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JEZYKOZNAWSTWO I GLOTTODYDAKTYKA

Aleksander Kiklewicz
Instytut Dziennikarstwa i Komunikacji Spotecznej
Uniwersytet Warminsko-Mazurski w Olsztynie

FUNKCJONOWANIE NAZW WLASNYCH
W JEZYKU POTOCZNYM NOWORUSKICH"

Key words: proper names, colloquial speech, pragmatic function of language, postmodernism,
post-Soviet Russia, New Russians

Wstep

Przedmiotem niniejszego artykulu jest nowe zjawisko w komunikacji: eks-
pansja nazw wilasnych (onimow) w potocznych zachowaniach jezykowych tzw.
noworuskich —elity gospodarczej, powstatej w Rosji w latach 80-90. XX wieku
po rozpadzie Zwiazku Radzieckiego. Noworuskich zalicza si¢ do kategorii nuwo-
ryszy (nowobogackich), czyli wedtug definicji stownikowej: ludzi, ktérzy dorobi-
li si¢ majatku niekoniecznie cigzka praca, lecz wykorzystujac koneksje, uktady,
starajacych si¢ nasladowa¢ zamozne warstwy spoleczenstwa. W opinii publiczne;j
stanowig oni obiekt kpin i ironii — z powodu wulgarnego popisywania si¢ boga-
ctwem, manieryzmu, konsumpcyjnych postaw i dogmatyzowania wzorcow kultury
masowej.

Materiat zrodtowy zostat zaczerpnigty z powiesci rosyjskiej pisarki Oksany
Robski Casual. Zwyczajna historia. Wstgpnej analizy funkcjonowania onimow
w tekscie tej powiesci dokonata Monika Krzeczkowska [2008]. W krotkiej recen-
zji na stronie internetowej ,,Gazety Wyborczej” (edycja krakowska) Renata Rad-
lowska pisze o ksigzce Robski:

Nowy Ruski to kto$, kto si¢ dorobit; dla kogo luksus to taka zwyczajno$¢, jak dla innych
brak luksusu. Kawior, szampan, arystokratyczne pretensje i wyrafinowany gust. Nowo-

* Artykut stanowi rozszerzona wersje referatu wygloszonego na Il miedzynarodowej konferencji z cyklu
,Problemy semantyki i stylistyki tekstu” na Uniwersytecie L6dzkim (pazdziernik 2008). Materiaty kon-
ferencyjne opublikowano w tomie: Z zagadnien semantyki i stylistyki tekstu, red. A. Ginter, £L6dz 2010.
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rusko$¢ to sposob bycia i myslenia; oddychania, zasypiania, budzenia si¢. [...] To jest
opowies$¢ o Bridget Jones, tyle ze noworuska BJ jest bogata, rozpuszczona [...] Oryginal-
na Bridget byta — w pewnym sensie — ujmujaca. Oksana [...] jest wulgarna — kawiorowa,
r6zowobotkowa, farbowanopudlowa. [...] To moégt by¢ dowcipny, inteligentny portret no-
wych Ruskich. I wcale nienudny. Wyszta opowiastka, na punkcie ktérej Europa oszala-
la tylko dlatego, ze autorka ubrata ja w niezwyklo$¢ nowego zjawiska socjologicznego
[Radtowska 2008].

1. Poziomy kategoryzacji w semantyce kognitywnej

Nazwy wlasne stanowia nie tylko obiekt teorii nominacji (onomazjologii)
i semantyki funkcjonalnej (semazjologii), lecz takze obiekt semantyki kognityw-
nej — z tego punktu widzenia mozna je rozpatrywac jako okreslona forme¢ kon-
ceptualizacji zjawisk otaczajacej nas rzeczywistosci. W semantyce kognitywnej,
a w szczegbdlnosci w teorii kategoryzacji, rozrdznia si¢ trzy poziomy mentalnej
reprezentacji danych doswiadczalnych: 1) nadrzedny, 2) podstawowy (bazowy)
oraz 3) podrzedny [Kleiber 2003: 82]:

Poziom nadrz¢dny zwierze owoc mebel
Poziom podstawowy pies jabltko krzesto
Poziom podrzegdny bokser golden krzesto skiadane

Poziom podstawowy wyroznia si¢ tym, ze kategorie tego formatu dotycza
,Srodowiska naturalnego, do ktorego najczeséciej si¢ odnosimy, sa psychologicznie
najbardziej wyraziste i prawdopodobnie naleza do pierwszych taxa przyswajanych
przez dzieci” [Kleiber 2003: 80]. W sytuacji potocznej, neutralnej ze wzgledu na
rodzaj kontaktu migdzy nadawca a odbiorca, ,,przecig¢tny uzytkownik jezyka” zwy-
kle daje pierwszenstwo kategoriom podstawowym przed kategoriami nad- i pod-
rzednymi, por.:

(1) Jana ugryzi pies.

(2) ? Jana ugryzt bialy pudel.

(3) ??Jana ugryzto zwierze.

4) ??? Jana ugryzita istota Zywa.

Odwrotnie, leksykalne reprezentacje kategorii wyzszego i nizszego rzedu, jak
pisze Elzbieta Tabakowska [1995: 46], sa bardziej charakterystyczne dla dyskur-
sow specjalistycznych. Przyktadowo stosowanie nazw gatunkow i odmian zwie-
rZat jest czyms$ naturalnym w zoologii czy weterynarii, a stosowanie nazw rodzajo-
wych — w tekstach ,,metafizycznych”, na przyktad w filozoficznej poezji Nikotaja
Zabotockiego:

(5) Mepxnym 3naxu 3o0uaxa
Hao npocmopamu noneil.
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Cnumoacueomnunoe Cobarka,

Ipemnem nmuya Bopobeiil...]

Mepxnym 3naku 3o00uaka

Hao npocmopamu cena,

Cnumoacueomnunoe Cobarka,

Ipemnempwvi6a Kambanal...] (N. Zabotocki, Mepxknym 3naxu 3o00uaxa)

Rozrdznia sig¢ cztery wiasciwosci poziomu podstawowego ,,wyrazajace jego
priorytetowy charakter poznawczy” [Kleiber 2003: 84]. Nalezace do nich przed-
mioty 1) posiadaja wspolne znaczace liczby atrybutow, 2) maja programy czynno-
$ci motorycznych, 3) maja podobne ksztalty, 4) maja by¢ rozpoznawane na podsta-
wie przecigtnych ksztattow elementow danej klasy.

Nalezy podkresli¢, ze kazdemu z poziomoéw konceptualizacji przystuguja okre-
slone parametry komunikacyjne. ,,Wyrazisto$¢” poziomu podstawowego, wedlug
Georgesa Kleibera, przejawia si¢ nie tylko w aspekcie percepcyjnym i funkcjonal-
nym (motorycznym), lecz takze w aspekcie komunikacji: nazwy z poziomu bazo-
wego sa najkrotsze, dlatego ,,uzywane najbardziej powszechnie i w neutralnych
kontekstach” [Kleiber 2003: 87].

2. Poziomy kategoryzacji a procesy semantyczne

Poziomy konceptualizacji, podobnie jak formaty portretowania sceny [zob. Ki-
klewicz 2007a: 204], r6znia si¢ migdzy innymi ze wzgledu na ilos¢ infor-
macji przekazywanej w akcie mowy. Zachodzi zalezno$¢ znana z logiki trady-
cyjnej (formalnej): zwigkszenie zakresu pojgcia powoduje zubozenie jego tresci,
i odwrotnie. Przejsciu od kategorii nadrzednych do podstawowych, jak pisze
G. Kleiber [2003: 88], towarzyszy zwigkszenie liczby stosowanych wlasciwosci
i atrybutéw, natomiast dominacja kategorii podstawowych w komunikacji po-
tocznej mialaby oznacza¢, ze zawierajgq one optymalny zakres informacji, najbar-
dziej odpowiadajacy zapotrzebowaniom naszego zycia codziennego. Na odwrot —
w sytuacjach, gdy interlokutorom nie zalezy na precyzyjnym odtworzeniu opisy-
wanych stanéw rzeczy, gdy uwaza sig, ze wystarczajace jest ich przedstawienie
schematyczne, nadawca moze zadowoli¢ si¢ stosowaniem znakow poziomu nad-
rzgdnego — wowczas bedzie to catkiem naturalne, na przyktad w tekscie z artykutu
prasowego:

(6) Mieszkaniec os. Generatlow zawiadomil policje, ze kierowcy tamiq przepisy,
bo autobusy stojq na przystanku z wiqczonymi silnikami (,,Gazeta Wyborcza”, wyd.
z 3 X 2008).

Podmiot opisywanego w tekScie zdarzenia jest prezentowany jako mieszkaniec
os. Generalow — autor cytowanego artykutu nie uwaza, ze w tej sytuacji konieczne
jest podanie bardziej szczegétowych informacji, na przyktad imienia i nazwiska.
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Jednak zachodza tez takie sytuacje, gdy rzeczownik z poziomu nadrz¢dnego
jest uzywany wbrew zapotrzebowaniu uczestnikow aktu mowy na szczegétowa in-
formacj¢ o obiektach i stanach rzeczy — wowczas realizuja si¢ procesy semantycz-
ne dwoch rodzajoéw: 1) polisemia oraz 2) implikacja. Polisemig, czyli zmiang
znaczenia leksykalnego nazwy ogolnej, obserwujemy na przyktad w przypadku jej
zastosowania jako rownowaznika zaimka osobowego:

(7) Dajcie cztowiekowi cos powiedziec!
moze znaczy¢: ‘Prosze¢ pozwoli¢ mu co$ powiedziec’.
(8) Cztowiek lubizjesé¢

moze znaczy¢: ‘Ja lubig¢ duzo zjesc’.

Podobnie, tzn. w znaczeniu szczeg6lnym, jednostkowym, zostat uzyty rze-
czownik ogblny stolica — ‘stolica Polski, czyli Warszawa’ — w przytaczanym po-
nizej tek$cie prasowym:

9) W 2005 roku w stolicy rozpocznie sie budowa centralnego systemu zarzqdzania

ruchem, ktory ma zapobiec tworzeniu si¢ coraz wiekszych korkow na ulicach (,,Angora”
2004, nr 43).

O wiele szerszy — i bardziej interesujacy — jest zakres implikacyjnego
uzycia nazw z poziomow niepodstawowych. Szeroko znane jest zjawisko, gdy wy-
soki stopien uogdlnienia nominacji wykorzystuje si¢ w celach eufemistycz-
nych. Taki charakter ma okreslenie widniejace na opakowaniu produkowanego
przez firm¢ Garnier zelu oczyszczajacego skorg (a takze wystepujace w telewi-
zyjnej reklamie produktow tej firmy): ,,Przeciw niedoskonatosciom” — jako al-
ternatywa okreslenia: ,,Przeciw pryszczom”. Zadanie nadawcy polega tu na tym,
aby unikna¢ bezposrednich, ,,przejrzystych” nominacji, ktére mogtyby wywotaé
u adresata nieprzyjemne tresci i skojarzenia.

Jeszcze bardziej wyrazny charakter maja implikacje oparte na nieuzasadnio-
nym — z punktu widzenia celow interakcji komunikacyjnej — zastosowaniu ka-
tegorii podrzednych. Co prawda Kleiber pisze, ze semantyczna réznica migdzy
poziomem podstawowym i podrzegdnym nie jest tak istotna, jak roznica migdzy
poziomem podstawowym i nadrzgdnym:

Aspekt informacyjny [...] nie wzrasta proporcjonalnie do stopnia uszczegdétowienia ka-
tegorii. Informacyjno$¢ zwigksza si¢ wraz z przechodzeniem od kategorii nadrzgdnej do
kategorii podstawowej, ale potem juz nie ro$nie w sposdb znaczacy, poniewaz podana
informacja o kategoriach poziomu podrzgdnego nie jest o wiele wigksza niz informacja
juz wniesiona przez kategorie poziomu podstawowego. Pojawienie si¢ kategorii poziomu
podrzednego stanowi zatem pewne klasyfikacyjne obciazenie myslowe, ktorego nie row-
nowazy znaczaca korzy$¢ informacyjna, poniewaz dodatkowy wktad informacji ograni-
cza si¢ do kilku nowych roznic w stosunku do tych, jakie dostarczyt poziom podstawowy
[Kleiber 2003: 88].



Funkcjonowanie nazw wlasnych w jezyku potocznym noworuskich 9

Mozna jednak sadzi¢, ze nieuzasadniona kategoryzacja podrz¢dna oznacza
lamanie jednego z fundamentalnych praw naturalnej komunikacji potocznej —
sformutowanej przez Herberta Paula Grice’a maksymy iloS$ci: ,,Staraj sig,
aby twoj wktad do konwersacji byt na tyle informatywny, na ile jest to wymagane
przez cel wymiany werbalnej, oraz aby nie zawierat wigkszej ilosci informacji,
niz to jest konieczne” [Grice 1977]. Zasada kooperacji wymaga, aby zwickszenie
przekazywanej adresatowi informacji bylo uzasadnione, wynikato z jego zapotrze-
bowania lub wczesniej okreslonych, a wigc oczekiwanych wymogow interakcji.
Porownajmy pod tym wzgledem zdania:

(10) Jan czyta.

(11) Jan czyta ksiqzke.

(12) Jan czyta ksiqzke Borgesa.

(13) Jan czyta tom wczesnych esejow Borgesa.

Jako odpowiedz na pytanie ,,Co robi Jan?” kazde z tych zdan jest mozliwe
w potocznej sytuacji komunikacyjnej, z tym ze w kazdym odrgbnym przypadku za-
ktada si¢ inny zesp o6l alternatyw udzielanej przez kontrahenta informacji.
W przypadku zdania (10), jak mozna sadzi¢, pytajacy bedzie usatysfakcjonowany
informacja o tym, ze Jan czyta, a nie na przyktad $pi czy oglada mecz w telewi-
zji, podczas gdy replika (13) bytaby na tle tego oczekiwania nader szczegdtowa —
w ten sposob nadawca moze podkreslac, ze zajecie Jana ma charakter egzotyczny,
wyraznie refleksyjny czy pasjonacki.

Maksyma ilos$ci jest zatem bezposrednio zwiazana z postulatem rele-
wancji (czy tez odniesienia): ilo$¢ przekazywanej w komunikacie informacji
powinna by¢ dostosowana do tresci interakcji, innymi stowy — do merytorycznej
koherencji komunikacyjnych ,,wktadow” uczestnikéw konwersacji. O konteksto-
wym uwarunkowaniu poziomoéw kategoryzacji pisze takze E. Tabakowska:

Zalezno$¢ migdzy poziomem specyfikacji leksykalnej i kontekstem mozna opisaé w ka-
tegoriach Grice’owskiej maksymy iloSciowej [...] — zbyt duza schematyczno$¢ oznacza
niedostateczna specyfikacjg, za$ zbyt duza specyfikacja prowadzi do redundancji [Taba-
kowska 2001: 59].

Zastosowanie nazwy z poziomu podrz¢dnego w wigkszym stopniu zaktada alter-
natywno$¢ sytuacji, zawiera semantyke dystynktywnosci, podczas gdy nazwy z po-
ziomu bazowego pod tym wzgledem sa bardziej neutralne (przyktad Tabakowskiej):

(14) Nakarmites bulteriera?
(15) Nakarmites psa?

Pierwsze zdanie w wigkszym stopniu konotuje, ze w sytuacji wystepuja tez
inne zwierzgta, w szczegdlnosci inne psy.

Odstepstwa od postulatu ilosci powoduja efekty implikacyjne, w szczegolnosci
takie zjawisko jak ironia. Jeden z przyktadow tego typu rozwaza Zbigniew Necki
[1996: 143]:

(16) Wylqcz radio.
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(17) Zbliz sie do tego plaskiego pudetka na péice, nacisnij trzeci guzik od lewej i przekrec
pierwszq gatke w prawo.

Roéznica przytoczonych (rownowaznych semantycznie) zdan polega na tym, ze
pierwsze jest zgodne z wymogiem optymalnej ilo$ci informacji, podczas gdy dru-
gie jest zbyt szczegdlowe — w tym przypadku, jak pisze Z. Necki,

odbiorca ma podstawy do wnioskowania, ze nadawca chce wyrazi¢ co$ wigcej niz tylko

polecenie wytaczenia radia. Prawdopodobnie chce ztos§liwie podkresli¢c swe mniemanie
o niskiej inteligencji odbiorcy [Necki 1996: 143].

3. Kategorie podbazowe w jezyku noworuskich

Podobnie funkcjonuja nazwy wtlasne, jak rowniez inne formy leksykalizacji
kategorii podrzednych w powiesci Oksany Robski: pojawiaja si¢ w sposdb nieuza-
sadniony, to znaczy w sytuacjach, gdy wysoki stopien specyfikacji opisywanych
obiektow 1 zjawisk nie jest wymagany, jak w zdaniu:

(18) A naocara ummepkom u nomnpocuna yarw. OmMKUHYIACHL HA CHUHKY NI U EB8020
Kpeciaa.

W tym przypadku nie mozna uzasadni¢ rzeczywistych powodow konkretyzacji
obiektu nominacji — wystarczytoby napisac:

(19) A naswcana unmeprkom u nonpocuna yar. OmKUHYIACL HA CHUHKY Kp e C T d.

Autorka jednak podkresla, ze fotel byt pluszowy, a wigc — skadinad luksuso-
wy. Tu implikacja nie ma nic wspo6lnego z ironia czy deprecjacja, jak to obserwo-
waliSmy na wczes$niejszym przyktadzie z ksigzki Neckiego — na odwrdt, autorce
zalezy na tym, aby w jak najkorzystniejszy sposdb wyswietli¢ wlasny wizerunek,
a mianowicie podkresli¢ prestizowy status konsumowanych rzeczy. Innymi stowy
— mamy tu do czynienia z zawoalowana forma chwalenia si¢. Podobny przy-
ktad zaktocenia postulatu ilosci, jak rowniez postulatu relewancji, obserwujemy
w zdaniu:

(20) A svimawuna uz nauxu cueapemy. Ou wenkuyn 3axcuzcarxout Dupont. A wue
Kypuaa iem 0ecsimo.

W powyzszym zdaniu pojawia si¢ nazwa marki — DuPont (jednego z najwigk-
szych na $wiecie koncernow chemicznych). Nie wnosi ona zasadniczo nic nowego
do narracji, nie jest powigzana z zadnym zespotem alternatyw, dlatego jej usunig-
cie wcale nie powoduje istotnych zmian tresci wypowiedzi:

(21) A soimawuna uz nauxu cueapemy. OH wenkHy1 3azxcuzaikot. A He Kypuna nem
odecamo.

Kolejna ilustracja jest o tyle wyrazista (pod wzgledem charakterystycznego dla
nowobogackich wulgarnego ,,materializmu”), ze — jak mozna sadzi¢ — nie wymaga
komentarza:
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(22) Ilpuexana mosn doub. Mama npueesna ee HA NOOEPICAHHOM «MUMYYOUCUY, KOMOPLIM
JIUXO YNPAGASAA, JHCANYACL HA CAAObIU KOHOUYUOHED, NOMPENAHHYIO KOJCY HA Kpeclax,
omcymemeue cucmemvl ABS, omcymcmeue namamu ycmanoexku kpecen, omcymcmeue
INEKMPUYECKOU HACMPOUKU 3ePKall...

Podobnych przyktadéw w tekscie powiesci Robski jest zbyt duzo, zeby nie do-
szukiwac¢ si¢ w tym okreslonej motywacji. Ale zanim zinterpretuj¢ ten charakte-
rystyczny element stylu mowy potocznej noworuskich, przedstawig analiz¢ tema-
tyczna wystgpujacych w teksScie nazw wiasnych. Zdecydowanie dominuja w nim
nazwy lokali gastronomicznych, zwlaszcza restauracji i kawiarni — tacznie odno-
towano 31 nazw (tu i dalej wykorzystywane sa dane z opracowania M. Krzecz-
kowskiej), przyktadowo:

(23) Yepes uac s 6xoouna c ygemamu 6 pecmopan ,buckeum”.

(24) Kams nepecena 3a cmon k 00HoMYy u3 nepguix iy ,Bepanowv y Jauu’.

(25) Muvi nunu wamnancrkoe 6 ,,I'pune” na Kymysoeckom. Pecmopana oopooice naii-
mu 6 Mockee Hego3MONUCHO.

Do$¢ regularnie (22 uzycia) wystepuja w tekscie nazwy sklepow oraz firm
handlowych, przy tym dominuja nazwy o pochodzeniu obcym:

(26) Bce xo0osvie pasmeput Bluemarin ¢ ,,Umanamo oe” pazobpanu ewé 6 konye pespas.

>

(27) A 3aexana ¢ ,,Bunu’.
(28) Beponuxa omnpasuna e2o 6 mazasun ,,Cedbmoti konmunenm’ & Kpvunamcrkom.
(29) A 3aexana e Broni [...] nocmompems nodapox Baneuxe na oenv podxcoenust.

Kolejne stopnie w hierarchii wartosci rosyjskich nuworyszy zajmuja markowe
ubrania (18 nazw) i $rodki lokomocji — luksusowe samochody (14 nazw):

(30) A cuana c sewanxu apxoe niamove uz nocieoueil konnexkyuu Dolce & Gabbana.

(31) A cama 6vina obradamenvruyeii cnoyonetiooe om Chanel.

(32) Henuc cuoen 6 6envix wiopmax Brioni.

(33) Oguyuanmer 6 smom pecmopane xoounu 6 oodemxcoe om ApmaHnu.

(34) Ona noovexana na cmapom ,poarvkceazene’.

(35) IIycmo mue kynam ogecmu 0gadyamuiii ,mepceodec’.

(36) Tebe ympom x noowvezdy nodzonam Bentley ¢ omKuOHbIM 8epxXom 8 pPO308bIX JIeH-
MouKax.

(37) Kame kynunu oxcun Cayenne.

Lacznie w teks$cie Robski mozna wyodregbni¢ dziesigé grup tematycznych nazw
wlasnych, ktorym wyraznie towarzyszy nacechowanie pragmatyczne (manierycz-
ne), co przedstawia ponizszy wykres, ktory w pewnym stopniu jednoczes$nie obra-
zuje skale warto$ci rosyjskiej elity przemystowej. Naleza do niej przede wszyst-
kim takie sfery, jak: relaks, gastronomia, srodki lokomocji, ubranie i przedmioty
codziennego uzytku (czesto potocznie okreslane jako sprzet). Brak tu natomiast
warto$ci kulturowych — artystycznych badz literackich, co rzutuje na jednowymia-
rowe, a mianowicie konsumpcyjne stanowisko przedstawicieli subkultury noworu-
skich wobec rzeczywistosci.
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Grupy tematyczne nazw wlasnych, wystgpujace w powiesci Oksany Robski
Casual. Zwyczajna historia

4. Marka jako symbol kulturowy

Jezyk noworuskich stanowi charakterystyczny przyktad swoistego kreowania
Swiata w obregbie socjolektu (ktéry mozna tez uja¢ jako podmiotowo nacechowa-
na odmiang stylu komunikacji potocznej). Wedtug Stanistawa Grabiasa, socjolekt
1) ,,unifikuje proces interpretowania do$wiadczen”, 2) ,,wyznacza stosunek uzyt-
kownikow jezyka do zjawisk otaczajacych grupe spoleczna”, 3) ,,nakresla spo-
soby postgpowania cztonkéw grupy w stosunku do siebie, w stosunku do innych
grup spotecznych i wreszcie w stosunku do tych zjawisk rzeczywistosci, ktore
pozostaja w kregu zainteresowan uzytkownikoéw socjolektu” [Grabias 2003: 160].
Tak wigc w obrazie rzeczywisto$ci zmagazynowanym w podstawowym zasobie
leksykalnym polszczyzny, ustugi (handel, ubranie, podr6z itd.), wedtug danych
S. Grabiasa, obejmuja 15,6% stownictwa [Grabias 2003: 160], podczas gdy w sy-
stemie warto$ci bohaterek i bohatero6w Robski stanowia one warto$¢ nadrzedna,
wrecz absolutna.

Ekspansja nazw wtasnych dotyczy przede wszystkim wyrazéow o charaktery-
stycznym nacechowaniu pragmatycznym - sa to przewaznie zapo-
zyczone (nieraz zapisywane literami alfabetu tacinskiego) nazwy przedmiotow
markowych, ekskluzywnych, uwazanych za szykowne, eleganckie, luksusowe, ko-
jarzace si¢ ze stylem ,,glamour”. Inne kryterium wyprofilowania nazw w tekscie to
wysoka cena konsumowanych towarow i ustug:

(38) On npunsan Bukunoeo cvina, xax ceoeco. On cman yacmeio Bukunoil scusnu. OcHosHOl
Yacmelo — NOMOMY UMO, KpOMe He20 U CbiHa, Oojbuie y Hee Huue20 He OCMANOCh.
OH nomoezan el 0eHvbeamu, Kynui MawuHy, ycmpoun pebeHka 6 0opoeoil 0emcKu i
cao.

(39) — JKacmunoswii. — Ceemaana nokasanra mue xopobouxy. Touno makoil e uail
A noxynaia cebe 0omou. [Jop o eo i, Ho N0 apomMamy He CPAGHUMb HU C KAKUM OPY2UM.



Funkcjonowanie nazw wlasnych w jezyku potocznym noworuskich 13

Manieryzm jezykowy przedstawicieli formacji noworuskich w duzym stopniu
polega na zastosowaniu nazw marek, a w istocie rzeczy — na nasladowaniu
$wiata reklamy, w szczegolnosci slogandéw reklamowych typu:

(40) Lipton numer jeden na Swiecie.
(41) Gillette najlepszy dla mezczyzny.
(42) Zepter gwarantuje ci nowe, zdrowe odzywianie sie.

Mozna nawet pokusi¢ si¢ o stwierdzenie, ze jest to subkultura w duzym stop-
niu wykreowana przez reklameg (szczegoélnie tzw. reklame ekskluzywna), oparta
na reklamowym systemie warto$ci. Nazwy marek natomiast funkcjonuja w jezyku
noworuskich jako swoiste indeksy elitarno$ci.

Stanistaw Skowron — za Amerykanskim Stowarzyszeniem Marketingu — defi-
niuje marke¢ nastgpujaco: ,,Marka to nazwa, termin, symbol, wzor lub ich kombi-
nacja, stworzona w celu identyfikacji dobr lub ustug sprzedawcy albo ich grupy
i wyrdznienia ich spos$rdd konkurencji” [Skowron 2006: 44 i n.]. Wyodreb-
nia si¢ sze$¢ parametrow marki: cechy, korzysci, wartosci, kultura, osobowos¢
i uzytkownik, przy tym z punktu widzenia funkcjonowania marki w $rodowi-
sku konsumentéw najwazniejsze sa dwa: korzy$§¢ — ,marka daje uzytkowni-
kowi produktu gwarancj¢ uzyskania korzysci funkcjonalnych i emocjonalnych”,
oraz uzytkownik — ,marka sugeruje rodzaj klienta i uzytkujacego produkt”
[Skowron 2006: 44 i n.]. W sposob przekonujacy pisze o tym Krystyna Lubelska
w artykule Pod szczesliwq markq na tamach tygodnika ,,Polityka” (2008, nr 37):

Nike w swoich kampaniach oferuje nie tylko wygodne obuwie, ale i realizacj¢ sukcesu.
Apple obiecuje mozliwosci bez granic, Coca-Cola demonstruje dynamizm i energi¢ mto-
dosci, Nokia (connecting people) braterstwo mig¢dzy ludzmi. Tak wigc to nie sam pro-
dukt, ale przede wszystkim jego marka wpisuje czlowieka w odpowiednio atrakcyjny
kontekst. Liczy si¢ fakt przynalezno$ci do grupy posiadaczy, ktérych sposob bycia
i zycia okreslaja konkretne znaki firmowe. Postrzeganie konsumentéw nie jako zwyktych
nabywcow rzeczy, ale jako wyznawcow marek, upodmiotawia jednostke, generalnie po-
lepsza jej samopoczucie — na tym polega chytry manewr marketingu.

Uwaga badaczy komunikacji marketingowej jest gtownie skierowana na aspek-
ty tworzenia marki i zarzadzania marka przez producenta, natomiast mniej zbada-
ne jest spoteczne funkcjonowanie marki — jej odbior, wartosciowanie, uzytkowa-
nie. Marka, jak widzimy na przyktadzie zachowan jezykowych noworuskich, staje
si¢ pewnym medium, celowo wykorzystywanym przez uzytkownikow narzg-
dziem autoprezentacji i narzedziem oddzialtywania na przedstawicieli swojej gru-
py spotecznej lub przedstawicieli innych grup.

Implikacje oparte na odstgpstwie od postulatéw ilosci i relewancji w zdaniach
z nieuzasadnionym zastosowaniem leksykalnych wyktadnikow kategorii podrzed-
nych polegaja gtownie na tym, ze wyrazeniom tego typu towarzysza dwie funkcje:
1) indeksowa i 2) socjatywna. Funkcja indeksowa (w terminologii przy-
jetej w angielskiej szkole socjolingwistycznej; w polskiej terminologii — funkcja
prezentatywna) polega na identyfikacji przynaleznosci osoby do okreslonej gru-
py/warstwy spotecznej, w rozpatrywanym przypadku chodzi o przynaleznos¢ do
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rosyjskiej elity przemystowej. Funkcja indeksowa jest powiazana z funkcja socja-
tywna, poniewaz manifestowanie statusu spoteczno-kulturowego zwykle rzutuje
na rozktad rol uczestnikow interakcji. Funkcja socjatywna ekspansji nazw
z poziomu podrzgdnego (w szczegodlnosci nazw marek) wystepuje w dwoéch od-
mianach: integracyjnej i dezintegracyjnej. W pierwszym przypadku nadawca ma-
nifestuje swoja spoteczna solidarno$¢ z odbiorca, komunikat jezykowy wystepuje
przy tym jako czynnik kolektywny — tworzy grupg spoteczna, taczy jednostki ze
zbiorowos$cia. Nazwy marek funkcjonuja w potocznej komunikacji noworuskich
jako swoisty kod, umozliwiajacy wejscie do sfer elitarnych.

Oddziatywanie dezintegracyjne (dysocjatywne) polega na wyrazaniu dystansu
wobec otoczenia, wyzszosci, a nieraz dominacji w stosunku do przedstawicieli in-
nych grup spotecznych. Narzedziem funkcji dezintegracyjnej jest tamanie normy
uzytkowej, tzn. obowiazujacego w komunikacji potocznej stosowania wyktadni-
kow kategoryzacji bazowej. Mamy tu do czynienia ze swego rodzaju zakonem,
w obregbie ktorego preferuje si¢ jezyk o duzym nacechowaniu tajnym —
przeciez masowy odbiorca tak naprawde¢ nic (lub prawie nic) nie kojarzy z taki-
mi nazwami, jak: Bentley, mapaxys czy xpyus-konanrekyus. Nie jest to tajnosé tego
samego typu, co wystepujaca na przyklad w zargonie ztodziejskim, a jednak
w wielu wypadkach noworuscy postuguja si¢ jak gdyby pewnym szyfrem, a wigc
j¢zykiem o wyraznym zabarwieniu tajno$§ci intencjonalnej. Oto charak-
terystyczne przyktady z prozy Robski:

(43) Peeuna nucmaem edxcenedebHUK, KOHMPOIUPYs GOKOGbIM 3PEHUEM 6X00 6 34, OMKYOd
doicen nosgumocs oguyuaum ¢ ,,Laurent-Perrier Brut”. Ilo 180 espo 6y-
MblIKA.

(44) Kax mwvt omuocuwwcs k¥ ,,Chassagne-Montrachet les Chaumees” 2000
200a? Om Oliver Leflaive?

(45) — Mue ,linamenewwyui kparxusw” ¢ cabauonom ,nuHbA-KoAaoda'
U woxkoraouvlm caHnauem Ouna cmompena Ha MeHs 80 6ce 21d3d U CMeCHNACh
cnpocums, umo 3mo maxoe. I'opauee? Ankoeonv? /lecepm?

s

W pierwszym cytacie dopiero przywotanie rzeczownika 6ymeiika wyjasnia
niewtajemniczonemu czytelnikowi tres¢ nazwy wiasnej Laurent-Perrier Brut (marka
szampana), w drugim — tre$¢ kolejnych nazw napojow alkoholowych jest zupelnie
ukryta, a wigc jej odkodowanie wymaga nieprzecigtnej kulturowej kompetencji od-
biorcy. Trzeci przyktad jest szczegolnie interesujacy, a to dlatego, ze adresat zdecy-
dowanie nie rozumie replik nadawcy obficie ozdobionych retoryka konsumpcyjna.

Zakonczenie

Opisane w tym artykule nasilenie specyfikacji semantyki leksykalnej ma co
najmniej dwa zrodta. Przyczyna obiektywna polega na ogolnym dazeniu do pry -
matu konsumpcji, ktory stal sie cecha charakterystyczna wspoélczesnej kul-
tury postmodernizmu, o czym migdzy innymi pisze Kazimierz Ozog:
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Niezwykty rozwdj wspoétczesnej konsumpcji znajduje odzwierciedlenie w jezyku. [...]
To zupeklie nowy jezyk, catkiem nieznany przed rokiem 1989. Czlowiek wspodtczesny
porusza si¢ z jednej strony wsrdd tysigcy rzeczy, bedacych wytworem bardzo rozwinig-
tego spoteczenstwa postindustrialnego, z drugiej za§ wspolczesna kultura konsumpcyjna
kieruje do niego ogromna liczbg stow, ktore stuza rzeczom, nazywaja je, zachgcaja do
kupna i korzystania z ich dobrodziejstw. Rzeczowniki nazywaja najwazniejsze obiekty
konsumpcji, zwykle materialne przedmioty — a jest ich ogromna liczba, bo konsumpcjo-
nizm lubi nadmiar — ktore staty si¢ dla wspodtczesnej cywilizacji celem najwazniejszym
[Ozb6g 2006: 294].

Jacek Warchala [2003: 224] zaznacza, Ze najliczniejsza grupg wyrazow no-
wych w prasie polskiej lat 90. XX wieku stanowi leksyka naukowo-techniczna
i tzw. erudycyjna, co niewatpliwie jest uwarunkowane rozwojem nowych techno-
logii i rozwojem kultury konsumpcyjnej. Kultura oparta na wartosciach tradycyj-
nych jest wypierana przez ,,medialny obraz rzeczywistosci”, o ktorym K. Ozog
migdzy innymi pisze tak:

Na poczatku lat 90. XX wieku spoteczenstwo polskie zaczg¢lo wchodzi¢ w faze ,,postli-

teracka” [termin T. Sekiguchi — A. K.]. Proces ten polega na masowym odejsciu od czy-

tania ksiazek, zwlaszcza dziet literackich, do ogladania réznych obrazéw (programow)
oraz stuchania audycji proponowanych przez media [Oz6g 2007: 21 i n.].

Pod wzgledem formalnym dyskursy ponowoczesne wyrdzniaja si¢ dominacja
jednej czgsci mowy — rzeczownikow [Ozo6g 2006: 295]; pod wzgledem semantycz-
nym — nasileniem nominacji opartej na kategoriach podrzednych (o czym przeko-
nuje material zrodtowy, opisany w tym artykule), a pod wzglgdem pragmatycznym
— pierwszenstwem rekreacyjnych gatunkéw mowy, sposrod ktorych w pierwszej
kolejnosci nalezy wymieni¢ plotke; oto dwa przyktady z tekstu Robski:

(46) JKenwumnol cudenu omoenbHo u, Kak 00bl4HO, CHIeMmHUY AT U.
(47) Cnywaii, 1 mebe nepe3gonio [...] Onu mam uail nelom 4 CRAIEeMHUY A 10 M.

Istnieje tez inna — subiektywna przyczyna ekspansji nazw wilasnych (gtow-
nie nazw marek) we wspoélczesnych dyskursach interpersonalnych i publicznych:
mozliwo$¢ ich wykorzystywania jako narzedzi regulowania czy tez kreowania re-
lacji spotecznych. Lamanie podstawowe]j zasady konwersacji — postulatu ilosci,
a posrednio — takze postulatu relewancji (odniesienia), czyli swoiste ,,schorzenie
dyskursu”, jak okreslitby to Janusz Stawinski [1992: 65], okazuje si¢ celowym
zabiegiem komunikacyjnym — sposobem indeksacji struktury klasowej spoteczen-
stwa, tworzenia wigzi 1 hierarchii spotecznych. Przez dluzszy czas klasowa dyfe-
rencjacja jezyka byta swego rodzaju tabu w jezykoznawstwie. Dzi$ jest oczywiste,
ze funkcjonalne rozwarstwienie spoteczenstwa znajduje swoje odbicie w jezyku,
w komunikacji jezykowej, a jedna z form spotecznej idiosynkrazji kompetencji
jezykowej jest profilowanie okreslonych pozioméw kategoryzacji rzeczywistosci
i stosowanie okreslonych typow ich nominacji.
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Summary
Functioning of Proper Names in Colloquial Speech of New Russians

The present study discusses the pragmatic function of language as realized by proper
names in colloquial speech of New Russians who in the 90’s of the 20" century became
a new industrial elite in the post-Soviet Russia. Specifically, a type of a sociolect with distinct
secrecy features is put to analysis; the secrecy parameter makes the language of New Russians
resemble jargon. The linguistic phenomenon discussed is the more interesting as the use
of proper names in the language of New Russians violates the informative principle
of language interaction. It neglects the cooperation principle, the quantity and the relevance
postulates, in particular. The expansion of proper names, most of which refer to brand
names or brand-name products, is intentionally used by subjects of communication: first,
to realize the deictic function, which indicates the cultural community and the membership
within a given social group/stratum; second, to realize the sociative function, which
indicates the social structure and manifests solidarity or dominance/superiority towards the
addressee. In addition, the expansion of proper names constitutes a characteristic feature
of postmodernism.



UWM Olsztyn Acta Neophilologica, XII, 2010
ISSN 1509-1619

Joanna Orzechowska
Instytut Stowianszczyzny Wschodniej
Uniwersytet Warminsko-Mazurski w Olsztynie

SKCTPAJIMHIBUCTUYECKHUE KOMITOHEHTbI
[IOMHUHAJIBHOI'O JUCKYPCA
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B coBpeMeHHO# JNMHTBHCTHKE CYIIECTBYET HECKOJBKO ITOJXOJOB B ONHMCAHHUH
peNuruo3Hoil KoMMyHHUKauu. OOWH W3 HUX CBS3aH C OMHCAHMEM DPEITUTHO3HOTO
nuckypca. A.B. Byraesa tak ompenenser ero 3anauu: ,,JIuckypc npeamnonaraeTt KBa-
TUGUKALUIO KAHPOB M TUIIOB PEYM, OMHCAHHME O3HAYAIOIEro M O3Ha4yaeMoro, uc-
clel0BaHME LeJiel M KedaHWH. Peaurno3Hblil AMCKYpC MpeAcTaBisieT co0oi THIl
WHCTHTYLMOHAIBHOTO JUCKYpCa, TO €CTh CHEIHaJU3UPOBAHHYIO KIUIIHPOBAHHYIO
Pa3HOBHIHOCTH OOIIEHHUS, O0YCIIOBICHHYIO COIMAIBHBIMU (YHKIUSIMHU TTapTHEPOB
U perjaMeHTHPOBAHHOTO KaK IO COAEpKaHMI0, Tak 1o ¢opme. Llenap penurnoznoro
JIIMCKypca — IyXOBHOE o0ImIeHne, 0a3upyronieecss Ha KOHKPETHBIX IIEHHOCTSX W HOP-
Max noBenenus”. Cpeau HalpaBlICHUI HCCIeAOBAaHUN PEITUTHO3HON KOMMYHHUKALIUH
A.B. byraea BeIIennIa IUTYPTHUCCKIUH U HCTIOBENANBHEIH auckypc [byraesa 2009].

Teopus nuckypca B COBPEMEHHOH JTMHTBUCTHKE €llle HaXOAUTCA B CTaJUH CTa-
HoBieHUsA. CymecTBYIOT pa3Hble TOYKH 3PEHHsI Ha BONPOC YTO TaKoe AUCKypc?
[TepBas rpynna TpakTOBOK MOHUMAET AUCKYPC KaK TEKCT, B3SATHIH B COBOKYITHOCTH
C KCTPANTMHTBUCTUYECKUMH (HaKTOpaMH, Cp. ,,CJI0KHOE KOMMYHHKATHBHOE SIBJIC-
HUE, BKIIOYAONIee, KpOMe TEKCTa, ellle M AKCTPAINHIBUCTHYECKUE (DAKTOPHI (3Ha-
HUS O MHpE, MHEHHS, YCTAaHOBKH, LIENIN aJpecaTa), He0OXOAuMBbIe Il TOHUMaHUs
Tekcra”! . [MosTOMY BCSIKHMH TEKCT — 3TO 3HAKOBOE MH(OPMAIMOHHOE TOJIe, BIIH-
CaHHOE B HEKOTOPHIN AKCTPATMHIBUCTHUECKUH KOHTEKCT.

I Pesxnm mocryma: <http://ru.wikipedia.org/wiki/[Juckypc>, gata moctyma: 21.02.2009.
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Bropas rpynma TpakTOBOK AMCKYpCa OCHOBBIBA€TCS Ha IHOHATHH DEYU HIU
peueBoil nesrenpHOCTH. CaMble MOMYJISpHBIE CPEIM HUX — MOHUMAHWE JAHMCKypca
KaK COIMAJIM3UPOBAHHON peUM WM COLHATU3UPOBAHHOMN pedeBOM AEATENHHOCTHU:
,p€Ub TIOTPYXEHHAs B XU3HL~ [ApyTioHOoBa 1990: 136-137], ,,peub, BIHcaHHAS
B KOMMYHHKaTUBHYIO cuTyanuio” [Kubpuk, [Tapmun 2008], ,,peub, morpyxeHHas
[...] B counanpubii KOHTEKCT” [YcmanoBa 2009], unn ke, HA00OPOT — Kak pedb
YYaCTHHUKOB JHAJIOTa, IOTPYKEHHONH B KOTHUTHBHO-IICUXOJOTHYECKUE MPOLETyPhI
(,,COBOKYITHOCTB PEYEMBICITUTEIBHBIX TEHCTBUI 000MX KOMMYHHUKAHTOB”, COTJIACHO
T. Munesckoii [2010]).
Hecmotpst Ha pasHOTIacHsi, MHOTHE HCCIEIOBATENIH CUYHTAIOT HEOOXOIUMBIM
BbIIEJICHUE HOBOW OTpaciii JUHTBHUCTHKU — TUCKYPCHBHOI'O aHalu3a, BRIpadaThI-
BaIOIIe COOCTBEHHBIC METOBI I HccieqoBanus nuckypca [CamoiioBa 2008].
A.Jl. CamoiinoBa, Ha 6a3e pabOT UCCIEYIONIMX HHCTUTYIMOHATIBHBIN THCKYPC,
mpex/e Bcero onupasick Ha ctaTeio B.W. Kapacuka Penueuosnuiii Ouckypc, CTpouT
CBOIO THIIOTE3Y O COAEPKAHMM CTPYKTYpHl AucKypca. Kimaccupuuupys oOBEKTHI
W3Y4YCHHUsI, B YUCJIE DJIEMEHTOB AMCKYPCUBHOTO aHAJIN3a OHA BBIACISIET:
® poJl nUcKypca (Hay4HBIM, peKJIaMHBIN, MOJUTUYECKUH, PEIUTHO3HBIN, MeNaroru-
YECKUM U T.J.),

e BUJI (MM THN) JAUCKypca (JUIsl peIMTHO3HOTO pojia AUCKypca: MPONOBEHUYECKHH,
HCTOBEAIbHBIN, MOJTUTBEHHBIN),

e xstacc (pa3sHOBHUIHOCTH) (IUIsl TPOTIOBEJHUYECKOTO BH/1a — MUCCHOHEPCKHI U 1ep-
KOBHBIN).

IMon muckypcom A.Jl. CamoilioBa MOHMMAaeT TEKCT, CO3/1aBa€MBId TOBOPSIIUM
(MUIIymmM) UIS JOCTHIKEHHS OTPEeNICHHOW KOMMYHHMKATHBHOHW II€NH, peatn3yro-
Ielcsl MoCpeCTBOM MPUMEHEHHs COOTBETCTBYIOIIMX CTPATETHil U TaKTHK, KOTOPbIE
JTUKTYIOT BBIOOP SI3BIKOBBIX CPEACTB ¢ He0OXoauMbIM 3HadeHneM [Camoitioa 2008].

KoHCTUTYTHBHBIME (OCHOBOMOJIATAIOIIUMHE) MPU3HAKAMH (KOMIIOHEHTaMH )
HCTUTYIHOHAIBHOTO JIHCKypCa SIBISIIOTCS TEKCT (JIMHTBUCTHYECKHA KOMIIOHEHT)
U DKCTPAIMHTBUCTHYECKUI KOHTEKCT.

TekcT — 3T0 00BEAUHEHHAs] CMBICIIOBOW CBSA3BI0 IOCJIENIOBATEIBHOCTD SI3BIKO-
BBIX 3HAKOB B UX PEYEBOM BOIUJIOLICHHH, OCHOBHBIMU CBOHCTBAMHU KOTOPOH SB-
JISTFOTCST CBSI3HOCTD M IENBbHOCTh. OMHUCATh TEKCT — ATO JaTh XapaKTEPUCTHUKY €ro
A3BIKOBBIX CPEICTB.

OKCTPaNMHTBUCTUYECKHH KOHTEKCT COJEPKUT OOCTaHOBKY, BPEMS M MECTO,
K KOTOPBIM OTHOCHUTCS BBICKa3bIBaHHUE, a TAKXkKe (aKThl peanbHON AeHCTBUTEIBHOC-
TH, 3HaHHE KOTOPHIX TOMOTAET PEUHUITHEHTY IPaBUILHO HHTEPIPETUPOBATH 3HAUE-
HUS A3BIKOBBIX €IUHUI] B BEICKA3BIBAHUU.

XapakTepHbIMH NTPU3HAKaMU KOHTEKCTa, coraacHo A.J[. CaMoiioBOM, SBISIOTCS:
® KJII0YEBOI KOHIIEIT,
® I1eJIb,

e cTpaTerus U TaKTHKa,
® 33/1a4M ¥ MUKPO3aJayuu oOLIeHMs,
e yuacTHUKH oOmmeHus [Camoitnosa 2008].
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K yxa3zanueiM Beime npusHakam B.U. Kapacuk nobasiser emie:
® XpPOHOTOII,

e nipenieieHTHBIC TeKCTH [Kapacuk 1999].

Kiro4yeBbIM KyJBbTYPHBIM KOHIIENTOM penurno3Horo nuckypca B.M. Kapacuk
cuuTaeT KoHIENT ‘Bepa’. [loa KOHLENTOM OH MOHUMAET CIOKHOE MBICIUTEIbHOE
o0pa3zoBaHHE, B KOTOPOM BEIJCISIOTCS OOpa3HBIM, MOHATHIHBIN M IICHHOCTHBIN
komnoHeHTHl [Kapacuk 1999]. KynbTypHble KOHLENTH — 3TO ,,0CHOBHBIE sSueii-
KM KyJbTypbl B MEHTAJIHLHOM MHpE UYEJIOBEKa”, CYHICCTBYIOIINE B BHUIE MOHATHA,
3HAHUM, accolUaIui, MepeKUBaHN B CO3HAHUM 4denoBeka. KOHIENTHI 3aMeniaioT
3HAYCHUS B MHAWBUAYAJIBHOM CO3HAHUH, CyMMHUDPYsS B ce0e ,,0TKJINKHU Ha Mpealec-
TBYIOIIUH SI3BIKOBOM OMBIT YeJIOBEKa B IIEJOM — MO3TUYECKHI, MpO3andeckuil, Ha-
YYHBIH, COIMANbHBIN, HCTOPUUCCKHUN U T.I.”, U ,,00pa3yi0T B CBOCH COBOKYITHOCTH
KOHIleNTOC(epbl KaK WHIWBHIYAJIbHOUN JIMYHOCTH, TAK M OINPEICICHHON TPYIIIbI
u Hapona B menom” [Kapacuk 2000a].

OnHOW W3 BaXHEWIIMX COCTABIAIOIIMX KOHTEKCTa sABJISETCS Ledb AUCKYp-
ca, KOTOpasi, HECOMHCHHO, BBICTYyIaeT HEOOXOJMMBIM yCIOBHEM KOMMYHHKAIIHH.
TexcT, B TOM 4Hclie PEIUTHO3HBIN TEKCT, BCEra CO3JaeTcsl TOBOPSIINM (THUIIY-
M) HE TPOCTO TaK, a paau 4ero-To. Llears nuckypca — 3To BBITOJHOE TOBOPSIIIE-
My (TUIIyIEeMy) U3MEHEHUE CO3HAHMS W MOBEJEHHUsS CHYHIAINero (YUTaIIero),
panu TOCTHXEHUSI KOTOPOTO aapecaHT co3naet TekcT [Camotinosa 2008].

Crparerueii A.Jl. CamoitioBa Ha3bpiBaeT OOLIWI MJIaH peanu3alid KOMMYHH-
KaTUBHOH 3a/a4M aJipecanTa, HeoOXOAUMBIN JIJIsi MaKCUMabHO 3((PEeKTHBHOTO J0-
CTHIKEHUS 1ETU OOIICHHUS M OCYIIECTBISIEMBIH MOCPEJACTBOM aKTUBH3ALUU B TEKC-
Te omnpene’aeHHOTro Habopa TakTHK. [10Jl TAKTHKOW — MPAaKTUYECKYIO PEaM3aLNIo
MHUKpPO3aJa4u aJipecanTa MmocpeJCTBOM BbIOOpA S3BIKOBBIX CPENCTB, 3HAYEHUE KO-
TOPBIX TOMOTAET €€ JTOCTUTHYTh.

OnuH W3 3TanoB JOCTHXKCHHS LENU JTUCKYypCa, MIAHUPYEMBIH aJpecaHToM,
— 9TO 3ajada TUcKypca. MHUKpo3ajnaya — OJWH M3 KOMIIOHEHTOB OCYIIECTBIICHHUS
3a/1a4M IUCKypca.

YYacTHUKH WHCTUTYIHOHAIHHOTO AMCKypca MOApa3AeNSIOTCS Ha ,,areHTOB”
(Tex, ,,KTO UrpaeT aKTHBHYIO POJIb B MHCTHUTYLIMOHAIbHOM OOINEHHH’) H ,,KIIUCH-
TOB” (TeX, KTO BBIHYKJEH 0o0pamaThCs K areHTaM ¥ BBICTYIaeT B Ka4ecTBE Mpe-
cTaBUTeNel oOImecTBa B IEJIOM 10 OTHOLIEHUIO K MPEJCTABUTEISIM HHCTHTYTA)
[Kapacuk 1999], kxoTopsic MOTYT OBITH TakKe 0003HAYCHBI TCPMHUHAMH ,,TOBOPSI-
i (Mumymuii)”, ,,anpecant”  ,,clymarnuil (Yurammuid)”, ,aapecat”, ,,pein-
nuent” [Camoitnosa 2008].

Ha nmpumepe penurunosnoro auckypca B.M. Kapacux Bbiaenser ciaexyroumiuii
(orBeprayThiii A.Jl. CaMOII0BOI) KOHCTUTYTHBHBIN IMPHU3HAK AMCKypca — XPOHO-
Ton. XpPOHOTOI YKa3bIBaeT Ha ,,YETKYI0 OYEpPUYEHHOCTH ,,IPOTOTHUIHOrO MecTa”
obmieHus (xpaM) u ,,(UKCUPOBAHHOCTE BpPEMEHHU (OTpPEIeICHHBIC YaChl PEIIUTH-
O3HBIX PUTYaJOB, TAKHX KaK MPOIOBE/b, HCIIOBEAb, MOJUTBA (B OPTOAOKCAIBHBIX
penurusx) [Kapacuk 1999]. C rakoii mo3unueii He cormacHa A.J[. CamoiinoBa, xKo-
TOpas 3aMe4YaeT, 4TO ,,BO3HUKHOBEHUE MPOTOBEAHUYECKOTO HIIM UCIIOBEAAIBHOTO
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JUCKypca He 3aBUCHUT OT BpEMEHHU M MecTa (IpomoBens, K MPUMeEpPY, MOXKET Hpo-
HNCXOJWTHh W Ha YyJIWIE, U B TIOMEIICHUH B JIF0O0E BpeMs, KOTZa 3TO HEOOXOJAUMO
ee yuactaukam)” [CamoiinoBa 2008]. Ham kaxkeTcs, 4To ciiy4au, KOTOpbIE MpPH-
BOIUT B KadecTBe mpumepa A.J[. CamoiinoBa, mpuHaaiIeKaT K YUCITy BO3MOXKHBIX,
MPEANONOKUTEIbHBIX, HO UCKIIOYUTENbHBIX, TaK KaK A5 OOJIbIIMHCTBA PEJIUTH-
O3HBIX TEKCTOB M OOPSAIOB yCTAaHOBJICH ONpPEACICHHBIA MOPANOK, Oojiee WM Me-
Hee YeTKHe IpaBHJia MecTa U BpeMeHHM uX 4TeHus (,,Ho kak Bo BceM, coriacHo
HACTaBJICHUIO CBATHIX OTIOB, MOJDKHO HaOmogate MEPY U ITPABMJIO, — stum
’Ke HadaJloM Mepbl M IpaBuiia pykoBoIcTByeTcs CsaTas LlepkoBs, ycTaHaBinBas
OTIPE/ICNICHHBI YMH W MOPSIAOK MOJHUTB O )KMBBIX U YMEPIIUX, /1aBasi B PYKOBOJIC-
TBO CTPOHHYIO, MOCJIEIOBATEIbHYI0 CHUCTEMY NMOMUHOBEHHs — mumeT Emuckon
Adanacutit). [ToaToMy MBI cunTaeM IeJIECO00Pa3HBIM, BKIIOYHTH XPOHOTOM B Xa-
PaKTEePUCTHKY MOMUHAIBHOTO JUCKYpCA.

A.Jl. CamoiisioBa cunTaeT HEMPaBOMEPHBIM NPHU3HABATh MPEHEICHTHBIN TEKCT
KOHCTUTYTHBHBIM MPH3HAKOM IHCKypca, TaK KaK OJUH TEKCT MOXET LUTHPO-
BaThCsl B Pas3HBIX JHCKypcaX, U B OZHOM pOJE IHCKypca BO3MOXXHO OOpamieHune
K pa3HbIM mpeneneHTHM TekcTtaMm [CamoitnoBa 2008]. Ha wam B3risn, sBiIeHHeE,
onuceiBaemMoe A.J[. CamoilloBOH, oTpakaeT HpoIecC B3aUMOACHCTBHS pPa3HBIX
ponoB guckypca. Tekct CasamenHoro [lucaHus MoXeT IIUTUPOBATHCS M B Hayd-
HOM, ¥ B MEIWLIHWHCKOM, U B MEJAarorHYecKOM IUCKypce, HO, HECOMHEHHO, TpPH-
HAJICKUT K PETUTHO3HOMY IHUCKYpcy. TakoBO ero MpoUCXOXAEHUE, U TIePBUYHOE
ynotpebnenne. E.B. BoObipeBa BbIfensieT BHEIIHIOI W BHYTPEHHIOI MpPEIeAeHT-
HOCTh PEITUTHO3HOTO OUCKypca. BHYTpeHHSs MpeleAeHTHOCTh Ompeaensercs Kak
BOCIIPOM3BOJIMMOCTb XOPOIIO H3BECTHBIX MEPBHYHBIX 00pa3moB — (parMeHTOB
CesmenHoro I[lucanus B mpouecce MOCTPOSHHSI BTOPUYHBIX JKaHPOBBIX 00pPa3IoB
PEITUTHO3HOTO NHCKypca. BHEMIHIO MpeneneHTHOCTh 00pa3yloT MpereeHTHRIC
MMeHa, BhICKa3biBaHus, cutyanuu [ boOsipeBa 2008: 165-166].

YuuTheiBasi ykazaHHbIE TEOPETUUYECKHUE TOJ0KEHUS, MBI IMEEM OCHOBAaHUS BBI-
JEIUTh B KaYeCTBE BHUJA PEIUTHO3HOIO TUCKYpCca — MOMHHAIBHBIA IUCKYpPC, Ipen-
CTaBJICHHBIA B JKaHpPE MOMSHHHWKA (CHHOAWKA). B mamHOit pabore mpemmaractcs
ONMMCaHHE ITOMUHAJIBHOTO AUCKYpCa CTapOOOpAIIEeB, KOTOPHIH BOCCTAHABIMBAETCS
Ha OCHOBE CTapoOoOpsI4EeCKOr0 CHHOANKA U3 KOJUIEKINHA BOIHOBCKOTO MOHACTHIPS
(ceBepo-BocTouHas [Tonbina). BoitHoBckuii cunoauk (Huxke: BC) — 310 cOOpHHK
MOJIUTB, B KOTOPBIX MOMHHAIOTCS YCOIIINE, U3JaH B Hadalle BEKa B MOIIOJBHON
crapooOpsgueckoi Tunorpaduu Jlyku ['peduena B cene [depraun Bsarckoii ryoep-
Hu. O0mas xapakTepucTuka, OpHaMEHTHKa, CHCTeMa HyMEpalnunu CTPaHUI], CTPYK-
typa BC paspaborana aBTOpOM HacTosIel cTaThu B psfe myonukanuii [Orze-
chowska 2008a; Orzechowska 20086; Orzechowska 2009a; Orzechowska 20096;
Orzechowska 2009b).

OO6paTnMcs K 9KCTPaJIMHTBUCTHYECKUM KOMITOHEHTaM TIOMHUHAJIBHOTO TUCKYypCa.

LleHHOCTP MOMHMHAIBHOTO JUCKYypCa CKOHIEHTPUPOBAHA B €ro KIIYEBBIX
KOHIIENTax — ‘Bepa’ m ‘cmaceHue’. ,,l[eHHOCTH peaUTHO3HOTO OOMICHHS CBOJSATCS
K IEHHOCTAM BepHl, TaKUM, KaK, HalpuMmep, npusHaHnue bora, moHuMaHue rpexa
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U 100poJeTeny, craceHue AyIin, OlyieHue uyaa, coonoaenue oopsaos” [Kapa-
cuk 1999]. UcciaenoBanus KOHIENTA ‘ClaceHUE’ TOKa3alid, YTO OH MMEET CIOXK-
HYIO CTPYKTYPY, B KOTOPYIO BXOIAT OOBEKTBHl U CyOBEKThl CHACEHHS, UCTOUHUKHU
CMACeHUs, HHCTPYMEHTBI CIIACCHHS, CHMBOJIBI H YCJIOBHS craceHus. BaxHyro poib
UTrpaeT OTHOIIEHHE CaMOI'0 YeJIOBEKa K CHACEHHUIO0 U €TO0 MOIBITKH JOCTHYb Cllace-
nusg [Jlykmanosa, Kapermesa 2007: 161-167].

B Ioanom yeprosnocnassnckom crogape I'puropus JbsideHKO 00BICHEHO TO-
HSTHE TOMHHOBEHHUE YCOMIINX U JaHBI JOTMAaTHYECKHE €r0 OCHOBBI:

Momunogenne Yeonmngz — CoxpaHss M3ApeBie MpeiaHHbI oObluail, cB. BocTounas
LEPKOBb npenana 61aroroBbitHBIMb U UCTHHHBIMB CBOMMbB 4aJaMb CBSILICHHBIH JOJITD
TBOPUTH TIOMUHOBEHIs, MOJIUTBBl M NPHHOLICHisS 3a TPaBOCIABHBIXH XpHUCTiaHB. CB.
JoaHHB 37MaTOYCTh TaKb OMMCHIBACTH NMOTPEOHOCTH M BCIO MOJb3Y IOMHMHOBEHis: ,,EcTh
cpeacTBa o0JerduTh MydYeHis Ayumrd TpBIIHHKA, €clId 3axodeMb. Ecium Mbel Oynemsb
TBOPHTH YacCThIsl MOJHUTBBI O HEMb, ecid OyJIeMb pas3llaBaTh MHJIOCTBIHIO: TO XOTA
OBl OHB W HENOCTOWHB OBUTH MUIOCTeH bBoxinxb, HO Hamu bores ymoieHs OyneTs.
Ecnu Oup paam IlaBna apyruxb cmach, €CIM M Paad JAPYTHXb MOLIAJUIb MHOTHXD;
Kak xe pamu Hack OHB He cabnaeTh Toro xe? — OTe UMBHIN ero, OTh COOCTBEHHHBIXB
CTSDKaHWM, OTKyJa BOCXOMIemb, — moMord. [...] He o rpobaxs m He o TOpKecTBaxb
morpe0anbHBIXh JOJDKHBI TEIUch MBI, HO o payms ycommaro. [...] Ilopbaait
HUMsI TIPECTAaBIBINATOCS, MONPOCH BCBXDb TBOPHUTH MOJUTBBL M IPOLICHIS: — O3TO
YMHUCTHBHTH bora; XoTs 3TO M HE OTH HEro JIMYHO BO3HOCHTCS, HO JpyTrie Ui Hero
HCTIPAIIMBAIOTh MUJIOCTH bBoxiel: TakoBb 3akoHB udenoBBkomoOis boxis! [...] Bbmas
cie, OyneMb, CKOJNBKO MOXXEMb, IMMOAaBaTh yTBIOICHIEe AymamMb OTMIEAIUXB, BMBCTO
ci’b3b, BMBCTO phlAaHiil, BMECTO HaATPOOHBIXD YKpAIlIeHiil, MHUIOCTHIHSIMHU, MOJIUTBAMH,
MPUHOIIEHIAMH, Ja0bl W OHM W MBI TONy4YHId oOBIIaHHBe Onara, Oiaromartiro
u yenopbkonobiems Ennaoponnaro CeiHa” [psaenko 1900: 454].

B Hacrosmiee BpeMsi 0 HEOOXOAHMMOCTH TIOMUHOBEHHUS YCOMNIIUX B IEPKBU TO-
BopuT enuckon Adanacuii Caxapos:

Casras LlepkoBs, mpencTaBiss HaM OYeHb MHOTO CIy4aeB K MOJHMTBE O HAIIMX OJNM3KHUX,
JIOPOTUX YCONIIUX U K IIOMUHOBEHUIO UX II0 UMEHaM [...], HAIIOMHUHAET HaM, 4TO KpoMe
TIOOMMBIX HAaIIMX CPOTHHKOB W Apy3eil y Hac ecTh elle MHOXeCcTBO OpaTuii Bo Xpucre,
KOTOPBIX MBI, M HE BUAABIIN UX, JOJDKHBI JJIOOUTH, 0 KOTOPHIX, JaXKe M He 3Has UX HMEH,
MBI IOJIKHBI MOIUTBCS. Tak ycTaHaBIUBAET OHA U CTApaeTCs MOAJCPKATh TAKOU MOPAIOK,
NP KOTOPOM MOJINTBA O KaXIOM IIPaBOCIABHOM XpHCTHAHMHE OyJeT HENpecTaHHO
BO3HOCHUTBHCS J1a’ke U TOrAa, KOrJa He OCTaHETCs B JKUBBIX HUKOTO U3 JIMYHO 3HABIIUX €T0,
Korja 3a0yJeTcst Ha 3eMJIe UMsI ero, — MOJIUTBA O HEM OyAeT HeIpeCTaHHO BO3HOCUTHCS
10 CKOHUYaHUS Beka. [...] MHaue [...] MosmTBa O JIIOOMMBIX CPOAHHMKAX HAIIMX H APY3bIX
W 0 HAaC CaMHX IPOJOJDKANach OBl JIMIOIb B TeUEHHE HECKOJNBKHX JET YUIM JeCSATHIICTHI
rocJie KOHYHMHEL, TOJIBKO JIO TeX IOp, OKa KMBHI U HE M03a0bIIN eIlle YCONIINX 3HABIIHNE
1 JTI0OOWBIINE HX, — a JaJbllle HEKOMY yXKe ObII0 OBl moMuHaTh uX [Enuckon Adanacuii].

W3 BhIIIE YKa3aHHBIX YKCTPATUHIBUCTUYECKUX CBEJEHNUN BBHITEKAET, YTO LEJbIO
MOMHMHAIBHOTO JAMCKYpCa SABISAETCSA OOJerdeHne MydYeHHH AYIIH YCOIIIEro rperl-
HUKa (OYMINEHHE JYIIH), ¥ MOJYYEHHUE YCOMIIUMU M YUTAIOU[UMHA MOJIUTBY OCO-
ObIx Onar (mogaepxku ot bora).
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HocTuup 1menu MOXXHO MOCPEICTBOM COOTBETCTBYIomeld cTparteruu. Crpa-
TErusi MOMHHAIBHOTO JHCKYpCa PEallu3yeTcss ¢ MOMOMNIbIO CHEIHAIBHONH MOJUT-
BbI, BO BpeMs KOTOPOHW MOJSIIIUICSA NOMHHAET YCOMIIMX M MPOU3HOCUT UX MMEHA
(MonmuTBeHHas crparerus). Ctparteruss opopmisieTcsi B 0COOOM TEKCTOBOM >KaHPE
— cHHOAMKe (TIOMSHHHKE). BOSHUKHOBEHHE TaKOTO TEKCTa SIBISIETCS CBUAETENbC-
TBOM IIyXOBHOI MOTPEOHOCTH TOMHUHOBEHHUS YCOINIIHUX. ,,[€KCT — CBUAETEIHCTBO
JYXOBHOT'O ONBITA, HYXAAIOLIErocs B aJeKBATHOM HCTOJKOBAHUHU C LETBIO AOCTH-
JKEHUS ero MOHMMaHHs. B OTHOIICHWH PETUTHO3HBIX TEKCTOB MOHUMATh O3HAYaeT
OTKPBITh Ce0sl TyXOBHOMY COJEP)KaHHIO TEKCTa M MO3BOJMTH €My OKa3aTh CHAacH-
TEJIBHOE BO3JCHCTBHE Ha qymry denoBeka” [JlykmanoBa, Kapermesa 2007: 162].

I[IpumenurensHO K peauruozHomy auckypcey, B.M. Kapacuk [1999] Beigenser
€ro YYacTHUKOB: areHTOB-CBALICHHOCIYKUTENH (B cilydae cTapooOpsaues-0ecno-
MOBIIEB — HACTABHUKA), M KIMEHTOB-NIPUX0XKAaH, B TOM YHCJIe MOHAXOB M MOHAIIEK
U3 CTapooOpsIuecKuXx MoHacThIped. Crienndrka pemuruo3HOro TUCKypca COCTOUT
B TOM, YTO K YHCJIY €ro y4acTHHKOB OTHOcHTcsA bor, kK KoTopoMy oOpaieHsl Mo-
JUTBBI, TICAJIMBL, ¥ T.J. U KOTOPBIH BHICTYMAET B KAYECTBE ,,CyleparcHra”. Y4acTHU-
KOM IMOMUHAIILHOTO JUCKYpca cTapooOpsiaes, cornacHo BC, MoxkeT ObITh KauAbIN
YJIeH KOH()ECCHOHATbHOW OOIIMHBI MO PYKOBOJCTBOM HACTAaBHHUKA B MOJICIbHE
(GIA KHHTA HAPHUAEMAA CHHOAHKZ, HIRE MTETLA HA KCEAEHCKHKZ TOHAXHAAK%
A HA AHTIAXZ — c. 88), WJIM MOHAXH M MOHAIIKH B KEJbSIX M CBETCKHE CTAPOOO-
pAALBI B CBOMX goMax (A Weoko K pomikxz i &z khaiaxz - c. 88). Ilpu stom
XapaKTepHON OCOOCHHOCTHIO JAHHOTO NUCKypca SBJISCTCS NMPHHIHUIIKAIBHOE pa-
BEHCTBO BCEX YYAaCTHHKOB (areHTOB U KJIMEHTOB) PEIUTHO3HOTO OOLICHHS IO OT-
HOIICHUIO K CYNEParcHTy.

B BC uyerko ompenaeneH XpOHOTON MOMHUHaJIBbHOTO aucKypca. Kak m3BecTHO,
B JINTYPTrUW YCONIIUX MOMHHAIOT B Popurensckue cy66o0Thl (mnm Beenenckue po-
JIUTeNbCcKUue cy00O0THI), T.€. IHU 0COOOTO BCELIEPKOBHOTO TTOMHUHOBEHUS YCOIIINX.
PomutensckuMu yCcTaHOBICHBI CyOOOTHI TEepesa MSCOIYCTHOW HemeNned W mepen
npa3naaukoM Tpounbsl. B BC To4HO yka3aHOo BpeMs 4TEHHsS! ONpPEACICHHBIX (par-
MCHTOB TeKCTa. B Havayle Ha3bpIBaeTCs INIaBHBINA AeHb uTeHUss BC — MscomycTHas
cy660Ta: oTKOpENZ KhitTh Mo Sconinxz &z macono cru¥n XekwTy (c. 2).
Kpome Toro, Ha MOJIIX UMEIOTCS 3aMeUYaHus, Kacarmuecs GparMeHTOB TEKCTa IS
YTEHUS B KaXIyI0 cy00o0Ty:

— ¢. 28 — B paMKe JIJIs MapTHHAJM, YKa3bIBaeTCs BpeMsl YTCHH 2-0¥ BCeJICHC-
Koif cTaThil — No KA c¥EO; )

— c. 48 — Bpems uTeHHs 4-0if BCENEHCKOH CTaThH — tiA ¢TaTI® wTETe™ i no
Kt™ (¥EROTHAI;

— ¢. 63 — 3arnaBue: GTATIA, @ A. NOKLA (¥EROTH.; a TAKKE B paMKe JUIs
MapruHajiuii, BpeMs 4TeHHs 5-0i BCeNeHCKOM cTaThu — No Kea (X¥KO.

Jlns onHO# cTaThu 0603HAYEHO 0COOOE BPeMs UTEHHA: GTATIA KLEAEHCKAA
MAAAA, NTETCA HA KLEAHERHRIKZ AHTIAKZ (C. 66).

SIBHO mpoOCiIexKUBAETCA CBA3b IPELIEIEHTHBIX TEKCTOB ¢ TekcToM BC. BHyT-
PEHHSS MPeleIeHTHOCTh OOHAPYKUBAETCS B IPSIMOM HCIOJIb30BaHUH (ParMeHTOB
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CBsillIeHHOTO MHCaHusi — ncaiaMoB (ctpaHuubl 2—4, ncanom 90; crpanuuma 7-10,
mcaiom 50).

l'oBops o BHemHe# npeneaeHTHocTH, E.B. BoObIpeBa BhIAesIeT pa3Hbie Kiac-
CBI IPEIEACHTHBIX TEKCTOB!

— MpeleJeHTHbIC UMEHA,

— MpeleeHTHbIC BHICKa3bIBAHNUS,

— mpeueaeHTHble cutyanuu [boosipeBa 2008: 165-166].

HamnbGonee sBHO B BC oTMewaloTcs npeneeHTHBIE UMEHA. Cpe)m HUX B TEKC-
te BC mMoxHO BBIICTUTD Paspsll HAPULATENBHBIX HMEH: ANT A%, AnaAz, K%, &kez,
Eu,A, mm, r,M,, Amzo/\z, NfpoKz, W Op., & TAKKE Paspsjl UMEH COOCTBEHHBIX:
6%, XpTror%, AAAMZ, EKRA, W JP.

Kpome npeuenentasix TekctoB, E.B. boOripeBa cuntaeT nemecoodpa3sHeIM BbI-
JIeMUTh (EHOMEHBI B OTHOIIEHUH K PEIIMTHO3HOMY AUCKYPCY:

— MOHSATHSI PETUTHO3HOTO INCKypca,

— JKECThI, XapaKTepHbIC JUJIsl peIMrHo3HOTo Auckypca [boosipeBa 2008: 166].

OCHOBHBIM TOHSTHEM BBIICIICHHOTO HaMW MOMHUHAJIBHOTO JHCKypca SIBISET-
csl, HECCOMHEHHO, OHATHE ‘TIOMHHOBEHHUE YCOMIIUX , KOTOPOMY NPUCYIIH 0COObIe
L[EJIN, CTPATETuH, XPOHOTOII U MPEHEICHTHBIE (DEHOMECHBDI.

XapakTepHbIE KECTHI, COMPOBOX/AMOWKE MONUTBE TIOMHHOBEHHA yCOMIINX
— 3TO TOKJIOHBI: Hpm,wrrs nomonnmm, rrpnm (c. 2); i no:smz nomousms
rrKopHMZ 34 ovmspmnxz HFFA Oapagomz RAKH rM HALLIETW T4 xprm f ﬂpE‘i'T‘hlA
@rw MTEge. GAHKO TH MOIIHO, HAKIHIRAO MOKAOHZ ran (c.37).

JKecThl CONPOBOXIAIOT 0cO60E MOBEAECHHE BO BPEMs YTEHMS MOJHUTBBI: UTH
NOMAHHHKZ CEfl NOpAAY o oymuacniemz (c. 10). Tak Kak JaHHOE MOBEIEHHE
XapaKTepHO MMEHHO JUIsl YTEHUS ONpPEAEIEHHOTO0 BHUJA MOJIUTBBI — TOMUHOBEHUS
YCONIINX, MOKHO TOBOPHUTH O TPEIEACHTHOM ()EeHOMEHE MOBEICHNS MOMHUHAIBHO-
ro JHCKypca.

HecoMmHeHHO, BBIACICHHBIE HAMU TpelieAeHTHRIC (DEHOMEHBI, SBISIOTCS IH(}-
(bepeHuIHaTbHBIMU IPU3HAKAMH, OTJINYAIOIIUMH OMHHAIBHBIA JUCKYPC OT IPYTHX
BHJIOB PEIUTHO3HOTO TUCKYypCca | ,,TIO3BOJISIOT IIy0ke MPOHUKHYTH B €r0 CTPYK-
Typy” [boOsipeBa 2008: 166].

Urak, na ocHoBe BC 1 ero skcTpanmHBHCTHYECKUX MU PepeHTHATBHBIX TPH-
3HAKOB HaMH OBLI BBIIEJEH BHUJA PEIUTHO3HOTO IHUCKypca — MOMHMHAJIBHBIA JHUC-
Kypc. BBIsIBICHHBIE KOHCTUTYTHBHBIE MPU3HAKN TEKCTa MO3BOJISIIOT MPEICTaBUTH
BC B Buze snemeHTa Marepuanga peIMTHMO3HOTO AUCKYypca, T.e. COBOKYNHOCTH
YCTHBIX W MUCBMEHHBIX TEKCTOB, COCTaBIISIIONIMX ITOT THIN OOMICHHS. YUYET JKC-
TPAJIMHIBUCTUYECKUX (PAKTOPOB MPU OMUCAHUHU U OOBSICHEHHH PacCMaTpPHUBAEMOTO
Marepuaja AacT BO3MOXHOCTh B pe3yibTaTe AMCKYPCHBHOI'O aHANN3a PACIIHPUTH
TOPHU30HTHI ero uuTepnperauuu [Camoitnosa 2008].
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Summary

Extralinguistic Factors of the Discourse of ‘momuHOBeHUHE’
(Naming the Dead and Prayers for Them) as Based on Sinodik from Wojnowo

The observed distinctive features of the Old Believers’ Sinodik from Wojnowo
enable one to see it as part of religious discourse, i.e. the whole body of the spoken and
written texts constituting this type of communication. On the basis of the text of Sinodik
and its extralinguistic factors (concept, objective, strategy, participants of communication,
precedented texts, precedented phenomena) a distinct type of religious discourse was educed
— the discourse of ‘mommnoBenue’. Including the extralinguistic features of the text in its
analysis will allow of broadened and more precise interpretation of the analyzed text.
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1. Ilpobiema THIIOIOTHM CHHTAaKCHYECKHX CBSI3€H COXpaHSeT aKTyaJbHOCTb
Bceraa. [IpuunH ToMy Heckoibko. IlepBas, u Haubosee oueBHIHAsA, 3aKJIIOYAET-
Cs B TOM, YTO MOHSATHE M TUIOJOTHUA CUHTAKCUYECKUX CBI3EH — 3TO SAPO JIOOOTO
Y4EeHHs O CUHTaKcuce. Bropas, cymecTBylonas o MeHblIel Mepe TeOpEeTHUECKH,
— SI3BIK HE CTOWT HAa MECTE, CIE0BATEIbHO, MOTYT U3MEHATHCS CIOCOOBI U BHJIBI
CUHTaKCHUYECKUX CBs3eH. TPeThbst COCTOUT B TOM, UTO CYIIECTBYIOLINE THUIIOJIOIHH
HE OXBATHIBAIOT BCEr0 MHOT000pa3usi CHHTAKCHYECKHX OOBEIMHEHHI, pealbHO
GYHKIIMOHUPYIOIUX B PEYEBOM IIOTOKE.

MO0>XHO BBIICIHUTH ABE YEPThI, XapaKTEPHBIE I CYIIECTBYIOUIUX KOHICHIIUN:
100 SIBHBIN PEeNyKIIMOHHU3M, JTU00 cBOEOOpasHbId ,,okcnaHcuoHusm”. IlepBoe Ha-
OmromaeTcs B TeX CiIydasx, KOTJa pealbHOe MHOT000pa3sne CHHTAKCHYECKUX CBS-
3eil CBOAMTCS K JBYM-TPEM, a TO U K oJHOMY Tuly. Haubonee BbIpa3suTeNbHBIH
MpUMeEp ,,peIyKINOHU3MAa™ JaeT IpaMMaTHKa 3aBHCHMOCTEH, KOTopas ,,paccMart-
PHUBAET BCE CBSI3U TOJIBKO KaK HalpaBICHHbIE, IIPU 3TOM IOCTYJIUPYETCSH TOIBKO
OJWH THUI HAIIPaBICHHOU CBS3M — 3aBUCHMOCTH OJHOTO CJ0Ba OT aApyroro” [domm-
HuHa 1977: 299]. OueBuAHO, YTO MOAOOHBIH ,,IPOKPYCTOB” MOAXOA BPSI JU CIIO-
cobeH MpUOIM3UTh K MOJJWHHOMY TOHMMAaHHUIO MEXAaHN3MOB CHHTAarMaTHYECKOH
OpraHU3alliu PeyH.

Btopoe oOHapyxuBaeTcs Tam, TJe CBA3M, IPUPOJA KOTOPHIX C TPYAOM IOA-
JaeTCsl OCMBICIICHHIO, PACCMATPUBAIOTCS KaK Pa3sHOBUAHOCTH M3BECTHBIX THUIIOB.
[Ipumep — mHTEpHIpEeTanns CBSI3M MEXAY KOMIIOHEHTAMH COCTaBHOTO TJIaroJIbHO-
ro ckazyemoro (TjarojibHasi CBA3Ka + HH(GUHUTHB) KaK IPUMBIKaHUA; TaKOE pelle-
HUE HaXOIHWM BO MHOTHX paborax [cMm.: bemomankoBa 1989: 568-569; Banrnna
1973: 56; I'pammartuka 1954: 214-219; Pacnonos 1970: 47; Pycckas rpammatuka
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1980: 41 u np.]. IlpowmmocTpUpPOBaTh KOJUYECTBO HEPEUICHHBIX MPOOIeM B 00-
JACTH TEOPUH CHUHTAKCHMYECKUX CBS3€H MOXHO CIEAYIOIIMM MPOCTBHIM CIIOCOOOM.
BrinuieM psg 4aCTOTHBIX CHHTaKCHYECKUX KOHCTPYKUUH (3a7aya OaTh HCUYEPIIbI-
BAIOMINI NIEpedYeHb HE CTABUTCS) U MOMPOOYEM IMOCTaBUTh B COOTBETCTBUE KaXION
THI UCTIOJIb3YEMOM B HEH CBS3H:

Ta6auna 1
Tunel CHHTaKCHYECKUX KOHCTPYKIUH U CBs3eil
Konctpykuus Tun cBs3u [Ipumepst
c/c ¢ ympaBIeHHEM MONYUHEHUE | Yumams KHUcy
c/c ¢ cornmacoBaHHEM HOJUUHEHUE | Xopoulas KHu2a
c/c ¢ mpUMBIKaHUEM MOJYHNHEHHE | XOPOULO Yumamso
0eCCOI03HbII OTHOPOIHBIN P - poMamwvl, cmuxu
COIO3HBIN OJTHOPOAHBIN psilT COYMHEHHE | POMAHbL U CIMUXU
MHOTO4YJICHHOE CKazyemMoe - 0bL10 1eHb 8cmasams
KOOPJIMHHUPOBAaHHAS MTPEeJUKaTHBHAS I'PyIINa | HEKCYC Knuea 6vina xopowas.
HEKOOPAMHHUPOBAHHAS MPEANKATHBHAS
rpynna - A 3a pynem.
JNETePMHHAHT IUTIOC IPEeJUKaTHBHAS IpyIIa - Ympom nenv 6cmasame.
BCII — ananor CIIIT - C 2naz oonoii — uz cepoya 8oH.
BCII — ananor CCII - Kpuuy — nem omsema.
cobcrBenno bCII - Bemep soem, epom epoxouem.
CCII counHenue |Muu s e2o, unu on meus.
CIIIT nomuuHenue | Ecau ycneem, 6ydem xopouio!

VenoBHbIe 0003HaYeHUs: ¢/c — ciaoBocouetanue; BCII — Geccoro3HOe CIOKHOE NMPEUIOKEHNE;
CIIII — caoxHonoaunHeHHoe npepioxerne; CCII — cI10XHOCOYMHEHHOE NMPEJIOKEHUE.

Kak BuanM, pOoBHO B IOJOBUHE CIy4YaeB JaTh OJHO3HAYHBIA OTBET Ha BOIPOC
0 THIIE CBSI3M HJIM HEBO3MOXHO, WJIM, II0 MEHbIIEH Mepe, 3aTpyaHHTenbHO. [Ipo-
KOMMEHTHUPYEM 3TH IMO3UIUH.

1.1. [TpuMeHHUTETBHO K OECCOIO3HOMY OJHOPOAHOMY DSy 4acTO TOBOPAT O CO-
yuHeHuu [cM.: Banruna 1973: 206; Pycckas rpammartuka 1980: 166-173; Beio-
mankoBa 1989: 548]. SIcHo, 4TO Ha MEpBHI IUIAH B JAHHOM CIIy4ae BBIBOIUTCS
JIOTUYECKHUH, 110 CBOEW MpPHUpOJAE, NPU3HAK COYMHEHUS: ,,paBHOIPaBUE KOMIIOHEH-
TOB, UX CMBICTIOBasi M TpaMMaTH4eCcKasi HE3aBUCUMOCTh JpyT OT npyra” [Bamrmna
1973], apyrumu cioBaMH — TO, YTO B IpaMMaTHKE JABHO M3BECTHO IOJ MMEHEM
napatakcuca. OIHAKO HaJU4HMe JaHHBIX OTHOILIEHWH HE PAaBHOCHIBHO HATUYHIO
counHuTenbHOM cBs3u: V.H. Kpyunnnna crnpaBeasinBo yka3blBaeT Ha TO, YTO Ia-
paTakcuc MMeeT MECTO KaK NMPH COYMHEHHUH, Tak U mpu Oeccoro3uu [KpyunHuHa
1990a; 199006], uro numaer ero cuibl AuQdepeHInaIbHOr0 Npu3Haka. ,,OCHOB-
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HBIM CPEJCTBOM TepeIayr COUNHUTEIBHON CBS3U SABJISIOTCS COUHHUTEIBHBIC COO-
3pr” [bemomankoBa 1989: 548]; cp. Takxke y KpyunHuHOI:

CouHHEHHE... — CHHTAKCHYeCKas CB3b I'PAMMATHYECKH PABHOLCHHBIX €IUHMII SA3bIKa,
U3 KOTOPBIX HH OJHAa HE MOXET OBITh CBEJCHA Ha IOJIOXKCHHE KOMIIOHEHTa APYroii,
pacrioyararomasi cBoei CHCTEMOH CPENICTB BBIPAXEHHS — COYMHHUTEIBHBIMH COIO3aMHU
[Kpyunnuna 19906].

TonbKkO HalWuYME COI03a MOXKET OBITh TPAKTOBaHO Kak AuddepeHnranbHbId
MPU3HAK COYMHUTEIHHON CBSI3M, OCKOJIBbKY APYrHe CPEJACTBA — MHTOHANMS U T10-
PAIOK ClIeIOBaHUS KOMIIOHEHTOB — CBOMCTBEHHHI TI000OMY npyromy Tumy. He ciy-
yaiiHo, no-sugumomy, u C.I'. Unbenko B ctatbe ,,COuMHEHHE” MPUBOAUT MpUMeE-
PBI TOJIBKO COIO3HBIX OJHOPOAHBIX psinoB [Miasenko 1979].

CymiecTByeT MHOE pEIIeHHe BOIpPOCca O CBSI3M KOMIIOHEHTOB B OECCOIO3HOM
OJIHOPOJHOM PSIJIy: MEXKJY HUMU KOHCTATUPYETCs OeCCOlo3Hasi CBSI3b. DTO pellie-
HUE TpejacTaBiseTcs 0oliee MPEANOUYTUTENbHBIM, IOCKOJIBKY, B OTIHYHE OT IIpe-
JIBITYIIETO, HE COIEPKUT HEIOCTATOYHO MOTHBHUPOBAHHBIX MOJOXeHHH. OgHAaKO
caM TepMUH ,,0eccoro3ue”, Ooyiee yAOBIETBOPUTEIbHBIH Kak 0003HauYE€HHE KOHC-
TPYKIIMH, B Ka4eCTBE 0003HAUYCHUS THIIA CBSI3M MaJOMH(GOPMATHBEH, TaK KaK MOJ-
YEpPKHUBAET TO, YErO B JIAHHOM BHJI€ CBSI3M HET, U HE BBISIBISET TOTO, YTO €CTh.
XapakTepucTuka 0ecco3us, aHAIOTHYHBIM 00pa30M, SBJISIETCS B OCHOBHOM aro-
(aTuueckoii: 3TO CBA3B

0e3 ydactusi cor30B [...] CMBICTIOBBIE OTHOIIECHUS TPH 0ECCOI3MH OOBIYHO OCTAKOTCS
HEBBIPAXKEHHBIMH, ITOCKOJBKY (OpMHUpYIOMNE UX (aKTOPH... B OOJBIIMHCTBE CBOEM
MOJINCEMAHTHYHBI, T.€. HE 3aKPeIUICHBI 32 CTPOTO OIpE/eJeHHBIMHA BHIaMH OTHOIIEHHI,
U HEJJOCTaTO4YHO peryisipHsl [Kpyunnuna 1990a].

CrnpaBeyinBO yKa3blBasi Ha POJb WHTOHAlMM B OOECIIEYEHHWH JaHHOTO BHA
CBA3M, NIPH €r0 XapaKTEPHCTHUKE OIYyCKAIOT — BO3MOXXHO, B CHJIy OYEBHIHOCTH —
JIPYTOoii HEMaJIOBaXXHBIHM (paKTOp: COMOJIOKEHNE KOMIIOHEHTOB. B.A. Beromankosa,
NOCBSAIIast OTAENbHbIN maparpad ,,CpeacTBaM BbIpaKC€HHS CHHTAKCUYECKUX CBS-
3eil”’, 0 IPOCTOM COIIOJIOKEHUH KOMIIOHEHTOB He ynomuHaeT [benomamnkosa 1989:
544-545]. Mexny TeM 0e3 COMOJIOKEHUSI KOMIOHEHTOB HA MHTOHAIMS, HU PYyTUe
W3BECTHBIE CPEJICTBA, MOAAEPKUBAIOIINE OECCOIO3HYIO CBSI3b, HEPAOOTOCTIOCOOHHI.
Brpodewm, u comonoxeHre KOMIIOHEHTOB HE MOXET ObITh Mpu3HaHO AuddepeHin-
aJbHBIM MPU3HAKOM JaHHOTO THIIA CBS3H.

Takum o0Opa3oM: HamU4YMe CHHTAKCHYECKOH CBS3M HECOMHEHHO, HO BOIIPOC
0 ee CYIIHOCTH OCTaeTCsl BeChbMa HESICHBIM. ECiin MBI OTKa3bIBaeMcsi OT HEJ0CTa-
TOYHO yOEOUTENBHOTO MMOABEACHUS 3TOTO TUIIA CBA3HU MOJ COYMHEHHE, TO MBI OIH-
ChIBaeM €€ Kak CBs3b, KOTOpAas HE SBJSETCS HU a) COYMHCHHEM, HH 0) MOJYMHEHU-
€M, HU B) KOOpJUHalKel (HEKCYCOM), HU T') TATOTEHHEM U T.Jl. — B 3aBUCUMOCTHU
OT NPUHUMAEMOH THIIOJNOTHHU; KaK CBA3b, peaju3yeMyl0 CpellCTBaMH, KOTOpHIE
UTPAIOT POJIb JOMOJIHHUTENbHBIX MPH APYTUX THIAX CBS3U, U HE PAclOararoulyro
crienuUIEeCKUM CPEIICTBOM, KOTOpOe ObLIO OBI MpHCYIIE TOJHKO JAHHOMY THIY.
Y 10BIETBOPUTEIBHOCTD TAKOH XapaKTEpUCTUKHU COMHUTENbHA; BOIPOC O MPUPOIE
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CBS3M B JaHHOW KOHCTPYKIMH OCTAeTCs OTKPHITHIM. B Takom ciydae, octaeTcs He-
pELIEHHBIM M BOTIPOC O MPHUPOJE CHHTAKCHUECKOH CBSI3W B TpPEX THUMAx Oeccoros-
HBIX MPEANIOKEHUH, CBSI3b B KOTOPBIX TPAIUIMOHHO KBanuuuupyercs kak decco-
I03Hasl.

1.2. O cBsI3u MEXy KOMIOHEHTAMU MHOTOYJIEHHOTO (B TOM YHCIIE€ COCTaBHO-
T0) CKa3yeMOro BBIIIE YK€ YIIOMHHAJIOCH. Y JOBJICTBOPUTEIBHON XapaKTEPUCTUKH
9TOW CBS3M, HACKOJIBKO HaM HM3BECTHO, He cymecTByeT. KoHcTaTamus e B 3TOM
ciydae MPUMBIKAHUS BBI3BIBACT CIEAyIOHe Bo3pakeHus. [loHaTHO, 9TO MHOUHH-
THB TPaKTYeTCs 37eCh KaK MPUMBIKAIOIIMK Ha TOM OCHOBAaHUH, YTO OH SIBISETCS
HeusMeHseMoil ¢popMoil. OHaKO 3TO OCHOBAHME YHCTO MOP(OIOrHUECKOE U IOTO-
My HEJOCTAaTOYHOE; AJI TOTO XKe, YTOOBl KOHCTATUPOBATh 3€Ch CHHTAKCHYECKYIO
CBSI3b NPUMBIKaHMS, HEOOXOINMO J0Ka3aTh, YTO WHOUHUTUB NOOUUHEH CIIpATae-
Mo popme riarona (Tak Kak IPUMbIKaHUE TPAJUIMOHHO CUUTAETCS Pa3HOBHIHOC-
THIO TIOAYMHHATEIBHON CBSI3M); CHENaTh K€ 3TO BECbMa TPYAHO, a TIaBHOE — B
U BooOIIe HYXHO 3TO AenaTh. ONpeaenuTh, YTO YeMy MOAYMHEHO B KOHCTPYK-
MY COCTaBHOTO CKa3yeMOro, HEBO3MOXKHO, ITOCKOJIBKY BEKTOpa ,,HEPaBHOMIPABUS
B IJIJaHaX CMBICIIOBOI M TpaMMaTHYECKOH clielnaIn3aluid KOMIOHEHTOB SBJISIOTCS
B IaHHOM cCJIydae BCTpedHO-HampaBiaeHHBIMH. [1.A. JlekaHT, B 4acTHOCTH, MOgUep-
KHBaeT:

OIMH KOMITOHEHT BBIPaXaeT BEIICCTBEHHOC 3HAYCHUE CKA3yeMOTO... — OH SBJISICTCS
TJIaBHBIM. BTOPOI KOMIIOHEHT 3aKiII0UaeT rpaMMaTHYeCKoe 3HaUeHHE CKa3yeMoro... — OH
SIBJISICTCS] BCIOMOTATEIHHBIM (HO HE BTOPOCTEIICHHBIM, KOO 03 HEro rIaBHbIM KOMIIOHEHT
HE UMEET rpaMMaTHYECKOro 3HaueHus ckazyemoro) [Jlekant 1976: 21].

B Taxoii curyanuy roBOpuTh O MOAYMHEHUHM — TeM Oojiee O MOJYMHEHHUU HH-
(GUHUTHBA, TO €CTh TJIaBHOTO, IO JIeKaHTy, KOMIOHEHTa COCTaBHOT'O CKa3yeMoro,
cupsraemMoil popme — nuiIeHo cMbicia. To jke OTHOCUTCS, HallpuMep, U K CI0BaM
KaTeTOPUHU COCTOSIHHUSI B MHOTOKOMIIOHEHTHBIX CKa3yeMBbIX THIIA Obl10 mpYyOHO pa-
300pame (hanucauuoe).

1.3. CBA3p MeXIy KOMIOHEHTAaMH HEKOOPAMHUPOBAHHON NpPEeIMKATHBHON
IpyHIBl NpeAcTaBigeT cO00OW HEU3BECTHYIO BEIMYMHY, HE ONpENesIeMylo U He
KOMMEHTUPYEMYIO HU B y4yeOHHKAX, HM B aKaIeMHYECKHX IpaMMaTHKaX PyCCKO-
ro s3pika. ECTeCTBEHHO, YTO HalMuyue €€ COMHEHHUIO He IOJBEpraercs, OIHAaKO
BHATHBIC XapAaKTEPUCTHKN — OTCYTCTBYIOT. BO3MOXKHa KOHCTAaTaus B 3TOM CiIydae
»IpeIuKaTUBHON cBs3u”. Ho kak Torma KBaau(uUupoBaTh CBA3b MEXAY KOMIIO-
HEHTaMH KOOPJAWHHUPOBAHHON MPEANKATUBHOMN I'PyIIIBI?

Ecnu xe yTBepxkaaTh HaJdu4due ,,lIpeAUKAaTUBHON CBS3U” B 000HX clydasx, TO
9TO TIOHATHE TN0O COBMANAET C OHATHEM IPEIUKATUBHOTO OTHOLICHUS, THOO yT-
pauMBaeT cMbIC]. B caMoM Jiejie: MOCKOIbKY 00€ KOHCTPYKIIMH OTPaXkaroT aKT Mpe-
JIUKAaIU{, B HUX HAJIWYECTBYIOT NMPEIUKATHBHBIE OTHOIICHHS; B KOOPAMHUPOBAH-
HOM IpeAMKaTHUBHOW IpyIIle 3TO OTHOLIEHHE II0JIydaeT BOIUIOIIEHHE B HEKCyce,
WY KOOPAWHAIINH, B HEKOOPAUHUPOBAHHOMN — HE ITOJy4aeT TAKOT'O BOTIOIICHHUS.
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TepmuH ,,(B3arMHas) KOOpAUHANHUSA’, K&K U3BECTHO, IPHUHIT B POCCUHUCKON JTMHTBUCTH-
yeckod Tpagunuu nocie padot H.C. [Tocnenosa, H.1O. IlIBenoBoii u ap., MOKa3aBIIUX
MPUHIUITHATBHBIC OTIHYHS CBS3U MEXAY MOJUICKAIIUM U CKa3yeMbIM OT COTJAcOBaHUS
Kak BHJa momauuHeHus. OJHAKO MapasielbHbIe TEPMUHBI HHOS3BIYHBIX TPAMMATHYECKUX
TPaJMIMi HCIONB3YIOTCS B COBEPIICHHO WHBIX 3HAYCHHSX: aHMI. coordination, ®p.
coordination, neM. Koordination, icu. coordinacion o3Ha4aroT ‘COYHHEHHE’, IPU I3TOM
B QHTJIOSA3BIYHON M HEMEIIKOSI3bITHOM TPATUIUAX TEPMUH MOXKET 03HAYATh U ‘COTJIacOBaHUE’
[AxmaHoBa 1969], npuyem B ['epmanuu non Koordination 0OBIYHO MOHUMAIOT UMEHHO
COTJIaCOBaHUE, a COYMHEHHE O00O03HAYalT TepMHHOM Beiordnung. IlodToMy KaxeTcs
0oJiee MPEANOYTUTEIBHBIM UCIOJIB30BaTh NI 0003HAYCHHUS OOCYKIAaeMOrO THIA CBS3HU
TEPMHUH HeKkcyc, Kak 0oliee SBHO COMPSDKCHHBIA B EBPONEHCKOH JMHTBUCTHYCCKOM
TPaJUIINK C IOHATHEM MPEINKATUBHOT'O OTHOIICHHUS.

Ecnu MBI mpu3HaeM, 4TO HEKCYC W €CTh ,,lIpeJUKATHBHAs CBSI3b~, TO IpHMe-
HATH 3TO TOHATHE K HEKOOPAMHHUPOBAHHBIM NPEIUKATUBHBIM TPYIIIaM JIHIIECHO
cMbicia. Eciin sxe MBI Bce-Taku yTBEpKIlaeM, UTO ,,IpeIMKaTUBHAs CBI3b~ UMEETCS
B 00€MX KOHCTPYKIMSIX, TO OHA MPEBPAIAeTCs B MOHATHE, yOJIHUPYIOlIee MOHATHE
MPEANKATUBHOTO OTHOMICHUS, ¢ (yHKIIHEH, HEOTBpAaTUMO HAallOMHHAIOMIEH 0 du-
TOBOM JIMICTKE.

1.4. CBs3bp AeTepMHUHAHTa C NMPEIUKATUBHOW I'PYNNON M3HAYaJIbHO OCMBICISA-
nace llIBenoBoi kak pacmaBiieecs: ciiaboe yrpaieHue wi npumbikanue [lLlBe-
noBa 1964]. To, yTo oOpa3zoBayioch B pe3yjbTaTe pacraja MoJIYNHUTEIbHON CBsI-
3H, 03)Ke ObLIO MHTEPIIPETUPOBAHO €0 KaK ,,cCBOOOAHOE MPUCOCIUHECHHE, BHEIIIHE
CXOJIHO€ C NMPUMBIKaHHEM, HO OTIMYAIOUIeecss OT HEro CBOMM HEINPHUCIOBHBIM Xa-
paktepoM” [Pycckas rpammaruka 1980: 149]. Ctout n106aBUTh, YTO OTIHYUE OT
MPUMBIKaHHSI COCTOMT, KPOME yKa3aHHOTO aBTOPOM, B OTCYTCTBUHU IOJYMHEHUS
JIeTepMUHAHTa MPEIUKATHBHON TpyNIe: XOTS BO3MOXXHOCTH 3aJaTh CMBICIOBOM
BOIIPOC K JETEPMHUHAHTY WMHOrAa cymectByeT (cp.: Towno mue! (komy?) — B OT-
nu4ue ot Ha niowadu muwiuna) v XOTs 10 BHEIIHEH (GopMme JeTepMUHUPYIOIIHE
KOMIIOHEHTHI, KaK MPaBHUII0, HEOTIWYUMBI OT YIPaBISEMbBIX MM MPUMBIKAIOIINX
MPUCJIOBHBIX PACIPOCTPAHUTENCH, UX HOPMATUBHO-HEWUTpajibHAas MO3UIUS B ad-
COJIIOTHOM HadaJle MPEJJI0KEHUsI CBUIETEIbCTBYET 00 OTCYTCTBHH ITOJYUHEHUS.
O TOM e rOBOPUT MX HOPMATHUBHAS TeMaThuyeckas (QYHKIUS B aKTyaJbHOM 4iie-
HEHHUH BBICKAa3bIBAHUA: JIETEPMHUHAHT, KaK MPaBUIIO, CAMOCTOSTEIbHO, HE BXOJs
B cocTaB 0oJiee CI0KHOTO 00pa30BaHus, 3aMeIaeT MO3UIIMIO TeMbI (MU OJHOW U3
tem). Hakonern, 00 OTCYTCTBHMM MOAYMHEHHS TOBOPUT U TOT (PakT, YTO HU CeMaH-
THKA MPEINKATUBHON TPYIIIBI, HU CEMaHTHKA JeTEPMUHAHTA HE MPEIONPEACIISIOT
JIpYT Ipyra ¢ HeOoOXOJMMOCTBIO TaK, KakK IMpeNoNpeneisieT ceMaHTUKy u (opmy
MMOJYHUHIEMOT'0 KOMIIOHEHTA IIaBHOE CIIOBO B clIoBocodeTaHUH. OTHOMICHUS MEXITY
HUMH HAMHOTO OJIMKE K OTHOIICHHSIM MEXAY MOJUIeKAIIUM U CKa3yeMbIM: HE CIy-
gyaiiHo I'.A. 30;10TOBa MOCNEI0BATENRHO HHTEPIIPETUPYET NPEITIOKEHHS BUia Mue
mowHo U JIp. KaKk IoJIJIeXaliHo-ckazyeMocTHble [3omoroBa 1998: 102-206]. Bos-
MOYKHO, IMEHHO OTCYTCTBHE mondnaeHus noapazymesaeT H.FO. IlIBexoBa, roBops
0 €60600HOM TIPUCOCTUHCHUH.
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OHako U B JJAaHHOM CiIy4ae repejl HAMH CUTYallisi ONOPbI Ha MPAKTHYECKU He-
W3BECTHYIO BENWYUHY. ECIM MOTUMHUTENHHBIM CBSI3IM CJIOB B Pycckou epamma-
muKe TIOCBSIIIIEH BecbMa 00beMHBIN pa3nen [Pycckas rpammarumka 1980: 13-79],
TO XapaKTePUCTUKA CBI3H ,,CBOOOHOTO MPUCOCAMHEHUS WCUCPITBIBACTCS TPHUBE-
JICHHOW IIUTATOM; MECTO 3TOM CBS3H B CUCTEME CHUHTAKCHYCCKHUX CBS3CH, €€ COOT-
HOIICHHE C IPYTHMHU THIIAMHU, €€ CYITHOCTh HE 0XapaKTePU30BaHEI.

W3BecTHBI Apyrue OMBITHI OMNpEJETeHUs JAaHHOTO THMa CBs3M. Hampumep,
I'.C. KonsaeHko kBanmuUIIMpPOBaja CBSI3h OOCTOSTEIHCTBEHHOTO IETCPpMHUHAHTA
C TPEIUKATUBHBIM IIEHTPOM KakK ,,CEMaHTHKO-CHHTAKCHYECKYI0™: , JIETEPMUHUPY-
fomee 00CTOATETFCTBO KaK OBl MPHUCIOHEHO K MPEIUKATHBHOMY SIPY, HAXOISChH
C MOCJEAHUM B OTHOUICHUSX MOJYMOJAYUHEHHS (CMBICIIOBOI'0) — MOJYpPaBHOBECHS
(00yCIIOBICHHOTO CHHTAKCHYECKOW CAMOCTOSITEIIBHOCTRIO 3TUX CIWHUIT)”, — U OII-
penenuia ee Kak ,,CHHTAKCUYECKYI0 arrIlOTHHALNI0” — ,,HeNPEIUKATUBHYIO CBSI3b
cMeiciioBoro xapakrepa” [Komsgenko 1972: 13—15]. OtnaBast noypkHOE H300peTa-
TEIBHOCTHU 3TOTO PEIIEHUs, OTMETHM BCE )K€, YTO, BO-NIEPBbIX, TEPMHH ,,CHHTAKCH-
gecKasl arTJIIOTHHAIUS ™ WMed OBl CMBICT B TOM ClIydae, ecJii Obl OH CYIIECTBOBAI
B CHCTEME COOTHOCUTEIBHBIX TEPMUHOB (HampuMmep, ,,CHHTakcudeckas ¢y3us’,
,,CHHTaKCHUYECKass KyMYJISIIUA’), — TO €CTh €CIU OBl THIIOJOTHS CHHTAKCHICCKUX
CBSI3€H MOCIEIOBATENBHO TOBTOPsUIa Ha OoJiee BBICOKOM YPOBHE THIIOJOTHIO CIIO-
co60B ¢GopMo- U CcI0BOOOpa30BaHUS; BO-BTOPHIX, SICHO, YTO COJEPKATEIHHO pe-
menue ['.C. KonsmeHko MpakTHUeCKH HUYEM HE OTIHYaeTCs OT MPeI0KEHHOTO
H.1O. llIsenoBoii.

Takum 00pa3oM, XOTsS CBS3b MEXK/Y JACTCPMHHAHTOM M TPEIUKATUBHOU TPYyTI-
MOH onMcaHa ¥ TEPMUHHPOBAHA, €€ MECTO B CUCTEME CHHTAKCHYECKHUX CBS3EH, ee
COOTHOIIIEHUE C [PYTHMH THIIAMH U €€ CYIIHOCTh OCTAIOTCs terra incognita.

1.5. IlpuBenenuslii 0030p, HECMOTPSI Ha CBOIO ()parMEHTApHOCTH, MO3BOJISET
YTBEpkKIaTh, YTO HA CETONHSIIHUN JCHb B PYCUCTHUKE (KAK MUHHUMYM) OTCYTCTBY-
€T [EeJIOCTHAS M MOCIe0BaTEIbHAs THIIOJOTHS CHHTAKCHYECKHNX cBsi3eil. JleTanpHO
pa3paboTaHbl OTIENbHBIE (PArMEHTBI: THUIIOJNOTHS CBSI3¢H BHYTPU IMOIYHMHHUTENb-
HBIX CJIOBOCOYCTAHWM, COYMHCHHEIX PSANOB, CIOKHOTO mpemroxkenus. OnHako,
BO-TIEPBBIX, 3TH PPArMEeHTHl HE CKIIAJBIBAIOTCS B €IMHOE YUCHHE, TOCKOIbKY TOC-
TPOCHBI Ha Pa3HBIX OCHOBAHUSAX; BO-BTOPHIX, OHH HE OXBATHIBAIOT PEAIIBHOTO MHO-
roo0pasus CBsi3eH.

B ocHOBy THmONIOTHH CBS3€H BHYTPH CIIOBOCOUCTAHHUS ITOJOKCHA OMIO3UIUS
COYMHEHUS U MoauuHeHus. Ha 3ToM kilaccu(pUKallMOHHOM OCHOBaHUHU CTPOTO pa3-
TPaHMYMBAIOTCS [IBA KJIAcCa CIOBOCOYETAaHUH (€ClIM COUYMHEHHBIE PSIbI TPU3HAIOT-
Csl CJIOBOCOYETAHUSIMH); Aajee M3ydaroTcsl BUABI MOTJYMHUTEIBHON CBA3U. UTO ke
KacaeTcsl PANIOB C Pa3HOBUIHOCTSIMHU OTHOIICHHWH MapaTakCHuca, TO YK€ MPUMCHH-
TEIbHO K HUM, KaK MbI BUIEIH, BO3HUKAIOT CIOXHOCTH. Eciiu Geccoro3Hble psiibl
MPUYUACIATE K COYNHHUTEIHHBIM CJIOBOCOYCTAHUSAM, TO TMOHATHE COUYMHUTEIHHOW
CBSI3M pa3pylIaeTcs, TepsieT CMBICH, TaK KaK COBHAJAET C JIOTMUYECKUM IOHSTH-
€M OTHONICHWH mMmapaTakcuca (0 pa3IMYCeHUN B CHHTAKCHCE CBS3€H M CTOSIINX 3a
HUMH OTHOIICHHI CKa3aHO JOCTATOYHO, MOATOMY COOTBETCTBYIOIIME MOSICHEHUS
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onyckaeM). Eciin ke Oeccoro3Hble psJibl BHIBOJUTH 332 pAMKH COYUHEHUS, TO HEO00-
XOIUMO TIOCTYJIUPOBATH HATUIUE TPETHETO THUIIA CBSA3M — 0CCCOIO3HOM, — a MEKIY
TEM ,,BIIUCATH” ITOT THUI B 0a30BYIO OMIO3HUIIMI0 COYNHEHHUS U MOJIMHEHUS MyTeM
€¢ KOJTMYSCTBEHHOTO PACIIMPCHHS HEBO3MOXKHO: BEIbh MOHATHE 0CCCOIO3US BBIJIC-
JIieTCsl Ha COBEPIICHHO MHBIX OCHOBaHMSX. B pe3yibTaTe THUIOJIOTHS CIOBOCOYE-
TaHUN JTUMIACTCS €IUHOTO KIAacCU(UKAIMOHHOTO OCHOBAHMUs, a 00IIasi TUIIOIOTHS
CBsI3eil B MUTOTE MPEBpAIlaeTCs B 3a/1ady, OT PEIICHUs KOTOPOH TeOpHsl CUHTAKCHCa
MPaKTUYCCKH OTKA3BIBACTCS.

Mexny TeM MOCTpOCHHE €IMHOM TEeOpHH CHHTAKCHYECKHX CBA3€H mpeacTaB-
JIACTCSA BCE-TaKW BO3MOXHBIM — IPH TOM YCIIOBHH, YTO OIJHO M3 CPEICTB CBSI3H,
KOTOpPO€ OOBIYHO, B CHUIIy OYEBUJHOHN JNaHHOCTH, BO BHUMaHHE HE NMPUHUMAETCH,
MTOJIBEPTACTCS CYIMECTBCHHOMY MTEPEOCMBICICHUIO.

2. Ecau ucxoauTh M3 TOTO, 9TO CHHTAKCUYecKas CBA3b (B OTIMYHUE OT OTHOIIE-
HHS) €CTh HEUYTO, 00S3aTEIFHO MMEIONIEEe TO WM WHOE MPOSBICHUE, BEIPAXKCHHUCE,
TO €CTh IMOJOXUTh BO IJaBy yria (opMaibHO-CUHTAKCHUYECKUU KPHUTEPUM, — TO
B MHOT000pa3Wy CHHTAKCHUYECKUX TMOCTPOCHUU W CBA3CH MOXKHO OyIeT SCHO BH-
JIETh OIIO3MIINI0, MPOHU3BIBAIOINYI0 BCe 3TO MHOrooOpaszue. O003HaA4YUM ee —
B pabouem MOpsIKe — KaK OMIO3UIINI0O KOHHEKCHU U U MHHekcuu. [lox mep-
BOW MOJApa3yMeBaeTCsi CHHTAaKCHYECKas CBsI3b, OCHOBAaHHAs Ha MPOCTOM COIOJO-
JKCHUH KOMIIOHCHTOB; TI0J] BTOPOH — CBS3b, MPEATIONATAIONIAS DIECMEHT MPOHUKHO-
BEHMS OTHOTO KOMITOHEHTA B IPYTOM UM UX B3AUMHOTO MPOHMUKHOBEHHUS.

B 06oux caydasx pe3yJIbTaToOM KOHHEKCHH WU WHHEKCUU OKa3hIBACTCS WHTET-
panus 3JIeMEHTOB, KOTOPBIM TEM CaMbIM MPUIAETCS CTATyC KOMIIOHEHTOB WHTET-
PHUPOBAHHOTO IEJ0TO; HO MPUHINIHAIEHO Pa3TUYHBI CAMH MY TH.

Kouwuekcus (nar. con ‘c, co’ u necto, nexum ‘Bsi3aTh, CBSI3BIBATH ) — 3TO
B M3BECTHOM CMBICIIC MEXaHUUECKOE COBMCIICHUE IJIEMCHTOB: MPHUIaHUE UM CTa-
Tyca KOMIIOHGHTOB HHTETPUPOBAHHOTO IEJOT0 HHKaK HE CKa3bIBAaETCS Ha WX
dbopMe, CTPYKType, CEMAaHTHKE, a CaMO WHTCTPHPOBAHHOE I€JI0¢ B CTPYKTYPHOM
OTHOILIGHUH TpeACTaBisieT co0o0il, rpy00 roBOpsi, CyMMy KOMIIOHEHTOB, U €CIIH
MMOJBEPTHYTh €TO ,,00paTHOMY” pACWICHCHHWIO, TO W TOJYYUM HCXOIHEIC 3JIc-
MEHTHI, 0e3 Kakoro Obl TO HU ObLIO ocTaTka. KOHCTPYKIIMM Takoro Buua Oynaem
Ha3blBaTh KOHHCKTHUBHBI MU, WIH KOHCHHTAKCHUUYCECKHMHU, B TIPO-

THBOMOJIO)KHOCTh KOHCTPYKIMSIM C WHHEKCHEH — MHHEKTHUBHBI M, WIH HH -
CHHTaKcHu4YecKHUM. [[pumepamMn KOHCHHTAKCHYECKHX KOHCTPYKIHH MOTYT
CIYXKUTh CIIOBOCOYETAaHHE C MPHUMBIKAIONIUM HPHUIOKEHHEM B .M., KOHCTPYKIHSA
C TPsIMOM peubio, OECCOIO3HBIA OHOPOIHBIN Psll, OECCOI03HBIE CIOXKHBIE MPEII0-
JKEHHUS OTKPBITOM CTPYKTYPBhI C OTHOIICHUSIMHU ,,UUCTON’ OJHOBPEMEHHOCTH WU
MOCNIeTIOBAaTEALHOCTH; TaK Ha3bIBaeMbIC ,,ABIICHUS TekcTa” [cM. Umbenko 2003].
MO>HO NMPEeANOIOKUTE, MEXIY MPOUYUM, YTO COOOPaKEHUsI HMEHHO TaKOro poja
(To ecTh co3HaHWE ITYOOKOH OTJIIMYHOCTH KOHCHHTAKCHYECKUX KOHCTPYKIMH OT
WHCHHTAKCHUYECKHUX) 3aCTABHIIN aBTOPOB Pycckotl epammamuru n3 1980 r. — B mep-
BYIO ouepeab, KOHEUHO, ee TiaBHoro pexakropa H.FO. [lIBexoBy — BeIBecTH 6ecco-
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I03HBIE MPEIIOKEeHUS U3 paszziena ,,CiaoxxkHoe mpeaiokeHue” U JaTh UM Ha3BaHUE
,,DECCOIO3HBIC COUCTAHUS TPEITOKCHUN .

Ecnu momoTu K xapaKTepUCTHKE KOHHEKCHUH C MHBIX MO3UIUNA, TO Ha Iep-
BBIH TIJIaH BBIHZET HE MEXaHHCTUYHOCTB, & €60000a COCIWHEHHUS KOMIIOHEHTOB.
KoHHEKTHBHBIE KOHCTPYKIHMH ONHPAIOTCS MMEHHO Ha IMPUHIMI CBOOOTHO -
TO COMOJOXEHUS KOMIOHEHTOB; IIPH 3TOM CTaTyC KOMIIOHEHTa H, COOT-
BETCTBEHHO, €r0 3aBEPIIEHHOCTH ONpeAeNnseTcs He ero rpaMMaThdeckoil opopm-
JIEHHOCTHIO, & CMBICIIOBOH JJOCTATOYHOCTBIO, XOTS MOCIEIHSS HHOTAA OIICHUBACTCS
TOBOPSIIUM/TTUIIYIIUM TOBOJIBHO CyOBeKTHBHO. Heckoibko orpy0usisi, MOXHO
CKa3aTh, YTO B KOHHEKTHBHOM CHHTAKCHCE CTaTyC KOMIIOHEHTa KOHCTPYKIIUH MO-
KET NMPUMBICIUBATECA K JIOOOMY 3JIEMEHTY, €CIM OH, IO MHEHHIO T'OBOPSIIETO,
BBIpakaeT HeOOXOAUMBIN cMBICI. [IpHHINI CBOOOIHOTO COTOIOKEHHSI KOMITOHEH-
TOB — BeAYIIHMHA MPUHIUI KOHHEKTUBHOTO CHHTAKCHCA.

Muauaekcus (Jat. in ‘B’) — 3TO TaKOE COCTUHCHUE DIEMECHTOB KOHCTPYKITHH,
IpH KOTOPOM B UX (opme, CTPyKType, CEMaHTHKE NMPOUCXOAAT U3BECTHBIE H3Me-
HEHHUSI C IEIBI0 NMPUCTIOCOOUTS, ,,IPIIAAUTE” OJAWH 3JIEMEHT K JIPYyroMy, ,,COCTHI-
KOBaTh” UX, €CIIU NMPUOETHYTh K CTOJSAPHOI MeTadope, Mo NPUHIUITY ,,11a3 + mum”
WM a3 + ckpena + ma3”. B WHHEKTUBHBIX KOHCTPYKLHUAX NMPOUCXOIUT (B3aWM-
HOE) NMPOHUKHOBEHHE OJHOTO JJIEMEHTa B APYroil (cp. B3aMMHOE BO3ACHCTBHE
MO/UIEKAIET0 W CKa3yeMOoTo B TPOTOTHNHYECKOM TJIArOJIBHOM TPEJI0OKECHNHN)
W/WIM BO3HUKAET CHEIUAIU3UPOBAHHOE CPEICTBO CBI3U, CaMUM (PaKTOM CBOETO
CYIIECTBOBAaHMS y>XK€ OKa3bIBalollee BO3ICHCTBHE Ha 00a COCAWHSEMBIX KOMIIO-
HEHTa (Cp. MPEUIOKHBIE W COK3HbIe KOHCTpYKIUH). [Ipu momnsiTke ,,00paTHOTO”
pacwieHeHUs] WHHEKTHBHOW KOHCTPYKIMU HEHW30eXKeH OTpHUIATEeNbHBIA 3(QeKT:
BO3HMKAeT ,,0CTAaTOK”’, MIW AePOPMHUPYIOTCS KOMIIOHEHTBHI, MJIU YTpauHuBaeTCs
HEKOTOPBIA AJIEMEHT cMbIcia. [IpuMepaMn MHCHHTAKCHYECKUX KOHCTPYKIUN MO-
I'YT CIYXUTh CJIOBOCOYETAHHSA C YINPaBICHHEM M COTJIACOBAHHMEM, KOHCTPYKIHH
C IPUYACTHBIMH U JICETIPUYACTHBIMUA 000POTaMH, COIO3HBIE CIIOXKHBIC TTPEAIIOKCHUS
(B TOM YHCIIE M KOHCTPYKIUS C KOCBEHHOW PEYbI0).

Jst s1361K0B (DJIEKTHBHOTO (CHHTETHYECKOr'0) THIIA CYIIECTBEHHOCTH OIIO3H-
UM KOHHEKCHH — HHHEKCUU HECOMHEHHA; HO OHA MMEET MECTO U B A3bIKaxX aHaJH-
THYECKOTO CTPOS — BO BCSIKOM CJIydae B TeX W3 HUX, II€ UMEIOTCS COIO3BI, YACTHUIIBI
U Opyrue CIelHaJu3upOBaHHBIE CPEACTBA OPTaHU3ALUHU CIOXKHOTO MPEIIOKCHHS
WU JUAJIOTHYECKOTO SAMHCTBA. MOXHO JakKe MPENINOIO0KHUTh, OCHOBBIBASICH Ha
9IIEMEHTapPHBIX JIOTHYECKHUX AOMYLIEHUSAX, YTO B IJIOTTOT€HE3e KOHHEKCHUS Oblia
MEepBUYHA W YTO, XOTS JOBOJBHO paHHEE pa3BUTHE WHHEKTUBHBIX KOHCTPYKINN
C HEKCYCOM MECTOMMEHHOI'O IOJJIeKAIIero M IJIaroJibHOTO cKazyemoro (2 udy —
mbl udgusb) HECOMHEHHO, TOJJIMHHOE Pa3BUTHE HHHEKTHUBHOTO CHHTAKCHCA U TTOC-
Jexyroniee CTAHOBJICHHUE ONMMO3UIUN KOHHEKCHH — HHHEKCHH OBIJIO TECHO CBS3aHO
C pa3BUTHEM NMHCHMEHHOCTH.

Onno3unys KOHHEKCHM — MHHEKCHHM XOPOLIO NPOCIEXHBAETCS Ha MaTepHua-
JIe KOHCTPYKIUH, NMepealomuX 9yKylo pedb. KOHCTpYKIUs ¢ MpsSMON pedbio 1o
CBOCH mpupoze ABIAETCI KOHCHHTaKCHYECKOH (M 3TO, KCTaTH, ONMH M3 CllydaeB
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HanboJiee SIPKOTO MPOSIBICHUS KOHHEKCHH): BBOSIIUN KOMIIOHEHT U 4yXasl pedb
B KIIP HuKak He mepecekaroTcs, OHU MPOCTO COMOJAralTCi — U TOJIBKO; CHHTaK-
CHYECKYI0 CBSI3b MEXJYy HUMH UACHTU(UIHMPOBATH U OXapaKTepU30BaTh HEBO3-
MOXHO. 3aTO COXpAHSIOTCS HENPUKOCHOBEHHBIMH HE TOJBKO CHHTaKCHYECKas
KOHCTPYKIIHS 4Y>KOTO BBICKa3bIBaHHS U €ro 0a30BBIi JIGKCUYECKHI COCTaB, HO TaK-
K€ ero CyOBheKTHO-00bEeKTHAs TEPCIEKTHBA U BCE MOJYCHBIE CPENICTBa, cp.: T020a
HOBbLU 3HAKOMbLU CHpOCUl MeHs: ,, M 6 kakom dce 200y, unmepecHo, bl OKOHYUNIU
yHugepcumem? .

B KOHCTpyKIHH € C KOCBEHHOM PEYbl0 — MHCHHTAKCHYECKOH — MPOUCXO-
JIUT TIPOHWKHOBEHHE OJHOI'O 3JIEMEHTa B APYTOH: 3TO 3aKII0YaeTCsl HE TOJBKO
B HCIOJIb30BAHUH CHEIUATU3HUPOBAHHOTO TOJYMHHUTEIBHOTO CpPEJICTBA CBSI3H,
HO W B TNOJYMHEHHH CYOBEKTHO-OOBEKTHOW IMEPCIEKTHUBBI W MOIYCHOM paMKH
(ecnu oHa €CTh) YYXKOTO BBICKAa3bIBAHUS COOTBETCTBYIOIICH MEPCIEKTUBE U paMKe
,»OCHOBHOTO”’ BBICKAa3bIBaHUSI; COXPAHACTCS JUIIb THII CHHTAKCHYECKOW KOHCTPYK-
LIMA Yy>KOT'0 BBICKA3bIBAHUS W €ro 0a30BBI JIEKCUYECKHUH cocTaB: Toeda HOsbll
3HAKOMBLU CHPOCUTL MEHS (HOUHMEePeCco8aacs), 8 Kakom (dce) 200y 51 OKOHYUL YHU-
eéepcumem.

Hakomer, B Tak Ha3pIBa€MOH KOHCTPYKIIMU C TEMAaTHUYECKO PEUbI0 MHHEKCHS
JIOCTUTAaeT MaKCUMaJIbHOTO MPOSIBICHUS: dykas peub kak TakoBas B KTP He me-
penaercs, BEIpa)kaeTcsl TOJIBKO €€ CMBICT — KaK MPaBMIIO, (TIPEII0KHO-)MageKHOH
KOHCTPYKIIMEH, KOTOpasi MOJHOCThIO JIMIIEHa aBTOHOMHOCTH (Cp. MPSIMYIO U KOC-
BCHHYIO pedb) M BKJIOYEHA B CTPYKTYpY ,,OCHOBHOTO” BBICKa3bIBaHMs Ha INpaBax
MPUCIOBHOTO pacnpocTpanutels: To20a HoGblll 3HAKOMbBIU CIPOCUL MEHSL O 8peMe-
HU OKOHYAHUs MHOIO YHUGepcUumema.

JI}00OMBITHO OTMETHTH, YTO HE TOJBKO €JUHasi CHHTaKCU4YeCcKas KOHCTPYKIIHS,
HO W AMAJIOT MOTYT CTPOMTHCS MO Pa3HBIM NMpHHOHIAM (ITO — MpaBia, B JPYrou
cBsi3u — Obu10 oTMeueHo enie C.O. KapieBckum): H3BECTHO, YTO CTENEHb CUHTAKCH-
YECKOH CBSI3aHHOCTH KOHTAKTHBIX PEIUIUK AMAJIOTa MOKET OBITh BECbMa Pa3IMIHON
— OT (pakTUUECKON MapUEUISIUH 0 MOJHOTO OTCYTCTBUS CHHTAKCUYECKOM CBS3M.
To ecTh u 37ech MBI MOKEM HAOIIOAATh KAK KOHHEKCHIO, TAaK M WHHEKCHIO, U, KCTa-
TH, PeUeBble MaHEPbl PAa3HBIX TOBOPSIIUX MOTYT Pa3IMYaThCs MO MPU3HAKY CKIIOH-
HOCTH JIN0O K TEpBOH, JT1O0 KO BTOPOH.

KoHHeKkcHsI 1 MHHEKCHSI COCEJICTBYIOT M MEPEeIIeTalTCsl APYT C APYrOM B Op-
TaHM3AIUU TIPOCTOTO MPEeNIoKeHHUsI. He MoaNeXnT COMHCHII0 MHHEKTHBHBIA Xa-
paKkTep CBA3W MEXIY IMOJICKAINUM M CKa3yeMbIM, TJIABHBIMHU 4WiICHAMU M HENpH-
MBIKAIOIIUMH TIPUCIOBHBIMH PAaCIpPOCTPAHUTENSIMH; HO BOT TMOCJIEIHHE, a B CIIE
OoublIel CTETIEHU — IETEPMUHAHTHI, B OCOOEHHOCTH T€ M3 HUX, KOTOPBIE PEATU3YIOT
CEMaHTHYECKNE DJIEMEHTHI, HE MPEACTABICHHBIC HU Ha YPOBHE MPOIO3UIIMOHAIb-
HOTO OTHOUIICHUS, HH, COOTBETCTBCHHO, B CEMAHTHUYECKOW CTPYKType Mpeo-
JKEHHsI, — BBOIATCS B MPEIJIOKEHHUE MOCPEJACTBOM CBsI3€ KOHHEKTHBHOTO THIIA.
(He cny4aiiHo, KCTaTH, HM K Y€MYy HE MPUBEJIH B CBOE BPEMs MOMBITKH HHTEPIIpE-
THPOBATh TPAMMAaTHUECKYIO CBSI3b MEXy AETCPMHUHAHTOM U MPEANKATHBHBIM IICH-
TPOM B TEPMHUHAX MOAYMHEHUS, O YEM YK€ ObLIO CKa3aHo.)
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OnHako Ha OoNee BBICOKHUX YPOBHSX CHHTAKCUYECKOHU Op-
ragsu3zanuu (OCIOXHEHHOE TIIPEIJIOKEHHUE, CIO0XXKHOE IIPEasioKeHHe, KOHC-
TPYKLIMH C YyXOH pEUblo, CI0XKHOE CHHTAKCHYECKOE I[eJ0e) KOHHEKCH A
U MHHEKCHUS HE CTOJBKO COCEJICTBYIOT, CKOJIBKO KOHKY P H pYy 0o T. IMeHHO
3Ta KOHKYPCHLHS, BBI3bIBa€Mas IOCTOSHHOW HEOOXOZMMOCTHIO BBIOOpa MeEX-
Jy COIO3HBIMH M OECCOIO3HBIMH MOCTPOCHHSIMH, ITapaTakCuCOM M THUIIOTAaKCHCOM,
rpaMMaTUYeCKOW TOJHOTOM M DJUIUIICHCOM U T.I., BeleT K ynoMsHyTol audde-
peHIHaNNK peYeBBIX MaHep roBopsmuX. bosee Toro, pa3Hple COOTHONICHU S KOHCHH-
TaKCHYECKHX U MHCUHTAKCUYECKUX TOCTPOCHUH SIPKO XapaKTepU3yIOT pa3rOBOPHYIO
1 KHWKHO-TTICBMEHHYIO pedb. B pa3roBopHON pedYn SBHOZOMUHHUDPYET
KOHHEKTUBHBIH CHHTAaKCHC, A1 KHHUXHO-TUCbMEHHONH pedH
XapakTepeH, HA00OpOT, CHHTaKcHuC HMHHeKTHBHB . O.A. JlanTesa,
Bcien 3a B. bapHeToMm, TOBOPUT 0 JEeHCTBUM B Pa3rOBOPHOM CHHTAKCHUCE ,,IPUHIIH-
Ma TpeBaJUPOBAHUS CEMAHTHYECKOTO IJIaHA BHICKA3bIBaHWUS HaJ (OPMalbHBIM
[/TanreBa 1976: 120]; E.A. 3emckas eme B 1968 r. moguepkHyna ,,0co0y0 poib
B PP [pasroBopuoii peun — M. /I.] cBA3M CBOOOJHOTO COEAMHEHUS , KOTOPAs ,,AC-
MOJIb3yeTCd KakK A COCAMHEHHS OTACIBHBIX CIOBOQOPM..., TaK U AJsi 00benu-
HEHHs 0oJiee KPYHMHBIX CHHTAKCHYECKHUX «OJIOKOB»”, MPUYEM CIIOCOOBI 3TOW CBS-
3U XapaKTEePU3YIOTCH ,,0TCYTCTBHEM (OPMAIBHOI'O BBIPAKECHHUS CHHTAKCHYECKOMH
3aBUCHMOCTH, a TaK)K€ OTCYTCTBHEM €€ crenupukanuu’ — 1 0ojee TOro: pojb WH-
TOHAIlMM M MopsAAka cioB B PP HacToNbKO BenMka, 4To ,,B pAle CIydaeB TOIBKO
OHH SABJISIIOTCS CHHTAKCUYECKUMH CPEACTBAMH CBS3HU, TaK KaK WHBIE CPEICTBA CBS-
34 OTCYTCTBYIOT”; TaM K€ OTMEUeHa U ,,IOBBIIIEHHAs poJjib mapatakcuca” B PP
[Bemckas 1968: 93]. Boobuie, Bce nud depennuanpabie (B CpaBHCHUHN C O0IIETUTE-
paTypHOIl HOPMOIi) XapaKTePUCTHKH Pa3TOBOPHOTO CHHTAKCHCA KaK B YKa3aHHBIX,
TaK ¥ BO MHOTHX ApPYrux paborax mo PP odeHs Xopomro coriacyroTcs ¢ u3jiarae-
MBIM 37€Ch MpPEACTaBIEHNEM O KOHHEKTHMBHOM CHHTakcuce. Ho Ba)kHO NOMHHTb,
YTO UMEHHO A dhepeHnnanbHbIe.

HIupokoe ucmnonb30BaHUE 00Pa30BAHHBIMH JIIOIbMH HHCHHTAKCHYECKHUX TOCT-
poeHui B yCTHOW Oecene Bcerja BOCIPHHUMAIOCH KaK MPU3HAK KHIDKHOCTH PEUH
(BcrmoMHUM ucnyraHHyto peruky ®@amycosa: ,,Uto roBoput! U roBopur, Kak mnu-
meT!”). C apyroi cTOpOHBI, HEOCO3HAHHAS OTIOPa HA MPUHIUIIEI IIPEUMYII[ECTBECHHO-
-KOHHEKTUBHOTO CHHTAKCHCa, XapaKTepHas AJsA Pa3TOBOPHOH pedH, 4acTo BEAeT
K OmMOKaM INpH HCIIOIH30BAHMM KOHCTPYKIWU, MPUHAIEKAIMNX KHIKHO-TTHUChH-
MEHHOMY SI3BIKY.

OnHako oTcioa HE CIEQyeT, 4YTO KOHHEKCHs €CTh HCKIIOYUTEIbHAs
MPUHAAJIC)KHOCTh Pa3rOBOPHON pedur, a HHHEKCUS — KHIKHO-MMUCEMEHHOH. B aToMm
clydae BCE CKa3aHHOE O3HavaJio OBl MPOCTOE yIBOCHHE TepMHUHOJIOTHH. ONmo3n-
U KOHHEKTUBHOTO VS. MHHEKTHBHOI'O CHHTaKCHCAa MMEET HE CTHIUCTHYECKHH
" He cTpaTH(PUKAaIMOHHBIN, a (yHIAaMEHTAIBHBINH XapakTep, MOCKOIbKY OHa caMa
ABJIAETCA CIEACTBHEM (yHIaMEHTAIbHOI'O0 MPOTHBOPEUHS MEXIY JUHEHHOW mpH-
pomoii peun u HETWHEWHOH TpUpoa0it conepxanus. Bpsa 11 ecTh HCOOXOTUMOCTH
MOSICHATh, YTO HWMEHHO B JMHEHHOH NPHpPOAE peYd KOPEHHUTCS KOHHEKTHUBHOE
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Hauyayno cuHTakcuca. CBs3b ke MEeXIy HeJIWHEWHON mpupoaoi colepkaHus U UH-
HEKTUBHBIM HadajiOM 3aKJI0YaeTCs B TOM, YTO HMEHHO MHHEKCHS MO3BOJISIET B JIH-
HEWHOHW IenoyYKe mepeaaTh Te€ MHOTr0OOpa3HbIe U ,,MHOTOATaXKHbIC” HEIMHEHHBIC
OTHOIIEHHSI, KOTOPBIE CTOJb BBIPA3UTEIBHO OTOOPAX)aIOTCS XOPOIIO W3BECTHBIMH
CXeMaMH reHepaTUBHON I'paMMaTUKH.

Onrmo3unusi KOHHEKTHBHOTO VS. WHHEKTHBHOTO Hadal IPOHMU3BIBAET BECbh
CHHTAaKCHC, BCe clIOH (MONBA3BIKH, TEPPUTOPHUATBHBIEC W COLMAJIbHbIE TUANEK-
THI) HAI[MOHAIBHOTO S3bIKAa. Bech CHHTaKCHYECKUil CTPOH sA3BIKAa MOXKET OBITH MH-
TEPHPETUPOBAH KAaK Pe3yiIbTaT KOHKYPHPYIOIIEro B3aUMOIEHCTBUS KOHHEKTUBHO-
r0 ¥ MHHEKTUBHOT'O HadYall B TJIOTTOTE€HE3E, MPUYEM SCHO, YTO PE3YIbTATHl 3TOTO
B3aMMOJEHCTBUS BapbUPYIOT KaK OT OJHOTO HAIMOHANBHOIO A3BIKA K APYromy,
TaKk ¥ OT OJIHOTO MOABSI3BIKA K JIPYrOMYy B paMKax HEKOTOPOTO AaHHOTO HaIHo-
HAJIBHOTO S3bIKA.

Ecnu teneps BepHYThCS K Tabd. | ¥ HOCTaBUTH B COOTBETCTBHE KaXKI0H KOHC-
TPYKLUH OJUH U3 JBYX MpeanaraeMblX GopManbHO-IpaMMaTHYECKUX THIIOB CBSI3H,
TO poOJemMa KBaTU(UKAUU CBI3eH MEXy KOMIOHEHTAMU KOHCTPYKIIMI OKaXeT-
Csl peIICHHOM:

Ta6auma 2
COOTHOIIECHUE TUIIOB CHHTAKCHYECKUX KOHCTPYKIUU U CBSI3€H B HUX
Jloruko- . dopmanbHO-
. Jlornueckuit .
KoucTpyknus -rpaMMaTHYeCKUM -rpaMMaTHYeCKHMA
THII CBSI3U
THII CBSI3U THII CBSI3U
c/c ¢ ympaBIeHHEM MOIYUHEHUE TUTIOTaKCUC WHHEKCHS
c/c ¢ cornacoBaHHEM NOJYMHCHHE THIIOTAKCHC UHHCKCHUS
¢/c ¢ MpUMBIKaHUEM (mogYMHEHME) TUTIOTaKCUC KOHHEKCHUS
06CCCOIO3HBIN OJHOPOIHBIHN P - rnapaTakcuc KOHHEKCHS
COIO3HBIH OJTHOPOIHBIN PSIZT COYHHEHUE rmapaTakcuc WHHEKCHS
MHOTOUYJICHHOE CKazyemMoe - — KOHHEKCHUs
KOOPAMHUPOBaHHAS
HEKCyC - WHHEKCHS

MpeIuKaTHBHAS TpyIIa
HEKOOPAMHHPOBAHHAS

- - KOHHECKCHS
NpeAuKaTUBHAs Ipynna
JNETEPMHUHAHT ILTIOC

- - KOHHEKCHUS
MpeIUKaTHBHAS TpyIa
BCIT — ananor CIIII - rapaTakcuc WHHEKCHS
BCII — ananor CCII - 1apaTaKkCcuc KOHHEKCHS
cobctBeHHO BCII - rapaTakcuc KOHHEKCHUS
CCII COUYMHEHUE rnaparaxkcuc WHHEKCHUS
CIIIT MOAYMHEHUE TUTIOTAKCUC WHHEKCHUS
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Tabnuua 2 moka3pIBaeT, 4TO HU OJHA M3 TPEX OIIO3UIUN, BBIABISIEMBIX Ha
JIOTHYECKOM, JIOTHKO-TPAMMAaTHYEeCKOM H (OpPMaJbHO-IPAMMATHYSCKOM YPOBHSX,
He AyOnupyeT Kakyr Obl To HU ObUIO Jpyryr. BmecTe ¢ Tem, TOJNBKO BBEJCHUE
TpPEeTheil OMIMO3UIUU MO3BOJISCT MONYYUTh YIOBJICTBOPUTEIBHYIO HHTEPIPETAIHIO
BCEX CYIIECTBYIOLIMX CHHTAKCHYECKHX CBSA3eH. DTO 03HA4aeT 11esecoo0pa3HOCTb
JAHHOTO Mara — Kak Obl IPH 3TOM HU MMCHOBAIUCH WICHBI Mapbl, 0003HAUYCHHBIC
HaMH KaK KOHHEKCHS M MHHEKCHS (MOKHO OBLIIO OBl TOBOPUTH, HAIIPUMED, U O Mape
KOHKaTeHAOUss — MHKAaTCHAIHUA).

Pa3BuTHE A3BIKOBBIX CTPYKTYp, UCXOAS U3 CACIAHHBIX MPEANOIOKEHUH, Ipen-
CTaeT KaK pe3yJbTaT MOCTOSHHOTO B3aMMOACHCTBUS ABYX 0a30BBIX CTPYKTYPHBIX
MPUHLIMIIOB: KOHHEKTUBHOTO M MHHEKTHBHOTO. DTO HE 03HAYaeT, OAHAKO, BO3MOXK-
HOCTH TOYHOTO MpEJCKa3aHus MyTeld pa3BUTHs TOTO WM HHOTO KOHKPETHOTO 53bI-
ka. [Ipenmnonoxurh, kakas UMEHHO W3 MHHEKTHBHBIX CBS3€l MOIBEpPrHETCS pac-
najy U JacT KOHCHHTAKCUYECKOE MOCTPOSHUE M HA00OpOT, BO3MOXKHO NajeKo He
BCErAa, a €CIM U BO3MOXKHO, TO TaKoe MPEAIoI0KEeHHEe He UMEET YHHUBEPCAaIbHOM
CWJIBI U HE MOXET OBITh paclpoCTpaHEHO Ha BCE A3BIKH. B3anMoelicTBHEe KOHHEK-
THBHOTO M MHHEKTHUBHOT'O CTPYKTYPHBIX IPUHIUIIOB HENb3s YIOLOOUTH AEHCTBHIO
YHUBEPCANBHBIX (HU3MYECKUX 3aKOHOB: OHO HOCHUT, CKOpee, XapakTep HIpHI, Jaro-
LIl B YCIOBHSX Pa3HBIX S3BIKOB Pa3iIMuYHBIC pe3ynbTaThl. Tak 4To, €clu Yk, Uc-
cienys S3bIK, ICHCTBUTEIBHO BBIXOJIUTH 338 €r0 TPaHMIBI, — HAJ0 H3yYaTh TCOPHIO
UTP U BO3MOXXHOCTH €€ IIPUMEHEHUs B TUHTBUCTHKE.
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Summary
Connection and Innection as Basic Criteria of Linguistic Structures Organizing

The current analysis raises the issue of the syntactic relations typology in contemporary
Russian. The two complementary directions in the morphosyntactic research are discussed,
which are the reductionist and the expansionist approaches. Following the formal syntactic
criterion, the author introduces and then analyses thoroughly the opposition of two syntactic
linkings: connection and innection. Connection is defined as a syntactic linking based on
the primary linear co-occurrence of lexemes (as syntactems), while innection includes the
adjustment of one element to the other, according to the formal grammatical rules. The
presented analysis is illustrated by the linguistic material from contemporary Russian.
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Clarification is one of the twelve textual phenomena enumerated by Antoine
Berman as “deforming tendencies”!. It “concerns the level of ‘clarity’ perceptible
in words and their meanings” [Berman 1985, 2003: 289]. The scholar does not
define this tendency precisely, but provides its descriptive evaluation: “Where the
original has no problem moving in the indefinite, our literary language tends to
impose the definite” [Berman 1985, 2003: 289]. This is often taken for granted
both by translators and translation scholars themselves, who actually claim that
“the translation should be a little clearer than the original” [Chapiro cited by
Meschonnic, quoted by Berman 1985, 2003: 289]. It is an inherent part of the
process of translation, which may stem from a number of factors: grammatical
differences between languages, diversity of cultural backgrounds in which the
texts are anchored, or dissimilar semantic fields of particular lexical items, to
name just the most obvious ones. To illustrate what clarification may involve,
Berman lists: the movement from polysemy to monosemy and paraphrastic, that is
explicative, translation [Berman 1985, 2003: 290]. These solutions are often rooted
in the objective impossibility of expressing some idea in a different language
owing to a lack of grammatical or lexical means. However, translators also resort

! The other tendencies include: rationalization, expansion, ennoblement and popularization, qualita-
tive impoverishment, quantitative impoverishment, the destruction of rhythms, the destruction of under-
lying networks of signification, the destruction of linguistic patterning, the destruction of vernacular net-
works or their exotization, the destruction of expressions and idioms, the effacement of the
superimposition of language [Berman 1985, 2003: 288].



492 Ewa Kujawska-Lis

to clarification when they are perfectly able to render the original ‘indefinite’, and
then the deformation of the original stems merely from their lexical choices.

This article seeks to exemplify in what way clarification may influence the
mood and atmosphere of a literary work, impacting on its interpretation. It will
be based on two Polish translations of one of the most famous short stories by
American author Edgar Allan Poe The Fall of the House of Usher?. Irrespective
of its generic status, whether it is a ‘grotesque’, ‘arabesque’ story (as might be
suggested by the title of the collection of stories in which it was included) or
a story with Gothic elements’, it is definitely permeated with some degree
of uncertainty, concerning the semantic and linguistic ‘indefinite’. Superficially:
“The tale offers an anxiety-ridden narrator-protagonist, a haunted mansion
tenanted by haunted siblings — who eventually come to ‘haunt’ the storyteller”
[Fisher 2004: 88]. Yet its truly complex nature resulted in numerous disagreements
amongst scholars as to its exact meaning [Sova 2007: 68] as well as generic
status. It has been designated by Mabbott as one of “Poe’s earlier tales of wonder”
owing to the fact that “wonders do seem to infiltrate what the narrator relates”
[Fisher 2008: 77], as well as a “terror tale” with “subtle but firm psychological
underpinnings” [Fisher 2008: 80]. The terrors, unrest and fears do not stem merely
from the literal haunted mansion, but also from the depiction of the haunted
mind. Since the story dramatizes the narrator’s physical and emotional instability,
it “naturally makes for a tale of mystery and sensation” [Fisher 2008: 81].
Obviously then, the combination of the enumerated elements which can be found
in this literary piece, implies the lack of specificity of narration. It is the story
which perfectly exemplifies Poe’s belief that “there is no single meaning within
a particular poem or tale” [quoted in Fisher 2008: 31].

Set in a remote part of a country, in a decaying and desolate mansion, the
story is enveloped in an ever thickening atmosphere of uncertainty and mystery

2For the sake of clarity, all quotations from the original story will be marked by its author’s sur-
name and an appropriate page number, whereas the translations by the initials of the respective transla-
tor, that is Bolestaw Le$mian [BL] and Stanistaw Wyrzykowski [SW] and the page number. Full biblio-
graphical data is provided in the Bibliography section. All emphasis added in the quotations is mine.
Poe’s story has been translated into Polish several times. This analysis is based on the first two rendi-
tions since in these two texts clarification is noticeable most extensively.

3 A detailed analysis of the affinities of this story with the Gothic convention, as well as a critical
discussion of other scholars’ attitudes to it as ‘grotesque’ and ‘arabesque’, may be found in Studniarz
[2003]. Fisher emphasizes that themes of Gothicism embracing “decaying architecture or bleak land-
scapes and the stereotypical plot of vicious pursuit of innocence for purpose of lust, money or power,
often related with family identity involving physically or emotionally debilitated character, gender is-
sues, sexuality, and perhaps [...] even racial issues” were recurrent in Poe’s fiction [Fisher 2008: 56],
and some of them are clearly evident at work in The Fall of the House of Usher, the setting being the
most obvious one. In particular, this scholar points to such Gothic elements in the story as: “bewildering
corridors, eerie chambers, a terrifying poem [...], a picture that is animated in its inanimation, a large
serving out of supernaturalism or seeming supernaturalism, mystifying illness of a perishing frail one,
distorted thought and sense, perceptions that disturb Usher and the narrator, live burial and the horrifying
return of the interred, the deaths of both Ushers siblings, collapse of the mansion, and the lasting effects
of these horrors upon the narrator” [Fisher 2004: 88—89].
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both through its style of narration, scenery and events [Studniarz 2003: 162].
Its narrator arrives at the eponymous House to find his long-time friend, Roderick
Usher, in a state of “nervous agitation” [Poe 52] accompanied by an acuteness
of senses, while his sister, Madeline, is suffering from an unidentified illness, with
various symptoms generally opposite to those of her brother’s: “A settled apathy,
a gradual wasting away of the person, and frequent although transient affections
of a partially cataleptical character” [Poe 55]. One night, lady Madeline, believed
to be dead, is entombed by the narrator and her brother, only to return, having
overcome all the physical obstacles (screwed up coffin, iron door securely
locked), and falls into her brother’s arms. The siblings die, whereas the narrator,
panic-stricken, escapes from the house and witnesses its crumbling into the
waters of the nearby tarn. The plot, simple as it may superficially seem, involves
many uncertainties and contradictions®. The reader is not sure as to what actually
happened. Initially he is led to believe that the lady actually died, but her
reappearance destroys that notion (unless she was miraculously resurrected from
her tomb). In more rational terms, it is plausible that lady Madeline fell into one
of her cataleptic states, and thus was entombed, whether knowingly or not by her
brother. According to Fisher, Madeline epitomizes a vampire: “she is a vampire
figure adroitly refashioned by Poe to symbolize psycho-physical forces that relate
her to Roderick, to the house and to the narrator” [Fisher 2008: 79]. As a vampire
she exists in a state between life and death, in the story “she first appears remote
and shadowy as she crosses Roderick’s apartment [...]; later, in her coffin, she
looks almost alive” [Fisher 2008: 81].

Yet, given the extreme subjectivity of narration’ , and the constant hints that
the narrator is becoming influenced by the atmosphere of the premises and the
behaviour of his host, one might be led to consider a different interpretation,
where “the only reality presented in the story is the world of Usher’s delirious

4 Studniarz discusses these contradictions at length, pointing out that if Roderick knew his sister was
not dead and only wanted to get rid of her, the placing of her within the premises was ineffective; more-
over, all the precautions taken by him (securing the lid of the coffin and the iron door to the crypt) might
suggest that he expected Madeline’s reappearance and yet, given his excessive sense of hearing, he ex-
posed himself to the sounds of her struggle to return to the world of the living [Studniarz 2003: 163].
Also Fisher points to a contradiction between the heroine’s “debilitated appearance and her eventual feats
of great physical strength” [Fisher 2008: 79]. The scholar goes on to ask numerous questions: “How
could she escape from a sealed coffin? How could she open the door to her death chamber, a door so
heavy and warped that even Roderick and the narrator could not move it without difficulty — albeit they
may not be in prime physical condition? How can she then ascend from the sub-cellar to an upper floor
to confront Roderick, which is another seemingly impossible feat for one so ill and weak, who has been
left for dead?” [Fisher 2008: 79], which finally lead him to the conclusion that Madeline was
a vampire.

51t has been suggested that “the story is told from the point of view of the rational and objective
narrator, who tries valiantly to ascribe logical causes for the seemingly supernatural occurrences that take
place in the house. [...] but explaining through the use of logic becomes increasingly difficult as the sto-
ry progresses and the narrator begins to doubt his own perceptions” [Sova 2007: 69]. However,
the unstable condition of the narrator’s mind is established at the very beginning of the story and his nar-
rative can hardly be objective as it focuses on his imposed interpretation of the events.
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imagination, into which is drawn unwillingly also the narrator. [...] he adopts
Usher’s point of view, yields to his suggestive fantasies, shares his mad delusions,
and his relation, told in retrospect, reflects his own insanity” [Studniarz 2003: 169].
Thus the story is a portrayal of the disintegration of the mind, where not only
the siblings appear to be unstable, but “the narrator seems similarly debilitated”
[Fisher 2008: 78]. Consistently with creating such a multiplicity of possible
interpretations, the language of the story refrains from being very explicit and
often operates within the ‘indefinite’.

The lack of specificity in Poe’s language concerns various elements of the text,
but for the sake of this analysis it will be grouped around three major issues: the
description of the premises, the references to Roderick and to lady Madeline. The
presentation of the fictional space is to a large extent metaphorical and polysemous
and the descriptions of physical phenomena often at the same time refer to the
eponymous family and the mental condition of the narrator. Poe focuses on mood-
invested space, where the terror is achieved by the delineation of space “with the
atmospheric qualities of the unexpected, the inexplicable, the uncanny” [Hoffman
1979]. In the opening scene of the story, the narrator describes the landscape
through which he rides as “a singularly dreary tract of country” [Poe 51]. As
is emphasized by critics, this “provides a setting at once realistic and fantastic.
This tract could exist anywhere, and here it becomes a splendid metaphor for the
narrator-protagonist’s own mind/self” [Fisher 2008: 78]. That employed adjective
‘dreary’ customarily refers to something causing “sadness or gloom” or is “dull
and boring” [Webster’s 1989: 434]. Thus the translator has a choice between two
possibilities: either the surroundings are depressing or boring. It seems that in
view of succeeding events and the entire atmosphere enshrouding the household
and its occupants, as well as a metaphorical level concerning the mindset of the
narrator, the former meaning should be predominant. The two Polish translations
chose diverse solutions: ‘ponura’ [gloomy/grim/dreary] [BL 319] and ‘zamarta’
[lifeless] [SW 132]. It is evident that Wyrzykowski clarifies the meaning of the
adjective and, by introducing a lexical item which bears semantic connections
with the Polish verb ‘umrze¢’ [die], hints in the first sentence at the possibility
of death that was unintended in the original. This foreshadowing-like approach is
continued in the depiction of the building whose “bleak walls” [Poe 51] are turned
into “zalobne mury” [SW 132], that is ‘mournful walls’, whose “vacant eye-like
windows” [Poe 51] are “zgastym podobne zrenicom” [SW 132], thus ‘burnt out/
/extinguished/dull/subdued pupils’ but also ‘dead pupils’, while “the decayed
trees” [Poe 51] within the range of vision are turned into “obumarte drzewa”
[SW 132], that is specifically ‘dead trees’. Although it is emphasized by critics
that “the vegetation around the house is dead” [Sova 2007: 69], this notion stems
from the interpretation of the description rather than from its lexical level. In each
case when Poe employs adjectives which predominately suggest the gloominess
of the surroundings, the Polish text imposes vocabulary items which inevitably
refer to death, thus what was perhaps only hinted at by the indefiniteness of the
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original expressions dominates in the translation. The target reader from the very
commencement of the narrative must be expecting some events leading to death
so forcefully imposed through the physical environment, which obviously heavily
influences the suspense created in the original which grows gradually.

If one considers the metaphorical level of the description, the influence of the
clarification is even more devastating. The family residence is inextricably bound
with the Usher family, as is established within the text itself®. Thus referring to
it as ‘mournful’ immediately points to demise in the family. Further the mansion
windows metaphorically stand for Roderick’s eyes. Consequently, describing them
by means of an item whose range of meanings includes ‘dead’, implies the death
of the master of the House. This notion is later strengthened because Wyrzykowski
terms Roderick ‘the last of the Ushers’ — “ostatniego z Usheréow” [SW 139],
whereas in the original he is merely “the master of the House of Usher” [Poe 56].
Finally, the vision of death pervading the premises is intensified by ‘dead trunks
of trees’, which may be treated as metaphorically representing family members,
consistent with the genealogical tree script. Thus the family is doomed to die
out, just as the trees surrounding its mansion are similarly fated. Consequently,
the accumulation of lexis connected with death as a result of clarification acts as
a foreshadowing of the events which is much more explicit than in the original.
The consistency with which Wyrzykowski applies lexical clarification indicates
that it is used quite consciously, unfortunately contradicting the original level of
vagueness intended in the text. It is definitely true that the atmosphere of death
envelops the mansion and the family, yet this is only suggested rather than
spelled out.

In respective examples Le$mian attempts to interpret the expressions by
refraining from any specific references to death: “mury chtodem przesycone”
[walls permeated with coldness] [BL 319], “okna, podobne do oczu, ktére patrzac
nie widza” [windows resembling eyes which cannot see although they look] [BL
319] and “sprochniate drzewa” [rotten/decayed trees] [BL 319]. Obviously his
choices also involve clarification, although within a completely different semantic
field. In this translation it is not immediately possible to connect some of the
expressions used for the Usher family. For instance, there is not much coldness
in the behaviour of Roderick or in the house itself. What is emphasized about the
atmosphere of the place, consistent with the adjective ‘bleak’, is its gloom: “I felt
that I breathed an atmosphere of sorrow. An air of stern, deep, and irredeemable
gloom hung over and pervaded all” [Poe 53]. As the narrator remembers, Roderick
“greeted me with a vivacious warmth which had much in it, I at first thought, of an
overdone cordiality [...] A glance, however, at his countenance, convinced me of

6 This relationship is formulated in the following manner: “it was this deficiency, perhaps, of colla-
teral issue, and the consequent undeviating transmission, from sire to son, of the patrimony with the
name, which had, at length, so identified the two as to merge the original title of the estate in the quaint
and equivocal appellation of the “House of Usher” — an appellation which seemed to include, in the min-
ds of the peasantry who used it, both the family and the family mansion” [Poe 52].
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his perfect sincerity” [Poe 54]. The adjective used to describe the trees is generally
limited in its usage to the physical world and can be hardly applied to human
beings even metaphorically, whereas ‘decayed’ is often applicable to the social
order and by implication can refer to the family structure. In this translation, then,
clarification limits the metaphorical decoding of the text, yet does not influence
the suspense.

Yet the associations with ‘mourning’ are also not absent in LeS$mian’s
translation, though they involve different lexical items than in the case of
Wyrzykowski’s text. If the latter associates this quality with the house itself, the
former does so with the lake. Poe indeed does not contribute to easing the task
of the translator. The ‘indefinite’ operates in the text on many levels, such as the
application of polysemous adjectives whose interpretations are extremely difficult.
For instance, he describes the tarn adjacent to the mansion as “black and lurid
[...] that lay in unruffled luster” [Poe 51]. ‘Lurid’ has many meanings ranging
from “lighted or shining with an unnatural, fiery glow”, through “glaringly vivid
or sensational”, “gruesome; horrible, revolting”, “terrible in fiery intensity, fierce
passion, or wild restraint” to “wan, pallid, or ghastly in hue” [Webster’s 1989:
854]. Similarly, ‘luster’ may refer to a number of states and objects, yet its primary
semantic field embraces the quality of shining by reflecting light [Webster’s 1989:
854]. This placement of two lexical items which share the quality of ‘dim shining’
may suggest that Poe wanted to attribute this specific feature to the tarn, which
is quite plausible in consideration of the fact that further in the story the tarn is
qualified as “dim” [Poe 55], while at its end there is an implicit reference to the
dim light emanating from it “But the under surfaces of the huge masses of agitated
vapour, as well as all terrestrial objects immediately around us, were glowing in
the unnatural light of a faintly luminous and distinctly visible gaseous exhalation
which hung about and enshrouded the mansion”, which may have had “their
ghastly origin in the rank miasma of the tarn” [Poe 63]. The clarification of ‘lurid’
as “zatobny” [mournful] [BL 320] precludes any such interconnectedness. The
choice of the translator may have been governed by the adjective ‘black’ which
also describes the tarn and so initiates the mourning script, absent in the original.

The tarn itself is one of the key elements in providing a leitmotif for the
story, that is the notion of doubling7. The house is reflected in its waters, yet
initially it is only a physical reflection that is alluded to, which is quite natural.
Obviously the atmosphere is gloomy, yet the narrator sees merely “the remodeled
and inverted images of the gray sedge, and the ghastly tree-stems, and the vacant
and eye-like windows” [Poe 51], which can be rationally explained. The noun
‘images’ in itself does not imply any unnaturalness and is commonly used in such
expressions as ‘mirror image’. It is the narrator who becomes “unnerved” and who
needs to “grapple with the shadowy fancies” [Poe 51], which signifies that at the
outset of the story, his mind, also, is unbalanced. Lesmian interprets the unmarked

7 The recurring motifs of doubling and mirroring are discussed in more detail by Studniarz [2003].
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expression ‘inverted images’ within the disturbed frame of mind of the narrator:
“odwrécone widma” [inverted specters/apparitions] [BL 320]. This tendency is
further repeated: “uplifted my eyes to the house itself, from its image in the pool”
[Poe 52] is clarified as “oczy odwrocone od widm stawu” [eyes turned from the
specters/apparitions of the tarn] [BL 322]. Such a solution reinforces the before
only implicitly hinted at mental condition of the narrator and is also contributive
to the weakening of the suspense as the ghostly atmosphere is considerably
strengthened. Wyrzykowski, on the contrary, provides equivalents which may be
treated as literal in this context: “obrazy” [pictures/images] [SW 133] and “odbicie
w wodzie” [reflection in the water] [SW 134]. Consequently, both translations
clarify the opening of the story, though in different parts of the text (Wyrzykowski
in the depiction of the house and trees, whereas Lesmian in the references to the
images reflected by the tarn) in such a way that it much more forcefully cultivates
the atmosphere of death and insanity than is actually achieved in the original.

Another group of lexical items which become much more explicit in the
translations is connected with the lexis referring to Roderick Usher. Obviously,
the reader realizes that he is a human being, yet the notion of his inhumanity
is established through the application of expressions which work within the
‘indefinite’. In the description of Roderick and the change that he underwent,
the narrator at least on three occasions refrains from straightforwardly referring
to him as a human being. First, he claims that: “It was with difficulty that
I could bring myself to admit the identity of the wan being before me with the
companion of my early boyhood” [Poe 54]. Quite clearly Poe uses ellipsis in the
expression ‘human being’. Interestingly, often ellipsis is indeed used, yet it is the
other part of the phrase that gets omitted: ‘a human’ stands for ‘a human being’.
Consequently, the author consciously draws the reader’s attention to a more
indefinite status of Roderick. ‘A being’ is obviously a person, but also refers to
any living creature which is difficult to classify. This notion of uncertainty as
to the status of Roderick is reinforced when the narrator uses a pronoun to refer
to him: “I doubted to whom I spoke” [Poe 54], and finally when he finds it
difficult to actually detect human traces in him: “I could not, even with effort,
connect its Arabesque expression with any idea of simple humanity” [Poe 54]. The
accumulation of such ways of speaking of Roderick results in an eerie feeling that
there must be something missing in him; something of a typically human trace.
Yet the reader is left with no answer as to what that might be. The atmosphere
of utter mystery is definitely created. It is only when one interprets the story
along the line of Roderick knowingly entombing his own sister alive that one may
conclude that the indefinite status of the hero perhaps serves to hint at his extreme
callousness.

Lesmian in his translation chooses to use clarifying expressions which destroy
the uncanny feeling aroused in the original. He substitutes an unambiguous noun
for the elliptical one: “tozsamos$¢ cztowieka” [identity of the man/person/human]
[BL 324]. This solution might have been forced on the translator due to the
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lack in Polish of a compound noun that might be used in an elliptical form as in
English. All the Polish expressions that are equivalent to ‘a human being’ are one
word nouns. Yet, the translator might have used the noun ‘istota’ [being] which
would ideally reflect the original lack of linguistic, and what follows, semantic
specificity. Similarly, the pronoun referring to Roderick is also clarified by means
of the same specific noun: “zem nie poznawal cztowieka, z ktorym mowi¢” [I did
not recognize the man with whom I spoke] [BL 324]. As a result there is nothing
obscure about the hero. Obviously he is changed both physically and mentally in
comparison with the narrator’s memories of him, but his humanity is definitely
established. Finally, in the third example, the narrator, having regarded the change
in the appearance of his friend, states: “nie mogtem [...] znalez¢ w tej dziwnej
gmatwaninie arabeskowej nic pokrewnego zwyklej istocie ludzkiej” [I could not
find in this strange Arabesque entanglement anything akin to an ordinary human
being] [BL 324-325]. Again the indefinite ‘humanity’ which may be variously
interpreted is narrowed to a specific meaning. Also, further on in the text the same
tendency to substitute a specific noun for a pronoun is evident. When discussing
the influence of the surrounding environment on his family and himself, Roderick
comments that it was “the sentience of all vegetable things [...] which made
him what I now saw him” [Poe 61]. In the Polish translation, once more it is the
humanity of Roderick that is emphasized as the noun ‘person’ is used: “uczynit
zen czlowieka takiego, jakiego mam obecnie przed oczami” [made him a person
which I now have before my eyes] [BL 332].

Consequently, instead of a mysterious, non-specific being, the Polish reader is
confronted unmistakably with a human being, yet one who is also associated with
a dead man. Lesmian in his translation underlines the connection of Roderick with
a corpse through the choice of vocabulary used in the description of the hero’s
appearance. His large, liquid eye (Poe 54) is turned into ‘highly open’ and ‘misty’
— “wysoko rozwarte” and “omglone” [BL 324], which creates associations with
eyes opened as a result of a sudden surprise or a shock at the moment of death.
The original adjectives are not marked in such a way.

That clarification was excessively applied in Le$Smian’s translation and could
be avoided entirely is proved by the choices of the other translator. In respective
examples Wyrzykowski eschews any explicit appellation that would immediately
term Roderick a human. In the relevant sentences he uses: the noun ‘being’ —
“W tej wybladtej istocie” [in this pale being] [SW 136], the pronoun ‘whom’ —
“jatem powatpiewa¢ do kogo méwig” [I started to doubt to whom I spoke] [SW
137], the noun ‘humanity’ — “ktérego arabeskowos$ci zadng miarag nie mozna
byto pogodzi¢ z mysla o zwyklym czlowieczenstwie” [in whose arabesque-
like [appearance] could by no means be negotiated with a notion of humanity]
[SW 137], and the pronoun ‘this’ — “z niego samego za$ uczynilo to, czym byt
i jest obecnie” [made of him this what [he] was and what [he] is now] [SW
143]. Additionally, the pronoun ‘he’ is only implied. Thus in each case the
translator achieves the same level of vagueness as in the original. The conclusion
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is inescapable: it is often a purely subjective decision by a translator to clarify
the text and it may result from the lack of understanding of the atmosphere the
original text is attempting to convey.

The third group of notions in the story, which become evidently deformed
by clarification, is connected with expressions alluding to lady Madeline and,
specifically, her death. Poe balances the vocabulary referring to death explicitly
and implicitly, thus leaving some room for the possibility of a rational explanation
of her reappearance from the entombment. Fisher actually terms Poe’s diction
regarding Madeline as “delightfully ambiguous, and for good artistic purpose”
[Fisher 2008: 79]. The scholar mentions the expression “the evidently approaching
dissolution” [Poe 55], yet this combination of ambiguity and clarity is even more
perceptible once Madeline is apparently dead. Thus, first Roderick informs the
narrator that “the lady Madeline was no more” [Poe 61]. Obviously, the implied
meaning is that she died; still, no such explicit information is provided. The
translators deal with this expression in diverse ways. LeSmian translates almost
literally “lady Magdalena juz istnie¢ przestala” [lady Madeline already ceased to
exist/to be] [BL 332]. It must be admitted that the sentence sounds very awkward
in Polish; yet, it is as indefinite as the original one. Wyrzykowski, on the other
hand, clarifies it and so Roderick informs his friend specifically “about lady
Madeline’s death” — “o zgonie lady Madeline” [SW 144]. If the reader accepts
the interpretation “that Lady Madeline had not really died, but merely fallen into
one of her cataleptic states” and that the actions of her brother were “a desperate
and rash attempt to get rid of the sister” [Studniarz 2003: 162—163], then Roderick
who utters the words such as ‘death’ must be seen as extremely calculating and
trying to convince the narrator that his sister died. Uttering the vague expression
‘she was no more’, he may be more likely seen as a madman unable to evaluate
the situation properly.

Further, however, the narrator recalls the explanation provided by Roderick
as to his wish to put the body for a fortnight into a vault in the mansion, and
then he uses very specific lexis, all of which fall within the semantic field of
‘death’: “her corpse”, “final interment” and “malady of the deceased” [Poe 61].
This would imply that now the narrator intends to create the impression that the
woman did die. Both translations follow this level of specificity and provide
literal equivalents of the key expressions: “zwloki” [corpse], “pogrzeb” [funeral]
and “zmarta” [deceased] [BL 332—-333, SW 144], However, once the narrator and
Roderick step down to the vault to arrange “the temporary entombment” [Poe 61],
the level of clarity in the vocabulary decreases. It is “the body” [Poe 61] which
was put into the coffin rather than a corpse and then it is referred to by means of
the pronoun ‘it’: “we two alone bore it to its rest. The vault in which we placed it”
[Poe 61]. Further, once their “mournful burden” [Poe 62] was deposited, the two
men decided to look inside the unscrewed coffin. At this point, the avoidance of
any specific vocabulary connected with death is most clearly perceptible, since
they “looked upon the face of the tenant” [Poe 62]. The mastery of the writer in
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creating suspense is evident. Obviously, metaphorically ‘tenant’ may be used in
this context and refer to anybody or rather any body placed within the coffin. Yet,
the noun ‘tenant’ creates immediate associations with an occupant or inhabitant
who actually dwells or lives in a given place. Hence, the certainty as to the
actual condition of lady Madeline is suspended. The narrator again uses the word
“deceased” immediately afterwards, when he provides Roderick’s explanation
of the striking physical similarity between himself and his sister [Poe 62], yet the
seeds of doubt have been sewn.

These doubts are even further reinforced when the narrator discusses his
impressions upon seeing Madeline: “The disease which had thus entombed
the lady in the maturity of youth, had left, as usual in all maladies of a strictly
cataleptical character, the mockery of a faint blush upon the bosom and the face,
and that suspiciously lingering smile upon the lip which is so terrible in death”
[Poe 62]. The disease, which is characterized not only by such symptoms as: the
rigidity of the body, the lack of responsiveness and remaining in the same position
when moved, but also the slowing down of bodily functions, including breathing,
is clearly emphasized. Since a cataleptic fit may be mistakenly taken for demise,
it evokes the notion of being buried alive, which is a motif utilized in literature.
Moreover, the blush on the woman’s face strengthens such a notion, as death is
linked with paleness and cadaverousness. Again the narrator modifies his utterance
by adding ‘in death’, as if trying to impress such an interpretation of Madeline’s
condition. Yet, unmistakably, through lexical items which lack specificity with
regard to the notion of death, a possibility of two dissimilar interpretations of the
events is created.

Both translations fail to achieve such a duplicity pertaining to the scene
in the crypt. In both cases this stems from excessive clarification. In Lesmian’s
translation, initially the level of the indefinite is retained as he provides a one-
-to-one equivalent of ‘the body’: “zawarli§my cialo w trumnie” [we put the body
in the coffin] [BL 333]. Yet any impression that it might have been the body of
a living person is immediately afterwards utterly destroyed as the pronoun ‘it’
becomes clarified as ‘corpse’: “Podziemie, w ktorym ztozyliSmy zwloki” [the
basement/vault in which we placed the corpse] [BL 333]. In this case the use
of the pronoun in the Polish text, which would refer to the previously used noun
‘body’ would have allowed it to achieve the ambiguity required. Yet the most
striking case of clarification is translating ‘the face of the tenant’ as ‘the face of
the corpse’: “zajrzeliSmy w twarz trupa” [BL 333]. The metaphor adding to the
feeling of uncertainty is substituted with an unambiguous expression, which does
not leave much room for doubts. The use of alliteration actually reinforces its
meaning drawing the reader’s attention to this phrase. It must be stressed that in
this particular case the metaphorical expression applied by Poe is exceptionally
difficult to translate as literal equivalents of the noun ‘tenant’ are so strongly
marked as referring to a person occupying some dwelling, that in fact the achieved
phrase might sound ridiculous or incomprehensible. Yet a different form of
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clarification might just do the trick. Clarifying ‘the face of the tenant’ as ‘the face
of lady Madeline’ might add to the ambiguity of the scene.

In Wyrzykowski’s translation clarification is evident from the beginning of
the utterance, as he translates ‘the body’ as ‘the corpse’: “Ztozywszy zwloki do
trumny” [having placed the corpse in the coffin] [SW 144]. Although he further
uses the pronoun ‘it’ to refer to the established antecedent in two consecutive
sentences, the forcefulness of the opening expression cannot be obliterated.
Unsurprisingly, the narrator and Roderick desired to look at ‘the face of the
dead/deceased’: “przyjrzec sig obliczu zmartej” [SW 145], which word is further
repeated in the paragraph as an equivalent of the deceased. This translator
consistently uses three lexical items: “zgon” [death], “zwloki” [corpse] and
“zmarta” [dead/deceased] from the moment Roderick informs the narrator about
the condition of his sister till she is locked in the vault and they return to the upper
floors of the mansion. Consequently, the notion that she actually died is impressed
upon the reader. This results in a greater surprise when lady Madeline then appears
at the door of the narrator’s room. Potentially, it might be treated as an advantage
because the reader is totally taken by surprise, since in this translation from the
beginning of the story various forms of clarifications consistently introduce the
notion of death. So the reappearance of the heroine comes as a shock. Yet that is
not the intention in the original, where the suspense is increasing gradually, but
at the same time the reader is subtly prepared for what is to come through the
ambivalence of the scene in the vault. Moreover, the consistent use of vocabulary
referring explicitly to lady Madeline’s death also makes the narrator acquire more
deceptive qualities in comparison with the original. If one interprets the original
narrator as one who was so much under the influence of the atmosphere of the
place and the character of his friend that he himself was becoming deluded, in the
Polish translation he seems to be intent on convincing the reader that the woman
was actually dead as if trying to justify his deed.

Clarification then to a large extent may influence the range of interpretative
possibilities in the case of such a complex work as Poe’s story. Not only may
it ruin suspense, but also modify the stance of the narrator, equipping him with
extra qualities. It may also influence the consistency of the fictional world.
Lady Madeline is placed within the coffin and locked in a vault, alluded to as
“the donjon” [Poe 62], to emphasize the difficulty of forcing oneself free from it.
Les$mian clarifies this noun as ‘tomb’, since he uses the word “grobowiec” [BL
335], whereas Wyrzykowski resigns from the underlying meaning of stronghold
encoded in it and provides an equivalent referring simply to the underground
vault — “podziemie” [SW 146]. Both solutions are acceptable although they do
compromise in part the meaning of the original expression. Yet at the moment
of his most extreme despair, Roderick shouts: “We have put her living in the
tomb!” [Poe 66], where obviously the noun stands for entombment in the
vault. Unfortunately Le$mian clarifies this expression by using a hyponym:
“Pogrzebalismy ja zywcem w mogile!” [We have put her alive in the grave]
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[BL 340]. It might seem a proper equivalent but for the fact that the Polish noun
‘mogita’ specifically means a grave in the ground, either a pit dug out to place the
body in, or a mound of ground piled over the grave. Thus it is an earthen grave,
which can hardly be used within the context of this story. Wyrzykowski’s text
is also not free from such errors. In his letter to the narrator, Roderick describes
himself as having an “acute bodily illness” [Poe 52]. This emphasizes the severity
and intensity of the condition. It may foreshadow that the illness may not last long
due to its quick progress. In the case of Roderick, it may also imply the acuteness
of the senses from which he actually suffers. All of the time that the narrator
spends with Roderick, his host is physically active, even hyperactive at times.
Yet in the Polish translation it is claimed that his problem is “oblozna choroba
ciata” [SW 133], that is ‘a prostrating illness’. In other words, the adjective used
specifically refers to an illness which results in making the person bedridden.
Obviously, there is no indication whatsoever that Roderick is confined to bed.
Since the description contradicts the reality, the conclusion might be that Roderick
lied in his letter, which obviously is not true in the original.

As the foregoing analysis has attempted to indicate, clarification, although
applied so copiously by translators, who often believe that they are justified in
using it because of the difficulties inherent in translation, may be a deadly tool
if implemented without a careful exegesis of the text. Excessive clarification
involving using more specific lexical items than those employed in the original
may influence all the levels of the work. It may contribute to destroying its
atmosphere and distorting its fictional reality both by making it internally
inconsistent and modifying the features of the characters and the narrator.
Obviously, this translating technique is unavoidable when the systemic differences
between languages are involved. This may be exemplified by the need to specify
gender in languages which conjugate verbs. For instance, if in English the story
is narrated in the first person and the past tense is consistently used, the reader
may be baffled as to the gender of the speaker, as is the case with The Fall of the
House of Usher. 1t is only assumed initially that the narrator is male, and made
obvious only when he uses such expressions as “boyhood” or “as boys” [Poe 52].
In Polish such a situation is impossible, as the ending of the verb will immediately
specify whether the narrator is male or female, and so from the start the reader
knows that the narrator of the story is male. Such cases are independent of the
translator. Yet, it seems that often clarification involves a choice of vocabulary
when the translator purposely substitutes a more definite word than the one which
appeared in the original, although an equivalent of a similar level of indeterminacy
might actually be used. Such a solution will always bear some consequences for
a literary work.

In the case of The Fall of the House of Usher this deforming tendency is
clearly seen at work. Both Polish texts do not introduce the gradual progress of
the atmosphere of uncertainty. Both immediately introduce references to death,
which is even evident in the Polish title through the employment of the noun
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“zagtada” [extermination/annihilation/extinction] that creates associations with the
fate of human beings rather than simply with the collapse of the building, as the
original title may imply. Polish readers expect from the start some kind of doom,
whereas initially the source reader may be led to believe that the fall will only
involve the destruction of the mansion. Only when the relationship of equivalence
between the house and the family is established, does the ambiguity of the title
become evident. This overwhelming atmosphere of doom and death is present in
both translations, whereas the original is characterized by the mystery, the lack of
specificity and ambiguity. This is achieved by the oblique manner of narration,
where some notions are only implicitly hinted at. This is best exemplified by the
description of the Usher family: “I had learned, too, the very remarkable fact, that
the stem of the Usher race, all time-honored as it was, had put forth, at no period,
any enduring branch; in other words, that the entire family lay in the direct line
of descent, and had always, with very trifling and very temporary variation, so
lain” [Poe 52]. The incestuous type of relationship is only vaguely insinuated.
At this point, both translations retain the same level of implicitness. Interestingly,
if incest is alluded to, it considers the family as such, and not Roderick and
Madeline in particular. As Fisher emphasizes, the text itself nowhere supports
the notion that the siblings were actually involved in a sexual intercourse [Fisher
2008: 80]. In fact, the text is free from sexually laden vocabulary. Yet, in both
Polish texts, though in dissimilar parts, the adjective “zboczony” [perverted] is
attached to the hero. Roderick’s “disordered fancy” [Poe 60], when he makes links
between the influence of the mansion and its surrounding upon the family and
himself is termed by Lesmian as “zboczona wyobraznia” [perverted imagination]
[BL 331]. Wyrzykowski introduces the same notion, when the narrator makes
a general comment concerning mental disorders, which is of course to be applied
to the condition of his friend. Thus, the insertion: “(for the history of mental
disorder is full of similar anomalies)” [Poe 64] is translated as “(gdyz dzieje
zboczen umystowych roja si¢ od podobnych sprzecznos$ci)” [for the history
of mental perversions abound in similar contradictions] [SW 148]. Consequently,
the reader is left with no choice but to treat Roderick as a pervert, which links
with the description of the family’s genealogical tree. In this way, clarification,
understood here as a subjective choice of vocabulary, perverts the original text,
thus contradicting Poe’s conviction, following Aristotelian doctrine, that unity
of effect was crucial to genuine plot “in which no part can be displaced without
ruin to the whole” [quoted in Fisher 2008: 107].
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Summary

Clarification as the Text Killer. Analysis of Selected Polish Translations of Edgar
Allan Poe’s The Fall of the House of Usher

Clarification is one of the textual phenomena enumerated by Antoine Berman as
deforming tendencies in translation. It is best observable when the target text turns what
was ambiguous in the original into more specific. This need to clarify the original often
stems from systemic differences between languages. However, on numerous occasions the
movement from the original ‘indefinite’ into the definite in the translation results from
a subjective decision taken by the translator, who in fact has proper linguistic means at his
disposal to retain the original level of indeterminacy. In the case of a literary work such
a tendency may influence all its levels, especially the interpretative possibilities, as seen in
two Polish translations of E.A. Poe’s The Fall of the House of Usher, by Bolestaw Lesmian
and Stanistaw Wyrzykowski. By discussing descriptions of the fictional space and the
references to the Usher siblings, this article indicates to what extent clarifying lexical choices
impact on the atmosphere of the work, consistency of the fictional world, suspense and the
stance of the narrator.
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Dorota Mastowska’s debut novel Wojna polsko-ruska pod flagq biato-
-czerwongq, published in 2002, gained publicity and the authoress started to be
recognised as controversial. Mastowska’s literary skills were called into question.
There were critics who regarded the novel as a breakthrough in the Polish
literature, on the other hand, some reviewers considered the book to lack any
artistic values.

Wojna polsko-ruska pod flagaq bialo-czerwongq, translated into English by
Benjamin Paloff as Snow White and Russian Red, is a story of a young Polish
track suited “slacker”, called “Silny”, whose trials and tribulations are described
in the novel. The protagonist who is under the influence of drugs is also the first-
person narrator who describes the war between Poland and Russia. However, the
nature of the conflict is hard to define as the reader cannot really say where the
reality ends and where hallucinations emerge. The book is written in the stylized
language of a subculture within the dregs of society. It is characterised by a highly
colloquial and vulgar style of Mastowska who constantly uses baffling figures
of speech and inappropriate syntax.

Any literary work written in a culture-specific language variety forces the
translator to make serious decisions. The question that needs the answer at the
very beginning is whether the rendering should be treated by a prospective reader
of the TL (target language) text as an obvious translation from a foreign language
with traces of its distinctness or a text that makes an impression of being created
originally in the language of a receiver. Thus, the translator has to choose between
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two major broadly understood directions in translating — foreignisation and
domestication [Venuti 1995].

Because of the specificity of Mastowska’s style as well as cultural and
linguistic differences between Poland and the USA (English version of the novel
in question is meant for the American audience) it seems interesting to investigate
what Paloff’s decisions were and what they resulted in.

Translation of language varieties

Although for such scholars like Wojtasiewicz [1996], language varieties
present in literary works are hardly or never translatable, other theoreticians:
Berezowski [1997] or Hejwowski [2004] distinguish some techniques of dealing
with the linguistic polyphony of artistic texts.

One of the techniques suggested by Hejwowski is neutralisation which consists
in “replacing the marked elements of the source text with unmarked [standard]
items of the TL” [Hejwowski 2004a: 190]. Thereby, an expression uttered in
a variety of the SL (source language) is expressed in the standard TL, ipso facto
the source dialect (or register) is not substituted with any target dialect (register).
This technique results in the loss of the sociological background of characters and
other, often funny, associations.

Another technique is functional replacement, i.e. replacement of “the SL items
with functionally equivalent TL items” [Hejwowski 2004a: 190]. It amounts to the
exchange of Polish slang with British slang, dialect of Scottish highlanders with the
speech of Polish ones, etc. It may result in a distorted vision of characters through
domestication because the target reader may have the impression that in the source
culture characters speak in a similar, or even the same, way as in the target culture.

Moreover, Hejwowski describes stylization as another technique. He
distinguishes between realistic (based on existing language varieties) and artificial
(based on means invented by the translator) stylization. This method does not
consist in replacing “all the instances of SL markedness by corresponding
marked TL elements” [Hejwowski 2004a: 191]. The aim is to introduce elements
displaying their idiosyncratic character. Berezowski [in: Hejwowski 2004a]
enumerates rusticalization, colloquialization and speech defect which Hejwowski
encompasses under stylization. All these stylising methods referring to realistic
TL varieties domesticate the ST. Similarly to the functional replacement, they
may provoke a feeling of closeness between the SL and TL and so their respective
cultures. On the other hand, artificial stylization may lead to the “oddity” rather
than domestication or foreignisation of the TT (target text) since the translator
is given freedom. At best, if they extract certain features from both SL and TL,
artificial stylization may result in a hybrid.

Another technique of translating language varieties is relativization. It consists
in “marking the social distance between characters by means of honorifics”
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[Hejwowski 2004a: 191]. It means that, for example, people from lower social
classes use honorifics which emphasise higher position of a person they talk to.
Relativization is a domesticating procedure which assumes the change of source
means of honorifics for the target ones.

The last technique discussed by Hejwowski [2004a: 191] is elimination which
consists in omitting the problematic items. It leads to the deformation of the ST
and its culture. Elimination can result in the loss of the author’s intentions or of an
implicit message which is readable thanks to certain language varieties applied.

Language varieties are stylistic means used in literary works and translators
usually endeavour to reflect them in their translations implementing various
techniques. Some strategies seem to be used more frequently and others seldom.
For instance, functional replacement or stylization can be regarded common since
they pursue total intelligibility of the TT as they resign from the source specificity.
However, one cannot consider replacement and stylization the most appropriate
ones because they may provoke (mostly) illusory impression of the proximity
between the SL and TL cultures. On the other hand, as neutralisation is frequent,
elimination may not be popular. The former neither pursues domestication
nor foreignisation, whilst the latter neglects the source culture. What is more,
these techniques lead to the loss of the author’s intent. Thereby they result in
the translation which might be perceived as inaccurate or indifferent because it
is devoid of source- or target-culture specificity. Nevertheless, according to
Hejwowski [2004b: 191], the translator may encounter situations in which all the
techniques fail.

Chosen non-standard language expressions

The first-person narration and dialogues in Wojna polsko-ruska pod flagq
biato-czerwonq are written in a colloquial and vulgar register, and therefore, it is
possible to discern non-standard language expressions. They are used in order to
stress the lower and middle class of the characters, their adolescent age and poor
education. The stylised language of the novel makes its characters more realistic.

Idioms, sayings and set phrases are the first group distinguished in this section:
(la) robie cyrk (p.9),

(1b) I'm causing a circus (p. 7);

(2a) nie zostato mi to powiedziane w cztery oczy przez nig (p. 5),
(2b) it wasn'’t told straight to my four eyes, by her (p. 2);

(3a) raz sie rzeklo i klamka zostata otwarta (p. 176),

(3b) once it was said the lock was opened (p. 221);

(4a) kurwia reka kurwiq reke myje (p. 219),

(4b) one fucking hand washes the other fucking hand (p. 277).

All the expressions above are translated literally. (la) — (a) is a source
language phrase, whereas (b) is a target language phrase — means that the speaker
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is causing confusion. The translator, who is faithful to the Polish language, “causes
confusion” himself and creates a phrase not intelligible for the target reader who
can take (1b) only literally. Another example, (2a), means that something was not
said to somebody directly; face to face, whilst (2b) means that the subject of the
sentence has four eyes.

Moreover, in the phrase (3) the translator tries to reflect the author’s style and
remains faithful to the Polish idiom, though translating “klamka” [handle] into
a “lock” seems groundless, unless Paloff strives for a better English collocation
with the word “otwarta” [opened]. Nevertheless, the author’s style is not
successfully rendered because the target reader cannot notice that the phrase is
a conversion of the actual idiom “klamka zapadta” [the handle dropped] which
means that all is over and there is no return. The expression appears when the
protagonist insults his friend and is aware of possible consequences of this act.
The expression (3a) proves the word play aimed at displaying Silny’s lexicon,
whilst (3b) does not reflect it.

The phrase (4a) is a vulgar modification of the idiom “reka rek¢ myje” [one
hand washes the other hand] which means that two people protect each other as
both are involved in “shady deals”. The source language phrase (SLP) emphasises
the vulgar language of the protagonist and his emotions. The target language
phrase (TLP) comprehended literally can be taken as nonsensical.

When translating the above phrases Paloff was, more or less, faithful to the
Polish lexicon and syntax. However, as the TLPs are not English idioms they
have to be taken literally. This leads to the confusion of the reader who cannot
understand the phrases and may have a wrong impression about the author’s style.

The following idioms are translated with semantically close phrases:

(5a) moi rodzice nie bedq sobie flakow wypruwaé [my parents won'’t rip their guts out]

(p. 16),
(5b) my parents won't tear their guts out (p. 16);
(6a) jedziemy na jednym wozku [we’re going in the same cart] (p. 122),
(6b) we're in the same boat (p. 150).

In both examples the translator employs idioms of similar meaning and
form. Both (5a) and (5b) mean that the protagonist’s parents are not going to
strain themselves to do or achieve something but the frequency of their usage is
different. The TLP is more rarely used than the SLP (in English it is more often
said to sweat one’s guts out). (6b) reflects the SLP’s meaning of being in the same
situation. Both translations domesticate the original phrases and the expressions
with their contexts become intelligible for the target reader.

Further examples are translated with different forms:

(7a) wpuszczana wiecznie w maliny przez rzqd [constantly let into raspberries by the
government] (p. 34),

(7b) all the time led astray by the government (p. 38);

(8a) niz gruszki, ni z pietruszki [neither from a pear nor a parsley] (p. 145),

(8b) out of the blue clear sky (p. 182);
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(9a) Jest takie przystowie: najciemniej pod latarniq [it’s the darkest under a street lamp].
Oczywiscie bez zadnych skojarzen (p. 137),

(9b)  There’s that saying: hidden in plain view. Obviously apropos of nothing (p. 171);

(10a) raz dwa [one two] (p. 121),

(10b) chop-chop (p. 149);

(11a) kurcze pieczone [roast chicken] (p. 137),

(11b) jeepers (p. 171).

In this case Paloff uses idioms of a similar meaning but dissimilar form. Both
idioms in (7) mean to mislead. However, in the translation there is a change
from informal into formal register. Example (8) means “suddenly”, whereas
both phrases in example (9) mean that it is harder to find something if it is not
hidden. Nevertheless, the literal meaning of (9a) together with the second
sentence is humorous because in the ST it alludes to “sleeping around”. In (9b)
such associations are doubtful. Furthermore, example (10) relates to hurrying
up and example (11) is an interjection expressing disappointment. The TLPs are
transparent for the target reader. Nevertheless, from the perspective of cognitive
linguistics they lead to the effacement of the perception of these “phenomena”
in the Polish language. All the expressions are domesticated and the TLPs prove
a functional approach of the translator.

The phrase (12a) means that somebody claims to tell the truth:

(12a) bez sciemy (p. 28),
(12b) without getting all dark (p. 30).

Paloff, probably, understood the word “Sciema” [a colloquialism for a lie]
literally as it derives from the verb “Sciemniac¢” [to darken]. The translation (12b)
results in a descriptive equivalent which presents the Polish understanding of the
act (lying is darkening). However, he could employ an expression of a similar
meaning: “not pulling the wool over somebody’s eyes”. The target reader cannot
understand the TLP in other way than literally that the character is not going to
dim anything. The translation deforms the message and is confusing.

In the subcategory of common similes and collocations there are expressions
translated literally:

(13a) staje na bacznos¢ jak popieszczona prgdem (p. 134),

(13b) stands at attention like she’s been jolted with electricity (p. 167);
(14a) moja starsza tez kiedys mi numer taki wywinela z dzinsami (p. 91),
(14b) the kind of number my old lady once did on my jeans, too (p. 107).

The phrase (13a) means that somebody suddenly stands still. The translation
(13b) can be understood by the target reader but results in the distortion of the
author’s style because the target reader may consider the simile as invented by
Mastowska, whereas it is common in Polish in everyday speech. SLP (14a) means
to play pranks on somebody. However, in this context the prank is unintentional
— the protagonist’s mother washed his jeans which were destroyed while washing.
TLP (14b) can be understood by the target reader in a completely different way
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because it is not an idiomatic expression in English. The translation changes the
meaning. From (14b) it follows that the protagonist’s mother trimmed his trousers
with an emblem with a number.

Another SLP, (15a), is a common collocation:

(15a) czarna godzina (p. 12),
(15b) the witching hour (p. 10).

The phrase means the worst time when one suffers from the lack of things
indispensable for them. The translator replaces it also with a collocation common
for the word “hour” (15b). However, the only function of this equivalent is
collocating with the word “hour” since the meaning is thoroughly different.
It means the time when ghosts appear. Thus, it is mistranslation which leads to
different understanding than that intended in the ST.

When translating idioms, sayings and set phrases Paloff domesticated these
expressions which seem to have their evident equivalents. On the other hand, he
foreignised such phrases which may not be very popular or which he wrongly
interpreted. Furthermore, Paloff foreignised idioms creatively modified by
Mastowska. As a result, the reader, not aware of the source-culture specificity
of the expressions, may not appreciate the author’s style. The translator adjusted
some phrases to the target reader but also reflected a Polish way of perceiving
certain ideas. However, the foreignisation implemented results in numerous
misunderstandings, confusion and change of the original content.

Another category distinguished is non-standard language referring to
violence, crime and sex. It appears in the book in order to reveal the coarseness
of the characters’ way of speaking and their manners. These expressions make the
literary heroes more realistic representatives of “low life”.

The phrase (16a) refers to threatening:

(16a) to zabije jak psa (p. 46),
(16b) she’ll kill you like a dog (p. 51).

The literal translation of the phrase may result in misunderstanding by the
target reader since it is not a simile common in English. The SLP means to kill
with extreme aggression and, literally, as if you were a dog. Whilst, (16b) can
be understood that the threatening person is going to be as aggressive as a dog.
Thus, (16b) changes the meaning of (16a) which can be wrongly considered as the
invention of the author.

Further examples are also connected with the act of threatening:

(17a) bo zaraz cie zajebie (p. 111),

(17b) because in a minute I'm going to fuck you up (p. 133);
(18a) miatbys przesrane w catym miescie (p. 203),

(18b) you’d be on the shit list all over town (p. 255).

These SLPs: (17a), (18a) are replaced with TLPs of a similar meaning but
dissimilar form. In the case of (18), in spite of a different form, the adjective
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“przesrane”, deriving from the verb “srac¢” [to shit], can be associated with “the
shit list”. Thanks to such domestication the TT is transparent for the target reader.

In the present category there are also non-standard expressions connected with
the act of fighting:

(19a) zatatwiony na maksa (p. 76),

(19b) totally done for (p. 89);

(20a) jakas dziewczyna sie z niq zaczyna (p. 105),

(20b) some girl’s starting things with her (p. 127);

(21a) Silny, kogos ty tak urzqdzit (p. 107),

(21b) Nails, you messed somebody up here (p. 130);

(22a) wtedy Barman przychodzi i mowi do mnie, ze sq dymy (p. 13),
(22b) then the Bartender comes up and says to me that there’s shit going down (p. 11);
(23a) od razu gotowy, zeby wyjsé¢ na solo (p. 22),

(23b) willing to go solo right off the bat (p. 24);

(24a) to my dostaniemy z calej pety po pysku (p. 183),

(24b) we’ll get seriously bitch-slapped (p. 230);

(25a) Silny, dosyc tego pitolenia sie (p. 111),

(25b) Nails, enough of that roughing up (p. 134);

(26a) robi wjazd na chate (p. 46),

(26b) she’s on her way to our place (p. 51).

All these phrases relate to beating. Paloff employs a stylizing technique
of colloquialization. The SLPs are uttered by uneducated teenagers considered
the dregs of society. The translator stylises these expressions and employs the
vocabulary used by American teenagers from the “gutter”. The translation is
of domesticating nature. Furthermore, the target reader may have an impression of
closeness between Polish and English because in the TLPs there is no trace of the
strangeness (unnaturalness) and the target reader knows that the action is settled
in Poland.

Moreover, the category contains expressions referring to the trickery:

(27a) co sie dochrapali (p. 91),

(27b) who made a real killing (p. 107);

(28a) jakies szwindle i matactwa (p. 211),

(28b) some more swindling and jiggery-pokery (p. 267);
(29a) wiesz, z czym jest grubszy sztapel? (p. 115),

(29b) you know what the meat and potatoes of it is? (p. 140);
(30a) na przekretach lewych samochodow (p. 91),

(30b) fencing the ripped-off cars (p. 107);

(31a) a nie Zadna sciemniona (p. 173),

(31b) and nothing shady (p. 216);

(32a) grubsze malwerchy (p. 100),

(32b) serious embezzlement (p. 119).

These phrases are colloquial and slang expressions connected with illegal ways
of growing rich. In the case of phrases (27) — (31) Paloff implements the technique
of functional replacement (following Hejwowski [2004b] it is a technique applied
to language varieties and, in this case, consists in the exchange of Polish slang



62 Tomasz Chyrzynski

with American slangish and colloquial expressions). As a result the TLPs are
domesticated and reflect the content of the SLPs. For instance, example (27)
means to get a lot of money, whereas example (30) means fencing of stolen cars.
However, (32a) is neutralized as it is translated with the expression which is not
slangish or colloquial. Thereby, (32b) is neither source nor target culture specific.
What is more, it does not reflect the style of the author who deliberately employs
colloquial language in the SLP.

In the subcategory of punishing for a criminal offence Paloff uses different
techniques:

(33a) misiek na Polske w paszporcie przybity (p. 130),

(33b) a teddy bear for Poland slapped down in the passport (p. 162);

(34a) za co zarowno ja, jak i Lewy, a czy moze i nawet nie Andzela, kipniemy (p. 179),

(34b) for which I, and Lefty here as well, and maybe even Angela, too, are going to buy the
farm (p. 224).

The phrase (33a) is translated literally. The SLP refers to the stamp put in
a passport in order to prevent departure from a country. The translator preserves
the source culture in the translation but (33b) can puzzle the target reader who
wonders what a “teddy bear” in a passport is and he or she may not understand the
whole context. The expression (34a) refers here to going to jail (in other contexts
it could be associated with getting killed). The TLP (34b), which is a functional
replacement, distorts the meaning of the SLP. The idiom the translator employs in
the TLP changes the meaning of the SLP because the expression “to buy the farm”
means only “to die”. The TLP not only lacks the source culture specificity but also
results in misunderstanding through mistranslation.

Paloff decided to domesticate most of the analysed expressions connected
with violence and crime. He probably wanted these phrases to sound natural
to the target reader and reflect the background of the characters. The translator
foreignised only two expressions which he must have recognised as not important
for the plot (connected with threatening and punishment) or he wrongly considered
them meaningful literally.

A further category of non-standard language includes expressing emotional
states and conditions. In this case the translator employs the technique of
functional replacement as well as literal translation:

(35a) bol w bance (p. 45),

(35b) pain in my skull (p. 50);

(36a) wyluzuj sie troche (p. 138),

(36b) chill out a bit (p. 172);

(37a) wtedy juz na luzie catkiem (p. 163),
(37b) then, totally laid-back (p. 202);
(38a) dtuzej nie wyrobie (p. 217),

(38b) Iwon’t go for that anymore (p. 275);
(39a) a teraz cie zatkato (p. 221),

(39b) and now you 're stumped (p. 280);
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(40a) chyba na tyle nie mam jeszcze blachy pogiete, Zebym nie pamigtat (p. 174),
(40b) maybe I don’t have a screw so loose yet that I wouldn’t remember (p. 218);
(41a) ocipiates? (p. 102),

(41b) have you lost your fucking mind? (p. 122).

These phrases are translated with their American English equivalents. The way
the above states are expressed in the Polish language disappears. The target reader
is not introduced into a different manner of cognizing the same concepts. The TT
reflects the ideas of the ST but may result in the target reader’s conclusion that the
emotional states presented are perceived in the same way in Polish and English.

On the other hand, the following TLPs are literal renderings:

(42a) ta pisze dalej, ma tak wolny zapton (p. 191),

(42b) that one keeps writing, she has such slow ignition (p. 240);
(43a) sama trzesie dupq (p. 50),

(43b) she’s quaking right down to her ass (p. 57);

(44a) rozkurwiony jestem na catej linii (p. 176),

(44b) I'm fucking pissed all the way down the line (p. 220).

The phrase (42a) refers to slow thinking, (43a) expresses fear and (44a) —
anger. The target reader gets acquainted with the Polish manner of expressing the
given states. Nevertheless, as the TLPs are not natural for English they may be
considered a result of the author’s creativity.

Paloff domesticated phrases analysed in this category implementing functional
replacement. Nonetheless, he also chose foreignisation which he applied only
occasionally. Thus, the translation results in the linguistic adjustment to the target
reality with a little of foreign flavour.

The expressions categorised as referring to the act of speech are also rendered
with functional replacement:

(45a) nie bede sciemnial za duzo (p. 78),

(45b) I'm not going to beat too much around the bush (p. 91);
(46a) bo my tu gadu gadu (p. 101),

(46b) because here we 're chit-chatting (p. 121);

(47a) drze morde Lewy (p. 175),

(47b) Lefty screams bloody murder (p. 218);

(48a) ona nawija bez konca (p. 63),

(48b) she prattles on without end (p. 73);

(49a) Silny, nie pierdol od rzeczy (p. 108),

(49b) Nails, don’t get off the fucking point (p. 131);
(50a) uda jej sie na cos wiecej mnie naciqgnqé (p. 128),
(50b) she’ll wheedle something out of me (p. 158).

The translation results in the domestication of these TLPs. In the case of (47a)
unidiomatic expression is changed into an idiom. The translation does not reflect
the Polish phraseology but demonstrates the semantics of the original messages
and imitates the author’s colloquial style.
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In the translation of phrases connected with having knowledge, the translator
implements two techniques:

(51a) czaisz? (p. 200),

(51b) get it? (p. 252);

(52a) ijestem tego tak na bank pewien, jak swego imienia, nazwiska (p. 144),
(52b) and you can bet on this like on your first and last name (p. 180).

These SLPs are replaced with American colloquial equivalents and the TLPs
do not reflect the Polish cognition of the acts of having knowledge but domesticate
them.

(53a) to juz wyczaitem (p. 136),

(53b) I've already worked on that (p. 169);
(54a) dostali cynk (p. 141),

(54b) get the message (p. 176).

However, the SLPs above are neutralized in the TLPs. The translation
generalises the cultural specificity but the context remains comprehensible for the
target reader.

References to consuming are mainly domesticated and translated with
functional replacement:

(55a) daj byka (p. 127),

(55b) give me a sip (p. 158);

(56a) wpierdalam te mleczka (p. 75),

(56b) I put a fucking dent into those Milkies (p. 87);
(57a) najebiemy sie (p. 134),

(57b) let’s get fucked up (p. 167).

However, (58a) is translated literally:

(58a) ktore niezwlocznie weiqgam (p. 72),
(58b) which I promptly inhale (p. 84).

The TLP leads to misunderstanding of such a foreignised expression. The SLP
refers to eating, whilst the TLP describes breathing in. The context may confuse
the target reader who can consider that such meaning was also intended in the ST.

One more category of non-standard language expressions are drug-related
ones:

(59a) naspidowana jak swinia (p. 16),

(59b) sprung like a chicken (p. 15);

(60a) jest upalona (p. 11),

(60b) she’s stoned (p. 9);

(61a) wurwany film (p. 20),

(61b) blacking out (p. 21);

(62a) czy ja albo moj bracki mamy jakies ziele (p. 106),

(62b) do I or my bro have any herb (p. 129);

(63a) jak ci mato, to sobie po kablach daj (p. 114),

(63b) ifit’s not enough for you, go string yourself up (p. 138);
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(64a) catego rzuta (p. 170),
(64b) whole dose (p. 211).

These phrases are rendered with functional replacement as well. The source
culture way of perceiving acts of taking or being under the influence of drugs
is not visible in this domesticating translation but the TLPs reflect the source
meaning.

Nevertheless, the phrase below is neutralized:

(65a) Czy Kacper ¢pa? (p. 139),
(65b) Does Kacper do drugs? (p. 173).

Thus, cultural specificity is lost but the target reader understands the message
despite the neglect of the colloquialization introduced by Mastowska.

Conclusions

Most of the non-standard language expressions were domesticated. These
elements are of metaphoric and idiomatic nature. When translated literally in
order to reflect Polish “manner of speaking” these expressions may be completely
unintelligible. The translator’s decision can result from the dominant function of
the target culture which does not seem prepared for such linguistic innovations.
In American literary polysystem Polish literature translated into English takes
a peripheral position. Furthermore, these elements when adjusted to the target
reality, as it was stated by Gutt [1991], are meaningful for the readers who do
not have to exert themselves to understand the text. Nevertheless, it is hard to say
that Paloff’s translation results in such a stylistic effect as the original. As Venuti
[1995] noticed, it is possible to exchange a source language variety with the target
one but it cannot be successful since it does not release the whole repertoire of the
TL. Although Hejwowski [2004] and Berezowski [1997] take such a solution into
consideration and treat it as a translation technique, in accordance with Berman’s
theory [1985], the functional approach followed by Paloff at this level led to
the destruction of vernacular networks because it can seem paradoxical when
Polish characters settled in Polish reality use colloquial language of American
teenagers. However, some of the expressions are of foreignising nature and are
translated mainly literally, thus they give the target reader a feeling of oddity of
the characters’ language.

The analysis conducted proves the difficulty of preserving the non-standard
language in the translation which could reflect the author’s style and not deform
the original meaning. Moreover, the dominance of domestication proves the
significance of language for a culture-bound literary work which is comprehensible
only when the language does not cause confusion.
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Summary

Polish-Russian War under the Star-Spangled Banner
— Translation of Mastowska’s Language into English

The article is devoted to the analysis of English translation of non-standard language
in Wojna polsko-ruska pod flagq bialo-czerwonq by Mastowska. The decisions made by
the translator were investigated in terms of Hejwowski’s techniques of translating language
varieties. The analysis of chosen expressions proves that in most cases the translator decided
to adapt the text to the target readership and rather resigned from the author-oriented
rendering. It shows that a culture-specific novel is intelligible for the target reader when the
language is lucid.
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1. Introduction

Different accounts of inflectional morphology converge on the idea that only
one regular (suffixation-based) default exists in the grammar of a language.
The symbolic accounts [Pinker and Prince 1988; Marcus et al. 1992; Marcus et
al. 1995; Clahsen 1996; Pinker 1998] and associative accounts [Rumelhart and
McClelland 1986; McWhinny and Leinbach 1991; Plunkett and Marchmann
1993; Stemberger 1994; Bybee 1995] indicate that no distinction exists between
the default and regular forms. Furthermore, according to the associative accounts,
defaultness is achieved by associative memory. While the difference between the
associative accounts and the symbolic accounts is in its treatment of the default
regular inflection. According to the associative model, both the default regular and
irregular forms are processed in the associative memory.

Research on Jordanian Arabic (hence JA) offers an analysis having more
than one default inflection. This is accomplished by showing that unlike the
previous morphological accounts such as associative mechanism model, symbolic
mechanism model; and the schema model (cf. Pinker 1990; Rumelhart and
McClelland 1986; Bybee 1985], the current research relies upon the ‘openness’
mechanism as a major determinant to define defaultness. Thus, we define
‘openness’ as the ability of the inflectional system to be extendible to accept
new forms in the grammar of a language system. In our system, two inflectional
systems are open and thus default: the sound feminine plural and the iambic broken
plural. Our assumption is that a change in the architecture of defaultness (from the
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iambic broken plural to the sound feminine plural) is diachronically motivated due
to the shift between the two default forms in two different periods of time.

2. Diachronic morphological change

In this research we will focus on the diachronic representation that provides
accounts for the morphological change mechanism observed in the language
system of JA. We need to establish the historical properties and development of
the language through the domain of a diachronic analysis. Thus, we assume that
the diachronic account will provide a fuller picture regarding the morphological
structure of a language. Moreover, the morphological change in a language can
be realized through different levels. According to Joseph [1998], different levels
of grammar can be subject to change in morphology. For example, the change in
the number marking of the nominal marker /s/ in English, for it has been spreading
at the expense of other plural markers for centuries. So the earlier English form
shoo-n, as a plural of ‘shoe’ with the plural ending -n still found in the word
oxen, has given away to shoe-s, with the most frequent, and indeed default plural
ending -s, in this case, the marker has not passed from the language altogether,
as oxen shows, but the domain of a particular marker has come to be more and
more restricted, and that of another has expanded. In our study, the assumption
is that the in the grammar of Jordanian Arabic would be extended to predict the
occurrence of two defaults: the sound feminine plural and the iambic broken plural
rather than one default: the sound feminine plural.

3. The plural system in Jordanian Arabic

JA displays two gender classes: feminine and masculine. The sound feminine
plural is formed by attaching the suffix -aat to the end of some non-human
masculine singular nouns (e.g. kaas/kas-aat ‘a cup/cups’) or feminine singular
(human and non-human) nouns-ending with the feminine marker -a- (e.g. taawl-a/
/taawlaat ‘a table/tables’). This form of the plural is productive, i.e., it has broad
application over different kinds of nouns regardless of their gender (masculine/
/feminine) or category (human/non-human) in the singular form. To form the
sound masculine plural, the suffix -een is attached to the end of the singular
human masculine noun (e.g. sawwaag/sawwaag-een ‘a driver/drivers’). JA also
has the so-called ‘broken plural’ forms, which are highly similar to the broken
plurals in Modern Standard Arabic. This kind of plural is formed through a non-
linear pattern shift referred to as the broken plural in which the consonantal root
is retained as the singular form but vowels are changed nonlinearly between the
consonants in accordance with a strict template [El-Yasin 1985]. For example,
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the singular kursi ‘a seat’ of the root krs has the iambic plural pattern karaasi
CVCVVCYV f‘seats’. There are four shape-defined prosodic categories: the iambic
patterns CVCVV; the trochaic patterns CVCVC monosyllabic plural patterns.
Finally, JA contains collectives. Collectives form a separate morphological
category used to refer to uncountable entities or to living things like fruit,
animals, etc. In JA, the collective plural form seems to be used less with the plural
replacing it in collective contexts and there is a tendency towards the development
of the analytic singular/plural distinction by using free lexemes like “one, a piece
of, a single item of, a single example of, etc” [Suleiman 1986]. Another way of
forming collectives in JA is the deletion of the singular feminine marker -a (e.g.
samaka/samak ‘one fish/fish”).

4. Defaultness

The mechanism of defaultness needs to be investigated in order to account
for the emergence of the two default forms in JA. According to the symbolic
model [Marcus 1998, 1999; Pinker and Prince 1988], the wide application of the
default inflection results from the fact that the regular inflection applies to mental
variables which are abstract labels ‘“VERB or NOUN’. Marcus [1995] views
‘defaultness’ as an operation which applies not to particular sets of stored items
or to their frequent patterns, but to any item whatsoever, as long as it is not listed
in the lexical memory. This item may be unfamiliar, dissimilar to familiar items or
computationally inaccessible because of noise in memory or because of the way
the data in memory is structured.

Evidence of regular inflection as a default can be observed with the inflection
which is assigned to borrowings, names and denominals in English and Hebrew,
all of which fail to trigger default irregular patterns as a stored association,
because these default forms lack a canonical root [Berent 1999; Kim et al. 1991,
1994; Marcus et al. 1995]. According to the symbolic account, default inflection
can apply to non-words that are dissimilar to English forms, hence are unlikely to
activate stored irregular tokens [Prasada and Pinker 1993]. In terms of the irregular
inflection, this account has the same application observed with the distribution
asymmetry account. This is based upon the argument that the irregular forms are
tightly bounded and thus new words take similar inflection to these clustered ones
and if blocked the default regular inflection is applied.

Further, a canonical root can be of considerable importance in the generality
of the default inflection to words that have no access to the memory such as
borrowings, denominals, names, etc. Canonical root is defined, according to the
dual mechanism approach, as:
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address or distinct identity as a word in the language; a part-of-speech category, subcate-
gory features (e.g., transitive or intransitive for verbs, count or mass for nouns); a seman-
tic representation and phonological representations [Marcus 1995].

A canonical root has the implication that words cannot be represented in the
mental lexicon as random collections of information, one of the prominent features
of the ‘canonical root’ is that it has a representation format for these words. The
phonological representation must conform to a canonical template for words in
the language [McCarthy and Prince 1990]. In JA, canonical roots are marked by
their inflection in the plural. For example, the two-syllable words ending with the
feminine marker -a take the sound feminine plural (for instance the word taawla/
/tawl-aat ‘a table/tables’). On the other hand, JA presents instances of
noncanonical root words such as the loan words, diminutives, names and deverbal
nouns that do not have the feminine marker -a. These noncanonical words may
be assigned any plural form due to the lack of access of these categories to their
canonical root in the lexicon. In this case, no lexical access exists between the
word and any mental representation.

Based upon the discussion pertaining to ‘defaultness’ above, it is necessary
to maintain that the symbolic mechanism account confounded the notion of
‘regularity’ with the notion of ‘defaultness’. Put it differently, the regular inflection
is viewed as the default as it applies to any target that fails to activate stored
associations by the “elsewhere condition” which can be defined as the application
of a general linguistic process upon the failure to trigger a more specific process
[Kiparsky 1973]. The notion of confounded °‘regularity’ and ‘defaultness’
is replicated by Clahsen [1992] in his proposal that ‘regular’ and ‘default’
inflections could be the same based upon Kiparsky’s level-ordered phonology.
Clahsen [1992] found that the German regular affixes (like -s and -n), which
were overregularized by children, are omitted within compounds. In compounds,
the regular inflection occurs after the irregular inflection. Moreover, Pinker [1999]
assumes that the English plural -s is simultaneously the regular form and default.
According to Pinker

Rules, nonetheless, are distinct from pattern association, because a rule concatenates
a suffix to a symbol for verbs, so it does not require access to memorized verbs or their
sound patterns, but applies as the “default”, whenever memory access fails [Pinker 1999:
4-5].

4.1. Defaultness in Jordanian Arabic

The grammar of JA displays two default plural forms: the sound feminine
plural marked with the suffix -aat (e.g. mataar/matar-aat ‘an airport/airports’)
where a suffixation rule predicts the occurrence of the default plural. The second
default plural is the iambic broken plural marked with an internal vowel change
(short — long vowel) (kursi/karaasi ‘a seat/seats’).
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Accordingly, the purpose of this research is to articulate the following
predictions. The dual mechanism account can be extended to deal with the
plural forms of loan words, diminutives, names and deverbal names to define
‘defaultness’ in JA. However, this model offers no basis for predicting a “multiple
default system” as manifested by the use of the sound feminine plural and the
iambic plural as two defaults in the plural system of JA. The dual mechanism
approach assumes a single-default rule system for the grammar, which follows
from an exclusive reliance on the ‘elsewhere’ principle. The notion of a single-
default mechanism — as presented by the symbolic account — might be motivated
by the suffixation process applied in English. Accordingly, looking solely at
‘defaultness’ as ‘regular’ makes it hard to look for another default which is
necessarily a regular; i.e., a suffixation process. Based upon this argument,
the notion of suffixation as a ‘regular’ process hallmark restricts the scope
of defaultness to only suffixation-formed words. While, on the other hand, having
a rule-governed process makes it possible to predict the existence of a multiple
default system in the language grammar.

The current research aims at exploring the representation of the default system
in JA at a diachronic level. Our diachronic analysis would take into account the
default shift that occurred in the grammar of JA in two different periods: the
Turkish period and the British period. Jordan was considered as part of the Turkish
Empire till the advent of the British in Palestine and Jordan. Turkish was also the
official language used in political and commercial affairs. Accordingly, we can
conclude that Turkish words came into JA before most English words because the
influence of the European languages — specifically English — began to take place
in the late 1920s [Suleiman 1985]. During the influx of the Turkish loan words,
the lack of the canonical root triggered the ITambic broken plural to be the domain
for the inflection of loan words as default forms. On the other hand, following
the Turkish loan words, the loan words coming from English could be differently
inflected using the sound feminine inflection as the default form.

5. Predictions and data analysis
5.1. Predictions

1.JA consists of two default forms: the suffixation formed sound feminine
with the -aat attached to the end of the singular to form the plural noun; and the
internally formed iambic broken plural with an internal vowel change represented
by the short-long vowel format, i.e. CVCVV.

2.There is a diachronic default shift which occurred in JA. This shift is
displayed as in the following two phases. The first phase is represented in Turkish
loan words which came into JA and took the iambic broken plural inflection. The
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second phase is introduced through English loan words also which came into
English and have the sound feminine plural inflection as a default pattern.

3. The occurrence of two defaults is accounted for through the introduction
of the diachronic representation of the lexicon. The existence of two defaults is
expected to motivate the so-called Lexical Evolution in which default forms are
realized through two different stages of morphological representation.

4. A new role of openness comes into play to contribute to the emergence of
a multidefault hierarchy as it allows new forms to be categorized in the lexical
paradigm of the language.

5.2. Data analysis

To examine the occurrence of two defaults in the grammar of JA, we collected
loan words that represent two different phases: the Turkish and the British. The
data representing the Turkish loan words are taken from Farghal and Al-khatib
[1999] and Ababneh [1997]. For the corpus representing the English loan words
we used the data taken from Butros [1963] and Farghal and Al-khatib [1999].

6. Why loan words?

In terms of the lexicon architecture, it is necessary to maintain that, according
to the inflectional morphology accounts [cf. Marcus 1995], loan words fall outside
the phonological space — they do not belong to the lexical system of a language. In
other words, loan words do not have any orthographic, phonological or semantic
representation in the lexicon, so these forms cannot be inflected using the lexical
memory retrieval system available for the language, thus the default operations
apply whenever memory retrieval fails to provide an inflected form in the lexicon.
Default inflection, thus, applies freely in any circumstance in which memory fails
since default inflection is created by a mental operation that does not need access
to contents of memory. The mental operation could be either linear (suffixation)
or hierarchical (internal vowel change). In the case of JA, either sound feminine
or iambic broken plural is a possible default forms.

According to the word/rule symbolic hypothesis [Pinker 1998], the assignment
of ‘default’ inflection does not just require the activation of a bundle of
orthographic, phonological and semantic features that correspond to a ‘default’
word. Namely, these features given to such borrowings must be labeled by
a mental variable, i.e. they must be a canonical root. Words are categorized in the
lexicon in a standard format that is called ‘canonical root’ which is defined as:
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an address or distinct identity as a word in the language; a part-of-speech category, sub-
category features (e.g., transitive or intransitive for verbs, count or mass for nouns);
a semantic representation and a phonological representations [Marcus 1995].

Loan words usually lack canonical roots [Marcus 1995; Berent et al. 1999],
so words lacking canonical roots take a default inflection.

7. Turkish loan words

Turkish was the official language used in political and commercial affairs
as Jordan was considered as part of the Turkish Empire till the advent of the
British in Palestine and Jordan. So Turkish words came into JA before most
English words because the influence of the European languages — specifically
English — began to take place in the late 1920s [Suleiman 1985, Farghal and
Al-khatib 1999]. According to Butros [1963] and Suleiman [1985], no documented
evidence is available to deal with the existence of loan words before the Turkish
period. This borrowing had an influence on the plural template that loan words
are expected to take; i.e. most of the loans that came earlier have iambic broken
plurals.

In this part, I offer evidence that JA contains the iambic broken plural
as a default inflection applied to the loan words. The main determinant for the
establishment of defaultness is the lack of the canonical root which is defined
by Marcus [1995] as the lexical, semantic, phonological and orthographic
representation of the word in the lexicon.

I have classified the plurals according to their inflection. For example, in data
set (table 1) the default iambic broken plural is shown to be the inflection for
the Turkish loan words; while the last data set in (table 2) provides a word list
of Turkish loan words taking the second default: the sound feminine plural.

The data set in table 1 presents the distribution of the Turkish loan words in JA
in terms of semantic domain. Thus, the data instantiate the following categories or
domains: first, we encounter food and drink-related loans such as kazuuze/kazuuz
‘a soft drink’; taawuug/tawuug ‘fried chicken’. Second, we can also notice that
there are politics-related loans such as sultan/salaateen ‘a leader/leaders’; diwann/
/dawaaween ‘a divan/divans’ and xazuuq/xawaazeeq ‘a torture tool/torture tools’.
Third, there are clothing and fashion loans such as tarbuush/taraabeesh ‘a fez/
/fezzes’; nishaan/nayaasheen ‘a medal/medals’ and suug/?aswaaq ‘a market/
/markets’. I make the assumption that these forms would take the default iambic
inflection, as this form is open to inflect words that fall outside the templatic
format of JA.

Quantitavily speaking, according to the data in tables 1 and 2, about 88%
(20) of the nouns are iambic plural inflected and 12% (2) of the nouns are sound
feminine inflected.
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Table 1
Partially assimilated Turkish loan words only taking iambic plural form
[Farghal and Al-khatib 1999; Ababneh 1997]

Word Plural form Gloss

?argeel-a(e) ?araageel ‘a huka’
?umbashi ?umbaashiyeh ‘a sergeant’
baxsheesh baxaasheesh ‘bribe’
diwaan dawaaween ‘a divan’
duulaab dawaaleeb ‘a drawer’
kaubb-a kabaab ‘a meat ball’
kazuuze kazuuz ‘a soft drink’
kubri kabaari ‘a bridge’
marhab maraahib ‘hello’
nishaan nayaasheen ‘a medal’
qateef-a(e) qataayif ‘a kind of patisseries’
gshaat gshataat ‘belt’
qubtaan gabaatineh ‘captain’
sultan salaaTeen ‘a leader’
suug ?aswaaq ‘a market’
taawuug tawuug ‘fried chicken’
tarbush taraabeesh ‘a fez’
xashuug-a xawaasheeq ‘a spoon’
xazuuq xawaazeeq ‘a torture tool’
Table 2
Turkish loan words only taking sound feminine plural
[Farghal and Al-khatib1999; Ababneh 1997]

Word Plural form Gloss
baasha baashaw-aat ‘a respected man’
hafle hafl-aat ‘celebration’
hammam hammaam-aat ‘restrooms’
xaan xaan-aat ‘a storage place’

This indicates that iambic plural is predominant — as a default for the inflection
of about 88% of the Turkish borrowings in JA. The data also indicate that the
forms that are not iambic plural inflected do not go outside the ‘defaultness’
domain, i.e, these words are default (sound feminine) inflected (e.g., xaan/xaan-aat
‘a storage place’, hammaam/hammam-aat ‘a restroom/restrooms’) which implies
that a loan word takes either default. Since these forms fall in the openness
category, it would be unnecessary to predict which plural should take a singular
form because these forms fall outside the templatic format, so they the take the
open default inflection.
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To summarize, this investigation provides compelling evidence on the
existence of the iambic broken plural as a default inflection due to the ‘openness’
of this inflection to accept forms falling outside the lexical system of JA. The
discussion of the data above also reveals the importance of the diachronic factors
in determining the status of ‘defaultness’ in terms of the ability of the lexicon to
accept two default inflections. This mechanism of accepting two defaults gives
insights into applying this multiple default format crosslinguistically in which
a grammar of a language can host a multiple default system.

8. English loan words

JA has had extensive contact with English since the late nineteenth century.
The number of loaned words increased after the 1920s with the British influence
in the area of Jordan. The influence was also boosted by Jordanian students who
studied in British and American universities [Butros 1963].

In this section, we discuss how Jordanian Arabic acquires the sound feminine
inflection as the second default for inflecting the loan words (e.g. faaks/faaks-aat
‘a fax/faxes’) borrowed from English. We also provide an analysis on how a new
default has come into the grammar of JA. The data are taken from Butros [1963]
and Farghal and Al-khatib [1999].

In data (table 3) the corpus of the loan words shows that these words made
their way into JA recently; i.e. they were borrowed after the 1920s. This can
be supported by the fact that the majority of these nouns are classified into the
technological or technical domain (e.g. ?anteen/?anteen-aat ‘antenna’) of about
53% of the total number of loan words coming from English. There are also some
words in the academic or the fashion domains (e.g. kours/kours-aat ‘course/
/courses; moudeil/moudeil-aat ‘model’). The fact that the sound feminine
inflection is the target for the recently loaned forms provides strong evidence for
the fact that this inflection has become the open inflection for the new words in
the lexicon; i.e. it represents an open schema that is capable of inflecting new
forms into the grammar of JA.

Table 3
Loan words coming from English that take the -aat for plural
[Butros 1963; Farghal and Al-khatib 1999]

Singular Plural -aat Gloss
1 2 3
?afarhoul ?afarhoul-aat ‘an overhaul’
?aks aks-aat ‘an axle’
?amblifayar ?amblifayar-aat ‘an amplifier’
?anteen ?anten-aat ‘an antenna’
?anzeem ?anzeem-aat ‘an enzyme’
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Table 3 — continuation
2 3

2emeil ?emeil-aat ‘an email’
?igzost ?igzost-aat ‘an exhaust’
?iksersaiz ?7iksersaiz-aat ‘exercise’
?ilbuum ilbuum-aat ‘an album’
?iliktroun ?iliktroun-aat ‘an electron’
?imbalans imbalans-aat ‘an ambulance’
?insh ?insh-aat ‘an inch’
?istaad ?ustad-aat ‘a stadium’
baar baar-aat ‘a bar’
baas baas-aat ‘a bus’
balanti balanty-aat ‘a penalty’
baldouzar baldouzar-aat ‘a bulldozer’
boylar boylar-aat ‘a boiler’
breik breik-aat ‘a break’
brojektar brojektar-aat ‘a projector’
budy budy-aat ‘a body’
busukleit busukleit-aat ‘a bicycle’
disk disk-aat ‘a disk’
drum drumm-aat ‘a drum’
dulaar dular-aat ‘a dollar’
faaks faaks-aat ‘a facsimile’
faawil faawl-aat ‘a foul’
faayl fayl-aat ‘a file’
freizar freizar-aat ‘a freezer’
fyuuz fyuuz-aat ‘a fuse’
geezar geezar-aat ‘a gyser’
ghoreilla ghoreill-aat ‘a gorilla’
ghraam ghraam-aat ‘a gram’
gril gril-aat ‘a grill’
handbreik handbreik-aat ‘a handbrake’
harmoun harmoun-aat ‘a hormone’
houmweirk houmweirk-aat ‘a homework’
kafteerya kafteery-aat ‘a cafeteria’
kanteen kanteen-aat ‘a canteen’
karaaj karaaj-aat ‘a garage’
karboreitar karboreitar-aat ‘a carburetor’
katalouj katalouj-aat ‘a catalog’
keilo keilow-aat ‘a kilo’
keiloghraam keiloghraam-aat ‘a kilogram’
kolidour kolidour-aat ‘a corridor’
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Table 3 — continuation

2 3
kombyouter kombuter-aat ‘a computer’
kondishin kondishin ‘an air condition’
kouboun koubon-aat ‘a coupon’
kountar kountar-aat ‘a counter’
kournar kournar-aat ‘a corner’
kours kours-aat ‘a course’
kreim kreim-aat ‘a cream’
krunk krunk-aat ‘a crank’
kwiz kwizz-aat ‘a quiz’
maarshaal maarshaal-aat ‘a marshal’
maikrofoun maikrofoun-aat ‘a mike’
maikroskoub maikroskoub-aat ‘a microscope’
monoloug monoloug-aat ‘a monologue’
moudeil moudeil-aat ‘a model’
nyoutroun nyoutroun-aat ‘a neutron’
radar radaar-aat ‘a radar’
radyou radyouh-aat ‘a radio’
rikit rikt-aat ‘a racket’
rudeitar rudeitar-aat ‘a radiator’
rul rull-aat ‘aroll’
sbeir sbeir-aat ‘a spare’
seedee seedech-aat ‘a compact disk’
shak shak-aat ‘a check’
short short-aat ‘a short’
silindar silindar-aat ‘a cylinder’
slaid slaid-aat ‘a slide’
soufa souf-aat ‘a sofa’
srinj srinj-aat ‘a syringe’
steeryou steeryouh-aat ‘a stereo’
studyo studyoh-aat ‘studio’
talafoun talafoun-aat ‘a telephone’
talagraaf talagraaf-aat ‘a telegraph’
taraktar taraktar-aat ‘a truck’
telfizyoun telfizyoun-aat ‘a television’
tiliskoub tiliskoub-aat ‘a telescope’
tranziztor tranziztor-aat ‘a transistor’
tyoub tyoub-aat ‘a tube’
voult voult-aat ‘a volt’
winish winish-aat ‘a winch’
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9. Discussion: a new source for morphology

The fact that our new architecture is diachronically motivated, new defaultness
patterns are observed in the lexicon of a language (JA in our case). Regardless
of whether our new pattern of two defaults is concatenated or internal vowel based,
the diachronic factors can account for a lexicon with two defaults. For instance,
the loan words which came into JA in an earlier period — let us say before the
British colonization — are hierarchically inflected while the loan word which came
into JA later are linearly structured for the inflection of the plural form.

The major account for the establishment of the default inflection is supported
by the dual mechanism hypothesis where the assignment of ‘default’ inflection
does not just require the activation of a bundle of orthographic, phonological
and semantic features that correspond to a ‘default’ word. In other word, these
features given to such borrowings must be labeled by a canonical root [Marcus
1995; Berent et al. 1999]. In the data above, we notice that both the iambic broken
plural and the sound feminine plural, despite their formation asymmetry both lack
a canonical root; hence, the default inflection comes into play.

Moreover, in the data provided above, there is evidence that the morphological
representation can account for the continuum of defaultness in the grammar
of the language containing two defaults. Thus, more explicable architecture of
morphological representation is expected to give more crosslinguistic accounts for
the Universal Grammar.

10. Conclusion

Diachronic factors play a dominant role in the establishment of defaultness
continuum in JA. I discussed data from loan words coming into JA during
the Turkish and after the Turkish period, i.e. the British period. This hierarchy
contains two defaults: the iambic broken plural and the sound feminine plural. This
pattern of inflection calls for two major observations. First, not only synchronic
but also diachronic representation of the inflectional morphology can give more
details about the architecture of the grammar of a language which helps in broad
knowledge about the role of diachronic morphology in better understanding of
the Universal Grammar. Second, it is indispensable to call for the importance of
‘openness’ as a key factor for establishing defaultness that is language contact
motivated. Put it differently, the lexicon of a language is composed of different
levels of inflectional systems that vary in their degree of openness. Eventually,
the shift from the application of the iambic broken plural into the application of
the sound feminine plural gives insights into the so-called lexical shift in which
a lexicon can undergo systematic change in the architecture of grammar. This
lexical shift is manifested through the tendency of the default inflection towards
linearization.
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Summary
Defaultness Patterns: A Diachronic Account

Most approaches to inflectional morphology propose a synchronic account for the
establishment of defaultness in the plural inflection. The current research aims at exploring
the representation of the default system in JA at a diachronic level. The grammar of JA
displays two default plural forms: the sound feminine plural marked with the suffix -aar
(e.g. mataar/matar-aat ‘an airport/airports’) where a suffixation rule predicts the occurrence
of the default plural. The second default plural is the iambic broken plural marked with an
internal vowel change (short — long vowel) (kursi/karaasi ‘a seat/seats’). Our diachronic
analysis would take into account the default shift that occurred in the grammar of JA in
two different periods: the Turkish period and the British period. The findings reveal the
importance of the diachronic factors in determining the status of ‘defaultness’ in terms
of the ability of the lexicon to accept two default inflections. So, JA consists a hierarchy
that contains two defaults: the iambic broken plural and the sound feminine plural. This
mechanism of accepting two defaults gives insights into applying this multiple default format
crosslinguistically in which a grammar of a language can host a multiple default system.



UWM Olsztyn Acta Neophilologica, XII, 2010
ISSN 1509-1619

Malgorzata Haladewicz-Grzelak
Opole

SHIFTING COGNITIVE FRAMES
IN POLISH RADIO COMMERCIALS*

Key words: radio commercials, ideology, rhetoric, cultural frames, community, clique

Who inscribes the distinctions between fact and fiction, fantasy
and reality, and why? From my perspective, it is social actors
who make them, and they do so not because of epistemological
clarity, but because of shifting cultural frames.

Jeffrey Alexander

1. Theoretical basis

This paper investigates the shifts of cognitive frames in radio commercials
from the perspective of rhetoric, ideology [Van Dijk e.g. 1998] and Zabrocki’s
diacrisis [1980]. Diacrisis is a term transposed from the cybernetic theory of
communication by Zabrocki. In the original formulation the term grew out of
Zabrocki’s studies of the concept of the phoneme as a component of the codal
system [Banczerowski 1980: 16]. Some of the fundamental diacritic terms which
I will use later on in the argument are as follows: the relation of diacrisis, the
diacritic pair, diffusivum and confusivum, diffusive range (load), diacritic
paradigm, diffusive type.

Extending the stipulation by Orchard, I assume that in commercial, just as in
political discourse,

* This study is part of a larger project on radio commercials. Matgorzata Hatadewicz-Grzelak [2007]
provides an analysis of enchantment strategies in radio commercials. For some aspects of linguistic mar-
ket in radio commercials, a more detailed review of literature on the topic of sociopragmatics of the
radio, as well as a detailed description of the compiled corpus and research procedure cf. Hatadewicz-
-Grzelak 2010.
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‘cultural difference’ becomes ‘cultural identity’ and functions as the basis of recognition:
from the outside as basis for entitlement, and to demarcate a particular object of study,
and from the inside, as the basis for solidarity and ‘belonging’ [Orchard 2005: 420].

The analytical axis for this study would then involve the coordinates of
ideology — group identity — using and creating cultural resources.

The data base for the study is the corpus of 310 radio commercials collected
from 20 November till 20t" December 2007. The recordings (three 90-minute
tapes) were first transcribed into one word document and then subcategorized
according to particular research questions. I decided to draw data for the study
from commercial broadcasting stations (RMF FM and Radio Zet) of nation-wide
scope and three regional commercial stations (Radio Ztote Przeboje, Eska and
Radio Planeta) because these narrowcasting stations are nationwide and all can
be also listened on-line, which makes them in fact of international scope. The
stations’ format is targeted at different demographic slices, which in totality cover
all the possible adult age groups of the inhabitants of the region.

There are basically two levels of analysis: rhetoric and ideological. The
understanding of ‘rhetoric’ adopted in this paper follows from Eco’s paradigm:
I assumed it to denote the repertoire of the techniques which have already been
proven to work and which have been acquired by a community. As such, rhetoric
is an inventory of codified solutions, the persuasion of which redundantly
reinforces the underlying code [Eco (1991) 1996: 103]. The level beyond that is
the level of ideology: the practical way of using rhetoric tacks reflects particular
societal preferences. As stated by Van Dijk,

markets, politics, policies, exploitation, and marginalization all need an ideological ba-
sis. Such ideologies require production and reproduction through public text and talk,
which in our modern times are largely generated or mediated by the mass media [Van
Dijk 1995: 28].

Radio commercials are a linguistic strategy of selling commodities hidden in
various discursive strategies, mainly extrinsic/intrinsic dialogues (e.g. amicable
dialogues between neighbors). As such, they seem particularly suitable for
diacritic studies of consumerism. Marx [(1867) 1906: 83ff] posits that every
commodity is a “social hieroglyphic”, which implies that it is “as much a social
product as language” which we may try to decipher. As Berland remarked,

music programming is not the main commodity produced by radio but is rather the means
to the production of radio’s real commodity — the audience — to be sold to advertisers in
exchange for revenue to the broadcaster [Berland 1990: 183].

Radio commercials are understudied in the research on consumer culture. Yet,
they seem ideal for sociolinguistic studies on consumerism because the verbal/
/audile layer is necessarily the unique carrier of target values. What follows, the
cultural framing has to be verbalized, rather then modeled semiotically, which
makes linguistic analysis particularly suitable.



Shifting Cognitive Frames in Polish Radio Commercials 83

2. Cognitive niches

My understanding of the term ‘culture’ is cognitive. 1 follow Shore in
assuming that:

culture is an extensive and heterogeneous collection of models, models that exist both
as public artifacts in the world and as cognitive constructs in the mind of members of
a community [Shore 1996: 44].

As such, linguistic manifestations can be treated as a convenient point
of vantage to study and analyze these underlying models, taking particularly into
account the very peculiar aspect of the radio commercial impact.

First, the status, internal organization and mental functions of the ideologies need to be
studied in terms of social cognition. Second, the conditions and functions of ideologies
are obviously not only cognitive but also social, political, cultural and historical. And
third, ideologies are formed, changed and reproduced largely through socially situated
discourse and communication [Van Dijk 1998: vii].

To start with, the collected data seem to testify that the borrowings in
commercial discourse might imply creating cognitive niches. Namely, some
aspects of the cultural superstata are more prominent and they tend to suppress
and expand into other realms of the market. These subdued elements still survive
but the two are kept distinct. The tendency can be exemplified on the use of carols
in Christmas commercials. Basically, only two themes were used in the database:
Jingle bells and Let it snow. Jingle bells has become in fact the consumerist
anthem of the Christmas hype in Poland. Some of the ads in the corpus even
did not mention the word “Christmas” or “Santa Claus” (Pol. Swiety Mikotaj)
explicitly, it was enough to have Jingle Bells as the diegetic soundtrack. On the
other hand, the soundtracks for Christmas commercials never involved our Polish
carols at all. It must be pointed out here that in the Polish tradition carols are still
a very popular Christmas attribute. The fact that nobody dared to involve
‘national’ carols in radio advertising might be interpreted that on some level we
still prefer to keep our tradition intact and the two registers (marketing hype and
a celebration of a holiday) are somehow differentiated.

A cognitive niche is thus created: a Polish carol, e.g. Przybiezeli do Betlejem,
and an American carol, e.g. Jingle Bells, display heteronymous constituent
segments with respect to the contextual distribution on the linguistic market. The
period when the carols are performed (Christmas time) would be, in Zabrocki’s
terminology (cf. Banczerowski [2007] for a detailed exposition) a confusivum,
common base, and the pragmatic distribution — diffusivum. Jingle Bells and Let it
snow might be thus an example of a diacritic paradigm: substitutive distribution.

Bourdieu claims that the competitive system allocates a lot of space to
credit. The process of imposing justification takes place through the struggle
of competition and is reinforced through all forms of cultural proselytism aims
at creating and instilling the assertion (claim) as a need prior to the resources
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for proper satisfaction of this need [Bourdieu (1979) 2005: 209]. The analyzed
discourse reveals the spiral connotation drive: producer — Christmas — gifts
— shopping — producer. The ads encourage all types of consumption abuse and
at the same time, the companies offer the remedy for the induced ‘illness’. The
excerpts in (I) show some examples of this tendency:

(I) 1. Szanowni  Panstwo,w tym gorqcym okresie Swiqtecznych zakupow zapra-
szamy do skorzystania z naszego 10% rabatu [in this hectic period of Christmas shopping
we invite you to use our 10% discount].

2. A: Rozpoczeta sie gorqczka Swiqtecznych zakupow. Wszyscy tylko o jednym: skad braé
pieniqdze, a pani zachowuje stoicki spokoj!? B: Mam powody: ptace kartq kredytowq
X i rozktadam sptate nawet na 3 lata, dlatego ciesze si¢ swiqteczng atmosferq [A: The
shopping fever has started, everybody goes: “how can I get money” and you keep calm!?
B: I have my reasons: I pay with the X credit card].

3. Moja glowa! Nie musi by¢ tak zle. Gdy tykniesz X z puszki [...] teraz mozesz sie juz
napié¢ [...] Dobrze popié. Bierz w trakcie, nie po fakcie [(pneumatic hammer and a plane in
the background) A: My head! Dem: It does not have to be that tragic, just take a gulp of
X from the can — now you can have your drink. X: Take while you drink, not afterwards].

3. Consumerist shifts in cultural repertoire

Next I will address the issue how the code of consumerism transforms the
cultural repertoire and turns the community into a clique. Such a transformation
reaches deeply into the level of socio-cognitive models. To recall,

a model is a representation (in the episodic part of long term memory) of an experien-
ce, that is, of an event observed, participated in, or read/heard about by a social actor.
As such, models represent contextual interpretations and evaluations of such events,
which are by definition unique and personal [Van Dijk 1995: 31].

In this connection it would appear that the commercials under analysis took the
function of a sort of repository of cultural heritage which on the surface strengthen
communicative bonds but on the deeper level their function is in fact to manipulate
the established connotations and to channel them onto the target commodity. This
consumerist teleology is the ground on which I assume them to be a manipulation
of the models; ‘models’ in the understanding as offered by Van Dijk [e.g. Van
Dijk 1995], which on some level operates with the distinction inclusion versus
exclusion:

this informal discussion shows that the notion of group, and the principles and practices
of group identification, inclusion and exclusion, access and acceptance, and many other
social practices and processes are intimately linked to fundamental group ideologies.
The involve representations of identity about who We are and what They are, and espe-
cially about what is good for Us and what is not good for Us. Sharing exclusive or prefe-
rential access to scarce resources with others will not generally appear to be good for Us
[Van Dijk 1998: 160].



Shifting Cognitive Frames in Polish Radio Commercials 85

Community is therefore:

‘imagined’, mediated through the imageries of the ‘mediascape’, ideologies of the ‘ideo-
scape’, and ever-shifting demographics of ethnicity (‘ethnoscape’) and information [Sri-
nivasan 2006: 502].

The ideoscape in the corpus was created both by the verbal and nonverbal
means. For example, the diegetic sound in the recorded radio ads could often
be recognized as an excerpt of the soundtrack of national screened epopees or
of classical hits or the vestiges of opera arias (not only in ballet adverts) — the
excerpts which would be deeply rooted in social consciousness.

On a cognitive level there is no thematic connection between a particular
commodity and the cognitive connections established by a particular piece by
e.g. Verdi or a soundtrack from a national epopee. The ads begin to establish this
connection in their secondary orality, this is why unfortunately classical music
more and more often becomes connoted with marketing campaignsl. The discourse
in (IT) shows how the model of tradition is manipulated to achieve a marketing
effect:

(I) Jasiu, masz pan paszport niemiecki? B: Ano mam, panie majster. A: No to wez kajecik
i pisz. Prace w Holandii mozna zdoby¢ sitom i godnosciom osobistom. B: Panie majster,
a nie prosciej przez X? C: Posiadasz paszport niemiecki? Praca w Holandii czeka.
A: Zapisalista? Nie? No a teraz do roboty [(male voices) A: Johnny, have your got
a German passport? B: Sure, I have, foreman. A: So take your notebook and write: the
work in Holland can be obtained by force and by personal charm. B: Foreman, would it
not be simpler through X?]z.

The English translation of this dialogue does not make much sense
because the proposition belongs utterly to the hermeneutical horizon of Polish
communicative community: it hints at and recalls once-famous cabaret dialogues
by Jan Kobuszewski, an incomparable actor and comedian. Other examples of
using community cultural repertoire in radio ads include phrases from Polish
mega-hits in the 80's: Przezyj to sam (‘experience it yourself’), currently used

! Similar process had already taken place with for example the name of a cleaning liquid. The name
probably was taken after a robust Roman soldier. The generic name however has uprooted completely its
basis and currently the commodity in question (Ajax) absolutely does not connote with its original but
solely with itself.

2My research was done in the region of Opolian Silesia in 2006. It was a peculiarity of the
region till that time that the inhabitants could obtain a German passport on the basis that they provide
documents that they had ancestors who had lived or worked in the area contained within the borders of
the German state as it stood until 1937 (law 116 of the German constitution). Altogether my research
showed five different job agencies based in Opole and one in the vicinity, which offered work abroad for
the German passport holders, competing heavily in the local broadcasting stations. Diachronically speak-
ing, however, the ad is a relic. Due to the EC latest regulations, European job markets have opened to
Polish nationals, regardless of the fact whether they hold a German passport or not. Currently aired ads
advertising the job agency in question use the same formulations, omitting the phrase in the coda “for the
German passport holders”.
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in a commercial of one of the mobile-phone companies3. The same practice was
employed with the lines from Shakin’ Dudi hit: Au sialala mam dwie lewe rece, Au
sialala nie mam pieniedzy (‘sia la la, I have two clumsy hands, I have no money’),
which was supplied with the commercial commentary: ‘That’s no problem. X’s
hits are hitting prices: we hit prices professionally’. The grafting, rather than
crating strategy, is evidenced in the fact that very often the original message is
utterly twisted. Exceptionally, we might mention here Jerzy Owsiak’s charity
cheval de batalle “Oj, bedzie sie dziato” (‘lot’s of interesting things to happen’),
which has been recently used in a TV ad of one of low alcoholic beverages. The
irony of the borrowing is implicated in the fact that the gist of ideology of Jerzy
Owsiak’s monumental social enterprise is the assumption that young people are
perfectly able to have fun without recourse to alcohol.

In the similar vein, radio ads made use of the most famous fairy tales, some of
the examples are given in (I11):

(IIT) 1. I wtedy Szewczyk Dratewka zawolatl: jak moglem byé takim baranem? Daj spokdj,
wyprowadzamy sie. Wsciekasz sie, bo gdzie indziej zaplacites za duzo? [(male voice)
A: And then Valiant Shoemaker shouted: how could I be such as asshole [ram]?
B: (children, highly discontented) Stop it, we are leaving! Dem: Are you going mad
because somewhere else you’ve overpaid? You should have done your shopping at...].
2. Smok, zanim skonat pod ciosami dzielnego Rycerza, zaryczat: chyba mnie porgbato!
[The dragon, before he perished under the sword of the Valiant Knight, had roared:
I must be nuts [chopped up]! (children highly discontented). Yes..].

This type of ads particularly exemplifies the thesis first formulated in the study
of visual advertising:

some ads may be as complex as fine at, requiring subtle investigations of how they do
what they do [...]. A game is created in which the viewer is challenged to map values
of an image onto the product which may well go beyond what Paterman [1983: 191] calls
‘a default assignment’ [Marlow 2001: 38].

The texts shift the frames connoted with childhood, storytelling or being
looked after onto a commercial situation. Additionally, the concept of error is
crucial in the frame. In the fairy tale, Valiant Shoemaker did precisely the right
thing, he knew the trick to win. Similarly, the Dragon was framed in the original
tale but after the cognitive manipulation and linguistic play (to be chopped up in
Polish is an idiom for loosing one’s marbles) he brings himself to reason: decides
on the right place to go shopping.

The complexity of appeal, verging on pragmatic commentary, was implicit in
the phrasing of the ads of one of the household appliances stores cited in (IV):

(IV) Listopadowa afera cenowa w sklepach X: 500 cen, ktore wstrzqsnety Polskq rewelacja...
[The October price affair [fraud] in the X chain: 500 prices which have shocked
Poland].

3 By the way, the authors of the song might not be particularly happy about the context the quote
was made use of: the song itself is admonition to experience a ‘real’ life, and to feel empathy; it was
probably intended to be a protest song.
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The ad performs double action: first, it is pre-assumed that Polish political
scene is replete with scandals. This can be interpreted as constituting a sort of
a negative bond. Then the rhetoric provocation “October price affair” — patterned
after recurring headlines such as, e.g. afera tapowkowa (‘a bribe affair’), afera
korupcyjna (‘corruption affair’), sex-afera — turns this bond into a positive, comic
one. As a result, a community of clients of X is created, a community distanced to
the political scene and invited to a game.

It seems unquestionable that ads are becoming part of the verbal repertoire
of a newly created communicative community4. This aspect is however more
salient in TV advertising, where particular slogans in fact enriched the cultural
repertoires of a speech community, e.g. X: napiecie rosnie (X: ‘the tension is
mounting’), often used in informal conversations. However, the communicative
bonds evolved as well: the group is centered on a commodity. The simulated
communication in commercials thus contributes to the ambient of cliques rather
than communities. Taylor assumes that:

we also tend to be rather territorial and cliquish. What better way of establishing and ma-
intaining the clique than speech habits (along with other manifestations of group identity,
such as clothing)? [Taylor 2002: 15].

I thus perceive community as inclusive, while the clique as exclusive. The
clique only admits those who can afford the consumerist race. For example, the
ringtones exchange clique naturally excludes people who do not have mobiles.
What follows, the above quoted examples of cultural repertoire of a speech
community were in fact transformed by the consumerist code from the level of the
community into the level of clique.

4. Consumerist shifts in ideology

The study has also addressed the claim that:

locally and in actual practice, the role of the media is less positive. It has frequently been
documented that ethnicism and racism are exacerbated by at least some of the media, as
well as by the political and social elites that control them or have preferential access to
them (van Dijk 1991, 1993). [Van Dijk 1995: 28]

The process is evident in the examples of racialized discourse [Van Dijk
1992: 251] from my database. I was able to record one ad in mountaineers’ dialect
(an ad of a tourist resort), one in Silesian dialect — a low-prestige vernacular of
the region (a local retailer of chimneys), one was a simulation of a speaker from

41 follow Zabrocki in differentiation between speech community and communicative community.
“Language community is [for Zabrocki — M. H.-G.] a kind of superstructure imposed on a communica-
tive community [...]. A communicative community, in turn, is, to a great extent, a product of extra-
communicative factors such as geographical, economic, political, religious, ideological and cultural”
[Banczerowski 1980: 18].
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Congo (a solarium ad), one a simulation of a Romany woman telling the fortune
(a house appliances retailer), one ad involving Italian accent (a bank), one had
Japanese in the background (a make of a car), one probably Finnish (a Christmas
promotion of cell phones), and one was a simulation of an American accent
(a coughing syrup).

From the structural point of view, all these commercials used a method which
might be called linguistic replacement rather than real use of another linguistic
variety (cf. Bleichenbacher [2007] for the detailed discussion of the linguistic
replacement in another instance of secondary orality: the movies). The particular
strategy is an example of an artificial code switching because the coda part of the
ad, which is vocalized by the demiurge (I call ‘demiurge’ a male voice at the end
of each commercial that reveals the name of the commodity and informs where the
addressors can purchase it), was always in standard Polish. Furthermore, even to
a lay listener, the addressors were only imitating the accent of the target
nationality (with the possible exception of the inter-text in Finnish).

There are four ads which might be relevant for the ideological analysis: the one
involving a simulated Gypsy’s voice, a talk in Silesian, a simulation of a speech of
a newcomer from Congo and a simulation of an American accent. The phrasing of
these ads implies that the media seem to engage in the reproduction and generating
the sterecotypes and prejudices against the Others. The texts are ideologically
marked and I assume that such level of ideological loading would not be possible
in other, less palpable, ephemeral and by that, more prone to societal verification,
mass media outlets. The ads in (V), (VI) and (VIII) do not show the hypothetical
‘outsiders’ in a favorable light:

(V) Daj milenka, ja ci powréze. Ty milenka szukasz zadowolenia. I ty jego milenka
znajdziesz, on blisko jest, on duzo ma i kompetencje ma jak trzeba i imie jego na M sie
zaczyna. 1dz za znakiem X, szukaj X gazetek, tam znajdziesz zadowolenie [Come, deary,
I’ll tell you your fortune. My dear, you seek satisfaction. And you will find him(it).
He(it) is close, he is big, and has all the necessary experience, and his name begins
with M. Follow the X, look for the flyers, there you will find satisfaction. X: We sell
satisfaction].

The Romany woman is telling the fortune, stereotyping the conviction that
this is what Gypsies are normally best at. The ad in local vernacular (a variety of
Silesian ethnolect), reinforces the conviction that a Silesian person has inferior
cognitive abilities to a speaker of Standard Polish:

(VI) Przecie godom tobie trepie, ze... [I’m telling you, you old ram that...] plus: ty fo kiepie
to sie znasz a centrolne ciqgle mosz [you dumb man you think you know your way
around but you still have the central heating].

The solarium ad is particularly informative in this respect:

(VII) Czesé, mam na imie Said i przyjechatem z Kongo. W Polsce chciatem znalez¢é biata
zona, ale nic z tego, bo tutaj najfajniejsze dziewczyny sq jakies brqzowe. Prawie jak
u nas, a wszystko przez X. Solaria X. Dem: Poczuj sie jak w tropikach [Hello, my name
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is Said and I came from Congo. I wanted to find in Poland a white wife but nothing
came out of it, because here the greatest girls are somewhat brownish, just like where
I came from. All due to Solarium X. X: feel the taste of tropics].

The racialization is performed through ‘spoiled Polish’ in particular incorrect
declension in znalezé *biata Zona instead of the correct bialq Zone (nominative
instead of accusative) and the matrimonial purpose of the visit to Poland, which,
to my intuition at least, puts the speaker in a somewhat disadvantageous position.

To compare, the ad in (VIII), where the addressor speaks with a simulated
American English accent goes as follows:

(VII) Kochani, bawimy sie w strazakow? Kevin, ale mnie boli gardlo. Pozar na ulicy
gardlowej? Dzwonimy po strazakow? Z X? Szykowaé X! Uwaga, gasimy palgcy bol
gardla! [(male voice) My dears, shall we play “fire brigade”? Kevin, I have a terribly
sore throat. Fire on throat street! (a sound of a siren). Are we calling fire brigade?
With X? Get ready with X! Watch out, we are extinguishing the scorching sore
throat! (Dem: standard Polish accent, commercial information)].

I interpret this ad as simulating a party talk or a talk of a father to his children.
Both topics have very positive connotations in Polish society. The prestige load is
thus much higher than in the previously quoted items. The senders of the discourse
evidently used the stereotype of an American who enjoys, and has resources, for
entertainment and/or for attending to his children.

5. Commercial diacrisis and conclusions

The two media: TV and radio impose their idiosyncratic properties of the
transmission substance on the message itself. The contrastive specification of the
two might provide vital insights about mass media mechanisms per se. As Overby
and Barth point out,

there is reason to believe that radio advertising may be qualitatively different from cam-

paign advertisement via television. Because radio allows a far more nuanced targeting of

audiences — what is best described as narrowcasting — its use and effects as a political
campaigning tool are potentially different from those chronicled in studies of television

broadcasting, raising both interesting empirical questions about the strategic utilization
of radio advertising [Overby and Barth 2006 : 452].

The collected database also enabled me to subcategorize the ‘niches’ according
to the products that were advertised. The result is reported below in the form of
a schematic ‘commercial diacrisis’ for Polish market (winter 2006):

—The ‘tycoons’ (TV only, diffusive) are: washing powders and bleaches, house-
hold appliances, ladies’, men’s and babies’ hygiene products, shaving accesso-
ries, sweets and snacks, toy industry, beveragess.

5 Since the research was conducted in the winter, it excludes the ads of refreshments which do not
appear until late spring, but it might be hypothesized that they belong to this category as well.
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—Confusive advertising (both TV and radio — without specification whether it is
a local or national broadcasting station): banking (credit grants and credit cards
exclusively), pharmaceuticals (immunology boosting pills and syrups, sedatives,
painkillers, blood circulation problems remedies), charities, hypermarket chains,
cars and car accessories, insurance.

—Diffusive (radio advertising only, mainly local): job agencies (only for German
passport holders at the time of the research, local scope), car dealers’, clothing
retailers, beauty parlors, discos, pizza bars.

The subcategorization furthermore shows considerable similarities between the
pharmaceutical ads and the banking ads:

—both advertise equally heavily on TV and radio (confusive),

—both show similar competitiveness index [cf. Haladewicz-Grzelak 2010] and
both use similar resources of the linguistic market (conflating), e.g. the majority
appeal (‘half of the population has already trusted X’) or amicable extrinsic dia-
logues: the helpful tip from a good friend or a neighbor.

In this connection, the following diffusive types, i.e. subsets of diacritic pairs,
the diffusive of which exhibit the same proportion in the number of constituent
elements, can be singled out:

Confusiva: banking/credits/cars,

music/cell phones/clothes/radio,
newspapers/TV,

charity/TV/cell phones/ catering chains,
shopping/credit cards.

Implosions: art, technology register — shopping, cell phones.

Commodification of tradition.

Diffusive range or load of a confusivum (the set of all confusiva with which
this confusivum can combine to form a word (element) [cf. Banczerowski 2007: 4]
with respect to the radio commercials discourse is as follows (most frequently
used techniques):

1) dialogues/offer to help: medicaments/diet supplements, credit offers/work,

2) metonymy: cars, beauty parlors,

3) art connotations: shops, collections of clothes, beauty parlors,

4) customization: cars, internet options, cell phones.

As pointed out by Orchard,

The complexities of unravelling the force and import of the use of the term ‘culture’ in
a given theoretical context are well known. It operates as at once what is taken for granted,
the tacit dimension of everyday practices and behaviour, and what has been thought about
most, what is most conscious and developed (Eliot, 1948: 120). Moreover, it is frequently
the interrelation and overlap between these senses that is most significant, as the founder
of cultural studies, Raymond Williams, stressed (1976: 91) [Orchard 2005, 419 f.].

The reported analysis concentrated on investigating some aspects of
interrelation of culture and commerce. The study showed some mechanisms of the
ideological manipulation immanent in constructing a radio ad. A key coordinate
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was the commercial diacrisis, subsuming the axis inclusive: exclusive. For
example, the inclusiveness parameter was grafted onto the Jingle bells theme: only
the American themes were used as a diegetic sound in commercials. It is out of
question that the senders of the ads should not know the traditional Polish carols.
Accordingly, I interpret the situation as creating a new inclusiveness bond. The
senders were aware of a tight impermeable cognitive frame in which the traditional
carols are ingrained. The only solution seems thus to shift the frame into another
cognitive niche, designed for the commercial purpose.

The emphasis was not that much on identifying the social actors, as on trying
to shed some light on the social code. The research on consumerism is peculiar
in this respect that, I would risk the claim, that there is no pre-determined role
of being a consumer and being a manufacturer. In other words, the fact of being
a manufacturer does not exempt from being a consumer. On the contrary, there
seems to be an economic backlash: the more economic resources the members
of a consumerist society possess, the more consumptive potential this gives them.

Such a perspective by no means implies that it is merited to posit a culture/
/commerce binary. That is precisely what the topic ‘shifting cognitive planes’
implies. Crucially, the reported argument posited that it is the action of shifting
planes that is of paramount importance here. The game element, present both in
art and in a commercial, might be no different. The only difference is in the type
of bonds that result. Culture can thus be interpreted as a conglomerate of diffusive/
/confusive elements, which form a sort of continuum.

The emphasis was on the role of a ‘genetic code’ — the substance of the
message in the data source, which

controls the mutation of the real into the hyper-real, just as the other, micro-molecular
code controls the passage of the signal from a representative sphere of meaning to the
generic sphere of the programmed signal [Baudrillard 1983: 55].

From such a perspective, consumerism can be envisaged as a sort of a pragmatic
code, transforming and re-transforming one type of values into another.
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Summary
Shifting Cognitive Frames in Polish Radio Commercials

The theorization on culture and consumerism has rarely involved the study of
radio commercials. This study aims to investigate shifting cognitive frames through
a sociolinguistic analysis of a corpus of Polish radio commercials. The corpus was complied
during Christmas marketing hype in 2006. The discussion evolves on the rhetoric and
ideological frames. The emphasis is placed on the evolution of communicative bonds,
stereotyping and the manipulation of ideoscape. The analysis relies on Zabrocki’s theory
of diacrisis and van Dijk’s view on ideology. Consumerism is assumed to be a sort
of a pragmatic code, transforming and re-transforming one type of values into another.
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Introduction

The aim of this paper is to present the typology of reduplication in English
and to focus on rhyming slang as this is a domain of language where reduplication
abounds. The paper centers on the two basic types of reduplication — exact and
non-exact and also introduces the notion of implied reduplication, striving to
present rhyming slang as a domain of language where it is conspicuous. It is also
aimed at contrasting various definitions of slang. The paper views the research
material from the sociolinguistic standpoint and stresses the social influence on
language by providing socially relevant examples of regular patterns of variation
[see Spolsky 1998: 3—5]. Another field of language study relevant to the research
is derivational morphology concerned with the process of word formation
including compounding or composition.

General Slang — Definitions

There are several equally authoritative definitions of slang, all of them
stressing a different aspect of the phenomenon. Jonathon Green defines slang as:

a deviation from the mainstream socially accepted and educated language. Slang defies
proper speech and asserts its rogue status; it excludes what is regarded as standard [Green
2006: vii].

The Oxford English Dictionary defines slang as:

the special vocabulary used by any set of persons of a low and disreputable character [...]
Language of a low and vulgar type [...] Language of a highly colloquial type, considered
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as below the level of standard educated speech, and consisting of either new words or
of old words employed in some special sense.

Cobuild Dictionary says that:

slang consists of words, expressions and meanings that are informal and are used by peo-
ple who know each other well and who have the same job or the same interests. Slang is
not considered suitable for formal social situations or serous writing.

John Camden Hotter defined slang as:

evanescent vulgar language, ever changing with fashion and taste, spoken by persons in
every grade of life, rich and poor, honest and dishonest [...] Slang is indulged in from
a desire to be familiar with life, gaiety, town humor and with the transient nicknames and
street jokes of the day [...] Slang is as old as speech and congregating of people together
in cities [Hotter 1895].

Robert Chapman in the preface to his American Slang Dictionary [1986] stated
that slang is a specialized language of subcultures or “undercultures”, the criminal
underworld being the most prolific contributor providing the highest number of
unceremonious and irreverent expressions which enrich their “cant” or “argot”. By
implication, it is bad language (sub, under, criminal, unceremonious, irreverent
are all negatively charged). He enumerated several under or subcultures, social
and ethnic groups which have contributed significantly the development of slang
as primary users — soldiers, sailors, policeman, show business workers, students,
drug addicts, to name but a few, as well as the prominent influx from Black
American English and Yiddish. He goes on to say that when slang is used outside
the group where it was created it becomes secondary slang.

The analysis of these definitions provides different angles of approach towards
this language phenomenon. The mentioned definitions stress different aspects
of slang discourse — rebelliousness, defiance of standards, group solidarity or
hint at its rhetorical inferiority, changeability and mutability. They also pinpoint
the social groups in which slang terms are generated before they gain wider
recognition. Interestingly enough, the mid-19th century definition by J.C. Hotter
is particularly authoritative as, similarly to modern theories, it views slang as
a pan-class language phenomenon. It hints at intra-language code switching
very well reflected in the work of William Labov [1966] and further analyzed
by John B. Pride. Says Pride:

Much of one’s language behavior [...] is probably normative, in the sense of conforming
to one’s own ideas of the norms of the group ones aspires to rather than the performance
of the group one belongs to [Pride 1974: 30].

When involved in conversation acts taking place in diverse social situations
people choose styles of discourse (codes) depending on the social identity or
values they adhere to in a particular social context. Therefore, the use of slang
discourse is interchangeable with standard language — the situation reminiscent of
diglossia, where two languages are used interchangeably (a high and low variety).
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The quoted definitions are reliable but display some nomenclatural inconsi-
stencies. The use of the word “colloquialism” and “vulgar” in relation to slang call
for a more in-depth look. Says Maciej Widawski:

Colloquialisms are informal expressions more common in conversation than in formal
writing, and usually convey the feel of easygoing naturalness. All this can be said of
slang, which is colloquial per se and belongs to the spoken part of language. Still not all
colloquial expressions are slang [Widawski 2003: 29-30].

Slang, unlike colloquialism, owes its distinctive character to its deviation
from the accepted standards. It bears clear stigmata of rebelliousness and social
unacceptability. Colloquialisms may be equated with informal discourse which is
not by nature divergent in tone from standard language. The term “vulgar” cannot
be applied in relation to slang indiscriminately. The meticulous study of the slang
lexicon [see Widawski 2003: 33-37] proves that much slang is vulgar. Vulgarity
is an inherent element of slang. However, it is a mistake to think that all slang is
vulgar and belongs to the domain of taboo expressions. The analysis of the slang
corpus shows that slang, although improper in many social contexts, does not
always violate social norms by conveying rudeness, offensiveness or obscenity.
That is why slang is used in the media including popular TV shows and renowned
global general and business magazines.

The most precise definition of slang has been suggested by Widawski in The
Anatomy of American Slang. It goes as follows:

Slang is an ever-changing, highly expressive style of language. It consists of novel words
or standard words used with new meanings that are considered informal and often vulgar.
They are used primarily in spoken language in place of standard words, usually to con-
vey some extra information, usually psychological, sociological or rhetorical in nature.
The psychological (or behavioral) element includes such information as emotional sta-
tes, humor, familiarity and secrecy. The sociological element includes solidarity or group
identification, distancing, alienation and rebellion against the existing order. The rheto-
rical element includes informality, conciseness, deliberate vagueness and forcefulness of
expression [Widawski 2003].

The strength of this definition lies in the fact that it says that slang discourse
may be used instead of standard discourse, which is a matter of a conscious,
individual stylistic choice determined by social situations the speaker confronts.
This definition can be enriched by the addition of one more aspects which became
conspicuous during my study of slang — about 10% of slang are rhyming slang
expressions based on reduplication. Slang adds melody to everyday expressions
through frequent application of rhyme and the usage of prosodic features. These
are the tools which allow slang to build its forcefulness. Rhyme is usually linked
with humor, wit, fun and vagueness, which are rhetorical constituents.
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Rhyming Slang and Reduplication

Compounding involves putting together two or more lexical items so
compounds are words consisting of elements which are words themselves.
Reduplication, as part of compounding, is a morphological process by which the
root or stem of a word is repeated. Reduplication may be viewed as a special
case of compounding as Otto Jaspersen [1965: 174] uses the term ‘reduplicative
compounds’ with reference to lexical items consisting of two or three elements
and displaying phonological similarity. There are many distinct varieties of
compound formations and reduplicative compounds are one type of these varieties.
Reduplication, alternatively called doubling or cloning, is a common phenomenon
in standard English and is also conspicuous in slang. English rhyming slang is
often based on exact and non-exact reduplication. The rhetorical effect is that
rhyming slang expressions based on reduplication sound jocular, witty or even
childlike. They add melody and rhythmic beat to linguistic expressions which are
the markers of slang’s spoken, rap-like nature. They are more popular in American
English where cryptic rhyming slang based on back-clipping (described later in
the paper) has never had much appeal.

These citational corroborations illustrate the exact reduplication (the repetition
of the entire word):

e Oh, the Prince has a boo-boo [a bump; childish, euphemistic]. He bumped his head and
needs a band-aid. [Ziefert 2005]

e He tried to be buddy-buddy [a sexual partner but not a steady lover] but I wasn’t buying
that either. [Partridge 2006]

e Anyone want din-din [dinner, any meal]? [James 1988]

e Any ha-ha [marijuana or hashish] for me? [James 1988]

o The matter is so hush-hush [secret, undercover] [ can’t talk about it over the phone. [James
1988]

These examples illustrate non-exact reduplication (most commonly, the first
letter of the second word or the medial vowel is changed):

o The prophets had a bit of an argy-bargy [an argument, a noisy dispute] up at the temple.
[Ryken 2001]

o ['ll have to pay you what I owe you in dribs and drabs [in very small portions, bit by bit].
[James 1988]

e Give me an itsy-bitsy [tiny, insignificant] piece. ['m on a diet. [James 1988]

o Why is he June-Julying [tremble; express fear; South Africa] like that? [Thorne 2007]

e Critically acclaimed movies like “Welcome to the Dollhouse” and last summer’s “Kids”
— which followed a “virgin-surgeon” [a predatory man interested in having sex with young
girls usually disposing them of their virginity] on the prowl-show girls as prey. [C. Hall,
S.Miller, The Body Impolitic, Newsweek 1997]

The third case of reduplication is triplication where three elements are exactly
or non-exactly repeated:
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o The plane crashed. Yadah-yadah-yadah [blah-blah-blah, gibberish, incessant chattering;
onomatopoeic; it can be repeated many times]. [Broken Arrow, film, 2000]

e He’s always so, well, la-di-da [affectedly fashionable or stylish]. [James 1988]

o That’s interesting. What does that mean to you. Anger is a blocked wish. Boo-fucking-hoo-
hoo [an expression of mockery and sarcasm]. [Analyze This, film, 1999]

e That’s not a bad little rub-a-dub-dub [a pub] you 've got there, mate. [James 1988]

Expressions such as American rusty-dusty, super-duper or dilly-dally or
British argy-bargy, blah-blah-blah, easy-peasy, nana or claptrap add melody and
rhythm to the spoken discourse.

Back-Clipping and Reduplication in Cockney Rhyming Slang

Compounding, back-clipping and implied reduplication are derivational
processes behind the formation of Cockney rhyming slang expressions.
Compounding is a common process in Cockney rhyming slang word formation:
compounds, in are words consisting of elements that could function independently
of each other as separate lexical items. Rhyming slang often uses proper names
that are compounds or compounds and phrases referring to everyday human
experiences. The next step in rhyming slang word formation is back-formation or
back-clipping, which is a common process in general slang. It has been observed
[see Widawski 2003: 145-150] that many slang words get clipped once enough
syllables are given to make a slang word intelligible. The same process abounds
in cryptic rhyming slang, where the second component of a compound is often
dropped. The first component is enough to provide a metaphorical reference.
This process may also be described as implied reduplication as a rhyming slang
expression exists because it is associated with another one which rhymes with it.
The following example illustrates the simple mechanism behind Cockney rhyming
slang word formation and illustrates the notion of implied reduplication:

l)mate = friend

2)China gate thymes with mate

3)China = friend

“Gate — mate” is here a reduplicative pair accounting for rhyming association.

The users rely on association and rhyme to communicate in Cockney rhyming
slang. That is why reduplication in this type of slang functions at the implied
level. The following citational examples include common Cockney rhyming slang
expressions which date back the 19™ and early 20th centuries. They belong to
the core of the rhyming slang lexicon. Some of them may not be in popular use
nowadays but are perfectly recognisable by native speakers of English. The word
in parentheses is usually omitted :

e That Barnaby (Rudge) [judge; Barnaby Rudge was a character in Dickens’s novel of the
same title] ain’t wearing no wig! [James 1988]
® Do something with your Barnet (Fair) [hair]. [Fletcher 2008]
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o Why are you looking at me like that? Is there something wrong with me boat (race) [face].
[James 1988]

e He’s totally Brahms (and Liszt) [drunk; Brahms and Liszt rthymes with pissed = drunk].
[Fletcher 2008]

o Okay, put up your dukes [the fists; Duke of York rhymes with fork, fork = finger = hand =
fist; always in the plural]. [Fletcher 2008]

o Nice hampsteads [the teeth; Hampstead Heath thymes with teeth]. [Fletcher 2008]

o That’s using your loaf [the head, the brain; loaf of bread rhymes with head]! [James 1988]

o Nice jimmies [shoes; Jimmy Choo rhymes with shoe; Jimmy Choo was a famous shoe de-
signer], mate! [Fletcher 2008]

e [fyou’ve got to pen (and ink) [to stink; a full expression is used for clear reference] like a ba-
dger’s backside, do so a long way from me. [James 1988]

o My plates (of meet) [feet] are killing me. [Fletcher 2008]

o Will your trouble (and strife) [one’s wife] let you out to the pub tonight? [James 1988]

e Would you fancy some good Rosie (Lee) [tea]? [Fletcher 2008]

o The Sweeney (Todd) [a police flying squad, especially in London; Sweeney Todd was an
early 19™ century London barber convicted of murdering his clients; normally with “the”;
Sweeney Todd rhymes with squad, squad = police] is London’s top crime-busting unit.
[James 1988]

o [ would not say he’s a raspberry [a cripple; strawberry ripple thymes with cripple; raspber-
ry ripple is a variety of ice-cream], but he has great difficulty with walking. [James 1988]

e You're going for a wedding, you need a new titfer [a hat; titfer thymes with tit-for-tat
which rhymes with hat; phonetic merging], a dicky (dirt) [shirt], a Peckham (Rye) [tic] and
a whistle (and flute) [suit]. [Fletcher 2008)]

In many instances, like in the expressions presented above, the first element of
the compound is a sufficient signal indicating a word referred to. These are back-
clipped compounds as the second component responsible for rthyme is omitted.
Therefore the impression that a thyming slang expression is totally unrelated to
the concept or object it denotes. Although in most rhyming slang expressions
there is a tendency for the second component of a compound to be dropped, there
are many cases when both elements of the compound are retained. The following
citational evidence is a further illustration of implied reduplication:

o She likes to watch the baked bean [the Queen] on the telly. [James 1988]

e Jack’s round at his cuddle and kiss [a girl; cuddle and kiss rhymes with miss, miss = girl].
[James 1988]

o When does your God love her [mother] get home? [James 1988]

o All right, here’s a big ben [ten pound sterling; phonetic merging — pronounced as ‘bigen’].
Don’t spend it in one shop. [James 1988]

o ['ll give you a quid for big ben [the numeral 10, ten of anything] of them. [Fletcher 2008]

o How many eggs? A country cousin [dozen], please. [James 1988]

o Surely, a cow and calf [a half] is enough. [James 1988]

o ['ll take a deep-sea diver [a five pound note; deep-sea diver thymes with fiver, fiver = five
pound note] for my trouble, squire. [James 1988]

e A French loaf [four pounds sterling; rthyming slang that depends on backslang to make
a connection; ruof or roaf is backslang for four. French loaf thymes with roaf = four]?
For that? [James 1988)]
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e Have you got a Lady Godiva [five pounds sterling, a five pound note; Lady Godiva rhymes
with fiver, fiver = five pounds sterling] to spare? [Fletcher 2008]

o s that all you can manage? One miserable saucepan lid [a one pound coin; saucepan lid
rhymes with quid, quid = one pound]? [James 1988]

o That will cost you a Pavarotti [10 pounds; tenor (Luciano Pavarotti) rhymes with fenner,
tenner = 10 pounds; also Aryton Senna and Tony Benner], you know. [Thorne 2007]

o That will cost you a Placido [10 pounds; tenor (Placido Domingo) rhymes with fenner,
tenner = 10 pounds]. [Thorne 2007]

The clarity of reference may be the determining factor as far as back-clipping
or the lack of it is concerned. There are many rhyming slang expressions which
need to consist of both components of a compound to assert a straightforward
connection with the implied word. Back clipping would impair the clarity of
reference and the rhyming slang expression could be mistaken for another one,
not necessarily rhyming. This is connected with slang’s polysemy. Jonathon
Green’s Dictionary of Slang [2007] lists 21 expressions with the proper name
George, many of them being rhyming slang. Similarly, there is more than a page
of expressions with the proper name Tom, several of them being rhyming slang.
We have rhyming expressions such as: tom and jerry = merry; tom and sam = jam;
Tom Cruise = booze; Tom Finney = skinny; tom, harry and dick = sick; George
and Ringo = bingo; George Bernard Shaw = door; George Blake = snake; George
the Third = a piece of excrement (turd); George Bohee = tea. The rhyming slang
compounds consisting of popular first names have the tendency to remain in full
form as a way of avoiding referential confusion.

There are also rhyming slang expressions consisting of three-word
prepositional phrases; some of them incorporate conjunctions or, in rare cases,
constitute a short sentence with a personal pronoun and the inflected verb to be.
In such cases back clipping is avoided as it would spoil the rhyming effect —
prepositions, personal pronouns or articles are not enough to imply an object or
idea referred to. The compounds also remain in their full form in case of rhyming
slang incorporating well-known cultural motifs such as the proper names from
nursery rhymes, well known figures from history or geographical locations.
The following instances of rhyming slang in context support this point and are
a further illustration of implied reduplication:

e Look at her easts and wests [female breasts; normally with “the” and in the plural], china.
[Fletcher 2008]

e [ have some sensations in my George Melly [belly; George Melly was a jazz singer; a full
compound is kept for clear reference]. [James 1988]

e We need some Tom Cruise [alcoholic drinks; Tom Cruise rhymes with booze = alcohol] to-
night. [Fletcher 2008]

e Any Johnny Cash [hashish; Johnny Cash rhymes with hash, hash = hashish or cannabis;
Aust.] for me? [Thorne 2007]

e Half pound of Johnny Rutter [butter; a full compound is used for clear reference], please.
[James 1988]
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e There’s a King Dicky [a bricklayer; King Dicky thymes with brickie, brickie = bricklayer;
a full compound is used for clear reference; builders’ slang] here to see you. [James 1988]

o She came to the dance with a King Lear [a male homosexual; King Lear thymes with queer,
queer = homosexual; a full compound is used for clear reference]. [James 1988]

e That’s a nasty Mars Bar [a scar; a full expression is used for clear reference], Jimmy.
[James 1988]

o I'm fed up with you, you oily rag [a worthless person; oily rag rhymes with slag, slag =
worthless person; used among friends]. [Fletcher 2008]

o They were both very Scotch mist [intoxicated due to drink; Scotch mist thymes with pissed,
pissed = intoxicated; a full expression is used for clear reference]. They could only lie there
and snore. [James 1988]

o There’s a castle on that Jack and Jill [a hill; a full expression is used as it originates from
a nursery rhyme]. [James 1988]

o The Surrey Docks [venereal disease; Surrey docks rhymes with pox, pox = venereal disease;
Tesco renamed the tube station next to its store to Surrey Quays but local people signed
a petition to bring back the old name; a full compound is used as a proper name is adopted]
is an unpleasant thing to get. [Fletcher 2008]

o My horse was first past the Holy Ghost [the post; a full compound is used as it is more ex-
pressive in full form] and that matters, innit? [James 1988]

e An I’m willing [five pence; I'm willing rthymes with shilling, shilling = five pence; five
pence in modern currency is equivalent to one shilling in pre-1971 currency units; a full
expression is used as we refer to money|? For that? [James 1988]

o He threatened to punch me right in the in and out [a nose; in and out thymes with snout,
snout = nose; a full compound is used for clear reference]/ [James 1988]

This type of slang is a uniquely British phenomenon. This is one of the most
frequently heard slang variants in Great Britain and countries which have been
culturally influenced by Great Britain throughout history. Slang expressions coined
in such a manner can be labelled “cryptic” as one concept is described in terms
of the other. They rely on implied reduplication. The metaphors used in rhyming
slang can be described, if we adopt the terminology proposed by George Lakoff
and Mark Johnson [1981: 26-29], as the ontological type of metaphor where
actions or non-physical things may be viewed as entities. The enigmatic character
of Cockney-type rhyming slang has never had much appeal in the United States
where the reduplication-proper type of rhyming slang predominates [see Widawski
2003: 177]. In the United States there is a stronger tradition of straightforwardness
of expression, whereas in British culture the enigmatic nature of slang expression
may be correlated with the cultural phenomena of understatement and play on
words.

Reduplication in Hobson-Jobsons
The next category of slang expressions incorporating rhyme and implied

reduplication are hobson-jobsons. Ewart James [1987: ix] in the preface to
his Dictionary of Rhyming Slang and Colloquial Expressions says that they are
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foreign expressions substituted by familiar ones sounding similar but lacking
semantic correlations with the original ones. This process is a result of historical
contacts of the English language and with other peoples and cultures. The term
“hobson-jobson” comes from the twisted anglicization of the Arabic slogan “Ya
Hasan, ya Husayan” exclaimed by Muslim soldiers of the British Indian Army on
parades in the 19t century [see James 1987: ix]. Prototypical hobson-jobsons are
semantically twisted borrowings which reflect a common human desire to tame
the unknown by means of adapting and domesticating it. Rhyme and implied
reduplication function as a link between the original foreign expression and
English slang expressions or colloquialisms deriving from them. The following
mechanism illustrates how implied reduplication functions in hobson-jobsons:

Mercy buckets rhymes with the French merci beaucoup.

Merci beaucoup means ‘thank you very much’.

Mercy buckets = thank you very much.

Such a type of word formation, involving implied reduplication, became
popular in the 19t century London, especially in the East End, which has always
been a melting pot. The following examples from Ewart James’s dictionary
illustrate this type of word formation:

o All right you lot! Halt, tomatoes, turds [a parody of a sentry’s command to halt at British
military bases in Cyprus, where the English halt, Greek stamata and Turkish dur all have to
be called out (hobson-johnson)]/ [James 1988]

o The johndarm [a policeman; from French gendarme = policeman (hobson-jobson)] stopped
at the door, tried the lock and moved on. [James 1988]

o Jt was a pleasant reception with kaliwater [a sparkling wine, especially champagne; Arabic
kali means ‘alkali’ and is the root of that word (hobson-jobson)] and all that sort of thing.
[James 1988]

® Mercy buckets [thank you very much; from the French merci beaucoup (hobson-
jobson)|/That was great! [James 1988]

e Can we have that little parlivue [an informal discussion or chat; from the French parlez-
vous meaning ‘you speak’ (hobson-jobson)] just now, please? [James 1988]

Through implied reduplication hobson-jobsons add wit and verbal playfulness
to discourse. They have been coined by soldiers, sailors, explorers, tradesmen who
are the most common general slang contributors. Some of them have been entering
the aggregate of general slang gaining currency as traditional, recognisable
vocabulary items. Many of them tend to be ephemeral and short-lived.

Conclusions

Reduplication is conspicuous in the presented types of rhyming slang. Rhyming
slang based on reduplication contributes to the dynamism of the English language
which manifests itself through the changeability and mutability of English slang
expressions. Many slang expressions are short-lived and vanish as quickly as
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they appear. The diachronic analysis rhyming slang allows us to conclude that
expressions such as bling-bling meaning jewellery or David Mellor, Paul Weller,
Uri Gellar and Nelson Mandela meaning lager beer (all these names rhyme with
Stella Artois which is popular imported beer) as well as Britney Spears which also
means beer(s) are rather ephemeral and will be quickly out of fashion. In case
of Cockney-type rhyming slang, their existence in popular lexicon is determined
by the popularity and recognisability of real-life figures used in figuration. They
enjoyed the peak of their popularity in the 1990s and were primarily used among
students for fun rather than secrecy. Nowadays students may find it rather odd
to say “Let’s go for a few Britneys” as this particular artist is past her heyday.
By analogy, when Edward Heath was prime minister heath was rhyming slang
for teeth. Implied reduplication in Cockney-type rhyming slang may be viewed as
a productive mechanism as this type of slang expression is particularly prone to
change.

Rhyming slang based on implied reduplication shares the characteristics of
a dialect, sociolect and cryptolect. It is not a prototypical dialect as its speakers are
capable of not using it (code switching). It used to be a sociolect and cryptolect
in the 18™ and 19! centuries as it was used by the working class of London for
secrecy. In the second half of the 20t century it gained currency as a witty, ever-
changing, jocular and playful way of expression transcending the boundaries of
the social group it originated in. Its popularity has been further perpetuated by
feature films such as Lock, Stock and Two Smoking Barrels (1988), Ocean’s 11
(2001), Dr. Who (new series, 2006), Hooligans (2005) to name but a few.”
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Summary
Reduplication in English Rhyming Slang

Reduplication as a word formation process is a relatively under-researched phenomenon
in English. The aim of the paper, therefore, is to present different types of derivational
reduplication ranging from the prototypical type based on exact repetition to the implied
reduplication underlying the word formation process in cryptic rhyming slang. The article
also strives to overview the typology of English rhyming slang as this is the domain of
language where different types of reduplication abound. The article is written within the
theoretical framework of sociolinguistics and morphology and offers ample citational
evidence to substantiate theoretical assumptions.
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Texte wurden unterschiedlich definiert. Neben den rein an den sprachlichen
Strukturen orientierten, also textinternen Definitionen, wie diese bei Harweg:
,»Ein Text ist ein durch unnenterbrochene pronominale Verkettung konstituiertes
Nacheinander sprachlicher Einheiten* [Harweg 1968: 148], liber den intergrativen
Textbegriff: ,,Der Terminus ‘Text’ bezeichnet eine begrenzte Folge von
sprachlichen Zeichen, die in sich kohérent ist und die als Ganzes eine erkennbare
kommunikative Funktion signalisiert” [Brinker 52001: 17], werden auch die
kommunikations orientierten, also fextexterne Definitionen zitiert, wie die
von Adamzik, in der Text als vom Rezipienten zu definierende Zeichenmenge
betrachtet ist: ,,Ein Text ist ein Ausschnitt aus einem Diskurs, den jemand in einer
bestimmten Situation und zu einem bestimmten Zweck als zusammenhéingend und
in sich abgeschlossen deklariert” [Adamzik 2004: 258]. Schon diese Beispiele
beweisen, dass die sprachwissenschaftlichen Einstellungen zum Thema Text
unterschiedlich sind, &hnlich wie im Falle von anderen linguistischen Begriffen,
wie z.B. Satz oder Wort. Bis heute gibt es eigentlich keine endgiiltige, allgemein
anerkannte Definition des Terminus ‘Text’. Gansel/Jiirgens vertreten die Meinung,
dass die Kategorie ‘Text’ von verschiedenen Blickpunkten aus betrachtet werden
soll, ,,um statt einer Definition so etwas wie Kriterien dafiir aufzustellen, was
denn einen Text zum Text macht” [Gansel/Jirgens 2007: 23]. In &dhnlicher
Weise postuliert Adamzik ,Kriterien zu benennen, die erlauben zu bestimmen,
was einen Text zu einem mehr oder weniger guten, verstindlichen, kohdrenten,
kommunikativ funktionalen usw. macht” [Adamzik 2004: 44].

Einen der bekanntesten Versuche, Kriterien der Textualitit zu definieren,
haben 1981 de Beaugrande/Dressler vorgeschlagen. Die gleichzeitige Erfiillung
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aller von ihnen formulierten Kriterien, d.h. Kohdsion, Kohédrenz, Intentionalitit,
Akzeptabilitit, Informativitit, Situationalitdt und Intertextualitét, soll garantieren,
dass man mit einem richtigen Text zu tun hat [vgl. de Beaugrande/Dressler 1981:
8ff]. ,,Wenn irgendeines dieser Kriterien als nicht erfiillt betrachtet wird, so gilt
der Text nicht als kommunikativ. Daher werden nicht-kommunikative Texte als
Nicht-Texte behandelt” [de Beaugrande/Dressler 1981: 3].

Wihrend Warnke die Textualitédtskriterien von de Beaugrande/Dressler fiir
einschldgige Matrixkarte der Textlinguitik halt [vgl. Warnke 2002: 127], geht
Sandig zwar von diesen zentralen Textmerkmalen aus, aber sie postuliert Text als
prototypisches Konzept zu betrachten, indem sie betont: ,, Texte als in der Regel
komplexe Einheiten werden in Situationen (Situationalitit) verwendet, um in der
Gesellschaft Aufgaben zu 16sen (Intentionalitdt/ Textfunktion), die auf Sachverhalte
(Thema; Kohidrenz) bezogen sind. [...] Das wichtigste dieser zentralen Merkmale
ist die Textfunktion” [Sandig 2000: 99]. So verstandener Textbegriff wird diesem
Artikel zugrunde gelegt.

Im Katalog von Texttualitdtskriterien nach de Beaugrande/Dressler fungiert
Kohision als erstes Kriterium. Adamzik beweist aber, dass man Kohédsion nicht
unbedingt braucht, um von einem (kommunikativen) Text sprechen zu konnen,
weil im Falle von sprachlichen AuBerungen nicht nur ihre Struktur interessant
scheint, sondern auch ihr kommunikativer Wert [vgl. Adamzik 2004: 50, 107]. Fiir
Pilz gelten Kohédrenz und Funktion als ,,konstitutive Grofen der Einheit ‘Text’”
und ,,stehen in einem Verhéltnis zueinander, das als wechselseitig ergédnzend zu
charakterisieren ist, wobei die Textfunktion wohl stirker im Dienste der Kohérenz
steht als umgekehrt” [Pilz 1995: 7]. Nach Vater gibt es aber auch solche , Texte,
die insgesamt oder in Teilen nicht kohdrent sind und trotzdem akzeptiert werden,
weil offenbar auch Unsinn Vergniigen bereiten kann, d.h. funktional ist” [Vater
1992: 54]. Auch fiir Brinker gilt ,,erkennbare kommunikative Funktion” [Brinker
2001: 17] als zentrales Kriterium, was de Beaugrande/Dressler fiir moglich halten,
indem sie feststellen: ,,Es gibt bei den Textbenutzern eine gewisse Toleranz
gegeniiber Kohédsions- oder Kohdrenzstorungen, solange die Zweckhaftigkeit der
Kommunikation besteht” [de Beaugrande/Dressler 1981: 118].

Intentionalitit als eines der von de Beaugrande/Dressler formulierten
Textualititskriterien gilt als Bestdtigung dessen, dass bei der Produktion von
Texten die Intentionen ihrer Produzenten von besonderer Bedeutung sind.
Die Absicht, einen kohdsiven und kohdrenten Text zu schaffen, steht in einem
engen Zusammenhang mit dem Zweck, den dieser Text im Rahmen einer
Kommunikationssituation zu erfiillen hat. Eben dieser Zweck, dessen Erfiillung die
Aufgabe eines Textes ist, kann als Textfunktion bezeichnet werden [vgl. Brinker
2000: 175].

In der Fachliteratur lassen sich mehrere Klassifikationen der Textfunktionen
unterscheiden. Brinker geht vom Terminus ‘Text’ aus und definiert ihn als ,eine
komplexe sprachliche Handlung [...], die in eine konkrete Kommunikationssituation
eingebettet ist und fiir die eine bestimmte kommunikative Funktion konstitutiv ist”
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[Brinker 2000: 175]. In einem Kommunikationsprozess erhilt jeder Text, darunter
auch ein Titel, einen Sinn und hat eine oder mehrere Funktionen zu erfiillen, die
auf unterschiedliche Art und Weise — mit sprachlichen oder kontextuellen Mitteln
— angezeigt werden konnen. Nach Brinker sind fiinf textuelle Grundfunktionen zu
unterscheiden [vgl. Brinker 2000: 176ff]:

1. Informationsfunktion, in der der Emittent den Rezipienten iiber den
Sachverhalt X (Textinhalt) informiert, ihm ein bestimmtes Wissen vermittelt
(Textsorte: Berichte, Nachrichten, Schilderungen, Rezension).

2. Appellfunktion, in der der Emittent von dem Rezipienten erwartet, dass
dieser die Einstellung (Meinung) X {ibernimmt / die Handlung X vollzieht
(Textsorte: Gebrauchsanweisungen, Antriage, Vorschriften, Einladungen, Werbean-
zeige, Predigt).

3. Obligationsfunktion, in der der Emittent sich verpflichtet, etwas durchzu-
fithren (Textsorte: Angebot, Garantieschein).

4. Kontaktfunktion, in der der Emittent sich als Ziel setzt, den Kontakt mit
dem Rezipienten herzustellen, zu erhalten und dann zu beenden (Textsorte:
Gratulations- und Kondolenzbriefe).

5. Deklarationsfunktion, in der der Emittent mit Hilfe seines Textes dem
Rezipienten eine neue Realitét anbietet (Textsorte: Testament, Bescheinigung).

Unter den von Brinker genannten Textfunktionen scheinen im Kontext eines
Titels vor allem drei: Informationsfunktion, Appellfunktion und Kontaktfunktion
wichtig zu sein. Zu den Aufgaben eines Titels gehort bestimmt diese, iiber
ein Werk, seinen Ko-Text zu informieren. Das, wie diese Funktion realisiert
wird, héngt u.a. davon ab, welche Art des Titels in Frage kommt. Im Falle von
wissenschaftlichen Titeln scheint diese Information, die der Titel in sich trigt,
besonders prignant zu sein, weil anhand dieser Information der Rezipient
entscheidet, ob der Ko-Text im Bereich seines wissenschaftlichen Interesses
liegt oder nicht. In diesem Sinne informiert der Titel liber seinen Ko-Text. Im
Gegensatz dazu findet die Appellfunktion ihre Anwendung vor allem in den
Schlagzeilen, wenn man sich als Ziel setzt, die Leser zu bestimmten Handlungen
oder Einstellungen zu iiberzeugen. Es wird in den Schlagzeilen appelliert und
dadurch nimmt man Einfluss auf die Offentlichkeit, wenn z.B. versucht wird,
die anderen zu konkreten Reaktionen zu bewegen. Auch Kontaktfunktion gehdort
bestimmt zum Bereich ‘Titelfunktionen’, weil eben der Titel als erstes Signal,
erste Information gilt, die der Autor seinem Leser sendet, unabhéngig davon, ob
er ihm mit seinem neuen Roman, dem Gemailde oder seinem wissenschaftlichen
Artikel bekannt machen mochte [vgl. Rothe 1986: 29, dazu auch Mecke 2000: 51].
Mit Hilfe eines Titels wird immer der erste Kontakt zwischen dem Emittenten und
seinem Rezipienten aufgenommen.

Diese drei Textfunktionen scheinen in Bezug auf den Titel von grundle-
gender Bedeutung zu sein. Dank ihnen ist es mdglich, den Kontakt zwischen dem
Emittenten und seinem Rezipienten aufzunehmen und diesen zu erhalten (Kontakt-
funktion), den Rezipienten iiber den Text zu informieren (Informationsfunktion)



108 Magdalena Makowska

aber auch ihn zu bestimmten Handlungen oder Einstellungen zu provozieren
(Appellfunktion). So sind grundlegende Aufgaben jedes Titels, unabhidngig davon,
welchen Bereich des Lebens und der menschlichen Aktivitdt der Titel und sein
Ko-Text reprasentieren. Im vorliegenden Artikel konzentriert man sich auf lite-
rarischen Titel und seine Funktionen, die er in der Autor — Leser — Beziehung zu
erfiillen hat.

Eine speziell auf literarischen Titel fokussierte Klassifikation von Funktionen
prasentiert Weinrich, fiir den ein Titel ,,eine Art Kurztext [ist], der mit einem
zugehorigen Langtext ein Textpaar bildet” [Weinrich 2006: 101]. In seinem
Versuch, alle mdglichen Aufgaben eines literarischen Titels zu beschreiben,
bezieht er sich auf frithere Klassifikationen u.a. die von Rothe [1986]. Als
Ergebnis seiner Forschung fiir Titelfunktionen gelten: Mitteilungsfunktion,
Ausdrucksfunktion, Appellfunktion, poetische Funktion, phatische Funktion und
metasprachliche (auch metakommunikative) Funktion [vgl. Weinrich 2006: 104ff].

Als erste Funktion, die ein literarischer Titel erfiillen soll, nennt Weinrich
die Mitteilungsfunktion, die darin besteht, dass ,sie auf einen vorerst
ritselhaften Inhalt vorverweist und dadurch beim prospektiven Leser eine
starke Mitteilungserwartung, also eine besondere Form der Neugierde erzeugt”
[Weinrich 2006: 105]. Das, inwieweit ein literarischer Titel liber seinen Ko-Text,
d.h. iiber dessen Inhalt informiert, ist nicht von solcher Bedeutung, wie im Falle
von theoretischen bzw. wissenschaftlichen Texten, aber auch ein literarischer Titel
vermittelt bestimmte Informationen, die dem Leser eine erste Vorstellung davon
geben, was er wihrend der Lektiire (mit)erleben kann. Mit Hilfe dieser ersten im
Titel versteckten Information wird der Leser von dem Autor ‘angesprochen’ und
zur Lektiire ‘eingeladen’. Diese Funktion kommt zum Ausdruck z.B. in solchen
Titeln wie: Annas Entscheidung von Sabine Kornbichler oder Die Klavierspielerin
von Elfriede Jelinek. Wahrend im ersten Fall dem Leser mitgeteilt wird, dass
eine Entscheidung von Anna getroffen wird, dient der zweite Titel eher dazu, die
Hauptfigur zu priasentieren.

Unter Ausdrucksfunktion eines Titels versteht Weinrich [2006] eine solche
Situation, in der ein Leser dazu inspiriert wird, bestimmte Assoziationen zu
bilden, zwischen dem, was ihm bekannt ist, und dem, was der Titel beinhaltet
[vgl. Weinrich 2006: 105], wie es z.B. in Titeln Erst die Rache, dann das
Vergniigen von Eva Heller, Liebe macht dumm von Nina Geiger oder Die Frau
aus Tausendundeiner Nacht von Marion von Schroder der Fall ist. Mit Hilfe der
Ausdrucksfunktion werden eher Gefiihle und Emotionen des Autors préisentiert
und der Riickbezug auf den Ko-Text bleibt im Schatten. Man braucht also solche
Biichertitel, die sich den Menschen besonders leicht einpriagen und die erst nach
der Lektiire des Buches richtig verstdndlich werden. Der Titel macht also eine erste
Aussage liber den Text und auf diese Art und Weise beeinflusst er dessen Lektiire,
wobei es sich hier nicht mehr um den Inhalt des Textes handelt, sondern eher um
das ‘Klima’, das den Leser widhrend der Lektiire begleiten wird. Rothe betont,
dass es mit Hilfe der Ausdrucksfunktion sogar mdglich ist, zu bestimmen, welche
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Sprachgemeinschaft ein Titelgeber (Autor, Herausgeber oder z.B. Ubersetzer)
reprasentiert [vgl. Rothe 1986: 161ff]. So wird der Buchtitel zu einem seinen
Verfasser charakterisierenden Markenzeichen.

Die Appellfunktion ermoglicht dem Autor, Denkensweise, Entscheidungen
aber auch konkretes Verhalten seiner Leser zu beeinflussen, infolgedessen sie sich
z.B. in die Lage der Protagonisten versetzen und ihre Geschichte miterleben [vgl.
Weinrich 2006: 105]. Gutes Beispiel wire hier Zur Hélle mit den guten Sitten! von
Jule Brand. Nord betont, dass auch Titel-Anspielung und Titel-Zitat zu den Mitteln
gehoren, mit denen eben die Appellfunktion von Titeln realisiert wird [vgl. Nord
1988: 522]. Dank solchen Ausdrucksmitteln, die besonders suggestiv sind, kann
der Leser gleichzeitig zum Kauf des Buches so stimuliert und aktiviert werden,
dass der Titel zu einem Werbetext wird, mit Hilfe dessen fiir das Buch und um den
Kéaufer geworben wird. Dank dieser in Worten versteckten Suggestion appelliert
der Autor zu seinem Leser, zu seiner Vorstellungskraft, zu seinen Emotionen.

Wihrend die oben dargestellten Funktionen sich auf die Wirklichkeit
(Mitteilungsfunktion), auf den Produzenten des Textes (Ausdrucksfunktion)
oder auf den Rezipienten (Appellfunktion) beziehen, scheint im Rahmen der
poetischen Funktion Riickbezug auf die Sprache und den Text selbst von
grundlegender Bedeutung zu sein. Mit Hilfe von ‘schonen Ausdriicken’ wird
mit Worten gemalt und gleichzeitig versucht, die Aufmerksamkeit des Lesers
auf die sprachliche Komposition und damit den Text selbst zu lenken. Weinrich
bezeichnet das als ,,ein spielerisches Hin und Her zwischen der paradigmatischen
und der syntagmatischen Sprachebene” [Weinrich 2006: 106]. Diese Funktion
kommt zum Ausdruck u.a. in solchen Titeln wie: Deine Augen, meine Sterne von
Louise Boije af Gennds, Mannomann von Jil Karoly oder Kiif§ mich, kiiff mich
von Fiona Walker. Selbst dadurch, dass man sich im Rahmen der poetischen
Funktion so unterschiedlicher Ausdrucksmittel wie Alliteration, Assonanz oder
Anapher bedient, weckt der Titel bei dem Leser noch groBeres Interesse, was die
Beziehung zwischen ihm und dem gelesenen Text noch enger macht. Folge davon
konnen Verlangsamung oder Wiederholung der Lektiire sein, was aber positive
Auswirkungen haben kann: Der Leser ist an diesem Buch wirklich interessiert und
die Lektiire macht ihm echten Spal3 [vgl. Rothe 1986: 85].

Ziel der phatischen Funktion ist es, zur Aufnahme des Kontakts zwischen
dem Autor und dem Leser zu fithren und diesen Kontakt moglichst lange
lebendig zu erhalten. In diesem Kontext spricht Weinrich iiber ,,gewisse
‘Anmutungserlebnisse’, die das Klima der Rezeption bestimmen” [Weinrich 2006:
106], wie z.B. in Titeln Kennen wir uns nicht? von Sophie Kinsella oder Téte mich
zuerst von Kate Morgenroth.

Die Herstellung des Kontakts zwischen dem Leser und dem Autor kommt
auf unterschiedlichen Ebenen zustande. Zu bestimmter Art des physischen
Kontakts zwischen den beiden kommt es schon dann, wenn der erste das Buch
aufschldgt. Nach Weinrich ist dieser noch kein Leser, er ist nur ein Passant, der
erst zum Leser wird [vgl. Weinrich 1976: 196]. Infolge der Kontaktnahme wird
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der Passant mit Hilfe des Titels als potenzieller Leser angesprochen, und so wird
er von dem einfachen Passanten zu dem richtigen Textempfanger. Rothe spricht in
diesem Kontext von ,.effektiven Blickfangern”, zu denen er u.a. Apostrophen oder
andere Reizworter zahlt [vgl. Rothe 1986: 90f]. Unter diesen Reizwortern konnte
man natiirlich sowohl positive, als auch negative Beispiele finden, je nachdem,
ob sie wirklich den Leser anziehen oder eher abstoBen. Es gibt aber wie auch
immer eine Gruppe von solchen Begriffen, die keine bloBen Modew®drter sind, wie

z.B. ‘Geheimnis’, das —nach Rothe — bestimmte Rétselhaftigkeit des Titels ausdriickt

[vgl. Rothe 1986: 94f], z.B. Das Geheimnis der Hebamme von Sabine Ebert.

Die Kontaktaufnahme alleine reicht selbstverstindlich nicht aus. Viel
schwieriger ist es bestimmt, den aufgenommenen Kontakt zu erhalten. Es ist erst
dann moglich, wenn sich der Titel richtig einpriagt. Rothe nennt bestimmte Vor-
und Nachteile, die der eingeprigte Titel sowohl fiir den Rezipienten als auch
den Produzenten mit sich bringt [vgl. Rothe 1986: 98f]. Bei den Produzenten
geht es natiirlich um die finanzielle Seite, weil diese von einem hdheren
Biicherabsatz profitieren. Aber auch der Leser kann dank dem eingepragten Titel
etwas erreichen, und zwar er kann ihn zitieren und dank dem als gebildet gelten,
unabhingig davon, ob er nur den Titel oder wirklich das ganze Buch kennt.

Der letzte Punkt im Rahmen der phatischen Funktion ist die Beendigung
des Kontakts, zu der es schon zwischen Text und seinem echten Leser kommt.
Man stellt sich also die Frage, ob der Titel in der Erinnerung des Lesers bleibt.
Entscheidend sind hier mindestens zwei Faktoren: der eine ist das, ob der Titel
nach der Lektiire schon richtig bekannt, ‘erworben’ ist, der andere — ob er in einen
bestimmten Kontext so fest eingebettet ist, dass er schon einen festen Platz in
unserem Geddchtnis hat [mehr dazu bei Schwarz 1981].

Die metasprachliche Funktion eines Textes, darunter auch eines Titels, dient
der allgemeinen Reflexion iiber den Text selbst. Sie ist ein Beweis dafiir, dass sich
sprachliche AuBerungen auch auf sich selbst beziehen kénnen. Metasprachliche
Funktion des literarischen Titels kommt dann zum Ausdruck, wenn man schon im
Titel solche Informationen findet, wie z.B. diese iiber [vgl. Rothe 1986: 197ff]:

o Textgattung (Faust. Eine Tragddie von J.W. Goethe).

o Textgestalt: Umfang (Kiirze des Textes, z.B. Kurzgeschichten von W. Borchert),
Aufbau (strukturelle Hinweise, z.B. Gesammelte Werke), Perspektive (Mono-
oder Polyperspektivitit, z.B. Mein Talisman von T. Storm), Sprache (sprachliche
Eigenart des Textes).

e Textproduktion: Autor (z.B. Goethes Werke), Zeitpunkt (z.B. Im Nebel von
H. Hesse), Anlass (z.B. Zur Taufe von T. Storm), Ort (z.B. An der Westkiiste von
T. Storm).

e Textrezeption: Adressat (z.B. An Werther von J.W. Goethe).

Bestimmte Ausdriicke, die man im Rahmen dieser Funktion in den literarischen
Titeln anwendet, fiihren den Leser dazu, dass er sich noch vor der Lektiire des
Textes Gedanken iiber diesen machen kann. Der Leser ist in der Lage, anhand von
diesen im Titel versteckten metasprachlichen Informationen den Text in seinem
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Kopf zu ‘lokalisieren’, ‘seine literarische Umgebung zu bestimmen’ und ‘sein
Klima vorherzusehen’.

Der literarische Titel hat mindestens noch eine, sehr wichtige Funktion zu
erfiillen. Weinrich bezeichnet sie als , memoriclle Funktion, die alle anderen
Funktionen umschliet” [Weinrich 2006: 113]. Der Titel wird zu dem, was im
menschlichen Gedéchtnis gespeichert wird und was eine schnelle Erinnerung
an das Buch einerseits und dessen Identifizierung andererseits ermdglicht. Das
Kurzzeitgeddchtnis, auch kontextuelles Gedichtnis genannt, spielt in diesem
Kontext eine entscheidende Rolle, indem es Biichertitel speichert. Wegen seiner
begrenzten Kapazitit, die eigentlich nur die Speicherung von AuBerungen
ermdglicht, die aus 7 + 2 Elementen bestehen, wird postuliert, dass die Biichertitel
etwa aus 5 Elementen formuliert werden. Nach Weinrich ermdglicht das, den
Titel in einem einzigen Akt der Wahrnehmung zu erfassen und ohne interne
Segmentierung zu speichern [vgl. Weinrich 2006: 111]. In diesem Kontext konnte
man die These aufstellen, dass die Hauptfunktion literarischer Titel nicht darin
besteht, zu benennen und zu informieren, sondern eben zu werben. ,,Werbewirksam
ist ein Titel unter anderem dann, wenn er einpridgsam ist, im Gedichtnis des
potenziellen Lesers oder Kiaufers héngenbleibt. [...] Dies diirfte einer der
wesentlichen Griinde fiir die Kiirze literarischer Titel sein” [Dietz 1995: 36].

Da im vorliegenden Artikel Funktionen von literarischen Titeln im
Zentrum des Interesses stehen, wurden beispielhafte Titel aus dem Bereich der
Frauenliteratur in Bezug auf ihre Funktionen analysiert. Ausgangspunkt fiir diese
Analyse waren insgesamt 170 Romantitel.

Die Analyse dieses Titelkorpus hat ergeben, dass unter den Titelfunktionen
besonders wichtig solche scheinen, wie Mitteilungsfunktion (38%), metasprach-
liche Funktion (18%) und phatische Funktion (15%). Im Rahmen der Mitteilungs-
funktion werden am hiufigsten die Hauptfiguren einer Geschichte dargestellt,
wie z.B. Lilith und ihre Schwestern von Dorothee Pielow. Wenn der Titel als
ein Metatext betrachtet wird, kann man im Titel auch zusitzliche Informationen
z.B. iiber die Gattung des Ko-Textes finden: Jutta Limbach. Eine Biografie von
Karin Deckenbach oder Frauenwelten. Ein Lesebuch von Susanne Gretter. Aber
auch die phatische Funktion wird unter den Titeln der Frauenliteratur stark
reprasentiert, was am Beispiel des Titels Liebling, du verstehst mich schon...
von Claudia Keller zu beobachten ist. Der Titel Lebe wild und unersdttlich! von
Sabine Asgodom bestitigt aber die von Weinrich aufgestellte These, nach der die
Grenze zwischen der Appellfunktion und der phatischen Funktion nicht zu scharf
zu ziehen sei [vgl. Weinrich 2006: 106].

Die anderen Titelfunktionen, darunter die Ausdrucksfunktion (11%) und die
poetische Funktion (10%), sowie die Appellfunktion (8%) werden im Falle dieses
Titelkorpus nicht so stark ausgeprigt, trotzdem scheinen sie auch von Bedeutung
zu sein, wenn man z.B. versucht, den Textrezipienten zu einer Handlung zu
provozieren, und sich dabei solches Titels bedient wie: Was machen wir jetzt? von
Doris Dérrie.
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Innerhalb des analysierten Titelkorpus gab es solche Beispiele (18%),
wenn einem Titel gleichzeitig mehrere Funktionen zugeschrieben werden
konnen, wie z.B. im Titel Mein Schmerz trigt deinen Namen. Ein Ehrenmord in
Deutschland von Hanife Gashi. Man trifft sich hier einerseits mit Elementen der
Mitteilungsfunktion (es wird iiber einen Ehrenmord in Deutschland berichtet),
andererseits aber kommt auch die metasprachlichen Funktion zum Ausdruck
(‘mein’ und ‘dein’ als Ausdruck der Monoperspektivitit). Zu dhnlichen Ergebnissen
kommt auch Nord, die ein umfangreiches Titelkorpus analysiert und aufgrund
dieser Analyse den Titel als ,,Mittel zum Text” bezeichnet [vgl. Nord 1988: 528].

Der literarische Titel hat mehrere Funktionen zu erfiillen, deren Gewichtung
sich natiirlich je nach der Eigenart des Titels verschieben kann. Infolge
dessen kommt es zu solchen Fillen, dass einige Funktionen, die vor der
Textlektiire von grundlegender Bedeutung waren, nach der Lektiire an dieser
Bedeutung verlieren, wobei die anderen stirker zum Ausdruck kommen. Dank
bestimmten sortentypischen Merkmalen, die schon auf der Strukturebene des
Titels zu beobachten sind, kann er den Leser auf die Lektiire des Ko-Textes
‘vorbereiten’, indem er in ihm bestimmte Erwartung weckt. Die Analyse des
Titelkorpus hat bestdtigt, dass es vollig gerechtfertigt ist, neben anderen auch
iiber rezeptionssteuernde Funktion des Titels zu sprechen [vgl. Pilz 1995],
denn der Titel begleitet den Leser und seine Lektiire. Wéahrend der Lektiire des
Ko-Textes evaluiert oft das, wie der Titel zu interpretieren ist. Im Falle eines
noch unbekannten Buches, wihrend der ,,Aneingnungsphase des thematischen
Titels” [Schwarz 1981: 652], dient der Titel zuerst als eine Etikette und erzeugt
,liteltraume”, die Gerigk als Trdume interpretiert, ,,in die man bei der Lektiire
von Titeln versinkt, deren Texte man nicht kennt. Es sind Trdume ohne Texte, die
dennoch auf den unbekannten Text bezogen sind, auf den sich der Titel bezieht”
[Gerigk 2000: 27]. Gleichzeitig erzeugt der Titel ,,ein intensives, rasches, tieferes
und breiteres Enkodieren sowie eine Aktivierung kognitiver Strukturen und damit
ein optimales Einbauen, Ordnen und Aufbewahren der Textinformation, was alles
zu deren besserem Behalten fithrt” [Schwarz 1981: 660]. Wahrend der Lektiire, in
der ,,Speicherungsphase” [Schwarz 1981: 652], bettet sich der Titel ins Gedachtnis
des Lesers ein. Nach der Lektiire des Buches, also in der ,,Erinnerungsphase”
[Schwarz 1981: 652] kann man wiederum versuchen, den Titel in einem ganz
anderen Licht zu betrachten, im Hinblick darauf, was man alles wihrend der
Lektiire des Ko-Textes miterlebt hat. Dank dem Titel werden also bestimmte
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Erinnerungseffekte nicht nur dann erzeugt, wenn er zu Beginn des Textes steht,
sondern auch dann, wenn er unmittelbar anschlieBend an diesen prasentiert
wird [Schwarz 1981: 653]. Zu dieser Zeit, d.h. nach der Lektiire wirkt der Titel
wiederum stirker. Gerigk nennt diese Eigenschaft von literarischen Titeln ,,ihre
eigene Poesie, die sie zuriickgewinnen konnen, nachdem man den Text, auf den
sie sich beziehen, bereits gelesen hat” [Gerigk 2000: 21]. Es muss aber betont
werden: Je nachdem, welche Phase der Lektiire in Frage kommt, konnen einzelne
Titelfunktionen an Bedeutung gewinnen oder verlieren. Im Rahmen der einzelnen
Funktionen, vor allem der Mitteilungsfunktion oder der phatischen Funktion,
offnet der Titel beim Leser bestimmten Wissensrahmen, der aktiviert wird,
um die Interpretation des Ko-Textes, aber auch des Titels selbst zu verbessern.
Auch dadurch, dass bestimmte Titelselemente oder sogar ganze Titel im Werk
mehrmals auftauchen, wird der Leser mit Hilfe des Titels durch die Lektiire
geleitet. Wenn man aber annimmt, dass der Titel etwas iiber seinen Ko-Text, also
iiber einen anderen Text sagt, fungiert er schon als Metatext, was man auch im
Rahmen dieser Korpusanalyse an einigen Beispielen zu exemplifizieren versuchte.
In dieser metasprachlichen Funktion steht der Titel seinem Ko-Text schon ganz
nah. Das zeigt eine bestimmte Dichotomie des literarischen Titels: Er kann
sowohl eine Rolle als Vertreter seines Ko-Textes im Kopf des Lesers spielen, als
auch als Metatext betrachtet werden, der zu seinem Objekt-Text in einem engen
Zusammenhang steht und ohne diesen nicht existiert.
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Summary
Between Title and Text — Title Functions

The present article constitutes an attempt to answer the question what functions are
performed by a literary title in reference to the text preceding it and in the relation: text’s
author and its recipient. At the beginning presented are general functions of a text, later on
followed by an analysis of the functions of a literary title on the basis of a corpus made up of
book titles within the range of women’s literature. Literary title and its functions are analyzed
against the background of text linguistics and psycholinguistics.



UWM Olsztyn Acta Neophilologica, XII, 2010
ISSN 1509-1619

LITERATUROZNAWSTWO I KULTUROZNAWSTWO

Grzegorz Ojcewicz
Instytut Stowianszczyzny Wschodniej
Uniwersytet Warminsko-Mazurski w Olsztynie

CZARNY CZLOWIEK SERGIUSZA JESIENINA
JAKO TEKST O POJEDYNKU DOBRA ZE ZLEM.
GENEZA. LOSY. INTERPRETACJA

Key words: Sergei Yesenin and Bolshevik’s Russia, Black Man, battle of the good and the evil,
intercultural dialogue of national literatures

Mnue denv u Houb noKos He Oaem

Moii uepnuwiii yenosek. 3a MHOI0O 6CIOOY
Kak menv on eonumcsa. Bom u menepo
Mmue kasicemcs, on ¢ Hamu cam-mpemeu
Cuoum.!

>

Iocvinaro mebe ,, Yepnozo uenosexa’”.
Ilpoumu u nodymaii, 3a umo Mol bopemcs,
nodicack 6 nocmenu?...>

Hap nosma — nackame u kapsadoamy,
Pokosas na Hem neuams.
Po3zy 6enyio ¢ uepnoio scabou

A xomen na zemne I’lOé’@H'-lCZn’Ib.3

Czarny cziowiek Sergiusza Jesienina jest tekstem wyjatkowym, zdecydowanie
wyrdzniajacym si¢ na tle catej jego tworczosci i w zestawieniu z utworami, dzigki
ktorym poeta zaistniat gléwnie jako wielki liryk. Tutaj pisarz zaskoczyl i prze-
straszyl w jakim$ sensie prawie wszystkich, pokazujac jeszcze inna twarz przez

! Fragment poematu Aleksandra Puszkina Mozart i Salieri. Zob. A.C. Iymkun, Moyapm u Canve-
pu, w: A. Ilymkun, Cmuxomeopenus, t. 3, Jleaunrpaa 1954, s. 399.

2 Fragment listu napisanego w Moskwie 27 listopada 1925 roku przez Sergiusza Jesienina do Piotra
Czagina. Zob. np. [online] <http://www.esenin.ru>, dostgp: 10.09.2010.

3 Urywek wiersza Jesienina Mue ocmanace oona 3abasa.... Zgodnie z norma wspotczesnego jezy-
ka rosyjskiego czasownik xapsbams pisze si¢ przez ,,0”: kopabams (=yapanams). Zob. [online] <http://
//www.gramota.ru>, dostgp: 10.09.2010.
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eksperymentalne odwotanie si¢ do poetyki sobowtorow — znanej w literaturze po-
wszechnej, takze rosyjskiej (utwory np. Ernsta Theodora Amadeusa Hoffmanna,
Edgara Allana Poe, Michaila Lermontowa, Nikotaja Gogola, Fiodora Dostojew-
skiego, Andrieja Bietego). Czarny cziowiek ujawnil przy okazji glos dojrzalego
artysty, ktory doskonale odroznia tworzenie poezji od pisania wierszy, chocby
najpigkniejszych, ktoéry obdarza poetyckie stowo misjq szczegdlna, majaca na celu
przekazanie §wiatu uniwersalnego przestania o losie artysty ztaczonego niespokoj-
na i skomplikowana biografia z bolszewicka Rosja®.

Swoje rozumienie Czarnego cztowieka Jesienina zaczng od zarysowania stano-
wiska badawczego, ktore powinno usprawiedliwi¢ moja, by¢ moze odosobniona,
interpretacje tego niezwykltego poematu. W sposédb naturalny Czarny cziowiek ko-
jarzy si¢ mi niezmiennie z Dwunastoma Aleksandra Btoka ze wzgledu na tg sama
wieloptaszczyznowos$¢ utworu i mozliwos$¢ stosowania réznorodnych konwencji
odbiorczych podczas jego lektury, konwencji, ktére za kazdym razem odstaniaja
dodatkowe aspekty materii poetyckiej i w sposob naturalny poszerzaja pole rozu-
mienia tego dzieta’.

Co$ bardzo podobnego mozna powiedzie¢ takze o Czarnym cztowieku, utworze
otwartym na kulturowy wieloglos oraz interpretacyjna réznorodnos¢. Na przyklad
zdaniem Siergieja Kirjanowa analizowany poemat Jesienina da si¢ z powodzeniem
odczyta¢ nie tylko w kontek$cie catej tworczosci autora Moskwy karczemnej jako
rzecz, ktora zamykataby etap mistrzostwa artystycznego poety, lecz takze w kon-
tekscie rosyjskiej kultury narodowej. Teza ta pozwala rosyjskiemu badaczowi na
sledzenie w analizowanym utworze obecno$ci i wplywu zapozyczen literackich,
jak tez obserwowanie prowadzenia polemicznego dialogu przez odmienne $wiado-
mosci. Dzigki obranej optyce Kirjanow mogt takze wtaczy¢ do swojej interpreta-
cji 1 wyeksponowac¢ w niej folklorystyczny mitologem, ktéry utozsamit z gtéwna
zasadg rozwiazan gatunkowo-kompozycyjnych, organizujacych tkanke Czarnego
czlowieka®.

4 Z notatek zawartych w dzienniku Nikotaja Asiejewa wynikaloby, ze Jesienin miat bardzo osobisty
stosunek do swego poematu i szczegdlnie go cenit. Na pytanie Asiejewa, skierowane do autora w listo-
padzie 1925 roku, dlaczego nie pracuje nad rzeczami podobnymi do Czarnego czlowieka, lecz preferu-
je krociutkie utwory o charakterze romansowym, zbyt lekkie jak na jego mozliwosci, Jesienin odrzekt,
Ze ,,9TO Jydllee, 4YTO OH Kornma-HuOyap caenan” i dodal: ,,A BOT HacTosimas Beup — He HpaButcs! [...].
Hukro Tebst 3HaTh He OyAeT, ecliu He mucaTh JTUPUKH [...]. Bor tak [Tactepnakom u npoxusems!” (H.H.
Acees, /[nesnux nosma, Jlenunrpan 1929, s. 174). Zob. takze: Kommenmapuu, w: C. Ecenun, [lonnoe
cobpanue coyuneHil, t. 3, MockBa 1998, s. 697.

5 Interpretacje Dwunastu Bloka, w zaleznoéci od obranej dominanty — korespondujacej na przyktad
z jedna z obranych przez czytelnika konwencji, tj. z konwencja mtodopolsko-symboliczng, konwencja
reporterska, konwencja folklorystyczna lub konwencja dramaturgiczna — za kazdym razem wskazuja
na bogactwo formalno-tresciowe poematu, ktore zapewnia mu trwate miejsce w przestrzeni wspotczes-
nych recepcji literatury rosyjskiej. Konwencje te wyodrgbnila i oméwita Anna Legezynska na przykta-
dzie Dwunastu Aleksandra Bloka. Zob. A. Legezynska, Ttumacz i jego kompetencje autorskie, Warszawa
1999, s. 196-215.

6 Zob. C.H. Kupssuos, ITosma , Yepnuwiii uenosex” ¢ konmexcme meopuecmea C.A. Ecenuna u na-
YUOHANbHOU KyIbmypul. Yuebnoe nocobue, TBepb 1999.
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Tym jednak, co zdecydowanie odroznia punkty wyjScia w interpretowaniu
Dwunastu i Czarnego cztowieka, jest catkowicie inne natezenie czynnika autobio-
graficznego w materii tekstowej: o ile w poemacie Bloka biografizm autora nie
jest w zasadzie istotny w budowaniu ostatecznych senséw dzietla, o tyle w odnie-
sieniu do Jesienina trzeba stwierdzi¢, ze mato ktora analiza tego tekstu nie wyka-
zuje ogromnego obcigzenia zyciorysowego, tj. utozsamiania podmiotu lirycznego
z konkretnym autorem, a losOw bohatera — z prywatnym zyciem poety. Dlatego
w pelni podzielam stanowisko wyrazone przez Bozen¢ Chrzastowska i Seweryng
Wystouch w kwestii nieutozsamiania instancji nadawczej z osobowoscia podmiotu
mowiacego. Autorki pisza:

Trzeba zatem odr6zni¢ realna, konkretna osobg poety i kreowana, fik cyjna osobowos¢

podmiotu méwiacego w wierszu, okre$lang terminem podmiot liryczny lub ,ja”

liryczne. Osobowos$¢ podmiotu lirycznego, nawet gdyby byla najbardziej ,,autorska”, od-

czytana z utworu zawierajacego wyrazne elementy autobiograficzne, zawsze jest zrelaty-
wizowana do jezyka: poznajemy ja na tyle, na ile zostata okreslona w samej wypowiedzi’.

Co prawda, pod wptywem wciaz aktywnej w najnowszych badaniach litera-
turoznawczych prowokacyjnej intelektualnie mysli dekonstrukcjonistycznej,
mozna byloby przyja¢, ze kazde odczytanie tekstu jest rOwnouprawnione, a je-
$li tak, to teoretycznie nie powinno by¢ ani lepszych, ani gorszych jego wythu-
maczen. Ten swoisty demokratyzm recepcyjny pozostaje mimo wszystko bar-
dziej opcja pragmatyczna, swoista konstrukcja myslowa, preferowang zwlaszcza
przez samych zwolennikow dekonstrukcjonizmu, anizeli przyktadem realizacji
w praktyce zatozen teoretycznych, albowiem samo zycie dowodzi, ze sposob trak-
towania nierzeczywistych rzeczywisto$ci $§wiadczy o wigkszej zywotnosci tra-
dycyjnych technik rozbioru tekstu anizeli metod eksperymentalnych, przy czym
przebrzmiata niby wplywologia w uproszczonej wersji metodologicznej i wyeks-
ploatowany strukturalizm maja si¢ zupetnie dobrze wsrod aktywnych wspotczes-
nie modeli interpretacyjnych.

Zwlaszcza w powszechnym odbiorze nie-znawcow ciagle jeszcze pokutuje
uproszczone rozumienie (a tak naprawdg — niezrozumienie) kategorii instancji na-
dawczych i odbiorczych dzieta literackiego, skutkujace przede wszystkim myle-
niem autora z autorem wewngtrznym czy podmiotem utworu lirycznego. Niestety,
Jesienin, prowadzac §wiadomie przez burzliwe lata aktywnosci kreacyjnej wyrafi-
nowang, oparta na poetyce skandalu gr¢ z czytelnikiem, polegajaca migdzy inny-
mi na tworzeniu bardzo sugestywnego wrazenia o szczerym przemycaniu do wlas-
nych tekstow najintymniejszych nawet szczegotow kontrowersyjnej autobiografii,
nie byl juz w stanie zatrzymac¢ uruchomionej poetyki dwuznacznos$ci odbiorczej,
ktora mnozyta w szybkim tempie wiele najrozmaitszych domystéw o wplywie
zycia prywatnego na ksztalt utworéw i sprzyjata powstawaniu interpretacji nie-
trafnych, wypaczonych, a przy tym nierzadko karykaturalnie przerysowanych. Je-
sienin zrodzit czarng legendg, jak wielu tworcow-buntownikow przed nim. Nie byt

7B. Chrzastowska, S. Wystouch, Poetyka stosowana, Warszawa 1987, s. 258.
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w swoim bezkompromisowym dzialaniu nowatorem i podobnie jak jego wielcy
poprzednicy musial si¢ uczciwie do stworzonej przez siebie legendy oraz do re-
alnego $wiata, czyli brutalnej rzeczywistosci stalinowskiego panstwa, kiedys od-
nies¢. W imi¢ zachowania niezalezno$ci. Nawet za cen¢ zycia. A rzeczywistosc,
predzej czy pdzniej, i tak sama upomina sig¢ bezwzglednie o swoje prawa i rozlicza
tworce z toczonej z nig wojny o literacka autonomig.

Czarny czlowiek Sergiusza Jesienina doczekal sig¢ stosunkowo sporej liczby
opracowan. Jedne maja charakter czysto naukowy, inne grzesza amatorszczyzna,
w ktorej na plan pierwszy wychodza oczywiste wigzi tekstu z biografia pisarza;
w takim ujeciu utwor literacki jedynie odnotowuje autodestrukcje piszacego,
u ktorej podloza lezy alkoholizm, mania przesladowcza, gigboka melancholia,
my$li samobdjcze itd.® Jeden biegun wiedzy o poemacie buduja zatem dociekli-
we 1 wartosciowe studia badawcze, wsérod ktorych na szczegdlna uwage zastuguja
opracowania rosyjskie autorstwa Natalii Szubnikowej-Gusiewej’, Siergieja Kirja-
nowal? Olgi Woronowej!!, Aleksandra Subbotinal? czy piéra Lotysza Eduarda

8 Podczas posmiertnego druku wybranych wierszy Jesienina i poematu Czarny czlowiek redakcja
gazety ,,bakunckuit pabounii” zamiescita nastgpujacy komentarz: ,,OTu CTHXH SPKO OTPaKarOT HACTPO-
eHHs M JyLNIeBHOE cOCTOosiHHe EceHnHa, mpuBeallee K Tparmyeckomy mcxonay. OcoOeHHO XapakTepHa
B 9TOM cMbiciie nosMa «YepHwiid yenoBek»” (bakuHckuit paboumit 1926, nr 25, wyd. z 29 stycznia).
Natomiast Aleksandr Woronskij w artykule O6 omoweowem napisat, ze ostatnie wiersze poety ,,B H3Bec-
THOIT CBOEHI 4acTH [...] SIBISIOTCS y)KEe MAaTEPHAJIOM UIsl ICHXHATPA M KJIMHUKHU: TAKOBA B OCOOCHHOCTH
ero mooma o «YopHom yenoseke»” (cyt. za: C. Ecenun, Iloanoe cobpanue..., s. 700). Z kolei krytyk
G. Lelewicz wskazat na bezposrednie wigzi poematu z biografia pisarza: ,,IIonbITKE YKpHITbCS 3a Kabal-
KHAM pasryjioM, MOTHBBI OTYASIHHOI0 XYJIMTAHCTBA U 030PCTBA, CCTECTBCHHO, HAXOASIT CBOE 3aBeplie-
HHEe B MOTHBAX CMEPTHOIO0 MOXMeJbs, 6oxe3nu, bpeoa, norybesymus. [...] DTH HacTpoeHUs Hanboiee
BEIITYKJIO BEIPa)KEHBI B KomIMapHoii modme «Yepusiit uenosex»” (I'. Jlenesuu, Cepeeri Ecenun, I'omens
1926, s. 32-33). Jeszcze dalej posunatl si¢ w swych ,,diagnozach” Aleksandr Rewiakin, ktory okreslit
utwor Jesienina jako ,,psychopatologiczny” (A. Pessixun, Yeit noom Cepzeii Ecenun?, Mocksa 1926, s. 36).
Nie oszczgdzit Jesienina nawet Aleksiej Kruczonych, ktéry utozsamiat utwor poety z bialta goraczka,
widzac w nim ,,ciziomHoii Open n nymesHbril THK” (A.E. Kpyuensix, Yopnas maina Ecenuna. Ilpooyx-
yusa Ne 136, Mocksa 1926, s. 15). Rowniez krytyk Pawet Miedwiediew nie pozatowal Jesieninowi przy-
krych ocen, piszac: ,,«UepHblii 4enoBek» [...] HACTOIBKO CYOBEeKTHBEH M SIBHO NMATOJOTHYeH, YTO M3
9TOr0 MaTepualla BPs JIM BOOOIIE MOTJIO MOMYYHTHCS CKOJNBKO-HUOYAb 3HAUUTEIbHOE XYHL0KECTBEHHOE
Mpou3BeieHne. ITO — y)Ke arOHMsl He TOJIbKO nmucaTesisi, Ho M yejgoBeka” (H. Kmoes, I1.H. Mensenes,
Cepeeti Ecenun, Jlennnrpan 1927, s. 81). Wszystkie podkre§lenia w przypisach i w tekscie — G. O.

9 Zob. np. H.U. llly6uukosa-I'ycesa, 3acadka decamoii cmpoxu noomvr C.A. Ecenuna , Yepuviii
yenogex” (Texcmonoeuweckue 3amemku), W: Ecenun axademuueckuti. Hosoe o Ecenune, Mocksa 1995,
wyd. 2; eadem, Taiina wepnozo uenosexa ¢ meopuecmee C.A. Ecenuna, w: JlutepatypHas ydeba 1995,
vol. 5-6; eadem, ,, Yepnuwiii uenogex” Ecenuna, unu JJuanoe ¢ maconcmeom, Poccuiickuii nurepaTypoBe-
yeckuid kypHai 1997, nr 11, s. 79-120; eadem, Tosmwur Ecenuna: Om ,, I[Ipopoka” 0o ,, Yeprozo uenoge-
ka”. Teopueckas ucmopusi, cyovba, konmexcm u unmepnpemayusi, Mocksa 2001, 2008. Zob. takze Cep-
eel Ecenun 6 cmuxax u ocusnu: Iloomel. Ilposa, coct. H.U. llly6nukoa-I'yceBa, Mocksa 1997; Cepeeit
Ecenun 6 cmuxax u orcuznu: Cmuxomeopernusn 1910—1925, coct. H.1. lly6HukoBa-I'yceBa, Mocksa 1997.

10 C H. Kupssnos, op. cit.

110.E. Boponoa, Momugst napoomoii demononozuu ¢ noome C. Ecenuna , Yepuwiii uenogex”,
Ounonoruyeckue Hayku 1996, nr 6, s. 92—100; eadem, Quiocopcruii cmvicnr nosmvt Ecenuna ,, Yep-
noltl yenosex” (Onvim ,,3K3ucmenyuanvrozo” ananusza), Bonpocs nureparypst 1997, nr 6, s. 343-353;
eadem, O opamamuueckoii npupode nosmvl C.A. Ecenuna ,, Yepuwiii uenosex”’, COBpeMEHHOE €CCHHHOBE-
nenue 2006, nr 4; eadem, Cepeeti Ecenun u pycckas oyxoenas kyremypa, Pszans 2002.

12 A.C. Cy660tHH, O nagoce u nosmuxe ,, Yepnozo uenosexa” Ecenuna, w: idem, O nossuu u nos-
muxke, CBepanosck 1979, s. 177-191.
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Meksza!3 albo Francuza Michela Niqueux!4. Drugi biegun wiedzy tworza wypo-
wiedzi odznaczajace si¢ skrajna interpretacyjna swoboda; reprezentuja ja np. ro-
syjscy forumowicze!?.

Zauwazmy, ze wsrod tworcow i badaczy polskich, ktorzy zwykle bardzo szyb-
ko reagowali na wybitne zjawiska w literaturze rosyjskiej, zwlaszcza po rewolu-
cji pazdziernikowej, nie toczono batalii o ksztalt interpretacyjny rozpatrywanego
tekstu Jesieninal®. Czy opinia Jerzego Szokalskiego, wspotautora akademickiego
podregcznika historii literatury rosyjskiej, ma walor obiektywnej prawdy? Szo-
kalski pisze: ,,Swoistym ol$nieniem, tabgdzia pieSnia poety, kapitulujacego
w nierownej walce z bezlitosna epoka i chaosem wtasnego zycia, stanie si¢ samo-
oskarzycielski poemat Czarny cztowiek”; krotko, wybiorczo, bez szerszego uza-
sadnienial’.

Zacznijmy od genezy. Jesieninolodzy zgodnie wskazuja na okres co najmniej
trzech — czterech lat, tj. okres 1922—1925, w ktorych miat powstawaé Czarny czto-
wiek, podkreslajac przy tym fakt wystgpowania kilku jego wariantow, co wydaje
si¢ raczej oczywiste, gdy uwzglednimy ogdlne prawa procesu tworczego, wskazu-
jace na narodziny pomystu, jego dojrzewanie i moment utrwalania, gdy pierwotny
zamiar przyjmie ostateczne ksztatty!8. Jesienin mowit zwykle o dwéch latach pracy
nad tekstem, co odnotowal migdzy innymi w swoim dzienniku Nikotaj; Asiejew
w listopadzie 1925 roku!®. Na krotko przed wyjazdem do Leningradu, 23 listopada
1925 roku, doszto do spotkania autora z Aleksandrem Tarasowem-Rodionowem,
podczas ktérego poeta, odpowiadajac na wyrzut adresowany do niego — ,,CMOTpH 110
4yero ce0s oBel, 10 JeueOHuIsl, 10 «HYepHoro uenoeka»” — odrzekl: ,,«YepHoro

133 5. Mexm, C. Ecenun 6 konmexcme pycckoii iumepamypeot, Pura 1989.

14 M. Huxé, ITosma Cepees Ecenuna ,, Qepuwiii yenogex” & ceeme azeenusma, Pycckas muteparypa
1990, nr 2, s. 194-197; idem, Ilosm muwunsl u 6yticmea, 3Bezna 1995, nr 9, s. 55-59. Michel Niqueux
jest profesorem literatury rosyjskiej (University of CAEN, Basse-Normandy), a takze autorem wielu ar-
tykulow o Aleksandrze Puszkinie, Nikotaju Gogolu, Fiodorze Dostojewskim, Lwie Tolstoju, Maksymie
Gorkim, Sergiuszu Jesieninie, Nikotaju Klujewie, Jewgieniju Zamiatinie i in. Zob. np.: 4 History of Uto-
pia in Russia, Paris 1995; The Vocabulary of Perestroika, Paris 1990; The Russian Question — Essays on
Russian Nationalism, Paris 1992; New Perspectives on Esenin, Revue des Etudes Slaves 1995.

15 Zob. np. [online] <http://www.esenin.ru/forum>, dostep: 10.09.2010.

16 Zob. np.: interesujace studium o recepcji Jesienina w Polsce przedwojennej — W. Piotrowski, Ser-
giusz Jesienin w polskiej literaturze miedzywojennej, Wroctaw 1967; A. Zyga, Polskie dzieje S. Jesieni-
na, Ruch Literacki 1967, nr 5, s. 303-305 [rec.]; R. Sliwowski, Radziecka literatura w Polsce, Nowe
Ksiazki 1967, nr 16, s. 982-983 [rec.].

177 Szokalski, Poezja czasu préby, w: Historia literatury rosyjskiej XX wieku, red. A. Drawicz,
Warszawa 2002, s. 192. Zob. takze idem, Czas w poezji Sergiusza Jesienina. W setnq rocznice urodzin
poety, Warszawa 1995; W kregu Jesienina, red. J. Szokalski, Warszawa 2002, oraz S. Jesienin, Czarny
czlowiek i inne wiersze, przedmowa J.A. Grochowina, Warszawa 1994.

18 W komentarzu do dziet wszystkich Jesienina mowi si¢ o oémiu rekopismiennych redakcjach poe-
matu, przy czym ,,JI3BeCTHO IeCTh CIUCKOB M05MBI, BeIMONHEHHBIX C.A. Toncroit-Ecenunoii. Tpu cnucka
(I, II, VI) na HenmHOBaHHOI Oymare siBisitoTcst pabdounmu. Tpu npyrux cmmcka (I, IV, V) Ha auHO-
BaHHOH OyMmare mpegHa3HAYaTHCh Ul MedaTd. [lo HaMW4MIO H3MEHEHHH TEKCTa, yHKTyallnd, IOMETaM,
dbopme 3amucu, naneorpapuuecKuM OCOOCHHOCTSAM (B T. 4. COpTy U (opmary Oymaru) MOKHO CYIUTh
0 IOCJIEJ0BATENIFHOCTH UX HCIOIHEHHUS, YTO U JIETJIO B OCHOBY X HyMepalHH, IPUHATOH B HAacT. H34.”
(C. Ecenun, Ilonnoe cobpanue..., s. 680—-681).

19 Ibidem, s. 685.
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YenoBeKka» sl JaBHO y)Ke Hamucas. S mocie Hero ege MHOTO APYTHX Bellel Hammu-
cai,  He B 9ToM 1eio”20.

O tym, ze historia powstawania utworu byta stosunkowo dtuga i tekst dojrze-
wal powoli, moze §wiadczy¢ i ta okolicznos$¢, ze zawiera on w swej strukturze

elementy, ktore koresponduja z wezeéniej napisanymi dzietamiZ!:

Comnocrasisis ,,UepHoro uenoseka” ¢ ,apamoii” ,,Ctpana Heroases”, [1.®. FOmuu aenan
BBIBOJI, UTO MO3Ma ObLIA ,,KpailHe HEOOXOAUMOMH [...] MOATOTOBKOM™ /IS CO3MaHUS APaMbl
U MOCTAHOBKH TEMBI ,,HETOseB” B TBOpuecTBe EceHMHA M MO3TOMY MpeIIIecTBOBaia
,CTtpane Heroaser” [...]. JI.JI. benbckast ckiioHHa Kk TOMy, 4TO B ,,UepHOM uenoBeke”
Ecenun Gosiee 6€CKOMIPOMHUCCHO M PEIIUTEIBHO MOPBIBACT C MOA3TH3AlMEH aHApXU3Ma
u uHauBHAyanu3Ma, 4yeM B ,,CtpaHe HeronasieB”, W BbICKa3bIBaeT NPEAIOJIOKEHUE,
4yTO Mo3Ma ,,UepHbIil uenoBek” He MpeaIIecTBOBaNa Mbece, a ObLIa ,,3aBEpIICHA MO3XkKe
ee, BEpOsITHO, Cpasy Imociie npue3ga Ha poauny B 1923 roay” [...]. MHeHHS O TOM, 4TO
nosma ,,YepHblii 4enoBek” B CBOEM MEPBOHAYAIBLHOM BHJE CIOXKHIACH Y)KE K MOMEHTY
Bo3BpaeHuss EceHuHa u3-3a rpanuisl, npugepxxusatorcs C.II. Komeuxun [...] u E.H.
Haymos [...]. K umaxunuctckomy mepuoay TBopuecTBa EceHuna ortHocut ,,YepHoro
yenoseka” A.M. MapueHKo [...], BUAS B IO3Me JIEMEHT JuTepaTypHoit moaemuku. A.C.
Cy06060THH, OCHOBBIBasiCh Ha OMorpaduueckux napamiensx (1ro0oBs U pa3pbiB ¢ JlyHKaH,
,»00pa3Hbie OT3BYKH OaTYMCKOW 3UMBI: 0JIOHU B Caay, CHEromag u T. A.), JaTHPOBa

moamy 1924-1925 rr.22

Niewykluczone zatem, ze Czarny czlowiek ma amerykanska lub nawet jeszcze
wczesniejszg genezg. Fakty z biografii tworczej Jesienina pozwalaja na postawie-
nie takiej tezy, zwlaszcza ze zrodla osobowe sa wiarygodne. Na przyktad Sofia
Totstoj-Jesienin w 1940 roku zapisata: ,,ITo cnoBam Ecennna, o mucaa mosmy 3a
rpanuneii B 1922 uan 1923 r.”23, a pigtnascie lat pézniej w rozmowie z Jurijem
Prokuszewem podtrzymata swoje wczesniejsze stowa: ,,3amMbIces m0IMBbI BO3HHK
y Ceprest B AMepuke. Ero norpsic uuHH3M, 0SCUEIOBEYHOCTh YBUISHHOTO, He-
3aNIMIICHHOCTh YenmoBeka OT 4epHBIX cuil 3nma. «Thl 3Haems, CoHs, 3TO y>KacHO.
Bce aTu OupiKeBbIe AEIBIBI — JTO HE JIIOIU, 3TO KaKHEe-TO MOTHIBHBIC YEPBU. DTO
‘yepHbIC YeTOBEKH »" 24,

Za zagranicznym rodowodem poematu przemawiaja takze anonse, ktore za-
czely sig¢ pojawia¢ w prasie rosyjskiej w zwiazku z powrotem Jesienina z Nowe-
go Jorku do Europy w lutym 1923 roku. Na przyklad w kwietniu 1923 roku pis-
mo ,,Poccus” przypomnialo o napisanych wowczas przez poetg utworach, wsrod
ktorych miat si¢ znalez¢ cykl wierszy lirycznych, a takze rzeczy obszerniejsze,
jak Kraj Niegodziwcow (Cmpana Heecooseg) i Cziowiek w czarnej rekawiczce
(Yenosex 6 uepnoii nepuamxe)®>. Nie bez znaczenia w ustalaniu genezy Czarnego

20 Thidem.

21 Szerzej na ten temat — patrz Komentarz do cytowanego wydania dziet wszystkich Jesienina, ibi-
dem, s. 694.

22 Ibidem, s. 693.

23 Ibidem, s. 685.

24 Tbidem, s. 685. Zob. takze wspomnienia Sofii Tolstoj-Jesienin w tomie: Jens nossuu, 1975, s. 200.

25 Poccus 1923 (Mocksa — Ilerepbypr), nr 8, s. 32. Jak zauwazaja autorzy komentarza, ,, Texct
[IOCJICTHETO TIPOM3BEICHNUSI HCHM3BECTCH M APYTHMX IMPSAMBIX CBHUACTEIHCTB 00 3TOH Bemu HeT. B moms3y
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cztowieka moga si¢ okaza¢ rowniez fragmenty korespondencji, jaka prowadzit Je-
sienin z zydowskim poeta emigrantem Manim-Lejbem Braginskim (1883-1953),
znanym bardziej jako Mani-Lejb (Manu-Jleii6). W jednym z listdw mowi sig o in-
cydencie, ktory miat miejsce w nocy z 27 na 28 stycznia 1923 roku w mieszkaniu
Braginskiego w Nowym Jorku: ,,Bce MbI, mo3TeI, — Opatbs. [yma y Hac ogHa, HO
110-pPa3HOMY OHa GbIBaeT GOJIBHA Y KAX0r0 U3 HAc 20,

Ze stow samej Totstoj-Jesienin wiadomo, ze pierwotny wariant utworu, ktory
najprawdopodobniej nie ocalal, byt dtuzszy i bardziej tragiczny niz jego ksztalt
ostateczny, wobec czego nie sposob dzi§ przesledzi¢ etapéw wewngtrznej transfor-
macji poematu?’. Z kolei ze wspomnien wspotczesnych wynika, ze Jesienin czytat
im Czarnego czlowieka jesienia 1923 roku, niedtugo po powrocie z zagranicznych
wojazy, odbywanych w towarzystwie drugiej zony, Isadory Duncan, w latach 1922—
1923. Po powrocie poety do Rosji jednym z pierwszych jego stuchaczy byt Anato-
lij Marienhof, ktory wystawit dzietu Jesienina oceng zdecydowanie nieprzychylna,
mowiac: ,,CoBcem mnoxo. Hukyna He roautcs”?8. Ale nie tylko Marienhof miat tg
szczegolna okazje, by wystuchaé autorskiej interpretacji Czarnego czlowieka, wia-
domo bowiem, ze réwniez ,,B.I'. lllepmeneBuy, U.B. ['py3uHOB ciablmaiym noamy
B HCIIOJIHCHUH aBTOpa OCeHBIO 1923 r. mo ero Bo3BpallleHUH H3-3a pyoOexa [...].
B nexabpe 1957 r. B Jlenunrpage A.b. Mapuenrod, 6ecenys ¢ C.I1. Komeuku-
HBIM, eme pa3 moAaTBepawt: «beu1 Oonlee paHHWN BapuaHT ‘UepHOro deioBeka’,
npuBe3eHHBIH EceHmHbIM u3-3a rpanunsl [...]. Yutan mue Ecenun ‘UepHoro
YeJioBeKa' He B MEPBBIC e HEJENH MO MPHe3Je U3-3a TPAHUIIbI, a IPHU MEPBOH Ke
BeTpeue. Hukputuna Gwbita mpu 3tom»”2”. Takze w komentarzach do poematu

TOTO, YTO YIOMSHYTOE 3arJaBHe HEIOCPEACTBEHHO CBSA3aHO C 3aMBICTIOM IOOMEI «UepHBIH 4eI0BeK», Io-
BOPSAT 00U repoit — «yenosex», COBIAJCHNE OCHOBHOI, BRIHECEHHOU B 3arilaBHE «METBD) TE€pOs «yep-
Has MepYaTKay — «YepHblll 9eN0BEK», a Takke OOIHOCTh MHOTO3HAYHOI CEMaHTHKH 3epKasla U IepuaTKu
(pa30uTh 3epKano — MOTePATh MEepUaTKy — IUIOXas HPUMeTa; CBA3b 3epKajia U MepUYaTOK C CHMBOIHKOMH
OKKYIbTH3Ma; «BBHIBOPAUMBAI0 MHp, Kak Imepuarky» (cmoBa Ecenmna B m3noxenun U.B. I'pysunoBa
— Bocnmomunanus—95, 248) — nepeBepHyToe uzodpaxenue B 3epkaie u np.” (C. Ecenun, [loanoe cobpa-
Hue..., s. 686). Zob. takze: H.U. lllyouukoBa-I'yceBa, Bonpocsl meopueckoii ucmopuu u uHmepnpemayuu
nosmel Ecenuna ,, Yepruiii uenosex”, Canadian-American Slavic Studies 1997, nr 30.

26 C. Ecennn, IHonnoe cobpanue..., s. 690—-691.

27Pod wieloma edycjami Czarnego czlowieka znajduje sig data 14 noséps 1925 jako oficjalne sig-
num zakonczenia autorskiej redakcji poematu. Zdaniem S. i S. Kuniajewow, w wariancie pierwotnym
znalazly sig rowniez realia zagraniczne, ktore zostaly ostatecznie z poematu usunigte. Zob. C. u C. Ky-
HsAeBbI, Kusub Ecenuna. Cnoea euinivliu 200l u3 mpaxa..., Mocksa 2002, s. 549.

28 C. u C. Kyusiesl, op. cit., s. 549.

29C. Ecennn, Ionnoe cobpanue..., s. 690. Liste stuchaczy mozna byloby émialo poszerzyé¢ na
podstawie innego cytatu: ,,COBpeMEHHHKH BCIIOMHHAIH, YTO MOAT YuTan «UepHOro yenoBeka» B 1923 r.
U B IOCIIEAYIOINE TOABI, OCOOCHHO YacTO B IOCIEAHUE THH CBOCH >ku3HU. CpelH CIBIMIABIINX 3TO UTe-
Hue O0butn A.B. Mapuenrod, B.I'. Illepmenesuy, 1.B. I'py3unos, H.E. u b.P. Dpamansl, I'.b. fkynos,
A.JI. Muknamesckasi, H.H. Hukutun, C.C. Bunorpanckas, B.®. Hacenxun, H.H. Acees, M./Jl. PoiizmaHn,
A.A. bep3unb, U.B. EBgokumos, A.W. Tapacos-Poguonos, I.®. u E.A. Ycrunossl, B.U. Dpnux, I1.A.
PagumoB, A.A. AHTOHOBCKas u Ap. BcmomuHas ytenue mosmsl B aprycre 1923 r., A.b. Mapuenrod nu-
can C.II. Komeukuny: «Ou <EceHun>, pazymeeTcs, He IpPHUIIEN B BOCTOPT OT MOuX cioB: ‘Ilooma meka-
neHTcKas...’, ‘AnapeeBmuHa...’, ‘JlypHoro Bkyca’ u T. A.» (ITucema, 508)” (C. Ecenun, ITonnoe cobpa-

ue..., s. 698).
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Jesienina autorstwa Sofii Totstoj-Jesienin i Jewgienii Czebotariewskiej mowi sig:
,»C.C. BuHOrpanckas BCIOMHUHAET, YTO BCKOpE MOCIe 3arpaHuyHoi moe3nku Ece-
HUH unTan eif «dopHoro yenosekay no pykonucu?. Bez wzgledu jednak na wy-
powiedz samego tworcy na temat jego utworu, zdania innych osob, ktore styszaty
wczesny wariant Czarnego czlowieka w wykonaniu samego Jesienina, sa miejsca-
mi sprzeczne, mato konkretne, nickiedy nie budza nawet zaufania3!.

Wydaje sig¢, Marienhof zainicjowat na swoj sposob recepcje negatywna poe-
matu, uzmystawiajac jego autorowi, ze nawet osoby wtajemniczone w rzemiosto
poetyckie nie sa w stanie zmierzy¢ si¢ z nowa, zaskakujaca ich oferta poetycka
Jesienina. Praca nad tekstem trwala zatem okoto czterech lat, liczac od przebty-
sku idei, ktora mogta si¢ pojawi¢ juz w 1922 roku, a moze jeszcze wczesniej, az
do piatku 13 listopada 1925 roku, czyli do momentu wskazanego przez Tolstoj-
-Jesienin jako dzien zakonczenia prac nad dzietem32.  Ecenun oraan «UepHoMy
YeJ0BEKY» TaKk MHOTO cvi. Hamucan HeckoipKo BapuaHTOB T03MBbI” — konstatowala
ostatnia zona poety33. A po siedmiu latach, 14 listopada 1932 roku, tak tamten
moment wspominata: ,,Cemp jeT ToMy Hazazg B 3ToT Beuep (14) on <Ecenun> KoH-
a1 «UepHOTO YeloBeKay, MPUIIE] KO MHE Ha AMBAH, IPOYEN €ro MHe... 34,

Na dlugosé¢ poematu i jego ewolucj¢ w zakresie modyfikacji stylistycznej
zwracali uwage nie tylko wspotczesni Jesieninowi, lecz takze sam autor, otwar-
cie przyznajac, ze czas wywarl tagodzacy wplyw na ostateczng wersjg jego dzie-
ta. Wieczorem 14 listopada 1925 roku poeta odczytat po raz kolejny swoj tekst
w towarzystwie zony i skomentowal go nastgpujaco: ,,OH <«UEpHBEIH YETOBEK»)
BbIIIEJ He TaKOH, Kakoil ObLJI mpexkae, He TAKOI CTPALIHBIA, TOTOMY YTO €My
TaK XOpOIIO co MHO# GbLIo B 5TH aHK”3S. Z kolei Matwiej Rojzman twierdzil, ze
poemat, ktory styszal, byl , namnHeii, yem ee okoHUaTENbHBIA BapuaHT. B KoOHIIE
ee [moaMmer — G. O.] mupudeckuii repoit Kak 061 0OCBOOOKTAICSA OT TaJTIOMMHAIIHH,
npuxoauia B ceds [...]. B.®. Hacenkun takxke ormeuan: «To, 4To BoIuio B coOpa-
HUE COYMHCHHIA, — 3TO OJJUH M3 BapUAHTOB. Sl CNBIIIAN OT HEro APYroii BaApUaHT,
KaXeTcsl, CHIbHee H3AaHHOT0» 30,

30 Zob.: Kommenmapuii k Cobpanuio couunenuii C.A. Ecenuna, coct. C.A. Toncras-Ecenuna u E.H.
YeboTapesckas, Mocksa 1940; C. Ecenun, [Tornoe cobpanue..., s. 690.

31 Zwracaja na ten fakt uwage zwlaszcza autorzy anglojezyczni, np.: W. Duranty, I Write As I Please,
London 1935, s. 223-225; A.R. Macdougall, Isadora. A Revolutionary in Art and Love, New York 1960,
s. 204; C. McKay, 4 Long Way from Home, New York 1969, s. 188.

32 Tolstoj-Jesienin mowi o dwoch wieczorach, 12 i 13 listopada 1925 roku, jako czasie ostatecz-
nego redagowania poematu. Na rekopisie znajdowato si¢ wiele poprawek, co §wiadczy o nieustannym
szukaniu przez poetg najlepszego sposobu, by wyrazi¢ autorska intencj¢ i moc odda¢ utwér do druku
jako ukonczony. Zob. np. C. Ecenun, Cobpanue couunenuii ¢ 3-x mm., t. 2, Mocksa 1970, s. 288-292;
C. u C. Kynsessl, op. cit., s. 551.

33 Zob. wspomnienia Tolstoj-Jesienin zamieszczone w jej dzienniku i opublikowane w czasopismie
»Jenb mod3un” ([Jens mossuun 1975, s. 200).

34 Zapis w dzienniku Tolstoj-Jesienin zawarty w czasopiémie ,,Hamre macnemue” (Haure macmeane
1995, nr 34, s. 68).

35 Notatki z dziennika Tolstoj-Jesienin (Hamre macnemue 1995, nr 34, s. 68).

36 Cyt. za: C. Ecenun, Ionnoe cobpanue..., s. 690—691. Ten sam Wasilij Nasiedkin tak wspomi-
nat pracg Jesienina nad poematem: ,,OTa XyTKas JIUpHYECKas UCHOBenb TpeOOBalla OT HEro KOJIOCCallb-
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Mowiac o Czarnym czlowieku, poeta niejednokrotnie zwracal uwage stuchaczy
na inspiracje, ktorej zrodtem byt poemat Aleksandra Puszkina Mozart i Salieri3’.
Jesli sam autor mowi otwarcie o swoich inspiracjach, wypada jego wyznania trak-
towa¢ powaznie i nalezy poszuka¢ ewentualnych miejsc ,,wspolnych” w obydwu
tekstach. Nie czas tutaj, oczywiscie, na zaglebianie si¢ w szczegotowa analize
strukturalng dwoch utworéw, ale warto moze chociaz wspomnie¢ o kilku punktach
stycznych, ktore przy innej okazji warto bytoby pelniej naswietli¢ i skomentowac.
Na pierwszym miejscu pojawia si¢ aluzja chronologiczna. Puszkin napisat swoja
matlg tragedi¢ w 1830 roku, chociaz zamyst jej powstat znacznie wczesniej, bo juz
w 1825 roku38. Czarny czlowiek Jesienina byt gotow w roku 1925, a wiec rowno
sto lat po Mozarcie i Salierim, jakby ku uczczeniu Puszkina albo kontynuowa-
niu rywalizacji z wielkim poprzednikiem o poetycka palmeg pierwszenstwa. Tekst
Puszkina sklada sig¢ z dwoch scen: pierwsza liczy 170 wersow, a druga — 92; sto-
sunek mniej wigcej jak 2:1. Rowniez poemat Jesienina jest zbudowany z dwoéch
czesci, ktorych granice wyznaczaja kolejne odwiedziny czarnego cztowieka:
pierwszej wizycie poswigca poeta strofy od I do X, co daje 79 wersow, a na druga
— strofy od XII do XX i XXII, czyli od 80. do 158. linijki, co rowniez daje 79 wer-
sow3?. Stosunek czesci w poemacie Jesienina wynosi jak 1:1. Widzimy zatem, ze
od strony konstrukcyjnej pod wzgledem liczby wersow obydwa teksty roznia sig
dos$¢ znacznie: Mozart i Salieri — 262 wersy, Czarny czlowiek — 158 wersow, ale
w aspekcie ,,scenograficznym” wykazuja ogromne podobienstwo: tu i tam mamy
do czynienia z dwiema odstonami. Jest takze jeszcze jeden istotny wspolny ele-
ment kompozycyjny: czarny cztowiek, ktory odwiedza Mozarta i niepokoi go swo-
im muzycznym zamowieniem (Requiem), a takze czarny czlowiek, ktory odwiedza
dwukrotnie gospodarza apartamentu w poemacie Jesienina. RoOwniez tu i tam czar-
ny cztowiek jest zapowiedzia nieszczegscia: u Puszkina oznacza ono $mieré¢ Mozar-
ta, u Jesienina — $mier¢ nadziei na zmiang sytuacji, w jakiej znajduje si¢ tworca
w panstwie przesigkni¢tym totalna inwigilacja. Pamigtajmy takze, ze pierwotne
wersje Czarnego cztowieka byly znacznie dtuzsze od ostatecznej, znanej z druku.
Niewykluczone zatem, ze zbiezno$¢ formalna pomigdzy obydwoma utworami

HOTO HANpPsDKCHHS U CaMOHAOMIoAeHUs. S IBajkAbl 3aCTaBall €r0 NbSHBIM B HUIHHAPE H C TPOCTHIO IIe-
pen OONBIIMM 3€pKaloM C HelepeaBaeMON HEYeIOBEUeCKOHW YCMENIKOH, Pa3srOBApHBABIINM CO CBOHM
JIBOMHUKOM-OTPa)KEHHEM MM MOJYa HAOIIOJaBIIUM 32 CO00I0 U KaK OBl IPUCITYIIHBAIOMIMMCS K CAMOMY
cebe” (ibidem, s. 692).

37 Jerzy Szokalski uwaza, ze ,trudno jednak podziela¢ entuzjazm krytykéw sowieckich, ktorzy
w tym wilasnie schylkowym okresie dostrzegaja najwyzszy wzlot tworczy Jesienina, zwrot ku estetyce
«puszkinowskiej» i «mozartowskiej», albowiem ma to juz posmak niezamierzonej ironii” (J. Szokalski,
Poezja czasu..., s. 192).

38 Pisze o tym np. Siergiej Bondi w komentarzu do wydania dramatéw Puszkina. Zob. A.C. ITym-
kuH, [Jpamer, MockBa 1985, s. 197.

39 Sofia Tolstoj-Jesienin na ostatnim arkuszu poematu utrwalonego przez poete otdéwkiem zapisa-
ta atramentem: ,,«3anucaHo u 3akoH4eHO 12 u 13 HoOs10ps 1925 r. MockBay. [lepBoHAYAIBHO TEKCT
Mo3MbI OBLI pa3jesleH HAa ABe YACTH: [IOCIE AECATOU CTPO(BI MPOCTABICHA OTOMBKA 3BE3J0YKAMH, KO-
TOpas 3aTeM 3a4epKHyTa BMECTE ¢ OJUHHAALUATON cTpodoii — «Apyr MoH, npyr Moii, // 5 3Ha10, 4TO 3TO
open...»” (C. Ecenun, [Toanoe cobpanue..., s. 680).
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— Puszkina i Jesienina — byla jeszcze wigksza od tu wykazywanej. W skrajnym
przypadku, czego bez dotarcia do wczesnej postaci oryginalu nie sposéb jednak
udowodni¢, liczba wers6w w dwodch dzietach mogta si¢ okazaé nawet identyczna.

Debiut edytorski Czarny czlowiek miat juz po §mierci poety, w styczniu 1926 roku
W pierwszym numerze czasopisma ,,HoBwrii mup”, ktore na jesieni 1925 roku
zwrocito si¢ do poety z oferta wydrukowania nowego wigkszego utworu*®. Wtedy
wtasnie Jesienin zdecydowat si¢ opublikowaé Czarnego czlowieka, lecz zamiast
aprobaty wydawniczej spotkatl si¢ ze wstrzemig¢zliwoscia niejednego edytora, tak
bardzo bowiem zaproponowana przez niego rzecz szokowata i nie pasowata do
ustalonego wizerunku poetyckiego tworcy. Nie gwarantowata takze sukcesu fi-
nansowego, raczej oczywistego w przypadku drukowania popularnych lirykow
riazanskiego chtopcat!. O swoich problemach ze znalezieniem wydawcy rozma-
wiat Jesienin takze z Asiejewem w 1925 roku i brak pozytywnej reakcji ze strony
redaktoréw musial poetg irytowac, zwtaszcza ze ich postawa kunktatorska trwata
stosunkowo dtugo. Wiadomo, ze Czarny cziowiek byt juz gotowy do druku rok
wczesniej, w 1924, o czym §wiadcza notatki zrobione r¢ka pisarza na drugiej stro-
nie oktadki makiety ksiazki Moskwa karczemna: ,I'oroButcs k neuaru: Ecenun
— «JI1o60Bp xynurana», «YopHslii yenoBek», «Ctpana Heroxses», «Poccusiae»
(c6opruK), «Muknamesckas (MoHOTpadus)»” 42,

Przychodza mi na mys$l stynne stowa Puszkina, antycypujacego dramatycz-
ny los artysty, ktory zapragnatby zmiany literackiego wizerunku i odwazylby si¢
przekroczy¢ percepcyjne tabu. W wierszu O Boze, nie daj mi zwariowac... 10syj-
ski wieszcz notuje z gorycza:

Lecz bieda w tym, ze przed wariatem
Jak przed straszliwym tredowatym
Drze¢ beda, wsadza w klatke,
Zakuja ghupka w cigzki tancuch

I zaczna, niczym psa w kagancu,
Przedrzeznia¢ cig prze kratke.

A w ciemna, smutng noc ustysze
Nie $wist stowika, tnacy cisze,

Nie szumne pie$ni lasow,

Lecz towarzyszy jek przewlekty,
Dozorcoéw nocnych grozby wsciekte
Brzek kajdan, zgrzyt zawiasow.43

40C. Ecenun, Yopuotii uenosex, Howiit Mup 1926, vol. 1, s. 5-9. Poemat ten opublikowaty nastgp-
nie inne gazety, np.: KpacHas razera. Beuepnuii Beinyck (Jleaunrpan) 1926, nr 23, wyd. z 26 stycznia,
s. 1-26, 103—110, 127-158; bakunckuii pabounii 1926, nr 25, wyd. z 29 stycznia.

4l Zdaniem S. i S. Kuniajewéw, poemat ten przestraszyt nie tylko redaktora naczelnego czaso-
pisma ,,HoBsiit Mup”, lecz takze innych, ktérym Jesienin proponowal swoj tekst. Kuniajewowie pisza:
,Hu oauH pexaktop npu xu3Hu EceHHHA He B3sUICS Hame4aTath 3Ty MooMy. OHa OTKPOBEHHO BCeX OT-
nyrusaja” (C. u C. Kynsessl, op. cit., s. 555).

42 Cyt. za: C. Ecennn, [onnoe cobpanue. .., s. 692.

43 A. Puszkin, O Boze, nie daj mi zwariowaé..., tham. J. Tuwim, w: idem, Poezje, Warszawa 1979,
s. 164-165.
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Zapytajmy retorycznie: czy mozna twierdzi¢, ze tekstu tego nie znatl Jesienin,
rozkochany w lirze Puszkina, stale z nim rywalizujacy o dominacj¢ w literaturze
rosyjskiej?** Niewykluczone, ze Puszkin byt dla niego Mozartem poezji, niedo-
$cignionym geniuszem, sam za$§ uwazal si¢ chyba bardziej za doskonalego rze-
mieslnika, niczym Salieri. By¢ moze do konca nie wierzyl w swodj autentyczny
talent i ogromne jeszcze mozliwo$ci tworcze, nie byl pewny mocy juz zdobytej
pozycji®?. Zycie dowiodto, ze niepotrzebnie si¢ lgkal o stawe i miejsce w panteo-
nie rosyjskich poetow.

Wydaje sig, ze listopad 1925 roku byl w biografii Jesienina miesigcem szcze-
g6lnym, przelomowym nie tylko w sferze zycia prywatnego, petnego napig¢ w sto-
sunkach z Sofia i wymiarem sprawiedliwosci, lecz przede wszystkim w dziedzinie
literackiej. W listopadzie w poecie dojrzewaja ostatecznie wczesniejsze wewngtrz-
ne decyzje o pokazaniu §wiatu innego oblicza twoércy, cztowieka, dla ktorego poe-
zja stanowi w zyciu doczesnym warto$¢ najwyzsza i ktora dzigki swej magicznej
mocy stowa potrafi mowi¢ prawde¢ o §wiecie. Zwazywszy, ze Jesieninowi wypad-
to zy¢ i1 tworzy¢ w czasach czerwonego terroru, kiedy mozliwos$¢ otwartego mo-
wienia o wypaczeniach, jakich dopuszczali si¢ rzadzacy bolszewicy, rownata sig
praktycznie zeru, misja poezji jako nauczycielki i sgdziego nabierata szczegdlnego
znaczenia?®. Zawsze tez oznaczala ogromne niebezpieczenstwo dla tego, kto sie

odwazyl krytykowaé publicznie radziecka wladze. Smier¢ za ,,ideologiczne bluz-

nierstwo” nie omijata nawet §miatkéw o $wiatowej stawie; nawet — Jesienina*’.

44 Jesienin doskonale znal i rozumial tworczosé oraz zyciorys Puszkina. Rywalizowal z nim na
niwie tworczej przez cate zycie, prowadzac ukryty dialog z jego bohaterami i tematami. Dopatrywat si¢
w zestawieniu wlasnego imienia i imienia odojcowskiego z imieniem i imieniem odojcowskim Puszkina
swego rodzaju zwierciadlanego znaku — Siergiej Aleksandrowicz i Aleksandr Siergiejewicz — jako cechy
formalnej w sposob mistyczny wiazacej ich losy. W Komentarzu do dziet wszystkich poety czytamy:
,.Kak m3BectHo, Ecenun «c oco0bM mpexinonenneM oTHocuics k Ilymxumy» [...]. C roneix met Ece-
HUH IOPEKpPacHO 3HaN mpou3BedeHHs IIymKWHA M HepeunTHIBAI MX HAa HPOTSHKCHHH BCeH KU3HH [...].
B.A. Manyiinos, koropslii BcTpedancs ¢ Ecenunbm B 1921-1922 u 1924-1925 rr., Bcnomunan: «Ece-
uHuH no6un Ilymkuna Gonblre Bcex IMOITOB B MHpe. [ He TOIBKO €T0 I033UI0, IPO3Yy, ApaMaTyprHIo,
oH Jro6un [lymkuHa-yenoBeka. DTO ObLI caMblil CBETIbBIH, caMblil Joporoi ero uaeam» [...]. Ilo cioBam
W.B. I'pysunoBa, Ecenun «urpan B [lymkunay, moapaxain eMy fgaxe BHemHe. 1923 r.: «EceHuH B mym-
KHHCKOM HCIIAHCKOM IItamie, B muauaape. Urpaer B [lymxuna. «...» HempepsiBHO pasroBapuBaeM. Bmoin-
royioca: o cnase, o [lymkune»” (C. Ecenun, [lonnoe cobpanue..., s. 697).

45 Ludmita Zankowska pisze: ,,«deproro uenosexa» untan Ecennn B [lome meuatu. M cpemu ciy-
mateneil Ob11 [TacTepHak. 1 xorjga 3aKOHYHI OH YHTaTh «UepHOTro 4eIoBeKay — 3TO TPOM OBAIUH U Iep-
BBIM BbIpBaiics [lactepHak u kpuuan: «Mouapt, Mouapt». Ecenun — Mouapt” (zob. [online] <http://
//www.esenin.ru/forum>, dostgp: 10.09.2010. Zob. takze: JI.B. 3ankoBckas, ,, borvuioe uoumces Ha pac-
cmosnvu...”. C. Ecenun, B. Masaxoeckuii u b. Ilacmepnax, MocksBa 2005. I o Jesieninie w szerszym
kontekscie: JI.B. 3ankoBckas, Hoguiii Ecenun: dcusnb u meopuecmseo nosma 0e3 Kynwop u udeono2uu,
MockBa 1997; JI.B. 3ankoBckasi, Ecenun 6 KoHmekcme pycckoii aumepamypol 20-x 20006 XX eeka,
Mocxksa 2002.

46 Zob. np. Rosja XX wiek. Od utopii komunistycznej do rzeczywistosci globalistycznej, red. J. Zoto-
towskij, Krakow 2004.

47 Przekonuje o tym takze ksiazka Eduarda Chlystalowa, ktorej autor rejestruje trzynascie spraw
karnych, jakie toczyly si¢ przeciwko Sergiuszowi Jesieninowi. Sprawg nr 5 z 15 wrze$nia 1923 r. ozna-
czyt Chtystatow jako [eno Ne 5, Yepnwiii uenogex”. Czytamy tam m.in.: ,,ECeHUH NpsIMO TOBOPHUT O TOM,
YTO Y HETO «BBIIIEN KPYIHBIH Pa3roBOp ¢ OXHUM IOCETHTENEM, KOTOPHIH TTy00Ko 00HIeN ero Apy3eii».
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W 1987 roku, w mowie noblowskiej, Josif Brodski, autor majacy za soba
przebogate i nieprzyjemne do$wiadczenia w kontaktach z wtadza radziecka, kon-
statowat:

Ilo xpaiiHe#t Mepe, 10 TeX MOP MOKa rOCYIapCTBO MO3BOJIsAET cebe BMENIMBATLCS B Jeia
JUTEPATypPHl, JUTEpPATypa UMEET MPABO BMEIIUBATHCS B jela rocyaapcta. [lonmutuuec-
Kast cucteMa, opma OOIIECTBEHHOTO YCTPOUWCTBA, KaK BCSIKas CHCTeMa BOOOIIE, €CTh, MO
ompeeeHI0, (opMa MPONISANIETO BPEMEHH, MBITAIONIAACA HABI3aTh Ce0s HACTOSIIEMY
(a 3avacTyro u OyayIIeMy), ¥ YEIOBEK, Ubs MPOPECCUs A3BIK, — MOCICIHUN, KTO MOXKET
[103BOJIMTEL cebe 1m03a0bITh 00 TOM. IOAIHMHHOM 0MACHOCTHIO JJIS MHCATENS ABJISETCS
He TOJIbKO BO3MOKHOCTH (4ACTO PeaJIbHOCTH) NMpPecae0BaAHUIi CO CTOPOHBI TOCyAapc-
TBa, CKOJbKO BO3MOKHOCTh OKa3aThCHl 3arHNMHOTH3WPOBAHHBIM €ro, rocylaapcTna,
MOHCTPYO3HBIMH HJIM MPEeTEPNEBAIINMH U3MEeHEHUs K JIyYllIeMy — HO BCeriaa Bpe-
MEHHBIMH — 04epTAHUAMH S,

Stycha¢ w tej mowie wyraznie ostrzezenie przed zagrozeniem, jakie czyha na
wybitnego tworcg w totalitarnym panstwie. Pozostanie wiernym samemu sobie
wymaga bowiem od pisarza ogromnej silty woli i ludzkiej odwagi. Cena za obrong
nadziei na mozliwo$¢ zachowania tworczej niezaleznosci, jak dowodza zyciorysy
wielu tragicznie zmartych autorow, jest niekiedy doprawdy wysoka.

O nowej jakosci swej poetyki Jesienin niechg¢tnie rozprawial, nie znajdowat
bowiem szerokiego zrozumienia dla niej i petnej akceptacji wsrod najblizszych
i przyjaciol. Poeta po raz kolejny znalazt si¢ migdzy Scylla a Charybda: ze wzglg-
doéw ekonomicznych (utrzymanie rodziny i krewnych) nalezatoby dalej tworzy¢
rzeczy mite uchu, $wiadczace o doskonalym opanowaniu rzemiosta literackiego,
a ze wzgledow artystycznych, z szacunku do poezji i samego siebie jako poety
przez duze ,,P” trzeba bylo zadba¢ o wizerunek cztowieka, ktéremu nie sa obo-
jetne losy $wiata, ktory pragnie pozosta¢ na zawsze w $wiadomosci czytelniczej
jako ten, kto stworzyl wielowymiarowy tekst, oddalajacy grozbg umystowej uni-
fikacji fundowanej stopniowo, lecz konsekwentnie, przez krzepnacy system totali-
tarny 1 umacnianej przez retoryke wiecowej demagogii. Uwzgledniajac to, tatwiej
jest pojac, dlaczego niektore osoby spotykajace si¢ z Jesieninem w ciagu ostatnich
miesigcy jego zycia zauwazaly demonstracyjnie lekcewazacy stosunek poety do
jego utwordw lirycznych, ktore powstaly w 1925 roku*®. Nie dostrzegatly one wy-
raznego momentu granicznego w rozwoju tworcy, ktory poszukiwal gwattownie
nowego sposobu autoprezentacji, poszukiwat — mowiac jezykiem strukturalistow
—nowej tre$ci i nowej formy. Kuniajewowie zauwazaja:

Opnako yuyHamsupaTensb T. JIcoHTbeB He BBISICHSAET, B 4éM ObLIa MPHYMHA CKAaHAANAa H KTO TaKOH ITOT
HEeM3BECTHBII «uepHblii yeaoBek»”. Tym samym Chtystatlow wskazuje na zatopienie wyrazenia ,,czarny
cztowiek” w kulturze rosyjskiej i jego negatywna konotacjg. Zob. 3. Xusictanos, /3 yeonosusix den Cep-
2es Ecenuna, Mocksa 2006, s. 59.

48 Zob. np. Hocugh Bpodckuii. Hobenescras nexyus, [online] <http://lib.ru/BRODSKIJ/lect.txt>, do-
stgp: 10.09.2010. Zob. takze: J. Brodski, Przemowienie noblowskie, thum. A. Mietkowski, w: Reszty nie
trzeba. Rozmowy z Josifem Brodskim, zebrat i oprac. J. Illg, Katowice 1993.

49 Zob. np. C. u C. Kyusiessl, op. cit., s. 549.
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Jlis Hero yxe He CyIIECTBOBAJIO TalH IMOATHYECKOTO TBOPUECTBA, H, KAa3aJI0Ch, OH MOJ0-
1eJ K HEKOeMYy NMpeaey B CBOeM TBOPYECKOM Pa3BUTHM U B CMYIIEHHH OCTAHOBHJI-
cs1 mepea HUM. PaboTa yxe He TOCTaBIsUIa eMy IpeXHEeH pajoCcTH, MPONAaJIo omylieHne
nmodenbl, MTOCTUTHYTOW TMOCIE TSDKEIOTO MPEOJOJICHHS] COMPOTUBICHUS MOITHYCCKOTO
Marepuana. [...] UeMm Tsokellee CTOsia Mepe] HUM TBOpPYECKas 3ajada, TeM C OOJBIIUM
BIOXHOBEHHEM OH peinai ee. OumymeHue 1uckoM¢opTa BO3ZHUKIO TOTAA, KOIJAa 3TO-
T0 YIOBJICTBOPEHHUS HE CTajo, KOTJa Jake W30MThIC BHIPAXKEHUS MPHOOPENH MO MepoM
MacTepa CBOIl MEepBO3AaHHBIN CMBICI, BCe MOITHYECKHE TOPU3OHTHI Ka3aJMCh JOCTHT-
HYTBIMH. [IoTOMY-TO OH M JymaJl HayaTh MOBECTh MJM POMaH, MEpeias Ha Mpo3y, pac-

CUUTBIBAJI NIPEOAOJIETH HOBBIU Iopor, BHOBb OLIYTUTL TY paJoCTb TBOp'-IeCKOf/i 1'[066[[1:1,

YTO NPUXOJUT MOCIE TAXKEIOTO HAIIPSAKECHHOTO prz[aso.

Tak wigc koncowy etap pracy nad Czarnym cziowiekiem stwarzal realne szanse
na powro6t do dawnej aktywnosci intelektualnej, ktorej towarzyszyty silne emocje
rywalizacji z materia stowna i nadzieja na wspigcie sig na kolejna poetycka wyzyng,
na jeszcze jeden pojedynek wygrany z samym soba. Rosyjscy autorzy podkreslaja:

CnMIIKOM MHOTO 3Ha4yuia oHa Juid EceHuHa, n OH ynmopHo padoran, miandys Kaxkiywo
cTpouKy. HacenkuH BCOMMHAJI, KaK ABaX/bl 3aCTaBaJI M03Ta B IUJIHHAPE H C TPOC-
ThIO Nepe/ 3epKaJIoM, ,,c HelepeaaBaeMoil, He4eJI0BeUeCKOH YCMELIKON pa3roBapuBaB-
UM C... OTPAXKECHHUEM HWJIM MOJ4Ya HaOJIOAaBIIMM 3a cO00il M Kak Obl MPHUCIYIINBAsCh
K cebe”. [...] 3To Oblia cBOEro pojia MOCTAHOBKA CHEKTAKJSA, y/Ke HAlleAero Bomio-
Ienue B TeKcTed !,

Przy okazji warto takze sprostowac i tg Sciezke wiedzy na temat recepcji Czar-
nego czlowieka, ktéra wskazuje na inny sposéb wprowadzania tego tekstu do
obiegu czytelniczego, anizeli podaja zrédta obiegowe, ulegajace stereotypowe-
mu mysleniu o ostatnich miesiacach zycia poety. A zatem jestem sktonny wierzy¢
bardziej relacji Sofii Totstoj-Jesienin, zgodnie z ktora poeta niechgtnie i jedynie
w odpowiednim towarzystwie decydowat si¢ na publiczna deklamacje swego
,»czarnego” utworu, niz przekazom podobnym do tego, ktory zawarli w ksiazce
o Jesieninie Kuniajewowie. W ich ocenie

Cam xe EceHUH 4HTaJ ee fGecuHCc/IeHHOe KOJINYECTBO Pa3 — MUCATEIAM, 103TaM, KakK-
JOMY BCTpPe4YHOMY M monepe4yHomy. CIOBHO XOTel OOBSCHUTH YTO-TO TJIaBHOE, CaMoOe
cyliecTBeHHOE B cebe camoM. 1 3Han: 3T0 — BCpHII/IHSZ.

Czy rzeczywiscie poeta narzucat si¢ z lektura swojego poematu nawet przy-
padkowym odbiorcom? Czy tworca tej miary co Puszkin upadiby az tak nisko, by
rzucaé perty przed przypadkiem napotykane wieprze?

Biorac pod uwage mnogo$¢ interpretacji oraz pseudointerpretacji Czarnego
cztowieka, chciatoby si¢ odczyta¢ ten tekst catkowicie eksperymentalnie, zapo-
minajac przynajmniej na chwilg o biografii jego nadawcy, przenoszac obserwacje
i ustalenia literaturoznawcze w wymiar uniwersalny, w ktérym konkretna chrono-
przestrzen tak naprawdg si¢ juz nie liczy. Nie liczy sig zycie prywatne Sergiusza

30 Tbidem.
31 Tbidem, s. 550.
52C. u C. Kynstessl, op. cit., s. 555.



128 Grzegorz Ojcewicz

Jesienina, jego prawdziwe i rzekome klopoty ze zdrowiem, uzaleznieniami, cho-
roba psychiczna, seksualnoscia, problemy z wydawcami, rodzina, przyjaciotmi’3.
Punkty odniesienia mozna by jeszcze dlugo mnozy¢, nigdy nie osiagajac zadowa-
lajacej ich liczby. Wiadomo jednak, ze interpretacje Czarnego cztowieka, ktore nie
byty w jakiej$ mierze nastawione na kierunek zyciorysowy, w momencie formuto-
wania uogolnienia zwykle si¢ zatamywaly, uswiadamiajac przekornie interpreta-
torowi, ze ma przed soba §wietny utwor literacki, korespondujacy mimo wszystko
w naturalny sposob z osobniczym doswiadczeniem jego autora.

Proponowane tutaj eksperymentalne odczytanie Czarnego cztowieka ma by¢
zatem swego rodzaju proba podejs$cia do tekstu bez wyraznej pamigci o biografii
jego nadawcy, usitowaniem zobaczenia utworu w jego czystej postaci, zmierze-
niem si¢ z materig starannie poetycko uporzadkowana, nacechowana historia,
obrazowoscia i nadmiarem tadu. Podkreslam, bgdziemy mie¢ do czynienia z eks-
perymentem, a z eksperymentem, jak powiada Edward Balcerzan, si¢ nie polemi-
zuje: ,,eksperyment si¢ sprawdza, weryfikuje, testuje — w drodze ku petniejszemu

poznaniu realno$ci”>?.
YopHulil Lte/loselfcss
Zwrotka | Komentarz

1. Apyr Moii, npyr Moii, Podwdjny apel do stuchacza nie ma na celu podkre-
2. 51 oueHb ¥ OYCHB OOJICH. Slenia stopnia poufalosci z bohaterem lirycznym, ale
3. Cam He 3Ha10, OTKYyJIA B3sJIaCh | raczej upewnienie sie, ze rozpoczety monolog znalazi
3Ta 60IIb. punkt odniesienia. Bohater liryczny nie utozsamia stow
4. To v BeTEp CBHCTHUT A ouenv u ouenv 6onen ze stanem choroby w rozu-
5. Hag mycThIM 1 6€31101HBIM mieniu potocznym, ale w znaczeniu szerszym, jako
oJIeM, z brakiem zdrowia, czyli brakiem stanu dynamicznej
6. To b, Kak poury B CeHTIOps, | rownowagi fizjologicznej, szerzej — brakiem stanu nor-
7. OchIlTaeT MO3TH AJIKOTOJIb. malnosci; brak ten wlasnie jest nienormalnosciq. Jesli
napiszemy, ze zrodlem ,,choroby” bohatera lirycznego
staje si¢ zatem Swiadomos¢ nienormalnosci rzeczywi-
stoSci, w jakiej wypadto mu zy¢é i funkcjonowaé, tym sa-
mym odstqpimy od proby interpretacji czystej, albowiem

53 Podobnie przeciez, tj. bez pamigci o prawdziwych albo rzekomych cechach osobowosciowych
Aleksandra Puszkina, o ktorych dowiadujemy si¢ z kontrowersyjnego utworu majacego by¢ dziennikiem
intymnym pisarza, analizuje sig¢ tworczos$¢ tego najwybitniejszego poety Rosji. Zob. np. JI. JTlumutpos,
Deo, anvmep-ezo, On-ecun. Paccyscoenuss o Taiinvix 3anuckax A.C. I[Iywkuna, Studia Rossica 2006,
nr XVIL, s. 47-53; G. Ojcewicz, Tajne notatki z lat 1836—1837 Aleksandra Puszkina jako postmoderni-
styczna mistyfikacja, Acta Polono-Ruthenica 2008, t. XIII, s. 111-121. Zob. takze wydana w Sankt Pe-
tersburgu audioksiazka Tauineie 3anucku 1836—1837 20006 A.C. IIywkuna, ktora czyta Michait Armalin-
ski, sprawca calego zamieszania wokot puszkinowskiej mistyfikacji: [online] <mipco.com/win/DiskTZ.
html>, dostgp: 10.09.2010.

54 Takie stanowisko wobec eksperymentu zajal Edward Balcerzan, oceniajac Przeklad totalny Pee-
tera Toropa. Zob. E. Balcerzan, Stowo wstepne (Przektad totalny, czyli o potedze hiperboli), w: P. Rico-
eur, P. Torop, O tlumaczeniu, przekt. T. Swoboda, S. Ulaszek, red. serii B. Zytko, Gdansk 2008, s. 29.

55 Numeracjg werséw wprowadzam w celach analitycznych. C. Ecennn, Yopuwiii uenosex, w: Cep-
eeti Ecenun, MockBa 1958, s. 290-294. Stara pisownia z ,,0” po ,,cz” w stowie wopnuiii wywoluje natych-
miast graficzng asocjacjg ze stowem wopm, pisanym w czasach poety roéwniez przez ,,0”.
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w poemacie Jesienina nie ma zadnego jednoznacz-
nego sygnatu mowiqcego o tym, zZe bohater liryczny
egzystuje w rzeczywistosci sowieckiej. Przyrodnicze
atrybuty ,,choroby”, jak Swist wiatru hulajqcego po
opustoszatym i bezludnym polu czy alkohol-listowie,
kierujq uwage ku zewnetrzu czltowieka, sugerujqc, ze
zrodet nienormalnosci nalezy szukaé¢ poza bohaterem
lirycznym, na zewnqtrz, na przyktad w jego otoczeniu.
A przeciez przyroda, czyli zewnetrze, stanowi jednq z na-
Jistotniejszych cech idiolektu Jesienina, fundament jego
artystycznego Swiata. Fakt ten ponownie sprowadza
nas ku poetyce tworcy i oddala od interpretacji czystej.

Zwrotka 11

Komentarz

11

. l'onosa mos MameT ymamu,
. Kak kpelpsiMu nruna.

10.
. MastuuThb GOJIbIIIE HEBMOYb.
12.
13.
14.
15.
16.
17.

Ei Ha mee Horu

YopHbIil YesloBex,

YopHblil, YOPHBIH,

YopHbIi 4enoBek

Ha xpoBatp KO MHE caguTcs,
YopHbIi 4enoBek

Cmath He JAeT MHE BCIO HOYb.

Glowa machajqca uszami, jak ptak skrzydlami, a przy
tym nienaturalnie wyciqgnieta, informuje o nadludz-
kich wysitkach zwiqzanych z podejmowaniem przez bo-
hatera lirycznego wielu prob w celu zorientowania sie
w tym, co dzieje si¢ dookola niego. Bohater liryczny
trzykrotnie (jak zaklecie) powtarza, jakby nie dowie-
rzajqc wlasnym oczom, zZe to nikt inny, tylko czarny
czlowiek przybliza sie ku niemu i zajmuje jedno z naj-
bardziej intymnych miejsc dla cztowieka — tozko symbo-
lizujqce miejsce, w ktorym dochodzi do dawania zZycia
i na ktérym ludzie oddajq ostatnie tchnienie. Czarny
czlowiek nie jest gosciem oczekiwanym, ale znanym
bohaterowi lirycznemu, poniewaz zostaje natychmiast
przezen rozpoznany. W wyglqdzie zewnetrznym niepro-
szonego goscia zostaje wyeksponowana barwa czarna:
kontrastujqca z bielq dnia i odcinajqca sie od dnia, gdy
nastaje noc. Czarny czlowiek nie pyta o zgode na od-
wiedziny, zachowuje sie jak ktos z pozycji silniejszego
i pozwalajqcego sobie na poufatosé. Siada bowiem na
t0zku, a nie, jak by sie nalezato spodziewaé, przy stole.

Zwrotka 111

Komentarz

18

20

24.

25.
26.

. HopHblil yesnoBek
19.

Bonut nansuem no mep3koi
KHHUTE

. W, ruycaBs Ha10 MHOM,
21.
22.
23.

Kak mag ycommmum MoHax,
Unraer MHE XU3Hb
Kaxoro-to npoxsocra

" 3a0yIObITH,

Haronss na mymry Tocky
H CTpax.

YHopHBIil Yen0BEK
YopHblii, 4OpHBIii!

Czarny czlowiek dysponuje nieprzyjemnymi informa-
cjami, sporzqdzonymi wedtug okreslonego klucza, na
przyktad chronologicznego, na wlasny uzytek. Zawiera
je ksiega symbolizujqca materialnos¢ naszych ziem-
skich poczynan, tworzqca specyficzny rejestr dobrych
i zlych uczynkow. Gos¢ nie przyszedl po to, by pro-
wadzi¢ dialog z gospodarzem, lecz po to, by mowiqc
przez nos, a wigc niewyraznie, szerzej — nieczysto,
zastraszy¢ go, dajgqc mu do zrozumienia, ze cale jego
zycie jest pod kontrolq, a wyniki inwigilacji znajdujq
sie wlasnie w przyniesionej i otwartej ksiedze. Bohater
liryczny nie utozsamia sie z biografia, ktorq przytacza
nocny gosé, dostrzega w niej roznice miedzy swoim
zyciorysem a jakiejs innej osoby. To dla czytelnika
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sygnat o konsekwencjach ponoszonych nie za wlasne
grzechy. Czarny czlowiek daleki jest od zartow. Z su-
rowosciq mnicha odczytuje kolejne wersy, sugerujqc,
jak bedzie wygladal , akt oskarzenia” przedstawiony
bohaterowi lirycznemu. Ten zas, pod wplywem szoku-
jacych informacji, nie ma na razie sily, by sprzeciwié¢
sie gosSciowi i przerwal nieprzyjemny monolog. Jest
w stanie tylko wypowiedziel, a raczej powtorzy¢, swoje
pierwsze wrazenia: jedno dotyczqce wygladu cztowie-
ka, a drugie — jego oceny moralnej.

Zwrotka IV

Komentarz

217.
28.
29.

30.
31.
32.
33.
34.

,Clymai, cayman, —
Bopmouer oH MHe,-

B xHHre MHOTO
MpeKpacHEeNIINX
Mpicnieit U MIaHoB.
DTOT 4eI0BEK
IIpoxuBan B cTpaHe
CaMbIX OTBpPaTHTENbHbIX
I'pomun u mapaaraHos.

Nieoczekiwany gosS¢ wykorzystuje swojq przewa-
ge: chociaz przyszedt nieproszony, nie mogt nie byé
wpuszczony do domu obywatela. Zachowat sie zatem
jak urzednik panstwowy lub osoba, ktéora korzysta
z przywileju urzednika panstwowego. Apeluje do go-
spodarza-ofiary, kazqc mu jedynie stuchacé tego, co ma
do powiedzenia, nie pozwalajqc na jakgkolwiek weryfi-
kacje zapisow w obrzydliwej ksiedze. Jesli teraz skon-
statujemy, Ze pod zapisami mogty sie znajdowac na
przyktad dane o tajnych wspotpracownikach czarnego
cztowieka, opierajqcego swoje oskarzenie na ich prze-
kazach, najprawdopodobniej w ogdle nie weryfikowa-
nych, ponownie oddalimy sie od interpretacji czystej.
Pokusa jednak takiej konstatacji jest olbrzymia. Czar-
ny czlowiek nie mowi czysto, dobitnie artykutujqc sto-
wa, lecz mamrocze pod nosem, ujawniajqc koleje zycia
osoby, ktorq ma na mysli. Czy to jednak on ocenia rze-
czywistos¢, w jakiej wypadto egzystowac bohaterowi li-
terackiemu, nazywajqc jq krainq najobrzydliwszych po-
gromcow-burzycieli i szarlatanow, czy raczej sobowtor
bohatera lirycznego? Wydaje sie, ze oceng te formuluje
jednak bohater liryczny, a nie czarny czlowiek, ktory
jako etatowy pracownik tajnych stuzb OGPU Smiertel-
nie by sie bat w ten sposob mysle¢ o swoich pracodaw-
cach. Ale w planie analizy czystej otrzymujemy sygnat
o mozliwosci pogodzenia skrajnosci: piekne idee i pla-
ny koegzystujq z podiosciq mistyfikatoréw, oszustow,
zdolnych wprowadzié¢ w blqd ,, chore” spoteczenstwo.

Zwrotka V

Komentarz

35
36
37
38
39
40
41

. B nekabpe B Toit cTpane

. CHer 10 IpsABOJA YHCT,

. 1 meTenu 3aBomsT

. Becensle mpsnku.

. BpL1 4enmoBek TOT aBaHTIOPUCT,
. Ho camoii BeicOKO#

. U nyumeit mapku.

Grudzien, ze wzgledu na okres spoczynku przyrody,
a wiec martwy okres, moze symbolizowa¢ czas, w kto-
rym aktywnos¢ natury, tutaj — aktywnosé i wolnosé
tworcza — zostaje wyraznie ograniczona. Jesli przyj-
miemy, ze z diablem kojarzy sie automatycznie barwa
czarna, wowczas powstaje oksymoron zawarty w po-
rownaniu CHez 00 Ovsgona yucm. Przyrode wypelnia
zawodzenie zamieci, potegujqce niepokoj i strach. Nie-
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proszony gos¢ ujawnia fragmenty biografii niezwyktego
cztowieka, podkreslajqc w jego Zyciorysie zamilowanie
do przygod.

Zwrotka VI

Komentarz

42.
43.
44.
45.
46.
47.
48.
49.

BeLT 0H H3sMIIEH,

K Tomy x monTt,

XO0Th ¢ HEOOJIBIIONH,
Ho yxBarucroii cuioto,
U kakyro-To XKCHIIUHY,
Copoka C JIMIIHUM JIET,

HasbiBan ckBepHO# 1eBOYKOM

U cBOCIO MHIIOIO.

Czarny czlowiek kontynuuje , inwentaryzacje” cech
poety, majqcq na celu zasugerowanie zbieznosci od-
czytywanej biografii z biografiq stuchacza. Gos¢ wspo-
mina o Zyciu intymnym inwigilowanego, a nawet ujaw-
nia szczegoly komunikacyjne, czyli to, w jaki sposob
przedstawiany w ksiedze poeta zwracal sie do starszej
od siebie kobiety. Nagromadzenie detali ma za zadanie
przytloczyé stuchacza, zniecheci¢ go do wykazania ja-
kiejkolwiek inicjatywy obronnej.

Wers 49 miat dwie redakcje. W redakcji pierwszej autor
postuzyt si¢ alternatywna koncowka narzgdnika, piszac

/1 cBoeii Munoio”, a w redakcji drugiej tekst przyjat t¢
samg postac, co w druku: ,,U cBoero MuI010”".

Zwrotka VII

Komentarz

50.
51.
52.
53.

54.
55.
56.
57.

CuacTbe, — TOBOPHUI OH, —

EcTb 10BKOCTB yMa U pyK.

Bce nenoskue nyumn
3a HecyacTHBIX Bcerna
U3BECTHBI.

DTO HUYETO,

YT0 MHOTO MyK
IIpunocsaT nsnomanusie
N xuBbI€ )KECTHI.

By uwiarygodnié¢ swoje informacje, czarny czlowiek
., cytuje” nawet poglady poety, ktorego Zyciorys ma za-
pisany w ksiedze. W ten sposob zostajq przemycone us-
tami goscia pewne prawdy natury ogolniejszej o Zyciu,
w ktorym jest obecna obtuda jako Zrodio wewnetrznego
cierpienia.

Zwrotka VIII

Komentarz

58.
59.
60.
61.
62.

63.

B rpos3sl, B Oypw,

B xuteiickylo CTBIHB,
IIpu TsoxensIX yTparax
U korna Tebe rpycTHO,
Kazarbcs ynp169uBBIM
M IPOCTBIM —

CamMmoe BBICIIEE B MUpE
HCKYCCTBO”.

Czarny cziowiek mowi teraz o rozdwojeniu Swiata
— potrzebie i koniecznosci maskowania swoich uczué
i reakcji, jakie niesie ze sobq Zycie, a ono nie szczedzi
ekstremalnych doswiadczen. GoS¢ nazywa udawanie
najwyzszq w Swiecie sztukq. Odstania preferencje mo-
ralne swiata, z ktorego pochodzi.

Zwrotka IX

Komentarz

64.
65.
66.
67.
68.
69.
70.
71.

,2JopHblil yenoBek!

Tsl HE cMeelb 3TOro!
Tol Bexb He Ha cityx0e
JKuBerib B0O10a30BOM.
UTto MHE J10 )KU3HHU
CkaHJalbHOTO M03TA.
IToxanyiicta, npyrum
Yuraii u paccka3piBaii’.

Stuchacz gwattownie reaguje, gdy goS¢ przekracza
granice przyzwoitoSci: czarny czlowiek nie ma przeciez
moralnego prawa, by ujawniaé przed obcq osobq naj-
skrytsze mysli drugiego cztowieka, poety, by pouczaé
go i krytykowaé, skoro sam zachowuje sie niegodziwie.
Bohater liryczny przerywa monolog goscia, protestuje
przed poznawaniem kolejnych szczegotow z zZycia skan-
dalisty-poety, daje do zrozumienia obcemu, zZe nie chce
dalej uczestniczy¢ w poznawaniu cudzego zZyciorysu.
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Zwrotka X

Komentarz

72.
73.
74.
75.
76.
77.
78.
79.

YopHslii yenoBek

I'nsaput Ha MeHs B ynop.

1 rmaza nokpsiBatoTcs
TonmyGoit 61eBOTOMA,-
CI0BHO XO4YET CKa3aTh MHE,
Yro 51 XKyIUK U BOD,

Tax GeccTBIIHO U HATIIO
OO0OKpaBIIHA KOTO-TO.

Teraz bohater liryczny przedstawia reakcje goscia na
swoje stowa. Szczery sprzeciw, obrona prawdy, po-
woduje natychmiastowe przeobrazenie sie czarnego
cztowieka. Jego fizyczna brzydota jest tylko znakiem
brzydoty wewnetrznej. Gdy w rozmowie brakuje argu-
mentow, najlatwiej jest siegnqc¢ po ustalony repertuar
niszczqcych osobe stow i nazwac stuchacza na przyktad
kretaczem i zlodziejem.

Wersy 72-73 miaty dwie redakcje. W redakcji pierw-
szej wygladaty one nastepujaco:

72. YopHbIi 4elloBeK

73. I'AouT Ha MEHS M BOT

W redakcji II: jak w wersji ostateczne;j.

Zwrotka X1
(ostatecznie usunigta przez autora)

Komentarz

Jpyr Moii, 1pyr MoH,

41 3Har0, 4TO 3TO Oper.

Bons npoiiger,

Bpen noracuer, 3a0yaeTcs.

Ho nuie Tonbko oT Mecsina
Bpr3HeT cepeOpsiHblit cBeT,
MHe apyroe cUHeEeT,

Jpyroe B TyMaHe MHE YyIUTCSI.

Opuszczajqc ostatecznie te zwrotke, autor zrezygno-
wat z okreslonych tresci. Ponowiony podwajny apel do
stuchacza miat by¢ moze przekazaé mysl o bolu, ktory
predzej czy pozniej minie. Jesli bolem tym miataby sie
sta¢ postawa konformistyczna, oznaczataby ona zgu-
be dla tworcy. Nie jest przy tym powiedziane, Ze to, co
przyniostaby ze sobq kolejna mgta-zmiana, okazatoby
sie lepsze od tej rzeczywistosci, ktora juz byta.

Zwrotka XII

Komentarz

80. Ipyr moii, Ipyr Mo#,

81. 51 ouens u o4eHb OONEH.

82. Cam He 3HaI0, OTKyJa B3sJI1aCh
3Ta 00Ib.

To 1u BeTep CBUCTUT

Hag nmycTeiM 1 6e3T100HBIM
moJieM,

To np, Kax poury B CEHTIOPB,
OchImaeT MO3TH aJIKOTOJIb.

83.
84.

85.
86.

Przywolanie strofki-refrenu w niezmienionej postaci
petni funkcje ekspresywnq. To kolejne przypomnienie
o potrzebie wstuchania sie w stowa bohatera liryczne-
go i przygotowanie stuchacza do drugiego spotkania
z natarczywym i niechcianym gosciem. Tekst poprzedza
ponowne pojawienie sie czarnego czlowieka.

Zwrotka XIII

Komentarz

87.
88.
89.
90.
91.
92.

Hous Mopo3nas.

Tux noxoii nepexpecTka.

Sl onuH y OKolIKa,

Hu rocts, Hu apyra He x1y.
Bces paBHuHA nokpbiTa
Coinyueil 1 MArkoi
H3BECTKOM,

W nepeBbs, kak BCaJHUKH,
Cpbexalluch B HAIlIEM Caly.

93.
94.

Nowa odstona. Przyroda jest jeszcze bardziej surowa,
jej chiod moze symbolizowaé paralelny stan ducho-
wy bohatera lirycznego. SkrzyzZowanie (nepexpécmox)
rowniez urasta do rangi symbolu, bedqcego fragmen-
tem topiki klasycznej, czyli drogi. Skrzyzowanie jest
punktem granicznym, w ktorym bohater liryczny bedzie
usiat podjqé dziatanie, a by¢ moze i Zyciowq decyzje.
Decyzje te dojrzewajq w ciszy i samotnosci: bohater
liryczny nie oczekuje odwiedzin ani przyjaciela, ani
goscia. Dokonujqc tego podziatu, daje nam do zrozu-
mienia, Ze gos¢ nie nalezy do kregu przyjaciol. Przyro-
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da jest tutaj ttem pozwalajqcym bohaterowi lirycznemu
na jeszcze glebsze odczuwanie wlasnej sytuacji, ona
jest przy nim zwtaszcza wtedy, gdy jego dusza-rownina
rejestruje wyrzuty sumienia, uosobione przez drzewa-
jezdzcow. Ogrod to kraj, w ktorym toczy sie Zycie wy-
petnione zimowymi atrybutami.

Zwrotka XIII miata dwie redakcje.

W redakcji [ wersy 91-94 wygladaty nastgpujaco:

91. Best [nepeBHs Ha] paBHUHA MOKPBITA

92. Ceimryueit M MSTKOH N3BECTKO,

93. U Kak BCaJHUKH CheXaJuch

94. 516;10HM B HalIeM cany

W redakeji II wersy 91-94 miaty tg¢ sama postac, jak
w wersji ostatecznej. Autor zrezygnowal z konkrety-
zacji i jablonie zastapil rzeczownikiem rodzajowym
»JIEPEBBSA”.

Zwrotka XIV

Komentarz

95. T'me-To miauet Placz nocnego ptaka tradycyjnie lqczy sie z zapowie-
96. Hounas 31m0BeIas nTuia. dziq nieszczeScia, z wieszczeniem zla. To on wspolgra
97. JlepeBsHHbBIC BCaJHUKH ze stukotem konskich kopyt, jak waleniem przestraszo-
98. CeroT KOTBITIIMBBINA CTYK. nego serca, czyli niepokojem wewnetrznym bohatera li-
99. BOoT onaTh 3TOT YOPHBIH rycznego, ktory przeczuwa zblizanie si¢ nieproszonego
100. Ha kpecyio Mmoe caaurcs, goscia. I dusza bohatera lirycznego sie nie myli: intruz
101. [IpunogHsAB CBOU HUTUHAD zjawia si¢ ponownie. Jego elegancki stroj jest tylko
102. 1 oTKHHYB HEOPEIKHO elementem gry, maskq, pod ktorq kryje sie pewna sita,
CIOPTYK. pozwalajqca na ingerowanie o dowolnej porze dnia
w prywatnq sfere poety-obywatela.
Zwrotka XIV miata dwie redakcje. W redakcji I wersy
95-96 wygladaly nastgpujaco:
95. I'me-To niauet
96. Hounas 3B
W redakcji II wersy 95-96 miaty t¢ sama postac, jak
W wersji ostatecznej.
Zwrotka XV Komentarz
103. ,,Cnymrai, cnymaii! — Gos¢ po raz kolejny apeluje do stuchacza. Tym razem
104. Xpunut oH, CMOTpPsI MHE jego glos jest jeszcze bardziej niewyrazny i nieuprzejmy
B JIUIIO, pod wplywem, by¢ moze, poniesionej podczas pierwszej
105. Cam Bce Omnxe wizyty oczywistej porazki. Dlatego obcy zmniejsza dy-
106. U Griuke KIOHHUTCS.— stans fizyczny w stosunku do twarzy bohatera lirycz-
107. A He Bunen, 4Tod KTO-HUOYIL | nego, co mozna rowniez odczytaé jako probe jeszcze
108. U3 nomienos mocniejszego ataku na prywatnq, najintymniejszq sfe-
109. Tak HEHYXHO U INIyIIO re zycia wewnetrznego gospodarza. Niewykluczone,
110. Ctpanan 6eccoHHUIIEH. Ze gosS¢ uzyje tym razem jeszcze mocniejszych . argu-

mentow”, aby zmiazdzy¢ opor bohatera lirycznego.
Dlatego nie stroni on od poréwnania gospodarza do
nikczemnika, ktory nie cierpi na bezsennosé, a wiec Spi
w sensie szerszym, gospodarz natomiast jako dotkniety
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bezsennosciq nie Spi, a zatem rejestruje wszystko to,
czego doswiadcza na jawie, Zyjac w kraju szubrawcow.
Zwrotka XV miala trzy redakcje. W redakcji I poszcze-
gblne wersy wygladaty nastgpujaco:

103. C no0poii HoOYblO!

104. Xpunur oH, BOp4a Ha MeHH,

105. Cam Bce Onmke U OHKE KIOHUTCS.

106. JaJjiexko emé HaM 10 NPUX0JA JHA.

W redakcji II:

103. C no6poii HoubIO!

104. Xpunut oH, BOpYa HA MeHS,

105. Cam Bce Omrke u OIMKe KIOHUTCS.
106. 3naro s1, ThI OOMIIBCS UAYLIETO THS.
107. Cao[BHO?].

W redakcji I1I:

103. ,,Cnymaii, caymait! —

104. Xpunut oH, CMOTPSA MHe B JHIIO,

105. Cam Bce Onmmke U OIMKe KIIOHUTCS.—

106. 51 He Buzen, 4T0O KTO-HUOYIb U3 MOMJICLIOB

107. Tak [mackyaHO| HEHY:KHO M IJIyNO cTpajaj dec-
COHHHUI.

Jak wida¢, poeta ostatecznie zdecydowatl si¢ na wariant
przypominajacy najbardziej wersj¢ trzecia, usuwajac
z niej przystowek [mackyano]. Nie znamy powodow,
dla ktorych Jesienin podjal taka wlasnie decyzjg. By¢
moze pragnat bardziej zaszyfrowac swdj tekst, posze-
rzy¢ jego pole interpretacyjne, co pierwotne warian-
ty, rzeczywiscie, jednak uszczuplaly. Ostaniaty one
tez ludzkie obawy podmiotu lirycznego co do jakos$ci
przysztosci: zarowno $wiadomo$¢ odlegtosci dzielacej
owczesna Rosje od §wietlanego dnia (redakcja I), jak
i obawy zwiazane z nadchodzacymi dniami (redakcja II)
dawatyby przeciwnikom poety bron do re¢ki, z ktorej
wrogowie autora z pewnoS$cia by skorzystali, oskarza-
jac go nawet o podzeganie do kontrrewolucji.

Warto przy okazji zwrdci¢ uwage na pewien szczegot
zawarty w zdaniu ,,XpHUIHUT OH, BOpYa Ha MeHs”. Imie-
stow przystowkowy ,,Bopua” wskazuje obrazowo na za-
chowanie wlasciwe takze psu. A jesli tak, to wezesniej-
sze wersy 66 1 67: ,,Tel Benb He Ha cinyx0Oe / XKusemn
BOZOJa30BOI” nabieraja wlasciwego znaczenia: tu nie
chodzi o jakiekolwiek czynno$ci wykonywane przez
nurka, lecz o to, jak si¢ zachowuje pies, ktéory war-
czy; tutaj warczy nowofundlandczyk, czyli wodolaz.
A psie odniesienia do agentdw stuzb specjalnych miatly
1 maja swoja tradycje. Niewykluczone zatem, ze autor
poematu mial na mysli agentow OGPU, piszac te strof-
ke, lecz — obawiajac si¢ ewentualnych konsekwencji
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zwiazanych z nadinterpretacja tego fragmentu tekstu
— zrezygnowal ostatecznie z wczes$niejszej redakcji.

Zwrotka XVI

Komentarz

111.
112.
113.
114.

115.
116.
117.
118.

AX, I0J0XUM, omuoCcs!

Benp HbIlHUE nyHAa.

YTo x€ HyXKHO euie
Hanoennomy npemoit
MUPHKY?

MoKeT, C TOJICTBIMHU JISDKKaMHU
TaifHo mpuzer ,,0Ha”,

W TB1 Oymemws yuTaTh

CBOIO 10XJTYI0 TOMHYIO
JTUPUKY?

Nocny gos¢ to specjalista od manipulacji. Zaktada nie-
szczerze, ze sie by¢ moze myli w swoich ocenach, przy-
pisujqc wine za swoje bledy nie sobie samemu, szerzej
ludziom mu podobnym, lecz przenoszqc jq na przyro-
de, pelnie ksiezyca. Peinia odstania kraj pogrqzony
w nocnym uspieniu — metaforycznym wyrazie otuma-
nionego spoteczenstwa przez tych, ktorych reprezentu-
je obcy. Chcialoby si¢ powiedzieé, ze ,,Ona” nie musi
by¢ fizycznq kobietq o tlustych biodrach, lecz sperso-
nifikowanq Nadziejq, ktora pozwala poecie tworzyé
i wierzy¢é w sens jego artystycznej misji. Ale tekst do-
starcza dowodow, ze ,,Ona’ to ironiczne odniesienie
do muzy poety, co znajduje potwierdzenie w epitetach
oceniajqcych liryke, jak ,,0oxnaa” i ,,momnasn”. Nega-
tywna ocena tworczosci, ktorq wystawia gos¢, bierze
sie z jego swiadomosci, Ze w stowie poetyckim kryje
sie ogromna moc, zdolna otwieraé czytelnikom oczy na
prawdziwe oblicze rzeczywistosci.

Zwrotka XVI miala trzy redakcje. W redakcji I po-
szczegdlne wersy wygladaty nastgpujaco:

112. Benp HbIHYE JyHa

113. 910 Maxe BbI CAMH CTHIIOHKAMM CJIABHTE.

W redakcji I1:

112. Benb HbIHYE BOBCIO JIyHA

113. DTo0 gaxke BbI CAMH CTHIIOHKAMH CJABHTe.
114. [Boiorcsi]| JIbloTest yapbl.

W redakcji I11:

112. Benp HbIHYE JIyHA.

113. Yro e HYXHO ellle HAIOEHHOMY APEMON MUPHUKY.
Autor ponownie preferuje wariant trzeci, przeno-
si punkt cigzkosci z charakterystyki poety, o ktorym
méwi czarny czlowiek, na rzecz obrazu us$pionego
swiata. W redakcji II uspienie to ukazywato swe zrod-
to: lejace sig na §wiat czary-uroki.

Z kolei wersy 116-118 miaty cztery redakcje. W re-
dakcji I:

116. Hpin4ye npuger k Bam ,,OHa”

117. XA ponnas

W redakcji II:

116. Taiino npuner ,,Ona”

117. A BBl OyaeTe NbAHO YUTATH CBOIO [10<Xx.1y10>]
118. [ea<akyio>] A10XJyI0 JHPHUKY.

W redakcji I1I:

116. Taiino npuner ,,Ona”
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117. A BbI Oyaere TOMHO
118. UuTaTh CBOIO 10XJIYIO JHPHUKY.
W redakcji IV: jak w wersji ostatecznej.
Modyfikacje autora szty w kierunku wyeksponowania
samego faktu zjawienia si¢ tajemniczej nieznajomej
1 programu przebywania z nig ograniczonego do obco-
wania ze stowem poetyckim. Bez wzgledu na negatyw-
ny stosunek czarnego cztowieka do tworczosci poety,
ktorego ma na mysli, wyraznie zaznacza si¢ pokrewien-
stwo migdzy tworca a nieznajoma, moze Muza. Swiat
poezji nie stanowi warto$ci uniwersalnej dla czarnego
cztowieka.
Zwrotka XVII Komentarz
119. Ax, mo6iro st T03TOB! Nocny gosé¢ swoim wyznaniem o mitosci, ktorq jakoby
120. 3a6aBHBIi HapO/I. zywi do poetow, rozpoczyna kolejny etap gry stownej
121. B HUX Bcerna HaxoxXy s z gospodarzem. Charakteryzuje i ocenia poetow, aby
122. Ucrtopuro, cepaiy zdeprecjonowac ich trud przez przywotanie niemoral-
3HAKOMYI0,— nych upodoban niektorych tworcow, ziemskich cieles-
123. Kak npbIliaBoii KypcUCTKE nych zqdz stawianych ponad inne, na przyktad ogolno-
124. ITMHHOBOJIOCKIH ypoJ spoleczne, czytaj — rewolucyjne, cele.
125. ToBopuT 0 Mupax, Zwrotka XVII miata cztery redakcje. W redakcji I po-
126. ITos1oBOi HCTEKAst HCTOMOIO.

szczegolne wersy wygladaty nastgpujaco:
119. Ax, nro6mto s mo3ToB! UX HEKHYI0 TPYCTh.
120. A 1106110 MX CTUXHU

W redakcji II:

119. Ax, nro6mto s mosToB! 3a0aBHEIN HapoOI.

120. [Tak npUHATO MOACAYIIATH]

121. [Tak npuMHATO YUTA<TH>]

122. Tak npuHATO

123. Kak npsljaBoi KypcUCTKe JTMHHOBOJOCHIN ypos,

W redakcji I1I:

119. Ax, 106110 5 M03TOB. 3a0aBHBII HApOZ.

120. B HEX Bcerna HaxoXy

121. 5 ucropuro, cepaiy 3HaKOMYIO,

122. Kak npbImaBoii KypCUCTKE JMHHOBOJIOCHIH ypoJ,
124. [Takoii n]

125. lynas rpyab, PO TOCKY FOBOPUT MHPOBYIO.

W redakcji [V:

119. Ax, m106m10 5 M03TOB. 3a0aBHBII HApOZ.

120. B HuX Bcerna HaxoxXy s

121. UcTopwuto, cepAiy 3HAKOMYIO,

122. Kak npblmaBoil KypCHCTKE JJMHHOBOJIOCHIH ypoJ,
124. ToBopur [0 a106BM] 0 Mupax,

125. TTonoBoit UCTEKast HCTOMOIO.

I ponownie ostatnia, czwarta redakcja staje si¢ podstawa
wersji ostatecznej zwrotki. Autor przywraca jej wigksza
ekspresj¢ przez wykrzyknienie w wersie 119. Rozbija
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wersy na mniejsze i je dynamizuje. Rezygnuje z po-
dawania zrodet wiedzy, opartych na ogdlnikach: [Tak
npuHATO noacaymars] / [Tak npunsaTo yuTa<rn>|.

Zwrotka XVIII Komentarz
127. He 3Hat0, HE TOMHIO, Nocny gos$¢ czyni zastrzezenie: nie wie lub nie pamie-
128. B ogHowm cere, ta wszystkich szczegolow z zZyciorysu ,, ofiary”, nie jest
129. Moxer, B Kanyre, pewny zZrédita swoich informacji, lecz to wcale nie prze-
130. A moxer, B Ps3ann, szkadza mu w realizacji zadania, z ktorym przyszedt do
131. 2)Kun manpauk gospodarza, i referowaniu wybiorczych fragmentow
132. B npocToii KpecThIHCKOH biografii pewnego poety, ktora ma byé rzekomo jego
cembe, wlasnq biografiq.
133. XenroBosnocerid, Zwrotka XVIII miata trzy redakcje. W redakcji I wersy
134. C ronyObIMHu IIa3aMH... 131-132 wygladaty nastgpujaco:
131. XKun manpumk
132. B mpocToii KpecThbsIHCKOH ceMbe
W redakcji I1:
131. 2XKui roHoma
132. B kpecTbsIHCKOJi IPOCTOIi ceMbe
W redakcji I11:
131. 2XKun [ronoma] Maapuuk
132. B npocToii KpecTbAHCKOM ceMbe.
Ostatecznie, jak wida¢, autor powrdcit do szyku z re-
dakcji pierwszej i wybrat rzeczownik ,,manpuuk” za-
miast ,,foHoma”, ,wydluzajac” tym samym biografig
bohatera lirycznego.
Zwrotka XIX Komentarz
135. 1 BOT cTan OH B3pOCIHBIM, Jak wczeSniej, nocny gos¢ ponownie nawiqzuje do in-
136. K Tomy x mosT, tymnych fragmentow biografii pewnego poety, ktory
137. XoTb ¢ HEOOBIIOH, zwiqzal sie ze starszq od siebie kobietq, dajqc do zro-
138. Ho yxBarucroii cuioio, zumienia stuchaczowi, ze zna jeszcze inne, by¢ moze
139. 1 xaky10-TO KCHIIHUHY, kompromitujqce epizody z Zycia gospodarza, o ktorym
140. Copoxa ¢ THIIHUM JET, rzekomo mowi.
141. Ha3eiBan ckBepHoii neBoukoir | W wersji czystopisowej wersy 135-142, czyli zwrotka
142. 1 cBoero Mmiio”. XIX, zostaly wykreslone.
Zwrotka XX Komentarz
143. ,Hopuslit yenosex! 1 tak jak poprzednio, w tym samym momencie, gdy mo-
144. Tl IpeCcKBEPHBIN TOCTb. nolog nieproszonego goscia dotyka sfery intymnej czto-
145. DTa cnaBa gaBHO wieka, szerzej — tego, co nie powinno by¢ przedmiotem
146. [Ipo Tebs pazHocuTCs”. oceny czynionej przez kogos o moralnosci tajdaka,
147. 51 B36emnieH, pa3bsipeH, bohater liryczny protestuje, gdyz zostaje przekroczona
148. U neTuT MOsi TPOCTH granica przyzwoitosci. WezeSniej wystarczyt gwattow-
149. [Ipsimo k Mop1e ero, ny stowny sprzeciw, aby zakohczyé wizyte czarnego
150. B mepenocwunmy... czltowieka, teraz oprocz stow ma jeszcze miejsce sym-

boliczny gest: stan wscieklosci stuchacza to symptom
szczerosci uczuc, ktore powodujq, ze gospodarz ude-
rza czarnego czlowieka laskq w nasade nosa. Gdyby
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czarny czlowiek byl realny, mozna byloby si¢ wowczas
spodziewac rownie rzeczywistych skutkow uderzenia:
Smierci albo powaznego zranienia goscia.

Zwrotka XX miata pig¢ redakcji. W redakcji I wersy
143-144 wygladaty nastgpujaco:

143. YopHBIil yenoBeK.

144. Te1 npocTo

W redakcji I1:
143. YopHbIil yenoBeK.
144. Tel He cMeelIb TAK

W redakcji III: jak w wersji ostateczne;.

W redakcji I'V:

143. YopHblil 4ellOBEK.

144. Tpl He cMeelIb TAK

Natomiast wersy 145-146 przyjmowaty ponizsze po-
stacie. W redakcji I:

145. Buauumb TPpOCTh

W redakcji II:

145. 1 netut Most TPOCTH

W redakcji I1I:

145. Tloka 3Ta ciaBa

W redakcji [V:

145. EcTb npeaeJ, Koraa myTKa ¢ 00M10ii CHOCUT

W redakcji V:

145. Dra cnaBa JaBHO PO TeOsI pa3sHOCUTCS

Z kolei wersy 148—150 wygladaty nastepujaco:

148. 1 netut Most TpOCTh

150. [IIpsiMo K MOp/ie ero B mepeHocuny|.

150. [IIp] IIpsiMo k Mope ero B NnepeHoCcHIy.
Ponownie obserwujemy zwigkszenie sity wyrazu przez
wykrzyknienie w wersie 143 oraz zdynamizowanie
wiersza przez przenoszenie cze¢sci wersu do linijki
nizej.

Zwrotka XXI (?7)

Komentarz

Niewykluczone, ze pominigta strofa wyjasniata znaki
zapytania, ktore zrodzity si¢ podczas lektury poprzed-
niej zwrotki. Na pewno jej brak graficznie potwierdza
nieobecnos¢ okreslonych tresci, ktére tamia swego
rodzaju ciag narracyjny zarysowany w drugiej cze$ci
poematu (od strofki XI). W XXI zwrotce mogto teore-
tycznie wydarzy¢ si¢ wszystko. Co si¢ wydarzyto, nie
wiemy.

Zwrotka XXII

Komentarz

151. ...Mecsu ymep,

152. CuneeT B OKOLIKO pPacCBeT.

153. AX TbI, HOYB!

Strofa ta moze by¢ bezposredniq kontynuacjq przeka-
zu zawartego w zwrotce XX, ale rownie dobrze moze
byé swego rodzaju pointq calosci. Rozpoczynajqc te
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154. Yto THI, HOYB, HaKOBepKaja?
155. 41 B uunuHApe CTOMO.

156. Hukoro co MHO# HET.

157. 4 onuH...

158. 1 paszburoe 3epkaio...

strofe, podmiot liryczny ponownie wprowadza element
przyrodniczy: po grudniu i mroznej ksiezycowej nocy
nastaje Swit, pora, ktora symbolicznie odstania to, co
kryja mroki nocy. Obserwujemy zatem konsekwencje
kompozycyjnq zastosowanq w analizowanym poemacie.
Switanie, a nastepnie dzier jako czas prawdy obnaza-
ja skutki tego, co sie wydarzylo w nocy — urastajqcej
do symbolu zta i czasu, w ktorym pojawiajq sie i ,,pra-
cujq” czarni ludzie. Nie jest przy tym pewne, czy za
pierwszym i drugim razem byt to ten sam przedstawi-
ciel kraju szubrawcow: by¢ moze za pierwszym razem
mniej doswiadczony ,,agent” dokonywal rozpoznania
stanu duszy i umystu gospodarza, a za drugim — na sku-
tek poniesionej przez pierwszego wystannika porazki
— zjawil sie inny, bardziej elokwentny, reprezentant
Swiata, z ktorym nie utozsamiat sie bohater liryczny.
Zbliza sie kulminacja: bohater liryczny staje przed lu-
strem w stroju, w jakim odwiedzil go ostatnio niepro-
szony gosé, w cylindrze na glowie, sprawdzajqc, jak
by wygladat on sam, gdyby upodobnit sie do czarnego
cztowieka. Thukqc lustro, dowodzi, ze nie akceptuje sie-
bie w nowej roli, roli nikczemnika.

Weryfikacja samego siebie, swej wewnetrznej uczciwo-
Sci, odbywa sie w samotnosci, tylko ona bowiem gwa-
rantuje wydanie najuczciwszego werdyktu. Gospodarz
jest sam, przed nim rozbite lustro — symbol odrzucenia
wartosci, ktore reprezentowal sobq czarny czlowiek,
odrzucenia zta, odrzucenia postawy konformistycznej.
Bohater liryczny zwyciezyt w pojedynku ze ztem, z nie-
godziwoSciq szubrawcow.

Zwrotka XXII miata dwie redakcje. W redakcji I wers
151 wygladat nastgpujaco:

151. Mecsn ymep. CuHeeT paccBer

W redakcji II:
151. Mecsn ymep. CHHEET B OKOIIKO PaccBET

W wariancie ostatecznym autor nie dokonywat zasadni-
czych zmian, niemniej sg one obecne. Stowa w wersie
151 poprzedza wielokropek, wprowadzajacy pewna za-
dume nad tym, co sig stalo, a takze ,,wydluzajacy” nie-
jako narracje lub taczacy to, co zostato przemilczane
w zwrotce XXI. Uscislit tez poeta miejsce, ktore Swiad-
czy o obserwowaniu rodzacego si¢ $witu, wstawiajac
w zdaniu okolicznik B okomko.

* Poprawek w czystopisie dokonat sam Sergiusz Jesienin. Tu i dalej wyrdzniam thustym dru-
kiem miejsca, ktore ulegly zmianom w autorskim czystopisie i brudnopisie w trakcie pracy

nad ostateczng wersja tekstu.
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Nietrudno dostrzec, ze przed ustaleniem ostatecznej wersji poematu Jesienin do-
konywal w nim zmian zaréwno wersyfikacyjnych, jak i znaczeniowo-stylistycznych.
Na dwadziescia jeden zwrotek budujacych ten tekst modyfikacje sa obecne w pra-
wie potowie z nich, poprawki objely bowiem nastepujace strofki: VI, X, XIV-XX.
Reszta zwrotek pozostata bez autorskich przeksztatcen, a wigc musialy by¢ one
juz wezesniej wyszlifowane, przed 13 listopada 1925 roku. Brak zmian w okreslo-
nym zakresie moze $§wiadczy¢ rowniez o tym, ze praca nad poematem trwata przez
dtuzszy czas, stwarzajac autorowi wiele dogodnych okazji do mistrzowskiego do-
pracowania koncowej postaci swojego utworu.

Przeanalizujmy jeszcze Czarnego cztowieka pod katem statystycznym, wska-
zujac na te jednostki tekstu, ktére odznaczaja si¢ najwyzsza frekwencja, a w kon-
sekwencji — gromadza w sobie najwigkszy cigzar semantyczny. Czy wyodregbnione
w toku zmudnych operacji sktadowe, tutaj ograniczone do trzech czgsci mowy,
jak rzeczownik, przymiotnik i czasownik, potwierdzaja przedstawiona wczesniej
interpretacje utworu? Pamigtajmy, ze w badaniach statystycznych na szczegdlnag
uwage zastuguja elementy powtarzajace si¢, ktore implikuja szczegodlne znaczenia
przypisywane im przez autora. Idac dalej tym tropem warto przywotaé mysl, ze
W poezji nic nie dzieje si¢ przypadkowo, a zatem jesli ktorys$ sktadnik tekstu zo-
staje powtorzony, to nie jest on obojetny nie tylko dla samego nadawcy, lecz takze
nie powinien by¢ w zalozeniu tegoz nadawcy obojetny dla odbiorcy. W przetoze-
niu na wymiar liczbowy: kazdy element strukturalny wiersza, majacy frekwencje
wyzsza od 1, musiat by¢ powtorzony. Pomigdzy sktadowymi utworu o frekwencji 2
i jednostkami zajmujacymi pierwsze miejsce w rankingu frekwencyjnym odnajdu-
jemy nickiedy dos¢ istotng odlegtos¢. Odlegtosci te sa z reguty mniejsze w teks-
tach poetyckich w porownaniu z tekstami prozatorskimi.

Przyjrzyjmy si¢ najpierw najaktywniejszym czg¢Sciom mowy (tabela 1).
Utworzmy nastegpnie krggi tematyczne sposrod najaktywniejszych jednostek tekstu
(tabela 2). Wskazmy jeszcze na jednostki kluczowe dla tekstu, opierajac si¢ wy-
lacznie na danych statystycznych (tabela 3). Nie sposob, oczywiscie, przeanali-
zowaé w tak krotkim artykule wszystkich elementéw tekstu zaliczonych do jego
najaktywniejszych jednostek. Warto wszakze zwroci¢ chociazby uwage na jeden
z nich, a mianowicie na kolor czarny. Jest on bezsprzecznie jedna z najwazniej-
szych czgs$ci dominanty kompozycyjnej analizowanego poematu. Jesli uswiadomi-
my sobie fakt, ze barwa ta wystgpuje stosunkowo rzadko w tworczosci Jesienina,
tym bardziej wzro$nie jej znaczenie, zwlaszcza ze przymiotnik ,,uopHbiii” znalazt
si¢ w pozycji uprzywilejowanej w stosunku do koloru konkurencyjnego, tj. przy-
miotnika ,,romy60ii”: frekwencja adiektywu ,,uopusiii” wyniosta 13, a adiektywu
,romy6oii” — 2. Racje maja zatem ci badacze, na przyklad Tatiana Sawczenko,
ktorzy twierdza, Zze ,uepHBIi HBET [...] AJIS HETO BCeTla KOHUEHTPHPOBAII
B ce0e Bce Mpa4yHOe, YPOAJIUBOE, 3JI0€ [, 9epHasi TOPCTh” — ,, 5 TOCIETHUN TTOAT
nepeBHU...”, 1920; ,uyepHas xkyTh’ — , Xynuran”, 1919; ,uyepHas xa6a” — ,MHue
ocramachk ogHa 3abasa...”, 1923; ,4yepHasi rudenan”’ — ,Mup TaWHCTBCHHBIN, MUD
MoH npeBHUH...”, 1921; ,,uepnas ayxa” — ,,CTopoHa Jb THI MOS, CTOpoHa...”, 1921;
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Tabela 1
Najaktywniejsze czg$ci mowy
Najaktywniejsze Najaktywniejsze Najaktywniejsze
rzeczowniki przymiotniki czasowniki
1. yenoBek, 10 1. yepHbIii, 13 1. caymars, 4
2. apyr, 5 2. 0onbHOIA, 2 2. ObITH, 3
3. HOYD, 4 3. BBICOKHH, 2 3. 3HaTh, 3
4. nosr, 4 4. rony6oii, 2 4. Moub, 3
5. anKorous, 2 5. TAIIHHH, 2 5. ynrarnp, 3
6. 60JIb, 2 6. HEOOIBIION, 2 6. B3ATBCH, 2
7. Betep, 2 7. Oe3JIoHBIH, 2 7. TOBOPUTH, 2
8. BcagHUK, 2 8. mpocroii, 2 8. XKuTh, 2
9. rnas, 2 9. mycToi, 2 9. Ha3wIBATh, 2
10. rox, 2 10. ckBepHbIii, 2 10. oceimars, 2
11. rocts, 2 11. yxBaTHCTBIH, 2 11. cagutses, 2
12. neBouka, 2 12. cBucteTs, 2
13. oyma, 2

14. xeHmuHa, 2
15. xu3up, 2
16. xHura, 2
17. munas, 2
18. mos3r, 2

19. oxorko, 2
20. moune, 2

21. nTuna, 2
22. ceHTA0pS, 2
23. cuna, 2

24. cTpaHna, 2
25. nqunuHnp, 2

2

»uepHasi gopora” — ,Buxy con. [opora uepnas...’
YyepHble OPOBM HacONWI~ B OJJHOMMEHHOM CTUXOTBOpeHHH, 1923]

Czy jednostki kluczowe dla Czarnego cziowieka potwierdzaja teze o utwo-
rze Jesienina jako tekscie o pojedynku dobra ze ztem? Da sig, oczywiscie, nawet
z tego wyabstrahowanego zestawu wyrazow wyprowadzi¢ kazda mysl, ktora be-
dzie ostatecznie niczym innym, jak tylko subiektywna interpretacja piszace-
go. Lecz sprobujmy mimo wszystko wykorzystaé reprezentatywne statystycznie
stownictwo podczas tworzenia wizji walki dobra ze ztem. W tym ujgciu jednostki
kluczowe zarysowuja pewna plaszczyzng~areng: uczestnikami walki beda ludzie
(uenosex, opye, noam), do boju dojdzie najprawdopodobniej noca (nouwb, uépnuiii)
i bedzie w nim zaangazowana sensoryka: organy zdolne odbiera¢ przede wszyst-
kim wrazenia dzwigckowe (ciywams). By¢ moze podczas batalii dobra ze ztem
wiedza potaczy si¢ z moca, by przesadzi¢ o pozytywnym wyniku walki.

, 1925; meradopa ,,Beuep
»56

56 C. Ecennn, [Tonnoe cobpanue..., s. 687.
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Tabela 2
Kregi tematyczne najaktywniejszych jednostek tekstu
Najaktywniejsze Najaktywniejsze Najaktywniejsze
rzeczowniki przymiotniki czasowniki
Postacie ludzkie Barwa Sensoryka
YeJIoBeK, APYT, MOIT, 4epHBIN, Toy0oi CJIyIIaTh, YNTATh, TOBOPUTH,
BCaJHUK, TOCTb, JI€BOYKa, Stan psychofizyczny CBHCTETh
JKSHIIITHA, MUJIast 60bHOMI Egzystencja
Zwierzeta Wielkos¢é OBITH, )KUTh
MTULA BBICOKHI, HEOOIBIION

Przyroda i pory roku
HOYb, BETEp, 1OJIE, TOI,
CEHTAOPh

Napoje

AJIKOTOJIh

Stan psychofizyczny
6015

Czesci ciala

a3, Mo3r

Rzeczowniki abstrakcyjne
JylIa, )KU3Hb, CHJIIA,
cTpaHa

Rzeczowniki konkretne
KHHUTA, OKOLIKO, [IMITHHD

Ocena

JIMIIHUM, TPOCTOH,
CKBEpHBIN, YXBaTUCTHIN
Otoczenie
Oe3IMIONHBIHN, TyCTOH

Kompetencje

3HaTh, MOYb

Dzialanie

B3STHCS, HA3bIBaTh, OCHINATh,
CaJuThCA

Tabela 3
Jednostki kluczowe dla tekstu
Rzeczowniki Przymiotniki Czasowniki
yesnoBek, 10 4yepHbIl, 13 ciaymars, 4
JpyT, 5 OBITh, 3
HOYb, 4 3HATh, 3
mooT, 4 MOYb, 3
YHUTAaTh, 3

Jak widaé, takze na tej analizie Czarnego czlowieka, dazacej z zatozenia do
zilustrowania granic wzglednie czystej interpretacji tekstu, odbita si¢ subiektywna
matryca samego interpretatora, jego swiat i indywidualne rozumienie dzieta. Ina-
czej po prostu by¢ nie moze, skoro interpretator jest wypadkowa kultury. Wydaje
sig, ze wszelkie usitowania stworzenia absolutnie czystej interpretacji nalezy ra-
czej traktowac¢ w kategoriach eksploratorskiej fikcji, swego rodzaju teoretycznego
kuriozum — intrygujacego i inspirujacego, lecz zawsze bezwzglednie prowadzace-
go do $mierci autora, stajacego si¢ ofiara wtasnej idei.

Wszelkie porownywanie Czarnego czltowieka z dzietami literatury powszechne;j,
z arcydzietami i ich autorami, jest jak najbardziej uprawnione i pozadane. Miesci
si¢ przy tym w paradygmacie intertekstualnego dialogu kultur, zajmujac w nim
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odrgbne miejsce wsrod tych tekstow, ktore uciekaja si¢ do poetyki sobowtorow
oraz zjaw, a takze aktywnosci sit nieziemskich w egzystencji cztowieka. Poemat
Sergiusza Jesienina jest kolejna zindywidualizowana wieloznaczng i symboliczna
odstona fragmentu prawdy o §wiecie i o nas samych, fragmentem brutalnym, ale
za to do bolu szczerym. A szczeros¢ wypowiedzi stanowi wérod doczesnych miar
warto$¢ uniwersalna.

Summary

Sergei Yesenin’s Black Man as a Text about the Battle of the Good and the Evil.
Genesis. History. Interpretation

The article presents a new commentary to one of the most popular poems which still
evokes most controversy among interpreters — Black Man. To the author the poem is
a work of the universal matter embodying the eternal battle of the good and the evil in the
Bolshevik’s Russia where everyone kept vigilant watch on everyone. Proving this thesis not
only does he develop a detailed analysis but he also exposes sources of the text as well as
its complex editing paths that show the developing of Black Man up to the last version. The
accomplished statistic analysis of the poem the key words of which are “person” and “black”
demonstrates its universality and introduces Yesenin’s work into intercultural dialogue of
national literatures on permanent basis.
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Metaforyzacja w utworze poetyckim jest zjawiskiem szczegolnym. Uzywajac
metafor w zyciu codziennym!, cztowiek utatwia sobie postrzeganie, poznawanie,
wydawanie sadow. Metafory typu ,,jestem w kropce”, ,,rozmowa si¢ nie klei”,
»trudny orzech do zgryzienia” czy ,,odwracac¢ kota ogonem”, ze wzgledu na swoja
czytelna obrazowos$¢, stwarzaja mozliwos¢ jezykowej drogi na skroty w komuni-
kacji interpersonalnej. Poezja, bedaca funkcja innego niz codzienny jezyka, korzy-
sta z metaforyzacji na zasadzie kodowania i rozkodowywania komunikatu. Meta-
fory niecodzienne, czy tez jednorazowe, jak u Iwana Zdanowa,

MHe KaXeTcs, 4TO MIOTh MOsI — Yachl
Yyoi ayuiu, 3aTepsHHON B CTpaﬂaHbez,

1 G. Lakoff, M. Johnson, Metafory w naszym zyciu, Warszawa 1988.
2 Y. Knauos, Bo30yx u semep. Couunenus u pomozpagpuu, Mocksa 2006, s. 103.
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nie utatwiaja komunikacji autor — czytelnik, ale ja uatrakcyjniaja, sprawiaja, ze
mysl koncentruje si¢ niezwykle, a odbidr komunikatu oprocz jego tresci dostarcza
wrazen estetycznych.

Stosunki czasowo-przestrzenne w utworze poetyckim sa zawsze zmetaforyzo-
wane. Swiat przedstawiony sprowadzony do postaci minimalnej — postaci reflek-
sji, musi opiera¢ si¢ na metaforze. Bachtinowska czasoprzestrzen, znana jako czte-
rowymiarowy chronotop’, bezwzglednie taczyta czas z przestrzenia na zasadzie
wzajemnego warunkowania si¢, gdyz ,,Cechy czasu odstaniaja si¢ w przestrzeni,
za$ przestrzen znajduje w czasie swoj sens i miarg”*. Poetyka kognitywna, postu-
gujaca si¢ pojgciem przestrzeni mentalnych na okreslenie ,,poznawczego $ledzenia
bytéw, relacji i procesow™>, wyrdznia ich az cztery rodzaje — przestrzenie czaso-
we, przestrzenie przestrzenne, przestrzenie domeny i przestrzenie hipotetyczne®.

Autorka niniejszych rozwazan sprobuje odnalez¢ wymienione wyzej prze-
strzenie w wybranych wierszach dwoch poetek — Inny Lisnianskiej i Wistawy
Szymborskiej. Tworczo$¢ obu poetek charakteryzuje sie¢ gleboka syntetycznoscia
kulturowa, wyrazajaca si¢ w specyfice kodu jezykowego. Mimo wielu r6znic dzie-
lacych obie autorki, wérod ktorych za najistotniejsza uznaé wypada doswiadczenia
wyniesione z dziecinstwa (Inna Lisnianska urodzita si¢ i spgdzita mtodos¢ w $wie-
cie dwoch kultur), zadziwiajaco wiele je taczy. Wiek, nieskonczone studia wyz-
sze, skomplikowane zycie uczuciowe, niepoprawnos¢ ideologiczna, niepokornos¢
tworcza, indywidualizm i niepoddawanie si¢ modom nie mogty nie mie¢ wpty-
wu na ksztaltowanie si¢ $wiatopogladu, hierarchii warto$ci czy wzorcoéw este-
tycznych. Znajduje to odbicie w tematyce ich poezji, oscylujacej migdzy czasem
1 przestrzenia, migdzy tym, co ulotne i wieczne.

Sposrod wieloletniej tworczosci obu poetek skupimy si¢ na wierszach z ostat-
nich lat. Inna Lisnianska wydata w 2004 roku tomik wierszy Hepycanumckas
mempadw’, Wistawa Szymborska w 2009 roku tomik Tutaj®.

Hepycanumcras mempaos to, jak si¢ wydaje, szczegdlne doswiadczenie
w poetyckiej biografii Inny Lisnianskiej. Cata jej poezja jest wyjatkowo osobista,
ten cykl ma jednak specjalne biograficzne podloze. W 2003 roku zmart maz poet-
ki; bardzo przezywata ona tg stratg. W zmaganiach z bolem pomagata jej mieszka-
jaca w Jerozolimie corka, Elena Makarowa, ktérej cykl Hepycanumckas mempaos
zostat dedykowany. W uktadzie wierszy tworzacych ten cykl mozna zatem zauwa-
zy¢ pewna koncepcyjna prawidtowos¢. Podmiot liryczny cyklu, kobieta z trudem
budzaca si¢ do zycia po wielkiej osobistej stracie, znajduje si¢ w rzeczywistosci,
ktoéra catkowicie akceptuje, ale odbiera jako obca. Z jej punktu widzenia mamy

3 M. Bachtin, Problemy literatury i estetyki, przet. Wincenty Grajewski, Warszawa 1982.

4 Ibidem, s. 279.

5P. Stockwell, Poetyka kognitywna. Wprowadzenie, Krakow 2006, s. 136.

6 Ibidem, s. 136-137.

TW. Nucusuckas, U3 uepycarumcroii mempadu, cmuxu, Hossiii Mup 2004, Ne 10; eadem, Hepyca-
aumckas mempaos, Mocksa 2005.

8 W. Szymborska, Tutaj, Krakow 2009.
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do czynienia z trzema ré6znymi przestrzeniami mentalnymi — przestrzenia biblijna
o charakterze czasowym (biblijny obraz Ziemi Swietej), przestrzenia osobistego,
ale bytego zycia podmiotu (zycie w Rosji, ktéorego juz nie ma, bo nie ma zwigza-
nej z nim osoby) i rzeczywista przestrzenia Izraela (subiektywny obraz poznawa-
nego kraju). Punkt widzenia podmiotu taczy te trzy przestrzenie mentalne bedace
jego subiektywnymi projekcjami i w ten sposoéb powstaje jedna projekcja Ziemi
Swietej ,.tu i teraz”. Podmiot liryczny dysponuje ogromnym do$wiadczeniem oso-
bistym, wiedza i wyobraznia, a takze wrazliwoscia i zmystem estetycznym. Poda-
Zajac za nim, poznajemy powstaty — jako funkcja jego doswiadczen — subiektywny
obraz $wiata.

Cykl sktada sig¢ z ponad czterdziestu wierszy napisanych w lutym i marcu
2004 roku. W wierszu rozpoczynajacym go poznajemy podmiot liryczny jako nie-
zalezng 1 wolna osobg, ktora przezyta trudne zycie:

S Bpoae OBl U3 TEX CTapyXx,
Yeli BOJIBHBIN He 3ary0JieH ayX
Hwu nuneneiicTBOM, HU BUTHICTBOM.

Cynb0a, mpouynTaHHAs BCIYX,

MHe kaxeTrcs caMOyGHiicTBOM® .

Podmiot liryczny jest osoba rzeczowa, konkretna i zdecydowang. Jest to
istotne w momencie poruszania si¢ wsrod wielu ré6znych elementéw budujacych
przestrzenie mentalne. W wierszu [[ywa meos, noxkumysuias meno...] pojawia
si¢ projekcja oparta na wierze w zycie pozagrobowe. Jest to wlasnie przyklad na
doktadne i dostowne przeniknigcie sig¢ elementow przestrzeni realnej i fikcyjnej.
Tworza one razem hipotetyczna rzeczywisto$¢, w ktorej mozliwe jest kontaktowa-
nie si¢ z osobami zmartymi:

Jymra TBosI, TIOKHHYBINAs TEJIO,

B mycTeIHIO BCllen 3a MHOIO IIpuJieTena,
UTo65! eBpaIbCKyIO YBAIETH HOBB.
CMOTpH, KaK TOPHEIE aJIeI0T CKJIOHHI,

Hx crutomHsKOM MOKPBIJIX aHEMOHBI —

KamHeii Gu6nefickux mnaMeHHas kpob10,

Podmiot liryczny znajduje si¢ w centrum czasoprzestrzeni generowanej na ba-
zie przestrzeni realnej — miejsce, czas, roslinnos¢, tradycja odpowiadaja kryteriom
rzeczywistosci. Na takiej samej zasadzie, na jakiej pojawiaja si¢ w tej przestrzeni
obrazy anemonow jako mentalne reprezentacje prawdziwych kwiatow, pojawia si¢
dusza, ktoéra przyleciata za podmiotem. Pustynia, bgdaca metonimicznym okresle-
niem biblijnego $wiata, jest rownie prawdopodobna jak i dusza mentalna repre-
zentacja postrzeganej rzeczywistosci. W taki sposob hipotetyczna rzeczywistosc,
laczac na zasadzie prawdopodobienstwa rézne elementy réoznych przestrzeni men-
talnych, staje si¢ przestrzenia bazowa nowej projekcji.

9 W. Jlucusuckas, Hepycanumckas mempaow, s. 7.
10 Ibidem, s. 9.
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Na takiej samej zasadzie powstal wiersz [leped gempom-xamcunom evioai-
¢ nondeHv nozodcui..., w ktorym przestrzen mentalna wypelniaja wyobrazenia
i rzeczy. Punkt widzenia podmiotu czyni je jednakowo prawdopodobnymi. Maja
one rowniez znaczenie praktyczne — obrazujac rzeczy, podmiot oswaja rzeczy-
wisto§¢ przestrzeni. Regularno$¢ wiersza i prawdopodobienstwo projektowanej
przestrzeni narusza — powodujacy dysonans — dodany wers ,,I'1e TBI )xuB”, ktory,
rozbijajac jej jednosé czasowa, wprowadza korekte do percepcji czasoprzestrzeni
z punktu widzenia podmiotu.

Inna Lisnianska znajduje wiele sposobow, by podmiot liryczny podat w watpli-
wos$¢ $mier¢ ukochanej osoby. W wierszu Conem nawiazanie do Petrarki staje sig
metaforyczna podstawa do stworzenia analogicznej projekcji. Jej uciele$nienie to
listy stane do nieba i §wiadomo$¢ wzglednosci wszystkiego na swiecie (,,)Kuzap —
B LIBETY, J1a U CMepTh — B 1iBeTy”’). Podmiot liryczny, przechodzac z utworu do utwo-
ru, uczestniczy w podwdjnym procesie adaptacji. Z jednej strony jest to adaptowanie
percypowanej rzeczywistosci, z drugiej jest to adaptowanie si¢ podmiotu do istnie-
jacych warunkéw. ,,CBost cpen uyxux”!! mierzy sig¢ z obecnoscia ludzi moéwiacych
niezrozumiatym jezykiem (B kage), wspomnieniami (Iocmunuya «Muwkenom
llleananumy), wtasna staboscia (Hem nu oua, nu nokposa. M eoece pazsanen moui
ovim...). Z tego powodu projektowanie rzeczywistosci odbywa si¢ w pewnym sen-
sie na zamowienie. Podmiot manipuluje projekcjami w taki sposob, by eliminowac
to, co jest mu niemite. Dlatego projekcje przepetniaja kwitnace drzewa migdatowe,
czerwone anemony, maki, roze, jerzyki, przepiorki. Jest to zabieg Swiadomy:

Yro MHE MpaMOp PacKOMOK — JICTTHUHA KOJIOHH,
KynuaoHs! 1 nepOepsl pUMCKHX BPEMEH,

Ecnu ¢ TynocThio 1ayHa

IIpeanouty s H3 BceX 0003PUMBIX 4yec

Jaxe 31ech, 0] pa3iuB KOJOKOJIBHBIX Hebec,
Tonsko duopy u dayuy!2.

Podobnym manipulacjom podlega niepokojace Inn¢ Lisnianska zjawisko ter-
roryzmu. Poetka wielokrotnie tworzy projekcje z nim zwiazane (M3paunv. @es-
panv. Tennvito..., Luxaosl 36enam u yeemym yuxkiamensl..., Illpu senom nonycmu-
menvcmee Munepsul... 11in.), ale na szczegolna uwage zasluguje, naszym zdaniem,
wiersz booice, neyacmo Teoa nwirarowas xynuud..., w ktorym podmiot liryczny
rozmawia z Bogiem o religijnym podtozu konfliktow politycznych. Metafora krze-
wu gorejacego, pokoju uciekajacego z Egiptu i krzyzowanego w biegu Chrystusa
laczy przestrzenie kulturowe (Stary i Nowy Testament) i religijne (Swigta wojna),
ktorych spoiwem jest terror:

Bboxe, neyxto TBos npularomias KynuHa
B3priBamu 06epHyIack B pa3HbIX KOHIAX 3eMJIn?
Ha pa3znblit Mmanep TBouM BBIKpUKHBas UMEHA,

1 Thidem, s. 17.
12 Ibidem, s. 12.
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Hogsle BapBaphl ¢ HOBBIM 3aI1aJIOM IIPUIILTH —
Hery uu dpoHTa, HE ThITa: Be3je BoiiHal3.

Obraz swiata wykreowany w cyklu Hepycarumcrxas mempaos posiada jesz-
cze jedng istotna ceche. Poetka za posrednictwem podmiotu lirycznego wyraza
jego akceptacje. Rozpoczynajac tomik stowami ,,1 moxuBato >ku3Hb HaB3pbII /
B ponumoii nonymriie uckyccra”, konczy go ,,M3 4yxoro neiszaxa ¢ tpyaom /
Brixoxy, Oyaro B merctBe u3 ckasku’. Mentalna podrdz migdzy $wiatami fikcji
i rzeczywisto$cia, migdzy czasami i miejscami jest wlasciwoscia calej tworczosci
poetyckiej Inny Lisnianskie;j.

Wistawa Szymborska natomiast postuguje si¢ w swojej poezji jednolita czaso-
przestrzenia, ktora manipuluje w zaleznos$ci od potrzeb tematycznych utworu. Po-
lega to na akcentowaniu czasu lub przestrzeni przy do$¢ swobodnym poruszaniu
si¢ pomigdzy nimi. W tomiku 7utaj mamy do czynienia z czasoprzestrzenia jako
koncepcyjna catoscia, w ktorej poszczegolne wiersze maja odrgbne, odpowiednio
sprofilowane wlasne czasoprzestrzenie. Zwiazki czasoprzestrzenne w tym zbiorku
mozemy okresli¢ jako falowanie, w ktorym czas i miejsce, potaczone z soba, prze-
kazuja sobie nawzajem prowadzenie.

Cykl otwiera wiersz Tutaj. Wiersz i tomik o tym samym tytule sugeruja, ze do-
minuje w nich miejsce, a zaimek przystowny tutaj podpowiada, ze obok tutaj musi
by¢ jakie$ tam. Szymborska obrazuje mentalna ziemska czasoprzestrzen, w ktorej
tutaj staje si¢ synonimem ludzkiego wytwarzania. Cztowiek, bez wzgledu na ro-
dzaj wykonywanych czynnos$ci, zaangazowanie w nie i ich skutek, jest producen-
tem rzeczy, czyli wytworca kultury. Poetka stawia na rowni zwykle przedmioty,
takie jak krzesta, 1 niezwykte, takie jak skrzypce czy filizanki, obiekty budowlane
(zapory wodne) i uczucia (smutki). Mogloby si¢ wydawac, ze poetka ma prob-
lem z kategoryzacja. Jest to jednak §wiadomy wybodr polegajacy na sprecyzowaniu
punktu widzenia podmiotu lirycznego:

Nie wiem jak gdzie

ale tutaj na Ziemi jest sporo wszystkiego.

Tutaj wytwarza si¢ krzesta i smutki,

nozyczki, skrzypce, czulo$é, tranzystory,
zapory wodne, Zarty, filizanki!4.

Hipotetyczna rownolegla czasoprzestrzen jest swiatem mozliwym, istniejacym
poza tutaj. Poetka definiuje go stowami ,,jak gdzie”, ,,gdzie indziej”, ,,nigdzie” czy
,mato gdzie”, ale zawsze jest to okreslenie nieprecyzyjne. Szymborska zestawia te
dwie czasoprzestrzenie na zasadzie kontrastu. Mimo ze jedyna podstawa przestrzeni
fikcyjnej jest przestrzen rzeczywista, $wiat mozliwy jest anty$wiatem. Jego obrazo-
wanie polega na selektywnym matrycowaniu §wiata realnego, chociaz wybor jego
najistotniejszych cech z punktu widzenia podmiotu lirycznego (rozmnazanie, twor-

13 Ibidem, s. 21.
14W. Szymborska, Tutaj, s. 5.
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czo$¢ umystowa i wojny) i ukazanie ich w sposob zmetaforyzowany powoduje wra-
zenie innosci, jak w przypadku metonimicznego okres§lenia cykléw wojen i pokoju:

I wiem, co mys$lisz jeszcze.

Wojny, wojny, wojny.

Jednak i migdzy nimi zdarzaja si¢ przerwy.
Bacznos$¢ — ludzie sa zli.

Spocznij — ludzie sa dobrzy!5.

Pozorny dialog podmiotu lirycznego z kim§ obcym stwarza dwa punkty wi-
dzenia w przestrzeni mentalnej — oba naleza do podmiotu lirycznego, ale drugi
jest hipotetycznie obcy, kontrastowy. Dzigki temu zabiegowi mozemy znaczaco
rozszerzy¢ przestrzen przestrzeni — oddali¢ si¢ od Ziemi, zobaczy¢ ja w galaktycz-
nym ruchu i zné6w na nia powrocic.

W wierszu Mysli nawiedzajqce mnie na ruchliwych ulicach wyraznie zaakcen-
towana jest przestrzen czasowa. Punkt widzenia z perspektywy ulicy daje jej ho-
listyczny obraz, bez szczegotow. Jest to punkt widzenia Natury, dla ktorej czas
wytwarzania przez cztowieka elementow Kultury nie ma zadnego znaczenia. Pro-
jekcja przestrzeni hipotetycznej nie uwzglednia chronologii czasu, co powoduje
jego przemieszanie:

Moze cig¢ mija Archimedes w dzinsach,

caryca Katarzyna w ciuchach z wyprzedazy,
ktory$ faraon z teczka, w okularach!®.

Poetka postuguje si¢ w tym wierszu bliska Lisnianskiej poetycka metafora
lustra, chociaz kreuje ja nieco inaczej. Zwierciadto u Szymborskiej jest domena
docelowa, niepami¢¢ — domena zrédlowa. Schemat ZWIERCIADLO TO NIE-
PAMIEC powoduje wyeksponowanie w obrazie lustra cechy, ktora nie jest jego
wlasnos$cia zasadnicza, mianowicie ulotno$¢ odbicia. U Inny Lisnianskiej w cyklu
wierszy Cmapoe 3epkano podmiot liryczny zachowuje pamig¢ dzigki lustru, ktore
pamigta (JA TO LUSTRO); zwierciadlo niepamigci u Szymborskiej jest cmenta-
rzyskiem (topieliskiem) odbi¢.

Roéwniez w wierszu Kilkunastoletnia punkt widzenia i perspektywa czasowa
staja si¢ elementami fikcyjnej przestrzeni czasowej. Jest ona wytacznie hipotetycz-
na, catkowicie niemozliwa mimo oparcia na realnej przestrzeni bazowej. Przedsta-
wia jednoczes$nie dwa punkty widzenia podmiotu lirycznego oddzielone dystan-
sem czasowym. Mamy do czynienia z mentalnym spotkaniem podmiotu ze swoja
wczesniejszg wersja, co mozemy okresli¢ jako spotkanie podmiotu w realnym cza-
sie (ja jako ja) z podmiotem z duzej perspektywy czasowej (ja jako nie ja). Mimo
iz bohaterki maja t¢ sama dat¢ urodzenia, sa ré6znymi osobami. Mentalny obraz
zbudowany zostat w oparciu o bazg pochodzaca z innego czasu, z elementéw za-
pamigtanych i zaakceptowanych, ale tez z punktu widzenia innego czasu, z innej
perspektywy czasowej:

15 Ibidem, s. 6.
16 Ibidem, s. 8.
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Tak mocno si¢ réznimy,

tak catkiem o czym innym mys$limy, mowimy.
Ona wie mato —

Za to z uporem godnym lepszej sprawy.

ja wiem o wiele wigcej —

za to nie na pewno!”.

Obraz zmaterializowanego czasu — pod postacia taniego i drogiego zegarka
— wprowadza pozorny porzadek w §wiecie hipotetycznym. Ulotnos$¢ 1 wzglednosé
projekcji przeciwstawiona jest jedynemu obiektowi, ktory reprezentuje jednoczes-
nie wszystkie poszczegdlne poziomy przestrzeni czasowej:

Szalik z prawdziwej welny,

w kolorowe paski

przez nasza matke

zrobiony dla niej szydetkiem!8,

Prawdziwa wetna w konfrontacji z nieprawdziwym czasem okazuje si¢ wiecz-
na, gdyz tylko szalik nie podlega zadnym konsekwencjom zmian czasowych.
Szymborska wielokrotnie eksperymentowata w swych utworach z czasoprzestrze-
nia, tworzac mozliwe $wiaty alternatywne. Napisany w 1957 roku wiersz Nic dwa
razy sie nie zdarzal® i pochodzacy z 2005 roku utwor Nieobecnosé?? pokazuja,
jak bardzo oddalone od siebie pod wzgledem ideowym sa to §wiaty. Trwajacy pot
wieku proces, prowadzacy od negacji istnienia jakiejkolwiek alternatywy w pierw-
szym wierszu, do negacji swojego istnienia w przestrzeni rzeczywistosci jako
mozliwos$ci istnienia w alternatywnej hipotetycznej rownoleglej rzeczywistosci,
obrazuje poszukiwania czasoprzestrzenne Wistawy Szymborskiej.

Znamienny jest wiersz Trudne Zycie z pamiecig®!, w ktoérym spersonifikowana
pami¢¢ dominuje nad podmiotem lirycznym. Bedzie to szczegdlnie widoczne, jesli
zastosujemy uktad figura — tto, ktory uwypukla figure — pamigé, panoszaca si¢ na
tle zycia podmiotu. Stworzona tu fikcyjna przestrzen jest $wiatem, nawet hipote-
tycznie, niemozliwym. Mentalna przestrzen czasowa bez terazniejszosci (,,Chce,
zebym zyla juz tylko dla niej i z nia”) czy jednoczesne istnienie wielu czasowych
watkow (,,Kazde lustro ma dla mnie inne wiadomosci”) sa rownie niemozliwe, jak
1 przestrzen bez pamigci. Problemy czasoprzestrzenne w ludzkim zyciu inspiruja
Szymborska do przyjrzenia si¢ $wiatom, w ktérych z ludzkiego punktu widze-
nia kwestie te wygladaja duzo dramatyczniej. Wiersze Mikrokosmos i Otworni-
ce obrazuja przestrzenie rzeczywistosci, ktore z punktu widzenia czlowieka nie
istnieja. W pierwszym wierszu znowu do gtosu dochodzi punkt widzenia i wzgled-
nos$¢ postrzegania. Czasoprzestrzen bakterii, nawet tych niezbednych cztowiekowi
do zycia, po prostu go nie interesuje, a otwornice (,,Zyly tutaj, bo byty, a byly,

17 Ibidem, s. 13.

18 Ibidem, s. 14.

19y, Szymborska, Wolanie do Yeti, Krakow 1957.
20W. Szymborska, Dwukropek, Krakoéw 2005.
21'W. Szymborska, Tutaj, s. 15.
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bo zyly”), nawet przy naktadaniu na siebie realnych §wiatow, nie pasuja do zad-
nych ludzkich kryteriow. I cho¢ to brzmi cynicznie, jedyne usprawiedliwienie ich
istnienia to walory estetyczne ich cmentarzyska.

Wistawa Szymborska czgsto pozwala sobie na rodzaj intelektualnej gry z czy-
telnikiem. Takim utworem jest Portret z pamieci. Tytul sugeruje podwdjny su-
biektywizm — subiektywne podejscie do subiektywnej pamigci, jednak wiersz nie
ogranicza sig, jak by si¢ wydawato, do projekcji czasowej. Mamy do czynienia
z do$¢ nietypowym uktadem figura — tto, w ktérym figura, mimo ze dominujaca,
jest statyczna i nieznana, a tlo dynamiczne, cho¢ zmienia si¢ tylko hipotetycznie:

Moze brakuje kogo$ obok niego?
Z kim spierat sie? Zartowat?
Grat w karty? Popijal?

Kto$ z rodziny? Przyjaciot?
Kilka kobiet? Jedna?

Moze stojacy w oknie?
Wychodzacy z bramy?%2

Cala projekcja przestrzeni zbudowana jest na pytaniach, ktére sugeruja odpo-
wiedzi. Projekcja czasowa zawiera si¢ w mnogosci wspomnien. Obie opieraja si¢ na
przestrzeni rzeczywisto$ci i naktadaja si¢ na siebie, jednak projekcja nie powstaje:

A co na pierwszym planie?
Ach, cokolwiek.
I tylko pod warunkiem, ze bgdzie to ptak

Przelatujacy wihasnie?3.

I Wistawa Szymborska, i Inna Lisnianska podchodza w swoich wierszach do

czasoprzestrzeni wyjatkowo kreatywnie. Zwazywszy, ze obie sa wciaz aktywne
tworczo, nalezy liczy¢ na dalszy ciag eksperymentu z przestrzeniami mentalnymi.

Summary

Mental Spaces in the Poetry of Inna Lisnianskaya and Wistawa Szymborska
(on the Basis of Books of Poetry: Hepycarumckas mempaow and Tutaj)

Metaphorization in poems is a specific phenomenon. Poetry, having different function
from that of everyday language, uses metaphorization through encoding and decoding
a message. Unusual metaphors make communication between an author and a reader more
difficult, but also more attractive. By dint of metaphor an idea concentrates greatly and
a reception of a message, apart from the message itself, provides aesthetical values. Relations
between time and space in a poem, where presented world is minimized, are always
metaphorized. In order to define them, cognitive poetry uses the term of mental spaces. The
author of this work is going to characterize these spaces in poems of two poets — in the Inna
Lisnianskaya’s Hepycarumckas mempads and Wistawa Szymborska’s Tutaj.

22 Ibidem, s. 31.
23 Ibidem.
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Psn pannux npoussenenunit JI.LH. Toncroro: Hcmopus euepawnezo ouns, /lea
eycapa, [Hemcmeo, Ompouecmeo, FOnocms, Kazaxu, CemetiHoe cuacmoe! (B oco-
OCHHOCTH TOCJICTHEE), — MOCBAIMICH MpoOIeMaM JIOOBH B €€ BHJIOM3MCHCHHSX,
MepenuBax W OTTEHKaX. DTO CBOETr0 poja TJaBbl XYJIOXECTBEHHOW aBTOOHMOrpa-
¢uu nucarens (mo3gHee ToJICTON BCIIOMHUHAN O MHOTOYMCIIEHHBIX CBOMX JETCKHMX
U IOHOUIECKUX ,,JIF00BSAX”, 10 OOJIbIIIEH YaCTH MIATOHUYECKHUX). 3/IeCh mIar 3a Iia-
rOM pAacCKpBIBAJICS MHpP MEPEKHUBAHUN TE€POEB, COBEPIIANCS JBOJIONMOHHBIN ITe-
pexo/ OT OJJHOTO Ka4yecTBa 4yBCTBa K Apyromy. CuuTas 4yyBCTBO II0OOBU Oe3rpa-
HUYHO MHOTOTPaHHBIM, TOJICTON BHOBb W BHOBb aHAJIM3UPOBAJI €r0 OCOOEHHOCTH,
Ka4yecTBa M XapaKTep, CTPEMUJICSA Jlaxke K CBOeoOpa3HOW (opManu3aiuu OmbiTa
(muppoBomy obo3HaueHuto paznuuuii). Ilo ero yOexaeHuio, Jr0O0BHOE YyBCTBO
BCETr/la MPOXOIUT Yepe3 Pa3HbIe POJIbI U BUJIbI JIOOBH.

B moBectu FOrocmb (tnaBa JI100606b) MOJIOI0MW MTHUCATEH TOBOPUT:

Ectp TpHU poJa JIF00BH K JIIOOAM: 11000Bb KpacuBasi, 1000Bb CaMOOTBEPIKECHHAA U 11000Bb
AcATCIIbHAs.

OH nmoApoOHO pacKpBIBAECT BCE TPH MOHITHS, IPUUYEM paccMaTPHUBAET JT000Bb
HE TOJIBKO MEXJY MY>KUYUHOU U KEHIIUHON:

51 roBOpIO TIPO JTHOOOBH K YEIOBEKY, [...] PO JIF0OOBE K MaTepH, K OTILY, K Oparty, K JeTAM,
K TOBapHIly, K MOJAPYre, K COOTCUECTBCHHUKY, MPO JIFOOOBh K YEIIOBEKY.

1 JLH. Toncroit, Cobpannoe couunenus, t. 1, 17 n 19, Mocksa 1965.
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I'pamauuy OTHOCHTENBHBI, PA3INYUs MEXIY POJIaMH JIFOOBU 00YCIIOBJIEHBI CTe-
MEHbIO MPHUCYTCTBUS CYOBEKTHBHO-3TOMCTHYECKOr0 Havana. B [lpasunax, Hanu-
ca"HblX ToncteiM B 1847 rony, yutaem:

VcTouHNK BCeX 4yBCTB €CTh JIOOOBE BOOOIIE, KOTOpas pa3feseTcs Ha JABa poja: JII000Bb
K camoMy cebe, miIn caMoito0ue, U TI000Bb KO BCEMy Hac OKpyskaiomeMy. Bee ayBcTBa,
HMEIOIMEe HMCTOYHHUKOM JI000BH KO BCEMy MHpY, Xopomu. Bce dyBcTBa, mMeromue
HCTOYHHKOM CaMOJIOOUE, JyPHBIZ.

B nmureparype o ToxcTom ecTs MaTepuai, HaC HHTEPECYIONINH, XOTs Jalle Bce-
r0 ero 3aTparuBaloT KOCBEHHO. Tak ke ObIJIO U B KPUTHKE TOJICTOBCKOM MOPBHI.

VYcenex mepBBIX MPOM3BEACHUI MHcaTedsl OBLT HCKIIOYNUTEIBHBIM, BHUMAaHHE
K HUM ObLIO NMPUKOBaHO co aHs ux nossiuenus. H.H. Ctpaxos nucan: ,,CounHeHuUs
ToscToro mpencTaBiISOT KHUATY mpekpacHoro. OHa mpekpacHa MO MacTepCTBY,
AymeBHO# Temnore u cune”. Kputuk ormeuan 3Hanue TONCTBIM TOTO, YTO JIHO-
0OBB €CTh Ta CTOPOHA XKM3HU, KOTOpasi CBOEH KPAaCOTOW BCETO JAOCTYITHEE JIIOJISIM.
JIto60Bb XOTS OB Ha BpeMsl MOXKET HAIOJHUTh M OXUBUTH CaMylO OIyCTOLICH-
HYI0O ¥ MEPTBEHHYIO Aymly, U ToJICTO ¢ HEOOBIYallHOUN CHIIOI BBHIPa3UTEIBHOCTH
3aneyatien 3To. CTpaxoB OTMeuald HPABCTBEHHYIO HANpPaBICHHOCTh MbICIEH
Tosctoro o m0OBHU, UX CBSA3H C PA3AyMBSIMH O CMBICIIE XU3HH. BepHOMY mpoure-
HUIO noBectelt ToyncToro Hemao cnocoocTBoBaiu U Habmoaenus H.I'. UepHbimes-
ckoro*. OH MOIYepKHYJI BECOMOCTh y TONCTOrO MHpa UyBCTB, KOTOPHIE CIy’kKaT
OCHOBOW ,, JMaJIEKTUKHU Oy, BHIAEIUI CBOMCTBEHHYIO T€pOsSIM U UX aBTOPY ,,UHC-
TOTY HPaBCTBEHHOTO 4yBCTBa .

J.H. Oscsuuko-KynukoBckuii oOpamian BHUMaHHE€ Ha TO, 4YTO B XYJIO-
JKECTBEHHBIX HCKaHUSAX TOJICTOH Mpexae BCEro OmMMpaeTrcss Ha 3HAHHE CaMo-
ro ce0s, CTpeMUTCS NPOHUKHYTh B IOTaeHHBIE TIyOHMHBI CBOETO BHYTpPEHHE-
ro mupa. M3BectHo, uro ToscToif HE MOMHUI CBOEH Marepu, HO Ha CTpaHHUIAX
Lemcmea crapancs ,,3aCTaBUTh TpPENETaTh Ty CTPYHY, KOTOpas B HEM HUKOTAa HE
Tpenerana”>. BonpocaM punocodun THOOBH U ee XyI0KECTBEHHOTO H300paKeHNUs
y Toncroro nan cBoe Tonkoanue JI.C. MepexkoBckuii. OH yoOexaeH, uyto Tosc-
TOH — MpeA3HaMEHOBAaHNE PYCCKOT'0 PEIUTHO3HOTO BO3POXKICHHUS, CYyTh KOTOPOTO
— B CHHTE3€ JIBYX ,,0e3IH”, AByX Hadall — IJIOTCKOTO U JyXOBHOI'0. MepexKKOBC-
KU OTMEYaeT, uTo TOJCTON — TalHOBUIEI IIOTH, CTPEMSILIENCS K OlyXOTBOpE-
HUIO: HUKOTJa U HUTJE He SBISAETCS ,,UeIOBEK AYLIEBHBIN ¢ TaKOIO MOTPSACAIOUICIO
MPaB0I0 U OOHAXXEHHOCTHIO, KaK B €r0 MPOU3BEICHUIX: ,, | yT HET y HETO HE TOJIb-
KO COINEPHUKOB BO BCEMHMPHON MO33UHU, Aa)XKE BO BCEMHUPHOM HCKYCCTBE, HO HET
¥ paBHOTO emy”°.

2E.H. KynpestnoBa, Ocmemuxa JI. Torcmoeo, Mocksa, Jlenunrpan 1966, c. 88.

3 H.H. Crpaxos, Couunenus 2p. JI.H. Torcmozo, B: H.H. Ctpaxos, Tumepamypuas kpumuxa, Moc-
kBa 1984, c. 245.

4H.I. Yepusimesckuii, Jemcmeo u ompouecmeo; Pacckasvi zpaga Toacmozo, B: Toncmoii 6 pyc-
ckou kpumuke, Mocka 1959, c. 18.

5 I.H. OBcsanuko-Kynukosckuit, JI.H. Toncmoii kak xydoxcnux, 3. 2, Cankr-Iletep6ypr 1905, c. 9.

6J1.C. MepexkoBckuid, Toncmoii u Jocmoesckuii. Kusnv u meopuecmeso, Mocksa 1995, c. 94.
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[Mocnenyromue paboTHl MPOJOIKIIN aHAIHU3 NCUXOJOTMHM CHUTyalluil M Xapak-
TepoB y ToscToro, B 4aCTHOCTH, HA IPUMEPE PAaHHETO TBOPUECTBA.

Monorpadus B.A. Xnanosa Jw606v ¢ ocusnu Jvea Torcmozo! obHaxaer
CBSI3M MEXIy JWYHOM Ccyap00il M TBOPYECTBOM MMHUCATEINS, XapaKTEPU3YET CIIOXK-
HBIE TIEPUIIETUH BHYTPEHHEW >XM3HH TOJCTOro, €ro cepbe3Hble M OTKPOBEHHBIE
pa3MBIIUICHUSI O JIOOBH, OTHOLICHHUS C JIOOMMBIMH >KeHIIWHaMH. JKmaHOB moj-
YepKuBal, 4To Moioaoi ToycToil yTBepkaan mpaBoO HelOBEKa Ha 3eMHOE, B TOM
qucie ,,MII0TCKOe” CYacThe, OAHAKO OIIyHIal W ,,TSDKENYyI0 IOBHHHOCTH Teia’”.
A.JI. CxkadreiMoB® ananmsuposan ncuxonorumdeckoe miuchMo ToncToro, o6ycnos-
JIEHHOE €T0 CTPEMJICHHEM H300pakaTh ,,MCTOPHUIO AYIINM~ Kak IMpoIecc, Hempe-
PBIBHO HM3MEHSIOUIMICS NMCUXUYECKHH MOTOK, BOCIPOHM3BOAMTH B MOAPOOHOCTAX
nepexobl U3 OfHOro coctostHus B apyroe. E.H. Kynpesuosa® uccnenosana toi-
CTOBCKYIO0 HPaBCTBEHHYIO KOHLEMIHIO U CBOE€OOpa3ne MCHXOJOTHMYECKOro aHalu-
3a, paccMaTpHuBas ,,3TIOXH"~ YEJIOBEYECKON JKU3HU C TOUYKH 3PEHHUS €CTECTBEHHOTO
U HEeCTECTBEHHOTO B JINYHOCTH.

[Ipobrema m060BHOTO YyBCTBA B M300pakeHnn Monogoro Toicroro He ocTa-
nack 6e3 BanManus B kaurax S1.C. bunnukucal®, B.U. Bypcosa!l, IL.II. I'pomosal2,
T.C. Kapnogoii!3, E.H. Maiimunal4, craresx ®.B. ITomosald, II.A. Xyposal®
u npyrux. He B paBHOW Mepe, HO BCE XK€ OHHM KacarTCs TOH NMpOOJIeMbl, Kak
U TICUXOJIOTHYECKOTO PACKPBITUSA AMAICKTUKH MHpPa YyBCTB B meinoM. OTMEdeHBI
MHOTOJIMKOCTh JIF0OBH, 0o0mias atMocdepa BIIFOOJICEHHOCTH, XapakTepHas sl Mpo-
n3BeneHud Mosonoro Toncroro. JKu3Hbe ceplna repoeB CTaBUTCS B CBSA3b C Ay-
LICBHBIMU NE€PEX0JaMH, NepenagaMu B 4yBCTBaX, OOPEHUAMHU AYLIM UX CO3AaTeNsl.

[Ipu BceM oOMIHMM MCCIEq0BATEIBCKOW JIUTEPaTypsl 0 TOJICTOM, 3aMETHO OT-
CyTCTBHE Pa3paboOTKH pANa TEM, B TOM YHCJE MCUXOJOTUU JTIOOOBHOT'O YYyBCTBA.
[ToneiTaemMcst Ha KOHKPETHOM MaTepHaje OTKPHITh ee HOBBIe I'paHu. [lompodyem
MPUCTAIBHO BCMOTPETHCA B TEKCT MPOM3BENEHUH, YTOOBI MPOSCHUTH TOJCTOBC-
Ko¢ TIOHSITHE ,,00ra MoioaocTn”. Kakre U3 1000BHBIX YYBCTB HEeceT B cebe MoJIo-
nocte? K uemy onu BenyT? Kak oTBeuyaoT KpuUTepHio HpaBCTBEHHOCTH? KakoBbI
TICHXOJIOTUYECKHE MOTHUBEI JTI00BH y TepoeB noBecTel? KakoBBI MCHXOJIOTHYECKUE
COCTOSIHHS B Pa3iIUYHBIX IO POAY JIOOBH YyBCTBaxX, B UX IEPEX0Jax, COUCTAHUSAX,
sBOTIOIUN?

7TB.A. XKnauos, Jw0606s 6 scusnu JI. Torcmozo, Mocksa 1993.

8 A.II. CxadyrermoB, [Tosmuka xydoxcecmeennozo npoussedenus, Mocksa 2007,

9 E.H. Kynpesnosa, Monoooii Toncmoii, Tyna 1956.

10 q.C. Bununxuc, O meopuecmese JI.H. Toncmozo, Jeunnrpan 1959.

B, Bypcos, Pannuii Tonrcmotii, Mocksa, Jlennnrpag 1963.

12T1.11. Tpomos, O cmune JI. Toacmozo: cmanosnenue duanekmuku Oywu, Jlenuurpax 1971.

13 T.C. Kapnosa, Macmepcmeo ncuxonozuueckozo ananusa 6 panuux npoussedenusx JI.H. Torcmozo,
Kazans 1964.

14 E H. Maiimun, Jles Toacmoii, Mocksa 1978.

15 ® B. Ionos, Poman ,, Cemeiinoe cuacmoe”, B: Acnononsnckuii cbopHux, Tyna 1960.

16 A T1. Kypos, JI.H.Toacmoii u B.B.Apcenvesa (Asmobuozpaguueckue ompadicenus 6 nosecmu
,, Cemeiinoe cuacmve”), B: fAcnononaunckuii cooprux, Tyna 1976.



156 Aosnura basunesckas

Bepuemcs k ToncroBekoit knaccudukanuu noo0su. Mrtak:

JIro00Bb KpacuBas 3aKJIIOYAeTCsl B JIIOOBU KPacoOThl CaMOTr'0 YyBCTBA U €r0 BBIPAXKEHHUS.
Jns mopei, KOTopbele Tak JIOOST, — JIOOMMBIA NpeaMeT JTI00e3eH TOJNBKO HAaCTOJIBKO,
HAaCKOJIbKO OH BO30YXKJaeT TO MPHITHOE YyBCTBO, CO3HAHHEM M BBIPaXXCHHEM KOTOPOTO
OHM HaclaxpaaoTcs. Takue JNOaU Mano 3a00TATCS O B3aUMHOCTH, YacTO NMEPEMEHSIOT
npeaMeT cBoeit nroOBH. [...] ['MaBHas 1edb UX B TOM, YTOOBI MPUATHOE YYBCTBO JIFOOBHU
OBLIO TTOCTOSIHHO BO30YIKJIaeMo.

JIro00Bb caMOOTBEpIKEHHAs 3aKII0YAETCs B JIIOOBU K IPOLIECCY KEPTBOBaHHs cO00 st
mooumoro npeamera [...]. ,,HeT HUKako#l HENPHUATHOCTH, KOTOPYIO OBl s HE pEIINICS
cAenaTh IS TOTO, YTOOBI JI0Ka3aTh BCEMY CBETY M €My WM €H CBOIO NPETaHHOCTH”.
Bor ¢opmyna storo pona mo6Bu. [...] Takue noau Bcerma ropiasl CBoed JIIOOOBBIO,
B3BICKATEJIbHBI, PEBHUBBI, HEJTOBEPYUBHI |[...].

Tperuit pon — nw06OBbL JesATeNbHAs, 3aKIIOYAETCs B CTPEMIICHHUHM YAOBJIETBOPSTH BCE
HYXKZIBI, BCE JXEJIaHUs, NPUXOTH, Nake MOPOKH JOMMOro cymectBa. Takue IOAH
00T BCerJa Ha BCIO JKU3HB, TIOTOMY YTO YeM OOJIbllle OHH JIIOOAT, TeM OOJblIe y3HAIOT
JIOOMMBIA TpeIMeT M TeM Jierde UM JIIOOMTh, TO €CTh YJOBJIETBOPSTH €ro JKEJIaHHs.
JIr000Bb MX PEIKO BBIpa)kaeTcs CIOBaMH, U €CIU BBIPAXKAETCS, TO CTHIIJINBO U HEJOBKO.
Jlromn 3TH [...] MIOYyT B3aUMHOCTH M HE TOJIBKO JKENAIOT CYACTUs A JI0OHMOro
HnpeaMeTa, HO BCeMH CPeJICTBAaMH ITOCTOSIHHO CTapaloTCs JOCTaBUTh €ro.

B paspenenun 1r00BM Ha poJbl MPOSIBIISIETCS. MHOrO BaxcHOro. IIpexnae Bcero
— YMEHHE YJIOBHUTh U CyTh, H OTTCHKH JIOOOBHOTO YYyBCTBA, OLEHHUTH €r0 C TOY-
KM 3PEHUS YeJIOBEKOII00US B L1eJI0M, 001Ieli HpaBCTBEHHON LieHHOCTH. Kpurepuem
BCSIKMH pa3 SBJISICTCS COOTHOIIEHHE B COZHAHUH U SMOIUAX YEJIOBEKa €T ,,5 U He
»1”. OLlyTUMa MBICIb O ABM)KEHHUHU, OTCYTCTBUU KaTETOPUYECKUX I'PAHUI], O BO3-
MOYXHOCTH 3BOJIOINH, IEPEXOI0B OT OJTHOTO ,,p0Aa JIOOBU K APYTOMY.

VYxe B NIPAMOM BBICKa3bIBaHUHM aBTOpa FOHocmu HaMeuyeHBl MEpeXoAbl, I0ocC-
TENEHHO NPHUOIMKAONINE YeT0BEeKa K MJeaTbHOM, TO €CTh BHICOKOHPABCTBEHHOM
M00BU — JTI00BU JeATeabHOU. TOJICTON, OTKPHIBIIMM KaK XyHZOXKHHUK 3aKOH ,, TEKY-
yecTH” 4YeJOBeKa, BUAWUT CBS3H, OOHApyXHBaromue ceOs B JBUKEHHH OT OJHOTO
qyBCTBa K Apyromy. OH XyI0KeCTBEHHO JI0Ka3bIBaeT, YTO CaMOil Ipupoae J1r00BH
CBOWCTBEHHBI BCE€ 0003HAaYEHHbIE UM TPHU poja. X B3anMoOIepexonbl U CKa3bIBa-
10TCs 0oJiee BCEro B pa3BUTHH, BUIOU3MEHEHUAX JIIOOOBHBIX IIEPEKUBaHUH,

Meicnb-Te3uc TosicToro o pojax JIFOOBH K JIOJSM peann3oBaHa MpPexIe Bce-
ro B nosectd fOnocms. Ho He Tonbko B Hell. bonee paHHUE MOBECTH NMPEACTABAT
u apyrue Bunbl u Gopmsbl 1r00BU. OnHAKO Beceraa mucareis OyIyT HHTEPECOBaTh
B3aHMOCBS3U Pa3IM4YHOIO, TpaHC(HOPMAIUU COCTOSHUMN, HaX0XIEHUE 3aKOHOMeEp-
HOCTEH B pa3BUTHH YyBCTBA, X MPHUPOJHBIX U COIMATBHBIX HCTOKOB.

IlepBbIil, HE3aBEpILIEHHBIN TUTEPATYPHBIN ONBIT TOJICTOTO — OTPBHIBOK U3 JHEB-
Huka 1851 rona, Ha3BaHHBIH UM Hcmopuetl guepauine2o OHA. DTO TIOBECTH O JO0-
BU MOJIOJIOTO YeJIOBeKa K 3aMyXHel XeHIIUHE, 0 YyBCTBaX, KOTOpPble OH HCIIBITA
B OJJMH U3 BEYEpOB B ee AoMe. 31ech ToJcTol BIepBhle 00paTHIICA K aHATU3Y JIIO-
60BHOr0 yyBcTBa. MOJI010H1 YeN0BEK — repoi-paccKa3yuK — pacKphIBaeT ,,JUaleK-
THUKY” CBOEH IyIIW, IPOSBIsA, 110 3aKOHY ,,00Ta MOJIOAOCTH”, MOBBILICHHBIH HHTE-
pec K J000BHBIM IepexuBaHuAM. OH pa3MBILIIAET U O HAaYaJIbHBIX, NPUPOTHBIX
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OCHOBax JOOOBHBIX OTHOILICHHI, CTPEMUTCS MPOHUKHYThH B TallHOE TaHBIX YeJ0-
BEKa, ITO3HATH Pa3HbIE CTOPOHBI €TO TYIIH.

3aece MHOroe u3 Mbiciaeir ToJcTOro TOJNBKO HaMEUeHO, U BMECTE C TeM €CTh
MPU3HAKN TOTO, YTO YXK€ CIOXKHIIOCH MPEACTaBICHUE MUCATENS O YeTOBEKE BOOO-
1ie, ero Npupoiae, 0 Pa3IMYHBIX KOMOMHALMAX €ro 4yBCTB. [1aBHOE, U3 4ero uc-
xoaut TomncToil, — 3HaHWE O YeIoBeKe KaK HOCHTEJE J0OpOro MpUPOJHOTO Havasa:

JToOpo TMOJOXKHUTENBHO, a 3JI0 OTPUIATENBHO; 310 MOXHO YHHUYTOXHTh, a I00OpO HeET.
Jobpo Bcerma B mymie Hamei, m gyma go0po; a 310 mpusHroe. [...] JoOponeTens ecTh
camooTBepkeHue. Hempaena. JloOpoxerens AaeT c4yacThe MOTOMY, YTO CYACThE JaeT
nobponerens.

CrnenoBatenbHO, TIOOOBH — NMPUPOKIEHHOE KaueCTBO, HA/IO TOJBKO €T0 HE 3a-
[JIYIIUTh. A OHO IPOSABUTCS PalOCThIO, BECEIOCTHIO, HHOTIa — BHYTPEHHUM JINKO-
BaHHEM, KOTJ]a BCE OKpPYXKAIoI[ee HauHEeT Ka3aThCsl XOPOILINM, JOOPBIM, TIPUATHBIM,
U CaM 4eJI0BEK BAPYT OKa)xeTcs HOOPBHIM, MPUATHBIM, XOPOIIUM i OJIU3KUX U He-
OyM3KuX JTroei. ['maBHOE, 4TO YeNOBEK B IOPBIBE JIFOOBH CTAHOBHUTCS MPO30PIIHB,
9yTOK M TOHOK.

B mepBoMm jxe IUTEpaTypHOM OIBITE MUCATENb CIAETIal HEMAIO MCUXO0JIOTHYec-
KHX OTKpPBITHI. OH CTaBUT BOIIPOC O OeCIpenelbHOCTH YeI0BEYECKOH JINYHOCTHU:
YCTaHOBHUTHh TPAHUIBI JJs YyBCTBA HEBO3MOXHO, OHO HEM30E)KHO H3MEHUYHUBO,
a 3HAYUT — TOCTOSHHO MEHSETCSA U Yy repos. TOJNCTOW pacKpbIBaeT MCHXOJIOTHIO
YeJIoBeKa BIIOOJIEHHOTO W NMPHUHSATOTO JIOOMMOM, KOTOPOMY BCE TeNeph KaxKeT-
cs npekpacHbIM. Kpacora 4yBcTBa 00aropaxuBaeT €ro, Toraa Kak paHee ero He
TAHYJIO K OOIICHHUIO C JIIOJbMH, HE pajoBaiu oHU (HaOuroneHue Hax co0oil, BCTy-
HNUBLIMM BAPYT B Pa3roBOp ¢ Ky4epoMm).

Bcmomuum, uro B pomane Awna Kapenuna mexny JlesuneiM u Kutu Oymyt
IPOUCXOJUTH ,,HECIIBIIIHbIE Pa3roBOPhI”, KOTa OHU OOBACHATCS B JIOOBU, HE TO-
BOpSI HU CIIOBA, a TOJBKO MPUCTAIBHO IIISAS ApYyT Ha apyra. B Hcmopuu euepaw-
He2o OHsl aBTOP-PAacCKa3uyuK FTOBOPUT:

Sl 0N 3TH TAaWHCTBEHHBIE OTHOIIICHHA, BbIpaXXaroNIueCsa HE3aMeTHOH yHLI6KOfI
U rjiasaMu U KOTOPBIC OOBSCHHUTH HEJIB3S.

3a 3THM CTOMUT CIICHA ,,HECIBIIIHOTO Pa3roBOpa’” MEXAy JaMOW W MOJIOABIM
4enoBeKOM. ['epoil BirOOJICH, €ro 4yBCTBO Pa3BHBACTCS U IIPOSIBISETCS Hepe3
BHYTPCHHIOK PabOTy, HENPEPBIBHBIA MOTOK CO3HAHUS, POXIAIONINA ,,KPACHBYIO”
J1000Bb.

Bit06IeHHOCTh IIOMOTAET YeJIOBEKY BHIIETh HE TOJBKO XOpoliee B APYTHX, HO
u aypHoe B cebe. Y repost (kak Hekorja y camoro ToJICTOro) MosBIsEeTCS THEBHUK:

B nHeBHMKe 51 KaK[bld €Hb HCIOBEIYIOCh BO BCEM, 4YTO s clesial AypHO. B kypHaie
y MeHs 1o rpadam pacrnucaHsl c1abocTu — JeHb, JOXKb, [...] cllagocTpacTue.

JIroObie yyBcTBa ecTecTBeHHBI. [103TOMY 4YeNOBEK JOJDKEH MPOWTH Kak uepes
,,XOpoIIIre” MBICTH U YYBCTBA, TaK M 4epes ,,II0XHe”, 0COOCHHO, €CJIN ero 3a00THT
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COBEPIICHCTBOBaHUE ceOsl. YK€ B MEPBOM IPOU3BEACHUH TOJICTOTO 3BYYUT HAEH
CaMOCOBEpIICHCTBOBAHMUSI.

[Icuxonoruto M000BHOTO 4uyBcTBa TOJNICTON TMpOCHe)UBaeT U B MOBECTH /[8a
eycapa (1856). Ha ee cTpaHWIIax MPOTHBOMOCTABIICHBI J[BA TOKOJICHUS: CTapoe
— UCKpEHHee M MOTOMY JKHBOE M FapMOHHUYHOE, — MPEACTaBUTENEM KOTOPOTO BHI-
crynaer rpa¢ TypOuH; U MOJOI0€ — PacUYETINBOE W JUIEMEpPHOE, BOIJIOIMIEHHOE
B TypOuHe-chiHE.

Crapmmit TypOuH — XapakTepHOE SBJICHHE IPOIICAIICH 3MOXH; OH sIpKas,
CUJIbHAsI HaTypa, HO YIpaBJseTCs HE pa3yMOM M 4YyBCTBaMu, a crpacTsamu. OH
qyXJI MEJIOYHOTO pacyeTra, HO HET y HEro W HUKAKWX OONBIINX, CEPHE3HBIX Y-
XOBHBIX 3ampocoB. OTIMYMTENIbHBIC IyIIEBHBIE KauyecTBa crapiiero TypOuna
— HeoOBIUaifHAsA OTKPHBITOCTh U ,,IpAMOJIyIIHE 0 Oe3paccyactBa”. I'ycap-cbiH He
noxox Ha otua. OH BeIpaboTan B ceOe ,,[IPAKTUYHBIA B3TJIs] Ha JIOJEH U 00CTO-
STENBCTBA, JIIOOOBHh K MPWIMYHIO M yIOOCTBAM XHU3HH, Onaropazymue M INpemyc-
MoTpuTenbHOCTh”. Coiny ToJicTOM He Aan HUKaKOro MMEHH, MOJAUYEPKHYB TEM €ro
06e3mnyHOCTh (MMSI KOCBEHHBIM 00pa3oM, HO BCEr/a y4acTBYET B CO3JAaHUU OTHO-
LIEHUS K TePOoI0).

CymHocTh Xxapaktepa TypOmHa-cbiHa SICHO HPOSIBISETCS B JABYX OSIMH30/aX,
B KOTOPBIX €My MPOTHBONOCTaBieH OTell. O0a MCIBITHIBAIOTCS KapTOYHOM WIpoi
n 11060BBI0. TypOHH-0TEI] OTHUMAET Y HIyJiepa AeHbIH, YTOOBI BO3BPATHTH UX MPO-
urpasiiemMy kopHeTy UnbpuHy. A TypOUH-ChIH UTpaeT B KapThl CO CTAPYyIIKOH-BIO-
BOH, 32 KOTOPOH B OBUIBIEC TOJBI yXaKUBAN €r0 OTEIl, U CIIOKOHHO OOBITPHIBAET €e.
CpIHOM cTaporo rpada ymnpasisioT pacyeT U KOPHICTb, IOHATHE O YECTH U Mopa-
JIW OKa3aJioCh Yy HEro CHMWXEHHBIM. JII000Bh B €T0 JKM3HM HE 3aHUMAET TJIaBEHC-
TBYIOLIETO MeCTa, a €ClIi OHa €CTh, TO MOJHOCTHIO HalpaBieHa Ha yIOBJIETBOpE-
HHE CaMOJII00us, aroncTudHa. [laryOHOCTE Takou ,, mr00Bu” TOJCTON MOKa3bIBACT
Ha MpUMepe JIoXKHOU BiIoOiIeHHOCTH TypOuHa-chiHa B JAeBymiky Jluzy, ,,n00pyto,
JIEATEIbHYI0, CAMOCTOSATEIbHYIO, YHCTYI0 U TiIy0oko penuruosnyio”. U Typoun-
crapuuii, 1 JIuza — noJiHast IPOTHUBOIOJIOKHOCTh MianaiiemMy TypOuny.

B mononoctu TypOuH-0TeI YBIIEKCS XOpOIIEHFKONW BIOBOH A.D.:

OHa ¢ KaxJI0i MUHYTO# Bce Oosee n Oojee HpaBMIIach, TaK YTO MOJ KOHEI KaIpIJIA OH
OBLIT ICKPEHHO BIIOOJICH B HEe.

Nmenno — uckpenno. (ToscTol, 3aMeTHM, UCKPEHHOCTh YPE3BBIYANHO IIEHUII
B moasx.) JIro6oBb rpada He ObUIa CHIBHBIM YYBCTBOM Ha BCIO XXH3Hb, HO HE
OblTa ¥ TPUTBOPHOU. ,,OH HE MPHUTBOPSUIICS, YTO M HEe TOTOB OBLI OpPOCHUTHCA
B Ipopy0s”. Bee xenanus u mplcnu TypOuHa-cTapiiero ObIIM cOCPEIOTOYEHBI HA
OIHOM — BHJIETHb H JTIOOUTH. B TOT KpaTKuil IpOMEXKYTOK BPEMEHH, MPAKTHYECKH
B OJIMH JIEHb, I'pad OBLI rOTOB Ha JII0OOBIE XKEepTBBI U Oe3ymcTBa. Ero mo00Bb-
CTpacTh MOXOMIIa Ha CAMOOTBEPKCHHYIO JTIO00Bb, XOTS M HE ObLIa €IO.

I'pad OpicTpo B3OEXkKaI HA IECTHULY U, 3aCTaB BAOBYIIKY €Ille CIAIICI0, B35UI ee Ha PYKH,
MIPUIOJHAT C HOCTEIH, OLEJIOBAJ U KHUBO BbIOEXKaN Ha3al.
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OTten-rycap HUCHBITHIBaeT JIO0OBb KaK HEYTO MNPUATHOE, MOXKalyH, Kpacu-
Boe. OTHAKO 3TO HE TOT POJ JIFOOBH, KOTOPBIH OCHOBATENHHO OMHCAH TOJCTHIM
B Ucmopuu euepauwinezo OuA, TAE NOOOBL Teposi sABIsAET co00il AeHCTBUTENBHO
KPaCUBYIO, HEIMOCPEICTBCHHYIO M YHCTYIO JIFOOOBB, KOTJA JIIOOSAT, OTKPBIBAs IS
ce0s1 HOBBIE OLTYLIEHHS, HEM3BECTHBIE NYIIEBHBIC MOPHIBEL. B ocHOBE JI000BHOTO
4yBCTBa rpada — mioTckoe Hayano. OHO MpeAcTaBiIeHO TOJICTHIM KaK CTUXHIHOE,
IPHUPOJHOE, a 3HAYUT — €CTECTBEHHOE MposABJIeHnEe. B nHOM pakypce mpencrasie-
HO MIoTcKoe Havano y TypOuna-ceiHa. Berperus nous A.®., JIuzy, B KoTOpo#t oH
npoOyIUII YyBCTBO TIEPBOI BIAOOICHHOCTH, OH MPOSBUI Ce0s KaK IUHUK U ATOHCT,
rIy00KO OCKOPOMI JEeBYIIKY, BOCIIOIB30BABIINCH €€ HEOMBITHOCTHIO.

O6a — oTel U CBIH — UCHBITHIBAIOTCSA JIIOOOBBIO, OLIGHUBAIOTCS €10. 3a OBaj-
aTh JIET, pa3[essiBIIMX MokoneHus TypOunHa-oTna u TypOuHa-chlHA, IO CIOBaM
Touncroro:

MHOTI'0 NPEKPACHOTO U MHOI'O AYPHOI'0 CTAaporo l'IOFI/I6J'IO, MHOI'0 NPEKPACHOTO MOJIOAOI'O

BBIPOCJIO U €IIC 0oJIbIIIe HEAOPOC-IETO, YPOMAJIUBOIO MOJOAOTO IOABUJIOCH HAa CBET

Goxniil’.

B nosectu FOnocms (1855-1857) Bce HampaBieHO Ha TO, YTOOBI MPOCIEANUTD
npoLecc pa3BuBaronierocss 4yBcTsa ro0BuH Hukonenpku VpTeHbeBa K OKpyXaro-
UM Jo0aM. BHyTpeHHss paboTa repost IOJYMHEHA CJIOKHBIM AYLIEBHBIM Iepe-
xonaM, OOpEeHHSAM U MPOTHBOpeYHsM. [IepBeHCTByOIIEEe MECTO B IMOBECTH 3aHU-
MarT 3MU30/[bl CaMOaHalIu3a repos, MPOXOAAIIEero pa3IudHble CTaIUU TyXOBHOU
JKU3HHU, HOBBIE JIJIsl HETO YYBCTBA M OLIyIIEHUs. 3a HEOOIBIION OTPE30K BpEMEHH,
3aUKCUPOBaHHBII TOJCTBIM UyTh M HE MOMHHYTHO, T'€pOH IEpEeKUBAET LEIYIO
raMMy HacTPOCHUH — X BOSHHUKHOBEHHE, Pa3BUTHE, yracaHHUe, BEITECHEHNE OJHUX
JIPYTHMH.

OO0pa3 rIaBHOTO Teposl CONSPKUT aBTOOHOTrpaduyecKrue 4epThl, HO 3TO BOBCE
He aBTonoptper Tosncroro. O6pa3 moBecTBOBaTENs NpPUAAET 0COObI 00BEM HCH-
X0JIOTHYeCKOMY aHannu3y. OJTHOBPEMEHHO MOKHO BHJETh MPOUCXOSIIEE IIa3aMu
Huxonensknu u rinazamu B3pociioro MpTeHbeBa, KOTOPBIM BCIIOMMHAET U OLICHUBA-
eT mpoisoe. JINYHOCT repost HCCIeAyeTCsl aBTOPOM HCXOMAs U3 CaMOHA0II0IEHHH,
3a()MKCUPOBAHHBIX B JHEBHUKAX. TeMa JIloOBU B pa3IMUYHBIX €€ NPOSIBICHUIX I1OC-
TOSIHHA B MBICJISIX T€posl.

B nercrBe Hukonenvka Obut BmoOneH B Coneuky Bamaxuny. DTa m000Bb
— ,,CBEXXEe YyBCTBO, MCIIOJJHEHHOE TAMHCTBEHHOCTH U HEM3BECTHOCTH — SBHUIIACH
3HaKOM IpUOJIMXKAIOIIEerocs: Iepexona M3 OJHOro Bo3pacTa B Apyroil. IToszxe,
B IOHOCTH, OH oTmpasisieTcss K CoHeuke ¢ BU3UTOM. [Ipomiino HECKOIBKO JIeT, U 3Ta
BCTpeda — COOBITHE B XKHU3HU repos. BocmoMuHaHUS O NETCKOH J1I00BH JKHBO CO-
XpaHWIHCh B aymie Hukonenbkn. TOICTOW Tak OMUCHIBAET YyBCTBO, KOTOPOE MC-
IBITHIBAET I'€POi, CHOBA BCTPETUB IIPEIMET CBOEH II00BHU:

1 Mur. no: H.K. Tyxsuit, Jles Toacmoii. Kpumuxo-6uozpaguueckuti ouepx, Mocksa 1960, c. 57.
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51 He Obul BIIOOJIEH, HO, paciieBejHB B cebe cTapble BOCIIOMHHAHUS O JIIOOBH, ObLI
XOpOIIO HOArOTOBIIEH BIIOOUTHCS M OYEHB XKeJIal dTOr0.

JIro60Bb k CoHEUYKE HE OCTAETCSl YyBCTBOM CIIPSTAHHBIM M 3aTA€HHBIM B JIyIIE
reposi, B TOT K€ JICHb OH PAacCKa3bIBaeT O HEMl cBoemMy aApyry HexmonoBy:

51 Buzen ee HbIHYE, — HPOJOJIKAI 5 C YBICUCHHEM, — U TEHEPh Sl PELIMTEIBHO BIIOOJICH
B Hee. [...] W cTpaHHO, 4TO KaK TOJNBKO S pacckasal eMy NpO CBOIO JOOOBb U MPO BCE
IUIaHBI O OyJXyLIieM CYNpPY)KECKOM CYacTHH, B TO € MIHOBEHHE s IOYYBCTBOBAJ, Kak
YyBCTBO 3TO CTaJI0 yMEHBILIATHCS.

Iepoii u m00OUT, U HE COBCEM JIIOOUT, U coBCceM He nodut. Takol moaxom s
Toncroro oueHb xapaktepeH. [lucarens BoBce He MHTEPECYET caMo Mo cebe 3To
,JJIOOUT” WU ,,HE TIOOUT’, a UHTEPECYEeT MEXaHU3M YYyBCTBA, €r0 H3MEHYUBOCTbD,
TO, YTO JIC)KUT HE HA MOBEPXHOCTH. HUKOJIEHBbKA OIIYIIAeT MPEBOCXOJCTBO CBOCH
moOBH HaJ N000BbIO cBoero japyra Hexmionosa. Jlio6oBp HexmrogoBa Obuia co-
BEpUIEHHO WHOH, OTAWYHON OT mob0Bu MprtenseBa. HexmiomoB yOenun cebs
B 3TOH N100BH, Tak kak JIto60oBbp CepreeBHa Oblia HEKpacuBa M HecuacTHa. Takas
M000Bs HE MpHWHECTa PaJoCTH W yAOBJISTBOPECHUS HU HexXomoBy, HU mpeaMeTy
ero J00OBU: OHa IIAa HE OT Cep/Ala, a OT TPe3BOro paccynaka, yma. Jlroboss He-
XJIIOJIOBA CTPOUTCS HA CaMOTOKEPTBOBAHWU, OH MCKPEHHE XelaeT AenaTh J00po
JIpYyTuM, xepTBys coboii. Ho 3To cTpeMieHune cBsS3aHO C TIIECIAaBHEM, a 3HAYHUT —
C 3TOU3MOM.

Toncroli BkiIaabIBaeT B ycra repos Oiauszkue cebe mbicnu: MpTEHbEB CTPOUT
IJIaHbl Ha Oynymiee, peacTaBisas ceOsl KUBYIIUM B NEPEBHE, B OKPYKEHHUU ITFO-
Osiiedt sxeHbl u gereit. Cam mucaTenb B MOJOOHON CHUTyallMM Pa3MBIILISLI O4Y€Hb
TpEe3BO:

Jeno, ka3amoch, IO XOPOIIO, HO S YyBCTBOBAJI, YTO S HE COBCEM YMCTBEHHO 3J0pPOB
W JOJITO 3TO HE MOXET Mpojoikarbca. W s Obl Torna, MOXeT OBITh, HMPUIIET K TOMY
OTYASHUIO, K KOTOPOMY s TpHIIen depe3 15 mer, ecnm Obl y MeHS He OBUIO OXHOM
CTOPOHBI JKM3HHU, HE W3BEJAHHOH elle MHOI0 M oOemaBIneil Moe craceHue, 3TO ObLIa
ceMeiiHas KHU3HB! S,

Hukonenbka BHE3allHO NEPEMEHMI NPEAMET CBOEH I00BM, IEpeHecd €€ Ha
cectpy HexmtooBa, XOTS HOHMMAET, YTO BHOBb Bit0OIeH B COHEUKY:

W BapyT s MCHBITad CTPAaHHOE YYBCTBO: MHE BCIIOMHHUJIOCH, YTO UMEHHO BCE, YTO OBLIO
Termepb CO MHOH, — MOBTOPEHHE TOrO, YTO OBUIO CO MHOK OJHMH pa3. Heyxenu oHa?
Heyxenn Haumnaercs? A Ta OyneT HEOOBIKHOBEHHAs, C TOW s BCTPEUyCh Trie-HHOYIb
B HEOOBIYHOM MECTE.

Tak pasMbInUIsIeT repod HajJ CBOMM YYBCTBOM K BapeHbke. AHallorM4yHas CH-
tTyanus (’11000Bb ,,K BooOpakaeMoll keHIinuue”’) opuia y camoro Toiscroro (,,B TOT
MEepHOo/I BPEMEHH, KOTOPBIN S CAMTAIO MIPEAEIIOM OTPOUYECTBA M HAYaJIOM IOHOCTH ).

18 [Tur. mo: ILY. buprokos, Buoepagusa JI. Toncmoeo, 1. 1, Mocksa 1923, c. 252.
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ToscTol HE TBITAETCS ONPEICIUTh: JIIOOUT WM HEe JIIOOUT ,,lI0-HAaCTOsIIeMYy’
€ro repoii, a MUIIb CIEIUT 3a €T0 MPOXOXKJIECHUEM depes ,,po]sl N100Bu”. JIt060Bb
HexmtonoBa HukoneHbpka BOCIPUHUMAET OTUYKJIEHHO, aHAIUTHYECKH IPUCMATPH-
BasICh K HEl, HE CTaBsl B OAMH psiJ cO cBoel f000BbI0. JIF060Bs camoro VpreHbe-
Ba k CoHeuke pa3BHUBAaETCs MO paHee 3aJlyMaHHON cxeme, M000Bb ke Hexmonosa
criontanHa. OtBeTHOE 9yBcTBO JI1060BM CepreeBHBI K HeXT1010By CaMOOTBEPIKEH-
HO, Yero He MOXET MOHATHh VpTeHbeB co cBoeil kpacuBoil 000BbI0 kK CoHEUke.
Xots u B nmo6Bu MpTeHseBa MposBIsSeTCs CTPEMIICHHE XEPTBOBATH COOOW paau
CYaCThs APYTHUX.

HexJt010B MOCTOSIHHO OIIyIIaeT IOTPEOHOCTh B IpeaMeTe CBOel J00BU, OH
YBEpEH, 4TO BIOOJIEH UCKpeHHe. ['oBopuT o HukoneHwke:

C Heil s coBeplUIEHHO Jpyroi 4yesoBek. [...] Beap Thl ToJbKO BoOOpa)kaemib, 4TO ThI
Bno6neH B COHEUKY, Kak s BHXKY, — 3TO NMYCTSAKH, U Thl €Ill¢ HE 3HACIIb, YTO TaKOE
HacTosIIee YyBCTBO. 51 He Bo3pakas, MOTOMY YTO MOYTH COTJIAINAJICS C HUM.

JIto60Bp kK CoHEYKe XHUBET TOJIBKO B BOOOpaxeHMM HHKOIEHBKH, cuacThe
ero TOXXe BooOpakaeMo, B JCHCTBHTENBPHOCTH OH OYeHb jgalnek oT CoHeukH
(HamoMHUM, YTO MpooOpa3 uyBcTBa HUKOJIEHBKM — 3TO JeTcKas, IepBasd,
BooOpakaemas mo0oBb Toxcroro k Cone KonmomuHoit).

O IpOTHBOPEUUAX CaAMOOTBEPIKEHHOH JI0OBU CBUJIETEIHCTBYET B [TOBECTH JIIO-
00Bb OTIa IIaBHOTO Tepos K ABioThe BacunbeBHe, Mauexe Hukonenpku. Mx xak
OyaTo CBA3BIBAET KpellKas B3aMMHAas IPUBSI3aHHOCTb, KOTOPYIO aBTOP MOMYEPKU-
BaeT: ,,OHa nmo0uia cBOero Mysxa 0oJjiee BCero Ha cBete, U Myx oot ee”. CBoe
OTHOLICHHE K MYyXy ABIOTbA BacunbeBHa CTPOUT Ha CaMOIIOXXEPTBOBAHUU, SBJIS
co00ll 0HY M3 TeX HATyp, KOTOpHIC ,,eXKEJH pa3 MOJIOAT, TO KEPTBYIOT BCEHO
KHU3HUIO TOMY, KOr0 OHHM NOi00iaT1”. OHa, K IpUMepy, JTI00HUIa NPUOAETHCS, HO
JUIS MyXa ,,)KepTBOBaJla CBOCH cTpacThio K Hapsigam”’. OJHaKO MHOTOYHCIICHHBIE
XKEpPTBHI HE NPHUBOIAT €€ K CUacThl0 U €IMHEHHUIO0 C MyXeM, a, Hao00poT, ycTa-
HaBJIMBAIOT MEXJYy MYXXEM U XEHOH ,,3aMETHO IepeMexalronieecs 9yBCTBO TUXOU
HEHaBHUCTHU .

OOpaTtuM BHHMaHHE Ha O0IIWE MPUMETHI, JaHHBIC JTOOBH CaMOOTBEPIKCHHOMH,
U MOHMeM, YTO XOTell cKazaTh ToJyicTod cyan0oro 3Toil no6Bu. OHAa B caMOM ca-
MOOTBEPIKCHUHU HeceT cebe rubenpb, Tak KaKk HEeT B Hel Oe30rISAHON CaMOOTAauH,
a ecThb IIyCTh He IpyObIil, HO pacueT U HeyMEeHHe YyBCTBOBAaTh JPYIOro 4YeJOBeKa.
JIt000Bb MOABEPTrHYTA aHAIHM3Y, U OKA3bIBACTCS, YTO B HEW MEperieTeHbl CaMOOT-
BEPIKEHHE U STOU3M, BBICOKOE M HU3KOE.

g ToxcToro HeOTHEMIIEMBIH BJIEMEHT caMOaHalIu3a — MOpPaJIbHOE CaMOOIIpe-
JleIeHHe, IOCTOSHHAA IepeolieHKa 3TUYECKUX IeHHOoCcTell. BaskHelimas u uCTUHHAS
0COOEHHOCTh YeJIOBEKAa — HENPEPHIBHBIA TYXOBHBIH MOUCK, IBUKEHHE JTHYHOCTH
K HPaBCTBEHHOMY COBeplIeHCTBOBaHMIO. B Tpuioruu Toscroro — ,,opranuyec-
KO€ BJI€YEHHE, C OJHOM CTOPOHBI — K TaK HAa3bIBAEMBIM IPOKJIATHIM BONIPOCAM,
¢ Ipyroii — K BEIpaGoTKe [...] HpaBcTBeHHOM H0orMe”1”. MopanbHabie MeTaMOpHO35I

19 J1.H. OBcsanuko-KynukoBckuii, op. cit., c. 54.
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repos CBsi3aHbI ¢ MpobsieMoil nmooBu. McTiHHas 110008k, 110 Toncromy, — nesTenb-
Hasg. K Hell mpuOimkaeTcss B cCBOeM JI000BHOM 4yBcTBe Hexmionos, omymaer ee
Kak ugean — preHnes.

DBOJIIOIHIO JIDOOBHOTO YyBCTBA MpociexuBaeT ToacToit u B moBectu Kazaxu
(1852-1863). Bor OusieHMH — MOJIOJOW apHCTOKpaT, OErymUd OT MYCTOTHI,
HCKYCCTBEHHOCTH, (hasbmin ,,cBeTa”. OH UCMOTHEH TOPEYN CO3HAHUS COOCTBECHHBIX
omnOOK, HEPEaTU30BAHHOTO B XU3HHU mueana. OAWH U3 POAOB JTOOBH, KOTOPHIN
omrcan W BBEN B JAcHcTBUE MoBecTH ToycToit — ,,m000Bb JIOOBU”. DTO UYBCTBO
oxBaThiBaeT OIeHNHA 0COOCHHO B IEPBbIE MUHYTHI €r0 0The3/a U3 MOCKBBI:

»JI100mo! Ouens nrobaio! CraBuble! Xopomnro!” — TBEpAMI OH, U €My XOTEJIOCh IIaKaTh.
[....] Koro o ouenb mo6un? OH HE 3HAT XOPOUICHBKO.

HNmenno sta ,,11000Bb TI00BH~ C €€ JKaXJ0W cuacThs, HETEPIIEHUEM U HaJeX-
ol mpuBena ero Ha KaBkas:

OH pa3agymbiBal HajJ TeM, KyJa MOJOXKHUTh BCIO 3Ty CHJIY MOJOIOCTH, TOJBKO pa3s
B JKM3HU OBIBAIOLIYIO B YeJIOBEKe, — Ha JIOOOBb JIM K JKCHIIWHE WM Ha MPAKTHYCCKYIO
JEeSTeNbHOCTD [...], HA TOT HEMOBTOPHMBI MOPBIB, Ty Ha OAMH pa3 JaHHYIO YEIOBEKY
BJIACTBH CHeNaTh U3 cebs Bce, 4To OH Xo4eT. [...] OH HOCWI B cebe ITO CO3HaHHE, OBLI
TOPJA UM U OBLIT CYACTIIHB HM.

Touncrol moguepkuBaer cuny ,,0ora mononoctu” B Onennne. OHa Bena repos
K TIOMCKaM HEOOBIKHOBEHHOH JIOOBH, K CTPACTHOMY JKEJIaHUIO CHACTBS:

12

Best mpuposaa, kazanoch OneHuHy, BIaBinBaja JIl000Bb B ero AyIly i roBopuia ,,JIroou
Ho nonro He 6bUT0 ipeaMeTa MOOBH U POIUIOCH HEBEpUE B CaMOe 4yBCTBO: ,,J[a ecTh xke
BO MHE JXeJlaHUE I00UTh, CUIIbHEEe KOTOPOro Hellb3sl UMETh Jkelanbst! Jla OmsiTh, U eCTh
1M Takas J000B5?”

[lo popore OuiieHnHa TOpaxkaeT Kpacotra Top. Tak HadMHAeTCs ero
npeobpaxkenue. He cpasy oH u3baBnsgercs OT caMOJIOOUBOI JI00BH, KOTOpas, MO
ToncToMy, ¥ AypHa H MPUBJICKATEIbHA:

JI1o60BB k camoMy cebe, ropsidasi, MOJIHAs HaAEK, 3aCTaBIsAIa €ro IIakaTh 1 0OpMOTaTh
HECBS3HbBIE CIIOBA.

Ho non BivsiHMEM BCTpEYM C NPOCTHIMHU JIOAbBMH, BEIMYABOM NPUPOLOK B HEM
MPOUCXOJUT NEPEMEHA:

CuacTtbe B TOM, 4TOOBI KUTH IS IpYyrux. [...] Bexp Hudero s cebst He HYXHO [...]
OTYEro K€ He XKHUTh JUIs IPYTHX.

B »T0i# HOBOIl Teopuu cHacThsi Kak OyJITO MHOTO YEIOBEKOJIOOWs, TI0OBH HE
k cebe. Ho Henb3st He ynoBUTh W MpOHUIO Tosicroro. ONEHUH KellaeT ,HaWTh
ciaydail cnmenath n0o0po”. DTo nmenmaercss HApo4duTO, He 0Oe3 yroboBaHUS COOOM.
Bckope ero noriomniaeT caMoOTBEpIKEHHAs! T000Bb K JIIOSIM, KOTOpas OKa3blBaeTCs
qyBCTBOM (hanbmuBbIM. OH COBEpIIAET ,,[IOJIBUT” CAMOIIOKEPTBOBAHHUS, O KOTOPOM
Telepb BCE €ro MBICIH, — JapUT CBOETO KOHA Ka3aky Jlykalllke W mepexHuBaeT 3TO
Kak cyactbe: ,,OH Tak JI00HuT Bcex u ocobeHHOo JlykamKky B 3TOT Beuep”.
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MpEIcau 0 caMOOTBEpXKEHHH NeperyeTanuch B nyime OleHHHa ¢ HeNpPUA3HbIO
K TpeXHEH XU3HHU. YCTPOUBIIHCH B CTaHUIIE, OH ,,ACTIBITHIBAI MOJOI0E YyBCTBO
OeCpUYMHHON pajoCTH KXU3HU [...], ObIIO cBexko U sicHo”. Ecth, mo Toncromy,
B CaMOOTBEP)KCHHOW JIOOBM M CBEXECTh, W SICHOCTH, TOUHEE: MOXeT ObITh. Ho
Oounplie B HEl HaJyMaHHOCTH M Hacuius Haj coboit. ToyicTol MpoOHU3UpYET
HaJ repoeM, JaBas BHYTpeHHUN MoHoior OJleHuMHa B Jecy, IZleé OH OIIyIIaeT
,IIPEJIECTh” OT ,,KOMapUHOU aTMochepbr”:

EMy sSICHO HpeACTaBHIOCH, YTO OYMAlOT M XKyXxkaT komapsl: ,,Ciozna, clona, pedsra!l Bor
KOro MOXHO ecTh”. Torma-To ¥ BO3HHKIa B rosioBe OJICHHHA HJES CaMOOTBEPIKCHHS:
,»JIF000Bb — caMmooTBepkeHne”. OH Tak 00pajoBaics W B3BOJHOBAICA [...], YTO BCKOYHI
U B HETEPIICHUHU CTaJl UCKaTh, AJISl KOTO ObI €My IIOCKOpEe MOXKEePTBOBATH COOOM.

ComocTaBuUM TEKCT MOBECTH C TEM, 4TO Iucal ToJICTOW B HHCBHHUKE MEpHUOJA
okoHuaHus Kazaxos:

Tak Ha3plBaeMOE€ CaMOOTBEp)KEHHE, JOOpOJeTeNbh €CTh YJOBIETBOPEHHME OMHOM
O0ONE3HEHHO pa3BUTON CKIOHHOCTH. [...] KTo cwactnuB, TOT mpaB! — deloBeK
CaMOOTBEPIKEHHBIH cileree U )KecTue IPyrux.

Hemapowm ciieHa B secy 3akaHunBaeTcsi B MpadHoM Kosopute. OJIEHUH B TIOPY
MTOUCKOB JTIOOBH HecyacTIMB. JKMBET TOJIOBHBIMH CTPAaCTSMH, KOTOPbIE HE MOTYT
ath c4yacThbsi. Bmecte ¢ Tem mckanusa OIeHMHA B OCHOBE CBOEH, B CTPEMIICHHU
K HEATOMCTHYHOMY CUACThIO BOCIIPOM3BOMASAT AylIeBHOE cocTosiHue TosncTtoro. Bor
4yTO Imucan oH cBoei teTke A.A. Toncroit B mae 1859 rona:

Sl 6w O/IMHOK W HECYACTJIMB, XHBS Ha Kaskaze. S cran AyMaThb TakK, KakK TOJIBKO pas

B JKM3HH JIIOAM MMEIOT CHIy AyMath. [...] 51 Hamen, uto ectb GeccMmepTue, 4TO €CTb

J'IIO6OBI), " 4YTO XXUTb HAAO IJId ApYTrux, AJIsd TOro, YTOOBI OBITH CYACTIMBBIM Be‘{HOzO.

[lepeposxnieHne reposi MPOUCXOAUT TIABHBIM 00pa3oM MO/ BIHSHHUEM €ro
yyBCTBa K Kazauke MapbsHe. OJeHUH He 3HAET, UYTO Bjie4YeT ero K Mapssane. OH
Ha3bIBAEeT CBOIO JIIOOOBb 0COOEHHOM, BEIpaXKasAcCh 0 HEHl Tak:

D10 OBLIO YYBCTBO, HE IIOX0KXE€C HU HA TOCKY OJUMHOYECTBA U KCJIAHUC CYIPYKECTBA, HU
Ha IJIATOHUYECKYI0, HU €1I€ MEHEEC Ha INIOTCKYIO JII000Bb.

ITocTeneHnHo a1000Bb HcHenenaseT Bce MeuThl OJIEeHUHA O CaMOOTBEPIKCHUMN:

S M0G0 3Ty KEHIUHY HACTOSIIEH JTI0O0BEIO, B MIEPBhI U €UHCTBEHHBIN pa3 B ®U3HU.
[...] CamooTBepxkeHUE — BOT 3TO B3AOP. [...] XKHUTh ans npyrux, aenatb aoopo! 3auem?
Korna B nyme mMoeii ofHa 1000Bb K cebe U OJTHO JKeJIaHHE — JTI0OUTH ee, XKHUTh C Helo, ee
KU3HHIO. [...] SI HEe MO0 Teneph 3THX APYTHUX.

OJeHWH BO3BpaIIaeTCs K ATOUCTHICCKOM, CaMOIIOOMBOM TI00BU. TakuMu OBLIH
€ro OTHOWIEHHUS C ,,JpyTMMH~ W B MOCKOBCKMH mepuoxa. OgHaKo eMmy Kaxkercs,
YTO TOTJIa BCAKOE YyBCTBO OBLIO ,,HATSHYTHIM, TOHEHBKUM, OJTHOCTOPOHHUM, JTHY-
HBIM, YPOJJUBBIM”, a TElepb OHO CHJBHO, BBHICOKO M Ja)K€ BEINYECTBEHHO, Kak
ropsl KaBkasa.

20 ITur. mo: H.H. Appuenc, Teopueckuii nyms JI.H. Tonrcmozo, Mocksa 1962, c. 28.
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[Monayany OneHuH He oueHun MapbsHy: ,,Jla eme MHoOro Ttakux Oyner”.
Ho Bckope momymanock: ,,JlomkHO OBITH, OHA”. BCUBIXHYBIIAsS CTPacTh JIOMAcT,
YHUYTOXKAeT BCIO BHYTPEHHIOIO paboTy ero yma u cepiua: ,,C KaxXIbIM AHEM ee
MPUCYTCTBHUE CTAaHOBUJIOCH I HETO Bce OoJiee M Ooyice HEOOXOAMMOCThIO . EMy
OPUXOAUT MBICIb OPOCUT Bce IpEKHEe, OCTaThCs B Ka3aKax, 3aBECTH XO3SHCTBO
W KCHHUTHCS, MyCTh Jaxe He Ha Mapbsne. Ee Tenmepp oH ycrynan Jlykamke. 9T1o
ObL1 epuon, korna OJeHUH KaKJaln caMOOTBEpKeHUs Ojaromaps U BOIPEKH pas-
ropatomieiics ctpactu Kk MapbsiHe, KOTOPOW OH TOBOPHT: ,,5l HE 3HAIK0, YTO TOTOB
g Te0s caenars”.

B mentpe nmoBecTBOoBaHus 0 M006BKM ONeHWHA — €0 MUCHMO, TaK€ HE MpeaHa-
3HAYEHHOE K OTIpaBKe. JTO, MO0 CyTH, Pa3BEepHYThIl BHYTPEHHUNH MOHOJOT, CaMoO-
aHaJIu3 Tepos, OCBEUIAIONINN THANEKTUKY €T0 IYIIM U XapakTepa, CaMbli Imporece
nepexojia ero OT YyBCTBAa K UyBCTBY B 00pb0e ¢ caMUM c000M, B TOCTOSTHHBIX MPO-
THBOPEYHAX MBICITH:

51 eme Gopoics; s TOBOPHII cele: HeY)KEeIH MOXKHO JIIOOUTH KEHIIUHY, KOTOpas HUKOTIa
HE TOWMET 3aJylIeBHBIX MHTEpEcOB Moeil ku3HH? [...] a yke JI0OWI ee, XOTS elle He
BEPHJ CBOEMY YYBCTBY.

A BOT 0 cTagusx J000BHOTO YyBCTBA:

S moboBancs €10, Kak KpacoTolo Top U Heba, [...] HOTOM s MOYyBCTBOBAJ, YTO CO3EpLIaHUE
9TOH KpPacoThl CHENIANIOCh HEOOXOAMMOCTBIO B MOEH JKU3HH, U S CTall CIIPALINBATh ceOs:
He 110010 U 5 ee?

IIuceMO cocTaBiEHO IO 3aKOHAM TOJICTOBCKOIO ,,JIOTOKA CO3HAHUS~ W BEIET
K TOHUMAaHUIO TJIABHOTO B oTHOmEeHNU OneHnHa kK MapbsiHe: 0TKa3a ero OT ujaeaia
OECKOPBICTHOM JII00BH, 3aMEHY €€ YYBCTBOM PEBHUBBIM U JECIIOTUIHBIM.

T'epoil mpoXOAUT HECKOJBKO CTaJWd B OTHOUIEHUSAX ¢ MapbhsHOW, U BCE OHHU
MOCTPOCHBI HA KOHTPACTHBIX COUYETAHUSAX: ,,[IAyTUHA JIIOOBU” K IPYTUM H CJIaJI0CTh
MI00BU K cebe, CKIOHHOCTh MaphsHBI U €€ ke oTBpameHne k OJeHuHY, BOCTOPT
u otuasinue OnenunHa. OJICHUH HCHBITHIBAET CTHIJ IIPU OTHE3/I€ U3 CTAHUIIBI, KOTO-
PBIH TOX0K Ha 0EercTBO, MOJIOH OC3HACHKHOCTH:

Tax e, Kak BO BpeMsl ero mpoBooB u3 MOCKBEI, SIMCKasi Tpoiika cTosuia y moabesna. Ho
OJieHUH y)Ke He CUMTAJCs, KaK TOr/a, caMm ¢ co00i0 U He roBopui cebe, 4To BCe, YTO OH
IyMall U Jenal 3/1ech, 0bu1o He To. OH yke He o0eman cebe HOBOU KU3HH.

3HamMeHaTeNnbHa MOCHeqHsAs perumka aena Epomku, obpamennas Kk OneHHUHY:
,,Hem0OUMBIN TBI KaKOH-TO”.

B Kaszaxax Tonctolr mpoBOOUT TEpOs Uepe3 pa3HBIC POABI JIOOBH, HE MMEIO-
IIMe 4eTKUX TpaHull, BOMparoniye B ceOs 4epThl IPYTrUX POJOB. DTO CKa3aJloCh
B cyapbe OsenmHa. OH Kakoe-TO BpeMsI MCHOBEIYET 3aKOHBI CaMOOTBEPKEHHOU
mo0OBH, HO HE UCIBITAB NESITENbHOM, BO3BpAIlaeTcs K ,,KpaCUBON’, STOUCTUIHOM
,,JIOOBH K JIO0BH”, a TEM CaMbIM — BHOBb K CaMOMy ce0e, MpexHeMy, CaMOBITI00-
neHHoMYy. [TouckM HEITOMCTUYHOrO CYACThSI HE AAJUCh repoo. OJEeHUH MPUXOAUT
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K [EYaJbHOMY UTOTY, HO C HUM OCTAeTCsl €ro HeYIOBICTBOPCHHOCTD, HOTPEOHOCTh
HPaBCTBEHHOTO ITIOUCKA.

DBoJo1Ks TI000BHOTO YyBCTBAa OT pojia K pojy JIF0OBM Hanboiee OTYETINBO
U TIOJIHO, C HOBOH BBIPAa3HTEIBHOCTBHIO pacKkphiTa B moBecTH Cemelinoe cuacmobe
(3aBepurena B 1859).

UTo Takoe 3a OTKpBITHE, YTO 4ejoBek mobut? Kak OyATo, Kak TOJBKO OH 3TO CKaXeT,
YTO-TO 3alleJIKHEeTCs, Xjom — JoOur. [...] MHe Kaxercs, 4YTO JIOJU, KOTOpbIE
TOPKECTBEHHO MPOM3HOCAT 3TH CJOBa: ,,5 Bac m0ONI0”, win ceOs 0OMaHBIBAIOT, WU
00MaHBIBAIOT NPYTHUX. [...] ECTh 4yBCTBO, TaK OHO BBIPA3UTCH.

Hcxonst w3 3TOro BBICKA3bIBaHHS IJIABHOTO TEpOs, MOYKHO YTBEpPKIATh:
ToisicTol ero ycTamMu TOBOPHUT, 9TO OOBSCHATHCS B JMIOOBH Heneno. HeBo3MoxHO
ONpeleNuTh HaudaJdbHbIH MOMEHT no0Bu. C Touku 3peHus Toscroro, a000Bb
— 9TO pa3BHBAIONIEECS BO BPEMEHHM HPABCTBEHHOE UYYBCTBO. UyBCTBO 3TO
BUJOU3MEHAETCH OECKOHEYHO; ONpeNeluTh €ro KOHeLl TaK e TPYAHO, Kak
U Havajo.

B pabore nan Cemetinvivm cuacmvem ToncToil ommpancs Ha JWYHBIE TIe-
pexuBaHMs, Ha CBOW pomaH ¢ Bamepmeli ApceHpeBOH, XOTS W HE SICHO, B Ka-
KOM COOTHOIICHHMH HAxOJMWJIOCh IIEPEKUTOE C COIEPKAHHMEM IOBECTH.
C.A. Toncras B Ouorpaduueckom odepke Toacmoti YNOMHHAeT O IEPENHCKe
Toncroro ¢ ApceHbeBOi#, yTBepxkaas, 4To J0OBH y ToincToro Kk Hed He ObBLIO,
Obl1a JIMIIb JIF000BE K JI00BH u 100py. buorpad Toncroro I1.U. Buprokos, xots
u cuuTal ApceHbeBy HeBecTOM ToJCcTOro, oroBapuBaics MpH 3TOM, YTO CTPACT-
HOU JIFOOBHM MEXIy HUMHU HE CYIIECTBOBANO: ,, 10, YTO B JEHCTBUTEIHLHOCTH MOT-
710 GBI GBITH, HO YETO elle He ObUI0, B POMaHE CTajl0 yXke peambHbiM dakTom™ 2!,
B.A. Xnanos nmonaraet: ,, ToacTO# He MI00MI, HO MCKaJ JIOOBH U HE HAIIEN ee”?2,

Muenus Toisictoro 06 ApceHbeBOW H3MEHYMBHI, B3aMMOOTHOIIEHHSA C HeH
HepoBHBL. TOJICTON IpU BCTpeYax ¢ HEMl KpaliHe HA3UIATENEH:

Sl cran munaTte €€ MOpajibHO U JO TOI'O KE€CTOKO, YTO OHa yJ'H)I6aJ'IaCL HCJIOKOHYCHHO.

[...] MHe 65110 XOPOII0, HO OHA YKe ObIIa paccTpoeHaZ.

Kaxnyto HOBY10 BcTpeuy ¢ ApceHbeBOM TOJICTON OMUCHIBAET B THEBHUKE, OCYXK-
Jlasi He TOJIbKO €€, HO M ceOs 3a CBOe OTHONICHHUE K Heil: ,,5 cienan eil cepbe3HO
0onpHO BYepa”. MHeHusS o Bamepun y TOJCTOr0 M3MECHYHMBEI M MPOTHBOPCUHBHI.
12 utoHS OH MHILIET:

OpuBOIBEHOCTE U OTCYTCTBHE BHUMAHUS KO BCEMY CEPbE3HOMY yKacalomu. S 6010ck, 3TO
TaKol XapakTep, KOTOPBIH Jlaxke JeTel He MOXKeT JTIOOHUTE.

A BOT 3amucsh oT 25 HIois:

Ka)KeTCH, OHa ACIATCIBbHO moGsnua;[ HaTypa. HpOBeJ’[ JCHb C‘IaCTJ’II/IB024.

21 T1.1. Bupiokos, op. cit., c. 158.

22 B.A. XK naHos, op. cit., c. 46.

23 [Tur. mo: A.IL. Xypos, op. cit., c. 124.
24 Ibidem.
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UyBcTBO K ApCEHbEBOM pa3BUBANOCh, UTO BIIOCIEACTBUH B pPa3BEPHYTOU
¢dopme otpazminock B noBectn Cemetinoe cuacmoe.

H.H. TI'yceB yTBepxaai, 4To ,,aBToduorpaduueckas ocHoBa nosectu Cemeiinoe
cuacmve ynoctoBepeHa camuM TomcteiM”25. Ho, XOTS HAIMIO HEKOTOPHIE
BHELIHNE M BHYTPEHHHE 4epThl ToscToro B odpase IJIaBHOI'O I'eposi MOBECTH, BCE
K€ 3TO — JIIOAM pas3Hble, ¢ Pa3IUYHBIMH TEMIIEPaMEHTAMU M Pa3HBIM JTYXOBHBIM
obnukom. /[leiictBurensHo, Cepreii MuxalinoBu4, Tepoil MOBECTH, — 4YEIOBEK
CMOKOWHBINA, BBIAEPKAHHBIM, CKJIOHHBI K CaMOIMOXXEPTBOBaHUIO. TOJCTON Xke,
KaK Mbl 3HaeM U3 €ro JIHEBHUKOB U HaOMI0/IeHni OnorpadoB, — xapakrep OypHBIA,
MPOTHBOPEUNBHINA, CKJIOHHBIA K camoaHanu3y. Enie MeHbIe CXOJCTBa B TJIaBHOU
TEPOUHE U €€ IMPOTOTHUIIE.

Mama - 3mopoBas, Kpemkas [JeByIIKa, MeYTaTeJIbHas W WHHIHATHBHAS,
croco0Hasi CHIBHO YYyBCTBOBAaTh. ApPCEHbEBA K€ — AEBYLIKAa XpyINKas, Bsiasd,
XO0JIOJHAsI, TIOBEPXHOCTHAs, AITOMCTHYHAs, YyBJICUYCHHAs HapsAJaMH M CKJIOHHAs
K CBETCKHUM YAOBOJBCTBHUAM (IIpaBla, €e XapakTEePUCTHKA JaHAa caMHM TOJICTBHIM,
a OH HE BCET/Ia PacIoIO0XKeH K Hel).

IMucbma ToncToro k ApceHbeBOM — Kak Obl MPETIOUs K MOBECTH. DTO CBOETO
ponma ucroBenb ToscToro, ero AyMBl O CMBICIIE JKH3HHU, O CYACThE, O NMPHU3BAHUH
JKEHIIMHBl U T.[., HO IeJb BCEX ITHUX NMHCEM OAHA — ,,BRICBOOOXKIeHHE cels u3
TIOJNIOKEHHST «IOYTH 4YTO KeHHXa»”20. ToJjcTol NpHIaBal OYEHb CEPhE3HOE
3Ha4YeHHE OpaKy:

Exenu s He Halay COBEpPUIEHHOI'O CYACTHUs, TO s MOTYOJI0 BCE, CBOW TalaHT, CBOE
cepuue”.

HepBI:IM YCJIOBHUEM CUHACTbS B CEMbE Toncroi BUACT TpYyHd, O Y€EM HCOAHOKpAT-
HO TOBOpHJI B IHCBbMax. Ho onnaxzasl oH Hamucaljla, 4To 11000Bb M JKEHUTHOA
JOCTaBHUIIN OBI €My U ApCGHLeBOI/I TOJIBKO CTpaJdaHUusA:

Mmne KaXeTCd, 4TO 1 HE POXKIACH I ceMeitHO! JKU3HHU, XOTh JII00JTI0 ee 00JIbIe BCEro Ha

cBere. [...] V3 BceX keHIIMH, KOTOPHIX 5 3HAN, 51 OOJbIIE BCEX JNOOWI H JTIOOJO Bac, HO

BCE€ OTO €1II€ OYCHb MaJ'IOzS.

TakuM npu3HaHUEM 3aBepuini ToJCTONH CBOU OTHOIICHHS ¢ APCEHbEBOM.

IIpu comoctaBneHun ucTopuu TONCTOTO U APCEHBEBOW M HCTOPUU TEpPOEB
CemetiHo2o cuacmvsi MOXHO YOCIHUTHCSA, YTO OTHOIICHHUS ITH BeChbMa HECXOIHEI.
B moBecTH MBI BHJMM COCTOSIBIIYIOCS, YCTOHYHMBYIO, OCYIIECTBICHHYIO JO0OBbB.
B xu3HU, OBITH MOXKET, HE OBLIO JIFOOBU HU C TOH, HA C JPYTOH CTOPOHBI. ToscTOM
nHcal 0 Hell, Ha3bIBas ee ,,B000paxaeMoii Mo6oBb0”2?. Ho eciu He GbI0 NOOBH,
TO 9TO XK€ OBLI0?

25 H.H. I'yces, Mamepuansi k 6uozpagpuu JI.H. Torcmozo ¢ 1855 no 1869 2z., Mocksa 1957, c. 333.
26 ITur. mo: A.IL. Xypos, op. cit., c. 129.

27 Turt. mo: ®.B. omos, op. cit., c. 41.

28 ITur. mo: A.IL. Xypos, op. cit., c. 131.

29 Ibidem.
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Bbuta poMaHTHKA ITOJI0KEHUI: TIPUE3IBI, YeAUHEHHBIE GeceIbl, HaCIaX IeHHE 1YBCTBOBATh
ce6st I0GUMBIM. JTO ObLT OIIBIT JH06BH 6e3 Tr6Bu3Y.

PomaH ¢ ApceHBEBOM TaJl MUCATEINIO IIUTEIBHBIN ONBIT HAOIIOACHUS 32 CBOUM
U ee AYIIEBHBIM MUPOM H TOBEJeHUEM. B moBecTu oTpasuinucy poMaHTHKA JTH00BU
U CCEMCHHOW >KM3HH, IMEPBBIC OIMACHOCTH DPACXOXKJICHUS M Pa3MOJIBOK, BIICPBBIC
0CO3HaBaeMbIC IIPOTUBOPEYHSI OTHOILICHHI B OpaKe.

Jymast u 4yBCTBYsl 3a CBOIO I'€pPOMHIO M BeJsl IIOBECTBOBAHHE OT €€ JIMIA,
TosicToli ciienuT 3a HapacTaHUEM Yy Hee YyBCTBa K OyaylleMy MYXy H 3a
pa3BUTHEM TEX CTOPOH WX OTHOIICHHWH, KOTOPHIC BIIOCICACTBHU OCIIOXKHSIT HX
cynpyxkecrBo. Cama 1000Bb Mariu — 4yBCTBO, Pa3BHBAIONIEECS BO BPEMEHH.
Bce 1 repouHM BHayajge XOpOIIO M MPEKPacHO, BCe MEICIH e¢ 3aHAThl CepreeM
Muxainopuuem. UyBcTtBa Mamu no3tusupytorcs ToOJCTBIM, JTH000Bb T'ePOUMHU
MPOXOJHT B 3TOT IIEPUOJ ITAIl JIFOOBU KPACHBOM.

Beqep ObLT TaK Xopol, [] MBI OCTAJIUCh Ha TE€ppace, U pa3roBop ObLI TaK 3aHUMATEJICH
AJie MEHsI, 4TO 51 HE€ 3aME€TuJa, KaK IMOHEMHOT'Y 3aTUXJIM BOKPYI HAC JIHOACKHUEC 3BYKH.
OTOBCIOI{y CHUJIBHEC 3alaxJji0o IHBETaMHU, [] 3BC3JHOC HebO Kak 6yZ[TO OIMyCTUJIOCH Hall
HaMH.

Pa3nnna B Bo3zpacrte Bener k Tomy, urto Cepreit Muxaiinosuu obmaercst ¢ Ma-
el Kak ¢ MOJIOABIM JIIOOMMBIM TOBAapHUINEM, N1a€T COBETHI, MOOMIPSET, OpaHHMT.
EcTh B 3TOM OTTEHOK OTIOBCKOH M100BU. Kakoe-To Bpemss Mamry ockopOisiino, 9To
OH Tak oOpamaeTcs ¢ Held M HHUYEro He pacckas3blBaeT o cede, 0 MUupe, B KOTOPOM
JKUBET, HO BCKOPE OHA IPHBBIKJIA K ATOMY W HallllIa ecTecTBEHHBIM. J[1000Bb Kpa-
cuBasg, KOTopas Xujia B Aylie Mamu B 3TOT MepHOJ, MPUHOCUIA €l U HPaBCTBEH-
HO€ YJIOBJIETBOPEHHUE:

51 3Hana, 4TO OH JIIOOUT MEHs, — KaK peOeHKa, MM KaK KCHIIUHY, 5 elle He CIpalliBaia
cebs; s IOpOXUIIA 3TOH MI000BBIO, U, YYBCTBYS, YTO OH CYMTACT MEHS CaMOIO JY4IICHO
NIEBYIIKOIO B MHpE, S HE MOTJIa He )eJlaTh, 4T00 3TOT 00MaH (4TO BO MHE HET KOKETCTBA)
ocraBaicsi B HeM. M s HeBoabHO oOMaHbIBana ero. Ho oOMaHbIBas ero, W cama
CTaHOBWIACKH JyyIre [...] Jymu ke Moeil OH He 3HaJI, MOTOMY YTO JIIOOHII €€, IIOTOMY YTO
B TO CaMO€ BpeMs OHa pocja U Pa3BHBANACh.

BecnpecTtanHo B ayuie AeBYUIKM OOHapyXKMBAKOTCS HOBBIC, paHEE HEU3BECT-
HbIE €I YyBCTBa M OUIYIIEHHUS, C KaXJIBIM JHEM YCHJINBAsCh U YKOPCHSSICh B HEW.
U ona Bce OoJee AYIMIEBHO CONMIKACTCS C KEHHXOM, MOJIMANACT MO BIHUSIHUE €ro
MEICJIEH.

Ka)K,I[aS{ MBICIIb ObLTIa €ro MBICJIb, U KaXXJ0€ YYBCTBO — €r0 YYyBCTBO. S tornma €uic HE
3Haljla, 4TO 3TO J'IIOGOBL, A AyMajina, 4TO 3TO TaK BCErja MOXKET 6BITI), 4YTO TaK JapoMm
JAae€TCA 3TO YyBCTBO.

CpeI[I/I MBICJIeﬁ, BHYHICHHBIX Marmie ee J'IIO6I/IMI)IM, OblJ1a U MBICIB O IICHHOCTH
CaMOOTBEPIKCHUA:

30 Ibidem, c. 133.
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OH roBOpHJI, YTO B JKU3HU €CTh TOJBKO OJHO HECOMHEHHOE CYACThE — KHUTh IS JAPYTUX
[...]. OT0 y6exaeHue, MIOMUMO MBICIH, YXKE IPOXOIUIO MHE B CEp/LIE.

B ator nepuop n060Bs Mamm — riry0okoe 4yBCTBO, 3aCTaBJISIONIEE TPENETATh.
['epowHs HACTOJNBKO CYACTIHMBA, YTO XOYET IMOJAEIUTHCSA CUACTHEM, OTIAATH BCIO
ce0st IpyruM.

JIto60Bp Mamnin poMaHTHYECKH HE NMPUYyKpallnBaeTcsa. 3a0bIT NPeKHUH uaean
— HEKTO ,,TOHKHH, CyXOIIaBblil, OJIEIHBIH, MeYalbHbIN’, a MOJI00MIa OHA YeJIOBEeKa
,,y?K€ HEeMOJIOJJOTO, BRICOKOT0, INIOTHOTO U Bcernaa Becenoro”. OTHOMEHHU MEXITY
HHMH CTPOSITCS Ha OCHOBE MCKPEHHOCTH M mpaBabl. Cepreit MUXaiIOBUY OTKPBLT
Mairie ,,lienyt0 XXU3Hb pagocTeil B HACTOSIIEM”, TOMOT YBUJIEThH ,,BOJIICOHBIH MU
KpacoTbl” B TOM, YTO KaXAbIH JAeHb OBUIO Tepeja ee ria3amMu. Bce okpykaromiee
crano sl Mamu ,,HOBBIM U IpekpacHbiM’. OHa MOCTENEHHO yCBOWIA TO IOHH-
MaHHue XU3HU, KoTopoe B Cepree Muxaiyiopude BrIpabaThiBaioch rogaMu. OMBIT
aBTOpa MOBECTH MOJICKA3BIBAI: CXOACTBO M COMIACOBAHHOCThH XapaKTEPOB — HEOO-
XO0JIMMasi OCHOBA JIIOOBU — BO3HHUKAET HE Cpa3y, Mo{4ac My4YHTeNbHO. Mama J0Jro

4YyBCTBOBaja HEBOJbHYIO HANPSKEHHOCTb, TOBOPSA C HUM, U IOHUMAja, 4TO [...] B HEM
OCTaBaJICs €lle LEIbld 4y>KOH MuUp.

Ho BoT Hactymaer sTam BO B3aMMOOTHOIICHUSX JIOOAMMX, Korga Maima mo-
YyBCTBOBaJIa, 4TO He TOJbKO paBHa ¢ Cepreem MuxaiigoBuueMm, HO U B UYE€M-TO
BBIIIIE €TO.

OTo OBLT yXKe He CTapblil ASAs, JIaCKAIONIMA M MOyYaroIluidl MEHs, 3TO OBLI paBHBIH MHE
YEeJIOBEK, KOTOPHIH JIF0OUI U O0sIICSA MEHS, U KOTOPOro s 6ostack U roduma.

3nech u 0OsI3Hb, U HACIAXACHUE BIACTHIO HAJ| CepILeM Jpyra. ,,MHe MPHUILI0
HENpEeOoJA0IMMOe KelaHue elle pa3 CMYTUTh €ro W UCIBITaTh Ha HEM MOIO CUIy”,
— Ka3ajaoch Obl, OTPUIATEIBHOE MPOSBICHUE JIOOBH, HO 3TO TOXKE CCTECTBCHHAS
JIpyrasi CTOpOHa 4yBCTBA.

Cuena, B koTopoit Maia nousia, uro Cepreii Muxaiinosuy JIloOUT ee, — elie
OJHO OTKpbITHE T0JICTOr0-XyA0KHHUKA.

OH gymal, 4To s yujga, 4YTO HUKTO €r0 He BUAMT [...] Bapyr oH moxan miuedamu u,
MIPOTOBOPHB UTO-TO, yIBIOHYJCS. Tak He MOX0ke Ha Hero OBUIO 3TO CIOBO M 3Ta YIBIOKA
[...] ,Mmnas Mama!” — moBTopun oH. OH yIBIOHYNCS, THAAS HA MeHs. 1 yneIOHymach
Toxe. Bce TMIo ero mpocusio pagocTaio.

I'my6oko CKpBITBIE UYyBCTBAa TE€pOEB H300pakeHBI 3/1€Ch CIEHNHPUIECKUM
TOJICTOBCKHM IPHEMOM: OT BHIUMOIO XYIOXHHUK BeAeT K HEBHUAUMOMY, OT
BHEIIHETO — K BHYTPEHHEMY, OT TEJIIECHOTO — K J[YXOBHOMY.

PazButne wuyyBctBa Cepres MuxailioBuda packpbITO HHade, CIEp>KaHHO
n JTakoHUYHO. ToJicTo# onmpaercst Goyiee BCeTo Ha BHEIIHHUE MPOSBICHUS SMOINN
reposi, Ha XapakTepUCTUKY €Tro IMOCTYNKOB. Bmepseie yBunes Mamry B3pocioi
nesymkoi, Cepreit MuxalymoBUY ,,0CTAHOBHJICS M HEKOTOPOE BpEeMs CMOTpE,
He KIaHsgAch”. VYe3kass, OH TOBOPHUT ,,CIHIIKOM XOJOIZHO-IIPOCTHIM TOHOM”,
n ,,00X0auT ee B3TIsAA0M”. PasHuIla B BO3pacTe KaKeTCs TepOl0 HEMPEO J0JIMMON
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nperpanuou, B ero ayimie OOPrOTCS kelaHue J0BH ¢ ee 3amnperoM. [loka3arenbHa
CIIEHa ero pasroropa ¢ Maieit 0 TOM, TOYEMY OH HE KEHUTCS:

Ha MeHs yxe naBHO mepecTald CMOTPETh, KaK Ha YEIOBEKa, KOTOPOTO JKEHUTh MOXKHO.
Tpunuate mecTs JET, YK H OTKHUIL.

Mame mokas3aaoch, YTO OH KaK-TO HEECTECTBEHHO, HANPSIKEHHO TOBOPHUT
9TO; B TOHE €r0 OHa CJBILIUT ,,3aTA€HHYIO0 TPYCTh” M OIIYLIAET XOJOJHOCTH NPHU
MPOIIAHUH.

ToncTol BCIOAY AEMOHCTPUPYET YMEHHE uepe3 JeTalb, XKecT, TOH oOHapy-
JKUTH cofepkanue aymu. Ilo cioBam repouHw, ,,B KaXJI0M IBHKEHHH, B KaKJOM
CJIOBE M B3IJIAJ€ €ro s Buiesa J000Bb U He cOMHeBanach B Hei”. [lo anamornu-
Homy moBony J.C. MepexXKOBCKHI 3aMeTH], YTO B Mpou3BeAeHUsAX Toicroro
XYIOKECTBEHHBIM LEHTP TAKECTH, CHIa H300paKeHUS — He B JpaMaTHYECcKOil,
a B TIOBECTBOBATEJIHHOM YAaCTH, HE B TOM, YTO TOBOPAT IEPCOHAXHU, a B TOM, 4TO
0 HUX ToBOpHTCS. ,,Y TOJCTOro MBI CIHBIIMM, MOTOMY uTo BHauM™3!. Tepom
MOBECTH TOBOPAT APYT C APYTOM OCOOBIM, Kak Obl BHYTPEHHUM rojiocoM. Bciryx
K€ IPOU3HOCUTCS COBCEM HHOE:

OH cka3ai: ,,Bel He OouTech?” — a s ciplliana, YT0 OH TOBOPIII: ,,JIr00r0 Te6s! JIro6mo!”
[...] — TBepamI ero B3MJISLA, €TO pyKa; U CBET; H TCHb, H BO3JYX, U BCE TBEPJIUIO TO KE
camoe.

FepOI/IHSI npeaA4yBCTBYCT, UTO poAMBHICECSA B €€ AYyHIC YYBCTBO HNPETCPIIUT
MHOTO TOPECTHOI'O:

Sl ucnyranace CBOEro 4yyBCTBa. bor 3HaeT, KyJa OHO MOIJIO NMOBECTH MeHA. [...] MHe
CTAJIO TSDKEINO, TSHKENO Ha CepaLe.

U ona He oOManyiack. ToscToit oOpamaeTcs K MHTYUTUBHONH CTOPOHE JOOBH,
BO3MOKHOCTH NPEJBOCXUIICHHUS Oy IyIIEeTO:

51 3Hana, 4YTO OH TO CKAXKET M 3HaJa, 4TO OH He yexeT. Kak s aTo 3Hana? f Tenepp HUKaK
HE MOTY 00BACHHUTH cebe.

CKpBITO€ 4YYyBCTBO TPEBOTH 3a Oynyllee CYacTbe BBIABISAETCS B MOMEHT
00bsicHeHus1 B M00BH. [locne HacToWunBhIX mpockd Mamm Cepreit Muxaitnosuu
OOBSCHUI, YTO MX OTHOLIEHHS 3allUIM CIUIIKOM JAJEKO, YTO OHA €ro HEe CMOXKET
MOJIIOOUTH, a €CJIH U CKa)XeT, YTO JIIOOUT, TO U3 XKaJIOCTH, IOCHe K€ OyleT CYUTATh
CBOIO XH3Hb 3aryOiieHHOH: ,,Bam urpats xouercs, a MHE Apyroro HyxxHO’. Bce
3TO nmopasmwio Mamry, oHa ouryTuia 60b.

3a uro? 3a 4to? [...] A B nyme ObUIO cHacThe, HaBEKH yIIeANIee, HEBO3BPATHUBIICECS
cyacThe.

CamoonrymieHrne, XapakTepHoe s repoeB ToJcTOro: cyacThe W HECYacThe
JKUBYT B AylI€ OZHOBPEMEHHO.

31 I1.C. MepexkoBckuii, op. cit., c. 85.
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Toncrodl ciaeguT 3a Tem, Kak o0oramiarTcs 4yBCTBa Mamu, 3amedasi, 4TO
HEpEeJIKO K HUM IPUMEIINBACTCS TO, YTO HJIET OT caMoo0us u cedsurrobus. Bor
OJIHO U3 €e AYLIEBHBIX HACJIaXACHHMA:

Sl uyyBcTBOBaja, YTO BO MHE OBII ILENbIH HOBBII MHp, KOTODPBIi OH HE MOHHMAJ,
Y KOTOPBIil OB BBILIE €rO0.

Jaxe MCTUHHOE YYBCTBO HE HMCKJIIOYAET OECCO3HATENBHOTO JKEJAHUS BIIACTH
HaJl JTIOOUMBIM CyliecTBOM. Takue TCHUXOJIOTHYECKUE COBMEIICHHUsT TOJCTOU
HaOdI0an B JIOASX M HE CYUTA]I UX OE3HpaBCTBEHHBIMU. BOT Kak paccyxuaer
TepPOUHS HAKaHYHE CBaJ(bOBI:

Tenepp s uyBcTBOBasia ce0f COBEPIICHHO PaBHOIO €My [...] U 4acTo C HaclaXIeHUEM
BUeNa mepex co0OH BMECTO BHYLIAIOIIEIO YBa)XEHHE M CTPAaX MY>KYHMHBI, KPOTKOTO
U TIOTEPSHHOTO OT CYACThs peOeHKa.

OuryiieHrue CBOEro MPeBOCXOJICTBA, OKA3bIBAETCS, HE OTBPATUIIO €€ OT JII00HU-
MOTO, a MPUJAJI0 HOBBIN, HEKHBIN XapaKkTep ee YyBCTBY.

Kaxercsi, Ternepb repouHs yJIOBIETBOpeHa, cuactiuBa. Ho ee 0KualoT HOBBIC
HemnpeacKka3dyeMble omryiieHus. Eil oTKpbUIach €Iie OJHa CTOPOHA CYacThs — BIie-
YEHHE IJIOTH.

Bapyr 4To-TO cTpaHHOE CIyuYHJIOCh CO MHOH, [...] Bce HOMYTUJIOCH, 1 HUYETO HE BHUJENa
n JO0JI’KHa 6])1.]'[3. 3AXKMYPUTHCA, ‘ITO6 OTOpPBAaThCA OT 4YYyBCTBa HaCJaXIACHUA U CTpaxa,
KOTOpBbIE IPOU3BOINI BO MHE 3TOT B3TJISA.

ToncTol paccMaTpUBaeT 3pPOTUYECKYIO COCTABIISIOIIYIO JIOOBU KaK €CTECTBEH-
HOE YYBCTBO, 3aJI0’)KEHHOE B YEJOBEKE NMPUPOJIOH, CTATKHUBAs, KaK BCETa, IPOTH-
BOIIOJIOXKHBIE Hayaja — CTpax M HacnaxzaeHue. Yxe B Kazaxax Tonctoil 3aTpoHyn
3TOT Bompoc, a B Cemelinom cuacmbe OH NAET MCUXOJOTHIYECKN BBEIBEPEHHBIE CIIE-
HBl (u3nueckoro BiedeHud. M kak Bcernga, oLeHHBaeT JIOOOBHYIO CTPacTh M CO
CTOPOHBI IPUPOJHOM, ECTECTBEHHON €€ CYTH, M C TOYKH 3PEHUSI HPABCTBEHHOCTH.

KynpMmuHamus oTHOLICHUHN Tepos M F€pOMHH — TENEepb MyXka M KEHBbl — CBU-
JIETECTBO ITyOOKOr0 B3aMMHOTO 4yBCTBa. HO 3TO *XU3HBb BIBOEM, 3TO — CO37a-
HUE MaJEeHbKOTO MUPKA, I'I€ TJIOXHYT YyBCTBA CBSI3U C OONBIIUM MUPOM, IPYTUMH
JOJIbMH. A TIOTOMY HET HACTOSIIIEH XU3HH, HET JBHKEHHUS, BCE OTPAHUYCHO KPYy-
TOM MCKJIIOUUTEIBHO JIMYHBIX MHTEpecoB. OHU-TO M pa3pylIalOT CaMyl OCHOBY
mo0Bu. DTa oOHa)kaemasi B CIOKETE IMOBECTH MBICIB ITOSBUTCS BO MHOTHX ITOCIIe-
IyOIKUX Tpou3BefeHusx ToycToro, B yacTHOCTH — B Aune Kapenunoil.

B nmosectu Cemeiinoe cuacmve TONCTONW CKaXXET 0 CEMEHHOM HECYACThE KaK
0 HeuszbexxHoM. U, BompekH, ka3anoch Obl, noruke aBropa fOnocmu, Kazaxos, He
Ha30BET 3/IeCh CAMOOTBEPKEHHYIO JTI000Bb, K KOTOPOH cTpemMuTcs Marta, ciemnon
U KEeCTOKOH. Benp oHa naer BBIXOA K JIOIAM, B JIE€ATEIBbHYIO XKU3Hb, HE OTPaHHU-
YHUBAaeT WX MHp, KaK caMoIio0uBast u cedsurroouBas 1r060Bb BABoeM. B mocnennei
HEMaJI0 U CJIEHOTHI, M KECTKOCTH. Male ka3anoch, 4TO ,,eCTh TaM, I'lle-TO, €Ile
npyroe cuactbe”. K ee HaciaakJICHHUIO MOKOEM M JIIOOOBBIO K MYXY HPHCOCIHHS-
Jach TOCKa, YyBCTBO HMOBTOPSAEMOCTH B KHU3HHU. JII000Bb HaumHaeT npuoOpeTaTh
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TPEBOXKHBIN XapakTep. X04eTcs ABUKEHUS, BOJHEHHI, OMMACHOCTEH U caMOIoXKep-
TBOBAHUS ISl YCUJICHUS YyBCTBa: YTOOBI BCe BOKPYT BUAENIH €€ JIOOOBH U ,,U9TO-
OBl Memanu JTIOOUTH”. Y TEPOMHU BO3HHKAET MOTPEOHOCTh B HE UCTBITAHHBIX €IIE
OIMYIICHUAX, KOTOPHIX MYX He MOXeT aath e¢il. HyxxHa Gopbba, HYXHO, ,,4TOOBI
YyBCTBO PYKOBOJHWIJIO HAaMH B )KHM3HH, a HE )KU3Hb PyKOBOJIMJIA YyBCTBOM .

B IleTepOypre reponHs UCTIBITHIBACT HOBBIE ONIYIIEHHUS, €10 OBJIAJIEBAET ,,9yBC-
TBO TOPJIOCTH M CaMOJIOBOJILCTBA

BHuMaHHe MHOTHX JIIOJEeH B CBETE 3aCTAaBJSUIO IyMaTh, YTO €CTh HEKOTOpas 3aciyra
B MO JTIOOBU K MYXKY, U JIeJIallo MO€ OOpalieHue ¢ HUM [...] HeOpexHee.

A MyX TOJIBKO HaOJIOAAET 3a HEI0 M HUYEro He JejaeT I TOro, YToObl Io-
MO4Yb €if BepHYTbcs K Hemy. JKu3HeHHbIH npuHuun Cepres Muxaiiosuda, KOTO-
pOro OH HpHUIEPKUBAETCS U Telephb — ,,JJydlle 00XOAUTH TypHOE, YeM CONPOTHB-
naTbest emy”’. U emre — 04eHb BaXKHOE, C TOYKH 3peHUsT TOJICTOro: 4eI0BeK JO0JDKEH
caM IPOHTH Yepes BECh ,,APA3T KHU3HU, YTOOBI OLIEHUTH XOpOIlee.

OTHomeHus ApYyXObl ocTanuch, HO Mama u Cepreit MuxaiioBud nepecraiu
OBITH APYT IS ApYTa COBEPLICHHEHIINMU JTI0ABMH B MUpe. ' epouHs roBOpuUT:

CueH ¥ pa3MoJIBOK Ooble He OBIBAJIO MEXJy HaMH, 5 cTapajach YTOIHUTH eMY, [...] MBI
OyxaTo mobwin apyT Apyra.

Ora ,,0yaT0 NMI000BL” MTOX0KA HA TO, YTO MOCIYXKUJIO IPUUYNHON pa3pbIiBa MEX-
ny Tomcreim u ApcenneBoil. ToJCTON cO3HaBall, YTO €ro HEBecTa, Kak M Mara,
YyBCTBOBaJIa 3TO OTCYTCTBUE J0OBHU. Tpu roga OpayHoOil )KU3HHU repoeB MPUBEIN
K TOMY, YTO UX OTHOIICHHS ,,KaK OyJTO OCTAaHOBMIIKCH, 3aCThUIM’. DTO KaK pa3s
TOT CPOK, B T€UEHHE KOTOPOTO, CyAs 110 JTHEBHUKaM, ToJcTol onpenenui ans ceos
MOCJIEICTBUS MPEJIOoIarapiierocs opaka ¢ ApceHbeBOM.

Jaxe poxJaeHre cblHa HE M3MEHIJIO KM3HM Mamu. MaTepuHCKOe 4YyBCTBO,
IpocHyBIIeecs ObUIO y Hee, Mepeluio B ,,XO0JIOAHOe HcronHeHue aonra”. ['epou-
HS BCE €Ille MOJIOJa, U €€ IMOACTEPETaeT OMacHOCTh ,,lTafeHus”. 31eCh THIIMYHOE
st Tomeroro ocsemenne nNpodJieMbl TENECHOT0 YyBCTBA. BocnoMuHanue o Map-
KH3€e, KOTOPBI OKa3bIBaJl TEPOWHE 3HAKM BHHUMAaHUs, KOT1a OHa Oblja C MyXeM 3a
rpanuueii, bepeaut ayury Mamu npoTHBOpeYHeM MEXIY CTPEMIIEHHEM K CHaCThIO
B CEMbE U JKEJIaHHEM ,,IIJI0TH:

Tax cunpHO OT3BIBANHCH BO MHE BOJHEHHE U CTPAcTh 3Toro demoseka! [...] Xoremochk
MHE OTHAaThCS MOLETysM, [...] TaK TAHYJIO MeHS OpPOCHTHCS B OTKPBIBIIYIOCS BJIPYT,
MIPUTATUBAIOIIYIO O€3/IHY 3aIpPEeIIeHHBIX HaCIaKCHHH.

Marmia 9yTh HE cTasa )KepTBOW YyXHUX JTIOOOBHBIX MpuTs3annii. OgHAKoO packa-
SHHE B TOM, YTO OHA XOTA Obl B IIOMBICJIaX U3MEHMWJIA MYXY, IPUBOAUT €€ K 0CO3-
HaHHWIO HEOOXOAMMOCTH HOPBAaTh C TEM 00pa30M XHU3HH, KOTOPHIH BCKPYKUJ €l Ha
BpEMsI TOJIOBY.

JIt060Bb-Ipyxk0a MpOWIET elle HCIBITAHHE XOJOMHO-APYKETIOOHBIMU OT-
HOIIEHUAMU Mamu ¢ MyxeM. 3aMKHYBIIUCH B ceOe, TepOHHS OCTaBISAET BCAKYIO
HaEeXKAY:
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Her Bo MHe HM NM0OOBH, HH >KEJIaHUsS JIOOBH, HU MOTPEOHOCTH TPyAa, HH JOBOJBCTBA
co0oii. [...] 3auem mns apyroro? Korna u jis ce0s )KUTh HE X04eTcs?

Maia He MOKeT OOBSICHUTBCS C MY)KEM, KOTOPBI BCE BPEMSI OTCTpaHsIETCS OT
Hee, HE aeT e BO3MOXXHOCTH OTKPOBEHHO BBICKa3zaThcs. CHayaja OHa HE MOHH-
MaeT, IoYeMy OH Tak nocrtymnaeT. Ho 3aTeM Bce MpOSCHUIIOCH: TOTOMY 4YTO CUUTA-
€T HEBO3MOXXHBIM BO3BPATUTHCA K MPOMITIOMY. Tak W HE MOXKJABIINCh OTKPOBEH-
HOI'0 pa3roBopa ¢ MyxeM, Mala HakOHell HAYMHAET JOTaAbIBaThCs, YTO Ta KU3Hb,
KOTOPYIO OHA CUMTAJIa CYACTIMBOU, HA CAMOM Jielie He ObliIa ero.

JIt060Bb repoVHU K CBOUM JETSM, OTCI0JIa — JIOOOBb K MYXY, HX OTIy — BOT
HCTUHHOE CYacTbe, KOTOpoe oOpeTaeT OHa dYepe3 CBOM HOBBIE NPEACTABICHUS
0 XM3HH, ceMbe H JMo0Bu. CuacTse *kaeT B Oyaymem. B Oyaymem x)aeT repouHs
Y HOBBIX IPOSIBJICHHI 3TOTO c4yacThsi. Myx e eii roBopur: ,,He Oynem crapaTtbcs
MTOBTOPSITh XHU3HB, [...] TOBOJBHO cuacThsa . OdyeBmaHO, uTOo Cepreit MuxanioBud
CUYUTAET, B OTJiMuKMe OT Maliu, 4To c4acThe yxe Obuto u npouuto. Ho pa3se repoit
HE Hallel TOro, 0 YeM MeuTall, YTO MCKal BCIO KM3Hb. Beab cyacTbe Al HEro
— TIOKOW, a TOT MEPUOMA, KOTOPHIH OH HA3BIBA€T MPOILIBIM M YIISAIINM, OBIT s
HEro TOJIOH HENMPEPHIBHONW 00PHOBI MEXKy MPOTUBOPEYHMBEHIMU YYBCTBAMH.

Maia B I0HOCTH ObLIa MCIOJIHEHA ,,BEYHOI'0 CAMOIOKEPTBOBAHUS, MeUTana
0 )KM3HU B CEMbE, O 3aMYKECTBE, O ,,BEYHOM JIF0OBU ApyT K npyry”. Torna nposBu-
JIUCh B €€ JIIDOOBHOM YyBCTBE HECKOJIBKO POJIOB JIFOOBU C Pa3IMYHBIMU MX OTTCH-
KaMHU. 3aTeM OHa MPOXKMUJIA APYTYIO )KU3Hb, B KOTOPOI BIacTBOBAJIO

0JHO cebsno0uBOe UYyBCTBO JIOOBM Jpyr K JOpyry, »XKelaHue OBbITh 1H0OMMOI,
OecrpuYHHHOE, IOCTOSIHHOE BeCeICHHE U 3a0BEHIE BCETrO Ha CBETE.

Ho MuHOBAaNIO B 5TO — 1 TCPOUHA NMPUXOAUT K BBIBOY:

C 2TOr0 IHA KOHYHJICS MOH POMAH C MYyXeM, [...] cTapoe 4yBCTBO CTal0 HEBO3BPATHMBIM
BOCIIOMHHAHHEM, a HOBOE YYBCTBO JIOOBH K JETSM M K OTIy MOMX JETCH HOJIOXHUIIO
Ha4aJjo [...] COBepIICHHO HHAYE CYACTIMBON KU3HH.

W3BecTHBI HENOOpOXKETaTEeNbHBIE OT3BIBBI O TOBecTH camoro Toincroro. Bepcuit
B 00BsICHEHHE 3TOTO MHOT'0. BO3MOKHO, aBTOp, M3-3a CHJIBHOTO aBTOOMOTpadu3ma
MMOBECTBOBAHMS, OLTyTHII €TO KaK MPUYKPAINIUBAHUE U CXEMATH3AIUIO0 PEaTbHOCTH.
Bens Cemeiinoe cuacmve cTamo Oas HEro ,,HEBO3BPAaTHUMBIM BOCIOMHHAaHUEM
0 HEJAaBHUX ToJaxX €ro YBJICUYCHHS M BMECTE€ C TEM BOILIOMICHHBIM CTPEMJICHHUEM
00HApPYX UTh U O0OHAKHUTH AUAICKTUKY JIIOOBH.

ToncToit mpoBeN CBOIO TEPOMHIO YEpe3 YyBCTBA PA3HOTO COJNEpIKAHUS W HaKa-
Jla, HEOAMHAKOBOW HPABCTBEHHOM IIeHHOCTHU. W BCAKMI pa3 maBajl MOHATh NpEeUMy-
IIECTBA CAMOTO JBUXCHUS B PAa3BUTHH YYyBCTBA, 00OrallaloNIero YeI0BEUYECKYIO
TUYHOCTh. Tak oH yOexpancs u yOexJaajd YuTatresis B TOM, YTO OCYIIECTBIICHHE
MMOJTHOTHI JTIOOBU, TADMOHUHU YYBCTB — Cephe3Has mpobiema. U Bce ke rapMoHUA
noctuxuma. [TomHOTY cuacThsi MOKET 00€CIICUHUTh JIMIb MHOTOTPAHHOCTh JIFOOOB-
HBIX OTHOIIEHUU. BaxxHO, 4TOOBI BCe POJBI MIOOBH K JIIOASM ObUTH JEHCTBUTEIBHO
poaamMu JII00BH, a HE STOMCTUYECKOT'0, CBOEKOPBICTHOT'O CEOsTIOOMSI.
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Bunenue, noHMMaHKe U pacKpBITHE JIOOOBHOTO YyBCTBA B HCKYCCTBE 3aBUCHT,
B MEPBYIO OUYepelb, OT MPEACTABICHUN XYyI0KHHUKA O CAaMOW NMPUPOJIE YyBCTB, MX
UCTOKAX M 3aKOHax pa3BUTHUA. TOJICTOI B CBOEM TBOPYECTBE YIS MPEUMYIIECT-
BEHHOE BHHMaHHE 3aKOHaM pa3BuUTHA. Ero 3a060TnI0 HE BOCTIpOU3BEACHUE YyBCTB,
a pacCMOTPEHHE MX B CBETE€ OOIIMX OCHOB YEJIOBEUECKOI'0 CYIIECTBOBAHMSA M 00-
menus. OTcroa cTpeMJeHHEe K KiIacCH(pUKAIUU Pa3sHOPOIHBIX JTIOOOBHBIX OTHO-
LICHUH, PaCCYX ACHHUA O PAa3IUYHBIX THUIAX JIOOBU K JIOASAM M, 9TO Ajs ToicToro
OYCHb BAXKHO, WX HPABCTBEHHOH cyTH. PazHooOpasme KOHKPETHBIX IMPOSBICHUN
mMo0BY MOOYIUIIO K JIETIEHUI0 POJOB Ha BUAbl. Tak, B Kazaxax Toncroll onumier
,,JTI000BE M00BU”, B Cemetinom cuacmve — MO00BB-APYKOY # T.J1.

Pannue nmoBectu TONCTOrO CBUAETEIHCTBYIOT O MOHUMAHUKM UM MTPOOJIEMBI JTH00-
BH 0OoJiee BCEro Kak HPaBCTBEHHO-TICHXOJorndeckoi. [loaTomy nesrensHyro 11000Bb
OH pacIeHUBAET Kak MPHUOJMKCHHYIO K uieanbHOH. B To ke Bpems Toncroi yt-
Bepxkaai: ,,Bce ponbl mo0BH — Bc€ yenmoBeueckne poabl”. XyI0KECTBEHHBIM OTKPHI-
tueM ToncToro ObUIO MPUCTATIBHOE HCCIEIOBaHUE HBOJIOLUH JIOOOBHOTO YyBCTBA,
MPOXOJIAIIETO Yepe3 TpH poja Jo0Bu. [IposBieHns UX Momar0TCs Kak dTamsl ,,AHa-
JIEKTUKHU YyBCTB, BO B3aUMOCBS3H C AYIIEBHBIM U AYXOBHBIM ABIKCHHEM.

Pa3BuTne n00BM OTpa)k€HO B TMOBECTSIX MoJjoaoro ToJcToro B coryiiacuu
C ero O0IIMM MpenCTaBICHHUEM O ,,3aJyMIEBHBIX” MBICISAX M OIMOLHMAX, MpoIecce
WX TIOCJIEOBATEIBHOTO, OJTHAKO BCETAa CIIOXXHOTO IMPOSIBICHUS B YeJIOBEKe. ToJ-
CTOMY CBOWCTBEHHO BHIETh MHOTOMEPHOCTH JIIOOOBHBIX COCTOSHMH, 3aMedaTb
WX TIOCTOSSHHYIO M3MEHUYNBOCTH, CTaJIMHM PA3BUTHUSA, JTAIBl ABHKCHUS BO BPEMCHH.
OH mnojaMeuaeT HEBBIPA3UTEIbHOCTh Hadana J0BHU, ,,TAMHCTBEHHOCTh €€ Mpo-
Oy’XIIeHHs W TOYTH BCETAAIIHIO €e He3aBeplieHHOoCTh. MHTepecy k ¢popMupoBa-
HUIO JTIOOOBHOTO YyBCTBAa COOTBETCTBOBAI METOJ ,,JUANEKTHKU TyIIN~, O3BOIHB-
U PacKpBITh MUP AYLIEBHBIX JBM)KCHHUH BIIOOJICHHOTO U JTIOOSIIET0 C OTPOMHON
CTENEHBIO MCUXOJOTUYECKOI MPaBAMBOCTU M BBIpa3uTeNbHOCTU. VckaHMS Trepos-
My TOJICTOr0 UCTUHHO JIFOOBM MEXAY JIIOJBMH COIPOBOXKIAIOT TPEBOTH, COMHE-
HUS, CTpalaHud. YK€ B paHHUX MOBECTSIX TOJICTOro B MOJHOIM Mepe BOILIOLIEHA
MBICJIb O TOM, YTO YEJIOBEK BOJICH BHIOMpATh CBOW ITyTh B XM3HH CepJlla U HECTH
3a 3TO OTBETCTBEHHOCTH Iepell CBOCH JKU3HBIO U APYTUMU JTIOABMH.

Summary

“Kinds of Love” in the Early Works of L.N. Tolstoy

A number of early works by L.N. Tolstoy is devoted to the problems of love in its
modifications, modulations and shades. Tolstoy who, as an artist, discovered the law of
“fluidity” of human person proves here that love states are multidimensional and changeable,
that movement is the nature of love itself. Love feeling goes through its different kinds: from
“beautiful” and “selfless” love to ideal, highly moral “active” love. Gradations are relative,
differences among “kinds of love” are caused by degree of presence of subjective-egoistic
element. Stages of “dialectics” of feelings are interconnected with emotional and spiritual
development of the personality. Tolstoy is sure that man is free in choice of his own way in
the life of heart and in his responsibility for it to his own life and other people.
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KemepoBckuii rocygapcTBEHHBIH YHUBEPCUTET KYJIBTYPBl U HCKYCCTB

NMITPECCUOHUCTUYECKOE MUPOOIIYIIEHUE
B XVIOXECTBEHHOM KVJIBTYPE POCCUU
KOHIIA XIX — HAHAJIA XX BEKA
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BosuuknyB B nocnegneir Tpetn XIX Beka kak TeueHue BO (paHIy3CKOM Ku-
BOITHCH, UMIIPECCUOHU3M JOCTATOYHO OBICTPO PACHPOCTPAHUIICS W B JPYyTHX BH-
nax uckyccrBa. B xonue XIX Beka B EBpomne, u B Poccuu B TOM uucie, NosIBUICA
CHJIBHBIM HMHTEpEC K MOMCKY HOBOU XYyJTOKECTBECHHON 00pa3HOCTH, KOTOPHIA U 00-
HapyXull ce0sl B TBOPYECTBE UMIIPECCUOHUCTOB. B CBsI3M € 3TUM BO3HHKAaeT HEOO-
XOJUMOCTh PACCMOTPETHh T¢ 0COOCHHOCTH HOBOOOPA30BaHM, KOTOPKIC MOCTYKUITU
OCHOBOW CTaHOBJICHUS HOBOT'O MUPOOIIYIIEHHS B KYJIbType.

OnHaKo, €ClIH B XHUBOIHCU HMIIPECCHOHU3M OYCBUIICH, UMIIPECCHOHU3M JIH-
TepaTypHBIM NPOJOJKAET BBI3BIBATH HACTOPOXKEHHOE OTHomeHue. I[lomemars
B OJIUH Psi >KMBOMUCH U CIOBECHOE MCKYCCTBO, pa3yMeeTcsi, HET OCHOBAaHUM, HO
CYHIECTBYET HEKasi XapakTepHas OOIIHOCTh BCEX BHJIOB MMIIPECCHOHHUCTHYECKOTO
HCKYCCTBA.

Ectp Pa3sHbIC CBA3HU IMO3TOB U XYOKHHUKOB, BO3MOJKHBI Pa3HbIC commxkenus... ['maBHOE
30€Ch HE B TEMATUYCCKOM CXOACTBC, U CHOKET HE MMECT 3HAYCHUSA IEPBOOUYCPEAHOIO.
B CUIy BCTYIIACT CXOACTBO MOPOOINYIICHYCCKOC, BBIPAKCHUE B3IJIs1[1a Ha ICHCTBUTEIIb-
HOCTb M BBIpAKCHHUE CaAMOI'0 JyXa BpEMCHHU .

VIMIIpecCHOHU3M ClIeyeT paccMaTpUBaTh Kak IEPEBOPOT B MaHEPE UyBCTBO-
BaTb U BUJIETh.

B mo33uM TpHHLOMIBI 3CTETUKH HMIIPECCHOHWU3MA, MHTYHUTHBHO OIIYyTHMBIE,
palMOHaIbHO CTPYKTYPUPOBATh JOCTAaTOYHO CIIOXKHO, X0Ts B.S. Bprocos, ocHo-
BOTIOJIO)KHUK PYCCKOTO CHMBOJIMYECKOTO UCKYCCTBA, HOMBITAICA B PsANE TCOPETH-

IB. Ansdoncor, Crosa u kpacku. QuepKu u3 ucmMopuy meopyeckux cesseti nosmos u XyO0dICHUKOS.
Mockaa, Jlenunrpan 1966, c. 7.
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4eCKUX paboT ONpemenuTh CHeUU(PHUKY HCIONb30BAaHUS HOBBIX BBIPA3UTEIBHBIX
CPEICTB, CBOMCTBEHHBIX HWMIIPECCHOHUCTUYECKOMY MHPOOINYIICHUIO, OJHAKO
B NOJHOH Mepe BBICTPOUTH OOLIYI0 KApTHHY HMIIPECCHOHUCTHYECKOH 3CTETHKH
eMy He yaaiock. Peup uper nunis o GUKCAIy OTACIBHBIX CHENU(DUIESCKUX TPH-
€MOB, XapaKTepUCTHKaX HOBOI'0 MCKyccTBa. HeBO3MOXXHOCTh BBICTpAauBaHUS TEO-
peTHYECKOW KOHCTPYKIIUU 3CTETUKH MO3THIECKOTO HMIIPECCHOHN3Ma OO BSICHACTCS
U caMOW CYThIO JaHHOTO ()eHOMEHa. [ JTaBHBIM B MOATUYECKOW ICTETHKE MMIIPEC-
CHOHHU3Ma SABIISIETCS YCTaHOBKA Ha IMyJIbCHPYIOMIYIO MPOIECCYyalbHOCTh, Ha 3arie-
YyaTJIeHHEe MTHOBEHHS >XKU3HHU. He3aBepmIeHHOCTh JUPUYECKOTO ,,4~°, HEeAOOIpee-
JIEHHOCTh CEMaHTHYECKOW CTPYKTYpPHI NMPOU3BEIACHHUS, PA30MKHYTasl OpPTaHU3aALNS
IPOCTPAHCTBA, CLEIICHHE Pa3pO3HEHHBIX 00pa3oB, 0TKa3 OT JOMUHAHTHBIX Liejie-
YCTpEeMJICHUH, TOJMBAPUAHTHOCTD BIIEYATICHUHA U T.J. — BCE 3TH XapaKTEPUCTUKH
SIBJISIFOTCSI PE3YJIbTaTOM OPUEHTHPOBAHHOCTU MMIIPECCUOHUCTUUECKON TO33UU Ha
KyJbTHBUPOBAaHMNE [IEHHOCTEH, CBSI3aHHBIX C OMPEACICHHEM BaXXHOCTH JIMIIb CaMO-
ro ¢akTa MpOKUBAHUS OBITHS BO BCEH €ro OHTOJIOTMYECKON LEenoCTHOCTH. B pe-
3yJbTaTe Yero B TBOPYECTBE MOITOB-HMIIPECCHOHUCTOB HAUYNHAIOT JIOMUHUPOBATH
OPUHLMIBI MaHICTETU3Ma, KOTOPBIE OCOOCHHO IOCJIENOBATENbHO M OTYETIUBO
nposiBisitoTest B ctuxorBopeHusx K.JI. banemonra.

HMeHHO 3cTeTHYECKOE BOCIPUATHE OBITHS, HE HCKIIIOYAIOIIee ero IpOoTUBOpe-
YUBBIE CTOPOHBI, KK MOJIArajii HMIIPECCHOHHUCTHI, CIIOCOOHO 3aKPENUTh TO HCTHH-
HOE BIIeYaTJICHHE, elle He 0(OPMHUBIIEECS BO YTO-TO KOHKPETHOE U 3aBEPILIECHHOE
B HallleM CO3HAaHWH. B kadecTBe BeoymUX MPWHIMIIOB peain3aluu MOJA00HOH yc-
TaHOBKH B II033MM CTaHOBUTCA oOpalieHne K 0co00i My3BIKaJbHOCTH, KUBOMHC-
HOCTH, HCIIOJIb30BAHUIO ,,MEpIAOMuX’, TpaHCHOPMHUPYIONIUXCI 00pa30B U TEM,
KOTOpBIE HE MOJAAITCd HUKAKOMY yIOPSIO0YMBAaHUIO, JIOTHYECKON 3aBEpIICHHOC-
TH. JlaHHBIE XapaKTePHUCTHKH, MEPEUNCICHNE KOTOPBIX MOKHO MPOJOIKHUTH, SBIISI-
I0TCS, Ha Hall B3TJIS, CIEICTBUEM 0COO0OT0 MUPOBOCIIPUATHSA, HOBOTO OTHOLICHHUS
YeJ0BeKa K MHpPY, @ HE TPOCTO PEBOJIONNOHHON CTUXOTBOPHON TEXHUKH.

[MoaTBepxkaeHHEeM MOZOOHBIX TEOPETHUECKUX IOJIOKECHUH sSBWJIACh IMyOJH-
karnust bprocoBa B 1894—1895 1T. Tpex CTHXOTBOPHBIX COOPHUKOB Pycckue cum-
60/11CMbl, BKIIOYABIIMMH, KpOME CTHUXOTBOPEHUH €aMoOro MmosTa, €ro HnepeBOIbI
(paHIy3CKHX CHMBOJMCTOB. B mipenucioBun k mepBoMy cOOpPHHKY aBTOD 3asBIISICT:

HuCKONBKO He Kejas OTHaBaTh 0COO0Oro MPEANOYTEHUS CHMBOJIN3MY M HE CUHMTas €ro,
KakK 3TO JENal0T yBJIEKAIOIIUECs MOCIeI0BATENH, ,,l1033Uel Oyaymero”, s mMpoCcToO CYU-
Tal, YTO ¥ CUMBOJIHMYECKas 033U UMEET CBOH raison d’etre. 3aMedaTeNbHO, YTO MOATHI,
HHUCKOJIBKO HE CYMTaBIIHE ceOs MOCIeIOBATEISIMH CHMBOJIM3Ma, HEBOJBHO MPHOIIMKa-
JHCh K HEMY, KOT/Ia JKeJlaJli BHIPA3UTh TOHKHE, €/1Ba YIOBUMbIC HACTPOCHHUS. ..

Ilesib CUMBOJIM3MA — PSAZOM COMOCTABICHHBIX 00pa30B KakK Obl 3arMIMMHOTH3UPOBATH YHTA-

TECJIsA, BBI3BATh B HEM U3BCCTHOC HaCTpOCHI/Iez.

2B.4. Bprocos, Om uzdamens, B: idem, Cpedu cmuxoe: 1894—1924. Manugpecmel, cmamvu, peyensuu,
Mocksa 1990, c. 11.
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Takum 00pa3om, BprocoB ormedaer, 4TO TJIaBHBIM B CHMBOJWYECKOW MO33UU
SIBJISICTCS BBIpa)KEHUE HACTPOCHHUH M OTTEHKOB, CyTTECTHBHOCTH, HAMEKH, HEI0CKa-
3aHHOCTh, UPPallMOHAIbHbIE BHYIIEeHNA. CTUXOTBOPEHHUS, HaleyaTaHHBIE B cOOp-
HuKax Pycckue cumeonucmol, bplocoB cobpan B KHUTY oA 3ariaBueM Juvenilia,
rae yxe B anurpade, B3satom u3z kauru C. Mamnapme Divigations, 3aaeTcs TOH
BCeMy Mpom3BeaeHHIO: ,,O0BIICHHAs] peYb UMEET JINIIb MPAKTHYECKOE OTHOIIECHNE
K CYIIHOCTH Belei”’. Mainapme paznuyai OOBIIEHHYIO pedb U S3bIK JIUTEepaTyp-
HBIH, TIOCKOJIBKY ,,JIUTEPATYPHBIA SI3bIK B OTIUYHME OT OOBIAEHHON PEYM TOJKEH
CTPEeMHTBCS K aJUIIO3UM, a HE OIPaHUYMBATHCSA MPAKTHUYECKHMM HAUMEHOBaHHEM
npeameros”>. B kparkoit aro6uorpadun® Bpiocos mucan:

3HakoMcTBO B Havajue 1890-x ronos ¢ mo33ueii Bepnena nu Mannapme, a Bckope u boare-
pa OTKpbLIO MHe HOBBII Mup. IToJ BreyaTieHHeM HX TBOPYECTBA CO3AAHBI TE€ MO CTHXH,
KOTOPBIE TIEPBBIMH TIOSBHINACH B edaTH 1894—1895 rr.5

B nyxe coetoB Mamnapme, mpotuBomnoctasisiromiero Un principe de vers
MO3TUYECKYI0 pedb, KaK TOJIbKO HaMeKalollylo, OOBIAeHHOH, coobmatomnieil
W YYUBIIETO JE€MaTePHAIN30BaTh CIOBO, YTOOBI OHO BOILIOIIANO HICH0, bprocos
OCBaMBAaEeT II033UI0 HAMEKOB, CTPEMUTCI K pPa3pekKEHHOCTH, IPU3PAYHOCTH
00pa3HOl TKaHU.

[IporpaMMHBIM B 3TOM OTHoOlIeHuUu sBisercs Counem Kk @opme, KOTOPHIM
U OTKpbIBaecTcst cOOpHUK Juvenilia. Conem K ¢popme — TONBITKA pasraiarhb
3arajIky XyJOXKeCTBEHHOIO KaHOHA COHETa KaK SIBIICHHS 3CTETHYECKU CO3BYYHOIO
CUMBOJIU3MY, YTBEPAUTh COHET Kak (OpMy HOBOTO MHPOBUICHHS. 3AECh
HaYMHAOIUN 03T B (OopMe CaMOIO3HaHHUSI COHETAa CTaBUT OJHY M3 OCHOBHBIX
3a/1ay CUMBOJIM3MAa — IOCTHKEHUE CMBICIIA XyI0KESCTBEHHON (hOPMBI.

CyrrectuBHasg QpyHKIHS CUMBOJIM3Ma, 3aja4a ,,3aTMIIHOTU3UPOBATh YUTATEN,
chopmynupoBaHHasi BprocoBeIM B ero paHHUX paboTax, BbI3Bajla MHTEPEC MOITa
K KaHOHU3MPOBAHHOW Xya0XKecTBeHHOUW Gopme. MHoro jeT cinycTs, B 1921 roxy,
MOABOJIS UTOTH Pa3BUTHUSA MTOA3UHU B cTaThe CMbICH CO8PEMENHOU NOI3Ul, OH TIHCAT:

Tak kak CHMBON — TOJIBKO HaMeK, TO BHEIIHEE BBIPAXKEHHE €ro IMOJyduiIo ocoboe
3HayeHue. Eciiu poMaHTHKH MIOOHIN KPacoTy GOPMBI pajil HEe CaMoif ... TO CHMBOJIUCTBI
BUAEIH B 00paboTaHHO# (GopMe Moryuyee CpPEACTBO BO3JEHCTBOBATH Ha YHUTATEIS...
C 5ToM 1eb0 CHMBOJIM3M JI0OOBHO BOCKpEIIAJ M pa3Hble CTapHHHBIE (OPMBI, HAUUHAS

C COHeTa...G.

ConeT B BocipusiTUU bprocoBa Mor OBITh B ONPEEIIEHHOM POJE BOILIOLICHHEM
ujeu KpacoTsl ¥ coBepiiencTBa. Ho s BprocoBa BaxcHa Oblila HE CTOJIBKO KpacoTa
(OpMBI, CKOJIBKO CO3HMJAAoMmas KpacoTa, BeAymas K MOCTH)KEHHUIO MPOTHBOPEUYHH

3 A.A. Kosnosekuii, Kommenmapuu, B: B.S1. Bprocos, Couuneuus, B 2 T., Mockba 1987, 1. 1, c. 486.

4B.4. Bpiocos, Kuuea o pycckux nosmax nocieduezo decamunemus, Caukr-IletrepGypr, Mocksa
1909.

5M. Bacunses, P. lllep6akoB, Kommenmapuu, B: B.5. bprocos, Cobparnnoe couurenus, B 7 T., MockBa
1973, 1. 1, c. 566.

6 B.4. Bprocos, Cpedu cmuxos: 1894-1924..., c. 469-471.
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YeJIoBe4ecKoro ayxa. Tak, B ctatbe Krouu maiin (1904), ctaBuieid B nanpHeueM
MaHU(ECTOM PyCCKOTO CUMBOJIM3MA, TTOAT MTHACAIT:

HckyccTBo BOo mMMs OecuenbHoit KpacoTsl — MepTBoe HckyccTBo. Kak Obl HH ObLIH
0e3ynpedHbl GOpMBI COHETa, KaK Obl HH OBLIO IMPEKPAacHO JHUII0 MPaMOPHOTO OKCTa, HO
€CJIM 32 3TUMHM 3BYKaMH, 38 9TUM MPaMOPOM HET HUYEro, YTO MEHs IoBie4eT K Hum? [...]

Ho HUCKYCCTBO BCCrja MCKaHHE, BCETrAa NOPbIB, U CaM Eozmep B CBOM OTTOYCHHBIC COHCThI

BJIMJI HE CMEPTHYIO HEIIOJABUIKHOCTb, 4 BOJOBOPOTLI TOCKU, OTHASIHbBA, HpOKJ’I}ITHﬁT

UctuHHBA coHeT BprocoB BocnpuHUMan kak (Gopmy MO3HAHUS MHpa M Camo-
MIO3HAHUS YeJIOBEKa, YTO ONpeNeseHO ObLIO YXe MOITHYECKOW Tpaauuuei, Hayu-
Has ¢ smoxu Bo3poxaenus. Kpacora Gpopmsbl 11 M03Ta MMeNia THOCEOIOTHIEeCKHi
cMBICH (Kak BeJylias K IOCTUKEHHIO ,,MUPa UHBIMH, HE PACCYIOYHBIMU NMyTAMHU ),
a Tak)Ke OHTOJOTHYECKOE 3HA4YCHHE (KaK OTHOCSINASCS K CaMOW CYIIHOCTH yMO-
MTOCTUTAaEMOTO 6I>ITI/I$I)8. Meton mo3HaHHS B MO33WH, COTJIACHO TeOopHH bprocosa,
— CHHTE3, a CUHTE3 JIC)KUT B OCHOBE UJI€U COHETA.

Kax ormeuaer C.JI. Tutapenko, B ocHoBe Coxema Kk ¢popme bprocoBa nexur
MJIATOHOBCKAs UAEs] COOTBETCTBUM U TOXKIECTBA:

EcTb TOHKHE BIaCTUTENBEHBIE CBS3H
Mex KOHTYpOM U 3allaxOM LIBETKA.

Tax OpwIIHaHT HE BUAMM HaM, ITOKa
Ilox rpaHsiMu He 0KMBET B anMase.

Tax 06pa3sl U3MEHYMBEIX (haHTa3UH,
Berymmue, xak B HeOe o0iaka,
OxaMeHeB, JKUBYT ITIOTOM BeKa

B orroueHHOU U 3aBepIIeHHOH (pase.
W s xouy, 9T00 BCE MOU MEUTHI,
Jomrenmue 10 Cl10Ba U 10 CBETA,
Hamn ce6e sxenaHHbIe YepPTHI.
Ilyckaii Mot apyr, pa3pe3aB TOM I03Ta,
Yibeercs B HEM U CTPOHHOCTBIO COHETA,
U 6ykBaMH CTIOKOIHOI KpacoTsI!?

Ota uaes BceoOuIel CBs3M SIBJICHUN B JalbHEHIIEM MpUBeENa K HJIee CHMBOJIA,
TaK Kak BHEIIHee (MHUp SIBIEHUI) paccMaTpHBAJIOCh KaK 10Jo0HWe BHYTPEHHEMY
(Mupy cymiHocreit). Mnest cumBosa Obla BocpuHsaTa bprocoBbIM 1 uepe3 ¢puioco-
¢uto B.C. ConoBbeBa, U yepe3 BIUsHUE QPAHITY3CKOTO CUMBOIH3MA. AKLEHTUPYS
BHUMaHHUE Ha YCTAHOBIIEHHWH CBSI3€i MPOTHBOIIOJIOKHBIX, pa3pO3HEHHBIX SBIICHHMH,
BprocoB yka3piBaeT Ha Ba)XKHOCTh KOHCTHTYHPOBaHUs OOBEIMHSIOMIET0 LEHTpA,
KOTOPBIH JTOJDKEH PEICTABISITh COOOH BBICIIYIO IIEHHOCTH CUCTEMBI (IO aHAJIOTUHU
C CUMBOJIOM KpecTa). ,,Toukoii cOopku” cranoButcs Kpacora, a cama cTUXOT-

7 Ibidem, c. 86.

8 Cm.: C.JI. Turapenko, Conem 6 nossuu cepefpano20 6eKa: XyOoicecmeenHblii KAHOH U npobrema
cmunesozo pazsumusi, Kemeposo 1998, c. 36-41.

9B.4. Bprocos, Cobpannoe couunenus, T. 1, c. 33.
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BOpHast opMa COHETa BBICTYNAeT KaK CUMBOJHYEcKass (opMa MaHICTETHYECKOTO
MHUPOOITYIIEHUS, TO3BOJISAIONMAs OCYIIECTBUTD ,,6IMHOMBICTHE” C LETBIM.

Takum oOpazoMm, MBI HabmOJaeM akTyalH3aldio OJHOTO W3 3HAYCHUH CUM-
BOJIMKH KOCMOCa — HACI0 ICTETHYECKH OTMEUeHHOro mopsaka. [TomoOHoro pona
KOCMOJIOTH3M CY)XIEHHUH cTajd HeOOXOIUMBIM IPH BBISABICHHH CIEUU(PHUKH caMo-
OCYIIECTBJICHHS NMPABWIBHOCTH (TapMOHWHU, KpacoTsl) ObITHs. B cBoro ouepens,
MPaBUIIBHOCTE OBITHS ONpeneNsieTcsl rapMOHUEH, KOTopasi, OHAaKO, HE €CTh HEUTO
TaKoe, YTO HEIOCPEACTBEHHO CO3JAeTCsl B PE3yJIbTaTe COCAMHEHUS €€ COCTaBIIsI-
IOIKUX B CHIy moxoxkecTu. Bemen 3a I'epaknutom IlnaTtoH ormedaer, 4to rapmo-
HUS cO3/ajlach U3 NEpBOHAYANBHO pacxonsmerocs. TakuMm oO6pa3om, copepkaHue
CTPYKTYPHOTO LIEJIOTO MpEIonaracT He TOJbKO HaJdu4Ke LEeJ0T0, HO U ero pasje-
JIEHHOCThH W MPOTHBOTIOJIOKEHUE AIEMEHTOB Ha (oHE OOBEINHAIOMICH MX HETOCT-
HocTH. [logoGHOrO pona moyiokeHue Bellel, B CBOIO OYepeb, ONpeneseT U mops-
JIOK JBHMIKECHHSI, KOTOPBII OXBAaTHIBAET COOOI0 PEIIMTENHHO BCIO ACHCTBUTEIBHOCTD,
HayuHas OT YEJIOBEYECKON KU3HHM, HHAUBUAYAIBbHOW U OOIIECTBEHHOMN, MepPeXos
K cdepe UCKyccTBa M KOHYAs IBI)KEHHEM KOCMOCA B IICJIOM.

B conere BprocoBa, opHEeHTUPOBAaHHOTO Ha HJeH MHU(OIOTHUECKOH KOCMO-
JIOTHH, SAPKO MPEACTaBICHHON B paHHEW Harypmuiaocopuu, rIaBHONH CTAHOBUTCS
ujest BOIUIOIICHHS CUHTE3a, BCEEAMHCTBA, OJHAKO HE BhICTpanBacMas Kak yMO3pH-
TENbHAsl CXeMa pacCyXJICeHHH, a CTOCOOHAasI COEPKATh JKWBbIC MHTCHIIUN OBITHSI.
OJHAKO YCTPEMIIEHHOCTh K ,,CXBATBIBAHHUIO” CaMOW JKU3HU HEH30EKHO IPHUBOJIUT
K Tpo0semMe 3aKperieHNusT BEYHO M3MEHSIONIErocs, OABMXHOT0, OECKOHEYHO Ba-
PBUPYIOLIETOCS MTHOBEHHMS, UTO POXKAAET UMIPECCHOHUCTUYHOCTH MHUPOBOCIPH-
STHSL.

Takum o0pa3oM, OCHOBOW CHMBOJIMYECKOTO HCKYCCTBA, NPUHATHIM CUYUTATh
KaK IEHTPaIbHOE SBJIICHUE XY/I0XECTBEHHOW KyJIbTypHI cepeOpsiHOTO BEeKa, CTaHO-
BUTCSI MMIIPECCHUOHM3M. He3aBepuIeHHOCTh CHUMBOJIMYECKON KOHIIENTyalu3alluu
HECOMHEHHO POJHHT €r0 C MMIIPECCHOHU3MOM. M Oosee TOro, KOHIENTyaTbHas
HE3aBEPIICHHOCTh HMCKYCCTBA, la U BCel XyIOXKECTBEHHOW KyIbTyphl XX Beka
CTaHOBHUTCS MOKAa3aTEIbHOM.

UenoBek OKa3bIBaCTCS BOBJICYCHHBIM B OECKOHEYHBIH NOTOK pediIeKCuu
n camopedIeKCuu, YyBCTBOBAHHI, YTO OINpPENEIIIIO JOMHHHUPOBAHUE 3CTETH3Ma
B KyneType XX Beke. He cmyuaitno II. CopokuH oTMeuasn, 4TO MMIIPECCHOHHU3M
ABUICS PyOMKOHOM B Pa3BHTHH COBPEMEHHOTO UYBCTBEHHOTO THTA KyJIbTypsi!l.
W neiicTBUTENBHO, OTKA3 OT BCEr0 YCTONYHBOTO, MIPOLECCYATbHOCTD B HMIIPECCH-
OHHU3ME MOPOJIMIIN OTKPHITHE YCTAHOBKH Ha BO3MOXKHOCTH OHTOJIOTHYECKOTO CXBa-
THIBaHMSI OBITHSI, HO HE Yepe3 3aJaHHbIe CXEMBI U CYXKJICHHS, a Yepe3 Ty NaHHOCTD,
KOTOpasi ECTECTBEHHO OTKpbIBaeTcs yenoBeky. [logo0HOe ostoKeHHe Aes B KOHEeU-
HOM HUTOTE€ INPHUBEIO K ,,A3bIUecKoil peabunurtannn peairsHocTu” (H.A. Xpenos),
YTO OTPENEITNUIIO0 B COBPEMEHHOM HCKYCCTBE MOSIBIEHNE OECKOHEYHOTO IMMOTOKA MPO-
(baHEpOBAHMS, CHMYJIAINHN, BO3MOKHOCTH MAaHUIYIHPOBAHUS CO3HAHHEM M T.n.!!

1011 A. Copoxun, Yerosex. Lusunuzayus. Obuecmeo, Mocka 1992, c. 543.
H A. Xpenos, Coyuanvnas ncuxonozus uckyccmea: nepexoouas snoxa, Mocksa 2005, c. 624.
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OpHako B CUMBOJH3Me pyOeka BEKOB OPHCHTHPOBAHHOCTh Ha BO3MOXHOCTbH Ipe-
o0pa3oBaHusl Xaoca B MOPSIOK, IPEOJOJICHHE OIHOMEPHOIO MPAKTHLIHM3MA IPU
00palleHuH K HOBBIM XYJ0KECTBEHHBIM (popMaM, OBITUHCTBEHHBIM MO CBOEMY CO-
JOEePXKAHUIO, COXPAHIETCS.

Summary

Impressionistic Way of Real World Perception in Russian Artistic Culture During
the End of the 19th Century and in the Beginning of the 20th Century

Such distinguishing features of impressionism as disappearing of materialism as a way
of real world perception, new principles of artistic generalization and structuralism required
maximum mobilization of inner resources of art to express new tendencies for culture through
unknown figurative images. Later this new feature of art was influenced not only by the
restless will of an artist, being eager to experiment, but also by quite objective conditions.
Destruction of an old picture of the world revealed itself in all trends of art. A new feeling
of life and time appeared, giving birth to art of a new quality.

Something vague and elusive dominated the new trend of art, very much similar to the
vagueness of people’s lives. These are not distinctly outlined images, some are illusions.
These new artistic optical illusions witnessed rejection of easily recognizable and long ago
adopted images in culture. As a result new artistic means without any evident material objects
as a basis were stressed to reveal that inner moral state of a man during the end of the 19th
century and in the beginning of the 20" century.
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Kanp nmocnaHust B MCTOPUU JIPEBHEPYCCKOMN JIUTEPATYpPHl IO NMPABY CUHUTAETCS
OJHUM M3 UHTEPECHBIX I U3YUYEHHUS.

Bo Bce BpeMeHa 3MHUCTONSPHBIN JKaHP CTOSUI HA pyOeke MEXIy JTUTepaTypoil u ObITOM.

Bo Bce BpEMCEHaA CylHIeCTBOBaJla KaK cyry60 HJacTHasd NeperirucKa, Tak U NeperucKa, n3Ha-

YaJIbHO UMEBLIAA 3HAYCHUC KYJIbTYPHOTO (baKTa IS CBOCH BHOXI/II.

UccnenoBarenu xaHpa HE pa3 OTMEUYaIN MPEEMCTBEHHOCTHb JPEBHEPYCCKOU
JUTEePaTypbl TPAIULMAM BHU3aHTUHCKOH KHUXXHOCTH, Oylaromapst KOTOpOH ObLIH
MepEeHECeHb! OONBIIMHCTBO JIMTEPATypPHBIX >XaHpoB. ONHAKO Ha PYCCKOH MoYBe
B XII-XIII BB. apyxeckoe nmocianue, kak orMmeuaeT H.B. IloHsipko, He mony4u-
JI0 pacTIpoCTpaHEHNs, OCHOBHOH THII MHChMa — IOy4YeHHe. ,,Jlpykeckoe” mocianue
C er0 YeTKMM HabOpoM KaHPOBBIX MPU3HAKOB, ¢ 0043aTesIbHON 3a00TOil 0 ,,X0po-
mrem” CTHIIE U ,,XOpOIleM” TOHE KaK CBUACTEIbCTBO JUTEPATypHOI paduHUpOBaH-
HocTH aBTopa nosiButcs Ha Pycu B XV—XVI BB. 1 0c000 MoMy4uT pacmnpocTpaHe-
nue B XVII B.

»pykeckoe” MOocIaHue 3aHUMAaeT OJHO M3 BEAYLIUX MECT B JIUTEPaTypHOM
TBOpUecTBe maps Anekces Muxaitnosuya. CTpeMJIEHHE CIEIOBATh BUSAHTHUUCKAM
oOpasuam apyxkeckoi anuctoaorpaduy, ¢ codJI0IeHuEM BCeX HIOAHCOB XKaHPOBOH
(OpMBI, CBOWCTBEHHO NOCIAHUSIM MOHapXa. L{app akTHBHO BBOJUT B CBOIO Iepe-
MUCKY 3MHUCTOJSAPHBIE IPUEMBI, CIIOBECHBIE KIIUIIE, UCIOJIb30BABIINECS B IIEPEIIHC-
ke Maxkcuma I'peka, IBana I'po3noro. Tak, Hanpumep, COXpaHEHUE BU3AHTHIICKOU

UH.B. Housipko, Dnucmonspuoe nacredue gpesueii Pycu, Caukr-IletepGypr, Hayka 1992, c. 3.
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SMUCTOJISIPHON TpaIUIMU YyXKE 3aMETHO B MEpPBOM KOMIO3UIIMOHHOW YAaCTH IOC-
naHus — uHCKpUnTe. COrNIacHO KaHOHY, MHChMO JIOJDKHO OBUIO BHAYalle yKas3aTh
UMs COCTaBUTENs (OTIPABUTENS), a 3aTeM ajpecara. B pesynprare ycraHaBauBai-
csl MPSAMOW MOPSAOK ciioB. HapymieHust smucToiasspHOro Gopmysspa B HHCKPUITE
(ampecat — OTIIPABHUTEINb) HE AOMYCKAIOCh, B IPOTUBHOM Cllydae MoJ00HOe Tociia-
HHE PacIlleHUBAIOCH KaK ,,BapBapcKoe”.

[Moutn Bce mnuchbMa Anekcess MuxailioBuya, aJpecOBaHHbIE OJIM3KUM
(A.1. Matromkuny, H.U. Onoesckomy, I1.C. XomsikoBy, A.C. MaTBeeBy u Ipy-
UM JIMIaM), cOONIOAl0T XaHpOBOe TpeOOBaHME: HAYMHAKOTCS ITHKETHOH (Qpa-
30i ¢ COXpaHEHHEM B Hell MpsMOro MopsaKa cloB: ,,Om yaps u 8e1uK020 KHA35
Anexcea Muxaunosuua écea Pycuu”. OgHako nmpuMeyaTelbHO TO, YTO B MHChMaXx,
aJ[peCOBaHHBIX YICHAM CBOCH CEeMbH, 3TO MpaBmio Hapymaercs. M3 69 mocna-
Huii, ony6aukoBanHex C.A. BenokypoBeiM? B GOJNBIIMHCTBE M3 HHX B MHCKPHII-
T€ MIPUMEHSETCS OOPATHBII MOPSAIOK CIOB. 37eCh MbI HAOIOJaeM SBHBIH OTKa3 OT
YCTaHOBJIEHHOM SMUCTOIAPHON Tpaauly, KOoTopas, 6e3 COMHEHHs, XOpOouo Oblia
W3BECTHA AP0, TaK KaK BO BCEX APYTHX IMOCITAHHAX, BBIXOIAIIMX 32 PAMKH Ce-
MEHHOM MepenucKky, aBTop TpeOoBaHUE KaHpPa CTPOro coOII0IaeT.

CoxpaHeHHE SMUCTOJNAPHOW TPaJWIUK 3aMETHO U B JAPYTrodl KOMITO3HIIMOH-
HOU YacTH ,,JPY)KECKOro” MOClIaHus — MpecKpunTe (COOCTBEHHO NepBbie (passbi,
HauYMHAIONIHE MMHCHMO), COJIepKameM B cebe oOpameHne K aapecary. DTO TOJK-
Hbl OblTHM OBITH (pa3bl, 3aMMCTBOBaHHBIC W3 MPUIBOPHOTO ILIEpEMOHHUANA, T.C.
caMu 1O cebe yXe yCTOWYHBBIC W HEMCHSIOIIMECS, COAepKallue MPUBETCTBHS
U MOXeNaHus 340poBbs aapecary. Hamncanue u mojgyyeHue MogoOHBIX MUCEM SIB-
JSAI0CH MPOJOJDKEHHEM JIBOPIIOBOTO STUKETa, HO yXe B cepe JUTeparypsl: ,,Om
HAC 8eUKO20 20CY0aps MULOCMUBOE C0BO”, ,,CTNOIbHUKY HAWEeMY O 300p060b”,
,»0 locnoou padosamucs”, ,,no300p0680 U Mbl, 8epHbIUL HaAwl pad”’, ,MUIOCMb
Boocus yuununacey k mebe” u np.

[Monydyenune muchbMa OT mapsi (HE3aBUCUMO OT €ro THEBHOTO MM Olaroxena-
TEILHOT'0 COJIepXkKaHUs, TeM OoJiee, €CIU MUChMO HANTMCAHO UM COOCTBEHHOPYYHO)
pacleHNBAIOCh KaK BEIUKas MUJIOCTh. [lIOHUMaHUIO IPUYMHBI TAKOTO OTHOLICHHUS
K ,,4CpPHEHHIM TOCYJapeBbIM” CIIOCOOCTBYET KOHUEMIHS UACOIOTHH a0COMIOTHOU
MOHApXHH, GOPMHUPYIOMIAsICS W yTBEpKIAloMmasics B 310Xy Anekces MuxainoBu-
Ya, KOrJa Iapb MBICIHJIICS MOMa3aHHUKOM BOXXHHM, HEmOCpeICTBEHHBIM MPOBOJ-
HukoM Ero Boim Ha 3emiie. XapakTepHO, YTO M caM Iapb B 3TOM ObLIT yOEKICH,
0 YeM OH HEOJHOKPATHO PacCy>XJal B CBOMX MOCIAHUAX.

CrnoBecHble (OpMyJIBI, aHAJOTHYHBIC TEM, KOTOPble HAaMHU OBIIM HPHBEICHEI
BbIllIE, OOHAPYKUBAIOTCS U B CEMEWHOHW mepemnucke. ,,Padyimecs u eeceiumecs
u ynosaume xkpenko na I'ocnoda! Toil 0a cobarodem, Tou da ykpenum 8ac 6 mo-
aumee u 8 nocme”, ,,0 bosze padosamucs”, ,,30pascmeyiime, ceemvl MOU HA MHO2USL
nema!”. Bce mpuMepbl HAYAIBHBIX (pa3 MHCEM Iaps He SBISFOTCS HHIUBUIYaTbHO-

2 Mucwma pycckux 2ocydapeii u Opyeux ocob yapckozo cemeisicmea. ITucoma yaps Anexces Muxaiino-
suya, nox pen. C.A. benokyposa, Mocksa 1896, 1. 5.
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-aBTOPCKUMH CTHIIMCTHYECKUMH IPUEMaMu — Iepe]] HaMH YCTOHYHBEIE CIIOBECHbIE
(bOopMyIIbI, CBOWCTBCHHBIC MUCTOSIPHOMY JKaHPY.

LlenTpanbHas KOMIIO3ULIMOHHAS YacTh IIOBECTBOBAHUSA — CEMaHTEMa B OTJIMYUE
OT TPECKPHUIITA U KJIAy3yJbl HE MPEIABSBIsIa K COCTABUTEINO IOCIAHMS KECTKUX
TpeOOBaHUN, XOTSA M pacrojiaraia HaOOpOM OMNpPEAENICHHBIX 3TUKETHBIX (QOpMYI
B PAacKpbITHM TeMbl. Anexkcell MuxailoBHY M B 3TOM YacTH IMUCEM IOCIEI0Ba-
TeJeH B HMCIOJb30BAaHWU TPAAMLIHMOHHBIX MpUEMOB s>mucToiorpaduu. Kanonamu
SMUCTOISPHOTO KaHpa JAOMyCKaJoCh BBEJCHHE B TEKCT MOCJIAHUs UTAT U3 XPHUC-
THAaHCKOH KHM)KHOCTH, UCIIOJI30BABIIMXCS B KaUeCTBE MIIIOCTPATUBHOIO J0Ka3a-
TEIBCTBA CBOMX MBICIICH, OMHOBPEMEHHO CITY)KHBIIUX MPUMEPOM WIH MOYYECHUEM
U afpecaTa. MHOTHE MHCbMa Laps COIepKaT moayac OOMMPHBIN IIJIaCT IUTAT U3
KHIDKHBIX UCTOYHUKOB, KOTOPBIMH aBTOP MOSCHSJI CBOIO MBICTh. OYEHb 4acTo Moc-
JIaHUA 1aps CHa0XKEeHbl HECKOJIBKUMU UCTOYHUKAMU, Ha KOTopble Anekceit Muxaii-
JIOBWY OMUpAJICS IIPU HANMMCAaHUU TEKCTa — 3TO KHUTH BeTxoro u HoBoro 3aBeros,
arnorpaduueckass autepatrypa. OZHMM U3 caMBIX JIOOMMBIX LlapeM MHcaTesei,
K KOTOPOMY OH 4acTo oOpaimancs, 66u1 MoaHH 3maToycT.

Tak, HanpuMmep, B nocianuu K kHs13t10 H.M. OnoeBckomy, HAMMCaHHOM IO CJIy-
4al CMEPTH ero chiHa Muxauia, Hapb NPUBOJIUT 3HAYUTEIHHOE KOJIHYECTBO MPH-
MEpPOB, IIOYEPIHYTHIX UM U3 AYXOBHOU JUTEPATypbl, HBITaICh TEM CaMBIM IIPOBEC-
TH aHAJIOTHIO MEXAY CyIb00t0 chiHa OJ0EBCKOTO U COOBITHSIMH U3 KH3HU TePOCB
LUTHUPYEMBIX UM IpPOU3BEAEHUM: ,,[1 6ocnomanu 3namoycma...”, ,,6ocnomanu Bap-
aaama wroomeopya, kak Hoezopooya edunoeo uzbasun om cmepmu, a opyeozo He
usbasun...”, ,,60CNOMAHU NPenodoOHBIX omey dcumus...”>. Bce MHCHMO B pe3yiib-
TaTe MOCTPOCHO Ha MpUeMaX CHMBOJIHYECKOTO Mapajuieii3Ma, KOTOPBIA MO3BOJIs-
eT yOenuThesl B KHM)KHOW 00pa3oBaHHOCTH AJekcess MuUXaiioBUYa KakK MUCATENs.
CHMBOJMYECKHI Tapajuieu3M MPEeI0CTaBHI aBTOPY MUChMa BO3MOXHOCTH pac-
IIMPUTH PAMKH CBOETO MOBECTBOBAHHS, BBHIUTH 3a Mpeneibl peajbHOro COOBITHS.
Tak, yrpata OJOEBCKHM CBIHA COIMOCTABISCTCS C HECYACTBHSIMU M CTPATAHHIMH,
BBIMIABIIMMH Ha cynp0y Oubneiickoro Mosa: ,,i ynodobumcs 6 mebe Hegy npa-
seonomy. Tom om 8paca mautezo obwazo Ouasoara NOCMpaodai, CKOAbKO HA He2o
Hanacmeti npuxoouno, He npemepnein au OH U 0001el OH OUA80A; He ONAMb Ju
emy 0an Boe cuinbl, owepu? A 3a umo? — 3a mo, Ymo Hu 60 YCHMHAX He Npecpeuii;
He ocKkopbuncs, ymo mepmesi Oviula demu eo. A meoezo cvina boe 6341, a ne spae
nonamoto nodasun”™.

[IpuBeneHHBIH OTPBHIBOK MMEET ellle OJHY Ba)KHYI OCOOCHHOCTH 3MHCTOJSP-
HOTO JKaHpa — 3TO 00s3aTeNIbHOEC CO3JaHHE aBTOPOM CHUTYyaIlMH Oecelpl CO CBOMM
anpecaTtoM. ,,MImurtamus nuajora” B MUCHME CO3AaBaIach Oyiaromapst UCIMOJIb30Ba-
HUIO0 B MHPOPMATHUBHOW YaCTH MOCIAHUS BOMPOCHTEIBHBIX KOHCTPYKIUH Mpeio-

3 Cobpanue nucem yaps Anexces Muxaiinosuua, nox pex. I1. Baprenesa, Mocksa 1856, c. 230-231.

4 3anucku Omoenenus Pyccxoii u Crasanckoii Apxeonoeuu, mon pex. B. Jlamanckoro, Cankr-Ilerep-
oypr 1861, T. 2, c. 704.

5B.B. Kanyrun, Auopeii Kyp6ekuii u Hean Iposuwiii (Teopemuueckue 6321506l U AumepamypHas
mexHuKa opesHepycckoeo nucameis), Mocka, SI3biku pycckoid KynbTypsl 1998, c. 141.
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JKeHHUH, Ha KOTOpbIE aBTOP TYT ke JaBaji oTBET. C 3Toil ke LeNbIo B SMHUCTOISIPHOE
MPOU3BEACHHE BBOJMIIUCH MPSMBIC 00OpaImleHusi K aapecary, UCHOJIb30BAIUCH IO0-
BEJIUTEJIbHBIE TJIaroJbHbIe CHHTAKCHYECKHE KOHCTPYKLIHH, MO3BOJSBLINE CO3AATh
WLIIO3UI0 HEIOCPEACTBEHHOI'0 OOIIEHUS CO CBOUM aJpecaToM.

Crnenys TpaguluM XaHpa, IS CO3NAHUS «UJUIIO3UU JUANOTa» Iaph HCIOIb3Y-
€T B MOCIaHUSIX PUTOPUUIECKHE BOMPOCH, Bockiumanus. K nmpumepy, ,,/ de demya?
Kyowr 6eacamv? Kogo ne ciywaewn? Ileped xem aykascmeyeun? Camoso Xpuc-
ma... geoaewtv 1u Oe3KoHeuHy0 MyKy y ne2o? Xmo necmvio E2o nouumaem u xmo
npeo eocydapem c80uM IyKAGuLIMU OelaMu OHU C80U NPOBONHCAem U YKA3bl npeme-
nsiem u ux ne cmpawumea? O Hiooa 3akononpecmynnwiii, umo denaeuib?”°.

TpaauuMOHHBI B 3IIUCTOSIPHOM KaHpe, Kak 1 BO Bcell CpeITHeBEKOBOM JTUTEpaTy-
pe, dTUKeTHBIE (hOpPMYJIIBI, 3aBEPSIONINE ajpecaTa B TPEXOBHOCTH aBTOPa, €ro HeJo-
CTOMHOM MHPCKOM MoBeaeHNH. Hepenku Takke U 3agBJICHUS O CBOEH Hey4EHOCTH,
CaMOYHHUYIDKCHHUE, yMalleHue JIMTepaTypHBIX crocoOHOocTed. Mcmonp3oBaHue ke
B MHUCHhME HAa3BaHHBIX TpadapeTHhIX (HOPMYJ] Ha MPAKTUKE MMENO OOpaTHBIN pe-
3yJbTaT: CBUJETEIHCTBOBANO O KHIDKHOW 00pa30BaHHOCTH aBTOpPA IMOCIAHHS, €ro
JUTEpaTypHOM BKyce. Anekcell MUXailioBUY Kak MUcaTeNb JIFOOHI UCTOIb30BATh
B CBOMX MOCJIaHHIX (Qpa3sl, HanbOoJiee MOHPABUBIIMECS €My, HHOTJA HE MCHSS UX.
[IpuBenem mpuMepsI:

nocjaanue HukoHy o cMepTu nmarpuapxa

nucbMo B CaBBHHCKH MOHACTBIPS, 1652 I.: Hocnda, 1652 r.:

,,313 TpemHslii, mo boxito u3BoNEHIIO U nO 8awemy
nouumanin, KaK ecmov Yyapsb, a N0 COUM 31bIM
oenam, aKku nec Heoocmounwvlil Braowviku ceoeco
coz0asuiezo u epeuien’™.

,»A TIpO HAaC U3BOJMIIB BEAATh, U MbI, 110
munoctu boxiu u no eawemy ceamumenscxkomy
bnazocnogenilo, Kax ecmv UCIUHHBIIL YAPb
XpiCmIsAHCKIU HapeYlocs, a N0 C80UM 31bIM Oelam
He 0ocmoun u 80 Ncbl, He MOKMO 8 Yapu, oa euje
u epewen’.

nucbmo @.B. lonimaroBy-Kapnoy, 1656 r.:

nucbmo Kk I.I. PomoxanoBckomy, 1672 r.:

,,MOJII0 K€ cs BaM, He pa3ieHsANUTecs, HUXKe
YHBIBalTe, MIOHEXKE Cy/ Bellill ObIBaeT Ha
BeJNUKUX. MeHIii yoo npouieH Oyner 1 10CTOUH
MUJIOBaHiI0 ecTh. CHIIHIN K€ KPEIKO UCTSI3aHBbI
OymyT, HM)KE COMHUTCS JIUIIa Bcex Bmanpika, Huke
cpamuisieTcs Beauuis. Kpenkux sxe ¥ CHITHBIX
KpEIKO UCTA3aHie xaetr s,

,,MOoJII0 e sl BaM, He pa3jieHsHTecs, HIKe
YHBIBalTE, MIOHEXKE CY/1 BEJiii ObIBACT HA BEJIUKUX,
MeH1Ii# y0o npoiieH OyaeT U JOCTOMH MUJIOBAHIIO
ectb. CHIIHIM MK KPETKO UCTS3aHHu OynyT, HHXKE
COMHHTCS JIUIa Bcex Biangsika, HIXKE cpaMiIsieTcst
BEJIHYis, ... KPEIKUX XKe U CUIHBIX KPEIKO
ucts3anie xuaer’’.

3 3anucku Omoenenusi Pycckoil..., c. 696.

6 Cobpanue nucem yaps Anexces Muxaiinosuua..., c. 152.

B 3anucku Omoenenus Pycckoii..., c. 748.
I'Ibidem, c. 773.

duHanpHaA YacTh (KiIay3yJa), KaKk W MPECKPHUNT, JOJDKHA OblIa 3aBEpHIaThCs
corigacHo (GopMynspy. ABTOpP MOT HCIOJB30BAaTh B KayeCTBE 3aKJIIOYUTEJIbHBIX
CTpPOK (ppas3sl C MOXKEIAHUSIMHU 3A0pPOBBS aapecary, ,,ipock0aMu He 3a0bIBAThH aB-
TOpa MUChbMa U MOJUTHCS O nem”’. A nomom uenom ovio, ceemom ceoum, 30pasc-

6 3anucku Omoenenus Pyccxoii..., c. 772-173.
7 .M. Bynauun, Ilepeods: u nocranus Maxcuma Ipexa, Jlennnrpan, Hayka 1984, c. 106.
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meytime na mHozue nema!”; ,a mebe om mens: 6yob 300pog”; ,,0a 30pascmeyi’;
,»,0a MO8 eMy om MeHs, wumobwvl moreben y Yrooomeopya npu mebe 3a moe 300-
posbe omnen”. XOTd B TPAJUIMK BU3AHTUUCKON dnucToNorpaduu MocjaaHus U He
HOPUHSITO OBIJIO MOANKMCHIBATE CBOUM UMEHEM, HO PsJ MHCEM Liaps YKa3blBalOT Ha
MX HEMOCPEICTBEHHYIO TIPHHA/IEKHOCTh pyke MoHapxa®. . ITucan cue nucomo éce
MHO202peunblil yapsb Anexcell pykoio ceoero. Auje u yepHo nucauuie cue, Ho MULO-
cepono u npusmno™®. B apxuse IIpukasa TailHbIX e/ COXPAHMINCH M TAKHE T10C-
JaHUs [aps, B KOTOPBIX aBTOP MPOCHUT MPOIICHHUS y CBOEro ajapecara 3a TO, YTO
NUCHEMO HalMCaHO HE ero PyKOI, IPH 3TOM 00513aTeIbHO YKa3bIBaeTCs U MPUYHHA
3TOTO OOCTOSITEIBCTBA: ,,/[a He NOKpYUUHMeCs, 20CYOapblHu MOU CEEMmbl, YMO He
€80€10 pYKOI0 NUCAlL, — 201084 MOm OeHb Oonena, a nocie aexue”, ,,0d He NOKDY-
yunmecs, umo ne céoeio pykoii nucai: e, nedocyeu u oena muo2us” 0.

Takum oOpaszoM, ¢ popManbHON CTOPOHBI, MHCbMA aps MOJTHOCTHIO COOTBETC-
TBYIOT 3aKOHaM 3IMHUCTOJIAPHOTO JXaHpa, MPOJI0JIKAs BU3AHTHICKYIO TPaTUIHUIO.

C TOYKHM 3peHHs TeM, NPEACTABICHHBIX B IMOCIAHHUIX LAps, SMHCTOJISIPHOE
TBOpYecTBO AJsiekcess MuxaiioBHya TakKe BO MHOTOM THUIIUYHO U TPaJUIUOHHO.
B ,,ipy’keckoM” MOCIaHUU CYIIECTBYET HECKOJIBKO THUIIOB MUCEM, KIACCHPUIUPY-
€MBIX [0 TEMATHYECCKOMY MPUHIIUITY: THUChbMO—BU3HT, TUCHhMO—BCTpEUa, MAUCHMO—
»Kano0a, yreuieHue, noaapok, oeceaa, myTka u Jap.

Berllie MBI yxe OCTaHaBIMBAIKACH Ha (parMeHTax mocianus uaps k Omoesc-
KOMY, KOTOPOE€ MOXXHO OTHECTH K pa3psmy muceMm—yrtemeHuii. Takoro pona moc-
JaHWs, KaK MPaBUJIO, MIUCAIUCH 110 YCTAHOBUBIIEMYCS KAaHOHY, C HCIIOJIb30BaHHEM
YCTOWYUBBIX SMUCTOJAPHBIX CTHIMCTHYECKUX MpueMoB. Tak, Hampumep, B CBOEM
MUChME [aph LIEAPO pacTOYaeT MOXBAIBI yMeplieMy KHsA310 Muxauniy, ceiny Ono-
eBckoro. OTmMedaeT 3aciiyrd MOKOWHOTO, ero 4eioBedeckue kadectna. [logapoOHO
pacckasbIBaeT aJpecaTy O BCTpede C ero ChIHOM B celie Bemnsikose: ,,[Jopoea mHue,
6Ce20 ymuu ux HeauyemepHas cayxcda, u NOCAyuwiaHue, U paodocmsv uUx Ko MHe,
umo oHu paodosanucs mHe écem cepoyem’”. Ha MpOTSHKEHUH BCEro MUChbMa Iaph
oboxapser kuiA3a ONOEBCKOTO: ,,4 Henb3s, umo He NOCKOpOembs U He Npocie3ums-
cs1, HA00bHo, 0a 6 mepy, umob boza He npoeHesams”. 3aKaHINBACTCA TUCHMO, KaK
W Cle[yeT IO TPaJWIIMK, 3aBEPCHUSIMU ajpecara B cBoed npyxoe: ,,Awe hoz u3-
80UM, Mbl 8AC He NOKUHeM, Mbl mebs u ¢ dembMu U co enyyamsl no boze poou-
menie [...]. Onpuus boea na nebecu, a Ha 3emau onpuyb MeHs, HUKOBO y 84C Hem,
U A pad... eac JHcaroeamsv, MoaKo moel, KHA3b Huxuma, nomuu Boocito munocme,
a nawe xcanosanue” 1.

[Iupoko M3BECTHO Apyroe MoclaHWe M3 paspsja YTCIICHUH — 3TO TOCIaHHe
k A.JL. Opaun-Hamoxuny, HamucaHHoe AlekceeM MuxailioBHYeM MO HOBOIY
OercTBa chiHa Hamokuna Bouna B 1660 roay B Ilonemy. A.JI. Opaun-Hamoxkus,

8 MMucvma pyceekux eocyoapeti..., ¢. 3, 8, 10, 11, 40.

9 Poccuiickuit Tocyaapcreenusiii Apxus JIpeBuux AkTo (r. Mockea) [gamn: PTAJIA]. @. 27. Om. 1.
Ne 305. JI. 28.

10 [Tucema pyccrux zocyoapei..., c. 3, 8.

W 3gnucku Omoenenus Pycckoii..., c. 703-705.
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omnacasch OOBHHEHUN B MMOCOOHMYECTBE CBOEMY ChIHY, MPOCHJI Iiaps o0 OTCTaB-
Ke, OJTHAKO IIapb OTKIJOHIJI TpolneHne HamoknHa, oOBSICHHB NMPUYMHBI OTKAa3a
B yTEIINUTENbHOM NociaHuu. C TOYKH 3peHHs maps, rope, mocturmee cempio Ha-
IIOKMHA, HAMHOTO CTpalllHee, YeM CMEPTh: ,,0 3710e Hacuiue om memHo20 36eps’,
U Mut, Benuxuii I'ocyoaps, u camu no mebe... nockopoenu npuxioyusuieiics paou
Ha ms ces 20pbKusi OONE3HU U 31020 OPYIUCUs, npouleduie2o OYuLy u meio meoey,
«8oUCMUNHO 3e110 6enuK u Heymeuum naay” 12,

B mociiaHuM aBTOP UCTIONB3YET BCE U3BECTHBIC MMPUEMBI, TPEIyCMOTPEHHbBIC Ka-
HOHAMU SIHUCTOJSPHOTO XaHpa. Anekceid MUXaiioBUY MOCIIEI0BATENICH B BEIOOpE
XBaJIeOHBIX MUTETOB B aJpec KHs3s, ero Cynpyrd. YBepser HamokuHa B TOM, 4TO
CBOM MOCTYNOK CBIH COBEPIIMJ HE IO 3JI0H BOJe, a HEOOAYMaHHO, O YeM BCKOpE
OyneT coxaneTh U packauBaThes: ,,ColH MEOU CRAYMAN. 3HAMHO MO, YMO C MAN0-
Oywus mo yyunui. OH yenosex MoN000U, Xoujem co30aHUs U 81A0bIYHA U mEope-
HUS PYKY €20 8u0emsv Ha CeM ceeme, KO Jce NMuya 1emaem cema u 08amo u, no-
1emas 0080AbHO, NAKU KO 2He30y c80eMy npuiemaem. max u CblH 8aul CNOMAHeEMm
2He300 ceoe menecHoe, U K 6am 6038pamumcs’.

Ucnonb3yerca B onucaHuu BowmHa M XapaKTepUCTHUKE €ro MOCTymnka U Ouo-
JeficKasi CHMBOJIMKA KaK OJWH M3 MPUEMOB SMUCTOJISIPHOTO KaHpa: ,,M MHIO, umo
U om cex cuil 6eco8CKUX, UCULeOULy ceMy 3I0MY BUXPY U CMAMOWA 8030YX aep-
HObLL, U pAsAyuyuuia U OmmopeHYua HANpacHo ce2o 000po2o azHyd ApOCHMHBIM
U CMPAOHBIM CBOUM OYHOBeHUeM om mebe, OT omya u nacmueips ceoezo”. B nenom
)K€ TIOCTIAaHUE BBIICPIKAHO B TPAIUIIUU TOPKECTBEHHOT'O KPaCHOPEUHSI.

[Tocnanue maps mpu BCEM CBOEM KHIDKHOM XapakTepe BMECTE ¢ TeM MCHUXO0JO0-
TUYHO. 38 KaXJbIM YCTOWYUBBIM SMUCTONSAPHBIM IPUEMOM BHJIHA JIHMYHOCTH aBTO-
pa c ero BOJIHEHHEM, NepeKUBaHUEM, COUYBCTBUEM, HCKPEHHEH 3a00Toil 0 yeio-
BeKe. JTa CTOpOHA MHCEM Lapsi HamboJsiee 3aMeTHa B CEMEWHOW mepemucke: ,,/[a
nuwume, céemvl Mou, Ko MHe npo céoe 300posve novacmy” '3, oa ona Xpucma,
20cyo0apuinu Mou, obepezaiimecs om 3aMOPHOBA OMO BCAKOU Gelju; He npe3pume
npowenus nawezo”'* n np. B Tpamgunmu , ApyKeckoil” MepeNHUCKH OYEHb YACTO
MOCJTaHUE UTPATI0 POJb HEMOCPEACTBEHHON BCTPEUYM C €ro aBTOPOM, BBICTYHAIO
KaK MUCBbMO-TIONAPOK: ,,A AUYOM 8awiuM 3e10 00paAd08ancsa u yeio8aib ¢ paodocm-
HbLMU criezamu émecmo camux eac” '3,

B ,,apyeckoM” 3MUCTONSIPHOM HACIEIUU Laps HE MEHEe MHTEPECHBI MUChMa-
kano0sl. Tak, B mocimanuu Kk kH. A.H. Tpybenkomy naps, Haxoascs B [loasckom
M0X0/Ie, ONHICHIBAET CBOE IMOJHOE OAMHOYECTBO B OKPYKEHUH JIMLIEMEPHBIX 00sp.
XKamyercss Ha cBOE MOJOXEHHME, CaM WIIET y CBOETO aapecaTra CIOB YTEIICHHUS
U MOJAEPKKU: ,,A y Hac edym ¢ Hamu omHIo0b He eOuHoOyuuem, Haunave 080edy-
wiuem, Kak ecmov 00010Kd, 080204 O1A2ONOMPEOHBIM 8030YXOM U O1A20HAOEHCHBIM

12c M. ConoBbeB, Hcmopusi Poccuu ¢ dpesuetiwux epemen, B 15 xH., MockBa, M31-Bo coluan.-3Kko-
HoM. juT. 1961, Ku. VI, c. 71-73.

3 Tucema pycckux zocyoapeii. .., c. 5.

4PrAZIA. @.27. Om. 1. Ne 91/1. JI. 12.

IS Mucoma pyccrux zocyoapeii. .., c. 30.
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U YNo8amenbHuIM ABAMCA, 080204 Hce 3HOEM U APOCMbIO U HEHACMbeM, BCAKUM
3n0xXUMPEHHBIM 00biubeM MoCKOSCKUM AGAMCA, 06020a 3NbIM OMYAAHUEM U NO2U-
benbio npopuyaiom, 060204 MUXOCmMbio U O1EOOCMbIO TUYA C80€20 OMXOOSIM NYKa-
8biM cepoyem. Manoe umo 6 nymov udem, a mo 6ce20a HA 202YAbHYIO CINAMbIO: 8Ce
6 po3Hb, a ceepx moeo camu 3naeme obviuvy ux”'®. B mpuBemeHHOM (pparmenTe
HEJb3s1 HE 3aMETUTh YCHIICHHE JUTEPAaTypHOTO Havasia, UCIOIb30BAHUE Pa3BEPHY-
TOW MeTadophl IpH ONMKUCAHKK coOupaTenbHOro oopasa 6osp.

Ho, moxanyii, olHON M3 caMbIX WHTEPECHBIX Pa3HOBHJIHOCTEH ,,APyKECKOro”
MOCJIaHus, MPUCYTCTBYIOLIEH B SMUCTOJSPHOM TBOPUYECTBE LAps, MOKHO Ha3BaTh
MACBMO-IIYTKY ,,YeroOnuTHas, 3apydHas UMEHEM TocyJapsi U €ro TocyJapeBbIX
MoJiuaH, o 3BaHuu 00sip Ha O3epenKoro mensens” 7. HeoGBIYHOCTE IMOCJIaHUs, €ETO
JUTEpaTypHBIA XapakTep MPOSBIAIOTCS B TOM, YTO aBTOPOM 32 OCHOBY B3siTa J0-
KyMEHTalbHas xaHpoBas ¢opma — yenoOutHas. [IucbMo HauMHaeTCs STUKETHOM
CIIOBECHON KOHCTPYKIIHEH, MPETyCMOTPEHHOH (OpPMYyIsIpOM UYEIOOUTHOH. ,,hos-
POM HAWUM U OKOIHUYUM U KpABueMy ¢ nymem [Janee clleqyeT CIIUCOK 0osp, Bce-
ro 12 gemoBex — A. Ill.] 6vem uerom u npocum eocydape 8awui, yapv u GeaUKUlL
KHA3b Anekceli Muxaiinosuy ecea Pycu”. Cnenys TpeGoBanusiMm Gopmylisipa, €ro
OCHOBHOM 4acTH, I1apb MU3JIaraeT CyTh CBOEH 4eJOOMTHOI: CMUPEHHO IPOCHT OOSIp
HE OTKa3aTh B IPOChOe M JaTh cOrjlache y4acTBOBaTh B MeABEXbel oxore: ,,//o-
Jrcanyiime nocmynumecs, 0 4em 51y 8ac ¢ ceoumu noadanst npoury”. Cama npocnoa
COCTaBJIEHA JOCTATOYHO XUTPO: TaK, YTO OTKA3aThCS B OXOTE MPOCTO HE MPEACTaB-
nsieTcst BO3MOXKHBIM. Llaph KaxaoMy u3 00sip HATOMHHAET O ero mpocnde, ¢ KOTo-
poii TOT Koraa-to oOpalajics K Haplo U KOTOPYIO OH BBINOJIHUI: ,,4 s 6cem 6am
nocmynaincs, kmo o yem oun uenom. M 6vi nonamamyiime 6ce CKOPYIO MULOCHb
K cebe, a nocmynumecs MHe U NOTYAHOM MOUM, O 4eM Y 84c Npocum’.

3akaHUYMBaAETCS MOCIaHUE CIEIYIOUIUMU CTPOKaMu: ,,4 s, 2ocydapsb yaps u Ge-
auxuil kKHase Anexceil Muxatinoeuu écea Pycu, noniuane dcenaem ecem 0yulegHO20
cnacenus u menecHo2o 30pasus 860 6eku. Amuns”. B UTOre MpOU30III0 COBMEIIE-
HUE B IIHUChME LIapsl JIEMEHTOB MOCJHaHKs U YyenodutHo. Hanuio aBropckuii npu-
€M, B pe3yJIbTaTe UCIOJb30BAHMS KOTOPOTO MPOUCXOAHUT IMapoJUpOBaHUE KAaHPO-
BOW (OpMBI, SIBIICHHE, 3aTPOHYBIIEE BCE CTOPOHBI JIUTEPATYpPHOro Ipoiiecca 2-i
nonoBuHbl XVII Beka. Camo cymiecTBOBaHHE MaMATHHKA, CBSI3aHHOI'O C MMEHEM
naps, 3acTaBlieT cllejaTh 3aKII0YeHne 0 MacmTadax mpouecca B JUTEpaType, ero
MacCOBOM XapaKTepe, 3aTPOHYBILIEM HE TOJBKO IEMOKPAaTHUYECKHE CJI0ON 00IIecTBa,
HO H €r0 apUCTOKPATHYECKYIO, IPUIBOPHYIO YacCTh.

ABTOpPCKHUI cMeX, IOMOpP MPUCYTCTBYIOT W B JAPYTHX MOCIAHUAX [aps, Jaine
BCEro a[peCOBAHHBIX CBOUM POACTBEHHUKAM. ,,4A y Hac Xpucmoc eockpece. Ay sac
goucmunno 1 sockpece?” (mucpMo ot 15 ampenst 1655 r.)!8, | a y nac Xpucmoc
eockpece 6 Cumonencke” (macbmo ot 20 ampens 1655 r.)19.

16 3anucku Omoenenus Pyccoii..., c. 716.
I7PrAZTA @. 27. Om. 1. Ne 53.

I8 PrAZTA. @. 27. Om. 1. Ne 91/1. J1. 10.

Y Mucema pyccrux zocyoapeti. .., c. 24-25.
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B oxHOM M3 mmceM cBoeMy Ommkaiimemy apyry AWM. Matiomkuny2? maps
pacckaspiBaeT O 3a0aBaxX, y4aCTUU B HUX CTOJIBHUKOB. C HhopManbHO# CTOpPOHHI,
MOCJIaHHWE TIOJHOCTBIO COOTBETCTBYET BCEM TPEOOBAHMAM SIHUCTOJSIPHOTO KaHpPa
— KaK KOMIO3WIMOHHBIM, TaK U CTHIUCTHYEeCKMM. Ho HaM MHCbMO TpencTaBis-
eTCsl MHTEPECHBIM CBOEH COJepKaTelbHONH CTOpOHOW. B mocmanum maps Henb3d
HE 3aMETHTbH JBaXXJbl OMUCHIBACMBIX CHUTYal[Hi UTPHI U BOBJCUYCHHUS B HEC CBOUX
OJIM3KHUX.

B camom nHawane mmcbma Aunekceit MmuxaitnoBuu oOpamaercs ¢ MpochOOi
K MaTiomkuHy, 4ToObl TOT HaBeCTUN cecTep Haps. [Ipu 3ToM caM BU3HT JOJIKEH
HOCHUTBH XapakTep po3bITphllia: ,,Hapsaouce 6 e30060e niamve 0a cbe30u K cecm-
pam, 6yomo mel om MeHsi npuexai, 0a cnpowiail o 300pogve”. B mocnenyromei
YacTH MUChMa Laph, MPOJOJDKAS TEMY HTPHI, OMUCBIBACT MOTEXH, yCTPaHBaEMbIC
uM. ,Ja useewaro mebe, wmo mem u mewycsa, wmo CMOIHUKOE Oe3npecmani
Kynaio exceympe 8 npyoe: lopoanv xopouts 30enana, 4eiogek no (uemsvipe) u no
(namu) u no (Ogenadyamu) uenogex, 3a mo, Kmo He NOCNeem K Moemy CMOMmpY,
Max moeo u Kynaw, 0a nocie Kynamws jcanyio s, 306y ux k cmoay” 2!,

B cBoe Bpewms, KOMMEeHTUPYS TTUCBbMO B Mcmopuu Poccuu..., C.M. ConoBbeB
HE YBHJIEJ aBTOPCKOT'O CMeXa, IoMOpa B OIMHCAHHH XHUTCHCKOT0, OBITOBOTO 3MHU30-
na. McToprK JOBOJIBHO CTPOTO IOJOMIECN B CBOCH OLIGHKE K JIMYHOCTH Iaps AJek-
cess MuxailloBu4a, OTMETHB B LAPCKOI MoTexe ,,TaTpHapXalbHbIC OTHOIICHHS. ..
6e3 MpUKpac, BO BCEM CBOEM HeENpHroxectse”22. OIHAKO MOCIaHHE aGCOTIOTHO
JUIICHO TOW HEraTHUBHOW, Tpy0oil CTOPOHBI BeceiHs — HEBEKECTBA, TaK YacTo
IIPHCYTCTBOBABIIEH KAaK y NAPCTBEHHBIX MPEANIECTBEHHUKOBZS, Anekces Muxaii-

20 11.E. 3a6enuH, op. cit., ¢. 237.

21 YE. 3a6enun, Laps Anexceii Muxaiinosuy, B: Onbimol usyuenus pycckux OpeeHOCmell u Ucmo-
puu, Mocksa 1872, 4. 1, c. 228. [Tucemo He umeet narupoBku. M.E. 3abenun oTHec ero K utoHK0 1653 r.:
Ilmcemo maps A.J. MaTiomKuHYy, B KOTOPOM OH TOBOPUT O CBOEM IOTECIICHHU H B KOTOPOM He 0003-
HAYeHO BPEMCHH, KOT/a OHO HAIHMCaHO, JOJDKHO OTHOCHTBCA K 1653 r. B mioHe 3TOoro roja mapb menan
[[epeMOHHAIbHEIE CMOTPHI CTOJIFHUKAM, CTPAITYUM U BOOOIIe CBOEMY JBOPY CO BCelo cayx0oro Ha JleBu-
gpeM Io1e, noj JeBuubuM MoHAcTEIpeM. CMOTpPHI 9TH HA4YalIHCh 13 HIOHS, B TOHEACIbHUK .

22 C.M. ConoBses, op. cit., c. 615. OueBHAHO, UCTOPHK NpHHsI mo3uuuio I1. Baprenesa u I1. Becco-
HOBA, KOTOPbIe BpeMsI IPOBEACHUS IOTEXH I1apsl OMIMO0YHO OTHECTH K 3UMHEMY IEPHOLY H IPHYPOUMIN
ko g0 borosBrenus I'ocionus: ,,[IpocTOMIOANHBL U JOCENE HHOTAA 8 JicecmoKiue Mopo3bl [KypCUB Halll
— A. Ul.] xynatotcst B Mopaanu (1. e. mpopyou)” (Cobparnue nucem yaps Arexces Muxaiinosuua, c. 79).
B cBoe Bpems U.E. 3abGenun mogsepr KpUTHKE H ONpPOBEPT BBIBOABI H3JaTeseil, TOYHO YCTaHOBUB IIO
apXUBHBIM CBefeHHUAM BpeMs (13 uroHs 1653 r.) mpoBeAeHHsS MOTEXH, ONMUCAHHE KOTOPOW MPHUBOIUTCS
B mucbeMe nHaps: ,Ilotexu maps Anexces MmuxaiaoBu4a XOTS H HOCHUIH JaHb BEKy, HO HUKOTAA HE BBI-
XOIWJIM U3 TpaHMIl OJaroAyIius; HelAapoM ke ero HaseiBanu MuiocepaneiM” (M. E. 3abenun, Onsimer
usyuenus pycckux opesHocmeli..., ¢. 236). Ha ceronusmHuil [eHb ¢ JaTHPOBKOI MHCHbMa, MPEITIOKEH-
noit C.M. ConoBseBsiM, cornacHa O.A. Bemo6posa: ,,IluceMo omuceiBaeT mapckyio 3abaBy Ha Kperme-
uue” (O.A. bero6posa, A.l1. MartiomkuH, B: Crogapsb KHudicHuxo8 u knudxchocmu [peeneii Pycu, CaHKT-
-ITetepOypr 1993, Boin. 3 (XVII), u. 2, c. 345-346).

BA. I'Banbunn, Onucanue Mockoguu, nep. ¢ aat., BBOA. cT. 1 kKomMmeHT. [.I'. Mouceesoii, Mockpa
1997, c. 107. A. 'BaHBUMHHU B CBOMX ONHCaHUAX moTex VBaHa ['pO3HOro, YBHICHHBIX MM, PHUCYET 00pa3
MOHApXa U €ro OKPYXXCHHsS KyZJa Ooliee CTpaIIHBIM U TeMHBIM: ,,KTo U3 60sfp miu OBOPSH Ha IMHPY Y Be-
JIUKOTO KHA3S IIYTHUT 6oJee IPA3HO U 0€300pa3Ho, TOT CUUTAETCS BBIAAIOMMUMCS, OTIIMYHBIM U KpacHOpe-
YUBBIM NPUABOPHBIM”.
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N0BMYA, TaK U y ero moToMkoB24. TloTexa maps J0OCTaBiseT OAMHAKOBYIO IOIIO
pazoctu o0euM CTOPOHAM: M CAMHM YYacTHHKaM, M OpPraHHU3aTopy 3TOTO CIIEK-
Takig — unapro. [IpuBeneHHbIH (parMeHT MOCIaHUS AaeT BO3MOXHOCTb YBUACTDH
U caMO OTHOLIEHHE CTOJBHHKOB K IJapCKOW 3aTee He OoJjiee Kak K Urpe, rae Kax-
OBl cOOJIIOaeT CBOM pOJieBbIe 00sS3aHHOCTH. lIpucyTCTBHE ke B HMUChME Laps
CTOJIb MOIPOOHBIX ONMUCAHUN YBECENUTENbHBIX IMOTEX HeJIaeT €ro YHUKaJIbHBIM
B CBOEM pOJe, MOCKOJBKY, C OJHOW CTOPOHBI, BOCKpeLIaeT OBIT 3MOXH AJeKces
MuxaiiioBuya, a ¢ Apyroil — mo3BoJIseT pa3rIsgeTh B XapakTepe Laps CUMIATUH
K 3pEJIMLIHBIM MpeAcTaBleHUusAM. [loATBEpKACHUEM TOMY MOTYT CIYXHTb U ApY-
rue muchMa naps Kk MaTiomkuny2>. Tema po3bITphIIIa, IYTKH 3BYYHT H B APYTHX
nuckMax. HeogHokpatHo Anekceit MuxailmioBu4 HCHOJIB3yeT UPOHHUIO, IOMOP Kak
CPEeNCTBO XapaKTEPUCTHKH CBOETO agpecara WIM TOTO JIMLA, O KOTOPOM IHIIET.
Hanpumep, otnpasisigs onHO u3 mociaHuit MaTiomkuny, Anekceil MuxainoBud
MOJAIMHUCKHIBAET €ro CIeAyolHuM obpasoM: ,,Om yapsa u eeauxozo KHA3A Anexces
Muxaiinosuua eces Pycui cmonvnuxy nawemy Agonacwio crenomy”?%. OueBuano,
apb 371eCh HaMeKaeT Ha IpoMax, JOMYIIeHHbI COKOITbHUKOM BO BPEMS OXOTHI.

B npyrom nuceme, anpecoBanHoM A.C. MarBeeBy, apb ONUCHIBAET IIBEICKO-
ro NOCIaHHUKA, UCTOIB3YSl HACMEIIKY: ,,/lociaHHUK npuxooun... a umsa emy Yooe
Yona, a maxos cmvliunen, u Kynumos €60 mo 00po2o 0ambv, YUMo NOAMUHA, XOMS
OymHoU yenogex. Mul, enuxuti 2ocyoaps, 8 decemv jiem gnepgvle 8UOUM MAKOBA
enynya nocrannuka”?’.

He meHee mHTEpecHO M HeOE3BI3BECTHOE MHCHMO-aKPOCTHX, aIPECOBAHHOE
AWM. Matiomxuny28, | Tapa6apckoe” muceMo Anekces MuxaiinoBndya — 3aBeso-
Mas Wrpa, KOTOPYIO BeJeT aBTOP CO CBOMM aApecaTOM, HCIOJIb3ys TaHHOIHCH.
[Ipodectsr MMCHMO BO3MOXHO, JIMIIb 3Has omnpenaeiaeHHb kop. lllyrounoe moc-
JaHUE COIEPKUT HaMEK Ha KaKyl0-TO KyJIHHApHYIO OIUIOIIHOCTh MaTIOUIKWHA,

24 YImeroTcs BBHLY IIYMHBIE 3aCTONbS M MHPHI d110XH [leTpa.

25PrAIA @. 27. Om. 1. Ne 51.

26 Ibidem.

27 3anucku Omoenenus Pycckoii..., c. 726.

28 Jlemonuce sansmuii Apxeozpaguueckoii komuccuu 3a 1885-1887 zz., Canxt-IlerepGypr 1895,
Boin. 10, otxa. 10, c. 38: ,,bopuc, Poouon, Auopeii, Tpogpum, vpm. Kapn, Anopeii, Karucm, vpm, Tpopum,
Enox, bopuc, Anoc, Heopomonm, Enox, Tpoghum, vpm, Tpoum, as, kax, vpm, Moil, ecmv, Haw, 43, Xep,
zot, Enox, 60oi, on, mou, vpm, 3ail, 30U, a3, Kai, as, 1y, oH, toc, up, Hoil, a3, ka3, oH, piox, bpm, mue,
u3, Tgpepv, bpm, naw, Enox, Kak, ox, mypawra, yx. A nomom 6yov 30pag”. V13 HayanbHBIX OyKB CIOB
cocraBiseTcs ciremytomas ¢pasa: ,bpar! Kakx Tebs Her, Tak MeHs X1eO0M 3 3aKaioio [‘ChIpoe, IIOXO
npomneyeHHoe mecto B xsebe’ — A. III.] u Hakopmutb HekoMy”. TIucbMoO MyOJIMKOBAIOCh HE pa3, YTO CBU-
JIeTeIbCTBYET 00 HHTEpece HccaefoBaTeNeil K CTOIb HeOOBIYHOMY SHHCTOISIPHOMY COUMHEHHIO AJeKces
MuxaiinoBuda. Brnepssie muceMo ObL10 onmy0OaukoBaHo B Jleronucu 3aHsaTHii Apxeorpaduaeckoil KOMUC-
cun (JI3AK) 3a 1885-1887 rr. (Canxr-IlerepOypr 1895, Bom. 10, ota. 11, c. 38). Ognako pycckoil Ha-
yKe OHO M3BECTHO HAMHOTO paHee ero mepBoil mybmukanuu. B mpenucnosuu x Cobpanuio nucem yaps
Anexcess Muxaiinosuua (1856) I1. bapTeHeB, He IPUBOS €ro B CBOEM HM3/IaHUU, YIIOMHUHAET O HEM U JIaeT
nepeckas coaepkanus nucbMa. B 1898 r. mucemo my6aukyercs gororunuyeckum crnocodom H. Kyremno-
BBIM BO 2-M ToMme Lapckoii oxomul Ha Pycu... (cm. H. Kyrenos, Japckas oxoma na Pycu yapeii Muxauna
@edoposuua u Anexces Muxaiinosuua, Cankr-IlerepOypr 1898, T. 2, ¢. 104). B XX Beke A.M. Ilanuen-
KO oIly6IHMKOBall MUCEMO B cBoeil MoHorpaduu (cM. A.M. Ilanuenko, Pycckas cmuxomeopnas Kyiemypa
XVII sexa, Jleannrpan 1973, c. 68—69).
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M3BECTHYIO TOJILKO JABYM CBHUJETESIM CJIY4YHBIIErocs Koraa-to cooOsitusa. llaps
MUIIET MMUCHMO, IO BCEH BHAMMOCTH, C SMHCTBEHHOW LEIbI0, YTOOBI TOCMESTHCS,
MOAIIYTUTh HAJl CBOMM POJCTBEHHHKOM.

B snucTonsApHOM HacNeOUW Laps YacTo BCTPEYAIOTCs (parMeHTHl MHUCEM,
MpeACTaBIsomne co00H pUTMH30BaHHOE MOBecTBOBaHHEe. OMHAKO BUIETh B HHUX
o0pa3nbl cHuTabuvecKoi mo33uu, Bupin, kak cuutan C.M. CooBbeB B cirydae
¢ M3BECTHBIM mocyianueM naps k I.T'. PoMomaHoBckoMy2?, He cOBCEM MPaBOMOUHO.
B mogo0HBIX ciTydasx Mbl HMEEM JIeNI0 He CTOJIBKO ¢ HOBATOPCTBOM LIapsi, CKOJIBKO
ONATH-TAKU C €ro OMOpOil Ha JNUTEpaTypHYIO Tpaauuuio putopuku XVI cronerus.
Llapp OOJIBIIMHCTBO CBOWX TOCIAHUI CTPOHUT C HCIMOJB30BAHHEM PUTOPHUYCCKUX
MPUEMOB, TIPHAAOIINX TEKCTY PUTMHYECKOE 3By4YaHue. TaKkOBBIMU SIBISIOTCS aHa-
(bopHl, rIaroyibHbIe pUGMBI, TOXKIESCTBEHHBIC 110 CBOEMY 00BEMY CHHTAKCHUYECKHE
KOHCTPYKIIMH TPEJJIOKEHUN, YK€ 3HAKOMbIE HaM MHOTOYUCIEHHBIE aMILUIH(UKa-
1Y, IEPEYHCICHUE B JIIMHHBIX psAlaX BapbUPYIOMIMXCS TPAIUIIMOHHBIX MeTadop,
SMUTETOB U MHOTOE Jpyroe. biaromapsi BceM Ha3BaHHBIM CTHIMCTHYECKUM TIPH-
eMaM IOCIAaHHA Iaps MPUONIKEHbI K OPHAMCHTAIBHOMY CTHIIIO MPOHM3BEICHUI
XIV-XVI BB: ,,[Tucano 60 ecmv: O 6pamie! 0obpo ecmv Boca paou nociywsmie
meopumu Ezo ¢ nobosin. O nocaywsanie! Becem sepuvim cnacenie. O nocaywsnie!
yapcmey obpemamens. O nocaywsinie! nebec omeepsenie, uenogexka om 3emiu 603-
nocs. O nocaywsnie! coxcumento anzenom. O nocaywsauie! ecem ceamvim numame-
10, 0 mebe 60 nHacraouwsaca u moboio cogepmumﬂc;z”30.

Arnexcet MuxaimoBud BBOIUT B mocianue anadopy. OJHOBpEeMEHHO ¢ aHa-
(hopHrYEeCKUM BJIEMEHTOM HCIIOIB3YIOTCS B 3TOM ()parMeHTe TaK)Ke PUTOPHYECKUE
BOCKJIIUIIaHUsA, oOpameHus (o, nocaywanue! o, 6pamue!). Henb3s HEe 3aMETHUTH
U APYro¥l pUTOPUUYECKUI MpUEM, MPUCYTCTBYIOIINHN B MOCIaHUHU, — 3TO Pa3IMYHBIC
BHUIBI pU(GM: TIIaroyJbHBIE U CyOCTaHTHUBHBIC (TOYHAs puUdMa: HACIAOUWACA — CO-
sepuuwIsICs; cCnacenie — omeepsenie; HeTOUHas pudma: obpemamens — cosxcumenio
— numameio).

Wrak, B XolIe Hamero pacCMOTPEHHUS >XaHPOBOTO CBOEOOpa3us ,,JPYyKeCKo-
ro” MOCIaHHs B JIUTEPATYpHOM TBOpUYecTBe Haps Ausekces MuxaiiaoBuua OBLIH
OTMEYEHBI MPUMEPHI MOCIAHUN, KOTOPBIC MPOJOJDKAIOT TPAIULHIO SMUCTOJSIPHON
KyJIbTypsl JpeBHel PycH, cOXpaHSIOT B CBOMX OONIMX YepTax KaHPOBBIC 0COOCH-
HOCTH. BMecTe ¢ TeM HEOOXOJUMO OTMETHUTh JAPYTyI0 MX BaXHYI OCOOCHHOCTH:
MUChMa Hapsl OTIMYACT )KAHPOBAsk HEYCTOHYHBOCTh, CTUIIMCTHYCSCKAs HEOJTHOPO-
HOCTh. briarogapst oTMeueHHBIM 0COOCHHOCTSIM TIOCIIaHHUSI [Iapsi IPHOOPETAIOT YEPTHI
WHBIX Pa3HOBUIHOCTEH SMUCTOJSPHOTO JKaHpa, HAXOIATCS Ha Pa3HbIX CTAIUAX Te-
pexojia oT pa3ps/ia JTOKYMEHTAIbHBIX K JTUTEPATyPHBIM.

29 C.M. Comnosbes, op. cit.
30 3anucku Omoerenus Pycckoii..., c. 697.
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Summary

Author’s Word in Russian Epistolary Tradition
of the Second Half of the 17t Century
(on the Materials of the Family Correspondence of the Tsar Alexei Mikhailovich)

The article is dedicated to the analysis of the author’s style of the tsar Alexei
Mikhailovich’s letters, belonging to the genre of “friendly message”. It touches the problem
of genre originality of the monarch’s works and the interaction of Byzantine tradition with
the tradition of the new period in author’s epistolary work.
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The present article aims to explore the textual intricacy and the epistemological
uncertainty projected by the 1999 novel of Peter Straub titled Mr. X. Despite its
literary merits the novel has failed to attract serious attention, which, regrettably,
is symptomatic of the attitude that literary critics display to Straub’s fiction in
general. One reason of this neglect may be that the American novelist is usually
associated with contemporary horror fiction, the type of literature that in the
opinion of the literati is written according to well-established patterns and
predictable in its effects. However, such labels as “horror” or “macabre mystery”
usually employed with reference to Straub’s novels or short stories certainly do
not give justice to the quality of his work. What is especially surprising is the
fact that Straub’s novels have not even been listed in recent comprehensive
surveys of Gothic fiction such as, for example, David Punter and Glennis
Byron’s The Gothicl. One of very few publications that acknowledge his position
in contemporary American Gothic is the anthology American Gothic Tales?,
compiled and edited by Joyce Carol Oates, where he is duly acknowledged
alongside Shirley Jackson, Ray Bradbury, Stephen King and Anne Rice3.

Straub’s texts have failed to attract as much critical attention as the horror
novels written by Stephen King, which may be due to the fact that they escape

I'D. Punter, G. Byron, The Gothic, Oxford, Blackwell Publishing 2004.

2J.C. Oates (ed.), American Gothic Tales, New York, Plume 1996.

3 His work is also briefly discussed by S.T. Joshi in The Modern Weird Tale, Jefferson, Mc Farland
& Company 2001, but the approach taken there does not seem fair to the author. Straub also figures in
the study of American Gothic titled A Dark Night’s Dreaming, edited by T. Magistrale and M.A. Morris-
son, Columbia, University of South Carolina Press1996.
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easy generic classifications. In addition, they exhibit a high degree of literary
self-consciousness and complexity, which the present article undertakes to
demonstrate on the example of the novel Mr. X, focusing on its dominant strategy
of concealments and doublings. Already the title of the novel posits a mystery
and hints at hidden or shifting identities, and indeed, the elusive character from
the title changes his name from Cordwainer Hatch to Edward Rhinehart, finally
going on to assume a new identity, Earl Sawyer, but he is also known as Black
Death, the nickname given to his dark nocturnal self. The novel itself seems to be
conceived as a cryptogram, full of coded messages and hidden meanings, which
is signaled in the statements made by various characters. It is verbalized, for
instance, by Ned, the narrator, in the following remark that may be taken as a self-
reflexive comment on the novel itself: “The story always hides some other, secret
story, the story you are not supposed to know”4.

The cryptogram trope is closely related to the motif of mystery and
concealment which is conveyed through the “Russian doll” metaphor. First of all,
the metaphor applies to the identity of the narrator, who at some point confesses:
“I felt as though I, too, were a kind of Russian doll, hiding secrets inside secrets
that led to an unknowable mystery” [Straub 301]. But the metaphor of the Russian
doll can also be extended to the construction of the plot, pointing to its layers upon
layers of mystery and deception. The plot hinges on hidden truths and deceptive
appearances, but above all, there are seemingly inexplicable and extraordinary
events or phenomena experienced by Ned himself, such as his mysterious “dream
encounters” with his shadow or sudden seizures during which he is transported
to another place and time. These enigmatic and baffling incidents occur to Ned
regularly like clockwork on his birthday. He himself admits the difficulty of
writing about what he calls “the internal story of my birthday™:

Even now, writing about this is like trying to reconstruct a half-destroyed mosaic. Many
patterns and images seem possible, and even after you think you have identified the
design, you cannot be certain that you have not merely imposed it [Straub 23].

Hence his description of the event is a reconstruction of the mosaic, but not
an accurate one; it is only an imaginative reconstruction, which contributes to the
overall pattern of hidden truths and deceptive appearances.

The motif of concealments and secret meanings, the depositing of layers
upon layers of mystery and deception, all these devices produce in the implied
reader the sense of being lost in the textual maze, and the sense of confusion is
compounded by the abundant instances of doubling and mirroring, which in
effect blur textual and ontological boundaries in the novel. This reduplication
is first observed in the composition of the novel as a “dual-level narrative”. The
dual-level or split-level narrative is the term coined by Lee Horsley referring
to the construction of many serial-killer novels. As she points out, “part of the

4P. Straub, Mr. X, London, Harper Collins Publishers 2000, p. 46. All the quotations come from the
same source, henceforth referred to as Straub.
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narrative is given over to enough minutely detailed investigative technique to
have impressed Sherlock Holmes; the other part offers us a disturbingly intimate
view of the psychopathology of the serial killer™. Peter Straub’s novel is thus
composed of two layers, Ned’s part and Mr. X’s part, set apart by chapter divisions
and headings. Ned’s narration is interlaced with the chapters narrated by Mr. X in
the form of entries in his diary. These entries indeed offer a disturbing insight into
the mind of a serial killer who cherishes a powerful delusion of being the tool of
the apocalypse of the human race. Mr. X’s journal opens with the invocation of
“Great Old Ones”, cosmic deities from the Cthulhu Mythos, to whom he, as their
devout worshipper, addresses his words. He speaks in the messianic voice of “the
culmination of the Sacred Mission” that he believes he has been entrusted with.
However, the style in which the diary of Mr. X is written changes, which
reflects the alterations in the mental and spiritual condition of its author. Initially,
Mr. X emulates the hyperbolic language of his beloved Master of Providence,
adapting Lovecraft’s concept of cosmic fear, and of humanity as being at the
mercy of the alien and hostile universe, as can be seen in the following extract:

Around our tiny illuminated platform suspended in the cosmic darkness, the ancient
Gods, my true ancestors, congregate with rustlings of leathery wings and rattlings of
filthy claws to witness what their great-grandson shall accomplish [Straub 11].

But the mood of exultation and supreme confidence gradually gives way
to Mr. X’s doubt and uncertainty concerning his messianic mission. With its
disrupted phrases, abundance of dashes and reduction of verbs, the diary starts to
look like an Emily Dickinson poem. Following Gérard Genette’s classification,
such a phenomenon represents an example of imitation, as “the imitator essentially
deals with style, and with text only incidentally; the target is a style and the
thematic motifs that it involves”®. Hence as the object of literary translation, Emily
Dickinson’s poetic style with its concomitant thematic motifs becomes a sign,
and in the new textual context functions as a metonymy of pain and suffering.
Especially the last entry in Mr. X’s diary bears visible traces of its author’s
torment, with its interpolations and erasures, broken and unfinished sentences:

You Swarming Majesties Cruelties, Who Giveth with one hand and Taketh Away with
the other — I begin to see —

First I must address a more crucial point. Fenty-now

It is bitter, bitter, with a bitterness I only now begin to comprehend [Straub 17].

Some of the words are crossed out as inadequate, which shows his struggle
to best convey his despair, and replaced with more suitable ones. Some are
capitalized to give them more emphasis. In this way the text becomes a mirror of
its author’s spiritual condition.

5 L. Horsley, Twentieth-Century Crime Fiction, Oxford, Oxford University Press 2005, p. 139.
6 G. Genette, Palimpsests. Literature in The Second Degree, Lincoln, University of Nebraska Press
1997, p. 83.
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The function of the inserted diary is to primarily illustrate Mr. X’s painful
struggle to confirm his unearthly origins, his growing disappointment and the
final sense of betrayal, which is accomplished by giving verbal and also graphic
equivalents of its author’s mental and spiritual condition. However, Mr. X in his
entries also refers to the events and characters of the main plot, assuming as it
were the role of the manager of the performance, “the puppet master”. He alludes
to the future developments of the action as if he were shaping it, usurping the
authorial control over the plot:

Here, on the second floor of a rooming house, Otto Bremen, a grade-school crossing
guard, slumbers before his television screen with a not quite empty bottle of bourbon
nestled in his crotch. The last half inch of a cigarette burns inexorably toward the first
two fingers of his right hand. The conjunction of the cigarette and Frenchy’s secondary
occupation suggests a possibility, but many things are possible, Otto, and whether or not
you are to die in a fire — as I rather think you are — I wish, with the puppet-master’s
fondness for his insensate and pliable creatures, that you might know a minute portion of
the triumph rushing toward me [Straub 11].

Such remarks complicate the question of who is in charge of the narrative
and throw into question its dual-level construction, suggesting the blurring of the
textual boundaries between Ned’s narration and Mr. X’s diary. This uncertainty
is reinforced by the fact that Ned’s narration and Mr. X’s journal are founded on
basically the same pattern: Ned’s attempts to find out the truth about his origins,
to establish the identity of his father, are mirrored by Mr. X’s (his father’s) futile
attempts to confirm his own unearthly origins. Hence, the doubling occurs here
both on the textual level and on the level of the plot — the textual division into two
separate parts finds its reflection in two separate but parallel quests — Ned’s and
Mr. X’s

To provide some parallels between Mr. X’s and Ned’s quests, Mr. X’s
mistaken “initiation” into his origins and his role takes place in a ruined house in
Johnson’s Woods, and his initiation is mirrored by Ned’s experience in Jones’s
Woods, and the mirroring is suggested even by the very names of the places. Ned,
as a student at Middlemount College, is also allured to the ruined cottage in the
woods. He is so much overpowered by the place that he slowly loses his mind
and sense of being; he is saved from extinction by his fellow student. The whole
experience seems then a sort of false quest or homecoming: “I had been wrong.
This had never been the right place for which I had mistaken it” [Straub 63].
The instances of mirroring and doubling discussed so far are strengthened by
many allusions to the physical resemblance between Ned and his father, known as
Edward Rinehart, and to the identity of their first names, in effect suggesting that
Ned is the counterpart of his father. Overall, such devices produce the uncanny
effect of destabilized or merging identities, whereby the characters in the novel
sometimes become indistinguishable from their fictional counterparts.

Furthermore, the principle of duality in the novel is also extended to places,
which involves the existence of a darker, hidden and shameful counterpart or
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aspect of the officially accepted reality. Thus, Ned’s home town, Edgerton, has
its murky underside: Hatchtown, the sinister, neglected, and dangerous downtown
area, and Hatchtown, in turn, has its invisible dark artery, the narrow alley called
Horsehair:

Horsehair is small, and it is dark. Horsehair winds back and forth. In Horsehair, you can
get to where you are going without no one knowing you are already gone. The general
public never sees it, on account of its being the kind of thing it is [Straub 496].

But Hatchtown conceals another dark secret, the true locus of horror called
the Knacker. The Knacker with its pit containing the lethal, all-dissolving acid is
the metaphor of the moral decay and corruption of the town community, which
is hidden, whose existence is denied. It is the heart of Hatchown’s darkness, its
poisonous core, but the contagion spreads to the outer layers, which manifests
itself, for instance, in the fact that the local water is contaminated.

Another instance of doubling stems from the existence of two families,
Dunstans and Hatches, each having its own both official and secret inheritance
passed from generation to generation. The pairing of these two legacies produces
yet another pattern of replication in the text. What might be called the “Dunstan
legacy” 1is their difference from ordinary humanity. Their unnaturalness or
“Otherness” is signaled by what can be called “the river-bottom subtext”’. The
“river-bottom subtext” is first introduced in a conversation between Ned and one
of his relatives:

River-bottom is what is supposed to be kept out of sight. River-bottom is the ugly part
of nature, where everything gets broken down and turned into something else. It has a lot
of death in it, and death carries a powerful charge of smell [Straub 157].

Frequently in the novel, Dunstans’ “Otherness” is bespoken by “the river-
bottom smell”, which begins to function as its metonymy. “The river-bottom
smell” is associated with Aunt Joy’s house, which harbors the horrible family
secret, “Mousie”, Aunt Joy’s unnatural, largely inhuman offspring, a creature that
is the product of the river-bottom, of the suspension or disturbance of the laws of
Nature. But Dunstans’ “Otherness”, deriving from ancient and non-human sources,
also carries with itself extraordinary abilities such as telekinesis, levitation, time
travel, the ability to be in two places at the same time.

The Dunstan “legacy” with its “unnatural” gifts is in the novel set against the
Hatch legacy. Literally and officially, the Hatch legacy is the trust established in

7 The notion of a subtext has been introduced by Michael Riffaterre, who defines its role in a narra-
tive text in the following way: “These subtexts operate as models of reading, as hermeneutic signposts,
not unlike themes or motifs, except that a theme or a motif has a matrix of its own that is born elsewhere
and exists before that of the larger text”. A subtext is specific to a narrative in which it is included; un-
like a motif, it has no existence outside of the text. As Riffaterre points out, subtexts are “dispersed along
the narrative, either because their development is interrupted and the thread picked up later, or because
a subtext reappears in successive variants like a paradigm of synonymic statements. [...] being idiosyn-
cratic, [a subtext] becomes increasingly difficult to understand unless one connects it with the previous
occurrences” (M. Riffaterre, Fictional Truth, Baltimore, The John Hopkins University Press 1993, p. 55).
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the past. But the true Hatch legacy is the dark underside of the town, the shameful
origins, the criminality, the corruption located in Hatchtown, with the Knacker as
the heart of its darkness. When in the past the town authorities started to use it
for garbage disposal, diseases in the area became widespread, children were “born
blind, deaf, severely retarded, with deformed or missing limbs, or with combina-
tions of all the above. The original business had folded long before. The owners
opened a fairground” [Straub 593]. The mystery of “the original business” of
the Hatch brothers, the founders and owners of Hatchtown, remains unresolved,
but the Knacker is its leftover, and its hidden presence still poisons Hatchtown.
Paradoxically, these two horrible legacies, Dunstan’s “Otherness” and the
criminality and corruption of the Hatches, come together in the frightening figure
of Mr. X, who as it is finally revealed, was born as a result of an illicit relationship
between members of the two conflicted family — Howard Dunstan and Ellie Hatch.
But doubling in the novel is most powerfully conveyed by the motif of the
doppelganger and the inserted narrative that serves as the textual mirror of the
novel itself. The motif of the double that has become one of the hallmarks of
Gothic fiction has its roots in German Romantic works, especially Ernst Theodor
Amadeus Hoffmann’s Die Elixiere des Teufels, which according to Morse:

is unquestionably the most intricate treatment of the problem of identity to be found in
Romantic literature. In Lewis the hypocritical monk exemplified a contradiction between
a false social appearance and an immoral but authentic deeper self. But for Hoffmann the
notion of hypocrisy points to a situation of non-correspondence in which identity is slip-
ping away from and eluding the forms in which it manifests itself8.

The motif of the doppelganger has proved an extremely potent vehicle for
exploring the duality of human nature or inner conflicts and unknown dimensions
of the self. But Straub’s novel is more than just a rehearsal of the familiar as the
figure of the double gathers to itself new meanings. Ned’s being is matched against
that of his not entirely-human brother, Robert, who represents Ned’s “shadow
self”, his “dark half”. This doubling of identities goes back to the times of the two
great great-grandfathers of Ned and Robert, Omar and Sylvan Dunstans. Omar and
Sylvan were identical twins, but opposites in many ways: Sylvan was suspected of
having killed his brother Omar, and he in turn may have been murdered by his own
son Howard. The history of the supposed fratricide and patricide in the family raises
the question whether Ned and Robert will reenact the story of Omar and Sylvan.

The uncertainty of Robert’s coming into this world, allegedly as Ned’s twin
brother separated from him at birth, is never properly cleared: he mysteriously
disappeared from the nursery in the hospital. It is from newspaper clippings
collected by his mother that Ned gradually learns more and more about his
double’s past — “her second son was loose in the world, wandering from one
tragedy to another like a furious ghost” [Straub 301] — and about his unusual
features such as lacking the usual markers of human identity: “the tips of his

8 D. Morse, Romanticism: A Structural Analysis, London, Macmillan 1982, p. 76.
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fingers were devoid of the ridges and whorls that make up individual prints”
[Straub 299]. As Robert explains to Ned: “I’m not really a human being, after all.
I’m pure Dunstan” [Straub 336]. His sphere of existence is “the formless void”
from which he materializes himself, from which “he releases himself into the
human world” [Straub 370]. Trying to explain their double existence, Robert hints
at their original split, their rise as separate entities:

We weren’t supposed to be like this, we were supposed to be one person, but we were
separated in the womb, or on the night we were born, I don’t know, it happened anyhow
[Straub 366].

Not only the narrator-protagonist Ned has his shadow self. Also the novel Mr. X
is equipped with its double, the story written by Mr. X titled Blue Fire, which
acts as its textual mirror. Blue Fire is a supposedly fictional story, in which Mr.
X gives an account of his life and his mission as he understands it. It includes the
crucial episodes from the life of Mr. X, who believes himself half-man, half-god,
hence the name of the protagonist, Godfrey Demmiman. Demmiman returns to his
“ancestral house” and just like Ned in his visions, he is drawn to a forbidding
manse. The special significance of this text results from the fact that Blue Fire was
the only story written by Mr. X that developed out of his control, independent of
his will; he lost control over his text and surrendered to the strange overpowering
impulse. In the story, Godfrey Demmiman confronts the Other, who reveals
himself to be the older, secret monstrous version of himself. Demmiman obeys the
strange summons of the Other, recognizes his fate and embraces self-destruction
as he, the Other, the ancestral house and its dark secrets are consumed in a blazing
fire. Mr. X rejects and recants the story as he sees in its ending his own personal
destruction.

Ned’s reaction to the story is telling, as he also perceives his own reflection in
Demmiman, whose experiences, as he puts it,

sometimes resembled nightmare versions of my own, and for all my fascination I had to
struggle against the impulse to set the book on fire and toss it into the sink [Straub 266].

Furthermore, Ned identifies the two central themes of Blue Fire: the obsession
with the ancestral house, and the simultaneous flight from and pursuit of the
Other, which, in fact, describe not only the content of Ned’s strange dreams but
also capture the dynamics of the main plot of the novel. In addition, the ending
of Blue Fire anticipates the resolution of Mr. X’s quest, his own death in the
ancestral house on New Providence Road. Thus the ending of the story Blue
Fire is reenacted in the fictional reality, and “fiction within fiction” or “fiction
squared” imposes itself on “reality within fiction”. Blue Fire then is, in a crucial
sense, a miniature version of the novel, encapsulating its two central themes.
It reveals its function as the specular text, a text whose

structure is identical to the matrix of the novel: this is the phenomenon French theorists
have called mise en abyme (a tern of heraldry designating at the center of a coat of arms
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an area containing the essential bearings of the escutcheon and summarizing its symbol-
ism) or specular text.

All the devices discussed so far, all these instances of the intricate patterning
and doubling in the plot produce the cumulative effect of the blurring of
ontological and textual boundaries, the destabilization of identities, the sense of
the audience being entrapped in a virtual hall of mirrors, where reflections become
indistinguishable from the real things. The textual maze thus created gives rise to
the epistemological uncertainty, which is reinforced in the novel by the lack of
closure and the ambiguity of the ending. Thus at the end, instead of the expected
open confrontation — either fight or reconciliation between Ned and his sinister
double, their conflict remains unresolved and the tension is not defused.

While trying finally to get out of his native town and break with his past, Ned
loses his way in the thick fog that shrouds everything. He cannot turn around from
the wrong route he has taken and seems unable to leave Edgerton, as if still bound
by his past. He is somehow deprived of volition and agency, which is compounded
by his loss of direction; he cannot read the road signs that he encounters — they
are undecipherable for him. Unknowingly to himself, he is trapped by his being
Dunstan, by his “Otherness”, and he is brought back to New Providence Road, to
“the ancestral house”. This seems to be the proper place for his final confrontation
with Robert: “Where we were was the place we all along had been fighting to
reach” [Straub 620].

Robert as Ned’s double embodies the monstrous part of the Dunstan legacy,
which Ned wants to repudiate. However, the awaited confrontation does not take
place; instead of fighting Robert, Ned escapes into the past, he uses his time travel
ability, “the one thing [his] furious double could not” [Straub 620]. He chooses to
revisit the concert that had made so indelible impression on his mother, and some
part of his stays there forever; thus, in effect, he “stops time”. This condition,
the immersion in the world of music and the achieved in this way freedom from
the dark hereditary burden of the past embodied in Robert, seems to be “the right
place” that Ned has searched for all along:

Sometimes I think that everyone I’ve ever known has had the feeling of missing
a mysterious but essential quality, that they all wanted to find an unfindable place that
would be the right place, and that since Adam in the Garden human life has been made
of these aches and bruises [Straub 64-65].

But in his present he is haunted by Robert, flying from his shadow: “in my
endless flight, the ticking of Robert’s footsteps sounds in my awaiting ear” [Straub
623]. In this time dimension, in Ned’s and Robert’s present, they are locked in
a stalemate: the endless pursuit of and flight from the Other, from the shadow.
And the paradoxical nature of the bond that ties them together is evidenced by the
quotation from Ben Johnson:

9 M. Riffaterre, op. cit., p. 131.
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Follow a shadow, it still flies you;
Seem to fly it, it will pursue [Straub 304].

The motif of the fog that blurs everything, the “undecipherable signs” that
Ned sees along the way, his loss of agency and direction can also be understood
as a trope that projects the implied reader’s disorientation and replicates his sense
of being lost in the textual maze. However, thanks to the numerous clues planted
in the right places, it is possible to find one’s way through this literary maze and,
in the process, appreciate the artistry of Peter Straub’s novel. But the novel ends
on an unsettling note, questioning the implied reader’s assumptions about the
narrator’s identity. The narrator, Ned (?), asks at the very end : “Are you sure
— really sure — you know who told you this story?” [Straub 623], hinting at yet
another mystery, requiring the addressee to unravel it. This kind of open ending
confounds the implied reader, by suggesting an unexpected reversal of identities
or shifting of narrative roles.

However, there is apparently yet another way of approaching this final enigma,
namely in racial terms, as the implied reader is expected to guess that Ned, the
narrator, is black. This is the thesis advanced by Bill Sheehan, the author of the
only critical study of Straub’s fiction to date, on the basis of the explanatory
letter sent to him by Peter Straub himself. Sheehan claims that “the information
is there, of course, embedded in the details of the text: in the speech patterns of
the Dunstans, in descriptions of food, in the social dynamics at work in several
of the scenes, in the edgy bits of dialogue that only make complete sense when
seen in the context of racially motivated tension”; interestingly, he notes “Straub’s
deliberate refusal to limit our perspective by telling us, directly, that the Dunstans
are black”!%. It is hard to argue with the author himself, but it seems that even
upon rereading the novel, these clues are not so obvious, and somehow the
explanation of the final mystery of the narrator in racial terms smacks of political
correctness and turns the complex, elusive, self-referential text into yet another
example of “committed” fiction. But more importantly, it detracts from the
semantic potential of the novel’s haunting and disturbing ending.

Summary
Lost in the Textual Maze? Concealments and Doublings in Peter Straub’s Mr. X

The article explores the textual intricacy and the epistemological uncertainty projected
by the 1999 novel of Peter Straub titled Mr. X. Already the title of the novel hints at
secrecy, hidden identities, and cryptic messages. Indeed, the novel seems to be conceived
as a cryptogram and a kind of literary “Russian doll”. This applies as much to the person
of the narrator as to the construction of the narrative, its layers upon layers of secrecy and
deception. This cryptic character of the novel is reinforced by the lack of closure and the
ambiguity of the ending: “the fog” that shrouds everything as well as “undecipherable

108, Shechan, At the Foot of the Story Tree. An Inquiry into the Fiction of Peter Straub, Burton,
Subterranean Press 2000, p. 304.
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signs” that Ned meets along the way serve as a trope that projects the implied reader’s loss
of certainty. The sense of being lost in the textual maze is compounded by the abundant
instances of doubling and mirroring in the text. This is first observed in the composition
of the novel as the dual-level narrative, consisting of the part narrated by Ned, and of the
diary of Mr. X, the mysterious figure seen by Ned in his dreams, later revealed to be his
father. The two, Ned and Mr. X, in their own peculiar ways act out the same pattern: Ned’s
quest to find out the identity of his father is paralleled by his father’s (futile) attempts to
confirm his own unearthly origins. However, duality is most powerfully expressed by the
motif of doppelganger: Ned, the narrator, in time realizes the existence of his not-entirely-
human brother, Robert, his “shadow self”, his “dark half”. Finally, even the novel, Mr. X,
finds itself reflected in the work of fiction written by Mr. X, a story titled Blue Fire. Blue
Fire, introduced at length into the narrative, serves as its specular text, mise en abyme,
encapsulating its two central themes, as verbalized by the narrator: “the obsession with the
ancestral house” and “the flight from and the pursuit of the Other”.
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It would be a gross error to say that Polish readers know Alek Popov’s prose.
Despite having published six collections of stories and one novel he is still not
widely known in Poland (in contrast to Germany and Great Britain). In the last
couple of years translations of the author’s stories have appeared in “Opcje”
(2003, 2) and “Literatura na Swiecie” (2006, 3—4). A very important event came
at the end of January 2007 in the series “Balkan, Balkan” — a selection of Popov’s
stories from Droga do Syracuse. Opowiadania niesamowite!, which includes texts
from his collections Lubiezne sny and Droga do Syrakuz. In 2008 Muza published
in Poland Popov’s novel entitled Mission: London translated by Zuzanna
Bochenek.

The forty-three year old Bulgarian prose-writer, essayist and author of film
and radio scenarios — Alek Popov (born 1966) — is known as one of the most
interesting of contemporary authors. He has received the prestigious Grawiton
prize, which is awarded in the field of scientific fantasy. He is associated with
the inspiring influences of that nestor of Bulgarian literature — Svetoslav Minkov
— whose stories Sifa nieczysta came out in Poland in the above-mentioned series
in 2005. Thus Popov’s prose will interest us in the context of inside-text discourse
on modern humanity identity.

Identity is a fashionable but not concrete concept. It is very useful in a lot of
different fields as a description category. Identity is a tool applied in analyzing

L A. Popow, Droga do Syrakuz. Opowiadania niesamowite, ed. M. Wnuk, R. Sendek, introduction
M. Wnuk, Krakow 2006.
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social changes in many spheres: politics, economy, gender, ethos, work and free
time organization, sexual activity and participation in the life of local communities.
This term, related to so many contexts, describes a condition in which man has
many identities. However, according to Antonina Ktoskowska, such an approach
should pertain to social roles only, rather than to the concept of personality?.
Identity is a process shaped by the dialectics of the internal (my thinking about
myself) and external (what others think about me) sphere. Identity is an aspect of
human personality which is subjective and directed to oneself. In the post-modern
world — characterised by increased mobility and fragmentation of social life,
favouring consumption and situating man in diverse cultural contexts — identity
disintegrates. The modern multiculturalism brings in its wake heterogeneity of
the cultural-ethnic picture of modernity (especially in its metropolitan aspect) and
the problem of multiple identities’. Postmodernists enclosed the description of
identity procedures in metaphors of ferns, margin, chaos, movement, uprooting,
moment, difference, repetition, changeability, non-definition, a-structuralism.

The concept “identity” could be defined on a basis of psychological,
sociological and cultural criteria. According to the Polish dictionary “identity”
means “to be alone”, “sameness”. The sociological compendium defines this
category as a ‘“okazywanie innym jednostkom i samemu sobie identyfikacji
z jakimi§ elementami rzeczywisto$ci spotecznej, takze umozliwienie innym
zidentyfikowania danego obiektu przez pewne cechy charakterystyczne dla danego
obiektu” .

The psychological conception of identity emphasizes a sense of cohesion
of subject in a perspective of time and space or assuming of social roles. In
the presented text we will understand the category of identity as “a concept of
myself*®. This concept of identity will help us to describe chosen elements of
the described world in Popov’s prose, such as the space-time continuum and the
creation of heroes.

The titles of stories greatly influence upon their character. The subtitle
Opowiadania niesamowite refers to the American master of detective and fantasy
stories — Edgar Allan Poe. The patronage of Poe’s prose is most obvious in the
carefree comparison of the joint elements of realism and fantasy. In the presented

2 A. Kloskowska, Kultury narodowe u korzeni, 2nd ed., Warszawa 2005, p. 104; eadem, Koncepcje
typu osobowosci we wspolczesnej antropologii kulturalnej, in: Z historii i socjologii kultury, Warszawa
1969, p. 37-49.

3 See: Z. Bauman, Wieloznaczno$é¢ nowoczesna, nowoczesno$é wieloznaczna, transl. J. Bauman,
Warszawa 1995; Dylematy wielokulturowosci, ed. W. Kalaga, Krakow 2004; W. Burszta, Antropolog
na krawedzi wieku, in: Antropologia kultury. Teorie. Tematy. Interpretacje, Poznan 1998, p. 173—-180;
A. Giddens, Nowoczesnos¢ i tozsamoSé. ,,Ja” i spoleczenistwo w epoce poznej nowoczesnosci, Warszawa
2001.

4 Stownik jezyka polskiego, ed. M. Szymczak, Warszawa 1996, vol. 3, p. 481; Stownik jezyka pol-
skiego, ed. W. Doroszewski, Warszawa 1967, vol. 9, p. 206-207.

5 K. Olechnicki, P. Zatecki, Stownik socjologiczny, Torun 1997, p. 228.

6 M. Melchior, Spoteczna tozsamosé jednostki, Warszawa 1990; Z. Bokszanski, Tozsamos$¢ — Inter-
akcja — Grupa. TozsamoS¢ jednostki w perspektywie teorii socjologicznej, £.6dz 1989.
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collection the space is free from regimes of realistic locations and the semantics
of space are not based on consciousness of ethnographic regionalism nor on an
overwhelming passion for catching facts._

Such a resolution gives an author two major assets. First of all, anti-realistic
convention controverts quasi-publicist aspirations to some generalizing diagnoses:
social, cultural or ideological, which was elaborated through experiences of the
XIX century.

Secondly, in an anti-realistic proposal the author of Droga do Syrakuz provides
us with interesting and intellectual alternatives to stereotyped perceptions of the
“space” of Bulgaria which travel agencies want to offer. Baedeker’s vision of
a Black-Sea resort is very popular among Polish readers, if not exclusively so.

The identity of space can be, but does not have to be, a keystone of periodicity
of the collected stories’. In the texts presented here there is no homogeneity
of space. A plot can develop in flats, in cellars, on the street, in the bathroom,
at a shoemaker’s, in the office or in bed. The scenerios work on the rule
of conventionality. Locations are factual and indefinite. They are the foundations
of a mystification of poetics. Thanks to esthetic procedure, space has a lot of
diversity, fragmentation and conventionality. These features decide the identity of
space in Popov’s collection of stories.

Such organized space is almost entirely free from elements which allow it
to be defined through cultural or national categories. These assets are useless in
a mythological world. Only occasionally does Popov decide on explicite to
indicate to the reader specific national realities as a place of action. But he does
this knowingly — he juggles with stereotypes and laughs at conventions. He is able
to look at Bulgaria as a mannered businessman who, contaminated with a simple
and mass-media world-vision, will only notice a “backward, Balkan state”8. But
when he changes the place of action to London or its surrounding neighborhoods,
he creates credibility thanks to a couple of properties.

Space considered in this way shows its incredible mystery and lability.
Nothing here is assured. Shapes change, properties disappear and appear, objects
come under the law of animation and personification. The real world coexists with
imagination, the truth mixes with fiction, heroes cross the borders of time and
space (Porno-smier¢, Jamajka). This labile space arouses, on the one hand, fear
and, on the other hand, excitement. The aspirations of the heroes are to go deep
into its secrets. They are obsessed, they make a fetish of lunettes. To increase the
perspective of perception, they move to other places. They believe naively in the
truth of the senses of the eye (Czerwony pokdy).

The history of culture teaches us that cities could have been seen as an idyll
and urban nightmare; they could have been an embodiment of the power of human

7K. Jakowska, Czas i przestrzer w cyklu opowiadan, w: Czas i przestrzeir w prozie polskiej XIX
i XX wieku, ed. Cz. Niedzielski, J. Speina, Torun 1990, p. 37-45.
8 A. Popow, op. cit., p. 110.
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thought or the lair of pathologies®. The described space is often unfriendly to
humans. It is an exterior with elements of strangeness, fear and danger. In Droga
do Syrakuz it is mostly an urbanizing space. The imputation to the destructive
features of agglomerations and the perception of them as a pathological habitat
is an extension of the pre-industrial myth. Popov’s cities are devoid of features of
the post-modern architecture in its meaning described by Charles Jencks!?. These
cities remind the reader of a terrible labyrinth which is full of corners and pubs.
It could be also the huge mystic buildings of institutions with the terrifying power
we recognize from Kafka’s and Orwell’s prototypes (Raport gotowy). These
projections do not shock with excessive modernity, which might have resulted
from Bulgaria’s lagging behind in civilization development.

The conventionality of the properties’ within the described world is exposed
through the story System kontroli. Here, in the pattern of a James Bond film —
the lighter is a cipher, a waste bin is a contact box, a lover is a spy. An ordinal
neighbour’s flat is a terrible laboratory of tortures (Nasfuchiwacz). A house in
which lives a widow with children is a tomb of a dead husband (Piwnica).

The pathological belief in the “doubleness” of reality, in hidden meaning of
all facts and things, prevents normal existence, forcing upon the heroes a variety
of roles. In this sense Popov leads a discourse on possibilities and limitations
of a perception of a modern human, on recognizing tools and understanding the
world. And despite hyperbolical techniques, the manners of grotesque copying
and ironic relativity, it is not difficult to notice collections of serious thought
about the ontology of the world — still defying the recognition of a human who
is tempted by the perspective of uncovering some truth. In this sphere Popov’s
prose is inspired by the experience of postmodernism. Juggling the conventions
of relation game (here in a spy novel and horror) embodies the post-modern belief
in the death of the author, in the power of quotation and intertextuality. This is
an answer to “the exhaustion of literature” in the meaning John Barth assigned to
this concept in his programme essay in 1967. These are also narrative inspirations
from the Derridean theory of transgression!! (here in its genealogical variety,
transgressing generic norms, blending conventions). According to postmodernists,
reaching to the experience of popular culture is intellectually and aesthetically
valid and engenders senses. After the final devaluation of the bipolarity of low
vs high culture, various forms of popular culture (commercials, films, pop music,
comic books) are becoming an attractive area to penetrate academically!2. Their

9 B. Zylko, Czytanie miasta, Tytut 1997, 3—4, p. 22-29; Z. Rybicka, Projektowanie miasta. (O dys-
kursie urbanistycznym dwudziestolecia), Teksty Drugie 2000, 4, p. 57-69.

10 Ch. Jencks, Architektura postmodernistyczna, transl. H. Gadomska, Warszawa 1987; M. Mazurek,
Cyberpolis. Podmiot w przestrzeni terminalnej, in: Dylematy wielokulturowosci, p. 295-306.

WJ. Derrida, Struktura, znak i gra w dyskursie nauk humanistycznych, transl. W. Kalaga, in:
Wspoiczesne teorie badan literackich za granicq. Antologia, ed. H. Markiewicz, vol. 4, Krakow 1992,
p. 166-184.

12w, Burszta, W. Kuligowski, Sequel: dalsze przygody kultury w globalnym $wiecie, Warszawa
2005.
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hybridity and polymorphism store features which characterise our fragmented
world and ourselves — people of confused identities — which was interestingly
described by Tim Edensor and Marek Krajewski!3.

Potem przyszto mi na mysl, ze niegdy$ mianem ,,Bulgara” okreslano w Europie czlowie-
ka o nieznanym pochodzeniu, przybywajacego z odlegtych stron. [A man from an ob-
scure background]. W takim znaczeniu Bloch modgt by¢ kazdym — Serbem, Wlochem,
Estonczykiem, Lotyszem.14

This reflection, which is taken from the story Jamajka, could be a motto
for many texts which are presented in the collection. An illegible identity is
a leading problem in Popov’s stories. It is not about national or cultural identity
of heroes but always about individual identity. When the main hero of Jamajka,
who is interested in half-legendary history from previous centuries, attempts to
follow the trail of a mariner’s secrets, it is de facto about a person but not about
a countryman. It is about gratification of one‘s own curiosity but not about national
pride and local patriotism. The mysterious Bloch is, in Popov’s projection, more
of an everyman (but not in a Kafka-esque sense) than a citizen whose condition
can be described in binding social and cultural category.

The identity of Bloch conceals mysteries of history, deficiency of historical
sources and ultimately — disability of human perception. But if we look closer at
the creation of Popov’s heroes, something seems to be fuzzy, shaky and illegible.
Information about them is knowingly casual. The characters often have only names
or only initials or nicknames which have allegorical functions (“Che Guevara”,
“Wysokoprocentowy”).

Two aspects of a heroes’ identity interest Popov in a special way: single and
social identity. The first one is attached to psychophysical and moral conceptions.
It implies reorganization towards oneself. The second version — determines
a net of diverse relations with other people. The identity of Popov’s characters is
blurred and discontinued, it undergoes hybridisation. His narrations illustrate the
postmodernist belief that identity is not given to us but it is a choice, a declaration
made by a man. The possibility to choose sacralizes the category of freedom.
Thus the modern identity is no longer — in line with the famous metaphor by
Zygmunt Bauman — a restraining iron mask from which we cannot free ourselves.
The modern pattern of identity resembles a light coat which can be shaken off
the shoulders at any moment. Such potential stimulates openness and implicates
a collage-like quality of the assumed identities.

In the space of reflection over social identity of heroes one should consider
pragmatics of social roles. Popov states these roles precisely. His heroes are
mothers, daughters, lovers, husbands, editors, tourists, cosmonauts, gangsters,
thieves, clerks, orphans etc. These roles are the most legible characteristics of

13T, Edensor, Tozsamos$¢ narodowa, kultura popularna i Zycie codzienne, transl. A. Sadza, Krakéw
2004; M. Krajewski, Kultury kultury popularnej, Poznan 2003.
14 A. Popow, op. cit., p. 352-353.
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heroes of Droga do Syrakuz. 1t could also be an attempt to state that heroes of
stories exist in the described world if they play social roles. These roles not only
determine their being but condition their existence. The roles create a human. So
it is being for Other and through Other.

In the zone of reflection over the single identity of Popov’s heroes a very
useful tool will be mystifications and games. Through theorists we can accept that
rivalry, which is a feature of play, has a human character and it is determined
as an aspect of being (Hans-Georg Gadamer)!?, the foundation of development of
a single human and entire society (Johan Huizinga)!'% and that all play defines the
area of freedom which realises a regular form of pragmatics (Roger Caillois)!”.

To go deeper into play, it creates an identity of a participant. The hero
becomes a rival, an opponent, an enemy. An agreement to accept the rules of the
game determines a set of desirable features. It is interesting that heroes enter the
play unwillingly (Asystentki poszukiwane, Staly klient) and then they accept the
rules and also show desirable creativity. A very complicated scenario could be
an escape from an arduous client (Staly klient), a quasi-spy story of an imaginary
conspiracy full of complicated procedures (System kontroli) or Orwell’s situation
of permanent encirclement and spying (Raport gotowy).

All three above-mentioned versions combine an experience of surveillance.
A consciousness of surveillance imposes on the subject a stigma of artificiality,
changing naturalness into a more or less aware form of mystification. The
shadower and those heroes under surveillance are absorbed by a meticulous
realization belonging to situational procedures, they discard their individual
identity. They become robots, industrialized elements of a complicated
mechanism. Breaking loose of their single identity also helps their psychical
condition as heroes. Popov show us neurasthenic characters (Staly klient), those
with schizophrenic predispositions (System kontroli) or paranoiac predispositions
(Raport gotowy, Drzwi).

The above-mentioned sicknesses, which determine the attendance of unnatural
behavior, correspond in some way with mystifications proper arranged by the
heroes. Popov’s characters often appear in other roles; they pretend to become
someone else. The participant in the establishment of an eastern world from time
to time undergoes a change into a psychopathic degenerate who looks for his
victims among the social stratum of a middle-European country (Sezon fowiecki).
The prestidigitator becomes a pathologic killer who wants to make a presentation
of his murder — a work of art (4systentki poszukiwane). In the mini-story Bialy kon
the dreamlike plot forces a hero to become a white horse or a black horse. These
mystifications determine the necessity of fitting to a social order, even to a definite
situation which makes a hero a black or white horse. And in the context of these

I5H..G. Gadamer, Stowo, rozum, dzieje, Warszawa 1973.

16 3 Huizinga, Homo ludens. Zabawa jako Zrédlo kultury, transl. M. Kurecka, W. Wirpsza, Warsza-
wa 1985.

I7R. Caillois, Gry i ludzie, Warszawa 1997.
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fictional situations there hides the fear of being stigmatized as different, of being
excluded, of deprivation. The Strange/Other is, in a Lévinasan way, culturally
dependent!8; he is a reversed projection of the subject “I” 19, yet, primarily, the
Other unmasks the incoherence of the world in the ontological, epistemological

and axiological sense??.

Nie wiadomo dlaczego spoteczenstwo odrzuca T., przez co byt on zmuszony uciekaé si¢
do najrozniejszych kombinacji i sztuczek, byle tylko przytaczy¢ si¢ do tej blogostawionej
braci?!

— the narrator wonders in the miniature impression Krol zwierzqt. Here, the play
is more sophisticated. It is a combined mystification’s structure of accepted roles.
The hero changes into a lion (he accept the role/he starts working in zoo). After
coming back home he sheds a used costume and paradoxically it appears to be
a human skin. The reader can not be sure which role is real. Life becomes to be
a simulation constans. The pragmatics of existence generate an attitude of
hypocrisy and mystification not only towards others but also towards oneself.
But here it is also legible within a ritual context, from the classical approach of
Arnold van Gennep?2, as a spectacle of a character in a liminal stage, which is
a consequence of changing the social stratum.

Popov does not judge his heroes nor does he rebuke them for their changing
manoeuvres and cheating. Popov’s attitude towards them is closer to sympathy, for
their choices which they have to make and to the mystification to which society
condemns them to function in. Sporadically, in the collection there is articulated
a tone of accusation towards the coming into others’ roles which eventually
disturbs a verdict Fatum (Cudze kroki). Also, very seldomly, there appears
sympathy towards heroes who come into the game and do not exactly know its
rules (Asystentki poszukiwane). Some eschatology occurs in and beyond the area
of interests of the author of Droga do Syrakruz.

The varied versions of games and mystifications, which lead Popov’s heroes,
could also be considered in the category of spectacle and media. The presented
events in the stories fulfill features of spectacle categorized by Roland Barthes?3:
zdarzenie (przedmiot obserwacji), odbiorca (obserwator),
wspbélnota przestrzenna, natychmiastowo$¢ komunikacji.
The show redifines a category of intimacy, breaks taboo, glorifies exhibitionism.
All is for sale — sex and emotions (Sprawa Aniuty). The mercantilism joins with

18 M. Jedraszewski, Wobec Innego. Relacje miedzypodmiotowe w filozofii Emanuela Lévinasa,
Poznan 1990.

19 7. Benedyktowicz, Portrety Obcego. Od stereotypu do symbolu, Krakow 2000.

20 Tropy tozsamosci: Inny, Obcy, Trzeci, ed. W. Kalaga, Katowice 2004.

21 A. Popow, op. cit., p. 178.

22 A. van Gennep, Obrzedy przejscia. Systematyczne studium ceremonii, transl. B. Bialy, intro-
duction J. Tokarska-Bakir, Warszawa 2006.

23 R. Barthes, Swiat wolnoamerykanki, in: idem, Mitologie, trans. A. Dziadek, Warszawa 2000.
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ideology, commerce with big politics. The Show produces demigods: tanned,
athletic and creative. In the lights there is no place for mediocrity and grayness.

And some more words about obsessive subjects form of this prose. A secret
and a betrayal, a surveillance and control, an unconditional belief in the power
of the system, a conviction about inessential biography in confrontation with
the plan of the whole — there are emotional stigmas and intellectual coercion. To
the subject of grotesque transformation of communistic realities — Popov does
not so willingly return. “The story Dzien niepodlegiosci is unique and great”.
We can find here echoes of a discussion of two generations. They talk about
transformation in the final decade of the last century and responsibility for the last
coercion system and the modern pauperization of society. All this is in the poetics
of a grotesque oxymoron, malicious irony and unexpected paradox, stylization and
pastiche. Departure from realties of time and space, universalism of transmission,
a manner of symbolic shortcuts and existential and ontological subjects means that
beneath every latitude Popov’s short prosaic forms have much to offer a modern
reader.

Summary

Mystifications and Games — About Identity Discourse in Modern Bulgarian Prose
(Alek Popov)

The object of the analysis are short prose works written by Bulgarian author Alek Popov.
The manners of the defining of an identity of a modern person — taking into consideration
a psychological, sociological and anthropological context — are conceptual. A concept of the
identity has become a pretext for the description of chosen elements of the world introduced
in Popov’s prose — such as space-time and creation of heroes.





