHUX. CEKCYANbHUX KOHMAKMIE YKPAIHCObKUX HCIHOK 3 Himyamu. Lfi 3anu-
cu mMaomov pucu QOonbLKIOPHUX MeKCmis, GOHU Matidice He 3a3HANU ABMOPCLKO20 GMPYUAHHS.
Tlpuyuna yvozo nonseac-6 momy, wjo JJogicenko He niamyeas 6600umu yeii mamepian 6 c6oi
XYO000HCHI MBOPU.

Knrwwuosi cnosa: Onexcandp /Hoedxicenko, eco-0okymenmu, /lpyea cimosa 6ilina, ujooeH-
HUK, HCIHOYI NePCOHAIIC.

JKiHnoua Temarrka 3aBxau Oynia BaxXIHBOIO y TBopuocTi Onekcanapa JJosxenka. «Ock mo-
yatok «3emiix». [lome, o0 XBUITIOETBCS BITPOM, AiBYMHA 1 COHSIIHUK. OCTaHHIN € HAMICHHKOM
COHIIS Ha 3eMJTi, 3HAKOM HOTO, 1 BiATaK HaM SIBIICHO 00pa3 3eMJIi, MiYeHHUI THM 3HakoM. [liBarHa
€ MaiOyTHBOIO MaTip’i0, CUMBOJIOM He3aiMaHOCTi, uucToTu» [15: 274]. Lls cumBomivuHa
NiBUMHA «y BCill Kpaci i MHUIIHOTI, y>Ke TOTOBA MPONTH CIIPOrPaMOBAHUI MPUPOIOI0 KHUBOT-
Bopsimuit mukm» [15: 118]. Y «IloBicTi moxym’sHUX JIT» IS )KIHKM BU3HAYEHO ONTUMAJIbHUAN
nuisax Ui camopeadnizamii: «[Iparst, mo6os, xita» [15: 523]. OcobnuBoro 3By4aHHS HaOyBae
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