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INTRODUCTION

In 1991 Richard Shusterman, a well-known American pragmatist philosopher,
published his article titled The Fine Art of Rap. The main purpose of the article was to
“examine more closely the aesthetics of rap” and to defend “its aesthetic legitimacy”

(Shusterman 1991: 614). In this article he stated that:

In the view of both the culturally elite and the so-called general public, rap music lurks in
the underworld of aesthetic respectability. Though it is today’s “fastest growing genre of
popular music’, its claim to artistic status has been drowned under a flood of abusive
critique. (Ibid.: 613)

The situation has changed since Shusterman’s article mentioned above, and in the last
two decades different works on rap music and, more broadly, on hip-hop culture'
appeared (e.g., Forman & Neal 2004; Krims 2000; Walser 1995). However, rap is still
not considered a serious form of music by some people and the existing literature on this
kind of research is far from being sufficient. So, although we can find many studies on
hip-hop culture and its development or works about rap music in America, there is a
need for further research on Russian rap.

The object of the research in this work is such an important component of
rapping (and hip-hop culture as a whole) as rap battling. Rap battling can occur both in
recorded tracks and in live competitions that are called rap battles, in which rappers

compete with each other in the art of insulting in order to show which one of them is a

better MC?.

! Rapping (that is also called MCing) is one of the elements of hip-hop culture (The others are:
DlJing/scratching, breakdancing/b-boying and graffiti art.). In the paper I will use the term Aip-hop music
as a synonym with rap music, and, accordingly, hip-hop song as just another name for rap song.

2 The term MC (comes from Master of Ceremonies) in rapping is used as a synonym with rapper.



In recent years, rap battles have become very popular in Russia and, indeed, by
now it can be considered an integral part of the mass youth culture. A significant role in
this process of popularization of such a “subcultural” genre® as a rap battle was played
by Internet services (e.g., Youtube or Vkontakte) that allow people to broadcast
information and attract a wider audience from different cities and even countries.
Nowadays, two main types of rap battles in Russia may be distinguished:

1) Freestyle battles that were popular until fairly recently. Here rappers ‘battle’
each other using improvised lyrics and were accompanied by beats;

2) Rap battles where rappers recite their beforehand prepared lyrics without
instrumental beats. Today this is the most popular form in Russia.

The research subject of this paper is this new form of rap battles with
pre-written text. This type of battles has quite a different format: while freestyle is the
art of finding a rhyme to the last word in the line and doing it on the beat, the format of
“recited” battles, when an MC 1is prepared in advance, gives him a free hand to use
whatever poetic feet and rhythm he see fit. The complexity of rhyming usually can not
exist in improvisation, whereas a text that was prepared beforehand can be more
complex and better constructed. However, freestyling still may be a part of offline
battles: in the beginning of a new round some rappers respond to their opponents with
improvised ‘flips’. Nowadays, among the contestants there is a tendency to focus on the
poetic devices in their verses, so rap battles are becoming similar to spoken word poetry
and poetry slams. You do not have to be a rapper to participate in battles anymore (e.g.,
one of the most-viewed battles were held between two stand-up comedians and one of
the contestants on VERSUS Battle also participated in poetry slams).

The “recited” rap battles in the context of Russian culture have not been studied
so far, and therefore, the main aim of the paper is to describe this genre and, to quote
Shmeleva, to “present its portrait” (1997: 97). In this study I will investigate the main
characteristics of rap battles with pre-written text at the interdisciplinary level (i.e. its

linguistic and extralinguistic characteristics).

3 In this paper I use the term genre in a broad sense, as the kind of work of art or literature.
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Here are the research questions that I will try to answer in this study:

What are the main characteristics of rap battles?

What are the distinctive features of this genre in Russia (in comparison with its

foreign analogues)?

What are the distinctive features of the development of this genre in Russia?

What are the strategies and tactics that rappers use in order to insult each other?

For analysing rap battles I have used existing literature about rap music (Salaam
1995; Krims 2000; Fitzpatrick 2005; Storhoff 2009; Edwards 2009, 2013; Kautny 2015;
etc.) to describe the main components of rapping that are essential for the analysis of
MC’s performance. Further, in defining the main strategies and tactics of verbal attack
used in rap battling I rely on the works of Storhoftf (2009) and Issers (2008).

As a material for the analysis I took the most popular Russian battle league
VERSUS Battle that is released in the format of web series on YouTube. It can be
compared with Don’t Flop (United Kingdom) and KOTD (Canada). VERSUS Battle was
founded in 2013 and by now there are more than 160 episodes of this show. This battle
league will be studied in order to distinguish and describe general characteristics of the
genre. Also, I took two most popular texts from Versus Battle to analyze them in terms
of lexical expressive means and stylistic devices and to examine the strategies and

tactics of verbal attacks that rappers use in their verses.

Structure of the Thesis
The paper is structured in 3 main chapters: (1) Theory & Methods; (2) The History of
the Development of Rap Battles; and (3) Analysis.

In Chapter 1 of the thesis I will describe the main components of rapping that
include content, flow and delivery as provided in the works of Mtyme ja Salaam (1995),
Adam Krims (2000), James Fitzpatrick (2005), Kyle Adams (2009), Paul Edwards
(2009; 2013), Timothy P. Storhoff (2009), and Oliver Kautny (2015). Also, I will



consider discourse practices of battling according to the paper by Fitzpatrick (2005) and
look at the strategies and tactics used in rap battles that he distinguished.

Chapter 2 is devoted to the investigation of the history of verbal dueling
tradition. In particular, I discuss the origins of rap battles that some scholars found in
the African-American game known as the Dozens. I will further offer various examples
of ritual insulting and verbal dueling that existed worldwide since ancient times. These
examples demonstrates that the roots of rap battling can be traced back to antiquity.
This chapter will also provide an overview of the history and the development of rap
battles in Russia.

Finally, in Chapter 3, I describe the main linguistic and extralinguistic features
of rap battles at the example of VERSUS Battle. The analysis will consist of
characterization of such elements as: 1) Volume; 2) Composition; 3) Tonality of
discourse; 4) Participants; 5) Types of Addressees; and 6) Intertextuality. Also, as a case
study I will take two battles that were held within VERSUS Battle league (Oxxxymiron
VS Johnyboy and Oxxxymiron VS TI'noitusiii aka CnaBa KIICC). In the analysis of
these texts I will refer to: 1) types of rhyming; 2) lexical level of verses; and 3) the

strategies and tactics of verbal attack.

Previous Research on Russian Rap

The number of studies that are specifically focused on Russian rap is rather small.
Among the main studies on Russian rap, that should be mentioned is the work by
Mikhail Vershinin and Eugenia Makarova Modern youth subcultures: rappers (2007). In
this paper, the authors consider rap as a subculture, describe the history of its
development both in USA and in Russia. They pay special attention to the identification
of social labels of this subculture, such as slang, clothes, music, age and geographical
distribution of participants. They also analyze the interaction between rap and other
subcultures and determine the specificity of Russian rap when compared to American
one. This study is interesting from the historical point of view of rap’s development in

Russia, but by now rap has already overcome the boundaries of a subculture and has



become mass culture. Now rap is the most popular musical genre among Russian youth,
and its fans can no longer be characterized by certain slang or style of clothing, and even
the age of rap listeners can no longer be so clearly differentiated (despite the fact that
most of the fans of rap music are young people, people of other ages also listen to rap).
Russian rap is also described in the articles by Tatiana Shmeleva Russian rap as
a space for language creativity (2009) and Rap text as a new reality of Russian verbal
culture (2010), as well as in articles written by her in cooperation with Viktor
Karpushkin: Rap as a new form of language existence in the Slavonic world
(Karpushkin, Shmeleva 2009) and Russian rap as text (Karpushkin, Shmeleva 2011). In
their works Shmeleva and Karpushkin examine rap texts from the linguistic perspective
and distinguish characteristic features of Russian rap. In their opinion, “the development
of Russian rap as a borrowed American phenomenon results in a special national
culture™ (Karpushkin, Shmeleva 2009: 425). The authors emphasize the creative nature
of Russian rap that manifests itself, for example, in the use of multilingualism
(Shmeleva 2009). Furthermore, they argue that in Russian rap the lyrics of a track are

perceived as poetic:

...high level of text quality and language skills is cultivated, this includes pronunciation,
where speed and rhythm are important; unexpected rhymes, original use of language are
appreciated. Russian rap sees itself as inheritor of Russian poetry and virtually the only
place of its modern existence® (Karpushkin, Shmeleva 2011: 608).

From Shmeleva’s point of view, “the attention to the actual linguistic side of poetic
creativity makes it possible to draw a conclusion on the linguocentric character of
Russian rap, and this seems to be its national specificity”® (Shmeleva 2010: 162).

The idea of the poetic nature of Russian rap was further developed by Vadim

Andreev, who claims that rap is a form of modern poetry. Andreev is the author of a

4 ¢ ..0CBOEHHE poIla KaK 3aMMCTBOBAHHOTO AMEPUKAHCKOro (DEHOMEHA JAeT B pe3yjbTare 0co0yio

HaIIMOHAJIBHYIO KyJIbTYpY.”

5 ¢ KyIbTHBUPYETCS BBICOKHI YPOBEHb KA4eCTBA TEKCTa M A3BIKOBOE MACTEPCTBO, B TOM YHCIE
MMPOU3HOCUTCIIBHOC, TJAC BaXHBI CKOPOCTb W PUTMHUYHOCTH, MLCHATCA HCOXKUIAHHBIC pI/l(l)M])I,
OpHUTHHANIBHBIE S3BIKOBBIE HAXOJKH. Pyccknil pan BUANT B cebe HaclleHNKa PyCCKOW MO33UU U €/1Ba JIN
HE CTUHCTBEHHOE MECTO €€ COBPEMEHHOTO OBITOBAaHUS.”

6 «_.BHMUMaHHME K COOCTBEHHO f3BLIKOBOM CTOPOHE IMOITHYECKOrO TBOPYECTBA IO3BOJSET CIENATH
3aKJIIOYEHNE O JIMHTBOLIGHTPUYHOCTU PYCCKOTO Pi3Ma, U 3TO MPEACTABISETCA €ro HalMOHAIbHOM
cnenuukoi”.



number of publications devoted to rap text (2011a; 2011b; 2012). In his works he
characterizes the linguistic parameters of modern youth subcultures (including rappers),
describes them taking into account the peculiarities of their language and considers the
features of the nomination in Russian rap texts.

In addition to the above-mentioned publications, the works by Maxim Titorenko
(2003), Tatyana Kozhelupenko (2009), Elena Gritsenko and Lilia Dunyasheva (2013),
and Alexey Kolesnikov (2014) are devoted to rap text in the linguistic aspect. In his
dissertation Slang as a component of teenager’s language identity (2003) Titorenko
describes and analyzes hip-hop culture using the key concepts of language personality
theory and also studies the slang vocabulary used among the representatives of hip-hop
culture as a component of their thesaurus (Ibid.).

In her dissertation Slang as a tool for subcultural coding in modern American
and Russian rap texts (2009) Kozhelupenko conducts a comparative analysis of slang
used in American and Russian rap texts. Particular attention to her work is warranted the
chapter devoted to rap as a language of conflict. Kozhelupenko attributes a rap text (both
English and Russian) to a semiotic system defined as the language of conflict (Ibid.: 8).
In her opinion, the linguistic characteristics of the rap texts are markers of conflict
behavior of various social groups and transmit the features of the conflict language as a
means of intercultural communication (Ibid.).

Gritsenko and Dunyasheva in their article The language of rap Ilyrics in the
context of globalization (2013) examine the linguocultural and sociolinguistic features
of rap on the examples of African American and Russian texts. They describe the
linguistic peculiarities that determine the specificity of style of rap texts (such as
disfemization, the use of foreign words, blending and contraction, violations of standard
spelling, rhetorical strategies of persuasion, etc.) (Ibid.).

Kolesnikov in his article Characteristics of precedential names usage in rap
discourse (2014) examines examples of the use of precedent names as a particular case
of intertextuality in the texts of rap discourse. He refers to the notion of intertextuality as

a text characteristic that activates other texts in the reader’s mind that he/she read before.



Kolesnikov claims that the precedent names in rap discourse are used to introduce into
the text a cultural marker that could be understood and accepted by the majority of a
representatives of this social group (Ibid.: 69).

As we can see, Russian rap texts are of interest to the researchers primarily as an
object of linguistic study. According to Diveeva and Grudeva, this is because of the fact
that rap is one of the most popular musical trends among young people and also because
“rap texts represent the fragments of the picture of the world of Russian language
personality”’ (2015: 39).

As for the rap battles themselves, they remain almost completely unstudied in
Russian sciences. The only article entirely devoted to rap battles is Avgustis’ The
production of order during rap battles: Managing pauses and their absences (2016).
Avgustis considers rap battles (on the example of Versus Battle) as a situational social
practice and analyzes them from the ethnomethodological perspective. She pays special
attention to the mechanisms of restoring order in situations of occurence of a failure
(silence, interruption and the overlapping of turns). Moreover, she provides examples of
restoring order both by the MCs and by other participants in the communicative
situation (the host, the judges, and the public). In conclusion, she identifies differences
and similarities in the methods of recreating order in rap battles and in everyday
conversations (Ibid.: 299).

However, despite the lack of academic research on Russian rap battles, a large
number of online articles have recently appeared. These are focused on the popularity of
rap and rap battles in Russia as well as provide reviews (including Youtube-reviews) of
the most viewed battles (e.g., Galkina 2016; Raspopina 2016; Kozhevnikova 2017,
Troitsky 2017; Voigt 2018, etc.).

For example, there is an interesting article by Alexey Ezhikov Russian battle rap
as a reflection of cultural evolution (2016). The author claims that, from the
culturological perspective, battle rap is a form of play (see Huizinga 1949) and that in

Russian rap (and, in particular, battle rap) we can see a ‘“great evolution” from

7 ¢...pOII TEKCTBI OTPAXKAIOT (PPArMEHTHI KAPTUHBI MUPA PYCCKOMN A3BIKOBOM TMYHOCTH .
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seriousness to the playful form of conflict (Ezhikov 2016). One of the most remarkable
things is, according to Ezhikov, that in Russian battle rap there was elimination of
Soviet prison culture “when one could lose his health or life for insulting the opponent”
(Ibid.). The author calls this process the deconstruction of violence and aggression. In
rap battles the automatic reaction “abuse — violence” breaks and, in a certain sense, an
ordinary battle viewer learns to resolve conflicts by words (Ibid.). Ezhikov also
describes the history of the development of rap battles and claims that battle rap is “the
modern embodiment of the genre of poetic flyting” (Ibid.). According to him, this is one
of the reasons for such a high popularity of rap battles in Russia: poetic flyting is
archetypal, and there was a need for such a genre in Russian-language culture. The
second important reason for the popularity of battles is, from his point of view, that the
threshold of entering the battle rap is very low: “in fact it is reachable for every
schoolboy with an access to the Internet” (Ibid.).

Another article that is worth mentioning is Shalupina’s Battle rap is the brightest
cultural phenomenon of our time (2016). He describes the development of rap battles
both in the USA and in Russia. According to Shalupina, battle rap is in many ways an
ultimate form of rap as a genre, it is “the pinnacle of its evolution” (Ibid.). Such the key
concepts for rap as bravado and aggression are brought to the absolute, and all “rubbish”
as ghostwriters®, producers and expensive beatmakers are left behind (Ibid.). As
Shalupina rightly notices: “The phenomenon of battle rap culture is that it [battle rap]
completely destroys the border between high and low art, and young guys are able to
impose their own agenda and provide the ground for large-scale projects that will be

followed by millions of people™ (Ibid.).

8 Ghostwriter is a person who writes a text for an MC.
? “Mdenomen battle rap KyJbTyphbl 3aKIIOYaeTCS B TOM, 4TO OH [0ATTI pam] OKOHYATENBHO HMBEIHMDPYET
QHMILy MEXJy BHICOKUM U HH3KHM HCKYCCTBOM, a MOJIOJIbIE PeOsITa MOTYT HaBsI3aTh CBOKO MOBECTKY U
, 6
MPEAOCTABIIATH OYBY JUIsi MACIITAOHBIX MPOEKTOB, 32 KOTOPBIMHU OYIyT CIEAUTh MUIUTUOHBI JIFOAEH”.
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I. THEORETICAL FRAMEWORK

In this chapter the main theoretical concepts used in the analytical part of the thesis will
be discussed. Firstly, I will look at the main components of rapping that include content,
flow and delivery. These components will be examined as provided in the works of
Mtyme ja Salaam (1995), Adam Krims (2000), James Fitzpatrick (2005), Kyle Adams
(2009), Paul Edwards (2009; 2013), Timothy P. Storhoff (2009), and Oliver Kautny
(2015). Secondly, discourse practices of battling will be described according to the
paper by Fitzpatrick (2005). Moreover, I will look at different strategies and tactics that

rappers use in order to decrease their opponents’ status while increasing their own.

1.1. The Main Components of Rapping

Paul Edwards in his book How to Rap: The Art and Science of the Hip-Hop MC (2009)
distinguished three main components of rapping that include content, flow and delivery.
These are the notions that play the crucial role in analysing rap lyrics and style of
MCing. Moreover, in the context of rap battling these notions make it possible to
understand according to what criteria the participants of the competition are judged. As
Timothy P. Storhoff rightly pointed out, “success in a battle is often determined by a
rapper’s lyrics, their ‘flow’ or delivery, and their cleverness and confidence in attacking

their opposition” (Storhoff 2009: 3).
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L1.1.

Lyrical Content

According to Edwards every subject that is talked about in the text of a hip-hop song

constitutes its content (that he also calls subject matter):

It is what you’re actually rapping about, rather than the rhythms and rhymes you’re using (the

flow), or how you’re using your voice to perform, or ‘spit’, those rhythms and rhymes (the

delivery). Hip-hop artists tackle a huge range of content in their music - anything you can think of
can become the subject of a hip-hop track. (Edwards 2009.: 3)

Edwards distinguished 5 types of content in hip-hop songs:

1)

2)

3)

4)

5)

Real-life content (The autobiographical lyrics or lyrics “at least generally
inspired by situations they’ve [MCs] encountered” (Ibid.: 5).);

Fictional content (This type of content is often used in battle-oriented songs in
order to “get the point across and entertain the listener” (Ibid.: 9).);
Controversial content (This one includes such topics as violence, sex, drugs,
alcohol, power and money (Ibid.: 10).);

Conscious content (This is a content that “is generally positive or calls for some
sort of change or advancement” and “often deals with political or social issues,
or explores subjects such as relationships in ways that are insightful rather than
exploitative” (Ibid.: 14).);

Club/Party content (In this type of content lyrics “focus on being in the club,
partying, and having a good time in general” (Ibid.: 19). In a song with such a
content “flow becomes the main attraction” as “there usually isn’t any
complicated or profound subject matter to divert the listener’s attention away

from rhythm and rhyme” (Ibid.: 20).).

Furthermore, Edwards in his book also distinguished different content forms':

braggadocio/battling form; conceptual form; story form; abstract form; and humorous

form.

Within this paper [ will look a little more closely at the first type that he provided.

The braggadocio content (that takes its name from words ‘bragging’ and

‘boasting’) along with putdowns, insults and disses against the MC’s opponents “makes

19 These are “the basic ways of structuring the content of a song” or, in other words, “the overall method it
[song] uses to present the topic” (Ibid.: 23).
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up the form known as battle thyming” (Ibid.: 25). Edwards is right to point out that
braggadocio content can be presented in hip-hop songs in a variety of forms “from
simply saying that you’re the best MC ever to getting deeper and wittier with the
boasting” (Ibid.). The battling form of content have been very important in hip-hop
culture since its very beginning, it can appear both on recorded songs or in live battles
where rappers “perform on the same stage to see who has the better verses” (Ibid.: 27).
According to Edwards, the most important things in writing braggadocio content are
knowing different ways of rhyming and knowing different MCs and their styles (Ibid.:
28). But what is even more important about the lyrical content in the context of rap

battling is its originality. As Storhoff states:

Rhyming is extremely important, but so is individual creativity. Individual style
predominantly drives hip hop aesthetics, so plagiarizing lyrics, either by ‘biting’ (copying
someone else’s lyrics) or using ghost written lyrics (lyrics written by one person for
another’s use), is a major offense. (Storhoff 2009: 26)

He also adds another points that can help rappers to “express their individual cleverness
and creativity through lyrical content in order to gain favor from judges and audience
members” (Ibid.). These are metaphors and similes that often “form the backbone” of a
good and progressive technique of an MC (Ibid.). One of the most successful techniques
in rap battling is, according to Storhoff, making references to popular culture or recent
events. It allows the rapper to connect himself with the audience as “the allusion brings
in an object from outside of the battle that the audience members already have
knowledge of, and therefore a relationship with” and by referring to this object the
contestant “shows that he also has that knowledge, which creates a connection between

the audience and rapper” (Ibid.: 27).

1.1.2. Flow

Another main component of rapping is flow. Edwards defines this concept simply as the

rhythms and rhymes that a a hip-hop song contains. He writes:
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For some MCs, this defines rapping as the next stage in poetry. But rap is not just poetry
spoken aloud, because unlike the rhythm of a poem, a song’s flow has to be in time with the
music - the rhythm of the lyrics must fit the basic rhythm of the music. This basic rhythm is
referred to as beat, and the same term is often used as another name for the music itself.
(Edwards 2009: 63)

Mtyme ya Salaam in his article on the the aesthetics of rap goes further by delineating
rap not only from poetry but also from other music with spoken lyrics (e.g., the music of

Gil Scott-Heron, The Last Poets, or Cab Callaway). He states that:

Rap lyrics are delivered in a rhythmic cadence, not simply recited or melodically half-sung.
A rapper with good lyrics and style who can’t flow is like a singer with a good voice and a
well-written song who ignores the melody. When a rapper flows, the lyrics blend into a
continuous melodic line like the flow of notes from a jazz soloist’s horn. (1995: 305-306)

However, not all of the scholars agreed on defining the flow as just thythms and rhymes
of a rap song. For example, music scholar Adam Krims also includes under the notion of
flow such elements of the delivery as pitch, timbre and volume (Krims 2000). With
regard to rhyming techniques that may be used in a hip-hop song Krims highlights the
presence of complex rhyme schemes in the works of rappers such as “multiple thymes
in the same rhyme complex (i.e. section with consistently rhyming words), internal
rhymes, offbeat rhymes, multiple syncopations, and violations (i.e., overflows) of meter
and metrical subdivisions of the beat” (Ibid.: 49). This complexity of rhyming is,

according to Krims, one of the determining factors in the development of rapping:

... the flow of MCs is one of the profoundest changes that separates out new-sounding from
old(er)-sounding music, or new-school from old-school <..> It is widely recognized and
remarked that rhythmic styles of many commercially successful MCs, since roughly the
beginning of the 1990s, have progressively become faster and more ‘complex’... (Ibid.: 49).

Storhoff also broadened the notion of flow by adding some elements of delivery. For
him flow is “the term used to describe how a rapper delivers his lyrics, and it is defined
by cadence, prosody, as well as speed” (Storhoff 2009: 28). Another scholar who
combine the notions of flow and delivery is Oliver Kautny. In his paper Lyrics and flow
in rap music (2015) he defines flow as “the rhythmic delivery of MCing”. He
distinguishes three aspects of flow:

1) The first one “describes the process of rhythm production, the air flowing out of

the lungs, formed into a flow of sound” (Ibid.: 103);
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2) The second one “describes the musical result of the airflow synchronized with to
a musical arrangement called beat” (Ibid.: 103);
3) The third one, as well as groove', reminds the listeners “of the feel of music
while perceiving it” (Ibid.: 103).
Kyle Adams in his article On the metrical techniques of flow in rap music (2009)
accepts the extended definition of flow that was provided by Krims and describes
particular metrical and articulative techniques that are used in rap music. Following

EAN13

Krims, Kyle Adams uses the term ‘flow’ “to encompass all of the ways in which a
rapper uses rthythm and articulation in his/her lyrical delivery” and to describe “all of the
rhythmical and articulative features of a rapper’s delivery of the lyrics” (Ibid.: [1], [6]).
He also states flow to be the “rap equivalent” to technique as an instrumentalist term, i.e.
“a set of tools enabling the performer to most accurately convey his/her expressive
meaning” (Ibid.: [7]). In his analysis he distinguished two main techniques that
constitute a rappers flow:

1.  Metrical techniques (These includes: a) the placements of rhyming syllables; b)
the placement of accented syllables ; c) the degree of correspondence between
syntactic units and measures; and d) the number of syllables per beat.);

2. Articulative techniques (These are: a) the amount of legato or staccato used; b)
the degree of articulation of consonants; and c) the extent to which the onset of
any syllable is earlier or later than the beat) (Ibid.: [8]).

After the analysis of a few songs he comes to the important conclusion that the
relationship of textual delivery in rap music is much different from one in other Western
types of music: while in the latter the text “finds musical support primarily in its own
melody and in the harmonic structures of the accompaniment”, in rap songs “musical

support is found primarily in the rhythmic, metrical, and syntactic arrangement of

syllables—that is, in the components of what rap musicians call flow” (Ibid.: [35]).

" Groove is “an unspecifiable but ordered sense of something <...> that is sustained in a distinctive,
regular and attractive way, working to draw the listener in” (Feld 1988: 76).
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1.1.3. Delivery

The last but not the least component of rapping is delivery. As was already mentioned
above, it is classified by some researchers as a part of flow. However, Paul Edwards
distinguishes these concepts (Edwards 2009). For to him, delivery is as important as the
other two component in rap songs.

To put it simply, delivery is how an MC present himself (both in live performance
or on recorded albums). The rapper’s style of delivery can be energetic, aggressive,
charismatic and so on. Confident delivery allows a rapper to make his performance
great and really memorable. As James Fitzpatrick rightly put it, “for the best MC’s in
the cipher, delivery is not merely a conduit for rhymes, it is as much a part of the game
as the rhymes themselves” (Fitzpatrick 2005: 27).

Edwards describes various techniques of delivery such as stretching of certain
words; shortening of words (or ‘staccato delivery’); changing the pitch on a syllable or
word; mixing singing and rapping; stuttering and repetitions; inhaling, exhaling and
other out-of-breath techniques; half-sung delivery as part of the overall vocal style; etc.
(Edwards 2013). Furthermore, he proposes several elements that make up a good style
of delivery:

1) The first one is breath control. By controlling the breath an MC can stay on beat,
say his thymes “without running out of breath” and “to adjust the volume and
strength” of his vocals (Edwards 2009: 239);

2) The second one is enunciation which “refers to how accurately and clearly
words are said” (Ibid.: 244). Good enunciation allows an MC “to pronounce all
the separate syllables fluidly and quickly enough to stay in time with the beat”
and to be properly understood by his/her audience (Ibid.).

3) Thirdly, it is vocal style. Every MC can “adjust” his/her voice differently in
order to “create a particular vocal style” (Ibid.: 247). The pitch and melody of
the voice may vary, the vocals may be more muffled, clear or nasal, the voice

may be more smooth or harsh, and all these things can form “an outstanding and
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unique vocal style” that will help a performer “to stand out from other MCs”
(Ibid.);

4) And finally, Edwards pointed to the presence (swagger / attitude on the
microphone) that also can be a part of an MC’s vocal style. According to him
although “some rappers don’t necessarily have the greatest content or flow, or
the most precise delivery” they can “give themselves an edge by conveying their
personality and charisma through their delivery” (ibid.: 257).

Therefore, he considered delivery as one of the important components of rapping that

can make the performance successful and even ensure victory in a rap battle.

1.2. Discourse Practices of Battling

Some of the researchers have paid attention to the discoursive strategies and tactics that
are used by MCs in rap battles (see e.g., Cutler 2007; Kirkemo 2007; A. Jordan 2009;
Storhoff 2009). However, there is only one scientific work that is entirely devoted to
these strategies. It is MA thesis by James Fitzpatrick entitled What’s Beef: Discourse
Practices of Battling in Hip Hop Language (2005) that was defended at the North
Carolina State University, USA.

In his work, Fitzpatrick considers battling to be “one of the most intriguing
linguistic aspects of contemporary hip-hop culture” and defines it as “a highly
competitive and creative style of discourse whose aim is the verbal domination and
embarrassment of one’s opponent through a combination of creative rap lyrics and
effective delivery” (Ibid.: 1).

As a main method in the research Fitzpatrick uses critical discourse analysis
(CDA) as it was proposed by Norman Fairclough (1995). He analyzes such rap texts as
“Takeover”, a song by Jay-Z (2001) and Nas’ response “Ether” (2001) as well as a text
from the 2001 film & Mile (taken from the film’s last scene). As he rightly pointed out,

“while no single text could ever encapsulate the huge linguistic and discursive variety of
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battling” some of them still exemplify “some common linguistic devices used in
battling” and enable to “raise questions which will in turn segue into a more detailed
analysis of battle discourse” (Fitzpatrick 2005: 8).

Fitzpatrick writes that the main purpose of discourse in rap battling is to
“negotiate respect and social status” (Ibid.: 18). The aim of the contestants is the “verbal
domination and humiliation” of their opponents in order to decrease their status while
increasing their own (Ibid.).

For this purpose in rap battling the contestants use different strategies and tactics.
One of these strategies is manipulating the audience “in order to create a context which
1s maximally favorable to one’s own discourse and either unfavorable or actively hostile
toward the discourse of an opponent” (Ibid.: 30). This strategy sometimes can be even
more effective in battling than just insulting or humiliating one’s opponent. By creating
this context within a battle the contestant can maximize his own ability to articulate and
advance his wants “while limiting the opponent’s ability to do the same” (Ibid.).

The manipulation of the audience in rap battling may be obtained by the use of
such tactic as “introduction of other interlocutors either as ratified hearers or otherwise
positively-aligned participants” (Ibid.: 33). To do this the participants often explicitly
acknowledge their crew (a group of friends) in the text. Despite the fact that MC’s
friends will not participate in a battle, they “represent a group who is by default aligned
with the face wants of one of the participants in the battle” (Ibid.). Furthermore, a rapper
can attract the audience and get it on his side by appealing to the sense of hometown
pride (Ibid.: 34). Also, the other common strategy of attracting the audience is waving a
hand above a head and “urging the crowd to put their hands up” (Ibid.: 36).

Another strategy consists of the direct attack toward the opponent in order to
change the balance of power in the interaction (Ibid.: 31). It can be reached by the use
of various linguistic devices (e.g., stigmatized address terms, overt challenges, or claims
that are clearly addressed to the other contestant). The texts of rap battles often contain

direct challenges that are “marked by the use of second person pronouns” or claims
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about the opponent addressed to the crowd that are “accompanied by reference terms
containing deictics, such as this guy” (Ibid.).

Moreover, MCs often use the strategy that consists in portraying their opponents
“as espousing values which are unacceptable in the social economy of the hip hop
community, such as homosexuality” (Ibid.: 32). Portraying the opponent as a
homosexual or feminine is a very effective way to assert one’s own masculinity (Ibid.:
56). Additionally, this strategy helps to marginalize the opponent in the status economy
of hip-hop culture that “is built around heterosexual male norms” (Ibid.).

The other interesting strategy in rap battling is violating one’s own positive face in
order to expose the opponent “as an inferior rapper” (Ibid.: 37). For example, if an MC
is often criticized by others for some his activity, he can (instead of guarding his
positive face) “flip the script” by claiming that his opponent “cannot come up with any
new material with which to insult him” (Ibid.). By using such a strategy the MC can
succeed in creating the opponent’s negative face because the opponent’s response
would be already anticipated.

Apart from the strategies mentioned above, Fitzpatrick also distinguishes some
tactics that are common in rap battling:

1) An attack on the opponent’s authenticity (e.g., claiming that he “does not
actually live a hip-hop style, instead observing it from his parents’ home, then
parlaying that observation into fictitious raps about his life”’) (Ibid.: 43-44);

2) Installing oneself as a mentor or father figure in opponent’s life (According to
Fitzpatrick, this tactic corresponds to Fairclough notion of “synthetic
personalization” (1995) that “is marked by the ‘democratization’ of discourse in
a highly asymmetric power dynamic through the removal of overt references to
the subordinate party’s status”) (Ibid.: 44);

3) Aligning oneself with “the thoughts and actions normally associated with
heterosexual men” (e.g., promiscuity, flamboyance, or aggression) (Ibid.: 47);

4) “Glorifying promiscuous sexual behavior by men, while simultaneously

decrying similar behavior by women” (Ibid.);
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5) The use of animal metaphors in order to “enhance male dominance” (e.g.,
labeling an opponent as a bitch, i.e. referring to him as a female and a dog, and
“thereby exerting twofold domination over him”) (Ibid.: 55).

The strategies and tactics described above are good examples of successful battle
discourse. They demonstrates that rappers need to ingratiate themselves to their listeners
as it helps them to perform successfully within a battle. Moreover, these strategies and
tactics indicate what social values affect the construction of social identity and status in

the rap community.
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II. THE ORIGINS AND DEVELOPMENT OF RAP
BATTLES

First of all, it should be noted that rap battling, as well as rap music and hip-hop culture
as a whole, is a borrowed phenomenon that came to Russia with considerable delay. The
first attempts of rapping took place in Samara only in 1984. There were no rap artists in
Russia up to the beginning of the 1990s. Rap battling itself started to develop at almost
the same time with the appearance of the first MCees.

However, although the genre of rap battles was taken from American hip-hop
culture, it can also be considered as a modern embodiment of a very long tradition of
verbal insulting in a playful manner that can be found worldwide. In this sense, before
turning to the development of this genre in Russia, it would be interesting to look at rap

battles in the context of verbal dueling practices.

2.1. Rap Battles in the Context of Verbal Dueling

The origins of rap battling is often associated with a game common in Black
communities of the United States called the Dozens that has been described in works of
various researchers over the years (e.g., Dollard 1939; Abrahams 1962; Chimezie 1976;
Larry 1983; L. Jordan 1983). The Dozens is a verbal game in which two contestants
participate standing in front of the audience so their rhymed couplets are “evaluated

immediately by the audience” (Labov 1974: 84). The main objective is to defeat the
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opponent by insulting him. As Smitherman defines, it is a “game of talking about
someone’s mother (or sometimes other relatives), using highly exaggerated, sometimes
sexually loaded, humorous ritualized insults” (Smitherman 2006: 28). According to
Storhoff, the Dozens “have often been associated with insulting the relatives,
particularly the mother of the opponent, although direct, personal insults have an
important role to play as well” (Storhoff 2009: 31). As many researchers pointed out,
the Dozens was the game that had an influence on the development of rap battling (see,
e.g., Storhoff 2009; Wald 2014, 2014; Mavima 2016).

However, more recently, a different point of view on the roots of rap battles was
expressed. In 2008 Ferenc Szasz, a professor of History from the University of New

Mexico claimed that rap battles originated from the Scottish practice of flyting:

The Scots have a lengthy tradition of flyting: intense verbal jousting, often laced with
vulgarity, that is similar to the dozens that one finds among contemporary inner-city
African-American youth (Johnson 2008).

According to him, slave owners took the tradition of flyting from Scotland to the United
States. Then it was adopted by slaves and influenced the development of rap battles.
One of the best known examples of a verbal duel as entertainment is The Flyting
of Dunbar and Kennedy. This one took place in the beginning of the 16th century in the
court of James IV of Scotland between two poets William Dunbar and Walter Kennedy.
The most interesting in this instance of flyting genre in poetry are the strategies and
tactics that the opponents use to insult each other as they can be compared with ones in

rap battling. In the second “round” Dunbar scoff at Kennedy’s appearances:

Thou Lazarus, thou loathly lean tramort,

To all the world thou mayst example be,

To look upon thy grisly, piteous port;

For hideous, haw, and holkit is thine eye,

Thy cheekbone bare, and blaikened is thy ble.
Thy chops, thy jowl gars men for to live chaste;
Thy gane, it gars us think that we must die.

I conjure thee, thou hungered Highland ghost.

The larbar looks of thy long, lean craig,

Thy poor pined throat, peiled and out of ply,
Thy skoldered skin, hued like a saffron bag,
Gars men despise their flesh, thou spirit of Gy.
Fie, fiendly front, fie, tike’s face, fie, fie!

Ay lounging like a loikman on a ladder
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With hanged look, ay wallowing awry,
Like to a stark thief glowring in a tedder.

Nice nagus nipcaik with thy shoulders narrow,
Thou lookest lousy, loon of loonés aw,

Hard hurcheoun hirpling, hippéd as a harrow,

Thy rigbone rattles and thy ribs on row,

Thy haunches hirklis with hukbones hard and haw,
Thy loathly limbs are lean as any tree’s.

Obey, thief bard, or I shall break thy gaw.

Foul carrybald, cry mercy on thy knees.

Thou pure, pinhippéd, ugly averill
With hurkling bones holking through thy hide... (Dunbar S.a.: lines 161-186).

A further tactic that Dunbar uses is direct abuse:

Mauch mutton, bit button, peeled glutton, heir to Hillhouse,

Rank beggar, oyster dredger, flay fleggar in the flet.

Chitterling, rough rilling, lick shelling in the millhouse,

Bard rehator, thief of nature, false traitor, fiend’s get,

Filling of tauch, rak sauch, cry crauch, thou art o’erset!

Mutton driver, girnall ryver, yad swiver, foul fall thee!

Heretic, lunatic, purspick, carling’s pett, [

Rottin crok, dirtin dok, cry cok, or I shall quell thee! (Ibid.: lines 241-248).

However, as Matyushina states, in The Flyting of Dunbar and Kennedy “the main object
of ridicule and mockery is the poetic skill of the enemy, while the main object of
boasting is his own poetic talent'*” (Matyushina 2011: 199).

Matyushina in her work also analyzes other examples of flyting in Old German
tradition (including Old High German Epic and Russian Bylinas, Anglo-Saxon poetry,
and Late Medieval literature of the fourteenth-fifteenth centuries). According to her, in
Old German culture verbal dueling “is mainly common in the literary monuments that
goes back to the oral tradition” (ibid.: 207). These are the heroic epic poems
Hildebrandslied (Song of Hildebrand), Beowulf and Waldhere; The Poem of Harbard,
Loki's Wrangling, the First and the Second Lays of Helgi Hundingsbane from the Poetic
Edda, etc. In accordance with the composition of the participants, the venue and the
functions, Matyushina distinguishes two main types of verbal duels:

1) Flyting with the entertaining function that “allows to replace the exchange of

blows by the exchange of words”. Here the opponents usually belong to one

12 “I'naBHBIH IpeaMeT HaCMEIIEK U M3EBOK - HOITUYECKOE MACTEPCTBO IIPOTUBHUKA, IJIABHEINA IpEaAMET
MTOXBAIBOBI - COOCTBEHHBIN TOATHYCCKHH Aap.”
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group of people or to friendly groups that are connected with the relations of
hospitality. These verbal duels take place indoors and the audience here plays a
big role;
2) Flyting that leads to violence and precedes the bloodshed. The opponents belong
to the rival groups. The competition typically takes place on the battlefield and
ends with a fight (ibid.: 208).
As in rap battles, in flyting the opponents use such strategies and tactics as boasting,
insults, threats, promises to use physical violence, predictions of failure. Moreover,
blaming often includes appealing to the certain shameful facts and their negative
reconstruction. In that case, insulting may be based on a “preliminary incident” that is a
“particular event in the opponent’s life provided with detailed information about its
place, duration and names of other participants'®” (ibid. 214).

Except for the flyting in medieval Europe, the tradition of verbal dueling can be
found all over the world since antiquity: in ancient Greek epic poems (e.g., the
contention of Achilles and Agamemnon or one of Ajax and Hector from The Iliad; or
dialogues between Odysseus and Euryalus or Polyphemus in The Odyssey); in the
medieval Japanese novel Heike Monogatari (The Tale of the Heike, the beginning of the
XIII century) there is a verbal altercation between warring clans of Heike and Genji; in
Russian bylinas (e.g., Vassily Buslaev and Idolishe Poganoye (lit. Pagan Idol) or Ilya
Muromets and Sokolnik); in verbal games such as ones among Turkish youths and the
Eskimo or pasatella, a popular game within the southern Italian peasants; in Irish wake
practices, etc. (ibid.: 217-221).

Thus, we can see that the modern genre of rap battles is a successor of a very old
tradition of ritual insulting and verbal dueling. It uses the same strategies and tactics in
exchanging of insults as these practices, and the roots of this genre can be traced back to

the ancient times.

3 “B crnoBecHOM MoenUHKE OOBHHEHHE OOBIYHO OCHOBBLIBAETCS HA "NPEJBAPUTEIHLHOM HHIUAEHTE" -
OIIPEJICTICHHOM COOBITHM M3 JXHM3HM OINIOHEHTOB, CHAa0XCHHOM JeTajlbHOW HMH(pOpMarued o Mmecrte,
JUINTETBHOCTH, MIMEHAX JPYTHX yYaCTHHKOB.”
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2.2. The History of Rap Battles in Russia

The history of Russian rap battling began in the 1990’s. It is considered that the very
first battle took place in 1994 between Sir-J and MC Hassan after the festival Rap
Music. This one was not a battle in the true sense, as there was no performed contest
between these two artists. Battling occurs as two diss tracks: the first one was written by
MC Hassan and Dj Dee Mac soon after the festival and contained negative comments
on Sir-J’s group Bust A.S!, and the second one was D.O.B.’s Takin’ova made by Sir-J
and the D.O.B. Community in answer to MC Hassan.

Rap battling in the format of contests appeared in 2001 when the First Official
MC Battle was organised by the Internet forum Hip-Hop.ru. Only 21 contestants
participated in that battle. However, with the passing of time the popularity of the
competition increased and by the last Ninth Official Battle (2011-2012) there were more
than 9000 artists who wanted to participate in it.

Thus, in contrast to USA where rap battling came from the streets, in Russia the
first battles were held on the web. The Internet has become a successful platform for
organizing rap battles as it provided a tool that makes possible bringing together
participants from different regions and disseminate information about the contests to
attract a larger number of viewers. In the 17 years that have passed since the emergence
of online rap battles there were held more than 60 singles contests (9 Official Battles
and 15 Independent Battles on Hip-Hop.ru, 5 InDaBattles on InDaRNB.ru, 5 SaSiSa
Battles, 6 Zhigulevsky Battles, 6 COMETA Battles, 3 Ural Hip-Hop Battles, etc.) and
also team competitions (8 Team Battles on Hip-Hop.ru, 3 BattleTime, 6 Play Another
Game Battles, etc.) on the web’.

As for the live battles, the first ones were freestyled. The most large-scale
freestyle battle took place at the festival Snickers Urbania (Cnukepc Ypoanus) that was
held in different Russian cities from 2001 to 2010. This festival brings together all

4 Database on major internet battles was retrieved April 10, 2018 from https://www.hip-hop.ru/forum/
battlegrafiya-obshirnaya-baza-dannyh-razlichnyh-krupnyh-battlov-prohodyaschih-464098/#post10770846
98
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aspects of hip-hop culture, including extreme sports, graffiti, break-dance, beatbox,
freestyle, and a competition for young music groups. Another big festival that has a
freestyle contest was Splash! (2005-2011). In this contest the organizers offered the
topics for MCs to be freestyled. The interesting thing is that the use of mat (Russian
profanity) in rap battles at such a large festivals was forbidden.

As an opposite to these ‘official” festival battles teenagers started to organize their
own street freestyle battles. So there were HUJAKS (XVAKC, from 2008 to 2012 in
Saint Petersburg) and Shotgun (Moscow, from 2012). A small groups of young people
met together in the yards and competed in freestyling in an informal setting. There all
techniques of insulting were allowed: “yo mama” jokes'’, obscene language, etc. From
these street battles came some of today’s famous MCs as well as Alexandr Timarcev
known as Restorator (Pectoparop - lit. Restaurateur) - the organizer of VERSUS Battle,
the most popular Russian battle league.

In 2008 rap battling appeared on television: the authors of online battle project
InDaBattle in cooperation with Muz-TV organized TV series Battle for Respect. With
this project several rappers gained popularity, and the format of a TV show made it
possible to attract the attention of a large audience to the genre of rap battles.

Since the year 2013 the new period of the development of Russian rap battles
started. That was when the two battle rap leagues were organized: VERSUS Battle and
SLOVO. They had a new format that was unknown before - in this type of rap battles
MCs do not freestyle but recite their beforehand prepared lyrics without instrumental
beats. SLOVO appeared in Krasnodar and then rather quickly spread across Russian
towns. In 2015 the project split up and SlovoSPb (Saint Petersburg) became an
independent league. Another project - VERSUS Battle (also based in Saint Petersburg) -
is the analogue of foreign battle leagues Don’t Flop (United Kingdom) and KOTD
(King of the Dot, Canada). VERSUS Battle has become extremely popular during the
first three years of its existence. Because of it rap battling overcame the boundaries of

the subculture and almost became mainstream.

15 References to the opponent’s mother (also called a maternal insulf).
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III. ANALYSIS. VERSUS BATTLE LEAGUE

In this chapter I will provide the history of the development of Versus Battle league as
well as general characteristics of Versus Battle. 1 will concentrate on such categories as
1) volume, composition, tonality of communication within a rap battle, 2) participants,
3) types of addressees, and 4) intertextuality. Moreover, the verses from Versus battles
will be analyzed. This analysis will include: 1) rhyme, 2) obscene language, and

3) different strategies and tactics of verbal attack that MCs use in their texts.

3.1. General Characteristics of VERSUS Battle

As it was already mentioned above, Versus Battle league is an analogue of such foreign
battle leagues as Don’t Flop (UK) and KOTD (Canada). The Versus project was created
by Alexander Timartsev a.k.a Restorator in 2013. The site for holding rap battles is a
bar /703 based in Saint Petersburg, Russia. By now it has become a cult place for rap
community and rap fans, precisely because Versus is held there. The first episode of
Versus Battle was released on Youtube in September 2013, in that episode the
contestants were Garry Topor (I'appu Tomop) and Billi Milligan also known as STIM.
During the very first year of Versus’s existence, such famous rappers as Oxxxymiron,
ST, Johnyboy, Noize MC and Krip-a-Krip (Kpun-a-Kpum) took part in it. This has
given rise to interest among many rap listeners in the project.

In March 2014 Restorator started the spin-off project of the Versus Battle that was

called Versus: Fresh Blood the main purpose of which is to search for new talented
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MCs and present them to the public in battles. As Restorator himself says in an
interview: to take part in Fresh Blood, you need to send a video message, in which “in
one minute show both the technique and the personality - something interesting”
(Galkina 2016). The organizers of rap battles receive several thousand applications and
then choose 12 people who will participate in the project. In Fresh Blood MCs battle
with each other and after winning they go up the standings. In the final, the strongest
rappers compete for the season championship. The winner of the season are given an
opportunity to take part in the main battles of Versus, competing with already famous
rappers.

By the end of 2016 a new format of rap battles appeared in Versus - this was
called Versus BPM (beats per minute). In this battles MCs rap to beats, placing more
emphasis of flow. The first contestants of Versus BPM were representatives of
competing battle leagues: Rickey F (from Versus) and Gnojnyj (I'Hoiiubiii, from
SlovoSpb).

One year after that, in 2017, Restorator launched a new season of Versus: Fresh
Blood called “Battle of Styles” (Boitna Crtuieit). In this season, after the elimination
rounds, the contestants will be divided into two teams, each of which will be led by a
famous MC - Oxxxymiron and Smoki Mo (Cmoku Mo).

During the first three years of its existence, Versus Battle league has become very
popular. In the spring of 2015 a battle that took place between Oxxxymiron and
Johnyboy got a million views on Youtube the first day and beat all the records among
world rap battle leagues (It is still the most viewed battle of all Versus battles - by now
it has got 43 million views). One year later, in March 2016, this record was beaten by a
battle between two video bloggers Hovanskij and Larin that gained more than two and a
half million views in a day. Then, in the spring of 2017, a battle between bloggers
Dzharahof and Larin got more than 7,5 million views in a day, and, in the autumn, a
battle between Oxxxymiron and Gnojnyj aka Slava KPSS (I'noitnasrii aka Crnasa KITCC)

got more than 9 millions in a day.
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Such incredible popularity could not go unnoticed, and numerous articles and
notes about rap battles in general and Versus Battle in particular began to appear in the
press. The format of rap battles itself attracted the public, many people began to make
parodies of it and try to use this format in their projects. So, for example, in the autumn
of 2016, the political party “Fair Russia” (Cnpaseanuas Poccus) released its animated
pre-election video called “debattl” (that was pre-election debates in the format of
rap-battles). In this video, the party's head Sergej Mironov, under the pseudonym
OxiMironov, competed with Gennady Zyuganov (the leader of the Communist Party of
the Russian Federation), which was listed under the pseudonym ZuGGano. In these
pseudonyms, the references to the names of famous rappers Oxxxymiron and Basta aka
Noggano (bacra a.k.a. Horrano) can be easily seen, while the beginning of the video
was a parody of the battle between Oxxxymiron and Johnyboy. This move was made in
an attempt to attract the interest of a young audience to the activities of the party, but it
did not succeed. In June 2016, the hosts of one of the most popular programs of Channel
One of Russian Federal Television called “The Evening Urgant” (Beuepuuii Ypranr)
Ivan Urgant and Dmitry Khrustalev organized a rap battle in a TV studio between
rappers Garry Topor (I'appu Tomnop) and Fuse, in which the leader of Versus Battle
Restorator himself announced the beginning of the battle. A year later, in the summer of
2017, on the air of the same program “The Evening Urgant” appeared a video with a
battle of the show’s host Ivan Urgant and the leader of the group “Leningrad” Sergei
Shnurov. Urgant appeared in the image of Oxxxymiron, and the host of Versus Battle
Restorator again introduced the participants. Also on the wave of interest to rap battles,
this format was picked up by other media: in September 2017 on the air of Channel One
in the program “Tonight” (Ceromus Beuepom) its host Maxim Galkin arranged an
improvised rap battle with the guest of the program rapper Basta (bacta), and at the GQ
magazine award “Man of the year 2017” its hosts Ivan Urgant and Ksenia Sobchak also
decided to battle each other in the style of popular MCs.

Thus, rap battling definitely overcame the boundaries of subculture and almost

became mainstream, while the phrase “to call on the Versus” (“evi36amov na Bepcyc”)
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became a meme. Lots of media persons called other on a battle: the leader of the
movement “God’s Will” (boxss Bomst) Dmitry Enteo - rapper Oxxxymiron, rapper
Mlechnyj (Mneunsrii) - TV presenter Tina Kandelaki, rock musician Sergei Shnurov -
the famous journalist and TV presenter Vladimir Pozner.

Particular resonance was caused by the last battle between Oxxxymiron and
Gnojnyj aka Slava KPSS (I'noiinsiit aka CnaBa KIICC), in which the undisputed master
of rap battles Oxxxymiron (who had not lost any battle before) lost to Gnojnyj
(I'noitnerit) with a score 5:0. Reports about this battle was shown on TV, including
news sections. And on the air of state-controlled Channel Culture (Poccus-Kynbrypa)
an hour program was shown, which was devoted to the discussion of rap battles in
Russian culture and in which participated rapper Gnojnyj (I'Hoiinblif) along with some
reputable guests from the cultural community.

Another high-profile battle took place in October 2017 between Oxxxymiron and
American battle rapper Dizaster. It was an indeed a historic event for Russian rap
community as it was the first time when a Russian rapper performed on the
English-speaking battle and especially since his opponent was one of the strongest battle

rappers in the world.

3.1.1. Volume, Composition and Tonality of Communication

The volume of the genre is not strictly fixed, since unlike, for example, television
shows, it is not determined by broadcasting time. Duration of one release ranges from
14 minutes to almost an hour, the average duration of a release is about 25 minutes.
However, it should be noted that releases of Versus BPM are usually shorter, since
participants rap to a beat that does not allow rapping to be slow.

The composition is divided into three rounds, in each of which the participants

read out their pre-written verses. Also sometimes at the beginning of a new round the
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participant can respond to the opponent's verse with an improvised f7ip’®, and then go to
his verse. At the beginning of the competition there are a signature video introduction
and a recognizable melody - a “calling card” of the show. Then the participants are
introduced to the audience: they say a few words about themselves and their opponent
and answer a couple of questions from the host. After that, the host appears with his
speech that includes a greeting, a presentation of the program to the audience and his
catchphrase “Let’s make some f*cking noise!” (“Ilowymum, onams!”), after which the
battle itself begins.

Rapper’s performances can sometimes be regulated by the host who can
implement a dialogue-structuring strategy by the use of tactics of control over the
initiative and allocation of the initiative. For example, when one of the participants
interrupts another or disturbs him in any other way while he reads out his verses, the
host can censure such an MC and ask him not to interfere with the performance, but to
wait for his own round. Also, the host can address the spectators when they make too
much noise and disturb the performer.

The denouement comes at the end of the battle, when after three rounds the judges
express their opinion and decide who wins. However, it should be pointed out that there
are no judges in Versus BPM, so there is no winner among the participants of a battle. It
can be assumed that this happens first and foremost due to the fact that it is much more
difficult to assess the participants who perform to a beat. This is because, firstly, they
rap much faster and therefore some of the punchlines'” may go unheeded (while often
the judges evaluate only punchlines), and secondly, it is much more difficult for judges
to evaluate the flow. As already mentioned above, often in battles without beats rappers
seem to just rhythmically read their verses with a singular lack of original flow. Thus, if
the flow is especially good, the judges may evaluate it, otherwise they simply ignore the

way MC raps and evaluate only his delivery and the text itself.

'® Flip is an improvised answer to an opponent’s round.
' Punchline in rap is a part of a joke that personally attacks the opponent and makes everyone laugh.
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In addition to summing up the results of a battle, in the denouement the host takes
the floor: he thanks the participants and spectators and bids farewell to them. At the end
of the denouement there is also a catchphrase - Restorator closes the battle saying: “/¢
was Versus Battle! Let’s make some f*cking noise!” (“Omo 6vin Bepcyc bammn!
Howymum, onams!”).

So, as we can see, the composition of the battle is quite clearly traced, despite the
apparent, at first glance, vagueness and the occasional spontaneity of dialogue between
its participants.

Referring to the tonality of communication as its “emotional and stylistic
format” (Karasik 2007: 79) within the studied genre, it must be said that the interaction
between participants of rap battles is characterized mainly by conflict and hostile
tonality, as the primary purpose of the participants is a victory over a rival. Thus, a key
aspect of tonality of this type communication is its conflict-emotional essence which
aims at suppression of an opponent and approval of own rightness. Accordingly, the
division of the world in terms of “friend” and “foe” is based on the principle “a foe is
always wrong”. Each of the participants creates an image of an enemy in his own way
and ascribes it to the opponent.

The tone of communication in rap battles is characterized by aggressiveness, that
made it possible to speak of the presence of the so-called aggressive tonality of
communication: the participants of the battle take positions opposite to each other and
the organization of their dialogue is built as a verbal duel.

In general, the whole atmosphere of communication in rap battles is conflict,
while such a conflict communication is often motivated both by MC’s positions on one
hand and by their personal experience on the other. In this case, it is especially
interesting for the audience to see the battle, because the participants are opponents in
real life and there is already a real conflict in their relationship (e.g., battle between Guf

and Ptaha (ITraxa)'® or Oxxxymiron and Gnojnyj (I'nolinblii)'?).

'8 https://youtu.be/XTI5QL-mi8E
1% https://youtu.be/v4rvTMBCJIDO
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At the same time, in some cases the conflictuality of communication between
participants turns out to be not motivated by any real confrontation in life. In this case,
the opponents simply “try on” the image of rivals, whereas in life they can respect each

other or even be friends.

3.1.2. Participants

Among the participants of rap battles, there are, in the first place, host and contestants,
and in addition, there are judges and audience in a room. It must be pointed out from the
outset that this genre is characterized by a clear distribution of roles between the
participants of a battle.

Let’s consider each of the participants of communication within a rap battle in
more detail, for this I will refer to the images of the host, contestants and addressees.

The host of Versus Battle is Alexander Timartsev a.k.a Restorator (lit.
Restaurateur). He is an active member of the Saint Petersburg rap community. In his
youth, he released his own rap compositions under the pseudonym Tim51 and
participated in the street freestyle battles HUJAKS. In addition, Restorator is also a
founder of Versus Battle, and therefore enjoys special reputation among the audience.

The host of a rap battle is not one of the main characters in Versus Battle, but acts
as a moderator. Within the battle the host plays a role of an “organizing element”: he
asks questions to the contestants at the beginning of the show, introduces them to the
crowd, announces rounds and sometimes makes his own comments.

Speaking about the qualities of speech of the host of Versus Battle, 1 will turn to
the types of representatives of speech culture. O.B. Sirotinina distinguished for such
types:

1) Elite one. The representatives of this type are people who abide all the norms of
a literary language, as well as ethical and communication norms (Sirotinina

2001: 22);
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2) Average-literary type is a not fully mastered elite one, so the representatives of
this type abide the norms of a literary language, but they abuse book vocabulary
and foreign words (Ibid.);

3) Literary-conversational type is close to vernacular type of speech culture. It is
different from the familiar-conversational type only by amount of low colloquial
lexis (Ibid.: 23);

4) Familiar-conversational type. In this type the amount of rude words and
vernacular elements increases. Also, there are a large number of foreign words
and book vocabulary that coexist side by side with obscene language (Ibid.).

In this particular case, the host of Versus Battle can be defined as a representative of a
familiar-conversational type of speech culture. In his speech, jargon, rude and obscene
words and vernacular elements are used. It should be noted, though, that in this case the
possibility of using familiar-conversational elements is determined, first of all, by the
conditions of communication. Since communication occurs in an informal framework
and battles are released on the Internet where is no censorship (unlike television or
public press where according to the law of the Russian Federation it is forbidden to use
obscene language), the host may allow himself almost absolute freedom of expression.
Rather, self-censorship lies not in the choice of lexical means but in the choice of topics
for conversation. It is interesting to note that such self-censorship within the choice of
topics is also common to MCs themselves. Despite the facts that they perceive a rap
battle as a playful competition and that what was said at a battle remains at a battle (the
contestants do not take offense at insults and dirty jokes about them), the general public
sometimes do not accept the rules of this “game” and some of the rappers’ words may
be assessed negatively by people. Accordingly, MCs prefer not to deal with certain
topics in their texts. For example, after Gnojny;j’s joke about Chechen women, he began
to receive threats and calls for reprisals against him from Chechens. After this incident,
other rappers tend not to make jokes about things like that for fear of negative feedback

from the public. It should also be noted that such self-censorship is not typical for
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foreign rap battles, as they are not so widely popular and, therefore, do not receive such
a broad response from the public, so MCs can discuss “forbidden topics” fearlessly.

The contestants in rap battles are mainly MCs, both already successful and
famous battle rappers and the newcomers who are only trying their hands in the genre.
The first group participates in the main seasons of Versus Battle while the second one
has an opportunity to join Versus Fresh Blood and, in case of a good performance, get
into the main events. Thus, Versus Battle provides a chance for newbies to present
themselves as rap artists to the general public, to obtain new fans and even become
successful in rap music industry. For example, Garry Topor (I'appu Tomop) who has
won three times in a row over rather powerful opponents (including Noize MC who is a
very famous rap artist in Russia), made a career and became a quite successful concert
performer. As Restoratos says in one interview: “Battles is a way to attract the public to
your side, and not vice versa. If a character is not interesting as a creator nobody will
want him regardless of what he have done” (Nedashkovskij 2015).

One interesting feature of Versus Battle (in contrast to western battle leagues) is
that not only battle-rappers, but also just famous rap artists participate in it. It is hard to
imagine that in the USA such celebrities as, for example, Eminem or Kanye West take
part in a rap battle. Of course, even among them a beef? can occur (as it is an integral
part of hip-hop culture), but still they do not participate in such competitions as rap
battles. In Russia, in contrast, such famous rap artists as Oxxxymiron, Noize MC, LSP
(JICIT), Guf and Ptaha (Iltaxa) compete on Versus Battle. To some rappers it is also a
way to reanimate their career (e.g., Krip-a-Krip (Kpun-a-Kpum), Czar).

Another interesting feature of Russian rap battles in general and Versus Battle in
particular is that (in contrast to foreign ones) among the contestants there may not be
necessarily rappers, but stand-up comedians, poets and just famous people. As Den
Cheyney, the founder of another popular battle league of the SlovoSpb says in an

interview:

2 Beef'is a feud between the representatives of hip-hop culture.
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Battles were originally a form of hip-hop. However, in recent times, the rap-component is
leaving: those MCs are credible who focus on the beauty of Russian word. It is not
necessary to be a rapper to participate in a battle (Galkina 2016).

So, for example, Ernesto Zatknites?' (Dpaecto 3arkaurecs), who is also a participant of
some poetry slams, and St. Petersburg poet Marina Katsuba® took part in Versus Battle.
Moreover, in March 2016 there was a battle between two popular Youtube-comedians
Larin and Hovanskij*. In April 2017 another rap battle took place between video
bloggers Larin and Djarahof*. In these last two cases, it is obvious that the participants
wanted profit from the popularity of rap battles and draw attention to themselves.
However, there is also a reverse process: Versus Battle also became more popular due to
the participation of such scandalous and well-known bloggers and attracted their

audience.

3.1.3. Types of addressees

Among the addresees in this communicative genre four groups may be distinguished:

1) direct opponent;

2) judges;

3) audience;

4) Internet viewers.

It should be especially noted that the representatives of the first group are also
addressers, since during the battle the roles of the contestants in each round are
changing. I will try to briefly characterize each of the groups below.

To the direct opponent in the person of another contestant, the speaker addresses
his verses, with him he argues and to him he expresses his point of view. In this case,

the verbal expression of the speaker’s intention will depend on who is his direct

2! https://youtu.be/Lj6KCkFBz0I

22 https://youtu.be/gU1230zv7Ww
2 https://youtu.be/Tp0GTdXwxMw
 https://youtu.be/y | EKHqSfmS4
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opponent in a particular battle. Accordingly, he will choose different strategies and
tactics to achieve his main goal that is to win in the battle.

However, despite the seeming address of the text only to the opponent, the
contestant while rapping his verses takes into account also the other participants of the
battle (that are the judges, the host and the audience), as well as Internet viewers.

The judges evaluate the contestant’s verses and his delivery, listen to his
arguments and, at the end of the battle, express their opinion on his performance. Thus,
although they are not the direct addressees at a certain moment of communication, they
are still also direct participants of communication as a whole alongside with two
contestants, that are engaged in a dialogue. In Versus Battle, the judges are the members
of rap community, rap artists or just famous public people. It is interesting that among
judges there also may be bloggers and comedians: for example, for a long time one of
the permanent judges of the battle was vlogger and stand-up comedian Yury Hovanskij
and there appeared vloggers Eldar Dzharahov and Ilya Prusikin aka Ilyich. The presence
of such persons on the battle, in turn, also attracts new audience to rap battles, making
Versus Battle more popular among people that even are not interested in rap.

As already mentioned above, in addition to the contestants, the host and the
judges, there is always an audience in a bar where the battle is conducted. They are
spectators who take a relatively passive position within the communicative genre. They
also evaluate the performance of the contestants and express their attitude to the verses
with exclamations and noise. The crowd can support the speaker or, conversely, react
negatively to some of his statements. Since the spectators that are present at a battle are
members of rap community or friends and acquaintances of the host and contestants, the
latter have an opportunity to bring their friends into the battle. A lot of MCs take this
opportunity and bring their “support group”, who actively encourage their mate and
react negatively to the performance of his opponent. However, in general, this category
of participants of the battle is rather passive: they do not have the right to speak, so they

have to express their approval only with exclamations and claps.
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The fourth category of addressees - Internet viewers - is so diverse that it is not
possible to accurately and comprehensively characterize it in the framework of this
research. Nevertheless, it 1s worth noting that, to some extent, the Internet audience is
the target addressee of those who perform on the battle. Convincing the Internet viewers
that your position is right, attracting them to your side means achieving a new audience,
expanding the pool of your fans, who will support you in the future, take an interest in
your work, go to your concerts and so on. This is often the main goal of the participants
of the battle, because despite the judges' assessments, it is the viewers who determine

the fate of the artist and his commercial success.

3.1.5. Intertextuality

The concept of an intertextuality was developed and coined in science by a
Bulgarian-French philosopher and literary critic Julia Kristeva in her works “Word,
Dialogue and Novel” (1980b) and “The Bounded Text” (1980a). It proposes the text as
“a dynamic site in which relational processes and practices are the focus of analysis
instead of static structures and products” (Alfaro 1996: 268). Kristeva claims that “each
word (text) is an intersection of other words (texts) where at least one other word (text)
can be read” (Kristeva 1980b: 66). Thus, the concept of an intertextuality implies that
any literary text is related to other texts (e.g., through the use of allusions to them).
There are a lot of intertextual figures: allusion, quotation, calque, plagiarism,
translation, pastiche, parody and so on. According to John Fitzsimmons, there are three
types of the intertextual relationships: a) obligatory, b) optional, and c) accidental
(Fitzsimmons, 2013). These three types of the intertextual relationships are separated on
the strength of two following factors: 1) the intention of the writer, and 2) the
significance of the reference (Ibid.).

According to Iampolski, the origins of the theory of intertextuality are M.

Bakhtin’s theory of a polyphonic novel, Yu. Tynyanov’s theory of parody and
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Saussure’s theory of anagrams (Ilampolski, 1998). The elaboration of the concept of
intertextuality by Julia Kristeva was based on Saussure’s study of signs and Bakhtin’s
notion of dialogism and heteroglossia. The idea of a dialogue between the texts
originally belonged to M.M. Bakhtin. In his work “The Problem of Speech Genres” he
distinguishes between literary and everyday language, between primary and secondary
genres, and also between dialogic and monologic works of literature (Bakhtin, 1986).
His concept of dialogism implicates that the dialogic works of literature carry on a
continual dialogue with other works of literature. However, this concept apply not only
to literature, but to all language. According to Bakhtin, all language is dialogical: every
statement exists in response to the previous statements and in anticipation of the
following ones (Ibid.).

Thereby, Bakhtin’s idea of dialogism was applied by Kristeva to the study of the
concept of an intertextuality. A bit later this concept was developed by Roland Barthes,
Michel Riffaterre, Jonathan Culler, Gerard Genette and others.

As Roland Barthes stated:

Any text is an intertext; other texts are present in it, at varying levels, in more or less
recognizable forms: the text of the previous and surrounding culture. Any text is a new
tissue of past citations. Bits of codes, formulae, rhythmic models, fragments of social
languages, etc. pass into the text and are redistributed within it (Barthes 1981: 39).

In the analyzed genre of a rap battle intertextuality is present on all its levels. Below, I
will look at the examples of an intertextuality in rappers verses, as well as their flow and
delivery.

Intertextuality as co-existence in one text of two or more different texts is
manifested itself in the texts of rap battles in the use of quotations, allusions, plagiarism,
precedent names, etc.

Quite often there are cases of referring to various prominent figures:

- “Ho s cam cebe pedxcuccep — s mebs cozoan u cuan / 2 — Bbproc Yun u
Kpucmogpep Honan 6 oonom” (Annex 2: lines 21-22) [But I am my own director
- [ created you and made a picture / I am Bruce Wayne and Christopher Nolan,

all in one];
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“Oxkcu, mot scencmeenneti bpumnu Cnupc 6 knune "Toxic" / A s be3bawennblil
yontoook — mens 306u [nconnu Hokceun” (Annex 1: 118-119) [Oxxxy, you are
more feminine than Britney Spears in her video “Toxic” / And I am crazy
bastard, call me Johnny Knoxville];,

“Ilocosopum o meoem anvbome, pazbepem ¢ XiaoHokposuem Jlaspenmus
bepus” (Annex 2: 145) [Let’s talk about your album and analyze it in the

cool-blooded manner of Lavrentiy Beria],

On these examples we can see the use of precedent names as a manifestation of an

intertextuality. According to Kolesnikov, precedent names in rap discourse “are used to

introduce into the text a cultural marker that could be understood by the majority of

certain social group” (2014: 66). The use of precedent names in the verses of rap battles

allows rappers to actualize in the memory of listeners the images of certain persons as

well as their characteristics. Thus, precedent names perform the function of comparison

and create the expressiveness of the poetic image. In addition to this artistic function,

precedent names also help the MCs to make their texts more comprehensible, for what

they use references to mass culture.

Apart from the references to various prominent figures, rappers also use:
References to other rappers: “Cetiuac mot 3a85a3an, a panvuie, NOMHULUD, ObLI
HeyoauHuk-nvanuya? / Ho momueupyem mebs meuma cmams Ko20a-mo 6ozaye
Anukca” (Annex 1: lines 141-142) [By now you got clean, but before that, do
you remember, you was loser and drunkard / But you are motivated by a dream
of becoming richer than Yanix]; “Paoom c¢ moboto oadxce Johnyboy oOvin
mpywnvii nayar” (Annex 2: line 86) [In comparison with you, even Johnyboy
was a cool boy];

References to classics, to prominent hip-hop figures: “A anmudpeiixep, original
russian hater, Mamyo - espeiika, mou 6bams xax 6ams /pauxa” (Annex 1: line
389) [ am anti-faker, original russian hater, My mother is Jewish, my father is
like Drake’s father)); “U oOaoxce meoti mooumsiti Jlamap cosopun: “FUCK
TRUMP’” (Annex 2: line 205) [And even your favourite Lamar said: “FUCK
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TRAMP]; “A max cmap / /[ns mens «Black Star» oznauaem Talib Kweli u Mos
Def’ (Annex 2: lines 671-672) [I am so old that / for me “Black Star” means
Talib Kweli and Mos Def];

References to classical writers: “Opueunanvhuliil crodcem — mpacuieckas
1100066 nocpedu anmuymonuu / brsaov, maxozo youc Hu y koeo He owino, 0oa? / Hu
v Opyanna, nu y 3amamuna” (Annex 1: lines 155-157) [An original story - a
tragic love in the middle of anti-utopia / F*ck, no one had that, right? / Neither
Orwell, nor Zamyatin]; “Omo ne moeno 6eimo y Ilacmepnaxa, smo nonpocmy
besepamomno” (Annex 2: line 178) [It could not be in Pasternak, it is simply
illitirate]; “Y smoii meneze epawaromes ocu — hymypucmsi CKuHyIU ¢ Kopaois
cospemennocmu Ilywkuna / A 6wl 00 cux nop yenusinucy 3a OKcu, 6edb OH Jice
acueot...” (Annex 1: lines 218-219) [This cart’s axles are turning - futurists
threw Pushkin off a ship of modernity / While you are still clinging to Oxxxy, as
he is alive...];

References to literary/film characters: “4 moe ckazams, mol Ovinu kpyue Coiiepa
u @uuna”’ (Annex 1: lines 133-134) [I could say that we were cooler than
Sawyer and Finn); “U nocxonbky mol, cyka, ebauvlii NIAHKMOH, Oe320/108ee,
yem H30 Cmapk, / Tebe nuxozoa ne 3auamo motl mpo, I'peiidncon Teon, seow
mol Oadce He mou dacmapo” (Annex 1: lines 376-377) [As you are, b*tch,
[f*cking plankton, and even more stupid than Ned Stark / You will never take my

throne, Greyjoy Theon, as are not even my bastard].

Aside from precedent names, rappers use direct quotations in their texts. An interesting

example of such quotation was found in the end of Oxxxymiron’s second round in his

battle against Gnojnyj aka Slava KPSS (I'noiinsiii aka CnaBa KIICC) (Annex 2: lines

406-421). There Oxxxymiron recite parts of N. Gumilev’s poem The Word. This poem

consists of six stanzas and Oxxxymiron recited four of them. In his texts Oxxxymiron

often makes ‘intellectual’ references (mentioning writes and texts that may be not

known to the general public), but this quotation besides the educational function also
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performs the artistic function and emphasizes what he says in this round. A big part of
the round is devoted to SlovoSPb battle league (lit. ‘WordSPb’) that was presented by
Gnojnyj (I'noitnbrii) at this battle. Oxxxymiron accuses SlovoSPb of lying and
dishonesty and blames Den Cheney (the host and organizer of SlovoSPb) for betrayal
(Annex 2: lines 302, 328-362). Thus, the Word described in Gumilev’s poem coincides
with SlovoSpb that is discussed by Oxxxymiron, and the last lines of the poem sound
particularly vividly and meaningful: “Bwst emy [cnoey] nocmasunru npedenom / Ckyunvie
npedenvi ecmecmea / M, kax nuenvl 8 yave 3anycmenom / J[ypHo naxwym mepmebvie
cnosa” (Annex 2: lines 418-421) [You designed for it [word] the limits, gladly — / The
scant limits of the life and thoughts, / And like bees in empty hives smell badly — / Badly
smell the dead forever words].

In terms of flow, it should be pointed out that in this paper copying of flow will
not be considered. I will study only the case of imitation of flow as a part of an
intertextual game within rap battles. A good example of such imitation is a part of
Oxxxymiron’s battle against Johnyboy. In the second round Oxxxymiron recites the
translated verses of American rappers using their style of rapping. He refers to The
Message by Grandmaster Flash & The Furious Five, Rapper’s Delight by The Sugarhill
Gang, It’s Like That by Run-DMC., Changes by 2Pac, Guilty Conscience by Eminem
ft. Dr. Dre, and Backseat Freestyle by Kendrick Lamar (Annex 1: lines 181-208). By
such an intertextuality he wanted not only to demonstrate his great skills of flow, but
also to prove his knowledge of hip-hop culture and assert his superiority over the
opponent: “Bce mvl 3Haem: on Mapwanna mexcmol nepegooum, konupys @roy / A
nooyman, umo cmano Ovl, eciu Obl 6cem cmanio max molpumsv He enom? / /s meeo
Omunem — nomonok, smanown, smom Cmon nobum Kpacms npocmo A6Ho / [na mens
secb xun-xon — kamanoe. Umozo. st 6vl Moz soposams nocmosnuo” (Annex 1: 174-177)
[We all know that he translates Marshall’s text and copies his flow / I have thought
what would happen if everyone would start to steal// For him, Eminem is a ceiling and
a standard, this Stan obviously likes to steal / For me, the whole hip-hop is the

catalogue, so I could steal all the time]; “3naeww, umo smo 6wi10? /Joxazamenbcmeo
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meoell eepoanvhol Huwemsl / 3Haewn, nouemy? A oadce xonupyio uydcue cmailivl
opucunanvree, yem mor” (Annex 1: 210-211) [Do you know what it was? It was a proof
of your verbal poverty / Do you know why? ‘Cause I am more original than you even in
copying others style].

As for the delivery, in rap battles the imitation of someone else’s style also may
be a part of an intertextual play. For example, in the battle against Gnojnyj (I'HO#HBII1),
Oxxxymiron copies his own famous hand movements from another battle: when he
battled with Johnyboy he started his first round with obscene ‘counting-out game’ that
was accompanied by a certain hand movement. So, in his battle with ['HoiinbIi, he does
the same moves that are associated by the public with this swear counting, but then
recites completely different text. By this intertextual game he provides the element of

surprise to his performance.

3.2. Rhyme

Speaking about the texts of rap battles as poetic ones, I will refer to Lotman’s Analysis
of the poetic text (1976). According to Lotman, the belletristic function of rhyme has a
great similarity to the function of the metrico-rhythmic structure of the poetic text, as
“the complex relationship of recurrence and non-recurrence is inherent to rhyme just as
it 1s to rhythmic constructions” (Lotman 1976: 56). By becoming a characteristic feature
of the poetic text rhyme has acquired an organizing metrical function, but at the same
time it preserved one important aspect of prose that is the tendency toward content:

Rhythmic recurrence is the recurrence of position. Given this fact, the phoneme as a unit of
a certain linguistic level enters into a differentiating group of features. Thus, the element
being activated belongs to the plane of expression (Ibid.).

The sound of rhyme has not an acoustic or a phonetic but a semantic character as it “is
directly linked to its unexpectedness” (Ibid.: 58). According to Lotman, this can be
proved by comparing tautological and homonymic rhymes:

In both cases the nature of the rhythmical-phonetic coincidence is identical. However,
rhyme resounds richly only given non-coincidence and remoteness of meanings. (The
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juxtaposition is perceived as a surprise.) In cases of the recurrence of both sound and
meaning, thyme produces an impression of poverty and is recognized as rhyme only with
difficulty (Ibid.).

Furthermore, this comparison proves once again that the recurrence also involves
difference and that “coincidence on one level only highlights non-coincidence on
another” (Ibid.).

The other key function of rhyme is that it pairs the lines up. This leads to the
situation in which a reader of the poetic text “perceives them not as a conjunction of two
separate utterances, but as two modes of saying the same thing”. Thus, on the
morphological-lexical level rhyme has the same function as anaphora has on the
syntactic one (Ibid.).

In battle rap rhyming (as a component of flow) is very important. As Paul
Edwards noted, one of the most important things is writing braggadocio (a battling form
of rap) is knowing different ways of rhyming (2009: 28). Adam Krims highlighted that
in hip-hop song there are lots of complex rhyme schemes such as multiple rhymes,
internal rhymes, offbeat rhymes, multiple syncopations, etc. (2000: 49).

In rap battles examined in this paper rhyming is perhaps even more important than
in rap songs. Since the texts are written by MCs in advance (unlike freestyle battles),
rappers can make their texts more complex and better constructed and pay more
attention to the poetic side of their verses. Accordingly, the evaluation of the verses
(both by the judges and the public) is based largely on this circumstance and the use of

simple rthymes discredits the performer. As it was rightly pointed out by Marchenko:

Complex rhymes are a sure sign of a good rap text and all of the best rappers use them. It it
more difficult to make complex rhymes, and they are more impressive than ordinary ones,
therefore they cause more respect. Complex rhymes will add more diversity in your rap
lyrics and help to improve your verses® (Marchenko S.a.).

Rhymes may be classified by their position in the verse (Stillman 1966).

Therefore, there are following types of rhymes:

3 “CrioskHbIe pU(PMBI - 3TO BEPHBIN NPU3HAK XOPOIIETO PIII TEKCTA U BCE JIYULIHUE PITIEPHI UX
PUMEHSIOT. VX Tpy/iHEe CIIOXKHUTh, U OHM IIPOW3BOJIAT OOJIBIIE BIICUATIICHNUS, YeM OOBIYHbBIC pUPMEIL, a
MIOTOMY BBI3BIBAIOT OoJbIIe yBakeHHs. ClIOKHBIE pUPMBI 100aBAT OOJIbIIE pa3HOOOpa3Hs B TBOU PAII
TEKCTHI ¥ IOMOTYT YJIyYIIUTh TBOH CTHXH .
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e Tail (end) thyme (that is one in the final syllable of a verse);

e Internal rhyme (in this type a word/phrase in the interior of a line rhymes with a
word/phrase at the end of a line);

e Off-centered rhyme (here a word/phrase that is thymed with another one occurs
in an unexpected place in a line);

e Holorhyme (in this type not a single parts of words but the whole words/phrases
are rhymed);

e Broken rhyme (here a word is split over different lines to make a part of that
word rhymed with another word);

® Cross thyme (here a sound/sounds at the end of a line is rhymed with the same

sound/sounds of another line).

Among the types of rhymes in rap texts, there are singled out (Dictionary 2012):
d Simple rhymes:
Q  Verb rhymes (eraconvusie). Here MCs just thyme verbs with the other verbs
(e.g., cuoen — znnoen’’ [sid’el — gl’id’el]). This is the simplest kind of
rhyming, and its use reduces MC’s chances of success to a minimum;
(A Quadratic rhymes (ksadpammuwie). In this type the ends of the rhyming

words coincide (e.g., copa — nopa [gara — paral)):

d Standard ones (e.g., OonvHuust — cmpanuyst [bal’M’itsy —
stran’itsy]);
[ Modified ones (e.g., case inflection: nakazanus — noxazanuem

[nakazan’ija — pakazan’ijem));
d Adverb-adjective ones (e.g., mecnosamo — 6ecnosamuiii [t’esnovato
— b’esnovatyj));
A Accentual thymes (axyenmmnwie). This type of rhymes is based on phonetic
similarity between syllables, while inflectional suffixes are not similar:

[ Perfect ones (e.g., mo10k0 — monoodori [ malako — maladoj));

%6 Hereinafter examples from Dictionary (2012).
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( Imperfect ones (e.g., Oankonuwvii — napkoska [balkonny] —
parkofkal));

[ Ones based on hushing sounds (fricative and affricate consonants) (ra

wunsawue) (e.g., uyecmeo — KowjyHcmeo [ch’ustva —
kasch’unstval));
(1 Ones based on -mbcsi — -ya [-t's’a — -tsa] (e.g., okonuua —

ykonemcsa [akolitsa — ukolista]);
(A Complex rhymes. This is a kind of rhyme, when the line rhymes not one word, but
several - in the middle of the line and at the end:

(A Internal rthymes. This is a type of rhyme when in a line not one word but
several words (in the middle and at the end of the line) are rhyming:

(d Ordinary ones (e.g., “T6ou HoMmep - 8eYHO 6MOPOU, KAK HA CHUHE Y
Manvounu / A cebe ykon pugmvl ekonon, mym npomus Oma
“Honmunnux” [ftaroj — fkalol; mal’d’in’i — palt’in’ik]);

(d Double ones (e.g., “He cnedyi 3a MHOU ho cmonam, si - 6e4HbLI
aymcaitoep / Mos yenv - cnaiumos KOCMOC 00mMaA, a He pedyka oa
ycaovba” [mnoj pa stapam — kosmas datla; vechnyj autsajd’er —
rechka da usad’ba));

[ Multiple ones (e.g., “/ e1e3 na xo0dy, u oadce eciu 30ecb nponaoy /
Kpecm na z2opéy, 6eccmeo - mady, neusgecmno komy / 3auumuléas
mexcm Bazadyno, noka ne naiidemcs mecmo 6 2pody” [vl’es na hadu
— zd’es’ prapadu — kr’est na garbu — b’ekstva tabu —
n’eizv’esna kamu — t’ekst vagabund — m’esta v grabu]);

[ Beginning rhymes (nauanvusie). Here rhyming words are placed at the end
of a line and at the beginning and the end of another line (e.g., “He 0o cna -
MHe wiirom Kyniemsl 8 ckaun - memacnam / Monumecs na pan? A npudy
amom xpam - I'epocmpam / Mue nacpamo, sam yxooums ¢ ¢apsamepa

nopa” [n’e da sna — m’etaspam — g’erastrat — mn’e nasrat’]);
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O Double rhymes. This is one of the most popular types of complex rhymes.
In this type the last two words of each line are rhyming (e.g., “Ho ue
botimecsy, 30ecb 6Cé oueHb YueUAbHO / H Huwul, HO y MeHs, KaK V 8auux
Bentley, 6ocemb yununopos” [och’en’ tsyv’il’no — vos’em’ tsyl’indrof]);

(A Triple rhymes. In this type the last three words of each line are rhyming
(e.g., “Ham mym npuwnoco evioueamvca Gaxmuvecku u3z Hynei /
Wsmepsss  Onuny Oucmanuyuu Koauuecmeom nu3zowiei” [vyb’ivatsa
fakt’ich’eski iz nul’ej — d’istantsyi kal’ich’estvam p’izd’ul’ej]);

(d Pantorhymes (nanmopugma). This is the most complex type in which all of
the vowels of two lines are rthyming (e.g., “Boodonao & conosax. Ilaxosan
moany / Ilooasan kamagark no domam. Tatigpyn” [vadapat v galavah
pakaval talpu — padaval katafalk pa damam tjafun]);

[ Tight rthyming (n1omnas pugmosxa). Within this type all of the words (or
almost all of the words) in a line should contain the same syllable (e.g.,
“Moti npocro3 - movl npoucpaewib, 6po, u RPOCMo BPoLdeutb VoMol [moj
prognoz ty proigrajesh’ bro i prosto projd’esh’ domoj]).

As it was already mentioned above, in rap battles the use of complex rhymes is
especially appreciated as rappers write their texts in advance and have an opportunity to
devote time to the poetic characteristics of their verses. Complexity of rhyming is a plus
for an MC and is welcomed both by the judges and just spectators.

Below, I will examine what types of complex rhymes rappers use in their verses at
the examples of two battles: 1) Oxxxymiron VS Johnyboy, and 2) Oxxxymiron VS
Gnojnyj aka Slava KPSS (I'notinsrit aka Cmasa KITCC). It should be mentioned, though,
that in spite of the value of complex rhymes at rap battles, among simple rhymes
quadratic ones are still very popular:

“Tam xomwv 00U Gemepano8 U, KaK-HUKAK, yeaxceHue / 30ecv e20 6edb HuU
epamma, muvl cparoe ompaxcenue / H 30ecb, umobOvl nopoicaiu Ha napy c

npeneopexncenuem / Oun KO MHe ¢ o00o0dcanuem, nooOpadcanuem, Ho
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ommopycenuem” (Annex 1: lines 20-23), [uvazh’en’ij’e — atrazh’en’ij’e —
pr’in’ibr’izh’en’ij’em — attarzh’en’i’j’em];

- “Bce ocoanu 4 2ooa, u on kak moe nacneman unmpuzy / 1 ece, umo emy npuuinio
6 eonogy - 3anucams ayouoknuzy” (Annex 2: lines 148-149), [intr’igu —
aud’iokn’igu];

- “Axunnec — uepenaxa — namka / bvicmpo enumwvisaewn, xax 2yoxka / Ho s
evloicmy meos — mol mpanka” (Annex 2: lines 379-381), [p’atka — tr’apka].

The other types of simple rhymes are rare in the texts of chosen battles. And instead
rappers often turn to complex rhyming, thus demonstrating their poetic skills. For
example, they often use internal thymes:
“A moboii noobedaro, mebe 6vimv yooopenuem / Tol 30ecs He 3a HOOedow, a 3a
moum 000o6penuem” (Annex 1: lines 28-29), [paab’edaju — pab’edaju;
udabr’en’ijem — adabr’en’ijem];

- “U maxoii xyinu y neco 8 mexcme naganom / 3axooum Ofc, 6e0b on nodaém eé
¢ 3aHocuugvim ebanom snamoxa” (Annex 2: lines 485-486), [navalom —
j’ebalom];

- “A umo nu Cnoso, mo onegp /'Y mena u Canvrka nabepemcs zauwkeapos / Ho

MONbKO panenbvill 1e6 — smo 6ce ewe aes”’ (Annex 2: lines 302-304), [bl’ef —
Pef — Def];

- “Ilna neeo Dmunem — nomonok, smanou, smom CmaH 1H00UmM Kpacms npocmo
Aeno / J{na mensi eecb xun-xon — Kamanoe. Mmoeo: s 6v1 moe eoposams
nocmoanno” (Annex 1: lines 176-177), [patalok — katalok; javna —
pastajanna];

- “Tak xax cayxu noaziu mym muozcue, / /lasaiime no2ogopum o6 3mom 8 oyxe
koncnuponozuu” (Annex 1: lines 313-314), [sluh’i palzl’i tut mnog’ii — duh’i
kansp’iralogii].

Double rhyming is a bit less popular in rap battles, as their production requires more

poetic skills from the author. Nevertheless, double rhymes are still common in

performers’ verses:
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“Beskuti pas, xoc0a oH 3auumaem, ymo npeockasviéanl ycmuo Mupon / Boi
yenviuume *38yk* — nazvieaemcs epycmuwtit mpomoon” (Annex 1: lines 50-51),
[usna m’iron — grusnyj’ trambon];

“A Ko20a mebs npuxeamum NOHOC, 3HAeUlb, YMo 3Hamb 2axce ece2o? / Ymo ece
meou noxoovl 8 myaiem Ce;A3aHbl — )y mebs KOHYenmyaibHoe oaxce 0epemo’
(Annex 2: lines 186-187), [gazh’e vs’evo — dazh’e d’er’mo];

“U 3nasn, wumo 3acpym, 6yoem cmeamubcs HAo coboit / U ckadxcem, umo s mpycun
yenvlii 200 cosamuca 6 oou / Ckanoan, pazodniauenue, uHmpuzu, CiyxXu, 2psa3b —
/ Bcé evisanum, 3ademov mens mam auxo yxumpsascy” (Annex 1: lines 58-61),

[sm’ij’atsa nad saboj’ — savatsa v boj’; sluh’i gr’as’ — I’iha uh’itr’as’].

The least-used type of complex rhyming in analyzed battles is triple rhyming. This type

is rare in the texts of popular rappers and the use of such rhyming demonstrates great

skills of an author. It is interesting that this type of rhyming was found only in

Oxxxymiron’s verses that makes it possible to speak about the higher quality of his

poetic skills in comparison with other MCs:

“Tot 6 camamopuii He chnewiu, Imo ewé ueemouxku / Mol 0ba 3naem, Kmo
eéepuwuna nuuieeoii yenouku”’ (Annex 1: lines 158-159), [sp’ish’i eta j’isch’o
tsv’etochk’i — v’irsh’ina p’isch’ivo;j’ tsepoch’k’i];

“Tor umo-mo esaxuyn npo noopyey? Mul paccmanuce dasno, / Ho ona mne
onuskull yenosex. Ymo mut 6azapuuis, 206n0?” (Annex 1: lines 303-304), [my

rasstal’is’ davno — ty bazar’ish’ gavno].

3.3. Lexical level. Obscene language

On the lexical level of the poetic text of rap battles we can see the relationship between

the part and the whole that was pointed out by Lotman in his Analysis of the poetic text

(1976). Lotman writes:

The word in poetry is a word from the natural language, a unit of the lexicon, which can be
found in a dictionary. Nonetheless it is not equivalent to itself. It is precisely this similarity,
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this coincidence of the poetic word with the "dictionary word" of a given language that
makes the difference between these units so palpable; units that first draw apart and then

near, but which are separated and contrasted (ibid.: 84).

Hence, in the poetic text only a part of lexical elements of a certain language is realized,
but within the poem these elements constitute the whole: “if we regard a given poetic
text as a special form of organized language then the latter will be fully realized in it.
That which was a part of a system will be the entire system” (ibid.).

In the present paper I will focus on such lexical element of the verses of rap
battles as obscene (or abusive) language. The other important element of rap vocabulary
that is loanwords will not be considered in this thesis, as it was already extensively
studied (see, e.g., Andreev 2011b, Garaeva et al. 2017).

As it was rightly written by Zhelvis,

The abusive language takes its place in the language of any culture, and therefore its
excluding from consideration allows language to look more polite, but at the same time
crippled and lacking in one of the essential functions - to express negative emotions in the
most extreme form. It is possible to insult a fellowman without the use of profanity, but it is
abusive language, by definition, that makes up a list of the harshest words in the entire
national vocabulary. Therefore, a strong emotion that is expressed relatively politely is not
the same as a strong emotion expressed with strong words?’. (Zhelvis 2001[1997]: 9)

The texts of rap battles contain a large amount of profanity. Despite the fact that in 2014
mat was banned in Russian media and its public usage can be punished under article
20.1.1 of the Offences Code of Russia as petti hooliganism, it is still commonly used by
people regardless of the age and the social status. As Boris Uspenskij wrote: “The active
use of obscene language within anti-behavior, that conditions violation of cultural
prohibitions, does not contradict the taboo on mat and related words™* (Uspenskij 1981:

49). Moreover, the format of web series released on YouTube allows organizers of rap

27 “BpaHHBIN A3BIK 3aHMMAET CBOE MECTO B A3BIKE JIHOOOH KyJbTYphI, U IIOSTOMY HMCKIFOYEHHE €ro M3
paccMOTpeHus, KOHEUHO, MTO3BOJISIET S3bIKY BBITJISIETH 00Jiee BEXKIIMBBIM, HO OJJHOBPEMEHHO U YBEUHbBIM,
JIMIICHHBIM OJHOW U3 CYNIECTBEHHBIX (DYHKIMIT - BBIpAXKEHHs HETaTHBHBIX SMOIMH B CAaMOM KpalHEeM
Buge. OOuaeTh ONMKHETO0 MOXKHO W 0e3 MpPUMCHEHHUs OpaHH, HO MMEHHO OpaHb, IO ONpPEICIICHUIO,
COCTaBJISIET CIIMCOK HanOoJiee Pe3KHUX CJIOB BO BCEM HAIIMOHAIBLHOM ciioBape. [1oaToMy cuiibHas SMOLHS,
BBIpAQ)KEHHAs] OTHOCHUTENBHO BEXJIMBO, - 3TO COBCEM HE TO, YTO CHJIbHAs SMOLUA, BBIPAXKEHHAs C
TIOMOIIBIO CHJIBHBIX K€ BBIPAKEHUH.”

2 “TaGynpOBAHHOCTU MATEPUIMHBI U COOTHECEHHBIX C HEIO CJIOB HUCKOJBKO HE MPOTUBOPEYUT AKTHBHOE
yrnoTpeGlieHHe Takoro pojia BHIPAKEHUH B paMKax aHTH-TIOBEICHHS, OOYCIIOBIMBAIOIIETO HapyIICHUE
KyJNbTYpHBIX 3allPEeTOB.”
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battles not to ban the content of the participants’ recitals, as the Internet to some extent
still continues to be a “free” platform that is not so censored by authorities.

According to Yurij Levin, “the “effective” nature of swearwords, particularly
obscenity, stems from the fact that the use of such words is a violation of the taboo (and
thus it is an action), both historical [...] and modern social one™* (Levin 1998: 810).
Levin in his work On obscene expressions in the Russian language distinguished
different types of obscenities (1998):

(A The actual swear words:
O  with the purpose:
A to tell where to get off (“moceutkn™);
A to refuse (“orkaznr”);
A to show indifference (“unmuddepenTuns”);
A to swear (“00x0a”);
A without the purpose:
[ pejoratives (“neliopaTuBb”);
1 interjections;
[ The expressive substitutes of non-taboo words:
(d pronouns and pro-verbs (“MecTOMMEHHS U MECTOTJIArOJIuUs”);
[d substitutive obscenities with certain meanings:
(A pure denial (“uuctoe orpunanue”);
(1 indifference;

(A negative qualities, activities.
In the texts of rap battles we can find such types of obscene language as:

- Refuses: “U smom 6smmn 3uauum, umo mebde nuzda. Payno!” (Annex 1: line

442) [And this battle means that you 're f*cked. Round!];

? <« JlelicTBEHHBIH" XapakTep PpYraTenbCTB - TPEKAE BCETO, OOCIEHHBIX - CBS3aH C TEM, UTO
yrnoTpeOiieHHe pyraTelbCTBa IPENCTaBiIseT cobolf HapylleHue Tady (M TEM CaMbIM YyXe HEKOTOpoe
JIeHCTBHE), KaK CIOKUBILIETOCS HCTOPHUECKH [...], TaK M COBPEMEHHOT'O COLMAIBLHOTO.”
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- Indifferences: “4 ne npo meb6s, na meods yrce noxyu, modxceub uomu” (Annex
1: line 389) [I’'m not talking about you, I don’t give a f*ck about you, you can
go); “/pyeue nazosym smo nepa npobotl, naseproe / [Ipocmo mue 23, 1 M0100,
u mue noxyu Ha 3mo” (Annex 1: lines 425-426) [Probably others will call it the
first draft / I'm just 23, I'm young and I don’t give a f*ck about it]; “Ho nocne
oounu, xyiu ¢ moboi / Tebs coém 00CaoHvlll, PAZOUAPOBAHHDIL,
CmMpaoanbiyeckull, PUCKOBAHHBIU, 0OecClasHblll, 010b, U MANCENLI U,
HakoHey-mo, ooneuti nyme oomou” (Annex 1: lines 147-148) [But after the
battle, fuck you, you’ll have dissapointing, suffering, risky, inglorious, f*cking
hard, and, at last, long way home];

- Pejoratives: Jyman, C/ npukpoem cnuny, cyuka? (Annex 1: line 115) [Did you
thought that SD would watch you back, b*tch?]; A 6win eco hanamom, Ho oH
eviopan Schokk'a, cyka! (Annex 1: line 131) [ was his fan but he chose Schokk,
b*tch!]; A noka cnywai menkozo nuoopa (Annex 1: line 171) [Until then, listen
to this little f*ggot];

- Interjections: [Ipo Opaxy o0ea 2oda nazao — ebamw, mol Ilunkepmon, opyoice
(Annex 1: line 150) [4s for this fight that was two years ago, you are f*cking
Pinkerton, my friend]; Tax u xouemcs ckazamo: Jla 3amonuu mol, 645100, Mol
3aeban, 61a06 (Annex 1: line 256) [I just want to say: Shut up, f*ck, I'm f*cking
tired of youl;

- Pronouns and pro-verbs: B yuu ebams ceos, cnywams mebs 0151 mozo, umoouwl
svi0ame mebe caprxoghae (Annex 1: line 43) [F*ck myself'in the ears listening to
you so that give you a sarcophagus); 3naewn, y meos cmeutnoe ed10 u ce2o0Hs
ono mue obewgaem cmpaoarnue (Annex 1: line 74) [You know, you have a funny
f¥cking face and today it promises me suffering]; Ho a eéwveban Oxcane, a
Pecmopamop smo evipezan (Annex 1: line 81) [But I have f*cking punch
Oksana and Restorator cut it out]; 1 mol uacmo netmanca edbawums 6vicmpo,
noayuanoce ueneno u eryno (Annex 1: line 216) [And you often try to f*cking

rap quickly, but it was awkward and stupid];
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- Pure denial: X mwut daorce cetivac nuxya ne ceuéwnv (Annex 1: line 366) [And
even now you don’t f*cking understand anything); yman, C/{ npukpoem cnumy,
cyuxa? Xyt mam naagan! (Annex 1: line 115) [Did you thought that SD would
watch you back, b*tch? He f*cking does not!],

- Negative qualities/activities: 7ol xyecocuuub c60ux OblBUIUX 8 MPEKaAX, CPAHOe
OHo / 3Hauum, mo dce camoe Hoém meorw menepewrior damy nomom (Annex
1: lines 305-306) [You f*cking yell at you ex-girlfriend in your tracks, you're
[f¥cking low]; Haoice eciu moul npvicHeutv 8vluie 207108bl, KAK eOAHbLI KOHL 6
pacckaze D0zapa o, / Tvl 6cé pasno na 20108y Hudce (Annex 1: lines 14-15)
[Even if you jump above your head like the f*cking cat in Edgar Poe’s story,

you're still a head shorter).

The most frequently used types in the battle are interjections and pronouns/pro-verbs as
the expressive substitutes of non-taboo words. The use of obscene language in the texts
of rap battles is not, with rare exceptions, one of the artistic means of expression, but

represents an actual speech culture of the participants in an informal situations.

3.4. Strategies and Tactics of Verbal Attack

The manipulative factor is apparent in communicative strategies and assertive and
defensive tactics that are used by the participants of rap battles. I will look at these
strategies and tactics in more detail below.

The strategy of verbal attack, or defamation (Issers 2008). The original term
was proposed by D. Walton was Argumentum Ad Hominem (the argument to the person)
(Walton 1998). This strategy is expressed by pointing out the opponent's weaknesses.

1) The tactics of the prosecution includes direct and indirect accusations. The
direct accusation is realized by claiming the negative qualities of the opponent or

denying the positive ones in the form of a fairly categorical proposition (most often it

53



uses of verbs in the form of past or present tense): “ ymeepowcoaro, umo kax meopey
mot ymep / U ne 3acnyscusaeib cuasvl Kyibmoso2o pan-nesya / A ne npuznaio meou
3aciyau, noamomy Kko20a yumaio, s Hanomunaro meoe omya” (Annex 2: lines 142-144)
[{ claim that as a creator you're dead / And you do not deserve the glory as a cult
rapper / I do not accept your merits, so when I rap I remind you of your father]. Indirect
accusation states guilt hypothetically (or with indirect statements): “V mebs
menocnodicerue, Kak y oepemennou yanau / HenponopyuonanvHo, kax meou xaun u
meoti exnao 6 pan” (Annex 2: lines 6-7) [ You have a body type like a pregnant heron / It
is disproportionate like your popularity and your contribution to rap]

2) The tactics of exposure can be represented by two sub-tactics:

a)  the sub-tactic of indicating the connection with the negativity that is
used by the participant, if his opponent is not itself the cause of a certain negative
phenomenon, but this phenomenon is related to him or his position on any issue, or if
the opponent is a part of something negative: “Eciu pycckue umo ymerom, max 3mo
paszsarusams umnepuu” (Annex 2: line 147) [The Russians are good only at breaking
up the empires];

b)  the sub-tactics of indicating deception or dishonesty. This kind of
tactics of exposure can be used by the participant in case he is not sure of the deceit or
dishonesty of his opponent, but presumes it: “Ownu camu cebs xopouuu, Ho mul / denan
6ud, umo nomozaewv onnorvenmy / ST mel momusuposan, [ocony oasan /
cnacamenvuwlil kpye, yuman aekyuu Kpunmy” (Annex 1: lines 513-514) [They buried
themselves but you acted like you helped your opponent. You motivated ST, threw a life
preserver to John, and lectured Kripl].

3) The tactics of ridicule is an expression of a negative evaluation of any qualities
of the opponent (the negative here is expressed implicitly). Ridicule is very common in
rap battles, were participants often ridicule each other. This tactic can be expressed
through the use of rhetorical questions or metaphorization. The main object of ridicule
and mockery in rap battles is the MCing skill of the opponent, while the main object of

boasting is his own MCing talent: “4 nodyman, umo cmano 6vl, eciu 6cem 6vi cmano
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maxk meipums He enrom?” (Annex 1: line 175) [ thought what would happen if everyone
would steal?].

4) The tactics of insulting. This one just like the tactics of ridicule uses the
negative evaluation of the qualities of the opponent, but here negativity is expressed
explicitly: “Teoit pan — smo Oewesasn numepamypa 6 msaekou 0ba0icKe / Imo Habop
CaMbIX CKYYHbIX Kauule, Komopule cyuwecmeosanu 6 ucmopuu’” (Annex 2: lines 153-154)
[Your rap is trashy literature in paperback / It is a set of the most dull cliches of all
time].

5) The tactics of threatening. By using this tactic the performer tries to threaten
his opponent by the description of some actions that the performer is going to carry out:
“lla s 3axysapro mebs npocmo mem, Ymo okaxcemcsi nood pykou / Bom meos noaka
3auKeapos, s bepy c neé nepswiil nonaswiutics’” (Annex 2: lines 439-440) [I will f*cking
destroy you with anything that at my hand / So here is a whole shelf full of your
shameful actions and I take the first one I saw].

6) Predictions of failure: “Tom, xmo ewe 200 nazao mebe dan mowmviil MOIUOK
oonum meumom / Cmanem mem, kmo meos uviHue cmoem 6 moayox” (Annex 2: lines
11-12) [The one who gave a strong impetus to you by one tweet / Will be the one who
will flush you down a toilet].

7) Appealing to certain shameful facts and their negative reconstruction: “...amo
memuas cmopona caaevl / Kak u e2o noe3oka noneooa nazao na Ilxykem / Ona, y mens
modice ecmv nmuuxku / M 6 omauuue om meoux y HuUxX ecmv Mukpogouwi-nemauyxu / OH
oymaem: «Tonvko 6wl nHe ucmopus npo Golden Resorty / bpaman, smo ne nosop, smo
He nozop” (Annex 2: lines 110-115) [This is the dark side of fame / Like his trip to
Phuket 6 months ago / I also have birds / And unlike yours they have microphones and
buttonholes / He thinks: “If only it wouldn’t be a story about Golden Resort” / Bro, it’s
not a shame, it’s not a shame].

8) The tactics of “introduction of other interlocutors either as ratified hearers or
otherwise positively-aligned participants” (Fitzpatrick 2005: 33): “U nycmo xpuuam

mym 2 xeuma moux: "/lasau! /Jasau!" / Bviuepams 6 monne opyzeii Mupona 6yoem
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ouenb mpyono / Ho, Mupon, mot comosé npouepams?”’ (Annex 1: lines 86-88) [4And let’s
my two friends shout “Do it! Do it!” / It will be really difficult to win in the crowd of
Miron’s friends / But, Miron, are you ready to lose?].

9) The tactics of direct attack toward the opponent in order to change the balance
of power in the interaction (Ibid.: 31):

a) The use of various linguistic devices (e.g., stigmatized address terms, overt
challenges, or claims that are clearly addressed to the other contestant): “7eor —
onepemounwlil 3100¢el, y meds omxneuncs yc / [a, mot — [[icoxep, Ho 6 moem pykage”
(Annex 2: lines 25-26) [You are an operetta villain, your wits are unstuck / Yes, you are
Joker but it’s up my sleeve].

b) Direct challenges that are “marked by the use of second person pronouns”
or claims about the opponent addressed to the crowd that are “accompanied by
reference terms containing deictics, such as this guy” (Ibid.): “/fa, smom condam ue
Oepoicum obopony / busame, namonocoanamom uyawe pexcem no dxcugom)” (Annex 2:
lines 11-12) [Yes, this soldier does not hold the line / F*ck, a pathologist cuts the living
more often than you].

The strategy of portraying their opponents “as espousing values which are
unacceptable in the social economy of the hip hop community, such as homosexuality”
(Ibid.: 32):

1) Portraying the opponent as a homosexual or feminine as a way to assert one’s
own masculinity (Ibid.: 56): “On konupyem cmunv noocosnamenvHo u noxoo0y mpaema
oemckas / Tam emy eosopunu éce socnumamenu: "Cnviub, mol ué makas eevickas, a?'™
(Annex 1: lines 172-173) [You copy style subconsciously and it’s some childhood
trauma / All of the teachers asked him: “Why are you so homosexual?”’].

2) An attack on the opponent’s authenticity (e.g., claiming that he “does not
actually live a hip-hop style” (Ibid.: 43)): “Ter Ovi1 20n100HBIM MCU, Cben Opyeux u 6
umoee 3adicpancs / 9mo peanvho dxcaaxo” (Annex 2: lines 741-742) [ You were a hungry

MC, then you ate the others and after all you got greedy / This is really pitiful].
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The strategy of violating one’s own positive face in order to expose the
opponent “as an inferior rapper” (Ibid.: 37). One the possible tactics within this strategy
is one when an MC “flips the script” by claiming that his opponent “cannot come up
with any new material with which to insult him” (Ibid.): “I'omossi? 3anomunaiime
membl. Bom nepeas: on cxadxcem mo, umo 2eu e oH, a 5, / Ymo nexuil panep mue 3a
ockoponenus naganan / Illomom, umo ezo npeoan s, umo eeunsvili auyemep” (Annex 1:
lines 52-54) [Are you ready? Remember the topics. This is the first one: he will say that
I am gay and he isn’t / That a rapper beat me for insulting him / Then, that I betrayed
him and that I am hypocrite].

The main purpose of an MCs’ performance within rap battles is to exert a
comprehensive impact (verbal and non-verbal) on their opponents. Additionally, it is
important for them to exert their influence on viewers since rappers often take part in
rap battles just to attract a new audience. This purpose is linked to the need of using a
certain set of communicative strategies and tactics. The willingness to manipulate not
only the direct opponent’s mind but also consciousness of an audience and Internet
viewers, is a characteristic feature of the contestants. Manipulation is inherently
manifests itself in the methods of selection and presentation of material. Expressing
their own attitude to any particular opponent’s activity, MCs often pretend their opinion
is an objective truth. Thus, rappers manipulate the minds of both their opponents and
spectators. As the examples given above have shown, typical strategies and tactics used

by MCs in their texts are aggressive, manipulative and demagogic.
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CONCLUSION

In this thesis, I reviewed the theoretical material covering the main components of
rapping such as content, flow and delivery. Rap battles from the most popular battle
league in Russia Versus Battle were analyzed and also linguistic and extralinguistic
characteristics of this genre were examined. This helps to describe the genre of rap
battles and to “present it portrait”. I discussed such characteristics of Versus Battle as
volume of the genre, composition, tonality of communication, participants, and types of
addressees. Moreover, I investigated the types of intertextuality that are common in the
texts of rap battles (including precedent names, direct quotations, imitation of flow and
delivery). Apart from that, the types of rhyming used in MC’s verses were described.
On the lexical level of the verses, I explored such an important text element as obscene
(or abusive) language. The analysis of the texts of two most popular battles helped to
improve the typology of communicative strategies and tactics of battling proposed by
Fitzpatrick (2005).

It was found that this genre not only originated from the Dozens (a game common
in Black communities of the US) as stated by different scholars, but also is a successor
of a very old tradition of ritual insulting and verbal dueling that can be found all over
the world since antiquity. The genre of rap battles was borrowed from the United States,
however in Russia it has one distinctive feature of its development: while in USA rap
battling came from the streets and then moved to the Internet, in Russia the first battles
were held on the web.

The following distinctive features of Russian rap battles were distinguished (in
comparison with its foreign analogues): 1) in Russian battles not only battle rappers, but

also prominent rap artists can participate, because of it rap battles attract attention of a
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wider audience; 2) among the contestants there may be not necessarily rappers, but
stand-up comedians, poets and just famous people; 3) among the judges there may be
people who are not related to hip-hop community (e.g., comedians and bloggers); 4)
there is self-censorship in the choice of topics in Russian battles; 5) Russian rappers
often refer to the works of literature and make other “intellectual” references.

The description of the genre of rap battles presented in this paper may become the
basis for future study of this interesting cultural phenomenon. Further research on rap
battles in the context of Russian culture may help to identify social factors that influence

on mass culture and the popularity of this genre among a large number of people.
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ANNEX 1:

Full text of the battle between Oxxxymiron and Johnyboy
(VERSUS #1, season I11)**

Round 1

Oxxxymiron to Johnyboy:

1. ToBHo, 3ayna, MeHuc, Xep, JaBajika, Xyu, OJIaauHa,

2. TonoBka, nutroxa, )ora, 4ieH, edsiaH, meTyX, My Inia,

3.  PykobGnyn, ccanuna, 0uko, OJsIIyH, BaruHa,

4. Cyka, eOnanuIIe, BIaraauiie, MepayH, Ipodnia

5. Tlunop, nu3aa, Ty3, manadbs, TOMHK, MyIUIa, MAIOTKA, MAH/A,

6.  AHyc, BarmHa, IyTaHa, eJIpuia, IajaBa, Xyuia, MOIIIOHKa, eJJia.

7. Paynn!

8.  Bor Kak 51 momkeH Obu1 0aTTINTH [lyHIO U TeX, KTO KaJIsIKal ero CTHIIKH,

9. Ho tam nepebuBaiy ero apy»KKH, OXKeNaiTe UM paka MpsIMON KHIIKH

10. 51 Obw1 He Ha KOHe, 51 00 3TOM TOMHIO. [10po¥i ¢ ONIIOHEHTOM WAELIb BIPUTBHIK,

11. Ho ceroans s 3nech u cerous s B Gopme, CeroHst Mol Xyl OTCOCEIIb MHE ThI

12. KnsHycs, S TOTOBHJICS JIB€ HEJENH, Tl — SIBHO T'OJ,

13.  Ho anst 6ecriokoiicTBa IOBOJ HE BUXKY

14. [axxe ecnu THI MPBITHENIH BBIIIE TOJIOBBI, Kak €0aHbIi KOT B pacckase Darapa 1o,

15. Tbl Bc€ paBHO Ha TOJIOBY HUXKE

16. U mouemy Bce Kaaimu 0aTTi Kak OUTBY THTAHOB

17. Wnnm xepavamux QaiiepOoruiaMu CTpanIHbIe 3aKIMHAHNS, JICTAIINE BO BCE CTOPOHBI

18. Tlanuw, yTO MHE OOBABST €IMHOTIACHBIA MMITHUMEHT

19. Kaxoro xys? Jns mens 6artisl ¢ Kpumiom u JlyHe# ObUmH Topasno sIuyHen

20. Tam x0Th 0O BeTepaHOB U, KaK-HUKAK, yBAKCHHE

21. 3pech Bcero JHUINb HETPAMOTHOCTH CPAaHOE OTPasKeHHE

22. Sl 3mech, 9TOOBI OPKANIK Ha Mapy ¢ IpeHeOpeKeHNEM,

23.  Ou ko MHE ¢ 0060kaHUEeM, TIOApakaHUEeM, HO OTTOP)KEHHEM

24. Ko THI, 4TO HA30HINBO MHE TYT IJIa3a MO3OJIUT?

25. Moii BckopMieHHBIH ['puropreM 30pHHBIM MOIICOBBIA CIIEPMATO30H 1?7

26. Kusaumnn ¢uT, nocne BbI3BaJ Ha 6aTTI — BOT K "Meramopdossr" OBuans

27. Ho enmMHCTBEHHBIM MECTOM, Il HAlIM MMeHa OyIyT CTOSITh OTHOCHTEIILHO TECHO, CTAHET Ha3BaHHUE
aTOro cuad-BUICO

28. 1 Toboit noobenaro, Tebe OBITH YI0OpeHUEM

29. Tbsl 31ech He 3a 1001010, a 33 MOMM OZI00pEHUEM

30. Benp s Opocui Te0s1, 0] CTaTh TBOEMY OTILY,

31. Ho =e xxau nokasaus. Kak ObI THI HU criemui U OysTHUIL,

32. 3rt0 OCTaBMIIO BHYTPH TeOs SK3UCTCHIHAIBHYIO IIyCTOTY,

33. KoTopyro ThI IBITACIILCS 3aAIOJHUTH OONBITIMHU XYSIMH

34. Ou Haka3aH NPUPOAOH — OOMTHO, TSKKO

35. Ha punrrone B Aiidone uro? "HeBamsmka"

36. UtoObI 3a0bITh, cedst poTaeT ¢ OPUTOH JISHKKOH,

37. B 3aye MeXIy moaxonamu — GUTOHSIIKA

38. Ou peanpHO 110 6aTTia B O0OKCEPCKUX MEpUaTKax B CIIOpT3aie 3acHsI GoroceT

39. 4 ebatp obocpacs. TrI B35 ¢ coboi kamy? S-to myman, dro 6aTTi — 3cce,

40. T'ne TBI neKOHCTPyHpYelb 00pa3 Bpara, Bc€, YTOOBI IEPEXUTPUTH, HACOATH €T0

30 https://youtu.be/MVouMFKmael
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41. MmHe He HaJ0 KadaTbecs U POTKATH ceOs, YTOOBI MOMPOCTY OBITH 00asATETHHBIM
42. MHe He HaJ0 Be3Jle KOMIIPOMAT PBITh Ha TeOs1, Beab 51 He Konpodar

43. B ymm ebath ce0s, crymaTh Te0sl U TOT0, YTOOBI BRIAATE TeOe capkodar
44. Her, 5 BXKy TeOs HACKBO3b — PEHTTEH: OOHUI0YKA, 3JI0CThH

45. Y Hero noma IutakaThl cCO MHOH, Ha (elice MHUIIICHb, YTOOBI THIIE CIAIOCh

46. Okell, KTO 3/1€Ch XOUET CHITPaTh B UTPY?

47. "II" - mpenckazyemocTb. S 6epych yragats ero maH4d, HO, 3HalTe, HUKTO HE CIIUBAT HHQY.
48. Yto oH MOXeT HaphITh Ipo MeHs? CTo IMyTI0B, aHEKIOT Ha OasHe

49. Benp OH MBICTHT ABYXMEPHO ¢ €0JIOM TeTyxa, XOTh U B pane He Hotline Miami
50. Bcskwuii pa3, Korzua OH 3a4UTaeT, 9TO IMpeACKa3bIBal yCcTHO MupoH

51. BwI ycasimuTe *3ByK* — Ha3bIBA€TCS TPYCTHBIM TPOMOOH

52. ToroBe? 3anmoMuHaiiTe TeMbI. BOT miepBasi: OH CKaXkeT TO, YTO Tl HE OH, a 1,
53. Uro Hekuit paniep MHE 32 OCKOPOJICHUS HaBAJISI

54. TIlotom, 9TO ero mpeaan si, YTO BEUHBIH JTUIIEMEp

55. W ugro cyznetictso VERSUS'a Ha ybeii-To cTopoHE

56. U OynyT ynmoMsiHYTBI B KOTOPBIH pa3 JIeIH

57. U HazoBét OKCaHOIO, KOTOpas MUIIUT

58. U 3Has, uTo 3acpyT, OyAET CMEAThCS Haj cO00i

59. U ckaxer, 4To s TPYCHII IEJIbIHA TO COBATHCS B OO

60. Ckanpan, pa3o0iiaueHne, UHTPUTH, CIYXH, 'PS3b —

61. Bcé BeIBAIUT, 3aJ1€Th MEHSI TaM JIMXO YXUTPSACH

62. U ci1oBHO mpUTrOBOp B OTBET HA BCE €T0 CI0Ba

63. 3acepocTb U 3a CKyKy OyzeT *3Byk*

64. YOenuuib M THI CIUIETHSAMH 3TY TOJITY?

65. Haspeaums 11 Moeli penmyTaluy, Maab4nuKk?

66. Her, y MCHA TOXE €CTh CKEJIETHI B KAy,

67. Ho 3T0 cKeleTH TeX, ¢ KeM s OATTIIIICS paHbIIe

68. Y MeHs B IUIaHE CIUIETEH O HEM HUYETO

69. 4 razersl npo 3BE3] HE JTUCTAIO

70. He cmory npouuTupoBaTh CTPOUKH €T0,

71. TloTOoMy 4YTO MX MPOCTO HE 3HAIO

72. W motromy 4TO UX Apyrue, OOIBIINHCTBO, TOKE MPOCTO HE 3HAIOT

73. Tak 9TO IPOIUTHPYIO CBOU

74. 3Haems, y TeOs cMemHOe €070 M CeroIHs OHO MHE 00eIIaeT cTpaJaHue,

75. Ho s nuiub nmoAaBIiIsio 36BOK, BEb s 3HAaIO BCE TO, UTO Thl CKaXKelllb, 3apaHee
76. 51 Bc€ 3TO CHBIIAT THICSAYHU pas3, THICSAYH (pa3, 4TO MEHS MBITATIHUCH OAKAIIBIBATE,
77. Ho s mumb yroparo ¢ Te0s TyT, JKaJIKoe Thl, TPaBO, CO3/IaHNE

78. Paynn!

Johnyboy to Oxxxymiron:

79. To, uTo y TeOs Ha 1Iee — ATO He MPOCTO O4eHb. ThI BYepa Tycui u 3To 3acoc ot Porchy
80. Cxaxy cpa3y, OpoBacTHIii, MyCTh s T'eJICM BEIMA3aH,

81. Ho s Breban Okcane, a PecropaTop 3T0 BEIpe3an

82. Paynn! IllyTka, a TO HaIIPATJIUCH TBOU KEHTBI

83. Kcraru, ux TyT MHOTO, U TIOJCYETUJICS, BUTHO, ThI

84. Bunagenen VERSUS'a ¢ HenaBuux nop — Unbst Mamait

85. A cumman VERSUS Oxpa, on xe Johnny Rudeboy

86. U mycth kpuuar TyT 2 keHta Moux: "JlaBaii! JlaBaii!"

87. Brurpars B TonIe apyseit MupoHa OyaeT odeHb TPYAHO
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88.
&89.
90.
91.
92.
93.
94.
95.
96.
97.
98.
99

100.
101.
102.
103.
104.
105.
106.
107.
108.
109.
110.
. Ho ckazannoe T0060# — umna,
112.
113.
114.
115.
116.
117.
118.
119.
120.
121.
122.
123.
124.
125.
126.
127.
128.
129.
130.
131.
132.
133.
134.
135.
136.
137.
138.
139.
140.

111

Ho, MupoH, Tl ToTOB nIpourparts? JTo axa, oena

Y MeHs HeT O0pOAbI, HO THI CKaXkelb MHe "ma"

U BoOOMIE, 51 yAUBIEH, 5 KA TIOABOX, TOYHEE, TaBail MPsIMO
S myman, BMecTo Te0s BBIHIET TBOM KIIOH WK *KX-KX-KX* TBOS MaMa
[Ipo TBOIO MaMy HHYETO TIOXOTO HE MOTY CKa3ath 5, 4eCTHO
TBos Mama — KOpOJIEBa, Beb TOJILKO KOPOJIEBa MOTJIa BOCITUTATH IIPHHIIECCY
Ho pa3 161 31€Ch — HAUHEM

bartnuTh co MHOW HENPUIMYHO ONACHO:

Tr1 moii muunbiid Galat, s TBOM auuHbIi D.masta

Ja, na, 6aTTIUTh CO MHOW HETIPIIINYHO OITaCHO:

51 tBo# muunkIi Noize MC, T MOM JTHYHBIH XOBaHCKHM
Wrak, mapana, HO yragaeub JUIIb ThI

Ja, MupoH, 3T0 Thl IOTy4YaelIb U3kl

Bw1 nymaerte, s 6aHasieH u roBopui mpo XKurana?

S npo Ty uH(Y, YTO KaK si3Ba, TeOs BHYTPH IPOXKUTAIa
CKpBITh TBOSI IIEPCOHA ITOT KOHMJIMKT MOXKeIaia,

Ho BoiinyT B TeOs cnenyromme Mo pUGpMbI KHHKAJIOM
YMoJsu1 ero B CeTh BUIIEO HE JIUTh — HE CIINI

BrieOHyCsS B TPYOKY, HO JKUBBEM PAMCUTh HET CHJI

TsI cné3HO y HEro cedsl MPOCTHUTH MPOCHIT,

Ho, MupoH, npusHaiicst Bcem: Tebst mu3auia STIM!

ITouemy ThI 00 STOM HE PACCKAKEIIh JIFOISIM?

ThI 5k€ TOBOPHUILIB, YTO ThI caMblii uecTHbIH MC

Ennncreennsrit yectHsiit MC — 310 Oyxoit Kpurut

Tebs peanbro otmzaun ST 1M, Hukura, Ml )xaéM BUIEO

S BeUTHI Ha TEOS 3Ty HHDY, KaK JIaBy

Hyman, CII npukpoet cnuny, cyuka? Xy Tam miaBai!

[Moz:xe Ha TBUTTEpe ucan THI "Billy Milligan — repoit"

Ho 151 HE 1ymai, 9To nH(Y MHE 3Ty CIMIHN OaHIEPOIIBIO

Oxcw, ToI )xeHcTBeHHEH bprutHn Crimpe B ximmre "Toxic"

A 51 Oe30ammeHHbIH yOIr010K — MeHs 30BH JxoHHN HOokeBMII

W He xaneiite ceiiuac ero, Beab )KepTBa TYT 4,

Bens on npumyman Bce pupmMbl Ha OXXXymiron yke 10 MEHS

Ho, Mupom, s mopaxatocs! Schokk, Fogg,

B rpumépkax, rae s Toxke ObL1, MUNIyT, 9To OKC — JIOX

Ha Moém MecTe 10mKeH ObLT OBITH HEMEIKHIM TOT, KTO

TeOst oTru3anI ObL, THI MOYTH YMEP, HO HAYaJCs TOXKIb

B slow motion o najgaer Ha KOJIEHH U JieflaeT TeOe AbIXaHUue POT B POT
No homo — kak roBoput Drago,

Ho Schokk pa3ok xoTst 661 TOUHO Tebe 3acaani B cpaky

Ho ceituac He 00 3ToM. Bel gymanu, ckaxy, MupoH MHE ObUI ¢ poJyIoMa IpyroM
U mb1 BHaType 00pe3annch y 0JJHOr0 XUpypra

51 6w ero anatom, HO oH BeIOpan Schokk'a, cyka!

Taxux >xgan cinos, Myna? Hy, Torna Tel 4to-To cmyTtan

51 mor ckazatb, MbI ObuTH Kpyde Coliepa n @unHHA

X, KaK Y>KUHAJIH MBI ¢ TOOOH MaIolo y paBBHHA

MBp! OBLIH KaK ITyTIOK U ITyTIOBHHA

Her, st 651 mprHIMAaI BCE CIUIITKOM OJIM3KO K cepAly, OynTo ykoi agpeHanuHa (Hy, win Jubilee)
Bcé nnaue coBceM, ¢ rogaMu MalTbuuK B3pOCIIENT

[Monsut, 9To BCE 3TO XYHHS M HE MHAUE KaK CMEX

TBI OOBIYHEINA PITIED, ST OTIUYHBIN paTIep

U Bce nceBROKOH(INKTHI HAIM KaK HEYyIauHbIH KOHLEPT
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141.
142.
143.
144.
145.
146.
147.
148.

149.

Ceifuac THI 3aBsI3JI, a PaHbIIIe, TOMHUIIG, ObLT HEYTAaYHUK-TIbSTHUATIA?

Ho motuBupyeT Tebs MedTa cTaTh KOrga-to oorade SHukca

Ho 3abyp npo npu3Haky xu3HU, [>KOHHU CIIOBOM €OET B aHAI

41 3aKka3ai TBOIO TOJNIOBY, M THI MHE €€ Io1a

[Tomnro0, TO-ApYyX)ecku mucan Tede: Most Mama TBoH ¢aH,

Ho maxxe oHa ceffdac jxenaet, 4To0 THI MCHS PacTOIITAI

Ho mocne 6otiam, Xy ¢ ToOOH

Tebst xmET mocamHBIN, pa304apOBaHHBIN, CTpaNaNbYECKHA, PICKOBAHHBIN, OCCCIaBHBIN, ONAAb, U
TSKENBIN U, HAKOHEL-TO, JOJTUM yTh TOMOHM.

Paynn!

Round 2

Oxxxymiron to Johnyboy:

150.
151.
152.
153.
154.
155.
156.
157.
158.
159.
160.
161.
162.
163.
164.
165.
166.
167.
168.
169.
170.
171.
172.
173.
174.
175.
176.
177.
178.
179.
180.
181.
182.
183.
184.

IIpo npaxy aBa roma Ha3ax — ebath, ToI [lnHKEPTOH, ApyXKe

ST1M, B orTimame ot TeOs1, He BBIHOCHUT TOBHO HAPYXy

Tonsko 161 HE ST1M, maHK, THK-TaK, MO CTHIIb T€OSI yTOCTUT Tak,

Yro Tebe noHag00sTCSI MEXaHU3MBI B OPTaHU3MeE, KaK CTUMIIAHK, CyKa

D710 BCE, HA YTO ThHI OBLI CLIOCOOEH?

[Tapa ciryxoB, TyIO# aHEKIOT U THI BCe eIlie OaTTIUII B OCHOBE?

Ha Fresh Blood'e o1 6 BBIOBLT B 0TOOp, B KpacHomape mopsaiu 6 Ha SLOVO'e
Tsl Henen, coBHO ["appu Tomop, Ho ¢ uroM Toro Camoro Ko

ThI B caHaTOpUI HE CIIEIIH, 3TO €UIE [[BETOUKHU

Mpi 06a 3HaeM, KTO BepIIMHA MUIIEBON 1EMOYKU

Ho TBoMX danoB MHe He Hano. 5 Haxe caenan crienuanbHbIH tutorial,

3Hasi, YTO MEHS CIIBILINT TBOS 1IEJI€Basl ay TUTOPHS

51 xouy 0OpaTHTBCSI K €ro LeJIeBOi ayIUTOPHH.

ToI Tak MOOWIIE CKAa3KK PO TIOHH, HE 3HACIIB ITOKa O TAMITOHE

W noma, korma HUKOTO HET, Ooneens Ha OarTiax 3a J>KoHHH

W ecnu s BeiHeCy JI>KOHHH, OCTaHbCS MOKIOHHULEH J[)OHHU

U Tak y»e COTHHU TyIBIX MOKPOIIEIOK, KaK Tbl, MeHs B MIHCcTe (hoyutoBsAT, cyka
Cmorpu: 6po — He Opo.

W uepe3 MHOTO-MHOTO JIET, KOT/Ia Thl Y3Haellb PO SMAHCHUIIALIUIO KESHIIINH

U reonokanuio KimTopa,

[Ipruxonu Ha MO KOHIIEPT OTPHIBATHCS, KOHEYHO,

A 1moxa citylai MeJKoro nuaopa

OH KOMpPyeT CTHIIB MTOJICO3HATEIHFHO U OXOLy TPaBMa JAeTCKas

Tam emy roBopmiu Bce BoctiuTarend: "CIbITb, TH 9€ Takas reickas, a?"

Bce Mb1 3HaeM: 0H Mapiaiia TeKCThI IEPEBOANT, Komupyst (iioy

S momyman, uTo ctano Obl, eciii OBI BCEM CTaJIO TaK THIPUTH HE BIOM?

Jlist Hero DMHHEM — IMOTOJIOK, 3TANOH, 3TOT CT3H JTFOOUT KPaCTh MPOCTO SBHO
Jlnst MeHst BeCbh XHI-XOII — KaTasor. MItoro: st 661 MOT BOPOBATh IOCTOSHHO

W nonpoctku B cetu, U XOBaHCKUM, IPOCTUTE, Bbl BPsJ JIU IIOMMETE YEr0-TO
Jlist Bcex ocTanbHBIX 3TOT ayauoHOCUTENb "KpaTkas mepeBoHast UCTOpHs XHm-xorma"
Okxkeil, HHTEPECHO, CKOJIBKO TPEKOB BhI y3HaeTe. [ 0ToBbI?

He TtonkHu, Beap 1 Ha Kparo

W s cTpeMitioch He TepATh Oamiky

3ro ObL1 hip-hop, hippie to the hippie, to the hip-hip-hop

3T0 MOi cTaiin, pebsiTa, 3T0 bang-bang-boogie
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185. aBaii, nenait boogie, 3To real, man, 3to boogie.

186. To, 9TO BBI CIBIIIUTE, HE TECT - 5 PII KJIAAY HA OHT.

187. be3pabotuiia moscromy,

188. 3Hato, MOIM MPUXOIAT U YXOAAT, YTOOBI YMUPATh.

189. 4l ne 3Haro cam, Tak 4TO HE CIIpaIUBaM,

190. Ho 310 Tak 31€ch U, 3HAYUT, HEYEM KPBITh.

191. T'ne mepemensI? S MpoOCHIIAIOCH YTPOM U BHHIO Ce0s

192. 3ageM Tax XUTb, JTy4iie yObto ceOs

193. Kpak geTsM npoaaroT, COBECTH HET JKe

194. XoTp Ha TONOAHBINA POT, HO Oy/IE€T MEHBIIIE

195. - Okeit, momymai, paccinadbes, TBIIIH MEIJICHHO.

196. - Hy, y HET, ThI 3aCTyKaJl APSHb 32 U3MEHOIO!

197. Tloka ThI B TIOTE JIMIIA [TaXaJjl, OHA CKaydeT roJiast, CBIIINIIb
198. Tlepepexs eit ropio, OTPEXb ITOH CyKe TOJNIOBY !

199. - Crorm, MOXKET, €CTh OOBSICHEHHE IJIs1 3TOM I1aoCTH?
200. - Yro, oHa IOCKOJIB3HYJIACh, yrana eMy Ha (amioc?

201. 5 BCro H3HB XOTEJ JICHET U CJIaBhI,

202. PecniekT naBaii WM CBUHEII XaBai,

203. Xouy, uTo0 Xep cTan kak Diidencra Oarrns,

204. Yrob s Mor TpaxaTh MHUp 72 yaca M He KallIsiTh

205. IMuznen y menst 3nech neBok! Ecu OB 1 BceX IEBOK

206. Bmecte cobpai, TO 37€Cch OBl KeHa, JIIOOOBHUIIA, JCBa
207. CHbIIHILb, SI BCIO )KU3Hb XOTEJ ICHET U CIaBbl

208. PecnekT naBai WM CBUHEIL XaBai

209. Hy, nonrymure, eciy y3HalId 4TO-TO, come on!

210. 3naemb, uto 3710 OBLI0? JJ0Ka3aTETHCTBO TBOCH BepOATEHONM HUIIETHI
211. 3naemsb, noueMy? Sl gaxke KONUPYIO YyXKHe CTAHIbI OPUTHHATIBHEE, YEM ThI
212. Benp XOTs MOI1 HE TSIHET Ha TPUALIATKY eOJeT,

213. Ho B xum-xorre s e ¥ ObIBaJIBIA

214. Tloxymaii, s ebarry Xumn-xom yxe oonpmie 17 et

215. Dro monple, 4eM )KUBYT Ha CBETE BCE TBOU (haHBI

216. U 161 yacTo meITancs edammTs ObICTPO, MOTyJaIOCh HEJIENO U TIIYTIO,
217. Benp ThI O€mbIi, 9TO CIIymaeT OebIX — y TeOsI HeTy CBIra U IpyBa
218. Tsl Benp gacTo nm3zaen mpo Greenpark unm rpaiiM — Jrydiie Janslie, 1aBaii, 1e6e3u
219. 4 nokaxy, kak rpaiim ynuTaroT Hactosme MC

220. Cmotpm.

221. Oi, you. Tel 3Haeuib Bc€ 000 Bcex?

222. Tel nymait, 9rto s CIyJIcs, JyMaJl, 9YTO OIMOTICeN?

223. Ho ko Tebe moBeaan npo rpaim u madcren?

224. U geTsIpe TOAA KPSy S B TYpPE, ThI, TOMOCEK

225. To ectb oi! ThI ciaydaiino He 0O6op3en?

226. He noaxonu crofa, MeXay HaMH BOJOpa3/Ie

227. Ecau 061 MOs1 Oalllka He BHCEJIa HE BOJIOCKE,

228. CKONBKO pa3, s Bps Ju OBl Ieal TO, YTO XOTe

229. 1 moit pan He crai Obl HUYEM, eClid Obl He TOPOJ

230. "Jlongon IIpotus Beex" u3 xonee4HbIX MOHUTOPOB

231. Hoxas Bocemb. Oxcu uero? I1ozop, mozep!

232. Ho cKOJIBbKO P3MEpKOB MOJ 3TO A0 CHX MOP KOCAT

233. S xwmi roe MedetH, sMaiel U CeHeran

234. Tenepb 10 MOUM MPUKIIOYEHUSAM CHUMAETCSI cepUall

235. I MC, HO nmo¥iMaHHBIH B TeJle aBaHTIOPHCTA,

236. 3a00iTaro BceX, IaKe TEIEEBAHTEINCTOB

237. CKONBKO CIIOB OBLIO, CKOJIBKO 3yOOB BEIOUTO,
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238. Ckonbko Bcero BeIMUTO AoMma y No Limit'a

239. T'opon, ¢aoy, MumuKa, rojoc, 6ETOH, JINpUKa

240. Ha naBxke B ['pune 0bU10 Qpuctaiinmuts ¢ Den Bro mpuasaTo
241. Torna s pabotai, Kak BOJI, MHOTO,

242. HeiH4e moTyvaro, Kak paHbIIIe 3a OoNroja, oi!

243. Markul y monei urpaet B HOOKOPKE,

244. Bugnen Jlokubos, oH BeICTymaeT B [ OHKOHTE

245. Greenpark XuB, ITOKa KUBBI MBI

246. Cxkaxwu, KTo panbiie 0pu1? Pa3zse mmupe Hammm psiabr?

247. Henamuoro. Mbl He YIIUTH, HE 3aIIMIN PTHI,

248. B aTOM jene ¢ Hayasa ABMKA TPOIIH, MBI ObLITH O€IHBI
249. JlonmoHrpam — U3 aHJerpayH/ia Ha dKpaH

250. Ot xamep HaOIIOACHHUS 10 KHHOKaMep Ha KpaH

251. OT oKpauHbI U JOKAJILHOTO Xaiina 6aTTIIOBHKa

252. N3 Greenpark'a u Canning Town'a ¢ MaiikoMm u Ha Beka, cyka!

Johnyboy to Oxxxymiron:

253. 3nHaewsp, y TeOs XopoIas cydka

254. CeromHsi HOUBIO S YCTPOIO €i XOPOIIYIO B30YUKY

255. Tel moaHsUT OPOBB, BKIIIOYHII arPECCUBHYIO YUTKY M 3a4HTAI, ISITb
256. Tak 1 xoueTcs cka3aTh: J[a 3aMouu Thl, 05116, THI 3ae€0a, OJIAIb
257. N s mocayman TBoi TekeT. O 4éM ThI BOOOIIE, IPUIYPOK CCaHbIH?
258. A mpumén 631TinThes ¢ OKCUMUPOHOM, a B utore e0y Okcany
259. urara, 9T00 BCE MOHST TBOH OPUTAHCKUI OCIBIN 3a1:

260. Success is my only motherfucking option, failure's not

261. U xorma-To craHy OOraThiM

262. Ha moxrannoBke OyneT myHCcHTh Beyonce n mama Galat'a

263. Y MeHs HET HH Jei0na, Hu OyKuHTra — 5 emié mpoe

264. la, 1 XOTh IPeOBIBaf0 TO B TOBHE, TO B €IIE OOJBIIIEM Kalle

265. Mory cka3aTb, 4TO s CYACTIUBBIN, U JTAlB MO IINKapEH

266. Benp TBOS mosipyra CMOTPUT HAa MEHA U TyMaeT: "YX, KakoH ke mapeHs!"
267. Cnenyromas pudma cTapa Kak MUpPa, HO 5 CIICIIHATBHO e€, IPU3HATHCS, HE MEHSUT
268. S HacToNMbKO BBICOKO, 4TO OIMMIT MeuTaeT 3a0paThCsl Ha MEHS
269. Ho nopa tebe yxe crath Bbime J[>xoHa

270. 51 3aebascst MIaTUTh aTUMEHTHI TBOMM OBIBIIIMM >KEHAM

271. Okcamna, énta, Tl caM MOABEOKA

272. Ilopa3uia MEHS B TBOMX TEKCTaX HAXOJKa:

273. Madchild, Ghetts, Savage — cMemainuch Bce CTHIH

274. IIpocTo ThI KOCHIIB MOJ TEX, KOT'O MacChl He 3HaI0T B Poccuu

275. TBou MJIaMEHEeM CUHUM MEYTHI CrOPAlOT B KAMHHE

276. 51 ycniex Ha 6aTTiI€e, Kak anb0oM Thl CBOM, mocsiiato Kapune

277. 3a MOU IaHYM XOYelllb JaThb MHE 10 PBLITY C HOTU?

278. Mupon xak Markul, cyka, HO BBIXOIUT CyXHUM U3 Baruf

279. CyxuM u3 BarvH, CyXuM U3 BarvH — TBOSI JTFOOMMast TIECHS

280. [a, pexer BacuneHko no >xuBoMy

281. 1, 5, 10, 20, 30, 40

282. bnatp, 51 B TeOe BUKY 50 OTTEHKOB roxy0o0ro

283. TIpocTo 51 BUAE TBOO TEIKY UM MapHS

284. Ténky unu napHs, TENKY WIA NapHs

285. TIpocTo HE MOHATHO MHE YTO-TO
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286. Y TBoOEH OBIBIIEH BOJIOC MEHBIIIE, YEM Y MEHSI Ha MOIIIOHKE
287. bpo, 3To Oena, OJIMH, Teeph MBI MTOHSIIH, HE TaK JIA?

288. UT0O KOHYHTH, TaM HYKHBI TUIETKH, SITOHKHA U TCHTAKJIA

289. TloMH10, THI 3BOHMI U cKa3asl MHeE: " e€ kiagy Ha JIonaTkH,
290. OpeBato eif makeT Ha TOJIOBY U 30BY e€ ugly.

291. I>xoHHH, Tak OoibIre He Mory". S Takoii: "Xodems, momory?"
292. Temeph THI 3HACIIH HA TBOUX KOHIIEPTaX OTKya (paHATKA

293. U BooO1IE COBET: HPABATCS JBICHIE KUCKH — KYITH cebe chuHKCa
294. 5 3pech He 9TOO ¢ TOOOI MEPHUTHCS CTAXKEM XHI-XOIIOBBIM
295. 5 aT0 nmemato pamy TeX, KTO CO MHOM B 9TOM TaKKe 3aKOIIAHBI
296. Benp Bech MOIi )KU3HEHHBIHA OIBIT, YTO HAYKUT, HAKOIIJIEH OB,
297. 3acraBisieT MeHs €0alnTh, U 5 e0alry Kak IPOKIISAThIA

298. Cnacubo BceM, KTO B MEHS BEPHT, 3TO JICUCTBUTENHHO KIEBO
299. JIronu u3 CHI” Bcero nmpocumnu cHecTH 1010002

300. U, uroObI THI HEe OOMIKAJICS, OCTABIISAIO IIOCIAHUE:

301. S nummp BEIOMHSIO IPOTPAMMY, S JIUIIE BBITTOJHSIIO 3a/1aHIe
302. Paynn!

Round 3

Oxxxymiron to Johnyboy:

303. TsI 9yTO-TO BAKHYJ PO HOAPYTY? MBI paccTanuch 1aBHO,

304. Ho ona mMHe 06mu3kuii yenosek. Yto Thl 0a3apuiilb, TOBHO?

305. Tl XyecocHIlb CBOMX OBIBUIMX B TPEKaX, CPAHOE AHO

306. 3HauuT, TO XKe camMoe JKAET TBOIO TETEPELIHIO JaMy IIOTOM

307. Bce TBOM TEMBI s TOUTH 3/1€Ch BEPHO MpeAcKa3al

308. U, yectHO, BceM TBOM yxke NeHCTBYET Ha HEPBBI IETCKUH caj

309. Ho ectsb emé ogHa TeMa, 4TO B BO3yXe BUCUT

310. S 3mam, 9yTo THI HAYHEIIH KOIATh, BEAL Thl 0€3MO3IIbIN JETEKTUB

311. Ho uuyero, u 6e3 Hero ee TyT GopcsAT HEPUTOBO

312. Bor ona: VERSUS — 310 3aroBop, npoekt OkcUMHUpOHa

313. Tak KaKk cIyXu HON3JIU TYT MHOTHE,

314. JlaBaiiTe mOroBOpUM 00 3TOM B IyXe KOHCITHPOJIOTUH

315. VERSUS — mpoekt Oxcumupona. EcTe ToNBKO Ba BapuaHTa:

316. JInu6o 3T0 EOHYTHII B3/1Op, TUOO TO TaifHAs IpaBAa

317. JomycTuMm, 4TO 3TO B310p. UTO ke B CyXOM ocTaTke?

318. Canéx Pecroparop moctponsn HaM OaTTI, MOBBICHII B XUII-XOIE BCE CTABKH

319. U mycTh MONOBUHA YHTANA CTHXH TYT C OJIOKHOTA, Kak bacra ¢ moacraBku

320. Bcé xe g Kaxaoro, KTO IOy9acTBOBAI, B IOy HE HAWNTH HEJOCTATKH

321. S mory roBopHTSH 3a ce0sl, 1 MOT'Y TOBOPHTH 3a HETO -

322. Dra mpomo-1maTdopma, KOTOPOH HET PaBHBIX, AacT ¢opy npocMmotpam The Flow
323. Bot cMOTpHTE, 5 HE )KOMOJIU3, HE HALIUCT, €CITU JIBICHIX MTHaPIO,

324. Ho cuurato, 4T0 Ka)/bli, KTO JKIaJ 3TOT BIMYCK, CaHbKY J0JDKEH OBITh OJarogapeH
325. Ko kxpuuut, 4To Bc€ 3T0 MOE, yTBep kK aaeT, 4ro CaHs TyT — HelIKa

326. U1 Bcé 3TO MacCOHCKOE JIOXKE; OCO3HAHHA JIOJKD M TOTaIbHAsl CIIEXKKA

327. HexyéBoe, 011s111b, 3asIBJICHHUE; Y BAC, 4TO, 3eMJIsI B WILTFOMHHATOPE?

328. Ilmroc nmo6oii 10160E0, KTO Takoe HECET, BBIIAET qucpecnekT PecropaTopy

329. Tak uto ecnu 6pexHs, uto 6611 ¢ VERSUS'a 51, 1 He mpaBaa HUUTO U3 TOTO,

330. To kpuvammii Tak — HeOnarogapHbiii, kK CaHbKY HE JIOSUTbHBIN, THHJION 3100011
331. Hy a ecnu BTOpOi BapHaHT U BCE BEPHO, YTO BaM JJOHOCHIIN?
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332.
333.
334.
335.
336.
337.
338.
339.
340.

341

361

S npumyman orpoMHbIi IPOEKT, IOMEHSABIINNA BECh BEKTOP XUII-Xomna B Poccuu

Ot ST u no Hoitza, CJI u 10 Jlonka — 31ech KaXKIbIi TOYTH YTO 3aMeUeH OBLT
Koub 32 3TUM cTOSUT Balll MOKOPHBIHN CIIyTa, TO BMEHATH MHE IIPAKTHYECKH HEUETO
Benp BBIXOAUT, 4TO pa3 sl MAaCOH, TAMILUIHEP U OKYTaHHBIN TaifHOIO JIHAED,

Uro 51 peaHUMHPOBAJI COTHH Kapbep, ke TeX, KTO MEHS HEHaBHHT,

Uro BepHYJ CTAPUIKOB, IIPOTOJIKHYJI HOBUYKOB OT HYJIEH 10 TOOPOTHBIX apTHUCTOB,
Urto cobpait COpoK JIIMOB IIPOCMOTPOB MEUTOH 1 emé 3apadoTan Ha Kimackom

W gaT0 BCE 31O Bpemst 1 MPOOBLT B TEHN — TAK, KAKOH-TO TaM MHIIIBI JOCTaBIIUK
Ecmu 370 BCé mpaBaa, HAPOJ, N3BHHU, MHE TIPHIETCS XBATUTHCA — KPAaCaBUMK!

. W orapIHe MI060H, KTO Kymax4eT, uTo st VERSUS cobpait, m300pén
342.
343.
344.
345.
346.
347.
348.
349.
350.
351.
352.
353.
354.
355.
356.
357.
358.
359.
360.

T'oBoput nu60: "Okcu kpacaB4uK'", THOO TO, 9TO OH CaM MU31000T

C atum paszobpanuce. Bepuémcs k Tebe.

Tebst wacTo 30BYT "Telnopa" — 3TO HEMPABWILHBIA BEIOOD

T'eit — ato Ockap Yaiinn, YalikoBckuid. Thl — JHIIb MaJTEHBKUI TUI0P

Hy u 4ro, 5 e BeIpoc B EBporne, y Hac MpUHATO OBITH TOJIEPAHTHBIM

Xotb u rpuMa Ha HEM, ciioBHO KynsT 3nbeie Kitoyns! caenanu xnun ¢ Tonu Paytom
Ero maiblii pazMep reHuTalnii, IpoA0JIKUTENBHOCT CeKeca Kylas —

3T0 BCE ero IMYHOE JIeN10; TYT He CIEJCTBUE, TYT SK3EKYLHI

KpoBocTok He npuuém — y TeOsl LIMJIO B XKOIIe, Thl 3BaJl TIOCKOpee K Oapbepy
S mpumén, Tak 4To Mapy CJIOB Ha MOCOIMIOK O 3aKaTe TBOEH Kapbepsl
ABpopa, KocMOHaBT — 3Be3/1a KHUMIIACh TaK 3aJJUPUCTO

Mo, cobupato THICSYHU B 3ajIaX MUTEPCKUX Ha BbIE3/1aX

IIpoxoaut Bcero rof, U3 €ro MUAOPCTBA BCE BBIPOCIH

U on B xi1y0Oe Backstage, rie mo BMecTUMOCTH YeThIpecTa

XBaTUT KOPYUTHCS, KPEATHBHUTH, TBOH IIPEJIC]T MEUTHI — THOMapKa

Haxyit TBOp4YecTBO — THI IPOAYKTHBCH, KaK KOHBEHep, CBHHOMATKa
Kaxnprit ro mo ansbomy, a Tonky? I'ne mym?

[TycTh MeHS Ha3BIBAIOT CITACUTEIIEM,

Ho 3T0 He 6atTi, Mol ApyT, a criacaTeIbHEIH KPYT,

. Kotopstit s Te6e Opocaro Kak HCITOTHNUTEIIO
362.
363.
364.
365.
366.
367.
368.
369.
370.
371.
372.
373.
374.
375.
376.
377.
378.
379.
380.
381.
382.
383.
384.

ToABKO THI HE 3aMETHIIH, BEAb THI OTHOKIJICTOUYHBIM,

Kak undy3opun-Tydenskn

TBOI MUp OIIEPETOUHBIN BBILIBETET, 1ETOUKA,

Kak B nenpo3opuu Tpynuku

W TBI maxke ceifuac HUXYS HE CEUYEIIb, 3TO KaK TOBOPUTH, OJISAb, C KIIOTTAaMHU

TBOI AMOIMOHAIBHBIN JUATNIA30H IJTI0C UHTEIUIEKTYalIbHbIM TOPU30HT MEPIIECHIUKYJIIPHO 3aBaJICH
Ho naBaii 00bsicHIO, 9TOO ThI MOHSUT, MaJIeIl, TOYeMY TBOH ycIieX OyIeT TYCKIIbIM
Pa3 yx Tak MOBEIOCh, UTO 51 KPECTHBIN OTeIl A1 Bcero battle-pama Ha pycckom
I'nsaup: Xyskes! n XatTel, lotrans:, ['pexu, 6106, CHYCMYMPHKH U XaTH(QHATTHI,
InDaBattle'a konupku nox sound by Keam, Xau, Oxcukapumsbl 1 CBSTHI -

Bce naBHO Hay4YMITHCh YUTATh, BCE ITaBHO HAYYMIIMCH TAaHUUTh

OJHOTHITHO IIYTHUTH, CJIOTH B pu(Me CUNTATh, AabnTaliMuTh 1 Oaiituth Tech N9ne'a
U Tb1, BpoJIe, OBUT CaMblil YCIICIIHBIN U3 HUX, HO BBl BCE OJTHY BEIlb 03a0bLITH:
Jleno He B KOJIMUECTBE MaHuei, He B Ka4yecTBEe pU(M — €TI0 B IMYHOCTH, YTO 38 HUMH
U nockoinbKy ThI, CyKa, cOaHbIH IIAHKTOH, Oe3roiioBee, yeM Hax Crapk,

Tebe HuKOT A He 3aHATH MO TpoH, ['pelimpkoii TeoH, Beib T Jaxe He MO Oacrapa
[la TbI cam mocMOTpH, O6ap ¢ Ha3BaHWEM KaKUM: TYT HE IIPOCTO TPAKTHP, @ CEMbs
Moxer, Tbl U BeiHEcen b MeHs u3 1703, Ho He 1703 u3 meHs

OpuH ceMb HOIb TpU — 3TO [IuTep, neTka, U MHE SIKOPb HUHOH 3/1€Ch HE HYXKEH
OMUrpUpoBa MEIKUM, HE )KWJI ABAALATH JIET TYT, HO 51 KOPEHHOH neTepOypxKer

Hy a T6I TuMuTa TYT, BeJlb THI — UMUTATOD,

S — uaHOBaTOp, THI — InDaBattle

Johnyboy? II>xonHu, bye! TBOM XHIT-XOII — IIAITATO
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385

386.
387.
388.
389.
390.
391.
392.
393.
394.
395.
396.
397.
398.

. JbxoHHU, TIOH, HE YKTal, Thl HUKTO U HUYTO

U HEeBaXKHO, KTO CKaXKET, YTO sI MOOSAMI WIIH ThI, TOJIOCOB OyIET MHOXECTBO

Ho mro60i1, kTo mpuAET Ha KOHIEPTH TBOM, KaK U THI, JIUIIB ITYCTOE HIITOKECTBO
W mamocnemok: KTo MEHsI BEI3BIBACT Ha OATTIIBL, BaM IDIOTHAS TOXKE JICTUT

S He ipo Tebs, Ha TeOS yKe MOXyH, MOXKCITh HATH

Kto MeHs BBI3BIBaeT Ha OATTIEI, YTO O BBI TYT ce0e STHM HU TIPOYHITH

3a mens orBevaet lllapukoB: B odepens, CyKHHEI IETH, B 09epelb

A TIOKa 9TO BBl MOJKETE Te€M KO3BIPHYTh, UTO S CIIAJI, IIOTOMY YTO MHE CCHIKHOTHO
S npuny u Te6s pazpely, HO TOTIa, KOTIa MHE 3TO OyJeT BBITOTHO

Benr Oemnoro nim Herpa, KOro 3a03TTIINTh MHE TIOXYIO

IMunopa wim reTepo, panepa Uik pokepa

IIpodu win HOyHe#Ma, O0TaHa MM roma

Jtst aT0 MTI0OBIX pa3MepoB ecTh TpoOuK B MoeM Hekpormone

Paynn!

Johnyboy to Oxxxymiron:

399.
400.
401.
402.
403.
404.
405.
406.
407.
408.
409.
410.
411.
412.
413.
414.
41s5.
416.
417.
418.
419.
420.
421.
422.
423.
424.
425.
426.
427.
428.
429.
430.
431.
432.

Bl mogymainu 4To-To 1mpo 3T0, CyJaapb, Bbl ObLIH TPYOBIM

Ja, y MeHs cTallbHBIC SiI1a, CTATBHON XapaKTep U CTAIbHBIC 3yObl

U1 BOOOIIE TBOI TEKCT — TOBHO; CKAaXH MPaBIy, HE OOHCS

To1 yntaems hpucTaitiel U3 conunapHocTy K Hoiizy?

O, na, s1 60MK, HO | THI HEe Oorat, OoMxkapa

T'opasno ycnemnineii TBOH KIJIOH, Beb Thl BRUINTHIM Mapat bamapos

U s10 He mryTKa, OpockTe

Y mens 2 Hory, 2 pykH, 2 yXa, 2 tia3a, 1| Hoc — 0isap, s komry mon Oxcn!
Oto 06arTi Beka, Tak 4To, IpaBaa, HEXyH

T'oBOpUTH, 4UTO S — HUKTO, YUTAIO KAK KaJleKa

Mos mtanka — He00, MHE Hy>KHa mmodena

Tex, KTO XaeT, YHIKaeT, OKUIaeT IEKII0

Trs1 mpumyman nBoitHbie pudMel, cyka? Trl ceitaac Opeaumms!

Tax Drago ¢ Kpumn-A-Kpunom pupmosanu B 2003-em

B Tebe ueTBepTh eBpesi, 4eTBEPTH PYCCKOTO U MOJIIBITaHa

Te1 M1 Tonbko ecnu TBOE uMsi — Mupon Lekano

TBI MOXKEIIh YINIUTH MEHS B TIONCE, HO, MIPOITY, CKaXKI

310 MHe cKaxeT aBTop momn-xuta "Mue Ckyuno XXutp"?

Oto VERSUS u He MoTry He MOIIyTUTh Ha TEMY XyEB, MallaH

Ecnu JICIT Tebe mpemioxuT yepBoHel 3a blowjob — Tbl cocHENb Xyiilia
He cniopto, oH TajaHT, HO OH B TBOEM OUKe yiKe ITy0ke Bojoaza

ToI cyunii mapeHb, Thl XUTPHUII U JTIOOHIIb CaJ10-Ma30

JyHs yxe TeOs TpaxHyll, HO epeial CBO JTF000Bb it J{uHu

Taxk BoT, [lyHs, 51 B 3TOH manaBe kak Mosiooil Tpe3unu, ¢ roJoBoi B TpsAcuHe, OIs1b
Buepa B norice, ceroHst B 03TTi1aX — 3TO 37I00HO, HO BEPHO

[a, st MeHs110 CBO# Kypc Kax bl JIeHb, OYATO J0JIJ1ap U €BPO

Jpyrue Ha30ByT 3TO Iiepa nmpoboii, HaBepHOE

IIpocto mue 23, s MOJIOZI, 1 MHE TIOXYH Ha 3TO

MoseT KOMY-TO U MOHSITHO, HO, €0aTh, MHE — HET

Kak M0oXHO Tak cTpeMaTh OmIMOOK, YTOO B CTOJ MUCATh 7 JeT?

Kak M0xHO HACTOJIEKO HE JIFOOUTH MY3BIKY, 9T00 BCce, €0aTh, MOOUTH PEKOPABI?
BrimyckaTh KyIuteT 3a rof, a arb00M He mucath 4 rona?

Tr1 ctanemb, OKCH, apTUCTOM,

Ecnu 3aBsbkenis ¢ 3TOH 3ayMHOI XyeTol B TeKCTaX, KOTOPYIO MOHUMAIOT TOJIBKO ayTHUCTHI
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433. U 161 cobepénb cBoit OMMMIMHCKUHA

434. TouHee, KaXXIyl0 COPHHKY, CTaKaH, OyTBUIKY, OKypKH B HEM TIOCIIE JIETeHAAPHOTO 1oy 0T JeHnca
435. OHu, Bparu, HaBEYHO PACIYCKAIOT CIlyXH, JETKH

436. MoxeT, BBITBEM BOASAPHI, 00CYIAM, UTO BCE CYKH JICBKHU?

437. Moxet, No)KMEM HamoCIeN0K APYT APYTY PyKU KPenKo?

438. Hy u naBaii HaKOHEI-TO YK€ 3aMyTHUM CeJIpu

439. Ho, OBTOPIOCH, €CITi O MOWM JTyUIIAM IpyroM Obi1 061 OKCH

440. MHe pyCcCKHiA p3IT TOTja HEMHTEpeceH ObLT OBl BOBCE

441. 1 mosToMy Hac KIET BEUHAS BpaXxaa, NayH

442. U stot 65TTI 3HAYUT, 9TO Tebe mu3xa. Paynn!
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ANNEX 2:

Full text of the battle between Oxxxymiron and Gnojnyj aka Slava KPSS
(Tnoiinbiii aka Caasa KIICC) (VERSUS X #SLOVOSPB)*!

Round 1

Oxxxymiron to Gnojnyj:

XN AP -

USRS ERUS B US R US R USROS IR US B UL T US I (O I (O TN (O T (O I NS I N0 I (O TN (O T NS I N0 I e e e i
SOXVNFOELOR~SORXAIFTUEON=-SO0OPRINN R LN ~O

51 31ech unCTO MO (paHy, MOTTYMHUTHLCS HAJl CJa0bIM

ToI e BbIIE3 U3 MaMbl 110J1 MO#i ancc Ha babana
OOnnuMTenbHBIN MadoCc — 3TO MUK MPOTHUB HAITbI

Otr pudMbl mncan MHe NbstHBIA Kpumin oy cnaiicom

ThI CMEIIHOM, CITUIIKOM JUIMHHBIN, OTKPOBEHHO HECKJIAIHBIN
VY 1ebs Tenocnoxenue, Kak y OepeMEeHHOH Harim
HenponopuuoHnanbHo, Kak TBOM Xalill U TBOW BKJIa B paI —
He obnako B mtanax. Tel TUIIb MOJa, KaK KJIAyA-paI

Ha napy ce3onos. I'ne TBo# Yokep, a ue

TwI 5ke He XOYelTh BEIATH U3 MOJBI, CIIOBHO IIMOTKH «BoTd0K»
Tort, KTO0 emie ro Ha3az Tebe Jajd MOIIHBIN TOYOK OJHUM TBUTOM
Cranet TeM, KTO TeOsl HBIHUE CMOET B TOITYOK

OT0 UpoHHS CyIH0BI — HE MpaB/a JIH, yAUBUTECIHHO?

[Ipex e gwem Koro-To 6ATTINTB, 51 CHaYala TOJHKEH XBaIHUTh €To
Uto051 Bac yOenuTh, 9TO OH MOT OBI CTaTh MOOEAUTENEM

Uto6 MC 3aBaduuTh, BEI CIIEPBa JOJDKHBI ITOIIOOUTEH €r0

S cpaborax Ha ypa

S 3nam, uyto ['oTamy HyxHa purypa Jokepa

Uro npotus MeHs. IlonHas nyHa B3o11Ia

I'opox 3a Hero, B K0J10/1¢ HOBBIH MEPCOHAXK

Ho s cam cebe pexuccep — st Te0st CO31aJ U CHSUIT

51 — Bbproc Yaiin u Kpuctodep Hoxan B ogaOM

Posnu roTOBBI 1aBHO: TBOSI ITPOIKCAHA OT U 0

Mse 6511 Hy>eH Bpar? Byans

Tr1 — omepeTouHbIN 3710/1eH, y TeOsT OTKIIEUJICS yC

Ha, Tt — JIxokep, HO B MoeM pykase. [1oOpeii cebe Ty3 U MOArOTOBLCS
ApKxeM MpefoCTaBIsieT HowIer

U oTkyna y T€0st 3TH paHbl 3HAET MOIl WieH

Benp st MacTep packpyTku

TbI Ha KACTHHT HaTKHYJICS M CPa3y CTATHBACIIb TPYCHKH:

— Te1 npaBaa npoatocep?

— [a, s mpaBaa npoatocep

S Tebs caenaro, ChIH — THI OaHAIBEHO B PaOCTBE

3o0Bu MeHs PaneeB Makcum

Benp 310 %UpHBII nuap

41 BBRITIyCKatO U3 KIETKU T€Os 32 HUTKU

KaxoBo y3HaTh, 9TO THI MApUOHETKA B PyKax eBpes?

TsI OOJIBIIIE TOZIA XAUIIMII HA MHE

Okeii, xaina He KaJIKo

JKako, 9To THI KKK JaKer

31 https://youtu.be/v4rvTMBCJIDO
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41.
42.
43.
44.
45.
46.
47.
48.
49.
50.
51.
52.
53.
54.
55.
56.
57.
58.
59.
60.
61.
62.
63.
64.
65.
66.
67.
68.
69.
70.
71.
72.
73.
74.
75.
76.
77.
78.
79.
80.
81.
82.
83.
84.
85.
86.
87.
88.
&9.
90.
91.
92.
93.

UYro THI caM He CyMell TIOTHATHCS, Ha JJHE OCTaJICs HUKEM
TBou “QaHbr” 3MATCA, YTO 5T HE BBITYCKAK MHKCTEHTI

TBowu rna3a ckasajim, 4To Thl OaTTII IHCall B JjeKadpe
[Motomy uro mxoia Slovo -

Camas crabas niowaoka 6 cmpare (Pecmopamop)

Ha, mp1 ipo SlovoSPB — Bac moumen RBL

Mens morim 051 BeIHECTH 3203, Tupanc u [Tum

Ecmu 651 mocTapanmch

Tonpko BeI — Oe3napu Bce

TpuanaTh HelENb Ha TEKCT U PEeK, MOJI, HAKOHEI[-TO 3acel
ITucan nexadbpb, THBAPH, PEeBPaL, MAPT, AlIPEIIb, Mait
Hronp, utonb. W THI mymai, TekcT — ok, Tek Haitn, 60!

S mucan Heento MII0C-MUHYC J1BA JTHA

51 Tebst 60FOCH B TPHALATH Pa3 MEHBIIIE, UM Thl OOHUIIIBCSI MEHS
A TbI He O0O¥iCs, TBI HE OOMCs

VY 1€6s1, uT0, HAa KOHY OMUMIUACKIIA?

Jecatku mojeil Ha 3apIuiate ¢ neTepOyprekoif mponucKou
UYro Bce 3aBUCAT OT OaTTIa U UM XaHa, €ClIU CJIUTh €ro

XM, HO TOTOBUTHCS MecsiiiaMu it MC yHU3HTEIBHO

Bce 3ayueno? Kpacaga!

Yenosek, u3My4eHHBbIH Pam3anom

Korza 51 BbI3BIBaJ €T0, OH THIIA 32 HJIealIbl ObLI

Ho 3a rog TeI cTan ccyuennsiii, CnaBa

Yro MHE MOKET BOOOIIIE IPEIBSIBUTH YEIOBEK,
TIOBTOPUBLINI MO Ka) bl KOCSK 32 BCEro OJUH roa’?

51 B urpe 9 et — ThI MHE JIMIIB TOMOTAEIIb, CIIU3HAK

TrI Kak U 1 u3MeHmICH? XO0Ts IPOIaXKH KaK ObLIH

Th1, KaK ¥ 51 I3BUHUIICS — HO TeOsI Haxe He Onmn

ToI cTan, Kak s, KOMMEPCAHT, HO Ha CJIOBaX KOMHccap

Kak s 011 IpOTHB paMI-cTana, HO GUTOBATH C HUMU — 32
MBI Bce 0TYaCTH JIMLEMEPBI, YKE XOTS ObI OTOMY, YTO MEHSIEMCSI KaXKIbIi ICHb
Uro paHbIIE SBIAIOCH TPY, CO BPDEMEHEM H3MEHHTCS, MOXKET IOTHOCTBIO
Ho TBos mepeornieHka IIeHHOCTEH 1UTa ¢ HeOBIBAIOH CKOPOCTHIO:
Om! U TeI Ha ciieHe

On! @ur c JICIT

On! Huskue nienst Ha mMoT y Butu CJ1,

Flow nuier peneHsuu, Bce Xopoiio | real

Ho 3a rog KOT MO/I3eMHBI CTa POBHO TEM, YTO KOPHJI

U tBOs unes, kak Jlsuist, KpOBbIO HCTEKIIA

ThI KMIAaeUIbCS KAMHSIMH, CUJISL B JIOME U3 CTEKJIa

Brun B nogBae, HO MpoTek yepaak

TbI B HOMCKE CTEH MEYElIbCs U3 3aMKa B 3aMOK

Ho TbI uX cTpouIb Ha 1ecke

U noxa3ymiHslil fetcan B TBOUX O/yIIHBIX TEKCTAaX

Tak oueBHzIeH BceM, OBEPh, MHE OBUIO CKYYHO IHCATh
Psimom ¢ ToGoto naxe Johnyboy ObIT TpyIIHBIH NalaH
OTkpoiiTe ¢ HUM KalbsH-0apOep-cymn-cMy3u-BeiI 6ap
Amntnxain? 3to Vagabund, sto Vagabund

s Tex, kTo rpy3uT B raymm Ha Windows 3 ¢ MojieMa, He yMmest cookie BKIIIOUHTD
«Hamo nabpats OGosble WwieHOB» — Tak BaM bykep BHymw
OTKpO# KOHIIEPTHOE 3CKOPT-areHTCTBO « BYKHHT My>KUMH»
U 310 BpoIe XHU-XH, HO TIpaB/a pexeT riasa

Om OyzneT MHOTO TOBOPHTH, HO €My HEUYETO CKa3aTh
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94. Tpel MOXeELIb BBIKONATh TPsI3b U MOMX MEPTBBIX Ipy3el

95. IlepembIBaTh KOCTH C O€IHEM, BAPUTH CBOH YEPHBIH KHUCETh

96. BBIACHHUTH C KeM, CKOJIBKO pa3 U B KAaKUX 1103aX 5 craj

97. Ho ecnu TBI cAeNaeIb 3TO, TO ThI TOXKE IPOCPAT

98. Bort y Hero ecTb neBy1ika no umenu Caia J[uckoreka

99. CkoIbKO MpEeKpacHBIX MaHueil 1 MOT OBl 3a()UTAYUTD TIPO ITO

100. W ipo xeny CT — 3T0 Tak TporaTenbHO

101. Ho s mpumen cioxa, 9To6 0aTTIuTh HE e€, a TeOs

102. U He TBOMX POIAKOB, HE MAMHH OAHKOBCKHI CUET

103. He cayuaiinsie monoBsie cBsi3u. PamieH (BoT oH) DasreH He B cueT!
104. A xT0 6epet ciryxu npo OIM3KUX, 9TOOBI BEIUTPATh BEC

105. TIpocto nmoka3siBaeT, KTO Ha 3TOM PUHTE OTeEI]

106. ITogymaii, mketr — tebe cBeTut umib popc B8 MDK

107. CkonbKo JIAMOB s caejan 3a rof, cnopst Forbes, PBK

108. fIcen kpaceH, Mpo MEHS CIJIETEH BaroH

109. 51 gaxxe Gpocui groupies — BAPYT OHU MPOKOIOT MEPE STHM T'OHIOH
110. A mocine conbtot Hamu GoTku xkypHaTy «OK» — 3T0 TeMHast CTOpOHA CJIaBbI
111. Kak u ero nmoesaka noaroja Hazan Ha [Ixyker

112. Omna, y MeHsI TOe €CTh ITHYKH

113. 1 B oTiiume OT TBOMX y HUX €CTh MHUKPO(OHBI-TIETIINUKU

114. On nymaer: «Tosbko 061 He uctopust npo Golden Resorty

115. Bparan, 3T0 He 11030p, 3TO HE M030P

116. Ckaxkem Tak: OYEHb HEOJTO U B MEPY HEBUHHO

117. Ho y Hero Tam ObUI APYT MO KOJOBBIM CIIOBOM «TaHLIOP»

118. He coBceM MaccaxnucCT, HE COBCEM BH3aXKHCT, HE COBCEM IK30THUYEeCKHi dancer
119. Ho npoGnema B npyrom — Kaxk 1Be Karum BoAbI OH IOXO0K HAa THIIMYHOTO TPaHCa
120. [daiiTe MHE NanOYKy, JalTe MHE MANIOUKY |

121. A teneps s mpouly CloJa BBIATH BCEX TEX

122. Kto peansho B Resort'e yBunen Kapenuna

123. JlagHO, IOXOAY CErofHs UX HET

124. Ho emie MIIb HEMHOTO, ¥ BBI OBbI TOBEPIITH

125. barTasl o ¢akTam — MOAApOK UL TIOOUTENICH BpaTh

126. Kakas npaBna? Baxso mums yoenuTeT-HO IOAATh

127. Ecnu Oyaemrs KomaTh 3aIIKBaphl, B Mycope KOTasch

128. To npencrasmnsems He Slovo, a «Iloacmymano: XabapoBck»

129. Utoro y Te0st ecTh JBE JIMHUU aTaKH:

130. JIn6o o6BUHM MEHS B €M THI, KAK MUHUMYM, XyX€ — 3TO KJIMHUKa
131. JIu6o, Kak KHHUKH, COOAKOM Oy1b, 1

132. BbgymMaB rHuiIM Ipo MeHs1, 000CPUCH TYT XKe

133. T'HOIiHBIH, TBOU CJIOBAa — BO3JyX OJIUH

134. Ts1 noxox Ha E.T, HO mpu3eminuncs B I'po3HoM noau

135. Crona mpocro 60p30 3aiTn

136. Ho Taxoxe mpocTo B yTUIIb

137. Y Tebst ObUT XOPOILUiA TO1 — ellie He MO3IHO YHTH

138. Paynn!

Gnojnyj to Oxxxymiron:
139. CnaBa KIICC u Oxcu — HOBas HaHK-BOJIHA

140. BrI Bce x1any BBICTYIUIEHUE KOPOJIS U IIyTa
141. Ho Huxys
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142. 5 yTBepkato, 4TO Kak TBOPEL Thl yMep

143. U1 He 3aciTy’KUBaEIlIb CIaBbl KyJIbTOBOIO PAI-IEBLA

144. 51 He mpu3HAO TBOM 3aCIyTH, MOTOMY KOTJa YHTAI0, sl HAIIOMUHAIO TeOe OTIa

145. TToroBopuM o TBoeM anpbome, pazdepem ¢ xmangHokposueM JlaBpentus bepus

146. Ts1 mmoxo yuuics B ceoeM [ pudpunrmope

147. Ecnu pyccKkue 4To U YMEIOT, TO 3TO pa3BajuBaTh UMIIEPUU

148. Bce xxpanu 4 rona, 1 OH KaKk MOT' HarHeTal UHTPUTY

149. 1 Bce, 9TO €My IPHUIUIO B TOJIOBY - 3aMHCATh Ay AHOKHATY

150. ITpraem GaHATBHYIO aHTHYTOITHIO

151. Taxo# ypoBeHb TucKypca O6ompmie moaxoant Jxamany u Jlouky

152. C cro)eToM, 4TO I10 CHJIaM Ka)KI0i HeIaJIEKOM ITeI0BKE

153. TBoii pan — 3TO AemieBast IUTEPaTypa B MATKON O0JIOKKE

154. Oto Habop caMbIX CKYYHBIX KJIHIIE, KOTOPHIE CYyIECTBOBAIN B HCTOPHH

155. OpuruHanbHBINA CIOKET — Tparndeckas JI000Bb MOCPEIN AaHTHYTOITHI

156. basinp, Takoro y>k HH y KOro He ObL10, 1a?

157. Hu y Opyanna, Hu y 3amMsTHHA

158. D10 Kak ObI MONICOBBIII MOTUB, KOTOPBII 3ae0a y)e OKOHYATEIbHO

159. Twi cam ckazan B Adure: “BaxHa He ujes, a HCKIIOUUTENBHO €€ )KUBYYECTh”

160. Hy Tak eciiu TBos My3bIka — OpeH, ouemMy MHe He BbIOpaTh Gucci?

161. D10 TOXKE KOMMEpPIHS, KaK U TBOU SIKOOBI TPOPBHIBHOM a1b00M ¢ YMHBIMU ITaHUYaMH Yepe3 THPe

162. A co3aath BOKpYT ce0sl IIyM — MOKET U MCIIOJIb30BAHHBIA KOHJIOM, €CJIH OH OKa)KETCS B JKEHCKOM
MOHACTBIpe

163. 1 1 moMHIO YyBCTBO, OJISITB, KOT/Ja TBOM (paHATHI HA BCIO XaTy BKIIOYHMIH aJIbOOM

164. byaro s acceHU3aTOp, KOTOPOMY 3a FOJ] BBLAAIH BCIO 3apILIaTy TOBHOM

165. Bort, cyka, BIOHIICS B LIapu

166. Tak mOOHI CHITATh IMEHAMM, YTO Ja)Ke BRIAYMAIl CBOU

167. KoHIenTyanbHOCTB OT TOTO, 9TO 3ac0aio pemMecio

168. TbI ucniucancs 10 TOro, Kak eIie B3suics 3a Mepo

169. Panbiie ObIT “TIpOTHB BeeX' TEEPh THI BPOJE CBOM

170. AnpboM Takas cpaHb, 94TO ero XBanuT Hoii3 — To ecTh BpyOaems?

171. Tsl roBOpHI, YTO OH rpad)OMaH A0 MO3ra KocTel

172. U on xBanmut 'OPT'OPO/I, a He, HaripuMep, TBOH MEPBBIA MUKCTEHIT

173. Oro He caydaiiHo, Beap "Oropoxa" — mpocTo BEIMydeHHast XyHHs

174. 51 Buxy He 11 Tpekos, a 11 cpokoB 3a H3HacHIOBaHHE ceOs

175. Benp ToI emumb 00pasbl, OJsib, Kak KajeKa KyJIbTSIMH U3 TIINHBI

176. Tebs crryTaTh C MOITOM, KaK MEIIOK C XySIMHA U CIIHHHEP

177. "Xynoit oTnedarox mieya" - yaurens, BOT CpaMa-To

178. Oto He Morio ObITh y [TacTepHaka, 3T0 MONPOCTy 6€3rpaMOTHO

179. OTtneyarok xymoro ieda, Hy OJs1/1b, CIOBO — HE TBOH KOHEK

180. TsI pokaaenis He MaHYH, a MepIbl KakK “TaHAO00IbHBIN MUPOBOH pexopa’”

181. D10 uTO Takoe? DTO Ha TBOEM allbOOMeE, OJIAIb

182. Dro uro Takoe, npuaypok? I'ne padora co cioBom?

183. I'ie HeoXKUaHHBIE CMBICIIBI, MY>KHUK?

184. D10 moxo’ke Ha Kazyc B MOPHO:

185. TsI pewm, 4To pa3 TeOe JMKYT KOILy, 3HAUUT MOXKHO HacpaTh Ha SI3BIK

186. A xorna Te0si MPUXBATHUT IOHOC, 3HACIIH, YTO 3HATH TaXKE BCET0?

187. Uro BCe TBOM MOXOBI B TyaJIeT CBSI3aHBI — y TeOsI KOHLIENTYaJIbHOE AXE JIEPhMO

188. TloebaTp Ha TYyNOPBUIBIX TOJIMUTUKOB U JI0 MU3/IBI BCE JKalHbIe OaHKUPBI

189. Xyske Bcero Bl — TBOPIIBI 3TOH MMOXaOHEHIIEH BKYCOBIIHHBI

190. I'ne "tperbecopTHblil pemukc Ecennna" mnu nepBokiaccHslid Ongoca Xakcau

191. Nmerot conmanbHoe 0J00peHNe, HO MHE J0 TTH3IbI eBPEUCKUE CKa3KU

192. 4 ne cnymato TOPT'OPO/, He uutato Topy, 1 He 3aBUcaio Ha X0 MOCKBBI

193. Crpanno, B [IpaBoM CekTope TOOST JBICHIX
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194.
195.
196.
197.
198.
199.
200.
201.
202.
203.
204.
205.
206.
207.
208.
209.
210.
. Yo, 61aTh, Tak Ooen 3a Poccuto, uTo Ha HEpBaxX TEPSUT TaHTIIHU
212.
213.
214.
215.
216.
217.
218.
219.
220.

211

Ho tebe Ob1 Tam ganu nu3asl

3a rpadomanuio kak y bpozackoro, roBHONMMpHKY Kak y CeceHnHa

I'me TBI caM-To Tymsens mo kpato? Y otens mo Kparo baccenHa?

Brnsine, Koraa Thl MHE CKaKeIllb, YTO 51 HE MPEACTABIISAI0 HHTEPECa KaK MY3bIKaHT
W xuBYy 3a c4ET COMHHUTEJIFHOTO XalTa

ToI o cyTu onumens ceds

Bens TOPT'OPO/] - naxxe He Xopomas KalbKa, He HallaJIM, a KBadka

Tl mpocTO TIpOCpalcs MaYKOH THOSPATEHBIX KIIATIIE

Ho mucarte anTHYTONHNH — KaKO# 3TO IpoTecT, ObapaH?

becnone3Ho Kak pa3roHsITh Pe3NHOBBIMH ITJIIMH T'el-TIapaj

Trw1 He Ten ¢ 6appukan

W naxe TBOM mrobumslit Jlamap rosopun: “FUCK TRUMP”

A nist e6st fuck up — 3ToO Beuep OTKPBITHIX 3a0pajt

Jla TeI ccplbes cKa3aTh MpsaMo U gaxe “OH BaM He [lumoH”

B sTOM maHe mocmesee, 4eM TBOM e0aHbIi aTb0oM

Tl Takoi: “‘d He MOMUTHK, 5 APTHUCT, S HE THITY 3asSBICHUS — S ULy TPEKH
Ho, Kak ¥ MOMUTHK - THI IOITYJIHUCT, HHAUE 3a4eM MpHMa3ajcs K Teme?

Ho korna TyT mpoxXoauiu MUTHHTH, T1¢ ThI cunen? B AHrimun

Jlonnon, JIOHIOH, HAYYH HAC KHUTh - Kak HaMm Oe3 Tedst 00ycTpouth Poccuio?

TwI BBIIaCTIH OYIBBAPHBINA POMAH 32 MOJIUTHYECKYIO CATHPY

Ho He Ha3bIBacIIb IMEH — TaM CIIMCOK €BPEHCKIX (paMuIHid

A B Poccuu Tpaaunys He Ha3bIBaTh IMEHA, KOTJIAa HIIET PEUYb O KPBICE B CBOEM KOJUICKTHUBE
A s Be3y BaM PEBOJIOINIO, KaK BCTaph, IO fopore u3 TymmHo

Y 3T0if Tenere BpamarTcs 0cu — PYTYPUCTHI CKUHYIH ¢ KOpaOis coBpeMeHHOCTH [1ymkiHa
A BBI 10 cUX TOpP LEMISUIUCh 3a OKCH, BEJIb OH Y€ JKUBOH. ..

Ho Tompko xuBOH mpuMep, 9TO JF000H 32 4 ro/1a MOXKET HCITUCATHCS B CTaTh HUKEM

221. CnycTun TajnaHT Thl HE HA XOMYHUK, 8 Ha 1ypb U MOPOLIOK
222. Bam Okcu — ayTas ¢purypa, Kak CTeKISTHHBIA METYIIOK
223. PayHn!

Round 2

Oxxxymiron to Johnyboy:

224
225

. OH ckazain, uro He cnyman [OPT'OPO/], Ho BeCcHa MOKaXeT, KTO TIe cpaj
. Bechb TBO# nepBbIii payHa — aTo niepeckas Tpeka “Kem TbI ctan?” (think about it)

[Otcrynnenne CnaBa KIICC & Oxxxymiron]

226
227
228
229
230
231

. - Her, Her

. - OTO0 He TaK

. - OT0 Tak

. -Her

. - [lepecnymaii Tpek, Opatan
. - S cnyman

[MIponomxkenue paynna]

232
233
234
235
236
237
238

. Kopoue, itoy

. Haiite Malik, HaunHalTe caidep, naBaiiTe XalnuTH

. JaBaiiTe MaTh 3a1eBaTh U BPaTh, BOPOBATh U OAUTHUTH

. Ymar gepbMa BBUIMBAThH Ha OpaTheB, FOCTpaWTEp HalIeH
. Ha putm — cpatb, HO Ha OMTBE cTaTh MOMYJISIPHEH 3HATH
. Tak 4To0 He Ha/O, XBATUT

. CpaBHUBATh Hac — s IO TeM BpeMeHaM ObLT “aHTH”
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239. Jloman ux paMKH, MOpPaJIX pagy TOro

240. YtoOsI cpaTh 0OBIBaTENNCH — IEPBOOTKPHIBATEID

241. Jly4mie Obl s ocTaBmI TeOS criepMOi Ha KPOBaTH

242. Benp TO, 4TO OBLIO CBEXKO TOI/IA, €Il B I'oa

243. CoBceM Jipyrue Tenepb — yBbl, HECMEUIHOW CTEHaIl
244. OpHo neno Tady HapyIIUTh, TOIIY HApYyKY

245. BeIBepHYTH CIYIIATENS CHIION CIIOB, BEIECTH UM IYIITY
246. U npyroe nemno — KOHBelep TOBHA

247. be3s kakoii-mu0o 1enu, y Te0s uaest onHa —

248. Kak MoxxHO Oouibliie TaiikoB. Pa3zBe He MPOBEPEHHBIH GakT
249. Yto Kak DpHECTO ThI U CaM XOTeJ Ha TeIHK Toraa?

250. D10 OKEH, g HE CYKY

251. XoTs ¥ KaK-TO MIPOTHBHO TBOE BYJIHUNE

252. A BupoyeM — Hy 4€ Oy/eT KyJbio?

253. A s U3 IpUHIMINA HU pa3y He BBICTYIHI Ha KOPIIOPATHUBE
254. IloTroMy 4TO MHE IUIOXO CJBIIIHO, KOTAA JIOIU JKYIOT
255. He ObLT Ha paano, HA TEIMKE BCETO OJMH pa3

256. XoTs 3a1pOCOB KaXKAbIH JIeHb, OyITO B JIMYKE OT JIOJEH
257. Buli ObI THI Ha MOEM MeCTe, ThI OBl TOYHO ceiivac men B 300ToM OroHbke
258. T'oBops1, 9TO “UMCTO MOTPOILIUTH”

259. True, true story

260. YtoOsl THI MOHSUT MacIuTad — s He cTan ¢puroBath ¢ Major Lazer 3a 15 numoHOB
261. TsI 32 MeJIOYB OT CIIOHCOPA CTAaHEIIb COCATh YEPHBII OONT Kak rmucartens JIMMOHOB
262. U mHe ckaxyT: “Mupoina, Tsl crazy”

263. Her, s mpocTo He mro6mo Major Lazer

264. MHe ckaxyT nocie: “Tbl ocen’”

265. Ho tpy ¢dansl 3Ha10T — s meHto ux. Okcn - Tentacion —
266. Y MeHs TOXE 3 HKC, DU

267. Tel nponazenb, Kak MOW MUKCTEHIT

268. MHoro comHeHu#, MUpOH, 3

269. Kto 1100UT MIEHUCH B pOT — el

270. Y Tebst HOBBIH penus, 5

271. Y 1ebst cOThIN penus3, di

272. Ecnu TBOH paI1 — 3TO PaII

273. To Mol paIT — 3TO €CM O MHOK Kpu4u “dit!”

274. Cmotpute, MorauT Juitb SLOVOSpb — nmycrocnoBsr Crid
275. 51 k BaMm He npuay HUKOTA, OynTo B mikony MBJ]

276. Aupepaoru 0arti-pana? Her, Bbl cHOOBI Oe3 j1aB?d

277. 3noboauesHslit 6ari ¢ Ulypeirunoii — nHo u3 Crid

278. Her, 1 naxe He cropio — Bepcyc Toxe 3amkBap

279. boxnpo HauaB, OJATro/a Kak CKaTUJICS B MOJHBIN KOIIMap
[O6parenue k Pectoparopy]

280. lymau, s cTaHy MOJIYaTh, 1aB T€OC CTPOUKY MPO HUX?
281. la, MBI Ipy3bd, HO ThI 3acpajl TO, YTO CO MHOIO BO3JBUT
282. U aTo He kuHXkan B criuHy, CaHs, BCIOMHUTE ¢ SIHOM
283. CKOJNBKO pa3 Kpsizty 51 BaM OOBSICHSUI 3TO MPSIMO:
[MIponomxkenue paynnal

284. Panbie Bepcyc Obl1 MECTOM, I'/ie OTKPBIBAIN TAJIAHT
285. Temepb OH MeCTO, TIe KaXKIbIH Oe3maps cpybaet 6ada
286. I'me MmoxHO Kak Jlapua 000cpaThbes B mpax H IMyxX

287. Crano 6norep-haHOB M TaK OTIAMKAIOT 5 MUHYT CIIaBBI
288. Oddpour — nodur

289. Penoynel, penoctsl, BMW, BPM
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290.
291.
292.
293.
294.
295.
296.
297.
298.
299.
300.
301.
302.
303.
304.
305.
306.
307.
308.
309.
310.
311.
312.
313.
314.
315.
316.
317.
318.
319.
320.
321.
322.
323.
324.
325.
326.
327.

Panepos Mensie, uem croncopos. HlanuTo!

A pam-xorakypa, myTh Oycuno?

S HyXy npo KynbTypy Oyaro s ykymeH Redo

“V crapuka 60MOUT OT ycriexa XoBaHa ¢ DIbaapoM’ — 11a HET
IIpocro y Bcex Bammx KyMHpPOB OJHH TrocTpaiirep ¢ @pamidnana
U s He pagu npotecta, sl HE XUII-Xal MOJIHLEHCKUMA

Korma He 00mkxaeT MEpTBEIX, TO XOBaH MOJIOCTI

Ho xop BEI Gitorephl 1 KOMHUKH U B 0aTTIax IpOe3IoM

JlaBaiiTe UeCTHO U yKa3blBaiiTe aBTOpa TEKCTa

Easy, easy

Real talk, real talk

Ho s Bepro — Bepcyc BockpecHeT

A gto v CnoBo, To O

YV mens u Canbka HabepeTcs 3alIKBapoB

Ho TonpK0 paHeHBIH JIeB — 3TO BCe elle JIEB

A 370pOBBIH IIaKaJ OCTAETCS MIaKaJIOM

Yo ThI JyMal, 4To 51 KOTO-TO 60I0CH?

TBoux nrytok u nanyeit, 3amas ¢ bepcepkom

Bpatrons, 1 BUIaN U He Takoe, KISHYCh

VYTemrait cebst TeM, UTO 32 BAMH MOJ3EMKA

W 4ro BBI CHOBA Ha KOHE

Ho s B portu HTB — k10 X04eT 3/1eCh BCIO OJHOTOTHYIO 1Ipo SlovoSPB?
Torna nociymnraiite o Tom, 4To OBIIO 5 JIET Ha3az

He 65110 Bepeyca u CrnoBa — pan kpuyan: Dat's what's up!
Amnpnpeit Muxees 3Ha, 4to 51 ¢ 2008 rona cinequn 3a King of the Dot n o Tom Xaiiny ckazan
Ha nmposozne Kpacnonap — Mbl ckaiinuiu 3 daca

CoBeThl, BOIIPOCHI, KaK UM IMCaTh Ha OATTI TEKCTa

51 mMoMHIO KaK OOBSCHSII, UTO OT (pHCTaiiia ycTan

Uro Takoe cxeMbl M (UIUIIBI, KaK HaJo MPAaBIIIEHO BCTaTh

U mb1 00a 60s1€7M 9TUM — COOCTBEHHO, BOT M BCS

Hcropus, kak B UHETE TAKOW MPOEKT POIMIICS

A crosn y ncroxos CnoBa — monenyit konbro! Dat's what's up
Benp 51 01 KOHCHITBEPH y JlOHa AHTOHA — BaIIero KPECTHOTO OTIA
Kaxgprit ko cripammBaet "9to?" He 3HAET HCTOPHIO

Kopoue

Y€, y€, He XOUellb I€J0BATh KOIbI0?

Kak npenckazyemo, OH e BaM HE aBTOPUTET

Bb1 ke Tuna opraHuzyere CBOH OTAEIBHBIN 0aTTiI-KBapTeT

[O6parenue k eny Uetinu]

328.
329.
330.
331.
332.
333.
334.
335.
336.
337.
338.
339.
340.

Tonbpko YeilHU, MO3rM HE Iy IpH, Thl 3HAI

Sl HeWTpanuTeT Beerma CoOMI0aal, HO BbI JyPHUTE BCEX

Trl 1 bepcepk - Bbl He IPOCTO yLUIM OT Xai1a

IIpenas oTua u mpoexkT

BsI cniepBa 3aperanu TalfHO CBOM IpaBa Ha MPOEKT

W s cablmian 3Ty UCTOpUIO

Real talk, real talk in this bitch

BsI cniepBa 3aperanu TaliHO CBOM IIpaBa Ha MPOEKT

W st cnpiman sty ucroputo ot tedst u PLC

ToI onpaBaBIBAIICS KaK MOT, HO S TIPSIMO TeOs CTIPOCHIT

Ecmm Xaiin ¢ PLC — npaBna, 3kcruryataTopsl cia0bIX, (ammcTsl
A BBl HEBUHHBIE KEPTBBI, PaObl (HYPaHIIN3BI

[Touemy BBI HE co3anm GATTI ¢ HOBBIM Ha3BaHUEM, a YKpalM y HUX M 3apETUCTPUPOBAIHN KaK
KpBbICHI?
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341

. W 3naere, 4To 0H MHE OoTBeTHI? YUeCcTHOE CII0BO:
342.
343,
344,
345.
346.
347.
348.
349.
350.
351.
352.
353.
354.
355.
356.
357.
358.
359.
360.
361.
362.
363.
364.
365.
366.
367.

”Bocrounas PumMckas uMmnepus” , TOMHUIIb?

Iepen 1703 msI ¢ Toboi# cumenn, Kopromka-natu, BCIIOMHH, BCIIOMHH !
”BocTtouyHas Pumckas umnepus Toke He cTaja MeHATh Ha3BaHMe, KOTa OTKojIodach OT Pumckoit”
Hy 151 11 JleHucka, HeXopoIuii 4YeI0BeK — penuckal

Korma MbI ¢ HUM TycHITH, sl KOMIEJIEK JIepKall OYeHb OJIM3KO

U cmacn60 3a Kypc UCTOPUN MHE IPOYUTAHHBIA OECKOPHICTHO

Tonpko madoc u geMarorus He TOMOTYT, YBEI, JleHnc

Tr1 6exaB ¢ Kopabis yKpajl BIIOIBIXaX JBIPSBYIO MITIOIKY

Habpan xomaHy KapiIaHOB, TOJIKAI HAM TOJaMH KIFOKBY

W BBI XO0AMIH K HAM HE IPYXKHUTD, a YHCTO XCUTUTD

Bamr pyunoit Herp Ctedan u KapMaHHBIN KUA DIUK

Br1 HaBcerna B renu bonbmioro bpara

Br1 xanbka, naxke moa anko

Tr1 — PecToparop Ha MUHMMAaJIKax

Bei He CiioBo, He Bepceyc — danbimBblii (umai Bl

CamMo3BaHIIbl, Ha JIOTO MO KPYTY — 4y>KHUE JIaBPhl

Cnoxuu, SlovoSPB!

Br1 mocTpounu TaliHUK, TyMail CKpOeTe OT HUX

CBOI0 HCTOPHIO, HO COPPH, OpO, ST BCKPOKO THOHHUK

Ectp anxumudeckas popmysa — 4TO HABEPXY, TO U BHU3Y

Ecnu kpeicel Binageor CI0BOM, TO 4Ero BHI JKJETE OT CIyr?

U B Tebe, CIOBHO B MEKpOKOCMOce oTpaxaercs: CIIOBO MOJHOCTHIO
Bcs 3aBucTiIMBast HA30MIMBOCTS, MOIOJIAM C YS3BJIEHHON rOpJ0CThIO
Uro eme ocraercs ['HoitHOMY?

BeuyHO TpoHTE 1a BEYHO POTUB OBITH

Tonpko, cymaps, KOTJa BBl TPOJUTUTE — BEI HE OOpeTech, BBl MHE BTOPHUTE

[O6pammenue k 3amaro]

368.
369.

Pa3 mo katidy, 3amaii, 6e3 mpoOireM, pogoIKAaA
IIponomkaii 3ageBaTe MeHs BCye, Opo

[(Ipomomkenne payana]

370.

371

BonToBHel nmpo xain ¢ AHTHXaHIIOM HE CpSATaTh OTCYTCTBUE CYTH CKa3yeMOro

. U s me 3Ha10, 3aueM B Tebe J[KyOrumn obIruan HayCKHON TO(QUTH3M
372.
373.
374.
375.
376.
377.
378.
379.
380.
381.
382.
383.
384.
385.
386.
387.
388.
389.
390.
391.

41 me 3Ha10, 3aueM Tebs OaTTimI DpHECTO, Kak OYATO THI 3710 KOMMYHHCT

THI 5k€ IPOCTO MyCTON, aOCOTIOTHO ITyCTOH — HU YepTa 3a YO0, MHE Kajb €€
ToI unTan Mpo Makak, HO ThI TOXKE IIPUMAT

[Ipumar GpopMsl HaJ| coaepKaHHEM

Juce Ha muice, Ha pemu3, Ha MUKCTEHI, Ha peMHKC — y TeOs 0 TOTo Helep KaHue
Yro noHoc 6e3 roBHa — 3T0 MPOCTO BoAa. BMeCTO OMbI — TBOU JIBa MOJYIIAPHUS
ThI He Os1Ka, THI CITUIIKOM XPYIIKHUIHA

Axwuiiec — yepernaxa — ImaTKa

BricTpo BIUTHIBaeIb, Kak ryoka

Ho s BeDKMY TeOs1 — ThI TpsiKa

Br1 OropxetHas Bepeus Bepcyca

To1 — 3a0aBHBIN KOCIIIEH HA MEHS

XKnewm 3acraBky, rine Yeitnn Ha Jlekcyce ener k 6apy 1702

MeHs1 clI0KHO 3a0bITh, HEBO3MOXHO 33JIE€Th — MAXKYT TYIIO BCE BAIIX MIOTYTH
Mucc Poccun — Oxcana ®@enoposa, CoHs 34€Ch B pOJIU CTPALIHOM MOAPYTH

51 He matumeiikep, st bodybag'ep,

Amntnoeiikep — original russian hater

Marts — eBpeiika, Moii O0aTs kak Oats [dpoitka

Bitch, s Ice Kid xak Grime Kid u fuckin' begin

Canning, Mats ero Town, E16, baby!
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392.
393.
394.
395.
396.
397.
398.
399.
400.

401

421

Cras, Tebe mopa B KpoBaTh COOMpPATh HAKICHKH

Xotb y0eil, BaM He IOHSTD Kak JIeNlaTh ¢ KalH(oM Tpeku
Benp b1, yMeenb TOIBKO OaTTIINTG U MUCATh PEMEHKH
A 51, yHEBEpCaNbHBIH conaat, B Kiryde He craHeT sold out
Y Bac moka *Te(y-TEI* THI MOH CITFOHH CTHPACIIh CO J10a
Hypens, TyT npasna cembst, O6uk u [Iparo — apy3bps

Me1 Tpu MmymikeTépa u3 pomana Pemapka ¢ [Jroma

Kak tam y Bac — *poof*-*poof* B TBOE urio u3 PIIT
Bam xBanénsiii ternos — runcokaptos u JICIT

. Br1 e mpocTo 6anmaboinsr ¢ moapoctkossiM UCB
402.
403.
404.
405.
406.
407.
408.
409.
410.
411.
412.
413.
414.
415.
416.
417.
418.
419.
420.

Bepcyc — 10, uTo HEKOTIA HE cMOkeT SlovoSPB
Bot u BcE, Bcst ucTopusi ¢ XpOHUKOMH

A Tenephb 3a MEHs SMIJIOT 3a4nTaeT MO MEPTBBIN Xoymu - a.k.a. Hukooai I'ymunés
Bor npo Bac:

"Koraa Haj MUpOM HOBBIM

bor cknons nuio ceoe, Toraa

CoJHIle OCTaHaBIMBAIN CIOBOM

CnoBoM pazpymiajiv ropoaa

U open He B3MaxuBan KpbUIaMH

3Be3/IbI )KAIHCH B yKace K JIyHe

Koraa, Touno po3oBoe miams

C110BO MpOJIETANO B BBIIIMHE

Ho 3a0bu1# BEI, 4TO OCHSHHO

TonbKO CIIOBO Cpe/ib 3eMHBIX TPEBOT

U B EBanrenuu ot Moanna

Cxazano, yto CnoBo 3to - bor

Br1 emy nocTaBmiiv npesienom

CKyuHBI€ IIpeEbl ECTECTBA

W, xak myensl B yJbe 3ayCTEIOM

. JypHo maxHyT MepTBbIE ClIOBA."
422.

Bepcyc!

Round 2

Gnojnyj to Oxxxymiron:

423.
424.
425.
426.
427.
428.
429.
430.
431.
432.
433.
434.
435.
436.
437.

3a KyJIbTYpY, Ja, Oyemb YuTaTh?

Jymai Tl MeHst BbI3Bas1? XpaOpblil MOCTYIOK, KaK /sl eBpest
A TIOTOM, sI TOHSLT - 3TO HE XPabpOCTh, a 3IPaBbIil CMBICI
Bens cpaxkasich - Tl ymMHpaens ObicTpee

TsI peaHUMUPOBAJI MOIO Kapbepy

Pacxaitnu, TOJIBKO EPKUCH!

Korna-uuOyap 51 HanuIIy KHUTY

"TBUT, KOTOPBIM U3MEHUIT MOIO JKU3HB!"

Ho moit nemymika - Johnyboy

U on yunn: "He Beps xuny!

Benp xorma ToT TOBOpUT, 4TO OpOcaeT crnacaTelIbHBIN KPYT - TBOS Kapbepa HAET KO THY'
Tak uro 6e3 xanoctu. KIICC BopBascs B CXBaTKy
EnuHCTBEHHEIH TPE3BEIi, OYATO 3TO IbsSHAS ApaKa
[ToMuMmIB, Ha POpyMe, KOMMYHSKa IIOpBall Tede cpaKy?

Tak 4o, 51 He Oafitep babanHa, a moapakaTeTh MaHBIKa
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438.
439.
440.
441.
442.
443.
444.
445.
446.
447.
448.
449.
450.
451.
452.
453.
454.
455.
456.
457.
458.
459.
460.
461.
462.
463.
464.
465.
466.
467.
468.
469.
470.
471.

Hy xaxoii Tl MHE CONEpHUK, ¢ TaHYaMu Ipo "Bot Takoi"

Ja 51 3axysipro T€0s MPOCTO TEM, YTO OKAXKETCSI O] PyKOH

Bot TBOs moska 3amIKBapoB, g 6epy ¢ He€ MepBbIi MONaBIINics

To1 cuntan Guf'a -xyiHEH, Teeps ¢ HETO BPOE KaK TaIlHIIbCS

"KapTaBebrii Tanant", na?

TrI ObI 32011 Ha PYCCKUI PIII, HO KJIACTh XYW €CIIH THI KaCTPaT - TPYIHO

JInbo THI mpuCcTIOCOOIIEHET, TNO0 TONBKO C TogaMu oteHw TadanT Guf'a, HOHATH TPYyAHO
IIpencraBurens, TOM caMoil IEMIEBKY, YTO Ha3bIBAETCS IJIACTMACCOBBIA MU
Ecmu cyapu cMOTPAT BIIOOIEHHO, TO CYUTAH, YTO OH ITOOEIIIT
OpueHTHPOBATh Ha IITyM - 3TO TBOE CYIEpreporcKoe yMEHHE

Oxcu — duttorep, 1axke KOrja KTO-TO ITyCKaeT BETEP OH U3MEHSET HAllPaBIICHHUE
Ha, 3ToT conmar He AepKUT 000POHY

BbnsaTh, maTonoroaHaToM yaiie pexeT M0 )KHBOMY

Teneps Tebe HENMB34 MO UyKOMY IPOUTHCH HE TOOPHIM CIOBEUYKOM

[o xoHTpakTy ThI ocTaéuIbes 6e33y0bIM, Kak Asekcanp OBeYKHH

MEI TYT Ha BOliHE, Aa

Tsl, cOexxan moKUHYB (Goproct

IIpocTo crapaenibes Aep>kaThCs B CTOPOHE

Kak Te HeMIIbl, UTO JOMYCTHIIN XOJIOKOCT

I'oBopwu1IlIb, UTO U3MEHUI TEUEHUE

Ho Ha camom zerne, Thl H3MEHIII TOJIBKO HAIpaBJIEHHE IPedIIH

[epecran ebaTh MaMOK, OH B3pOCJIBIH, YTO Jajbiie?

Kaxxaprit roj mo 6aTTiy, a TOJKY TO, TAC MaHIU?

TBou OaTTIOBBIE CTPOKH - YPOUINBast HEBECTA —

Xouyenrb BBIIATH - HO TaM HEYETo BBIKYTATh

U xak, TMYHOCTh MOXET CTOATH 32 HUMH, €CIIM TaM HE 3a4eM ITOCTOSITh
BonpHO cMOTpETh Ha TBOM MOTYTH

Brnsine, B 6aTTIOBBIE KOHTEKCTHI

Trl BpyOaembcs He Ooee, 9eM MYKUK U3 pOITUKOB - "Peakius mams! Ha Versus"
Cynure camu, OIITh, MU3AaThIe TaHIH MHUpPOHA B OTPBIBE OT HETO TEPSIOT OJIECK:
"TBI HE cO3/1aTEINH TOJIEMOB, HO Ha ()OTO THI KaK TITHHOMeEC"

W 5T0 HE eTMHUYHBIN MOMEHT -

IIpo "mmmo B xxome", 611, " mypHYyIo sHEepreTuKy" win "I 'yapkuH wieH"

[Ja npyroro 3a Takue maH4u cocyanu 061 0aTTauTh Ha RBL

[BmemmBaercs Oxxxymiron u OTBET [ HOMHOTO |

472.
473.

-RBL pecnext
-Haxyi1 ux

[TIpomomkenue paynna]

474.
475.
476.
477.
478.
479.
480.
481.
482.
483.

Ho e Te6s1, Beapb T IpUAyMal MATEPHYIO CIUTANIKY

Yro nainbliie, Ha 3TOM OaTTie, CTAHCIIb NEPACTh Ha 3aXKHUTaIKy?

Wnu npo nutekanTpona, 6po

OTOT naHwIaiH ObLI MU3/el KaKoil MTymbIi

51 He OKCUMMPOH, HO BBI BBICTYIIA€TE KaK CMa3Ka Ha 3aJIyTie

To xe camoe, HUKaKOi JOIOIHUTENLHOM HH(pOpManny Booo1e

Ha cnenyromem ans6ome oH 3apudmyer - "MbI BbigaéM kak nacnopt B YB/"

Wnu mpo reonokanuio KIMTopa

I'eonokanus kuTopa, Uy JHEHBKO!

To ectb ThI He Bepuiib B 3.0.1"., HO BepHIIb, 4TO KINTOD, NepeaaéT HHGOpMALIUIO CITy THUKAM

[BmemmBaercs Oxxxymiron|

484.

- OTO myTKa, UAUOT

[TIponomkenue paynnal

485.
486.

U Tako#l XyilHH y HETO B TEKCTE HABaJIOM
3axoxut ofc, Benb OH MogaéT €€ ¢ 3aHOCUMBBIM €0aIOM 3HATOKa
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487.
488.
489.
490.
491.
492.
493.
494.
495.
496.
497.
498.
499.
500.
501.
502.
503.
504.
505.
506.
507.
508.
509.
510.
511.
512.
513.
514.
515.

Moii ¢roy - araka DDOS, y Hac ypan€HHbIH gocTym

YV nanéuunslit nocryn, na?

O6occaHHBIi TyMaHUTApHUH, C TAKUMH CIIELIaMU HaM HE JIETaTh K JAIEKOMY KOCMOCY
DDOS, kak pa3 Taku MemaeT y1aJ€HHOMY TOCTYIy

W moxkeT "ThI OBICTPO YMTACIIb, a 1 MEIJICHHO CITymai"?

W3 3Toit Qpassl, OHM KCTATH AAXKE CAECTATN MEPY AJIs CAaMbIX NTPOIIAPEHHBIX

Ho BrI He B Kypce, uto B 2010-M e€ o3Byumna Honna ['pumacga,

B nepenaue "bonpimas pazHuma"

JIi0o THI €€ cU3 AU HaMePEHHO

JIubo TBO¥ ypOBEHB, Mpa3b, KOMEIUITHAS )KBAYKA T10 TEIHUKY

A 3HaYMT Te KTO CeU€T, 1 KOMY CMOTPETH TOIIHO B 9KPaH

He 3ametsar pasauipl, eciu 6 Tam Bech AeHb "["opoa mox moaomBoi" urpai

Ho Mupony He HyHbI IaH4YH, OH UHTEPECHBIN U TaK

CerofiHst ThI CMOTPHIIIb OATTIIBI O€3 MaHYeH, a 3aBTpa — MOPHYXY Oe3 0a0
JImuHOCTH, TMYHOCTH, JINYHOCTU

bnsare, kakue TuaHOCTH?

OHM BepsIT YTO s MW MOYY, MJIH YTO ThI BeTpeuaics ¢ Conel I'pese

Wnn uto y Tebs BO PTY CTONBKO O€lKa, YTO MOXKHO HUCIeYb LEJIblil IPOTUBEHDb On3e
Benp 6atTi - TeppUTOpHS TOCT-TIPAB/IBI

31ech He BaXKHO Kakoi (akT HacTOSIIHUN

Tak kakue TMYHOCTH, TOJIO0ED, TYT penIaeT KOJIMIECTBO MaHYen

Y MeHst OTpOMHBIH ITaK paBHOLEHHBIX bars, Oynro fix-price

Benp, xorna kopons ymupaet, rpod pommkeH 0bITh King-Size

Yro, Hy>KeH MIKad I CKEJIETOB TEX YTO ¢ TOOOH OaTTamu?

Y MeHs 1151 TeOst HHTepecHBIN (pakT, MHE TAKUX HYXKHO YeTHIpE, Beb 5 OarTimics 16 pa3
A TeOsI CTaBHJIN K CTeHKE ¢ JI>KOHOM

Brixoaurt, n3 paccTpenbHON KOMaHAbL, 51 OUH ¢ 00EBBIM ITaTPOHOM

Onu camu ce0s1 XOPOHHIIH, HO THI JIEJIAN BUJI YTO TIOMOTAEIIb ONMOHEHTY

ST 161 MOTUMBHpPOBaJ, JXKOHY KuAan cnacaTeabHbId KpyT, ynTa Jekuuu Kpumny

[BmemmBaercs Oxxxymiron)]

516

. -TBI caenyronyii, Tel CIEIYIOIIMMA, ThI cenytomui. JlaBaii, naBail, naBai

[THOItHEI ycTIOKamBaeT 3puTenei |

517

518.
519.
520.
521.
522.
523.
524.
525.
526.

527.
528.
529.
530.
531.
532.
533.
534.
535.
536.

. -Tuxo, THX0, OIATH, CYyKH

Crplmb, genmyxa e0aHHas, MOJKEIIb APYTHX OXMYPATh COHETaMHU

51 Tebe He PUHIAHANA, TaK YTO, CyKa, HE JIE3b C COBETaMHU

W xBaTUT 9YUTATh PO CEOSI

bns, s 30By T€0s1 [pémum,

Bartnep gomkeH OBITH ICHXOJIOTOM, a HE BECTH ce0s, KaK y Hero Ha mpuéme
Ecnu Ha 6atTie, Thl 3a0bIBaeIIb PO ONIIOHEHTA

To B rocTsix y 6a0bI HABEPHO IPOYUIIIE y Tyanera

A xorna oHa roBoput: "MHpPOH, MOXKET NepeMecTUMCs Ha Mo€ JIoOHoe MecTo?"
OtBeyaennb: "SI He Tpaxaroch ¢ TOOOM, a MBITAIOCH NEPENIPHITHYTh CBOU JJOCTHXKEHUS U3 MPOIILJIOTO
cekca"

Orer OaTTiI-pana Ha PycCKOM

Bbl mTamiryere COMHUTENBHBIH cTadd

AHTHXAMHI - coMaNbHas CITy)0a

S mumaro Te0s1 pOTUTETHCKUX TIpaB

Bens, TBOst 00ph0a 32 pa3BUTHE — ITyCTHIC CIIOBA

TwI He pa3y He OBLT HAa CTOPOHHEH Tyce

OTtkyna Tebe 3HaTh, 9TO KYJIbTYpa )KUBA, €CIIH THl HE JCP)KUIIb PYKY Ha yJIbCe
CraenaTh 0aTTI-p3I CHOBA BETUKUM?

TrI maxke HE B Kypce UYTO OH YMHPAET, HET HUKAKUX HOBBIX TAIAHTIUBBIX SYMCH
Vxe Ha Versus'e OarmimT PaliTpayH, CHUMAIOT peMEeHKH APYTHX (HUHATIOB
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537. Ilo cyTtu fgena, Mbl, IMHAEM yKe MEPTBBIN sKaHp

538. baTTn-pan u3nox, HET HUKAKOro aHAeprpayHia

539. A meitHCTpHEM, TTIO30pHIIe, Kak Fresh Blood Ha kpoBu

540. Ho eciiu emy Cy>KI€HO CAOXHYTh O] KaMepon

541. S xo4dy OBITH aBTOMATOM, CTpeNstomuM B bpennona Jlu
[(Ipomomkenne payana]

542. U 1 10mKeH KOHCTaHTUPOBATh IPUUKHY U BpeMs cMepTH - 17:03
543. Payun!

Round 3
Oxxxymiron to Gnojnyj:

544. Be1 3ametunu? TpeTsu payHabl kEcTkue!

545. Bce MC Tyzaa BHOCAT HHTPUTY

546. Ho 5 3a1pOT 1 HOXKEPTBYIO PAyHJIOM, YEPT C HUM!
547. Xodercs MpoCTO NOTOBOPUTH O KHUTax

548. - Tsl MOXeIlIb NTOKa I10CTIaTh

549. - lac yHu3uib MeHs, na?

550. - He, ne, He

551. Ectb Benukas kHHUra « Teicsiuenukuii repoi»

552. Jlepxy napu, e€ npoJaky HoACcKo4atT

553. A npouén e€ B Kuese 310l AUKOI BECHOU

554. Kak B 3amoii yiias B OqJUHOYECTBO

555. MeHs OpOCHIT A3BIK MO¥, OBLT TIOJTHBIA TYITHK
556. THI He 3HaeIb, YTO ATO TAKOE

557. Bcee rapanu: 6yxaeT WM TOTOBUT PEITn3

558. A ke mpocTo cuzmen Ha OanKoHe

559. (Orto cpemume pudmel, mpaBaa

560. Hy u 4T0, 32 HUMH TIpaB/a)

561. DOTa kHHATa MEHS BEpHYIa

562. 51 oco3nain, 4To emé KUBOi

563. U ona xe cnoasuria korga-to Jlykaca Ha coznanune, rae Oou «3BE3THBIX BOWH»
564. CyTb pocTa: BO BCeX MH(OIOTUAX, BCEX PEIMTHIX, CKOIBKO HAWTH
565. U B ocHOBe 1100011 HCTOPUU €CTh OJUH U TOT K€ MOTHB
566. KT0-TO CIBIIINT AaJIEKHUHA TOJI0C

567. OH BBIXOIUT U3 JOMa OJUH

568. OH uaéT 1o nopore u3 ropoja

569. B TéMHBIH Jlec, I/ie TOIHO NMayTHH

570. Ha myTu oH BCTpeyaeT MOHCTPOB

571. Buétcsa ¢ HUMHU OH TaK)Ke OJUH

572. OH 1oka He Tepoii, OH OOUTCS BCEro

573. Ho oH Bcé npoaoipKaeT uaTu

574. U B KOHIIE OH IPUXOAHUT K JIOTOBY

575. ByneT coHO, HO OH IOOESTUT

576. U, npakoHa yOuB, OH BEPHETCS TOMOM

577. Ho yxe He TeM, KTO YXOAHII

578. OH mocnuT HEMHOTO, 6a3apy HOJb

579. U onsth B yTh 1OPOTY 3aHOBO

580. U Ha 3TOM NOCTPOEHBI KOMUKCHI

581. Cepuaibl, KyJbTyphl IJIACTHI
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582.
583.
584.
585.
586.
587.
588.
589.
590.

591

611

HapkoTtpumsl, aHTHYTOITNH, CKa3KH, OACHU, CKYJIBITYPHI U CHBI
W HacToNBKO, UTO €CIIM CPAaBHUTH

Erumerckue mudst u bannutckuii [lerepOypr

BEI yBUIHTE ITYTH OHOTO I'epost

[Nox MTMYMHAMH THX IBYX

[TyTb Tepos - 9yaoBHIL (pHUravunuTh

Bpatb cokpoBuILa, CTPOUTD KaIuiia

OH repoif He MOTOMY, YTO Ka40K U 0oell

A TIOTOMY, 4TO HE MOKET HHAUE

. 51 momHt0 TIepBBIe OATTIBI B Poccun
592.
593.
594.
595.
596.
597.
598.
599.
600.
601.
602.
603.
604.
605.
6006.
607.
608.
609.
610.

Tam c4MTaOCh, 4TO HY)KHO Bpara

YToO6b!I BEIHECTH, HABEPHSAKA O0JIOKHUTH KMIIOMETPAaMH CTOSIKA
Ilocne B neino nouuia AEKOHCTPYKLMS

Bce Bpara pa3BUHTUIM CTapaTEIbHO

Ho nop Bceil ncuxosorueil KyXOHHOR

JlexuT KOJJIEKTUBHOE OECCO3HATENbHOE

U 3a KaXBpIM JTFOOBIM, [1aXKe XOTh OBITOBBIM

IIposiBineHneM Heratupa ABYX OTIENIBHBIX JIHOACH

Bunen npeBHUi MOTUB CTOIKHOBEHHSI apXETHUIIOB

Hukyna He yiuu repou, HUKy1a HE I€JIMCh JPAKOHBI

Jaxe ecnu ux OUTBa B orice MEX/IY CTEIIIEPOM C IBIPOKOIIOM
U repou ¢ ApakoHaMu O4€Hb OX0XKU

Hx mytatot, HO moroau

EcTb oTinuus B KOpHE, Bellb JIUIIb y JPAaKOHA

Her cBoero mytu

Her unewn, Het uneonoruu

Ero poutb - 3T0 OBITH Bparom

OH cumut cede THXO B JIOTOBE

BelabIxaeT ¢ AbIMOM OTOHB

. Ilouemy, nanpumep, y [Ixokepa
612.
613.
614.
615.
616.
617.
618.
619.
620.
621.
622.
623.
624.
625.
626.
627.
628.
629.
630.
631.
632.
633.
634.

Hery co6cTBeHHOTO KHHO?

Ectp y Batmana, Catwoman, batmana ¢ PobuaoM
A y HeTo HUYero

[Touemy HeT UTPEHI, /A€ THI THUIIA TPHOOK

W T8I mpriraems Ha Cynep Mapuo?

A ecnm 6 O6bUTa, 3TO OBUT OBI MTPUKOIT

MUWLIHOHBI B UTPY HE UTPaH ObI

U TBI OHST, K YEMY By s

Moii aHanu3 TyT KpaitHe npocT

["'HOMHBIN, THI UL 1€ OJIMH YPOBEHb

Ho Hukak He ¢puHaNBHBII Oocc

[ToTomy 4TO reporo He CTBITHO CKa3aTh

S ¢ usbsiHAMY, S YSI3BUMBIH

U nosromy nmoau B HEM BUAAT cebds

A B TeOc UM ce0st He YBHICTD

TwI 3Mes1, ThI OOMIITLCSA MEHS U ce0st

TBOW eIMHCTBEHHBIN IAHC - OTITYTUTHCS ,CTEOS
Tl yBEPTIMBBIN raji, 3aICTUTHCS HEB3S
Tonbko 370 TBOM Oar, a He Quya, TyBaK
(Hacuér nporpammucta)

IToTtomy dTO capkas3m - 3TO MAHIUPb, OPOHS, YSIIys
ToabKO TIIe THI, TOBApHII]

S auTaro ¢ OTKPHITHIM 3a0paoM, Ipy3bs
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635. U no3ToMy ThI IPOUTpaAEIIb

636. Moxer, KapTa Jeria Tak

637. U kapma roBHucCTa

638. Ho TbI OThIrpall TOJBKO aHTArOHUCTA

639. U B aToM Tpareaust CinaBsl MamHoBa, Kapenuna, ganplie no cnucky
640. Te1 He aHTUTEPOH, THI BOOOIIE HE TePOit

641. BrI3bIBacllb CONEPEKUBAHUS HOJIb

642. U tonmsl, yBBI, HE TOWAYT 32 TOOOH

643. T mig Hux B MHCTarpame noamnucka

644. V Tebs HeT myTH, THI 3aJeHCTBOBAT MO

645. Ho 3a0pb11, 4TO B MOEM ObIJIa HICKPEHHOCTH

646. bartn-pan, 4€pHBII FOMOP U TPaM -

647. I'ne e I'HOMHBINI 3a cTEOOM M 38 aHOHUMHOCTBIO?

648. A ero mpocTo HET, TU0O0 TIe-TO Hcues3

649. TrI ckonUpoBal BCE, axKe dTOT MOM KECT

650. Mucrep NOCTMOAEPHHUCT

651. Tb1 KOMIIOCT, HO IEPEMHCT

652. Teoii yaen - 0bite ML 11 TOpIKECTB

653. (Fuck that, MOXHO He IIIyMeTb)

654. U OBITH MOKET, 3aMETHIT KTO-TO

655. B Moux payHiax HeTy Mara

656. - Kak xe Tak? - MeHs cnpocut ['o1am, -

657. Tol e aBTOp TOH caMO IIUTATHI

658. OueHb MPOCTO: 5 OATIIIO KOHTY)KEHHOTO

659. Iuko TycKJIOro mnacroka

660. A HereH3ypHast OpaHb - )KEMUY>KHHA BEJHKOTO PyCCKOTO SI3BIKA
661. Oxeit?

662. U morryctuM, CeroiHs, MOXKeT OBITh

663. T maxke CMOKEITh MEHS YOUTH

[THOMHBIIH]

664. 5 cmory

[(Ipomomkenne payama]

665. f moemy nmanplne cTaTuOHAME

666. Tl IPOIOIDKUIIE MEHS TPOJUIUTH

667. Xamudsl Ha Yac, TIaBapu HA MUT

668. CMOTpH, OHU TOTOBBI, KHYaCh, MOKOPUTH OIuMII

669. 4g?

670. Moii TOpT co cBe4aMHu TOPUT BTN

671. 5 Tax crap

672. Jlns mens «Black Star» o3nauaer Talib Kweli 1 Mos Def
673. U geii-To rosoc menyer MHe: «bpock pamn

674. OcTaBb YHCTBIM CBOH clle

675. Panblie, ueM BBIPOAMIIBCS KaK OpOCTEI

676. Ho cnenut ckomnuiie ULl KOHTPOBOH CBET

677. Busru, ciié3sl, 0€lbE, MBI - 00i3-09H,T

678. A Tbl - KPUTHUK C JTUBaHA MAMUH

679. Cnywaii, IBanraii

680. Kaxk ckxa3zan xorga-to CranuH:

681. «Kpurukyems - npeanaraii!»

682. T BpyOUIIE Kypaka, Oyaems OBIKOBATh

683. HeBaxxHo, BeJlb TIOKa Thl B MOEH CHUCTEME PII-KOOPAUHAT
684. Eciu Tl KOTHa-HUOYIb TMPEATIOKHIIE CIIOT aTbTePHATUBHBIN
685. I[ToToMy YTO CTBIIHO B 27 JIET )KUTh 4YXKOIO MapaiurMon
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686.
687.
688.
689.
690.
691.
692.

To Ha cOOCTBEHHOM ITyTH CTaHEIIh I'epOEM HappaTHUBa
A ToKa TBI IPOCTO TO, UTO >KOMA MOPOIUIIA

Cnasa, CiaBa, Tl OOMKHUI M TaCKOBBIN

Ho moli opran U3 rioTky BbITaCKUBal

TrI OBLT IPOCTO AOCTATOYHO AITMHHOIO TPYIIEH

B moeit noaroroske k Jluzacrepy!

Paynn!

Gnojnyj to Oxxxymiron:

693.
694.
695.
696.
697.
698.
699.
700.
701.
702.
703.
704.
705.
706.
707.
708.
709.
710.
711.
712.
713.
714.
715.
716.
717.
718.
719.
720.
721.
722.
723.
724.
725.

ITuzmenr camoBItOOICHHBIN, OpaTaH — “sa — rpaiM”

Ho ecnu B ryriie 3agate “rpaiiM”, To BBIAACT Mot Bumoc co SLOVO

Bort kak TbI mpoABUTaens rpaiftM 3TUX JONTHX 4 Toaa

3MUIIBCS, YTO SI HA3bIBAIO CBOIO XyeTy rpaiiMom?

TBI HACTOJIBKO TYIIOM, YTO JaKe HE MPOCEK MPUKOIIA, TeOUK

51 3a0pan y Tebs camoe Jitobumoe, cioBHO kidnapping

Bnaronapst Mue rpaiim — 310 6atTibl ¢ dactdioy

Jymaeris, s 10e0acs U3 Kaa0CTH WIH YTOOBI TPOCIABUTHCS?

S mpocro yrapato ¢ Te0s1, edaHast JpIcasi Kapiiuia

U mens BronHe yctpout cratyc apructa BKonTtakre

[Toka TbI HEe BEIKyNaelIb, KaK y MOCTMOJIEpPHHCTA B JIoMOap e

To1 smurpuposan B Poccrio, HO TBOM BOJIOCHI B OCIIIEHCTBE

U onu cpebanucs B EBpony, OyaTo cupuiickue 6exXeHIbl

Janpnie B mporpaMme HacyeT TBOETO apUHCKOTO NTHOOEIs

Ecnu Bapyr pemut yilTu, Hy Kak B pacckasze y ['oross

Cpazy cbebercst B M3panib, 4To0BI TaM CTPUYB JIABAHIOC

Benp HO3IPS BBIMISANT Kak Iemiepa, B KOTOPOH POIMIICs XpHUCTOC

Brst, TONBKO THI MOKEIIb HE OATTIINTD IETIBII IO/

Tebe TATYmku nocesitiim “Manbuuk — rei”

MHe HyXeH JIeTKhl c1ocod OpOoCHTE OaTTIUTh, Beb 5 €0y TaKuX IO adkKe B ICHb
Ilepeno MHOM KpacHBIN KapiivK, CJIOBHO YBHJEN B Teneckon berenbreiise
OcplInaro rpajoM MaHWIAHHOB — 30BH 3TO ¢ioy MeiiBesep

Body bag, Benp s game urpato B 6aTTII-pan

YV MeHs 3aIKanuBaeT cueTdrK (paros Kak npu urpe B Lazertag

Haxep Bcex!

Xouelb, TPU 38 HUTWIN3M, HO OTPULIANLY BUIHO Cpa3y, OH CHUSIET U3HYTPH
“B xomy MeHHCTpuM!” — KpHUal 3TOT KOHTP-KYJIBTYPIINK Ha 6atTie ¢ JlyHen
Teneppb Ha IpuMepe MEHs HMOSICHWI, [I04EMY 3TOT IIyTh HUKAKYLIHi

“3TO IIAYEBHO U AYPHO, HO 3a4eM MHE OYPHO KHITSIIHIA Kaj

51 ormmBan Beuepuuit Ypraut”

OtmmBai, 1a? Tl ke He 3psl U3 EBPEEB

TyT TpylIHBIH, a TaM 3a IUPMOU

TbI 0TKa3bIBaJICS OT KOMMEPUYECKUX IPEIUIOKEHNH, YTOOBI 10K 1aThCsl HAN00JIee JKUPHBIX

[Otcrymnenue: OKCUMUPOH |

726.
727.

Real talk, real talk
A T8I, OpO?

[MIponomxkenue paynnal

728.
729.
730.
731.

K Vpranrty on Bce-Taku momesn, HO ObII B CTYIUH BO3MYTHUTEIHHO MUJIBIM
Ho onen py6aruky ¢ 1eOMIbHBIM IPUHTOM

BoT 370 THI MMOKa3aJ 3TUM KOPIOPATUBHBIM CBUHBSM!

Tak ux HaxyH, KyJIbTypHBIM TEppOp HE KJAIH
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732. Ecnu ero no3oByT Ha JIoM-2, OH OJIEHET CaHJaJIuU C HOCKaMHU

733. Kakoii Haxy# LLloypymM, 3acyHb B 04K0 ceOe OMPIKEBYIO CBOJIKY

734. S 3akpyumBaro TeOs B maypMmy U XOBaHY 3a0MBaoO B TIIOTKY!

735. JloBoJbHO

736. Tl Tak IpHpOC K 00pazy CBATOTO Masia, 4To Tede OyAeT HEMHOKEUKO OOJIBHO, KOTAA 51 HAuHY
OTPBIBATH €0 C MSICOM

737. TBos cBs3b ¢ Pubok, uToOBI clienaTh 9T0-TO HOBOE, a He CPYOHTH JAeHerT Ha (paHax

738. bepyT cTapyro Momenb Kpocc, Jermsat OKCH JI0T0, MOBHIIIAIOT IIEHY B JBa pa3a

739. busine, TH 3a 3TO cpakancs?

740. Ho Tak THI B ipoe0e 110 maHcam

741. To1 OBIT TOTOIHBIM SMCH, CHEJ JPYTUX U B UTOTE 3aXKpajcs

742. D10 peanabHO KAIKO

743. CMoOTpeTh Kak OJJMHOKHI U HecHacTHbIN 30-JIETHUIT [s1/1bKa TAIUT U3 3aj1a B TPUMEPKY (haHaTKy

744. bnane, 3T0 oOpaleHre Ko BceM JeBuaram

745. Tet mak mobuuts necenxy Mapa

746. He 3naews npo pan nocmmooepua

747. Tax mobuww Jesouxy-Iluzodey u xoouus k Oxcu Ha KOHYepm

748. Ho 3Haii: ¥ npuHII ObIBaET MyJJaKOM

749. U ecnu u BUIUT B TeOe MPUHIIECCY, TO KaK APaKOH

750. B 1000 MOMEHT OH MOXET yTaIllUuTh TeOs €0aTh B IeHepy

751. [a, B TBOIO MaJE€HbKYIO MELIEPY

752. A uto Hacuer Oartina ¢ [llokkom?

753. “Own ObL1 MHE KaK Opart, s HUKOTa He CTaHy JIeNaTh U3 3TOro moy”

754. JIocTOMHO HE cpaTh TE€X, C KEM JBUTAIIUCh BMECTE

755. Ho nocpancs ¢ JICII u Ben ceds xak by3osa Ha 100HOM MecTe

756. ToI cHsT YacOBOE BUICO, YTOOBI MOJIUTH OBIBIIECTO apTHCTA TOBHOM

757. 3HaUUT TOXKE CaMOE >KJI€T TBOUX HBIHEIIHUX apTUCTOB OTOM

758. JloruuHo

759. U B koH1e oH ckazan: “Eciui Hamo, MBI pemiM Bee o-apyromy. Oto He 2013, MbI yxe He Te”

760. Cepbeszno? 'opauimscs, 9TO cTal TaKUM OpyTaIbHBIM, YTO MOKEIIb oTu3auTh JICTI?

761. Moxer, emie mHenrs 1o ebary [Ixapaxosa?

762. Vnu BRUTOXKAIIG (haHATCKUN TIEPETTHXOH

763. boxe, na qaske caMblif TU3AATHIA TPAHC HE TPHKIAABIBAET CTOIBKO YCHUIIAH, YTOOBI Ka3aThCs
MYKHKOM

764. Urpath B KOBOOEB — CyKa, OpOCH 3TOT OTIBIT

765. Jlumib B “I'opOatoii rope” Thl ObLT OBl BOXK/IH KPACHOMKOITBIX

766. Tol ynTaeIIb XUII-XOTI, @ HE TPaOUIIb OaHKH

767. Ecnu BOKpyT TeOs JOXYsI CTBOJIOB — 3TO 3HAUMT ThHI T'YJISICIIb B TIApKe

768. TuI 3205171, UTO TAKOE HEHABHUCTH

769. B 6ude T 03001 1HEE HHBAIM/IA B KPECIIe-KaTalKe

770. “Mpa3u nprUHAMAIIH MO0 JTOOPOTY 3a Cl1aboCcTh” — OJIsb, CIIOBHO U3 TBUTTEpa PAiOHHON JaBaJIKU

771. O63b1Ban Carry Tamazoii, a caM 4ToOBI TOBECETUTh HAPOJI YNTAJT CBOH KYIUIET Ha KOPIIOpaTHBE
Cepebpo

772. Tamana

773. Bbino, ObLIO0

[BmemuBaercss OkcUMUPOH]

774. D10 He KopnopaTHB. Sl MOr'y JIETKO 10Ka3aThb

[MIponomxkenue paynnal

775. BynyT ellie KOHKYpCBI, TYIIUM CBET

776. Mpl npourpaBIux couuieM B byTbIpky — naBaii

777. Tocne ucropun ¢ YedHeit g Tydie BcexX MOMAIar0 KapaHJAIloM B OYTBUIKY

778. A THI Tak ¥ XHBEIIb Ha Tadoce TBOPIA KYIbTYPHL, 1a?
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779. be3 camonponnu, 6e3 yrapa

780. «Ilopun, Akemna IpOMaxHyJICA», KOTAA CCBIIIb MUMO MHCCyapa

781. CamoBnroOJIeHHAs My 1A, TYT HE TeaTpaJbHbIE TIOMOCTKH

782. Ho TBI mpoBeI 3a 3epKaioM 0obIe BpeMeHH, 4eM AHApeit TapKoBCKuit
783. Bce 9TH mecHH, 9TO TOIBKO MPOo ceOst

784. Kax Tbl B OIMHOYECTBE C MELIKOM MOJIOHUS 6 KJIaCCOB MOAPALT

785. He meITancs mOHpaBUATCS TeM, KTO “‘CHadana mpe3upaiu Teds”

786. ComHUTENBHAS XYHHS

787. Canmaemibes B ¢pmisMe XKurana? 1o BecbMa KpacHOPSYUBBIN CHMITTOM
788. Tloxoxy 3TO €eAMHCTBEHHBIH B MHpPE JIayH, Y KOTOporo eme # CTOKTOJIBMCKHH CHHAPOM
789. Kak renepan BmacoB — TbI MpoCTO Mpa3b U MPeIaTeNb

790. Benp korma npuIUTM HOBOCTH U3 bepimHa, Thl TOMEHSII JIarepb

791. Ot6pocwui apyra OpICTpee, YeM IaypMy TaHTCTED

792. He noBepui Tebe CIHHY, CIIOBHO THI IIbSIHBIA TaTy MacTep
[OxcumupoH)]

793. Tebe ObLIO MATHAALIATH

[[Iponomkenue paynial

794. U Bce 3TO paju 3penuiia CTaAuOHOB U Ty ISIIUX TOI?

795. Jlnst aro TBOero pazmepa OIMMIUHCKUIN — MOAXOISIIHI rpo0

796. U xorna s nymato: “Cromn! He moxer ObiTh! OKCUMHPOH OH Kyna yMHE”
797. S mpocro BcrioMuHaro, 4to Tebe HpaButcs Jlexa Menp

798. Uro TbI xBaymib Mo3u MoHTaHy 1 MeuyTaems coopats Onumnuiickuii
[OxcumupoH]

799. Bewu, eewu

[MIponomxkenue paynna]

800. Bisis, THI pa3bopUnB BO BKyCax, Kak MaJOJCTHSS IIyTaHa Ha BITHUCKe!
801. Kak xe on 60MOmI, Korga He cMor nojnucats bamo6n busn

802. Tot BeIOpan “Ilanum na Pudmer”

803. V Bac Ha Oykunre npobiemsr — busu pycckwmii Lil Peep

804. Ho smcu Tebe HE MEMBI, YTOOBI MX MU3INATHL Ha “Pull”

805. bisns, xouems 3apaboTaTh Ha OyKHHTE — Tpo1e 3apadbotats Ha bykepe
806. TrI cTpensens IIOCKO, KaK B TNIATPOPMEHHOM IIIyTepe

807. Pam [lurra men 3a JloHbacc, 3a HeTo JIOAW IILTH B TPaHIIEH

808. A m3-3a T€0s TONBKO YpraHt HapuCcOBaJI XyH Ha IIee

809. Tl HE KM HAJT CIIOBECHOM PYION B IITOJIbHE

810. Ho madoca tak noxys, cmoBHO yuuics ¢ [TyTHHBIM B OJTHOM IITKOJIE
811. “Tomwko Buepen! Tompko pa3sutHe!”

812. A paseurue k uemy? K 3anagHoMy 3By4aHuio?

813. Ho Takue OMTHI KaK y Bac HbIHYE JIENaeT KaXK/blil YalHHUK

814. K xauectBy? Hy MBI ciblIamy TBOU TpeKu

815. Cam mpu3HaCs, 4YTO CBOJIWIIM JIEBOM MATKON Ha KOJIEHKE

816. Hy tak uro, ctanuonHslit panep? Kyna Te1 unems?

817. Thl He pyOUIIL Ha 3amaa OKHO, Thl ['aMeTBHCKUI KPBICHUIOB

818. ThI Bcex TaIUIIb HAa CAMOE HO

819. Kax u Bcs Balia HOBas 1IKOJIA, S HACTYIIAJICSI TOTO BAOBOJIb

820. Ecnm xouercs caenarth Kak TaM, To OTKpoiire ppanmmzy Mak/loHanbic
821. Ecnnm ecth yxe good kid: maad city, naxys mae TOPT'OPO/] B meepe?
822. OtBeyath Ha TBOPUECKUH BBI30B, HA KOTOPBIN yXKe OTBETUIN

823. DT0 Kak Ha BTOpPOH pa3oK 3aBapHUTh ceOe Jail B MaKeTHKE

824. M0XHO, HO Y€ HE TO — CTPEMHBIN BapuK AJIs1 HUIIHUX PINEPOB

825. TosbKO HUIIMX Ha HOBbIE cMbICibl — Thl He Kenapuk Jlamap B Poccun
826. 3a Bech TBOW TBOPUYECKUHA ITyTh HUXYS, KpOMe PeICKCHH

827. “4, 51, 17 — 0 cBOEH UTYpe Bech HAMMCAHHBIN MaTepHal

94



828. ThI Tak MHOTO NU3JUIIB O KYJIbTYPE, HO XOTb TIE-TO €€ OCMBICIISN?

829. Her

830. Jlaxxe B cCaHOI MECHE PO BEUT MBI CKa3alld HAMHOTO OOJIbIIIe

831. Bech TBOI1 pam HU O YeM, IIOTOMY YTO OH TOJIbKO 00 OkcHu

832. Tak uto Haxyit Te0s 1 Haxyi Bepcyc BMecTe ¢ Bamiei mocaynrHoi Toamoi
833. Jlyumre s cnoxHy e0y4nM HOYHEHMOM, YeM IIPOCIABIIOCH H CTaHy TO0OOi!
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RAPP-DUELLID TANAPAEVA VENE KULTUURIS
KOKKUVOTE

Kéesoleva t66 uurimisobjektiks on hip-hop kultuuri ja rdppimise iiks olulisi ja
mitmetahulisi komponente rapp-duell (rap battling), mida v3ib kohata nii helikandjatel
kui ka omalaadsete voistluste raames, kus nn MC (master of ceremonies) votavad
omavahel mdotu teineteise solvamise kunstis. Viimastel aastatel on rédpilahingud
Venemaal omandanud suure populaarsuse, muutudes noorte massikultuuri lahutamatuks
osaks. Oluline roll on selles protsessis erinevatel internetikanalitel nagu Youtube ja
Vkontakte, mis voimaldavad informatsiooni laialdast levikut, iihendades erinevaid linnu
ja kaasates iiha laiemat auditooriumi. Seejuures on eriti populaarsed mitte tavaparased
freestyle-battles, vaid sellest téiesti erinev vorm, kus ripparid esitavad varem valmis
kirjutatud tekste. Antud t60 vaatleb just seda uudset rdpilahingu Zanri, mida ei ole veel
vene kultuuriruumis uuritud. Seetdttu on uurimuse esmane iilesanne kirjeldada seda
zanri, “anda tema portree” (Shmeleva), st kirjeldada selle olulisi tunnusjooni, nii
lingvistilisi kui ekstralingvistilisi, tekstisiseseid ja tekstivéliseid.

Uurimismaterjaliks on voetud praegu Venemaal kodige populaarsem rdpiliiga
VERSUS Battle. Pohikarakteristikutena analiiiisitakse rdpidiskursuse mahtu (volume),
kompositsiooni ja iildist suunitlust (tenor); osalejaid ja adressaatide tiilipe (saatja ja
vastuvotja); antud zanri koiki tasandeid ldbivat intertekstuaalsust. Rédppduellide teksti
vaadeldakse kui poeetilise kone ilmingut, uuritakse erinevate riimide kasutust ja
obstsoonse leksika osakaalu. Olulisel kohal on ka rdpilahingutes kasutatavate
diskursiivsete taktikate ja strateegiate, mis on suunatud vastase diskrediteerimisele,
solvamisele, analiiiis.

To66 jaotub kolmeks osaks. Esimeses peatiikis vaadeldakse réappimise (rapping)
votmekomponente, milleks on sisu (content), voolavus (flow) ja maneer (delivery).

Samuti on siin vaatluse all voitluse diskursiivsed praktikad (discoursive practices of
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battling). Teine peatiikk annab ajaloolise iilevaate Zanri arengust Venemaal, tuues vilja
ka paralleelid verbaalsete duellide traditsiooniga, mille algus ulatub juba muinasaega.
Kolmas peatiikk tegeleb Zzanri lingvistiliste ja ekstralingvistiliste tunnusjoontega.
Tuuakse vilja ka verbaalsete riinnakute strateegilised ja taktikalised eripérad.
Labiviidud analiiiisi tulemusena toodi vélja ja kirjeldati zanri pohikarakteristikad,
muuhulgas sellised, mis on iseloomulikud eelkdige vene rapp-duellidele (vordluses
nende lddne analoogidega): 1) osavotjate hulgas on ka tuntud rapparid, samuti stand-up
koomikud, luuletajad ja lihtsalt kuulsad inimesed; 2) kohtunike seas voivad olla
inimesed, kes ei ole seotud hip-hopi kogukonnaga (nt komoddiartistid ja blogijad); 3)
teemade valikul on kriteeriumiks enesetsensuur; 4) vene rapparid viitavad sagedamini
kirjandusteostele ja annavad teisi "intellektuaalseid" vihjeid. Pakutakse ka vilja
moningad uued uurimiskiisimused ja uurimissuunad antud zanri kui kultuurifenomeni

uurimiseks ja tema sotsiaalse mojukuse hindamiseks.
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