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Mapuna Baapumuposna Yucrsaxosa

Cepbckuit nepeoa, CruiHoro npoaora.
K npo6aeme pekoHCTPYKIIMHU TEKCTA Ha CEHTIOPS

CTHIIHOM INIPOAOT, KaACHAAPHBIH c60p1-n/n< COIPOBOXKAAEMBIX CTHXAMH >KUTHUH,
OTHOCHUTCSL K YHCAY II€PEBOAOB, BBIITOAHEHHBIX IOKHOCAABSIHCKHMMH KHIDKHHKAMH B
XIV B. Ero BosHHKHOBEHHE CBSI3aHO C IEPEXOAOM IOKHBIX caaBsiH Ha Mepycaaumcknit
60OrocAy>xeOHbII ycTaB (TlenTKOBCKUIT 2004: 162-168). AHaAUS3 COXPAHMBIIHXCS CITHCKOB
II0Ka3aA CYIIECTBOBAHUE ABYX NepeBoaoB CrumHoro npoaora. OAMH U3 HUX ObIA CO3AQH
cepbOCKUMU KHIDKHUKAMU (Borpanosuh 1976), a BTOPO¥ BO3HHK B OOArapCcKOM KHIKHOM
cpeae (HeTKOB 2000, 6; MBanoBa 2003, 409). He uckaoueno adpOHCKOE IPOHCXOXKACHHE
oaHoro nau oboux nepesoaos (boraanosuh 1976; TaceBa 2006: 170, mpuM. 7).

CocTaB 4TeHHIT CBUACTEABCTBYET O TOM, YTO I0>KHOCAABSIHCKHE IepeBoAbl CTHUIIHOTO
IIPOAOTA BOCXOAST K PasHbIM IPEYECKUM OPHIHMHAAAM. 1aK, IpeYecKuil OpUrHHAA CepO-
CKOTO IepeBoaa 00AaAaA OOABIIMM YUCAOM NIAMATEH U XKUTHH B CPABHEHUH C OPUTHHAAOM
6oarapckoro mepeBoaa. Ha pabory ¢ pasubiMu pykommcsmu rpedeckux Cunakcapei
YKa3bIBAIOT HECOBMAACHHS B KAACHAAPHOI MPUYPOYECHHOCTH cTaredl. MHOrouncaeHHbIe
AEKCHYECKHE, TPAMMATHYECKHE U CUHTAKCHYECKHUE PASAHUYHSA TOBOPAT O TOM, YTO KHIK-
HUKH, BBITOAHUBIINE AQHHBIE IEPEBOABL, pabOTaAM He3aBHCHUMO APYT oT apyra (Tacesa
2006, 2009, 2011, 2013).

AAst HAAIOCTpALIK IPUBEAY CTHX M KUTHE ML, Ennxapuu, momnzaemort 27 ceHT0pst
(cM. TABAMIIA '),

DBoarapckuil mepeBoa 3aCBUACTEABCTBOBAH OOABLINM KOAHMYECTBOM CIIUCKOB, B TOM
qncae ApesHeiimnx: Hux. 34, 1360-1370 IT. (c 18 oxT16ps 110 31 Ackabps); HABAH 73, 2-5
noaosuHa XIV B.; 3orp. 80, 3-s1 uets. XIV B.* He panee mocaeaneit verseptu XIV B. 60a-
rapcKuii epeBOA PacPOCTPAHUACS Y BOCTOUHBIX cAaBsiH (Typuaos 2010: 340). Ha ocno-
Be 60ArapcKoro nepeBopa cGOPMUPOBAAUCH BOCTOYHOCAABSIHCKHE pepakiny CTHIIHOTO
IPOAOTa: KUEBCKAsl, HOBITOPOACKASI, MOCKOBCKasl, KHPHAAO-OeA03epcKasi, puPMOBAHHAS U
ux pasHoBuAHOCTH (UHCTAKOBA 2013 42-53).

1

Llurrpyemble COKpaICHHbIC HA3BAHHS PYKOIHCEH PacIIiPPOBAHEI B KOHIIE CTATHH.
*  Cwm. onucanue npoaoros YBCM 16, Huxk. 34 (Borpanosuh 1982, 85, N2 1158, 1160). TekcT
npoaoroB HABAH 73 u 3orp. 80 uspan (ITetkos, CriacoBa 2008-2014), cM. IyGAHKALIMIO TIPO-

AoxHoi ctathu Muy. Enuxapuu (Ietkos, CriacoBa 2008: 94795).

Marina V. Chistiakova (Institute of the Lithuanian Language, Vilnius) — mcistiakova@gmail.com
OPEN ACCESS . N -
The author declares that there is no conflict of interest
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TABAHUIIA 1.

Boarapcxkuit nepesoa
HABAH 73, 2-1 moa. XIV B., A. 43-43 06.

Cepbckuit mepeBoa
YBCM 16, 1365-1375 IT., A. 6 06.-7

Crux: [MOMOLINHICA ¢TAKABLLIH BAKTBNRA BAFTb.
Bz, K, u, 3. EnUXAPIa MeYNBIMME WeTpiens
OV'IA3BENA BbICTh 1

Texcr: €nuxapia XBA MPNUA BEle & Punrs
np1 AnwicanTians u,?n. ATA BbIBLLIH KGCAPTOM’L
EMAPXOMB. M HCMORBAARLIH  APB3HOREHHO HMA
XBO. MORBLUENA BBIRLLIM M CTPBIANA. TAKE BieMA
¢h WMAATBI WAORBNBIMH W, M, BOMNbL. HkKe H
MATEAMH €% ATTAOMB MOBHENH BbILLA. npHen-
A

LM Ke H ThIA MEYNOE WCRKENTE. ICAMEND HikKe
B'BLLIE M0 NOPAMA 67R MNWIKLCTRO BOAbI HeKBINTS.
BIA3BENA K¢ BBIBLLN MEveMD W CA8PbI. H I'I‘)"E,A,A
Soy BAAKENRA CROA ALK 1 —

Crax: BAFocmrBraTEANA €MHXAIA BbI Kb MbYERH.
3ACTOYTINHICWME BOPATEL|IM ¢¢ BAKTENOK BANTHIO:
Bb ie3 Ennxapia Mbwemb cionrace i

Texcr: Enuxapia XEA MULA BbI Bb Punk npu
AHWKAHTIANE u,;m KTA ke Bbl Kempme
GI‘IAPXOMb ] I/ICI'IOE’E,A,ABLLIH tb Apb3HoRetiieMb
MM XBO. WEBLLIEHA BbI H CTPBIANA. TAKE BHIENA
BbI MAATBI W/\OB"SNI/IMI/I YETHPMH BOMNH, 1eHkKe
MOMOAHBLLIM ¢¢ ¢éH, W ATPAX OYBHIENH BbILLE. H
MPHIEMLLK  CeH MBYHOK  OY'CBICHORENIE.  KKAMEHNb
WKE BB M0A HOPAMA 166, BOAOY MHOKBCTRO
HCTOYH. OYTAZRENNA BbI M’I‘MGIVIb ] I'IP'B,A,A Boy
BAKENNOYH0 CROHO AlLioy.

Pyxonuceit cepOCKoro nepeBoAa COXpaHHAOCh ropasao Menbiue. Heckoabko aer Ha-
3aA MHOM 66140 IpocMOTpeHO 80 pykonuceit Cruinzoro npoaora B 6ubaunorexax boara-
puu u Cep61/m. B ocnosuom de visu, HO Takxe B LH(POBBIX KOMUAX U MUKPOPUABMAX,
cm. moppobree (Ynctsixosa 2018a). K 6oarapckomy nepeBoay 65140 OTHeCEHO 68 CITUCKOB,
K cep6CKOMY IIEPEBOAY BCETO CEMb; IATh CIUCKOB OKa3aAMCh KOMOMHMPOBaHHBIMH (0AHA
YaCTb PYKOITHCH COBIAAAET C HOATAPCKUM MEPEBOAOM, APYTasi ¢ cepOCKHM); ABa POAOTa
OTPAXKAKT CMEIIAHHYIO PEAAKIINIO, KOTAQ KOHTAMHHALIUSI TEKCTOB OOATapCKoro 1 cepocko-
I'O IIEPEBOAOB [IPOUCXOAUT B PAMKAX OAHOTO XKUTHSE'.

ITepeyens pykomnuceit, OTpaXKaloIUX cepOCKUIL IIepeBOA, IPUBEACH HIDKe. Bmecte ¢
IATHI0 KOMOMHUPOBAHHBIMH POAOTaMH ([IPUBEACHBI B KOHIIE) B HEM CEHYAC 12 IO3ULMIL:

. Aeu. 54, Ackabpb-$eBpaas, 1394 1.t

2. YBCM 16, ceHT:16pb-acKabps, 60-¢—70-¢ rr. XIV B.S
3. YBCM 17, suBaps-anpeas, 60-e—70-¢ IT. X1V B.

4. Wuk. 29, Mapr-aBryct, koHen XIV-nagaso XV B.

5. LIMAM 328, suBapn-dpespann, XV B.

3 HOAPO6HCC 06 aTOM peaaxuum, cM. JucTsikosa 2022.

+  CocraBaster kommaexT ¢ Aed. 52 (MapT-mait) u Aed. 53 (uionb-asrycr). MsnadaabHo KoM-

IIACKT GBIA TOAOBBIM, TICPBBIIl TOM C YTCHUSIMHU Ha CeHTAOpb-HO6pb yTpadteH (I[pospanosuh-ITajuh
# dp. 1995: 20); O IIPOAOTAX AcdaHCKOTO cobparns cM. boraanosuh # dp. 2011

> Pyxonucu YBCM 16 u YECM 17 SBASIIOTCS 4aCTAMH OAHOTO KOMIIACKTA.
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F.l752, AeKapr-q)eBpaAL, XVI.°
Aeu. 58, 9o-¢ rr. XV B. (qacTs ¢ 1 sHBaps 110 28 dpeBpans)

Acu. 59, 1-51 yeTBepTh X VI B. (wacTb ¢ 1110 31 AcKkabpst)

Y * N

XA3Y Il ¢ 14, 1572 I. (4acTh € 5 110 30 HOAOPS)
0.  MCIIL] 149, 3-51 getsepts X VI B. (¢ 1 MapTa 110 30 ampeas)
. EL636,1621T. (OTPLIBOK, 1 MapTa)7

12.  CIIB 425, kon. XVII B. (4acTs ¢ 31 Ackabps 11o 28 peBpans)

Kax BUAUM, CITHCOK C TEKCTAMH HA IEPBBIH TPUMECTP LIEPKOBHOTO FOAQ BCETO OAMH H
ero ¢pusnIecKkoe cOCTosHME He camoe ayduree. Pykormce YECM 16 mocrpapasa ot Baary,
U B HEH yTPaue€HO HAYAAO, COXPAaHUBUIMMICS TEKCT HAYUHAETCS C 2.6 CCHTH6P}I. B nonsprt-
KE OTBICKATh HEAOCTAIOIHEe PPArMEHTHI s OOPATHAACH K IOKHOCAABSIHCKUM CAYKCOHBIM
MUHESM, KOTOPbIE ITOCAE 6- MECHU KAHOHA COAEPIKAT MPOAOXKHBIE yreHus®. CraomHoii
IIPOCMOTP PYKOIIUCEH AAHHOTO THIIA [IOKA3aA, YTO OOABIIHHCTBO MHHEH AOIIOAHEHO YTe-
HusiMu UHBIX Bepcuit [Tpoaora. Tem He MeHee, OTACABHBIC CIIUCKM MUHEU Ha CEHTSIOPH C
cepbcxum nepeBopoM CTHIIHOTO IPOAOTa COXPAHUAKCE.

Tak, B cobpanuyn HarnonaabHo# 1 yHEBepcuTeTcKOM 61nbanorexu cesroro Kanmenra
Oxpuackoro B Cxonbe (CeBepHas MakeAOHMS) 10A HOMEPOM 17 XPaHHTCS CAY>KeOHAs MU~
Hesl C MPOAOXKHBIMM YTCHHSAMH Ha CeHTSOpb. PYKOIHCh OAHASI, COACPXKUT YTCHIUSI € 1 IO
30 CeHTAOPsI, U e PU3MUECCKOE COCTOSIHME BIIOAHE YAOBACTBOPHTEAbHO. MuHest M-17 6b1aa
nepenucana cepOCKUMHU MHUCLIAMHU PAIICKON IIKOABL B Hadase XV B. M OTpaxkaeT cepOckuit
H3BOA 1IePKOBHOCAABSHCKOTO 513bIKA. B. MOIIMHBIM B OIMCAHHU CAABSIHCKHX PYKOIMCEH B
MaxkeAOHHH YKasaHb! PUANTPAHH U POCIHCH e¢ cocTaBa (MoumH 1971: 44-50).

B noas3ay Toro, uto pykomucs M-17 coaepxur cepbekuit nepesoa Cruinnoro mpo-
AOTa, CBUACTEABCTBYIOT CACAYIOIIHE PAKTHI:

I.  IEPEBOA IPOAOXKHBIX CTATeH, MOAOXKEHHBIX B riposore YBCM 16 ¢ 29 o 30 cenrs-
Opsi, COBIIAAAET C IEPEBOAOM aHAAOTHYHBIX cTaTeil B M-17;

2. ctuxu B M-17 Ha 29-30 CeHTAOPS COOTBETCTBYIOT CTHXaM CepPOCKOTO IIEPEBOAQ;

¢ Wurepuer-poctyn k xomuu pyxormcu El7sz: <http://expositions.nlr.ru/ex_manus/

Serbian_Manuscripts/show_pages.php?i=1c91095d-62¢9-4647-8748-7120389d668c&I=1&lang=1>
(Aara obpameHns 01-03-2021).

7 Vnteprer-poctyn k xomum pyxomucu EL636: <http://nlr.ru/manuscripts/RA1s27/
clektronnyiy-katalog?ab=C833FAB4-Eo7B-45sBD-AD3A-s0A67BsDEA3F> (aara obpamenus
01-03-2021).

¥ O MHHesX, AOTOAHEHHBIX TPOAOKHBIMU xutusivu, cM. Cumuh 1974: 74-75; Typusos

2012: 10722.
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3. aruorpaduucckue TeKCTsl B M-17 Ha 1 (JacTHYHO)-25, 29-30 CeHTAOPst GAMKE 9TCHHU-
siM 6oarapckoro nepesopa CTUIIHOTO poAora B cpaBHeHUH ¢ [IpocThiM IpoAOroM.
[Ipu 3TOM HX IIEPEBOA OTAMYCH OT HOATAPCKOTO NEPEBOAR;

4. pyxonucu XuA. 424, XUA. 427°, OTpXKAOLINE CMEIIAHHYIO peAakiio CrumHoro
IPOAOTa, B HEKOTOPBIX CAYYasiX IIEPEAAIOT SKUTHUsI cepOCKOro mepeBopa Oes TpaHc-
popMaLMK TEKCTa M BCTABOK U3 GOArapcKoro rnepeBoaa. B atux npumepax skurust co-
BIIAAAIOT C YTCHHUAMH, IPECACTABACHHBIMU B MuHee M-17 (Hamp. xutue Mmud. Auoaopa
1 Auanma Ha 11 ceHT.; xutue npir. [lerpa ATpoiickoro Ha 13 ceHTsOpsi; cKasaHUE O
[IIectom Beeaenckom cobope Ha 14 ceHTs10pst; xxutne npi. EBvmenus, em. Topruncko-
10, 17 CeHTAOPS U AP.);

5. B PYKOIHCSX CMCLIAHHOH PEAAKLIUH IIPEACTABACHBI >KHTHS M IAMSTH CBSTBIX,
orcyrerByomue B 6oarapckoM nepeBoae Cruinnoro npoaora. C 60Abwmoi aoaeit
BEPOSTHOCTH OHHM OTHOCSTCS K cepbckomy nepesopy Crummnoro mpoaora. Yacrs
3THX MaTepHaArOB MPeACTaBAcHA B MuHee M-17 (Hanpumep, xutne Mu4. Aykun u
Temununana Ha 17 ceHTs16pst; crpacts Mud. EBceBust, HecraBa n 3unona Ha 21 ceHTs160ps1;
namsity npi. [TaBaa Huxedickoro, mu. Oanmnmnopopst Ha 13 ceHTs10pst; Mu. Peokaa,
mu. Basepuana Ha 14 cenTs6ps);

6.  KHIDKHHKH, 3aMMCTBOBaBIIIHE B MHHEIO aruorpaduyeckue ctarsu us I Ipoaora, B psiae
CAYYaeB BBIITHCAAH HE TOABKO TEKCTHI, HO H HEKOTOpPbIC IIPEABAPSIOIIHE UX KPATKUE
cTuxu (HarmpuMep, CTHXHM CONPOBOXAAIOT >KUTHA BMU. Dexabl Ha 24 ceHTAOPS,
npi. [TaguyTus Ha 25 ceHT516p51, npn. Kupuaka orxopnuka Ha 29 CCHTH6P}I, CILIIMY.
Ipuropust ApMsAHCKOTO Ha 30 ceHTAOpPst U Ap.). [1o coAepKaHMIO M ASBIKY ITH
CTHXM OTAMYAKTCS OT 6oArapckoro nepeBoaa CTHLIHOTO IPOAOTra, HO COBIIAAAIOT C
BEPCUSIMH, TIPEACTABACHHBIMU B cePOCKOM IEpeBOAC U CMelaHHON peaakuun. Cp.
ctux npn. Kupuaky otuieapunky (TABAHIIA 2).

I[Tpu pabote ¢ 3TOI MHUHEEH CACAYET YUUTHIBATb ABA HIOAHCA: KHIDKHHUKH BBIITHCAAN
u3 [Ipoaora aAaaeko He Bce MMEBILIHECS TaM TEKCTBI, 2 CA€AaAH BbIOOpKy. Hanpumep, Ha 8
ceHTSIOps OBIAO BBIITMCAHO BCETO 2 TEKCTa: POAOXKHBIN pacckas o Poxxaectse npecs. boro-
POAMIIBI ¥ CKasaHHUeE O YyAe Bo Baaxeprckoit uepksu boromarepu. B 6oarapckom nepeoae
CTHIIHOTO [IPOAOTa HA 3TY AATY AOIIOAHUTCABHO IIPEACTABACHBI KPATKHE [IAMSITH CBSTBIX CO
cruxam, nocpsimeHHbIMU M4. CeBupy, M4. Apremuaopy, mud. Pydy u Pyunnany. Beposit-
HO, TAKHE 5KE ITAMsATH MOTAH OBITb U B cIUcKe cepOCcKoro nepeBoaa CTHIIHOIO NPOAOTa, HO
KHIDKHHUKH He IICPEHECAN X B MUHCI0, OrPaHHYMBIINCH PACCKA30M O TAABHOM IPA3AHHKE
AHSL U CKa3aHHEM O YyA€, IpousoleAuieM Bo Baaxepuckom xpame. Taxast xe curyauus Ha-
OAIOAAETCS M Ha UHBIE AQTBL 12K, B GOATapcKOM IIEPEBOAE Ha § CCHTAOPSI IIPEACTABACHDI
namsiti co cruxamu M. Pance, ma. CapBuaay; B Mutee M-17 10AOOHBIE MaTepHUaAbl OTCYT-

Cwm. onmcanue atux nposoros: borsanosuh 1978: 164 (N 424, N2 427); Typuaos, Momu-
KoBa 2016: 277-278 (N2 594, N2 595).
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II

Munes M-17
(AMCTHI He MPOHYMEpOBaHbI)

TABAUIIA 2.

Cepb6ckuit mepeBoa
(YBCM 16, A. 9 06.)

Boarapcxuit mepesop,
(HABAH 73, A. 45 06.)

NewbeTia  WeTSNALLLIIM KbIPI-
A€ POpecTb. Bbwoyuuenie CARICO
MAYE SMPETH WOy AH Ce. \VOM’E
Bb CHE Bb. K. BbAANL Bbl
K'I")IAICL.

Newberia Weroynateinm I(pr-
AVE FOPECTh. KblcoyLueNTe CAAA-
KO NAYE OYMPETH WOOYAH Ce.
[Meomb Bb cNBAD Bb K9 BBAAND
Bl K'I'PbAICb.

CICP'LBNO WAOKHRE KMPTz\Ke
POp'YHNZR. BBIBCA CARKATO HAH
SMPETH  OCRAMBD  CeBe. Bz
ABMAGCATE H AGBATBIN NpEHAE
I(Mp'bmc'b.

CTBYIOT. AHAAM3 YTCHUIT AHS ITOKA3aA, YTO B MUHEI0 M-17 ObIAM BHECECHBI OCHOBHBIC XUTHS
U [TAMSITU AHSL, @ HEKOTOPBIE KPATKHE ITaMSTH OBIAM OIyILCHBL.

IToMuMo cepbHCKOro mepeBoAa PEAAKTOPDI CIIUCKA M-17 HAM €ro mpeAllecTBEHHHUKA
SMM30AMYECKH 00palaAuch K ApeBHerimeMy 1epeBoay IIpoaora, BosHukuemy He 1mo3a-
Hee Hatara XII B. U Bckope AOIMOAHEHHOMY KUTHSIMH BOCTOYHOCAABSIHCKHX CBSITBIX —
npr. Peopocust [Mewepckoro, mu. kH. Iaeba, ku. Oabry, kH. Baapumupa, k. Mctucaasa,
muy. Bapsiros®. B xonne XII B. apeBHerimuii nepesoa IIpoaora ne menee AByx pas Os1a
nepeHece Ha baakaHbl, rae Bo3HHKAYM 6oArapckas u cepbckast ero peaaxkuuu. boarapckue
KHH)KHUKH AOTIOAHHAM COOPHHK NaMATSMHU M SKUTHAMH GoATapckux cBatbix (rpr. [Tetku
Tsrprosckoit, npi. Moanna Puasckoro, npr. Ilpoxopa [Nmunckoro, mpm. Tapunaa Aec-
HOBCKOrO, 0ar. napst I[lerpa I Boarapckoro, npm. HMoanna IToausorckoro u ,A,p.)“. Cep0-
CKME KHIKHHUKH BKAIOUHAH )KUTHS M IaMATH cep6ekux cBathix (cBr. Apcenns Cep6ckoro,
cet. CasBnl Cep6cxoro, npn. Cumeona Cep6ckoro, mu. Credana Ypoura) u npoussean
[IOCACAOBATEABHYIO PEAAKTOPCKYIO IPABKY™.

B munee M-17 nmpeacTaBA€HO HECKOABKO CTaTeil U3 ApeBHeliniero nepesoaa Ipoaora:
AB2 IIPOAOKHBIX SKUTHS U ABE€ [TAMSITU HA I CCHTSIOPS, a TAIOKE YTEHUs Ha 26-28 ceHTs16ps. Ha
MO B3TASIA, KHIDKHHUKH BPSIA AM BHECAU ITPOAOJKHBIC YTCHISI H3 ApeBHetitiero mepesoaa I Ipo-
AOTa, PeaAUsys OIPEACACHHBIN TBOPIECKHUI 3aMblices. CKkopee BCero, OHH BCETO AHIIB BOCIIOA-
HUAM HEAOCTAIOLINE B OCHOBHOM aHTUrpade M-17 CTaThH [0 MMEBLIECMYCS Y HUX CIIIC OAHOMY
crncky IIpoaora. [ TocAOBHBII cOTOCTABUTEABHBIH AHAANS JKUTHIH [IOKA32A, YTO HCTOYHHKOM
3TUX HeOOABLINX BCTABOK MOCAYXKHAA cepOckast peaakuus [Ipocroro mpoaora. B kavecrse
npUMepa NpUBeAy okoHyaHue xutust M. Kaaaucrpara, 27 centsabpst (TABAMIIA 3)".

O BOCTOYHOCAABSHCKUX MAMSATAX U )KUTHSIX B ApeBHCfIH.ICM TIICPCBOAC HPOAOFa cm. I'TaB-

A0Ba 2008; AoceBa 2009.

11

Cwm. moppo6uee ITaBaosa 2008: 133-138.
B ocHoBe 60ATApCKOH M cepOCKOM PEAAKLIMI ACKAT PA3HBIC BOCTOYHOCAABIHCKHE CIIMCKH
Ipoaora (cm. moapobuee Yuctsikopa 20186).

% Crarps 6oarapckoii peaakuuu ro ciucky CAHY 53 usaana (ITaaosa, XKeasskosa 1999:
43), CM. TaKoKe Ty 6AMKALIMIO 3TOTO TEKCTA [0 BOCTOYHOCAaBsHcKoMy ciucky Cunakcapst Cod. 1324

(Kppicsko 2010: 126).



I2

Mapuna Baadumuposna Iucmsxosa

Munes M-17
(AMCTHI He MPOHYMEpOBaHbI)

TABAHIIA 3.

Cepbcxas pea. ITpocroro
npoasora (Wuk. 38, a. 4)

Boarapckas pea. Ilpocroro
nposora (CAHY 53, a. 25
06.)

BUABRLLE M BOMNBL [ M
?toAnBLu’E BBPORALLIE Xl
BbPbKENbI BBILLE Bb THMNHLS,
M ooywHMH BEXOY ¢Thil Kaan-
PATW. W oy As H W BbCIC'i)‘CGNE\I

- N 2
M W ALIH. N0 ¢éMb H3BENDL Bbl
H¢ TbMNHLE. Cb. Vi<~ BOUNb. W
NOIAH c¢ ﬁoy. M TIAALLIE C€ HAD-
AU H cblc?oymnw%. H RUABELLIE
AQOy3bl BOMNBIH. pRe. W TIH
B’BPOBALIJG Bb )@. H TAKO CIH
oyc’ts?eNu BblLLeE.

BupeRLIE. Mo BOMNH HAO H
BBPORALLIE X&bl. 1 BbPbKENbI
BHLL Bb THMNHLLOY, W 0y 'YHMH
BBXOY ¢TbiMb KAAHCTpATOMS.
W copAe H W chgcerm M ALLH.
M0 ¢céMb U3RBNb Bbl UC ThMNHLLE
th. [~ BOHNb. H TIOMAH cé Eo\f.
M MAAOLLIE MAOABI M CIPOV'LLIHLLIE
Ce. M BHAEBLLE APOV'3bI BOMNBI.
pAe. W Thi B'EORALLE Bb Xa. u
TAKO BCH O0Y'06¥ENH BHLLIE.

BuaBRLLIEH Ke. K. M. &. vi0 H
BBPORALLIE H TH Xo’\}'\ HXKe e
BHRb HGPC'ENWI‘HNL. M BbBpbIKe
te Bb ThMNHLIOY'. ¢b CThIMb IKa-
AMCTPATOMb.  TI00Y7eNH  BBXOY
CTMb W COyAB. MW Blfcxyceﬂn 7
— N ?
W ALLM. N0 ceéMb H3RBENB Bbl HC
ThMNHLE. ¢b. M. M .0. MW BOUNH
M NOMAHR cé ﬂOBPbiKG MAOABIN.
BUA'BBLUE Ke 0 AP 3bIH BOMNbI.
T). Aewn BBPORALLE M TH. H
TAKO H TH oyc'ls?erl BblLLE.

HOABOAH HTOT'H, CACAYCT OTMCTHUTD, YTO CAy)KCGHaH MHHCA M-I7 BOCCO3AACT OCHOB-
HOM MACCHB YTECHHU CCp6CKOI‘O nepeBoAa Crumnoro IpOAOra, HE 3aCBUACTCABCTBOBAH-

HBIN COXPAaHHUBIIMMHUCS CITUCKAMH, H SABASICTCS Ba)KHBIM HCTOYHUKOM AASL UICTOPHH HPO-

Aora.

ITPMAOXEHUE. [IPOAOKHBIE YTEHUS B COCTABE MMHEU M-17

Huxe B Tabauie IPUBEACHBI AQHHBIC O BOLICAIIMX B MMUHEIO M-17 IIPOAOXKHBIX
MaMSATIX U OKUTHUAX (coxpameﬂuc ‘CIT ob6osHavaer ccp6c1<1/1151 nepeos Cruuiaoro

npoaora, TIIT - IIpoctoii mposor).

AATA

IIOMHWHAEMBIE CBATBIE U IEPKOBHBIE ITPA3AHHUKH

HCTOYHHUK

CkasaHue 0 HadaAe IICPKOBHOTO ToAa

ITamars O6pCT€HI/ISI MUACUHCKON MKOHBI BOI‘OM&TCPI/I
ITamsars Beaukoro ImoXapa B Koncrantunonoae

I CCHT.

JKurue npn. CumeoHa cTOATHHKA

I1I1

Yenenne Mucyca Hasuna

Crpacrs mua. Kaaancrsi, EBopa, Epmorena

CII

[Tamsrs mpn. Map¢er, matepu CrMeoHa CTOAITHHKA
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AATA

IIOMHWHAEMBIE CBATBIE U HEPKOBHBIE ITPA3AHHNKH

HMCTOYHHUK

2 CCHT.

Crpacrb mu. MamanTa

JKutue cBt. Mloanna noctHuka
ITamars cBr. [TaBaa HOBOTO
IMTamsits npas. Eanasapa u @uneeca
Crpactb myu. Audarst 1 AMMOHA

CII

3 CCHT.

Crpacrs cruma. AHGHMA AHTHOXHIICKOTO
Crpacrs ciyva. Anduma Huxomuaniickoro
Crpacrs mu. Bacuauccst

ITamsrs npm. Peoxrucra

[Tamsre npr. CredaHa HCIIOBEAHHUKA

JKurne cruma. Apucrrona AaekcaHAPHICKOTO

CII

4 CCHT.

JKutue ciumy. Basuast Hukomupauiickoro

JKurue npopoxa Mouces

Crpacrb mu. Epmuonun

Crpacrb 3628 M.

Crpacrb muu. Peopopa, Muana, Myauana u Knona
IMamsits [erponus, Xapurunst u Capsuaa
Kurue mua. Qudanaa u Pesen

CII

S CCHT.

Y6uenue npopoxa 3axapun

Crpacrb muu. Ypsana, Peosopa 1 Mepumua
IMTamsits cB. Ilerpa B Apupe

Crpacrb Mmu. ABAMS

CII

6 CEHT.

Yyao apxanresa Muxanaa B XoHax
Crpacrp muu. EBpoxcnst, 3unona, Pomnaa u Makapus

ITamsTs ocBsimenns nepksu boropoaunsr B xpame cB. AHHBI

[Tamsits muu. PaBcra u ABuBa

ITamsts mu. Peoctupukra

IMamsTe maa. Maxapust u AHApest
ITamsre mu. CapammaBona

ITamste mun. Anpponeaarun u Pexabt
ITamsre mu. Kupuaka akoayda
Crpacrs mu. Kupnaka asumora

CII

7 CEHT.

Crpacrb mu. Cosonra

JKurue ann. EBoaa u Onucudopa

Kurue cuva. Credana Pumckoro

IMamsirs yenenust npin. Ayku [ayboxopedenckoro
Crpacrb mu. EBnicuxus Kecapusickoro

CII

8 ceHT.

Poxxaectso npecs. boropoautisr
Yyao Bo BaaxepHckoii niepksu boromarepu

CII
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AATA

IIOMHWHAEMBIE CBATBIE U HEPKOBHBIE ITPA3AHHNKH

HMCTOYHHUK

9 CCHT.

Cobop npass. Moakuma u AHHBI
Ckasanue o Tpersem Beeaenckom cobope
Crpacrp mu. CeBupuana

Kurue npn. Peopana ncnoseannxa

CII

10 CCHT.

ITamsTe mokaoHeHust yectHomy Apesy B Beauxoit Lepxau
Crpacrs mun. Munopopst, Murpoaopst 1 Humpoaopst
ITamste Mmu. XapuroHa

Crpacrp mu. Bapumcasa

JKutue 6ar. uapuust [ Tyasxepun

JKurue ann. Aneaanst, Ayxust u Kaumenra

CII

II CCHT.

Cruxu npn. Peopope ArekcaHAPHICKOH

Kurue npn. Eppocuna

Crpacrb mu. Mu

Crpactb muu. Anoaopa u Auarma

IMamsre muy. Aumurpus, Esanduu u Aumurpuana
IMamsrs npm. Terpa ncriosepnuxa

*nepea nNaAMAMbIO ﬂpi’l Hempﬂ, 0X0JH€E, BLLNUCAHO €ULE HECKOLDKO
NAMIMELL CBIMbIX, HO OHU 30eco He YKa3arbvl, NOCKOLbKY 3107

ppazmenm 8 konuu M-17 edsa uumaemcs

CIT

I2 CCHT.

ITamsrs mokaoHeHus yecTHOMY Apey B Beanxoit Lepksu
Crpacrs crpyy. ABTOHOMA

Crpacrs cuypmy. KopayTa, en. Mkonuiickoro

Crpacrs cupvu. Peopopa AsekcaHAPHIICKOTO

Crpacrs cipvy. Myanana Tasaruiickoro

ITamste maa. Makeponuss, Peoayaa u Taruana

IMamsars nprn. Aanunaa B Pacuu

ITamare mu. Oxeana

CII

I3 CEHT.

ITamsre moksonenus yectaomy Apesy B Beanxoii Lepxsu
Crpacrs ciyma. Kopauans cornuka

Crpacrp mua. Kponnaa, Aeontus, Cepannona u CrpaTonnka
Crpacrb muu. Topanana, Maxposusi, Manu, 3otuka, Aykuana u

Baaepuana
IMamsTe ocsmenns xpama cB. Xpucrosa Bockpecenns
JKurue npn. I'erpa Arpoiickoro
IMamsre npm. ITaBaa Huxefickoro
IMamsre M. OanmMmnunopopst

CI1
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Bosasmkenne Kpecra Tocroans
ITamsis yenenust ct. Mloanuna 3aaroycra
JKurue npas. napurer [Taakuaasr
14 CEHT. Ckasanue o Illectom Beeaenckom cobope CIT
Crpacrp mu. [Tamms
ITamsaTs mu. Peoxaa
ITamsre mu. Basepuana

Crpacrs BvMa. Huxursr
JKurue npn. Puaodes uyaorsopria
Crpacrs mu. [Topupust
IS CCHT. [TamsaTs o6peTenus momelt ciumy. AKakus CI1
[TamsTs mu. Makcuma
ITamsATh ABYX ACBHII, CKOHYABIINXCS MEYIEM
[Tamsts obperenus momeit nepsomy. Credana

Crpacrs BMu. EBpumun

Crpacrb cupvma. Mapruna Pumckoro CI

16 CEHT.
Crpacrb mu. CeBacruaHsl

Crpacrb mu. MeanTusst

Crpacrs mu. Beper, Haaexast, Ato6su u matepu ux Coduu
Crpacrs m1. Arapoxaun

Crpacrb muu. Makcuma, Peopora u Ackaraast

Crpactb myu. Ayxun u Iemunnana

Crpacrs mu. Qeoporun

CII

17 CCHT.
ITamsiTh 100 erumerckux Myy.

Crpactb 156 MAACCTHHCKHX MYY.

ITamare myy. Xapasammus u ITanToseona
IMamare myy. Mpakauaa u Mupona
IMamsite My, ITatepmyust u Manu

JKurue npn. EBmenus, en. Toprunckoro
IMamsre mun. Codun u Mpunst

Crpacrp M1, AprapHbI CIT

18 CEeHT.
Crpacrs cipva. Cumeona, em. Mepycaaumckoro

ITamsrs mu. Kacropa
IMTamsite mu. Geoaopor

Crpacrb muu. Tpoduma, CasBarus u AopumesoHTa

Cruxu npimu. Cycanne

Crpacrb cuypmy. Mannyapus u Apys>kuHbI €ro CIT
19 cenr. IMamsite Mu. Tumodest Tasckoro
ITamsaTs mua. Aranus u Pexant

IMamsiTs ocBsimenust nepksu arr. Pombl B AMaHTHH
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AATA

IIOMHWHAEMBIE CBATBIE U HEPKOBHBIE ITPA3AHHNKH

HMCTOYHHUK

20 CCHT.

Crpacts BMu. EBcradust ITaakuasl, sxensr ero QPeomuctsr u
coiHoBel Aranus u Qeonncra

Crpactb muu. Mnartus u Auapest

JKurue cr. Mapruna, mamst Pumckoro, 1 Makcuma HCoBeAHHKa

IMamsite Muy. Apremusopa u Pasa

ITamsrs npr. Meaerus en.

ITamsats mu. Moanna Erumnerckoro u ¢ HUM 40 mMyy.

CII

21 CCHT.

JKurue npop. Monsr

JKurue npn. Monsr Cassanta

JKurue an. Koppara u apysxusst ero

Crpacrs mu. EBceBust

Crpacrp mud. EsceBust, Hecrasa, 3unona, Bysupuca u Hecropa
Kurue cpr. Mcaakust u Meaerus

Crpacrs mu. [Ipucka

ITamsTe 6 Mu4. mpu nape Makcumuane

ITamsTe m11. Baccnsr

CII

22 CCHT.

Crpacrb mu. Poxu BepTorpasapst
Crpacrb cupmy. Qoku, en. CuHonckoro
IMamsre M. Apysuasst

ITamare ciumy. Mcaakus

IMamste Mu. Mapruna

IMamsre muy. Hukoaas u Ilpucka

CII

23 CCHT.

3auarue nmpop. 3axapun

Crpacrb muu. Auppest, Moanna, Ilerpa n AHToHMHA
Crpacts Mu. Mpauast aeBbl

Kurne npnn. Kcangunmnst u IToankcennn

CII

24 CEHT.

Crpacts Bmir. Oexant (co cruxom)
JKurue npn. Konpust
ITamsate mi. [oBaeabt

CII

2§ CCHT.

Cruxu npn. E¢ppocunnn Msmaparae

IMamsrs npm. ITagnyTus, oria E¢pocunuu (co CTI/IXOM)
Crpactb mu. [TaguyTtus (co cruxom)

CxasaHue o BeAnKoM Tpyce (co cTHXOM)

Crpactb Myu. [Tasaa, TarTsl 1 4ap ux (co cruxom)
IMamsis yenennst Peopuaa, en. Idpecckoro

ITamars mu. Mu

ITamsrs npm. Epcradus

CII

26 CCHT.

JKutne an. Moanna borocaosa

T1IT
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AATA

IIOMHWHAEMBIE CBATBIE U HEPKOBHBIE ITPA3AHHNKH HMCTOYHHUK

27 CEHT.

Crpacrb mu. Kasaucrpara u Apys>kuHs! ero
Crpacts M1, Enuxapun
P I p 011

IMamsite muu. Peanxca en., Mannyapus npecsutepa, Poprynuana
u Centumus

28 CEHT.

JKurue npn. Xapurona IIT

29 CEHT.

JKurue npr. Kupuaxa orxopnuka (co cruxom)
Crpacrb mu4. B Busantun: YpBana u ¢ HuM 80 Mud.
ITamsTh 150 MAACCTUHCKUX MYY.

IMamsite muy. Tpuona, Tpodpuma u Aopumesonra CII
IMamsrs M. [Terponuu (co ctuxom)
IMamsrs M. Tyaeanu (co cruxom)

IMamsrs mau. Kaspos u Kasaou (co cruxom)

Crpacrb muu. Aapasy, TaBeasas u Kaspon (co ctuxom)

30 CCHT.

Coxpamgenns
Aeu. 54:

Aeu. 58:

Aeu. 59:

3orp. 8o:
MCIIL] 149:

M-17:

Crpacts ciumy. Ipuropus, en. Apmerckoro (co ctuxom)
Crpactb Mu. Puncumun u lananuu (co cruxom)
[Tamsitb 70 Mu4., yOuThIX BMecTe ¢ Puncnmueit
Crpacrs mu. I'yaeann CII
[TamsTh 2 seH MiL. (O CTHXOM)
IMamsite My. Crparonuxa

ITamstts Ma. Mapponust (co cruxom)

ITamsars 1000 MY4., YCCYCHHBIX MCYCM (CO CTI/IXOM)

CruuiHoit poaor us cobpanus Aevanckoro MoHacTsips (Aeyanu,
Kocoso), N¢ 5.4, Ha Aekabpb-peBpaab, 1394 I.
Crumnoit nposor u3 cobpanus Aevanckoro moHacteipst (Aeyanu,
Kocoso), N2 58, Ha SIHBapb-MapT, 90-¢ IT. XV B.
Cruuinoit poaor us cobpanus Aevanckoro MoHacTsips (Aeyau,
Kocoso), N2 59, Ha ceHTsI6pb-AeKabpb, 1-51 veTBepTh X VI B.

THUIIHOH NpPOAOr U3 cobpanusa 3orpadckoro MOHACTBIPS OH,
C 6 3 Al
I pCLU/I}I), N 80, Ha MapT-aBrycr, 3-s1 yeTBepTh XIV B.
Crumnoit nposor us cobpanus Myses Cepbckoil mpaBocaaBHOI
uepksu (Bearpaa, Cepbus), Ne 149, na MapT-Mai, 3-s1 yerBepTs X VI B.

CaysxeOHass MuHes: Ha ceHTsIOph U3 cobpanust HanmonaabHoll u
yHuBepcuterckoii Oubanorexu cpstoro Kammenra Oxpupckoro
(CKOI‘IbC, CeBepHa;I MaKCAOHI/Iﬂ), Ne 17, Havano XV B.
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HABAH 73:

Hux. 34:

CAHY s3:

CIIDb 425:

YBCM 16:

YBCM 17:

XA3Y Il c14:

XuA. 424:

Xua. 427:

AU 328:

ElLe636:

El7s2:

Wuk. 29:

KonBoamoT, copepsxamuii mpocrpaHHoe skutue ¢BT. Hukoaast Mup-
AMKHIICKOTO (A. I"XIV), CTHIIHOH poAOT Ha ceHTAOpb-geBpaab (a.
1345), BBIIMCKN M3 cAaBsiHcKoro CHHaKkcapst Ha MapT-aBrycr (.
346-399), u3 cobpanns Hayunoro apxusa Boarapckoil akapemnn
HayK (Co(l)ml, BOAFapI/I}I), Ne 73, 2-s noaosuna XIV B.

Crumsoi IIpPOAOT U3 co6pa}mﬂ moHacTeipst Huxoasy (BI/ICAO—
IToae, Yepuoropus), N¢ 34, Ha ceHTAOPb-ACKaOpB, 136071370 IT.

ITpocroit mposor us cobpanus Cepbekoii AxaseMuUH HayK U
uckyccts (Bearpaa, Cepbust), N 53, roa0Boit, 1330 T.

CruwHoi npoaor us cobpanus bearpapckoit narpuapueit 6ubano-
texu (Cepbust), Ha centsa6pn-dpenpans, koner XVII 5.

CruiHolt npoaor us cobpanust YHUBEPCUTETCKON OHOAMOTEKH HM.
CBeTosapa Mapxosida (BeArpaA, Cep6m{), Ne 16, Ha ceHTﬂ6pb—
ACKa6pb, 6o-e—7o-err. XIV B.

CruwHo npoaor us cobpanust YHHBEPCUTETCKON OMOANOTEKH HM.
Caerosapa Mapxosuua (Bearpaa, Cepbus), N° 17, ssuapb-anpea,
60-e—70-err. XIV B.

CrumHoi nposor u3 cobpanus Apxusa XOpBaTCKOH aKaAeMHH
HAYK ¥ UCKYCCTB (33[‘1386, XOpBaTI/Iﬂ), NeIll ¢ 14, Ha mox—urx—xo;{6pb,
1572 1.

Cruuixoit mpoaor us cobpanus Xuaauaapckoro Monacteips (Adon,
Ipetms), N© 424, Ha ceHTAOPb-PEBPaAb, 1420°1430-€ IT.

CruuHoii npoaor us cobpannst XuaaHAAPCKOrO MOHACTBIPSL (A(l)OH,
Fpeumﬂ), Ne 427, Ha ceHTAOpb-peBpaAD, 1430-¢ IT.

Cruwnoit npoaor us cobpanns LlepkoBHO-HCTOPHUIECKOTO 1 apXUB-
HOTO MHCTHTYTa TpH boarapckoit marpuapxuu (Codus, Boarapus),
N¢ 328, Ha stHBapb-$eBpass, XV B.

CruuHoit npoaor us cobpanus Poccuiickoit HaoHaAbHO 6ubAH-
oreku, N¢ E1.636, Ha MapT, OTPBIBOK, 1621 I.

CrumHoki IIPOAOT U3 co6pa1-m;1 Poccuiickoit HalMOHaABHOH 6HOANO-
texu, N El.752, Ha AeKapr-(l)eBpaAb, XVIs.

Crumnoii nposor us cobpanus locysapcrBenHoit 6ubanoTexu
Ipycckoro xyabrypHOro Hacaeaus, cobp. Byxa Kapaasxuaa, N® 29,
Ha MapT-aBryct, konen XIV-nagaso XV B.
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Aumepamypa

Borpanosuh 1976:

Boraanosuh 1978:
Borpanosuh 1982:

Boraanosuh # dp. 2011:

A. boraanosuh, 4se pedaxyuje cmuxosnoz nporoza y pyxonucroj 36up-
yu manacmupa Aevana, B: Vnopeaﬂa ucmpancusara, 1, beorpaa 1976,
C.32-72.

A. Boraanosuh, Kamanoz hupuickux pyxonuca manacmupa Xuaan-
dapa, beorpaa 1978.

A. Boraanosuh, Hnsenmap hupu/lcxux pyxonuca y Jyzocrasuju (XTI
XVII sexa), Beorpag 1982.

A. Borpanosuh, /. Irasmanun-Hophesuh, b. Josanosuh-Crun-
uesnh, /o. Bacumes, A. Llepuuh, M. Iposaanosuh-ITajuh, Onuc hu-
PUACKUX PYKONUCHUX Krouza manacmupa Bucoxu Aevanu, 1, npupea.
H. Cunaux, Beorpaa 2011.

I'posaanosuh-TTajuh # dp. 1995: M. Tpospanosuh-TTajuh, P. Crauxosuh, Pyxonucne xmwuze marnacmu-

MBanosa 2003:

Kpsicpko 2010:

Aocesa 2009:

Momun 1971:

ITaBaoBa 2008:

I'TaBaoBa, JKeasiskosa 1999:

ITenTKOBCKMI 2004:

I'lerxos 2000:

pa Bucoxu Aewanu, 2. Bodenu suayu u damupare, beorpaa 199s.

K. Usanosa, [1poaoz, B: A. Iletkanosa (pea. u cber.), Cmapobeazap-
cka aumepamypa. Enyuxasoneduuen peunux, Beanko TrpHOBO 2003,
C. 408-410.

B.B. Kpsicsko (pea.), Crassno-pyccxuii Ilposroz no dpesuerimunt cnuc-
xam. Cunaxcaps (wcumuiinas vacmo Ilposoza xpamxoti pedaxyun) 3a
ceHma6pv-pespans, 1. Texcm u kommenmapu, UBAAHUE IIOATOTOBUAU
A.B. Tlpoxonenxko, B. JKeasskosa, B.b. Kpsicsko, O.IT. IleBuyxk,
.M. AaappxeHckuit, Mocksa 2010.

O.B. Aocesa, XKumus pycckux cssmuix 6 cocmase dpesnepycckux npo-
10208 X1I-nepsoii mpemu XV sexos, Mocksa 2009.

B. Momun, Crosewncku paxonucu 60 Mmceﬁoﬂuj/,z, CKor[je 1971.

P. [TaBaoBa, Bocmounocrassnckue c6amole 6 104cHOCAABIHCKON NUCH-
mennocmu XIIXIV s6. (= Ostslavische Heilige in siidslavischen
Kanontexten der Slavia Orthodoxa im 13.-14. Jahrbundert), Halle
(Salle) 2008.

P. [Tasaosa, B. XKeasiskosa, Cmanuciasos (Aecroscxu) nporoz om
1330 200una, Beanxo TepHOBO 1999.

AM. IlenrxkoBekuit, Hepycarsumckusl ycmas u €20 cAagsHckue nepe-
600v1 6 XIV cmosemuu, B: A. Tacesa (oTr. pcA.), Hpe&oaume npes
X1V cmonemue na baskanume. Aoxaadu om mexncdynapodnama
xougepenyus. Copus, 26-28 wnu 2003, Codust 2004, ¢. 153-171.

I. Ierkos, Cmumnusm nporoz 6 cmapama Ovazapcka, cpsocka u
pycka aumepamypa (XIV-XV sex). Apxeozpagdus, mexcmorozus u
usdanue na nporoycuume cmuxose, [ TnoBAuB 2000.
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ITerkos, Cracosa 2008-2014: I. I'lerkos, M. Criacosa, Tzprnosckama peﬁﬂmgu}z #a Cmumnus npo-

Cumuh 1974:

TaceBa 2006:

Tacesa 2009:

Tacepa 2011:

Tacesa 2012:

Typuaos 2010:

Typuaos 2012:

Typuaos, Mouikosa 2016:

Yucrsakosa 2013:

Yucrsakosa 2018a:

ao02: Texcmose, aexcuxaren undexc, 1-X11, [IAOBAUB 2008-2014.

IT. Camuh, Cmpyxmypa u pedaxyuje caosencxux muneja, “Boro-
caoBme’, XVII, 1974, c. 67-108.

A. Tacesa, [lapassesvnve wxncnocrassmuckue nepesods: Cmumrozo
npoavea u mpuodnvix cunaxcaper, “Byzantinoslavica”, LXIV, 2006, c.
169-184.

A. Tacesa, Ipeusku u Hecunonumui pasHovemenus 8 0sa2apckus u
cpolOCKIS NPesod Ha npososcHume cmuxose 3a mecey mapm, “Lpxsene
cryauje’, VI, 2009, c. 215-233.

A. Tacesa, Cacmasom na 6oazapckus u cpsbcxus Cmumen nposoez 3a
mecey mapm, B: Tsproso u udesma 3a XPpucmusnckus YyHUBEPCaIu3om
XIIXV sex. Aesemu mexncdynapoden cumnosuym. Beauxo Teproso: 1s-
17 okmomepu 2009, Beanxo TrpHoBo 2011 (= “T'bpHOBCKA KHUXKOBHA
KOAQ", 9), C. 294-312.

A. TaceBa, duunume u 2eo2pagcxume umena 6 Opazapcxus u cpoo-
ckns npesod na Cmumnns nposoz (no mamepuar om mecey mapm,),
B: Coemuyu u ceemu mecma na barkanume. Mamepuann om Meycdy-
Hapoduama xoupepenyus. Cogus, 14-10 wnu 2012 2., 1, Codus 2013
(= “Crapobbarapcka auteparypa’, 47), c. 295-312.

A.A. Typunos, K ucmopun Cmuwmnozo nposroea na Pycu 6 XIV-XV se.,
B: On xe, Slavia Cyrollomethodiana: Hemounuxosedenue ucmopuu
u Kyasomypol 1xcnvix caassn u Apesueri Pycun. Meyccaassuckue
KYAbIRYPHBLE (8331 IN0XH CPednesex06b.5, MOCKBa 2010, C. 340-349.

A.A. Typunos, 3abvimoie u maroussecmmuoie Paxmos u3 ucmopu
Opesnerinsezo nepesoda Ilporoeay wincnsix crassn (x npobaeme “nepsozo
socmouno-crasanckozo eiusnug’), “CaaBsHoBeacHHE’, 2012, 2, C.
8-26.

A.A. Typuaos, /o.B. Mouikosa, Kamanoz crosenckux pyxonuca cge-
mozopckux manacmupa, pea. A.-D.H. Taxuaoc, Beorpag 2016 (= Ka-
TaAOT CAABSHCKUX PYKOIHceit adoHCKUX obuTeaei).

M.B. Yuctsxosa, O peﬁmagu}zx yeprosrocaasaucxozo Ilporoea, “Slavi-
stica Vilnensis”, LVIIL, 2013, 2, c. 35-58.

M.B. Yucrsixosa, O wicrnocrassnckux nepesodax Cmuminozo nposoza,
B: A.A. Typuaos, T. Cy6orun-Toay6osuh, M. Mnasujep, H. Apa-
run, A. Ipbuh, K. Mano-3ucu (pea.), Scala Paradisi: axademuxy
Aumumpujy Bozdanosuhy y cnomen (1986-2016), Beorpaa 2018, c. 437-
455
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M.B. Yucrsxosa, Kiaccugpuxayus ioncnocrasauckux cnuckos Cu-
HAKCAPS 10 CIPYKIMYPHBIM 1 S36IK08biM 0cobenrocmam, “Slavistica
Vilnensis”, LXIIL, 2018, c. 35-s8, DOI: https://doi.org/10.15388/
SlavViln.2018.63.11843.

M.B. Yucraxosa, K usyvenurn aponckux nporozoe Xui. 424 u Xua.
427 (na mamepuane dexabpockux ymenut), “Palacobulgarica’, 2022 (B
reyarn).

V. Mosin, Slavenska redakcija Prologa Konstantina Mokisijskog u svje-
tlosti vizantijsko-slavenskih odnosa XIL-XIII. vijeka, in: Zbornik Hi-
storijskog instituta Jugoslavenske akademije, 2, Zagreb 1959, c. 17-68.
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Abstract

Marina Chistiakova
Serbian Translation of the Verse Prologue. Towards the Problem of Text Reconstruction for September

The Verse Prologue was translated from Greek into Church Slavonic twice in the first quarter
of the 14™ century, in connection with the introduction of the Typicon of Jerusalem into the Bal-
kans. One of the translations originated in the Bulgarian book environment, while the other was
made by Serbian scribes. The translations were made in the process of translating various Greek
originals by scribes working independently from each other. The Bulgarian translation has a large
number of transcripts; yet few manuscripts of the Serbian translation have survived. A total of 12
copies of the Serbian translation are known to me, and in three of them only part of the manus-
cript corresponds to the text of the Serbian translation. Moreover, only one of the said transcripts
(UBSM 16) contains readings for the first trimester. The text remaining from this manuscript be-
gins with September 26. In an attempt to find the missing fragments for September 1-25, I turned
to the South Slavic liturgical menaia, which contain readings from the Prologue. A comprehensive
review of the menaia proved that most of them had been supplemented with readings from other
versions of the Prologue. However, a menaion for September with readings from the Prologue of
the Serbian translation was discovered in the manuscript collection of the National and University
Library St. Clement of Ohrid in Skopje no. 17. The said menaion allows for the reconstruction of
the lost readings, but with some reservations. Firstly, the scribes eliminated some brief memories
from the Prologue, thus making it a collection of excerpts. Secondly, as a result of the loss of the text
in the antigraph of the Serbian translation, the menaion M-17 contains insertions from the oldest
translation of the Prologue for September 1 and September 26-28. Any future study of the texts of
the Prologue of this menaion must take these features into account.

Keywords

Medieval Literature; Church Slavonic Manuscripts; Translations from Greek to Church Sla-
vonic; Serbian Handwritten Tradition; Verse Prologue; Serbian Menaion no. 17; Text Reconstruc-
tion for the Month of September.
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bopuc AnapeeBny Yenenckuii

Crpannas kasrea Msana I11

1. B 1488 1. pesko o6ocTpuanch oTHOmEHUs MexAy BeankuM KaszeM (Vsanowm I1I) u
ero 6parom AnppeeM Bacuabesuuem, kasizem Yrandackum. Kusizio AHApERo cTaro usBecT-
HO O HAMEPECHHUH BEAUKOTO KHS35I B3STh €ro moa crpaxy. OH xorea 6b180 Gexars us Mo-
CKBBI, HO, HE YyBCTBYsI 32 COOOM BUHBI, PELINA Y3HATH, B 4eM AeA0. CHavaAa OH MONBITAACS
ACHCTBOBATH Yepes ImocpeAHnKa, kusass ksana IOpsesuaa ITaTpukeesa, oaHako TOT OTKa-
3aACSL OT CTOAD OIACHOTO IOPYYCHHST; TOTAQ KH3I3b AHAPEH 0OPaTHACS HEIIOCPEACTBEHHO
K Beaukomy kH:s10. Man III 3aBepua ero, 4to y Hero u B MbICASIX TOAOOHOTO He OBIAO U
IIOKASIACSL B 9TOM Hebom u semaero u Bozom cunvroin, Tsopyom sceii meapu. Beavkuii kusisb
CTaA AOBHABATBCS, B CBOIO OYEPEAD, OTKYAd Y AHApES TaKHe CBeACHUS. BbuicHHAOCH, YTO
Anppero poHec 06 atoM ero 6osipun Ob6pasely, JeAaast IPUCAYKUTCS, IIOCKOABKY TOT ACp-
JKaA €ro B HEMHAOCTH; O6pa3uy ke moBeaas o Hamepenuu Msana III Beankoxuspkeckuit
coiH 6osipeknit Mynt Tarnmes. MyHT ckasaa 210 siko6b1 B myTky, Ho O6pasery npunsa
pacckas 3a YHCTYI0 MOHETY. BeAnkuii KHsI3b mOBeAcA BBIPBaTh MYHTY SI3BIK, HO €TO OTMO-
AuA muTponoaut leporruii; Mynt Tatuuies 6bia ipeAaH TOProBoii KasHu (OUT KHYTOM)'.

ONH304 3TOT XOPOLIO U3BECTEH: O HeM pacckaspiBaior Kapamsun (1842-1843, VI: 127-
128) u Conosbes (1962-1966, I11: 53). Mcroasnkom aT0ro pacckasa sSBASETCS ACTOIHCHBIH
CBOA, COXPaHMBILIMMICS B COCTaBE BTopoﬂ Coq)nﬁa(oﬂ U1 /ABBOBCKOH AeTONUCEH U oTpa-
suBInuics Taioke B Epmoannckoit, Tunorpadcekoit u Bockpecenckoit aeronucsx. Bor uro
3AECh TOBOPHUTCSL:

Bb abro 6996. Cropomoau [m.c.: poHec; yxs. ‘HaBea Kpamoay’| kusisio AHapbio Ba-
CHABEBUYIO YTAETIIKOMY Ha BeAHMKOro KHs3s Vpana BacuabeBuya xusasp AHApbens e
60ﬂp1/1m> O6pa3eub, SIKO XOILECTh KHSI3b BEAUKbIN KHs35 AHApba monmaru. Kusise sxe
AH,A,p"hﬂ xoTh ¢ MOCKBBI TaiiHO O5>KaTH, U €ABa MBICAD €I'O OTBPATHCs, M IIOCAA KO KHSI-
3to VBany IOpnesuuro [Hanm(eeBy], BEAS SIBUTU TO KHS3I0 BEAUKOMY, O YEMD [m.e.:
noquy] Cce XOIeTh KHA3b BEAMKBIN HAAb HUM'b CTBOPUTH; KH:3b VIBaH® ke oTpedecs, u
OH'B XK€ CaM’b HAC UCIIOBbAQ BeAHKOMY KH1310. KHI3b 5ke BEAUKBIN KASATCS eMy HeOOMD
u 3emacio 1 boroms cuaHbMB TBOPLIOMD BCea TBAPH, YTO HH Bb MBICAH Y HEFO TOTO HE
OBIBAAO, 2 OOBICKA, OTh KOTO CABIIIAAD, — AXKHO [772.€.: OKA3aA0Ch, YTO | KHA35 BEAMKOTO

1

Cp. B Bockpecenckoii aeronucu: “MyHTa ske KHsI3b BeAMKH BeAbAb GHTH KHyTieM 110 TOp-

ry Boast” (ITCPA, VIIL: 218). To e B Tunorpadckoit aetonucu (ITCPA, XXIV: 237).

Boris A. Uspenskij (University of Naples “L’Orientale”) — borisusp@gmail.com
OPEN a ACCESS The author declares that there is no conflict of interest
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chIHb Gosipckoit MyHTD TaTuIeBb CIIAOXa IPHILOAD OLIY THAD, U OHb Bb [IPABAY IIOBO-
POTHAD, XOTS KHS3K0 AHAPBIO IIPUMOABUTHCS, TOHEXE 6O Mpeke TOro KHssb AHAPHI
Bb HEAIOOKAXD €ro ApbXKaab. MyHTY ke KHsI3b BEAMKDII IIOBEAS AQTH TOPIOBYIO Ka3Hb,
H XOT €My SI3bIKDb BBIPE3aTH, MHUTPONoAUTD |[[eponTHit] e otnedasosa ero (ITCPA,
XX/1:353; ToT 3ke TekeT: VI: 2385 VI/2: 323-324; XXIII: 185-186; TO ke ¢ peAAKLIMOHHbI-
mu usmeHeHusaMu: XXIV: 236-237; VIII: 217-218)%

BosmoskHo, pacckas Mynra Tarumesa He ObIA LIYTKOM: TPU FOAA CITYCTS, 20-TO HAH,
IIO APYTHM MCTOYHHUKAM, 5-TO CCHTAOPS 1491 I., BEAUKHI KHA3b “ToMMaA” (apecToBas) cBO-
ero 6para “u ApbKa ero Bb BeAUL'h ncTOMbB *; HAXOASICh B 3aTOYEHHH, 6-TO HOSIOPsI 1493 T.
KH13b AHAPEH CKOHYAACS — “IPECTABHUCA [...] Bb HY>KHOH [772.¢.: HACHABCTBEHHOI] cMep-
" (ITCPA, XV: sor; cm. Taoke: XX/1: 356, 360; VI/2: 331-332, 339; VIII: 223, 227; XII:
231, 237; XXIIL: 195; XXIV: 209, 212; XXVII: 362, 365-366)*. OAHOBpeMEHHO ¢ HUM ObIAK
B3ATHI [I0A CTPAXy €ro ChIHOBDs VBan u AMutpuii (A0uepu 6b1aK OCTaBACHBI Ha CBOGOAE);

> B noseitmem uspannu Bropoit Coduiickoit aetormucu (ITCPA, VI/2: 323) Bmecto Bo-

20M5 cutanbims cTOMT “6[o]rocnansuy’, T. e. 6Zocuanss. TToraraem, 9To IHCEL] UMEA B BHAY COYCTAHHE
020" cuanbL, HO HE AOIIHCAA BBIHOCHYIO OYKBY 4 B IIEPBOM CAOBE. TakuM 06pasoM, Mbl He paccMa-
TpUBacM GpOPMY G020CHAHbIM KAK BADHAHTHOE YTCHHE K dpase bo2osms cuiHbiMmb.

> JSlpxoe omucaHue apecTa KHs3s1 AHAPEST COACPXKHUTCS B YCTIOKCKOI aeromucu: “B aero
7000. Ilpuexas Ha MocbkBy KHs13b AHAPEH YTACUBCKUH CCHTSIOPS B 19 ACHB, B IOHeAeAbHUK. KHs13b
BEAUKHUH [IOYTH €ro BEAMHU Bedepa TOro, a Ha 3aBBTPEE [IOMMAA BO BTOPHUK Opata cBoero AHApest
Bacuabusuya Yraeunckaro u 6osip ero. A nonmaa tak. ITocaaa 1o Hero ABOpEIIKOro CBOCTO KHsI3s1
ITerpa Beanxoro xusisb Bacuabesa coina ITlactyHoBa, a Beaea KHs13st AHApest GpaTa CBOCTO 3BaTh K
cebe xacha sicru. Kusisb AHApEr BoCXoTeA 0 TOM eMy 4eAOM yAapuTH OpaTy cBoeMy crapeniienmy.
KaK IPUAE B 3aIIAAHIO M GHA 9€AOM BEAHKOMY KHASIO Ha 9TH [772.¢.: 9ecTH). V] KHA3D BEAHKHH, MaAO
IIOCHACB C HEM U TIOTOBOPSI MAAO, M BEIHAC OT HETO B IIOBAAYIIY | XOAOAHOE MOMCIICHHE |, a KHASIO
Amnapero noseae ce6si kAATH 1 GOSIPOM €rO IOBEAC UTTH B CTOAOBYIO TpuaHI0. OHH e BHHAOILR, 1
TAKO ITOMMAIIIA MX M PasBEAOIa pasHo. A KHs3st AHApest moBeae monmary kusisio Cemeny VBano-
Buuio Psimososckomy. M kusisp Cemen PAnoAOBckor co MHOTMME KHSI3bMU U 605IPBI IIPUAE B 3aI1aA-
HIO KO KHA3I0 AHApEIO BacHABMBHYIO, U CTA IIPEA HUM CAE3CH, U HE MOTH CAOBA SICHO MOABHTH. V]
pede cA0BO cAe3eH Ko KHs310 AHApero: ‘Tocyaaps, kussbp AHapen Bacuasusnys, monMan ecu borom
AarocyaapeM BeankuM kusem MBanom Bacnabusuaem Beea Pycun, 6parom tBoum crapenmum’. M
kH:A3b AHAper BocTa u pede: ‘Boaen Bor aa rocyaaps 6par mou crapenumu, kusss Man Bacuabn-
BHY, 2 CyA MU ¢ HUM 1Ipea borom, 4to Mst HenoBuHHa UMaeT (TICPA, XXXVII: 97-98). 3anadus
3aech — Hassanue ropaunsl (cm.: Kapamsun 1842-1843, VI: 52, mpumeu. 333).

Aecnp “monmanms” KHs35 AHApPest (3aKAIOUCHHS €O IO CTPAXKy) IO-PasHOMY yKas3blBacTCst
B actormcsx: ApBosckas u Bropas Coduiickas aeromucu (ITCPA, XX/1: 356, 360; VI/2: 331) Aa-
TUPYIOT 9TO COOBITHE 5-M CCHTSIOPSI; APYTHE ACTOIUCH, LIUTUPYEMbIC HAMH, TOBOPSIT, 4TO 9TO CAY-
YHAOCH 20-TO CCHTSIOPSL. 20-¢ CCHTAOPS 1491 I. ACHCTBUTEABHO IPUXOAUACS HA BTOPHHK, KaK 9TO U
YKA3aHO B YCTIOXCKOH ACTOIHCH.

+  Tlo caoBam Kypb6ekoro, Msan III “6para eannoyTpoGHaro, Auapest YIAHIIKOTO, MysKa
3€AO Pa3yMHAro M MYAPAro, TSOKKHMH BEPUTAMH Bb TEMHHIIC 32 MAABIC AHH YAQBUAD, H ABYXb CBI-
HOBD €TO [...] MHOTOABTHBIMB 3aKAKUCHiEMb TEMHHYHBIMB HemaaHo omopuas” (Kyp6ekmit 1913:
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OAMH U3 HUX CKOHYAACS] B TEMHHIIE, & APYTOH IIPOBEA B 3aTOYCHHHU GOABLIYIO 9aCTh KH3HH.
Yramuckuit yaea ObIA AMUKBUAMPOBAH M IPUCOCAMHEH K BEAMKOMY KHsDkeHuio. I Toxoxe,
YTO UIMECHHO OTHATHE YACAR, @ HE KAKHE-TO APYTHE IPUYHHBI TOCAY)XHUAH IIPUYMHOM 3aTO-
YeHHs KHASS AHApest 1 ero chiHoBei (em.: Kapamsun 1842-1843, VI: 129; CoaoBbes 1962-
1966, III: 54); 3TO €CTECTBEHHO BBISBIBAAO IIOAO3PCHHUE, YTO KAATBA, AaHHas MBanom II1
KH3I310 AHAPCIO B 1488 I., He ObIAa HCKPEHHEM.

BecHoit 1498 1., criycTs msITh A€T mocAe cMepTH KHs3st AHApest, MBan cosBaa apxu-
epeeB U IPUHEC IOKAsIHUE B COACSIHHOM. BoT kak pacckasbiaer 06 aTom Tunorpadexast
ACTOIKCh:

Toro xe abra [nponymeno cro6o ‘peuc’?] CUMOHY MUTPOIIOAUTY BeAs eMOY OBITH y co6s1
Ha ABOpP ¢b apxiennckonoms [ TuxoHowm, apxuenuckonoM PocTOBCKUM] U Cb €IUCKOIIBL
U npiponra k Hemy. KHsI3b )ke BEAHKBII, BCTaBb IIPEAb CBOMMb OTLIEMb MUTPOIIOAUTOMD
i apxienucKONOMb U eNHCKOIBI, HaYala OUTH YCAOMD IIPEAb HUMU Cb OYMHACHIEMb U
C BEAMKHMH CAC3aMH, 4 IPOCS Oy HUX'b IIPOLIeHia 0 cBoeMb Opate kusise Aapbe Bacu-
ABCBUYE, YTO CBOUMD IPBXOMB, HECTOPOIKEIO, ETO OYMOPHAD, B HY>KH CTOSI IEPEAD HUMH
AOATO BpeMsi. MUTPOIOAUTS K€ M APXieNUCKOII'b U CIMHCKONH Ch UCIBITAHIEMb U C Be-
AMKBIMB HaKa3aHIeMb U MTOHYAMIIA M AOATO BPEMSI H €ABA IPOCTHIIA I M HAKA3aIla €ro
BIIPEAb U KAK'b ObI €MOY CBOSI AyIlIa HCIIPABUTH IIpeAb boroms (TICPA, XX1IV: 213-214).

C.M. Conosbes (1962-1966, I11: 54) mucaa 1o 3ToMy MOBOAY: “CbIHOBbSI AHAPEEBBI OCTa-
BAAHCH B 3aKAIOUCHUH, CACAOBATCABHO, FloaHH He packauBaacs B moaHoi Mepe’. Hapo mo-
Aararb, 4TO TAKMUM 00Pa3oM BEAUKHIl KHSI3b XOTEA OTPAAUTD cebs1 OT OOBUHEHUI B CMEpPTH
cBoero Opara.

Hrak, y Hac eCTh OCHOBaHUS COMHEBATCS B HCKpeHHOCTH nokastHust Bana 11 Tou-
HO TaK XK€ MBI MOXXEM COMHEBATHCSI U B HCKPEHHOCTH €ro KAATBBL [ 10A0OHbIE cOMHeHMs
MOTAH BO3HUKATb, OYCBUAHO, U Y COBPEMCHHHKOB BEAUKOTO KHSI3SL.

2. Kagarea MBana Il B ToM Buae, Kak OHa YUTAETCS B ACTOIHUCSAX, B BBICIIEH CTEIIEHU
HEOObIYHA: OHA HE UMEET AHAAOTOB HU B KHIDKHOM, HU B YCTHOH CAOBECHOCTH.

KasiTBa aTa HEOAHOKPATHO IIPUBACKAAA K cebe BHUMAHUE HCCACAOBATEACH TAaK Ha3bIBa-
€eMOI1 epecH KUAOBCTBYIOLIUX, U 3TO BlIoAHe noHsATHO. Kak ussectro, Mocud Boaowxuii 06-

112). Edunoympobuuii Gpat osHavacT 3Acch: ‘pOAHOMN Gpar’: KHs3b AHAPEH GBIA KaK EAMHOYTPO6-
HBIM, TaK ¥ CAMHOKPOBHBIM Gparom Veana I1I.

5 O6a 6para mounTatoTcs Kak cBstbie. FlBan AHApeeBrd (oK. 1480-1522) M3BECTCH Kak
cB. Mrnaruit [puaynxuit (Mruaaruit — ero cxumumndeckoe umst). C Amutpust Auapeesuya (1483-
1544) OKOBBI OBIAH CHATHI B 1540 I. CB. VrHaTHil H306paskaacs Ha HKOHAX ACPYKAIIMM XapTHIO CO
caoBam, obpauieHHbBIMH K ero 6pary: “He ckop6u, 6pare, or TeMHuIBI 1 OT Y3 cux, Bor crpoio
HAIEMY M TOCYAAPIO O HAC TAKO M3BECTHA ITIOAATH ITOAC3HAS AYIIAM HAIIHMM: IIOHEKE YIHHH HAM O
CBETE CeM CYETHEM He IeIucst, Ho momoanMcsi Tocroay bory, aa6p1 Tocioas Bor muaocts cBoro Ham
IIOCAQA, A2 C PAAOCTHIO ITpeTepruM Bo UMt Ero n nsbasumcs Beansis myku” (Paprycos 1910: 287).
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Bunsia VBana III B ckAOHHOCTH K 3TO#I epecH HAH, BO BCSIKOM CAyYae, B IOKPOBUTEABCTBE €
npusepxeniam’. SI.C. Aypbe oxapaxrepusosaa kasity Fpana III xak “crpannyio, He Haxo-
ASILLYIO COOTBETCTBHSL B ADYTHX IAMATHHKAX U €ABA AU He epeTrdecKyio” (Aypbe 1960: 143,
239; cp.: KasaxoBa, Aypbe 1955: 111, 206)7, CBsI3aB €€ C TeM, YTO COOOIIACT O BEAUKOM KHS3E
Hocud Boaouxuii. “Kakosor Ob1au peanrnosusie Bosspenus Vsana III, Ham HenssecTHO, —
nucaa Aypbe B IOCACAHEH CBOCH KHUTE, — HO IPUBEACHHYIO [...| HE3aBUCHMbIM ACTOIIHCHBIM
CBOAOM cTpanHyIo KasTy VBana III cBoemy Gpary: “He6om u 3emacto 1 borom cuabHbIM,
TBOPLIOM BCesl TBApH — €ABA AH MO’KHO CIHTaTh OPTOAOKCAABHO-LIEPKOBHON (Aypbe 1994:
214). O “Heopropokcassroctn” Kastebl VBana III roBoput u HoBeHmmil HccaepOBaTEAD
epecu xupoBetByromux, A.M. Asekcees (2012: 469; 2017: 167, passim); B otandue ot S.C.
Aypbe, KOTOPBIIT OTPHIIAA CBSA3b SKMAOBCTBYIOIMX ¢ uyAau3MoM, A.J. Aaekcees Tpakryer
“>KHAOBCTBO  HOBIOPOACKHX M MOCKOBCKHX €PETHKOB OYKBAABHO U, HACKOABKO MOXKHO I10-
HSITh, CKAOHEH BUACTb B 3TOI KASITBE UYACHCKHE KOPHU.

B aroit cBsisu obpamaer Ha ce6st BHUManue Bhipaskerne boz cuavnoii (“Kussp xe
BEAUKBIH KASTCA eMy [...] Boroms cuanpivs, TBoproms Beea TBapu”). DTO, HECOMHEHHO,
re6pausM, XOTsl OH U HE MMEET OTHOUICHHUS K €PECH )KHAOBCTBYIOLIUX. DTO BBIPAKCHHE
BCTPEYAETCs. B BOCTOYHOCAABSIHCKHX crMckax bubauu, a umenno, B Kuure Boitus, rae
Tociops rosoput Maxosy: “Asb ecmb Blor]b cuaens pactu u muoxkuca” (Br. 35:11, o
crncky BAH, Apx. A17, A. 92; 0 APYIHX CIIMCKAX C 3THM BBIPOKEHHEM CM.: YCICHCKHUIH
2014: 40). Mexxay Tem B 3aBemannu Hakosa (BT. 49:25) MbI BcTpedaeM cooTBeTCTByOICE
OmpeAcACHHUE B AAT. aaexe — Boz cusam (cp.: “VI nomoxer[s) u B[or]s mon B[or]s cu-
Aamb. u 6afaro]c[ao]sut[p] TA” (T1IM, Mys. N° 358, A. 148; cM.: YCIICHCKHI 2014 41); AQT.
HAHU POA. TAACK OIIPEACACHHS B LIEPKOBHOCAABSIHCKOM SI3bIKE MOXKET KOPPEAHPOBATH C CO-

¢ B mocAaHUH apXHMAHAPUTY AHAPOHHKOBCKOTO MOHACTHIpS Mutpodany, GbBimemy ay-
P putTy p p P ¥ y Ay

xoBHuKy MBana I1I (1504 1.), Mocud Boaonkuii epeaact cA0Ba BEAUKOTO KHA3S: “TIOYSIA TOBOPUTH
O HOBIOPOAIIKHX €PETHKEX, A MOABHA MHe Tak: V] 513, AeH, Beaas HOBTOPOAIIKHX €PETHKOB, U THI
M3t IpocTH B ToM [...]. Aa 1 ckasaa MH, KOTOPYIo ApbXkaa AAeKCeH IIPOTOION epech, U KOTOPYIO
epech Apbkas Peosop Kypunun” (Mocud Boaonxuii 1959: 175-176). O motsoperse Mpana I11 epe-
tukam HMocnd ynomnnaet rawke B Ckasanun o nosossusuerics epecu (BBeaeHuo k [pocsemumeno,
1502-1504 IT.): “TOANKO e APBSHOBEHHE TOTAQ HMEaXy K AcpskaBHOMY npotomnon Asekceit 1 e-
Aop Kypuius, sixo HEKTO e HH...”; mpoTomnon AAeKcel “CBOMM BOABXOBAHHEMb TOAOHAC APBKAB-
HAro, A2 MOCTABUT Ha BEAMKOM IIPECTOAC CBSATHTEABCKOM CKBEPHOTO ChCYAQ CATAHHHA, €TO JKE OHb
HAIIOH 5IA2 )KHAOBBCKAro [pedb MACT O MUTPOIIOAHTE 30CHME]; 3A€Ch XKe TOBOPHTCS, 9TO MUTPO-
noauT TepoHTHIT He IPEILITCTBOBAA PACIIPOCTPAHEHUIO CPETHYECCKOTO YUCHMUS, “MAH IPybOCTHIO
CBAPBKUMB, HAU HE PaASIIE O CUX [epeThkax ], uau Gosmecs apbxasHaro” (Kasakosa, Aypbe 1955:
471-472); CM. B 9TOH cBsisH: [ [eqHNKOB 2018: 185-186; 2020: 216-217. O6BuHeHNs Mocuda B appec
BEAUKOTO KHsi351 Ob1AM BbicKasaHbl, Koraa Fsan 111 6b1a $pakTruecKH OTCTPaHEH OT BAACTHL.

7 “O6brunoit popmoii npucsiru B ApeHeit Pycu 6b140 LieaoBaHne KpecTa; B Goaee OTBET-
CTBEHHBIX CAy4asiX ynoTpebasiaach popmyaa: ‘He 6yaer... muaoctu boxkueit u npeuncroii ero mare-
pu 1 Beankux yypotBopues. Y Mpana III Bmecro Xprcra, boromarepu n 4yA0TBOpIIEB yIIOMUHAIOT-
cs1 Toabko ‘Bor cuabubiil’ Aa emmte semast 1 He60” (Aypbe 1960: 143, mpuMey. 238).
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OTBETCTBYIOMEH GOPMOIT IpraarareAbHOro®, Takum obpasom BoipaxkeHnst boz cusviolii u
boe cunam npeactaror kak cunoHuMudHsie. CAOBA (41D U (UAAMB B STHUX BHIPAKCHHIX
IOSIBASIETCS Ha MECTE €Bp. Sadday, KOTOpoe He OTpaskeHO B rpedeckoM tekcte Cenryarus-
ThI; 9TH CAOBA IPEACTABASIOT cODOI HEIOCPEACTBEHHBIN MEPEBOA ¢ eBpeiickoro. [Toss-
ACHHUE 3TUX CAOB B BOCTOYHOCAABSHCKHX crinckax Kuuru Bertust o6bsicHsiercst cBepkoit
cAaBsiHCKOrO TekcTa bubanu ¢ epeiickoit Topoii, koTopast Gbiaa ocymecrBacHa Ha Pycu
eBPEHCKUMM KHIDKHHKaMH (M. ToApo6GHee: YereHckuit 2014.). AesITeABHOCTD STUX KHIK-
HHKOB HHUKAK HE CBSI3aHA C €PEChIO XKUAOBCTBYIOLINX B TOM CMBICAC, B KAKOM FOBOPSIT O HEl
Tennaanit Tonsos u Mocud Boaoukuit (cm. B a10i cBssu: Aackcee A.A. 1999: 182-185).
Bo BesikoM caydae 310 BbIpakeHUE OBIAO ACTHTHMHUPOBAHO YIIOTPEOACHHEM B CAABSHCKOM
Bubanu, koTopoe 1 0TPasUAOCH, 10-BHAUMOMY, B KasiTBe FBana 111

Boipaskenue boz cuavnpii MOXKET cOAMKATBCS Takoke ¢ HanMeHoBaHueM JTocropa Ca-
Baoda (eBp. yahveh tsebaot), K0TOpOE O3HAYACT TOCIIOAMH BOMHCTB M 9aCTO MEPEAACTCS
kak 10cn00v cus uan [ocnods cusam (cm.: Yenenckuit 2014: 43). COraacHO MOAAABCKOH Ae-
TOIMCH, MOAAABCKUI rocrioaaps Credan Beankuii B 1471 1. oaeprxaa mobeay Haa Basai-
ckuM rocriopapeM Paay Kpacuseiv “Boxuero musoctuio u momomuio cuanaro Casaoda
Bora” (CMA: 27; cm.: Aaekcees AV 2012: 468-469; 2017: 169)°. Credan Beanxuii 614
otuoMm Eaenbl Boaomanku, KoTopyto 0OBUHSAN B epecH )XHAOBCTBYIOLIHX'®, OAHAKO YIIO-
MuHaHue cuavro20 Casaopa Boza, cxopee Beero, obycaoBaeHo atumonorueii umenu Casa-
04 1 He coaepkuT B cebe Hudero epetndeckoro (em.: [lerpyxun 2015: 161). OT™MeTnM eme,
uTO BhIpakeHHe boz cusvnpiil B xasaTee Fpana III cooTBeTCTBYET IO CMBICAY OIIPEACACHHIO
Bora kak “kpenkoro” B Tpucssitom (“Casireiit Boske, cBATSHIN Kpenkwuit...”), KOTopoe Boc-
XOAHT K caaBocaoBuio CaBaoda y npopoka Mcanu (Hc. 6:3). Bo Bcex aTux caydasx peds
uaet o bore OTie.

Wrax, ymomunanue boza cuavnozo 8 kasitee Fisana Il He MosxeT cAy»HTb CBHACTEAD-
CTBOM €r0 HEOPTOAOKCAABHOCTH.

3. IIpu Bcem ToM kaaTey FBana III Hukak HeAb3s NPU3HATH OPTOAOKCAABHOM: OHA
OPSIMO U HEABYCMBICACHHO ITPOTHBOPEUHT 3AITOBEAN XPUCTA, KOTOPBIH 3aIIPEIiaA KASCTh-
cst Hebom u 3emacit. Cp. caoa Xpucra B HaropHoii nponosean:

¥ Cp. Bapbuposanue dopm Ayuse ucmunos n Aymse ucmunnviii (o cs. Ayxe), Coanye npasdo.

u Coanye npasednoe (o Xpucre), cm.: YeneHckuit 2002: 455-456. O COOTHOIICHHH AQT. U POA. TTaAC-
a OTIPEACACHHUS CM. 772aM ce: 451 (Cp. BapHaHTHbIe pOPMbI MOAMTBHI ¢B. Bacnaus Beaukoro: Boxce
u Tocnodu cunam — Boxce u Tocnodu cunr).

% AWM. Asexcee, 06HAPY>KMBIIMI 3Ty LIUTATY, CUTACT, YTO BBIPAXKECHUE 6AATOAAPHOCTH
c ynomunanueM bora CaBaoda Moraa ynorpebasrTbest B caydae mobeabl Hap CAMHOBEPLIAMH, TOTAR
KaK 6AaroaapHocTb XpHUCTY BO3AABaAACh B CAydae MOGEAB! Haa MycyabMaHaMu. Borpoc o peanru-
osHolt npuHasaexkHoctH Paay Kpacusoro, npotusauxa Credana Beauxoro, sBasiercst mpeamerom
AMCKYCCHH: BO3MOXHO, OH GbIA MyCYyAbBMAaHHHOM.

' Amnppeit Kyp6ckuii HaspiBaer ee “csitoit” (Kyp6ckuit 1913: 112).
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Eue cABIIIAAM BBI, 9TO CKA3aHO APCBHMM: HE IPECTYIAH KASTBbI, HO HCIIOAHSI IIpeA
ToCIIOAOM KASITBBL TBOH. A 51 TOBOPIO BaM: He KASHHCh BOBCE, HH HEHOM, ITOTOMY 4TO
oHo npectoa Boskuit, HE 3eMacro, ToTOMY 4TO OHO moaHOXue Hor Ero [...]. Ho aa Gyaer
CAOBO Balle “Aa, Aa”; “HET, HeT ; 4 YTO CBEPX 3TOTO, TO OT AYKABOTO (Mcl) 5:33-37).

IT1H cAoBa IIOBTOPSIOTCS B IOCAAHHMH AIIOCTOAQ Maxosa:

HPC)KAC BCCro 6PaTI/I$I MO, HC KASSHUTECh HU HC6OM, HH 3CMACIO, M HUKAKOIO ADYT'OXO KASIT-

BOIO; HO A2 ByA€T Y Bac “Aa, A2” M “Her, HeT', AabbI He roAracTs ocyxaenuio (HMaxk. s:12)".

KasiTBa BEeAHKOrO KHsI3sI, KaK OHa IIPECACTABACHA B ACTOIMCH, HEIIOCPEACTBECHHO CO-
OTHOCHUTCS CO cAOBaMH XPHCTa U BMECTE € TEM SIBHBIM 0OPa3soM MM IPOTHBOIOCTABAE-
Ha; 3TO IIEPEBEPHYTas KAATBA, Ae-KaATBa. [lonsaTHo, yro MBan III e Mor npousnectn
Takyio KasTBy. Ecan aaxe BoobGpasuts, uro Mean III 6b1a epeTrxom, HeBO3MOXKHO cebe
IPEACTaBUTD, 9TOOBI UM ObIAQ IPOUSHECECHA KASTBA, OTPHULAIOIIAsl CAOBA XPHUCTa: TaKas
KASITBA TEPsIAQ CBOM CMBICA — OHA HUKAK HE MOTAQ ACMOHCTPHPOBATh OAQrOHAMEPEHHOCTD
BEAMKOTIO KHSI351, Ha YTO, O4EBUAHO, OHa Oblaa paccunTana. Mrak, caoBa o kasiTBe HeOOM U
3eMACH He MOryT npuHapsexarb Msany I11: oHM npHHAAAEKAT ACTOIHCLLY, KOTOPBIH BbI-
paxkaA TaKMM 0OpasoM CBOE OTHOLICHHE K IIOBCACHHIO BEAUKOTO KHs35; HHAYe IOBOPSL,
OHU UMEIOT pa300AaYUTEABHBIH XapaKTep.

Actonucen; BkaaabiBacT B ycra MBana III caoBa, KOTOpbIe BBITASIAAT KaK KOLIYH-
cTBeHHOE aHTH-TIoBeAcHUE. [ToHATHO, 4TO HMeeTCs B BHAY: XPUCTOC TOBOPHT, YTO HEAB3S
KASICTBCSI HeOOM U 3eMACH, HO BEAMKHIT KHSI3b, [10 CAOBAM ACTOIHCLIA, ACAACT IIPOTUBOIIO-
AOXKHOE; BOIIPEKHU CKa3aHHOMY, OH KASHETCsI HMEHHO HeOOM U 3eMAeiH. XPHUCTOC FOBOPHT,
9T0 “A2” AOAXKHO OBITH ‘A2, 2 “HeT” — “HeT’; HO €CAU BEAUKHUI KHS3b KASHETCS HEOOM U
3EMACH, TO U CAOB2 €TO UMCIOT [ICPECBEPHYTHIH CMBICA: “AQ” Y HETO HE O3HAYACT “Ad, U “HET
He O3HAYaeT ‘HET , €r0 KASITBA — 3TO AOKHAS KASTBA.

OueBupHo, yto Acronucery oueHusaeT KasTBy KBana III, ucxoast us mocaeayrommx
COOBITHI, KOTOPbIE OH IPSIMO C HEH CBSI3BIBACT, — 3aTOYECHMS U THbeAr KHa3st AHApest boab-
LLIOTO; OH OIKUCBIBACT ITOT JIUBOA POst factum, B IEPCIIEKTUBE YKE U3BECTHOIO eMy pHHa-
Aa”. Tparndeckas yqacTb KHs3s1 AHAPESI, C €TI0 TOYKHU 3PCHHs, OblAA IIPEAOTIPEACACHA ITOM
KASTBOM. B raasax aeronucua, 910 6b1aa AOXKHAS KASITBA: OHA HApYIIAAA 3a[I0BEAb XPHCTA,
II0 CAOBY KOTOPOrO “Aa” AOASKHO O3Hauath A2, a “HerT — “Her. [Tockoabky Van III mo-
Kasiacsa uMeHeM bora, oHa Hapymaaa Taxoke GMOACHCKYIO (BETXO3aBETHYIO) 3alI0BEAD, 3a-

11

ITapasascan ns Cesmennoro ITucanust k xasrse Mpana III ncuepnsBaromum o6pasom
cobpansl B pabortax A.M. Aaekceesa (cm.: Aaexcees AV 2012: 468; 2017: 167-168). Haa unrep-
IIPETAIHs STUX COOTBETCTBHI OTAMYACTCS OT TPAKTOBKU AACKCeeBa.

" Kak cnpaBeaanso samedaet M.B. ITeunukos (2018: 186, mpumed. 13), “AeTonucen Bpsia
AH CaM IPHCYTCTBOBaA Ipu pasroBope Msana III ¢ yaeABHBIM KHSI3eM 1 HABEPHSKA 3HAA TOABKO
€ro MPUMEPHOE COACPIKAHHE U3 YCTHOTO PAccKasa, MEPEAAIOIEro SMOLHOHAABHO OKPALICHHYIO

YCTHYIO peds .
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npemasmyio nomuHats uMst bora Beye (Mex. 20:7; Br. 5:11) 1 ocobenno oroapusasuiyio
3TO 3aIIpElICHHE IPHU IIPOUSHECCHUU KASITBBI: * He KASHUTECh IMEHEM MOMM BO AXH, U HE
6ecaectn umenu bora tBoero. S Tocioas Bor Bamr’, rosopurt Tocrioas Moncero (As. 19:11).

Wrak, VBan III He kasiacst HeOOM U 3eMACH: ITH CAOBA BAOXKHA B €IO YCTa ACTOIH-
cell, 9TOOBI TOKA3aTh, YTO €ro KASTBA ObIAA AOXKHOM: TOCTYIAs TAKMM 00Pa3oM ACTOIHCEL]
CTPEMHUACS MPEACTABUTD KASTBY BEAUKOIO KHA3S B €€ OHTOAOTMYECKH ITOAAMHHOM BHAE.
OH nepeaaer He T0, 4T0 peasbHo ckasaa Msan I11, a 1o, 4to TOT AOANKEH OBIA CKasaTh. Mc-
IIOAB3Ysl 3aII0BeAb XPHUCTA, ACTOIHCEL] OOHAXKAECT UCTUHHBII CMBICA STOH KASITBEL.

Ho uT0 5xe peaasno npousnec Isan I B 1488 1.2

I[Toaaraem, uto on nmokasiacst umeneM bora Otua, T80pya neba u seman; rak OH ume-
nyercst B CuMBoAe Bephl”,  9TO HANMEHOBAHHE, ITO-BUAUMOMY, IPHCYTCTBOBAAO B KASIT-
Be. [TockoabKy KasiTBa GblAa BOCIIPHHSTA KAaK AOXKHAsI, YIIOMHMHAHHE Heba 1 3eMAH OBIAO
IIOCTABACHO B CBSI3b C TEM, YTO TOBOPHT O KASITBE XPHCTOC; COOTBETCTBEHHO, CAOBA O #ebe
# 3eme OBIAN IIEPECHECEHDI U3 HAMMCHOBaHHsI bora B 00beKT KASITBBI KaK TAKOBOMA.

B cBoe Bpems A.H. Haconos npeanoaosxua, 4ro o6 npororpa¢ Bropoit Co-
¢uricko 1 AbBOBCKOI ACTOIHCEI — T. €. IMECHHO TEX ACTOIHCEH, B KOTOPBIX TOBOPHTCS O
kasaTse FBana III, — nMeer onno3nuoHHbIN XapaKTep IO OTHOMICHUIO K BEAUKOMY KH-
310 (cm.: Haconos 1930: 714-7215 1969: 305-307, 369-376). DTOT BIBOA ObIA IIOAACPXKAH
Apyrumu ucropukam, B yactocty, S.C. Aypoe (em.: Aypbe 1973, passim; 1976: 211-212,
239-240; 1988: 109-110). Hammn HaGAIOACHNS, KaK KaXeTCs, TOATBEPXKAAIOT ITOT BBIBOA.

I'To muenuio A.H. HacoHoBa, 3Ti A€TONMCH HATIMCAHBI C TO3UIIUH MUTpOIIOANTA Je-
POHTHS; B HUX OTPAXKAETCS COUYBCTBHE K [epOHTHIO, OTHOIIEHUSA KOTOPOTrO C BEAMKHM
KHs3eM ObIAM AaAeko He 6esobaaunbimu. Cootserctserno, A.H. Haconos rosopur o mu-
TPOIOAHYbEM ACTOIIMCHOM CBOAC (OTPAasHBIIEMCS B 9THX ACTOIMCSX), AATHPYS €ro 1489
I. — roaoM cMeptH leponTHst, KOTOpBIH cKOHYaACs 28 Mast 1489 1. S1.C. Aypbe ykasaa, oa-
HaKO, YTO OIITO3UIIMOHHBIN ACTOIHCHBII CBOA ObIA cocTaBAcH B KoHIIE XV B. yxKe mocae
cMepTu [epoHTHS; 1O €ro IPEAIOAOKEHHIO, COCTABACHHE CBOAA AOAXKHO OBITh OTHECEHO
KO BPEMEHH, KOTAQ MUTPOITOAUS OCTABAAACh BAKAHTHOMH, — AO IOCTaBACHUS MUTPOIIOAH-
Ta 30cHMBI 26 CeHTAOPs 1490 T. (cM. Aypbe 1973: 417).

Mesxay TeM, OIIIOSULIMOHHBIH XapaKTep 3TOTO CBOAA HAOAIOAACTCS H IIOCAE IIOCTAB-
Aeust 3ocumsl. Ecan Hamm coo6pakeHnst BepHBI, OH MOT OBITh COCTABACH MMEHHO IPU
mutponoaute 3ocume (1490-1494 IT.). B camom Aeae, aerommcHoe usBectne o kasatse Hpa-
Ha III B TOM BHAE, B KAKOM OHO AOIIAO AO HAC B O0EUX AE€TOIHCAX, MOTAO IMOSBUTCS, MO-
BHAHNMOMY, HE paHee apecTa KHs3s1 AHApes (IIPOUBOLICALIETO § MAM 20 CCHTAOPS 1491 T.)
HAH, 4TO 6OACE BEPOSTHO, IIOCAE €0 “HYXKHOI cMepTH (II0CACAOBaBILE 6 HOSIOPS 1493 I.).

A.C. Aypoe canraa cBop koH1a XV B. He MUTPOIOAHYBUM, & MOHACTBIPCKHM; B AIO-
6OM cAydae OH IOSIBUACS B LIEPKOBHBIX Kpyrax. BriocaeacTsuu ussectue o xastse Fpana
III momaaaer B APyrue ACTOIKCH, B TOM YHCAE B BEAUKOKHsDKeCKYI0 Bockpecenckyio aero-

B Cp.: “Bepymwo Bo eannoro bora Orua, Teopua Heba u 3eMAM, BUAMMBIM JKE BCEM U HCBH-
AVMBIM...".
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nucs (ITCPA, VIII: 217-218). CocraBureab BockpeceHCKOI ACTOMNCH, IIO-BHAUMOMY, Y>Ke
He 0TAaBaA ceOe oTYeTa B 0COOOM IIOATEKCTE, KOTOPBII HMeAA 3Ta KASTBA B 6OACE PaHHHX

ACTOITHCAX, ITIOCAY>)KMBIIMX CMY HCTOYHHKOM.
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Abstract

Boris Andreevi¢ Uspenskij
A Strange Oath of Ivan 111

The article is devoted to a strange oath of Ivan 111, the Grand Prince of all Rus) in 1488, regis-
tered in some Russian chronicles. The oath is very unusual and sometimes is regarded as heretical.
Some scholars even associate it with the heresy of the Judaizers. Was the oath really heretical? Why
did Ivan 111 choose such provocative language? The author attempts to answer these and contiguous

questions.
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The Sacralisation of the Battle of Poltava
in the Eighteenth-Century Russian Empire*

. Introduction

The calendars published in the late eighteenth-century Russian Empire, and assigning
one date (or several dates) out of the year for each and every canonised saint to be
remembered (svjazcy), included over 600 non-movable feasts. Among these, the one dated
27 June appears rather intriguing — “a feast about the victory over the Swedish king Charles
XII at Poltava given by God to the All-Russian autocrat Peter the Great in the year 1709
from Incarnation™. Notably, the “victory” (pobeda) mentioned therein was the only non-
religious commemoration included in the Church calendar of the time. It goes without
saying that appealing to God for His help neither turns a profane into a sacredly charged
event nor can transform it into a Church feast, and even more so in the premodern period.
Moreover, it can be understood from the passage above that the celebration for the success
of Poltava was not being commemorated because of the work of the heavenly Powers (as,
for example, in the case of the miraculous appearance of icons and the alike), but essentially
as a strategic victory reaffirming tsarist authority.

In considering the arrangement and mechanisms beyond the lists of holy days, histori-
ans have long drawn attention to the political implications of the canonisation process (see,
for instance, ChoroSev 1986). The spread of cults, as Gary Marker has shown in respect to
the cult of St. Catherine which in the Russian Empire was used to support and consolidate
the newly established power of a (female) Empress, played an important part in state ideol-
ogy (Marker 2007). The present paper analyses the way by which a secular event such as the
battle of Poltava has been invested with religious meaning. More precisely, I investigate the
reasons why during Catherine Ir’s reign this military event acquired its own specific entry
into the Church calendar, thereby embodying the features which Zitser attributed to what
he calls ‘political theology” of the Russian imperial throne (Zitser 2008). I also examine

*
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the circumstances that led the Synodal Church to the sacralisation of the very victory over
the Swedes at Poltava. For purposes of this study, I use the term ‘sacralisation’ to refer to
the adaptation process which transforms and legitimises, with the consent of the Church
hierarchy, a profane (either social or political) into a sacred event that reveals God’s active
participation and consequently becomes an object of religious and ritual worship. In other
words, ‘sacralisation’ is the process of becoming or making ‘sacred’ A key feature related
to veneration and worship, in addition to Church authorisation and liturgical service, is
the inclusion of the event in question in the Church Menologion (if a person is being
canonised, an icon has to be painted). The analysis of the objectification and institutional
concretisation of the ‘victory’ at Poltava as a sacred symbol has been mainly disregarded
by historians. This paper aims to bridge this knowledge gap and demonstrate that such an
investigation allows us to better comprehend the ‘mobilising role” of Church holidays in
the eighteenth-century Russian imperial policy: these proved to be, in fact, powerful and
effective strategies for motivating and engaging the Orthodox population.

2. Commemorating the Battle of Poltava: Its Entry in the Church Calendars

In what follows, I first analyse the calendars appended to liturgical books (Gospels,
Service books, books of Needs, and so forth) which were available to every parish. Such
calendars were usually called ‘Menologions’ (mesjaceslovy), also referred to as soborniki or
svjatcy, and included short lists of non-movable Church feasts (generally devoted to the
saints) for every day of the year. They differed from the other types of Menologions which
were published in the Russian Empire starting from the beginning of the eighteenth cen-
tury. A Menologion was usually part of liturgical books used by the clergy, and was not
printed separately. It contained lists of saints and sacred events, their status (solemn, ordi-
nary, and so forth), and often a concise note regarding the format of their liturgical com-
memoration. Another type of Menologion was a kind of small publication providing de-
tails such as calendric information, business recommendations, astronomical data, weather
forecasts, and so on addressed to a wide range of readers among the educated public. From
1726 the Holy Synod had been prohibited from printing these calendars, on the basis that
their printing was not a Church affair (Pogosjan 2001: 337)™ This type of calendars (which
were originally called mesjaceslovy, hereafter for convenience I will refer to them as ‘civil
Menologions) contained, along with information about public state holidays, the lists of
non-movable Church feasts of the liturgical year. Their information was second-hand and
extremely concise compared to the Church calendars as only the most important dates were
included. The civil Menologions contained also the lists of the state holidays, for instance
the anniversaries of coronations, victories, birthdays of the members of the imperial family
(so called “vysokotorzestvennye i tabelnye dni”). By contrast, these dates were not included

2

Notably, some pages earlier the author claims that in 1729-1730 the printing of calendars
finally became the prerogative of the Academy of Sciences (Ibidem: 328).
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FIGURE I FIGURE 2

The title page of a Church Menologion The title page of 1727 Kyiv civil Menologion
(Sluzebnik, Moskva 1763)

in the Church calendars. In this article, for practical reasons and as basis for comparison I
use Church Menologions printed by different church typographies in the Russian Empire;
the main focus remains, however, on the Moscow editions, since they were meant to serve
as a model for other printing houses (cfr. FIGURES 1 and 2).

The practice of liturgical celebration of important political events (including inter-
national ones) and military battles was widespread in the cighteenth-century Russian Em-
pire; for example, in response to a verbal order by Empress Elizabeth Petrovna, in Septem-
ber 1757 the Synod ordered that a service accompanied by pealing of bells be held on 19
August yearly in all dioceses in memory of the victory over the Prussian army?. Similarly,
an order of 13 July 1776 deemed it necessary to include the date of July 10, which was the
day of the conclusion of peace with the Ottoman Porte, into the list of highly solemn and
victorious days, and to serve a thanksgiving prayer (“blagodarstvennoe molebstvie”) with
bell-ringing in all churches every year*. On the contrary, only the commemoration of the
‘victory” at Poltava — an important event in the politics of imperial memory — had been
included in the Church Menologions.

3 PSPRIV:346-347 (N°1612).
4+ pSPRII: 160-161 (N° 837).
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In order to understand the wide implications of the inclusion of the Poltava battle in
the Church calendar, it should be emphasised that the Church Menologion commemo-
rates only the saints, miraculous icons, and events that are considered as sacred in them-
selves. Canonisation was the prerequisite for individuals to be included in the svjazcy;
nevertheless, the commemoration of events which were considerate as reflecting divine
intervention required a somehow less strict procedure. In Russia, both Church authorities
and monarchs had this very power; for instance, the celebration of the Appearance of the
icon of the Kazan’ Mother of God in Moscow on 22 October and the protection of the city
“against Lithuania” (“wr Autsp” as mentioned in the Kyivan Church calendar of 1798)°
was sanctioned in Muscovy by Tsar Michail Fedorovi¢ in 1613 and confirmed by Tsar Alek-
sej Michajlovi¢ in 1649°. Including the Poltava ‘victory’ in the svjazcy meant to elevate it to
a status equal to that of other events of sacred history.

Despite sustained interest in the battle of Poltava, the fact and the way by which
it has been added to the Church calendars has largely escaped the attention of scholars
who, even when mentioning it, dedicate only one or two vague sentences to this impor-
tant phenomenon. By way of illustration, Richard Wortman argues that in the Church
calendars Peter I's victories were marked as feasts illustrating a new heroic history and
also that Peter’s greatest victories had been inserted in the Church calendar (Uortman
2002: 79, 95); the author, however, neither refers to primary sources nor provides any
details to prove his claims convincingly. It remains, in fact, unclear what kind of calendars
and ‘victories’ Wortman referred to; it seems likely that he mixed up commemorations
in svjatcy and lists of “highly solemn” or “¢abelnye” days in civil Menologions. Examining
in detail the creation of a solemn calendar of events in the Russian state during the first
half of the eighteenth century, Elena Pogosjan notes that sometime before 1712 Peter 1
mentioned the battle of Poltava in connection with the feast of St. Sampson, whose day of
remembrance was 27 June. Notably, after 1712 this addendum (the reference to the battle
of Poltava) to a religious event (that is to say the feast of St. Sampson) lost its relevance.
The tsar celebrated ‘victory” every year despite the circumstances (such as the death of
tsarevich Aleksej Petrovi¢ in 1718 on the eve of the forthcoming anniversary of the battle),
but the Poltava day did not acquire a steady ideological signification until 1718, and only
later “came to represent a ‘Russian rebirth’ for Peter. It was the anniversary of a military
victory, much like the Old Testament holiday of Easter, and was invested with the signifi-
cance of an event worthy of inclusion in the Church calendar. This explains the reason
why the commemoration of the battle at Poltava acquired the right to become an inde-
pendent annual holiday” (italicised by Pogosjan, M.y.). Unfortunately, Pogosjan does not
elaborate further to tell us whether the ‘victory’ day eventually became part of the Church
Menologion; she only notes that the commemoration of the battle became a ‘new center’
for civil calendars compiled from 1719 onwards (Pogosjan 2001: 116-124, cit. 124). A.N.

5 AK 1798: 310,
¢ AsBA: 61 (N° 40).
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Kazakevi¢ alludes to the insertion of the battle of Poltava in the Church Menologion
in the early eighteenth-century very briefly and without references to sources or histori-
cal facts; also, despite the fact that his article’s title mentions the commemoration of the
battle by the Church, the author focuses instead on the construction of several churches
and monasteries (Kazakevi¢ 2009: 330). No less vague is N. Bolotina’s assertion that from
the first celebration of the victory in Moscow up to the end of 1709 “the holiday in com-
memoration of the Poltava victory entered the calendar of annual church celebrations™
further in her account it becomes evident that she is concerned merely with public prayers
and Church services (Bolotina 2009: 346; 2010: 292). The literature review here discussed
demonstrates not only that all these brief and unsatisfactory statements clarify nothing
about the inclusion of the battle of Poltava in the Church calendars, but also that they
obscure the sacralisation process at the heart of the ‘victory’

The first step of the analytical approach I propose involves determining when the
reference to the 1709 victory over the Swedes was first mentioned in the calendars. My
investigation reveals that the time it took to insert ‘victory’ in the Church Menologions
was longer compared to its inclusion in the civil calendars, which took place shortly after
the event itself and was located in various rubrics. There is no need here for me to underline
the ideological significance of commemorating the battle of Poltava which, perhaps not
surprisingly, later came to serve as a starting point for calculating time. No reference to Pol-
tava in the short list of Church feasts contained in the civil Menologion for the year 1710
is found but, when considering how to divide the year 1710, the compilers used the date
of the battle, which had recently occurred, as a reference point: “[It is] the seventh month
since the victory of Peter I over the Swedish king Charles x11 at Poltava™. There is no ‘vic-
tory’ in the laconic list of the June Church feasts in a similar edition for the year 1711% it is
only in the calendar published in November 1711 for the year 1712 that the “victory” appear
in brackets under June 27 after the reference to St. Sampson: “[On this day occurred the
victory over the Swedes at Poltava]™. By the time of the appearance of the civil Menolo-
gion for the year 1718, the standard phrase commonly found had been: “[Memory] of rev.
Sampson and of the feast on the victory over the Swedes™.

No ‘victory’ is mentioned in the calendars by the St. Petersburg press for the years be-
tween 1718 and 1721, 1728, and 1731", but it was included in the 1722 Moscow civil Menolo-

7 “Orp BiKTOpIii NOAYYCHBLSI HAAD CBBICKIMB KOpOAEMb KapOAycOMb, 12. oab [Toarasoro,

7, Mbesys” (kMch 1710: s.n. [2, 7 v.]). This is the second calendar of this type in Russia (the first
appeared in 1708 and was meant for the year 1709) and the first in which the victory at Poltava is
mentioned as one of the calendar starting points (Pogosjan 2001: 146).

KMch 1711: .0, (7 v.).

®  “[Bb cen aeHb 65 Mo6baa Ha mBeaa mop moatasoo]” (KMch 1712: s.n. [7 v.]).

“IIpen: camricoHa, u pasa: o mo6bab Haaw meeasr” (KMch 1718: s.n. [7 v.]).

KiM 1718: s.n. (12 V.); KiM 1719: s.n. (12 V.); KiM 1720: s.n. (12 V.); KiM 1721: s.n. (12 v.); KiM
1728: s.n. (11 V.); KMIG: s.n. (11v.).



38 Maksym Yaremenko

gion™ and in the 1728 last Moscow edition. One finds ‘victory’ back in the main part of Pe-
tersburg’s civil calendars only in 1733 (Pogosjan 2001: 333, 343). A similar situation is found
in editions of Menologions-manuals with prognostication published separately in Kyiv; we
find an entry for Poltava under 27 June in the calendar published in 1713: after the reference
to the feast of St. Sampson the sentence “Victory over the Swedes” is found®. By contrast,
in the 1727 Lavra’s calendar the battle was used to guide readers through a chronological
list of events and historical processes which included the Creation of the world, Noah’s
flood, the destruction of Sodom and Gomorrah, the beginning of the Babylonian, Persian,
Greek and Roman ‘monarchies, the Exodus (“ucxoxaenia Icpaiateckaro”), the baptism
of Old Rus’ prince Volodymyr, the invention of gun powder and printing, the coronation
of Empress Catherine Alekseevna, the birth of her grandson prince Peter, the beginning
of the Russian fleet and, finally, the Poltava “victory” (“wr Bikropin mosyueHHbA HaAb
cebinckimb Kopoaems Kapoaycoms BropsiMbHasecaTs, noas IToarasow”)'*. However,
the Poltava battle is neither mentioned in the list of Church feasts of Lavra’s Menologion
for year 1727 nor in the edition for 1730'.

In the Russian civil Menologions, after that the Academy of Sciences took over the
printing, it became standard to present the monthly calendric information over two pages:
the left page provided information on the Church feasts, while the right covered instruc-
tions for biblical readings and a list of official public holidays (Pogosjan 2001: 331). In such
type of calendars St. Sampson is mentioned on the left page under June 27, while the “tri-
umphant remembrance of the victory near Poltava” (“ropkecTBenHOC BOocmoMUHOBEHHE
no6babr moaw IToarasow”) appears on the right page. Yet this was not always the case:
for example, the battle was absent from the 1728 civil Menologion but present in the 1736
edition”. This inconsistency not only confirms scholarly observations about changes in
the way the anniversaries of the battle were celebrated in the eighteenth century but also
proves that the very inclusion of such a celebration in the svjazcy did not immediately turn
into the established practice. In the extremely concise lists of Church feasts published in
the so-called “curious Menologions” (“aro6onsitabie Mecsiecaossr”) of the second half of
the eighteenth century, such as the one compiled by Vasylij Ruban in 1776, no reference
to ‘victory’ is found. The sixty-seventh anniversary of the “victory near Poltava” is men-
tioned therein only in an extensive list of tens of various secular and Church events in the
“chronicle of matters worth remembering for 1776”. This section, for example, refers to the
Creation of the world, the founding of Rome, the invention of powder and guns, the be-

kMch 1722: s.n. (7 v.)

5 “Tlo6baa Hap [IBea” (KMCh 1714:5.n.)

4 KiM 1727:s.n. (2).

5 KiM 1727:s.n. (7 v.).

KiM 1730: s.n. (5).

7 Comp. KiM 1728: s.n. (11 v.-12) and KMI: s.n. (11 v.-12).
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FIGURE 3

A fragment of the Church Menologion lacking a reference to the Poltava ‘victory’
(Svjastennoe Evangelie, Moskva 1779).

ginning of carriage rides, the shaving of beards, the foundation of schools in Kyiv and - last
on the list — a year since the “destruction of the ZaporozZian Si¢™*.

While the civil Menologions of the first decades of the eighteenth century included
the battle with the Swedes in 1709 (as a starting point in a chronology, as a public holiday,
and sometimes as an entry in a short list of Church feasts), one finds a completely different
situation in the svjazcy which was added to liturgical books. The new feast of the Poltava
‘victory’ was not entered in the Church calendars of the Moscow liturgical editions pub-
lished after 1709 nor in those which appeared in the following decades® (cfr. FIGURE 3).
This means that, according to what the analysis of the Church calendar tells us, it was not
part of the sacred symbols sanctified by the Church and ideologically remained a profane,
secular holiday. The ‘victory’ was neither included in the Kyivan Menologions which were
printed in 1741, 1765, 1773, 1775*° nor in the Cernihiv Church calendars (for instance in
the Apostle of 1770™).

Notably, the battle with the Swedes started to be recorded in the svjazcy in the 1780s;
for example, in the 1783 Kyiv sobornik there is an entry related to this event on 27 June*
Not only did this feast, which was observed until the end of the eighteenth century, oc-
curred in the Kyiv and Moscow Church calendars®, but following the annexation of the
Right-Bank Ukraine to the Russian Empire as a result of the partition of the Polish-Lithu-

MLM: 14, 21-2.4..
¥ See, e. g. KA 1713 2525 EV: 451 V.; Tr 1761: 3365 Sl 1763: 213.
MLM: 14, 21-2.4..
KA 1770: 237 V.
“And a holiday about the victory given by God to the All-Russian autocrat Peter the Great
over the Swedish king Charles x11 at Poltava, the year from the Incarnation of the Lord 1709” (“U1
npasaAHUKD w n00bAb 6Tomb Aaposannoil Beepoccitickomy Camoaepxuy Ilerpy Beauxomy, Hap
LIBEACKHMb KOPOAEMB KaPOAOMb BTOPBIMHAAECATD IIOAS IIOATABOIO, ABTA (772 BOIAOILEHIA ICAHA
aye’, AK 1783: 328 V.).

»  See, e. g, Bib: 120 v.; KA 1790: 302 v.-303; AK 1798: 323 V.; S1 1793: 89; Sl 1794: 221 vi-222; 5]
1795: 231 V.
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FIGURE 4

A fragment of the Uniate Church Menologion mentioning the ‘victory’ of Poltava
(dkafisty razlicnyji, Pocajiv 1798)

anian Commonwealth, it was incorporated into the Pocajiv Uniate Church Menologions**
(cfr. FIGURE 4).

I have not found any explicit synodal decree demanding a reference to the battle of
Poltava in Church calendars. I believe that its inclusion in Menologions was prompted

>+ AR: s.n. (the 7% folio of the calendar). It is difficult to establish whether the inclusion of
the battle of Poltava in the Uniate liturgical books was a result of state coercion or an indipendent
decision by the Pocajiv typography, in an attempt to adapt to new political circumstances. Poltava
is not mentioned in the extremely popular practical calendars of the Carmelite printing house of
Berdyiv (for example in the calendar for 1802) — neither in the list of church feasts (those calendars
contained a very laconic Orthodox svjazcy), nor in the rubrics “Epoki znakomitsze” (“Most famous
epochs”) and “Duni uroczyscie obchodzone w Jmperium Rossyiskim, i wolne od zabaw publicznych”
(“Days solemnly celebrated in the Russian Empire and free from public occupations”. The last ru-
bric also contained church holidays, see KRR). There is no mention of the battle of Poltava in other
civil calendars published at the beginning of the 19" century in the Russian Empire’s periphery,
for instance in Warsaw (see KPRG: s.a.). It should be borne in mind that civil calendars differed
from Church calendars in structure and contents, and in the latter the Church Menologion was
too short to provide detailed references and information. However, it is evident that the Carmelite
printing house could not completely avoid mentioning the ‘victory’; in the list of June Church
feasts, no reference to the Poltava ‘victory’ in the calendar for 1845 is found, but it did appear in
the list of the “Lord’s Holidays and state solemn days” (“Remembrance of the Poltava victory”). It
is interesting to note that the event was not considered as a day off for government agencies and
educational institutions (see KG: s.n. [16]), and a “memory of the battle near Poltava” in the Vilnius
calendar for 1848 is mentioned in the special rubric “Days on which there is a thanksgiving prayer
for victories” (see Mch: s.n. [32]).
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by the Holy Synod decree of 27 March 1778 which concerned, however, not the svjazcy
but liturgical books in general. According to the decree, the editions containing the order
of services should include a cross ‘with a semicircle’ under 27 June on the field facing the
‘victory’ entry. The instructions did not specify the colour of the sign but there are good
reasons to suppose that it was red. Placing red crosses in the texts was common practice;
on the other hand, the synodal order of 27 March 1778 declared that the celebrations for
the ‘victory’ of Poltava were to be equal to the level of veneration for Alexander Nevskij,
whose remembrance days were just marked by a red sign®. It cannot be excluded that the
Holy Synod marked the date of the battle of Poltava with the very same sign which was
commonly employed in Church calendars, thereby stimulating its steady presence in the
Church Menologions. This process did not happen all of a sudden: the Menologion that
is attached to the Moscow Gospel of 1779 (an edition that served as the standard for other
Church publishing houses) does not mention the battle of Poltava*.

Interestingly, the Church Calendars that were published in the Russian Empire in
the late eighteenth century marked the level of the solemnity of ‘victory’ in different ways
(Menologions provided lists of fixed holidays for each day of the year and usually marked
their significance with special signs or colours). In the aforementioned 1783 Kyiv calendar
and Uniate Pocajiv calendar of 1798, the reference to the ‘victory’ event is marked as an
ordinary feast. In the 1784 Moscow edition, holidays are not accompanied by any signs,
and the battle of Poltava is only highlighted with a slightly darker font (similarly to the
feast of Saints Peter and Paul). However, the 1798 Lavra edition followed the synodal
order of 1778 — here the Poltava ‘victory’ is marked with a black cross in a semicircle,
which indicates the status of medium solemnity of a Church holiday. In the Moscow Me-
nologion of 1793 and 1795 (cfr. FIGURE 5), the entry was also marked as medium. On the
contrary, in the Moscow edition of 1794 the battle of Poltava was considered one of the
greatest feasts and marked in the same way as, for example, Christmas. In this latter case,
we are probably dealing with a typo: in the synodal editions no special marks were used
and the level of the feasts’ solemnity was indicated by cinnabar ink; it cannot be ruled
out that a typographer had bad control over colour values. By the end of the eighteenth
century, the ‘victory’ at Poltava had become a Church holiday and one, according to the
calendar markers, with a medium status equal to feasts such as the Feast of St. Michael
(8 November), the feasts of the Apostles Matthew (16 November) and Mark (25 April),
Andrew the First-called (30 November), Gregory the Theologian (25 January), John the
Baptist (24 February, 25 May), the Cathedral of the Twelve Apostles (30 June), Elijah the
Prophet (20 July), and several others.

> The decree requires that a red mark should be printed on the calendar field opposite the
memory of Alexander Nevskij on 23 November and, according to the synodal order of s March 1778,
the cinnabar cross in the field was to mark the memory of the transfer of the relics of the saint on 30
August (PSPR II: 202 [N° 876]).

¥ SE1779: 24 4.
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FIGURE 4

A fragment of the Church Menologion referring to the ‘victory” at Poltava
(Sluzebnik, Moskva 1795)

Why was the battle of Poltava not included in Church calendars during the reign
of Peter 12 What can be said about the fact that only in the late 1770s its entry is found?
There are several factors to consider in answering these questions. The sacralisation of the
‘victory’ of Poltava in the last decades of the eighteenth century during Catherine 11’s reign
should not be surprising. Before entering further into the discussion, I shall turn to the
internal and external circumstances that contributed to the transformation of the battle
into a feast of the liturgical calendar.

3. The Battle of Poltava: Sacralisation and Celebration

It is well-known that Catherine 11 presented herself as Peter 1’s follower and, more
precisely, as his ideological successor (Uortman 2002: 227). It is this image of the sovereign
as the ‘granddaughther’ of the first emperor that was present in 1760s and 1770s Russian
literature. Claiming the role of Peter I's successor was a crucial ideological strategy for cor-
roborating Catherine’s usurpation of the imperial throne and her right to hold monarchical
power and the deriving divine legitimacy. Already during the coup, she had changed into
the older uniform model worn by the Preobrazenskij Regiment at the time of Peter 1 (her
portrait in this very uniform appeared in the Throne Hall of the Peterhof Palace already
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in 1773; smaller replicas were also made thereafter, cfr. Ivleva 2020: 9177). Vasilij Majkov
compared the image of Catherine (during the coup) with Peter I (in the battle of Poltava)
in his Ode on the Occasion of the Election of Deputies to Compose a Draft of the New Code of
1767 (00a na cayai usbpanus denymamos drs covurnenus npoexkma Hosozo Yowenus 1767
200a) — she paraded in front of the troops like Peter did: “Such was Peter great in glory, /
When during the battle at Poltava / He was hurling thunder at the audacious Swedes™®.

The empress’s achievements were presented as strengthening and continuing her
‘grandfather’s” actions. At the beginning of Catherine 1r’s reign, ‘Peter’s legacy’ was posi-
tioned as sacred; the empress was proclaimed the restorer of Peter’s ideological inheritance,
the heiress of his wisdom and knowledge, and the one who completed the work he had
begun. By the end of the 1760s the activities of the first emperor had become a ‘respectable
background’ for emphasising Catherine’s own merits. This is well testified, for instance, by
the history of the construction of a new monument dedicated to Peter 1 in St. Petersburg.
The empress proposed this endeavour already in 1763, and also considered several other
projects. Work on the monument began in 1767 and was completed in 1782. According to
Vera Proskurina, the monument to Peter was actually seen as a celebration to the achieve-
ments of Catherine 11 herself. This was by no means the only commemorative object hon-
oring the legacy of her ‘grandfather’. In 1768 the construction of St. Isaac’s Cathedral began,
which was to replace the church of the same name founded by Peter 1. In 1770 a trium-
phal column was erected near the burial of the first emperor in honour of his own and
his ‘granddaughter’s’ naval victories, symbolically connecting the two reigns; Catherine
1T’s victory over the Turks at Chesma in 1770 was presented as a continuation of Peter I's
deeds, and on that occasion a prayer service was held for the first emperor (Uortman 2002:
176); in the same year Aleksej Antropov painted Peter’s ceremonial portrait (Ivleva 2020:
105). The literature also presented these events and the relevant ideological constructions
(Proskurina 2006: 36-37, 110-114, 119, 121, 123, 125, 127). It was only in the early 1780s that
Catherine 11 began to dissociate herself from Peter’s ‘past age” and progressively delete Pe-
ter’s myth (Proskurina 2017: 97-101).

As until the early 1780s Catherine 11 proclaimed herself the successor of the first em-
peror and associated her own accomplishments with his efforts, the insertion of the Poltava
‘victory’ in the Church calendar in the late 1770s can be seen not only as a reminder of

7 Analysing the descriptions of Catherine 11’s clothing in 1762, the visual images of Russian
emperors from portraits and other artworks, and the history of the Semenovskij and Preobrazenskij
regiments’ uniforms, Victoria Ivleva argues that Catherine I1T’s uniform (which actually was the same
worn by the Semenovskij Regiment and which was mistakenly understood to be similar to the one
worn by the Preobrazenskij Regiment) emphasised the legitimacy and longevity of power coming
not only from the first emperor but also from her other predecessor, namely Elizabeth. Ivleva inter-
prets Catherine’s change of dress from the perspective of political theology (Ivleva 2020: 106-107).

> “Taxos 6b1a [letp Beank Bo caase, / Koraa na 6panu npu IToarase / Bpocaa Ha aepaxux

mBepaos rpom” (Proskurina 2006: 23-25, 33, 71-74; cit.: 38).
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recent military achievements (for instance, the victory in the war with the Turks in 1768-
1774) but also as the completion of a further plan. Indeed, under Peter 1 there was a plan
(although never realised) to raise the victory over the Swedes to the level of a sacred event,
the significance of which was not limited to an imperial ideological symbol. In particular,
sporadic references to the battle in the short lists of Church holidays in the civil Menolo-
gions published in the first decades of the eighteenth century pointed towards such an
intention. As also shown by Nadieszda Kizenko the liturgical veneration of Poltava during
Peter’s time confirms the implied sacralisation process of the battle; Kizenko has drawn at-
tention to the uniqueness of the “victory” commemoration in the liturgical practice of the
imperial era. It was the first special, full-length service of this type (and not just a service
of thanksgiving); rather than being connected with saints, icons, or the cross that gave pa-
tronage and support in battle, it was related to specific historical figures and, finally, it was
replete with unprecedented political allegories. This liturgical celebration did not link the
event to human reality but “to the level of Church time”, “raised to the honour accorded to
saints’, to “cosmic and permanent liturgical time”. According to Kizenko, for the first time
since the Christianisation of Rus’ in the late tenth century, a secular ruler made such a dra-
matic intervention in the liturgical sphere. However, after the end of the Great Northern
War Peter I himself proposed to soften the emphasis in the service devoted to the Poltava
‘victory), removing the designation of the Swedes as heretics and the allusions to Charles
x11 as “the devil” and “Pharaoh”. In 1736 the Holy Synod was ordered to edit again the text
in order to soften its hostile position against the Swedes. Despite this, between 1741 to 1913
it was the original, unedited version of the service which was printed (Kizenko 2009-2010:
227-228, 230, 234, 238-239).

Kizenko examines “all traditional forms of commemoration” used by Peter 1 and the
Church hierarchy (such as the construction of a new church in St. Petersburg dedicated
to St. Sampson who was commemorated on 27 June, as well as sermons and prayers) and
the unprecedented step of compiling a special service. She does not discuss, however, the
inclusion of Poltava in the Church calendar. This is not surprising because under Peter 1,
despite the raising of the battle through liturgical practice to ‘the level of Church time; the
last step for its sacralisation had not yet been taken: ‘victory’ was not put in the Church
Menologion. This was finalised under the ‘ideological successor’ of the first emperor, that is
to say Catherine 11. The following episode, which is found in historical literature, suggests
that the empress drew her attention to the ‘victory’: allegedly, after her ascent to the throne
in 1766, a celebration was established in honour of the Kapluniv Icon of the Mother of
God (September 11) which, according to legend, helped Peter I near Poltava. Subsequently,
the empress granted the request of the Ochtyrka authority and in 1772 allowed the church
in Kaplunivka to be exempt from paying taxes and instead use the saved funds for the
building of a new stone church (Cugreeva 2009a: 447; 2009b: 306-307). It has not been
possible for me to document Catherine’s decree about the celebration to honour the icon
on 11 September, there is no corresponding order in the published collections of decrees
and synodal resolutions. It is safe to assume that such a resolution might have concerned
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only local veneration because there is no mention of the Virgin of Kapluniv in the svjatcy
on 11 September.

Let us now look at some external circumstances that under Catherine II may have
drawn attention — at least partially — to the battle of Poltava. The Russian Empire was not
in overt conflict with Sweden at the time of the inclusion of ‘victory’ in the Church Me-
nologion, a circumstance which could have favoured a ‘calendar’ sacralisation of the battle.
Nevertheless, St. Petersburg’s relations with Stockholm were not good. Russia had lost its
influence over Sweden, which strengthened the army with outside support. The desire of
the empire to control the Swedish throne was well reflected in the treaty with Prussia in
1769. As was put in a secret clause of the treaty, St. Petersburg and Berlin stated that they
considered it necessary to maintain the current form of government in Sweden, that is,
weak royal power. If the Swedish king regained his unlimited powers, Prussia was sup-
posed to invade Swedish Pomerania at Russia’s request. Earlier, in 1766, the preservation of
weak royal power was agreed upon in the treaty between Russia and Denmark which was
renewed in 1774. According to the treaty of 1773, in the event of a Swedish-Russian war,
Denmark had to support Russia with arms. Acting more directly, St. Petersburg strongly
influenced part of the Swedish nobility and hindered political reforms.

Gustav 111, Catherine IT’s cousin, not only aspired to revive Swedish power, but from
the beginning of his reign in 1771 was successful in dispelling Russian influence on Sweden
and, going against the Russian hopes, in 1772 he restored a strong monarchy. The king was
supported by France, which, after the first partition of the Polish-Lithuanian Common-
wealth, even managed to get London to demand from St. Petersburg, Vienna, and Berlin
that Sweden be saved from a similar fate. France and Britain also agreed that in the event
of a Russian attack on Sweden, France would support the Swedish navy and army in every
possible way and Britain would offer no assistance to Catherine 11. After the 1772 revolu-
tion in Sweden, the Russian empress described Gustav negatively. In a letter to Johanna
Bielke dated August 24, 1772, she wrote: “The laws of no country have ever been so vio-
lated as in Sweden on this occasion, and I can assure you that this king is as much a despot
as my neighbor, the Sultan™. In December of the same year, recalling Swedish policy in
Norway, Catherine 11 once again remarked: “I can see that he [Gustav 111, M.Y.] has little
respect for his assurances and, were I to say it as it is, there is nothing sacred for him”™».

After the events of 1772, the diplomatic relations between Sweden and Russia cooled
offand rumours of a possible war between them spread through Europe. Both St. Petersburg
and Copenhagen strengthened the border garrisons, and Catherine 11 refused to accept a
diplomatic agent sent by Gustav 111. The conflict was avoided in 1772, and the Swedish king

*»  “HuKOIAA 3aKOHBI HU B KaKOH cTpaHe He 6blan Tak Hapymaemsl, Kak B IlIBeruu npu
3TOM CAyYae, U 5 BAM PYHalOCh, 4TO ITOT KOPOAb TAKOH XKe ACCIIOT, Kak cocep Moit, cyatan” (Pisma
Ekateriny 11 k Ioganne Dorotee Bel'ke, cfr. EFZ: 337).

30

“51110 BCeM BIIKY, YTO OH MaAO YBXKACT CBOH 3aBEPECHMUS 1, €CAM HY)KHO CKa3aTh HAIIPSIMHUK,
AAS HETO HeT Hudero casaToro” (EFZ: 338).
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predicted a Russian attack the following year. Catherine 11 also wrote in a letter to Vol-
taire in October 1772 about a possible war had Sweden taken over Norway. Already in the
mid-1770s, Gustav 11T conceived the idea of conquering Norway and attacking Russia. In
October 1775 he wrote that Catherine 11 postponed the war with him only because of her
activities in the Polish-Lithuanian Commonwealth and Turkish affairs; he should thus pre-
pare for defence and first attack Russia in order to end the confrontation as soon as possible.
Gustav IIT’s visit to Russia in 1777 allegedly eased tensions between the two states; nonethe-
less, as the Swedish envoy in Paris reported shortly after the visit, Catherine 11’s assurances of
friendship were insincere and she did not believe in the sincerity of Stockholm’s assurances.
Despite the achieved peace, in the following years both parties observed each other with
some caution, and without fully leaving behind their original intentions®.

Another issue to be addressed is whether Gustav 11T’s visit to Russia and the contacts
with Catherine 11 prompted in the following year the Holy Synod to issue an order to mark
the Poltava ‘victory’ with a cross in a semicircle in the liturgical books, before entering it
in the svjatcy. For example, the Swedish Foreign Minister count Ulrich Schaeffer, who ac-
companied the king on the trip, considered that the monarch not only had not come close
to establishing friendly relations with the empress but also failed to impress Catherine 11
favourably. He attributed the success of the visit to St. Petersburg to his own efforts, and
not to Gustav 11I’s (Grot 1901: 231-232). It is interesting to note that some associate the
Swedish king’s trip to the Russian Empire with tsarevich Pavel Petrovi¢’s joining of the Ma-
sonic lodge. This action, in turn, was disapproved by Catherine, who distrusted and fought
against any form of Freemasonry. The empress was not fond of Russian lodges and disliked
their contacts with Gustav 111, but in 1779 she learned that Pavel had become a member of
the lodge and that Freemasons had criticised the monarch, and Catherine began to openly
rebuke Freemasonry. The theme of Freemasonry was then targeted by her satirical pen and
repeatedly reported in literary works of the 1780s (Proskurina 2006: 91-92; 2017: 121-127).

It seems likely that the aforementioned circumstances (Catherine’s perceived conti-
nuity of her ‘grandfather’ Peter I's affairs, the attempts to symbolically combine her own
military victories with past accomplishments, the mostly strained relations with Sweden,
and the empress’s dislike of king Gustav 111) stimulated the entry of the commemoration
of the battle of Poltava in the Church Menologion and finally determine its status as a
sacred symbol at the end of the 1770s. Unfortunately, the lack of details about what hap-
pened behind the scenes (for example, the persons involved, specific orders, discussions,
and so forth), which could provide helpful data to understand some aspects related to the
entry of Poltava in the Church calendar, has forced me to only consider broader contexts
in the analysis. It is not my intention to relate the final sacralisation of the battle with any
particular internal secular or ecclesiastic event of the time (such as the specific measures of
political unification of the empire or the correction of the liturgical books). Without accu-

% Here I rely on the analysis of the Russia-Sweden relationships during the reign of Cath-
erine 11 expounded by Brikner (1869: 9-11, 14, 19-27) and Grot (1901: 217-221, 231-232).
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rate and reliable data, any conclusion about other issues, such as the relationship between
secular and Church authorities, remains at a theoretical level. There is one point, however,
that I believe must not be overlooked: in the process of uniting the empire and shaping a
common social, ecclesiastical, and political imperial space, the Poltava ‘victory’ was to em-
phasise the importance and the strength of unity, to bolster cohesion and contribute to the
need to support the central power, while also warning potential opponents of Catherine’s
reforms. It is plausible that achieving imperial unification was the main stimulus for grant-
ing the status of sacred symbol to the event commemorating the victory over the Swedes.
Previous monarchs do not seem to have used similar mass mobilisation strategies.

My concluding remarks about the process of sacralisation of the battle invite the
reader to embrace a wider perspective and to consider two broader issues: eighteenth-cen-
tury aspects related to the celebration of the Russian victory over the Swedes in 1709, and
the role of Church symbols in imperial politics. In historiography there are two opposing
views on the celebration of the Poltava battle in the Russian state; incidentally, it should be
noted that until now scholars have considered Poltava mostly as a vysokotorZestvennyj and
viktorialnyj day, as a state or court holiday rather than as a Church feast. Annual secular cel-
ebrations on the occasion of ‘victory” were introduced straight after: the first anniversary
was celebrated in 1710. In addition to this battle Peter 1 established six other memorable
events of the Great Northern War. The nature of their celebration varied from court ban-
quets to molebens (services of entreaty) to fireworks. The anniversaries of Poltava and the
Peace of Nystad were most solemn. Straightaway after the battle and in the following years,
the commemoration of the victory over the Swedes was to be celebrated by relying on two
mechanisms used by the Church: worship and sermons (Ageeva 2009: 265-266). From the
1730s the celebration of the ‘victory’ started to loose its power. As already mentioned, the
liturgical celebration also changed, and only a prayer of thanksgiving was held instead of a
special full-length service. Elena Pogosjan noted that under Anna Ioannovna the battle of
Poltava was not publicly celebrated at court despite its presence in the civil calendar. In the
carly 1740s, Poltava was included among the holidays in which one-day rest from public
works was stipulated (as well as for the other ‘state holiday’, Pogosjan 2001: 359,361,389). In
the following decades one of the most notable festivities was a local celebration in Poltava
itself, with Catherine 11’s participation in 1787%. During her reign, according to Alexander
Kamenskii, the commemoration of the battle was sidelined by new victories and its mem-
ory was blunted, at least at the court (Kamenskii 2009-2010: 198-200). N. Bolotina claims,
by contrast, that Catherine’s reign was marked by a surge of interest in the battle of Poltava.
Her conclusion is not based on new facts, as the author refers to the events which are

*  Later in the nineteenth-century commemorative practices and celebrations of the anni-
versary of the battle mostly took place in Poltava itself. It was only in 1909 that the celebration of the
200" anniversary became an all-imperial and ideologically informed endeavor - the circumstances
of the time required patriotic mobilisation of society for which purpose the anniversary was used

(Ageeva2009: 268-271).
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discussed by the opposing view. In her article Bolotina gives examples of local celebrations
dedicated to the battle; among them the most interesting is a three-day visit by Catherine
11 to Poltava on 7-9 June 1787. On this occasion, for the first time in Russian history, a his-
torical battle reenactment was carried out on the field of Peter I's victory over Charles x11
(Bolotina 2009: 345-355; 2010: 292-301). It can be observed that these scholarly arguments
are concerned with public celebrations, which at the time of Catherine 11’s reign were really
few. Yet the Poltava ‘victory’ was finally transformed into a sacred Church feast during her
reign, continuing to be an important instrument of ideology. The liturgical celebration of
this event in parish churches remained clearly solemn; for example, according to the sexton
Fedor Kirnec’kyj from Chovzovka village (Hluchiv ujezd) on 27 July 1788 “vesper’s service
and morning thanksgiving prayer for the victory over the Swedes in 709 near Poltava [were
held]. The thanksgiving 7zoleben was held after liturgy with bell-ringing”*. Notably, in this
case not only was a moleben held (which was usual in the case of military victories) but also
a full-length service.

The reputation of the enlightened monarch did not prevent Catherine 11’s from re-
lying on Church’s ideological strategies — not all of her actions were, in fact, secular in
nature as her contemporaries thought (Proskurina 2006: 213). An undated note concern-
ing measures to help the masses (“Helping the public in adversity” — “ITomoms Hapoay B
6eactBusix”), such as easing laws, reducing taxes, and prohibiting the splendour of funeral
pomp, contained what follows: “to issue a decree about prayers, fasts and alms™*. In ad-
dition, it is well-known that the first and only person canonised in the Russian Empire
for general veneration in the eighteenth century was Dmytrij, the Metropolitan of Rostov
(Golubinskij 1998: 158-159, 170-172). He was included among the saints during the reign of
Elizabeth Petrovna. In addition to the new saint, two more entries appeared in the Church
calendar in the eighteenth century. The first was entered under Peter 1 and is also indirectly
connected with the victory over the Swedes: in 1723 the relics of Alexander Nevskij were
transferred from Vladimir to St. Petersburg on 30 August — just in time for the anniversary
of the signing of the Treaty of Nystad in 1721. The corresponding reference at the end of the
summer appeared in the Church Menologion in the first half of the eighteenth century*
(after that, the Church calendar of the synodal era was replenished with the mention of
the Metropolitan of Rostov). The second entry is the date of the Poltava ‘victory, which
came to be included in the Church calendar under Catherine 11, and the specific ecclesi-
astical strategies which I mentioned above were used by the monarchy during the entire
eighteenth century. This was predictable, because they were the easiest expedient for the
authorities to exert power and for the masses the most acceptable way to accept, or at least
to start changing attitude towards, imperial rule.

3% SAFK: 57
* “H3AaTh yKas 0 MOACOCTBHAX, IOCTAX H OXEPTBOBAHUAX  (ZE: 666 [zametkal).

3 See, for instance, AK 1741: 338 V.
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4. Concluding Remarks

In the liturgical calendars, references to the 1709 victory over the Swedes outlasted the
‘long eighteenth century’. In addition, in the nineteenth century this commemoration was
included not only in the calendars added to liturgical books but also in the Menologions
addressed to a wider audience, which appeared outside of the Church printing presses, as
well as in special synodal publications of the full lists of saints venerated by the Orthodox
Church. One finds the “feast of the victory granted by God” to Peter 1 over Charles x11
in the full Orthodox Menologions of the first decades of the nineteenth century. Yet the
indication of the solemnity of the battle’s commemoration differed; for example, in the
calendar published by the Holy Synod in 1818 it remained as medium in status®. The battle
was marked by a feast of an ordinary level of solemnity in the full Church Menologion of
the next decade?. In the few later lists of the “Lord’s feasts and state solemn days” it was
set up as a holiday during which government agencies and schools were open (unlike the
birthdays and namedays of some members of the imperial family)*. The great Orthodox
Menologion compiled by the college assessor Ivan Kosolapov and published with the per-
mission of Church censorship in 1874 did not fail to remember Poltava. Here there was
an entry under June 27: “The holiday about the victory given by God to the All-Russian
Autocrat Peter the Great [italics in edition, M.Y.] over the Swedish king Charles X11 near
Poltava”. The compiler decided to explain the presence of such a position among the lists
of saints and sacred events; at the bottom of the page and in a smaller font, he clarified
the ecclesiastical significance of the feast as follows: “In 1709. “We have ordained that this
notable day be kept as a festival, that another generation might know, even the sons about
to be born, that they in turn might arise and declare them unto their sons, that they might
set their hope in God and not forget the works of God, but seck His commandments.” Ses-
sional hymn after the first kathisma™. The ‘victory’ did not disappear from civil reference
Menologions, which included short lists of Church feasts among others rubrics; one of
these for the year 1875 mentioned St. Sampson in the rubric “Orthodox Menologion” on
June 27 and then added in parentheses in italics: “(Tlasm. no6. Iloam.)* (“Memory of the
Poltava Victory”). The proximity of commemoration of Poltava to the names of canonised
ascetics and miraculously sanctified icons or events was not unexpected for nineteenth-
century scholars. In the full Eastern Menologion by Archimandrite Sergij, on 27 June ‘vic-
tory’ coexists side by side with the martyrs, the most revered, the blessed, the apostles,
myrrh-bearers, and so forth (Sergij 1876: 169 [¢. 1]).

3¢ pchm: 94.

7 PM 1827: 44.
¥ pM 1829: 412.
¥ MPKC: 153. [ used the Sessional hymn'’s translation by N. Kizenko (2009-2010: 252).

*° MSSK: 17.
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It can be noted that in Church Menologions the commemoration of the victory over
the Swedes was also included in the liturgical books of the beginning of the twentieth
century; for instance, Poltava was marked as a medium feast, not an ordinary one, in the
calendar included in the Typicon*. The commemoration of the 1709 battle survived the
Russian Empire not only as a state holiday but also as a Church feast, and is found in the
Menologions of the Russian Orthodox Church published in the second half of twentieth
century; just to mention an example, the ‘victory’ is not an ordinary feast in the calendar
added to the Apostle of 1985+*. Not only, in fact, in the Soviet Union the myth of the Pol-
tava ‘victory’ did not disappear, but it was remembered with renewed vigour; the museum
dedicated to this event was restored in the middle of the twentieth century with apparent
ideological emphasis in the exposition. Opened in 1909, the museum remained active until
1918, and a new remarkable state institution was established in 1950; in 1981 the museum
became part of the state-protected monument conservation area (Piskova 2011: 321). The
anniversaries of the battle also continued to be celebrated in Soviet times — it was a some-
what local feast in 1939, but was celebrated under All-Union government supervision in
1949. The establishment of the State Republican Museum of the History of the Battle of
Poltava in 1950 was, in fact, authorised by a resolution of the Council of Ministers of the
USSR (Sal'nikova 2009: 417-419). It comes as no surprise then that the very event of the

battle was included in the Church books of the time and held in high regard.
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AK 1741 Akafisty s kanony, Kyjiv 1741.

AK 1765: Abafisty s kanony, Kyjiv 176s.
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where can be accessed (T: 336 v., cfr. <http://www.orthlib.info/Typikon/T 48-j.pdf >, accessed on
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Imperatorskom Moskovskom universitete élen, Moskva [1775].

L. Kosolapov, Mesjaceslov pravoslavnoj kafoliceskoj cerkvi, s prilogeniem
polnogo indiktiona, tridcati pjati tablic ctenij iz Evangelija i Apostola
na kaZduju nedelju goda i alfavitnogo ukazatelja imen svjatych,
upominaemych v mesjaceslove, Kazan’ 1874.

Mesjaceslov, svjatcy i spravonaja knitka na 1875 god, Sankt-Peterburg
1874.

Polnyj christianskij mesjacoslov vsech svjatych, prazdnuemych Pra-
voslavnoju Grekovostocnoju Cerkoviju, s kratkim istoriceskim i chro-
nologiceskim opisaniem ich Zizni i konciny, i s oznaleniem vsech
Gospodskich i Bogorodicnych prazdnikov, torgestvennych i viktorial mych
dnej, krestnych chodov i carskich panichid; soderzastij pri kazdom
mesjace na 30 let sluzastija raznyja tablicy o rjadovyb i prechodjastich
cerkovnych prazdnikach, takZe o voschofdenii i zachoZdenija solnca
i 0 lunnom telenii; s prisovokupleniem polnogo alfavita i tolkovanija
imen Svjatych, kratkogo izjasnenija Paschalii i paschalnych znakov,
i trech rospisej, vsem nachodjastimsja v obeich stolicach i drugich
mestach Rossii dostopamjatnym sobornym, monastyrskim, ruznym
i prichodskim cerkvam, s pokazaniem naiala i postroenija onych;
sobrannyj iz dostovernych istocnikov, Moskva 1818.

Polnyj mesjacoslov vsech prazdnuemych Pravoslavnoju Grekovostocnoju
Cerkoviju svjatych, sobrannyj iz moskovskich i kievskich svjatcov iz
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Polnyj mesjacoslov vsech prazdnuemych Pravoslavnoju Grekovostoinoju
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The Sacralisation of the Battle of Poltava 53

PSPR II:

PSPRIV:

SAFK:

SE 1773:
SE 1779:
SE 1763:
sl 177s:
sl 1793:
sl1794:
sl 179s:
T:
Tr1761:

Tr 1775:

ZE:

Literature

Ageeva2009:

Bolotina 2009:

Bolotina 2010:

Brikner 1869:

N.N. Aljan¢ikov (red.), Polnoe sobranie postanovlenij i rasporjagenij po
vedomstvu pravoslavnogo ispovedanija Rossiiskoj imperi, 11, Petrograd

1915.
AV. Gavrilov (red.), Polnoe sobranie postanovienij i rasporjazenij po
vedomstvu pravoslavnogo ispovedanija Rossiiskoj imperii, 1v, Sankt-
Peterburg 1912.

L Sytyj (upor.), Séodennyk Andrija ta Fedora Kirnec'kych, svjascenykiv
Svjato-Mykolajivs'koji cerkvy s. Chovzovky Gluchivskoho povitu Nov-
horod-Siverskoho namisnyctva (hruden’ 1787-%ovten’ 1788 r.), Cerni-
hiv 2006.

Svjascennoe Evangelie, Kyjiv 1773.

Svjastennoe Evangelie, Moskva 1779.

Sluzebnik, Moskva 1763.

Sluzebnik, Kyjiv 1775.

Sluzebnik, Moskva 1793.

Sluzebnik, Moskva 1794.

Sluzebnik, Moskva 179s.

Tipikon, s.l. s.a.

Trebnik, Moskva 1761.

Trebnik, Kyjiv 1775.

Zapiski imperatricy Ekateriny Vioroj, Sankt-Peterburg 1907.

O.G. Ageeva, Prazdniki v lest’ Poltavskoj pobedy v xviir v., in: Ead.
(red.), Poltava: K 300-letiju Poltavskogo srazenija. Sbornik statej,
Moskva 2009, pp. 257-273.

N.Ju. Bolotina, Poltavskaja viktorija v pamjati potomkov: torZestva
vo vtoroj polovine XVIIT-nalale xx vv., in: Poltavska bytva 1709 roku
v istoryénij doli Ukrajiny, Rosijfi, gvecz'ji ta insych derZav: zbirnyk
materialiv Mignarodnoji naukovo-praktycnoji konferenciji, Charkiv
2009, Pp- 345-355.

NJu. Bolotina, Tradicija prazdnovanija Poltavskoj pobedy v epochu
Ekateriny 11, in: E.R. Daskova i xviII vek: Ot Rossijskoj imperii k
sovremennoj civilizacii, Moskva 2010, pp. 292-301.

A. Brikner, Vojna Rossii s Sveciej v 1788-1790 godach, Sanke-Peterburg
1869.



54

Maksym Yaremenko

Chorosev 1986:

Cugreeva 2009a:

Cugreeva 2009b:

Golubinskij 1998:

Grot 1901:

Ivleva 2020:

Kamenskii 2009-2010:

Kazakevi¢ 2009:

Kizenko 2012:

Marker 2007:

Pogosjan 2001:

Proskurina 2006:

Proskurina 2017:

Piskova 2011:

Sal’nikova 2009:

A. Chorolev, Politiceskaja istorija russkoj kanonizacii (X1-xv1 vv.),
Moskva 1986.

N. Cugreeva, O pocitanii Kaplunovskoj Kazanskoj ikony Bogomateri,
in: Poltavs’ka bytva 1709 roku v istoryénij doli Ukrajiny, Rosiji, Sveciji ta
insych dergav: zbirnyk materialiv Mignarodnoji nankovo-praktycnoji
konferenciji, Charkiv 2009, pp. 446-449.

N. Cugreeva, Kazanskaja Kaplunovskaja ikona Bogomateri i pobeda
pod Poltavoj, in: O.G. Ageeva (red.), Poltava: K 300-letiju Poltavskogo
srazenija. Sbornik statej, Moskva 2009, pp. 302-312.

E. Golubinskij, Istorija kanonizacii svjatych v Russkoj Cerkvi, Moskva
1998 (reprint, 1903').

Ja.K. Grot, Ekaterina 11 i Gustav 111, in: Id. (red.), Trudy Ja.K. Grota,
1v, Sankt-Peterburg 1901, pp. 210-291.

V. Wleva, From Catherine 11's Coup to Alexander Pushkin’s The Cap-
tain’s Daughter: A Reflection on Sartorial and Spiritnal Searching in
Russian Culture, “Busaioenka: E-Journal of Eighteenth-Century
Russian Studies”, 2020, 8, pp. 85-128.

A. Kamenskii, The Battle of Poltava in Russian Historical Memory, in:
Poltava 1709: The Battle and the Myth, Cambridge (MA) 2009-2010
(= “Harvard Ukrainian Studies”, XXXI, 1-4), pp. 195-204..

AN. Kazakevi¢, Poltavskoe srazenie v pamjati Russkoj Pravoslavnoj
Cerkvi, in: O.G. Ageeva (red.), Poltava: K 300-letiju Poltavskogo sra-
Zenija. Shornik statej, Moskva 2009, ss. 313-333.

N. Kizenko, The Battle of Poltava in Imperial Liturgy, in: Poltava
1709: The Battle and the Myth, Cambridge (MA) 2009-2010 (= “Har-
vard Ukrainian Studies”, XXXI, 1-4), pp. 227-269.

G. Marker, Imperial Saint: the Cult of St. Catherine and the Dawn of
Female Rule in Russia, DeKalb 2007.

E. Pogosjan, Petr I — architektor russkoj istorii, Sankt-Peterburg 2001.

V. Proskurina, Mify imperii: Literatura i viast’v epochu Ekateriny 11,
Moskva 2006.

V. Proskurina, Imperija pera Ekateriny II: literatura kak politika,
Moskva 2017.

E.M. Piskova, Pole Poltavskoji bytvy, in: Encyklopedija istoriji Ukrajiny,
v, Kyjiv 2011, p. 321.

O. Sal'nikova, Istorija stvorennja ta rozvytku DerZavnoho istoryko-
kul'turnoho zapovidnyka “Pole Poltavskoji bytvy’, in: Poltavska bytva
1709 roku v istoryénij doli Ukrajiny, Rosiji, Sveciji ta insych derfav:
zbirnyk materialiv Mignarodnoji naukovo-praktycnoji konferenciji,
Charkiv 2009, pp. 412-421.



The Sacralisation of the Battle of Poltava 55

Sergij 1876: Archim. Sergij, Polnyj mesjaceslov Vostoka, 11, Moskva 1876.

Uortman 2002: R. Uortman, Scenarii viasti. Z\/Izﬁ/ i ceremonii russkoj monarchii, 1,
Moskva 2002.

Zitser 2008: E.A. Zitser, Carstvo PreobraZenija: Svjastennaja parodija i carskaja
charizma pri dvore Petra Velikogo, Moskva 2008.

Abstract

Maksym Yaremenko
The Sacralisation of the Battle of Poltava in the Eighteenth-Century Russian Empire

Shortly after its completion, the Battle of Poltava became a key symbol of Russian imperial
ideology. Yet the successful completion of the military campaign in Poltava acquired the status of a
sacred event only in the last decades of the 18" century. In this article I investigate both the reasons
why during Catherine 11’5 reign this military event was granted its own entry in the Church calendar
and the internal and external affairs that encouraged the process of sacralisation of the victory over
the Swedes by the synodal Church. I argue that the analysis of the Poltava victory as a sacred symbol,
which has been largely disregarded by historians, allows us, inter alia, to better assess the mobilising
role of the Church feasts in the 18™-century Russian imperial policy.
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Battle of Poltava; Russian Imperial Ideology; Church Calendar (Menologion); Catherine 11.
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Aeonup TennappeBuy Kagauau

Bstyecaas Banos mexay Aanrte u AuoHHCOM.
Busuonepckuii onpIT moara 1908 roaa
1 pobAeMa TPOHCTBEHHBIX COI030B™

L Maaduwnii cumBornsm’ u BUSHOHAPHAL ICINEMUKA’

Hacrosimasi craThst MOCBSIIIEHA HCTOPHKO-AUTEPATYPHOMY aHAAM3Y MHUPOAOrHYE-
CKOTO U XYAOXKECTBEHHOTIO CybcTpara BUSHOHEPCKOro ombiTa Bsiecaaa FBanosa, ¢ oco-
ObIM BHHMaHHEM K BAUSHUIO 3TOTO OIIBITA HA €r0 MO3TUYECKOE TBOPYECTBO U SKU3HETBOP-
YeCKHe IPAKTUKH (TPOHCTBEHHbIE COKO3BL).

ITponuuareabHslit nccaeaoBareab Tembl MBanos-muctux, [.B. O6arnun npuxoaur
K BBIBOAY O TOM, 4TO TBOPYECTBO [IBaHOBA, KK MAAAOCHMBOAMCTA U IIOCACAOBaTEAs Ba.
ConoBbeBa, MOXET OBITH OTHeceHO K ‘BusnoHapHoit acteruke’ (Wagner-Egelhaaf 1989).
“Ba. CoA0BbBEB, €€ POAOHAIAABHHK B MOACPHU3ME (M B 3TOM CMBICAE, IEPBBIHA ‘MAAAIIMI
CHMBOAKCT ), KAHOHU3HPOBAA OIIBIT BUBHOHEPA B KAQ4CCTBE MaTCpPUAAA AASL AUTCPATyph!
a CUMBOAMCTBI [IPHAQAH BH3HOHEPCKOMY OIIBITY HMCKAIOUUTEABHO CEPbE3HBIH XapaKTep,
a IEPUIIETHSM €rO [IOMCKA, AOCTIDKCHHSIM, yAQ4aM M HEYAQ4aM HA 3TOM IIyTH — CTaTyC OC-
HOBHbIX B AuTeparype” (O6atHuH 2000: 177).

CKAOHHOCTb K MHCTUIIM3MY HEOOBIKHOBCHHO XapaKTepHa AAsi Bsiuecaasa MBano-
Ba. OHa chOpMHPOBAAACH ITOA BAMSIHUEM AHYHO-CEMEHHBIX M COLIHAABHO-KYABTYPHBIX
¢pakropoB. Marp moara, Aaexcanapa Amurpuesna lpanosa (Hpeo6pa>1<eHc1<a;1), KO-
TOpasi OKadaAa Ha pOPMUPOBAHUE AYXOBHOTO OOAMKA CHIHA “BCELICAO OIPEACASIOLICE
BAMSIHHE , “YEPTBI AYLICBHOTO CKA2A2  KOTOPOH OH, IO COOCTBEHHOMY INPU3HAHHIO,
YHACACAOBAA, ‘OblAQ IIAAMEHHO PEAUTHO3HA; ©KCAHEBHO, B TCYCHHE BCCH XKU3HH, Y-
taaa [Tcaatups, 06AUBasICh CA€3aMU; BUABIBAAA B 3HAMCHATCABHBIC JIIOXH BEIHE CHBI U
AQKE HasIBy HIMEAQ BUACHHSI; B )KH3Hb BIASIABIBAAACH C MUCTHYECKUM IIPOHUKHOBCHHEM
(MBanos 2016: 16, 18). MuTepec sxe FBaHOBa K MHCTHKO-330TEPHYCCKUM AOKTPHHAM
(Teocodun, aHTPONIOCOPHH, MACOHCTBY, TePMETH3MY, PO3CHKPEHLIEPCTBY) ObIA IPOAMK-
TOBAaH KPUSHCOM IIO3UTHBUCTCKOIO MHPOBO33PECHHS M TPAAULMOHHOIO KOH$ECCHO-
HaABHOTO CO3HAHUS.

Co6cTBeHHO BUSHOHEPCKHI onbIT VIBaHOBA ObIA MHCIMPUPOBAH IIEPEKUBAHHAMH,
CBSI3aHHBIMU CO CMEPTBIO €rO BTOPOI >XeHbl AMany 3HMHOBbeBOH-AHHMOAA B OKTsIOpe
1907 roaa. IlepBoe siBAcHMe mOKOIHOM >eHbl FIBaHOB mepesxua sumoii 1907 roaa. Hau-

*  Tloapo6Ho o BusnonepckoM ombire FBanosa cm. (O6aTHHH 2000: 35-102); O BAHSAHHH

teocodpxu A.P. Muniaosoii Ha FBanosa B Te roast cM. (Boromoaos 1999: 46-ss).

Leonid G. Kayanidi (Smolensk State University) — leonideas@bk.ru
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6oAce HHTECHCHBHO BUACHHS ITOCEIAAM TI03TA B 1908 TOAY', CHOPAAMYECKH OHH BOSHUKAAH
M TIO3XKe, HAIPUMEP, B 1912 TOAY, BO BpeMs COBMECTHOH xusHu ¢ Bepoit I1Bapcason Bo
®panuun (Ilop 1971: 136).

2. Buaeﬂue Hsanosa xax czmﬁuos aﬂHWOBCKOIZ u Mucmuxo-auoﬂucuﬁcxoﬂ CUMBOAUKU

B nenTpe Hamero BHUMaHUA 6YACT AHEBHHUKOBasl 3amuch VIBaHoOBa OT 15 UIOHA 1908
rOAQ, COAEPIKaIlasi OAHO M3 CaMBIX MU3BECTHBIX M IIHPOKO O6CY>K,A,aCMLIﬁ B UBAHOBOBEAEC-
HHM BHACHHH 103Ta. DTO BHACHHE HEOAHOKPATHO HMHTEPIPETHPOBAAOCH B HCCACAOBA-
TEABCKOH AUTEPATYPE, HO Mbl PUCKHEM IPEAAOXKHUTDH €IO HOBYIO TPAaKTOBKY, KOTOpas, HE
OTMEHAS PEXHUX, AOTIOAHSET U PACIIUPAET UX.

ANAMIO BUACA C OTPOMHBIMH ACOEAMHBIMH KPBIABSIMU. B pykax oHa Acpxasa mblaaromee
cepAlie, OT KOTOPOro Mbl 06a BKycuau: oHa — 6e3 6oan, 51 — ¢ 6oabio ot orus. Ilepea
HaMHM ACKaAQ, Kak OespbIxaHHas, Bepa. Anaus BAOKHAQ €1 B IPYAb OTHEHHOE CEPALIC, OT
KOTOPOTO MbI CAH, 1 OHA OXKHAQ; HO, 00€3yMEB, C KUHXKAAOM B PyKax, HAIIAA2AQ B IPOCTH
Ha Hac o6oux. [Totom BAPyr cMsrdnaacs 1 o6HsAa HAC 060MX U, NPIKUMAsICh K Anany,
ropopuaa po MeHst: “on moit?” Toraa Auaust Bssiaa ce B ce0sl, U 5 yBUACA €€, IIOTAOLCH-
HYIO, B CTEKASIHHO IPO3payHoOii rpyan ee Matepu (VIBaHoB 1974: 772)%.

I'To muenuio ITameasr AaBHACOH, 3TO HBAHOBCKOE BUACHHE €CTh IIEPUPPA3 BUACHUSA
AaHTe, OIMMCaHHOTO B TpeTbell TaaBe KHUTU Hosas musnp: “Ivanov evidently knew this
particular passage of the Vita Nuova closely; in fact he subsequently translated it and made
it the basis of one of his essays on Symbolist aesthetics” (Davidson 1989: 195-197).

Bort nepeBos AQHTOBCKOTO BUACHUSI, HA KOTOPBII YKa3bBaeT AABUACOH U KOTOPBII
cranoButcs B cratbe O 2panuyax uckyccmsea OTIPaBHOM TOYKOH AASL COOCTBEHHBIX MUCTH-
KO-2CTETUYECKHMX KOHIenuit FBanosa:

Y6exaB B yeAUHEHHE CBOCH TOPHULIBL, IIPEAAACS SL AYMAM O MUAOCTUBON; M B Pa3MbIIL-
ACHUSIX O HEH 3aCTUT MCHsI IIPUSTHBII COH, H YyAHOE BO CHE BOSHHKAO BuAcHHe. MHue
CHHAOCB, GYATO 32CTAQAO TOPHHULLY OTHELIBETHOE OGAAKO, K MOXXHO Pa3AUYUTD B HEM 06-
Pas BAAABIKH, YeH BUA YKACHYA OBl TOTO, KTO (0 Ha HETO BO33PETh IIOCMEA; CAM XK€ OH Be-
CEAMTCSL B AUKYET; M AUBHO TO 6b140. V1 MHHAOCE, GYATO CABIILLY €TO TAATOABL, MHE HEIIO-
HSTHbIC, KPOME HEMHOIUX, MEX KOMMH 5 YAOBHA CAOBa: “As BaacTeAuH TBOI . [ Gyaro
Ha PYKaX €ro CILIIICIO BIXKY XKEHY HArylo, €ABA IIPUKPBITYIO TKAHBIO KPOBaBO-2AOI0; H,
BIASIABIBASICh, Y3HAIO B HEH XKCHY GAArOro MpUBETa, TY, 4TO YAOCTOMAQ MCHS B ACHb OHBII
6Aarono>xeaaHust IpUBETHOTO. K1 B OAHOI pyKe, MHHAOCH, OH ACP>KUT HEUTO MBIAAIOICE

1

[Toapo6Ho 0 Busnonepckom onbite Meanosa cm. O6aTHHH 2000: 35-102; 0 BAMSHHH TCO-
copku A.P. Muniaosoii Ha FBanoBa B Te roast cm. boromoaos 1999: 46-5s.

Texcr AHeBHUKOBOI 3anucy VBaHOBa CBepeH M UCIIPABACH 10 PYKOIMCH, IIPEACTABACH-
HOH B PumckoMm apxuse VIBaHoBa u aocTymHOM Ha caiite MccaepoBareabckoro nenrpa Bsiuecaasa

Wpanosa B Pume, cm. UIBHMA3.
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ITAAMCHEM, U 6yATO TOBOPHT CAOBA: “Yspn cepAle tBOE”. U1 HEKOTOPOE BpeMs HpC6bIBaA
OH TaK, a IIOTOM, MHUAOCb, 6yAHA CIIALIYI0, U HEBOAHA €€ TPUHYXKACHUEM BOAH CBOEH,
U HYAMA BKYCHTb OT TOTO, YTO AEPXKAA B PYKE, M OHa €Ad p061<0. ITocae yero Bckope
BECEABE €TO 06paTnAoc1) B FOPHKMI [TAQY; U C IIAQYEM IIOAHSA OH HA PYKH JKEHY, U C HEIO,
MHHUAOCH, BO3AETEA K He6y. A Ha MeHs HaBeAO cue 6OSI3Hb U TOCKY TaKyl0, 4TO ACTKUMH
COH MO HE MOT BMECTHUTD €€, HO OHA PACCESAA €TO, U 5 TPOCHYACS (VBaHoB 1974: 628).

B xommenrapusix k Hosoit susnu Tommaso Kasunu ykassisaer Ha TO, 4TO 06pa3 no-
epaemoro cepana siasiercst “delle pitt diffuse nelle leggende medioevali e procede in parte
da superstizioni popolari, in parte da fatti storici” (Casini 1920: 17). Oanako Aante npu-
AaeT aToMy 0bpasy aaaeropudeckuil cMbica: “’anima sua si fosse compenetrata per forza
d’amore con quella di Beatrice, la quale, sebbene renitente, pur aveva finito per cibarsi del
cuore di lui” (Casini 1920: 17).

Baxeitmnm ncrounnkom obpasa noepaeMoro cepaua B Hosoit scusnu Aneccanapo
N Anxona cuurtaer [liay Ha cmepmo Baaxaya tpybasypa Copaeasi, KOTOPBIHA yAOCTaH-
BaeTCs 4eCTH cTarh npoBoAHuKoM Aante u Bepruaus 8 Yucmuanme. B Ilrave Copaean
COKpYIIAETCs, 4TO BMecTe ¢ Baakarem morubaa Besikast 4eaoBedecKast AOOACCTD, U eAH-
CTBCHHBIH BBIXOA BUAMT B TOM, YTOOBI TPyCAUBBIC OAPOHBI MUTAAKCH cepalieM Daaxara
(D’Ancona 1884: 32). OaHaxko, kak orMedaeT AxoBaHHH Meaoama, A0 AaHTe cepAlLie He
II0€AAAOCD TIPH TAKUX OOCTOATEABCTBAX H C TOH Xe LieAbHo, 4To y Hero (Melodia 1905: 29)°.

ITameaa AaBUACOH COOTHOCUT UBAHOBCKOE BUAECHHUE C AAHTOBCKHM:

The two dreams are remarkably similar. In Ivanov’s dream Lidiya Dimitrievna appears in
place of Amor, holding a glowing (pylayushchee) or fiery (ognennoe) heart which she
consumes part of with Ivanov. Vera, like Beatrice, lies motionless, but revives when the
glowing heart is placed in her breast. In the same way as Dante’s dream seems to indi-
cate that Beatrice is to possess his heart, Ivanov’s dream suggests that Vera will take over
from Lidiya Dimitrievna and rule the poet’s heart (Ivanov was already obsessed with
this thought by this date). Lidiya Dimitrievna’s final gesture — gathering Vera into her
arms — recalls the way in which Amor gathers Beatrice into his embraces, and perhaps in
a similar way hints at the future death of the poet’s beloved (Davidson 1989: 195).

Mrak, AaBHACOH HHTEPIIPETHPYET HBAHOBCKOE BUACHHE CKBO3b IIPU3MY AAHTOBCKO-
rO BUBHOHEPCKOTO OIIbITA, OMUCAHHOTO B 0604 scusnut. Ilpu atom Anaus oroxaectas-
€TCs C AAHTOBCKUM DpocoM, a Bepa — ¢ bearpuue. MccaeaoBareabHuia yTBep>xAaeT, 4To
CMBICA OOOUX BUACHUI OAMHAKOB: AAHTOBCKOE YKasblBacT Ha TO, 4To bBearpuue aoaxHa

> 3aykasaHMe Ha KOMMEHTAPHUH COOTBETCTBYIOILIETO MeCTa U3 FH0604 ycustu npuHOcHM Gaa-
ropaprocts Kpucrune Aanpa u A.b. Hlumkuny.

* Vkaxem, 4To B Aekuusax o Aante, untanHbix FBaHoBeIM B 1921 roay B baknuckom ynu-
BEPCHUTETE, AAHA OYCHb 3HAMCHATCABHAS U 3HAYMMAS B HAIIECM KOHTEKCTE XapakTepuctuka Hosos
HCU3HU KAK MMECHHO BU3HOHEPCKOl KHuru: “Yro ects “Vita nuova’: 6uorpadus AU ommcaHne cum-
Boamdceckux BuacHuit?” (VBanoB 2017: 348).



60 Aeonnd Ienunadvesuy Kasnuou

3aBA2ACTD CepALleM AaHTe, a HBAHOBCKOE — Ha TO, 4TO Bepa saiimer Mecto Auanu u Gyaet
BAQCTBOBATb HAA CEPALIEM TOITA.

[.B. O6aTHUH COAMAAPU3YETCSI C TPAKTOBKOM AaBUACOH AAHHOTO MHCTHYECKOTO BH-
AeHust MBaHoBa, cunTast, 4T0 “noeAaHMe BMecTe ¢ AMAHEH ‘TIBIAAIOIIETO CEPALIA” SIBASICTCS
“npsivoit uutaroit us Hosodi wcusnu Aanre” (O6ataun 2000: 79). A.B. [lnmkun Take
cuutaet, uto “Bstu. VIBaHOB yBHACA BO CHE TO camoe BHAECHME, KOTOpoe omucas AaHTe B
Tperbeii raase Hosort weusny” (Iumkus 1996: 335).

He noaBeprast coMHEHHIO AQHTOBCKHI CAOH BU3HOHepCcKoro ombita MBanosa 1908
IrOAQ, ONIMCAHHBIA AABUACOH, YKXEM, OAHAKO, Ha TO, 9TO BUACHUE U3 F0801 cu3nu He 11o-
KPbIBACT BeCh 00beM HBAHOBCKOTO BUACHHS U HE MOXKET CAY>KUTb CAUHCTBEHHBIM KAKOYOM
K MHTEPIIPETALMU AAHHOTO TEKCTa, TeM 60Aee HEBO3MOXHO CYMTATh €O TEM JKE CAMBIM
BHUACHHMEM, 4TO U y AanTe.

AOCTaTOYHO CPaBHUTH AAHTOBCKOE U HBAHOBCKOE BUACHHE, YTOOBI OOHAPYXUTH He-
CKOABKO MOMEHTOB y HIBaHOBa, KOTOpBIE He MOTYT OBITh YAOBACTBOPUTEABHO HCTOAKOBAHBI
B cBeTe Ho601t ycusnu. Bo-nepsrix, ecan Auaust ecTs TOABKO Dpoc, a He Bearpuue, To oHa
HE MOTAQ BKYCHTb OT OTHEHHOTO CEPALIA, IOCKOABKY AAHTOBCKHIT DPOC €CTh TOT, KTO AA€T
BKYCHTb, a Bearpude — Ta, k10 BKymaet, MexAy TeM FBaHOB onmchIBaeT, 4TO OT OTHEHHOTO
cepALla BKYCHAM U OH, U Auausi. Bo-Bropsix, y AanTe nmaameHemolee cepALie MOHMUMAETCS
KaK IPUHAAACKHOCTD 110372 (“Vapu cepane tBoc”), y VIBaHOB2 e OHO HE IIPUHAAACKUT
Hu Auanu, Hu BstaecaaBy, Ho ecTh HeuTo ObLIee AASI HUX, 4eMy OHM 002 IIPUYAIIAIOTCS, 2
sareM npudamaoT u Bepy. B-rperbux, obpamaer Ha ce6st BHUMaHue, 4TO Y AaHTe npuda-
LIICHHE OTHEHHOMY CEPALLY IPOMCXOAUT TOABKO ¢ Bearpuue, a'y MBanoBa — co Bcemu Tpemst
akTopamu BuacHUs (BstaecaaB 1 AMAMS HEIOCPEACTBEHHO BKYILAIOT CEPALIE, B CAYYaE Ke C
Bepoii a1o cepalie momemmaeTcst BHyTpSb e¢). B-4eTBepThIX, I0CAC IPHYALLCHUS OTHEHHOTO
cepaa y AanTe MeTaMOpO3bl IPOUCXOAAT ¢ DpocoM, a He ¢ bearpuue (papocts cmens-
eTCsl “TOPBKUM IIAQ9eM’, 32 KOTOPBIM CACAYET BosHeceHHe); y VBaHoBa xe pesyabraTrom
MHUCTHYECKOTO MPHUYALICHHS CTAHOBUTCS TIpeobpakenue Bepbl: cHavaAa OHa IPUXOAUT B
SIPOCTB, A 3aTeM yMUPOTBOPsieTcs. [ IprueM, B-ISITIX, IIOCAE ITOTO YCIOKOCHHS IPOHCXO-
AHT coOBITHE, KOTOpOE He uMeeT aHasora y Aante: Auanst 6eper Bepy k cebe u 3akarodaer
eey cebs B rpyan; y AaHTe 5Ke MBI MIMEEM TOABKO BocxuleHHe DpocoM bearpuue Ha Hebo.

AABUACOH He CXBaThIBaeT AMHAMUYECKMH MOMEHT HBaHOBCKoro BuaeHus. OTo-
xAecTBAcHHE Aupnn ¢ DpocoM, a Beps — ¢ Bearpuue He 103BOAsIET YCHUTD ITOCACAOBA-
TEABHOCTb ACHCTBUII B MBAHOBCKOM BUAGHUM. FICXOAST U3 AQHTOBCKOTO KOHTEKCTA OCTa-
€TCsl COBEPILECHHO HEMOHATHO, IoYeMy Bepa, IpuHsB B cebst OTHEHHOE CepAlLie, HAYMHACT
OyICTBOBATH, @ 3aTEM OKAa3bIBACTCS 3AKAIOUCHHOI B CBOCH MaTEpH.

Hrak, 04eBHAHO, YTO HBAHOBCKOE BUACHUE OIUPACTCS HA AAHTOBCKOE, HO HE HCYep-
nbiBaeTcs uM. FIBaHOB CAOBHO AOGABAsIET K AAHTOBCKOMY CyOCTpaTy elje OAHy COCTaBASIIO-
LL1yI0, KOTOPAsl yCAOXKHSICT CIOXKETHYIO CTPYKTYPY U3 FH0601t ycusnu. Ha Haw B3rasip, Takoi
COCTaBASIOIEH BU3MOHEPCKOro omnbiTa VIBaHOBa SIBASIETCS AMOHMCHHCKO-MHCTECPHAAD-
HBLI, opudeckuit Mud o pacrepsannu AMOHKCA TUTaHAMU. B mpeancaoBun K Tpareauu
IIpomemeii VIBanos HasoseT ero “ocHoBonoaoxusiM” (MBanos 1919: XI). M Hapo ckasars,
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9TO Mbl HE OAUHOKH B TAKOH MHTEPIpeTaruu. Tak, B MHOTOKOMIIOHCHTHOH CHMBOAHKE
IIAAMCHEIOIIETO CEPALIA’, OXBATHIBAIOICH TAKKE HHTEPECYIOIIEE HAC MBAHOBCKOE BUACHHUC,
A.B. Iumxun (1996: 340-342) BHAEASET AMOHUCHHCKHE CAOH, KOTOPBIM MOHMMAET aHa-
rOrMYecKu’, KAK CPEACTBO BOCXOXKACHHSI K XPUCTOAOTHIECKOMY CMBICAY: cepalie AnoHmca
€CTb SI3BIYECKUIT IPO06pas xepTBbl XPUCTOBOI.

MucrepraabHO-AHOHUCUICKHE CMBICABI IPOCTYIIAIOT B COOBITUIHOM KaHBE BUACHUSL
Camo orneHHoe cepalie y FIBaHOBa mpeAcTacT Kak AMOHHCHIICKUE CUMBOA. AMOHHCHIA-
CKHMMH SIBASIIOTCSI ACHCTBHSI C HUM CAMHM M ACHCTBHSI, UM CIIpoBoLpoBaHHbie. Ero morao-
LIAIOT MAM BKAGABIBAIOT BHYTPb APYTOTO CYIECTBA. DTO CEPALIE IPOBOLIPYET AHOHHCHIA-
CKOE, MCHAAMYECKOE [IOBEACHHE: “00e3yMeB, ¢ KHH)KAAOM B PYKaX, HAIlAAAAA B SIPOCTH Ha
Hac o6oux”. I TpumMedaTeAbHO TakKe, Ha Halll B3TASIA, YIIOTPeOACHHE “AMOHHUCHIICKOTO” IpH-
9acTHsI “TIOTAOLICHHAS [0 OTHOIICHUIO K Bepe, koTopyro Auaust BMEIaeT B CBOKO IPYA.

> ITameaa AaBHACOH BBIACASIET YETHIPE CAOS B CHMBOAMKE [IAAMEHEIOIIETO cepalia y MBano-
Ba: aHTHYHBIIT (roMepoBcKast AHApOMaxa “C CHABHO OBIOIMMCS cepALieM ), eBaHTeAbCKHIT (BcTpeda
aII0OCTOAOB € BOCKpecIMM XPHCTOM Ha IyTH B DMMAyC, IPU KOTOPOH y CIyTHUKOB XpHUCTa ‘TO-
PAT cepAlia), KaTOAHKO-ANTYprudeckuii (cepana Mncyca n Mapun Kak 3Hak KepTBCHHOH AI06BH)
M AQHTOBCKHII (cepAlie, omascHHOe AKG0BBIO K Bearpuue): “The image of the burning heart is a
typical example of Ivanov’s syncretic use of imagery. It functions on several different levels which all
have one thing in common: the idea of passionate love and its intrinsic connection with suffering
and death. Andromache’s heart beats stronger when she hears of her husband’s death, the apostles’
hearts are set alight by their love of Christ when they hear him speak of the mysteries of death and
resurrection, the hearts of Jesus and Mary are emblems of their suffering love, and Dante’s heart is
consumed with love of Beatrice, intensified by the presentiment of her death. In this way, through
the image of the burning heart, Ivanov succeeds in uniting the worlds of pagan antiquity, Biblical
Christianity, Catholic liturgy and medieval love poetry” (Davidson 1989: 200). B ponoanenue x
nepeunio AaBuacon Maiika BaxTeAb IPUBOAKT elile OAUH TTOATEKCT SMUTrpagUIecKOro AUCTHXA K
kuure Cor ardens c o6pasom naamenemomero cepaua. OxaspiBaercs, 06pas ‘TOCTb 3eMAH SBASCTCS
OTCBIAKOM K cTuxoTBOpenuto Tere Selige Sehnsucht, “a mystical poem on death and resurrection”
(Wachtel 1998: 197). DTOT TOATEKCT yCHAMBACT CEMaHTHKY CAHHCTBA AROBH H CMEPTH, KOTOPOE KaK
Pas M SBASIETCSI SAPOM HBAHOBCKOTo o6pasa.

¢ TepMEHEBTHYECKYIO HACI0 TOAKOBAHHS CMbICAA XYAOXKECTBEHHOIO TEKCTA HA YeThIpeX
CMBICAOBBIX YPOBHSX (6YKBaABHOM, CHMBOAHYECKOM, MOPAABHOM M AHATOTHYCCKOM) pasBUBaA
Aanre B tpakrare [lup. OHa okazasach co3ByyHa FIBaHOBY, KOTOPBII yIIOMHHACT O HEH B YCPHOBBIX
sanucsx (VIBaHOB 1996: 10) U BO BpeMms Ackuuil o AanTe B BakuHCKOM yHUBepcHTeTe B 1921 TOAY
(MBanos 2017: 350).

7 AMOHMCHICKHIT XapaKTep OTHEHHOTO CEPALIA IOATBEPIKAACTCS KAK HAYYHBIMH, TaK U I1O-
srndeckumu Tekcramu Mpanosa. Cp.: “TuTaHbl MOTAOIIAIOT pacTepsaHHbIC YacTH (Ora, TOABKO
cepaie ero, ciacennoe Adunoro ITaaranoit, oocraercest 3eBey, KOTOPBIH €rO IIPOTAATHIBACT: ITO —
poctok 6yaymero AnoHuca, AoaxeHcTByRmero poautbest oT Cemeast” (KBanos 2014: 97); “Cepa-
1ie 5K TBOE OTHEBOE, 3arpeil, HePasACAbHOE cepALie — / 3MHIL, TBOM OTeELl, HOTAOTHA U AHLIOM 9€AO-
Beko1opobHbIM / B Heapax HOuHBIX Boccnsia, 1 Hapek cebst 3eBc Anonucom, / Cam ynopobsics Bo
BceM H3HavaabHOMY 00pasy China” (VBaHOB 1974: 298).
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B cBs13u ¢ MECTEPHAABHOCTBIO HBAHOBCKOTO BUACHH S HC6CSI)IHTCPCCHO MPUBECTH Ha-
OAIOACHHE HTAABSHCKOTO HCCACAOBATEAS IMapuae Yucronu o Tom, uto aeiictBus AaHTe B
BUACHUU U3 0601 yicustu OTCHIAAIOT K TAMHCTBY EBXapucTun:

L’idea del cuore mangiato sia stata ispirata dal mistero dell’Eucarestia. E invero non
racconta il Vangelo che Gesti offri pane ¢ vino agli apostoli collo mistiche frasi: “Accipi-
te, comedite: hoc est corpus meum... Bibite... hic est sanguis meus?” (Sec. Matthaeum,
XXVI, 26-28). E non fu venerato, quantunque molto pitt tardi, il culto dei sacri cuori di
Cristo ¢ di Maria, posti loro in mezzo al petto o in una mano, fiammeggianti di amore
pei loro fedeli? (Chistoni 1903: 74,).

EBxapucruyeckas ceMaHTHKA AAHTOBCKOTO BUACHHS, BOCXOASIIAL, 110 MHeHHIO Yu-
crouu, K kyabTy Cssitoro Cepatia Xpucra u Aesst Mapun, ycuausaercs FBanoBbsiM nmeH-
HO C ITOMOIIbIO MHCTEPUAABHO-AMOHUCHIICKOTO CIOKETA, KOTOPBIH IPOCTYIACT B BUACHUH
1908 roaa u npeacraet y MBaHoBa kak poo6pas KepTBEHHOTO KEHOCHCA (MCTOLICHU)
Xpucra u ranHcrsa [ Ipuyamenmus.

3. Budenue Hearnosa 6 ceeme mucmepuarvro-duonucutickozo memamexcma (nosma Con
Meaamma)

B xuure Hsarnos-mucmux T.B. Ob6arnun moxaswiBaeT, Kak AeToM 1908 roaa Msanos
HaYMHAET OCMBICASITD CBOH BHSMOHEPCKHI OIBIT B I03THIecKOM TBopuectBe (ObarHun
2000: 56-94). MBI mpeaIoAaraem, 4T0 OAHOBPEMEHHO € ITHM LICA M OOpaTHBIH Ipowecc —
SKCTPAIIOASLINS TOITHYECKON 0OPAsHOCTH B BUBHOHEPCKUIA OIBIT. BuaeHue 15 nioHs 1908
roAa IpeACTaBAsieT cO0OII KaK pas Takoi caydail. HemocpeacTBeHHOE, HauBHOE TIepexu-
BaHHE, KAKOBBIM, B CYIIHOCTH, AOAXKHO OBITh BUACHHE, IPOIUTHIBACTCS PA3HOOOPasHbIMU
AUTEPATYPHBIMH M MUCTHYECKHMH ITOATCKCTAMMU, HE TOABKO AAHTOBCKHUMH, HO M AUOHH-
cuiickumu. ‘HauBHocTs B caydae ¢ FIBaHOBBIM BBITASIAMT KK MAKCUMAABbHASI AUTEPATYP-
Hocts (ObaTHUH 2000: 174).

B xoH1e ceHTSOpst 1907 roAa, HE3AAOATO AO CKOPOIIOCTH)KHOH KOHYHHBI AHAMH,
HBaHoB co3paaeT OAMH U3 CaMBIX 3HAYUTEABHBIX CBOUX TeKCTOB — 1oamy Cox Meramna.
Ha mam Bsrasip, aTo npousBepcHHe 3aHHMaeT B TBopuecTBe VBaHOBa KaloyeBOE MecTO,
BO3MOXHO, HE OLICHEHHOE €Ije AOAKHBIM 06pasom. Ee sHaueHHe 3aKAI09a€TCSI B TOM, 9TO
3Aeck VIBaHOB BIiepBBIC B CBOEM TBOPYCCTBE PA3BOPAYHMBACT MUCTEPHAABHO-AHMOHHCHI-
ckyio MuoaoreMy pacrepsaHusi AMOHHCA-3arpesi THTAHAMH, KOTOpas SIBAAETCA (yH-
AAMCHTaABHOH KAaK AASL OpPU3MA — OAHOTO M3 MOIIHCHIINX PEAHUTHO3HO-MHCTHYCCKUX
TEYCHMUIT, B AOHE KOTOPOTo 3Ta MudoaoremMa 06pasoBasack, Tak U Ass VBaHoBa, B ubeM
TBOPYECTBE 3Ta MHPOAOTEMA HCIIOAB3YETCS AAS KOHCTPYHPOBAHHS MHCTEPHAABHO-AUO-
HUCHICKOTO METATEKCTA.

HMcrounnkom cBepenuii Fpanosa mo opduyeckoil TCOrOHMH ¥ AaHTPOIIOTOHUH IAAB-
HbIM 00pa3oM Obiaa MOHOTpadHsi U3BECTHOTO Kaaccudeckas ¢puaosora Asrycra Aobexa
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Aglaophamus®, B xotopoii cobpansl Bce aHTHUHbBIE MaTepraAbl 10 opduamy. [ TepBoe nevar-
Hoe ynoMuHaHue FIBaHOBBIM 0p$UIECKOro MUCTEpHAABHOTO M2 — ABTOKOMMEHTAPHIH K
MHTEPIIOAMPOBAHHOMY VIBaHOBBIM ITMHAAPOBCKOMY 00pasy “TeHb CHa® B CTUXOTBOPCHHU
Pieta us xauru Kopuuue 36e30o1: “I'lo opdudeckomy Mudy, AIoAU BOSHUKAN U3 1Tpaxa Tura-
HOB, HCIICTIICACHHBIX 3€BCOM 32 pacTepsanue u noxpanue Anonuca” (Banos 1971: 861).
Kak nokassiBator koMMeHTaTOpbI KHUTH [10 36¢30aM, VIBaHOB BriepBbIe H3AOKHA MU O
Anonuce-3arpee B AeKUMsIX “DAAMHCKAs PEAMTHS CTPAAIOIEro Oora’, KOTopsle ObIAH
ony6AMKOBaHBI B BUAE LiMKAQ cTaTell B XypHaae “Hosbrit myts” (1904) u “Bonpocsr xwus-
au” (1905) (MBaHoB 2018: 83-84). Hauboaee 11€AOCTHO U CHCTEMHO AUOHUCHIICKO-MUCTE-
PUAABHBIH CIOKET BbIPAXKEH BIIEPBbIc UMEHHO B 11oaMe Cow Mesamna, a 3sateM B TpareAun
IIpomemeii u B ‘3K3ereTH9ECKOM IMPEAMCAOBUHU K HEH.

B AQaHHOM MecCTe HET CMBICAQ M3AAraTh 3TOT MUCTEPUAABHO-AUOHHCHUICKHI CIOKET
IIOAHOCTBIO, TeM GOAee 9TO ITO yke He pas Ob1A0 cAcAaHO Hamu B psiae mybankanmii (Ka-
SHHAHU 2009, 2018, 2019). 3ACh K€ OTMETHM TOABKO T€ MOMEHTBI, KOTOPBIC BaXKHBI AAS
IIOHMMAHMUS MBAHOBCKOTO BUACHUSL.

Meaamir, Mu$UUIECKUIT OCHOBATEAD AMOHUCUICKOTO KYABTa B DAAAAC’, YAOCTAHBACT-
C51 MUCTUYECKOTO MOCBSILCHHUS B HATPAAY 32 TO, YTO OH CITac 3MeH-MEASHHULL. DTO MOCBsI-
LIICHHE TIPOUCXOAHUT BO BPEMs HHHIIMAABHOTO CHA, B XOAC KOTOpOro Meaamin npospesaer
TAMHCTBEHHYIO CTPYKTYPy MHPO3AaHHs. B TpaHCIieHACHTHOI, MeTadusuueckoil cepe
ObITHSL pasBopadnBaeTcs mepBast Muctepusi: Anonuc-3arpeit, coin 3esca u Ilepcedona,
ybuBaetcs cBoumu Oparbsimu — tuTaHaMu. OAHAKO €TI0 CepALIe, CUMBOA €r0 HEUCTpebu-
MOH CYLIHOCTH, CIIACAETCSE 3€BCOM, B Pe3yAbTaTe Yero 3eBC TpaHcPOpMHUpyeTcs: B 3eBca-
AMOH¥MCa, AUK KOTOPOTO IPOCTYIIACT Ha MUCTHYECKOM, acTpasbHOM Hebe. Lleabio Aanb-
HEHIIEr0 KOCMOTOHMYECKOTO MPOLIECCa, B KOTOPOM HEIIOCPEACTBEHHOE Y4ACTHE AOAXKCH
IPUHSATH YK€ TOCBSIIEHHBIN Meaamil, 0ObsIBASIETCSL COCAMHEHHE HEOECHOTO U 3¢MHOTO
HaYaAa, IAOAOM KOTOPOTO AOAXKHA CTaTh dIHpaHust AUOHHCa OOHOBACHHOTO.

B Cue Mesamna pAnoHUCHIICKOE HA9aA0 MPEACTACT KakK GOXKECTBEHHOE U >KEPTBCH-
HOE, 2 TATAaHHYeCKOe — KaK Xpedeckoe. [ I[puMeHeHMe KaTeropuii AHOHHCHIICKOTO U THTa-
HHYECKOTO KaK Pa3 U MO3BOASIET OOBSICHUTH T¢ MOMEHTBI HBAHOBCKOTO BUACHHSI, KOTOPBIE
He IIOHSTHBI B CBETE BUACHHSI AaHTe, onucaHHoOro B Hosoi scuswu.

Anpus u Bsaecaas npuvamaiorcst orHeHHOMY cepally Auosnca: Auaust — 6e3boaes-
HEHHO, TaK KaK OHa HaACACHA 6ECTEACCHOM, AHTEABCKOMN IPUPOAOH (AcOeANHbBIC KPBIABS),
a BsiyecaaB — ¢ 6oabio, B cnay cBoeit teaecHoctr. Craao 6biTh, Bstaecaas u Anpus cra-

¥ Tpya Ao6eka nassan B nucsme x O.A. Illop ot 22 HOA6Ps 1928 T. KHUTO# “IIEHHOCTH HC-

katoanteasHoir” (Konatopusa # dp. 2001: 335).

> “Meaamm, — roBoput Anoaop, — sarec us Ernnra oanmenns, npunuceisacmble AnoHucy,
U npepanue o Goro6opcrse TUTaHOB, U BCIO BOOOILIE CBAIECHHYIO ACTeHAY 0 cTpacTsix 6oros” (VBa-
HOB 2014: 8). Meaamma “[epoAOT CYMTACT IEPBOYYUTEAEM PEAMTHH AHOHHCOBOH U yCTAHOBHTEACM
ee 06psiaoB” (MBaHoB 1923:12).
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HOBSITCSI HOCUTEASIMH AMOHHUCHICKOTO IIPHHIIUIIA: TOAbKO AuAMS — B HebecHOM cdepe, a
Bsiuecaas — B 3emHOI.

Bepa cama o cebe mpeacTacT Kak HOCHTEABHHIJA THTaHMYECKMX dHepruil. Ha aro
HEABYCMBICACHHO YKas3bIBaeT e¢ OYHCTBO MOCAE TOTO, KaK OHA BMECTHAA B ce0sl OTHEHHOE
cepatie. OAHAKO OHA HE OCTACTCSI TOABKO THTAHHYECKUM CyiiecTBOM. C Hell IIPOHCXOAUT
MeraMop¢o3a: GyAyuH IOrAOLICHHON AMAUCH, OHA YCMUPSIETCS U CTAHOBUTCS, Kak U An-
A1, HOCUTECABHUIICH AHOHUCHICKOTO IPHHIIUIIA.

Briepssie Ha npoekiuio cioxera Cra Meramna B BUSMOHEPCKHI OIIBIT, CBA3AHHBIN C
IIOKOMHOM SKeHOM U Mmapdepuieit, ykasaa B.B. ITerpos. ITo MHeHHMIO HccaeaoBaTeAs, “OST
U €ro MOKOMHas >keHa mpepcTtaior 3escoM u Ilposeprnunoit, a Bepa cragasa sxepTBOit —
Auonncom-3arpeem, a satem cepaniem-Baxxom” (ITetpos 2017: 25). IleTpos oToxaecTBASI-
eT, TakuM obpasom, Bepy ¢ Auorncom-3arpeem u cepauem-Baxxom, camoro Fsaxosa — ¢
3escom, a Aupmio — ¢ Ilepcedonoit. C Taxoil TpaKTOBKOH HEAB3SI COTAACUTBCSA. B BHAe-
Hun VIBaHOBa QUKCHPYETCS TOT MOMEHT MHCTEPHAABHO-AHOHUCHIICKOTO CIOKETA, KOTO-
PBIiT pa3BITPHIBACTCS HE B METAGH3UIECCKOM, 4 B MUCTHIECKOH cdepe, ITOCKOABKY HMEHHO
B MHCTHYECKOH cdepe, TAe mpelObiBaeT Meaami, moAydast MOCBSAILICHHE 3MEH-MUCTArOrOB,
peb 3aXOAUT O MHCTHIECKOM Opake MexkAy HeGoM (3eBcoM-AHOHNCOM, XpaHsIUM B cebe
CBIHOBHEE CEPALIC) H 3EMACH, TAOAOM KOTOPOTO CTAHOBUTCS AMOHHUC OGHOBACHHBIHA. DTOT
OpaKk AOAXKCH IPUMUPUTH OBITHIHHbIC AHTHHOMHH:

Dyaer: Ha MaTepHeM AOHE IPOCAABUTCS AHK AMOHHKCA

ITpaBbiM 06AHYBEM — B TOT ACHB, KAK POAUTEAS] AMK H3HEMOJXKET.
DpakoB cBATBIHSA ClIasieT PaspbiB, U BUHY OTPaXKCHbSI

Cmoer, 1 oTyee cepAlie BOIbET AHOHUC OGHOBACHHBIH.

H60 corroBHee cepane B OTLe: U CBEPIIUTCS CAUSHBE

B Tperpem Bac pasayuenssix, o 3esc-Ilepcedpona n XKeprsal...

(MBanoB 1974: 298)

Bepa B BHA€HHU NIPEACTAET B POAU THTAHOB, KOTOPBIE IIOTAOTHAHU cepalie AMOHMCa,
HAM, 9TO TO K€, AMOHHCa, TOTAOIIIEHHOTO TUTAHAMH (B 3TOM CMBICAE I'lerpos npas, Ppuk-
cupys cBsA3b MEXAY Bepoit u AHOHHCOM—?)arpeeM), a Auaus — B poan 3eBca-AHoHHCA,
KOTOPBII YKPBIA B ceO€ MPOIICALIYI0 CKBO3b TUTAHUYECKOE HAYAAO AMOHHCHUIICKYIO CYLII-
HOCTh: Bepa c orHeHHBIM cepALieM BHYTpH caMa okasbiBaeTcs B rpyar Auaun. ITockoabky
Bepa u Auaust B AyXOBHOM CMBICAE CYTb OAHO, MbI ObI ckasaan, Bepa ects amnupuyeckoe
BOIIAOLLICHUE TPAHCLICHACHTHON AMAMH, TO codeTaHne 6pakoM ¢ Bepoit A0AXHO MbICAUTD-
€51 KaK aHAAOT TEYPTHYECKOrO aKTa, C IOMOIIbIO KoToporo FBaHOB yTBep)KaaeT HepacTop-
JKUMYIO CBsI3b HEOECHOTO M 3€MHOTO, AMOHHCHICKOTO U THTaHH4YecKoro. Bepuee Gyaer
CKa3aTh TaK: II0AOOHO TOMy Kak, BMetas B cebst Bepy, Auans yTBepskaaeT AByEAHHCTBO
AUOHUCHHCKOTO U TUTAHHYECKOTO B TPAHCLIEHACHTHOU cepe, Tak VIBaHoB cBouM Opa-
KoM ¢ Bepoii yTBeprkaacT 3T0 AByEAUHCTBO B OMIIMPUYECKOH AeHicTBUTeABHOCTH. VIBaHOB
(3eMHOE, 2 CT2AO OBITh, THTAHMYECKOE CYIECTBO, HO IPUYACTHOE ANOHHCHHCKOMY HaqaAy)
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yepes 6pak ¢ Bepoii Boccoeannsercs ¢ Aupueii. FIBaHOBa B 9TOM cAyYae CACAYET €CAU HE
OTOXAECTBUTD, TO COAUBUTH ¢ AuoHUCOM O6HOBACHHBIM U3 Cra Meramna: ¢ TIOMOIIBIO
6paxa c Bepoil OH AMKBHAMpYET PaspbIB MEKAY HeOECHO-TPAHCIICHACHTHBIM U IMITUPH-
YecKH 3eMHbIM, TOYHEE TOBOPS, CaM TOT GpaK M eCTb CAaKPaAbHbIIL aKT COCAMHEHHS 3€M-
HOro U HebecHoro. A Bepa ectb To camoe cepatie AnoHuca, KoTopoe npebbiBacT 061mHUM
aast 3eBca-Auonuca (= Auauu) u Auonuca obnosaennoro (= Msanosa). Kax Auonuc
OGHOBACHHBIH AOAKEH BOOpath B cehst cepalie 3eBca-Anonuca, Tak KBaHOB A0AKeH cO-
YeTaThCsl ¢ TPAHCLICHACHTHON Auaueil; HO B cepatie Auauu npe6oisaet Bepa, nostomy
COI03 C TPAHCLIEHACHTHOI AMAMEii 06ACKAETCS B IMIMPUIECKOM MHUPE B COI03 ¢ Bepoit®.

4. Budenne Heanosa u cumsosuxa muxpoxocma u maxpoxocma (Con Marepu-Ilyctoinm.
AyxoBHblii cTHX)

OrMeucHHDIN HAMU BbIIIC MOTHB IOTAOLCHUs Bepbl AnAueri, 3aKAI0UeHHS AOUCpH
B MATEPUHCKYIO TPYAb, SBASIETCS OTAMYUTEABHOH OCOOCHHOCTBIO MBAHOBCKOTO BUACHMUS,
He UMEIOIIEN aHAAOTa B AAHTOBCKOM BUACHMH U3 H0601i ycu3ty. DTOT MOTUB BHI3BIBAET B
HaMsTH H3BECTHBIN AyXoBHbII cTux VIBanosa Coxn Mamepu-Ilycmoinu.

“B tBOpueckoM cosHaHuu VIBaHOBA AYXOBHBIC CTUXH — ITO >KaHP, HCKAIOUUTCABHO
CBsI3aHHBIN ¢ 06pasom boropoauust” (TonopKOB 2015: 21). Con Mamepu-Ilycmvinu Toxe
noctpoeH Ha 6oropoanynoit cumsoauke. C Ipeuncroit AeBoii 3aech HKOHOTpadudIecKH
cootnocurcst Marb-IIyctoins. M3 ee cepalia BbipacTaeT KpacHslil nsetok (Xpucroc), ko-
TOPBIH BRIPBIBAETCS PYKOU, IPOCTEPTOU C Heba (XpI/ICTOC CTPAAACT, UCTIOAHSA BOAIO OrTua
nebecnoro). Marp-ITyctoins “ropoko Tyxut, / He 0 60an, o nsete xaseer” (MOTHB naada
Boropoaunpr). ITocae cBoeit cmeptu Marb-I TycThins nomasaer Ha “aasopesoe He60', Tae
COAHIIC OKa3bIBACTCSI CBSTBIM IIPECTOAOM, HA KOTOPOM CTOUT HOTUP, HAA KOTOPBIM KPY>KUT
roay6b ¢ KpacHbIM LBeTKOM. I [pupoaHo-s3braeckas 06pasnocts ([ TycTbiHs, aAbil 1IBETOK)
CMEHSETCS XPUCTHAHCKO-AUTYPTHYECcKOH (IOTUp — AMTYprudeckuii o6pas boropoaunipr,
roay6p — Ayx CBATO#, KpacHbI LIBETOK B KAIoBe roay6s — Xpucroc). B semHom mupe
ITycreias = Marb-cpipa-3eMass” = BOropoauLa IpeACTaeT B MATCPUHCKOM HUIIOCTACH, A B
HebecHoM — kak Hesecra.

0 B, .«
B cBere ckasanHOTrO TpyaHO coraacutscst ¢ TpakroBkoil H.K. Bonenxoii: “Bepa B atom

BUACHMH, KaK U B KHSHH, CKPBITO BpaXXAeOHO npotnBocTout Matepu u VBaHOBY B HX rapMOHHY-
HOM €AMHCTBE; OAHAKO COOCTBCHHOI, OTAMYHOM OT HX, )KU3HH y HEE HET, U B KOHL|C KOHI[OB OHA
- B raasax [IBaHOBa — CAMBacTCs € MaTepbio, COXPAHsLS IIPH 3TOM NOAYHHEHHOE noaokeHune” (Bo-
HerKast 2016: 384). [Ipu Beeil cBoeil paljMOHAABHOCTH TOAKOBaHHE BOHEIIKOH He TOABKO TPEIINT
OTCYTCTBUEM IPOHUIIATEABHOCTH U SMIIATHH, HO M CTPAAAET ABHOH MPEAB3ATOCTHIO U TEHACHITHO3-
HOCTBIO, HE TOBOPSI YK€ O TOM, YTO OHO BCTYIAET B IPOTUBOPEYHE C PIAOM AOKYMEHTHPOBAHHBIX
CBHAETEABCTB O CEMEHHBIX OTHOLICHUSX Mexxay MBanoseim 1 Bepoii IlIBapcason.

" “Cyas mo xoaoccaabHbM pasmepam Marepu-IlycTsiny, ona Hanomuzaer Mats-cpipyio
3CMAIO AYXOBHBIX CTUXOB H HapOAHBIX BepoBanuii” (Tomopkos 2015: 19).
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A.A. TortopkoB moaApobHO pas3bupacT GpOABKAOPHBIE U ATOKPUPHIECKHE UCTOYHHU-
KM MBaHOBCKOTO AYXOBHOTO cTHXa. Boablue Bcero cruxorsopenue FBanosa o6s3ano Cry
Bo20poduype, 0TKyAa B3siTa caMa CHTyauusi CHa, B KoTopoM AeBa Mapust BUAUT POXACHHE
H KpeCTHOE cTpapaHue XpucTa ([epBas 4acTh HBAHOBCKOTO CTUXOTBOPEHHS, B CYLIHOCTH,
CACAYET 32 ADCBHUM AYXOBHBIM CTHXOM, TOABKO ODACKACT MOTUB POXKACHHS, PaCIIATHSI
Xpucra 1 maaga boropoauisr B npupoAHO-CHMBOAHYECKYIO (bopMy).

Oco6eHHOCTBIO TEKCTA SIBASIETCS TO, 4TO B HeM 06pas Marepu-ITycrsinu kak 651 ABO-
HTCS: U3 HEE BRIACASICTCS AYIIA, KOTOPAs ACHCTBYET CAMOCTOSTECABHO, HO IIPH 3TOM SIBASI-
€TCSl YaCThIO €€ AMMHOCTH.

Ymaaaa TyT ¢ AasopeBa Heba
Aasopean?I KaMeHb, GupmsoBmﬁ;
3amapans B GeABI TPYAH, AO CEPALIR,

U saner TsDKEABLIT B CAMOM cepALe.
THroTuT KaMeHb IPyAb, PACIIUPACT;
Csoro AymeHbky 3oseT [TycTbins,
BosabIxaeT cMEPTHBIM BO3ABIXAHBEM:
“Boriau MHe B cepAlie, MAAOE a0,

B moe cepalLie, B Aa30peBBIil KAMCHD;

A yx TeAO MOe KaMeHeeT .

ITowaa Ayma B A230peBbLil KAMCHSB,

A BXoAUT B Aa30peBoe Hebo,

B roay6sie, cBeTabIE YepTOINL.

AAeeTcsi B 4epTOIe IIOCACAHEM,

PoBHO coAHIIe, IPECTOA CBETO3APHBIIH;
Crourt yala Ha CBATOM IIPECTOAC,

A Ha vameil Kpy>XUT 6eABLi TOAYOb,
Aep>KuT roAy6b PO3OB LIBET YEPBACHBII.
Xouer KAUKHYTH Ayura Mars-ITycToimio,
A OHA TYT caMa y IPeCTOAQ,
O6aaucnHas B 6eayio pusy;

“AHech s, — MOABUT, — “He Matb, a Hepecta”.
%1 TOPAMLIEH AyIla K HEH MPUABHYAQ

(VIBaHOB 1974: 465-466)

C paccmaTpuBaeMbIM HBAHOBCKMM BHACHHEM ITO IIPOU3BEACHUE COAMMKACT YETHIPE
nynkra. 1) [Tycreias npeacraer kak Mars (aHasor Aupun), a ee Ayma — kak A04b (“Masoe
4ap0”; aHasor Bepsr). 2) Ayma [Tyctsinm, nopo6H0 Bepe B BuAcHNH, 3aKAI09AETCS BHYTPD
cymecrBa Marepu-Ilycroinu, B ee rpyas. Ilpudem ¢ sTHM OTOXAECTBACHHEM HMAHU B3aH-
MOIIPOHUKHOBEHHEM AyIIH-A0depu 1 Matepu-Ilycteinu cBsizano 3) ymuporsopenue (‘U
TOPAHLICH AymIa K HEll NPHUABHYA2 ), KOTOPOE HCIIBITHIBACT Bepa, OyAydH MOrAOuIeHHOM
CBOCH MAaTepbIo. 4) ITycroins coBmemaer ABe poan — Marepu u Hesecrsl, mopo6uo An-
AUU B BUACHUM.
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Motus BxoxaeHus Aymu BHYTps Marepu-ITycTsinu n 06peTeHust TaM HOBOrO MUpa
(“TTommaa Aymia B Aa30peBbLi KaMeHb, / A BXOAUT B Aa30peBoe He60”) eCTh OAHA M3 MHOTO-
YHCACHHDIX BapUALMI MardCTPaABHOTO AAsl FIBaHOBA MOTHBA OTOXACCTBACHHS MUKPO-
KOCMa U MaKpOKOCMa. DTOT MOTHB SIBCTBEHHO IIPUCYTCTBYET U B BuAcHUM VBanoBa. OH
ACTKO UHTEIPHPYETCS C MUCTEPHAABHO-AMOHUCHICKHUM CIOXKETOM, IIOCKOABKY KaTErOPHU
MaKpOKOCMa M MHKPOKOCMa TO>KACCTBEHHBI AMOHHCHUICKOMY M THTAHHYECKOMY HadaAy
cOOTBETCTBEHHO. IIpU TaKOM yCAOBHH CMBICA MBAHOBCKOTO BHACHUS MOXET OBITH BbI-
paxeH TakuM 06pasoM. MHKpPOKOCM, BMeCTUBLINI MakpokocM (Bstaecaas xak Anonuc
OOHOBACHHBIH, T.€. TAKasI HIIOCTACh AMOHUCHICKOTO HayaAa, KOTOpas, BMeIasi B ceOst TH-
TaHMYECKOE, IPEOOPAKACT €To B 3eMHOI cepe), COBMEIIACTCS ¢ MAKPOKOCMOM, BMECTHB-
wuM B cebst MUKpokoeM (Amaus, sakatovaiomas B cebe Bepy, kak 3eBc-Anonuc, r.e. Takas
MIIOCTaCh AMOHHUCHICKOTO, KOTOpasi, BMelasi B ce0sl THTAHHYECKOE, IIPeobpakacT ero B
TPaHCLICHACHTHOH cepe).

s. IIpobuema mpoticmeennvix co10308 u eusuonepcxuil onvim Heanosa

Buaenue VBaHoBa, AaTHPOBAaHHOE 15 MIOHS 1908 FOAQ, 3aHHMAET OCOOCHHOE MECTO
B €r0 BUSHOHEPCKOM OIIBITE, TOCKOABKY OHO CAEAYET CPa3y IOCAE CMYTHBIX IPU3HAHUI
B 3aPOXKAQIOILEHCST AFOOOBHOII cTpacTy K naadepuue, soouepu Auauu Bepe IlIsapcason:

Tpu HUTH, KaXKETCsI, IPUBSI3bIBAIOT MeHsI K 3eMae. OaHa — obmas HaM ¢ AuAuei — AeAo.
Apyras — OBITh MOXET, HEOOXOAUMOCTD HCIIOAHUTH O3HAMEHOBAHHOE TAHHBIMU U TEM-
HBIMH IPEABECTUAMU 60ABIIIOE, HEOKUAAHHOE, HeBeposiTHOe. B HempecraHHOM OXXH-
AAHUH IEPBBIX UCIIOAHEHHH 3TOrO TAMHCTBEHHOIO 6y,A,ymcro st )KUBY HempectanHo. M
€CTb TPEThSI HUTD — TAYXasl HEYTOAEHHOCTh OAHOT'O EAMHCTBEHHOI'O TEMHOTO M POKOBOTI'O
sxeaanus (VMBaHoB 1974: 772).

DTO OAHO U3 NEPBBIX, €CAU BOOOILIE HE IEPBOE CBUACTCABCTBO 3POTHIECKOTO BACUC-
Hust VIBaHOBa K CBOCH MapdepHLie, 3aBEPIIMBILETOCS B KOHLEC KOHLIOB OPAKOM U POXACHH-
e cbtHa Aumurpust FBaHoBa. DTO COCEACTBO O3BOASIET IOCTABHTh HBAHOBCKOE BUACHHE
B KOHTEKCT €T0 >KU3HETBOPYECKUX PAKTHK, B 9ACTHOCTH TaK Ha3bIBACMBIX TPOICTBEHHBIX
COIO30B.

AapuM cHavara XapakTEPUCTHKY KOHLCIL{MU TPOHCTBCHHBIX COIO30B, a 3aTeM yKa-
’KeM Ha UX CBA3b C BuAeHHeM VIBaHOBA.

[Tpo6aeMe TPOACTBEHHBIX COI030B YACASAOCH BHUMAHHCE B PIAC HBAHOBOBEAICCKHX
ny6aukauuit u nccaeposanuit. Tax, O. Ilop (1971: 94-105) AOHECAa AO Hac BOCXOAsILIEE K
camomy VBanoBy nonnmanue atoro sBacuust. H.A. Boromoaos (2009: 199-206; 1995: 74,
83-84, 95-96), A.b. lumkun (2012: 317-324) u [.B. O6aruun (2000, 2021a, 2021b) omy-
GAMKOBaAH PSIA LICHHBIX APXHBHbBIX MATCPUAAOB, KOTOPBIC IPOAUBAIOT CBET HA KOHKPETHO-
JKU3HCHHbIE 06CTOATEABCTBA $OPMUPOBAHHUS H U3KUBAHUS TPOICTBEHHBIX COI030B. 3Ha-
YHMTEABHAS 9aCTh ITUX CBUACTEABCTB cucTeMatuanposana fO. 306uunniv B Mamepuarax x
aemonuc scusnu u meopuecmsa By, H. Heanosa (2011). O. Illop, M. Muxaitaosoit (2018)
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u E. Bapkep (2003) npuHaAAeKaT HOMBITKH KOHLEITYaABHO OCMBICAUTD KM3HETBOPUC-
ckue npaktukyu ViBanosa n 3uHoBbeBONH-AHHHOAA.

TpoiicTBeHHbIE COIO3BI CBSI3aHbI C ‘GaIeHHbIM NepuoaoM xusHu Vsanosa (190s-
1907). YBacuenue Mpanosa C.M. TopoAeLIKUM IPUXOAUTCS Ha ACTO — OCEHB 1906 T0AQ,
a IIOIBITKA TPOMCTBEHHOIO coio3a ¢ Maprapuroii Cabamuaukosoii-Boaomunoit — Ha
3HMY-BECHY 1907 TOAQ.

Hayaaom rpoiicTBenHOr0 coro3a ¢ Jopoaerkum MoxxHO cunrtarh npusHanue FIsanosa
B MCbME K SUHOBbEBOM-AHHUGAA OT 8 HIOASI 1906 ToAQ:

“OH 6b1A 09aPOBATEACH, U 51 CYACTAMB. [...] Bb1a0 651 GoKecTBeHHO (CAMIIKOM AQJKE CAe-
IUTEABHO AASL ITOH SKUBHH) AIOOHTH Te6st 1 cBOEro IHOMY (MoYeMy He MMEHHO €ro? OH
6pb1a npexpacen)”. C atoro MomeHTa MBanoB HaunHaeT “A06HBaTbCS OT CYABOBI CYACTHS
BTpOeM, [IOAAras B 9TOM SKUBHETBOPYECKOM IKCIICPUMEHTE IIPAKTHYCCKOE ONPABAAHHUE
cBoeit naeu “mucTHIeckoit coboproct” (306HuH 2011: 88-89).

OTOT YTONUYECKHI TPOEKT SABASETCS 3AKOHOMEPHBIM CACACTBHEM MUCTHKO-aHAPXHU-
4eCKUX MUPOBO33PEHYECKUX YCTaHOBOK VIBaHOBA: KPUTHKH HHAUBHAYAAU3MA, YTBEPXKAE-
HUSL COOOPHOCTH KaK OTPXKEHHS HACAAA BCECAHHCTBA B AYXOBHO-001eCTBEHHOM cdepe,
[pU3HAHHE 32 ABI'YCTHUHOBCKHUM TPAHCLICHCYCOM CPEACTBA BHIXOAQ U3 HHAMBHAYAAHCTHYE-
CKOTO YEAUHEHUSI ANYHOCTH K COOOPHOMY BCECAMHCTBY.

WMHaMBHAYaLIUs CTAHOBUTCS OTIIPABHOM TOYKO H HETATHUBHBIM YCAOBHEM AASI TPOH-
CTBEHHBIX COI030B. BKAIOUEHHE TPETHETO AHIA B CEMEIHBIN COI03 OKA3BIBAETCS CPEACTBOM
TpanceHcyca. OCBsIaeT Xe 3TOT TPAHCLICHCYC HACAA COOOPHOTO CAMHCTBA AYILL.

TpaAuuHOHHblﬁ CEMEMHBIIN COI03 IPUHUMAETCS B 9TOM CAyYA€ 32 HCXOAHOE EAUHCTBO,
MOHAAY, U €T0 3aMKHYTOCTb OTOXAECTBASIETCS C IpoLjeccoM HHAUBHAyanun. [ToanoTa ce-
MEHHOTO CYaCThsI OTbEAUHSET AUYHOCTb OT BCEACHCKOI AYXOBHOI OOIIHOCTH, 3aMbIKACT B
cebe. “ABe AyIIH CTaAHM OAHOI AYLIOH. ABYCAUHOM AyILE 3TOH HAAACKHT IIPEOAOACTD HC-
KYLICHHE H IPEABLICHUE CAMOAOBACIOLIEH HacAaauTeabHOH yeannennoctu” (Illop 1971:
97). B muceme ot 2 MmapTa 1907 roaa A.P. Muniaosoit 3uHoBbeBa- AHHHGaA A2eT Hanboace
rAyOOKYI0 MUCTHKO-IICUXOAOTHYECKYI0 HHTEPIIPETALIHIO MACH TPOHCTBEHHBIX COI030B:

OG6pers BHOBD CBOMH MAKUPOXXACHHBIN Opak ¢ BsaecaaBow, st ycTpemasiaa CBOIO CBETAYIO
BOAIO U3XKHTb AO IIOCACAHETO KOHLA AI0OOBD 06074, U 3HAAQ, YTO CLIC U CLIC PACTBOPSTH-
cs1 GyAyT IepeA HaMM ABEPH HAILEro Dpoca IpsMo K bory. Dto npsamoii myTs, sxeprBa Ha
AATapb, TAC J80¢ B COBEPULEHHOM CAVSHUN TICPECTYIAIOT HE70CPeICINEEHHO TPAHb OThCAU-
HeHUS 1 B3BUBaeTCcs AbIM Ipsamo B Hebeca. Ho sxushb moppesasa kopuu y moero Aepesa
JKusHu B TOM MecTe, TA€ U3 HUX BBEPX TAHYACS CTBOA AKOOBH ABonx. M Hacapnaa Apyrue
KOPHHU. DTO BIICPBBIC OCYU4eCMEUAOCH TOABKO TEIICPb, B SIHBAPE ITOTO IOAQ, Koraa Bsraec-
AaB 1 Maprapura moao6uan Apyr Apyra 60AbIOI0 Hacmosuyer a060sbio. M 51 moaobn-
Aa Mapraputy 60ABIIOIO H #acm05144€10 AOOBBIO, IIOTOMY YTO M3 GOABLION, MOCACAHEH
ce FAy6I/IHI>I HPOHI/IK B MCHJI €€ I/ICTI/IHHI)II‘;I CBCT. BOACC HUCTUHHOIO U 601\66 HaCTOJILETO
B Ayxe Opaka TPOMCTBEHHOTO 5 He MOTY cefe IPEACTABUTD, IIOTOMY 49TO IIOCACAHHI Halll
CBET U TOCAEAHSIS HAIA BOASI — TOXKACCTBEHHBI M eAUHBI (BOroMoAoB 1995: 95-96).
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Passurne HHAHMBHAYYMa CB3aHO C TPAHCHCHCYCOM — CHOCO6HOCTbIO BBIXOAHTDH 3a
paMKu CO6CTBCHHOfI OIpPaHHMYICHHOCTH U COIIPHKACATHCA CO CTUXUEU BCCO6H.ICI‘O. rpaHI/ILII)I
6pa1<a AOAKHBI 6bITb, CACAOBATCABHO, PA3OMKHYTBI U AOIIOAHCHBI TPDETBPHUM YACHOM COI03a.

ITorpysxenue B “neaoe u Bceobmee” B[suecaan] M [BanoB] HemocpeacTBEHHO mepexua
B ombITe 6OABLION AIOGBU; OH y3HAA, YTO OOPETCHHE CBOCH AYLIM IIOAYYACTCS ITyTEM
ee OTAQYHM, YTO COOCTBEHHOE ¢ OIIYLIACTCS LIEAOCTHBIM M IIOAAUHHBIM, TOABKO OyAy4H
yTBepxkAcHO B ApyroM. Ho atoro maso: B[suecaas] M[Banos] mumer B 1904 r: — “Ecan
AOOsIIIME YYACCHO OOPEAU APYT APYTa, OHH Y>Ke HE IIPUHAAACKAT TOABKO APYT APYTY . A
Awnpnst Tpebyer: “He Hapo 5KaaeTh TeCHBIX, MHABIX KoAeUueK... Oxeany Aw6Bu — Haim
xoablia aro6sn” (Ilop 1971: 97).

Henonsitasle u cTpaHHble AA COBpeMeHHHKOB VIBaHOBa IOIBITKM PaclpOCTPaHHTH
cOGOpHOCTb Ha c$pepy MHTUMHBIX 9YBCTB U HEPEKUBAHHUM, IOCTPOUTD CEMbIO HOBOIO
THna 6bIAK HE IPOCTO IPAKTUICCKUM SKCIICPUMEHTOM I10 IIPOBEPKE HA “XKUBHEHHOCTD
npomnoseayeMsix puarocoPpckux uaeit. OTKpoBEHHE APYTOTO “5T’; IPU3HAHKE APYTOLO CY-
LIECTBA KaK LIEAOCTH IEPBHYHOM 110 OTHOIICHUIO K cobcrBeHHOMy ‘s Bstu. VBanoB u
A.A. 3unoBbeBa- AHHHGAA HEIIOCPEACTBEHHO IIEPEKHUAU B OIBITE GOABIION AKGBH. |...]
ABoe, IPeOAOACBIINE UCKYLICHHE CAMOAOCTATOYHOH YEAMHCHHOCTH, AOAXKHDI ObIAM 32-
AOXHTb OCHOBBI Gyayero apcersa “Eannoit’, “Beeobmeir” Ao6su (Bapkep 2003: 55-56).

Hrak, 1eAb TPOCTBEHHBIX COI030B HE CCKCYaAbHAsl IMAHCHIIALIMS, HE YTBEPKACHHUE
TEPBCPCUBHbIX IIPAKTHK™, 2 CBOCOOPasHAs AAMIIAACAPOMHUS, AyXOBHAsl dcTadeTa nepeaain
AMOHHCHICKOTO MAAMCHHHKA OT AYIIH K AyIIE, IPAaKTHICCKOE YTBEPXKACHHE HACAAAQ CO-
GOpHOTO BCecAMHCTBA. B 9TOM cMbIcAe 0653aTeABHBIM SACMECHTOM TPOICTBEHHOTO COM03a
AOAKHO OBIAO CTaTb MEAATOTHYECKOE, 00pa30BaTCABHOE BAMSHUC HACTABHHKA Ha AYILIY
TPETbEro YAcHa co03a. k13 Grorpaduueckux AOKyMEHTOB MBI y3HAEM, YTO, ACHCTBUTCABHO,
VBanos otocuacst k [opoaenkomy u CaGaluHUKOBOI Kak K Y4CHUKaM, 00yYaA UX rpede-
CKOMY $I3bIKY, IPABHAAM BepCUUKALIMH U TIPOY.

JKusnersopucckue axcriepumentst Fsanosa ¢ Topoaerxnm u CabamxnkoBoii mpo-
BaanAuch. “Hu ToT, HU APYTOil He CMOTAM 6BITh Ha BRICOTE OCTABACHHBIX 33A24 — YCTPEM-
ACHHOCTH K BbIcIIeMy. [OpPOACLIKHI OKa3aAcs MO-KUTEICKH NpU3eMACH, a MaprapuTa Ha-
CTOABKO CEpbE3HO YBACKAACH VIBAHOBBIM, 4TO CBOCIO HACTOHYMBOI BAOACHHOCTBIO HE Ha
LIYTKY MCITYTaAa €ro, U OH IOCICIINA AOCTATOYHO PE3KO OTCTPaHUThCs oT Hee (Muxaii-
AoBa 2018: 64). OAHaKO HX TAOAOM CTaAa KHHTa cTuxoB KBanosa Opoc (nepBoHavasbHOC
HasBaHUe — 1pu21a6), BBILCAIIAS CHAYAAA OTACABHBIM H3AQHHCM, A 3aTCM BKAIOYCHHAS B
xuury Cor ardens.

12

C.C. ABepHHIIEB XapaKTepU3yeT TPONCTBCHHBIC COIO3bI, KYABTUBHpYeMble B GallleHHOM
ObITY, KaK “9Kcuecc” ¥ “N3KUBAHHUC YTOIUK : “ACAO LIAO O IICHXOAOTMYECKUX KCLIECCAX M CPBIBAX BO-
KPYT' HCKOHHO CHMBOAMCTCKOII IIpOGAEMbI OOILCHMS 1 OOLMHHOCTH, 00 M3KMBAHUH yTOIIUU HEBU-
AAQHHOTO, HEOBIBAAOTO TIPHOAKEHHUSI AACIITOB HOBOH ‘COOOPHOCTH APYT K APYTY, IPH KOTOPOM BCe
CCTECTBCHHbIC MEGKAMYHOCTHBIC AMICTAHIIHH OYATO 651 camu co6oit nedesator” (ABepuHIeB 2001: 80).
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B cruxorsopennu 30d«uii VBanos Hanboace OTKPOBEHHO BBIPAXKACT HACK TPON-
CTBEHHOCTH Al06OBHOTO comsa: “f Gamnio GesymHyro smwkay / Bbicoko Hap Mopokom
xusHy, / [ae TpeM HaM mpeacTaBuTCs BHOBB, / UTO B ApeBHeil cBeTHAOCH oT4H3HE, / Tae
HaMHU [IPOCAABUTCS TPHKABL / B €AMHCTBEHHBIX TUMHAX AI0OOBb. [...] CIIAQBb OrHEXaABIM
nepynom / Tpu sxeptso B aataps tpueaun!” (Banos 1974: 380).

Apxusnbie usbickanus [.B. O6Garanna cBuaereabcTByIOT, 4T0 VIBaHOB CBsI3bIBaA C
3TUM TEKCTOM HACK IPOTHYECKON TporicTBeHHOCTH. Ha 210 yKasbiBaet 1o, 4TO Ha 6eao-
BOM aBTOrpade CTUXOTBOPeHUs 6biaa H300paxeHa Oyksa I' ¢ TuTAOM, KOTOpas 0b03HadaAa
uudpy Tpu, nmst Topoaenkoro u “raaroa” (¢ OTICTANBOI acCOLMALMEH C IYIIKMHCKHM 3a-
BETOM U3 cTUXOTBOpeHus [Ipopox: “raaroaom xru cepata aroaeit”) (Obaruun 2021b: 134).

OauH U3 AeitTo6pasos kuUrKn Ipoc — HOYHOE HeHO, YCHITAHHOE MUPUAAAMH 3BE3A:
“SI — sBespnbIil ce Haa aoHamu / JKenatomux musun!” (Mcmoma, IBaHOB 1974: 379);
Opoc “koHHHIEH MHOroounToi / BeaeT conpsikeHHbIE 3Be3ABI / Y3AaMH ITbIAQIOLINX
y3a” (30duuii, VIBanos 1974: 380); “TopHux cua aukyromemy pesiauio, / Cepaue-rpo6, or-
KAMKHHCH, 1 xuBu!” (Vmemumens, ViBanos 1974: 382). O6pas 3espnoro Heba 0603Ha-
4aeT MHOXECTBO, IPOHU3AHHOE EAUHOM AMOHUCHICKOHN S9HEPTUEMH. 3rtor 06pa3 HPOTATH-
BaeT HUTb MEXAY KHUroi Ipoc u Crom Meramna, tae KOHLEHTPUPOBAHHO HPEACTABACH
MHUCTEPUAABHO-AMOHUCHICKHUI CI0XKeT. B MBaHOBCKOI 930TepHUuecKOil MoaMe B 0OAUKeE
3Be3pHOro Heba mpeacraeT 3eBc-AnOHKC, BOOpaBIIMil B ce6sl CHIHOBHEE CEPALIE IIOCAC
TOTO, KAK UM [IPHYACTHAUCH TUTAHbI:

B mebo rAy60Koe OYHM BIIEPUA 6CCTpeneTHo BEIUN:
AMK HECKa3aHHBIN YBHACA, HAITOAHUBIIHH TEMHOE Hebo.
Ml/IPOO6”bHTHO}O Tyuen KAy6I/IAI/ICb [MAAMEHU-3MHUU
OkxkpecT cBsITOrO YeAa U B 6ecurCACHHBIX 3BE3AAX ropeau,
U coaporanace e Hupa ropsmux myxeit AuneapeHbeM

(VIBaHoB 1974: 298)

3eBc- AMOHHC, KaK MBI YCTAHOBHUAHM, COOTHOCHTCS B BUSHOHepcKoM orbiTe MBanosa ¢
Awnpneit, kax 651 ‘BOnparomeii’ BHyTpb ce6s Bepy (Anonnca-3arpes) u coeannsomeiics ¢
BsaecaaBoM (AMOHECOM OGHOBACHHEIM).

Ornomenns Mpanosa ¢ Auaneit u Bepoii eme npu >KM3HH BTOPOI SKEHBI 110ITA
BOCIPHHHMAAKCH KaK TPOHUCTBEHHBII COI03. 9 aBIyCTa 1907 TOAQ, 32 ABa MecsiLia A0 be3-
BPEMEHHOM KOHYMHBI AMAMH, [10 OyTH B Koxktebean Maprapura Cabamnukosa B 1o-
CACAHHI pa3 HaBecTHAA 4eTy LIBaHOBBIX U OCTaBHAQ BOCIIOMHUHAHME, B KOTOPOM HAa3BaAd
Bepy Tpersum yaeHOM corosa: “Sl uyBcTBOBaAa HEAOOpOXKEAATEABHOE OTHOLICHHUE K cebe
CO CTOpOHBI cTapiuei Aodepu Auaun — Bepol — u ee BocnuTaTeapHusl. Bepa, Bocem-
HAALIATHACTHsIS KpacuBasi OAOHAUHKA, ObIAQ, Ka3aAOCH, TEIIEPb TPETHUM YACHOM COH0O32.
B 3apaBombicanu Bepobr FIBaHOBBI HAXOAMAN TAYOOKYIO MYAPOCTb U BHACAU B HEH ‘Mepy
senteir” (Cabamnukosa 2015: 217-218).
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Crout, 0AHaKO, OTMETHTD, YTO ITO EAMHCTBEHHOE IPSIMOC YKa3aHHe Ha AIOOOBHBI
TpeyroabHHK ‘Bstaecaas — Aupus — Bepa, npuHapaexainee AnLy, AaA€KOMY OT GAUBKOTO
kpyra VBaHOBa, 1 OTHECEHHOE K 3I10XE, 3HAYUTECABHO OTCTOSIIEH OT OIUCHIBAEMBIX COOBI-
Tiit. 3HaHue ux pesyabrara (>keHutsba VBanosa Ha Bepe IlIBapcasoH) MOrao nmoBausTs
Ha MEMYapHCTKY, BbI3BaB Y Hee YOKACHHOCTD B TPOHCTBEHHOM COI03¢, KOTOPOTO He OBIAO.

EAMHCTBEHHBII AOKYMEHT, [IO3BOASIOIHI 3aII0AO3PUTH Y 3UHOBbeBOH-AHHIOAA He-
4TO OOABILIEE, YeM IIPOCTO MATEPUHCKHE 9yBCTBA K Bepe, n OTHOCSIMICS K TOH e JI10Xe,
YTO U OIHCHIBAEMBIEC B HEM COOBITHS, — 3TO AHEBHUKOBAS 3aIIHMCh SUHOBLEBOH-AHHUOAA
OT 21 ABTYCTA 1906 TOAQ. DT 3aIIMCh IIPOIUTAHA YYBCTBEHHOH 9K3aABTAIHEH, BBIXOASIICH
3a PAMKH 9HCTO MATCPUHCKHX YyBCTB: “AO IIOCACAHEH MHHYTBI BCE MBICAH OBIAM TaM, Y
ocraacHHOI Bepsr. S Gb1aa B 1acHy. Passe ato — Matepuncrso? LleaoBaaa rasery, B koto-
PYI0O OHa CBOMMH pyKaMu 3aBepHyAa Mou Ty$an. OHa [IpeKpacHa 1 BHI3BIBACT YBAKCHUE CO
CTPaxOM, U BAOACHHOCTD B KOXKAYIO AMHHUIO, B 3BYK FOAOCA M TH CBETABIC, TOPABIC H IIPsi-
MbIE CTPALIHO [Aa3a, KOTOPbIC HE TOPSIT, HO cBeTATCs (3MHOBbeBa-AHHHGAA 2009: 793).

MBanoBckoe BUACHHUE IS HIOHS 1908 TOAQ, HA HAI B3TASIA, HAXOAUTCS B KOHIICITY-
AABPHOM ITOAE TPOKCTBEHHBIX c01030B. bpak ¢ Bepoit I1IBapcasoH, jxeAaHHOCTb KOTOPOTO
BBIPAXKAETCA KAK HANPSAMYIO, TAK M B BUSHOHEPCKOH popMe, BOCIPHHUMAETCS KaK COIO3
He ABYX, a Tpex. [Ipu atom Bepa BeicTymasa kak 3eMHOe BOIAOLICHHE, CBOcOOpasHast pe-
MHKApHALWS YIICALICH B TPaHCLICHACHTHbIE cepbl Auanu®’, u 6pax ¢ Bepoii cranoBurcs
CII0co60M YTBEPXKACHHUS OOEKAAIOLIECH cMepPTh AI060BHOM cBsi3n ¢ Auaueit. [Toao6HbIit
TPOHCTBEHHBIN COI03 HEAB3SI TOAHOCTBIO OTOXKACCTBUTH C OTHOmIeHUsIMH ¢ Topoaerikum
uan Cabamankosoit. OH sSBASETCS CPEACTBOM IIPEOAOACHHS He MHAUBHAYAL[HH, a CMep-
TH, Pa3ACASIOLICH YEAOBEYECKUX CYILIECTB HA MPEObIBAIOIIMX BO BpEMEHHU U IIPEOBIBAIOIIUX
B BEYHOCTH, HO LI€AD €0 Ta K€ — AOCTH)KEHHE MUCTHYECKOTO BCEEAUHCTBA, HO HE CTOABKO
B AyXOBHO-COIIMAABHOM IIAQHE, CKOABKO B KOCMHYECKOM, TEYPrHIECKOM — BOCCOCAUHEHHUE
TPAHCIICHACHTHO-AYXOBHOTO C IMIMPUYECCKU PECAABHBIM.

Bepy HIBapcason MBanos MucTudecku cBssbBaA ¢ Auaneil 1 MHPOAOTHIECKH OTO-
xaectBasiA ¢ [lepceponoii:

B[staecaas] M[Banos] Buaea B aoouepu Aupann — pooub Aemetpsr, [Tepcedony daeBenn-
ckux muctepuit. CTHXH, KOTOpPBIC OH B PasHbIC [IEPUOABI SKUBHH, obpamaa K Bepe, Ho-
cuau obwee saraasue: “Ee Aouepn” [...] Aerom 1910 1. Bstaecaas] M [Banos] xua B
Hraanu, cobupas MaTepHaabl A KHUTH 0 Anonuce. Bepa npuexasa x Hemy ns Ipernu.
Ona pacckasbiBaaa, Kak satepsiaach B Kopukeiickoii nemepe 1 4yAoM us Hee BbIGpaach:
6Gyaro B camoM Acace [ Tepcedona Ha Bpemst B3siaa ee K cee U OTOM MHAOCTHBO OTITYCTH-

aa (Ilop 1971: 134).

B muceme M.M. 3amstHunoit Bepa IlIBapcason nucasa:

% Cp. sanuch caoB Aupun B AHeBHuKe VIBanosa: “Orer; Boaut B Hac aApyroe. Orery paet

Bockpecenue B Teae MHe. OTel; BOAHT TBoero BockpeceHus B Ayxe. Aap Mot Tebe A04p MOsI, B Hell
npuay — Ora Sempre” (VBanos 1974: 775).
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Bstuccaas mepeHec Ha MCHS, Ha 3EMAC TO 1yBCTBO, KOTOPOE OH MMeA K MaMe. [...] 5T kak-To
IIOYYBCTBOBAAQA 3TO YK€ TOTAQ, 17 OKTAOPSI 1907 KOTAQ, TOTYAC IOCAE cMepTH Mambl, OH
LICAOBAA MCHsI PBIAASL, HO TAaK LICAOBAA KAK 51 HE MOTAA €My OTBEYATh, TAK YTO K COOCTBEH-
HOMy CBOEMY YKACy U H3YMACHHIO MHE Acrde Ob1A0 maakars 6e3 Hero. To ke 9yBCTBO 51
c yxacoM B cebe 3aMeyana U I03XKe, KOIAa Mbl Ob1aM B MOCKBE M OH Takoke B OCTCAH
MEHS LIEAOBAA, HO TOTAQ S €lll€ HE 3HAAA IPUYHHY 3TOTO M OH TOTAQ €Ille MHE HUYETO HE
TOBOPHA U 5 HH 0 9eM He poraabiBasack. (KobGpurcekuit 2007: 339).

B neparuposannoMm muceme Bepor k 6pary Ceprero IlIBapcasony (oTHOCAIIEMCS, OA-
HAKO, K IIEPHOAY IIOCAC POSKACHHSI ChIHA AMMUTPHS) MOTHB TPOHCTBEHHOCTH CBS3H MEKAY
Helo, ee MaTepbio U Bsraecaasom VIBaHOBBIM p0O3By YT HanboACE IBCTBEHHO: “Tak K€, KaK
51 AASLHerO Kak [6b1] mepeaarnast Mamori [AAst] 4TOGbI B M3BECTHOM CMBICAC IIPEACTABASITD
e Ha 3eMAC, 4 OH AASL MCHSI, II0 MOeMy yOexxAeHHI0, HasHaYeH MaMoil, U eAMHCTBEHHBIH
MY>K4HMHa, Ha CBETE, C KOTOPBIM 51 MOTY OBITb, M AQBILIMII MHE C TEX IIOP, KaK MbI COCAMHHU-
AHUCB, CIACTBE, MOCAE TOAOB beckoHeunoi Tocku” (OBGaTHHH 2021a: 133-134.).

Mucruyeckoe otoxaecTBacHue Bepsl ¢ Auaneit orpasurcs Taioke B cruxax VMsano-
Ba, IOMelleHHbIX B KHure Hewcrnas Taiina: Hosocenve'™, Ipumumus. OOmuM AASL STUX TeK-
CTOB SABASIETCSI TPAHCLIEHACHTHBIN o6pa3 TAUHCTBCHHOM >XCHII[MHBI (AI/IAI/II/I), AepKaieit
Ha pykax MaaaeHua (Bepy):

HaeT, u aeacer

B noxpose HespuMoM, Kak B 3b10Ke HeOECHOM, AUTS;
U 6au3xo sicueer,

B 06Am4bH poAMMOM, BOCKPECHOI YABIOKOIT CBETs

(VBanoB 1979: 12)

He Ta Ab 32 HuM, 4be TEAO
IToa aroT AepH Aerao?...
Yo 5 cepalie CHPOTEAO?...
C xaxuMm oHa peGeHKOM
CTouT, B CUSSHbU TOHKOM?
Yro Tak rASIAUT CBETAO?...

(VMBanos 1979: 32)

Mudoaorusanus orsowmenuit ¢ Bepoii, kak nmpoaoskenuem Anaun, — obuee Me-
cro B uBaHOBOBeaeHHH. OAHAKO, KaK IPAaBUAO, pedb HAET 0 Bepe Toapko kak Ilepcedo-

'+ 3arexcrom cruxoTBopeHus Hosoceavs TOXE CTAaHOBUTCs BU3HOHepckuil onbit MBano-
Ba: “BecHomo 1912 1. B[sraecaas] H[Banos] ¢ Beporo, kotopast xaasa peGeHKa, H ¢ AOYCPDIO CBOCIO
Anpneii otnipasuacs B Ilsesirapuio. B nrone onn nepeexaan Bo @pannmio, B Casoiito, mocean-
AWICh B MaACHBKOI BUaAce 6ansb ropoaka Neuvecelle. [...] Bomea B cBoe HoBoe sxuanme B[sraecaas)
/[BaHOB]; 06epHYACS € TOPOTa U YBUAEA: HAET K HeMy AHAMS, yMepIIasi >KeHa €ro — HeT, He yMep-
mast, kuBast. OHa yAbIGaeTcs U Ha IPOTAHYTHIX pykax Aepskut MaaseHna” (Iop 1971:135-136).
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HEC, pCMHKapHAIIUH ACMCTPLI, 9YcM O6’I:HCH$ICTCH CAUHCTBO OGPHAa npu 6pal<ax C AI/I,A,I/I-
el u BCpOﬁ — BEHYaHHE B TOU XK€ LCPKBU B AI/IBOPHO U TEM K€ CBAIICHHHKOM. HO, Kak
BUAUM, 3TOT MPI(l)OAOI‘PISPIpOBQ.HHbIﬂ 6PaK AOITYCKACT U AdXKC TpCGyCT HHTCpHpETAalluK B
CBCTC MI/ICTCPI/IELAI:HO-AHOHHCHﬁCKOFO CIOJKCTA. HaAO CKasaTh, YTO B 3TOM CAy1ac CAKpPaAb-
HO-MI/ICl)OAOFPI‘{CCKI/IfI cTaryc 6pa1<a C BCpOﬂ PE3KO BO3PACTACT, M3 ITOIIBITKH ITIOBTOPCHHU
aHTI/I‘{HO-MI/Iq)OAOI‘I/I‘{CCKOI‘O IMaTTECpHA NpEBpaIasCh B )KI/I3HCTBOP‘{CCKI/II‘;1 aKT C SIBHOH Te-
ypI‘H‘ICCKOﬁ HHTCHIIMOHAABHOCTBIO.
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Abstract

Leonid Gennadievich Kayanidi
Vyaceslav Ivanov Between Dante and Dionysus. The Poet’s Visionary Experience of 1908 and the Prob-
lem of Triple Unions

The article examines the symbolist poet Vyaleslav Ivanov’s visionary experience in the context
of his poetic creativity and life-creating practices. Ivanov’s visionary experience, inspired by the death
of his wife Lidija Zinov’eva-Annibal, was not only reflected in his artistic work, but also influenced
by his poetic imagery. In the vision, Ivanov, together with his winged deceased wife Lidija, commu-
nicates with a fiery heart, and then communicates with Lidija’s daughter Vera, who is then placed in
the heart of her mother. We assert that the vision of Ivanov makes use of not only Dante’s symbolics
(represented in his New Life), but also mystical-Dionysian symbolics, connected to a mythological
story about the tearing of Dionysus-Zagreus by the Titans. This becomes obvious when compar-
ing the poet’s visionary experience with the poem 7he Dream of Melampus, in which for the first
time the mystery-Dionysian plot is most fully expressed. Some of the motifs of Ivanov’s vision are
associated with the symbolism of the macrocosm and microcosm, expressed in the spiritual verse
The Dream of the Desert Mother. The visionary experience of Ivanov is included in the context of
the so-called triple unions — Ivanov’s mystical-utopian project aimed at forming a new spiritual and
social order based on the mystical unity of human souls. The marriage with Vera Schwarzalon, the
desirability of which is expressed in a visionary form, is perceived as a union of not two, but three.
At the same time, Vera acts as the carthly embodiment of Lidija, who had gone into the transcend-
ent spheres. Marriage with Vera becomes a way of establishing a death-conquering love affair with
Lidija and performs a theurgic function: the reunion of the transcendent-spiritual with the empiri-
cally real. The difference from the triple unions with Sergej Gorodeckij and Margarita Sabasnikova
is only that the union with Vera becomes a means of overcoming not mystical disunity, but death.

Keywords

Vyadeslav Ivanov; Lydia Zinovieva-Annibal; Vera Schwarzalon; Sergej Gorodeckij; Margarita
Sabasnikova; Dante; Dionysus; Vision; Triple Unions; The Dream of Melampus; The Dream of the
Desert Mother.
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Piotr Sniedziewski

Gustave Flaubert w Polsce
(dzieje recepcji od 1910 do 1939 roku)*

Sady polskich krytykéw literackich w ostatnich dziesigcioleciach x1x stulecia na te-
mat tworczosci Gustave’a Flauberta nie zawsze byly wywazone, z dzisiejszej perspekeywy
moga si¢ nam nawet wydawa¢ krzywdzace i niesprawiedliwe. Trudno byloby jednak po-
sadzi¢ tych krytykéw o brak zaangazowania — wprost przeciwnie, ich wypowiedzi, czgsto
tendencyjne, silnie zideologizowane, dyktowane byly przez pragnienie walki o okreslone
idee. Dlatego temperatura sporéw wokét Flauberta pod koniec x1x wicku wydaje si¢ nam
tak wysoka'. Zdecydowanie inaczej ksztaltuje si¢ historia recepcji dziet francuskiego pi-
sarza w Polsce na poczatku xx wieku. Emocjonalne zaangazowanie krytykéw wyraznie
woweczas spada, znikaja ideologiczne spory, a ich miejsce zajmuja dojrzalsze préby interpre-
tacyjne, ukazujace skomplikowany $wiat miedzyludzkich relacji w powieéciach Flauberta
oraz ktadace nacisk na literacki warsztat autora z Rouen. Napi¢cie obecne w dziewigtnasto-
wiecznych tekstach krytycznoliterackich zostaje wige zastapione przez ton bardziej wywa-
zony, miejscem sporéw i polemik przestaje tez by¢ prasowa kolumna, a dyskusja przenosi
si¢ na karty esejow oraz wypowiedzi o charakterze akademickim.

Za symboliczny poczatek tego nurtu recepcji mozna uznaé opublikowang w roku
1910 rozprawe Stanistawa Brzozowskiego — Legenda Mtodej Polski, w ktorej autor doko-
nywal podsumowania romantycznej spucizny i calej wlasciwie tradycji x1x stulecia, jej
znaczenia dla wspéiczesnej mu kultury polskiej. W rozdziale zatytulowanym Nazuralizm,
dekadentyzm, symbolizm Brzozowski podkreslal: “Analiza twérczosci Flauberta jest nie-
zmiernie wazna dla kazdego, kto chce glebiej wnikna¢ w psychologiczng istote pewnych
zasadniczych postaw i literackich punktéw widzenia z drugiej polowy x1x stulecia. U Flau-
berta znajdujemy niemal wszystkie te postawy w stanie rozwini¢tym lub zaczatkowym”
(Brzozowski 1983: 332). Okazuje si¢ zatem — i jest to niezwykle oryginalne spostrzezenie
Brzozowskiego — ze Flaubert jest pisarzem, w ktérego twérczodci krzyzuja si¢ dwie tenden-
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Artykutl powstal w ramach projekeu Migdzy zawlaszczeniem a obcoscig. Recepcja twir-
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cje: pierwsza, tradycyjna, wynikajaca z tego, iz autor Pani Bovary byt spadkobierca roman-
tykow, a wige jego tworczo$é tkwita gleboko w wyobrazni poczatkéw x1x stulecia, oraz
tendencja druga, nowoczesna, sprawiajaca, ze jego dorobek stat si¢ fundamentem przemian
w historii powieéci i doprowadzit — obok dziet takich autoréw jak Marcel Proust i James
Joyce — do najwickszej rewolucji w dziejach tego gatunku.

L. Zapomniane ogniwo — prace Heleny Frejlich

Na tym wiasnie tle sytuowa¢ nalezy niestusznie dzi§ zapomniane prace Heleny
Frejlich: napisang po francusku i obroniong na Sorbonie rozprawe doktorska Flaubert
d’apreés sa correspondance, ksiazke Les Amants de Mantes: Flaubert et Louise Colet (1936)
oraz napisany po polsku esej interpretacyjny Gustaw Flaubert. Szkic do portretu (1936)
opublikowany na tamach “Przegladu Wspélczesnego™ Co cickawe, wskazana rozprawa
doktorska ukazata si¢ drukiem w roku 1933, za$ trzy lata p6zniej zostata wyrézniona na-
groda Prix Marcelin Guérin przyznawang przez Académie Frangaise — mozna zatem tyl-
ko zalowad, ze ta ksigzka, cytowana przez badaczy francuskich, wloskich, niemieckich,
angielskich?, niemal zupelnie zniknela z literaturoznawczego horyzontu w Polsce. Tym-
czasem wszystkie prace Frejlich przynosza wiele trafnych spostrzezen, ktére w kolejnych
dziesigcioleciach staly si¢ fundamentem niezliczonych dysertacji pisanych przez réznych
badaczy w jezyku francuskim. Rzecz jasna, na obu francuskich ksiazkach Frejlich odci-
snat swe pietno czas, w ktérym powstawaly — zwlaszcza w rozprawie doktorskiej wyrazne
sa sygnaly zwiazane z pragnieniem odrzucenia dziedzictwa pozytywistycznego. Frejlich
podaje w watpliwo$¢ teorig trzech sit pierwiastkowych gloszona przez Hippolyte’a Tai-
ne’a, sugerujac tym samym, ze ani cztowieka, ani jego dzieta nie mozna opisa¢ w odpo-
wiedzialny sposob, siegajac wylacznie po kategorie plemienia, srodowiska i czasu. Tego
rodzaju lektura staje si¢ nieuchronnie lektura redukcyjna, tymczasem Flaubert — twier-
dzi Frejlich — nie poddaje si¢ takiemu ogladowi ani jako czlowiek, ani jako pisarz: “Flau-
bert, objasniony metoda Taine’a, raz jeszcze wykazatby niedokladnosci i niedociagnigcia
tej metody” (Frejlich 1933: 117)%. Duzo w tym prawdy, czego dowodem s3 stowa samego
pisarza pochodzace z cytowanego przez Frejlich listu do Edmy Roger des Genettes z 20
pazdziernika 1864 roku: “Za pomoca takiego systemu mozna wytlumaczy¢ serie, gru-
pe, ale nigdy osobowos¢, fakt szczegélny, ktéry powoduje, ze si¢ wlasnie jest tym kims”
(Flaubert 1957: 242-243).

Zakwestionowanie metody Taine’a nie jest jednak podyktowane wylacznie przestan-
kami, ktére zwigzane byly z przelomem antypozytywistycznym w literaturoznawstwie
pierwszych dziesiecioleci xx wieku. Frejlich zalezalo na czyms wigcej — pragneta dotrze¢

2

Zob. np. Gothot-Mersch 1991; Spaziani 1960; Dethloff 1997; Levin 1963.

3 W szkicu Gustaw Flaubert. Szkic do portretu Frejlich formutuje podobne zarzuty, cho¢
czyni to w zdecydowanie ostrzejszym tonie, piszac wprost, ze “bledna byta materialistyczna teoria
dziedzicznosci i $rodowiska” (Frejlich 1936a: 76).
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do prawdy o czlowieku i twércey (zob. Frejlich 1933: 390). Prawda ta, dodajmy, wydaje si¢
z dzisiejszego punktu widzenia tak samo zmitologizowana jak legendy, z ktérych badacz-
ka pragneta oczysci¢ pamigé o autorze. Najwazniejsza i najbardziej niesprawiedliwa z tych
legend wydawata si¢ Frejlich ta, ktéra faczyta literacki talent Flauberta z napadami epilep-
sji. Juz pod koniec x1x stulecia prébowano bowiem wytlumaczy¢ geniusz artysty choroba
— wedlug badaczy bronigcych tego punktu widzenia to pierwszy atak padaczki, ktérego
Flaubert doznat 1 stycznia 1844 roku, mial przed nim otworzy¢ drzwi do pisarskiej ka-
riery. Co ciekawe, taki punkt widzenia jest ciagle obecny w historii literatury i medycyny,
co szczegdlowo rekonstruujg miedzy innymi Jean Cambier (Cambier 1996) oraz Tadataka
Kinoshita (Kinoshita 2010). Podobna problematyka pojawia si¢ tez w badaniach polskich
— dla przyktadu Ewa Motta, Zofia Kazibutowska oraz Anna Gotba w artykule znamiennie
zatytulowanym Geniusz i padaczka przywoluja Flauberta, miedzy innymi obok Fiodora
Dostojewskiego i Vincenta van Gogha, jako typ twércy, w ktérym artystyczne uzdolnienia
taczyly si¢ w nie do konica jasny sposéb z epilepsja.

Polskie badaczki podchodza jednak to tego zagadnienia z duzym dystansem — piszac
o ctiologii padaczki u Flauberta, dostrzegaja nieporozumienia oraz naduzycia, obecne
takze w literaturze medycznej. Padaczke Flauberta prezentowano bowiem jako konse-
kwencje¢ guza mézgu (ktdry musialby zatem trwad niemal 40 lat - liczac czas, jaki uptynat
od pierwszego ataku do $mierci pisarza) badz miazdzycy (Flaubert musialby si¢ jej na-
bawi¢ jako dwudziestolatek). Jesli dodamy do tego literackie juwenilia Flauberta, keére
powstaly kilka lat przed pierwszym atakiem, to teza o geniuszu zrodzonym z choroby
stanie si¢ trudna do obrony. Trafna wydaje si¢ tez konkluzja artykutu: “Pytanie, ktére na-
suna¢ si¢ musi kazdemu, kto czyta o chorych na padaczke geniuszach, twércach historii,
brzmi: czy powstalyby wielkie ich dziefa, gdyby nie choroba? Na tak postawione pytanie
chyba jednak nikt nigdy nie zdota odpowiedzie¢” (Motta i in. 2005: 193). W tym kierun-
ku zdazala tez Frejlich w swej rozprawie doktorskiej — nie negowata bowiem istnienia
samej padaczki, lecz daleka byta od stwierdzenia, ze atak ze stycznia 1844 to moment za-
lozycielski mitu Flauberta — wielkiego pisarza*. Albo raczej: tak, to moment zalozycielski
mitu, ktdry niewiele ma wspdlnego z zyciowa prawda. Walczac z jednym mitem, Frejlich
przyczynia si¢ jednak — jakby mimochodem — do podtrzymania badZ nawet wzmocnienia
innego: mitu wielkiego pisarza, autora posiadajacego skrajna, niemal nieludzka $wiado-
mos¢ wlasnego warsztatu, geniusza znajacego najtajniejsze sekrety literatury. Znika badz
przynajmniej wycisza si¢ Flaubert-epileptyk, by petnym glosem mégt przeméwi¢ Flau-
bert-niezréwnany mistrz stowa.

Te whasnie — chcialoby si¢ rzec — rzemieslnicza samo$wiadomo$¢ Flauberta Frejlich
dostrzega w listach pisarza, ktdrych nie traktuje jako drugorzednego $wiadectwa, ale jako
wyraz szczegblnej postawy wobec zycia oraz tworczosci (w artykule Gustaw Flaubert.
Szkic do portretu Frejlich twierdzi nawet, ze korespondencja francuskiego autora “[...] jest

*+ W tym przypadku Frejlich podaza za ustaleniami R. Dumesnila (Dumesnil 190s) oraz
E. Faguecta (Faguet 190s).
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takze dzielem, jedli nie arcydzielem” [Frejlich 1936a: 73]). Pod pidrem polskiej badaczki
listy Flauberta staja si¢ — i jest to jeden z pierwszych przejawéw takiego nastawienia w
badaniach nad spuscizna tworcy Pani Bovary — elementem pisarskiej dziatalnosci, kedry
— cho¢ odmienny - to jednak w niczym nie ustepuje produkeji powiesciowej. Co wigcej,
jest proba wyjasnienia tej wlasnie produkeji: “Korespondencja, w pewnym sensie dzieto
pozaliterackie, jest interpretacja literackiej twoérczosci Flauberta, jej najbardziej odkryw-
czym komentarzem” (Frejlich 1933: 4). Stad krok juz tylko do uznania listéw Flauberta
za szczeglny rodzaj “traktatu estetycznego” (Frejlich 1933: 148), co Frejlich podkresla w
zwiazku z korespondencja pisarza z Louise Colet. Na tym jednak nie koniec, poniewaz
Frejlich — cho¢ skupia si¢ na korespondencji — w istocie domaga si¢ tak zakrojonych ba-
dan, ze bez wickszej przesady mozna powiaza¢ jej badawcze postulaty z metoda stosowana
wspdlczesnie przez interpretatoréw z kregu francuskiej krytyki genetycznej: “Jego [Flau-
berta] literacka aktywno$¢ to wszystkie strony zapisane pidrem, rekopisy, ktore zniszezyl,
nim stworzyt Panig Bovary, niezliczone wersje rozdziatow i gesty las juweniliow, ktore sam
spalil” (Frejlich 1933: 260).

Bardzo podobne obserwacje Frejlich pomiescita we wspomnianym juz przeze mnie
artykule Gustaw Flaubert. Szkic do portretu: “Flaubert wskazuje arty$cie metode twor-
czej nieustannosci, ktdra jest zarazem droga wiecznosci: kaze kresli¢, zacieraé, przepisy-
wad, odpisywaé, poczynaé¢ od nowa” (Frejlich 1933: 72). Dopiero z tego gaszczu utwordw
wylania si¢ prawdziwy Flaubert, uparty rzemieslnik stowa, cyzelujacy w nieskoriczono$é
kazde zdanie. Literacka dojrzalo$¢ oraz samoswiadomos¢ wyrdzniaja tez w przekonaniu
Frejlich Flauberta na tle innych dziewig¢tnastowiecznych powiesciopisarzy — zaden z nich
nie zdobyl si¢ bowiem na tyle wyrzeczen, zaden tak stanowczo nie okreslal natchnienia w
procesie twérczym mianem ztego doradcy, zaden wreszcie nie wyrzekt si¢ stawy i uprzy-
wilejowanej pozycji w mieszczariskim spofeczenstwie. Dlatego proza Flauberta przerasta
inne dziewi¢tnastowieczne dokonania w tym zakresie — autorowi Pani Bovary nie spro-
stali ani Balzac, ani Sand:

W oczach falszywych sedziéw aktywnos¢ Flauberta nie byta zbyt owocna. Jak na ludzka
egzystencje catkowicie poswigcona pisaniu, pét tuzina ksigzek nie wydaje sig ilodcig im-
ponujaca, zwlaszcza gdy poréwnuje sig te raczej skapa plodno$¢ z Balzakiem czy George
Sand. Ale czy u Balzaca albo George Sand, aby wskaza¢ ksiazke zwarta, pozbawiong wad,
wyjatkows, nie trzeba by dokonaé¢ wyboru? (Frejlich 1933: 257)

Ta wlasnie perspektywa okazuje si¢ w ksiazce Flaubert dapreés sa correspondance
kluczowa — trudno bowiem zgodzi¢ mi si¢ z Amélie Schweiger, ktéra twierdzi, jakoby
rozprawa polskiej badaczki miata dzi§ warto$¢ wytacznie dokumentarng i tym samym
nie pozwalala w pelni zbada¢ samych listéw, ich poetyki, ani zastanowic si¢ nad relacja-
mi, istniejacymi mi¢dzy korespondencja Flauberta a jego powiesciami (zob. Schweiger
2012: 9). Otdz nie; bezcennemu wysitkowi dokumentalisty w pracy Flaubert daprés sa
correspondance towarzyszy zaciecie analityczne, ktérego celem jest rekonstrukcja este-
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tycznych fundamentéw pisarstwa Flauberta. Dlatego Frejlich traktuje listy pisarza nie
tylko jako komentarz do jego wlasnej twérczosci, ale réwniez jako ukazanie jej teoretycz-
nych podwalin. Stad uwagi o Flaubercie klasyku i romantyku, stad uderzajace trafnoscia
spostrzezenia, iz dzieta Flauberta tak naprawde nie poddaja si¢ ani zatozeniom poetyki
realistycznej, ani ideologicznym wymogom naturalizmu, stad wreszcie przenikliwe wy-
powiedzi na temat pisarstwa wolnego od biograficznych uwarunkowar oraz na temat
ztozonosci narracji Flauberta.

Jesli juz czynié Frejlich jakikolwicek zarzut, to chyba jedynie ten, ze — pomimo poczat-
kowych deklaracji — nie udato si¢ badaczce zachowa¢ dystansu i unikna¢ mitologizowania.
Owszem, Frejlich ocalifa Flauberta przed redukcyjnymi zakusami metody Taine’a, ale jed-
noczesnie popadta w skrajnos¢, prezentujac autora Pani Bovary jako cztowieka catkowicie
pochlonictego pisarstwem, bez reszty po$wigconego ideatom estetyki “[...] tworzonej w
katuszach sumiennosci” (Frejlich 1936a: 73), “hermetycznego odludka” (Frejlich 1936a:
75) zamknigtego w wiezy z kosci stoniowej oraz tworcg “skazujacego si¢ na dobrowolne
meczenstwo” (Frejlich 1936a: 76) w imig sztuki wykraczajacej poza ludzka przecigtnosé.
Ta tendencja do ulegania najmniej przekonujacym aspektom brazownictwa jest jeszcze
bardziej wyrazista w drugiej ksiazce Frejlich — Les Amants de Mantes: Flaubert et Louise
Colet. Ta praca, ktéra — stosujac miar¢ zaproponowang przez Schweiger — mozna by tym
razem uznac za przyczynkarska badz dokumentalistyczna, grzeszy réwniez naboznym sto-
sunkiem do Flauberta. Oto tytan pracy i intelektu spotyka na swej drodze opieszata, uro-
kliwa, acz niezbyt rozgarnieta kobiete, w ktérej sie zakochuje, sadzac, ze odnajdzie w niej
bratnia dusze, podobnie jak on pragnaca rozméw o literaturze i sztuce. Tymezasem — o
zgrozo! — Colet to, owszem, poetka, w niektdrych kregach nawet przesadnie ceniona, ale
takze kobieta pragnaca mitosci (zob. Frejlich 1936a: 77). A na to Flaubert zgodzi¢ si¢ juz
nie mégl. Ksiazka Les Amants de Mantes: Flaubert et Louise Colet nie jest pozbawiona
swoistego uroku, pojawiaja si¢ w niej przenikliwe uwagi, jednak daleko jej do rozprawy
Flaubert d’aprés sa corvespondance.

Niestety, zadna z ksiazek Frejlich — o czym juz wspomnialem — nie zostala przeto-
zona na jezyk polski, za$ artykut Gustaw Flaubert. Szkic do portretu zostal kompletnie
zapomniany — trudno bowiem uzna¢ za znak pamieci zdawkowe wspomnienie na jego
temat w hasle “La réception en Pologne” przygotowanym przez Renatg Lis i opubliko-
wanym w Dictionnaire de Flaubert (zob. Lis 2017: 1303). Niegdy$ o rozprawie Flaubert
d’aprés sa correspondance wspominal Tadeusz Boy-Zeleniski w artykule Pielgrzymki opu-
blikowanym w roku 1933 na famach “Wiadomosci Literackich” (zob. Boy-Zelenski 1933:
3) — niestety, nie przelozylo si¢ to na wigksze zainteresowanie omawianymi tekstami.
A szkoda, poniewaz prace Frejlich, mimo iz czas powstania odcisnat na nich wyrazne
pi¢tno, wciaz naleza do kanonu rozpraw poswigconych Flaubertowi. Zwlaszcza spostrze-
zenia autorki na temat roli, jaka w Zyciu oraz twérczosci Flauberta odegrata korespon-
dencja, uderzajq takze dzis trafnoécia sadow.
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2. Odkrycie korespondencji Flauberta

Co cickawe, bardzo podobne uwagi sformutowat juz w 1921 roku Jan Lorentowicz w
szkicu Gustaw Flaubert w swej korespondencji, bedacym w istocie oméwieniem pigcioto-
mowego wydania listéw pisarza francuskiego’:

Nie znajdziemy w niej [korespondencji] oczywiscie klucza do twérczosci autora Pokusy
sw. Antoniego. Klucze podobne stanowia najczestsze i najbolesniejsze ztudzenia “przy-
czynkowiczéw”, badaczy wplywdéw i pokrewienistw. Ale w tych pigciu ksiegach zamknie-
to pétwickowe dzieje rozwoju mysli i uczué, ktérym Flaubert z najwickszym wysitkiem
bronit dostepu do swych utworéw. Wydobywa si¢ w nich na jasnie nie tylko jego boha-
terska postawa wobec Zycia, lecz i cala jego, samodzielnie wypracowana, plugiem wia-
snego ducha wyorana estetyka. Listy Flauberta otoczyla dlugotrwata legenda jednego z
najcickawszych zjawisk literackich (Lorentowicz 1921: 32).

Niespetna dziesi¢¢ lat pdzniej, dokladnie w roku 1930, Jan Parandowski doszedt do
podobnych wnioskéw w eseju zatytutowanym Gustaw Flaubert i opublikowanym w “Pa-
migtniku Warszawskim”. W ostatnich akapitach swego tekstu Parandowski podkreslat:
“Ijeszcze jedno pozostato po nim dzieto, ktére, sam o tym nie wiedzac, pisat w ciagu calego
zycia, najbardziej osobiste, pulsujace krwia wszystkich jego dni, Korespondencj[a], jeden
z najcieckawszych dokumentéw ludzkich” (Parandowski 1930: 24). W tym samym czasie
Zygmunt Lubicz-Zaleski oglosit artykut Les Relations polonaises de Flaubert — tekst uka-
zal si¢ najpierw w roku 1931 w 4. numerze “Revue de Littérature Comparée”, rok pdzniej
zostat przedrukowany w autorskiej ksiazce Lubicz-Zaleskiego zatytulowanej Astitudes et
destinées. Faces et profils d écrivains polonais. W pierwszym akapicie tego szkicu czytamy,
ze to wlasnie w korespondencji “[...] osobowo$¢ autora Pani Bovary w cudowny sposéb
objawia si¢ i dojrzewa” (Lubicz-Zaleski 1932: 139).

Nim przejdziemy do nieco bardziej szczegdlowej analizy wskazanych esejow, warto
podkresli¢ jedna, zasadniczg rzecz, ktéra jest charakterystyczna dla tego etapu recepcji
dziet Flauberta w Polsce. Otdz, o czym juz wspominatem, w poréwnaniu z polemikami
toczonymi w polskiej prasie w ostatnich dziesi¢cioleciach x1x wicku wydaje si¢ ona bar-
dziej stonowana, niemal akademicka, traci bez watpienia na zywiotowosci, sady sa bardziej
wywazone; jednoczesnie pojawia si¢ w ramach tejze recepcji zupelnie nowa tematyka, po-
wigzana wlasnie z wydawang wéwczas korespondencjq pisarza, czyli z materiatami, kt6re
Wczes'niej nie byly po prostu dostf;pne. Warto przypomniec’, Z€ pierwsze, CZterotomowe
wydanie listéw Flauberta opublikowane zostato w latach 1887-1893 (bylo ono przedruko-
wywane az do roku 1927), kolejne — tym razem pi¢ciotomowe — ukazalo si¢ w roku 1910,
wydanie trzecie (ponownie w czterech tomach) drukowano w latach 1921-1925, wreszcie

5 Zob. Flaubert 1910. To wydanie korespondencji Flauberta jest bardzo krytycznie oceniane
przez badaczy spuscizny tego autora — M. Winock uwaza nawet, ze jest ono obarczone “powaznymi
usterkami” (Winock 2016: 422).
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ostatnie wydanie przedwojenne, obejmujace az dziewi¢¢ tomdw, udostgpniano czytelni-
kom krok po kroku w latach 1926-1933¢. Dzi¢ki tym dokumentom, kt6rych warto$¢ trudno
przecenié, w studiach nad Flaubertem pojawily si¢ dwie nowe tendencje — przede wszyst-
kim przedmiotem opisu i analizy biograficznej stato si¢ powszednie zycie wielkiego pisa-
rza. Jednak w listach odnaleziono nie tylko sprawozdanie z codziennych trosk i radosci,
ale réwniez swoisty traktat estetyczny, wyktad pryncypiéw, kedrymi kierowat si¢ Flaubert,
tworzac swoje powiesci. Te dwa aspekty wyrazne sg takze w szkicach autoréw polskich
publikowanych w pierwszych dziesi¢cioleciach xx wieku.

Nic zatem dziwnego w tym, ze zaréwno Lorentowicz, jak i Parandowski dostrzegaja
w listach pisarza, po pierwsze, niezwykle bogaty material, bezcenny dokument, dzigki kt6-
remu mozemy podpatrze¢ Flauberta w jego codziennosci. To tutaj odstania nam si¢ czlo-
wiek, czasami powazny, czasami nazbyt frywolny, przywiazany do przyjaciol, troszczacy sie
o matke i siostrzenicg, toczacy dyskusje z wydawcami, czasami chyba zbyt szorstki wobec
Colet, czyli kochanki, z ktdra zwiazal si¢ na wiele lat. Juz chodby z tego powodu trudno
zgodzi¢ si¢ z Piotrem Dunin-Borkowskim, ktéry w artykule opublikowanym roku 1920
na tamach pisma “Krokwie” twierdzit, ze Flaubert “[...] jako prywatny czlowick stara si¢
wyrzec, o ile to tylko mozliwe, kontaktu z zyciem” (Dunin-Borkowski 1920: 15). Nie, zde-
cydowanie tak nie bylo, a eseje Lorentowicza oraz Parandowskiego sa wyraznym glosem
w dyskusji na temat dramatu wpisanego w zycie Flauberta. Sg tez, po drugie, trafng ana-
lizg estetyki, kt6ra autor Pani Bovary nawet w najdrobniejszych szczegdtach i zalozeniach
prezentuje w swej korespondencji. Wedtug Lorentowicza gléwne zalozenia estetyczne
Flauberta koncentruja si¢ wokot czterech nastgpujacych probleméw: obicktywizm (pols-
czony z niechecia do ukazywania wlasnego punktu widzenia w dzielach literackich, zob.
Lorentowicz 1921: 317), zakwestionowanie wagi “natchnienia lirycznego” (Lorentowicz
1921: 36), poszukiwanie “doskonalej harmonii zdania” (Lorentowicz 1921: 37), niezliczone
eksperymenty stylistyczne. Co ciekawe, Lorentowicz, mimo iz usituje zrekonstruowaé teo-
retyczne fundamenty twérczosei Flauberta, nie stroni od uwag, ktére juz wowcezas, czyli na
poczatku lat 20. XX stulecia, skladaly si¢ na literackg legend¢ autora Pani Bovary. Dlatego
Flaubert w eseju Lorentowicza to przede wszystkim kaptan sztuki:

[...] yjawniona w korespondencji historia meczarni literackiej, jakiej Flaubert poddawat
sic dobrowolnie przez cale zycie, czyni z niej lekture wyjatkowa. Kto$ zauwazyl, ze gdyby

¢ Na temat kolejnych wydan korespondencji Flauberta oraz poswieconych jej studiéw zob.

Cléroux 2013.

7 Polski krytyk nie powicla jednak tego spostrzezenia bez zastrzezen. Wprost przeciwnie, w
zakonczeniu eseju okresla obiecktywizm Flauberta mianem pozornego, podaje tez w watpliwos¢ bez-
osobisty charakter powiesci Francuza. Powoluje si¢ przy tym na ustalenia Remy’ego de Gourmonta,
nie wskazujac jednak zadnego tytutu. Jestem przekonany ($wiadezy o tym zbiezno$é sformutowan),
ze Lorentowicz mial w tym przypadku na mysli esej Gourmonta Les curés de Flaubert ogtoszony po
raz pierwszy na famach “Le Temps” (zob. Gourmont 1912), a potem przedrukowany w 1V serii jego
Promenades littéraires (zob. Gourmont 1913).
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religia Pickna miata swych $wietych, w rzedzie najwickszych jej meczennikéw musiatby
stana¢ Flaubert (Lorentowicz 1921: 32).

W ogole rozkosze i meki mitoéci byly Flaubertowi obce; odtwarzat je tylko w wyobrazni.
Jedyna kochanka calego zycia byta mu Sztuka i jej to zbudowat w Croisset oltarz, dla niej
biczowal si¢ codzienng pracg od rana do péznej nocy przez lat trzydziesci bez przerwy
(Lorentowicz 1921: 34).

Flaubert to takze “fanatyk stylu” (Lorentowicz 1921: 37), ktdry nad Panig Bovary, czy-
li swym pierwszym dojrzalym dzietem, pracowal wedlug Lorentowicza dziesigé¢ lat (zob.
Lorentowicz 1921: 37, 39) — tu chyba nadmiar entuzjazmu sprowadzit polskiego eseiste na
manowce, poniewaz Flaubert trudzit si¢ nad Pania Bovary rtéwno dwa razy krécej, czyli lat
pig¢ (doktadnie od lipca 1851 roku do marca 1856 roku). Lorentowicz, z dystansem, choé¢
bezkrytycznie, przywotuje tez histori¢ zwiazang z atakiem epilepsji, dzigki ktdremu rzeko-
mo objawil si¢ literacki geniusz Flauberta (zob. Lorentowicz 1921: 32-33)".

3. Esej Jana Parandowskiego

Bardzo podobna strategia prezentacji charakteryzuje tez zapowiedziany juz przeze
mnie esej Parandowskiego — tekst ten byt zreszta wielokrotnie przedrukowywany? i ustalit
w Polsce na wiele lat sposdb lektury dziet Flauberta, wskazat interpretacyjne ramy, w jakich
postrzega¢ nalezy twdrczos¢ autora Pani Bovary; miat w konsekwencji duzo wigkszy zasieg
i sit¢ oddzialywania niz przywolywane do tej pory rozprawy krytykow z pierwszych lat
xX stulecia. Zagadnienia dostrzezone przez Parandowskiego tak naprawde powielane byly
we wszystkich (niezbyt zreszta licznych) wypowiedziach polskich krytykéw oraz eseistow
przed 11 wojna $wiatowa, a i po roku 1945 sita oddziatywania jego tekstu nie ulegla zasadni-
czym zmianom. Warto zatem szczegdtowo zrekonstruowaé gléwne tezy wskazanego eseju.

Parandowski rozpoczyna swe rozwazania od rekonstrukeji biografii Flauberta. Pod-
kresla wage oraz wplyw, jaki na uksztaltowanie miodego pisarza miata atmosfera rodzin-
nego domu oraz praca ojca, cenionego chirurga w miejskim szpitalu w Rouen. Dalej polski
eseista omawia kolejne etapy rozwoju Flauberta oraz pierwsze proby literackie. W opinii
Parandowskiego pierwsza czes¢ biografii zamyka pomyslnie zdany egzamin maturalny, na-
stgpujaca po nim podréz w Pireneje i na Korsyke oraz podjgcie w roku 1840 studiéw na
paryskim wydziale prawa. W tym samym roku powstaje “pierwszy [...] utwér godny uwa-
gi” (Parandowski 1930: 5), czyli Listopad. Kolejny istotny moment to porzucenie zniena-
widzonych studiéw oraz ucieczka do Croisset. To tu, w malowniczym domu nad Sekwana,
powoli, acz niestrudzenie rodzi si¢ wielki pisarz, “meczennik stylu” (Parandowski 1930: 13)

*  Lorentowicz twierdzi jednak, ze Flaubert nie cierpial na epilepsje, a ataki, ktére go nawie-

dzaly, mialy podloze histeryczne.

> Pierwszy przedruk ukazal si¢ juz rok po publikacji eseju w “Wiadomosciach Literackich”
W roku 1931 tekst Parandowskiego wykorzystano bowiem w charakterze przedmowy do pierwszego
polskiego ttumaczenia L'’Education sentimentale (zob. Flaubert 1931: 5-37).
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i “borsuk z Croisset” (Parandowski 1930: 18), jak go nazywa polski eseista. Parandowski
wspomina tez, rzecz jasna, o zwigzku z Colet, a takze o dwéch waznych podrézach mlode-
go adepta literatury. Pierwsza z nich, moze mato spektakularna i niezbyt daleka, to wypra-
wa do Bretanii w towarzystwie dwczesnego przyjaciela Maxime’a Du Campa. Co ciekawe,
Parandowski nie ogranicza si¢ jedynie do odnotowania tego, niezbyt z pozoru istotnego,
faktu; dodaje, ze owocem podrézy bylo sprawozdanie, ktdre zostato opublikowane juz po
$mierci Flauberta pod tytulem Par les champs et les gréves (1881):

Wréciwszy z widczegi po Bretanii (plecak, laska, notes) zabrat si¢ do spisywania wrazeit
metodg zupelnie rézna od porywéw dotychczasowej tworczosei. Po raz pierwszy owial
go chléd tych dziewiczych obszaréw, na kedrych legnie si¢ wlasny styl ze stow rozpro-
szonych i jakby niepochwytnie dalekich. Byt to dzien tryumfu, gdy pisal do Luizy, ze
spedzit osiem godzin na poprawianiu pieciu stronic, ale ten dzieri odrywal go na zawsze
od $éwiata (Parandowski 1930: 6).

Tu dostrzec mozna przenikliwo$¢ Parandowskiego i doceni¢ trzeba jego erudycje. Pod-
czas gdy zdecydowana wickszo$¢ polskich krytykéw oraz historykéw literatury zaréwno
przed, jak i po publikacji jego eseju odwolywata si¢ wytacznie do najbardziej znanych i cenio-
nych powieéci dojrzalego Flauberta, Parandowski z réwna swoboda pisze o dziefach mniej
znanych, rzadziej ttumaczonych, a przez to ignorowanych przez wickszo$¢ czytelnikéw. Tym-
czasem polski eseista przyznaje co prawda, ze juz w tym czasie wyprawy do Bretanii Flauberta
przesladowat temat zwiazany z Kuszeniem sw. Antoniego, niemniej to whasnie na stronicach
skromnej relacji z podrdzy utrwalone zostaly pierwsze znaczace potyczki ze stylem.

Druga podréz, ktdra wymienia Parandowski, to podréz na Wschéd, odbyta takze w
towarzystwie Du Campa. Ta formacyjna wyprawa, tak istotna w biografiach wielu pisarzy
dziewigtnastowiecznych (do$¢ wspomnieé tu o wedréwkach Chateaubrianda i Nervala),
zrodzila si¢ z zachwytu, pragnienia poznania tego, co egzotyczne, jednak skoriczyta si¢ roz-
czarowaniem:

Wystarczylo, ze $wiat, o ktorym marzyt latami, zblizyt si¢ na odlegtos¢ spojrzenia, by juz
odwrdcily si¢ mysli ku wszystkiemu, co zostalo poza uciazliwg szachownicg potudnikéw
i réwnoleznikéw jego drogi. W bezmiarze kotysat si¢ jeden drobny punke, ktéry rést
w tzach jak w soczewce i przyjmowal bezcenny ksztalt okraglego stolu w pracowni w
Croisset (Parandowski 1930: 8).

Tu raz jeszcze, nim wrocimy do Croisset, warto zatrzymac si¢ i podkresli¢ oczytanie
Parandowskiego — zna on bowiem nie tylko drugorzedne utwory Flauberta, ale réwniez
dzieta mu poswigcone (choéby czgéciowo). Tak whasnie jest w tym przypadku. Do uwag
o zniechgceniu Flauberta Parandowski dodaje jeden drobiazg: “[...] przy drugiej katarak-
cie na Nilu, poprzez ogtuszajacy huk wéd krzyknat oderwane nagle z mrokéw imiona:
Emma Bovary” (Parandowski 1930: 8). Skad pochodza te wszystkie informacje? Zapewne
ze wspomnien, ktore spisat Du Camp i wydal w dwéch tomach pod tytulem Souvenirs
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littéraires (1882-1883). W tomie pierwszym, obejmujacym wspomnienia z lat 1822-1850,
mozemy przeczytaé taka oto relacje:

Gustave Flaubert nie mial nic z mojego uniesienia, byl spokojny i zamkniety w sobie.
Ruch i akcja nie dawaly mu przyjemnosci. Cheiatby podrézowad, lezac na tézku i nie ru-
szajac si¢ weale, widzie¢ krajobrazy, ruiny i miasta przesuwajace si¢ przed nim jak ptétno
panoramy, ktéra rozwija si¢ mechanicznie. W pierwszych dniach po naszym przyjedzie
do Kairu zauwazylem jego zmeczenie i znudzenie; ta podréz, ktérej wyobrazenie tak
dlugo pielegnowal i ktérej realizacja wydawata mu si¢ niemozliwa, nie dawata mu satys-
fakcji. Bytem bardzo szczery i powiedzialem mu: “Jesli cheesz wréci¢ do Francji, dam ci
mojego shuge, by ci towarzyszyl”. Odpowiedzial: “Nie; wyjechalem i dojade do korica;
wyznacz trase, a udam si¢ za toba: niewazne w prawo czy w lewo”. Swiatynie zawsze wy-
dawaly mu si¢ takie same, krajobrazy podobne, meczety — blizniacze. Nie jestem pewien,
czy na Elefantynie nie tesknil za Igkami Sotteville i nie myslat o Sekwanie, spogladajac na
Nil. Na File szukat chlodu w jednej z sal wielkiej $wiatyni Izydy, aby przeczytaé Gerfauta,
kedrego kupit w Kairze.

Wspomnienie matki ciagneto go do Croisset; ciazyto mu niepowodzenie Kuszenia sw.
Antoniego; bardzo czgsto wieczorem na naszej todzi, gdy woda rzeki uderzata o burte,
a gwiazdozbiér Krzyza Potudnia blyszczal migdzy gwiazdami, dyskutowali$my o tej
ksiazce, keora byta tak droga jego sercu; poza tym zajmowata go przyszla powies¢; mo-
wil mi: “Mam na jej punkcie obsesj¢”. Posréd pejzazy afrykanskich marzyt o krajobra-
zach Normandii. Na skraju Nubii Dolnej, na szczycie Djebel-Aboucir, gérujacym nad
druga katarakea, kiedy obserwowali$my, jak Nil walczy z iglicami czarnych granitowych
glazéw, zawotal: “Znalaztem! Eureka! Eurcka! Nazwe ja Emma Bovary” i kilkakrotnie
powtdrzyl nazwisko Bovary, smakowat je, wypowiadajac bardzo krétkie o (Du Camp
1882: 480-481)".

Wyglada to nawet trochg jak literacka pozyczka, ktérej Parandowski nie splaca tak do
konca, poniewaz w ogdle nie ujawnia zrédel, z ktérych korzystal, redagujac swoj esej. Mo-
zemy si¢ wigc tylko domyslaé, gdzie szukal wiedzy na temat biografii autora Pani Bovary.
A przeciez wszystko si¢ tu zgadza: szybko stygnacy entuzjazm Flauberta, obsesja zwigzana
z negatywnie oceniong przez przyjaciol pierwsza wersja Kuszenia sw. Antoniego, wreszcie
druga katarakea i pisarska epifania. Co jednak istotniejsze, rozwazania te prowadza Paran-
dowskiego ku nast¢pujacemu stwierdzeniu:

Podréz na Wschéd zamkneta miodosé. Mial lat trzydziedci i odtad historia jego zycia
jest historig jego ksiazek. Odgrodzil si¢ od $wiata namietnoscia poryweza i nieuste-
pliwa, wszedt w zawdd pisarza jak w regule twardego zakonu. Zdawato si¢, ze dom w
Croisset zwiazal si¢ na nowo §lubami jak w czasach, kiedy nalezal do mnichéw opac-
twa w Saint-Ouen. Wszystko bylo przygotowane dla pracowitej samotnosci (Paran-
dowski 1930: 8).

10

Na temat epizodu, ktéry mial miejsce przy drugiej katarakcie, zob. Molk 1984: 264-277.
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I tu w eseju Parandowskiego pojawia si¢ jego drugi — obok rekonstrukeji biografii
Flauberta — fundament, a jest nim refleksja nad pisarskim warsztatem samotnika z Croisset.
Warsztat ten najlepiej za$ przedstawi¢, odwolujac si¢ do trzech zasadniczych elementéw:
stylu, kompozycji oraz pojecia literatury nicosobistej. Wedtug Parandowskiego najbardziej
charakterystyczng cecha warsztatu pisarskiego jest troska o styl, czyli trafny dobér stéw po-
laczony z ich odpowiednim ulozeniem w calym zdaniu. To trud, ktéry spedzat Flaubertowi
sen z powiek, poniewaz twérca usitowal nie tylko celnie odda¢ rzeczywistos¢, odwzorowaé
jaw dziele sztuki, ale réwniez zado$¢ uczyni¢ autorskiej intencji, keéra legta u podstaw tego
dzieta. Praca nad stylem nie byla zatem dla Flauberta wylacznie formalnym przedsiewzie-
ciem, ale angazowala go w proces tworzenia, stanowila swego rodzaju pi¢tno, po ktérym
rozpozna¢ mozna reke tworcy. Co wiecej, Flaubertowi zalezato nie tylko na leksykalnej
Scistosci, taczyl bowiem stowa zaréwno przez wzglad na istote opisywanej rzeczy badz zja-
wiska, jak i na harmoni¢ zdania: “Znalezienie wlasciwego stowa, tryumf zawsze wielki i
radosny, nie wystarczato. Harmonia zdania mogla je odrzuci¢, mogla si¢ zwichna¢ na nie-
przewidzianej zadrze. Nadciagata nowa tajemnica: rytm prozy” (Parandowski 1930: 9).

Tak w najbardziej ogélnych zarysach Parandowski widzi wysitek Flauberta, ktére-
go celem jest stworzenie doskonalej kompozycji, w ktérej niczego nie mozna by usuna¢
ze stratg dla calodci dziela: “Szukanie wlasciwego miejsca dla zdania lub chocby dla zna-
miennego wyrazu stawalo si¢ dtuga pielgrzymka wéréd kompozycji ustgpu” (Parandowski
1930: 9). Strona dobrej prozy to dla Flauberta odpowiednik solidnie wzniesionego muru,
w ktérym nie mozna juz ruszy¢ ani jednej cegly, poniewaz caloé¢ grozitaby rozpadem. Do-
skonale ilustruje to anegdota, ktérg Parandowski przytacza za Maupassantem (zrédlo nie
zostato doktadnie wskazane, ale chodzi o esej Maupassanta opublikowany w roku 1884
jako przedmowa do wydania korespondencji Flauberta i Sand, zob. Maupassant 1884: LxV-
-LxvI1). Otdz po skoniczeniu Prostoty serca Flaubert zaprosilt swych przyjaciol, by wzieli
udziat w glosnej lekturze tekstu. Stuchacze byli pod wrazeniem, cho¢ przyznawali, ze nie-
dtugi, dziesieciowierszowy fragment, w ktdrym bohaterka utworu myli papuge z Duchem
Swietym, wydaje im si¢ chybiony, zbyt kunsztowny w polaczeniu z prosta, wiejskg umysto-
woscig bohaterki. Flaubert przyznal im racje i zabrat si¢ do poprawienia fragmentu - po
nieprzespanej nocy i dwudziestu pokreslonych kartkach doszedt jednak do wniosku, ze nic
zrobi¢ nie moze, poniewaz najdrobniejsza zmiana doprowadzitaby do zaburzenia harmonii
zdania. Autor Trzech opowiesci dazyt bowiem do doskonatosci tam, gdzie inni dostrzegali
jedynie ciag stéw, ktére mozna w dowolny sposéb poddawaé przerdbkom. Idea tekstu do-
skonalego zaktadata tez usuniecie wszelkich znakéw obecnosci autora, jego przemyslen,
przygodnych emocji — dlatego ideat stylu i kompozycji faczy si¢ w przypadku Flauberta z
idealem literatury nicosobistej: “Pisarz powinien si¢ tak ukry¢ w dziele, by nie zostalo §la-
du jego uczu¢, przekonan, skfonnosci, by zaden zwrot nie zagral osobistym wzruszeniem,
powinien po prostu znikna¢ i nie bytoby juz nic dziwnego, gdyby w przysztosci zwatpiono
0 jego istnieniu” (Parandowski 1930: 11). Parandowski jest mimo to $wiadomy, ze postulat
literatury nieosobistej to jedynie idea, ktdra nie zawsze moze by¢ w pelni zrealizowana —
do$¢ powiedzied, ze juz w pierwszej dojrzalej powiesci, czyli w Pani Bovary, Flaubert jest
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obecny od poczatku do korica: “Historia Emmy ztozyta si¢ z przygdd jego whasnej duszy”
(Parandowski 1930: 12). Nieco dalej Parandowski dorzuca: “Sam wiedzial [Flaubert], ze si¢
rozlewa w tym dziele [w Pani Bovary] naksztalt Boga panteistéw” (Parandowski 1930: 12).

Ukoronowaniem wszystkich poszukiwan Flauberta jest wlasnie Pani Bovary, w ktérej
Parandowski widzi dzieto doskonate:

Nie bylo dotychczas powiesci o tak czarujacej kompozycji, o tak wybornym opracowa-
niu szczegdléw, a historii stylu przybyla nowa karta. Dzi$, z odleglodci 80 lat, ktdre w
kazdej literaturze zgromadzily rzeczy bedace jej stuszng duma i stawa, Madame Bovary
pozostaje, czym byta w dniu swego pojawienia sig: pierwsza powiescia $wiata (Paran-
dowski 1930: 15).

4. Pierwsze eseje interpretacyjne i sugestie komparatystyczne

Esej Parandowskiego, jak wspomnialem, okazal si¢ niezwykle wpltywowy — zawazyt
bowiem na ksztalcie recepcji twoérczosci samotnika z Croisset na wiele dziesiecioleci, a i
dzi$ trudno byloby umniejszaé jego znaczenie. Trochg szkoda, ze inne (nieliczne) rozwaza-
nia z tego samego czasu popadly w zapomnienie, cho¢ uwagi ich autoréw byly réwnie prze-
nikliwe, a moze nawet trafniejsze od niektérych spostrzezen Parandowskiego. Mam w tym
przypadku na uwadze dwa artykuly. Pierwszy z nich dotyczy calej literackiej i biograficznej
spuscizny Flauberta i cho¢ jest zdecydowanie mniej obszerny od rozwazan Parandowskie-
go, uderza przenikliwoscia i trafno$cia saddéw — to tekst Benedyktyn z Croisset opublikowa-
ny przez Wactawa Rogowicza w roku 1930 na famach “Wiadomo$ci Literackich” Artykut
drugi to préba drobiazgowej analizy Pani Bovary — wyszta ona spod pidra Wiodzimierza
Topolinskiego i ukazata si¢ pod tytutem Realizm Gustawa Flanberta w powiesci “Pani Bo-
vary” w roku 1916 w “Pro Arte et Studio”. Co cickawe, szkic Topolinskiego jest whasciwie
jedyna interpretacja arcydziela Flauberta, jaka ukazata si¢ w prasie polskiej przed wybu-
chem 11 wojny $wiatowej.

Zacznijmy jednak od oméwienia artykulu Rogowicza, ktéry (cho¢ chronologicznie
pozniejszy od interpretacji Topoliniskiego) wpisuje si¢ w model recepcji stworzony przez
Parandowskiego — mam na mysli kompozycje tekstu krytycznoliterackiego, ktéry z jednej
strony podejmuje zagadnienia biograficzne, z drugiej za$ podsuwa czytelnikom ogdlne re-
fleksje na temat wybranych utworéw. Rogowicz, ceniony thumacz Flauberta, jest doskonale
$wiadom, ze juz pod koniec X1X wicku uksztaltowal si¢ mit eremity z Croisset (nie bez
powodu tytuluje swoj tekst: Benedyktyn z Croisset, za$ w jednym z akapitéw nazywa au-
tora Pani Bovary “benedyktynem pracy pisarskiej” [Rogowicz 1930: 2]), mimo to odnosi
si¢ do tego wyobrazenia z duzym dystansem. Nieufnie podchodzi tez do sformutowania
“meczennik literatury”, wskazujac, ze Flaubert, wzglednie niezalezny finansowo i wolny
wewnetrznie (nie poszukiwal bowiem ani poklasku, ani zaszczytéw), poswiecit si¢ temu,
co dawalo mu rado$¢, cho¢ wymagato wiele trudu i wyrzeczen: “Flaubert, fanatyk pracy
pisarskiej, nagle, przy biurku, oderwany od niej apopleksja so lat temu, 8 maja 1880 r., byt
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szezgdliwy” (Rogowicz 1930: 2). To cickawe, poniewaz faktycznie bardzo rzadko nazywa sig
Flauberta pisarzem spetnionym, zadowolonym ze swojej pracy, czy wreszcie — szcz¢sliwym.

Dalej Rogowicz podejmuje zagadnienia zwiazane z ideatem obiektywizmu, bliskim
Flaubertowi, ktdry przeciwstawial si¢ egocentrycznym i przesadnie lirycznym romanty-
kom. Polski autor odnosi si¢ réwniez — podobnie jak Parandowski — do kwestii literatury
bezosobowej, choé czyni to w sposdb nieufny i punktuje stabosci tej teorii:

Profesorski mézg Fagueta [...] wykrytym u Flauberta dogmatem literatury bezosobowej
zamurowal sobie dostep do podziemnych chodnikéw tej uczuciowosci. Tymczasem ilez
jest arcyludzkiego wspélczucia w pozornie obicktywnym stosunku autora do biednej
Emmy Bovary, do nieszczesnej céry Hamilkara — do tych dwoch ofiar mitosci, uczucia
odmiennie tu i tam, ale nieuchronnie tragicznego (Rogowicz 1930: 2).

Rogowicz trafnie diagnozuje w tym przypadku ulomnos¢ jednego z mitéw, kedre od
poczatku XX stulecia narosty wokot postaci Flauberta. Zwyklo si¢ bowiem twierdzié, ze
narracja Flauberta jest pozbawiona wszelkich aspektédw osobistych, ze nie ma nic wspélne-
go z biograficznym doswiadczeniem autora, wreszcie — ze w zaden sposob nie ujawnia jego
ocen. Rogowicz wskazuje Emile’a Fagueta, swego czasu wplywowego krytyka literackiego,
jako jednego z twércow i promotoréw pojecia “literatury bezosobowej’, zastosowanego
do analizy tworczoéci Flauberta. Rzeczywiscie, w roku 1899, Faguet opublikowat studium
zatytulowane Flaubert, w ktérym odnajdujemy przywolany przez Rogowicza fragment,
méwiacy o “dogmacie literatury bezosobowej” (Faguet 1899: 184). Oto Flaubert porzuca
romantyczne pragnienia, zgodnie z ktérymi dzieto jest ekspresja uczu¢ autora, nie inter-
weniuje oraz nie ocenia postgpowania stworzonych przez siebie postaci — on po prostu
maluje $wiat, nieustannie trudzac si¢ nad stylem. Polski krytyk nie godzi si¢ na taka per-
spektywe, dostrzega bowiem w utworach francuskiego pisarza co$ wigcej niz tylko jalowa
prace stylisty — jakby na przekor Faguetowi, Rogowicz twierdzi, ze wlasnie w tej pracy daje
si¢ dostrzec osobiste zaangazowanie, innymi stowy — styl jest znakiem obecnosci autora.

Dalej Rogowicz opisuje posiadtos¢ w Croisset, relacje Flauberta z siostrzenica Ka-
roling oraz zwiazek z Colet — ta cz¢$¢ szkicu ma charakter wylacznie popularyzatorski.
Najmniej uwagi polski autor poswieca utworom Flauberta — i to jego najwigksza stabos¢
w poréwnaniu z ustaleniami Parandowskiego. Rogowicz, mimo iz zdecydowanie odrzuca
etykiety, jakie doklejono juz do kolejnych powiesci Flauberta, sigga po niewiele méwiace
epitety badz ogranicza si¢ do uwag bardzo ogdlnych. Jako przyktad niech tu postuzy Pani
Bovary, o ktérej Rogowicz ma do powiedzenia niewiele ponad to, ze powie$¢ ta uznawana
jest za “arcydzieto Flauberta” (Rogowicz 1930: 2).

Duzo wymowniejszy jest w tym przypadku Topolinski, ktory jako jedyny krytyk w
okresie poprzedzajacym wybuch 11 wojny $wiatowej poswiecit Pani Bovary odrebne, cho¢
— przyznajmy to od razu — niezbyt oryginalne studium. Topolinski wychodzi z zatoze-
nia, ze Flaubert, w przeciwienistwie do Stendhala, Balzaca oraz Mériméego, jest przed-
stawicielem “czystego realizmu” (Topoliriski 1916a: 36), co oznacza, ze udalo mu si¢ wy-
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zwoli¢ zaréwno spod wplywéw romantyzmu (keory Topoliniski zréwnuje z elementami
nadprzyrodzonymi), jak i narracji w stylu balzakowskim (czyli auktorialnej, zakladajacej
wszechwiedzg narratora i dopuszczajacej jego ingerencje w $wiat przedstawiony powiesci).
Pomimo tego zalozenia, Topoliniski przyznaje, ze pierwiastek romantyczny nie zniknat cal-
kowicie z twérczosci Flauberta, czego dowodem sa takie dzieta jak Salambo oraz Kuszenie
Sw. Antoniego, “utwory par excellence romantyczne” (Topoliniski 1916a: 36). Na tym tle
Pani Bovary jawi sig jako tekst otwierajacy epoke realizmu w historii powieéci francuskie;j.
Topolinski koniczy pierwsza cze$é swoich rozwazan ciekawq paralela miedzy Panig Bovary
a Dziejami grzechu Zeromskiego (zob. Topolinski 1916a: 37).

W kolejnej czesci swego eseju, opublikowanej w drugim numerze “Pro Arte et Stu-
dio” w 1916 roku, Topolinski podejmuje analiz¢ Pani Bovary — ta jednak okazuje si¢ roz-
czarowujaca, poniewaz krytyk nie wychodzi poza kilka ogélnych stwierdzen, ktére znamy
z innych opracowan poswieconych Flaubertowi i powstatych w tym czasie w Polsce. Czy-
tamy wigc o dojrzatym realizmie, ktéry taczy si¢ z romantycznymi sktonno$ciami Emmy,
o artyzmie Flauberta, cierpliwie poszukujacego najbardziej trafnych wyrazen, calo$¢ za$
konczy si¢ uwaga na temat fenomenu literatury nieosobistej: “[Flaubert] bezwzglednie
unika bezposredniej autora na czytajacego presji za pomoca réznych, mniej lub wiecej dys-
kretnych zdan, stéw i potstowek. Powies¢, zdaniem Flauberta, nie moze by¢ spowiedzia
albo wybuchem szczerosci autora, ale — zwierciadlem duszy ludzkiej i wiernym odbiciem
zycia” (Topoliniski 1916b: 79). Do tego dodaé trzeba prébe charakeerystyki kilku gléwnych
bohateréw powiesci. Wydaje sig, ze to jednak mato. Owszem, interesujace (cho¢ nierozwi-
niete) jest zestawienie Flauberta z Zeromskim, tego rodzaju prac poréwnawczych w ogéle
bowiem nie odnotowujemy w éwezesnej krytyce — wyjatkiem jest wspomniany juz prze-
ze mnie artykul Dunin-Borkowskiego o Flaubercie i Dostojewskim, niestety, niesp6jny i
ogdlnikowy, poza tym autor w ogdle nie porusza w nim probleméw zwigzanych z powie-
$cig polska. Interesujaca jest w tym kontekscie takze uwaga Lubicz-Zaleskiego z cytowane-
go juz szkicu Les Relations polonaises de Flaubert, w ktérym pojawia si¢ zestawienie Flau-
berta z Berentem — jednak i ono jest zbyt ogélne, by mozna je bylo uzna¢ za zadowalajace
pod wzgledem analitycznym. Niemniej wszystkie wymienione teksty sa dowodem tego, iz
w pierwszych dziesigcioleciach xx wieku pojawia si¢ w artykutach poswigconych Flauber-
towi zacigcie komparatystyczne, wezesniej rzadko obecne w tekstach polskich krytykéw
literackich (ktérzy poréwnywali co najwyzej Flauberta do innych pisarzy francuskich).

Na zakonczenie doda¢ mozna, ze Topolinski, cytujac powies¢ Flauberta, jako jeden
z pierwszych siega po nowe wowczas thumaczenie utworu, ktére wyszto w roku 1914 i zo-
stalo przygotowane przez Alfreda Iwienskiego. Ta publikacja jest szczegdlnie interesuja-
ca z dwdch powodéw. Po pierwsze, Iwienski wigcza si¢ w dyskusje na temat Pani Bovary,
uznajac ja za “niedoscigly i bezcenny wzér” powiesci realistycznej (Flaubert 1912: 11) oraz
“dzielo o nieskazitelnej budowie” (Flaubert 1912: V). Do tego thumacz dodaje gars¢ spo-
strzezen komparatystycznych, zestawiajac Flauberta z Zeromskim, a konkretnie: Panig Bo-
vary z Dziejami grzechu, za$ Salambo z Sutkowskim (zob. Flaubert 1912: 111-v). Wreszcie,
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podsumowujac wlasne uwagi interpretacyjne, Iwienski podsuwa czytelnikom mysl o arty-
stycznej wyzszosci Flauberta nad Zolg (zob. Flaubert 1912: v11). Po drugie, polski thumacz
dostrzega rosnace znaczenie przektadéw w dziejach polskiej recepcji Flauberta — decyduje
si¢ na publikacj¢ wlasnego, poniewaz weze$niejszy, ktéry wyszedt spod piéra Ludwiki Ka-
czynskiej, nie wydaje mu si¢ satysfakcjonujacy: “Pierwsze ttumaczenie polskie Pani Bovary
przez L. Kacz. ukazalo si¢ w 1878 r. naktadem Przegladu Tygodniowego. Przektad ten, cho¢
posiadajacy pewne zalety, nie odpowiada juz jednak dzisiejszym wymaganiom. Przettuma-
czylismy wigc calg ksigzke na nowo i tylko w niewielu wypadkach zatrzymalismy dawny
przeklad” (Flaubert 1912: X).

Tak oto domyka si¢ krag pierwszych interpretacyjnych oraz komparatystycznych
préb lektury dziet Flauberta w Polsce na poczatku xx wieku; jednoczesnie zaczyna sig czas
krytycznego namystu nad kolejnymi przektadami powiesci autora francuskiego — weze-
$niej (zapewne przez wzglad na jezykowe kompetencje czytelnikéw) ten element byt nie-
obecny w szeroko rozumianej polskiej recepcji Flauberta.
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Abstract

Piotr Sniedziewski
Gustave Flaubert in Poland (Reception History from 1910 to 1939)

The aim of the article is to reconstruct the main directions of Flaubert’s reception in Polish lit-
erary criticism at the beginning of the 20" century. At that time, the ideological debates of the 19
century critics gave way to essayistic and academic considerations. In the rich material, three main
parts can be distinguished. Firstly, the already forgotten works by Helena Frejlich, which introduced
Flaubert’s correspondence to literary studies. Frejlich was one of the first to critically examine Flau-
bert’s letters to Colet, finding in them not only a rich testimony to the everyday life of the great
writer, but also a special treatise on aesthetics. Secondly, a fundamental essay by Jan Parandowski
should be mentioned, which for many years determined how Flaubert was read in Poland. It is to
Parandowski that we owe inspirational remarks on the subject of Flaubert’s style, impersonal litera-
ture or the poctics of a realistic novel. Thirdly, we should remember scattered interpretative works;
the authors (e.g. Lorentowicz, Rogowicz, Topolifiski) not only analyzed selected works by Flaubert,
but also introduced comparative issues into their essays, comparing Flaubert with Zeromski. Un-
doubtedly, the first decades of the 20 century influenced the post-war shape of Flaubert’s reception
in Poland. The article concludes with a discussion of Iwieniski’s preface to the 1912 translation of
Madame Bovary. Iwietiski repeats the observations previously formulated by other critics, but at the
same time opens an important period of reflection on the status of Flaubert’s literary translations
in Poland.
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Polish Literary Criticism at the Beginning of the 20* Century; Polish Reception of Flaubert’s
Works; Flaubert’s Correspondence; Helena Frejlich; Jan Parandowski.
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Noemi Albanese

“Revoljucija Ze byla prekrasna, stichijna’.
No¢” di Nikolaj Nikitin

E,A,I/IHCTBCHHOC, 49YTO HaAO 6CP€‘{I), 3TO — 2040cC.
HaAO YCTAaHOBHUTD TBEPAO, ITO MEPOIKA I'a3€THO-
TO pernopTepa — HPaBAOHOAO6HO HAHM HCIIPABAO-
HOAO6HO, COOTBCTCTBYCT MAH HC COOTBCTCTBYCT
(l)aKTy, K AUTCpaTypC HUKAK HC OTHOCHUTCS. Omna

He repeparyuna GpakTos, a cama — Gpakr'.

(Nikitin 192.4: 121)

Tra i giovani che fin dal primo storico incontro, avvenuto il 1 febbraio 1921, prendono
parte al gruppo dei Serapionovy brat’ja, un posto di rilievo spetta sicuramente a Nikolaj
Nikolaevi¢ Nikitin (1895-1963), cui viene subito dato il nomignolo Nik-Nik-Nik, formato
dalle iniziali di nome, patronimico e cognome®. Nato nel 1895 a Pietroburgo, dove ave-
va frequentato I'universitd studiando legge, filosofia e storia della lingua russa (Peppard
2003), Nikitin aveva abbozzato i primissimi racconti gia nel 1916, ricevendo un lusinghiero

1

L’uso che qui Nikitin fa del termine fz4# non ¢ assolutamente da collegare alle coeve ricer-
che del LEF che porteranno, nel 1929, alla pubblicazione della raccolta Literatura fakta, quanto piut-
tosto da avvicinare alle posizioni del critico A. Voronskij, per il quale il fzk# doveva necessariamente
essere supportato dalla chudoZestvennost’ per poter dar vita a un’opera d’arte degna di tale nome. La
coesistenza di fakt e vymysel nel testo letterario, ammessa quindi da Voronskij, era invece inammissi-
bile per i membri di LEF, che criticarono duramente la posizione dello studioso al riguardo (si veda,
ad esempio, Brik 1927). Sulla literatura fakra ¢ 1a faktografija, cfr. Zalambani 2006.

> Nel numero 3 del 1922 di “Literaturnye zapiski” compare una sezione monografica dedicata
al gruppo, contenente dei brevi testi autobiografici redatti da ogni membro, con la sola eccezione
di Nikitin. Nel ritratto del gruppo posto in apertura della sezione, rielaborazione di una foto di M.
Nappel’baum, i membri dei fratelli di Serapione sono disposti su due file. In quella superiore si tro-
vano L. Lunc, N. Tichonov, K. Fedin, I. Gruzdev ¢ V. Kaverin, in quella inferiore M. Slonimskij,
E. Polonskaja, N. Nikitin, Vs. Ivanov, M. Zos¢enko. Sotto il ritratto si legge la seguente nota dalla
redazione: “K coxaaenuio, cpeau momeiaemprx Hike aBrobuorpaduii CeparnnoHoBbIx 6paThes HET
asro6uorpa¢un Huk. Huxnruna, yexasuiero B konue nwons us letepbypra”. L’unico altro riferi-
mento a Nikitin si legge qualche pagina pit avanti, dove si trova una brevissima biografia dell’autore
assente a firma di I. Gruzdev: “2. 0 HUK. HUKUTHHE. Huxurtnna ner B [Terporpase, n peaaxums
IIPOCUT MeHs1 COOOIHUTH 4TO-HUOYAB 0 Hem. Ho st paske He 3Hato TOUHO, B KakoM roay poauacst Hu-
KUTUH. AAsl MCHSI OH POAHACSI OCEHBIO 1920 T., KOTAA B cTyanu Aoma Mckycers npouea Ham cBOi
‘Koxa” (Gruzdev 1922: 30). Probabilmente, come suggerisce E. Dinerstejn (Voronskij 1983: 578), que-
sta ¢ stata in realtd una trovata mistificatoria dello stesso Nikitin, un gioco letterario e cifrato indiriz-
zato ad A. Voronskij, che era per lui in quegli anni interlocutore essenziale e autorevole.
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incoraggiamento a continuare con la scrittura da Maksim Gor’kij, che ne avrebbe seguito
da vicino il percorso almeno fino ai primi anni Trenta (Gor kij 19552, 1955b, 1960).

La scelta di dedicarsi alla carriera artistica e letteraria ¢ consacrata dall’iscrizione, nella
primavera del 1920, al Dom iskusstv, dove Nikitin frequenta le famose lezioni tenute da
Evgenij Zamjatin, certamente da annoverare tra i suoi maestri insieme a Boris Pil’njak%
Viktor Sklovskij e Aleksandr Remizov, nonostante il giovane autore abbia dichiarato pit
volte a gran voce la propria indipendenza rispetto a questi modelli (Voronskij 1983: 574,
577). La predisposizione di Nikitin per le discussioni e i discorsi accalorati che emerge an-
che in queste affermazioni ¢ tale che gli altri fratelli di Serapione gli affibbiano, oltre al gia
citato Nik-Nik-Nik, anche il soprannome di braz-ritor (Slonimskij 1987: 428-429).

Tra le ragioni della sua vicinanza al gruppo dei fratelli di Serapione, un ruolo impor-
tante spetta alla comune urgenza di sostenere il bisogno di un rinnovamento letterario
e, soprattutto, il primato dell’arte sull’ideologia (Lunc 1922). Anche Nikitin in questi
anni rivendica con forza la necessita, per I'artista, di non ridursi mai al mero ruolo di
‘sismografo’ e catalogatore di eventi, sforzandosi al contempo di dimostrare come cio
non sia affatto in contrasto con la fedeltd al comunismo e alla rivoluzione (Nikitin 192 4:
118); del resto, egli stesso, cosi come molti suoi giovani contemporanei, nel 1918 si era
arruolato volontario nell’Armata Rossa, animato da un sincero desiderio di contribuire
alla causa. Questa lunga esperienza (si era congedato nel 1922) lo aveva segnato profon-
damente e sarebbe ritornata, a livello di motivi e tematiche, tanto nelle prove in prosa
degli esordi, quanto nei testi della maturita.

Gliannitrail 1920 e il 1922 corrispondono, per Nikitin, non solo al momento di mag-
giore produttivita della sua carriera, ma anche a un pieno riconoscimento da parte della
critica, che ne saluta gli esordi letterari con entusiasmo. Come ricorda Michail Slonimskij,
“HuxurrHa NIPU3HAAM C CAMBIX IIEPBBIX €IO PACCKA30B OAHUM H3 [IOAQOIIMX 6OABILIME Ha-
aexapl ucareaeM” (Slonimskij 1987: 428): il suo Podval si aggiudica il secondo posto in
un concorso svoltosi nel 1921 presso il Dom literatorov di Pietrogrado (il primo premio era
andato al ben piu affermato Konstantin Fedin per il racconto Sad). Voronskij ne recensisce
entusiasticamente il racconto Dézi, contenuto nel primo almanacco dei fratelli di Sera-
pione (1922), il cui stile lo spinge a prospettare al giovane scrittore una luminosa carriera
(“Boabwoit poap y Hukutuna u Muoroe emy aano”, Voronskij 1922: 266).

Tale lusinghiera recensione da parte di una personalita di primo piano nel panorama
della critica letteraria degli anni post-rivoluzionari quale Voronskij segna per Nikitin il
momento della consacrazione (seppure temporanea), nonché quello della vera e propria
formazione; infatti, sara proprio nel rapporto con il critico che il giovane trovera quel luo-
go privilegiato di confronto che lo aiutera anche a definire la propria poetica ¢ la propria
concezione dell’opera d’arte. Alla base del pensiero di Voronskij, infatti, ¢’era il ricono-
scere alle figure dello scrittore e del critico il ruolo di Kulturtriger, di portatori di cultura

> Sul rapporto di amore ¢ odio tra Pil’njak e Nikitin, incidentale alla storia del testo oggetto
del presente articolo, si puo fare riferimento a Malygina 2018: 122-125.
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(Dobrenko 2011: 13), di mediatori in un particolare periodo storico in cui, alla luce della
nuova situazione post-rivoluzionaria, si avvertiva la necessita di rifondare su nuove basi
il ruolo tanto del lettore, quanto dello scrittore (Voronskij 1927); ¢ proprio all’interno di
questa concezione che Nikitin definisce inizialmente la propria vocazione alla scrittura.
Nello stesso 1922 Voronskij fa il nome di Nikitin anche in una lettera indirizzata a Lenin,
inserendolo nel novero dei giovani per i quali intravedeva un brillante avvenire e che si
proponeva pertanto di indirizzare e formare*, nella convinzione che il modo migliore per
conoscere ¢ riconoscere la vita e la storia sia proprio attraverso I'arte (Voronskij 1924b,
Redakcija 198s):

B nporusosec “crapuxam’, mo4TH criaoib 6eAOrBapACHIIAM U HBITUKAM, 5 3aAAACS Lie-
ABIO AQTb U “BBIBECTH B CBET IPYILITY MOAOABIX OCAACTPHUCTOB — HAIIUX U GAM3KHMX HaM.
Taxast Moaopexsb ectb. Koe-xakux pesyasraros s yxe pobuacs. Aaa Beeosopa Vsa-
HOBA — 9TO YK€ LIEAOC AUTEPATypHOE COObITHE, HOO OH KPYHHBI TaAaHT 1 Hail EcTs y
menst C.A. Cemenos, 3yes, Aubeaunckuii, H. Huxurun, ®eaun u Ap. Bee aTo Mono-
A©Xb — caMblil cTapsiil B. BaHoB, 27 AeT, Bce onHu us KpacHoit ApMun, 13 IOAAHHHBIX
HU30B C KPACHOAPMEICKUMH 3BE3AAMH. 1BEPAO YBEPEH, YTO Yepe3 TOA-ABA 3T 3CACHbD
COBCEM OKPEITHET U 3afiMeT MecTa JHPUKOBBIX M IIPOYHX TOCIIOA, U 3aIIMET C YeCThIO
(Voronskij 1964: 216).

Nikitin inizia pertanto a collaborare attivamente con il critico, al quale invia numero-
si testi per la rivista “Krasnaja Nov™” e per la casa editrice “Krug’, e con il quale intrattiene
una feconda corrispondenza. I rapporti tra i due si raffreddano bruscamente poco pitt di un
anno dopo, quando Voronskij recensisce ¢ stronca duramente la nuova povesz’ di Nikitin,
No¢ (Voronskij 1923: 344).

Per comprendere meglio il perché di questa aspra critica e il ruolo che ha ricoperto nel
definire il successivo percorso artistico e letterario di Nikitin, ¢ fondamentale addentrarsi
nella struttura stessa dell’opera, indagandone il peso nel contesto della produzione degli
anni Venti dell’autore, imperniata quasi esclusivamente sui temi della guerra civile e della
rivoluzione, pur senza indulgere mai nell’autobiografismo. Tra tutti i testi della prima fase
ornamentale (1922-1924) della produzione di Nikitin, No¢, infatti, ¢ quella su cui ["autore,
a seguito delle reazioni negative della critica, ¢ andato a operare — come si vedra nel prosie-
guo della trattazione — le maggiori e pitt sostanziali modifiche e correzioni, a livello tanto
contenutistico/ideologico quanto formale.

Datata 30 luglio 1922 ¢ inviata per la prima volta a Voronskij nel dicembre dello stesso
anno (Voronskij 1983: 576), la povest”usci nel corso del 1923 in tre redazioni diverse. Sulla
base dell’analisi comparativa dei testi sembra plausibile ipotizzare che la prima versione sia

+  Pilt nel dettaglio sul pensiero di Voronskij, la sua evoluzione, il rapporto con il gruppo di
Pereval ¢ i conflitti con il gruppo di LEF ¢ “Na postu” si vedano Belaja 1986, 1989, 2004, Sedukov
2013, Jurganov 2018 ¢ Kornienko 2011.
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stata'edizione di Berlino®, nella raccolta Russkie noci (Nikitin 1923a), a cui ¢ seguita a breve
distanza quella dell’almanacco “Krug” (Nikitin 1923b), che contiene la correzione di una
serie di refusi e sviste presenti nell’edizione berlinese e introduce una serie di modifiche alla
punteggiatura che resteranno, invariate, nella terza redazione, apparsa a distanza di qualche
mese, sul finire dell’anno, nello sbornik Bunt (Nikitin 1923¢) e che presenta alcune sostan-
ziali variazioni dal punto di vista ideologico (cfr. infra, appendice).

No¢’ rappresenta forse 'esempio pil estremo e profondamente coerente di prosa
ornamentale® rintracciabile nella produzione di Nikitin; ispirata alla professione di fede
nell’anteporre lartisticita del testo a ogni colore politico, ideologia o propaganda, la po-
vest’ si caratterizza per una lingua densa, sintetica e altamente metaforica, ricca di idio-
tismi e ucrainismi, di Leitmotive e ripetizioni, tendente alla ritmizzazione. Vi si avverte
'eco lontana delle Simfonii di Andrej Belyj, e quella piti vicina dei testi di Leonid Leonov,
Boris Pil'njak, Aleksej Remizov (e, per il suo filtro, Nikolaj Leskov), con il quale Nikitin
ebbe una vivace corrispondenza, e Vsevolov Ivanov, il cui romanzo Bronepoezd 1.4-69, usci-
to un anno prima, era incentrato, come sara la povest”di Nikitin, sulle vicende legate a un
treno blindato. Dal punto di vista lessicale, a dominare ¢ il gusto per i termini dialettali e
popolari’, rilevato come un problema stilistico per le difficolta di decodificazione e tradu-
zione che poneva sia dai critici pitt avversi, sia da Gor’kij, che pure riponeva nel giovane
grandi speranze:

> Questa edizione vede la luce per i tipi di “Knigoizdatel’stvo pisatelej v Berline, casa editri-
ce fondata nel 1922 e che sopravvivera fino al 1928, specializzata nella pubblicazione di opere legate
alla rappresentazione della vita contemporanea tanto in Russia, quanto negli ambienti dell’emigra-
zione berlinese (Nikoljukin 1996: 52). Aleri due testi successivi di Nikitin, la raccolta Nocnoj pozar
(1924) ¢ la povest’ Polét (1924), usciranno sempre a Berlino, ma per I'editore “Petropolis’, dedito in
particolare alla pubblicazione dei testi sovietici a firma di autori sia affermati, sia censurati in patria
(Bazanov 2017: 9). Per un’introduzione al vivace ambiente dell’emigrazione russa a Berlino nei pri-
mi anni post-rivoluzionari e alle numerose case editrici che qui operavano, si rimanda a Nikoljukin
1996 ¢ a Bazanov 2003.

¢ Con ‘prosa ornamentale” indichiamo una prosa caratterizzata da un forte elemento rit-
mico (talvolta anche metrico), da un orientamento verso la poesia ¢ dal prevalere del messaggio
estetico su quello etico, che porta spesso a una trama rarefatta e secondaria rispetto alla componente
metaforica ¢ metonimica, assolutamente predominante. Per un’introduzione al concetto di prosa
ornamentale ¢ al dibattito critico e teorico che si ¢ sviluppato al riguardo, si vedano KoZzevnikova
1979 ¢ Browning 1979.

7 Questo aspetto dello stile di Nikitin ha portato la maggior parte dei critici (cfr. Struve
1977, Browning 1979, Peppard 2003, Altergott 2018) a parlare di skaz, in particolare di skaz orna-
mentale. I concetti di prosa ornamentale e skaz, pero, non sono a nostro parere sovrapponibili e par-
tono da istanze diverse, incarnando due diverse espressioni e realizzazioni di una tendenza comune
del periodo post-rivoluzionario, ovvero quella tesa al rinnovamento e all’arricchimento della lingua
letteraria (Kozevnikova 1979). Per approfondimenti, si rimanda in questa sede almeno a Smid 2003,
Marcialis 2011, Dobrenko 2014, nonché al gia citato ma essenziale KoZevnikova 1979.
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Bt [Ivanov, a cui ¢ indirizzata la lettera di Gor’kij, N.A.] saoynorpe6asiere mecTHBIMM
PCUCHHUAMH, B 3TOM CKa3bIBAcTCs HENPABHABHO IMOHATOE yBAcucHHE PeMmsosa u ero
LIKOABI KOAAOBCTBOM CAOBa. DTOT HEAOCTATOK ecTh M y HUKHUTHHA, OH AeaaeT Bac He-
IIepPEBOAMMBIMH Ha s13bikn 3anapa EBponbr. A nepeBoAUTD Bac — HEOGXOAMMO IO 1eAO-
My psiAy TIPHYMH; OAHA M3 HUX: HAIIPSDKCHHBIA — KaK HHKOTAA! — MHTEpec K PyccKoi
auteparype B EBporne. MHTepec aToT — BaskeH, oH BosBpamaceT Pych Ha ee MecTo, Tyaa,
TAC OHa MHOTOMY Hay4MAAch U TAC cif HaA0OHO yuanTbest emme u eme. Ho ona Bosspamaet-
Cs1 yoKe TaKol, 9To U y Hee MOXHO EBporie Hayuntbcest koe-gemy.

Kaxplii nncareab cTh 3BEHO, KOTOPOE CBA3YET PA3HOSA3BIYHBIX U PASHOPOAHDIX AIOACH
BO CAMHOE, YeAOBeuecKoe, — 310 — He ¢panrasus (Gor’kij 1955a: 407).

La risposta di Nikitin a questo tipo di accuse ¢ sempre legata a doppio filo all’affer-
mazione che tale scelta derivi da una estrema e partecipata vicinanza al popolo, alla patria,
al folclore percepito come ricchezza della terra russa (Voronskij 1983: 574), facendo eco a
quella stessa idea di organicita cara a Voronskij, secondo il quale le diverse culture coesi-
stenti nella societd russa non dovevano essere tra loro chiuse e impermeabili, bensi integrar-
si e tra loro amalgamarsi (Belaja 1989: 47).

L’azione, ambientata nell’odierno Krasnodarskij kraj durante la guerra civile, presu-
mibilmente nel 1918, anno in cui si svolsero violenti combattimenti nella zona di Vyselki,
vede due treni, uno bianco, “L.G. Kornilov”, e uno rosso, “N. 14-7, Béla Kun”, sfrecciare I’u-
no contro I’altro fino all’inevitabile scontro ¢ alla reciproca distruzione. Fedele all’idea che
I'opera d’arte non debba sottostare ad alcuna ideologia, Nikitin descrive i due schieramenti
come specchiandoli e rendendoli complementari. In primo luogo, i treni, esattamente ['u-
no la copia dell’altro, a partire dalla struttura esterna:

I'Tysarb1ii MapoBO3 BEAET MOE3A,

Y rOAOBBI M XBOCTA TOPYAT TPEXAIOMMOBKHU — 3TO IAAT$OPMBI, AAABLIE IIyACMETHBIC OPO-
HH — caMH AcAasH (IIpocThie mmaabl o6muTs 6poHeit). B cepeante — KaaccHBII BaroH.
B xaaccaom — cBer. [...] B kaaccuom nuam waii [...] (Nikitin 1923¢: 64)

¢ il treno dei bianchi. Quello dei rossi

Tak e — KaK TOT: ABe IAATGOPMBI — ABE TPEXAIOMMOBKH, ABA OPOHEBBIX Ka3eMara U B
cpeaune N2 kaacensrit. M B kaaccnom toxe moior ait (Nikitin 1923¢: 69).

Nel treno dei bianchi, il generale Promolov, sua moglie Lida e il sottotenente Evdo-
kimov, che di Lida ¢ anche "amante. Sul “Béla Kun” I’ex colonnello Ramennyj, il giova-
ne soldato Neledin, autore di una commovente lettera alla propria madre, il commissario
Sosych e la segretaria Ellie Bright, americana a cui il vento della rivoluzione, al quale lei ha
poi deciso di abbandonarsi, ha tolto tutto. Da entrambe le parti te, ma soprattutto vodka,
e abitudini sessuali dissolute, espressione dell’essenza vitalistica che permane nonostante
tutto e tutti: “[B] moXoae JKEHIMHBI — KaK BUHO UAH Tabak. BceM sicHO, 4TO BRITAIMTS Ma-
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IUPOCY U3 Iy>KOTO IOPTCUIapa HAU XACOHYTh U3 [0YaTOH GYTHIAKM — He MPEAOCYAHTEAD-
no” (Nikitin 1923¢: 67). Anche i sentimenti di paura e di attaccamento alla patria, la Russia
tanto invocata e desiderata, si specchiano gli uni negli altri, e I'unico elemento comico ¢
rintracciabile nella figura del generale Promolov che, due volte al giorno, va al gabinetto
e prega (“[M]oanacst B yGopHOIi n3-3a TOro, 4T0 6bI1AQ OHA AASI HETO OAMHOKA M 3AMKHYTa,
xak keabst” [Nikitin 1923¢: 66]), tanto a lungo da farsi diventare il collo rosso per gli inchini
e creando immancabilmente, sempre due volte al giorno, una fila di soldati in impaziente
attesa fuori dalla porta. Anche il risultato dello scontro nelle prime due versioni del testo
(Nikitin 19232 e 1923b) ¢ sostanzialmente un pareggio, una totale disfatta da ambo i lati;
un microscopico rimando a una possibile vittoria dei rossi ¢ rintracciabile solo nel fatto che
I'ultimo colpo sparato sembra provenire dal Béla Kun. O, forse, il rumore non ¢ pitt quello
dei proiettili ma gia del vento, insinua la voce narrante.

Nel descrivere gli eventi la voluta presa di distanza dal loro significato politico (Flaker
1997: 281) ¢ proprio cid da cui ¢ scaturita I’indignazione di Voronskij ¢ di numerosi altri
critici, tra i quali spicca, per la veemenza dell’attacco, il napostovec Boris Volin. Il suo artico-
lo “KLEVETNIKI” (Volin 1923) ¢ comunque da leggersi anche come un attacco diretto alle
idee di Voronskij e, per il tramite del riferimento a Nikitin, ai giovani che gli gravitavano
intorno, in un anno, il 1923, in cui il dialogo tra Voronskij, i zapostovcy e il gruppo di LEF
stava diventando sempre pitt impossibile e il conflitto si andava radicalizzando e acutizzan-
do (Jurganov 2018).

Sul numero 2 (12) del 1923 di “Krasnaja Nov’” Voronskij recensisce la povest’e la defi-
nisce, in primo luogo, “debole” rispetto agli altri testi di Nikitin:

O peBoaroruu HamucaH u pacckas Hukuruna “Hour. Bo-nepBrix, on caabee APYTHX Be-
meit Huxntrna. IlocTossHHbBIE OTCTYIIACHH S, HEYMECTHAS AUPUKA, AUIIIHUE, HEBITOMAA,
KakK 6yATO HEB3HAYal, HE BO BPEMSI IIOABEPHYBIIMECS, CAy4aHHBIE CAOBA [...]. A psAAOM
CIICHBI U QUTYPHI, HEIIAOXO OTAEAAHHBIC [...]. Ho ocHOBHOI HEAOCTATOK — B KAKOM-TO
IIATKOM, PEAKLIHOHHOM, B CYI[HOCTH, HACTPOEHHH aBTOPa [...]. Bnaem, yro Huxurun ue
PEaKIHOHEP, YTO MO-CBOEMY OH AIOOUT PYCCKYIO PEBOAIOLIUIO, OH K TOMY XK€ TAAAHTAMB.
Orkyaa e TaKoe MEP3KOE, B CYI[HOCTH, OCBEIICHHCE PEBOAIOIIMOHHOM BOHHBI? BoT oT-
kypa. Huxutun cymraer, 4To aBTOp AOAKEH OBITh IpEeA YUTATEAEM B MACKE, HE TOKA3HI-
BaTh CBOEro AMIa. ECAM Hy>XHAa MAAIOCTpAIH, KaK ITOAOOHBIE B3TASABI Ha HCKYCCTBO
HOPTAT POU3BEACHH S, CAEAYET 06paTI/ITbC$I k “Houn” HuxkuTHHA: 04eHb IOKA3aTEABHO
U HATASIAHO (Voronskij 1923:344).

Quella del critico ¢, dunque, una valutazione senza appello e alquanto tranchant, cer-
tamente da leggersi anche nel contesto dell’operazione culturale che Voronskij si propone-
va di realizzare in primo luogo attraverso il zolstyj Zurnal “Krasnaja nov™, e poi a livello pitt
ampio, sulla societa tutta. Cio lo portava a ritenere che i giovani scrittori di talento andas-
sero accolti come poput(iki, supportati e, in questo modo, indirizzati nella giusta direzione
al fine di condurli alla creazione della nuova societa e della nuova arte:
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IIpeskae Beero U TaaBHBIM 06pasom 10T xkypHaa [ “‘Krasnaja nov”, N.A.] aoaxen 6b1a
CBITPaTh POAb OOBEAUHHUTEAS BCEX YCCTHBIX TAAAHTAMBBIX IIHCATCACH, IPHHSBIIHUX pe-
BOAIOLIMIO, [IHCATEACH CAMBIX Pa3SAMYHBIX AHUTCPATYPHBIX TCUCHHI — OT OGypiKyasHbIX
AO IIPOACTAPCKHX. DTO HAAO OBIAO CACAATH AASI TOTO, YTOOBI BAHSATH HA HHX, IIEPEBOC-
IIUTHIBATb B PCBOAIOLIMOHHOM AyXC, TAKTHYHO, TEPIIUMO PasbsCHsIs 3a0AY>KACHNUS, Ha-
CTONYMBO M LICACHANIPABACHHO MPHUBACKATh UX K CTPOUTCABCTBY HOBOIH XXH3HH. DTO
HaAO OBIAO CACAATH CILE U AASL TOTO, YTOOBI BHIPBATh MACCY IIHCATEACH H3-110A Gypiky-
a3HOTO BAMSIHUSA, H00 B GOABLIMHCTBE CBOEM OHa Oblaa KOACOAIOLIEHCS, HEYCTOMYMBOI
(Sesukov 2013: 45).

La delusione di Voronskij, quindi, sembra qui nascere dalla convinzione che Nikitin
abbia tradito sia le sue aspettative, sia quella poetica condivisa per cui era fondamentale
raggiungere I'organicita che avrebbe poi a sua volta portato al nuovo realismo che, per il
critico, era la pill piena e completa realizzazione della nuova arte post-rivoluzionaria (Be-
laja1989: 39).

Ci sembra importante rilevare che la stessa atmosfera di indefinitezza politica presen-
te nella povest’ e che aveva scatenato le critiche di Voronskij venga letta in chiave completa-
mente opposta trent anni dopo, da una personalitd appartenente a un contesto diverso, sia
dal punto di vista artistico, sia da quello ideologico ¢ politico, ovvero Gleb Struve®. Questi,
infatti, nelle pagine che dedica a Nikitin nella sua Sovier Russian Literature. 1917-s0 del
1951, arriva a collocare con decisione Nikitin dalla parte dei bianchi, introducendo inoltre

8 Al riguardo si veda, ad esempio, la prefazione dell’autore all’edizione del 1951 della sua

storia letteraria, che riprende ¢ amplia i concetti gia espressi nella prefazione all’edizione del 1944
(Struve 1944): “The reader will easily perceive that I am not in sympathy with the present-day to-
talitarian regime in Russia. I see no reason for concealing this fact, for I think that lack of sympathy
with Marshal Stalin and his police-state no more disqualifies me from appraising Soviet literature
than, in itself, lack of sympathy with President Truman and the American democracy disqualifies a
Soviet scholar [...] from judging American literature. I reject therefore in advance all criticism of my
book based on this assumed “lack of sympathy”. In speaking of literature in the Soviet Union it is,
of course, impossible to divorce it from political, social, and economic problems. Without being a
Marxist, one is willy-nilly obliged to adopt to some extent the Marxian approach to literature. Com-
munist critics in the USSR should be the very last to object to such an approach. However, I have
done my best to consider Soviet literature as objectively as possible, and to consider it, above all, as
literature” (Struve 1951: X).

o Struve lavoro su questa storia letteraria per gran parte della sua vita, ampliandola e riveden-
dola nel corso degli anni. La prima edizione, risalente al 1935 ¢ editaa Londra per i tipi della “George
Routledge & Sons Ltd.”, Soviet Russian Literature, copre gli anni trail 1924 ¢ il 1934 ¢ viene ripubbli-
cata, con I’aggiunta di un capitolo finale che arriva fino al 1943 ¢ lasciando praticamente invariato il
resto del contenuto, nel 194 4 per la stessa casa editrice, con il titolo 25 years of Soviet Russian Litera-
ture (1918-1943). In queste due prime redazioni la figura e 'opera di Nikitin non vengono analizzate
nel dettaglio, bensi si fa menzione dell’autore solo nel contesto dei Fratelli di Serapione, definendo-
lo esponente, insieme ad Ivanov, della corrente della “descriptively-dynamic prose” (Struve 1935: 32),
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nella propria analisi un terzo elemento non considerato da Voronskij, ovvero il ruolo rive-
stito dai cosacchi nella narrazione:

It is to be assumed that Nikitin fought in the Civil War, but on whose side we do not
know. [...] One of Nikitin’s most typical stories—both stylistically and “ideologically”—is
“Night.” It is full of literary reminiscences and looks like a mosaic where separate pieces
can be traced to various sources: Zamyatin, Pilnyak, Leskov, Remizov, Gogol [...], Russian
folklore, and so on. [...] Ideologically speaking, Nikitin refuses to take sides and shows
an utter detachment. Both the Reds and the Whites are men—ordinary men—with all
their qualities and all their failings. The old general [ovvero Promolov, riguardo al quale
l'episodio gia citato ¢ legato alla preghiera sembra in realtd pili avere i tratti di una mac-
chietta che essere destinato a suscitare pietd o compartecipazione, N.A.] and young Nele-
din are certainly meant to inspire sympathy in the reader, more so than any of the Reds.
Moreover, the Whites are also shown fighting for their ideas, for the good of the country
as they understand it (this is made particularly clear in Neledin’s letter home, which has a
very genuine ring). To the Reds and the Whites are opposed the “neutral” Cossacks who
refuse to fight, who think only of their selfish interests, and after the final catastrophe try
to profit by it, collecting scrap iron from the two burned-out trains (Struve 1951: 62-64.).

Certo c’¢ nella percezione di Struve una lettura parzialmente falsata delle posizioni
politiche di Nikitin, sia per formazione ¢ orientamento personale, sia dovuta, probabil-
mente, all’ignorare alcuni tasselli della vicenda biografica dello scrittore o altre testimo-
nianze (come quelle contenute nell’epistolario, ad esempio)™, ma ¢ proprio nella possibilita
reale della lettura della povest”in senso filo-bianco e quindi di un fraintendimento che ¢
ancora una volta da individuare I’elemento stigmatizzato da Voronskij, tanto dal punto di
vista ideologico, quanto stilistico. Gia prima di questa aspra recensione Nikitin si era tro-
vato a ribadire con forza le proprie posizioni politiche nel contesto della corrispondenza
epistolare con il critico (cfr., ad esempio, Voronskij [1983: 575]: “Credo moe — Bam ussect-
HO: — ‘c 6oabmesukamu!””), anche alla luce di accuse che gli erano state mosse da pit fronti
riguardo la sua supposta scarsa ortodossia ¢ fedelta politica (tra le critiche pitt pungenti e

espressione del primo periodo post-rivoluzionario, “romantic and elementally-destructive” (Struve
1935: 60). Tra le sue opere vengono ricordate solo Polét (1925), Prestuplenie Kirika Rudenko (1928)
e Spion (1930). E solo a partire dall’edizione successiva, pubblicata nel 1951 negli Stati Uniti, Soviet
Russian Literature. 1917-50, che a Nikitin — e, soprattutto, a No¢’, povest’ scoperta da Struve (come
sembra logico dedurre dalla prefazione) proprio in quegli anni e che lo lasciod entusiasta — verra de-
dicato un intero e approfondito sottocapitolo monografico all’ interno del capitolo 11, Revolutionary
Romanticism: 1921-24, da cui sono tratte le considerazioni riportate nel corpo del testo. Questo
sottocapitolo compare, identico, anche nella quarta e ultima edizione della storia letteraria, Russian
Literature under Lenin and Stalin 1917-1953, pubblicata nel 1971.

" Nella gia citata prefazione all’edizione del 1951 Struve sottolinea I'estrema difficolt ri-
scontrata nel reperire molti testi sovietici e il cruciale ruolo svolto, in questo, dalle biblioteche ame-
ricane e, in particolare, da quella dell’ Universita della California (Struve 1951: 1X-X).
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malevole si puo ricordare quella del gia menzionato B. Volin, che attaccava contempora-
neamente autori appartenenti a correnti diverse e tra loro in conflitto, ovvero L. Erenburg,
N. Nikitin e O. Brik, accumunati, secondo I'autore, dal rappresentare I'incarnazione dei
peggiori vizi della letteratura coeva, cfr. Volin 1923).

Nella gia citata lettera a Voronskij del 29 dicembre 1922, presentando No¢, Nikitin
aveva affermato:

“Houpio” [...] 51 3aKpenasiio CBOIO MOSULIMIO AUPUIECKYIO, KAK AMPUKA (a1, xaxercs, ceii-
Yac eAMHCTBEHHBIH AUPHK, HACKOABKO 3TO MHE M3BECTHO U3 y>KHX PasTOBOPOB).

51 He Mory cuMTaTh 3Ty Bellb OHITOBOM, CHMBOAMYCECKOH, PeaAMCTHICCKOH (Aa 51 U BO-
o6me He GBITOBUK), 9TOGBI OTBECTH OT ce6sl yIpeK B CTATHYHOCTH ITOH BEILH, 5 XOUY
— 9TO6BI GBIAO TAKOE IIPEAMCAOBHE, €TO HAAO HAIICYATATH CPasy IOCAC 3arAABHS, HEMHO-
IO HOAHSBILKCH HAA TEKCTOM IIOBECTH, T.C. TAK, KaK 51 9TO AAI0 B IPUAOKCHHH K 9TOMY
IHUChMY — ITyCTh 3T0 BeTabaT ( Voronskij 1983: 576).

Sfortunatamente I’introduzione non si ¢ conservata, né ¢ stata pubblicata, ma il senso
era chiaro: allontanare ulteriormente da sé ’accusa di non partecipare al progetto socialista
e ribadire contestualmente il proprio diritto di praticare “[n]e nckyccrBo aas nckyccrsa —
3TO CAAAKAsl AOXD U TAyTIAs. A mucaTeAabCTBO, KaK I/ICKyCCTBO” (Nikitin 1924: 116), tanto
pitt alla luce della profonda coscienza del proprio essere principalmente un lirico, quindi
praticamente quasi un corpo estraneo nel contesto di cio che veniva richiesto agli artisti a
livello ufficiale e centrale.

Stando alla corrispondenza pubblicata tra Nikitin ¢ Voronskij, non ci fu da parte
dell’autore una reazione immediata alla stroncatura: una malattia, aggravata in particolare
dal dispiacere per lo scarso successo e le critiche rivolte sia a questa povest” che alla raccol-
ta Rvotnyj fort (ripubblicata con integrazioni e modifiche nel 1926, quattro anni dopo la
prima edizione), gli impedi di rispondere subito, portandolo a scegliere di rimandare la
discussione a un successivo incontro a Mosca (Voronskij 1983: 584-585). In ogni caso, nella
lettera al critico dell'tr aprile 1923, Nikitin assicura che sarebbe tornato a lavorare al testo
di No¢’ (sebbene altrove affermi con orgoglio di non rivedere né modificare mai le proprie
opere dopo averle date alle stampe, cfr. Nikitin 1930: 112), inserendo nuove scene ¢ modifi-
cando in particolare il finale (Voronskij 1983: s85): qualche mese dopo, in effetti, la povess’
sara ripubblicata nella raccolta Bun: (edita dalla casa editrice “Krug’, diretta da Voronskij),
dove viene segnalato “pacckas nevaracrcs B ucnipaBacunom Bupe” (Nikitin 1923¢: 59).

L’elemento pitt problematico contenuto nella prima e seconda versione del testo ¢ sicu-
ramente ricollegabile a una terza parte in causa, la forza ulteriore e altra rispetto ai bianchi ¢ ai
rossi rilevata anche dall’analisi gia citata di Struve: i cosacchi del Terek (Zerskie kazaki). Que-
sti vengono rappresentati come una forza primigenia, cieca, incontrollata ed egoista, una folla
indefinita e incarnata in un solo personaggio, 'unico a possedere un nome proprio: Kuz’ma
Fenogenov. Kuz’ma, che di tutti i cosacchi ¢ quindi in qualche modo I'ipostasi, ne rappre-
senta in maniera estremamente accentuata e concentrata i tracti, inclusi i pifl animaleschi e
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brutali. Cio che viene criticato da Voronskij ¢ la neutralita mostrata dall’autore nel fornire un
giudizio su questo personaggio, il quale sembra uscire dalla battaglia tra bianchi e rossi da vero
vincitore, svilendo la rivoluzione, di cui si svelerebbe cosi I’inutilita profonda, e trasmettendo
contestualmente il messaggio, seppur velato, che il sacrificio del popolo non sia servito a nul-
la, perché gli uomini non cambiano e ricadono sempre nei medesimi errori.

Dall’analisi puntuale e contrastiva delle tre versioni del testo risalta con chiarezza
che, nell’apportare le modifiche, 'autore nella seconda redazione si sia concentrato essen-
zialmente su questioni di punteggiatura”, ortografiche (inclusa la correzione di errori di
battitura) e sul cambio di registro nel discorso diretto di alcuni personaggi — segnatamen-
te, i soldati dell’Armata Rossa — che, inizialmente caratterizzato in senso diastraticamente
basso, ¢ stato poi avvicinato allo standard della norma linguistica. Nella terza redazione
(1923¢) 'autore va invece oltre le modifiche puramente formali, agendo a livello tema-
tico e ideologico, muovendosi in questo modo nella direzione della revisione auspicata
da Voronskij. Le variazioni di questo tipo sono in totale sette, di cui tre non influiscono
in maniera significativa sul senso del testo (I’inserimento dell’aggettivo podlaja riferito a
zeml’ja [Nikitin 1923c: 84]; I'inserimento isolato del sintagma rafforzativo net somneni-
Jja [Nikitin 1923c: 86] e 'inserimento della proposizione “Kpuk oannokuit — AAMHHBII,
Geablit, chIpoit, kak moaorene” che rafforza la drammaticita dell’ultimo incontro di Lida
¢ Evdokimov [Nikitin 1923c: 96]). Delle restanti quattro alterazioni, due — poste una in
chiusura, ¢ una nella penultima pagina (Nikitin 1923c: 110, 111) — contribuiscono a con-
solidare I’idea della forza e della giustizia della rivoluzione. Sono pero le ultime due ad
essere davvero significative: hanno un’ampiezza pit estesa e mostrano come I’autore abbia
accolto la richiesta di correzione ideologica lasciata intendere come necessaria dalla stron-
catura di Voronskij. Il primo frammento aggiunto ¢ costituito da cinque paragrafi, dalla
lunghezza complessiva di poco superiore a una pagina tipografica (Nikitin 1923¢: 106-107,
“O6 atom roaoce [...] mocae 6031, 3040i1”) e fornisce una caratterizzazione inequivocabil-
mente negativa dei cosacchi, a cui ci si riferisce con gli appellativi di svolocs, padali e sakaly.
A loro viene contrapposta la rivoluzione come stichija, forza primigenia e primordiale, che
presenta aspetti contraddittori superati dalla bellezza e giustizia della causa in sé, che me-
rita le siano dedicate canzoni e che ai suoi martiri sia resa quella stessa gloria che, invece,
non sara mai riconosciuta ai cosacchi:

Mmst — Kyspma Qenorenos.

3Ty CBOAOYb HMCTOPHS HA3OBCT IIAKAAAMH. vy PCBOAOLIMH TOXE 6LIAI/I CBOHM IIIAaKaABbI,
CTOSIBIIMC B CTOPOHC M JKAABIIMC ITOJKHUBBI. PCBOAIOI_II/IH Ke 6bIAa IpeKpacHa, CTUXHUHHA
— KaK HOYHasl, ITIOAHAS OrHs, Ipo3a. Ato TOBOPHUTCS HE AAST OITPABAAHMS, 3TO COBCEM HE
MO3TUYECKUI 06p3.3... 3IT10 — cTuxus. A o cTuxun HaAO CKAQABIBATH IICCHIO.

H oty necuio o 6oe, PYCCKOM CTEIH, O IPO3€ — CAOYKAT IEBLIbI, MOXKET OBITB, KAXKABIH CAO-
KUT I10 CBOEMY, II0 Pa3HOMY, HO HH OAMH U3 HUX He IpocAaBuT caabl Kysbme Penore-

11

Per il dettaglio delle modifiche e delle tipologie si veda ’'Appendice, nfra.
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HOBY 1 ero TabyHam. Bee 970 Tak jke, Kak 0CTaAOCH €lie HaM B HACACACTBO — B CTAPUHHBIX
CTEITHBIX [IECHSX, T.-€. — O HOAAOCTH IIOAOBLIA U MECTH KO3apa.

He caaBy — a npokastue. [Ipokastue — rpeBmmmcs Tenaoi, mocae 6os, soaoit (Nikitin
1923C: 107).

Il secondo frammento aggiunto ¢ considerevolmente piti lungo, si estende per tre pa-
gine (Nikitin 1923¢: 108-110) ¢ racconta I'arrivo, dopo la battaglia, di una squadra di ros-
si, lavoratori, espressione massima del zarod (“Onu mwau U3 WTOACH, IIAXT, OT KapbepoB,
TAC CILIE CTOSAM BATOHETKH M CKpHIIeAH Liernu dkckasaropos” [Nikitin 1923¢: 108]) i quali,
dopo aver reso onore ai caduti e riportato alla mente gli orrori perpetrati dai bianchi nei
loro confronti e verso le loro famiglie, issano la bandiera rossa della vittoria, sugellando il
sacrificio che acquista, cos, senso: “[6]p1aa kpoBb, 3HauuT HyXHa U nevasn. JKeprsa 6e3
nevaau ycra” (Nikitin 1923¢: 110).

L’inserimento di questi due frammenti testuali va effettivamente nella direzione ri-
chiesta da Voronskij, che, nella ristampa dell’anno successivo del proprio articolo conte-
nente la stroncatura aggiungera la seguente nota: “B mosaneiiureii kuure pacckasos ‘Bynr’
aBrop nepepeaas ‘Houw u ucroakosaa Kyssmy no-uxomy, 6oace npuemaemo” (Voronskij
1924a: 192).

Un ulteriore momento centrale del testo su cui porre I'attenzione ¢ costituito dall’ele-
mento naturale che, seppure non risulti tematicamente nuovo rispetto ad altri testi prodot-
ti da altri autori in quegli anni (un possibile rimando ¢, ad esempio, alla poesia neoconta-
dina, di cui Nikitin probabilmente avverti I’influsso ¢ il fascino), ¢ perd nuovo per Nikitin,
che non aveva mai dato in testi precedenti, né lo fara in altri successivi, tale risalto. E infatti
la natura la vera protagonista della povest’, 'unica vincitrice della battaglia tra le parti in
gioco, I'unica a sopravvivere alla distruzione, che anzi non la tocca ma quasi la rigenera
nel suo essere, come la rivoluzione, stichija. E qui, ¢ in particolare nel vento, che risiede la
vera forza primigenia ma vitale (non distruttiva come quella dei cosacchi), che si fa beffe
delle velleith umane e che sopravvive sempre e comunque, che infuria con i treni nel loro
correre cieco e che, dopo la battaglia, confonde i rumori e i resti, e ha un odore “rycroit u
nbsHbIA, 4T y Moaoaoro xaeba” (Nikitin 1923¢: 104). L'elemento naturale si mescola a
quello magico e folclorico, che ¢ “[...] s3pik 3eman (He MemaHNHA, a My>KHKa), CMELIHON 1
KOpSIBBIH, GoraTbiil 1 TeMHbIIL. [...] Poabkaop — 10 pycckoe 6orarctso” (Voronskij 1983:
574). Numerosi sono i riferimenti alle erbe magiche per curare e per uccidere, al raskovnik,
agli uccelli del Paradiso della mitologia slava, e proprio alle descrizioni della natura si lega-
no i passaggi pit ornamentali del testo che, in particolare attraverso un uso sapiente delle
ripetizioni identiche o leggermente variate, scandiscono i diversi brani e ne definiscono la
musicalitd interna. Particolarmente rappresentativo al riguardo ¢ 'incipit:

Houamu neau crennsie YAYIIAUBBIC BCTPbI. He o cebe IICAH, A O TOM, YTO HAAO HaM. Be-
TPBI pBaAH KO6I)IAPII>1 IIyX — Iy TasICh B CTCIIAX, HIJa AOPOI'A Ha Briceaxu. M mbr 6PO,A,I/IAI/I,
KaK IyX, ITO CTCIISIM 3a )XapKMMHM BETPpaMH — HIIIa TOXE.
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Koraa 4eA0BeKy CKY4YHO XKHTb, OH HACT B BETPBI, B HOUH, B CTeIH. TyAa—rAe HOBbIE, He-
TPOHYThIE MECTA, — TAC HY)KHO HAYMHATH )XU3Hb CHA4YaAd. [ae AUKHMIT IIECOK, KAMHH, KO-
BBIAB U Cyxoe KoHckoe Kaao (Nikitin 1923¢: 61).

La natura, sovrana assoluta e imperante, sembra essere popolata perlopiu da citelli e
mandrie, sorvegliate dagli evzuchi, neologismo derivato da evnuch e pastuch, figure appa-
rentemente umane, ma in realtd completamente integrate e compenetrate nell’ambiente
circostante, del quale sono la quintessenza e che, distanti da tutto, vengono rappresentate
sempre in gruppo, vicino al fuoco, intenti a maledire i treni che passano e che, con il loro
frastuono, rompono 'armonia. La grande opposizione, dunque, sembra in fin dei conti es-
sere non quella tra rossi e bianchi, bensi quella tra mondo umano (rossi, bianchi e cosacchi)
e naturale (inclusi gli evzuchi), il primo caratterizzato dall’egoismo ¢ dalla certezza della
morte, della sconfitta, il secondo eterno e pronto a rinascere dopo ogni catastrofe come a
ogni primavera. Unico punto di contatto tra i due mondi sono le donne, tanto cosacche
quanto rosse ¢ bianche, le sole in grado di mettersi in ascolto della natura e coglierne i se-
gnali e che sono, per questo, avverse all’istanza belligerante maschile.

Con la raccolta Bunt del 1923, che include anche la versione rivista di No¢’, termina
sostanzialmente la breve fase ornamentale della produzione di Nikitin, che gia sul finire
del 1922 aveva inoltre cessato di partecipare agli incontri dei fratelli di Serapione. I testi
che seguono, a partire dal giornalistico Sejéas na Zapade (1924), dalla raccolta Polét (1925)
¢ dalle Obojanskie povesti (1928), seguono un percorso comune a molti autori del tempo e
virano sempre piu verso la linea letteraria ufficiale ¢ la descrizione della vita sovietica e delle
sue sfide, tra cui quelle dell’industrializzazione (a questo proposito riscosse un discreto
successo il dramma Linija ognja del 1931) per poi tornare, dopo la seconda guerra mondiale,
a parlare della guerra civile ma con modalita e armamentario stilistico, ritmico e di imma-
gini ovviamente completamente diversi da quelli dei testi degli anni Venti, che rimangono
il vertice della produzione di Nikitin. Nel rinunciare alla liberta ideologica strenuamente
difesa in gioventh, € vissuta poi quasi come una colpa (“OH XOPOILIO MOHHUMAA, YTO HAAO
IPEOAOAETh IIEPBOHAYAABHBIM CTUXUIHBIN IEPHOA U BCE TO, YTO MEMIAET AAAbHEHIIEMY
pocry nucareast” [ Tichonov 1966: 4]), 'autore rinuncia anche alla dirompenza e allo spe-
rimentalismo Iinguistico e sintattico trasformandosi, come avevano gié compreso i suoi
contemporanei (e come si evince scorrendo le recensioni ai suoi testi prodotte dai critici nel
corso degli anni), da promettente giovane in epigono pur abile, ma dalla voce artistica de-
bole ¢ scarsamente riconoscibile (Altergott 2018: 52), come laconicamente rilevato anche
da Gor’kij nella lettera a I. Gruzdev del febbraio 1929:

O Cepannonax Ber nanucaau neuaasnyto npasay. He pacryr, a ymaasiores. Hukuru-
Ha yke HeT — 3a00ATaAcst, usHeOpesxHudancst. “CpeAHUIT IPOCIIEKT  — CYXO U TYCKAO,
“Cxkanpasncra’ ewe He YUTaA, Dparbs’ — IPEKACBPEMEHHO COAMAHO. A — TAaBHOE:
BCE TIO3BOASIIOT ACHCTBUTEABHOCTH OAOACBATD CeOsl, IOKOPHO IIOAYHHSIOTCS PpaKTaM.
CAyxoBasi U SpUTEAbHAsI IAMSTb, AMYHbBIC KOXKHBIC PASAPAXKCHHS PASBUBAITCI AO
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9yBCTBUTCABHOCTH GOAC3HEHHOIA, H BCE 3TO IIOAABASIET BOOOPasKEHUE, AOMBICABI, HH-
tynnuo (Gor’kij 1955b: 126).

Pertanto, se pure oggi Nikitin ¢ ricordato soprattutto per le opere legate alla seconda
fase della sua produzione artistica (tra cui il romanzo Severnaja Avrora, 1949, per il quale
nel 1951 riceve il premio Stalin), pitt vicina agli stilemi del realismo socialista, sono invece i
testi in prosa composti nei primi anni Venti a rappresentare dei veri tesori nascosti da risco-
prire e ristudiare, in particolare alla luce dei materiali d’archivio ed epistolari, ricostruendo
relazioni, influenze e contatti fondamentali per una maggiore comprensione tanto dell’au-
tore, quanto della sua epoca, ma ancora poco indagati. No¢, con le sue tre redazioni edite
a brevissima distanza tra loro nel corso dello stesso anno e in virt1 delle rilevanti variazioni
di carattere ideologico inserite nell’ultima versione segna il vero e proprio spartiacque nel
percorso dello scrittore, i cui toni e le cui tematiche muteranno drasticamente gia a partire
dall’anno successivo svelando, pertanto, un radicale cambiamento di poetica e interessi.
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Appendice

Si riportano in appendice i dati emersi dall’analisi comparata delle tre versioni di No¢”
e che hanno permesso di determinare i rapporti tra le tre redazioni, identificando la pit
antica in Nikitin 1923a e la piti recente in Nikitin 1923c.

Le TABELLE 1 e 2 riassumono, rispettivamente, quanto avvenuto tra Nikitin 1923a
e 1923b, e tra Nikitin 1923b e 1923c¢. Il totale degli interventi, suddivisi per tipologia, ¢ ri-
portato anche sottoforma di percentuale per mostrare I'incidenza delle singole categorie
sull’interezza della povest’.

La TABELLA 3, infine, confronta il totale degli interventi tra Nikitin 1923a e 1923¢ nel
tentativo di fornire una rapida e chiara valutazione complessiva di quanto avvenuto tra la
prima e I'ultima redazione del testo.
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TABELLA 1

Tipologia e incidenza degli interventi effettuati su Nikitin 1923b rispetto a 19232

totale %
Aggiunte o 0%
Correzione errori 29 26%
Adeguamento convenzioni grafiche (e/g, /s, ...) 14 12%
Modifiche sintattiche minori 12 11%
Punteggiatura 42 38%
Registro 15 13%

TABELLA 2

Tipologia e incidenza degli interventi effettuati su Nikitin 1923¢ rispetto a 1923b

totale %
Aggiunte 7 7%
Correzione errori 6%
Adeguamento convenzioni grafiche (¢/€, /s, ...) 2 2%
Modifiche sintattiche minori 9 8%
Punteggiatura 58 54.%
Registro 25 23%

TABELLA 3
(RIASSUNTIVA)

Tipologia e incidenza degli interventi effettuati tra Nikitin 1923a e 1923¢

totale %
Aggiunte 7 3%
Correzione errori 35 17%
Adeguamento convenzioni grafiche (¢/€, /s, ...) 15 7%
Modifiche sintattiche minori 20 10%
Punteggiatura 97 46%
Registro 35 17%
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Abstract

Noemi Albanese
“Revoljucija Ze byla prekrasna, stichijna”: Nikolaj Nikitin's No&

Despite being one of the lesser known Serapion Brothers, Nikolaj Nikitin had a brilliant early
career. He was acclaimed by M. Gorkij and the critic A. Voronskij as a very promising writer, able
to convey the spirit of the post-revolutionary period, also in light of his personal experience as a
volunteer in the Red Army. The first phase of his literary production dates from 1922 to 192 4. In the
texts of this period the thematic focus is mainly on the experience of the revolution, while, stylisti-
cally, they are characterized by a highly evocative and musical language that reveals the influence
of A. Belyj’s Simfonii. The article focuses on the long story (povest’) No¢’, edited and redacted three
times during 1923, more than any of Nikitin’s novels. Being the most redacted and revised piece of
Nikitin’s long fiction, the povest’ offers the possibility to investigate the relationship between the au-
thor and Voronskij who, more than anyone else, had a great impact on the young writer. The povest’
focuses on the battle between two trains, one white (called “L.G. Kornilov”) and one red (the “N.
14-7, Béla Kun”). In the first edition, the result of the battle is not conveyed to the reader; the only
outcome is destruction and pain, and this caused a very negative and passionate reaction from critics
and readers. The comparison of the three redactions of the povest’ shows the direction of the revi-
sions, which started from a merely stylistic point of view and then moved to a more ideological layer,
clarifying the result of the battle (now undoubtedly assigned to the Red Army) and highlighting the
stichijnyj but deeply legitimate character of the Revolution itself. Starting from 1924, Nikitin will
no longer participate in the meetings of the Serapion Brothers, and his poetics and chosen topics
will change as well, moving in the stylistic and ideological direction that will be formalized in 1934
under the name of Socialist Realism.

Keywords

Nikolaj Nikitin; Ornamental Prose; Serapion Brothers; Revolutionary Prose.
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Olga Trukhanova

La formula dell’esistenza.
I confini della metanarrativa

in Celovek v pejzate di Andrej Bitov

Andrej Bitov (Leningrado 1937-Mosca 2018), conosciuto soprattutto per il suo ro-
manzo-museo Puskinskij dom (La casa Puskin', 1978) oggi ¢ considerato un autore ‘classi-
co’ fra i postmodernisti russi. La sua opera, di non facile comprensione ma originale scrit-
tura, continua la linea genealogica che va dall’autore del primo romanzo russo in versi a
Vladimir Nabokov ¢, nonostante I’indubbia innovazione, si inserisce perfettamente nella
tradizione letteraria russa ponendo interrogativi insistiti sulle problematiche ‘eterne’ che
assillavano i suoi predecessori®. Bitov era un fenomeno a sé stante per 'epoca in cui esordi
il suo talento, attraversando subito il confine che divideva la letteratura sovietica da quella
post-sovietica senza aver mai riconosciuto la necessita di fare suddivisioni generazionali o
iscrizioni, pur formali e non ideologiche, a una corporazione degli scrittori (Genis 1997;
Ivanova 1988). Egli ¢ riuscito a immettere la scrittura nella vita ¢ la vita nella scrittura, assu-
mendola come una forma d’esistenza: “¢ strutturato in modo tale che essere scrittore per lui
non costituisce una modalitd professionale, bensi esistenziale” (Rodnjanskaja 2006: 556)°.
C’¢ nella produzione letteraria di Bitov un breve récit che, sicuramente, s’ impone all’atten-
zione, non solo per la sua poeticita, ma anche per la curiosita che puo suscitare se collegato
al fenomeno tecnicamente chiamato metanarrativa*.

1

Traduzione del titolo scelta da Mario Caramitti (2010: 188), mentre la traduzione di Mar-
gherita Crepax Rossetti, uscita nel 1988, porta come titolo La casa di Puskin.

> Uno studio approfondito sulle riflessioni filosofiche di Bitov alla ricerca dell’istina (‘ve-
ritd’) ¢ proposto da Natal’ja Kovtun (2017) che, tracciando i modelli sia della letteratura europea
sia di quella russa, lo avvicina in questo senso a Nabokov e al suo racconto Ultima Thule (1942).
Quest’ultimo rappresenta la tappa conclusiva del periodo europeo di Sirin, in cui ricorreva ancora al
platonismo e al realismo cristiano nel tentativo di giungere all’essenza delle cose (Ariev 2000).

> Quie di seguito, ove non ¢ diversamente indicato, la traduzione ¢ mia (0.T.).

*  Metapovestvovanie o ‘metanarrativa’ ¢ inteso qui sia come strumento per esplorare il rap-
porto tra letteratura e realtd (Waugh 1984) sia come espediente stilistico che permette all’autore
di intervenire nel suo scritto in prima persona (Hutcheon 1984). Nella letteratura critica, a volte
discordante sulla definizione del fenomeno, si applicano spesso termini quali metafiction o self-con-
scious novel ormai diventati sinonimi. Sulla questione esiste gia un’ampia bibliografia, ad iniziare da
William Gass (1970) che ha introdotto il termine mezafiction e da Jean-Frangois Lyotard con il suo
La Condition Postimoderne (1979), in cui la metanarrazione occupa un posto rilevante, passando per
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Celovek v pejzate (L'uomo nel paesaggio), scritto nel 1983 e pubblicato sulla rivista
“Novyj mir” nel 19875, fa parte della trilogia Oglasennye (I catecumeni, 1995) insieme ad
altri due racconti: Pricy (Uccelli, 1971) ¢ OZidanie obez jan (L attesa delle scimmie, 1993).
Il romanzo [ catecumeni con i testi annessi, secondo Irina Rodnjanskaja, riesamina due de-
cenni di storia sovietica, dagli anni Settanta ai primi anni Novanta, ciascuno dei quali si
distingue per un preciso aspetto storico e socio-culturale:

Uccelli, con la sua visione drammatica della catastrofe nucleare ai limiti della sanzione
censoria e con il pathos investito all’ecologia in sostituzione della protesta civile, vuole
incentrarsi sugli anni’70; L uomo nel paesaggio, che narra la convulsa ricerca di Dio in un
paese in via di annientamento causa alcolismo — sugli anni ’80; Lattesa delle scimmie &,
invece, una testimonianza dei sette anni burrascosi, anch’essi passati alla storia (dall’an-
no segnato da Orwell-Amal’rik’, ovvero dall’inizio del 1984 fino alla caduta del regime
socialista nell’agosto del 1991) (Rodnjanskaja 2006: 554).

L’intera trilogia fu definita dall’autore stesso come roman-stranstvie (romanzo-pelle-
grinaggio), dicitura riportata sul frontespizio sin dalla prima edizione, nella quale emerge
una concezione del viaggio non solo come traslazione nello spazio, ma anche e soprattutto
come dimensione di geografia letteraria con una profonda valenza filosofica. Del resto, tut-
ta la sua vita altro non fu che un continuo szzanstvie (cfr. Shuvaeva-Petrosyan 2018).

Nell’'universo creato da Bitov non esistono confini ben definiti, né spaziali né tem-
porali. E anche nei casi in cui ci ritroviamo in uno spazio cosi perimetrato ¢ concreto da
prestarsi a un’interpretazione realistica di viaggio, questo si dilata all’improvviso, quasi per
incanto, tanto da disorientare i personaggi che lo abitano e percorrono.

Pur rimanendo un segmento della trilogia, L nomo nel paesaggio resta un’opera con-
cettualmente autosufficiente e si presta a un’analisi slegata dalla sua totalita strutturale,
decisa dall’autore in un secondo momento. Lo stile eclettico che lo connota approda ora al
picaresco ora alla metafisica, accorpa i tratti di vari generi letterari e folklorici: dalla fiaba
(con la canonica iniziazione del protagonista che, alla conquista di sé stesso e della felicita

Robert Alter (1975), Inger Christensen (1981), le sunnominate Linda Hutcheon (1984) e Patricia
Waugh (1984), ma anche Brian McHale (1987), Veronika Zuseva-Ozkan (2014) ecc. Puntando i
ferri del mestiere sulla letteratura russa questo fenomeno ¢ stato studiato in particolare da Dmi-
trij Segal (1979; 1981), David Shephard (1992), Mark Lipoveckij (1997; 2000), Justin Weir (2002),
Mark Amusin (2016) e altri.

> Lo scoglio principale per gli editori, a giudicare da cid che confesso lo stesso Bitov nelle
edizioni successive di questo testo, era 'abbondanza di alcol. Per superare l'ostacolo della censura
egli dovette aggiungere una paginetta in stile semiserio sulle statistiche a riguardo. Ad esempio, nella
raccolta del 1988, a cui L’uomo nel paesaggio ha dato il titolo, questa premessa risulta gia assente.

¢ Andrej Alekseevi¢ Amal’rik (Mosca 1938-Guadalajara 1980), scrittore sovietico morto ac-
cidentalmente in esilio, famoso per il libro Sopravvivera I’Unione Sovietica fino al 19847 (1969). Un
chiaro ricorso a Orwell nell’interrogarsi sul futuro, radioso o no, dell’impero comunista.
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si ritrova “3a cembio Ao0AaMH, 32 ceMbio Topamu’” (Bitov 1987: 92) — oltre le sette valli, oltre
i sette monti) alla parabola evangelica e alla satira menippea.

Al centro del racconto si snoda il problema del Creatore e della sua opera in senso lato,
del genio e del profano, dell’Uomo come parte della natura e come suo pervicace domina-
tore. I temi, che affronteremo in seguito in maniera analitica, sono dipanati da due attori.
Essi non si conoscevano prima di questo viaggio, segnato da uno stato di coscienza alterato
dal consumo smisurato di alcol e durato quasi tre giorni, né si sono piti rivisti in seguito.

La trama, come suggerisce in un’altra occasione lo stesso Bitov?, ¢ carente di eventi e
all’inizio incastonata in una cornice paesaggistica in piena derelizione: scatolame arrugginito
e confitto in terra, brandelli di giornale dal testo ormai slavato e illeggibile, stracci sordidi e
una croce verniciata di rosso che si erge nella sterpaglia a dichiarare la prossimita di un cimite-
ro. La natura selvaggia riconquista i suoi spazi e le cornacchie “si levano in aria, volteggiando
su un tempo perento, non sul presente” (Bitov 1987: 66). Il teatro dell’azione ¢ la periferia
di Mosca, mai espressamente nominata’. Che si tratti della capitale sovietica, lo intuiamo
dal dialogo del protagonista con il poliziotto che lo ferma di notte ubriaco fradicio. Cosi
veniamo a sapere che egli risiede nel vicolo Aptekarskij, nei pressi delle tre stazioni, ovvero vi-
cino alla piazza Komsomol’skaja che ospita il Leningradskij, Kazanskij e Jaroslavskij vokzal. Il
vero centro della narrazione diventano pero i luoghi simbolici e archetipici di una citta senza
nome: Monastero-Cremlino-Stazione di polizia-Cantiere-Appartamento semivuoto in peri-
feria, la cui schematicita crea una realtd parallela che si dissolve trapassando in allucinazione.

La ripartizione spaziale della narrazione, con il suo slancio visionario rimanda generi-
camente alla Commedia dantesca™, riprendendo la discesa agli inferi con il successivo risa-
lire verso le sfere celesti assistito da una guida spirituale. Dalle colline che ospitano il com-
plesso monastico, immerso nella natura selvaggia o inselvatichita che funge da ‘selva oscura,
si passa allo spazio sacro e nel contempo desacralizzato della chiesa, del refettorio, della

7 E un ritornello diffuso nelle fiabe russe e in quelle di altre etnie stanziate sul territorio
dell’odierna Federazione Russa. Si usa per circoscrivere lo spazio magico in cui si svolgono le peripe-
zie dell’eroe e puo presentare alcune varianti, come ad esempio la versione altrettanto frequente “sa
ceMbIo Topamy, 3a cembio Mopsamu” (“oltre i sette monti, oltre i sette mari”).

¥ Nel suo ultimo romanzo L’insegnante di simmetria lo scrittore afferma che “s Poccnn ner
CIOXETa — OAHO IIPOCTPAHCTBO. |[...] B okeaHe HeT croxeTa, Kak HeT ero # B POCCHH: OIIBITY He BO 4TO
yIeperncst — Kpast HeT, 6esaHa. AAsl CIXKeTa HCOHXOAUMO IIEPBBIM ACAOM 3aAMKHYTb IIPOCTPAHCTBO”
(“In Russia non esiste la trama, il po#, ma solo lo spazio. [...] L'oceano non ha trama e cosi neanche la
Russia: esperienza non possiede un punto di appoggio — non v’¢ un limite, solo I’abisso. Per creare
una trama bisogna innanzitutto circoscrivere lo spazio”, Bitov 2007: 112).

> Secondo Ellen Chances, il leningradese Bitov ambienta una buona parte della povest”a
Kolomenskoe, un antico villaggio alla periferia di Mosca inglobato dalla citta negli anni Sessanta
(cfr. E. Chances 2007: 418).

' Un’analisi dei parallelismi con la Commedia dantesca ¢ proposta da Susan Brownsberger
(2007: 393-416). La studiosa, perd, si concentra specificatamente sugli aspetti teologici del testo
bitoviano.
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cripta, che sembra un’estensione diretta delle catacombe, per poi attraversare il confine
seguendo il muro di un Cremlino, una sorta di “natural burella” che segna il varco del Pur-
gatorio, accompagnati dalla luce di una stella. Dopo un brevissimo episodio alla Stazione
di polizia e una tappa al Cantiere, dove i protagonisti discutono del mito della Creazione,
la strada conduce a un Eden fittizio, con il giardino dei meli e le fredde, insignificanti zovo-
strojki che si stagliano come zolle di zucchero “sparse nei raggi di sole al tramonto” (Bitov
1987: 93). Dalla finestra di uno di questi edifici davanti agli occhi del protagonista compare
un alce, abitatore tipico delle foreste russe, la cui figura ¢ interpretata dalla Meyer (2007)
come il messaggero dell’Apocalisse.

A compiere il viaggio sono in due, come abbiamo gia detto sopra: IIo narrante iden-
tificabile con I'autore del racconto e il pittore-filosofo Pavel Petrovi¢ che lo trascina nel
suo mondo fatto di domande tormentose, dipinti replicati all’infinito ¢ innumerevoli bot-
tiglie di Kavkaz, una dozzinale versione sovietica del vino di Porto. Oltre ai protagonisti
c¢’¢ Simeon, un taciturno o#sel nik contemporaneo, guardiano delle botti con i cetrioli in
salamoia, a cui si aggiungono le figure episodiche delle guardie notturne, un operaio del
cantiere ¢ la moglie addormentata di Pavel Petrovi¢. Nel finale incontriamo di nuovo lo
stesso Bitov, non pitt nelle vesti del protagonista errante, ma che ricrea letteralmente “the
postmodernist zopos of the writer at his desk” (McHale 1987: 198), mentre finisce di scrivere
con due pulcini che cercano di scaldarsi ai suoi piedi. In analogia col pittore-ubriacone,
che schiaffa il proprio naso in tutte le rafhgurazioni paesaggistiche che esegue, rievocando
Gogol, ¢ onnipresente pure 'ombra erratica di Bitov: narratore-traduttore-esploratore che
si cala nei panni del personaggio letterario. Egli offre cosi al lettore una duplice visione del
mondo: da fuori, come spettatore esterno (Scrittore-Creatore) e dall’interno, come pro-
tagonista della vicenda da lui stesso immaginata. Questa dicotomia diventa una costante
dopo il primo ‘viaggio® spirituale in Uroki Armenii (Lezioni armene, 1969) e resta tale per
tutti i suoi scritti successivi (cfr. Rodnjanskaja 2006).

Non ¢ certamente inedito come approccio: i modelli a cui s’ispira Bitov sono molti,
da Laurence Sterne ¢ Vladimir Nabokov — costui considerato il capostipite del ‘romanzo
narcisista’ russo, secondo la definizione di Medari¢ (1997) — che spesso anagrammava il
suo nome o si concedeva un’apparizione estemporanea all’interno della narrazione, pas-
seggiando con la moglie nel lungomare della localita balneare in Korol, Dama, Valet (Re,
Regina, Fante, 1928)". Per il postmodernismo letterario, pero, cessa di essere un espediente

11

La storia conosce anche numerosi esempi di autoritratti inseriti in pittura, dai primitivi
fiamminghi (Robert Campin, Jan van Eyck), al Rinascimento italiano (Botticelli, Benozzo Gozzoli,
Andrea Mantegna) e nordico, al simbolismo belga (James Ensor): si pensi ad esempio alla Scuola di
Atene (1509-1511) di Raffaello, in cui ’artista si ritrae tra Zoroastro e Claudio Tolomeo in abiti a lui
contemporanei, a Paolo Veronese, astante nelle Nozze di Cana (1563) o ancora all' Adorazione della
Santissima Trinitd (1511) di Diirer, il quale coglie 'occasione per immortalarsi entro un brullo paesag-
gio collinare. E nel cinema c’¢ il precedente di Alfred Hitchcock che si ritagliava una breve apparizio-
ne in tutti i suoi film a partire da una data cronologicamente vicina al partito assunto da Nabokov.
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collaterale ludico o narcisistico e si trasforma, insieme all’intertestualita, in uno dei pilastri
del nuovo stile, sebbene Mark Lipoveckij (1997: 31) non consideri tali elementi imprescin-
dibili per lo sviluppo postmoderno del dialogismo bachtiniano.

Costruito sul modello dei dialoghi platonici con I'improvvisato desinare in stile so-
vietico, L’nomo nel paesaggio riprende anche lo spirito del viaggio nel contempo dissacrante
e trascendentale tra Mosca e Petuski di Venicka, I'eroe peregrino di Venedikt Erofeev®. E
come in qualsiasi viaggio il confine, pur restando sempre un concetto molto vago e filoso-
fico, diventa uno dei Leitmotive principali del racconto:

Bpems Beab TOXE TPYAMTCS, KaK 4EAOBEK: CHAYaAd COBEPUIECHCTBYSA M AMIIb MOTOM —
paspywast. 3ansmuoe koawecmso spanuy! [il corsivo ¢ mio, 0.T.] Auxoit mpupoast — ¢
OAMYABIIEH KyABTYPOM, OAMYABLICH KYABTYPBI — C KYABTYPHBIM IIPOCTPAHCTBOM, KYAb-
TYPHOTO IIPOCTPAHCTBA — C Pa3pPYLIEHHEM, PA3PYXH — C OAUYAHHEM, OAMYAHMS — C AUKO-

CTbIO... Bee TyT 6b1A0 BO B3AaHMHOM IIEPEX0OAE, BO B3AUMHOM OOPBIBC... (Bitov 1987: 66)".

Bitov-scrittore, del resto, non si ferma a questa lista e moltiplica gli interrogativi,
estendendoli a ogni aspetto della Creazione. Cosl, insieme a un sempre pit esterrefatto e
smarrito Bitov-personaggio ci ritroviamo a riflettere sulla sottile distinzione tra pejzaz (‘pa-
esaggio’) e vid (‘veduta)): quest’ultima rimarra sempre inafferrabile per il pittore, mentre il
primo ¢ quello che lascia la sua impronta sulla tela; distinzione tra il dilettante ¢ il genio, la
cui caratteristica ¢ la smisurata abbondanza della produzione, colpa dell’ininterrotta e mai
soddisfacente ricerca della perfezione; tra I immagine originaria, la pura ispirazione e la sua
successiva realizzazione.

Man mano che procede la discussione sull’arte che Pavel Petrovi¢ conduce con il suo
interlocutore occasionale nei panni di Andrej Bitov, i due arrivano alla questione della pre-
sunta ‘concorrenza’ tra la fotografia e la pittura. Con I'invenzione della riproduzione mec-
canica ¢ stato fissato un nuovo limite a chi usa il pennello, aprendo la strada agli impres-
sionisti, i quali, consapevoli dell’impossibilita di trasferire la veduta sulla tela, riuscivano
comunque a riprodurre lo ‘stato’ (sostojanie) delle cose. Lo ‘sfiorarsi’ delle arti non significa
semplicemente oltrepassare il confine, bensi creare un contrasto benefico per entrambe:

— 1 x0oTeA cKasaTh, 9TO NEHBKUCT AUIIb HHAMBHAyasusupyer Bup. OH He cnocoben
€ro OTPasUTh, OH CHOCOOEH ANIIb OTPA3UTHCS B HEM. BUA M MHAUBHA — OAMH KOpPEHB?

12

E dunque, oltre all’idea del viaggio spirituale, anche la struttura stessa de L’nomo nel pac-
saggio ad esemplarsi sulla Divina Commedia e su Mosca-Petuski, secondo poema russo in prosa dopo
le Anime morte.

% “Anche il tempo fatica come I'vomo: prima perfezionando ¢ solo dopo distruggendo.
Quanti confini! [il corsivo ¢ mio, 0.T.] Tra la natura selvaggia ¢ la cultura inselvatichita, tra la cultura
inselvatichita e lo spazio culturale, tra lo spazio culturale ¢ la distruzione, tra la devastazione ¢ il
ritorno allo stato primitivo, tra lo stato primitivo ¢ la barbarie... Tutto era in continua transizione, in
continuo precipitare...”.
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— Her, — orBeTHA £, B TBEPAOCTD CBOIO BKAaabBas U [umkuna, n Teanca, u $oro-

rpaduro (Bitov 1987: 69)™.

Nel suo studio sull’arte postmoderna, Linda Hutcheon cita gli esperimenti e le trova-
te dei fotografi degli anni 80, che si basano sul concetto di fringe o di margine metaforizza-
to dall’effetto dei cerchi che generano le pietre gettate in uno stagno (cfr. Hutcheon 2002:
114). Questa tecnica espressiva

interrogates and problematizes, leaving the viewer no comfortable viewing position. It
upsets learned notions of the relations between text/image, non-art/art, theory/prac-
tice — by installing the conventions of both (which are often taken for granted) and
then by investigating the borders along which each can be opened, subverted, altered by
the other in new ways. This typically postmodern border tension [il corsivo ¢ mio, 0.T.]
between inscription and subversion, construction and deconstruction — within the art
itself - also places new demands upon critics and their means of approaching such works
(Hutcheon 2002: 115).

In Uccelli lo scrittore tratta il concetto della “tensione del confine” (Bitov 1988: 194)
in termini pitt universalistici, sostenendo la sua esclusivita nel creare 'ambiguita neces-
saria per lo sviluppo del pensiero. Con L’nomo nel paesaggio, invece, dimostra la vitalita
dell’approccio che Hutcheon applica per sondare i meccanismi dell’arte postmoderna®,
soprattutto in virttt del ruolo primario che la fotografia svolge in generale nelle sue opere, a
partire dagli anni Settanta fino all’'ultimo romanzo.

I have been suggesting that photography may be the perfect postmodern vehicle in many
ways, for it is based on a set of paradoxes inherent in its medium, general paradoxes which
make it ripe for the particular paradoxes of postmodernism (Hutcheon 2002: 116).

José Vergara (2018: 259-278), nel suo articolo dedicato alle ‘fotografie letterarie’ di
Bitov, giunge alla conclusione che egli non si dissocia dall’'uso dell’immagine fotografica
come metafora della memoria, praticato da vari scrittori russi, ma allo stesso tempo offre
prospettive diverse. Cosl, I'esperienza vissuta dal narratore in L uomo nel paesaggio, che egli
ricorda come un flashback di ‘istantanee} ha un impatto quasi didattico su di lui, permet-
tendogli di liberarsi dai filtri imposti dalla sua personalita egocentrica.

'+ “—Volevo dire soltanto che il paesaggista individualizza la veduta. Non ¢ in grado di riflet-
terla, ma solo di riflettersi in essa. Vid [‘veduta’] e individ [‘individuo’] hanno la stessa radice?

— No, - risposi io con fermezza, tenendo in mente sia Siskin, sia Teniers, sia la fotografia”

5 Ellen Chances (1993: 2) sottolinea nel suo libro la tendenza di Bitov a pensare i suoi testi
in maniera circolare: “Structurally, Bitov’s works are often shaped like circles. Endings repeat begin-
nings. He frequently uses circles imagery — wheels, balloons, spheres, spirals, rings. During the late
1950s and early 1960s, he emphasized expanding circles, each circle intersecting others in order to
enlarge one’s capacity to experience life”.
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The perennial struggle, then, is finding a balance between man’s tendency to impose
himself, intentionally or not, upon his subject of study or art. As a mechanical tool,
photography allows one to render a landscape (or person) in its entirety, but it fails to
capture the life-essence of the same subject. In other words, it produces a semblance
rather than a true resemblance by mechanical means (Vergara 2018: 275).

La pittura, invece, non ¢ altro che una finestra, un frammento di natura estrapolata
dal suo contesto primordiale e fissata per mezzo di una generalizzazione. Il pacsaggio come
genere pittorico avrebbe in sé il principio del ritratto, ma come si fa a cogliere ‘o stato d’a-
nimo’ del mare o delle montagne? E tanto meno ¢ compatibile con le persone, in quanto
non tollera la presenza dell’'uomo, lo annienta spictatamente, dissolve la sua illusione di do-
minio sulla natura. Come prova inconfutabile, Pavel Petrovi¢ porta ad esempio la Caduta
di Icaro, dipinta da Pieter Bruegel il Vecchio nel 1560, in cui il protagonista vero e proprio
non ¢ tanto il personaggio mitologico, né la sua caduta narrata da Ovidio (Mezamorfosi,
VIIL, 183-259), quanto la ciclicitd della vita e I imperturbabilita della natura. Infatti, 'opera
del pittore nordico illustra il proverbio fiammingo che recita: “nessun aratro si ferma per
la morte di un uomo”. Le tre figure — I'aratore, appunto, in primo piano, il pastore legger-
mente arretrato e il pescatore sulla riva — non interferiscono con lo svolgersi naturale della
vita. A differenza di Icaro, che incarna ’'ambizione umana e il desiderio di equipararsi al
Creatore e si intravvede appena con le gambe che spuntano dall’acqua, i tre si inscrivono
perfettamente nel paesaggio, anzi ne sono parte integrante. Ma non ¢ soltanto la pittura,
tutta la nostra esistenza ¢ inglobata dalla ‘teoria dello strato™ di Pavel Petrovi¢:

Ms1 AymaeM, 4TO peaAbHOCTb Halla HECIPeACAbHA, TOABKO, BUAUTE AU, MBI €€ €LIe II0Ka
HE BCIO [IO3HAAN; HA CAMOM XK€ ACAC HAIllA PEAABHOCTb — TOT XK€ AMAIA30H, OTHIOAb HE
LIKMPE TOTO, YTO MBI CABIIIMM HAU BUAMM. MBI KUBBI AMLIb B 3TOM AuarasoHe. M Mbl
JKUBEM AHILUb B HEM, MBI XXUBEM COBCEM HE B PEAABHOCTH, @ AHIIb B CAOE PEAABHOCTH,
KOTOpast, O CyTH, ¢CAU ObI MbI GBIAM CIIOCOOHBI BOOOPASUTD PeaAbHbIC COOTHOLICHUSL,
HE TOALLE KUBOIHMCHOTO CAOSL. BOT B 3TOM MacAsSHOM CAO€ MBI U SKHBEM, Ha KOTOPOM Hac

HAPHCOBAAH (Bitov 1987: 82)".

Per chi osa oltrepassare i confini, lo scenario puo svilupparsi in due direzioni: o var-
care la soglia della follia: “Aconapao, b I'pexo, u Toitst, n Ban Tor... Bce onu Bbimau 3a
AMAIa30H, 32 PCACABI H300PXCHHUS U HUYETO, KPOME Oe3yMust, 32 ITUMHU PEACAAMHU HE

¢ Gli studi di geologia degli anni universitari lasciano su Bitov un’impronta che si riflette

sulla concezione della vita sviluppata dallo scrittore nel corso del tempo (cfr. Chances 1993: 8), ma
anche sulla sua opera.

7. “Siamo convinti che la nostra realta sia 'unica possibile, ma non ’abbiamo conosciuta
a fondo; di fatto, la nostra idea di realta non oltrepassa cid che vediamo e sentiamo. Viviamo solo
all’interno di questa gamma. Non nella realtd, ma solo in uno strato di essa. Se fossimo in grado di
immaginarne le proporzioni, ci accorgeremmo che non ¢ pitt spessa di uno strato di colore sulla tela.
Ecco, noi viviamo dentro questo strato di pittura a olio su cui ci hanno dipinti”.
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obpean...”™ (Bitov 1987: 83); o si raggiunge la fede: “On [Toroas] ncromma caoit peaasHo-
CTH, OTIIYLICHHBIH €My TOCIIOAOM AASI OTOOPAKCHHSI, ABHHYACS [IOTIEPEK CAOSI U BBILICA 32
npeaeabl H306paxenus. Tam HadnHaeTcs Apyroe — Tam Bepa”™ (Bitov 1987: 83), che non ¢
comunque compatibile con le espressioni artistiche della natura umana.

Condannando I'impotenza creativa dell’essere umano di fronte alla concezione di-
vina dell’idea, Pavel Petrovié si ritrova in un vicolo cieco: resta un bravo restauratore di
icone, ma non ¢ in grado di sopprimere il proprio ‘i0’ quando dipinge i suoi paesaggi, che
non trovano mai concretezza se non in forma del suo naso riprodotto in primo piano.
Bitov traduce in termini pittorici, metaforizza e teorizza attraverso quel ‘naso’ ormai diven-
tato simbolico il meccanismo della metanarrativa, ironizzando sull’inevitabilita della pre-
senza dell’autore nelle proprie opere. Uno sguardo straniato alla Bertolt Brecht non ¢ pit
possibile. La strada verso 'apice creativo e la liberazione felice, rappresentati nell’universo
bitoviano da Puskin (I'unico capace di confondersi e dissolversi nel paesaggio), passa per i
tormenti di Gogol’ — “incarnazione del problema dell’artista, il proprio problema che fino
aun certo punto non viene neanche nominato” (Nemzer 1994.).

Seiconfini fra ‘qui’ e ‘altrove; natura e artificio, creazione e distruzione, sono esplicitati
nel corso della narrazione, I'ultimo confine, che resta quasi impalpabile fino alla fine del
racconto, separa Andrej Bitov personaggio ¢ Andrej Bitov scrittore, uniti in una “matréska
del proprio To”” (Slavnikova 1999). Ma potremmo ipotizzare che anche il prolisso e provoca-
torio Pavel Petrovi, in fin dei conti, altro non sia che I'alter ego di entrambi. Gia il nome ri-
manda all’apostolo di Tarso con cui si ¢ confrontato Dante nella stesura della sua opera prin-
cipale, in primis per 'esperienza del viaggio nell’oltretomba: “Paolo ¢ indicato fin dall’inizio
della Commedia [...] come uno dei modelli fondamentali su cui Dante costruisce la propria
identitd di personaggio ¢ di autore” (Ledda 2011: 183). E se teniamo conto delle molteplici
reminiscenze dantesche presenti nel testo, ci sembra anche questa plausibile. Il patronimico,
invece, richiama I’immagine di San Pietro, ipotesi rafforzata dalle chiavi della chiesa che il
pittore custodisce prima di offrirle ad Andrej Bitov, il quale, a sua volta, le lascerd in pegno al
poliziotto e non tornerd mai a riprenderle per il timore e I'ansia di rivivere tutto cio che gli
¢ accaduto in quei due giorni e mezzo. Con questo gesto egli, in un certo senso, ha tradito
Pavel Petrovi¢, come Pietro ha tradito Gest rinnegando il sodalizio. Il tradimento non ¢ una
sorpresa per il pittore-paesaggista, ’aveva gia profetizzato: la lunga serie di ingiustizie subite
da Pavel Petrovi¢ all’asilo nido, all’Accademia di Belle Arti, quando suonava nell’orchestra
o lavorava in fabbrica, lo accomuna a Cristo prima della crocifissione, ¢ il racconto poco
credibile che il pittore fa di questi fatti a Bitov dopo la riconciliazione dei due, paradossal-
mente, certifica la loro veridicita. L’irreale, come nello zazerkal’e di Moskva-Petuski diventa

" “Leonardo, El Greco, Goya, Van Gogh... tutti loro sono usciti fuori dalla gamma, fuori

dalla raffigurazione e non hanno ricavato nulla se non la follia”

¥ “[Gogol'] ha esaurito lo strato della realta che gli ¢ stato concesso da Dio per la rappresen-
tazione, si ¢ mosso attraverso questo strato ed ¢ andato al di [a della rafligurazione. E Ii che inizia
tutt’altro, li ¢’¢ la fede”
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piti reale della realtd stessa e avvicina la figura del pittore a Venicka, anch’egli tradito da tutti
i suoi allievi e discepoli (“dai sobuzyl niki [‘compagni di sbronze’] dello scompartimento del
treno ai compagni durante la Rivoluzione nel distretto Pesusinskiy”)>.

Anche il nome di Semén, o meglio, Simeon, braccio destro di Pavel Petrovi¢ per la vypiv-
ka (benché non sia minimamente interessato alle bevute), non ¢ frutto del caso. Cosi si chia-
mava Pietro prima di aderire al gruppo dei discepoli di Cristo, e non di rado la versione Simeon
s’incontra nei testi di Zitijnaja literatura™', genere parodiato anche dallo stesso Erofeev. E con
questo nome si chiude il cerchio delle proiezioni dell’Io narrante, frammentato in tre figure.

Di fatto, pero, abbandonati gli attributi simbolici del mondo sacro, Pavel Petrovi¢ si
dichiara un novello Mefistofele, nonostante I’assenza di malignita in lui e Iabilita a con-
durre il dialogo lo facciano assomigliare piuttosto a un Socrate carnevalesco con dei trat-
ti cristologici (cfr. Rodnjanskaja 2006) o un “falso Gogol” (Nemzer 1994). 1l sacro ¢ il
profano convivono nel refettorio del monastero che egli ha trasformato in una bottega
di restauro delle icone. Qui regnano gli accostamenti piti bizzarri: le immagini dei santi
insieme al poster della sorridente diva pop Alla Pugaceva e all’icona Spas nerukotvornyj (il
Salvatore acheropita, ‘fatto non da mano umana’) che assiste al banchetto blasfemo dei due
commensali. Queste tavolate rimandano al mondo folklorico (sembrano quasi uscite dalla
skatert -samobranka, la tovaglia magica che appartiene nelle fiabe al mondo dei morti)*, e
richiamano inoltre il magico numero tre, attraverso la ripetizione del banchetto solenne in
tre luoghi e assortimenti diversi. Il primo ‘tradizionale’ con del pane, una cipolla e la famosa
tusénka (la carne in scatola di produzione sovietica) si riduce poi ai soli cetrioli in salamoia
che ‘sguazzano’ come i pesci nel miracolo della moltiplicazione. La sobrieta e la carenza di
cibo, contrapposta all’abbondanza dell’alcol, lascia il ruolo dominante a quest’ultimo, e
persino il cane del pittore, un alano di nome Linda, “un enorme essere grigio che ricorda
un serpente’, simboleggia “il problema familiarmente noto come zelényj zmej (serpente
verde)” (Piretto 2018: 537) per via dell’alcol prodotto tra le mura domestiche.

Il parallelismo tra Pavel Petrovi¢ e 'eroe di Moskva-Petuski si rafforza: I’alcolizza-
to-intellettuale sembra trasformarsi in un personaggio-tipo come lo erano stati 'uomo
superfluo® o il nichilista nell’Ottocento. La sua natura si colloca in bilico tra lo suz (‘il

20

Sul concetto del tradimento in Moskva-Petuski cfr. Lipoveckij 1992: 216, 222.
*  Questo nome non di rado portano gli jurodivye medievali. Ad esempio, Sergej Ivanov
(2005: 167-185) dedica un capitolo alla figura di Simeone il Nuovo Teologo (Simeon Novyj Bogo-
slov), allievo spirituale di Simeone Studita (Simeon Blagogovejnyj).

**  Come, del resto, l'organizzatore stesso delle bevute apparteneva piti al mondo dei morti
che a quello dei vivi: “On 6b1a cTOAD HeoXMAQHHO Bech mbsiH, Kak MepTs” (“[Pavel Petrovi¢] era
inaspettatamente ubriaco a tal punto che sembrava morto”) (Bitov 1987: 79).

*» Il personaggio bitoviano, con le sue componenti autoriflessive, ¢ stato interpretato da alcu-
ni critici, subito dopo la pubblicazione di La casa Puskin ¢ prima dell’approdo in Russia della teoria
della metafiction, come ripresa della tradizione del romanzo psicologico e sviluppo ulteriore della

figura dell’'uomo superfluo (cfr. Karabéievskij: 141-203).
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buffone’) e lo jurodivyj (‘il folle in Cristo’)*, con una prevalenza del secondo, in partico-
lare nel caso di Veni¢ka®, e “una sorta di estetismo, solo con il segno opposto” (Bachtin
2002: 144). Nel suo studio Blazennye pochaby Sergej Ivanov (2005: 10-11) esamina preva-
lentemente lo jurodstvo nella sua manifestazione secolare come fenomeno medievale, di-
stinguendolo dall’accezione moderna in cui assume piuttosto le caratteristiche di un tipo
psicologico. Quest’ultimo si manifesta attraverso tre fasi: “utrirovannoe samounicizenie”
(‘Tesagerata autoironia’), adottata per prevenire il disprezzo altrui, a cui succede la di-
mostrazione della propria superiorita in cui I’autoironia non ¢ altro che una maschera.
Nella terza e ultima fase cerca di evitare il giudizio per mezzo di uno scandalo. Si pente
volontariamente dei peccati, “ma non ¢ pronto ad accettare un rimprovero da parte degli
altri” (Ivanov 2005: 11).

Sotto questo punto di vista Pavel Petrovi¢ non si discosta da quanto descritto sopra:
autoproclamandosi inizialmente come profan (‘ignorante’) nelle questioni pittoriche, pas-
sa quasi subito alla dimostrazione della propria superiorita nella compressione dei rapporti
sull’asse creatore-creazione e pur avendo commesso un’ingiustizia nei confronti del suo
interlocutore (scappa lasciandolo nelle mani della polizia), evita di essere rampognato.

Per Ivanov (200s: 380-381) lo jurodstvovanie resta un tratto importante del codice
culturale contemporaneo russo che, pero, non ha pitt quasi alcun legame con la religio-
ne, rappresentando semplicemente un habitus comportamentale. Egli, tuttavia, pone in
discussione 'applicazione del termine alla letteratura contemporanea, in particolar modo
all’opera di Erofeev, e al postmodernismo in generale. I. Motejunajte (2006: 4), invece, ba-
sandosi sia sul lavoro di A. Pancenko che prende in esame i fenomeni letterari, sia sulle os-
servazioni di S. Ivanov, distingue le varie direzioni: prettamente letteraria e quella religiosa
e storico-culturale. Secondo la studiosa lo jurodstvo di Venicka si manifesta pienamente
nella polemicita “determinata dal suo stato di ebrezza che ¢ vicino alla follia nell’accezione
culturale” (Motejunajte 2000: 144.).

Anche le bevute di Pavel Petrovi¢ non mirano semplicemente al sonno della ragione,
tant’e vero che egli resta sempre lucido. Per lui vale la stessa condizione di 7ep’janost’ (‘non
ubriachezza’) e non di una banale #7ezvost’ (‘sobrietd’): “Si ¢ prima ‘sobri’ e poi ‘non ubria-
chi’. Lo stato di sobrieta sa di orgoglio e di edificazione, mentre la non ubriachezza ¢ mite
e cupa” (Epstejn 2005: 420).

E ogni volta che la mano di Pavel Petrovi¢ versa il liquido nel bicchiere, i suoi gesti
appaiono ben misurati e pensati con cognizione di causa:

[] 51 HE MOT YAOBHUTb 3aKOHA M PHUTMA, IO KOTOPBIM OH 3TO BapbHPOBAA: TO ITOACTA-
KaHa, TO CTaKaH, TO TPETh, TO UCPE3 IIATh MUHYT, TO Y€pe3 Jac... [] " pacckas ero, u

**  Le origini dello jurodstvo di Pavel Petrovi¢ ci riconducono di nuovo a San Paolo che scrisse
in una delle sue lettere: “My jurode Christa radi” ('Noi siamo pazzi a cagion di Cristo, 1 Cor 4,10).

» Sullo jurodstvo di Veni¢ka cfr. Epstejn 1997; Lipoveckij 1992; Motejunajte 2000; Sluzev-
skaja 1991. Sulla sua prefigurazione in Zapiski psichopata, cfr. Criveller 2011.
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GYPHLIC 63.pa.I.LIKI/I MLICACP’I, NPCABCIIABIIHMC IITYPM O'-ICPCAHOI‘/'I CHUCTEMbI MHpa, 6I)IAI/I
KaKHUM-TO O6p3.30M MOAYHMHCHBI 1 OPTaHH30BaHbI Ka)KyH.lCﬁC}I GCCCI/ICTCMHOCTI)IO TO-

croB (Bitov 1987: 91)*.

L’alcol svolge la funzione liberatoria del pensiero che, una volta pronunciato, perde il
legame ‘carnale’ con il personaggio a cui apparteneva, spianando la strada “al mondo delle
idee pure” (Genis 1997: 230-231).

A differenza di Erofeev, pero, che parla per mezzo del suo alter ego (cfr. Lipoveckij
1992: 215), Bitov fa un passo ulteriore nello straniamento e le idee pilt bizzarre, eretiche e
sovversive le attribuisce non al suo doppio letterario (I’Andrej Bitov personaggio), bensi a
un alter ego ‘al quadrato. Come le contorte riflessioni di Venicka — ritenute da Ol’ga Se-
dakova (1989) perfettamente conformi al suo abituale punto di vista ‘ultraterreno’ — sono
assimilabili a una ‘voce della coscienza) cosi anche i pensieri non lineari di Pavel Petrovi¢
inducono il suo accompagnatore (e creatore, nell’'economia testuale) a una percezione qua-
si mistica della realta. Il marcatore e spartiacque fra i due piani dell’'universo diventa un
banalissimo alimento:

IpaBaa 6biaa 3A€Ch, @ HE TaM; TIPABAQ, TO €CTh PEAABHOCTD, ObIA BOT 3TOT oryper. bes-
YMHe — 3TO He TO, 4TO Mbl MOXKeM cebe BOOGPasHTh U HCIYTaThCsA, GE3yMHe — 3TO KOTAA
yoKe TaM, a He 3Aech. Ml 6bIAH 10 TY cTOpOHY, 1 HaM yabibascst CeMHOH, TOTOMY 4TO TO,
9TO MCKA3HAO €TO AHIIO, OBIAO YABIOKOI. OH MPOTATHBAA MHE KOBAHbIi KAIOY OT Xpama
(Bitov 1987: 85).

Il viaggio redentore di Dante culmina nel Paradiso Terrestre dove incontra Beatrice
che lo introduce nel Paradiso vero e proprio. Venicka, invece, nonostante riprendesse lo
stesso modello nel compiere il suo tredicesimo tentativo a raggiungere la donna amata e il
figlio, non ci riuscira mai. Per Erofeev, pero, il simbolo dell’innocenza ¢ rappresentato dal
bambino e non dalla donna, cosi come I’idea della beatitudine differisce drasticamente da
quella dantesca. Bitov scrive una propria versione ponendo "accento sull’importanza del
lato estetico nell’iconografia cristiana, che, da una parte, trova la sua massima espressione
nell’immagine della Madonna col Bambino, in cui la prima manifesta la quintessenza della
genialita del pittore, mentre il Bambino rappresenta la ripetuta sconfitta del medesimo.
Dall’altra, invece, al lettore viene offerta un’immagine degna del Caravaggio ribelle ai ca-

26« . . . , ;o . . . .
[...] non riuscivo a cogliere né la legge né il ritmo secondo i quali egli variava: mezzo

bicchiere, poi un bicchiere intero, poi un terzo, a volte ogni cinque minuti, a volte ogni ora... [...]
Sia il suo racconto sia il flusso burrascoso dei suoi pensieri, che annunciavano I'ennesimo assalto
all’ordine del mondo, erano in qualche modo concordati con I'apparente casualita dei brindisi”.

7 “La verita stava qui, non li; la veritd, cio¢ la realta era in questo cetriolo. La follia non ¢ un
qualcosa che possiamo immaginare e che pud spaventarci, la follia ¢ quando siamo gia li ¢ non pitt
qui. Noi eravamo dall’altra parte e Simeon mi stava sorridendo, perché cio che deformava il suo viso
era un sorriso. Mi stava porgendo la chiave in ferro della chiesa”
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noni della Chiesa (si pensi alla sua Morte della Vergine): nell’ultimo episodio del viaggio
Bitov vede Pavel Petrovi¢ addormentato in ginocchio davanti a sua moglie, la quale offre di
sé un corpo grottesco e deforme, coperto da un lenzuolo e quasi privo di respiro.

Henomeproe orymenne cyacTbs MEPEOAHHUAO MEHs. S TASIAGA U TASIAEA HA 3TO 6e3-
6PC>KHOC GepeMeHHoe AMIIO, MEH3aK CTEMHOH M BOABHBIH, B KOTOPOM HAC Y€ HET,
APEBHMH, KaK KYpraH, 4 IOHBIH, KaK IIOA€BOM LIBET...

TI/IXO, Ha IIBIITOYKAX, BBIIICA 5T U3 KBAPTHUPBHI, [] 1 HUKOTO €1I¢ HE 6bIAO Ha yAHIIC, AHMIIIb

C YBCH-TO AOAXHH MPOKPHYAA TETYX, U, 9yTh IIOAYMaB, OTBECTHA €My APYTOi... (Bitov

1987: 97)*%.

Raymond Federman, analizzando il fenomeno degli eroi letterari postmoderni, arriva
alla conclusione che “nonostante siano privi di una personalita costante, [...] laloro esisten-
za ¢ pill autentica e pil veritiera in quanto essi non imitano la realta fuori dal testo, ma sono
cid che sono per davvero: word-beings” (Federman 1975: 13). Dunque, se i personaggi sono
di un’autenticita indubbia, anche la finzione in generale pu6 dimostrarsi piti reale della vita
reale? Se vogliamo credere a Bitov sembrerebbe di si, a condizione che siamo sempre noi,
autori e lettori, a parteciparvi. Come sostiene la Hutcheon (1980: 16), non esistono prove
del fatto che la tradizionale narrativa realista sia del tutto scomparsa, potrebbe aver sempli-
cemente assunto altre forme. Di conseguenza, tra il gia scritto (la storia inventata di Andrej
Bitov personaggio ¢ Pavel Petrovi¢) e il momento della scrittura (Bitov scrittore che batte
il suo testo in cucina), il primo appare pilt veritiero e attendibile in quanto gia elaborato
dal pensiero, mentre il secondo ¢ pitl imprevedibile perché chi scrive non pud guardare al
futuro, ma solo al presente. E come diceva Barthes: “[...] all’Autore ¢ riconosciuto il com-
pito di nutrire il libro, in quanto lo precede, pensa, soffre, vive per esso. [...] Lo ‘scrittore’
moderno — il soggetto della scrittura — nasce invece contemporaneamente al suo testo. [...]
¢ ogni testo ¢ scritto per sempre gui e ora” (Barthes 1988: 54.).

“Iae ueaosek? Kro yeaosex? M 3auem ueaosek:?”> (Bitov 1987: 75): ecco le tre doman-
dealle quali cerca di dare risposta Andrej Bitov per mezzo del suo personaggio, confinato in
un mondo che ha prima dichiarato ‘la morte di dio’ ¢, di conseguenza, la morte dell’autore’

*% “Mi ha sopraffatto una sensazione di felicita incontrollata. Non riuscivo a staccare lo sguar-

do da quel volto sconfinato e gravido che sembrava un paesaggio della steppa in cui non esistiamo
pils, antico come un tumulo funerario e giovane come un fiore di campo. [...] In silenzio, in punta
di piedi sono uscito dall’appartamento [...], non c’era ancora nessuno per strada, dalla veranda di
qualcuno canto un gallo, e dopo averci pensato un po;, un altro gli rispose...”.

» “Dov’¢ 'uomo? Chi ¢ 'uvomo? E perché esiste 'uomo?”
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Abstract

Olga Trukhanova
The Existence Formula. Boundaries of the Metafiction in Andrej Bitov's Celovek v Pejzaze

Man in a Landscape, a central tale of The Monkey Link: A Pilgrimage Novel, is a poetic, medi-
tative piece, concentrated on human life and its reasons, and on the figure of the Creator in a double
sense: religious and artistic. Its structure is based on various dichotomies, such as landscape’ and
‘view), ‘genius’ and ‘mediocre ‘arts’ and ‘nature’, the boundaries of which become a focal point in the
long conversations between the icon restorer, Pavel Petrovi¢, and the first-person narrator, a painter
who eventually turns out to be a novelist. This paper focuses on the revelation of the author’s self-
knowledge process. On the one hand, the process manifests in the characters representing Bitov’s
alter-ego, and on the other, through the journey that evokes both Dante’s descent into the under-
world and the drunken journey of Veni¢ka from Moscow to Petuski. By offering a reading of the text
that considers the postmodern theory of narcissistic literature and a photographic approach, the
analysis discloses how the ‘layer-theory’ of the main character Pavel Petrovi¢ is transforming into an
attempt at self-literary criticism by Bitov.

Keywords

Metafiction; Postmodernism; Andrej Bitov; Man in a Landscape; Narcissistic Narrative; Pil-
grimage Novel.
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On and Beyond Egor Letov.
Rock and Punk Music from (Soviet) Siberia*

What in the Soviet Union at first, in the 1960s and 1970s, appeared to be — and, es-
sentially, was (Kormilcev, Surova 1998: 5) — “an imitation of Western rock” (Rauth 1982:
8)", by the early 1980s had already managed to acquire its “own voice” (Bright 198s: 130)?,
being popularized by more than 160,000 amateur rock bands in the RSFSR alone (Ramet,
Zamascikov 1990: 149).? Scholarly articles dealing with Soviet rock music started to appear
in the 1980s (Rauth 1982, Bright 1985, Pond 1987)*, but the term 70k had found its accli-
matization at least a decade earlier in the Soviet Union, as Sergio Mazzanti has shown in a
detailed account of the concept of russkij rok (2007: 281-300).

Of course, this musical phenomenon was mainly part of the underground culture,
as it was received with hostility by the Soviet authorities. However, the official reaction to
the new musical trends was never stable in time, but was subject to ambiguities and com-
promise as anything was in the USSR’. As Kormil'cev and Surova have noted (1998), in the

*

This article is the result of a collaborative work carried out by the two authors. Although
reciprocally contributing to each section of the text, M. Napolitano is the main author of the Intro-
duction and of Section 1, while V. Zherebov is the main author of Sections 2 and 3 and the Conclusion.

" In this article, Rauth traces the history of the Western influence on Soviet rock dating it
back to the great wave of popularity achieved by Western pop culture subsequent to Stalin’s death
and epitomized by the so-called Beatlemania. The hosting of the World Youth Festival in Moscow
in 1957 also played an important role.

> Bright maintains that Soviet bands (generally defined in the article as “New Wave”) man-
aged to find their ‘own voice’ as early as the late 1970s. However, to give an idea of the diverse musi-
cal panorama that could be encountered in the USSR, the author repeatedly compares Russian bands
with the most famous American and British stars, from Sex Pistols to Elvis Presley.

> The authors continue: “Moskovskij komsomolets put the number of rock groups in Mos-
cow province at more than 1,500 but added that roughly a third of these are ‘not recommended” —
that was prior to Gorbachev’s accession”

+ It must be kept in mind, however, that these early articles mostly reflected a Cold War
perspective and suggested a slight romanticization of both Western and Soviet popular music.

5 ‘Compromise’ is indeed a key word that aptly characterizes the hybrid nature of the Soviet
regime in relation to social issues (from music to religion), as emerges from a recent volume by the
historian Marco Buttino. “To all intents, it was as if the higher authorities wrote the plot [...] and
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beginning in the Soviet Union, rock essentially represented a ‘subculture’ (whose members
aspired to an ideal alternative world, a ‘System’ with elements of ‘tribalism” and a specific
language), while in the late Soviet era this phenomenon also took on the characteristics
of a specific ‘counterculture’ and was often (even, incorrectly, in retrospect) presented as
a mythical protest movement: if the first (i.e. rock as a subculture) was neither supported
nor openly talked about, the second (i.e. rock as a counterculture) was subject of discussion
and, above all, condemnation.

While the Chrus¢ev leadership — although it had initiated a relaxed, yet precarious
period of Thaw — conservatively condemned jazz and rock alike as bourgeois and subver-
sive Western products®, the “mature socialism”” of the Breznev era could no longer ignore
the fact that “rock was exerting a powerful attraction on the young” and “could not be
dismissed. Hence, it had to be placed under surveillance, censored, sanitized, and in some
instance quarantined, as if it were an infectious disease” (Ramet, Zamascikov 1990: 151)".
In 1966, the state agencies began to create professional bands “as a counterbalance to the
growth in amateur bands” (Bright 198s: 124): this was the birth of the so-called Vocal-
Instrumental Ensembles, abbreviated in Russian as VIA. Although this system was initially
attractive to amateur bands (it provided a space in which they could perform, but mem-
bership had to be approved from above), the experimental compromise ultimately failed:

Their experience was bitterly disappointing. Despite all their hopes, nobody allowed them
to play rock. The furthest they could go was to play traditional Soviet popular song in
modern Western pop-style arrangements. As a result, many musicians dropped out of these

then it all worked as in the Comedy of the Art [...]. The inhabitants of the USSR [...] lived between
decisions taken at the top and autonomous spaces, moving between different spheres, which might
be Soviet, less Soviet and un-Soviet in their daily lives. Life in the USSR consisted of this constant
ambiguity, or complexity” (Buttino 2020: 13).

¢ “Leonid Il'i¢ev, head of the Department of Propaganda and Agitation 1958-62 and cc
Secretary in charge of ideology 1961-65, joined his chief in denouncing the ‘cacophonous’ music
and ‘outlandish yowlings’ of foreign bands” (Ramet, Zamascikov 1990: 150). However, “it was not
so much the music of rock and roll that was found objectionable as the dancing that accompanied
the music” (Rauth 1982: 4). Twist and rock and roll dancing were condemned for their overt sexual
movements. The author also reports that “sometimes, Soviet bands would play rock and roll ‘paro-
dies] this being a legitimate way to present the genre without creating too much suspicion among au-
thorities” (Rauth 1982: 3-4). Another issue related to the fact that rock music allegedly “separate[d]
life from art and politics” (Rauth 1982: 6).

7 On ‘mature socialism’ see the relative chapter contained in Mark Edele’s 7he Soviet Union:
A Short Story (2018, pp. 167-187). The expression, as an apt alternative to Stagnation, is also found
in Buttino’s Samarkand (2020). This period was indeed ‘stagnant’ only in appearance, as shown for
example by Georgij Kizeval'ter’s Eti strannye semidesjatye, ili Poterja nevinnosti (2010), or Daniele
Franzoni’s La prosa sovietica nel contesto socio-culturale dellepoca brezneviana (2020).

¥ Rauth (1982: 5) uses a different semantic metaphor: “Soviet authorities had decided that,
since it was impossible to eradicate rock, rock would have to be domesticated”
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bands and many of them lost heart and totally disappeared from the rock scene. However,
some of them survived and dug themselves deeper into the underground (Pond 1987: 80).

Unfortunately for the State, the popularity of these synthetic groups waned in the late
1970s because of the rise of a new breed of professional groups calling themselves ‘rock
groups’; these had emerged from the rank-and-file of the amateur movement. In contrast
to the ‘vocal-instrumental ensembles, these groups, pushed by an irresistible desire to
express their own views and feelings, wrote and played their own music and lyrics, devel-
oped original styles, and as a result were taken by young people as genuinely representing
the spirit of their generation (Bright 198s: 125).

The attempt was thus unsuccessful, and in the 1980s the authorities resorted to stricter
measures to control the spread of the rock ‘pandemic’. Soviet leaders Cernenko and, in partic-
ular, Andropov made no secret of their disapproval of these groups” “suspicious repertoires,”
which were seen as “ideologically and aesthetically harmful” (Ramet, Zamascikov 1990: 157).

Michail Gorbalev’s Perestrojka eventually had an impact on the world of music and
performance. The last Soviet leader did not share his predecessors’ conservative views to-
ward rock music. On the contrary, in February 1987, the Gorbacevs even met with Yoko
Ono, and Raisa “told their visitor that she and her husband were admirers of the former
Beatle” (Ramet, Zamascikov 1990: 165).

While Western rock music eventually became a part of mass (or pop) culture and quick-
ly acquired commercial value (Wicke 1990, Marcus 1993, Simonelli 2002, Street 2003)?, since
the late Soviet period russkij rok began instead to denote a specific myth (also associated with
underground life), not devoid of patriotic/nationalist overtones: in general, russkij rok does
not define a unified concept, especially when viewed in a historical perspective (Mazzanti
2007: 296-297). This is why “when it comes to Russian rock, it is important to clarify what
sort of rock music critics are talking about when they use this term” (Steinholt 2003: 92)*,

Troitsky’s volume Back in the USSR (1987), described by Yngvar Steinholt as “the most
prominent rock critic” (Steinholt 2003: 90), established a particular usage of the term that
corresponds to “the Anglo-American tradition broadly defined as rock with its entire range of
different musical styles” (Steinholt 2003: 92). However, as suggested by Steinholt, we shall also
add to this definition the “nationally specific musical style” that emerged “around 1980” in the
USSR and was characterized by the use of more or less sophisticated Russian lyrics, the rejec-
tion of any compromise with authorities, and a deep awareness of its Russian roots (Steinholt
2003: 104). A major role in this acclimatization of rock music in the Soviet Union was played

°  This was despite what the “rock ideology” narrated in its criticism of “some performers
as sell-outs even as respected rock stars sold in the millions,” and in its self-presentation “as an un-
derground cult even as rock became the dominant force within the music industry by the 1970s”
(Keightley 2001: 125).

'°  Taxonomy has often been debated in the music field, as in the case of Simon Reynolds’s
Rip Ir Up and Start Again: Postpunk 1978-1984 (2005): the book was heavily criticized because of the

author’s alleged “solipsistic view of pop” (Heylin 2006: 460).
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by bardovskaja pesnja (bard music), the “cradle of rock poetry” according to Kormil'cev and
Surova (1998: 8), especially considering the “escapism” of its most lyrical forms.

As for punk music, Troitsky argued that Russian punkers “successfully combined ele-
ments of Western punk as a philosophy of universal negation with local Russian traditions
of working-class urban lore” (Troitsky 1990: 15). As in the case of rock music, punk also
adopted specific ‘national’ layers in the Soviet Union, often proposing a “crossover between
punk and other rock styles” (Gololobov ez al. 2014: 27). As we will see, in many cases (such
as that of Janka Djagileva, for example) this ‘national” version had a distinct folk touch
(Mazzanti 2007: 28s), a musical “pocvennicestvo” that was often linked to the provincial
context in which it developed (Kormil'cev, Surova 1998: 22).

These musical genres were thus creatively re-elaborated (rather than simply re-created)
in the Soviet Union, with little or no respect for canons and distinctions. Ultimately, such
a free and loose use of borrowed concepts has characterized Russian culture since its begin-
nings". As for the term ‘rok;, the acclimatization of the Western concept has occurred in a rel-
atively short period of time (about a decade), so that it has been quickly and creatively applied
to autochthonous versions of the musical phenomenon by both players and commentators.

Given these conditions, it is not surprising that rock in the Soviet Union was not a
homogeneous phenomenon: this underground scene consisted of a diverse and heteroge-
neous ‘family’ of artists and groups, all of them somehow marked by a deep and ‘romantic/
idealistic striving for free self-expression. If in the beginning it could be described more as
a “home play” (domasnjaja igra) among and for like-minded people, in the end it also took
on the tones of a street (or even stadium) sit-in (Kormil'cev, Surova 1998: 26): rock culture,
however, remained in its essence a “living vnye” as defined by Yurchak (2005), which dis-
tanced its protagonists from the official scene but did not turn them against it.

11

Starting with Puskin’s ‘novel in verse’ Eugene Onegin, the Russian public has become ac-
customed to viewing genres freely and accepting the use of paratextual ‘subtitles’ as a practice that
is by no means normative. These alienating subtitles (in addition to Puskin’s ‘novel in verse, we
can also consider for example the ‘poems’ of Gogol’ or Dostoevskij) testify to the extent to which
respect for the canon, understood as something strictly normative, was perceived as a constraint in
Russia, and to what extent an open approach to the canon, i.e. an ‘anti-canonical’ canon, amenable
to overlap and renewal, was more fruitful and interesting. In other words, artists in Russia have
always known that, in the words of Tynjanov (1929), there are no ready-made genres and that genre
designations are given only a posteriori.

" Irina Pond describes it in these terms: “Soviet rock music began not as a form of youth
rebellion, be it moral, sexual or of any other sort, nor as a social separation but rather as a romantic
dream: young idealism mixed with the social idealism of those days and, of course, teenage fun,
although this was quite conventional in Western terms. This romantic, idealistic, dreamy trend has
undergone great changes but it remains Soviet rock music’s most significant characteristic to this
day” (Pond 1987: 76). Yngvar Steinholt agrees on the romantic orientation: “if NY/UK new wave is
largely modernist or post-modernist, Russian new wave is more romantically oriented and promotes
strong notions of authenticity” (Steinholt 2003: 95).
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This article will focus in particular on a specific geographical and historical context,
with the aim of examining the role that Egor Letov’s musical venture(s) played in the devel-
opment of rock and punk music in late Soviet Siberia — a role that, as Steinholt argues, has
been widely underestimated by critics due to a specific ‘fascist taboo’ surrounding Letov’s
three-year engagement with the National Bolshevik Party in the 1990s:

The simplistic fascist stamp which — usually in a western guise which ignores the Russian
context of this particular word — has kept Letov outside of the academic study and has
also severely delayed research on punk rock in Russia (Steinholt 2012: 402)".

The aim of this article is therefore to examine in more detail the role of Egor Letov
in the development of a specific voice of Russian rock and punk music, focusing on the
particular Siberian scene from which he emerged in the 1980s. Often neglected by crit-
ics, underground culture developed in this remote region too and eventually contributed
to the overall development of Russian culture of the late 20th century with a distinctive
and authentic touch. Since we consider it necessary to contextualize in detail the environ-
ment in which this musical culture emerged and developed, we begin with a commented
overview of the ‘Siberian podpole’ Given the prominent role that music came to play in it,
we argue that this regional underground scene directly fostered the emergence of original
artists such as Egor Letov, Janka Djagileva and the ‘alumni’ of GrOb Records. Finally, as
this article will show, the case of Letov’s ‘entourage’ is a special one: more than a plethora
of musicians and/or lyricists, this loose mesh of Siberian personalities became an authentic,
idiosyncratic and influential cultural phenomenon.

1. Living the Siberian podpol’e
In the diverse panorama of articles and monographs devoted to the study of Soviet
underground culture, the amount of material dealing with the podpole environment of

% Itis beyond the scope of this analysis to address the secondary meaning that these musi-
cal phenomena acquired in the socio-cultural (or even political) context of the time - a topic that
scholars were particularly concerned with after the collapse of the Soviet Union. For example, while
Timothy Riback’s Rock Around the Bloc (1990) and Sabrina Ramet’s Rocking the State (1994) inter-
preted rock music through the lens of youth protest against the State and Communism in general,
already Jolanta Pekacz’s article Did Rock Smash the Wall? (1994) and Thomas Cushman’s Notes from
the Underground (199s) firmly rejected this idea as fallacious: “The argument behind the concept
of rock’s significant role in the political transformation in East Central Europe is based on the fol-
lowing fallacious assumptions: 1. real socialism was identical with totalitarianism; 2. the collapse of
Communism was sudden and unexpected, and resulted from a pressure from below (of which rock
was an element); 3. rock and real socialism were, by definition, incompatible, therefore rock in the
Soviet bloc was in a continuous conflict with the regime” (Pekacz 1994: 42).

'+ The University of Padua has compiled an extensive list of references on underground cul-
ture, samizdat and dissent in socialist countries, available online: <http://www.maldura.unipd.it/
samizdat/bibliografia/index.htm> (latest access: 16/02/2021).
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the ‘two Russian capitals’ is overwhelming: Leningrad in particular has proved a popular
topic for analysis and discussion, also given its acknowledged prominent role in the devel-
opment of cultural stimuli and given the widespread self-confidence of its representatives
in identifying themselves as belonging to such an environment. Leningrad, for many still
‘Petersburg’ (Peterburg), intended to continue to represent the cultural hotspot, the avant-
garde scene of Russia as a whole, even though it was deprived of its status as the Impe-
rial capital city. On the other hand, Moscow samizdat and the underground circles that
emerged in the Soviet capital also received due attention®. Even in wide-spectrum studies
dealing with samizdat in general and underground culture in the USSR, the two cities are
presented as common, if not the only, settings for the phenomena related to the podpole*.
However, such an underground environment did not develop only in these urban contexts
across the vast Soviet territory (von Zitzewitz 2020). In addition to important port cities
such as Odessa and the Baltic region, which had a more natural and direct connection
to the outside world, Siberia had its prolific podpole too, as evidenced by Elena Savenko’s
monograph Nz puti k svobode slova (2008): this is where the musical phenomenon of Si-
berian punk (Sibpank, abbreviated in Russian) emerged in the 1980s”. The remoteness of
Siberia somehow made this area an oasis of creation and experimentation.

Siberia is not only geographically but also culturally a link between the center and its
periphery, a place where Russian identity naturally meets its Asian element, where roots in-
termingle and become inextricably intertwined. Although impoverished during the Soviet
era, the Siberian region continued to represent what the semiotician Juri Lotman defined
as ‘Border’, whose fundamental role lies in its “functional and structural position”, which
gives “substance to its semiotic mechanism”.

The border is a bilingual mechanism, translating external communications into the in-
ternal language of the semiosphere and vice versa. Thus, only with the help of the bound-
ary is the semiosphere able to establish contact with non-semiotic and extra-semiotic
spaces (Lotman 200s: 210).

5 See for instance Achmetev, Kulakov 1995, Blium 2005, Gurevi¢ 2007, Ivanov 1995, Kolk-
er 1984, Lur’e 1998, Piccolo 2004, Piretto 1998, Sabbatini 2008, Savickij 1998, Savickij 2002, Se-
verjuchin 2003, Sechter 1995, Val'ran 2003, Walker 1999. As far as the music scene is concerned,
Steinholt’s study of the Leningrad Rock Club (2004) should be mentioned again. Research has
also looked at the realm of kvartirniki (McMichael 2015). It has also been highlighted that “the
Leningrad authorities exerted far less pressure on rock than was the case in most provincial cities
at the time. This attracted a number of bands and artists to the city including DDT from Ufa and
Aleksandr Bashlachev from Cherepovets” (Gololobov e 4l. 2014: 29).

¢ So in Jurij Mal'cev’s renowned monograph (Malcev 1976), for example, but also in more
recent works by the Italian slavists Maria Zalambani (2009) and Valentina Parisi (2013).

7" Another important place that played a role in the development of underground music was
the city of Ekaterinburg (Sverdlovsk at the time). As Kormil'cev and Surova (1998: 12) explain, this
was due to the social environment of these places, which, like Leningrad, “imported” a large number
of proletarian classes.
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Given the dynamicity of the Border as a basis for translation processes, this place can
be a fertile ground for the emergence of interesting and creative products. In this sense,
Soviet Siberia was precisely the Border where the Soviet centralized nucleus met both its
pre-Soviet ‘roots’ (be they Russian or indigenous) and its Asian ‘soul™.

Siberia as a destination for deportations of political enemies, inconvenient personali-
ties and unruly communities (such as the Old Believers) has a centuries-old history. Since
the Tsarists’ times, the remoteness and difficulty of traveling to the region made Siberia an
ideal place for neglected names. The Soviet rulers did nothing but continue the exploita-
tion of the area in approximately the same way, following the pragmatics of making the
deportations profitable for the country: as is well known, the prisoners were forced to turn
Siberia into an industrialized area by building roads and railroads and discovering mining
sites in the most hostile regions of the world. As the abused quote from the Soviet aca-
demic Ivan Micurin states, Soviet leaders officially claimed that “we cannot wait for favors
from Nature. To take them from her — that is our task” Siberian nature was objectified and
became an easy target for uncontrolled exploitation. Siberia, which was incredibly rich in
diversity and resources, became a poor and devastated territory, a neglected appendage of
the Soviet nucleus (Schldgel 2016).

Not only has Siberia proven its richness in primary resources such as gas and minerals,
but the region has also become rich and diverse in terms of population. Although many
indigenous communities were exterminated in the course of the Imperial conquest of the
East, much like in the American Far West (Bobrick 1992), and while others were forc-
ibly assimilated and Russified, some traits managed to resist. Over time, deportees among
the indigenous and Russian communities began to populate the region, which eventually
became extremely diverse in ethnic and national terms, especially in the late Stalinist and
post-Stalinist eras: Jews, Crimean Tatars, Baltic communities, ethnic Germans, people
from the Caucasus, they were all deported to Siberia and suffered tragic traumas due to the
hardship of the journey, hunger, deprivation, hostile climate, various forms of discrimina-
tion and persecution; many died during the journey, many did not survive the first time
in the new environment. Moreover, it was not uncommon for the industrial centers of
Siberia, the large cities and the so-called ‘closed cities’ to be work destinations for military
personnel, skilled workers, engineers, doctors, and scientists from all over the USSR.

Unofficial publications in such a heterogeneous environment can be traced from the
late 1940s:

EauHI4HbIE TPUMEPDI PAaHHEIN CAMOACATEABHOH XXYPHAAUCTUKH B PETHOHE OTHOCATCS
elje KO BTOPOIl IIOAOBUHE 1940-X IT. [Ipumep MOAOOHOI CaMH3AATOBCKOH ACATEABHO-
CTU B CI/I6I/IPI/I — HEAETaABHBIH PYKOIIHMCHBIN AMTEPATYPHBIH XKypHAA “Tocka o Poau-
HE BBIITYCKAaBIIHICS Ha AATA€ MOAOABIMH ACTIOPTHPOBAHHBIMH AUTOBLIAMH. 3 HEIPO-

" See also the paragraph on the “Siberian School” in the article by Kormilcev and Surova

already mentioned (1998: 22-23).
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AOA}KHTCAbeIﬁ TICPHOA (1944-194.5 I‘l".) CBCT YBUACAH 7 HOMCPOB, B KOTOPBIC BOIIIAN KaK
ICPBBIC AUTCPATYPHBIC TBOPCHHS IOHBIX aBTOPOB Ha AUTOBCKOM S3BIKE, TAK U ITICPCBOADBI

npousBeAcHHI MupoBoii kaaccuku (Tioro, Tere, llekenup u Ap.) (Savenko 2008: 30)".

It is no coincidence that these first forms of self-publication were proposed by Lithu-
anians: deported communities brought with them a more pronounced sense of identity,
strengthened by the experience of mass deportation and collective suffering; moreover, the
Baltic population (which only became forcibly Soviet at the end of the Second World War)
had a different, structured and mature experience of nationhood and cultural production,
guaranteed by two decades of independence and free exchange with the outside world. As
Savenko states:

TocyaapcTBeHHAsI IOAUTHKA, HAIPABACHHAS HA CTHPAHHE HALMOHAABHON HHAMBHAYaAb-
HOCTH, Cl)OPCI/IPOBaHHOC cOAMYKEHHE HALIUH, CO3AAHHE “HOBOM HCTOPUYECKOH, COLIUAAD-
HOM M HALIMOHAABHOI OOLIHOCTH AIOACH BBI3bIBaAa OOPaTHYIO peakiuio: obocTpenue
HAL[OHAABHOTO CAMOCOSHAHHSI, YCUACHHOE CTPEMACHHE K COXPAHCHHIO CaMOOBITHOM
aTHOKYABTYPHI (Savenko 2008: 100)*°.

In the post-war period, however, self-publishing began to be an option for other social
groups in Siberia too, young people in the first instance. In fall 19438, for example, in the ru-
ral village of Kulunda in the Altai, a group, identified as “young anti-Soviets” by the Soviet
authorities, whose leader was 22-year-old Grigorij Bordun, prepared the publishing of the
journal “Lu¢ sveta v tjomnov carstve” (‘A Ray of Light in a Dark Reign’): the aim was to
“explain to people that their rights are being violated” (Savenko 2008: 31).

As in other parts of the country, the phenomenon of samizdat spread in Siberia espe-
cially during the so-called Thaw. During this period, numerous underground literary and
artistic circles and unofhcial publications emerged in various Siberian cities. In the early
1960s there were about a dozen literary groups in Novosibirsk alone (Stepanov 1990: 76-
78). In these circles, and following their mostly unhappy fate (members were persecuted

¥ “Examples of first self-produced journalism in the region date back to the second half
of the 1940s. An example of such samizdat activity in Siberia is the illegal literary journal “Toska
po Rodine” (‘Nostalgia for the Homeland’), which was published in the Altai region by young
deported Lithuanians. In a short period of time (1944-1945), seven issues managed to appear,
containing both first literary works by young authors in Lithuanian and translations of world
classics (Hugo, Goethe, Shakespeare, etc.).” Here and elsewhere in this article translations from
Russian are ours.

* “The state policy, that was aimed at eradicating the national identity, forcing rapproche-
ment between nations, forging ‘a new historical, social, and national community of people;, triggered
the opposite reaction: the heightening of national consciousness, an increased effort to preserve the
native ethnoculture.” In the monograph, the author lists the various self-publishing initiatives pro-
posed by ethnic, national, and religious minorities in Soviet Siberia.
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by the authorities, repressed, imprisoned, expelled from university courses, fired) a new
generation of poets, artists, and musicians was born™.

In the 1970s and 1980s, samizdat publications in Siberia were numerous, structured,
and diverse in style, format, and subject matter*. In Novosibirsk, the academic A.D. Ry-
bakov headed the Siberian ‘cell’ of the bulletin “Chronika tekus¢ich sobytij” (‘Chronicle
of Current Events’). Siberia had its own version of the Moscow-based literary magazine
“Kontekst” (‘Context’), entitled “Podtekst” (‘Subtext’), which appeared in Akademgoro-
dok. Here young people also published, among other things, the almanac “Alkonost”,
whose editor-in-chief was the later famous philologist Andrej Rogacevskij.

Although there are numerous Siberian towns where unofhicial publishing activities took
place, the above-mentioned Akademgorodok represents an interesting case. The city on the
outskirts of Novosibirsk was one of the most important centers of study and research in the
UssR and Russia since its foundation in 1957. It was an oasis for young and mature intellectu-
als in the middle of Siberia, the perfect place for a new generation to grow up and receive a
comprehensive education, in the broadest sense (Josephson 1997). It is not surprising, there-
fore, that Akademgorodok was home to a variety of artistic and literary circles with all their
publishing attempts. Between the late 1960s and 1984, a group of students headed by Niko-
laj Slyn’ko even created their own version of the Sibirskaja Enciklopedija (‘Siberian Encyclo-
pedia’), which, however, was devoted exclusively to the study and taxonomy of rock music
(Rok-Enciklopedija); it is available online today. The outcome of the project testifies to the
existence of fruitful networks of cultural and musical exchange in the USSR and beyond:

CaMOAESATEAPHOE HBAAHHE COACPIKAAO HOAPOGHLIC 6Horpa<l)1/n/1, AMCKOTpaQuH, KHHO-
61/16A1/10rpa(1>m0 1 BCE OTHOCAINEECS K TBOPYECTBY POK-MY3BIKAHTOB. Psia Marepnasos
ObIA ITOCBSIILEH 6p1/1Tch1<0My 6A103y, a TaKoKe IPEACTABUTEASM 6A103-p01<a. CraTbu u3
SHI[UKAOIEAMH PACIIPOCTPAHSIAUCD B CTYACHYECKOH CPEAE HA OTACABHBIX AUCTKAX IMaIlU-
pocHo 6yMar1/1, B poroxonusix. Koraa B 1984 r. co3paTean SHIUKAONEANH OIBITAAUCH
€€ U3AATh, IOAHOE KOAUYECTBO MAIIMHOIMCHBIX TOMOB [Ipoz-poxa v Axcas-poxa cocra-
BHAO 12 YCAOBHBIX TOMOB. ABa TOMa H3AAHHUS COAEPXKAAM HHGOPMAIIHIO O IPYIIIIE The
Beatles. B KOMIIAGKT OTAE€ABHO BXOAMA TAKXKE OCOOBIN TOM — YAUBUTEABHO HOAHBIN AAS

21

For example, the famous writer Evgenij Popov began his career in the pages of
“Girsfeldovcy” (Followers of Girsfeld), a journal launched in Krasnojarsk in the early 1960s by a
group of students from the local Technological Institute. After three issues, the authorities stopped
their activities (Savenko 2008: 39).

**  The almanac launched in 1969 by S.V. Kamysan in Akademgorodok even bore an English
title, “Three-masted Hell”. Sci-fi, which in the 1970s attracted much attention across all USSR, was
also appreciated in Siberia: in 1977 the literary group Amal’teja (devoted to this genre) appeared in
Novosibirsk. In the 1980s, samizdat sometimes turned to more ideological currents (as in the case
of the Irkutsk journal “Archivarius” (‘Archivist’), founded by students of the local faculty of Philol-
ogy), as a result of the great social and political changes registered in the late Soviet era.

»  <https://www.agharta.net/Encyclopedy/Encyclopedy.html> (latest access: 14/09/2021).
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TOTO BPEMEHH, AQXKE IO 3aMTAAHBIM MEPKaM, C60pHI/IK COCTaBOB U AMCKOrpadHil pasany-
HBIX TPYIIT AXKa3a U POKA, CO3AAHHBIMH T. Bopomurjosoi (Savenko 2008: 147)**.

It was music above all that characterized the Soviet Siberian underground, and
Akademgorodok was no exception. Between March 7 and 12, 1968, the club “Pod integra-
lom” (‘Underneath the Integral’) organized in this university town the first festival of bar-
dovskaja pesnja in the USSR, in which singers from Moscow, Leningrad, Sverdlovsk, Kras-
nojarsk, Minsk, Kazan’, and Sevastopol took part. Bard Aleksandr Gali¢ performed on this
stage for the first and last time in the USSR (Borzenkov 2003, Kacan 2015). Although bard
music was suppressed and censored by the authorities, it was extremely popular through-
out the country and circulated in Siberia not only via magnitizdat:

Kanaaowm ee pacipocrpasenust ObIAU He TOABKO MATHUTOQOHHbIC 3AIIMCH AU TaK Ha3bl-
BacMblil “MarHUTUSAAT ;, HO U HEIIOALICH3Y pHas nevatHast npoaykuust. [llupokoe xoxae-
HUE CPEAU IOYUTATCACH TBOPUECTBA HAPAOB UMEAH TEKCTBI OTACABHBIX IIECCH, a TAKXKE
CaMOAEABHBIE COOPHUKH, B KOTOPBIX HHOTAR, HAPSIAY CO CAOBAMU, IIOMCI[AAUCH AKKOPABI

MeAroAHTt AlobuMbIx TpousBeaenHuil (Savenko 2008: 14.4-145).

In addition to samizdat issues devoted to bard songs, there were also entire magazines
aimed at music lovers: between 1950 and the 1960s, Arsenii Popov edited 27 numbers of
the bulletin “Iz bloknota gitarista” (‘From a Guitarist’s Notes’) in Tomsk, which even in-
cluded material from abroad. When in 1974 the Leningrad music (mainly jazz) journal
“Kvadrat” (‘Square’), which had been published there since 1965, was forced to flee, new
issues were published in Novosibirsk until 1987 (Savenko 2008: 145, 147).

In the 1980s in Siberia there was a prodigious amount of samizdat publications devot-
ed to music: in September 1984, the first rock-n-roll (and hippie) newspaper “ID” appeared
in Novosibirsk; when the KGB stopped the publication the following year, the editors con-
tinued their activities and founded the journal “Stebel” (‘Stem’)*.

*+  “The self-produced publication contained detailed biographies, discographies, film bibliogra-
phies, and anything related to the work of rock musicians. There were materials devoted to British blues,
as well as to the exponents of blues-rock. The encyclopedia articles were distributed among students on
separate sheets of cigarette paper in the form of photocopies. When the creators of the encyclopedia at-
tempted to publish it in 1984, the total number of typewritten volumes titled Prog-Rock and Jazz-Rock
consisted of twelve nominal volumes. Two volumes contained information about The Beatles. The set
also included a special volume — amazingly complete for the time, even by Western standards: a list of
formations and discographies of various jazz and rock groups, prepared by T.V. Vorontsova’.

> “The channel of its distribution envisioned not only tape recordings or so-called ‘mag-
nitizdat} but also uncensored printed matter. The lyrics of single songs, as well as home-made collec-
tions that sometimes included the chords of popular tunes along with the lyrics, circulated widely
among admirers of bards art”.

*¢ 'The title of this journal recalls not only its primary meaning, but also the colloquial, slang
verb stebat 5ja ‘to joke, to ridicule, to mock’. Many samizdat periodicals bore humorous or satirical titles.
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In Tjumen), the poet Miroslav Nemirov promoted the publication of the rock journal
“Problemy Otolaringologii” (‘Problems of Otolaryngology’), whose first issue numbered
100 pages and contained articles on the Leningrad artist Mike (Michail) Naumenko, BBC
music broadcasts, and a translation of an article on the English rock band The Police. That
year the later famous band Instrukeija po vyZivaniju (‘Survival Guide’) gave its first concert
in the local rock-club organized by Nemirov. Still in Tjumen, the “first festival of alter-
native and radical-left music” was held from June 24 to 26, 1988: famous bands such as
the above-mentioned Instrukcija po vyzivaniju, Kooperativ Nistjak (‘Scrap Cooperative’),
Putti, Grazdanskaja Oborona (‘Civil Defense’), but also the iconic poet and singer Janka
Djagileva took part. The concerts were recorded and broadcast by local television.

In 1986 the rock journal “Vantuz” (‘Plunger’) appeared in Ulan-Ude, thanks to the ef-
forts of Andrej Gavrilov, the leader of the local band Amal'gama (‘Amalgam’). In the same
year, the Novosibirsk rock-club was officially recognized and began to publish two alma-
nacs, “Blin” (‘Crap’) and “Rok-vestnik” (‘Rock-bulletin; later renamed “Tusovka’, ‘Party’).
The first issue of the latter, which ran to 150 pages, contained material about the first semi-
official rock-festival in the city, featuring famous bands such as Kalinov Most (‘Kalinov
Bridge’)””, Gorod (‘City’), Technika sveta (‘Light Technique’): the issue was “perhaps the
most impressive not only in the history of “Tusovka’, but also in the history of the whole
Siberian samizdat” (Ku$nir 1994: 152). Still in Novosibirsk, in 1988, Egor Letov and Oleg
Sudakov organized the first punk-club. By that year, a dozen rock-journals were published
regularly in the Siberian region (Savenko 2008: 154).

By the time the USSR collapsed, the music scene in this seemingly remote area was di-
verse and mature, and many bands and personalities, most notably Egor Letov, had already
gained popularity throughout the country.

2. Siberian rock and Sibpank

Similar to the dynamics typical of the world of the Russian underground in general, the
Siberian rock scene was largely structured around, dominated and influenced by individual
personalities, often associated with their bands, and by individual musicians who moved
quite freely from project to project. As a result, the individual approach mostly prevailed over
that of the group. At the same time, the presence of many individual talents determined the
heterogeneity of the musical environment, however allowing the most charismatic profiles to
take the lead and influence the aesthetic approaches of the other musicians. As it is suggested
by the different editorial ventures and by initiatives such as the creation of clubs and the or-
ganisation of concerts, there was a great interest in music in the late Soviet Siberian society,
and the diversity of the scene offered everyone an artistic product that suited their own tastes.

7 In Russian folklore, the Kalinov bridge connects the world of the living and the world of
the dead. Frontman Revjakin was known as an erudite and used similar allusions in his lyrics. The
band is still active today.
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The Siberian public did not necessarily have to reach Moscow or Leningrad to keep up with
the latest waves of music; on the contrary, by the collapse of the Soviet Union, Siberian rock
and punk music (or at least part of it) was in great demand in Western Russia.

Most artists of the Siberian underground were not only (or often not mainly) musi-
cians per se**. Although music constituted their main artistic strength, these individuals were
not infrequently perceived in the underground scene as intellectuals, as pioneers of certain
ideas, even in a spiritual (but not religious) sense®. The link, traditional for Russian culture,
between the artist and his specific role in society (even in confrontation with Power, broadly
intended) was here revalued. The Siberian podpole was surprisingly rich in such people, and
given the limited space of the present article, only a few prominent names can be spotlighted.

2.1. Egor Letov

Igor’ ‘Egor’ Letov (1964-2008) was perhaps the most notable personality on the Si-
berian underground stage. His two most famous projects were Grazdanskaja Oborona and
Kommunizm, both very successful and popular on the local and later on the national stages.

Virtually no band is more central to the development of Russian punk than the initiators
of the Siberian punk wave, Egor Letov’s Grazhdanskaia Oborona (GrODb). [...] GrOb’s
influence on the development of Russian punk rock was massive. Here, the band also
contributed to cultivating the local characteristics of the genre (Steinholt 2012: 402, 405).

Thanks to his smart and idiosyncratic approach to the creative act, to his “particular
Russian ‘mentality’” (Gololobov ez 4/. 2014: 30), and to his involvement in a variety of side
initiatives, Letov became one of the most influential figures of the Siberian underground
scene, eventually being called the “father” of Siberian punk (Davison 2008) - although
this ‘punk’ should not be interpreted in a narrow sense: “he negotiated the aesthetics of
punk, post-punk, reggae and ska, while remaining loyal to the 1960s psychedelic and ga-

rage rock that had first moulded his taste” (Gololobov ez al. 2014: 30)*.

¥ “Unlike professional bands, amateur bands are not paid for their concerts or are paid very

little. They have to pay for musical instruments and equipment themselves and they are also ex-
pected to have a proper regular job besides their ‘hobby’. This has been an enormous strain on Soviet
rock musicians since the movement was born” (Pond 1987: 77).

» “A keyword here is dubovnost’ (‘spirituality’) and it stems from a Russian hippie under-
standing of rock. It is closely linked to the romantic notions of authenticity” (Steinholt 2003: 98).
Steinholt also observes that “during the carly 1990s, some Russian rock songwriters felt obliged
to reunite their audiences with Russian roots and cultural traditions, particularly at a time when
people felt that Russian society was deteriorating rapidly, and to prove themselves as a positive, cre-
ative force. Rock therefore remained connected with spirituality or civic awakening, and sexuality
and other more profane rock concerns became luxury topics” (Steinholt 2003: 105).

3 Steinholt maintains that “the music of GrOb demonstrates a wide and inclusive definition
of punk rock,” and “only towards the end of the 1980s would Russian punk conform to more widely
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One of the reasons for Letov’s prominence and success lies in his D1y “dominant
aesthetics” (Gololobov ez al. 2014: 31) and approach to music production. Even after
Grazdanskaja Oborona reached the peak of popularity, Letov did not seem interested
in pursuing what was traditionally considered ‘quality recording’: on the contrary, in
1988 he founded his own GrOb Records (grob also ironically meaning ‘coffin’ or, by ex-
tension, ‘grave’), a personal creative corner housed in his small apartment in Omsk and
equipped with various salvaged sound devices modified for recording purposes (Kusnir
2003: 159).

By the late 1980s, rock and punk bands in the Western bloc were already enjoying
success and making significant earnings; their access to well-equipped professional re-
cording studios was limited only by their commercial opportunities and networks. On
the other side of the curtain, Soviet authorities were gradually lifting much of the pres-
sure on rock culture: bands like Kino now performed to sold-out stadiums,” and other
musicians successfully released their music on Melodija, Russia’s largest record label
with ties to EMIL.’* In his Siberian hometown, however, Letov continued to develop his
own approach to composing music, while rallying a community of like-minded people
around him.

This self-production and DIY mentality not only shaped the music of an entire
group of Siberian underground artists: more importantly, it exemplified the philosophy
to which the musicians of GrOb Records, including Letov’s Grazdanskaja Oborona,
adhered. In this way, Letov eventually established his own genre and style, creating an
entire underground movement that was later called Siberian punk (Sibpank), which
“opposed the more sanitised, literary qualities of russkij rok,” and included abject mat-
ter, grotesque, absurd features, “celebrating the extremes of human existence” (Gololo-
bov ez al. 2014: 32). Sibpank should therefore not be perceived as a mere musical style,
genre or niche, but rather denotes a whole range of approaches that generally broke
away from the prevailing aesthetic and went beyond the boundaries of music by open-
ing up to forms of syncretic art. Artists and bands associated with Letov’s Sibpank circle
included Oleg “Manager” Sudakov, Cernyj Luki¢, Konstantin “Kuzja vo” Rjabinov,
Pik Klakson, Dmitrij Selivanov.

Letov was a prolific artist: in five years he recorded seventeen albums, many of them?
as a solo, playing all instruments and taking care of all steps of music making, from produc-

established genre conventions” (Steinholt 2012: 404). The first punk band in Russia is generally
considered to be Avtomati¢eskic udovletvoriteli (‘Automatic Satisfiers’) emerged in Leningrad in
1979 (Gololobov, Pilkington, Steinholt 2014).

% Kino performed in Minsk at Dinamo stadium in 1989.

*  For example, albums Sekret by omonym band (1987) or Kamennyj Raj (1989) by Avtograf.

% All albums recorded in 1987 contain solo compositions, partly due to the fact that Letov
was under surveillance by the KGB at the time, which led to him being isolated. Also, Konstantin
Rjabinov was drafted into the army (despite severe health problems).
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tion to ‘release™. At the same time, he participated in more than a dozen side projects,
both in Siberia and in other cities of Russia, including Leningrad/Petersburg and Moscow.
The first albums of Grazdanskaja Oborona, which Letov recorded largely alone (and in
a hurry)?, featured simple, sloppy garage punk®, while in 1989 albums Vojna (‘War’) and
Russkoe pole eksperimentov (‘Russian Field of Experiments’) were characterized by a more
industrial noise-core; finally, in the early 1990s, the albums Pryg-Skok (‘Hop-Frog, 1990)
and Sro let odinoclestva (‘A Hundred Years of Solitude, 1992) marked a shift toward avant-
garde psychedelic rock influenced by the California scene of the 1960s and 1970s.

While Letov’s music is often perceived as raw and aggressive (it conveys indeed a
“mock anti-social nihilism, alienation, fear, death, depression and suicidal sentiments in an
often celebratory self-destructiveness’, Gololobov ez al. 2014: 31),* his personality has been
widely revered as that of a complex intellectual and non-conformist erudite””. Although
many of the albums released by Grazdanskaja Oborona can be easily described as low-fi,
garage rock due to the very poor quality of the recording, Letov himself stated that such an
approach and outcome were intended:

3A€Ch 51, HAKOHELI-TO, BAPBI3T 1 OPBIST HACPAA HA BCAYECKHE OYCBUAHBIC HOPMBI 3BYYa-
Hus U 3arvcn. CypoBast npoTHBo¢a3a, YYAOBHILHBIH [IEPETPY3, CIIAOLIHOM IIEPACHKHBIH
U peByIIHIl cpeAHEYacTOTHBI Baa. MIMeHHO To, uTo Haao (Letov 1991: 23)4°.

**  Underground music, of course, could not be ‘released’ as there were no official labels in-
volved. It circulated through the exchange of bootleg recordings on cassettes, a phenomenon called
magnitizdar (Kunir 1994, 2003).

% Letov claimed that after Grazdanskaja Oborona’s performance at the first Novosibirsk
rock festival in 1987 (the band managed — seemingly by accident - to evade censorship despite their
politically radical lyrics), they were likely to be arrested soon. This stream of self-released cassettes
between 1985 and 1991 laid the “basis for Letov’s and GrOb’s fame”; “in the mid-9os [they] were re-
issued as albums on more than 40 cd titles” (Steinholt 2012: 403).

3 These can be considered “songs musically close to British post-punk” (Gololobov ez al.
2014:31).

7 This genre classification is in line with Letov’s ‘autobiographical discography’ published in
“Kontrkul'tUr’a” in 1991 (Kontrkul'tUr’a 1991: 22-30).

#®  Steinholt, however, maintains that some antisocial traits constituted Letov’s personality:
he describes the artist as “a glowing, universal misanthropy combined with anti-social tendencies”
(Steinholt 2012: 414).

* In contemporary music magazines, however, he is often portrayed as an extremely polar-
izing figure, attracting both blind, fanatical adoration and outright dislike, if not skepticism (Stein-
holt 2012: 403, 408).

4+ “Here I finally poop and shit on all the apparent norms of sound and production. Bru-
tal anti-phase, monstrous distortion, solid farting and roaring mid-range frequencies. That’s exactly
what is needed”
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Yngvar Steinholt has also emphasized this crucial point:

A common misinterpretation among scholars studying rock in 1980s Russia is that the mu-
sic sounds different because musicians were poorly informed of Western rock genres, styles
and conventions. This is far from the case. In general, the Russian rock generation of the
1980s was quite well informed and conscious about the stylistic spectre of rock, perhaps
even more acutely so than a Western rock fan. If Russian rock sounds different, it is partly
because of technical equipment and recording methods, but chiefly because Russian bands
saw rock as a vehicle to express local experience in their own language (Steinholt 2012: 404,).

The lyrics of Grazdanskaja Oborona’s songs, while often primitive and crude, are one of
the key elements of Letov’s ‘phenomenon’ While much of Letov’s early lyrics deal - in one
way or another — with social and political protest, many scholars also emphasize the presence
of more sophisticated metaphorical subtexts in his poetic exercises. For example, Anna Novic-
kaja has analyzed the metaphorical struggle between the spiritual and the physical in Letov’s
song Tosnota (‘Nausea’) (Novickaja 2014). Aleksej Cernjakov and Tat’jana Cvigun have in-
stead examined the dichotomy between the real and the surreal in Snaruzi vsech izmerenij
(‘Outside all dimensions’) (Cernjakov, Cvigun 2017). According to Elena Avilova (2013: 14),
in Russkoe pole cksperimentov “the subcultural rebellion of absurdism acquires an existential
content” (“cyOKyabTypHBIi GYHT abCypAM3Ma MTOAYYAET SK3UCTEHIIMAABHOE HAIIOAHEHHE ).
Indeed, in a nutshell, Letov’s texts mentioned in Avilovas article (“Opaenonocnsrit [ocrioap
nobeaonocHoro mupa / 3acayxennstil [ocroas kpacHosHaméHHOro crpaxa / IlpaBeansiil
IPasAHMK AAS IPABUABHBIX IpaXkAaH / OTTOYEHHDII CepIT AASL CO3PEBILMX KOAOChEB” )* con-
tain the most typical features of Letov’s poetics: the presence of linguistic clichés and Soviet
clericalism, all surrounded by an absurd, semi-mystical atmosphere, paved with references to
religious and literary texts, and overall subtly suggesting an idea of social and ethical disobe-
dience. Experimentation aside, Letov’s poetry in fact often contained blatant and obscene
anti-political statements, such as the chorus in Gosudarstvo (‘State’):

3abbiThIC 32 yrAOM

Hewmsie momorinsiM Beapom
3aApOYCHHBIE B TOABAA

3apanee 0OpeucHHbIC HA IIOAHBIA IPOBaA
Ms1 y6uan B cebe rocyaapctso

Y6uan B cebe rocyaapcreo*’.

# “Order-bearing Lord of the victorious world / Distinguished Lord of the Red-flag fear
/ Righteous holiday for upright citizens / Sharpened sickle for ripe wheat” (E. Letov, Russkoe pole
experimentov, 1989). In translating the lyrics here and further down in this article, much of the in-
tertextual play and double meaning is, of course, unfortunately lost.

# “Forgotten behind the corner / Muted by a garbage can / Trapped in the basement / Al-
ready doomed to a total fail / We murdered the state within ourselves / Murdered the state within
ourselves” (E. Letov, Gosudarstvo, 1987).
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It would perhaps be unrealistic to expect a self-studied musician experimenting in
the realm of what he perceives as punk genre — which traditionally implies minimalist in-
strumentation and simple, straightforward song structure — to be willing to carefully delve
into music theory. Nevertheless, it is worth noting that Letov’s raw, ‘untamed’ theoreti-
cal skills in music reading, and yet his intuitive sense of harmony were an integral part of
Grazdanskaja Oborona’s musical identity.

Grazdanskaja Oborona’s songs are generally based on simple, intuitive harmony,
with an emphasis on vocal melody and harmonic bass lines. Unlike in many Western rock
music traditions, where ‘musical aggression’ is usually associated with the active use of a
distorted electric guitar or heavier, cymbal-rich drumming, in Letov’s most aggressive
creations — the albums released in 1989 — the guitars always seem to be relegated to the
background, forminga noise-ridden padding, while the drums lack the high-hat or leading
cymbals and are compensated for or accentuated with fills only when the lyrics demand
it. Although the songs are structured differently, in all of them Letov seems to focus on
the message he is trying to convey — in his own personal, crude and often anti-aesthetic
way, sometimes emphasizing important phrases in the lyrics with often slightly off-tune
grunts, howls, and other vocal techniques that would make one think rather of a theatri-
cal act, or, at least, of a performance, given that in most parts, Letov does not resort to
extreme vocal techniques and stays within the boundaries of comfortable melodic singing.
In the early 1990s, when his popularity as an icon of underground culture had reached its
peak, Letov bid farewell to Grazdanskaja Oborona and released two more studio albums
with the same line-up, renaming the band Egor i Opizdenevsie (‘Egor and the Fucked-
Up’): such an obscene title was chosen to safeguard the band from being highlighted in
the mainstream press that Letov deeply despised (Sidorenkov 1991). However, most of
the musicians who formed this ‘new’ band were former members of Grazhdanskaya Obo-
rona, and Letov still followed the same p1vY philosophy in production, composing raw
garage music. Anyway, Egor i Opizdenevsie marked a slight shift in terms of aesthetics
and themes®. The music opened up to more avant-garde tones,** but also to atypical (for
Letov) subjects®: allegedly, the album Sto lez odinocestva was dedicated to the passing away

# The band also moved to a remote rural area where they experimented with drugs and oc-
cult practices.

+ By ‘avant-garde tones’ we mean the even more experimental sound engineering techniques
and production methods the band employed, such as: strumming an open piano with a guitar pick;
using multiple and simultaneous layers of texts read from various books; ranging from religious
manifests to technical manuals as background; deliberately inserting atonal arrangements; deviating
from the particularly simplistic harmonic structures of punk-rock; mixing quotes from Soviet books
and movies (something that was already typical of the previous project Kommunizm).

#  “Music calmed, approached psychedelia, and played further with Russian popular and
traditional harmonies, while the lyrics tended towards more traditional poetic forms” (Steinholt
2012: 407).
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of the poet-singer Janka Djagileva and, in Letov’s own words, it was “one last album about
love” (Domov 1991: 11)*, an unusual turn for Grazdanskaja Oborona, as the lyrics dealt
mainly with themes of protest and nihilist and were filled with intertextual play+,

Such a change of focus is also evident in the analysis of the texts. Formally, Letov’s
writing style remained almost the same: it was a rough, unpolished poetry enriched with
quotations and stylizations from literature, movies, proverbs, Soviet propaganda pam-
phlets*, often hinting at a connection to the Futurist tradition (MerkusSov 2020). How-
ever, the content and themes of the albums Pryg-Skok and Sto let odinocestva are somewhat
different: none of these albums suggest a direct connection with social protest, but they
contain only low-key and loose references in this sense. These songs have undergone a radi-
cal change and now contain a large amount of mysticism (while retaining the ‘traditional’
intertextual play):

Haer Cmeprs 110 yauiie, HeceT OGAMHBI Ha OAIOATLE
Komy BbIHeTCS - TOMY c6y,A,eTc51.

TpoHer 3a IA€YO - IIOLICAYET TOPSIHO.

IToaeTsaT KOMeHKY U3-3a TA3YXH AOAOI!

XOAUT AypavOK IO AECY,

Hmer aypadok raymee cebs®.

The track opening Szo let odinocestva, titled Svoboda (‘Freedom’, 1991), is also known
as Pro neznaiku (‘About a Dunno’): such an alternative title, as well as the songs first line,

suggests an allegorical parallel between the protagonist and a character from a popular
Soviet children’s book by Nikolaj Nosov (7he Adventures of Dunno and His Friends, 1954).

¢ This was not Letov’s last album: Grazdanskaja Oborona reappeared in the early 1990s and
its activities continued until Letov’s death in 2008.

# Steinholt considers the choice of these aggressive themes as a kind of rebellion “against the
estrada’s sweet, smiling emptiness” (Steinholt 2012: 4053).

# See, for instance, the lyrics from Otrjad ne zametil poteri bojca (“The squad didn’t notice
the loss of a fighter’): “There was no-one closer / There was no-one prettier / There was no-one iller
/ There was no-one happier / There was no beginning nor end... / The squad didn’t notice the loss of
a fighter” (He 6p1a0 poaneit / He 65180 xpacuseit / He 6b1a0 6oabreit / He 6p1a0 cuactamseit / He
6b1AO HadaAa, He 66140 KoHIa... / OTpsia He sametna notep 6oiina). The first two verses are stylized
to recall the form of Russian folk songs, while the following lines are original but follow the same
stylistic pattern. The closing verses quote the homonym Soviet poem by A. Svetlov, written in 1926,
which was later transformed into a song that found success in the Soviet estrada.

# “Death walks down the street, carrying pancakes on a saucer / What will come out, that’ll
come true. / She touches the shoulder, her kisses are warm. / The kopecks will fly away from the
bosom! / The fool walks through the woods, / Looking for a fool dumber than himself” (E. Letov,
Pro duracka, 1990). The refrain of the song is based on an ancient Slavic death curse, and the entire
text plays with proverbs, quotations from mystical rites, and folk beliefs.
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Beyond this, however, the text is full of references to tragic bibliographical events con-
nected with Letov himself and his social environment:

Kaxk 6esxaa 3a coansimkoM caenoit Mpamka
Kak capuacs anrea Ha naevo

Kak pBasach 1 AaBHAACH ITOCACAHSIS pybalika
Kaxk u 4ro 06pea-06usa aersimuit bamaages?s°

Other songs, such as Ofelija (‘Ophelia’) and Pro misuthu (‘About a Teddybear’), are
quite openly connected with the death of Janka Djagileva:

IMocaymnas Oeans mabIAa Ha BOCTOK
‘{y,A,CCHmI?I IA€H, I'PAHUTHBIH BOCTOPT
AMMOHHAs TPOIUHKA B AIICABCHHOBBIH ACC

Hesuanumerit AudT Ha 3aripeAeAbHBII 3TaX!

I'TAromeBbIit MuIIyTKa
[lea 1o Aecy, wuiku cobupaa
Cpasy Tepsia Bce, 4TO HAXOAHMA
Ipespaurascs B AyAto
Yro6BI KTO-TO TaM BCIOMHHAS

Kommunizm, a second popular music venture Letov launched in 1988, was far more
experimental than Grazdanskaja Oborona®® and could to some extent be described as a
postmodernist artistic act. Kommunizm produced a number of albums (some of which
were not intended for the public), although it was not thought of as a purely musical proj-
ect. What the members put into action were more conceptual (sometimes absurd) acts on
tape: each album combined original music, soundtracks from Soviet cartoons and movies,
folk songs (not just Russian or Soviet)*, recordings of conversations, noises, and many
other elements, all closely connected and intertwined by a common theme®. Similar to

% “How did the blind Ivashka run after the sun / How did the angel sit on his shoulder /
How did the last shirt tear and melt / How and what did the flying Basla¢ev acquire and embrace?”
(E. Letov, Svoboda, 1991).

% “Obedient Ophelia floated eastwards / Wonderful captivity, granite delight / Lemon path
to the orange forest / Invisible elevator to the other-wordly floor” (E. Letov, Ofelija, 1991).

% “Teddy bear / Was walking through the woods, collecting cones / Immediately losing ev-
erything he happened to find / He turned into a nothing / In order for someone to remember him”
(E. Letov, Pro misutku, 1991).

% It starred the very same circle of Siberian punkers that hung around Grazdanskaja Obo-
rona, though.

s+ For instance, Chronika pikirujusiego bombardirovstika (1990) featured Selivanov singing
an American folk song.

% For instance, Soldatskij son (1989) plays with military folk songs, while Leniniana (1989)
re-uses the soundtrack from Soviet movie Lenin v Oktjabre (1939).
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Sots-Art and Conceptualism, this group of artists worked with whatever material was
available to them; the reconceptualization of Soviet symbols and elements did not follow
a satirical attempt, but rather was the manifest expression of the possibility of free creation
from any tool, context, and material*®. The mosaic of elements was assembled with great
care and attention.

The fact that the Siberian underground was characterized by such a rich musical en-
vironment should not give the impression that the various fields of art followed specific
paths in the podpole and that certain types of artistic creation were better developed here
than others. As much as each traditional category of art (literature, visual arts, music, etc.)
in the Soviet world was controlled by academias, institutes, faculties, and official Unions,
its unofficial dimension was free and open to experimentation and inter-artistic creation®.
Forced underground, the artistic podpole produced works of “total art” (to use Boris
Groys’s term, 1992) and reestablished the natural connection between artificially created
categories. As for music, in Russian culture there has traditionally been an indissoluble link
between this kind of art and poetry specifically: verses are meant to be declaimed when
they are not sung, as in the case of Russian romances. In the Soviet underground, this
was even more true, and performances became the norm (Hinsgen 2019). The reason for
this was (at least) twofold: on the one hand, artists continued along the path traditionally
traced in Russian culture of performance as a conceptual act, epitomized by the Futurists
and especially by the figure of Vladimir Majakovskij, who became an icon for many in the
Soviet underground (in Siberia and not only)s*; on the other hand, it was a pragmatic deci-
sion due to the harsh conditions of unofficial art production®. Such a context effortlessly
transforms the artist’s biography into a work of art: it illustrates once again the role that
the mindset and lifestyle of Egor Letov® played in the Siberian underground scene before
the public and fellow artists. The line between what is art and what is not art was polemi-

¢ Konstantin “Kuzja U0” Rjabinov admitted that he deeply admired the official Soviet mu-

sic: “Since I was twelve, I have carefully kept the albums of those times. I subconsciously understood
that these were things that had to be preserved... They were very professional. These songs were writ-
ten and performed by very powerful people, the best of Russian culture”. (“ITaactunku Tex Bpemen
51 6epPEKHO XPaHHA ACT C ABCHAALIATH. 5] TOACO3HATEABHO IOHMMAA, YTO 3TO TAKHE BEIIH, KOTOPBIC
HaA0 Oepedb... DTO OYeHb NPOPECCHOHAABHO. DTU IECHH [HMCAAH U UCIIOAHSAM OYCHb CHABHbIC
ArOAN, 11BeT pycckoit kyasTypbl”) (Kudnir 2003: 161).

7 The representatives of the underground scene were in some cases members of academias,
such as Egor Letov who officially worked as a painter, or the famous bards Vladimir Vysockij and
Bulat OkudZava who led a ‘double life’ between the official and underground worlds.

% The importance of Majakovskij square in Moscow, for example, is well known (Parisi
2013: 248).

% However, we could also argue that the Futurists” performances were not only the result of
pure provocation and a sense of epatage, but the result of pragmatism too.

¢ Steinholt maintains that rock in the Soviet Union was more of a lifestyle} not just a musi-
cal phenomenon (Steinholt 2003: 95).
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cally blurred more than ever, as (much like the famous Moscow Conceptualism) anything
could be re-interpreted into a piece of performing art, including poor quality recording or
accidental noises on tape.

The Kommunizm project was presented in a manifesto written by E. Letov and K.
Rjabinov, published in 1989 in the first issue of the samizdat magazine “Kontrkul'tUr’a”. Here
it is stated that one of the main reasons for the emergence of this project was the fact that

HEBO3MOXKHO BBIPa3HTh aGCYPAHOCTD, KOLIMAPHOCTb M UIPUBOCTb OKPY)KAlOLIEH Hac
ACHCTBUTEABHOCTH [...] aA€KBaTHee U CHABHEE, YEM CaMa PEAABHOCTD - ee OOBEKTHI U
IPOSIBACHNS - KOHKPETHAS My3bIKa, IPOUSBEACHHS HAPOAHOH M OPUIIMAABHOM KYABTYP
(Letov, Rjabinov 1989: 31)°".

Oleg “Manager” Sudakov, who was involved in many of Letov’s projects, maintained
that “we understood that a detached view of familiar objects opens up a whole lifeline for
us” (Kusnir 2003: 161).

After the collapse of the Soviet Union, with the recognition and legalization of rock
music, the underground changed. The “wild capitalism” of the 1990s represents a traumatic
part of Russian history (Osipian 2019: 25-43), and as he witnessed the situation, Letov be-
came increasingly disheartened and disappointed by the change of regime. Together with
other artists who shared politically radical views, in 1993 Egor Letov, writer Eduard Li-
monov, and political analyst Aleksandr Dugin founded the National-Bolshevik party (Ro-
gatchevski 2007)®. Be that as it may, Letov’s involvement in the political enterprise should
rather be interpreted as a continuation of his quest for a personal place in the wide realm
of counterculture — even after counterculture, in its late Soviet version, had ceased to exist.
Letov never ceased to be a contrarian to the last. At this time he also reformed Grazdanskaja
Oborona: the band performed and recorded until Letov’s sudden death in 2008.

2.2. Janka Djagileva

Another prominent figure who was closely involved in Letov’s GrOb Records ven-
ture for a short time®, and whose artistic career Letov played a decisive role in shaping,
is Jana Janka’ Djagileva (1966-1991). Although she is often associated with Siberian punk
music, both because of her musical and personal connection to Egor Letov, and because of

¢ “It is impossible to express the absurdity, the nightmareness and the playfulness of the

reality that surrounds us [...] more accurately and powerfully than reality itself is, its objects and
manifestations, its specific music, its popular and official works”

¢ Steinholt, in his article Siberian Punk Shall Emerge Here (2012), discusses Letov’s involve-
ment in the political enterprise in detail. As Sokolov (2006) and Roesen (2008) maintain, famous
party members (Limonov, in the first instance) ‘used’ this experience to further their careers and
public visibility, and then quickly moved on.

% Almost all of her songs are included in GrOb collection Russkoe pole cksperimentov (1994.).
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the closeness of her music®* to the distinctive sound of Grazdanskaja Oborona, Djagileva’s
artistic output exhibits a different inclination, and she played a special role in the history
of the Siberian underground.

Janka, whose life came to an abrupt end at the age of 24%, started out in Novosibirsk
as a singer-songwriter playing mostly an acoustic guitar, a common attribute in Russian
underground rock. In her short career, she actually managed to compose only a few songs
and poems, but sporadically recorded different versions of the same compositions. Since
her life was as short as her career, she became an iconic figure of the Siberian underground
scene quite quickly.

Egor Letov, who was entangled in a close relationship with her, played an important
role in popularizing her. He helped her record three of her ‘official’ studio albums, and the
two often performed together at various venues between 1988 and 1990°.

Despite the significant influence, or perhaps pressure, from Letov’s side®, Janka re-
mained a phenomenon apart. There were a few factors for this. On the one hand, it is
undeniable that her tragic death at a very young age played a role in her idolization as an
artist, and indeed the response in the press (both samizdat and official press) at the time
was remarkable®®. Her death, the exact circumstances of which remain unclear to this day,
was perceived by many as something preordained, largely due to the nature of her lyrics,
often filled with disturbing imagery and references to death, suicide, depression®.

¢ Albums Angedonija (‘Anhedonia’, 1989), Domoj! (‘Back Home!, 1989), and post-mortem
Styd i sram (‘Shame and Disgrace) 1991).

¢ “In early 1991 she fell into a deep depression and in May of the same year she drowned in
the Inya River, a tributary of the Ob. Her death was most likely a suicide” (Qualin 2003: 296).

% “In 1988 and 1989, performances in Moscow, St. Petersburg, Kharkiv and other major So-
viet cities helped to build Diagileva’s reputation as one of the freshest and most powerful figures in

Russian rock” (Qualin 2003: 296).

7 Letov’s personal engagement with her is a source of (mostly sterile) speculation; however,

he undoubtedly played a significant role in better tuning her music, helped produce her best-known
works, and Grazdanskaja Oborona performed alongside her on many occasions.

¢ Unlike Grazdanskaja Oborona and other Letov’s projects, Janka was more prominently
featured in the official press, albeit much more so after her death than during her lifetime. Arti-
cles about her passing away can be found in main official sources such as “Komsomolskaja Pravda”
(18.05.1991) as well as in the local media (such as “Subbotnjaja gazeta” in Kurgan or “Gorizont”
in Alma-Ata); of course, most underground magazines such as “Ur’Lajt” or “Kontrkul'tUr’a” also
mentioned the tragic event.

% According to Elena Chaeckaja (1998: 130), death is Djagileva’s most important poetic
theme. However, frequent references to death and suicide are also typical of GrOb’s lyrics, which has
led commentators to refer to the phenomenon as “suicide punk.” Steinholt points to the develop-
ment of this theme in Letov’s music: “the theme of the death of the ego has adapted to the changing
social environment via pre-perestroika and perestroika USSR, to post-Soviet Russia in the ages of

Yeltsin and Putin. The death of the ego: 1) as forced upon you by an oppressive government; 2) as a
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The idea that counterculture somewhat feeds on the personal tragedy of its artists was
(asitstill is) widespread (Gurev 1991: 3-6). However, to link her iconicity to her biography
would be a one-sided view that does nothing to shed light on such a remarkable figure of
late Soviet Russian art. As Anthony Qualin (2003: 297) points out, “a number of recurrent
images and themes in Djagileva’s verse, however, indicate that much of the despair found in
her works is tied to the mistreatment and marginalization of women in society”, something
that thus goes deeper than mere ‘suicide punk’.

As acknowledged both by the samizdat press and later by literary scholars, Janka was
a poet rather than a musician (Qualin 2003: 295-306), and her works indeed served as re-
search material for literary studies™. As both scholars and audiences noted, one of the most
important features of Janka’s art was her poetic imagery:

Stylistically, Diagileva’s verse relies quite heavily on the juxtaposition of sequences of im-
ages, creating the feeling of a verbal montage, collage, or mosaic. Although at first glance
these images may seem disconnected, they are usually united by a single emotional un-
dertone or metaphysical state. [...] Indeed the seeming absence of connections among
the images creates a feeling that if the poet were simply to select things at random, noth-
ing she would name could possibly be complete. This sense of universal lack adds to the
reader’s despair (Qualin 2003: 296).

Her poetry often blends official Soviet culture™, Siberian underground culture, and
Russian folk tradition. Her song-writing and performing have been compared to the an-
cient Russian tradition of Vaoplenicy (Kudimova 199s), the spiritual, semi-mystical act of
‘professional mourning’ that arose from the fusion of pagan and Orthodox cultures that
dominated rural Russia.

Her poetry was not intended for a wide audience and contained no grains of clearly
defined protest. Djagileva’s songs were “less fierce than those of GrOb, being more deeply
psychologically developed and compassionate rather than cynically misanthropic” (Go-
lolobov ez al. 2014: 31). Rather, it was a natural and painful representation of a reality that
was unacceptable to a sensitive and deeply empathic personality”:

celebratory act of resistance; 3) as its dissolution into a mass movement; 4) as the destruction of the
revolutionary hero; 5) as its dissolution into nature or everyday life” (Steinholt 2012: 413).

7° See previous footnote for a definition.

7t Apart from %alin’s article, in 2019 K. Pauer defended a doctoral thesis (1MPE, Moscow)
devoted to the ocuvre of Egor Letov, Aleksandr Baslacev and Janka.

7 Her song Gori, gori jasno (‘Burn, Burn Bright’) “consists almost entirely of subverted quo-
tations of popular Soviet songs” (Qualin 2003: 297).

7 In her songs the listener finds “almost brutal intimacy all served with urgency and defiant
pride” (Gololobov e al. 2014: 31). Qualin draws on a stimulating analysis of her use of pronouns:
“the sense of isolation created by her unusual use of pronouns combined with the feeling of the
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CBsITbIC ITyCTBIE MECTa — 3TO B HEOO € MOCTa,

ITO AABKA HA TPAHCIIOPT, 10 TOPAO 3a0UTHIH TOCKOH.
MsHavaAbHBIN KOHEL,

TosoBa He mpoAasuT B cTakan’*,

Janka’s works can be seen as a direct, although self-taught and probably unintentional,
revisiting of the Russian poetic tradition and perhaps of Russian female poetry in particu-
lar: indeed, Janka’s iconicity may also be partly related to the fact that female artists (espe-
cially full-fledged songwriters) were very rare in the Russian underground rock scene”. It
was even more difficult to find authentic femininity as a source of creativity (in relation to
issues such as sexual violence, abortion, societal expectations):

Kpait, cusnue, cTpax, 4y>Koi AOM.
I'To popore B cropesiHii Mpoém.
ToponauBbIX IIaroB cyera
Crépaa MM 1 3aBTPALIHUH ACHBD,
qepes 4ac O)KUBY Pa3HOLBETHOM PEKOM
IToa A0KAEM,
MeAKHUM BETPOM IIPOKIAY HaA KUBOI TEMHOTOI1...”¢

Djagileva’s poetry is also often linked to folkloric tradition (Mutina 2000) and this
feature links her poetry to that of Egor Letov, which often quotes, reformulates and adapts
formulas and motifs of folkloric origin. However, the use of these references does not mean
that Janka’s lyrics were a stylization of folk music. Rather, the modified or standardized
quotations from various folk traditions — for example, of pagan Slavic origin, as in the case
of the refrain of the song Gori, gori jasno (‘Burn, Burn Brightly’), which happens to be a
formula used in Slavic rites; or even references to nursery rhymes, as in Vyse nogi ot zemli
(‘Feet Up From the Ground’) - are interwoven with original, subjective, and personal im-
agery. Folklore and tradition then appear in a new light, from a different, new perspective:

universality of the problems conveyed by the montages of images she employs, lead to an almost
unbearable sense of hopelessness” (Qualin 2003: 306).

7 “Holy, hollow places — up in the sky from the bridge / A stampede at the public transport,
stuffed with grief / A preliminary end / A head won't fitinto a glass” (Ja. Djagileva, Angedonija, 1989).

75 As Irina Pond stated, “women play a passive role in Soviet rock” (Pond 1987: 79). Qualin
adds to this: “In the male dominated world of the Russian rock in Diagileva’s lifetime, the big-
gest star among women was Zhanna Aguzarova, who generally sang songs written by men. Against
this backdrop, Diagileva’s verse was and is incredibly significant to many young women who finally
found someone to give voice to their problems” (Qualin 2003: 300).

¢ “An edge, a radiance, fear, someone else’s house / An entrance through a burned-down
door / A rush of hasty steps / Erased the name and tomorrow / In an hour I'll come alive like
a colored river / Under the rain / I'll walk upon the vivid silence as a soft wind” (Ja. Djagileva,
Cuzoj dom, 1989).
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3HauuT, OyACM B UIPBI UTPATb.
Pas-ABa — BBIIIE HOTH OT 3EMAH.
Kro ycnea — Tomy momumpars.
Kro ocraacs — Tor 1 aypayox”’.

In addition to the remarkable poetic element, Janka had a distinct performance style
that also distinguished her from the other artists in Letov’s entourage and from Letov him-
self. Even in albums produced with and by Egor Letov, such as Angedonija and Domoj,
which feature the atonal, noise-driven arrangements typical of Grazdanskaja Oborona,
Janka’s singing remains within perfect pitch. Although aggressive at times, unlike Letov,
Janka never went so far as to use hoarse, screamy vocal techniques.

2.3. Beyond Egor and Janka: alumni of GrOb Records

The recordings of Egor Letov’s various musical ventures (Kommunizm, Grazdanskaja
Oborona, Egor i Opizdenevsie) all took place in the musician’s apartment in Omsk, which
he — and later the entire underground community in Siberia — proudly renamed “GrOb-
Studio” (GrOb-studija)?. Different artists participated in the recordings in Letov’s apart-
ment, but not all of them took part in his personal or group ventures, like the musicians
Vadim Kuzmin (1964-2012) and Oleg Sudakov (born 1962).

Vadim Kuzmin began his music career in 1986 in Novosibirsk as a member of the
band Spinki Menta (‘Cop’s Backs’). The band’s name was a pun: it is assonant with the ex-
pression “spinki mintaja” (‘pollock fillet’), a popular Soviet canned fish, which at that time
was one of the products that were always available despite the deficit of other goods (Aksju-
tina 1999). Soon, however, Kuzmin renamed the band Cernyj Luki¢ (‘Black Luki¢): they
recorded their first albums in Letov’s studio and in collaboration with him; later, how-
ever, the band continued independently until Kuzmin’s death in 2012. Kuzmin and Cernyj
Luki¢ ideally positioned themselves within the genre of punk rock (Aksjutina 1999), but
in fact they performed in a singer-songwriter style. In this sense, the loose use of terms and
definitions is indicative of the way underground artists viewed ‘punk’: it was not a canon or
genre, but a lifestyle and a feeling in the realm of underground culture.

Similarly shall be regarded the musical projects of Oleg ‘Manager’ Sudakov, who was
also active in GrOb-Studio and participated in Letov’s Kommunizm. Sudakov launched

77 “So we will play the games / One-two, feet up from the ground / Who managed to do so
is going to die / Who remained is just a fool” (Ja. Djagileva, Vyse nogi ot zemli, 1989).

7 Tt is also important to note that several members of Letov’s Grazdanskaja Oborona pur-
sued solo projects, some of which took up base in GrOb-Studio: among them, Konstantin Rjabi-
nov’s Christosy na paperty (‘Christs on the Porch’), Dmitrij Selivanov’s Promyslennaja Architektura
(‘Industrial architecture’).

7 For instance, the album Koncilis’ Patrony (‘Out of Ammo), 1988) was recorded in GrOb-
Studio, with Letov as producer.
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various projects, including Anarchija (‘Anarchy’), Armija Vlasova (‘Vlasov’s Army’), Cy-
ganjata i ja s I'i¢a (‘Gypsy Kids and Me Drunk on II'i¢’). Manager’s musical experiments
went far beyond punk:

ITepsoie xornepTsr Oaera “Manarepa” Cypakosa npoucxoauau B mxady. ITocrosHao
CTaAKHMBAsICh C HOTOKOM TAO62ABHBIX BCEACHCKUX IPOTHBOPCUHIA, OH B COCTOSIHHU BHY-
TPCHHETO HAAAOMA 3AITHPAACS B AHTUKBAPHbIN Ay0OBbIi 1Kad 1 HAYUHAA OT GeccHAms
BbITh (Kusnir 2003: 112)%.

Even Egor Letov, who generally shared an experimental attitude to creation, described
most of Manager’s music as “pathological” (Letov 1991: 26). Manager continues to perform
today, and his most recent project is Rodina (‘Fatherland’).

The artistic ventures of Kuzmin and Sudakov are just one example of the diversity
and heterogeneity typical of the so-called Sibpank: it entangled not only the music itself,
but also notions of self-expression, experimentation, free and poetic, if not absurd and pro-
vocative, performance.

3. A Diverse Musical Environment

The Siberian underground scene was not limited to the phenomenon of Siberian
punk, nor to its ‘suicidal’ version (apart from Janka’s death in 1991, Dmitrij Selivanov, who
was a prominent figure in the Siberian underground and appeared as a guitarist in many
of Letov’s and his entourage’s projects, also died tragically by suicide in 1989). Siberia also
provided fertile ground for more traditional art-rock collectives, such as Dmitrij Revjakin’s
Kalinov Most, formed in 1986 in Novosibirsk, whose music was also influenced by The
Doors and early Western progressive rock®.

The Siberian underground music scene can thus be depicted with the image of a
branching web, consisting of more or less interconnected groups of artists: on the one hand,
we find the circle of Egor Letov, which included musicians and bands that were in one way
or another involved in his GrOb Records community (among them, for example, Cernyj
Luki¢ or Manager, who were directly or indirectly influenced by Letov’s approach to mu-
sic production and/or, more importantly, by his lifestyle and mindset); on the other hand,
there were more ‘traditional’ rock bands such as Kalinov Most; finally, some independent
artists went their own way, such as Djadja Go (Barnaul). Roman Neumoev’s band Instrukei-
ja Po Vyzivaniju, formed in Tjumen’ in 1985, took a slightly different stance and was received

8o “Oleg ‘Manager’ Sudakov’s first concerts took place in the closet. Constantly stumbling

upon a stream of global, universal contradictions, facing the internal trauma, he'd lock himselfin an
antique oak closet and would start howling out of impotence.”

8 Revjakin’s music makes much use of neologisms, plays with Russian and Old-Slavic pho-
netics and morphology, and intertwines semi-abstract imagery with psychedelic poetic exercises

devoid of any element of protest (Kurbanovskij 1993, Belikov 1991).
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differently by the underground press: while it participated in the Siberian punk movement,
it flirted musically with Russian chanson and expressed controversial ideas both in its lyrics
and in interviews®. The Siberian musical and cultural heritage that emerged from and was
associated with the activities and personality of Egor Letov, despite its taxonomy, does not
bear much resemblance to punk music as understood in the West. The latter actually man-
aged to gain some followers in late Soviet and post-Soviet Russia: The Russian representa-
tives of “Western punk’ were not directly related to Letov, and some of them were not even
geographically connected to Siberia; some of them still exist today, such as Teplaja Trassa
(“Warm Trail’) from Barnaul or the Kazakh Adaptacija (‘Adaptation’). This brief overview
indicates the diversity that characterized the musical environment of late Soviet Siberia, es-
pecially in terms of the aesthetic approaches to artistic creation.

4. In Lien of a Conclusion

If one compares the Russian-Siberian and Western rock and punk cultures on the
level of sound or aesthetics, clear differences emerge. If one were to draw such a parallel
(which, incidentally, is beyond the scope of this study), one would overlook the reasons for
these differences and thus fail to understand the ways in which the Siberian underground
developed and how it influenced Soviet and later Russian cultural life. The cultural and
historical context®, as well as the ideological background, are of fundamental importance
here. In the absence of a capitalist world to oppose, rock, punk, and hippie subcultures

% AmongNeumoev’s crucial controversial issues are his antisemitic positions (Kontrkul'tUr’a

1991: 48). In addition, his deteriorated relationship with Egor Letov has also provided material for
speculation.

% The very stimulus to the emergence of counterculture in the West and of the underground
scene in Socialist countries differed at their core: the Western protest movements that emerged in
the aftermath of World War 11 were directed against the previous generation and the Cold war as
a whole (Briggs 2015: 269-271, 281); the Western punk-rockers were in some way reacting to the
music establishment by proposing a different aesthetic approach to composition and resisting the
commercialization and excessive sophistication of progressive rock music (their sticking to ideas
of authenticity and resistance to ‘pop, meant as “that area of popular music said to be marked by
ethical compromise and capitulation”, should however be seen as an adherence to “rock ideology”s
Keightley 2001: 128). In the context of the late Soviet Siberian underground, rock and punk sub-
cultures, although aesthetically and ideologically distinct, merged to the point of being indistin-
guishable in their Soviet acclimation. Janka Djagileva, for example, was considered both a hippie
and a punk, even though she was essentially neither (Qualin 2003: 296). In the Soviet Union the
rock, hippie and punk subcultures were identified by their basic ‘tribalism’ and ‘anti-establishment’
attitudes (and in this sense they all belong in the wider realm of “rock ideology”; Keightley 2001:
126). However, their protest was not directed against the Socialist regime, nor was it a pro-Western
(nor pro-capitalist) expression of rebellion. It was the pure manifestation of a personal quest for free
expression in a world where such individualistic pursuits were, at their core, forbidden. Rock music,
in this sense, was an act of personal protest, while what surrounded it was merely a byproduct. To be
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developed differently on the Soviet territory™, adapting to the local context and eventually
becoming genuine countercultures.

In the transcript of a conversation between Tracy Drake, the guitarist Andrej Sudilin
and the journalist Sergej Gur’ev, published in 1991 in the “inexistent” samizdat magazine
“Kontrkul'tUr’’, topics of debate are the Russian underground, art, philosophy and, inevi-
tably, politics. Gur'ev drew a slippery parallel between public perceptions of Egor Letov
and Vladimir Lenin, suggesting that both managed to become influential figures, mentors
and, in a sense, philosophical leaders of a revolution — one cultural, the other political —
without mastering any significant technique in their craft, at least not in the traditional
sense (Drake ez al. 1991: 148). While we leave the comment on Vladimir Lenin outside the
scope of this article, Gur'ev’s statement does indeed describe quite accurately an important
phenomenon of Russian underground culture in general and of Siberian rock music in
particular: Gur'ev suggested that Letov, as well as other prominent figures of this unofhcial
environment, was in some ways continuing the Russian tradition which, since the origins
of Russian culture, has seen the Artist — even if unaware of such a role — as a civic, social,
and spiritual leader, as a kind of prophet and missionary, as a forerunner of ideas on values
and moral issues, the Artist as a driving force of social progress and evolution.

Often lacking the necessary theoretical or technical expertise to produce music, Egor
Letov and many other Siberian punk-rockers reverse-engineered and freely composed their
music according to their own vision and understanding of it. Many artists had more than
sufficient knowledge of Western punk music®, but no real understanding of the technolog-
ical activities behind it, as they did not have access to the production processes and often
did not have sufficient equipment at their disposal: the musicians literally ‘reconstructed’
the sounds from scratch, often using rather inconvenient technical solutions®. It was not
an imitation, but the creation of an entirely new, idiosyncratic kind of art that was a mani-
festation of their personal quest for expression. It is precisely this shift of focus in what we
may call ‘creative motivation’ that is a distinctive feature of the Siberian punk-rockers. Such

“authentic,” then, it went “beyond politics” and embodied a “commitment to the poetic expression
of truth, or istina” (Cushman 1995: 103, 126).

8 Even the drug abuse and decadent, self-destructive life- and performance style that were
indeed specific features of early Western rock-n-roll culture were perceived differently in the USSR.
‘Russian Janis Joplin’ Janka “had to work without painkillers,” while Joplin could “seck redemption
in an ecstatic trance” (Sokoljanskij 1991).

% “Kontrkul'tUr’a” defined itself as an “inexistent journal” (“Hecymectsyrowmuii xypHan”).

8¢ Many underground samizdat magazines of the early 1990s featured original interviews
with Western underground musicians, reviews and translations of song lyrics and critical articles.
Letov himself was known for selling rare Western records on the Soviet ‘black market’

%7 For example: attaching microphones to alamp and rotating the entire construction around
the sound source to achieve phase shifts and spatial effects; recording drum parts on a self-made tape
at a pace twice slower than usual, and then launching the tape twice faster to achieve higher pitch

and unusual drum patterns.
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a characteristic is both indicative of their self-positioning as artists, as well as it is helpful for
critics to approach their work and legacy. In this sense, Siberian rock and punk subcultures
have once again radically distanced themselves from their Western counterparts®.

Such a brief overview of the origins and poetics of Siberian rock and punk music points
to the incredible richness of the late Soviet Siberian underground, a diverse and heteroge-
neous scene composed of circles and networks that still lack specific research and study.
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Abstract

Martina Napolitano, Vladimir Zherebov
On and Beyond Egor Letov. Rock and Punk Music from (Soviet) Siberia

This article examines the role played by Siberian underground musical phenomena in the de-
velopment of rock and punk music in Russia, paying particular attention to the profile of Egor
Letov and his relevant musical ventures. The authors situate the analysis within the broader frame-
work of studies dealing with Russian rock music and Soviet underground culture in general and
examine the hitherto insufficiently explored features that characterized the Siberian underground
scene and enabled the emergence of original artists.
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Foreword

The present issue collects six articles written by leading specialists in Ukrainian
Modernist literature on the occasion of the 150™ anniversary of the birth of the renowned
Ukrainian writer and poet Lesja Ukrajinka. We editors would like to thank our Ukrai-
nian colleagues at the Volyn National University in Luc’k and the National University of
Ostroh Academy: Prof. Nadiya Koloshuk, Prof. Maria Moklytsja, Prof. Serhiy Romanov,
Prof. Galyna Yastrubetska, Prof. Svitlana Kocherha, for their proposal of a guest edited is-
sue of “Studi Slavistici” dedicated to Lesja Ukrajinka.

The contributors — who live and work in different countries such as Australia, Italy,
Ukraine, and the United States — have examined works by Lesja Ukrajinka which have
previously received scant attention, and investigated a number of open questions which
still remain controversial and to some extent unanswered. In doing so, they have employed
new methodological tools, offered fresh interpretations, and provided original solutions
to long-standing problems. The first five articles focus on some of Lesja Ukrajinka’s lyri-
cal poems (One Word and Spring in Egypt) and theatrical dramas (I the Wilderness, Ra-
Meneis, Rufin and Priscilla, Orbija, and Forest Song). The authors touch upon fundamental
topics and methodological issues such as Orientalism and Post-Orientalism, Modernism
in Ukraine and Europe, Ecocriticism, and the aesthetical and social function of art. Tamara
Hundorova’s concluding review article provides an overview of the most important topics
explored in the published papers and the new threads and discussion they engender. The
editors of this thematic collection hope that the following contributions, while celebrating
the jubilee of a writer who is yet to be fully appreciated in Western literary discourse, will
stimulate further interest in Lesja Ukrajinka and her intellectual milieu among the wider
scholarly community. We also hope that the encounter between Ukrainian and interna-
tional scholars will open up the possibility of new critical approaches to Ukrajinka’s work.
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Marko Pavlyshyn

“Foreign Woman, Do Not Look!”
Spring in Egypt and Lesja Ukrajinka’s

Confrontation with Orientalism

Larysa Petrivna Kosa¢ — Lesja Ukrajinka — spent much of her life travelling. From
ten years of age a sufferer from tuberculosis, she sought treatment in Warsaw, Vienna, Ber-
lin and Ziirich. She journeyed to the peripheries of the Russian Empire — to Odesa and
Crimea for her health, and to Georgia to be with her husband. Between 1909 and 1913 she
spent three extended periods in Egypt, encountering a land which bore visible monuments
of the greatness of its ancient civilization, but which had not been governed by native rul-
ers since the fourth century B.C. After centuries of Greek, Roman and Byzantine, Arab and
Ottoman overlordship, from 1882 onward Egypt had been under de facto British occupa-
tion. Among the vehicles of cultural influence that accompanied the European military
and economic presence in Egypt was tourism, including the health tourism in which Lesja
Ukrajinka participated. Lesja Ukrajinka was attentive to the depredations of colonial-
ism in general and to the colonial marginality imposed upon her own and other cultures
within the Russian Empire in particular. In the dramatic poems Orbija (The Orgy, written
in 1912-1913) and Bojarynja (The Boyars Wife, written in Egypt in 1910), for example, she
offered astute representations of the discursive strategies by which imperial metropoles ex-
ploit and appropriate the human and cultural capital of their provinces or colonies, while
simultaneously subjecting them to disparagement and mockery". It is scarcely surprising,
then, that her sojourns in colonial Egypt gave rise to literary reflections on the mechanisms
by which colonial power is exerted.

Stimulated by Edward Said’s book Orientalism, literary and other humanities schol-
arship has become increasingly sensitive to manifestations in cultural texts of the power
disequilibrium between Western (and other metropolitan) cultures and those not Western
and not metropolitan. Orientalism, defined by Said as “a Western style for dominating,
restructuring, and having authority over the Orient” (Said 1978: 3), has become a short-
hand term for the many ways in which Western discourses and practices reflect and extend
Western domination over the East. These include Western description and study of the
Orient that figure the observer as superior and the object of inquiry as inferior, and various
rhetorical templates for representing and interpreting the Oriental Other - as, for example,
feminized, eroticized or infantilized.

1

See, e.g., Matusiak 2009, Jur¢uk 2011, and Andrianova 201s.
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As has long been recognized, Orientalism is not solely the province of consciously
supremacist ideology. In many instances it functions as an “unconscious and sometimes be-
nevolently intended set of attitudes and preconceptions arising out of relations of power”
(Marcuse 2004: 809-810), and the boundary in such cases between the virtuous intentions
of the actor and the underlying structure of domination in which the actor is complicit
may be subtle. Given her many travels, her erudite Europe-influenced world-view, her
choice of the ancient and modern Orient as thematic background for many of her works,
and her personal experience as an intellectual in a subaltern culture within an imperial con-
text, Lesja Ukrajinka presents a complex and fascinating case of the tension between, on
the one hand, anti-colonial solidarity with oppressed peoples and classes and, on the other,
the inextricable enmeshment of Orientalist postulates and attitudes with the European
Enlightenment tradition. My objective in the present inquiry is to illustrate this tension
through examination of a single poem (Kbamsin)*, within the context both of the poem
cycle which it initiates, Vesna v Jehypti (Spring in Egypt, 1910), and of Lesja Ukrajinka’s
Egyptian experiences. The following analysis will show that Lesja Ukrajinka was informed
about and respectful of Egypt and its people, empathetic toward the oppressed indigenous
population, and confident in her ability to observe, understand and generalize — perhaps
too boldly — about Egyptians and their plight. It will focus on Khamsin as a poem which
clamors to be interpreted as a flash of insight into the frailty of Orientalist claims to knowl-
edge, as an expression of the inflection such claims receive when articulated by a woman,
and as a diagnosis of the fin-de-si¢cle crisis of the Occidental knowledge system.

Lesja Ukrajinka’s engagement with Egypt long predated her visits to that country. At
the age of nineteen or twenty she undertook the major task of paraphrasing in Ukrainian
Louis Ménard’s Histoire des anciens peuples de ['Orient (1882). Twenty years later, in Egypt,
she updated the manuscript and sought, unsuccessfully at the time, to have it published (see
Ohnjeva 200s). Itappeared in print in 1918, five years after her death, as Starodavnja istorija
schidnych narodiv (Ancient History of the Eastern Peoples). The section on Egyptisa 60,000-
word text on the geography, ancient history, mythology, lifestyle and culture of the land.
The text radiates respect, indeed admiration, for the civilization of Ancient Egypt and does
not hesitate to label instances of European interference with Egypt’s ancient monuments as
acts of “vandalism” on the part of “European ignoramuses” (“jevropejs’k[ych] nevihlas[iv]”,
Ukrajinka 2021, X: 158)°. Lesja Ukrajinka utilized the knowledge she had accumulated in
writing the Ancient History in works set in Ancient Egypt, including a number of poems
written in 1903-1904: Ra-Meneji, Sfinks (The Sphinx), Napys na rujini (Inscription on a
Ruin), and Izrajil’ v Jehypti (Israel in Egypt)(Rudnyc’kyj 1971, Ostanina 2013).

Lesja Ukrajinka’s letters, especially to her mother, the writer Olena Pchilka, and Borys
Hrincenko are rich in details about her first sojourn in Helwan on the Nile. Another source

2

The title refers to the khamsin or simoom, the forceful, hot sand-bearing southerly wind
from the Sahara.

> All subsequent references to this source give volume and page number only.
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concerning that visit is a memoir by Mykola Ochrimenko, a teenager at the time, who kept a
diary which enabled him in the 1950s to reconstruct with some precision the life of the guests
of the Villa Continental where Lesja Ukrajinka resided. The main literary projects of her six
months in Egypt — completion of the verse drama Rufin i Priscilla (Rufinus and Priscilla) and
the writing of 7he Boyar’s Wife — were not concerned with Egyptian themes. However, over
five days in March 1910 Lesja Ukrajinka composed the seven poems of the Spring in Egypt
cycle (Moroz 1992: 456-457). Six were published that year in the journal “Ridnyj kraj”*. They
were inspired by the experience, vividly described in a letter to her mother, of a khamsin and
the weather conditions following it: a calm hot spell and a north wind bringing showers.
“Ob, if only you could see that red-haired demon of a khamsin — how it transforms the world
into a yellow nightmare! Truly, an evil spirit — a Typhon!”, she wrote, comparing the wind
to the hundred-headed dragon resident in the underworld of Greek mythology (x1v: 197).

Khamsin was the first poem of the Spring in Egypt cycle to be written, and the fur-
thest from the intellectual ground in which Lesja Ukrajinka generally anchored her lyrical
subject. In general, and especially in the subsequent poems of the Springin Egypt cycle, this
ground is the heritage of the Western Enlightenment, from which many of her works de-
rive their pathos of liberty, equality and solidarity. Her feminism, too, generally expresses
itself as a demand for the recognition of women’s full humanity on the basis of an Enlight-
enment-derived universalism. The genealogy of the Enlightenment is no less evident in
the determined individualism, secularism and devotion to objective knowledge that find
expression in much of her oeuvre.

The last of these is the intellectual value that, initially, the poem Kbhamsin appears to
invoke. The lyrical subject is introduced in the act of precise, objective observation. The
poem’s audience is invited to visualize and co-experience, in sequence, a hot and fast wind
that stings the skin with its heat and airborne sand; the wind’s flute-like sound; its force
as it lifts pebbles from the ground and carries them short distances before they fall and are
picked up again; whirlwinds that briefly take shape in the sand-filled air, only to disappear
into a yellow sandy haze; people who, caught in the open, lie flat on the ground to avoid the
worst of the sand and wind; and, at the climax of the windstorm, airborne sand so dense
that it dims the daylight and turns the sky yellow.

Evocation of these visual, aural and tactile sensations is accompanied by personifica-
tions and mythological allusions that intensify the poem’s emotional charge. The desert
wind is compared, initially, to a dancing figure, its wings and its flaming breath connoting
dragon-like menace and aggression toward the lyrical subject. Unrhymed iambic pentam-
eter with an unstressed extrametric syllable at the end of most, but not all lines creates a
diction that is close to descriptive prose while remaining within the orbit of metrical verse.
This formal and stylistic neutrality of Khamsin harmonizes well with what initially appears
to be the poem’s mimetic intent:

* One of the poems, Son (Teplo ta jasno) (A Dream [It Is Warm and Sunny]) was not pub-
lished until 1947.
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Pyanit Xamcin B IycTHHI pOSTyAsIBCS,
JKaroro maaenuii, MYuTH y MoBiTpi,
Yepxarouu micok cyxuMu KpUABMH,

[ anie ryctum moaym’sim nexyqum (V: 406)5.

Soon enough, though, the lyrical subject’s vision of the natural spectacle is augmented
by association with a wedding — a “wild” one at that. Erotic overtones are amplified as
sandy whirlwinds anthropomorphize into female dancers, “mysterious wind-maidens” in
diaphanous costume, who dance in Khamsin’s honor:

Slkech Beciaasg auxe! MoB comiaka —
CniBa micok, 3ipBaBIIMCS 3HEHAIbKA

3 Baxxkol HEPYXOMOCTI CBOEI,

A xamiHni Ha OyOHAX IPUTPAIOTD.

XT0 5 TaM y XKOBTIl Ta CAiITydift MAi

Ha gects XaMciHOBI TAHOYKH BOAUTE?
IITocp Bie mMOKpHBasaMU TOHKUMH,

Tax npyAKO-IPYAKO KPYTSYUCh Y TAHIIL...
Sxich TaemHi BiTpsHi AiBuaTa,

Beceai aiti cMyTHOI ITycTHHI? (V: 406)°

These lines continue to testify to the lyrical subject’s self-identification with the West-
erner desirous of knowledge of the Orient. Question marks connote an attitude of cu-
rious inquiry and a researcher’s willingness to propose hypotheses. The “reading” of the
dancing-girl-like whirlwinds which the lyrical subject proposes — that they be imagined as
“cheerful children of the melancholy desert” — correlates with Lesja Ukrajinka’s observa-
tions concerning Egyptians in her letters. Egyptians, she found, were characterized by a
happy group disposition despite the oppressive colonial and social circumstances under
which most of them lived — an observation that offended her sense of social logic and de-
manded a causal explanation (of which more below). What is more, given the stereotype of
the harem dancer that is invoked here, the lyrical subject appears to indulge in a manner of
seeing akin to the eroticized and exoticizing gaze of such late nineteenth-century European
artists as José¢ Gallegos, Ferenc Eisenhut or Alphonse Pellet, painters of imaginary harem
scenes. True to what Said described as the “citationary” nature of Orientalism (Said 1978:

> Red-haired Khamsin dances wildly in the desert; / Burned by thirst he races through the
air, / His dry wings scuffing the sand; / He breathes thick, stinging flame (here and afterwards trans-
lations are mine, MP).

¢ It’s some kind of wild wedding-feast! The sand, suddenly uprisen / From its heavy im-
mobility, sings like a reed pipe, / While pebbles drum accompaniment. / Who is it that in yellow,
blinding mist / Performs dances in Khamsin’s honour? / There is a flutter of diaphanous veils / As
something dances, swiftly whirling... / Are these some mysterious wind-maidens, / Cheerful chil-

dren of the melancholy desert?
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176), the image of veiled danseuses evokes an entire tradition of Orientalist representations
of women, their status as objects of male desire enhanced by the idea that in lands of the
Orient religious convention removes women from the public (and, ipso facto, the inquir-
ing and desiring Western male) gaze. Such a voyeuristic masculine perspective, the poem at
this juncture appears to imply, is shared by the lyrical subject.

Here, however, the poem takes some unexpected turns. Khamsin, the personified
wind, uses the feminine noun “cuzynka” (‘female foreigner’) to address the lyrical subject:

“qy>KI/IHKO, He auBHCb! 3acumnaro oui!”
I 3a3apo saropuys Xamcin moAoxo
Kupe'l' SKOBTOI CBOIX TAHEYHHUIIb.
Hixro ne cmie 6auurs ix. Apab

Cepea mycTuHi 1apae AOAOAY,

Sk Ha MmoauTBi (V: 406)7.

The lyrical subject, then, is a woman. But she has articulated a Western 7475 interest
in Khamsin’s danseuses. His outrage and his threat to blind her bring to the fore the two
kinds of transgression which have overlapped here, one against an established gender role,
the other against a cultural (more specifically, religious) tradition.

First, a woman has acted in a man’s role. Khamsin is represented as jealously believing
not only that “his” women have been coveted, but that they have been coveted by a woman,
who has thereby usurped a form of culpable desire thought of as the province of men. Con-
temporary readers interpreting this role inversion as an allegory of a socio-political argu-
ment within the framework of their European value-system might well have detected here
aliberal, even feminist complaint against the fact that desires which society disapprovingly
tolerates in men are found outrageous if manifested by women.

Second, an Islamic prohibition has been breached. The rules of modesty governing
which parts of women’s and men’s bodies may be seen, and by whom, have differed accord-
ing to time and place (Boulanouar 2006: 138). However, from Lesja Ukrajinka’s correspon-
dence and Ochrimenko’s memoirs it is evident that she, like other Europeans in Egypt,
observed many women in public with their face and body covered and believed that Islam
allowed them to be uncovered only in front of the woman’s husband and a small number
of other categories of person. The lyrical subject, a foreign woman behaving as if she were
a man, has broken this rule. In doing so, she has not only challenged Khamsin’s demand
to be the sole spectator of “his” women. She has also behaved impiously in relation to the
dominant religion of Egypt.

Up to this point, it is possible to read Khamsin’s anger as his reaction to the trans-
gressive behavior of the female lyrical subject, whose looking upon the veiled dancers

7 “Foreign woman, do not look! / I shall fill your eyes [with sand]!” / And jealously Kham-
sin enfolded in his yellow robe / All of his dancers. / None dare look at them. The Arab / In the
desert drops to the ground, / As though in prayer.
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may appear to be a libertarian act symbolizing rejection of Islamic custom, akin to the
declaration in The Secret Gift, the sixth poem of the Spring in Egypt cycle, that “Woman
has been oppressed by Islam”, v: 410). Such an emphatic critique of Islamic gender norms
implies corresponding confidence in the universality of the Western values of liberty
and agency — a universality later disputed, as will become apparent, in the poem Kham-
sin itself, though not in the cycle as a whole. The conjecture that, in Kbamsin, Islam
and its value system might be at stake is supported by the poem’s momentary focus on
“the Arab”, who, imagined as confronting the spectacle of whirling dancers, falls to the
ground “as though” (“ja£”) in prayer. The phrase “as though’, by qualifying what follows
as a simile, enables the evocation of Islamic piety even as it announces that Islam is not
the main concern at hand. In the observed “real world” of the khamsin-struck desert
people lie down to protect themselves from the wind and the wind-borne sand; the “as
though”, signifying similarity, but not identity, draws attention to the fact that the anal-
ogy between their prostration and the posture that Muslim faithful adopt in prayer is
just that — an analogy. At the level of myth, where Khamsin is emerging as a powerful, in-
deed supernatural, presence, the Arab’s prostration is clearly 7oz an act of Islamic prayer.
It reveals itself as a reflex of fear and self-abasement before an ancient deity that is not
merely pre-colonial, but also pre-Islamic®.

The mythologized Khamsin’s reaction to the Arab’s prostration is one of irony: he
pretends to understand it as an act of prayer, but demands that the Arab’s piety be directed
to him, Khamsin - for, as he now proclaims, he is a deity, “that mighty Seth”:

“Boke ! Moauncs! Moaucs!
S paBHiH 6or, 51 TOH MOTYTHIH Cer,
[To Tiao Osipicose HeTAiHHE
PosmmaTyBas i KMHYB y ITyCTHHIO.
Ox, st Toal Isiaa sapuaana”.
I 3BeceauBcs cnorapom XaMciH,
I Bcst mycTHHS MOB 3HAAACS BrOPY
I B He6o punyaa. Ha xosrim HeGi
HOMepKAo COHIIE — OKO Osipica —
I cTaso Tak, MOB LIiAMI CBiT OCAiIL.. (V: 406)°

¥ In the manuscript draft of Khamsin the term initially used for the prostrated figure was

“fellach” (fellah), a member of the autochthonous peasantry (v: 799). The word was crossed out and
change to “a7ab” (“the Arab”). Lesja Ukrajinka may have assumed that her readers would more read-
ily associate Islam and Muslim prayer with Arabs than with indigenous Egyptians.

> “Justso! Pray, pray! / I am an ancient god, I am that mighty Seth / Who ripped to pieces
Osiris’s incorruptible body / And threw it into the desert. / Oh, how Isis wept then!”. / The recol-
lection amused Khamsin, / And all the desert seemed to rise aloft / And surge into the heavens.
In the yellow sky / The sun, Osiris’s eye, went dim; / And it was as though the whole world had
gone blind...
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The cultural point of reference of the poem has shifted once more. The poem’s au-
dience no longer accompanies a Western lyrical subject on a quest for knowledge of the
natural phenomena of the Orient; nor are readers enjoined to criticize, from a Western
viewpoint, the cultural prohibitions enshrined in Islam. Instead, the audience is now in-
vited to understand nature — in this case the millennial duel between the desert and the
Nile-fed arable land - through autochthonous myth. As in Egyptian myth, Seth in Lesja
Ukrajinka’s poem is the divinity of chaos and destruction, the antagonist of the orderly
cycle of regeneration and death represented by Osiris and Isis.

The words that the poem attributes to Khamsin/Seth reveal him as a malevolent force,
his ferocious violence reflected in the verb rozsmaruvav (‘ripped to pieces’)™, his merciless
contempt for the defeated adversary evident in his “throwing” the dismembered body of
Osiris, which he mocks as “incorruptible”, into the desert. Khamsin/Seth’s pleasure at the
recollection of his slaughter of his opponent has its objective correlative in the natural
event, observed by the lyrical subject, which closes the poem: as the windstorm reaches
its climax, the sand in the air obscures the light of the sun and makes it impossible to dis-
tinguish desert from sky. The topos of ordo inversus — the world turned upside down — is
invoked in the image of the desert rising up and surging into the heavens, while the murk
that has descended is brought into association with the (mythological) dimming of the eye
of the dying Osiris and a blindness that is inflicted upon the world.

From a standpoint that acknowledges mimesis as a function of art, the poem offers
a vivid and convincing poetic picture, precise in its visual and even tactile representation
of an experience of the khamsin. In such a reading the allusions to contemporary cultural
realities and to ancient myth serve to intensify the sensual and emotional effect of what s,
in essence, the representation of a sandstorm, for an audience whose European horizon of
expectations anticipates a vision of the Orient as exotic, rich in mysterious mythologies,
and fundamentally Other.

If, on the other hand, Lesja Ukrajinka’s Khamsin is approached as an exercise in
Gedankenlyrik — as a poetic thought experiment — it can be read as formulating a moment
of epistemological insight. Lesja Ukrajinka, an adherent to the Enlightenment project and
the quest for knowledge that is fundamental to it, recognizes a key limitation of that proj-
ect: that the Other, and especially the cultural Other, is only partially knowable. The poem
begins as a Western effort to describe a natural phenomenon in a foreign land; it soon
becomes entangled in Orientalizing tropes as it endeavors to communicate its observations
in ways that address its audience’s Western expectations; it is then rocked by the resistance
of the subject-matter to this colonizing form of interpretation; finally, it becomes aware of
itself as committing a succession of acts of transgression against the cultures that surround
the natural object under observation. This realization, and the poem itself, end with the

10

In Lesja Ukrajinka’s manuscript of the poem the force of the verb rozsmatuvav is magni-
fied by the dash which precedes it, signifying a pause that adds emphasis to what follows. The punc-
tuation mark is not reproduced in standard editions (Avrachov 2007: 104).
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image of a world gone blind - an image that readers may choose to read as a symbol of
despair of the possibility of intercultural knowledge or, even more broadly, of the crisis of
a central part of the heritage of the European Enlightenment: the universalist view of hu-
manity on which belief in the possibility of understanding across cultures is based".

The poem Khamsin thus sustains interpretation as challenging the justification of
Western efforts to know the East — or, to state the same in another idiom, as deconstruct-
ing Orientalist claims to knowledge. Does such skepticism correspond to Lesja Ukrajinka’s
intellectual stance as articulated in other works?

Not as a rule. What is generally true of Lesja Ukrajinka, as Ivan Dzjuba (2006:
7) pointed out, is that in her life as in her works she seldom failed to underscore her
universalist dedication to human freedom, equality, and social justice, or to condemn
colonialism in its political and cultural forms. Her Egyptian writings, no less than her
actions while in Egypt, were no exception. Indeed, Lesja Ukrajinka’s social conscience is
the leading theme of Ochrimenko’s memoir of her first Egyptian sojourn. The memoirist
records her outrage at the efforts of a few of her countrymen to get some Egyptian boys
drunk, thus tempting them to break an important religious obligation; she loudly con-
demned their “dirty behavior” as that of “cultural savages” (Ochrimenko 1971: 354). The
memoir also tells of a friendship between Sajid Abramovy¢, an Egyptian postal official,
and the denizens of the Villa Continental. After Sajid entertained the tourists by singing
in various European languages and dancing the russkaja and the hopak, Lesja Ukrajinka
urged him in private not to “lose his national dignity by making himself a clown for the
Europeans” (Ochrimenko 1971: 348). She did her best to ameliorate a situation where
thoughtless European arrogance was welcomed and encouraged by its victim. Proud of
having adopted Western customs, Sajid invited his European friends to his home in or-
der to see, uncovered, the “beautiful face” of his wife. En route to Sajid’s domicile Lesja
Ukrajinka urged her fellow visitors to observe the customs of removing footwear on
entering the home, speaking softly and not looking directly at Sajid’s wife — who, while
quite unembarrassed by the visit, took no part in the conversation, since she spoke no
European language. Yet even Lesja Ukrajinka was not entirely free of the Orientaliz-
ing and infantilizing condescension that characterized this grotesque episode: “Larysa
Petrivna came up to Sajid’s wife to say farewell, gently stroked her head and said, ‘My
poor little dove’ (Ochrimenko 1971: 349).

The poems of the Spring in Egypt cycle that follow Khamsin leave no doubt as to
Lesja Ukrajinka’s solidarity with the indigenous rural population, the fellaheen, whose la-
bor profits others than themselves (especially in Dychannja pustyni “The Breathing of the
Desert’), or her disapproval of the British colonial presence in Egypt (in Afra). And yet,

11

Vira Ahejeva sees such a “broad world-view and philosophical crisis [...] from which Eu-
ropean modernism arises” (Ahejeva 1999: 31) as characteristic of Lesja Ukrajinka’s later, post-1900,
work in general. As the present inquiry demonstrates, in the Spring in Egypt cycle, at least, such
consciousness of cultural crisis is a revelatory exception, not the rule.
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several of her utterances express a degree of confidence in her ability to comprehend Egypt
that, at least with the advantage of postcolonial hindsight, may sound culturally presump-
tuous. Writing to her mother after visiting the pyramids, the Great Sphinx and the Cairo
museum, Lesja Ukrajinka described the experience, somewhat egocentrically, in terms of
Egypt fulfilling or failing to fulfill her expectations; furthermore, she saw herself as having
achieved a fullness of understanding of ancient Egyptian art: “Egypt has not disappointed
me; it has enchanted me even more, and only now I have understood its art, in every way
[an expression of | genius” (XIV: 180). She translated some ancient Egyptian texts into
Ukrainian verse from a prose translation into German (Wiedemann 1903), claiming to
detect in them similarities to Ukrainian folksongs (X1v: 190). In the introduction to the
publication of these texts as Lirycni pisni davnoho Jehyptu (Lyrical Songs of Ancient Egypr)
she calls her rhythmical texts the fruit of her intention to “translate not the letter, but the
spirit of the original” (VIII: 59) — a bold claim to knowledge of that “spirit”, given that she
could not read Egyptian hieroglyphs and relied on a prose paraphrase of the originals in
one of the metropolitan languages of Europe. After the sandstorm that was the stimulus for
the composition of Khamsin Lesja Ukrajinka wrote to her mother, ironically but with no
diminution of her confidence in her ability to comprehend the Other, “I'm glad, because I
did want to know what Africa really is. Now I do know” (x1v: 197).

The conviction that she possessed a plenitude of knowledge about Egypt emboldened
Lesja Ukrajinka to generalize about Egyptians and what she took to be their prevailing col-
lective mood. She found especially striking and yet difficult to explain the seeming happi-
ness of the fellaheen, notwithstanding their historical and contemporary oppression. The
personification of whirlwinds in Khamsin as “cheerful children of the melancholy desert”
is but one manifestation of the motif of the happy denizens of Egypt, and especially of
its happy women. In her introduction to Lyrical Songs of Ancient Egypt Lesja Ukrajinka
extolled these “songs” as “examples of the radiant, joyous poetry of a great and mysterious
people” prior to drawing attention to the contrast she observed between indigenous Egyp-
tians’ objective misery and their subjective good cheer:

This people (“zarod”) has not enjoyed a happy fate ~ its entire history is one of oppres-
sion either by its own despots or by foreign invaders. And yet, it drew from somewhere
the strength not to close its eyes to the joys of the world or of life. Perhaps that is why this
people has survived for such a long time. The sphinxes smile with luminous joy, the very
walls of the mausoleums shimmer with cheerful colors, and seldom does one encounter
asad expression on the sculpted or painted covers of the papyrus biers in which the black
mummies are enclosed. A similar brightness and joy of the spirit is manifest in the songs
that are here translated (virr: 60).

Unsurprisingly, given the strength of her conviction that joy was a central feature of
the cultural and psychological disposition of Egyptians from ancient times to the present,
Lesja Ukrajinka looked for a theory to explain this phenomenon. She found it in the no-
tion, well established in European thought since at least Montesquieu and Herder, that
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climate powerfully influences culture and society (see, e.g., Grundmann, Stehr 1997). In
a letter to Hrincenko she observed, more in relation to her fellow health tourists than to
Egypt’s indigenous population, that

[h]ere even the climate, and especially the colors, incline people to cheerfulness: the sky,
always bright, the absolute certainty that it will not rain (in the 2.5 months that I have
been here rain has fallen on perhaps five occasions), a certain special gentleness of the
color scheme, a certain lightness of the air that I have not witnessed anywhere in Europe
— all of this somehow raises one’s spirits (X1v: 189).

It is not implausible to suggest that Lesja Ukrajinka, who came to Egypt so that the
climate might alleviate the symptoms of her tuberculosis, was open to the idea that this
same climate exercised a benign influence on the physical, and therefore also psychological,
constitution of people who had experienced it over millennia.

Quite in keeping with this climatic explanation of the purported happiness of Egyp-
tians is the argument of the poem Tajemnyj dar (The Secret Giff) that closes the published
version of the Spring in Egypt cycle. The first half of the poem comprises a series of illus-
trations of its opening statement, “Egypt does not know how to weep for long” (“Plakaty
dovho Jehypet ne vmije”)™. The rain merely rinses the palm trees, sprinkles the greenery of
the crops along the Nile, refreshes the “shimmering gilt” (“blyskucu pozlotu”) of the desert
and causes Egypt to “smile once more — secret are the joys of the Sphinx” (“Usmichajet sja
znovn, — tajemni radosti Sfinksa!”).

As nature rejoices, so do people. The lyrical subject prefaces the series of images
that follows with a single word that identifies him or her (on this occasion readers re-
ceive no grammatical clues as to the speaker’s gender) as an observer, an eyewitness: “I
see:” (“Bacu:”). What the lyrical subject sees includes women with laughing eyes, men and
women who sing as they tout their wares, a water-bearer who jokes as he carries his heavy
burden and smiles as he takes payment, and carefree children of the fellaheen at play, un-
perturbed by their poverty.

“Whence this joy?” (“Zvidky sja radist?”), wonders the lyrical subject. The answer,
which constitutes the second half of the poem, takes the form of an invented creation myth
of the Nile. Only the figure of Nil (Neilos in Greek, Nilus in Latin) and the notion that
he had many children are prefigured in ancient sources; the rest of the narrative is new".
Ancient Egyptian mythology knew Hathor as a goddess of the sky, of women and fertility.
In Lesja Ukrajinka’s poem there are seven wise Hathors, each of whom makes the newborn
Nil a gift. The first six gifts are aspects of the fertility of the Nile valley and the promise of

Egyptian civilization, while the seventh concerns Nil’s children:

12

All quotations from The Secret Gift are from v: 410-411.

% For a discussion of the interplay of received and invented myth in 7he Secret Gift, see Ko-
zlitina 2011
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Cpoma BcMiXHYAACh KPish CABO3H i MOBHAQ IHPO:
« . . . .

3 3a3ApO1IIiB, BI4HY HEBOAIO CYAUAH 6OTH TBOIM AITSIM,
S y He3asaMHYIO paaicTh 036p0}o HAPOAHYIO AYIIY, —

I'nit papaoHiB, kopMura dy>KUHILB I He 3A08a€” '

Thus, the answer to the question concerning the origins of the indefatigable good
humor that the lyrical subject of the poem, like Lesja Ukrajinka, sces as characteristic of
Egyptians, despotisms notwithstanding, is mythological, at least at first appearance: it is a
gift of the gods, a given, like the regenerative annual flooding of the river. And yet, while
the structure of the poem does not compel the reader to proceed to an allegorical decoding
of the sequence of gifts, the narrative does imply a theory of economic cause and psycho-
logical effect: the exceptional fertility of the Nile valley has made life easier for Egyptians
than other agricultural peoples, and this in turn is the source of their carefree and cheerful
disposition. Lesja Ukrajinka foreshadowed such a theory in her Ancient History of the East-
ern Peoples, quoting Herodotus’s remarks about the easily tillable soil of the Nile valley and
the civilizational consequences of this fortunate circumstance (X: 147-148). An invented
“Egyptian” legend, despite its outward mythological attributes, becomes the vehicle for a
geographically and economically determinist explanation of what is presented as a general
feature of an Egyptian collective psyche. An “Oriental mystery”, the inexplicable happiness
of the Egyptian people, is dispelled by the force of Western reason.

The Secret Gift summarizes unambiguously the view of the collective personality of
Egyptians that Lesja Ukrajinka had recorded in numerous other places. But in Khamsin,
written a few days carlier, the legitimacy of the “seeing” that permits metaphorization
of desert whirlwinds as either seductive female dancers or “happy children” is thrown
into doubt. There is a chthonic force of chaos and unreason that resists the efforts of
the impertinent “foreign woman” to “see” in this way. The punishment threatened by
Khamsin/Seth for such sacrilegious seeing is blindness. The Western gaze with its im-
plicit claims to know the Oriental Other, name it and explain it is exposed as inadequate
to the task. The close of the poem, where the desert surges into the heavens and the world
goes blind, extends the experience of the (uZynka, the foreign woman, to the general-
ity of the Western paradigm of Oriental knowledge: both are presumptuous, and both
deceive themselves when they develop models that ‘explain’ the Orient. Even more than
that: in the tradition of epistemological skepticism, the poem points to the fragility of
the contention that knowledge of anything external to the consciousness of the subject is
possible. Symbolic of this precariousness is the vulnerability of the observer’s eye, easily
blinded by the sand of Khamsin/Seth and as easily made sightless when nature in a state
of chaos renders all forms indiscernible.

'+ The seventh smiled through her tears and spoke with sincerity, / “Envious, the gods
doomed your children to eternal slavery, / But I shall arm with unbreakable joy the soul of the
people. / Neither the oppression of pharaohs, nor the yoke of foreigners shall vanquish it”
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All of these iterations of doubt concerning the validity of knowledge reached through
observation and theorization — the paradigm of the sciences from the Enlightenment on-
ward — are summarized in the lines, “éuéynko, ne dyvys’! | Zasyplju oli!” (“Foreign woman,
do not look! / I shall fill your eyes [with sand]!”), which bring together ideas of blindness
and foreignness — synecdoches, respectively, of the fraught nature of knowledge in general
and cross-cultural knowledge in particular. In Lesja Ukrajinka’s Egyptian letters the act of
seeing is shown to precede a leap in knowledge: the previously mentioned visit to the Cairo
museum results in greater understanding of Egyptian art (XIv: 180); seeing the pyramids
and the Great Sphinx gives “a real idea of the sou/ of these stone creations” as no paintings
or photographs can (X1v: 180, emphasis in the original). To the Sphinx, a monument that
impressed her deeply, Lesja Ukrajinka attributes a profound capacity to see objects both
transcendental and real: “The Sphinx in particular — it has a great soul that is thousands of
years old; it has living eyes; it is as though it sees eternity. And what a landscape the Sphinx
has before its eyes!” (x1v: 180). The description of the Sphinx’s gaze, it is plausible to sur-
mise, is an approximation of the ideal of vision to which Lesja Ukrajinka herself aspires. It is,
however, precisely this kind of insightful looking that Khamsin/Seth forbids and threatens
to punish. Behind this mythologizing narrativization of a natural phenomenon — in the
sand-filled air forms lose shape and dissolve in a yellow mist — lies the idea that knowledge of
the culture of the Other is inaccessible, because, from the perspective of the Khamsin/Seth
as the embodiment of that Other, the lyrical subject is a foreigner, a stranger.

In the poem Odno slovo (One Word, 1903) Lesja Ukrajinka had already reflected upon
the inaccessibility to the cultural Self of certain kinds of knowledge possessed by the cultural
Other. The lyrical subject of the poem speaks on behalf of an unnamed people of the Arctic
north. There appears among them a foreigner, “c#2y;” (v: s15), whom readers of the poem
are led to identify as a political exile. The foreigner strives, with only partial success, to learn
the language and customs of the indigenous people. He, for his part, tries to explain to them
what it is that he most painfully lacks (the poem’s audience is guided to guess that this is
“freedom”), and hopes that his interlocutors will teach him their word for it. They, however,
remain at a loss to grasp the concept, let alone name it in their language. The primary argu-
ment of the poem is that freedom cannot be explained to those who have never experienced
the absence of it. More generally, the poem formulates the insight that, for there to be un-
derstanding across a cultural divide, there must first be some commonality of experience.

The demarcation between Khamsin and the remainder of the Spring in Egypt cycle
highlights the audacity of Lesja Ukrajinka’s epistemological and ontological claims to
Western subjecthood, while exposing the vulnerability of these very claims. In Spring in
Egypt, including the beginning of Kbamsin, Lesja Ukrajinka emphatically lays claim to
the vantage point of the West, seeing, describing, and theorizing the Oriental Other with
the optics of the Western subject and judging it against the norms regarded by the West as
universal. The claim is audacious for two reasons: first, because it is made by a woman and
thus asserts the overcoming of what feminist criticism has conceptualized as the implicit
maleness of the Western subject and the attendant “liaison between universalism and mas-
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culinism” (Yegenoglu 1988: 105); and second, because it is advanced by a representative of
a subaltern culture. Lesja Ukrajinka’s self-identification with the West is inseparable from
the reverse Orientalism that is the rhetorical strategy most evident in the explicitly antico-
lonial dramatic poems referred to at the beginning of this discussion. In 7he Orgy, the most
admirable Corinthians assert a scornful moral and cultural superiority over Rome, for they
are guardians of the heritage of Greece, even though their land has been annexed to the Ro-
man Empire. In The Boyar’s Wife the heroine, whose transplantation to Moscow is one of
the human consequences of the political subjugation of her Ukrainian homeland to Mus-
covy, is appalled by the oppression of women she encounters there, decrying it as akin to
“Turkish” and “Tatar” backwardness. The subaltern asserts the right to hold the colonizer
in contempt and uses an orientalizing slur to do so. In the same spirit, Lesja Ukrajinka’s
claim to Europeanness in Spring in Egypt is a claim to shared possession of the liberal values
by whose measure she constructs as barbarian and inferior the imperial system of which, by
contributing to a Ukrainian high culture, she is of necessity an adversary.

Yet these courageous assertions of the autonomy and agency of the female and the
subaltern self in a world marked by imperialism are at the same time assertions of the right
to be part of the great masculinist, Western enterprise of Orientalism. Spring in Egypt,
except for Khamsin, endeavours to exercise this right. Egypt is observed, its people, espe-
cially women, are anthropologically analysed and speculated about, its culture weighed
and found wanting on the scales of “universal” liberal values. But in Kbamsin this Ori-
entalist enterprise is seen to fail. The boldly claimed Western subject position adopted
by the lyrical “I” is exposed in its weakness. The Western gaze which the lyrical subject
of Khamsin purports to share comes up against the determined resistance of the Orien-
tal object, which, instead of yielding to optical penetration, destroys the conditions for
(Western) knowledge-as-sight. The tables are turned: in Kbamsin it is no longer the Ori-
ent which is the Other, but the would-be observer who is unmasked as the “cugynka’, the
woman foreigner. The subject behind the lyrical voice of the poem is revealed for who she
is: a woman representative of a subaltern culture, bravely, but not innocently, demanding
to hunt with the Western hounds.

Lesja Ukrajinka concluded a letter to Hrin¢enko with a remark about her impres-
sions of Egypt: “It’s a fine country, and I have already grown accustomed to loving it as
one that is not foreign” — “ne jak cuzu” (X1v: 190). But the lyrical subject of Khamsin real-
izes that in Egypt she is, irreducibly, a foreigner — a “Cugynka” Her observations, however
sharp, fail to comprehend the reality they confront, or they adjust it to pre-formed models
of understanding. Some of these are Western and Orientalizing — the whirlwinds, when
they are not the “happy children” of her social imagination, are the harem dancers of male
Orientalist fantasy. But there is yet another filter through which the lyrical subject’s senso-
ry perceptions pass. The howling of the khamsin sounds like the melody of a “sopilka” — a
reed pipe, the sounds of wind-carried pebbles skipping across the sand are reminiscent of
the drumming of a “bubon”, and the whole carnivalesque scene, before it disappears from

sight, is like a “vesillja dyke” — a wild wedding. These sounds and sights have names which,
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especially when taken together, allude to the folkloric realia of Ukraine — whether Volyn),
where Lesja Ukrajinka spent much of her childhood and teen years, or the Carpathian
Mountains, which she had visited with her friend and fellow author Ol'ha Kobyljans’ka.
Later poems of the Spring in Egypt cycle, Vitrjana ni¢ ("Windy Night’) and Viter z pivnoci
(‘North Wind’), speak of a wind which the lyrical subject hopes will bring news from the
homeland. Balancing the depredations of the khamsin, the north wind brings a shower
of rain and some relief, even though its tidings are “plakuci” (“tearful”). Tyranny in that
homeland, it appears, is a cause for tears, in contrast to Egypt, where oppression is ame-
liorated by the innate happiness of the oppressed. The lyrical subject’s homeland is named
in the seventh and final, long unpublished, poem of the cycle, Son (Teplo ta jasno) (The
Dream [It Is Warm and Sunny)): “&y se Vkrajina? | Tak, se Vkrajina...” “Is this Ukraine? /
Yes, this is Ukraine”, v: 412).

From the poem cycle Spring in Egypt there emerges the character of a lyrical subject
whom it is tempting to identify quite closely with the person of Larysa Petrivna Kosac.
The lyrical subject is a woman; at a few points in the poems she refers to herself in the first
person; and her thematic concerns and world-view positions, except for those formulated
in the remarkable Khamsin, are coherent with many other utterances by Larysa Kosa¢, the
private, letter-writing individual and Lesja Ukrajinka, the Ukrainian poet and dramatist.
Soitis, perhaps, not unreasonable to read Khamsin as the confessional record of an instant
of insight when Lesja Ukrajinka recognizes the precariousness of her confident claim to
knowledge and to cross-cultural understanding. It is an instant when Lesja, conceding that
in a foreign land she is doomed to be Lesja Cuzynka, also recognizes that she is, for better
or for worse, Lesja Ukrajinka.
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“Foreign Woman, Do Not Look!” Spring in Egypt and Lesja Ukrajinka’s Confrontation with

Orientalism

Lesja Ukrajinka, profoundly aware of the subalternity of her position as a Ukrainian writer

and intellectual in a Russian imperial context, was sensitive to analogous predicaments endured by

others similarly marginalised. The cycle of lyrical poems Spring in Egypt, composed in 1910 during

her first sojourn in Egypt, expresses solidarity with colonially oppressed Egyptians. Yet most of these

poems also articulate an Orientalist confidence in the capacity of a foreign observer to comprehend

Egypt and to make judgments about its people. The exception is the cycle’s opening poem, Khamsin,

which, as this article contends, formulates an insight into the contingent and fragile nature of

European claims, in the spirit of the Enlightenment, to cross-cultural knowledge and, indeed, to

objective knowledge itself.
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Post-Orientalist Discourse in Lesja Ukrajinka’s Writing

Post-orientalism is prominently positioned among the numerous forms of contem-
porary cultural critique aimed at a variety of forms of colonial relations. Research in this
area is inevitably associated with Edward Said’s classic work Orientalism (1978) and mainly
constitutes an attempt to rethink the geo-cultural categories of global design with its typi-
cal paradigm of hegemony and subordination.

When exploring the difference of the East as 4 different civilizational image, Said’s ideas
have been subjected to criticism because, by distancing himself from the earlier achieve-
ments of oriental studies, he strengthens them to some extent. He demonstratively avoids
political analysis, focusing instead on the humanities, intellectually distancing himself by
resorting to controversy. In fact, Said himself originates a critique of Orientalism, but he
also brings about a stormy reaction from his opponents, who note the lack or an imitation
of an equal dialog between the West and the East. Today one cannot but agree to a certain
utopianism of the Orientalist theory, which claims the universality of the form of attitude
to the other, simplifying the inevitable imagological conflict. Enrique Dussel rightly regards
Said’s Orientalism as a “defect” of the European interpretation of all cultures to the east of
Europe, a consequence of a distortion of history originating from the works of French En-
cyclopédistes, English thinkers of the Enlightenment, and German philosophers Kant and
Hegel, “for whom the ‘Orient’ was humanity’s ‘infancy’ (Kindbeit). It was the place of des-
potism and unfreedom from which the Spirit (Volksgeist) would later soar toward the West,
as if on a path toward the full realization of liberty and civilization” (Dussel 2019: 222).

Post-Orientalism: Knowledge and Power in Time of Terror is a monograph by Hamid
Dabashi, one of the most well-known researchers of post-colonialist thought, which stands
out from other studies in this area from recent decades. The author emphasizes that ideas
about the idiosyncrasies of the Eastern world were formed globally for too long by those
who tried to rule it, so this is a matter of the dubious nobility of a kind of spiritual colo-
nization (Dabashi 2015). According to Hamid Dabashi, we need to accept the fact that
“the universe has no center, no periphery” (Dabashi 2015b: 59). At the same time, Da-
bashi proclaims “the end of post-colonialism”, a claim that is deeply criticized by scholars
who consider it to be just one more science of the West about itself (Jefiyo 1989: 107-118).
Victoria Lysenko appropriately distinguishes two phases of postcolonial studies: dogmatic
“anti-orientalism” and “post-orientalism” that “arrived at a new level of hermeneutical self-
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reflection” (Lysenko 2017: 7). By adopting and rethinking the fundamental theses of both
Orientalism and post-colonialism, post-Orientalism provides a new approach to reflecting
on another culture’s way of life.

In modern literary criticism, as defined by Tamara Hundorova, “Post-Orientalism is
seen as an opposition between post-colonialism as a form of othering by another popular
culture and post-colonialism as a form of inversion of the Eurocentric narrative” (Hun-
dorova 2014)". Can the Subaltern Speak? is the title of an essay by Gayatri Chakravorty Spi-
vak that has become a capacious formulation of the problem directly related to the West-
East axis. Notably, in her reflections on the global geo-poetic problem, Spivak touches on
the woman writer’s role in the coverage of an enslaved consciousness and maintains that,
in fact, “the postcolonial woman intellectual asks the question of simple semiosis — What
does this mean?” (Spivak 1993: 93). Further significant contributions to the development
of post-oriental studies in literary theory have been published by such scholars as Patricia
Almarcegui, Maria Degabriele, Rory Finnin, and Alexander Kratochvil.

Lesja Ukrajinka’s writings belong to the artistic practice of deconstructing the dis-
course of Orientalism. They show clear signs of trends typical of the present interpreta-
tion of post-Orientalism as a phenomenon. The writer’s consistent return to Oriental-
ist issues might be understood as a reaction to Ukraine’s perceived ‘inferiority’: divided
between the Russian and Austro-Hungarian empires, it had every reason to lose its own
personality. As noted by Dariusz Skérczewski, a kind of “no man’s land,” without “its own
voice,” finds itself under a discursive occupation even in the center of Europe, “just like in
its books, travel diaries, political letters, and academic works, the West pursued the cap-
ture of the ‘Orient’” (Skur¢evs'kyj 2013: 31). Unlike many Orientalist authors who were
her contemporaries, Lesja Ukrajinka tries to expose the world view of the carriers of colo-
nized culture and the difference of perceptions of certain phenomena and situations by
representatives of the West and the East, a difference that causes perpetual geopolitical
conflict. When presenting the other, the writer consistently endeavors to give a voice to
subalterns and to challenge orientalist myths.

Lesja Ukrajinka showed a consistent interest in the study of Eastern culture from an
carly age. This was facilitated by her numerous travels due to illness. Unsurprisingly, the
writer called herself a “wandering Jew”. As noted by Dabashi, only an exiled intellectual
can comprehend the uniqueness of the meeting of the West and the East, the intersection
of ideas that result from a completely different socio-cultural experience. At nineteen, she
began writing Ancient History of Eastern Peoples, a textbook in Ukrainian that was origi-
nally intended for her younger sister. Over time, her travel and personal experience with a
number of artifacts and historical monuments of Eastern countries enabled her to add to
and edit the text, which was only published after her death. Volodymyr Sajan describes the
work as “the first introduction to Oriental studies in Ukraine’s history” (Sajan 1987: 648).
Ahatanhel Kryms'kyj, a well-known scholar of the Orient who was the writer’s friend and

Unless otherwise stated, all translations are mine (SK)
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‘brother-in-arms, becomes an authoritative consultant in this area of interest. However,
this aspect of Lesja Ukrajinka’s writing has been addressed only occasionally so far.

In recent years, Ukrainian literary studies have shown increasing interest in how the
phenomenon of the Orient is presented in literature. Orient in the Mirvor of Romanticism
(2017) is 2 monograph by Iryna Purpurs that should be considered a vital step in this area.
The author concludes that Ukrainian romantic orientalism “turns out to be not only ty-
pologically similar to the authoritative English and Russian models, but also completely
authentic in terms of the romanticization of oriental material” (Pupurs 2017: 351). However,
Lesja Ukrajinka’s work was not explored in this monograph, even though the writer made
her debut in romantic traditions and scholars have focused on the exoticism of the themes
of her oriental works for along time. A few studies attempt to present convincing interpreta-
tions of oriental themes and motifs in the author’s writings, primarily the book by historian
O. Ohnieva Eastern Pathways of Lesja Ukrajinka (2007), O. Kozlitina’s dissertation Egyp-
tian Modus in the Writings of Lesja Ukrajinka: Genesis, Paradigm of Signs, Interpretation
(2011), and articles by T. Malenka (Oriental Poetry of Lesjia Ukrajinka: From Romanticism
to Modernism) and T. Lebedyns’ka (Orientalism in the Life and Work of Lesja Ukrajinka).
Scholars’ interest in the post-colonial reading of Lesja Ukrajinka’s works (V. Donij, T. Hun-
dorova, I. Rusnak, O. Juré¢uk, O. Zabuzko) is on the rise, but the orientalist discourse of the
writer’s work has not been analyzed yet in this segment of literary studies.

This article sets out to outline the post-orientalist paradigm in the oeuvre of Lesja
Ukrajinka as illustrated by her writings whose world of imagery presents the clash of East
and West, and to throw light on the author’s inversion of the traditional Eurocentric nar-
rative, which is achieved through an expressive representative position of subalterns. This
perspective of the study is appropriate primarily for the analysis of texts by authors who
have their own experience of “being between two cultures”. Among them we rightly list
the Ukrainian writer.

Oriental themes emerge in the works of Lesja Ukrajinka organically, along the lines
of the European literary process, where the philo-orientalist trend became clear in the
cighteenth and nineteenth centuries (let us just remember, among many others, the names
of Montesquieu, Byron, Hugo, Goethe, Mickiewicz). Oriental motifs enhanced the effec-
tiveness and credibility of Lesja Ukrajinka’s literary debut and were primarily associated
with her trips to Crimea. She was especially impressed by Bach¢isaraj, the former capital
of the Crimean Khanate, the center of Crimean Tatar culture, and a city that A. Mickie-
wicz called “the Orient in miniature”. The poems Tazar Girl and Oriental Melody stand out
in the poetic cycles Crimean Memories (1890-1891) and Crimean Echoes (1897-1898). The
former makes obvious the distance between the lyrical heroine and a Crimean Tatar girl,
whose ethnic clothes are perceived as exotic by the tourist. What is notable in the latter is
the emphasis on the independent personality of the individual, although the self-presenta-
tion of the lyrical heroine, longing for her loved one, is consistent with the Western recipi-
ent’s widespread perceptions of feminine types of the Muslim world. Interest in the inner
world of Muslim women is also demonstrated by the mature work of Lesja Ukrajinka. She
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never doubted the freedom-loving nature of followers of Eastern religions: “From under
the black haze” she captured the looks eloquently described in her poetic lines: “Islam op-
pressed the woman, but her eyes remain free!.” (Ukrajinka 1975a: 366).

The author was also consistently drawn to the unknown mentality of the Asian ethnic
groups of the indigenous populations of lands that became part of the Russian Empire.
The East as a locus of exotic (non-European) experience is represented by two epic poems
of Lesja Ukrajinka, One Word and This is What Youre Asking about Those.... Despite being
written in different years and ideologically biased, these works form a binary unity, and
their plot lines merit attention as a mirror image of situations. In its treatment of Northeast
Asian peoples, the diptych merits a post-orientalist analysis, which, according to Almarce-
gui, attaches great importance to the skill “of imagining and examining situations that go
beyond the binary logic of dichotomies and oppositions,” revealing “the relation between
two entities that do not form a duality but a pair/couple (Almarcegui 2014: 141). The other
in both texts are the representatives of Northeast Asia, who are labeled as “natives of the
North” in the former poem and “Yakut savages” in the latter. Lesja Ukrajinka’s interest in
the population of a distant land was most likely enhanced by numerous exiled activists of
the civic movement of disobedience and dissidents. Aged 9, Lesja Ukrajinka herself reacted
emotionally to her aunt Olena Kosad’s exile?, as confirmed by her first poem Hope.

One Word (1903) had a subtitle The Story of an Old Yakut in the first printed book. In
the poem, the Yakut is a narrator who expresses the attitude of indigenous people to the ex-
iled intellectual, finding him to be a strange recluse lost in his books. The situation accords
with typical plots that Said noted when emphasizing the dominance of the West over the
East. Lesja Ukrajinka’s protagonist is imprisoned by a system that brings him closer to the
locals, who do not, however, fully understand the enslavement of their people. Quite ‘dem-
ocratic’ in his behavior and open to communication, in the eyes of his new acquaintances
the stranger still embodies the government that they associate with any member of a strong
civilization. Education, competence, knowledge, as intuition tells them, can be generated
by government only to take advantage of the conquered and subordinate people. The first
title of the work, Strange People, highlights the insurmountable barrier between the ex-
ile and aborigines (szzangers), but at the same time appeals to humanistic values (people),
which dominate their complex relationship. The Yakuts come to the conclusion that the
“kind” stranger is different from a typical “toyon™ (Ukrajinka 1975b: 79). However, they
cannot quite empathize with the exile’s longing, and his obsession with something mysteri-
ous causes alienation. Emphasizing the Yakuts” naivety, Lesja Ukrajinka does not conceal
her sympathy for the prisoner character, achieving compassion for him in part by not quite

2

O. Kosa¢ (Teslenko-Prychodko in marriage) was exiled in 1876 for supporting the zarod-
nyk (‘populist’) movement to Pudoz, Olonec Governorate, and for another s years to Yalutorovsk,
Tobolsk Governorate, afterwards.

> Toyon is the word that denotes any chief in the #/us, the exploiter, including a member of
the ruling elite in Yakutia, which became part of imperial Russia in the seventeenth century.
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consciously humiliating the culture and intellectual potential of the natives, which is typi-
cal of the colonial consciousness. The entire concept of the poem pivots on the problem
that the representatives of the two worlds cannot understand each other. To maximize the
concept, the author reduces it to an unambiguous metaphor: the aborigines do not have
the word that would describe the stranger’s aspiration. The word that the protagonist’s
system of values is built on is never used, but the attempts to describe the concept clearly
show that it is freedom, which “is an extremely problematic, multifaceted phenomenon in
the creative interpretation of Lesja Ukrajinka” (Dems’ka-Budzuljak 2009: 9).

As shown throughout the history of how the Western world depicts the East, many
representations which may seem authentic are approximate or even erroneous, since the
unknown is a priori interpreted simplistically. The same mistake is made by Lesja Ukra-
jinka and criticized by Kryms'kyj, who acknowledges the “fly in the ointment”, noting the
Yakut language has not only the word “freedom,” but also at least three known synonyms.
In his memoirs about the author, he writes: “Lesja Ukrajinka took my criticism in stride
and felt very sorry that she made such a mistake in her work” (Kryms'kyj 1971: 170). Seek-
ing an assertion of artistic truth, the author would later return to the topic, resorting to role
inversion: the Yakuts become the exiles.

Notably, the poem One Word was for some time banned by censors for a “harmful
tendency’, which in fact is even more pronounced in the epic poem 7his is What You're
Asking about Those... (1904)*. Like One Word, the story is related by a narrator and has the
signs of a monodrama, which the writer naturally gravitates to at this stage of her creative
self-realization. The plot line involves Yakut youths recruited for military service who can-
not adapt to their new environment. They experience no compassion from those around
them and their foreign ways lead to contempt and ridicule by their Russian counterparts.
The expression of the unfortunate is presented by the narrator as a result of their primitive
childish mentality devoid of adaptability. The dominant people unambiguously believe
that ‘strangers’ are inferior and do not appreciate the benefits of the Occidental communi-
ty. The narrator describes physical violence and other forms of bullying against the Yakuts
as acceptable because he equates them to animals. The newcomers’ commitment to the
traditional rites, the cult of spirits, and ancient ethnic culture breeds sarcasm in the uni-
fied majority of Christian soldiers. The officers’ prohibition to speak their mother tongue,
which is described as frogs’ croaking, is the last straw that drives the Yakuts to suicide.

Three times the work contemptuously labels the natives of the colonized lands as “sav-
ages” whose world arouses no interest in the members of the intolerant dominant culture.
In addition, the text presents the Yakuts’ hetero-image exclusively through negative char-
acteristics: they are weak with “womanish” faces, lazy, cowards, crybabies, and so on. The
military unit reacts to the fellow soldiers’ suicide almost unemotionally, describing it as a
choice of “fools”. People around them have not the slightest remorse, the lack of knowl-
edge and humanistic education rules out any manifestations of historical guilt before the

+  The poem was first published as late as in 1945 under the editorial title Zhe Yakut Poem.
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enslaved peoples of Asia due to the expansion of the Muscovite Empire. The key word in
this poem is “home”; nostalgia was unbearable for the Yakuts, who were accustomed to
a different climate, nature, and lifestyle. Lesja Ukrajinka’s writing is special in that, while
offering a contemptuous depiction of foreign characters in her poem, she still foregrounds
the recipient’s culture of shame. There is no doubt that the poem reflects the worldview of
the author herself. Without commenting on the narrator’s monologue, she still expresses
the post-orientalist rejection of ostracism as a policy towards indigenous peoples and de-
nies the thesis of inferiority of people from the East widely maintained by the public.
Unlike 7he Yakut Poem, where disenfranchised foreign characters humbly accept
their own doom in the circumstances of historical vicissitudes, Lesja Ukrajinka’s dramatic
poem Rufin and Priscilla (1908) presents a model of resistance to the dominant assimila-
tive system by the character representative of the conquered East. This piece was surpris-
ingly dear to the writer, and its testamentary status is highlighted by lines from a letter to
her sister OI'ha dated October 18, 1912: “It seemed I did not dare to die without finishing
Rufin and Priscilla..” (Ukrajinka 2018: 613). This is the largest work in Lesja Ukrajinka’s
oeuvre, who jokingly described its genre with her newly coined term “super-drama” with
good reason. Contemporary scholars find in it not only a vision of history but, above all,
a powerful prophetic discourse with elements of one of the first anti-utopias in European
literature because the tragic element of the early Christian era it depicts is a clear allu-
sion to the popularization of socialism in the early twentieth century (Panéenko 2011:
50). O. Zabuzko rightly notes that Lesja Ukrajinka’s historiosophical views in the dra-
matic poem Rufin and Priscilla are systematized into a holistic prognostic concept, which
“awaits a truly solid study, where her ideas, to be later given a more developed, now purely
theoretical articulation in the history of European thought (...), would be analyzed in an
adequate intellectual context” (ZabuZzko 2007: 170). It should be emphasized that Lesja
Ukrajinka avoids unambiguous statements or didactics and thinks about progress as a
dramatic junction of clashes, as the vulnerability of passionarians’ convictions. As a result,
she does not try to offer definitive answers to complex questions that go along with the
historical man. The part of Narthal, whose presence in the implementation of a large-scale
plan is logical, appears to stand out among the characters of the drama Rufin and Priscilla,
built on the principles of symphonic counterpoint. In the draft autograph, he was origi-
nally designated as a slave named Ben-Nergal; his character was even more often described
by the ethnic origin as “Numidian’, i.e. a native of North Africa colonized by imperial
Rome (presently, eastern Algeria). It is only later that his name is finalized as Narthal. In
the text of her dramatic poem, the author twice emphasizes the self-identification of the
hero, who primarily considers himself a nomad. Narthal is aware that the representatives
of a strong empire, who lead a sedentary lifestyle, associate any nomad with “savagery”,
backwardness, and marginality. A note stressing that the hero’s wailing “is reminiscent
of oriental [emphasis mine, k] lamentation on the tomb” is probably the most accurate
characterization of the composite nature of Narthal’s character (Ukrajinka 1976: 206).
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Narthal is part of a binary unity. As “an African released by Lucius”, his counterpart is
the elite Roman, Kneus Lucius. Representing the Western world, Lucius is an authoritative,
thinking, humane man. As a former high-ranking military man, he is proud of his wounds
that he suffered “while fighting for Rome”. Lucius is positively characterized by soldiers (“a
good chief”), but his views differ greatly from those of the general public. As a member of
the elite, he secks to help Rome establish itself on a spiritual level and finds the spread of
Christianity, whose supporters were oppressed and persecuted at that time, instrumental to
the glorification of his motherland. Rather than support violence against colonized peoples,
noble Lucius prefers assimilating indigenous ethnic groups in the metropolis's community.
The Roman sincerely believes that this strategy is effective, and his relationship with the
slave he releases of his own free will seems idyllic at first. Lesja Ukrajinka describes Lucius
and Narthal as being together all the time, seemingly demonstrating a model of unity of
West and East, but their relationship changes dramatically as the plot evolves.

The cohabitation of Lucius and Narthal seems at first to confirm the idea that differ-
ences in the values of people from different backgrounds can be evened out in a civilized
manner in the context of cross-cultural communication. The relationship that arises be-
tween the colonizer and his former slave gives an impression of love in the broad sense of
the word. The nomad treats his older friend as a teacher and guardian; under the guidance
of Lucius, he explores the peak of global culture, develops aesthetically, and his world view
comes to be based on Christianity as well. There is reason to believe that the two friends
are sexual partners. The homosexual contact of free Romans and slaves is recorded in his-
torical documents; moreover, Lesja Ukrajinka’s drama has no trace of a woman around the
Lucius—Rufin couple. The nomad’s words addressed to his friend at the final loss of har-
mony and understanding are indicative of their genuine relationship: “I loved no one but
you...” (Ukrajinka 1976: 204). This case is not about cynically using love as leverage, which
inevitably causes the rejection of self-identification. For example, one of the characters of
Lesja Ukrajinka’s drama Orgy (Maecenas) presents his concept of conquered peoples as
follows: “He who loves can become like / anyone in body and soul” (Ukrajinka 1976: 412).
However, the policy of teaching to love Rome, according to Maecenas, is reasonable and
effective only if applied to foreigners of noble origins. In Rufin and Priscilla, instead, the
attachment of people from different worlds appears genuine, cordial, and mutual, which
is typical of ideal communication. However, Narthal gradually realizes that he has fallen
victim to complete personal subordination, which was in fact the goal of Lucius’ humane’
scenario. After this insight, the former idealization of authority is forced out by the de-
structive hatred on the part of the subaltern.

Narthal’s character focuses Lesja Ukrajinka’s deliberations on the problem of expand-
ing the cultural space, which, according to Said, becomes “the overlapping community
between metropolitan and formerly colonized societies” (Said 1994: 18). However, the au-
thor avoids answering such tough questions. Narthal has the ability to stand up for moral
maxims. It is increasingly difficult for him to adapt to Christian obedience. He undergoes
the ultimate reincarnation of convictions after Christians are arrested by the Vigils, and he
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finally splits in prison with his former “brethren”, who still think he is the “black sheep”
Narthal realizes that, having bought the “poor and wild nomad”, Lucius did not formally
take him into slavery but gained “power over his soul’, which is no less disgraceful for an
individual and his entire family. It is worth emphasizing that nomads lived by cattle breed-
ing and hunting, and Lesja Ukrajinka stresses Narthal’s closeness to nature, which fully
manifests itself in his speech. Thus, the binary opposition of Lucius vs. Narthal reveals
the eternal conflict of culture vs. nature. Swayed by passion, the erstwhile slave recognizes
as his enemy the whole culture, which with its luster magnetizes, subdues the will and,
ultimately, prevails over nature (if the latter is to be understood as responsibility for moth-
erland and customs of the kin). He blames the aristocrat Lucius for a virtuoso populariza-
tion of the cultural landscape of Rome, which “takes away the will to want”, destroys self-
identification, and modifies benchmark values.

However, the temptation of the high metropolitan culture only has temporary power
over Narthal; the muffled cry of “parental tents” proves stronger. On the verge of life and
death, Narthal reconsiders Christianity as his existential choice, severely reprimanding
himself for lack of caution: “The corrupt soul thirsts for heaven, / eternal luxuries, earthly
treasures, / and I have traded my honor and pride for them” (Ukrajinka 1976: 204). But
above all, the freed slave blames his former liberator, whom he regards as a real criminal,
for his mental breakdown and his loss of self. Lucius, a refined patrician, a philosopher who
professes humanistic values and has no evil intentions, suddenly becomes the target of criti-
cism of the ‘ferocious barbarian’ This situation triggers a fatal crisis of intimacy. Notably,
while showing sympathy for the “poor child” to the end, Lucius still does not try to under-
stand Narthal’s logic, which is the cause of his aggression. The vulnerability of Lucius the
intellectual is obvious to the reader as he positions himself as an innocent victim of ingrati-
tude having grown used to his role as teacher and leader. He never recognizes that Narthal
speaks for the entire enslaved East that was subdued not only with the help of the army;
it was forced to imitate other people’s values, faith, and way of life. Narthal finds that the
growth of empires threatens the diversity of the world and foregrounds the apologetics of
“all Carthages’, radically putting this label on that part of the world that dominant civiliza-
tions treat as a symbol of barbarism, backwardness, and primitiveness. In Narthal’s conceprt,
the Carthage nomination is an alternative to Rome, a sign of tribes and peoples doomed to
destruction, castration, and loss of voice. In his monologue, Carthage means the right to be
different, to preserve the ethnos with its culture, customs, values, and a different way of life.
Narthal’s voice remains unheard, intensifying his uncontrollable destructive intentions.

The text suggests that the resistance of the subdued East is not only inevitable, but
also legitimate. Although Narthal’s thirst for revenge is horrifying, and his image of sav-
age cruelty is repelling, the nomad’s choice has “the beauty of struggle, albeit hopeless”
(Ukrajinka 1977: 191), which always fascinated the writer. He is the only one who does not
humbly accept the verdict of the Roman court: in “damnatio ad bestias’, he bravely fights
a predatory panther in the circus arena until the carnifex kills the death row prisoner, who
says goodbye to his life to the applause of the public. The scene of the Christians’ farewell
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after the sentence is poignant. The solitary Narthal rejects Lucius’s gesture of reconcilia-
tion, pushing away the liberator-master. The scene culminates in the monumental farewell
kiss of the female protagonist, the Christian Priscilla, who stands out from the community
that declares “love thy neighbor” but still ostracizes the stranger.

The post-orientalist layer of Lesja Ukrajinka’s works is also manifested in her under-
standing of Eastern culture’s penetration into the Western world, which is present in her
Egyptian text. The topos of Egypt was foregrounded in the works of Lesja Ukrajinka’s last
years as a result of her climatotherapy trips to Geluan, a resort near Cairo. Egyptian mo-
tifs appeared in the author’s earlier works as well, and their emergence could have been
catalyzed by her impressions of ancient Egyptian museum collections. For example, Lesja
Ukrajinka had the opportunity in 1899 to visit a Berlin museum, most likely the so-called
New Museum, where she first saw authentic artifacts brought from Egypt that she wrote
about in a letter to her mother. According to O. Ohnjeva, the first texts of the poet with
Egyptian themes, written in 1900, are close in terms of content, attributes, and symbols to
“the traditional perception of Egypt, typical of the nineteenth century. It was an Egypt of
ancient sanctuaries, destroyed and sanded, where enterprising Europeans hired Egyptians
directed by experts, muftis, hoping to find samples of exotic antiquity” (Ohnjeva 2008:
134). The art and traditions of the East primarily drew artists who gravitated towards ex-
oticism, the mythologization of space, and travel became for Europeans a form of cultural
intervention. Trips to distant lands (existing or imaginary) whose culture appeared to be
beyond comprehension became a source of controversial impressions for Lesja Ukrajinka,
too, provoking her creative ideas. In her poem Sphinx, the author focuses on the work
of an Egyptian sculptor, who creates a cult structure of a mythical creature that is highly
mysterious to humans. Reproduction of another people’s cultural heritage as a mystery that
cannot be decoded is characteristic of the author’s writings. The cautionary lines from Lesja
Ukrajinka’s dramatic poem Aisha and Muhammad eloquently describe such unknowabil-
ity: “God has secrets, but grasp them / we dare not” (Ukrajinka 1976: 105).

The line separating Eastern and Western cultures underlies the artistic paradigm of the
writer’s original legend Ra-Meneis. This work centers around a historical figure “with the
smile of a sphinx”, a real ruler of Egypt whose cruelty knew no bounds. The Egyptians, in ac-
cordance with their traditions, consider her a deity and embody her likeness in art so that she
will live forever. In addition to songs and statues, an incomparable cult building is to be the
last home of Ra-Meneis — a unique pyramid built at the cost of numerous lives. However,
the planned process of her perpetuation is disrupted by the intervention of higher forces. A
powerful tornado (equally symbolizing the revolt of slaves driven to despair by the tyrannical
rule built on the model of many dynasties of Egyptian kings) takes the body of the deceased;
she is doomed to obscurity in her “moving grave” in the sands of Egypt. Many centuries later,
a sarcophagus with Ra-Meneis is found by accident. Instead of preserving the body in its
rightful place, an “orthodox sheikh” decides to collaborate with the Europeans looting the
ruins of pharaohs’ tombs, making an unheard-of profit. The uniquely preserved mummified
body of the Egyptian queen and all her jewels are given to infidels (“insane javrs”).
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Ra-Meneis is depicted by Lesja Ukrajinka through a rich palette of colors, such as
purple (royal bed), yellow (Nile waters, sand), and blue (lotus) in line with the Orientalist
visions of cult figures. The emblem of the snake (“beautiful and terrifying, like Urea, the
golden serpent”) is used to symbolize Ra-Meneis’s longevity. As interpreted by the archaic
mythology of the East, the serpent divides the heaven and the earth by twisting into a cycli-
cal ring of life. It is designed to protect the ruling pharaoh on earth and in heaven with its
venom and flames. Apparently, this protection enables Ra-Meneis to remain rooted in the
Egyptians’ historical memory, as symbolized by her unchanged appearance in the aban-
doned sarcophagus. While the Egyptians clearly associate the ancient ruler’s body and the
almost miraculous preservation of it with the sacred, for the Europeans, the phenomenon
of a find purchased in Egypt is completely devoid of religious or spiritual meaning; it turns
into a secularized artifact.

After Ra-Meneis’ death, the sarcophagus with her body is solemnly sent on her last
journey on a “red barge” along her dear Nile. A trip on a foreign ship becomes the second
stage of her route outside earth time to an unknown land that “was ruled by a hostile cold
and the indifferent humidity of the fog” (Ukrajinka 1975a: 209), where Ra, the center
of the ancient Egyptian perception of the world, lost his power. In Europe, the mummy
of Ra-Meneis was to become a highlight of the museum collection of oriental antiqui-
ties. However, the ostentatious curiosity of Europeans about the exotic ancient culture in
the text is only a form of indifference, a naive interest in marauders’ caravans. In the de-
nouement, Ra-Meneis’ sudden transformation with her jewels and symbols into dust in a
foreign capital can be regarded as a natural (though unconscious) destruction or, at least,
falsification of the East by the West. Though the queen did not end up in the sacred temple
space of the Pyramid, she has weight in the Egyptian macrocosm and genesis, and persists
in historical experience, albeit invisible and covered with sands. The museum in a northern
city that claims to become a “temple for the gods of the world” actually turns into a tomb of
dead gods. It is rather a pseudo-temple that, in the end, has no place for a stranger: the sar-
cophagus gets disastrously broken. On crossing a conventional border of two civilizations,
Ra-Meneis becomes Nothing. As J.-P. Sartre notes in Hegel’s vein, “Being cut from Essence
which is its ground becomes ‘mere empty immediacy” (Sartre 1993: 13). Outside her ethnic
continuum, Ra-Meneis is an abstraction devoid of productive functions. Lesja Ukrajinka’s
work is not so much about the fundamentally disconnected communication between the
West and the East, but rather about the illusory appropriation of other people’s values, es-
pecially when this process is driven by commercial gain. In addition to the axiological code
of the work, we should isolate the gender code, because it is a 747 (sheikh) that decides
on the lack of value in a woman (Ra-Meneis) and carries her to the West, which correlates
with the East-West dichotomy by analogy with the female-male opposition. At the same
time, Lesja Ukrajinka makes it clear with some literary devices that the world has failed for
centuries to remove social inequality because both “black slaves” and “white slaves” follow
the will of the rulers. They are excluded from the confrontation of Occidental-Oriental
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cultures, but sometimes find themselves on the transgressive line of the mental border be-
tween them, falling victim to conflicts, wars, and acts of terror.

Therefore, the legend Ra-Meneis explores the problem of intercultural communica-
tion, asserts the powerlessness of intersemiotic translation in conditions of vulgar interfer-
ence in the ethnic-religious usage of another community, and the need to seek new forms
of dialog between Western and Eastern worlds.

Inclined to find sense in the progress of civilization in her works, Lesja Ukrajinka
always raised the issue of the confrontation between East and West and was vocal about
various forms of subjugation, violence, destruction, and alienation from one’s own, which
accompanied the spread of European powers in the conquered lands of Asia and Africa. In
her artistic texts, the life trajectories of characters who find themselves in foreign territory
against their will recur at the center of the plot. Subdued or open conflicts full of tragic
misunderstandings drive the establishment of contact between the members of Eastern
and Western culture.

The tandem of characters that expresses the hierarchy of the dominant and conquered
culture is personified by Lucius and Narthal (the drama Rufin and Priscilla). It is not about
a dialogic parity of relationships because the nomad is fundamentally assigned the role of
a subordinate, and dependence on an influential stranger is essentially considered destruc-
tive to the self-identification of the individual and the ethnic community as a whole. The
Roman patrician gives the impression of a noble Kulturtrager who has the capacity to rise
above the rebel’s hostility, but this virtue coexists with intellectual deafness to the position
of the subaltern, lack of self-criticism, and predictive foresight.

Lesja Ukrajinka’s texts suggest the occidental interest in Eastern culture is often a tool
for appropriating what is ozher, its conscious or unconscious devaluation through extreme
othering. In the legend of Ra-Meneis, the sarcophagus from Egypt becomes a commodity,
not without a contribution of the selfish national elite, only to crumble to pieces overseas.
Thus, the coffin (memory of culture) without a home is doomed to failure.

The pervasive gender vector in Lesja Ukrajinka’s oriental works can also be seen in Ek-
bal-Ghanem, a story that illustrates retransmission and popularization of European culture
among ordinary Egyptian women. However, it would be reckless to consider it an example
of established Orientalist discourse because this work was not finished. In general, the East
in Lesja Ukrajinka’s writings is far from romantic pathos, it resonates with the contem-
porary concept of post-orientalism that prioritizes a balanced interest in the indigenous
peoples of Asia and Africa, avoiding exotic effects and happy endings. The post-Orientalist
perspective is usually achieved by the writer through a centripetal shift of the position of
the other from the periphery, and the assertion of he other’s right to be heard.
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Abstract

Svitlana Kocherga

Post-Orientalist Discourse in Lesja Ukrajinka’s Writing

The article interprets Lesja Ukrajinka’s creative work through the lens of post-colonialism
and post-orientalism. The conceptions of H. Dabashi, G. Spivak, T. Hundorova are involved
for analyzing the vision of the East by Lesja Ukrajinka. The article focuses on phenomena of
communication with zhe other; on a global dialogue of cultures; and on the writer’s critical response
to historical conflict between East and West. The author’s pathetic apology for the East is likely
a result of belonging to a colonized people that is doomed to marginalization under the pressure
of the Russian Empire. This leads to the identification of Ukrainian national issues in the writer’s
oriental motifs. The interpretation is based on the texts Rufin and Priscilla, Only One Word, Yakut
Poem, and Ra-Meneis.

The article asserts that Lesja Ukrajinka does not put romantic pathos into the image of the
East, which fully resonates with the contemporary concept of post-orientalism. She avoids exotic
poetics and concentrates on the controversial position of other-image.

Keywords

Lesja Ukrajinka; Orientalism; Post-Orientalism; Post-Colonial; Subaltern; Communication;
Imagological Conflict.
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Intermedial Aspects of Non-finito.
Lesja Ukrajinka and Michelangelo

The twentieth century experienced, among others, a revision of aesthetic criteria,
involving a reassessment of how wholeness in art is understood. A work of art that ap-
pears finished to the smallest detail may not be the completion of a certain artistic idea.
Likewise, works of art which, at first glance, may seem unfinished actually represent
meaningful and vivid artistic ideas, showing an inexhaustible aesthetic charge. A host
of artworks that were not completed for a variety of reasons began to be perceived as
an artistic regularity. This tendency became relevant in grasping the idiosyncrasies of
the creative process and the phenomenon of co-creative reception. The latter essentially
means that uncompleted works, given a certain degree of ‘unspokenness’, actualize the
psyche of the recipient, and thus the work of art is finally completed only through its
perception (Byc¢kov 2003: 389). The fact that many uncompleted works or fragments
make a strong artistic impression has become crucial in the formation of the theory of
non-finito. The term ‘non-finito” has become key to interpreting the wholeness of a work
of art in modern humanities, primarily in art criticism, and is used to designate a range of
aesthetic phenomena, from unfinished works to a pervasive artistic concept characteris-
tic of a particular author or epoch. This term applies to individual techniques, and to the
description of the special features of the composition and structure of a whole work of
art that is fragmented, uncompleted, or open-ended. These qualities expose the creative
process, artistic material, the course of thinking, and doubts of the author. Intentional
or accidental unfinishedness as a compositional feature of a text can be typical of both
completed and uncompleted works. For example, external unfinishedness and internal
wholeness (completeness) are characteristic of genre modifications, such as fragments,
passages, essays, and works with an open structure.

Instead of focusing on the end, the non-finito form takes a cross-cutting trajectory
that becomes apparent on all levels of the text. This includes emphasis on internal conflict,
phantom characters, the technique of silence, truncation of the end, and so on. Intertex-
tual connections, which rule out a close-ended form and provoke alternative reading, play
an important role in revealing the receptive potential of a non-finito work. This includes
switching to the vocabulary of other media and art codes abundant in modernist liter-
ary texts, among others. Ol'ha Turhan rightly points out that “the work of each artist ac-
quires additional cultural and aesthetic coding and a chance to discover brand new planes
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of metaphorical imagery. It contributes to the dialogic nature of different epochs and the
development of a figurative and conceptual wholeness of the world” (Turhan 2007: 194)".

This article sets out to identify special features of non-finito in the writings of the
modernist writer Lesja Ukrajinka and to describe how Michelangelo Buonarroti’s interme-
dial code functions in the dramatic poem I the Wilderness (1909).

Originally, the study of the phenomenon of non-finito focused on the analysis of
the plastic arts, and this term is often used today to describe the technique in sculpture
that involves creating an unfinished piece, when “the sculptor only works part of the
stone, leaving the image as if stuck in stone” (Piraligvily 1982: 78). The Italian sculptor
Donatello was one of the first to use this technique, for example, in his bronze sculptures
of the Padua period.

Michelangelo is a recognized master of non-finito. There are many hypotheses ex-
plaining why the artist’s sculptures are uncompleted, from financial to political. In refer-
ence to one of the most exemplary instances of Michelangelo’s non-finito, S/aves, Tamara
Smithers argues that they “exist not in spite of being unfinished but because of their non-
finito” (Smithers 2016: 37). Long before, Giorgio Vasari wrote about Michelangelo: “[...]
the works he envisioned were of such a nature that he found it impossible to express such
grandiose and awesome conceptions with his hands, and he often abandoned his works, or
rather ruined many of them [...] for fear that he might seem less than perfect” (Vasari 1992:
472). The pressure of the conception on the ultimate result is a natural component of the
creative process familiar to many artists. According to Jeremy Angier, “Never before had
works of art so clearly revealed the process that made them, or provided such incontrovert-
ible evidence that the piece was made by the hand of mortal man under the duress of the
creative state” (Angier 2001). Recognition of a non-finito sculpture as brilliant, unfinished,
unexecuted, or a sadly compromised masterpiece makes one think about the mechanisms
that operate in the context of a given work of art and give an exclusive status to that art
product. After all, just giving up on work is not an artistic method. Crucially, the uncom-
pleted form captures the intention, the power of creation engendered by the resistance of
material or the denial of ideological or aesthetic clichés, and probably the awareness of
some other completeness, of an end that evades realization at a certain stage.

On the other hand, the lack of an end, of a finished form, is also a debatable issue.
What is the final criterion of completion? Who determines the ultimate result of the artis-
tic process and the extent to which the finished work conforms to this convention? There
is certainly a conventionality that can sometimes be articulated by the authors themselves,
who might describe the conception of their artwork and the process of creating it, offer-
ing their own assessment of the piece’s relative state of completion. Michelangelo’s poetry
is an illustrative example in that it expresses his reflections on his own sculptures and the
idiosyncrasies of the author’s creative process.

1

Unless otherwise noted, all translations are mine (0.v.).
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Thus, the work of Michelangelo dominated by the non-finito technique, which ac-
quired meaning in his own poetry, became an intermedial code that enables artists of sub-
sequent epochs to address the problem of incompleteness symbolically or directly.

Lesja Ukrajinka’s writings are a striking example of non-finito artistic thinking. Out
of her works, 14 prose and 7 dramatic texts have the status of uncompleted. As she stated in
one of her letters, Lesja Ukrajinka happened to set aside a started or nearly finished work for
a period of time and not return to it: “I postpone this work ad infinitum” (Ukrajinka 2017:
393). Probable reasons for incompleteness include the author’s desire to block excessive lyri-
cism, especially in prose; more active work on dramatic genres, driving her to abandon prose
projects; and a departure from stereotyped aesthetics. The writer also takes special pains to
reject any traces of biography in both prose and drama, which may lead to unfinished works.
Very often, the works that live to date in the form of plans and essays can help trace how the
ideas that emerged in them were realized in other conventionally completed texts. Lesja
Ukrajinka’s creative process is characterized by a long multi-phase formation of her texts.
This impacts the writer’s personal style overall, and her finished works are largely marked by
an open and flexible structure. The author’s aesthetics of non-finito is concerned with the
psychological features of the creative process of the writer, which has a dual rational and in-
tuitive nature. Textological materials (manuscripts, letters, and memoirs) reveal the hidden
mechanisms of the author’s creative work. Manuscripts of Lesja Ukrajinka’s dramas show
the writer’s tendency to examine several similar but non-identical draft scripts.

By genre, most uncompleted works are prose texts. Chronologically, they grow in
quantity in the 1900s, when the writer actively masters dramatic genres, and they are most
concentrated in 1906, when the disappointment following the revolutionary events of
1905 causes the writer to develop an interest in utopian ideas. This interest led to three
utopian fragments dated that year (1906). There are several tendencies blocking the work
of Lesja Ukrajinka, including excessive lyricism and the consolidation of several themes
and styles in one fragment (Uropia, And Yet You Come..., etc.). Another category of un-
completed prose texts includes the works of an obviously populistic style (Here It Is, That
Coveted Equality, People’s Slander, They Take Jevcja to the Farmbouse). Numerous uncom-
pleted plans of prose works suggest that the epic genre could not fully encompass the
literary talent of the writer.

Lesja Ukrajinka’s approach to non-finito responds to more complex questions and
challenges in her dramaturgy. The ‘path’ to some of her plays can take several years or even
decades. There are seven unfinished dramatic works in Lesja Ukrajinka’s collection. One
of them, Dimna Hracycha, dates back to 1900. The list of characters reveals the writer’s
intention to write a drama about family life. One of the reasons for the incompleteness
of the work may be, again, the realistic populist tendency, generally uncharacteristic of
the author’s texts. In the drama 7he BaZaji Family (probably started in 1907) biographi-
cal allusions can be found, which may have stopped the work of the writer, who generally
avoids biography in her work. Ill health was a likely reason for the significant amount of
unfinished work from the last years of Lesja Ukrajinka’s life (1912-1913). However, it is also
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important that some motifs that remain inchoate in these works are partially realised in
Lesja Ukrajinka’s other dramas.

The fantasy drama The Autumn Tale is most indicative of Lesja Ukrajinka’s aesthetics
and poetics of non-finito. The work is dedicated to the revolutionary events of 190s. The
author embodies the social changes of the turn of the century in the form of a fairy-tale.
Imaginary characters (Princess, Knight, Servant, Builder, the phantom image of the King,
etc.) are all involved in complex ethical and ideological conflicts. The modern interpreta-
tion of the archetypal plot of the liberation of the princess illustrates the change of elites
(including in terms of gender) and the destructive power of the social element.

The author worked extensively on the play’s concept, starting in about 1901, when she
was working simultaneously on the translation of Hauptmann’s play 7he Weavers and the
article Zhe Latest Social Drama, both of which were influential in the creation of her own
drama. The author’s last impulse to work on the play occurs after witnessing the revolution-
ary events in Tbilisi. Thus, The Autumn Tale illustrates the trajectory of the psychological
development of the material by Lesja Ukrajinka. The ironic final remark, “someday the end
might come”, is evidence of the author’s intention not to complete the work.

In addition to the fairy tale drama of The Autumn Tale, Lesja Ukrajinka’s aesthetics
of non-finito also appears in dramas based on ancient mythology. For example, the unfin-
ished piece Iphigenia in Taurus fails because Lesja Ukrajinka seeks to adhere to the classical
canon. The work was conceived as a drama, but even at the manuscript stage, Lesja Ukra-
jinka changed the genre to a ‘dramatic sketch’ The dramatic poem Cuassandra organically
combines the closed form of ancient drama and the openness of modern thinking and the
style of non-finito. The work is characterized by mass scenes, individualisation of the con-
flict through the centralisation of the character, and the lack of a clearly marked beginning,
culmination, and end. In addition, it relies on the technique of truncation of the finale.
When submitting the text for publication, the author drops the final epilogue, making it
impossible to unambiguously interpret both the ending and the general idea of the drama.

Like Cassandra, the dramatic poem At the Blood Field also uses truncation, which
causes a drastic change in the overall conception of the work. The rejection of a major part
of the text can be interpreted as a mechanism of transformation from ‘closed’ text into
‘open’ text, completed into uncompleted.

While employing the technique herself, Lesja Ukrajinka seems to examine the rea-
sons for non-finito as well. This examination can be most clearly seen in the depiction of
artists, especially sculptors, in the author’s work. The gravitation towards the plastic arts is
pervasive in Lesja Ukrajinka’s texts. Sculptural monuments are interpreted quite uniquely.
For example, her poem Niobe is a kind of monologue by the statue that the mythical hero-
ine turned into after losing her children. In the poem Slavus-Sclavus, the phenomenon of
Slavic mentality evokes associations with a mysterious statue whose codes cannot be deci-
phered. Sculptural images of ancient Greek gods perform important functions in dramatic
works, such as Iphigenia in Tauris (Artemis), Cassandra (Paladion), Orgy (Terpsichore),
and others. Lesja Ukrajinka was especially interested in the sculptor’s creative process, the
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emergence and realization of the conception, which involves a complex transformation of
stone (marble), its resistance, alienation of the artist from the piece of art created by him or
her, and the reception by contemporaries and posterity. In many ways, it seems the work of
a sculptor is the focus and apogee of all creative intentions and efforts for Lesja Ukrajinka.

When starting to write, Lesja Ukrajinka sometimes imagines her creative product as a
plastic composition. Her thoughts on her own artistic version of Don Juan’s legend are well
known, as she shares them in her letter to the writer O'ha Kobyljans'’ka. When a drama
seems finished, the author takes it up again to rework it in order to reduce or “concentrate
its style like some strong essence”, get rid of lethargy, add energy to the plot, as if the elabo-
rated material were “stone”. “I don’t like”, the author writes, “a lot of mesh decorations and
patterns on statues, and this drama was supposed to look like a sculpture group — that was
my design, but I can’t judge the execution” (Ukrajinka 2018: 672). When analyzing the
linguistic authenticity of the characters of The Stone Master, Tamara Hundorova concludes
that they “project like bas-reliefs from their discourses, objectifying themselves on the sur-
face, transforming into sculptural, symbolized figures” (Hundorova 1997: 246).

In the system of characters of Lesja Ukrajinka the playwright, one can single out a
number of artists who are a projection of the writer’s vision of her difficult position in the
Ukrainian culture of that time. Sculptors take up an important place among the characters
in her works. The Egyptian slave in I the House of Work, in the Land of Captivity can only
fulfill his creative potential in dreams. Instead, Phaedo in Orgy can create real masterpieces
by tapping into the potential of marble: “If it was once divine, then it will never / Turn
back to simple stone...” (Ukrajinka 1968: 160). A “sculptor from the suburbs” stands out in
the list of characters of the drama Rufin and Priscilla; he perceives his own work as the craft
that was in demand in the wealthy Rome of the early Christian era. The phenomenon of
the sculptor’s work will be the subject of Iz the Wilderness, one of Lesja Ukrajinka’s dramas
that raises the issue of artistic non-finito clearly and in multiple aspects.

Notably, this is Lesja Ukrajinka’s second dramatic text after her failed debut in the
genre of psychological drama (Blue Rose). However, this is also the first text in the genre
that will become determinant for her in the future: I the Wilderness is a dramatic poem in
form and a drama of ideas in substance. It was started in 1897 by the young author, who had
already clearly understood that poetry was not the only artistic medium for her. Almost
halfway through the text, the author stops working, although she returns to it periodically
and finally completes it 12 years later. The autograph refers to the original title of the work
as Sculptor, and in her letters the writer describes this work as “a drama about a sculptor
among the Puritans” (Ukrajinka 2018: 342). The margins of Lesja Ukrajinka’s manuscripts
contain some useful information. The inscription “Fizis” made by the author in the draft
autograph of the drama I the Wilderness after the second act is quite indicative. However,
Lesja Ukrajinka’s inexhaustible creative energy drives her to return to the text even after the
declaration of the end.

The drama I the Wilderness centres around the mission of art. Sculptor Richard Iron
is forced to emigrate from Italy to America among the English Puritans, flecing the pres-
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sure of Catholicism. However, in Massachusetts, he finds himself among fanatical believ-
ers, including the sculptor’s mother. Despite his willingness to share the existential choice
of the religious community, Richard Iron advocates the inherent value of art, the suprema-
cy of beauty, and the right to creativity. Eventually, Richard must leave the community and
move to Rhode Island, only to face a new obstacle. Now his artistic intentions are resisted
not by religious fanatics, but by philistines, whose priorities are crafts and mass culture
instead of the elite art of sculpture. The inner plot of the work can be seen as a kind of
transformation of the artist, who is constantly divided between his moral and social duty
and his own desire for artistic self-realisation.

The dramatic poem was probably conceived in 1894, and researchers associate this
initial idea with Lesja Ukrajinka’s exploration of the English poet, thinker, and public fig-
ure John Milton, which contributed to her knowledge of public opinion of the 16th and
17th centuries, including the establishment of aesthetics of the Early Modern period. To
write a brochure for the general public, Lesja Ukrajinka carefully studied academic litera-
ture written in European languages, historical sources, and the writings of Milton himself.
However, the author failed to fully realize her intention, put off any work on the brochure,
and a fragment of it was only published as late as 1954 (Ukrajinka 1954). It should be em-
phasized that it refers to the role of Italy in the self-education of John Milton, and his fa-
miliarity with numerous masterpieces of painting and sculpture: “He saw beautiful paint-
ings by the best Italian painters Raphael and Michelangelo, which depicted heaven, hell,
the flood, the first people, and the holy family” (Ukrajinka 1977: 209). Echoes of Milton’s
artistic impressions find expression in his well-known epic poem Paradise Lost.

Like Milton, the protagonist of I the Wilderness was born in England, but Italy can
be considered his other motherland. This is where he also discovered the work of great
Renaissance artists and, even on leaving this land for the American prairies, Richard Iron
can form the most detailed image of the architecture and sculpture of Italian cities, which
drove him to catharsis even in his memories. He unfolds an entire scroll of images of Venice
to his nephew Davy by excitedly describing the happy moments when he watched akind of
‘theater of statues’ adorning majestic palaces:

At such an hour, the marble seems to come alive,
the statues perform in some Mystery place,

and under the sun’s rays the marble faces
become transformed... (Ukrajinka 1988: 25).

The draft autograph describes Florence as the city of Richard Iron’s education; Venice
was chosen later, after Lesja Ukrajinka’s personal acquaintance with Italy, where she went
twice between 1901 and 1903 for climatotherapy. In her letters to family members, she lists
a number of European cities that made a great impression on her, but is most enthusiastic
about Venice, describing it as “the best in the world, the queen of sea and beauty” (Ukra-
jinka 2017: 364). One reason the collective image of the Italian city is shrouded with a
special anguish in the memories of Richard Iron is that he “learned the alphabet of art”
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there, spent his youth in a circle of like-minded young men from the “sculptural group’,
and gained his first recognition (Ukrajinka 1988: 41) . However, carly fame did not encour-
age the young man to rest on his laurels. Like Milton, he searched for his own style after
adopting the best traditions of the Renaissance, sensitive to the later Renaissance tendency
towards degeneration, imitation, and stagnation.

Richard Iron’s promising talent catches the eye of true admirers of the plastic arts
whose expectations are revealed by what one of the sculptor’s former friends had said: “you
will become another Michelangelo” (Ukrajinka 1988: 96). The invaluable contribution to
the arts which made Michelangelo the symbol of unique talent, innovative ideas, universal-
ism, and perfect technique in the West was recognized in Ukraine as well. In the nineteenth
century, the magnetism of Michelangelo’s talent is mentioned by Ukrainian writers, such as
Taras Sevenko, whose artist in his novel Painter, says: “...1 attended sculpture classes and
dreamed of the land of wonders and of the world capital crowned by the Buonarroti dome”
(Shevchenko 1988: 190). In 1904, Lesja Ukrajinka’s older friend and writer Ivan Franko had
the opportunity to observe Michelangelo’s sculpture Moses in the Basilica di San Pietro in
Vincoli, which became an important incentive for him to complete the poem Moses, one of
the greatest works in his literary legacy. Interestingly, the translator of this work into Rus-
sian, Petro Djatliv, abandoned the idea of including a photograph of Michelangelo’s piece
in the Viennese edition of the text, persuaded by the critic and writer Bohdan Lepkyj, who
believed that Moses meant ‘power” in the famous sculpture but was dominated by ‘doubt’
in Franko’s interpretation. The image would contradict the poem because, as Lepkyj wrote,
“one can discover all that Moses is” in the marble statue (Nahlik 2013: 197).

In addition to the general presence of the Italian school and Michelangelo in 17z the Wil-
derness, Lesja Ukrajinka alludes specifically to Michelangelo’s works in the text. Sailing to an
unknown America, Richard Iron is full of ambitious plans to “light the fire of eternal beauty”
(Ukrajinka 1988: 41) that would be more democratic but as majestic as in noble Italy. Richard
observes the muscular puritans with inspiration, relying on the Italian school of expression of
corporality. Their figures are “severe, hard, full of strength and power” and “in the starlight,
they seemed immense” and similar to bronze statues (ibidem). Despite the different material,
they have much in common with some of the finest examples of Michelangelo’s non-finito
practice: his marble S/aves, from the never-realized project of the mausoleum of Julius IL
When the sculptor Richard Iron hastily depicts his mother’s face in which he captures the
suffering characteristic of the classic images of the Mother of God, the reader cannot but
imagine one of the most famous depictions found in young Michelangelo’s Pieza.

Michelangelo’s name is also invoked and clearly stands for the eternal nature of artis-
tic genius. In an argument with the organist about the value of various arts, Richard Iron
strengthens his position by referring to Michelangelo: “Do you think that the great Michel-
angelo // created only for entertainment?” (Ukrajinka 1988: 83). This argument does not
move the organist, who frankly admits that he has not seen Michelangelo’s sculptures himself
because they are not accessible to everyone. He points out, instead, parishioners regularly
listen to liturgical music in many churches. The discussion is not so much about the rivalry
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between visual and acoustic arts, as it is about their role in society, their adaptation by ideol-
ogy (religion), and their purpose on the elite and masculine levels. The topic of the relation-
ship between art and society, being crucial for Lesja Ukrajinka, is repeatedly foregrounded
throughout her work. In Iz the Wilderness, it is clearly concentrated in the parable of Martha
and Mary, essentially conveyed in Richard Iron’s aphoristic phrase: “...Martha cared about the
things // of the world, Mary craved for things eternal” (Ukrajinka 1988: 54).

One might see Lesja Ukrajinka’s artistic striving for eternity reflected in her char-
acter Richard Iron. His creation, however, suffers trials, tribulations, and creative failures
in America, and his talent eventually fades. The stories of the artist’s three statues, each
representing one type of artistic non-finito, mark the stages of his path. One is a small
figurine that Richard Iron brings to America as a memento from Venice. Even though the
wax statuette was uncompleted, it caused a storm of emotions in those who viewed it:
perturbation on the part of the puritan community and ecstatic admiration among the
artist’s friends that only a real masterpiece can engender. “It is a sin to hide something like
this from the world!” Antonio says (Ukrajinka 1988: 98). The artist himself describes the
mysterious nature of the work: “this is what enchants me. // (Points to the figurine.) // The
dream! (Ukrajinka 1988: 99). In I The Wilderness, Lesja Ukrajinka’s creative conception
of non-finito can be defined as a dream, as the ideal perfection that cannot be brought to
its final ‘material” expression (the latter being a completed form), an intention that cannot
be imprisoned by physical matter.

Another unfinished project of Richard Iron is a statue of a beautiful female aborigine.
Led by Richard’s antagonist Godwinson, the Christian community members see and con-
demn the sculpture during its creation. The puritans describe Richard Iron’s piece as sinful
— as art in general is — smash the sculpture, and destroy its sketches. The violent act forces
the hero to finally sever his ties with the people around him and his creative crisis is exacer-
bated. In a futile attempt to complete his early design, Richard Iron creates another statue
of a woman. However, the execution is unsuccessful. The artist himself finds it horrible.
In the climactic monologue, Richard Iron calls his work a “stillborn creature”, “ugly”. But
he cannot find the strength to destroy it. Like any work of art, an uncompleted piece also
finds its place in the artist’s legacy, at least as a “child of sorrow and grief” whom the artist
addresses in his final monologue:

I feel the deepest sorrow, as that of a father

for his unfortunate child who was born a cripple...
This creation will never reach the stage of bronze

and marble. Even before my own dead body

turns to dust, this clay will dry out and fall apart.

So let it stand awhile until then (Ukrajinka 1988:101).

His last work points to the artist’s sophisticated inner effort, the resistance of mate-
rial, painful philosophical reflections on the purpose of art, and the struggle of rational and
irrational approaches to creation.
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The dramatic poem I the Wilderness unveils an artistic understanding of the nature
of the uncompleted, which engages with the work of Michelangelo. A mirror effect is ob-

served: unlike the Italian sculptor who turned to poetry, among other things, in order to
verbalize the secrets of creative process, the writer Lesja Ukrajinka adopted the motif of

sculpture as a way of reflecting on the nature of art in general, and Michelangelo himself as
the code of the phenomenon of the uncompleted. Non-finito in Lesja Ukrajinka’s artistic

interpretation becomes both a burden of creative defeat and a source of intellectual and

artistic inspiration, which underlies many world masterpieces.
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Abstract

Oleksandra Visych
Intermedial Aspects of Non-finito: Lesja Ukrajinka and Michelangelo

The article deals with the phenomenon of non-finito represented by Michelangelo whose
sculptures and poetry became the artistic code of unfinishedness that was widely represented in the
art work of Lesja Ukrajinka (14 prose and 7 dramatic works were not completed). Also the author’s
finished works are marked by an open and flexible structure, primarily due to the author’s type of
artistic thinking, which is a sort of non-finito.

This term indicates individual techniques (omission, truncation of the finale, phantom im-
ages, etc), as well as the specifics of the composition and structure of a text which tend to convey the
process of creativity, artistic material, the way of thinking and doubts of the author.

The article focuses on the drama Iz the Wilderness which reveals an artistic understanding of
the nature of the uncompleted, enhanced by the author’s engagement with Michelangelo. A mirror
effect is observed: unlike Michelangelo who turned to poetry to verbalize the secrets of his creative
process, the writer Lesja Ukrajinka adopted the motif of sculpture as a way of reflecting on the na-
ture of art in general, and Michelangelo himself as the code of the phenomenon of the uncompleted.

Keywords

Lesja Ukrajinka; Michelangelo; Non-Finito; Intermediality; Sculptor.
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Beauty, Truth, and Sincerity.
Lesja Ukrajinka and the Responsibility of Art
Between Aestheticism and the Pursuit of Authenticity*

Lesja Ukrajinka’s reputation as “the only man” in Ukrainian literature of the early
twentieth century (Franko 1981: 271) has generated and continues generating a specific
reception of her contribution to Ukrainian literary culture. In spite of — or maybe thanks
to — the abundant and diverse feminist scholarship on Lesja Ukrajinka available, her figure
is associated with the image of a defiant and resilient Ukrainianness, in which her ‘mascu-
line’ agency is combined with the traditional image of berehynja as a female protector of a
mythicized Ukrainian nation’. Her prominent role in the traditional canon of Ukrainian
literature, in which she shares the podium with the national writer par excellence Taras
Sevéenko and the extremely prolific Galician intellectual Ivan Franko, has been consolidat-
ed in many ways, including through school programs, the affection for her symbolic per-
sona nurtured by the Ukrainian diaspora, and her visual presence during the Euromaidan
revolution, again alongside Sevéenko and Franko. In a national culture that has tradition-
ally relied on literature as an ersatz for a missing statchood or a yet-to-be-created national
identity, Lesja Ukrajinka’s works — as with those of several other ‘national writers’ — have
run the risk of being paradoxically ‘dismissed’ as just one more manifestation of the Ukrai-
nian spirit. I here suggest that they be viewed as fully-fledged protagonists of the European
carly-twentieth-century canon.

The question that I will attempt to briefly answer in this article touches upon the issue
of art’s responsibility towards such human constructions as the individual, society and the
nation as contrasted with the pursuit of beauty as a value in itself in some of Lesja Ukra-
jinka’s writings. From the point of view of literary history, this contribution can be read as
one more attempt to investigate the nature of early Ukrainian modernism in its confronta-
tion with the so-called populist stream, the latter of which understood literature as a mere,
although crucial, instrument of national consolidation.

Research for this article was made possible by grants from the Ukrainian Studies Support

Fund of the Association of Ukrainians in Victoria, Australia, the Ukrainian Studies Foundation in
Australia and Monash University.
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For an interpretation of Lesja Ukrajinka’s androgyny between reception stereotypes and
self-characterization see Zborovs'ka 2002: 83-95.
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As a writer and a reader endowed with a striking curiosity for several languages and
literatures and an insightful commentator of the cultural developments of her time, Lesja
Ukrajinka was caught between an understanding of literature as a key factor in nation-
building and a feeling of sympathy and support for the free, not necessarily and not primar-
ily political evolution of the arts that she observed and enjoyed in the national traditions
that she read, translated and commented upon. In her 1999 book, Vira Ahejeva situates
Lesja Ukrajinka in the history of Ukrainian and European modernism, paying special at-
tention to the figure of the artist as it is represented in Lesja Ukrajinka’s poems and plays.
Focusing mostly on the long dramatic poem U pusti (‘In the Wilderness’), Ahejeva sees the
conflict between the artist’s commitment to serve the people and his or her allegiance to
his or her authentic inspiration as the cornerstone of Lesja Ukrajinka’s complex allegiance
to modernist art (Ahejeva 1999: 49-75). Reflections on art, its ethical boundaries and the
artist’s morality can be found to different extents in most of her pieces, including, but not
limited to, U pus¢i, Rufin i Priscilla and Lisova pisnja.

Because of space constraints, I will mostly focus on the play Blakytna trojanda and the
dramatic poems Advokat Martijan and Orhija, which have been generally discussed from
other points of view. These three pieces encompass some of the most beloved settings of
her dramatic production: the early Christian, the classic and the Ukrainian. In these plays,
although the problem of art’s nature and duties is far from being exhausted by them, Lesja
Ukrajinka develops a reflection on art’s possibilities and its place in history, in a context
marked by the question of the ethical responsibility of the individual towards themselves
and their community. More specifically, these plays significantly contribute to the conver-
sation on beauty, truth, responsibility and sincerity in art — and beyond art — that consti-
tutes the most notable part of Lesja Ukrajinka’s long, and at times contradictory, reckoning
with contemporary aesthetics. I also argue that for Lesja Ukrajinka the question of art and
its place in the world is far from concerning artists alone. As a key element of human exis-
tence, art is everywhere and its potential and limits are a matter for everyone.

Before focusing on drama, I will also discuss other texts by Lesja Ukrajinka, including
critical essays, poems and letters, in which her own views on art, its contemporary develop-
ments and the condition of Ukrainian literature come to the fore with particular evidence.
By doing so, I aim to show how Lesja Ukrajinka’s musings on art in both her creative pieces
and her critical writings form a complex body of reflections that cannot be reduced to a
univocal approach or point of view, be it national or purely aesthetic. The multilayered na-
ture of the freedom that Bohdan Pastuch sees as the main pivot of Lesja Ukrajinka’s works
(Pastuch 2012: 16-17) means it is impossible to oversimplify her complex art philosophy.
However, in partial contrast to Pastuch, I here argue that freedom may not be the most
fitting term to define Lesja Ukrajinka’s art philosophy. In her view, the artist’s freedom is
limited by the need to respect art’s communicative function, something that she sees as
jeopardised in contemporary culture. As we shall see, it is the pursuit of art’s ‘authenticity’
that guides Lesja Ukrajinka’s reflections and her writing.
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In an unpublished conference paper, Danylo Struk discussed the positioning of Lesja
Ukrajinka and her works in the history of Ukrainian modernism focusing on the problem of
her relationship with the aestheticist movement. While the study of the aesthetic boundar-
ies of modernism in Ukraine is in itself a still unresolved problem, the issue of Lesja Ukrajin-
ka’s participation in Ukrainian modernism is no less challenging. While it would be hard to
confute Ahejevas general view that “Lesja Ukrajinka formed a modernist conception of art
by overcoming populist mottos and stereotypes, as well as by interiorising and transforming
traditional romantic concepts”, both the breadth of modernist aesthetics and the complexity
of Lesja Ukrajinka’s relation with early modernism call for a more articulated approach to
this question®. Quite clearly, and tellingly, separating her lyrical poetry from the rest of her
ceuvre, Struk ventured to conclude his contribution stating that “through her poetic dramas
and her criticism Lesia Ukrainka is not only a part of Ukrainian Modernism chronological-
ly, but together with Ievshan, is a true proponent of aestheticism in Ukrainian literature™.
Struk sees “artistic plausibility” and “authorial sincerity” as the main features of Lesja Ukra-
jinka’s embrace of aestheticism*, an aestheticism that he, following Lesja Ukrajinka herself,
contrasts with the frivolousness and moral emptiness of the most extreme manifestations of
decadent aestheticism. While Struk’s statement can appear to be quite problematic, it is the
very definition of aestheticism that is determining here. A complex term that the Princeton
Encyclopedia of Poetry and Poetics defines as a “term for a literary, philosophical, and cultural
movement of the late nineteenth century that came to be identified with the phrase ‘art for
art’s sake” (Greene 2012: 10), aestheticism has been often scrutinized in light of its stance
towards values and commonly accepted morality’.

Of particular interest in this context is Lesja Ukrajinka’s essay on Gabriele D’Annunzio
and Ada Negri, written in 1899 and published in 1900. In Dva napravienija v novejsej ita-
Ujanskoj literature (Ada Negri i dAnnuncio), Lesja Ukrajinka focuses on contemporary lit-
erature, but her essay also includes a short historical overview of certain trends in the history
of Italian literature that she sees reflected in more recent developments. Lesja Ukrajinka

* “MoaepHicTchKa KOHIIENIIis MUCTEITBA GpopMyBasacs y Acci YKpaiHKH 4epes MOAOAAHHS

HAPOAHHUIIPKHX AO3YHTIIB i CTEPEOTHIIB, 3aCBOEHHS I TPaHCPOPMALIiI0 TPAAULIIHUX POMAHTHYHUX
ysaBacup (Ahejeva1999: 50).

> D.H.Struk, Lesia Ukrainka and the Aestheticist Perspective, unpublished conference paper,
p- 13, cfr. <http://sites.utoronto.ca/elul/Struk-mem/Works/Ukrainka-Aestheticist.pdf> (latest ac-
cess: 07.05.21).

+ Ibidem.

> The issue regarding aestheticism’s moral or its lack thereof is of central importance in de-
bates around fin-de-si¢cle art. For example, this controversy is excellently captured in discussions
around Oscar Wilde. See Quintus 1980: 561: “When Jackson discussed Wilde in The Eighteen-Nine-
ties, he said that Wilde could not abandon himself to an unprincipled French aestheticism because
of the ‘still small voice” which continued to check Wilde’s enthusiasm and to prevent him from
being as immoral and amoral as the French upon whom he drew so heavily for his ideas. Something
held Wilde back, Jackson notes, and kept him from being a Gautier or a Huysmans”
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does not shy away from defining ‘tendentiousness’ (fendencioznost)) as the most typical trait
of both Gabriele D’Annunzio’s and Ada Negri’s works, and the one that makes a compari-
son between them meaningful and tenable in spite of the clear differences between the two
authors in terms of style and cultural orientation. However, in Lesja Ukrajinka’s view, their
alleged tendentiousness is nothing new from the point of view of Italian literary history:

B kauecTBe TeHACHIIHO3HBIX 109TOB Apa Herpu u A’AHHyHuuo SABASIIOTCS IIPOAOAXKA-
TEASMH BEKOBOH TPAAHILIMH HTAAbSIHCKOH Moasuu. Havaro aToil Tpasuum moaoxua
OCHOBAaTEAb UTAABSHCKOH AUTEPaTyphl AaHTe, KOTOPBIH B CBOCH “BosxecTBEHHOM KO-
MeAUN IIPOHUKHYTOM MHUCTHYECKOM MEYTATEABHOCTHIO, HE 3abbIBaeT CPEAM YXKacoB aAa
IMOAUTHUYECKOM 60pb6bl ... DTa uAes BospoxkaeHust Mrasnu 6b1Aa AOATOE BpEMS TAAB-
HBIM >KU3HEHHBIM HEPBOM HTAAbSHCKOH MO33UM, M YIAAOK MATPHOTH3MA BCETAA IIEA
pyxa 06 PYKY C YIaAKOM ITO3THYECKOTO TBOPYECTBA (Ukrajinka 1975-1979, VIIL: 29).

From Dante and Petrarch through Tasso to Carducci and other nineteenth-century
Italian writers, Lesja Ukrajinka reads the bulk of Italian literature through the prism of
its struggle for the nation and its (re)birth. Significantly, she links the decay (upadok) of
patriotism that has occasionally happened in Italian cultural history to the decay of po-
etry itself, using a term that has been used as a synonym for decadence (decadentism in
the Iralian context) as a cultural movement, possibly echoing Dmitrij Merezkovskij’s in-
fluential essay from 1893 O pricinach upadka i o novych tecenijach sovremennoj russkoj lite-
ratury. Later in her article, Lesja Ukrajinka explicitly defines D’Annunzio as a decadent,
but her musings over D’Annunzio’s poetry and prose leave the impression that she is actu-
ally trying to compromise with herself, balancing between a more or less open condem-
nation of his decadence and admiration for his poetic talent, which is also a reflection
of D’Annunzio’s complex literary self-positioning. “HoBoe ca0Bo A’ AHHYHIINO He B 9TOM
CTPCMACHI/H/I O6HOBI/ITI) O6BCTIH3BIHCC: HeCMOTPH Ha HPI/IBI)IBI)I K BO3PO)KACHI/HO, OH IICBCII
Boipoxkaenus” (Ukrajinka 1975-1979, VIII: s0).

A similar approach can be found in Zametki o novejsej pol’skoj literature, her 1900-
1901 article on contemporary Polish literature. Writing on Stanistaw Przybyszewski, one of
the most successful writers of her generation, Lesja Ukrajinka is again at odds with deca-
dent art. It is the issue of the artist’s “absolute” freedom that she contests:

Hrak, uckyccTBo 1 apTHCT cBOOOAHBI 26COAI0THO. MOXKHO 6B, MOXKAAYH, 3AKAIOYUTD U3
9TOrO, 4YTO HOBas TeOPI/Iﬂ HPI/IaHaCT, KPOMC HPI/IHHI/IHQ CHADBI, CIIIEC U HPI/IHHI/IH CBOGOAI}I,
HO YBBI! MBI BUAMM He4TO npsiMo nipotusonoaoxsoe (Ukrajinka 1975-1979, VIII: 119).

After listing all the things that the modern artists cannot allegedly do, such as speak-
ing to the masses and talking politics and representing things, Lesja Ukrajinka comes to
the conclusion that the so-called free artists of her and Przybyszewski’s time are actually
deprived of many of the freedoms that those artists believe to enjoy:
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Takum 06pasom “a6COAIOTHO CBOGOAHDII apPTUCT SIBASIETCSL YEM-TO BPOAE AUILCHHOTO
Beex npas cocTostHus. CyAst [0 TEM TTOAOXKHMTEABHBIM [IPUMEpPaM, Ha KOTOPBIC YKa3bl-
BacT [TInOHIIeBCKHI B CBOUX KPUTHYCCKUX OYCPKaX, OEAHOMY CBOOOAHOMY apTHCTY
A@XKe BBIOOP TEM NPEAOCTABASICTCSL O4CHb HEGOABIIOH: AI0OOBb, CMEPTh... H, KAXKCTCS,
Bce (Ukrajinka 1975-1979, VIII: 119-120).

Lesja Ukrajinka sees no freedom in the contemporary infatuation with extreme states
of mind and the obsessive search for a new type of beauty. In her view, without pursuing
a connection with people and their nation, modernist artists, like prisoners of their own
souls, are condemned to solipsism and monotony.

Lesja Ukrajinka’s ambiguous attitude towards international early modernist literature,
and especially its decadent and symbolist trends, is the object of some of the most interest-
ing literary comments in her epistolary exchanges. Writing from Berlin to her mother in
1899, she expresses her absolute contempt for Jugendstil*. In a letter to Volodymyr Hnatjuk
from 1900, she speaks of her “antipathy towards modernists” (“Hexait Bamra xs[asena] Pe-
AaxList mo6ope BiaoMy MeHi cBOI0 Hexitb A0 ‘MoaepHicTiB” [Ukrajinka 2017b: 202]), possi-
bly also hinting at her awareness that modernist literature was actually much more complex
and meaningful than she, also a translator of Maeterlinck, might instinctively perceive it to
be. However, in her later remarks about Serhij Jefremov after the publication of his much-
discussed essay V poiskach novoj krasoty, she shows a much more sophisticated approach to
contemporary literature. Angry with Jefremov for his condemnation of OI'ha Kobyljans’ka
and other writers from Bukovyna, and especially irritated by his failure to understand that
the influence of German literature on their own writings was actually positive and enrich-
ing, Lesja Ukrajinka accuses Jefremov of not understanding the complex character of con-
temporary literary trends. While the loss of the text of her open letter to Jefremov, which
she unsuccessfully submitted to “Kievskaja Starina” for publication, prevents us from hav-
ing access to an articulated response, some of the letters that she wrote from San Remo
in early 1903 offer an interesting insight into her view of decadence and symbolism at the
dawn of the new century. In a letter to Olena P¢ilka, Lesja Ukrajinka accuses Jefremov of
not differentiating between symbolism and decadence. Talking about the latter, to which
she assigns major poets such as Verlaine and Rimbaud, she indirectly states her belief that
true poetry cannot be separated from moral and social commitment:

BepAeH 6yB Ay>KE IUPUH ITOET i TAKK CIIPaBXKHIiM MOET, X04a BAAYA HOTO, 2 YEPE3 Te U 10-
esisa 6yAa IpOTEIBChKA IO 3MIHAUBOCTI 1 3HAYHO IICUXONATUYHA, — AA€ 10 MOXE 3pO6I/ITI/I
oet, oKpiM Toro, mob 6yru mupum? Bepaen e 6yB kBieTHCTOM, H0TO, SIK i Boasepa,

6 “Byast Aias i Ha Buctasi ‘Secession’ (‘Modernisten, otux, mo Jugend BHMAQIOTH), BOHA

i1 cTpamno He cropobasacs. Kynmuaa MeHi Ha 1OKas iAAIOCTPOBAaHHI KaTaAorl, TO CIIPaBAL SIKeCh
crpaxirrst. EMma i Mapi, posauBasiioancs Tol KaTaaor, pas-y-pas ckpukysaau: Hasslich, grisslich,
sche[u]sslich, gre[u]elhaft! Na, ist es mdglich? Ich bin sprachlos! 5I na cioro Secession He xo4y AuBH-
THCs, x04 6u it Moraa!” (Ukrajinka 2017b: 130).
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3aXOIAIOBAAM i MOPAABHI i COLliaAbHI MUTAHHS, TIABKM BiH AOBIO Hi Ha YOMY CHMHUTHCh
He mir. Tak camo i Rimbaud (Ukrajinka 2018: 21).

Almost as if feeling the need to defend Verlaine and Rimbaud from both public ac-
cusations and her own instinct, Lesja Ukrajinka sees the poet’s main duty in his or her com-
mitment to sincerity, while also stressing the absolute importance of their duty towards
society, not necessarily considered from a national point of view. If Verlaine and Rimbaud
failed, while Baudelaire’s status is unclear, it was because of their mental illness. In her study
of the obsession with the rhetorics of sincerity in Russian cultural history, Ellen Rutten
has defined it as a combination of “genuineness, truthfulness, and the quality of not pre-
tending’, while also pointing out that it “is something that an addresser ‘demonstrates” or
‘shows’ and that the addressee ‘doubts” (Rutten 2017: 37). Sincerity has been deemed a
significant innovation in the artistic culture of the early twentieth century, as a reaction to
both the search for objectivity of realism and the moral detachment of fin-de-si¢cle aes-
theticism (Peyre 1963: 237). Although sincerity could then be unexpectedly taken to its
extreme through some of the most daring manifestations of the early avant-garde such as
the emotional outbursts of expressionism or the penchant for épazage of futurism, Lesja
Ukrajinka’s insistence on sincerity can be viewed as in line with the reaction to the alleged
aloofness of much of late nineteenth-century art that was part of the complex cultural
landscape of the first years of the new century. Implicitly, Lesja Ukrajinka’s call for inno-
vation, which paradoxically also involved her re-adaption of neoromanticism, was also a
reaction against the powerful populist vein that she observed in her own literary tradition.

In one of her very first letters, Lesja Ukrajinka reveals how her antipathy for the pro-
vocative character of modern literature was not limited to decadent writers, but also in-
cluded realism and its most extreme manifestations like naturalism:

3 q)paﬂubeKHx KHIDKOK, OKpiM >Kop>1< Canaa, 1 MAAO YUTAAQ B HEPBOTBOPI, 6iAbII y Ime-
PEKAaAAX i TO 3 HOBITHIX HATYPAAICTIB IIKOAU 3oas, KOTpi MeHi 30BCiM He MoA00AIOThCS,
60 MeHi 3Aa€ThCsL, WO B ix biAblIe CTpaxiB pisHUX Ta eeKTiB HDX TOI paBAM, abo cama
663Hp0CBiTH51 6PI/IAOTa. 3a mee x s He AI00AI0 # ToAacTOro, Ta Ie H 32 IOro MiCTHIIU3M
51K, AK HapOIIHE, YUTaA 6iApII YCbOTO Oro OCTaHHI TBOPH, B KOTPUX OKPIM YOPTiB Ta
aHIeAIB HIYOrO He BUAKO, 260 caMo Tiabku cTpaxutts sk Hanp. “Cumepts Vsana Mabuaa”
(Ukrajinka 2017a: 56).

Quite unexpectedly, it is in a lack of truth, or artistic truth, that Lesja Ukrajinka sees
the most disappointing side of naturalism, a broadly understood category in which she
also seems to include Lev Tolstoj’s late works and their ‘mysticism’. Interestingly, she uses
the same term (strachittja, here strachyttja) to refer to the excesses of both naturalism and
Jugendstil. In Lesja Ukrajinka’s view, art that lacks sincerity and truth has no choice but to
recur to a bombastic style with the aim of shocking its readers.

According to her, this is modern(ist) art’s unsuccessful attempt to make up for the
missing value of something that, aware of the long and diverse tradition of this term in the
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history of philosophy, we could call ‘authenticity’. Alessandro Ferrara has defined authen-
ticity as “what is uniquely indispensable for an individual to be himself or herself” (Ferrara
1998: ix). In Lesja Ukrajinka’s view, art must be truthful, beautiful and sincere. If it fails to
live up to this standard, it betrays its own nature and vocation, thus losing its authenticity.
Her low opinion of realistic prose by such Ukrainian authors as Ivan Necuj-Levyc’kyj and
Oleksandr Konys'kyj, whom she repeatedly and with a certain degree of maximalism ac-
cuses of a lack of artistic taste”, can be explained by the same obsession with the ideal of an
art that needs to be true to itself in order to be able to impact the world. Writers and intel-
lectuals are free, but their freedom is somewhat limited by the necessity to comply with the
rules of art and its communicative mission.

Lesja Ukrajinka’s cool reception of some of the most successful trends in contempo-
rary literature, both Ukrainian and international, can be seen as related to her views on
her own duties as a (Ukrainian) writer and public intellectual, in a period during which
Ukrainian literature was set to enter a phase of rapid and irreversible secularisation. In a
poem she wrote in 1898 to celebrate the first centennial anniversary of Ivan Kotljarevs'kyj’s
Enejida and hence of modern Ukrainian literary culture as such, explicitly titled Nz szolit-
nij juvilej ukrajins'koji literatury (Ukrajinka 1975-1979, I: 174-175), Lesja Ukrajinka’s lyrical
subject laments the exceptional condition of Ukrainian literature if compared with the
experience of (most) other national traditions:

VY xoxHOro AIOAY, Y KOXKHIH KpaiHi

JKuBuit Takuii crioraa, 1o B HOro B AABHUHI
bByan 3onorii Bikn,

SIk micHs ¥ ca0BO 6yAI/I y maHo6i

B minHux cporo CBITY; HE TIAKM Ha rp06i
CKAaAQAKCD TTOETAM BiHKH.

Apparently celebrating the privileged status of literati in medieval Europe, synec-
dochically referred to as the whole world, Lesja Ukrajinka’s lyrical subject makes use of the
golden-age topos to describe the poor condition of Ukrainian literature, which not only
suffers in the present, but cannot even boast or dream of returning to a glorious past. How-
ever, the second stanza complicates the seemingly stark contrast between Ukraine and the
West indirectly, but unmistakably hinted at in the first:

3a mumHiT xpii, BeAn4Hil 0AH,

Kopoas caaB moeraM-criiBIsiM HaropoaH,
Biu caaBy ix maB y pyui;

3a BBIYAMBI cTaHII], Ty4YHi MAAPUTAAH

7 “MeHi TIABKO aAb, IO Hamma 6iAHa yKpalHCbKa AiTepaTypa OTaK HOHEBIPAETHCS Yepes pis-

unx Heuyis, Konucpknx, YaitaeHkis i r.11. ‘kopudeis, a 1o, mpo MeHe, X04 61 ixHIMU TBOpamu rpebai
rasero” (Ukrajinka 2017a: 157).
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BpoaauBHIIi TeXX HATOPOAY AABAAH
He 3Haau moropau cribiii.

The harmony between writers and rulers described in the opening lines is here ques-
tioned by explicit references to issues of power and subordination. It is now evident that
writers had to pay an enormous price to enjoy their privileged status and their reputation,
namely the total dependence of their inspiration on the self-aggrandising mania of their
rulers. The following stanza makes this even more explicit by using imagery linked to in-
carceration such as shackles (kajdany). The second half of the poem, graphically separated
from the first, is dedicated to Ukrainian literature. Readers might expect the decay of late
nineteenth-century Ukraine to be contrasted with Ukraine’s own golden age, that of the
glory of Cossackdom, but this seems not to be the case. The hetmanate is directly men-
tioned, but the contribution to its splendour by writers recognised as individuals endowed
with personality and inspiration is long forgotten:

Taxk... B KOHIl KpailHi € crioraau pao!
Hewma Tiabku B Tebe ix, PpiaHuMit Mifl Kpao!
DByan it 3a reTpmaniB criBii;

3 HUX AesKi BiUHII CIIIBU 3A0XKHAH,

A 5K X HalIMEHHA? 1 A€ IX MOTHAH,

IIT06 cxaacTu x04 mi3Hi BiHi!

According to the lyrical subject, not even in times of national success were Ukrai-
nian writers able to enjoy the privileges to which their Western colleagues were entitled.
Moreover, this stanza appears to condemn the idea of art as a mere instrument of national
struggle if the unique contribution of each artist as having individual worth per se is not
granted the recognition that it deserves.

The second half of the poem ends with the same reference to shackles that concludes
the first. Ukrainian literature and Western literature may seem to be very different, but
they actually turn out to be more similar than expected, sharing the same subordination to
rulers and the same indifference towards writers as human beings, merely reduced to pro-
ducers of encomiastic poetry. Ivan Kotljarevs'kyj, the father of modern Ukrainian litera-
ture and the ideal protagonist of the poem, is not thematized or hinted at in the poem. The
first author in modern Ukrainian literature recognized as such, he remains a blank space,
as absent and mute as the writers from Cossack times that preceded him both in the poem
and in the history of Ukrainian culture. The poem seems to enact the same silence that the
lyrical subject laments as a central feature of Ukrainian culture. The issue of writers’ ano-
nymity, of their failed public acknowledgement, is crucial here. It is as if Lesja Ukrajinka
were anticipating one of the central tenets of postcolonial criticism, namely the invisibility,
or inaudibility of the subaltern. However, eventually laying an ideal, long-awaited wreath
at the grave of old Ukrainian literature in the final line, Lesja Ukrajinka’s lyrical subject is
able to make up for centuries of forced silence through the performative act of the poem
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itself. Moreover, the poem is authored by a female writer, although this is not evident from
the text of the poem itself, with the lyrical subject concealing itself behind its lamentation
and the act of its final celebration of its predecessors. In the context of the implied author’s
work, however, the text is likely to be perceived as part of the literary legacy of a power-
ful female writer, thus representing a reckoning with both the plight of the writer under
oppression, although the status of artists broadly speaking in the West is also subjected to
criticism, and the eternal and much deeper female condition of subalternity.

The issue of Lesja Ukrajinka’s complex concept of art’s place in the world, the role of
beauty and the relationship of creativity and responsibility plays an important part in most
of her theatre plays. In Blakytna trojanda, a play from 1896 that has received critical atten-
tion especially with regard to its depiction of what used to go by the name of hysteria (most
recently Boruszkowska 2020) and Lesja Ukrajinka’s debut as a playwright, modernity and
modern(ist) art are the subject of conversations between Ljubov Hos¢yns'ka, the tragic
protagonist, and her interlocutors. Throughout the play a number of subtle references are
made that seem to hint at an idea of modern art as fallacious. In the first act, Ostrozyn, a
writer and journalist who significantly looks older for his age, keeps asking Ljubov whether
her taste in art and music, and her conversation style are ‘modern), or ‘new’. Ljubov’s elu-
sive, sarcastic answers demonstrate her lack of sympathy for fashionable trends, which one
would link to decadence. In one of her most articulated replies to Ostrozyn on the subject,
Ljubov accuses her generation of moral weakness:

M-r OcrpoxuH, ce po3MOBa cepiHO3Ha, X0Ya TEX moderne, xoau xouere. |...] Cripasai,
IaHOBE, PO3MOBA HAIllA BUXOAUTD & la Ibsen. o > poburtn? Hamre 6iaHe moxoainHs
CTiABKM ByXK€ raHbOU HMPUMHAIAO 32 HeobauHiCTh, Eroiam, o HapEIITi 3aAyMaAO IO PaBU-
TH CBOIO PEITYTALLiIO i II0CTaBUAO peOpoM muTaHHst po craakosicts. Ce, IaHOBe, BAPTO
AABHBOI XPUCTUSHCHKOL cl)iAococl)CBKo'l' MoOpaai. 3akoH NIPUYMHHOCTI, CIAAKOBICTb, BU-
POAXKEHHS — OT Hallli HOBi 6oru (Ukrajinka 1975-1979, I1L: 17).

In a statement full of ambiguities and that has significant repercussions on the dis-
course on psychic disease central to the play, Ljubov sees the contemporary embrace of he-
reditary theories as a way of eschewing personal commitment to morality. In her next reply
to one of the guests at her house, Ljubov raises the issue of responsibility (vidpovidalnist).
By doing so, she flips the current argument that people are doomed to dealing with the fa-
tal consequences of their background by stating that hereditariness forces, or should force
individuals to act because of the results that their actions and choices will have on future
generations. Ostrozyn, obsessed with the modern taste, claims that “Mu mycumo aGatu
TiIABKH IIPO CBO€ BAacHe ‘s’ i mpucayxatuch Ao ioro emoniit” (Ukrajinka 1975-1979, 111:
18). It should nevertheless be noted, as Irena Makaryk does in her article on Strindbergs
influence on Lesja Ukrajinka, that Ljubov herself falls prey to hereditary theories, thus
contradicting her own stance: “Liubov’s certainty that she will become mad in fact brings
about her madness” (Makaryk 1984: 28). Later in the play, after being accused by one of the
male characters of having ‘ascetic’ tastes because of her interest in science, Ljubov expresses
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her actual contempt for ascetism: “Y mene ackeruunuii morasia? Hy, He sHaete Bu MeHe!
(ITaaxo.) Apxe MeHi yesixuit acketusm, yesike gauiperso ran6oko nportuste” (Ukrajinka
1975-1979, I1I: 29). Ljubov’s declared refusal of ascetism, although in contrast with some
of her actual life choices and eventually not enacted’, can be read as at least a statement
of faith in life, which implies her embracing of authenticity and sincerity as integral parts
of the human experience. Her being “enamoured of risk”, as Svitlana Krys correctly put it
(Krys 2007: 396), is linked to her frustrated artistic ambitions, which Roman Weretelnyk
sees at the roots of her mental illness (Weretelnyk 1989: 36). In Ljubov’s view, art, science,
values and responsibility form a continuum outside of which any of these components
loses its validity and its power. While art is not absolutized, as it is in the contemporary
fashion for which Ljubov does not have much sympathy, albeit not denying it altogether,
art is a fundamental part of human life, and its connection with ethics is crucial. In conclu-
sion, one can say that although in Blakytna Troianda the main character’s Weltanschauung
is not matched by her deeds, her passionate plea for an art that does not refuse the living
world and envisages engaging with it embodies some crucial aspects of Lesja Ukrajinka’s art
philosophy in the early stages of her literary career.

One of the most compelling instances of Lesja Ukrajinka’s complex exploration of
beauty in art, a question she approached in several of her writings, can be found in Advokar
Martijan, a piece of drama that she worked on between 1911 and 1913. Not among her most
discussed works, Advokat Martijan originated in the context of Lesja Ukrajinka’s produc-
tive fascination for early Christian times. The play has been mostly read as a typical tale of
intergenerational conflict in the spirit of Ivan Turgenev’s Fathers and Sons (Witochynska
1983: 161-162). Advokat Martijan retains the focus on hereditariness central to Blakytna
trojanda, although abandoning the central role such theories play in Ljubov Ho$¢yns’ka’s
story. The plot of the play centres around Martijan and his family, including his two chil-
dren, Avrelija and Valent. Describing her fascination for the Christian faith, which her
father has to hide so as not to jeopardize his career as a lawyer, Avrelija defines her faith as
‘dead’. Not being able to live her life and her religiousness in full means for Avrelija being
deprived of the regenerating power of the faith that she has decided to embrace. The outer,
aesthetic side of a given religion plays a crucial role in her relationship with faith:

A BCe-TaKH 51 4yAa, IO B LICPKBAX

€ MAaAIOBaHHS 1 BEAUYHI CITiBH,

aAe MEHI 3aKa3aHO Ha Te.

S tiabku 6e36opoHHO Gady B BikHa
HAa BYAHIISIX BECh IAOASTHCBKMI KYABT:
BECEAI CaTypHaAilL, TOBaXHI

TeOPii KePLIiB, IOXiA BECTAAOK,

¥ 1 am thankful to one of the anonymous reviewers for prompting me to better assess

Ljubov’s contradictory rejection of ascetism, which she actually refuses to follow, resulting in the
failure of her relationship with Orest, her suicide and his death.
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i aymaro: “Cs Bipa HempaBauBa,

aAe 4OMY B Hill CTIABKH € KPacH,

a Hallla paBAa Tak yboro B6paHa?”
Bia cnx AymMox AOGOB MOsI BMUPaE...

(Ukrajinka 1975-1979, VI: 21)

To Avrelija, there is no distinction between faith, life, beauty, love and truth. While
her father advises her that she, as a Christian, should be able to grasp the ‘higher beauty’
of her faith, Avrelija replies that the only time she has experienced real, living beauty was
when she saw a young girl in a circus standing up for her faith while being persecuted. For
Avrelija, the only way in which faith, and hence life, can be meaningful is by providing
believers with the very concrete experience of beauty. Beauty can also be said to prevail
on truth in the hierarchy of Avrelija’s values. Although she has no doubt that paganism is
untrue, while Christianity is simply ‘our truth; she cannot but admire the pagans’ attention
to the aesthetic side of religion. In her view, truth needs beauty to keep being perceived as
such. Being equivalent to love, truth risks dying if it is not sustained by a powerful commit-
ment to the emotionality provided by the aesthetic experience. Significantly, Avrelija also
lists refined rhetoric as a source of aesthetic pleasure alongside visual performances. To her,
the “serious theories” of pagan priests are as beautiful as the vestals” processions and the
cheerfulness of saturnalia.

Valent, Avrelija’s brother, is also in disagreement with their father regarding the way
in which religion should be lived. Valent’s aestheticization of religion is no less intense than
that of his sister, although his allegiance to Christianity appears more solid than hers. His
view of Christianity as a fully rewarding experience combines the mysticism of spiritual
ecstasy with the physical fervour of the worshippers’ collective body:

VY MeHe AyX 3aiiMaBCsl, 5K 5 CAYXaB
PO BXiA TOCIIOAHIN Y €pycaAI/IM,
KOAH 10p0a HAPOAY HE3YHCACHHA
‘Ocanna cuny 6oxomy!” kpudaaa,
1 BITTS AlC HaA HEXO KOAMXABCS.
Ce x OyB Tpiymd!

(Ukrajinka 1975-1979, VI: 28)

While for Avrelija beauty is the embodiment of faith, Valent sees in glory the highest
realisation of religion’s connubium with art. Without the fulfillment of a totalizing wor-
ship in which body and soul come together, religion loses its appeal, which explains why
he disapproves of his father’s clear-headed, moderate faith. Valent expresses his fascination
for Paul, whose deeds he would be ready to imitate and whose glory he envies. Similarly to
his sister, for Valent religion is powerless without the support of rhetoric: “Yus sxusmit /
a60 xusee croBo — ce Tasan Miit” (Ukrajinka 1975-1979, VI: 31). Valent has attempted to
achieve glory through literature, but in his view the written word does not guarantee the
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degree of satisfaction that he sees as a requisite for achieving true glory. In his conversations
with his father, Valent notes that Martijan’s glory is not enough for him. Stating his willing-
ness to be sincere, Valent maintains that in his work as an advocate, his father is not actu-
ally granted the opportunity to defend the truth. Moreover, Valent laments that Martijan’s
work does not bring him any glory. Only emotional rhetoric and heroic deeds can quench
Valent’s thirst for honour and fulfillment.

The younger generation cannot conceive of a careful approach to both faith and life,
two notions that if lived to the fullest come to be identified as the same thing. Deprived of
vital energy, religion makes no sense to Avrelija and Valent. The two siblings’ idealistic view
of religion-as-life is however unlikely to pass the test of the real world, as Martijan knows.
One of the play’s enigmas is its very title, which draws the reader’s attention to Martijan
and not to his children or the other characters that surround Martijan. At the centre of
both parts of this ‘dramatic poem), Martijan ambiguously stands for a careful, uninspiring
approach to life and spirituality. Lacking sincerity and courage, Martijan cannot be a hero,
although his refusal to live religion as an aesthetic experience may signal a deeper, pristine
connection to faith, thus standing for a different, actually more profound level of authen-
ticity. Moreover, his cautious choices have given him the chance to raise his children as
Christians, thus enabling the true faith to thrive and be passed down to future generations.

Orbija is one of Lesja Ukrajinka’s last works. Antej, its protagonist, is a Greek singer
from Corinth who refuses to accept the unavoidable presence of the Roman power in his
personal life as an artist and in the choices of those who surround him, including his wife
Nerisa and his students and colleagues. The national question plays a not secondary role
in the play, with issues of cultural colonialism and imperial oppression given a prominent
position. Although the juxtaposition of the Greek and the Roman world is likely to be read
as a metaphor for the Ukrainian-Russian context, the colonial question is far from exhaust-
ing Orhija’s thematic repertoire. In her recent “postcolonial reading” of Orhija, Anastassiya
Andrianova highlighted “the tension between the colonial artist’s idealist aesthetics and
her material realities” (Andrianova 2015: 26). Rightly pointing out the complex axiological
configuration of the play, which she cannot find duly analysed in the rather straightfor-
ward readings of Orbija as an anticolonial piece proposed by most of the play’s commenta-
tors, Andrianova defines Orbija as “a national drama that asks us to reconsider whether its
hero’s idealism may not disguise an inflexible and ultimately sterile parochialism” (Andri-
anova 2015: 27). The juxtaposition of authentic inspiration and the constraints of the real
world, in which men and women of art are forced to adapt their inspiration and their skills
to the political context of their time, is indeed a central theme of the piece. The protagonist
Antej’s resistance to compromise with the colonial power actually means the impossibility
for him to have his art admired by a potentially large audience. Andrianova correctly sees
in Antej’s “archaic national aesthetic” (Andrianova 2015: 41) the cause of his failure.

However, in the context of Lesja Ukrajinka’s complex approach to the many challeng-
es of her times, including both the recent developments in the arts that she disliked and
Ukraine’s subjugation to Russian imperial power, Antej’s stubbornness can be read in more
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than one way. His unconditional cult of art as a pure, sacred entity actually resembles the
decadent religion of art. Antej calls the sculptor Fedon’s decision to sell a statue of Terpsi-
chore to the Roman patron a sin, but Fedon’s reply highlights the shortcomings in Antej’s
uncompromising stance, while also developing the reflection on glory central to Advokar
Martz'jan: “He pO3yMilo, 110 TH 3 MEHE xoyer! / Yu maB 6u i 51 Bech BiK, K TH, CUAITH / 6e3
xai6ai6es caaBn?” (Ukrajinka 1975-1979, vI: 187). While Antej’s following reply is centred
around the national question (“Ce noBunen / tepmitu eaain, koan xai6 i caaBy / 3a06yTu
Mosxe Tiabku 3 pumcbkux pyk” [Ukrajinka 1975-1979, VI: 187]), Fedon objects to him that
without his glory a Greek is not a Greek. Later in the play, using wording that could be
read as an allusion to Ivan Franko, Antej’s wife Nerisa similarly accuses him of neglecting
true glory in favour of sterile idealism: “Takomy 5k oT, six TH, xiba AuHTbCS / 31B’s1A€ AUC-
51 Ta BiHui Haarpo6ui” (Ukrajinka 1975-1979, VI: 194). To be sure, Antej also happens to
demonstrate a more refined political conscience than that of the people that surround him.
Replying to his sister Evfrozina’s claim that Hellas’s future is in his hands, Antej objects
that it is not wise to set all hopes on a single person. The final scene, with Antej killing his
wife with his lyre and then committing suicide with one of the lyre’s strings, epitomizes
the catastrophic consequences of Antej’s refusal to come to terms with the world in which
he should be able to live and operate, or, to use a $evéenkian term that appears in the play,
to accept and make the best of his fate (do/ja). While Andrianova and other scholars have
rightly stressed the weight of the feminist discourse of the play, with Nerisa being more
rational than her husband, Antej’s story can also be read as an allegory for the dangerous, or
even fatal consequences of a dogmatic approach to art and the inability to understand and
shape the social environment in which art has to be produced and disseminated. A refusal
to mediate with society, even if this is regulated by a colonial power, means for artists a
betrayal of their responsibility towards themselves and their talent.

In both her creative writings and her critical utterances, Lesja Ukrajinka shows a tra-
ditional, although non-dogmatic view of literature as a platform for authenticity, intuitive-
ly grasped as the truest expression of a human being’s personality and of art’s own commu-
nicative potential. As Peter Lamarque put it discussing the relationship between literature
and truth since Plato and Aristoteles, “the proper focus for the truth debate must rest with
the question of value rather than the question of fact and not so much with the value of
truth, which is not controversial, but the value of literature, which is” (Lamarque 2009:
367). In Lesja Ukrajinka’s thinking, life is worthless without true art and art is helpless
and inauthentic when it is not powered by sincerity and unable to function in the world.
Artists are responsible for both allegiance to their own inspiration and the integration of
their talent in the life of society. The failures and contradictions of many of her characters,
including Blakytna Trojanda’s Ljubov and Orbija’s Antej, may be read as a result of their
inability to reconcile their idealized art concepts with real life, to have art functioning
in the world. The dichotomy of art and life, be it that lived or proclaimed by her charac-
ters or the one she observed among her contemporaries, has no place in Lesja Ukrajinka’s
worldview. It is because of the transformative potential of art that it cannot be reduced to a
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mere aesthetic pleasure, while the failure to embed art in life — both personal and societal,
or even national — equates to its silence, with potentially fatal outcomes for its coryphaei.
Although her refusal of some of the most successful names and works of fin-de-siecle lit-
erature and art is likely to appear naive from the vantage point of today, one may conclude
by saying that Lesja Ukrajinka’s pragmatic approach, not least motivated by her willingness
to support Ukrainian literature in its quick development, leaves little room for ideological
extremism. The very contrast between the maximalist views of some of her characters and
their life choices is fascinatingly contradictory, and their often tragic fates seem to cast a
shadow of healthy relativism on the whole of her metaliterary work. We cannot but greet
this as a sign of Lesja Ukrajinka’s modernity.
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Abstract

Alessandro Achilli
Beauty, Truth, and Sincerity. Lesja Ukrajinka and the Responsibility of Art Between Aestheticism and
the Pursuit of Authenticity

In both her creative writings and her criticism, Lesja Ukrajinka developed a complex reflec-
tion on the nature of art and the artist’s place in society. Prompted by her ambiguous response to
contemporary trends in the arts such as decadence, she saw true art as the product of an authentic
inspiration able to function in its social context. In this article, I attempt to show the complexity
of Lesja Ukrajinka’s concept of art, neither instrumental nor ascetic, on the basis of a number of
extracts from her critical writings, her letters, her poetry, and her works for theatre, with special at-
tention to Blakytna trojanda, Advokat Martijan, and Orbija.
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Anastassiya Andrianova

Mavka as Willow.
An Ecofeminist Analysis of Lesja Ukrajinka’s Forest Song

Scholars have commented on the role of nature and humanity in Lesja Ukrajinka’s
Lisova pisnja (‘Forest Song, 1911) (Horbolis 2011; Odar¢enko 1994; Ohnjeva 2007; Turhan
2000)". The acclaimed fairy-drama has been compared to Shakespeare’s 4 Midsummer
Night's Dream, of which there are many ecocritical readings (Odar¢enko 1994: 133; e.g.,
Watson 2011). Lisova pisnja (henceforth LP) can, indeed, be read as an eco-parable on the
devastating effects of deforestation on wild flora and fauna, as it stages the repercussions
of human encroachment upon the forest environment. Lukas, the male protagonist, makes
sopilky (‘pipes’) out of various trees indigenous to the Volyn’ Polissja where the play is set,
and with the help of his uncle Lev, a friend of the forest, he builds a hut and introduces
agriculture to a wild habitat. Mavka, a forest fairy, intervenes when he tries to cut a birch
to taste its sap, in the star-crossed lovers’ first encounter; she later cuts her own arm rather
than reap the rye as she shares a sororal bond with Rusalka Pol'ova (‘Field Sprite’) who in-
habits it. In an ironic reversal, Mavka’s human rival takes the bloodied scythe, demonstrat-
ing to Luka$ (and his mother) that she is a better match; the two flirt while reaping and
binding sheaves of rye — that is, killing nature for human consumption. Even after Mavka
is spurned by Lukas, who prefers the more practical widow Kylyna, she persists in helping
her beloved. But when Kylyna arranges for the revered ancient oak to be felled, she seals
her family’s fate. In the end, Mavka transforms into a willow tree that is set on fire and so
rejoins nature’s cycle. Odaréenko describes Lp as “somber, deeply tragic” (Odaréenko 1994:
134)* Yet the denouement seems less so in light of the broader benefit that expelling med-
dling humans (Luka$’s mother, Kylyna, and her offspring) brings to the forest ecosystem.
The closing tableau of Luka$ dying, while leaning against the arboreal Mavka, is bitter-
sweet given the continuation of nature despite both human and nonhuman loss.

Horbolis provides a helpful overview of the emerging field of Ukrainian ecocritical
scholarship along with an analysis of LP from an ecocritical perspective, thus confirming

1

Cundy’s translation of LP cited here is easily accessible online through the University of
Toronto’s Electronic Library of Ukrainian Literature (<htep://sites.utoronto.ca/elul/Main-Eng.
heml>); the play is also available to anglophone readers in Tkacz and Phipps’s newer translation
featured in the 2008 bilingual anthology edited by Luchuk (2008).

> Here and afterwards, unless otherwise indicated, the translation is mine (A.A.).
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the relevance of Lesja Ukrajinka’s work to literary ecocriticism; plays like Lp, she argues,
lend themselves to an ecocritical reading because they depict “nature’s self-sufficiency and
human dependence on it” (Horbolis 2011: 6). Unlike Odaréenko, who views the human
and natural worlds as antagonistic in Lesja Ukrajinka’s drama, Horbolis calls attention to
interspecies collaboration (Odaréenko 1994; Horbolis 2011). On the other hand, by focus-
ing on the interrelated depictions of women and nature, an ecofeminist approach reveals
the androcentric projection of patriarchy onto the natural world, absent from Horbolis’
reading which ignores gender and the materiality of the forest.

After introducing key ecocritical and ecofeminist concepts, this paper discusses the
state of ecocriticism in Ukraine. While recognizing many previous contributions to un-
derstanding the role of nature and women in LP, the paper offers a pioneering ecofeminist
analysis that revises traditional readings of nature by combining them with an awareness of
anthropogenic degradation and androcentrism, which is largely responsible for this degra-
dation; it aims to enrich our understanding of the drama by highlighting the deforestation
of the Volyn’ Polissja at the time of Lesja Ukrajinka’s writing and the ecological devastation
facing the region today. The paper confirms Lesja Ukrajinka’s environmentalism and femi-
nism while, at the same time, exposing the ways in which she represents the nonhuman
forest world as mimicking and perniciously reinforcing human gender hierarchies.

1. Key Ecocritical and Ecofeminist Concepts

In Glotfelty’s seminal definition, ecocriticism is “the study of the relationship be-
tween literature and the physical environment” (Glotfelty 1996: xviii). According to Buell,
“an individual text must be thought of as environmentally embedded at every stage from
its germination to its reception”; Buell’s notion of the “environmental unconscious” sug-
gests that a text’s “environmentality” is “always both partial and greater than one notices at
first look” (Buell 2005: 84). Place is a key concept for ecocriticism because it “gestures in at
least three directions at once — toward environmental materiality, toward social perception
or construction, and toward individual affect or bond” (Buell 200s: 62-3). Regardless of
individual differences, “all ecological criticism shares the fundamental premise that human
culture is connected to the physical world, affecting it and affected by it”. As a critical ap-
proach to reading literature, “it has one foot in literature and the other on land; as a theo-
retical discourse, it negotiates between the human and the nonhuman [...] expand[ing] the
notion of ‘the world’ to include the entire ecosphere” (Glotfelty 1996: xix).

Literary studies have been criticized for having a limited humanistic vision and an-
thropocentric bias, which long precluded the discipline from addressing the broader envi-
ronmental crisis; responding to this, Love urged scholars to redirect their attention from
“ego-consciousness” to “cco-consciousness” which embraces the nonhuman (Love 1990:
205-6). For Glotfelty, eco- “implies interdependent communities, integrated systems, and
strong connections among constituent parts” (Glotfelty 1996: xx). As a branch of the en-
vironmental humanities, recent literary ecocriticism has stressed the need to understand
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“the multiple forms of ecodegradation that afflict planet Earth today”; ecocritics claim that
“the outside-the-box thought experiments of literature and other media can offer unique
resources for activating concern and creative thinking about the planet’s environmental fu-
ture” (Buell ez al. 2011: 418). Heise, for example, notes environmental nonfiction’s reliance
on the themes and narrative strategies of speculative fiction, arguing that “the Anthropo-
cene itself can be understood as a science fiction trope” (Heise 2016: 18). Underscoring the
importance of public engagement in conservation, she insists that “biodiversity, endan-
gered species, and extinction are primarily cultural issues, questions of what we value and
what stories we tell” (Heise 2016: 5).

Combining commitment to the environment with an awareness of how patriarchal
forces have in the past and continue to shape both nature and women, ecofeminism is “a
theoretical discourse whose theme is the link between the oppression of women and the
domination of nature” (Glotfelty 1996: xxiv). This includes the material link between the
exploitation of women and natural resources (Buell ez /. 2011: 425). Gaard describes the
ideological underpinnings of ecofeminism as follows: “the ideology which authorizes op-
pressions such as those based on race, class, gender, sexuality, physical abilities, and species
is the same ideology which sanctions the oppression of nature”; accordingly, “no attempt
to liberate women [...] will be successful without an equal attempt to liberate nature”
(Gaard 1993: 1). Building on Chodorow and Gilligan’s work on gender, Gaard argues that
women’s “interconnected self” privileges “an ethic of responsibilities or care”, in contrast
to the male “disconnected sense of self” that lies “most assuredly at the roots of the cur-
rent ecological crisis (not to mention being the root cause of all oppression, which is based
on difference)”. Ecofeminists identify “the self/ other opposition” and the nature/ culture
dualism with hierarchy, exposing how “feminizing nature and naturalizing or animalizing
women has served as justification for the domination of women, animals, and the earth”;
therefore, rather than difference, they emphasize “the fundamental interconnectedness of
all life” (Gaard 1993: 2-3, ).

Whereas ecocriticism targets anthropocentrism, ecofeminism sees anthropocentrism
as a symptom of a more pervasive and destructive androcentrism:

The realization that the exploitation of nature is intimately linked to Western Man’s at-
titude toward women and tribal cultures or, in Ariel Salleh’s words, that there is a parallel
in men’s thinking between their “right” to exploit nature, on the one hand, and the use
they make of women, on the other (Birkeland 1993: 18).

Birkeland calls this “Man’s ecocidal behavior” (Birkeland 1993: 19). Human and non-
human liberations are interconnected and mandate “changing from a morality based on
‘power over’ to one based on reciprocity and responsibility (‘power to’)”, so as to expose
the assumptions that perpetuate patriarchy and challenge the sexist conception of mascu-
linity, which rejects and denigrates the “feminine” (Birkeland 1993: 19). Applying political
and activist perspectives like Gaard’s to texts, literary ecocritics expose phallocentric biases
while recovering marginalized voices. The relationship between aesthetically- and ideolog-
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ically-motivated eco-critique, as between theory and praxis, particularly theory’s capacity
to change material practices, continues to be debated by feminists and ecocritics alike (e.g.,
Estok’s essay in Gaard ez 4l. 2013).

As Gaard notes in Ecofeminism Revisited (2011), since the publication of Ecoferninism
(1993), feminist critics in environmental humanities have variously reframed their scholar-
ship as “global feminist environmental justice”, “material feminisms’, “queer ecology”, or
“feminist environmentalism”, in part to reflect intersectional developments in postcolo-
nial, animal, queer, feminist, and gender studies (Gaard ez 4/. 2013: 2-3). Gaard, Estok, and
Oppermann’s International Perspectives in Feminist Ecocriticism (2013) places feminist eco-
critique into global and posthuman contexts, demonstrating its ongoing relevance in an
age of ecological crisis (Gaard ez al. 2013). Notable, however, is the absence of Eastern and
Central European representation in this volume.

Informed by Gaard and Murphy’s guiding questions for ecofeminist literary criticism
(Gaard, Murphy 1998: 7), the following analysis of Lesja Ukrajinka’s Lp:

a)  makes visible the projection of patriarchal structure onto the natural world under the
guise of “harmony”, by examining how the authority of male figures, such as Lisovyk
(Forest EIf) or “T0i $¢o v skali sydyt” (‘He Who Dwells in Rock’), shapes Mavka’s for-

est culture;

b) explores the connections among humans, nonhuman forest spirits, and animals, with
the differences and loyalties not always aligned along species lines; and

c) offers a more comprehensive reading of gender and nature, by introducing the mate-
rial contexts of deforestation (due to migration and population growth and, more
recently, amber mining) to intervene in the current discourse on climate crisis.

2. Ecocriticism in Contemporary Ukrainian Studies

Ecocritical theory was brought into Ukrainian literary studies only recently. Ukrai-
nian researchers were introduced to ecocriticism, along with several other methodologies,
in a 2008 Ukrainian translation of Barry’s Beginning Theory: An Introduction to Literary
and Cultural Theory (1995) (Horbolis 2011: 5)°. Although the terminological apparatus and
critical debates about culture / nature and human / nonhuman relations are not yet fully
adapted in the Ukrainian context, an ecocritical approach is relevant to Ukrainian litera-
ture (Horbolis 2011: 5-6). The works of several Ukrainian critics (Kostomarov, Cyzevskyj,
Malanjuk, Lypa, Vas¢enko, Janiv, Mir¢uk) demonstrate what Horbolis sees as important
ecocritical elements even though these works do not explicitly mention an “ecological ap-
proach”: in these works, “the geographical factor is represented as one of the coordinators
of lifestyle, thought, worldview, the ecological culture of Ukrainian people, their immer-

> Barry admits in the introduction to his monograph that he does not attempt to be com-
prehensive; the diverse field of ecocriticism is reduced to a single chapter of 20 pages.
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sion in the ancestral tradition, and religious morals, all of which are fundamentally related
to natural biorhythms” (Horbolis 2011: 6; cf. Sukhenko 2015: 36). A nationally-oriented
ecocritical approach must therefore begin with identifying and interpreting ancient beliefs
about preserving nature, including beliefs that harming nature goes against ancestral tradi-
tions, and ethical ideas that emphasize the value of all living beings (Horbolis 2011: 6). Thus,
Horbolis proposes an ecocriticism that valorizes ancient beliefs, is retrospective, rather than
forward-looking and engaged in environmental advocacy, and is primarily textual, rather
than political.

Sukhenko, on the other hand, stresses the role of contemporary Ukrainian literary
studies in directing public attention toward ecological issues at a time when environmental
protection is sorely needed (Sukhenko 2015: 33). Sukhenko traces the origins of Ukrainian
‘ecological aesthetics) a separate branch of eco-centered literary criticism, to the 1970s and
1980s%, a period of environmental crisis in the Soviet Union precipitated by “the dynamic
growth of the country’s industrial zones and the destructive use of natural resources, which
was an extreme threat to human life as well as a way of demolishing cultural memory”
(Sukhenko 2015: 35). Writing four years after Horbolis, she recognizes that “the ecocritical
movement in Ukraine is at its dawning point” (Sukhenko 2015: 36). While ecocritical the-
ory may be a recent addition, Ukraine’s cultural tradition was “deeply attached to the natu-
ral world”; however, the adoption of Christianity, with its anthropocentric attitudes, and
intercultural encounters with Western Europe brought “more detached and destructively
materialist attitudes toward nature” (Sukhenko 2015: 33). Sukhenko attributes “Ukraine’s
bilateral character” to “the conflict between industrialization in Ukraine’s territories and
historically and ethnically rooted nature-oriented spirituality” — in other words, between
antiquity’s pagan nature-worship and modernity’s technologically-oriented demands
(Sukhenko 2015: 34). Contemporary ecological ethics requires reigniting Slavic nature-
centered beliefs, which “emphasized a non-dualistic understanding of the relationships
between humans and the non-human world and stressed the equal value of all living crea-
tures’, which runs contrary to “the sense of humans’ dominant role in human-nature rela-
tions in what has come to be contemporary Ukraine” (Sukhenko 2015: 34-35).

Whereas Sukhenko’s approach recognizes the urgent need for environmental discourse
to intervene in public policy, Horbolis™ falls under what in the West has been called “first-
wave ecocriticism’, meant to reconnect humans with the natural world by reactivating “a pri-
mordial link between human and nonhuman’, as compared to “second-wave ecocritics’, who
advocate for a “social ecocriticism”, a more inclusive field to accommodate both “natural” and
urban environments (Buell 200s: 23). This partly explains Horbolis’ uncritical acceptance of
nature’s “harmony” in LP, which she ties retrospectively to Ukraine’s mythological worldview,
along with her failure to consider the text’s gendered and material aspects, including its envi-
ronmental embeddedness in a history of deforestation and eco-degradation.

+ In fact, ecological discussions may be traced to the late 1960s and Oles’ Honcar’s novel
Sobor (The Cathedral, 1968): see Pavlyshyn 1988.
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3. Ecofeminism in Lisova pisnja

The longing for an imagined past of indigenous ecological interconnectivity, men-
tioned by Sukhenko and Horbolis, can inform an eco-reading of Lp. The play, as Lesja
Ukrajinka wrote in an often-quoted letter to her mother in early 1912, was inspired by her
childhood memories of Mavka, one of many mythic creatures native to Polissja (Ohnjeva
2007: 109). Lesja Ukrajinka “was simply reminded of our forests and longed for them”
(Odar¢enko 1994: 133). Polissja, Ukraine’s ‘forest belt, was experiencing deforestation at
the turn of the 20™ century. The trees most prominent in the drama, willows and birches,
are typical of Polissja’s lowland swamps (Stech ez al. 2001). Humans and nonhumans join
in the preservation of the ancient oak, the second most common tree in the region, which
is later felled by Kylyna, Mavka’s foil. The oak is chosen for good reason: sacred to the Slavs,
it traditionally symbolizes light, life, and eternal being; oak leaves are often incorporated
into folk textile ornamentation to signify good health and long life, serving as an obereh
(amulet) to protect its bearer from misfortune.

Already in the Prologue, Lesja Ukrajinka draws attention to the “dense and hoary
primeval forest in Volhynia’, the heart of which is “dotted with willows and one very old
oak”, a place “wild and mysterious but not gloomy, filled with the tender, pensive beauty
of Polissye, the wooded part of the province of Volhynia” (Fs: 169-170)%. An ecocritical
look at Polissja’s history helps explain the urgency with which Mavka intervenes in Lukas’s
attempt to cut the birch. From 1856 to 1914, the population of Polissja increased by 180
percent due to natural growth and the migration of various native and foreign people, who
purchased partitioned estates; nearly one-third of the forest was cleared for farming (Stech
et al. 2001). “As a result of deforestation, mostly in the second half of the 19® century, and
the growth of swamps, forests now occupy scarcely one-third of the land area” (Stech ez 4.
2001). Currently, the region is facing an environmental crisis precipitated by amber min-
ing, its illegal extraction estimated at 300 tons annually (112 Agency 2018).

Turhan notes that the forest in Lesja Ukrajinka’s drama “must be conserved, not
conquered” (Turhan 2000, cited in Horbolis 2011: 7). Horbolis provides a more detailed
discussion, homing in on “the problem of organic connectivity between humanity and
nature” and “the question of nature conservation” (Horbolis 2011: 7). LP, she says, depicts
two worlds: “the world of people, burdened by mundane problems and the world of na-
ture, which is free and harmoniously ordered” (Horbolis 2011: 7), as indicated by their
representative perspectives:

LUKAS

I never knew that trees could talk like that.
I thought they were but speechless growing things.

5 “CrapesHuii, ryctui, npeakosiunuil aic Ha Boanui. ITocepea aicy nmpocropa raasisa 3
nAaky4oio 6epesoro i 3 BeankuM npectapum Ay6om. [...] MicTuHa Best AuKa, TaeMHHYa, asc He O-
Hypa,—TI0BHA HIXKHOI, 3aAYMAHUBOI 10AiCbKOI Kpacu” (LP: 439).
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MAVKA

In all the forest there is nothing mute (Fs: 185)°.

The latter is “a world of harmony, where the cult of freedom prevails” (Horbolis 2011: 7).

The two worlds, Horbolis suggests, need not be in conflict as they have much in com-
mon: “they can live in harmony, complement each other, in accordance with accepted
moral and ethical standards, adhering to ancient traditions” (Horbolis 2011: 8). Thus Hor-
bolis idealizes what is, actually, a more complex and, in many ways, 7oz beautiful (super)
natural world, where imps like the malicious Kuc), Rusalka (water nymph), and Lost Babes
(potertata) must be checked by Lisovyk lest they harm all the humans they encounter.
While this enchanted forest may not be “red in tooth and claw’, it is hardly innocent: at
Rusalka’s prodding, the Lost Babes try to drown Lukas$ in the mire, Vodjanyk (Water Gob-
lin) nearly overturns Lev’s boat (as nature revolts even against those who respect it), and
Perelesnyk (“Will-o™-the-Wisp”, ignis fatuus) sets Kylyna’s hut on fire, not to mention Liso-
vyk’s dreadful transformation of Luka$ into a werewolf. In the Prologue, which Horbolis
gives as an early example of how “forest dwellers preserve the wealth of their cathedral,
constantly tending to its beauty” (Horbolis 2011: 7), “70j, s¢o hrebli rve” (‘He Who Rends
the Dikes’) boasts about destroying human attempts at controlling “wild waters”: “All the
villages are quaking // As the dikes and dams I'm breaking” (Fs: 170)7. This boyish spirit
also “rends” the lake ecosystem, scaring indigenous wildlife, thrashing weeds and reeds,
startling birds, and disrupting the willows’ root systems (Fs: 174,).

Besides being inhabited by supernatural figures, the forest is also personified: for ex-
ample, “the rustling of leaves [...], a sound as though someone were sighing in his sleep”
(Fs: 211)*. From an ecofeminist perspective, such anthropomorphism reveals, on the one
hand, the veneration of nature and, on the other, an anthropocentric projection of human
traits onto a nonhuman environment (some characters, however, like “70j, s¢o hrebli rve’,
are more elemental than others). Such projection includes the replication of the patriarchal
authority of older male figures: Lev, Lisovyk, and Vodjanyk. Rusalka calls the latter her
“father” or “parent” (bat’ko) and Lisovyk, her grandfather (didus’); Lisovyk, in turn, calls
Mavka “daughter” (docka) (LP: 451, 449, 451). In his domineering attitude toward Rusalka
in the Prologue, Vodjanyk anticipates that of Lisovyk toward Mavka; beckoning her to stay
away from “70j, s¢o hrebli rve”, Vodjanyk couches his paternalism in caring terms: “I do this
for your sake // That vagabond would simply ruin you” (Fs: 177°. In fact, Mavka is weary
of being controlled by her “grandfather dear” as much as Rusalka is by Vodjanyk; Lisovyk’s
response is a stern warning:

¢ “Aykam. A s it He 3HaB, IO B HUX TaKa PO3MOBa, // A AyMaB ACpeBO HiMe, Ta it roai. //

Masxka. Himoro B aici B Hac Hema Hivoro” (LP: 455).
7 “[...] Bci rpeGeabku spuBaio, // Bei ratky, Bei sanpyan” (LP: 439).
8 “[...] TIABKH 9acOM AETKHIL IIEAECT YyEThCS B TaI0, MOB 3iTXaHH:A y cHi” (LP: 485).

% “UYypna Ty, pouxo! S x npo tebe abato. // Tax Bin Tebe 3ananactus 6u Tiabku” (LP: 447).
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[...] while I
Respect your freedom. Go! sport with the wind,
Play all you like with wild Will-0™-the-Wisp;
Allure all spirits to yourself, be they
Of water, forest, mountain, field, or air;
But keep afar from human pathways, child;
You'll find no freedom there, but woes instead,
To clog your steps and weigh you down. [...] (Fs: 183)™.

Lisovyk claims he is “used to respecting freedom” as he directs Mavka to “play” and
“amuse herself” with supernatural males, but to shun human ones (LP: 453). When Mavka
no longer wishes to cavort with humans, belatedly heeding his advice, it is he who helps her
shed sorely acquired human garb for the festive robes of a Forest Queen, suggesting that
women’s empowerment requires the help of older males and hinges upon obeying their
directives. An ecofeminist reading thus exposes a tension that a purely ecocritical one like
Horbolis” might otherwise miss. Gruen reminds us that “[t]here is no natural hierarchy;
human hierarchy is projected on to nature and then used to justify social domination”
(Gruen 1993: 80). This is less a challenge to Lesja Ukrajinka’s feminism than a confirmation
of patriarchy’s pervasive reach.

Further, Uncle Lev’s familial relationship is marked by his very name (djad’%o). In
the gendering of authority, it is noteworthy that of the three, Lev is avuncular rather than
paternal: the celibate uncle who queers the superimposition of a heteronormative family
structure upon the world of nature. It is his position, adjacent to Luka$ and his mother,
but not part of their nuclear family, that makes Lev a unique figure in human / nonhu-
man relations, allowing him to develop loyalties to both while maintaining perspective.
Lev cautiously encourages Luka$’s relationship with Mavka, for example, but defends her
adamantly to Luka§’s mother; he helps the family build a hut, but fights to keep the old
oak from being felled. In a ‘first-wave’ ecocritical fashion that does not acknowledge the
character’s social embeddedness, Horbolis describes Lev’s conservation approach as hark-
ing back to a time “when people still saw themselves as part of the world’s organic whole
and the preservation of the environment was a vital necessity” (Horbolis 2011: 9). Lev’s
attitude of “ecological competency” stems from “the primal unity with nature” which has
been “[p]reserved in [his] subconscious” and “deepens the spiritual connection between
the character and the oak. Uncle Lev is part of nature; he loves it” (Horbolis 2011: 9). Hor-
bolis compares the depiction of nature in the drama to a “big family, where established laws
and norms rule and control relationships” (Horbolis 2011: 8). Indeed, the willow is Mavka’s
mother, the meadow — her father, the birch — her sister. Yet as a projection of a narrow

© “Hi, autunxo, // 51 He Aepxy Tebe. To Boasiaux // B AparoBuHi nynkiit npusux oa Bixa //

yce skuBe 3acMOKTyBaTH. 51 // 3BUK BoAo mmaHyBatu. I paiics 3 Bitpom, // skapryit is ITepeaecuuxonm,
SIK X04elL, // BCIO CHAY AlCOBY 1 BoasiHy, // TipcbKy i1 moBiTpsiny npuBab Ao cebe, // ase MUHaI AIOA-
CBbKi CTEXKH, AUTHHO, // 60 Tam He XOAUTS BoAs [...]” (LP: 453).
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bourgeois notion of family, the complex world of LP’s supernatural forest turns out to be an
anthropo- and androcentric fantasy related to Polissja’s material existence in name only, the
play’s anthropomorphic characterization in tension with the Prologue’s environmentally
grounded description.

Other male characters exemplify predatorial masculinist traits in their pursuit of fe-
male forest spirits, even at the detriment of others and their surroundings. “7oj, s¢o hrebli
rve” is willing to disrupt the ecosystem, churning out all the water, just to find Rusalka,
“tu vrodu” (‘that beauty’), compelling poteréata to plead with him to control his savage
behavior; this toxicity is, however, partly dispelled by Rusalka’s playful coquettishness (Lp:
440, 442). Perelesnyk, a handsome youth in crimson clothing with flowing hair and glow-
ing eyes, enters the scene, as per the stage directions, wanting to embrace Mavka, efforts
which she both physically and verbally defies; she rejects his insinuations about her seek-
ing him out in the oak grove (LP: 463-65). While in the carlier scenes Perelesnyk acts as
an archetypal seducer, it is also he who saves her from being axed by Kylyna, once she has
transformed into a willow, by embracing and thus setting the tree on fire; this fire rapidly
spreads to and engulfs Luka¥’s hut (Lp: 533).

A very different masculine force, “70j 5¢o v skali sydyt” (“He Who Dwells in Rock”)
is described as emerging “from under the earth [...] a dark, bulky, awe-inspiring shape” (gs:
236). He orders Perelesnyk to surrender Mavka: “Render to me what is mine” (Fs: 236)".
Although Perelesnyk at first arrogantly questions his authority, once Mary$¢e (the Phan-
tom) makes himself known, the fiery spirit vanishes in fear. Further, that “70j $¢o v skali sy-
dyt” possesses tremendous power is implied in Lisovyk’s disbelief that Mavka is allowed
to leave his dark abode at the start of Act 111; Mavka insists that she escaped because she
had to undo the consequences of Lisovyk’s criminal vengeance against Lukas, suggest-
ing that love and forgiveness can defy death (LP: 515-16). Lesja Ukrajinka presents here a
mysterious infernal power on a par with Hades, but also less anthropomorphized: he has
a speaking voice, a black tunic, with which he covers Mavka, and arms, into which she
falls with a scream, but no other features (LP: s14). Only a handful of heroes are allowed
to come back from the Greek Underworld, making Mavka’s return exceptional and per-
haps akin to that of Persephone, who is similarly identified with nature. Still, although
Marys¢e is neuter, the masculine “70;” suggests a possessive powerful male figure, who
both verbally demands Mavka’s body and physically carries her, a victim, in his arms into
the earth™. When she reemerges, Mavka is fundamentally changed: Lisovyk and Kuc’ ask
to confirm her identity, and she herself admits to being overwhelmed by ‘a winter sleep’
(“Zymovyj son”) (LP: 515, 518, 523).

11

“[...] 3 -mip semai 3'sBAsIETBCS TeMHe, mMpOKe, cTpamHe Mapume”; “Biasait meni moe.
[yctuii” (Lp: 518).
12

For a feminist analysis of patriarchal co-option by another ‘stone’ figure in Ukrajinka’s
Kaminnyj hospodar, see Aheieva 1999.
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Yet, not all the agents of patriarchy are male. When Luka§’s mother orders Mavka to
make herself useful by cutting the rye, threatening to replace her with “a daughter-in-law
[who can] help’, she effectively pits Mavka against her biological kin, her ‘sister’ Rusalka
Pol'ova. Mavka responds to the latter’s appeal to blood (both the literal shedding of blood
by cutting and their symbolic bond as forest folk) by admitting that she is “no longer free”
to oblige: “I'd gladly do as you have prayed, // But I'm no longer free, this duty I daren’t
shirk” (¥s: 221)". By this time Mavka has already changed her dress upon the mother’s re-
quest, who found Mavka’s indigenous look, “richly decked with flowers and her hair hang-
ing loose”, “rubbish” and “[n]ot practical at all for working in” (Fs: 213)™. Mavka agrees
to change into her dead daughter’s clothes, a symbolic death to her own identity as a free
spirit. When she first enters the scene, Mavka is wearing “a bright green garment”, and her
hair is described as “black” with “a greenish sheen”, “hanging loose”; she gives up this lush
vernal attire and flowing hair (a mark of freedom) by donning a poorly fitting, mended
shirt with a faded apron, more suitable for a beggar than a bride, and arranges her hair in
ethnic style: “a blouse of coarse material, poorly made and patched in places, a scanty skirt
and a faded apron”, with her hair “now smoothly combed and made into two plaits which
are wound around her head” (Fs: 181, 215)". Along with the political resonance of giving up
liberties to assimilate, these seemingly innocent acts (social decorum, agriculture) amount
to the woman’s subjectification and the instrumentalization of nature for resources. Even
before being prodded, Mavka contributed to the household by bringing wood to build
the hut and helping milk the cows, sow the fields, and plant the flowers. Kylyna, Mavka’s
foil, combines both vectors of oppression: she arrives fully dressed in traditional Ukrainian
garb suited for a married woman or molodycja, with head covered (“wearing a red ker-
chief with fringes, a dark red skirt with narrow and regular pleating, and a similarly pleated
apron [...] Her bodice is tightly laced around her plump torso”), and proceeds to reap the
rye “furiously” moments after Mavka’s refusal (Fs: 222-23)*. The pleats on her clothing,
described as ‘even’ or ‘straight’ (“7ivn0”), and the bodice’s ‘tight’ (“zisno”) fit suggest con-
straint — which, in Kylynas case, appears self-imposed; she fashions herself in a way that
adheres to androcentric, heterosexist standards that appeal to Luka$ (and his mother), at

B “Papa 6 st BOAIO BBOAUTH, // TiABKH X caMa s He Maro Bxke Boai” (LP: 496).

'+ “MaBKa BUXOAHTS 3 AiCy IIMIIHO 3aKBiT9aHa, 3 POSIYIIEHUMH KOcaMH. [...] I mo ce 3a ma-
HarTst Ha T06i? // Bono x i HeBuriaHe npu poboti. // S mato Aemo tam 3 Aouxn-HebixKH, // mian
B6epucs” (LP: 481).

5 “[...] MaBka, B ICHO3CACHIH OACKI 3 POSIYIICHUMH YOPHUMH, 3 3CACHHM IIOAMCKOM, KO-
camu’; “[...] Ha il cOpOUKa 3 ACCATKH, CKYIIO IOIIMTA | AaTaHa Ha IIACYAX, By3bKa CIIAHMYHMHA 3 Ha-
GMBaHKHM i TOAUHSAUN $apTyX 3 AUMKH, BOAOCCS TAAAKO 3a4€CAHE Y ABI KOCH 1 3aA0XKCHE HABKOAO
rosoBu” (LP: 451, 489).

¢ “[...] B uepBoHiit xycTii 3 TOpouKamu, B 6ypAuKOBiii criiaHuI, APIGHO Ta piBHO 3adas-
AOBaHii1; Tak camo 3adasAoBaHUil i seacHUH GapTyx [...] MinHa Kpafika TicHO mepetsrae cran”
(Lp: 497).
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least prior to his exposure to and internalization of a radically different worldview through
the eyes and body of a werewolf.

In their discussions of LP, both Odar¢enko and Horbolis delineate the differences be-
tween the human and forest worlds; Horbolis aptly observes that the two worlds are inter-
connected, rather than painting them as antagonistic, though the examples she gives have
more to do with appearances than shared labor or care (Odar¢enko 1994; Horbolis 2011)7.
One limitation of Horbolis’ reading lies in its uncritical acceptance of social hierarchy su-
perimposed on nature: she notes the importance of order established through laws and
norms which “must be obeyed and observed for the natural world to operate, with each
inhabitant fulfilling their function in ordering and preserving the environment”; humans
are “guests” who disrupt this order (Horbolis 2011: 8-9). By building dams, they interfere
with the free flow of water; by cutting down trees, they disturb the rich fauna that lives
within. But the forest inhabitants are, at times, equally disruptive and destructive; many of
them exhibit aggressive masculinist behaviors or participate in and perpetuate patriarchal
authority that seems contrary to a freedom-loving wilderness.

The complexity of the forest world is matched by that of the human. Lev is not the
only liminal character with ties to both; by the end Lukas gets close to what ecofeminists
call an “interconnected self”, becoming a protean figure, having had human and animal
embodiment and experience, and presumably better able to appreciate what Gaard de-
scribes as “the fundamental interconnectedness of all life” (Gaard 1993: 2-3). Absent from
Horbolis” discussion, Luka§’s temporary transformation into a werewolf following his be-
trayal of Mavka is treated by Odarcenko as purely symbolic, related to the dramatic tension
(Luka$’s choice) between high ideals (Mavka) and the baseness of materialistic life (Luka$’s
mother, Kylyna) (Odaréenko 1994: 134). Odaréenko sees the hero’s loss of human identity
to become ‘a werewolf, a madman’ (“vovkulakoju, bozevilnym”) as a failure, reading the
betrayal as his abandoning “the highest sphere of human activity for the sake of primitive
mundanity” (Odaréenko 1994: 134). There is some evidence of this in the text: Lisovyk dis-
missively refers to the morphed Luka$ as “nothing but a savage wolf” (“vovkulaka dyky;”);
when Kylyna castigates her husband for leaving them to “grub here in the forest like the
wolves” (“jak vovkylaky”), she draws a comparison that Luka$ would rather stifle (¥s: 239,
248-9; LP: 516, 527). The implication is that Lukas experiences something dreadful, but not
meaningless. More than other tropes, figures of animals are associated in the “environmen-
tal imagination [...] with underlying tensions and stark contradictions: Animals are evo-
lutionarily connected more closely to humans than other parts of nature, but they are also
often represented as being separated from humans by a fundamental boundary” (Buell ez

7 Horbolis cites Mavka’s observation that humans mate for life, like doves; Luka$’s decorat-
ing Mavka’s hair with fireflies; and his mother’s praising Mavka for planting beautiful flowers (Hor-
bolis 2011: 8). Examples that foreground the forest’s materiality include: Lisovyk allowing Lukas to
make his pipe out of dead trees and recognizing Lev’s efforts to conserve the mighty oak. Even when
he is indifferent to Mavka, Lukas agrees to use ‘dead wood.
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al. 2011: 430). An animal studies cum ecocritical reading suggests that by surrendering his
humanity and channeling the beast® — who is part of the (super)natural forest the play cel-
ebrates — Lukas is able to meaningfully reevaluate his relationship to Mavka and to nature.
As he falls humbly at her feet when turned back to human form, Mavka says Lukas “[s]ank
down before me, like a maple [twisted] [translation amended]” — an arboreal simile that
entangles the human with the nonhuman (Fs: 240)".

Similarly, critics who treat Mavka as a symbol oz/y run the risk of negating her cor-
poreality and the materiality of the trees with which she is identified. Ohnjeva notes that
Mavka assumes the traits of “the Great mother-goddess” and “the Cosmos”; the birch with
which she is united, in turn, represents the tree of life, knowledge, and the world (Ohnjeva
2007: 115, 127, 122-23). By reorienting the reading toward transhistorical mythopoeia, such
symbolic violence erases both Mavka’s physical womanhood and the reality of Polissja’s
deforestation — which the current rereading has attempted to recover.

4. Conclusion

This paper is part of a broader effort to introduce feminist ecocriticism to the discus-
sion of Ukrainian symbolist and modernist literature. By offering an ecofeminist analysis
of LP, the specific goal is to revise traditional readings which, while focusing on femininity
and nature, typically allegorize both and largely ignore the embodiedness of women and
the materiality of the environments they inhabit. An ecofeminist analysis that addresses
the construction of gender in conjunction with anthropogenic degradation offers, there-
fore, a new approach to Lesja Ukrajinka’s well-documented feminism, demonstrating that
even the poet’s (post)romantic vision of the forest, with its vibrant supernatural culture,
is not immune to the noxious reach of human gender hierarchies. Furthermore, such an
analysis reveals the significant ways in which LP intervenes not only in the environmen-
tal concerns of its own day, but also in the climate crisis of the late 1960s-1980s, which
inspired early ecological writing in Ukraine and is also reflected in the drama’s many film
adaptations, including Viktor Iv¢enko’s Lisova pisnja (1961), Jurij lljenko’s Lesnaja pesnja.
Mavka (1980), and A. Gracéva’s animated Lesnaja pesn’ (1976). In fact, Lesja Ukrajinka’s
environmental message is all the more urgent given the devastation in Polissja today, the
region ravaged by illegal amber mining.

We can admit that LP is anthropocentric at the same time as we celebrate its eco-
consciousness; these are not mutually exclusive. As Boddice reminds us, humanist projects
originate with humans but can avoid being biased against other species: “This is not an-
thropocentrism as chauvinism, or prejudice (i.c. not anthropocentrisz), but anthropocen-

" Luka$’s name puns on fykos, the ancient Greek for ‘wolf’, something Ukrajinka would have

known as she read ancient Greek and loved Greek mythology (e.g., the Odyssey’s Autolycus).
¥ “[...] ymaB MeHi A0 HIT, MOB sicens BraTHiL..” (LP: 517). Cundy’s ‘felled’ suggests human
ruination rather than natural deformation.
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trism as a non-optional starting point” (Boddice 2011: 12-13). Lesja Ukrajinka’s fairy-drama
opposes an “anthropocentrist” worldview despite this “starting point”. The early scene of
thwarted tree-cutting to make a sopilka is bookended by Mavka’s recognition of human /
nonhuman symbiosis: Lukas “gave to [her] a soul, as the sharp knife // Gives to the willow
twig a tender voice” (FS: 259)*°. The ‘happy smile’ (“s¢aslyvyj usmich”) on Luka’ frozen lips
in the final tableau, following the humans’ expulsion and the destruction of the home he
constructed from felled trees, implies reconciliation and humility before nature (LP: 539).

Still, it is worth underscoring how LP reinforces the historical connection between
women, nature, and ethnos, rather than accepting it as an unmitigated celebration of all
three. Already noted is the use of ethnic Ukrainian costume to designate constraint, which
runs contrary to traditional readings of Lesja Ukrajinka’s nationalism — the implication
being, perhaps, that cultural heritage must be embraced, not forced (in Mavka’s case), and
worn for one’s proud self rather than to secure a husband (as does Kylyna). The rhetorical
comparisons of women to animals are similarly fraught. Mavka is, for example, compared
to a squirrel when she rushes to save Luka$ from drowning; when trying to dissuade him
from trusting her rival, she compares Kylyna to a ‘sly” otter (“/ukava, jak vydra”) and a
‘predatory’ lynx (“chyza, nace rys”), thus judging the human by denigrating the nonhu-
man (LP: 481, 502). The essentializing of animals, however time-honored, works against
the broader theme of nonhuman empowerment, as, in the words of Gaard, “naturalizing or
animalizing women has served as justification for the domination of women, animals, and
the earth” (Gaard 1993: 5). Indeed, a further avenue for research might include the depic-
tion of animals®, which is “[o]ften intertwined with critical discussions of place” (Buell ez
al. 2011: 430), and the peculiar absence of animal characters, with animality relegated to
rhetorical use. What might such a depiction mean for the displaced wildlife of Polissja,
both at the time of Lesja Ukrajinka’s writing and now?

Abbreviations

FS: L. Ukrainka, Forest Song, in: Ead., Spirit of Flame: A Collection of the
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As with ecocriticism, little work has been done in animal studies by Ukrainianists in the
West or in Ukraine. For a recent collection, see Plach 2018.
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Abstract

Anastassiya Andrianova
Mavka as Willow. An Ecofeminist Analysis of Lesja Ukrajinka’s Forest Song

Lesja Ukrajinka’s Lisova pisnja (1911) can be read as an eco-parable about Mavka, the forest
nymph who transforms into a willow tree in danger of being felled. This paper provides a pioneer-
ing ecofeminist analysis of Lisova pisnja; it revises traditional approaches to the depiction of nature
in the drama by combining them with an awareness of anthropogenic environmental degradation
(the deforestation of the Volyn’ Polissja where it is set) and androcentrism, which is largely respon-
sible for this degradation. After a brief review of key concepts in ecocriticism and ecofeminism,
along with an overview of the state of eco-scholarship in Ukrainian studies and the scholarship on
Lesja Ukrajinka within Ukrainian literary criticism, the paper analyzes the interrelated depiction
of gender and nature, revealing Ukrajinka’s environmentalism and feminism and, at the same time,
the ways in which she represents the world of the forest as mimicking and perniciously reinforcing
human gender hierarchies.

Keywords

Deforestation; Ecocriticism; Ecofeminism; Lesja Ukrajinka.



© 2021 Author(s). Open Access. This article is “Studi Slavistici”, Xvill, 2021, 2: 241-249

distributed under the terms of the cC BY 4.0 DOI: 10.36253/Studi_Slavis-12458
Submitted on 2021, December 20 1SSN 1824-7601 (online)
Accepted on 2022, February g* Articles (Thematic Block)

Tamara Hundorova

Nuove prospettive e ombre antiche.

Rileggere Lesja Ukrajinka

Il centocinquantesimo anniversario della nascita della grande scrittrice ucraina Larysa
Kosag, nota con lo pseudonimo di Lesja Ukrajinka (1871-1913), ha focalizzato I’attenzione
degli studiosi sulla sua personalita, incoraggiando I’applicazione di nuove metodologie e
indirizzi di ricerca. Molti sono stati, in Ucraina ¢ all’estero, i convegni e le nuove pubblica-
zioni dedicati alla sua vita e ai vari aspetti della sua scrittura. Gli articoli che vengono pre-
sentati in questo fascicolo della rivista “Studi slavistici’, organo dell’Associazione Italiana
degli Slavisti, offrono un importante contributo agli studi sulla scrittrice di cui si celebra il
giubileo. Opera di ben noti specialisti provenienti da varie parti del mondo — Alessandro
Achilli dall’Italia, Anastasiya Andrianova dagli Stati Uniti, Marko Pavlyshyn dall’Austra-
lia, Svitlana Kocerha e Oleksandra Vysy¢ dall’ Ucraina — questi articoli segnano una nuova
tappa nell’interpretazione dell’opera di Lesja Ukrajinka: applicando metodologie ¢ crite-
ri di analisi innovativi, non ancora sufficientemente consolidati nella critica dedicata alla
scrittrice, quali la critica postcoloniale, gli studi intermediali e ecocritica, questi contribu-
ti introducono nuovi elementi di discussione ¢ propongono letture alternative di singole
opere della scrittrice ucraina. Essi hanno altresi il merito di inserire il retaggio artistico di
Lesja Ukrajinka nel contesto metodologico degli studi letterari internazionali.

Nella tradizione critica ucraina 'opera di Lesja Ukrajinka ha dato origine a varie scuo-
le teoriche in vari periodi: di particolare rilievo sono state la corrente critica accademica
‘neoclassica’ degli anni Venti del xx secolo (rappresentata fra gli altri da Viktor Petrov,
Borys Jakubs'kyj e Oleksandr Bilec’kyj) e, pitt recentemente, a partire dagli anni Novanta
del secolo scorso, la tendenza femminista (rappresentata da Solomija Pavlycko, Vira Ahe-
jeva e Nila Zborovs’ka). In questa sede mi soffermerd su tre questioni metodologiche e
interpretative che ritengo essenziali.

1. Post-orientalismo o orientalismo? Lesja ["ucraina’ o Lesja la straniera’?

Gli articoli di S. Koc¢erha e di M. Pavlyshyn sono dedicati al tema dell’orientalismo
nell’opera della scrittrice. Questa tipologia di ricerca, ancora poco sviluppata negli studi su
Lesja Ukrajinka, si sta appena affermando (Ohnjeva 2008). L'orientalismo ¢ invece molto
presente nell’opera di Lesja Ukrajinka e offre un campo di studi estremamente interessante
sia a livello di tematiche e di personaggi, sia a livello biografico, avendo la scrittrice, affetta
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da tubercolosi fin dalla prima giovinezza, trascorso molti anni in oriente, in particolare in
Egitto ¢ nel Caucaso.

E interessante rilevare che i due studiosi concordano sul fatto che Lesja Ukrajinka non
abbia affrontato solo questioni di orientalizzazione letteraria o di esotizzazione dell’Orien-
te, né abbia solo messo 'accento sulle difficolta di reciproca comprensione fra Oriente e
Occidente, ma abbia anche adottato strategie inverse, analizzando temi e personaggi tipici
delle varie posizioni di dominio e di sottomissione che stanno alla base di una situazione
coloniale. Questa ‘inversione} il modo in cui si attua nelle opere di Lesja Ukrajinka e il sen-
so che vi acquisisce, viene pero diversamente interpretata dai due studiosi.

Nel suo articolo Post-orientalist Discourse in Lesja Ukrajinka’s Writing, S. Kocerha
si serve delle moderne letture di stampo post-orientalista (rappresentate soprattutto dai
lavori di Hamid Dabashi) per interpretare la personalitd della scrittrice come ‘intellettua-
le esule’ postcoloniale (‘orientale’): una personalita che si trova all’incrocio di varie aree
culturali, acquisisce significati molteplici, vede svanire la sua essenza di ‘sottomesso’ per
trasformarsi in un soggetto autonomo che creai suoi propri signiﬁcati.

Prendendo ’avvio dalle teorie formulate da Edward Said nel ben noto libro Oriental-
ism (1978), Kocerha fa propria I’idea di alcuni studiosi che rilevano un certo utopismo nei
punti di vista del critico americano-palestinese: egli non sarebbe riuscito a instaurare un
dialogo paritario fra Occidente e Oriente, o ne avrebbe instaurato solo un’imitazione. Il
‘conflitto imagologico’ che deriva dalla sua impostazione critica risulterebbe semplificato e
verrebbe sminuito il valore della concezione stessa dell’orientalismo del critico. Per I’analisi
dell’opera di Lesja Ukrajinka Koéerha propone pertanto di andare oltre ’anti-orientalismo
e il post-colonialismo, cercando un nuovo approccio post-orientalista.

Questa proposta ¢ stata formulata nei paesi del cosiddetto Oriente e sembra rappre-
sentare una risposta alle nuove forme di orientalizzazione che, nel mondo multiculturale e
globalizzato, inducono l'intelligencja di oggi a riconoscersi nell’intersezione tra vari popoli
e culture piuttosto che a identificarsi con uno degli emisferi teorizzati da Said, ossia I’O-
riente e I’Occidente.

La proposta di Kocerha acquisisce valore soprattutto in virtt del fatto che Lesja
Ukrajinka ha passato la maggior parte della sua vita al di fuori dai confini del proprio pa-
ese. Sorgono tuttavia vari interrogativi: Si puo veramente dire che la scrittrice sia del tutto
estranea alla situazione di soggezione coloniale ‘orientale’ di cui parla H. Dabashi? E si puo
dire che si senta del tutto ‘a casa propria’ [a dove in realta non ¢ ‘in casa propria’? Con chi
si identifica la scrittrice? E realmente lontana dall “orientalismo’ e dai modelli che ‘oggetti-
ficano’ ed ‘esotizzano’ il mondo orientale? Sono questi alcuni interrogativi che non hanno
ricevuto risposte esaurienti e attendono di essere approfonditi.

Concordo con Kocerha che il post-orientalismo rappresenti un nuovo modo di ri-
flettere sulle forme di vita di una cultura diversa. Tuttavia, la formulazione che Kocerha
propone nell’articolo qui pubblicato si limita ad affermare che le opere di Lesja Ukrajinka
decostruiscono semplicemente l'orientalismo. Pur mettendo in rilievo il genuino interes-
se della scrittrice per 'oriente, Kocerha la inserisce in modo un po’ categorico tra le figu-
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re dell“intellettuale in esilio” che, per dirla con Dabashi, ¢ 'unico capace di comprendere
“la specificita dell’incontro fra Ovest ed Est, Iintersezione di idee che risulta da un’espe-
rienza socio-culturale completamente diversa”. A me pare abbastanza arduo definire Lesja
Ukrajinka fout court una ‘intellettuale in esilio, oppure anche identificarla semplicemente
con |'Oriente: in Egitto Lesja Ukrajinka era piuttosto una turista, cosi anche in Crimea,
mentre del suo soggiorno nel Caucaso ha lasciato sorprendenti testimonianze di compren-
sione della cultura dei popoli che i abitavano. D’altra parte, nelle opere e nelle lettere,
come giustamente osserva M. Pavlyshyn, si trovano interessanti testimonianze sul processo
di esotizzazione dell’Oriente e sull’elaborazione di tradizionali cliché orientali che Lesja
Ukrajinka non manco di attuare.

Se 'approccio metodologico non manca di suscitare interrogativi, va perd riconosciu-
to che I'analisi concreta che Koéerha ci offre delle singole opere (Rufin e Priscilla, Ra Me-
neis) effettivamente conferma I’affermazione secondo cui le strategie imagologiche di Lesja
Ukrajinka si collocano in primo luogo nella tendenza a invertire le narrazioni eurocentriche,
in secondo luogo nel desiderio di dimostrare solidarieta con i popoli orientali soggiogati.

Nellarticolo “Foreign Woman, Do Not Look!”. Spring in Egypt and Lesja Ukrajinka’s
Confrontation with Orientalism anche M. Pavlyshyn affronta il tema dell'orientalismo. In
un certo senso questi due articoli si integrano a vicenda e mettono in rilievo ciascuno gli
aspetti problematici dell’altro. Mentre Kocerha, per definire la persona e 'opera di Lesja
Ukrajinka, introduce la categoria del post-orientalismo e sottolinea 'opposizione all’eu-
rocentrismo e I’inversione dell’orientalismo nella scrittrice, Pavlyshyn analizza il comples-
so intreccio di identificazioni anticoloniali e di confessioni del soggetto lirico, quali esse
si manifestano nella poesia Kbamsin dal ciclo Vesna v Jehypti (Primavera in Egitto), del
1910. Pavlyshyn si propone di evidenziare “da una parte la tensione fra la solidarieta anti-
coloniale con le classi e i popoli oppressi, dall’altra parte Iinestricabile contaminazione tra
postulati e atteggiamenti orientalistici e la tradizione dell’Illuminismo europeo” Va rile-
vato che I’articolo mette perfettamente in evidenza questa tensione e mette in discussione
Iorientalismo non solo a livello imagologico (come sostanzialmente fa Ko¢erha), ma anche
a livello socio-culturale.

In particolare, Pavlyshyn sottolinea come il concetto di ‘colonialitd’ funzioni tanto
in relazione alle idee di potere ¢ ideologia, quanto in relazione al “complesso inconscio di
atteggiamenti e preconcetti, a volte persino bene intenzionati, che derivano dai rapporti di
potere” (Marcuse 2004: 809-810). A differenza dell’articolo di Koéerha, nel quale la posi-
zione dell’autrice automaticamente si identifica col soggetto ‘orientale] Pavlyshyn — indi-
pendentemente dalla sua empatia per il soggiogato e orientalizzato ‘altro’ — prende in con-
siderazione tale soggetto nel pitt ampio contesto della tradizione razionalista e illuminista
occidentale della quale la stessa Lesja Ukrajinka diviene una rappresentante. Nonostante
la sua vasta cultura e le sue inclinazioni personali, in quanto intellettuale che si trova nella
posizione di soggiogata nella propria ‘casa ucraina, e quindi empatica verso I’Oriente, Lesja
Ukrajinka ¢ vista da Pavlyshyn come “un complesso ¢ affascinante caso di tensione fra la
solidarieta anti-coloniale con popoli e classi oppressi e, d’altra parte, un inestricabile intrec-
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cio di postulati e atteggiamenti orientalisti e di tradizione illuminista europea”. L’analisi
dettagliata dei motivi e delle opposizioni interne del deserto egiziano induce Pavlyshyn
a leggere le immagini delle danzatrici e dello harem come rappresentazione di sostanziale
orientalismo occidentale. Egli sottolinea altresi la duplice inversione, di genere e di cultura
(religione), che la poetessa effettua individuando le complesse relazioni tra Oriente e Oc-
cidente: Lesja Ukrajinka, come indicano i suoi giudizi e le sue reazioni, ¢ profondamente
convinta di ‘conoscere’ I”Egitto, mentre il poemetto Khamsin mette in evidenza proprio
I'incapacita di penetrare realmente quel mondo.

Il contrasto risulta piti evidente se si analizza la posizione del soggetto lirico che ¢ rap-
presentato da una persona ‘estranea’ non solo in quanto ‘straniera’ per il demone del deser-
to, ma anche in quanto ‘diversa’ secondo i parametri della tradizione occidentale. Pavlyshyn
infatti mette in relazione la duplicita del soggetto lirico con le idee dell’Illuminismo, in
particolare le idee di ‘conoscenza’ e ‘visione’ Lestensione della categoria dell”estranea) la
donna straniera, all’intero paradigma occidentale della conoscenza dell’ Oriente, ¢ audace:
in quest’ottica ambedue peccherebbero di presunzione e ingannerebbero sé stessi quando
cercano di sviluppare dei modelli che ‘spiegano’ I’ Oriente. Khamsin risponde a tale presun-
zione trattando la ‘straniera’ come del tutto ‘altra’ e minacciandola di accecarla. Con le sue
implicite pretese di conoscere I"altro orientale’, di dargli un nome e di spiegarlo — conclude
Pavlyshyn — l'occhio dell’Occidente si rivela inadeguato.

A questa interpretazione dello studioso australiano si potrebbe ribattere che il sog-
getto lirico di Khamsin — che puo essere esteso all estraneo; o alla ‘straniera’ dell’intero
universo poetico di Lesja Ukrajinka — non puo essere identificato tout court con il ‘pun-
to di vista occidentale’. Nell'opera della poetessa I’'immagine del ‘paese straniero’ e dello
‘straniero’ ¢ assai complessa: in essa occupa ampio spazio il suo sradicamento territoriale,
biografico e culturale, dal mondo natio, familiare, ucraino. Lesja soffriva in modo partico-
lare del fatto che ha vissuto per lo pit fuori dall’ Ucraina: come scrisse suo marito Klyment
Kvitka, temeva di non conoscere I’ Ucraina e di non essere quindi in grado di trattare con
esattezza € pertinenza tematiche ucraine. E non a caso la critica in Ucraina la rimproverava
per il suo ‘esotismo’. Nel poemetto Kbamsin, fral’Oriente e la ‘coscienza razionale’ occi-
dentale, si insinua la fantasmagoria della ‘straniera’ con le sue associazioni ucraine (piu
precisamente della regione della Polesia). Infatti, nella danza del deserto si percepiscono
figure simili agli esseri viventi della foresta, si sente il suono del flauto, i rumori della casa
natia. Queste figure sembrano essere uscite direttamente dal dramma-féerie intitolato 1/
canto della foresta, che era stato scritto poco prima, nel 1911. Nell’assimilazione dell’esoti-
co ‘altro’ con il ben noto ‘proprio’ (qui l'ucrainicita), si cela da una parte la nostalgia per la
propria casa di colui o colei che vive fra mondi diversi, dall’altra la tendenza a identificarsi
col mondo orientale, con I"altra parte’ Torniamo cosi all’interrogativo che era gia stato
formulato da Kocerha: qual ¢ I'identita del soggetto lirico Larysa Kosa¢ e qual ¢ il luogo
con il quale essa si identifica? Chi ¢ Lesja Ukrajinka? L*intellettuale in esilio} *ucraina, la
‘straniera, o tutto questo insieme?
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2. Dalmodernismo all’intermedialita, dal femminismo all ecofemminismo

Oltre a una lettura post-coloniale delle opere di Lesja Ukrajinka, gli articoli qui rac-
colti applicano altre metodologie critiche, gia ben consolidate, ma aperte alla possibilita di
essere integrate o profondamente rivedute.

Larticolo Intermedial Aspects of Non-finito: Lesja Ukrajinka and Michelangelo di
Oleksandra Visy¢ offre un’innovativa lettura intermediale di alcune opere della scrittrice.
Fino a poco tempo fa, infatti, qualche approccio di questo tipo si limitava a esaminare I'in-
terazione tra musica ed espressione verbale. Lesja Ukrajinka era una buona musicista e ha
intessuto di musica tutta la sua creazione letteraria, dal ciclo giovanile intitolato Sezze corde
(1890) fino al Canto della Foresta (1911), nel quale inseri alcune melodie popolari. La scrittrice
¢ nota anche per avere registrato e fatto stampare delle raccolte di canti del folclore ucraino.

La scultura non ¢ invece mai stata presa in seria considerazione quale fonte importan-
te delle sue opere. O. Visy¢ guarda all’opera di Lesja Ukrajinka servendosi della categoria
— decisamente innovativa in questo contesto — del zon-finito: tale categoria metterebbe in
rilievo nelle opere incompiute un certo grado di ‘ineffabilitd’ e al tempo stesso ‘attualizze-
rebbe’, renderebbe ‘leggibile’ la risposta psicologica del recipiente, superando le fratture
insite nella strutturazione incompleta dell’opera (R. Ingarden ¢ U. Eco potrebbero fornire
adeguati supporti teorici a tale interpretazione). Nell’articolo, il non-finito dell'opera di
Lesja Ukrajinka viene focalizzato da una parte per mezzo delle allusioni all’opera di Mi-
chelangelo, dall’altro tramite figure e forme scultoree che fanno parte della poetica della
scrittrice. L’analisi di Visy¢ rileva ben 14 opere in prosa e 7 drammi rimasti incompiuti. Pur
indicando varie possibili cause per le quali queste opere sono rimaste senza conclusione,
Iautrice le considera tutte come esempi di zon-finito. Questo procedimento mi sembra
discutibile, primo perché I'incompiutezza non ¢ in sé una dominante del genere zon-finito,
secondo perché non tutte le opere incompiute di Lesja Ukrajinka possono considerarsi
appartenenti a tale genere e sono spesso delle semplici prove letterarie o esercizi di scrittura.
Non appare sufficientemente suffragata dall’analisi delle opere 'affermazione di Visy¢ se-
condo la quale la categoria del zon-finito rappresenta “una traiettoria trasversale che diviene
evidente a tutti i livelli del testo”

E invece assai convincente, in questo articolo, I'analisi delle opere in cui tematiche
legate alla scultura acquistano particolare rilievo. E questo il caso, fra gli altri, del dram-
ma Lande selvagge (U pusti), concepito nel 1894 ma terminato solo 12 anni dopo. In que-
sta piéce poetica lo scultore Richard Iron, insoddisfatto delle prospettive artistiche del
suo tempo, cerca nuova ispirazione emigrando in America. Visy¢ indica come possibile
fonte lo scritto sul poeta, pensatore e statista John Milton che Lesja preparava in quegli
anni, ma che rimase incompiuto. Il contesto biografico per la creazione di questo dram-
ma potrebbe essere ampliato dal ruolo che puo avere avuto, quale fonte d’ispirazione per
il personaggio di Milton, lo zio della poetessa, Mychajlo Drahomanov. Pitt importante,
tuttavia, sarebbe tenere nella dovuta considerazione il fatto che, proprio nel 1894-189s,
Lesja Ukrajinka si inseri nella discussione che i suoi conoscenti galiziani conducevano
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a proposito della funzione sociale dell’arte, dei diritti dell’individuo e della creazione
soggettiva. Punto di riferimento fondamentale dei vari scritti che la poetessa dedico alla
dialettica tra arte e funzione sociale nella letteratura fu I’attivita del ben noto intellettua-
le, scrittore e attivista ucraino Ivan Franko.

Lo spessore culturale del dramma Lande selvagge apparirebbe ancora piti evidente se
collegato alle riflessioni estetiche che la stessa Lesja Ukrajinka dedico a quello stile neo-
romantico che la poetessa associava alla nuova corrente della letteratura ucraina della fine
del x1x secolo. Infatti, il protagonista del dramma, Richard Iron, fino a un certo punto
riflette le idee di Lesja stessa. Insoddisfatto dell’arte decadente contemporanea che percepi-
sce come imitazione degradata della concezione classica della bellezza, Richard abbandona
I'Italia, dove ha studiato ’arte del Rinascimento, in particolare di Michelangelo, e si unisce
ai pellegrini puritani che migrano attraverso I'oceano verso il Nuovo Mondo, alla ricerca
di una nuova terra. In quel “nuovo paese” lo scultore si sente sostenuto dalla fede nell“eter-
na bellezza” e dalla certezza della nascita di un’arte nuova che egli associa al sorgere della
comunitd nazionale. La grande arte collettiva del futuro, di cui egli ha la prefigurazione,
non puod non richiamare alla mente I'idea del Gesamtkunstwerk, la forma ideale dell’arte
dell'avvenire che Richard Wagner prefigurd nel suo Das Kunstwerk der Zukunft, del 1849.

Oggetto distudio dell’articolo di O. Visy¢ sono quindi non solo la categoria e il genere
del non-finito, ma anche lestetica del neoromanticismo, ossia dello stile che Lesja Ukrajin-
ka associa allo sviluppo della nuova arte moderna. Sul tema del neoromanticismo ¢ incen-
trato anche l'articolo di Alessandro Achilli Beauty, Truth, and Sincerity: Lesja Ukrajinka
and the Responsibility of Art Between Aestheticism and the Pursuit of Authenticity. 1 due
studiosi approfondiscono pertanto tematiche analoghe, legate alla questione della natura
e della funzione dell’arte: Visy¢ pone al centro della sua riflessione il posto della scultura
nell’opera di Lesja Ukrajinka, mentre Achilli si concentra sulla questione dell’estetismo e
della funzione dell’arte.

Cercando di andare oltre la tradizionale valutazione del modernismo ucraino visto
come estetismo, Achilli si sofferma in particolare sulle funzioni sociali dell’arte. Egli sotto-
linea che la poesia di Lesja Ukrajinka si inserisce perfettamente nel solco della letteratura
europea e che la scrittrice pud essere considerata a pieno titolo una protagonista del canone
europeo del primo Novecento. La sua opera non va pertanto letta alla luce della tradizione
populista, non esprime lo ‘spirito nazionale’ e le istanze volte al consolidamento della co-
scienza identitaria ucraina. Achilli si concentra sull’idea della responsabilita etica dell’in-
dividuo nei confronti di sé stesso e della sua comunita, pitt precisamente della relazione tra
la funzione sociale dell’arte e la bellezza, concepita come valore autonomo e fine a sé stesso.
Lo studioso esamina da varie angolature ’ampio spettro di tematiche che Lesja Ukrajin-
ka affronta nelle sue opere alla ricerca di risposte sulla questione dell’autenticita dell’arte.
Mettendo a confronto le principali correnti che si fronteggiavano alla fine del secolo, tra
naturalismo, realismo e decadentismo (che secondo lei ha forti punti di contatto col sim-
bolismo), la poetessa individua una nuova corrente che definisce “neoromanticismo”. Rifiu-
tando I’estetismo puro, e opponendosi quindi alle tendenze del decadentismo che secondo
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lei riduceva I'arte a puro piacere, la scrittrice considera che, pur non essendo egli del tutto
estraneo a una funzione anche sociale e morale dell’arte, I’artista deve considerare come
suo scopo principale il raggiungimento della “piena liberta”

La problematica affrontata da Achilli fa parte della pitt ampia questione della teoria
del neoromanticismo che Lesja Ukrajinka andava esponendo nelle lettere e negli articoli
critici (Dva napravlenija v novejsej ital janskoj literature, 1899; Malorusskie pisateli na Bu-
kovine, 1900; Novejsaja obstestvennaja drama, 1901)". La sua concezione del neoromantici-
smo come “idea di liberazione” o “spirito liberatorio” includeva un contenuto “umanistico’,
socioculturale, che supera siaI’individualismo romantico che il livellamento della persona-
lita del naturalismo, affidando all’arte una funzione comunicativa sociale.

Un ruolo importante, secondo Achilli, sarebbe svolto, nell’assimilazione della nuova
estetica modernista, dalla ‘sinceritd, un concetto che Lesja Ukrajinka evoca in varie occasio-
ni. Vale la pena sottolineare, tuttavia, che questa idea ¢ stata formulata nel 1903 nella poesia
Idillio della foresta (Lisova Idylija) anche da Ivan Franko, che nella ‘sinceritd’ vedeva una
qualita fondamentale dell’artista contemporaneo ¢ un segno dominante dell’arte nuova.
Non a caso Lesja Ukrajinka ha pit volte menzionato questa impostazione teorica nella
sua corrispondenza con Franko. Del resto, nel loro complesso, le idee estetiche di Lesja
Ukrajinka fanno parte del pitt ampio contesto europeo del movimento modernista dell’i-
nizio del Novecento.

Del tutto nuova ¢ I'analisi offerta dall’articolo Mavka as Willow: An Ecofeminist
Analysis of Lesja Ukrajinka’s Forest Song, in cui Anastasiya Andrianova affronta temi di
ecocritica e di ambientalismo: focalizzando alcuni aspetti sociali che scaturiscono dalla let-
tura di [/ canto della foresta (Lisova pisnja), la studiosa volge I'attenzione agli attuali peri-
coli derivati dalla distruzione del sistema ambientale che accompagna la deforestazione dei
boschi della Volinia. Al tempo stesso Andrianova auspica una revisione della tradizionale
concezione androgena e androcentrica della natura, quale essa si manifesta ancora negli
studi dedicati a Lesja Ukrajinka, persino nelle letture ecocritiche e femministe del Canto
della foresta. Anche I'identificazione tra donna e natura, che in quelle letture si trovano —
sostiene Andrianova, — in realta non sono che una specie di proiezione androcentrica del
patriarcalismo nel mondo della natura. Tracce di una tale proiezione sarebbero facilmente
rintracciabili nell’opera stessa di Lesja Ukrajinka.

Lo studio di Andrianova si distingue non solo per il suo carattere pionieristico, ma
anche per il cambio di paradigma mentale che lo ispira, profondamente diverso dalla visio-
ne romantica e didattica incentrata sull’armonia tra uomo e natura. La studiosa mette in
discussione I"approccio mitopoietico al Canto della foresta, diffuso soprattutto negli anni
Venti del xx secolo e imperniato sull’interpretazione di Viktor Petrov che, nel dramma di
Lesja Ukrajinka, esaltava il tema — legato alla tradizione della Naturphilosophie — della ‘na-
tura viva’ originaria capace di coesistere in unita primigenia con gli esseri umani. Al tempo
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stesso Andrianova mette in discussione I'approccio sociale di Larysa Horbolis, una delle
poche studiose d’ispirazione ecocritica, che legge il Canto della foresta come opposizione
di due mondi, “il mondo dell’'uomo, gravato da problemi terreni, ¢ il mondo della natura,
libero e armoniosamente organizzato” (Horbolis 2011: 7).

Il mondo della natura, invece, ¢ spaventoso, sostiene Andrianova, riferendosi ai per-
sonaggi di Kuc’ e Marys$a, del Lisovyk, lo Spirito dei boschi, e di Perelesnyk, il tentatore
Fuoco Fatuo, e mandando cosi in frantumi I’idillio creato dalla Naturphilosophie. Inoltre,
I'antropomorfismo delle creature del bosco in realta trasferisce agli abitanti della foresta
Iatteggiamento patriarcale degli umani con le loro relazioni familiari (il padre, lo zio, la
madre, la figlia, la sorella) ¢ il dominio sociale insito in tali relazioni.

In buona sostanza I'articolo di Andrianova tende a sovvertire anche le interpretazioni
femministiche dell’opera di Lesja Ukrajinka: quest’ultima non metterebbe in rilievo I'im-
magine della Mavka che conquista I"anima, ma ne sottolineerebbe la materialita in quanto
essere appartenente alla natura. Le interpretazioni femministe, infatti, tendono perlopit
alla creazione di simboli e riducono la figura di Mavka a un’allegoria, ignorando la sua
appartenenza al regno della materia di cui il personaggio ¢ parte. Per Andrianova, invece,
il senso profondo della féerie non consiste nell’opposizione o nella fusione dei due mondi,
ma nell’appartenenza di ambedue i protagonisti — Mavka e Luka$ — ad ambedue i mondi,
quello degli uomini e quello della natura. Nel complesso, 'analisi ecocritica proposta da
Andrianova dimostra che non solo la Naturphilosophie romantica, ma anche lo stile neoro-
mantico di Lesja Ukrajinka, con la sua tendenza all’individualizzazione e la sottolineatura
della dimensione spirituale, non ¢ in realta privo di categorie gerarchiche e di utopismo.

Nell’insieme, tutti gli articoli dedicati all’'opera di Lesja Ukrajinka che qui vengono
proposti, sono ricchi di spunti di riflessione e discussione. Essi aprono la via allo studio di
tematiche nuove e schiudono possibilita di applicazione di nuovi paradigmi per I'interpre-
tazione della creazione poetica di una grande scrittrice ucraina.
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Abstract
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New Perspectives and Ancient Shadows. Rethinking Lesja Ukrajinka

The author analyses and discusses the five articles published in the thematic block. She re-
marks on the novelty of Pavlyshyn’s and Kocerha’s methodological approaches and interpretations
of the kind of Orientalism or Post-Orientalism represented by the poem Khamsin and some poetic
plays of Lesja Ukrajinka. Hundorova also highlights the interest of Achilli’s multifaceted analysis of
Lesja Ukrajinka’s modernism, and gives a challenging evaluation of the interpretation of zon-finito
by O. Visy¢. Among the most relevant contributions — Hundorova maintains — is Andrianova’s
proposal of an ecofeminist interpretative clue to Forest Song.
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Anna ®eankcosna Aursuna
Depop bopucosua Yemenckuit

Eme pa3s o ane poxxaenus bopuca Ioaynosa.
IToxasanus Ienpuxa pon Aoray*

B oaHOII U3 HepaBHHX paboOT aBTOpaM TUX CTPOK YAAAOCH YCTAHOBUTH AATY POXK-
aenus Bopuca Toaynosa (AutBuna, Yenencxuit 2021). Vs pacckasa Ieopra Texranaepa
('l' 1614.), YYaCTHHKA aBCTPUHMCKOTO IIOCOABCTBA, ABAXKABI oOBIBABIIETO IIPY MOCKOBCKOM
napckoM aBope B camoM Hadase XVII B., caeayer, uro 6yAy1uI/n?1 Lapb MMOSBUACS Ha CBET 2
aBrycra (12 aBIycTa 10 HOBOMY CTHAIO):

Taroke 1 2-T0 aBrycra, koraa Beanxuit Kussp npaspHOBaA ACHB CBOCTO POKACHISL, HAM,
KaK U paHblle, IPUCAAAN U3 ABOPLIA 200 YCAOBEK, KOTOPbIE HECAH KXKABIH IO GAI0AY
C pasHbIMH pbibamu, 160 310 6b1A MOCTHBI AcHb y MOcKoBUTOB (CrankeBuy 1896: 45)
— Alf$ auch den 2. Augufti der Groffiirft {einen Geburts Tag celebriret / hat man vns
wiederumb durch 200. Perfonen / deren ein jeglicher was von Speiff getragen / vom
Schlof mit allerlen Fifchen / denn es gleich dazumal der Mofcovitter faft tag gewefen /
verehret (Tectander 1609: 141).

BeickaspiBanue TeKTaHAepa, camo 1o cebe IIPOCTOE, AAKOHUYHOE U HEABYCMBICACH-
HOE, rIOTpe60BaAo ONPEAEACHHBIX MHTEPIPETALIMOHHBIX YCHAUN — HE00XO0AUMO OBIAO
YCTaHOBHUTD, HACKOABKO PACCKA3YMK B LIEAOM KOPPEKTEH B CBOUX XPOHOIpadUIECKUX I10-
Ka3aHMIX, HE IIyTaeT AU OH (KaK 3TO HEPEAKO 6bIBaAO C HHOCTpaHuaMH) AEHDb POXKAEHHUS C
MMEHHHAMHU U, HAKOHELl, KAKUM KaA€HAAPEM, FOAMAHCKUM HAHM IPUTOPHAHCKHUM, OH PYKO-
BOACTBYETCS B 3TOM 9aCTH CBOMX 3aIIHUCOK.

CyacTAMBBIM o6pa30M, B PACHOPSDKEHUH HCCAEAOBATEAEH €CTh AOCTATOYHOE YHCAO
OHy6AI/IKOBaHHI>IX HCTOYHHMKOB, ITO3BOASIONIMX IIPOU3BECTH BCE HEOOXOAUMBIE COIIOCTAB-
ACHHUS U OAHO3HAYHO OTBETHUTH HA 3TH BOMPOCHL [eopr TCKTaHAep B 1604 I. — 2 UMEHHO
TOTAQ €TO Hpe6LIBaHHe B MockBe coBImaao ¢ AHeM poxaeHus uapsi bopuca — moas3osaa-
Cs1, KAK ¥ MHOTHE €TI0 COBPEMEHHUKH M COOTE€YECTBEHHUKH, IOAMAHCKUM KaA€HAAPEM, TEM
CaMBIM, YTO OBIA B XOAY U Y IPHHUMAIOLIUX €T0 MOCKOBUTOB. XpOHOrpadust TCKTaHACpa
TOYHA BCIOAY, 32 HCKAIOYEHHEM Pa3BE YTO €I0 HpC6bIBaHI/ISI Ha TEPPUTOPUIX, TOABAACTHBIX
I'lepcun, mpuyemM HEBO3MOXKHOCTD AACKBATHO PUKCHPOBATH TEYCHUE AHEH B Ty IIOPY, KOTAQ

CTaTbH IIOATOTOBACHA B paMKaX rpaHTa, HpCAOCTaBACHHOFO MI/IHI/ICTCPCTBOM HayKHu Hu
BbIcIIero obpasosanus Poccuiickoit Peaeparmn (N coraaleHus o NpeAOCTaBACHUH IPAHTA: 075+
15-2020-908).
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OH HAaXOAMACS CPEAM MYCYAbMaH, 6bIAA TITATEABHO OTMEYEHA B €TI0 3aMUCSIX H AOCTABASAA
eMy caMoMy HeMaAo oropyenuit’. C nmeHnHamu xe bopuca ykasaHHast UM aaTa He COBIa-
A2Ad HU ITO KAKOMY M3 BO3MOXKHBIX KaA€HAAPEH, U TEPMUH Geburts Tag ObIA ynorpe6A6H
TexTaHACPOM B TOM K€ 3HAYCHUH, B KAKOM MbI IO HCIIOAB3YEM CETOAHS — ‘ACHb POXKACHUSI.

B aT071 coBEpIIEHHO SCHON KApPTHHE, CKAAABIBAIOIIEHCS H3 COITOAOXKEHHU S OKA3AHHUH
PYCCKHX AUTIAOMATHYECKHX AOKyMeHTOB, muceM Credana Kakama (t 1603), moa HavaAOM
KoToporo TekTaHAep HEKOTAa oTnpaBuacsi Ha Bocrok, n sammceit camoro Texranaepa,
OCTAaBAAOCh ABA 3aTAAOYHBIX HIOAHCA, HE HAPYIIABIIMX, BIPOYEM, €€ IIEABHOCTH U CTPOIi-
HOCTH. Bo-1iepBBIX, YTO CTOMT 32 CAOBOM wiederumb ‘cHOBA, ‘Kak U IPEKAE B CBHACTEAD-
crBe TexraHaepa 0 mapckoM yromeHun nocoabcra? ITo kakomy caydaro MHOCTpaHI[aM
paHee y>ke IPUCHIAAAH OT ITAPs 200 6a10A? B camoM Texcre Texranpepa Kakux-An60 6oaee
noApo6me OIMHCAHUI 3TOTO COOBITHS HE HAXOAUTCS, AA M B IIEAOM OH BECbMa HEMHOTO-
CAOBEH B PAcCKase O NMPEAIIECTBYIOIIMX HEACASIX CBOCH Xxu3HU B Mockse, kpome noAp06-
HOTO ONHCAHMA BbE3AA B CTOAMI[y HOBOIO aBCTPHHCKOrO IIOCOABCTBA, BO3TAABASIEMOTO
Tenpuxom ¢pon Aoray (T 1625).

C AQKOHMYHOCTBIO AAHHOTO OTPE3KA IOBECTBOBAHMUS CBSI3aH M BTOPOII BOITPOC: 4 KaK
OBIAO OTMEYECHO B TOM XK€ TOAY TAKOE BaXKHOE COOBITHE B )KH3HH ABOPa, A U BCEH CTPaHBI,
KaK LIApCKHE UMECHHHBI, IPUXOASIIMECS Ha 2.4 UIOAS, ACHD ITAMATH KHs3el bopucan Iac6a,
KOTOPBIN U3APEBAE, TOMUMO BCETO MPOYETO, OBbIA OAHUM M3 CAMBIX 3aMETHBIX IPa3AHUKOB
Ha Pycu? Ilposcaurs 00a 3THX HIOAHCA B COOBITHAX A€TA 1604 T., A 30AHO AUIIHUH pas
IIOATBEPAHUTD TOYHOCTb [€KTaHAEPA, Ad M HAIIMX COOCTBECHHBIX BHIKAAAOK, IIO3BOASICT AH-
IAOMAaTHYECKUI OTYET, cocTaBACHHBIN [enpuxom Aoray.

Tpyano BOO6paSI/ITb cebe Atoacit boaee PA3AMYHBIX, YeM IIAE3BUICKHI 6apoH $oH
Aoray, MAABTUICKHI PBIIAPb, CO BPEMECHEM CTABIINI OAHHM U3 IIPHOPOB OPACHA, BCIO
JKM3Hb OTCTaMBAaBUIMH MHTEPECH KATOAMYECKOH IIEPKBHM HA T€X 3EMASX, KOTOPHIMU EMY
AOBOAHMAOCH YIIpaBAsiTh, U Teopr TekraHaep, CKPOMHBIH CBIH ITACTOPA, BHYK OAHOTO U3
ydeHukoB Aiorepa 1 MeAaHXTOHA, OTIPAaBUBINHICA HA BOCTOK B KauecTBe IMOMOIIHHKA
Credana Kakarma u anis Boacio cyae6 B 0OAMHOUKY Ao6paBu1m?1c,q AO TIEPCUACKOTO ABOPA,
TA€ C TPYAOM CMOT HCIIOAHHMTD IIOCOABCKHE IIOPYYEHHUA. O6beAnHsAa UX pasBe 4TO AIO6OBB
K IMPOCBEIEHUIO (Aoray oxonunA yHuBepcutetT B Crene, a TekTaHAEp cAyIIaA ACKI[HU B
YHUBEPCUTETE Aefinura) A2 TecHas u HEIIOCPeACTBeHHasI cBsi3b ¢ boremueit, rae Texran-
A€p TOSIBUACS Ha CBET, a /Aoray yIipaBAsIA KAOLIKHM IPadCTBOM.

Aast Texranaepa nosiBaeHue B MockBe MOCOABCTBA, BO3raaBaseMoro Aoray, 6bIAO
OOABLION YAaueHl, MO3BOASIBLICH €My OKa3aThCs CPeAM COOTEYECTBEHHHKOB U BMECTE C
HUMH, He 0e3 HEKOTOPBIX IMPUKAIOYECHUH, BEPHYTHCS HA POAMHY — HHKAKOTO OQHIIHAADL-
HOTO CTaTyca B 9TOH AUIIAOMATHYECKON MUCCHHU Y HETO, 110 BCEH BUAUMOCTH, He Ob1a0. Ha

1

“V Hux [y MycyAbMaH — A.4., ©.Y.] HET HU 9acOB, HU 4ero-An6o moao6HOro, TaK 4To A,
KaK-TO Pa3, COMACS B YMCAAX U SKHA LICABIC IIOATOAA AO BO3BPAILCHHUS MOETO B MOCKOBHIO, U3 AHS B
ACHB, HE OTAMYAst OAHOTO AH OT Apyroro” (Crankesud 1896: 34; Tectander 1609: 101-102; cM. TIOA-
pobuee: AuTBuHa, YCIeHCKHI 2021 12-13).



Euge pas o dne porcdenuns Bopuca 1odynosa 255

Aoray ke AOXKHAACH BCSI TSDKECTb [IEPETOBOPOB C HEIMOAATAMBBIMU MockoBUuTaMu. Coot-
BETCTBCHHO, 3aMeYaTh OHU MOTAM Pa3HOE H [IMCAAH O PasHOM. AKOOOIBITHO IIPH 3TOM, 4TO
B OTAMYHE OT pacckasda TeKTaHAepa, TPHXKAbI HANICYATAHHOTO IPH XKU3HU ABTOPA W elle
HECKOABKO Pa3 H3AABABILETOCS [IOCAE €TO CMEPTH, TEKCT /\OTay, Ybsi II0E3AKA IIPOMCTEKAAL
Kyaa 60Aee GAATOIOAYHHO, TAK M OCTAACS PYKOIMCBIO B HeApax BeHckoro apxusa®.

[TockoAbKy TAQBHOI LieAbIO TOe3AKH AAoray OblA PyCCKHI LIApCKUIT ABOP, TO Iepe-
ABIDKeHHE 110 POCCHM ONMCBIBAETCS 3AECH AOCTATOYHO MOAPOOHO, U 3Ta ACTAABHOCTD I10-
3BOASICT HaM, B YaCTHOCTH, YOCAUTHCSI, YTO IIOCOA B CBOMX AATHPOBKAX IIOCACAOBATCABHO
II0AB30BAACS] HOBBIM — TPHUTOPUAHCKUM —KaACHAApeM. TaK, HalpHMep, COTAACHO €ro OT-
4eTy, 10coAbCTBO NpubbIA0 B “MBanropop uan Pycckyio Hapsy” 26 urons’. B pycckux
e AOKYMEHTaX, ele Goace 3a60TANBO GUKCHPOBABIIHIX KaXKADIH LIAT 3TUX MHOCTPAHLICB,
AQHHOE COOBITHE 3HAYUTCA MOA 16 HIOHA*. B 1jeAOM, HAAHIIO TOAHOE COBIAACHHE ITyTe-
BBIX AQT ABYX HCTOYHHKOB C YYETOM TOH I0-AHEBHOH Pas3HMUIIBI, KOTOPAsI CYIIECTBOBAAA B
XVII B. MexAY IOAHAHCKUM M I'PUTOPUAHCKUM KAACHAAPEM.

TouHo TaKoli 5Ke 10-AHEBHBIII Pa3pbIB Mbl BUAMM B IIOKa3aHUsIX lekTaHAepa u Aoray
OTHOCHTEABHO AATBI BbE3AA IIOCACAHETO B MOCKBY — Aoray muuiet, 4To 3T0 BEChbMa IIBILIHO
00 CTaBACHHDII LIePEMOHUAABHBII KT IPOUSOILEA 25 HIOAS®, TOTAQ Kak TekTaHAep (B moa-
HOM COOTBETCTBHH C PYCCKMMHU HCTOYHHKAaMH) yKasbiBaeT 15 uioast (CraHkeBud 1896: 42).
MubiMu cA0BaMH, y HAC HE MOXKET OBITH COMHEHHI B TOM, 4TO 002 OAAAHHBIX ABCTPHIL-
CKOTO UMIIEPATOPa TOUHBI B AATAX, HO IIPU 3TOM, HAXOASICh B OAHOM IIPOCTPAHCTBE, OAUH
M3 HUX HNPHUOEraeT K CTAPOCTUABHOMY, & APYTOH — K HOBOCTHABHOMY HCYHCACHHIO, 9TO
COBCEM HE PEAKOCTb AASI EBPOIIECHIIEB TOH MOPBI.

ITpu aTom Tenpux Aoray coofmaeT, 4T0 Ha TpETHIT ACHB aBIyCTa (24 MIOAS 11O CTAPO-
MY CTHAIO), OXapaKTCPH3OBaHHBI MM KaK LAPCKHI AcHb poxkacHuUs (“geburts tag”), mo-
COABCTBO ITOAYYHAO OT BEAMKOTO KHI351 60ACE 200 KYLIAHHH Ha 30AOTHIX OAIOAAX U IIOYTH
TaKOE XK€ KOAUYECTBO Pa3HOOOPA3HBIX HAITUTKOB.

3-r0 [4mrcaa) TOro e [Mecsia) BEAMKHI KHSI3b BEChMa IIBIIIHO CIIPABUA CBOH ACHb POXK-
AcHUsL — BORISIUM — u mpucaaa MHe B alapTaMEHTBI Yepe3 OAHOTO U3 CBOMX Oaaro-
POAHBIX 605D CBBILIE 200 KYIIAHUI HA 30AOTBIX OAIOAAX U [OYTH CTOABKO JKE COCYAOB

2

Wien, Osterreichisches Staatsarchiv, Haus-, Hof- und Staatsarchiv, Russland 1. s. Hayu-
Has yOAMKALMSL M [IEPEBOA AOHECCHHs AOray A0 CHX IIOP OCTAIOTCSE AeAOM byayiiero. Mexay Tem,
TaKOE U3AAHHUE OBIAO ObI UPE3BHIYAITHO IOACSHBIM AASI HCTOPHH AMIIAOMATHYCCKUX CHOLIeHUH Pycu
U, B HE MCHBIIEH CTEIICHHU, AASL HCTOpHH d11oxu Bopuca ToayHoBa. ABTOpBI TAY60KO IIPUBHATCABHBI
A.A. Topo6en u C.B. IToaexoBy 3a BO3MOXHOCTb 03HaKOoMuTECs ¢ pykonncsio 1 C.B. IToaexosy,
E.P. Cxsaiipc u A.A. PoMuucBoii 3a HEOLICHUMYIO IIOMOLLb, OKA3aHHYIO B paboTe ¢ Hell.

> Haus-, Hof- und Staatsarchiv, Russland 1. 5. Konv. 5 (1604), Bl. 103 1.

+ Cwm. [lamsmuuxu duniomamuseckux chousenusi dpesreti Poccun ¢ deprcasamu unocmpan-
Hotm, 1/2. Tlavsmuuru duniomamuseckux crowennti ¢ Pusckoro umnepuero (¢ 1594 no 1021 200),
Canxr-ITerep6ypr 1851, c. 861-862.

5 Haus-, Hof- und Staatsarchiv, Russland 1. 5. Konv. 5 (1604), Bl. 104.
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C HAITUTKaMHU €O CBOETO cToAa [6yx6. u3 cBoeit kyxuu] — Den 3. ditz hat der grofifurst
seinen geburts tag BORISTUM gar stadlich gehalten und mir bei einem vornemben BoI-
ARN uber 200 speisen in guldenen schusseln und fast soviel geschierr mit getranckh ins
losament aus seiner kuchel geschickt®.

3aberast Briepea, cpasdy oOpaTuM BHHMAHHE Ha TO, YTO AOray HCIIOAB3YET CIICL{HAABHOEC
caoBo Borisium (n306petenHoe MM camum? GbIBIIEE B XOAY Y IPOYMX ITyTEIICCTBCHHUKOB? ),
OYEBUAHO CTPEMSICh COXPAaHUTb 0C000E pyccKoe 0003HAYCHHUE ITOM AATHI — BOPHCOB ACHE.

baaroaaps aToit 3aMeTKe CTAHOBHUTCS COBEPIIECHHO SICHO, K KAKOMY UMEHHO TP € A -
LIECTBYONUEMY COOBITHIO OTCHIAACT YUTATEAS] 1CKTAaHAEP, KOTAQ TOBOPHUT O TOM, YTO
2 ABIyCTa [0 CTAPOMY CTHAIO (I2 aBIyCTa IO HOBOMY, T. €. ACBSIT AHEH CITYCTSI) UM CHO -
Ba,KaK M NpexAe [wiederumb] 6p1a0 nprucaaHO BeAUKHM KHsI3eM 200 0at0A. MHbIMu
CAOBaMH, ABA PACcCKa3a B3aHMHO AOIOAHSIOT APYT Apyra: o6 MMeHHHAX Hamucas Aoray,
a TexTaHACp, TOBOPSL O LIAPCKOM AHE POXKACHHS, AUIIb OOO3HAYHA CXOACTBO U Pa3ANYM
MEKAY ABYMsI IIpaspHOBaHUAMU. CTaHOBUTCSI IIOHSATHEE, IOMUMO BCETO IPOYETO, IIOYEMY
OH CYE€A HY)XHBIM — BECbMa YAQYHBIM AASL HAC 00PA3OM — CIICLIMAABHO OTMETHUTb, YTO BCE
0A10A2 OBIAN PBIOHBIMH, BEAD ITO, CO BCEH OYEBUAHOCTBIO, COCTABASIAO KOHTPACT C MCHIO
IIPEAIIECTBYIONIETO ITOAAPKA.

Kak HaM yoke IPHXOAHMAOCH OTMEYATD IIPEXKAE, IIPECAOBYTOE IPSIMOE YIIOMHHAHUE I10-
CTa PHAAET 0cOo6YI0 AOCTOBEPHOCTH Beell HCTOpUH — BOpHCOB AcHD, 24 MI0OAs (3 aBrycTa
II0 HOBOMY CTHAIO), B 1604 I. IPHXOAHAOCH Ha BTOPHHK, M PCIIMTEABHO HUKAKHX OCHOBa-
HUIH HCKAKOYATh CKOPOMHBIC OAI0AQ M3 IIPa3AHHYHOTO MMEHHHHOTO MeHIo He 6b1ao. Co-
OTBETCTBEHHO, y /Aoray, COBEPILECHHO CIIPAaBEAAUBBIM 00PasoM, HET HU CAOBA O IIOCTHBIX
KYLI2HBSIX B 3TOT ACHD. A BOT ACHb pOxAcHNS JoAyHOBa, 2 aBrycTa (12 aBrycra o HOBOMY
CTHAIO), BBIIIAAACT Ha YCIICHCKHIL IIOCT, YTO U OTpaxeHo y Texranaepa’. [Tomumo Beero
IPOYEro, AAS IPOTEcTaHTa TeKTaHAEpa, KOTOPBIH XOTSI CaM IIOCTOB HE ACPYKAA, HO IOAOATY
XKHA B KATOAUYECKOM OKPY)XCHHH, HEOOXOAMMOCTb IIOCTUTBCS B 3Ty IOPY BOCIPUHUMA-
Aach KaK HE4TO HENPHUBBIYHOE, creluduuecku pycckoe (“To ObIA ITOCTHBII ACHB Y MOCKO-
BUTOB” ), TIOCKOABKY KATOAHYECKUI MUP HE 3HAA CTOAb IIPOTSDKEHHOTO IIOCTA Ha YCIIEHHE.

¢ Haus-, Hof- und Staatsarchiv, Russland 1. 5. Konv. 5 (1604), BL. 105.

7 Kak HaM y>Ke IIPUXOAHAOCH TOBOPHTD B IIPEABIAYILCH CTAThE, CTOAD BaXKHBIC XpOHOTrpadu-
YeCKHE yKA3aHHs B 00OMX HCTOYHHKAX HE IIPUBACKAAM BHHMAHHUE HCCACAOBaTeACH ¢ cepeprHbl XIX
B., 1 B Gruorpadusix [oayHOBa AaTa €TO NOSIBACHHUS Ha CBET OTCYTCTBYeT (AUTBHHA, YCTIeHCKMIA 2021:
10). OAHHM U3 TeX, KTO IIPEKAE YIUThIBaA 062 3TUX TeKcTa, 6b1a Pprapux AACAYHT, OAHAKO U OH
IIPOIYCTHA PENANKY TeKTaHAEPA O LIAPCKOM AHE POKACHHS (B IPeABIAyIIEi paboTe MBI OmN60IHO
IIOAATaAM, YTO OH IIBITAETCS PEKOHCTPYHPOBATH HEYTO HA €€ OCHOBE: AMTBHMHA, YCIICHCKHI 2021:
14-15 npuMed. 10). [ToApo6HO mepeckasbiBast okasaHus Aoray, A ACAYHT TOIIPOCTY PUKCHPYET CBe-
ACHUSL O LIAPCKOM AHE POXKACHHS, He 00CyKAast IPOobAECMY CTAPOrO U HOBOTO CTHAS M He ofpamast
BHUMAHHSI HA TOT QaKT, 4TO 3 aBIyCTa II0 UCIOAB3yeMOMY Aoray rpUropHaHCKOMY KaACHAAPIO — 3TO
HE YTO MHOE, KaK 2.4 MI0As, BOpHCOB AcHB, 1o mpuHsATOMY B MOCKBe (a B Ty ITOPY U BO MHOXKECTBE
CBPOMEHCKUX CTPaH) KaAcHAapHo oanaHckoMmy (Adelung 1846, 11: 151; ApeayHr 1863: 91).
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Yro ke KacaeTcst TEPMUHOAOTMYECKOM IyTAHHI[BI Y /AOTay, KOTOPHIH AASL HMCHUH
ynorpebasier caoBo geburts tag, To AAs HHOCTpaHIIEB He TOABKO Ha pybexxe XVI-XVII B.,
HO U CTOACTHE C AMIIHHM CIYCTS (KOTAQ COXPAaHHOCTb M BEPHPULMPYEMOCTh AAT CTAAR
3aMETHO BBILIIE), OKa3bIBACTCS HEIIPOCTO Pa3obpaThesl C STUMU AMYHBIMH IPA3AHUKAMU H,
A€ TOMBITABIINCh Paso0paThCs, HAMTH AASL HUX aAcKBaTHbIe 0003HaueHms . Aeao ycy-
rybAsIeTCsl, C OAHOM CTOPOHBI, TEM, 4TO B PYCCKOM OOHXOAE PA3SAHOBAHUE HMEHHUH OObIK-
HOBEHHO HEAQACKO OTCTOUT B KAACHAAPE OT IIPa3SAHOBAHUS AHS POXKACHMS (2 MHOTAQ, Ha
Geay, ¢ HUM coBrapaet!)?, a, ¢ APYTOii CTOPOHBL, HE BO BCEX €BPONECHCKUX TPAAHLMSIX OBIAO

8 B 5TOM OTHOIICHHU BEChMA ITOKA3ATCABHBI cootserctsytomue sanucy IOcra FOas (1 1715),

AATCKOTO IOCAAHHHUKA, kuBIIero B Poccuu Bek cryctst nocae Textanaepa u Aoray. [Tonagaay oH myTa-
€T ACHb POXKACHHUS U MMECHHHBL, 0603HA4as HX OYTH “C TOYHOCTBIO A0 Haobopot’. Tak, mop 28 mapra
1710 T. y HETO MOSIBASICTCS 3aITHCh O AHE pOKACHHA | Fodselsdag)| nacaepnnka-napesmaa, Aaekces [e-
tposuya (Ilfepbaden 1900: 176; Juel 1893: 205), TOrAA KaK B ACHCTBUTEABHOCTH PEYb UACT, KOHEIHO
e, 0 ero nMeHuHax. FOAb MOABSYETCS HOBBIM CTHAEM B CBOMX AATMPOBKAX, H, COOTBETCTBEHHO, 28
MapTa — 3TO He YTO MHOE, KaK 17 MapTa I10 CTAPOMY CTHAIO, IaMsTh ¢B. Aaekcus Yeaosexa Boxwero.
C apyroit croponst, FOab HaseiBact “umennnamu’ [ Nafne-dag]| acHb, B KOTOPBIH, KaK MBI 3HACM Ha-
BEPHSIKA, POAUACA 1apb [ IeTp — 30 Mast, CACAAB COOTBETCTBYIOLLIYIO 3aITUCh TOA 10 MIOHS (= 30 Mas 110
crapomy cruawo) (IIlep6ades 1900: 206; Juel, 1893: 240). [TIpo AcHD e, Ha KOTOPBII Ha CAMOM ACAE
IPUXOAMAUCD LIAPCKHE UMEHHHBI (29 HIOHS, HaMATh anocToaos | letpa u [TaBaa), AaTckuii mocaaHHUK
UIIET cacAyromee: “10-To [uioas 1710 I.]. ITo Pycckomy (kaaenpapro) To 6bia achb [Tetpa u [TaBaa
[var det efter Rysszisk stiil Petro Pauli dag]. AeHb 3TOT MPasAHOBAACS C TAKMM K€ TOPIKECTBOM, KaK
roaosmuHa [ToataBckoit 6uTBbL S BMecTe ¢ IPOYMMH MHOCTPAHHBIMU MUHHCTPaMH, OBIA 3BaH OT-
KYLIaTh K KHs310 MEHBIIMKOBY, KOTOPBIH B 3TOT ACHb 3aAaBaa rup. Ha kusae B aToT AcHb 6b1a HeGOAD-
110J1 TAPUK, CACAAHHBIIA, T10 €r0 CAOBaM, U3 BOAOC caMoro Llapsi, KOTopblil Bpems OT BpeMeHH CTpUT
ux 1 aapua emy. Kussp nmoaapua Lapio 200 6ormanoB, koTopsix cobpas B OAHOH cBoei rybepHun”
(Ilep6aues 1900: 223; Juel 1893: 261). Eme 60ace BbipasuteabHsM Ars Hameil paboTst o6pasom, FOab
AO TIOPBI AO BPEMEHH He Pa3AHYacT UMEHUHBI (23 HOA6ps, mamsth cB. Aaekcanapa Hesckoro) u aeup
poxacHust (6 Hos6ps1) AaekcaHapa MeHIIMKOBA, OAMHAKOBO U IOCACAOBATEABHO HA3bIBAs 3TH COOBI-
s Fodselsdag ‘aeuw poxxaennst’ (Illep6ades 1900: 97, 260; Juel 1893: 111, 305), 1 AHIIB CO BpeMeHeM,
uBs B POCCHH He OAMH rOA, HAYMHACT BEPHO XapPAKTEPU3OBATh 23 HOAOPs (= 4 Aekabpst o HOBoMy
cTHAIO) Kak uMeHnHbI [ Nafnedag) xusss (Ilep6aues 1900: 265; Juel 1893: 311), HO OTHOCHTEABHO APY-
THX AHI] IPOAOAXKAET AOYCKATh TEPMUHOAOTHYECKYIO HETOYHOCTb.

?  AeAo B TOM, 9TO TIpH BbI6OpE XPUCTHAHCKOTO UMeHHU Ha Pycu B 3Ty nopy opueHTHpOBa-
AMCh Ha KAACHAAPb, HO OPUEHTALU 3Ta ObIAQ YCTPOEHA AOBOABHO CAOKHBIM AASI BHEIIHETO HABAIO-
AaTeast 06pasoM. Aareko He AI060€e UM CBATOTO TOAMAOCH B Ka4€CTBE ITyOANIHOTO, POAOBOTO AASL
YeAOBEKA XOTh CKOABKO-HUOYAD 3HATHOTO. ECAM €My TOCYaCTANBHAOCH POAUTBCS HEMOCPEACTBEHHO
Ha [aMSATb CBATOTO, KOTOPBIH 06A2AAA TAKMM ITOAXOASIIIMM T10 CEMEHHBIM COOOPasKeHNUSAM UMEHEM,
TO B €r0 4eCTh pebeHKa H KPECTHAH, 3, COOTBETCTBEHHO, ACHb POKACHHS COBIAAAA Y HETO C HMEHH-
Hamu. OAHAKO Yale TaKoH MyGAMYHBIH AaHTPOIIOHUM IPUXOAHAOCH, KaK 3TO M BHIIIAO ¢ Bopucom
[OAYHOBBIM, TOAGHPATh B GANBKUX KAACHAAPHBIX OKPECTHOCTSX AATHI IOSIBACHHS HA CBET. B Takom
CAydae MMCHUHBI U ACHb POXKACHHS TPAa3AHOBAAUCH PasAcAbHO. Best aTa KapTHHA 0cA0XKHAAACH elme
U TeM, YTO MHOTHE (OAHAKO AQACKO HeE Bce) 06AAAAAM B MHPY ABYMS XPUCTHAHCKUMU MMCHAMU
U, COOTBETCTBEHHO, ABYMsI HEOCCHBIMH TOKPOBHTEASIMU — OAMH BBIITAAAA MM 10 AHIO POXKACHH,
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IPUHATO OTMEYaTh 00a ITH AHS M TBEPAO IIPOTHBOIIOCTABASTh COOTBETCTBYIOIIHE IIOHS-
Tust. Kax 06bs1CHUTD CBOEMY YMTATEAIO, YTO U, TAABHOE, 3a4EM ABA Pa3a [IOAPSIA IIPA3AHYIOT
3TH pycckue? Aoray, BO BCIKOM CAydae, IPEAIIPHHSIA HEKOTOPYIO IIOIBITKY TAKOTO 00b-
SICHEHHUS, yKa3aB, YTO 9TO ObIA He IIPOCTO geburts tag uapsi, Ho Borisium, bopucos AcHs.

Hraxk, 6aaropapst pykonucu Ienpuxa ¢on Aoray Bce OKOHYATEABHO BCTAAO Ha CBOU
MECTa, U TeIepb Y HAC eCTh IIOAHAsI BOSMOXKHOCTD yOEAUTBCS, 4TO AeHb poskaeHHs bopuca
ToayHOBa — 2 aBrycTa 1o CTapoOMy CTHAIO / 12 aBI'YCTa IO HOBOMY — 3a0BIT HECIIPABEAAH-
BO, IIOCKOABKY IIPU >KU3HH L1aps OH OTMEYAACA C HE MEHDIIHM BHHMAHHUEM, Y€M I[apCKHe
HMEHHUHBL
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TOTAA KaK APYroit 6bIA MX Te3KOH 110 myGanaHOoMy XpucTuanckomy umern. K cuactsio, B cayuae ¢ bo-
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Tectander 1609: Iter persicum, Kuertze doch auszfiibrliche und warhafftige beschrei-
bung der Persianischen ReifS: Welche auff der Rom: Kay: May: allerg-
nedig. Befelch / im Jabr Christi 1602. Von dem Edlen und Gestrengen
Herren STEPHANO KAKASCH von Zalonkemeny / vornehmen Sieben-
biirgischen vom Adel / angefangen: Und alfS derselbig unterwegen zu
Lantzen in Medier Land todes verschieden: von seinem ReifSbefeherten
GEORGIO TECTANDRO von der Jabel vollends continuiret und ver-
richtet worden. Beyneben fleissigen verzeichnif§ aller gedenchwiirdigen
sachen / welche ihnen / so wol unter wegen / in Polen / Littaw / Reussen
/ Moscaw / Tartarey / Cassaner und Astarcaner Land / und auff dem
Caspischen Meer: AlfS auch in Persien / und Armenien / auch andern
ProvinfSen Asie und Europe hin and wieder begegnet und zugestanden:
Wie solches durch obgemelten Herrn Georgen Tectander von der Jabel
/ zu seiner nach Prag wiederkun{ft auffs Pappier gebracht / und hichst-
gedachter ihrer Kay: May: Anno 1605. den 8. Ian. unterthenigst ist
ubergeben worden. Nu mit fleif§ ubersehen / und in Druck verfertiget /
auch mit schonen Kupfferstiicken gezieret, Altenburg in Meissen 1609.
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Anna Feliksovna Litvina, Fyodor Borisovich Uspenskij
Once Again on Boris Godunov’s Birthday. Heinrich von Logan’s Account

European diplomatic sources from the early 17 century provide us with previously unac-
counted for data on Russian history. Thanks to a report by Georg Tectander, a member of Emperor
Rudolph 11’s mission to Russia, we can now establish the exact date of birth for Boris Godunov. An
unpublished manuscript by Tectander’s contemporary and compatriot, Baron Heinrich von Logau,
who visited the Tsardom of Russia at the same time, allows us to verify this date as well as to broaden
our perspective on everyday life and ceremonial of the royal court, on the Tsar’s personal piety and
on the status of the ancient tradition of celebrating birthdays and name days. Moreover, analyzing
various calendars used by the diplomats of that era allows us to ascertain that one’s preference for
the Gregorian or Julian calendar was not defined by national strategies only but remained a matter
of personal choice that was subject to change during one’s life.
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HMopaan AsorixaHos

K OIIPCACACHHUIO SMHUTI'PAHTOAOTHHU

L Duaosoeus, poccuesederne, IMUPAHTNOLOUS KAK PASHBLE NAPAOUIMBL HAYKIL O PYCCKOLL
aumepamype

HecmoTpst Ha 04eHb pasHble HCTOPUH ITUX TPEX CAOB, MBI IIPEAAATAECM PACCMATPU-
BaTh UX KaK AOTHYECKH PABHOMOIHBIE OAXOABI K OAHOMY U TOMY K€ OOBEKTY, SIAPOM
KOTOPOTO SIBASIFOTCSI PYCCKasi AUTEPATYPa U PYCCKHE ITHCATEAH.

‘Pycckast ¢puaororust — oOLEIIPUHSTOE HAa3BAHHE TPAAULIHOHHOTO IIOAXOAA K 3TOMY
o0bexry B Poccun u psiae crpan Bocrounoit EBpomnst — moapasyMeBaceT He Bceraa 0Co3HaBa-
€MBIH 3IMHMCTEMOAOIMYECKUH U OTCIOAA METOAOAOTHYCCKUIA BbI60p: MBICAUTb AUTEPATYPY B
ABYCAHMHCTBE C SI3BIKOM. [ Ipedmermom AUTepaTypoOBEACHUSI, KAK padAeAd PUAOAOTUH, SIBASICT-
CS1 AMUTEpaTypa Kak popMa OCYIECTBACHHUS A3bIKa (‘SI3BIK B CMBICAC OO'BEKTa AUHTBUCTHKH).

‘PoccueBeaenue’ cymectyeT HeAOAro. O ero BOSHUKHOBEHUH MOXKHO BbICKa3aTh ABA
oueHb pasHbix MHeHUs . Kak 661 To HU 6140, CBOCH CAOBOOOPA3OBATEABHOI CTPYKTYPOI
TEPMHH HPSIMO OTCBIAACT K CTPAHOBEACHUIO : [IPEAMET AUTEPATYPOBEAYECKOTO ‘POCCHE-
BEACHUS — pyccKast AUTEpaTypa KakK COLMAABHBIH, reorpaduyIecKuil® U KyABTYPHBIH HH-

Asorman CyxaHeK BHAHUT €ro “Kak CIICIJHAABHBIH IIPEAMET CAABHCTHYECKHX HCCACAOBAHHMIT
BBIPOCIIMH “U3 GUAOAOTHH’, CPasdy BOLICALINE ‘B TECHBIH KOHTAKT C KYABTYPOAOTHEH M CTaBLIHI
MHTCPAMCLIMIIAMHAPHBIM; CBOCTO POAA HHAYTYPaLMOHHOE cobbITHe — KoHpepentus “3akar [epaepa.
Drrosorndeckie OCHOBBI CAABHCTHKH , OPTaHM30BaHHAs Kadpeapoil caaBucTHKE ONOABCKOTO YHHU-
BepcuTeTa 22-23 MapTa 2010 I. (CyxaHek 2013: 23, 24.). Ho Ha 06a0xxe kunru mecroit “Eppasuiickux
cbopaukos” (AackceeB # dp. 1929) uMeetcst noasaraasue: [loaumura. Purocofus. Poccuesedenue.
YauThIBAsT KOHICTITYAABHBII X0p0.40213M HAYIHBIX 3AHATHI eBPA3HIIICB, TPEThE CAOBO — 3HAK HAYY-
HOJ IIPOTPaMMBI B OIIPECACACHHOM METOAOAOTHIeCKOM Katode. Aokaaa Ierpa Casuikoro na ITepom
caaBucTHIecKoM KoHrpecce B [Ipare, Mecmodeiicmesue 6 pyccxodi aumepamype (Savickij 1929), MoxHO
CYMTATD IICPBOIT COBHATEABHO POCCHEBEAYECKON PabOTOI O PYCCKOM AUTEpaTypE; HAIIMCAHA OHA B OA-
HOM U3 BO3MOXKHBIX AAST POKAQIOIICHCS AUCIIUIIAHEI PAKYPCOB. 3AECh POCCUEBEACHHE BHIPACTACT U3
reorpauu U ABASCTCS CIICIIUAABHBIM PASACAOM B PAMKAX TOTAQ CIIIE CKAAABIBAIOIICHCS APEAAMCTHKI
(kax n “6askanosorus’!), KoHKpeTHee, uccaeaoBanuii “Poccun-Espasnn’”.

* Caeays 3a CaBULIKHM, AUTEPATYPY KAK TOTPAQUIECKUI UHCIMUMY M HAAO TIOHUMATD KaK
JacTh 00beKTa reorpaduy, B T.4. B KOHTEKCTe Teopun Hoocdepst Baapumupa Bepuaackoro. Ante-
paTypa — CpEACTBO CO3AAHHS IPEACTABACHHI O MECTAX, UBMEHCHHS NX PUSHYCCKOTO H CHUMBOANYE-
cKkoro o6amKa (cO3AQHME AUTEPaTYPHBIX MY3cCB, 3aKPCIIACHHUE ITHCATEABCKUX UMCH 32 YAHLIAMH) U
IOAACP’KAHUS MECTOCO3HAHHS (MECTO Kak 651 cO3HAET celst 6AaroAapst cBoeiH HACCACHHOCTH AIOAD-
MH, B T.4. YHTATEASIMU AUTCPATYPbl, 00K TUBUPYIOLIMMH €rO, B T.4. €T0 AUTCPATYPHbIEC HIIOCTACH, B
CBOEM BOOOPaXCHNH U MPAKTHKE).
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cTuTyT, $paxrop’, ‘marnueHc *. ‘PoccueBepcHnE’ IIPEATIOAAraET CABOCHHOCTh AUTEPATYPHI C
COLIMAABHBIM — ‘KYABT 1103Ta’ B Poccuu’® — u reorpaduuecknM IPOCTPAHCTBAME: BbIACAC-
HHUE PETHMOHAABHBIX Pa3HOBUAHOCTEH PycCKOil AuTeparypsl (Auteparypa Ypasa), a Taxoke
‘TOPOACKHX U ‘PETHOHAABHBIX ‘TeKcTOB (merepbyprekoro, cubupekoro...). C Touxu spe-
HUSI POCCUEBEACHHUS, AUTEPATYPA — MUMETHYECKHH IIPOLIECC U HHCTPYMEHT OpraHu3aluu’
00HMTaEMOro 4eA0BeKOM IpocTpaHcTBa. OUEBUAHO, YTO AUTEPATYPOBEAIECKOE POCCHEBE-
ACHHE TOPA3A0 CTApIIIE CBOCH TEPMUHOAOTH3ALIHH.

TepMUH SMHUIPaHTOAOTHSI, HACKOABKO MHE U3BECTHO, ObIA BBEACH B HAY4HBIIH OOMXOA
Asonmanom Cyxanexom Ha XII Mesxaynapoanom Konrpecce caaBucros 8 Kpakose B 1998
ropy (Cyxanek 2012: 19). Aast Cyxaseka (2012: 20, 21) SMUTPaHTOAOTHSL — OTACA POCCHEBE-
ACHISI, 3aHUMAIOIHICS SMUTPALHCIL. A POCCHEBEACHUE — AUCIIUITAMHAPHO SKCTPOBEPTHAs,
He-TepmeTnyccKast, pycckas puaosorus (Cyxaneka 2012: 19; CyxaHek 2013: 245 ¢p. € IIOHSI-
THEM IKCTPAAMHIBUCTHKH). AAS HAC ‘OMHIPAHTOAOTHS TIPEAIIOAATACT CABOCHHOCTD AUTEPA-
TyPbI  AyXOBHO-AYILECBHO-TEACCHOTO COCTABA % JOMA YEAOBEKA. DMUTPALMS IBASICTCS AUILD
YaCTBIO 0OBEKTA IMUTPAHTOAOTUH, OYKBANUCTIUHECKOE OCYHYECTNEACHIE CC TIPEAMETA.

Apyrasi, MeHee BUAUMAsL YaCTh OOBEKTA IMUIPAHTOAOTUH, STO ‘BHYTPEHHSIS IMUTPa-
LU, B T.4. B TPAAHLIMOHHOM IIOAUTHYECKOM CMbICAC. [ [pun.smue mosTaMu ‘Kyabra 1oata’ (1

> TpuBHAABHO YTBEPKACHHCE O CO-POPMHUPYIOLICH POAM AUTEPATYPBI B OOIIECCTBE U KYABTY-
pe. Ha ¢usuxo-reorpadpuueckyio cpeay oHa BO3ACHCTBYET OIIOCPEAOBAHHO: CO3AABASI, TIOAACPIKH-
Basl, DAOKHPYA... KAKHE-TO IIPEACTABACHUS O reorpadpuuecKux 0ObeKTax, BAMACT Ha IIPAKTHYCCKOE
OTHOIIEHHE K HUM (OCHOBaHME KypOPTa, OCBOCHHUE LICAHHbI, CO3AAHHE 3aTIOBEAHHKA...), IOMUMO,
BOIIPCKHU MAH B COTAACHH € SKOHOMUICCKUMH, TIOAUTHICCKUMH M IPOY. cO0bpaskeHusAMu. Autepa-
Typa — HHCTPYMCHT U PECYPC 260709k, T.c. KOHCTPYUPOBAHUS TOTO UAM HHOTO T€OrpaduyecKo-
ro npocTpaHcTsa (KoHKpeTHee cM.: Frank 2010: 27-28; pa6oTa 11eHHA B T.4. OTCHIAKAMHU H K PYCCKO-,
U K QHTAOASBIYHBIM KOHIIEITYaAU3ALIAM).

*+  Vexopennslit poct rpamoraoctd B CoBetckort Poccun He MOXeET He IIPUBECTH K U3MEHe-
HUSIM B CTPYKTYPE BKYCOB (3aIIpOCOB) YUTATEACH, MOHIDKAIOIMM BOCTPEGOBAHHOCTD MOAEPHHUCT-
CKOH AMTEpPaTypbl, HOMUMO LiCH3YPbl U ACKPETHPOBAHHS AUTEPATYPHOI TEMATUKU U OITHKH (AU~
TepaTypa — COLIMAABHBIH MALUEHC, T.¢. TAIMEHC COLMAABHBIX U3MeHeHui). [lepexoa yrpaBacHus
KYABTYPOH OT PBIHKA K TOCYAAPCTBY K MUHUCTEPCTBY KYABTYPbl K KOMMYHHUCTHYECKON IIAPTHH B
Poccun 1914-1922 IT. He MOT He BO3ACHCTBOBATH Ha TEMATHKY, IIOITUKY, YACABHBIH BEC B KYABTYPHOM
noae auteparypsl (‘KyabTypHblil manuenc’). Ocyienue 60A0T MOXET U3MEHHUTD XapakTep 60AOT-
HOH 06pasHOCTH B ocaeaytomeil auTeparype (‘reorpaduyeckuii namuenc’).

5 O nem om. Freidin 1993: 149, 157; Muatokos 1896-1903, I1: 185-187.

¢ Cp. Borpanos 1911: 34: 10 OTHOIIEHHIO K “XKMBOH COIIHAABHOM XH3HH  “TIPOM3BEACHHE
XYAOXKHHKA €CTh U IPOAYKT, 1 opranusyromast ¢opma’. C TOUKH 3pEHUSI TECOPUH COLIHAABHOTO IIPO-
cTpaHcTBa AHpH AedeBpa MBICAb O TOM, 9TO XYAOKECTBEHHAs! AuTepaTypa (co)opranusyer, (co)
[POU3BOAUT NIPOCTPAHCTBO, KAKETCSI TPUBHAABHOM. S| MMeI0 BBUAY Kak (UKIIMOHAABHOE, TaK U
COLIMAABHOE MPOCTPAHCTBO PYHKIIMOHUPOBAHUsI AUTEpaTypbl. Hapro npunsTts un teopernueckyro
IOCBIAKY, 9TO PUKLMOHAABHBIC MUPBI MOTYT HMCTh K HeQUKLMOHAABHOMY HE TOABKO ‘0TOOpasn-
TeAbHOE OTHOIUCHHE, HO M ‘TPO06pasoBaTeAbHOE M AMBEPIECHTHO-AONIOAHSIONIEE (ITpU KoAcOaHuH
MEXAY ABYMSI BOSMOXKHOCTSIMU OAHA OCYLIECTBASICTCS B AUTEPATypE, APYTasi BHE AUTEPATYpBbL).
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€TO IIPEABOCXUILECHHE; ‘CAMOCOTBOPEHHUE 03T HABCTPEYY ITOMY KYABTY) — Y)KE HABEPHSIKA
HEBUAMMAs 9aCTh OOBEKTA AUTEPATYPOBEAICCKON SMUTPAHTOAOTHH; OAT (IIHCATEAD) MBIC-
ACHHO CTaBUT ce6s1 B HOAOKEHHE 060COOACHHOCTH, HEKOTOPOI ‘Heroc(u)ocTopoHHecTH 7.
Boibpannvie mecma u3 nepenucxu ¢ dpysvamu Toroas, Quaocopuueckue nucoma Jaapacsa ne
MeHee HHTEPECHBI AASl SMUTPAHTOAOTHH, €M AASL PYCHCTHKH M POCCUEBEACHHS.

Mesxay ‘st3bikaMu 0OBEKTOB' TPeX MAPAAUTM CYLIECTBYET B3aHMHAs! [IEPEBOAUMOCTb.
Tax, ‘6exeHcTBY”, Kak 00BEKTY IMUTPAHTOAOTHH, COOTBETCTBYET MEXK-TAOUTYCHOCTD B KO-
OPAMHATAX COLIMO-AHTEPATYPOBEAICCKOTO (POCCHE)BEACHHS; MEXK-TIOAOKEHHOCTb CTHASIM
/ TIO3THKAM B KOOPAHHATAX GHAOAOTHHL.

A mapapAUrMsl MOKHO 6OACE TOYHO O3HAYUTD TaK: AUTEPATYPOBEACHHE GUAOAOTHYC-
CKO€, CTPAHOBEAYECKOE U IMUIPAHTOAOIHIECKOE.

YBepeHHOCTh B HCYEPIIATEABHOCTH 3TOTO TPEXACACHHUS IIOKOUTCS Ha (COLMAABHON)
OHTOAOTMH, IOCTYAHPYIOLICH COBMECTHYIO [IEPBUMHOCTH (HE)CaMOTOXACCTBEHHOCTH PEH,
CHTyalluu U CyObeKTa.

Heobxoanmo an peasaraemoe TpexaeAcHIE 03a004CHHOMY PyccKoil peusto, Poccueti
¥ PyCCKUMHU AMTEpaTypoBeAcHHI0? JKuBOTpenemymux npobaeM pycckoil UAOAOTHH 51 pe-
wath He cobuparoch. Ho aTo TpexaeacHme A2eT BOSMOXKHOCTS 0OPaTUTh AOAKHOE BHUMAHHUE
OCHOBOIIOAATAM0OIEMY CBOHCTBY AUTCPATYpBI, €€ HEBHY TPUCHTYaTHBHOCTH (cM. Hioke). OHoO
II03BOAHT [EPEOCMBICAUTD YCTOSIBIINECS IIPEACTABACHHS M OOBEKTBI PYCHCTHKH € YYETOM
CABHIa B UyBCTBAHWH M IOHMMAHUH AOMA M OE3AOMHOCTH, OCEAAOCTH U KOYCBHHYCCTBA,
IIPOM3OIIEAIIETO B AUTEPATYPE M T'YMAHUTAPHCTUKE B MOCACAHHE HECKOABKO AECATHAE-
trit. OHO AACT BO3MOXKHOCTB IIEPEOLICHUTh TCOPETHYECCKYIO IICHHOCTh HEKOTOPBIX 3aHATHUIL
PYCCKOH AMTEpaTyphl, MaprHHAAMSHPOBAHHBIX MAaTCPHAAUCTHYCCKHM (IIOSHTHBUCTCKHM,
MapKCHCTCKO-ACHHHCKHM) AHTEPaTYPOBEACHHEM, & TAKKE 3aAMETHTb XKHBYICCTh OAHOH U3
HMIIAULJMTHBIX TIPEATIOCHIAOK ITOCAEAHETO. B KOHIIEe KOHIIOB, OHO, HAACEMCSI, COBAACT 72p0-
JyKmusHy 0 TIyTaHULYy B HOMCHKAATYPE 3aHSTUI HA3BAHHOM AMTEPATYPOH U ee IIHCATCASIMH,
1106Y>KAQ5 YCOMHUTBCS B SIKOObI CAMOOYEBUAHOM. ACHATyPaAU3aLIUsI KATETOPHIA, KOTOPBIMU
CXBaTBIBACTCSI YEAOBECICCKHIL OIIBIT, KAKETCS U MHe beccMeHHbIM uMnepatuBoM (cp. Lewis,
Wigen 1997: 46)° 1 aCIIEKTOM AOAXKHOMH caMOPepACKTUBHOCTH — UAU PEPACKCUBHOCTIN — CO-
LIMaABHO-TYMaHUTapHOTO 3HaHuA (0 Hell: Bourdieu 2004: 85-93).

AHaAM3 IPOU3BEACHHH, KOTOPBIH IIPOACMOHCTPUPOBAA ObI IBPUCTHIHOCTH ITOCAC-
AOBATEABHOTO PAa3MEXEBAHHS TPEX IIOAXOAOB, MOKET BOMTH B 3aAAYH ITOCAEAYIOMIEH CTa-
ThbU AMOO KHUIH I10 TeMe.

7 CrpeMAcHHE K TOYHOCTH BBIPAKCHHUS HE Pas MPUBEACT Hac K (IIOAYAC KaXKyIMMCS) He-
OAOTH3MaM.
8 ¢ > "
BeskeHCTBO — ‘OMHIPaHTCKOCTH, KOTOPOI HeaocTaeT nHAMBHAYanuH (B cm. IOmra). Cp.
Berg1996: 4.
?  Cp.: “Tpaannuonaausm no C. ApepuHIEBY: [...] oT pomanTH3MA [...] AOpedAeKTHBHBINH
TPaAULMOHAAU3M HOBOH (OPMALIMH: TAKOBBI IHA0AOHBI PEAAU3MA, KOTOPbIE IIPUCYTCTBYIOT Y BCEX B

CO3HAaHHWH, HO CUYHUTATCA HCCyH.leCTByIOIJ.II/IMI/I” (raCl'[aPOB 200I: 177)
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2. Tlonamue 3Muzpaﬂm0/wzuu, MMPOBOSSPEH’IeCKMZZ Mﬂmepuaﬂusm u ucmopuuﬂocmb 2y-
Mﬂﬂumﬂpucmuxu

Sl mpumiea x BBIBOAY O HEOOXOAMMOCTH — KaK HAayKOBEAYECKOH, TaK M KYABTYPHO-
HCTOPUYECKOH — YETKOTO OTMEKEBAHMUS OT TEOPETHIECKUX ITOCchiA0K CyXaHeka U “Kpakos-
KO KOABI poccueBeaenus u amurpantosorun” (cp. Cyxanexk 2013).

OcnoBHas caabocTb ux nopxoaa (Kak oH oraames B pesromupyromux paborax: Cy-
XaHEK 2012, 2013) — PEAYKIIUS IPEAMETA IMUTPAHTOAOTHH K OAHOMY M3 €€ OObEKTOB; HAM:
BEPHOCTb MATEPHAAMCTUYECKOI KapTHHE MUpa U (6€30T4eTHOE?) TPHAAHHE €l HOPMATUB-
Horo 3Hauenus. CeaeHue npeameta/ 06beKTa SMUTPAHTOAOTUH K (BHEIIHET) SMUTPALIUH
— AQHAAOI CBEACHHS PEaAM3Ma K MHMETHYCCKOMY O3HAMCHOBAHUIO IICHXO-COLIMAABHBIX
siBAeHUH. Pycckue cuMBOAHCTBI, 06paiasich Kk GUAOCOPCKOI TPAAULIUH CPEAHEBEKOBBSI,
BKAQADBIBAAM B 9TO IIOHSATHE COBEPLICHHO MHOe 3HaveHHe; a Mepeskkosckuii, [llectos,
BaxTuH B CBOMX IIPOYTECHUSX HEKOTOPBIX 0OPA3L[OB PYCCKOTO AUTEPATYPHOIO ‘PearusMa
06OCHOBAaHHO YCOMHHUAHCH B IEPBOCTENIEHHOM 3HAYECHUU KaK PENpe3eHTaTHBM3Ma (IO
CPABHEHHIO C IKCIPECCUBU3MOM U AMEAASTUBHOCTDIO)'®, TAK M NICHXO-COLUOAOTH3MY (B
yiep6 AyXOBHO-AYLICBHOMH MPOGAEMaTHKE) B 9TUX npousBeAcHMsx. Ho Tyt n anmcremo-
AoruyecKasi mpobaema: ONpaBAAH AH IIEPEHOC €CTECTBOHAYYHO KAPTHHBI MUPA B I'yMaHH-
TapHbI€ HAYKH U IPUAAHME €M TaM HOPMAaTUBHOCTHU ?"!

OrpaHuYeHHOCTb AOHBIHE BKAAABIBACMOTO B IIOHSTHE SMUTPAHTOAOTHH CMBICAQ I10-
MOXET OCO3HATh OOpalleHUe K MOHATUIO ‘peasrucTudeckoro cybnexra. “Kapresnanckuii
VAU PEAAUCTHYECKUH CYyObeKT “IOAACP)KUBACT YCTOMYUBBIE CBSI3U € CBOUM OKPYXKeHHEM
(Connon 2010: 10), 3T0 CyOBEKT, KOTOPBIH “NOKa3aH (pernpe3eHTHPOBaH) IOAAEPKHBAIO-
MM 06bEKTHBUPYIOIIMI B3TASA Ha BHEIIHUIA Mup” (72am yce: 10, npumed. 3). Toraa kax He-
PEAAUCTHYECKHE HAH TTOCT-PEAAUCTUIECKHE CYOBEKThI IPUHLMITMAABHO ‘HEMHOTO HE Ha
mecte/y mecta” (“slightly out of place”) (72am sce: 11). ITpuypoucuue npeamera amurpan-
TOAOTHH K pH3HYECKOH HAXOAMMOCTH (B)HE AOMA — 3TO HATYPAAU3ALIHSA PEAAUCTHIECKOTO
cy0ObeKTa, MoAada OCOOCHHOCTEH PALlHOHAABHO-MATEPUAAMCTHICCKOIO MUPOBOCTIPUSITHS
3a eCTeCTBEHHbIE U be3aAbTepHATHBHbIE. TOTAQ Kak CaMO COCTOsIHHE ‘(B)HEAOMHOCTH ™ 5IB-
ASIETCSI BOIIAOLICHHBIM CBUAETEABCTBOM UX HEOE3aABTCPHATUBHOCTH.

‘3aHATOCTH TEPMUHA AQAHHBIM €r0 IOHUMAHHEM [PEACTABASETCSI HCTOPUYECKUM He-
BE3CHbEM: TEPMUH ‘3aHAT AAHHBIM €r0 IOHUMAHUEM Ha #(X00¢ KYABTYPHO-UCTOPUYECKOH
popManuy, HaCHAMEM BOCIIUTHIBABLICH MBICAUTH PALIHOHAABHO-MaTeprasucTHIecku. [ To-
3UTHBHCTCKOE HCTOAKOBaHHE pycckoro ‘peaansma XIX B., yHACACAOBAaHHOE U PasBUTOE

'© 3A€Ch OTChIAAEM K TPEM OCHOBHBIM QYHKIIMSIM €CTECTBEHHOTO s13b1ka 1o Kapay Broaepy.

" IlpumeM, 4TO IPUMAT MATEPUH HAA HE-MaTCPHCH, AOCTYIHOIO IISTH YyBCTBAM HAA HEAO-
CTYIHBIM MM SIBASIETCS YACThIO MAM OCHOBOJ HA3BAHHOM KapTHUHBI B KOHIIe XX B., KOTAQ BEIABUTIA-
AOCh TTOHATHE ‘AMUTPAHTOAOTHS B KPUTHKYEMOM MHOI0 3HAYCHHUH.

" Tak mb1 06beannsiem pasandaemsic B (Connon 2010: 14, ipumed. 8) moHsTUst #nhomeli-
ness (HeAOMBSI, “IyBCTBA OTIY>KACHHOCTH OT coOCTBeHHOTO AoMa”) U homelessness (6espomHOCTH,

“BBIKOPYEBAHHOCTH MAU TIOTEPU AOMR”).
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MAapKCHCTCKO-ACHHHCKOH 3CTETHKOH, H CO3AACT Ty HHTCPIPETATUBHYIO CPEAY, B PaMKax
KOTOPOI CBEACHHE ITPEAMETA IMUTPAHTOAOTHH K €T0 pUSHIECKOH TPAHH KaXKETCSI BIIOAHE
CCTECTBEHHBIM U AQKE HCYEPIIBIBAIOIINM COO0K0 mpeaMeT”. EcTecTBEHHO MPEATIOAOKHUTS,
9TO C 1940-X IT. MHTEPIIPETATUBHbIC HABBIKH pycucToB Bocrounoit EBpomnst 6yayT popmu-
pOBaTbCsl B 3HAYMTEABHON 3aBUCHMOCTH OT HABBIKOB B ‘METPOIIOAMH — B COBETCKO-POC-
CHICKOI pycucTHKe (B T.4. B AOCOBETCKOI-CKBO3b-UABTP-COBETCKOM).

OTka3 OT MaTepPHAAUCTUYIECKOTO OyKBaAU3Ma B IOHUMAHHU SMUTPAHTOAOTHH MOX-
HO PSIAOTIOAOXKHTb HEAABHEMY PAsSBUTHIO B TEMATU3ALUH #72¢a77y (AHIAMHACKUI TIEPEBOA
Hemenxoro U/unheimlich(e)) B 3amaanoit rymanurapucTuke (xoTst Gbl aHTAOSBBIMHOMN) U
AuTeparype (x0T 661 PPaHKOA3BIYHOM): BHUMAHHE CMEIIACTCS C YKACHOTO, paHTacTHC-
CKOTO U CBEPXECTECTBEHHOTO K THXOM JKYTH H AQXKE IIPOCTO 3a30PHOCTH [TOBCEAHEBHOTO H
aomamrero (Connon 2010: 12-13, 49, 265). Peub naet o cnocobe BuaeHns, 06 ynpaxHe-
HUH B HeM, 2 He 00 00paleHnH K HeOOBIYHBIM SIBACHUSM. AHAAOTHYHO, AAS HAC IMHUTPaH-
TOAOTHSI OIIPEACASICTCS B IIEPBYIO OYECPEAb CBOMM IIPEAMETOM, 2 HE CBOMM 00BEKTOM.

AAst Tpex BBIACASIEMBIX HAMH TPYIII AUTEPATYPOBEAYCCKUX HCCACAOBAHHN OOBEKT
o0wmii: auTeparypa u mucarean. OObeKT MMeeT KOHLICHTPUYECKYIO M OTKPBITYIO CTPYKTY-
Py: K HeMy MOTYT TIPHAHIIATE COCEAHUE OOBEKTHI — HANp., Anogeos becnovsennocmu Ille-
CTOBA MOXET BOHTH B KPYT $UAOAOTHIECKOTO AUTEPATYPOBEACHHS IO IIPUIHHAM CTHAHU-
CTHYECKUM AMG0 SKAHPOAOTHYECKUM (IIPU AOIYIIEHUH O KOHBEPICHIIMH XYAOXKECTBEHHOM
po3bl 1 PUAOCOPCKOI ICCCUCTHKH ); AMTEpaTypHast IPOAYKLms Bapiuass nan Tudanca
B XIX B., BHE 3aBUCHMOCTH OT SI3bIKA IyOAUKAIIMH, — B KPYT POCCHECBEACHUSI; IOBECTBO-
BaHHe 06 ‘06e3poMacHHOCTH (IHcaTeAss AUGO Tepost) B PE3YABTATE IPUPOAHOTO GEACTBHS
(ecan 06pas cuTyal M BHYIIACT COMHEHHE O COACHCTBHH MOAUTHYCCKOM cUAbL: MednubLil
6cadnux v EBrennit) — B kpyr amurpantosorun. Ho tpexaeaenne ocraercs, u 06ycaoBacHO
OHO crIerM$UKOM IPEAMETA.

Tax, B ckaske o [enseae u Ipereae repmanncT-$puaosor nHTEpecoBacs 651 0cobeHHO-
CTSIMH SI3bIKA U [TOBECTBOBAHMS; CTPAHOBEA — IIPEAOMACHUEM B CKA3KE HEMELIKUX PEAAHH
(xax BpemeHH, GAUBKOTO K BPEMECHHU ACSITeABHOCTH OpatbeB [pumm, Tak u 6oace OTAQACH-
HBIX BPEMCH); SMUTPAHTOAOT — OIIBITOM BBIBEACHHBIX OOMaHOM M3 AOMA M OKA3aBLINXCS B
IACHY A€TEi. DTO MPUMEPBI HHTPATEKCTYaABHBIX IIOAXOAOB, PHAOAOTHYECKOTO, CTPAHO-
BEAYECKOTO M IMUTPAHTOAOTHYECKOrO COOTBETCTBEHHO, K AAHHOH ckaske. Ho Bropoit u

B I'lpuBeaeHHE CKOAD YTOAHO AOATOTO PSIAQ IIPEAIICCTBEHHUKOB U BAOXHOBHTEACH HACAAH-
CTOB M IIEPCOHAAHCTOB (em. CyxaHek 2013: 28-29) camo mo cebe CBHACTCABCTBYCT He 0 KoachaeMo-
CTH MAaTEPUAAMCTHIECKON MHPOBO33PEHYECKON YCTAHOBKH Y IPUBOASIIHMX CITHCOK, 4 O €€ ACCUMHU-
ASITUBHOM CHAEC.

¥V Cyxanexa (2012, 2013) cMBIBaeTCA pasAMdnE MEXKAY OOBEKTOM U IIPEAMETOM HCCACAO-
BaHUH.

5 Byab yxoa I u I. 13 AOMy 110 cOGCTBEHHOMY >KCAQHHIO HAHM OKKHCh KOAAYHS AKOOsIIe
YCHIHOBUTEABHHULIEH, COOTBeTCTBYOmMuiA onbIT I. 1 I. Bce paBHO Gb1a 651 IPeAMETOM IMHUIPAHTOAO-
THYECKOTO PaCCMOTPEHHUS.
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TPETUIT IOAXOA ACTKO MOTYT CTaTh IKCTPOBEPTHBIMU. B cAydae aMurpanrosornu 3To o3Ha-
4aA0 Obl 3aHHTEPECOBATBCS [IOYEMY AOHALMOHAABHAS, HO ‘UHTEPITHUYECKAST, POABKAOP-
Hasl CKa3Ka 3aCCAA B MHTCPHAIIHOHAABHON KYATYPHOII IAMSATH HMEHHO B CBOEM HEMELIKOM
‘oAuTeparypuBaoieM OOAUYBH; A TAKKE OOCTOSMTEABCTBAMH [IEPEMEH MECT JKUTEABCTBA
cobupareAeii CKa3KH U BOSMOXKHOE BOACHCTBHE STUX OOCTOSITEABCTB HA HX COCTABUTEAD-
CKYIO H PEAAKTOPCKYIO ACSITCABHOCTb.

B cobcTBeHHO AMTEpaType CTPYKTYpa IIPEAMETA, 110 KPaiHHEH Mepe SMUIPAHTOAOTH-
4EeCKOTO, CAOXKHEE. 3AECh CACAYET Y4ECTh OCHOBOIIOAATAIONECE PACCAOCHUE M YCAOXKHEHHE
YEAOBEYECKOH CYOBEKTHOCTH 110 OCH ABTOP — UMIIAMLIUTHBIH aBTOP — IOBECTBOBATEAD —
repoil. A TakKe COIyTCTBYIOLIEE POXKACHHUE BHECUTYATHBHOCTH, KAK OCHOBHOTO CBOMCTBA
AUIMEPAINYPbL, TATIOAOTHIECKH U TCHETHYECKH OTMEXKEBAIOLIETO €€ OT c1o8ecrhocmu (ABe-
PHHLEB 1996: 15-22, 29 U AP.).

HasBanHoe paccaoeHne — KOPEHHOI 720600 AUTEPATYPOBEAIECKOI IMUTPAHTOAOTHH;
He OYAb €TO, 9MUIPAHTOAOTHSL, €€ IPEAMET, BPSIA AU OBl IMEAH MECTO B AUCLIUIIAMHAPHBIX
PaMKax AUTEPATYPOBEACHH, a OBIAK OBl yACAOM AMILIb IICHXOAOTHH, COLIOAOTHH, KYABTY-
posorum.

OTOXACCTBACHHS BUPTYaABHO-PEAABHOTO MECTA IUIIYLIErO CyObeKTa U €ro MHChMa
C AOMOM, AeAaBiIHecs no-pasHoMy I Iymkunsiv n Xatiserrepom (em. Smith 2006: 54, 28),
a HABEPHSIKA K MHOTMIMU APYTHUMH, IIPEACTABASIOTCS. MHE HE TOABKO (HE)BOABHBIMHU BapHa-
LIMSIMH HA APXETHITHYECKYIO AASI HYACO-XPHCTHAHCKOH KyAbTYpBI TeMy I Ipemyapocty, mo-
cTpouBiLeri cebe AOM, HO M KOCBEHHBIMH U KaK ObI KOMIICHCUPYIOINUMH 00beKTHBALIHAMU
KOPEHHOTO CBOVCTBA AUTEPATYPBI, €€ HEBHY TPHCUTYATUBHOCTH.

O6urast AOHBIHE KYABTYPOAOTHYECKHE, COLMOAOTHYECKHUE, ObLencTopruorpadude-
CKHE OKPAHHBI AUTECPATYPOBEACHH S, IMUTPAHTOAOTHUS BCTYIIACT B KPYT TCOPUH AUTEPa-
TypbL. B ee mepcrexTiBe SMUIPAHTOAOIHS — HCCACAOBAHHE PA3HEYPOBHEBBIX IPOCKIIUIL
PACIIATAHHOCTH CTATyCa AUTEPATYPhl U AUTEPATOPA KAK AUTEPATYPBI U AUTEPATOPA, T.C.
pacIIaTaHHOCTH UX 006P080AbHOT HEBHY TPUCUTYATUBHOCTH, UX (80000b. IEPEXKUTH CBOIO
BHECHTYAaTUBHOCTb, B T.4. BHYTPCHHIOK CaMOAHCTAHIHPOBAHHOCTb. DTy pPacCIIaTaH-
HOCTb MO>KHO CUHTATb U BLHYICOCHHOCTNH ANTEPATYPbI HCCACAOBATD YCAOBHS COOCTBEH-
HOM BO3MOX>XHOCTH.

A 10o4eMy UMEHHO ‘SMUTPAHTOAOTHUST ? Aydllle TOAB3OBATBCS Y)KE HAAUYHBIM TEPMHU-
HOM, 4eM IIPUAYMBIBATb HOBBLI, €CAH 720menyuas (B T.4. ACKCHKOCCMAHTHYECKHIT) B3SATOTO
B KQ4€CTBE TEPMHHA CAOBA KXKETCSI HEUCNOAb308AHH M. ' MUTPAaHTOAOTUS HE TOAUTCS, T.K.
npu 0OpaICHUN K 3TOMY CAOBY ObIA Obl IIPEYBEAHYECH MOMEHT ‘HEIPHBSI3aHHOCTH, OT-
PEIICHHOCTH), TOTAA KaK COCTOSIHHS, SIBASIOILUECS 0056K7720M IMATPAHTOAOTHH (CM. HIXKE),
XaPaKTEPU3YIOTCS PACIUIATAHHOCTBIO MEXKAY TPHBSIBAHHOCTBIO M HEIPHBS3AHHOCTHIO
(cM. XOpOLIO H3BECTHYIO HCCACAOBATEASM BHEILHEH SMUTPALIMH AHAACKTHKY / AUXOTOMUIO
cBo60ADI 1 HOCTaAbIHH). ‘VIMMHIpaHTOAOTUST TOCTaBHAQ OBl aKLICHT He Ha ‘CMEIeHUE U
Ha CPBIB B ‘He-T10-Cebe-1IHOCTS, a Ha ‘HOBOIIOMEILCHUE, HA [IPUXOA B HOBOE ‘TIO cebe’
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3. Hpeﬁwzem 3Mu2paﬂm0/wzuu Memﬁy 6_)’%’6&1/!143/140/% U CeMUOMUKOU

HPCAMCIT SMUIPAHTOAOTHH — ‘HCHOCC6CIHHOCTI>’, HCCBOCMCCTHOCTb, MHOHAXOANUMOCTb.
TeOpeTI/I‘{CCKI/IC YCAOBHs BO3SMOXXHOCTH ITOAXOAQ — IIPHU3HAHHC 332 COCTOSHUSIMU ‘OT’LCAI/I-
HCHHOCTH OT AOMa,, B T.4. 6CSAOMHOCTI/I, 6C3p33ACAI>HO HCI/IXO-q)I/ISI/I‘{CCKOFO XapakKTepa U
TIIPU3HAaHHUC 32 IIOHATHEM AOMa HCOT‘{y)KAaCMOI;I CB5I3AHHOCTH C IPOCTPAHCTBOM M MECTOM.

3.1 Cemuv onopnuix nonsmuil

IIpeaMeT SMHUIPAHTOAOTHH — OIBIT CYILIECTBOBAHMS, AKTYaABHOTO AMOO IHIIOTETH-
YEeCKOrO, B MECTOOOHTAHMUSX, OLIYLIAEMbIX AUOO MBICAMMBIX BPEMEHHBIMU U OTAMYHBIMU
OT CBOETO ‘eCTECTBEHHOroO MecTooOuTaHus. OmbIT HEAOOPOBOABHON AMIICHHOCTH AOMA,
UAU 00€300MAeHHOCIIL, HANOOACE 3HAYUM COLIUETAABHO, HO OH HE HCYCPIIBIBACT IPEAMETA
SMUTPAHTOAOTHHL.

KoHuenTyaausauus npeaMera SMUIPaHTOAOTHH IIOKOUTCS HA IOHATUSX ‘MECTOCBSI-
3aHHOCTH, HAU HECBOAUMOTO K SI3bIKY YYBCTBA AOMA / POAUHBI; M ‘MECTOCO3HAHHS — OLLy-
IEHNA U CO3HAHUSA (He)CBSA3aHHOCTH CBOEH OOBIMHOM U AOAXKHOH aKTUBHOCTH C MECTOM
1 €ro oOHTaTeASIMH.

‘Mecrocosnanue’ — reorpaQUsUpPyROLIUI KOPPEAST CO3HAHUS CBOCH He-BHENONONEH-
Hocmu (situatedness). CoupaabHas, reorpaduaeckas 1 HICTOPUIECKAst HEBHETIOAOKCHHOCT
— KOPEHHOE YCAOBHE BO3MOXKHOCTH TAKHX YECAOBEUCCKUX ACSTECABHOCTEI, KAK AUTEpATy-
pa 1 IPOU3BOACTBO COLIMAABHO-TYMaHHUTAapHOTo 3HaHus'’. Pabora (Neumann, Neumann
2018), IPEAAATAOMAsST METOAOAOTHIO U METOAMKH OOBEKTHBALIMH HEBHEIIOAOKCHHOCTH
HCCACAOBATEASL IIPU IPOU3BOACTBE COLIMOAOTMYECKOTO 3HAHUS, [IOMOTACT IOHAThH IAY-
OMHHOE POACTBO TPEX HAAIO3UIL: HEUTPAABHO-OOBEKTUBHOIO COLIMAABHO-TYMAHUTAPHOTO
3HaHUsI, 0ECKOHEYHOCTH TBOPYECKOH CBOOOADBI, AOCTOBEPHOCTH MHCTAHIIUH HEBUAMMOTO
U BCEBEAYILCTO [TOBECTBOBATEASL. Apyrasi BOSMOXXHOCTb IOAOHUTH K ‘MECTOCO3HAHHIO — 3TO
TEOPHsI CO3HAHM, OTOKACCTBASIOIIAS TOCACAHEE € 1) TPEXBEAMHCTBOM CyObeKTa, 00beK-
Ta ¥ IIpoLecca MIO3HAHMUS; 2) HEKUM OOIINM 3HAMEHaTeAEM, 32 KaAPOM' 00bEAMHSIOIUM
COCTOSIHUSI SIBH, MEYTAHHSI U CHOBHUACHHUSI, HO, B OTAMYHE OT HUX, OECIIPEAMETHOTO, HAH
‘camo-npeamerHoOro’ (cp. Grace 2007: 30-33, 41-42). Toraa MecTocosHaHHE OYACT HAXOXK-
ACHHEM B TOM (AKGOM TaKOM) MECTe, K KOTOPOMY 51 (TBI, OH...) B COCTOSHUU IPUYPOYHTH
‘3AECh, 3ACIIHECTh CBOETO ‘00AAAAHUS CO3HAHHEM = CBOEH ‘00AAAAHHOCTH CO3HAHHEM,
{aKT cO3HAHMS TAKOBOIO HAXOKACHHUS U camo 310 MecTo (cp. Grace 2007: 30); ‘3aech ecMb,
TA€ S CO3HaIo0 7.

16 Ecam momnmrTatecs cBAsath ¢ moHATHEM ‘BHCHaXOAI/IMOCTI/I’ M. BaXTI/IHa, TO: IIPH BCSIKOM

‘BO3BpALICHNH K ce6e’ OCTaeTCs HapAeKaljee OCO3HAHUIO IIPUCYTCTBHE APYTOr0; KOHTEKCTA, HCTO-
PHUH U IPEABICTOPUH KOHTAKTa C HUM.

7 Tpetsist BO3MOKHOCTb — Teopust mamsiti I. Bamasipa: “Mecto u teao obpasyior rubpua,
KKAOC BSHPACT Ha APYTOTO AASL OOpeTeHNs HACHTHIHOCTH 1 opymeBacHus (Trigg 2012: 12). Yer-

BepTast — OHTOAOrUsL GbiTHA U npocmparncmsa M. Xaitaerrepa (Sloterdijk 2012: 39 B ocobennocrn).
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[TpeAMeT SMUIPAHTOAOTUH — 330 MEXKAY MECTOCBSI3AaHHOCTBIO M MECTOCO3HAHHEM
(‘1 He Tam, TA€ MHE XOTeAOCH b OBITE ) M 032004CHHOCTD ITHM ‘3a30POM.

CTpyKTypy MECTOCBSI3aHHOCTH MO>KHO IPEACTABUTH ceOe Kak HapacTaHUE, USHYTPH
Hapy’Ky, He-AHYHOCTHOTO, TOOTPadpUYECKOrO IACMEHTA: TIEPEXOA OT 4yBCTBA ‘HEKOHBEP-
THPYEMOTO’ SIAPA CBOETO ‘s K 9yBCTBY AOMa. AHAAOTHYHO, YYBCTBO HAPYULEHHOI MECTOC-
BSI3AaHHOCTH, MAH OTMCYCHHOM 3a30PHOCTH, OYACT IICPEXOAUTH U3 Henocebemnocmu™ B
HECBOEMECTIHOCIIL" .

[TonsTue uHOHaXOAMMOCTH G0AEE ODILIIEE, YeM ABA TIOCACAHUX. B MHOHaXOAMMOCTH
eCTh TaKOH Pybexk AOSIABHOCTH, IO OAHY CTOPOHY KOTOPOTO HECBO0EMECTIHOCIIL, HENOCE-
bemrocme, a o apyryto — Hcxop (cp. Ainsa 1982: 52-53). B MexxaoMbe yoke qyBcTByeTCs
GoAbIIE OT HOBOAOMBSI, 4eM OT 6e3poMbst. Ecan obpatutbest k Takomy 00beKTY, Kak exile:
9K3MAAHTbI CTAHOBSTCS MMMUTPAHTAMH. BO3MOXXHOCTD aHAAOTMYHOIO CABHIa, HECMOTPSI
Ha HACHABCTBEHHOCT [IPEALLIECTBYIOIIETO [IEPEMEIICHHS, 3AMEUACTCS U Y CHELIIOCCACHLICB
B CCCP (cm. Koustova 2015: 618).

3.2. HCMXOﬁI/Bu’tHOCmb npec)Mema 3M%2paﬂm0/wzuu

Y3yaausariys MOHSATHS BHY TPEHHEH SMHUTIPALIMH [IPEACTABASIETCS CBOETO POAA AAKMY-
COM, yCBOEHA AU HAES O IICUXOPHU3UIHOCTH HHOHaxopAuMocTH. Hackoabko MHe n3BecTHO,
3aHMMAaBIIMECS POKUMAMU HHOHAXOAUMOCTH B PAMKaX PYCUCTHKH AH0O ObIAU 32A0XKHHU-
KaMH QUBHIECKOTO ACTEPMUHH3MA (OTCIOAA A€ACHHE OOBEKTOB HA IMUTPAHTCKHE U He-
SMHIPaHTCKHE)™, AM6O MEPEOLICHUBAAH OIIPEACACHHBIE ACIEKTHI ‘TICMXMMHOCTH (OTCI0AR
AeAeHHE 00BEKTOB, TOBEPX TOCYAAPCTBEHHON IPAHULIbl, Ha, HAIIPUMEP, ‘TI093UI0 U ‘pu-
MOBaHHbIE AO3YHTH ). DIMHUCTEMUYCCKUE PAMKH IICPBOTO BO BPEMEHHU CEPBE3HOTO KOAACK-
tusHOrO TpyAa (HuBa 1981) KaxyTcs Bee ele B cMAE AASL PYCCKOSI3BIMHBIX MCCACAOBAHMIL
pycckos3braHoi anTeparypsl XX B. Mumeato OxyTiopbe (Husa 1981: 111) HMPUXOAUTCS
“peabuAUTHPOBATL MOHATHE BHYTPEHHEH SMUIPALUH; KOCBEHHOE CBUACTCABCTBO Iere-
MOHHH COBETCKOM TOYKH 3PEHUA HA PYCCKOA3BIYHBIA AUCKYPC O PYCCKOI AUTEPATYPE, KTO
Obl HU OpaA CAOBO B paMKax 3TOro AUCKypca™. Yemuoe oickaspiBanne Mocuda Pacmnepa
(Husa 1981: 199) AaeT MHOE MOHMMaHHE (BHYTPEHHEH) SMUIPAHTCKOCTH), HE IIPOCTO pac-

" Tlpumep ‘Heroce6eHOCTH B MHTUMHEHIIEM IIAACTE AUTEPATYPbl — PasAaA MEXKAY 61o-

rpadHyYCCKUM U MMITAULIUTHBIM ABTOPOM: “CIIOKOMHBIH 1 IPO3padHbli TypreHes Gbia AyXOBHO oI1y-
CTOIICHHBIM U OTYasBIINMCS B KUSHH YeaoBekoM” (BoaommuH 1933).

¥ TIlepexoa: “S Buaea y apyrux / Orunsny, AOM, APy3ei, poaHbIX, / A y cebsi He HaxOAUA™
(Mypipn); cM. 1 “HECBOEMECTHOCTD XapaKTepa ACHCTBUS B OTHOLICHHH MECTa ACHCTBHS, 3aKOAHPO-
BaHHYIO B 3arAaBuu Pomarn 60 dsopye mpyda.

*° BHuMaHMe K IIOTPAaHMYHBIM CAYYasIM, HAU K CAyYasiM MasTHUKOOOPa3HON CMEHBI MECTO-
JKHTEABCTBA H CAMOUACHTHGHKALIUH, [IAPAAUTMY HE MCHSIIOT.

' TloyeMy MOHSTHE HY>KAAAOCH B PeaOHAMTALIMH, IIOHATHO XOTs ObI U3 paccyxacHHi A.
Cunssckoro (2003: 188-189). Ho my6anka — He coBeTckast; M peabHAUTALIMIO IPOBOAUT HE pyc-

ckuii, a GppaHIys.
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npocrpansiomee ee 1 Ha [ Tymkuna, HO mpuOAMKaoIieecs K MOHATHIO MHOHAXOAMMOCTH.
OTo MHOE ITOHUMaHKe IPOYUTHIBAETCH elle B cTatbe [eoprust Peaorosa 1935 1. Sauem moL
30eco? (cm. CTpyBe 1996: 163), HO IIOYEMY-TO OHO HE IIOAYIHAO AOAKHOTO AUTCPATYPOBEA-
4eckoro pasButust. PeAOTOB MEPEHSIA, IO CYTH ACAA OTHSIA OT COBETCKON KPUTUKHU MOHS-
Tue BHyTpeHHer amurpanuu. Ho OkyTiopbe aTOro omsita He MOAXBATBIBACT, Xy>KE TOTO, K
IIOHSTHIO BHYTPECHHEH IMUIPALIMK OH IIPUCTYIACT HE C MO3ULMH AUCKYPCa, IPOTHUBOIIO-
AO>KHOTO U PaBHOTO COBETCKOMY. HMTaTeAb OCTAETCS NPH BIICYATACHHH, YTO MIOCACAHHUI
Ob1A 6€32ABTCPHATUBHBIM, IIOCKOABKY CAMHCTBEHHO ACTHTHMHBIM MOAOKHTCABHBIM BBbI-
CKa3bIBAHUEM O BHYTPEHHCH IMHUIPALIMU OKa3bIBACTCS TO, KOTOPOE peabUAUTHPYET ee OT
coBeTckoil crurml. [ IpiumedareabHo 1 T0, 4T0 akieHT y OKyTIOpbe MapaeT Ha 0CBOOOXAC-
HHUE OT HOAUTHYECKOH CTUIMBI, 2 He OT GUSHYCCKOTO ACTCPMHUHU3MA.

B aMHUrpaHTOAOTHH APYIHX AUTEPATYpP OCO3HAHBI Oe3pasAeAbHAsI IICUXOPU3UIHOCTD
amurpanun (Berg 1996: 5) 1 nenxudeckast 0GIHOCTD MEKAY COCTOSIHMSMH dMHUIPALIUH
u BHyTpenHeit amurpaunn (Ilie 1980: 2; Ruiz-Meléndez, 200s: i); B cuay HaGaropaeMbIx
AUTEPATYPHO-UCTOPUIECKUX CXOACTB IPAHMIIA MEKAY HUMU MOXKET IIPH3HABATHCS HECy-
wecrsennoit (Klapper 2014: 163; 2015: 382; Golaszewski ez al. 2016b) u 06ycaoBaennoi
HACOAOTHYECKOH IIPEABSSITOCTBIO HCTOPHKO-AUTepaTypHbIx nccaeposanuii (Klapper 201s;
Tomko 2014: 359, 367, ¢ onopoii Ha IlItedpana Bpokmana u aApyrux)=. [cuxodpusuanocts
PsIAQ CXOAHBIX CHTYalUil O4EeBUAHA [PH IPHUMEHEHUH IOHTHAHCKOTO aHAAM3a B AUTEPATY-
POBEACHHH; LIMPOKO MOHATHII exile OKasbIBACTCs IK30TCPHICCKUM (IKCTPOBEPTHBIM) H
asotepraeckuM (nHTpoBepTHBIM)(Knapp 1991: 2).

[TpusHanue KOPEHHOI MCUXOPU3HIHOCTH HHOHAXOAUMOCTH TeCHEE CBSI3BIBACT I10-
CACAHIOIO C AMTEpaTypoBeAcHHEM. [T0TOMY, 4TO 3THM AQCTCS BO3MOXXHOCTb MBICAHTD CO-
CTOSIHHS BHEIIHEH HHOHAXOAMMOCTH, B T.4. SMUIPALIMH, KaK MaTepHaAH3aun yxe (‘yxe’
HE CTOABKO B XPOHOAOTHIECKOM, CKOABKO B OHTOAOTHYECKOM CMBICAC) MOACAUPYEMOTO AH-
Teparypoil. TeM caMbIM NPH3HACTCS IPOCKTUBHBII XapaKTeP AUTEPATypPbl HAPSIAY € ‘OTO-
OpasUTEABHDIM.

3.3. ﬂppumopuaﬂbﬂocmb npedwemﬂ 3MM2P&ZHW10/[02MM

Meradopusupys noustue exile”, XoHr 3eHr KPUTHKYET AUTCPATYPOBEAOB 32 TO,
YTO OHU

HE HCCACAOBAAH SI3BIK MSTHAHHS BHE OIBITA IKCHATpHanyuy [... 5] merrarocs Aedpumnu-
pOBaTh YHHUBCPCAABHBIN ASBIK MBTHAHHSA |[...] CEMHOTHKY MSTHAHHS KaK CACACTBUS /
IIOATEKCTA PasobIICHHOCTH B CUTHU(HKALIMH, AHYHOCTH, [IOBCCTBOBAHUH, BDCMCHH U
xaHpe. [...] OTo6paxkeHHas B pasoOICHHOCTH CHTHUUKALINH, OHA TOAPA3yMEBAET Ac-

** Kparkyo ucropuio Borpoca : Tomko 2017: 159-160.

*»  }I3-3a IaTCTHYHOCTH CAOBA “HSTHAHME , MBI 4aCTO OYACM yIIOTPEOASTD CHHOHUM “9K3HAB-
Hocth. C TOYKH SpCHHS aKTYaABHON AASI HAC TUIIOAOTHH, €Xile OXBATBIBACT SMUTIPALIMIO, CCHIAKY U
BbIcbIAKY. CM. HIDKe.
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KOHCTPYKTHBHYIO IIO3THKY € OTCYTCTBYIOLIUM LEHTPOM [...]. PasobuieHHOCTD B AMMHO-
CTH ITOAPA3yMEBAET AMMHOCTh PA3ACACHHYIO, MHOKECTBEHHbIE IEPCOHAABHOCTH, MACKH
u ABoitHuKH (Zeng 2010: 1-2).

OAMHOYECTBO, PasAa, HEYBs3Ka — BOT a0CTPaKTHAsI CEMAaHTHKa, KOTOPYyIo 3eHr (2010:
1-3) BKA2ABIBACT B IIOHSATHE “CEMHOTHKH M3THAHHA/0TO-pBaHHOCTH **. OH paccMaTpuBacT
KOHKPETH3ALUK 3TOM CYyTH U B O3HauaiolieM, 1 B obo3HasaemoM. OH 0cBOOOXKAQCT IK-
3HABHOCTb OT I€OrPaQUIHOCTH, OT CBSI3AHHOCTU € MECTOM U AQXKE OT IIPOCTPAHCTBEHHO-
CTH™, B T.4. OT €€ CBOHCTBA ObITH OnpocTpaHcTBAAIOLIEH MeTadopoil. A aaXe BHYTPEHHSA
aMUrpaLus — reorpadpudHa: yX0A OT 72020 OOIeCTBa, CHELUPUICCKOE YTBEPKACHHE CBOCH
OIITO3ULHOHHOMH IPUHAAACKHOCTU K HeMy, & HE IPUHLUITHAABHASI OTPEUICHHOCTh. DMHU-
IPAHTOAOTMH, KAK OHA OHUMACTCSI HAMMU, IOAXOAUT CEMAHIMUHECKAS TCOPHUSI IK3HABHO-
CTH; OHA OIPaHUYMAACH ObI KPYroM 0603Ha9aeMOr0™ U yuAa ObI OHTOAOTMYECKYIO H HCTO-

PHYECKYIO HEOTHEMAECMOCTb IK3UABHOCTH U MeCTa™. Cp.:

Mb1 He 3HaeM, YTO IPHUILAO IIEPBBIM: USTHAHHE HAM [reorpaduucckas] kapra. Cronao
IEpBbIM KapTOrpadaM HAdCPTUTD IIEPBYIO0 AMHUIO Ha 3¢MAE, KaK ITaPHBIC MUPbI [IPUHAA-
ASKHOCTH M HEIIPHHAAACKHOCTH PHIIAY B ObiTne. [...] [M]sraanue — dynaamenTasn-
HO KapTorpaduuecKas CUTYalsl, UMEIOIIAs ACAO C mpocTpaHcTBoM 1 MecToM (Bishop
2016: 1).

ITepexop OT KO4EBOM K OCEAAOH )KU3HHU B ITO3AHIOI0 KAMECHHYIO 3IIOXY CACAAA exile
BO3MO>XHBIM H MBICAUMBIM (Knapp 1991: 2).

Hepeaynupyemsiii A0 sI3bIKa AOM — HE TOTOBas AAHHOCTH. V13 MHOrux moarmye-
CKUX ITOCTH)KCHUH 9TOI UCTHHBI MBI BBIOPAAH OAHO: “[...] Mbt manuaucs pocwita. / V1

**  DTUMOAOTHUS AATUHCKOTO CAOBA, €x solum, ex(s)ul, cTaBUT B LIeHTpP Kak pas Takoe IOHU-
MaHHE: OTOPBAHHOCTD, BbIKOPYEBAHHOCTD, 3 YK II0TOM — U3THAHHOCTD, IPHHY>KACHHOCTD U3BIHTH;
om.: Ernout et al. 2001: 207 (exul, exsul), 27-28 (ambuls).

* B cOraacum co CTAHAAPTHBIMHU IPEACTABACHUAMH B I'yMaHMTapHOH reorpaduu, ‘Mecto’
MOHUMAETCS. HAMH KaK ‘06)KUTOE IIPOCTPAHCTBO.

¢ O6o3HaYaeMoe — 3TO B T.4. PHKIMOHAABHBIE MHPbI AUTEPATYPHI.

7 CeMaHTUYECKAsl TEOPUS SK3UABHOCTH OTHOCHAACH OB He KO BCSKOI PasobIeHHOCTH B CHI-
HUQUKALUH, 3 AMIID K (PAAMKAABHOMN) ACKOHTEKCTYaAH3AIHH, T.C. K CEMAHTHYECKOI ACTCPPUTOPHA-
auzanuu. M He Ko BCAKOH paso6IIeHHOCTH BO BPEMEHH, @ AMIIIb K TOM, KOTOPast IPOMCXOAUT U BHE
O3HAYAIOIIETO: HAIp., MEXAY HAIUCAHUEM U MyOAMKALMEH TPOM3BEACHHS. AHAAOTUMHO B OTHOLIE-
HUHU pazobmeHHocTd B AndHOCTH. O6DbEKT, HA3bIBACMBI B AMHTBUCTHKE ‘MOMEHTOM PeYn’ — a TOY-
Hee LIEM0YKA ‘MBICAb-CAOBO-ACAO B €€ Pa3HBIX ‘CUHTAKCHYECKUX BapuaHTax (IpuropsH 1991), — B ero
IPOCTPAHCTBEHHOM, BPEMEHHOM U CyOCTaHIIMAABHOM U3MEPECHHAX UMEA ObI AASL HA3BAHHOMN TEOPUM
LICHTPaAbHOE 3HAYCHHUE (O YeM HET BO3MOXKHOCTH PacIPOCTPAHAThCs 3aech). Ho yunteiBanue ocho-
BOIOAATAIOLIEH! CBS3U MEXKAY IK3UABHOCTBIO 2 MEC/I0M OTBOAUT TOABKO YTO IEPEIMCACHHBIM BUAAM
pasobuieHHOCTH NepudepHiHbIiT cTaTyc cpean 06bekToB Teopuu. Ee 1eHTpasbHbI IpeaMeT — pas-
PBIB 72pOCIRparCImBenHot CBI3H € ‘MOMCHTOM PEdH H €TO 5Ke IPOCTPAHCTBEHHOI LIEABHOCTH.
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CTaAO HaM Bcero copoxe / Bor ato mope, aa semast / [...] M camu cTaam MbI Tak CXOAHBI
/ C semaeii, BnuBawoueit 3akat, / M tak xe Tocroay yroanst, / Kak crieastit xae6 u Bu-
Horpaa” (Peaopos 1919). B aunrtuxe “I. ITo crenn mbt ¢ To60it 6ayxaanm... — II. Aensp
YXOAHA, CBETSICh, K 3aKATY...” MOXKHO IIPOYECTh AAACTOPUIO YEAOBEUECKON HCTOPUHU KAK
oOpeTeHust A0Ma 110A Borom; mpu meccUMHCTHIECKOM NPOYTEHUH, AUKTYeMOM 61O-
rpadudeckuM KoHTeKcTOM (AunTux ony6ankosan B Opecckoii rasere B OKTAOpe 1919
r. — B Mexxaombe FOxnoi Poccnn)*™: kak MasiHHS MEXAY HHOHAXOAMMOCTBIO U HAXOX-
ACHHAMU CeOsI-H-AOMa.

3.4. Huonaxodumocmo u das Unheimliche

IHOHaXOAMMOCTb TIOA€3HO cpaBHUTD ¢ das Unbeimliche (u ero anraniickum coot-
BercTBueM uncanny). “Kax obHapyxuBaer atumosormdeckoe uccacaoBanue Ppeiiaa
HEMELKOTo TepMuHa unheimlich, uncanny MOXKHO MOHMMATb KaK IyBCTBO HeObIBaHHA-Y-
cebs1-poma B mupe (not-being-at home in the world)” (Connon 2010: 11). O6mee — HecBoe-
MECTHOCTD / HEIIOCEBEITHOCTD.

ToT >Ke aBTOP AQ€T TaKoe MPOBM3OPHOE ONPEACACHHUE #72¢any: “OIBIT HEAOMbSI
(unhomely experience), MOMEHT BhIKOpYEBaHHUS, HOTEPU YCTOHYHMBOI OMOPBI B ACHCTBH-
teaproctn” (Connon 2010: 31). B KOHIle KOHIIOB 3TO MOTEPst YYBCTBA Pa3AMYHA AOMA H
ne-aoma (cp. Connon 2010: 9, 27). Toraa Kak OIBIT HHOHAXOAMMOCTH, BAsi cO60¥t Ipo-
MEXyTOYHBIH THII: HU OOUTaHUS Y ce6s AOMA, HM KOYEBHHYECTBA, — [IOTEPEii TOTO 1yBCTBA
HE XapaKTepeH.

C TOYKM 3pEHMS YYUTHIBAIOUIETO NICHXOAHAAU3 AUTECPATYPOBEACHHS HHOHAXOAH-
moctb 310 das Unheimliche, xoTopoe He NPOCTO ‘eCTh, a 66136410 HEIbUMH JeiicmEUIM
(kay3HpOBaHO), M KOTOPOE XapaKTEPUBUPYET OMBIT CyOBEKTA HE B MUPE, a B KAKOM-TO Me-
CT€ MAH IPOCTPAHCTBE.

C TOUKH 3pEHHs TCOPUM AMTEPATYpbl, IPUBHAIONICH HEBHYTPHCUTYaTUBHOCTD OA-
HHUM 3 €€ OCHOBOIIOAATAIOIIUX CBOHCTB, das Unheimliche B xpyre auteparypbl n AuTepa-
TYPOBEACHUS — AUIUb 2UNEPOOAUIAYUS, 2UNOCTRASUPOBAHIE, KOCMU3AYYS HEBHYTPUCUTYa-
TUBHOCTH U BBITEKAIOIIEH U3 HEE MOTEHIIMAABHOM HEMOCEOEITHOCTH / HHOHAXOAUMOCTH
cybbexTa AUTEpaTypHOTO nuchMa u Aciictsust. CpaBHuM:

the uncanny MOXHO OHSTb HE TOABKO KaK CIIEKTP 00pasoB U KAK AUTEPATYPHbII PHEM
AASL APTHKYASILIAN CTPAHHOCTH AOMa M COOCTBEHHOTO ], HO TaloKe KaK [IOBECTBOBATEAD-
HBIH 9TOC MAM yCTaHOBKa MHUChbMa. [...] CaMo MecTo, ¢ KOTOPOTrO MHChMO BHIXOAHT Ha
GeABIH CBET, MOpTpeTyeTCs KaK #nheimlich, noxaansoBaHHOE y [HeKoei | TOUKH nepBrd-
HoI1 HeonpeaeacHHocTH (uncertainty) (Connon 2010: 27).

¥ Baaropapio [aauny [erxosy (Codusi) 3a BOSMOXKHOCTb O3HAKOMHTBCS € CTUXOTBOPEHH-

em. Copeprkarne 060pOTHOI CTOPOHEI TA3CTHOI BBIPE3KH C €O TEKCTOM ITIOACKA3bIBACT IIPEAAATAC-
MYIO AATUPOBKY.
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Taxol TBOpPYECKHI PE3yABTAT y HEKOTOPBIX cOBpeMeHHBbIX pomanncTos (. Kappep,
M. HAmaiie, 9. CaBuijkas) HedassHHO YBEHIMBACT MAHUECTI U XYAOXKECTBEHHYIO IIPaK-
THKY HEKOTOPBIX TEOPETUKOB HEAAAEKOTO ITPOIIAOTO:

B cBoem npeancaosuu x Prénoms de personne [1974], dnen Cuxcy obcyxaaer 1o, 4T0
OHa BHAWUT KaK TAQBHYIO 3aAady AMTECPaTypbl: 3ampears Anbo npobaeMaTtnsupoBarh
xoMopT GbiBanust y cebs poma (chez s0i) U POPMBI TEKCTOBOTO OAOMALIHHBAHHA.
(Connon 2010: 62).

“Je me voyage™, caoBa opHoro us repoes pomana IOaun Kpucresoit “Youiictso B
Busantun” (2004), BUAATCSL HCCACAOBATEAID Kak BOuparomummu “Busuio Kpucrepoii o
cy6beKTe Kak O HEKTO, KTO HUKOTAA HE TIOAHOCTBIO Y cehst aooma[, Gyayun] c coboit” (“one
who is never entirely at home with herself”) (Connon 2010: 77). OnbiT nHOHAXOAMMOCTH
IOCTYAHPYETCS KaK AOAXKHBIH, KaK AOAKHO-YHUBEpcaAbHbIN. HaBepHsika MOxHO cunTath
CyObEKT THITa KPUCTEBCKOTO OAHHUM U3 PsiAa BO3SMOXHBIX THIOB. I IpeacTaBasiorcst BO3-
MO>KHBIMH AUTEPATypPHAsI THIIOAOTHS K HCTOPHUS Ha OCHOBE TOTO, B KAKOH Mepe U KaK AH-
TepaTypa paciareiBaeT KOM$OPT HaxoAsiIerocs y cebst ooma cyObexra. He 6e3 moackasku
Konnon (Connon 2010: 46), MOXHO CYMTaTh 3Ty PACIIATAHHOCTb OCTPAHEHHUEM: B IIAQHE
(cosaaHMs M BOCHPHUSATHS) XYAOXKECTBEHHOTO apTeakTa, HO U B IAAHE EPCOHAABHOCTEH
[UIIyLEro U BocnpuHumaroero. OcrpaHeHHEM, KOTOPOE [IEPECTACT [IEPEKUBATHCS KK
U ObITH IPHEMOM ABTOHOMHOTO, HO B CAMOM ACAC MAAO BOSACHCTBYIOIETO HA ACHCTBU-
TECABHOCTD BHE ICTE3UCA-U-KaTapCHca, HcKyccTBa. OcTpaHeHHEM, KaK OHO IIPOH3BOAUAOCH
61 KyabTOBBIM 06pasom. “HenoceGemnocts (uncanniness), BollsiaMBacMast B 9TUX poMa-
HaX, He IPUHUMACT $OPMY MUMOACTHBIX CAYYACB, a, IAPAAOKCAABHO, IIPEACTABASIET COOOI
HAYaABHYIO TOUKY AASL KKAOTO U3 aTHX nosectBoBanuil” (Connon 2010: 273). Ecan, ao-
IIyCTHM, B AUTEPAType pePACKTUBHOIO TPAAULIMOHAAN3MA BHY TPUCHTYATUBHOCTb CAOBEC-
HOCTU BOCCO3AaBaAach METapOPHIECKH, a IIOTOM PASHBIMH CIIOCOOAMHU MHCATEAH YCOM-
HSIAUCb B TOM, CTOMT AU €€ BOCCO3AABaTh®, TO 3A€Ch BHYTPUCHTYATHBHOCTh OOBSIBASICTCS
HEBO3MOXKHOM.

HecanTHOE €AUHCTBO IPOCTPAHCTBEHHOTO U [IEPCOHAABHOTO — Apyras o0iast yepra
“HHOHAXOAMMOCTH M OKYTKOH CMCIICHHOCTH *'. ABTOp aHTAOSI3BIYHOTO HCCACAOBAHHUSI O

*  CosHareabHOE OTCTynAcHHE KprcTeBoil or rpaMaTiyeckoil HOPMbI, TAArOAy ‘IIyTelle-

CTBOBATH NPHIIMCBIBACTCS [OKA3aTCAb BO3BPATHOCTU: CKOpPEE ‘51 ITyTELICCTBYIOCH, YeM 51 ITyTelle-
cTBYyIO cehe’

’° B T.4. BBIpaGOTKOM — U C TO3ULIMH — HHCTAHIJMU BCCBEAYIOLIETO HEBUAUMOTO IIOBECTBOBA-
TeAsl ‘pPearusMa.

' A Taoke ‘3a30pHOCTH), TIYTAIOLICH [IEPOXOBATOCTH, CP.: “MBbI MOXKEM ONUCHIBATH PaccTpa-
UBAOIHI $eHOMEH, 00pas, ePCcOHy, PUABM UAH KHUTY KaK ‘uncanny’ 3a HeMMeHHeM (oAee TOY-
HOT'O ACCKPUIITHBHOTO TCPMUHA, IOTOMY YTO 3TO HEYTO TAKOE, KOTOPOE OCTABASICT HAC C %)YBCIIBOM
HEPEULEHHOCMUL, KOTOPOE HABI3bI6AEM Npedes Hauetl 803moxcrocmu moaxosams cro” (Connon 2010:

32; Kypcus Moi). “PaccMarpuBas uncanny B TepMUHAX chez s0i, MBI MOTAH OBl OIIHCATh MOMEHT, 20¢
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q)opMax ‘HCAOMI)SI, B COBpEMCHHOM cl>paHuy3c1<0M pomaHe pemHrAa ITOAb30BAThCSA HE aH-
TAUHCKUM CAOBOM home, HO q)paHLIy'SCKI/IM BBIPA)KCHHUCM ChﬁZ moi, TaK KaK

OHO BBI3BIBACT HC TOABKO MBICAD O (l)IdSH‘{eCKI/IX 1 SMOIJMOHAABHBIX JACMCHTAX AOMaA, HO
TAaKOKC H O CBsI3H MCXKAY AOMOM H . LIYBCTBO OBITH cbez 507 MO>XXHO IIOHHUMATh KaK 4q1yB-
CTBO KOMCl)OpTa U 3aBCPCHHUSA [B CyI.I.ICCTBOBaHI/II/I] CBOCIo AOMa, HO U CaMOro CCGS{. Un-

canny BHYLIAET PACCTPOHCTBO obenx chep (Connon 2010: 9, IPUMEY. 1)

ITousrro, xyts das Unheimliche cBsizana He ToAbKO ¢ Ao0oMOM, HO u ¢ ) ¢ 3a30pom
MEXAY ‘BHEIIHMMH M ‘BHYTPEHHUMHM aCHEKTaMH CyObekTa oOuTaHus (4eAOBEK 3A€Ch BbI-
3BaH B CBOEM M3MEPEHHUHU CyObekTa OOUTaHUS, a He 4ero-HUOYAb APYTOTO): 3TO HecBOe-
MECTHOCTb, HENpHCeOemHOCTh, HernocebemHocTp, He-y-cebs-mnocts (eMm. n: Connon
2010: 11, 45 U AP.). MeHsIs TOUKY 3peHHS, MOKHO 3aKAIOYHTB, 9TO POGACMATHYHO H Ipe-
BpAIL[CHHE [IPOCTPAHCTBA B MECTO; MECTO BAPYT, H TO U ACAO, CPBIBACTCS B IIPOCTPAHCTBO
(cp. Connon 2010: 12).

DKy, ‘cTpaHHOCTE U ITOA. IIEPEBOABL HE TOABKO ITIOAYHHSIOT SIBACHHC *KAPTE3HAHCKOM
crpykrype Mbuuaeaus” (Connon 2010: 33), HO M YIIyCKAIOT U3 BHAY IIPOCTPAHCTBEHHbII
MOMEHT B HEMELIKOM CAOBE. MHe H3BECTHO HCTOAKOBAHHE CAOBA KK “OECIIOKONCTBA IepeA
POAHBIM [...] Kax BbI-poaHbIM (M3-pOAHO)” (YPOAAMBBIM, BBIAAIOLIMMCS U3 PSAQ BOH, ‘BBIPOA-
xoBbiM’) (Kameaneit Cnacosoii 1 Mapueit KaannoBoit) 1 “epea poAHBIM Kak COCTOSIHHEM-
He-T10-cebe” (AAeKcaHApOM Kécenbim; 60Ar. vo21460) (Boaakos 2021; cp. Kaannosa, Craco-
Ba 2013). DKkcaukanus Boaakosa, “GecriokoiicTBo HEPEA.,.., KAKETCS IIPOAYKTHBHBIM (ue)
AopasyMeHHeM. Takoe HCTOAKOBAHKE H3BECTHOTO MOHATHS U ICHXOPH3HOAOTHYCCKOTO SIB-
ACHMS B HAUOOADIIIEH CTENEHU AGAAET €TO COMOCTABUMBIM C MHOHAXOAUMOCTBIO.

3.5. 376676_)/])[.‘ gﬁuklszOHﬂ./leb/(f MupvL 1 UHOHAX00UMOCTID

OMUIPAHTOAOTHH IOAXOAUT IIOHUMAHHE AMTEPaTyphl Kak reHeparopa (Dolezel 1988:
489; Pavel 1986: 84; Hart 2013: 17) 1 o6pamacHNS PUKLIMOHAABHBIX MUPOB H OTCIOAQ —
Pa3HOMHUPHSI, FETEPOTOMMIHOCTH.

DuximoHaABHbIE MEPBI — Pa3HOBHAHOCTH Bo3MOxHbIX MUpoB (Dolezel 1988). Kon-
cTpyHpoBaHye GUKIIHOHAABHOTO MUpPA HE OTMEHSIET AKTYAABHOCTb MHPA, B PAMKaX KOTO-
poro oH nopoxaeH nyrem zoa3uca (cp. Dolezel 1988: 490).

Ot $UKIIMOHAABPHBIX MHPOB AUTEPATYPhI COCTOSHH HHOHAXOAUMOCTH OTAHYAIOTCA
TEM, YTO OHH XOTs ObI BpEMEHHO OTMECHSIOT MU, B KOTOPOM IOPOXACHBL BosmoxHoCTD
‘MHOTO’ #e¢ IIEPECKOYMAA HAH He ObIA2 OTAOXKCHA Ha IAPAAACABHYIO (MAM IIPOCTO APYTYIO)

Mup Goable He orepupyer B HepaspeBHOCcTH (continuity) ¢ 4 [...]” (Connon 2010: 825 kypcus
Moii). I npubertya 6bl K YaCTHYHOM KaAbKE ¢ HEMELIKOTO: “CAOMACHHOCTE -

* “TTo cpasrenuo ¢ home’, oAHAKO, 3TOT TEPMHH CKAOHSIETCS GOACE YYBCTBUTEABHO K dAC-
menTy 5 / nepconaapnoctH (self), oTpaxas [Hekymo| TeHAcHIMIO Boo6paxars S kak ¢popmy soma”
(Connon 2010: 82).
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BPEMEHHYIO 0Ch. "TOPMO32, OTKAAABIBAIOLIUE AKT BHIOOPA B GUKIIMOHAABHBIC MUPBL, ‘CYAb-
60-0TBOABI” HE CpabaThIBAIOT.

OTAMYAIOTCS U TEM, 9TO BO3MOXHOE 0OPEAO NAOTh HE3aBUCHMO OT TOTO, OBIAO AH
xenanHbiM aH Het (cp. Dolezel 1988: 493). Camoc6bIBaromeecst IpOPOYECTBO KaXKeTCs
Pa3HOBHAHOCTBIO TeX HAMEPCHHBIX # HeHamepentvix nepdopmarnsHbix akToB (cp. Dolezel
1988: 490), KOTOPbIE IPOUSBOASIT COCTOSHUS HHOHAXOAUMOCTH. .

1, kax y pUKLMOHAABHBIX MUPOB, Y HUX OOHAPY)KHBAETCS OCHOBOIIOAATAIOLIECE UIPO-
Boe usMepenue (0 HeM cM. Spariosu 2015).

BckpbiBaeTcest apXxandeckHii IAACT TOH NCHXOPUBNIECKOH PEaAbHOCTH, KOTOPYIO CBSI-
3BIBAIOT C ‘ACAAATHBHOM $pyHKIHelH pedn. Bpsos cyap6e — BbI3OB CyABODI.

[TpeAMET SMHUIPaHTOAOTMH OXBaThIBaeT $aKTHUIECKOE H BO3MOXHOE. TaK, cosepua-
HHUE BO3MOXXHOCTHU CBOCH IMUTPALIMU — YacTh IPEAMETA IMUTPAHTOAOTHH HE TOABKO I10-
TOMY, 4TO dMHUrpauyst (Aake B OIIOCPEAOBAHHOM BHAE) ABASICTCS €€ OOBEKTOM, HO M I10-
TOMY, 9TO 3ACCH UMEET MECTO CO3CPLAHUE AABTCPHATUBHOTO MUPA, BO3MOXHOCTH HHOTO
CYILIECTBOBAHHUSL.

4. Cnmugfuueamﬂ obvexm 3Mu2paﬂm0ﬂomu uezo meopemuuecme Moﬁe/lupamﬂue

Creunduaeckuil 00beKT IMUIPAHTOAOTHU — CEMbsI COCTOSIHUH MHOHAXOAMMOCTH.
B 3aBHCHMOCTH OT AMCLMIIAUHAPHON AOMUHAHTBI dMHUIPAHTOAOTHS MOXET ObITb AMTE-
PATYpOBEAYECKOH, AMHIBUCTHYECKOH, IOPHAMYECKOMH, couposorudeckorr u T.a. Crer-
uPUIECKUI 0OBEKT AUTEPATYPOBEAYECKOI SIMUTPAHTOAOTHU — AUTEPATYpPa, CO3AABACMAST
B YCAOBHUSIX HHOHAXOAUMOCTH U MX TEMATUSHPYIOLIAsi; IPEObIBAHKUE B TAKUX YCAOBHSX U
03260YEHHOCTb UMU MTUCATEAS U YUTATEASL.

C TOYKH 3pEHHUS COLIMOAOTHU AUTEPATYPhl PASHOBHAHOCTH HHOHAXOAUMOCTH I10I1a-
AQIOT B 4€ThIPe OOABLINE IPYIIIIbI: B HEKOTOPBIX U3 HUX BO3MOXKHA AUTEPATyPHAsl )KH3HDY;
B APYTHX — AHIIb HHAUBHAYAABHOE TBOPYECTBO; B TPETBHUX — TO AHOO APyroe, HO B IIOPSIA-
K€ CUMYASILIMM MHOHAXOAMMOCTH HAH HCKAIOYEHHS (HaIIp., CIOpPPeasu3M, Kak ocobast KoH-
LICNITYyaAM3aLMsl CHA; TBOPYCCTBO NOA BO3ACHCTBHMEM OIIMATOB); HAKOHELI, €CTh M TAaKHC,
KOTOpBIE MOTYT OBITh TEMOH HAU TOAYKOM, HO HE HEIIOCPEACTBECHHBIM YCAOBUEM CO3AAHHS
AUTEpaTyphl (Hamp., “AIOAH, TOBOpsIIHE caMu ¢ co60ii” “Ha yAMLjaX 6OABLIMX TOPOAOB” U3
umnpeccun Aaekcappa Pepoposa [1928]; [a0kHOE] OTOXKACCTBACHHE KUBHEHHON AMHA-
MHUKH € AMHAMHKOH UIPBL, Hanp. B maxMaTsl — Ayxunbiv Ba. Habokosa; HaxopumocTs Ha
APYTOil [IAQHETE; OLIYLICHHUE, OCO3HAHHE PEAABHOCTH ‘AyXOBHOH POAMHBI'; [Ty TELIECTBHE
110 3arpoOHOMY MUDY).

#  TlepeuncacHue cM. HIDKe. EcAM BepHTh XYAOXKECTBEHHOM AUTEPATYPE, TO MECTOACHCTBH-
eM, ITyCTh U PYAUMCHTAPHOMN, AUTCPATYPHOMN SKUSHH MOTYT OBITh M TAKUE PEKUMbI HHOHAXOAUMO-
CTH, KaK AOM BO BpeMsi KapaHTHHa (Jexamepor) 1 Aa>Ke KOMHaTa, TAC OOUTACT IPHTOBOPCHHbII Ha
CMEpTB TlepeA KasHbIo (1001 HO4b).
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4.1. K comamuueckoii munorozuu uﬂaﬂzzxoc)u/vzocmu

3 ceMbU COCTOSIHMI MHOHAXOAMMOCTH HECKOABKO BHAOB KKYTCsl OCOOCHHO Baxk-
HBIMH, ¢ TOYKU 3PECHUSI AUTCPATYPOBEAYCCKON IMUIPAHTOAOTHU. DTO IMHUIPALIUS, BHY-
TPEHHSs. IMUTPALUS, CCHIAKA, CIIELIOCEACHHUE, (MCIPABUTEABHO-TPYAOBOH) Aarepb H, C
OrOBOPKaMH, ‘YKOPEHECHHBIN / ‘AMAAOTHYCCKHUI KOCMOIIOAUTHUSM.

O He-PAAOIIOAOKECHUH YKA3aHHBIX BUAOB PYCHCTHKON CTOUT ITOKAACTb.

Hawm ussectnoe nckatodenue — paborst Kaayauu ITbepasu (Pieralli 2013a, 2013b,
2017), B KOTOPBIX NPCAIPUHNUMACTCS OIBIT THIIOAOTMH AHTCPAaTypPbl 3MUIPAHTOB, BHY-
TPEHHHUX SMHUIPAHTOB, CCBIABHBIX U 3aKAIOYCHHBIX MOA OOIIMM 3HAMECHATEACM ITOHSATHSI
‘altrove’ (2013b: 222). B pabote (BapxoBckast u dp. 2019) OHO EpPEBEACHO Kak ‘HHOHAXOAU-
MOCTb ; MBI C4UTAEM ITOT TEPMHH BIIOAHE YAAUHBIM.

OMurrAnys. [apasseabHoe ynorpebacHue, X0Ts ObI B HEKOTOPBIX A3bIKAX, CHHO-
HUMOB exile u emigration AaeT BOSMOXKHOCTb, HE AHIIASI CAOBA TEPMHHOAOTHYHOCTH, YC-
MOTPETh B HUX Pa3HbIC CMBICAOBBIC OTTCHKH: ‘TIACCUBHOCTb — aKTUBHOCTE. OmnpeacaeHue
TToas Ta6op1/134 Ka)KETCA IPUMEHUMBIM U K TOMY U K APYTOMY.

AuTteparypa, cO3AaHHAsI B YCAOBHUSIX CCBIAKU B Poccuiickoil ummepun®, mpeacTas-
ASIETCSI HEKAPTOrpadUpOBAaHHBIM MaTEPUKOM, COIIOCTABUMBIM € MATEPUKOM AHTEPATYPBL,
CO3AQHHOH B “ABOPSIHCKHX THE3AaX . T€OPETHYECKH HHTEPECHOH KKETCS CHUTYALMs [O-
asixos B [pysun XIX B. (em. Filina, Ossowska 2015), tae (B Tudance) naauno ycaosus
CTAaHOBACHUS KOHTAKTHOMH 30HBI MEXAY HECKOABKUMH AUTEpaTypaMu’.

I[TepBBIii, KTO IIOAB3YETCSI CAOBOCOYCTAHHEM ‘BHYTPEHH A1 9MUTPALIMA, 3TO, BU-
Aumo, Aes Tpoukuii B peavetone Bueoxmsbpockas sumepamypa (1922 1.) (Tpouxnit 1992:

3  “Msrnannuk/amurpanrt (an exile) aTo AuI0, BBIHYXKACHHOE YITH HAH OCTATbCS BHE Ipe-
ACAOB CBOCIH POAHOMH CTPaHbI U3-32 XOPOLIO 0OOCHOBAHHOTO CTPaxa MPECACAOBAHMS 110 IIPUHHE
PACOBOH, PCAUTHO3HOMN, ITHUYECKOI IPUHAAACKHOCTH HAU IIOAUTHYCCKON OSULMH; AHLO0, KOTO-
pO€ CIUTACT CBOE M3THAHUE BPEMEHHBIM (XOTS OHO MOXKET AAUTBCS BCKO XKHU3HB), HAACSCh BEPHYThCS
B CBOE OTEYECTBO, KOTAA OOCTOATEABCTBA ITOTO MO3BOAAT — HO HE UMEIOIIEE BO3SMOXKHOCTH UAM Ke-
AQHHUSL CACAATD ITOTO OKA PaKTOPDI, CACAABILHE €TO HSTHAHHUKOM/3MHUIPAHTOM, OCTAIOTCS B CHAC.
(Tabori 1972: 27; rur. mo: Kettler, Ben-Dor 2006: 6).

% Kparkoe colocTaBACHHE CCBIAKH B UMIIEPATOPCKOM U B cOBETCKOM Poceny, a Taroke ‘cebla-
KM 1 ‘BBICBIAKHM 10 PAHHECOBETCKOMY 3aKOHOAQTEABCTBY CM. B: BepAuHckux 2005: 16. B apyroit
paboTe MUMOXOAOM ACMOHCTPHPYIOTCS, KAJKETCS, BAXKHCHIINE IIOAXOADI K H3YYCHUIO AUTCPATypBI
B YCAOBHSX CCBIAKH: KPYT 4TeHHUs ccblabHbIX (Badcock 2016: 43-45, 83); MeMyapbI cchiabHBIX 06 nx
e AYLLIEBHOM 3AOPOBbE (724M J¥ce: 149 CA.), HAU ‘HENOCEOEIHOCTH ; CO3AAHUE CCHIABHBIMH TT033HH
¥ TIpO3bI (724M Jce: 114.); TIECEHHOE TBOPYECTBO YTOAOBHUKOB (724.: Jice: 2.4.).

% O (pyAuMeHTaX) AMTEpaTypHOI1 XHU3HH B Aarepsx: lopuesa 2009; Bell 2011: 93; Gullotta
2011: 100 cA. Cayuait “TTapmxa ceBepHbIx KoHIeHTpanuoHHbIx Aarepeii” (Gullotta 2010; 2011: 105
CA.; K COXKAACHUIO, paboTa Toro e asropa Intellectual Life and Literature at Solovki 1923-1930: The
Paris of the Northern Concentration Camps, ocTarach MHE HEAOCTYITHOH) Ka)XETCS aHAAOTHIHBIM
tudancckomy. Ho Heo6XOAUMO BBIACACHHE [TOATHIIOB, € Y4eTOM (HE)HAAMYMS YCAOBHI MEKAHTE-
PpaTypHOI KOHTAKTHOH 30HBI.
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340, 347-349). TeOpHs BHYTPEHHEH SMUIPALIMU KAK XH3HCHHOH QOPMBI IPEAAOXKEHA B:
Grimm 19727, TToHsATHE ABASAOCH YACTBIO A3bIKA CAMOOIMCAHHS HEMELIKOH OIIIO3UIIHOH-
HOJ KYABTYPBI B 1930-€ IT., [I0 MHEHHIO coBpeMeHHOT0 Hecaeaoareas (Krenzlin 2016: 15)
6e3 csasu ¢ Tpoukum.

OMHUIpaHTH [...] IepeHOCHAM BBIpaKeHHE “OMUIPaHTBI HA AGOro npoTHBHEKA [uTAC-
Pa, KTO OCTaACS B CTPAHE M TaM B IIOAIIOABC IIBITAACS ACAAMU HAU TEKCTAMH OKa3bIBaTh
CONPOTUBACHHE HAH 110 MCHBILICH Mepe NpeObIBaTh B OKUAAHUH, YTOO B IIOAXOASILHIA
MOMEHT CTaTh AKTHUBHBIM: T¢ 00O3HAYAAM STHX KAK “BHYTPEHHUX SMUIPAHTOB  H TaK
O3BYUYMBAAU CBSI3b MEXAY ABYMs rpynmnamu. [...] Yem cuabnee pesxnm [utaepa ynpoussa
CBOC TOCHOACTBO B [epMaHUM M HAaAEKAQ HA IIHPOKOE CONPOTUBACHHE UCYE32AR, TEM
GoAce BBIPaXKCHHUE “BHYTPEHHSISI OMUTPALUs’ Y IMUTPAHTOB TEPSIAO CBOI BOMHCTBCH-
b1t 06epTon. C 1937 roaa OHO Bee yalie 0003HAYAAO IIPEUMYLIECTBEHHO MACCUBHYIO
OIIO3ULMIO, TAHON OCTaBIIMICS IPOTeCT, obpaljeHne Ha cBoe BHyTpeHHee [S] nan
[morpysenue] B mosuanue (Golaszewski ez al. 2016b: 3).

BHyTpeHHIOI0 9MUTPalMI0 MOXHO CYHTATh caaboi popmoit unmposepmmozo exile
(Knapp 1991, 2); yXOA B MOHACTBIPb, a TeM 60A€E B IYCThIHb, — CHABHO.

CHELIIIOCEAEHHUE. VMeroTcss B BUAY MECTOHA3HAYCHUS IIPUHYAUTECABHBIX IIEpe-
ceaeHHMIt connabHOM rpymmb! (‘Kyaakos') u atHmdeckux rpyni. “[E]can TYAAT - aro,
B 3HAYUTCABHOI Mepe, IBACHHE HAAITHUYECKOE, TO CIICLIIOCCACHHE — ITO AKLIUS IIPEXKAE
BCETO HALIMOHAABHO OpHeHTHpoBaHHas [...] ‘Kyaaukas ccpiaka’ 1930-x rop0B, 6esycaoBHO,
npecaepoBasa uuble nean” (Bepaunckux 200s: 6).

BMecTe ¢ TeM MMpPOKME HALIMOHAABHbIE TIOTOKH B 1940-X ToAax mau u B [YAAT: [...].
CeMbU MHOTHX M3 HUX 3TAIMPOBAAKCH Ha CIICHIIOCCACHHE, 4 TAABBI CEMEH HAXOAUAMCH
B Aarepsx. [...] ABTOMaTHYECKH OTIPABASAMCD Ha IOCCACHUE — ITOCAC 3aBEPILCHUS Ad-
FePHOTO CPOKA — AMILIA U3 OIIPEACACHHBIX K BEYHOI CCHIAKE 3THOCOB: HEMILIBI, KAAMBIKH
u T.11. (Bepaunckux 2005: 35).

OG6pasipl AUTEpPaTYphl COCAAHHBIX HAPOAOB, IPOPAbaTHIBAOILHE TPABMY, COOPAHBI B
TPEXTOMHOMH aHTOAOTHH, COCTaBACHHOH CBeTAaHOH AAHEBOMH (1993); mo Aauesoi, Tex-
CTBI B GOABIIMHCTBE CBOEM CO3AAHBI IIOCAC 1985 I. AIIOCTEPUOPHOCTb AUTEPATYPHOM KOM-
MYHHKAL[HH, 2 [0 BCEH BEPOSITHOCTH U IIPOAYKLIUH, HAUOOACE YETKO MPOSIBASICTCS 3ACCh,
I10 CPABHEHHIO C APYTUMH CHTYAIIMAMH HHOHAXOAUMOCTH", XOTS MOXKHO ITOAAraTh, YTO M
3ACCh, KaK B CACACTBCHHOI TIOPbME, TaIle’ H Aarepe, HMEAO MECTO TBOPYECTBO ‘B yMe, IIPH

7 TaMMa HacTpoeHHI1 — OT 6yHTa A0 maccuBHOro oTpumanust (Grimm 1972: 47-49); 3T0 Ha
OAMH ‘TOH GAMKe K IIEPBOMY IIOAKOCY, [0 CPABHCHHIO C AUTCPaTypoi B (II0A)COBETCKOH AarepHOM
Ipecce, TAC TaMMa — OT CAOBECHOTO OYHTa AO BUAMMO-IIOAHOTO IIOAKAOYCHHS K IIPOIAraHAHON
acreruke (Gullotta 2011: 108).

#® O pyAUMEHTaX AUTOBCKOH AMTepaTypHO#i skusHH B crenmoceaenusx: Balkelis 2012: 66-
67; Koustova 2015: 611.
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KOTOPOM HE3alMCAaHHBIH TEKCT MOT IOMHHTbCsL cBOMM aBTopoM ropamu (Pieralli 2013a:
387-388; 2013b: 223, 232 1 ca.; cp. Conxennnpin 1975: 58-75 [1. V, 1a. 5]).

AATEPb U AATEPHAS AuTeparypa TPeOyIOT OTACABHOTO BBOAHOTO OOCY)XACHHS, B
paMKax HACTOSIIIEH CTaTbH HEBO3MOXKHOTO. AHIIb yKa)KeM HAHU HATOMHUM, YTO BHAETb Ha-
YaAO STON AUTEPATYpBl, PaBHO Kak U HccaepoBanus I'YAara, B 1950-X IT., a TeM 6oace B
Odnom one Heana Aenncosuya, ncropudecku 6AM30PYKO U OIPABAAHHO TOABKO (reo)mo-
aurndecku. M 94To AarepHast AuTeparypa A2eT 00pa3-KAIY K #AH/7pAKOMITAPATUBHOMY pac-
CMOTPEHHIO PEKUMOB HHOHAXOAUMOCTH poccuiickoro XX Beka. YIIOMHHAs BOSMOKHOCTb
TOAKOBATb OIIBIT HHOHAXOAUMOCTH KaK OKOAOCMEPTHOTO MEPEKUBAHUSIY, OTMETUM, 4TO
OH MOXET CTPYKTYPHUPOBATHCS C OTASIAKOM Ha CaAMYIO U3BECTHYIO B XPUCTHAHCKOM MHUpPE
KOMITO3HLIMIO IIOTYCTOPOHHETO MUpA U MyTewecTBys 10 HeMy (Bowecmesennas xomedus
Aanre). Caoxus AauHbIE ABYX ncTOUHUKOB, Co106xu (Kommynucmuuecxas kamopza, uiu
mecmo noimox u cvepmu) Vsana 3atinesa (Ilanxait 1931) u Poccus 6 xonyrazepe Vipana
Cononesnaa (Codus 1936), moayuntcs caeayromast cxema npocrpanctsa: CCCP - Tpa-
BECTHUSI Pasi; IIEPECHIAOYHBII AATEPhb, ITAIl — YHCTUAMIIE; AATEPh — AA.

Kpurepuii BiaeAeHIS KaK pas dTUX IISITH BUAOB B PAMKAX Topasao 6oaee MHOTouHc-
ACHHOH CEMbBH CHTYaLMil — OAHOBPEMCHHOC HAAMMHE CACAYIOIIMX IIPH3HAKOB: 1) Cylile-
CTBEHHAs! AAUTEABHOCTb COCTOSIHUSL; 2) COYETAHUE HHTEAACKTYaABHO-HHAMBHAYAABHOMH U
9THO-KYABTYPHOM NEPCIICKTUB CAMOUACHTHPHUKALINY HHOHAXOASILETOCS AHLIA; 3) 00s13a-
TeAbHas! BOBMOXXHOCTb KOAAGKTHBHOCTH OIIBITa, HO HE M €T0 MHAUBUAYAABHOCTH (CIIenno-
CEACHHE — TOABKO KOAACKTHBHAs $popMa); 4) 06s13aTeAbHAS BOSMOXKHOCTD IICHXUIHOCTH
OIIBITa, HO HE €r0 $USHIHOCTH (BHYTPCHHSSA SMUTPALMS — TOABKO IICHXHYECKask $opMa);
5) OAHOBPEMCHHAs IPOHML}AEMOCTh M HEIMPOHHIAECMOCTh BHEIIHUX Ipanuy. Haamune
3THX IIPH3HAKOB AAET BO3MOXKHOCTb TOBOPUTH O AUTEPATYPE B YCAOBUSIX HHOHAXOAUMOCTH
KaK 00 HHAUBUAYAABHOM #% He-UHOUBUOYAAbHOM 3AHSITHH.

C AQHHO¥ TOYKHU 3PCHUS OKA3BIBAIOTCS 720-pA3HoMY TIEPUPEPUIHBIMU: KOAACKTUBHU-
3aLusl, IOCIeHas ypOaHusarysi, MOOMAU3ALIS U BOCHHOBPEMECHHbIC IIOTOKH OeXKCHIICB,
(He MPOAOAXKAIOIINECS, CCBIAKOM U T.I1.) IIOAUTHYECKHE APECThL, 0OMEH HACCACHUSIMH, 3Ba-
KYaLUsI*, IPUHYAUTEABHOE [IEPEMEICHUE B CMBICAC “TICPEMEIICHHDIX AUL], TIOPbMR, (He)
AOOPOBOABHBIN IIOCTPUI, BBICBIAKA; & TAIOKE “BHYTPEHHsIsI AHACIIopa’*, TPyAOBasi MUTpa-
L1151, PEBOAIOLIMOHHO-TEPPOPHCTHIECKOE TIOAIIOABE, ICHXHYECKAS JMUACMUS*.

Hekortopble pe>kKnMbl HHOHAXOAUMOCTH HPEILSITCTBYIOT BOSMOXKHOCTH (HAH OIIpaB-
AAQHHOMH CKAOHHOCTH?) BOCIIPUHHMATb €€ KaK PETPOCIICKTHBHYIO (AOM YTpadcH): JasiHHe
HALIMOHAABHOM TEPPUTOPHH, MOAAEKAIIEH 0CBOOOKACHHUIO; HYCTYIOIEH, BAPBAPCKOU U

% B yacTHOCTH Ipo amurpanuio cM.: Lyutskanov 2016.

#  Tlepeuncacuue ussacueHo us: Davoliate, Balkelis 2012b: 12.

#  Tepmun Jpuka P. Crorra (Blauvelt 2017).

# O sBacHuu: Rosen 1960; PyAMMEHTBI HOABEACHUS AUTCPATYPHOMN HPOAYKIIUH KOHKPET-
HOM COLIMAABHO-TICHXOAOTHYECKOH (pOPMALUK TOA 3Ty pyOpHKy cM. B: [eanep 1974: 123-129, 232~

234, 253-255, 274 U Ap.
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T.A. 3€MAH AO €€ KOAOHM3ALUH. 3a4apOBaHHasl ‘00ETOBAHHON 3eMACIH AMTEPATypa CO3AA-
€TCs1, KOHEYHO, U B YCAOBHSX IIOCA€ yTpathl ‘past’ (cp. Ainsa 1982: 59) — Hanp., [losecms o
Csemomupe yapesuye Bsraecaasa MBanoBa*. PeTpo- n mpoCeKTHBHOCTh MOTYT IIEPEXO-
AWUTb OAHA B ADYTYIO B PAMKaX OAHOH U TOH )K€ MHAMBMAYaAbHOM UAHU TPYIIIOBOM JKU3HHU,
KaK 1okasaHo B (Ainsa 1982). BoaMoxHO An TOAACpIKaHHE ABYX IIEPCIICKTUB, ABYX [ICHXH-
YECKUX KOMIIACKCOB B COCTOSIHUH PABHOBECHS?

IToapAHEMOACPHBII CABUT K BOAIOHTAPUCTCKOM U MHOXKECCTBEHHOM 3THOKYABTYPHOM
CaMOMAEHTHPHKALIMYA UHAUBHAA** CYAHT OTBET Ha 3TOT BOIPOC M 3aCTABASET BHIACAUTD
LIIECTON ‘CEPALIEBUHHBI BUA MHOHAXOAMMOCTH. KyABTypHAst MUrpaniusi, HOMaAU3M, AUa-
CIIOpa, TPAHCHAIIMOHAAM3M, TPAaHCKYABTYPHOCTb, IIOAPa3yMEBAIOT HEPEOLICHKY TEPPH-
TOPHUAABHBIX U 3THOKYABTYPHBIX aCIIEKTOB YyBCTBA AOMA M YyBCTBA IIPHHAAACKHOCTH,
AOXOASIIYIO AO MBICAH O “OECCMBICACHHOCTH TaKUX IIOHSTHI, KK TEPPUTOPHS U AOM ¢,
MOTYIIYIO CTHAM30BATh IPOIIAOE H YCAOBEKA IOA HABI3YMBYIO (AaHTH)yTOIHMIO HaLICH CO-
BpeMeHHOCTH". B caMoM aAeAe HHAMBHA MOXET IIOMTH IIO Pa3HBIM TPACKTOPHAM MEXAY
OAKOCaMH 6€3A0OMHOCTH, AByAOMHOCTH U OAHOAOMHOCTH, MEKAY HEYCTOHYHMBOI, MHOXe-
CTBEHHOH M OAHO3HAYHOM CaMOMACHTHQMKAIUAMH, MEXAY TOTOBHOCTBIO U HETOTOBHO-
CTBIO IPU3HAT AOMOM (POAHMHON) 513bIK. AMHIBHCTHYECKOE ABYSISBIYME B PAMKaX TBOpUeE-
CTBa OAHOTO ABTOPA PACCMATPUBAECTCS HAMH KaK HCTOPHYECKAsI YHUBEPCAAUS*, HO M KaK
HCTOPUYECKH IIEPEXOAHOE SBACHUE, C BO3MOXKHOH TPAHCPOPMAIMEH B YCAOBHAX OCAQ-
GACHHOTO ITHOLICHTPU3MA HHTCAACKTYaABHBIX 9AUT 1o3aHero XX Beka u Beka XXI-ro — B
KOHTPOAMPYEMOE U ‘TAPUTETHOE B PAMKAX OAHOTO H TOXKE JKE TEKCTAa MHOTOsI3bIaie*. Aast

#  Cp. Balkelis 2012: 67-71; xoHKpeTHO, ToHOmEecKHEe cTHxH crennoceacHia Hamaanca Kur-
xayckaca (uurt. Balkelis 2012: 67) nepepa6arsisator unHomup Cubupu B yaemyro AuTsy.

+  CM. MACHTHYHOCTHBIC TOpH3OHTHI rubpuaHoctH (X. Bxabxa m aAp.), (ykopeHenHoro,
Auasoruyeckoro) kocmonoautuama (Ksame Duronn Anmua, Apron Anmaaypait), Boo6paxaeMoro
MHpa KOHCTPYHPYEMBbIX TPAaHCHALIMOHAABHBIX HACHTHIHOCTEH (Ammasypaii), TpaHCHAIMOHAAH3Ma
(Muxasa [Tutap CMHT 1 Ap.), TEKCTYaABHBIX OAY-PUKINOHAABHBIX “KOHTAKTHBIX 30H (B CMBICAC
Moapu Ayuc Iparr) (Pamaas Tpaycasiia) (Trousdale 2010: 3-14).

#  Tlepeuncacuue ussacucHo us: Kettler, Ben-Dor 2006: 8-9; McClennen 2005: 2,11.

# Kettler, Ben-Dor 2006: 8. Arops 03a6ouensi paunbiM passutuem. Cp. Sassen 2006: 143-321.

+ “[...A]axe ecan 6 1 GBIAO BOSMOSKBIM HCIIBITATh YHCTO TPAHCHALIMOHAABHOE CYIIECTBOBA-
Hue, GOABLIMHCTBO U3 HAC IIPUBHAIOT, YTO TAODAAU3ALIUS HE BEACT K CBOGOAHOMY OT BAACTEH, OCBO-
60K ACHHOMY, MyABTHKYABTYPaABHOMY COCTOSIHHIO OBITHSL [...] ST 06Hapy>KkHAa, 4TO B MHOTHX pafoTax
YUCHBIX TepMHH ‘exile’ GbIA AMILIECH UCTOPHUH U OTEPSIA CBOMCTBO OTCHIAATE K GOAC3HEHHOMY COCTOSI-
Huo 6brmus. [...]” (McClennen 200s: 2, 11, cp. 5-6). CacAyeT OCTepEraThest H OTOKACCTBACHHS OIIBITA
rA06aABHOI OH3HEC M TOAUTHYECKOH SAUTHI C OIBITOM obmieueaoBedeckuM (cp. Morgan 2017: 16).

# Cwm. Orsini 2015: 351-359. PaGoTa LjcHHa 0TKa30M OT HecaMOpeACKCHBHO-TAOGAANCTCKOM
IIEPCIIEKTUBB HA MHOTOASBIYHE B IIOAB3Y AOKAAUCTCKO-PETHOHAAUCTCKOM, C OIIOPOH Ha MOHATHE
‘MECTHOTO KOCMOIIOAHTH3MA.

+  HavaAbHasl M TOTEHIMAABHO-QHHAABHAS TOYKH TON MBICACHHOI TPacKTOPHH (€CAH 3TO
TCHCAAOTHYCECKH CBSI3aHHBIC MEXAY co00Ii siBACHMS), GOACE HAM MCHEE B PAMKaX PYCHCTHKH, pac-
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0003HAYCHUS] IMUTPAHTOAOTHYECKOTO KOPPEASTA HA3BAHHOIO MHOTOS3BIYHS MBI I1032-
MIMCTBOBAAH ObI IOHATHUSI ‘YKOPEHEHHOTO U ‘AHAAOTHYECKOTO KOCMOIIOAMTH3MA, 2 TAKXKE
‘TPAHCHAIIMOHAAM3MA (cM. Trousdale 2010: 8-12; moHMMaHHE TPaHCHALIMOHAAM3MA B
Morgan 2017: 14 KaXeTCsl HaM CAUIIKOM WHPOKUM)*°. Takoe 0603HaYCHHE BHICBCINBACT,
OAHAKO, TOABKO YaCTh SBACHHUS, APYTOH YaCThI0 KOTOPOTO IIPEACTABASIETCS AUTEPATYpa,
MOACAMPYIOIasi )KU3Hb B HCTOPHYECCKH OOPATUMOM U $UBHYECKH MHOXECTBEHHOM MHUPE
(xax Puannn Auk B Yerosex 6 vicoxom 3amxe n xkaxk Baaanmup Copoxun B [o.aybom caze).

OMHurpaLys, Aarepb, YKOPCHEHHbIN KOCMOIIOAUTH3M U T.A. BPOAE ObI SIBACHHS 4pes-
BBIYAHO Pa3HOPOAHBIC C TOYKH 3PEHHUS COLIMOAOTHU 1 MakpoucTopun. Ho ¢ Toukn spe-
Hus puaocoduu (GpeHOMEHOAOTHHM), ICUXOAOTHH H TECOPUH AMTEPaTyphl oHU 6ansku. Bee
OHHU KOACOAIOT OHTOAOTHYECKYIO, HO U IICHXOAOTHYECKYIO, U COLIUOAOTHYECKYIO, U MaKpO-
HCTOPUYECKYIO, AUXOTOMHUIO ‘OCEAAOCTh — KOYEBHHYECTBO H TAKYIO 5KE AUXOTOMUIO ‘AOMa
— He-AOMa, BCE K€ #¢ YIPASAHSISI HU TY, HH APYTYIO.

MB!I IPOACMOHCTPHPOBAAM CTATHYCCKUIT TIOAXOA K BHAAM MHOHAXOAUMOCTH (6Ans-
KHH K CTPYKTYPAAHCTCKOMY MOACAHPOBAHHIO CEMAHTHKU IPAMMATHIECKOM KATETOPHU Ha
OCHOBE BBIACACHNSI OOLINX IPU3HAKOB M BapHALIHi B NX KOMOMHMPOBaHHH), HO BO3MOXKEH
U AMHAMHYECKHH, 2 TOYHEE AUATPAMMUYECKHUIL.

4.2. K&uﬂzpammuuecxoﬂ munoiocuu uﬂolmxoﬁu/vzocmu

MoaeanpoBaHue HHOHAXOAMMOCTH KaXKETCsI BOSMOXKHBIM U ITy TEM BBIACACHHSI B Ka-
YeCTBE CTEP>KHEBBIX TUIIOB y4acmkos ‘[Maroii]*' 3/30Hbl, mpexae Beero: (cAcACTBEHHAs)
TIopbMa, aTan(uposanue), aarepb (cm. Pieralli 2013b: 223). Anasornunsie popmsr MoxHO
PaccMOTpETh M PH MEpPEMELIEHUHN 32 TOCYAAPCTBEHHbIE TPAHUIBL: (TUIIOBOI) raburyc
Gexenctsa (‘cuaeHMe Ha YeMoaaHax') U Cy6-raburyc ‘Haxoasierocst B “kapaHTune” >
(T.nas. [aaaunoaniickoe cupenue, npeboisanue Ha Ellis Island); nepeasmkenue ¢ mecra
BPEMEHHOTO OOUTaHHS K MECTY HEOKOHYATEABHOTO XXHTEABCTBA (peaMuUrpalus)®; rabu-

CMATPHBAANCh, COOTBETCTBEHHO, B: Beaujour 1984; Xpomosa 2019; npomesxytok — B: Kellman 2018:
17-23, 26-28, u B psiac pabot Aapuana Bannepa, nanp.: Wanner 2011. Kontpoaupyemoe MHOTOs351-
4He MOXKHO ONPEACAMTH KaK MHCTPYMCHTAAMSALIMIO AMMHHAABHOMN, HAM IIPOMEXKYTOYHOI I1OCAE
‘OTACACHUS U AO ‘BOCCOCAMHCHUS, (a3l PUTYaAa IIEPEXOAQ, U KAK BHA ICPMAHCHTHOM AUMHHAAD-
HOCTH (9TH HOHATHSA IPUMEHEHDI K aMUrpanuu B: Lyutskanov 2016: 354-356).

° OnpepcacHUE B 00XOA TPAHCAMHIBAABHOCTH YAOOHO SMHUIPAHTOAOTMH AHIIb HA IICPBbII
B3TASIA.

% Cp. Posanos (1979: 23, 188), pasandaromuii, Kak 1 MHOTHe, ‘MaAylo U ‘6oabmyio’ (Bceco-
103HYy10) 30Hbl. COBETCKOE 30HMPOBaHHE CTENEHEH HECBOGOABI TIOXOAUT HA COBPEMEHHYIO CHTYa-
11110 ‘cBOGOAHOTO’ EPEABHKEHHS AIOACH 110 MUPY (BUSOBBIC PEXKUMbI PA3HOIL CTEIICHH CTPOTOCTH).

5 He 06s13aTeAPHO — MEAMLIMHCKH-MOTHBUPOBAHHOTO.

% CcblaKa 8 yapcxoti Poccun 10KasbIBacT IPU3HAKH TOTO Xe raburyca. “ ABIKeHHE, TOKa3bl-
Bacet [Capa BapKok], 6b1A0 HEOTHEMAEMO OT HAKA3aHHS USTHAHMEM [...] IePBOHAYAABHOE MyTelle-

CTBHUC OGbI‘{HO IPEPBIBAAOCH 3ATSXKHBIMU (I/IHOI‘Aa AAATTUMUCA 6OAbH.I€ I‘OAa) IICPHUOAAMH B II€pe-
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TYyC SMUTpallUH. ,A,I/IarpaMMI/I‘ICCKaH rpynmupoBKa q)OpM OTCBIAACT K TpOH‘{HOfI CTPYKTY-
p€ pPUTYaAOB IIEPEXOAQ.

S. K onucanurw cumeoruseckon sxomnomun MﬂOHﬂanMMOCWZu (3M%2pm;u}z Kak MO()é’/Lb)

Heaoo1ieHKa TeppUTOPHAABHBIX M 3THOKYABTYPHBIX aCIIEKTOB MACHTHYHOCTH 06e-
3AOMACHHBIX MOXKET IIOAIIUTBIBATHCS U TOH MOAUQHKALMEH MUPCKOTO KyAbT I103TA, KO-
TOpasi IPUIHCHIBACT IIOCACAHEMY BCEBO3MOXKHBIE pOPMBI ‘CBOOOABI 0772’5*, 4TOOBI OCTABUTSH
eMY OAHY-CAMHCTBEHHYI0 $opMy ‘cBOBOABI pady’ — ‘TBopuecTBa. (A AUTEPATYPOBEABL, CO-
3HATCABHO AU HET, IPUBEPXKeHbI 3TOI MoAuukauun). [Ipumep Baaanmupa Habokosa
KaxeTcst 0cobenHo aemopaausupymomum. Otxop Habokosa ot pycckoro sisbika u ycren-
Hasl COLIMAAUSALINS IO TBOPYECTBA B T.HA3. MUPOBOI AUTEPATYPE IIOACKA3bIBAIOT OIIPEAL-
ACHHYIO MOACAb HMCCACAOBAHUS M OLCHKU OIIBITA 00€300MACHHBIX NUMLYUSHX, TAC TIPEAMET
‘MOATOHSETCS U IOA HAlly COBPEMEHHOCTD, U TOA MoAepHOCTbY. Coraamaemcs ¢ Tuxa-
HOBBIM (2015: 1545 142, 155 ), YTO HY>KHO OCBOGOAUTD Hallle IPEACTABACHHE 06 IMUTpaLuy
(1 ccplAKe) Kak OT pOMaHTH3UPYIOIIEH (BBICOKAs YEAMHEHHOCTS), TaK H OT AUGEPaAbHOM
(camopocTaTouHast KpeaTHBHOCTD) cTepeotunuaanuit®. C Apyroii cTOpoHbI, IPEAMETHOE
II0AC MOACPHUSHPYETCS ¥ C HHTCHLMEH 0€3 OCTATKA HAYUOHAAUSUPOBAINL ONBIT 06E3AOM-
ACHHBIX, IIPUBSI3aTh TOT OMbIT K HAUAAMYECKH IIPEACTABASIEMON POAHOI STHOKYABTYPHOIT
06IHOCTH, IepeMeIeHHO HAM HeTY. (3A€Ch He TOABKO ACHCTBHE aKTyaAbHOF OAMTHYE-
CKOI1 KOHBIOHKTYpPBI B POCCHH, HO M OTOKACCTBACHHUE [IOITA C BOIIAOICHUEM HALIMOHAAD-
HOTO renust). BansireapHas B HacTosmem Beke Meradopa “pycckoe sapy6exne” koanpyer
HabOp OCHOBHBIX METOAOAOTHYECKUX ITOPOKOB POCCHUICKON 3MUTPAHTOAOTUH, ACHCTBH-
TEABHBIX U IOTCHIIHAABHBIX : PUBUYECKUI ACTEPMUHUSM; ‘METPOIIOAHO-LICHTPUSM ; HEAO-
OILIEHKA B3aUMOAEHUCTBUSA C TY3EMHOMU CPEAOH; 06x0A HPO6ACMBI MOAUTHYECKOIO U MEH-
TAABHOTO PAacKOAQ.

Arobas sMUrpanTCcKas AuTepaTypa (M KyABTypa) BbIHALIMBAET AMAACKTUKY IPOTHBO-
pednst MexAy cBo6OAOI 1 MHTHMHOM CBS3aHHOCTBIO ¢ ‘popHbIM THe3aoM (cp. McClennen

CHIABHBIX TIOPbMAX M CTOSIHKAX, BO BPEMsl KOTOPbIX Y3HUKOB IpUcTaBasiau K pabotam” (Pallot 2017:
137; 0: Badcock 2016).

B cmbicae Dpuxa Ppomma.

% LleHTpaABHBIM AASL HOCACAHEH KaXeTcst MUQ 00 HHAMBHAYaABHOCTH, HMCIOIIMIL ABE OC-
HOBHbIE TOYKU IIPUAOKEHUS: HHAMBHAA U HAIMIO (BCEM U3BECTHBIE PabOThI O HALMOHAAU3ME ‘KOH-
CTPYKTHBHCTCKOM / MOACPHUCTCKOMN NapPaAUTMBI AC3ABYUPYIOT yKa3aHHBIA MU B €0 BTOPOI TOUKE
NPUAOKEHMUS, IEPCOHAAUCTCKASL KPUTHKA HHAUBHAYAAM3MA — B IIEPBOIA).

¢ Hay4nyto Ae-pOMAHTH3AIHIO HAMGOAEE H3BECTHBIX PYCCKUX CCBIABHBIX, ACKAOPHCTOB, CM.
B: Gentes 2010: 82-83.

7 OTMedy HAAUYME AABTCPHATHB, C KOTOPBIMU dMHUIPAHTOAOTHS AOAKHA CUMTAThCs: Map-
raputa u3 pomaa M. Byarakosa coupaausupyercs B cBure Boaanaa, B 1934 1. Tarbsina Yeprasuna
HOAOPAChIBACT HACIO COSAAHUS “OPACHA OBIBILKX IIOACOBETCKUX AIOACH .

% 51 He OTpHLAI0, YTO OHA BbIAA PACIPOCTPAHEHA M CPEAH SMUIPAHTOB.
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200s; cp. 1 Tihanov 2015, rAe IPOTHBOMOAATAIOTCS KPEATHBHOCTH U cTpaAaHue). TuxaHos
(He OH OAMH) TOBOPHUT 06 SMUTPALIMH KaK O II0AE B3AUMHOTO O0OraleHUsI IPUHUMAIOLICH
KYABTYPBI M KYABTYPBl 3MUIPAHTOB (2011: 325; CP. 321, C APAAUTMO-32AAIOLICH CCBIAKOM
Ha MoHorpa¢uio A. Ansaka). MOKHO CYMTaTh, 4TO B OIBITE OOC3AOMACHHBIX, B T.4. IMH-
I'PAHTOB, IEPEIIACTCHBI 772D OCHOBHBIX HUMITyAbCA, HAH COLIMO-IIPOCTPAHCTBEHHBIC OPHCH-
TaLMH: OCBOOOXKACHHS OT AIOOBIX 06peMeHSIOMUX 00I3aHHOCTEH U PUBA3aHHOCTEH (CM.
Boldor 2005), nan opueHTanms Ha HEOTPAaHHYCHHOE CAMOYTBEPXKACHHE; OTBETCTBECHHO-
CTH 32 O6IHOCTD ‘cBOMX (CM. AIOLIKAHOB 2019) M HOCTAABIHH 110 POAHOMY AOMY; KOAAO-
KaLyK / B3AUMOACHCTBHS C ‘Ty3eMUaMu.

I[TpeAcTaBASIeTCS LICHHBIM BUACTD BHIHAIIMBAHHE STUX OPUCHTALMI B UX COYACHEH-
HOCcTH. Takoil MepCreKTHBOH MOXET OKA3aThCsl “OCHOBOIIOAATAIOIIMI HAPPATUB O TPAHC-
rpeccun u nepecedenun rpannn’ (Tihanov 2015: 143); HO o MOker GbiTh M (MeTa-)
HAappPaTUB O CYLICCTBOBAHHH B YCAOBHSX (HE)MEpPMaHECHTHON AUMHUHAABHOCTU® 1 O (He)
coobuennn / (He)coOOIMMMOCTH ONBITAa TAKOBOTO CYIIECTBOBAHUSA®.

Kak kpusnchoe cocrosinue, 06e€3A0MACHHOCTb BbIHY>KAaeT K TBopuccTBy (Flusser
2004), KOTOPOE CACAYET IIOHUMATh U KaK BBI3OB Ha BCTPEUy ¢ IyXKHUMHU psiaoM (cp. 7am
wce: 26) u ‘cBoumu’ TAe-TO B oTAaAcHUH. OTBET Ha BBI3OB BOMpacT B ce0s1 AMAACKTHKY HH-
AUBHAyaLuu 1 perpecca (B cmpicae Ppomma) 1 3aBHCHMOCTD OT pasHbIX MACOAOTHIL (HAH
HACOAOTHYCCKH $YHAMPOBAHHBIX ‘BAPaBBIX cMBICAOB ). OH OCYILIECTBASET TaMMy YCTaHO-
BOK — Ha (aBTO)TepaIuIo, aAANTALMIO, ACCUMUAALMIO®, (CaMo)paspyLieHue, cnacenue®.
OHu, Kak U BBILCHA3BAHHBIC 'OPUCHTALNH, IPEACTABASIOTCS Ga3UCHBIMH [TapaMeTPaMH
CHMBOAHYECKON 9KOHOMUHM BCEX ‘CEPALICBUHHBIX BUAOB 00€3A0MACHHOCTH.

% B3aMMOAEHCTBHE MOXHO OIHCAT AMAACKTUKOI IIPUTSKCHUS U OTTaakuBanus. Ho pas-
HHUL}2 MEKAY B3AUMOACHCTBHEM H (AHILIb) COKUTEABCTBOM HE OOBACHSIETCS PA3HOCTBIO B COOTHO-
LICHUY NPUTSDKEHUS U OTTasKHBaHHA. HeT Heo6X0ANMOCTH pacnpocTpaHsaThes 34k 06 3TOM.

¢ TlousaTue nepmaHeHTHON AuMuHasbHOCTH — Apraaa [llakoauas. AHaAus moHsTHS U €TO
npeAbICTOpHH cM. B: Thomassen 2009.

¢ Haubosee APaMaTHYECKHUM CPEAM BO3MOXKHBIX JKH3HEHHBIX CIOXETOB KAKETCS TaKOH:
‘6e3AOMHBII1 PACCKA3BIBACT O TOH HE3AOMHOCTH, KOTOPYIO OH OCTaBHA 33 CITMHOI, a HOBBII COCEA,
Toxe 6e3A0MHBIH, eMy (He) BepuT.

¢ PagAMMEHHE MEXKAY YCTAHOBKAMU HA ACCHMHASIIMIO U AAANTANMIO (AKKOMOAAIHIO) CM.,
Harp., B: Dobson 2013.

% Tumoaorus onupaercst Ha aHaautHyeckyio ncuxonoruto K. FOura (Samuels ez /. 1986),
conpaabnyo ncuxosoruio O. Opomma (Fromm 19555 1973) U nacmuipcxyrno neuxosozurn Baapetsr

Uepotuua (Jeporuh 1997).
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Abstract

Jordan Ljuckanov
Towards Demarcating Emigrantology

In this article I propose viewing ‘(Russian P/)philology’ ‘Russia(n) Studies’ and ‘(Russian E/)
emigrantology’ as three separate and equally valid approaches to (Russian) literature and writers; I
maintain that each of them is charged with its own interdisciplinary perspective.

I elaborate a new definition of ‘emigrantology’ based on reassessment of its subject matter (not
exilic experiences, but experiences of ‘somewhere-else-ness’) and the range of its objects (not only
emigration / exile, but a family of diverse experiences, from camp incarceration, to trips to the other-
world and translingual writing). I seck to overcome physical determinism of Russian literary studies
in Russian language and, at the same time, to forestall certain ‘counter-sedentary’ bias perceivable
in post-modern contemplation of exile and related phenomena in the English language. I link the
literary-theoretic raison détre of ‘emigrantology’ to the property of ‘non-in-situatedness’ that differ-
entiates ‘literature’ from ‘wording’ (“writings”) according to the literary ontology of S. Averincev.

I define the subject matter of ‘emigrantology’, as ‘unselfliness, ‘unplaceliness’ and ‘somewhere-
else-ness’ (the former two concepts are deliberate neologisms, shaped after “untimely”). I conceptu-
alise ‘backing’ notions as ‘place-boundness’ and ‘place-conscience’ and explain the two theoretic as-
sumptions which give my own theorisation sense: the irreducible territoriality of exile in particular
and of ‘somewhere-else-ness’ in general, and their basic property of being both psychic and bodily. I
also compare ‘somewhere-clse-ness’ to das Unbeimliche and fictional worlds.

Prioritising the standpoint of sociology of literature and with the case of Russian literature/
literature in Russia in mind, I delineate some ‘core’ types of ‘being-somewhere-clse’ experiences:
besides inciting to be thematised by literature and hosting individual literary creativity, these types
can sustain circulation and reception of literature (the state of being an émigré; inner emigration;
exile; camp incarceration; special settlement; translingual writing/ transnational belonging). As a
counterpoint, I trace the option of diagrammic typology of ‘somewhere-else-ness” experiences, one
which brings to the fore commonalities with rites of passage.

Taking the condition of being an émigré (community) as a benchmark and distancing my
model from both liberal-individualist and nationalist mythologisations of that latter condition, I
identify what I believe are the basic parameters of symbolic economy of an individual and commu-
nity experiencing ‘somewhere-else-ness.

Keywords

‘Somewhere-Else-ness’; ‘Being Without the Situation’; Special Settlements; Multilingual
Writing; Symbolic Economy of Exile.
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Un’eredita preziosa.
Il contributo culturale di Hans Rothe (1928-2021)

Qualche mese fa ci ha lasciati Hans Rothe (1928-2021), una delle figure pit significati-
ve della slavistica europea la cui ereditd merita qualche riflessione. Nel solco della tradizio-
ne degli studi slavistici in Germania i suoi interessi non erano limitati a una singola lingua o
letteratura, come ormai sta diventando consuetudine, ¢ hanno abbracciato problematiche
di carattere filologico, linguistico e letterario dal medioevo fino all’epoca contemporanea'.
Fin dalla sua formazione con gli studi universitari di linguistica e teologia acquisi compe-
tenze rare fra gli slavisti, che si sono manifestate in tutta la sua attivita scientifica ed edito-
riale. Assistente di A. Rammelmeyer ¢ H. Brauer a Marburg, dal 1966 al 1993 insegno come
Professore ordinario presso I’ Universita di Bonn. I suoi corsi spaziavano da Dostoevskij e
Tolstoj alla letteratura del Seicento e ai temi ‘classici’ della Filologia slava. Le piti giovani
generazioni di slavisti lo hanno conosciuto soprattutto come direttore della Commissione
patristica dell’Accademia delle Scienze della Renania-Westfalia (1985-2007), che aveva sede
nella vecchia capitale della Germania occidentale, e spiritus movens del progetto di ricerca
dedicato allo studio e alla pubblicazione di antichi manoscritti di testi liturgici e innografi-
ci. Con I'aiuto di alcuni validi collaboratori in Germania, fra cui D. Christians, o in Russia,
tra cui E.M. Vere$¢agin e EV. Sul’gina, ha diretto I’edizione dei mesi di dicembre, febbraio
e aprile delle Menee liturgiche, accompagnate dalla versione tedesca e da note di commen-
to o, per alcuni codici, dai facsimili (1992-2020), in corposi volumi pubblicati nella serie
Patristica slavica®. 1 suoi interessi per I’innografia slava risalgono, tuttavia, a un periodo
antecedente quando, negli anni Settanta, aveva collaborato con A. Dostal all’edizione del
Contacario (Kondakari) slavo orientale, con i ‘contaci’ in onore di feste e santi (1976-1980),
in volumi apparsi nella serie Bausteine zur Geschichte der Literatur bei den Slaven.

A una cerchia pit ampia di slavisti Rothe era noto per aver promosso insieme a R.
Olesch la serie Biblia slavica, proseguita con la collaborazione di F. Scholz, Ch. Hannick e L.
Udolph, in cui sono state pubblicate decine di volumi che offrono la riproduzione delle bib-
bie slave pil significative, dalla Bibbia antico ceca di Dresda (ca. 1370) fino alla prima Bibbia

1

La bibliografia completa ¢ stata recentemente pubblicata in Thiergen 2019; cfr. Udolph 2021.

> Cfr. gliatti di convegno che hanno accompagnato la realizzazione di queste pubblicazioni,

da cui si puo ricavare un quadro dello stato degli studi sull’innografia slava (Rothe, Christians 2007).
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slovacca (1755), accompagnate da saggi dei migliori specialisti, con una serie supplementare
dedicata alla versione lituana delle sacre scritture (cfr. Rothe 1990). Quest’impresa straordi-
naria difficilmente puo passare inosservata per chi si occupa di lingue e di letterature slave,
data’'importanza che questi testi hanno avuto nella storia delle lingue e delle letterature slave.

Pur lavorando principalmente nella sua ricchissima biblioteca’, ¢ avendo a disposi-
zione una delle migliori biblioteche di slavistica in Germania presso I’ Universita di Bonn
(oggi non piu disponibile in quella sede), Rothe comprendeva bene che non ci si poteva
chiudere nel proprio studiolo, e sapeva quanto fosse importante collaborare con colleghi e
ricercatori anche al di la dei confini nazionali, anche al fine di favorire la formazione di gio-
vani studiosi. Per questa ragione insieme a Ch. Hannick e R. Stichel aveva fondato ancora
negli anni Novanta il Seminario di paleoslavistica (Alsslavistentag) che, con cadenza piu
o meno annuale, riunisce un numero sempre maggiore di studiosi provenienti da diversi
paesi. Alla sua tredicesima edizione, svoltasi a Saarbriicken nel 2019, egli riusci, pur con
fatica, a fare una breve comparsa. Al seminario hanno partecipato per lo pit specialisti che
hanno condotto ricerche in Germania, con il sostegno della Fondazione Humboldt, grazie
alle lettere di presentazione di Rothe.

Provenendo dalla tradizione culturale religiosa evangelica della Prussia orientale, di
cui ha saputo coltivare la memoria*, Rothe mostrava una profonda sensibilita per i testi
sacri, a cui univa una meticolosa preparazione Iinguistica e letteraria maturata negli anni
Cinquanta a Kiel e Marburg. Questo bagaglio culturale e scientifico gli offriva gli strumenti
necessari per comprendere sia la tradizione scrittoria bizantina slava, sia le traduzioni del-
le sacre scritture. Occupandosi di testi innografici del mondo bizantino slavo aveva com-
preso quanto fosse importante considerare le forme espressive della tradizione scrittoria
che caratterizzano la cosiddetta Slavia ortodossa, di cui era necessario cogliere i caratteri
fondamentali sulla scia del modello cristiano orientale in una visione storica culturale che
ha mostrato di saper cogliere non solo in studi di carattere storico culturale che ne eviden-
ziavano le differenze con la Slavia latina (Rothe 1995), ma anche sul piano linguistico con
una serie di riflessioni su alcuni concetti base presenti nell’ innografia (Rothe 2007)s. Rothe
sapeva bene, pero, che con I'epoca moderna le relazioni fra le diverse tradizioni si erano
sempre pilt compenetrate, a mano a mano che la cultura occidentale, in una prima fase per
la mediazione della S/avia latina, procedeva nella sua espansione verso oriente, dando vita
anuove traduzioni e a opere originali nelle diverse culture slave. In questo ambito si colloca
non soltanto la sua attivita di editore delle Bibbie slave, corredate da alcuni suoi saggi che
evidenziano ’attenzione per le fonti e la riflessione teologica (in particolare Rothe 1990,
2002, 20034, 2003b, 2005, 2006 € 2008), ma anche i suoi studi sulle tradizioni dei can-
zonali, cio¢ dei libri con le raccolte dei canti destinati alla devozione popolare, che dalla

> Labiblioteca ¢ stata donata all’ Universita di Marburg.

+  Sivedano le sue memorie familiari in ben nove volumi (Rothe 1997-2008).

5 Cfr. soprattutto la sue riflessioni sui concetti di ‘veritd, immagine ‘bellezza) ‘luce’ (Rothe
2018).
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Boemia si diffusero in tutto il mondo slavo, lasciando una traccia duratura (Rothe 1988,
1999 [anche in: Rothe 2011: 93-108] € 2016).

I suoi interessi, tuttavia, andavano ben oltre la letteratura medievale e le tradizioni
bibliche e devozionali di epoca moderna. La necessita di comprendere meglio le relazioni
culturali all’interno del mondo slavo nel pitt ampio contesto europeo ha condotto lo stu-
dioso tedesco a esaminare opere e autori che, considerate in ordine cronologico, possono
ben rappresentare alcuni snodi fondamentali nello sviluppo delle letterature slave.

In questo ambito si collocano le sue ricerche sulla Historia Bobemica di Enea Silvio Pic-
colomini che, in collaborazione con altri studiosi, ¢ uscita in una nuova edizione che com-
prende anche la versione antico tedesca e antico ceca, ma anche le ricerche sulla letteratura
croata rinascimentale, in particolare sull’ Osman di Gunduli¢. Queste edizioni e questi studi
si aprono a una vasta riflessione sull’Umanesimo e il Rinascimento di area ceca e polacca,
dando un importante contributo alla ricerca in questo campo. A questi studi si aggiungono
le ricerche sulle letterature barocche in area polacca e rutena sino alla Russia. Spesso questi
contributi servono a introdurre le edizioni di testi fondamentali come puo essere per esem-
pio la Sinopsis di 1. Gizel’ oppure il Rifimologion di Simeone di Polock su cui si ritornera par-
lando degli studi sull’ Ucraina (e Bielorussia) ¢ il loro rapporto con la Russia. Come nel caso
delle bibbie slave, grande attenzione si mostra nei confronti della diffusione della stampa.

Nel corso dei suoi anni di insegnamento lo studioso tedesco si era concentrato so-
prattutto su alcuni importanti scrittori russi fra la fine del Settecento e la seconda meta
dell’Ottocento. Si devono ricordare in particolare Karamzin, il meno noto P.A. Katenin,
Goncarov, Dostoevskij e, ultimamente, Tolstoj. L’interesse per la loro opera manifestava la
sua profonda sensibilita per tematiche di carattere filosofico e religioso, ma evidenziava allo
stesso tempo un’attenzione per le forme letterarie e lo sviluppo della letteratura russa nel
pitt ampio contesto della cultura europea. Proprio in queste direzioni si collocano alcuni
dei suoi studi dedicati alle forme poetiche, ma anche alle relazioni fra la letteratura russa e
la letteratura tedesca, o alla produzione letteraria di epoca illuminista in chiave comparata
fra Polonia e Prussia. In questo ambito, tuttavia, Rothe non segue il tradizionale paradigma
dell’influsso che in passato ha dominato le ricerche sulle relazioni della cultura russa con
I’Occidente, ma piuttosto si orienta a ridisegnare un panorama della produzione lettera-
ria slava in chiave europea. Compolessivamente la riflessione sulle forme letterarie, dalla
versificazione di epoca moderna alla questione dei generi nelle letterature medievali, non
assume mai un carattere esclusivamente formale, ma si colloca all’interno di una pitt ampia
disamina di carattere storico.

Questa riflessione sugli snodi dello sviluppo culturale e letterario nei vari paesi slavi
ha un importante punto di approdo nelle ricerche dedicate all’appassionante confronto
fra due giganti della letteratura, Mickiewicz e Puskin, nel pitt ampio contesto di una rifles-
sione sul romanticismo polacco e russo. I suoi interessi riescono persino a spingersi fino
alla letteratura contemporanea, alle avanguardie russe e ucraine, alla letteratura polacca
del xx secolo e alla letteratura del dissenso russa, giungendo fino ad aree marginali come
quella del casciubo.



294 Giovanna Brogi, Marcello Garzaniti

La sua straordinaria attivita editoriale, il suo molteplice lavoro di ricerca, che si era in-
tensificato negli anni successivi al pensionamento, sono stati accompagnati da una costante
attivitd all’interno della slavistica sia tedesca sia internazionale, soprattutto in relazione al
Comitato internazionale degli slavisti, con una serie di interventi contro I'eccessiva spe-
cializzazione areale o la separazione delle ricerche di carattere filologico, linguistico e let-
terario da una pili ampia prospettiva storica. Il suo approccio si ¢ sempre avvalso delle pitt
diverse discipline, per raggiungere una visione complessiva dello sviluppo delle tradizioni
scrittorie e letterarie del mondo slavo nella sua interezza.

Le riflessioni inviate una quindicina di anni fa a “Studi Slavistici” per il Forum dedi-
cato alle letterature slave comparate, curato da G. Moracci (2006), pur nella loro lapidaria
brevita, esprimono chiaramente il suo appello a ritornare a una slavistica in cui ci si occupa
di pitt lingue e pit culture, uscendo dagli steccati delle singole discipline, e con un orizzon-
te europeo di cui noi oggi abbiamo estremamente bisogno.

Marcello Garzaniti

Tra le appassionanti e puntuali riflessioni sugli snodi dello sviluppo culturale e lette-
rario nei vari paesi slavi un posto particolare ¢ occupato dagli studi, all’epoca pionieristici,
sull’ Ucraina (e Biclorussia) e sul loro rapporto con la Russia. Queste tre entita vengono
viste nella loro unita, la cui separazione si delineerebbe non prima del x1v secolo. Riflet-
tendo sull’ importanza della storia della letteratura come categoria euristica essenziale per
la valutazione della letteratura stessa, in particolare di quella medievale (che sfugge alle
categorie sviluppate dall’Illuminismo e dal Romanticismo), Rothe non nega I’esistenza e la
validita di un approccio anche nazionale alla narrazione della Rus’ medievale. Egli conosce
bene I'ambiguitd del termine a/zrussich (‘antico russo’) e considera giustificato il suo rifiuto
da parte degli ucraini. Tuttavia, egli considera il mondo ‘slavo orientale’ (Rus”) come un ar-
ticolato complesso ancora unitario di varie situazioni locali, e sottolinea il ruolo unificante
dato dallo slavo ecclesiastico e dal carattere religioso del 90% dei testi. Al tempo stesso egli
considera il primo periodo della Rus’ (kieviana) come un a/iud rispetto al secondo (mo-
scovita) poiché prima del 1300 esistevano ancora legami politici e letterari con l'occidente,
perdurava la memoria e 'impronta politica dei varjaghi, era forte il legame col Patriarcato
di Costantinopoli, Kiev non partecipava alle dispute tra Roma e Bisanzio. E la specificiti
del processo letterario della Rus’ di Kiev nel suo complesso che interessa Rothe: la domi-
nanza dei testi di carattere religioso e piu strettamente liturgico, lo sviluppo di alcuni generi
mutuati da Bisanzio, ma conservati per secoli in forme linguistiche e letterarie che in altre
aree hanno subito evoluzioni piti evidenti, I'impatto che tali generi possono aver avuto sul-
lo sviluppo della letteratura nuova (e in quest’ottica Rothe rileva il precoce allontanamen-
to di Ucraina e Bielorussia dal complesso della Slavia orientale, nel quale I'arcaizzazione
conservatrice ¢ una tendenza pil fortemente marcata nelle terre russe propriamente dette,
cfr. Rothe 2000: 8, 29-36). Il dubbio ¢ il sale dell’approccio filologico, sembra concludere
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Rothe in un altro saggio dedicato ai generi letterari, con un’apparente contraddizione: se
di generi letterari si puo parlare nel medioevo slavo orientale, essi esistono solo come ema-
nazione della cultura greca, per cui si potrebbe dedurre che “le pit antiche letterature slave
non sono altro che una parte della letteratura bizantina in lingua slava” (Rothe 1997: 261).
Di tale natura ¢ 'approccio critico dello studioso di Bonn che, alla ricerca di veritd com-
plesse, riusciva spesso a urtare le categorie prestabilite di colleghi legati ad anacronistiche
idee di ‘sviluppo nazionale’ o a orientamenti politici imposti dall’esterno.

Scettico nei confronti di letture ‘nazionali’ della cultura slava orientale del medioevo
kieviano e moscovita (che perd considerava sempre come entitd distinte), Rothe ¢ stato
tuttavia un pioniere degli studi ucrainistici. Gia negli anni Settanta egli leggeva manoscritti
seicenteschi nella Biblioteca delle stampe antiche di Kiev, come testimonia ancora un regi-
stro dei lettori. Lo attesta soprattutto I'antologia di testi ucraini e bielorussi del xvi-xv1
secolo (Rothe 1976-1977), la prima non solo nel mondo occidentale, ma nell’ Ucraina stes-
sa (sovietica), dove la pubblicazione delle prime antologie di letteratura sei e settecentesca
fu permessa solo a partire dal 1983. Fu questa anche la prima antologia che manteneva con
scrupolo la fedelta al testo originale, sia per la lingua che per ortografia. L’introduzione,
breve eppure ricchissima di riflessioni, illustra i criteri di scelta e ordinamento dei testi:
I'ordine ¢ quello cronologico, essendo principi letterari, nazionali, di versificazione o di
lingua inaffidabili. La scelta include poesie scritte in slavo ecclesiastico, nella lingua che
riflette parlate locali (ucraine, bielorusse) che oggi chiamiamo prosta mova, in polacco e
latino. Dall’analisi delle poesie appaiono invece evidenti alcune differenziazioni fra i vari
centri di scrittura: Ostroh, Vilna, Leopoli, Kiev. Si sarebbero cosi formate vere ‘scuole’ che,
per i poeti di lingua slavo-ecclesiastica, ‘rutena’ o polacca avrebbero creato dei modelli di
poetica e retorica molto prima che i primi ‘manuali’ venissero scritti in latino (Rothe 1978).
Il modello della poesia polacca nella formazione dell’isosillabismo ruteno (e poi russo)
¢ invece chiaramente sottolineato. La ricchezza e la precisione fanno di questa antologia
ancora oggi uno strumento fondamentale di lavoro®.

Non meno importante ¢ stata (e resta) l'edizione della Sinopsis di Innokentij Gizel
(Rothe 1983a). Merito di Rothe non fu solo di rendere facilmente accessibile il testo del
1680, ma di avere scritto, gia nel 1983, un saggio introduttivo (pp. 1-131) che resta una delle
migliori sintesi degli studi, dell’inquadramento storico e politico dell’autore e dell’opera,
dei nuovi valori semantici convogliati dalle modifiche introdotte nelle numerose nuove
edizioni del xviI-xv1ir secolo. Rothe collega il patrimonio di idee di Gizel con I'eredita
medievale e umanistica occidentale e coglie con sottile intuito psicologico e un pizzico d’i-
ronia la finalita principale dell’opera: quella di assicurare il maggior vantaggio possibile per
il Monastero delle Grotte e per la Metropolia di Kiev, all’interno di una concezione unita-
ria della tradizione ortodossa, che dopo il 1686 sarebbe stata sottoposta alla giurisdizione
moscovita. Una concezione unitaria che pero comprende anche una sostanziale autonomia

¢ Le antologie sovietiche spesso traducevano in ucraino moderno le opere scritte in polacco

o latino.
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e la coscienza dell’alteritd, addirittura della superiorita intellettuale ucraina rispetto alla
Russia, almeno fino al 1700.

L’interesse costante per la tradizione umanistica e barocca nella cultura ucraina si
manifesta in Rothe anche nell’attivita editoriale e didattica. Si pensi alla corposa intro-
duzione al fondamentale libro di F. Titov (1924) contenente le Peredemovy alle stampe
seicentesche, ristampato per Bohlau nel 1982 o alla Geschichte der Ukrainischen Literatur
di M. Voznjak, tradotta in tedesco, pubblicata gia nel 1975, per ricordarne solo due molto
importanti. Si pensi agli studi di colleghi pit giovani e allievi che hanno creato nuovi filoni
di studio: da Ch. Hannick a P. Thiergen, L. Udolph e D. Stern, a M. Berndt e K. Glowalla,
dei quali restano fondamentali gli studi sull’innografia liturgica e paraliturgica, sulle bibbie
slave, su varie letterature slave, da quella ceca a quella bulgara, soraba e russa (e alcuni mo-
tivi biblici in esse ricorrenti), sui sermoni di Dmytro Tuptalo, sui canti religiosi (cfr. anche
Rothe 1999: nota 9) e sull’epitalamio di I. Ornovs’kyj, solo per fare alcuni esempi.

Non meno intenso ¢ stato I'interesse di Rothe per la letteratura ucraina moderna,
sempre in posizione critica contro stucchevoli sacralizzazioni (cosi I introduzione al pon-
deroso studio di M. Moser sulla lingua di T. Sev¢enko) o superficiali letture ‘patriottiche’
In questo senso va rilevato 'eccezionale lavoro di scavo filologico e letterario del saggio
sulla Kassandra di Lesja Ukrajinka. Il saggio fa parte di una raccolta di contributi presen-
tati gia nel 1988 a un congresso all’ Universita Libera di Monaco, poi ristampato nel 1994
assieme alla traduzione del dramma (Rothe 1994; Ukrajinka 2007: 231-268). Rothe guarda
con disincantato oggettivismo agli anni di epocali cambiamenti tra Otto e Novecento, ma
non esita a riconoscere che la poetessa ucraina, in particolare con Kassandya, ha scritto un
capolavoro di arte poetica e drammatica che ha preceduto e in parte superato tanti dram-
mi ben pili noti in Europa e in Russia. L’esame minuzioso dell’eredita classica e di quella
di Schiller, dei simboli (il serpente) e della struttura ferrea dell’opera, delle relazioni tra i
vari personaggi svelano i punti nodali del dramma che, secondo lo studioso di Bonn, non
riflettono il conflitto con la veritd, ma le dualitd all’interno dell’eroina stessa e della sua
creatrice: il conflitto tra amore e politica, la dialettica tra amore ¢ morte, peccato e libe-
razione, amore ¢ dovere, visione e parola, profezia e destino, pieta e colpa, realtd e verita.
Soprattutto, si rispecchierebbero nel dramma I'incertezza, I'ansia e la percezione di cata-
strofi precedenti agli eventi che avrebbero sconvolto I’ Europa pochi anni dopo la stesura di
Kassandra (1908) ¢ la morte della poetessa (1913).

In questa letteratura ucraina colta ed europea, che affonda le radici nel xv1 secolo ma
si europeizza definitivamente fra Ottocento e Novecento, Rothe vede il presupposto della
‘rivoluzione’ seguita all’indipendenza del 1991.

Non meno che dal ‘centro’ del canone ucraino, Rothe ¢ stato affascinato dalle sue
‘periferie;, in particolare per il barocco. Gia al Congresso degli slavisti del 1973 egli presento
uno studio sulla poesia ucraina in Bessarabia; per il Congresso di Zagabria del 1978, scri-
veva pagine fondamentali sullo sviluppo delle poesia sillabica rutena (e poi russa), basan-
dosi sull’esperienza della raccolta antologica appena pubblicata nel 1976-1977 (v. supra);
nel 1983, a Kiev, apriva il campo alla diffusione della letteratura ‘mohyliana’ in Russia, esa-
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minando le interrelazioni e le differenze tra cultura ucraina e russa sulla base di letteratura
teologica e ‘politica’ (Rothe 1973, 1978, 1983b, 1983¢, 1992).

L’interesse per la diffusione della cultura seicentesca ucraina in Russia ¢ testimonia-
to non meno intensamente dall’attivita editoriale che ha dato origine all’edizione di libri
fondamentali come I'edizione di opere di Simeon Polockij e gli studi di L. Sazonova, molte
volte ‘borsista’ a Bonn. In questo contesto non poteva mancare la Polonia: la poesia ba-
rocca polacca in Russia, I'Umanesimo presso gli slavi, eredita di A. Briickner, Puskin e
Mickiewicz — tutto testimonia dell’abilita di Rothe di cogliere i collegamenti non solo
sincronici tra aree confinanti, ma anche quelli diacronici nell’intreccio delle culture slave e
di quelle europee, classiche e moderne (Rothe 1980, 19932, 1993b, 1998). Testimonia altresi
dell’amore e del rispetto per il profondo umanesimo della cultura polacca, ma anche della
vis polemica che lo induceva a infrangere aloni martirologici e ‘sacrali’ (come appunto per
Mickiewicz e Puskin).

Mi si permetta un’ultima considerazione sull’evoluzione del lavoro di ricerca fatto da
Rothe nei suoi 64 anni di studi (si, 64 anni: dal 1954, anno della tesi di dottorato, fino al
2018, senza contare le conferenze e gli articoli scritti ma non pubblicati fino al 2020). Nei
primi venti anni, dal 1954 al 1974 P’elenco delle pubblicazioni registra solo una posizione
all’anno. Cio significa che fino ai suoi 46 anni Rothe ha quasi solo studiato. Dopo questa
data si registra una media di circa 10 posizioni all’anno (comprese recensioni e curatele).
Non possiamo che condividere le osservazioni di P. Thiergen nella breve, ma precisa, sin-
tesi introduttiva alla bibliografia: a Rothe “interessava sempre la totalita, essere docente
universitario significava anche essere maestro di vita”; “per lui valeva sempre la ricerca della
verita scientifica, non I'attivismo accademico”; “nonostante 'ampiezza delle sue conoscen-
ze [...] evito il decisionismo approssimativo. I suoi testi sono intarsiati di locuzioni come
‘verisimilmente’, ‘forse’, ‘potrebbe essere’. Anche se azzardava giudizi arditi [che suscitavano
polemiche anche infuocate, G.B.] egli agiva nel campo della pratica testuale, non della co-
struzione di sovrastrutture teoriche. Gli stava pili a cuore il processo investigativo che non
il decreto risultativo”; “vero studioso, rimase estraneo alle mode temporanee e alla mutevo-
lezza del mainstream” (Thiergen 2019: 1-10 ¢ passim). Ne sono risultati scritti sempre ori-
ginali, maturati in lunghi anni di studio legati all’attivita editoriale, scritti che affrontano
problemi di sostanza, relazioni interculturali di ampio raggio, fenomeni complessi e sfac-
cettati. Sono rarissimi i casi in cui uno stesso argomento sia stato trattato nello stesso modo
in pubblicazioni diverse: la dove lo studioso curioso affrontava temi ricorrenti, il filologo
severo cercava nuove argomentazioni e delucidava problemi sempre nuovi.

Giovanna Brogi Bercoff
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Abstract

Giovanna Brogi Bercoff, Marcello Garzaniti
A Precious Heritage: The Contribution of Hans Rothe to Slavic Studies

The authors present some of the most important writings of the well-known professor emeritus
of Bonn University, Hans Rothe (1928-2021), offering an overview of the main ideas he developed
and the methods he applied in his research. Due attention is given to his indefatigable activity as an
editor of important, mostly unduly forgotten medieval and early modern texts. His commentary to
the first translations of the Bible for many Slavic peoples remains a milestone of Slavic studies. He
was a pioneer in fostering research about Slavo-Byzantine liturgical and religious texts, devotional
songs, and baroque literature in Russia and Ukraine. No less remarkable are his articles about the
Enlightenment and such giants of literature as Lesja Ukrajinka, Derzavin, Puskin and Tolstoj.
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Sergio Bonazza
e il suo contributo alla slavistica italiana

Il s marzo del 2021, all’eta di 81 anni, si ¢ spento a Vienna Sergio Bonazza, figura stori-
ca della slovenistica internazionale e tra i rappresentanti piti originali della slavistica italiana
degli ultimi decenni.

Sergio Bonazza era nato il 26 ottobre 1938 a San Dorligo della Valle (in sloveno Do-
lina), un paese di popolazione slava del Carso triestino. Era il primogenito di una famiglia
mista: il padre, Antonio Bonazza, era un italofono dell’Istria, mentre la madre, Cecilia
Strain, apparteneva alla comunita slovena locale. Come ¢ noto, i grandi avvenimenti storici
del Novecento investirono con particolare forza la zona di Trieste, confine geopolitico e
culturale tra Italia e mondo slavo, lasciando traccia nel futuro slavista sin dall’infanzia: il
padre, seppure italiano, fu partigiano titino (fatto di cui il figlio andd sempre orgoglioso),
mentre la stessa localita di Dolina/San Dorligo passo in pochi anni sotto diverse giurisdi-
zioni: dal Regno d’Italia, a guida fascista e antislava, all'occupazione da parte dei partigiani
comunisti jugoslavi a fine guerra, per poi entrare dal 1945 al 1954 con Trieste nella famosa
‘zona A, temporaneamente amministrata dalle truppe britanniche e definita nel 1947 Ter-
ritorio Libero di Trieste (TNT) (cfr. Gon 2004). Le prime esperienze scolastiche di Sergio
Bonazza avvennero percio in ambiente totalmente slovenofono (anche nome e cognome
nei registri di quegli anni sono slovenizzati nella forma Sergij Bona¢). Compiva sedici anni
esattamente il giorno in cui Trieste e il suo sottile entroterra tornavano ufficialmente a far
parte dell’Iralia (26 ottobre 1954) ¢, come lui stesso amava ricordare, per 'occasione aveva
raggiunto la citta sul suo ciclomotore per unirsi ai festeggiamenti con la maggioranza della
popolazione, nella piazza centrale della cittd (oggi Piazza Unitd d’Italia). Sono tutte trac-
ce in lui di un’identita linguistica e culturale assai composita: slovena, italiana, triestina,
carsica, a cui successivamente si aggiunse, per elezione, una forte vocazione germanica e
mitteleuropea (peraltro implicita nel robusto substrato asburgico di Trieste). Queste sue
diverse anime, a volte tra loro assai contraddittorie, paradossalmente non sono mai state in
conflitto: al contrario, gli permisero di sviluppare una coscienza identitaria moderna, eu-
ropeista ¢ in qualche misura ‘post-novecentesca, che si manifestava soprattutto nel rifiuto,
ironico e dissacrante, delle identita rigide, dei nazionalismi di ogni risma e bandiera, ¢ di
qualunque forma di bigottismo patriottardo, politico o confessionale.

Completati nel 1960 gli studi superiori all’Istituto Tecnico slovenofono “Ziga Zois”
di Trieste, il giovane Bonazza comincio a lavoricchiare e a viaggiare, con mete preferite
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I’Austria, la Jugoslavia, la Francia. Tento anche la carriera calcistica, militando per alcuni
anni in squadre di livello semiprofessionistico della Venezia Giulia. Ma le passioni intellet-
tuali, gid emerse negli anni triestini, erano pitt marcate di quella sportiva: nel 1962 si sposto
a Venezia per iscriversi alla Facolta di Lingue e letterature straniere di Ca’ Foscari, dove
avrebbe conseguito la laurea nel 1968-69 con una tesi dedicata al gruppo dell’avanguardia
letteraria russa “Pereval™.

Nel 1965 Bonazza trascorse un periodo di studio a Mosca, partecipando a un corso
estivo di lingua russa. Ma piti che verso la Russia e la sua letteratura, i suoi interessi si erano
andati disegnando in maniera sempre pil precisa attorno al mondo slavo-germanico, nel
quale Bonazza vedeva un ideale di civilta e un legame con le proprie radici familiari. Prima
ancora di terminare gli studi cafoscarini, nel 1966 si reco a Vienna con l'obiettivo di studia-
re slavistica presso una delle cattedre storicamente pilti importanti per la disciplina. E qui
che trovo completamento il suo profilo intellettuale e scientifico. Vienna divenne la sua
patria di adozione. Qui conobbe alcuni degli amici piti importanti (tra questi il musicologo
torinese Enzo Restagno e I'architetto Boris Podrecca, sloveno triestino come lui), nonché
la sua futura moglie; da qui intraprese viaggi frequentissimi, di studio e di piacere, che lo
portarono nelle due Germanie, in Jugoslavia, in Polonia, in Cecoslovacchia (pit volte visi-
to Praga durante il ’68, e nell’agosto dello stesso anno era li ad assistere al vi Congresso de-
gli slavisti dell’MKs che, com’¢ noto, si concluse giusto prima dell’invasione dei carri armati
sovietici). Gli studi slavistici viennesi consolidarono la sua vocazione scientifica e determi-
narono la lingua tedesca come suo Mittel espressivo preferito. Si laureo brillantemente, ma
solo nel 1977, con una tesi intitolata Russland unter Ivan 1v. Ein unbekannter Bericht aus
der Mitte des 16. Jahrhunderts, con relatore Josip Hamm. Sarebbe stato Hamm, insieme a
Franti$ek Viclav Mares, a introdurre il giovane studioso negli ambienti pitt importanti della
slavistica mitteleuropea, avviandolo alla ricerca®.

Trail1970 eil 1979 Bonazza, che nel frattempo si era trasferito a Bolzano, lavoro come
insegnante di lingua tedesca in una scuola superiore. In questi anni le sue ricerche si con-
centrarono fondamentalmente negli archivi e si fecero sempre pil intense e fruttuose; in
particolare, approdo a scoperte significative sulla storia filologica del Glagolita Clozianus,
il ‘monumento’ glagolitico appartenuto al conte trentino Paride Cloz, ricostruendo i rap-
porti tra i filologi che per primi furono chiamati a una descrizione dell’antico manoscritto:
il conte milanese Carlo Ottavio Castiglioni e il bibliografo imperiale Jernej Kopitar, del
quale Bonazza sarebbe diventato il principale esperto. In tal modo, entrava nel nucleo di
una delle questioni cruciali della storia della slavistica ottocentesca, quella dell’anteriorita
dell’alfabeto glagolitico rispetto al cirillico. La questione, a lungo dibattuta tra Dobrovsky

1

1] gruppo letterario “Pereval” nel quadro dell’attivita polemico-letteraria degli anni 20 in
Russia, tesi difesa il s marzo del 1970 con relatore Sergio Molinari. Sulla russistica a Ca’ Foscari negli
anni 60 cfr. Pizzolato ef al. 2018: 251-256.

2

A proposito della scuola slavistica di Vienna negli anni in cui vi studio Bonazza, cfr. Vintr
1982: 145-150; Hafner 1999: 41-51; Katic¢i¢ 2004: 195-201; Jembrih 2007.
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e Kopitar, su quale fosse I’alfabeto slavo piti antico, sara risolta a favore del glagolitico solo
dopo la morte di Kopitar per opera di Franc Miklo$i¢, che ne aveva ereditato I'archivio.
Le ricerche di Bonazza fanno luce su dettagli decisivi della disputa Dobrovsky-Kopitar,
avvenuta in un fitto intreccio di lettere private e scritti pubblici, e soprattutto dimostrano
che quest’ultimo, grazie all’analisi compiuta sul Clozianus, aveva raccolto gli indizi fon-
damentali per decretare la preesistenza dell’alfabeto glagolitico e quindi la sua natura di
primo alfabeto slavo, e che solo prudenza filologica lo aveva trattenuto dal rendere pubblica
la propria convinzione prima di raccogliere prove di maggiore evidenza. Inoltre, studiando
per primo la corrispondenza tra Kopitar e Castiglioni, e analizzando i pochi scritti soprav-
vissuti del secondo riguardanti la slavistica, Bonazza perviene a una scoperta ancora pit
sorprendente: il linguista milanese, sebbene quasi digiuno di conoscenze in ambito slavi-
stico, aveva intuito quelle stesse caratteristiche del Glagolita Clozianus che a ruota avevano
attirato I'attenzione di Kopitar, anticipando, addirittura, sebbene soltanto a livello di sup-
posizioni, le conclusioni a cui lo slavista sloveno avrebbe fornito le necessarie prove. In tal
modo, emergeva un ruolo inedito, per quanto tangenziale, della filologia italiana nelle fasi
pionieristiche della slavistica. Le prime pubblicazioni di Bonazza sono percio collegate alla
tematica cloziana e appaiono su riviste prestigiose quali il “Wiener Slavistisches Jahrbuch”,
“Ricerche Slavistiche” e “Zbornik Matice Srpske za slavistiku” tra il 1973 e il 1974°. Negli
anni a seguire lo studioso continuera a sviluppare il tema, allargandolo progressivamente
ad altre tematiche e figure, sia centrali che marginali, della storia della slavistica*. Da una
parte, le piste degli archivi lo porteranno ad approfondire la figura di Kopitar sotto diversi
aspetti e nei suoi rapporti con centinaia di corrispondenti; d’altro lato, un filone di ricerca
si concentrera nell’individuare i primi, perlopiti sconosciuti embrioni di filologia slava in
ambito italiano: a questi risvolti saranno dedicati lavori su figure come Angelo Mai, Fran-
cesco Maria Appendini e altri nomi meno noti (cfr. Aloe 2019: 25-38)5.

> S. Bonazza, Aus der Korrespondenz Andreas Di Pauli (Beitrag zur Clozianus-Forschung),
“Wiener Slavistisches Jahrbuch’, X1X, 1973, pp. 7-13; Id., Una corrispondenza inedita di B. Kopitar
con il conte P. Cloz, “Ricerche Slavistiche®, XX-XX1, 1973-1974, pp. 205-225; Id., Kopitarjevo dopisova-
nje z Antoninom Bockom, “Zbornik Matice Srpske za slavistiku”, 1974, 6, pp. 156-166.

+  Tragli altri, si segnalano gli articoli: S. Bonazza, Jernej Kopitar — His Place in Slovene Cul-
tural History, in: R.L. Lengek, H.R. Cooper (eds.), 70 Honor Jernej Kopitar, 1780-1980, Ann Arbor
1982 (= Papers in slavic philology, 2), pp. 179-183; Id., F. Miklosichs wissenschaftliche Anfinge und
Kopitars Erbe, in: D. Medakovi¢ ez al. (Hrsg.), Pontes Slavici. Festschrift fiir Stanislaus Hafner zum
70. Geburtstag, Graz 1986, pp. s9-70; Id., Bartholomaius Kopitar: Versuch einer kritischen Wiirdigung,
“Die Welt der Slaven”, XV, 1995, 2, pp. 285-303; Id., Auseinandersetzung iiber die Grossmibrenfrage
zwischen Dobrovsky und Kopitar, in: A. Alberti et al. (a cura di), Contributi italiani al x1ir Congresso
Internazionale degli Slavisti (Ljubljana, agosto 2003), Pisa 2003 (rist. Firenze 2014), pp. 627-641; Id.,
Ivan Feretié und der “Glagolita Clozianus”, in: M.-A. Diirrigl et al. (ur.), Glagoljica i hrvatski glagoli-
zam, Zagreb-Krk 2004, pp. 113-121.

5 S. Bonazza, Carlo Ottavio Castiglioni und der Glagolita Clozianus, in: EV. Mares et al.
(Hrsg.), Bereiche der Slavistik (Festschrift zu Ebren von Josip Hamm), Wien 1975, pp. 17-23; Id., Gli
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Grazie agli orizzonti di queste ricerche, e pur restando legato agli ambienti slavistici di
lingua tedesca, Bonazza progressivamente si fa conoscere anche in Italia, dove peraltro tro-
va maggiori difficolta a inserirsi e viene a caratterizzarsi come uno studioso eccentrico, per
la sua formazione ‘anomala’ e la sua quasi maniacale, a volte bizzarra germanofilia. Ma per i
medesimi motivi, oltre che per un carattere socievole e anticonformista, in Italia raccoglie
anche la stima e "amicizia di numerosi colleghi; a riprova del suo progressivo inserimento
nel contesto, nel 1978 partecipa per la prima volta, a Zagabria, a un Congresso degli slavisti
dell’MKS come membro della delegazione italiana.

Tra la fine degli anni 7o e la prima meta degli anni ’80 Bonazza ¢ frequentatore rego-
lare dell’esclusivo circolo slavistico del mecenate ed editore sloveno Rudolf Trofenik (1911-
1991) a Monaco di Baviera (cfr. Bernik 1991: 1-2; Bartl ez 4/. 2005). E con 'incoraggiamento
di Trofenik trova lo stimolo per pubblicare la sua unica monografia, Bartholomdius Kopitar,
Iralien und der Vatikan (Miinchen, Verlag Dr. Rudolf Trofenik, 1980), che lo consacra spe-
cialista nell’ambito della storia della slavistica.

La carriera accademica di Bonazza inizio nel 1979 con un incarico di lingua e letteratu-
ra slovena presso I Universita Orientale di Napoli, della quale rimarra formalmente docente
fino al 1983. Tuttavia, a seguito del terremoto dell’Irpinia del novembre 1980, I’ Universita
Orientale rimarra inagibile per alcuni anni. Durante il periodo di sospensione dell’attivi-
ta didattica, Bonazza consegue una borsa di studio humboldtiana (Humboldt Universitit,
Bonn) ¢ ottiene i primi incarichi di docenza di filologia slava all’ Universita di Verona: insie-
me a Trieste, Vienna e Bolzano, Verona diviene per lui una nuova piccola patria. E infatti a
Verona che consacrera la quasi totalita della propria vita di docente universitario, dapprima
come incaricato di un insegnamento e dal 1985 con il titolo di professore associato di filolo-
gia slava. Gia due anni dopo diventa professore ordinario a Udine per la costituenda cattedra
di slovenistica, in assoluto la prima di tal genere istituita fuori dalla Slovenia (Horvat 1987;
Petaros 1987: 11). Listituzione della cattedra udinese suscita attorno a Bonazza un’attenzio-
ne internazionale improvvisa e superiore alle aspettative, soprattutto da parte delle autori-

esordi della filologia slava in Italia, “Europa Orientalis®, 1, 1982, pp. 77-81; Id., I/ Mai, il mondo slavo
e la Germania, in: D. Rota (a cura di), Angelo Mai e la cultura del primo Ottocento (Atti del conve-
gno, Bergamo, 8-9 aprile 1983), Bergamo 1985, pp. 173-189; Id., Kopitar als Vermittler zwischen Jacob
Grimm und Italien, in: P. Ivi¢ (ur.), O dvestagodisnjici Jakoba Grima / Zur Zweihundertjabrféier von
Jacob Grimm, Beograd 1988 (= “Naucni skupovi Srpske akademije nauka i umetnosti”, xr; Odeljen-
je jezika i knjizevnosti, 8), pp. 215-232; Id., I/ carteggio Pavel Josef S'aﬁzh’k — Giuseppe Valentinelli, in:
G. Brogi Bercoff ez al. (a cura di), Filologia e letteratura nei paesi slavi. Studi in onore di Sante Gra-
ciotti, Roma 1990, pp. 661-668; Id., Literarische Beziehungen zwischen Sigismund Zois und Francesco
Maria Appendini, in: M. Okuka et al. (Hrsg.), Germano-Slavistische Beitriige. Festschrift fiir Peter
Rebder zum 65. Geburtstag, Miinchen 2004, pp. 335-348; Id., Die Slavistik in Italien im Rabmen
ibrer Entwicklung in verschiedenen Imperien, in: S. Aloe (a cura di), Lo sviluppo della slavistica ne-
dli imperi europei. Atti del convegno internazionale della Commissione per la Storia della Slavistica
dell’mKs / Razvitie slavjianovedenija v evropejskich imperijach. Materialy megdunarodnoj konferencii
Komissii po Istorii Slavistiki pri MKs (Verona 16-17 ottobre 2007), Milano 2008, pp. 125-146.
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ta accademiche slovene; fatto che, forse, abbinato alla sua insofferenza verso le dimensioni
dell’ufficialita e del cerimoniale, spiega la sua decisione repentina di ritornare a Verona al
termine del primo triennio di ordinariato (1987-1990)°¢. La decisione, va detto, fu controver-
sa, perché la cattedra di slovenistica ando in tal modo perduta. Del resto, lingua e linguistica
slovena erano nella formazione di Bonazza materie accessorie, mentre facevano parte attiva,
ma non esclusiva, dei suoi interessi la letteratura e la storia culturale slovena. Ad esse dedico
un corpo significativo di studi, ritagliandosi un ruolo di primo piano nella slovenistica di
cui sono attestazione ’attiva collaborazione con la “Society for Slovene Studies” diretta da
Rado L. Lenéek e i lemmi dei principali dizionari biografici sloveni (Jevnikar 1992; Mikhai-
lov 2002: 17-18; Zoltan 2018: 120-121; cfr. anche Bidovec 2018: 36-50)".

Bonazza si dedicava con non minore intensita anche ad altre direttive di studio: alla
serbocroatistica, con studi su Vuk Karadzi¢, Dositej Obradovi¢, Niccold Tommaseo, Va-
troslav Jagi¢®; al glagolitismo in ambito croato, sloveno e friulano?; alla storia della slavistica

¢ Lo stesso Bonazza mi confidd pilt d’una volta di come gli fosse pervenuta da emissari

dell’Accademia delle Scienze di Lubiana la proposta di nomina ad accademico, a condizione che
accettasse di ‘ritornare’ al cognome sloveno Bona¢; proposta che lui aveva esplicitamente rifiutato,
sottolineando come la versione italiana del cognome fosse quella da considerarsi originaria.

7 Tra gli apporti alla slovenistica, vanno menzionati: S. Bonazza, Le letterature slave della
monarchia ashurgica e quella austriaca del x1x secolo, in: J. Ktesilkova (a cura di), Mondo slavo e
cultura italiana (Contributi italiani al 1x Congresso Internazionale degli Slavisti, Kiev 1983), Roma
1983, pp. 38-54; Id., Slovenistica, in: G. Brogi Bercoff et al. (a cura di), La slavistica in Italia. Cin-
quant anni di studi (1940-1990), Roma 1994, pp. 377-399; Id., Echi del Barocco nella cultura letteraria
slovena, in: G. Brogi Bercoff (a cura di), I/ Barocco letterario nei paesi slavi, Roma 1996, pp. 77-89;
Id., La periodizzazione della letteratura slovena, in: G. Brogi Bercoff (a cura di), Le letterature dei
paesi slavi: storia e problemi di periodizzazione, Milano 1999, pp. 109-118; Id., “Krst pri Savici” in
vprasanie Presernove ideoloske orientacije, in: M. Juvan (ur.), Romanticna pesnitev, Ljubljana 2002 (=
“Obdobja’, 19), pp. 83-92; Id., Ideoloski vidiki slovenskega romana v 19. stoletju, in: M. Hladnik (ur.),
Slovenski roman, Ljubljana 2003 (= “Obdobja’, 21), pp. 11-17.

8 S. Bonazza, Recepcija Viska S. KaradZica u Italiji, “Nauéni sastanak slavista u Vukove dane”,
XVIL, 1987, pp. 485-500; Id., Viuk Stef. Karadzié und der Austroslavismus, “Europa Orientalis”, v11, 1988
(= Contributi italiani al X Congresso Internazionale degli Slavisti, Sofia 1988), pp. 361-371; Id., Dositej
Obreadovié i italijanska kultura, in: “Naudni sastanak slavista u Vukove dane”, X1X, 1989, 2, pp. 317-
328; Id., Juznoslavianskaja problematika v Zurnale Vatroslava Jagiéa “Archiv fir slavische Philologie”,
“Slavjanovedenic’, 2002, 4, pp. 43-56; Id., Nikola Tomazeo, istraZivac srpske knjiZevnosti, in: Srpska
knjizevnost i balkanske knjizevnosti. Istorija i istoricari srpske knjiZevnosti, Beograd 2004 (= “Nauéni
sastanak slavista u Vukove dane”, xxx11/2), pp. 395-409; Id., Dositej Obradovi u zapisima policije u
beckim arhivima, “Naudni sastanak slavista u Vukove dane”, XXXVIII, 2008, 2, pp. 505-513; ¢ altri.

o S.Bonazza, Glagolica na Trzaskem, Goriskem in Cedajskem, “Goriski letnik”, 1v-v, 1977-
1978, pp. 103-116; Id., Die westliche Ausdehnung der glagolitischen Schrift, “Miinchner Zeitschrift
fur Balkankunde”, 11, 1979, pp. 1-17; Id., Vatroslav Oblak und die Frage der glagolitischen Schrift bei
den Slovenen, in: H. Miklas (Hrsg.), Glagolitica. Zum Ursprung der slavischen Schrifthultur, Wien

2000, pp. 33-42.
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tedesca e italiana®; all’austroslavismo, rivalutato nella sua componente ideologico-cultu-
rale rispetto al panslavismo ceco e russo”; a Primoz Trubar e al protestantesimo nei paesi
slavi™. A questo cosi ampio ventaglio di interessi corrisponde una notevole rete di relazioni
accademiche internazionali. Tra gli anni "80 e il primo decennio del nuovo millennio Bo-
nazza era di casa negli ambienti slavistici di Belgrado, Zagabria, Praga, Mosca, Monaco,
Vienna, Lubiana, oltre che ovviamente in Italia ¢ in altri centri dell’Europa slavistica. A
partire dai primi anni’9o ¢ particolarmente intensa la sua attivita in seno alla Commissione
per la storia della slavistica dell’MKks, che dal 1992 vedeva Giovanna Brogi Bercoft nel ruolo
di presidente e lo stesso Bonazza segretario. La Commissione, con una cosi importante
componente italiana ai vertici, fu attivissima e organizzo numerosi convegni, giornate di
studio e pubblicazioni tematiche di notevole rilievo storico per piti di venti anni®. Nel 2011
Giovanna Brogi Bercoft lascio la Commissione e Sergio Bonazza ne fu nominato nuovo
presidente, assolvendo a tale compito in occasione del xv Congresso degli Slavisti a Minsk
(2013) € fino al ritiro dalla Commissione avvenuto nel 2016.

Negli ultimi anni di attivitd accademica Bonazza ebbe degli incarichi di insegnamen-
to all’Universita di Vienna, la sua Alma Mater. Ando in pensione nel 2010, all’eta di 72
anni. Due anni prima gli avevamo dedicato un’affettuosa Festschrift a cui parteciparono sla-
visti di ogni angolo d’Europa (Die slavischen Grenzen Mitteleuropas. Festschrift fiir Sergio
Bonazza, hrsg. von S. Aloe, Miinchen, Otto Sagner, 2008)'. Ha proseguito alacremente le
sue ricerche per diverso tempo, in particolare lavorando a una monumentale monografia,
Kopitar und Deutschland, frutto di trent’anni di ricerche, che comprende una grande quan-
titd di materiali epistolari inediti e un apparato critico ricchissimo, purtroppo non portato
a compimento. Grande amante dei viaggi in treno, ha continuato a lungo le sue instancabili
peregrinazioni tra Bolzano, Verona, Vienna e Trieste, fino alla decisione di risiedere sta-

10

Oltre ai saggi gia citati, vedi S. Bonazza, Mythen und Tatsachen iiber die Rolle der slawi-
schen Gemeinsamkeit in der Geschichte der Slavistik, in: S. Bonazza, G. Brogi Bercoff (a cura di),
L'idea dell’unita e della reciprocita slava e il suo ruolo nello sviluppo della slavistica / 1deja slavjanskoj
vzaimosti i ee rol* v razvitii istorii slavistiki. Atti del Convegno della Commissione per la Storia della
Slavistica (Urbino 28.1x-1.X 1992), Roma 1994, pp. 27-37.

" Sivedain particolare: S. Bonazza, Austro-Slavism as the motive of Kopitar’s work, “Slovene
studies”, v, 1983, pp. 155-16 4, oltre ad altri lavori dedicati a Kopitar, a Vuk ¢ a Jan Kollar.

" S. Bonazza, The Protestant Movement and the Question of the Glagolitic Alphabet in the
South Slavic Cultural Tradition, “Slovene studies”, V1, 1984, 1-2, pp. 147-151; Id., I/ libro protestante
nel bacino adriatico (xv1secolo), in: S. Graciotti (a cura di), I/ libro nel bacino adriatico (sec. xv-xviir),
Firenze 1992, pp. 85-97; Id., Primoz Trubar in italijanska reformacija, in: F. Jakopin ez al. (ur.), 3.
Trubarjev zbornik, Ljubljana 1996, pp. 22-33.

% DPer una storia della Commissione e la bibliografia dettagliata dei convegni e volumi pro-
dotti rimando al sito: <https://slavicorumhistoria.com/commission-history/>.

'+ Visi puo trovare un elenco quasi completo delle sue pubblicazioni (Aloe 2008: 9-20; cfr.
anche Rehder 2008: 7-8).



Sergio Bonazza e il suo contributo alla slavistica italiana 309

bilmente a Vienna, sua citta di elezione della giovinezza, dove ha trascorso gli ultimi anni
della propria esistenza.

Sergio Bonazza ¢ stato uno slavista poliedrico, ardito e a volte temerario nelle proprie
ipotesi di lavoro, ma anche rigoroso nell’investigarle ¢ dotato di grande intuizione e di
fiuto per gli archivi; capace inoltre di spaziare in aree diverse della disciplina e anche di
sconfinare nella germanistica. Proprio la prossimita con la lingua ¢ la cultura tedesca gli ha
permesso di dedicare i propri studi principali alla storia della slavistica di area germanica, e
in particolare alla figura di Jernej Kopitar e ai suoi corrispondenti. Ma restano significative
anche le sue ricerche sulla storia della slavistica italiana, sul glagolitismo in area friulana, sui
rapporti frale culture e letterature della Slavia meridionale (serba, croata, dalmata, slovena)
e le culture italiana e tedesca.

Non andra inoltre dimenticato che Bonazza ¢ stato persona generosa, ricca di acume,
ironia, curiosita, e di indomita energia. Un “italiano germano-slavico”, che metteva insieme
in modo originale e un po’ paradossale tratti delle tre culture a cui apparteneva. Piu di ogni
altra cosa, sara la formula originale ¢ irripetibile della sua personalita a lasciare un vuoto in
chi I’ha conosciuto.
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Abstract

Stefano Aloe
The Role of Sergio Bonazza in Italian Slavic Studies

This contribution aims to give a scholarly and human profile of the Italian Slavist Sergio Bo-
nazza (1938-2021), recently passed away. Bonazza was born in a Slovene-speaking village nearby Tri-
est to a mixed family. He studied in Venice and Vienna, where he started his activity as a researcher
in the field of Slavic studies history, especially in the Austro-German and Italian contexts of the 19™
century. His academic career unfolded mostly at the University of Verona, but also in Naples, Udine
and Vienna. In 1987 in Udine, he was assigned the first chair of Slovene studies out of Slovenia.
Gifted with a strong personality, he touched on a wide variety of concerns in different fields of Slavic
studies, overcoming academic and cultural stereotypes, and often opening up new perspectives in
the fields of history of Slavistics, Slovene culture and literature, Austro-Slavism, Slavic-Italian cul-
tural relationships, Glagolitic writing in Eastern Italy, and more. Bonazza is well known as a special-
ist in the scholarly biography of the prominent Slavist Jernej (Bartholomieus) Kopitar, to whom he
devoted his best works, including a monograph.

Keywords

Sergio Bonazza; History of Italian Slavic Studies; Slovene Studies; Jernej Kopitar; Slavic Phi-
lology.
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M. Mihaljevi¢, A. RadoSevi¢ (ur.), Studije o Drugome Beramskom Brevijaru, Sta-
roslavenski institut-Znanstveni centar izvrsnosti za hrvatsko glagoljastvo, Zagreb
2021 (= Bibliotheca glagolitica croatica, 4), pp. 455.

I saggi raccolti in questo volume, curato da Milan Mihaljevi¢ e Andrea Rado$evi¢, costituisco-
no una vera ¢ propria monografia collettiva dedicata ad uno studio esaustivo del cosiddetto Se-
condo breviario glagolitico di Beram (d’ora innanzi BrBer 11) e completano I'edizione in due vo-
lumi del medesimo breviario, realizzata dallo Staroslavenski institut di Zagabria (nella sua ipostasi
di Znanstveni centar izvrsnosti za hrvatsko glagoljastvo), fra 2018 e 2019 (Drugi beramski brevijar.
Hrvatskoglagoljski rukopis iz 15. stoljeca, 1. dio, sv. 1. Faksimil, sv. 2. Transliteracija, priredio M. Mi-
haljevi¢, Staroslavenski institut-Znanstveni centar izvrsnosti za hrvatsko glagoljastvo, Zagreb 2018,
pp- s80 ¢ Drugi beramski brevijar. Hrvatskoglagoljski rukopis iz 1s. stoljeca, 11. dio, sv. 1. Faksimil,
sv. 2. Transliteracija, priredio M. Mihaljevi¢, Staroslavenski institut-Znanstveni centar izvrsnosti za
hrvatsko glagoljastvo, Zagreb 2019, pp. 383). Tale progetto scientifico ed editoriale ha prodotto,
oltre all’edizione del manoscritto (in facsimile e in trascrizione), anche I’allestimento di una base
dati digitale interrogabile dei testi translitterati del breviario, del suo repertorio lessicale completo
e delle pit rilevanti caratteristiche paleografiche. A coronamento dell’ impresa, questa monografia
collettiva, uscita nel 2021, affronta questioni specifiche concernenti il codice ma con un approccio
mirato ad affinare le metodologie di indagine dei manoscritti croato-glagolitici ¢ ad offrirne una
presentazione quanto pitt possibile completa.

E invero BrBer 11 ¢ un esemplare notevole della tradizione manoscritta croato-glagolitica, co-
stituita, com’¢ noto, per lo piti da libri liturgici e paraliturgici del rito romano o di varia edificazione,
scritti nella variante angolosa dell’alfabeto glagolitico e in slavo ecclesiastico di redazione croata, o
anche in registri prossimi al volgare parlato. Datato, su base linguistico-paleografica, al xv secolo,
BrBer 11 ¢ un codice di elegante fattura tanto nella scrittura quanto negli elementi decorativi. E oggi
conservato nella biblioteca nazionale di Lubiana (Narodna in Univerzitna knjiznica, NUK), con la
segnatura Ms 163 (olim C 163a/2), dove era arrivato nel X1X secolo con la biblioteca del bibliofilo e
mecenate Sigismund Zois, insieme a due messali glagolitici, al cosiddetto Primo breviario di Beram
(dataro alla fine del x1v sec.), alla Postila glagolitica del 1627 nella trascrizione di Juraj Crnié, e a vari
altri frammenti glagolitici. BrBer 11 ¢ stato oggetto di indagine fin dalla seconda meta del x1x secolo
ad opera di Vatroslav Jagi¢ e Ivan Ber¢ic.

A quanto si puo ricostruire, il manoscritto era stato in uso a Beram (it. Vermo), localita dell’I-
stria centrale a pochi chilometri da Pazin (Pisino), donde trae la denominazione. Per via della sua

Barbara Lomagistro (University of Bari) — b.lomagistro@lingue.uniba.it
OPEN a ACCESS The author declares that there is no conflict of interest



316 Recensioni

posizione sulla linea confinaria tra i possedimenti veneziani e quelli austriaci in Istria, Beram visse
tragiche vicende di attacchi e distruzioni, ma conobbe da vicino il fenomeno del glagolismo, ossia
Iattivita del clero glagolizzante artefice di una tradizione pastorale (e con fasi alterne anche litur-
gica) parallela a quella in lingua latina, contraddistinta appunto dall’uso della scrittura glagolitica e
della lingua (paleo)slava, pilt o meno impregnata di tratti vernacolari.

Le tipologie librarie usate dai glagolizzanti ricalcano quelle in uso nella Chiesa romana, quan-
to meno relativamente a libri liturgici come il messale e il breviario; sono parimenti diffuse le miscel-
lanee a contenuto misto, veri e propri codici-biblioteca al servizio di chierici e laici dalle non grandi
possibilita economiche. In particolare il breviario, repertorio di letture bibliche e testi devozionali
ed euchetici correnti nella prassi liturgica romana, ordinati secondo i giorni nell’anno e secondo le
ore nel giorno, ¢ stato un prezioso e agile strumento in questo contesto, sia ai fini pastorali sia litur-
gici. Nella struttura assunta nel X111 secolo il breviario era costituito dal temporale (letture per le
domeniche e le feste) e dal santorale (uffici dei santi nell’anno). Nella forma di un solo volume, con-
tenente le due parti e generalmente di maneggevole formato e modesta fattura, esso fu largamente
utilizzato dai francescani. Ma nel periodo aureo della tradizione glagolitica non mancano esemplari
di breviari molto curati ed evidentemente preordinati o a una committenza abbiente o a chiese di
un certo rilievo. BrBer 11 appartiene a questa categoria: realizzato in due volumi pergamenacei, uno
contenente il Proprium de tempore (temporale) e I'altro il Proprium sanctorum (santorale), rispetti-
vamente di fogli 264 ¢ 176, che presentano una messa in pagina su due colonne, con mediamente 33
righe di scrittura e lettere iniziali ornate, ¢ da considerarsi un codice tutt’altro che modesto. Tra le
sue peculiaritd va ricordato il fatto che la parte finale del temporale (dal f. 232) proviene da un altro
breviario, mentre il santorale contiene la Vita Constantini e la Vita Venceslai, a suo tempo pubblicate
da Jagi¢. Annotazioni marginali, apposte da varie mani dal xv1 secolo in poi, collocano il codice a
Beram, benché non vi sia certezza che li sia anche stato confezionato.

Il codice presenta molti punti di interesse, che sono sistematicamente analizzati nei saggi di
questo volume, organizzati in quattro sezioni tematiche.

La prima sezione mette a fuoco I’assetto grafico (Mateo Zagar) e 'ornamentazione del mano-
scritto (Ljiljana Mokrovi¢). Zagar utilizza un approccio grafematico, di cui lo studioso da un’ampia
descrizione, la cui fondamentale specificitd consiste nell’esaminare la lingua scritta attraverso gli
elementi grafici distintivi usati per rappresentarla, il che implica un costante riferimento e alla com-
ponente grafica e alla componente fonetica. Questo tipo di indagine ¢ perd coniugato dallo studioso
anche ai risultati della paleografia tradizionalmente intesa, sia al fine di indagare la scrittura delle va-
rie mani che hanno lavorato all’allestimento del codice sia anche per darne una organica descrizione
che possa servire da modello per la descrizione di altri manoscritti, altrettanto significativi, del x1v e
xV secolo. L’analisi dell’ornamentazione, eseguita da Lj. Mokrovi¢, punta parimenti a elaborare un
nuovo metodo di indagine, basato sull’individuazione degli elementi costitutivi di lettere ornate e
miniature da usare come indicatori per la descrizione e la catalogazione. Sulla base di questo, la stu-
diosa elabora una nuova classificazione delle lettere iniziali e sperimenta innovative descrizioni delle
miniature, auspicando che esse siano in futuro studiate comparativamente con le miniature degli
altri codici glagolitici provenienti da Beram. L’analisi effettuata si avvale del software Minijature.

La seconda sezione raccoglie saggi dedicati alle problematiche testuali, letterarie e liturgiche
di BrBer 11. Vesna Badurina Stipcevi¢ analizza le peculiaritd testuali di BrBer 11 in relazione agli
altri breviari glagolitici, inferendone I'appartenenza al cosiddetto gruppo meridionale dei breviari
(recenziore), esattamente a quel sottogruppo ‘intermedio’ che presenta molti elementi comuni con
il piti antico gruppo settentrionale. Andrea Radosevi¢ illustra la funzione delle letture patristiche nei
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testi del breviario, in generale, ed esamina specificamente, le peculiarita, i modelli e la composizione
dei testi omiletici in BrBer 11. Anche questa analisi evidenzia elementi di significativa antichita nei
testi patristici presenti in questo breviario. Il saggio di Josip Vuckovi¢ e Marija-Ana Diirrigl esamina
la funzione di breviari ¢ miscellanee nel sistema letterario croato-glagolitico con particolare atten-
zione al ruolo di BrBer 11. Una specifica disamina degli aspetti liturgici del codice ¢ effettuata nel
saggio di Ante Crncevi¢ e Kristijan Kuhar che hanno appurato come BrBer 11 sia stato tradotto da
un breviario latino secundum consuetudinem Romanae curiae, e tradisca un significativo sforzo di
stabilizzare una terminologia specifica in slavo ecclesiastico dei termini tecnici latini, che appare
effettivamente recepita da traduzioni successive dello stesso tipo di libro.

La terza sezione del libro ¢ costituita da saggi dedicati ad aspetti precipuamente linguistici di
BrBer 11, suddivisi per argomento: fonologia e sistema pronominale (Milan Mihaljevi¢); declina-
zione nominale e preposizioni (Jasna Vince); morfologia di aggettivi e participi (Sandra Pozar);
morfologia del verbo (Sanja Zub¢i¢); avverbi, particelle e altri indeclinabili (Ana Simi¢). In un sag-
gio collettivo, Mihaljevi¢, Simi¢ e Jozo Vela tracciano un quadro delle caratteristiche sintattiche
di BrBer 11, rilevando la compresenza di elementi arcaizzanti, ereditati da piti antichi modelli in
slavo ecclesiastico, e di elementi recenziori introdotti sotto I’influsso dei modelli latini e della lingua
parlata, mentre Marinka Simi¢ analizza il lessico, individuandone varie stratificazioni, di carattere
topico (moravismi, preslavismi, ohridismi, croatismi) o cronologico (arcaismi), o di origine non
slava. Nell’ultimo saggio della sezione, Silvana Vrani¢ effettua una sistematica ricerca in BrBer 11
di elementi di chiara ascendenza ¢akava e specificamente collegati alla variante ckava del dialetto
¢akavo dell’Istria centrale.

La quarta sezione del volume ¢ mirata a fornire il quadro storico in cui si colloca BrBer 11. Essa
¢ costituita da un unico e corposo saggio collettivo firmato da Ivan Botica, Tomislav Galovi¢ ¢ Elvis
Orbani¢, che ripercorre la storia di Beram dalla preistoria al xv11 secolo, al fine di contestualizzare
dati direttamente collegati a BrBer 11, ma che ambisce anche a tratteggiare il piti ampio scenario
in cui si sviluppo la produzione croato-glagolitica piu rilevante. Ovviamente, maggiore attenzione
¢ dedicata al periodo a cavaliere del tardo medievo ¢ incipiente evo moderno in cui si collocano i
quattro codici glagolitici interi legati a Beram. La ricostruzione si basa sulla letteratura gia esistente
ma introduce anche nuove letture delle fonti note. In particolare, il saggio cerca di rispondere alla
domanda, ancora aperta, se Beram sia stato anche il luogo di produzione dei codici pervenutici,
questione fondamentale nella valutazione del peso e dell’impatto della tradizione glagolitica in
Istria, ma di non facile soluzione per via dello stato desultorio della documentazione. Cionostante,
secondo gli autori, le fonti disponibili attestano, per un certo periodo, un numero tale di allievi di
sacerdoti glagolizzanti a Beram da autorizzare Iipotesi che essi abbiano praticato attivita di copia di
libri glagolitici, assimilabile a quella di un vero e proprio centro scrittorio.

Complessivamente, un lavoro cosi articolato quale quello profuso nei saggi di questo volume
nell’affrontare e sviscerare questioni nodali, non solo in relazione al singolo breviario, ma a tutta una
tradizione scrittoria, non puo che essere considerato meritorio, anche nella prospettiva delle ulterio-
ri ricerche che da esso potranno scaturire. Merito che si somma a quello, di per sé grande, di aver reso
accessibile con un’edizione impeccabile un importante monumento della tradizione glagolitica.

Barbara Lomagistro
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C.Dz. de Mikelis, Zidovstvujuffie. Novgorodsko-moskovskaja eres’ Xv veka i rannjaja
Reformacija, perevod AV. Byckovoj, Novgorodskij Gosudarstvennyj Universitet
im. Jaroslava Mudrogo, Velikij Novgorod 2021, pp. 210.

La lunga militanza critica di Cesare G. De Michelis, come per altro la sua attivitd di traduttore,
¢ sempre stata caratterizzata dal gusto dell’investigazione, dal desiderio di districare nodi irrisolti
attraverso un’attenta ricostruzione storico-culturale animata da una non comune curiosita intel-
lettuale. Molto spesso nei suoi lavori sia il lettore specialista sia quello mosso dagli interessi pit
diversi trova, in pagine dense di rimandi testuali e di richiami storici, una fitta serie di indizi utili a
ricomporre il mosaico di una determinata vicenda culturale, a ricostruire la storia di un testo o di
uno scrittore in quella che puo essere definita una vera e propria deective story letteraria.

Non fa eccezione La Valdesia di Novgorod. “Gindizzanti” e prima riforma (sec. xv)) pubblicato
da Claudiana nel 1993, in cui De Michelis, sulla base di un minuzioso confronto delle fonti e con
tutte le necessarie prudenze di chi sa di basarsi su materiale da interpretare e che nuove scoper-
te potrebbero illuminare di nuova luce, avanza I'ipotesi che la “vicenda misteriosa degli eretici di
Novgorod-Mosca” altro non sia “che la manifestazione ‘russa’ di un’antica tradizione eterodossa che
si richiama al movimento valdo-hussita’, come si legge nella breve presentazione del volume nella
quarta pagina di copertina.

A pit di venticinque anni dalla pubblicazione, le edizioni dell’Universita di Novgorod ne
presentano la traduzione in russo, curata da A.V. Byc¢kova. Rispetto all’edizione italiana il volume
non riporta ’Appendice che la corredava e che comprendeva tre contributi rispettivamente a firma
di Nicoletta Marcialis, Luigi Marinelli e Silvia Toscano e alcuni testi sia in russo sia in traduzione.
Vengono invece riproposti, rispettando lo stesso ordine dell’originale, I’introduzione e tutti gli un-
dici capitoli di pugno di De Michelis.

Corredal’edizione una postfazione dell’autore di particolare interesse perché, nel riproporre il
volume, De Michelis passa in rassegna alcune osservazioni critiche mosse al suo studio al momento
della prima pubblicazione e lo fa con argomenti molto convincenti, volti a ribadire le ragioni della
sua ricerca e 'assunto di fondo del suo lavoro, confortato anche dal giudizio di Jakov Lur’e, uno dei
pill importanti studiosi russi dei movimenti ereticali. L’autore ci tiene a precisare che ancora oggi
aderisce pienamente alla metodologia allora adottata e, senza minimamente metter in dubbio le
ipotesi che aveva avanzato e cercato di dimostrare, conferma le conclusioni a cui ritenne di arrivare
sulla base delle fonti studiate. Questo convinto e fermo ribadire le proprie posizioni ha spinto De
Michelis a non riscrivere il testo, limitandosi ad apportare nella versione russa, rispetto alla versio-
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ne italiana, alcune correzioni e approfondimenti sulla base di nuove risultanze emerse negli ultimi
anni, che sono sostanzialmente la pubblicazione di un manoscritto che conferma la presenza della
comunita valdo-hussita in Rutenia e la scoperta di una nuova copia (databile alla fine del xv secolo)
della versione russa dell’Epistola ai Laodicesi, conservata al Museo Storico di Mosca.

Ferma restando la sagace affermazione di Nicoletta Marcialis che concludendo la sua rassegna
di studi sull’eresia dei giudaizzanti, presente nell’edizione italiana, nel descrivere gli approcci critici
pilt recenti che segnano un ritorno allo studio delle fonti rispetto ai contributi piti orientati allo
studio filologico di inizio del xX secolo, lo definisce come: “una sorta di vittoria periodica dell’idea
che non ne sapremo mai niente”, la traduzione russa di questo lavoro di De Michelis, per altro edita
sotto I’egida dell’ Universita di Novgorod, attesta non solo la validita di questa opera e la sostanziale
solidita del suo impianto, ma ci consente anche di rileggere una pagina sempre affascinante della
storia russa ¢ ancora oggetto di possibile indagine in nome del principio sostenuto da De Miche-
lis nell’introduzione al volume che in studi come questo: “tutto si gioca, allora, sul filo della lama
che separa ‘una supposizione non assurda’ dalla ‘massima verosimiglianza’ [...]” e che quindi “per
procedere nell’indagine scientifica bisogna pur rischiare la seconda, consci che potrebbe sconfinare
nella prima. Sta al ricercatore operare perché cosi non avvenga [...]. Sta poi al lettore, ovviamente,
giudicare se c’¢ riuscito” (pp. 12-13).

Gabriele Mazzitelli
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E Dostoevskij, Lettere, a cura di A. Farina, trad. di G. De Florio, A. Farina, E. Freda
Piredda, Il Saggiatore, Milano 2020, pp. 1376.

Il volume Leztere del Saggiatore, curato da Alice Farina, raccoglie 438 lettere indirizzate da
Fédor Michajlovi¢ Dostoevskij a un eterogeneo novero di destinatari (prevalentemente, familiari,
amici, editori, redattori, scrittori, critici letterari). Pur mancando le lettere/repliche (dei destinata-
ri allo scrittore), si tratta di una parte fondamentale dell’epistolario dostoevskiano, quasi esaustiva
rispetto al corpus accessibile in lingua russa. L’interesse dell’opera ¢ dato anche dal fatto che nume-
rose lettere vengono qui pubblicate per la prima volta in lingua italiana. La traduzione dal russo ¢
firmata dalla curatrice Farina (Responsabile Ufficio Stampa ¢ Comunicazione del Saggiatore), da
Giulia De Florio (Ricercatrice, russista) e Elena Freda Piredda (Dottoranda, russista). La tradu-
zione ¢ accompagnata da un sobrio apparato di note a pi¢ di pagina. Le lettere sono numerate in
progressione cronologica sia nel testo, sia nel Sommario iniziale, che funge da indice dei contenuti
¢ che occupa 19 pagine (non numerate). Seguono I'introduzione della Curatrice ¢, subito dopo, gli
Appunti di traduzione (firmati da due delle tre traduttrici: De Florio e Piredda; pp. 39-49). L’'opera
si chiude con I'Indice dei nomi, utile per accedere alle lettere in base ai destinatari o ai riferimenti al
loro interno (pp. 1359-1370), ¢ con I'Indice delle opere di Dostoevskij (menzionate, si sottintende, nei
testi epistolari, pp. 1371-1372).

Pubblicate nell’autunno del 2020, le Leztere di Fédor Dostoevskij costituiscono uno dei pitt
corposi contributi editoriali italiani connessi al bicentenario della nascita dello scrittore russo (nato a
Mosca il 30-X/11-XI 1821), ricorrenza che ha avuto risonanza nel mondo intero. L’ambizioso proget-
to, si deduce dall’insieme, mirava ad attirare I'attenzione dei lettori italiani interessati all’'opera e/o
alla figura di Dostoevskij, ma privi di accesso linguistico alle fonti russe. In tal senso, al di la dell’op-
portuna coincidenza con il bicentenario, il progetto si ¢ attenuto ad alcuni fondamentali parametri
dei long seller: personaggio famoso, materiali inediti, casa editrice prestigiosa, veste editoriale ‘solida
Manca solo il rigore, ciot il parametro che avrebbe garantito all’'opera non solo la ‘visibilitd, ma anche
la qualita duratura che rende un libro un riferimento obbligato per chiunque, esperto e non, cerchi
un lavoro rigoroso. Infatti, ¢ difficile che slavisti o studiosi di mestiere possano affidarsi senza riserve a
questa edizione, in quanto non sono stati rispettati gli standard accademico-scientifici: I'afhdabilita
epistemologica, storico-critica e traduttologica. Chi ha curato il progetto editoriale ha scelto di non
avvalersi della consulenza di studiosi esperti di Dostoevskij, del genere epistolare, della traduzione.
Dispiace poiché si trattava di un’eccezionale opportunita per creare un’opera di alto profilo, in grado
di fornire quello “strumento di studio” cui Farina esplicitamente allude nell’introduzione (p. 23). Il
volume, invece, suscita notevoli perplessita a livello progettuale e procedurale.
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Al lettore pit esigente I'apparato scientifico appare limitato nella forma e dilettantesco nella
sostanza. L’introduzione, dal titolo ad effetto (I/ romanzo di una vita, pp. 23-38), ¢ priva di elabora-
zione concettuale ed estranea alle consuetudini accademiche (coerenza e ordine espositivo). Senza
argomentare la sue idee, Farina equipara Iepistolario a uno “strumento per interpretare Dostoevskij
¢ la sua opera” (p. 26, corsivo mio), convinta (senza alcuna consapevolezza critica) che “le lettere
fungono per Dostoevskij [...] da vero punto di partenza creativo, da fonte inesauribile di verita” (p.
27, corsivo mio). Si tratta di sentenze ingenue (e, per uno studioso serio, anche irritanti) che palesano
Iestraneita di Farina ai numerosi studi sul genere letterario epistolare: nell’arco di mezzo secolo ¢
stata ampiamente argomentata a livello scientifico I"incompatibilita tra epistolari e “veritd” (concet-
to, peraltro, estranco alla terminologia scientifica). Non ¢’¢ alcun cenno nell’ Introduzione non solo
ai singoli saggi ¢ articoli sull’argomento, ma neppure alle fondamentali monografie di studiosi di
chiara fama (come N. Bonifazi, S. Hubier, V. Kaufmann, P. Lejeune, J. Starobinski). Sebbene alcune
idee meno ingenue, con debiti approfondimenti, avrebbero incuriosito, sebbene si succedano cita-
zioni e riferimenti (che vanno, senza logica consequenzialitd, da Hitchcock a Berdjaev, da Hugo a
Girard), le esigue pagine introduttive di Farina ammiccano in modo pretestuale (e anche in questo
caso, parrebbe, inconsapevole) a un desueto soggettivismo post-moderno. Si rilevano frasi prive di
coerenza contestuale ¢ di senso compiuto (ad es., “La storia di una vita ¢ sempre stata la storia di
un corpo. Il corpo che lo si voglia o no, ¢ vessillo ¢ sospiro, compagno esigente, mappa del nostro
presente e del nostro futuro”; p. 27). Per quanto riguarda il corpus, la tipologia ¢ le fonti delle lettere,
la Curatrice si limita a poche, vaghe parole sul criterio di selezione: “si ¢ scelto di pubblicare qui la
quasi totalitd delle lettere. Sono state escluse soltanto le missive che nulla avrebbero aggiunto” (p.
26). Nulla si dice sul Testo di Partenza russo in nessuna parte del volume.

Non meno deludenti ¢ confuse appaiono le pagine degli Appunti di traduzione, poiché pre-
dispongono il lettore ad aspettarsi le fondamentali informazioni sul progetto traduttivo, sulle stra-
tegie, sulle principali difficoltd incontrate, mentre si tratta di una ‘seconda introduzione’ che, pur
migliore della prima, crea false aspettative. Neppure qui, comunque, si riflette sulla specifica com-
plessitd del genere epistolare. Parlando della scrittura dostoevskiana, infatti, le autrici trascurano
le cruciali differenze tra generi testuali che, nel caso di Dostoevskij, sono al centro d’importanti
dibattiti; inoltre, contraddicono Farina stessa quando attribuiscono una “frequente intenzione ma-
nipolatoria” alla “nervosa” scrittura dostoevskiana (pp. 40-41): per quanto non venga definita (e
sia concettualmente subdola), I’idea di un™“intenzione manipolatoria” contraddice quella di Farina,
cio¢ che le lettere di Dostoevskij siano un deposito di “veritd”.

Quanto alla traduzione dal russo, la sistematica resa della sintassi e della fraseologia zon mar-
cate del testo russo con quelle marcate dell’italiano (ad es., “per 'amor di Dio” invece di “mi racco-
mando’, “ci nominano” invece di “ci chiamano’, “in nome di Dio” invece di “per caritd”, “Che Dio
sia con loro!”, invece di “Buon per loro!” [cioe, “vadano a farsi benedire!]”, “la sua opinione degli
uomini” invece di “la sua opinione sugli esseri umani’, “siamo stati amareggiati dal sapere” invece di
“ci ha amareggiato venire a sapere”) rende faticosa e sgradevole la lettura di queste lettere, cosi come
a) i ripetuti calchi dei pronomi #0n marcati in russo, resi con ridondanti e obsoleti pronomi marcati
in italiano (disturbano, soprattutto, esso/essa/esse/essi) e b) i calchi della punteggiatura russa, la
cui asimmetria rispetto a quella italiana ¢ fatto noto e vistoso anche al di fuori della traduttologia.
Le traduttrici, lettera dopo lettera, impongono al lettore italiano il sintagma vistosamente marcato
dall’esclamativo “Caro/a ___!” che calca il russo non marcato “Dorogoj/aja___"", il quale corrispon-
de (senza eccezioni) all’italiano 7oz marcato “Caro/a___]" In questa formula epistolare, I'equivalen-
za esclamativo [Ru] < virgola [It] non ¢ materia di opinione o di gusto. Per quanto riguarda le varie
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forme ipocoristiche derivate da antroponimi russi presenti nelle lettere — quasi sempre opache ¢
ostiche agli stranieri — le traduttrici le calcano senza nulla fare, né dire al lettore, come se il problema
(ben studiato sia in onomastica, sia in traduttologia) non esistesse. La responsabilita di questa tradu-
zione — che avrebbe richiesto ancora un lungo e capillare lavoro di revisione — spetta senza dubbio
alla Curatrice, sia perché chi ‘cura’ risponde sempre del progetto editoriale nel suo complesso, sia
perché Farina ha direttamente partecipato alla traduzione.

Per quanto, infine, riguarda la veste materiale delle Lezzere, si riscontrano pregi e difetti. No-
nostante 'ottima leggibilita dei caratteri, 'apprezzabile veste tipografica ¢ la buona qualita della
carta, il libro ¢ troppo voluminoso e pesante; ha, infatti, le dimensioni di un corposo dizionario
monovolume, come se funzione dell’opera fosse di essere ‘consultata’ ¢ non ‘letta; il che andrebbe
bene se la Curatrice non avesse sostenuto I’ ipotesi che queste lettere (“romanzo di una vita”) vadano
lette come un’“opera letteraria”. Anche la copertina rigida, che pur favorisce I'impatto estetico ¢ la
conservazione del libro, rende difficile gestire la lettura senza un appoggio. La versione in due volu-
mi avrebbe avvantaggiato la lettura.

In sintesi, se l'editore avesse mirato alla qualita del progetto e del libro, cioe al suo rigore e
al conseguente prestigio scientifico, avrebbe inevitabilmente fatto ricorso a consulenti di mestiere:
letterati, affermati studiosi di Dostoevskij, esperti di traduzione. Il volume, invece, appare impo-
stato ¢ realizzato in modalitd prettamente amatoriale, ma ben al di sotto dello standard (pit eleva-
to) dei pionieri della slavistica di meta xx secolo (che erano almeno eruditi interpreti). E davvero
inspiegabile che oggi, nel 2021, nel momento in cui la qualita delle opere tradotte sta raggiungendo
i pitt alti standard professionali sul mercato editoriale italiano, si sia optato per un approccio cosi
‘approssimativo. Anche a voler ragionare in base a criteri meramente commerciali, come sa qualsiasi
‘imprenditore; deludere i ‘clienti esigenti’ non ¢ mai una scelta saggia.

Laura Salmon
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E. Venturi, I/ populismo russo, 1-111, Mimesis, Milano 2021, pp. CXXIX-375, 479, 460.

1/ populismo russo di Franco Venturi, uscito per la prima volta da Einaudi nel 1952, resta
ancora oggi I'opus magnum sulla storia dei movimenti rivoluzionari russi dell’Ottocento che pre-
cedettero la diffusione in Russia del marxismo (con la conseguente nascita del partito socialde-
mocratico, a fine secolo). Un’edizione rivista di questa monumentale storia apparve nel 1974,
arricchita da un ampio saggio introduttivo in cui I’autore discuteva nuovi studi e materiali com-
parsi nel ventennio trascorso dalla prima edizione. Da allora I/ populismo russo ¢ diventato una in-
trovabile rarith, menzionato come una leggenda ma non piu letto. Ora il libro ¢ restituito ai lettori
dalla casa editrice Mimesis (collana “Passato prossimo”), con una introduzione di Daniela Steila.

Nel 1936, durante il suo primo viaggio nell’ Unione Sovietica, Venturi fu colpito dal silenzio
imposto sulla storia del narodnicestvo, silenzio che contrastava con I"appassionato interesse susci-
tato da esso negli anni Venti, testimoniato da numerosi e brillanti studi storici sull’argomento. La
censura ¢ perd comprensibile, se si pensa che Stalin aveva da poco realizzato la collettivizzazione
forzata delle campagne, cancellando cosi definitivamente ogni traccia di quelle ‘comuni agrarie’
(0bstiny) in nome delle quali si erano battuti i socialisti russi della prima ora, i narodniki. Nel
1947, Venturi torna a Mosca in veste di addetto culturale dell’ambasciata italiana e, nei tre anni
successivi, si immerge ogni sera, alla biblioteca Lenin, in un lavoro di ricostruzione della storia del
populismo russo. Ha alle spalle una lunga militanza antifascista, I'esilio in Francia, una prigionia
nella Spagna franchista, il confinamento, I’attivita clandestina per la Resistenza, la partecipazione
al movimento socialista e libertario di “Giustizia e Libertd”. Non ¢’¢ dubbio che il compito di
salvare dalla ‘pattumiera della storia’ le biografie di coloro che tutto sacrificarono nel nome della
giustizia sociale e della liberta, era sentita dallo storico anche come ‘una questione privata. “Man
mano che procedevo nel mio lavoro ero colto da un senso di sempre maggiore ammirazione per
coloro che in condizioni difficilissime, vollero andare fino in fondo, integralmente, sulla ‘via stret-
ta’ che avevano scelto” (vol. 1, p. XXVII).

Se la generazione di Lenin senti la necessita di superare le idee populiste, quella di Venturi, vi-
ceversa, avverti il bisogno di lasciare da parte i giudizi di Lenin (e, a maggior ragione, quelli di Stalin)
sul populismo e di ‘risalire alle fonti” del movimento rivoluzionario russo. A guidare lo storico era la
convinzione che il zarodnicestvo andasse considerato come “una pagina di storia del movimento so-
cialista europeo” (ibidem, p. cxxv), vale a dire che le radici teoriche del populismo fossero comuni
al movimento occidentale. Non si tratta solo di Proudhon, Owen o Feuerbach: la riscoperta stessa
delle 0bs¢iny si doveva al libro di un economista tedesco, August von Haxthauesen.
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Libero dalle strettoie ideologiche e nazionaliste della storiografia sovietica, dai suoi pregiudizi
(il populismo come malattia infantile del socialismo scientifico e via dicendo), Venturi ‘spazzola la
storia a contropelo; dando diritto di cittadinanza a una realtd quanto mai eterogenea, carica di pos-
sibilita, attraversata da innumerevoli flumi carsici, gremita di gruppi e organizzazioni accomunate
dal desiderio di vedere il cosiddetto ‘popolo’ (masse di servi o ex-servi della gleba) trasformarsi nella
“classe vendicatrice, che porta a compimento I'opera di liberazione”, per dirla con Walter Benjamin.
Come ¢ tipico di ogni vero storico, Venturi riesce ad assolvere magistralmente il duplice compito che
gli sta dinanzi: combinare una viva comprensione dei punti di vista ¢ dei fini soggettivi dei propri
personaggi con una superiore valutazione della portata oggettiva della loro opera.

Tre imponenti volumi narrano e chiosano e vagliano criticamente le drammatiche peripezie
del populismo, il suo tenace e sempre pitt disperato tentativo di risvegliare le masse contadine, cosi da
innescare in Russia una rivoluzione decentrata, molecolare, dal basso. Il primo volume ¢ dedicato ai
tre maggiori maitres 4 penser del movimento, molto diversi tra loro: Herzen, Bakunin, Cemysevskij .
Molto amato da Venturi, Herzen elabora la dottrina del ‘socialismo russo, individuando per primo
nella comune agraria il possibile perno di una societa egualitaria. Dopo Herzen e per suo merito, a
queste ataviche comunitd contadine faranno riferimento coloro che intendono scongiurare ’avven-
to del capitalismo in Russia. Ossia coloro che giudicano I'arretratezza delle campagne russe non un
ostacolo, ma un’occasione. Innumerevoli saranno le divergenze in seno al populismo a proposito dei
mezzi da usare per elevare I'antica 0b5¢na al rango di nuovissima istituzione politica. Si sa che Baku-
nin, teorico dell’anarchia, riteneva che soltanto una violenta, ‘onnidistruttiva’ rivolta dei contadini
avrebbe potuto conferire dignita alle comuni agrarie.

I ritratto di CernySevskij tratteggiato da Venturi assomiglia poco a quello messo a punto dalla
storiografia sovietica. In rilievo, per esempio, ¢ posta la presenza nel pensatore di una ‘esigenza reli-
giosa’ il cui contenuto dalla fine degli anni Cinquanta diventa perd esclusivamente politico e distac-
cato dalla tradizione della chiesa. Lo storico spiega che la visione storica dell'0bs¢ina di Cernysevskij
aveva una origine occidentalista e che Marx, alla fine della sua vita, si avvicinera alle idee sulla comu-
ne contadina elaborate proprio da Cernysevskij. Il suo romanzo Che fare? — composto nel 1863, men-
tre era detenuto nella fortezza di Pietro e Paolo — sard il libro su cui si formera tutta una generazione
di rivoluzionari populisti, il codice di vita di una giovane inzelligencija.

Il secondo volume, titolato Dalla liberazione dei servi al nichilismo, racconta vicissitudini e
differenze di orientamento dei gruppi rivoluzionari, cio¢ dei movimenti studenteschi, contadini e
operai suscitati dall’epocale manifesto zarista, che con una mano liberava giuridicamente i lavoratori
delle campagne dai loro padroni e, con 'altra, li condannava a nuove forme di schiaviti economica.
Sono gli anni dell’emancipazione femminile, delle rivolte nichiliste, del fallito attentato di Karako-
zov allo zar Alessandro 11 (1866), dell’eclatante e controverso affaire Necaev. Quest’ultimo chiudera
il decennio iniziatosi il 19 febbraio 1861, “sara I'ultima eco diretta della riforma contadina, 'ultimo
rivoluzionario populista che colleghera la sua azione alla grande speranza d’un rifiuto da parte dei
villaggi d’accettare la riforma” (vol. 11, p. 267). Fu allora, secondo Venturi, che per il populismo si
cristallizzarono due prospettive inconciliabili: agire subito, prima che il capitalismo ormai incipien-
te disgregasse le comuni agrarie, facendo emergere una nuova classe di contadini ricchi, i kulaki
(Tkadév); oppure lavorare sul tempo lungo, con una paziente opera di istruzione e propaganda in
mezzo al popolo (Lavrov). Imboccando la seconda via, migliaia di studenti universitari ‘andarono
nel popolo; ossia diedero luogo a un autentico esodo verso i villaggi. “Un populismo pit sponta-
neo e romantico, meno politico ¢ pit legato alle campagne s’affermava cosi come primo risultato
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dell’eliminazione violenta degli elementi piti coscienti e occidentalizzati che CernySevskij vi aveva
introdotto” (vol. 11, p. 208)

Il terzo volume dell’opera di Venturi, titolato Dalle andate nel popolo al terrorismo, si apre
raccontando fatti e stati d’animo di questa migrazione di massa: ["estate folle” del 1874, la voglia di
rinunciare a qualsiasi privilegio, di liberarsi finalmente del ‘debito’ contratto nei confronti del popo-
lo. Vivere in mezzo ai contadini, vincerne la diffidenza, istruirli con umilta: fu un moto spontaneo,
etico pit che politico, certamente non promosso da un comitato centrale. Vestiti da muZiki, questi
populisti si affrettano a imparare un lavoro manuale: diventano operai, ciabattini, falegnami, eba-
nisti, tutti mestieri che saranno loro utili durante le successive deportazioni. Si sa che il risultato fu
catastrofico: denunce, arresti, processi. Sard I’ impressionante ‘processo dei 193} celebrato nel 1877-
78, a porre fine alla fase propagandistica del populismo.

Costretto a perdere la propria innocenza, il movimento ritiene ormai legittimo il ricorso ad
azioni di guerriglia contro lo Stato autocratico. Il fallimento dell“andata nel popolo’ del 1874 rende
inevitabile la cospirazione clandestina e, quindi, la costruzione di una organizzazione centralizzata.
Nasce cosi Zemlja i volja. Lo sparo di Vera Zasuli¢ contro il governatore di Pietroburgo, il genera-
le Trepov, inaugura la sequenza di attentati politici dell'anno di piombo per eccellenza, il 1878. 11
terrorismo populista, rivolto dapprima contro i pil odiosi ufficiali della gendarmeria, non tarda
perd a eleggere a proprio bersaglio la persona stessa dell’ imperatore. Sara la nuova organizzazione
Narodnaja volja, anzi il suo Comitato esecutivo, ad addossarsi il compito di colpire il potere auto-
cratico nel modo pil estremo ¢ incisivo: assassinando lo zar.

Si arriva cosi all’'acme che ne ¢ anche I'epilogo: 'attentato contro I'imperatore Alessandro
I, eseguito con successo il 1° marzo 1881. Al processo per I'attentato, uno dei capi del Comitato
esecutivo, Zelj abov dichiaro che la lotta armata era stata una conseguenza logica di tutto lo sviluppo
del movimento: “Abbiamo tentato diversi mezzi per agire a favore del popolo [...]. Un movimento
lontano dal voler versare sangue, che ripudiava ogni violenza, venne soffocato. Da metafisico ¢ so-
gnatore si fece positivista e aderi al suolo. Invece della lotta pacifica ci demmo alla lotta coi fatti” (vol.
111, pp. 427-428). Il finale ¢ tragico, e non solo per la sconfitta politica, le forche e la Siberia. Amara
¢ soprattutto la sorditd dei contadini a ogni istanza sovversiva, il loro ostinato affidare le proprie
speranze di giustizia allo zar. Cinque narodniki coinvolti nell’attentato furono condannati a morte.
Il libro di Venturi si chiude cosi: “Alle 9.30 della mattina del 3 aprile 1881, salivano al patibolo Rysa-
kov, Zeljabov, Michajlov, Kibal ¢i¢ ¢ la Petrovskaja. Gli ultimi quattro si abbracciarono per 'ultima
volta, ¢ tutti vennero impiccati” (Ibidem, p. 429).

Venturi mette in guardia dalla tentazione di imparare la storia leggendo i grandi romanzieri:
“E altrettanto vano cercar d’intendere il ‘nihilismo’ deducendolo dai romanzi di Turgenev quanto
narrare le vicende del partito repubblicano sotto la monarchia di luglio parlando di Balzac. Pochis-
simo ¢’¢ da imparare da Dostoevskij per chi voglia cercare di capire Necaev” (vol. 1, p. cxxvr). Al
contrario, aggiungiamo, la conoscenza della storia ¢ imprescindibile per una corretta comprensione
della letteratura russa dell’Ottocento.

Resta auspicabile che il libro di Venturi venga finalmente tradotto e pubblicato in Russia.

Ruaissa Raskina
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P. Muratov, Immagini dell’Italia, 1-11, trad. di A. Romano, a cura di R. Giuliani,
Adelphi, Milano 2019-2021, pp. 465-306.

A pitt di un secolo dalla pubblicazione dei due volumi di Obrazy Italii (Mosca 1911-1912),
seguiti da una successiva edizione, integrata di un terzo volume (Berlino 1924), trova finalmente
compimento il dubbioso auspicio di Ettore Lo Gatto, evocato da Rita Giuliani nella Postfazione al
primo volume (“¢ certo difficile che un giorno un editore italiano possa decidersi a pubblicare la
traduzione dei tre volumi di Muratov”). E tuttavia doveroso ricordare che di Obrazy Italii negli anni
Settanta e Ottanta sono apparse le traduzioni di alcuni singoli capitoli (per un elenco completo di
tali pubblicazioni si veda la voce Pavel Paviovic Muratov, a cura di Patrizia Deotto, in Russi in Italia,
<http://www.russinitalia.it/dettaglio.php?id=129>).

Immagini dell’Italia & un unicum nell’odeporica russa innanzi tutto per la sua composita na-
tura. Se a tutta prima si presenta come una erudita guida di viaggio, si colgono, con il procedere
della lettura, le altre sue anime: compendio di storia, saggio di estetica e di critica d’arte, trattato di
letterature e culture comparate, studio sociologico, diario di viaggio e il suo prezioso valore risiede
nell” esito, pienamente realizzato, di un intento che ’Autore con la sua consueta modestia esprime
nella Prefazione: “questo libro ¢ un tentativo di descrivere I'Italia per immagini — immagini delle sue
cittd e dei suoi paesaggi, del suo genio storico e artistico”

Pavel Pavlovi¢ Muratov (1881-1950), storico dell’arte, scrittore e traduttore, trail 1908 e il 1911
compi tre viaggi in Italia, dove avrebbe desiderato stabilire la sua dimora definitiva. Ma il suo suc-
cessivo ritorno, a Roma, nel 1923, segno, in realtd, I'inizio di un soggiorno destinato a interrompersi,
probabilmente a causa di gravi difficolta finanziarie, nei primi anni Trenta, quando si trasferi a Pari-
gi. Nel 1937 vide I'Ttalia per 'ultima volta e, due anni dopo, si stabili a Londra, invitato dallo storico
e mecenate inglese William Allen, nella cui tenuta irlandese Pavel Pavlovi¢ si spense nel 1950.

Con Immagini dell’Italia il lettore odierno compie dunque un lungo viaggio attraverso citta,
cittadine e piccoli centri che, dall’epoca di Muratov spesso hanno, ¢ notevolmente, modificato la
propria fisionomia: nel primo volume egli ha modo di incontrare, per esempio, Venezia, Padova, Ra-
venna, Ferrara, Bologna, Firenze, Prato ¢ Pistoia, Pisa, Lucca e San Gimignano; nel secondo Roma
e numerose localita del Lazio (come Ostia, Ninfa, Cori, Subiaco, Olevano), Napoli ¢ la Campania,
Palermo e la Sicilia greca.

La prima immagine di ogni luogo che Muratov prende in esame ¢, sovente, una vivida im-
pressione derivata dalla soggettiva esperienza dell’Autore: la Venezia turistica, pigra e chiassosa, si
contrappone alla Venezia silenziosa delle calli solitarie e dall’ipnotico potere dell’acqua; Ferrara

Giulia Baselica (University of Turin) — giulia.baselica@gmail.com
OPEN a ACCESS The author declares that there is no conflict of interest



Studi Slavistici xvi11/2 (2021) 327

assomiglia a un cimitero e suscita nel visitatore un senso di venerazione; Bologna comunica una
sensazione di leggerezza, mentre Padova ¢ tetra e antica. Se ¢ consigliabile raggiungere Pisa quando
piove, perché con la pioggia “le vie sono pitt deserte e negli antichi marmi [...] risiede la caratteristica
bellezza di Pisa’, Pompei ¢ la testimonianza del desiderio, proprio dell'uomo moderno, di incontrare
I'antico. Al patrimonio artistico dell’Italia Muratov consacra pagine dense di informazioni storiche,
minuziose descrizioni e osservazioni critiche: ne sono esempi le trattazioni dedicate all’opera di
Giovanni Bellini, di Tintoretto o di Mantegna; o, ancora, la complessa rappresentazione di Roma,
che Muratov suggerisce di visitare seguendo i percorsi della sua storia: Roma ¢ innanzi tutto antica,
poi cristiana — “chi a Roma ha il tempo e la voglia di cercare le ipostasi dei primi secoli cristiani
rimarra folgorato dalla loro inesauribile ricchezza e dalla loro freschezza singolare” — ¢ rinascimen-
tale e barocca ed ¢ deplorevole la trasformazione inflitta dai “tempi nuovi’: la costruzione del viale
dell’Esposizione, le modifiche apportate alla via Flaminia, I'edificazione delle fabbriche sulla sponda
del Tevere. E immaginiamo la sua profonda tristezza, quando osserva che “la febbre edilizia sembra
una malattia cronica della nuova Italia parlamentare e delle municipalitd. A Roma i nuovi quartieri
spuntano con una rapidita che difficilmente si puo giustificare alla luce di qualsivoglia urgenza”

Accanto all’arte musaica, sulla quale si diffonde in particolare nei saggi dedicati a Ravenna,
Roma e Palermo, la civilta del Quattrocento suscita nell’Autore un peculiare interesse, che lo indu-
ce a rivalutarne I'importanza, contrapponendosi con accenti garbatamente polemici agli scrittori
dell’Ottocento e di inizio Novecento, inclini a trascurare “il momento pit alto del Rinascimento”

Numerose sono le incursioni digressive nella storia della cultura italiana, come altrettante ri-
velazioni di usi e costumi, di personaggi storici o episodi meno noti, quali soggetti pittorici, letterari
o teatrali. Le tragedie della famiglia de’ Medici sono motivo di ispirazione dei drammi cinquecente-
schi di John Webster e della stendhaliana novella Lorenzaccio, mentre il Settecento ¢ il secolo della
maschera, che a Venezia si impone come vera e propria istituzione e ricorre nei dipinti di Pietro
Longhi; le acqueforti di Piranesi, note come Carceri, rinviano alle successive visioni delle Confessioni
di un mangiatore d’oppio di Thomas de Quincey.

L’Ttalia di Muratov ¢ anche una successione di immagini della natura, che sorprende il viag-
giatore per la sua varietd. La campagna romana, cui ’Autore riserva un ampio capitolo, produce
un’impressione incomparabile ad alcun’altra; I’Etna illuminato dal sole al tramonto conferisce al
paesaggio “una solennita ineffabile”, mentre il tratto che separa Firenze da Siena “possiede [...] una
raffinata anima artistica”.

Ma I'elemento unificante di tutte le dotte enunciazioni, le erudite spiegazioni, i commenti
critici e le riflessioni intime ¢ la memoria, come patrimonio personale — “Le immagini qui fissate
possono altresi definirsi ‘memorie™ precisa Muratov nella gi ricordata Prefazione — e come eredita
che l'arte ¢ la letteratura nel corso della storia affidano all'umanitd. Dell’intenso valore a un tempo
individuale ¢ collettivo Pavel Muratov diviene espressione vivente nei momenti di raccoglimento,
non di rado suscitato dalle ore vespertine, allegorico memento homo che rinvia, anche, al tramonto
di quella stessa civiltd cui appartiene Muratov.

Di grande utilita per il lettore sono gli apparati peritestuali: 'ampia Postfazione di Rita Giu-
liani ricostruisce il percorso esistenziale di Pavel Muratov, soffermandosi lungamente sul significato
che I'Ttalia assume per 'Autore delle Immagini e sull’ impatto che I'opera ebbe sulla cultura russa
del tempo. Il ricchissimo apparato delle note, a cura del traduttore, Alessandro Romano, conferi-
sce all’opera carattere di scientificitd. Esse indicano puntualmente le fonti delle citazioni riportate
dall’Autore; contengono approfondimenti e precisazioni in merito alle opere ¢ ai personaggi citati,
ricorrendo a fonti coeve delle Immagini, cosi completando il contesto culturale nel quale si colloca
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il testo muratoviano ¢, infine, dialogando con il testo stesso, talvolta, quando necessario, emendando
errori, imperfezioni o fraintendimenti interpretativi e svolgendo cosi la funzione dei marginalia,
richiamata da George Steiner nel saggio The Uncommon Reader.

Giulia Baselica
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O. Mandel’stam, I/ programma del pane. Come lievita la poesia, a cura di L. Tosi,
Jouvence, Milano 2021, pp- 272.

Si dovrebbe immaginare una speciale macchina volante, un aereo che in volo tragga da s¢,
dal proprio interno una seconda parte e un’altra ancora, tutte egualmente dinamiche. Questa I'im-
magine utilizzata da Osip Mandel’$tam per dare corpo-forma visiva alla materia poetica, nella sua
Conversazione su Dante. Si potrebbe forse applicare alla struttura, inconsueta, del volume con cui
Lia Tosi ripropone un suo innovativo libro del 2004, arricchito di un’ampia parte, del tutto origi-
nale, dedicata al rapporto fra Mandel’$tam e lo psicologo Lev Vygotskij al punto d’incontro della
loro ricerca sull’origine ‘biologica’ della parola, della parola poetica in particolare. Un libro costruito
secondo un principio di tessitura dritto-rovescio, dove la figura finale sara ricostruita solo a lettura
ultimata. La struttura a cornice del primo libro, composto di quattordici capitoli, si suddivide du-
plicandosi, riportando la traduzione di alcuni saggi di Mandel’$tam sulla parola poetica e sulla sua
funzione nella cultura percepita come organismo vivente, Parola e cultura, Sulla natura della parola,
Umanesimo e tempo contemporaneo, aloro volta incastonati fra due scritti che ne sono poli e insieme
asse portante, cintura e capienza, Frumento umano e Il programma del pane. Essi danno senso al
titolo del libro e attendono la chiosa finale: Come lievita la poesia. Segue ogni brano o saggio una
prima interpretazione dei maggiori studiosi di Mandel’$tam, riportata con probitd a mo’ di incipit
per un commento da parte dell’autrice, che si avvale di altro materiale per intervallare I'esegesi, con
poesie, brani di prosa, citazioni da altri poeti e prosatori (soprattutto da Rozanov) che a loro volta
ne rinsaldano il significato e aprono a nuovi ventagli di senso. Anche Lia Tosi sa I’arte del cucire,
sicché sutura abilmente, chiosando le linee di pensiero che va seguendo, rintracciando, interpolan-
do. Seguono ai saggi singole poesie che puntellano il discorso sul Programma del pane, quindi, a mo’
di chiusura, le due Od; tarde, entrambe degli anni Trenta: Ode a Stalin e i Versi sul soldato ignoro,
Oratorio in otto parti, scrive Jurij Levin, attorno a cui far convergere le fitte linee di attraversa-
mento dell’intera poetica di Mandel’$tam. Anche la veste tipografica segue e assicura questa sorta
di carotaggio esegetico, affilando fino al cosiddetto ‘corpo minore’ I'indagine, quasi carne viva, la
poesia che vibra in onde, empiti (poryvy), sussulti, poi si distende, con un andamento, si suggerisce,
proprio alla parola di un asmatico, quale era il poeta, che sa la difficolta del dire: “Amo I'apparizione
del tessuto, / quando dopo due oppure tre/ma anche pit respiri ansimati/arriva il respiro a pieno
petto” (Ottave, novembre 1933). Insegue, Lia Tosi, immagini, metafore, interrato rizoma, singole
parole-segnale che tessono nella poetica di Mandel’$tam un disegno coerente e persistente. “Certe
metafore per Mandel’§tam sono come giuramenti, si rinnovano, si conservano’. Cosi la formazione
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organica della parola poetica, predeterminata come in natura la “foglia embrionale del nasturzio’,
eppure imprevedibile e spontanea, viene captata dalla vela tesa di un “udito sensibile”, un orecchio
interno, addestrato alle sponde dello Stige creativo, in cerca del suono amato. “E la figura interna
che emana suono, ¢ 'udito poetico che la percepisce”, come nelle poesie fra loro concatenate: “Ho
dimenticato la parola che volevo dire...” e le gemellari: “Quando scende alle ombre Psiche -vita”. Pro-
cede, questo indagare a piu piste, verso alcuni nuclei itineranti: il calore, la famiglia, il nutrimento, la
potenza dinamica della parola in formazione, paragonabile alla “velocita cosmica dell’esplosione di
un baccello di nasturzio” (Viaggio in Armenia). Sviluppo organico che aveva trovato anticipazione
nelle immagini del saggio Parola e cultura, come “la parola ¢ carne e pane”, “chi alzera la parola [...]
un secondo Giosu¢” fino alla sacralitd eucaristica. Da qui origina il glossario neotestamentario, il
fondaco da cui attingere le iterate metafore del campo di grano, del seminatore e delle sementi, del
raccolto. Ma se queste si svolgono tutte con le contigue immagini del vomere, “La poesia ¢ un vome-
re che rivolta il tempo in modo da far riemergere in superficie i suoi strati profondi’, dei solchi e della
‘terra nera fertile, I/ programma del pane guarda al cielo, in parte echeggiando le teorie allora in voga
di Gurdziev, che altrettanto ebbero influenza su poeti come Chlebnikov o Zabolockij, sintetizzate
nell’esortazione: “Dicono che causa di rivoluzione sia la fame negli spazi interplanetari. Bisogna
spargere frumento nell’etere”.

Si parla di una letteratura calda e intima, indossata “come i pantaloni”, ‘cosi vicini e cosi
miei”” scriveva Vasilij Rozanov, esaltando I’elemento domestico, familiare della letteratura che in
Mandel$tam si conserva come materia organica vivificatrice attraverso i secoli. La lingua umana,
dotata di un calore biologico, quasi si identifica, come nella Glossolalija di Andrej Belyj, col luogo in
cui risuona e con I'organo che la dice, come I'ancipite significato della parola stessa, lingua. Cosi Lia
Tosi riesce a seguire lo sviluppo di immagini, parole-lemmi itineranti che dalle prime poesie degli
anni Dieci crescono nelle solenni forme architettoniche, ‘classiche’ degli anni Venti, rinnovando nei
versi di T#istia gli stretti legami che saldano la poesia ¢ il nome di Mandel’$tam ai suoi numi tutelari:
Ovidio e Dante.

Parola colta che emana tepore, evoca il “focolare”, perché nutrita di filologia affettiva: “la fi-
lologia ¢ famiglia, perché ogni famiglia si tiene su intonazioni, citazioni, virgolette”, esalta il calore
umano e si oppone, resiste al rigore dei ghiacci inospitali delle terre oltre Ponto, come al rigor mortis
della massa umana indistinta (Versi sul soldato ignoto), maciullata in “pastone arabo, tritato” dalla
guerra e dagli ordigni bellici, “corpi volanti a sei braccia’, “ali assire di libellule / vibrazioni di angolo-
se tenebre” (I/ vento a noi consolazione ports). Cresce negli anni in Mandel'$tam l'orrore per la cupa
eredita bellica del primo conflitto mondiale ¢ la funesta preveggenza del prossimo futuro, con nuovi
micidiali armamenti per il martirio dei singoli corpi in un ‘pastone’ (mesivo) indistinto, indifferente,
per le avide, sornione, ciniche Potenze mondiali. Colpisce la lettura dei reportages di guerra (citati
nelle note ai Versi sul soldato ignoto) che preconizzano I'oggi dell’Afghanistan, a noi tristemente ben
noto, colpisce la sollecitudine del poeta per 'umanita, resa campo di spighe falcidiato dall’orrida
macchina bellica. Convergono nell’oratorio sul So/dato immagini evangeliche, patristiche, ortodos-
se, aboliti i nessi logici, gli otto brevi cicli si inanellano per attrazione musicale, condensando la
riflessione di anni, aprendo a una visione cosmica davvero originale. Tra le sorprese di questa aper-
tura nell' Ode a Stalin, spicca la qualita della traduzione, mentre "autonomia del commento scava
la progressione dell’immagine originaria del mietitore, sicché Stalin, colui che “ha spostato I'asse
del mondo’, “vomere gigante”, sara connesso ad Augusto, tormentatore di Ovidio. Eppure Lia Tosi
vi legge un desiderio assurdo e pur autentico di riscatto del Tiranno, la speranza che il calore filiale
possa “curare” il padre, riconnettendo cosi I'ultima parte di questo primo libro alla “cura” che sanera
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la “Guernica cosmica” della belligeranza, in apertura. Conosciamo meglio Mandel’$tam, contempo-
raneo del suo secolo, nella Mosca del “Moskvovsej” (Moscacuci), pronto all’arruolamento - “Io pol-
lone selvatico impaurito della luce / diverro soldato semplice di quel paese” (Fersi sul soldato ignoto).

Mentre I'ultima parte del libro approfondisce e coglie con sottili pinzette d’orefice il comples-
so meccanismo della morfogenesi della poesia, la sua “natura materica’, “flamma a due lingue” che
negli anni Trenta genera la metafora del tessuto, #kan’, e della spoletta, del fuso, veretens, collegando
I'azione di sparizione e ricomparsa di fili, immagini, metafore costanti nel tempo. Vicino alla simul-
tanea ricerca di Lev Vygotskij, espressa in Pensiero e parola (Mysl’i slovo), ma ancora nei taccuini ora
riordinati con lavoro certosino, dove pitt si mostra, anche con esplicite citazioni dal poeta, I’affinita
e coincidenza della loro ricerca. Mandel’$tam, affascinato dalle spiegazioni scientifiche del giovane
biologo Boris Kuzin, con cui stringe amicizia nel soggiorno in Armenia, dalla lettura dei Natura-
listi (Viaggio in Armenia) suggellata dalla poesia a Lamarck, attinge ora a una nuova terminologia
o meglio una affinita di percezione per definire la morfogenesi del linguaggio. Psicologo ¢ pocta
individuano concordi, nel ‘linguaggio per s¢ interiore, insonoro, I’assenza di sintassi ipotattica, il
logico costrutto, verticale, del ‘linguaggio per gli altri} ¢ la presenza, percepita e indimostrabile, di un
magmatico, disarticolato e orizzontale generarsi di suono-immagine, cio che sta ‘prima’ del pensiero,
parola che si vuole dire.

Questo libro infine, commovente per la sua verita, ¢ scritto in una lingua non convenzionale,
robusta, adeguata ¢ inventiva insieme, dove senti risuonare la colta origine toscana, un lessico dante-
sco avolte, reso perd domestico, alla Rozanov, non artefatto, simpatetico ¢ libero. Ed ¢ la lingua con
cui Lia Tosi si applica al tradurre un tale poeta. Non ne tenta traghettamenti prosodici, piuttosto
mira a conservarne la sintassi fratta, la tensione della ricerca attorno a “come lievita la poesia”. Intatte
le faglie temporali del pensiero “interno” che muove verso la parola non ancora strutturata - “Ho
dimenticato la parola che volevo dire”. Una parola incipiente, che ancora tenta la sortita, “mugolio /
di sonore conchiglie entro la sabbia”

Caterina Graziadei
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WM.N. bynakos-Qonpamunckuii, [lymu Poccuu, cocTaBaeHNE, TOATOTOBKA TEKCTA
u obmast pepaxuust O.A. Kopocreaesa, E.A. AHApyIeHKO; OCACCAOBUE U IIPH-
mevannst E.A. Auapymenxo, MMAUW PAH, Mocksa 2020, ¢. 683 [4].

Kuura Ilymu Poccuu, Beiiealast B KOHIIE 2020 I'OAQ, 3AMEYATEABHA [10 HECKOABKUM IIPUYH-
HaM. Bo-mepBrIX, aToi KHuroi usaareabctBo Mucruryra muposoit anteparypst PAH sanyckaer
HOBYIO CCPHUIO Iy OGANKALHIL, TOCBALICHHYIO pOPMaM B3aUMOACHCTBHS PyCCKON AUTEPATYPBI U JKyp-
HAAMCTHKHU B KPHSHCHYIO 3110Xy Hayasa XX Beka, — IIEPHOA, KOTAA K TPAAULIHOHHOMY AASL PYCCKOH
KYABTYPBI CIIACTCHHIO AUTEPATYPhl, PUAOCOPHHU, UCTOPHOCOPUHU, KYABTYPOAOTUH AOGaBASICTCS
XKypHaAHUCTHKA. Bo-Bropsix, [lymu Poccun npunassexut nepy Masn Bynaxosa (Hact. umst n pam.:
Wabs Mcnaoposra Qonsamunckuil, 1880-1942), — 4eAOBEKa, UIPABIICTO 3AMETHYIO POAB B KYAb-
TYPHOI M IIOAUTHYECKON >kusHu Poccuu, mocae 1919 roaa — pycckoit aMUrpanuu, 6AU3KOro Apyra
A. Mepexxosexoro u 3. Tunnuyc, marepu Mapuu (Cxo6uosoit) n H. To¢p¢u, M. Byrnna u B. Ha-
6OKOBA I MHOTUX APYTUX BUAHBIX IIPEACTABUTEACH PYCCKUX OMUIPAHTCKUX KPYTOB B MEKBOCHHOM
Espone. Oanaxo nennocts bynaxoa-PoHAAMUHCKOTO — He TOABKO, 2 MOXKET, U COBCEM HE TECHOM
3HAKOMCTBE C M3BECTHBIMU AMYHOCTAMM: KHHUTa [lymu Poccui OTKPHIBACT YUTATEAI0 HEOPAMHAP-
HOTO MBICAMTEAS, UAOCO(A, KYABTYPOAOTa C OPUTHHAABHBIMHU B3TASIAAMH Ha ucTopuio Poccun, ee
HCTOPHUYECKOE PA3BUTHE M MEXAHHU3MbI B3AUMOACHCTBHUS C APYTHMMU CTPAHAMH M KyABTYPaMH 3a-
AOATO A0 mobeaHOrO mecTBHs raobasusanuu no naadere. Tpyas: Ponpamunckoro, Goableii ya-
CTBIO ONYOAMKOBAHHbIC B SMUIPALIMH, [0 IOHATHBIM NPUYHHAM HE [EPCU3AABAAKMCH B COBETCKOE
BPEMSsT; 10 MCHee IIOHATHBIM IPUYHHAM OHM HH Pasy He ObIAM IIepEeH3AAHBI U ITocAe 1991 . [ ToaTomy
HOBAs KHUIA — 9TO ABOMHOE BO3BPAILCHHE: HECOMHEHHO, 3aCAY)KCHHOE Bo3BpaieHue uMeHu Pow-
AAMHHCKOTO U €T0 HAEH B IIMPOKHUI HayYHBIH OOHUXOA, HO TAKKE K AOATOKAAHHOE BO3BPAILCHHUE HA
Poauny, B Poccnio, kyaa myts camomy Hase Henpoposuty, GbiBineMy acepy-aKTHBUCTY U IIPOTHB-
HUKy GOABILEBUCTCKON BAACTH, OblA 3aKasaH. HakoHew, HacTOsIyI0 yOAMKALIMIO MOKHO paccMa-
TPUBATH KAK AOTHYECKOE IIPOAOAKCHHE GOABIIOH paboThl 0 HccaepoBanmIo Mupa “CoBpeMEeHHbIX
3aMUCOK” — BAXKHEHILETO AUTEPATYPHO-O0LIECTBEHHOTO SKypHAAA PYCCKON OMUTPALIMH 1920-1940-X
IT., B KOTOpoM POHAAMMHCKHI AKTHBHO ITyGAUKOBAACS, IBITASICh “TIPUBUTD XKYPHAAY HEKOE OCHO-
BaHHOE Ha XPUCTHAHCTBE 0COO0EC MUPOCO3EPLIAHUE, COCTOSIIECE B IPUMUPCHUN PEAUTHO3HOCTH U
OIIpeACACHHBIX ToAUTHIeCKUX nTocTyaaToB (Cospementvie sanucku (Llapux, 1920-1940). H3 apxu-
8a pe@mcmm, L, moa pea. O. KOpOCTCACBa, M. I_pr6bl, Mocksa 2011, c. 59). Hspanue aToii xaury,
K OTPOMHOMY COXAACHHIO, CTAAO IIOCACAHEH PEAAH30BAHHOM 3aAYMKOM HEAABHO YILIEALICTO OT HAC
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O.A. KopocreaeBa, KOTOPYI0 I10cA€ €10 6e3BpeMEHHOI KOHUHMHBI YCIICUIHO AOBEAA AO AOTHYECKOTO
3aBEPIICHHS €I0 KOAACTA U HEOAHOKpATHbII coasrop E.A. AHApyeHKo.

Hspanue Brawuaer B cehst, cobcterno, [lymu Poccun — MOYTH SOO-CTPAHUMHBIN 724N UM
opus LM PonpamuHCcKoro u 8 ero rmyGAHIIICTUYECKUX CTaTel, BBIICALIUX B Pa3AHYHBIX KypHAAAX
B SMUTPAHTCKUI 11epuoA. TexcTst POHAAMUHCKOTO, HAIICYATAHHBIC [0 CAHHCTBCHHBIM IIPHKU3-
HCHHBIM H3AAHHUSAM, COPOBOXKACHBI TOAPOGHBIMH aKaACMIMECKUMHU IPUMEIaHUAMH (cc. $73-656).
Kpowme Toro, uspanue npeasaraet 6nobubanorpaduaeckyo cipaky o6 aBrope (cc. 659-664), moA-
roroBacuHyio O.A. Kopocreaessim, u emkyro crarbio E.A. Auppymenxo Ouunbxu 3anadnozo 21a30-
mepa: o kuuze Llymu Poccuu (cc. 668-684).

Coucranne TekcToB cobcTBeHHO POHAAMMHCKOTO U 6€3yNPEYHOro HayYHOTO aIlapaTa H3-
AQHUSI IPHAACT KHUTE 0COOYIO LICHHOCTb. ABTOPBI M3AQHHSI M30PAAH CTPATETMI0 MHHUMAABHOTO
peaakTuposanust pabor: kuura [lymu Poccun “BOCIIPOM3BOAUTCS B TOM COCTABE M PEAAKIIUM, B KO-
TOpOIi oHa my6GAnKoBaAach B xypHase “COBpeMEHHbIC 3alUCKN’ C HAYAA 1920 A0 KOHLA 1939 I.)
(c. 537), KpoMe TOTO, COXpaHEHBI H ABTOPCKHE NPUMedaHus K TekcTy. Cepus cTareii, H3 KOTOPBIX
no3xe cGOPMUPOBAACS LICAOCTHBLH TeKCT [lymedi Poccu, U3HAYaABHO He MMeAa OObEAMHSIONE-
IO HA3BAHHSI; AHIIb 03X, IPUCTYIHB K onucaHuio Poccurickoit nmmepun, PoHAAMUHCKII AaA
HOBBIM CTaTbsIM 001uil 1opsaroaoBok HMunepus. B HacTosImeM H3AAHNH, CTPEMSICH MAKCUMAABHO
CACAOBATbh ABTOPCKOMY 3aMBICAY, KYPATOPBI IIPEAAATAIOT PASACACHHE KHUTH Ha ABE HOABLINE 4aCTH,
pasbuUBAIOLINECS], B CBOIO OYEPEAD HA TAABBI, COOTBETCTBYIOIIHE CTATHSIM B IMUTPAHTCKOMN IIEPHOAH-
ke. C TOl 5Ke TOYHOCTBIO IPUBEACHA U MTO3AHSIsE Iy OannucTrka PoHAaMUHCKOrO, B KOTOPOI Kypa-
TOPBI OTPAHUYHMAKCH HUCIIPABACHUEM TUIIOTPACKUX OIEYATOK.

HecoMHeHHbIIT HHTEPEC IPEACTABASICT HAYUHBII alapaT U3AaHus. Tak, o6beMHas 6uobu-
Ganorpaduucckas crpaska, moarotosaeaHas O.A. Kopocreaesbim, kpome aauHBIX 0 paboTax Pon-
AAMHHCKOTO, BBIIICAIINX B AOPCBOAIOLIMOHHBIX U IMUTPAHTCKHUX HAAHUSIX, COACPXKHUT ITOAPOOHBDLI
IIepeyYCHb XPAHSAIINXCS B APXUBAX AOKYMEHTOB, CBA3AHHBIX ¢ DOHAAMMHCKUM, IIPHYEM PEdb HACT
HE TOABKO O TPAAHIIOHHBIX AASI TAKHX M3aAaHuM cBeacHUH 0 doraax PTAAM nau PTAD, no, Ha-
npumep, Toc. apxuse Tambosckoit obaactu, Aome-mysee Mapunst Leracsoii u neaom psiae 3a-
pybexHbix apxuBHbix ponaos — Hoover Institution, Amherst Center, Princeton Library u apyrux.
CoaepokuT 3Ta CrIpaBKa U CUCoK pabor, nocssieHHbx POHAAMHHCKOMY, IPEKAE OIyOAUKOBAH-
HBII B IEPBOM TOME PEAAKIIMOHHOM nepenucku “CoBpeMEHHBIX 3aIIHCOK . BriepBhie 3TOT MaTepuaa
ny6ankoBaacs B 2011 T. 1op pea. O.A. Kopocreaesa u M. Illpy6ut (Cospemennvie sanucku [ITapuc,
1920-1940], Cit., cC. 29-31) U Tellepb OH AOCTYIICH IHPOKOMY KPYTY HCCACAOBATEACH.

ITopuepkaem, uro e POHAAMIHCKOrO AO CHX IOP HE ITOAYYHAHM AOAXKHOH HAy4HOH HH-
TEPIPETALNH: KPOME OTACABHBIX CTATCH, B OCHOBHOM, KaCAIOLIUXCSI AUDO €0 COTPYyAHHYECTBA C
“CoOBpeMEHHBIMH 3aIUCKAMH ; AMGO ICEPCKOTO MEPHOAR, SAHILICHA AUIIb OAHA AUCCEPTALHS 110
obmecrBenHO-TOANTHYECKHM B3TAsiaaM Ponpamunckoro (ALA. Bepauna, Obugecmesenno-nosumi-
veckas desmenvrnocms H.H. Bynaxosa-Pondamurckozo, AVc. KaHA. UCT. Hayk, Opea 200s). Xodercs
BEPUTD, UTO PELICH3UPYEMOE U3AAHHE CIIOCOOCTBYET 3apPOXKACHUIO IIMPOKOTO HHTEpeca K $purype
3TOTO HEOPAHHAPHOTO MBICAUTEASL. B 3TOM OTHOIIICHHH XOUETCS IIOAYCPKHYTh POAb HAYYHBIX IIPH-
Mevanuii k Tekcram Qorpamunckoro (asrop — E.A. AHppymieHKo): HecMoTps Ha uX “6ubanorpa-
$uacckuit xapakrep” (IZymu Poccun, c. $37), TPYAHO IIEPEOLIECHATD UX 3HATHMOCTD Kak AAS TOHHMa-
Hust cOOCTBeHHO paboT PDOHAAMHHCKOrO, TaK M AASL OCOSHAHHS HAYYHOTO KPyro3opa aBTOpa, TeM
Goaee, uTo Bo Bropoit uactu [lymes Poccuun caM aBTOp OTKazaAcs OT KoMMeHTapueB. [Toapo6Hsie,
BBIBepeHHbIC KOMMeHTapun E.A. AHAPYIIEHKO IOMOTAIOT II0AHEE BOCIIPHHSTD HACH, H3AOKCHHBIC
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DoHAAMHHCKIM, aKTYaAHSHPOBATh H AOHECTH AO COBPEMEHHOTO YHUTATEAS TOT MHTEPTEKCTYaAb-
HBII H MEXXKYABTYPHbII IOTCHIMAA, KOTOPBII H3HAYAABHO OBIA 3AA0XKCH B TEKCT.

Kak ykasbiBaioT KypaTopsl uspaHus, “ncropuocodcekue HabaoAcHUs U pasMbiuacHus .
DOHAAMUHCKOTO HE yCTAPEAU AO CHX IOP M HACTOSTEABHO TPEOYIOT IOAHOLICHHOTO BBEACHUS B
Hay9HBIH 1 auTareabckuit 06opor” (Ilymu Poccun, c. 670). O deM xe, cOOCTBEHHO, PasMBIMIAIA
Donpamunckuit? Koneuno xe, o Poccun. Ho o Poccun B Ty Tparndeckyro, mepeAoMHyIo 110Xy Iu-
CaAM MHOTHE, 2 B CPEAC PYCCKOM IMHUIPALIUHU 1920-1940-X IT. 9TO ObIAA KAKYEBAsI, CMBICAOODpasyIo-
wast rema. O6 ucropudeckux cyapbax, NpoImaoM u GyAyILeM CTPaHbI IMCAAH MHOTHE SMHUIPAHTBI,
— H.A. Bepasies, H.O. Aocckuii, M.A. Viabun; ynomsinem 1 koaser POHAAMUHCKOTO II0 JKyPHAAY
“Hosbtit rpaa. ®uaocodckuit, peanrnosusiit u kyasrypsiii 06s3op” ®.A. Crenyna u LIT. Geporo-
Ba, ¢ KOTOphIMU DOHAAMHHCKOTO 06BEANHSIAA HACS OOPAILCHHS K XPUCTHAHCTBY KAK 3aA0Ta BbI-
x0aa Pocenu us xpusuca. B oranune or H.A. Bepasiea, QonaamMuHckuil HUKOTAA He Tucaa o cebe
U O CBOMX AMYHBIX NEPEXMBAHMIX. B caoxHOM aHasmse cyabObl Poccuu u ee Mecta B MEpOBOI
ucropun QOHAAMUHCKHUIA OIPOBEPracT KOHLEILHIO OCTYIIATCABHOTO PasBUTHsI OOLIeCTBA U CBsi-
3bIBACT e¢ ¢ pOPMaMU XO3SICTBOBAHHS, IPEXKAE BCEro, ¢ pOPMOIL 3eMeAbHOM cobcrBerHoCTH: “C
popMamMu XO35ICTBOBAHMS Ha 3¢MAC OH CBSSBIBAA YPOBEHb KYABTYPHI HAPOAOB B IIHPOKOM CMBICAC
atoro caoBa” (c. 670). B xuure [lymu Poccuu aBTOp cTpeMUTCS, KaK KaXeTcsl, 00bATh HeOOBSATHOE —
HCCACAYET HCTOPHIO B3ACTA U IAACHHS APECBHETPEUCCKON IHBHAU3ALIIN, MOACAH XO3SIICTBOBAHMS
Cpeaneexosoit Esponsr n Kuesckoit Pycn, paccyxaaer o cymuocTn HaposHHIecTBa (B KOTOpOM
OH BHAEA TTAPaAOKCAABHYIO, Ha TICPBBIIT B3TAsIA, OPMY PYCCKOIH PEAUTHOZHOCTH), IPEAAATACT CBOE
TOAKOBaHHE GOPBOBI 3AIIAAHUKOB U CAABSIHOQHMAOB M Pa3MBILIASICT O MPUYMHAX MOOEAB! 6oAbIIIe-
BHCTCKOM PEBOAIOIMH B 1917 T.

OtanuureapHast yepra pabor PoHAAMUHCKOTO — peskoe HENMPUSITHE HACH YHUBEPCAABHOIO
IPUMEHEHHS 3aIlAAHOH Teopun mporpecca. Hamporus, xpacHoil HUTBIO B €ro TBopYecTBe IIPO-
XOAUT MbICAB 06 0coboM myTn Poccnu, mpeAOIpPeACACHHOM ce TeorpaduuecKuM IIOAOKCHHUEM,
ucropueii, KyasTypoit. Tak, aast PonpamuHCKOro pycckas seMeAbHast OOIIMHA — BBICUINI THII 3¢-
MEABHOTO XO3SIHCTBOBAHMUSI, HeM3BeCTHBIN 3amaaHoi EBpore, 1 moromy ommbo4Ho 06bs1BACHHDL
npuMuTHBHBIM. McTopndeckue snoxu B passuTuy Poccun oH cCOOTHOCHT ¢ pasAMYHBIMU IIEPHOAQA-
MU U3 UCTOPUH OTACABHBIX CTPAH H IICABIX KOHTHHEHTOB — oT KuTaiickoil nMIepuu A0 ApeBHEro
Erunra, oTBeprast MBICAb O MHOTOBEKOBOI OTCTAAOCTH POCCUHCKOI IIMBHAM3AI[HH T10 OTHONICHHIO
K CBPOIIEIICKON U B TO ke Bpems HasbiBasi XIX croaerne “BexoM BospoxacHust Poccun”. Ponpa-
MUHCKHUI CTPEMHUTCS K YHUBEPCAAU3MY; 0CO00E 3HAYCHUE B €r0 TPYAAX 3aHMMACT MACSI XPUCTHAH-
CTBA, C KOTOPBIM CBSI3BIBACTCS BO3pOXkAeHHE Poccru mocae peBoarory. XpHCTHAHCKUIT IyMAHU3M
y QOHAAMHUHCKOTO aCCOLMUPOBAACS C TYMAHHOCTDIO, H PACCMATPUBAACS KAK KAIOYEBOH JACMCEHT B
nocrpoenun 6yaymero Poccn, B KOTOPYIo eMy He CyskaeHO 66140 BepHyThest. Cam DonpamuHckuit
AOATO LIEA K XPUCTHAHCKOI Bepe; B [ laprke oH craa 6amnsknm pApyrom marepu Mapun (Cxobrjo-
Boi1), BoweA B 00beanHeHHE Xpucmuarckoe deao  He3apA0ATO A0 THOean B OcBeHIMMe IPUHSA
KpEIIlCHHE.

H. Todpdu nucana: “S 6b1 He crasa mucats 0 PonpamuuckoM. MHe TPyAHO pacckasaTb o
HeM Taxk, Kak 51 661 xoteaa” (H. Todpdu, Mos aemonuce, <http://translatyr.org/librusec/ 442142>).
Ipeacrasasiercss, 4o ay4ute Beero 06 Mave Menpoposude bynakose-Ponpamuackom pacckaxer
3Ta KHUTA.

Amumpuii Hosoxamcxuii
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B. Pasternak, Q@ando rasserena, trad. e cura di A. Niero, Passigli, Bagno a Ripoli
2020, pp. 193.

1. EDIZIONE. Da un po’ di tempo ’editoria italiana ha preso la buona abitudine di pub-
blicare le raccolte dei grandi poeti russi secondo la conformazione della loro prima apparizione,
superando cosi la fase delle ‘scelte] delle ‘antologic’. L’editore Passigli nella collana di “Poesia”
fondata da Mario Luzi, che ancora nel 2015 aveva pubblicato un florilegio delle poesie d’amore
di Boris Pasternak (Anch’io ho conosciuto ['amore. Poesie 1913-1936, a cura di Marilena Rea), vie-
ne adesso pubblicando il retaggio poetico del grande scrittore secondo le raccolte col quale era
primamente apparso. Cosi, dopo Temi ¢ variazioni (a cura di Paola Ferretti, 2018), Sui treni del
mattino (a cura di Elisa Baglioni, 2019), Mia sorella la vita (a cura di Paola Ferretti, 2020), pub-
blica adesso I'ultima raccolta poetica, thmdo rasserena (a cura di Alessandro Niero, 2020). Nel
caso specifico, la pubblicazione riserva al lettore — oltre a poter leggere la raccolta nella sua logica
originaria — 'opportunitd di affrontare in traduzione italiana I’insieme di questa raccolta, che in
precedenza era apparsa solo per frammenti in varie raccolte antologiche di diversi traduttori e,
come specificato in nota (p. 21), mai nella sua interezza.

2. 1L TESTO. Le liriche della raccolta Kogda razguljaetsja (titolo tradotto anche come Quando
torna il sereno, o Q@am{o il tempo si rasserena, e che si potrebbe rendere anche %ﬂndo mette al bello
[p- 19]) sono state composte tra il 1956 ¢ il 1959, cio¢ dopo la stesura del Dottor Zivago, comprese le
liriche ivi attribuite al protagonista. Questo pone subito al lettore una grossa questione, anzi due:
come va visto il ritorno alla composizione in versi dopo la lunga e complessa prova (“I'unica di cui
non mi vergogno”) del romanzo, e dunque - di nuovo - se Pasternak ¢ un poeta che ha scritto un
romanzo, o un prosatore che s’¢ fatto le ossa scrivendo versi; e se il ritorno alla scrittura di versi sia
guidata dalla tensione verso la “semplicita inaudita” del poema Le onde (del 1931), come sembra
propendere nella prefazione (p. 13) il curatore. Il quale nella stessa pagina motiva con Iimpressione
che qui il poeta si sia “scollato dallo sgargiante groviglio metaforico-metonimico delle sue prime
raccolte”, il che riconduce a una vecchia ma sempre intrigante questione posta da Roman Jakobson,
il quale scorgeva nelle prime prove, con I’avallo dello stesso Autore (in una pagina de La reazione di
Wassermann, 1914) la predilezione per la metonimia sulla metafora. Al lettore I’ardua sentenza (ma
anche qui fanno capolino costruzioni sostanzialmente metonimiche), che comporta un non ovvio
esercizio esegetico. Un altro interrogativo, si porra il lettore italiano, meglio se in grado di leggere il
testo a fronte: qual ¢ il valore di queste liriche? Qui mi limito a dire la mia, cio¢ che piu delle poesie
“civili” (Vo vsem mne chocetsja..., Byt znamenitym..., Nobel skaja premija) gratificate dalla grande no-
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torietd, a me sembra che il meglio sia espresso di nuovo dal senso del vivere colto attraverso il vivere
della natura, mettendo in prima fila Venro ( Quattro frammenti su Blok), del 1956.

3. LA TRADUZIONE. Come dichiara con franchezza il traduttore (p.19), egli ha rinunciato alla
riproduzione degli schemi rimari, scegliendo di avvalersi per lo piti d’una struttura metrica, peraltro
non sempre corrispondente nella sua conformazione a quella del russo. Il risultato ¢ generalmente
gradevole, anche se talora non si capisce bene I'impiego di un lessico colloquiale, discorsivo (“... al
nocciolo, al nucleo”, p. 27) per rendere una dizione filosofico-astratta (“do samoj suti’, all’essenza
stessa), ¢ talaltra I'alternarsi di metri nella stessa lirica pare accostare la traduzione pitt a una prosa
ritmica che alla resa dell’impianto tonico-sillabica dell’originale (47470, p. 153). In ogni caso, si trat-
ta di scelte linguistiche consapevoli e meditate (che riferirei al punto c., “decisione non necessaria e
motivata’, della tassonomia elaborata da J. Levy) atte, nell’insieme, a offrire al lettore italiano un’im-
magine convincente di questo tardo Pasternak-poeta.

Cesare G. De Michelis
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AM. Ripellino, Lo splendido violino verde, ed. introdotta e commentata da U. Bru-
netti, con due scritti di C. Bologna e A. Fo, Artemide, Roma 2021, pp. 301.

Dal Barocco a Gozzano, dai crepuscolari all’espressionismo e al futurismo, arrivando fino a
Montale I’incedere poetico di Angelo Maria Ripellino sembra muoversi in un territorio composito
e pieno di insidie per chi ne voglia affrontare una lettura critica. Si tratta di versi caratterizzati da
una amalgama lirica capace di assorbire ogni tipo di suggestione artistica, ma che nasconde sempre,
quale doppiofondo, il sé riflesso del poeta. Perché i versi de Lo splendido violino verde, forse I'apice
della produzione di Ripellino, sono un colloquio continuo con la propria anima, con la sofferenza
dell’essere, con la malattia che si tramuta quotidianamente in male di vivere, ma che ¢ anche lo spec-
chio attraverso il quale filtrare la propria visione dell’esistenza.

Quasi penalizzato dalla sua attivita di critico e cultore delle letterature slave, come lui stesso
lamentava (‘Slavista! Mi gridano donne con frappe sul capo’), il poeta Ripellino ¢ stato visto e viene
forse ancora percepito come un’appendice, magari a volte anche un po’ troppo enfatica, del tradut-
tore innamorato e divertito, filologo ineccepibile, del saggista dalla prosa creativa, capace di fanta-
stiche esibizioni da circo, quasi fosse una sorta di trapezista della scrittura, un equilibrista sempre in
bilico tra mondi artistici diversi.

Grazie a questa edizione critica curata da Umberto Brunetti possiamo invece renderci conto
di come sia vero il contrario e Brunetti stesso lo afferma con decisione: prima di tutto Ripellino ¢
un poeta ed ¢ da questa vocazione, verrebbe da dire senza appello, che scaturisce lo studioso, I'ap-
passionato cultore di tutte le letterature, il fascinoso affabulatore, "autore di un’incredibile messe di
critiche letterarie e teatrali. Anche per questo Ripellino occupa un posto centrale nella vita letteraria
e nella poesia italiana del secondo Novecento. Con un portato di novita lessicali e ritmiche che ha
pochi contendenti.

Corrado Bologna nella sua bella prefazione al volume ci fornisce chiavi di lettura molto acute
e interessanti per avvicinarci alla comprensione di questi versi, cosi ricchi di sottotesti, di richiami
letterari, alimentati dalla cultura ripelliana, che per molti di noi si identifica fout court con la cultura.
Perché chi ¢ stato suo allievo, magari anche per il pochissimo tempo che, ad esempio, fu a me conces-
so dall’orribile chiasso della storia alla fine degli anni Settanta del secolo scorso ¢ dalla malattia che
lo stroncd, nutriva non il sospetto, ma la certezza che Ripellino sapesse tutto di musica, di pittura, di
teatro e di letteratura. Tutto, ma proprio tutto.

I versi di Ripellino sono fortemente incastonati in un determinato periodo storico, caratteriz-
zato dal boom economico e dalla guerra fredda, dalla contestazione giovanile, in Italia anche dalla
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strategia della tensione e dal terrorismo e al tempo stesso si muovono in un mondo reinventato,
popolato di personaggi letterari e teatrali, nella vita parallela che ci regalano la letteratura e I'arte
per chi voglia avventurarsi in quellitinerario nel meraviglioso, titolo ma anche contenuto di una
sua famosa raccolta di saggi. Lungi dall’essere un poeta laureato Ripellino assimila, metabolizza il
presente storico e lo mescola con la sua vicenda personale e con il materiale letterario, creando una
scrittura originale, ricca di vocaboli desueti, di parole straniere, ma anche non scevra dall’uso del
linguaggio comune. La sua poesia percepisce il crepuscolo, si balocca con il barocco, non disdegna
i giochi futuristici, ma il fasto ¢ solo apparente. E una poesia colta, certo, ma non aristocratica. Di
sicuro la lingua, lo stile sono anche debitori ai tanti poeti russi e cechi che Ripellino ha tradotto e
reinterpretato. Ma la sua straordinaria originalith ¢ nell’utilizzare queste reminiscenze creando un
pastiche linguistico/musicale senza eguali. A me pare, inoltre, che, nella volonta totalizzante di ab-
bracciare tutto 'universo percepibile, la lirica di Ripellino sia anche definibile come poesia civile: il
suo ¢ uno sguardo costante sul mondo, di denuncia, di rimpianto non per un passato felice quanto
per un impossibile futuro. In questo senso la sua lirica, il suo splendido violino, suona come un grido
di allarme, come il tentativo di chiamare a raccolta quanti, pochi, troppo pochi, sentono come lui
'urgenza, la necessita di stabilire un’equivalenza tra vita e letteratura, I'una nell’altra confuse.

Cosi come Pasternak riteneva il Dottor Zivﬂgo la sua unica opera veramente compiuta, Ri-
pellino non fa mistero di sentirsi poeta e di volere essere riconosciuto come tale, non di certo per
ostentare la fama di un premio letterario, quanto per il desiderio di venire apprezzato come uomo.

Scrive Bologna che: “Con questa edizione, la prima commentata di una sua raccolta di versi,
quarant’anni dopo la scomparsa che tutti portiamo tagliente nel cuore, memoria d’una ferita terribile
(1978), Ripellino entra finalmente nel mondo dei Classici, come ha sempre meritato ¢ come pochi
poeti contemporanei hanno ottenuto” (p. 11) e sottolinea come: “Il lettore trovera nelle pagine che
seguono un fenomenale apparato ermeneutico, rigoroso, sensibilissimo, che si fonda su uno studio
insieme accanito e innamorato” (p. 22). Alla prefazione di Bologna segue I'Introduzione di Brunetti
che fa il punto sullo stato degli studi dedicati alla poesia di Ripellino, ma ci offre anche delle riflessioni
che sommate a quelle di Bologna, danno un quadro molto ampio delle possibili chiavi interpretative
de Lo splendido violino verde, tanto da poterci portare a sostenere che si tratta di un’analisi davvero
esaustiva per la profondita delle considerazioni e degli spunti critici offerti. Segue la pubblicazione
dell’intera raccolta che consta di 86 poesie composte tra il 1972 ¢ il 1975. Ciascuna lirica ¢ preceduta
da un breve scritto introduttivo che ne spiega il carattere ¢ il contenuto. Corredano ogni testo delle
accuratissime note che ci consentono di penetrare appieno il significato ¢ i possibili rimandi di ogni
verso, un “fenomenale apparato” che: “mira a districare la vasta eterogeneita di influssi culturali pre-
senti nelle liriche di Ripellino e approdare a una visione piti definita di questa voce poetica non ordi-
naria, che meriterebbe di trovare posto nel canone del nostro secondo Novecento” (p. 39).

Il volume ¢ chiuso da uno scritto di Alessandro Fo che rievoca la sua casuale scoperta de Lo
splendido volume verde: un ricordo personale che, inevitabilmente, cosi come pure accade nella pre-
fazione di Corrado Bologna, si colora di accenti commossi. Non so se Ripellino si possa definire
come “poeta del rimpianto’, ma certamente ¢ questo il sentimento che attraversa quanti, anche gra-
zie a questo volume curato da Umberto Brunetti, sono sicuri di poterlo celebrare come una delle
voci liriche pit alte del Novecento.

Gabriele Mazzitelli
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D. Franzoni, La prosa sovietica nel contesto socio-culturale dell’epoca brezneviana,
FUP, Firenze 2020, pp. 170.

Per chi ha I’eta per ricordare I’interesse smisurato di cui era oggetto negli anni Ottanta (non
solo in Unione Sovietica) e la repentina caduta di questo interesse nel decennio successivo, trovare
oggi Cingiz Ajtmatov tra gli eroi di un saggio che punta a riscrivere una pagina di storia della lette-
ratura (della letteratura, e non del costume) non pud che costituire una sorpresa (una sorpresa dal
sapore dolceamaro, ma non ¢ questo il punto).

La felice idea di fondo del libro di Franzoni ¢ quella di riprendere, rivalutare, nel periodo della
cosiddetta ‘stagnazione’ brezneviana, periodo di cui oggi studiamo soprattutto la letteratura clan-
destina, underground (o andegraund), la letteratura che chiama “consentita” — una letteratura, ciog,
che si pubblica sulla stampa sovietica, senza per questo potere, o dovere, essere definita letteratura
‘ufficiale’ o essere considerata espressione diretta delle intenzioni del regime: gli autori scelti come
oggetto principale di indagine — i capitoli monografici sono dedicati a Rasputin, Suksin, appunto
Ajtmatov e Trifonov — sono quasi tutti autori che camminano in equilibrio piti o meno precario sul-
lo steccato dell’ammissibile. Autori, senza dubbio, degni di un interesse attento, che oggi sono scar-
samente trattati dalla critica letteraria, e mai insieme. Un’indagine dei rapporti tra questa letteratura
e quella intenzionalmente sommersa, rapporti probabilmente pili intensi e complessi di quanto non
si tenda a dare oggi per scontato, aiuterebbe a precisare meglio i contorni della mappa. Ma questa
non ¢ una mancanza da imputare all’autore (che ha tutto il diritto di porre dei limiti al suo campo
di indagine) quanto un suggerimento per una ricerca futura; non avrebbe senso valutare un lavoro
di questo tipo per quello che non contiene: ogni lettore con un minimo di competenza potrebbe
indicare, a seconda delle sue preferenze, questo o quell’autore che si sarebbe potuto prendere in con-
siderazione. Oggetto del giudizio su un libro del genere dev’essere quello che nel libro c’¢.

E quello che ¢’¢ in questo libro ¢, nonostante I'autore si sforzi di negarlo, il tentativo di presen-
tare, per il suo campo limitato, un canone (i paragrafi introduttivi ai capitoli monografici rendono
conto di un contesto pill ampio, sono presi in considerazione, oltre agli autori gia citati, tra gli altri
Astaf ’ev, Iskander, Makanin). Un tentativo del genere, per di pitt rispetto ad un’epoca storica ancora
viva nella memoria di alcuni, ¢ destinato, gioco forza, a suscitare discussioni. Chi scrive, per esempio,
resta convinto che — all’interno del tentativo, estremamente interessante, di tracciare un quadro
di una letteratura ‘sovietica, letta in russo ma prodotta originariamente anche in altre lingue nelle
repubbliche periferiche - la scelta di privilegiare Ajtmatov rispetto, per esempio, a Fazil’ Iskander
non sia particolarmente felice (¢ questo un caso in cui, forse, la scelta di escludere dal quadro tut-
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to quanto non sia stato pubblicato e dibattuto dalla stampa sovietica mostra qualche limite). Cosi
come quella di trattare Rasputin e, ancora di pi, Sukiin lasciando la questione della lingua come in
qualche modo secondaria e accessoria rispetto agli intenti di analisi sociale o morale.

Si potrebbe continuare. E un libro, insomma, destinato a far discutere: evento piuttosto raro
nella slavistica italiana. Tanto che il capitolo pili interessante e coraggioso (pitt interessante e pitt
coraggioso di quelli monografici che, per quanto ben documentati e ben condotti, raramente stra-
volgono il ritratto gid noto degli scrittori in oggetto), ¢ il capitolo che tira le somme. L’analisi com-
plessiva della letteratura ‘consentita’ mette qui in evidenza sia i compromessi cui gli autori sono
costretti per accedere alla possibilita di pubblicare, sia le aperture che si distaccano dai canoni realisti
socialisti in modo quasi sorprendente, dimostrando una vitalita della letteratura sovietica degli anni
Settanta raramente riconosciuta nell’immagine contemporanea, e arrivando a proporre di riconsi-
derare I'applicabilita del termine ‘stagnazione’ al campo letterario.

Il libro di Franzoni, insomma, riporta all’attenzione un periodo, ¢ una serie di autori, oggi
quasi dimenticati dalla critica, che meritano invece di essere ripresi in considerazione in prospettiva
storica; lo fa avanzando con coraggio affermazioni a volte discutibili. Ha dunque, vale ripeterlo, il
pregio raro di essere in grado di provocare dibattito: difficile immaginare un merito maggiore per
un testo di storia letteraria.

Duccio Colombo
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Ch. Delsol, J. Nowicki (éd.), La vie de l'esprit en Europe centrale et orientale depuis
1945. Dictionnaire encyclopédigue, Les Editions du Cerf, Paris 2021, pp- 1000.

Intermittente: cosi si potrebbe definire I’interesse che, da circa un secolo, la Francia dimostra
nei confronti dei paesi dell’Europa centro-orientale. Un’intermittenza spesso condizionata da con-
siderazioni ideologiche o politiche.

Dopo la prima guerra mondiale, la nascita o I’ingrandimento, a scapito degli imperi centrali e
della Russia zarista, di un gruppo di stati centro ed esteuropei — Cecoslovacchia, Polonia, Jugoslavia,
Romania — protetti dalla Francia e da essa considerati altrettanti alleati in caso di un nuovo conflitto
con la Germania suscitd una prima ondata di curiosita per quell’area. La creazione di riviste inte-
ramente o parzialmente dedicate all’Europa centro-orientale (“Le monde slave” [1917], la “Revue
des études slaves” [1921]), istituzione di cattedre di polacco e ceco all’Ecole des Langues orientales
(1921) costituirono alcune manifestazioni di quest’interesse.

Il fallimento della politica estera francese, la guerra e, soprattutto, la sovietizzazione di quasi tutti
i territori situati ad est dell’Elba cambiarono radicalmente la situazione. L’ Europa centrale e orientale
appariva ormai un blocco uniforme controllato da Mosca e di cui, all’infuori degli addetti ai lavori, si
sapeva in fondo ben poco. Gli anni ’80 segnarono una svolta nella visione francese di quell’area. Fu
determinante in questo senso un saggio di Kundera, pubblicato nel 1983 nella rivista “Le débat™: se-
condo l'autore de Lo scherzo, I Europa centrale — il romanziere ceco limitava la sua analisi alla Polonia,
all’Ungheria e al proprio paese di origine — non era ’avamposto del sovietismo bensi un Occidente
“kidnapp¢’, artificialmente strappato dalla storia recente al resto dell’Europa. Nel clima di speranza
suscitato dalla perestrojka e sulla scia del saggio kunderiano, varie riviste si assunsero il compito di esplo-
rare quel continente dimenticato: “Lettre internationale”, “L’autre Europe” (entrambe nate nel 1984),
“Le messager européen” (1987). Da queste pubblicazioni emergeva I'immagine di un’Europa centro-
orientale serbatoio di valori umanisti — libert, rigetto della violenza, protezione dei diritti dell’indivi-
duo —, ma anche avversa ad ogni nazionalismo ¢ dotata di una buona dose di umorismo dissacrante e
di autoironia: Kafka, Hasek e Kis figuravano fra i numi tutelari di “Lettre internationale”. Contempo-
raneamente, man mano che si sgretolava I'impero sovietico, 'editoria francese licenziava ogni anno un
numero sempre crescente di libri provenienti dall’area centro-orientale del continente europeo (vedi
loana Popa, Traduire sous la contrainte. Littérature et communisme — 1945-1989, [2010]). La guerrae lo
scatenarsi dei nazionalismi nell’ex Jugoslavia segnarono una battuta d’arresto. Tutte le riviste sopram-
menzionate smisero le pubblicazioni negli anni ’9o ¢, senza abbandonarli del tutto, le case editrici
francesi si disinteressarono degli autori centro e esteuropei.
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Alle soglie del 2000, Iintegrazione nell’ Unione europea di vari paesi dell’ex blocco sovietico
risveglio la curiosita francese per quell’area. Risveglio ben timido in realta e la cui manifestazione
principale consistette, un anno dopo il primo allargamento, nella pubblicazione del libro di Alexan-
dra Laignel-Lavastine, Esprits d’Europe (2005). Specialista della Shoah e buona conoscitrice della
Romania novecentesca (Cioran, Eliade, Ionesco: ['oubli du fascime. Trois intellectuels roumains dans
la tourmente du XX siécle, 2002), 'autrice vi esaminava il pensiero antitotalitario ma anche antina-
zionalista di tre grandi intellettuali centroeuropei: Mitosz, Patocka e Bibo.

Con la summa pubblicata a cura della filosofa Chantal Delsol e di Joanna Nowicki, la rice-
zione francese delle culture centro e esteuropee sembra essere entrata in una quarta fase. Nuova
epoca, si, ma non meno legata delle precedenti alle circostanze particolari del momento in cui
¢ stata inaugurata, cio¢ di un momento in cui, agli occhi di molti francesi, i paesi del centro e
dell’est del continente europeo stanno cambiando status e, da alleati potenziali (fase 1), modelli
rivoluzionari antitotalitari (fase 2) o meri partner economici (fase 3), sono diventati i protagonisti
di una rivoluzione conservatrice. Sembra infatti che i dissidenti di una volta siano stati sostituiti
dagli inquietanti portavoce di un populismo illiberale. Per molti cittadini dei paesi pit ricchi
dell’UE, I’Europa centrale e orientale ha ormai il volto di un Orbén o di un Kaczyriski e non su-
scita quasi altro che diffidenza o, semmai, indifferenza. Una situazione inaccettabile per Chantal
Delsol e Joanna Nowicki che, con il loro dizionario enciclopedico, hanno voluto “participer au
rétablissement des ponts rompus par le silence, la méconnaissance ou les préjugés mutuels” (p.
23). Per le due autrici in effetti non ¢’¢ nessun dubbio: se, per pitt di 40 anni, le nazioni europee
sono state divise dalla guerra fredda o se, ancora oggi, esprimono pareri diversi su alcune que-
stioni (I'immigrazione, I’aborto), procedono tutte da una stessa matrice “marquée par la culture
de liberté issue du judéo-christianisme et de la révolution des Droits de 'homme” (p. 15). Una
migliore comprensione reciproca ¢ dunque possibile.

Per attuare un tale proposito, le voci del dizionario sono state suddivise in due parti. La prima,
enciclopedica, passa in rassegna tematiche che hanno alimentato il dibattito intellettuale in vari
paesi dell’ Europa centro-orientale dal 1945 ai nostri giorni (pp. 27-535). Precisiamo subito che, per
ragioni materiali, le curatrici del volume non hanno preso in considerazione tutti i territori interes-
sati operando scelte talvolta sorprendenti. Cosi, malgrado la loro evidente appartenenza all’area stu-
diata, le componenti dell’ex Jugoslavia sono state escluse dalle trattazioni, mentre I”Estonia, sebbene
si consideri generalmente pitt nordeuropea che esteuropea, ¢ ben presente nel libro.

Ciononostante questa parte enciclopedica ¢ ricca di contenuti e affronta argomenti diversi
quanto interessanti come Centre(s) et périphérie(s), Environnement et société dans I’ Europe centrale
aprés 1945, Nationalismes et minorités, ecc. Benché la maggioranza dei contributi si concentri su
tematiche prettamente centro ed esteuropee, questa prima sezione non trascura neanche i transfer
culturali svoltisi tra I”Europa centro-orientale e la Francia (Exil francophone, Transfert culturel, Visi-
teurs frangais et Hongrie). Se nell’elenco dei contributori compaiono i nomi di alcuni noti specialisti
francesi (Maria Delaperriere, Liouba Jurgenson, Xavier Galmiche), le curatrici del volume hanno
scelto di afhidare la stesura della maggior parte dei lemmi a studiosi centro o esteuropei “pour provo-
quer un dialogue, en acceptant parfois une vraie différence de style d’approche” (p. 23).

Questo principio vige anche nella seconda parte del libro (pp. 539-932), costituita da circa 260
schede biografiche dedicate a varie personalita centro ed esteuropee: scrittori (Hrabal, Kundera,
Skvoreck}'r, Herling-Grudziriski, Konwicki, Rézewicz, per fare qualche esempio appartenente all’a-
rea slava), storici (Lucian Boia, Jené Sztics, Bronistaw Geremek), filologi e teorici della letteratura
(Adrian Marino, Jiti Levy). Tuttavia la categoria pili rappresentata in questo repertorio biografico ¢
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senz’altro quella dei pensatori /ato sensu (filosofi, saggisti, teologi). Il libro annunciava del resto sin
dal titolo I'intenzione di trattare della “vie de I’esprit” nell’Europa centrale ¢ orientale.

A dir la veritd, il tema dell’ Europa centrale (e orientale) come ‘supplemento d’anima’ esiste da
tempo. Dagli anni ’80, la lettura degli scrittori e pensatori centro ed esteuropei viene regolarmente
presentata come un antidoto alle presunte debolezze delle societa capitaliste europee: la rinuncia ai
valori dell’alta cultura, la politicizzazione del pensiero ¢ la conseguente incapacita degli intellettuali
occidentali di veder il vero volto del regime sovietico in Kundera; "abbandono di ogni idea di Eu-
ropa ¢ il vuoto burocratico dell’Ue che ne deriva in Laigniel-Lavastine. Da questo punto di vista, il
libro qui recensito non ¢ molto diverso dai testi suddetti. Parlando dell’ Europa centrale ¢ orientale,
intende anche parlare dell’Europa occidentale. Ma lo fa in un modo militante che, a mio avviso,
nuoce considerevolmente all’opera. Certo un volume collettivo che coinvolge quasi 200 collabora-
tori non pud offrire una visione unitaria e omogenea del suo oggetto di studio. Nondimeno molte
pagine de La vie de [esprit en Europe centrale et orientale depuis 1945 veicolano un messaggio politico
chiaro e coerente. Da questo punto di vista, I'articolo introduttivo di Chantal Delsol ¢ emblematico.
Autrice di varie opere in cui difende posizioni alquanto conservatrici, la filosofa sostiene che “pour
comprendre I’Europe centrale, il faut faire appel non seulement au logos et 4 la raison occiden-
tale bien maniée, mais aussi aux mystéres abyssaux dont se nourrit toute culture, aux mythes et aux
symboles qui en portent les significations. Ainsi les Centre-Européens ont-ils souvent I’ impression
qu’aux Occidentaux, il manque pour ainsi dire une case, celle qui relie au sacré, car il n’y ad’homme
complet que sous I’horizon du mystére — d’ott le sentiment nourri par certains d’une décadence
de I'Occident” (pp. 22-23). Un sentimento condiviso dalla stessa Delsol che, nell’articolo Démo-
craties illibérales analizza in questi termini i populismi che dominano oggi la vita politica in alcuni
paesi centro ed esteuropei: “Il y a probablement la demande d’une révolution conservatrice, celle
qui combat le matérialisme, la décadence des meeurs, 'universalisme excessif, pour défendre I’enra-
cinement, la spiritualité éthique et les identités. Les sociétés d’Europe centrale se rebellent contre
une certaine modernité que voudrait leur imposer I’Union européenne” (p. 157). Una modernita
— globalizzazione, dissoluzione delle identitd, elogio del multiculturalismo, abbandono delle fedi
religiose — che costituisce da tempo il bersaglio principale dei suoi libri.

Se ¢ possibile non concordare con tale visione, chiaramente espressa varie volte nel volume, si
deve, perd, ammettere che essa ¢ plausibile e non si puo rimproverare alle curatrici del libro di aver
dimostrato una certa soggettivita nel ritratto dell’Europa centrale e orientale che emerge da queste
mille pagine di articoli e di schede biografiche. Sennonché, in un’opera che ha pretese scientifiche,
Desercizio della soggettivitd non puo fare a meno della massima onesta intellettuale nel trattamento
dell’informazione. Non ¢ purtroppo sempre cosi in questo volume. A furia di voler fare dell’ Euro-
pa centrale e orientale un ‘regno dello spirito’ a cui i suoi vicini piti occidentali farebbero bene ad
ispirarsi, si tende talvolta a trascurare o addirittura a cancellare gli aspetti piti imbarazzanti della
biografia ¢ dell’opera di alcuni intellettuali indicizzati. Significativa ¢ a questo riguardo la scheda
dedicata a Mircea Eliade. Non vi si trova una sola riga sull’impegno dello storico delle religioni nella
Guardia di ferro, movimento fascista rumeno violentemente antisemita, sebbene il fatto sia oggi ben
documentato. Per fortuna non tutte le schede sono simili a questa, ma tali omissioni non possono
che gettare discredito sul contenuto generale del volume.

Segnaliamo infine che il libro avrebbe necessitato di un serio lavoro di editing. Errori orto-
grafici dalle prime alle ultime pagine, nomi propri mal riportati (Giedroyc sistematicamente scritto
Giedroyé nell’articolo intitolato “Giedroy¢ [sic]. Les écrivains du cercle de Kultura”; Jan Zébrana
chiamato ora Zadrana ora Zrana nell’articolo sull Incommunicabilté d'expériences Est/Ouest), frasi
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dalla sintassi incerta, riferimenti bibliografici mancanti (come nell’interessante saggio di Michel
Maslowski, “Europe du centre-est, Europe médiane, Europe centrale... Tribulation [sic] du terme et
de ses connotations”): tutto questo nuoce alla qualita dell’insieme e suscita la perplessita del lettore
pitt benevolo.

Peccato perché, nonostante i suoi difetti e il suo parti pris ideologico, questo volume offre un
panorama, parziale ma interessante, di pitt di 70 anni di vita intellettuale centro ed esteuropea.

Laurent Béghin
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A. Amenta, T. Kalisciak, B. Warkocki (red.), Dezorientacje. Antologia polskiej litera-
tury queer, Wydawnictwo Krytyki Politycznej, Warszawa 2021, pp. 909.

The 2015 decision of the National Program for the Development of Humanities, an impor-
tant Polish government agency, to fund an anthology of Polish queer literature was followed by
consternation in the mainstream media. The national character of the Program and its focus on
tradition and heritage clashed with queer studies, a field often envisioned as foreign, subversive, and
set against national values. It was argued that queer and LGBT studies refer only to minorities, while
state funds should be spent on universal projects, connected to the heritage of the whole nation. The
agency director had to justify the decision, explaining that the aim of the project was to acknowl-
edge the existence of Polish queer literature and to fill under-researched gaps in a larger vision of
tradition. However, Disorientations do achieve more than this: by reinterpreting the Polish canon,
they subvert its common, heteronormative understandings.

The anthology was published in 20215 on 900 pages it includes almost 300 texts by over 100
authors. Its vast scope legitimizes queer as a major part of Polish culture. Second, the volume con-
firms that queer literature should not be considered just a periphery referring to minorities, but
must be placed also in the center of the canon. In Disorientations, the works written by the icons of
Polish literature turn out queer. Because of its legitimizing, canonical character, this edition is auda-
cious, but not radical, subversive, but not revolutionary.

The editors associate queer with non-heteronormativity. Thus, the anthology presents a vari-
ety of threads connected to untypical genders, sexualities, and desires. After Eve Kosofsky Sedgwick,
it grasps their entanglement in homophobia and homosocial attraction, and it stresses both vari-
ability and centrality of masculinities. Such an approach, founded in the methodology formulated
in the 1990s, may seem rather narrow today, as it excludes from the range of queerness all untypical
bodies whose oddness is not connected to sex or gender. On the other hand, this focus ensures
coherence of the selection. Transgressions — a series of books by Maria Janion focusing on otherness
and exclusion, especially the two first volumes published at the beginning of the 1980s entitled
Galley-slaves of Sensitivity and The Misfits provide the second theoretical approach important to the
concept of the anthology. This tradition exposes femininity, which indeed finds a decent representa-
tion in Disorientations, including visions of the feminine homosocial continuum, lesbian threads,
and diverse variants of non-normative gender. Furthermore, the editors continue the tradition of
Transgressions when they include Jewishness into the orbit of queerness. Certainly, it is crucial for
Polish practices of queering and exclusion.

Ewa Rdza Janion (University of Warsaw) — ewa.janion@al.uw.edu.pl
OPEN a ACCESS The author declares that there is no conflict of interest
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The volume focuses on literary texts. Poetry and novel excerpts prevail, but essays, letters,
diaries, literary criticism and drama are also covered. The editorial apparatus deserves attention:
an extensive introduction, biographical notes that expose queer experience, footnotes, contexts, as
well as detailed bibliographical data respond to the needs of the non-professional reader. The foot-
notes that contextualize an excerpt in the whole work are indispensable especially in cases of longer
texts, such as novels or dramas, shown only in passages that usually do not exceed s pages. Such an
economic formula proves exceptionally useful in teaching. Also, thanks to its form, the anthology
presents a panorama, a compendium, or a reader, a point of departure for following inquiries.

The volume consists of four chapters, divided by the turning points of Polish history: 1918,
1945, and 1989. The Old-Polish period is missing; the reason for this may be the previously pub-
lished anthology, although based on different theoretical assumptions, entitled O/d-Polish Homo-
sexuality (2014). As a result, Disorientations refer to modern literature, covering the period from the
late Enlightenment till the 100" anniversary of the Poland’s independence, celebrated in 2018. The
volume starts with the poem 70 a Friend by Franciszek Karpiniski, the author of a popular Christ-
mas carol, who stereotypically would be linked to anything else but queerness. Every next chapter
is more extensive, while the last one proves exceptional vividness of queer topics in the most recent
Polish literature. It also emphasizes the activity of women writers, who seem to destabilize particu-
larly enthusiastically (and effectively) the Polish patterns of gender and sexuality.

The compilation of short excerpts written by numerous authors encourages the reader to trace
intertextual relations. The editors suggest links; they explain where to look for queerness and clarify
references and allusions, which otherwise would require expert knowledge to decipher. Thanks to
these glosses, non-professional readers can observe the long duration of queer imagery and the pro-
cess of shaping certain queer tradition. At the same time, the edition displays radical changes and
transformations in the way gender and sexuality are approached and therefore proposes to broaden
the language to describe non-normative forms of intimacy. In consequence, it seems that the tenor
of the anthology is accordant to the assumptions of LGBT identity politics.

Polish literature describes a whole range of queer practices: erotic fascination, desire, plea-
sure and fulfillment, melancholy and mourning, shame, cruising, activism, and coming out. At the
same time, the authors’ bios show that their life experiences were similar to the very conventional,
normative visions of the fate of the Polish intellectual: emigrations, deportations, war traumas, clan-
destine political activism, and subsequent waves of emigrations. The tension between sexual and
national identity still organizes the way gender and sexuality are perceived in Poland. This matter is
also problematized in the texts in the anthology. Witold Gombrowicz in the novel Trans-Atlantic
connects homosexuality with a project of “sonland” - a formula of modernity and masculinity op-
posed to the “fatherland” that revaluates the fossilized national tradition. Pawet Demirski in the
drama Rainbow Tribune asks about the possibility of creating a sector for queer fans at the European
Football Championship, while in Poland football stadiums are considered a space of nationalism,
homophobia, and antisemitism. Joanna Bednarek in her avant-garde novel Oz the Origin of Family
criticizes the conventional mental image of a sanctified, traditional, patriarchal Polish family, using a
perspective of a daughter-Jewess. Thus, the anthology destabilizes existing identities and at the same
time it refreshes the canon.

Most importantly, it queers the authors of the national literary pantheon. The most impor-
tant figures in the first chapter are Polish romantics, among others Adam Mickiewicz and Juliusz
Stowacki, great “national” poets, as well as Henryk Sienkiewicz, the Nobel-awarded novelist aim-
ing in his writings to “uplift Polish hearts”. Discussing Romanticism, the anthology features the
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model of masculinity and male homosocial relations, whose tenderness — as the editors notice in
the introduction — seems surprising and suspicious today. These relationships are distinguished,
on the one hand, by the asexual character of practices that today are linked to sexuality (sleeping
together, kisses, embraces), on the other hand, by deep emotional engagement (exclusiveness and
secrecy of feelings, jealousy, sadness after separation, readiness for sacrifice, etc.), often greater than
in the heterosexual relations. The romantic authors turn out queer in the sense that they actualize a
different organization of desire, an alternative intimacy: anti-hierarchical, anti-productive, founded
in identity, not in difference. Therefore, the anthology shows that love beyond the dichotomic sex
regime is obvious for some leading figures of the school literary canon.

In November 2021, the Polish Parliament dominated by the populist right announced 2022
the year of Polish Romanticism. The resolution perpetuates the stereotype that romantic literature
shaped Polish national identity, underlying its conservative character. The Anthology of Polish Queer
Literature complicates this oversimplified narration, showing that sentimentalism and romanti-
cism marked the beginning of a new model of love that later has become an important element of
homosexual identity. The polyphonic anthology explores numerous forms of sexuality, femininity,
masculinity, and community that are not only contested by the today’s Polish authorities, but even
openly and persistently erased.

A protagonist of Michal Glowinski’s autobiographical narrative Bar Ganymede fights against
his prejudices, fears, and reluctances that restrain him from entering a gay bar in an anonymous
western city in the 1980s. He quotes ironically the words of Henryk Sienkiewicz’s historical novel
With Fire and Sword: “Bar... has been taken”. Bar, today a town in Ukraine, was a Polish frontier for-
tress unsuccessfully defended against rebelled Cossacks. Gay bar’s door turned out impassable for
the Glowinski’s protagonist; afraid of exposure, overwhelmed by personal complexes, and estranged
by persons seen in the window, he did not decide to come in. Today a safe space of gay bars is acces-
sible for better-off inhabitants of Polish metropolises. Still, if entering the bar means overcoming
homophobic complexes, transgressing restrictive visions of Polish literature, and formulating alter-
native traditions, then the anthology helps to side with the queer Cossack rebels to finally step in.

Ewa Roza Janion
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M.C. Bragone, M. Bidovec (a cura di), I/ mondo slavo e I’Europa. Contributi presen-
tati al vi Congresso Italiano di Slavistica (Torino, 20-30 settembre 2016), FUP, Firenze

2019, pp. 368.

Ben descritti nella Premessa dall’allora Presidente dell’a.1.s. G. Ziffer, i contributi presentati
al vi Congresso Italiano di Slavistica sono suddivisi in 3 sezioni: Filologia e linguistica, Letteratura
e Cultura. Data la loro grande varietd essi permettono di ricostruire alcune linee di sviluppo tanto
delle tematiche tradizionali quanto delle nuove tendenze della slavistica italiana.

In alcuni studi ¢ evidente la continuit rispetto all’opera dei grandi maestri del passato. Cost,
M. Garzaniti ci offre un panorama denso ma chiaro delle discussioni che nell’ultimo sessantennio
hanno dominato il discorso interpretativo delle letterature e culture slavo-bizantina e latino-germa-
nica. Ne risultano evidenti tanto la longevita di cui i risultati derivati dalla discussione di Picchio e
Lichacev su Rinascimento e Rinascita est-ecuropea hanno goduto, quanto I'importanza dei succes-
sivi approfondimenti specifici e la dimensione internazionale della slavistica italiana di quegli anni.

A illustri ‘maestri’ della slavistica italiana — a cominciare da Maver e Cronia — si rifanno vari
saggi che testimoniano della continuitd e ampiezza della tradizione italiana di studi serbi e croati.
M.R. Leto descrive in poche, dense pagine le traiettorie degli spostamenti di uomini e idee che
hanno fatto del “campo letterario” croato il punto d’incontro dei vari ‘modernismi’ europei: la con-
ciliazione delle contrapposizioni geografica (Vienna e Praga vs. Monaco e Parigi), generazionale
(‘giovani’ vs. ‘vecchi’ praghesi e viennesi) e ideologica (cosmopoliti vs. nativisti, ‘vecchi praghesi’ vs.
‘viennesi’) ha portato alla mutazione della letteratura croata verso una reale e definitiva modernita.
L’analisi di P. Lazarevi¢ evidenzia la novita e alta qualita della Kaligrafija di Z. Orfelin e rileva che,
piti che al precedente manuale di J.I. Felbiger, si allaccia alla scuola calligrafica slesiana e trova alcuni
antecedenti nella tradizione umanistica e in quella settecentesca francese. Z. Krpina tenta di definire
la percezione reciproca delle letterature croata italiana, tedesca e francese in due riviste a cavallo fra
‘800 ¢ ‘9o0: alcune osservazioni interessanti avrebbero meritato maggiore chiarezza espositiva. Si
amplia a tutte le culture della ex-Jugoslavia la rassegna di M. Mitrovi¢ sulle nuove interpretazioni
date a Kopitar, Cop e Preseren rispettivamente in Slovenia e in Serbia dopo il 1990 e sulla diffi-
colta di definire ¢ usare in modo appropriato i termini e i concetti di classicismo e romanticismo,
spesso intrecciati nelle letterature croata, serba e slovena in modo tale da renderne difficile 'appli-
cazione. Nel suo denso saggio Lj. Banjanin affronta lo studio dell’epistolario di Lj. Nenadovi¢ da
vari punti di vista: la percezione di Germania, Svizzera e Italia, l'evoluzione letteraria ed esistenziale
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dello scrittore, le dinamiche fra identita serba e montenegrina (presentazione di Njegos), il genere
letterario come spostamento ¢ forma espressiva del romanticismo.

Fa paradossalmente parte della tradizione anche la scarsith dei contributi di polonistica
ai congressi degli slavisti italiani. L’importanza della ‘scuola’ polonistica torinese ¢ tuttavia ben
rappresentata da K. Jaworska, che introduce il lettore ai molti aspetti, biografici e letterari, dell’opera
poetica di K. Ittakowiczéwna, non apprezzata a sufficienza nella sua pluralita culturale. Alla polonisti-
ca in questo volume ha contribuito invece uno studioso che conosciamo da altri campi della slavistica:
R. Caldarelli propone una rivisitazione dell’annoso e ancora irrisolto problema della relazione fra il
Genezis z Ducha di C. Norwid e il pensiero scientifico, nel pitt ampio contesto francese e americano.

E certo difficile tracciare tutte le linee di continuita fra la tradizione della slavistica italiana ¢ la
sua attualith. Di questa il volume offre una visione ampia, che abbraccia gran parte delle discipline
oggi coltivate nei nostri atenei: oltre alla slavomeridionalistica e alla polonistica, di cui si ¢ gia detto,
ricordiamo la russistica, gli studi sulla cultura ebraica, 'ucrainistica, la linguistica e la filologia slava.

Il maggior numero dei contributi, com’era da aspettarsi, ¢ dedicato alla letteratura e cultura
russa, sempre in prospettiva europea o in confronto con I'Italia. Le riflessioni sulla ‘alteritd” della
cultura russa portano B. Ronchetti ad auspicare approcci che tengano conto delle varie forme di in-
tertestualitd, di dislocazione e disseminazione dei fatti culturali e letterari, al fine di cogliere la pos-
sibile ‘traducibilitd’ di fenomeni ‘altri’: “lo sguardo di confine della slavistica italiana potra offrire un
contributo centrale (anche) alla pratica interculturale”, conclude I'autrice. Tali riflessioni program-
matiche trovano varie attuazioni particolari negli altri contributi. Tradizionale ¢ I'impostazione di
L. Skomorochova che, analizzando la natura dei dati storici, lo stile e 'uso linguistico del Viaggio del
monaco Avramij a Firenze, suggerisce la possibilita che lo scrittore quattrocentesco fosse un laico do-
tato di educazione abbastanza elevata. N. Kardanova ha il merito di aver tratto dagli archivi di stato
di Venezia due ‘gramoty’ inviate al doge da Pietro 1 ¢ da Elizaveta Petrovna. L’interesse per i ‘grandi’
della letteratura russa ¢ ampiamente rappresentato: A. Cavazza suggerisce possibili fonti patristiche
(in particolare S. Agostino) nella sua ricerca sull’aforisma “Vinci te stesso e vincerai il mondo” che
compare in varie forme in Dostoevskij; G. Strano segue complesse fila di possibili nessi tra il Ruslan
i Ludmila di Puskin e ben noti scrittori europei, dai classici al Tasso, da Perrault, Tieck e Hoffmann,
ai settecenteschi Casti e Parny. Sono improntati a tematiche e metodologie piti vicine a noi nel tem-
po lo studio filologico di G. Ghini dedicato ai racconti giovanili di Cechov; I’articolo in cui D. Di
Leo affronta un tema faustiano nella produzione poetica di V. Ivanov; le riflessioni di G. Imposti sui
temi a lei cari di Guerra e nazionalismo nel futurismo italiano e nel fiturismo russo; a un pit preciso
rapporto fra Italia e Russia si dedica A.E. Visinoni che espone i risultati di un progetto di ricerca
effettuato dall’ Universita di Bergamo: ne risulta una documentatissima sintesi sulle molte persona-
litd e settori culturali che hanno legato la citta alla Russia, in campo letterario, musicale, artistico,
storico, sociale, cinematografico, economico. Con approccio intertestuale e attenzione alle lingue e
all’identitd I. Marchesini dedica complesse riflessioni a proposito di Lezioni armene dello scrittore
russo A. Bitov. Di carattere pit culturale ¢ approccio di G. Baselica all’idea di Europa in M. Kova-
levskij, come anche quello di N. Caprioglio che affronta il “caso di studio” di D. Merezkovskij per
cogliere qualche fase dell’elaborazione che lo scrittore russo ha realizzato di alcune idee di Nietsche,
percepito come “specchio” per una migliore comprensione del retaggio nazionale. Il discorso filoso-
fico induce D. Steila a soffermarsi sull’ambiguo rapporto tra scienza e religione, empiriocriticismo
e sistema di idee, quale esso si manifesta nella peculiare concezione del marxismo di Lunacarskij
per influenza delle teorie di E. Mach ¢ R. Avenarius. In una raccolta di studi programmaticamente
dedicata alle intersezioni fra mondo slavo e occidente europeo occupano un posto speciale alcuni
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articoli centrati su argomenti ¢ personaggi che per loro natura si sono trovati nel punto d’innesto
di molteplici epoche e culture. Tale fu T. Zieliriski che G. Larocca descrive come filologo al tempo
stesso accademico e mediatore della conoscenza del mondo classico in Russia, parte integrante della
scuola di studi classici polacca, amico di V. Ivanov e partecipe del sistema filosofico fondato sull’i-
dea del Terzo Rinascimento slavo. Non manca, in questo volume dedicato alla slavistica italiana del
presente, I'attenzione per la ‘Ottava musa, il cinema: C. Olivieri prende I’avvio dal recente serial Oz-
tepel’, ma esamina in realta le vicende della collaborazione fra Italia e URSS nella creazione di ltaliani
brava gente, ¢ la diversa percezione che ne ebbero i sovietici e gli italiani.

Da sempre attenta allo studio della tradizione ebraica e della Shoah, la slavistica italiana si
arricchisce di un interessante contributo di M. Boschiero sul Treblinskij ad di V. Grossman, dedicato
a un tema complicato come le manipolazioni cui sono state sottoposte le testimonianze dei campi
nazisti da parte sia dei negazionisti, sia dell’Urss .

Per quanto variamente attuata per tematiche e metodo, la filologia slava ha sempre rappresen-
tato in Italia il nucleo fondamentale della slavistica. In questo volume essa appare marginale, anche
se studiosi ¢ docenti in realtd sono pitt numerosi degli articoli qui presentati, e se la filologia, come
metodo, ¢ ben presente in molti ambiti. In continuitd con i suoi lunghi studi, M. Enrietti offre un
utile strumento di informazione sui fondamentali problemi del baltoslavo, protoslavo ¢ le loro con-
nessioni iraniche, romanze e altre: lettura lucida e ricca per studiosi e studenti interessati alla glotto-
logia. La centralita dell’attivita scientifica di Padova risulta evidente dall’attenta analisi filologica di
R. Benacchio e H. Steenwijk, che rivelano la finora ignorata importanza del modello della Crusca
nella Copia padovana del Vocabolario di tre nobilissimi linguaggi di G. Tanzlingher-Zanotti.

Ancorata negli studi slavistici gia fra le due guerre (basti ricordare i nomi di Palmieri e Salvini),
proseguita nel secondo dopoguerra (da Graciotti e Picchio), ¢ esplosa con grande vitalita ["ucraini-
stica, soprattutto dopo il 1991. I frutti di questa tradizione sono qui ben rappresentati in primo luo-
go dallo studio di A. Achilli, particolarmente interessante per I’ impianto teorico e per la sottigliezza
nel cogliere le molte ‘varianti’ e alcune peculiaritd di modernismo, post- ¢ neo-modernismo in area
slava centro-orientale, in particolare russa (e sovietica), e ucraina. All’intersezione tra filologia, cul-
turologia e ucrainistica si trovano gli studi di S. Del Gaudio (v. infra), e quelli di L. Goletiani e M.G.
Bartolini. Goletiani sottolinea I'importanza, nell’evoluzione del pensiero e della cultura giuridica
della Russia imperiale, di S. I. Zarudnyj, il traduttore di Beccaria: nato in una famiglia cosacca, di
solida formazione accademica, egli ebbe profonde conoscenze di lingua e cultura italiana, e tenden-
ze decisamente ‘liberali’ Legata alla tradizione filologica italiana (dalla picchiana “chiave tematica”
agli studi sul barocco), ma attenta a nuove tendenze ‘culturologiche’ ¢ la rivisitazione fatta da Bar-
tolini della tradizione medievale sui santi Boris e Gleb, mutata nelle terre rutene dal contatto con
la cultura della Controriforma: depurati dei toni statalistici e dinastici, i due santi armonizzano la
spiritualith del martirio col ruolo di patroni di una nuova dottrina ecclesiastica che ha funzione di
compattamento non solo confessionale, ma anche sociale delle terre rutene.

Autorevolmente rappresentata fin dai tempi di G. Maver, la linguistica mantiene in Italia il suo
forte legame col testo e con la cultura, ma si inserisce anche nelle pitt moderne tendenze di ricerca
‘pura. Frutto di un progetto pluriennale, il lavoro ‘di squadra’ di F. Biagini, A. Bonola e V. Noseda
illustra le caratteristiche del nuovo Corpus parallelo italiano-vusso, utile strumento per vari ambiti —
dalla traduzione, alla didattica, alla linguistica tipologica e contrastiva, — e ulteriori progetti teorici o
di applicazione tecnologica. Di carattere linguistico ¢ lo studio sulla Componente romanza del lessico
ucraino di Del Gaudio, che prende in esame italiano, francese, provenzale, spagnolo, portoghese e
rumeno, dimostrando la prevedibile dominanza del francese, seguita a distanza dall’italiano.
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Se, com’era logico aspettarsi, non si trovano rivelazioni spettacolari, questo nuovo volume
dedicato alla slavistica italiana ne mette in luce la varietd di argomenti affrontati, la sostanziale se-
rietd degli approcci metodologici, la capacitd di mantenere viva la memoria ¢, insieme, di elaborarla
tracndo profitto dalla quantita di conoscenze, teorie, discipline e tecnologie sviluppate negli ultimi
decenni. Un grazie particolare va alle curatrici Bidovec e Bragone che, con certosina pazienza, sono
riuscite ad armonizzare tanti articoli cosi eterogenei quasi senza refusi. Si assiste oggia una maggiore
frammentazione dei campi di ricerca e specializzazione dei vari periodi delle singole letterature e
culture slave. Come scrive G. Mazzitelli citando, nel suo contributo sulla collana “Piccola biblioteca
slava” edita dall’Istituto per I’Europa orientale, un’affermazione di Picchio,

[s]olo personalita particolarmente dotate potevano mirare a sintesi conglobanti molti ambiti di
studio — dalla russistica alla polonistica, alla boemistica, alla slovenistica, alla serbocroatistica e
alla bulgaristica — non trascurando neppure lingue ¢ letterature e culture minori, o allora meno in
auge, quale I'ucraina, e spaziando per di pit dalla letteratura alle tradizioni popolari, al pensiero
politico...

Oggi, simili qualitd sono assai rare e la massa di nuove conoscenze rende difficile qualsiasi
tentativo serio di sommare tutte queste competenze. Mancano poi in questo volume discipline im-
portanti quali la slovenistica, la boemistica e la bulgaristica. Cio riflette le difficolta che incontrano
le cosiddette ‘lingue minori. Tuttavia, non si puo negare alla slavistica italiana la capacita di inserirsi
in vari ‘discorsi critici’ a livello internazionale e di spaziare in molti ambiti di studio, con buoni, a
volte ottimi risultati.

Giovanna Brogi Bercoff
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M. Lazinski, Wyklady o aspekcie polskiego czasownika, Wydawnictwa Uniwersytetu
Warszawskiego, Warszawa 2020, pp. 315.

La monografia di Marek Eazinski, concepita come un corso universitario dedicato all’aspetto
verbale del polacco, ¢ un evento importante per la linguistica polacca e slava, anche perché vede la
luce diversi decenni dopo gli studi di Koschmieder (Nauka o aspektach czasownika polskiego w za-
rysie. Préba syntezy, Wilno 1934) e di Piernikarski (7ypy opozycji aspektowych czasownika polskiego
na tle stowianskim, Wroctaw 1969).

L’aspetto verbale polacco viene descritto in questo lavoro con frequenti riferimenti alle altre
lingue slave e ai numerosi importanti contributi teorici su questo tema prodotti a livello mondiale
e in ambito slavistico dedicati principalmente al russo. Fin dall’introduzione I’A. anticipa che il
funzionamento dell’aspetto ¢ determinato da una serie di parametri, spesso in concorrenza tra loro,
che vengono sviluppati nella trattazione successiva. Il volume ¢ organizzato in sei capitoli che si con-
cludono con la presentazione di un algoritmo degli usi delle forme aspettuali sulla base dell’intera-
zione di diversi fattori. Il libro si chiude con un’interessante appendice divisa in due parti intitolate
rispettivamente Lineamenti soggettivi della storia degli studi aspettologici ¢ Laspetto nei dizionari,
quest’ultima dedicata alla presentazione delle forme aspettuali nei dizionari polacchi e ai suggeri-
menti per la loro etichettatura nei corpora.

Il cap. 1 in cui si tratta dell’opposizione aspettuale, delle sue marche formali, dei parametri se-
mantici e della statistica d’uso delle varie forme, vera novita di questo lavoro, ¢ concepito come una
sorta di lezione introduttiva e potrebbe anche essere considerato come una lezione unica, una sorta
di corso base. I singoli argomenti, presentati alla luce delle diverse teorie, vengono approfonditi nei
capitoli successivi.

Cosi, il cap. 11 si apre con considerazioni sul rapporto tra tempo e aspetto ¢ le sue conseguenze
diversificate nell’uso aspettuale nelle lingue slave, soprattutto per quanto riguarda lespressione del
presente perfettivo. Per ’A. “il tempo grammaticale determina lo scorrere del tempo logico, mentre
Iaspetto determina la maniera in cui una situazione si svolge nel tempo” (p. 54). Viene poi delineata
lorigine dell’aspetto polacco e slavo nato dall’evoluzione del sistema dei tempi grammaticali e dai
processi derivazionali di prefissazione e di suffissazione che modificano il significato dei verbi dando
luogo ai vari modi dell’azione (Aktionsarten) passati in rassegna ed associati ai singoli prefissi. Insie-
me ai prefissi verbali e alla loro funzione nella formazione delle coppie aspettuali, viene esaminata
anche la suffissazione e il suo ruolo nel fenomeno delle cosiddette #7djki: (terzetti) aspettuali.
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Nel cap. 111 vengono affrontate le classi azionali (semantiche) dei verbi e viene discusso I'a-
dattamento della nota classificazione di Vendler alle peculiarita delle lingue slave. Si passa quindi
all’esame dei verbi di moto che in molte lingue formano una classe distinta mentre in quelle slave
hanno anche svolto un ruolo nello sviluppo dell’aspetto. Oltre a presentare le caratteristiche relative
alla (in)determinatezza del movimento, alla deissi o alla sua mancanza, ’A. prende in esame i verbi
di moto alla luce della classificazione semantica in path verbs ¢ manner verbs, verb framed e satellite
framed verbs, proposta negli ultimi decenni dalla tipologia linguistica di stampo cognitivista (Talmy,
Toward a Cognitive Semantics, 2000).

Il cap. 1v ¢ dedicato alla relazione tra le classi semantiche e il contesto da una parte, ¢ la scelta
delle forme perfettive od imperfettive dall’altra; I’interazione tra questi fattori da luogo a vari tipi di
coppie aspettuali. Nella ricerca dell’invariante delle due forme aspettuali I’A. assegna il valore fattivo
concreto al perfettivo che identifica I'evento, mostrando anche come i significati subalterni all’inva-
riante perfettivo distinguano il polacco dalle altre lingue slave. Rinuncia invece ad identificare I'in-
variante dell’imperfettivo in quanto polisemico, distinguendone i valori pit specifici quali durativo,
attuale permanente, iterativo, potenziale, fattivo generale, presente storico e scenico, performativo e
definitorio, di cui gli ultimi due raramente sono trattati negli studi aspettologici.

Nel cap. v vengono esaminate le funzioni e gli usi delle forme aspettuali finite ed infinite ¢ i
dati sulle loro occorrenze nel Corpus Nazionale della Lingua Polacca. Il ricorso ai corpora costituisce
una vera novita nella descrizione dell’aspetto in polacco, un vero ¢ proprio banco di prova per le de-
scrizioni teoriche. In questo capitolo viene anche messo in evidenza come le forme aspettuali verbali
finite ed infinite (queste ultime poco descritte nei lavori sull’aspetto) siano condizionate dalla se-
mantica delle situazioni e come assumano una funzione narrativa: il perfettivo indica i confini degli
eventi, mentre I"imperfettivo gli stati o i concatenamenti degli eventi. Questa parte contiene anche
considerazioni sull’aspetto ¢ sulla modalitd con qualche accenno al fenomeno della negazione. Inte-
ressanti osservazioni riguardano, inoltre, I'uso delle forme aspettuali nelle costruzioni verbali spesso
neglette nell’uso ufficiale del polacco, anche se piuttosto frequenti nel registro colloquiale, come il
quasi-perfetto (mam to zrobione),assentivo (bylam si¢ dowiedziel), 'aspetto di nomina actionis ¢ la
loro distribuzione. Le conclusioni riguardo all’uso delle singole forme aspettuali, basate sui dati del
corpus, registrano in maniera oggettiva le conseguenti tendenze della lingua.

Il cap. v1 offre un’importante illustrazione dell’utilita dell’analisi semantica dell’aspetto ver-
bale applicata al linguaggio dei testi giuridici polacchi, che appare cruciale per una corretta interpre-
tazione degli articoli dei Codici. Questa interessante analisi viene condotta anche a livello compara-
to con altre lingue slave e con il tedesco, i cui Codici, per ragioni storiche, hanno avuto un’influenza
su quelli polacchi.

Nel cap. V11 sono presentate le conclusioni sotto forma di un algoritmo dell’uso aspettuale in
polacco, che prende in considerazione solo le forme finite dei verbi e rappresenta, per necessit, una
semplificazione dell’esposizione precedente. I parametri che determinano le scelte delle forme aspet-
tuali sono le classi azionali, I'iterativitd, il registro (narrativo o discorsivo) ed infine i condizionamenti
testuali, come il modo condizionale ¢ la negazione (p. 234). La prima distinzione riguarda la categoria
dell’iterativita: se I’azione del verbo ¢ singola 0 non definita da questo punto di vista, la scelta aspettua-
le avviene secondo una serie di parametri complessi: classe azionale, registro, semantica della situazione
(raggiungimento o meno del cambiamento ¢ dello stato risultante), o ancora grammaticali (tempo,
modo) e pragmatici (ad es. negazione). L’azione iterativa comprende invece da una parte le situazioni
abituali ¢ non delimitate, espresse dalle forme imperfettive, mentre dall’altra, le situazioni limitate o
‘esemplificanti’ che possono essere espresse da entrambi gli aspetti (par. 4.2.).



354 Recensioni

Il libro si chiude con un’appendice sullo stato dell’arte degli studi e sulla loro storia (panorama
di cui si sottolinea nel titolo della prima il taglio “soggettivo”), che normalmente, come riconosce
I’A. stesso, dovrebbe aprire una monografia dedicata all’aspetto e non essere collocata alla fine. Tale
scelta viene giustificata con il fatto che 'aspettologia rappresenta un campo d’indagine cosi varie-
gato, con una ricchezza teorica e terminologica spesso non condivisa, da richiedere una conoscenza
preliminare del fenomeno e dei diversi approcci alla descrizione, per capirne la storia (p. 237). La se-
conda parte dell’appendice, dedicata a come I’aspetto viene trattato nei dizionari, affronta la spinosa
questione del criterio dell’individuazione della coppia aspettuale e la conseguente decisione su quale
membro della coppia vada considerato come basico, come forma di citazione nella redazione sia nei
dizionari monolingui, sia nei piti recenti dizionari bilingui o in altri ancora. Diversi dizionari ormai
hanno adottato un approccio pil avanzato nella presentazione delle coppie aspettuali e nella scelta
delle forme basiche, individuate in base alla classe azionale di appartenenza del verbo.

L’appendice si conclude con delle considerazioni sull’aspetto nei corpora linguistici che rico-
noscono correttamente i valori aspettuali dei lemmi, ma riscontrano difficolta nei casi di omonimia
(come ad es. in pochodzic' — ‘provenire’ e pochodzic* — ‘camminare un po’). Inoltre, appare proble-
matica la ricerca delle opposizioni aspettuali nei corpora, data assenza di mezzi per identificare i
membri della coppia, ostacolata anche dall’esistenza dei perfectiva ed imperfectiva tantum. Viene
quindi illustrata la soluzione adottata dal gruppo dell’ Universita di Varsavia (con la partecipazione
dell’A.) e quello di Magonza che lavora al corpus polacco-tedesco. Nel corpus vengono inseriti i zags
chessi riferiscono alle coppie aspettuali, nonché I informazione sulle caratteristiche formali prefissali
o suffissali di tali coppie (p. 272). Grazie a questo sistema si possono condurre ricerche con metodi
nuovi, pitt semplici rispetto al passato.

Nel complesso si tratta di un’opera molto ricca, difficile da presentare in maniera esauriente
nello spazio limitato di una recensione. Il lavoro ¢ arricchito da puntuali considerazioni terminolo-
giche, molto utili, dato che la frequente variazione terminologica negli studi sull’aspetto rende pit
difficoltosa la fruizione delle descrizioni. Il libro ¢ prezioso sia perché presenta da diverse angolazio-
nilo stato della ricerca e le sue applicazioni, sia perché apre nuove prospettive grazie all’uso statistico
degli strumenti elettronici per la descrizione dell’aspetto.

Lucyna Gebert
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