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HYBRID SPECULATIVE FICTION AS A GENRE PHENOMENON
IN MODERN LITERATURE OF THE U.S. AND RUSSIA

The article is devoted to theoretical exploration of modern hybrid speculative fiction. This
term comprises a huge body of creative works which are written at the intersection of genres related
to speculative prose. On the one hand, hybrid speculative fiction is rooted in post-modern epoch, on
the other hand, it returns to the principles of hybrid genre genesis, which flourished at the beginning
of the 20th century. The tendency to genre eclecticism is a common feature of a great number of
modern creative works and seems to be an efficient way out of conceptual crisis emerged in
speculative fiction at the close of the 20th century, that is why the future development of
speculative fiction is expected to be closely connected with the expansion of hybrid genre forms.

The overall goal of the article is to scientifically comprehend hybrid genres in modern
speculative fiction of the United States and Russia. The investigation of hybrid speculative fiction
as a genre and cultural phenomenon leads to setting three goals. Firstly, it is necessary to determine
genre taxonomy of such genres of traditional speculative fiction as science fiction, fantasy, and
horror. Secondly, it is necessary to investigate genre-forming models, which underlie modern
hybrid works. Thirdly, it is important to understand common features of the works of hybrid
speculative fiction.

The study of the genre interaction in modern speculative fiction is based on the descriptive
and functional methods. The comparison of Russian and American works involves the use of
comparative, typological and cultural-historical methods.

Using the genre blocks common for both literary criticism, readers’ expectations
and publishing practice, it is possible to identify such genre-forming models of hybrid speculative
fiction, as: science fiction+fantasy; science fiction+horror; fantasy+historical novel; fantasy+post-
modernist novel. It is also possible to sum up such common features of the works of hybrid
speculative fiction, as: irrational world outlook; distortion of the very structural basis of traditional
science fiction; shift of sociocultural model of world outlook; polyphonic principle of narration and
potentially an endless unravelling of the plot without a pronounced climax; postclassical narrative
model; the complexity of storyline.

To conclude, modern hybrid speculative fiction can be treated as a separate literary and
sociocultural phenomenon in the literature of the U.S. and Russia. It destroys inner canons of
traditional science fiction, it is deeply influenced by post-modern cultural paradigm, and could be
described as a significant cultural movement, which is aligned with demands and values of modern
society.

Key words: hybrid speculative fiction, genre, science fiction, fantasy, horror, modern
speculative fiction, post-modernism.
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Introduction

The term “speculative fiction” is commonly used in modern American literary criticism in the
same way as the term “fantastica” is used in Russian philology. It describes a vast and quite vague
sphere of genre literature devoted to futuristic technologies, supernatural events and imaginary
worlds.

The role of speculative fiction in a current literary process and trends of its development in
the wake of conceptual and thematic crisis of modern literature are urgent philological problems to
study. Despite wide popularity of science fiction, fantasy and horror as subgenres of speculative
fiction among the readership, there is no generally accepted understanding of their nature in the
world literary criticism. As U. LeGuin puts it, “There are dozens of definitions of what “science
fiction” is; few are useful and none is definite” [LeGuin, 2014: 4]. The situation is aggravated by
the fact that from the very beginning speculative fiction was highly influenced by the tendency to
genre eclecticism. In Romanticism speculative fiction was mixed with a fairy tale, in Realism era it
became a literary device often found in satirical and utopian works. At the turn of the 19th century
speculative fiction was shaped in its modern form on obvious hybrid basis both in Russian and
Anglo-American literature. It is worth mentioning that the origination of modern speculative fiction
in general and science fiction in particular happens both in Russia and in Anglo-American world at
about the same time. Although Gene Wolfe considers that “science fiction is of Anglo-American
growth” [Wolfe, 2007: 19], A. Banerjee believes that there are enough evidences that science
fiction was originated in Russia at the same time as in Anglo-American world, if not earlier
[Banerjee, 2012: 21].

By the middle of the 20th century there was a solidification of separate genre forms within
speculative fiction: science fiction, fantasy and horror. Towards the end of the 20th century, this
differentiation lost its relevance to a large extent due to the origination of modern hybrid subgenres
such as science fantasy, cyberpunk, post-apocalyptic fiction and others. In the introduction to the
cyberpunk manifesto “Storming the Reality Studio: A Casebook of Cyberpunk and Postmodern
Science Fiction” (1992) Larry McCaffery associated the origination of current hybrid works with
artistic rebellion against classical genre models influenced by post-modern and counter-culture
movements [McCaffery, 2007: 16]. At the same time, it is important to stress that modern
speculative fiction returns to the principles of hybrid genre genesis which flourished at the
beginning of the 20th century, for example, in the works of H. P. Lovecraft and J. W. Campbell, Jr.
in the U.S. and in the works of Russian Modernists (N. Gumilyov, V. Bryusov, F. Sologub,
A. Tolstoy, etc.).

Modern literary process in general is marked by the readers’ and writers’ tiredness from
traditional genres and predictable plots. Stanislaw Lem drew attention to the fact that in science
fiction of the 20th century, “the sources of new ideas gradually dried up. The motifs and themes
ossified” [Lem, 1992: 29]. The tendency to genre eclecticism seems to be an efficient way out of
this crisis, that is why the future development of speculative fiction is expected to be closely
connected with the expansion of hybrid genre forms.

The overall goal of the article is to investigate hybrid speculative fiction as a genre and
cultural phenomenon in modern literature of the United States and Russia. This goal leads to setting
three subgoals: firstly, it is necessary to determine a genre taxonomy of traditional speculative
fiction; secondly, it is necessary to investigate genre-forming models that underlie modern hybrid
works; thirdly, it is important to explore common features of the works of hybrid speculative fiction
in the US and Russia.

The study of the genre interaction in modern speculative fiction works is based on the
descriptive and functional method, the comparison of Russian and American works involves the use
of comparative, typological and cultural-historical methods.

The novelty of this research is in an introduction of the term “hybrid speculative fiction”
which has not been clearly described neither in the U.S. nor in Russia yet.
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1. Genre taxonomy of traditional speculative fiction

Regarding the first subgoal concerning the necessity to determine a genre taxonomy of
traditional speculative fiction there is a diversity of opinions among scholars. In 1971, D. Wollheim
proposed a threefold division of the types of speculative fiction: science fiction, weird fantasy, and
pure fantasy [Wollheim, 1971]. Since then, a significant number of conceptions concerning genre
taxonomy of speculative fiction have emerged. Summing up the existing literary approaches it is
possible to describe speculative fiction as a meta-genre that consists of three main genre blocks:

1) science fiction divided into such subgenres as “hard” science fiction, social science fiction,
adventure science fiction, space opera;

2) fantasy, according to Phyllis J. Perry and some other scholars, is branching into “high” and
“low” fantasy [Perry, 2033: VI], while F. Mendlesohn argues that there are essentially four
categories: the portal-quest, the immersive, the intrusive, and the liminal [Mendlesohn, 2008: 14];

3) horror which could be divided according to the nature of the “horror” that is objectified in
a particular work: horrors about vampires, dead men, maniacs, ghosts, and so on.

These genre blocks are quite common for both literary criticism, readers’ expectations
and publishing practice. Summing up, there are three of them: science fiction, fantasy, and horror.

2. Genre-forming models of hybrid speculative fiction

With regard to the second goal related to the genre-forming models of modern works of
hybrid speculative fiction, it is necessary to stress that this part of research was done on the
analysis of the texts of such modern hybrid speculative fiction writers, as: W. Gibson,
N. Stephenson, S. King, C. McCarthy, G. R. R. Martin, G.X. Todd, N. Gaiman, D. Simmons,
N. Perumov, S. Lukyanenko, D. Glukhovsky, A. Ivanov, V. Pelevin, L. Petrushevskaya and others.
In my view, it is possible to identify such productive models of genre combinations as:

1. Science fiction + fantasy (science fantasy, or techno fantasy). The matrix of science fiction
is a structural basis that is enriched by religious, mythological, mystical components unusual for
“hard” science fiction. As J. Clute in “The Encyclopedia of Fantasy” puts it, in science fantasy
“fantasy-like tales are told in venues not necessarily very well understood by the characters
involved” [Clute, 1977: 844]. Besides that, there is a rationalisation of magical and mythological
elements in science fantasy. This type of genre hybridisation is extremely successful as shown by
the history of such works as “American Gods” by N. Gaiman, the Harry Potter series by
J. Rowling (the “scientific” aspect of teaching magic), and a joint project by N. Perumov and
S. Lukyanenko “No Time for Dragons.”

2. Science fiction + horror. In hybrid works of this type, the sci-fi setting is not a way to
rationalise the text, but just a background for a supernatural horror. While in science fantasy there
is a tendency for the rational explanation of supernatural events, in combination “science fiction +
horror” the very “scientific” aspect is reduced. This type of hybrid genre is flourishing in modern
culture: in both, the U.S. and Russia, such hybrid genres as cyberpunk (W. Gibson, N.
Stephenson), post-apocalyptic fiction, (“The Road” by C. McCarthy, “Defender” by G. X. Todd,
“Metro 2033” by D. Glukhovsky), dark science fiction (sci-fi stories and novels by
G. R. R. Martin, “Star Shadow” by S. Lukyanenko) are in high demand.

3. Fantasy + historical novel. The usual outline of a historical novel with its factual records
and historical figures is enriched by fantastic assumptions important for the development of the
plot. Generally speaking, this is a fantasy novel in which a historical setting serves as a way to
increase the reliability of the events described. At the same time, the sci-fi mythologem of time
travel is either completely absent here, or has no structurally significant role. The plot is enriched
by some miraculous phenomenon that explains historical events in an unusual way or gives them
an alternative course (“The Terror” by D. Simmons, “The Gold of Revolt” and “Tobol” by
A. lvanov).

4. Fantasy + post-modernism. Fantasy helps modern writers to reveal post-modern
philosophy in the most vivid and visible way. Post-modernism describes an unstable, delusive
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reality filled with simulacrums, and in this respect fantasy turns to be an appropriate literary
device. In Russia this model is represented in the works by V. Pelevin and L. Petrushevskaya. The
world famous “A Song of Ice and Fire” series by G. R. R. Martin with all its genre eclecticism
could be defined as postmodern fantasy, too.

Thus, using the genre blocks common for both literary criticism, readers’ expectations and
publishing practice, it is possible to identify such genre-forming models of hybrid speculative
fiction, as: science fiction+fantasy; science fiction+horror; fantasy+historical novel; fantasy+post-
modernist novel.

3. Common features of the works of hybrid speculative fiction in Russia and the U.S.

Speaking about the third goal of my research, it is possible to conclude that the above listed
models of genre combinations within modern hybrid speculative fiction have common features for
both Russian and American speculative fiction, and these features deserve further scientific
investigation. My study of Russian and American scholars’ concepts and the analysis of the texts of
modern writers has led me to the following observations.

Firstly, hybrid speculative fiction, in contrast to “hard” science fiction, develops ideas of
unknowability of the Universe and the limitations of human mind, that is why the bulk of “hybrid”
works gravitates towards the irrational world outlook, thereby rational world outlook of traditional
science fiction is being destroyed.

Secondly, in hybrid speculative fiction the very structural basis of science fiction is being
distorted. In the work “Fairy-Tale Roots of Science Fiction,” E. M. Neyolov demonstrates that the
plot and typological constructs of traditional science fiction structurally correspond to the constructs
of a fairy tale [Neyolov, 1986]. In the article “Transformations of a Fairy Tale in Hybrid Science
Fiction (Based on American and Russian Prose of the 20th Century)” I conclude that hybrid fiction
destroys both the canons of “hard” science fiction and the constructs of a fairy tale [Malykh, 2020].
Common to a fairy tale, science fiction, and fantasy motive of struggle between a superhero
and a supervillain is replaced by psychologisation of this struggle and extreme complication of
metaphysics of the Good and the Evil in hybrid speculative fiction.

Thirdly, there is a shift of sociocultural model of world outlook in hybrid speculative fiction.
The works of traditional science fiction, fantasy and horror, even proclaiming an atheistic
philosophy, are deeply rooted in Christian tradition which formed an axiological basis of both the
U.S. and Russian cultures: the hero wins the struggle by sacrificing himself; the good guy’s defeat
leads to his resurrection in a more powerful and perfect state (the case of Gandalf the White); the
death of a bad guy serves as a way of atonement (the death of Darth Vader in “Star Wars”). Hybrid
forms of speculative fiction reinterpret or negate the Christian world outlook. In hybrid fiction, the
death of a character does not mean atoning sacrifice, but leads to a final destruction of the body and
personality, or a transition to a completely different state of a digital personality (cyberpunk) or
a body without a personality (zombies in the post-apocalyptic fiction; “white walkers” in “A Song
of Ice and Fire”). Christian allusions are replaced by other types of world outlook (the equalisation
of Christianity and paganism in N. Gaiman’s “American Gods”; the gnostic implications
of D. Simmon’s and Ph. Pullman’s works; the Buddhist implications of V. Pelevin’s works).

Fourthly, hybrid works tend to have a polyphonic principle of narration and potentially an
endless unravelling of the plot without a pronounced climax. A modern fantasy series as “The Dark
Tower” by S. King and “A Song of Ice and Fire” by G. R. R. Martin are opposed to a canonical
“high” fantasy novel “The Lord of the Rings.” Hybrid works are marked by such features as non-
linear time model, cyclical chronotope, the absence of an “omnipresent” narrator, postclassical
narratology, the complexity of storyline, and ambiguity of moral principles. In hybrid fiction, the
hero’s path does not lead to the restoration of the world order or offering a new world order as it
was in traditional science fiction, but it leads to destruction of rational and intelligible world. For
example, in “Metro 2033 by D. Glukhovsky, the hero is responsible for a gloomy epilogue where
the narrow-mindedness of humankind thrives.

82



Thus, it is possible to sum up such common features of the works of hybrid speculative
fiction, as: irrational world outlook; distortion of the very structural basis of traditional science
fiction; shift of sociocultural model of world outlook; polyphonic principle of narration and
potentially an endless unravelling of the plot without a pronounced climax; postclassical narrative
model; the complexity of storyline.

Conclusion

The common features of hybrid speculative fiction in the U.S. and Russia outlined above are
an evidence of the fact that modern hybrid speculative fiction can be treated as a separate literary
and sociocultural phenomenon that requires further in-depth investigation.

The study of speculative fiction in the U.S. has a long history that has not been interrupted
throughout the 20th century, so it is natural that science fiction research centers operate in the U.S.,
and that the curriculum of educational institutions includes science fiction and other speculative
fiction subgenres; besides that, the curriculum of Creative Writing programs in the U.S. include
teaching how to write speculative fiction. At the same time, “hard” science fiction, horror and
fantasy as separate genres in the U.S. (and partly in Russia) have been described well enough, but
there is a shortage of research work in relation to modern hybrid speculative fiction, therefore the
study of this topic is relevant to both, Russian and American literary studies.

It is obvious that modern Russian speculative fiction with rare exception follows American
genre and cultural trends, and there are a lot of similarities between modern Russian and American
literature.

The material of this article is a preface to a prospective research. Thus, it is interesting to
investigate, why irrational world outlook is preferable in modern speculative fiction; it is also
important to understand inner mechanisms of global culture that are reflected in hybrid speculative
fiction’s tendency to deny traditional Christian worldview; finally, it is possible to explore other
genre-forming models apart from the models mentioned above. Besides that, the development of
modern speculative fiction is ongoing process, and it is important to monitor new trends and look
for innovative creative works written in this sphere.
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TUBPUTHAS ®PAHTACTHUKA KAK ’KAHPOBBIII ®EHOMEH B COBPEMEHHOH
JIMTEPATYPE CIIIA 1 POCCUM

CraThsi MOCBSIIEHA TEOPETUYECKOMY OCMBICIIEHUIO COBPEMEHHOW TMOpPUAHOM (haHTaCTUKU
(hybrid speculative fiction), mox KOTOpoil MOHMMAaETCsI KOMIUIEKC TPOU3BEACHNHN, HAITMCAHHBIX Ha
CTBIKE JKaHPOB, OTHOCAIIMXCS K (QaHTacTMueckod mnpose. ['mOpunHas ¢aHTacTUKa, C OJIHOU
CTOPOHBI, SIBJISAETCS MOPOXKIECHHUEM TOCTMOJICPHUCTCKOMN 3MIOXHU, C IPYTOil CTOPOHBI — BO3BpAIAeTCs
K IPUHIUIAM 3KJIEKTHYECKOT0 KaHpPOOOpa30BaHMsl, CBOUCTBEHHOTO XYyJOKECTBEHHON JIUTEpaType
Hadanma XX B. TeHnmeHuMs K ruOpHIu3aliiy, XapakTepHas Ui COBPEMEHHOH (aHTaCTHYECKOU
IPO3bl, IPEJCTABIACTCSA NPOIYKTUBHBIM CIIOCOOOM BBIXOJa U3 UAEHHOrO KpHU3Kca, HAMETUBIIETOCs
BHYTpH (haHTacTuku, a Oynymiee (aHTACTHUECKOH JUTEepaTypbl BUIUTCS, TJaBHBIM 00pa3oM,
B pyciie THOpUIHOM (paHTACTHUKH.

Llens pa®oTHI 3aKII0YAETCSI B HAYYHOM OCMBICTICHUN THOPUIHBIX (DaHTACTUYECKHUX >KAaHPOB
B coBpemeHHOM nuteparype CILIA u Poccun. JlocTwkeHue NaHHOM LeIM peanusyercs vepes
IIOCJIEZIOBATEIbHOE pEIIeHHe TpexX 3afad. Bo-mepBbIX, OmpenenstoTcs xKaHpooOpasyrolne
KaTeropuu, JISKaIlle B OCHOBE TPATULIMOHHBIX )KaHPOB Hay4yHOU (aHTACTUKHU, (PIHTE3U U XOppopa.
Bo-BTOpBIX, OCMBICISIOTCS HanboIee MPOAYKTUBHBIE MOJEIU KAHPOOOPa30BaHUS COBPEMEHHBIX
rUOpUIHBIX  Mpou3BeleHUH. B-TpeTbux, BBIABIAIOTCA oOuMe uaekHo-(uiocodpckue U
CTPYKTYpPHBIE 0COOCHHOCTH THOPUIHBIX TPOU3BEICHHIA.

W3yueHne B3aMMOJEHCTBHUS JKAHPOB IIPU aHAIU3€ COBPEMEHHBIX (DaHTACTUYECKUX
NPOM3BEACHUI  OCYHIECTBISIETCS C ONOPOH Ha  OMHMCATeNbHO-(QYHKIMOHAIBHBIA  METOI.
ComnocTaBieHre POCCUMCKUX U aMEPUKAaHCKMX MPOU3BEIEHHH IpernoiaraeT Takke NPUMEHEHUE
CPaBHUTEIBHO-THIIOJIOTUYECKOTO U KYJIbTYPHO-UCTOPUIECKOTO METOJIOB.

Onupasice Ha  3aKpelUICHHble B  JIMTEPATypOBEJCHHMM,  YUTATEIbCKOM  CO3HAHUU
Y M3/1aTEJIbCKOM MPaKTHKE KaHPOBBIE OJIOKU, MBI BBISIBUIHM TaKue HanOoJee MPOAYKTHBHBIE MOICIH
rUOPHUIHOTO XKaHpooOpa3oBaHus, KaK: Hay4Has (banTacTuKa+pIHTE3N; Hay4Has
(daHTacTUKatyXackl; (IHTE3UTUCTOPUUECKUM poMaH; (IHTE3UTTTOCTMOACPHUCTCKUN POMaH.
Taxoke ObUIM BBISIBIEHBI CIEAYIOUIME HIACHHO-(PUIOCOPCKHE U CTPYKTYPHbIE OCOOEHHOCTH
rubpunsbix npouseaeHuit CIIIA u Poccuu: uppanumonanusm, pazpynieHue CTpyKTypHOH MOENH
TPaJUIIMOHHON Hay4YHOH (haHTACTHKH, 3aMellleHHe XPUCTHAHCKONH MUPOBO33PEHYECKON MapaaurmMbl
UHBIMH ~ MHUPOBO33PEHYECKHMMH  KOHCTPYKTaMmH;  TONMH(GOHWM3M W OPHUEHTHPOBAHHOCTh
Ha TOTEHIMAJIbHO OECKOHEUHOE pa3BepThIBAHME ClOXKeTa 0e3 SIpKO BBIPRXKEHHOW KyJIbMHHAIUH,
MOCTKJIACCUYECKasi HAppaTHBHAS MOJEIb, YCIOKHEHHOCTD CIOKETHBIX JIMHUM.

Ha ocHOBaHMM NMpOBEIEHHOTO aHaJIN3a JEIaeTcsl BBIBOA O TOM, YTO TMOpHUIHAas (aHTacTHKa
IpeJcTaBiIsieT co0oil oco0oe HampaBiIeHHE B COBpeMeHHOM nureparype u KyinbType CIIA
u Poccun. OnHa paspymaer BHYTPEHHHE KaHOHBI TPAaJUIMOHHONM HaydyHOW (haHTaCTUKH,
BITUCHIBAETCS B TIOCTMOACPHHUCTCKYIO KYJIBTYPHYIO MapagurMy W TPEACTaBIACT cO00i 3HaYMMOE
KyJbTYpHOE SBJICHHE, COOTBETCTBYIOIIEE 3alpocaM U IIEHHOCTHBIM OPHEHTHUPaM COBPEMEHHOI'O
o01iecTBa.

Kniouesvie cnosa: rubpunnas (paHTacTuKa, *aHp, Hay4dHas (aHTacTUKa, (IHTE3U, XOPPOD,
COBpEMEHHas (paHTaCTHUYECKAsl TUTEPaTypa, IOCTMOICPHH3M.
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Yomypmcekuii cocyoapcmeennviii ynueepcumem, Hoiceeck, Poccus

POCCHUA YNUUKOBA U POCCHS I'OI'0JIsA B TIOOME «MEPTBBIE JYIITN»

B crarbe paccmarpuBaeTcss MHOro3HauHOCTh oOpa3za Poccum B «MepTBBIX Jaymiax»
H. B. TI'orosiss. 9TO HOBBII paKypc HCCIEIOBaHMs, aKTyaJlbHOCTh KOTOPOI'O CBSI3aHA C peLenuuen
KaTeropuy XpaMOCTPOMUTEIbCTBA, IO3BOJISAIONIEH YBUAECTh HOBBIE CBOMCTBA IMO3TUKH ['oross.
[lenpto umccnenoBaHMs — SBISAETCS  YCTAHOBJIEHHE CBSA3M KAaTETOPUM  XPaMOCTPOUTENBCTBA,
MIPOSIBJISIIOIIEHCSA 4epe3 CHMBOJIMKY XpaMa, C MOJTHKOM TOrOJIEBCKOTO TeKcTa. Metonosoruein
WCCIIEIOBAHMsI SIBIIIETCS M3ydeHHE I03Mbl «MepTBble Iyln» B KOHTEKCTE IIPABOCIABHOU
TpaauLUu.

Ha BHemHeMm n300pa3uTenbHOM IIaHEe BO3HHMKaeT oOpa3 Poccuu, yBuieHHbIM YHUYHKOBBIM.
Oto o0pa3 rydoepHckoit Poccum, crpemsielics cKonmupoBaTh «IIpocBelIeHHY0» EBporty, mostomy
OHa M MpEACTAET KaK ee ABOWHHUK: TO Kak nceBao-Poccus, To kak ncesno-Espona. Ha nepsblil muian
B ryoepHckoif Poccun UnunkoBa moMemaroTcesi FoCTUHUIA U Kabak. UMUMKOB CIIOBHO CO3HATEIBHO
u30eraeT BCTpeyH ¢ Mo JUIMHHON Poccueit, cuMBosIaMu KOTOPOH SIBJISIIOTCS XpaMOBO€ ITPOCTPAHCTBO,
ee ’KMBasi Aylla, BOIUIOUIEHHAs B IPUPOJIE, ECHSIX, PYCCKOM si3blke. B myTemiecTBusX 1o ycaab0am
MOMEIIMKOB 00pa3 3Toil kapukarypHoir Poccun oOpacrtaeT MOTHMBaMM TOIIJIONW MOJIBI, MOILIOTO
HCKYCCTBa, BBI3BAHHBIX MNojpakaHueM EBpome. AHTHMACTETHKAa HATIOPMOpPTa B IMOAME IMPHU3BaHA
CHUMBOJIM3UPOBATh MUp CMEPTH 4eJoBedeckol aymu. Hapactanue nH(epHATbHOCTH MPOSBISIETCS
B MOTHBAaX TUIEPOOIM3UPOBAHHON TEJIECHOCTH Ha KapTHHaX B ycaap0aXx IMOMENIMKOB,
B OPraHU3allud MX MpPOCTPaHCTB. «MepTBble JyHmIM» Ha BHEIIHEM IIJJAHE  BBICTYNAOT
KaK IIyTeBOJUTENb [0 MUPY CMEPTH, B KOTOPOM YEJIOBEK C MEPTBOW AYIION criocoOeH
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