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Nikolaj Plotnikov

Knowledge Utopia in the Archive. GAKhN’s “Encyclopedia of
Artistic Terminology” as a Document of Scholarly Practice.
Introduction

In Memory of Michela Venditti

The Idea of the Encyclopedia in Its Institutional and Theoretical Context

The history of the State Academy of Artistic Sciences in Moscow (RAKhN/
GAKhN, 1921-1930) is uniquely bound up with the project of the Encyclo-
pedia of Artistic Terminology. Under changing titles - “Encyclopedia of Art

» o«

Studies”, “Encyclopedia of Artistic Terminology”, “Dictionary of Artistic
Terms” - this undertaking condensed the Academy’s epistemic ambition: to
connect art, scholarship, and philosophy within a shared methodological
horizon. The Encyclopedia was conceived not as a mere reference work but as
a constitutive medium of a new art studies.

The first institutional steps can be dated precisely (Plotnikov 2023a; Plot-
nikov 2023b). On 1 November 1922, the Presidium of the Academy resolved
to include in the work plan of the Philosophical Department the “work on
the investigation and establishment of modern artistic terminology with

1 The Russian term “khudozhestvennye nauki” (literally “artistic sciences”) resists straightfor-
ward English translation. Unlike “humanities” (often used for Geisteswissenschaften), it delib-
erately evokes rigorous, systematic knowledge production - including specialized art studies
(Kunstwissenschaften), philosophical/general theory of art (Allgemeine Kunstwissenschaft),
and practice-based artistic research — aiming to integrate art with exact scientific methods.
(cf. Plotnikov 2023a). The full name, “Gosudarstvennaia Akademia khudozhestvennykh
nauk’, has appeared in English as “State Academy of Artistic Sciences,” “State Academy of
Artistic Research,” “Academy for the Study of Arts,” and similar variants. For consistency in
this isuue we adopt State Academy of Artistic Sciences (GAKhN) throughout. Alternative ren-
derings may appear in quoted sources or when authors wish to highlight a particular aspect
of the Academy’s project.
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the aim of creating a dictionary”;* on 6 November, this task was officially
incorporated into the program. At the same time, the individual divisions -
Literature, Music, Spatial Arts, Theater, Applied Art — were asked to undertake

preparatory terminological work. From the outset, the project was thus struc-
tured in a dual manner: as a “theoretical” dictionary within the Philosophical

Department and as a series of specialised terminologies within the respective

art divisions.

This organisational decision reflected a fundamental problem: the plurality
of the languages of art. For the agents of GAKhN, art did not primarily appear
as the object of normative aesthetics but as a complex linguistic formation -
a system of modes of expression, perception, and the production of meaning.
At the same time, different descriptive languages were available: the technical
terminology of artistic production, historical and philological discourses, psy-
chological and sociological explanatory models, and philosophical reflection.
No self-evident coherence existed between these levels. The Encyclopedia was
not meant to eliminate this heterogeneity but to mediate it systematically.

Already in Wassily Kandinsky’s early programmatic reflections — he was
one of the co-founders of GAKhN - the idea of a “special lexicon” had been
formulated as a precondition for a future “new science of art” Terminological
precision appeared to him as a condition of scholarly objectivity in the under-
standing of art. Yet the project that took institutional shape from 1922 onward
acquired a decisive theoretical turn only through Gustav Shpet. In his lecture
“On the Dictionary of Artistic Terms” of 25 September 1923, he emphasised
that, since the early nineteenth century, no systematic collection and reflection
of modern art-studies terminology had taken place. A dictionary, he argued,
must newly record and organise the “theoretical and principled terminology”
of art studies — not merely catalogue technical terms.

The explicit distinction between a theoretical dictionary under the respon-
sibility of the Philosophical Department and specialised terminological work
in the art divisions also goes back to Shpet. In doing so, he contradicted Kan-
dinsky’s idea of a single, comprehensive encyclopedia understood as a mere

2 «PaboTa 0 M3YYEHMIO M YCTAHOBJICHMIO COBPEMEHHOL XyOONECMBeHHON MePMUHONOZUU,
MMeIOIIAs CBOE KOHEUHOI IIeNbI0 CO3/JAHME CIIOBAPSI COBPEMEHHON XY/J0)KECTBEHHOI Tep-
vusonorun» (Pravleniju Rossijskoj akademii khudozhestvennykh nauk 1/XI 1922. RGALI
E 941. Op. 1. Ed. khr. 8. L. 51).
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accumulation of knowledge. For Shpet, what mattered instead was the meth-
odological determination of the levels on which art is discussed. The Encyclo-
pedia was intended to establish connections between

a. philosophical discourse on art — explicitly distancing itself from a meta-
physical or normative aesthetics of the Beautiful,

b. competing explanatory models (sociological, psychological,
cultural-theoretical),

c. the technical conceptual apparatuses of the individual arts, and

d. the increasingly differentiated disciplines of art studies — from art history
and literary studies to newly emerging fields such as theater studies or
dance research.

In December 1923, Shpet presented a list of 586 terms. This sheer number
indicates the project’s ambition to encompass the entire conceptual field of
art research. By 1929, the list had been reduced to approximately 300 central
entries, while the planned size of the volume increased - an indication that
the aim was not lexical completeness but conceptual condensation. The selec-
tion of terms itself became the object of methodological debates: Which terms
are “theoretical’? Which belong to technical nomenclature? Where does
the boundary run between aesthetic category and art-historical classificatory
concept?

Thus the question of the object of art studies moved to the center. The Ency-
clopedia was not intended to describe individual works but to clarify the con-
ditions of their scholarly apprehension. In place of the classical aesthetics of
the Beautiful emerged the search for a general concept of art that was neither
metaphysically grounded nor reduced to subjective judgments of taste. This
general concept of art functioned as a horizon within which individual disci-
plines — as well as artists’ own self-interpretations - could be situated. In this
sense, the project bore the mark of a “new objectivity”: art was to be analysed
by scholarly means without collapsing into positivist reduction.

Between 1926 and 1928, work intensified within the divisions. In the Divi-
sion of Spatial Arts, an extensive catalogue of approximately 4,000 terms was
reviewed and systematically grouped; in the Music and Theater Divisions,
special terminological commissions were formed; the Literature Division and
the Division of Applied Art also developed corresponding programs. At this
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point, the Encyclopedia was no longer the project of a single department but
a laboratory spanning the entire Academy. Discussions of individual articles
were linked to fundamental questions concerning the coherence of methods,
the relation between technical and philosophical terminology, and the histor-
ical self-reflection of aesthetic concepts since the beginning of the modern
period.

From the outset, the project was conceived as an experimental field. It was
not intended merely to systematise existing knowledge but to establish new
criteria of scholarly validity and to problematise the very determination of the
object of art studies. Interdisciplinarity was not simply an organisational prin-
ciple but an epistemic demand. Precisely in the interweaving of hermeneutic
analysis of meaning, phenomenological object-determination, sociological
contextualisation, and technical terminological work GAKhN formulated
a design that reached far beyond the institutional limits of the 1920s.

The Encyclopedia in the Context of Soviet Enlightenment

The project of the Encyclopedia of Artistic Terminology did not arise in an insti-
tutional vacuum. It must be understood within the broader encyclopedic surge
of the 1920s as part of Soviet cultural policy. In the early Soviet Union, a spe-
cific constellation emerged that may be described as a form of “Soviet Enlight-
enment”: the conviction that the socialist state could generate a new cultural
public through the systematic production and distribution of knowledge.

In this context, large-scale projects such as the Bolshaia sovetskaia éntsik-
lopediia (BSE), the Malaia sovetskaia éntsiklopediia, the Literaturnaia éntsik-
lopediia, and numerous specialised compendia in pedagogy, psychology,
technology, and art came into being. These undertakings pursued a dual aim:
they systematised existing knowledge and reordered it within a Marxist worl-
dview; at the same time, they rendered it “intelligible” and “accessible” in order
to contribute to the education of a new, socialist-oriented readership. Scholar-
ship and popularisation appeared as complementary elements of a socio-ped-
agogical program (Kassof 2005).

GAKhN’s Encyclopedia nominally shared these objectives. Here, too, one
finds references to “popularity” and “intelligibility”, and the intended read-
ership was not restricted to a narrow circle of specialists. The terminological
articles were to be written in clear language, provide orientation for students
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and teachers, and supply a conceptual instrumentarium for academic instruc-
tion. In this respect, the project integrated itself into the broader discourse of
Soviet Enlightenment.

At precisely this point, however, a fundamental difference becomes visible.
The major encyclopedic enterprises of the 1920s primarily aimed at the didac-
tic mediation of already consolidated knowledge. The BSE presented itself
as an instrument for the systematic exposition of scientific progress within
Marxism; the Literaturnaia éntsiklopediia classified authors, works, and lit-
erary movements within a historical-materialist scheme. Encyclopedic work
here largely meant canonisation and ideological framing.

By contrast, the GAKhN Encyclopedia pursued a more epistemically risky
program. Its aim was not to secure and popularise an already established body
of knowledge but to render visible new modes of knowledge about art and to
constitute its object conceptually. In fields such as applied art, theater, or dance,
a differentiated technical terminology of practice existed; a fully developed
theoretical conceptuality, however, was largely absent. Terminological work
thus assumed the task of constituting the object itself - within the medium of
linguistic reflection.

The struggle over terminology within the discussions of the various
departments — such as the Theater Division or the Philosophical Department -
makes this ambition clear. When concepts such as “style”, “form”, “theater”,

“rhythm” or “movement” were debated, the methodological foundation of new
disciplines was at stake. Terminological precision functioned as an instrument
for object-determination and for clarifying methodological approaches.

In another respect as well, the Encyclopedia project cut across the major
enterprises of Soviet cultural policy. Although the authors of GAKhN nomi-
nally declared their adherence to Marxism and Soviet ideology, they saw no
reason to adapt their undertaking to shifting ideological directives or to relin-
quish the claim of scholarly autonomy. Since no canonised Marxist theory
of art yet existed at this time, terminological work remained open to diverse
theoretical impulses (Plotnikov 2013).

With the consolidation of cultural policy in the second half of the 1920s,
this conflict intensified. The Communist Academy claimed a leading role in
the theoretical determination of the sciences, while Glavlit tightened control
over publication projects. Under these conditions, the terminological encyclo-
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pedia of GAKhN increasingly appeared as an “idealist” and methodologically
unreliable undertaking.

The abrupt end of the project can be dated as precisely as its beginning.
On 22 April 1929, Glavlit demanded the removal of the word “Encyclopedia”
from the title and the dismissal of Gustav Shpet as editor. This intervention
occurred within the framework of a broader ideological campaign against
GAKhN, which was denounced as “reactionary” and “influenced by bour-
geois philosophy”. Terminological work effectively ceased in the summer of
1929; in 1931, the Academy was reorganised into a new institution.

Thus, the Encyclopedia of Artistic Terminology emerged from the horizon
of Soviet Enlightenment but did not exhaust itself in its pedagogical program.
It combined the demand for intelligibility with a radical problematisation of
its own conceptual foundations. In the tension between pedagogical mission
and epistemic autonomy, the project acquired its historical signature.

Archive, Torso, Edition

What remains of the Encyclopedia of Artistic Terminology today does not
appear as a closed work but as a torso. The work carried out between 1922 and
1929 in the various departments of GAKhN remained unfinished. What has
been preserved are word lists, individual articles, unorganised bundles, and
minutes of discussions.

This archival situation places the question of edition at the forefront.
The Encyclopedia does not exist as a finished book but as an ensemble of
manuscripts, typescripts, conceptual lists, drafts, and institutional documents.
It constitutes what Sergei Gindin has termed a “nadtekstovaia edinitsa™
a supra-textual unit that does not exhaust itself in individual articles but is
constituted in the interplay of planning, discussion, revision, and institutional
framing (Gindin 2006).

An editorial presentation cannot therefore aim at reconstructing a monu-
ment from these fragments. Rather, the Encyclopedia must be read as a doc-
ument of scholarly-artistic practice. What must be made visible is not only
the corpus of articles but also the process of their emergence: debates within
the divisions, competing conceptual determinations, shifts in the word lists,
institutional interventions, and finally the politically enforced interruption.
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Earlier editorial attempts brought the importance of this project to light
but also revealed structural problems. A bundle of articles from the RGALI
archive was published together with additional materials as a supposedly
closed Encyclopedia (Chubarov 2005). This pioneering effort drew atten-
tion to the project and was internationally received (Chubarov 2017; Hennig
2010; Hansen-L6ve/Obermayr 2022); however, closer analysis shows that this
edition exhibits significant methodological and editorial deficiencies. Apart
from numerous errors, misreadings, and misattributions, it becomes clear
that without reconstructing the planned structure, the different volumes, and
the documented word lists, neither the internal organisation nor the author-
ship of many articles can be adequately determined.

A historical-critical edition must therefore begin with the surviving word
lists and the documented plans of the individual sections. Only on this basis
can the structure of the projected volumes - the philosophical part and the
volumes devoted to the individual arts — be reconstructed. Only in the inter-
play of articles, word lists, and minutes of discussions do the contours of
the Encyclopedia project become recognizable as such a supra-textual unit.

The editorial reconstruction of this project will appear in a separate spe-
cial volume of the Wiener Slawistischer Almanach. The present thematic issue
pursues a different aim. It does not primarily approach the Encyclopedia as
a textual corpus to be edited but as an epistemic event in the history of Euro-
pean art theory.

About This Issue

The following contributions approach the GAKhN Encyclopedia project
from different perspectives and reconstruct it as an undertaking that may be
regarded in the history of art studies as a kind of instauratio magna: an attempt
to redefine the foundations of the discipline and to clarify its conceptual pre-
suppositions systematically.

The focus is not on the question of success or failure but on the project’s
productive force. The Encyclopedia functions as a crystallisation point for
the methodological self-reflection of art studies in the 1920s. Within it, debates
concerning the object of art research, the coherence of its methods, the rela-
tion between technical and philosophical terminology, and the possibility of
cross-disciplinary concept formation converged.
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They reconstruct the various intellectual milieus, institutional constella-
tions, and theoretical programs that entered into the Encyclopedia. They show
that it was not an isolated lexicographical project but a central medium of
self-reflection for a newly forming art studies — both as a knowledge utopia
and as scholarly practice.

The contribution by Nadia Podzemskaia reconstructs the genesis of
GAKhN’s encyclopedic project from the perspective of Wassily Kandinsky’s
early theoretical and institutional activities. It argues that Kandinsky’s work
on artistic terminology between 1918 and 1921 was conceived as a fundamental
precondition for a scientifically reflected artistic practice. The lack of precise
concepts for describing compositional processes was diagnosed as a structural
deficit of contemporary art theory and practice.

This problem reaches back to Kandinsky’s theoretical work before the First
World War. Already in his Munich years, he developed the need for a precise
conceptual language of painting that went beyond metaphorical descriptions.
Music theory - especially counterpoint - served as a model of a developed
professional terminology for analysing formal relations. The parallel comple-
tion of his works in German and Russian intensified this reflection: translation
functioned here as a methodological instrument of conceptual precision, for
instance, in differentiating colour, materiality, form, and drawing.

Within the institutional context of the early Soviet period, this terminolog-
ical sensitivity was translated into concrete forms of work in the commissions
of IZO, INKhUK, and later RAKhN/GAKhAN. The link between terminolog-
ical work and research on the “elements of the arts” makes clear that the aim
was not standardisation but the creation of a shared language for interdisci-
plinary communication among artists, art historians, and philosophers.

In their contribution, Maria Silina examines the work of the GAKhN as
an attempt to found art studies upon a new object. The central issue is not the
question “What is art?” but the determination of that object which makes art
studies possible as a discipline. This object is neither the individual artwork nor
the metaphysical idea of art but artistic form as the discipline’s “third object”

Artistic form is not a given entity but an object constituted through dis-
ciplinary and institutional operations. In the works of Nikolai Brunov, Vasi-
lii Zubov, and Nikolai Zhinkin, it unfolds as a relational configuration that
emerges through projections between philosophy, art history, psychophysiol-
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ogy, and sociology. It is understood as a configuration of “inner forms” whose
intersections generate an autonomous, intentionally structured object.

This becomes particularly evident in the analysis of central elements such
as space, surface, or colour. These do not appear as isolable properties but as
relational structures that can be grasped only in the interplay of perception,
corporeality, and historical orders of knowledge. Artistic form is interpreted
as a visible structure in space and at the same time articulated as a configura-
tion of meaning that is constituted in processes of interpretation.

The institutional organisation of GAKhN - with its vertical (method-
ological) and horizontal (disciplinary) axes - functioned as a model of this
object-constitution. The autonomy of art studies emerged not through sep-
aration from other disciplines but through projections and overlaps among
them. The “third object” thus designates an epistemic construction in which
art becomes scientifically graspable as intentionally structured form.

Within the work on the planned Encyclopedia of Artistic Terminology, this
construction of the object acquired a concrete editorial form. The systematic
elaboration and interlinking of concepts functioned as the medium in which
the “third object” of art studies could be articulated at all.

In her contribution, Alina Avanesian reconstructs the role of the circle
around Gustav Shpet in the encyclopedic project. The Encyclopedia appears
here not as a neutral reference work but as a theoretically motivated space in
which a specific approach to the art object was articulated. Although the arti-
cles by GAKhN authors such as Zhinkin, Boris Gornung, Aleksei Akhmanov,
and Apollinariia Solov'eva do not form a closed system, a shared conceptual
orientation can be discerned, rooted in Shpet’s programmatic guidelines and
concepts.

Central is the connection between phenomenological, hermeneutic, and
semiotic approaches. The phenomenological dimension manifests itself in the
methodological priority of description over explanation: against psychologis-
ing models of impression or empathy, the intentional givenness of the aes-
thetic object is emphasised. Concepts such as contemplation, imagination, or
myth are developed as modes of intentional constitution that allow aesthetic
worlds to be analysed as internally coherent structures of meaning without
reducing them to subjective states or causal explanations.

From a hermeneutic perspective, art appears as a configuration of mean-
ing embedded in historical horizons of interpretation. Categories such as
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“influence” are understood not in genetic-causal terms but as horizons of intel-

ligibility: a work becomes intelligible within historically formed interpretive
contexts. In this framework, Shpet’s concept of “inner form” acquires par-
ticular significance. It denotes not a metaphysical essence but the immanent
organisation of meaning through which a work becomes experienceable as
a unity — a structure mediating between formal articulation and the formation
of meaning.

Semiotic analyses of sign, meaning, and sense stabilised the methodolog-
ical claim of the Encyclopedia. The differentiation between sign and sense
served to determine the aesthetic object as an intentionally structured entity
whose meaning does not dissolve into reference or psychological effect. In
the interweaving of these three approaches, a methodologically flexible yet
conceptually clearly oriented model of art studies emerged: the Encyclopedia
functioned as the site where the conditions of the constitution of meaning in
art were systematically reflected and terminologically fixed.

The contribution by Ekaterina Ivanova is devoted to Nikolai Tarabukin
and focuses on his redefinition of the concept of style. While Tarabukin is
primarily known in art history as a theorist of Productivism, his work at
the Academy reveals a significant shift: the concept of style becomes the meth-
odological key to a general art studies.

Drawing on debates concerning the problem of style within the Philo-
sophical Department of GAKhN, Tarabukin engaged both the art-historical
tradition of Riegl and Wolfflin and the link between style and worldview in
Dilthey, Nohl, and Spengler. Style no longer appeared as a merely formal fea-
ture of individual works or epochs but as the expression of an “artistic world-
view”. Thus, style became the interface between visible form and historically
determined structures of meaning.

In his conception of “formal-stylistic categories” — landscape, portrait,
genre, and still life - Tarabukin shifted traditional genre classifications into
a methodological order. These categories designate not thematic classes but
modes of world-interpretation articulated in specific formal dispositions. Style
thus became an instrument that allowed the diversity of artistic phenomena to
be systematised under general, cross-disciplinary perspectives.

It is precisely in this methodological intensification of the concept of style
that Tarabukin’s contribution to the encyclopedic project of GAKhN resides.
The work on terminological articles devoted to landscape, portrait, or still life
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did not stand apart from his theory but constituted its practical implemen-
tation. Style functioned as a central category of a general art studies whose
aim was to lead the “diversity of reality to an intelligible unity” and thereby to
reestablish the autonomy and systematicity of art studies.

In her contribution, Irina Sirotkina shows that the planned but unreal-
ised articles on dance, ballet, choreography, and choreology in the first (phil-
osophical) volume of the Encyclopedia are by no means marginal but point
to a substantial institutional and theoretical development within GAKhN.
The decision to include these terms in the project documents the ambition
to establish “movement” as an autonomous field within a general art studies.

Starting from Wassily Kandinsky’s program of a synthetic art, in which
movement appears as a constitutive element of artistic design, the contri-
bution reconstructs the emergence of the Choreological Laboratory under
the direction of Aleksei Sidorov. Dance was understood not as a subgenre of
the theatrical but as “organised movement” in space and time. The decisive
attempt was not only to describe movement aesthetically but to analyse it sci-
entifically - through photographic series, film recordings, systems of notation,
and psycho-physiological experiments.

At the center stood the elaboration of a scientific terminology of dance
research. Sidorov and his collaborators sought to determine elementary cate-
gories of movement, to systematise poses and transitions, and to develop
procedures for recording movement. The project of a “kinemology” aimed
at creating a comprehensive science of movement linking dance, film, and
rhythmic bodily practice. Even though this project failed institutionally, it
demonstrates the ambition to translate the language of dance practice into
a terminologically precise conceptuality capable of interdisciplinary integra-
tion.

The non-realisation of the Encyclopedia articles on dance and choreol-
ogy thus does not mark a marginal omission but points to a structural prob-
lem: the difficulty of integrating subjective movement experience, perception,
and semiotic analysis within a unified conceptual framework. Precisely in
the attempt to develop a scientific terminology of movement, the epistemic
horizon of the Encyclopedia becomes visible — as a project that sought to
transgress the limits of established art studies.

Finally, the contribution by Olesya Bobrik examines the work of the Musi-
cal Division on a separate “Musical Encyclopedia’, conceived as the musical
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part of the overall project. It reconstructs both the institutional chronology
and the conceptual profile of this undertaking. The Musical Encyclopedia
appears as an attempt to systematise musicological knowledge of the 1920s
while simultaneously grounding it terminologically in new ways.

Central here is the tension between historical factography and system-
atic conceptual clarification. While many articles were strongly historically
oriented, the programmatic understanding - especially in the horizon of
the Academy’s leadership — aimed at establishing a modern aesthetic ter-
minology. Music was not to be described merely as a succession of styles or
biographical data but as a structured field within a general art studies.

This tension culminated in debates on the concept of style, particularly
in the dispute between Konstantin Kuznetsov and Aleksei Losev. Style was
conceived, on the one hand, as a historically dialectical category explaining
musical phenomena in their social determination, and on the other hand, as
an inner structure not reducible to mere feature analysis. In this controversy,
the methodological problem of the Musical Encyclopedia can be condensed
into: how can musical form be analysed formally, situated historically, and
interpreted sociologically at the same time?

The conceptual achievement of the project thus lies less in the surviv-
ing individual articles than in the systematic effort to determine music as
the object of a terminologically precise, interdisciplinary science. The Musical
Encyclopedia appears as a laboratory of a general art studies in which histor-
ical musicology, style theory, and Marxist-inspired social analysis were to be
placed in conceptual relation — an ambition that was institutionally curtailed
but that clearly marks the epistemic horizon of GAKhN.

%%

Against this background, the GAKhN Encyclopedia project may also be read
productively for contemporary artistic research and academic art studies. It
makes visible that scholarly rigor is not secured by the stability of its concepts
but by the capacity for conceptual self-examination. In historical moments
of rupture — and the 1920s constituted such a moment - it is not sufficient
to adhere to existing categories and merely explicate them didactically;
what becomes necessary is a methodologically reflected remeasurement of
the object. The present, too, is marked by profound shifts in artistic practice:
art moves between market, activism, and digital transformation. Under these
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conditions, art research can maintain its social and epistemic position only
if it understands its terminology as a historically adjustable infrastructure of
thought. In this sense, the GAKhN Encyclopedia appears less as a historical
monument than as a model of institutionally anchored conceptual work that
repeatedly redetermines its own object. It is precisely the project’s unfinished
and fragmentary character that renders it modern: it shows that scholarly
knowledge does not arise in a completed system but in the process of its crit-
ical revision.

Funded by the Deutsche Forschungsgemeinschaft (DFG, German Research
Foundation) - Project number 386757512.
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Wassily Kandinsky’s Terminology Project: Its Origins and the
History of Its Institutionalisation

Abstract: From the turn of the century onwards, Wassily Kandinsky accompanied
his pictorial work with theoretical and terminological reflection. It had its origins
in readings of classical art treatises in Munich at the turn of the century. According
to Kandinsky, the problem was mainly related to the lack of precision in the termi-
nology used in the writings on painting. To resolve this, he turned to music theory
and began to study counterpoint theory in particular. For Kandinsky, the develop-
ment of a terminology was the prerequisite for building a theory that would be a true
science of painting. In the post-revolutionary context, his terminology project be-
came topical and interacted with other terminology and encyclopedic projects that
had emerged in other circles. While David Shterenberg and artists from the radical
left advocated a sociological approach and research based on art materials, Kandin-
sky’s project, rooted in centuries-old artistic tradition, entered into dialogue with
the project conceived by Ivan Zholtovskii for architecture and one by Evsei Shor,
that was open to philosophical aesthetics. We argue that at the origin of this project,
the encyclopedic ambition belonged to the philosophers, while the terminological re-
search was desired mainly by representatives of the visual arts, who were dissatisfied
with the state of terminology in art theory.

Keywords: Wassily Kandinsky, Evsei Shor, artistic terminology, elements of arts

Origins and Early Development of Kandinsky’s Terminology Project

In the 1870s, Rudolf Eitelberger founded the Quellenschriften fiir Kunstge-
schichte und Kunsttechnik des Mittelalters und der Renaissance, a collection
of written sources on art history and the techniques of the Middle Ages and
the Renaissance. This was a foundational moment in the establishment of
the Viennese school of art history and, at the same time, a major event for art-
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ists in the German-speaking world (Podzemskaia 2023: 176-179). The books in
the collection gave them a sense of belonging to a long and important tradition.
However, technical knowledge is only part of an artist’s training; what remains
is what we call the compositional processes. But when it comes to discussing
these, we are in the dark. This was how Wassily Kandinsky felt at the turn of
the century when, as was the case with his friends in Munich who followed
Bocklin's example, he began experimenting with painting technique.

Interested in the possibility of obtaining better colours than the indus-
trial colours commercially available, Kandinsky took part in experiments
in Marianne Werefkin’s apartment together with his Russian classmates at
Anton Azbe’s school and frequented the Munich State Library to study trea-
tises on Renaissance painting techniques (Podzemskaia 2000: 40-53). In Paris
between 1906 and 1907, he continued his research, broadening the spectrum
of his interests to include writings not only on painting techniques and colour,
but also on other issues related to the theory and history of painting.’

But when Kandinsky began writing his first theoretical works discussing
compositional processes in painting, he turned to music theory. No doubt, he
was struck by the lack of precision in the terminology used in the writings on
painting. It was in fact in music theory textbooks that he sought a model for
developing his theory of composition. The question of terminology took on
great importance in Kandinsky’s mind during his work on stage compositions
with Thomas von Hartmann in the winter of 1908-09. Kandinsky’s compara-
tive work on the components, or elements, of different arts indeed led him to
the need to define them. During this period, Kandinsky, guided by his friend
Hartmann, studied the basics of counterpoint and transcribed its definition
from Adolf Marx’s manual (Marx 1893: 279-280), which had been given to
him by his friend. A corpus of annotated drawings from 1909-12 bears witness
to his efforts to use musical terms to describe the process of composition in
painting. In his archives, we find several lists of terms in German and Rus-
sian dating from the pre-war years, many of which come from music. And it

1 Kandinsky’s personal library preserved in Paris, his books which are part of the Gabriele
Miinter- und Johannes Eichner-Stiftung, and the bibliographic lists from 190607 compiled
in Paris at the Bibliothéque Sainte-Genevieve show that in the early years of the twentieth
century, Kandinsky undertook systematic research on art literature, focusing on technique,
theory and art history. The bibliographic list from 1906-07 is published in Podzemskaia
2000: 233-235.
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was precisely then that he wrote his first important theoretical works, Farben-
sprache and the first German version of On the Spiritual in Art.

In 1908-09, Kandinsky wrote in German, but by the autumn of 1910, he
had already translated his text into Russian. The constant work that Kandinsky
carried out until 1921 on each version of this treatise, in Russian and German,
undoubtedly provided a fertile ground for the development of terminological
reflection. A comparative study of the Russian and German versions reveals,
in effect, the artist’s sustained attention to the equivalences between terms in
both languages and their translations. The prime example of this attention is
a concept that was most important to Kandinsky at that time, “colour”, ren-
dered in German throughout his texts by the generic word Farbe. This relative
lexical poverty could undoubtedly be due to the fact that Kandinsky’s German,
despite its excellence, was not his mother tongue: the same could be said of his
use of the generic words Inhalt (content) and Form, his use of geistig (mental/
spiritual) by analogy with dukhovnyi, etc.

Translating into Russian allowed Kandinsky to work on the precision of
his language. In the first Russian version of On the Spiritual in Art from 1910,
he introduces a distinction between two words for “colour’, kraska and tsvet:
«MHe TIpefcTaB/sIeTCss 60ee MPAaBIIBHBIM TOBOPIUTB IIOYTH Be3Jie O KPacKe,
a He 0 [jBeTe. Tak KaK B IIOHATIE KPACKY, KPOMe abCTPAKTHOTO I{BETa, BXOLUT
U MaTepMajibHasi ee KOHCUCTEHLVIs VIMEHHO B TOM BHJe, B KOTOPOM elo
onepupyet xynoxuuk» (Kandinskii 2020a: 49 note).?

And in successive Russian versions, he changed the plural form of kraska
to the singular form of tsvet in a few key places. At the same time, he changed
the plural form of forma to the singular form of risunok (drawing). Thus,
the title of the central chapter of the treatise (Chapter VI), “Formen- und
Farbensprache” in the 1911 German version, evolved into “lazyk form i krasok”
(literally, “Language of Forms and Paints”) in the 1913 Russian version and
then into “Tazyk risunka i tsveta” (“Language of Drawing and Colour”) in
the last Russian version of 1920. This development reflects the implementa-
tion of a process aimed at achieving both greater precision and abstraction
in language. It is interesting to note that the list of works proposed for trans-

2 “It seems more correct to me to talk almost everywhere about paint rather than colour, since
the concept of paint includes not only abstract colour but also its material consistency in the
form in which the artist uses it.” Unless otherwise indicated, the translations are mine. - N.P.
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lation in 1918-19 by the Fine Arts Department (IZO), which we will discuss
below, includes, undoubtedly on Kandinsky’s initiative, Malmaterialienkunde
als Grundlage der Maltechnik by the chemist Alexander Eibner, founder and
director of the Institute for Research into Painting Techniques in Munich. It
contains a reflection that was bound to interest him, on the polysemy of the
German word Farbe. Eibner proposed that this word should only be used in
its most general sense of colour as an optical phenomenon, and that the terms
Farbstoff and Korperfarbstoff, meaning “paint” and “pigment” respectively,
should be introduced for broader use.

Although in his theoretical writings from 1908-09 onwards, the defini-
tions of terms are still scattered, by 1914, we find traces of Kandinsky’s genuine
terminological project. These consist of two fragments, in German and Rus-
sian, entitled “Definierungen”/“Opredeleniia” (“Definitions”), which present
alist of terms with their short definitions.® The concepts chosen by Kandinsky
largely fall within the general domain of the creative process and composition,
such as inner necessity, internal turmoil, graphic work, movement, harmony,
disharmony, tension, external and internal incompleteness, material, inter-
nal and spiritual plane, internal and external balance, etc. Undoubtedly, this
choice was linked to Kandinsky’s interests at the time. It should be noted that
in the lists later prepared by Kandinsky at the Institute of Artistic Culture
(INKhUK), the choices would be different.

In the same collection of manuscripts to which these two lists of definitions
belong, there is also a simple list of terms spreading over six pages.* These
terms are simply listed in alphabetical oder; they are quite heterogeneous and
have no visible connection between them, making this list resemble absurdist
poetry. This connection does not seem insignificant to us, given the painter’s
intense poetic practice during all those years.> Kandinsky’s poems in German
and Russian are indeed another expression of his sensitivity to the pure sound

3 The fragments are part of the bilingual corpus “Uber das Materielle in der Kunst / O ma-
terial'nom v iskusstve” (“On the Materiality in Art”) held in the Kandinsky collection at
the Centre Pompidou. The German version of this list has been published; see Kandinsky
2007: 619-622.

4 This list in Russian is a part of the corpus “On the Materiality in Art” kept in the Kandinsky
collection at the Centre Pompidou.

5  See the poems of 1885-1914 in Kandinsky 2007: 510-546.
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of words, which is undoubtedly an important part of the same process that led
to his quest for terminology.

Kandinsky’s Terminology Project in 1920-21

This terminology project, which had been in the works for years, found fertile
ground in Moscow in the aftermath of the revolution. In all his lectures on
art science delivered during the organisation of the Russian Academy of Art
Sciences in 1921, Kandinsky emphasised the need for terminological work.

In the March 1921 meeting of the commission responsible for creating the
Institute of Art Science, Kandinsky began his lecture entitled “O metode rabot
po sinteticheskomu iskusstvu” (“On the Method of Work in Synthetic Art”)
by listing the terms used for the concept of “sinteticheskoe iskusstvo” (“syn-
thetic art”): in addition to the term “monumental’noe iskusstvo” (“monumen-
tal art”), “monumental’naia arkhitektura” (“monumental architecture”) and

“monumental’naia skul’ptura” (“monumental sculpture”) are also used. In his
decision to use the term “synthetic art” in his lecture, he relied on its use at
the Bauhaus (Kandinskii 2020d: 575-576).

On 21 July 1921, in his lecture “Plan rabot Sektsii izobrazitel'nykh iskusstv
(“Plan for the Work of the Visual Arts Division”), he announced that one
of the tasks of the Division should be “to review existing terminology and
establish specific terms” («poBepka cyIecTByIoLIell TEPMUHOIOTUY 1 YCTa-
HOBJIEHME OIIpefle/IeHHbIX TEPMIHOB» ), stating that a special dictionary would
be compiled (Kandinskii 2001b: 73). He added that in order to develop the ter-
minology, important bibliographic works would be required.

In his last major scientific lecture “Osnovnye elementy zhivopisi” (“Basic
Elements of Painting”), delivered in Moscow on 1 September 1921, Kandinsky
begins by stating:

»

TepMI/IHOB B HaykKe 06 VICKYCCTBE IIOYTM COBEPIIEHHO HE€ CYyIIECTBYET.
BCHeJICTBI/Ie 9TOTO IIpn O6CY}K/I€HI/[I/I, IIpM BBICTYIIVMBAaHNM AOKJIA[0B, HYXK-
HO CTapaTbCA BHUKATb B CMBIC/I TAHHOTO T€PMMHA B CaMbIX O6IIU/IX qgep-
TaX, HE KOHKPETU3NPYA 110 BOSMOXXHOCTU TEPMIH, KOTOprﬁ[ [0 CUX IIOp HE
YCTaHOBJIEH.

(Kandinskii 2020e: 592)
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Terms in the science of art are almost completely non-existent. As a result,
when discussing or listening to conferences, one must try to understand the
meaning of a given term in the most general terms, without specifying, if pos-

sible, a term that has not yet been established.

In the summary of his lecture, Kandinsky explicitly notes and comments on
a few terms: «IIpocTpaHCTBEHHbIE U BpEMEHHBIE NCKYCCTBA. ToXKe HETOYHOE
HerneHne»; or: «V306pasuTebHbIe ICKYCCTBA — HETOYHBIN TEPMIUH — HAIIPU-
Mep, TI0331s, My3biKa, TaHel| Toxe nsobpaxaiot» (Kandinskii 2020f: 632).6
He then lists a few terms in German: “Tonkunst, plastische Kunst, Raumkunst,
Bild, Plastik, musikalisches Bild, Farbenmusik, Kolorit”’.

In his lecture on 1 September 1921, Kandinsky announces that he expects
a special terminology commission to “begin work and remove one of the big-
gest obstacles to working in the arts” ® The creation of this special commission,
as well as a bibliographic and questionnaire commission, was approved by
the Academy’s Presidium on 26 August, undoubtedly thanks in large part to
Kandinsky.’

To get an idea of how, in practical terms, this terminological work, so
insistently advocated by Kandinsky, was conceived and could be organised,
we must refer to the minutes of the meetings of INKhUK’s Monumental Art
Division, headed by Kandinsky. It was there, between July and October 1920,
that a series of working meetings devoted to artistic terminology were held for
the first time, in which Kandinsky and Nadezhda Briusova took a particularly
active part.

It is clear from these minutes that terminological work was considered
from the outset to be an integral part of the research on the elements of

», «

6  “Spatial and temporal arts — also an inaccurate division”; “Izobrazitel'nye iskusstva (‘figura-
tive arts’) — an inaccurate term - for example, poetry, music and dance are also representa-
tional [can figure]”.

7 “Music, visual art, spatial art, painting, sculpture, musical work, colour music, colour har-
mony”.

8 «[...] HauHeT paboOTaTh M YCTPAHMUT C JOPOTM OHO M3 CAMBIX KPYIHBIX NpPENATCTBUI
B pabore mo nckyccrsy» (Kandinskii 2020e: 592).

9  See: RGALL F. 941 (GAKhN). Op. 1. Ed. khr. 1. L. 3.
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the various arts. This latter was designated by Kandinsky as the main objec-
tive of the science of art to be developed at INKhUK (Kandinskii 2001a: 46).'°

Thus, at the meeting on 21 July 1920, after discussing the issue of termi-
nology and elements of art, the following was agreed on: «OgHoit 13 3aaq
CeKLMN SIB/ISIETCS YCTAHOBJIEHME TOYHOI TEPMIHOJIOIMY, HACKOIBKO 3TO
OKasbiBaeTcs Bo3MoxHbIM» (Protokoly 1920: no. 11)." Afterwards, they dis-
cussed copyright issues on terms. On 1 September, a detailed examination
was made of the model for a terminology card on which everything had to
be noted: the author of each definition, whether or not it has been accepted
by others, any changes made during the discussion, etc. (Protokoly 1920:
no. 17). Kandinsky proposed that authors write a summary of their contri-
butions accompanied by a precise definition of the terms used, and that they
add any other material deemed necessary, and submit all these documents to
the INKhUK archives. It was then decided to set dates for the joint reading of
terms already defined and kept by the Division; the task of compiling the Divi-
sion’s dictionary was entrusted to Varvara Stepanova. At the meeting on 1 Sep-
tember, the process of transcribing meeting minutes was discussed: Stepanova
proposed having two notebooks, one for the “zhurnal zasedanii” (“meeting
journal”), instead of minutes, and the other for discussions (ibid.: no. 19). It
was planned that each member would be able to write their comments in the
margins of the notebook dedicated to discussions, which would therefore need
to be sufficiently large.

In October 1920, important conferences were held on the comparative
definitions of terms in painting and music. On 6 October, Briusova’s defini-
tion of time was heard and accepted as an individual definition; at the same
time, the term “protiazhennost” (“extension”), introduced by Shenshin, was
retained as “an adequate generic term defining space and time”'? Both Briuso-
vas definition of “time” and Shenshin’s definition of “extension” can be found

”

10 «llenpro VIHCTUTYTa XymOXKECTBEHHON KYNIBTYDbI AB/IAETCA HayKa, MCCIENYIONas aHa/IUTH -
YeCKM Y CHMHTETMYeCK) OCHOBHBIE 9/IEMEHTBI KaK OT/eIbHBIX MCKYCCTB, TaK M MCKYCCTBA
B eom» (“The objective of the Institute of Artistic Culture is to conduct research that ex-
amines, both analytically and synthetically, the fundamental elements of both the individual
arts and art as a whole”).

11 “One of the tasks of the Division was to establish precise terminology, to the extent possible”

12 «HaHI]'I]/I, YTO IIPOTAXKEHHOCTD ABJIAETCA POJOBBIM ITIOHATHEM [I/IA ABYX €€ BIJOB: BpEMEHU
u npocrpancrsa» (Protokoly 1920: no. 22).
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in the corpus entitled “Terminologiia sektsii Monumental'nogo iskusstva
INKhUKa” (“INKHUK Monumental Art Section Terminology”).

This “Terminology”, preserved in the Omar Khan-Magomedov family
archive, consists of around thirty small stapled sheets with 29 typed entries, one
entry per sheet. On the folder cover, it is written in brackets that the terminol-
ogy has not been discussed. This clarification shows that Stepanova’s proposal
to organise a reading of the terms in the Division remained at the project
stage. With a few exceptions, the names of the authors are indicated at the
end of each entry. Among the authors are Nadezhda Briusova, on time and
intonation; Aleksandr Shenshin, on “extension” and “lad” (“harmony”); Var-
vara Bubnova, on movement in the static arts, volume, stain, plane, and fak-
tura; but also Vladimir Markov (Voldemars Matvejs, 1877-1914). Kandinsky is
the author of the largest number of entries; there are twelve entries on different
colours, construction, composition, and plane. Another model of a terminol-
ogy card, typed on a sheet of paper, which groups together several term defi-
nitions signed by Kandinsky (form, drawing, composition, construction, etc.),
can be found in the Aleksandr Gabrichevskii collection (Olga Severtseva’s
family archive collection). The definitions signed by Kandinsky summarise
what he had written during his Munich period, particularly in his treatise On
the Spiritual in Art.

Private Status of Kandinsky’s Project and the Problems of Its Institutio-
nalisation

The inclusion of Kandinsky’s terminology project in the programme of
the newly established Academy of Art Sciences in 1921 was not a matter of
course, for it meant the transformation of his personal project into an insti-
tutional one. Moreover, this terminology project was also a part of a wider
science of art.

Indeed, at the end of 1920, Kandinsky’s project on the science of art looked
like his personal project and, in this status, opposed other projects presented
on 19-25 December 1920 in Moscow at the First All-Russian Conference of
Heads of Art Departments. In anticipation of the reform of the People’s Com-
missariat of Enlightenment (Narkompros), it was intended to bring order
to this overly sprawling, chaotic and cumbersome organism by separating
administrative and artistic-scientific functions. Unlike other speakers repre-
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senting various subdivisions of the Narkompros, Wassily Kandinsky spoke
at this conference on his own behalf as “artist Kandinsky”. This must be con-
sidered in the context of the conflict that had intensified at that time between
him and the Fine Arts department (IZO), represented at the Conference by
Osip Brik.

Generally speaking, this “private” status reflects a very particular and
crucial moment in Kandinsky’s Soviet period career, when he completely
changed his social millieu. In the winter of 1920-21, he distanced himself
definitively from the young radical left-wing artists gathered around Alek-
sandr Rodchenko, and he left INKhUK in February 1921.* At the same time,
Kandinsky became close to a circle gathered around Aleksandr Gabrichevskii:
Aleksei Sidorov, Evsei Shor, Aleksandr Shenshin, Gustav Shpet, Robert Fal'k —
those who would form the core of the Academy of Art Sciences in 1921. But
in the winter of 1920-21, it was still a “private” circle of friends who meet at
each other’s homes, often at the Gabrichevskii’s, arguing and having fun.*
Their goal was to establish an institute dedicated to the science of art and
to find a place for it in the new academic landscape that would emerge fol-
lowing the Narkompros reform. To this end, they sought to win over and
enlist the support of the People’s Commissar for Enlightenment, Anatolii
Lunacharskii. Their efforts, which intensified in February 1921, led to the estab-
lishment of the Postoiannaia Nauchno-Khudozhesvennaia Komissiia (Perma-
nent Commission for the Science of Art) in the summer, which in the autumn
took the name of the Russian Academy of Art Sciences (RAKhN, and GAKhN
after 1925), with Kandinsky as its first vice-president.

The transcript of the lecture “Nauka ob iskusstve i INKhUK” (“The Science
of Art and INKhUK?”), given by “the artist Kandinsky” in December 1920, is
preserved in the archives of Narkompros.'® This is an exceptional testimony

13 See the chronology of the activities of the Monumental Art Division of INKhUK and of
the work of Kandinsky in it, compiled on the basis of the private archive, in Khan-Magome-
dov 1981.

14 See the unpublished memoirs of Gabrichevskii’s wife Natal'ia Severtsova, an excerpt of which
is quoted in Severtsova 2020: «MeXy co60i1, BCe MBI y>Ke Ha3bIBa/ICh ‘POACTBEHHNKIT, TEM
6o7ee 4TO HACTOAIINX, KPOBHBIX, Y HAC IIOYTHU He 0CTanock» (“Among ourselves, we already
called each other ‘relatives, especially since we had almost no real, blood relatives left”).

15 On the circumstances of establishment of this Commission in the spring 1921, see
Podzemskaia 2020a.

16 The transcript is published in Kandinskii 2020c.
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that gives us direct insight into Kandinsky’s personal vision at that time on
the central question of the nature and methods of the science of art. And
indeed, his vision is that of a painter who takes as his starting point the the-
oretical knowledge of art accumulated over centuries and passed down from
one generation to the next, usually as part of art education, from master to
pupil. He distinguishes between two types of this artistic knowledge: technical
knowledge and compositional knowledge.

But in the mid-nineteenth century, Kandinsky argues, this centuries-old
tradition seems to have been interrupted. While in Russia the rupture caused
mainly by the Ambulants movement was a radical one, in the West, he con-
tinues, it was merely a shift in direction, since art theory had first turned,
with the Impressionists, to the question of light, and then, with the Neo-Im-
pressionists, to that of colour. Later, the new trends that Kandinsky refers
to as Expressionism, which also include Futurism and undoubtedly other
movements such as Fauvism, declared that the representation of nature was
not a fundamental and necessary element but rather accidental, and placed
definitive emphasis on the purely pictorial method of representation. From
there, per Kandinsky, it was only a logical step to painting without objects.
Once the object has been excluded from painting, only purely artistic means
remain, namely, “tsvetovaia forma” (“colour form”) and “risunochnaia forma”
(“drawing form”). Now dealing only with these two forms of pictorial expres-
sion, the artist, according to Kandinsky, realises that he cannot rely solely on
intuition and inspiration, but must also base his work on precise theoretical
foundations. This is where his aspiration for the science of art originates, an
aspiration that must respond not only to an artistic need to create works that
are constructed rather than random, but also to the universal human need to
understand the reality around us (Kandinskii 2020c: 561-563).

The conviction that the new type of creation required a more conscious
approach than previous painting had been a driving force behind the devel-
opment of Kandinsky’s theory of painting since 1904, when he began writ-
ing his first texts on “Die Farbensprache” (“The Language of Colours”). But
in December 1920, this idea was presented as the culmination of an entire
historical journey of art, whose beginnings have to be traced back to dis-
tant centuries. The importance of artistic tradition is underlined by the fact
that Kandinsky considers the theoretical renewal in art in the second half of
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the nineteenth century to be a “return to theoretical tradition” (“vozvrashche-
nie na put’ teoreticheskoi traditsii”)."

This statement is surprising, given the anti-historical nihilistic approach
that prevailed at the time. Characteristic of some of the futurist avant-garde
before 1914, it was fully adopted by the IZO department from 1918 onwards.
Although Kandinsky’s discourse was not acceptable by radical artists in
the IZO department, it found fertile ground among other colleagues with
whom he had been working since 1919 in the various commissions and sub-de-
partments of the IZO department, where everyone crossed paths. In his work
at the Zakupochnaia komissiia (Purchasing Commission) and the Muzei
Zhivopisnoi kul'tury (Museum of Pictorial Culture), as well as in the Lite-
raturno-Khudozhestvennyi podotdel (Sub-department of art literature), Kan-
dinsky found himself collaborating with numerous art historians and museum
curators from the Muzeinyi otdel (Museum department). It was with the latter
that he succeeded in establishing a rich and fruitful dialogue.

Evsei Shor’s Role in the Institutionalisation of Terminological and
Encyclopedical Project

In establishing this dialogue, the decisive role belongs to Evsei Shor (1891-
1974), whose name and work were ignored and obscured for decades due to
his emigration to Germany in 1922, even though many of the cultural and
artistic activities that took place in Moscow in the 1920s and, to some extent,
in the 1930s, had been initiated by him in the early years of the revolution.
Kandinsky had met Shor in June 1913 in Moscow. Then a student of math-
ematics and art history, he had founded the publishing house Iskusstvo (Art)
together with his partner, translator Grigorii Angert, and had undertaken to
publish a Russian translation of On the Spiritual in Art."® Both men worked in
the editorial department of Betkhovenskii Institut, or Betkhovenskaia studiia
(Studio Beethoven), founded by Evsei’s father, the pianist David Shor (1867
1942), whose cultural activities were inspired by the ideas of utopian univer-

17 See the abstract of the conference published in Kandinskii 2020b: 557.
18 On all the circumstances and destiny of this unrealized project see Podzemskaia 2020b.
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salism." This marked the beginning of Kandinsky’s friendship with Evsei, a
friendship based on the conviction that art is the ideal vehicle for universal
understanding, as well as of their close collaboration between 1918 and 1921. In
1922, following the painter, Evsei Shor left for Germany, and in 1933, he went
to Palestine. Until the beginning of the Second World War, he corresponded
regularly with the artist.*

At Narkompros, Shor served as secretary of the Artistic College in the IZO
department and as assistant to the powerful architect Ivan Zholtovskii at
the Arkhitekturno-Khudozhesvtvennyi otdel (Architectural Art department).
As aresult, he found himself at the heart of artistic policy, with the opportunity
to launch and support projects in the field of art science.? In a letter written
from Freiburg im Breisgau, presumably in early 1923, to his father, who was
still in Moscow, Evsei Shor reflects on his own activities after the revolution.
He says that between 1918 and 1922 at Narkomrpros, he was driven by a sense
of the “possibility, perhaps illusory, of building artistic culture” ** He confided
to his father his thoughts on the nature and character of his commitments,
which shed light on the true role he played in Russia’s cultural activities in
the years following the revolution.

Benb CMEIIHO CKas3aThb, IIOYTH BCE, YTO 32 BPEMsA PEBOMIOLNIL Cleana B 00-
JIACTV TEOPUM MCKYCCTBA YHMBEpCHUTeTCKas Mosonexb (IabpiraeBckuil,
IepBuHckmit, CHAOPOB U [Ip.), OBUIO CHETAHO el0 B HOPSAJKe BBIIOTHEHNS
3aJlaHNil ApXMTEeKTypPHO-Xy/J0)KeCTBEHHOTO OTJeNa, 110 MOeil MHMIMATIBe

 COrmaCcHO MHOIO pa3pa6OTaHHbIM njaaHaM. Mo OTHOIIEHUS ¢ HUMU He

19 The same utopian universalist aspiration that took the form of “universal Zionism” by David
Shor would later lead his son Evsei to combine his reflections on Jewish culture with Russian
religious philosophy. Evsei translated several Russian philosophers into German, notably
Viacheslav Ivanov (Die russische Idee, 1930) and Nikolai Berdiaev (Das Schicksal des Men-
schen in unserer Zeit, 1935), etc. See Podzemskaia 2024.

20 Kandinsky’s letters and copies of Shor’s letters are preserved in the David and Yehoshua Shor
Archives, The National Library of Israel, Jerusalem, Arch. 4° 1521, file 75. The first thirteen
letters from 1922-23 were published in Segal-Rudnik 2023.

21 The development of artistic policy in the department headed by Zholtovskii was in the hands
of his assistants Ivan Fidler, Aleksandr Poliakov and, above all, Evsei Shor. See Kazus’ 2009:
43, 62, 65, 66, 212, etc.

22 «[...] BO3MOXHOCTb, OBITb MOXKET, WIII30pHAsA, CTPOUTEIbCTBA XYAOXKECTBEHHOI
KY/IbTYPBI».
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OTPAaHNYMBAIUCH TEM, UTO 51 CTUMYIMPOBAT UX PabOTy; B TO XKe BpeMs s
CTapascs CTaBUTDb MX B TaKye YCIOBNUA, 4TO pabOTa — HECMOTPS Ha TsXe-
JI0€ PEBOJIOIVIOHHOE BpeMs — MOIJIa ObITh PallMOHANILHO OIIadeHa M, 3Ha-
YUT, CEPhE3HO BBHINIOIHEHA. B TsKe/ble MUHYTHI KO MHE NPUXOAVIN OHNU 32
MaTepUaIbHOI MOfIePXKKOIL, KOTOPYI0 MHe yAaBaJoCh UM OKasbIBaTb O1a-
rojapst MoeMy oduIagbHOMY IOIOXKeHMI0. MeHs Bcerga cobmasHsaa Ta-
KasA IOMOIIb JIIOAM, KOTOpasg CIIOCOOCTBYeT peanu3aliuy CaMbIX JTyYIINX
BO3MOXKHOCTEI UX, CIOCOOHOCTENl ¥ [apOBaHMIl, M TaKas OpraHM3alNsd
KaKoro-n1mbo fea, mpy KOTOpOit — 6arofaps yLauHOMY MCIIO/b30BAaHIIO
U pacIIpefie/IeHNIo JTIofiell — 3T JJAPOBAHMA U CHOCOOHOCTY NAIOT yHecATe-
peHHBIIT 3 deKT, TaKoe OTHOIIEHME K JieNy ObIIO, IOXKAaTyil, e[MHCTBEHHBIM
CTHMYJIOM K paboTe 3a 9TV TPYAHBIE TOLBL BeAb PaboTaTh 6e3 yBIedeHU
HEBO3MOXXHO, IMYHOI 5Ke PabOTHI OCYIECTB/IATD 51 He MOT.

(Shor 19237)

After all, it is funny to say that almost everything that university graduates
(Gabrichevskii, Shervinskii, Sidorov, etc.) did in the field of art theory during
the revolution was done by them in fulfilment of assignments from the Archi-
tectural Art department, on my initiative and in accordance with plans I had
developed. My relationship with them was not limited to stimulating their
work; at the same time, I tried to put them in such conditions that their work,
despite the difficult revolutionary times, could be rationally remunerated and,
therefore, seriously carried out. In difficult times, they came to me for finan-
cial support, which I was able to provide thanks to my official position. I have
always been tempted by helping people in ways that contribute to the realisa-
tion of their best opportunities, abilities, and talents, and by organising things
in such a way that, thanks to the successful use and distribution of people,
these talents and abilities have a tenfold effect. This attitude towards work was
perhaps the only incentive to work during those difficult years; after all, it is

impossible to work without enthusiasm, and I could not do my personal work.

The Architectural Art department had barely been established in March 1919,
when an article entitled “Narodnaia arkhitektura® (“People’s Architecture”),
published in the newspaper Zhizn' iskusstva (Life of Art) on 10-11 May
1919, already announced the publishing activities of this department. We
learn that Serlio and Vasari’s treatises were being translated and that
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a “spetsialnyi slovar’ arkhitekturnykh terminov” (“Special Dictionary
of Architectural Terms”) had already been compiled (Kazus’' 2009: 369-
370, doc. 42). In 1920, the magazine Khudozhestvennaia zhizn' (Artistic
Life) published an article on the editorial work of the Architectural Art
department, which, it said, was designed with educational and artistic
objectives in mind (Anonymous 1920). It included impressive lists of texts,
classified as general, historical, theoretical and technical works, already
translated or in the process of being translated. Among these works are
Vitruvius’s “I dieci libri dell’architettura. Roma” (marked as currently
being translated); Palladio’s “I quattro libri dell’architettura® (marked as
translated) and “Antiquitates urbis Romae” (currently being translated);
Vasari’s “Le vite de’pitt eccellenti pittori, scultori ed architetti” (largely
translated); Charles Blanc’s “Grammaire des arts du dessin” (currently
being translated); “Lart de batir chez les Egyptiens” by Auguste Choisy
(translated), and others.

This editorial project is linked to Kandinsky’s activities at the IZO depart-
ment, where he oversees the work of the “masterskaia reproduktsii” (“Repro-
duction Studio”) and operates within the Art Literature Sub-department of
the IZO. In the winter of 1918-19, an ambitious publishing programme was
developed there, as detailed in the department’s report signed by its head
David Shterenberg (1919: 67-68). It refers to works on painting technique,
including a translation of the Eibner manual mentioned above. A separate
section is devoted to classical art literature. These are Russian translations of
treatises by Vitruvius, Cennini, Alberti, Palladio, Delacroix’s Journal, etc.

Significant similarities between this list, compiled with Kandinsky’s par-
ticipation, and the one mentioned earlier, which was drawn up by Shor for
Zholstovskii’s Architectural Art department shortly after it separated from
IZO, suggest that they were in fact part of a single joint project, developed
while Zholtovskii was still part of the IZO.

In the winter of 1918-19, all three (Kandinsky, Shor, Zholtovskii) appeared
alongside poet Vadim Shershenevich (Shor’s brother-in-law) at a Collegium
dedicated to preparing the Entsiklopediia izobrazitel'nykh iskusstv (Visual Arts
Encyclopedia), established by the IZO (Iskusstvo 1919, 3 (1 February): 4). The
Encyclopedia was to include general articles on the visual arts, as well as ter-
minology and biographical and bibliographical notes on painters, sculptors
and architects. Roman Jakobson’s involvement in this project is attested by his
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interview with Krystyna Pomorska. According to Jakobson, he was supposed
to write an article on semiotics in painting, and Kandinsky was to explain
the meaning of semiotics as a concept to others (Jakobson/Pomorska 1980:
124-125).2

Until recently, our knowledge of the Visual Arts Encyclopedia project was
limited to the small notice published in the IZO newspaper Iskusstvo and to
Jakobson’s interview, but today we can provide some additional details thanks
to the discovery of two documents in the Narkompros archives.?* They are
filed among the minutes of meetings of the Kontaktnaia komissiia (Contact
Commission) established for the organisation of the Museum of Pictorial
Culture, of the Lektsionnyi podotdel (Sub-department of public lectures) and
other bodies of Narkompros, relating to the year 1919.

The first page, containing an unsigned typed text, indicates that it is
an “Appendix to the Minutes of the Meeting of the Presidium of Artistic
Collegium No. 10 on 5 February 1919” It contains a “Plan obshchei chasti
Entsiklopedii Izobrazitel'nykh Iskusstv” (“Plan for the General Section of
the Encyclopedia of Visual Arts”), Section II, Philosophy of Art (Aesthetics).
The following points are listed: the aesthetics of Antiquity, from the Archaic
period to Longinus, Philostratus and Plotinus; the Middle Ages, the Renais-
sance, French and English modernity, but above all German modernity from
the eighteenth to the nineteenth century, up to the “aesthetics of content”
(Friedrich Vischer, Rudolf Hermann Lotze, Karl Rosenkranz) and the “aes-
thetics of form” (Johann Friedrich Herbart, Robert von Zimmermann, Edu-
ard Hanslick). But it is above all contemporary aesthetics that is covered in
detail: the shift towards empiricism and psychologism (Fechner), normative
aesthetics (Hermann Cohn, Johann Georg Hamann, Jonas Cohn, Benedetto
Croce), psychological aesthetics (Hermann Sibeck, Robert Vischer, Theodor
Lipps, Wilhelm Worringer), and experimental aesthetics (Gustav Fechner,

23 Aleksandr Parnis suggests that some of Jakobson’s articles published in the newspaper
Iskusstvo may be linked to the Encyclopedia project, particularly the texts entitled “Futurism”
and “Cubism’, although it has not been proven that they were written by Jakobson (“Futur-
ism’, in issue 7, 2 August 1919; “Cubism’, in issue 6, 8 July 1919). On the question of authorship,
see Aleksandr Parnis’s comments in Iakobson 1987: 417-418.

24 GARE E A 2306 (Ministry of Instruction of the RSFSR). Op. 23. Ed. khr. 50. L. 9, 10. See their
publication in the Appendix to my article.
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Wilhelm Wundt). A section on Russian aesthetics and a bibliographic index
were also planned.

The second document, a typewritten text of which only the last part, signed

presumably by Evsei Shor, has been preserved, is devoted to art history. It lists
the major artistic traditions from Italian art in the fourteenth-eighteenth cen-
turies to contemporary art: post-impressionism, expressionism, cubism and
“art without objects”; oriental art is also mentioned. These two independent
documents with a different form of enumeration seem, however, to belong
to the same plan for the Encyclopedia and testify to the scale of the project,
conceived as an interdisciplinary work open to philosophical aesthetics.

The spirit of this project is radically different from that of an Institut
izucheniia iskusstv (Institute for Arts Studies) promoted at the same time in
the IZO department by David Shterenberg and Vladimir Khrakovskii.* This
latter project was undoubtedly drawn up at the time when the first documents
were being drafted to regulate the activities of the Free State Art Studios in
the autumn of 1918. A document entitled “Instruktsiia izucheniia iskusstv’”
(“Instruction for studying arts”) was published in the Spravochnik (Directory)
of the IZO department among other documents devoted to the first reform of
art education.?® Strongly influenced by sociological discourse and focused on
the study of materials in contemporary art production, this project considered
the science of art solely from the perspective of the “history of artistic culture”,
which was to replace “subjective aesthetic evaluation”

Thus, as early as the winter of 1918-19, two alternative projects on the sci-
ence of art were already present within the same IZO department of Nar-
kompros: that of Shterenberg/Khrakovskii, which around 1921 would develop
into a platform for productivist constructivism in Rodchenko/Brik’s INKhUK,
and that of Shor/Zholtovskii/Kandinsky, which would be taken up by RAKhN.
We believe that this genealogy of the Encyclopedia project is important, as it

>

25 A friend of Maiakovskii, a student of Tatlin at the Second Free Art Studios in 1918-19, and,
from 1920 onwards, a teacher at Vkhutemas, Khrakovskii was actively involved in IZO in
reflecting on the theory and methods of art education for children, analysing in particular
its sociological aspects. See Smekalov 2016.

26 We owe valuable information about the authors of the anonymously published Instruction to
Aleksei Sidorov, who, studying the origins of RAKhN in his memoir on the first three years of
the Academy, refers to the first mention of the Institute project in the documents of the IZO
department, dating it to the end of 1918. See Sidorov 2017: 25.
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reveals the names of its true initiators and, through these names, the lines of
its filiation.

One of these lines leads back to the years before the First World War, to
the circles around the Obshchestvo svobodnoi éstetiki (Society of Free Aes-
thetics). According to Fedor Stepun (1990: II, 269-277), those who had known
each other since then continued to meet after the Revolution at the home of
Nikolai Berdiaev and in the apartment of pianist Aleksandr Solomonovich
Shor, Evsei’s uncle and Ol'ga Shor’s father. There they discussed Oswald Spen-
gler’s book, the destinies of Russia and Europe, and their civilisation and cul-
ture (Volkov/Shishkin 2013: 245-246): these subjects were later taken up at
RAKAN. Should these private meetings be seen as the nucleus of attempts to
institutionalise “academies” that were undertaken in the aftermath of the Rev-
olution? Alongside RAKhN/GAKhN and the Vol'naia akademiia dukhovnoi
kul'tury (Free Academy of Spiritual Culture, VADK) in Moscow, we might
mention the Petrograd/Leningrad Vol'naia filosofskaia Akademiia (Free
Philosophical Academy, VOL'’FILA) and the Rossiiskaia/Gosudarstvennaia
Akademiia istorii materialnoi kul'tury (Russian/State Academy of Material
Culture History), as well as the famous publishing house that took the name
Academia. In her research on the institutional history of GAKhN/RAKhN,
Iuliia Iakimenko (2018) studied these academies, which were similar not only
in composition® but also in certain ambitions and modes of operation.*®

The initial editorial project established in the winter of 1918-19, largely
initiated by Shor and Kandinsky, had three main focuses: the programme of
translation and annotated publication of art treatises, the encyclopedic pro-
ject, and the terminology project. As the relationship between the latter two
projects was rather vague, the titles “Encyclopedia” and “Dictionary” were

27 As for the composition of these academies, the example of the Moscow Section of VOL'FILA
is interesting: it was organised in September-October 1921 with the active participation of
Gustav Shpet and Mikhail Gershenzon. In the minutes of the first meeting of the Moscow
Section Council on 29 September 1921, Kandinsky’s candidacy is mentioned. The list of can-
didates also includes Pavel Florenskii, and among the members of VOL'FILA are RAKHN
members Dmitrii Nedovich and Leonid Sabaneev. See the minutes of the first meeting of the
Moscow Section Council on 29 September 1921 (Belous 2005: 208-210, 217).

28 Iakimenko (2018) notes that while Kandinsky and Shor did not succeed in opening a branch
of RAKhN in Berlin, Berdiaev, towards the end of 1922, founded the Vol'naia filosofskaia
akademiia in Berlin, which was joined by those who, in 1921, had been members of RAKhN
for a few months (Frank, Vysheslavtsev, Stepun).
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used interchangeably. Nevertheless, we believe it is important to distinguish
between these two projects, as they stem from two different, albeit related,
pursuits: the first was to synthesise knowledge into a universal and systematic
body, and the second was to enable the appropriate linguistic use of terms in
a specific field. It is clear that appropriate terminology is the prerequisite for
the constitution of any science and, even more so, any encyclopedia. Logically,
therefore, these two projects correspond to successive stages in the develop-
ment of science. The confusion between them in the years 1918-20 shows
that they arose from two different contexts. Indeed, in light of the document
described above, we could assume that the “encyclopedic” ambition belonged
more to the philosophers gathered around Shor. The need to carry out work
on artistic terminology was demanded mostly by artists, Zholtovskii for archi-
tecture and Kandinsky for painting. Indeed, the first mentions of the termino-
logy project concern architectural terms, as we saw in the article published in
May 1919 in Zhizn' iskusstva. As for Kandinskys it is true that he mainly sought
to introduce the terminological work into INKhUK in 1920 and into RAKhN
in 1921. However, it is significant that his three texts from 1919, which were
undoubtedly written as part of the editorial project conceived together with
Shor, are more encyclopedic in nature.?

Regarding the progress of Shor’s encyclopedical project, it must be said
that in the spring of 1921, he worked alongside Kandinsky, supporting him in
his efforts to convince Lunacharskii to create a new Institute of Art Science,
parallel to INKhUK. Shor’s place alongside Kandinsky during this crucial
phase is confirmed by famous photographs in which he is seen standing or
sitting among the group surrounding the artist, alongside Aleksandr Shenshin,
Robert Fal'k, Evgenii Pavlov and Nikolai Uspenskii. It was therefore natural
that in August 1921 he took up the position of scientific secretary of the Phy-
sico-Psychological Department. In 1922, he was still a member of the Depart-
ment’s Presidium. But that’s not all...

In his memoir “Tri goda Rossiiskoi akademii khudozhestvennykh nauk
1921-1924” (“Three Years at the Russian Academy of Art Sciences, 1921-1924”),

29 These are the autobiographical note published in German in the Potsdam magazine Das
Kunstblatt and the texts “O tochke” (“On the Point”) and “O linii” (“On the Line”), which
appeared under the general heading “Malen’kie stateiki po bol’shim voprosam” (“Very Short
Articles on Big Questions”) in Iskusstvo in January-February 1919.
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Sidorov refers to Shor “who, as one of the heads of the Architecture Section
and a key figure in the Academy’s administrative affairs, played a prominent
role there”.*® In 1921-22, Shor was indeed extremely active at the Academy,
where he was a member of the administrative team. He attended Secretariat
meetings and helped to organise the First All-Russian Exhibition of Artis-
tic Industry in 1922. By May 1922, he had accumulated so many positions at
RAKHN that he resigned from his post as Scientific Secretary of the Phys-
ico-Psychological Department. The Architecture Subsection of the Visual
Arts Division was created at RAKhN in January 1922, just after Kandinsky’s
departure. Administratively, its integration into RAKhN was personally man-
aged by Shor. In one of his 1922 publications, Sidorov praised it and placed it
“in first place in terms of the number and quality of lectures that have recently
been given there”, attributing these successes explicitly to Shor’s leadership,
“with the close participation of the greatest architects of our time”, Zholtovskii
and Shchusev.*

After Shor’s departure, the RAKhN Architecture Subsection (which inher-
ited the publishing programme of the Architectural Art department headed
by Zholtovskii in from 1919 to 1921) continued the activities he had initiated:
editing the Dictionary of Architects and the Dictionary of Architectural Art
Terminology, as well as translating and preparing for publication the classic
treatises on architecture (Kazus’ 2009: 400, doc. 64).

The research is funded by the Deutsche Forschungsgemeinschaft (DFG, German
Research Foundation), project number 386757512: ,,Zwischen Wissensutopie
und Archiv. Das Projekt einer ,Enzyklopddie der kiinstlerischen Terminologie®
an der Staatlichen Akademie fiir kiinstlerische Forschung in Moskau (1921-1930).
ErschliefSung neuer Quellen”.

30 «[...] KOTOpBIIT KaK OfMH U3 PyKOBOAMTENEl T APXUTEKTYPHOI CeKLy U OMU3KMUIL y9aCTHUK
A/[MIHVCTPATUBHOI XM3HM AKaJieMIH ChITpasl B Hell BUAHYIO porb» (Sidorov 2017: 41).

31 See RGALL E 941 (GAKhN). Op. 12. Ed. khr. 1. L. 10.

32 «[...] 1O YMCITY M TOCTOMHCTBY NPOYMTAHHBIX 3a MOC/EHEE BPEM JOK/IA/IOB HA TIEPBOM Me-
CTe Hafo, TIOXKaNIyH, TOCTaBUTh CeKIMI0 apXUTeKTypHYyIo, yMeno pykosopumyio E. [I. Illo-
poM Tpm OmKajileM y4acTMM TaKuMX KPYIHENMIINX apXUTeKTOPOB COBPEMEHHOCTH, Kak
V1. B. XKonroscknit u A. B. Illyces» (quoted in Sidorov 2017: 41, note 113).
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Appendix

Two Unknown Documents Relevant to the “Visual Arts
Encyclopedia”

These typed texts conserved at the GARF (E A 2306 (Ministry of Instruction
of the RSFSR). Op. 23. Ed. khr. 50. L. 9, 10) are filed among the minutes of
meetings of the Kontaktnaia komissiia (Contact Commission) established for
the organisation of the Muzei khudozhestvennoi kul'tury (Museum of Pictorial
Culture), of the Lektsionnyi podotdel (Sub-department of public lectures) and
other bodies of the Narkompros, relating to the year 1919.

1. Fragment from the Plan for the General Section of the Visual Arts
Encyclopedia, Section II, Philosophy of Art (Aesthetics)

ITpunoxenne k mporokony 3acemanmsa Ilpesmpmyma XymoskecTBeHHOI
Komnnernn (Ne 10) 5 dheBpans 1919 T.

[Tnan O6ueit Yactu Duiuknonenyu V3o6pasutenbHblx VckyccTs
II-11 Orpen. unocodus VckyccrBa (ScreTuxa).

A. AHTMYHas DcTeTuKa
Kput n MukeHns
YyscTBO KpacoTsl y [omepa
Mucruko-pomanTiyeckas scretuka VII u VI .
ScTeTNKa Tpareguu
Kmaccuimsm V-ro Beka
Jexapanc 1 60pb0a 3CTETUIECKNX MHEHNIT B 110Xy COPUCTOB
Yuenne IIaToHa o Kkpacote
AcreTrKa Apucrorens
O611111e OCHOBBI AaHTUYHOI 9CTETUKI
Komnern gpesnux yuennit: Jlourun, @unoctpat crapumii, ITnorun
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b. Cpenune Beka u Bospoxenue

B. Hosoe Bpems (konen; XVII u XVIII u navyano XIX B.)
Byasno n ¢paniyscknit KIaccumyusm
AHIIMIICKas U MIOT/IaHICKAS 3CTETHUKA:
Medrcbepn
Tetuecon’
Tom?
Bépk?
Tlxxepappn® u np.
Hewmenkas sacretuka:
Jleit6uur u baymrapren
Bunkenbman u Jleccunr
KanTt
Tete
HInnnep
ScTeTHKa pOMaHTH3Ma
Ienmuar
Terenn
Ilonenrayep
Acretnka copeprxanus (O. Guinep > Jlotie, Posenkpaui u fpyrue)
Acretuka popmsl (lepbapt, [Tummepman, Tancmmk )

I. CoBpeMeHHas 3CTeTUKA
IToBopoT K smMnupusmy u ncuxonornsmy (I. Gexuep’)
CospemenHas HopMmarubHas actetuka (Kou®, Tamann’, Kpoue, Koren n

mp.)

1 Francis Hutcheson. — The footnotes are the responsibility of the text’s publisher (Nadia
Podzemskaia).

Henry Home Kames.

Edmund Burke.

Alexander Gerard.

Fr. Th. Vischer.

Eduard Hanslick.

Gustav Theodor Fechner.

Jonas Cohn.

Richard Hamann.

O N WV R W
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CoBpeMeHHas Ticuxonorndeckas sctetnka (3ubex ', P. @umep ', Tummc'?,
Kronme ™, Boppunrep u p.)

CoBpeMeHHas 9KCIlepUMeHTanbHas actetuka (Dexnep, Bynar, Burmep !4,
Ceranb®, Meiiman '® u ap.)

CoBpeMeHHasA conporornmdeckas scretuka (Iroito u gp.)

Pycckas acretuka

E. bubnuorpadnyeckuit ykasarenb

CexpeTapb

2. Fragment from the Plan for the Section of Art History, Presumably
Intended as Part of the Visual Arts Encyclopedia

6. HoBoe nckycctso B Vramu (XIV-XVIII B.)

a) Ckymprrypa (XIV-XV)
6) Cxymprrypa (XVI-XVIII)

B) JKusomucs (XIV-XV)
r) Xusommcs (XVI-XVIII)

&) Apxurexrypa (XIV-XV)
e) Apxutextypa (XVI-XVIII)

) IIpuknagHoe UCKyCCTBO

7. HoBoe uckyccrBo B ipyrux crpanax (XIV-XVIII)

10
11
12
13
14
15
16

a) Opanuus: Bospoxpenne
XVII Bek
XVIII Bek

Hermann Siebeck.
Robert Vischer.
Theodor Lipps.
Oswald Kiilpe.
Lightner Witmer.
Arthur Segal?
Ernst Meumann.



44 Nadia Podzemskaia (Publ.)

6) Vcnanusa

B) lepmanusa

r) Onanppus

1) Hupepnannsr

e) Aurmusa n CKaHIMHABUSA

8. Hoseitiee nckyccrso (XIX-XX)
a) Knmaccrusm
6) PomanTusm
B) Peanusm
r) Vcnpeccuonmnsm
1) IocTumnpeccnonnsm, DKCIPECCHOHN3M
e) Kybusm. becripemeTHOE MICKYCCTBO.

9. Pycckoe nckycctBo
a) ApxuTexTypa
6) JKusomuch
;) <sic> Ckynbrypa
e) IIpnkmagHOE MCKYCCTBO

10. BocTok
a) Mannsa, Mingo-Kurain
6) Kurait, SImonus, Kopes
B) MycynpManckuii Boctok

Cekperapb
<ITopmmcp>
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Maria Silina

Between Disciplines and Methods: In Search of an Object
of Art Studies at the Academy of Artistic Sciences
(1921-1930), Moscow

Abstract: This article examines the State Academy of Artistic Sciences (GAKhN,
1921-1930) as an institutional and theoretical project that sought to establish a sci-
entific foundation for art studies through the concept of artistic form. Rather than
deriving form from individual artworks, GAKhN scholars constructed a third object
through the spatialisation of elements, projections across disciplines, and intersections
of methods embedded in institutional design. Drawing on archival materials from
the Dictionary of Artistic Terms and texts by authors such as Nikolai Brunov, Vasilii
Zubov, and Nikolai Zhinkin, the article shows how phenomenology interacted with
art-historical materials in the effort to articulate a theory of art. As I argue, despite
the strongly spatial and volumetric character of artistic form as a model of inquiry,
its most productive legacy lies in a logic of projections and overlaps through which
the autonomy of the object of art studies was sought within a materially bounded en-
vironment. Although the historical conditions of the GAKhN project can no longer
persist as a distinct program, the article situates the Academy as a genealogy of con-
temporary interdisciplinary art studies and of the enduring institutional tensions that
continue to shape the ontology of art today mainly by representatives of the visual
arts, who were dissatisfied with the state of terminology in art theory.

Keywords: art history, art studies, phenomenology, Russia, history of humanities

1. Introduction

This article examines the State Academy of Artistic Sciences (Gosudarstven-
naia akademiia khudozhestvennykh nauk, GAKhN, 1921-1930) in Moscow as
an institution that sought to reorganise scientificity in the humanities. This
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ambition was shared with German art historians and philosophers associated
with Allgemeine Kunstwissenschaft as a key reference (Collenberg-Plotnikov
2021). In the intellectual climate of the early twentieth century, the human-
ities were seen as lacking objective methods and lagging behind the natural
sciences. Scholars turned to philosophy to establish a rational and objective
science of the arts. As Gustav Shpet (1926: 5), phenomenologist and head of
GAKhN’s Philosophy Department, noted, the emergence of art studies as a
correlative theory to empirical (historical) sciences was a long-standing task.
The article examines how this correlation was constructed and how philoso-
phy was brought into interaction with art-historical disciplines and their core
definitions to produce a scientific model for art studies.

As a starting point, I argue that, rather than asking what art is, GAKhN
scholars sought to determine the object that would make art studies possible
as science. In this pursuit, they followed thinkers such as Edmund Husserl
and Georg Simmel. Husserl reflected on the systematic formation of new dis-
ciplines through the coordination of mathematics and emerging empirical
sciences into self-evident structures (Husserl 1969 [1914]: 14-15; 1970 [1936]:
62-70), while Simmel employed the category of mood - neither attributable to
the artwork nor to the viewer - to analyze how infinite nature is transformed
into landscape as a bounded aesthetic object (2007 [1913]). At GAKhN, the
construction of such a knowable object — termed artistic form - proceeded
through systematic engagement with art-historical disciplines. It was con-
ceived neither as the visible configuration of an artwork nor as an abstract
concept, but as a relational third object produced through spatial, disciplinary,
and institutional operations. This correlation, structured as a “neither-nor”, is
visible across the activities through which artistic form was traced: elements,
disciplines, and the positionality of experts. As I show in the conclusion, when
read topologically within the tradition of late phenomenology, a persistent
tension between the relational position of the art object and the localisation
of knowledge continues to structure the field, albeit in dispersed form; at
GAKAN, this conjunction was more explicit, making it possible to grasp the
tension as a unified inquiry into the ontology of art.
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1.1. Scholarship on GAKhN’s Methodology in Arts

Scholarship has most productively focused on GAKhN’s search for objectiv-
ity through artistic form - the core analytical entity of art studies. Plotnikov
(2010, 2023a, 2023b, 2023c¢), Plotnikov/Podzemskaia (2017), Gidini (2010), Grii-
bel (2010), and others identified philosophy - especially phenomenology - as
the main vehicle for formulating artistic form as a particular linguistic and
epistemic paradigm beyond descriptive aesthetics.

In contrast, within art studies and art-historical methodologies, GAKhN’s
legacy is often regarded as incomplete or even a failure. Beyond the formal
incompleteness caused by the Academy’s forced liquidation (Poleva 1998),
scholars have increasingly attributed this failure to tensions in how phenom-
enological methods interacted with art-historical disciplines. Igor’ Chubarov
characterised the project as both utopian (2010) and unsuccessful in produc-
ing a synthesis capable of operating at sociological, psychoanalytical, or meta-
physical levels (2014: 291). Hansen-Love and Obermayr (2022) emphasised
the synthetic character of GAKhN’s methods, based on the intertwining of
mediating forms, but argued that this synthesis lacked the analytical rigor of
formalism. Nikita Sazonov and Anke Hennig (2021) frame GAKhN within
a post-disciplinary tradition, describing it as an early instance of “method-
ological communism’, in which heterogeneous methods and media coexisted
without disciplinary unity; as Hennig argues, the discussions themselves
functioned as the scientific model (ibid.: 153). My own research (Silina 2021)
extends this line of inquiry by showing that the specific organisation and
subordination of departments and units were structurally designed to facili-
tate the research model of new artistic sciences, rather than merely to enable
forms of multi- and interdisciplinarity as understood today. More recently,
Flack (2023) has called for closer attention to the “cracks” between GAKhN’s
declared philosophical objectives and its systematic ambitions, demonstrating
that phenomenology did not merely confer conceptual legitimacy but oper-
ated through borrowed elements from the empirical sciences, generating a
model of objectivity dependent on material and technical practices of the arts
and, as I would add, on short-term disciplinary conventions.

Building on these debates, the article shifts the focus from methodologi-
cal (in)coherence to philosophy’s role within art-historical disciplines, asking
how art has been enacted as a theoretical activity.
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1.2. Content and Object of This Study

My analysis draws on materials related to the Slovar’ khudozhestvennykh ter-
minov (Dictionary of Artistic Terms), an unfinished GAKhN project that gen-
erated extensive archival records. These include dictionary entries by Nikolai
Brunov for the Spatial Arts Department on space and surface, among others,
as well as preparatory materials by Vasilii Zubov such as his text on Goethe’s
Farbenlehre (Metod i put'izucheniia khromatiki Gete, 1924) and on the herme-
neutics of scientific terminology (Genezis nauchnoi terminologii, 1924). Niko-
lai Zhinkin’s essay on portraiture (1927) is examined to clarify the objective
grounding and autonomy of the new science.

The final section addresses the historical afterlives of the GAKhN model -
its enduring tension between epistemic structure and institutional embedded-
ness. I argue that the relational framework through which GAKhN produced
the object of art studies reappears in postwar interdisciplinary theory and
in museums, which continue to hold open the gap between institutionally
located art and art history.

2. Spatiality as the Language of Science

As Aleksei Sidorov, the chronicler of GAKhN, noted in describing the task of
creating a new science of art from the perspective of institutional design, the
aim was not the exhaustive historical study of artworks, but the identification
of regularities that unified them through technique (Sidorov 2017 [1924]: 74).
In this context, the term tekhnika (technique) carried a specific meaning: the
historical arts were described as “technical”! It came to denote the defining
principle of each art form - such as space in the spatial arts of painting, sculp-
ture, and architecture. In GAKhN’s practice, this emphasis on the technical
foregrounded the concrete and functional character of the visual arts while
rendering their elements operable, extractable, and instrumental.

Crucially, basic elements were not defined through the isolation of essence
in concise formulae. Instead, analysis operated in two directions: elements
were first understood as part of space and then reconnected to it through psy-
chophysiological speculation and historical hermeneutics, while space itself

1 RGALL E 941. Op. 14. Ed. khr. 11. L. 27-29.
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was conceived as a bounded yet potentially infinite locus - object-led and
object-defined - and approached in art studies and art history as spatiality.

2.1. Surface and Plane as Spatial Elements

Although a plane is defined as a two-deminsional entity, Nikolai Brunov, then
an emerging historian of architecture, emphasised in his entry for the Dictio-
nary of Artistic Sciences that its “flatness” operated through thickness, such as
that of a wall, which actively marked spatial differentiation (Chubarov 200s5:
318-319). In painting, this understanding produced motifs of “pushing through”
or “piercing” the plane, since painting generated illusory space: the plane func-
tioned either as a material support or was intensified through painterly tex-
ture and representational techniques that evoked depth. Brunov situated these
terms within the broader concept of spatiality, which manifested differently
in architecture and painting. The same logic applied to the concept of surface
(ibid.: 319), which, like the plane, related to space through volume and mass and
characterised the physical properties of mass. Both elements were analytically
reconstructed as volumetric-spatial ones, and extracting their essence from
technical definitions meant revealing relationships articulated in spatial terms.

Only Brunov’s definition of space, developed in a subsequent entry (Chu-
barov 2017: 96-100), clarifies why all other elements — seemingly flat and
autonomous — were nevertheless defined as space-related: voluminous, ste-
reometric, and interconnected. According to Brunov, space is not directly
given in art; rather, the spatial arts exist to reveal spatiality. He distinguished
three aspects of space: the “means of spatial construction” (line, surface, light
and shade, colour); types of space defined by different modes of visual artic-
ulation, including background “empty space” and illusory infinity; and the
relationship between humans and space, articulated through visual and motor
faculties and their expressive effects. Space was experienced as environment
or place — confronting or enveloping the body, diminishing it, or harmonizing
bodily movement and presence. Its defining property lay in its connectedness
to other elements: geometric or stereometric models, bodily projections, and
visual or motor representations.

With the growing interest in optics and psychophysics, the bodily dimen-
sion entered art-historical analysis through vision, tactility, and especially
Einfiihlung (empathy), a concept introduced by Robert Vischer in the 1870s
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(Payne 2012: 116-128). Spatiality as a form of interactions and impressions,
understood from the perspective of bodily movement and its coordination
with visual volumetric forms, was elaborated in the most straightforward
manner by the German professor of architecture August Schmarsow. For
Schmarsow, architecture as a true - that is, free — art (rather than an engi-
neering or applied discipline) was to be developed as an object of aesthetic
enjoyment. Architectural form, in this sense, constituted an object whose
analysis was guided by what he termed an Asthetik von innen — an “aesthetics
from within” (Schmarsow 1894: 3—4). Schmarsow’s works were not translated
into Russian, and further research is required to determine precisely how they
were read and discussed in Russia. Nevertheless, they were clearly circulating
among GAKhN scholars as part of the broader tradition of Allgemeine Kunst-
wissenschaft (Colleberg-Plotnikov 2021: 142-161). Within this framework, the
dictionary introduced the concept of “Architectural Forms” (Chubarov 2005:
65-68), in which Brunov elaborated effects such as massiveness, painterliness,
and rhythms of movement inside and outside, articulated through architec-
tural surfaces and their optical, kinetic, and tactile interrelations. The aes-
thetic effects of plane and surface thus operated through flatness in relation
to space — via rhythm, contact, volume, or illusion. Beyond the importance of
thinking in forms as a dynamic relational entity, it is crucial that architectural
form functioned as a “carrier of architectural experience”: neither a concrete
building nor pure architecture, but a third object - a projected model that
rendered explicit the relations between the human body, movement, and sen-
sory effects.

2.2. Colours

Vasilii Zubov’s essay on Goethe’s Farbenlehre demonstrates that colour was
also placed within spatial relations to reveal the operation of artistic form.
Unpublished during Zubov’s lifetime, the essay was discussed at GAKhN on
two occasions in 1924 (Sidorov 1926: 22). Zubov approached Goethe’s colour
theory not as a literary or philosophical system, but as the work of a thinker
engaged in empirical inquiry (Dobrokhotov 2010: 123). His central question
was how Goethe actually saw colours, or more precisely, what colours were
as scientific objects at the time Goethe examined them. According to Zubov,
Goethe was concerned neither with physical or chemical explanations of
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colour nor with psychological perception, but with colour as an object: the
colours of clouds, effects produced by substances such as water or stone, and
colours “without me” («6e3 MeHs»; Zubov 2004: 110).

To reveal the object-based understanding of colors in Goethe's work,
Zubov linked colour to the tasks of ancient optics, which addressed begrenzt-
Gesehenes (bounded and visible) and Bild (images), never colour or light in
abstraction, but always a coloured or illuminated body (ibid.: 114). Colour
was thus inseparable from the spatial and material conditions of visibility. To
grasp colour as visible objects historically — from antiquity to the nineteenth
century — Zubov analyzed them along two axes. On the one hand, he treated
optics as the science of visible objects, defining its categories and modes of
analysis (ibid.: 113); on the other, he approached vision itself as an object of
inquiry distributed across multiple disciplines. This vertical (disciplinary) and
horizontal (subject-based) analysis closely mirrored the institutional organi-
sation of GAKhN, as I will discuss later in the article.

Zubov’s hermeneutic analysis of colour proceeds in two directions simul-
taneously. Its first aim is to clarify colour as objecthood within the study of
vision. To this end, Zubov turns to Aristotle and the Stoic tradition, in which
inquiry addressed not only what is sensorially visible but also objects of vision
that convey knowledge through cognition rather than sensation alone. He
illustrates this with examples such as “the son of Robert”, “a Frenchman’, or

“someone born in Paris at one oclock in the morning” - attributes not per-
ceived sensorially yet nonetheless seen when one looks at a person (ibid.: 118).
These are objects of vision, including colours, apprehended indirectly, through
something else.

Zubov’s demonstration of the overlap between the notion of colour and its
objecthood does not stop at the categories of vision but, secondly, extends to
the historical differentiation of the sciences that study colour as a visible object.
He reminds the reader that in ancient optics, for example, works such as Roger
Bacon’s Perspectiva in the Opus Maius treated optics simultaneously as geo-
metrical analysis, physical theory, anatomical and physiological accounts of
the eye, and early psychological approaches to the senses (ibid.: 115). The inter-
section of object-based inquiry and disciplinary organisation thus generated
composite categories such as density, shadow, darkness, beauty, ugliness, sim-
ilarity, and difference, pointing to a more fundamental problem: colour as a
question of the separability and inseparability of colour and light as qualities
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of form and place (ibid.: 121). What is key in Zubov’s method is not the claim
that colours are analytically separable in different contexts, but that the very
operation of separation is itself historically rich and potentially inexhaustible.
The horizontal and vertical operations of analysis thus worked together to pro-
duce an epistemic ontology of colour, understood both as an object of knowl-
edge and as a component of scientific practice. In this way, colour ceased to
be a perceptual quality and became a relational construct within a spatial and
disciplinary network — precisely the condition that allowed it to participate in
the formation of artistic form as a third object of art studies.

Taken together, Nikolai Brunov’s use of psychophysiology to expand the
core definitions of art studies through spatial, bodily, and kinetic dimensions
and Zubov’s hermeneutic effort to achieve a comparable spatialisation reveal
a broader methodological logic at work within GAKhN. Elements that had
come to appear analytically separable — through the hard-won developments
of the art-historical formal school — were discursively volumised and reinte-
grated in heterogeneous relationships in the inhabited space. As the following
sections will show, this operation made it possible to construct form as a ratio-
nal structure of potential interactions in space, as well as across other forms,
including entire disciplines.

3. Projections between Disciplines, Institutional Units, and Vocabularies

It was intentionality — understood as connections, correlations, and modes of
linkage — that ultimately grounded the claim to objectivity in the project of
constructing a science of art. As this section argues, the object of art studies
was projected beyond the boundaries of established disciplines and methods,
thus constituting an autonomous object and language.

At this juncture, it becomes difficult to distinguish where spatiality and
volumetric visualisation function as representations of a scientific model of
the object of study, and where the construction of spatiality itself operates as
an objective method - one that grounds relations to produce meaning. As this
section will show, one reason for this difficulty lies in the absence of stable
scales and fixed reference points that held these visualisations of the artistic
form. Instead, the framework was defined by socially constituted structures
that are now historical: disciplines, the institutional organisation of GAKhN
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itself, and scientific language in its relation to other types of language, con-
ceived as relatively closed or stabilised systems.

3.1. Autonomous Object and Existing Disciplines

Nikolai Zhinkin’s essay “Portretnye formy” (“Portraiture Forms”), published
in Iskusstvo portreta (The Art of Portraiture) in 1927, was a key outcome of
GAKhN’s attempt to formulate an objective method. It developed a theory
of portrait forms as intersections of multiple disciplinary fields — psychology
of personality, social typology, and painting understood as a historical and
cultural type - to construct an autonomous ontological form corresponding
to a specific object: the portrait in art.

This task echoes earlier efforts, most notably Georg Simmel’s “The Philoso-
phy of Landscape”, which sought to identify the “form” that transforms nature
into landscape as a coherent artistic whole (Simmel 2007 [1913]; Plotnikov/
Podzemskaya: I, 190-223). For Simmel, the idea of landscape exists nowhere
as such; it is a mood, something added to nature, which is infinite and without
boundaries, yet becomes bounded through human experience of contempla-
tion and inhabitation. Crucially, Simmel described this transformation as a
detachment: an objectifying act (optical, aesthetic, or mood-centered) that
converts the infinity of nature into a landscape as an image (Bild) (Simmel
2007 [1913]: 21). At GAKhN, Zhinkin’s method consisted in the scrupulous
overlapping of disciplines, projecting pathways through existing fields to
locate such detachment for the art of portraiture by objective means. What in
Simmel appeared as a unifying intuition thus became, at GAKhN, a rational
procedure of moving across and between heterogeneous forms.

Zhinkin formulated his task as the analysis of the “content and structure of
the object through the intersection of different forms in their relationships”?
(1927:16). Each of these forms was heterogeneous, had its own original “carrier”,
and yet participated in the production of new forms no longer directly tied to
those carriers. This approach closely corresponds to Gustav Shpet’s concept
of internal forms, one of the central categories in GAKhN aesthetics, whose
intersections generated artistic form as an autonomous entity. Zhinkin sought
portrait forms that could not be defined through nominal classifications of

2 «[...] comepxaHme ¥ CTPYKTYpy IpefMeTa depes IepecedeHNe pasHbIX (OpPM B KX
B3aMMOOTHOLIEHMSIXY.
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portraiture (ibid.: 12), the presence of “essential features” (cyujecmeenmoix
npusHaKos, 1927: 14), or formalism understood as schematic reduction capable
of producing only “the scheme of a single category of forms” (cxemy xaxoii-
260 00Hoti kamezopuu dopm, ibid.: 16). Not every image of a human figure
or body constitutes a portrait (ibid.: 18, 20), nor does every portrait require
resemblance to an “original”. Rather than functioning as an analog or dop-
pelgdnger, the portrait produces identity: it is self-contained and generates
a “portrait personality”. What appears at first glance as a negative operation —
often emphasised by commentators (Chubarov 2014: 287) - is in fact Zhinkin’s
method for constructing these internal forms. By rejecting numerous modes
as proper portrait forms, Zhinkin nonetheless affirmed them as intersections
that participate in the constitution of the portrait.

Beyond the philosophical layer (what a portrait is) and the socio-psycho-
logical layer (what personality is), Zhinkin (1927: 22) turned to painting as a
historical type of portrait. He proceeded from the premise that painting is a
spatial art grounded in surface, which is itself a spatial phenomenon - a posi-
tion consistent with Nikolai Brunov’s understanding of surface. As Zhinkin
described it, the figure emerges through the interaction of surface, colour,
and plane. Visibility does not precede form but is produced through light
and colour, which operate primarily at the level of surface rather than depth.
The figure is thus not a pre-given entity but the result of a dynamic process
in which plane and colour mutually define each other. This process unfolds
through tension among colour, light, and surface and their numerous tran-
sitions that range from chromatic indeterminacy to clear figural articulation
and separation from the surrounding field (ibid.: 23-24).This argument brings
together motifs discussed earlier: the construction of spatial form through the
recombination of analytically distinct elements and the emergence of unity
through relational interaction rather than isolated properties. The pictorial
surface functions as a topological space defined by optical boundaries, yet this
painterly surface alone does not constitute portraiture. Instead, it operates as
one internal form among others, entering conjunctions that make the portrait
possible as an autonomous artistic form.

One such form that, as Zhinkin stressed, is crucial for portrait forms is
gesture (ibid.: 28). It is the kind of detachment described by Simmel, trans-
forming something potentially unbounded into artistic form. Gesture, as a
portrait form, most fully satisfied Zhinkin’s phenomenologically oriented
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analysis, focused on objecthood and intentionality. Gesture always implies
meaning; it humanises, operates simultaneously on social and typological
levels, and functions as a rhetorical device. For classificatory clarity, Zhinkin
distinguished “characteristic” forms from “expressive” ones — those interpreted
through social or cultural context. Crucially, gestures — of the sitter, the artist,
and broader formations of worldview — were analyzed in combination, forming
sequences of forms. By passing through these sequences, Zhinkin traced the
projection of portrait form emerging at their intersections. He understood this
task as methodological: to identify ever more intersections of forms and layers
to integrate portrait analysis into the analysis of worldviews (ibid.: 50). He ulti-
mately halted this project, noting that no theory of personality in art yet existed,
since the necessary ontological links to personality had not been established.

The conception of objecthood and objectivity within art studies is deci-
sive here. Autonomy was achieved through rejection of existing disciplinary
frameworks: fields such as psychology intersected with the object of study,
yet analysis projected the object beyond them - their relationship was inter-
dependent but no way hierarchical. At the same time, this search for auton-
omy remained inseparable from disciplines understood as socially established
and materially grounded realities rather than pure methodologies. Zhinkin
did not synthesise psychological concepts such as psychopathic personality
or expressivity; instead, he exposed psychology’s tasks — most notably the
characteristic nature of gesture — as connective problems enabling the iden-
tification of further objectifying forms. Thus caricature, for example, with its
exaggerated depiction of character, appears as a moral allegory that exceeds
the autonomy of the artistic image (ibid.: 38-39). The autonomy of the object
of art studies was therefore produced through projection across materially
grounded, almost naturalistically conceived disciplines treated as immediate
objective reality.

3.2. Between Institutional Units

The ability to project specific forms of portraiture beyond established disci-
plines and thereby construct an autonomous object of study echoed the insti-
tutional environment of GAKhN. It reflected a shared spatial visualisation of
scientific practice.
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At GAKhN, art studies were conceived in explicitly spatial terms, includ-
ing, in a very concrete sense, the positioning of the sciences within the insti-
tutional environment itself. When describing the structure of knowledge,
GAKAN scholars employed vertical and horizontal terminology to visualise
the organisation of subjects and their relation to methodologies. As Aleksei
Sidorov noted, analytical groups could “quite correctly be thought of as lines
of horizontal sections constructed at right angles to the work of the depart-
ments”? (Sidorov 2017 [1924]: 64). The Philosophy, Psychophysiology, and
Sociology departments each represented a distinct methodology of inquiry
and were conceived as vertical dissections of the object of study.

This spatial model of interaction between art-historical objects — paint-
ing, colour, portraiture — and disciplines such as philosophy, sociology, and
psychophysiology depended on treating disciplines as productive, rather than
descriptive, operations that constituted the object of study within a relational
intersection. Study groups, in turn, functioned as typological and disciplinary
units in which painting, sculpture, or perspective, as components of the spa-
tial arts, were examined through multiple methods. Accordingly, the struc-
ture of meetings and working sessions at GAKhN followed a twofold logic.
Scholars from the Philosophy, Psychology, or Sociology departments could
be convened to analyze painting as a distinct type from three different per-
spectives (normally two). In another scenario, philosophers or experimental
psychologists provided readings of elements understood as common to all
arts. Collaboration thus took the form of an intersection between a particu-
lar method and a disciplinary subject. For example, psychophysiology exam-
ined the perception of different art forms — painting, theater, and others - in
separate sessions or working groups. This dual orientation toward disciplines
and methods was embedded in the institutional environment as part of the
research design. A rational and methodologically coherent organisation was
thus seen as a guarantee of the effectiveness of the research program.

A revealing example is Nikolai Tarabukin’s talk “Rhythm and Composi-
tion in Ancient Russian Painting”, delivered in December 1925.* Tarabukin,
a prolific art historian and critic, argued that rhythm and composition were

3 «VIX BIIOJIHE NPABUIbHO MBICINTD KaK JIMHUYM TOPU3OHTAIbHBIX CEYEHUIT, TOCTPOEHHBIX
II0J IPSIMBIM YITIOM K paGoTe OT/e/IeHMIl».
4 RGALL E 941. Op. 3. Ed. khr. 53.
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the defining features that identified an object as art. To demonstrate how
these elements produced different types of artistic statements, he conducted
a formal analysis of several icons. The group in which he presented his paper
was dedicated to the study of the evolution of artistic form (Gruppa évoliut-
sii khudozhestvennoi formy). It examined the national development of Rus-
sian art through the identification and comparison of elements, including
detailed consideration of neighboring regions such as the Caucasus, Western
Europe, and Eastern Asia within the framework of the Vilkerwanderung tra-
dition. Back then, the history of migration and the study of related cultures
were closely aligned with psychology, including ethnic psychology and its
dependence on climate, among other factors. Although Tarabukin’s talk was
delivered and discussed at the group’s session, with minutes preserved in the
archives, it was ultimately excluded from the group’s report.” The reason lay
in a methodological mismatch with the group’s research design. Tarabukin’s
approach penetrated the formal foundations of painting but did so without
coordinating this analysis with a historical examination of stylistic evolution
shaped by factors such as climate and ethnic history.

This case is one among many that illustrate the strong conviction at
GAKhN that scientific inquiry possessed a specific objectuality extending
from speculative methods to concrete institutional spaces. It reveals a dis-
tinctive logic of projecting the object of study through a rational and meth-
odologically structured environment in which institutional departments and
research groups — defined either by methodology or by subject - functioned
as integral components of the scientific model itself. As with disciplines, insti-
tutional boundaries were treated in a distinctly materialist manner as tools of
thought that create the locality of knowledge production.

3.3. Expertise and Scientific Terminology In-Between

Since his admission to GAKhN in 1923, Vasilii Zubov was tasked with work
on artistic terminology, a project that shaped his later career in the history
of science. Zubov’s work shows that the object of art studies at GAKhN was
constituted not only spatially and institutionally, but also through practices
that approached ontology as a reconstruction of objecthood within knowl-

5 RGALL FE 941. Op. 3. Ed. khr. 39. L. 5-9 ob.
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edge. This involved both the question of language and that of disciplines, both
entrusted to the competence of an expert charged with developing theory as
a distinct activity.

In this 1924 text on scientific terminology (Zubov 2004: 277-297), Zubov
examined a tripartite relation between the logical language of science and the
ontology of its objects of inquiry. He identified discrepancies among these
layers through ideographic notation - graphical signs and spatial represen-
tations of the object — and further divergence in what he termed “scholastic”
scientific language, shaped by historical borrowing and semantic drift within
disciplines. As he noted, every scientific term - even those that later appear
abstract or “fictional” — once corresponded to an ontological unity grounded
in concrete historical, social, and epistemic conditions.® For Zubov, the key
issue was not semantic change or relativism as such, but the coexistence of
multiple, often contradictory strata of meaning that together produce intelli-
gibility. The spatial dimension of terms — their dual linguistic and visual form -
allowed him to visualise these non-coincidences among words, definitions,
and things.

xZubov's way of indicating or visualising the gap between sign and ref-
erent, a question that looms large across the humanities, together with his
attraction to the tropic qualities of language and to visual terminology, situates
him within a broader phenomenological tradition in art theory. His colleague
at GAKhN Aleksandr Gabrichevskii observed that, while poetic theory was
historically grounded in linguistics and grammar, the science of spatial arts
had not even posed the question of the signifying material constituting the
visual object (Gabrichevskii 2002: 32-33). Maurice Merleau-Ponty further
complicated the issue by noting that “Comme la parole ne ressemble pas a
ce quelle désigne, la peinture nest pas un trompe-leeil” (Merleau-Ponty 1966
[1945]: 25).” Most importantly, although Zubov was aware of the possibility
of interpreting definitional mismatches as socially conditioned historical
developments (Zubov 2004: 289), he chose instead to mobilise hermeneutic
knowledge - alongside a range of visual, textual, and disciplinary shifts - to

6 RGALLF 941. Op. 14. Ed. khr. 24. L. 1.
7 “Just as speech does not resemble what it designates, painting is not a trompe-I'ceil”. Transla-
tion is mine; M. S.
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address the unity of perception and knowledge prior to disciplinary division:
our ability to know what we see and to see what we know (ibid.: 59).

The theoretical articulation of the mismatch between meaning and lan-
guage — especially figurative or tropic language, which is closest to the visual -
came later. In The Resistance to Theory (1982), Paul de Man asked what “theory”
was and answered that it consisted in grasping the difference between literary
history and the possibilities of interpretation, a tension that in the twentieth
century revolved around the definition of “literariness” and literature as such.
De Man looked beneath grammatical and logical structures to apprehend the
bodily, processual, and rhetorical character of reading. He thus defined liter-
ature as a practice of reading, treating literariness and the history of reading
as fields through which divergences among grammatical, ideational, and rhe-
torical levels can be analyzed. De Man ultimately juxtaposed the questions
of essence (“what is literature?”) and history to explain what theory does.
He defined theory as the gap between history and interpretation and, most
importantly, identified this gap as a model of inquiry in its own right. De
Man posed what was deliberately framed as a naive question in 1982, after the
rise of literary studies shaped by formalism and poststructuralism. Yet what
distinguishes a GAKhN that operated half a century earlier was the way this
gap - and the bodily position of the abstract “reader” - became operative
through the mediations created by the third object. If later theory locates the
gap in the act of reading, GAKhN locates it in a trained institutional posi-
tion. What theory retrospectively names as tension was, at GAKhN, enacted
as an expert position. The expert’s role was that of a knowing body who not
only reconstructed objectual terminology but related it — before and after any
divide - to a concrete ontological unity of art as sense-making, creativity, and
visual domain. The expert thus occupied a third position analogous to the
intermediary location of artistic form itself: neither the artist who creates the
work nor the isolated viewer, whose position always invoked the dilemma of
(dis)interested judgment and its limits. In this sense, GAKhN did not merely
theorise mediation,; it institutionalised it as a condition of inquiry.

This marks the juncture crucial for understanding GAKhN’s project. At
GAKhN, theory was already institutionalised as the in-between location of
every inquiry - analytical, objective, and embodied by the expert — through
the complex projection of artistic form as a third object. Within this method-
ological and institutional framework, GAKhN scholars never needed to ask
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about any essence such as what art or space is “as such”. They already operated
within in-between spaces, neither approaching “art” as “pure” art nor reduc-
ing it to art history (Plotnikov/Podzemskaia 2017: II, 115-120). Artistic form
functioned as a correlative model in which the relation between theory and
history was itself practiced as theory, embedded in institutional design as its
only material — and therefore fragile - coordinates, yet always open to further
overlaps in its inquiry into the ontology of art.

4. Historical Outlook of the Artistic Form and Its Afterlife

Artistic form, understood as a volumetric object that anchors material reality
while enabling further projection, is readily recognisable within the broader
visual culture of movements such as Constructivism and Neue Sachlichkeit.
Within this shared field, the object functioned simultaneously as objective real-
ity and as the visualisation of that objectivity through spatial, optical, and ste-
reometric articulation. Yet this form was inherently fragile: its spatially driven
objecthood depended on larger material and institutional structures. Bodily
and disciplinary distinctions, together with their intersections, were projected
onto a surface that visualised sense-making itself, producing both openness and
an optical instability of meaning. The intellectual ambitions of the era intensi-
fied this fragility. Emerging at a moment when systemic philosophy sought to
provide the humanities with rational and objective foundations, GAKhN’s pur-
suit of objectivity bordered on abstract categorisation and, through its reliance
on projection, extended inquiry toward an ever-receding horizon.

The best way to grasp both its fragility and its strongly form-oriented
model, along with its legacies, is to approach it topologically — a perspective
informed by later phenomenological thought. Merleau-Ponty in The Visible
and the Invisible (1964) turned to topology to address boundaries, intercon-
nectedness, and place as an ontological mode of inquiry. Thomas-Fogiel (2008:
154) points to a paradox in which Merleau-Ponty sought a form of topological
situatedness capable of grasping a pre-existing “there is”, moving beyond dis-
ciplinary divisions within a mental space firmly demarcated by them — much
as in the case of GAKhN. Read in this light, GAKhN does not appear as a
failed synthesis of disciplines but as a historically situated configuration of
relations. Brunov’s spatial elements, Zhinkin’s disciplinary crossings, and
Zubov’s embodied expertise each constitute local articulations within such
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a configuration. What has often appeared as fragmentation or inconsistency
in GAKhN’s legacy can instead be understood as the structural condition of
a model that sustained unity through relational locality rather than through
cumbersome totalisation.

From a topological perspective, artistic form appears remarkably resilient,
remaining consistent with subsequent developments in art studies and visual
creativity. Although the artistic form projected within its original institutional
framework was dissolved, the later trajectory of art studies shows that the
model itself - grounded in the idea that the object of art requires overlaps
and intersections as its ontological horizon - proved persistent. At GAKhN,
the almost obsessive movement between disciplines, together with heteroge-
neous forms such as languages and spatialised elements, functioned as the
means through which artistic form was projected as a whole. Today, as the
narrative of disciplinary crisis continues to shape art history, the response
consistently takes the form of inter-, multi-, or post-disciplinary approaches
to the ontology of art. This tendency appears across debates on art-histori-
cal education (Rérat 2023; Elkins 2004), Bildwissenschaft (Bredekamp 2011)
and cultural analysis (Bal 2002), as well as in the flourishing field of artistic
research, where unity is sought in the figure of the artist-thinker capable of
mobilizing heterogeneous visual references and topologies (Borgdorft 2012).
Despite their differences, these approaches share a common premise: they all
affirm art’s position between disciplines, rather than within a single bounded
field, as a response to disciplinary crisis (Collenberg-Plotnikov 2011: 13-16). In
this sense, the logic of artistic form as an ontological inquiry into art remains
valid, as art and its study continue to develop through mediation, intersection,
and overlap.

Even more importantly, GAKhN’s method, conceived as a third object
foregrounding multiple relations, was structurally coherent and, when viewed
genealogically, allows objectuality to be understood as a model that reveals
the embedded character of knowledge production as locality. After GAKhN
was dissolved, the experts’ positionality within the in-between spaces of prac-
ticing theory changed: Vasilii Zubov became a historian of science, Nikolai
Zhinkin a linguist, and Nikolai Brunov a prominent historian of architecture.
Today, few seem concerned with what portraiture might contribute ontolog-
ically to knowledge about the human, as Zhinkin once proposed; the theory
that once functioned as a correlate to art history in completing the ontol-
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ogy of art can no longer be located. Yet this very correlation - the complex
relationality among the object of study, the expert’s embedded position, and
institutionalised theoretical practice — persisted in other sites engaged with art.
Museum history reveals similar historical tendencies in negotiating the rela-
tion between practice and theory and, most importantly, unlike GAKhN, still
sustains institutionally the epistemological tension that GAKhN articulated
through the notion of the third object.

In the interwar period, a wide range of experimental approaches to
museum theory emerged, themselves forming a kind of third object of knowl-
edge. These experiments spread across Europe. In Germany, at the Provinzial-
museum (now the Niedersichsisches Landesmuseum) in Hanover, Alexander
Dorner, who directed the museum from 1925 to 1937, sought to transform it
into a site of lived historical experience (Blythe et al. 2018); in Soviet Rus-
sia, comparable ambitions most successfully had been developed under the
premises of Marxist scholarship. At the Tretyakov Gallery, curators planned to
restructure the institution as a museum of art studies to demonstrate that the
museum framework was not neutral (Fedorov-Davydov 1933: 57-59). With-
out adhering to phenomenology or any single systematic philosophy, curators
working within diverse intellectual contexts attempted to articulate a specif-
ically museal ontology grounded in the relations among objects, narratives,
and institutional space. In Hanover, the museum was conceived as a site capa-
ble of activating affects that functioned similar to collective memories. At the
Tretyakov Gallery, ideological superstructures were rendered visible through
display of art-critical production alongside with paintings and objects. These
projects were not, strictly speaking, attempts to establish a museum science
in which definitions and observations formed within museums would later
be displaced and decontextualised into universal and abstract art history or
ethnography. Nor were they equivalent to what later became museum studies,
a field often concerned with modes of display while remaining largely indif-
ferent to the ontological relation between objects and the institution’s own
intentional structure. Rather, these projects produced a paradox comparable
to the historical case of GAKhN and its practice of theory within a concrete
institution ostensibly conceived as a neutral container of research. Muse-
ums likewise became singular and difficult to reproduce, as each re-emerged
as the bearer of a specific intentional structure, even while the theoretical
frameworks guiding their formation claimed objectivity and quasi-transcen-
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dental validity. As I have shown elsewhere (Silina 2025: 179-180), in the case
of museums, the complexity of such experimental displays — and the forms
of expertise they required — were soon abandoned in favor of the functional
neutrality of the white cube: an object-indifferent spatial model capable of
transforming any object into art while suppressing memory, discourse, and
institutional mediation. Museums were thus tasked primarily with displaying
art in its variety rather than materializing their additional epistemic functions.
Today, however, this neutrality has itself become the target of renewed critical
inquiry into museum epistemologies, classificatory systems, and decolonial
infrastructures of knowledge (Deliss 2020: 18; Schorch 2023; Miller 2021: 1-25;
Azoulay 2019). Such inquiries expose the unresolved institutional status of art
theory as a discipline elusive in its location — precisely the condition that the
historical moment examined in this article sought to overcome.

Seen from this perspective, the third object reconstructed here through
the historical case of GAKhN reveals a continuing search for the ontology
and locality of art, now manifest in interdisciplinary formations and in the
historical foundations of public institutions that continue to mediate artistic
knowledge.

The research is funded by the Deutsche Forschungsgemeinschaft (DFG, German
Research Foundation), project number 386757512: ,,Zwischen Wissensutopie
und Archiv. Das Projekt einer ,Enzyklopddie der kiinstlerischen Terminologie®
an der Staatlichen Akademie fiir kiinstlerische Forschung in Moskau (1921-1930).
Erschlieffung neuer Quellen”.
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The Encyclopedia of Artistic Terminology was conceived as a collective project,
bringing together authors from different disciplinary backgrounds. At the
same time, its intellectual focus is clearly associated with Gustav Shpet, who
acted not merely as an institutional organiser, but as the project’s ideological
inspirer and driving force. Although Shpet did not author any entries himself,
he formulated the program of the Encyclopedia, defined its conceptual ori-
entation, and prepared the lists of “slovniki” (“key terms”). In addition, the
philosophical section contains a considerable number of entries written by
authors associated with Shpet’s intellectual milieu (the so-called Shpetian cir-
cle), which make it possible to trace how Shpet’s philosophical agenda guided
the work on the Encyclopedia.
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This paper does not aim to reconstruct a unified theory shared by all con-
tributors or to present the Encyclopedia as a coherent philosophical system:
the articles are marked by internal differences, shifts in emphasis, and uneven
treatment of key issues. These features, however, do not exclude a recognizable
conceptual design, reflected in recurring ways of posing aesthetic problems.
From this perspective, the Encyclopedia can be approached as a theoretically
motivated project that differs significantly from established models of ency-
clopedic writing. Instead of focusing on the historical reconstruction of con-
cepts, many entries advance explicit methodological and conceptual principles,
which suggests that the Encyclopedia was intended not merely as a reference
work, but as a space for articulating a specific approach to aesthetic theory.

To substantiate this claim, the article examines three interconnected con-
ceptual fields that organise the philosophical section of the Encyclopedia:
phenomenological analyses of aesthetic experience, hermeneutic models of
understanding and tradition, and semiotic distinctions between sign, mean-
ing, and sense. Examining these domains makes it possible to describe the
Encyclopedia as a project shaped by a shared theoretical program associated
with Shpet’s intellectual leadership.

Phenomenological Tendencies: The Critique of Psychologism, Contem-
plation, and Mythical Consciousness

Gustav Shpet can hardly be described as an orthodox phenomenologist (as
will be shown below, hermeneutic interests emerge relatively early in his
work) — he was nevertheless the first to introduce Edmund Husserl’s phi-
losophy into the Russian context, which makes it reasonable to expect that
phenomenological motifs would play a significant role within his intellectual
circle. Phenomenology, however, functions within the Encyclopedia not as a
doctrinal framework, but as a conceptual resource selectively appropriated in
response to specific theoretical problems. The sequence of articles discussed
here moves from an exposure of the limits of psychologistic approaches in the
entries “Vpechatlenie” (“Impression”) and, most explicitly, “Vchuvstvovanie”
(“Feeling-into”), to the analysis of acts and modes of consciousness in “Sozer-
tsanie” (“Contemplation”) and “Fantaziia” (“Fantasy”), and finally toward dis-
cussing forms of experience beyond individual acts in “Mif” (“Myth”).



The Shpetian Circle in the Work of GAKhN’s Encyclopedia 69

In this context, the “psychological” entries emerge as methodologically
decisive. “Vpechatlenie” by Apollinariia Solov'eva and “Vchuvstvovanie” by
Nikolai Zhinkin mark the initial point at which aesthetic experience is the-
matised in psychological terms, and thereby bring into view a fundamental
difficulty inherent in such approaches. In both cases, aesthetic experience is
reduced to the sphere of subjectivity, being located on the side of the subject in
“Vpechatlenie” and projected onto the object in “Vchuvstvovanie”. Yet what is
of interest in these entries is not their positive claims but the methodological
problem they make explicit: the substitution of the description of aesthetic
givenness with psychological explanation.

In “Vpechatlenie”, aesthetic experience is approached through the notion
of impression as a subjective and affectively coloured response. Although the
article itself presents this perspective in a largely descriptive and non-polem-
ical manner, it nevertheless reveals the limitations of psychological explana-
tion. Impression is described as an important moment of aesthetic experience,
elevated in some aesthetic doctrines to the principle of artistic formation
(Solov'eva 1928b: 69—70). Within this framework, the aesthetic tends to be
articulated primarily in terms of the subject’s emotional state, while the aes-
thetic phenomenon itself recedes into the background.

In “Vchuvstvovanie”, this perspective is reversed: the focus shifts to the
perceived object, as aesthetic experience is described through the projection
of the perceiving subject’s feelings onto it. The article, however, contains an
explicit critique of this approach. The first objection concerns the explanatory
principle on which the Einfiihlung theory relies: imitation, the tendency to
reproduce a perceived movement or expression (for instance, yawning when
seeing someone else yawn). The second objection targets the priority of expla-
nation over description: interpretation is introduced too early, before the aes-
thetic phenomenon has been adequately described (Zhinkin 1928b: 72-74).
This insistence on the primacy of description already points beyond psycho-
logical aesthetics toward a phenomenological reorientation.

This methodological perspective receives its positive formulation in the
entry “Sozertsanie” (“Contemplation”). For Alexander Akhmanov, this is not
a first encounter with the problem of contemplation. He had already examined
the question of consciousness and intellectual intuition in detail in his study
Intellektual'naia intuitsiia i ésteticheskoe vospriiatie (Intellectual Intuition and
Aesthetic Perception), written between 1923 and 1925 for a volume prepared
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by the Kvartet (Quartet), a group of Shpet’s students, on the occasion of the
twenty-fifth anniversary of Shpet’s philosophical work. In this text, Akhmanov
introduces the concept of contemplation in order to show how ideal content
becomes present to consciousness. The aesthetic is thereby approached as a
specific mode of givenness through which the ideal is rendered accessible (for
more see Akhmanov 2000: 69-91).

While the problem is not new for Akhmanov, the Encyclopedia entry
proves crucial for the project as a whole, first of all, because it introduces a
phenomenological register into the Encyclopedia in an explicit manner: the
concept of contemplation is defined through the Husserlian determination of
an act in which the object is given as present, that is, as intentionally fulfilled
rather than merely meant through a representative sign (Akhmanov 1923: 237).
On this basis, Akhmanov insists that the aesthetic cannot be exhausted by a
sensuous fact, nor explained through psychological mechanisms that associ-
ate sensuous representations with the object. What is at stake is not the exclu-
sion of sensuous representation as such, but the rejection of its explanatory
privilege: the meaningful and expressive layer of the aesthetic object is treated
as a given objectivity, rather than as a product of associative consciousness or
empathic projection (ibid.: 241-242).

In this respect, the entry does not introduce anything new by rejecting
the reduction of the aesthetic. Such distinctions belong to the standard rep-
ertoire of phenomenological approaches to art and aesthetic experience (for
instance, Roman Ingarden also insists that the work of art cannot be reduced
to perceptual impressions, imaginative contents, or subjective experiences; see
Ingarden 1972: 3-17). What proves more distinctive in Akhmanov’s treatment,
however, is the way this phenomenological framework opens onto the prob-
lem of fantasy. Akhmanov argues that fantasy is not opposed to contemplation,
but extends it, functioning as a non-sensuous mode of intuitive fulfillment in
aesthetic experience (Akhmanov 1923: 242). In this way, the entry does not
merely delimit contemplation against sensuous fact and representation, but
gestures toward fantasy as a specific intentional act through which the aes-
thetic acquires its distinctive mode of presence.

Nikolai Zhinkin’s “Fantaziia” (“Fantasy”) does not simply extend phenom-
enological discussions of aesthetic consciousness; it approaches fantasy as an
autonomous intentional mode and sets out to clarify the conditions under
which it can function as such. Fantasy is treated as a form of intuition that nei-
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ther posits being nor relies on prior givenness. This framework allows Zhinkin
to understand fantasy as its own mode of intentional fulfillment, rather than
as a deficient form of perception or thinking. Neutrality (the fact that fantasy
presents objects without treating them as real or unreal), is therefore intro-
duced as the main condition of fantasy: fantasy is intuitive and imagistic, yet
it does not assert reality in the way perception does, nor does it submit to
truth conditions as thinking does. On this basis, Zhinkin shows how fantasy
can constitute objects of experience without affirming their existence. For
Zhinkin, this explains why fantasy is productive: freed from empirical con-
straint and logical obligation, it can generate new configurations of meaning
rather than merely reproduce given ones (Zhinkin 1928a: 285-287).

The most far-reaching implication of the entry lies in Zhinkin’s concept of
iterative fantasy (in Husserlian terms), where fantasy itself becomes the object
of a further fantasizing act. This structure accounts for the layered constitu-
tion of artistic worlds — legendary, mythical, or fictive - experienced as inter-
nally coherent despite their unreality. Rather than producing illusion, iterative
fantasy organises multiple levels of neutralisation within a single intentional
complex (ibid.: 292-293).

At this point, “Fantaziia” prepares the ground for the problem of myth. The
stratified structure of fantasy already points beyond isolated imaginative acts
toward a more comprehensive configuration of consciousness. It is therefore
unsurprising that the entry “Mif” (“Myth”) in the Encyclopedia is likewise
authored by Zhinkin.

In “Myf”, Zhinkin shifts the analysis from the internal dynamics of imag-
inative acts to a symbolic configuration of consciousness. Drawing on Ernst
Cassirer’s account of myth, he treats mythical consciousness as operating on
the same experiential material as scientific knowledge while organizing it
according to a distinct internal logic. This logic suspends the strict separation
between image and thing, representation and reality, causal relation and effec-
tive force (Zhinkin 1924: 1-3).

Immediately after this, Zhinkin explicitly distances himself from Cassir-
er’s position. While accepting the comparative framework that places myth
alongside science, he rejects Cassirer’s tendency to treat myth primarily as an
archaic or pre-scientific stage of cognition. For Zhinkin, such a view unduly
narrows the scope of myth. Myth, understood as a form of worldview, is not
confined to early or “primitive” cultures but remains operative in modernity.
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Differences between so-called primitive and modern cultures are therefore to
be sought not in the form of myth-making as such, but in the content of the
myths produced within specific historical contexts (ibid.: 3-4).

The same argument is articulated in his unpublished 1924 essay “Forma
mificheskogo soznaniia” (“The Form of Mythical Consciousness”), where
he also critically engages with Cassirer. Here, Zhinkin appears to formulate
for the first time the idea that myth, astrology, and science should not be
understood as mutually exclusive forms of cognition, but as distinct cultural
formations coexisting within the same historical horizon. Moreover, myth is
also brought into close proximity with worldview (for more see Zhinkin 2023:
343-350).

Zhinkin’s critique of Cassirer proves particularly productive for the analy-
sis of art. Approached as a specific type of worldview, myth can be seen as shap-
ing the internal relations within an artistic work. It can help explain a unified
horizon of intelligibility within which the elements of an artistic world - fig-
ures, events, images, and value structures — are mutually related. Their signif-
icance thus need not require external justification, since it is secured by the
internal logic of the world itself. This applies not only to narrative coherence,
but also to the stylistic stability of the artistic world as a whole, for example
when the elements of a work are stylistically disparate. Through such mythic
grounding, the work does not disintegrate into a mere sequence of episodes
or effects. The reader or viewer is thereby able to recognise the artistic world
as remaining “the same” throughout the work, even in the absence of strict
compositional symmetry.

In this perspective, myth also allows an artistic world to be experienced
as possessing a certain degree of ontological density. The world of the work
presents itself as a mode of experience in which elements and relations carry
a particular force and conviction. In this qualified sense, one may speak of an
artistic world as an expressive whole constituted through its internal relations
and effects.

Hermeneutics and the Internal Organisation of Meaning

Shpet’s hermeneutic orientation does not arise suddenly in his later writings; it
develops gradually out of the problems he identifies in early phenomenology.
His turn toward hermeneutics can already be traced in 1914, when he publishes
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Iavlenie i smysl (Appearance and Sense) — a work that marks his first system-
atic attempt to address phenomenological questions in Russian. In Iavlenie i
smysl, Shpet critically examines Husserl’s understanding of sense, arguing that
Husserl tends to treat it primarily as meaning. While acknowledging the legit-
imacy of this usage in grammatical and semantic contexts, Shpet insists that in
relation to things, ideas, and objects, sense cannot be reduced to signification
(i.e., “meaning” in the linguistic-semantic sense) and must be understood as
an inner, ontological articulation of the object (Shpet 1914: 197-198).

Alexander Haardt offers a detailed analysis of how Shpet develops Husserl’s
concept of noematic sense into the principle of inner sense. In his reading of
Ideas I, Shpet argues that the intuitive fulfillment of the noematic core (noe-
matischer Kern) - that is, the object’s being given in concrete intuitive experi-
ence - does not yet provide the concreteness required for an adequate account
of meaning. Instead, Shpet shifts the focus toward “polnota smysla” (“fullness
of sense”) as the comprehensive unity of an object’s meanings. Building on this
analysis, Shpet reinterprets Husserl’s “phenomenology of reason” (Phdnome-
nologie der Vernunft) as a return to the question of objectivity grounded in

“razumnaia motivirovannost” (“rational motivation”). While physical objects
are necessarily given through an infinite series of profiles, their essence is
oriented toward an ideal of complete manifestation conceived as an “idea” in
the Kantian sense. Adequate givenness thus becomes accessible only through
reference to an object’s “inner sense”, understood as the central source of its
unity, so that the object functions as a sign of its inner meaning (Haardt 1992:
105-108).

The understanding of sense as an immanent structure of the object antici-
pates Shpet’s later account of inner form. Shpet’s philosophical writings repeat-
edly return to the notion of inner form, which eventually becomes a signature
of his broader intellectual project. He uses this concept to explain how a word
acquires “predmetnoe soderzhanie” (“object-directed content”) and thus
becomes a bearer of meaning. Inner form here is neither a technical linguis-
tic label nor a metaphor of a hidden meaning, but a way of designating the
structural organisation of semantic content that makes a word - or any other
cultural phenomenon, including a work of art — available for understanding.

The concept of inner form in early twentieth-century humanities is,
however, methodologically problematic for both the literary and linguistic
contexts in which it appears. It is consistently tied to the promise of whole-
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ness: inner form was expected to counteract the perceived fragmentation of
analytic approaches and to present the object as a unified whole (Axer 2022:
197-198). This promise carries “ein metaphysischer Uberschuss” (“a metaphys-
ical surplus”), insofar as the unity it posits is often grounded in ideal notions
such as idea, vitality, or life (ibid.: 198-199). Another problem concerns the
way in which the orientation toward larger ideal entities tended to push ques-
tions of form into the background, allowing inner form to blur the distinction
between form and content in favor of a spiritualised notion of content — a shift
that made the concept susceptible to more or less subtle forms of political
appropriation (ibid.: 199-200).

Shpet’s use of inner form shows similar conceptual difficulties. His insis-
tence on inner form as the structural organisation of “predmetnoe soderzhanie”
retains the traditional expectation that there must be some unifying factor
binding elements together. Although Shpet distances himself from metaphys-
ical speculations in the traditional sense, his approach nonetheless carries its
own version of the metaphysical surplus, most notably in the assumption that
meaning possesses an intrinsic, internally articulated configuration prior to
its material (linguistic) realisation. A further difficulty becomes visible in his
treatment of form and content: Shpet insists on their interdependence and
describes content as a series of “lower” forms in relation to a “higher” one
(Shpet 1989: 424). On the one hand, this is theoretically productive, because it
rejects a rigid binary between form and content; on the other hand, this model
reproduces the same collapse of levels that historically troubled the concept of
inner form and once again subordinates form to content.

Taken together, these difficulties reveal a paradox: Shpet seeks to refine the
notion of inner form, yet his approach remains marked by the same tensions
that shaped its earlier uses.

This methodological fragility becomes especially clear in attempts to apply
the notion of inner form to particular artistic genres. In Boris Gornungs arti-
cle “Dramaturgiia” (“Dramaturgy”), for example, inner form is invoked to
describe the structural and ontological layers of drama, which results in the
conceptual strain produced by the expanded methodological use of the notion.

At first sight, it is difficult to tell what Gornung intends by the term inner
form; the density with which he introduces key notions leaves the meaning
of the term unclear. As his argument unfolds, however, it becomes apparent
that he uses inner form to refer to what he elsewhere calls the formal-onto-
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logical layer of drama — the level at which drama presents itself as a distinct
artistic object (Gornung 1928a: 111). When Gornung turns to the analysis of
inner form, he is therefore not addressing stylistic or generic features, but
the basic structure of drama itself. This structure comprises two interrelated
moments: the “predmetnaia forma” (“objective form”), understood as “koliziia”
(“collision”), the principle that organises the action, and the “soderzhatel'nost”
(“content”), which may take the shape of either a “drama polozheniia” (“situa-
tion-based drama”) or a “drama kharaktera” (“character-based drama”). Taken
together, these two moments constitute the inner form of drama, the internal
structure of the dramatic work independent of genre classifications or literary
history (ibid.: 111-112).

Once this structure is laid out, however, a methodological tension in Gor-
nung’s use of the term comes into view. Because he applies inner form to both
the “predmetnaia forma” that drives the action and the “soderzhatel'nost”
revealed through that action, he makes the term bear too many different
structural and semantic roles at once. It comes to name simultaneously the
structural organisation of the drama, its semantic orientation, the mode of its
ontological presence, and even the trajectory of its unfolding. In concentrat-
ing these different levels into a single explanatory category, Gornung repro-
duces a familiar difficulty: inner form drifts toward a content-centred account
of dramatic structure, in which form is continually pulled back into what is
taken to be the drama’s “deeper” semantic core. This is precisely what enables
the term to shift between naming the conflict that organises the action and
identifying the situation or character disclosed through that action, leaving
the distinction between structure and meaning insufliciently clear.

The point becomes especially evident when Gornung turns to “koli-
ziia”. Instead of treating koliziia as a strictly structural principle, he allows
it to absorb functions that belong to quite different analytical levels. Koliziia
becomes, at once, the mechanism that governs the dramatic progression, the
form in which the work’s content “soderzhatel’'nost” takes shape, and the
structural configuration through which the drama’s artistic object - situation
or character — comes into view (ibid.: 111-112). Under this pressure, the con-
cept ceases to operate as a structural category in the strict sense: it begins to
serve as the hinge through which the drama’s semantic and formal dimensions
are continually folded back into one another. What drops out in this arrange-
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ment is a stable distinction between the structure that enables the action and
the meaning that the action discloses.

For all these difficulties, Gornung’s approach has a genuine interpretive
strength. By insisting that the drama must be understood through the inter-
play of conflict and content, he rejects purely formalist accounts that reduce
dramatic structure to external compositional schemes. What he captures,
instead, is the sense that dramatic form emerges only in relation to what the
action discloses — whether a situation or a character - and that structure
is inseparable from the dynamics of disclosure that define the artwork as a
dramatic object. This intuition allows him to articulate aspects of dramatic
organisation that would remain invisible in a strictly morphological or stylis-
tic analysis and brings into view a level of structural coherence that is irreduc-
ible to genre categories or historical typologies.

At the same time, the very features that make Gornung’s account com-
pelling also point toward its inherent instability. Because his reading ties the
drama’s structural unity so closely to the processes through which its mean-
ing is disclosed, the concept of inner form begins to slip between the levels
it is meant to distinguish. The result is a framework that illuminates crucial
aspects of dramatic construction, yet strains under the weight of the functions
it is asked to perform.

Shpet’s influence within the institutional projects of the State Academy for
Artistic Research (GAKhN) was not confined to the concept of inner form - it
can also be seen in the way hermeneutics as a general theoretical framework is
presented in the Encyclopedia. The entry “Germenevtika” (“Hermeneutics”),
written by Apollinariia Solov’eva, marks the degree to which the concept had
become part of GAKhN’s theoretical vocabulary.

The entry stands in marked contrast to contemporary philosophical
dictionaries of its time. For example, in Rudolf Eisler’s Worterbuch der phil-
osophischen Begriffe (Dictionary of Philosophical Terms, 1904), the entry “Her-
meneutik” is reduced to a single line (Eisler 1910: 188). By contrast, Solov'eva’s
article offers a historically extensive treatment that traces the development
of hermeneutics from classical and biblical exegesis through Renaissance
philology and nineteenth-century scholarship (Solov'eva 1928a: 77-81). The
very presence of such a comprehensive entry indicates that hermeneutics was
understood as far more than a marginal interpretive technique.
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Another advocate of the hermeneutic tradition within the Encyclopedia
is Boris Gornung, whose entry “Dramaturgiia” was discussed above; here we
turn to his article “Vliianie” Whereas Solov'eva’s entry introduces hermeneu-
tics into the terminological apparatus of the Encyclopedia, Gornung’s work
shows how it can be applied in practice.

Before turning to the article “Vliianie” (“Influence”), it is important to
note that Gornung had already formulated a clearly hermeneutic orienta-
tion in his earlier writings. In his programmatic essay published in Hermes
(1922), he explicitly stresses the need for both philosophical and “philolog-
ical-hermeneutic” interpretation of art: «IIpu TakoMm IIOTOXeHMU HOBBIX
IBIVDKEHUIT UCKTIOUUTENbHYI0 BOXXHOCTD Ipuobperaet Kak ¢umocodckoe u
(buUI0NI0r0-repMeHeBTNYECKOE MICTONIKOBAHIE XYA0XKECTBEHHBIX (PaKTOB, TAK
U KY/IbTYPHO-MICTOPMYECKOE MX OCBeleHue» (Gornung 2001: 207). In this
context, hermeneutics is presented not as an abstract theory but as a practical
method for understanding new artistic movements.

Gornung’s entry in the Encyclopedia does not aim to define the term;
instead, it uses it as a point of departure for reconsidering the methodology of
how relations between artworks are understood. The article’s opening gesture —
surveying the contradictory and often undisciplined uses of “influence” -
serves primarily to show that the term, as inherited from nineteenth-century
scholarship, is conceptually unstable (Gornung 1928b: 54-56).

For Gornung, this points to a deeper problem: the absence of a coher-
ent framework for understanding relations between artistic phenomena. His
critical target is the genetic model, which treats influence as a chain of bor-
rowings: genetic explanations presuppose criteria for establishing “who influ-
enced whom’, yet such criteria are in principle unattainable. Even the most
careful reconstruction of sources can yield only probabilistic claims. Crucially,
he argues that genetic analysis misunderstands the nature of artistic meaning
by reducing interpretive structures to biographical or historical mechanics
(ibid.: 58-59).

The decisive step of the article is, therefore, a conceptual shift: influence
should not be treated as a causal relation but as a hermeneutic condition. In

1 “Under such conditions of emerging movements, both the philosophical and philologi-
cal-hermeneutic interpretation of artistic facts and their cultural-historical clarification ac-
quire exceptional importance.” Unless otherwise indicated, the translations are mine. - A. A.
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this reformulated sense, influence designates the context within which an
artistic phenomenon becomes intelligible. Rather than asking “from where”
a motif or form originates, the historian must ask: within what historically
constituted horizon does this phenomenon take on meaning? With this move,
Gornung aligns the study of influence with the hermeneutic model of under-
standing where context is not a background but the very medium through
which meaning is disclosed (ibid.: 59-63).

This reframing leads to the second analytical claim: tradition becomes the
primary object of analysis. Influence is no longer the transmission of discrete
elements but the ongoing reinterpretation of prior artistic material. The histo-
rian’s task is to reconstruct the constellation of earlier works, styles, and ideas
that a new artistic phenomenon presupposes as the conditions of its intelligi-
bility. At the same time, factual connections between authors are secondary to
the intellectual atmosphere of an epoch. This is demonstrated by an example:
even in the absence of any direct influence, Mallarmé’s poetics can be placed
within an interpretive horizon that includes, on the one hand, late Roman
poetry, Gongorism, and the Lyon school, and on the other, the reception of
Hegel in French thought (ibid.).

What the article ultimately proposes is a methodological shift: the study
of influence becomes the preliminary stage of understanding any artistic phe-
nomenon. Instead of a positivist search for origins, the historian reconstructs
the interpretive horizon that makes the work meaningful. In this sense, “Vli-
iane” translates Gornung’s early programmatic position in Hermes into the
methodological language of the Encyclopedia.

The Semiotic Perspective: Sign, Meaning, Sense

Shpet’s semiotics is rooted into his broader phenomenological and hermeneu-
tic orientation. He does not treat the sign as a purely formal or material unit,
but as an ontologically structured phenomenon whose significance emerges
through its relation to lektdn (sense). The word functions as a primary form of
meaningful communication, in which nominative meaning becomes intelligi-
ble only within concrete contexts of use. Linguistic elements acquire semiotic
value not in isolation but through their integration into communicative and
intentional structures. In this way, Shpet develops an “ontological semiotics”
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that links the analysis of signs to questions of meaning, objectivity, and under-
standing (Hansen-Love 2022: 68-69).

The semiotics entries of the Encyclopedia, however, appear more restrained
in their theoretical scope. As the following analysis will show, the treatments
of sign, meaning, and sense tend to remain within the bounds of semiotic
definition and phenomenological clarification without fully extending the
concept of the sign toward Shpet’s ontology of sense.

In the Encyclopedia, the problem of signification is articulated through
a set of entries devoted to the concepts traditionally associated with the
Fregean semantic triangle: sign (“Znak” A. Guber), meaning (“Znache-
nie, A. Akhmanov), and sense (“Smysl’, A. Akhmanov). These entries do
not amount to a unified theoretical model of meaning. Rather, guided by
the aims and genres of encyclopedic writing, they reflect different analyti-
cal approaches within a broader semiotic field. At the same time, the very
presence of a differentiation between meaning and sense in the Encyclopedia
of Artistic Terminology is itself significant. This is particularly notable when
set against Husserl’s phenomenology, where Sinn and Bedeutung are closely
aligned and not treated as strictly distinct concepts of meaning; by contrast,
the Encyclopedia presents meaning and sense as separate entries.

Let us begin with the concept of the sign as a point of departure. The sign
is treated explicitly in Guber’s entry “Znak” (“Sign”) and is also taken up again
in Akhmanov’s entry “Znachenie” (“Meaning”). The two treatments proceed
differently.

Guber approaches the concept of the sign through a broad historical
reconstruction: his entry shows how different traditions (ancient, scholas-
tic, rationalist, and linguistic) articulated what a sign is and how it operates.
The sign is treated as a general logical form, a structure in which the relation
between signifier and signified can be differentiated and historically varied
(Guber 1928: 132-133).

By contrast, Akhmanov’s text is radically selective and methodologically
minimalist: he restricts himself to the most elementary, “narrow” notion of
sign — a physical indicator pointing to a fact. From this restricted starting
point he performs a phenomenological dissolution of the sign into expression,
drawing directly on Husserl’s distinction between Zeichen and Ausdruck. The
sign, in this view, ceases to be an autonomous semiotic unit and serves to sep-
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arate mere indication from expression as the bearer of meaning (Akhmanov
1928: 143-144).

What ultimately differentiates Guber’s and Akhmanov’s approaches is not
merely the breadth of their analyses, but the conceptual level at which the sign
is analysed - a difference that can be clarified through Husserl’s distinction
between Zeichen and Anzeichen. In Husserl's terminology, Zeichen functions
as a broad umbrella term that covers heterogeneous sign phenomena, whereas
Anzeichen designates a specific, reduced type of sign: an indication that does
not possess meaning (Bedeutung) in itself and operates only by pointing
beyond itself through associative or contextual motivation (Husserl 1913:
23-24). Akhmanov explicitly adopts this framework. By deliberately narrow-
ing the concept of the sign, he arrives at what Husserl calls Anzeichen: a sign
that establishes neither meaning nor logical necessity, but merely motivates a
belief about an object or event. Guber’s analysis, by contrast, remains on the
level of Zeichen in the broad sense, where different types of sign-relations -
natural, conventional, symbolic, and artistic - can be historically differentiated
and systematically described. The two entries thus operate on different con-
ceptual planes: Guber addresses the sign as Zeichen, while Akhmanov restricts
it to Anzeichen in order to separate indication from meaningful expression.

It is worth noting that neither of the two Encyclopedia entries follows
Shpet’s line of thought. Shpet’s engagement with semiotics ultimately leads
beyond the analysis of sign-functions toward a more radical claim: essence
itself comes to be understood as sign-like and, therefore, as something that
demands interpretation. This claim rests on a structural analogy between
sign and eidos: in both cases, one moves from an empirically given, exter-
nally accessible form toward an inner, non-contingent core that cannot be
grasped directly but only through interpretive articulation. Signs, accordingly,
function as prototypes for eidetic objects, providing a model for how essence
can be grasped (Seifrid 2009: 184-185). Against this Shpetian expansion of
semiotics into an ontology of sense, Akhmanov and Guber address the sign
exclusively at the level of semiotic definition and analysis, without extending
the concept of the sign toward this question of essence.

Akhmanov’s understanding of “znachenie” (“meaning”) likewise remains
within the bounds of semiotic analysis. However, rather than treating mean-
ing as a derivative function of sign-use, Akhmanov constructs a stratified
conceptual field in which heterogeneous notions of “meaning” are carefully
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disentangled. He begins by separating meaning as the recognised signifi-
cance of an event or fact within a given historical or practical context (e.g. the
meaning of the Napoleonic wars for the subsequent political development of
Europe), from meaning as value or importance in itself (e.g. the cognitive or
aesthetic value of a thesis or a work of art), before finally isolating meaning
in the strict semantic sense — as the content of an expression. By successively
excluding both factual and axiological interpretations of meaning, Akhmanov
clears the conceptual space for a phenomenologically grounded account of
meaning as ideal content, irreducible to empirical or evaluative attribution
(Akhmanov 1928: 140-143).

This cleared conceptual space is further specified through an appeal to
Shpet’s distinction between the “nominativnaia funktsiia” (“nominative func-
tion”) and the “smyslovaia funktsiia” (“meaning function”) of the word and,
more generally, to Husserl’s distinction between ,,Ausdruck as bedeutsames
Zeichen® (“expression as a meaningful sign”) and ,anzeigendes Zeichen®
(“indicating sign”) (ibid.: 142-143). In both cases, these distinctions are used
not to develop a theory of meaning, but to set a minimal criterion for what
can count as meaning at all. Overall, Akhmanov specifies meaning negatively:
as something that cannot be reduced to mere ,,gegenstindliche Beziehung’
(“reference to an object”), to the speaker’s ,kundgebende Funktion® (“psycho-
logical state”), or to contextual associations external to the expression (ibid.:
144). This negative specification, thus, stabilises the concept of meaning as a
strictly semiotic notion, fixing its scope and function within the analysis of
signification.

This negatively stabilised concept of meaning provides the point of depar-
ture for Akhmanov’s treatment of “sense” (“smysl”). In the article of that name,
the focus shifts from the conditions of semantic validity to the structure of
intentional content. It is here that Akhmanov demonstrates his strongest
methodological commitment to Husserl’s phenomenology.

Akhmanov conceptualises “sense” by adopting Husserl’s distinction
between act, intentional object, ,gegenstindlicher Sinn“ (“objectual sense”),
and noema. In the strict, technical meaning that organises the entry, sense is
identified with ,,gegensténdlicher Sinn®: it names the way in which an object is
given as something within a particular intentional structure and differs from
both the act (as a temporal psychological occurrence) and the intentional
object (as what the act is directed toward). On this level, sense is deliber-

3
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ately abstracted from the character or modality of consciousness. Changes in
act-quality or in whether the object is affirmed, doubted, imagined, or recalled
do not by themselves alter sense in this narrow meaning, because they con-
cern the manner in which consciousness relates to the object rather than the
determinate content that articulates it. At the same time, Akhmanov explic-
itly introduces the noema to mark the limits of this strict definition: ,,gegen-
stdndlicher Sinn“ is only the core of the full intentional correlate of experience,
whereas the noema comprises this core together with additional layers shaped
by the act’s character and mode of givenness. It is important to note that when
the noema is referred to as “sense”, this does not introduce a second concept,
but indicates a shift from the minimal determination of the object to the fully
articulated content of a particular act (Akhmanov 1929: 65-66). The analytic
payoft of this two-level usage is that it lets Akhmanov keep sense non-psycho-
logical and non-ontological while still accounting for the richness of inten-
tional life that cannot be captured by objectual determination alone.
Akhmanov’s phenomenological account of sense provides the conceptual
basis for describing aesthetic experience as a distinct type of intentional act.
On this basis, aesthetic sense emerges from a specific organisation of sense
in which the logical layer (the capacity of an expression to be grasped as an
intelligible utterance) remains indispensable. Aesthetic experience presup-
poses logical articulation as its necessary condition - this is why Akhmanov
can insist that poetic expression must be accessible as a logically articulated
utterance (ibid.: 70). At this point, the influence of Gustav Shpet’s conception
of inner form as primarily a logical form becomes clearly visible. Like Shpet,
Akhmanov treats the logical form of poetic expression not as something exter-
nal or an auxiliary layer, but as a necessary moment of its aesthetic consti-
tution: without logical articulation, poetic expression cannot enter aesthetic
experience at all (a claim that stands in implicit tension with early formalist
accounts, such as Roman Jakobson’s characterisation of poetry as an utterance
oriented toward expression rather than communication) (Jakobson 2000: 27).
Beyond logical articulation, Akhmanov conceptualises aesthetic experi-
ence as grounded in a plurality of content-layers that are internally differen-
tiated by their function within the act. Aesthetic experience is anchored, first,
in sensuous perception, whose intentional content provides the material basis
of expression. This sensuous layer, however, does not function in isolation: it
is apprehended as expressive, that is, as bearing a content articulated through
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language or other symbolic means. Within this expressive dimension, logi-
cal sense secures the intelligibility of the utterance, while poetic formation
reconfigures this sense through tropes, rhythm, and syntactic play, yielding
the poetic image. Each of these layers plays a constitutive role in aesthetic
experience, yet none of them, taken on its own, can be identified with aes-
thetic sense. Aesthetic sense does not reside in sensuous givenness, logical
meaning, or poetic imagery as such, nor does it emerge from their mere accu-
mulation. Rather, it arises from the way these heterogeneous layers are struc-
turally related within the expressive whole (Akhmanov 1929: 70-71).

Taken together, the analyses of “znak” (“sign”), “znachenie” (“meaning”),
and “smysl” (“sense”) within the Encyclopedia reveal a displacement of the
theoretical center of gravity from sign-relations to the internal articulation of
intentional content. Meaning and sense are not treated as derivative moments
of sign-use; on the contrary, the analysis of the sign is progressively weak-
ened in order to secure a non-empirical, non-psychological domain in which
meaning can be stabilised (held as a minimal ideal content) and sense can be
structurally described. In this perspective, semiotics functions as a clearing
operation: it eliminates misleading identifications of meaning with reference,
value, or expression of subjective states, thereby making room for an account
of aesthetic experience as a specific configuration of sense. The result is a con-
ception of the aesthetic that no longer depends on the sign as its primary
explanatory category.

Conclusion

A close reading of the texts discussed here brings into focus a specific way of
handling aesthetic problems — one that does not begin with predefined objects
(forms, styles, genres) or explanatory models, but with the conditions under
which artistic phenomena become intelligible in analysis. This approach is
characterised by a sensitivity to how meaning in art is articulated, maintained,
and transformed across different levels of experience and interpretation. In
practice, it appears in the way the structure of experience, expressive artic-
ulation, and historically available modes of understanding are considered
together as interrelated aspects of meaning formation. Context, in this sense,
does not function as an explanatory background; it delineates the horizon of
intelligibility within which an artwork can be grasped.



84 Alina Avanesian

Another important conclusion concerns the consistent attention the
entries examined here give to how different layers of experience - sensu-
ous, expressive, logical, and imaginative - are articulated within the artwork
itself. These layers are approached as analytically distinguishable, yet inter-
nally related dimensions of artistic articulation, which makes it possible to
address aesthetic phenomena at different levels. This orientation is evident
in Akhmanov’s analysis of aesthetic sense, which traces how it emerges from
the interplay of logical articulation, poetic formation, and sensuous givenness.
A similar logic informs Zhinkin’s account of fantasy, understood as a mode of
intuition that can be iterated and thereby give rise to the internally differenti-
ated structure of fictional worlds. In both cases, analysis moves between these
levels in order to show how meaning is built up and sustained across different
experiential and expressive registers. Moving between these levels keeps anal-
ysis responsive to the internal complexity of artistic phenomena.

The Shpetian circle’s work on the Encyclopedia reflects a moment in which
phenomenological, hermeneutic, and semiotic approaches were not treated
as mutually exclusive. The authors could draw on Husserl’s analysis of inten-
tional acts, engage with hermeneutic notions of understanding and tradition,
and employ semiotic distinctions between sign and expression without treat-
ing these as rival theoretical commitments. The result is a methodologically
flexible approach that shifts between analytical registers in response to the
demands of specific problems.

The research is funded by the Deutsche Forschungsgemeinschaft (DFG, German
Research Foundation), project number 386757512: ,Zwischen Wissensutopie
und Archiv. Das Projekt einer ,Enzyklopddie der kiinstlerischen Terminologie‘
an der Staatlichen Akademie fiir kiinstlerische Forschung in Moskau (1921-1930).
Erschlieffung neuer Quellen".
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Abstract: This article examines Nikolai Tarabukin’s work in the field of art theo-
ry during the years of his affiliation with the State Academy for Artistic Research
(GAKhN). This period was marked, among other things, by significant changes in
Tarabukin’s views on art: from the avant-garde theory of Productivist art he moved
toward a sharply critical stance against the newest left-wing artistic movements. The
most striking expression of this shift can be found in his original conception of style,
namely in his stylistic interpretation of artistic genres, which Tarabukin developed
throughout the second half of the 1920s. The examination of this conception con-
stitutes the central focus of the present article. In addition to Tarabukin’s published
writings, the study draws on extensive archival materials and unpublished manu-
scripts, while also situating his ideas within the broader intellectual context of the
period. Through this approach, the reconstruction of Tarabukin’s conception emerg-
es as a revealing case study of the effort to define artistic terminology, as well as of

the ideological assumptions that may have underlain this fundamental task.

Keywords: Nikolai Tarabukin, GAKhN, style, “nature morte worldview”, Allge-

meine Kunstwissenschaft

In the history of art, Nikolai Tarabukin is mostly known as the author of the
tract Ot mol'berta k mashine (From the Easel to the Machine), published in 1923,
which established his reputation as one of the most important theorists of Pro-
ductivism. This text emerged from Tarabukin’s deep involvement in debates
about the future course of artistic development conducted by left-wing artists
and theorists affiliated with the Institute of Artistic Culture (INKhUK), where
Tarabukin served as academic secretary. In 1924, INKhUK - having previ-
ously been subordinated to the State Academy of Artistic Sciences (GAKhN) -
ceased to exist, and a new phase began in Tarabukin’s professional life, now
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connected directly with the Academy itself. He took the most active part in
its work, which continued almost up to the Academy’s dissolution in 1931.
Throughout this period, Tarabukin’s views underwent significant changes, lead-
ing his critics later to assert that, having begun “with a defence of new forms of
art and new methods of studying artistic facts”, by 1927-1928 he had “success-
fully arrived at openly idealistic positions”' It is this turn and the conceptual
form it assumed in Tarabukin’s writings that the present article examines.

In professional terms, the period of Tarabukin’s work at GAKhN was
perhaps the most productive in his life. His deep interest in the theoretical
problems of art — attested by the publication of the book Opyt teorii zhivopisi
(Toward a Theory of Painting, 1923) — found in GAKhN a maximally nour-
ishing intellectual environment. Here Tarabukin not only found himself at
the forefront of Soviet and, more broadly, European art-historical scholarship,
becoming a participant in the most pressing debates accompanying the for-
mation of art history as a fully autonomous discipline, but also got directly
involved in the development of the language of this “new science of art”

It was for this reason that Tarabukin is discussed within the project
devoted to the publication of the Encyclopedia of Artistic Terms. With regard
to the number of contributions to the volume prepared by the Division of Spa-
tial Arts, Tarabukin, the author of twenty-seven articles, is surpassed only by
Dmitrii Nedovich, who contributed more than eighty articles (that is, almost
one third of all the entries in the volume). At first glance, the range of topics
addressed in Tarabukin’s articles appears diverse; however, nearly all of them
can be integrated, in one way or another, into the broader set of problems in
art that concerned him. Moreover, they bear the imprint of his independent
theory of art, developed throughout the 1920s and finally articulated in the
unpublished monograph Teoriia iskusstva (“Theory of Art’, 1929). Thus, the
entire range of Tarabukin’s entries? is connected with the distinction between
art and “remeslo” (“craft”), which underscores the shift in Tarabukin’s views —
from defining art as “mastery” in his productivist theory to defining it as a
form of “orientirovka” (“orientation”), understood as an expression of the art-

1 «[. N ] Hava/1 C 3alThl HOBbIX ¢JOPM ]/ICKyCCTBa, HOBBIX METOJ OB I/ISY‘{eHI/IH Xy]:[O)KeCTBeHHI)IX
(baKToB, a K 1927-28 T. 671arONOIYYHO JOOPAICS 10 OTKPOBEHHO MI€aTUCTUYECKM TTO3ULMTI»
(M. A. 1929: 7). Unless otherwise indicated, the translations are mine. — E.1.

2 See especially: “Khudozhnik” (“Artist”), “Master” (“Master” e.g. artisan), “Shablon” (“Pre-es-

tablished scheme”).
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ist's worldview and embodied in art as a “khudozhestvennyi obraz” (“artistic
image”).

Without the possibility of addressing all aspects of Tarabukin’s theory of
art in detail, this article focuses on only one of them, namely, his original con-
ception of style, which Tarabukin himself regarded as one of his achievements.
Thus, describing his work at GAKhN, he writes: «Mou ncciegoBarenbckie
paboThl, 10 YTBEPXK/IEHNIO KPUTHKM, CTABST Psifi MpoOIeM COBEpIIEHHO
[I0-HOBOMY. DTO OTHOCHUTCS, HAIIpMMep, K CTaThsIM O IIeii3axke, IIOPTpeTe,
HATIOPMOPTe, XKaHpe, B KOTOPBIX 9TU KaTeTOPUM s pacCMaTpPUBAJl He TeMaTH-
YecK, a CTUMCTIIeckm» (cit. after Dunaev 2023: 161). An acknowledgment
of this achievement may be seen in the fact that he was entrusted with writing
the entries on landscape, portrait, and still life for the Encyclopedia.

The earliest manifestations of Tarabukins conception of style may be
traced to his paper on the “Left Front” (March 1925), where he seems to have
articulated, for the first time publicly, a sharply critical stance toward left art
as a whole, asserting that the “label <klichka> of futurism, budushchnichestvo”
had failed to justify itself, and that the alliance with production did not take
place (Tarabukin 1925: 8c). Tarabukin holds Cézanne responsible for this turn
of art toward a dead end. It is with Cézanne that he begins the substantive part
of his paper on left art: «ITepbiM >kecToM CesaHHa ObIIO U3DBATUE ,TYLIN
13 BHEIHETo MUpa 1 TpeBpallieHne ero B HatiopMopt.* Hemo“ aymaromee
U ,Cepile 4yBCTBylollee oTMeHeHbl. [...] Hattopmopt Borapuncs»” (Tara-
bukin 1925: 5). He finds these same “nature morte” tendencies in poetry, the-
atre, and music as well (ibid.).

At that point, however, these ideas had not yet been articulated in terms of
style. This came somewhat later, and the stimulus for this work was likely pro-
vided by the formulation of the general problem of style by the Philosophical

3 “My research work, according to critics, poses a number of problems in an entirely new way.
This applies, for example, to articles on landscape, portrait, still life, and genre, in which I ap-
proached these categories not thematically, but stylistically”.

4 Since, for Tarabukin, the Russian term “natiurmort” - following its French source - is
grounded in an etymology that crucially points to death (morte), the term will be given in its
French form in the discussion of his conception. Tarabukin opposes the nature morte to the
English “still life”, like the Dutch “stilleven’, as a depiction of life.

5 “Cézanness first gesture was the removal of the ‘soul’ from the external world and its trans-
formation into nature morte. The thinking ‘brow” and the feeling ‘heart” have been abolished.
[...] Nature morte has come to reign’”.
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Department of GAKhN. Its first mention appears in the plans of the Commis-
sion for the Study of the Problem of Artistic Form for the 1924/1925 reporting
year (Iakimenko 2017: 354). At the very end of 1924 and the beginning of 1925,
several papers on this topic were delivered; however, the systematic elabora-
tion of the problem of style dates to the subsequent reporting year, when it
was included in the plan of the Philosophical Department in the form of a
series of plenary sessions held jointly with the divisions. In addition to these,
independent papers addressing this general theme in one way or another were
presented in each of the Academy’s divisions, as well as in the Sociological
Department. As stated in the Academy Bulletin, work in this direction became
“one of the first attempts to unite different specialists around a single problem
or a complex of problems”.® According to the report by the Division of Spatial
Arts, it was precisely within its Subsection on Theory that the problem of style
evoked “the most lively response” (“naibolee zhivoi otklik”): almost all of the
papers heard in the Subsection between January and June 1926 addressed this
theme (ibid.: 54).

Tarabukin’s first paper, which served as a kind of introduction to his con-
ception of style, was also delivered in the Theory Subsection of the Division
of Spatial Arts on 15 October 1926 and was entitled “Formal’no-stilisticheskie
kategorii zhivopisi” (“Formal-Stylistic Categories of Painting”). It was fol-
lowed by an entire series of papers that continued throughout 1927 and, in
fact, were meant to act as chapters in the planned monograph Problemy stilia
v zhivopisi (“Problems of Style in Painting”), which remained unpublished.
Leaving aside for the moment the paper and its discussion, let us turn to the
background of its preparation. In fact, Tarabukin first undertook a systemic
approach to the problem of style in his likewise unpublished monograph Khu-
dozhestvennaia kul'tura (“Artistic Culture”), written, as he himself noted, in
the summer of 1925 and edited in the summer of 1926 — that is, in the wake of
the moment when the problem of style began to be discussed at the Academy.
In this work, Tarabukin introduces the concept of “formal-stylistic tendencies”
(“formal'no-stilisticheskie tendentsii”), which, in his view, makes it possible to
overcome differences specific to individual art forms on the path toward for-
mulating general laws governing the evolution of artistic culture. Tarabukin

6 «[...] omHOIT U3 MePBBIX MOMBITOK OOBENMHEHNA PA3HBIX CIIELMATNCTOB BOKPYT 061wert mpo-
6nembl wn ux komiiekca» (Biulleteni GAKhN 1926: 29).
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distinguishes five such tendencies, deriving them from five basic forms of art:
architectonicity, plasticity, painterliness, musicality, and literariness. Each of
these tendencies predominates over all forms of art during a particular his-
torical period, a predominance accompanied by the dominance of the corre-
sponding art form. Subsequently, however, Tarabukin narrows his focus and
concentrates on only one of these “formal-stylistic tendencies” - painterliness.
The special significance he attached to this concept is also evidenced by his
organization of a group for the study of painterliness at GAKhN, as well as
by his preparation of the dictionary entry on “painterliness” for the Encyclo-
pedia of Artistic Terms. The same concept underlies the monograph Problems
of Style in Painting.

In the preface to this book, Tarabukin writes that “art study, if it asserts its
scientific autonomy [...], inevitably poses its problems as problems of style,
that is, as problems of artistic worldviews”’ Even this initial thesis already
calls for some clarification, which may be provided by turning to the intellec-
tual context of the period. The surge in the popularity of the concept of “style”
was due first and foremost to the works of Alois Riegl, Stilfragen (Problems of
style, 1893), and Heinrich Wolfflin, Grundbegriffe der Kunstgeschichte (Princi-
ples of Art History, 1915), which promised the possibility not only of system-
atising the entire diversity of works of art, but also of identifying the common
factors underlying the emergence of their geographical or historical differ-
ences. Unlike the preceding positivist approach, most clearly exemplified by
Gottfried Semper’s book Der Stil in den technischen und tektonischen Kiinsten
(Style in the Technical and Tectonic Arts, 1860-1863), the basis of change was
understood to be not in external conditions (whether constraints imposed
by technique and material or the influence of the environment), but a certain
internal unity of form, its own logic and, in Riegl’s terminology, its “Kunstwol-
len” (“directed will”). This made it possible to free art history from its depen-
dence on historical or psychological methods, which had dominated the study
of art in the second half of the nineteenth century. This idea found particu-
larly clear expression in a formulation by Konrad Fiedler, widely regarded
as the founder of the movement in art history that sought to combine sci-

7  «VICKycCTBOBeJIeHMe, €C/i OHO OTCTAaMBAeT CBOK HAYYHYI0 CAMOCTOATENBHOCTD |...] Hems-
6eXKHO CTaBUT CBOM IIPOOTIEMbI, KaK IIPOO/IeMbI CTI/IA, T. €. KaK IPOO/IeMbI XyI0KeCTBEHHbIX
MupoBo3s3penuit» (Tarabukin 1927c¢: 5).
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entific rigour with independence from other disciplines. This formulation
was quoted by Gustav Shpet in the article “K voprosu o postanovke nauchnoi
raboty v oblasti iskusstvovedeniia” (“On the Formulation of Scholarly Work in
the Field of Art History”), published in the Bulletin of GAKhN: «He meTtopst
MCTOPUM ¥ TICUXOJIOTMY JETAIT MCKYCCTBO3HAHME TOYHBIM, a [O3HAHME
Heo6X0MMMOit CBSI3U B cTuIe» S (cit. after Shpet 1926: 8). To demonstrate how
strongly hopes for the systematisation and scientisation of art history were
linked to the concept of style at the beginning of the twentieth century, Hans
Ulrich Gumbrecht, in his article on the history of this concept, quotes the
following passage from Guido Adler’s book Der Stil in der Musik (1911):

Eine einheitliche Behandlung <of the concept of style> ist bisher noch nicht
versucht worden. Und doch besteht darin das Um und Auf kunstwissenschaft-
licher Betrachtung und Behandlung, die Stilbestimmung ist die Achse kunst-
wissenschaftlicher Erkenntnis. Die Stilfragen sind das Sublimat aller theoreti-
schen und historischen Untersuchungen und Feststellungen.

(cit. after Gumbrecht 1986: 771)

A unified approach [to the concept of style] has not yet been undertaken. And
yet this is the crux of art-historical observation and analysis: the determination
of style is the axis of art-historical knowledge. Questions of style are the culmi-

nation of all theoretical and historical investigations and findings.

Explaining the significance that the concept of style acquired in this period,
Gumbrecht notes that it functioned as a kind of “key” - a category through
which it became possible to move from the strict empirical observation of
objects to broad historical generalisations (ibid.: 771). In other words, style
could be understood as an interface: the external formal expression (acces-
sible to objective description) of a certain inner content, which - unlike the
notion of “form’, which functioned in a similar way - possessed a historical
dimension. As Williband Sauerldnder sharply formulated this point: “Other
disciplines could only try to understand historical processes; art history alone
could see evolution” (Sauerliander 1983: 265).

8 “It is not the methods of history and psychology that make art history precise, but the cogni-
tion of the necessary connection in style”.
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The historical specificity of what thus became visible to the art historian
is what Tarabukin calls an “artistic worldview”. The concept of “worldview’
also had its own history of development. Gaining in prominence throughout
the nineteenth century, it reached the height of its influence at the beginning
of the twentieth, owing in large part to the contribution of Wilhelm Dilthey
and his “Weltanschauungslehre” (“theory of worldviews”). In his approach,
worldviews are interpretations of reality that seek to articulate the meaning
and significance of the world; conditioned by the time and place of their emer-
gence, they therefore enter into struggle with one another (Dilthey 1964: 379).
Proposing for the first time a typology of different worldviews, which receive
their conceptual articulation in philosophy, Dilthey maintains that they find
their initial expression in poetry and religion. Developing these ideas, Dil-
they’s student Herman Nohl applies Dilthey’s established typology of world-
views to the visual arts as well.

Although Nohl was far from being the first to bring together the concepts
of “style” and “worldview” (style as the expression of worldview in the gener-
ally accepted sense of the term was at that time rather the dominant trend), he,
first, saw his task as demonstrating the very possibility of a specifically artistic
worldview, expressed formally rather than conceptually, and, second, relied
on an already elaborated typology of “worldviews”, thus seeking to resolve the
problem of arbitrariness in judgements about a worldview expressed in visual
representation (Nohl 1920).

The influence of Nohl’s ideas can be seen, in particular, in the fact that,
within the work on the problem of style at GAKhN, one of the very first
sessions, held in February 1925, was devoted to a discussion of his book Stil
und Weltanschauung (Style and Worldview). While it is noteworthy that the
speaker, Timofei Rainov, challenged Nohl’s claim of a direct correspondence
between these concepts, the discussion that followed the paper shows that the
opponents tended rather not to agree with Rainov’s position. Thus, for exam-
ple, Alexander Gabrichevsky noted that the speaker’s “separation of world-
view from style [...] provoked bewilderment”?, since, in his view, judgements
about worldview foundations cannot be derived from anywhere other than
stylistic forms. A similar opinion was expressed by Nikolai Zhinkin.

>

9 «[...] ormMexeBaHMe MUPOBO33peHMA OT cTuiaA [...] BbsBano Hemoymerme» (Plotnikov/
Podzemskaia 2017: 406).
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In addition to Nohl, Oswald Spengler was another thinker who also per-
ceived a correspondence between style and worldview; as Maria Gough has
shown, he had a significant influence on the formation of Tarabukin's views
already by the time he was writing From the Easel to the Machine (Gough
2000). For Spengler, style is above all a “style of culture” - a “destiny”, a “soul”.
The categories already established in art history (Romanesque, Gothic, Renais-
sance, Baroque), as Spengler emphasizes, are only stages of one and the same
style, namely the Faustian style of Western European culture, which is genu-
inely distinct from styles such as the Egyptian or Babylonian. Each culture is
characterized by a distinct worldview, or worldsense. Stages within a culture
also have their own worldview; in this sense, Spengler speaks of the Baroque
worldview, or the Gothic worldview."® Thus, the connection between worl-
dview and form becomes apparent. As Tarabukin writes in the preface to
Problems of Style in Painting, “the artistic worldview developed by an epoch
becomes a formative factor in works of art”"

However, Spengler’s thesis concerning the linkage of culture — and thus
of style - to the nation could not satisty Tarabukin, since the theory of art he
was developing had to operate with cross-cultural categories that could be
applied with equal success to European, Russian, and Japanese painting alike.
In this respect, Tarabukin positioned himself as a proponent of Allgemeine
Kunstwissenschaft (General Science of Art) - a research initiative that may be
regarded as the foundation of the Academy’s shared theoretical aspirations
(Kollenberg-Plotnikova 2017: 143), although it was by no means supported by
all of its members. Thus, for example, Dmitrii Nedovich expressed a mark-
edly sceptical view of General Science of Art (Nedovich 1927: 9). Tarabukin,
by contrast, can be described as a committed supporter of this intellectual
movement, which he understood primarily as an effort to establish general
categories of the study of art. It was precisely this task that Tarabukin set for
himself in Artistic Culture, where he introduced the concept of “formal-sty-
listic tendencies”. As he wrote in the same work, “the scholar concerned with

10 Spengler, Oswald: Der Untergang des Abendlandes — Umrisse einer Morphologie der Welt-
geschichte. Band 1: Gestalt und Wirklichkeit. Wien: Braumiiller, 1918; Spengler, Oswald: Der
Untergang des Abendlandes - Umrisse einer Morphologie der Weltgeschichte. Band 2: Welthisto-
rische Perspektiven. Miinchen: C. H. Beck, 1922.

11 «XyJOKeCTBEHHOE MUPOBO33PEHNE, BEIPAbAThIBAEMOE SII0XOI, CTAHOBUTCA (pOpMOOOPasyro-
M HaKTOpoM ImpousBeneHnit uckyccrsa» (Tarabukin 1927¢: 4).
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the general problems of art faces the task of creating a terminology common
to the presently fragmented, partial, and specialized disciplines of the study
of art”'2

Having subsequently narrowed his inquiry to the problem of painterliness,
Tarabukin arrives at a new concept — namely, that of “formal-stylistic cate-
gories’, which he presented in the paper of the same title mentioned above.
These categories, in Tarabukin’s view, could serve as a necessary classifica-
tory scheme and as a means of ordering the mass of “raw” factual material.
As such formal-stylistic categories, Tarabukin proposes concepts that in art
scholarship are conventionally referred to as genres: landscape, portrait, genre
painting, and still life. This conceptual conflation, paradoxical at first glance,
may be partly explained by a borrowing from literature studies, where, as is
well known, style had been understood since antiquity as a mode of imitation
of reality divided into high, middle, and low, and thus forming the basis of a
genre system. Nor is the general observation of the predominance of particu-
lar genres within different historical styles in itself unusual. A direct indication
of the possibility of such an approach can be found, for example, in Aleksei
Sidorov’s article, published in the first issue of the Bulletin of GAKhN, where
he briefly remarks: «Ileif3ax KaK IeHTpaIbHAsI TeMa XXVMBOIIICY XapaKTepHa
JUISL MHOTO BPEMEH, 4eM HaTIOpPMOPT. I10 9BOJIIOLNN TEMATHKI MOXXHO CTPO-
UTb Tak)Ke IeTKo MCTopuio cTusein» 1 (Sidorov 1925: 27). Tarabukin, however,
goes beyond a mere acknowledgment of the connection between subject
matter and style: «[...] He mopTpeT, KaK Tema, a MOPTpPeTHAsI MHTEPIIpETa-
LVisI peaIbHOTO MIPA, He HATIOPMOPT KaK 1300 paske e ,, MEPTBBIX Beleil ', a
u3obpasurenpHas GopMa, KaK BbIpaKeHIe HATIOPMOPTHOI OPUEHTIPOBKID
(Tarabukin 1927¢: 5-6)."* These are the problems that express a stylistic
approach and thus correspond to the fundamental tasks of the science of art.”

12 «Ilepen uccenoBareneM 06X IPO6IEM UCKYCCTBA CTOUT BOIIPOC O CO3AAHNI TEPMUHOTIO-
ruu o6ireil BceM pasfpOGIeHHBIM Ceifdac, YaCTHBIM U CIIeIMaTbHBIM AUCLMIUINHAM MCKYC-
crBo3HaHms» (Tarabukin 1926: 173).

13 “Landscape as the central theme of painting is characteristic of a different period than still life.
From the evolution of subject matter one may just as easily construct a history of styles”

14 “[...] not portrait as a theme, but the portrait interpretation of the real world; not nature
morte as the depiction of ‘dead things, but pictorial form as the expression of a nature morte
orientation”

15 Another, less radical example of a stylistic interpretation of genres may be found in Aleksei

Fedorov-Davydov’s Russkoe iskusstvo promyshlennogo kapitalizma (Russian Art of Industrial
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Tarabukin’s conceptual innovation, however, was met with a certain degree
of scepticism by his colleagues at GAKhN, as is evident from the minutes of
his papers’ discussions. Even the very first paper — despite the general approval
of Tarabukin’s intention to define concepts - raised numerous questions and
doubts among the listeners. The first and most obvious objection was voiced
by German Zhidkov. While agreeing with the speaker that approaching art
from the standpoint of subject matter (portrait, still life, and so forth) was
unproductive, he nevertheless expressed surprise that “the speaker does not
propose a new terminology and, while criticising the old one, nevertheless
returns to it and assigns it a new interpretation”. He points out that “the old
terminology (landscape, still life, portrait, and so on) has existed for a long
time and possesses its own content, which is fully justified; in the speaker’s
usage, however, it has lost its meaning”.'® A similar point was made, in slightly
different terms, by Nikolai Zhinkin, who remarked that “a portrait always
conveys individuality; one may portray objects, but this would still be a still
life, since the concept of a portrait is associated for us with the depiction of
individual human forms” " In response, Tarabukin denied that he was offering
a new interpretation of old terms, stating that he was “merely uncovering the
genuine meaning of the term”"®

A more detailed answer on this debate can be found in Artistic Culture,
where Tarabukin explains that terms, as a rule, arise accidentally and do not
correspond to the essence of the concepts they designate, while artificially
invented terms usually fail to gain currency. For this reason, he regards the
borrowing of the most precise terms from specialized disciplines, and their

Capitalism), in which the successive predominance of different genre principles is under-
stood primarily as conditioned by the logic of the formal development of the modern style.
A comparison of the two conceptions, however, calls for separate and detailed consideration.

16 «[...] mOYeMy HOK/IAUNK He HaeT HOBOI TEPMUHOIOIMI ¥ KPUTUKYSL CTAPYI0, OH BCe XKe BO3-
BpAIlaeTCsA K Hell 1 JaeT eif HoBoe TojnKoBaHue. Crapas TepMuHONOrMsA (Ieii3ax, HaTop-
MOPT, OPTPET U T. /i.) CYLIECTBYeT y)Ke AABHO, VIMEET CBOE COjiep)KaHIe, KOTOpOe BIIOTHE
OIIPaBJAHO, y JOKIA[UNKaA JKe OHa moTepsita cMbIc» (Protokol Ner Sovmestnogo zasedaniia
Teoreticheskoi podsektsii i Zhivopisnoi komissii SPI GAKhN [“Formal'no-stilisticheskie
kategorii zhivopisi”. Tezisy i preniia.] (1926). RGALI. F. 941. Op. 3, Ed. khr. 67. L. 1 ob.).

17 «[...] moprper Bcerna nepenaeT MHANBIULYATBHOCTD, MOXKHO LIOPTPETIPOBATH IIPEMETbL, HO
9TO OyIeT BCe 5Ke HATIOPMOPT, IIOCKO/IbKY C TIOHATIEM IIOPTPeTa y HAC CBSI3aHO IIPefiCTaBIIe-
HIte 06 M300payKeHNI MHAMBHUYaTbHBIX GopM denmoBekar (ibid.: 2).

18 «[...] 1MIIb OTKPBIBAET MOMIMHHDII CMBICI TepMuHa» (ibid.: 2 ob).
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extension to a broader range of concepts, as a compromise solution (Tara-
bukin 1926: 174). It should be noted, however, that despite his aspiration to
precise definitions, Tarabukin remained inconsistent in his use of the terms
he proposed. Thus, although at first he attempted to be cautious, employing
the notions of “formal-stylistic tendencies” or “categories’, in his later pub-
lished texts he freely replaces them with the term “style” itself, speaking, for
example, of a portrait style or of nature morte as a style, while at the same
time using such expressions as painterly or plastic style. Yet, he continues to
employ genre terms in their traditional sense as well, speaking simultaneously
of landscape as the depiction of nature and of landscape as a style — thereby
creating terminological ambiguity, despite his repeated caveats that thematic
and stylistic understandings of these terms do not coincide.

In addition to doubts concerning the overall validity of the proposed
approach, Tarabukin’s colleagues also directed their criticism at a number of
more specific points. Thus, replying to the same first paper, German Zhid-
kov considered it incorrect to speak of a historical succession of the catego-
ries under discussion, since they can exist not only within a single epoch but
even within the work of a single artist. Dmitrii Nedovich disagreed with the
classification established by Tarabukin, regarding it as insufficient, and also
expressed doubts as to whether the proposed categories could in principle
be considered formal-stylistic. Nikolai Zhinkin, for his part, pointed out the
impropriety of opposing portrait to nature morte, and noted that in the speak-
er’s presentation the concepts of painterliness and landscape ended up over-
lapping (Protokol no. 1, 1926).

These remarks lead us to what is perhaps the most problematic and at
the same time the key characteristic of Tarabukin’s conception. In essence, by
interpreting genres stylistically, Tarabukin on the one hand overcomes the
classical hierarchy of genres, at whose apex stood history painting; yet, on the
other hand, he implicitly replaces it with a hierarchy of his own, within which
landscape and portrait occupy the highest position, while still life unques-
tionably stands at the bottom. As German Zhidkov aptly observed during the
discussion of the paper on still life, Tarabukin’s presentation was “in essence
directed against contemporary painting” («I10 CyILecTBy HalpaBaeHO IPOTUB
COBpeMeHHOJI >KMBOIICH»). As he went on to explain, “contemporary painting
is indeed inclined toward still life; hence, apparently, the identification of con-
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temporary painting with still-lifeness and the clearly unflattering evaluation
of this category, transformed from a generic one into a psychological one” "

While in his articles for the Encyclopedia Tarabukin generally adheres to
a traditional, thematic interpretation of the terms “landscape”, “portrait”, and
“still life”, only mentioning in passing the differences in their stylistic treatment
and thus avoiding evaluative judgments, in his published journal articles he
focuses entirely on his original stylistic interpretation. Let us briefly outline
the content of this interpretation.

The principal formal features of landscape as a stylistic form are “air”
" (“shading”), through which the living countenance of nature
is revealed. Thus, landscape, in the stylistic sense of the word, according to
Tarabukin, originates only with Leonardo da Vinci, who was the first to pres-
ent nature “in a painterly guise, as a living organic space filled with air and
saturated with light”?° From this perspective, Tarabukin refers, for example,
to Titian’s depiction of Saint Sebastian as a landscape “in the genuine stylistic
sense of the term” («B MOAIMHHOM CTUIMCTUIECKOM CMBIC/IE TOTO TEPMIHA» ).

The stylistic features of portrait, according to Tarabukin, consist “in the

treatment of a phenomenon as a living and individual image” («B TpakTOBKE

and “svetoten

ABJIEHNUA KaK >KMBOIO U MHAVBUJya/JIbHOTO o6pasa»; Tarabukin 1927a: 164).
“This style”, Tarabukin writes, “emerged as the result of an organic sense of the
world, through which the world came to be perceived as a unified whole, as a
beginningless and infinite flow of vital energy in a state of perpetual becom-
ing”! From this perspective, portraits would include, for example, the land-
scapes of Camille Corot and the still lifes of Willem Claesz. Heda.

The stylistic characteristic of genre painting, Tarabukin argues, lies in
“an everyday perspective on events and their external localization in space
and time” («[...] 6BITOBOI acIeKT Ha COOBITYS ¥ BHELIHAS UX JIOKa/IM3aLVs

19 «[...] coBpeMeHHas XXMBOIMCH, [EICTBUTENIBHO, CKIOHHA K HATIOPMOPTY: OTCIO[Q, IO BU-
JAUMOMY, ¥ SIBUJIOCH OTOXK/IECTBJIEHIE COBPEMEHHOII >XMBOICK C HATIOPMOPTHOCTBIO I
SIBHO He JIeCTHAs OlleHKa JIaHHOJ KaTeropuy, M3 >KaHPOBOJ — IIpeBpallleHHO} B ICHUXO-
norudeckyio». (Protokol no. 7 Zasedaniia Komissii po izucheniiu zhivopisi SPI GAKhN
[“Natiurmort kak problema stilia”. Preniia.] (1927): RGALL E 941. Op. 3. Ed. khr. 108. L. 1 0b.)

20 «[...] B XMBOIMCHOM 00/NKe, KaK >KMBOE OPTaHIYeCKOe IPOCTPAHCTBO, HATOMHEHHOE BO3-
IyxoM u HacelienHoe cBetoM» (Tarabukin 1927b: 38).

21 «9TOT CTWIb SBUWICS Pe3y/IbTaTOM OPraHMYeCKOr0 MUPOOINYIeHNsI, 61arofaps KOTOpoMy
MIP CTaJ BOCIPVHIMATHCS, KaK eIMHOe Lie/oe, Kak OesHadanbHbIL I 6eCKOHEUHBIN IIOTOK
SKM3HEHHOII 9HePIiM, HAXOJSLIEIICS B COCTOSIHUM BEYHOTO cTaHoBneHust» (ibid.: 173).
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0 MeCTy 1 BpeMeHm»; Tarabukin 1928b: 13-14). The worldview of the genre
painter, in his view, is bourgeois, and the creative act itself is devoid of any
imaginative ascent. At the same time, he emphasizes that it is not the depiction
of everyday aspects of life as such that he calls bourgeois, but only a mode of
treatment in which any event appears to the viewer solely as “bytovye épizody”
(“everyday episodes”). Thus, for example, he discerns genre-like qualities in
the religious subjects of Andrea Previtali.

Finally, the stylistic specificity of nature morte consists in the fact that “the
nature morte worldview conveys in pictorial form not the living substance
of a phenomenon, but the dead form of the thing”? It is characteristic that
the notions of “style” and “worldview” become interchangeable for Tarabukin,
especially in relation to nature morte. In his view, the nature morte worldview
has come to dominate not only almost all contemporary painting and other
arts, but even the study of art itself — this is precisely how Tarabukin interprets
the turn toward the formal method. Without offering clear formal charac-
teristics of nature morte-ness, he broadly equates it with formalism as such,
which in turn is identified with “veshchnost” (“thingness”). The “veshchnoe”
(“thing-like”) is nothing other than “dead nature”, deprived of life and soul.
“In place of the ‘soul”, he writes, “construction’ appears. In place of the liv-
ing organism of art - a dead mechanism of craft”* Nature morte-ness thus
appears not merely as a style, but rather a threat to life and to art as such. As
Tarabukin writes, “the nature morte style is the antipode not only of portrait
style, but a kind of monstrous antithesis within the very depths of art [...].
The worldview of nature morte is the assertion of the power of the dead over
the living [...]"*

As mentioned earlier, Tarabukin assigns Cézanne the role of progenitor
of nature morte and of a nature morte world perception. It is therefore to be
expected that the latter becomes the object of the same strong aversion as the

“style” itself. “The terrible vivisectionist, who deprived artists of their living

22 «[...] HATIOPMOPTHOE MUPOOILLYIIEeHNE [IepefaeT B n306pasuTebHOI GopMe He KUBYIO Cy6-
CTaHLMIO ABJIEHNSA, @ MepTBYI0 hopmy Beum» (Tarabukin 1928a: 42).

23 «BmecTo ,,aymm“ MosABIAETCA ,KOHCTPYKIMA . BMeCTo >MBOro OpraHmsma MCKycCTBa —
MepTBBIIT MexaHu3M pemecia» (ibid.: 47).

24 «HaTIODMOPTHBI CTWM/Ib — AHTHIIOJ He TONMBKO MOPTPETHOTO CTWJIA, HO KaKasA-TO 4y[o-
BUIIHAA AHTHTE3a B HEAPAX CAMOTO MCKYCCTBa [...]. MumpoouyleHne HaTIopMOpTa — 3TO
yTBep)KjIeHMe CU/Ibl MEPTBOTO Hal XKMBBIM |[...]» (ibid.: 51).
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human perception of the world <...> it was he who transformed the painting
oflife into the painting of death,” Tarabukin writes (Tarabukin 1928a: 47). And
what is remarkable here, is that until this point, Cézanne had apparently never
become an object of such bitter accusations in Russian art critique. Perhaps
the harshest criticism Cézanne was subjected to was the accusation that his
painting was charlatanism - or simply ugly. Even within the most conserva-
tive art critique, which regarded European modernist painting as a threat to
humanism and traditional spiritual values as well as a symptom of the Euro-
pean culture’s degeneration, Cézanne was not branded as its embodiment.
This role was initially assigned to Impressionism and, among individual artists,
above all to Picasso. In his discussion of Cézanne and nature morte, Tarabukin
in fact reiterates the tropes of the anti-modernist Russian critique devoted to
Picasso and Cubism. The transformation of the living into a dead “thing’, the
growing mechanical and geometrical character of art, and hence the predom-
inance of nature morte — all these ideas can already be found, for example, in
Sergei Bulgakov’s “Trup krasoty. Po povodu kartin Pikasso” (“Beauty’s Corpse:
Apropos of Picassos Paintings”). Tarabukin does not, however, conceal this
affinity. In an article that remained unpublished during his lifetime, “Problema
intérieur’a i extérieura v iskusstve” (“The Problem of Intérieur and Extérieur
in Art’, 1926), he writes that Nikolai Berdiaev and Sergei Bulgakov “merely
registered a real fact in a mystical form” when they discerned the “demon of
materiality” that had enslaved the “living soul”? in Picasso’s paintings.

Why, then, does Cézanne and not Picasso become, for Tarabukin, the artist
who marks the “beginning of the decline” in modern art? The answer appar-
ently lies in the fact that the influence of Cézanne reached its apogee after the
Revolution, and it was he who was celebrated as the fountainhead of the new
art. This line of succession was most clearly outlined in Kazimir Malevich’s
pamphlet From Cézanne to Suprematism (1920). Although Cézanne was at that
time acknowledged by various artistic movements — most of which saw his
significance precisely in the possibility of a return to representational painting
(Dorontchenkov 2009: 14, 276) — Tarabukin here followed an explicitly avant-

25 «<Korna Bynrakos u BeppsieB> 6exanu OT ,,AbsSBONBCKOTO HABOKAEHUA KapPTUH, KOMMMU
BITaJIeNT ,,JIeMOH MaTepyajbHOCTH, TOMOHMBIINIA ,, YLy XKMBYIO“ M OCTaBMUBLINII OffHY ,He-
OfIyXOTBOPEHHYIO I/IOTD, OHM TONBKO B MUCTHYECKOi (opMe KOHCTATHPOBAIM PeasbHbIi
¢akr» (Dunaev 2024: 10).
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garde logic that regarded Cézanne as the figure who, through geometrization,
opened the path to Cubism and ultimately to non-objectivity. Thus, on the one
hand, Tarabukin’s critique reproduces in its form earlier anti-modernist crit-
icism almost entirely; on the other hand, it is directed not at modernism as a
whole, but only at that particular branch, which, in Tarabukin’s view, led to the
death of art - a dead end from which an escape had been promised but never
achieved — namely, the art of the avant-garde, culminating in Constructivism.

There was, however, likely yet another reason for this sharply articulated
antipathy — namely, the image of Cézanne that took shape after the Revo-
lution as the foremost materialist in painting, a quality, of course, deemed
necessary for an artist celebrated in the Soviet state. “Cézanne was the first
materialist in painting”, wrote Dmitry Melnikov in a 1921 article (Melnikov
2009: 296). Yet whereas for Melnikov Cézanne’s “extraordinary sense of mate-
riality” constituted a virtue — pointing the way toward a new classicism and
even providing grounds for a flattering comparison between Cézanne and
Marx - for Tarabukin it was an unmistakable flaw. This is precisely what
Tarabukin has in mind when he speaks of the “thingness” of nature morte.
Although in his published texts Tarabukin prudently avoids a direct con-
demnation of materialism, in Filosofiia ikony (“Philosophy of the Icon”) - a
text evidently not intended for publication, completed in 1935 though dated
1916 by the author?® — he writes of “materialist painting generated by pos-
itivist consciousness” («MaTepyranMCTIYeCKas >KMBOICDH, IOPOXKAEHHAs
MO3UTUBUCTUYECKUM CO3HaHMeM»; Tarabukin 1999: 106). Here, materialism is
firmly embedded within a constellation of concepts — positivism, rationalism,
and mechanicism - that together characterize an anti-religious worldview,
which, in the context of a book expressing the author’s deeply Christian views,
is, of course, cast as hostile.

For Tarabukin, the "thing-like", understood as dead, is consistently
opposed to the organic - the living.?” It is evident from the preceding expo-
sition, as revealed in a series of concepts — materialism, thingness, positivism,
rationalism, as well as formalism — which, in Tarabukin’s view, and in accor-

26 According to N. K. Gavriushin, this date is a mystification, while Dunaev maintains that the
first drafts of the text date back to 1916. See: Tarabukin 1999: 18s.

27 'The importance of the concept of “life” for Tarabukin, and its connection with the philosophy
of Georg Simmel, has been discussed in detail by Nataliia Zlydneva (2024).
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dance with the established critique of modernity from conservative positions,
characterise contemporary civilisation. The same series includes the increas-
ing division of labour, differentiation, and specialisation, which fully manifest
themselves both in the sphere of art and in the sphere of its study. Thus, what
becomes a target here, among other things, is the principle of autonomy, Tara-
bukin’s critique of which will reach its culmination in the aforementioned
Philosophy of the Icon, where he will state directly that art can be justified only
by religious content (ibid.: 51).

Tarabukin unexpectedly finds a redemptive antidote to all these “disinte-
grating” tendencies in the concept of the General Science of Art, which, as
it appears to him, proposes not an analytical but a synthetic approach to art
— the overcoming of art’s intolerable fragmentation through the establishment
of general categories of art. In the General Science of Art, Tarabukin discerns
the same “monistic principle” (“monisticheskii printsip”) that is characteristic
of modern physics, which “establishes the homogeneity of the composition of
matter” («ycTaHaBIMBaIOIell OMHOPOSHOCTb COCTaBa BelllecTBa»; Tarabukin
1929: 73), or of biology, which demonstrates the commonality of different spe-
cies of animals and plants. The subject of the General Science of Art, the gene-
alogy of which Tarabukin traces back to Hegel, is, as he states, “the grounding
of the specific character of the artistic in its ontological essence”?® In addition
to a general definition of art as such, the resolution of this task also includes
the determination of the categories of the artistic, which are categories of a
formal-stylistic kind. “Problems of style in the proper understanding of this
term’, Tarabukin writes, “are the cardinal problems of the General Science of
Art>%

Thus, when Tarabukin establishes “portrait”, “landscape”, “genre”, and
“nature morte” as formal-stylistic categories, he engages in a kind of struggle
against what, in the words of Pavel Florensky, may be termed “entropy’, and its
ultimate embodiment, the “nature-morte worldview” — a struggle that at times
takes on eschatological overtones. As Tarabukin writes on the establishment
of the general categories of the theory of art, its aim is “to reduce the diversity

28 «[...] 000CHOBaHEe CHCLU/I(lJI/IKYMa XYy[IOXXECTBEHHOI'O B €ro OHTOJIOTMYECKON CyHHOCTID

(ibid.: 76).
29 «IIpo6eMbl CTWIA B HOJATMHHOM IOHMMAHNUI 3TOTO TePMUHA [...] CyTb Kap/jiHa/IbHbIE TPO-

6rembl o6wiero nckyccrBosHanus» (ibid.: 77).
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of reality to an intelligible unity”. This task, formulated in passing, perhaps
best characterises his entire scholarly project, to which he devoted himself
during his years of work at GAKhN - the creation of a unified and autono-
mous science of art, directed at its core against the principle of autonomy.

Funded by the Deutsche Forschungsgemeinschaft (DFG, German Research
Foundation) - 386757512.
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Dance in the “Encyclopedia of Artistic Terminology™:
Reflections on the GAKhN Choreology Project

Abstract: The First (Philosophical) Volume of the Encyclopedia of Artistic Terminolo-
gy was to include entries on dance, ballet, choreography, choreology and gesture.
Although the texts are not known, and it is not clear whether the entries were ever
written, the decision to include them is telling. It signals that, from the very begin-
ning of the State Academy of Artistic Sciences (GAKhN), dance assumed an import-
ant place in the institution. Wassily Kandinsky famously included movement in his
synthetic art project, giving an impulse to the establishment of dance studies at the
Academy. Throughout the 1920s, the Choreological Laboratory ran a substantial re-
search programme. The article provides a brief overview of dance studies at GAKhN

and discusses the place of dance in the Encyclopedia of Artistic Terminology.

Keywords: dance, choreology, kinemology, Wassily Kandinsky, Aleksei Sidorov

Kandinsky and Dance

The First (Philosophical) Volume of the Encyclopedia of Artistic Terminol-
ogy was supposed to have entries on dance, ballet, choreography, choreology
and gesture.! Although the texts are not known and it is not clear that the
entries were ever written, the intention to include them signals that, from the
very beginning of the State Academy of Artistic Sciences (GAKhN), dance
assumed an important place in the institution. One of GAKhN’s founders,
Wassily Kandinsky, famously listed movement among other arts in his syn-

1 ,Slovnik Filosofskogo otdeleniia” (1929), in: The Manuscript Department of the Russian
State Library (NIOR RGB). Fond s547. Kart. 10. Ed. khr. 1, See: https://gachn.de/slovnik-
filosofskogo-otdelenija-nior-f-547-10-1-ca-1929 (23.08.2025). On the history of the project
see Plotnikov 2023 and his article in this volume.
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thetic art project, and this gave a strong impulse to the establishment of dance
studies at the Academy.

In the early 1900s, when Kandinsky studied with the Munich artist Franz
von Stuck, new dance made its appearance in Europe. In contrast with classi-
cal ballet, it put music and expression of feelings above old-school technique
and privileged intimate solos, initially almost entirely by women. Before the
First World War, Munich had a reputation as the capital of modern dance.
Prior to her debut in the Miinchner Kiinstlerhaus in 1902, Isadora Duncan
visited von Stuck in his villa and performed for him. Stuck photographed his
daughter as a skirt dancer and sculpted a relief of veil dancers in the manner
of Loie Fuller (Munich Dance Histories 2025). The same year, Japanese actress
Sada Yacco included Munich in her European tour. In 1904, the Traumtdinze-
rin (Dream-dancer) Magdeleine Guipet became a short-lived sensation: she
improvised dances while supposedly in a hypnotic state (Eidenbenz 2011: 2).
Maud Allan and Ruth St Denis, North-American performers of exotic “oriental”
dance, made their appearance around 1906. Dancers and choreographers Sent
Mahesa, Clotilde von Derp, Alexander Sacharoff, Rudolf von Laban and Mary
Wigman debuted in Munich.? In January and April 1914, the Laban School
performed there, and Wigman presented her solos, “Lento’, in a long silk dress,
and her demonically expressive ,,Hexentanz“ (“Witch Dance”). These and other
artists created a burgeoning scene for modern dance, the first scene of its kind
in the world. The chronicler of modern dance, Hans Brandenburg, with his
artist wife, Dora Brandenburg-Polster, lived and worked in Munich; while he
wrote on dance, she illustrated his published work with her sketches of dancers.

Exposed to these developments, Kandinsky became interested in move-
ment and experimented with dance, as we will see later. Already in 1908/09
he started a project in Gesamtkunstwerk, a synthesis of the arts, with the com-
poser Thomas de Hartmann and the dancer Alexandre Sacharoff. Kandinsky
considered movement a basic element of art. Exploring the synthesis of the
arts and synaesthetic perception of art works in his manuscript, ,Uber das
Geistige in der Kunst“ (“On the Spiritual in Art”), he included dance, both

2 Sent M’Ahesa was the pseudonym of the Swedish dancer Else von Carlberg (1883-1970); Clo-
tilde von Derp (Clotilde von der Planitz, 1892-1974) and Alexandre Sacharoff (1886-1963)
founded their own dance theatre ca 1919; Rudolf von Laban (1879-1958) was an innovative
dancer, choreographer and movement theorist; Mary Wigman (1886-1973) studied with the
latter and subsequently became one of the best-known modern dancers.
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in its own right and as part of the “monumental” or total work of art, the
Wagnerian Gesamtkunstwerk. Discussing theatre staging and directing, he dis-
tinguished three elements: “musical movement”, “painterly movement” and
“dance-artistic movement” (tanz-kiinsterlische), and he envisaged their effec-
tive synthesis in the audience’s perception (Weiss 1979: 203). The artist backed
up the changes that modern dancers made to old ballet: “The reformers of
ballet have in our own times turned their eyes toward forms from the past,
whence they seek help even today. We are faced with the necessity of creating
a new dance form, the dance of the future” (Kandinsky 1994c: 205).

The formulaic reference to “dance of the future” copied the title of Isadora
Duncanss lecture, ,Der Tanz der Zukunft® (“Dance of the Future”), originally
published in German in 1903 and translated into Russian in 1906. Kandin-
sky may have seen Duncan performing in Munich and Moscow. He drew
a parallel between her role in reforming ballet and the role of avant-garde
artists in revolutionising academic painting. Both did it by returning to the
ancients: “[...] thus originated the link forged between Isadora Duncan and
Greek dance and the dance of the future. This happened for exactly the same
reasons as those that prompted the painters’ search for help among the prim-
itives. Of course in the case of dance [as in the case of painting], this is only a
transitional stage” (ibid.: 205). The artist could sympathise with Rousseau-ist
philosophy of “natural” movement and the rejection of conventional beauty
advocated by Duncan. She argued that no movement can be “ugly” if it comes
from the inner nature: “a child ought to dance as naturally as a plant grows. An
inner force ought to come to the surface and find expression, the inner voice”
(Duncan 1928b: 119). Only the movement that comes from within, from the
dancer’s “nature”, can be harmonious and spiritual (Duncan 1928a: 54). In tune
with her, Kandinsky claimed that “[...] conventional ‘beauty’ of movement
must be thrown overboard [...]. Just as in music and in painting, there exist no
‘ugly sound’ and no external ‘dissonance’ [...] so too in ballet we will soon be
able to sense the inner value of every movement, and inner beauty will replace
outer beauty. From these ‘unbeautiful’ movements that now suddenly become
beautiful streams forth at once an undreamed-of power and living strength”
(Kandinsky 1994c: 205-206).

Duncan prophesied that the dancer of the future will be one whose body
and soul have grown so harmoniously together that the natural language of
that soul will have become the movement of the body. From all parts of her
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body shall shine radiant intelligence. In the German original (the English
translation appeared a quarter of a century later), the concluding sentence
reads as follows: ,,Ja, sie wird kommen, die Tanzerin der Zukuntft, sie wird
kommen als der freie Geist, der in dem Leibe des freien Weibes der Zukunft
wohnen wird“ (Duncan 1903: 45). In “Uber das Geistige in der Kunst” Kandin-
sky used the same German word, der Geist, which can be rendered into Eng-
lish as either spirit or intelligence. Like Duncan, he believed that the highest
and most perfect artistic expression is of the inner character, inner voice, or
of true nature. The historian Michael Huxley summarises the conclusion of
“Uber das Geistige in der Kunst” in the following passage:

Kandinsky characterizes three types of painting: the impression, the impro-
visation, and the composition. The first concerns the artistic realization of an
external impression; the second, a “largely unconscious, spontaneous expres-
sion of inner character”. [...] Kandinsky describes the third type as “an expres-
sion of a slowly formed inner feeling, which comes to utterance only after a
long maturing”.

(Huxley 2017: 266)

In 1908 Kandinsky began experiments with Alexander Sacharoff, who relo-
cated to Munich to study dance (two years later, Sacharoff debuted at the
Miinchner Kiinstlerhaus and later performed at the Munich Artistic Theatre).
In an article he wrote back in Russia, Kandinsky recalled:

I myself had the opportunity to carry out some small experiments abroad with
a young musician and a dancer. From among several of my watercolors the
musician would choose one that appeared to him to have the clearest musical
form. In the absence of the dancer, he would play this watercolor. Then the
dancer would appear, and having been played this musical composition, he
would dance it and then find the watercolour he had danced.

(quoted ibid.: 268)

The same year he wrote this, 1920, Kandinsky became head of the Institute
of Artistic Culture (INKhUK), a new institution established with the aim to
study art and provide it with a scientific foundation. In the “Program for the
Institute of Artistic Culture’, he proposed to search for “the effect on the psy-
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che” of painting, sculpture, architecture, music, poetry and dance. The artist
located “movement of the body and its parts” as an “individual art” contrib-
uting to what he termed “a monumental artwork” (Kandinsky 1994e: 464). He
was concerned with reforming old ballet, which had “become more or less
museum relics” Yet, if earlier Kandinsky had credited modern dance with
this mission, in 1920 he claimed the changes would come from “the circus
movements of acrobats, gymnasts, clowns, and last but not least, comedians’,
including slapstick comedy (ibid.: 466). He also mentioned “movements used
in rituals”, commenting that “certain gestures, distinguished by their extreme
schematicism, possess a superhuman power of expression” (ibid.: 467). As
earlier, he believed that, when studying movement, one should pay attention
to both the perception of movement by spectators and the sensation of one’s
own movement “from the standpoint of the inner impression” or “psychic
experience” (ibid.: 468). His focus on inner experiences of movement echoed
contemporary research on muscular sense, or kinaesthesia, and it was in line
with the philosophy of modern dance.

In June 1920, Kandinsky presented his programme to the conference of
the Free Workshops. INKhUK brought together avant-garde artists Aleksandr
Rodchenko, Varvara Stepanova and the Stenberg brothers, and the theorists
Aleksei Gan, Osip Brik and Boris Arvatov. It quickly became clear, however,
that Kandinsky, from an older generation, had very different interests from
the radical artists. In January 1921 he left, and at the end of the following year
INKhUK became attached to the Academy of Artistic Sciences. Just before
leaving, Kandinsky turned his programme into the project of GAKhN’s Phys-
ico-Psychological Department. Later, he developed some related ideas at the
Bauhaus. In one of the early essays written there, ,,Uber die abstrakte Biihnen-
synthese® (“Abstract Synthesis on the Stage”), Kandinsky re-stated that a “mon-
umental abstract art” should include “organised movement - the resources of
dance - temporal, spatial, abstract movements not of people alone, but of
space, of abstract forms, subject to their own laws” (Kandinsky 1994a: 506).

Choreology

What started as a project turned out to be Kandinsky’s legacy. His intellectual
heir at GAKhN was Aleksei Sidorov (1891-1978), a full member and Academic
Secretary after 1924. It is likely Sidorov came across modern dance at the
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end of the 1900s, when Isadora Duncan toured Russia, and almost certainly
in 1913/14, when, as a graduate from Moscow University, he spent a year in
Munich on a scholarship. While in Munich, Sidorov had the chance to see
many dance performances, including the German-Dutch choreographer and
dancer Gertrude Leistikow and the Laban School. He and Kandinsky may
have met either there or, earlier, in Moscow. They shared views on why and
how to study movement and had a plan for a special discipline on dance, for
which Sidorov coined the term “choreology”.’

Beginning in the mid-1910s, Sidorov worked on a manuscript, Sovremen-
nyi tanets (Modern Dance), which he published as a book in the winter of
1922/23 (Sidorov 1923). The first Russian monograph on contemporary dance,
it borrowed some ideas from Hans Brandenburg’s monograph with the same
title yet gave an original account of several contemporary dancers and chore-
ographers, including Russians.

A. A.CNAOPOB
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3 In the early 1920s Rudolf von Laban independently coined the term “choreology” for dance
theory (Laban 1966; Sirotkina 2023).
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Following Kandinsky, Sidorov regarded dance as an “artistically organized
movement” in time and space, emphasized dynamism as opposed to statuary
posing, and favoured “pure” or abstract movement as opposed to narrative.
Also following the maitre’s guidelines, he planned to study both the viewer’s
perception of dance and the artist’s inner experience of it (Sidorov 2017: 80).
He started experimenting with dance in September 1921, while Kandinsky was
still in Russia. First at the Moscow Psychoneurological Institute and then at
GAKhAN two years later, Sidorov staged several dance performances by differ-
ent dancers and choreographers and asked the audience to answer a question-
naire that he designed. Although he did not publish the results, the sketches
of the dancers, their names and some answers to the questionnaires were pre-
served in the archives.*

Under the influence of “hypnotic dancers” Magdeleine Guipet and Lina,
cases known to him from literature, Sidorov also contemplated experimenting
on dance under hypnosis (Sirotkina 2021); it is not clear whether he succeeded.
When, in 1921, Kandinsky mentioned “Prof. A. A. Sidorov’s laboratory”, he
almost certainly had his dance studies in mind.” In May 1922, Sidorov found
a home for his research at GAKhN, the Choreological Laboratory, the first
institution specialised in dance studies (Misler 1996).

Fig. 24

The Manuscript Department of the Russian State Library (OR RGB). E. 776. Kart. 4. Ed. khr. 20.

5 “O metode rabot po sinteticheskomu iskusstvu” (“On the method of working on synthetic
art”). Unpublished manuscript in the Russian State Archive of Literature and Art (RGALI).
E 2740. Op. 1. Ed. khr. 198.
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At the Academy, Kandinsky proposed to organise three cycles of semi-
nars corresponding to three concepts: 1) elements of different arts, 2) con-
struction in art and 3) composition in art (Podzemskaia 2017: 49). While he
conceived of construction in art as formal and structural, composition was
intuitive, closer to music. For almost twenty years, Kandinsky produced paint-
ings titled “compositions”: the earliest one was completed in 1910, the last one
was dated 1939. The first seminar cycle took place in 1921; the second one, on
construction, featured only two papers, “Construction in Fine Arts” by the
artist Pavel Kuznetsov and “On Construction in Dance Art” by Natal'ia Tian,
then the head of the Choreological Laboratory. The third seminar cycle, on
composition, never took off, although dance composition drew attention of
researchers at the Choreological Lab.

In his choreology project, Sidorov was assisted by the friend of his
youth, Aleksandr Larionov (1889-1954). An engineer by training, Larionov
attended, like Sidorov, the Symbolist circle of the Moscow sculptor Kon-
stantin Krakht. The members of this circle worshiped Charles Baudelaire
and studied both Helene Blavatsky’s theosophy and Rudolf Steiner’s anthro-
posophy. Like Sidorov, Larionov was involved in mystical societies, including
the Rosicrucian Order. They both hoped to shape general, or theoretical, art
studies in the sense of the German Allgemeine Kunstwissenschaft, and dance
studies in particular, by drawing on ancient wisdom and hermetic knowledge.
In May 1923 Larionov replaced Tian (who had had an accident and had left
Moscow to recover) as head of the Choreological Laboratory. A dancer, Tian
invested more in choreographing rather than in studying dance by objective
methods. By contrast, Larionov returned to Kandinsky’s “basic elements
and “artistic organization of movement”, which he suggested examining by
the method of “precise psycho-physiological experiment” (Kondrat'ev 1923:
442-443). He gave a general definition of “plastika” (plastique) and drafted
a list of topics study including spatial composition, or the artistically appro-
priate use of space; graphic elements of plastic poses and the relationship
between plastique and music (Khoreologicheskaia laboratoriia 1923: 11). This
programme was close to Kandinsky’s 1920 Programme, in which he proposed
to “write down, to draw, to notate (musically), etc., these remarks and those
on the associations aroused by movements” (Kandinsky 1994e: 468). He also
emphasised the need for rigorous objective methods: “both the movement
of the whole body and, for example, the hand, the fingers, or just one finger,

»
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must be recorded photographically and graphically, together with accurate
observations of their effects” (ibid.: 468).

In his book on modern dance, Sidorov repeated the call for objective exper-
imental methods and the use of modern technology to record and scrutinize
movement. He intended to achieve this by establishing the Choreological labo-
ratory, first at the Psychoneurological Institute, from where he may have taken
anthropometric instruments, a set of psychological tests, and a photo camera.
Eventually he moved the lab to GAKhN, with better facilities. There he and his
colleagues could photograph dancers who walked, moved or posed, individ-
ually and in small groups, costumed and not, thereby studying construction
and composition in choreography. Five young women with gymnasium edu-
cation and gymnastic, ballet, or plastic training, M. M. Olenich, L. V. Zubkova,
E. M. Sokolova, L. G. Veselova, and Z. D. Fedler (only their initials are known),
were recruited as models; all had to sign a formal consent to participate in
experiments nude, if required for a better examination of movement (Sirotkina
2021: 171). Sidorov also invited various artists to sketch dance and prompted
choreographers to share their individual notation systems for recording dance.
He made sketches himself and tried to devise his own notation system.

In mid-1920s at the Bauhaus, Kandinsky sketched from the photographs
of the German expressionist dancer Gret Palucca (Kandinsky 1994b). Kandin-
sky visited Palucca in Dresden in 1926 on his way to Dessau, but he drew her
dance poses from the photographs made by Charlotte Rudolf. According to
the art historian Lee Edgar Taylor, the classroom where Kandinsky taught was
next door to the dance studio, and he and his students could make sketches
of the dancers. He asked the students to do it schematically, drawing lines and
points only, and he gave them only ten seconds to complete each sketch. This
was in line with the Bauhaus method of reducing the object to a minimum.
Kandinsky used “a mere five lines, only two of which are angular, to represent
Palucca’s figure: A single, short, line for her feet; the two, angular, lines for her
body; and two short lines for the bend of her right arm” (Tyler 2017: 135). He
commented that the entire body of the dancer, from her head down to her
fingertips, was at every moment an uninterrupted composition of lines. For
this purpose, he admitted later, old ballet could be as good as modern dance,
since ballet had pointes — “a terminological reference that must derive from
‘point’ Running quickly on the tips of one’s toes leaves behind points on the
floor” (Kandinsky 1994d: 558).
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Fig. 5and 6

Between 1922 and 1929, when the Choreological Laboratory was active, Sidorov
and his assistants took hundreds of photographs of dancers, acrobats and ath-
letes. One photographic series coming out of the Choreological Laboratory
recorded various types of gaits in different footwear and barefoot. Another
one pictured historical dance, with dancers costumed according to different
epochs — Egypt, Assyria, Ancient Greece, etc. One series examined symmetry:
dancers posed against a geometrical background inscribed into the figures of
a thombus, a circle, or a square. Sidorov and Larionov tried to deconstruct
dance poses into geometric figures, to examine bodies in space, and to analyse
the body’s shapes “in the form of a spheroid, vertical, horizontal and inclined
line”.® Divided into elements and fixated within a frame, movement became
subject to construction and composition. Finally, there was a series with mul-
tiplication of images on one print - the so-called multiple photography. This
brought together dance and film.

6  Larionov, Aleksandr: “Programma raboty Choreologicheskoi laboratorii” (Programme of the
Choreological laboratory work, 1923). Unpublished manuscript in the Russian Archive for
Literature and Art (RGALI). E. 941. Op. 17. Ed. khr. 3. L. 16-21.
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Kinemology

In his Programme of the Institute of Artistic Culture, Kandinsky mentioned,
besides dance, “the circus movements of acrobats, gymnasts, clowns, and last
but not least, comedians” (Kandinsky 1994e: 466). Modern dance shared the
language of expressive gesture with silent cinema. The post-Duncan genera-
tion of dancers introduced a version of modern dance known as Ausdruckstanz,
or “expressive dance”. In Russia, it was represented by a few choreographers
including Inna Chernetskaia. She studied in Munich prior to the First World
War and might have met Kandinsky there. Chernetskaia based her Synthetic
Dance on the idea of the synthesis of movement, drama, visual arts and music.
Sidorov praised her artistic productions as “a synthesis of ballet, pantomime,
drama, maybe cinema, and most marvellously of all, dance”’

In September 1924, Sidorov gave a talk on “Dance and Cinema” at GAKhN’s
Cinematography commission. Two months later, he and Larionov submitted a
project that could potentially bring research on dance, film and photography
together. They proposed establishing a special discipline, a science of move-
ment, which would study dance and other kinds of bodily movement, cinema-
tography and rhythm. For this discipline, they coined a term “kinemologiia”
(kinemology) (Sirotkina 2017).

The Academy already had divisions for spatial arts (including visual arts
and architecture) and theatre studies; the new kinemology division, with three
subsections, of choreology, cinematography and rhythmic gymnastics, was to
be added to them. The choreology subsection was to continue to study dance
and everyday movements. The cinematography subsection was to focus on
movement in film, decomposing cinematic action into elements and analysing
composition of individual film frames. Finally, the rhythmic gymnastics sub-
section was to investigate rhythm in dance and work (see Table 1in Appendix).

Larger and more important than a lab, the kinemology division would
have significantly increased the presence of dance and movement studies at
GAKhAN while raising the discipline’s status. Summarising the trend towards
an interdisciplinary synthesis, the philosopher and vice-president of GAKhN
Gustav Shpet mentioned that the Academy brought together various special-
ists: “[...] literary scholars, musicologists, theatre scholars and... plastolo-

7 «[...] cuHTe3 Ganera, MAaHTOMUMBI, APAaMbl, MOXET OBITb KMHO J 4TO YyfileCHee BCEro —
tauu@a» (Inna Chernetskaia [n. d.]: 7).
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gists”(Shpet 2007: 155).% Under the term of “plastovedy” (plastologists) Shpet
united scholars of the spatial arts, architecture and sculpture (for which the
Academy had a division of spatial arts), rather than those specializing in dance
and human movement. Larionov and Sidorov proposed to expand the list
adding dance scholars and “kinemologists” to it. This would distinguish dance
from theatre and free space for movement studies outside of the theatre stud-
ies that formed a large part of GAKhN (Gudkova 2015). The Academic Coun-
cil, however, rejected the proposal. The reason might be that GAKhN already
had a photo lab (of Boris Podluzskii), a cinema lab (of Grigorii Boltianskii)
and the Commission for Experimental Study of Rhythm (with the Dalcrozean
Nina Aleksandrova as the head). The Academy also included the Russian Pho-
tographic Society as its division. As a result, kinemology as a discipline never
materialised. Yet the project stimulated scholars to focus on physical motion
as well as its perception, tying together dance performance with visual arts,
film and photography.

In the Choreological Lab, interdisciplinary studies of movement contin-
ued. In the early 1925, GAKhN held “The Art of Movement” exhibition, the
first in a series of four. Featuring photographs of nude dancers, it was closed
to the public (Misler 1996). Yet its success called for a second exhibition, now
open to everybody. The second Art of Movement exhibition had a bigger
range of photographs and included working operations, physical culture and
sports, acrobatics and juggling, rhythmic gymnastics, classical ballet, plastic
art, dance and film.

In the academic year of 1926/27, the Choreological Lab was finally able
to film dance, with the help of the photographer Ivan Bokhonov. Bokhonov
worked for the Ministry of Education, Narkompros (the People’s Commissar-
iat of Enlightenment), and was in charge of the photography department of
the Mezhrabpom-Rus’ film production company. He made his professional
studio available to the Choreological Laboratory for recording four dance
pieces (Bulleten' GAKhN 1926: 78). The footage (unfortunately not preserved)
was used to visualise the movement characteristic of each type of dance, rather
than for screening. For the purpose of representing movement graphically, a
method of photographing movement with equal time intervals, chronopho-
tography, was equally suitable and simpler to use.

8 «[. . ] JIATEPATYPOBENOB, MY3bIKOBE/IOB, TEATPOBENOB ... IVZIACTOBELOB».
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In addition, the lab analysed shots from silent films seeking to determine
the dramatic moments, or “knots” of action, similar to Roland Barthes’s
punctum. The results were discussed at several meetings of the lab in 1927/28:
Sidorov gave a talk on “Problema stsenariia v fotografii” (“The Problem of
scenario in photography”), Larionov on “Arkhitektonika khudozhesvennogo
dvizheniia” (“Architectonics of artistic movement”) and M. S. Gutovskaia on
“Analiz foto-stsenarnogo dvizheniia” (“The analysis of movement in the photo-
graphic scenario”) (Bulleten' GAKhN 1927-28: 71). In the same series, the actor
Vladimir Nikitin-Gorsky gave a lecture-demonstration on “Zhest, kak orudie
akterskogo tvorchestva” (“Gesture as a tool of the actor’s creation”) illustrated
by students from the Lunacharsky Theatre College and the Film Directors
Courses. The Lab also discussed the effects of lighting and the spatial compo-
sition on movement (Bulleten’ GAKhN 1927: 76).

Conclusion

Dance constituted an important part of art studies in the course of the Acad-
emy’s existence. Stimulated by Kandinsky, whose interest in dance he shared,
GAKhN’s Academic Secretary Aleksei Sidorov founded the Choreological Lab
and actively contributed to dance studies. The Lab hosted performances of
modern dance and discussions of dance-related issues. It also organised four
successful “the art of movement” exhibits. It is therefore not surprising that
the Encyclopedia of Artistic Terminology planned entries on ballet, dance, cho-
reography and choreology. The articles were assigned: the first one to Sidorov,
the rest to Larionov. Sidorov was to write the entries on Ballet (50 lines) and
Gesture, and Larionov on Dance, Choreography and Choreology (each 1/16
of the typo sheet long, or approximately 2,500 characters; for comparison, the
entry on Theatre was supposed to be a quarter of the typo sheet, approxi-
mately 10,000 characters).? None of the articles appears to have been written.
By contrast, the existing entries on related subjects, “Movement” by Nikolai
Tarabukin and “Gesture” by Mikhail Fabrikant, reduced movement to per-
ceived motion in visual arts rather than physical movement of the body in
performance arts. The authors examined the semiotics of gestures rather than
their inner sensation. Fabrikant compared gesture with an alphabet: “in a cer-

9  Sidorov was also to write on “Photography”, “The Book”, “Graphics” and “Erotica’”.
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tain sense, the graphic form of a letter should be regarded as a continuation of
G<esture>”, and “the sound of the letter is an indispensable accompaniment of
Gzesture>"1? The semiotic approach was more widespread. Larionov drew a
parallel between graphic alphabets and gestures or movements. His interest in
mystical alphabets and secret languages, which he shared with Sidorov, moti-
vated their research into existing dance notation as well as attempts at creating
new notation systems (Larionov 1997; Sirotkina 2023).

One of the obstacles for completing the entries on dance may have been
the conceptual problem of integrating the spectator’s perception of move-
ment with the mover’s inner experience of it. In his “Vvedenie v istoricheskoe
izuchenie iskusstva” (“Introduction to the Historical Study of Art”), the art
scholar and member of GAKhN'’s Spatial Arts Division, Boris Vipper, argued
that “not only visual organs but also tactile motor energy is involved in the
creation and perception of sculpture” ! Inwardly repeating the statue’s dynam-
ics, the viewer feels the depicted poses and movements as his own, formed by
his motor apparatus. Then, Vipper claimed, the dead material of the sculpture
was transformed into a living being (Vipper 1985). Yet he did not contribute
to the Encyclopedia’s entry on the “Body”, which, as a result, treated the body
solely as a model for visual artists, the anatomical body, rather than a body
possessing a sense of movement, or as a first-person experience.

Another reason why the entries on dance were problematic might be that
dance had not achieved the status of other arts. For many, dance meant ball-
room, or social dancing, a light entertainment of an erotic nature, rather than
high art. Writing On the Spiritual in Art, Kandinsky noticed that the origin of
dance was “apparently of a purely sexual nature. Even today we can still see
this original element revealed in folk dance” (Kandinsky 1994c: 205). Sidorov
argued that the area of dance studies “had been too long hijacked by emotions
of non-aesthetic character”.? Even the gentrified ballet lacked what Kandinsky
called spiritual vibrations. Although in the 1920s in Russia, as in the West,
modern dance indeed laid claims on being seen as high art, the Encyclopedia
editors were apparently still ignorant of it.

10 Quote courtesy of Nikolaj Plotnikov.

11 «[...] B cosganum, u B BOCHPUATUM CKY/IBITYPbI yIACTBYIOT HE TOJIbKO 3pUTE/IbHbIE OPIaHBI,
HO U 0CsI3aTe/IbHasi MOTOPHAs SHEPIIs».
12 «[...] cnumikom fonro 6b1a B IIEHY He COBCEM flaXKe 3CTeTMYeCKuX amMoumit» (Sidorov 2017:

80-81).
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It does not come as a surprise that dance was ignored by art scholars
worldwide during the interwar period. The French counterpart of the Encyclo-
pedia of Artistic Terminology, Etienne Souriau’s Vocabulaire désthétique, also
excluded dance until well into the second half of the last century. A philoso-
pher of aesthetics, Souriau assembled a scholarly team which worked on the
Vocabulaire from 1948 till his death in 1979. His daughter Anne completed
the edition in 1990 (Souriau 1991). It was only after the first doctoral thesis on
dance history was defended at the Sorbonne in 1965 (by Germaine Prudhom-
meau), and dance studies made an entrance into academia, that Souriau and
other authors of the Vocabulaire faced this art. The historian Leetitia Basselier
claims that the (missed) encounters between Souriau and dance raise the issue
of why the aesthetic philosophy of dance and ballet lacked development in the
twentieth century (Basselier 2017).

Sidorov remained a pioneering but lonely voice in the early history of
dance and movement studies. Trying to elevate dance into an art worthy of
serious critique and academic attention, he argued that its substance was not
the language of the body (plastique), and not the language of music (rhythm),
but the movement itself, or pure movement (Sidorov 1923: 60). To study pure
motion, rather than shapes, would be a real breakthrough towards modernity.
Yet the hopes that the science of movement, or kinemology, would become
part of art studies were never realized.

Lastly, the entry might have been written but was lost in the turmoil of
Soviet history. At the end of the 1920s, the modern dance scene in Russia
almost disappeared, and the choreology project had to stop even before the
final closure of GAKhN. The year of the Great Break and Stalin’s Cultural
Revolution, 1929, became the last for the Choreological Lab.

The author acknowledges the generous support from “Zwischen Wissensutopie
und Archiv. Das Projekt einer ,Enzyklopddie der kiinstlerischen Terminologie*
an der Staatlichen Akademie fiir kiinstlerische Forschung in Moskau (1921-1930).
Erschliefsung neuer Quellen’; Deutsche Forschungsgemeinschaft (DFG) - Projekt-
nummer 386757512.
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Appendix

Tabnuya 1: K mnpoexty opraHmsanuyu Kunemonormyeckoi cexuym
npu PAXH ¢ mnopceKuusaMu: XOpeONOTMYeCKOl, KMHeMarorpadude-

CKOI1, PUTMO-TYMHACTHYECKOII (7 HOSOPs 1924 r.). Victounuk: I'IITM nm.
A. A. Baxpyumna. ®. 517 (TAXH). En. xp. 139 (Marepuaner Bropo Hay4HOI
nHpopMaIMK IO BOIIPOCaM UCKYcCTBa ABIOKeHMs, KuHemaTorpaduaeckoir

komuccun, bubnuorpaduyeckoro oraena). JIn. 28-36.

Xopeonormyeckas NogCeKIs

Kunemarorpadpmueckas
MO CEKIU

Purmo-rumMHacTmyeckas
NOACeKI A

MCCHeIlOBaHMe MPOCTPAHCTBEHHDBIX

bopM BIKEHNA — pasoXKeHme
HETPepBIBHOTO TIpoliecca
TBIDKEHNSA Ha €ro Y37TOBbIe

Vsyuenue aneMeHTOB
KI/IHeMaTOI‘paq)M‘IeCKOI‘O

YcTaHOB/IEHME 9CTETUYECKIX
HOPM T'MIMHAaCTUIECKOTO

1A JIeVICTBMSA, CIATalOIIerocs ns
CTAaTUYeCKe MOMEHTbI, UCCIefjOBa- JBVDKEHMA, MHAMBUYaTbHbIX
HeIPepPBIBHOTO psAjla CTaTuye-
HIe TI03bl, HyMepOBaHue 103, . ¥ KOJITIEKTUBHBIX
CKUX TOTIOKEHMIT
MOPAJJOK U TPYIIIMPOBKA
CTATUYECKUX Y3/I0B
VisyueHne sCTeTUUECKIX
Vsydenne renecoobpasHo- HOPM BOIIIOLIEHNUSA
3arnonHeHe IPOCTPAHCTBA,
. 9CTETUYECKOTO 3aMOTHEH s IUMHACTUYECKUX UTP U
Ib  3aKOHBI ITACTIYECKOI
MPOCTPAHCTBEHHO-KMHEMATO-  3PE/NUI B AaHTUYHOCTH 1
KOMITO3UIINN
rpaduyYecKnx «KagpoB» COBPEMEHHOCTH ¥ UX
COLMAIBHOTO 3HAYEHS
3aKOHBI KOOPJAVHALMN IICUX1Ye- Viccnenosanne 3aKOHOB
CKMX COCTOAHUII C COOTBETCTBYIO-  KOOPJVHAIIMY CMBIC/IA
[p  LMMM IVIACTHHECKUMI OSAMM U KMHeMaTorpauyeckoro CTums
(dbopmMaMu 3aMOMTHAEMbIX ITPO- C COOTBETCTBYIOMIMMMU
CTPAHCTB, 9CTETHYECKUE KAHOHbI  Ccriocobamy KiuHeMarorpadude-
TTAaCTUYECKOTO [IBVKEHIS CKOTO er0 BOIUIOIIeHMs
ViccneoBaHye COOTHOLIEHNIT
VIsydeHue MpMHIUIA CKATUA  MEXKY PUTMOM OpPraHmye-
BO BPEMEHU KMHeMaTorpadu-  CKUM, MY3bIKa/TbHBIM U
BpemeHHbIe HOPMBI ABIDKEHN,
YECKOTO CIOXKETa, U3ydeHne pabounM, mefarorndeckoe
II  cooTBeTCTBME IIACTUYECKUX U
HPMHIUIIA MY3bIKa/bHOTO 3HaYeHMe YCBOCHNUSA PUTMA
MY3bIKa/IbHBIX 06Pa3oB
AKKOMITaHEMeHTa KMHeMaTo- (cucrema JKaxk-Jlanpkposa)
rpaduyeckoMy AeiiCTBUIO —BpeMeHHOe HayajIo
TMMHACTUKI
I VccnepoBanne dukcanmmu

ABVDKEHUA

Table 1: “The Project of Organisation of the Kinemological Division at the
Russian Academy of Artistic Sciences”, 1923

13 Larionov, Aleksandr / Sidorov, Aleksei: “K proektu organizatsii kinemologicheskoi sektsii

Rossiiskoi akademii khudozhestvennykh nauk s podsektsiiami khoreologii, kinematografii i
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Choreology subsection Cinematography subsection  Ritmoplastika subsection

Spatial forms of movement;

decomposition of a continuous Elements of a cinematic action ~Aesthetic norms of gymnastic
o Process of movement into its composed of a continuous movement, individual and

nodal static moments; poses; series of static positions. collective.

order and grouping of static

nodes.

Principles of filling in the space;
Ib laws of plastic composition.

Aesthetic norms in gymnastic
games and spectacles in
Antiquity and modernity.

Spatial and cinematographic
frames, or motion pictures.

Coordination between mental Coordination between meaning
Ic states and plastic shapes; aesthetic and its cinematographic
canons of plastic movement. realisation.
Time compression in Relationship between rhythm in

Temporal forms of movement;

cinematographic plot and living bodies, music and work;
correspondences between . . . Lo
1I . musical accompaniment to the pedagogical significance of
movement and music. . - ) °
cinematographic action. learning rhythm (Jacques-

Dalcroze’s system).

III Methods of recording movement
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The GAKhN “Musical Encyclopedia”™
Lost in the Fog of History

Abstract: The idea of creating a musical Encyclopedia had existed among Russian
musicians since the early twentieth century. This is evidenced by the Russian-lan-
guage edition of Hugo Riemann’s Dictionary of Music in translation, with additions
by Iulii Engel’ (1900), and numerous articles on music in The Brockhaus and Efron
Encyclopedic Dictionary (1890-1907) and in the Granat Encyclopedic Dictionary
(1910-1929). The Musical Encyclopedia project became one of the first discussed at
the meetings of the Music Section of GAKhN (1922), with Iulii Engel' as its initiator.
According to his plan, the Musical Encyclopedia was to comprise 250 printer’s sheets.
Numerous sources, both published and unpublished (preserved mainly in the ar-
chive of GAKhN: RGALL f. 941), indicate that the work on the Musical Encyclopedia
continued until 1930. Research on the history of the GAKhN Musical Encyclopedia
is a kind of scientific detective story, in which numerous facts contradict each other.
The most astonishing fact about the history of the GAKhN Musical Encyclopedia is
that it disappeared: only 16 articles have been preserved (15 by Ivanov-Boretskii, and
one by Kuznetsov). All of this raises the question: did the GAKhN Musical Encyclo-
pedia ever exist? This article is dedicated to finding out the answer.

Keywords: Musical Encyclopedia, Music Division of GAKhN, Mikhail Ivanov-Bo-

retskii, Konstantin Kuznetsov

The history of the State Academy of Artistic Sciences (GAKhN)’s Musical
Encyclopedia, worked on by the members of the Music Division between 1922
and 1930, is full of enigmas. The information about it found in the Academy
documents - both published and archival (at the Russian State Archive of
Literature and Art (RGALI) and the Manuscript Department of the Russian
State Library) - is abundant yet contradictory. A study of the body of docu-
ments, including reports, plans, minutes of meetings of the Music Division, its
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subsections and commissions, as well as publications in the GAKhN Bulletins
and elsewhere, allows us to outline the chronological contours of the Encyclo-
pedia’s creation. The members of the GAKhN staff involved in the project at
various stages are known, as is the total number of articles they produced. At
the same time, information about the articles themselves is extremely scarce
(in most cases even their titles remain unknown).

All of this raises numerous questions for the researcher. Did the plans and
reports of the Music Division of GAKhN correspond to reality? Who was
responsible for counting the completed articles? And, most importantly, what
happened to the substantial body of texts authored by the leading musicolo-
gists of the 1920s?

To attempt an answer to these questions, we shall undertake a step-by-step
reconstruction of the process by which the Musical Encyclopedia was created
and provide an account of the few articles identified to date that were written
for it by members of the Music Division of GAKhN.

The History of the Project: a Dotted Line, Broken off with an Ellipsis

The appearance of the GAKhN Musical Encyclopedia project was evidently
prompted by the initiatives of the Academy’s Presidium to establish a special
“terminological commission” in the summer-autumn of 1921,' as well as by
the beginning of work on the study of “art terminology” in the Philosophical
Department, founded in February 1922 (Plotnikov 2026).

The connection between the idea of creating the GAKhN Musical Ency-
clopedia and these initiatives is indirectly confirmed by their chronological
correlation. On 15 March 1922, at a meeting of the Music Division of the Com-
mission on Art Research, Tulii Engel’? proposed the Musical Encyclopedia

Zasedanie Prezidiuma RAKhN 26 avgusta 1921 g. RGALL F. 941. Op. 1. Ed. khr. 1. L. 3.

2 Iulii Dmitrievich Engel’ (1868-1927) was a Russian and Palestinian musicologist, editor,
translator, journalist, folklore scholar, lecturer, and composer. A graduate of the Moscow
Conservatory (1897, classes of Sergei Taneyev and Mikhail Ippolitov-Ivanov), he headed the
music department of the newspaper Russkie vedomosti from 1897 to 1918. He translated Hugo
Riemann’s Dictionary of Music from German into Russian and edited the supplements to its
Russian edition. He authored articles on Petr Tchaikovsky, Nikolai Rimsky-Korsakov, Tane-
yev, among others, as well as numerous entries in the seventh edition of the Granat Ency-
clopedic Dictionary (1910-27). A prominent advocate of Jewish folk music, he collected and
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project. Engel”s emergence as the initiator of the project was entirely natural:
he had many years of experience working in the encyclopedic genre, first as
editor, translator, and one of the contributors to the Russian part of Riemann’s
Dictionary of Music (Riman 1901-04), and later as the author of numerous
articles for the Granat Encyclopedic Dictionary (1910-27). (It is worth noting
that not only Engel’, but all subsequent heads of the Musical Encyclopedia pro-
ject, also wrote articles for the Granat.)

The need to produce a Russian Encyclopedia of music was beyond doubt.
In the early 1920s, original publications of this kind in Russian were virtually
nonexistent.? The members of the Division present at the meeting on 15 March
1922 — Leonid Sabaneev, Nadezhda Briusova, Aleksandr Kastalskii, Nikolai
Miaskovskii, Aleksandr Khessin, and Nikolai Petrov — approved Engel”s pro-
posal. According to his plan, the Musical Encyclopedia was to comprise 250
printer’s sheets, with nearly a third of them - 80 sheets — expected to be pre-
pared within the current year.* This collective decision was not put into effect
in 1922. The reason may have been Engel”’s emigration to Germany a few
months after the meeting.

A “Musical Encyclopedia” was how the project was originally designated in
the minutes, plans, and reports of the Music Division. However, as the work
progressed, the title varied. This is evidenced, for example, by the “Otchet
o nauchnoi rabote Muzykal'noi sektsii G.A.Kh.N. za 1926-1927 god” (“Report
on the Scholarly Work of the Music Division of GAKhN for the 1926-27 Aca-
demic Year”), which noted the activity of the Commission for the Musical Ency-
clopedia in connection with the Dictionary of Artistic Terms.® At the final stage
(1928-29), new variants of the title appeared in the Music Division’s reports:

arranged Jewish folk tunes. In 1922 he emigrated to Berlin, and from 1924 until his death he
lived in Palestine.

3 In1919, A Concert Guide by Igor’ Glebov (the pseudonym of Boris Asaf’iev) was published; it
was a concise — and in some places expanded - retelling of selected entries from Riemann’s
Dictionary (Glebov 1919).

4 Protokoly nos. 1-15 zasedanii muzykal'noi sektsii RAKhN, nos. 1-2 komissii po izucheniiu
novykh zvukoriadov i nos. 1-2 redaktsionnoi komissii sektsii za 1921/1922 gg. RGALIL E 941.
Op. 5. Ed. khr. 1. L. 64 0b.

5 “Otchet o nauchnoi rabote Muzykal'noi sektsii G.A.Kh.N. za 1926-1927 god”, in: Otchety ot-
delenii i sektsii GAKhN o rabote za 19261927 gody. RGALL E 941. Op. 1. Ed. khr. 104. L. 60.
This fragment of the report was quoted verbatim in the Biulleteni GAKhN 1927/28: 48.
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“Musical Volume of the GAKhN Dictionary of Artistic Terms”® and “Musical
Volume of the Encyclopedia of Artistic Terms”” (In what follows, we shall use
the titles “Muzykal'nyi tom Slovaria Khudozhestvennykh terminov GAKhN”
(Musical Encyclopedia) and Dictionary of Artistic Terms as synonymous, since
this is how they were understood by the participants in the events described.)
Some documents of the Music Division make it possible to assume that,
at least in the 1925-26 academic year, the Musical Encyclopedia was conceived
as a project connected with, yet distinct from, the Dictionary of Artistic Terms.
In a handwritten draft of the Music Division’s report for the 1925-26 academic
year, it was noted that the Commission for the Musical Encyclopedia “collected
substantial biographical material on Moscow musical figures. Then, in con-
nection with the forthcoming Encyclopedia of Artistic Terms, a ‘word list’ for
the music-related volume [...] was developed and submitted to GAKhN”.®
Thus, the Commission’s responsibilities at that time were not limited to the
study of musical terminology, and the scope of the project appeared to its
members to extend beyond the boundaries of the Dictionary of Artistic Terms.
The work on the Musical Encyclopedia resumed a year after the first dis-
cussion about it. By March 1923, an Editorial Board of the Musical Encyclope-
dia had been established within the Music Division, comprising the following
members: Chair — Sabaneev; Secretary — Petrov; Members — Briusova, Kastal-
skii, Nikolai Zhiliaev, Konstantin Kuznetsov, Viktor Beliaev, Boleslaw Javorskii,
Aleksei Losev, Mikhail Ivanov-Boretskii, and Georgii Konius (“Muzykal'naia

sektsiia” 1923: 429). The choice of Sabaneev® — a major scholar, biographer of

6  “Otchet o rabote Muzykal'noi sektsii GAKhN za 1928-1929 god’, in: Plany i otchety o rabote
sektsii, podsektsii i komissii za 1929-1930 god. RGALI. E 941. Op. 5. Ed. khr. 55. L. 15.

7 “Protokol no. 19 Zasedaniia Prezidiuma Muzykal'noi sektsii GAKhN ot 26 aprelia 1929 g} in:
Protokoly nos 1-18 zasedanii prezidiuma <Muzykal'noi> sektsii za 1929/1930 g. i materialy k
nim. RGALL E 941. Op. 5. Ed. khr. 42. L. 8o.

8  «[...] cobpana sHaunTenbHBIT GUOrpadUUECKUil MaTepuans 0 MOCKOBCKMX MY3bIKalTbHBIX
JesiTeNsiX. 3aTeM B CBA3Y C TOTOBSIIENC DHIMKIIOEel XYI0KeCTBEHHbIX TEPMIHOB |...]
<6b1T> BeIpaboTaH u npencrasiaed B [LA.X.H. ,,c7ToBHMK® TOMa, ITOCBAIIEHHOTO MY3bIKe»
(“Otchet o nauchnoi rabote Muzykal'noi sektsii G.A.Kh.N. za 1925/26 ak<ademicheskii>
god (oktiabr’~1/2 iiunia vkliuchitel'no”, in: Godovye otchety o rabote sektsii i otdelov Go-
sudarsvennoi akademii khudozhestvennykh nauk. 1925-1926 gg. RGALL E 941. Op. 1.
Ed. khr. 69. L. 9 ob.).

9 Leonid Leonidovich Sabaneev (1881-1968) was a Russian musicologist, music critic, and
composer. He belonged to Scriabin’s close circle in 1910-15 and became known above all as
the author of “Vospominaniia o Skriabine” (“Memoirs of Scriabin’, 1925). Sabaneev grad-



The GAKhN “Musical Encyclopedia” Lost in the Fog of History 131

Alexander Scriabin, and author of numerous articles for the Granat Encyclo-
pedic Dictionary — as Chair of the Board was entirely natural. However, sub-
sequently, his name was not mentioned again in connection with the Musical
Encyclopedia.

During 1923, fifteen articles for the Encyclopedia were written by Ivan-
ov-Boretskii and one by Kuznetsov. These have been preserved among the
documents of the GAKhN Literary Division for 1923.° Continuation of work
on the project was recorded in the minutes of the Theory Department of the
Music Division of GAKhN meeting on 31 January 1924, where Petrov presented
a list of terms for the Dictionary of Artistic Terms." This List has not survived,
and the absence of any references to it in the documents of the Music Division
throughout 1924 and the first half of 1925 may be interpreted as a renewed
pause in the activity of the Editorial Board of the Musical Encyclopedia.

Evidence that the project was resumed is provided by a handwritten draft
of the Music Division’s report for the 1925-26 academic year, which notes the
work of Ivanov-Boretskii, Chair of the Commission for the Musical Encyclo-
pedia, who collected biographical data on Moscow musicians and compiled a
word list for the GAKhN Dictionary of Artistic Terminology.'* (We should note
that this passage did not make its way into the final typescript of the report.)

uated from Moscow University (defending a dissertation for the degree of Doctor of Pure
Mathematics in 1905) and from Moscow Conservatoire (1908). He studied with Taneev and
Rimskii-Korsakov (taking private lessons with the latter). He published articles and reviews
in the newspapers Utro Rossii, Russkoe slovo, Poslednie novosti (Paris), and in the journals
Muzyka, Muzykal'nyi sovremennik, Melos, Apollon, The Musical Quarterly and many others,
as well as in the almanac Der blaue Reiter. He was the author of the books “Muzyka rechi”
(“The Music of Speech”, 1922), “Evreiskaia natsional'naia shkola v muzyke” (“The Jewish Na-
tional School in Music”, 1924), “Istoriia russkoi muzyki” (“A History of Russian Music’, 1924),
Modern Russian Composers (1927), Music in the Cinema (1930), “Vospominaniia o Taneeve”
(“Memoirs of Taneyev’, 1930), among others. He emigrated in 1926, first to Germany and
then to France.

10 RGALL E 941. Op. 6. Ed. khr. 14. L. 53, 126-130, 138-139, 221a, 131-137; ibid.: Ed. khr. 13.
L. 247-251a.

11 List of papers presented in the Music Division of GAKhN in January 1924 (RGALL F. 941.
Op. 1. Ed. khr. 30. L. 159, 162 ob.).

12 “Otchet o nauchnoi rabote Muzykal'noi sektsii G.A.Kh.N. za 1925/26 ak<ademicheskii>
god (oktiabr'-1/2 iiunia vkliuchitel'no)”, in: Godovye otchety o rabote sektsii i otdelov
Gosudarsvennoi akademii khudozhestvennykh nauk. 1925-1926 gg. RGALI. F. 941. Op. 1.
Ed. khr. 69. L. 9 ob.
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More detailed information on the same subject was published in the
GAKhN Bulletins for 1926. According to this material, the Musical Encyclope-
dia was conceived by its initiators “as containing general guiding articles on all
branches of music scholarship and as an exhaustive reference work. The socio-
logical method is to serve as the basis for all articles. Contemporary music
in all its manifestations, folk music, and, insofar as possible, all directions
of scholarly research in the field of music theory are to be represented in the
Encyclopedia. The Commission <on the Musical Encyclopedia> has already
collected substantial biographical material on Moscow musical figures. Then,
in connection with the forthcoming Encyclopedia of Artistic Terms, a ‘word list’
for the music-related volume has been developed and submitted to GAKhN”
(by Ivanov-Boretskii). "

From 1926 to 1930, Ivanov-Boretskii, a member of the GAKhN Subsection
for the History of Music, served as Chair of the Commission for the Musical
Encyclopedia and as its sole editor.* His appointment to this position was
entirely natural, given his authority as a scholar and organiser. Fluent in sev-

13 «[...] kax comepxamas B cebe oOIIMe PyKOBOAsIIME CTaThbyM IIO BCEM OTPAC/IAM
MY3bIKaJIbHOM HayKM M KaK MCYEPIBIBAIOLINII COIPaBOYHMK. B OCHOBY M3noKeHUs BCex
crareil BO/DKEH OBITb IIOCTABJIEH coumonorndeckuit Meros. COBpeMEHHOCTDb, B3sTast
BO BCEX ee NpPOSBJICHNUSX, My3bIKa/lbHOE HapOJHOE TBOPYECTBO, BCE, IO BO3MOKHOCTH,
HAIIpaB/IeHIs] HayYHO-VICC/Ie0BATEbCKOI MBICN B 0G/IACTI T€OPUY MY3BbIKM — JOJDKHBI
ObITh mpencTaBieHbl B JHIyKIonenun. Komuccns <mo MysbIKaTbHON 9HLMKIONEN>
cobpaa yxe 3HAYMTEIbHBIN GMOrpauuecKuil MaTepran 0 MOCKOBCKMX MY3BIKaTbHBIX
TeATeNAX. 3aTeM B CBA3M C TOTOBAMIENICA SHIMKIONeAuel XyAosKeCTBEeHHBIX TepMuHOB
<M. B. VBaHoBbIM-Bopeuknm> Bbipaboran u npexncrasied B TAXH ,cnoBHUK® TOMa,
nocasieHHOro mysbike» (Biulleteni GAKhN 1926: 62-63).

14 Mikhail Vladimirovich Ivanov-Boretskii (1874-1936) was a musicologist, journalist, com-
poser, teacher, and musical public figure. He graduated from the Faculty of Law of Moscow
University (1896). He studied privately with Rimsky-Korsakov in 1898-1900, and in 1903-04
he pursued the study of music history in Florence under A. Falconi. Upon his return to
Moscow he engaged in educational and scholarly activities (he was one of the founders of the
“Musical-Theoretical Library” society, 1908), and published books on foreign composers (Or-
lando di Lasso, Palestrina, Mendelssohn, Josquin des Prez, among others), as well as articles
in various periodicals (Russkaia muzykal'naia gazeta, K novym beregam, Muzykal'noe obra-
zovanie, etc.). In 1921 he became a full member of SIMS and in 1923 a member of the Music
Division of GAKhN. Starting in 1921 he taught music history at the Moscow Conservatoire
(in 1922 he was appointed professor); in 1924 he created and headed the Conservatoire’s
Music Research Department; and from 1932 to 1934 he led the Department of Historical and
Theoretical Studies and the graduate programme. Ivanov-Boretskii was one of the founders
of Soviet music-historical scholarship.
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eral foreign languages, he was among the most respected Russian specialists
on the music of the Renaissance and Baroque. What is particularly important
in this context is that in the 1920s Ivanov-Boretskii contributed articles to the
Granat Encyclopedic Dictionary, to the eleventh German-language edition of
Riemanns Musiklexikon (1929), and to the Great Soviet Encyclopedia. At the
same time, we should note that issues of musical-theoretical terminology had
never been central to his scholarly interests.

The archival documents of the Music Division of GAKhN for 1925-28 con-
tain only information on the number of articles prepared for the Encyclopedia
and occasional mentions of their authors’ names. Discussions of specific texts
are not reflected there (it is likely that the Division did not, as a rule, discuss
Encyclopedia articles at its meetings). However, individual articles on music
for the Dictionary of Artistic Terms were at times discussed in other GAKhN
subdivisions. Thus, on 20 February 1926, Aleksandr Sakketti’s article “Music’
was considered at a meeting of the Presidium of the GAKhN Commission
for the Study of Artistic Terminology; it elicited criticism from Sofia Beliae-
va-Ekzempliarskaia and Losev."

Judging from GAKhN Bulletin No. 10 for 1927/28, by this time the work
on the articles on music for the Dictionary of Artistic Terms was nearing com-

>

pletion:

[...] My3bIKanbHBINI TOM HaMedeH IEpPBBIM K BBIIYCKY. 3a BpeMs C OK-
TA0ps 1O sIHBapb <1927/28 TIT.> C[AHO BBIIIE 130 CTareil CIEAYIOLUX
aBTopoB: f. A. borarenxo, K. A. Kysnernjosa, M. 1. Mensenesoit, 9. K. Po-
3eHOBa, 3. ®. Casenosoii, B. ®epmana, b. I1. IOprencona u pegakropa Toma
M. B. VBanoBa-bopenkoro. Pag gpyrux crareii y>ke TOTOBBI M HaJj HUMU
BeJIeTCsI B HACTOsIMIlee BpeMsi PefJaKI{MOHHas paboTa, a Tak)Ke mofbmpaeTcs
MaTepuat s WUTCTPAlIOHHBIX Tab/INII.

(Biulleteni GAKhN 1928: 44)

15 Protokol no. 11/25 zasedaniia Prezidiuma komissii po izucheniiu khudozhestvennoi termi-
nologii GAKhN ot 20 fevralia 1926 g. RGALI. F. 941. Op 14. Ed. khr. 19. L. 29. See Plotnikov
2026.
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[...] the music volume is scheduled to appear first. Between October and Jan-
uary <1927/28>, more than 130 articles have been submitted by the following
authors: Ta. A. Bogatenko, K. A. Kuznetsov, M. I. Medvedeva, E. K. Rozenov,
Z.F.Savelova, V. E. Ferman, B. P. Iurgenson, and the volume’s editor, M. V. Ivanov-
Boretskii. A number of other articles are already finished and are currently
undergoing editorial revision, and material for the illustrative plates is also

being assembled.

On 6 September 1927, the Presidium of the GAKhN decided to pay for 10 arti-
cles by Ivanov-Boretskii prepared for the Encyclopedia of Artistic Terminology:
“Anonimnyi”, “Ansambl”, “Aranzhirovka,” “Artist; “Bardy;,” “Benediktinskii
orden,” “Virtuoz,” “Debiut,” “Diletant,” “Diletantizm” (“Anonymous,” “Ensem-
ble,” “Arrangement,” “Artist,” “Bards,” “Benedictine Order;” “Virtuoso,” “Debut,’
“Dilettante,” and “Dilettantism”). ¢

A similar announcement of the Music volume’s imminent completion
appeared in the Production Plan of the Music Division for the 1928-29 aca-
demic year, which listed “the final work on the Dictionary of Artistic Terms”"
The report on the work of the Music Division for 1928-29 attested to the
intensification of the activities of the Commission for the Musical Ency-
clopedia, headed by its editor, Ivanov-Boretskii.'"®By early summer 1929, its
work was again described as “close to completion” (“blizkaia k zaversheniiu”;
ibid.: 14 ob.). Judging from the same document, the list of Section members
involved in the project had expanded considerably. The report concluded by
indicating the projected size of the volume: 25-27 printer’s sheets (ibid.).

One of the key documents shedding light on the state of affairs in the
music-related part of the Dictionary of Artistic Terms is the “Count of Articles
for the Encyclopedia’,’ preserved in the Manuscript Research Department

16 Zasedanie Prezidiuma GAKhNA 6 sentiabria 1927. RGALL E 941. Op. 1. Ed. khr. 8o. L. 18—
18 ob.

17 «[...] sakmounTenbHas pabora mo Crosapro XyzoxecTBeHHbIX TepmitHOB» (Proizvodstvennyi
plan Muzykal'noi sektsii G.A.Kh.N. na 1928-1929 ak<ademicheskii> god. RGALL E 941.
Op. 1. Ed. khr. 23. L. 48 ob.).

18 “Otchet o rabote Muzykal'noi sektsii GAKhN za 1928-1929 god”, in: Plany i otchety o rabote
sektsii, podsektsii 1 komissii za 1929-1930 god. RGALL E 941. Op. 5. Ed. khr. 55. L. 12-15 ob.

19 Podschet statei dlia éntsiklopedii - spisok avtorov s ukazaniem kolichestva statei i strok,
predstavlennykh dlia <Entsiklopedii khudozhestvennykh terminov> na 1.08.1929. NIOR RGB.
F. 81 (GAIS). Kart. 16. Ed. khr. 14. L. 1-2.
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of the Russian State Library (NIOR RGB) and dated 1 August 1929. This list,
which contains 78 names, includes 28 authors of articles on music (Table 1).

Name Number of articles Number of lines
Aleksandrov N. G. 1 84
Bagadurov V. A. 9 1,392
Beliaiev V. M. 1 81
Beliaeva-Ekzempliarskaia S. N. 2 1,002
Bogatenko Ia. A. 6 618
Briusova N. Ia. 1 85
Gnesin M. E. 1 284
Zhilinskii B. L. 6 1,837
Zavsegdataev N. F. 1 351
Ivanov-Boretskii M. V. 201 10,193
Kuznetsov K. A. 3 174
Kondrat'ev S. A. 1 170
Medvedeva M. 1. 12 1,515
Nikol’skii V. A. 4 978
Oganezashvili A. A. 1 39
Paskhalov V. V. 5 554
Renchitskii P. N. 2 1,117
Rogal'-Levitskii D. R. 6 1,114
Rozenov E. K. 3 928
Savelova Z. F. 7 725
Senitsia P. A. 1 70
Tolstoi S. L. 12 256
Usov D. S. 1 63
Ferman V. E. 3 704
Khokhlovkina A. A. 2 294
Shishov I. P. 1 189
Iurgenson B. I. 2 189
Takovlev V. V. 1 206

Table 1
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According to this document, by August 1929, the total number of articles
written by musicologists for the Dictionary of Art Terminology amounted to
296. The main - and, at present, unsolvable — question concerns why so few of
them have survived. Earlier we discussed the 15 articles written for it in 1923
by Ivanov-Boretskii and one by Kuznetsov. These 16 articles make up about
5 % of the total number in the table above. 20

These materials are supplemented by two documents: the above-men-
tioned minutes of the meeting of the Presidium of the GAKhN Commis-
sion for the Study of Artistic Terminology, dated 20 February 1926, at which
Sakketti’s article “Music” was discussed,? and the presentation, in the form of
a report, of Kuznetsov’s article “Styles in Music” >

Nine articles by Renchitskii (a GAKhN staff member from 1923 to 1931)
have been preserved in the Russian National Museum of Music. They are
typewritten copies with handwritten additions in ink and pencil.? Six of
them are complete: “Nevmy” (“Neumes®), “Noty” (“Notation”), “Oktava’
(“Octave®), “Obertony” (“Overtones”), “Osnovnoj ton (zvuk)” (“Fundamental
Tone (Sound)”) and “Ottenki” (“Nuances”). Two articles “Javanskaja muzyka”
(“Javanese Music”) and “Ehngarmonizm” (“Enharmonicism”) are extant in
draft form. None of them are dated, but a number of features allows us to
associate them with the projects of the Musical Encyclopedia or the Dictionary
of Artistic Terminology. First, the number of completed articles (six) corre-
sponds to the figure indicated in the list cited above (“Count of Articles for the
Encyclopedia®). Their titles follow an alphabetical order (the Cyrillic letters N
and O). In the article “Osnovnoi ton (zvuk)”, there are references to works by
Nikolai Garbuzov, Georgii Katuar (Catoire), and Hugo Riemann’s Musiklex-
ikon in the edition by Alfred Einstein published in the mid-late 1920s.* The
mention of the two of them - Katuar and Garbuzov - is accompanied by the

20 RGALL E g41. Op. 6. Ed. khr. 14. L. 53, 126-130, 138-139, 221a, 131-137; ibid.: Ed. khr. 13.
L. 247-251a.

21 Protokol no. 11/25 zasedaniia Prezidiuma komissii po izucheniiu khudozhestvennoi termi-
nologii GAKhN ot 20 fevralia 1926 g. RGALIL E 941. Op 14. Ed. khr. 19. L. 29. There was also
an article entitled “Music” by Aleksei Losev. For further details, see: Plotnikov 2026.

22 Protokol no. 11 zasedaniia plenuma Podsektsii istorii muzyki Muzykal'noi sektsii GAKhN ot
19-go aprelia 1929 g. RGALL F. 941. Op. 5. Ed. khr. 53. L. 37-39 ob.

23 RNMM. E 18 (Petr Renchitskii). No. 93. Ed. khr. 1277. L. 1-41.

24 The reference is most likely to the first part of Garbuzov’s Teorija mnogoosnovnosti ladov
i sozvuchij (Moscow, 1928) and to Katuar’s Teoreticheskij kurs garmonii (Moscow, 1924-25).
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remark that their ideas were formulated “in our own day”. (The articles by
Ivanov-Boretskii, Kuznetsov, and Renchitskii will be discussed in more detail
below.)

On 26 March 1929, the chair of the Presidium of the Music Section, Med-
vedeva, reported that she had been instructed to purchase catalogue cards
for compiling an alphabetical index of the articles in the Music volume of the
Encyclopedia of Artistic Terms.” The rather extensive work of preparing the
index, which, according to her own account, took twenty hours, was almost
completed by 4 April.?

On 22 September 1929, Protocol No. 22 of the meeting of the Presidium of
the Music Section of GAKhN recorded a long-awaited event: “[...] all articles
for the Mus<ic> volume of the Dictionary of Artistic Terms have already been
completed”.?” In connection with this, the editor of the volume, Ivanov-Bo-
retskii, was to convene a meeting of the Music Division to hear the articles.?

Several articles written for the Music volume of the GAKhN Dictionary
of Artistic Terms were read and discussed at the Plenum of the Music Divi-
sion on 4 October, 15 and 29 November 1929; meetings devoted to their dis-
cussion were also held within individual subsections.?® The minutes of the
sessions discussing the following articles have been preserved: “Garmonia”
(“Harmony”) by Ivanov-Boretskii, Galina Van'kovich,*® and Boris Zhilinskii;

Renchitskii also cites the eleventh edition of Riemann’s Musiklexikon, edited by Alfred Ein-
stein and published in 1929 (Riemann/Einstein 1929).

25 “Protokol no. 19 Zasedaniia Prezidiuma Muzykal'noi sektsii GAKhN ot 26 marta 1929 g7,
in: Protokoly zasedanii prezidiuma <Muzykal'noi> sektsii za 1929/1930 g. i materialy k nim.
RGALL E 941. Op. 5. Ed. khr. 53. L. 80.

26 “Protokol no. 20 Zasedaniia Prezidiuma Muzykal'noi sektsii GAKhN ot 4 aprelia 1929 g, in:
Ibid. L. 82; “Protokol no. 24 Zasedaniia Prezidiuma Muzykal'noi sektsii GAKhN ot 6 iiunia
1929 g, in: Ibid. L. 111.

27 «[...] Bce crarbu g Mys<pikanpHOro> ToMa CroBapsi XysoXKecTBeHHbIX TepMIHOB yiKke
3aKOHYEHDD».

28 “Protokol no. 27 Zasedaniia Prezidiuma Muzykal'noi sektsii GAKhN ot 22 sentiabria 1929 g,
in: Ibid.: L. 123.

29 Ibid.: L. 15.

30 This collaborator was not listed among the authors of the Dictionary of Artistic Terms in the
Report on the Work of the Music Division of GAKhN for 1928-29.
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“Kontsert” (“Concerto”) by Ivanov-Boretskii and Khokhlovkina;* as well as
the aforementioned article, “Stili v muzyke” (“Styles in Music”) by Kuznetsov. *

The final meeting at which issues concerning the Music volume of the Dic-
tionary of Artistic Terms were discussed took place at the plenum of the Music
Division on 29 December 1929. On 5 December, the Division’s leadership
once again asked Ivanov-Boretskii to designate the articles to be read and dis-
cussed. * However, judging from the minutes of 29 December 1929, no articles
were read at the meeting; instead, only a request was recorded that Jaworskii
write an article on the theory of modal rhythm. Should he decline, the assign-
ment was to be redirected to his student Viktor Tsukkerman.**

The Commission on the Musical Encyclopedia within the Music Division
continued to exist in GAKhN until 1930. In the Division’s plan for that year,
the completion of the body of articles for the Encyclopedia was once again
noted. What remained to be completed, was only their final editing, as well as
the selection of illustrations and music examples.*

In the Report on the Work of the Music Division for the period from
mid-February to 15 May 1930, reference to the Musical Encyclopedia (Dic-
tionary of Artistic Terms) disappeared.’® The matter of the Encyclopedia
nevertheless remained within the purview of the Division’s new leadership,
Chairman Nikolai Cheliapov and Secretary Aleksandr Veprik: in early June
they asked Ivanov-Boretskii to submit to the Presidium the articles written
for the GAKhN Dictionary of Artistic Terms with a view to their subsequent

31 Protokol no. 1 Zasedaniia Plenuma Muzykal'noi sektsii GAKhN ot 4 oktiabria 1929 g. RGALL
F. 941. Op. 5. Ed. khr. 46. L. 1.

32 “Protokoly nos. 1, 2 Zasedanii Podsektsii Istorii Muzyki Muzykal'noi sektsii GAKhN ot 15
i 29 noiabria 1929 g} in: Protokoly nos 1-5 zasedanii Podsektsii istorii muzyki za 1929/1920 g.
i materialy k nim 1929-30. RGALL E 941. Op. 5. Ed. khr. 56. L. 2-12 ob.

33 “Protokol no. 3 Zasedaniia Prezidiuma Muzykal'noi sektsii Gos. akademii khudozh. nauk
ot 5 dekabria 1929 g, in: Protokoly nos. 1-18 zasedanii prezidiuma <Muzykal'noi> sektsii za
1929/1930 g. i materialy k nim. RGALL E 941. Op. 5. Ed. khr. 53. L. 6.

34 “Protokol no. 9 Zasedaniia Plenuma Muzykal'noi sektsii Gos. akademii khudozh. nauk ot
29 dekabria 1929 g7, in: Protokoly nos. 1-15 zasedanii prezidiuma <Muzykal'noi> sektsii za
1929/1930 g. i materialy k nim. RGALL E 941. Op. 5. Ed. khr. 54. L. 21-21 ob.

35 Proizvodstvennyi plan muzykal'noi sektsii GAKhN na 1930 g. RGALIL E 941. Op. 1
Ed. khr. 148. L. 6.

36 Plany i otchety o rabote sektsii, podsektsii i komissii za 1929-1930 god. RGALI E 941. Op. 5.
Ed. khr. 55.
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publication.” What happened next is unknown: no evidence has survived
indicating that this request was fulfilled.

What Remained in the End?

Let us turn directly to the articles written by the staff of the Music Divi-
sion of GAKhN for the Musical Encyclopedia (Dictionary of Artistic Terms).
Most of them begin with the first five letters of the Cyrillic alphabet (A-D).
The selection of the sixteen articles completed in 1923 by Ivanov-Boretskii
and Kuznetsov appears almost random. What determined this choice is
unknown, but it is evident that the authors preferred topics not directly related
to specifically musical matters (“Anonymous”, “Ensemble”, “Arrangement”,
“Artist’, “Bards’, “Benedictine Order”, “Byzantium’, “Virtuoso”, “Dilettante’,

» <«

“Dilettantism”, “Debut”, “Composition”)*. Only four articles pertain directly
to the field of music (“Durchkomponiert”, “Military Music”, “Conducting’,
“Sound Editing”).* The title of Kuznetsov’s article, “Byzantium”, seems inac-
curate in relation to its content - it is more a sketch or a fragment of a more
extensive work on the history of notation.

The texts by Ivanov-Boretskii and Kuznetsov are entirely original - no literal
similarity can be found between them and the corresponding articles in Granat
Encyclopedic Dictionary or in the Russian and the most recent German editions
of Riemann’s Music Dictionary mentioned above. Moreover, some terms (for
example, “Zvukomontazh” (“Sound Editing”)) are absent from both the Russian
and German editions of Riemann’s Dictionary. It is noteworthy that the lexeme
‘Benediktinskij orden’ (Benedictine Order) was introduced by Ivanov-Boretskii
earlier than it appeared in Riemann’s Music Dictionary: the article “Benedik-
tiner”, absent from the 1oth edition (Reimann/Einstein 1922), appeared in the
uth (Einstein 1929), prepared with the contribution of Ivanov-Boretskii.

37 “Protokol no. 15 Zasedaniia prezidiuma Muzykal'noi sektsii Gos. Ak. Khud. Nauk 8 iiunia
1930 goda’, in: Protokoly nos. 1-18 zasedanii prezidiuma <Muzykal'noi> sektskii za
1929/1930 gg. i materialy k nim. RGALL E g941. Op. 5. Ed. khr. 53. L. 91.

38 «AHOHMMHBI1», «AHCAMO/Ib», «APAHXKMPOBKA», «APTUCT», «Bapybl», «beHeAMKTHHCKMIT

opren», «Busantus», «Bupryos», «[lunerant», «[luterantusm», «[le6r01», «Kommosnums».

39 «Durchkomponiert», «BoerHast My3bika», « JupmKupoBarb», «3BykoMonTax». All the articles

mentioned will be published as a part of a special volume in Wiener Slawistischer Almanach.
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It is evident that the specific selection of article titles was to some extent
determined by the preferences of Ivanov-Boretskii, a specialist in the music of
the Middle Ages, the Renaissance, and the Baroque. Even where excursions
half a millennium back would seem uncalled for (as in the article “Virtuoz’
(“Virtuoso”)), he still found room for them. It is precisely Ivanov-Boretskii’s
substantial texts, rich in historical detail, that are of special interest. For exam-
ple, the sequence of facts he constructs in the article “Dirizhirovanie” (“Con-
ducting”) is particularly valuable, tracing changes in the perception of the
conductor’s function over three and a half centuries, up to the early twentieth
century (Maurice Kufferath, Felix Weingartner, Nikolai Malko). The distinc-
tiveness of his interpretation of certain terms - for instance, his choice of
exemplary march models in the article “Military Music”: the “Pilgrims’ March”
trom Berlioz’s Harold in Italy, Op. 16, and the theme of the second movement
of GoldmarKs symphony Rustic Wedding, Op. 26 — does not diminish the
value of his observations but, on the contrary, lends them additional interest,
prompting discussion and giving well-known facts a touch of novelty.

Compared with the texts by Ivanov-Boretskii, the articles by Renchitskii
generally give the impression of being more substantial, thoroughly developed,
and balanced in length (on average about 600 words). Their subjects pertain
especially to primary music theory, including “Neumes”, “Notes” (“Musical
Fundamental Tone (Sound)”,

>

» <« »

Notation”), “Harmonics”, “Octave”,

»

Writing’,
and “Enharmonicism”

And yet, from what has been said, it is clear that the authors’ understand-
ing of their tasks in the GAKhN Musical Encyclopedia did not fully corre-
spond to the ideas of the Academy’s leadership, which envisioned a higher
level of conceptual generalisation:

VI3noxeHre B CIOBapHBIX CTaTbiX Ipefcrasasnock lllmery, mpexje Bce-
ro, KaK CUCTeMaTN4eCKOe YCTaHOB/IEHNE COBPEMEHHOI 3CTETUYECKOIl Tep-
MUHOJIOT MM, HEOOXOAMMON /Il OPraHM3alyy 3HaHUS B XYy[J0’KECTBEHHbIX
HaykaX. COOTBETCTBEHHO, M3/I0)KEHMEe UCTOPUYECKOIl SBOTIOLMN TOHATUI
JO/IKHO OBIJIO OBITh IOZYMHEHO 3TON CUCTEMATUYECKON 3ajade.

(Plotnikov 2026)
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For <Gustav> Shpet, the presentation in dictionary articles was conceived
above all as the systematic establishment of a modern aesthetic terminology
that is necessary for the organisation of knowledge in the arts. Accordingly,
the exposition of the historical evolution of concepts was to be subordinated

to this systematic task.

This idea of “establishing a modern aesthetic terminology” was more fully
reflected in Kuznetsov’s article “Stili v muzyke”, presented as a report at the
meeting of the Plenum of the Subsection for the History of Music on 19 April
1929.%? The minutes of the meeting read:

Joxmagumk onpepenaeT CTUIb KaK COBOKYIHOCTb KOHKPETHBIX MY3bIKajIb-
HBIX IIPU3HAKOB, 00YCTIOBINBAIOIINX XaPAKTeP MU OTHETBHOIO MY3BbIKa/Ib-
HOTO fBJICHU:A, WIN LIeJI0J TPYIIBI MY3bIKaJIbHBIX ABJICHMII: TBOPYECTBO
OJIHOTO KOMIIO3MTOpA B L[€JIOM MIM B KaKOM-ITNOO OT/E/NbHOM 9Tale ero
IYTH WIN LeJIOTO psifia 3a HOITWIl [IEPUOf BPeMeHM, B IPOLO/DKEHUN Iie-
70t anoxu. Ho 9T mpusHaKy HOMKHBI ObITh XapaKTepHbI, He CBOVICTBEHHBI
VHBIM MY3bIKa/IbHbIM SIBJIEHIAM; B IPOTUBHOM C/Iydae OHU He CIY>KIIU Obl
MOJ/IMHHBIMI [TOKA3aTeIAMM JAHHOTO CTUJIA [...]. B 9TOM cMbIicie cTumeBast
XapaKTePUCTIKA SIBJISIETCS «BBIJEIEHNeM», a He «00beliHeHeM» XapaKTe-
PM3yeMBbIX MY3BbIKa/JIbHBIX SBJICHUI M OTHOCUTCA K 0OTacTU MCTOPUKO-MY-
3BIKAJIBHBIX OIIpefieNieHuit. VIcTopus MySBIKM €CTb, IJIAaBHBIM 00pasoM,
UCTOpUS CTUJIEN, YCTaHABAMBAIOLIAs MX IOC/IELOBATE/IBHOCTD ¥ 00YCIOB-
JIEHHOCTD II0 3aKOHAM AMA/IEKTUYECKOTO PA3BUTHS U BCKPBIBAKOIAS CMBICIT
LIeJIOTO Psifia MY3bIKAaIbHBIX SIBIEHMII 1 Ka)KZOTO 3BeHa ero. IIpu TakoM mo-
HUMAHIY [JIs1 UCTOPYKA He MOXKET OBITb BOIIPOCA O IPEUMYILIECTBAX TOTO
VIM VIHOTO CTMIA HaJ KaKMM-TMO0 OPYTUM, TaK KaK Ka>KAbIl CTU/Ib eCTb
YaCTh UCTOPUKO-AVMATIEKTUYECKOI IIenu. B 19-M cTOnMeT!n UCTopus, B JIuile
Annepa BbIpaboTama METOMBI CTUIMCTUYECKOTO aHa/MN3a, B 20-M OHA IOJIb-
3yeTcsi popMy/IaMm CTUJIEN IS COLMONOIMYECKOTO IIOCTPOEHMS UCTOPUN
MY3BIKaJIbHBIX CTU/EIL. DTy 3ajady yTOUHsAET HOKTPMHA MAapKCHU3Ma, CTpe-
MsILIAsICSA NMPUBECTU HpeobrajjaHye TeX MIM MHBIX CTU/IEBBIX IPU3HAKOB

B CBA3b C npeo611a11aHI/1eM TOr0 MJIM MHOTO 061L[€CTB€HHOI‘O CTpOsA; MY-

40 Protokoly nos. 1-12 zasedanii Podsektsii istorii muzyki za 1928/1929 g. i materialy k nim.
RGALL F. 941. Op. 5. Ed. khr. 46. L. 37-39 ob.
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3BIKA/IbHOE TBOPYECTBO BXOAUT, TaKMM 00OpasoM, KaK 4acTb B IIMPOKMUIL
IIpOLIecC XXVM3HEHHOI 60pbOBI B CaMOYTBEP)KAEHNM OOIeCTBEHHBIX TPYIIIL.
Mys3bikaIbHas HayKa TakxKe, KaK ¥ BOOOIe MCKYCCTBO, HY>KAAETCS B MapK-
CHUCTCKOI foKTpyHe. Hanpumep, 10 cux HOp ObIIO MPUHATO MOYePKUBATD
B MY3bIKe 18-TO BeKa ee Tra/laHTHOCTD, ee 3JIeMeHTbl OpPHAMEHTUKMU, M He 3a-
MeYasiCch 97IEMEHThl 3J0POBOIl 6OAPOI PUTMIYECKOI HyIbCaLlNy, 3HAMe-
HYIOLIell BOCXOX/EHMEe K BIACTU MOJIOJOTO 3-TO COC/IOBMS; TOYHO TaKXKe B
HOBeJiIell 3aa/JHO MY3bIKa/JIbHOM INTEPaType, PALOM C CyJOpOraMy pas-
JIAaTAIOUIErocsa MeIJaHCTBAa MOXXHO 3aMETUTHh U OTSByKI/I I‘pHI[yU_U/IX HOGCI[

TpynoBbIx Macc. *!

The speaker defines style as a set of specific musical features that determine
the character either of a single musical phenomenon or of an entire group of
musical phenomena: the work of one composer as a whole or at a particular
stage of his development, or of a whole series of works over a long period of
time, throughout an entire epoch [...]. In this sense, stylistic characterisation
is a matter of “distinguishing” rather than “uniting” the musical phenomena
under consideration, and it belongs to the sphere of music-historical defini-
tions. The history of music is, above all, the history of styles, establishing their
sequence and interdependence according to the laws of dialectical develop-
ment and revealing the meaning of a whole range of musical phenomena and
of each of its links. Under such an understanding, for the historian there can
be no question of the superiority of one style over another. In the nineteenth
century, history, in the person of Adler,*? developed methods of stylistic anal-
ysis; in the twentieth, it uses stylistic formulas for the sociological construction
of the history of musical styles. This task is further specified by the doctrine of
Marxism, which seeks to relate the predominance of certain stylistic features to
the predominance of a particular social order; musical creativity thus becomes
part of the broader process of social struggle in the self-assertion of social

groups. Music scholarship, like art in general, requires the Marxist doctrine.

Protokol no. 11 zasedaniia plenuma Podsektsii istorii muzyki Muzykal'noi sektsii GAKhN ot
19-go aprelia 1929 g. RGALL E. 941. Op. 5. Ed. khr. 53. L. 37-37 ob.

Guido Adler (1855-1941) was an Austrian musicologist and teacher. Adler had been devel-
oping the problem of musical style since the 19th century; his principal work on this topic -
Der Stil in der Musik (1911) — was published already in the twentieth century.
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Thus, proceeding from an academic understanding of the category of style, the
speaker arrived at its interpretation in the spirit of the Marxist concept of class
struggle. Entering the discussion, Losev objected to what he regarded as the
empiricism present in Kuznetsov’s report. At the same time, he had no doubts

about the choice of the “sociological method as applied to musical materia

l” 43,

Omnpepienenne CTUIA KaK COBOKYITHOCTY HPUEMOB C 9CTETHMYECKON TOUKM
3peHns HempasuabHO. Crylras MysbIKy, Mbl He BOCIHPUHIUMAeM IpHEMBI,
Jlayke MOYKEM COBCeM He 3HaTb UX, TaK KaK Mbl HEIOCPE/ICTBEHHO Iiepe-
KuBaeM ee. Bce B My3bIKe e€CTb COBOKYIIHOCTb Pa3HbIX IPUMEMOB — PUTMa,
FapMOHMII ¥ T. I, IIO9TOMY OIpefeleHne AOKIafuiKa SMIMPUIHO. |...]
Y MY3BIKI €CTb ellle BHYTPEHHsIS CTOPOHA — 9TO U eCTh CTuib. [...] Couno-
JIOTMYeCKNII MeTOJ B IPMMEHEHNM K MY3bIKaJIbHOMY MaTepuany He BBI3bI-
BaeT BO3PAXKEHMII M Ha 3alaie BCe HAyKM Y>Ke COLMOIOTM3MPOBANNUCE. |...]
Ho counmonorusa Ko/mKHa faTh HaM U HeYTO Gosbliee. [...] Hy)HO IoKa3aTb
BHYTPEHHIOI0 He0OXOIMMOCTb, HaIlpUMep, NlepeXxofia peHeccaHca K 6apOKKo.
Hy>xHO 1mOKa3aTh, KaK NPYMEHATh AMANEKTUYECKUI, CTPOTO JIOTMYeCKMit
MeTof.

(Ibid.: 38)

To define style as a set of devices is incorrect from an aesthetic point of view.
When we listen to music, we do not perceive devices; we may not even know
them at all, because we experience the music directly. Everything in music is
a combination of various devices — rhythm, harmonies, and so on — therefore
the speaker’s definition is empirical. [...] Music also has an inner dimension —
and this is what style is. [...] The sociological method as applied to musical
material raises no objections, and in the West all the sciences have already
become sociologised. [...] But sociology must give us something more. [...]
It is necessary to show the inner necessity, for example, of the transition from
the Renaissance to the Baroque. One must show how to apply the dialectical,

strictly logical method.

The discussion continued with an exchange of remarks:

43

«[. . ] COLMOIOTMYECKOIo METOJa B IIPMMEHEHNN K MY3bIKa/IbHOMY MaTE€pUamxy».
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K. A. Kysneyos: «[...] Bcsikas crueBast popmyna, Kak Obl IIpefeibHa ee
KOHKPETHOCTb HY ObI/Ta, He 3aMEHNUT, KOHEYHO, CAMOTO XyHZOXKeCTBEHHOTO
nepexxuBanuA (“BHYTPEeHHUX CBOJICTB Bl — IO TEPMUHOJIOTUY OII-
moHeHTa). TeopeTnmyeckuit aHanua o6CIeAyeT NMPEAIIOCHUIKY, S/TeMEHTHI
MY3bIKaJIbHOTO SIBJICHMsA, BHE KOTOPBIX OHO He cymecTByeT. [...] Bmaro-
Hapsi COLMOTIOTMY MBI BUJVIM aBTOPa B €rO >KUBOM OKDPY)KEHUM U MeTde
HOAXOAMM K TBOPYECTBY. MapKCU3M He TOBOPUT O BIMSAHNUM 9KOHOMIUe-
ckux (aKTOpOB Ha KaKOi-HUOY[b KaJlaHC — 3TO ObIO Obl KaKMM-TO MU-
CTUIV3MOM. MapKcusM HOKa3bIBaeT TOMBKO, YTO MY3BIKAHT — IIPOBORHVK
JKM3HEHHBIX JMHTEPECOB, TBOPYECKON YCTAHOBKM OIIpefie/ieHHOro oOfIe-
CTBEHHOTO C7104 [...]».

A. ©. Jloces: «[...] Hy»KHO OTHENATb CTUIb OT MY3BIKAIBHBIX IIPU3HAKOB;
n36upast COLMONOINIECKUIT METOM, Sl O/DKEH BCKPBHITH NPU3HAKU CTUJIIS
He3aBMCVIMO OT MY3bIKJ; HallpUMep CTIIb PeHeccaHC He eCThb JNUIIb MY3bI-
Ka/IBHBIII CTV/Ib, TAK YK€ I POMAHTU3M — €r0 HY>KHO OIIPefeNsTh IIOMIMO
nckycctBa. YacTb 31ech GepeTcss BMECTO L[e/IOr0 — 9TO METOHOIOIMYeCKast
omn6xa. COLONIOrNIecKoe U3ydIeHNe SI0XY MIM KOMIIO3UTOPa, pasyMeeT-
cs1, HeOOXOIMMO — 3TO JO/KHO aTh HAM HEYTO HOBOE».

(Ibid.: 38-38 ob.)

K. A. Kuznetsov: “[...] No stylistic formula, however specific it may be, can
of course replace the actual artistic experience (the ‘inner’ properties of a work,
in my opponent’s terminology). Theoretical analysis examines the premises
and elements of a musical phenomenon, without which it does not exist. [...]
Thanks to sociology, we see the author in his living environment and approach
his creative work more precisely. Marxism does not claim that economic fac-
tors influence some particular cadence — that would be a kind of mysticism.
Marxism merely demonstrates that the musician is a conduit of the vital inter-

»

ests and creative orientation of a particular social stratum [...]
A. F Losev: “[...] One must distinguish style from musical features; in choos-
ing the sociological method, I must uncover the features of style independently

of music. For example, the Renaissance style is not merely a musical style, and

the same applies to Romanticism — it must be defined apart from art. Here a
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part is taken for the whole, and this is a methodological error. The sociological
study of an epoch or of a composer is, of course, necessary — it will provide us

with something new.”

It is evident that the basis of this polemic lay in the different interpretations
of one and the same phenomenon by a philosopher and a musicologist. This
difference surfaced not only in this instance, but almost invariably whenever
Losev attempted to enter into dialogue with his colleagues from the Music
Division. Accusing them of lacking the ability to perceive in music “music
as such” and of being incapable of serving as its theorists in the true sense,
he found no understanding among them.** Once again, the positions of the
opponents did not coincide. What brought them closer (and this is symptom-
atic) was precisely their shared recognition of the necessity of applying the
sociological method in the study of the problem of style.

The many-year effort devoted to the GAKhN Musical Encyclopedia came
to an abrupt end at the very moment when it was expected to reach its logi-
cal conclusion. One can only speculate why this long-term project, in which
around thirty staff and external collaborators of the Academy’s Music Divi-
sion took part, ended so unhappily. Indirect signs — above all, the absence
not only of systematic but even of occasional discussion of the Encyclopedia’s
articles at the meetings of the Division and its subdivisions — suggest that the
project proved of little interest and in low demand among its own contrib-
utors. Reports and plans presented a different picture, yet the reluctance to
participate in the work on the Encyclopedia was unmistakable. Who knows —
perhaps one day this collective work, created by the founders of Soviet musi-
cology, will unexpectedly emerge from the fog of history?

The research is funded by the Deutsche Forschungsgemeinschaft (DFG, German
Research Foundation), project number 386757512: ,,Zwischen Wissensutopie
und Archiv. Das Projekt einer ,Enzyklopddie der kiinstlerischen Terminologie*
an der Staatlichen Akademie fiir kiinstlerische Forschung in Moskau (1921-1930).
ErschliefSung neuer Quellen”.

44 Cf. on this point: Bobrik 2017: 307-309.
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The Agency of War Literature: Social Imaginary, Performance and Mimesis

The concept of a literary agency is one that I have theorised by integrating the
notions of agency, social imaginary, performance, and mimesis. Kogler, Pech-
riggl, and Winter (2019: 7) define agency as “the attempt to understand how
exactly the socially situated self, which is placed within social structures of
power and domination, can act creatively and reflexively”! Winter (2019:173)
defines agency as the competence of human beings, “to shape their live under
[...] conditions that they could not choose and that are shaped by relations of
domination and power”.? Agency is located at the crossroad of unconscious
“Agieren” (to act out) and deliberative, intentional “Handeln” (to act).’

To make the concept of agency fruitful for literary analysis I will draw upon
the concept of the social imaginary as developed by Castoriadis in Linstitu-
tion imaginaire de la société (1975). The social imaginary is poiesis, i.e. creation;
it is the “continuous and (socio-historically and psychically) basically indeter-
minate creation of figures/forms/images, which underlie every speech about
‘something. What we call ‘reality’ as well as ‘rationality’ are in fact based upon

1 ,[...] der Versuch zu verstehen, wie genau das sozial situierte Selbst innerhalb sozialer Macht
und Herrschaftsstrukturen platziert ist und dennoch kreativ agieren und reflexiv handeln
kann®. - Unless indicated otherwise, all the English translations are my own, with assistance
provided by deepl.com. - C. B.

2 ,[...] wie Subjekte ihr Leben unter sozialen Bedingungen gestalten, sie selbst nicht wihlen
konnten und die durch Herrschafts- und Machtverhaltnisse gepragt sind®

3 These concepts are developed by Pechriggl (2018).
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them” (Castoriadis 1990: 12). The term “imaginary” does not mean fancied or
invented. In fact, the social imaginary is all the imagining, visualizing, telling,
and doing of a society, which embodies the answers to basic questions such
as “Who are we, as a community?”, “What do we want?”, “What do we lack?”
(ibid.: 252). One of the examples Castoriadis uses to illustrate the powerful
and far-reaching impact of the imaginary is that of nation and nationalism:

The nation fulfils the [...] task of identification by referring to a ‘common
history’ - a reference is imaginary in three senses, because firstly this history
belongs to the past, secondly the commonalities do not extend very far, and
finally what is known of this past and serves as a carrier of community-build-
ing identifications in the consciousness of the people is largely mythical. How-
ever, two world wars and the persistence of nationalism have proved that this
imaginary of the nation is more enduring than any reality.

(Castoriadis 1990: 254-255)

The concept of the “social imaginary” can be applied to the domain of liter-
ature as such: as with other cultural products and artistic forms, literature is
also an actualisation of the human capacity to intervene upon and transform
the social imaginary existing to a certain time within a certain social context.
This is even more so as literature, as a creative process, eludes a mere rational-
ising representation of what exists and of what is planned. The process of writ-
ing, reading, and interpreting literature can therefore be considered a form
of transformative intervention on the existing imaginary - a form of agency.
Mondzain’s notion of performance is useful to illustrate this process of
transforming the imaginary. In her lecture De lacte guerrier a la performance de
lacteur (2014) on war-related ritual performances, Mondzain starts from the
semantic-etymological root of the word and uses the French verb “per-former”
with the meaning of “to form, to shape” War is essentially the destruction
of the bodies of the enemies, i.e. it is the destruction of forms and shapes.
A performance of war gives form to that which has no form (any longer), to
war destruction itself. When applied to the domain of literature, this concept
can be elucidated as such: the act of “performing’, i.e. of shaping war through
literature results in the formation of narratives that extend beyond the scope of

4 Here and in the following, translated quotations are taken from the German edition.
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destruction associated with warfare. By reflecting on the past event, literature
has the capacity to elaborate narratives that can exert a substantial influence
on the present or the future through creative reflection, even without explicitly
sketching out ideas about a possible future in their works or arguing them
conceptually.

The literary transformation of the imaginary can affect the extra-literary
world through circular mimesis. I propose this term, coined by Pechriggl in
her reflections on ontology (2006: 61-63), to combine the prevailing direction
of thinking about mimesis in the wake of Plato, Aristotle and Erich Auerbach
(art imitates life) with Oscar Wilde’s opposite perspective, as outlined in his
1891 essay “The Decay of Lying” (life imitates art).” The idea is as follows: art
imitates life, which in turn imitates art, and so on. Literature has the capacity to
intervene in the social imaginary of war and the ideology fuelling a particular
war, thus displaying agency. In this way, it participates in the social and cul-
tural interpretation of war, which in turn determines a community’s political
and social development after a war.® The empirical effect of literature is to be
investigated, for instance, by means of literary sociology. In my study, I analyse
the agency potential of literature.

Post-Yugoslav War Literature’s Transcultural Memory as Agency
against Nationalism

As I was anticipating above, Post-Yugoslav war literature does not only repre-
sent warfare, but it also investigates the nationalistic ideology that underlies
the Yugoslav wars of the 1990’s. The nationalist imaginary is based on an irra-
tional promise of salvation through totalitarian unity thinking, which means
the standardisation and subordination of individuals and groups to a national
collective that is imagined as uniform. This entails an extremely reduced econ-
omy of thought and affect, which can be summarised in the binarism friend vs.
foe, us vs. the others.” A foundational principle of nationalism is also the con-
cept of a mono-national past, which is commonly interpreted as the ‘golden

5 This concept has been further developed for literary studies by Enver Kazaz (2012: 97).
See on this issue for instance Hopken 2007, Vlaisavljevi¢ 2007, Demiragi¢ 2015, Wachtel 1998.
In my habilitation thesis, I provide a comprehensive analysis of the nationalist imaginary (see
Beretta 2020).
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age’ of a nation. This perspective is often juxtaposed with the negative inter-
pretation of a multinational or multicultural past as a period characterised
by unredeemable conflicts, pervasive discrimination, and injustice. The cen-
tral proposition of this extended abstract I would put forth is: some texts of
Post-Yugoslav war literature display literary agency by shaping artistically and
thus conceptualizing a multicultural, hybrid or transcultural past thus making
a social imaginary thinkable that is not a nationalist one.

One text of Post-Yugoslav war literature that shapes memory in a manner
that transcends aggressive nationalism is Dzevad Karahasan’s story “Pisma iz
1993. godine” (“Letters from the Year 1993”) from the narrative cycle Izvjestaji
iz tamnog vilajeta (2007; Reports from The Dark World). Though it appears to
favour a multicultural concept of distinct differences rather than a transcul-
tural, hybrid concept, the text is a plea for diversity. Karahasan’s story is an
explicit reply to Ivo Andri¢’s Pismo iz 1920. godine (1946; Letter from the Year
1920) and is characterised by a complex plot, which is based on a series of let-
ters written by different characters across time periods. In Andri¢’s text, which
was largely instrumentalised during the 1990s, the protagonist Max Léwenfeld
leaves Sarajevo in the aftermath of World War I, driven by his profound aver-
sion to the prevailing attitude of uncritical insistence on religious difference
among the city’s four religious groups (Catholic and Orthodox Christians,
Jews and Muslims). In a letter, the protagonist repeatedly refers to this atti-
tude as “hatred”.

In contrast, in Karahasan’s story, three characters return or go on purpose
to Sarajevo, even during the siege of the town in the 1990s. What is even more
crucial: while Andri¢’s Max Lowenfeld draws upon the central episode of
asleepless night in Sarajevo, where the religious groups make themselves audi-
ble by different sounds,® to document the alleged animosity among religious
groups in Bosnia, Karahasan’s Max Lowenfeld later references this episode
in an affirmative manner as a celebration of diversity. Furthermore, the text
contextualises the siege of Sarajevo within the broader context of European
history, encompassing not only the Yugoslav wars of the 1990s, but also World
War I, World War ITand the Holocaust, the Spanish Civil War, and the Algerian
War. This perspective dispels the widespread, balkanising notion that bloody

8  The Jews are explicitly mentioned by the letter’s author, an atheist Jew, in a somewhat ironic
manner as the religious group that does not make itself audible.
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(nationalist and genocidal) wars are a distinctive feature of the Balkans. By
means of intertextuality, intertwined storylines and multiperspectivity, Kara-
hasan’s text displays a multicultural approach to Bosnia that makes the case for
cultural and religious diversity.

A text which conceptualizes transcultural memory is Alma Lazarevska’s
U znaku ruze (1996; The Sign of the Rose). This poeticized century novel sui
generis is extraordinary in its capacity to address numerous issues in an
exceedingly dense form. The 141-page text encompasses the history of a cen-
tury, from the Austro-Hungarian period to the Weimar Republic and the siege
of Sarajevo in the 1990’s, as well as the geography of Central and South-East-
ern Europe, with Mostar, Prague, Berlin, Belgrade, and Sarajevo serving as its
geographical coordinates. The narrative is intricately woven, incorporating
a range of themes and motifs, including a re-examination of seminal moments
in the life of the social revolutionary Rosa Luxemburg, alongside fictional
characters that are all connected to her. The book explores both the phenom-
enon of revolution and its subsequent repression, evoking historical instances
such as the Spartacus uprising in Berlin during 1919 and the Prague Spring of
1968. Finally, it delves into periods characterised by repression and darkness,
such as the period leading up to the wars in Yugoslavia in the 1990’ and the
siege of Sarajevo from 1992 to 1995.

In the context of this paper, the following point is of specific relevance:
Lazarevska’s postmodern novel positions the siege of Sarajevo within the
broader geographical area of Mitteleuropa, thereby eluding a narration
through the prism of its supposedly distinct national histories. The region is
instead conceptualised as a highly interconnected geographical, cultural, and
historical entity that is characterised by past periods of repression and revo-
lution that exhibit distinct characteristics yet evince structural parallels. The
concept of “transculturality’, as proposed by Welsch (2020), can be combined
with the concept of “cultural memory” by Assmann (1992) to describe the
form of memory performed by Lazarevska’s novel as transcultural memory.
Transculturality conceptualises the borders of cultures as permeable, dynamic,
and open and underscores the significance of connections across and through
borders rather than accentuating divisions (Welsch 2020). I propose the term
“transcultural memory” to denote a form of memory that transcends artifi-
cial national and allegedly cultural borders and encompasses individual and
collective historical interconnectedness within a broader region. Thus, Laza-
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revska intervenes in the social imaginary of the siege of Sarajevo, liberating it
from narrow ethnonational signifiers.

There are other literary texts of Post-Yugoslav war literature that shape
various degrees and forms of transcultural memory. Lejla Kalamuji¢’s short
story “Dobri, losi i Katka” (“The good, the bad, and Kafka”) from the narrative
cycle Zovite me Esteban (2015; Call me Esteban) draws on Central European
cultural memory and chiasmatic thinking® as an antidote to nationalist bina-
rism, the denial of national diversity and the persecution of the national other.
Masa Kolanovi¢’s novel Slobostina Barbie (2008; Barbie Underground) on the
Croatian war is, among other things, an archive of Yugoslav and Post-Yugo-
slav cultural heritage and pop-culture, documenting the latter’s connection
to Western, especially American (pop) culture.'® Slavenka Drakuli¢’s novel
Kao da me nema (1999; As If I Were Not There) can be mentioned here, too; by
using quotations from central texts of “Lagerliteratur” of the twentieth cen-
tury, from Primo Levi’s Se questo é un uomo (1947; This Is a Man), Eva Grli¢’s
Sjeéanja (1997; Memories’ and Varlam Salamov’s Kolymskie rasskazy (1978;
Tales from Kolyma) as epigraphs, the novel expands the cultural memory of
“Lager-literature” on the issue of the systematic mass rape of women in war,
which has been generally neglected before.” Dubravka Ugresi¢’s Ministarstvo
boli (2004; The Ministry of Pain) is a comprehensive archive of Yugoslav mem-
ory that also challenges narrow nationalistic narrations.

It is observable that the examined corpus of Post-Yugoslav war literature
exhibits a range of approaches to cultural memory, from a multicultural to
a transcultural orientation. A salient feature that these texts have in common
is that they challenge the nationalistic imaginary by performing affirmatively
counter-nationalist cultures of remembrance, either as an addition of rather
distinct cultures (Karahasan) or as a highly interconnected cultural heritage
(Lazarevska, Kalamuji¢, Kolanovi¢, Drakuli¢ and Ugresi¢). It is perhaps some-
what coincidental that this extended abstract proposes only female authors
with a transcultural approach, but it would be worthwhile to investigate this
further in the future.

9 Inmy habilitation thesis, I have conducted a comprehensive analysis of the chiasmatic aspect
of Kalamuij¢’s text, see Beretta 2020.

10 See also Beretta 2013a.

11 See also Beretta 2013b.
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Dissent Then and Now

Dissent was an important social phenomenon in the Eastern European states
in the period after the Second World War, which to some extent also contrib-
uted to the collapse of the power structure at the end of the 1980s.! Although
it peaked in the 1970s and 1980s, it is not a thing of the past — some of its
protagonists are still alive, and their stories and experiences are being shared
with younger generations. Given the troubled political circumstances in some
Eastern European countries in the new century, the legacy of twentieth cen-
tury dissent is central to cultural memory after the collapse of state socialism
more than thirty years ago. The political systems in countries such as Russia
and Belarus have become increasingly authoritarian, and people living under
these regimes now experience political conditions similar to those of the late
Soviet period. For many of them, dissent is not a thing of the past, but an exis-
tential issue in everyday life, albeit with significantly altered means of commu-
nication and organisation.” As a thematic issue of the journal Osteuropa aptly

1 The relevance of dissent for this breakdown is still a matter of discussion - see the reactions
on Kotkin/Gross 2009 who downplayed the role of dissidents and human rights activists
against the idea that the implosion was caused by structural and economic faults in the com-
munist regimes.

2 Whereas the typewriter and the telephone-booth were the most important communica-
tion-devices for “classical” dissent, they have been replaced by digital communication-media
in Russia (Gabowitsch 2013: 12) or Belarus (Kirschbaum 2022: 49-53).
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noted in 2010, looking back at dissent is, to some extent, looking forward to
the present and the future.’

With regard to Kacper Szulecki’s recent discussion of the notions dissent,
dissidents and dissidentism, one is prompted to provide a shorthand definition
of dissent as the public expression of disagreement with those in power in
a general atmosphere of repression and in the name of a common good or
political idea.* These definitions are also useful for examining dissent in its
aftermath — when it has become a phenomenon of a culture’s past. The repre-
sentation and memory of historical dissent after the collapse of state socialism
raise new questions:

+ Isdissent only represented in retrospect, or are there signs of generalisa-
tion or actualisation?

+  How are the powers represented? Are there only the negative antagonists
and targets of dissident protest or are they represented in a more subtle
way? Are only the dissidents in the right or are the authorities given a
voice to articulate their positions and justify repression?

+  Are there also other positions, namely the position of people in the grey
zone’ who do not belong to either the authorities or to the usually rather
small social group of dissident protesters?

+  How nuanced and subtle are the representations of dissident practices
and lives? What issues are obviously relevant to the representations?

The memory of dissident culture and political practice in the new political
and technological conditions of the post 1989-years is not only a reference to
the socialist era but is also significantly influenced by the political and social
circumstances that have evolved over the last thirty-five years. This becomes
particularly clear when comparing the post-Soviet states on the one hand and
Eastern Central Europe on the other. The integration of Poland, the Czech

3 The Russian protesters against the restrictions of public demonstrations around 2010 con-
sciously reverted to dissent but failed to mobilize a larger part of concerned citizens - cf.
Horvath 2015.

4  For Szulecki, dissent and dissidentism means more or less the same, but dissidence shall de-
note more precisely the repression of dissent from the side of the authorities (and dissiden-
tism the international perception of dissidence) - cf. Szulecki 2019: 28-34.

5  Fora good historical discussion of the notion “grey zone” see Burget 2021.
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Republic, Slovakia and other Eastern European countries into the European
Union in 2004 has modulated the cultural memory of the socialist past. Apart
from the canonisation of prominent leaders such as Vaclav Havel and Lech
Walesa, doubts have been raised about the significance of dissent in the dis-
solution of the socialist system. Meanwhile, dissidents were accused of pro-
moting oppositional positions from a rather elitist position that was unlikely
to be shared by the majority of the population (cf. Maryl et al. 2019: 149-158).

Claiming and Disclaiming Dissent — Russia since 1992

In Russia, the situation was different: during the transformation period of the
1990s, the intelligentsia — which had been familiar with and sympathetic to
issues of dissent — experienced marginalisation (see Salmin 1998). The new
elite was not interested in the past, and none of the former dissidents played
a significant role in Russian politics during the Yeltsin era or under Putin.
Yet Aleksandr Solzhenitsyn, the most prominent of all Soviet dissidents, was
not only revered by “independent” film-makers such as Aleksandr Sokurov
but also embraced by Putin’s new ideology of “United Russia” (Edinaia Ros-
siia) and quickly integrated into the neo-Slavophile programme of Russia’s
exemption from the “liberal” West (see Horvath 2011). Similarly, a closer look
at the activities surrounding the commemoration of Andrei Sakharov on the
occasion of his 100th birthday in 2021 raises doubts about a clear distinction
between official and unofficial cultural memory. In addition to “civic” activi-
ties to commemorate Sakharov, it seems that state-sponsored institutions have
also been heavily involved in preserving the memory of this famous dissident.
Under Putin, a constant and sharply focused protest against the new power
structure was articulated in radical political art. Its protagonists — Pussy Riot,
Voina, and others — were often perceived (especially by Western media) as
dissident; but they also referred to dissident practices themselves. For exam-
ple, in January 2012, Pussy Riot performed a song, “Bunt v Rossii, Putin zas-
sal” (“Riots in Russia, Putin has pissed himself”), on Moscow’s Lobnoe Mesto
at Red Square, where in August 1968 a group of seven dissidents protested
against the Soviet invasion of Czechoslovakia (see Meindl 2018: 180f).
Sakharov and Solzhenitsyn are thus contended figures: while the author-
ities seek to enshrine them as historical figures and avoid any updating of
their position, the protest-movements in politicised art and popular culture
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outline the historical roots of protest by alluding to dissidents. In a similar
vein, Liudmila Ulitskaia has published a biographical book on Natal'ia Gor-
banevskaia, the most prominent female dissident in the Soviet Union, and
a fictional novel - Zelényi Shatér (The Big Green Tent) — set in the dissident
milieu. This milieu is portrayed in a complex way reminiscent of Solzheni-
tsyns great novels set in the late Stalinist period — V kruge pervom (The First
Circle) and Rakovyi korpus (Cancer Ward). Many protagonists are portrayed
in their personal relationships with each other and with regard to their social
background. The portraits of people living in the dissident milieu are gener-
ally very positive: they try to help each other in difficult situations, and their
aims and problems are understandable and appealing — producing samizdat,
teaching music, helping handicapped children, providing Western media with
photo-material from the Soviet Union, and so on.

In Putin’s Russia, dissidents are exceptional figures — important figures in
Russian history (presented by state-sponsored institutions), or positive figures
of courage and protest against unfavourable political conditions that can be
identified within the given political circumstances.

Dissidents and Popular Dissent in Czech Culture

In contrast to the countries that emerged from the collapsed Soviet Union,
where former Soviet dissidents did not occupy important positions in state
or private institutions, the situation in Czechoslovakia (1989-1992) and its
two successor states shows a variety of careers for former dissidents and a
lively public interest in the most prominent ones. Although not all dissi-
dents became representatives of the state — such as Vaclav Havel, Jiti Grusa
or Milan Uhde - a lively interest in the culture of dissent is manifested in a
number of books, films and other media representations of prominent dis-
sidents. To some extent, these representations continue the literary auto-re-
flections of dissident writers (Vaclav Havel, Pavel Kohout and Ludvik Vaculik
have already depicted the intricacies of dissent) and those of close relatives
and friends (e.g. Tereza Bouckova, Jifi Kratochvil), but they add new aspects
which are, most likely, related to the distance in time and situation: Michal
Viewegh's popular 1992 novel Bdjecnd léta pod psa (Bliss Was It in Bohemia),
which was also successfully adapted to film in 1997, describes the life of a typ-
ical middle-class family whose members tried to stay away from politics but
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were nevertheless affected by the power structures. The family positions itself
in a grey zone, but a brief personal contact with dissident Pavel Kohout, who
has a house in the same village, triggers the downfall of the father, a successful
economist in a state-owned company. Instead of having the privilege of trav-
elling to Western Europe on business, he is forced to work as a gatekeeper in
his company, simply because of his alleged contact with the dissident milieu.
Written in the wake of the Velvet Revolution, the novel is not only critical of
the socialist regime. Its opponents are also portrayed in a slightly satirical
manner: the Czech phrase pod psa in the title not only denounces the socialist
years as “very bad”, but also alludes to Pavel Kohout’s autofictional novel Kde
je zakopdn pes (“Where the Dog is Buried”), which reflects the private life of
a dissident and was officially published shortly before Viewegh's book. The
encounter with Pavel Kohout is a central scene in the book, both because it is
crucial to the fate of the family and because it shows the differences between
the determined dissidents and the people in the grey zone, who behaved less
boldly but were just as affected by the power structures.

The Czech sociologist Veronika Pehe considers Viewegh's novel - along
with many other representations of the socialist past that also belong to the
“light” comedy genre - to be a typical production of the 1990s, expressing the
striving for “petty heroism” (cf. Pehe 2020: 92). In other words, acts of resis-
tance against the regime were not carried out by dissidents but by ordinary
people from the grey zone. Pehe even suggests that the popularity of humor-
ous stories and films about the private lives of individuals under socialism
was due to a national desire for exculpation: in order to conceal the lack of
broad resistance to the power structure, small, petty acts are presented as if
they were also subversive gestures (ibid.: 97). In fact, what is striking about
Viewegh's novel is that the little heroes of the grey zone come to the fore, while
the dissidents are schematic figures in the background whose position is clear
and determined. Both the novel and the film show how ordinary people worry
about their position between the extremes of the power structures on the one
hand and the rigid opposition on the other.

A very successful and remarkable counterpart to Michal Viewegh's novel is
the TV-serial Vyprdvéj! (“Tell!”), which ran on Czech television from 2009 to
2013, comprising five series with a total of 115 episodes, with an average length
of around 52 minutes. Its popularity can also be measured by the number of
viewers, with each episode attracting more than one million viewers. The series
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can best be described as a kind of historical soap opera, depicting the life of a

“typical Czech” family, the Dvoraks, against a historical background - covering
more than 40 years, from 1964 to 2005. This TV saga of the Dvorak family
metonymically represents the Czech nation in the last decades of the twen-
tieth century and at the beginning of a new century. By focusing on the grey
area of Czechoslovak society, the production attracts the interest of a large
number of people from the former Czechoslovakia.

The historical background is provided by newsreel footage and a voice-
over narrating the historical events, while the fictional storyline involving the
family members fits neatly into the historical context. The story of the fictional
Dvorak family is told by a younger member of the family. This narrator places
the characters and their relationships in the historical chronotope. In accor-
dance with the rules of the genre, the complexity of the characters is not very
high (so that the viewers do not need to have seen every episode to follow the
plot) and the historical circumstances are only roughly outlined. The same
applies to the portrayal of milieus and groups - it is easy to determine to
which segment of society a character belongs, although, of course, the char-
acters in the genre do not remain static but develop over time (for example,
Karel, one of the main characters, who is a qualified engineer for the construc-
tion of the Prague metro, usually avoids conflicts with the authorities, but in
1989 he signs the Nékolik vét (“Some Sentences”) petition issued by Charta 77).

One could say that Vyprdvéjs general focus is on the large grey zone by
showing a wide variety of characters positioned in it, but the series pays trib-
ute to genre conventions and positions the characters rather schematically as
black, white and grey: only the latter are indeed diverse and interesting, while
the authorities of late socialism are just as schematic as the dissidents.® The
slow historical pace and the detailed plot allow for a rather complex picture of
life under socialism; the cultural memory produced is diverse and not reduced
to stereotypical collective images of Czechoslovakian society. Although the

6  Atabout the same time, state-sponsored Czech Television produced also another series on
Czech and Slovak history during the twentieth century. Ceské stoleti (“Our century”) was
written by Pavel Kosatik, a successful writer of Czech history for a non-academic audience.
The series focuses on the political elite, not on ordinary people. This is particularly evident
in the Charta 77 episode, where only the people in power and the other group of opponents

- dissidents and the underground - are shown. Ordinary people are staffage, their conflicts or
problems are not the subject of this overt representation of politics.
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various characters are somehow “typical’, there are so many of them that gen-
eralisations are not possible.

The film Havel (dir. Slavek Horak, CZ 2020) shows the future president
in his dissident years by paralleling his political activities and his private life.
The private area serves as a mirror of the political sphere so that problems in
the private area have a similar structure to those in the political sphere. The
film connects the level of politics with the more concrete levels of private life,
or even more directly, with physicality. For example, in a scene set during
the Prague Spring, Alexander Dubcek is shown urinating in the street after
attending a performance of a Havel play because he did not want to queue to
go to the toilet. When Havel joins Dubdek urinating in the street, he speaks
approvingly: “Zrus$eni cenzury - jaka uleva” (“Censorship is gone, what a
relief”), creating a double meaning as the ‘relief” also refers to urination. The
film also works with other parallels, e.g., with the parallel between life and
theatre. This parallel leads to direct shifts between life and theatre, in the sense
that Havel’s plays for theatre - sometimes labelled as a Czech version of absurd
theatre — are firmly grounded in the personal experience of absurd conditions
for Czechoslovak citizens. But the parallel between life and art also allows
for working with visual leitmotifs and artistic composition (e.g., the recur-
rence of signatures under petitions, legal appeals and revocations, or the play
with structures and patterns in film). Havel is not presented as an extraordi-
nary politician, but on a human level, as a man with doubts and faults, heroic
in some situations, pathetic in others. In any case, Havel, as a protagonist,
remains an exceptional figure who acts consistently in politics; when he trans-
fers his convictions to everyday life, he does not succeed in the same way.

As a general conclusion from this preliminary analysis of the material,
I would like to propose the following thoughts:

1. The representation of socialist dissent is highly susceptible to the social
and political circumstances in which the representation is produced: when
the political climate is harsh and dissent is a current issue in the present, the
representation of historical dissent is carried out with an eye to its relevance
to contemporary society. When the expression of political ideas is met with
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severe repression, dissent emerges simultaneously with the conditions for
heroising political subversion and non-conformism.”

2. The broader circumstances that limit the possibilities for heroism there-
fore allow us to distinguish between heroic and postheroic societies, which
seems to coincide largely with the systemic changes in Eastern Europe around
1989.% In post-heroic societies, the representations of heroes are different from
those in repressive political conditions whe

re dissent is an important political issue.

3. Representations of dissent — especially of the leading figures — never
ignore the social relations of dissent, its difference from the ‘silent’ majority /
the grey zone. However, the picture varies: sometimes the dissident is ideal-
ised as a hero overcoming serious obstacles; sometimes it is the milieu or even
the ‘silent’ majority that is represented with “petty heroism” - small everyday
resistance. In Czech culture after 1989, the latter has become popular probably
because of the large “grey zone” and the small number of dissidents.
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Introduction

Ugursuz (1968) est le premier roman de écrivain bosnien Nedzad Ibrisimovic.
Plusieurs chercheurs ont souligné la particularité d’un narrateur muet a la
premiére personne : il percoit son environnement mais ne peut sexprimer que
par des gestes (cf. Kazaz 2001: 61; Musabegovi¢ 2005: 63 ; Beganovi¢ 2009: 94).
Une vision existentialiste du monde a ainsi été identifiée comme un élément
clé de la poétique d’Ibrisimovi¢ (cf. Kujundi¢ 2012: 395). Dans ma contribu-
tion, je mettrai en évidence deux discours essentiels qui se présentent comme
une étude des motifs tirés des romans de Dostoievski et leur signification pour
Ugursuz. Pour commencer, je montrerai les rapports avec Les Fréres Karamazov.
Ces liens se manifestent dans la configuration des personnages et concernent
des motifs comme le patricide, le proces et la filiation incertaine de Smerdja-
kov, qui correspond a celle de son pendant Musafera. Dans Ugursuz, on trouve
également une phrase qui est remise en cause dans Lldiot : «kpacoTa cracet
mup»! (Dostoevskij 1973: 317), souvent attribuée au prince Mychkine.

Patricide et querelle de fréres : Les Fréres Karamazov de Dostoievski

Le terme turc « ugursuz », qui donne son titre au roman, signifie « de mauvais
augure », « funeste ». Celui-ci se manifeste par les meurtres au centre de l'in-
trigue, mais il symbolise également un mal intergénérationnel, la débauche et
les querelles. En y regardant de plus prés, les relations de parenté de la lignée

1 «Labeauté sauvera le monde. » (Toutes les traductions de Iautrice.)
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masculine peuvent étre lues comme une référence aux Fréres Karamazov de
Dostoievski. Au centre se trouve le pére Thtar en tant que chef de famille qui
attise la discorde entre ses fils (cf. Ibri$imovi¢ 1968: 13) et qui est finalement
assassiné, probablement par 'un deux. Comme dans le roman de Dostoievski,
deux fils sont nés d’'un premier mariage et un d’'un second ; et, a la maniére
de Smerdjakov, Muzafer, illégitime, muet et hypersensible, vit dans le manoir.
Dans la premiere version du roman, il ne parvient pas a élucider ses origines.
A la différence de Dostoievski, Ibrisimovi¢ fait de Muzafer son narrateur.

Bien que lintrigue du roman de Dostoievski semble plus cohérente, le
meurtre de Fedor Karamazov 1y est pas résolu. Le suicide de Smerdjakov, qui
na pas laissé d’aveux écrits, le faux témoignage du valet Grigorij et la fausse
accusation portée par la fiancée de Dmitrij, ainsi que la narration personnelle
avec des instances de focalisation changeantes, empéchent d’avoir une vue
densemble des faits racontés et de les vérifier. Horst-Jiirgen Gerigk (2013: 234)
fait ainsi remarquer que le récit d’Ivan concernant 'aveu de Smerdjakov appa-
rait comme ‘une construction tout a fait fantastique des faits attribués a Ivan’
De manieére similaire, Ibri§imovi¢ construit des jeux de confusion autour du
patricide. Il omet également Iépisode pertinent pour spéculer sur la question
de la culpabilité lors d’un proces et des discussions qui le précedent.

Dans le roman de Dostofevski, Dmitrij est condamné a tort et les aveux du
suicidé Smerdjakov, garantis oralement par Ivan, échappent a toute authentifi-
cation. Dans celui d’Ibri§imovi¢, non seulement les faits, mais aussi les consé-
quences du proces restent floues. A chaque fois, le doute nest pas surmonté par
le procés, mais encore renforcé. Lors de I'interrogatoire, DZafer et Kemal font
tous les deux référence au « frére », mais on ne sait pas s'ils saccusent mutuel-
lement ou s’ils témoignent chacun contre Muzafer. Dzafer déclare : ,,Brat moj
je ubica [...]. Doveli smo ga”? (Ibrigimovi¢ 1968: 149). Kemal, lui, prend une
part de responsabilité : ,,Brat moj je ubica, [...] a ja sam ubio”? (ibid.: 149).

Dans Les Fréres Karamazov, la motivation de Smerdjakov pour le patri-
cide découle de linfluence qu’lvan, son demi-frére athée qu’il admire,
exerce sur lui : «Bol y6unn, BbI IJIaBHBIIT YOUBeL| 1 €CTh, a 51 TOJIBKO BAIINM
IIPYUCIEMHNKOM ObUI, CTyroit JIM9ap/oit BEPHBIM, 11 IO C/IOBY BaIleMY [Ie/I0

2« Mon frére est un meurtrier [...]. Nous I'avons amené ici. »
3 «Mon frére est un meurtrier, [...] mais cest moi qui ai tué. »
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a10 1 cosepmmi»* (Dostoevskij 1976: 59). Comme Ibri§imovi¢ le reprend
sans le commenter dans la confession de Kemal, Ivan inclut I'accusation
de Smerdjakov dans son témoignage, ol il reconnait sa complicité morale.
La tentative de Kemal (Ivan) de lui arracher un aveu, a 'image d’Ivan face
a Smerdiakov s’inspire également de Dostoievski.

Les paralléles entre Smerdjakov et Muzafer concernent a la fois le meurtre
présumé, le suicide et la découverte d'une compétence verbale extraordinaire.
Concernant Muzafer, Ibri$imovi¢ fait reconnaitre et thématiser a plusieurs
reprises par différents personnages le réveil et I'illumination de celui qui était
muet auparavant. De méme, Ivan remarque le changement de langage de son
demi-frére Smerdjakov, auparavant taciturne : «OH O4eHb CBI3HO TOBOPUT
[...], xoTb u MammuT»> (ibid.: 46), et la confession de Smerdjakov, rappor-
tée par Ivan, est d’'une langue lisse, inhabituelle pour loral, qui regorge de
marques de politesse.

La beauté sauvera le monde

Dans lceuvre de Dostoievski, les femmes occupent souvent des rdles secon-
daires. A part quelques personnages sacrificiels, il y a la femme fatale Nastas'ja
Filippovna dans Lldiot et un entourage féminin de moeeurs légeres autour de
Fiodor Karamazov dans Les Fréres Karamazov. Dans Ugursuz tous les per-
sonnages, en revanche, entretiennent des relations conjugales et/ou illégi-
times. Cette débauche générale dans la famille Abazovi¢ explique le leitmotiv
repris de Lldiot de Dostoievski, a savoir 'idée ironique ou le faux espoir que
la beauté sauverait le monde.

A la différence de Dostoievski, Ibrisimovi¢ ne met pas en opposition la
beauté extérieure (Nastas'ja Filippovna) et la beauté intérieure (Aglaja Iva-
novna). Begzada, que tous les hommes désirent, est adorée pour sa beauté
autant que pour sa pureté et le pouvoir sauveur qui lui est attribué. De ce
fait, Kemal exprime cette illusion en déclarant : ,Mozda ¢e nas njena ljepota
obasjati”® (Ibrisimovi¢ 1968: 107). Comme un mantra, cette idée est répétée

4 «Clestvous qui avez tué, vous étes le principal meurtrier, et moi je nai été que votre complice,
votre fidele serviteur Lichard, et cest sur votre parole que jai accompli cela. »

5  «Il sexprime trés clairement [...], bien qu’il bredouille. »

6  «Peut-étre que sa beauté nous illuminera. »
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par plusieurs personnages et elle se transforme en une idée fixe a laquelle tous
semblent croire. Kemal veut faire de Begzada sa seconde épouse, et bien que
cela semble décidé, il y a une rivalité entre tous les personnages masculins
a son sujet : ,U njenoj ljepoti traze lijek za svoje zatrovane duse. A dragocjen
lijek neosjetno i3¢ili; ko ée ga prvi ugrabiti?”” (ibid.: 133). Ainsi, le symbole de
la pureté est mis en danger et, de fait, Begzada représente la cible de la dyna-
mique négative qui régne au manoir.

Clest Muzafer, qui devient le témoin du scandale : ,Evo, jutro, je, a nju
vidim da leZi prljavih nogu. Snijeg oko nje je ¢ist”® (ibid.: 133). Alors que le
nouveau propriétaire du manoir, vers lequel les traces semblent pointer, est
immeédiatement victime d’un meurtre vengeur de la part de Kemal, les études
d’Ugursuz menées jusqua présent ne permettent pas de savoir qui en est
responsable. La quantité de motifs de vengeance et de culpabilité rend cette
question obscure. En effet, contrairement au patricide dont il est également
‘témoin, Muzafer mentionne un coupable du viol de Begzada : ,I vidio sam
da je sluga $to je ucijenio Begzadu ¢utao, zadovoljan darom u zlatu koji mu je
dala” (ibid.: 133). Il 'y a cependant qu’un seul serviteur dans le manoir, et cest
lui-méme. La dissimulation verbale résulte du fait que le narrateur formule
son crime comme s’il parlait de quelqu’un d’autre. Il ne met pas en scéne son
acte de parole comme une confession, mais comme une accusation. De plus, le
fait que les déclarations de Muzafer soient constamment remises en question
par lui-méme et souvent contradictoires a pour conséquence que lon passe
facilement a coté de cette information.

»ota je laz, a $ta istina? Ko je budala, a ko pametan?”'” (ibid.: 141). La ques-
tion de la vérité et du mensonge, formulée dans le paratexte d'un chapitre,
semble banale, puisquelle est discutée dans tout le récit. En revanche, le fait
que la relation entre la folie et la ruse soit mise en évidence, indique un sous-
texte caché qui fait du observateur a la communication limitée Muzafer un
stratege au sang-froid. Derriére une prétendue stupidité se cache le violeur de

7« Dans sa beauté, ils cherchent un reméde pour leurs 4&mes empoisonnées. Et ce reméde
précieux sépuise imperceptiblement ; qui sera le premier a sen emparer ? »
« Voici, cest 'aube, et je la vois allongée 13, les jambes sales. La neige autour delle est propre. »
« Et je vis que le serviteur qui avait fait chanter Begzada se taisait, satisfait du cadeau en or
quelle lui avait offert. »

10 « Quest-ce qui est un mensonge, et quest-ce qui est la vérité ? Qui est un imbécile, et qui est
intelligent ? »
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Begzada, et probablement aussi I'assassin de son pére, comme le suggerent les
liens avec le texte dostoievskien.

Conclusion

Racontée a travers le prisme confus d’un personnage-narrateur qui ne maitrise
pas la langue et dont la représentation se limite a des perceptions primaires,
lintrigue du roman Ugursuz nest pas concrétement saisissable. La prise
en compte de références implicites a Dostoievski permet de compenser ce
manque d’informations qui en résulte et de combler les lacunes interprétatives
qu’il engendre. Sur cette base, le texte apparait comme une confrontation avec
des éléments clés des romans de Dostoievski. Il savére qu'Ibrisimovi¢ reprend
notamment des discours qui ne sont pas clairement résolus dans ces textes.
La reprise des motifs par Ibri$§imovi¢ maboutit pas non plus a une résolution
univoque. Cependant, lauteur condense les indices et les pistes qui existent
chez Dostoievski, par exemple en ce qui concerne l'identité de Smerdjakov/
Muzafer, et les relie d des questions de culpabilité qui restent ouvertes a plu-
sieurs niveaux dans lceuvre de Dostoievski.
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Introduction

When learning and engaging with languages, it seems unavoidable to be con-
fronted with the term ‘native speaker’! (‘NS’) or its equivalents in other lan-
guages. Based on Noam Chomsky’s work Aspects of the Theory of Syntax (1965)
and his generative grammar, which consider an idealized NS’ as the model
and source for obtaining linguistic data, the term ‘native speaker’ is often used
to describe someone who has a “natural authority” in a particular language
(Bonfiglio 2010: 1). To this day, the ‘NS’ represents an idealized idea of com-
prehensive linguistic competence (cf. Davies 1991: 20). In addition to author-
ity, positive characteristics such as legitimacy, correctness, and authenticity
are often attributed to the ‘NS’ (cf. Lowe/Pinner 2016; Stadler/Dreher 2023).
However, this idealization also has negative consequences, as the simplified
division of speakers into the binary categories of native/non-native degrades
all those who do not belong to the ‘NS’ community (cf. Matsuda 2003: 15). This
exclusionary factor is particularly evident in the professional discrimination
of ‘non-native speaker’ (‘NNS’) teachers (cf. Ruecker/Ives 2015; Omer 2016).
In this context, Holliday (2006) coined the term “native-speakerism’, which

1 In this extended abstract, ‘native speaker’ ('NS’) and ‘non-native speaker’ (‘NNS’) as well as
their Russian-language equivalents are placed in inverted commas to emphasize their ideo-
logical construction. I use these highly controversial terms for research purposes and to raise
awareness of this problematic but still widely used dichotomy.
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is a “pervasive ideology” and refers to the assumption that the best teacher
is a ‘NS’ Faez (2011: 231) concludes that the “individual’s native or nonnative
status is mistakenly perceived to be a strong determiner of their ability to
perform well in various occupations and functions as a source of privilege
for some and as a discriminating factor for others” Moreover, the ‘NS’ also
encompasses colonial and racist notions, as individuals who have a skin color
that does not correspond to the idealized image of a monolingual “White”
frequently face discrimination (cf. Ruecker/Ives 2015; Lowe/Pinner 2016).

Due to the strong idealization of the ‘NS its connotations, and the pro-
fessional discrimination of predominantly non-L1? speakers of a language,
the NS’ concept has been widely criticized in recent decades (cf. Davies 1991;
Kramsch 1997; Bonfiglio 2010). Kramsch (1997), for example, calls the ‘NS’
concept “artificial’, while Davies (1991) describes it as “uncertain” and “ambig-
uous”. Speaking of a “myth” (Davies 1991) and an “invention” (Bonfiglio 2010),
linguists also point out that the so-called ‘mother tongue’ is not innate but a
social construct, just like culture (cf. Davies 2003: 214). Furthermore, since
the late 1980s, there have been attempts to deconstruct the “native speaker”
ideal and substitute the term with less marked equivalents, such as “profi-
cient speaker” (Paikeday 1985) or “L1/LX user” (Dewaele et al. 2022). This
tendency has also been adopted in the Companion Volume (Council of Europe
2020) of the Common European Framework of Reference for Languages (CEFR),
where the “native speaker” has been replaced by more objective terms, such as
“speaker of the target language” or “proficient speaker”

Despite this paradigm shift, the division between ‘NSs” and ‘NNSs’ is still
very much present in the professional and everyday lives of second and for-
eign language teachers. Moreover, both the concept and the role of the ‘NS’
have been studied primarily in the context of English as a Foreign and Second
Language (EFL and ESL), World Englishes, and English as a Lingua Franca
(ELF). In other languages, the role of the ‘NS’ has received little attention.
However, there is evidence that the concept of ‘nositel’ jazyka' (‘NJa’) of the
Russian language, which literally means ‘language carrier, remains very tra-
ditional-minded and conservative in the literature on Russian as a foreign
language (RFL) (cf. Kurz 2015; Char¢enko 2015; Lovcevi¢/Gi¢ 2018; Stadler/

2 Lirefers to the first language(s) a person has been exposed to from birth. It is a more neutral
synonym for the problematic and controversial terms ‘native language’ or ‘mother tongue’
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Dreher 2023). Previous research has also shown that the ‘NJa’” includes ideo-
logical assumptions about language: in particular a strong adherence to the
standard language norm and the view that people from the Russian Federa-
tion “have the right to determine how Russian is spoken and written in other
countries” (Mustajoki 2020: 30).

For this reason, in this paper I focus on the concept and the role of the ‘NJa’
in RFL pedagogy. By analyzing selected literature on RFL teaching methodol-
ogy and interviewing teachers of Russian, I aim to find out who is considered
as ‘NJa’ and what role they play in RFL teaching.

Methods and Materials

In order to critically examine the role and concept of the ‘NJa' in RFL peda-
gogy, I conducted two studies. First, I used Critical Discourse Analysis (CDA)
to examine the representation of the ‘NJa’ in five selected books on RFL teach-
ing methodology, published between 2009 and 2019 (Krju¢kova/Mos¢inskaja
2009; Lebedinskij/Gerbik 2011; Bykova 2014; Sibko 2014; Aki$ina/Kagan 2019).
This method is particularly suited to this research, as CDA seeks to uncover
power structures, to question the previously unquestioned, and to critique
hegemonic discourses that produce inequalities. In doing so, I answer the
questions of whether and how the ‘NJa’ is represented in the selected litera-
ture, what (general and linguistic) qualities are attributed to this person and
who belongs to the ‘NS’ community. Secondly, I conducted semi-structured
interviews with 20 RFL teachers to explore their attitudes and assumptions
about the ‘NJa. One of the novelties of my project is that the interviewees
were Li- and non-Li-speakers of Russian and that they were born or lived
in several different countries (e.g., Austria, Canada, Germany, Italy, Russia,
Switzerland etc.).

The interviews took place either online via Zoom or in person between
March 2022 and April 2024 and lasted approximately 60 minutes (X = 58.60
minutes). They were transcribed using sonix.ai automated transcription soft-
ware and then manually corrected using f4transkript. The transcriptions were
then integrated into MAXQDA qualitative data analysis software and coded
according to the interview questions and research literature.
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Results and Conclusion

The results of the CDA show that in the literature analyzed, the ‘NJa’ is described
as a reference norm and linguistic model for learners (cf. Sibko 2014). He? is
defined as the ultimate goal of learning Russian. However, this goal will always
remain unattainable, because the ability to communicate at the level of the
‘NJa’ is either considered highly unlikely or denied altogether. Since the ‘NJa’
is seen as an unattainable ideal, the literature on RFL teaching methodology
emphasizes the shortcomings of learners, especially in the areas of phonetics
and linguistic competence (Lebedinskij/Gerbik 2011; Bykova 2014).

Despite the idealization of the ‘NJa’ in the analyzed literature, there are also
critical passages that discuss the heterogeneity of the ‘NS’ (Lebendinskij/Ger-
bik 2011) and relativize the idealized image of the omniscient ‘NJa, since only

“educated native speakers” (obrazovannye nositeli jazyka) are able to achieve
the highest levels of language proficiency (Krjuckova/Mos¢inskaja 2009;
Aki$ina/Kagan 2019). The CDA also makes it clear that the Russian language
is seen as monocentric since it is primarily associated with the Russian Fed-
eration as the target language country and with Russian culture, thus closely
linking language with nation and culture. This is also reflected in the com-
mon collocation nositel’ jazyka i kul'tury. Finally, the notion of authenticity is
central in the literature analyzed when it comes to the text or materials used
in the classroom. It is claimed that only texts or materials created by and for
the ‘NJa’ are authentic or that only the latter will behave authentically or cre-
ate a natural and linguistically representative environment in the classroom
(Bykova 2014; Sibko 2014).

The interviews with RFL teachers partly reflect the image of the NJa
described in the literature. The RFL teachers often have an essentialist view
of the language and the notion of ‘NJa, defining the latter as someone who
is born with the language and has not consciously learnt it. The teachers see
advantages in both the ‘NS’ and the ‘NN§’ for teaching Russian. While the for-
mer would be more competent due to their supposedly perfect pronunciation
and rich lexical repertoire, the latter would be better able to recognize and
understand learners’ difficulties and be a good role model for them. However,
they emphasize that it is not enough to be a ‘NS’ and to only have the perfect

3 The ‘NS’ is generally perceived as a male person (cf. Moussu/Llurda 2008: 324).
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language skills; teachers must also have a pedagogical education and a strong
personality.

As in the literature, some teachers distinguish between different types of
‘NSs’ and consider people who are [ethnically, MK] “Russian” and from the
Russian Federation as the most authentic language users. They also see this
as one of the main advantages of being a ‘NJa’ and RFL teacher. The teachers’
essentialist view is also evident from when they speak about teaching (Rus-
sian) culture, since this ability and, for some, this right, is only attributed to
‘real’ ‘NJa’ from the Russian Federation. Finally, some of the RFL teachers
who identified as L1 speakers of Russian but were not originally from Russia
expressed feelings of linguistic insecurity and a desire for acceptance or even
authentication by their Russian colleagues.

Regarding the initial question in the title of the present abstract, who
actually ‘carries’ the Russian language, the results of the analysis suggest that
the ‘NJa’ is primarily seen as a person who comes from the Russian Federa-
tion and thus represents both language and culture. However, the interviews
with RFL teachers reveal that this conservative and norm-oriented view is
not shared by everyone, as some of the teachers are critical of the ‘NJa’ con-
cept and strongly reject the native speakerist assumption that the best teacher
would be a ‘NS’ Linguistic competence, although important, is only one of
many competences a teacher should have.

In the context of Russia’s ongoing war against Ukraine, some researchers
call for a more pluricentric approach to the Russian language, which would
help to de-ethnicize the language and free it from its close association with
only one nation - Russia. Only then would Russian speakers in other coun-
tries, such as Estonia, Latvia or Ukraine, stop “being treated [...] as hostages
of the neo-imperial ideology of the Russian World” (Kamusella 2018: 184),
and Russian would finally be seen as a language that everyone can ‘carry,
regardless of their place of birth, ethnicity or culture with which they identify.
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1. Introduction

As will become evident in the following lines, the Croatian pronominal inven-
tory has undergone significant changes in both functions and forms (cf. Mami¢
1995: 183; Kolakovi¢ et al. 2022: 93-95, 136-144). At the end of the 19 century,
in his Gramatika i stilistika hrvatskoga ili srpskoga knjiZevnog jezika Mareti¢
(1899: 186) prescriptively limited the usage of the clitic (CL) ju.3SG.F.ACC only
to contexts where it was followed by the auxiliary CL je, cf. ex. (1).

M [...] da ju je Cesto pevao.

[...] that her.acc be.3sc often sing.PTCP.SG.M
‘[...] that he used to sing it often’
(Mareti¢ 1899: 186)

In all other contexts, he declared the usage of the CL ju to be dialectal and
advised its replacement with the pronominal CL je (2a-b) (cf. Mareti¢ 1899:
186; Mareti¢ 1924: 39).!

(2a) [...] dok ju svu prevede.

[...] until her.acc all.acc translate.3PRs.SG

1 Due to his authority, this state, with some minor changes, has been maintained in many
language manuals to this day (Zorici¢ 1998: 98). A detailed empirical analysis of the current
state regarding this issue in both standard and colloquial varieties of Bosnian, Croatian, and
Serbian can be found in Kolakovi¢ et al. (2023).
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(2b) dok je svu prevede.

until her.acc all.acc translate.3PRS.SG
‘[...] until he has translated it completely’

(Maretié 1899: 186)

Later scholarly literature (e.g., Mamic¢ 1995: 185-186), however, suggests that
Mareti¢’s recommendation was neither in line with older Croatian grammar-
ians nor with the usage in Croatian texts before him. Moreover, from a dia-
chronic point of view, the original accusative CL form was ju (Matasovi¢ 2008:
239). As some older grammarians refer to in their descriptions (e.g. Veber 1873:
41), over time, in certain linguistic areas, authors began to replace the CL ju
with the originally genitive feminine CL je of the third person singular.

2. Research Questions, Methods, and Materials

Given this background, our talk addresses the following three research ques-
tions (RQs) regarding the variation and language change in the usage of the
two competing accusative CL forms:

RQ1: What does a thorough examination of older Croatian grammar
books tell us about the usage of the CL forms ju and je in the accusative case?
RQ2: How are the accusative CLs ju and je distributed in older Croatian
texts? Does their distribution depend on the co-occurrence of the auxiliary
CL je?

RQ3: Can factors stimulating the spread of the originally 3sG.F.GeN CL je
in accusative contexts be detected?

To answer these RQs, in the first step, we inspected 17 grammar books, most of
which have recently been digitized (Horvat et al. 2024), to find information on
the described language usage regarding the two forms. In the second step we
turned to the traditionally compiled diachronic corpus CroDi (Hansack et al.
2016), which contains language material covering the 16', 17", and 18" cen-
turies. Since CroDi is not lemmatized, the corpus queries relied on the target
accusative word forms, ["je"], ["Je"], ["ju"], and ["Ju"], respectively. The men-
tioned procedure required manual cleanup of false positives, i.e. contextual dis-
ambiguation of non-target homograph forms and further manual annotation.
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3. Results and Discussion

Table 1 presents a summarized answer to RQu: this is how grammarians
described the usage of the CLs ju and je in Croatian varieties from the 17
to the 19" century. It is worth pointing out that the usage of the CLs ju and
je in the accusative case still varies across dialectal varieties today, which was
presumably even more pronounced in earlier centuries (Kolakovi¢ et al. 2022:
216). Given that some grammarians did not write a grammar book for their
own L1 variety, Table 1 also offers metadata regarding the target variety of the
grammar book in question, an approximation of the author’s L1 variety,” as
well as information on their most significant residencies throughout their lives.

Table 1: CLs ju and je and their usage (17"-19" century) as recorded in grammar books

Period Author ju je Described ~ Author’s L1  Residencies
variety variety
17" century  Kasic¢ (1604) + - Stok/Cak  Cak Pag
Della Bella (1728)  + -  Stok SolgCak oot
18th century Lanosovi¢ (1778) + - Stok Stok Osijek
Szentmartony (1783)  + - Kajk Kajk Varazdin
. . . Slovenia/
Kornig (1795) + - Kajk Kajk Samobor
Appendini (1808) + ++  Stok Stok Dubrovnik
_— & Stok/Kajk/  Gospi¢/
Staréevi¢ (1812) + (+) Stok Cak Varasdin
Babuki¢ (1836) + - Stok Stok/Kajk ;‘;gfg/
19 century S
- & & . ozega
Babukié (1854) + (+) Stok Stok/Kajk Zagreb
Volarié¢ (1852) + - Stok Cak Krk
Mazurani¢ (1859)  + - Stok Cal/Kajk MO0
agreb

2 As a matter of fact, some grammarians (e.g., Della Bella, Appendini) were not L1 speakers
of any Croatian variety. In such cases, the variety spoken in their primary place of residency
was considered their Li.
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Period Author Jju je Described  Author’sL1  Residencies
variety variety
N = . Bakar/
Veber (1862) + - Stok Cak/Kajk Zagreb
« - . Bakar/
Veber (1873) + (+) Stok Cak/Kajk Zagreb
19t “ = Karlovac/
century Pacel (1865) (+) + Stok Kajk/Cak Rijeka
Danilo (1873) + ++ Stok Cak Zadar/Split
Vitanovi¢ (1872) + - Stok Stok Osijek
Vitanovié¢ (1880) + - Stok Stok Osijek

In the first Croatian grammar book written by Cakavian L1 speaker Bartol
Kasi¢ (1604: 75), who predominantly relied on the Stokavian dialect (with
some Cakavian elements), there is no single mention of the CL je being used
in the accusative case for the third person feminine singular. The same applies
to the two 18-century grammar books that describe Stokavian varieties in the
South and North, respectively (cf. Della Bella 1728: 13; Lanosovi¢ 1778: 34), as
well as to those offering a description of the Kajkavian variety in the North
(Szentmartony 1783: 37; Kornig 1795: 37). Preliminary analysis of 17 grammar
books indicates that starting from the 19'" century, the CL je spread from
southern Stokavian to northern Stokavian and potentially to other vari-
eties in the North (cf. Appendini 1808: 60, 174; Danilo 1873: 46; Pacel 1865:
19, 50). Notably, comparisons across some northern editions written by the
same author show that newer editions mention changes in usage, i.e., allow-
ing not only the CL ju but also the usage of the CL je in accusative contexts
(cf. Babuki¢ 1836: 35-36; Babukic 1854: 223-228; Veber 1862: 25; Veber 1873:
41). Finally, whereas in the 19" century, the Stokavian South unequivocally
preferred the CL je over ju, the latter still seems to be the only option in the
Stokavian North (cf. Appendini 1808: 174; Vitanovi¢ 1872: 73; Vitanovi¢ 1880).

Data from CroDi complement the meta-analysis based on grammar books,
answering the RQ2 and shedding new light on the studied language change,
as shown in Table 2.
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Table 2: Distribution of competing pronominal accusative clitic forms ju and je in 16"-18"" century Croatian

Period Croatian CL ju CL je
variety Absolute frequency % Absolute frequency %
16" century Cakavian 93 100 0 0
17t century Stokavian 109 78.42 29 20.86
Kajkavian 1 0.72 0 0
18" century  Stokavian 0 0 69 51.11
Kajkavian 64 47.41 2 1.48
z 267 100 367

Specifically, 367 sentences containing the pronominal accusative CLs reveal
that, even though less frequent than ju, the CL je was attested as early as the
17" century in Stokavian. Moreover, although not as frequent in the 171 as in
the 18" century, the CL je was attested in both southern and northern Stoka-
vian texts, see ex. (3)-(4). In contrast, the same pronominal CL is not attested
in Kajkavian texts before the mid-18™ century, see ex. (5).

(3) [...]1 nemoj nista je huliti [...].
and neg.IMP.2SG nothing her.acc criticize.INF

‘[...] and do not criticize it for anything [...]’

(Mikalja 1649)
(4) [...]da bi je pomogla po  koji nadin.
that COND.AUX.35G ~ heracc  help.prcrsc.F  at  which.acc  wayacc

‘[...] that she help her in any way possible’

(Divkovi¢ 1611)
(5) [...]stalisu vendar Dbeteznika prikladna kakti je postavemo [...].
class.oaT  very patient.GEN ~ suitableNxom how  herAcc  put.1prs.PL

>

‘[...] very suitable for patients, as we put it [...]

(Lalangue 1776)
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Furthermore, regarding RQ3, although not thoroughly examined, our
data indicates that contexts containing the auxiliary CL je might not have
worked as preservers of the CL ju, since the strings je je were also attested (cf.
Ridjanovi¢ 2012: 434), cf. (6a-b).

(6a) [...]i kako je je BlaZena Gospa
and how her.acc be.3sG blessed.NoMm Lady.NoMm
opet povratila [...].
again return.PTCP.SG.F

>

‘[...] and how the Blessed Lady returned her again [...]

(6b) [...]i kako ju je ozloglasio.

and how her.acc be.3sa defame.PTCP.SG.M
‘[...] and how he defamed her’
(Divkovi¢ 1611)

The CroDi data suggests that, in contrast to northern Bosnian Stokavian, in the
17 century, the pronominal CL je was more common than ju in South Stoka-

vian, leading to the disappearance of the latter by the end of the 18" century.

4. Conclusion and Further Perspectives

The variation and change in the usage of the accusative pronominal CLs ju and
je ‘her’ in Croatian was approached in two steps: first, 17 grammar books pub-
lished from the 17" to the 19'" century were inspected regarding the described
language usage. Second, the information found was compared with authentic
usage data from the CroDi diachronic corpus, comprising language material
from the 16" to the 18'" century. Corpus data revealed that the pronominal
CL je was attested in accusative contexts long before it found its way into
grammar books (17 vs. 19" century). Moreover, the corpus data suggest that
the pronominal CL je was most probably spreading from 17"-century South
Stokavian to North Stokavian, as well as to other Croatian varieties, replacing
the original accusative CL ju. However, the presented study has certain limita-
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tions. Initial inspection revealed that texts written in the three major branches
of Croatian dialects (Cakavian, Stokavian, and Kajkavian) were not equally
present throughout the 16 to 18" centuries in CroDi. Moreover, the CroDi
data does not provide enough variation, meaning that in the texts — with some
exceptions, such as Divkovi¢ (1611) - either ju or je prevails. To find out more
about the factors governing the language change (RQ3), the database must be
expanded. Following the observations in Mareti¢ (1917-1922: 942), we envisage
the compilation of a custom-tailored corpus comprising South Stokavian texts
from the 15" and 16" centuries, and ideally, North Stokavian texts from Bosnia
and Slavonia from the 17" to 19! centuries. The future corpus could be enriched
with texts written in the Ozalj hybrid variety and 19'"-century Kajkavian.
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The process of standardization of any language is inseparably linked to the
historical context in which it is embedded. This contribution therefore begins
with an outline of the major historical stages that shaped the evolution of
the Belarusian language. Before connecting these stages to the sociolinguis-
tic dimension, key sociolinguistic terms are defined. The following section
outlines the main milestones in the standardization of Belarusian, focusing
on the emergence of the official standard (Narkamatika) and its alternative
(Taraskevica). The contribution demonstrates that the debate surrounding
their relationship remains ongoing.

Historical Context

The roots of Belarusian statehood can be traced back to the tenth-twelfth cen-
turies, when Belarusian lands were part of the Polotsk and Turov principal-
ities; however, at that time, there was no Belarusian written language. In the
next centuries, lands of modern Belarus belonged to larger political forma-
tions: the Grand Duchy of Lithuania, the Polish-Lithuanian Commonwealth,
and the Russian Empire (Plotnikati/Antanjuk 2003: 10-13). The moment of
relative sovereignty during World War I was merely symbolic, since the Belar-
usian Democratic Republic (BNR) existed only on paper (Gigin 2005: 141).
The BNR was never recognized internationally (not even by Germany under
whose auspices it was proclaimed) and was questioned even by its own lead-
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ers.! In 1921, following the Treaty of Riga, the Belarusian lands were divided
between the Second Polish Republic and the Byelorussian Soviet Socialist
Republic (BSSR). The Treaty of Riga lost its force in 1939 with the beginning
of World War II. After the war ended in 1945, the Belarusian lands were largely
consolidated within the BSSR, with minor border adjustments completed by
1964 (Tre$¢enok 2005: 253). The BSSR remained a constituent part of the USSR
until its collapse in 1991. That year, the former Soviet republic gained indepen-
dence and entered the international arena as the Republic of Belarus.

Theoretical Framework

Before relating the historical background to the process of standardization of
the Belarusian language, the theoretical framework needs to be outlined.

Haugen’s (1966) classic model describes the process of language standard-
ization as follows: (1) selection of norm, (2) codification of form, (3) elaboration
of function, and (4) acceptance/implementation. Kloss (1969) later reinter-
preted Haugen’s model as two complementary processes: corpus planning
and status planning. Corpus planning - selection and codification - is usually
carried out by linguists and writers, and status planning - elaboration and
acceptance/implementation - is usually in the hands of states and institutions
(Kloss 1969: 81).

The direction in which standardization develops may be from above or
from below. Following Elspaf3, standardization from above is a process “in
which authorities successfully implement certain language varieties and vari-
ants to become ‘the standard’ in a nation-state” (Elspaf$ 2021: 93). It is “a case
of top-down language planning, usually resulting in concrete prescription and
proscription activities” (Rutten/Vosters 2021: 67). By contrast, standardization

1 Anton Lutskevich, head of the BPR government, wrote in his diary on 10 January 1919: «fur4s
paHilail y ra3aTiibl ,9X0" 3'ABiNacs BeCTKa, TO ¥ MeHCKy 2.1.19 caBelKis ynaciyi amassaciimi
HesajexxHactpb Caserkait Benapyckait Pacry6miki. [aTa ycix HalIbIX Tak Ha9/IeKTPbI3aBaa,
IITO yce SIK afi3iH raToBbI exanb y MeHCK i mparjaBarb pasam 3 GanbiiaBikami. I'aTae
HacTpaeHHe BbIABiMacA i Ha 3acamanHi Pape» (“Earlier that morning, the newspaper Echo
reported that on 2 January 1919, in Minsk, the Soviet authorities proclaimed the indepen-
dence of the Soviet Belarusian Republic. This electrified all of us so much that we were ready
to go to Minsk and work together with the Bolsheviks. The same mood was also evident at
the meeting of the Rada”; Luckevi¢ 1991).
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from below happens without direct intervention from authorities. The basis for
standardisation from below relies “on oral registers and the language use of
members of the lower ranks of society in language history” (Elspaf3 2021: 93).

The result of standardization is a standard variety, which, unlike a non-stan-
dard variety, meets four criteria: (1) it is codified in authoritative reference
works, (2) it is formally taught, (3) it has official status, and (4) its norms are
enforced by institutional actors such as teachers or administrative authorities
(Ammon 2004: 32).

Milestones of Standardization

Building on the historical background outlined above, four key milestones
can be identified in the process of the Belarusian language standardization:

1) The failed standardization from above in the Grand Duchy of Lithuania

Old Belarusian? had official status, and the district scribe was required to
write exclusively in Old Belarusian, as stated in Article 1, Part 4 of the Stat-
utes of 1566 and 1588 (Nacional'nyj pravovoj portal Respubliki Belarus’, n.d.).
Moreover, Old Belarusian had a codifiable form suitable for drafting “textual
products [...] confined to so-called higher registers” (Rutten/Vosters 2021: 66),
such as these very Statutes. However, even if one accepts that Old Belarusian,
while functioning primarily as a chancellery language (Martel 1935: 38-44),
was also used by the educated elite, as suggested by Karskij (1893: 13), Zuraiiski
(2024: 190), and Ragauskiené (2009), the fact remains that the vast majority of

2 Old Belarusian is considered here the most accurate equivalent of Ruthenian. This termi-
nology is supported by Waring (1980: 132), who noted that the term 6rnopoccuiickuii s3v1x
was used in the Grand Principality of Moscow to refer to the language of the Grand Duchy
of Lithuania. The Polish linguist Samuel Linde, in his monograph on the Statute of 1588,
explicitly identified this language as Biato-Ruski (Linde 1816: 13). Further support for this
terminology comes from the archival materials from the Central State Historical Archives of
Ukraine (fund 222, Collection of Documents of the Historical Society of Nestor the Chron-
icler), which contain copies of treaty articles of all Ukrainian hetmans, including Bohdan
Khmelnytsky’s 1654 documents, explicitly marked as a copy made from 6eznopycckozo nucma
(Central'nyj Derzavnyj istory¢nyj archiv Ukrainy, n. d.). The Belarusian basis of the chan-
cellery language of the Grand Duchy of Lithuania was also demonstrated by the Norwegian
Slavist Stang (1935: 14—20). His conclusions were later reinforced by the American scholar
Serech, who emphasized that this language “was nourished, above all, by Central BR sources”
(Serech 1953: 59).
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the population was illiterate, and their everyday speech was far removed from
the language of the nobility. The failure to overcome these limitations suggests
that the obstacle lay not in the language itself but in a weak national identity:
there was no critical mass of speakers ready to claim Old Belarusian as their
own and to promote its broader acceptance and implementation.

2) Standardization from below after the collapse of the Russian Empire

The moment when a window for standardization opened once again came in
the early twentieth century. In 1918, Branislau Taraskevi¢ published Belarus-
kaja gramatyka dlja skol (Belarusian Grammar for Schools?), thereby carrying
out not the first but the most widely recognized instance of corpus planning of
his time. The selection of the norm was based on spoken speech (Taraskevi¢
1918: 3), while codification incorporated the variation of forms. However, the
main obstacle to status planning was the lack of stable statehood. The accep-
tance of TaragkeviC’s codified form remained limited and, in Labov’s terms,
“below the level of social awareness” (Labov 1994: 78). This can be attributed,
first, to the fact that until 1939 the western Belarusian lands were subjected to a
policy of harsh Polonization, as evidenced by the near disappearance of Belar-
usian schooling (Szturm de Sztrem 1939: 319). Second, it was due to the way
Taraskevi¢s Grammar was circulated: none of its editions indicate print runs,
and while it was included in the list of recommended textbooks for Belarusian
schools (Belaruskaja central’naja $kol'naja rada 1924: 10), it was absent from
the set of textbooks officially authorized by the Polish Ministry of Education
(Siemakowicz 1999: 116).

3) Standardisation from above in BSSR

Unlike the western Belarusian lands, where the language lacked official recog-
nition, in the eastern part within the BSSR Belarusian, it received the status of
a state language, and the implementation of its norms became a governmental
priority. This process did not rely on Taraskevi¢’s Grammar editions, but rather
on those produced by local linguists, most notably Lésik (1921, 1924). While
following the general trajectory set by Taraskevi¢, Lésik’s system introduced
substantial divergences. Reflecting this development, the Polish Ministry’s
official list of authorized textbooks even included Bielaruski pravapis pavodle

3 Unless otherwise indicated, the translations are mine, T. N.
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B. Taraskevica i Ja. Lésika by Astrouski (1930), highlighting the coexistence
of parallel codification lines.

4) The Decree of 1933

The 1933 decree On Changes and Simplification of Belarusian Pravapis (Ab
zmenach i spra¢énni belaruskaha pravapisu 1933) was the first official doc-
ument to codify the standard variety of Belarusian that came to be known
in the 1990s as Narkamaiika (Zaprudski 1999: 23). The scope of the decree
extended beyond orthography (the literal meaning of pravapis) and cov-
ered morphology and punctuation, reflecting the broader meaning the term
pravapis had at the time (Lésik 1924; Astrouski 1930; Nekrasevi¢/Thnatotski
1927: 238). The decree did not target Taraskevic’s original 1918 codification,
but rather the diverse codification variants that had come into circulation
during the early phase of Belarusian statehood.

Thus, Taraskevica and Narkamatika represent a non-standard and a stan-
dard variety, respectively. The gap between them emerged during the shift
from standardization from below to standardization from above in the Belar-
usian context. Unlike Narkamatika, Taraskevica did not receive institutional
support, official recognition, or systematic enforcement.

Contemporary Implications

The historical period in which the shift from standardization from below to
standardization from above conferred on the term Narkamaiika an explicitly
evaluative connotation portraying it as a “Russified” standard variety in con-
trast to Taraskevica. This interpretation has been supported by some scholars
(Bieder 2000; Klimat 2004; Bazutkina 2020). However, Ramza (2018), after
re-examining the morphological oppositions identified by Klimau (2004),
concluded that there was no fundamental grammatical opposition between
Taraskevica and Narkamatika; the differences between them were primarily
orthographic.

The evident lack of scholarly consensus continues to fuel debates that have
increasingly moved beyond academia.* A typical example is the claim that,

4 Social media posts on Instagram often spread misleading information about the Taraskev-
ica/Narkamatika distinction.
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in feminine nouns with the suffixes -acyv/-ocyv, the genitive plural ending
-sy was replaced in 1933 with -eii as part of a deliberate Russification policy.
Contrary to this claim, the Pravapis of 1934 (Aleksandrovi¢ 1934), issued in
direct response to the 1933 decree, allows in Rule 52 (ibid.: 30) both -ezi and
-ay. The use of ending -ei/ ej was a regular feature of the Nasa Niva language
(Lemcjuhova 2003-2007). The most recent official grammar of Belarusian
even observes a trend toward broader use of -4y (Lukasanec 2007: 161).

As this latest official grammar of Belarusian is approaching its twentieth
anniversary, it was decided to re-examine its conclusion on the basis of data
collected after 2020. The material consisted of transcripts from ten episodes
of the television quiz show Svaimi Slovami (ca. 30 minutes each), twenty epi-
sodes of the YouTube interview series Surazmoticy (ca. 15 minutes each), and
selected Instagram posts® with their accompanying comments from commu-
nities dedicated to the Belarusian language. All these sources share a common
aim: the promotion and popularization of the Belarusian language and culture.
The findings from the transcripts analysis indicate that, although feminine
nouns with the suffix -acys/-ocyp are relatively infrequent, the genitive plural
endings confirm the previously observed tendency toward the use of both
-eti and -Ay (mazuvimacyeii, nocmausy, yikasacusy, AKACUIY, KAUMOJHACUAY,
kawmoynacueti, ysxkacuyeit), with a predominance of the latter. This example
is one of many showing that attempts to identify a gap between Taraskevica
and Narkamaiika on morphological grounds prove to be unsustainable.

5 Comments on Instagram posts were later excluded from the analysis due to the risk that they
were produced via machine translation or Al-assisted tools. The former concern arose from
the decision of the Belarusian National Corpus developers to suspend work on its synchronic
section because of uncertainty about the human origin of the online texts (Ko$¢anka/Mar-
tysjuk 2024). The latter is supported by experiments with ChatGPT, which show poor per-
formance in Belarusian and about Belarusian, including the Taraskevica/Narkamatika issue
(Nazaranka 2025).
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Summary

Taken together, the observations above provide a basis for summarizing the
key dynamics that have shaped the standardization of the Belarusian language
over the centuries. The missed opportunity for standardization from above in
the Grand Duchy of Lithuania, where Old Belarusian had official status, meant
that the next window for standardization opened only after the collapse of the
Russian Empire. By that time, the Old Belarusian written tradition had been
interrupted for nearly two centuries. This interruption, combined with ter-
ritorial fragmentation, unstable statehood, and widespread illiteracy among
Belarusian speakers, prevented Old Belarusian from serving as a foundation
for standardization from above. Corpus planning undertaken by Taraskevi¢
was based on the speech of lower social strata and codified grammatical vari-
ation, thereby initiating standardization from below. With the acquisition
of statehood and the recognition of Belarusian as an official language in the
BSSR, standardization shifted it trajectory to a from-above model. This shift
resulted in a gap between Taraskevica and the standard variety codified in
1933, later referred to as Narkamatika. The ongoing lack of scholarly consensus
on the Taraskevica/Narkamatika issue continues to foster misinterpretations,
not only within academia but also in social media and Al-generated outputs.
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Razglednice slovenskega ozemlja v Avstro-Ogrski:
Jezikovni vidik

Ljubljana in Maribor

Kljucne besede: razglednice, Ljubljana, Maribor, slovens¢ina, nemséina

Pri¢ujoci prispevek temelji na raziskovalnem delu, ki se je zacelo v zgodnjih
devetdesetih letih ter se okrepilo med letoma 2016 in 2020 v okviru raziskoval-
nega projekta Postcarding Lower Styria (projekt P-28950-G28 FWE, sodelavci
Karin Almasy, Eva Tropper, Jernej Kosi, Martin Sauerbrey, Bianca Sieberer
in avtor tega prispevka), deloma pa se e nadaljuje. Nekateri rezultati tega
projekta so bili objavljeni v publikacijah Almasy/Tropper (2019) in Almasy/
Pfandl/Tropper (2020), pa tudi na spletnem naslovu https://gams.uni-graz.at/
context:polos.

V zadnjih treh desetletjih avstro-ogrske monarhije je nastalo novo sredstvo
mnozi¢nega komuniciranja, ki se je v slovens¢ini najprej imenovalo listnica,
pozneje dopisnica in kon¢no razglednica (o nemski terminologiji gl. Holzheid
2011: 35 sl.). Zadnja dva izraza sta kalka po nemskih besedah Correspondenz-
Karte (ki so jo Cehi ze prej prevedli kot dopisnice, im. edn. 7.) in Ansichtskarte.
Na zacetku razvoja novega zanra so imele dopisnice le naslovno stran (Adress-
Seite), zadnja stran pa je bila prazna in namenjena za osebna sporodila. S¢a-
soma so zadnjo stran dopolnili z ilustracijami razli¢nega znacaja - od velikih
¢rk do obrisa vrtov in mest, pozneje z barvnimi risbami mest, zgodovinskih
stavb, tovarn ali Zelezniskih mostov ter predorov. Osebna sporo¢ila so do
1904. leta pisali v manjso pasico pod omenjenim slikovnim materialom, nato
pa se je prostor za sporocilo prestavil na polovico naslovne strani in zadnja je
bila namenjena grafi¢nim elementom.
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Na slovenskih tleh so se razglednice pojavile na zacetku devetdesetih let 19.
stoletja. Za najstarejso razglednico razli¢ni viri omenjajo izvod iz leta 1891 (iz
Ljubljane, »Gruss aus Laibach, reproducirana pri Drnovsek 1987: 228). Prve
razglednice so bile opremljene $e z napisom v nemskem jeziku. Tezko je reci,
kdaj so se pojavili slovenski napisi (Aufdruckstexte) na slikovni strani - v nasi
zbirki za slovensko Stajersko se to ni zgodilo pred letom 1898, v Ljubljani pa
ne do srede devetdesetih let 19. stoletja.

Na tem mestu je pomembno opozoriti, da je razglednica postala predmet
znanstvenega zanimanja in sistemati¢nega arhiviranja Sele v zadnjih desetle-
tjih, zato znanost $e nima zanesljivih virov. Najobseznej$a zbirka iz 20. stoletja,
na primer za slovensko ozemlje »Pozdravi iz Slovenskih krajev« (Drnovsek
1987) ali »Pozdrav iz Ljubljane« (Lukan et al. 1985), prikazuje v glavnem repro-
dukcije slikovnih strani razglednic, ne pa tudi naslovnih strani, kjer je zapisan
datum in poleg njega informacija o namenu sporocanja in zivljenju v takratni
druzbi. Znanstvenik, ki se ukvarja z razglednicami, mora imeti na razpolago
ne samo reprodukcijo slike, ampak tudi informacijo o velikosti slike (do leta
1918 pogosto 14 X 9 cm), o tem, kdaj je potovala in kam, ali je bila tudi sprejeta
(do priblizno leta 1905 to izvemo z Ziga prejema, nem. Eingangsstempel, ki so
ga pozneje postopoma ukinili), kdo je bil lastnik ali naro¢nik razglednice, kdo
zaloznik in $e marsikaj. Razglednica se je namrec iz sredstva hitre in nefor-
malne komunikacije razvila v mnozi¢ni medij. Podatki o $tevilu poslanih
razglednic so po svetu zelo razli¢ni, vendar se gibljejo od nekaj milijonov na
leto do dveh milijard na pragu prve svetovne vojne. Tudi zelo informativna in
obsezna knjiga o razglednicah na slovenskih tleh, monografija Slovenstvo na
razglednicah (Skrabec 2009), je omejena na slikovne strani razglednice. Upam,
da M. Skrabec v bodo¢nosti objavi svojo celotno dokumentacijo na spletu
(podobno kot v Ze omenjeni bazi Polos nasega projekta). Zaradi slabega stanja
virov ni mogoce zanesljivo sklepati o kvantitativnih razmerjih, koli¢ini pro-
danih ali poslanih razglednic, jeziku napisov, jeziku osebnih sporo¢il, vsebini
besedil in tako naprej. Ugotovitve, ki sledijo v pri¢ujoéem prispevku, so rezul-
tat avtorjevega dolgoletnega raziskovanja, ki pa ne more temeljiti na analizi
reprezentativnega vzorca tega ali onega mesta, kraja, kronovine ali pokrajine.

Pojasnimo na primeru slovenskega ali me$anega ozemlja nekdanje kro-
novine Stajerske (tj. priblizno v krajih danasnje slovenske Stajerske). V nasi
elektronski zbirki je 2243 razglednic (tokens), kar odgovarja priblizno 2100
vrstam (types). Poleg tega poznamo okoli 3000 razglednic te regije iz drugih
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virov (arhivov, knjiznic, zbirk na spletu), kar mogoce ustreza 2500 razlicnim
predmetom (types). Te priblizne Stevilke pa ne pomenijo, da je bilo od leta
1890 do 1918 objavljenih le 4500 razli¢nih razglednic (types). Kakr$na koli
ugotovitev o tem, da je med temi 4500 neko $tevilo enojezi¢nih slovenskih,
toliko in toliko enojezi¢nih nemskih in neko $tevilo dvojezi¢nih — ne more biti
zanesljiva. Ne smemo pozabiti, da ima, kot je vec¢krat poudarila Eva Tropper
(gl., npr., https://gams.uni-graz.at/archive/objects/context:polos/methods/
sdef:Context/get?mode=statistics), vsak nabor (npr. zbirka celjske knjiznice,
pokrajinskega arhiva na Ptuju, NUK v Ljubljani, Stajerskega dezelnega arhiva
v Gradcu, samostana v Admontu, avtorja tega prispevka in mnoge druge)
svojo logiko, zbiralec pa svoje namene in cilje, pa tudi viri so lahko pristranski.

Tudi ¢e bi nam uspelo najti »objektivni« parameter za opis izbranega kor-
pusa razglednic, ostane problem interpretacije. Ce bi v Mariboru, ¢e ga obrav-
navamo kot skrajni primer, ugotovili, da je 85 % razglednic z nemskimi napisi
(»Gruss aus Marburg an der Drau«), 10 % slovenskih (»Pozdrav iz Maribora«)
in 5 % dvojezi¢nih, to $e ne pomeni, da je tam Zivelo prav toliko odstotkov
nemsko oziroma slovensko govorecih prebivalcev. Ze zato, ker so razglednice
pisali predvsem premozne;jsi (nemski) drzavljani; kot vidimo v razli¢nih zbir-
kah (NUK, Zgodovinski arhiv na Ptuju, nas Polos in druge) so jih na (sloven-
skem) podezelju pisali precej manj. Poleg tega so veliko razglednic posiljali
potniki in turisti, torej ljudje, ki so tedaj obvladali nems$¢ino in le redko slo-
ven$¢ino. Enako velja za popise prebivalstva od 1880 do 1910, na katerih so
avstrijski (cislajtanski) prebivalci morali navesti svoj obéevalni jezik. Danes se
ve, da je tako vprasanje zavajajoce, ker vecina prebivalcev na mesanih obmo-
¢jih uporablja oba jezika, odvisno od zivljenjskih razmer in okoli¢in, tako da
se je le tezko (med letoma 1880 in 1910 pa so se morali Stirikrat) odlociti za
le en jezik.

Ljubljana

Ce se torej vprasamo, v katerem jeziku oz. v katerih jezikih so napisi na
razglednicah, ki jih poznamo, in ¢e se omejimo na glavna mesta, lahko skle-
pamo le na splo$no. Tako se nam za mesto Ljubljana od leta 1891 do 1918 raz-
grne slede¢i razvoj. Na zacetku prevladujejo razglednice z nemskimi napisi:
»Gruss aus Laibach« (na najstarej$i znani razglednici iz 1891), »Laibach«
(veckrat), »Laibach. Spittalstrasse« <sic, namesto Spittalgasse> (1903), »Gruss


https://gams.uni-graz.at/archive/objects/context:polos/methods/sdef:Context/get?mode=statistics
https://gams.uni-graz.at/archive/objects/context:polos/methods/sdef:Context/get?mode=statistics

204 Heinrich Pfandl

aus Laibach. Prosit Neujahr!« (1903), »Gruss aus Laibach - Radetzky-Mo-
nument« (1902) in podobno. Slovenske razglednice so podobne: »Pozdrav iz
Ljubljane« (1898 et passim), »Ljubljana« (ve¢krat med 1899 in 1917), »Pozdrav
iz Ljubljane - Ivan Hribar, Zupan« (1898, tudi 1909 z dodatkom: Magistrat),
»Ljubljana — Cesara Josefa <sic> Trg« (trikrat med 1900 in 1903), »Ljubljana.
Erjav<¢>eve ulice« (1899, 1900, 1916; o obliki ulice v mnozini gl. Pfandl 2021)
in po letu 1900 vedno vec slovenskih in dvojezi¢nih napisov.

Enojezi¢ni nemski napisi postanejo vse redkejse po letu 1904, ko se dvoje-
zi¢ne razmahnejo. Med njimi vidimo vse ve¢ razglednic z napisom »Ljubljana —
Laibach« in vedno manj takih z nems¢ino na prvem mestu. Tako stanje pa je
bilo v skladu s politi¢nim Zivljenjem kranjske prestolnice. Po prihodu Ivana
Hribarja na mesto Zupana leta 1896 se je mesto vse bolj sloveniziralo (prim.
Valencic 1989: 75-137), kar se opazi tudi pri jezikovni rabi na razglednicah.

Napacno pa bi bilo interpretirati en ali drugi jezik kot izraz zavednosti
kupcev teh razglednic. Zelo pogoste so razglednice z napisi v jeziku A in oseb-
nim sporo¢ilom v jeziku B, ter seveda obratno. Boj med jeziki na razglednicah,
kot jih v¢asih vidimo na slovenskem podezelju (gl. o tem v katalogu Almasy/
Tropper 2019: 71-90), je v mestih, posebno v Ljubljani, redek. Obicajna so
dopisana besedila - e se sicer pie v enem jeziku, se pojasni bralcu $e v dru-
gem, pri cemer taka dodatna pojasnila prevladujejo v nems¢ini, morda tudi
zato, da naslovnik lazje razume, kje je Ljubljana, in da je na sliki to mesto,
ki ga pozna pod nemskim imenom Laibach. Ce je dopisan slovenski izraz,
je to ve¢inoma narodnozavedna izjava: »Dragi bralec, prejmi kartico zave-
dnega Slovenca, ki ni pozabil, da je Slovenec« (kot morda naslovnik na dalj-
nem Dunaju ali v »ta nemskem Gradcu, kot se je izrazil pisec pisma sredi 19.
stoletja).

To velja tudi za mnozi¢ne upodobitve ljubljanskega Narodnega doma
(zgrajenega leta 1896), ki delujejo kot dokaz slovenskega znacaja mesta. Zato
se slovenski napis praviloma ne prevaja celo na nemskih razglednicah, ampak
se smatra kot lastno ime.
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Slika 1: Laibach. Narodni dom. Poslana 1. 1901. ZaloZznik Stengel & Co., Dresden.
Naslovna stran neznana. Vir: posnetek zaslona s spletne drazbe.

Na drugi razglednici vidimo primer Zive komunikacije v tedaj $e ne normi-
rani slovens¢ini (»z Ljubljane«) na razglednici z istim motivom.
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Sliki 2a in 2b: Pozdrav z Ljubljane. Narodni dom. Poslana L. 1904 iz Ljubljane v Podvin
pri Radovljici z Zigom prejema »Radmannsdorf Radovljica«. Zaloznika Alois Beer,
Celovec, in Zalaga J. Grontini, Ljubljana. Iz zbirke avtorja.

Obstaja le ena izjema, kjer zaloznik (Ivan Bona¢) na popolnoma nemski
razglednici navaja naziv »Slov. Nationalhaus« (nota bene: ne Volkshaus, kot
so se imenovali nemski analogi v Avstriji) in v oklepaju doda v slovens¢ini
»Narodni dom«.
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Sliki 3a in 3b: Gruss aus Laibach. Slov. National-Haus (Narodni dom). Poslana 1. 1897 iz
Ljubljane v Gradec. Iz zbirke avtorja.

Maribor

Razglednice glavnega (spodnje)stajerskega mesta se ze v osnovi razlikujejo
od ljubljanskih, kot se razlikuje tudi narodnostna sestava prebivalstva Ljubl-
jane in Maribora. Pri popisu leta 1880, torej ob zadnjem $tetju pred pojavom
razglednic, se je 75,91% prebivalcev Ljubljane opredelilo, da je njihov obce-
valni jezik slovensc¢ina (Umgangssprache), 22,79 % pa je navedlo nemscino. V
Mariboru je bilo ravno obratno: 76,68 % je navedlo nemscino, 13,79 % pa slo-
venicino. Ceprav vemo, da so stevilni posestniki in delodajalci svojim zaposle-
nim, snazilkam, vrtnarjem ali vratarjem, ukazali nemscino, ostaja dejstvo, da
v tem mestu ni zivelo ve¢ kot 20-25 % slovensko govorecih drzavljanov. Razen
tega so v obeh mestih Nemci imeli ve¢jo gospodarsko moc¢ - v njihovih rokah
je bila vecina tovarn, pivovarn, drugih podjetij, gostiln, navsezadnje tudi tis-
karn in zaloZzb knjig, ¢asopisov, revij, pa tudi razglednic.

Ob pregledovanju mariborskih razglednic v sodobnih knjiznicah in arhivih
bodisi v Sloveniji (NUK, UKM, Celje) bodisi v Avstriji (Dezelni arhiv v Gradcu,
ONB, knjiznica samostana Admont), ali pa v osebnih zbirkah (Walterja Lukana,
Teodorja Domeja ali avtorja tega prispevka), dobimo vtis, da je delez razglednic
z nemskimi napisi prevladujo¢ in da so slovenske razglednice Maribora redke
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izjeme. Razglednic s slovenskimi napisi in deloma dvojezi¢nimi napisi je v njih
le od tri do pet odstotkov (gl. tudi Tovornik/Premzl 1996).

Nekoliko druga¢no podobo nam ponuja digitalni arhiv Polos (gl. zgoraj),
ki ga sestavlja 2243 razglednic iz slovenske Stajerske (Untersteiermark) med
letoma 1890 in 1918 (priblizno 20 razglednic ne odgovarja temu kriteriju in
so bile poslane po letu 1918). Izmed teh razglednic jih je 295 iz Maribora ali
okolice (npr. »Lembah <dana$nji Limbus$> pri Mariboru«). Med njimi jih ima
kar 33 besedo »Maribor« v napisu bodisi brez nemskega prevoda bodisi poleg
njega. Na 12 razglednicah vidimo slovensko ime mesta v obliki »Maribor ob
Dravig, kar je nedvomno vpliv iz nemscine, kjer se Marburg an der Drau raz-
likuje od nemskega mesta Marburg an der Lahn. Slovenski element je bil v
Mariboru torej prisoten bolj, kot se zdi na prvi pogled. Take dvojezi¢ne ali
slovenske razglednice so tiskali najdejavnejsi zalozniki Maribora, na primer
Heinrich Krapek in Wilhelm oz. Vilko Weixel, pa tudi graski zalozniki Anton
Schlauer in Franz Knollmiiller ter nekateri drugi. Slovenske razglednice so
se v Mariboru zacele pojavljati Sele od 1901. leta ter prikazujejo predvsem
cerkvene in kulturne stavbe — najveckrat novozgrajeno franciskansko cerkev,
ki jo imenujejo tudi Marijina cerkev (ali v nems¢ini, kot nam sporoca pisec
neke razglednice iz leta 1899, »Windische Kirche«). Drugi cerkveni motivi
s slovenskih razglednic so stolnica in Stolni trg (danasnji Slomskov trg) ter
Zavod Solskih sester.
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Sliki 4a in 4b: Zavod Solskih sester v Mariboru. Poslana 1. 1903 iz Maribora (?)
v Cre$njevce pri Radgoni / Kerschbach bei Radkersburg. Iz zbirke avtorja. https://gams.
uni-graz.at/o0:polos.2069

Od drugih slovenskih motivov se najveckrat upodablja Narodni dom, zgra-
jen leta 1898. Celo na izklju¢no nemskih razglednicah se ta naziv v Mariboru
nikoli ne prevaja v nemscino in ostaja na vseh slikah v slovenski obliki. Za
primer navajamo razglednico zaloznika, najbolj naklonjenega Slovencem na
prelomu stoletja, ze omenjenega Antona Schlauerja iz Gradca.
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Sliki 5a in sb: Marburg a.d. Drau, Razglednica sedmih slik, mdr. Narodnega doma.
Poslana 1. 1905 iz Maribora v Portschach <sic>, to je Pértschach am Worthersee / Porece
ob Vrbskem jezeru]. Iz zbirke avtorja. https://gams.uni-graz.at/o:polos.2065

Sklep

Iz primerjave razglednic Ljubljane in Maribora ugotavljamo, da so se Slovenci
uveljavljali na razglednicah obeh mest, v Ljubljani od srede devetdesetih let
19. stoletja, v Mariboru proti koncu stoletja. V Ljubljani, kjer je bil Zupan Slo-
venec, ki je mo¢no preoblikoval narodnostno podobo mesta (v korist sloven-
ski narodnosti), so slovenske razglednice kmalu prevladovale nad nemskimi
(te so prevladovale v devetdesetih letih omenjenega stoletja) in dvojezi¢nimi.
V Mariboru je bil nemski element veliko mocnejsi, tako da so se slovenske
razglednice pojavljale ne samo pozneje, ampak so bile do razpada monarhije
leta 1918 omejene na cerkveno podroéje. Medtem ko so ljubljanske razgle-
dnice tiskali in zalozili od Ljubljane prek Dunaja do Dresdna in Lipska, so
bili zalozniki mariborskih, pretezno nemskojezi¢nih razglednic, v glavnem
v Mariboru in Gradcu. Zalozniki mariborskih motivov s slovenskimi napisi so
bile cerkvene organizacije slovenske Stajerske (v prvi vrsti Tiskarna sv. Cirila
in Metoda).

Razglednice so zrcalo narodnostnih razmerij in pokazejo na tezave malih
narodov pri uveljavljanju na odru konkuren¢nih ideologij, jezikov in kultur.
V nasprotju z enojezi¢nim razvojem po letih 1918 in 1941 je avstro-ogrska
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monarhija tak§nim konkuren¢nim konstelacijam omogocila razvoj v okviru
njihovih moznosti.
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Introduction

The objective of this paper is to examine the extent to which and in what con-
texts Slovene and Croatian, as minority languages in Austria, are used in local
branding and promotion. Working within a framework of the sociolinguis-
tics of tourism and recognising that language is inherently interwoven in all
tourism-related activities, we take an ethnographic methodological approach
to analysing the linguistic landscape. We combine this with multimodal dis-
course analysis in order to grasp the multiple ways in which local communi-
ties employ and rely on language commodification.

Historical Background

Slovene and Burgenland Croatian are two minority languages in Austria. Slo-
vene dates back to the Slavic tribes who settled in large parts of present-day
Austria in the early Middle Ages; Croatian is present in eastern Austria as a
result of the peasant populations migration from Croatia and Bosnia in the
sixteenth century. However, German was stipulated as the state language in
the constitution of the Republic of Austria in 1929. Although the State Treaties
of St. Germain (1919) and Vienna (1955) granted the Burgenland Croats and
the Carinthian Slovenes rights regarding the public use and visibility of their
languages, it was with great reluctance that they were implemented in the
twentieth century. Indeed, they were sometimes violently denied - especially
in Carinthia. This led to the almost complete absence of Croatian and Slovene
in the linguistic landscape (LL) of Austria by the beginning of the twenty-first
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century, both in official signage and in commercial and private inscriptions.
Recently, however, the political climate and perceptions of the written pres-
ence of Croatian and Slovene in public have changed (cf. Doleschal 2023, Jor-
dan et al. 2021, Rasinger 2014, Tyran 2022). The question therefore arises as to
whether such changes have also had an impact on the role of these languages
in promotion and commercial product branding.

Theoretical and Methodological Approaches

Tourism is one of the most powerful contemporary forces through which the
global economy is reflected in local contexts. The increasing interest in the
sociolinguistics of tourism (Thurlow/Jaworski 2010) stems from the recog-
nition that language is inherent in all tourism-related activities. Although
language and communicative competence have long been considered key
ingredients in the provision of services to tourists (cf. e.g. Cameron 2000),
interest in the role of language and discourse in the promotion and brand-
ing of particular places, spaces, and products started to attract interest more
recently (e.g., Thurlow/Jaworski 2010). This applies, for instance, to the poten-
tial of different linguistic systems or codes to discursively construct a partic-
ular place as a tourist site, thereby presenting it as more authentic and worth
visiting. In this sense, multilingual contexts could demonstrate the interrela-
tionship between language and the economy.

Bourdieu (1977) examined the role of language as a form of social capi-
tal and compared communication to economic exchange, in which linguistic
codes function as products to be invested in or exchanged on the market. The
economic nature of such exchanges lies in the symbolic relationship estab-
lished between markets and actors who possess particular linguistic or cul-
tural capital with a particular value. Competence in prestigious languages and
linguistic varieties, as well as in languages employed in economic exchanges,
therefore tends to be considered capital. Minority languages may also have
high economic value.

We approach this transformation from a symbolic to an economic resource
through the concept of commodification (Heller 2003: 2010). The commodifi-
cation of initially immaterial resources is based on the inherent characteristic
of (minority) languages to enable a specifically local experience of a certain
place/space (Coupland 2003). Examples of how languages and culture are
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commodified could be found not only in tourism but also in marketing, prod-
uct branding and other economic activities aimed at generating profits by ‘sell-
ing’ authenticity (Dlaske 2014: 2015). For this reason, the increasing visibility
of minority languages and cultures has assumed importance in local tourist
branding. The use of minority languages in public spaces could be more attrac-
tive for tourists than monolingual signs precisely because they contribute to
the ‘authentic’ experience of a place (Thurlow/Jaworski 2010, Gorter/Marten/
Van Mensel 2019, Hogan-Brun/O’Rourke 2019, Skevin Rajko / Simici¢ 2020).
The linguistic inscription is therefore potentially transformed into economic
capital and commodified. At the same time, it could be a relevant factor in the
maintenance of minority languages and a means of economic and cultural
sustainability among local communities (e.g. Pietikdinen/Kelly-Holmes 2011).

Methods and Materials

In collecting the data for our project, we followed a mixed-methods approach,
combining the documentation of data on the visibility of languages in the LL,
including in the virtual space, with ethnographic fieldwork and interviews.

Our research in Carinthia focused on the LL of various tourism-related
institutions in the bilingual area (e.g., campsites, the municipality of Finken-
stein/Bekstanj, the Bilingual College for Higher Vocational Education with
a thematic focus on tourism and catering in St. Peter/Sentpeter, the munic-
ipality of Schiefling/Skofice, the municipality of Eisenkappel/Zelezna Kapla,
a Slovenian-owned restaurant, and the Slovenian Urban Jarnik Ethnographic
Institute in Klagenfurt/Celovec). We also collected some printed material
related to touristic topics in the bilingual area. To gain insights into percep-
tions of the Slovene language among different stakeholders, we conducted
interviews with selected activists and entrepreneurs.

The research group collected material on Croatian in Burgenland during
field trips to Neudorf / Novo Selo, and to two communities in the Eisenstadt/
Zeljezno region, namely Trausdorf/Trajstof and Oslip/Uzlop. We documented
the visibility of Croatian in the LL, supplementing the information by con-
ducting background interviews with local language activists as well as collect-
ing printed materials and information on the company’s web presence.
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Results and Discussion - Slovene in Carinthia

The Slovene language is rarely present in the LL of Southern Carinthia. This
applies to official topographical and tourist signs as well as private signage. For
the most part, its presence in tourism-related signs and materials is attribut-
able to officially supported projects financed by the EU or the regional gov-
ernment, or initiated by UNESCO. One example is the cross-border project
“UNESCO global Geopark Karawanken/Karavanke” in Eisenkappel/Zelezna
kapla, where all relevant written materials are bilingual German-Slovene. This
was a deliberate case of tourism branding, as stated in an interview.

Among the campsites, only 8.67% of the signs contained at least one word
in Slovene, half of these being only single words (e.g., the bilingual name of
the campsite or the Slovene equivalent of a topographical name, see Fig. 1).
Only one of the five campsites is owned by Carinthian Slovenes and has a
bilingual name: Camping Rosental-RoZ. This is prominently present in the logo
that appears on printed materials and stickers and could be interpreted as an
example of branding. Otherwise, we found few signs containing Slovene at this
campsite. Generally, the campsite owners and managers would prefer to use
pictograms because of the limited space they had for written information - as
these should be universally understandable. Thus, the interviewees considered
linguistic capital only in terms of the communicative function of language.

Von Zell-Pfarre auf den Freiberg

Eines der sympathischsten Karawankenvorberge ist der 1922 Meter

hohe Freiberg/Setice. y
Uber einen zerfurchten Hohlweg erreicht man nach einer Sfund_e das
Uznikkreuz, 1300m. Dann gehtes weiter durch 91?] Wald bis wir
einen abfallenden Schlag queren, danach geht tber einen ;
ausgewaschenm Steig bis zu einmen sanﬁen. Grat. }J‘ber dx.e Wiese
erreichen wir den Gipfel. Der Aufstieg hat sich gelohnt, ein

traumbhafter Ausblick bereitet sich vor uns aus!

Start: 8:30 ab Parkplatz /Bus
Streke: 7,9km 961 Hm

Dauer: 4,5 Stunden . 35
Schwicn'gkei’l :schwer Bewertung Technik 1 Kondition

Gutes Schuhwerk, Jause ( Essen und Trinken) mitnehmen,
Schwindelfrei und gute Kondition!

Fig. 1: Flyer advertising a walking tour, with Slovene in the bilingual name of the
destination (Freiberg/Setice)
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Interestingly, the bilingual restaurateur in Klagenfurt/Celovec had a more
positive attitude towards the role of Slovene in his field: he emphasised the
atmosphere that the language created for his guests. This is an emerging
understanding in the commodification of language. Visually, however, the
Slovene language does not appear as prominently as German. In contrast,
the Bilingual College for Higher Vocational Education in St. Peter/Sentpeter
follows a policy of consistently using both languages, including in its visual
appearance: almost all signs are in both Slovene and German. The teachers at
this educational facility recognised the benefit of Slovene for tourist purposes.
Receiving an economics degree in two languages offers their graduates addi-
tional qualifications and access to a wider labour market. Again, this recogni-
tion of the economic value of language refers to its communicative function.

We documented the rare use of Slovene in branding in a farm shop in
the village of Hart/Loc¢ilo near Finkenstein/Bekstanj. A local bilingual family
labels their products bilingually in German and Slovene and uses some Slo-
vene in their folders. They saw this as the promotion of Slovene, i.e., an act of
identity expression rather than an economic advantage.

Results and Discussion - Croatian in Burgenland

Our research in all three municipalities in Burgenland revealed the impor-
tance of individual language activists in promoting the visibility of minority
languages in general. The main motivations and stimuli were at least three-
fold: (1) increasing the visibility of minority languages in the public space as
a reaction to the rather shallow macro-political understanding of the concept
of topography; (2) documenting Croatian toponyms and hodonyms in local
contexts; and (3) branding the municipalities as bilingual spaces. However,
such branding is not necessarily to be understood as commodification, as
the driving force behind it is certainly not primarily economic. It is rather
a marker of identity, i.e. symbolic. Nevertheless, in the three municipalities
studied, bilingual tourist information was also present in the documented
material, German being dominant.

Trausdorf/Trajstof has made further inroads in this direction. A bilingual
art trail along the Wulka river and a bilingual nature trail were documented
in the community centre, further branding Trausdorf/Trajstof as bilingual.



218 Katharina Tyran, Lisa Rieger, Ursula Doleschal

Such branding was also observable on the micro level of individual entrepre-
neurs and businesses. Here, the use of Croatian indicates either uniqueness
and authenticity and/or a minority identity, also drawing on colloquial and
translingual language practices. However, the businesses experienced divided
reactions from their consumers, including a lack of understanding and nega-
tive attitudes towards Slavic graphemes. On the other hand, some consumers
from different Slavic linguistic contexts highlighted the positive effect of using
Croatian, a language perceived as a common ‘Slavic’ form of communication.

Conclusion

The commodification of Slovene and Croatian differs: Slovene in Carinthia
is present in tourism-related signs and materials predominantly as a result
of officially supported projects, whereas Croatian has been introduced
into the linguistic landscape of Burgenland rather by individual language
activists and in grassroots initiatives (Tyran 2025). In Burgenland, we also
saw the more individual branding of places and products through the use
of Croatian as a minority language. In both contexts, we found that the
minority language could be considered linguistic capital in terms of its
communicative and symbolic functions.
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Gertraude Zand

Wiiste, Dschungel, Megacity: Globalisierung in
der tschechischen Prosa

Kernbegriffe: tschechische Prosa, Globalisierung, Andronikova, Panek, Rysavy

Tschechische Prosatexte der letzten zwanzig Jahre handeln vielfach von Kon-
takten mit fremden, zumeist auflereuropdischen Kulturen: Petra Htlova fiihrt
uns in die Mongolei, Petra Prochazkova nach Afghanistan, Jachym Topol nach
Sibirien, Markéta Pilatova nach Brasilien, Iva Pekdrkovd in die USA, Radka
Denemarkova nach China, Toma$ Kolsky nach Israel, Matéj Horava nach
Georgien und Nina Spitdlnikova nach Nordkorea, um nur einige zu nennen.
Im vorliegenden Beitrag geht es um die Frage, inwiefern dieses Phdnomen als
eine Tendenz zur Globalisierung in der tschechischen Literatur bezeichnet
werden kann. Eine Antwort wird anhand von drei reprasentativen Beispielen
gesucht: Josef Paneks Ldska v dobé globdlnich klimatickych zmén (2017; Die
Liebe in Zeiten des Klimawandels, 2020), Hana Andronikovas Nebe nemd dno
(2010, Der Himmel hat keinen Boden) und Martin Rysavys Cesty na Sibir
(2008, Reisen nach Sibirien). Alle drei Autoren wurden in den sechziger Jah-
ren des 20. Jahrhunderts geboren und gehorten als junge Erwachsene zur
ersten Generation, der die neuen Reise- und Migrationsfreiheiten nach 1989
zugute kamen. Im realen Leben dieser Autoren spielte und spielt die Mobili-
tat eine wichtige Rolle, sowohl fiir den international tatigen Bioinformatiker
Panek wie fiir die Anglistin und Journalistin Andronikova als auch fiir den
Reportage-Filmer Rysavy.

Alle drei Autoren fithren ihre Protagonisten in fremde Kontinente und
Kulturen, und zwar an Orte, die aus européischer Sicht besonders exotisch
sind: in die nordamerikanischen und sibirischen Wiisten- und Steppenland-
schaften, in den Dschungel Siidamerikas und in die drittgrof3te Stadt Indiens,
die mehr als 13 Millionen Einwohner zihlende Megacity Bengaluru (Panek
nennt sie nach dem englischen Sprachgebrauch Bangalore). Alle drei Auto-
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ren setzen als Hauptfigur eine Person ein, die in der tschechischen Kultur
sozialisiert wurde und iiber einen mehr oder weniger langen Zeitraum in der
Fremde lebt. Die Thematik der Konfrontation einzelner Protagonisten mit
anderen Kulturen existierte in der tschechischen Literatur bereits vor 1989,
damals jedoch vor allem in der sogenannten Reiseliteratur, die tiber nicht
bekannte Lander informieren wollte, oder in der Literatur der Emigration, in
der es hauptsichlich um die Suche nach einer neuen Identitét in einer frem-
den Sprache oder in einer neu zu erfahrenden Umgebung ging. Im Gegensatz
zu den hier ausgewéhlten und vorgestellten Texten thematisierte die Literatur
der Emigration aber zumeist die Auseinandersetzung mit einer einsprachigen
und westeuropdisch gepréagten Nationalkultur.

In Zeiten der Globalisierung sind die Protagonisten der tschechischen
Literatur nicht auf ein einziges Zielland angewiesen: sie bewegen sich in freier
Wahl zwischen den Kontinenten und konnen jederzeit einen weiteren Orts-
wechsel vornehmen oder nach Hause zuriickkehren. Im Unterschied zur Lite-
ratur der Emigration sind die Lander und Kulturen, in denen sich die Helden
bewegen, keine Monokulturen mehr, sondern meistens selbst schon gebro-
chen und divers. Auch die Motivation der Helden kann ganz verschiedenartig
sein: den Erzihler von Panek fiihrt die Teilnahme an einer wissenschaftlichen
Konferenz nach Indien; Andronikovas Alter Ego sucht in Amerika einen Aus-
weg aus einer personlichen Krise und die Heilung von einer lebensbedrohli-
chen Krankheit; Ry$avys Held begibt sich aus journalistischem Interesse und
Abenteuerlust auf mehrere Reisen nach Sibirien. In allen drei Texten gibt es
kontrastive Passagen, die in Tschechien spielen. Bei Panek ist das nur indirekt
der Fall: sein Held erzéhlt von seinem Leben in Prag nur in der Riickschau.
Bei Andronikova und Ry$avy werden die Reisen auf andere Kontinente von
Aufenthalten in der Heimat unterbrochen, die ebenfalls, wenn auch kiirzer, in
die Erzahlung aufgenommen sind.

Zur Globalisierung gehort aber auch ein bestimmter Lifestyle, der sich
neben der hohen individuellen Mobilitdt durch eine intensive Kommunika-
tion auszeichnet. Bei Panek korreliert die Sprache mit dem rasanten Tempo
der globalisierten Ara: in einem beinahe ununterbrochenen Redeschwall
wendet sich sein atemloser Ich-Erzdhler an den Leser, den er in der Sie-Form
direkt anspricht und immer wieder neu einlddt, seiner Erzahlung zu folgen.
Es gibt viele Beistriche, aber kaum Zasuren und Schlusspunkte. Haupt- und
auch Nebensitze sind oft mit der Konjunktion ,,und® angeschlossen, sodass
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weder Episoden ein wirkliches Ende finden noch dem Leser Zeit bleibt, eine
Pause einzulegen.

Auch der Text von Andronikova hat ein hohes Tempo, er ist in kurze und
kiirzeste Sequenzen gegliedert und wechselt in rascher Abfolge Textsorten
wie Tagebucheintrige, Traumaufzeichnungen, Krankengeschichten, fremde
und eigene Gedichte, Liedtexte, Zitate, Widmungen, E-Mail-Nachrichten,
Skype-Chats et cetera. Oft wird der Wechsel zwischen eigener und fremder
Rede nicht angezeigt, vielerorts sind fremdsprachige, meistens englische oder
spanische Ausdriicke eingeschoben, daneben gibt es arabische Schriftzeichen
und auch Emojis.

Rysavy legt im Gegenteil iiberbordende Textmengen vor. Er nimmt sich
ungewohnlich viel Zeit, seine sibirischen Erfahrungen und Abenteuer in allen
Details zu schildern, und erlaubt sich dabei auch Wiederholungen. Die genaue
Beobachtung und Beschreibung der fremden Kultur, im speziellen Fall des
indigenen Volkes der Ewenen im Norden des Landes, verleiht seinem Text die
Qualitdt eines Reportagefilms, den man wie auf einem iibergrofien Bildschirm
verfolgt. Der Ich-Erzéhler gibt aber auch seine intimsten Gefiihle preis und
erzeugt damit eine Nahe zum Leser, die eine emotionale Sogwirkung entfaltet.

Nicht zuletzt behandeln alle drei Romane brisante globale Themen wie
Postkolonialismus, Migration und 6kologische Krisen. Panek thematisiert
die Problematik des zivilisatorischen Gefilles zwischen dem kolonialisierten
Indien und der westlichen Welt: die weibliche Hauptfigur ist als indische Wis-
senschaftlerin in den USA titig, sieht sich dort aber mit vielerlei Vorurteilen
konfrontiert und kann sich ihrerseits innerlich nicht von ihrer Verankerung
im indischen Kastendenken l6sen. Rysavy nimmt Bezug auf die Russifizie-
rung und Sowjetisierung Sibiriens, die den indigenen Volkern ihre gewohnten
Strukturen genommen, aber keinen lebenswerten Ersatz geboten hat. Andro-
nikova konfrontiert das rationale europdische Denken ihrer Heldin mit den
magischen Ritualen der Naturheiler des stidamerikanischen Dschungels.

Globalisierung bedeutet Austausch- und Angleichungstendenzen zwi-
schen den Kulturen. Im Fall von Andronikova und Ry3avy fiigen sich die Pro-
tagonisten in die neue Welt ein und iibernehmen einige von deren kulturellen
Praktiken. Dabei findet ein Prozess der personlichen Reifung statt, sodass man
diese zwei Romane auch als Bildungsromane bezeichnen konnte. Panek hin-
gegen stellt einen Kosmopoliten und Globetrotter als Erzéhler vor, der seine



224 Gertraude Zand

tschechischen Wurzeln verloren hat und - obwohl am Ende der Geschichte
wieder in Prag angekommen - emotional nirgendwo mehr zu Hause ist.

Fiir ein tschechisches Publikum eroffnen sich mithilfe der Identifikations-
figuren Einblicke sowohl in fremde Kulturen und Lebensweisen wie auch in
die Moglichkeiten, sich mit diesen auseinanderzusetzen. Auch eine europa-
isch geprégte Leserschaft kann die Perspektive der Hauptfiguren auf eine glo-
balisierte Welt gut ibernehmen, wovon nicht zuletzt das Interesse an Uber-
setzungen in andere Sprachen zeugt. Wahrend die tschechische Literatur, die
unter den Bedingungen des Eisernen Vorhangs entstanden ist, oft spezifische
Themen wie das schwierige Leben unter den repressiven Verhiltnissen eines
totalitdren Staatssystem, die Sprache des kommunistischen Machtapparats,
den zivilen Ungehorsam oder den Mikrokosmos von einzelnen Interessens-
gruppen oder sozialen und regionalen Milieus behandelte, thematisieren nach
1989 verfasste Werke héufig die Erfahrungen einzelner Protagonisten in einer
vollig neuartigen und fremden Umgebung. Die Rezeption von tschechischer
Kultur, Mentalitdt und Lebensweise findet dadurch nur mehr indirekt statt,
und der frither latent vorhandene nationale Aspekt der tschechischen Litera-
tur tritt zugunsten eines globalen Horizonts in den Hintergrund.
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Cassa Muxees

IlceBgormaronuna Ha Pycu:
Hagnmnucm 1 3ammncu, Hajin4ue riaroinibl B KOTOPbIX
He NOATBEPKAAeTCA

Pestome: Crarbsi mocBsleHa (eHOMeHY OIIMOO0YHON nAeHTH(UKALMU IIaroIn-
JecKux OYKB B [JpeBHEPYCCKMX HANNMUCAX M PYKONUCAX. B momyTopa mecsiTkax
nccnepoBanmii XX-XXI BB. 32 Iaronmyeckue NPUHMUMAIOTCA 3HAKM, KOTOPBIMU
B I€VICTBUTENTBbHOCTY TAaKOBBIMM He ABIAOTCA. OHM OKa3bIBAIOTCA HANIMCAHHBIMMI

TpedecKNM MUHYCKYJIOM, KMPYJIUIAIEN MY BOBCe He IPeICTaB/IAIT CO00IT OYKBBI.

Kmouesspie cmoBa: Pyco, Codns KueBckas, riaronnia, snurpaduka, maneorpadus

B aroit crarbe cOOpaHbl M3BECTHbIE MHE CIy4ayu OIIMOOYHOI MHTepIpeTa-
LMY IpeBHEPYCCKUX HaJIMcell M PYKOMUCeil KaK COflep>KaliuX IpUMephl
MCITONTb30BAHMSI [TIATO/INYECKOI a30YKIL.

[peBHepycckue raarommyeckye Hagmucu-rpadduT OrpaHMIeHbl Xpo-
HOJIOTMYECKM ¥ TePPUTOPUAJIBHO: OHM OTHOCATCA TonbKO K XI-XII BB. 1
BCTpedeHbl TonbKo B HoBropone n Kuese. B Knese nsBectHO He MeHee de-
ThIpeX HaJINcell, 0 4eM ellle IOJ/ieT peyb HIDKe, B HoBropope >xe BblABIIe-
HO 55 (cM. cBOAKY: MuxeeB 2012 1 2015; I'mnnnyc/Muxees 2022).

XpoHonorus MpUMeHEHUs IaTONUIbl B PYKONMMCAX OXBaTblBaeT Bce
BpeMs CYLIeCTBOBAHMA NPEBHEPYCCKON NMChbMEHHOM Tpaguuun. I'maronnia
BCTPEYaeTCsA B BUJIEe BKPAIlJIEHNIT B OCHOBHOM TeKCTe IByX pykonucei XI B.,
B MHOTOYMCIEHHBIX CINCKAaX C emle ofiHoM pykonucu XI B., B OHOI PyKO-
nucu XII B., B 6epectanoit rpamote Ne 676 XII B. 1 B iByX pykomucax XV
Beka. EcTb Iyaronmmia m B TaK HasblBaeMbIX PYKONMCHBIX 3KCTPAaTeKCTaX.
MapryHanuu ¢ Iaronm4eckMm OyKBaMy MpeACTaBlIeHbl B CEMI PYKOIN-
csix XI-XV BB., @ HEaBHO I7Iaronuiia ObljIa BbIsBIEHA B KOTOQOHE OFHOI
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pyxonucu XV Beka.! Jlokanusyemble ipeBHEPYCCKIE PYKOTUCH C TJIATONU-
1iell IpenMyIeCTBEHHO POUCXoAAT u3 HoBropopckoit semn.

Bo mHOrmx pyxommucax, HaumHasA ¢ XII B., ¥ B HEKOTOPHIX HaJIUCAX
[aronuyeckue OYKBbI BBIIIOTTHEHDI C CYIIeCTBEHHBIMIU MCKaXeHusIMu. [1pn
9TOM BO MHOTHX C/Ty4asiX Mbl JIMeeM JIeJI0 CO CXOFHBIM 00pasoM MCKaXKeH-
HBIMI BapraHTaMy OYKB B PasHBIX IAMsATHMKAX. VI3 9TOr0 MOXKHO CHeIaTh
BBIBOJI, YTO JUL HAIIMCAHUA IJIATOINYeCKUX OYKB MCIIONb30BaNUCh TabIM-
IIbI COOTBETCTBUI MEX/Y ITIATOJIMYECKUMY U KUPYUINIeCKUMIU OYKBaMy, B
JacTJM KOTOPBIX HauepTaHMs OYKB ObUIM yoKe IlepelaHbl C IIOTPEIHOCTAMI.

IlepetifieM K ApeBHEPYCCKUM PYKOMMCAM M HAANNCAM, B KOTOPBIX OIIN-
0O0YHO BUAE/M I/IATO/IMYecKie OYKBBL.

I[TpescTaBIeHHBIl HIDKE IIepedeHb YIOPsAOoYeH O HOPSAKY Iy6mmKa-
LUJ HAyIHBIX paboT, B KOTOPBIX BBICTYIAIOT CIy4ayl HEBEPHOI angaBuT-
HOU aTpubynym. Ne1, 3-4, 12, 14 — 3TO IICEBJOIIATONMLIA B PYKOIMCHX;
Ne s — Hapmuch Ha MOHeTe; Ne 5, 9, — BeleBas snurpaduxa; Ne§ — Hap-
MIJCDh Ha CTeHe KMeBCKoit KupunmoBckoil epKBIL.

IIaTp m3 TpuHapLaTu caydaeB — Ne 6—7, 10-11, 13 — IIPUXOLATCA Ha
nsmanus Hapmucerr-rpaddutn cobopa c¢B. Codun B KueBe. 12-TOMHBI
Kopnyc epagimi Cogii Kuiscoroi Bpimyctun B. B. Kopunernko (Kopaienko
2010a-2020)% B KOHIIe 2024 T. 6bII OTKPBIT CAIIT, T/Ie Pa3MelleHbl M3TOTOB-
JIeHHble coTpypHuKaMu [éreboprckoro yuuBepcutera 3D-mMoznenu, oprodo-
torpaduu 1 MHask JOKYMEHTALMsI, TO3BO/IAIONAS IIPOU3BOAUTD IIPOBEPKY
yrenuit uspareneit’. Huxe rpadduru Coduu Kuesckoit HymepymoTcs c
mobasneHyeM puMcKux nudp gacreir 1 TomoB Kopmyca Kopauenko. Tak,
Ne X2—288 o603HayaeT Hajmuch Ne 288 BO BTOPOM TOMeE JIBYXTOMHOI 10-I1
yactu Kopmyca.

B Codun KmeBckoil ecTb deTbipe JOCTOBEPHBIX INIATOMMYECKUX HAf-
mucu. YecTb OTKpBITMA ABYX U3 HUX, KpaTKux Hagmnmceln NeIV-8a u
IX-13a, DpUHALIEKUT OZHOMY U3 MIOHEPOB [PEBHEPYCCKON ammrpadu-

1 06 srom konodoue cm. PegoroBa 2001: 502; Moposos 2013: 10; [puuerxo/IloHapsnos
2021: 12-13. O6 OCTaNIbHBIX CTyYasx AaeT mpefcTaBieHre 063op CrepaHCcKuit 1929: 58—67.
O rnaronuue B Xpuctuxononbckom anoctone XII B. u gpyrux pykonucsax Tonkosoro
aIoCTO/Ia CM. B KOHI[€ OCHOBHO YaCTV JTAHHOII CTaThU.

2 Cwm. peuensum: BoOGpoBckmit 2010, ¢ XapaKTepHbIM HasBaHUeM «bBpemm B KopIiryce»;
BobpoBckuit 2012.

3 https://saintsophia.dh.gu.se (18.04.2026)
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knt — C. A. Boicoukomy (1966: 41, 52, Tabn. IX: 2, X: 2, XVII-XVIII), Hagnu-
ey Ne 1I-1460 m Ne VIII-5453 ObUIM BBIAB/IEHDI U OIYO/NMKOBaHA KOpHI/IeHKO4.
Hannuye rmarommyeckux OYKB B ellje 4eTbIpeX HaAINCAX, ONMyOIMKOBaH-
HbIx KopHueHko B 2010 1 2013 rT. (Ne I-918, IV-2236, IV-2762 u IV-2773), MHe
IOKa He YAa/IoCh pOBepuTh: poTorpaduyt B U3NAHMIX OCTAB/AIOT JKeIaTh
MHOTO JIyYILETO, a 3D-Mofen moBepXHOCTEN ¢ STUMM HAJIUCAMHA elle He
ObIIV BBUIOXKEHBI B OTKPBITHII TOCTYI HAa MOMEHT 3aBepIleHI A paboThI HaJ

3TOM CTaThell.

Nei

PaHHWMIT CTy4aill OMIMOOYHON MHTEPIpPETALUM JPEBHEPYCCKOTO MaMSITHU-
Ka IIJMCBbMEHHOCTM KaK COIepIKalllero IIpMMephl JCIIOIb30BAaHNUA IJIaTONN-
YyecKoll a3byKy HaXOfuM B Kaaccudeckoir padore M. H. Cnepanckoro o
Taitnonucu’. ViccnenoBatenb oTMedaeT, 4TO B 6OTOCTYXeOHOI pPyKONu-
cu PTAITA, ¢. 181 (6ubmmorexn MTAMMI), Ne 626 mocn. 4eTB. XV B., Ha
1. 79, B 1-M CTOJIOLie, TIPEICTaB/ICHbI ITIATONMYecKass OyKBa ¥ U «BIIEPEMEK-
Ky Ipedeckiue OYKBBI ¥ Ha TPEYECKNUIl MaHep CKPYITIEHHbIE KMPYIIOBCKIe:
“Bb cpefoy Gmaskensl r1a B *» (CriepaHCKuMit 1929: 66, 68, C IPOPHCOBKOIA).
ITepBast 6yxBa IPOLMTUPOBAHHOIO MCCIefoBareneM (parMeHTa AENCTBU-
TE/IBHO BBIIIAAMT KaK ¥ (8) C LIMPOKOIT JYXKOJ, KaK B CaMbIX PaHHVX Ia-
MATHMKAX ITATOMUIIBI, HO 9TO He IIaronmyeckas 6yKBa, a MOMO>KeHHas Ha
60K (moBepHyTas Ha 90° IPOTUB YACOBOIL CTpenku) Oyksa 8 / B U3 CKoOpo-
mucu XVI B. — 6; cp. 6YKBY p B CIefyIolieM CI0Be, KOTOpask IepeBepHyTa
Ha 180° °. Toil ke PasHOBUIHOCTBIO TAIHOMNICHU, C TAKOil JKe TepeBepHy-
TOI 6YKBOII p, HATIMCAHBI TTOCTIE{HIE [IBA CTTOBA HAa 060POTE TOTO XKe JIMCTa:
«CBKpOyIIeHOY AiIoy» (79d52).

4 Kopuienko 2010b: 72-73, 194 (tabn. CIX: 4); KopnieHko 2018: 156, 338 (tabn. CLXVIL: 1).
B uspannm vapnucu Ne VIII-5453 KopHyeHKO BEpHO OIO3HAHBI TOJIBKO TPU U3 JECATHU IIaro-
nmdeckux 6yks. [lonpaska K o101l Hagmucy GyieT JaHa B OTAE/IBHOI paGoTe.

5 51 He BK/IIOYAIO B 3TOT 0630p HeOpasyMeHue, CIyIMBILeecs ellle Ha 3ape U3YYeHUs JpeBHe-
pyCCKOI‘/.I pyKOHMCHOi{ TpaJ:U/I]_U/[]/I, Korpga pa3}:[eT[I/[TeIH)H])Ie erCTI)I B KI/IpI/IHTII/I‘{eCKI/IX pyKOHI/I-
CsIX BOCIIPYHIMA/IACh HEKOTOPBIMIL MCCIEHOBATE/IAMI KaK I7Iarojmdeckue 6ykssl + (a). Cp.
crrydart Ne 13 HypKe.

6 Jl06aB/0, 9TO B KOHLjE 9TOjI TAJIHOMICHOM 3aIICU CTOUT 9ICIIO “€* ‘5, a He -6 2: 66 cpeds -
6nalpicerl - anac-é- (79a8-9).
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Ne 2

Beposrno, I1. . YepHbIX IpuHaAIEXUT IPeJIIOIOKeHNe O HaM4YUU IJ1a-
TOTIYeCKON OYKBBI & (77) Ha OFHOI M3 JpeBHEMIINX PYCCKUX MOHeT. B pas-
Iere O PeBHEPYCCKOI MUCHbMEHHOCTI OH ITIYXO COOOIIaeT: «yIpoleHHOe
IJIaTONIMYecKoe 71 U3BECTHO Ha OJHOI M3 MOHET BpeMeHU KH:A3A Bragumu-
pa CearocmaBuda» (YepHbIx 1951 134). «B. JI. dHun ykasan sto JI Ha 30-
JIOTBIX MOHETaxX B HAJINCH ,,Bragmmup Ha ctome” (B 060UX CIOBax); OHO
TOXKe JIMIIEHO TaM KonedeK», — mumreT M. H. Tuxomupos, passuBas aTo
HabrofieHne YepHbIX B CBA3K C Apyroit Hapmuceio (TuxoMupos 1953: 46), 0
KOTOPOJI IOVJIeT pedyb HyKe 1of Ne 5. BosmoxxHO, YepHbix u fAHUH uMmenn
B BUAY 31aTHUK Ne 3 1o HyMepauuy M. I1. CoTHMKOBOIL: Ha HeM OyKBa 7 B
C/IOBe Crmosite UMeeT BUI A ¢ YATMHEHHOI TOPU30HTANIbI0 — C BBICTYIaMM
BJIeBO 1 BIpaBo BHU3y (COTHMKOBA 1995: 21). B mo6oM ciydae modru HeT
COMHEHMs B TOM, YTO MBI ¥IMeeM JIeJI0 He € IJIaroIn4decKkoil OyKBoiL, a ¢ Mc-
Ka)KeH)eM OCHOBHOTO HadepTaHusA OYKBBI 71 (C 3acedKamim) HErPaMOTHBIM
Ppe3YMKOM MOHETHOTO HMITeMIIeNIA.

Crepyrommue Ba CIy4as IPONCXOAAT U3 ONVCAHMA MepraMeHHbIX PYKOIIN-
ceit Ily6mmanoit 6ubmmorexu (HpiHe — Poccuiickoil HanMoHabHON 616/1N-
OTeKM), BhILIeAero u3-mop nepa 3. E. ['pancrpem.

Nes

Cornacno I'pancrpem, Bo ®ponosckoit Ilcantupu PHB, Frml2 1-71 mom.
XIV B. «B 3aro/10BKaX HEKOTOPBIX IICAJIMOB BCTPEUYAIOTCS IJIarO/IMYecKue
Oykse» (I'pancTpeM 1953: 51). [IpoBepka [0 PyKONIMCH MOKA3asa, 9TO B KU-
HOBapHBIX 3aroJIOBKaX ABYX IIcanMmoB, Ilc. 5 (1. 127) u Ilc. 14 (1. 299-10),
TIpeJicCTaB/IeHa TallHOMMCD, HO 3Ta TafHOMUCh COBCEM He IOXO)Ka Ha I7Iaro-
nmdeckoe MucbMo. Henmb3s MCKI0UaTh, YTO O Hell IIjIa pedb y)Ke B IepBOM
onucannu Oponosckoit ITcantupu: «c 3acTaBULIAMU 1 HAYa/IbHBIMU OYKBa-
MU, COCTaBlIEHHBIMM 13 apabeckoB» (OmeHnH 1818: 50).

Ne 4
B ommcanum mpomora Ha ceHTA06pbckylo momoBuHy roja PHB, Fal.48
1431-1434 IT. I'paHcTpeM yKasbiBaeT: «Ha J1. 255 momera 1456 T., HalMcaHHAas
rpedeckumy OYKBaMu, TalHONMCHIO M raaroiuuer» (IpaHcTpeM 1953: 64).
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Meny TeM, IJIarOIMIIBI B 9TOJ TalfHONMCHOM 3alMCK C TPEYeCKUMMU 6y1<—
BaMu HeT, ee pacuindposky cM. CriepaHcKuii 1929: 69”.

Ne g
M. H. TuxoMmnpoB co cCbIIKOM Ha MHeHMe A. B. ApIIXOBCKOTO TPaKTOBasI
3HAK Ha JIePEBSIHHON KPBIIIKe OOYKM 13 HOBTOPOACKMX PACKOIOK 1951 T.
(mecto xpanenys: Hosropopckmit myseit, Ne KIT 46515/174) kak rmaronnde-
cKkylo 6ykBy ¥ (TMxoMupoB 1953: 46, Tabl. mocie c. 46, Ne 3), a BCIO Haj-
MICh — KaK CIOBO ¥¥Hb <MEHb> ‘HamMM. MeXJy TeM, BO-TIepBbIX, 3HaK
Hepef Hb He TIOX0XK Ha ITIaTONMNYeCKYI0 OYKBY U BBIIJIAAUT KaK MOHOTPaMMa
U3 KUPWIIN4ecKux OYKB m u n, rie T kax 6bI BOTKHYTa B I1, @ BO-BTOPBIX,
C/leBa OT 3HaKa 4nTaeTcst Oyksa o. CripaBa U BbIIIe HA/IVCY BBIPE3aH KPeCT.

Ecnmu Hapmmep OblTa MOHOTPAMMOI, TO €€ CIefOBamo Obl YUTATh
Kak Yom<i>n<i>Hv wmm *on<?>m<?>Hvo. B TakoMm cmoydae OYKBEBI
-Hb TIPEAIIOYTUTENIbHO TPAKTOBATh KaK WCXOJ JWAIeKTHON (OPMBI
HPUTSKATENbHOTO IPUIAraTe/IbHOTO Ha -uHe (= HaJiUaIeKTHOMY -UHD)
¢ addexrom 6bITOBOI MeHBI e > bv. Ilo mpepmonoxennio A. A. Tnmnmnyca
(ycTHOe coobuieHMe), TaKoe NpuUIaraTe/IbHOe MOIIO OBITH 0Opa3oBaHO,
Harpumep, ot umeHu Onyma, a B KadeCTBe IOfPAa3yMeBAEMOrO CIOBOM
<ONYTUHD> OTPEJeNIAEMOTO CYIleCTBUTENILHOTO MOITIO BBICTYTIATH Meds°.

C npyroit CTOpOHBI, Heb3s MOTHOCTHIO UCKITIOYATh, YTO CTPAHHBIN 3HAK B
HAJIIINCY SIBJIAETCS He JIMTATYPOIl MU He TOJIBKO IUTAaTypPOit, HO ¥ TaMIoit —
MHAMBUAYaTbHBIM 3HAKOM COOCTBEHHOCTI. DTO IIPEIIOI0XKeH e TPEKPACHO
codeTaercs C mpefHonoKeHneM [nnmmyca o ToM, 4To 60YKa copepkaa
Mef], TaK KaK HeI[PEMEHHBIM aTpUOYTOM [JPEBHEPYCCKOTO GOPTHUMKA OBIIO
TaK HasblBaeMoe O60opTHOe 3HaMA (cM. XopyxeHKo 2007). Takum ob6paszom,
BecbMa BePOATHO, YTO Iepefi Hamu Haamuch 6opTHuka XIII B., BKMovaromas
B ce6s1 ero 6OPTHOE 3HAMSL.

7 Bmpouem, Ha cocenneit cTpannie CriepaHCKMii HEKPUTUYHO TPAKTYeT KaK ITIArO/MMYecKiue
GyKBbI B Ipyroit 6orocmysxe6Hoit pykomucu XV B., 0 4eM yiKe IIJTa pedb MOJ Ne 1 BbIIle.

8 BO3MOXHO, 3TO MPEANONOKEHHE MOXKET OBITh B OyAyIIeM IIPOBEPEHO ECTECTBEHHO-
Hay4IHBIMH MeTogamu. (S mpu3HateneH 3a 5To coodpaxenue O. 1. XopyskeHKo).
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Ne 6

C. A. Boiconkuit o6patun BHuMaHue Ha ¢uUrypy Ha ogHoit us cren Codun
KueBckoit 1 0OTMETHIT ee CXOICTBO C OFHOI 13 OYKB XOPBATCKOJ IIaTOJIAIIbI
(Boiconxuit 1966: 37, Tabn. IX: 3). BepositHo, Beiconkmit mogpasymesan
raronudeckyto 6yksy Ofl (), xots durypa B coduitckom rpadpduro nmeer
C Helo Ype3BbLIUATHO OTAaZeHHOe cXoicTBo. Kak mokasan B. B. Kopunenko,
ata ¢urypa ABnfgeTcA ocTaTKkamMm caoBa [ B Hadaje INPOCTPAHHON
xupwndeckoit Hagnucu Ne VI-6a XI-XII BB., BBIIIOJTHEHHON MalbIMU
MHMLMAaIaMI — ABOVHBIM KOHTYpoM (KopHieHKo 2015: 141, 379 (Tabn. CCX-
1X)).°

Ne 7
MHe ysxe puxofuaoch mucath o Hagmucu-rpadduro Ne X -288 Ha dpecko-
Boit Tykarypke XI B. Ha xopax Codun Kuesckoit. C. A. Bpicouknit ynran
spech Iempo(8)e | %--v (Bbicoukuil 1976: 128-129, 434-435 (Tabn. CLXI-
CLXII)), a B. B. Kopuuenko — yxa | ITempo | swsee Tucas Ilerpo {poky}
6583 (1075/1076) (KopHi€HKO 2009; 2014: 37-42; 2020: 143, 326 (Tabm.
CLXVIII); cM. puc. 1 HIDKe).

Puc. 1. Codmitckuit cobop B Kuese, napmics Ne X -288, mo Koprienko 2020
B cratbe 2010 T. g yKasan Ha HajauMuue crpapa oT Hapmucu Ne X -288 mso-
6pa>1<eH1/m IIpOOBETIIECTO KpeCTa, MadTa M IIEpEKIagHa KOTOPOTo (§)30071

IIpOoY€pYE€HDbl TaKVM o6pa30M, YTO BUHBI ceifyac He BIIO/THE YeTKO, WU

9  Cp. https://saintsophia.dh.gu.se/viewer/?q=114-27/3483 (18.04.2026).


https://saintsophia.dh.gu.se/viewer/?q=114-27/3483

IIcesdoenaezonuya Ha Pycu 233

ObIIV IOYeMY-TO CVJIBHO 3aTepThl. S IPeIOXKIIT YUTATh B HA/IIIVICU TOIBKO
nBa cnosa: Ilemplo yrs, Tie 6YKBBI BTOPOIL CTPOKM (BY/15) COOTBETCTBYIOT
%-- BoIicorkoro u s&#3 Kopuuenxo. To, 4To 06a usparens unramym kak 6ykBy
%, B MOeJl TPaKTOBKe OIIpefie/IsieTCs KaK HIDKHSA 9acTh M300paskeHNs TIPo-

nBeriIero Kpecra (Muxees 2010: 101-102; CM. PUC. 2 HIDKE).

Puc. 2. Coduiickuit co6op B Kuese, naamich Ne X -288, mo Muxees 2010

Vsy4eHne BbBINONHEHHON [€Te6OPICKMM YHMBEPCUTETOM ILU(POBOI HO-
KYMEHTalMM IIOBEPXHOCTU CTEHbI C HAJINUCHIO N X2—28810 TIO3BOJSET [I0-
MOMTHUTD 9TU HabofeHs1. Bo-1epBhIX, MI0Xast BUAMMOCTb U300paXkeHn st
KpecTa, IO-BUANMOMY, OOBACHACTCS TEM, YTO OTHOCAILIECS K HEMY IITPHU-
X1 OBI/IM 3aIIIAK/IEBAHBL: O IIIAK/IeBKe BEPTUKATbHON BEIOOMHBI CIIpaBa OT
TOrO, 4TO 00a M3faTes HAIICH TPAKTOBAIN KaK 0, coobijaet KopHueHKo
(KopHieHko 2014: 38). Bo-BTOpbIX, Haj GykBoit e B uMeHn Ilemp|s BUSHBI
IBa IITpuxa, NpuHATBIX KOopHUEHKO 3a OYKBY W, XOTA OHUM MMeIOT Bup V.
B-Tperbux, npasee, Ha TOJ K€ BBICOTE, HAaJl OKOHYAHMEM JIEBOIL JIOIACTH
KpecTa TOHKO IpodepdyeHa ¢urypa B Buje OYKBBI & MHOTO HauyepTaHNUS,
4yeMm ABe OykBbl » B Hapmucu Ilerpa. CreBa oT 9T0It 5-06pasHol Hurypst
BUJIHBI ellje HECKOIbKO TOHKUX mTpuxoB (6ykBa x mo KopHuenko). Mexpy
V-00pasHbIMM IITPUXAMU C/IEBA M 3HAYUTEIBHO TOHBIIE TPOYePIEHHBIMU
HITPUXaMU CHpaBa OCTaBJIeH «I1pobey» B 1,2 CM. [I/1s1 JOCTOBEpHOI MHTEP-
IpeTalyy BCeX STUX «IMIIHNUX» IITPUXOB TPeOYIOTCS [OIOIHIUTE/IbHbIE Ha-
TypHBbIe UCCTIeIOBaHNU .

10 https://saintsophia.dh.gu.se/viewer/?q=208-23/926 (18.04.2026)
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Ne 8

Hapnucp Ha dpeckoBoil mITyKaTypKe B MHTepbepe KueBcKoi Kupuimos-
ckoit nepkBu (Ne 395 Mo HyMepaLuy BBICOIIKOTO) COCTOUT U3 ABYX 4acTell:
CleBa IpodYepyeHa reomerpudeckas ¢urypa B Buje OYKBbI A C LIMPOKUM
HOKPBITHEM, a CIIPaBa OT Hee B [IBYX CTPOKaxX BBIINMCAHBI IO Tpu (?) OYK-
BblL. CoracHo Beiconkomy, «mepBast 3araBHast OykBa <T. e. GUrypa ciesa —
C. M.> [...] umeer 6onplnne pasMepbl M IIO CBOeil Ipadyke HaIlOMUHAeT
IIarojmnyeckyio 0yksy M. B orimdne oT mociegHert HY>KHUE YacTH OYKBBI
3aKaHYMBAIOTCA He IeTeJIbKaMl, a Kproukamu. He MCKIIOYeHO, 4TO pac-
cMaTpuBaeMast OyKBa SIB/ISETCS CTMIM3ALIMEN TPEYeCKOro MUHYCKY/IBHOTO
»MIO“», — OTMeYaeT MCCIIef0BaTe/Nb, TOOABIASL, YTO TEKCT HAIUCH He YMTa-
eTCsI U3-3a MOBPEX/IeHN T ITyKaTypku (Bercorkmit 1985: 97, 126, Tabm. LIV:
3). B cBoI0 ouepenp KopHreHko cunTaeT MHTepecyouyo Hac purypy Oyk-
BOJL /1 ¢ OKpBITVeM U maTtupyet ee cep. XVI — xonunom XVII B. (KopHien-
KO 2021: 116, 346 (Tabm. CXXXVTI: 3), N 356), a HafnuCh CIpaBa OH YUTaeT
Kak 718---|emx, ¢ Toii ke gatuposkoii (Tam xe: 116, 347 (Tabn. CXXXVIIL: 1),
Ne 359). S HesaBmcumo usyumn A-obpasHyio ¢urypy B 2010 ropy. Haryp-
Hoe obcrefoBaHye u usydenue ¢ororpaduit Bercorkoro n KopHuenko mo-
3BOJIAIOT VICK/IIOYNATD BEPCUIO IIEPBOrO M3JATeNs, BUAEBIIETO 3eCh YTO-TO
Hoxo)xee Ha 8 (m): y ¢purypsl B Hagmucy Ne 395 eCTb Te XKe TpU IPSAMBIX
JIVIHUY, HO HEeT HJ OFHOJ 13 YeThIPeX MeTe/Ib ITOJ ITTaroIN4ecKoil OYKBEL.

Ne g
Ha mmdeprom mpsicnuiie, HaliIeHHOM B CjI0€ 1-if mol. X B. IPYU PacKoI-
kxax E. H. HocoBa Ha PropuxoBom lopogume, Hocos n T. B. PoxxgecTsen-
CKas BURAT IIaronndeckyio 0ykBy & (= ) (Hocos/PoxxnecTBeHcKas 1987).
B feficTBUTENbHOCTY K€ Yy HaC HeT HMKAKUX OCHOBaHMUII CUMTATh IITPUXU
Ha ABYX IPAHAX OMKOHMYIECKOTO IpsCINIla OYKBEHHBIMY 3HAKaMI, a He Op-
HaMeHTaIeil.

3mech crefyeT chenaTb ABa OTCTYIUICHMA.

B 1996 1. B KpaTKoJl 3aMeTKe O 3ara/louHOll HaJIMUCc/ Ha KaMEeHHO I/IN-
Te 13 Bacunbesckoil nepkBu Bo Brapumupe-BonbiHckom PoxkpecTBeHcKas,
He faBas HaJMNUCU HMKAKOTO MpoYTeHMs, nucana: «Ilo-BugnuMomy, pesdunk
HAJIICH OPMEHTMPOBAICS HA I/Aronndeckoe mucbMo» (PokmecTBeHCKas
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1996: 90). Hukakux 0BOJIOB B IIONb3y 3TOTO MHEHNA VICC/IENOBATeTbHNUIIA
He TIpUBera.

YKaxky Telepb Ha TpU He[OpasyMeHMsA B 0630pe mmarommisl Ha Pycu B
kuure C. ®panknnHa. Bmecto pykonucu Ne 306 mo CK XI-XIII 1984 uccrne-
JoBaTeNb yKasal Ha pyKomuch Ne 289, a BMecTo pykomuceli Ne 50-60 — Ha
, Tiep-
Basi JKe OOBSICHSIETCST CJIOKHOI HyMeparueit pykorvceir B Cobpanun ¢uH-

Ne 56-60." Bropas s atux omm6oK ABNAETCA MPOCTONl OMeYaTKoii >

nsaHAcKux orpeiBkoB BAH: cOopuuk noyuenuit XIII B. ¢ mmarommdeckoi
mapryHanyeir (Ne 306 mo CK XI-XIII 1984) nmeer mudp BAH 4.939 u Ne 40
B Cobpannn OUHISHACKAX OTPHIBKOB, a pykomuch Ne 289 mo CK XI-XIII
1984 — aro ITapenecuc Edpema Cupuna BAH 4.938 (Ouur. 39), To ecTh B
mdpax 0benx pyKOIMCeil ecTb IMCIo 39. TpeTbell OUIMOKOI SB/IAETCS yKa-
sanme Ha Ne 457 mo CK XI-XIII 1984 (Franklin 2002: 96 (fn. 48); ®pauknun
2010: 174 (mpyuMed. 48)), xots 3Ta pykonuch, «Oxroux Tomuua» (I'VIM, Mys.
2881), SIBIAETCA He JPeBHEPYCCKOIL, a I0XKHOCIABIHCKOI (cM. 0 Heil Typuios
2000: 589).

Ne 10
B. B. KopH1eHKO yKa3aI Ha CXOACTBO 3Haka B Hapmucu Ne I-985 nz Codumii-
ckoro cobopa B Kuese ¢ riaronndeckoit 6ykBoit a (= m) (KopHieHko 2010a:
78, 253 (Tabn. CXXV: 1)). DTy TpaKTOBKY HUKAK HeJIb3sl MPUHATD. /1160 me-
peJ HaMJ PUCYHOK, n60 ke narnHcKas 6yksa L, BoucanHast BHYyTpb A-00-
pasHOI QUTYPEL

Ne 11
Hapmucp Nell-1200 6buta IpounTaHa TeM >Ke MCCIefoBaTe/ieM Kak
#[99]xBa9 | ...Ak..., C 3aIMCAHHBIM ITIaronuueil uMeHeM Peodoyns B 1-il

CTPOKE VM KMPWIIMYECKMM IPOJO/DKEHUEM BO 2-if, 1 marupoBana XI-XIII
BB. II0 IPUYNMHE UCTIONb30BaHMs B Helt riaromnisl (Koprienko 2010b: 13-14,
101 (tabm. XVTI: 1); cM. puc. 3 HIKe).

11 Franklin 2002: 96 (fn. 50, 51); 2010: 175 (mpumed. 50). Ha oTCyTCTBME IIarONNUIbI B PYKOIN-
csix Ne 56-58 11 289 ykasan B cBoett perjensuu P. Maptu (Marti 2004: 440, fn. 6).

12 B pycckom mepesome kuury ®paHkimHa sTa onedarka ycrpaHeHa (PpaHKIMH 2010: 175,
mpuMed. 51).
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Puc. 3. Coduiickuit co6op B Kuese, Hagmucs Ne I1-1200, o KopnieHko 2010b

IIpy ocMOTpe HAAINCH B 2010 I. MHE YAAJIOCh TOTIBKO YOEAUTHCS B TOM, 4TO
OHA He SIB/IETCS IJIATO/IMYECKOll, HO He MOMYYMIOCh IIPOYeCThb ee, OfHa-
Ko 1o oprodoTtorpadum, BbINOTHEHHOI [éTeboprckum yHuBepcuteTom ',
BU/JJHO, YTO B JEMICTBUTENBHOCTY 1-51 CTPOKA BBIIIOJIHEHA IIO-TPEYECKIL:
®e0d0poo [op]-[o] ‘Deomop ...” (cM. puc. 4).

Puc. 4. Coduitckuit cobop B Kuese, Hapmucn Ne I1-1200,
110 oprogororpadun [éTe60prcKoro yHnBepCnuTeTa, ¢ MpOPUCHIO IEPBOTO C/I0BA

BeposTHo, mpuumHOil omy6ky KOpPHUEHKO CTajlo CXOHCTBO MMHYCKYIIb-
HOJI TUraTypsl 80 C I1aTO/IM4YecKoit 6yKBoil & (0). YCTaHOBUTD, HAXOLUTCA
7V HYDKe KaKoe-TO MHoe rpadpuTo may CKOIIeHue CIydYaiiHbIX IITPUXOB,
moka He ypaercs. Ilo ounenxke A. 0. Bunorpagosa, Hafgmuch 6pi1a BBIIOTHE-
Ha B XI-XIII BB.

Ne 12
T. CnaBoBa coobmuia 0 HAIMYUM B PYKONMCK APXMBCKOTO XpoHOTpacda
koHIja XV B. TpeX ITIaronnyeckux 6yks: &, @ u © (PTAIIA, ¢. 181, Ne 279/658,
229d40, 231¢16, 248b40, CraBoBa 2011: 5). [IpoBepka mo ¢oTokomMM pyKo-

13 https://saintsophia.dh.gu.se/viewer/?q=111-06/582 (18.04.2026)
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MJCY TI0Ka3ajia, 4TO 9TO He ITIarONMYecKMe, a IpedecKyie MUHYCKY/IbHbIe
6yxBbI O, P U T, KAKOBBIE YaCTO MCIIONB3YIOTCA B PYCCKUX PYKOIMCAX 9TO-
ro BpeMeHn. Ha nmcrax 229 u 248 rpedeckye 6yKBBI YKpalaloT HIDKHIE
ctpoky cronbuos. Ha omnbky CraBoBoit He3aBucumo ykasan A. M. BpyHn
(Bruni 2025: 115-116).

Ne 13
B. B. Kopauenko untaer B nociepseir crpoke Hapnucyu Ne VIII-5736 B Co-
¢uu KneBckoit clOBO +MiH®, C IIArONIMYeCKONl HadyaIbHOIL GYKBOIL + (d), Ofi-
HAKO, CyIs II0 BCEMY, MBI IMeeM JIelI0 C KPecToM, IpoLjapanaHHbIM 3[eCh
OBEPX KMPWITNYeCKOit 6YKBbI a'?,

Ne 14
Ownbxy Cnasosoit (Ne12) mosropun Y. Denep, KOTOPBII IPUHAT Ipede-
CKJle MMHYCKy/IbHble OYKBBI 3a IJIarOJM4YecKue B pykommcu JIsmaparzma
2-11 mort. XVI B. PTB, MIIA (. 173/1), Ne 46 (Depep 2016: 415, mpumed. 9).

O6parumcsi, HaKOHel], K [aHHOJ aBTOPOM 3TUX CTPOK OLIMOOYHON MH-
TEpIpeTALUN [[PEBHEPYCCKOTO IMAMSITHMKA IMCBMEHHOCTV B KadecTBe
IpyMepa VCIIONb30BAHMsI IIarOIMYeckoit asoyku. B ammapare XpucruHo-
nonbckoro amnocrona XII B. MCHOMb30BaHBI TIArOMMYecKye GyKBbI, B 4acT-
HOCTY JiecATb GYKB B a36y4HOI MOCTEOBATeMbHOCTI . DI 6yKBbI GbITI
Ha3BaHBl MHOI «(ppParMeHTOM APEBHEPYCCKOTO [IATOMNYecKOro aberiesa-
pust» (MuxeeB 2021: 246). Bipodem, OTCyTCTBIE APYTUX AOKA3aTeIbCTB ObI-
toBaHus rmaromunsl B FOro-3amagHoit Pycu u mcKakeHMst B HauepTAHUN
HEKOTOPBIX IVIATO/IMYeCKNX OYKB B XPUCTMHOIIOIBCKOM aIlOCTOJIE [T03BOJIS-

14 B nenom B Hapmucu Ne VIII-5736, oTHOCMMOI m3farenem ko 2-i tperu XII B., BMecTo T
nomos[u] pa6foy] | ceoemoy [X]eedo[plo[y] | #MiHb HPeNIONOKUTEIBHO BOCCTAHABIIBAETCA
cnenyrompit Texct: I nomos[u] paboly] | ceoemoy Belnemu](poy) | [a]lm[u]no” Cm. Kophien-
KO 2018: 483-484, 601 (Tabm. CCXCIIIL: 1); https://saintsophia.dh.gu.se/viewer/?q=118-02/1887
(18.04.2026)

15 OKOHYaHWe I7IaroNM4YecKoil asbyKu, MCIOIb30BAHHON B mpoTorpade XpUCTUHOIIONIBCKOTO
amoCTONMA JyIsi BBIHOCHBIX 3HAKOB JUISI CXO/IMIL, PEKOHCTPYMPYETCS] HA CETONHAIIHMIL [IeHb
CTIEAYIOIIM OOPA3OM: V & LWl & 9 9 A JP 4€ 3€, TO €CTb 1 Y U4 Uj b b 1 10 LK 4, C YIPOIIEHHBIM
BapMAaHTOM IIaromuisl (cp. MuxeeB 2024). B peKOHCTPYKIUN, HPEICTABIEHHON B CTAaThe
MuxeeB 2021: 254-255, ellle He MOI/Ia OBITh y4TeHa KPAaKOBCKAst 4aCThb PYKOIVCH, HallleHHAs
C. Bonouterko (Voloshchenko 2022: 43 (fig. 2), 45 (fig. 4), 71).
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10T IIPEIIOKUTD MTHOE O6’b}ICH€HI/Ie X IIOABJIEHNA B aIlllapaTe CJIaBAHCKOI'O
nepesopa ToMKOBOTrO arocrona. ABTOp rpedeckoro opurutana, eopumakr
OXpupcKuii, M3BeCTeH TaKXe J KaK aBTOp Holleflurero o Hac IIpocrpaH-
Horo >xurtusa Kimumenra Oxpupckoro (mogpo6Hee cM. VIBaHOB 2000: 42-45).
B atom Tekcre Peodumakt BocxBanser Medpopns n Koncrantuna un coob-
maer 06 m3oOpeTeHMM MMU CIaBAHCKOI asbyku (cm. IIpoctpannoe XKu-
tue Kinmmenra 2000: 167 u zip.). CiemoBarenpbHo, NPUBIeYb [TTarONMNYeCKmit
a)'I(l)aBI/IT J19)571 HyMepaI_U/H/I CXONUI B I[pyI‘OM CBOEM COYMHEHMIN MOTI I CaM
DeodumakT MM MUCIHBI €T0 KaHLenApun. Takum o6pasoM, HaleXHbIe OC-
HOBAHNUA CYMTATh MCKA>KEHHbIE ITIATONMYecKye OYKBBI B CIIMCKAX CIaBsH-
cxoro nepesofa ToNKOBOrO amocToIa JOKa3aTe/IbCTBOM PACIpPOCTPaHeHUs
TJIarO/INIIbI HA PYCI/I OTCYTCTBYIOT.

%%

B 3akmoyeHne gaM KpaTKuil CIHICOK TOTO, YeM OKas3amich (MHOT/A MpefIo-
JIOXKWTEIbHO) 3HAK!, HEBEPHO TPAKTOBABINNECS KaK [TIarONIn4ecKue OYKBBL.
B Tperu cmydaeB 3TO ObIIM IpedecKue MUHYCKYIbHble OYKBBL: B rpaddu-
to XI-XIII BB. (N2 11) 11 Ha cTpaHMIAX YeTbpex pykomuceit XV-XVI B. (N 1,
4, 12, 14). B rpadduro XI-XII BB. (Ne 6) 970 ObUIM KMPUUIMYECKIIE MaJIble
MHULIVANbI, Ha MOHeTe pybexxa X/XI BB. (Ne 2) — mcKa)keHMe KMpWIINYe-
CKOJ1 OYKBBI HETPAMOTHBIM Pe34NKOM, B ApeBHepyccKoit pykomucu XIV B.
(Ne 3) — TaitHOINCD, He MOXOXKas Ha rmaroauny, B rpadpduro XI-XII BB.
(Ne 7) — pmeranu M306pa>keHNs IPOLBETIIETO KPECTa 1 COCeTHel KVMPUIIN-
YeCKOIl HAfINCY, B HAJINCK Ha JlepeBsHHOI KpbIiike 604k (N 5) — 6opT-
Hoe 3Hams XIII B., B Hagmucu X B. (Ne 9) — opHameHT, B rpadpduro XII B.
(Ne 13) — msobpaskenue kpecra.'®

CobupaHye IpefTOXKEHHBIX MHOI0 IICEBJOTNIATOMYECKNX KYpPbe30B
ObIO BBI3BAHO M3yueHMeM ObITOBaHMsA rmaronunbl Ha Pycu. Ho ectb nmu
[07Ib3a B IIyOIMKAL[MY HOTYYMBIIErOCs MepevHs ommnboK 1 HaTsokek? Ha
3TOT BOIIPOC MOXXHO YBEPEHHO MaTb IOJIOKUTENbHBI OTBET B TOM CIIy-
4ae, eC/IU 3TOT IepedeHb ITOCIY>KUT IPefOCTePe>KeHUeM OT BBIIBIIKEHUA
IIPeAIIONOXeHN T 00 MCIIONb30BaHUM B M3Y4aeMbIX HaMU IJMCbMEHHBIX IIa-
MATHMKAX TaKUX an(aBUTHBIX CUCTEM, KOTOPbIE B HEJOCTATOYHOII CTEIIeHN

16 XapakTep ee AByX kneBckux rpaduru (Ne 8 u 10) ycTaHOBUTB MOKa HE YAACTCS, XOTS
TJIArOJIMYECKHX OyKB B HUX HET.
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NCCIENYIOTCA HaMU CIIEMAIbHO. Kaxk BBISICHAETCA, IPUHATD YTO-TO HE CO-
BCEM HaM ACHOE€ 3a 6yKBBI MaJI03HaKOMOM CUCTEMBI IIMCbMa OYeHb JIETKO U

co6/1asHUTENBHO. 17

Cmampos nanucana 6 pamxax npoexma Gonda Ppumuya Tioccena (Fritz-Thys-
sen-Stiftung) “Glagolitic in Rus’: An Interdisciplinary Study of East Slavic Bis-
criptality”.
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T'ennaouti 3envoosuy

Beunocts B mupuaeckom Tekcrte. [1atp manndecrammit

Pesiome: B crarbe paccMarpuBaeTcss CTPYKTypa BPEMEHU B JITUMPUYECKOM JIUCKYP-
ce. [TokazaHo, YTO JIMpPUYECKOe BpeMs CTPEMUTCA TPAHCLEHAMPOBATb CBOK COO-
CTBEHHYIO NPUPOAY ¥ MO KpailHeil Mepe B HEKOTOPBIX acleKTaX YIOZOOUTH cebst
BeqyHOCTH. OOCY)KHAITCS IATh CTPATeruil TaKoro yronobaenns. OHM 3aKTI0YaoT-
cs (1) B UMKIM3ALUM BpeMeH; (2) B OODBSABIEHNN MCTUHHBIMIU CPas3y ABYX KOHTpa-
IOMKTOPHBIX YTBEPXKMIEHUIT; (3) B «ONYCTOLIGHMU» BPeMeHM; (4) B KlacTepusalnyu
pedepeHTOB; (5) B MCIONb30BAHMY XapaKTEPUSYIOIMX TOT WIM MHON pedepeHT
UTEPATUBHBIX KOHCTPYKLMIL. Bce HasBaHHbIe IpMeMbl BCTPEYAIOTCA IIPEUMYyILie-
CTBEHHO B TeX (pparMeHTax IMPUYECKOrO TEKCTA, Il MIPOVCXOAUT OTKPBITUE IIaB-
HOJ VICTMHBI, U IOTOMY MOTYT CYMTATbCsSI M3BICKAHHBIMM MapKepaMyu IJaBHOTO

AUCKYPCUBHOTO ITaHa. BEIBOABI pabOTBI OCHOBaHBI HA aHA/IM3E 100 CTUXOTBOPEHMIL.

KiroueBrple cmoBa: MMpuyecKoe CTUXOTBOPeHMeE, QOKYC TMPUIECKOTO CTUXOTBOpe-

HUA, JUCKYPCUBHAA IPUBUJIETVIPOBAHHOCTD, BEYHOCTD, BpEMA

Csemnoti namamu I'puzopus Kpetionuna

1. IIpepucnosue

MOXHO AyMaThb, Cpeil CBOMX OCHOBHBIX Iie/lell CEMMOTHYECKas JeATesb-
HOCTDb YeJIOBeKa MMeeT ero NpMOMMKeHNe K BeYHOCTHU, TO eCTb BBIXOX 13
BpeMeHI B TaKoe, TOBOPs A3bIKOM biaskeHHOro ABrycTuHa (ABI'YCTHH 1991),
«MeCTO», Tfie 6e3 KaKoli-m1b0 AMCrapMOHUM, a TeM IIaye KOHTPaKLIY TIpK-
CYTCTBYeT BCe MBICTMMOE I I'ie ObITVe 0OpeTaeT CBOIO IPefieNIbHYI0 IOTHOTY.

ITo II. Pukepy (1998), B muTepaType Ba>KHENIINM MPOSBICHUEM 3TOI
TEHJEHIIMN CTAHOBUTCS CIOKETHOCTb. VIHTpura ApaMaTMdeckoro nubo
HApPATUBHOTO TEKCTA, BO-NIEPBBIX, COOMPAET OTHEIbHBIE COOBITIS BOEHU-
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HO, B Pe3yJIbTaTe Yero «OIUIOTHSET» BpeMs 1 COMIKAeT ero ¢ 6eCKOHEIHO
«EeMKOII» BEYHOCTBIO, BO-BTOPBIX K€, [JIOCTUTHYB Pa3BA3KI, IPUIJIAIIAET VTN
Take 3acTaB/IAeT MbICIEHHO ITOCMOTPETb Ha BCe IpONCIIefilee ¢ HOBOM
TOYKM 3PEHM s, YBUAETD €0 PeTPOCHEKTHBHO, a 9TO NPUJIAET XYJ0XKEeCTBEH-
HOMY BpeMeH, IOMVMO M3HaYaIbHOTO IOCTYIATe/IbHOTO, ellie 11 TOIIOTHM-
TETbHBIN TOIATHBIN X0,

B crarpe (3enpaoBuu 2025) oOpalleHO BHMMAaHMe Ha psij [IPUMEPOB,
CBUJETENbCTBYIOIMX, YTO aHAJIOTMYHBI (PeHOMeH OOHapyXuBaeTcsi U B
TEKCTaX IMPUYECKUX. BpeMs B HUX crTOCOOHO Kak OBl pa3aBayMBaTbCA U OT-
TOro 00OpeTaTh pajgyKaaIbHO 60JIee BHICOKYIO «COfIEP>KAaTeIbHOCTDY, €CII €ro
CTPYKTypa CO3MAAETCS Cpasy M TaKMMM KAHOHMYECKVMMI B HAHHON POIM
CpemcTBaMM, KaK IJIATO/MBI, U CPeACTBOM HEKAHOHMYECKMM, M3HAYATbHO
IJIA POJIU 9TOIL He IpefjHa3HAYeHHBIM: CYIIeCTBUTE/IbHBIMM, IIPUTOM He ab-
CTPaKTHOIT, @ KOHKPETHOM VIV BEIIeCTBEHHON CEMaHTUKIL.

Becomoe ydacTye CyljeCTBUTENbHBIX B CTPOUTENbCTBE TEMIIOPATbHBIX
OTHOIIIEHNMII OKa3bIBAeTCsI HE CIYYailHOCTBIO, HO ITTYOOKO OCMBICTIEHHBIM
KOMIIO3MI[MOHHBIM IIpyeMoM. Kak XOpoIIo M3BeCTHO, B CUIIy CBOEN YKaH-
POBOIT IPUPOABL TUPUIECKOE CTUXOTBOPEHME OOBIYHO ClIepBa MPeCTABIS-
€T HEKUII MPOKVMBAEMBbIIL aBTopOM1 OIIBIT, a 3aTeM, O/1arofiaps IOC/IeTHEMY,
MIPUXOAUT K OTKPBITHIO TOVI VIJIVI MHOM JOCTATOYHO BaXKHOIL, HEPEKO U MU-
POBO33peHYEeCK) KJII0YeBOJ VICTMHBI, BO MHOTMX CTy4asX 3acTaB/IsIoLlei
aBTOpa MEePeCMOTPETh CBOM B3aMIMOOTHOIIEHNUsS C XXM3HBIO 1160 ¢ c060it
camuM (CunbMmaH 1977). @parMeHT, Ifie UCTMHA HNOCTUTAETCS, CTAHOBUTCSA
IJIaBHBIM IUIAHOM, TaK CKa3aTh, POKYCOM TeKCTa, a IIpovue, SMINMPUIecKe
IO COfepXKaHMIO (PParMEeHTHI IIOTYYAIOT y>Ke IOfYMHeHHDI paHT (3eIbao-
BUY 2021). 3HAMEHATE/IbHO, YTO ONMCAHHOE BBIIIE «y/IBOCHVE» BPEMEHN pe-
TY/IIPHO COBEPIIACTCS IMEHHO B QoKyce (3ebIoBIUY 2025).

Ectb, OmHAaKO, IPUYMHBI AyMaTh, YTO Ha CAaMOM JieJie B CTPeMJICHUN
CONMMSUTD CBOE BpeMsI C BEYHOCTBIO JIMPUKA UAET TOPasfo Jajblie. 3mech
MBI XOTeu 6bI 060CHOBATD [IBA TECHO, XOTS U JUATIEKTUYECKM B3aUMOCBSI-
3aHHBIX Te3MCa.

ITepBbIit T€3MC 3aK/I0YAETCS B TOM, YTO COMVKEHVE BPEMEHU C BEYHO-
CTBIO MOKET IPOVCXOAIUTD He TO/NIBKO ITyTeM €ro, TaK CKas3aTb, YCIOXKHEHN,

1 KoppekTHee 6b1710 6bI TOBOPUTD He 06 aBTOPE, a O IMPUIECKOM I'epOe, OFHAKO 371eCh B ITH
TOHKOCTH yITyO/IATBCs He 06513aTe/bHO.
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€ro KOHJIEHCAILINM, HO M HA0OOPOT, TOT/a, KOTT[a OHO TePSIET CBOU MPOTOTH-
MMMYeCcKue CBOMCTBA.

Ha Bompoc, kakoBa Ipupoja BEYHOCTH, HPeIarajioch MHOXXECTBO OT-
BETOB. BEYHOCTh TpaKTOBamach Kak «MeCTO», Tjie TpeGbIBaeT Bor uam e
pe6bIBAIOT IIATOHOBCKME MIEN; KAK HAYa/IbHBII UCTOYHNK BPEMEH; KaK
HepBO3aMbIcel OBITUS, BO BpeMeHHU cebsi pa3BOpAuMBAIOLINIL; KaK Hens-
MEHHBIII ACHEKT B CYI[ECTBOBAHUV BPEMEHHBIX, IPEXOAS;IINX SIBIEHMNII, B
YaCTHOCTU, KaK e[MHOe U HEJBVYKHOE «HbIHE», 4Yepe3 KOTOPOe IPOTEKAT
HOC/Ie0BATE/IBHO COBEPLIAIOIMECs] COOBITUS, WM KaK MeTapu3ndeckoe
€IVMHCTBO BCEX 9TUX COOBITMIL; KaK MPUCYLIas MOMEHTAIbHBIM COOBITUSAM
UX aTeMIOPAIbHOCTD — TAK CKa3aTh, UX «HE3AIATHAHHOCTb» HA/IMYUEM
BHYTpEHHel TeMIIOPA/IbHON CTPYKTYPBL; KaK IPUHIUIINMATIbHAS HeMCUepIIa-
eMOCTb BpeMeHM, 6e3HaYaIbHOTO 1 HEIPEKPaTuMoro, u T. A. (Kymapacsamn
2017). K coxxaneHuio, Mbl He pacronaraeM XOpOLIVMY apryMeHTaMI, IT03BO-
UBIIMMY 6B HAM HPUCOESVHUTHCS K OLHON 113 Ha3BaHHbBIX [TO3ULINIT, VTN
BBIPabOTATh CBOK COOCTBEHHYIO, VIIM 110 KpaliHell Mepe yOemuThCst, YTo sic-
Hast fleUHMINSA 06CYX/[aeMOro KOHIeNTa Booble ocyijecTBuMa. Iloatomy
Hallle IPECTAB/IEHNE O BEYHOCTY 0OPEIEeHO OCTATHCS JOCTATOYHO PACIIIBI-
BUaThIM. TeM He MeHee eiBa /Iy IOMJIEKUT COMHEHMIO CaMO€e Ba)KHOE [
HAC 0OCTOATENBCTBO: TO, YTO BEYHOCTD SBJISAETCS BHEBPEMEHHBIM BMECTH-
JIAIEM BCEX MBICTMIMBIX ITOTEHIINIL, BCEX BOOOPA3UMBIX «TOTOBHOCTEI.

C 1pyroit CTOpOHBI, K/I0YEBOIT aTpUOYT BpEMEHNU SOCTATOYHO OIIpefierie-
HEH: 9TO B3aMIMOYIIOPsZ0YEHHOCTD, B3aMMOIIOC/IE[OBATEIBHOCTD TTOMeLIae-
MBIX BO BpeMs COObITHI?,

IToCcKO/IBKY JKe MeXXAy IOHSTHEM BPEMEHN 1 IOHSTIEM BeIHOCTI Hali-
110 He TOJIBKO pasjndye, HO ¥ TeCHellllee CPOACTBO U ITOCKOTIBbKY, BIOOABOK
K 9TOMY, BEYHOCTh — OJJHO U3 IOHATHII, O KOTOPOM Ue/IOBEYeCKasl MBICTIb
IPUBBIK/IA PACCY>KAATh MOYTY MCK/IIOYUTENBHO anodarndecku (BEYHOCTD
HeJIb3sl YETKO OIpefle/INTh; ee, Kak 1 bora, Henb3s O KOHILjA MMOCTUYb; Y
Hee HeT [INTEIbHOCTI; B Hell HeT Pas/Iudus MeX[Y efUHIIHBIM U MHO-
JKECTBEHHBIM; B HEll HET BVDKEHVS B IIPUBBIYHOM 3HAYEHUV CIOBa; B HEll
IPUMUPSIOTCS, B ONPEIETIEHHOM CMBICTIE MCUE3AI0T MIPOTUBOPEYNs; B Hell

2 TEPMI/IH cobvimue 6}7/:[6T JICIIONIb30BATHCA B IIMPOKOM CMBIC/IE. ITO He TONBKO COObITHE KaK
CKa4OK, Iepexo Mypa B HOBOE COCTOSAHNME, HO TAaKXKE UM MPOLECC, M COCTOAHNE, U B006U.le
nobas cuTyanus, KOTopas BO BpEMEHM MOXKET 6bITh JIOKa/IM30BaHA.
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HeT HUYero YaCTHOTO U OT/Ie/IbHOTO; Y Hee HeT IPaHMI] I T. II.), HOCTOIBbKY
eC/IY Pa3pYIIUTb WM OCTA0UTb Ha3BaHHBIN COOBITUIIHBIN B3aIMOIIOPSAMIOK,
TO BpeMs JO/KHO B KaKOJI-TO CTENeHY YIOZOOMThCA BEYHOCTH.

HecoMHeHHO, COOBITMITHDII B3aMOIOPSIOK B TOM WM MHOM acIleKTe
CTaBUTCs TIOJ YTPO3y y>Ke caMoil MPUPOROI MUPUIecKoro (oKyca, KOTo-
pblit TsArOTEeT K 06OOIIEHHOCTH, @ MHOTA AaXKe HaABPEMEHHOCTH, OHAKO
y 9TOJ TeH/IEHIMM MIMEIOTCSA 1 BIIOJIHE KOHKPeTHbIE, KOTMIeCTBEHHO-M3Me-
pyMBble IPOSABIECHNUA.

JleiicTBUTENBHO, BOOOpasuM cebe, 4TO HEKOTOPOMY BpeMeHM HpUJaH
He JIMHENHBIN, a UMKINIEeCKIUIT XapaKTep: OGUH M TOT >Ke Psifi COOBITMIL
MHOTOKPAaTHO HOBTOPSIETCS VMM C/IE[ICTBIE OFHOTO COOBITUS OOBSBIAETCS
BIOOABOK ellfe ¥ ero MPUYMHOI. ITO BpeMsi B KOHEYHOM CUETe OKa’KeTCs
BpeMeHeM MM(GOTIOTMYECKNM, KaK ObI cCOOMPAIOINM B cebe UCTOPUI0 MDA,
a TaKoe BpeMs HaBepHAKA B OJI3KOM POZICTBE C BEYHOCTDIO.

Jlpyroii, IpUTOM y>Xe pajMKalbHBIA, CIIOCOO «pasyloOpsAAOUNTb» Bpe-
MsA — 3TO NPUMEHUTENbBHO K COOTBETCTBYIOLIEMY MHTEPBANTY yTBEPXK/aTh
Cpasy ¥ UCTMHHOCTD, ¥ JIOXKHOCTb KaKoii-To mponosuiun. O4eBUIHO, eCIn
YYMUTBIBATh He TPONEMYeCKMil, HO MMEHHO HPAMOI CMBIC CKa3aHHOTO
(a Takas MHTepIIpeTalysA He 3allpeTHA JlaXke B II033UM U, Oojlee TOTO, /LA
IIO3TMYECKOTO TEKCTa HOYTYU BCIOAY aKTyasIbHa, IIyCKall XOTA Obl U KakK UC-
XOZIHBIVI MYHKT JJIA MHTEpPIpeTaruil 60ee YXUIIPEHHBIX, CBA3aHHBIX yXKe
C HaJ/ICTPaMBaHUEM PAasHOTO POfia MMIUIUKATYP), 6€CKOH(GIMKTHAS UCTVH-
HOCTb JIBYX KOHTPaJMKTOPHBIX YTBEp)K/IeHMII HEBO3MOXXHa BO BpEMEHI,
OIJHAKO BO3MOYKHA B BEYHOCTIL.

[laree, yIOpsIJOYEHHOCTh BpEMEHU OLYTMMO OC/IabieHa TaM, Ifie MBI
OTpMLIaeM Halu4yye B HeM KaKVUX-TO KOHTEKCTHO 3HAYMMBIX COOBITMIL, €ro
TaKMM 00pa3oM BCelesIo M160 JaCTUYHO «OITyCTOIIA.

Hakonel, HapylnTb IPOTOTMIMYECKM CBOJCTBEHHDINI BpeMEHM B3a-
UMOTIOPAZOK COOBITUII [IOIIYCTUMO IyTeM, TaK CKasaTb, KIaCTepU3aL[Uy
pedepeHTOB. B HOpManbHOM CTydae eciu TeKCT obpalnaercs K psny pede-
PEHTOB M eC/IV MeXXAY HUMM HeT MMIUIMKATVBHBIX OTHOIICHNU (TaKUX, Kak,
TOITYCTHM, MEXKIY A6HOoMOOUIEM VI MOOPOM, 4e/l08eKOM V1 PYKOLl, MOpeM U
0HOM), TO TIPEJIIONIaTaeTCsA UX B3aMMOHE3aBUCUMOCTD: KaXKMbIl U3 HUX MO-
XKET B pasHOe BpeMs yYaCTBOBATb B 3HAUMMBIX COOBITUAX 1 OTTOTO B pas-
HOe BpeMsI IIPUBJIEKATh K cebe MHTepeC TOBOPSIILETro I B PasHOe BPeMs UM
ynomyHarbcs. OFHAKO CYIECTBYIOT KOHTEKCTBI, Il alpyoOpM CaMOCTOA-
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Te/IbHBbIe pedepeHThl 00beVHAIOTCA B YCTONYUBBIN KIacTep U BBICTYIIAIOT
yKe KaK HeKas TPY[HOpasienumas LieJIOCTHOCTD, YTO 00Cy>XIaeMOMY B3a-
MMOTIOPANKY TPO3UT OYeBUAHBIM obeHeHneM. KpoMe TOro, BO3HUKAIOIIVIT
TaKMM 00pasoM «COOpHBI» pedepeHT BecbMa NPUYYAIUB, a Hanboree
HOAXOMAIUM «BMECTV/INIIEM» Ji/Isi HeOOBIYHBIX (DEHOMEHOB, BHOBbL-TAaKI,
SBIISIETCA BEIHOCTb.

Hike MBI IpeficTaBUM CBUIETETbCTBA TOMY, YTO BCe Ha3BaHHbBIE IIpye-
MBI VICIIOZIb3YIOTCS IMPUYECKMM TeKCTOM KaK MapKepsl GoKyca.

Hamr BTopoii Tesuc KacaeTcsi CUTyaluy, KOTa BpeMs IMPUIeCKOro ¢o-
Kyca cOMMKaeTcsi ¢ BEYHOCTBIO O7marofjapsi CBoeMy «yBOeHMIo». Kak MbI
y>Ke TOBOPUIN, OfUH IpUMep HOZOOHOTO YABOEHIs OMUCBHIBAICA B (3e/b-
TOBMY 2025), ¥ CBA3aH OH C TeM, YTO B (POPMUPOBAHUU TEMIIOPAIbHON
CTPYKTYPbI MOT'YT COBMECTHO YYaCTBOBATb TaKJie HECXO[HbIE CPEMICTBA, KaK
IJIarO/Ibl ¥ HeNpefiuKaTHble CyllecTBUTeNbHble. Ha camMoM pmenme maHHBIN
IpueM MOXeT IpuobpeTaTh HaMHOTO 6onee pasHoO6pasHble GopMbl. Oue-
BUJIHO, He TOJIbKO B MOSTUYECKUX TEKCTaX, HO M B TEKCTaX /0OOTO MHOTO
THUIIA BpeMEHHAsl CTPYKTypa 9acTo OOHAPY>KUBAET OILIyTUMble BHYTPEHHNUE
puxoromun. Cpeay MpoYero sT0 KOHTPACT MEXAY COOCTBEHHO MTEpaTIB-
HBIM 3HAYeHNEM ONHMX IPEeIVKATOB U MTepaTMBHO-XapaKTEePU3YIOUIM
3HaueHreM Apyrux. OgHaKoO MMpudecKas M033Ms HPUAAET TaKUM pPasjBo-
€HUAM BPeMEeHM CBOJI JOTIOMTHUTEIbHBIN, KaHPOBO-CHeIMOUIeCKUTT CMBICT,
160 B Hell OHU TUIIMYHBI MIMEHHO /s pOKyca U JOMKHBI PACCMaTPUBAThCSA
KaK ero OII03HaBaTe/lbHast 0COOEHHOCTb.

K coxasnennio, us-3a OrpaHNIeHHOr0 06beMa CTATbU BTOPOII TE3NC MO-
JIy4usI B Hell uiub Germyio pa3paboTKy: B CTOPOHE OCTa/INCh TaKUe yBIe-
KaTelbHbIe TeMbl, KaK NCIIOTb30BAHME HEAKKY3aTVMBHBIX IJIATOTOB LA
YIABOEHNUA BPEMEHM U Jp.

XoTA ABa IpPECTABEHHBIX Te3MCa KaXKyTcA APYT APYry IPOTUBOIO-
JIOKHBIMY, MEXJy HUMM MMeeTCsl ITTyOMHHOe eIMHCTBO. ECmu, cormacHo
[EepPBOMY, BpeMsi MOXXeT YIIOZOOUTHCS BEYHOCTH IIOTOMY, 4YTO, (purypab-
HO TOBOpS, IIOTePs/I0 B CBOMX COOCTBEHHO TEMIIOPAIbHBIX CBOMCTBAX, a
COITIACHO BTOPOMY — IIOTOMY, YTO MM IIPMOOPETEHBI HMONIOXKUTEe/IbHbIE Ka-
9ecTBa, TO B 000MX CIIy4asAxX y COOTBETCTBYIOIINX IIPUEMOB BCe PABHO MMe-
€TCs OffHA ¥ Ta K€ KOHeYHas 1iefIb.

Mpl fomyckaeM, 4TO Ka)K[asl M3 IATU PacCMATPUBAEMBIX HIDKE TeK-
CTOCTPOMUTE/IBHBIX CTPATEruit, OyAy4n B3siTa MO OTAENIBHOCTI, B IPUHIU-
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Ile MOXET MOTYyYUTb 0COOYI0 MHTEPIPETALVIO, OTIMYAIONIYIOCSA OT Hallel.
C fpyroii CTOPOHBI, TPyAHO cebe BOOOPAsUTb MHYIO, YeM IpejlaraeMasd,
MHTepIIpeTalnio, KOTopas oObACH:ANA OBl BCe 9TU CTONb, Ka3amoch Obl, He-
HOXOXKMe CTPaTerny Kak HeKoe eJUHCTBO, BhIPACTalolee 13 OOIIero KOpHs.
Mexziy TeM MMEHHO K TAKOMY PeLIeHMIO Hafl0 CTPEMUThCs, 160 OHO 06ma-
JaeT IO KpalfHell Mepe AByMA IIpeuMylnecTBaMu. IlepBoe cBA3aHo ¢ obuie-
Hay4YHBIM IIPYHIIUIIOM, COTJIACHO KOTOPOMY IIPM IIPOYNX PABHBIX YCIOBMAX
YHUTapHas TPaKTOBKa psAfa (eHOMEHOB NpEANOYTUTENIbHA Iepes, HeyHU-
TapHOIL. Bropoe nmpenmyIectBo B TOM, YTO ¢ 60JIBIION BEPOATHOCTBIO HAIIl
THIOfIXOf], TI03BOJIAET YBUJETD B ONVCHIBAEMbIX ABJICHMAX He IIPOCTO CXOJICTBO,
HO I TO caMoe ITTyOMHHOe MepBOHAYaIo, M3 KOTOPOro BOOOIe BOSHMKAET
NMpUYecKast 033N U HePef TNLOM KOTOPOTo 4eJIoBedecKoe ObITIE BO Bpe-
MEHI BOCHPVHMMAETCS KaK 3a7I00KHIYeCTBO 1 M3TOMCTBO.

VI mepBbIif, ¥ BTOPOJ! HAIll Te3)C HAXONAT MOATBEp)KJeHue B 00CIeno-
BaHHOM HaMJ MaTepuajie, BK/IIOYaolleM 100 CTUXOTBOpeHMit. B ocHOBHOM
9TO CTUXU PYCCKUX 1M03TOB: A. A. Axmarosoit, A. A. brnoka, I. B. BaHoBa,
M. 0. JlepmonToBa, O. 3. Manpgenbmrtama, b. JI. ITactepnaka, A. C. Ilym-
kuna, @. K. Conory6a, A. A. Tapkosckoro, ®. 1. Triotuesa, M. V. IIBetae-
BOJI 11 JIp., — Of{HAKO YUMTBIBAJIVCD I OT/ie/IbHbIE TIePEBOJIbI C AHITINIICKOTO,
HEMeIIKOTO, MOPTYIaIbCKOTO, MONBbCKOTO U AIOHCKOTO S3BIKOB; B TaKOM
CTy4ae aHA/N3Y MIOJIBEPTaach MMEHHO PyCcCKas BepCus®.

K coxanenuto, 06cejoBaHHbBII KOPIYC €iBa M MOXXHO CYMTaTh cHa-
JIAHCHPOBAHHBIM, U 9TO CBfA3aHO C €ro MajbIM ob6bemoM. Tak mnm mHade,
BBbISIB/IEHHbIE CTATUCTUYECKUE PA3INyNsA MEXIY SMINPUUECKON JacTbhio U
(OKyCOM MMPUIECKOrO TEKCTA B GOMBUINHCTBE C/Iy4aeB OKA3bIBAIOTCS CTOTIb
pasuUTeIbHBIMM (MHOIZA JaXKe IMOYTH JeCATUKPATHBIMM), YTO TPYSHO He BU-
feTb B HMX IYCKail ¥ IpefjBapuTeNbHOe, HO BCe JKe BecoMoe MO TBepIKe-
HUe HalllMX TUIOTe3.

3 Xors 9cTeTHyecKye IPUHLNIIbI, KOTOPbIM OOBIYHO C/Ie[yeT SIIOHCKAs [0393Ms, MOTYT OBITh
JOCTAaTOYHO 9K30TMYHBIMU ISl €BPOIIeiilia, HECOMHEHHO ee IMPUHIUINAIbHOE — U JaKe
Kyfa 6ojiee MPUHIIMIINATBHOE, HEKEM B IO33UM €BPOIIEIICKOIl, — CTpeM/IeHre 00palaThes
K e[[IHOMY J BEYHOMY OIIOCPeJOBAHHO, Yepe3 YIOMIHAHNE O eVHNYHOM VM CUIOMIHYTHOM,
TO €CTb B anoQariIeckoM KiIode, a MMEHHO 3TO OOCTOATENbCTBO SIB/IAETCS A/ HAC BaX-
HejumM; cM. 06 9ToM, Hanpumep, aucceptamio I. C. ITomepanua (2015 [1968]) ¢ 60mbLIoit
Jia/IbHEIIIEl TMTepaTypOil.
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ITonHplil CIMCOK MPOaHANU3NPOBAHHBIX CTUXOTBOPeHMII faeTca B IIpu-
TIO>KEHW.

2. anxypcm;}nﬂe crparerum, npm6)m>1<alomne INPUIECKOE BpeMA K
BC€YHOCTI

2.1. Crparerns 1: Iluxmmsanms

BaxHeimum aTpubyTOM BpeMeH), HAaIlOMHUM, SAB/ISAETCS B3aMMOYIIOPSJO-
YEeHHOCTb MOTPY’KEHHBIX B Hero cobnituii. OHa oOpeTaeT CBOJI BIIOTHE Ka-
HOHMYECKNIT 00/MK, KOTIa BCSIKOe COOBITHE XOTS OBl B IPUHIINIIE OMIEXKUT
OIHO3HAYHOI MAEHTUPUKALNI, TO €CTh COOMIONAIOTCS [0 KpaliHeil Mepe fiBa
yCIoBM: (1) MOXKHO YCTAHOBUTD, KaKye COOBITHUA NPENLIeCTBYIOT JAHHOMY
U/VUIN KaKue 3a HUM CJIERYIOT; (2) MO>KHO YCTAHOBUTD, KAKMMU COOBITUAMMU
JaHHOe Kay3VpPOBAaHO VI/WIN KaKue Kay3MpPOBaHBI JAHHBIM (B CBA3M C BTO-
pbIM ycmoBueM cM.: Davidson 1980).

Orciofia BUJHO, YTO BpeMs JO/DKHO OIIYTMMO TepsTb B CBOEW CTPYK-
TYPUPOBAHHOCTHM, €C/IM OHO MHOJBEpPraeTcsi LUKIM3ALMM: €C/TU COOBITUSA
b0 ABIDKYTCS MO KPYTY, TaK YTO KaKAas UX MOCIE[OBATEBHOCTD MHO-
TOKPaTHO BOCHPOM3BOLUTCA, MO0 >Ke e/l Pe3y/IbTaT ONPeNe/IeHHOTO CO-
OBITIIS TIOIA€TCsI TEKCTOM ellfe ¥ KaK ero IpUYMHa; HOfOOHBIN PIeM XOTs
U IapafoKCaseH, HO He YyXXJ MO3TUYECKON pedn. 3ech BOOOpasuM TakKe
KpaiHMIit CIyYail, KOIja CHavYaIa coobuiaeTcs:, 4To coopitue P2 Kaysuposa-
HO cobbiTreM P1, a 3aTeM — 4T0 B P2 Kak pas u 3aKk/modeHa cyTb P1, TO ecThb
KPYTOBOJI XapakTep IPUYMHHO-CIe[CTBEHHDIX CBA3eil C/Ierka 3aMacKUpO-
BaHHBIM 00PA30M YIIPOLIAETCs O OOBIYHOI TaBTO/MOrMN. Pasymeercs, 6bI-
BaeT U TaK, YTO aBTOp HANPAMYIO 1 6e3 BCAKMX YXUIPEHMIT 3asBIACT O
«CaMO3aMKHYTOCTI» IIPOMCXOAAIIETO, B iyXe Bce amo onamv nosmopumcs
unu Bee 6vin0 scmapv. Bee nosmopumcs crosa (O. 9. MaHpenbiutam).

B 06c/eoBaHHOM HaMU KOPIIyCe NUPUYECKUX TEKCTOB IVKIN3ALNs
BCTPeTM/IACh MHOTOKPATHO, ¥ HVXKe MBI IIpMBefieM HprMepbl. HauneM c Tex,
IJie UTepaTUBM3ALNI IIONBEPIHYT Le/IbIi P COOBITUIL, @ 3aTeM 00paTuMcs
K C/Iy4alo, KOIfa KOJIbLeBOIl XapaKTep IpuoOpeTaloT Kay3aabHble CBI3N.

%%

B ¢unane u Bmecte ¢ TeM (OKyCe MaH[EIBLUITAMOBCKOTO CTHXOTBOPEHUS
«fI He cnpixan pacckasoB OccuaHa...» MHOTOKPATHO MOBTOPSIOMIMMCS OKa-
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3bIBACTCS PAJ COOBITUI ‘CKaJIbJ] CTIOKUT YY>KYI0 IIeCHIO — CKaJIbJ] IPOU3He-
ceT ee, KaK CBOIO™

Sl ne cnpixan pacckazos Occuana,
He npo6oBaj cTapMHHOTO BUHa;
3ayeM >xe MHe MepeluTCs MOJIAHa,

Mlotnanpum KpoBaBas myHa?

VI nepexmyka BOpoHa 1 apdbl
MHe yyanTCA B 3710Belleil TUIINHE,
Vi BeTpoM pasBeBaeMble MapQbI

Jpy>KMHHUKOB MeNbKAIOT NPy NyHe!

S monyunn 6ma)keHHOe HAC/IeACTBO —
YyX1X HeBLOB OMy>XKAaloliye CHBI;
CBoe pOJICTBO 1 CKy4HOE COCEICTBO

Mbr IIpe3npaTrb 3aBEJOMO BOJIbHBI.

V He OIZHO COKpOBHIIlE, OBITH MOXKET,
MuHys BHYKOB, K IPaBHyKaM yiJIeT;
W cHOBa CKazb[ 9yKYI0 MECHIO CTIOXKUT

U kak cBoro ee HPOM3H6C8T4.

Cyps 1o Bcemy, mofo6HbI 9¢(eKT, XOTs U [PYIUM IIyTeM, BOSHUKAET TaK-
Ke B QuHae U PoKyce MaH[ENbIITAMOBCKOTO «/laMapKa»:

bbin cTapuk, 3acTeHYMBBIN, KaK MaTbyuK,
Heyxroxuit, poOKuii marpuapx...
Kro 3a yecTh mpupops! GpexToBambIINK?

Hy xoneuno, ninamennblit Jlamapk.

Ecnu Bce >)xuBoe nuib noMmapka

3a KOPOTKMIT BBIMOPOYHBII IeHb,

4 3pecb n HyKe TeKcTbl O. 9. MaHpenpIuTaMa IpUBOAATCA 1O U3[,.: MaHJe/nbIITaM 2009.
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Ha nogsmxHoit nectuuie Jlamapka

1 3aliMy NMOCTIEIHIOIO CTYTIEHD.

K KorbyeniaM CIyurychb u K yCOHOTUM,
ITpomrypuraB cpepb AEpUI 1 3Mei,
ITo ympyruM CXOfiHAM, 110 U3/10TaM

Coxpaycn, uc4esHy, Kak IIporeit.

Porosyio MaHTIIO HaJieHY,
OT ropsAyeit KpoBM OTKAXYCb,
O6pacTy mpucocKaMiu 1 B IeHy

OxeaHa 3aBUTKOM BOIIbIOCH.

Mp! Tpoutn paspsAbl HACeKOMBIX
C HanMBHBIMM PIOMOYKAMIU T7Ias.
OH cKkasam: npupopa BCs B pasnoMax,

3peHbs HET — ThbI 3pUIID B HOCTIEHMIT pas.

OH CKa3aJl: 10BOJIbHO HO}IHO3BY‘H)H,
ToI HarpacHo MomuapTa mr06ms,
HaCTyHaeT I‘]IyXOTa Hay‘{bﬂ,

3,]1er IIpOBaJI CUJIPHEE HALINX CUII.

VI oT Hac pupozia OTCTyInIa
Tak, Kak 6yATO MBI i1 He HY>KHBI,
W npoonpHbplil MO3T OHA BIOXKIIIA,

CoBHO mrIary, B TEeMHbIE HOJXXHbI.

VI mojgbeMHBIIT MOCT OHa 3a0blia,
Omnospgana OMyCTUTD JJIA TeX,
VY Koro sejeHas MOrusna,

KpacHoe fipIxaHbe, TMOKMIT CMeX. ..

Ecnu 65l B ABYX 3aK/TIOYNTENIBHBIX CTPOKAX peyb 1Ia O CyAbOe OT/EebHBIX,
B3ATBIX B CBOEJ €VHMYHOCTY IIPELCTaBUTE/IEN Y€I0BEYeCKOTO pPojia, TO, 110
M3BECTHBIM 3aKOHAM MKOHM3MA, CHaYaja AO/DKHO OBUIO OBl YIOMUHATDH-
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cs OvixaMve, a 3aTteM yxe — mozuna. OfHako y MaHpenpluTaMa HOPATOK
YIIOMUHAHMS OOpaTHBIN, aHTUMKOHMYECKUI, U, KaK IIPaKTUYeCKy /10b6oe
OTCTYIUIEHNE OT MKOHMYECKMX IpPaBWI B I033UM, OH JOKEH CIYXXUTb
KaKOJI-TO OCMBICTIEHHOIT 1jenn. Camast ke OecCriopHasi 37jechb 11e/Ib — IOf-
YepKHYTh, YTO MMEIOTCS B BUAY JIIOAU KaK TeHepuuecKass OOL[HOCTb, [iis
KOTOPOJI )XU3Hb 1 CMepTh (METOHMMMYECK!U aCCOLMMPOBAHHBIE, COOTBET-
CTBEHHO, C 0blXAHVLEM VI MO2UJI0L]) TIPENCTABIISAIOT COOOI YaCTM MHOTOKpPAT-
HO TIOBTOPAIONIErOCs IUK/Ia°>.

[IpuMepoM LMKIM3aLVM, BO3HMKaIOLIEN He B ¢oOKyce, a B aMmupude-
CKOJI YacTy TEKCTa, MOXeT ObITb MyLIKMHCKast cTpoka To pobocmvio, mo
DeBHOCMbIO MOMUM... N3 CTUXOTBOPEHMSL:

S Bac m06mI: TI060BD €l1le, 6BITh MOXKET,
B mymie moeii yracna He coBceM;

Ho mycTb oHa Bac 60rIblile He TPEBOXKIT;
S He XOUy IEYA/IUTD BAC HUYEM.

A Bac m06un 6e3MO/IBHO, Oe3HANIEKHO,
To po6OCTBIO, TO PEBHOCTHIO TOMUM;

ST Bac m06MT TaK MCKPEHHO, TaK HEXHO,

Kak maft Bam Bor mio6umoit 661th ipyrum®.

Jlpyroit HasBaHHBII BbIllIe BUJ UK/IM3ALMN BOSHUKAET TaM, I7ie C/IeICTBIe
OIpe[Ie/IeHHOTO COOBITI MOAAETCs TAK)Ke KaK ero IpuunHa. TOT BapUaHT
HaMHOTO peke MpelbIfyIero, Ho 1 OYeHb IpMMeyYaTe/leH BBUAY CBOEH, —
BIIPOYEM, B KOHEYHOM CYeTe CKOpee KaKyIelcs — aTOTMIHOCTI.

CaMBIM HeIBYCMBICTIEHHBIM IIPMMEpOM B HallleM MaTepuaje OKasa-
noch cruxorBopenye . Ileccoa (mepeBop ¢ mopryranbckoro Haur — I. 3

5 Cp. KOHTPACTUPYIOLIYIO C MaH/EIbIITAMOBCKUM TekctoM crpody us . K. Conoryba, rae,
HECMOTps1 Ha ee OOOOIIEHHDI CMBICII, Ye/0BEK GepeTcsi MMEHHO B CBOEN CUHIY/ISIPHOCTH,
KaK e[[MHIYHbII, XOTs 1 perpe3eHTaTUBHbII MPeCTaBUTeNb 11eI0T0 Kacca:

Yro TBOp1y TBOM CTpajiaHbs?
Kparde myra — coTHIU 7IeT.
Bot — ogHO BocIiOMUHAaHbe,
Bor — 1 mamATH YK HeT.
(Corory6 2020)

6 Texctor A. C. Ilymknna npuBogaTcs no usp.: Ilymkun 1955. B coBe boe, Io coBpeMeHHOI
HOpMe, CTpOYHasi GyKBa 3aMeHeHa Ha mponuchyo. — L. 3.
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MHTEpeCcyeMcsl PYCCKOIl Bepcueil; B 0OCYy>XK[aeMOM IIaHe OHa CKOpee He
OTCTyIaeT oT opuruHaina, «Iudo que sou ndo é mais do que abismo...», HO
MHOTO€ «[JOCKa3bIBaeT», TaK YTO €ro aHa/nu3 norpeboBasn Obl AIMHHBIX JO-
HOJTHUTE/TbHBIX PACCYKICHMIN):

S cam — rry6okas myunHa,
I'me TycK/IbI Iy TEBO/IHBIN CBET —
[Ipospenmue, 4TO ecTh IpUUMHA

Tomy, yueMy IIpMYMHBI HET.

S Tak ke pa3yMOM HeCMeJbIM
VI3 HebbLIN BpacTaio B ObLIb,
Kak BeTpy menaercs tenom

Ot BeTpa B36MBIIASCS MIbI/IB .

B ¢unane u $pokyce pedb UeT O TOM, YTO HOZHATAsI BETPOM IBUIb KaK pas
U TpefcTaBisieT coboil HeOOXORMMOe — XOTSA M B HEKOTOPOM MeTtadopu-
4eCKOM, HO 3aKOHHOM 1 Ba)XHOM JJISI TI093UM CMBICTIE — YCIOBUE, ITOOBI
BeTep BOOOIIe BO3HUK.

%%

Kak Mbl yrmoMuHamu Bbllle, BOOOpasuMa CUTyalus, Korjga coobitye P2 cHa-
Jayma 00bAB/IAETCA CIeICTBMeM coObTHA P1, a 3aTeM OKasbIBaeTCs, YTO B
P2 xaxk pas u 3aKkmoueHa CyTb P1, 1 5TO ynpolaeT MOpOYHbIN Kay3aIbHbII
KPYT 10 CJIeTKa IPUKPBITON TaBTONOIMM. TaKyio pasHOBUIHOCTD IOPOYHO-
IO KpyTa MOYXHO YCMOTPETD B IIEPBBIX [IBYX CTPOKaX MaHJENbIITAMOBCKOTO
CTUXOTBOPEHNS:

[Tagenbe — HEM3MEHHBIII CIyTHMUK CTPaXxa,
W camblit cTpax eCTb 4yBCTBO IIyCTOTBL.
Kro kaMHM HaMm 6pOcaeT ¢ BBICOTHI —

W xamMeHb OTpHUIIAET UTO Ipaxa’?

7 3pecb n Hyke TekcTbl O. Ileccoa npusopsarca no usp.: Ileccoa 2015.
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W nepeBAHHO MOCTYIIBIO MOHAXa
MoleHblit ABOP KOT[a-TO MEPUII ThI,
By/nbDKHMKY U TPYyOble MeYThl —

B Hux JKaka CMEPTU 1 TOCKA pa3Maxa...

Tax IpOK/IAT 6yAb, FOTHYECKIIT IPUIOT,
['ie HOTONKOM BXOAALINIT 0OMOpPOYEH

W B ouare BecenbIX IpOB He SKIYT!

Hemuorne A1 BEYHOCTU JXKUBYT,
Ho, ecnut Tl MTHOBEHHBIM 038.60‘161-[,

TBOIT )Xpe6nit CTpallleH U TBOII JOM HelpodeH!

CoracHO IepBOII CTpOKe, nadeHve CTAHOBUTCS CIENCTBUEM CMpaxd, a
BTOPYIO CTPOKY BIIOJIHE YOELNTeIbHO BOCIPUHSATD B TOM CMBIC/IE, YTO Ha-
HPSIMYIO CO CHIPAXOM OTOXKJIECTBIIIEMOE 4Y8CHB0 NYCMOmbl — 9TO U €CTh
nademve. B TakoM ciydae nadeHve BBICTYNAET M KaK CIE[CTBIE, Vi KAK IPU-
YuHa.

Be3yc/1oBHO, TaHHOE [IOHMMaHMe He eIMHCTBEHHO BO3MOXKHOe. OFHAKO
OHO O3HA4a€T, 4TO COOTBCTCTBYIOHU/Iﬂ HOpO‘{HbIIu/I KpyT BO3HMK B IMIIMPU-
9eCKOIT YacTy TeKCTa, JaBasi CBUETEIbCTBO He B MOJIb3Y, a IPOTUB HAlIell
TUIIOTE3BI O CBA3U MEXY LMK/IN3aLuert COOBITIIL 1 IMPUIeCKUM (POKYCOM.
[TosTOoMy BBIGOp ONMMCAHHON MHTEPIPETALNH IPECTABISETCS COBEPIIEHHO
HOOPOCOBECTHBIM pelLICHVEM.

%

ITopxsenem urorn. B obcmefoBaHHOM MaTepyasne M3 CTa JMPUIECKUX TeK-
CTOB IMK/IM3aLMsA BCTPETUIACh B AMIMPUYECKUX QparMeHTax 7 pas, B ¢o-
KYCHBIX 8 pas.

3HAYUT M 3TO, YTO MMIUIMLUPYIONIIME LUKIU3ALUIO KOHCTPYKIUM
pacIipesieNAI0TCA MEXY SMIMPUIECKMMU U (OKYCHBIMM (pparMeHTaMu
IpUOMM3UTENbHO MOPOBHY U, TaKMM 00pa3oM, B MapKMpoBaHUM (OKyca
LVK/IM3AIMA HE UTPAET HUKAKON ponn?

Her, atoT BeBOp, 6bIT 6bI OLIMO0YHBIM. Kak Iokasanmm Hally NOJCYeTHI,
ClleTTaHHBIe Ha MaTepuajie Cly4alfHbIM 0Opa3oM OTOOPaHHBIX 2000 CTHMXOT-
BOPEHMIL, CPEIHAA J/IMHA SMIMPUIECKOI JACTU COCTAB/AET 15,9 CTPOKH, a
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cpenHssa amHa GOKyca — 2,3 CTPOKY, Tak 4TO (OKyC Kopode B 6,9 pasa
(3enmpmoBud 2021: 106). [IoaTOMY Py CIy4YailHOM paclpeneeHny IVKIIN-
3alMil Ha ceMb OOHAPYXMBIINX LUK/IN3ALNI0 SMINPUIECKUX PparMeHTOB
[O/DKeH ObUT ObI IPUMIITHCH BCero OfuH (OKYCHbIL. [TOCKONBKY e Ha ca-
MOM fiefle TaKuX (OKYCHBIX (parMeHTOB B BOCEMb pas OoJIblile, IIOCTO/b-
Ky BBOCBMEpO BBIIlIE U BEPOSITHOCTD, YTO B HNMX BOSHUKHET LIMK/IM3ALIVLS,
a CIejoBaTeNbHO, LMK/IN3ALNA BpeMeHN IpPelCTaB/sAeT cob0il HaIeKHYI0
IpUMETY IMpPUYecKoro Goxyca.

2.2. Crparerus 2: CoBMelleHNe B3aJIMOMCK/II0YAIOIIETO

JomycTuM, KTO-TO fieflaeT yTBepKieHue JleHope CHUMCA COH U yTBEPXK-
menve Jlenope Huueeo He cHumcsA. MoryTt nmu oHu o6a ObITb MCTUHHBIMU?
PasymeeTcs, fa, HO TONBKO €CITM COOOIaeMoe TIPUYpPOUIMBAETCA K Pa3HBIM
BPEMEHHBIM OTpEe3KaM, MHade TOBODsA, €C/IM JIBE HA3BaHHBIX CUTyal[uyu
TPAKTYIOTCA KaK yd4acTByiomye B (OPMMPOBAHUU BPEMEHHOTO MOPSMIKA.
Ecnu, ogHako, Mbl IOIpo6yeM MX OTHECTU K TOMY JKe CaMOMY BpeMeHM, TO
B COOTBETCTBYIOILIEM ACIIEKTe BPEMEHHOI MOPA/IOK CEPbE3HO MOCTPasaerT.

OueBUIHO, IPOTMBOPEUNA AAHHOTO TUIIA B ITIOBCEJHEBHOM WIN JI€TIO-
BOM OOI[eHMY BOCIIPMHMMAIOTCA KaK HellpieMJIeMble, a B IIPOU3BeJeHIAX
MO3TUYECKUX YPE3BBHIYAHO PACIPOCTPAHEHDI U CTAHOBATCA TPUITEPaMI,
KOTOpBIE 3aITyCKAIOT CO3[jaHMe Pa3HOOOPasHBIX U CYIIECTBEHHO oboraiia-
IOLIMX TEKCT UMIUIMKATYP (CM., HalpuMmep: 3ebJOBIY 2021: 245-299). [lero,
OJTHAKO, B TOM, 4TO, KaK MBI y)Xe YIOMMHA/N, B 110331M HMKaKasg TPOIM-
Ka — KpOMe pa3Be YTO TPOIMKI, HABHO YCTOABILIENCS B A3bIKE Y HOTEPsB-
IIeil BHYTPeHHIOn (GopMy, — He 3aC/IOHsET IONHOCTBIO IIPSAMOe 3HaueHNe
CKa3aHHOT0, HO OCTAeTCs C HUM B HAITIAHOM M OTKPBITOM PasHOOOPasHbIM
aMIIMUKALUAM B3aUMOJEIICTBUL

IToaToMy MBI HE MOXKEM YIITI OT BOIIPOCA, KAKYIO Ke IIPAMYIO, IIepBIY-
HYI0, 2 BMeCTe C TeM JIOTMYEeCK) YJOBI€TBOPUTENbHYI0 MHTEPIPETALNIO
TO/KHBI TIOTYYaTh MOABIAIONINECS B CTUXAaX KOHTPAJUKINI, 1, PasyMeeT-
Csl, CaMblil OYeBMIHBIJ BBIXOJ, — IPU3HATh, YTO X KaK OyATO B3aMMOMC-
K/TIIOYAIOIIJ€e YIEeHbl TAPMOHIYHO COCYIIECTBYIOT, HO TOTbKO B BEYHOCTI.

3HaMeHaTeNbHO, YTO B (OKyCe NUPUIECKOTO TeKCTa 0ObejuHeHMe KOH-
TPaJUKTOPHBIX MPOIIO3UIUIT HAMHOTO 00/lee BEPOATHO, YeM B SMIIMpPUUE-
CKUX (parMeHTax.
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IIpuBeneM UIIIOCTpaLIUNL.

ITepBoit 6yzmeT crnepyiomee cruxorBopenye Ileccoa, re nBe ¢pyHANbHBIE
Y TIO COBMECTUTENBCTBY (POKYCHbIE CTPOKM HEKIApUPYIOT OFHOBPEMEHHOEe
U BUAeHMe Ge3IHBI, M OTCYTCTBME TAKOTO BUAEHMS (IIepeBOf ¢ MOPTYraib-
ckoro Ham — I. 3;; B 06Cy’>XlaeMOM IITaHe OH XOPOILIO COOTBETCTBYET OPHU-
ruHaiy, «Ah, s eu sei...»):

Haepune, Haenune
C Moeli TpeBOroit HeMUHYYell,
T'me HeT Ha nHe

Hu npocsetnennii, H1 CO3ByUMIit. ..

S B Heilt ucyesny,
Ho sty 6071b He iepenam;
Ona kak OespHa: BUfMIID 6e3THY —

W Huvero He BUIUIIb TaM.

[lanee, KOHTpAfMKIUs HPUCYTCTBYeT B (uHaIe U (POKyce MaH[EIbIITA-
MOBCKOTO CTUXOTBOpeHuA «f1 He cipIxan pacckazo OccraHa...», 4eil TeKCT
y>Ke NPUBOAWICA B I 2.1. 3[ieCh B 3aK/IIOUMTENIbHBIX CTPOKaX IIpy Oecxu-
TPOCTHOM MX IIPOYTEHUN OKa3BIBAETCs, YTO OFHA U Ta K€ NeCHA U IPUHA/-
JIEXKUT CKANbJY, X EMy He IIPUHANIJIEXKUT.

B ctuxorBopennnu IIBetaeBoit «[IHeil cronsamomiye CIM3HU...» (POKYyC-
HBIMU CTAaHOBATCS YeTBepPTas U BOCbMas CTpoku®. IIpu 3ToM B YeTBepTOit
IIpefiIIo/IaraeTCs BOSMOXKHOCTD, BOOOILe TOBOPs, HEIIPUEM/IEMOT'0 IIPOTUBO-
peurs ‘Mos )KU3HD Tak>Ke TBOSA, @ B BOCBMOJ — TaKOTO >Ke HeIIPUEeM/IEMOro
‘MOe Tefo TaKk)Xe TBOE™

8 ITO pepKmil, HO BCe-TaKM BO3MOXKHBII CITydail, Korja GoKyc He CBsi3aH (mbO He BCeleno
CBsA3aH) ¢ (UHAIOM IMPIUIecKOro TekcTa. O FaHHOI 0COOEHHOCTH IPVUBOAUMOLO CTUXOTBO-
peHust nofpo6Hee CM.: 3e/bLOBUY 2021: 73—77 U AP.
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IlHeit cion3aroniye CIu3HI,
...CTpOK IofieHHas 1IBes. ..
Y10 10 COOCTBEHHOI MHE >KMU3HI?

He mos, Ppa3 HeE TBOA.

W o 6em MHe Majo fena
CobcrBenHnbiX... — Ena? Cranbe?
Yro 10 cMepTHOTO MHe Tena?

He moe, pas He TBoe’.

Yro kacaeTcA CIydaeB, KOIZA JIOTMYECKM IIPOTUBOPEUYMB SMIIMPUYECKMIT
(bparMeHT, TO U OHM TOXXe BCTPETWINCD B HaleM Kopiryce. Of1H U3 HUX —
MPUBOAMBIINIICA BBINIE, B II. 2.1, MAHMENIbIITAMOBCKMI «Jlamapk», Iie BHY-
TpeHHe KOHTPa/IUKTOPHA [iBajlLlaTas CTPOKa, 3peHbs Hetm — mbl 3pULLb 6
nocnednuti pas. B ram e npusefeHHoM cTrxoTBopennu Ileccoa «f cam —
rIy0oKas Iy4YMHA...» 00 OTKPOBEHHO HECOBMECTMMBIX BEIAX TOBODAT
HeOKYCHBIe TPeTbA-4eTBepTas CTPOKM, ...JIpo3peHue, 4mo ecmv NPpU4UHa
Tomy, uemy npuuurvL Hem.

%%

B paccMoTpeHHOM MaTepuaje U3 CTa TUPUYECKUX CTUXOTBOPEHUIT KOHTpa-
AVMKINMY BCTPETWUINCD 10 pa3 B SMIMPUUECKUX PparMeHTax u 13 pas B do-
KycHbIX. Ec/iut ke, HAalIOMHUM, CpefHsis AanHA (OKyca B 6,9 pasa MeHbIIIe,
TO OKa3bIBaeTCs, YTO peajibHasA YaCTOTHOCTb MHTEPECYIOIIero Hac IpyeMa
B (hOKyCe HU MHOTO HIU MaJjIO BEBATEPO BbIlIe (13 : 10 = 1,3; 1,3 X 6,9 = 9), a
CTasIo OBITh, IIPYEM 9TOT ABJAETC 1A POKyCca HaJleXKHBIM MapKepOM.

2.3. Crparerus 3: «Onycronienue» BpeMeHNI

HOCKO}II)KY, KaK Mbl Y>K€ IOBOPWJIN, BpEM:A B onpeneneHHoﬁ CTEeIIeHN YIIO-
IIO6}IH€TCH BE€YHOCTV, KOrja CTaBUTCA IO BOIIPOC €ro AMHAMMU3M, a OH
CO3[0a€TCA B3aMIMOIIOPAAKOM IIOMEIIEHHBIX BO BpEM CO6I)ITI/H7[, IIOCTOJIbKY
Ha3BaHHOTO YHOI[O6}I6HI/IH MOYXHO OOCTN4Yb, IIPOCTO «OIIYCTOLIVB» BpPEMA,

9 3pecb u Hyke TekcTbl M. V. IlBeraesoit npuBoaATcs 1o usj: Liseraesa 1994.
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TO €CTb CUTHA/IMBYUPYS, YTO KAKMX-TO MPArMAaTNIeCK) BaXKHBIX COOBITUIT B
HEM IIPOCTO HeT.

[laHHBII IpreM OTHIONb He TaK OeCXMTPOCTEH, KaK MOIJIO OBl Ka3aThCs,
n60 Ha caMoM fiefie COMDKEHVE BPEMEHM C BEYHOCTBIO 31€Ch IPOUCXOLUT
cpasy ABOSKMM 00pasoM: Y BpeMeH! He TO/MBKO (YaCTIYHO) OTHIMAETCSI €r0
BHYTPEHHISI B3aMMOYIOPSIIOYEHHOCTD, HO ellle eMy OdYeHb MMIUIAI[UTHO
IPUINCBIBAETCS U LPYTOIL, YyKe MOIOKUTEIBHBIN, a IIPU 9TOM TaKXKe TyK-
IbII1 ero IpUpoze aTpuoyT.

Orpuiast coObITIe, MBI B HOpMeE IIPEAIONATraeM, YTO OHO OXKMA/IOCh
VLU MOIJIO KEM-TO OXKM/AThCs1; BCIIOMHUM XPeCTOMATUITHBII ipuMep JKera
Irona He GepemenHa, Tlie IPENIIONATaeTCs HAIMYNME U3BECTHBIX M TOBOPS-
I[eMY, U afipecary oOCTOsITE/bCTB, BBIAY KOTOPBIX JkeHa JI)KoHa, Ha060poT,
HO/DKHA ObITb OepeMeHHa (cM. moppo6HO: Givon 1978). ITosTomy coobmas,
YTO HAa MHTEPECYIOlleM HaC BPEMEHHOM OTpe3Ke COOBITVS HET, MBI BCE PaB-
HO KaKMM-TO C/IO)KHBIM 00pasoM IIpUYpOUYNMBaeM IIOC/IEfHee K IIEPBOMY:
CobbITIE OTCYTCTBYET, HO OTCYTCTBHUE €r0 He MOMHOE, KaK Obl OMpadyeHHOe
TEHDIO IPUCYTCTBUSA. MeX/y TeM, e/ U3 IBYX MHTEPECHBIX HAM «BMECTH-
JnI» Hafo 6bUIO OBI BRIOPATH TO, /Is1 KOTOPOTO IIOROOHOE IPUCYTCTBUE B
OTCYTCTBUM [O-HACTOALIEMY €CTECTBEHHO, TO TAKOBBIM OECCIIOPHO OKaXeT-
Cs1 He BpeMsI, @ BEYHOCTb.

BBUY BCEro aTOro pasyMHO JOIIYCTUTb, YTO €CIM TMPUIeCKuil (HOKycC
TATOTEET K COKPALIEHNIO PACCTOSHMS MEX/Y BpEMEHEM U BEYHOCTBIO, TO
OH [JO/DKeH 00palaThcs K «Geccofiep>kaTe/IbHOMY» BpeMEHU Jallle, HeXXeln
sMmypudecKne GpparMeHTsl CTUXOTBOPEHMSL.

Cynst mo pesy/nbraTaM HAIIMX USBICKAHMIL, TaKas TUIOTe3a BepHA, U
HIDKe GyIyT IpefcTaB/IeHbl CBUJIETENBCTBA B ee monb3y. OfHAKO Mpexye
TPe6YIOTCS TPY MOSICHEH NS,

Bo-1epBbIX, OIyCTOLIEHNE BpEMEHN MOXXET HOCUTh aGCOIOTHBIN U OT-
HOCUTeNbHBI XapakTep. Korga oHO abCOMIOTHO, HA COOTBETCTBYIOLIEM MH-
TepBajie He MPONUCXOAAT BOOOIe HMKAKIE PEleBAaHTHBIE B MUpE JAHHOTO
TEKCTa COOBITHSA, KOT/[A JK€ OTHOCUTENBHO — He MPOUCXOSIT PeTIEBAHTHBIE
COOBITIS OIIPEeIEHHOrO POiA, TO €CTh OIYCTOIIAETCS BpeMsi /IUIIb B Ya-
CTHM CYIECTBEHHBIX aCHeEKTOB. [Ipy aHamm3e TEKCTOB Ha PaBHBIX IpaBax
YUYUTBIBAIUCH 002 9TV BapMaHTA.

Bo-BTOpBIX, 06 OIYCTOLIEHHOM BPEMEHN MOYKHO TOBOPUTD HE TOJIBKO I10
OTHOIIEHNIO K cdepe realis, HO ¥ B CBSI3U C MPPEAIBHBIMI [0 MOTATTBHOCTI
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BBICKA3bIBAHMSIMI, TAKOTO TUIIA, KaK, HaIpuMmep, /Iyuule, ecnu mui He 2060-
pun 6vt nuuinez0; He yxoou; Heueeo mebe mpesoscumocs... (I. B. VIBaHOB).

B-TpeTpyx, yTBep)K#as HaaMdyMe HEKOTOPON CUTyallMu, B TOJABIAIO-
meM GOJIBIINHCTBE CITy4aeB Mbl IPUYPOUNMBAEM €€ K OIpefielleHHOMY Jiis
HaC WIN II0 KpalfHell Mepe IPMHIUINMAIBHO OIpEeTUMOMY BPEMEHN U
HOApasyMeBaeM, YTO B APYTOM BpeMeHU ee HeT. VIHbIMM CIOBaMu, IOYTY U3
M060T0 YTBEP)KAEHMSI HOMYCTUMO BBIBECTM OTPMUIJATENbHYI0 MMIUIMKATY-
py crenytomero tima: Mawia céapuna cyn => ‘ceitdac Maia He BapuT CyIr';
A 6onen => ‘ceiiyac A He 6oneH’; A sac nobun => ‘ceiidac s Bac He OO0’
[TosToMy, 4TOOBI HAlll aHAIM3 He IOABEPICs PaspyIINTEIbHON TPUBHUAIN3a-
LM, B HEM Y4YNUTBIBA/TIACh TOIBKO TaKas «6eccofep)KaTe/IbHOCTb» BpEMEHN,
KOTOpasi IIpefonpefeieHa COOCTBEHHO CEeMaHTUKOI CKa3aHHOTO.

Yacto Ha «6ecCOOBITUITHBIN» XapaKTep BpeMeHM YKasblBaeT CTaHMIApT-
HOe OTpUIIATeJIbHOE CI0OBO He, HO 3Ty K€ PO/Ib CIHOCOOHA BBIINOIHSITH U
oTpuIaTeNbHasA IpUCTaBKa (Cp. MaHJENbIITAMOBCKYIO CTpPOKy M c600a
dep3kozo bGe3deiicmayem mapaw), i s3bIKOBbIE CPELCTBA, B CBOEN CeMaHTH-
Ke COfIepiKallfyie HeTalllio, HO ee He SKCIUIMIMPYIOLIIe: C/IOBA MOMbKO, 00UH,
3AKOHYUMbCST, nomepsimy U MH. ip.; cp. y Ilactrepuaxa: OdHa cpedv cHeeona-
0a Cmouwtv molL HA yeny => [pyrue JTOJY U3 PeIeBaHTHOIO MHOXKECTBA He
croAT Ha yrny, — wiu y I. VIBanoBa: Ilomepss Oasxce 6 npouinoe éepy... =>
‘He Beps Jake B IIPOLIJIOE.

Ob6parumMcs K IpuMepaM.

OpnuH U3 HUX — y)Ke NIPUBEJeHHOE BBIIIE, B II. 2.2, CTUXOTBOpeHMe [lec-
coa «Haenuue, HaeguHe...», rie ¢uHaI 1 GOKyC TOBOPUT 06 OTCYyTCTBUM
COOTBETCTBYIOIIETO COOBITVS, TAK YTO [0 OTHOIIEHWIO K HOCTEAHEMY AaH-
HBIIT BpeMEeHHOIT IHTePBAa/l OKa3bIBAETCSI OIIYCTOMIEHHBIM.

B Takke mMpuBORUBIIEMCS B II. 2.2 CTMXOTBOpeHUM LlBeraeBoit «[lHeil
CIIONI3aMolMe CJIM3HU...» POb (OKyCa, HALIOMHMM, UTPAIT YeTBEpTasi U
BOCbMasi CTPOKH, 1 €fIBa /I CIyYaiiHO, eCM B KaXKAOI U3 HUX pedb UfeT
0 TOM, YTO CYOBEKT (M#U3Hb B 4eTBEPTOIL, Me/i0 B BOCHMOIL) JINIIEH Cpasy
[BYX Ba)XXHBIX aTPMOYTOB, TO €CTb OT CUTYAaLMil ‘MOS XXU3Hb — 9TO MOsI
JKU3HDB, ‘MOS )KM3Hb — 9TO TBOA XXV3HB, ‘MO€ TelI0O — 9TO MOe TeJI0’ ¥ ‘Moe
TEJI0 — 3TO TBOE TENO BpeMs OKa3bIBAaeTCA «OCBOOOXKIEHHBIM», — TOT/A
KaK HUIJie B SMIIMPUYECKOTO COAEP)KaHNUSA CTPOKAX 1-3 U 5-7 MOOOHOTO
«OCBOOOXKIEHMSA» HET.
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Jpyroit BbIpasuTeNbHbI HmpyuMep — cTuxorBopenme llperaeBoit «Thi,
MeH: JII00MBLINIT (aIbIIbIO. ..». 3[eCh «ONYCTOIIAIOMMII» BPeMsA CMBICT ‘Thb
MeHs celfyac He JIOOMIIB CHa4ajaa TPYOKABI BBIPa)KAaeTCsl Ha IpaBax M-
IUTMKATYPbI U [0 OObSCHEHHBIM BbILIIe IPMYMHAM HAMM He HOKEH YUIMUTHI-
BaThCs, 3aTO B (DOKYCe, KAKOBBIM ABJISIOTCS ABe (PUHATbHbBIE CTPOKY, CMBICT
9TOT — y>Ke COOCTBEHHO CeMaHTUYECKUIL.

Ts1, MeHs m06UBLIINIT (hanbUIbIO
VIcTvHBI — ¥ IIPaBOIl JDKH,
Tbl, MeHs TIOOUBIINIT — fablie

Hekyna! — 3a py6exn!

Tbl, MEHSA TIOOMBIINI JOMbIIE
Bpemenn. — JlecHurisl B3max!
Tbl MeHsI He TIOOUIIB OObIIIE:

VlcTHa B mATH ClTOBax.

Pasymeercs, MHTepecyloljee Hac sAB/IeHMe OOHAPYXKMIOCh U B SMIIMpUYe-
CKIX YaCTAX IPOAHANN3MPOBAHHBIX TEKCTOB.

Hanpumep, Ha TO, 4TO OIlpefie/ieHHast CUTyallsl He OyneT MMeTb MecTa
HO37IHee MM He MMeeT MecCTa HbIHe, B ClefylolleM cTuxoTsopenuu I. Vipa-
HOBa yKa3bIBaIOT KaK CTAHOBAMIMECS POKYCOM CTPOKU 7-8 — IIOTOMY, 4TO
B HUX €CTb OOBIYHOE SKCIUIMI[UTHOE OTPUIIAHUE, — TaK ¥ IMIMPUUECKIe
II0 COfIepPXKAHMUIO CTPOKI 1-2 — OJIarofapsi OTPULIAHNIO, IPUCY TCTBYIOLIEMY
B CEMaHTUKeE I7JIaTo/la nomepsamo:

IMoTepsB fja’ke B IPOILIOE BEPY,
CraB HM 9TO, MO JIPYT, ¥ HU TO, —
Ynnpipaem Teneps Ha Llutepy

B cuneBaTom cusiupu Barro...

rpyCTh ]IIO6y€TC$[ JTYHHBIM men3axkem,

CMepTh, KaK Mapyc, LIyMUT 32 KOPMOIL. ..
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...Huxomy HM 0 4eM He pacckaxkem,

Huxorma He Bepremcs fomoit .

Yro Kacaercsa KOMMYECTBEHHOIO PACHpeNeNeHns «OIyCTOIAUMX» BPeMs
KOHCTPYKIIMIT MEX/Y SMIMPUIECKUMIU U (POKYCHBIMU (PparMeHTaMu, TO B
SMIIMPUYECKNX OHU BCTPETHUIINCD 121 pa3, a B POKYCHBIX — TOJIBKO 34 pasa.
ITockonbKy, OFHAKO, KaK Mbl TIOMHUM, B IMPUIECKOM TEKCTE CPENHAA -
Ha Qokyca MpuOIM3NTENbHO B 6,9 Pa3a CKPOMHee, YeM CPeJHAA IIVMHA M-
HMMPUYECKUX PParMeHTOB, HOCTONIbKY Ha CaMOM JieJie OITyCTOIIEHHOE BpeMs
6b1710 CBsI3aHO C (POKYCOM IOUTH BABOE Halle (34 : 121 = 0,28; 0,28 X 6,9 = 1,9),
TaK 4TO OIYCTOIIEHHOCTb 3Ta AAB/ISAETCSA €ro XOTs ¥ He CaMoill APKOIi, HO Bce
K€ OCTOMHOV BHUMAaHM A IPUMETOIL.

2.4. Crparerus 4: Knmacrepusanus pedepenros

B Halell pedn NMOCTOSIHHO OBIBAaeT TaK, YTO B MUHUMAIBHOM OT/aIeHUU
APYT OT Apyra YIOMMHAIOTCS ABa MO0 HECKOIBKO pedepeHToB. VIX conpu-
CYTCTBME BBI3BIBAETCS PA3HBIMM IPUYMHAMI: COOTBETCTBYIOLIME CYIile-
CTBUTEJIbHbBIE VIV MECTOMMEHUS MOIYT OKa3aTbCsl aKTaHTAMM MMEIOIETO
6oree, 4eM OIHY BaJIEHTHOCTb, IJIaT0JIa; MOTYT CTaTh YaCTAMM IIOCECCUBHOIM
KOHCTPYKLMU; MOTYT OKa3aTbCs KOMIIOHEHTaMM COYMHUTEIBHOTO PAfia 1 AP.
ITore3HO MORYMaThb, B KaKie )Ke TeMIIOpPa/bHble OTHOLIEHVSI CLIOCOOHDI
BCTYIATb MOf06HbIE pehepeHTBI, 1 3[leCh MbI BUAVIM TPU BapUAHTA.
BapumaHT 1. JlaHHble pepepeHTBl MBICTSATCSA KakK NPUHLUIINAIBHO APYT
OT Apyra He 3aBUCSLINE; BHE 0COOBIX KOHTEKCTOB, KOTOPBIE CYXAIOT MPO-
CTPAHCTBO PEEBAHTHBIX BO3MOXKHOCTEN, YIIOMMHAHYE OFHOrO pedepeHTa
He 3aCTaB/IsIeT HAC [OAYMaTh O APYTOM; KaK C/IEICTBIE, KaXX/blil CIIOCOOEH
6e3 OrpaHNYeHNUIT YIaCTBOBATh B CBOVX OTHE/IbHBIX 1 allpUOPM PasHOBpe-
MEHHBIX COOBITVAX M HPUBJIEKaTh K cebe MHTEpec TOBOPSIIIETO B pasHoe
Bpemsi. Tak, BHe 0COOBIX KOHTEKCTOB obpalieHne u K pedepeHty Mean, n K
pedepenty Anexcandp Bo dpase Mean yoapun Anexcanopa He 3HA4NT, OyA-

10 TexcT mpuBOAUTCs O M3f.: VIBaHOB 1994. UTO KacaeTcss 060pOTa HU 3MMO0... U HU MO, eABa
JIM €ro C/IEYeT CYECTb «OMYCTOUIAIONIIMM» BPeMs, MO0 TyT COOTBETCTBYIOIME CYOBEKThI He
TEpSIIOT B IIO/THOM CMBIC/IE CBOMX KOHKPETHBIX Ka4eCTB, HO IIPOCTO COOOIAETCsT, HACKOIBKO
MOC/IefiHIE TPYAHO PACIIO3HATD (UTO BefieT K BOSHMKHOBEHUIO OTPUIATEIbHBIX KOHHOTALHIA,
HO 3TO /I HAC HECYIIIeCTBEHHO).



264 Tennaouii 3envoosuu

TO TOBOPSILINIT B KaKJe-TO MOMEHTBHI He 3aX04eT 4TO-TO CKa3aTbh O CAMOM
1o cebe Meare v caMoM 1o cebe Anexcanope, U He 3HAUUT, OYATO CO00-
IIeHNe TOJMBKO 00 OffHOM M3 HMX MeHee BepOSATHO, HeXXen cooblieHne o6
060ux cpasy.

Bapuanr 2. Jlannble pedepeHTHI He IPOCTO BMECTe YIOMAHYTH B TOM
VI MHOM KOHKPETHOM IIPEIOKEHNN, HO TaKXe APYT C [PYTOM CBSI3aHbI
B HAIIell KapTUHe MUpa 1/1in B si3bike. Hampumep, npepcrasienme o conH-
e U céeme [ HAC TECHO acCOLMUPOBAHO C IIPENCTABICHIEM O y4ax, a
IpeJicCTaB/IeHNe O Yeno6eke — C MPEeICTAaBIeHIEM O €TO Jille, eTO Mmese, ero
pooumensx v MH. ip. [Toatomy Bo dpasax Buder senmoiii 1yu conHya Miam
30ecv susym pooumenu Veana cocencTBo [BYX pedepeHTOB OKa3bIBACTCS
Ooree faeKuM OT CIYYaifHOCTH, 4eM 9TO ObIIo Bbilre. Pasymeercs, cBO60-
ia KaXxoro pedpepeHta CaMOCTOATENLHO U B OTHEIbHOE BPeMs CTaHOBUTD-
s Y9aCTHMKOM KaKOI0-TO MHTEPECHOIO TOBOPsAIeMy COOBITHA 37ech 6oree
OTpaHNYeHHa, HeXEIN TIpK MepBoM BapuaHTe. OIHAKO, C APYTOil CTOPOHBI,
TaKasg peCTPUKLUA HOCTATOYHO TPUBMANbHA B TOM CMBbICIIE, YTO HPAMO BbI-
TeKaeT He U3 CBA3AHHBIX C KOHKPETHBIM TEKCTOM, a OOIIMX, allpUOPHBIX
SHaHMIL.

BapuanTt 3. Hakonel, orpaHnyeHne Ha B3a/IMHYIO H€3aBMCUMOCTb pe-
(depeHTOB MHOIJA HAJTaraeTcsl OT/ENbHBIM, KOHKPETHBIM TEKCTOM, B CUITY
€ro KOHKPETHOTO, MHVBIIYaTbHOTO COlep>KaHMA. Bo-TepBbIX, Tak mpomuc-
XOJIUT, €C/IY MMEHHO VX COBMECTHBIM NPUCYTCTBUEM B JJAHHOI CUTyalnn
06yCIOB/IMBaeTCSl OIpefie/ieHHOe MOPOXK/aeMoe €0 CIIefiCTBIE, KOTOpoe
SIBCTBYeT 13 KOHTEKCTa ¥ KOTOpOe 6e3 TaKOil COBMECTHOCTI He BO3HUKJIO
051 (B YaCTHOM C/Iy4ae 9TO BO3MOXXHOCTb OCO3HATH OIPEfie/IeHHYI0 BaXKHYIO
VICTUHY), WINX JXe, HA06OPOT, MX HEOOXOLMMO COBMECTHOE IIPUCYTCTBIIE
caMo ABJIAETCA CIENCTBYEM KaKOJ-TO Ha3BaHHOI B KOHTEKCTe IPMYMHBL
Bo-BTOpBIX, pedepeHThbI TepsI0T B CBOEl aBTOHOMHOCTH, €C/IU TeKCT C006-
M[aeT O CYLIECTBYIOIINX MEX[Yy HUMIU CAaMUMM HeCTAHJAPTHBIX Kaysajlb-
HBIX CBSI35IX, O TOM, YTO IPUCYTCTBUEM OIHOTO pepepeHTa MMIUINLINPYETCsI
IPUCYTCTBIE JPYTOTO.

OueBnpHO, Takoe B3aMMOOTHOLIEHVME MEXAY pedepeHTaMu — camoe
HeTpUBMAIbHOE U3 TPeX.

[TosToMy pasyMHO IIO/ararh, YTO €CIM IIOCIE[HUIT MOLYC COYHOMM-
HaHMS pedepeHTOB peanus3yeTcs B MUPUUECKON 1M093uM (IepBBI Xe U
BTOPOJl peanusyloTCsi HECOMHEHHO U PEry/spHO), TO MMEHHO OH C Hau-
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6o/blIIell BepOATHOCTBIO MOXKET 00peTaTh PaHT Xy[JO>KeCTBEHHOTO IIpyeMa,
B YaCTHOCTM — IIpMeMa, CIy>KallleT0 MAapKMPOBAaHUIO KOMIIO3MIIMOHHBIX
paszenos.

Cyps 1o BceMy, TaK Ha CaMOM Jiefie M TPOVICXOAUT.

Korga ynomsHyTble psiioM pedepeHThl B 3HAUNTEIbHOI CTeleH! Tepsi-
I0T CBOE IIPaBO INOOAVHOYKE y4acTBOBATh B Pa3HOBPEMEHHBIX, HE3aBUCU-
MBIX [IPyT OT pyra COOBITUAX, B pe3y/IbTaTe OKA3bIBAETCS OCTA0IEHHBIM,
00eTHEHHBIM TOT OOILINMII B3aMMOIIOPS/JOK Pa3BepPCTAHHBIX IO BPEMEHU CO-
OBITHIL, KOTOPBIM CaMO BpeMs co3upaeTcs. Bpems cranosurcs, urypans-
HO BBIpa)kascCh, MEHee BPeMeHeM, a OTTOTO, 10 IIpefCTaBlIeHHOI B Hayane
paboTbl anmodaTuIecKoil TOTMKe, CTAHOBUTCS OM1Ke K BEYHOCTH. BakHo
U TO, 4TO IO CYTU Jejla MHTepeCcyIolue Hac peepeHThl yTPAUNBAIOT CBOIO
OT/Ie/IBHOCTD ¥ BBICTYIIAIOT KaK 4acTy Oojee CI0XKHOTO, KOMIUIEKCHOTO pe-
(depeHTa, B OTPOMHOII Mepe MICKYCCTBEHHOIO I CTPAHHOTO, a YeM pedepeHT
HeoObIuHee, TeM B OOJbIIeN CTENeHV [O/DKHA OLIYLIAaTbCS ero CBA3b He
TOJIBKO C BpeMeHeM, HO U C BeYHOCTBI0 — 1160 BO BPEMEH eIIHCTBO TAKOTO
pedepenTa 06CTaBIEHO OIMpPeAe/IEHHBIMI YCIOBUSIMM, @ OT BEYHOCTH, TIOHU-
MaeMoOJi KaK IIOJIHOTA BCEX MBICIVMMBbIX IIOTEHLINIA, JjaXke CaMblil IPUYYIN-
BBl BOOOPa3NMBlil PeHOMEH HMKAKOMY OTYYXK/ICHUIO He nomexurt .

Mgl pacnionaraeM IpuMepaMi, TOKa3bIBAIOIMMIL, YTO B IMPUKE HETPU-
BUaJsIbHas, 00YC/IOB/IEHHAs! OCOOEHHOCTAMY JAHHOIO KOHKPETHOTO TeKCTa
MHTETPALMsl HECKOMbKIX MPOCTHIX peepeHTOB B ORMH CIOXKHBIIT Ae/ICTBHU-
TEIbHO BCTPEYAETCs], IIPMYEM BCTPEYAeTCsI [TTaBHBIM 00pa3oM B GoKyce.

%%

ITocmoTpum cHavana Ha 6710KoBckoe «Houb, ymuua, ¢poHaps, anrteka...»:

Hous, ynuia, poHapsb, anreka,
beccMbICTIeHHBII U TYCKIIBIN CBET.
JKuBn emre XoTb 4eTBEpPTb BeKa —

Bce 6yper Tak. Vcxona Hert.

11 Taxoke CyllecTBEHHO, YTO COBepIIAIOIeecs 37jechb IO KpaifHell Mepe YacTHMYHOe OTOX[ecCT-
BJIEHJE PA3HBIX pedepeHTOB JielaeT TeKCT Gojlee OPUEHTHPOBAHHBIM Ha MU(OIOrIMIECcKoe
BOCIPMATVIE MVPa, B YACTHOCTY Ha IVIK/IM3AIMIO BpeMeHM, KOTOpas, KaK MbI yyKe TOBOPIIIN
B II. 2.1, TOXXe npm6m/1>[<ae'r €ro K Be4YHOCTHN. PaSBI/IBaTI) 3Ty TeMy MbI HEe MO>XeM, HO Cp. l{pes—
BBIYAITHO BayKHble OTHOCALIMECS K Hell Habmogenus 10. M. Jlormana (1996: 206 u janee).
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YMpenib — HayHelIb OIATH CHAaYasIa,
W noBropurcsa Bce, KaK BCTaphb:
Houb, negsaHas pA6b KaHasa,

Antexa, ynuna, ponapp'Z.

B OTKpbIBAIOIINX CTUXOTBOPEHUE ABYX CTPOKAX YHOMSHYTO Lie/IbIX IISATD
pedepeHTOB, HO TOBKO MEXAY yruteil U oHaAPeM MOKHO YCMOTPETh M-
IUIMKAaTVBHOE OTHOLIEHMe (Ha ynuije 0ObIYHO eCTb (oHapiu), BIOOABOK e
MMIUIMKALVS 9Ta TPUBMAIbHA, 100 MpeoIpenesieTcss HalluMy O0IyMu
3HAHMAMU O MMpe. Takasi ke TPUBUA/IbHASL MMIUIMKALMs BO3HUKAET U B
3aK/IIOYNTEIBHOM 1 OJJHOBPEMEHHO (POKYCHOM [BYCTHULINU MEXAY pede-
peHTOM anrmeka u pedepeHTOM ynuya (160 arTeKa pefKo PacIoIaraeTcs
B MIHOM MeCTe), a TaK)Ke MeXAY pedepeHTOM ynuya u pedepeHToM PoHapy.
OnHAaKO CBepX 9TOro, YUUTHIBAsI COlep>KaHye CTPOK 1-2 U CTPOKMU 6, U an-
mexa, I yIuya, i OHAPL CTAHOBATCS IIPERYrafgblBAeMbIMI U3 OTKPbIBAIO-
Leil IPEJIIOC/IEHION CTPOKY HOUU, U 9Ta B3aMMOCBA3aHHOCTb Pe(epeHTOB
y>Ke BBITEKAeT He M3 HAIIMX OOLIMX IPeJCTaBIeHNUIT O 3HAYEHUM COOTBET-
CTBYIOIIUX CJIOB 1160 O MUpe, HO U3 YHUKAIBHBIX OCOOGHHOCTEI! JaHHOTO
TEKCTa.

OTyacTu CXOEHO C O/IOKOBCKMM U CrIefyIolijee CTMXOTBOpeHMe MaH-
HerbluTaMa:

becconnumna. l'omep. Tyrue mapyca.
ST cmcok Kopabiieit mpovesn Ko CepefuHbL:
Celt IIVMHHDIN BBIBOJIOK, Ceil T0e3]] Ky PaBINHBbIIN,

Yro Haj I11ao KOrja-To MO H SIIC.

Kax >XypaB/IuHBII K/IVH B 4y)K1e pybexm —
Ha ronoBax mapeit 60)keCTBeHHasl ITleHa —
Kyna mbiBete BbI? Korpa 651 He Enena,

Yro Tpos BaM ofiHa, axeiicKue MyXun?

VI mope, 1 ToMep — Bce BIKETCSA TI0OOBDIO.

Koro e cnymares mue? V Bot, ['omep Momuur,

12 Texct npuBopuTcs no usp.: biok 1997.
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W mope yepHO€, BUTUIICTBYH, IIyMUT

W ¢ TAXKUM TPOXOTOM HOAXOAUT K U3TO/IOBBIO.

Kak ¢oKkycHBIE TYT eCTeCTBEHHO IIPOYUTHIBAIOTCS 3aK/TIOUUTEIbHBIE [IBE C
IOJIOBMHOM CTpOKM. IIpy 3TOM, IOCKONIBKY 4yTh paHblle, B CTpoKe VI mope,
u T'omep — 6ce dsudcemcst 110006b10, SICHO TIOKA3aHO, YTO ABTOPCKOE BHIIMA-
HIle IIPUBJIEYEHO TONBKO K pedepeHTaM mope u Iomep, a HeMOCpeHCTBEH-
HO IIepef, Ha3BaHHBIM (OKycoM 3amaeTcsi Bompoc Koeo sice cnywamy mHe?,
COCPe[IOTAuMBAIOIIMII 3TO BHMMaHME MMEHHO Ha NEPCIIEKTUBE YC/biUiamb
mope 1 [omepa, ocTonbky dpasa [omep monuum Hemaet fanbHeiillee YIIo-
MIHaHIE O Mope Kyia 6ojiee 0XK1/JaeMbIM, HEXKeI! 9TO BbITEKAsIO Obl U3 Ha-
mux o6IMX IPeCTaBIeHNUIT O COfePKaHNI TOMEPOBCKOrO 3I0ca. VIHbIMU
CI0BaMI, TYT YTOHYEHHBIM IIPUEMOM /iBa pedepeHTa CHOBA 00beUHSIOTCS
B KJ/IacTep.

C mopo6HBIM Xe 3(pPeKTOM, XOTA U HECKONBKO IIO-MHOMY JOCTHUIae-
MBIM, MbI BCTpedaeMcsl B cTuxoTBopeHunu Ilseraesoii «/JHeit cnonsaroniue
CNIU3HIU...», TEKCT KOTOPOTO NPMBOAMICA BbIlle, B II. 2.2. POKYCHbIMM, Ha-
IIOMHMM, 3[IeChb ABJAIOTCA YeTBEPTasA M BOCbMasA CTPOKU. B derBepTOit
peub BefieTcs 0 TpyIIe pedepeHTOB £, (M0s) HU3Hb, Mui'>, B BOCBMOI — 0
rpymie #, (moe) meno, moi. IIpu 9TOM, Bpaspes CTEpeOTUIIHBIM IIpefiCTaB-
TIeHUAM, eCmy pedepeHT bl UIBAT U3 KaXKJOTO Psfia, TO paspylIaeTcs
TaK>ke BOOOIIe-TO 3aKOHHAA CBsA3b MEX/Y IEPBbIM 1 BTOPBIM pedhepeHTOM,
a TeM CaMbIM J BTOPOIT pedepeHT B KaKOM-TO Ba>KHOM CBOEM acCIleKTe IIe-
pecTaeT CyIecTBOBaTh, YTO, B CBOIO OYEPENb, OUYEBUIHO YIPOXKAET TaKXKe
CYLeCTBOBAHMIO IIEpBOro. B pesynbrare myckail M He B peajbHOM (160
BBIJJABaeMOM 3a peajIbHBIIL), a B CGOPMUPOBAHHOM CTPEM/ICHUAMI aBTOP-
CKOro s BOOOpa>kaeMOM Mupe pedepeHTbl CHOBA OKa3bIBAIOTCA €JVHBIM
LIe/IBIM, KOTOpOe Aaxke 6oJiee HePaCTOPXKIMO, YeM 3TO ObIIO B IMPEJIIeCcTBY-
IOLIMX IIpUMepax.

Haxownern, eme ogHa Bapuanusa Ha Ty K€ T€MY €CTb B CTMXOTBOPEHUM
IIBeraeBoit «Tbl, MeHs TIOOMBLINIT (ANIBIIBIO...», TEKCT KOTOPOTO TAKXKe

13 Boob1iie roBops, TpaKTOBKa JKM3HM KaK pedepeHTa MoIa 6bl BBI3BAaTh BOIIPOCHI, TAK KaK B
HPUHLINIIE HU3Hb — CTIOBO IIPEIMKATHOIL, a He pedepeHTHOI ceMaHTHKM. OHAKO B JAHHOM
CITy4ae JU3Hb, BOCTIPMHMMAaeMas KaK I0CeCCyM, CIIOCOOHDII MEHATD B/IafieibIia, a BOOAaBOK
elje ¥ IIOCTAaB/IeHHAs B OVH PAJ| C Me/0M, TIOiBEPraeTcsl CTOMb CePbe3HON peyduKanym,
4TO BCe-TAKM HAJI0 IPUSHATD ee pehepeHTOM.
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IPUBOAWICA paHee, B I. 23. Kak Mbl yxe roBopunn, GpokycoMm TyT CTaHO-
BSITCS 3aK/TIOYMTe/IbHBIE CTPOKIL. [Ipy 9TOM IIOC/IEHSIsI CTPOKA HOCKUT MeTa-
JIMHIBUCTMYECKUIT XapaKTep, a MATh C/IOB IIPEIOCIefHell BCe CTAHOBATCA
pedepeHTaMI, K KOTOPBIM OHa obpaiaercs. Koab ckopo e pedb uper He
npocTo 06 UCTHHe, HO 00 MCTVHE >KU3HEOIPeAe/SsIOllell, IMEHHO TaKOe,
KaKoe eCTh, COeJHEHNe ITUX CIOB 0bOpeTaeT 0co6yi0 3HAMEHATEeTbHOCTD:
nm06ast B HEM IlepeMeHa He MPOCTO Benma 6bl K MOAMUKAINN CMBICTA, HO
ObUta GBI OTCTYIUIEHVEM OT TOTO KJIFOYEBOTO, Pyl 4ero BO3HMK/IM I{BeTa-
eBCKIe CTUXI.

[IponnntocTpupyeM CIyd4aii, KOra Kaactepusanyusi peepeHToB nMeeT
Mecto BHe ¢pokyca. Tak fieno obcrout B cruxoTBopeHun I]BeraeBoit:

He cy>pieHo, 4TOObI CH/IBHBIN C CUJIBHBIM
CoegHIIICH OBl B MUpPE CEeM.
Tax pasmuHymich 3urgpup ¢ BpyHrumbgoi,

Bpa‘{Hoe AE€N10 peuB MEYOM.

B 6paTcTBEHHOI HEHABUCTY COIO3HOI
— ByiiBonamu! — Ha ckany — ckarna.
C 6pauHOro y103ka yIIes, Hey3HaH,

 Heorm03HAHHOIO — CIIasa.

ITopo3Hb! — make Ha 10)Ke GpaYHOM —
IToposup! — faske crensAch B Kynak —
IToposHb! — Ha A3bIKe IBY3HAYHOM —

ITo3pHO ¥ TIOPO3Hb — BOT Hall Opak!

Ho n mocrapiue eme ob6uzma
EcTb: aMa30HKy IOAMAB KaK JIeB —
Tak pasmunynuca: coia etnpbt

C piepnio ApecoBoit: AXunmiec

C Ilendesneeri.
O BCIOMHU — CHU3Y
Bsmisap ee! couroro cemoka

Bsrnan! e ¢ Onmumna yske, — U3 SKIDKU
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Bsrap ee — Bce X elnje CBbICOKa!

YT0 X 13 TOTO, YTO OTCENIb OFHA B HEM
PeBHOCTD: )KEHOIO ypBaTh y THMBI.
He cy>xzeHO0, YTOObI paBHBIIl — C PABHBIM. ..

Tax pasMMHOBBIBaeMCS — MBL.

B OTKpBIBAOLIMX CTUXOTBOpeHNUEe CTpokax He cyicdeHo, umobvl cunvHulil ¢
cunvrvoim Coedurunucy 6vi 8 Mupe cem TpeLbsiBIeHa 0cobasi, He 001as, HO
criengudeckast sl JAHHOTO TEKCTa IPUYMHA, IT0 KOTOPOIL aBTOp, YIIOMSI-
HYB 0 3uehpude, IPaKTUIECKV HABEPHSIKA TO/DKEH YIOMSIHYTb BpyHeunvoy,
a YIOMSIHYB 0 cbiHe Qemudv (Axunnece) — 0OpaTUThCS ellie 1 K pedepeHty
owepv Apecosa (Ilengpesunes): umenno 3urdpup u BpyHrunbia B repmas-
CKMX JIETeHJaxX ¥ MMeHHO Axwutec u IleHdesnes B TOMEPOBCKOM 3110Ce
B/IaJie/IVl CPABHMMOII CUJION; 3UTdpuy XoTen >KeHUThCsl Ha BpyHrmbge, a
Axunnec mpusHancs B miobBu Kk Ilendesunee. Bes Takoit MHUIMATBHOI
[eK/IapaL{iyl CBsI3b MEXAY IIEePBBIM U BTOPBHIM pedepeHTOM KaXK[[Oll Iapbl
6p1a 661 HemaMepumo 6oiee CBOOGORHOIN, [OIYCKasl, HAIIPUMED, ITO €C/In
peun uzer o 3urdpuse, TO pasMUHYTHCS OH MOT He ¢ BpyHrmibpoii, a ¢
ee Bouepbio KpuMruibpoii, ¢ ApakoHOM (KOTOPOTO, COITIACHO JIeTeHfie, OH
youm) u . 1.1

%%

OO6paTuMcs K CTaTUCTUYeCKUM JaHHBIM. [IpoaHanusupoBaB CTO nypude-
CKUX CTI/IXOTBOPCHI/IIH/I Haliero Kopnyca, MbI OGHapyX(I/ITH/I KJmacTepusanmuio
pedepeHTOB B aMIMpriecKux GpparMeHTax 6 pas, B pOKyCHbIX e 8 pas. V,
BHOBb-TaKM, €C/IM YYECTh CPENHECTATUCTUYECKYI0 KPAaTKOCTh (OKYCHBIX,
9bs JIVIHA MEHbIIE OIVHDI SMIIVIPUYIECKUX B 6,9 Ppasa, TO MbI Y6C,EU/IMCH, 4q4TOo
KIacTepusanus peepeHToB SBAETCS MOYTH 6e30IMOOIHBIM MapKepOM

14 TIpuMeyaTenbHO, YTO XOTSA BeCbMa MOXOXUM 0OPasoM B 9TOM CTMXOTBOPEHMMU YCTPOEHBI
TaKXke JBe MOC/IefHue 1 GOKYCHbIE CTPOKM, MHTEPECyIollell HaC KIacTepusaliii B HUX HeT.
3mech roBopuTCs 06 aBTOpe ¥ afpecare (Mbt), HO 3arofis He U3BECTHO HIU TO, YTO OHY CHJIb-
HbIe V/IY PaBHBIE, HU TO, YTO XOTA ObI ¥ OJHOTO K JPYTOMY €CTb CepiedHoe 4yBCTBO. [109T0-
MY MX 00befIMHEeHIe OKa3bIBAeTCA HEOXKU/IAHHBIM 1, OYeHb B [iyXe 1]BeTaeBoil, ToMaoIM
HpesK/ie CIOKUBIIYIOCA B TeKCTe — a BIOOABOK ellje 11 BeCbMa HEOPAVMHAPHYI0 — MHEePLMIO.
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¢doxyca — 160 ee peasbHas YaCTOTHOCTb B IOC/IEHEM IIPEBBIIIACT €€ Ya-
CTOTHOCTb B IMPOYMX YACTSAX TEKCTA HOYTU BHECATEPO (8 : 6 = 1,33; 1,33 X 6,9

=9,2).

2.5. Crparerus 5: XapaKkTepusymouiie I HeXapaKTepu3yIoLyie NTepaTnBbl

Bslimte, B 1I. 2.1-2.4, aHAIM3MPOBA/IUCH CIyYan, KOTIa BPeMsl TATOTEET K da-
CTMYHOI yTpare CBOMX NPOTOTUINYECKVUX CBOJCTB, KOTOpas [€NaeT €ero,
(burypanpHo BbIpaXkasich, MEHbIIe BpeMeHeM I, 110 alo(aTIIecKoil IOTVKE,
B KaKOJI-TO CTENEHM COMIKAET C BEYHOCTBIO.

Bmecre ¢ TeM, Kax MBI TOBOpMIM B Hadaje paboTbl, mopoOHas Omm-
30CTh MOXKET JOCTUTAThCSI M OOpAaTHBIM CIIOCOOOM, y>Ke uepes YCIOXHe-
HIle, B YaCTHOM C/Iydae 4epe3 CBOErO POAa YABOEHNE MPUCYIIel BpeMeHN
BHYTpEHHEl CTPYKTYpsl — 160 MHOTOMEDPHBII M MHOTOOOBEMIIIOLINIT Xa-
paKTep CBOJICTBEH B IIepPBYI0 OdYepesb MMEHHO BedyHocTu. ORMH M3 COOT-
BETCTBYIOLIMX [PUEMOB HaMM y)Ke ObUI onucaH (3enbgoBUY 2025), HO Ha
CaMOM JleJle MX CYIEeCTBYeT Topasfo Gorblile; Cpefy IPOdYero, B LOCTIKE-
HUM JAaHHOI LieNM CIIOCOOeH UIPaTh POIb BBIOOP MEXAY ABYMs TUIIAMU
UTEPATUBA.

Ecnu ta nay mHasi KOHCTPYKIMsI YIIOTpeO/ieHa B MTEPATUBHOM CMBICTIE,
TO eCTh Ha3bIBaeT [IOBTOPSIOIEECs] COOBITIE, IHTEPEC TOBOPSIILETO MOXKET,
BO-IIEPBBIX, COCPENOTOYMBATHCS TONBKO HA TeX MOMEHTax b0 BpeMeH-
HBIX OTpe3KaX, KOIla OHO COBEPLIAETCsl, BO-BTOPDIX, [l TOBOPSILLIETO MO-
JKeT OBITh B&KHBIM BeCh BMELIAOIINIT MHOTOKPATHBIE TIOBTOPBI BPEMEHHOI!
MHTepBaT — 160 Uepe3 coObIIeHNE O TIEPUONMIECKOM HAMMYUU COOBITUS B
[eICTBUTEIBHOCTYL JAETCS LIEIOCTHAS XapPAKTEPUCTIKA ero CyO'beKTY, MHOIa
06bekTy win GeHeUIMAHTY, TIOPOIT ONIpee/IEHHOMY MECTY, Ifie OHO IPOVC-
XO[WJIO, & B OTHE/IbHBIX CIIYYasiX JAake HeKoeMy pedepeHTy, B COObITUM IIPs-
MO He y4acTBYIOIEMY; HO IIPOCTO ACCOLMIPOBAHHOMY C €T0 YYaCTHUKOM.

PasHuia Mexfy OObIYHBIM 1 XapaKTePMU3YIOLINM UTEPATUBOM XOPOLIO
BUJJHA B KOHTEKCTAX, 3aBEJIOMO TpPeOYIOLINX CKa3aTb O pedepeHTe HEUTO
Ba)XKHOE: 37IeCh TIPU MPOYMX OMATONPUATHBIX OOCTOSATENbCTBAX UTEPATUB
XapaKTepU3YIOLNIT YIIOTPeOseTcsi CBOOOIHO, a HeXapaKTepU3YIOLNIT 110
MEHbIIIEI Mepe COMHIUTEIIEH; CP. IIapbl IPUMEPOB:
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(1) [ KonTekcr:
- Yro 3a yenosek [leTpos? |
a. ?? — Horna OH MOSB/IACTCS B HallleM JTI0OUTENTbCKOM TeaTpe
(nudopmanMs 0 HEPUOANIECKUX IPUXOAAX B T€ATP IIIOXO
HOMOTAeT OLEHUTD IMYHOCTb YeJI0BEKa, er0 CTaTyC B 001IeCTBe I
T. IL.);
6. — VIHOT/1a OH TIOSIB/IAETCST B KOMITAHMY MWUTHAPAIEPOB (37€Ch
MOXXHO CJIe/IaTh BBIBOJL O €I0 BHICOKOM CTaTyce, Ha/IMIMUM y HETO
B/IMATENbHBIX 3HAKOMBIX 1 IIPOY.).
(2) [ Konrekcr:
— Yero mobunach B XusHu Mama? |
a. * — Bpems oT BpeMeHM OHa HOeT (110 YbeMY-TO IIEPUOJUIECKOMY
HEHNIO CYJUTD O XI3HEHHBIX yCIIEXaX HeNlb3sl);
6. - Bpems oT BpeMeHn ona noet B Tearpe «JIa Cxana» (yHOMAHYT
6ecCIIOpHBII TPU3HAK OOJIBIIOTO yCIIeXa).
(3) a. [ Konrekcr:
- Yro (Ba)KHOE) MOXKHO CKa3aTb 00 9TUX TyPsx? |
* — OHM 9acTo MAJAIOT Ha IO (TO, O YeM TYT COOOIAeTCs, KpaiiHe
TPYAHO CYNTATH CYILIECTBEHHBIM IIPU3HAKOM Ty(eIb);
6. [ Konrexcr:
— Yro (BakHOE) MOXKHO CKa3aTb 00 3TUX caMojeTax? |
— OHM YacTo mafanT (IPMHIMATBHO BaXKHAsI X OCOOEHHOCTD).
(4) [ Konrekcr:
— YeM Tebe OyneT MaMsATEH MIPOLIEHIINIT TOA? |
a. 22 — S KaXX/IbIMl IeHb BCTPEYa/ICA C HAIIIUM JIBOPHIKOM;
6. — 51 KaXX7Iblil leHb BCTPeYascs ¢ M0OMMON >KeHIMHOI.

OueBNAHO, UMIITMIIMPYEMOE XapaKTepU3YIOLIVM UTepaTMBOM BpeM: JIBO-
CTBEHHO B TOM CMBIC/IE, YTO 37IeCh aKTya/IM3MPOBaHbl ¥ MOMEHTBI MM
MHTepBabl, KOTJa MMeeT MeCTO KaXK[asd efMHMYHAS MHCTAHIMaIusA Co-
OBbITIUA, U, JOIOIHUTEIbHO, BeCh TOT IIPOTSKEHHBIN IIepUOJ, K KOTOPOMY
npuypodeHa obas xapakrepuctuka. CyliecTBeHHO, YTO 1Ba 9TUX aclleKTa
XOpOIIIO APYT APYTY NPOTMBONOCTABIEHbI, 160 KaK YMCTas UTEPATUBHOCTD
BO3MOXKHa 0e3 XapaKTepysaluy, TaK U XapakTepusanus pedepeHTa yepes
€ro y4acTue B COOBITUM M/IN KOCBEHHYIO IIPMYACTHOCTD K COOBITUIO BO3HU-
KaeT He TOTbKO B MTEPATMBHBIX KOHTEKCTAX, HO TaKXXe B KOHTEKCTaX, I7e
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TIOBTOpPeHNMe COOBITHIT HIYeM He TapaHTMPOBAHO, HATIPUMeEp, B 0bmedak-
TUYECKOM KOHTEKCTe; Cp. ppasy Mean éviuzpoiéan 6 waxmamot y Muxauna
Tans, 1erko MOMYCKAIONTYI0 OHMMaHMe B yXe VIBaH o4eHb CHJTBHBII ITaX-
matuct .

B TakoM c/yuae TPYIHO He 3aMOJO3PUTD, YTO XapaKTePU3YIOIIEro pofia
UTEPaTUBbI JIOMHKHBI MCTIONMb30BaThCS TP MAPKUPOBKE MMPUIecKoro ¢o-

Kyca, U 9TO JeliCTBUTEBHO TaK.

%%

B xauecTBe IepBOro mpumepa BCIOMHMM y>Ke pacCMaTpuBaBIleecs 10 MHO-
My IIOBOAY B II. 2.1 MaHJEIbIITAMOBCKOE CTMXOTBOpeHMe «f He cibIXain
pacckasos OccuaHa...».

37ech SMIMpHYECKNe CTPOKM 1-14 HE COfiepKaT XapaKTepM3YIONINX
urepatnBoB. Tak, koHCcTpyKuua A He cavixan pacckasos Occuana M KOH-
cTpykums <> He npobosan crmapuHHozo 6uHA cOOOIIAIOT 06 OTCYTCTBUM
COOTBETCTBYIOIETO COOBITISI Ha BCeM «DONMBIIOM» PeTIeBAHTHOM JHTEepBa-
Jle, a BOOOABOK JaXke U CTOALIME 32 HUMM IOTIOKUTEIbHbIE KOPPEIAThl A
cnvixan pacckasvl Occuana u <A> npobosan cmapurHoe 6UHO JaNeKo He C
00513aTe/IbHOCTBI0 MMEIOT MTepPaTUBHBIN CMBICK. To e camMoe BEpHO i
CTPOK 3-6, TZie TJIATONIAM MePeusumcs Vi uyoumcs HOIMYCTMMO TIPUITNCATh
MHOTOKpaTHOe 3HaueHUe, HO 3TO U JlajleKo He eJMHCTBEHHBIN, X OTHIONb
He caMblil yOeUTeIbHBIN BapMaHT, TaK YTO CKIOHUTHCA K HeMY OBUIO Obl
KpaliHe OIIacHO.

Jlanee, B CTpOKax 7-8 IJIArON Menvkarm CKOpee BCETO MTepPaTUBHbIN, HO
y Hero He BMJHO HMKAKOIO XapaKTepU3YIOLIEIO CMbICIA; CP. XOTS Obl ABHO
HeyZlaqHble KOHCTPYKLMWL: 27 [l wapos 6asiHo, 4mo oHu MenvKaom npu
nyHe; 22 JI7s Opy#HUHHUKOS 8AHCHO, HIMO UX UWAPPbL MENbKAIOM NPU JIHE.

B cTpokax 9-12 HeT KOHCTPYKIMIA, JOIMYCKAIOIMX UTEPATUBHOE IIpOYTe-
HILE.

15 Ecrm B A3bIKe MMeETCA ITATO/IBHBIN NePQEKT, TO OH TAKXKe YaCTO CIIOCOOeH He TONMBKO Mps-
MO yKas3bIBaTh Ha TEKYIYI0 PeIeBAaHTHOCTD IIPOIIIOTO COOBITUSA, HO 1 IaBaTh €0 YYaCTHU-
Ky CYLIECTBEHHYIO CBSI3AHHYIO C COOBITMEM LIEMOCTHYIO XapaKTePUCTHKY, IIPIdeM CIUIOLIb
U PANOM OHAa O3HAYaeT YTpaTy MHTepeca K TeKyleil peneBaHTHOCTH. HeobbruaiiHo moka-
3aTe/IbHBI B JAHHOM II7IaHe (aKThl CTAPOCTABAHCKOTO A3bIKA, MIPe/ICTaB/IeHHbIe B: ImyHrsan/
YpmaHuneBa 2017.
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YTo ke KacaeTcs 3aKI0UMTENBHOTO ¥ GOKYCHOTO ABYCTHINNA, M cHO6a
CKanvO wyxHcyro necHio croxum M kak ceoto ee npousHecem, TO 371eCh, BO-TIeP-
BBIX, pedb UJIeT O HECOMHEHHO IIOBTOPAIOLINXCA COOBITHAX, BO-BTOPBIX XKe,
UX TOBTOPHOCTb CTAHOBUTCA U /IS CKA/bOA, W JIIsL NeCHU CYILeCTBEHHOI
00111e1 XapaKTePUCTUKOIL.

CxOIHYIO B MHTEPeCYIolleM Hac IJIaHe CTPYKTYPY MMeeT ¥ CTUXOTBOpe-
Hue [TacTepHaka «3MMHSAS HOUb»:

Meno, meno 1o Bceit 3eme
Bo Bce mpenenbl.
Cseya ropena Ha CToJIe,

Caeua ropera.

Kaxk metom poem Momrkapa
JleTuT Ha 1Iams,
CreTanmuch X/I0MbA CO ABOPA

K oxonnoii pame.

MerTenp nenmia Ha CTeKIe
Kpy>xxu n cTpensl.
CBeya ropesna Ha CTOJIe,

Cseya roperna.

Ha osapeHHBIIT IOTOTIOK
JIO>XXUTNCH TEHM,

CkpeleHbs PyK, CKpellleHbs HOT,
CynbOBblI CKpeleHbs.

U nmapanu fBa 6amMadka
Co cTyKOM Ha HOJL.
W Bock ce3amu ¢ HOUHMKA

Ha nnarpe kamart.

U Bce TEPANIOCHh B CHEXXHOI MTJIe

Cepoi u 6emoii.
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Caeya ropesna Ha CTOJIe,

Caeya ropera.

Ha cBeuky fysio us yria,
W xap cobnasHa
BappMalt, Kak aHres, ABa Kpbuia

KpecroobpasHo.

Mero Bech Mecs1 B peBpare,
VI to u geno
Cgeua ropesna Ha CTOJIe,

Caeua ropena'®.

B ammupuueckux crpodax 1-7 HPUCYTCTBYIOT KOHCTPYKLMM, KOTOpBIE
OYeHb eCTeCTBEHHO CUeCTDb UTepaTHBHBIMI. TakoBbI cTpoky Ha o3apeHHbili
nomornox Jloxunuce menu...; crpoku ¥ nadanu oséa b6awmauxa Co cmyxom
Ha nom; ctpoku U eock cnesamu ¢ Hounuxa Ha nnamve xanan'. Opna-
KO HMIZIe 3IeChb He BUJHO XapaKTepU3al[uy: HUIME He COOOIIAeTCsl YTO-TO
[0-HACTOSIIIEMY Ba)KHOE HI O MeHsIX b0 nomonke, HU O 6AuWMAUKAX, HUL
0 60cKe, HOUHUKe VI Njiambe, HU 00 OCTAIOIIMXCA «3a KaJjpOM» IJIABHBIX
HepCOHaXKaX CTUXOTBOPEHM L.

B Tekcre Tak)Ke MMEIOTCSA SMIMPHUUYECKNe (PpParMeHTbl, A/ KOTOPBIX
UTEpaTUBHAs MHTEpPIpETAIsi MeHee BepOsTHA, HO [OIyCTMMa. TaKOBBI,
HaIpuMep, KOHCTPYKLUA [...] semom poem mouwikapa J/lemum Ha nnams,
IpUONIM3NUTEIBHO B PABHON CTENeHU CIIOCOOHasA OBITh IOHATON Kak c000-
IIleH)Me O peajibHO HMOBTOPAIOLIVXCA CUTYaLMAX VU JkKe 00 OTBIEYeHHOM
OT KOHKPETHBIX MaHUdecTaluil yHUBePCaTbHOM IIpaBuiIe, ¥ KOHCTPYKIUA
Cnemanuco xnonvs co 0sopa K okonHoti pame, TByCMBICIIEHHAsI MEXJY UTe-

16 Texct npuBoputcs no usp. IlactepHax 1965.

17 MbI He XOTMM CKas3aTb, OYATO MTepaTMBHAS MHTEPIPETALMSA TYT €AMHCTBEHHO BO3MOXK-
Has; J/I1 HaC TOMBKO BaKHO, YTO OHA U JIONMYCTMMA, U JOCTATOYHO BepOsATHA. IDTO U IIO-
clefyromye HabOMONeHNss BO MHOTOM HEPEK/INKAITCA C aHAMM30M «3UMHel HOum» y
A. K. XonkoBckoro (2020), KOTOPbIil BUANT KOJebaHMs MKy eAMHUYHBIM (WM, TOYHEe,
eAVHIYHO-TIPOTSDKEHHBIM) U MHOTOKPATHBIM 3HAYeHVEeM ITIar0/IoB KaK YPe3BBIYAIHO BaXK-
HYI0 0COOEHHOCTb I1aCTEPHAKOBCKOTO TEKCTa.
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PATMBHOCTBIO U JYPATUBHOI OFHOKPAaTHOCTHIO. OFHAKO [aXke eCay urepa-
TUBHOCTb 3/IeCh YCMOTPETb, OHa BCe PABHO He CBSI3aHA C XapaKTepusalnei.

Yro e xacaercsi pedpena, Ceeua zopena na cmone, Céeua zopena, T0
B IEpBOI1, TPeTbeil 1 IIeCTOl cTpodax MOHMMATHCS OH MPAKTMYIECKU Ha-
BepHsIKa JJO/DKEH KaK COOOlIeHne 00 OfHOI, — BO3MOXKHO, ¥ OY€Hb [OJI-
TOJ1, PAaCTAHYTONM Ha HEJeN, HO BCE PAaBHO 00HOIl — CUTYaLUIA, A aXKe eC/n
IPeAIIOYeCcTh UTEPATUBHYI0 MHTEPIPETALNIO, TO He BUIHO, KakKoi pede-
peHT MOT 6bI TYT OBITh XapaKTepU3yeMbIM.

Tem BbIpasuTenpHee OKasbIBaeTCs MOCIefHsSA U GoKycHas crpoda, rie
Ta JKe caMasl CUTyalusl ‘CBeda ropena obperaer mpsmo, 060pOTOM 1o U
0def0, TPOCUTHANM3MPOBAHHYIO UTEPATUBHOCTD, & IIPM 3TOM €llle CIIYXKUT CY-
I[eCTBEHHOIT XapaKTepU3aLUy YIOMSHYTOTO B HAYAIbHOI CTPOKeE (hespais.

%

IIpn paboTe ¢ KOPIYCOM B JIMPUYECKOM (POKYCe XapaKTepU3YIOLINX MTe-
paTMBOB HalifIeHo 15, a 3a ero mpepenamu 21. IIpyHMMasn e BO BHUMaHMe
TO, 4TO (POKYC B CpefiHeM B 6,9 pasa Kopode, 4eM SMIMPIUUIecKre PpparMeH-
TBI, ICTUHHASI BEPOSITHOCTD, YTO OH OY/[IeT COflepXKaTh XapaKTepuUsyOLyIo
UTEPAaTUBHYI0 KOHCTPYKIMIO, OKa3bIBAeTCA MOYTHU BIATEPO BbILIe (15 : 21 =
0,71; 0,71 X 6,9 = 4,9), TO €CTb XapaKTePU3YIOLIVII UTepaTuB OOHAPYKUBAET
IPOYHYIO CBA3b MMEHHO C JVICKYPCHMBHO IEPBOIUIAHOBBIMM YacTAMMU CTU-
XOTBOPEHMA.

3. 3aK/I0YeHne

Kak 6bII0 II0Ka3aHO B III. 2.1-2.4, B IMpuYeckoM (oKyce daije — 1 B 0C-
HOBHOM 3HAYUMENbHO 4Yallle, — 4YeM B IMIUPUYECKUX (PparMeHTax CTU-
XOTBOPEHMsI, CTABUTCS IO, yIPO3Y Ta B3aUMOYIIOPSJOYEHHOCTb COOBITHIL,
KOTOpasi KOHCTUTyupyeT Bpems. CoOINAacHO >Ke amogaTudecKoil JIOTUKe,
HOYTI TOBCEMECTHO NPMHUMAEMOI KaK B €BPOINENCKNX, TaK I BOCTOYHBIX
¢110coCKO-peNUrNO3HBIX YIEHNAX, TOr0 MO0 MHOTO pOfa OTpUIjAHUE
BPEMEHN B [EPBYI0 OYepefib ZO/DKHO HABOAWUTH Ha MBIC/Ib O BEYHOCTH (CM.
KymapacBamn 2017). Be3ycioBHO, yTBep>KaTh, 6yAT0 0OHAPYKeHHbIe HAMM
HapYIIEeHNs IPOTOTUIINIECKOTO BPEMEHHOTO HOPSI/iKa IIPEBPAIAI0T BPeMs
B BEYHOCTbH, HJ B KOEM C/Iy4ae HeJb3sl, OGHAKO €ro K Heil Olpe/ie/leHHOe —
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CKopee Bcero MeTadopuIecKU-XyA0KeCTBEHHOe — IMPUO/IVDKEHIE TPOICXO-
AT IIPAKTUYECKN HaBEPHSKA.

B 1. 2.5 MBI y6enuanch, 9To GOKYC OTMEYEH U HPOTUBOIIONIOXKHOI TeH-
IeHLel: TeHIeHIMell K yIBOEHUI0 BpEMEHM, K ero pasOuBKe Ha XOpOLIO
OT/IMYMMBbIE APYT OT APYra «CTPAThl», KOTOpasl TAK)Ke YIOR0O/IsieT BpeMeH-
HOe BEYHOMY — ITyCKail M CHOBA B HEKOTOPOM TPOIIENYECKOM CMBICTIE, HO
BCE XK€ B CMBICTIE, Ubsl XY[OXXECTBEHHAsI I MUPOBO33PEHUYECKas Ba)KHOCTD
IaBHO npofieMoHcTprpoBana I1. Pukepom (1998).

[ToHuMMaTh BCe PacCMOTPEHHBIE OCOOEHHOCTM CO3W/A€MOrO JIVpude-
ckuM (GOKYCOM BpeMeHM KaK MOMBITKY €ro TPaHCLEHPOBAHNS U, TAK CKa-
3aTh, 9T€PHMU3ALUY JIOTUIHO, C OJHOI CTOPOHBDI, TIepefl IULOM TOrO 06IIero
CTpeMIeHNsI TIORHSTHCS HAJl HEIIOCPEACTBEHHBIM OIBITOM, KOTOPOE IIPUH-
LUIVAIBHO CBOJICTBEHHO (okycy (cM.: CuIbMaH 1977), ¢ PYTOI ke CTOpO-
HBI, ellle U IIOTOMY, YTO TOJIBKO B 3TOM C/Iy4ae KakK GyATo OGbl COBEpIIEHHO
He B3aMIMOCBsI3aHHBIe (DAKTBI IPECTAHYT B CBOEM €[JUHCTBE, TO €CTh, HA/I0
ILyMarh, — B CBOEM UCTUHHOM OOINKe.
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Onee 3acnasckuil

Jlormyeckmii mapaoKC KaK CIlaceHue.
O cruxorsopennuu O. 3. Mangenpmrama «OguH NOPTHOIA. ..»

Pesrome: Cruxorsopenme ManpenbmraMa «OnuH TOPTHOIL...» CONEPXUT He
copMymMpoBaHHYIO ABHO 3arafiky. IlepcoHa>k CTMXOTBOpPEeHMA — IOPTHOM, IpHU-
TOBOPEHHBINl K CMepPTH, — CHUMAeT ¢ cebst MepKy (04eBMAHO, A1 rpoba) 1 ocra-
eTcs B KUBBIX. [loueMy ke eMy 3T0 ypaercsa? CTaTbs BBIABAAET B CTUXOTBOPEHUM
HepaspelunMoe JIOTM4ecKoe IPOTUBOpeUne: CyOheKT MEPKU — >KIBOIL YeTIOBEK, ee
06beKT — B mepcrekTrBe MepTBell. COOTBETCTBEHHO, CTATyC MOPTHOTO (OHOBpe-
MEHHO ¥ CyObeKTa, M 00beKTa MEPKM) MeXJy KM3HBIO U CMEPTBIO OKa3bIBAeTCA
HeOIIpefie/leHHBIM, a Ka3Hb (IIpeBpallalolias KIMBOe B MepTBoe) TepsieT cMbIcl. Cy-
IIeCTBEHHBIM IIPEJICTAB/IACTCA TaK)Ke BepOATHOE aHarpaMMUPOBaHVE UMEHU aBTO-
pa, KoTopoe (Kak U CHATIE MEPKN) SIBseT CO000it IefiCTBIe, 0OpaleHHOe Ha CaMOro
cebst 1 BBI3BAHHOE IIPENIIONIATaeMOll OMBITKOI aBTOPA CIIACTY Ce6s1 CAMOTO B MIpe

TOTA/IBHOTO TePPOpa.

KnroueBbie cmoBa: O. MaH)Ie}'I])H.ITaM, VMHTEpPIIpeTalns TEKCTA, 3arajka, rmapajokc,

aHarpamma

%%

Opun nopTHO

C xopo1uesi ronoBoii

[TpuroBopeH 6B K BBICILIEI Mepe.

W 410 X — MOPTHOBCKOM CIIefys MaHepe,
C cebs 0H MepKy CHAT —

W mo cux mop »XMBoii.

1 UIOHA 1934
Ceeponosck

(MaupgenpiramM 2020: 310)
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IMonbITKM 00 bACHEHU A

[JaHHOMY CTMXOTBOpPEHMIO IIOCBAILIEHO NUIIb HeOGONMbIIOe YUCIO paborT.
9To, MO-BUAMMOMY, CBA3aHO C ABYMsA obcToATenbcTBaMu. C OfHOM CTO-
POHBI, CTUXOTBOPEHME TPAJMLIMOHHO PacCMaTPUBAETCA KaK LIYTOYHOE U
[e4aTaeTcss B COOTBETCTBYIOLINMX pasfiefiaXx coOOpaHMil coumHeHmit (Kak U
B CJIyYae LUTUPYEMOro M3JaHUs). ITO OOCTOATENBCTBO OBIIO IIOABEPTHY-
TO coMHeHuo [, YepalnHeli, peAnonoXMUBILIel Hal4le B CTUXOTBOPEHUM
CEMaHTMYECKOJ MIPBI, «KOTOpast y MaHpenpiTamMa, KaK MpPaBUIO, CKpPbI-
BaeT OTHIOb He KOMIYECKMe CMBICTIOBbIE TTYOMHBI (@ MOXKET OBITb, BBICO-
Tbl)» (Yepaurnss 2011: 148-149). OgHAKO B YeM MMEHHO COCTOUT 9Ta «UTPay,
ocTajsoch B KHuUre YepaliiHelt He BbIsBICHHBIM, a COOCTBEHHO aHA/IN3 TEKCTa
B Heil oTCyTcTBYeT. C IPYroil CTOPOHBI, IPU aHa/IN3€e ITOTO CTUXOTBOPEHM
BO3HMKAET peajibHasA CIOYKHOCTb, COCTOANIASA B HAaTWYMU HEKOETO He BIOJ-
He OYeBVJHOIO MeXaHM3Ma, KOTOPBIl MPOsBIAeT cebs B TOM, YTO HOPTHOI
ocTaeTcsA B XKUBDBIX. Jlazee MBI YBUIMM, 9TO 3TOT MEXAHU3M SAB/IAETCA CEMaH-
TUYECKUM. B 9TOM OTHOIIIEHNM CTUXOTBOpEHMe 6POCaeT BbI3OB YMTATEIIIO U
MOXeT OBITh COIIOCTaB/IEHO, HATIPMMED, CO CTUXOTBOPeHIeM MaHfe/bIITamMa
«[TaiiTe TI0T4YeBY CTpeKo3y...». B 060ux cay4asx B TeKCTaX HPUCYTCTBYET He-
KOTOpas 3arajika, B OHOM CIy4ae cpopMyIMpOBaHHASA ABHO («gorajaiirech
II0YeMY»), B IPYTOM — OCTaBIIasACsA 6e3 TaKoil (GOPMYINPOBKIL.

B nureparype yxe memanmmch HONBITKM pasobparbca B atoM (Cypat
2009, Daitnbepr/Ycnenckuit 2020, Kaiuc 2020). ImaBHbIM 06pasoM OHU
OBIIVM CBSI3aHBI C AHANMNM30M POMU CIIOB ,Mepa’ U ,MepKa. V XOTs cooTBet-
CTBYyIOIIMEe COOOPAXKEHNsI IIPECTABISIOTCS OTIE3HBIMI /ISl AHAJI3a 9TOTO
NIpOM3Be/leHNA B LIeIOM, OTBETa Ha BOIIPOC — II0YeMY Ke MMOPTHOM «JI0 CUX
IIOp >KMBOJ» — TaM, Ha HAIll B3I/IAJ, He Hali/leHo. MO)XHO MpeJIoNnoXKUTh,
YTO B NPOM3BEJICHUN JENCTBYeT ellle OfMH (aKkTop (IIOMUMO COOCTBEHHO
CTIOBECHOIT UTPBI), B 9TUX pabOTax He YITEHHBIIL.

Vpuna Cypar nompo6oBaja CBsA3aTh CIIaceHe IOPTHOTO C UTPOIL C/IOB:

OO6XUTPNUII OH He YTO-HNUOY/b, & CAMY CMEPTb, OOMaHYII €€, TIOMEHIB «BbIC-
1IyI0 Mepy» MOPTHOBCKOM «MepKOif». DTUM MarndecKuM HAeICTBHMEM OH
TPaBECTUPOBAJI CMEPTh U OTOTHAN ee OT cebs. [IA caMoro mosta TaKUM
MarM4ecKuM JIefiCTBMEM AB/IAETCA MOJIMEHA CIOBA, CHVDKEHME «MEpPbl» 10
«MEPKID».

(Cypar 2009: 197)



Jlozuueckuti napadoxc Kax cnaceue 283

Hanee uccnemoBarenpHUIla fenaeT Oerymoe 3amedaHue: «I0T MOpPTHOI
caM IIOATOTOBWICA K CMepPTM — CHSIL C cebs MepKy i rpo6a» (Cypar
2009: 198), HO OCTaBJIsIET ero Oe3 BbIBOJOB. Tak fe/io B OfMeHe CI0Ba MK
camoM xapakrtepe Mepku? Kak opHO cBssaHo ¢ gpyrum? V okasamocp nn
IS CIIaCeHN ST BaKHBIM CaMoO [eliCTBIE OOMepUBAaHMS UK CJIOBO, €r0 000-
3Haualomlee? Bepcus CypaT He laeT OTBETBI Ha 3TV BOIIPOCHIL.

OTa BepcyA TaK)Ke COIep XUT MOTEHIMAIbHO c1aboe MecTo. VI3 Hee cre-
LyeT, 4YTO MOPTHOI TaKUM CHOCOOOM (IIOAMEHVB BBICIIYIO MepPy IOPTHOB-
CKOJI MepKOJf) MOT OB CIIacT JTHO0T0 APYroro MpUroBOPEHHOTO. B sBHOM
BIJIe 9TO B TEKCTe He YKa3aHO, OJJHAKO BBIWIEHSETCS M3 KOHTeKCTa. B cru-
XOTBOpPEHMH, OFHAKO, TOBOPUTCS JNUIIb 00 OZHOM-eMHCTBEHHOM IIE€PCO-
Haxe («OnuH TOPTHOIL...»), HalleAllleM HeOXMAaHHOe U 3¢pdeKkTuBHOE
pewene. ITpudem 3T0 pelenne cpaboTano MMEHHO Garofapsi TOMY, 94TO
COOTBETCTBYIOIMII CIIOCOO MOPTHOI IIPUMEHNT K cebe caMoMy, T. €. CBOII-
CTBO ped/IeKCHBHOCTI SIB/IAETCA B JAHHOM C/Iydae CYIIeCTBEHHBIM 37IEMEH-
TOM CI0CO0a CITaceHMmsl.

Bernen 3a Cypar o6cyx/jeHIe 9TOr0 CTUXOTBOPEHMsI ObUIO MPOBEEHO
Jleonupom Karucom (2020). OH moBropui (moueMy-to 6e3 CCBUIKI) OTMe-
YeHHOe HaMU Bblllle HabmofeHne Cypat, 4TO HOPTHON CHAM C ce0s MepKy
st rpobal. Kanuc coenan Takske 1 Ceyromuii ar, mpoBeisi COMOCTaBIIe-
Hyle ¢ GONBKIOPHBIM IIPefCTaBIeHNEeM, COIVIACHO KOTOPOMY Takoe oOMepu-
BaHNe ellle TIPY XXU3HU I'PO3UT KMBOMY Y€/IOBEKY CMEPTBIO, HO OIIACHOCTb
MOXKeT ObITb HeNTpann30BaHa, €C/IM HANTY MTOKOVMHUKA C TeM Xe MMeHeM
U IIPOYNTATh COOTBETCTBYIOMMII 3aroop. [Janee Kamyc yxaspiBaeT Ha pas-
JIMYYA MeXIY (OIBKIOPHBIM IPUMEPOM M CTUXOTBOPEHNEM, YTO, Ha Halll
B3IJISAJ], IMIIAET 3TOT IpuMep 0O0BsICHUTENbHOM cunbl. Kammc takke mema-
eT 3aMevaHMe, YTO MOPTHOI «caM HOJl CBOMM JMIMEHEM CTajI MEePTBELOM, HO
npu xusHw» (Kanmc 2020: 208). YTo Takoe «CTaTbh MEPTBELOM IIPYU JKU3-
HI», B CTaTbe He 00bscHseTcs. Kateropus mMMeHM HeliCTBUTENBHO UTPAET
KJIIOYEBYIO PO/Ib B 06CYyXgaeMoM UM (OIBKIOPHOM IIpUMepe, OfHAKO 3Ta
KaTeropus B KOHTEKCTe CTUXOTBOPEHM I Hepe/leBaHTHA B TOM, YTO KacaeTcs
JIefICTBIIT He HA3BAHHOTO TIO MMEHM TIOPTHOTO2, 3[ech TaKKe TIOTeHI[MaTb-

1 Ilpuyem Karmc npummcan Cypar yBepeHHOCTD, «4TO pedb WJET O ,IIOPTHOBCKON Mepke',
XOTS CMepTh CBA3aHa C MepKoil rpoba» (Karpyc 2020: 208).
2 Opnako, KaK YBUJMM HIDKeE, OHA PEeBAaHTHA B COBEPIIEHHO IPYTOM CMBICTIE.
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HO COJIEPXKUTCA ellje OJHO CTaboe MecTO (CBOMCTBEHHOE TaKXKe M BEPCUM
Cypar). 13 paccyxpennit Kanuca cmegyer, 4To, ecrmi ObI HOPTHOI OCyIIle-
CTBMJI MEPKY ISl IPYTOr0 MPUTOBOPEHHOTO C TEM K€ MMEHEM, 3TO IIOMOT-
710 6bI TOMY 136€KaTh CMEPTHON Ka3HU, IPEBPATUB €ro B «MepTBella Ipy
KM3HM»., MeXNy TeM, U3 CKa3aHHOTO BbINIE ACHO, YTO Cy4ail IIOPTHOTO —
yHukanes. ITo ykasaHHbIM NIpUYMHAM, MHTepIpeTanuio Kamuca Mbl cunTa-
€eM HeBepHOi1°.

Hioke MBI mpefaraeM IpocToe OOBACHEHNME 3aTafikil O BBDKVMBaHMUIL,
KOTOPOE ONMPAETCs HEMOCPENCTBEHHO Ha TEKCT CTUXOTBOPEHNS.

CyTb mapapsokca

rHaBHOC, Ha Halll B3I/IA[, 3aK/JIK4YaeTCA B TOM, YTO B JaHHOM CTI/IXOTBOpe-
HUN CO,]ICP)KI/ITC}I CKPI)ITIJIIZ JIOTMYEeCKUI Hapa)IOKC. HOKa OH HE€ BbIABJIEH,
CMBIC/I CTUXOTBOPEHNSI YCKO/Ib3aeT. To 0OCTOSITEIbCTBO, YTO OH [0 HefaB-
HEro BpeMEHM OCTABAJICS He 3aMeYeHHbIM, VI IIPUBOLNIIO B UCCIIEL0BATE/Ib-
CKOJI TUTepaType K psARYy HeJOPasyMeHMUI M HETOYHBIM MHTEPIIPETALMAM.
Pe‘{b B TEKCTE UOET MMEHHO O CHATUN MepKI/I C MepTBOFO 1A HOXOpOH,
o uyeM yxe mucamm Cypar (1997: 198) u Kaumc (2020: 208). CrATue Mep-
Kn COOTBeTCTByeT CTaHI[apTHbIM HOpMaM HOXOpOHHOFO pI/ITyaTIa, OJJHAaKO
B TEKCTE 9TO OCYILECTB/ISIETCS O OTHOLIEHNMIO K J)KMBOMY Y€JIOBEKY U, OYe-
BU/IHO, JI€/ICTBUTE/IBHO HOCUT Marm4ecKuii Xapakrep B TOM CMBICIIE, YTO
MaHI/IHyHHL[I/[M C MepKOIV/I onpenemuoT 1A HOPTHOFO, OCTaHETCA /1N OH XU-
BBIM WM YMpeT. B caMoM aKTe CHATUA TaKO MepKU IPOABJIAIOT cebA ABa
(byH/:[aMeHTa}IbeIX CBOJICTBA: CHI/IMaIOHH/H‘/JI MepKy ABJIAETCA XUBBIM, B TO
BpeMH KakK O6'BCKT CHATUA MepKI/I (COF}IaCHO CTaH]IapTHbIM HOpMaM I10XO0-
POHHOTO puUTyasa) — MepPTBBIM. TakuM 06pasoM, MOPTHOI, CHSB MepKY
¢ cebst caMoTo, 0KA3ancs 00HOBPeMEHHO HuUebim U Mepmebim?, aTo crenano

3 Hy)KHO IIpMN3HATD, YTO Kaumc BCe JKe€ Hallynana (XOTF[, Ha Hall B3IJIAL, CI€/IA/I 3TO B HEAICK-
BaTHOM q)OpMB) Ha/mmm4qye I0rnm4€eCKoro napagokca, CBA3aHHOIro co CMBIC/TOBOL I/II‘poﬁ MEXy
TaKV/MJ B3aVIMOVICK/TIOYAIOLIVIMI CYITHOCTAMM, KaK SKUBOVI U MepTBI)IIu/I. O camom ITapagoxkce
MBI 6YI[€M TOBOpUTDb B TEKCTE CTATbU JajIee.

4 ,HI'IH COBPEMEHHOI'O YNTATENA 3[,€Ch MOXKET BO3HUKHYTDH acconmanmsa ¢ KOTOM H.Ipe,u]/mrepa.
OJIHaKO TAKOWM KOT SIB/ISI€TCS KBAHTOBBIM 06’I)eKTOM, B TO Bp€MA KaK CUTyallisl B CTUXOTBO-
PpeHMM COOTBETCTBYET K/IACCUIECKOMY (bMSM‘{eCKOMy MUpY.
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Ka3Hb 0€CCMBICTIEHHO ¥ HEBO3MOXKHOI, TaK KaK Ka3Hb IIPeBPaIaeT )KIBO-
TO B MEPTBOTO — 37I€Ch K€ OHM C CAMOTO Haya/la COBMEIEHBbI.

[ToryTHO BBIACHAETCA, TIOYEMY TaKVMM CIIOCOOOM IIOPTHOI He MOT ObI
HOMOYb JII060MY APYrOMY IIPUTOBOPEHHOMY, Ia)kKe eciu Obl TOT (HampumMep,
B CIJIy CIIYYAlfHOCTI) HOCKII TO JKe UMs. B 9TOM cnydae cy6beKkT 1 00beKT
MepK1t ObUII ObI PasHBIMU JIIOIBbMI, TIEPBbIT 113 HUX — SKUBBIM, BTOPOI —
MepTBbIM. (DyHIaMeHTa/lbHbINl 3aKOH, 3HAYMMBII B JAHHOM KOHTEKCTE,
COCTOUT B 3AKOHe UCKIIOUEeHH020 Mpernbeeo: YelOBEK MOXeT OBITh 1100 K-
BBIM, 7160 MEPTBBIM.

B TOM, uTO Kacaercsa ponu JMOTMYECKOTO Iapafokca B CTUXOTBOPEHUM,
€CTb ellle OfH ACIIEKT, CBA3AHHbIN C T€M, YTO B pealIbHON CUTyaLluy Iepes
ITOXOPOHAMM >KMBOJ CHMMAET MEPKY C MEPTBOTO: MePKa CHMMAETCS TOIBKO
C TeX, KTO CaM CfIe/IaTh 3TOTO y>Ke He MOXKeT. TeM caMbIM B CTMXOTBOPEHNM
BOCITPOM3BOJIUTCSA M3BECTHbIN TMapajiokc 6pajiobpes®: «OHOMY COMAaTy
IpuKasaau 6PUTH TeX U TONBKO TEX COMJIAT €ro B3BOJA, KOTOPbIe He OperoT-
¢ caMn. BOsHMK BOIIPOC, Kak eMy MOCTYNarh ¢ caMuM cob6oit» (BuneHkmH
2005: 12). DTOT HepaspeIINMMBIl JIOTMYeCKNIT IapajJoKC MOPTHOM «C XOpo-
1Ielt TOIOBON» PEIINII TEM, YTO IIPOCTO HAPYIIM/I IIPaByIa OTHOIIEHWI KU~
BOTO ¥ MEPTBOTO MUPa, B PE3Y/IbTATE YETO OCTANCA B XKUBBIX.

IOpucnpyaeHums, 10ruKa 1 CI0BO

M3 cxa3saHHOro BbIIIE CHEAYET JJOBOJIBHO HEOXXMIAHHDBINA pes3ynbrar. Ecnu
HNPUHATH NPeICTaBIE€HHbIE BbILIE apIYMEHTDI, TO MOYYaeTCsA, YTO JIOTHMYe-
CKMII TapaJIOKC OCTAaHOBWJI KapaTe/lbHYI0 MamuHy. ITonmbiTka mpuMeHUTH
3TOT BBIBOJ, K PeajibHOIl MalllMHe CTAIMHCKOrO Teppopa mpuBea Obl K a6-
CYpAy: O4YeBU[HO, YTO KapaTeJbHbIIl aImapaT ObII 4y)K[ JOTMKO-(uIo-
codckux mpobeM 1 He BBIHOCU IPUTOBOPHI HA OCHOBE UX perueHus. Tem
CaMbIM IOJYYaeTcs ellfe OfUH MApafoKC, B HOMOMHEHMe K (HOPMaTbHO-IO-
TMYECKOMY.

OfHAKO COOTBETCTBYIOIEE IIPOTUBOPEUNE MOXET ObITh pas3peleHo,
eC/IM y4ecTb OOIMII XapaKTep CTUXOTBOPEHUs M COOTBETCTBYIOLIYIO eMY
Mepy YCTOBHOCTH, He JOIYCKAIOIYIO C/IMIIKOM OYKBa/lbHBIX IIPUMeHEHU
XY[IOKeCTBEHHOTO TeKCTa K BHEITOMIOXKHOII €My peabHOCTI (XOTs ee U y4u-

5 DTOT «KJTACCUYECKUIT» IIapajjOKC TAK)KE Ha3bIBAE€TCA MHOTA antuHomueit Paccerna.
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ThHIBaIOIY10). [loguepkHeM, YTO y4eT YCIOBHOIO XapaKTepa CTUXOTBOPEHN S,
CBSI3aHHBIII C POJIBIO C/IOBA VI Maruy, CHelaH U B IPYTUX BepCUAX 00bsACHe-
HIIS, YIIOMAHYTHIX Bbillle, — padorax Cypart, Kanmca, a Takxxe MoHOrpadun
Beponnkn ®aitubepr u [TaBma Yerenckoro (2020). Bormpoc muib B TOM, Kak
VIMEHHO IIPOSIBIIsAET CebsI 3Ta YCITOBHOCT.

ITo HameMy MHEHMIO, B 3TOM CTMXOTBOPEHMM COLEP>KUTCS He TONBKO
OIIMCaHMe YY/IECHOTO CHACEHM Iepos, HO J MAPOAM Ha TO «IIPaBOCYIVIE»,
KOTOpPOe OCYZIMJIO €Tr0 Ha CMEPTHYIO Ka3Hb. [lapofuilHblil XapaKTep MpOsB-
nseT cebs Kak pas B CIIACEHUM IOPTHOTO — M3-3a TOTO, YTO KapaTebHas
MalinHa GaKTUYeCK! pearnpyer Ha JOIMKo-dumocodckuit mapagoxc. Benb
CTAJIMHCKIIE «IIPaBOBbI€» OPTaHbl ¥ TOCY[JapCTBO B 1I€/IOM IIO3UI[MOHUPO-
Bamu cebs KaK CTOsIIINE Ha CTPake He3bIOIEMBIX 3aKOHOB I Kapalolue 3a
IONBITKY UX HapyLIeHNsd, IPMYeM eC/IU 9TO HapylleHMe Kacaloch QyHpa-
MEHTA/IbHBIX 3aKOHOB 001IIeCTBa, TO 3a 9TO HOJIarajach CMepTHasA KasHb.

I BOoT MO3T Kak OBl IPUHAM 3TO AONYILIEHNE U Jal B CTUXOTBOPEHUM
OIMCaHMe MBICIEHHOTO 3KCIEPUMEHTa. A MMEHHO: NPEeJION0OXKNM, YTO Ta-
KOe TOCYHapCTBO JIeICTBUTE/NIbHO SAB/IAETCSA IOTHOCTBIO «IIPAaBOBBIM» U
IIOCTYIIAaeT B IOJTHOM COOTBETCTBMM C 3aKOHaMM. VIMEHHO B 3TOM MecTe
HposIB/IsieT CeOsl pONIb C/I0BA, KOTOPOMY HOMMHAJIBHO IORUMHSETCS CYnel-
Has MalllHa rocyfapcTsa. UTo TOrga NOMydnTCs B pesynbrare?

OTOT pesynbTaT QyHHAMEHTaJleH — OH BBIXOAUT 332 KOHKPETHO-UCTO-
pUyYecKye paMKM U [E€MOHCTPUPYET HECOCTOATENIbHOCTb MUPA, IOCTPO-
€HHOTO IeJIMKOM ¥ MCK/IIOUMTE/IbHO Ha OffHO3HAYHBIX IPAaBM/IAX U JIOTMKE
mo3uTUBM3Ma. HensBecTHO, 3a HapyIleHMe KaKUX 3aKOHOB COBETCKOTO TO-
CypapcrBa IOPTHOI ObUI IPUrOBOpeH K Bbicireir Mepe. Ho aBTop moxasai,
KaK ero repoil JJeMOHCTPUPYET, YTO IepecTaeT paborarh ewle Oonee pyHna-
MEHTAJIbHBII 3aKOH, 3aKOH OBITHA — abCOTIOTHOE pasfie/ieHNe Ha )KIMBOE U
MEpTBOE, a TAK)Ke IIPaBMUJIO /IEMEHTAPHOI IOTMKY — 3aKOH MCK/II0YE€HHOTO
TpeTbero. BOIIOIIEHHDII B CTMXOTBOPEHUM JIOTMYECKUII IapajloKC IIOKa-
3BIBAET, YTO OBIBAIOT CUTYAL[MH, KOTZja OHO3HAYHOE pasfeieHie Ha COOmo-
IeHVe 3aKOHOB 1 X HapYyIIeH)e CTAHOBUTCA HEBO3MOXKHBIM.

B cTMXOTBOpeHMM 3HAYMM MCTOPUYECKMII KOHTEKCT: COYeTaHMe «BBIC-
masg Mepa» CTaj0 OPUANIECKUM TEPMMHOM IIPM COBETCKOI BIACTHU M IIO-
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JIy9UJIO IMPOKOE PAacIipOCTPaHeHNe B CTaIMHCKOM rocypapcrse’. OfHako
03T, He Impuberas HYU K KaKUM IOTUTUYECKMM apryMeHTaM, IToKasas He-
JIETIOCTDb U HEPEanu3yeMOCTh ITOJpasyMeBaEMbIX IIPETEHSUI ITOIO rOCyHap-
CTBa Ha 3aKOHHOCTb.

Hapyurenne oka3asoch HABOVHBIM: 1) MOST KaK ObI ITOKa3bIBaeT: MUP
CIIO)KHEE, YeM NO3UTUBUCTCKME IIPENCTaBIeHN s, OCHOBAHHbIE Ha IPAMOJIN-
HeIHOJ PallMOHA/IMCTIYECKON JIOTYKE; 2) «IIPaBOCYAUe», OCHOBAaHHOE JIC-
KJIIOYMTE/IbHO Ha TaKOI TOTUKE, HefleMICTBUTEIbHO.

ITepenyThIBaHME MPOTUBOIOIOXKHOCTEN NPOABIAET cebsA M B JPYruX
OTHOIIEHUAX. MepKa CHUMAeTCs COINTACHO «IIOPTHOBCKOJ MaHepe», HO Ta-
Kasi MaHepa COCTOUT B 0OMepMBaHIM He BCETO YelOBeKa, a TOIBKO ero Tejla,
UCKITIOYasi TOJIOBY. B KOHTEKCTe yKe CTUXOTBOPEHMUs, KaK ObIJIO OTMEYEHO B
YIIOMAHYTBIX Bbllle paboTaX, MepKa, KOTOPYI0 HOPTHOM OOBIYHO OCYILECT-
B/ISIeT 110 OTHOLIEHMIO K JXVIBBIM JIIOFAM, IIPOCLMPYeTCsl Ha oOMepyuBaHue
MepTBela [/ MONI0XKeHNs B Tpob, A dero Tpebyercsa NOMHbIN pocT. CooT-
BETCTBEHHO, ITO/TyYaeTcs TUOPIU/, MEPTBOTO Tefla 113 MTOXOPOHHOTO 06psaa u
JKVBOJT TOJIOBBL, B 4€M J1 IIPOSIB/AETCS TOT (PAKT, YTO FOIOBA — «XOPOLIAs».

ABTOp M mepCcOHaK

[TpobneMaTyiKa CTUXOTBOPEHUA IMpPOSABIAET cebsA M Ha MeTaypoBHe. B mo-
cefHell (a IOTOMY BBIJIENIEHHOI) CTPOKE COfIEP>KUTCS aHarpaMma MMeHU
aBropa OCHUIL: «[...] u gO CHMx Ilop >xuBoit». Bonee Toro, Bce 3araaBHbIe
nepBble OYKBBI CTPOK (MX «TOJIOBBL», T. €. KAIMTeNN) MPeCTAB/ISIOT co00il
3aMaCKMPOBaHHBII aKPOCTUX, COAep)Ka UCKIIOYUTEIBHO OYKBBI VIMEHM
OCHIIL. A TO 00CTOATENBCTBO, YTO 3[€Ch 3HAYMMBIMU JIeMEHTAMM OKa3bl-
BAaIOTCA VIMEHHO 3aI/laBHbIe OYKBbI, BHOBb aKTya/NM3yeT MOTUB T'OJIOBBL
Taxoit mpueM IOfYEpPKUBACT, YTO aBTOP CTUXOTBOPEHMs KaK ObI II0-
BTOPSIET OIBIT IIOPTHOTO C XOPOIIel TOMOBOI U «3aK/IMHAET» CaMOro cebs,
CBOIO CyAb0Y OT CMEPTeIbHOI OMACHOCTH, KOTOPYI0 MaH/enbIITaM B 1934
TOZy He MOl He YyBCTBOBaTb. IIpu 3TOM peannsoBano cebsa CTPyKTypHOe

6 BoipaxeHne «BbICIIas Mepa YrOJOBHOTO HAaKasaHMsA» (MM «BBICIIASA Mepa COILMAIbHON 3a-
IIThI») B Ka4eCTBe IOPUANYECKOTO TEPMIHA BIIEPBbIe 3aUKCHPOBAHO B CTaThsix OcobeH-
Hoit yact YK PCOCP 1926 ropa («KonTppesomonuontsie npectymienns»). Cm.: https://
ru.wikisource.org/wiki/Yronosusui_Kopexc_PCPCP_pepakumm_1926/Pefakimsa_11.01.1956


https://ru.wikisource.org/wiki/%D0%A3%D0%B3%D0%BE%D0%BB%D0%BE%D0%B2%D0%BD%D1%8B%D0%B9_%D0%9A%D0%BE%D0%B4%D0%B5%D0%BA%D1%81_%D0%A0%D0%A1%D0%A4%D0%A1%D0%A0_%D1%80%D0%B5%D0%B4%D0%B0%D0%BA%D1%86%D0%B8%D0%B8_1926/%D0%A0%D0%B5%D0%B4%D0%B0%D0%BA%D1%86%D0%B8%D1%8F_11.01.1956
https://ru.wikisource.org/wiki/%D0%A3%D0%B3%D0%BE%D0%BB%D0%BE%D0%B2%D0%BD%D1%8B%D0%B9_%D0%9A%D0%BE%D0%B4%D0%B5%D0%BA%D1%81_%D0%A0%D0%A1%D0%A4%D0%A1%D0%A0_%D1%80%D0%B5%D0%B4%D0%B0%D0%BA%D1%86%D0%B8%D0%B8_1926/%D0%A0%D0%B5%D0%B4%D0%B0%D0%BA%D1%86%D0%B8%D1%8F_11.01.1956

288 Onee 3acnasckuti

COOTBETCTBIIE MEX/Y TeM, YTO IPOUCXOLUT BHYTPU CTUXOTBOPEHMSI, I BHE
ero. 9TO OTHOCUTCA K CBOJCTBY peIeKCMBHOCTH, OOPAIeHHOCTH Jeii-
CTBMIT Ha caMOro cebs: IOPTHOI CHMMaeT ¢ cebsl MepKY, a aBTOp «C XOpO-
Ielf TO/IOBOJ» BCTAaB/IsleT B TEKCT CKPBIThIE 3HAKM CBOErO IHPUCYTCTBIUSL
[Ipn sTOM aBTOp, O/MATOAAPST 9TOMY OOCTOSITENBCTBY, KaK Obl CTAHOBUTCS
CBOMM IIepcoHakeM. IIpOMCXOANT HEYTO MOZOOHOE TOMY, YTO IIPOM3OIIIO
MEX/Y XMBBIM VI MEPTBBIM BHYTPU TeKCTa — yABOEHNE UEHTUIHOCTI,
KOI/]a y OHOTO J1 TOTO >Ke 00beKTa OKa3bIBAIOTCS B PasHble NIIOCTACH.

3akmoyeHue

PaHee MBI y>Ke YKa3bIBa/Ii Ha HAIM4NE NTAPAJOKCa B CEMAHTUIECKOI CTPYK-
Type APYroro CTUXOTBOpeHWs MaHfenbinTaMa, MpUYeM 3TOT IIAPafjOKC
OBUL CBsI3aH KaK pa3 C HEBO3MOXKHOCTBIO OJHO3HAYHON HeHTUUKALUN
Ba’KHeillero ero sneMenta’. B JaHHOM C/Tydae Mbl CTONKHY/UCh C COBCEM
LPYTUM TapafoKCOM, KOTOPbIiT, OZHAKO, TAKXXe 00/IalaeT STUMU CBOJCTBA-
MIL. 37ech 3aTPOHYTA CyILIeCTBeHHas YepTa MOITUKM MaHfenplITaMa: B €ro
TBOPYECTBE, ITOMMMO OPOCAIOI[UXCS B I71a3a «TEMHBIX» MECT, €CTh TaKXKe
CKPBITBIE ITAPATOKCHI U 3aTafKIL.

B maHHOIT cTaThbe MBI OTPAHNYNMINCH BHYTPUTEKCTOBBIM pasbopoM CTu-
XOTBOPEHNsI, COCPEOTOYMBILICh Ha Psfie ACIIEKTOB ee BHYTPEHHEN CTPYK-
TypbL 3a IpefeNaMy HAIIETO MCCIEFOBAHNUS OCTAJICS PSf, APYTMX BasKHBIX
TeM — JCCIefoBaHme MeTpa u pudMmbl, 6uorpadpudeckme acmektsl (06¢To-
STeNIbCTBA HAMCAHNUS CTUXOTBOPEHMSI — II0 JOPOTe B CCBUIKY 1 IIPEIOM-
JleHUe B HeM >XM3HEHHbIX BIICYAT/IIEHNUIT aBTOpa) 1 T. A. OT/e/bHbIIT BOIPOC
COCTOUT B MCC/IEIOBAHNY JIUTEPATyPHBIX apasieneii®. Bee aTo Tpebyer ot-
JIeTIBHOTO PaCCMOTPEHUSL.

7 Peup mma o cruxorsopenun «[aiite TioTueBy CTpeKo3y...», Tie CTaTyC MOAyYaTess HepCTHA
OKa3bIBa/ICA HesACHBIM (3ac/maBckuii 2018).

8 3/iech OrpaHMYMMCA OJHUM KPAaTKUM 3aMeyaHmeM. [IOpTHOI TpOsAB/IAET CMEKAIKy I, Ha-
PYUINEB «OYEeBU/IHbIE» CTAaHIAPTDI, BBIUTPBIBAET Y CUJIbI, MHOTOKPATHO €r0 MPeBOCXOMAMLIEN.
B 3TOM OTHOIIEHNM 37]eCh BO3MOXKHA TIAPajl/efib C XPaOPLIM HOPTHBIM U3 CKasKy [pumm.
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Eseenuti Coukun

«I'pexomaenne unyu nosHaHue go06pa u 3ma»
Hanumma Xapmca. VI3 KoMMeHTapus K Iibece

Pestome: BuuMaHmio umTaresneil mpesraralorcsa GparMeHTsl IPeMETHOIO i MOTHB-
HOro KOMMeHTapys K nbece [lannnma Xapmca I pexonadenue unu nosnauue 006pa u
3na. Juoacxanus (1934). OTo6paHHBIe YaCTVM KOMMEHTApMsA COCPEJOTOYEHDI Ha BBbI-
ABJIEHNY TeCHBIX cBAseit I pexonadenus ¢ mucrepueit XII Bexa Le Jeu d’Adam (Ordo
representacionis Ade), ¢ TpafuIiell PaeIIHOroO CTIXa, a TAK)Ke OKKY/IBTHOI JIUTepa-

TyPpOIi, KaK M3BE€CTHO, 3aHMMABILEl Ba)XHOE MECTO Cpefiyt YTeHuA XapMca.

KnroueBbie cmoBa: ,HaHI/II/IH XapMc, rpexomnajaenne, Cpe}lHeBeKOBbIV[ Te€aTp, pa€lllHUK,

OKKY/IbTU3M

Iamamu Cepees Illapeopodckoeo

[Ipennexamuit koMMeHTapuit K mbece Janumnna Xapmca I pexonaderue unu
nosHanue 0obpa u 3na. Jjudackanus, TATUPOBAHHOIN 27 CeHMAOPS 1934 2004,
HOCBAIIEH CeMaHTUYECKVIM pas3fpa>kUTe/LAM (Ha YpOBHe IepCOHaXKel, fieil-
CTBHUSA, JeKopauuil U Bcero Toro, uro sKepap JKeHeTT okpecTms maparex-
CTOM), Ha HEPBBIN B3IJIAJ, IETKO OO'bsCHSIEMBIM Ha OCHOBE CAMBIX O0IIMX
XapaKTEPUCTUK XapMCOBCKOI [TO9TUMKM, HO Ipu OJIVDKALIeM paccMoTpe-
HIUU K 3TOJI OCHOBEe HUKAaK He CBOAMMbIM. KOMMEHTMPYeMbIil TeKCT IeMOH-
CTpUpYeT, HACKOJIBKO 0OCTOATENBHO, IaXKe aKaJeMIIHO MucaTeb paboTasn
C JINTEPATYPHO-UICTOPUYECKUM MaTepIaIoM M HACKOJIBKO TeCHO MOITIa ObITh
CBA3aHa 3Ta IMOATOTOBUTE/IbHAA pa60Ta C NCXOOHBbIM 3aMBbICIIOM, TeMOW U
JKaHPOM IIpou3BefieHNus. B BbIOOpe TOro, 4T MOAIEKUT KOMMEHTUPOBA-
HUIO, 51 MCXORMI U3 MIPE3YMIILIUU CBOErO TOTAIbHOTO YNTATENbCKOIO HEIo-
HMMaHUA U CTapaTICH O6'bHCHI/ITb ce66 oayxe TO, YTO Ka3aJIOCh I/IHTy]/ITI/IBHO
IIOHATHBIM.
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ITpencraBnenue 06 Agame

B 30-it 3anmucHO KHVDKKe XapMca (14 aBrycTa — 10 OKTAOpPA 1934) UMeeTcs
3aIMCh:

Hunackanus.

Ipencrasrenne 06 Axame.

bor Oren nnn Figura.

OxoH4UB cBOK porb Figura yXoaut B 1jepkoBb
(V1, 109-110)"

ITepen HamMu He IUIaH 3aJyMaHHOV XapMCOM IIbeChbl, KaK MOXXHO 6110 OBI
MIPEJIIONIOKUTD, a KOHCIIEKTMBHAA BBINIMCKA U3 CTaThy coBaps bpokraysa -
Edpona o cpenHeBekoBbIX MucTepusax. B nanucannoin A. V. Kupnuunuxo-
BBIM IIEPBOJI YaCTM 3TOM CTaTby YUTAEM:

Or xonna XII B. MBI MMeeM aHITIO-HOPMAHHCKYIO fipaMy «AfaM», yxKe
CIUIOIb, KPOME AUJACKA/INIL, T. €. yKa3aHWUIl Ha KOCTIOMBbI, O6CTaHOBKy n
IIPOY., HANMCAHHYI0 (PPaHIY3CKUMM CTUXaMM (1300 CTMXOB) M MeCTaMu
B 1-0if YaCTU NPOABIAILIYI0 HECOMHEHHBIN JpaMaTudeckuii Tanant. Ilpen-
cTaBleHNe «AfjaMa» MPOUCXOAVIO BHE LIepPKBM, HO Ha I[epKOBHOM JIBODE,
Tak Kak bor Otren mmm Figura, xax Ero HaspiBaeT aBTOp, OKOHYMB POJIb
CBOIO YXOIMT B LIePKOBb; OOCTAHOBKA IIPE/IIONATraaach JOBOIBHO CIOXKHAA
1 10 TOMY BpeMeHU pockourHast (u3g. «Adam, drame anglonormand du XII
s.», par Vict. Luzarche, Typ, 1854; nepensz. Leon Palustre, B 1877).
(KnpnuaHuKOB 1896: 452)

[IpuBeneHHbIT (QparMeHT SBISETCS HEMOCPEACTBEHHBIM MCTOYHMKOM M
OTYACTM PAcKpPbIBAeT CMBICT LI/IOTO PsAMa IMpUMeJaTeIbHBIX AeTaneil XapM-
COBCKOTO TeKCTa: TIOfI3aTro/IoBKa «Jlnaackanns»; mepKBM KaK 4acTy PaiicKoil
mexopanyy u oburanumia bora Otua; o6o3navenuss bora Oria crmoBom

1 3pmech u fganee mypbl B KPYITIBIX CKOOKAX MOC/IE IIUTAThI OTCHUTAIOT K TOMY U CTPaHMIE U3-
nanyst: XapMc 1997-2002.
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Figura®, HO TTaBHOE — OH TIPSAIMO yKa3blBaeT Ha OCHOBHOI1 IMTEPaTypPHBbIit
VICTOYHMK IIbechbl XapMca, KOTOPOMY IIUCaTelIb C/IeAyeT BecbMa O/1M3KO.

Peup wmper o poxpectBeHckoit Mmuctepun Le Jeu d’Adam (Ordo
representacionis Ade). B 3TOIl MOMyIUTyprudeckoil gpame, fOLIEALIEN B
€IMHCTBEHHOI PYKOIIMCH, PEI/IMKM IIePCOHAKell HalMCaHbl Ha aHITI0-HOP-
MAaHHCKOM JAMajieKTe (QpaHIy3CKOro, a peMapKy U XOpPOBbIe MAPTUM — HA
naTeiHN. OHA COCTONUT U3 TPEX YacTell, B IepBOI 3 KOTOPBIX MIPENCTaBIEHO
rpexolajieHue, BO BTOPOil — yOmiicTBO ABesis, @ B TpeTbeil — IpOIeccus
IPOPOKOB, MOOYEPEJHO BO3BENIAIONMINMX IpuilecTBre Xpucra. Tearposep
Muxaun Muxaitnosuy ITaymkun (1881 — mocie 1942)°, B ubeil KHUTE Cpeo-
Hesexoevlil meamp: ([yxoenas opama) (1913) MOMeIIEH IIPO3aUUECKUIL IIe-
PEBOJ, OTPBIBKOB M3 3TOM MMCTEPUM, IEPENAeT €€ Ha3BaHMe MMEHHO KakK
IIpeocmasnenue 06 Adame (IlaymkuH 1913: 20).

HInsa cBoeit nepefienky XapMc BOCIIONIb30BAJICA CUJIBHO COKpaIleHHBIM
CTUXOTBOPHBIM IIEPEBOJIOM IepBoit yactu Le Jeu d’Adam, BBINOTHEHHBIM
Cepreem ITunycom (ncegonum Ceprest Anekcanaposuda CepannHa, 1875-
1927) 1 BIEpBble YBUJEBIIVM CBET IOf, HasBaHMeM V3 mucmepuu «Adam»
B COCTaBJICHHOJ IIePeBOIYMKOM aHTONOrny (¢paHiysckoit nmoasun (IInnyc
1914: 71-81)*. B Haua/IbHOM 3MMU307ie STOI YACTU MUCTEPUN, TIO TPENUMYII[e-
CTBY cOXpaHeHHOM B TiepeBofie IIunyca, Bor (Figura®) maer mactapmenus
cnepa Anamy, 3ateM EBe, ¥ KaXX[blil U3 HUX B OTBET M3DBABIAET CBOIO
IIOKOPHOCTb. [lajee crefyeT amMM30[, OCTABLINMIICA IIOTHOCTBIO HellepeBe-
JEeHHBIM: bor BBOOUT /Iofieil B pail 1 3allpelljaeT BKYLIaTh OT JApeBa IO3Ha-
Hus, o6pamasch K Anamy, Ho B npucytctBun EBbi®. B cremyromux nByx

2 Bce TPI/[ JJIEMEeHTa paCCMOTpeHI)I B CIleljia/IbHbBIX pasuenax KOMMeHTapI/If{, He BK/IOYEHHDIX B
HbIHEIIHIOK yO/IMKALNIO.

3 CM. IaHHbIE M3 €ro apXMBHO-C/IEACTBEHHOTO fie/ia Ha caiite mpoekTa «OTKPBITHIN CIVMCOK»:
https://ru.openlist.wiki/ITaymkia_Mnxann_Munxaiinosnd_(1881), 23.04.2026.

4 C He3HauNTEeNbHON PEaKTOPCKOIl IIPABKOI STOT [IePeBOJ;, HEOJHOKPATHO IIepensaBaics B
XPeCTOMATHSIX 110 cpefiHeBeKoBoit mureparype (Illop 1936: 174-179 u ap.).

5 B mepeBoze ITnHyca sTOT nepcoHaxx MMeHyeTcs mpocTo «Bor»; y IMaymknna oH 0603HaYeH
Kak «®urypa», HoO KMPM/UINLIEIT; HAKOHel], BO ¢parmenTapHoM Iepesoge Ilerpa Ilonesoro,
BOILEJIIEM B €r0 MOHOTpaio 0 Hada/bHOM IIePHOJie CPeHEBEKOBOIT ipaMbl, cioBo Figura
naeTcsa HaTI/IH]/I]_[eﬁ, a caMun HepeBe]IeHHbIe CbpaI‘MeHTbI COHpOBO)KHaIOTCH napanneHbeIM
opurnHanbHbIM TeKcToM: [lo7eBoit 1865: 130-142.

6 3Iror MoTuB (HOPMANBHO MAET Bpaspes ¢ bubmei, rie 3amper BKyIIAaTh OT JpeBa MO3HAHMS
(BBIT. 2:16-17) HpeJIIECTBYET CO3/IAHIIO )KeHIIMHBI (BbIT. 2:21-22), HO IMPOKO MPEICTAB/ICH
B HOCTOMO/IENICKUX UCTOYHMKAX.


https://ru.openlist.wiki/Паушкин_Михаил_Михайлович_(1881)
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OOJIBIINX CI[eHAX, TAK)Ke OCTABIINXCS HellepeBeeHHBIMMY, [IbsBOJI TIIETHO
uckymaer Afama’. 3a HUMM CeflyioT TiepeBelleHHble [IMHYCOM ClieHbl MC-
kymeHus EBvl [IbsaBonom 1 Afama — EBoii. AfjaM, corpenus, IPOU3HOCUT
HOKasTHHBIII MOHOJIOT, BTOPast 4acTb KOTOPOro (He mepesefieHHas [I1nHycom)
appecosaHa Epe. JlaymbHelnas ClieHa CyJa Haj JIIOAbMU U 3MeEM TaKXke
OCTaJIach HellepeBeleHHOM, KpoMe (pIHA/JILHOTO MOHOJIOIA, B KOTOpoM bor,
obpaiasach K 000MM CynpyraM, TOHUT UX Npodb. [Ioce ux BpIXO#a U3 pasd
Bor Benut aHreny oxpaHATb OT HUX BXOJ, B pail (3Ty KOpoTKyio Tupany Iln-
HYC He IlepeBer).

U B mucrepun, 1 y XapMca UCKYCUTe/Nb aTTecTyeT AfjaMa KaK HeoTe-
CAaHHOTO IIyIIa. B 0601X TeKcTax MpoLecc UCKyIeHs1 EBbI mpepbiBaeTcs
nosABeHneM AfaMa, n3-3a dero [Ipsason / Mactep JleoHappo ypandercs, a
3aTeM BMeCTO Hero Ha JiepeBe IIO3HaHMS IOKa3blBaeTCs 3Mell. B oboux Tek-
crax EBa, Hapymms 3amperT, IPUXOANUT B BOCTOP)KEHHOE COCTOAHME, AflaM
e, TIOCTIefIOBAB ee IIPUMepY, Cpa3y UCIIBITHIBAET CTHIJ U CTPax.

[IpuBeny muIIb caMble sBHbIE COOTBETCTBUA MEXAY TeKctamu I pexona-
OeHus 1 nepeBoza IInnyca:

Le Jeu d’Adam (mep. C. IIunyca) Ipexonagenne nin no3Hanue g06pa u sma
IOuason. Macrep Jleonappo: Esa! Bor s
IIpumen, o Epa, B TBOI 3eM. TIpuIIen K Tebe.
EBa. Epa: A ckaxu MHe, Mmactep JleoHappo,
Ckaxun, o Carana, 3auem? 3ayem?
Juason. Macrep Jleonappo: ...q xmonouy o
Te6Ge OTKpPOIO CIIaBBI Iy Th. TBOEI! TI0/Ib3e.
EBa. Esa: Jlaii-To bor.

Tocropus Bons!

HOuason. Macrep Jleonappao: Tel Takas
Caexxee cHera ThI, 6erneit KpacuBasd, 6BIIOT€II2JI n HOI’[HOI‘PyﬂaH.
Tol pacyCTUBIINXCA NI,

7 Iomumo Le Jeu dAdam, stoT KpajiHe peiKuil MOTVUB COLEPXNTCS B JPEBHEAHIVIMIICKOM 110-
aMe, 13BeCTHOI Kak Genesis B (cT. 491-598) (pyc. mep. cm.: CvmpHuuKas/TuxoMupos 1982:
95-132). B ocTa/mbHOI TpaamMumy — BK/IIOYAs aHITIMIICKUe, QPaHIy3CKie U KOPHYOIIbCKIe
LMK/IbI MMUCTEPUA/IBHOTO Tearpa, allOKPUQBI, eBPeiiCKyIo, MaTPUCTUYECKYI0 M CXONacTiye-
CKyIO 9K3eresy, JIATUHCKHe Tapadpassl bubmm n mureparypy panaero HoBoro Bpemenu, —
UCKYCUTeNb, KaK U B Ipexonadenuu, KaK MpaBuUIo, MPENIOYNTAET JIelicTBOBATh Yepes EBy,
n36erast IPsIMOTO IIEPBUYHOTO KOHTAKTA C AZlAMOM.
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Le Jeu dAdam (mep. C. Ilunyca)

I‘pexonaneﬂue VIM TIO3HAaHUE 11061)3 M 3na

Epa.
S BHEMITIO, TOBODU, TIPONIY.
Huasor.
Tr1 BHEMTENID?
Epa.
Jla! He oropuy
OTka3oM, g BHUMATD XOUY.
Huason.
Thl He paccKaXkeIb?
Esa.
Her! Otkpoii!
Huason.
Ho pasrmacurcs Bce...
Epa.
He muoit. [...]
Huason.
...JIMIIb Te6e JKenakw 1
OTKpBITD BCIO TaitHy ObITHA,
3aTeM YTO Tl MyJIpeil, 4eM MYX.
Tak He paccKaXKelb ThI?
EBa.
Komy x?
Huasor.
Pacckaxemp, TaliHy He XpaHA.
VY3naer Bce.

Esa: Hy rosopu, a A nociymaro.

M. JI.: Bymempb MeHs CTymaTb?

EBa: [la, u Hu B yeM Tebs He Oropuy.
M. J1.: A He BbIfalb MeHA?

Epa: Her, nosepnb MHe.

M. JI.: A BApyT BCE OTKpoOeTCA?

Epa: He yepes meHs.

Esa.
He ot mens.
Huasomn. M. JL.: ...l Bupen Ajlama, OH OYeHb ITTyIL
Thbl sHaemb: He yMeH Afam. |...] EBa: On rpy6oBaT HEMHOTO.
EBa. M. JI.: OH Hnvero He 3HaeT. OH MajIo
qMCTOCepﬂequ. HyTeLlJeCTBOBa]I U HUYEro He BUJIe. ETO
Inasor. ofypadnin. A OH OfypadynBaer Te6s.

...He mpicna o cBoeit cynpbe,
Xots 6 mogymar o tebe. [...]
Tsoper Bac 1ypHO cornacu:

Thbl — HEXXHOCTD, OH 5Ke — IPy6OCTh CHTIL.

Huaso.
...B Mupe MbI Bo BceM
C 106010 Oy/ieM 3HaTb BIBOEM;
B HesHaHbM IyCTh XUBET AflaM.
Epa.
Hu cnosa s He nepegam.

M. JL.: ...Ho TONbKO TBI HMYETO He TOBOPK AJamy.
EBa: Her, He ckaxy.

Huaso.
...Bxycu nnopa.
EBa.
3anpeT Ha HeM.

Esa: Oit, uto To1! C aTOr0 fIepeBa HeMb3s
eCTb TI0f[OB. |...]
M. JI.: Emb o710 s16710K0! E1uip, ems!
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Le Jeu dAdam (mep. C. IIunyca) Ipexomajenue niu mosHaHme fo6pa n 3na
(Esa covedaem uacmo 16710Ka). (Esa omkycvisaem om si610Kka Kycox |...])
EBa. EBa: Ax, xak BKycHo!

O, nuBHBII BKyc!

EBa. EBa: Ha, emb Tbl TOKe 3TO 516710K0!
TTompo6yii cam. [...] Anam: 5 6010ch.
Anmam. EBa: Emp! Emp!
Crpamrycs. |...]
EBa.
Coep!
(Adam cvedaem uacmo A6710KA U NO3HAEM, 4MO (Adam cvedaem Kycok s610Ka U cpasy e
COZpewUsL; OH OnycKaem enas3a, CHUMaem KpacHyr NpuKpLIEAemcs Kapmy3om)

MyHUKY U 00esdaem 00exdy U3 1UCMves).

Bor. Figura: ...BoH u3 Moero caza! [...]
Wnwure BoH! [...] Awuren: Ioum Bon! Iomwtn Bou! ITommm Bou!
Wpute x BoH! [...]

Hy>kHO OTMeTMTb, YTO MHOTME COBPEMEHHMK) XapMca, He MCKITIoYas co-
BeTCKMX TPaKAaH, ObIIM B KaKOi-TO Mepe 3HaKOMbI ¢ Le Jeu d’Adam 6na-
rofapsi ¢paHIysckoMy ucropudeckomy ¢uabMmy Le Miracle des Loups
(«Yymo BO/IKOB»), MOCTaBIeHHOMY PaiiMoHOM bepHapoM B 1924 romy Io
OJHOMMEHHOMY pOMaHy TOro >xe rofga Anpu Jromon-Masysnsa, coBmecT-
HO C KOTOpbIM bepHap Hammcan cueHapuii. B ocHOBy pomaHa u ¢uibma
nernma ucropus 60pp6er Mexay Jlroposukom XI n Kaprnom Cwmensim. U po-
MaH, U GWUIbM OBUIM YaCTbIO aMOMIMO3HOTO KY/IBTYPHO-IIOMUTUYIECKO-
rO HaYMHAHM: POMAaH CTaj IEePBBIM B MHOTOTOMHOI cepuu Les romans
d’histoire de France, a ¢uabM MONMOXWI Hadanmo HpoekTy Société des
romans historiques filmés. ITocTaBmeHHBIT ¢ TPAHANO3HBIM Pa3MaxoM, OH
Opocast BbI30B aMepIMKaHCKMM KyHoamonesM. Ero mpembepa B ITaprxckoir
omepe (rme BooOIe BIlepBble NEeMOHCTPUPOBAJICA KMHOPUIbM) Oblma 06-
CTaBJIeHa C HEBU/AHHOI POCKOMIBIO U coOpala MHOXKECTBO 3HAMEHNUTOCTeI!
BO I7IaBe ¢ npesupieHToM Pecry6muku Tactonom dymeprom (cm.: Bouchard
2020). GunbM bepHapa nmen MupoBoit ycIieX; B COBeTCKMIT IIPOKAT OH BBI-
IeJl B MapTe 1927 TOfia IOfi HasBaHueM Xo00 koHem®. B 3ammcHBIX KHIK-

8 Cwm. pexmamHOe oObsiBleHne B rasere Beuepnss Mockea (1927. 24 mapra. Ne 67). K aromy
penmay TOCyAapCTBEHHBIM KIHOITPOKATHBIM TpecToM «COBKIMHO» OBUI 3aKasaH ¥ BBIMYIEH
KOHCTPYKTUBUCTCKIIT KiHOIUTaKatT 6parbeB B. u I. Cren6epros (MockBsa, 1927, XpOMOIUTO-
rpadus, TUPAX 15 000 9K3.); cM.: https://art.bid/1X2k (zara obpaieHns 29.04.2026).


https://art.bid/1X2k
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Kax XapMca HeT SIBHOTO JIM BBIABJICHHOTO yKa3aHM: Ha ero 3HAKOMCTBO C
9TOJI KapTUHOIL, HO TaKMX yKa3aHMII B HUX BOOOIe HEMHOIO; TPYLHO cebe
IpefICTaBUTb, YTO OHM IIe/IMKOM OXBAaThIBAIOT KMHOBIEYaTIeHNA XapMca 3a
COOTBETCTBYIOIIME TObI.

B opnoM m3 smmsopnos pomana [lromron-Masysiisg, BO BpeMs IIpasfHe-
CTBa, ycTpoeHHOro Kapom B yecTs JII0fOBUKaA, pasbIrphIBaeTCA MUCTEPUA
Le Jeu d’Adam, xoropast CIy)WUT CUMBOINYECKUM (OHOM I OTHON U3
CIO>KeTHBIX JIMHUIL. XOTA caMa BO3MOXXHOCTb ITOCTaHOBKM IIpu aBope Kap-
J1a TIbechbl OYTH TPEXCOT/IETHE JaBHOCTU (B MHTEPTUTpPE OHA JaTMPOBaHA
XIII BexoMm) — 1tof aHTa3Uy POMAHNCTA, PEKOHCTPYKLMS CpeLHEBEKO-
BOTO TeaTPAJIbHOTO MPEJCTAaBIeHUs B COOTBETCTBYIOLINX 3MN304aX (IIb-
Ma 6bUIa fjist CBoero BpeMeHu sddektHoil 1 mepenoBoit. [TokasaTensHo,
4yTo ['tocraB KosH BO BTOpOM M3[aHMM CBOEN KIACCUYeCKOil MOHOrpaduu
IO VICTOPMM CIIeHM4ecKoro odopMiaeHnsa (paHITy3CKOro CpeHeBEeKOBO-
TO PeUTMO3HOTO TeaTpa BCJef| 3a IMepedlC/IeHneM HayJYHbIX M3flaHuit Le
Jeu d’Adam m KpUTHMUeCKOI TUTepaTypsl 00 3TOV MUCTEPUM C OROOpeHN-
eM 0TO3Banics O « résurrection par des procédés ultra-modernes de notre
théatre religieux du moyen age » («BOCKpeIleHNN HANIMMIU Y/IBTPAacoOBpe-
MEHHBIMU CPEfICTBAMM PETMIVMO3HOTO TeaTpa CPEHNX BEKOB») B HeJlaBHEM
¢unbme Yyoo sonkos (Cohen 1926: X, 1re pag.).

Macrep Jleonapao

JeiicTyromuit B mbece Xapmca Macrep Jleonapno — ato messir Leonard,
Grand Maitre des Cérémonies de UEnfer, nnu npocro Leonard, numeHyemblit
Takxe Benuxkum Hezpom, — pacropspuTens Ha maballe BeIbM M KOIRY-
HOB’, leMOH TIepBOTO YMHA, M306paXkaeMblii B BUJIe OTPOMHOTO YEPHOTO
KO3/a C TpeMs poraMm ¥ ueloBedeckuM nmuioM Ha 3any'’. Kosmomomo6ue
JleoHappa yHOMMHAETCSI M B OKKY/IbTHBIX counHeHusix (Kommena e ITnaH-

9 B xommenrapusx B. H. Caxkuna K Ipexonadenuio oTMeYeHO, 4TO «IIPefiCelaTebCTBYIONIEro
Ha eKeTofHOM cOope BefibM 1 Ko/yHOB (mrabamre) soByT messir Leonard» (11, 437).

10 VIma Maitre Léonard BocXOmUT K CyfieOHBIM OT4eTaM 0 HacKCKUX BEOBCKIUX IIPOI[eccax 1609
roga. Vinksusurop IIbep e JIaHKp A ommcaHue 9TOro NepcoHaxa B rpakrare Tableau de
l'inconstance des mauvais anges et démons («KapTiHa HEIIOCTOSIHCTBA 3/IbIX AHTE/IOB U JIEMO-
HOB», 1612), OTKYfia OHO, 00pacTas HOBBIMI IIOPOOHOCTAMM, TIEPEIITIO B IEMOHOMOTMYeCKIe
KOMITEHMYMBI.
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cu, Omudaca JleBn u [p.), U B POU3BENEHNUAX OENIETPUCTUKN, TAKMUX, Ha-
npumep, kak Tam enusy Ttomcmanca (1891)", Haxoma KpbbkaHOBCKOI
(Pouectep) (1900), OcHennviii aneen Bprocosa (1908), Le Négre Léonard et
Maitre Jean Mullin Max Opnana (1920) u Meiicmep Jleoneapo Maiipunka
(1925). B xoMMeHTapusx, fo6aBIeHHBIX BPIOCOBBIM B aBTOPCKMIT 9K3EMITIAP
OcHennoeo aueena, COREPXXUTCA NpsAMasi OTCBUIKA K cTaTbe O JleoHapze BO
¢dpaHIy3ckoM BTOpoM M3gaHuu ciaosaps e Ilmancu (1825) (bprocos 1974:
309)'% Tlpepcenatenp mabaira B 06/1Ke TUTAHTCKOTO TIOYKO3/Ia, HA3bIBa-
eMblit mpocto CaraHoli, onuchiBaeTcss U B acce [Tmmobbimesckoro «CuHa-
rora CataHbl» (1897), KoTOpoe XapMc YIOMMHAET B 3aIlIMCHOI KHIDKKe Ne 8
(1926-1927) (V, 101).

Byay4n npoBep61anbHOI XapaKTePUCTUKON KO3/, IOXOT/INBOCTD Ma-
crepa Jleonapno B Ipexonadenuuy, B MpUHIINIE, He HYXX/JAETCS B [JOIIOTHN-
TeJIbHBIX MOTUBMPOBKax. TeM He MeHee CTOUT YIIOMSHYTb, YTO, COIVIACHO
ommcanuio [lamroca, yby counmHeHnss XapMC yCepaHO HITYAVPOBAJI, «OfHA
U3 [ieBylLIeK OOBsAB/ANAch Lapuueit mabama. COBEPIIEHHO Tofasi, JIOXKMI-
Jlach OHa Ha aaTapb, U Meccup JleoHaps Ha I7masax Bcex HemoprupoBai ee»
(ITamroc 1913: 270).

Kartanue EBpl Ha cimHe MacTepa JleoHapyo, ONIATh-TaKM, CBA3aHO C €T0
KO3JI0II0f001MeM, OTChIIasi K CTEPEOTUIYy BeIbMBI BEpXOM Ha KO3Jie, M30-
6pa>keHHOII, B 4aCTHOCTH, Ha rpaBiope [iopepa «Benbma» (oK. 1500). Cpenn
COBPEMEHHUKOB XapMca 9TOT CTEpeOTUI IONTY4YWJI OTpakeHue, HAIpu-
mep, B Macmepe u Mapeapume BynrakoBa (30710TOHOCOB 1995: 75), @ TaK-
e B cruxorBopennu Ikamckoit «f Tebe mmoxast »eHa...» U3 COOpHMKA
Kposv-pyoa (1922). MOTVB e37bl Ha KO3/Ie BO3HUKAET U B CTUXOTBOPEHNN
Xapmca «Efy-ey Ha KOHe...», Halle4aTaHHOM B >KypHase Jusc B 1941 TOAY:

Eny-eny Ha xone —

[IpocTo BocxuTUTENBHO!
BoH K03eJT 6eXXIT KO MHe

OueHb y>X CTpeMUTENLHO!

11 Cm.: Huysmans 1891: 244. B pycckom nepesope (IfoncmMaHC 1911) 9TOT IMaccak OTCYTCTBYeT.
12 CM. TaKXe B PycCKOM m3flaHuu cnosapst: ITnanco 1877: 68-69.
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Bnpyr BepxoMm s Ha KO31le —
9TO YyAUBUTETHHO!
(I11, 83)

Yro KacaeTcst UTANbsHCKOI popmbl nMeHn Macrtepa JleoHapzo, TO OHa Ode-
BUJHBIM 00pa3oM oTHOCHTCS K JleoHapno fa Bunum. B 3ammcHolt KHIDKKe
Ne 30, OXBATHIBAIOIIEN TOT CaMBIIl IIEpPUOf (14 aBrycra — 10 OKTSIOPS 1934),
B TeYeHJe KOTOpOoro 6bUIo HanucaHo I pexonaderue, uMs Jleonapno na Bun-
uy (VI, 108) mosAB/IsieTCsI HEMHOTUM paHee BBIMUCKY U3 CIOBAPHON CTaTbu
Kupnnunankoa o mucrepusax (VI, 109-110). B manbHelinieM OHO [gBax-
OBl BCTpEYaeTcsA B 3allMCHOM KHIDKKe N 38 — Ha [IByX COCeJHMX CTpa-
HUIAX, OTHOCALIUXCA K 1935-1936 IT.. B IIEPBbIil pa3 — B CBA3U C UJeeil
PasfennTh TBOPYECKUX [IEATENEN HA YUCIO BOOSHbIX, 02HEHHO-B00THLIX U
uucmo oenenuvix (VI1, 190) (Bugumo, JleoHapno crepBa ObUI OTHECEH K OT-
HEHHO-BOJSHBIM, a 3aTeM IepeKBanuMUIMPOBaH B YMUCTO BOASHBIE), BO
BTOPOJI — B CIIMCKe, JO/DKHO ObITh, aKTyalbHBIX A/ XapMca Ha TOT MO-
MEHT aBTOPOB 1 IIPOU3BEEHUI 8ceMupHoli (B 3HAYEHUUM — ‘HEPYCCKOIT)
numepamypot (V1, 191). B atom crincke JleoHapno (kcTaTy, ero nmsA 37ech
nuurercst Kak Jleonapo oa Bumuu; cp. messir Leonard) — efuHCTBEHHBIIL,
KTO He SIB/IIETCA B TEPBYI0 ouepeib nuTeparopom'>. BosmMoxHo, cBOUM
BKJIIOYEHJEM B CIIVICOK OH 0053aH CBEXEU3JaHHOMY JBYXTOMHIUKY: /leoHap-
0o 0a Bunuu. VIsbpanHsble mpousBefeHus: B 2 1. / IlepeBopel, cTaThy, KOM-
menTtapun A. A. T'ybepa, A. K. [lxxusenerosa, B. IT. 3y6osa, B. K. Illuneitko
u A. M. Odpoca. Pepakuna A. K. [Ixxusenerosa n A. M. 9dpoca. M.; JL.:
Academia, 1935™.

Ho B Ipexonadenuu XyHZOXHVK YrafibIBaeTCs 3a CIVHOM MCKYCUTENA
IpeXxje Bcero us-3a Hoeliuero muda o JIeoHapo Kak 4deloBeke, Mpeyc-
[IO/THEHHOM XOJIOHOM PacCyHOYHOCTM ¥ fAuaBonmsMma. Vimmymec x ¢op-
MUPOBAHMIO 3TOT0 Muda UCXOAWI OT 3HAMEHUTOTO OMMCAHMS J|)KOKOH/BI
B acce Yorrepa Ileiitepa (1869): “She is older than the rocks among which
she sits; like the vampire, she has been dead many times, and learned the

13 B mapanenbHOM crycke aBTOPOB ¥ IPOM3BENICHNUIT pyccKoii numepamyput (Kyia, OfHAKo, 3a-
recamice Moan Jamackun v Moan 3namoycm) ectb n OzHennoiii anzen Bprocosa.

14 JI:0OOMBITHO, YTO U B CAMMX XaPMCOBCKIX 3aMMCHBIX KHIDKKAX YCMATPUBa/IM HeKoe Tofo6ue
kogekcos Jleonappo: Anexcanapos/bapsax 2006: 185, 189-190.
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secrets of the grave” u np. (Pater 1917: 125). Iloxxanyii, cBoe Hauboee mON-
Hoe packpbitue My¢ o Jleonapro nonyuun B Poccui, B counHennax Axuma
Bonbrackoro u Imutpua Mepesxkobckoro. IlyTemecTsys BTpoeM ¢ 3uHau-
moit Tvnmnyc mo Vranum, oHu cobupanyu matepuansl o J/leoHapro, a 3ateM,
[OC/Ie pacIafia J060BHOTO TPEYrONbHMKA U Pa3pblBa OTHOLIEHMUIL, OCTPO
COIIepPHIYA/IN 33 IIEPBEHCTBO ¥ [TTABEHCTBO B Pa3pabOoTKe 3TOI TeMBbI.

Bonpircknmit B 1897-1898 rr. omy6OnukoBan B CeBepHOM BeCTHUKe (OT
KOTOPOro OTIy4YysI Mepe>KKOBCKOTI0) CepUIO STIONOB U cTaTell o JleoHapro,
BIIEpBbIE BBILIENUINX OTHENbHON KHUTOM B 1900 rofy. B KHIDKHOI Bepcun
TEKCT IOfie/ieH Ha ITIaBbl 1 Pasfelibl, OAMH U3 KOTOPBIX (@ MMEHHO 06Immp-
HBIIl TpeTMil pasmen, M. 5-9) Has3biBaeTCs «JleMOHMYECKoe HUCKYCCTBON.
B Hanboree KOHIIEHTPUPOBAHHOI (pOpMe €ero 3arjaBHast KOHIEIIVS BbIpa-
3W/1aCh B ONVICAHUY BIIEYATICHUA OT HOpTpeTa [IKOKOHMbI:

...HenonsaTHas ynpiOka Bo30yXXpasa BO MHE YTO-TO HeHmpusATHoe |[...]
s YyBCTBOBAJI, 4TO HEPBBI OECIVIONHO pasfpaxkeHbl [...] B mymy Huot-
Kyla He IIPOHMKAal CBeT XYHOKECTBEHHON KpacoThl. UTO-TO XUTpOe,
CKPBITHO-AOBITOE OTPAB/IAIO U yOuBaIo Bce Moy BocupuaTus [...] ¥ Jle-
oOHappo-fa-Bumunm, kak u y Beppoxkuo, mkore KOTOPOTro OH He M3MEHsII 0
KOHIIA CBOEI >KM3HM, — AJ] UAENHOTO [eMOHM3Ma, pas3/araiouinii He>kHble
XyHZOXKeCTBEHHBIe 00pasbl, CTYCTWICS U IpUBENT K BHYTPEHHEMY paspy-
IIEHNIO ero MCKyccTBa. [...] JleoHappo-ma-Bunum ABnsgerca B obmacTu mc-
KyccTBa KakuM-TO KamHOM Io oTHoLIeHuio k camomy cebe. [...] S gyman
o Jleonapno-ga-Bunun, cMoTpern Ha [)KMOKOHAY, ¥ 3TO BEMKOe IIPOU3Befie-
HIIe ero KUCTHU ITOKAa3aI0Ch MHe BIPYT TeHIA/TbHBIM YPOACTBOM.

(BonbIHCKMIT 1897: 229-230)

MepesxkoBckuit mocBsATuI Jleonapro poman Bockpecuiue 6oeu (Jleonapdo da
Bunuu) (1900) — BTOpylo 4actb Tpunornu Xpucmoc u Anmuxpucm®. Xy-
NOKHUK B pOMaHe MMeHyeTcs «Meccap Jleonapmo» u «macrep Jleonappmo»
U MOJIb3yeTCA penyTanyelt KonjyHa u cayxurend gbasona. ITane JIbpy X
IIOCTYTIaeT SOHOC Ha JIeoHapyo ¢ OOBMHEHNEM B TOM, YTO «IIOJ, IIPeJIOTOM
aHATOMMM, Ha CaMOM Jiefie — [/l YePHOIl Maruy, OH BbIpe3bIBaeT 3apo-

15 Tpunorysa MepexKoBCKOro yrnoMsaHyTa XapMcoM BCKOpe MOC/Ie HanvcaHus Ipexonadenus, B
3aIMCHO KHIDKKe Ne 31 3a JIeKabpb 1934 — siHBapb 1935 I. (VI, 126).
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BN U3 TPYHOB GepeMeHHBIX XeHIMH» (MepexkoBckuii 1914: III, 295).
Momna Kaccanppa, koTopasi BepuT B CBOM HOJIETHI Ha NIabaIl 1 JIefiCTBUTE/b-
HO y4YacTBYeT B MacCCOBBIX OpPIUAX, I7ie TIOKJIOHAeTcA U oTfaercsa HouyHomy
Kosny / [uoHucy (Ha camMoM fielie — psDKEHOMY IOHOIIE), yOexeHa B TOM,
4yTO JleoHapmo — TaKol >Ke KONAyH, Kak u oHa. Ilomommnuxy Jleonappo,
Actpo, oHa BHy1IaeT: «PasBe Tl He IIOHMMaeIlb, YTO BCE 3TU MAIIVHbI TO/b-
KO Jy1 OTBOAY I1a3? Meccap JleoHapno, A Iojaralo, IaBHO yKe jeTaer. .. [...]
BOT TaK ke, kak s» (Tam xe: II, 69—70). B cany JleoHapo pacreT nepeBo, Haf
KOTOPBIM OH CTaBUT OIIBITHI, Jie/lasl MHbEKIUY B €r0 CTBOJL, TI0 MTOBOALY Yero
Mexxry Kaccanzpoit 1 ACTpo poucxXoauT clefyomuii A1aior:

- Crpannble onbIThl! Kakoe e 3To gepeBo?

- Ilepcuxosoe.

- Hy, n uro >xe? ITnogsr Hanumucey agom?

- HanploTcs, xorga cosperor.

- VI BUIHO, 9YTO OHM OTpaB/I€HbI?

- Hert, He BupHO. BOT moyemMy OH 1 He BITyCKaeT HMKOIO; MOXXHO cOO/as-
HUTbCA KPAcOTOI M/ION0B, ChECTb U YMEPETh.

(Tam xe: 11, 72)

B xoHue Toro >xe smmsopa ydeHuk Jleonapno I>xoBanHu bensrpaddno,
7175 Ha TIOJOIIBITHOE IepeBo, MpefCcTaBiseT cebe ero 61bmerickmit mpoTo-
THUII ¥ BCHOMUHaeT coBa [ocniofiHero sampera Ha BKyILIIEHNME OT €r0 IJIOfIOB.
Brnocnepcreuy, mocie TOro Kak IOHbI J[>KOBaHHM cOBeplIaeT caMoy6m7[-
cTBO'S, JleoHApAO UMTAET €r0 HEBHUK U YyBCTBYET, «YTO ObII MPUYMHOI
9TON rubenyu — ,,Crmasui , ,ICHOPTUI ero, OTPaBUII IUIOaMu ,,ipeBa Ilo-
sgauuA» (Tam xe: 111, 287).
Ectb B poMaHe MepeXKOBCKOIO M TaKOM ITaCCaX:

ITepBpiM npoussenenyieM JleoHapHo ObII PUCYHOK /IS ILE/TKOBOJ 3aBeChl,
TKaHOI1 3010TOM BO {anppun, nofapka GIOPeHTHHCKUX IPaskiaH KOPOJIIO
IMopryranuu. Pucynok usobpaxan rpexonagenne Axama u Esbl. Komenua-

TBIJI CTBOJI OJJHOII U3 PAiICKMX IaTbM M300paskeH OBbII C TAKMM COBEpIIEH-

16 Bpaspes ¢ 6uorpadumeit ncropuueckoro Jxosanuu bensrpad¢no (nmpasmwibhee — Bonb-
Tpadduo), yMepliIero CBoeit CMEPTHIO B 1516 TOLY B BO3PACTE 49 JIET.
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CTBOM, YTO, IIO C/IOBaM OYEBUJI[A, <YM HOMPaYajCsA IPU MBICIY O TOM, KaK
MOIJIO OBITh y 4YelOoBeKa CTO/NBKO TepleHMs». YKeHONmomoOHbII MUK AeMo-
Ha-3Mes [blIIaT COOMasHUTENbHON IIPENecTbio, U, KasanoCh, CHIbIIIAINCH
cnoBa ero: «Her, He ympere, HO 3HaeT Bor, 4To B [ieHb, B KOTOPBIIl BKyCUTe
MX, OTKPOIOTCS I71a3a Ballll, U BbI Oy/eTe, Kak 60ry, sHatoiye f06po 1 3710».
W >keHa pOTATMBAIA PyKy K fepeBy II03HaHMs, C TOIO >Ke Y/IBIOKOIO Hep3-
HOBEHHOTO JTI0OOIIBITCTBA, C KOTOPOIO B U3BasiHnu Bepokkno ®oma Hesep-
HBIIT BIaTajI IepCThbl CBOM B A3Bbl PacnsAToro.

(Tam xe: III, 81-82)

«TBI cpasy y3Haelllb O4eHb MHOTO 1 Oyfelb yMHee camoro bora»

Ira ¢pasza Macrepa JleoHnapyo npeacrasisieT cob60il CKPbITOE CTUXOTBOP-
HOe BKpaIUIeHNe B IIPO3aMYeCcKuil TEKCT IbeChl — PU(MOBAHHOE IBYCTH-
1IVe, HAMMCAHHOE YeThIPEXY/AAPHbIM TOHNYECKIM CTUXOM C Lje3ypoii Ioce
cumabo-ToHNYecKoro (aMdpnuopaxmuecKoro) MOMyCTUIINS:

Tel cpédsy y3udews || Guenp MHOTO

u 6ypeuts ymHée || camord Bora.

CruxoBas Ipupoza 3Toit Ppasbl MOZUEPKHYTA ee U3OLIPEHHOI IPOCORMYe-
CKOJT OpraHmusaneit. B 1-M, 2-M U 4-M HOTYCTULINMSIX METPUIECKOe yaapeHe
majaeT Ha OfHY M Ty Xe IlacHyo. KpoMme Toro, B 1-M, 3-M U 4-M IIOTYCTH-
MINSAX 3BYKOBAsi CYTTECTUsI YCUIMBACTCS 32 CUET YIIOPSOYEHHOTO Yepeso-
BaHMA aCCOHAHCOB: B 1-M peajM3yeTcsd OXBaTHasA CXeMa [a-y-y-a], B 3-M
— nepekpecTHas [y—e-y—el, B 4-M — [0]-pAf ¢ paclypeHueM BHYTPEHHErO
3BEHa OXBATHOI CXeMbI [a—0—...—a].

B ocHOBHOM MaccyBe pOMaHCKOTO cerMeHTa Tekcta Le Jeu d’Adam, Ha-
MMCAHHOTO TPAAMIMOHHBIM /s GPAHIY3CKOI CpPefHEeBEKOBOI fPaMbl OK-
TOCH/UTAOOM C IApHOI pUQMOBKOIL, (aKyIbTaTUBHAS 1je3ypa BBIIOTHSET
CXOXYIO CTPYKTyp0ooOpasyoiyio GyHKINIO: OHA TAaKXKe JE/IUT CTUX Ha [Ba
HOTYCTUIUNST, BOSHUKAS TIOCTIE 4-TO CJIOTa.

Permnka Macrepa JleoHapzo, BK/Itodast obcyxaeMyto ¢pasy, mapagdpa-
3upyeT cmoBa 6167eiicKoro 3mest: «[...] OTKpOIOTCs I71a3a Baly, U Bbl CTa-
HeTe, TOKO0OHO BcecunpHoMYy, sHatomumu fo6po u 3mo» (Beit. 3:5). B Le
Jeu d’Adam 310 obelaHMe pacCpefOTOUEHO IO PasHBIM pernKaM I bsBo-
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J1a, KOTOpBIe, COOOPA3HO C TeM, YTO B 3TON ApaMe VICKYLICHWIO HeIOoCpen-
CTBEHHO CO CTOPOHBI [IbsiBO/IA MTOfIBEpraeTcs He TONbKO EBa, HO U B IIepByI0
ouepenb AnaM (cM. paHee, B paspene «[IpencrasineHye 06 Afame»), 4acTbio
obpaireHs! K HeMy. B obpamennu k Axamy: « Ti oil serrunt sempres overt, /
Quanque deit estre t’iert apert » (ct. 161-162) (Noomen 1971: 31; «I'Bou oun
Bcerfa mpebyayT orBepcTeiMy, / Beé, uto cremyer, craHer Tebe SICHO»);
« Aienz serras puis del tut son per» (cr. 167) (Tam >xe; «Bonee Toro, cra-
Hellb ThI BO BceM EMy poBHeli»). B o6pamenun k Ee: « De tut saver, bien e
mal » (ct. 251) (Tam xe: 36; «<O TOM, YTOOBI> 3HATD BCE, JOOPO 1 3710»); « Al
creator serrez pareil » (ct. 265) (Tam xe: 37; «I'BOpLy IpebynmeTe paBHbI»);
« O Deus serrez, sanz faillance, / De egal bonté, de egal puissance » (cT. 269-
270) (Tam xe: 38; «C Borom mpebynere, HecoMHeHHO, / B paBHOIT 61arocty,
B PaBHOM MOTYIIIECTBE).

B cwny MeTpuYeckoil IOJBVDKHOCTY, CBOJICTBEHHON aHIJIO-HOP-
MaHHCKOJ Tpapuuuy, B Le Jeu d’Adam uesypa Hepefko CMeILIaeTCs WK
HUBENNPYETCs, HO BO BCeX IPUBENEHHBIX BbIIIE pernnkax [IpsBoa oHa Io-
SIBJISIETCST CTPOTO MOCTIE 4-TO CJIOTA, COBIAZAS IPY OTOM C CHTaKCUIECKOI
[ay30li, YTO Ae/aeT ee OCOOEHHO OTYeTIMBOI (HecMOTpsi Ha opdorpadu-
YeCKYIO CIenM UKy TaHHBIX CTPOK, OHU IIPEICTABIIAIT COOOI pery1apHble
okTocnTabsr ).

CruxoBble 0cOOeHHOCTY pasbupaemoit ¢paspl Mactepa JleoHappo 3a-
[AIOT U [PYTOI, MOXKaIyii, Oojee MPaBIOMOZOOHbII a/TIO3MBHBII BEKTOD,
OTCBHUTAIOIMIT K VMICTOPUM COOTBETCTBYIOIEH (OPMBI aKIEHTHOTO CTHXA
U CeMaHTMKe ee Ha3BaHUA. B cOBpeMeHHOII HayKe 3TOT CTUX OIIpefiesid-
eTCA KaK CKa3OBBIil, COCTAB/IAA NOCYUIA0MYECKYIO0 TPUAAy C HeCEHHBIM U
MOJIUTBOC/IOBHBIM CTUXOM. B CKasoBOM CTHXe OIpefe/TUTeNbHbIMI IIPU-
3HaKaMJ ABJISAIOTCS, BO-TIEPBBIX, CMeXHbIe pudMBL (a Taxxe pupMOUABL,
ACCOHAHCHI MM TaBTOJIOTMYECKIe KOHI[eBbIe OPMBI), BO-BTOPBIX, — CIH-
TAaKCUMYECKUI Y CEMAHTUYECKUII MTapa/l/Ie/IN3M KOJIOHOB, C aHTUKaJeHLIeN
U KaJleHIIJell B IIaPHBIX CTHXaX; BCe 9TV IIPU3HAKY HA/IMYECTBYIOT B C/IOBAX
Macrepa Jleonappo. KomruecTBo MKTOB B prMyIOMNXCA OTPe3KaX TeKCTa

17 B c1. 251 bien uuraetcs ¢ guepesoit (bi-en — fBa cmora), a B CT. 270 JBXK/bI IPOUCXOFUT
omusus (de-gal — pBa cnora). O6a mpuema, Kak M 3aTeKCTOBBI XapakTep (MHAIbHOrO
6e3y/fapHOro C/10ra )KeHCKOil pUQMBI B CT. 269—270, ABJAIOTCA CTAHAAPTHBIMU IS CTapoO-
¢dpaniysckoit n aHrmo-HopMaHHCKOI 10931n XI-XIV BB. 1 IIMPOKO MCIIOMB30BANNCD s
cobmopeHns cutabudeckoro merpa (cm.: Lote 1949: 13-38; 83-150).
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HEIIOCTOSIHHO, OfiHaKo, cornacHo K. ®. TapaHOBCkOMY, «OCHOBHOII (OopMOIi
CTPOKM CKa30BOT'O CTHXa C/IefyeT IPU3HATb YeThIpeXyHapHyIo cTpoKy» (Ta-
PaHOBCKMIT 2000: 262), T. €. UMEHHO TaKYyIo, KaKas JIOKUT B OCHOBE (pasbl
Macrepa Jleonappo.

Kpatkmnit ouepk MCTOpMYECKOro pasBUTHUA CKa30BOTO (TOBOPHOTO) CTHXA
maet M. JI. I'acrmapos:

B BBICOKOM YIIOTpeO/IeHN MTPEeNMYIeCTBeHHOe BHUMaHue 00palianoch Ha
IIapajlIeNIN3M, B HAPOJHOM — Ha pU(PMOBKY.

B nauvane XVII B. atu iBe nuHum cimnucb: CMyTHOE BpeMs JJa/lo JIUTe-
paType HeoObIUHOE COfep)KaHIMe, KOHTAKT C IIONBCKMM OapOKKO OTKPbLI
IyTh K 9KCIIePMMEHTaM, OIBIT I0ro-3amafHoil Pycn, rje HepaBHOCIOKHBII
prbMOBaHHBIT CTUX Y)Ke ObUI Pa3pabOTaH KHIDKHOI [093Mell, TOCTYKII
TOMYKOM. [...] <B coumHeHuax Havama XVII B. pupMOBaHHBIE OTPHIBKI>
ellle TePAIOTCA Cpefyt Hepr(PMOBAHHOTO TEKCTa; HO OHM YK€ BBIJIEIAITCA
B KoHI0BKe «IToBectn 0 CmyTe» <C. IllaxoBcKOro, 1626> [...] 1 B IByX I/Ia-
Bax «Ckasauus ABpaamus [lanumsiaa» (1620 T. [...]).

ITocne 3TOrO rOBOPHOI CTUX NMPOYHO BXxoguT B nureparypy XVII B. u
CTAaHOBMTCH, B Y4CTHOCTY, OCHOBHBIM CPEICTBOM «IIPMKA3HOI IIKO/IbI» CTY-
XOTBOpIIEB B 1630-1640-X IT. 8 .. ]

VIHTepeCHBI >KaHPOBbIE TATOTEHV A TOBOPHOTO JOCUM/ITA0MIECKOTO CTHUXaA.
Bo-nepBbIX, 3TO caTupa, HECOMHEHHOE Hac/Ie/iiie CKOMOPOUIbell TpagyIinu:
ot «V3noxennst Ha mooTepbl» V. Hacemknu 1625 . [...] no «I[IpuBeTcTBUSL. ..
Ha IIYTOBCKOI cBagbbe» B. TpemmakoBckoro 1740 I. [...] Bo-BTopbIx, aTo
HOBBIII )KaHP — JIpaMa, I/le Ta )Ke CKOMOPOIIbS TPaAMLMA IOMOraeT TOBOp-
HOMY CTUXY 1 B (apcoBOIl MHTepMeaUN [...] ¥ B HATETUYECKOM MOHOJIOTE
[...] B-TpeTpux, 3T0 TOXKE HOBBIII XXaHP — MNUCbMA [...] OHM COCTAaBISIOT
efBa /1M He ITIABHYIO MACCy IPOJYKIMM IPUKA3HOI LIKOJIbI, HA HUX BbIpa-
6aThIBaeTCsA HOBbIJI OAPOYHBII CTHUIb, 13 HUX CKJIAJbIBAIOTCA IepBble MUCh-
MOBHUKM. B-4eTBepTHIX, CpeAM 9TUX IICeM OKa3bIBaIOTCS U M060BHBIE |...]
TaK TOBOPHOII CTUX NPOHMKAET B MMPUKY [...] HakoHern, B-ATbIX, U3 3TOI1
TOBOPHOIT MUPUKY TIOOOBHBII CTUX IIEPEXOFUT B TIOOOBHBII 9IIOC: COXpa-
HIJICSL OTPBIBOK OOJIBIIIOTO IMOBECTBOBAHUS OT >KeHCKoro juna [...] <Ouno

HamnucaHo> B cepefuue XVIII B., korjga roBOpHOJ CTUX, BBITECHEHHBIN CHJI-

18 TBopuecTBO HMPMKA3HON IIKOMBI COCTAB/IAET I[EHTPANbHYIO YacThb AHTONOTMI: DbImmHMH/
Wnrommn 1989. — E. C.
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MabMYIeCKuM, a MOTOM CU/ITA00-TOHMIECKUM, YK€ ONYCTU/ICSA B HU30BYIO
JIUTEPATYPY, B 1yOOK, B CTUXOTBOPHbIE Ye/IOOUTHBIE |[...]
(TacmiapoB 2000: 28-30)

STa mo3pHss nybouHass abcopbLMs CKa30BOTO CTUXA, OFHAKO K€, I0-CBO-
eMy BO3POXK/ja/la YIOMMHABIIYIOCS [acIiapoBBIM CKOMOPOLIBIO TPafyIINIO.
ITo >KaHPOBOIT XapaKTepUCTMKe TapaHOBCKOTO, CKA30BBINl CTUX — 9TO
«CTUX CBafieOHBIX TIPUTOBOPOB, 3a3[[PaBMIl (3aCTOMBHBIX 3[[PABMUI]), 3aTOBO-
POB, CeKTaHTCKMX IIPOPOYECTB, IPABOBLIX (GOPMYII, HOCTOBULI, IOTOBOPOK,
3arafiok, a y MHOTMX PaCcCKa3YMKOB — ILENbIX CKa30K. ITO CTUX CKOMO-
pouIbux mprbayToK, paiika, HaAIMCell K TyOOYHBIM KapTUHKAaM, 3a3bIBa-
HUJI IIOKYyIIaTesIell, BBIKPUKOB PasHOCYMKOB U T. IL» (TapanoBcKkmit 2000:
261). B aTOM TepeuHe K0UeBOe 3HAYEHMe JISI HAC MMeET, KOHEYHO XKe,
paek, IOf; KOTOPBHIM B JAHHOM KOHTEKCTe CJIeflyeT [OHMMATh ABa B3aVMO-
CBSI3aHHBIX OJJHOMMEHHBIX ABJICHUS.

[Ipe>xme Bcero, CKasoBBI CTUX MPOYHO CBSI3aH C BepTenoM (mepeHoc-
HBIM KYKOJIbHBIM Te€aTPOM, ITOKa3bIBABIINMM pOX/ECTBEHCKIE COOBITIIA)
B €r0 YKPAMHCKOM, a 3aTeM U PYCCKOM U3BOJ€, — 9TUM CTUXOM BEPTEII[UK
MPOM3HOCUIT PETUIMKM CBOVX MEPCOHAXKETL.

B ceBepo-BocTOYHOI Poccuu cospancsa ocobblit pop BepTema II0J HOBBIM
HasBaHNUeM paiika — IPONCILIE[IINM, BePOATHO, OT IPe/ICTaBIeHNII B Bep-
Telax IbeC O pae M MyKe Be4HOil. B MocCkBYy, Hafjo TojIarathb, TeaTp Mapu-
OHETOK TaK)Xe 3aHeCeH C I0ra; HO 3[leCb XapaKTep palika IOf BIMSIHMIEM
3aHeceHHbIX ¢ KoHIAa X VII cT. ¢ 3amaja 3a6aB, ¢ OIHOI CTOPOHBI, U Pa3BM-
THA TyOOYHDIX KapTHH, C JPYTOIl, MEHAETCH.

([B. T1.] 1894: 54)

Paek renepp — aro

He6oIblIIasl TIEPEHOCHASI TAHOPaMa, MPeACTaB/sAomast co60I AMMK, K 3a/-
Hell CTOPOHEe KOTOPOTO IPUJeNaHO KaK Obl BO3BBILIEHNE B BHUJie KOPOOKM.
37ech HaXOfATCA pPas3NIMYHble KapTUHKM, 10 OO/blIeil 4acTu n1yboduHbIe,
OITyCKaIoLIMecs 10 Mepe HaJoOHOCTY Ha IIHYPKe 1 3aMeHSOLIe VIV TIPO-
CTO 3aropakyBaloliye OfHa APYIyi. B HEKOTOPBIX MECTHOCTSX KapTUHBI,

CKJIEEHHDbIE B OJHY JIEHTY, II€PEMATbIBAOTCA C OJHOI'O Bajla Ha prI‘OIZ I10-



306 Eseeruti Cowrun

KasbIBaTe/leM, PAelllHMKOM. B ImepefHell cTeHKe AIMKA CAeNaHbl KPYyT/Ible
OTBEpPCTUA C YBEIMYUTENIbHBIMU CTEKIaMM WM 0e3 HUX, yepe3 KOTOpble
3pUTEIM MOTYT CMOTPETh Ha KapTMHY 3a Iiary [...] IlokaspiBaHMe KapTUH
PAELIHNK COPOBOXKAAET KOMMEHTApVEM, 110 OOJIbIIell YacTy IOMOPUCTIYe-
cKoro cBoiictBa. [...] Ctuiab mpubayTok — MepHasi pupMoBaHHAsL pedyb —
uMeeT GONBIIOE CXOACTBO C HAJMMUCIMM Ha Ty00o4HbIX KaptuhHax XVIII B.,
OTKyZla IIepBOHAYa/lIbHO 1 Opajcsa KOMMEHTapuil paelHuka. IIpomcxoxpe-
HUe «pajiKa» ¥ CaMOTO HAa3BaHV €ro MOXeT ObITh OOBSICHEHO TeM, UTO B
OCHOBAHNM MMAHOPaMbl KOTfja-To Jiexxano «Paiickoe merictBo» (Paradeisspiel),
usBectHoe B Poccunm emje B camom Hauazme XVIII Beka; oOpaser; ero Mbl
umeeM B «Kanocrroit komeauu 06 Aname u Ese»'®, usmannoit Tuxonpaso-
BbIM («Pycck. paMaTiy. pousB.», 1)?°, rme mpsIBOIL, a OTYACTH 1 Ipapoau-
TV UTPAIOT KOMUYECKYIO POIIb.

(B. I1. 1899: 106)*!

JIutepaTypHasi CTMAM3aLMs IO CKa30BbII CTUX OepeT Hayaao B Iyl
KnHCKoI1 «CKaske o mome u o pabotHuke ero bamme» (1830), oTyacTu mog-
rOTOB/IEHHOI mpubayTkamu otua Bapmaama B Bopuce Iodynose (1825).
CoueraHue CKa3oBOrO M MOJIMTBOCIOBHOTO CTMXa (M3BECTHOE U JIpeBHe-
PYccKoit clmoBecHOCTV: TapaHOBCKUII 2000: 271) IHOFYMHEHO IApOIVITHON
3ajjaue B COBMECTHOM couuHeHUM Basemckoro u Ilymkuna «Hapgo moms-
HYTb, HEIIPEMEHHO MMOMSIHYTb Hafo...» (1833 <1880>). B mapomuitHbIX Leix
CKa30BbIl CTUX UCIIONb3YeTCsl TakKe U B «BoeHHsix adopusmax» Dagpes
Kosbmuua IlpyTkoBa <1922> u «llepemonnane morpebenns tena B Bose
ycomurero nopy4nka u kapanepa ®annes Kospmnya I1...» <1884 (dacTuyHo),
1922>. B To BpemMsA Kak BO BTOPOM M3 3TMX JJByX TE€KCTOB CKa30BBIN CTUX
MofYepKMBaeT ITyMJIeHNe CO CTOPOHBI OJHOIOMYAH YCOIIIEro, B ePBOM
U3 HMX OH MMUTHPYET MPOCTORYIIHOE TBOPIECTBO HEYMEIOro pudMonieTa.
B Becax NoctoeBckoro (1872) TeM e IPHEMOM, HO B paMKax 0ojee M30I-

19 JKanocmuas xomedust 06 Adame u Ege macropa Voranna lordpuna [peropu 6bia nocrasie-
Ha UM IIpy iBope Arekcest Muxaiinosuya B 1674 roxy. — E. C.

20 Cm.: Pycckue apamarideckne IpousBefieHus 1672-1725 rofos: <B 2 1.> / CobpaHbl 1 06bsc-
sensl H. Tuxonpasossim. CI16.: Vap. [I. E. Koxanunkosa, 1874. — E. C.

21 ABTOp 006eNX IPOIMTUPOBAHHBIX CTaTell IHYUKIONEOUHECK020 C106apsi — COOTB. «BepTem»
(ne mopmucana) u «Paex» (mopmucana nunyanamn B. I1.), — Hecomuenno, B. H. Ileperiy
(1870-1935). IToppobHeit o paiike-BepTene u paiike-nmaHopame cM.: DaMuHIIbIH 1889: 105-111.
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PEHHOI XYyJO)KeCTBEHHOM 3aJaull, MOTUBUPOBAH CKAa30BbIl CTUX COYMHE-
HuA KanuTaHa Jle6skmHa «CoBeplIeHCTBY AeBULIbI TYIIMHON» 1, 9TO ellje
XapaKTepHee, — sIBleHMe OYATO Obl HEBOILHO BO3HMKAIOIIEH TOHMYECKON
CTPOKM BCTIef 3a pudMymleiicss ¢ Heil cummabo-ToHndeckoi («,Ilomon
oueHbp Hau ctakaH', — / K FOmurepy sakpuyani»; JJocToeBcKuit 1974: 141) %,
Ba>xHO OTMeTUTD, YTO MAPOAVICTBI MMENN IIepe], Ia3aMy JelICTBUTE/IbHOE
ABJIEH)E CKAa30BOTO CTMXAa HAMBHOM IO33MM — OT CONMATCKUX BMpPUIEN
xonna XVIII B. (I'ykoBckmit 1933: 124-127; 134-139) IO IIOBECTU B CTUXAX
JHesnux npocmumymxy Oe3pIMAHHOTO KOPSMHIIVKA, IIPOLYTHPOBAH-
Holt Toppkum B cratbe «O mucarensx-camoyukax» (1911) (Foppkmit 1953:
101-102) %, Takum 06pa3oM, BO3POXKIEHME MHTepeca K CKa30BOMY CTUXY
CBSI3aHO, BO-TIEPBBIX, C €r0 OBITOBAHMEM B IIPOCTOHAPOSHOI Cpefie, IPOOT-
SKAIOLMM CKOMOPOILIBIO TPAJULINIO, & BO-BTOPBIX, C €r0 IMUCbMEHHON pas-
HOBWJTHOCTBIO B TBOPYECTBE HAMBHBIX II09TOB, BOCXOAAIEH, B KOHETHOM
UTOTe, K BUPIIENVCAHNIO TPUKA3HOI IKOJbIL.

B XX Beke HapsiAy ¢ 4MCTO CTUIM30BAHHBIM CKa30BbIM cTuxoM (V. AH-
HeHckuit, «Ilapukm pmerckme» <1910>; C. Pepmopuenko, «IIpo Yepssaxa»,
1925°*) HauMHAET IMPOKO TIPUMEHATHCA A/UTIO3UBHbII CKa30BbIil CTUX (N
ero KoppenAr ¢ 6onee pasHOOOpasHOI pUPMOBKOIL), alle/UIMPYIOMMII K Ia-
MATHU >KaHpa, HO He MMMTUPYIOIUI caM >KaHp, — Kak gopMa YCIOBHOTO
BOCITPOV3BEIEHMsI pedyl IPOCTDIX JIOfell, Oyab TO MOMUTUYECKU THEPTHBIX
)2> UM PEBONMIOIMOHHO 3a-
PsDKeHHBIX pycckux (A. Brok, JJsenadyamv, 1-s1 1., 1918); Kak MaHuUpecra-
LSl IPUHAIEKHOCTH aBTopa K TakoBbiM ([I. Bemuniit, Hosuiti 3asem Ges

useAHa esanzenucma lemvana, 1925), TPYAHOOTINYMMAA OT KecTa Hepe-

espeiickux (B. JKaborunckmit, Yyxouna, 1908

22 Cp.: «<HecoorBercTBue popMbI 1 cofepKanHust B 11033uu JIeOANKIHA 110 CYIeCTBY TPArnIHO,
XOTS [0 BHELIHOCTH HApOAMIHO. [...] JIeOAKMH BBICKAa3bIBaeT CBATENIIIEE, ITO B HEM €CTb,
M He4TO OOBEKTUBHO-IIO3TNYECKOe — HO 4eM 6ojiee CTapaeTcst OH IIOfPaXKaTb IOITUYECKO-
MYy KaHOHY M OOIIENPUHATBIM B [1033MM IpueMaM, TeM Oe3BKyCHee 11 Hejlellee y HEro 3TO
BbIxOIMT» (XOmaceBud 1996: 199).

23 Vicrounnk npumepa: bpuimanna/VimonmH 1989: 19—20.

24 VicTounuxk mpumepa: lacmapos 1993: 141.

25 OHI/I-TO ¥ II0OKa3aHbl B IIbece HaI/I6OTIee HpaI‘MaT]/I‘-IHI)IMI/I. HOHI/ITI/I‘-IeCK]/I aHFa)I(I/IpOBaHHbIe,
06pasoBaHHbIe WM HPOCTO «IIACCHOHAPHbIE» HEPCOHAXM USBACHAITCA y JKaboTMHCKOro
6ornee crporumu popmamu cTuxa (KpoMe OfFHOTO CIIydasi, KOTfja KTO-TO U3 HUX TIPUCOEMVIHI-
eTCA K pasroBopy, y)ke BeylieMycs B popmMe ckasoBoro cruxa). Kpome toro, mpefcrabuTte-
JIM BCEX TPYIII TOBOPAT U IIPO3OIL.
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XOfla Ha JOCTYIHBI UM A3bIK (B. Masaxosckuit, Okna POCTA, 1919-1922);
KaK MapKep MMEHHO CKa30BOJI pedeBoil Macky, myToBcrBa (II. IloreMkuH,
«YecTb», 1911%%); HaKOHel], KaK HEKUII KOHTPACT K YIbTPAcOBPEMEHHOI Te-
maruke (K. Yykosckuii, TenegoH, 1-51 /1., 1924). IlapanienpHo ¢ aTuMn ys-
KO-TIparMaTMYHBIMU KOHTEKCTaMI ITO3ThI IMINYT CKa30BBIM CTUXOM M BHe
CKOIIbKO-HI/I6YILb OLIYTVMMON CTM/IN3ATOPCKON ycTaHOBKM (B. X/1e6HUKOB,
«Kypasnb»; oH xe, «KysHeunk», 1912; T. Uypunun, «Opnn», 1913; B codeTa-
HUY ¢ gpyruMu popmMaMu cTuxa — OGONBIIMHCTBO KPYIIHBIX MIOTUYECKUX
U IpaMaTH4YeCKUX IPOM3BENEHMIT TOro ke X/IeOHMKOBa; PAX TEKCTOB KHM-
ru lony6unka-TocroBa Qonvrnopucmot, 1922).

XapMc U ero fpysbsA-IO3Tbl IPOAB/IANM K CKa30BOMY CTUXY HeMalblil
MHTepec, 0COOEHHO B 1930-€ rofbl. XapMc 00Opalliajcs K HeMy U B IOPsIAKe
Hapounron crunnzanyn («CkaBkar, 1930; «Llupk [Mlapgam», 1935, cM. peun
knoyHa; «Jupk IIpuHTHIIpaM», 1941), 1 6e3 0coboro akieHTa Ha Heil («Ha-
4ajio CIopa...», MeXJY 1933 U 1935; «[Iporynouka», Mexnay 1935 u 1937, B CO-
YeTaHMU C TPeX- U YeThIpeXCTOIHbIM aMpubpaxmem; «Cunee boxectsol..»,
1937 wan 1938). B moasum OrneitHuKoBa, BBUAY ee HACKBO3b HMAapOAUITHO-
rO XapaKTepa, CKa30BBIIl CTUX BBICTYIAeT KaK OAVH M3 MHOTUX CIIOCOOOB
3aKaBbIYMBAHMS T0aTMIecKoit peun («Tatbsime HukomaesHe I[71e60BoiT»,
1931; «YenmoBeKk M 4YacTM 4YeIOBEYECKOTO Tena...», 1932% «Kyk-aHTuceMur»,
7-1 KapTMHKa, 1935; «Illypouke», 1931% «DpyKTOBOE MHUTaHMUE», 1932; «3a-
TPyZHEHMe Y4eHOTO», 1932; «Bybmuk», 1932, mocmefHne deTsipe — B code-
TAHNUM C CUIA00-TOHMIECKMMM pasMepaMu), HO U 3I€eCh 3TOT CTUX MOPOil
CITY>KUT XaHPOBO-TeMaTH4eckyM MHAuKatopoM («Kmaccmpukanua sxem»,
1930% «IlepedeHb pacxofOoB Ha OFHOTO JeneraTa», 1934, cosM. ¢ E. IlIBap-
meM). Y BBeeHCKOro CKasOBBIN CTUX TOABISAETCA BO MHOIMX TEKCTaX, HO
TOJIDKO B BUJie BKpaIUIeHNI1, 00/bllell 4acThio ABYCTpo4HbIX («Havamo mos-
MbI», OK. 1926; «CBATOI 1 ero NofYMHeHHbIe», OK. 1930; «Kymnpuaunos u Ha-
TallIa», OK. 1931; «5I 6bI BB ellle OAHY PIOMKY BOAMYKIL. ..», 1932 WM 1933;
«MHe XaJIKO 4TO 51 He 3BEPb», OK. 1934, cM. peppen). Oco60 HYKHO CKasaTh
o noame Kpyeom so3moncto boe (OK. 1931), KOTOpYIo, Kak cuutan f. Ipyckus,
«MO>KHO Ha3BaTb 9CXATONOIMYECKON MUCTEpHeENL, a IT0-PYCCKM — JIeVICTBOM»
(cm.: BBemeHckmit 1993: I, 244). B Hell cka30BO-CTHXOBBIe OTPE3KU IOSB-
JISIIOTCST MHOTOKpaTHO. [Ipy 9TOM OfMH 13 HUX HpefCTaBIsieT coboit mpo-

26 Vicrounnk npumepa: Tacmapos 2000: 229.
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CTPAaHHBIN MHTEKCT — «becely 4acoB»; pyroii — peMUHNCIEHIINIO 3a4MHa
Tenegpora YykoBCKOTO, HAIIMCAHHOTO STHM )K€ CTUXOM (CM. BBIIIE): «360-
Hum mawiunka, umeryemas menegon. <CtTuprobpeen.> Jla, KTO TOBOPUT.
TFonoc. Meteoput. Ctupkro6pees. Hebecnoe teno? I'onoc. [da, y mens
K BaM jieno. / £, kak mM3BecTHO, cpeiy IUTaHeT murpyuka. / Ho s cibixar,
4T0 y Bac Oymer ceropus mupymka» (Tam sxe: I, 133-134); TpeTuit amesim-
PyeT K OfIHOMY M3 ayTeHTUYHBIX )KaHPOB CKAa30BOTO CTMXA — IIOC/IOBUIIE:
«[ToBapuics gypak Ha Ka3HU XOOMUTD, / TYT €My U TOJIOBY CIOXUTb» (Tam
xe: 1, 131)%. Kpome Toro, y BBeleHCKOTO JOBONBHO YacThl IBYCTUIINSA, B
KOTOPBIX CM/ITAb0-TOHMYECKAsT CTpOKa pudMyeTcs ¢ MAYILIEH CIefioM 3a
HEI0 YMCTO TOHMYECKOI (IIpMeM, BOCXOAAILINI MPAMUKOM K JIeOsamKuuy):
«I1 pasfpaXKajICs OT JKeJIaHNs / IIPUIACKAaTh KaKyo-HIOy b IbIIIHy0 Mara-
Hu1o» («HeTbIpe omycaHms», MeXAY 1931 1 1934) (Tam xe: I, 167) n mp. (s
cpaBHeHMs, Yy X/IeOHVMKOBA, TaKXKe IIOCTOSHHO MPMMEHSIOIEro Mof00HbIe
COYETaHN, OUePETHOCTb CUITTA00-TOHNIECKOTO U TOHNYECKOTO CTUXOB He-
ITOCTOSIHHA.)

B 1926 rogy MaskoBckuii, kak 6ysnTo 1mo3a6si mpo Oxna POCTA, yuu-
YVDKUTEIBHO aTTECTYeT «PACHIHUKI», O KOTOPIMIU IIOHMMAET (OIBKIOp-
Hbli1 >xaHp: «OpgHOro 6oroch — / 3a Bac u cam, — / 4T06 He obMmenenu /
Hally Ay, / 94To6 MbI / He BO3BeIM / B KOMMYHMUCTUYECKUII caH / IIJIO-
CKOCTb PaelIHMKOB / 1 epyHAY vacTyurek» («[locmanue mpomeTapckum Imo-
aTaM»; MasKoBCKUit 1958: 154-155). Ho B 3TOT mepuoy B CTUXOBENYECKOM
o6uxofie HaMEHOBAHIE «CTUX PACLIHMKOB» VIN IIPOCTO «PACLUIHUK» yXKe
Ha4JHAeT 3aKpeIUIATLCS 32 CAMUM CKa30BBIM CTUXOM Kak (GOpMOIL, B IIPUH-
LIUIIe OTHE/IAEMOI OT ee >KaHPOBO-UCTOPUYECKUX KOpHelL: «[...] KpoMe aTux
<CTUXOBBIX> CHUCTEM U3BECTHBI ellie Apyrue, Hamp. [...] pasmeneHue pedn
Ha CTUXM UCKTIOUNTEIBHO Yepes IPYMeHeHMe CO3BY4Ms (PUPMBI), OTMeda-
follell X OKOHYaHMe (CTMX paemrHMKOB)» (BprocoB 1924: 11); «TakoBa purt-
meHHas nprpopa Knittelversa: cBo60fHOTo cTixa HEMEIIKMX POMAHTUKOB;
PYCCKOTO paelrHnKa; CTuxa MymKHCKoro bandv» (Illenrenn 1923: 122); «3a-
KOHYY CBOM IIPMMepbl 06pasjaMu CIIoOpafgnIecK pri)MOBAHHBIX OTPBIBKOB,
HaIlOMMHAIOIVX B OTAE/NbHBIX Cy4asx paemHuk» (Itoxmap 1928: 186). B
1940 Tofy 9Ta CTMXOBasA (HopMa IONTYyYUT HOPMATMBHOE HasBaHNUE «paell-

27 Cp.: «IloBafwica KyBIIMH 11O BOLY XOfUTb, HA TOM €My U TFO/OBY MOMOXUTb» ([lamb 1879:
224).
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HOTO CTHXa» B OJHOMMEHHON cTaTbe C08aps NOIMUUECKUX MePMUHO8
A. II. KBarkosckoro nof, pexgakuyeit C. M. boupu.

%%

BosBpaiasicb K OTIpaBHON TOYKe 3TON PabOTHI, MOMPOOYI0 B 3aKIiode-
HIle OIIpefleNINTh 3aflady, KOTOPYIO BBIIONHAET B XYI0XKECTBEHHOI CCTeMe
XapMmca mpuBJIeKaeMblil KyIbTypHbI MaTepuan. Ha moit B3rnap, I'pexona-
OeHule HAWIYYIIVM 00pa3oM LeMOHCTPUPYET 0COObII, (PUIONONIOrNYecKy U
PENNUIMOBefYeCK OPUEHTYPOBAHHBIN METON Pa3paboTKy M3OPaHHOI TeMBI,
ABNAIINICA TOACIHYTHBIM MMIEPAaTMBOM TOTO 3CTeTUYECKOTO HaIpaB-
JIeHNs1, KOTOpOe B IIOJIHOI Mepe BOIUIOTU/IOCH B IMTEPAaTypPHOI IpaKTHUKe
yyHapell (IOHMMaeMoll IpeXXJe BCero KaK B3aMMOCBA3aHHOE TBOPYECTBO
Beemenckoro m Xapmca, He OTPaHNMYEHHOE Y3KVMMM XPOHOTOTMYECKIMU
paMkamn). B ycroBuAX MOHOIONMU3ALM CEMaHTUYeCKMUX KOJOB TOTAINTap-
HOJI BIIACTBIO TPaBeCTMPOBaHME BBICOKOI TPafULIMM — 4Yepe3 KOMMYHMKa-
TUBHBII cab0TaXX — CTaj0 A/ HUX CIOCOOOM peBaIbBallMM KY/IbTYPHBIX
LIEHHOCTe1, @ BOBCe He HA00OOPOT, KaK YacTO yTBep)KAaeTcs. B myxe anTmd-
HOJl U Cpe[lHEBEKOBOIl MApOAUITHON TpaguLINy, ApOANUsA YMHApENl He 3Ha-
eT KPacHBIX JVHUIL, HO caMa MX IOJTHUKA BOIUIONIAET B cebe OCO3HAHHYIO
CTpaTernio BbDKMBAHNA KY/IbTYPBI, €€ 3peTyi0 aBTOIAPOAIO.
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I'ne6 Mopes

«51 moaT, a He MaATexHUK»: Vocud Bponpckmii
B IIMTepaTyPHO-OGHIeCTBeHHOM KOHTEKCTE
BTOPOIJ IOTOBMHBI 1960-X TOJ 0B

Pestome: B craTbe IPOCIEXNMBAECTCS T'€HE3NUC NTUTEPATYPHOI U OOIeCTBEHHON IIO-
sunmu Vocnda Bpopckoro, cIoXXMUBIIENCsl Y HETO B CepefitHe 1960-X TOLOB I 3asIB-
JIEHHOJT B TaKuX MaHM(eCTapHBIX TeKCTaX, Kak cTuxoTBopenus «Hapom» (1964) n
«OpHoit oatecce» (1965), a Takxxe B 3asiBneHnn B Cekperapuar JIeHHHTPaZCKOTO OT-
nenerns CIT PCOCP (1968). ITpoknamupyemblit Bpogckum «TpeTuit» myTh, IpOTH-
BOIIOJIOKHBIN KaK OQUIMaTbHOMY CepBUIN3MY, TaK ¥ HOHKOHPOPMUCTCKOMY OYHTY
[IPOTUB TOCYAPCTBA, IPUBOAMI K CTONKHOBEHMSIM He TOMBKO C OQUIMANTbHBIMU
MHCTUTYIUAMYU COBETCKOI TUTEPATyPbl, HO ¥ C ONIO3UI[MOHHBIMY €ii TeUeHMAMMU.
AHann3 HEKOTOPBIX TEKCTOB BpOCKOro BTOpOI MOMOBUHBI 1960-X rofos («ITocma-
HYE K CTUMXaM», 3asBJIeHMe 1968 rofa) HapsALy C BIlepBble BBOLMMbBIMU B HAY4HBII
060poT QakramMu ero aUTepaTrypHoil 6uorpadum mO3BOISAET PEKOHCTPYMPOBATDH
OmyKalile TUTepaTyPHbI U 001IeCTBEHHDIT KOHTEKCThI €0 TBOPYECTBa TOTO Bpe-
MeHM U UX 3Ha4YeHue B GOPMUPOBAHNMU YHMKATBHON COLMOKYIBTYPHO MO3UIINA

BpozcKoro B COBETCKOM JIMTEPATyPHOM IOJIe KOHIIA 1960-X TOJI0B.

KnioueBble cnoBa: HeoduimanpHas M033WsI, HOHKOHPOPMU3M, JUCCULEHTCTBO,
CMOT, KT'b

YTpoM 2 OKTAOPA 1965 rofa, MOYTU MeCAL CIIYCTA IOC/Ie YIOBIeTBOPEHNUA
BepxoBubiM cysiom PCOCP mporecTa mepBOro saMecTUTeNs TeHepalbHO-
ro npokypopa CCCP M. II. Mansposa 1o ero geny (4 ceHTs16ps), Vlocud
Bponckuit BepHyscs B JleHMHIpaj B cTaTyce CBOOOAHOrO TpakjaHMHA. 3a-
KOHUM/IACh [/IMBILIASICS BCE IIOZITOPA TOla €T0 BBICBIIKM 3TIOIIEs, CBA3aHHAL
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¢ 60pp0OIT 3a OTMEHY MM [IEPECMOTP peLIeHNsI HAPOFHOTO Cyza J3ep > mH-
CKOTO palioHa ropoja JIeHnHrpaza ot 13 MapTa 1964 Tofia, IIPUrOBOPUBIIETO
ero K BBICE/IeHNI0 13 JIeHMHTpajia CPOKOM Ha IIATD JIeT «B Culy Ykasa Ilpe-
supgnyma Bepxosroro Cosera PCOCP ot 4 Mas 1961 roga ,O6 ycuaeHun
60pbOBI € MUIaMY, YKIOHAIOMINMICS OT O0IIeCTBEHHO MOJIE3HOTO TPyAa U
BeAYLIVMU [ApasUTUIeCKUiT 06pa3 XXn3Hu » (J11eIbMaH 2007: 159).

JocpoyHoe mpekpallleHMe CpOKa BBICBUIKM bpomckoro 6bU10 BOCIpH-
HATO COBETCKOJ OOILIeCTBEHHOCTBIO He TOJNBKO Kak Iobena nubepanbHBIX
CMJI HaJl KOHCEpBAaTOPaMIL, HO U, B 60Jee MMPOKOM KOHTEKCTe, KaK IpU3Ha-
HIe U VICIIpaBIeHNe TOCYJAPCTBOM COBepIIeHHOI UM omnbkyu. Hecmorps
Ha ITOJIOBMHYATHIN XapakTep 3Toil mobensr (Bpomckuit He 6bu1 peabunm-
TUPOBAH, TO €CTb IIPM3HAH M3HAYAJbHO HEBUHOBHBIM) M €€ JIOKaJIbHBII
xapakTep (CMHXPOHHO OCBOOOXJeHMI0 bBpojckoro, B Hauyazme CeHTSIOPs,
KI'b B Mockse 6pimu apecroBanbl A. JI. Cunsasckmit u 0. M. [lannans, a
TaK>Ke MPOBEJIEHO U3DBATUe TaitHoro apxupa A. V. ComKeHMIIbIHA), OCBO-
6oxjeHre Bpopckoro He MOIZO He OBITH 3aMMCAHO OOLIECTBOM B CBOI
«aKTMB» — C KOHIIa 1963 TOa B «Zemo Bpomckoro» ObII0 MHBECTMPOBAHO
OecIpelieleHTHO MHOTO YCU/IUII — CTOMb K€ OeCIperjefleHTHO MIMPOKUM
KPYI'OM COBETCKOJI «TBOPYECKON MHTE/I/IUTEHIINI.

IlMupoTa pAKOB 3alUTHUKOB Bpopckoro ompepensanach TeMm, 4To B 00-
I[eCTBEHHOM BOCIPYSTHM €r0 «/Je/I0» MHTEPIPETUPOBANIOCH KaK «KaKO€e-TO
HeflopasyMeHue» s ero GUrypaHT He TIpe/CTaBal YeIOBEKOM, CBA3AHHBIM
C HaIIpaB/IeHHON IPOTUB COBETCKOI BIACTY HEATENIbHOCTBIO, a CaM IIPO-
1ecc ObUI, TAKUM 00Pa3oM, BBIK/IIOUEH W3 IOMTUIECKOTO KOHTEKCTa 60pb-
OBI C «<QHTHCOBETCKOJT arnTalyeil 1 MPOIAaraHoi» — B IPOTUBHOM CIydae
3allMTa IpeciefyeMoro Obla ObI B COBETCKMX YC/IOBUAX He TONbKO Oe3Ha-
IIeXKHOIT, HO I BBICOKO PUCKOBaHHOII, YTO HEM3OEKHO CY3M/IO OBl KPYT BCTY-
Haomuxcs 3a Bpofckoro 1o MUHMMYyMa, eciu Obl He CBEJIO K HYIIIO.

CrnoxuBuieecsi B ob1iecTBe BocIipusiTie «mena bpomckoro» 610 cren-
CTBMEM HeJA/NbHOBHU/IHOM CTpaTeruMyl MHUIMMPOBABIINX IIpec/efloBaHue
nosrta corpynHnkos YupasneHus KI'b mo Jlennnrpapy n JleHmHrpajcKoin
obmactu. Pemenye o Bbicenmenmu bpopckoro us JleHuHrpaja «kax TyHe-
AAUa» OBUIO MPUHATO OpPraHaMU TocOe30NMacHOCTY BECHON 1962 Tofa 1

1 V3 mucema H. U Ipygunnnoit H. P. MupoHOBYy ot 23 oKTA6ps 1964 ropa (umT. mo: Mopes
2026: 83).
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¢daxTiaeckn opOpMIIEHO 11 UIONA — B BUJie PEKOMEHMIAINY 3aMeCTUTE/A
HavYaJapHMKA 2 OT/ena (KOHTppasBenka) nennHrpazackoro YKI'b monkoBHuka
I1. TI. BonkoBa. OcHOoBaHUeM A/ IpUMeHeHUs K bpopckoMy Takoro pona
clieHapus (BBICETIEHMs 4epes3 yKa3 OT 4 Mas 1961 rofia) CTaja MOoMydeHHas
KI'B B stHBape 1962 ropa MHGOpMaLus O CyILIeCTBOBABLUIMX y Bpopckoro
u ero npuAtensa Onera [laxmaToBa ITaHAX YTOHA MACCAXKMPCKOIO CaMo-
nera n3 CCCP B I/IpaHZ. B xopie C/eiCTBEHHBIX JISVICTBMI B KOHIIE SHBaps
TOTO >Ke Tofia (BK/IIOYABIIMX B cebs 0ObICK B KBapTupe bpopckoro m ero
KPaTKOBPEMEHHBIIl apecT 1 JONPOCH B DOJBIIOM JOMe) COTPYyIHUKAM Jie-
HuHrpajckoro YKI'DB cranm odeBupiHBL, C OFZHONM CTOPOHBI, PeajbHOCTD
BbIHaIIMBaBMXCcA bpopckum u [MlaxMaTOBBIM HaMepeHMIs, a C SPyron —
HEBO3MOYXHOCTD IIOATBEP)K/IEHNA UX B YTOJIOBHOM CYJie 32 OTCYTCTBMEM
«OODBeKTMBHBIX» (TO ecTb BoBpeMsA HonydeHHbIXx camuM KI'DG omeparus-
HBIM IIyTeM) [0Ka3aTeNbCTB (IOMMMO IIPUSHAHUA CaMUX HeCOCTOABLINXCS
YTOHIIVIKOB B Ha/IMYMI B MPOIITIOM «paHTas3mii» 06 yroue). B cnoxmpureii-
Cs IOCTaTOYHO TUIIOBOJL J/Isi OPraHOB rOCOE30IIACHOCTM CUTYAL[UM, KOTfa
UX YBEPEHHOCTb B HEJIOSNBHOCTM TpakflaH K CYILIECTBYIOUIEMY PEXUMY
He MOITIa OBITh MOATBEPXK/eHa B CyAeOHOM IOpsiKe, B XOf IIUIN «IIaJIIN-
aTUBHBIE» METOJBI, ONHMM V3 KOTOPBIX OBUIO OOBMHEHNE B «TYHEANCTBE».
ITpu aToM Hauaras HO3JHEN OCEHBIO 1963 roga (c momolbio (enbeToHa
«OKOMONMUTepaTypHBIl TPYTEeHb» B TaseTe Beuepruii Jlenunepad) MeguitHas
IIOITOTOBKA K OCYXJIeHMI0 Bpozickoro xak TyHesApla, BO-TIEPBbIX, IOMTHO-
CTbI0 UTHOPMPOBAJIa M3MEHEHM €r0 COLMATBbHOIO CTaTyca IO CpaBHEHMIO
C HAYaJIOM 1962 TOffa — TO eCTh fie (PAaKTO HAYATYIO UM JAESITeIBHOCTD IPO-
(heccoHaIbHOTO INTEpPaTOpa, — a, BO-BTOPLIX, B CUIY 3aKOHA O TOCyAap-
CTBEHHOJI TaiiHe, TabyMpoBaBILIero nM000e yIoMuHaHMe 00 OllepaTHBHON
IIeATeTbHOCTU OPraHOB TOCOE30NacHOCTY, OCTaBIANA 3a CKOOKaMM MHIU-
nympytouryio porab KI'B B ero mpecienoBaHmy, HO3BOJAs 0OIECTBEHHOCTI
IpefIonaraTb, 4To fieIo bpojckoro ecTb 10N MHUIIMATUBBLL He TOCyzap-
CTBa, HO HEKMX «aKTUBUCTOB», «PY>KVHHUKOB» JI/V/IV IIePCOHATIBHO O0M-
JKEHHOTO MM PYKOBOJCTBA JICHMHIPAZCKOro otpeneHns Corosa mycaTesnell.
B oTcyTcTBME aBTOPUTETHOTO ¥ BHYIIAIONIETO OINACEHNA MCTOYHUKA
(kaKOBBIM TSI COBETCKMX Tpak[jaH, HeCOMHeHHo, Obin 6b1 Kommrer ro-
cynapcrBenHolt 6e3omacHoct CCCP), cBefieHNs O IIaHaX yTOHA caMojIe-

2 Ilogpobuee cm.: MopeB 2026: 12-27.
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Ta — LEHTPA/JIbHBII IIYHKT pea/lbHbIX, a He c(hpabpUKOBaHHBIX OOBUHEHWI
IpoTUB Bponckoro, HUKaK He NPeIbsABICHHBI eMy B Cyle IO YKa3aHHbIM

BpIII€ MPUYNHAM, — BBITJIAOEAN OJIA HY6HI/IKI/I «OE€IIEBbIM NETCKTUBOM» U

3

«I1apopeli»”, TO eCTb — B UCIIOJTHEHNN Ky PHAINCTOB Beuepreeo Jlenunepa-

0a — He BBbI3bIBa/IM NOBepysi. BeiiBuHYTHIE 5Xe IPOTUB Bpopckoro oduiiu-
a/IbHbIe OOBIMHEHNS B TYHEsIICTBE JIETKO OIIPOBEPTa/IiCh JOKYMEHTA/IBHO I
CMOTpE/INCh KpaliHe HeyOelUTeNbHO, YTO HO3BOJLA/IO JIaXKe BBICOKOIIOCTAB-
JIEHHBIM 4JIeHaM COBETCKOJ MUCaTelbCKOM HOMEHK/IATYPhl OLIEHMBATh MPO-
1[ecC HaJ| I09TOM KaK «KOMEJVIO», «[OfIPBIBAOI[YI0 aBTOPUTET COBETCKOTO
cyna»4, u, 6osee TOro, MOfBEpraTb COMHEHMIO CIIPABENIMBOCTD IIPOM30-
mrepuero ¢ bpopckum mevaTHO . B aTux YCIOBUSAX OOIIeCTBEHHAs 3allfTa
Bpoxnckoro BoclpuHMManach He KakK coydacrmue B ero (IIOTeHI[UalIbHO)
AHTVCOBETCKON JIeATebHOCTH, IIpeciefyeMoil rocymapctsoM B e KI'b,
HO KaK IIOMOIIIb B BOCCTAHOBJIEHNN TIOCTPAJiaBIIell OT eiCTBUII Hefobpo-
COBECTHBIX, HO BIVATEIbHBIX YACMHBIX UL, «COLMATUCTUYECKON 3aKOHHO-
CTV» U B IIOAJEPXKaHNM IPeCcTiKa CyAeOHbIX opraHoB. Takas 6e3omacHas B
TIOTUTIYECKOM CMBICTIE TTaT(opMa MO3BOINIA OO BETHNTD MaKCUMAIbHO
HIMPOKUI KPYT COYYBCTBOBABIINMX II03TY JIOEN, HE OTPAaHNYNBAA €10 «IN-
6epanbHOI» dpakimeit Coro3a mucarernert.

3 Ilo Bepaxkennio nposauka Vropst Epumosa us mucbma B rasery Beuepnuil Jlenunepad (ne-
Kabpb 1963; Mopes 2026: 71).

4 W3 mmcoma xanpmpata B wiensl 1K KIICC u pgemyraTta BepxoBHbix coBetoB CCCP un
PCOCP A. A. Cypxosa renepanbiomy nmpokypopy CCCP P. A. Pynenko ot 23 mast 1964 roa
(Tam xe: 73).

5 Mbpl umeeMm B Buy odepk cekperaps npasienns CIT CCCP H. M. Ipubauesa «Berctso Ha
Ycyx», BCTyIIeHMEe K KOTOPOMY BK/TIOYA/IO CIIEAYIOLVIl MPOHMYECKMII TTaccax: «A y HaC Ha
Pycu B ofjHOIT 13 0671aCTell HEKOETo JMTEPATOpa XOTEM CYUTh OOECTBEHHBIM CY/IOM, KaK
TYHesANIIa, KaK pa3 3a TO caMoe, YTO OH IIMCAaHMe KHUT IIOMbITA/CA BO3BECTH B Ipodecciuio.
TaM pasMBICIUIM TAK, YTO CTUILIKM U IpOYee TOTO K€ POfa B CEMHA/LATh JIET IMIIYT BCe,
a KaK Ha BO3PACT B3OIIEN, TO YK M CYXKM, MV Y CTaHKA JIEHCTBYIl, VIV 3eMTIO TIAIN, Ha
Gymaromapasue >ke 11 Bedepa JOCTAaTOYHO, B KpaifHeM C/Iyyae HOYb ¥ BBIXOJHOII JIeHb ellje
ectb» (Ipubaues 1964: 1). 3akamydupoBanublil Bbinaj [prbadeBa He OCTANCS He3aMedeH-
HBIM B O1M3KOM K Bpopuckomy Kpyry — 4 mions 1964 roga A. V1. 3aiies coobuman bpog-
ckomy B Hopuuckyro: «[lonagaer m k Bam ,,JIuteparypHas raseta“? 27 mioHs B Heii 6bra
HaleyaTaHa CTarbs IpnbayeBa, Ha4ajo KOTOPON A HE MOIY C YBEPEHHOCTDBIO MCTOTIKOBAT.
Ecmu Ber He obpatmimy Ha Hee BHMMaHme, monpo6yiite pasobparbcsl» (OP PHB. @. 1333.
Om. 1. Ex. xp. 506. JI. 106). OceHbio 1964 roga uMeHHo Ipnbades mocoserosan H. V. Ipyan-
HIHOJ 06paTUThCsA 3a HoMoLLbIo B fene Bpopckoro k H. P. MuposoBy (cM. ipum. 7).



«f noam, a He MAMENHUK» 319

Ha macmrrabroctn obmectBenHol nopuepxku bpopackoro B CCCP n
IPOTECTOB MPOTUB BBIHECEHHOI'O eMy IIPUIOBOpa Jiellajics HOHAdaly oc-
HOBHOII aKIIeHT IIPM OCBEICHNUY 3apYOeKHOI IMpPeccoil Cyfa HaJ, MO3TOM.
DecrnipeliefieHTHO IIMPOKUI U S9HEPTUYHBIN XapaKTep /IBU>KEHNS B 3AINUTY
bpopckoro nopopuin Ha 3amnaje IpefcTaBlIeHye O TOM, YTO TaKoe JBVDKe-
HIIe He MOXXeT He MMeTb OIarOpUsATHOTO [Is I03TA UCXOAa. PesyabraToM
STUX COLMOIOIUTUYECKNX VUTIO3UI ABUJICS YCTOMYMBDIN B 3aIIa/IHBIX Me-
Iya B Uone—Hos0pe/mekabpe 1964 roga ciayx 06 ocBoboxaeHnn bponckoro
U3 CCBUIKY KaK CIIEACTBUM «peaKiyy oOLeCTBEHHOTO MHEHNM 11 Ha 3amaje,
¥ B Hameit cTpaHe»®. PeanbHoe 0cBo60XIeHMEe Bpofickoro B ceHTAOpe 1965-
T0, BBI3BAHHOE COBEPIIEHHO He 3aBUCEBLIMMMU OT OOLIECTBEHHOTO MHEHUS
B CCCP u na 3amane HpI/I‘{I/IHaMI/[7, ObUIO HEM30EKHO BIIMCAHO B TOT K
00IIeCTBEHHBIT KOHTEKCT. Bojiee TOro, /I JIEHMHIPAICKOrO JIMTEpPaTyp-
HOTO CO001[eCTBa OHO SBUIOCH (DMHAIBHONM TOYKON B Ha4yaBIIEMCSI BCKOpPe
mocse apecta BpomCKOro cpeu JEHMHIPAACKMX IMCaTesNiell peakTMBHOM
mpoliecce, KyIbMUHMPOBAaBIIeM B sIHBape 1965 rofa Ha OTYETHO-BBIOOP-

6 V3 nepenaun Pagmo CBo6oga «TupaHBI U MOITHI», 10 MO 1964 TOAA. AyfomMarepuant io-
CTyIeH To cchiike: https://www.svoboda.org/a/27031222.html. Becnoit 1965 roga ¢panirys-
CKuit )KypHaI Esprit, NCXOHis M3 aIpMOPHOIL M/eN 3HAYMMOCTH OOLIeCTBEHHON PeakLuu o
Herny BpopicKoro [jisi COBETCKMX BJIACTeIl, BBIBIHY/I BEPCHUIO O TOM, 4TO CIYX 06 0CBOOOXK-
menvn Bpofickoro 6bU1 MHUIMMPOBAH VMM C LIE/IbIO «YCIIOKOMTb HEKOTOPbIe HeyoOHbIe 1
HUX IpOSIB/IEHNs] HETOAOBAaHMs Ha 3amajie 1, BO3MOXKHO, YTOOBI CMArYUTH OECIIOKOIICTBO
WIM HEOBOTILCTBO B HEKOTOPBIX KPyrax cOBeTCKoil mHTeumrentmm» (Forgues 1965: 533;
6marogapum Kpuctuny KoHcTaHTHHOBY 3a yKasaHue Ha 9TOT MaTepuarn).

7 Pemmaromeii it mepecMotpa npurosopa bpopckomy crana nHdopMais 06 0CY>KIeHUN ero
10 Q[MUHICTPATUBHOII, @ He II0 YTOJOBHOM (70-i1) CTaTbe, [JOHECEHHAs! OCEHBIO 1964 TOfa
H. U. IpymuuuHoit fo 3aBemyromero OtmenoM agMuHUCTpatuBHBIX opraHos 1K KIICC
H. P. MupoHoBa, paHee BBeIEHHOrO, OYeBUIHO, B 3abmyxpenne nexuurpagckum YKI'B.
TonbKo TOCTIE ee TOMydeHnst, 3 OKTAOps MM ObUla MHMLMMPOBAaHA ITPOBepKa Aena Bpopcko-
IO CO CTOPOHBI TeHNPOKYypaTypsl, Bepxosroro cyma CCCP u nentpanbHoro anmapara KI'b.
7 BeKabpsi 1964 rofja KOMIICCHsI, IPOBePsIBLIAsL f1e/I0 BpofcKoro, 3ak/o4niia, 9To «{ocTaToy-
HbIX 3aKOHHBIX OCHOBaHMIT mpyuMeHeHns K Bpozckomy V. A. Vkasa ,06 ycunerun 60pbObt
C /ULaM¥, YKTOHSIOMMMICA OT OOIIECTBEHHO IIO/IE3HOTO TPyAa M BEAYIIVMM TapasuTy-
gecknit 06pas xusHu~ He UMeNoch» (JpebMaH 2007: 159; CM. Takxe: Mopes 2026: 79-83).
Ocrasureecst 10 0cBobOXKAeHMs Bpojckoro Bpems 3aHsm ycums MOCKBBI 10 yTBEPK/ie-
HIIO BBIBOJA KOMVICCUM B HEIIOKOHTPO/IbPHOM JIEHMHIPALNCKUM BIACTAM U MeCTHOMy KI'b
Bepxosrom cyne PCOCP, mouckn «HepeabunmuTupyrouein» GopMyImpoBKy, MO3BOJIAIOLIEN
ocBobonTh Bpopckoro Ha (oHE COBETCKON M MeXAYHAPOLHON KaMIIAHMM B €ro 3alluTy
C «COXpaHeHMeM JIMIIa» TOCYIAPCTBA, U OXXWJaHMe O4epeNiu B 3arPy)KeHHOM fienaMy Bepxos-
HOM cyzie (cM.: DpenibMaH 2007: 167).
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HoM cobpanun JIO CII PCOCP, Ha xotopom A. A. IIpokodbes, ObIBLIMIT
ogumM m3 nocnyuwHsix KI'B peanmsaTopoB sajyMaHHOro roc6esornacHo-
CTBIO ClieHapus 1o nsonAnuu Bponckoro®, 6bUT cMeleH ¢ MOCTa PyKOBO-
JUTeNs JIEHMHIPAJCKOI MucaTeNnbcKoll opranmnsanym. Hosoe pykosopcTBoO
JIO CII PCOCP B nmuue M. A. Jlyauna (mepsoro cexperapsi) u [I. A. I'pa-
HUHA (BTOPOrO CeKpeTaps) C yd4eTOM IMCATeTbCKUX HACTPOCHMII 3aHANIO
II0 OTHOLIEHNIO K II03TY NPOTMBOIONOXHYIO IO3MINIO: TaK, B YACTHOCTH,
B aBrycTe 1965 ropa Iynuu u I'panun 6bmn B MockBe Ha IpueMe y OTBeT-
CTBEHHOTrO0 3a Borpochl KynbTypbl cekperaps LIK KIICC II. H. lemudesa ¢
Le/IbI0 YOEIUTh TOTO CIIOCOOCTBOBATH CKOpeTilIeMy 0CBOOOXeHM0 Bpof-
ckoro u3 ccouiku®. ITo ceupieTenscTBy . A. ToppuHa, mocie BosBpaleHns
u3 Mockssr [lynus u Ipanus npurmacunn ero u V1. M. E¢pumosa Ha mpuem
B Cekpertapuat JIO CII PCOCP, rze I'pannn 3asiBum: «Mbl XOTUM, 4TOO BbI

3Ha/I1 — MbI CKa3a/in B MOCKBe, 9TO HE€ MOXXEM HOPMAJIbHO PYKOBOAUTDH

JleHMHTpaJICKUM OT/Ie/leH1eM, TIOKa He peleH Borpoc ¢ Bpopmcknm» .

911 06CTOATENIBCTBA, MO3BOJIABIINE M3BECTHON YacTV JIEHMHTPALCKOIL
MMCaTeNbCKOM OpraHM3aluy BOCIPUHMMATL BO3BpalleHue bpopckoro B
POJHOIT TOPOJ, KAK 3aKOHHbIT Pe3y/IbTaT ee OOIeCTBEHHOI MO3UIINU U Yasi-
HI/II7[, OTKPbIBA/IM II€EPEN IIO9TOM HOBBIE BO3SMOXXHOCTU }II/[TepaTypHOiI coum-
anusanum.

8 BoBumit corpygunk YK-OTITLY, B 1930 rofy «Iepeluefiunii Ha paGoTy B TUTEPATYpPY», 1O
BBIPOXEHNIO OJJHOTO U3 IpeicTaButesneit peHuHrpazgckoro YKI'B B 1972 romy (cm.: Hoast
rasera. 2008. 1 ¢eBpamst. Ne 4), A. A. IIpokodseB u B 1960-€, OUEBUAHO, COXPAHSI IIPsi-
mble KoHTakTel ¢ KI'B u B fene Bpopckoro, cefys MHCTPYKILMAM OPraHoB, obecrednt ra-
PaHTMPOBAHHYIO peaM3alMIo NX CIIeHApUA C BBICBIIKON 03Ta KaK TyHeAnma. ViMeHHO 1o
unnnuaruse IIpokodnesa Cexperapuar Ilpasinenns JIO CII PCOCP 17 aexabps 1963 roma
OTKa3a/Csl OT PAacCMOTpeHMs fiefa Bpopckoro Ha ToBapuineckoM (OOILIECTBEHHOM) Cye
micareriel (C HempesickasyeMbIM M3-3a CUMIIATHIT HEKOTOPBIX M3 HUX K Bpopickomy pesynb-
TAaTOM) ¥ BEPHYII [IETI0 B IIPOKYPATYPY /A paccMOTpeHus B noKoHTponbHoM YKI'B paiton-
HOM («HAapOIHOM») CyJie.

9 [lemuues, o cBupeTtensctBy JI. K. YykoBckoit, «iipu Hux 3Bonmn B Bepxosusiit Cyy PCOCP
¢ Ipocbb0it yCKOPUTD fierio» (UyKoBcKast 2010: 255).

10 /s mucbma . A. Toppuna aBTOpY OT 16 Mapra 2026 roga. Ilocne H. P. Muponosa, no-
ruburero B KOHIe 1964 rofa, Kauaugar B wieHsl [lomrr6opo IIK KIICC n cexperaps 11K
II. H. HeMI/I‘{eB 6])1)'[ CaMbIM BBICOKOIIOCTAB/IEHHBIM COBETCKVM YMHOBHVIKOM, IIEPCOHA/IPHO
BOBJIEYEHHBIM B Jleno Bpopckoro. Cyas mo Tomy, YTO IIpoljecc HMOATOTOBKY pemieHus Bep-
XOBHOTO Cyfia TI0 5TOMY JielTy aKTMBU3MPOBA/ICA 31 aBrycTa (cM.: OiennbMaH 2007: 167; Mopes
2026: 178), IPECTABIACTCH, YTO MIMEHHO /IMYHOe obpaileHne [leMndeBa ChIrpano 37ech pe-
A0 POTIb.
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2.

Yepes Hepeno 1mocte npuesna B JIeHMHIpas, 9 oKTAOpA 1965 rofa Io peko-
MeHJJalMM YJIeHOB CeKIuM XypoxkecTBeHHoro nepesopa JIO CII PCOCP
Dbpopcknit ojiaeT 3asiBjieHMe O IpyeMe B «IPYIKOM IIJcaTesieil Ipy MecT-
HoMm komwmrere JIO CCII PCOCP» (MopeB 2026: 186). 26 OKTSI6ps 3a-
sBeHne Bpopckoro 6sU10 ymosmerBopeHo. Uepes Mecsl, 25-27 HOsOps
bpopcknmit — He B KadecTBe IIEPEBOAYNKA, @ B KadeCTBE OPUTMHATBHOTO
[I03Ta — Y>Ke IPUHMMAeET y4acTye B TpexgHeBHO IX Mesxo6IacTHOI KOH-
¢depennun Monoznbix nucateneit Cesepo-3anaga PCOCP.

ITpoBopuMbIe ¢ 1947 Tofa (pas B ABa rofa) KOHGepEeHI NN MOTOAbIX IIN-
carerneit CeBepo-3amajia B CHUCTeMe COBETCKOJ JIUTePaTypbl ObIIM OFHOI
U3 Ba)KHBIX KapbepHBIX CTYIEHell Ha IYTU U3 JTUTePaTypHBIX OObefyHe-
Huit (JIMTO) k unencrsy B Corose nucateneii. [To uToraMm BBICTYIUICHNIT Ha
KOH(epeHI[MY HeKOTOPBIM M3 aBTOPOB MOITIM OBbITb BBIJaHBI PeKOMEHJa-
VIV 7S Ja/IbHellell My6IMKaluy MX Ipou3BeficHNIT B IEPUOAVKE VI/VIN
OTHENbHBIMU M3laHMAMM. VIMEHHO Ha 3aTPyJHEHMAX C BBIXOJIOM K 4MUTa-
TeJTI0 MOJIOZbIX AaBTOPOB Jie/laeT aKI[eHT, aHOHCUPYsI IIPOBefieHne KOH(pepeH-
U1 1965 rofa, OffHa M3 ee OpraHM3aTopoB, cekperappb mpasneHus: /IO CII
PCODCP Bepa Kernuuckas B mHTEpBbIO /lumepamypHoti eazeme:

Hac <pyxosopctso JIO CII PCOCP. — I M.> TpeBO>XKUIO, YTO MOJIObIe
JIMTEPATOPbl MHOT/A MOJO/TY He IeyaTaioTcsa. Ecy HauMHaomui npos3ank
VI TIOST He JIMeeT BBIXOAA K UMTAaTeNIo U 0OCY>KHaeT CBOM IPOU3BENCHILI
TOJIBKO B IUTEPATYPHOM OOBEIHEHNI, B TECHOM KPYTY ApY3eli, BOSHUKAeT
M3BECTHOE Cy>KeHMe 3a/jad, KaKasi-TO OfHOCTOPOHHOCTb — ¥ TeMaTh4ecKasd,
" CTUIEBaA. KOI‘}Ia MOHOJIOﬁ[ IMCATENDb BBIXOAUT K IINPOKOMY UNTATENIO0, OH
TIOTYy9aeT J)KMBbBIE OTK/INKI, IIE€PE] HYM BO3SHMKAIOT HOBBIE TEMBI. [ . ]

25-27 HOSAOPSA MBI IIPOBEfieM TPaAMIIMIOHHYI0 MEKOOTACTHYI0 KOH(MEPEeHINIo
MOJIOZbIX IUCaTeNIell. B 9ToM romy B Heil 6yLyT y4acTBOBATb IUTEPATOPHI U3
psama cocegnux ob6macreit, ns3 Kapemnn, Kanuunuurpana, BOSMOXHO, PyccKue
mucatenu Ipubantuku. Kondepenuns, kak Bcerna, 6yer HOCUTb XapaKTep
yueOHO-TBOpYecKuit. OCHOBHOe BpeMs yHenAeTcss OOCYXJIEHUIO IIpOou3Be-
JeHN1 MOJIOABIX Ha CeMMHApaXx IIPO3bl U II033MM. BriepBble OpraHusyoTCA

CeMVHApBI A MyOIMIMCTOB 1 TUTEPATOPOB, MPOOYIOIIX CBOU CUIIBI B 00-



322 I'ne6 Mopes

macTu HaydHOil (aHTAacTMKH. Jlymaio, 4TO CTapliye TOBAPULIM IO IEpY,
OTbITHBIE TIUcaTeny JleHMHTpajia IPUMYT yuacTue B 3Toit Gonbioit pabore'.

(KernnHckas 1965)

[IpurnameHnio K y4acTuio B KOHGpepeHIMsAX MpeflIecTBOBana pabora oT-
6opounoit komuccun JIO CIT PCOCP. [ToHATHO, 4TO y4acTue B HOZOOHOM
MeponpuATuM Bpofckoro — MeHee ABYX MeCAIEB CITYCTS IIOCTE BO3Bpa-
LIeHNsI U3 CChUIKM B JIEHMHTpaj — OdYeBUHBIM OOpa3soM MIHOBA/IO BCe
IpefiBapuTebHble MpOLelypHble 9TANbl U CTal0 BO3MOXKHBIM UCK/IIOUU-
TeIbHO TIOTOMY, YTO OTpaXkaslo CTpeMJIeHIe PYKOBOACTBA IEHMHTPaZCKOTO
CII k «HOpManM3anum» CUTyalMM C HUM IIyTeM CKOpeiilleil ee afanTanum
K CTaHAAPTHOMY [ «MOJIOJOTO» COBETCKOTO aBTOpa HYOIMKALMOHHO-
My MexaHu3sMy. HemanoBa)kHO, YTO TaKOTO pofa CTpeMJIeHNe OLIYINAnToCh
«HoMeHKmarypHbiMm» uneHamu JIO CII PCOCP kak «1erMTUMHOE», TO eCTh
uayliee He Bpaspes, a B YHUCOH C AeNCTBUAMU TOCYHApCTBa 1O UCIpaBiie-
HUIO JOMYILIeHHOI 10 OTHOLIeHMIO K Bpoxckomy ommnbku. C apyroit cro-
ponbl, HamepeHus pykosozcTsa JIO CII PCOCP Haxopunyu nmoHMMaHue 1
y camoro bpopickoro, >kefaBIlIero Mo BO3MOXKHOCTHY BCTaTh — y>Ke B MIHOM,
HeXeJI! [0 CCBUIKY, CTaTyce — Ha IyThb IpodeCcCUOHAIbHON COLUaI3alun
B CCCP, HeoOXOfMMBII [/Is y4acTUs B II€YaTHON >KMU3HU B KadecTBe I03-
Ta. «BHeupeonornuHoCcTH» 9TOrO0 OGMOrpadUIecKoro BrIOOpPa B COBETCKUX
YC/IOBUAX MOAYEPKMBaNach TeMOHCTPATUBHBIM IIpefiTouTeHreM bpopgckum
WIEHCTBA B JINTEPATOPCKOM «Ipodcorose» (IPyrnKOMe) — IIOMBITKAM BCTY-
muTh HemocpefcTsenHo B Cow3 Tucateneit'? (OH HEM3MEHHO MUIIET €ro
Ha3BaHUe Ha CTapbIil — 10 1954 rofa — jaf: Coio3 COBETCKMX IIVCATeIel,
CCII), opraHm3annio, WIEHCTBO B KOTOPOU IIPEJIIONAraao JOs/IbHOCTD MO-

11 Pabora 3amymieHHOro y4acTueM B KOH(EPEHIMI MOJIOfbIX aBTOPOB KAPhePHOTO MeXaHM3Ma
XOpOLIO BUJIHA Ha IIpYMepe 32-/leTHeil JIEHNMHIPAJCKON mo9Tecchl Paucbl BrosuHoil: B ra-
3eTHOM OTYeTe O KOH(pEpPEeHIMI 1965 TOfja OHA Ha3BaHA ee «CaMbIM OOJIBIIVM HOITUIECKIM
orkpbitreM» (Jpo6oT/Kprsiios 1965); mepsas my6inmkaiya BposuHoit cocrosnach B crie-
myolieM HoMepe Toit ke JTumepamyproti Poccuu (BpoBuHa 1965) ¢ IpeucIoBueM pyKoBO-
AUTeNs ee ceMMHapa Ha KoHpepeHiym noara u wiena npasyenus JIO CIT PCOCP Cepres
OproBa; BcKope 1ocrie 3Toro Brosnna craHoButcs wieHom CIT.

12 B Gecene ¢ amepukanckuM mostoM Cranmm Kelonnuem B ampere 1967 roga Bpopckuit, mo
cnoaM KbloHNI[a, TOBOPUT O CBOEM WIEHCTBE B IIPO(COI03€e TUTEPATOPOB (IPYIIKOMeE) «C BU-
nymoit roppoctsio» (“with a show of pride”), ormeuas, uro pasroBop o urencrse B CII on
[PeoYnTaeT OCTABUTD 10 mybmmkamyy kuury ctuxos (Kunitz 1967).
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mntuke KoMMyHMcTHYecKkoll mapTum. braroenaTeIbHOCTb CO CTOPOHBI
o(uIaNBHBIX MICATENBCKNX MHCTUTYLIMIL [IOCTIE BO3BPAILEHNS 13 CCHUIKI
HO3BOJIATA BpofickoMy paccUnTHIBATh Ha BO3MOXXHOCTD peann3aluy JeKa-
pupyemoro uM («OfHOIT o9TECCE», 1965) «TPEThero» IMyTU B TIUTEpaType —
PaBHO Ja/IeKOTrO U OT CePBIUIN3MA, U OT OIIIO3UI[HOHHOCTIL.

1 fiekabps 1965 ropa JI. K. UykoBckas 3anucana B gHeBHMKe: «Ha gHAX
on <bpopcknit> ¢ ycnexom BricTynan B Coose <mmcaTeseir> Ha CeMMHApe
MOToAbIX; Bce xBamunu; KernmHckas [...] B Boctopre u obelaer Hameda-
TaTh cTuXxM» (UyKoBcKas 2010: 264).

B. K. KetnnHckast, panee mybnnyuno monemmsyposasmas ¢ A. A. Ilpo-
KO(DbEeBbIM OTHOCUTENBHO «fIema» Bpomckoro', 6bima Ha TOT MOMEHT OT-
BETCTBEHHBIM PeJAaKTOpPOM anbMaHaxa Monodoil /lenutepad, CO3[AHHOTO
B «OTTeIeJIbHOM» 1956 TOy U MPU3BAHHOIO, KAK CKAa3aHO B TOM )K€ MHTEp-
Bbi0 KerTnuuckoit Jlumepamypoti 2azeme, «OpraHM30BaTh HAIlM MOJIOfible
NUTEpaTypHbIE CUIbl» — IpPEXJe BCEro pellas IPobIeMy «BBIXOfia K UU-
tarenio». Jlannoe Kernuuckoit Bpoxckomy obeljaHne, HECOMHEHHO, MIMETO
B BUAY PefaKTUpyeMoe €l0 M3JaHNe U ObUIO BBIIIOTHEHO: 1B CTUXOTBOpe-
Hust Bpogckoro («51 06HsT 9TH 11edn U B3IJLHYIL. ..» U «O603») HOSIBUINCDH
B C/leiy1oleM BoIrycke Monodozo Jlenunepada (1966).

O BbIcTyIUIeHNU BpoOpCKOro Ha MTOrOBOM 3acefjaHMM JICHUMHIPAZCKON
koHdepeniuy B benom 3ane [loma nucarens uM. MasKOBCKOTO BCIOMUHAJT
nosznHee 03T 0puit KobpuH (ynomunas B TpeTbeM nutie 1 cebs):

B 1965 rogy Mbl ¢ HUM OBUIM B OFHOI IpyIIle Ha [...] KoHpepeHIUM MO-
nopbix nucareneir CeBepo-3amaza B JleHuHrpage. VI Ha 3aKI0YUTEIBHOM
ITneHyMe OT HAlllero CeMMHapa, a UX ObUIO OOJblle flecATKa, YUTAIN CTHU-
xu ¢ Tpubynnt Mocud Bpopckuii, Anexcannp Mopes u I0puit Ko6pun'.
(Ko6pmH 2012)

13 OTO HPOM3OILIO HA OTYETHO-BBIOOPHOM coOpanHum maptuitHoi opranmsamym JIO CII
PCOCP 21 mas 1964 roga. CreHorpammy puasnora Kermmnckoit u IIpokodbesa cM.: 30m10To-
HOCOB 2013: 632.

14 Ilo cBupetenbctsy 0. JI. Kobpuna (B m4HOI epernucke ¢ aBTOpom), bpozickuit yyactsoBan
B [IO3TNYECKOM ceMuHape 1of, pykoBopcrsoM Hanexxpsr IlomskoBoit u Anexcanzpa Kymrne-
pa. B coBetckoit conmanpHOI MeTadOpUKe MOHATHE «MOJIOIOI aBTOP» MMEJIO B BUY He BO3-
PacT, a, IpeXkfie BCeTO, TIOI0KeHNe OTHOCUTENbHO 4leHCcTBa B Colo3e mucareniell — Mo3ToMy
42-netussa H. M. Ionsaxosa u 29-netnuit A. C. Kymnep — xak unenst CITI PCOCP — mormm
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IToxasarenbHO, 4TO YIOMMHaeMble 3fech (momumo bpopckoro) aBTo-
pBl IepCOHUUIUPYIOT [Be OCHOBHBIE JIMTepaTypHO-OMorpadmdeckue
crparernu B nuteparypHoM nosne CCCP, cBoero popa pasBuUKy, KOTOpas
BO3HMKAJIa IIepeJ] BXOAUBILIEN B cepeflHe 1960-X TOIOB B JIMTEPATYpy MO-
nonexbio. JlennHrpager, Anekcannp Mopes (ITonomapeB) pmebroTMpoOBa
B «6OJIBIION» [I€YaTH OSHUM CTUXOTBOPEHMEM B TOM )K€, BBIIIEAIIEM Yepes3
rog nocte IX xonpeperunn monopbix aBTopoB CeBepo-3amaza, BBITYCKe
anbMaHaxa Monodoti /lenunepad, the ObUIM OMy6IMKOBaHbI U cTUXU bpon-
CKOTO; K Ha4aly 1970-X IOJTHOCTBIO YIlle/l B HETIOALIeH3YPHYIO TUTepaTypy U
CaMU3JaT; HOKOHYMII C COOOI B 45-IeTHEM Bo3pacTe B 1979 roay. XKusumit
B Bupnioce Opuit Ko6puH, HanmpoTns, B 1966 rofy Hadaa Kapbepy COBET-
CKOTO T03TA, BBIITYCTUB IEPBbIil COOPHUK CTUXOB; B 1968 TOMY CTa/I YICHOM
Coro3a mucareneil, B 1973-M — cOTpygHUKOM [ockommspara JIuToBCKOII
CCP; x HavajIy HepecTPOVIKM ObII aBTOPOM IISATY KHUT.

«Tperuit» myTb Bpopckoro — o6osHadeHHBIIT B cTuxax «OmHOI 1Mo3TeC-
ce» MYTb M09TA, COCPETOTOUCHHOTO Ha paspaboTKe 1 0OOTAIleHUN A3bIKa,
6rmarogapss KOTOPOMY OH CTQHOBUTCS «PYIOPOM» CO3[ABLIETO 3TOT S3BIK
«Haponia» (cp. «Hapog», 1964)'°, — mpejmonaran oTkas oT MO[O6HOI IMXO-
TOMUIL.

3.

[maBeHCTBYIOIIMMU  37IEMEHTaMM LEHHOCTHOM 3TUKO-3CTETUYECKON CU-
CTeMBI, BIIepBbIe IIPOBO3I/IAlIeHHON bpoickM B fiekabpe 1964 rofa B CTU-
xorBopeHun «Hapop» u mosgHee SKCIUIMIIMPOBAHHON B €r0 3asBIEHUU
B Cexperapuar JIO CII PCOCP or 11 nrona 1968 roga, sIBIAKTCA «HAPOI»
U €T0 «CyJ» HaJ| MO3TOM, IpeAIoIaraloluil «yCTAHOB/IEHNEe MEXIy MHOI
<moatoM. — [T M.> u my6nmMKoOi OTHOILIEHWII, NMMUIIEHHBIX KaKOro-mnbo
IIOCpPEeHNYECTBA, A VIMEHHO: OTHOLIEHUI MeX/y aBTOPOM } €ro 4uTare-
nsimMu» €. TobKo «Iiepes; HAPOZIOM U Tiepej| HACTOAIUM U GYIyluM BpeMe-
HeM», IO MbICIN Bbpopckoro, oTunTteiBaeTca noat. IIpeporaTusa cy>xjeHns

HapaBHe BI)ICTyHaTI) B KayeCTBE€ «HACTAaBHUKOB» [JIA (<BH€C0103H0]}‘[>> m/ITepaTypHoﬁ «MOJIO-
nexu» (cpean KOTopoit, 1o coobiennto Jumepamyproti Poccuu 6bU1, HapuMep, 41-7I€THUI
mcarens u3 ITerposaBoscka Buxrop Conosbes, cm.: [Ipo6ot/Kpusios 1965).

15 Ilogpobuee cM.: MopeB 2026: 184-18s.

16 Tam xe: 203.
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0 €ro CTMXaX TaK)Ke MPMHAIOKNUT «Hapony» (cp. B ctux. «Hapopy»: «IlycTb
BO3HOCUT Hapoj, — a APYTMX s He 3HaI0 Cypei»; bpopckuit 2012: 11, 244) —
HOCPEHUKY B BUJE LIEH3YPHBIX VIV MHBIX OIOPOKPATMYECKNMX MHCTUTY-
Uil He BIpaBe JIMIIATh I103Ta BO3MOXKHOCTM [IOCTYIIA K YMTATE0 37ecCh
n ceiiyac. BpeMsi — Ha CTOpOHe I033UM: «CTUXM — Bellb >KUBYYasd, IIOY-
Tu or"eynopHas. IIpoiiger BpeMs#, M HapoOf CKaXkeT 0 HUX CBOe c1oBo. Ho
MHe XOTe/IOCh Obl, YTOOBI 9Ta BO3MOXKHOCTb ObL/Ia IIpEeOCTaB/IeHa eMy ce-
TogHA, 160 TeM caMbIM MHe 6y,[[eT IIpenocTaB/ieHa BO3MOJXXHOCTD €ro yC/IbI-
WaTh», — MUIIeT B 3asBneHun bponckmii'”.

C KoHIIa 1965-TO [0 IepBOil MONOBMHBI 1968 roga bpomckmit paccma-
TPUBAET CYLIECTBYIOIINE B paMKaX CUCTEMBI COBETCKON JIMTEPATYPhbl BO3-
MO>KHOCTHM KaK IOTEHI[MaIbHO MOTYIIMe CIIOCOOCTBOBATH HAIAXKMBAHUIO
€ro KOMMYHUKaOUM ¢ YNTaTE/IEM. 9TO0 KacaeTcs KaK HA4aToi (baKTI/I‘IeCKI/I
Cpagdy I10cie BO3Bpall€HNA M3 CCPUIKM IIOATOTOBKNM KHUTY CTI/IXOTBOpeHI/IﬁI
BumHAs nouma K MU3NAHMIO B JIEHMHIDaZICKOM OTJENTEeHMM M3[aTelbCTBa
8 Tak u my6nukaiuii B TuTepaTypHOil nepuonuke '’
un Hy6}H/I‘IHbIX BbICTyHHCHMﬁZO. B >xemanun TIIOMYy4YNTDb JOCTYI K ayAUTOPUN

«COBeTCKIII IICaTeTb» 1

bponckuit TecTupyer Bce HanMYHbIE BOSMOYKHOCTH: TaK, 110 BOCTIOMUHAHN-
am xypHanucta B. C. IlpaBaioka, B 1966-M mwmm 1967 Topy bpopckmit mpo-
60Ba/ IPUHATH y4acTue B IOMY/IApHOI Tenernporpamme «Ilosatmyeckuii

17 Tam xe: 204.

18 B mmTupoBaHHON 3amicy OT 1 Aekabps 1965 roaa, JI. K. Uykosckas ormedaer, 4ro Bpomckuit
«6p1n1 y <A. VI.> IuTOBMYA, KOTOPBIl OTOMPAET C HUM €ro CTUXU AiA KHurm» (UykoBckas
2010: 264). OTMeTNM, 4TO OPUIMATBHO PYKOINCh ObUIA IIPELCTaB/IeHa B U3[ATE/IbCTBO B Jie-
Ka6pe 1965 — AHBape 1966 roja.

19 Ilomumo my6mukanuit B Monodom Jlenurnepade (1966) u neHuHrpagckom Jne noasuu (1967),
U3BECTHBI HOIBITKN Bpozckoro Hamedyararscs B 36e3de, FOnocmu u Hosom mupe (cm.: Mo-
peB 2026: 238-240). K 1967 rofy OTHOCHTCS TaK)Ke HEOCYIeCTBUBIIAsCA yOmukanus B Jlu-
mepamyproti Ipysuu (ctuxy BpoficKoro IiaHMpoBai OIyOMMKOBaTh 3aMECTHUTENb [TABHOTO
penakropa b. JI. Tacc; ofHako B mione—aBrycre 1967 rojja OH OCTABIII CBOJI IIOCT B JKypHaJie:
CM. €ro HeflaTMPOBaHHOE MICbMO Bpojickomy [exabpb 1967/sHBaps 1968]: OP PHB. ®. 1333.
Or. 1. Ex. xp. 578. Cm. Taroke: [acc 2012: 55).

20 Ilomumo BbicTymnenns Ha IX Mexo6nactHoit KoHdepenunn Momopbix mucareneit Ce-
Bepo-3anaga PCPCP wm3BectHpl mybnmuHble yreHmsi bpopckoro B ®yHZaMeHTaTbHOI
6ubmmoteke obmectseHHbIx HayK (PBOH), B Corose mucareneit CCCP, B obmesxxutin Mo-
CKOBCKOTO BBICIIETO TEXHMYeCKOro yummmma uM. baymana, B KommyHmcrmdeckoi aymu-
topun MI'Y (mepBasi momoBuHa 1966 roma; cm.. CepreeB 1997: 440-441; UynmpuHUH 2020:
989-991); B Borannmueckom mHcTutyte M. B. JI. Komaposa B Jlenunrpazie (Hagano nmeta
1966 roga; cMm.: Jloces 1980: 24).
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TYPHMP», BBIITYCKABIIEHCSA B NMPAMOM OOLIECOI03HOM 3(ype OCHOBAaHHOI
B 1965 TOly MONOAEXHON pepmakuueli «[opnsoHT» JIEHMHIpaZCKOro Terne-
BUJEHNS — Jiefio JIOLIO [0 BusuTa bpopckoro B TenmeneHTp Ha ynuie Ya-
IBITVHA, 6 U 06cyxaeHus ¢ [IpaBaiokoM (OH GBI BeZYLIMM IIPOTPaMMBI)
TEKCTOB [IJIsI Bblc:TynneHm{21.

[IpenBapsromasn GopMy/INPOBKU 3asIBICHNUA 11 UIONA 1968 TOfja YBepeH-
HOCTb Bpojickoro B TOM, 4TO €ro CTUXMU, BOIPEKM HEOIArONpUsTHBIM BHe-
JINTepaTypHBIM OOCTOATEILCTBAM, NPENATCTBYIOIUM UX OOHAPOLOBAHMIO,
HAJIAyT KOPOTy K 4YUTaTeNo, GOPMUPYET CTUXOTBOPEHMe, HAIIMICAHHOE UM
TOfIOM paHee — 3a [iBa JIHA [0 27-MeTusa — «Ilocmanue K cTuxaM»:

[...] Bt u kpaure u gobpeit. Bol TBeprke
Tesla Moero. Bel mpoie
TOPBKUX MOUX AyM — YTO TOXe

MHOTO BaM INpUJacT CUI, MOLIN.

BynyT 3a Bcé To Bac, Bepio,

60s1ee MOOUTH, 4eM HOHE

Balllero TBopua. Bce nBepu
HacTexb OyayT BaM Bcerga. Ho He
FPyCTHO 90aK MHE CIbITh HI/[H.[Y

A BOJI/Iy B OffHEe, BBl — B THIIIY.

(Bpoxnckmii 2012: 1, 186)

Kak ormeruna M. A. Bobpuk?, snurpad ns Kantemupa k «[locmanuio
K ctuxaM» — «CKyd4eH BaM, CTUXU Moy, AmuK...» (u3 «[Iucoma II. K cTu-
XaM CBOVMM», 1743) — BK/II04eH BPOICKVMM B TKaHb COOCTBEHHOTO CTUXOTBO-
peHus, mepBasi ctpoka kortoporo («He xotute cnarp B crone. IIpbITKO. . .»)
Ipofo/KaeT B3sATyIo anurpadom crpoxy Kanremupa. Ilpeacrasnsercs, 4ro
IpUpoOAa TAaKOil OTYETINBOI camoupeHTnuKanuu ¢ mosrom XVIII Beka
B TEKCTe, MMEBIIEM BIIOTHE NPOTPAaMMHBI I Bpomckoro xapakrep, /io

21 Bupeonnrepssio ¢ B. C. IIpaspiokoM, 11 mioysi 2025 rofa. Apxus Myses Vocuda Bpoxucko-
ro «ITontoper KomHarsl», Cankr-IleTepbypr. Brarogapum FOnmio CeHnHy 3a BO3MOXXHOCTD
03HAKOMUTBCS C 9TUM MATepPHaIOM.

22 3amuce B deiicoyke (https://www.facebook.com/marina.bobrik.39) or 30 stHBaps 2026 roga.
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CX TIOp HE€ IIPOACHEHA. ITomumo YK€ OTMEYEHHOIO I/ICCIIelﬁ[OBaTeTIf{MI/I23

nnrepeca bpopckoro x pycckoit moasuu XVIII Beka u, B yacTHOCTH, K Kan-
temupy (cM. «IlopmpakaHue catumpaM, cOuMHeHHBIM KaHTeMupom», 1966),
PEILIAOIIYI0 POIb UTPAET 3[jeCh, Ha HAII B3IJIAJ, aKIEHT Ha «buorpadude-
CKOIf» OOIIHOCTH aBTOPA C II09TOM IIPOLIIOTO.

C yBepeHHOCTbIO MOXKHO YTBEPXK/aTh, YTO IPEACTABACHNE O T033UN U
6uorpadun Kanremupa cnoxmmich y bpopckoro us yrenns roma Kanre-
Mmupa B bonbiuoit cepun bubnmorexy 1mosTa, BEITYLIEHHOIO B 1956 TORY —
IIEPBOTO COBETCKOTO M3JaHMA CTUXOB KaHTeMupa ¥ eZMHCTBEHHOTO
usganua Kanremupa, nerko gocrynsoro bpogckomy.

B cBow ouepenp B ammapare 3TOM KHUTYM BHMMaHKe bpopckoro ne mor-
JI0 He IpUBJIEYDb ONVCAHVE SAULMOHHON CyAbOBI MponsBegennit Kanremu-
pa, oTKpbIBapIee KommeHnTapun 3. V. epuikopiya:

IMoatnueckue npoussenenus A. JI. Kantemupa mpu XusHu aBropa He ObUIN
uspanpl. CBA3aHHBII CTY)KeOHBIM IOJIOXKEHMEM, OH He MOT HalledaTaTb Co0-
CTBEHHBIe COUMHEHIs 6e3 paspeleHns uMeparpul; — AHHbI VloaHHOBHBI,
a 3aTeM EnmusaBetst IlerpoBHbl. Jlo6uTbCs TaKoro pasperuenus Kanremnpy
He yfanoch. OTCyTCTBME MEYaTHOrO M3/laHMA He IOMELIao TeM He MeHee
MIMPOKOMY PAacTIPOCTPAHEHNUIO TPOM3BENAEHNI CAaTUPUKa. B COTHAX cryckoB
carupbl Kantemnpa pasommuch mo cTpaHe u, 0 CBUAETENbCTBY JIoMOHO-
COBa, OBIIN «B POCCUIICKOM Hapojie C 001Ilelt apobaliieio IpUHATED |...]

(Kantemup 1956: 431)

Hanmane odueBUAHBIX mapajieneil ¢ CyAbOOIl COOCTBEHHBIX CTUXOTBOpE-
HIIT, He HAaXO[MBIINX M3/JaTe/ls Ha POJIMHE, U NMO3BONNUIO0 bpoackomMy B3AThH
3a 0CHOBY TeKcT KaHTeMMpa, MOCBAIIEHHBII eYanbHOl Cybbe ero mokyzia
«HApoNy HeusBeCTHBI<X>» (Tam sxe: 219)** cTuxoB U Ux GyAyIIei cnaBe cpe-
[V 4uTaTeseN, ¥ HalllcaThb COBPEMEHHYIO BapMal/i0 Ha KaHTEMUPOBCKYIO
TEMY — ame/UIMPYst K OOLIHOCTIE 0OCTOSTeIbCTB BKIIOUeHEM CTPOKU KaH-
TeMIPa B CBOM TEKCT.

23 Cwm. xommenrapuu JI. B. Jlocea (Bpopckuit 2012: 488-489), a Taxke: Panuns 2001: 99; Hu-
KOJIaeB 2013: 394-395.

24 3amerum, uyto y Kantemmpa, kak u y Bpopckoro, MHOTOKpaTHO (uUIypupyeT «Hapop» —
B Ka4ecTBe JIeKCeMbl, 0003HAYAIOLIEll YMTATEIbCKYIO ayIUTOPUIO.
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AKTya/IbHBII COL[MA/IbHO-IIONINTUYECKNIT TOATEKCT obparneHust Bpog-
ckoro k Kanremupy 6b11 oTMedeH B cBoe BpeMs Puuapnom JI. CumbBecTpoM:

But it is clear from the opening lines that the poem is also a sophisticated treat-
ment of the theme of “writing for the desk drawer” (almost none of Brodsky’s
work has been published in the Soviet Union), and shows how Brodsky’s poetry
always contains the potential for commentary on contemporary themes. And
this makes it very much a twentieth-century text.

(Sylvester 1975: 314-315)

PasBuBas Habmonenne CuabBecTpa, MOXXHO CKas3arh, YTO TeKCT bpoxckoro,
YbJ CTUXMU, TOBOPs C/IOBaMM aBTOKOMMeHTapueB Kanremupa (Takke, Heco-
MHEHHO, M3BeCTHBIX BpofckoMy), 3HAIOT IMIIb «TEMHOTY SAIUKA, B KOTO-
poM [...] Bo cux mop exxany, 3HaKOMBI IBYM MJIM TPeM TOJIbKO NPUATELAM»
(Kantemup 1956: 219), mapaOKCaIbHbBIM 00pa3oM IIOCTPOEH NPy STOM Ha
UEITHOM OTpuLlaHuU MeTadOpPbl «IIMCaTh B CTOM».

OTa NpUHIMUINMANAbHAA YCTPEM/IIEHHOCTb K ayJuUTOpMUM, IIpefIosna-
raBlias, Kak Mbl YBUAMM Jajiee, TaKTMYeCKOe MCIO/Nb30BaHME Ha CBOMX
YC/IOBUAX Pa3HBIX — B TOM YIJC/IE€ B HOMNTUYECKOM CMBIC/IE — MEUYMOB
MeXZY II09TOM ¥ YUTaTesIeM, OT/In4ana bpoickoro ot aBTOpoB, Tak e, KakK
U OH, MCIIBITBIBABIINX B CEPefMHe 1960-X TOJOB TPYAHOCTHM C IyOnMKaLmeit
cBoux TekctoB B CCCP.

4.

TpagnuymoHHO TeMa NUTEPATYPHOTO HMPOTMBOCTOSHMA WINM «COIEpHIYe-
CTBa» HPMMEHUTENTbHO K DPOLCKOMY COBETCKOrO Iepyofa pacKpbIBAaeTCA
C IIOMOLIBI0 COIIOCTAB/ICHNUs €ro MIM ¢ QUrypamm 3Besf «3CTPAZHON I0-
93UM» 1960-X — Mpexje Bcero, EBrymenko n Bosnecenckum, nnn c Jleo-
HUIOM APOH30HOM, €r0 COOpaTOM IO JIEHMHTPAJCKOM HeoMImaabHOI
KYZIBTYPpe.

B BbICIIel CTENeHM NMPUCTPACTHO-PEBHNMBOE OTHOIIEHVE BpOmCKOro k
«IIeCTUECATHUKAM» — JufiepaM OQUIMANTbHON IO3TUYECKOIl CLEHbI, HO-
3BOJISIIOLIlEE TOBOPUTH OO WX BOCIPUATUM BPOICKMM KaK «COIEPHUKOB»,
OBITIO TIpemompene/ieHO0 Havya/oM €ro MO3TUYECKON Kapbephbl IOJ 3HAaKOM
«IIpeeMHIYeCTBa» y AXMaTOBOI U SHEPTMYHO YTBEP)K/IaeMbIM €0 C Haya-
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Ja 1960-X TOfioB (He B IIOC/ITHIOI0 O4epefb — B IVKY COBETCKOII JuTepa-
TYPHOIT «Tabenn o0 paHrax») HappaTMBOM O BpOJCKOM KakK «IepBOM II09TE»
CCCP?. HecomocTaBUMOCTb COL[MAIbHBIX CTATYCOB U JIeTa/IbHBIX JTMTEpa-
TYPHBIX BO3MOXKHOCTEI! 3B€3[] COBETCKOM Mmo3a3uu 1 bpopckoro mpujgasano
3TUM OTHOILIEHMsIM O0JIe3HEeHHBIIT s Bpopickoro xapakrep (HecMOTps Ha
BHEIIHIOI JPY>XeCTBEHHOCTb JIMYHBIX CBsA3eil, HalmpuMep, ¢ EBTyIIeHko).
[Tpepmonaramomasncsa CONEpHNYECTBOM KOHKYPEHINA CHMBOIMYECKUX Ka-
IUTAJI0B BPOJICKOrO ¥ yIOMSAHYTHIX COBETCKUX II09TOB ObI/Ta BO3MOXKHA
JUIIb B MPOCTPAHCTBE, Iie bpopckmit 661 My6IMKyeM HapaBHe ¢ HUMU —
TO eCTb Ha 3amaje (B IoJIe ¥ SMUTPAHTCKON PYCCKOI KY/IbTYPBI, U B 3amaj-
HOM suTeparypHoM Mupe). Buyrpu Coserckoro Coiosa IpeicTaBieHNe
o bponckom u, ckaxkeMm, EBTyIIEeHKO KaK «COIepHMKax» 1O Bblesfa bpop-
ckoro 13 CCCP Mormo paspmensaTbCsA IUINb KpailHe HEeMHOTOYMC/ICHHBIM
KPyTOM Jpy3ell ¥ MOKJIOHHUKOB CaMOro Bpofickoro m He ABIANOCH «IUTe-
paTypHBIM GaKTOM».

IIpencraBneHne o «comepHMUYecTBe» bpoAckoro 1 ApoH30Ha eCTb MO3J-
HEJIINII MCTOPUKO-KYNbTYPHbBIN KOHCTPYKT, BOSHUKIIUI B Cpefie JIEHVUH-
TPafICKON «BTOPOJ KY/IbTYPbI» B CEPEAUHE 1970-X TOJOB C LIe/IbI0 CO3TaHM
ee MUHYIOIET0 DBpoickoro anbTepHATMBHOTO TeHe3Mca. B mpoTmsoBec
TOTAJIBHOMY /NMAEPCTBY U MMPOBON C/laBe DpomcKoro Kak BBIXOAIA U3
HeouuManpHol KynpTypsl JlenuHrpaja moctdaktym (M post mortem)
BBIJIBUTA/IACh [IpYras, SHEPTMYHO KAaHOHM3MpYyeMas JUEPaMU «BTOPON
KyIbTypbl» (mpexpe Bcero, Emenoit IlIBapn u Buxropom Kpusynunbim),
noaTnyeckasa ¢urypa. OueBUIHO, OGHAKO, YTO IpU XM3HM APOH3OHA OH,
II0 KpaliHell Mepe CO BTOPON IIOJIOBMHBI 1960-X IOJIOB, HE BOCIPUHUMAJI-
cs1 BpofcKuM KaK 3HauMMBIl YYaCTHUK IUTEPATYPHON >KM3HM, HE TOBOPA
0 «KOHKYpeHI[i» 25,

A. 5. Ceprees, 6mmxaiimmit fpyr Bpopckoro B 1960-¢ — Havane 1970-X
TOZOB M YYTKUII Y4aCTHMK UM HaOMofaTeb MOCKOBCKOV — OQUI[Mab-
HOIT ¥ HeO(UIMATbHON — JINTEPATYPHOI XXM3HY, BCIOMMHAS BBICTYILIE-
Hue Bpopckoro Ha ceknum repeBoja B MOCKOBCKoM Corose mmcarenent
B 1966 TONY, IMIIET:

25 IlogpobHee cm.: MopeB 2026: 39—58.
26 IlogpobHOe comocTaB/IeHNe MOITHK, a TAKXKe aHa/IM3 OTHOIIeHnt bpopckoro n ApoHsoHa
CM.: A3aPEHKOB 2025: 199-212.
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[...] unTaer Bpopckmit. IIpuCyTCTBYIOT IEPEBOYMKI 1 He MEHbIIIE MHTepe-
CaHTOB. <...> OH Hayaj C TeM >Xe HAaIlOpOM, KaK I B [iBa ONMCAHHBIX pasa
<B baymanckom mucturyre u 8 ®6OH. — I M.>. U ciotknynca. Iloromy
YTO BCTPETUJ HEIOHMMaHMe, OTYyXJeHue. IIpommOuTh ayauTOpuio He
ynanoce. Kpome TOro sjech cujieny >XMBbIe TUTEPaTypHbIE ONIIOHEHTHI —
CMOTI'n. I'y6anoB, Koria mOTOM OBUIO OOCYXK[ieHMe, IIBITaICsI yOUBaTh
BpoCcKOro coBceM I0-COBETCKH, YTO ObIIO BechbMa HeOXMAaHHO. [...] JIu-
aHO30BLBI ToXe JVocuda He MoOMINM — 3TO ellle OYeHb MATKO CKa3aHO —
3a TO, YTO OH JIpyras 9CTeTMKa, HO CTOIKHOBEHNIT He ObIBAJIO.

(Ceprees 1997: 441)

Tak HasbiBaeMas «/IMaHO30BCKas WIKOMA» B JIMIIE OHOTO M3 APYANIINX ee
npencraButesieii moaTa Slna CaTyHOBCKOTO MpoOJieNaa 3BOIONNI0 B OTHO-
uleHn K BpojicKOMy, XapaKTepu3oBaBIIYIOCS TEPEXOflOM OT BOCTOPYKEH-
HOCTH (B MOMEHT HAXOXIEHNS TI09Ta B CChUTKE) K OTUYKEHHO MPOHUM,
)?. Onpenensio-
MM KPUTEPUEM OLIEHKY 371eCh ObI/IM He TOMbKO, KaK CIPABENBO YKa3bl-
BaeT CepreeB, 5CTeTUYECKIE PACXOXK/IEHMA, HO 1 TIprobpeTenue Bpopckum
cTaTyca MeX/yHapOJ[HOi 3HAMEHUTOCTY U YIPOYEHNE ero UTepaTypHOi

ecnu He capkasMmy (B MoMeHT Bble3fa bponckoro nus CCCP

Kapbeppl: ¢ TOUKM 3peHUs CaTyHOBCKOTO, COLMATbHOE IpU3HAaHNE IIpU-
MEHNTENIPHO K UCKYCCTBY, cyijecTBylomeMy B CCCP, saBnsercsa ¢pakTopom,
IeBa/IbBUPYIOLIMM XY/I0KECTBEHHYIO LIEHHOCTDb sABJEHUA. DTa JIOTUKA «He-
ycIiexa» B PaBHOJL CTEIIEHU PACIPOCTPAHAETCS KaK Ha OPUINATbHYIO, TaK
U Ha HeoQUIVATIBHYIO KyJIbTYpY (I03TOMY B TOM >Ke BBI3BIBAIOIIEM OTTOP-
JKeHMe pARy pagoM ¢ bpopckum crout y CaTyHOBCKOTO K Hadyanly 1970-X 1
Co/KEeHUIbIH, 9BOTIOLNA OTHOLIEHNA K KOTOPOMY IIpOJie/iana TOT JKe IyTh,
4T0 U K Bpopckomy?®). PeambHOCTb «IHOIIMHHOTO» (HAa A3bIKE NTMAHO30B-
1[eB — «0apavyHOro», aHfIerPayH/HOTr0) UCKycCcTBa Jiyist CaTyHOBCKOTO HUKAK
He TIepeceKaeTcsi C PeajbHOCTDIO OIarOONYYHO CYLIeCTBYIOLIEll BO BHELI-
HeM MIUpe YIepOHON Ky/IbTypbl — «IMaHO3O0BLbI» ¥ BpomcKumii, ¢ TOUKn
3peHM YYACTHMKOB MIKOJIBI, IPMHAJIEKAT K Pa3HBIM MMPaM, CyIeCTBYIO-

27 Mbl umeeM B Bujy ynomuHawouue bpopckoro cruxorBopenus CaTyHOBCKOro «ApxaHre-
bl — eBpet, roBoput Carrmp...» (1964) n «Kak cTpaHHO, 4TO BCe OHM MOITHL. ..» (1972).

28 Cp. cruxorBopenns CaryHoBckoro «IlepednTpiBaio CHOBa U CHOBA...» (1963) 1 «OmnATh de-
rO-TO TOMOHAT U3-3a TPaHULBL...» (1973).
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MM aBTOHOMHO JIPYT OT Apyra’’; aTo mpenonpenenser orMmedeHHbiii Cep-
reeBbIM (aKT OTCYTCTBMS CTOIKHOBEHMIL.

VupiM 6b11 crygait CMOla.

CMOI' («Camoe Mojofoe OOIIECTBO TEeHUEB»; APYroOii BapuaHT
pacumgposkn: «Cmenocts, Mbicib, O6pas, [mybuna») — nureparypHoe
coobiiectBo, BIepBble (C pybexxa 1930-X TOfOB) 3asiBUBIIee O cebe
B COBETCKOII /TUTepaType KaK O «INTEPaTypPHOIl rpymme»>’, ClouBIIeecs
B MocCKBe B KOHIIE 1964-TO — THBape 1965 rofia 1 BO MHOTOM Hac/lefjoBaBIlee
¢dbopMaM myO6IMYHON IUTEPATYPHO-TPAXKAAHCKOI aKTUBHOCTY Ha IVIOLIANN
MasiKOBCKOTO B 1958-1961 rofax-. Kpyr CMOIa cocTaBnsmm, ¢ OfHON CTO-
poHbl, Moronble moaThl (Jleonnp I'ybanos, Bmagumup AmneitHuxos, Bra-
pumup barmres, Opuit Kyb6rmanoBckmit u gp. — Bce Ha IIeCTb-CeMb JIET
mtapnre bpopckoro), ¢ gpyroit — ¢popManbHO He BXOAVBILNE B 00befuHe-
HUe, HO TeCHO CBsJ3aHHbBIE C €ro YYacTHMKAaMM BeTepaHbl «IIomagm Ma-
AKOBCKOrO» — B 4YacTHOCTH, IOpmit l'ananckos u Bnagumup BykoBckmii
(cBepcTHMKM Bpoxckoro).

Vike TepBble aKIuy, IPEeIIPUHATHIE CMOTMCTAMM, «BBIIJLSAfEIN Ooree
SMATUPYIOLINMY Y HOIUTUYECKY 00Iee PUCKOBAHHBIMY, Y€M TO OBLIO Tpe-
MA-TIATBIO TOflaMM paHbllle <HAa IUromazan MaskoBckoro>. Tak, B ampere
1965 TOfa CMOTMCTBI ycTpommm y lleHTpasbHOrO mOMa IMTEpaTOpOB Iile-
CTBMe IIOf /NO3YHraMm ,JIumum conpeannsm HeBuHHOCTH!® U ,,CHopeM
IYTOBMUIBI LIEH3YPbl CO CTAIMHCKOTO (peHdYa COBETCKOI muTeparyps!”
(3ybapes u fip. 2005: 14).

20 MIOHA 1965 roja pgeAaTenbHOcTh CMOla mopseprnach KpuUTUKe B

»

CIIe[[MA/IbHO TIOCBSIIIIEHHOM JINTEPAaTypHOIl rpymmne ¢enberone Komco-
monvckoti npasdvt (JluxomeeB 1965). XpoHMKA aKLUII CMOTMCTOB UM VX
[IpeC/IeflOBAaHMIT BIACTAMU DErY/SIPHO Belach B PYCCKOM 3apyOeXHON 1

29 Cp. B nosgHeM (1991) nnTepspio Be. H. Hexpacosa B. I. KymakoBy B KOHTeKCTe pasroBopa
O HEraTMBHOM OTHOIIEHMM JMaHO30BLEB K Bponckomy: «B JInano3oBe MOCTOAHHO (93073
HIONIBITKY TEOPETUYECKOTO Pa/iMKaaM3Ma: KaK TONMbKO pedATa II0YyBCTBOBA/M, YTO Y HUX
MOTy9M/IOCh YTO-TO HEOOBIYHOE — OHM TOXKE IIONBITA/INCh COOPYAUTH IUIATGOPMY: BCE
OCTa/bHOE, KOTOPOe He TaKoe — OHO BOoOIIe HuKyna» (3bikoBa/Ilenckas 2022: 121).

30 Cp.: «IIpepiiecTBOBaBIIE CMOTMCTAM B MOCKOBCKOI1 HEO(UIMA/IBHOI 10931Y JTMAHO30BLbI
u 1moathl Kpyra JI. YepTkoBa Kak O JIMTEPAaTyPHBIX TPYINIAX O cebe HMKOT/A He 3asBILSIN»
(KymakoB 1999: 275).

31 CMm. 06 stom: [TonmkoBckas 1997.



332 I'ne6 Mopes

uHocTpanHol npecce®. He 6yner mpeyBenudeHneM ckasatb, 4TO B 1965—
1966 rofiax feATenbHocTh rpynnel CMOI ABnsAnach, HapALy ¢ TBOPYECTBOM
Bbponckoro, cambiM pesoHancHbIM 1 B CCCP, 1 Ha 3amafie AB/IeH1eM HOH-
KOH(MOPMMCTCKOI COBETCKOM JIUTEPATyppl. ITO OOCTOSITENBCTBO «OOD-
eKTUBHO» [IeJla/l0 MX KOHKypeHTaMMI — BO BCAKOM CJIydae, B IIOJe
HETIO/ILIEH3y PHOI TTO33MU .

Opaum n3 nosyHroB ynuusoy akuymy CMOIa 14 ampens 1965 roma
6p11 mpusbiB «CBo6ony bponckomy!» (BariueB 2009: 71) — He yAMBUTENb-
HO, YTO IIpMIETeBLINIT 13 ApXaHTrenbcka B MOCKBY 23 ceHTA6ps bpopckuit,
MO-BUJIMMOMY, B OIMH M3 JHel NMpoBefjeHHOl B MocCKkBe /0 BO3BpalleHNA
B JleHMHTpaj Hefe/MM BCTPETUIICA CO CMOTMCTaMU. VIMEHHO HeOXMJaH-
HOCTBIO TIOSIBJIEHMSI TOBKO UTO OCBOOOXKAEHHOro Bpomckoro B Mockse n
OIIEPAaTVBHOCTBIO €r0 3HAKOMCTBA CO CMOTVCTAMM MBI OOBsICHSIEM OLINO-
Ky mamaAtu gppyxkectBeHHoit CMOI'y pyKoBOAMTETbHUIIBI TO3TUYECKOTO
ceMMHapa IIpM MOCKOBCKON 6mbnmoreke umenu ®dypmanosa M. M. Illyp,
pacckasblBaollell 0 BCTpede CMOTMCTOB «C HEJIEraJibHO IpMEXaBUIMM B
Mocksy Mocudom Bponckum» (CeHkeBUY 1992: 36-37)%
HVSIM 3aTPYAHSIONIErocs: B onpefenennn TouHoit garsl F0. M. Ky6mamos-

. Ilo BocnmommHa-

CKOTO0, 3Ta BCTpeya npousonnta B keaptupe B. I1. Tonprmesa y Tummnackoro
PBIHKa, Iie TocTiI Bpopckmit: « MBI TaM YUTanu eMy CTUXY, OH OYeHb Ora-
roxernarenpHo ¢ Hamn GeceoBan. CaM OH ObII cTaplie MeHs Ha 7 JIET, OH
Ka3ajICsl MHe MITPOM, TeM 6osiee, 4eI0BeKOM, OTOBIBIINM CCBUIKY [...] <Umu-

tam> s, 'ybanos, Apkaguit ITaxomoB, Bomops AJeifHUKOB — 4eloBeK

IIATb-IIECTb» 34.

32 Boimyckaemble B caMM3JIaT TEKCTBI CMOTVICTOB IepereyaTsiBa KypHan Ipanu (1965, Ne 59;
1966, Ne 60, 61); nHdopmario 06 akiusax CMOIa maBan xypHan Iloces u 3amajHble Me-
nua (YaCTMYHYIO HepereyaTKy STUX MaTepuanoB cM.: 3ybapeB u fip. 2005). Kanamom cBs-
3u mexxty CMOIoM 1 3apy6esxHOlt ITedyaThio OblI OTKPHITO IMyO/MMKOBaBIIMIICA Ha 3amazie ¢
1962 ropia B. SI. Tapcuc — [0 Havasa 1966 rofja ABIABIINMIICA He)OPMaIbHBIM LIEHTPOM Heo-
bunmanbHO MOCKOBCKOI TNTEPaTyPHO-00IeCTBEHHON XKI3HM U OKPOBUTETbCTBOBABIINIA
CMOIy (B «maHndecre» KOTOporo oH 61 HasBaH cpey «Hammx yunteneii» (CMOT 1966:
15); ynomuHauue Tapcuca B «mManudecre» CMOIa Haio oTpakeHne u B COBETCKOI Ipecce,
cm.: Crypya 1966). «VIfeitHbIM 1 OpraHM3aIiOHHbIM HacTaBHUKOM» CMOTa HasbiBaet Tap-
crca u cexperaps LIK BJIKCM C. II. ITasnos B 3amucke B LIK KIICC 8 mexabps 1965 roma
(3y6apes n ap. 2005: 94).

33 O ToMm, uTo «rpueskan Bpoackuit», Bcmomunaer u nogpyra [y6anosa Ajena Bacuosa (cMm.:
Cypukosa 2013: 82).

34 Vntepsbio O. A. Cypuxkosoii ¢ FO0. M. Ky6nanosckum (Tam sxe: 86).
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Kak BupHO mo BocmoMumHanmaM CepreeBa, CIIyCTA HeMHOIMM Oosee
IOTyTOfa Ha BBICTYIUIeHUM bpopckoro B Corose mmcaTeneil Opy>KeCTBeH-
HOCTb CMEHSAETCS OTKPBITON BPa>KIeOHOCTBI0O — CY/iA IO BOCIIOMIHAHMAM
TonbinieBa, nmonemuka ['ybaHoBa ¢ BpofckuMm 1iIa IO IMHUY TO3TUYIECKOTO
«HOBATOPCTBa»: «OIMH U3 ,,CMOTOB HaYajl TOBOPUTH, YTO, MOJI, MBI 3TO CIIbI-
many, aTo Bpoge AxmaroBoit» (IlomyxmHa 2006: 169). B omimume ot «mma-
HO30BLEeB» 1 bpopckoro, nostuku bpoxgckoro u I y6aHOBa He IIpMHaJIeXaT
K HEeCOIIOCTABMMBIM 3CTETMYECKVM CHCTeMaM, IIPEeAIIONaTaoNIIM, C OFHON
CTOPOHBDI, «HOBBIIl A3BIK»/«HOBATOPCTBO», @ C HPYTOil — «TpajyIMOHA-
JIV3M»/«9IUTOHCTBO». CTUXM HEKOTOPBIX M3 CMOTVCTOB OTKPBITO 3asBJIAIOT
o noppakaHuy bpopckomy, Kak, Hanpumep, «Bapnanus Ha pUTMMYECKYIO
temy Vocuda Bponckoro» Baruresa (1966: 6). TpynHo, TakuM obpasom, He
COITIACUTBCA C CY>KAEHMEeM O TOM, 4TO HempusATye I'y6aHOBa «0TYacTM MOT-
JI0 OBITH BBI3BAHO PEBHOCTBIO K ,,IIOCICHOPMHCKOI monysapHocT bpon-
ckoro» (XKyp6un 2020: 142)*.

ITost ¢ sABHBIMM aMOuLUMAMU nupepa, ['y6aHOB MMeNT B CBOEM «aKTH-
Be» «CIPOAIOCHPOBaHHY0» EBrennem EBTyLIEHKO My6IMKAILMIO B SKypHa-
ne FOHocmv® 1 Ba CTUXOTBOpeHUs B KOMIEKTUBHOM cOOpHUKe Yac nossuu
(M.: Monofast rBapaus, 1965)>, OJHAKO TOC/IE 3TOTO MedaTancs UCKTIOUU-
TEeJIbHO B caMmsfiaTe (C HOCTIeAyIoleil peryonukanyeil Ha 3amage 6e3 ero
BeJloMa U y4yacTus). OTa TeHJeHLUA OblIa OTpakeHneM o01Ieil pajiuKanmsa-
nym obmecrBenHoit nosunyy CMOTa, Bce 6mke 610KMpOBaBIIErocs ¢ Ha-
POXXTIAIOIENICA OTKPBITON MOMUTUYECKON OIIIO3UIIVIEN COBETCKOMY PEXMMY.

Hecmorpsi Ha >KemaHme OOJBIIMHCTBA WICHOB TPYIIIBI OCTABATHCS
B CBOEJ eATeTbHOCTU IIPefieflax MCKYCCTBA, KaK CIIPaBe/IMBO OTMEJaeT
A. 10. TaHusnp, «crocob peanmsanuy UMy CBOOOABI TBOpYECTBA — Kak
cKkasamy Obl HO3JHee, ,ABOYHBIM IIOPARKOM', a TakXe IYOIMYHOCTD MX

35 XapakTepHO TaKXXe, YTO Cpefy JeHUHrpajues Onuskmit koHrakr co CMOTom moppepsxu-
Ba/MM T. H. «103THI ,,Maroit CazoBoii“» (Anmekcanap MupoHos, Bragumup Spib), npuHaj-
JIeXaBIINe K 4acTy JIEHMHIPAJICKOTO JMTePaTypHOrO MMpa, OTHOCHMBIIENcsA K Bpopckomy
C OTYYXKIEHMEM, eC/IM He C BPaXHeOHOCTbIO; CM. BOCIOMMHAHMA OpIsi: «23 HOAOPS 1966
roga 51 yntan B JINTO Corosa mucareneir. Ha ob6cyxpernu Menst pasrpommnn. OcobeHHO
crapascs bpopckuit» (Bammesa 2019: 27).

36 Fy6aHOB, Jleonup: «XymoxHUK», B: FOnocmyb 6, 1964, 68.

37 CocraBurensimu atoro c6opumka 6eumn B. Kygpsinrosa n JI. Pymapuyk; He myTaTh ¢ OfHO-
VMIMEHHOJ aHTO/IOTHe}l CTUXOTBOPEHNIt [ feTelt, cocTapneHHoi I. CanrupoM u BIMyLIeH-
HOJ1 B TOM )K€ TOJly B TOM K€ U3JIaTe/TbCTBeE.
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JINTepaTypHOIl HEATENIbHOCTU COMVKAMU CMOTMCTOB C TaKMMU IIPUHIIN-
IIVa/IbHBIMM ONIIOHEHTaMM COBETCKON CMCTeMBI, KaK B. BykoBckmit mamn
10. TananckoB» (3ybapeB 1 fp. 2005: 14).

K cepenune 1966 roga — BpeMeHM CTONKHOBeHus: bpopckoro u I'ybaHo-
Ba Ha yreHun B CII CCCP — papukanbHas MOMUTHU3MPOBAHHOCTb CMOTH-
CTOB, BMecTe ¢ [alaHCKOBBIM, ByKoBCKUM 1 ApyruMy GyRyLiyMu TeposiMm
muccupentckoro asypkeHnsa B CCCP rorosusmux nepsyio B MockBe mocie
1927 rofia NyOMNYHYI0 IOMUTUYECKYI0 HeMOHCTPALMIO 5 JeKadps 1965 rofa
¢ TpeboBaHMEM ITIACHOTO ¥ CIIpaBefauBoro cypa Haj CuHaBckMM 1 [a-
HM3JIEM, He BbI3bIBaja cCOMHeHMit. Ilosumus (M B CBA3M C Hell IMOSTUKA)
Bpozckoro, HaCTPOEHHOTO IOC/E OCBOOOXKZEHUS HA OTPAHUYEHHYIO 13-
BECTHBIMM YCTIOBUAMM MHKOPIIOPAILIMIO B CHCTEMY COBETCKOI NTMTepaTypbl
U, BO BCAKOM CJIy4ae, JCIO/Mb30BaHNMe MPeNOCTABIAEMbIX €10 BO3MOXKHO-
CTell BBIXOfIa K ayJUTOpUY — BBIpasUBIIAsCA, B YaCTHOCTH, B caMOM ¢ax-
Te uTeHuA UM B noMemeHun Corosa nucareneit CCCP — BocnmpuHuManach
CMOTIom kak «KOH(GOPMIUCTCKAsI»; MIMEHHO B 3TOM, IO OOIbliell 4acTu
BHE/IITEPATyPHOM, KOHTEKCTe CIefyeT IIOHMMATh yIpeknu eMmy ['ybanosa
B IOCTYIIHOM C/IeJOBAHNUU B PYC/Ie «Tpafulum» (IIyCTh B JAHHOM C/Iy4ae U
aXMaTOBCKOIA).

B BoctipusaTiM BpopcKoro «CTUIMCTHYeCK)e pasHOIIacusA» (MCIIONb3ys
nsBectHoe BoipakeHMe A. JI. CunsaBckoro) co cmoructamu (fns Bpopcko-
r0, B CBOIO OYepefb, Oblla, HECOMHEHHO, O9eBIJHA HE3PeIOCTDb IUTepaTyp-
HBIX JJApOBaHMII COCTAB/IABIINX I'PYIIITYy MOTOABIX aBTOPOB) U CO 3HAKOMBIM
eMy CO BpeMeH IUiomany MasKoBCKOro TananckoBBIM>® (4bA TOITMKA
VMHEPIMOHHO Hac/lefoBana IO3TUKe MasAKOBCKOTO, HO C IPOTUBOIOIOX-
HBIM MIEOTOTMYECKIM 3HAKOM) HEM36EXKHO HOMKHBI OBUIM COeIMHATD-
Cs C pafiMKanu3MOM TOMUTHYECKOTO BEKTOPA MX Pa3BUTHUA — B CTOPOHY
O TIeTaJIbHOCTY U, HeM30EeXXHO, OT CKOMBKO-HUOYAD LIMPOKOIO YMTATESL.

38 Ilo coobuennio M. C. Cepruenko, ona mo3Hakomuta bpopckoro u Tamanckosa B Havase fe-
kabpst 1961 roga. brarogapum I. I. Cynepduna 3a copeictBue B momydeHnu aToii nHpopma-
N,

39 Cwm. o lamaHckoBe-moaTe: «<...> OH He YyBCTBOBA/l HACTOAMLIErO MPU3BAHMA K MOI3NUM, TIO
€ro C/10BaM, €ro BCEI7la MHTEPecoBaja He XYHOKeCTBEHHasdA, a COLMaIbHAsA CTOPOHA VICKYC-
crBa» (JIuTBUMHOB 1971: 12). B 1980 romy Ta/aHCKOB IONa B YMCIO «MA/O3HAYMMBIX 1 He-
XapaKTepHBIX» 1103TOB, He BKModeHHbIX K. K. KysbMuHcK1M B ero obumpHyio AHmonozuio
rHosetiueil pyccxoil noasuu Y Tony6oii Jlazynot (cm.: [Kyspmunckumii] 1980: 39).
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B 1966-1967 Tofax 3TOT BEKTOP OB, B 1I€JIOM, IIPOTUBOIIONIOXKEH €0 CO6-
CTBEHHOMY — DbBpopckuil npopomkan 60poTbcs 3a BBIXOJ, KHUTM CTUXO-
TBOpeHUI1 B JIeHMHrpasickoM oTaeneHny «COBETCKOTO MUCATEIA», YCIEIIHO,
Ka3aj10Ch ObI, MUHYsI HEOOXORMMBIE /IS 9TOTO CTAAVUM «alpobdaLu» CBOUX
TEKCTOB IIyTeM IIyONMKAILMM UX B «MOJIOfIEXHOM» U «TOPOJCKOM» KOJIIEK-
TUBHBIX TI09THYeCKMX cbopHMKax (Monodoil /lenunepad 1966 u [denv nossuu
1967), BBICTYI/I IIyOJIMYHO U, KaK BUJHO Ha IIpYMepe IIONBITKM NPUHATD
ydJacTue B TelelporpaMMe, CTPEMIICA K PacIIMPeHNI0 ayAUTOPUIL.

B amperne 1967 roma, 6ecenys B Mockse co Crannu Keronuuewm, Bpoxn-
CKUII paccMaTpuBaeT MyONMMKALMy B JIEHMHIPALCKUX KOJUIEKTMBHBIX CTU-
XOTBOPHBIX COOpHMKAX KaK OOHa/ie)XMBAIOIINIT 3HAK TOTO, YTO €ro KHUra
Oymer usgaHa. TPY[HOCTY C BBIXOLOM OH OO'BSICHSIET 3CTETUYECKUM «KOH-
CepBaTM3MOM» M3JaTesell, IOAYePKHYTO OTPUIIAsl HaMM4Iue MOMUTHIeCKIX
npo6ieM BOKPYT cBoel Gurypsl: «f 1moat, a He MaATexxHuK. [Tomutnyeckux
CTUXOB s He muiny», — rosoput oH (Kunitz 1967). B cutyaunun BecHbl 1967
roga, mocie gaxrudeckoro pasrpoma CMOla rogoM paHee u apecta B sIH-
Bape 1967 roga (B paMKaX TaK Ha3bIBaeMOTo «fielia deTblpex») HOpus Ta-
maHcKoBa 1 Ajexcangpa I'muabypra, ObIBLIETO pefaKToOpa CaMU3AATCKOTO
MO3TUYECKOTO XypHana CUHMmMAKCUc, BIIEpBble OMYOIMKOBABIIETO CTUXMU
Bpopckoro, Takas fieKaapalsa He MOIJIa He BOCIIPMHMMATLCA KaK MOIeMU-
YeCKJ 3a0CTPEeHHas 110 OTHOIIEHNIO KO BCEM YIOMAHYTBIM.

Cy1ecTBeHHO, OJJHAKO, 4TO B 1968 TOAy, MOC/Ie KaTeropu4ecKoro oTKa-
3a Bpozckoro ot Tpe6oBaHMIT OCYAUTb CBOUX 3aPyOEKHBIX M3JIATeIelt, 1I0-
BJIEKIIEro 3a coboil 3alpeT ero roTOBMBIIENCS KHUTM co cToporbl KI'B*C,
U KapAMHAJIBHOTO PELIEHNsI [I09TA O CMeHe MeOuyma AJisi BBIXOfA K dIMTa-
Temio — BMecTo «COBETCKOTO IIVCATeNs» Telepb TAKOBBIM [JOJDKEH ObUI

CTaTb 3anam{hn7[ I/I3HaTeTIb,41 — €TI0 nmo3snygmA OTHOCUTE/IbHO IMOIUTNYECCKIN

40 B ommmdme OT MO3MIMY TOCYAAPCTBEHHBIX OPIaHOB, HACTAMBABIIMX Ha y4yeTe BBIBOJIOB KO-
MICCHI TIO TIpOBepKe Aema Bpozickoro, mpyusHaslieit B iekabpe 1964 rofia HePaBOMEPHOCTD
€ro OCy>XX/IeHMs 110 YKasy O «TyHesflax», ocBoboxeHne Bpopckoro 6bu10 Boctpunsito KI'b
kak npourpbin. Ksamidukanusa Bpopckoro Kak HOTEHIMAIbHOTO «M3MEHHMKA POXVHbBI
(rma mobera yepes TPaHMILY C MCIONb30BAHNMEM YTHAHHOTO CaMOJeTa) COXPAHAIACh 3a HUM
B KI'B Bce coBerckue rofpl 1 (akTidecku ompefennia GI0KMpoBaHye roc6e30macHOCTbI0
€ro ICaTeNbCKON Kapbepsl (ofpobHee cm.: Mopes 2026: 219-220 1 Jip.).

41 B koHIe nioHA 1968 rozia Bpopckmit MpUHAN pelleHye Omy6n1MKoBaTh Ha 3araje JBe KHMU-
I — OpWUIVMHAJIbHBIL COOPHMK Ha pycckoM ssbike (Ocmanoska 6 nycmviHe) M KHUTY
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AHTa)XMPOBAHHO JIUTEPATYPBI ¥ TECHO CBA3aHHOIO C HEM IIPABO3ALUTHO-
TO JOBVDKeHMs He M3MeHwmnach. Kak Mbl yxxe ormedanu (Mopes 2026: 232),
VMMEHHO NPYHIVIINAIbHBIM HeXXeTaHMEM OKa3aTbCsA B KOHTEKCTE LIefilIeit
¢ Havaza 1968 roja M 3aTPOHYBLIEN OmypKaimmit gpyxeckuit Kpyr bpox-
CKOTO OecCIpeleileHTHO IIMPOKON U IJIACHON MOAMMCHON KaMIAaHMM B 3a-
LIUTY OCYXJeHHbIX B sHBape [Mu36ypra m lamanckoBa®® mpopmkToBaHa
oroBopka bpopckoro o ToMm, yto 3assinenne B Cekperapuat JIO CII PCOCP
OT 11 MIONA 1968 rofja HAIMCAHO MM B «eVHCTBEHHOM 9K3eMIULipe» (Mo-
peB 2026: 204). Bonee Toro, ofMH U3 LEHTPATbHBIX ITYHKTOB 3asB/IEHU,
I7IACUBIINIA, YTO «[...] BPEHBIM U HETEPIIMMBIM SB/IACTCS MCKYCCTBEHHOE
3aMa/TdMBaHUe Ybero-1mmbo TBOPUYECTBa, MO0 9TO CO3[aeT YAYLUIUBYIO 06-
CTAaHOBKY IIOATIONBIIVHBI 1 CKaHJana. YeM mosnblie CyliecTBYeT TaKoe IIO-
JIOKeHUe, TeM TPYAHee OT Hero n36aBUTbCA He TONbKO €ro JXepTBaM, HO U
ero cosgarensaM» (TaMm sxe: 203) — HO/DKeH OBITH COIOCTAaBJIEH C MyOIUIIN-
CTMYECKMM TEeKCTOM ['alaHCKOBa, BOLIE[UINM B COCTABJIE€HHBIN MM OCEHbIO
1966 Tofia caMM3JATCKMil ambMaHaX PeHukc 66 (BKIIOUABIIMIL M TEKCTHI
CMOTHCTOB) ¥ HOJYYMBIIVM LIMPOKOE XOXK/jeHNe B cammaziaTe. Mbl 1MeeM
B By «OTKpBITOE MucbMo fenyrary XXIII cvesga KIICC M. Illonoxosy».

B nucpme IllonoxoBy I'alaHCKOB HEOTHOKPATHO JielaeT aKIeHT Ha IIPO-
TYBOIIOCTaB/IeHNN «O(UIVaIbHOI» (Iy6nyKyeMoii Tumorpadckim) muTe-
paTyphl U JIMTEpaTyphl «IIOAIONBHON» — IIpUYeM IIEHHOCTBIO HaZe/NsAeTCs
UCK/TIOUMUTENIbHO TTOCTIeIHAS:

Ecnmu xorure 3Hath, B Poccum miecTumecsThiX rofgoB MallMHOIMCHAS IIe-
pereyaTka Jy4mnX o6pasloB COBPEMEHHOI OTEYECTBEHHON JIUTEPATyphl
IOCTHUITIA, BEPOSITHO, GecriperjeeHTHbIX MaciTaboB. Kak pas mopmonbHas
UTeparypa, T. e. opMULMaIbHO He ONyOIMKOBaHHAsS, HAauMHAsg OT HEOIly-
O/MKOBAaHHBIX NMCATeNell [BAJLAThIX TOJJOB ¥ KOHYAs NPOU3BEACHUAMU
A. Cunasckoro n IO. JJaHuans, mmeeT [iA Hallell HAllYOHAJIbHOM KYJb-
TYpPBI IIePBOCTEIIEHHOE U eduHcmeenHoe 3HadeHue. V, Hao60poT, BCs Omy-
O/IMKOBaHHAsI COBETCKAs MUTepaTypa (MCKI0Yas CIydaiiHylo MyOn1nKammio

HEKOTOPBIX efUHIYHBIX [IPOU3BENEHNIT) A/ IPOOYK/eHNsI HAIMIOHAIbHO-

U36paHHBIX EPEBOIOB — M MPUCTYIINI K PeaM3aliuy 9TOTO IIaHa B COTPYAHMYECTBE C Tie-
pesopunkoM Jxopmkem KnaitHom.
42 Ee marepuanbl cm.: JINTBUHOB 1971: 265-355.
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TO CaMOCO3HAaHUA U HaHMOHaIIbHOI?’I KYZbTYPbl HUKAKOI'O IIOJTIOKMTETDbHOTO
3HAYCHUA HE I/IMeeT43.

(Camoxutr 1994: 77-78)

B xonIe Tekcra [amaHCKOB arTecTyeT ces KaK «IOAIIONBHOTO TUTEPATOpa
B CMBICJIE 4€JIOBEYECKOTO IIOAIIONbS, KaK OHO BBIAB/ICHO B IIPOM3BEJCHIAX
®. M. TocroeBckorox» (Tam sxe: 83) — 1pu 9TOM 061ast BEICOKO-TTadOCHAS
Tpa>kJaHCTBEHHASA MHTOHALMSA OTKpbITOro mucbMa Ilo/10XoBy MelraeT yBu-
IeTb 37lech JIOMI0 aBTOPCKON camMouMpoHuM. IIpuHuMas Bo BHMMaHue CTaB-
IIYI0 OOIIMM MeCTOM CBsI3b JJOCTOEBCKOTO ¥ «IOSTUKMU CKAaHJa/a», HEelb3s
He 3aMeTHTh, YTO OOBE[UHMBIIAS IIONHOBLINHY» 1 «CKAH[AI» Xapak-
tepuctuka Bbpoxckum armocdepst, cnoxmusiueiics 8 CCCP Bokpyr omimo-
3UIVOHHOM B/IACTV KY/IBTYPBI K 1968 TOAY, YIMTBIBAET, TAKUM 0Opasom,
aBTOXAapPaKTEPUCTUKM U LIeHHOCTHBIE YCTAHOBKY ee JINZIePOB.

Hucranuupyace B 3aasneHun B Cekperapuat JIO CII PCOCP ot mro-
6p1X (pOpPM HereranbHOI AeATENTbHOCTH, BPOACKNMIT IPU3bIBAaET K MCIIPaBIIe-
HUIO CJIOKMBILIEVICA BOKPYT HETO CUTYaLlMUH, NIPEIATCTBYIOIEll BBIXOLY €ro
CTUXOB K 4MTATesIM, 0OpAIIasCh He K MONMUTU3MPOBAHHBIM T1MO€paTbHbIM
IpUHIUIIAM CBOOOJBI IIeYaTy, HO K 9TMYECKUM YCTAaHOBKAM, B YaCTHOCTI,
CBSI3aHHBIM C AXMaTOBOIi, B IIOfipa>kaHyM KOTOPOI ero yipekan I'ybaHoB.
He HasBaHHas 10 MMeHM, OHa 006O3HaYeHa aBTOPOM C IOMOIIBIO IIMTATHI:
«[...] BO uMs 31paBOrO CMBIC/IA, BO MMs TOI NOMB3BI, KOTOPYIO, s YBepeH,
IPUHECYT YNTATEIIO TI093MM MOY IIPOV3BEeHMs, BO MM, HAKOHELl, TOOPbIX
HPaBOB JIMTEPATYPBL, 51 HACTAUBAIO HA TOM, YTOOBI C CYIECTBYIOIINM II0/I0-
>KeHreM OblI0 TOKOH4YeHO» (MopeB 2026: 204).

Kaxk 13BecTHO, «joOpble HpaBbl TUTEPaTypbl» — OFHO M3 YCTONYMBBIX
BBIpa’keHMI AXMaTOBOJA, MCIIO/Ib30BABIIEECS €0 [/ Alle/IALUMY K HOpMaM
nutepatypHoi atuku . HacunmbcTBeHHOe NuileHMe aBTOpa YUTaTeNbCKOIN
ayoMTOPMM, MCKYCCTBEHHOE BBLIFABIMBAHUE €rO B «yHYIUIMBYIO» Mapriu-

43 Kypcus mam. — IT M.

44 Cwm., Haripumep: «Korpga et mosBoHMIM U3 ,,J/InTepaTypHOIl ra3eTsl’, YTOOBI OOBACHUTD, YTO
pajy oImyO/IMKOBaHMSA CTUXOB Beprroibli, KOTOpble OKa3aauch 6ojee aKTyalbHbIMU, OHI
BBIHY>K/IEHbI IIePEHECT! CTUXM AXMaToBOI B JPYroil HOMep, OHa, He JIaB JJOTOBOPUTD, OT-
py6buna: .5l HukoMy He cobuparch mepeberaTb JOPOTY, 5 3HAIO, YTO TaKOe JJOOpbIe HPABBI
JuTepaTypsl,— u noecuna Tpyoky» (HaitmaH 1989: 43).
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HaJIBHOCTD, 110 bpofickoMy, HapyIIAaOT eCTeCTBeHHbIe MeXaHU3Mbl (DYHKIIN-
OHMPOBAHMS CTIOBECHOCT.

B HocsameMm xapakrep MaHudecTa 3asBieHuu bpoxckoro nnrara us Ax-
MAaTOBOJI B 1I€/IOM VMITIMLIMPYET BOCIPUHATDI OT Hee Bpomckum Kopmekc
nosefenua®®. OpraHmyeckoil ero 4acTbio ObIIO TpeCTaBleHNe O «Haf-
nonutndeckom» craryce [loara («Bblme mommTukyu u Bcero»*®). C Hava-
Jla 1920-X TOff0oB AXMaroBa CONPOTUBIISIIACH IOIBITKAM MCIIO/Ib30BAHNS
CBOMX TEKCTOB KaK MHCTPYMEHTOB B MONUTUYECKOl 6opbbe®’; o Tem ke,
B 0011jeM, COOOpaXkeHNAM B 1964-1965 TOfflaX OHA BO3pakajia 1 IPOTUB IIy-
6nukanuyu cTuxoB Bponckoro Ha 3amaze?®. VimenHo k ee ycTaHOBKaM BOC-
XOUT «QHTUIOIUTUYECKas» IO3ULMsA Bpopckoro, ycuaeHHass BO BTOPOIL
IIOIOBMHE 1960-X TOJOB 3CTETUYECKUMY Y TMYHOCTHBIMU PACXOXK/IEHNAMU
C BUJHENIIVMMM IPEICTAaBUTENAMU COBETCKON OIIO3ULMOHHONM KYJIbTYPbI
u B aMurpauyy chopmynupoBaHHasa UM B Buge bon mot: “The only thing
politics and poetry have common is the letter p and the letter 0” ([Heaney/
Brodsky] 1985).

Pemenne oTKpbITO (1IOf; CBOMM MMeHeM 1 6e3 OTOBOPOK O HEaBTOPM-
30BaHHOM XapakTepe IyOIMKalMif) [edaTraTtbCs Ha 3amajie HUKAK He CKa-
3a/10Ch Ha CTpeMJIEHNMM Bpopckoro mpTyu mM3OpaHHBIM «TPETHUM» IIyTeM:
TOTOBS B 1968-1969 Tofax s U3MaHNA B Hb}O—VIopKe cbopuuk Ocmaros-
Ka 6 nycmoviHe, BPOCKUIL, COIPOTUBIAACH BHEIIHUM OOCTOATENbCTBAM,
HABSI3bIBABIINM €My «IOJIMTUYECKNE» aMIUIya WINM «paba» WM «Bpara»

45 «AxmaroBa <...> OKasazia 6OJ/IbIIOe BINMsHME HA BpOfCKOro — B TOM CMBICTIE, KaK OH cebst
nepxxnt», — cuperenscrsosaina H. SI. Manpensiuram (Tuciu Ipoddep 2015: 38).

46 3ammch AxMartoBoit 1962 ropa (ur. mo: Tumenunk 1989: 22). Cp. Takxe C yAOBIETBOPEHNEM
3aHeCeHHbII AXMATOBOJI B 3aIMCHYIO KHIDKKY OT3bIB M. A. 3enkeBuya o IToame Ges 2epos —
«910 moBepx noymTuKN» (1961; CyBopoBa 1996: 134).

47 Cm.: Mopes 2026: 148-149. Cp. TaxKe, HaIIpIMep, 3aIich AXMaTOBOIT 1961 TOfja, TTOIEM3M-
PYIOIYIO C IIPAMONIMHENHBIM «IIOTUTUYECKMM» TONKOBaHMeM Teopruem VIBaHOBBIM CTMXOT-
BopeHus «Bce pacxuliieHo, pefaHo, IPOAaHo...» (1921), B KOTOPOIL OHa HAaCTauBaeT Ha TOM,
4TO MeTaOPBI TOTO TEKCTA €CTb «0OPA3bl YIIEBHOTO IMPOCBET/IEHNS I HUKAKOTO OTHOIIIe-
HUA K IOTUTUKE HE IMEIT» (CyBOpOBa 1996: 147) .

48 CMm.: Mopes 2026: 147-154.
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rocynapctsa®’, leMoHCTpaTMBHO — 1 B MOfI6Ope TeKCTOB ', U B CAHKIMO-
HUPOBaHHOM VM IipefucnoBuy Anaronus HajiMaHa — nuiaeT cBOIO KHU-
Ty BCeX MPU3HAKOB aKTyalbHON MOMUTUYECKO) aHTa>KMPOBAaHHOCTH, Ja’Ke,
Ka3aoch Obl, HEM30EKHBIX — TaK, CChUIKAa BpOfCcKoro nmMeHoBamach B Heit
«TIepUOIOM >XKM3HU, JAJIEKUM OT HI/ITepaTypbl»Sl. JOTIOTHUTENIbHYIO CMBIC-
JIOBYI0O HArpy3Ky 9TOT aBTOPCKHIT >KeCT mprobperan Ha (OHe M3JAHHOTO
IATBIO rofgaMu paHee 6e3 BeoMa bpopckoro coopHuka CmuxomeopeHus
U noambl C HaMEPEeHHO NonuTusMposaHHbIM npepucnosuem I. II. Crpyse
(«[Toat-,ryHespen;” — VMocud Bpopckuity).

ITa NpUMHLUNMANbHAS «PaBHOYHATEHHOCTb» bBpoxckoro m or odu-
11033, ¥ OT OIIO3ULIMOHHONM OOIIeCTBEHHO-TIOIUTNYECKO aKTUBHOCTH,
CKOJIPKO MOXXHO CYAMTb, YHUKAJIbHA B CBOel MocnenoBarenbHOCTH. JInTe-
paTopsl 6mm3koro Bponckomy Kpyra, B cepefyHe 1960-X OAO0B, HECMOTPSI
Ha KpuUTHUYecKoe oTHouleHue X cymectsopasiueii B CCCP monutnyeckoi
CHCTeMe U LIeH3YpHBbIe TPYLHOCTH, HacTpoeHHble (kak u Bpopckmii) Ha co-
LMaIbHYI0 NpOo(decCHoHANM3aLMI0 B paMKaX COBETCKON JIMTEPaTyPHOII
npakTuku (depes Bcrymrenue B npodrpymny u/wiu CII CCCP) ¢ navama
1968 rofa IpMHMMAIOT (B OT/IM4YME OT HEro, KaK y>Ke OTMeYa/och BBIIIe)
ydacTye B IIOAIIMCHOM KaMIIaHUY B 3aIUTY IIPecIefyeMbIX BIACTAMMU (B
YaCTHOCTH, 110 «JEeNy 4eThIPeX») akTuBMCTOB . XapakrepeH caydait Oynmy-
I[er0 COCTAaBUTENs CaMM3[ATCKOrO cobpaHMs IpousBeneHuit Bpomckoro
B. P. Mapam3snHa, ¢ 1962 rofa (kak 1 Bpomckuii) my6anKoBaBIIerocs B co-
BETCKOIT IeYaTy, «C 1965 I. — wWieHa IPO(COI3HOI TPYIIIBI TUTEPATOPOB
npu JIeHMHTPaCKOM OT/eneHn usnarenbeTsa ,,Cos. [lucatenss (Yannnse

49 «[...] mOYTH BCsAKOE rOCYHApCTBO BUAMT B CBOEM IIOAJAHHOM /MO0 paba, mi6o — Bpara»
(Bponckwmit 2001: VII, 63); Brepsbie B nepesosie Kapma ITpoddepa: “Says poet Brodsky, ex
of the Soviet Union: ‘A writer is a lonely traveler, and no one is his helper” (The New York
Times Magazine. 1972. Oct 1. P. 11).

50 Bpopckuit He BKIIOYMI B COOPHUK TEKCTBI, COAEpIKAlIyie IPsIMbIe TTOMUTUYECKIE CY)KIeHMs
Nn MOI'YH_U/[e 6I>ITI) JVICTOJIKOBAHHBIMM B ITIOJIMTUYECKOM CMBbIC/IE, — (<Pe‘{b o HpOTII/ITOM MO-
noke» (1967) n «Ilucpmo renepany Z» (1968).

51 H. H. [Haiiman A.] 3amertku st mamsitu (Bpozckuit 1970: 11). IToMeIeHHBIT B KHUT® TEKCT
AQHOHNMMHOJT (O4eBMAHO, M3JATENbCKOI) Ouorpadudeckoii crpaBkiu o0 bpopckoM, comeprka-
LMl YIIOMMHAHUS Cy/ia M BBICBUIKY, He ObUIL MM aBTOPM30BAH: CIIPaBKa COIEPXKUT (akTude-
CKyI0 OIMOKY, yTBEPKAasi, 9T0 B fiekabpe 1963 roma Bpopckmit 6611 apectosan (Tam ke: 5).

52 Cpenn «mogmycantos» 6bum 5. A. Topgus, b. b. Baxtus, B. H. Kopannos, B. I1. Tonsiues,
T. Benunosa u zp.
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1976: 93). MapaM3nH, OT UMeHM 0603HAYEHHOI HaMU BbIlle pedepeHTHOM
TPYIIBL 3asIB/IABIIMIL «[...] 51 ¥ MOM JleHMHIPafiCKue [Py3bsi BCEr[a Orop-
YeHMeM CMOTpE/IN Ha Iucarteseli, KOTOpble TTO3BOJINMIIN MCIIONb30BaTh ceOsl
B monuTi4eckoit Bosue» (Tam xe: 85), — B siHBape 1966 rofa HAINCA OT-
9acTV OTPAXKABLINWIT 3Ty MO3ULMI0 «MeTaINTEPATypPHbI» pacckas «TsHu-
TOJIKAl1», Tfle B CATUPUIECKOM CBeTe M300pasmi He TOMBKO COTPYSHMKOB
OpraHOB TOCOE30IIACHOCTIE U COBETCKIE IIeH3ypHbIe MEXaHV3MBI, HO 1 CO-
BPEMEHHOTO TCATENIS, CTPEMSIIIIETOCS BO YTO OBl TO HU CTAMO K CO3IMAHUIO
«HeIIeYaTHBIX» TEKCTOB, «IJIsi KOTOPOrO IIPUTSAraTelbHa UTPa OMACHOCTBHIO
caMma 1o cebe, 6e3 Hy>xabl» (MapaMsuH 1976: 40). C 1968 ropa mosuuus Ma-
paMsVHa PafiyKalTu3MpyeTcss — OH IOAINChIBAET OTKPBITOE KOJUIEKTHBHOE
NUCbMO C Tpe6GOBaHNMeM TIEPECMOTpPA IIPUTOBOPA TI0 «/IeTy 9eThIPeX» >, yua-
CTBYeT B PacHpOCTPAHEHUN MOIUTUIECKOTO CAMM3/IATa, IIepefaeT PyKOIN-
cy Ha 3amaf. 12 MapTa 1974 TOfja IPOTUB HEro BO30Y>KHAIOT YTOJIOBHOE €710
[0 OOBMHEHUIO B TOM, YTO «B IIEPUOJ C 1967 110 1974 I.I. MapaMsuH B Ie-
JSIX OC/Iab/IeHNst COBETCKON BIIACTU XPAHIIL, U3TOTOBJIS/L M PACHPOCTPAHSII
KJIEBETHIYECKIE MaTepUasibl, II0OpoYallie COBETCKOe obuectBo» (Yanmpuse
1976: 94), 1, TIOC/Ie TIOKASIHUA B Mevatn ?, 21 (eBpass 1975 rofia OCYKIAI0T
Ha IISITD JIET KOIOHUY CTPOTOTO PEXMMA YCIIOBHO, CTUMY/IMPYS K BBIE3AY U3
CCCP.

Mogenp myGIMYHOTO NTUTEPATypPHO-00IeCTBEHHOTO IOBefeHus: bpox-
CKOTO B 1965-1972 TOfaX — IPU BCEM CBOICTBEHHOM €MY, 110 BOCIIOMUHA-
HUSAM COBPEMEHHMKOB, KPaiiHEM aHTUCOBETU3ME™ — MOYKET ObITb Ha3BaHa,

6

BCTTeNl 32 aXMATOBCKOI, «OCTOPOXKHOI» *® 11 Ipec/iefiyeT Leib U30eXaTh OIN-

53 Cwm.: JINTBUHOB 1971: 303.

54 Cm.: «Vladimir Maramzine ,regrette davoir causé un préjudice a IEtat soviétique“», B: Le
Monde, 13 février 1975, 5; Muxatiinos, B. «Korga Hactymaer mpospetne», B: J/lenunzpadckas
npasda, 21 peBpans 1975, 3.

55 K mpuBeeHHBIM HaMIU CBUJIETENICTBAM Ha 9Ty TeMy (cM.: MopeB 2026: 310-313) 106aBUM
37lech KoJlopuTHOe BocriomnHanne M. B. Meiimaxa: «[...] BepHYBIINCD B 1969 TOAY M3 SUITHH-
cxoro (mwm KokTebenbckoro) Jloma TBOpUecTBa mucarernieil, KOTOPSI ,B Hece30H JIntdoHn
3II0JIHSI CIIY4aiTHOI ITYOIMKOIL, OH PacCKasal, 4To, KOIZiA B CTOTIOBOL, I7je OH CUJEI 3a CTO-
JIOM C IIaXTepaMi1, KTO-TO CTaJl YKaJOBaThCA Ha )KM3HEHHBIE TPYJHOCTH, 3aKOHUNB pedb BO-
mpocom ,,Korpa >xe HakoHerl y Hac 6yfeT HopMasbHas 13Hb?, Bpoxcknit orsetn: ,Korma
Hay, Kpemiiem Gyzet 3BesfHo-monocarsiit duars (Meiinax 2019).

56 Cp. B gHeBHukosoit samvcu 0. I. OxcmaHa 13 okTs16pst 1959 ropa: «O6pr9HO AHHA AHp|e-
eBHa] O4YEeHb OCTOPO)KHa B CBOUX IIOJIUTUYECKUX BBICKA3bIBAHUMAX, Oa>Ke KOraa FOBOpI/IT o
CBOEII CTpAIIHOI Cyabbe, O IPOIIeHHBIX TOaX HUIIETDI, TPAB/IN, TpeBor 3a Jley» (3aiilen
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CaHHOTO Bbllle (MM IIOZOOHOTO eMy) CLieHapusA JT0O0BOTO CTONKHOBEHMA
C rocymapcTBeHHOM MammHOM. Ilo Mbicium Bpopckoro, mosmmust «Bpara»
rocyzapcrsa (paBHO Kak ¥ MO3UIMSL «paba») HeM30€KHO MUIIAeT MICaTes
He3aBUCUMOCTH (HOMVHUPYIOLIEl B IePCOHATbHON aKCHOMOrum bpogpcko-
ro>’), mpeBpamas B UTOTe B IMIIEHHYI0 aTeHTHOCTY YKEPTBY — IOJIOKEHMe,
KOTOPOTO OH, YCBOMB aXMAaTOBCKYIO HJIEOTOTMIO U MeTaopuKy «Imobe-

purenbHOCTI» [loara («CroBo o IlymkimHe», 1961), cO BpeMEeHU BBICBUIKA

58

B HOpI/IHCKyIO CTpEMNTCA nusbexxaTb cam , a4 B naaneﬁ[meM IIpefINChI-

BaeT m3beraTb ¥ APYIMM, B TOM YNC/Ie BUSHEMIIMM aKTOpaM TOTALIHel
MOUTUYECKO) OMMO3UIUM COBETCKOMY pexXumy. Tak, 1o BOCIOMHUHa-
HuaAM T. M. JINTBUHOBOI, «B KPUTUYECKNII MOMEHT >KM3HI» ee IJIeMSH-
Huka [lasnma JInTBrHOBA, KOrfa (IO-BUAMMOMY, ITOC/IE BBIITYCKa 11 AHBaps
1968 roza B CBs3U C mporeccoM lamanckosa, [uu3bypra u fp. obpaeHns
«K MypoBoil 00IecCTBEHHOCTI») TOMY TpO3Mi apecT, «bpopckuit mpocun
ee IepefiaTh eMy IIOXKelaHue — ,He YyBCTBOBATDb ce0s XKepTBOIL » (LUT. T10:
Meitrax 2018: 836)°.

1990: 557). «O4eHb OCTOPOXKHOI» HasbiBaeT Axmarosy u L. II. Crpyse B mucbme B. A. ®u-
7MImoBy ot 18 deBpains 1965 rofa (Mopes 2026: 153).

57 Cwm. B mucbMe bponcxoro f. A. Topauny ot 13 uions 1965 roga: «bynp nesasucum. Hesapucu-
MOCTb — JTydlilee Ka4ecTBO, JIydlliee CTI0BO Ha Bcex A3bKax» (Tam xe: 42).

58 Cm.: Tam sxe: 118-177. XapakTepHa B 3TOM OTHoLIeHuu npepgnpunaAras JI. B. JlocebiM moct-
(hakTyM KOppEeKTHPOBKa /mTeparypHoit 6uorpadun MapamsnHa, IOC/Ie apecta U CeMuMe-
CAYHOTO 3aK/II0YEHN BBICTYIVBIIETO C IIOKAsSHHBIM 3asBJICHVEM He TONBKO B COBETCKOI, HO
U B 3aMaf{HON meyaTu (CM. TIPUM. 54), Ha Cy/e IONHOCTDIO MPM3HABIIETO BUHY 1 (aKTmde-
CKM IIPepBaBIIEro Ha JBAJLATh IIATD JIeT (O KOHIA 1990-X IOfi0B) MMCATENbCKYIO JeATeNb-
HOCTb, O YeM MM ¥ OBUIO 3asiB/IEHO B IOC/IEfHEM C/IOBe: «SI MHOTO yMall, s 3HAK0 Terepb,
YTO Tucath 5 Oombiue He 6ymy» (Hamipse 1976: 137). PeanbHas KapTiHa MMCATeNIbCKOI U de-
JIOBEYECKOII KaTacTPOQb! (TOTA/IBHOIO HOPAXKeHMs1) MOAMeHseTCsl JIOCEBbIM «T€POMIECKIM»
M1oM, Tie aKTOp COXPAHSAET JOCTOMHCTBO U YCIIEIIHO IPOTHBOCTOUT TOCYHAPCTBY: «Ba-
CTAM, YTOOBI COXPAHUTD JIUI0, HYXKHO ObIIO, 4T0ObI MapaMsiH XOTb KaK-TO Iokasnca. OH
aToro He caenain. 1 6bU1 B 3aj1e, Korga MapaMauHy IpefocTaBumy nocnegtee cnioso. OH He
[IPM3HABAJICA HU B KaKMX IpecTyIieHnsx. OH TONbKO CKasal, 04eHb TUXO: ,[Incarb 6osbiie
He 6yny“» (JIoceB 2004: 141).

59 CuMNTOMAaTMYHO 3asB/IEHME TOI JK€ «AHTUIIOMUTUYECKON» MO3UIMM B COYETAHMY C IIyII-
KMHMAHCKOI» cakpamusanuert craryca ITosata y Onmera OxanmkuHa, e[YIHCTBEHHOTO U3 II03-
TOB HeHVIHFpaHCKOi{ ((BTOpOi[ Ky)'II)TypI)I», I[eMOHCTpaTI/IBHO VIMEHOBABILIETO CE6H y‘-IeHI/IKOM
Bpogcxoro («VMocudy Bpopckomy», 1970) 1 mopaepxusasiiero ¢ bpoxckum (¢ 1967 roga
1o ero Bolesga n3 CCCP) gpyskeckue oTHomeHst: «[lo/mTuKa MeHs, KaK M09Ta, HE MOXeET
KacaTbcs, 100 9T0, Kak 3anosenan IlymkuH, He Hamle fienmo. Mbl — Lapu U TO/DKHBL KUTb
OJIHM, KaK OH COBETOBAJI, T. €. He MapPLIMPOBATh B HOTY CO CBUMHDBAMM. A IIONUTHKA Yallle Bce-
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CrencTBUeM 3TOV  IOCTIEROBATENIBHON «OCTOPOXXHOCTI»  bBpopcko-
ro CTamy — XONofHbIN npueM Ocmano8Ku 6 nycmoviHe 4acTbIO PYCCKOIi
SMMIPANY, TECHO CBA3AHHONM C MJEONOTMYeCKUMM IIPOTHBOCTOSHMEM
koMmyHU3MY®’, 11 UCKTIOUEHHOCTD ero Guorpaduueckux MepureTuii u3
IPaBO3AI[UTHOTO MOMNTUYECKOTO KOHTeKCTa Ha ponuue’’. Cioker «inte-
paryproro tpuyMda», peann3oBaHHbl bpoxckum Ha 3amaje, — Ha ¢oHe
Tparndeckux obcrositensctB ero ocrapiuxcs B CCCP ommoneHTOB (paH-
Heit rubenu l'ajaHckoBa B jlarepe 4 HOAOPs 1972 rofja ¥ MapryHAJIbHOTO
nonoxeHns ['ybaHOBa, BBIIABIIErO Jake M3 HECOBETCKOI IedaTy Ooree
ueM Ha JiecaTuieTne®” U CTaBIIero mocnre cMepTH B 37-€THEM BO3pAcTe
CUMBOJIOM «IIOTMOIIIETO JTUTEPATyPHOTO TIOKOIEHMs» *® 1970-X TO0B) — pe-
TPOCIIEKTUBHO CKOPPEKTHPOBA/I KAPTUHY CYLIECTBOBAHUS OYyAyILero HO-
Oenmara B COBETCKOI INTEPATYPHOI PeasbHOCTY 1960-X TOf{OB, OTPAHNYNB
cepy KOH(PIMKTHOCTM MCKITIOUUTENIBHO €r0 KOHTAKTaMy C OQUIO30M.
HexxenaHue OBITH «BparoM» rocyfapcTBa OBITO 3aCTIOHEHO PaBHOLIEHHBIM
nns Bpopckoro 1960-X — Havazma 1970-X TOZIOB HEXe/lTaHMeM ObITb ero «pa-
60M». ITO yIpOIEHHOE BUeHNE HY>KAAETCS B yTOYHEHWSIX, TO3BOJISIOIINX
MIOHATb HEOPMHAPHOCTD IUTEPATyPHOIL MO3ULUU BpoicKoro B BO3MOXKHO
0ortee MOTHOM MCTOPMKO-/IUTEPATY PHOM KOHTEKCTE.
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Dirk Uffelmann

»l...] ¢lovék predev§im nikdy neni jen produktem
vnéjsiho svéta“.!

Vaclav Havels prasidiale Rhetorik impliziter Konzessionen

Zusammenfassung: Dieser Beitrag untersucht die Entwicklung der Prisidialrheto-
rik des einstigen Dramatikers, Dissidenten, politischen Gefangenen und schliefSlich
Staatspréasidenten Vaclav Havel. Das Hauptaugenmerk liegt auf seiner ersten Fern-
sehansprache als neugewihlter Prasident der Tschechoslowakei vom 1. Januar 1990.
Damit riickt Rhetorik in einer politischen Ubergangsphase in den Mittelpunkt. Der
Verfasser widerlegt Martin Bermeisers irrefithrende Annahme von einer ,holis-
tischen Rhetorik“ Havels (2017). Im Gegenzug zum ethischen Wertbegrift Holismus
schlagt der Aufsatz eine genuin rhetorische Konzeptualisierung vor und fithrt Havels
Benutzung von concessio als anti-antagonistischer figura sententiae vor. Dies leitet
iiber zur Hypothese eines impliziten Modus von ,Konzessivitat', welcher in Présidial-
rhetoriken von Transitionszeiten dominiere, womit sich der Blick weitet fiir kiinftige

quantitative ,corpusrhetorische’ Forschung.

Kernbegriffe: Vaclav Havel; Prasidialrhetorik; concessio; Transition

1 ,Vor allen Dingen ist der Mensch niemals nur ein Produkt seiner Umgebung“ (tschech.
Havel 1990a: 3; dt. Havel 1990c: 54).
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Why quite so much velvet?
(Gellner 1995: 53)

Erste Prasidialreden

»Na$ prvni prezident napsal: Jezis, nikoli Caesar. Navazoval tim na Chel¢ického
i Komenského. Dnes tato idea v nés opét ozila“* (Havel 1990a: 3). Der derge-
stalt Zitierte ist der erste tschechoslowakische Staatsprasident der Zwischen-
kriegszeit, Toma$ Garrigue Masaryk (1850-1937), der Zitierende der letzte
tschechoslowakische Staatsprisident, Vaclav Havel (1936-2011), die auf-
gerufenen Vorldufer Denker der Bohmischen Briider. Den Rahmen dieser
Traditionskonstruktion vom frithen 15. bis zum spéten 20. Jahrhundert bildet
Havels erste présidiale Rede vom 1. Januar 1990, sein ,,Novoro¢ni projev 1990
(»Neujahrsansprache 1990% tschech. Havel 1990a; dt. von Joachim Bruss
u. Juraj Rehdk in Havel 1990c: 52-59). Die selbstgeschaffene Masaryk-Ge-
nealogie unterfiittern diverse biografische Parallelen und vielfache explizite
Beziige Havels auf Masaryk (Bermeiser 2017: 37f., 43, weiter dazu Gellner 1995).
Die prasidialen Fuf3stapfen, in welche Havel tritt, markiert er immer wieder
intertextuell, etwa in seinen im Sommersitz des tschechischen Prasidenten
gefithrten Hovory v Lanech (Gespriche in Ldny; siehe besonders das Vorwort
von Michael Zantovsky in Havel 2013: 17) in Analogie zu den von Karel Capek
mit Tomd$ G. Masaryk in kollaborativer Autorschaft niedergeschriebenen
Hovory s T. G. Masarykem (Gespriche mit T. G. Masaryk; dazu Artwinska 2024).

Ebenso wie zum ersten tschechoslowakischen Staatsprisidenten Masaryk
(Amtszeit 1918-1935) liegt zum intellektuellen und politischen Star der Wen-
dejahre Vaclav Havel {ippige Forschung vor. Diese wird gespeist aus der
Politikwissenschaft (Alamir 2003; Popescu 2012; Dalberg 2014), der Literatur-
wissenschaft (Pynsent 1994: 1-42; Danaher 2015; Danaher/Williams 2023) und
auch aus der Linguistik (Lampert 1992: 279-383; KufSe 2021). Dazu kommen
diverse wendezeitnah und postum entstandene Biografien (Kriseova 1991;
Simmons 1991; Keane 2000; Even-Granboulan 2003; Rocamora 2004;
Emmert 2012; Formackova 2013; Zantovsk}’r 2014; Williams 2016; Kaiser 2017;
Vopénka 2023).

2 ,Unser erster Staatspréasident schrieb: ,Jesus nicht César. Er kniipfte damit an Chelcicky wie
auch an Comenius an. Heute lebt diese Idee in uns wieder auf“ (Havel 1990c¢: 56).
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Die Welle an wendezeitnahen Biografien belegt die Relevanz von
politischer Transition fiir prasidiale Rhetorik, jene besondere Konstellation
bei Havels ersten Reden Anfang 1991 angesichts des Systemwechsels, mit dem
sie einhergingen bzw. den sie vollzogen. Daraus ergibt sich eine Frage aus dem
Feld der politischen Kommunikationsforschung: Herrscht in Havels frithen
présidialen Reden eine spezifische Transitionsrhetorik?

Abgesehen vom politikwissenschaftlichen und linguistisch-analytischen

Zugang dominiert in der politisch-ethisch ausgerichteten Forschung zu Havels
Reden ,Inhaltismus’ eine vom Havel'schen rhetorischen movere ,movierte’
Rezeption, fiir die ich stellvertretend Martin Bermeisers Emphase anfiihre:
»Havels politische Botschaften sind so ungewohnlich konkret, authentisch,
gehaltvoll, aufrichtig, emotional, [...] kurzum so ,poetisch; dass ein weltof-
fener Rezipient davon gleichsam nicht genug bekommen kann“ (Bermeiser
2017: 58). Daraus ergibt sich eine verbreitete weltanschauliche Uberfrachtung
der rhetorischen Analyse von Havels Essays und Reden, etwa in der Gestalt
von Bermeisers Philosophem eines ,ganzheitlichen anthropologisch-ethi-
schen Gebaude[s]“ (Bermeiser 2017: 59). Auch wenn die Havel'schen Reden
unbestritten wertebasiert sind (Kufe 2021: 87), darf die Attestation von Ethos
die Beschreibung der textuell manifesten elocutio nicht blenden. Leitend fiir
meine weitere Interpretation ist dementsprechend die Annahme, dass es in
der Havel-Forschung einer neorhetorischen Lesart bedarf, die sich auf die
Verfahrensanalyse des russischen Formalismus zuriickbesinnt und seman-
tische Dimensionen wie Moralistik und Transzendenzappelle (s. Wanitschke/
Erbrich 1994; Putna 2009; Danaher 2015) als Rhemata unter anderen verbucht,
aber ohne vorauseilende Emphase die Primirtexte erst einmal verfahren-
stechnisch auf der Ebene der elocutio beschreibt.

Vom Biihnenarbeiter zum Staatsprésidenten

Vaclav Havel, geboren am 5. Oktober 1936, entstammte einer grofibiirgerlichen
Familie. Diese Herkunft verbaute ihm nach dem kommunistischen Februar-
umsturz von 1948 den Zugang auf eine weiterfithrende Schule und zu einem
geisteswissenschaftlichen Studium. Nach dem Abschluss einer Abendschule
arbeitete Havel ab 1954 als Bithnentechniker an den Prager Theatern Divadlo
ABC und Divadlo Na zabradli, wo er sich zum Regieassistenten und Dra-
maturgen hocharbeitete und fiir die er ab 1963 seine ersten Theaterstiicke
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schrieb. 1966 folgte der Abschluss eines Fernstudiums der Dramaturgie an

der Theaterfakultdt der Prager Kunstakademie (Divadelni fakulta Akade-
mie muzickych uméni, DAMU). Seine dem absurden Theater zuzurechnen-
den Stiicke thematisieren die Entfremdung des Menschen in der modernen

Welt und iiben Kritik an kommunistischen Staatsliigen. Diese Theaterpoetik
pradestiniert Havel zum politischen Dissidenten, der auf dem I'V. Kongress des

Tschechoslowakischen Schriftstellerverbandes 1967 Kritik an der staatlichen

Zensur auflerte. Seine Theaterstiicke waren auf internationalen Bithnen in

Westeuropa zu sehen, aber auch in New York. Nach der Niederschlagung des

Prager Frithlings hatte Havel in der Phase der ,,Normalisierung® seit 1969 Pub-
likations- und Auffithrungsverbot. Seine Stiicke zirkulierten im Samizdat und

erschienen im Tamizdat bei 68 Publishers in Toronto und in deutscher Uber-
setzung bei Rowohlt in Reinbek bei Hamburg, wihrend Havel zu nicht-intel-
lektueller Erwerbsarbeit als Bierbrauer in Turtnov gezwungen war. Zusammen

mit Jan Patocka und Jifi Hajek war Havel Initiator der Charta 77. 1978 enga-
gierte er sich als Mitgriinder des Komitees zur Verteidigung der zu Unrecht
Verfolgten (Vybor na obranu nespravedlivé stihanych, VONS) fiir politische

Gefangene. In seinen politisch-ethischen Essays wie ,, Moc bezmocnych® (,,Die

Macht der Machtlosen’, 1978) formulierte er Kritik am In-der-Liige-Leben

im spiten Staatssozialismus (wie bei der Zensurkritik von 1967 und der Kon-
sumismus-Schelte ist er darin Aleksandr Solzenicyn vergleichbar). Sein dissi-
dentisches Engagement trug Havel drei Verhaftungen und Verurteilungen fiir
insgesamt knapp fiinf Jahre Gefingnis ein. Die ldngste davon, vom 29. Mai 1979
bis 7. Februar 1983, verarbeitete er in seinen autobiografischen Dopisy Olze

(Briefen an Olga, 1983). Zum letzten Mal wurde er am 16. Januar 1989 inhaftiert.
Nach seiner Haftentlassung am 17. Mai 1989 avancierte er, u. a. als Mitgriinder
des Biirgerforums (Obc¢anské forum), zum fithrenden Aktivisten der Samtenen
Revolution (Sametova revoluce) des Winters 1989/90 in der Tschechoslowakei.
Diese kulminierte in seiner Wahl zum Staatsprisidenten durch die Foderal-
versammlung am 29. Dezember 1989. Dieser grundstiirzende Umschwung in
seiner politischen Biografie (wie kaum ein anderer in den osteuropdischen
Wendejahren 1989/90) katapultierte den jiingst erst freigelassenen politischen
Hiftling ins Amt des neunten und letzten tschechoslowakischen Staatsprési-
denten (bis 20. Juli 1992). Vom 2. Februar 1993 bis 2. Februar 2003 amtierte er
fir weitere zwei Amtszeiten als erster Prisident der Tschechischen Republik.
Nach langer Krankheit starb Havel am 18. Dezember 2011.
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Das eingangs angefithrte Traditionskonstrukt von den Boéhmischen
Briidern tiber den ersten Staatsprasidenten Masaryk zu Havel selbst entstammt
dem ,Schwellentext® seiner politischen Biografie, der Neujahrsansprache 1990
(diese bildet den letzten Beitrag der Textsammlung Havel 1990b und den ersten
seiner prasidialen Redensammlung Havel 1991). Die Présidentschaft fithrte zu
einer Pause in Havels dramaturgischer Produktion von fast 20 Jahren von Zitra
to spustime (Morgen starten wir das, 1988) bis Odchdzeni (Abgang, 2007). Zum
Jahreswechsel 1990 stand der Literat und politische Essayist an der Schwelle
zur praktischen Politik. Dies gestattet die Hypothese von der Uberlappung
von literarischer und politischer Rhetorik in dieser ersten von insgesamt an
die 300 prisidialen Reden (Bermeiser 2017: 58), deren weltweite Beachtung
fitr ihren Verfasser absehbar war. Der erfahrene Schriftsteller bestimmt darin
das Maf3, an dem er als Prasident gemessen werden wird.

Havels Neujahrsansprache 1990

Eben noch Staatsfeind, jetzt Staatsprasident, kann Havel beinahe gar nicht
anders, als seine Rede mit antithetischer Rhetorik zu beginnen (,neni):
»Nase zemé nevzkvéta. Velky tviirci a duchovni potencial nasich narodu neni
smysluplné vyuzit. Cela odvétvi priamyslu vyrabéji véci, o které neni zdjem,
zatimco toho, co potiebujeme, se ndm nedostavd“® (Havel 1990a: 1). Dabei
positioniert Havel seine neue Rhetorik gegen eine vergangene alte Rhetorik,
jene der sozrealistischen lakirovka (in Klammern gesprochen: er benutzt ein
altes Tauwettermotiv):

[...] Ctyficet let jste v tento den slySeli z ust mych predchidct v raznych ob-
ménach totéz: jak nase zemé vzkvéta, kolik dal$ich milidénii tun oceli jsme
vyrobili, jak jsme v§ichni $tastni, jak véfime své vladé a jaké krasné perspek-
tivy se pfed nami oteviraji.

(Havel 1990a: 1)

3 ,Unser Land gedeiht nicht. Das grofie schopferische und geistige Potential unserer Nationen
wird nicht sinnvoll genutzt. Ganze Industriezweige stellen Dinge her, die niemand will,
wihrend es uns an dem mangelt, was wir brauchen (Havel 1990c¢: 52).
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Vierzig Jahre lang bekamen Sie an diesem Tag aus dem Munde meiner Vorgén-
ger verschiedenartig abgewandelt dasselbe zu horen: wie unser Land gedeiht,
wie viele weitere Millionen Tonnen Stahl wir erzeugt haben, wie wir gliicklich
sind, wie wir unserer Regierung vertrauen, und was fiir herrliche Perspektiven
sich uns eroffnen.

(Havel 1990c: 52)

Doch die anfingliche Antithetik weicht schnell einer Topik des Gemeinsamen
(»jsme“): ,Moralné jsme onemocnéli, protoze jsme si zvykli néco jiného fikat
a néco jiného si myslet“* (Havel 1990a: 1). Ja, der ,reluctant president* (Sim-
mons 1991; vgl. Rocamora 2004: 288) greift zum Selbstkritik einschliefen-
den (Barney 2024: 273), in seiner Generalisierung aber heiklen® Allquantor
(,vsichni jsme®):

Mluvim o nds v8ech. Vsichni jsme si totiZ na totalitni systém zvykli a pfija-
li ho za nezménitelny fakt a tim ho vlastné udrzovali. Jinymi slovy: vich-
ni jsme - byt pochopitelné kazdy v jiné mife — za chod totalitni masinérie
odpovédni, nikdo nejsme jen jeji obéti, ale vsichni jsme zaroven jejimi spo-
lutviirci.

(Havel 1990a: 3)

Ich spreche von uns allen. Wir alle haben uns namlich an das totalitdre System
gewohnt und dies als eine unabanderliche Tatsache hingenommen, wodurch
wir es eigentlich am Leben erhalten haben. Mit anderen Worten, wir alle sind -
wenn auch natiirlich jeder in einem anderen Ausmaf3 - fiir das Funktionieren
der totalitdren Maschinerie verantwortlich, niemand ist nur ihr Opfer, son-
dern wir alle sind zugleich ihre Mitschépfer.

(Havel 1990c¢: 53)

Diese Einschlussfigur nennt Martin Bermeiser 2017 ungliicklich ,,holistisch’,
indem er einen Bezug auf die ethische Zurichtung der spatantiken Rheto-

4 ,Wir sind moralisch erkrankt, weil wir uns daran gewohnt haben, anders zu reden, als wir
denken” (Havel 1990c: 52).

5 Daniel Kaiser schreibt mit Blick auf eine Havel-Rede vom 25. Februar 1990, dass ,,es sachlich
sinnlos war, die Schuld allen zu geben® (Kaiser 2017: 19).
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rik herstellt (Bermeiser 2017: 34f.): Es gehe ,[...] im Zusammenspiel mit
Havels politischer Beredsamkeit um die Herleitung einer holistischen Rhe-
torik als eines eigenstandigen Rhetorik-Typus, der dem Ethos des antiken
vir bonus-Anspruchs unter den heutigen Gegebenheiten und Erfordernissen
Rechnung trigt“ (Bermeiser 2017: 294f.).

Dabei hat Bermeiser zweifellos recht, wenn er die nicht-antithetische
Natur von Havels weiterer prasidialer Rhetorik festhélt (Bermeiser 2017: 310).
In Transitionszeiten sind présidiale Reden ,,nicht blof3 eine Frage der Stilistik
oder der emotionalen Performance®, sondern ein ,, komplexes Instrument der
Gesellschaft im Umgang mit politischer Ungewissheit®; sie widmen sich ,,der
Sicherung der politischen Gemeinschaft® (Nicolosi 2024: 65). Havel préisen-
tiert diese Ungewissheit, so meine These, unter Einsatz anti-antagonistischer
Figuren. In diesem revidierten Sinne ist Bermeisers Gespiir zwar zuzustim-
men, allerdings baut letzterer fiir eine technische rhetorische Beschreibung
zu viele inhaltliche Elemente ein. Wollte man Bermeister glauben, lasse ,,[...]
sich diese holistische Rhetorik wie folgt typisieren: Sie besteht aus Konstituen-
ten wertungsfreier ethischer Qualitdt einer Sowohl-als-auch-Position, die sich
in evolutiondrer Manier zu einem ,weltschitzenden® sprachlichen Komplex
verbinden“ (Bermeiser 2017: 326).

Nach meinem logisch-rhetorischen Dafiirhalten (wie demjenigen des von
Bermeiser kritisierten Karl Popper; Bermeiser 2017: 284) darf man jedoch aus
der punktuellen Verwendung des Allquantors keinen perlokutionir erfolgrei-
chen Holismus ableiten. Einen solchen gibt es ndmlich im linear-eindimensi-
onalen Medium gesprochener Sprache prinzipiell nicht, und auch Bermeiser
muss die Unkontrollierbarkeit der Rezeption jeglicher Rede einrdumen (Ber-
meiser 2017: 330). Die Wirkungsabsicht der (attischen wie postkommunisti-
schen) politischen Rhetorik lasst sich blof$ verfahrenstechnisch beschreiben.

Bezeichnenderweise fithrt Bermeiser gerade in Bezug auf Havels Neu-
jahrsansprache von 1990 vor, wie Havel mit ,, Abrechnung” beginnt, um dann
seine Gegner zu umarmen und anschlieflend wieder zu ,yverdeckte<r> Kritik*
und ,,subtile<m> Tadel“ zuriickzukehren, bevor er sich ,,nichtholistisch tiber
charakterliche Defizite <der Mafia>“ ausldsst (Bermeiser 2017: 339).

Triftiger als mit der nie abschlieflend zu definierenden Gedankenfigur des
Ganzen (Bermeiser 2017: 265) lisst sich — so meine rhetorische Gegenthese -
die Havel'sche anti-antagonistische prisidiale Rhetorik tiber die Satzfigur der
concessio, grch. mapopoloyia, dt. Einrdumung, Zugestdndnis (Lausberg 2008:
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425f., § 856) erfassen. concessio ist nach Heinrich Lausberg eine auf die Gegen-
partei bezogene dialektische figura sententiae (Lausberg 2008: 425, § 856). In
der Statuslehre bildet die concessio die ,schwichste Verteidigungsmoglichkeit®
(Nitsch 1994: 309), allerdings nicht aufgrund der Schwiche der eigenen Posi-
tion, sondern durch ein aktives Zugestdndnis und Angebot an eine (gedachte)
Gegenseite. In der Figurenlehre setzt die concessio das ,Eingestdndnis der
Richtigkeit oder Stirke eines gegnerischen Arguments® (Nitsch 1994: 309) um,
tut dies aber immer nur partiell (sonst entfiele jede Notwendigkeit weiterer
Rede; Lausberg 2008: 425, § 856). Entsprechend ist die partielle concessio fiir
nicht-fiktionale Texte die dominante Unterart (wahrend in fiktionalen Text-
sorten die ironische concessio vorherrscht; Nitsch 1994: 309).

Bei Havel finden wir die Satzfigur der concessio in geradezu sentenzenhaf-
ter, programmatischer Form: ,,Kdykoli mi nékdo o nas kategoricky tvrdil, ze
jsme taci nebo onaci, vzdycky jsem namital, ze spole¢nost je velmi tajemné
stvofeni a Ze nikdy neni dobré véfit pouze té jeji tvari, kterou pravé ukazuje“®
(Havel 1990a: 3).

Dabei stellt sich heraus, dass die Havel'sche partielle concessio nicht allein
das Gegenargument ein Stiick weit zulésst, sondern dieses auch nur teilweise
anfiihrt. Havel bedient sich namlich vorherrschend einer impliziten Variante
von Konzedierung, bei der das Gegenargument vorausgesetzt (logisch impli-
ziert bzw. prasupponiert), aber nicht ausgefiithrt wird (das wiére eine praepara-
tio im Sinne der antiken Rhetorik; Lausberg 2008: 424f., § 854). Grammatisch
zeigt sich dies etwa an Partikeln wie ,,nicht nur“ oder ,,doch®,” etwa in Bezug
auf den marxistischen soziookonomischen Determinismus, dessen Kenntnis
(und Wiedererkennen) Havel bei seinen Mitbiirger*innen nach 40 Jahren
kommunistischer Indoktrination voraussetzt:

6  ,Sooft jemand von uns mir gegeniiber kategorisch behauptete, dafl wir so oder so seien,
wandte ich stets ein, daf} die Gesellschaft ein sehr geheimnisvolles Wesen sei und daf3 es nie
gut ist, nur dem Gesicht zu trauen, das sie gerade zeigt“ (Havel 1990c¢: 54).

7 Es wire weiter zu untersuchen, ob Parenthesen in Havels Texten, wie sie Martina Lampert
analysiert, gleichfalls signifikant haufig zum Zweck von impliziten Konzessionen eingesetzt
werden. In diese Richtung weist Lamperts Schlussfolgerung, dass in Havels (von Maximi-
lian Schell stellvertretend vorgetragener) Paulskirchenrede vom 15. Oktober 1989 ,Re-
gulierend<e> Parenthetisch<e> Konstruktionen [...] einerseits zwar die objektive Geltung
der Sachverhaltsdarstellung relativieren, gleichzeitig aber auch zur positiven Assertion von
Sachverhaltsdarstellungen benutzt werden, so daf} sich ihre objektive Geltung noch erhoht®
(Lampert 1992: 382f.).
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[...] ¢loveék predevs$im nikdy neni jen produktem vnéjsiho svéta, ale vzdyc-
ky je také schopen vztahovat se k né¢emu vy$simu, byt by tuto schopnost
v ném vnéjsi svét jakkoli systematicky hubil; za druhé to je tim, ze humani-
stické a demokratické tradice, o nichz se tak ¢asto plané hovorilo, pfeci jen
kdesi v nevédomi nasich narodt a ndrodnich mensin dfimaly [...]

(Havel 1990a: 3)

Vor allen Dingen ist der Mensch niemals nur ein Produkt seiner Umgebung,
sondern er ist stets auch fihig, sich auf etwas Hoheres zu beziehen, wie sys-
tematisch auch immer die ihn umgebende Welt diese Fahigkeiten in ihm zu
vernichten trachtet; zweitens ist es so, daf$ die humanistischen und demokra-
tischen Traditionen, von welchen so oft leer geredet wurde, irgendwo doch
im Unterbewufitsein unserer Nationen und nationalen Minderheiten noch
geschlummert haben [...]

(Havel 1990c¢: 54)

Treffender als mit seinen vagen Holismus-Behauptungen schldgt Bermeiser
vor, das Voraussetzen einer anderslautenden Position in der Etymologie des
deutschen Verbs beriicksichtigen zu suchen:

Um (der Vollstandigkeit halber) die sprachlichen Sinnzusammenhéange zu ver-
deutlichen, sei erganzend erwdhnt, dass schon das addquate Verb ,berticksich-
tigen' die Sicht auf die Riickseite als Pendant der iiblicherweise (einseitigen)
Beachtung lediglich einer Seite (des Zweiseitigen) einschlief3t.

(Bermeiser 2017: 267)

Dabei erfiillen Havels concessiones Holger KufSes Zuschreibung der Postu-
late einer ,verantwortungsvollen Rede“ im Hinblick auf Implikation von
Gegenpositionen gerade nicht: ,,In der verantwortungsvollen Rede wird [...]
keine Werteharmonie suggeriert, sondern es werden Wertkonflikte [...] offen
artikuliert und handlungsentscheidende Priferenzen von Werten sichtbar
gemacht® (Kuf3e 2021: 89).

Selbst wo gegen Ende der Neujahrsansprache scheinbar wieder Anti-
thetik am Werk scheint (,,Pravé naopak: [...]“%; Havel 1990a: 3), setzt Havel

8 ,Ganzim Gegenteil“ (Havel 1990c: 55).
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eine implizite Konzession voraus (dass namlich Selbstbewusstsein zu Hybris
neige): ,jediné ¢lovék nebo narod v tom nejlepsim slova smyslu sebevédomy je
schopen naslouchat hlasu druhych, ptijimat je jako sobé rovné [...]“? (Havel
1990a: 3).

Diese Oszillation zwischen einer nicht oder allenfalls andeutend genann-
ten Gegenposition und dem eigenen Argument mochte ich als ,umgekehrte
Echternacher‘ Rhetorik bezeichnen: In Form von Prasupposition bewegt sich
der erstprasidiale Redner Havel zunédchst unausgesprochen zwei Schritte
zuriick, bevor er dann drei Schritte nach vorne macht.

Dieses Zuriick- und Vorschreiten erinnert an die tschechische Tradition
der paradoxalen Denkfigur einer antipolitischen Politik (Dalberg 2014: 102~
109; Popescu 2012: 105-134). Havels eigene Sicht von nicht-politischer Politik
ist von Masaryks positivistischer ,,Kleinarbeit“ (,drobna prace®) inspiriert,
welche der jiingere unter totalitiren Vorzeichen moralisiert. Mit deren Wie-
deraufnahme tragt Havel in einer paradoxen Bewegung ethische Anspriiche
in die (als rein technisch kritisierte) Politik des bloflen Machterhalts hinein
(Dalberg 2014: 110-116).

Prisidiale Inklusivitiat und deren Traditionskonstrukte

Einmal nicht diachron, sondern synchron betrachtet, stellt sich die Frage,
inwieweit die Havel'schen impliziten Konzessionen ein Unterverfahren eines
breiteren Verfahrensinventars von demokratischem ,Prisidialismus’ in der
Rhetorik darstellen. SchliefSlich geh6rt der Anspruch, der ,Président aller® sein
zu wollen, fast unvermeidlich zur Untergattung erste Présidialrede. Havel ver-
wendet ihn interessanterweise wieder nicht explizit, sondern expliziert dieses
Machtteilungsangebot einzig mit Bezug auf die Slowaken in der Tschechoslowa-
kei: ,,Jako Cech v prezidentském tiadu, [...], citim po rznych trpkych zkuge-
nostech, které méli Slovaci v minulosti, zvlastni povinnost bdit nad tim, aby
byly respektovény viechny zajmy slovenského naroda [...]“!° (Havel 1990a: 3).

9 »Nur Menschen oder Nationen, die im besten Sinn des Wortes selbstbewuf3t sind, sind fahig,
anderen zuzuhoren, sie als gleichberechtigt anzunehmen [...]“ (Havel 1990c: 55).

10 ,,Als Tscheche im Prasidentenamt [...] fiihle ich mich nach den manch bitteren Erfahrungen,
die die Slowaken in der Vergangenheit machen mufSten, besonders verpflichtet, dariiber zu
wachen, dafl alle Interessen des slowakischen Volkes respektiert werden [...]“ (Havel 1990c: 57).
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Die Schlusspassage von Havels présidialer Erstrede mit dem Komensky-Zi-
tat, ,einem der erhabensten Sitze der tschechischen Geschichte® (Zantovsky
2014: 398), zeigt dann allerdings, dass fiir ihn die Masaryk-Tradition (und die
Ubernahme von dessen Konstrukt einer humanistisch-demokratischen Tra-
dition von den bohmischen Briidern von Chel¢icky iiber Hus zu Komensky
und Havli¢ek im 19. Jahrhundert) wichtiger ist als der Gattungstopos: ,,Milj
nejvyznacnéjsi predchiidce zahdjil sviyj prvni projev citaitem z Komenského.
Dovolte mi, abych ja sviij prvni projev ukoncil vlastni parafrazi téhoz vyroku:
Tva vlada, lide, se k tobé navratila!“!' (Havel 1990a: 3).

Forschungsperspektiven

Es bleibt zu untersuchen, wie sich beides - der Gattungstopos von prasidialen
Erstreden, ,Prasident aller sein zu wollen, und das humanistisch-demokra-
tisch-biirgerliche (und damit implizit antikommunistische und antitotalitare)
Traditionskonstrukt — bei Havel im Laufe seiner zweieinhalb Amtszeiten ent-
wickelt und ob sich in der Verwendung der rhetorischen Satzfigur impliziter
concessiones etwas andert. Die dafiir notwendige Ausweitung des Korpus auf
idealerweise alle ca. 300 Havel'schen Reden als Staatsprisident ist an dieser
Stelle nicht zu leisten. Es wire zu testen, ob dafiir automatisierte, auch quan-
titative corpuslinguistische — oder eben ,corpusrhetorische® — Verfahren in
Anschlag gebracht werden konnten. Die Automatisierung corpusrhetorischer
Recherche wire jedoch keineswegs trivial, insofern Rhetorik nicht auf Gram-
matik (de Man 1979: 7f.), geschweige denn auf Lexik (Havels ,key words®;
Danaher/Williams 2023) reduzierbar ist und gerade Satzfiguren wie die con-
cessio syntaktisch und lexikalisch vielféltig reprisentiert werden, zumal bei
gewandten Schreibern und Rednern wie Vaclav Havel.

Erginzend zu dieser diachronen Perspektive auf die Entwicklung der
Havel'schen présidialen Rhetorik bietet sich ein typologisch-transitionsge-
schichtlicher Zugang an, der, wie von Rebecca Townsend (Townsend 2024:
2—-4) angerissen, nach Tropen und Figuren présidialer Rhetorik in Wende-
zeiten fragt. Als Parallelen wiirden sich hier, auch wenn kaum jemand eine

11 ,,Mein bedeutendster Vorginger eroffnete seine erste Ansprache mit einem Zitat von Come-
nius. Gestatten Sie, daf} ich meine erste Ansprache mit einer eigenen Paraphrase desselben
beende: Deine Herrschaft, mein Volk, ist zu dir zurtickgekehrt!“ (Havel 1990c: 59).
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Havel nahekommende Wortbeherrschung erreicht, einstige Oppositionelle
und spétere Staats- oder Regierungschefs wie Lech Walesa, Vytautas Lands-
bergis und Zoran Dindi¢ oder — auflerhalb des 6stlichen Europas — Nelson
Mandela anbieten.
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Wiener Slawistischer Almanach 96 (2026), 363-372
doi: 10.5282/px5eej95

Giinther, Hans: Andrej Platonov und das Absurde. Berlin: Frank & Tim-
me, 2024. 138 S. ISBN 978-3-7329-1122-6.

Wenn Hans Giinther tiber Andrej Platonov schreibt, hat auch ein Opusculum
den Charakter einer forschungs- und anschauungsgesittigten Synthese. So
schlank Giinthers Andrej Platonov und das Absurde (2024) ist, so viele Motive,
Kontexte, Parallelen, Typologien und Deutungsansitze fiithrt es in seinen
sechs, je circa zwanzig Seiten langen Kapiteln - Wiederabdrucken verstreut
publizierter Aufsitze - zusammen. Mehr noch: Hebt man den Blick, wird klar,
dass der Band in einer Reihe dhnlich komponierter Binde steht und sich mit
ihnen zu einer Art Platonov-Summe ohne Systemzwang zusammenfiigt. Zu
denken ist namentlich an Po obe storony ot utopii. Konteksty tvorcestva A. Pla-
tonova (Auf beiden Seiten der Utopie. Kontexte des Werkes von A. Platonov;
Gjunter 2012), Revolution und Melancholie. Andrej Platonovs Prosa der 1920er
Jahre (Glinther 2020) sowie die — ebenfalls schlanke - Einfithrung Andrej Pla-
tonow. Leben, Werk, Wirkung (Glinther 2016).

Der Band ist keine Monographie. Die Studien zu Platonovs Prosa und Dra-
matik der spéten 1920er und frithen 1930er Jahre sind lose unter dem Stich-
wort des Absurden versammelt, das im engeren Sinne nur auf das Vorwort
(5-7), das dritte Kapitel, ,,Zwischen Satire und absurdem Theater: Dramati-
sche Texte“ (51-70), und das fiinfte Kapitel, ,,Platonov - ein Absurdist wider
Willen (91-104), zu beziehen ist. Ein Essay {iber den Roman Cevengur und
Cervantes’ Don Quijote, eine Motivstudie zu musikalischen Motiven in Plato-
novs Erzahlwerk, schlieSlich Beitrage zur ,,Psychopathologie des Totalitaris-
mus® und zu den ,,Archetypen der sowjetischen Kultur® bei Platonov machen
von dem Begriff des Absurden lediglich okkasionell Gebrauch. Beispiele sind
Wendungen wie ,absurde Fehleinschitzung der Realitdt® (14), ,groteske
Satire, Absurditit und sarkastische Ironie“ (41), ,,absurdes Gerede® (57) oder
»absurde Lobreden® (75). Trotz dieser Beildufigkeit erweitert die Kategorie
das iiblicherweise mit Platonov assoziierte semantische Feld des ,Satirischen;,
,Grotesken;, ,Skurrilen’ etc. um eine entscheidende Dimension: Sie schafft die
Grundlage fiir Vergleiche von Platonovs Prosa und Dramatik um 1930 mit
dem russisch-sowjetischen Absurdismus (Obériu/Cinari: Daniil Charms,
Aleksandr Vvedenskij u. a.) einerseits und dem westeuropéischen Theater des
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Absurden der 1940er und 1950er Jahre (v. a. Eugéne Ionesco, Samuel Beckett)
andererseits.! Darin besteht die methodologische Innovation des Bandes.

Giinther versteht Platonovs Entwicklung in den 1920er und frithen 1930er
Jahren als ,Weg von der enthusiastischen Befiirwortung der Revolution zu
einer subversiven Haltung gegeniiber der neuen Gesellschaftsordnung® bzw.
als ,,zunehmende ideelle und dsthetische Divergenz zu der sich verfestigen-
den Ideologie“ (5). Diesem Deutungsmodell der Abweichung entspricht sein
Zugang zum Absurden. Nach Giinther bedingen das , Auseinanderdriften®
und ,,Auseinanderklaffen von Ideal und Realitit, ja die ,,uniiberbriickbare
Kluft“ zwischen ihnen Platonovs subversive literarische Welt der allgegenwir-
tigen Deformation und werden so zur ,Quelle des Absurden® (91). Daraus
ldsst sich folgern, dass Giinther, auf eine Begriffsdefinition konsequent ver-
zichtend, das Absurde klassisch als Differenzkategorie auffasst, wie es auch
Albert Camus (1985: 20) in Mythe de Sisyphe (Der Mythos des Sisyphos, 1942)
tut, wenn er das Absurde als « divorce entre '’homme et sa vie » (,,Entzweiung
zwischen dem Menschen und seinem Leben®) bestimmt. Wahrend Camus
diese Entzweiung existenziell versteht — wenn auch durchaus im Kontext der
franzdsischen Résistance -, postuliert Giinther fiir Platonov einen primar
politischen Begriff des Absurden.

Interessanterweise sah Giinther schon in seiner Dissertation tiber Das
Groteske bei N. V. Gogol' (1968) beide Dimensionen. So sprach er ganz im
Sinne des Existenzialismus von einer ,,als dimonisch oder absurd empfunde-
ne[n] Welttiefe” und zugleich mit marxistischer Sensibilitit von einer Absur-
ditdt, die ,,in der Moderne als menschengemacht und gesellschaftlich bedingt
empfunden wird“ (Glinther 1968: 55, 57). Die beiden Dimensionen sind kaum
voneinander zu trennen. Denn wenn das Absurde von einem grundsitzlich
korrigierbaren Fehler, zumal des exzessiven Biirokratismus, zu einer kiinst-
lerischen Qualitat und also zu einem Faktor der Form wird, kann es nicht
mehr von der ,eigentlichen’ Intention eines Autors getrennt werden. In diesem
Sinne unterscheidet Jean-Philippe Jaccard (1991: 52) zwischen einem Schrei-
ben iiber das Absurde und einem Schreiben des Absurden und bemerkt, ,,dass

1 Selbst die von Peter Urban herausgegebene Anthologie Fehler des Todes. Russische Absurde
aus zwei Jahrhunderten (Urban 1990), die einen sehr weiten Begriff des Absurden ansetzt
und etwa Anton Cechov, Aleksandr Blok, Vladimir Majakovskij beriicksichtigt, enthilt
keinen Text von Platonov.
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der Begrift der Entzweiung <Camus’ divorce> auf alle Ebenen eines Werks
ausgedehnt werden muss, damit es als absurd gelten kann®

Diese Schwierigkeit zeigt sich prototypisch in Andrej Platonov und das

Absurde. So schreibt Giinther einerseits, dass Platonov von einem faktisch
»absurden® System ,,in die Position eines Absurdisten hineingedrangt® (103)
worden sei, andererseits, dass es im sowjetischen Kanon nach 1930 ,.keinen
Platz fiir das Absurde®, d. h. fiir eine absurdistische Asthetik, gegeben habe (6,
104). Es fragt sich, inwiefern die Kategorie angesichts dieser stets neu zu ent-
flechtenden, teils kontriaren Wortsinne methodologisch hilfreich ist. Bei aller
Unvollkommenbheit - in der Forschung vielfach festgestellt seit Martin Esslins
einflussreicher Studie The Theatre of the Absurd (1961) — ist der Rekurs auf die
Begrifflichkeit des Absurden noch heute heuristisch produktiv, eben indem er
Vergleichbarkeit heterogener literatur- und ideengeschichtlicher Phanomene
erméglicht.?

Nach einem kurzen Vorwort (5-7) eréffnet das Kapitel ,,Don Quijote und
Dulcinea in der russischen Revolution: Platonovs Roman Cevengur (11-24)
den Band. Zwar operiert es nicht mit der Kategorie des Absurden, setzt aber
den Maf3stab fiir das Deutungsmodell der ,,Kluft“ zwischen Ideal und Realitit.
Es ist die Figur des Revolutiondrs Kopenkin, der bei Platonov einen wie bei
Cervantes mit viel erzahlerischer Sympathie begleiteten Kampf gegen Wind-
miihlen fithrt. Aus der Mihre Rosinante wird hier das Ross Proletarskaja sila
(Proletarische Macht) und aus der angebeteten Dame Dulcinea die - ermor-
dete - Rosa Luxemburg. Elegant fithrt Giinther die offensichtlichen und doch
bisher kaum thematisierten Parallelen und Aspekte der Stoffgeschichte im 19.
Jahrhundert vor Augen (Turgenevs Gamlet i Donkichot, Dostoevskijs Idiot)
(12-14, 22). Besonders aufschlussreich sind die politischen Implikationen der
intertextuellen Figurenkonstellation, darunter Rosa Luxemburgs Kritik an
Lenins Zentralismus, wie sie Platonov gleichsam an Kopenkins Wahn gebro-
chen und allgemeiner: durch Karnevalisierung getarnt in den Roman ein-
flechten kann (20-22). Zugleich werden komische Diskrepanzen in Platonovs
Ubernahme sichtbar, nicht zuletzt der Umstand, dass Kopenkin Analphabet

2 Esslin (1971: 179) selbst schrieb spiter tiber seine Studie: “[...] what I intended as a generic

concept, a working hypothesis for the understanding of a large number of extremely varied
and elusive phenomena, has assumed for many people [...] a reality as concrete and specific

as a branded product of the detergent industry” Zur Kritik von Esslins Buch in der neueren
Forschung siehe z. B.: Bennett 2024.
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ist und also ganz anders als Cervantes’ Edelmann, der von Ritterromanen in
die Irre gefithrt wurde, gleichsam ein Ritter ohne Skript ist (12). Am Ende
durchschaut Kopenkin zwar den ,Betrug des Cevengurer Kommunismus*
(20), ldsst aber im revolutionidren Kampf sein Leben. Glinther zitiert aus der
frithen Fassung des Romans Stroiteli strany (Die Erbauer des Landes) folgende
Uberlegung des Melancholikers Aleksandr Dvanov iiber seinen unglei-
chen Freund Kopenkin: ,,JKusup cama nHorja HemenocTs — u ee OUTb HAZIO
TOXXe 6e3yMueM: HeJIeIIOCTb Ha HeJIETIOCTh — MUHYC Ha MUHYC — HOTYYaeTcst
HeKOTOpbII Imoc (23; ,Das Leben selbst ist manchmal unsinnig - und man
muss es auch mit Unsinn schlagen - Minus mal Minus ergibt ein gewisses
Plus®). Diese Idee einer Authebung des Unsinns nach dem Prinzip der dop-
pelten Negation konnte als Motto tiber Giinthers Andrej Platonov und das
Absurde stehen, wobei entscheidend ist, dass im Ergebnis nur ein gewisses Plus
steht. Was Giinther (1968: 144, 279) in seiner Gogol’-Studie noch eher ratio-
nalistisch ,,satirische Vernunft® bzw. ,,satirisch-bewufstmachende Darstellung®
nannte, erweist sich als unmoglich: Die Deformation, mag sie auch politisch
bedingt sein, ist bei Platonov nicht authebbar, sie ist zur Form geronnen.

Das zweite Kapitel, ,,Musikalische Motive im Werk Platonovs“ (25-50),
ist ebenfalls kein direkter Beitrag zum Absurdismus. ,Wie man <Platonovs>
Texten dieser Jahre entnehmen kann®, schreibt Glnther, ,,ist er als enthusi-
astischer Befiirworter der Revolution und zugleich tief in der Volkstradition
verwurzelter Autor geradezu zerrissen von den gegensatzlichen Seiten, die er
nicht verséhnen kann“ (25). Es geht also auch hier, wenn anstelle der Kluft
von einem Riss die Rede ist, um ein unauflosbares Dilemma, das zur tragi-
schen Situation wird. Giinther zeigt, dass in Platonovs Texten der gesuchte
»Klang der Maschine® (Aleksej Gastevs masinnyj zvon) die alte ,,Klage der Kir-
chenglocken® nicht klaglos substituieren kann, sondern eine tiefe Trauer und
»Leerstelle“ hinterldsst (28, 32) — sehr dhnlich wie bei Sergej Esenin, kénnte
man hinzufiigen, der bekanntlich gar eine ,,sowjetische Rus'“ imaginierte,
ohne jemals in jhr anzukommen. Im Zentrum des Kapitels steht das Thea-
terstiick Sarmanka (Die Drehorgel, 1930/31), in dem ein Agitprop-Duo eine
improvisierende Drehorgel und einen doktrindr sprechenden Automaten in
eine Kolchose bringt, um wahrend der durch die Kollektivierung ausgelds-
ten Hungersnot bei einem Festmahl ,,aus dem Fett toter Knochen® (35) den
Aufbau des Sozialismus zu propagieren. Die , groteske Uberspitzung* (34) ist
hier das pragende Mittel. Des Weiteren bespricht Giinther zwei Erzdhlungen
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Platonovs aus dem Jahr 1936, ,,Moskovskaja skripka“ (,,Die Moskauer Geige®)
und ,,Ljubov' k rodine® (,, Die Liebe zum Vaterland®), also aus einer Zeit, in der
Platonov dem sozialistischen Realismus moglichst zu entsprechen versuchte
und dennoch nur sehr bedingt systemkonform blieb. Beide Erzédhlungen spie-
len auf dem Moskauer Tverskoj bul'var beim Puskin-Denkmal, was im Kon-
text der damals bevorstehenden pompdsen Jubildumsfeier zum hundertsten
Todestag Puskins ein Hinweis auf den positiven asthetischen Bezugspunkt
sein sollte, der mit dem Pugkin-Kult konstruiert wurde. In ,Moskovskaja
skripka“ ist eine magische Geige imstande, die ,,kranke“ Materie zu ,,heilen’,
d. h. die ,,Stimme des Raumes® (golos prostranstva) zum Klingen zu bringen
und, wie Glinther schreibt, ,Resonanzraume* zu entfalten, die den ,,urspriing-
lichen Wohlklang® der Materie restituieren (44f.). Dieser in der Tat positiven,
emphatisch organischen Asthetik und optimistischen Sicht der Potenzen der
Kunst steht der Pessimismus von ,,Ljubov’ k rodine® gegeniiber, in dem ein
Spatz nach seinem ,phantastischen Flug“ (47) in ein Land des Uberflusses
sich nach der Armut zurticksehnt und sein Freund, ein Musikant am Fufle des
Puskin-Denkmals, sich resigniert zuriickzieht. Den Kontext bildet hier Stalins
Kampagne gegen den Formalismus und Naturalismus in den Kiinsten, die mit
dem Pravda-Artikel ,,Sumbur vmesto muzyki“ (,,Chaos statt Musik®, Januar
1936) lanciert worden war (45). In diesem Zusammenhang wire es lohnend
gewesen, die Kategorie des Absurden bereits explizit einzufithren und die
Etymologie des lateinischen absurdus (,misstonend; ,dissonant’; vgl. Gérner
1996: 9) stark zu machen. Das Kapitel hitte sich so noch zwingender unter das
Leitthema des Bandes ziehen lassen.

Das dritte Kapitel, ,,Zwischen Satire und absurdem Theater: Dramatische
Texte®, unternimmt eine Lektiire der Stiicke Duraki na periferii (Dummkopfe
an der Peripherie, 1928), Sarmanka, Ob"javlenie o smerti | Vysokoe naprjazenie
(Die Ankiindigung eines Todes / Hochspannung, 1931) und 14 krasnych izbusek
(14 rote Hiitten, 1932) im Lichte des Theaters des Absurden. Um hier ledig-
lich eine der Interpretationen herauszugreifen: In Duraki na periferii, einer
Groteske tiber einen possenhaften, aber tragisch endenden Vaterschaftsstreit
in der Provinz, ,,erweisen sich die diimmlich-komischen Effekte als ein dem
behandelten Thema unangemessener Diskurs der kollektiven Verantwor-
tungslosigkeit, der in absurder Weise tiber den Fakten schwebt® (53). Es ist
vor allem der biirokratische Jargon, der hier ,absurde Bliiten® treibt (54). An
solchen Formulierungen sieht man, dass Giinther, obwohl er von Definitio-
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nen absieht, einen im Grunde normativen Begrift des Absurden voraussetzt:
Absurd ist das ,Unangemessene®, das den ,,Fakten® widerstrebende. Platonovs
Texten wird er damit gerecht. Die Frage ist eher, inwiefern eine derart ,referen-
tielle Bestimmung des Absurden die Verwendung der Kategorie noch als pro-
duktiv erscheinen lasst. Wenn der biologische Vater zum Schluss kommt, dass
er sich am besten ,,zur Seite liquidiert («ro s MMKBURMPYIOCH B CTOPOHY»),
spricht Giinther von ,absurder Verwendung des in jenen Jahren verbreite-
ten Schlagworts® (55). Ist die fiir Platonov charakteristische grammatische
Anomalie allerdings auch absurd? Zumindest ist zu bedenken, dass weder bei
Charms noch bei Vvedenkij, weder bei Ionesco noch bei Beckett dergleichen
grammatische Schnitzer eine wesentliche Rolle spielen. Vieles spricht dafiir,
in ihnen eine Darstellung des (Sprach-)Bewusstseins bei Platonovs revolutio-
néren Subjekten zu sehen. Zwar ist eine solche mimetische Referenzialitdt bei
den Absurdisten nicht schlechterdings abwesend, aber sie ist dann deutlich
opaker.® Auch das ,,Recht auf Ungliicklichsein® (57), das Giinther im Zusam-
menhang mit dem Verhungern des Kindes so eindrucksvoll entwickelt und
das selbstredend eine eklatante Abweichung von dem verordneten Optimis-
mus darstellt, ist eher ein antiutopisches Postulat als ein absurdes Faktum. Sei-
nen heuristischen Dienst - in diesem Fall: Vergleichbarkeit zu schaffen — kann
ein Begrift indessen auch leisten, wenn er, wie die Leiter, wieder abgeworfen
wird. Ein im engeren Sinne absurdistischer Topos wird in den Ausfithrun-
gen zu der Tragodie 14 krasnych izbusek erwéahnt: sprunghaft-unvermittelte
Gewalt. Giinther bemerkt zu Recht: ,,In der Schilderung derartiger Grausam-
keiten bertihrt sich Platonov mit der Poetik der Obériuten” (68, Fn. 73).

Das vierte Kapitel, ,,Psychopathologie des Totalitarismus® (71-89), nimmt
das Romanfragment ,,Makedonskij oficer (,Der makedonische Offizier®)
und die Erzahlung ,Musornyj veter (, Miillwind“) aus den Jahren 1933-1935
in den Blick. ,,Makedonskij oficer handelt von der Reise eines ,,hellenischen”
Hydraulikers in das von dem Despoten Oznij regierte Land Kutemalija zur
Zeit Alexander des Grofien, ,,Musornyj veter von einem deutschen Wider-
standskdmpfer namens Lichtenberg, der, in ein Konzentrationslager ver-
bracht, zum Tode verurteilt wird und zwar entkommen kann, aber am Ende

3 Man denke etwa an die moglichen zeitgeschichtlichen Beziige in Charms’ Elizaveta Bam
(1928), Vvedenskijs Elka u Ivanovych (1938) oder in Becketts En attendant Godot (1952). Fiir
eine Lektiire von Godot als Holocaust-Stiick siehe Temkine et al. 2008.



Hans Giinther: Andrej Platonov und das Absurde 369

verblutet, weil er einer verhungernden Frau ein Stiick von seinem Bein zu
essen gibt. Giinther gelingt es nachzuweisen, dass Platonov in ,,Makedonskij
oficer” unter keineswegs offensichtlicher Bezugnahme auf die Analysen der
Tyrannis in Platons Staat und Aristoteles’ Politik eine Psychopathologie des
Totalitarismus entwirft, die auf Masochismus beruht: Der groteske Enthusi-
asmus der Gefolgsleute des Despoten in ,,Makedonskij oficer besteht darin,
sich selbst bis zum Auflersten zu schinden. An die Stelle eines eigenstindigen
Denkens tritt bei den Untertanen von Kutemalija ,,die Performanz masochis-
tischer korperlicher Rituale (77). Demgegeniiber interpretiert Giinther die
Psychopathologie, der in ,,Musornyj veter Lichtenberg zum Opfer fillt, als
wesentlich von sozialdarwinistischem Sadismus getrieben (89). Der Prota-
gonist bezeugt im nationalsozialistischen Deutschland eine ,,Umkehrung der
Evolution®, die ,,Entstehung von Tieren aus Menschen® («mponcxoxpenue
>KIBOTHBIX U3 JIIofieit»), wie es in Platonovs Erzahlung heifdt (84). Die beiden
Totalitarismen stehen also Riicken an Riicken, sie konvergieren in grotesken
Korperkulten, die an die Stelle jeglichen eigenstindigen Denkens und jegli-
cher geistigen Betrachtung treten. Der Befund ldsst an Boris Pasternaks (200s:
658) Bemerkung tiber Nazideutschland und die Sowjetunion in einem Brief
vom 5. Mérz 1933 denken: «910 iBMXeHbs TapHsble [...]. ITO mpaBoe u 1eBoe
KPBUIbsI OJJHOI MaTepbsmcTidecKkoit Houn» (,Das sind gepaarte Bewegun-
gen [...]. Das sind der rechte und der linke Fliigel ein und derselben mate-
rialistischen Nacht®). Interessant ist dabei, dass die Bewohner des deutschen
Reiches bei Platonov eine ,einmiitige Herde“ bilden, die auch in Abwesen-
heit des Fithrers willfdhrig ist, wahrend der Stalin nachempfundene Despot
im Kutemalija permanent interveniert und seinen Palast umbauen lésst (78,
89). Absurd ist nach Giinther aber in beiden Fallen das Bestialische selbst; er
spricht von ,absurden und grausamen Rituale<n>“ (ebd.). Die Bestimmung
des Absurden wird damit bis zur Identifikation dem Grotesken angenéhert.
Sprachliche Aspekte spielen kaum eine Rolle.

Das finfte Kapitel, ,,Platonov - ein Absurdist wider Willen, kommt
zunichst auf Cevengur zuriick und bezieht sich aulerdem auf die Erzahlung
»Gorod Gradov® (,,Die Stadt Gradov®, 1927) und den Kurzroman Kotlovan
(Die Baugrube, 1930). Als Absurd erscheint einerseits die Vorstellungswelt
der Bewohner von Cevengur, namentlich ihre Obsession, die Sonne an der
Stelle der Menschen arbeiten zu lassen (92). Man kénnte diesbeztiglich von
einem ,phantastischen Absurden’ sprechen. Zugleich interessiert auch hier das
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biirokratische Absurde, eine ,,ins Absurde tendierende Philosophie der Biiro-
kratie“ (93). Aus ,Gorod Gradov“ stammt die Aussage des Biirokraten Sma-
kov, dass ,,die Welt offiziell durch niemand eingerichtet wurde und folglich
juristisch nicht existiert («ato Myup oduIianbHO HUKEM He YIPEX/EH, CTaI0
OBITD, IOPUANYECKN He CylLIecTByeT»), die bereits im Kapitel zum Theater des
Absurden zitiert wird (54). Ein ganz anderer Aspekt kommt mit Kotlovan in
den Blick - die ,Sinnsuche’ des Protagonisten Voscev und die Sinnsurrogate,
auf die er in seiner Umgebung st6f3t: ,Die Sinnfrage wird dadurch in dem
Roman auf immer wieder neue Weise ins Bewusstsein gehoben, schreibt Giin-
ther, ,,dass Vertreter der offiziellen Ideologie absurde und zugleich entlarvende
Ersatzbegriffe fiir die Termini smysl/istina anbieten® (97). So stehe im Zentrum
von Kotlovan die ,,Abwesenheit des Sinns® (ebd.). Das ist wiederum als Befund
zu Platonov plausibel. Im Vergleich mit Charms, Vvedenskij oder Beckett ist
Verlust von Sinn indessen nicht gleichbedeutend mit dessen Abwesenheit. Aus
der Sicht einer ,logique du sens (Gilles Deleuze) {iberleben die sprachlichen
Sinnkollisionen die existenzielle Sonnenfinsternis. Das ,Vorbeireden am rea-
len Leben®, das Giinther fiir die Helden von Platonovs Dramen veranschlagt
(101), ist sehr wohl charakteristisch fiir die ,,Minus-Kommunikation (Drus-
kin 2000 [1973]: 396) zumal bei Ionesco im ,, Anti-Stiick La cantatrice chauve
(Die kahle Sdngerin, 1950). Bei Vvedenkij sieht der absurdistische Denker Jakov
Druskin allerdings eine Kommunikation (oder ,Akommunikation’) am Werk,
die mehr als blof3 ,fehlgeht* und stattdessen neue Dimensionen von Dialog im
Zeichen des logischen non sequitur aufscheinen lasst. Ginther kommt dann
in dem Unterkapitel ,,Platonovs Konzeption des Absurden” (102-104) auf die
entscheidende Differenz zu sprechen und expliziert damit auch nachtréglich
die Semantik, die er selbst mit dem Konzept vom ersten Kapitel an verbindet:

Manifestiert sich in der Poetik eines Dichters wie Daniil Charms eine exis-
tentielle Erfahrung, die letztlich auf einen Nullpunkt des Nichts hintendiert,
so schldgt Platonov mit seiner angestrengten Suche nach der Wahrheit und
dem Sinn menschlichen Handelns eine diametral entgegengesetzte Richtung
ein. Das Absurde versteht er als krasse Abweichung von der Sinnhaftigkeit des
Seins, die von ihm prinzipiell nicht in Frage gestellt wird.

(102)
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Dieser Gegensatz spiegelt sich im Befund, dass der ,Gesellschaftsdenker® Pla-
tonov den ,offiziellen Diskurs von innen <zersetzt>“, wahrend die Obériu-
ten/Cinari die ,,Sowjetsprache” aus ihrer Welt radikal ausschliefen (103). Bis
zum Schluss ldsst Giinther dagegen offen, inwiefern das Absurde bei Platonov
nun den vorgefundenen Mangel oder doch die édsthetische Reaktion darauf
bezeichnet. Eher unbestimmt hilt er fest: ,Elemente des Absurden treten in
seinem Werk in dem Moment auf, wo eklatante Abweichungen des realen
Geschehens von seiner Weltsicht auftreten (104). Zwischen diesen Moglich-
keiten - das Absurde als Missstand vs. das Absurde als kiinstlerischer Faktor
- liegt die Aktualisierung der Kategorie in Andrej Platonov und das Absurde.
Das abschlieende Kapitel, ,, Andrej Platonov und die Archetypen der sow-
jetischen Kultur® (105-122), verschiebt die Optik noch einmal, man kénnte
auch sagen, es nimmt eine Vogelperspektive ein. Entworfen wird hier eine
Typologie von Platonovs Arbeit an der stalinistischen Mythologie, d. h. des
»eigensinnigen Helden®, der ,Viter und Sohne, der ,ambivalenten Weiblich-
keit“ sowie des ,,ganz anderen Feinds® In jeder Rubrik, so die Schlussfolge-
rung, enttauscht Platonov die systemischen Erwartungen auf drastische Weise:
seine Helden sind traurig statt frohlich, irren umher und bleiben dysfunk-
tional im Aufbau des Sozialismus, die Vatermythen seiner unvergesslichen
Waisen-Figuren und damit das Bild des ,véterlichen' Stalin sind stets ambiva-
lent, die Frauen deuten eine abenteuerliche, hochgradig synkretistische und
letztlich noch dem Silbernen Zeitalter verpflichtete sowjetische ,,Sophiolo-
gie“ an, das Feind-Mythem des sozialistischen Realismus schlief3lich bleibt
meist unbesetzt. Der Band kehrt so im letzten Kapitel zur Ausgangsthese von
der abgriindigen ,,Kluft® zuriick, die Platonovs Welt von der um 1930 sich
verhirtenden sowjetischen Mythologie trennt (121). Andrej Platonov und das
Absurde nahert sich dieser Kluft nach tiber vierzig Jahren Beschiftigung seines
Autors mit Platonovs Werk noch einmal anders: Das Buch umkreist die Kluft
als Faktum des Absurden. Fiir alle Interessierten ist es so — mit Vvedenskijs
Ausdruck - eine iiberaus inspirierende ,,Einladung zum Nachdenken®

Christian Zehnder
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Tennapmit Top (1907-1981) — JIeHMHIPaJCKMUII IIPO3aNK, PAacCKasbl ¥ poMa-
HBI KOTOPOTO, B OCHOBHOM (aHTaCTIYeCKOTO COflep>KaHMsI, OB M3BECTHBI
COBETCKMM YMTATe/ISAM HauMHas C 1960-X TofoB. Majo KTO IIOMHMJI NIPO3Y
T'opa BTOpOII MONOBMHBI 1930-X, OTPA3UBIIYI0 MHOTME (HOpPMaTbHbIE OMCKA
TOII TIOpbI; aHTU(POPMATNCTCKAs KAMIIAHUs aBTOPA HOYTH HE 3aTPOHYIIA,
HO, OY€BUIHO, IPMHY/IM/IA €70 K CUIBHOI aBTOLeH3ype. JImmb B XXI Beke
ObUT OITYO/IMKOBAH He M3JAHHBIN B CBoe BpeMsi pomaH [opa «Koposa» (rox
CO3JaHMsI 1930) U IepereyaTaHbl paHHNE, B PA3HOI CTEleHN SKCIIEePUMeH-
TaJIbHbIE PacCKasbl M OBECTH .

Ocoboe MecTo B >KM3HU I, KaK BBICHUIOCH, TBOpYecTBe [opa 3aHMMa-
na 6rmokana Jlennnrpaga. IIpoBens mepByio 6G10KafHYIO 3UMY B TOpOfe, B
ampere 1942 I. [op Ob1 3Bakyuposas B IlepMmckyio (Torga MomoToOBCKyIO)
0071acTh, T7le C MIOHsS TOTO TOfla Hadyaja CO3/laBaTb €IVHCTBEHHBIN B €ro
JKMU3HU TOITUYECKMIT LMKII, IPOJIEKABIINIT B SLIMKe ero pabovero crojia
710 Hayama HoBOro Beka’. ToNbKO B 2002 T. mucaTenb Asekcanup JlackuH,
3HaBIINMII [opa ¢ KeTcTBa, OMyO/MIMKOBA 23 CTUXOTBOPEHN I U3 L{UKJIA, IPek-
TIOC/IaB MM pacckas 06 MX aBTOpe U HEM3BECTHO IPaHM ero TBOpYecTBa’.
BrepBbie 607ee miy MeHee TIOTHOCTBIO IIMKIT BBIIIEN 1107 3arnaBueM «bjo-
Kafa» B BeHe — 3T0 ObUIO ABYA3BIYHOE M3JaHUE C IIePeBOJAMI Ha HeMell-
KT, KOMMEHTapusAMM ¥ Imybokoit crarbeil [Intepa Ypbana (Gor 2007). B
2011 I. 13 CTUXOTBOPEHNII VKA, IIOATOTOBIeHHble AHIpeeM Myxpaba 1o
PYKOIIMCHOI TeTpajy, XpaHsIIelicss B ceMbe aBTOpa, ObUIN HameyaTaHbl B

1 Top, lennanuit. Koposa. PomaH, pacckasvi. butos, Anppeit (npenmcn.). Mocksa: Hesasucn-
mas Tasera, 2001. Cregryer ewie HasBatbh cO6opHMK Pakynvmem uydakos (Cankr-IlerepOypr:
VIspaTenbCTBO KypHasIa «3Be3fa», 2004), KyAa BOLUIN TTOBECTb, JABIIAs HA3BaHNUe BCeil KHI-
re, ¥ aBTOPCKas MofbopKa pacckasos «KuBommco».

2 bmusxuit apyr Topa, nucarens JI. PaxMaHOB moMecTu B IIOCMePTHbIA o4epk o Tope, omy-
ONMMKOBAHHBI B 1984 T, YeThIPe CTMXOTBOPEHNA, HMKAK He 0003HAYMB MX MCTOYHMK (pe-
my67. B: Top 2021: 549-572).

3 JlackuH, Anexcanpp: «[op n mup; Top I <CruxorBopenusi>», B: 36e30a 5, 2002, 131-134, 135-139.



374 Rezension

©XKEeKBapTa/IbHOM ajJlbMaHaxe YHUBepcuTeTa TOPOHTO, B COIPOBOXKJECHUN
crarbu A. JlackuHa ¥ WUTIOCTpUpYloleir noasuto I'opa rpadpuknm I. Kan-
HermbcoHa?. B 2012 T. B usnarenncrBe «[mes» BBILIEN TIIATEIBHO MOATOTOB-
neHHblit Myxpgaba ToM, Kyga Bouuio 95 ctuxorsopernit (fop 2012); 3aTem
LMK ¢ JobaBieHueM BHOBb Hal[[EHHOTO TEKCTA BOIIET B COCTaB KHUTU
Topa O6puvisok pexu, BbImylieHHON HeTepbyprckum VsparenncrBom VBa-
Ha JIumbaxa (Top 2021). [Toasun Topa mocssitun sipkoe acce Oner FOpbes
(2008); mosiBuuCh crarby Vinbu Kykynuna (2019: 37-39), Ilerpa Cadponosa
(2019), Vrops Bposenko (2021); B kuure [Tonuusl bapckosoit Cedvmas uje-
n04b (2020) ctuxu [opa GBUIM COMOCTABIEHBI CO CTUXAMM APYTUX OOKaf-
HBIX II09TOB".

Ha done ynoMmsaHyToIt muTepaTypbl 0 6110KagHOM IyKie Topa MoHOrpa-
¢duueckoe uccnegoBanye Bacumucer llnnBap 3acnyxuBaeT 0co60ro BHIUMA-
Hust. OmpenennB B MPECIOBUN CBOE KHUTK T€MbI TOITUYECKOTO IVKJIa
Topa — «Terno, BpeMsi, (QHTM)OpraHyKa, CMeX, >KepTBOIPUHOIIeHNe», Bacn-
muca llInuBap paccMaTpuBaeT KaXk[yl M3 HMX B IJIABAX-«3CCE», KOTOPBIE
couetator B cebe «umonormueckuit u gpunocodckuit mopxons» (9)°. Takoe
SKaHPOBOE OIIpeJie/ieHNe aBTOPOM CBOETO MCCIIEIOBAHMSI TOBOPUT O TOM,
YTO KaXKfas IJlaBa MOXKET ObITh IMPOYTEHA OT/ENbHO KaK HEYTO 3aKOHYEH-
HOe, HO B CYMMe BCe pasfie/ibl KHUTU IPeTeHAYIOT JaTh Pa3Hble paKypChl B
0030pe 3asBJIEHHBIX TeM. VI36paHHOI (HOPMOIT ICCEUCTUIHOCTI aBTOP OC-

4 Toronto Slavic Quarterly 31, 2011, 239-268.

5 Ilpensapsisi HeGoOMbIIYIO, B YeTbIpe CTUXOTBOPeHUs, MoR6opKy lopa, cocraBuTenpHMIA aH-
TOJIOTMY TaK XapaKTepusyeT U MHTEPIPETUPYET 3aMbICET €T0 MOITIIECKOTO CBUETENbCTBA:
«91i cTHXM He GbUIM a[JpeCOBAHBI HU TeM, KTO IIepeXIT 6710Kajy, Hit TeM, KTO ee BOoOILe He
3Han (kak Orm3kue Topa), aTn cTuxm He 6bUIM OOpAILeHbI jake K CAMOMY IIOSTY, BBIPBaB-
HIeMyCFI n3 rOpOI[a, — OHM IIOBE€CTBOBAJIN /IMIIb OIIBIT HOFI/I6]_[II/IX st cCaMux HOI‘I/I6H_[I/[X»
(BapckoBa 2020: 155); «[...] Topa nnTepecyer [...] monbiTka onucanus [...] Tomona ¢ TOYKM
3peHust u3 6710KagHOro romogHoro Gesymms. To BupeHme, KOTOpoe HaM mperofHocuT lop,
BEPOSITHO, MOKHO HasBaTh O/IOKAJIHbIM CIOPPEAIM3MOM — 9TO BUfieHMe, M300paXkeHe pe-
aJIbHOCTH yKe U3 HECKO/IBKO JPYIOro M3MepeHysl, MICKA)KEHHOTO 9TOJ CaMOii PeabHOCTbIO;
«Top cTpemurtcs 3amedareBarb 670KajHOe co3HaHme MSHYTpu. CyObeKT ero CTUXOB BCeTAa
HAXOJWUTCS Ha TpaHy, B mporecce pacmaga [...] » (Tam xe: 160). lllects cTuxorBopennit [opa
6but BKIIOYeHbI BapckoBoit B pasgen «[1oasus» cocrasieHHOM et xpectomarun Brokada.
Csudemenvcmesa o nenumepadckoti 6noxade (Mockpa: Ponp «Kynbrypa sercrar» / Visparens-
CKMII IPOEKT «A u b», 2017, 126-129).

6 3mech u fanee Lydpbl B CKOOKAX OTCHUIAIT K CTPAHMLIAM PELIeH3MPYeMOro U3JaHMs.
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BoOOXKIaeT cebst 0T HeOOXOAMMOCTHY 0OOCHOBATH BBIGOP CTPATETUY IIPOUTE-
HIA, OCTAB/IAA UHbIe IIPUBOAMMBIE aHAIOTYM 3aBepIIATh YU TATEIIO.

Kpome mpoBeieHHOI HaJl IMKIOM pedIeKCUY, YHUKATbHOCTD PelleH3N-
PYeMOro M3JaHNs 3aKI0YAeTCs TAaKXKe M B TOM, YTO B HeM (DaKCUMMIBHO
BOCIIPOM3BeeHbl BCe PYKONMCHbBIe CTpaHMLBI LMK/IA. baarogaps stomy
Tellepb eCTb BO3MOXXHOCTb BMETb IIOYEPK aBTOpPA, CIEAUTb 3a €ro usMe-
HeHreM (pyTypuCTMYIecKOe OTHOLIEHNe K mMoYepKy lopy 6bUIO M3BECTHO).
Kpome Toro, oxasasoch BO3MO>KHBIM OOHapy>XUTb HeOOJbIINE IOTPELIHO-
cTH, fomylleHHble A. My>xaba mpy myOMMKaLuu CTUXOB B «IVMI€EBCKOM»
msgaHuy. Tak, B CTUXOTBOPEHNUM «A [eByLIKa TYT Ife CMesinach, IH0Ou-
na...» (Fop 2012: 43; Top 2021: 379) 5-s1 ¢ KOHIJAa CTPOKA JO/KHA YNTATHCH:
«3Bamace. Uro 6BUIO IeByHbeIl, [EBYOHKO» — TOrO TpeOyeT He TOIBKO
YCTOMYUBBIN METP, HO I PYKOIMCHBIN TEKCT, Ifie OTYETIMBO BULHBI I IIPO-
CTAB/ICHHBII aKI[EHT B CJIOBA «3BAJIACh», 1 «O» B CJIOBE «ObIIO» (114)”.

Omnupascy Ha upgero B. BeHbsimyuHa 06 «0COBpeMEHMBAHMMU IPOLIIO-
ro» (umr. mo: CaHmoMmpckas 2013: 11), llInuBap Ha HPOTSXKEHMU BCETO
UCCTIeIOBAaHNs He TOIBKO BCMATPUBAETCs B OeCIOINIaHble CTPAHMUIIBI «de-
JIOBEYECKOTO IOKYMEHTa» U OTAaeT MO/DKHOe MCTopuorpagum — UCTOPU-
KO-TTMTEPATyPHOMY 1 PUIOCOPCKOMY KOHTEKCTY, yKe OIpefieNMBIIeMY YN
IIPOJO/DKAIOIIEMY YTOYHATD TBOpYeckoe Lo l'opa, — HO U yHe/sAeT BHU-
MaHMe NPUHALIEKHOCTY TOPOBCKOTO LIMKIIA «IIeTePOYPICKOMY TEKCTY», U
3TO Ka)KeTCSl OYeHb IIOAOTBOPHBIM, IEPCIEKTUBHBIM:

Ecnu B «11eTepOyprckOM TEKCTe» PYCCKOIL IUTepaTypbl MacIITAOHbIe KaTa-
cTpoduueckie cOOBITIUA, YHOCSIIME XKI3H JIIOfell, B OCHOBHOM IIPeACTAI0T
6YHTOM HEMOKOPHBIX CTUXWIT IPUPOJDI, IPeX/ie BCero HaBofHeH N, To [op
MIOKa3bIBaeT IPYTyI0 CTOPOHY CTOTKHOBEHMS 4e/lOBEKa M IMPUPOJIBI, 3a7I0-
>KEHHOTO B YHIaMEeHT IOpoJia, — CMEPTEIbHYI0 CTUXUIO 371, VICXOMIALIEro
U3 4eJIoBeKa, 13 ero OecIoIafHOI HeCTPYKTUBHOI HATYPBI, Ilepef] KOTOPOIi

6eccuibHa TaXke IPUPOJIA — OHA CTOHET, TMOHeT, ncyesaer [...].

(1)

7 He nckmiodeno, 4To 3TOT MpOCYeT MPOMCXOAMUT U3 KHUIY, TEKCTHI /I KOTOPOJ TOTOBIU/ 1
HepeBOII Ha HeMeLKuil A3bIK leTep Yp6aH.
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Ilymaercsi, Bxmag moara Topa B crenuduky «merepOyprcKoro Tekcra»
3aKJII0YAeTCsI ellje U B TOM, YTO MM OTKPBITA HE TONBKO «CTUXMS 3714, VICXO-
Isljas OT YeloBeKa», HO U IIOMEIeHHOCTD Tela ¥ CO3HAHUA B 3aMKHYTBIE
IpefieNibl TOPOa-KPeIOCTU-TIOPbMBI, UTO ellje OOofIblile IPOSICHAET MBICIID
UCCTIeOBATE/IbHULIBL O JKUTee-0/I0KaHIKe KaK O «J SKepTBe, M Iasader»
(69), B OTHOIIEHNN KOTOPOTO (M K KOTOPOMY) OTMEHAIOTCA BCAKME IPak-
[AHCKUe, IPABOBBIE 1 ATUYECKUEe HOPMBI, a TAK)XXe MepecMaTpUBAOTCS TY-
MaHUCTIYECKEe 1 OMOIOrMYecKye MOCTY/IaThl. TaK, MBITAsICh Pa3BepHYThb
IMHAMUKY OXBaTbIBAIOILIETO GI0KaJHOTO 4ermoBeka Gespasmumuns, IlnmuBap
UCHO/Ib3YeT CBUAETEIbCTBA T€X, KTO MCIBITAT Ha cebe MYKM 3aTOYEHUs B
6/I0KMPOBAaHHOM TOPOfie CO CBOUMMU TOJIOfIOM, 3aMOPOXKEHHOCTDBIO, OfIIHO-
YeCTBOM: TaK, OKa3bIBAIOTCSI OY€HDb CO3BYYIHBI MBIC/ISIM MCCIIEA0BATe/IbHUIIbI
npuBeieHHble cmoBa xypoxHuka V. C. ImasyHoBa, mepexmsimero 61oka-
ny: «YOMBUTENbHAS JIETKOCTb IIEPEXOfia M3 OFHOTO COCTOSIHUS B JPYTOE.
O>XMBAIOT ¥ MaTepuannu3yloTcss o6pasbl MPOYUTAHHBIX KHUT, YBUIEHHBIX
mofieit, cobprtuii» (88)%. VI manbiue uccnemosatenpuuua npogomxkaet: «Ho
YeM [ajbllle, TeM ObICTpee YTPauMBaIOTCA KPACOYHOCTb, pasHOOOpasye 1
IUIACTUYHOCTD OLIyIeHuit. ,O4YNIeHHOCTh 000paunBaeTCsl ONMYyCTOIIEH-
HOCTBIO, ,,JTIPOMBITOCT  — Ge3pasmmarem» (Tam xe).

[InuBap coOCpefoTOYEHA HA «IPSIMOM, HAWBHOM, 3€pPKaJbHOM»
060CHOBAaHNM KapTUHBI 67T0Ka/IbI, IPEICTaBIIel «3PEHIIO0 PeaTbHOTO Ye/IoBeKa
B HepeanbHBIX 00CTOATENbCTBAX», Korfa «[...] B 67okagHoM JleHuHrpase, B
CUTYyaIMy abCOMOTHOTO 9K3UCTEHIINAIBHOTO YyKaca OH 6€30 BCIKIMX OTOBOPOK
U OTpaHIYEeHNII BIPYT 3aTOBOPII Ha [. .. ] sI3bIKe, IPUMEHUTEILHO K KOTOPOMY
HECKOJIbKO CTBI{HBIIT BOIIPOC 06 OTHOIIEHWSIX (POPMBI 11 COf€PYKAHIIS IIPOCTO-
HarpocTo He BcraeT» (FOppeB 2013: 54). ViccnenoBaTepHNIA TIOLIIA fa/iee —
B ITIyOb «abCcyprHOro (6ec)co3HaHN A, 3aCTPSIBIIETO BO BCE PACTATMBAIOLIEMCS
MTHOBeHUM cMepTi» (12). XapaxTepusys mnostudeckmit mup lopa —
«aHTVMMP OKaMEeHEBIIEero CjoBa KaMeHHOro (4eno)Beka», — IllnuBap
OIIpefiesIsieT 1 CBOVICTBA CAMOTO C/I0BA: OHO, TI0 MHEHMIO CCTIeOBATE/IbHUIIBL,
JIMIIEHO IPOJO/DKUTENBHOCTH, AeMeTadOpU3NpOBaHO, GIOKMPOBAHO, «OHO
OITYCTOILIEHO, HECIIOCOOHO NPUMHATH YYacTVe B COTBOPEHUM CMBIC/IA, €T
MO>XHO JIMIIb HacM/IbCTBEHHBIM 00pasoM, MeXaHMYeCKM ,IIpUAENaTh K

8 TIlpusenennas lllnmBap nurara — us kuurn C. fIposa IToscedHesHas xu3Hb 610kaoHozo Jle-
HuHzpada (Mocksa: Monozast rBapays, 2013).
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IIPyTOMY CIIOBY. OTO CTTOBO 6€3bA3BIKOTO UeTTOBEKOTPYIIa, 6€3yMHOT0 ypoza
HEeCKOHYaeMOTO aroKa/luIcuca. To MepTBoe CIoBo» (35); «[...] MepTBOE
c1oBo, — npogorpkaeT Llnusap, — TepseT cmoco6HOCTB K IepEBOIIOLIEHNUIO.
3acTbIBasA, OHO MHOT/A JiaXKe HECIIOCOOHO K MOPOXJeHNI0 MeTadop, OHO
ro7Ioe, OfM4ajIoe, THIIOe» (50), — Tak TONKyeT oHa cTpoku Topa: «K mecue
IpUMep3Iu cr1oBa» (U3 cTuxoTBopeHns «OBUANUIL, 3aBUAYIOLINIL OeTIKe. .. »;
Top 2012: 93), «HeTy B c/I0Be cepAla» (U3 CTUXOTBOpeHuA «B camy urpaer
MY3BbIKa...»; TaM Xe: 70). Co c/oBa CIMHANMA KYJIbTYPHOCTb, TaK Kak
caMa Kynbrypa ymepna. CoBo, IO HaOMIONEHMAM MUCCIENOBATETbHNIIBI,
MCCYIIAeTCsT; BBIOPOIIIEHHOE U3 PEKU-Pedlt, OHO yTPauMBaeT BO3MOXXHOCTD
3aK/II0YaThb B cebe BCIO BCEIEHHYIO B €€ )KMBOI M3MEHIMBOCTI, OKa3bIBACTCS
CIIOCOOHBIM TOJIDKO HA3bIBAaTb, OIMCBIBATh, MUMETHYECKM BOCCO3[aBaTb
Y’KaCHYIO JaHHOCTb, Ifie MacIITabbl OTMEHEHBI, TaK KaK 4eJIOBEK OKa3aJiCs
OTpe3aH OTO BCETo, aMIIyTUPOBAH ¥ B TaKOM PaculeHEHHOM COCTOSHUU
3amepT B 3aMKHYTOM HaI7TyX0 IPOCTPAHCTBE.

B cBere paccyxpenuit lllnuBap o ¢peHoMeHe 67I0Kafbl B IO3TIIECKON
kHure fopa oOHapy>KuBaeTcsi HEOXKMIAHHBIN CMBIC/IOBOI (pOH y pacckasa
JHanumna Xapmca «CyHIYK», Tepoit KOTOPOTo 3a/fyMbIBaeT UCIBITATh B cebe
CHJTY YKUSHU VI CMEPTU U JIJISL 3TOTO 3aj1e3aeT B CyHYK:

Bor Hayanock: 51 6onbllle He MOTY JbIIIATh, — JyMaeT 4eJIOBeK C TOHKOI
meert. — SI moru6, ato sicio! MHe yxe HeT criaceHust! VI Hu4ero BO3BBIIIEH-
HOro HeT B Moel ronose. S sampixaroch!.. Oi! Yro xe aT0 Takoe? Ceityac
YTO-TO HPOM3OLIIO, HO A He MOTY IIOHATDb, YTO MMEHHO. I 4TO-TO BupieN
iy 4To-To cnbimait... Oin! OnaTe yto-To nmponsounto? boxxe moit! MHe He-
9yeM ABImath. f, Kaxercs, ymmpar... A aTo emje uto Takoe? [Tlouemy s moro?

Kaskercs, y mens 6ot wes...°

(Xapmc 1997: 335-336)

3aesumnit B CyHAYK CaM PeLII HOABEPrHYTh Ce0s1 CTPAaHHOMY MCIIBITAHUIO
U TIepeXXII IyTaloliie MOMEHTBI CKOBAHHOCTH, 3aIIePTOCTH, 06e3aBIIKEH-

9 O6pas cynayka mospAercss u B cruxoTBopennnu Topa «Kymak»: «Mope cripsay B CYHAYK»
(Top 2012: 26), o noBoxy yero Ilmsap mumer B npuMedannsx: «Tpancdopmarys OTKpbI-
TOTO IPOCTPAHCTBA B 3aKPBITOE, YCYTYO/IAIONask YyBCTBO O€3BICXOfHOCTH, TECHOTDI, YAYILIbS,
pasBuBapomas Temy (He)CBOOOJBI, TPOCIEKMBACTCA B MapaJOKCAIbHOM CKATUM JIOKYCOB
neca, Mopst [...]» (92).
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HOCTM B Y3KOM IIPOCTPAHCTBE — TAaKOB 9KCIEPUMEHT XapMca, MOTYLINil
II0Ka3aTbCs CMELIHBIM. Y Topa eciiu 1 9KCIepUMeHT, TO CTaBAT €ro yXKe He
HaJ caMuMU co0OJl Te, KTO OKasaJCs JVMIIEHHBIM BCETO >KM3HEHHO HeoO-
xopymoro, — 1o Mmeiciu lInuBap, u >KM3HHU, M CMEPTHU, IIPOCTPAHCTBA U
BPeMEHU: 9TOT SKCIIEPUMEHT [OCTaBIeH TeMM, KTO CIUIAHMPOBa OI0Kazy.
«TpymHOOIpenenMoOe, 3a4acTyI0 MOYTU IMOTHOCTBIO OTCYTCTBYIOLEe IIPO-
CTPAHCTBO HeOBITVS, — IIMIIET MCCAefOBATe/IbHNIA O CUTyaluy OlIoKaf-
HOro, GJIOKMPOBAHHOTO CO3HAHMS, — COIPOBOXJAeTCs KIaycTpohoOHOI
aTMocdepoit 6e3bIcXofHOCTI» (11).

CroBo «6mokaga» yrnoTpebneHo B MOHOrpaduyt MHOTO pas, 1 He TOIbKO
B UCTOPMYECKOM, HO U B 9K3WUCTEHIIMATBHOM 1 MO3TUYECKOM cMbicre. Ka-
xercd, lllnuBap cama OKasanmach 3arMITHOTU3MPOBaHA TOV YXKacHOM peasb-
HOCTBIO, KOTOpasl OTKPBbIBAETCSA 3a CXKaThIM BBICKA3bIBAHNUEM II0IT4, 33 €ro
COLIEAIINM C YMa 3peHueM: o0paIasch K HOBelillell — B IIOC/IeHIe TOfIbI
OIyONMMKOBaHHON — McTOpHorpaduy 60Kafbl, MCCIefOBaTeIbHNUIIA CIIOB-
HO He BCerga MOXKeT OT[e/NaThbCsi OT MOpoKa (aKTMIecKOro Marepuana, B
Ka)KJIOM CBU[ETENbCTBE KPUYAILETO O «O/IoKaze CO3HAHMU» (14), «OIOKMPO-
BaHNM XXM3HU» (17), «O/moKaze [...] BO3BBIIIEHHOTO TYXOBHOTO», OIOKMPOBa-
HUY CaMOJI CMePTH, «OJIOKMPOBAaHHOM BPeMEHM CMePTI» (24)...

PaccmarpmBas cTMXOTBOPHBIN LMKII ['opa Kak «I3bIKOBOII 9KCIIEPYIMEHT,
OCYILeCTB/ICHHBIN B AYYLINX TPagULMAX IMO9THKM abcyppa» (13), llnusap
HAXO[UT ero VICTOYHUK He TOJIbKO B CO3[AHHBIX BOJHOI YCTOBMSIX He-BbI-
JKUBAHMS, HO M B XapaKTePHOM CO3HAaHMU >KNUTes Topona Ha Hese, Hesa-
BUCHMOM OT BHEIIHUX OOCTOSTENBCTB, — «KaTaCTPODUIECKOM CO3HAHUI»,
HeycTaHHO oxupawoiieM konna'’. Crpasennuso Bupis B oatnke Lopa mpo-
TO/DKeHMe 009puyTCcKoro Mupononumanus (06 stom mucamu u I1. Ypbas,
n O. Oppes, u A. My>xzga6a), llInuBap npennaraer paccMaTpuBarh 0/10Kaf-
HBIIl LMK/ KaK CBOeOOpasHBIN M3BOJ, aBaHTApAM3Ma, He PBYILErocs BIle-
pern, a OcosHaowIero cebs M03afyu — Y pasbUTOro KOpbITa M0ObIX Gopm
mporpeccusMa, B BBITPEOHOI sIMe COLIEAIINX C PeNbCOB MUPO3LAHUS U

10 B npmMevaHMsIX K 9TOMy MECTy CBOETO MCC/IEJOBAHMS aBTOPKA IPUBOAUT OOJBIION (par-
MEHT 13 MOCBAILIEHHOI MI(OIOITHYeCKOMY IPOCTPaHCTBY Topoia crarbu B. H. Toroposa
«ITeTepOyprckuil TeKCT PYCCKOI JIMTEPATypPbl», Ifie yYEHBI OLpele/sl ICUXOMOrIecKie
YepThI MEeTePOYPICKOro THUIA, IS KOTOPOTO «KaTacTpodudeckoe cosHaHue [...] crpamrHee
camoil KatacTpodsl. [locmenHss cHuMaeT Bce pasom, I Hepef Helo denoBek — la quantité
négligeable» (76).
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YeJIOBEYECKOTO C/I0BA; He MCK/II0YaeT MCCIelOBATe/IbHNIA U MePCIeKTHUBY
«HaI‘Y6HOI‘O HU3BEPXXEHNA CJIOBECHOI IIOTEHLI MM OT KOCMOTOHMNM K arOHUM»
(64) — TO ecTb ompoBepykeHus ['opom camoit aBaHrappHOI moaTuku. Cre-
Rys HabmomeHusM YpbaHa Hag TeM, 4To y [opa «I3bIK, KOTOPbIM Ha3BaHBI
BCe IIPOM3OLIEALINE Y>KAChI (IIPeaTeNbCTBO, Ipabex, YOUIICTBO, JaXKe KaH-
HUbAIN3M), IPOCT, HETIOCPECTBEHEH, Pe30K 1 KOHKpeTeH» (Gor 2007: 232)
U Bechb «pasroBop lopa ¢ camum co6oif U CBOMMU reposMIU [...] Ipoucxo-
IUT B aTMocdepe JIe[STHOTO 9K3UCTEHI[MATBHOIO OJJMHOYECTBA, OCTAB/IEH-
HocTu 6orom u mropbMu» (Tam xke), cepOckast MccefoBaTeIbHNULIA MATKO
OTKJIOHSIET He pa3 apTUKYIMPOBAHHOE MHEHME O TOM, YTO TBOPYECTBOM
II. Xapmca n A. BBeileHCKOT0 pyccKmit aBaHrapy, saBepumics. lnusap xots
U CKJIOHHA BUJETDh B OJIOKaHOM LyKjIe [opa peanncTidecKyio TeHAEHI[II0
(09T B3sI/T HA ceBsT CMEIOCTD OIMMCATD CIIETEBIINIT CO BCEX TETENb MIUP, UC-
II0/Ib30BaB ]IOCTyHHbIﬂ Ha TOT MOMEHT apCe€Han CO6CTB€HHOIZ HaMHTI/I), HO
HAaXOIMUT HEMAJIO NOATBEPXKACHMII TOMY, KaK KasaBlleecs] CAMBIM HEBEpOsAT-
HBIM U a0CYPAHBIM BBIMBICTIOM OBLIO OCYIIJECTB/IEHO B PEATbHOCTIL.

H.I}'H/IBap HEABHO, HO,[[CHY,[[HO BCTyHaeT B HOHCMI/IKY CO CBOMMM IIpepuie-
CTBEHHMKaMU, Ka>keTcs, B 0OCOOCHHO CYLIeCTBEHHOM J/Is Hee IIYHKTe — O
cBobope. OHa HaxoOAMUT yIIyb/IeHMe TeMbl HeCBOOOABI B obOpasax Mpupo-
Abl — B TOM, 4YTO TpagMIMMIOHHO CYMTAE€TCA BOIUIOLIEHMEM WAEN BbIXOAa,
TpaHCrpeccun. ViccmenoBaTenbHua, mpuberas K HEIPOCTBIM ¥ JaXKe My41-
TETIbHBIM IIOCTPOEHMSIM AraMOeHa, IIMIIET O «CTPAHHOM MeTapu3ndecKoM
IPOCTPAaHCTBe 6e3pasnnuims, HAOIEr0 CBOEOOPA3HBIN MapafoKCaTbHBII
B cBOOOIBI» (66), M YyTBEPIXKMAET, YTO YeTOBEK CTAHOBUTCA KePTBOH Jpy-
TOil, HEIPEABUJEHHON TPAHCTPECCUM — MUPA, YTPATUBILETO IPUBbIYHbIE
O4YepTaHUA M T'paHUIBL Fop, COr/1acHO BbICTpaI/IBaeMOI;[ B MCCIIE€NOBaHUN
VHTEPIIPETAIVIOHHON KOHIEIIIVY, B CBOEM II03TUYECKOM TBOPYECTBE Cle-
AyeT 3a 9TUM (aTaMUCTUIECKI IPEfOIPee/IeHHbIM PACIIa/iOM.

B oTimume OoT MHOIMX, IMCABIINX O KaracTpode B PeTPOCHEKIUN, Y
Topa mporjecc MEHTAaJbHOTO C/IOMa IIePeXMBAETCS TOYTH B HACTOALIEM
(cTMXOTBOpEHNA Ha- WM 3allJICaHbl yKe B 9BaKyaruu). JIupudyeckuii mep-
COHa>X Fopa BBICTYIIA€T CBUAETENIEM TOIO, KaK, B Xa]u/IIIeITepOBCKI/IX TEp-
MUHAX, MUP JMIIAETCST OBITUIICTBEHHOTO, OHTOJIOTMYECKOTO ¥ OCTAETCS C
CYILMM, OHTUMYECK)M, CKBO3b KOTOPO€ ITepecTaeT IPOCBeYnBarh ObITIE; KaK
U3 TO3TUYECKON pedr MCIapseTcsl IMEePEeHOCHOe 3HaueHne — OCHOBa Me-
TaQOpUKM — ¥ CJIOBO O3HAYMBAET IpenMeT 6e3 3a30pa, caMm XKe IpegMeT
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OKa3bIBaeTCsA TpaHCOPMUPOBAH, MCKA>KEH, He TOJIBKO HE COOTBETCTBYET
CBOEJI IPUPOJeE, HO M JIVIIVJICA CBA3Y C POJICTBEHHBIM M HE POICTBEHHBIM.
[InuBap moHMMaeT GUKCUPYEMBIil TIO9TOM pacIaf Kak AeliCTBYIollee pac-
4jleHeHJe Tejla, YTO IOfpasyMeBaeT ¥ KaHHMOanusM, u jnorogaruio (6yk-
BaJIbHO — «CJIOBOEACTBO»). VlccmenoBaTeIbHIIIA CCBUIAETCA IPU 9TOM Ha
MBICIb AJIOPHO, KOTOPYI0 MOXXHO C(POpMYIUPOBATDH TaK: CJIOBO LIEHHOCTHO
He MOXeT COOTBETCTBOBATb HIYEMY OTPUILIATe/IbHOMY, IHaue OHO MepTBeeT,
CTQHOBUTCH MEXaHMCTUYHBIM, KaK U Te 3aTAHYTble B CMEPTb, «KOTO He 3a-
TPOHY/IU MEPOIIPHATUA IO MEXaHUIECKOMY IPOLeCCy yMepLIBIeHUA» (95).

besycnoBHo, B uccnefoanuu IllnuBap ckasamach BO3pocuIash UCTOPHU-
YecKas M aHTPOIONOTMYEcKasi HeOOXO[UMOCTb OCO3HATh TPAaBMATIIECKOE
U KaTacTpodudeckoe B UCKycCTBe. Ee oOpaleH1e K CTPALIHOMY HEPUOAY
6mokajbl JIeHMHTpaga paclUIMPeHO MOCPEACTBOM IpUBIedeH s Huaocod-
CKOTO JVICKypca IO Ipefie/ioB OCO3HAHMs BCETro OIbITa BTOpoil MUpOBOI
BOIHBI Kak «(pabpukn cMepTu» (BbipakeHue B. H. Tomoposa) B obmemu-
poBom Macmtabe. Kpome Toro, Hauamo 2020-x — BpeMsA, B KOTOpOe CO3-
HaBajoCh MCCIIEOBaHMe, — Jalo, K COXKAJIeHMI0, HEeMajlo IIOBOJOB MJA
OIVIAIAbIBAHMSA Hasafl, Ha Tparmdyeckuii onbIT XX BeKa — OIbIT MCKAJIEYeH-
HBIX IIOKOJICHMII, BOCIPUATIE KOTOPOrO IIO3BOJIAET BCEMY IPOIIEALIEMY
«obpecty [...] BBICOKYIO CTeIleHb aKTyaJIbHOCT!», YTOOBI «OCOBPEMEHUTHb
mpouutoe». Otu Mpiciu B. Benbsamuza, untupyemole llnusap mo pabore
U. Canpomupckoit (11), Ha NPOTSKEHUM BCETO MCCIEOBAHUA PACIIMPS-
I0TCSL ¥ PaCIIPOCTPAHAIOTCA [JIA OIpefe/ieHNsA U YTOYHEeHUA TBOPYECKOTO
mmua Topa. «,J/ckynuts® — SHaYMT CHenaTb AeiicTBUTeIbHBIM» (CanHmo-
MUPCKas 2013, €. 10-11) — KaXkKeTcsA, 3TOT [eBU3-NPMHLNUI U ONpenessaeT
y lllnuBap cnenuduky nopgayy MaTepuana, TONKYeMOIO B €rO CTPallHO
offHO3HauYHOCTH. KOHTEKCT, K KOTOPOMY OOpalllaeTcsl MCCIeNOoBaTeTbHNIIA,
MaKCMMaJIbHO 3a0CTpPsAET IOCTAHOBKY IIPOO/IEMBI: OIBIT «OOKaJTHOTO de-
JIOBEKa» COMOCTABJLAETCS C OIBITOM Y3HMKA KOHILTAareps, A 4ero olnopoil
BbIcTynaeT KHura Jx. Arambena Homo Sacer. Umo ocmaemcs nocne Oceen-
yuma: apxus u céudemenv. lllnuBap HAXOANT OOLUIHOCTD YHUYTOXKUTETLHO-
TO OIIbITA >KepPTB Mapa/lIe/IbHbIX KaTacTpod B OIOKMPOBAHHOCTY HE TOIBKO
HEePBUYHBIX TTOTPEOHOCTEN XU3HM, HO M CAMOTO CO3HAHUSA, OTYETO CBUJIE-
TENbCTBO OKAa3bIBAaeTCH HealeKBAaTHBIM CBUMIETENILCTBYEMOMY M IOIPOCTY
HEBO3MOXXHBIM. OTTOrO HeT HMYETro YAMBUTEIbHOIO, YTO B KHNUIE BO3HM-
kaeT ¢urypa B. [IlasaMoBa C ero CTpalIHBIM T'yJTarOBCKMM OIBITOM. TeM
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CaMbIM [IOXOfATa CTAIMHCKOTO JIarepsa n MyCyIII)MaHI/IH11 arepAa HanuCT-

CKOTO HaXONAT CO3ByYMe B OJIOKaHOM dYernoBeKe. BrycepiBasg O10KaIgHBIN
1K1 [opa B KOHTEKCT «IUTEpPaTypbl O IEHUTEHIIVIAPHDIX CUCTEMaX», VICCTIe-
[OBaTe/bHIIIA HA3bIBAaeT Te OOIIMe XapaKTePUCTUKY, KOTOPbIe COBIAIAI0T
BO MHOTUX CBUJETENbCTBAX — «HACUIBCTBEHHBIE KAaTaJIeNICUsl BPEMEHU I
orpaHMYeHNe IIPOCTPAHCTBa» (65).

[IInuBap Tax OMMCHIBAET JIOTUKY IPEBPAIIEHNs YeTIOBEKA B «VM3MOXK/IEH-
HOe CYIIeCTBO €O CrOpOJIeHHOI CIIVHO M HOHYpPOI TOJIOBOVI, B JIMLe U B
I/la3aX KOTOPOTO He/b3s MPOYECTb M HaMeKa Ha MbICTb»'%: «3acTUTHYTHII
BPACILIOX JIMIIEHMEM CBOOOMBI 32 HECOBEPIIEHHOE NIPECTYIUICHNUE, YeTIOBEK
BBIHY)K/IEH CMEHUTDb HEPCIEKTUBY, OOPATUTLCS OT BHEILIHETO MUpa K BHY-
TPEHHEMY, eIVHCTBEHHOMY, Ka)XeTCsl, 3HAKOMOMY, TpouHoMy. OfHaKO 3TO
TOJIBKO BUJVIMOCTB. YXO/SI B Ce0sl, OH CTPEMUTE/IBHO IOTPYXKaeTCst B KaKu-
aHCKVe febpy Co3HaHMs: Ge3BMHHBIN MIPECTYIIHNK, He COBEPILIABIINIL Ipe-
CTYIUIEHVSI HaJi HEeCYILeCTBYIOLIEN >KePTBOJL, 3aK/TI0YEHHBI B CBOEM LOMe,
IpecyefyeMblii 3a caM (paKT CBOETO CyILIeCTBOBAHNS JBOVIHBIM HEBUAVMBIM
BparoM — COOCTBEHHBIM J YY)XXMM TOCYHApCTBaMM, HUKYEMHBI COM/AT B
abCcTPaKTHOM 6010 ¢ aBCTPAKTHBIM BPAaroM, COpachIBAIOLINM BIIOTHE Peasib-
Hble 6OMOBI, HEHYXXHBIII CTpaHe, OOIIECTBY, APYTY, CEMbe, BO3TIOOIEHHOI,
JIVIIHUI TOJIOAIOINIL POT, OPOLIEHHBIN B CHETY XXUBOI TpyI» (67), KOTOPO-
MY «HE/b35 yMepeTb» > — He 13 COOOPaskeHMit IO/ITa MY OTBETCTBEHHOCTI
Tiepes| KeM-TO WM 4eM-To', He pajiut Kakoif-To Myeu, YTOObI IOKIAThCA ee
TOP)KeCTBa; MCCIIeJOBATENbHIIA BULUT 9Ty HEBO3MOXKHOCTD HAITU YCIIOKO-
eHIte B CMEPTH B TOM, UTO OIOKMPOBAHO BpeMsi, OIOKMPOBaHa caMa CMEPTb.

IInuBap 3apgaeTcAs BOIPOCOM, IIOYEMY YBUJIEBIINMII BOOYMIO OyI0Ka-
ny JlenmHrpaja, CTONKHYBIIMICS BIUTOTHYI0 ¢ Kartactpodoit aBrop cru-

11 Aram0eH Tak OODBACHAET 9TO OHpefe/sAolee MOHATUE: «,MyCyIbMaHMH — Ha JIaTePHOM
CJIeHre Y3HMK, HAXONMBIINIICA B CTA[My KpPaiiHero (pM3N4ecKoro 1 IICMXMIECKOro MCTOLIe-
Hus» (AramGeH 2012: 34). B KHUTe COep)XNTCS ellle HEeMaIo yTOYHEHIIT 9TOMY CTPALIHOMY
Ppe3ynbTaTy MCTPeOUTENbHOM MOMUTUKMA. DTO SKAPrOHHOE OIpefieieHIie 3a1IMCTBOBAHO (u-
nocodom us kuuru [pumo Jlesn Kanysuiue u cnacenHole.

12 CroBa IIpumo JleBu ns ero kuurn Yenosex nu amo? NpuBORATcA B uccnefosanuy B. Im-
Bap Ha C. 68.

13 V3 cruxorBopenns «Js6yuika» (1942; Top 2012: 58).

14 B pacckase Topa, momemeHHOM B bokaoHoii kHuee AgamoBuda u IpannHa, ¢purypupyer sa-
MeuaHe: «5 BooOlIe IPOTHB C/I0Ba ,TepousM” B 9TUX YCIoBUAX» (AgamoBnd/IpaHuH 2014:
609), uutupyemoe 1 Ilerepom Yp6arom B ero nocnecnosuut k broxade (Gor 2007: 232).
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XOTBOpeHUII nmposank I'ennaguit Top fjan MMeHHO TaKoJ BBIXOJ, KOUIMApY,
npupaB eMy GOpMy ¥ B3pBIBUATOCTb MO3TUYECKOTO BbICKasblBaHUA. LMK
OBUI CO3/IaH B TO BPeMs — U JICC/IEOBATeIbHNUIIA YIUTHIBAET STOT KOMIIO-
HEHT, — KOIJla aBTOP HAaXOfIMJICA Y>Ke BHE OCa)XJIEHHOTO TOPOJia, B KOTOPOM
He OBIIO «MeCTa A/l MO3TUYECKOTO [TePeOCMBICTIEHNST (I TPOIeU3alnIL,
mna Metadopsl)» (CaHgoMMpcKas 2013 226), — B 3BaKyallMu, KOIfa MM
MOIJIO JBUTAaTh He CTO/IBKO >KeJlaHUe JOKYMEHTa/IbHO 3adUKCUpOBarh ab-
CYPA IPOMCXOJAIIETr0, CKOJIBKO JaTbh €My BBIXOJ, 13 cebs, TepaleBTUIeCcKN
ocBobouThCA. VM moTOM, MOCTIe BCETo, aBTOP, MEPEKUBIINIT KaK O7I0Kamy,
TaK U ee IO3THNYECKOe Iepe-TepeKuBaHme, Kak OyTo 3a0bI O CO3TaHHOM
nukse. Top, cTaBIINiT Ha 1B TOa IIO9TOM, 11 XOTel ObI 3a0BITh TO, Y€MY OH
OKa3aJICA CBUJeTeIleM, HO He MOT He BBIPAa3UTh 3TOrO, OTYETrO A3BIK €ro IHo-
9TIYECKOTO BBICKA3BIBAHNsI, BOOpABLINIT B Ce0s1 TPaBMY MUPA, MCKaIedIeH
U IIpefe/IbHO MMHUMAIVCTVYEH, a 4YacTble IIOBTOPbI HAHM3BIBAEMBIX IIO
HOPUHINITY KYMYAATUBHOCTU 006pa3oB U MOTUBOB, OJOOHO peBepbepalum
BOJIH, 00pa3ylT KOMOMHATOPHbIE MOJeNN, HAIOMUHAIE TO 11 60pboy
C ONOJEBAIOIIVMMY HABA3YMBBIMM MAEAMM, TO /M «BpalljaTelbHOE IBIIKe-
HUe gucTpodudeckoit Mpicim» (cnosa JI. Tunabypr ns 3anucox 6noxadHo-
20 uenosexa). Ilucarens Iennanguit T'op, cTaB >kepTBOI AUCTPOGUY TaMATH,
YMYIPWICS CHeNaTbcs HapylunuTeneM Ta0y Ha mpaBpy. O6 9TOM U rOBOpPUT
Bacuuca llInusap B MccrefoBaHny, 3aKII0YalolieM B cebe ITATD ITTaB-acce:

— «MepTBoe Teno (B) moa3mm», Ie CIOXKET, CBA3AHHBIN C S3BIKOBBIM
9KCIEPUMEHTOM II0 OfIePeBEHEHNI0 CI0BA, KOTOPOe He MOXET BOCCO3JATh
(parMeHTHPOBAHHOTO Te/la, COOTHOCUTCS KAK C «IIeTepOYPrCKUM TeK-
CTOM» B €ro GUIONOrn4eckoM 000CHOBAHUY, TaHHOM TOMOPOBBIM, TaK U
¢ xmaccudeckoit mudornorueit ot lecuopa u OBUus KO TOCTEIHNX BpEMeEH,
IpeBpaTUBILINX YelIOBeKa B KaMEHHOe CYIIeCTBO: IO HAOJIOIEHNI0 VICCIIEN0-
BareNbHULBL, [op QUKCUPYET CMEHY «KeIe3HOTO BeKa» «BEKOM-3BEPEM» —
«KaMEeHHBIM BEKOM HEMOTO 4YeioBeKa» (19);

— «BpeMs cMepTu», THe MCCIEOBATe/IbHNUIIA CTPOUT CBOJl aHANIN3 Ha
KII04eBbIX GUIOCOPCKUX M IMOITUYECKUX KOOPHUHATAX — BpeMeHU MU
IIPOCTPAHCTBA, Ha IIPEOfoJIeHNe KOTOPBIX CTONBKO CYUJI IOTPATUI UCTOPU-
YeCKUil aBaHTapy; CTPAIIHBII UTOr OJOKafHOM [eiCTBUTEIbHOCTY, KOT-
Ia MPOMCXORUT «abCOMIOTHOE YHMYTOXKEHNMe HafeXXAbl Ha Oynmyitee» (24),
«brmoKMpyeT<cs> BpeMs cMepTu». IuBap BUAUT HpPOSIBIEHME TOTAb-
HOII HeCBOOOIDBI «IOJIOr0 UeloBeKa» ONOKAfbl B «IIPeBPALIEHNN XM3HU B
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CMepTb», COBEpLIAIONIEMCS B «OJIOKMPOBAaHHOM aHTUMUpe» (29), Ifie CMBIC-
JIOBBIE CBSI3M PACLIATaHBI, [PUBBIYHBIE TPAHMI[BI MEXJY ONIO3UIVISIMI,
Ka3aBIIMMUCA BEYHBIMMU, PAa3MBITBI JM TepOif, MOMy4MB (HaHTACTIIECKYIO
CIIOCOOHOCTD IIpeBpalaTbCsi B MI00YI0 CYOCTAHIINIO, «ypaBHMBaeT B cebe
U co60it )XM3Hb U CMEePTb, BPeMs U IIPOCTPAHCTBO, COH 1 sBb, IIPABLY U
BBIMBICET» (27). B 9T0I I71aBe McCIefoBaTeNbHNUIA yAE/sIeT BHUMAHIE MU-
¢omorudeckort mpupoae MUPOIOHMMaHMs [opa, HAXOASI B €ro NUpuKe 3a
OYEeBMIHBIMM OTCBUIKAMM K 00pasaM IPOLIIOTO IIyOOKMIT CI0i apXeTHUIIN-
geckoro. Tak, BOgHas CTUXMs, peKa — 4YacTas FepOUHS CTUXOB OIOKaJTHO-
rO IIMK/Ia — He TOJIbKO COIPOBOXJAET TepOsi B XKM3HMU, HO U IIPOHUKAET B
HEro, OKa3blBasCh MHBIM IPOSIBJIEHNMEM CMEPTH, CIIOCOOCTBYIOMeil 3a6bl-
BaHMIO C/IOB, OTMEHBI X TBOPYECKOro IoTeHImana (3gech Ilmmsap ycra-
HAB/IMBAeT VHTEPECHYIO CBs3b OIOKAfHBIX CTMXOB lopa ¢ HEKOTOPBIMU
nostudeckumy mpospenusimu O. MaHpenpuiTama, B IIepBYI0 O4epenb C
«JlacToukoit»). ToBopss o chenuduke MpefcTaBIeHNsA IOITUIECKOTO Bpe-
MmeHM y Topa, TOHKO aHanMMsUpys cTUXoTBOpeHue «X0XOT B /ecy. Maza Ha
mocrty...» (Fop 2012: 38-39), MCcCIeROBaTeIbHNUIIA IPOCIEKUBAET MIPOLECC
IpeBpallleHNs TMPUYECKOro IIePCOHaXkKa B CJIOBO, «CIIOCOOHOE CTaTb YeM
YTOJHO, IPOHMKHYTh B CaMble pasHble MeCTa, IPeAMETHI, SIBJIEHNsI U TeM
CaMBIM pasMbITh /T00ble TPAHNUIIBL, YpaBHUBas B cebe 1 cOOO0Il XKXU3HD 1
CMepTb, BpeMA ¥ IIPOCTPAHCTBO, COH M SIBb, IPABJY U BBIMBICET; ABIAA
co00i1 COBOKYIIHOCTb MUpOB» (27). O6Mupanme cmosa, yrBepxxpaer Hlmm-
Bap, YpeBaTO OTCYTCTBUEM >KM3HEYTBEpXKAAIOLIEl TeKydecTH, Kak, IO ee
JKe 3aMevaHNIo, ObUIO y YMHApeil — B «CIMSHUM C XaOCOM, BeAyIeM K
BO3POX/EHNIO» (20), KOTIA YTPaIMBAETCs OHTOMIOTMYECKOE €JUHCTBO, II0-
pokpaeTcs: «pparMeHTanus MUpa 1, B NTOTE, PacIaji CO3HAHMUS 1 Tea» (19).
Ho petictButenbHo nmu cnoso y I'opa MmepTBo? OHO OIycTOIAeTCA, YIIOIA-
eTcs, KaK CKOpO HeMeeT CO3HaHMe, He CIpaB/IAolleecs C PacIoscaBIleii-
Cs1 PealbHOCTBIO; MOXKHO COITIACUTBCSI, YTO OHO TepsieT CBOe Marmdeckoe
BO3JI€IICTBUE, TAK YTO YCTAHOBKA Ha (OMBK/IOP — HA CKasKy, 3aK/IMHAHUE
C MHOYXECTBOM HOBTOPOB L{/IBIX C/IOB, OJHUX I T€X K& MOp(deM VIV OfiHa-
KOBBIX KYCKOB CJIOB (JICCIeflOBaTe/NbHMIIA Ha C. 26 Ha3bIBaeT a/UIMTEPALIVIO
M aCCOHAHC, TOMEOTENeBTOH M TOMEONTOTOH), Ha 3arajiKy, CUMTANIKy, —
BHOCSI B LMK/ YTO-TO CBEPX aBTOPCKOrO BUMIEHUs (TOBOpEHMs), MpeBpa-
IjaeT MHOTME CTMXM B YCWIMEM IIPEOf0/IeBaeMyI0 HEMOTY, 3a KOTOpOIl
C/IBILIATCST CTOH, YTPOOHBIE 3BYKM, IIA4, UCTEPUUECKUil cMeX... Heobs3a-
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TE€IbHO, YTO ITO YE€/JIO0BE€YECKME 3BYKI: KPUMYNT COJHIE, IUIAYET M CTOHET
peKa, KpU4InuT HO-6apaHbI/I PpaHa TOIIONA, HO CMEIOTCA, XOXO4YT TO/IbKO ITy-
raolye Iogobbs mofell — 6e3AyITHbIe IePCOHaXKM CTPAIIHOTO 6I0KaTHO-
TO TPOTECKa, a «PeKM U ropbl 6e3 cMmexa» (u3 ctuxoTBopeHUs «OTKpbITOE
JIeTO K HaM B OKHA MJeT...» [op 2012: 105); IpUpofJa, Ha TIOPOTe OKOHYA-
TE/ILHOTO 3aMUPAHNS TIOABEP)KEHHAs! PacHajy, KaK pacyIeHseTcsl YeloBe-
YecKoe TeJlo, «<aHTporoMopduaupyeTcs», HO 6e3 cMexa — UCKIIIOYUTEIbHO
4eJI0BEYeCKOI1 CIIOCOOHOCTY;

— rraBa «3abmonkuit u Top: OT OpraHMKM K aHTHOPTaHMKe» BBITEKAET
U3 MpoOIeMaTNKM IIPeNbIAYIell IIaBbl, TeM Oo/lee YTO OHAa OKaHYMBAET-
cst Ha Mpicu lInusap o6 yuntensax [opa — Xie6Hukose u BepHanckow,
®umonose n 3a60/I0IKOM KaK BBIPA3UTENAX aBAHTAPAHBIX U HaTypduio-
cockux upeit o s3blke — «IYXOBHOI 61ocdepe», 00befUHSIBIIEN HAYKY
" MCKYCCTBO /1A 60pb6bI CO CMEPTHIO, HO B I(p]/[SI/ICHbII?I MOMEHT NCTOpUN
IpefiaHHol cMepTH. VIMEHHO 3TOMY paKypCy yTOHMMYeCKOro, IOTHOTO Ha-
IeX]I B IepBYI0 TpeTb XX BeKa, IOCBsIIeHa 6O/bllas 4acTh I7IABbI, U 3TOT
pakypc mpuBoput IllnmBap K yOeguUTeTbHOMY COIOCTABICHUIO II093UU
3abomorkoro 1 moa3uu l[opa: «eAMHCTBO, B3aMMO3aMelljeH1e, MHOTOMN-
KOCTb, MOHAJIHOCTb» (45) — TaKue MPUHIIUIIBI Ha3BaHbI B KHUTE B Ka4eCTBe
O6IlH/IX A1 ABYX PAa3sHOBENIMKUX N IIapaJgOKCa/IbHO O6NMM3KUX apyr npyry
aBTopoB. IIpuBens crnosa fopa o moasyu 3a60/MOIKOTO, OOMIAfAOIIeil «3ITH-
HITEITHOBCKUM CBOJICTBOM 3aMeM/IATh BpeMsi» (48), aBTOp MOHOTrpaduu pac-
KpbIBaeT Ha 3TOM HAOMIONEHUN BHYTPEHHIOI JIOTMKY GTOKAIHOTO I[MKIIA:
0eCII0BOPOTHBIIT, 6€3BO3BPATHBIIT PacIafl, KOTOPOMY IIOf{BEPraeTCst YeJI0BEK
Ha BCEX YPOBHSX CBOErO CYIECTBA M CYLIECTBOBAHNS, MPEACTAET BBIHYX-
AE€HHBIM OTBETOM HACTOAILIEMY O69pI/IyTy — OTBETOM, Sa(i)I/IKCI/IpOBaBHH/IM
97IEMEHTAPHBIN CTpax 4eloBeKa Iepef; TONOTHON CMepTbIo, KOTZja efuH-
CTBeHHast MeTaMopd03a, KOTOpasi OCTaIach YeNOBeKY, — IPeBPATUTHCA B
KYCOK HeXXMBOII MaTepuM, a CJIOBY OCTAETCS JIMIIb «IIJIOCKO OTPaXKaTb Pyu-
HBI IIpeXXHeil opraHuKm» (51);

— HasBaHMe cregyomteli rnaBol — «Ilaradmsuxa cmepru» — Ilnuap
MOTUBNPYET, IPUBIEKasA 60raTon TpagIINI0 OCBOEHNSA CMENIHOTIO OT Ap]/[-
crorend, Mennnna u JlykmaHa fjo HOBelimero BpemeHu. KapTuna mmpa,
npefcTaBneHHas [OpOM IIOCPefiCTBOM pPacCpeJOTOYEHUs BCEX OPraHOB
BOCHPUATHUS, MOPOKAET CTPAHHBIN CMeX, «0eCCUIBHBIN Heper dpe3Mep-
HBIM 3710M» (53). PaccMarprBasi M3BOJ, CMEXOBOIT KY/IBTYPBL B 6/I0KafHOM I
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6moknpoBaHHOM cymectBoBaHmy, lllnmBap mpuberaer K Hay4IHO-UCTOPU-
veckoil MbIci M. BaxTuHa, 4TOOBI COIOCTABUTD [IEICTBME CMeXa B HeJaB-
HeM IIPOIIOM C NIOHMMaHMeM cMexa B CpejfjHIe BeKa, KOIla COXPaHANOCh
IIpefiCTaB/IEHNE O TOM, YTO MOXKET OBITH «CTpalllHee 3eMIN» (ajj, CMepTb,
3arpo6Hble BO3fasHuA u mp.), — «y Topa Bce Haobopor. Huuero crpam-
Hee IIPOVICXOJAIIET0 Ha 3eMye HeT» (53). Iloxkaiyit, B 9TOII ITTaBe IO CpaB-
HEHMIO C APYTUMM OTBELEHO OOJIbllle MeCTa BU3YaJbHOMY IUIACTY II093UU
Topa 1, KaK C/IefiCTBI€, TBOPYECTBY HEHEIIKOTO XY/OXKHIKA-TIPUMUTUBICTA
Koncrantuna ITaHKOBa, BBICOKO IIEHMMOTO IucaTenieM. B ycranoske Topa
Ha HaMBHOCTB, TyOOYHOCTb, BOOOIe XapaKTEePHBIX A/ aBaHrappa, LImu-
Bap CKJIOHHA MOHMMATb HPEACTABIIYIO Hepef I7la3aMy [03Ta He TOJIbKO
neMetapOpM3ALMIO C/IOBA, HO ¥ YIUIOIU[EHNE CO3HAHUS, BBIKA3BIBAIOLIETO
HECITOCOOHOCTD YIITH OT OJHO3HAYHOCTHM HENPEKPAIAIOIENiCs XXIU3HU U
HecKOoHYaeMoro ymupanus. CMex-0T4asiHye, 3aCTaB/IsONIINI CORPOraThCs
obesymesurero, nmpepcrapnsgercsa llInuBap TakyuM >ke MOIIHBIM ¥ XMTPbIM
VISl TMPUYECKOTo HepcoHaxka Topa mckycuTeneM, Kak cMepTb. Hepmapom
pasposHeHHBIe, paclajaloliecss KapTUHBI CMeIOLIerocst B KaTanerncuu (HO
BOBCe He CMEIIHOIO0) C/I0BA MCCIEOBATe/IbHNIIA ONIpefeNideT KakK cloppea-
nucrudeckue. OTTOro0 B KOHIle I7IaBbI BO3HMKaeT ¢urypa Pexe Homarts,
CBUJIETENbCTBYIONIErO U3 [IyOMH IOACO3HAHNS O BBIBOPOYEHHOCTHU MMpa
Hal3HAHKY;

— rmaBe «KepTBoIpuHOIIIEHNEe MOITUYECKOTO CIIOBa» aBTOP OTBOJUT
pO/Ib 3aBeplIAIOLIell, U B Heil TOBOPUTCSA 00 YHMKATbHOCTH He CTO/IBKO
YBUIEHHOTO, CKOJIBKO IepefaHHoro. CoCpefoTOUNBIINCD 3[eCh HA «CaMOil
TKaHM sI3bIKa», HAa IJTyOOKON CTEleHV PYMHMPOBAHHOCTH, «PAa3OPBAHHO-
ctu» croBa, [lnyBap ¢ukcupyer 3amedaTeHHYI0 I09TOM HEBO3MOXXHOCTb
MaMATH, KOTOpasi ObeTCA B Y3KUX, CY)KAIOIMIMXCA MpefielaX-TUCKaX «37ech
U ceifyac» — B OIOKaJHOM CO3HaHUM, B «COOCTBEHHOM Cepjlie, IIpeBpa-
TUBLIEMCs B TIOpbMY» (35). B Mupe (aHTMMMpe), rme «cMepth Oornblile He
obmazaeT CaKpaIbHOCTBIO», «SI3BIK HEMOTPELIMMO (PUKCUPYeT SI3BIKOBBIE
OTCTyIIeHUA» (68-69). «IImOoCKMIL, TOMBIL A3BIK IIOKAa3bIBaeT YMY HEIOCTHU-
>KUMble c(epbl YelOBeYeCKOro CYIIeCTBOBAHNSA, [...] I/le CaMBIM JXYTKNUM
OKasbIBaeTCsA KaK pa3 BO3SMOXXHOCTb aHTUOBITHA», — yTBepxaeT llmmBap
u npuberaet K ¢punocodckoit pedexcun ArambeHa, B3sABIIErocst 060CHO-
BaTh CHeM(UKY CBU/ETENbCTBA My4eHNKOB OCBEHIIMMA: TOIBKO CTABIINIL
»CYOBEKTOM [fie-CyObeKTUBauMu, — MPUBOAUT OHA MBIC/Ib UTAJIbIHCKOTO
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dumocoda, — «crmocobeH u HecrocobeH ckasatb» (66). «He-mup», «He-de-
JIOBEK», «He-sI3bIK» — IIPOM3BOJHbIE «MIUHYC-peabHOCTI» (TepMuH B. ITo-
IOpOTY, BBOAVMMBIN B JCCIIeflOBaHMe B IpuMedaHuu (95)), OTpUILAOIIeit,
YHMYTOXKAIoIlell Bce MpaBMIa M Lenn cymectBoBaHuA. «HeT cmepti»,
kotopomy lllnBap IpMBOANT IIOK KOHEL CBOETO aHanu3a moasun lopa, ou-
aMeTpaJbHO IPOTMBOIIOJIOKHO TPASUIMOHHOMY, IIyCTb I B aBaHTapgHOM
nsBopie: «Xpucroc Bockpec — mocnennsis Hajexpa» (BBemeHckuit 1993:
79). B 3aBeplieHye nccieoBaTeNbHNUIIA IaeT CBOK Bepcuio (pasyMeercs,
IPEJTIONOXNUTEIbHYI0, HO OTTOTO He MeHee MHTEPEeCHYI0), T0YeMy Ha Ipo-
TSDKEHUY CIeAYIOIMX MOCe 6I0Kajbl M BOVHBI AecATmneTuit Top mepkan
BeCh LIMKJI IOYTHU B IIOJTHOM CEKpeTe, OCO3HAaBasI He TONBKO «beccune CBO-
elf 1109311, OTBEYAIoIlell Ha KaTacTpody TOIbKO KaTacTpogoil», HO 1 CBOE
¢dusnyeckoe, a He MOITUYECKOE, BBDKUBAHME KaK «3aJI0KHIYECTBO <y> He-
BO3MOXXHOTO CBUJICTE/IbCTBA», KaK IPUHAIEKXHOCTb K homo sacer — «copy
ucropun» (73). VIMeHHO Ha NMOCIETHMUX CTPAaHUIAX MCCIENOBAHUA — U B
IpPMMEYAHUAX K HEMY, KOPIYC KOTOPbIX HaXOUTCA MOCIe OCHOBHOTO TeK-
CTa, — 4YNTATe/lb HAXOAUT OODBsCHEHMe OOleMy 3aIJlaBUIO: OCHOBBIBASICh
Ha ¢mwrocopun B. benbammuna u JIx. Aram6ena, lllmusap paccMmarpuBaeT
onbIT T'opa, BOIJIOTUBINNIICA B MOYTH HEBEPOATHBIN MOITUYECKUI LKL,
KaK SIpKMIT CrIef| «TOjIoi XusHm» (nuda vita), nopnexaieil 6e3HakasaH-
HOMY YOUJICTBY, HO HEOCTOJHOI OBITh IPMHECEHHOI B >KEPTBY; TaKYIO
XU3Hb BeHbsAMUH U AraMOeH MMEHYIOT «CBSILIEHHOI», a ee MOATMHHOTO
CyO'beKTa — «CBALIEHHBIM», MM «IIPOK/LATHIM», YesioBeKoM . BoicTpanBas
LIETIOYKY 13 B3aMMOCBSI3AHHBIX ¥ B3aMMOVCK/IIOUAIOIINX OBITUIICTBEHHBIX,
TBOPYECKUX M UX OTPULAIONIVX aKTOB (BBDKMBaHME — IIajieHNe — CBUJe-
TEeNbCTBO — yMupanue), lllnuBap ckOHHA BUIETh B NO3TUYECKOM BBICKA-
spiBaHMM [opa «HapymreHme obera MomdaHusA», «desacralisation of silence»
(74)"°. Tlokasapmmit HyTPO pacmajia, MPeBPANIAIONIEro YeNoBeKa B 6e3MOoIB-

15 Cp.: «[...] ZBOJICTBEHHOCTH CBSILIEHHOTO MBICANTCS AHATOTMYHO OTBEPXKEHIIO, KOTOpOe
BKJIIOYAET, UCKIouas» (AraMbeH 2011: 99).

16 3pech 3asBIeHA OTChUIKA K (umocodpuu B. ITogoporu, cefbl KOTOPOI B IPEKHNX PacCyk-
nennaAx IllnmuBap cTaHOBATCA O4YeBMIHEN, — B YAaCTHOCTH, B BOIPOCE O HEPa3JennMOCTI
CMEIIHOTO 1 YXKACHOTO, OTBPATUTEIBHOTO0, — 1 KOTOPask CTPEMUTCS OIPOBEPIHYTh IIPON3-
BOZIMMYI0 AraMOEHOM «CO(UCTNYECKYI0 UTPY B OHTONOTMYECKOE [OKA3aTeIbCTBO OBITHS»
(Ilogopora 2021: 410) 6710Kafbl — pamy MPeOfONIeHNs 000/ HEBO3ZMOXXHOCTI ¥ COXpa-
HEHNs CIOCOOHOCTU CBUJETENbCTBOBATDE: «CBU/IETENIEM ¥ eIMHCTBEHHBIM He MOIYT ObITb
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HOTO CBUETE/IS, KOTOPBIN OKa3bIBAETCSI MEPTB O COOCTBEHHBIN CMEPTH,
Top sacBupeTenbCTBOBAN 0E3BBIXOJHOCTD «3eCh M Ceifd4acy, Ty «Le3ypy
OpiTHs>» (BhIpakeHue Ilogoporn), KOTOPYI0 HOTOM IbITancs 3a0bpiTh. -
Bap OOHApY)XMBaeT, KaK paspylleHNe MUpa MPUBOAUT U K GIOKMPOBAHUIO
671oKa bl B co3HaHUM (64), ¥ K PYMHUPOBAHUIO CAMOTO «JOMa OBITVI», U K
IpeBpaIleHNIO ero B TIOPbMY (65), I K yTpaTe «HeCYIIeCTBYIOLIETO OpraHa
pedn, coOMpAIOLIero YeloBeKa Yepe3 TeJIO I YM U OTBEYAIOIIErO Ha ero COH
VLU BUJEHME O LIeJIOCTHOCTHU Mupa-cebs» (73).

['maBbl, M30MpaTeNnbHO OCBEIEHHbIE B 3TOM KpaTKoM 0630pe, copep-
JKAaTe/IbHO He TOJIbKO IMepeceKaroTcsi, HO M 3aXOfAT Ha TEePPUTOPMIO JPYT
IpyTa, 4eM OOHapy>XMBAIOTCSI HOBble OTTEHKU CTPAHHOTO, IIyTaIolIero, 6y-
mopakalero mnoarmueckoro nukaa lopa. Bacunuca Illnmeap, BcMaTpuBa-
ACh B OecIoIajiHble CTPAHMIBI «4eI0BEYECKOTO IOKYMEHTa», HO CTapasichb
AMUCTaHIMPOBATLCA OT MaTepuaa [ B3BElIeHHOIO aHa/I3a II09TUYeCKOro
CO3HaHMA/MBIIIIEHN A, M30BIBAIOIIETO OINBIT TOTAJIbHON 3aKPBITOCTH, 3aM-
KHYTOCTH, BO3BPAIlaeTCs K OFHMUM U TeM >Xe 06pasaM U MOTHUBaM 96 CTU-
XOTBOPEHMII IIPO3ayMKa, YTOObI OOHAPY>KMBATh HOBBIE TPAHU TOTO, UTO
BBIPUCOBBIBAETCA B KapTuHy «HempeacraBumoron.

Jymaercsi, umeHHO B criektpe ¢umocodpun Arambena, ApopHo, Bubn-
xuHa, [Togoporu cienyer 1cKaTh He TONBKO OObACHEHNSA CMBICTIA, 3aJIOKEH-
HOTO aBTOPOM JCCTIeflOBaHMs B HasBaHMe — «[lecakpanmsanys MOTYaHW»,
HO 1 OOLIYI0 HaIlpaBleHHOCTb paboTel IlInuBap, Gpuxcupyroleil nepexon
IPUBBIYHOTO MOJYCA >KM3HM UeJIoBeKa K TOMY, Ifie OMOJIorndeckoe mpesa-
JMpPYeT HaJ 4eJIOBEYeCKVM M KY/IbTYPHBIM: II0 MHEHUIO MCCIeHOBATelb-
HUIIBL, TI09T, U30paB [ «II03HAHMSA PACIIaTAHHOTO MUpa» «paJjKa/lbHble
S3BIKOBBIE MOAY/LALMN», «IPUHYXJIEH II0XXepTBOBAaTb c000I» «IIOf, HAIO-
POM Heue/lloBeYeCcKOro, CIMIIKOM HedesoBedeckoro» (8). B pabore Arambe-
Ha, TI0-BUAVMOMY, JIeTIIeil B KadeCTBe OIHOI 113 6a30BbIX /IS IOCTPOCHMUS
HInmBap, rOBOPUTCA O «JJELIEBONM CaKpanu3alyy» CTPALIHOTO OIbITA Y He
JKeNMAIOLINX YTO-MNO0 3HATH, IPOTUBOCTOSALIEN, IO MBICTK (pumocoda, Apy-
rOil «KpayiHeN MO3SULIMI» — >KEJIaHUI0 «IIOHATH CAMIIKOM MHOTO ¥ C/IMIL-

HU TQJIa4) U XKEPTBBI, HU BCe C/IyYaiiHble JPyrue, HO TOJIBbKO Mbl camu. VIMEHHO Halle He-
IIpepbIBHOE CBUJETENBCTBO O TOM, YTO OBUIO, KaK M modemy, OyfieT OTKasoM OT 3abBeHus,
yliep)KaH1eM BCero TOro, 4to npocnisiio HeBosmoxxubiM 1 HenpeacTaBuMbIM B TOPM30HTE
yenoBeyeckoro pasymar (Tam xe: 411).
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KoM 6bicTpo» (ArambeH 2012: 9). B mpormnBoBec 0003HaUYEHHBIM MOTIOCAM
cepOcKasi MccefoBaTeNbHUI[A HACTOMYMBO TOBOPUT O «JeCaKpanin3aiinm»
apXeTMHMYecKNX 06pasoB (HepeBo, /ec, peKa), YBA3bIBas 3Ty IONYCO3Ha-
TENbHYI0 YCTAHOBKY ITO3TA C epecMOTpPoM M orornu: csisb dpoca u Ta-
HaToca IpefiCTaB/IAeTCA B I'POTECKHBIX KapTIMHAX, OTChUIAIOIINX K pAaHHEMY
tBOpuecTBy H. 3abosmonkoro un BaxkHOI cocrapstiomeit moaruku H. Omeit-
HukoBa (12, 76). VccnemoBaTenbckas noruka BefieT Bacwincy Hlnmsap k
TOMY, YTOOBI YBUJIeTh B cTuXax [opa Takylo paboTy co CTI0BOM, B pe3y/bTa-
Te KOTOPOII CJIOBO 0OpeTaeT BOSMO>KHOCTb OBITH IIPMHECEHHBIM B >KEpPTBY, a
3HAQUUT — IPMOCTAHOBUTD, @ TO ¥ IIPEKPATUTD €T0 «CBAILEHHOCTH/IIPOKJIA-
TOCTb».
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Savva Mikheev
Pseudo-Glagolitic in Rus: Inscriptions and Manuscript Entries in
Which the Presence of Glagolitic Is Not Confirmed

Abstract: The article addresses the phenomenon of the misidentification of
the Glagolitic letters in Rus inscriptions and manuscripts. In approximately
a dozen studies from the twentieth and twenty-first centuries, certain signs
are erroneously identified as Glagolitic, turning out to be written in Greek
minuscule or Cyrillic script, or, in some cases, not representing letters at all.

Keywords: Rus, St. Sophia Cathedral in Kyiv, Glagolitic script, epigraphy,
palacography

Gennadij Zeldovicz
Eternity in Lyrical Text: Five Manifestations

Abstract: The paper explores the structure of time in lyrical discourse. It
argues that the lyrical time strives towards transcending its own nature, and
likening itself, at least in some respects, to eternity. Five strategies of such an
assimilation are discussed: (1) cyclization of the time; (2) claiming that two
contradictory events happen at the same time; (3) rendering time ‘vacuous,
devoid of events; (4) clusterization of referents; (5) the use of iterative verbs
with characterizing meaning. All of the listed artistic devices are to be found
prevalently in those fragments where the discovery of the most significant
truth occurs, hence they may be viewed as very exquisite foregrounding mark-
ers. This point is elaborated with reference to a selection of 100 poems.

Keywords: lyrical poem, focus of lyrical poem, foregrounding, eternity, time
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Oleg Zaslavskii

A Logical Paradox as Salvation. On Osip Mandelstam’s Poem “A Tailor...”
Abstract: Mandelstam’s poem “A Tailor...” contains a riddle that is not explic-
itly stated. The poem’s protagonist — a tailor sentenced to death - takes off
the measurements (presumably for his coffin) and remains alive. Why, then,
does he succeed in escaping death? This article identifies an irresolvable log-
ical contradiction in the poem: the subject of the measurements is a living
person, whilst its object is, in the future, a corpse. Consequently, the tailor’s
status (as both subject and object of the measurements) between life and death
becomes indeterminate, and the execution (which transforms the living into
the dead) loses its meaning. Also significant is the probable anagramming of
the author’s name, which (like the taking of measurements) constitutes an
action turned in on itself and prompted by the author’s presumed attempt to
save himself in a world of total terror.

Keywords: Osip Mandelstam, text interpretation, riddle, paradox, anagram

Evgeny Soshkin
“The Fall, or The Knowledge of Good and Evil” by Daniil Kharms:
From the Commentary on the Play

Abstract: This publication presents selected fragments of a detailed the-
matic and motif-based commentary on Daniil Kharms’s play The Fall or the
Knowledge of Good and Evil: Didaskalia (1934) and shows the work’s profound
connections with the twelfth-century mystery play Le Jeu dAdam (Ordo rep-
resentacionis Ade), the Russian rayoshnik verse tradition, and occult literature
that formed a significant part of Kharms’s reading.

Keywords: Daniil Kharms, The Fall, medieval theatre, free rhymed verse,
occultism
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Gleb Morev
“I am a poet, not a rebel” Joseph Brodsky in the Literary and Social
Context of the Second Half of the 1960s

Abstract: This article traces the development of Joseph Brodsky’s literary and
social stance, which took shape in the mid-1960s and was articulated in such
manifesto-like texts as the poems “The People” (1964) and “To a Female Poet”
(1965), as well as in a statement to the Secretariat of the Leningrad Branch of
the Writers’ Union of the RSFSR (1968). The ‘third’ path proclaimed by Brodsky,
which stood in opposition to both official servility and non-conformist rebel-
lion against the state, led to clashes not only with the official institutions of
Soviet literature but also with the currents opposed to them. An analysis of
some of Brodsky’s texts from the second half of the 1960s (“A Message to the
Poems”, a statement from 1968), together with facts from his literary biography
introduced into scholarly discourse for the first time, allows us to reconstruct
the immediate literary and social contexts of his work at that time and their
significance in shaping Brodsky’s unique socio-cultural position within the
Soviet literary field of the late 1960s.

Keywords: underground poetry, non-conformism, dissidence, SMOG,
the KGB

Dirk Uffelmann
“First of All, People Are Never Just a Product of the External World™:
Vaclav Havel’s Presidential Rhetoric of Implicit Concessions

Abstract: This essay investigates the evolving presidential rhetoric of former
playwright, dissident, political prisoner, and State President, Vaclav Havel.
The focus is on his first TV speech as newly elected President of Czechoslo-
vakia on January 1, 1990, thus paying special attention to the use of rheto-
ric in a political period of transition. In doing so, the article refutes Martin
Bermeiser’s misleading assumption about Havel’s allegedly “holistic rhetoric”
(2017). In contrast to the ethical evaluation of “holism”, a genuinely rhetori-
cal conceptualization is proposed by demonstrating Havel’s use of concessio
as an anti-antagonistic figura sententiae. This leads to a general hypothesis
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of an mplicit mode of “concessivity” prevailing in presidential rhetoric in
transition periods that broadens the perspective for further quantitative “cor-
pus-rhetorical” research.

Keywords: Vaclav Havel, presidential rhetoric, concessio, transition
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