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ABTOBHOTI'PA®US KAK XYJTOKECTBEHHBIN BBIMBICE.T
Hayunas craTes

Huxurnna E.C.
Wnctutyt s3p1k03HaHust PAH

* Koppecnonnupyromuii arop (m1253076[at]yandex.ru)

AHHOTANHSA

ABTOKOMMYHUKAITUSI MEXIY PAcCKa3uMKOM W MOJENIBI0 CyObekTa — 00pa3oM cebs — B IMPOCTPAHCTBE HappaTHBa
IIpeBpaIaeTcs B XyJA0KECTBEHHBIN BEIMBICET. Uepe3 ICTETHYECKOS OCMEBICIICHHE, OIICHKY ce0sl MOJIENTb CTAHOBUTCS TepOeM, a
aBTOp pacckaza — CO3WAATeNeM CBOEH XU3HHU. BorutomeHwe ombiTa B ()OpME HappaTHBa IT03BOJSET OCMBICIATH €ro B
HMHTEPIICPCOHANEHONU cdepe. 31ech M BO3HHKACT IWAJIOTMYCCKUI pPa3BOPOT CO-OBITHS, BKIIIOYAs IOHUMAIOIIETO B HHBIC
KOHTEKCTHI. Eclii BCTaTh Ha Ty TOYKY 3PEHUS, YTO HAPPATHB KOHCTPYHUPYET PEAbHOCTh, TO TEXHOJOTUS HAPPATHBA MOXKET
OBITh 0003HAYCHA KaK JUAJIOTH3AIHS CUTYAIlUU: BKITFOUCHHS JAPYTHUX, PACCMOTPEHUS TO3UIUIA 3TUX JPYIUX, UX MEPEKUBAHUN
U COOTHECCHHE BCEX 3THX IMO3WIHN APYr ¢ ApyroM. Takum oOpa3oM co3maercs TeKCT. Kak CTpyKTypa, pernpe3eHTHPYIOmast
peaNbHOCTh, HappaTHBHAS CXEMa SIBIICTCA JpaMaTyprHdecKOH MOJAETBI0 OmpeieicHHOW cepbl Xu3HU. JKWU3HB, B 3TOM
CMBICIIE, TAKOU ke MPOAYKT BOOOpakeHHs, KaK M pacckas o Hell. HappaTuB IMHUTUPYET KHU3HB, a )KU3Hb UMUTHPYET HAPPATHB.
Ona cozmaercs JIFOIBMHU B TPOIECCe MMOMCKA WHTEPIIPETAllUil BEIICICHHBIX COOBITHIA. Paccka3z o cBOeH KU3HU TOYTH BCETNa
©CThb KOTHUTHBHOE JEHCTBUE, HEXKETH OC3BICKYCHOE H3JIOKEHHE YEro-TO OJHO3HAYHO JAaHHOrO. B KOHEYHOM cuere, 3TO
HappaTuBHOE jeicTBue. C NMCHXOIOTMYCCKON TOYKH 3PEHHS, TAKOH BEIW, KaK «OKU3Hb cama 1o cebe» He cymecTByer. B
KpaifHeM cIydae — 3TO pe3yiabTaT H30MpaTeNbHONH pabOThl MaMSTH; B OCTATBbHOM JK€ IMOBECTBOBAHHE O CBOCH >KH3HU
MIPEJICTABIISAET COOOH UCKYCCTBO BOOOPaKEHUS 1 MHTEPIIPETAITUH.

KiaroueBbie cjoBa: aBroOmorpadus, aBTOKOMMYHHKAIUS, aBTOp, T'€pOH, KOHCTPYMPOBAHHE PEATBHOCTH, MOJCTH
cyOBeKTa, HApPaTUB, CIOXKET, (hadyia, IIEHHOCTH XKU3HU, TEKCT KaK CyObEeKT.

AUTOBIOGRAPHY AS ARTISTIC FICTION
Research article

Nikitina E.S. *
Institute of Linguistics of the Russian Academy of Sciences

* Corresponding author (m1253076[at]yandex.ru)

Abstract

Autocommunication between the narrator and the subject's model - the image of themselves - in the space of a narrative
turns into artistic fiction. Through aesthetic judgment, the model becomes a character of the story, and its author is the creator
of their life. The embodiment of experience in the form of a narrative makes it possible to comprehend it in the interpersonal
sphere. Here, a dialogical turn of co-being comes to the fore including the one who understands the speech in other contexts. If
one takes the view that the narrative constructs reality, then the technology of the narrative can be designated as dialogization
of the situation: inclusion of others, considering the positions of these others, their experiences and the correlation of all these
points with each other. Thus the text is created. As a structure representing reality, the narrative scheme is a dramaturgic model
of a certain sphere of life. Life, in this sense, is as much a product of imagination as the story of it. The narration imitates life,
and life imitates the narrative. It is created by people in the process of searching for interpretations of selected events. The
story of one's life is almost always a cognitive action, rather than an artless presentation of something unambiguously given.
Ultimately, this is a narrative action. From a psychological point of view, there is no such a thing as “life in itself”. At least, it
is the result of selective work of memory; the rest of the narrative of one's life is an art of imagination and interpretation.

Keywords: autobiography, autocommunication, author, hero, constructing reality, subject’s model, narrative, story, plot,
value of life, text as a subject.

Similarly to the philosopher Nelson Goodman's beliefs that physics, painting, historical science are “ways of the creation
of worlds” (Goodman, 1978 / Goodman, 2001), autobiography (formal or informal) should be considered a series of “life
creation” procedures. J.Bruner

—How does autobiography differ from curriculam vitae?

— By artistic imagination.

Objects are divided not only into animate and inanimate. There are also animated objects. These are texts that allow us to
engage in animation of all that exists. Including our own subjectivity by way of constructing dialogues with ourselves through
acts of auto-communication.

An example:

«March 20 [...] The two main passions I've noticed within myself are the passion for gambling and vanity which is all the
more dangerous as it takes countless different forms, such as the desire to show off, thought lessness, absent-mindedness, etc.
In the evening I'll reread the diary from the date of arrival in Moscow, make general comments and check the monetary costs
and debts in Moscow.

I arrived in Moscow with three goals: 1) Gambling. 2) Getting married. 3) Getting an employment. The first is bad and
low, and, thank God, having examined the state of my affairs and having abandoned my prejudices, | decided to straighten the
affairs selling a part of the estate. The second, thanks to the clever advice of my brother Nikolenka, I've put off till the time

4



RUSSIAN LINGUISTIC BULLETIN 2 (18) 2019

when | am forced to either by love, or reason, or even fate, which cannot be opposed in all cases. The latter is impossible until
two years of service in the province, and indeed, although it would be desirable, | want many other things incompatible with it;
therefore, I'll wait till the fate itself puts me in this position.

I had many weaknesses at this time. The main thing was that | paid little attention to moral rules, enticed by the rules
aimedat success. Then, | had a too close look at things; for example, 1 accepted a lot of rules, which all could lead to one thing
— not to have vanity. | forgot that the condition necessary for success is self-confidence, contempt for trifles, which cannot
otherwise occur butby moral elevation ”(L. Tolstoy. Selected Diaries for the years 1847-1894).

Autobiography is always a story. The story about the life of the narrator in the chronotope of the text. It is almost always a
narrative or explanatory story, a subjective narrative with the urgent need to interest, to cause an emotional response, to draw
attention to oneself.

Moreover, it is such a narrative, about which it is impossible to say, “that every story retells a story already told. Homer
knew this, Ariosto knew this, not to mention Rabelais or Cervantes” [1]. In the autobiography, the first narrator is present — it
is the author describing his experience. And therefore he necessarily performs such cognitive procedures as: highlighting
significant events, linking them in a time sequence, recoding from a description plane to a story plane, aligning everything to
makeup a story. A narrative of autobiography that develops its functions offers a special form of organization of the experience
of understanding. After all, the author of his own biography is not a creator of a new genre of literature. He is just a person who
wants to duplicate his existence through the text. He creates a speech mirror according to the rules of the autobiographical
genre of his time. Therefore, the question of what is a story as a narrative construction is quite reasonable.

Narrative is actually a human way of understanding the world. People transform the stream of consciousness into stories.
And, by doing so, they make their lives meaningful. The narrative understanding of the world is universal: it permeates all
forms of organization of human experience, from myths, poems, ballads, novels, reports to everyday conversations. People
retell stories, their own and others', strengthening their memory. Through narrative structures, knowledge is passed on through
generations. The fullness of life is embodied in the stories. The natural form of the story as a means of expressing thoughts and
experiences is an epiphenomenon of the narrative way of understanding the world, which, in turn, arises from the narrative
structure of human knowledge of the world. “While one lives, no adventures happen. The scenery changes, people come and
go — that's all. There's never any beginning. Days are added to one other without any hesitations, endlessly and monotonously.
<...> This is called living. But when you tell your life, everything changes; only no one notices this change, and here is the
proof: it’s not for nothing that people are talking about true stories. As if stories can be true; events unfold in one sequence, we
tell them in reverse. <...> And the story unfolds backwards: the moments ceased to pile up one at a time at random, they are
hooked up to the end of the story, it draws them to itself, and each of them in turn pulls the preceding instant. <...> | wanted
the moments of my life to follow one another, lining up in order, like moments of life that you remember. And it's like trying to
grab time by the tail”. [2].

The story unfolds through the plot, but the plot is formed by a narrative scheme. The narrative scheme itself consists of at
least five elements: the Agent, Action, Goal, Setting, Instrument, and Trouble. The trouble is what drives the drama; it occurs
when there is a discrepancy between two or more elements of the pentad.

Besides, the narrative scheme can directly model the repertoires of the characters' main intentions and the implementation
plans concomitant with them.

These five components of the narrative scheme create informative prerequisites for possible story plots unfolding in the
specific sphere of the individual’s life, as he understands it. It can therefore be said that within the framework of the narrative
scheme, the outlined sphere presents itself to man as the space in which a special kind of story takes place. Namely, the stories
are based on what is typical for a given personality, having certain intentions, facing specific recurring problems, while the
environment and its features create conditions and predetermine the chances of their solution.

Something always happens in human lives. But not these events themselves are the cause of people's experience, but the
peculiar “hermeneutic activity” carried out by the subject in the form of correlation of cultural senses and personal meanings of
the happenings. Thus, “completely absent in life, fictional events, “ false memories ”and frank fantasies -“ quasi-lives ”,“
legends about oneself ” can be endowed with the status of autobiographical events by a person. They turn out to be a “pure
product” of individual narratization, moments of subjective “creation of meanings” from a sociocultural fabric [3].

A narrative scheme, as a rule, specifies the content of the five components mentioned aboveonly in general terms, but it
also defines the whole range of possible stories by means of which an individual is able to interpret the selected sphere of life
in an understandable way.

The degree of impact of the scheme on the content of the constructed story is never complete and depends on the sphere of
life of the individual (the subject of construction), and also on the real sequence of events. The individual acts as a creative
person in the narrative interpretation of volatile events, although his work is organized by schemes or rules of interpretation.
An infinite number of narratives can be created on the basis of schemes, which, however, include a limited number of
construction rules.

A narrative scheme influences an individual's cognitive processes in the same way as any other scheme, or, interpreting
more broadly, imposing certain restrictions on the structure and content of the stories created by the individual. The narrative
scheme acts in such a way that the individual expects the appearance of certain contents, and offers interpretation rules that
carry out specific categorization and integration of these contents, as a result their mental image is formed on the basis of this
scheme. The scheme allows one to “add” (usually unconsciously) the content, distorting the data of the stories (the so-called
default values) in the psychology of cognition. It can therefore be said that the narrative scheme is the mechanism of the
narrative construction of reality by an individual [4].

The main function of the narrative scheme is that it governs the processes of understanding and decision making by
constructing stories from incoming (and provoked by the decisions of the individual) facts. The scheme is the procedure of
“reading” the event flow in such a way that they become understandable in the context of the completed story. Certain
characters areacting with certain intentions in the stories, facing certain types of difficulties and having certain possibilities and
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chances to cope with them. The narrative scheme offers different levels of detail, and therefore the degree of determination of
the content of the story by these schemes may be different.

And, coming back to the narrative understanding of the text as an already “detached experience”,we can conclude by
Aldous Huxley's words that it is possible that “experience is not what happened to us, it is what you do with what happened to
you”.

One of the creators of the narrative approach in psychotherapy, Michael White, considers the lives of people and their
relationships as stories. Narrative therapy is a conversation, during which people “reretell”, that is, they tell in a new way their
life stories. Any story is not without some degree of uncertainty and inconsistency. And no story can accommodate all life
circumstances.

Any narrated text is formed as a counter text: responding, specifying, in some way reacting to other texts in an interactive
situation. The discovery of these “stimulus” texts is the task of a professional who can ask questions, conduct additional
researches that promote identification of what is missing, but implied, and its further replete description.

The narrative, even the most primitive, unfolds in a triple space: the space of action in which events take place, the space
of consciousness, in the inner speech of the characters involved in the action and in the space of the text itself. The triple nature
of the narrative space is its integral component, which to a certain extent explains the ubiquitous presence of deception
throughout the whole story. However, the acting characters do not just cheat, they reflect, dream, doubt, and sometimes cannot
separate visibility from reality. Accordingly, there is a preassigned uncertainty in any description. *... Expressions of life can
be understood as a phenomenon that is created as a result of viewing, meditating, discerning objects, events, phenomena and
attributing sense to them in relation to the meanings and descriptions of other objects, etc. — or in opposition to them. Thus,
there is a certain duality in all descriptions. The descriptions are relational, relative, not representative, they do not directly
reproduce the events of the world, whatever those events may be. According to a similar relational understanding of any
descriptions, a certain unambiguous description can be considered as the visible part of a double description, a description
“from both sides”. It is exactly what is on the other side of unambiguous descriptions of life experiences, what is on the other
side of the distinguishable, what the distinction depends on — this is what | call here “absent but implied” [5]. | find support
for a similar understanding of the nature of descriptions in the ideas of Gregory Bateson (1980) and Jacques Derrida (1978),
who defied the myth of presence, that is, an ideal and unmediated knowledge of the world, the initial presence that manifests
itself in all expressions of life, represented in the descriptions of our speech and in writing” [6]. The omniscient narrator, like
the “observer of the obvious,” who does not take relativity into account, disappears, and “pure” reality dissolves with them.
After all, the mind is never free from prejudice. There is no naive glance or gaze reaching the original reality. There are only
hypotheses, versions, expected scenarios. And therefore, when searching for meaning, it can be claimed that “content is formed
as a mental entity that models the fragment of reality referred to in the text” [7].

Narrative is not reflective in relation to reality. Firstly, the autobiography is a thing of value. After all, what is not valuable
is not worth a story. Secondly, the story of one’s own life is a problematic narrative, in the sense that the narrator (the story-
teller) and the protagonist of the narrative are one person. But this is a person who splits apart and lives in different spaces. The
author enters into communication with the text, the protagonist lives and acts in a newly created reality with other significant
persons. The internal extra-finding and opposite-finding of another “I” generate auto-communication in the form of a
biography. “We understand by biography or autobiography (a life story) the nearest transgredient form in which I can objectify
myself and my life artistically. We will consider the form of biography only in those relations where it can serve for self-
objectification, that is, its being an autobiography, i.e., from the point of view of a possible coincidence of the character and the
author in it, or, more precisely (the coincidence of the character and the author is contradictio in adjecto *) the author is the
moment of the artistic whole and as suchhe/she cannot coincide in this whole with the character, another moment of it. The
personal coincidence “in life” of the person referred to, with the person who speaks, does not eliminate the differences between
these moments within the artistic whole. After all, the question is possible: how do I depict myself, unlike the question: who
am |, in terms of the special character of the author in his attitude towards the character of the story. Autobiography as a
message about oneself, at least given in a seemingly related whole story, not having artistic — biographical values and
pursuing objective or practical goals, also does not interest us here, wrote Mikhail Bakhtin in “Author and character in
aesthetic activities” [8]. This idea is based on the fundamental stance of Bakhtin, that only in art does a person appear in their
wholeness.

The aesthetic comprehension and constitution of both the external body and the soul of a person is not their expression
from within, but is an artistic, creative attitude of the author-other towards him. This is a gift of another consciousness — the
author-contemplator's to the personage.“... The soul as an internal whole developing in the course of time, a given, existing
whole, is built in accordance with aesthetic categories; it is a spirit, as it looks from the outside, in another. ” The problem of
the soul, according to Bakhtin, “is methodologically a problem of aesthetics, it cannot be a problem of psychology, the science
which is devoid of evaluability and which is causal, because the soul, although it develops and establishes itself with time, is an
individual, valuable and free whole; neither can it be a problem of ethics, because an ethical subject is set to itself as a value
and in principle cannot be given, available, contemplated, it is I-for-myself.

<...>There is no soul as something given inside myself, there is no valuable whole present within me, | have got nothing
to do with it in relation to myself; my self-reflex, because it is mine, cannot produce a soul, but only evil and fragmented
subjectivity, something that shouldn't exist; my innerlife flowing through time cannot condense for myself into something
valuable, dear, which must be safe and remain eternal (within myself, in my solitary and pure attitude to myself only eternal
condemnation of the soul is intuitively clear, only with it | can be in solidarity from the inside)the soul descends on me, as
grace upon a sinner, as a gift, undeserved and unexpected. In my spirit I can and | must only lose my soul, it can be saved not
by my strength”[9]. “The wholization” (Bakhtin's term) of the soul operates in art.

In literature devoted to the issue of artistic imagery, many specific features that distinguish the artistic image from the
concept are described: its specific sensual character, emotional expressiveness, and its aesthetically significant form.
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The main thing for our reasoning is the difference between artistic images and non-artistic images, which are also created
by imagination and are also reproductions, models of real objects and phenomena of reality in a sensual form, in “pictures”
representing life “in the forms of life itself”.“The defining feature of artistic imagery, determining all the other features of it,
lies precisely in the fact that it is a model of the subject.” <...>In whatever concrete type an artistic image appears, be it an
image of a lyrical hero in poetry, <...> an image of a character in any work of art — “it functions in a literary work not as an
object among objects, but as a kind of subject, that is, “a creature” endowed with activity, consciousness and self-awareness,
free will and uniqueness.” [10]. To affirm another “I” (my “I” in an autobiography) not as an object, but as another subject —
this is precisely the formula that determines the nature of an artistic image as such.

An artistic image is the result of conscientious creative activity of the author’s imagination, the purpose of which is to
objectify a given model of the subject to establish communication with other people with its help, in whose imagination these
artistic quasi subjects should be recreated and “settled” there forever, like the images of Hamlet, Don Quixote, Anna Karenina
live in our consciousness.

However, first of all, communication should be organized in acts of auto-communication as the author's interaction with
the character, the leader and interpreter of this life, the narrator's interaction with the image of oneself in the space of life
through the symbolic form of organization of this life, sometimes not dependent on the narrator. “By virtue of their
construction, as well as their dependence on cultural conventions and the use of language, life stories undoubtedly reflect the
dominant theories of “possible lives” that are part of the narrator’s culture.

In fact, one of the most important ways to characterize a culture is to identify the narrative models offered to it for
describing the course of life.

The toolkit of any culture includes not only a stock of canonical life stories (heroes, Marthas, tricksters, etc.), but also
combined formal elements — canonical positions and circumstances — from which its members can design their own life [11].
Bakhtin distinguished two types of biographical value consciousness and life design, which were schematized in the
adventurous-heroic and social-everyday narratives. These are different approaches both to the life context and to “authoritative
otherness”, from whose words the author recognizes a significant part of his own biography, be it birth, family and other life
events.

The author of a biography describes and interprets the events of his life from a certain stance. But the same events can be
viewed from the protagonists' of the characterstances, and then we will be approaching not only the multinarrational plot, when
you can look at what is written in small print, in brackets, footnotes, comments, looking into those fragments of a personal
story that the character at one time preferred not to enter into the main storylines, but which, nevertheless, have not vanished,
one need only remember them and re-breathe life into them. Narrative memory is selective.

Besides, there is no idea of the “norm” in a biographical history and no knowledge of what a person or his relationships
should be. The narrator is the author of their story and an expert in their life, since only they can decide what is preferable for
them. Dialogization of the story objectifies the view on the situations of life and contributes to changing attitudes towards
them. For this, an autobiography is written.

M.M. Bakhtin wrote that no author can ever give all of himself and the whole of his speech creation to the full and final
will of the present or close addressees and always assumes (with greater or lesser awareness) some sort of higher authority of
reciprocal understanding that can move away in different directions. In different eras and with different worldviews, this
superior addressee and their ideally correct reciprocal understanding acquire various specific ideological expressions: God,
absolute truth, judgment of conscience, history court, science, a professional, etc. The third is not at all something metaphysical
— it is a constituent moment of the whole utterance, and can always be found in it. “Each dialogue takes place, as it were,
against the background of a reciprocal understanding of the invisibly present third standing above all participants (partners) in
the dialogue” [12]. The text as a subject takes the third position in the autobiography.

In his autobiography, the author is naive. In a certain, his own understanding of reality, he does not notice his own
participation, does not see the presence of his knowledge, emotions, values and culture in which he was brought up. Since it is
impossible to walk along the road and at the same time see yourself walking along it from a bird's-eye view. Any person can
not know any other "world", besides the one which he learns in the process of his own interpretations. Jerome Bruner (1986)
noted that in the narrative way of interpreting the world, truth relies not on the logic of arguments, but on the “lifelikeness” of
cognitive facts and, it shouldbe added, their similarity to the life we experience.

Conclusion

Autobiography is also the author's conversation with themselves. An attempt to penetrate into the darkness of one’s
consciousness (one cannot see oneself from inside) through the text. And only the aesthetic view is a holistic view of the
subject in the chronotope of life. “Narrative understanding” bears the brunt of the life context and therefore is the best means
(“medium”) for transmitting human experience and related contradictions.

The presentation of experience in the form of a story, a tale makes it possible to comprehend it in the interpersonal sphere,
since the form of the narrative, evolved in the course of cultural development, suggests a historically mediated experience of
interpersonal relationships.

A story recreates co-presence in another life. Therefore, a dialogic turn of co-being arises here, including the
understanding person in other contexts. The subsequent decentration of one's own position leads to the objectification of
experience. Everything objective is multidimensional, or, according to White, multistorial. But how is it possible to get to this
polyseries in order to stand in opposition to one's own experience? There were invented a lot of communication techniques:
from catharsis to psychodrama. A narrative that develops its functions offers a special form of organization of the experience
of understanding.
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If we take the view that the narrative constructs reality, the technology of the narrative can be defined as the dialogue of
the situation: including others, considering the positions of these others, their experiences and relating all these positions to
each other. This is what the text is created for.

Text is concentrated reality. It is a reality oriented to be understood, and therefore one should go beyond the limits of what
is directly given in sensory perception. In this functional communicative integrity, the text can be considered as a
communicative subject, an intermediary in auto-communication, in the author's conversation with the character. “The essence
of my reasoning is as follows: culturally conditioned cognitive and linguistic processes regulating the act of telling about one’s
life to oneself, acquire the ability to structure perceptual experience, organize memory, segment and endow “life events” with
purpose. In the long run, we become those autobiographical narratives by which we “speak” about our life. But due to the
above mentioned cultural conditionality, we are also becoming variants of the canonical forms existing in culture. I cannot
imagine a more important project of psychological research than a project dedicated to the “development of autobiography”,
i.e. how our way of narrating about ourselves is changing and how the created narratives begin to regulate our way of life”
[13]. Moreover, this regulation is carried out in the three spaces of textual existence: ethical, cognitive and aesthetic — through
Ethos, Logos and Aphos.

Cnucok nurepatypsl / References

1. Oxo V. «3amerkax Ha nossix “Umenu poser”». CII6. Simposium, 2003. -C.25

2. Caprp XK.II. TomHoTa. 131, «ACT», 2017. =320 c.

3. Canorosa E.E. ABrobunorpaduyueckuii HappaTUB B KOHTEKCTE KYJIBTYPHO - HCTOpHUECKOi ncuxonorun // KymsrypHo-
ucropuyeckas ncuxomnorus. 2005. Ne 2.— C. 63-74.

4. Trzebinski J. Narracyjne konstruovanie rzeczywistosci //Narracja jako sposobrosumienia swiata / Pod red. J. Trzebinski.
—Gdansk: Gdanskie Wydawnict woPsycologiczne, 2002.— S.17-43.

5. Yaiit Maiikn. OtcyrcTByromee, HO ofpasymeBaemMoe. Marepual, npeacTaBieHHbIN Ha KOH(EPEHIUH 110 HappaTHBHON
Tepamud W pabore ¢ cooOmectBamMu B Agenamne B deBpane 1999 roma. IlepeBom [apeu  Kyrysoeoi
URL:https://marrlibrus.wordpress.com/2010/03/21/ absent but implicit/(maTa oopamenus: 11.01.2015).

6. White M. Narratives of therapists’ lives. Adelaide: Dulwich Centre publications.1997. — P.3-24.

7. HoBukoB A.U. Tekct u ero cMbIciaoBble JoMUHAHTEL— M.: MHCTHTYT si3biko3Hanus PAH, 2007.— C. 143.

8. baxtun M. ABTOp 1 repoii B acTeTHYecKoi aesiteabHocTH, 1979. — C.132.

9. baxtua M. ABTOp 1 repoli B acTeTndeckoi aesirensHoctH, 1979. — C.89.

10. Karan M.C. Mup o6menust: [Ipodiema MexcyobekTHBIX oTHOmeHui. M.: [Tonmutnznar, 1988. — C.112.

11. Bpynep dxxepom. Kusnp kak Happatus//[TocTHeknaccuueckast necuxonorus Nel, Mocksa: 2005. — C. 15.

12. Baxtun M. DcreTtrka cinoBecHOro teopuectsa. M.: MckycctBo, 1979. —424 c.

13. Bpynep [xepom. XKuznb kak Happatus// IloctHeknaccuyeckas ncuxonorust Nel (2), Mocksa: 2005. ConnanbHblit
KOHCTPYKTHBHM3M U HappaTUBHBIA noxxoa. Hayano-npaktuaecknii xypnan.— C. 9-30.

Cuucok gurepatypsl Ha anrauiickom / References in English

1. Eko U. Zametkah na polyah Imeni rozy [Postscript to The Name of the Rose] . SPb. Simposium, 2003. P.25 [in
Russian]

2. Sartr ZH.P. Toshnota [Nausea]. Ed. AST, 2017. — 320 p. [in Russian]

3. Sapogova E.E. Avtobiograficheskij narrativ v kontekste kul’turno - istoricheskoj psihologii [Autobiographical narrative
in the context of cultural-historical psychology] // Cultural-historical psychology. 2005. No. 2. —P. 63-74. [in Russian]

4. Trzebinski J. Narracyjne konstruovanie rzeczywistosci //Narracja jako sposob rosumienia swiata [Narrative
konstruovanie reality // Narration as a way of blasting the world] / Ed. by J. Trzebinski. — Gdansk: Gdanskie Wydawnictwo
Psycologiczne, 2002. — P.17-43. [in Polish]

5. Uajt Majkl. Otsutstvuyushchee, no podrazumevaemoe. Material, predstavlennyj na konferencii po narrativnoj terapii i
rabote s soobshchestvami v Adelaide v fevrale 1999 goda. Perevod Dar’i Kutuzovoj [Missing but implied. Material presented
at a conference on narrative therapy and work with communities in Adelaide in February 1999. Translation of Darya
Kutuzovaya] URL.: https: //narrlibrus.wordpress.com/2010/03/21/absentbutimplicit/ (access date: 01.01.2015). [in Russian]

6. White M. Narratives of therapists ’lives.Adelaide: Dulwich Center publications.1997.— P.3-24.

7. Novikov A.l. Tekst i ego smyslovye dominanty [The text and its semantic dominants]. — M .: Institute of Linguistics,
Russian Academy of Sciences, 2007. — P. 143. [in Russian]

8. Bakhtin M. Awvtor i geroj v esteticheskoj deyatel’nosti [Author and hero in aesthetic activity], 1979. — P.132. [in
Russian]

9. Bakhtin M. Avtor i geroj v esteticheskoj deyatel’nosti [Author and hero in aesthetic activity], 1979. — P.89. [in Russian]

10. Kagan M.S. Mir obshcheniya: Problema mezhsub"ektnyh otnoshenij [Communication world: The problem of
intersubjective relations] .M.:Politizdat,1988. — P. 112. [in Russian]

11. Bruner Dzherom. ZHizn’ kak narrativ//Postneklassicheskaya psihologiya Nel [Life as a Narrative // Post-non-classical
Psychology No. 1], Moscow: 2005. P. 15. [in Russian]

12. Bakhtin M. Estetika slovesnogo tvorchestva [Aesthetics of verbal creativity]. M .: Art, 1979. — 424 p. [in Russian]

13. Bruner Dzherom. ZHizn’ kak narrativ// Postneklassicheskaya psihologiya Nel (2) [Life as a narrative // Post-non-
classical psychology Nel (2)], Moscow: 2005. Social constructivism and narrative approach. Scientific and practical journal. —
P. 9-30. [in Russian]



RUSSIAN LINGUISTIC BULLETIN 2 (18) 2019

Literature (UDC 82)

DOI: https://doi.org/10.18454/RULB.2019.18.2.5

«1TOH KUXOT» M. CEPBAHTECA U (MUIUOT» ®. JOCTOEBCKOI'O: CFOXKETHBIE IEPBEPCHUU
«BBICOKOTI'O CJIOBA»
Hayunas craTes

Hpanwok B.I1.
Enenxuii 'ocynapcrBennslil YHuBepcurer umenu M. A. Bynuna

* Koppecnonaupyroruii asrop (odinal47[at]mail.ru)

AHHOTANHSA

B crarbe na marepuane «Jlon Kuxora» M. CepBanteca u «Mauora» @. JIocTOEBCKOro MPOBOAUTCS KOMMIAPATUBHOE
HCCIICIOBAHNE CIOXKETHOW CYIBOBI «BBICOKOTO CIIOBa», €r0 aBTOPCKOTO HCIBITAHHUS HA IMPAKTUICCKYIO COCTOSTEIHFHOCTH B
XyI0KECTBEHHOHN peabHOCTH TeKcTa. B TakoM pakypce mpobieMa He (GopMyIIupoBaiach, XOTsS aHATHTUICCKOES COOTHECCHUE
[JIaBHBIX T€POEB POMAHOB, MPEXKAE BCETO, B OTEUECTBEHHOM JIMTEPATYPOBEIACHUH, UMEET CBOI UCTOPHIO, HHULIMUPOBAHHYIO
TeKCTyaJIbHbIM yKazaHueM @. JIocTOeBCKOro Ha JalibHEE JUTEPATypHOE POJICTBO PYCCKOrO KHSI35 C MCIAHCKUM HWAAIBIO.
OMmBIT OCMBICTICHUS 3aMMCTBOBAHHOTO cxocTBa JIbBa Memkuna ¢ Jlon KuxoToM yuuThIBaeTCs U OOHOBIISICTCS MPH PEIICHUN
0003HaueHHOH TpobieMbl. OH UrpaeT poib MOSCHUTEIEHOTO KOHTEKCTAa MPHU OOCYKICHHU BOIPOCOB O COACPIKATEIHHBIX U
JKAHPOBBIX MOIU(PUKANUIX «BBICOKOTO CIIOBa», €ro ajJpecaTtoB, €ro y4acTHs B CMBICIIOBOM CTPYKTYpe TEKCTa, €ro
CEMaHTHYECKUX OTHOUIEHUH C WHBIMU PEUEBHIMHU KAHPAMHU, KaK TPaJAULMOHHBIMHU, TaK U HUCTOPHUYECKH OTHOCHUTEIbHBIMU
(TocnoBHITa, OTIIOBCKOE HAMTYTCTBHE, MPOIMOBENb U Jp.). He MeHee BaXKHBIM UISI KOMITAPATHBHOTO UCCIICIOBAHUS MPOOIEMBI
SIBIISICTCS TIPEACTABICHHBIA B (pOpMAaTe JIOKATHHBIX KOMMCHTApUEB JINTEPATYPHBIA KOHTEKCT BTOporo rmraHa («[amer» V.
[Hexcnmpa, «Meptesie xymm» H. I'oroms, «O6momos» W. 'oruaposa, «Otis! u getn» M. Typrenesa, mbecst A. OcTpoBCKOroO,
«Kpacupiii mBerok» B. Tapmmna u jap.). KoMmapaTUBHEIN METON TPOYTCHUS XYMOXKECTBEHHBIX TEKCTOB HE JIHIICH
MeTa(pOpUIECKOro Xxapakrepa.
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Abstract

The paper includes a comparative study of the plot fate of "high words" on the material of M. Cervantes’ "Don Quixote"
and F. Dostoevsky’s "The Idiot". In this perspective the problem was not formulated, although the analytical correlation of the
main characters of the novels, especially in the domestic literary criticism, had its own history, initiated owing to F.
Dostoevsky’s textual indication of the long literary relationship of the Russian prince with the Spanish hidalgo. The experience
of reflection of borrowed Lev Myshkin similarities with Don Quixote is taken into account and it is updated in the decision of
the designated problem. This experience plays the role of an explanatory context for the discussion of content and genre
modifications of "high words", their recipients, their participation in the semantic structure of the text and their semantic
relations with other speech genres, both traditional and historically relative (proverb, father's farewell, sermon and etc.).
Presented in the format of the local comments literary context of the second plan ("Hamlet" of W. Shakespeare, "Dead Souls"
of N. Gogol, "Oblomov" of I. Goncharov, "Fathers and Sons" of I. Turgenev, plays of A. Ostrovsky, "Red flower" of V.
Garshin, and others) is also rather important for the comparative study of the investigated problem. Comparative method of the
reading of these literary texts is not devoid of some metaphorical nature.

Keywords: Don Quixote, M. Cervantes, The Idiot, F. Dostoevsky, "high words", the plot, the comparative analysis.

According to M. Bakhtin "it is possible a dual combination of the world to the man: inside him — as his vision, and out of
him — as his environment"! [1, 87]. The conflict between them reaches the limit in the transitional periods of history when
traditional ties between the man and the world are broken, and an aloof person appears to be in a conflict of existential choice
("what to do?"), which suggests three solutions: 1) a focus on the past 2) a focus on the future and 3) a focus on the modern
times. Each of them needs the ideological arguments, needs the substantiating word.

The first works of modern times, the word identify the problem in the transition period, was the epic novel of Cervantes'
Don Quixote. It contains two genre varieties of words — "proverb words” and "high words". "Proverb words" accumulate
collective experience, it is anonymous and reusable for frequent use mainly by a ‘adapter’, because these words equally can
justify or condemn one and the same event (not accidentally a proverb is the most frequent saying of Little Judas Golovlev —
the main character of the novel of M. Saltykov-Shchedrin "The Golovlyov Family™). In literature such type of a word become
often a form of embodiment of plot accidents that may be referred to the reception implementation of proverbs?. In Cervantes'

1
Hereinafter, the translation of the author, references to Russian publications.

2
For example, the story of many plays of Ostrovsky develops by a proverb in the title: "Stay in your own sled", "Yesterday a pauper, today a king", etc. The
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novel, for example, consistently paired episodes of governor activity of Sancho Panza and of his fall into a pit organized by the
formula "a person who soared high, would fall low"®. Also Don Quixote’s overlong goal and Sancho Panza’s earthly concerns,
determining differently oriented types of behavior of the main characters, may be summarized by a proverb "better a bird in the
hand is worth two in the bush”, which is repeatedly mentioned by many sane characters in the novel as the council addressed to
Don Quixote.

The bearer of the proverb is Sancho Panza, which is a personalized expression of the material substance of life. His rolled
in experience and in constant appeal to the world, round, as his flesh and daily bread, like a shield and the natural cycle saying
(proverb) is necessary for orientation in reality, for prediction or summarization of events that happen with him.

As for the "high words", their content is related to the universal ideal, to that living idea that cannot be neither conceptually
abstracted, nor practically executed, which is reflected in the symbolic polysemanticism of its carrier — Don Quixote — the
personification of spiritual substance of life.

In general, the relationship between "prpverb” and "high" words expressing the "earth” and the "heaven" in human
attraction correspondingly, are formed in such a way that their initial opposition replaced by mutual correction. This occurs as
the plot reeducation of Don Quixote by the "bottom™ (the episode of the mill, and others.), and of Sancho Panza by the "top"
(episode of tossing on a blanket, etc.).

"High words" expressed in the form of a sermon genre. Its main value lies in the formulation of the plot plan, though it not
always takes the corresponding exposure position in the text of the novel. The typical sermon is an announcement all over the
world about the high responsibilities and intentions that accompany each successive exit of Don Quixote of La Mancha.
Moreover, in these sermons of the character is admittedly contained genre vision of this plan associated both with the romance
and the pastoral idyll, which are so different in their plot temperament.

However, despite the inherent sermon narrative possibilities, "high words" it is the only form of presentation of Don
Quixote’s idea-plan, which after passing through a series of trials and transformations, appears to be clearly failed. The proof
of this thought will be the main subject to all the following arguments, which for the convenience will be distributed between
two likely culprits failed attempt to implement the idea of plot — "outlook™ Don Quixote and his “entourage™.

Consciousness of Don Quixote is extremely detachment in relation to regulated existence, to the generally accepted rules
of thinking and living behavior. This characteristic of the semiotic provincial naivety, qualifies as the surrounding madness,
makes personal freedom Don Quixote in voluntary reincarnations. His not grounded and accentuated consciousness* becomes
the subject of the author's research, and in this regard, a genre designation of Cervantes' novel is in anticipation of the
consequences that may arise because of the person who has lost his sense of reality, that is evidenced both by a space (Cave of
Montesinos) and temporary (The Golden age, the era of knights) disorientation of a character. Even if this consciousness is
fraught with high intent, it is dangerous for its carrier (the meeting with the Toledo merchants) and for others ("protection™ of
Andreas), and in this sense, the "Don Quixote™ novel becomes the warning not only for its contemporaries, but also for future
generations.

Let’s refer to the knightly variation of "high words."” Generally chivalrous attributes works seems only the packaging,
designed to deceive the naive reader: external, obvious subsistence of Don Quixote associated with the romance and the other,
inner side (subsistence) — with the author's most important task. Moreover, in addition to the usual opinion that Don Quixote
was a victim of the book Illusions, we will express more seems to be fair: he deliberately chooses the role of novel knight and
thus provokes others, as well as the reader, to perceive him as a madman. In the words of Don Quixote, turning to Sancho
Panza, "the smartest person of a comedy is the clown, because who wants to pass for a fool should not be foolish” [8, vol. 2,
27]. And it becomes clear only when everybody believed in his book madness due to piling up of his not reasonable actions.
We can recall many facts of false insanity of Don Quixote, but limit ourselves to some. Thus, he writes two messages at once:
the first is the one "who can neither read nor write,” [8, vol. 1, 180], the message couched in epistolary style, borrowed from
the romances ("the one who was wounded by the edge of separation... wish you, the sweetest Dulcinea del Toboso ... " [8,
vol. 1, 182]), and the other message addressed to his niece with the request to “give the bearer of this first donkey bills, my
squire Sancho Panza, three foals out of five, whom | had left in my estate ... " [8, vol. 1, 183]. In addition to this evidence of
misunderstanding by Don Quixote of the conditional character of romance stylistic conventions, we recall another fact proving
his ability to reflect on his own abnormality. He says Sancho Panza, "your mind does not seem to me much healthier than my
own one" [8, vol. 1, 183].

Thus, the diagnosis of consciousness Don Quixote as "naive"” would, in fact, the naivety; as resourceful madness allows the
possibility of achieving his goals, which are listed below.

One of the repeatedly announced and required demonstrative behavior motives is a motif of self-affirmation ("'to gain fame
and honor for yourself" [8, vol. 1, 147]). The last of the hidalgo wanted to be the first among the knights. To the announced,
but paired with a different motif on its nature motif we can refer the motif of moral self-preservation in that "upside-down"
reality, which is a constant subject of Don Quixote’s critical condemnation because of its non-compliance with the notion of
the proper existence: "About myself | can say that since | has become a knight-errant, | am brave, kind, generous, well-bred,
generous, courteous, boldness, gentle, patient and | bear like a lamb a captivity, severities, and witchcraft" [8, vol. 1, 380]°.

implementation of the proverb is related to the implementation of a metaphor or a phraseological unit. So, the metaphorical content of the phraseological
unit "sea of tears", naming one of the chapters of the book L. Carroll's "Alice in Wonderland", takes on the character of the text art avtology: "But the tears
flowed in streams, and soon around her was a huge pool of four inches depth. Water spilled on the floor and have even reached the middle of the hall "[4,
18]. The implementation of proverbs is carried out not only in verbal art, but also in painting ("Netherlands proverbs" of P. Brueghel the Elder), etc.

By the way, a similar scenario played out the incident with Chichikov, who soared in dreams and was overthrown in a roadside ditch by Selifan, which, of
course, becomes a sign of the future plot fate of Gogol’s adventurer ("Dead Souls" of N. Gogol).
4 About the hidalgo and his squire K. Leonhard writes: "Just as Don Quixote is an introverted personality type, Sancho Panza is typically extroverted
personality. He is opposite to his master in all manifestations, he sees before himself only one objective reality. That is why Sancho represents a practical
approach to things, common sense, which is opposed to Don Quixote’s isolation from the life [5, 350]
> This motif is one of the defining of plot fate of Oblomov ("Oblomov" of I. Goncharov).
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In addition to these, manifesting in knight word, Don Quixote's intentions, there is some veiled sence, conditioned by the
author's intention, which is clearly excessive as compared with the assumption of parody Cervantes genre canon of courtly
romance. However, Don Quixote recognizes this intention in himself not at once, but in the process of his sobering up from the
book illusions. This intention connected with the author’s understanding of the content of contemporary reality, of that
"environment", which was the subject of Don Quixote’s responsibility, responsibility for its transformation.

Knight Don Quixote illusion suggests that the world is inhabited by heroes and anti-heroes, that truth and falsehood are
distinguishable in their idealized excess, that evil is personified and it can be punished in an open fight, etc. The author infects
his character by this illusion in order to oppose it with the reality, which the great provincial of La Mancha saw in all
plastically completed and therefore perceived more abnormal forms.

The world appeared to Don Quixote entirely carnivalized: characters under umbrellas, loose overalls, bandages, masks,
etc.; darkness and road dust, creating a visual aberration; mummery in all forms — theater and puppet shows, drawings, etc., the
constant changing, artificial objects (wooden horse, etc.) — all these metaphorical symptoms indicate atmosphere of lies, that
poisoned, or, use a word of Don Quixote, "bewitched" himself. That is why character’s efforts directed at the uncovering,
unwrapping the world, at making it eventually manifest to itself, and thus at contributing to the enlightenment of the truth of
non-conformity to the ideal, the carrier and the preacher of which is Don Quixote, in spite of his own perceived enchantment.
Here is a sample of the likely consequences of high duties, which Don Quixote could lay ton himself: "if the naked truth
reached the ears of the rulers, the truth not dressed in clothes of flattery, we would have another times, and the past centuries in
comparison with our times would have perceived as an iron age as well as our century would have seemed to us as a golden
one" [8, vol. 2, 22]. And Don Quixote fights with this duality of the world in an adequate way — by means of his own duality®.

But it gradually becomes clear for Don Quixote that intervention in any cases of individual life is useless and even
harmful, because such cases are only the private displays of total and therefore anonymous world lies, which not only upsets all
his undertakings, but also tries to forcibly assimilate Cervantes’ character in order to announce him just a buffoon, just one of
the partners of “universal hypocrisy” (A. Gramschi). Thus, the environment of Don Quixote imposes him its own rules, though
initially their observance by the character depended only on his free choice. For example, duke couple provokes Don Quixote
and his squire to participate in a theatre action for the scenario of romance, because, as a novel character says, "the use of Don
Quixote’s sanity cannot be compared with the pleasure from his madness” [8, vol. 2, 391]. Moreover, Don Quixote uses his
own ingenious way of achieving his goals. So Samson Carrasco, disguised himself as a knight, challenges the main character to
a tournament in order to return him to La Mancha after defeating. S. Bocharov wrote about it: "The image of the world, the
novel of Don Quixote’s consciousness by the efforts of mystifies is realized, assumes the material form" [2, 101].

However, Don Quixote is not only aware of mystified attitude to himself, but he also demonstrates to others the
understanding of their intent, that is represented in a number of episodes connected with unmasking by the character of certain
events (for example, he takes actors playing the story of his own adventures, just as actors, in comparison with the opposite
episode puppet theater, which he chopped in chips). Not by chance the second book of the novel is mainly devoted to the
struggle of Don Quixote with a false representation of him and his purposes, prevailing in the public mind after reading by the
contemporaries of the first book of the novel, which, by the way, Don Quixote calls "foolish” [8, T. 2, 354] .

On the whole, summing up the preliminary results of its experience, Don Quixote tells to Sancho Panza about "a comedy,
which is the cycle of our life" [8, v. 2, 74]. Owing to this fact, firstly, the periodically appearing in the novel motif of pastoral
idyll does not receive the plot realization, the proof of which (at the end of the second book) is the imaginary realization of
Arcadia, when the main character trampled down by flock of sheep (by the way, this episode is symmetrical to the similar
episode from the first book), which, however, did not prevent him again the returning to the idea of pastoral life at the end of
the whole epopee. Secondly, many of the episodes of the novel are duplicated in order to demonstrate the plot retardation,
though, in spite of their semantic opposition, they are called to testify will come sobering hero of the novel (chivalrous)
illusion, which will end by the returning of Don Quixote in La Mancha and to himself, to Alonso Kehana, gaining him rest and
death.

The death of the main character can also be interpreted ambiguously. First, it means the plot futility of novelistic illusion,
and in this sense Don Quixote is a naive victim of history, he is a person out of place, like Oblomov ("Oblomov" of I.
Goncharov) and Prince Bolkonsky ("War and Peace" of Lev Tolstoy), for example. But this understanding of the plot
denouement does not exhaust the meaning of the Don Quixote’s death, because, secondly, it is a sign of liberation of a
character of misconceptions about him of contemporaries of the Spanish writer, to which Cervantes classifies the characters of
his own book. To explain this, let us turn to premonitory episode of Don Quixote’s returning and death. In the imaginary
Arcadia, he, of course, aware that all this is a hoax, but playing up to its organizers, thereby he responds by lies to the lies, and
his pronouncing of high speech before dressed as shepherds and shepherdesses audience obviously has the character of a
double deception. Not by chance after the remark of Sancho Panza at the end of his speech — "is there after all in the whole
world such a person, who dare to declare and swear that my lord is mad?" — Don Quixote with uncharacteristic failure to
pedagogical tact ends the servant abruptly, calling him all sorts of unflattering words, which resemble the genre style of
vilification (psogos). What it is: the suppression of attempts to protect it in a way that rather looks like an insult? an insult to
the beloved disciple, who didn’t understand the resourceful antiphrasis of his teacher — the irony in a serious wrapper? response
to the destruction by Sancho Panza the game situation for the edification of the audience? etc. Every named or undisclosed, but
probable motif is possible here. In our opinion, the reaction of Don Quixote is twofold: it is directed both to Sancho Panza,
thwarted his master to cheat the cheating, and to the audience, and the author essence of it is to neutralize the claim of social

6 About the tradition of distinguishing between "external" and "internal" in a person in relation to the novel of Cervantes S. Piskunov wrotes, "all the
troubles that occur with the "outside person", with the material objects of the world, Don Quixote attributes to the evil wizards and to the magic (we,
readers the novel, see without difficulty that soon enough all these magical functions take on friends and enemies of Don Quixote — the priest, the barber,
the housekeeper, the charming Dorothea, the bachelor Samson Carrasco, the Duke and the Duchess, and even Sancho). But the "inner person", the clever
imagination (el ingenio) of Don Quixote not only stoically resists to machinations of wizards, but carries out a reverse act: disenchants bewitched the world,
returns things to their original guises, creating the magical world in which the "wizards" have to act" [7]
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conceit and to legalize the sanity of Don Quixote, thus allow to this self-conceit to usurp the secret of his image, about which,
says the character himself’, and that, in contrast to the closed-plot spatial existence of the character, continues to live in time,
and therefore, gives rise to numerous interpretations and to the periodic repetition of its carrier in various image similarities.

In addition, this mortification of the flesh of Don Quixote is an important fact for the future reader. In the course of the
plot of the novel the behavior of the main character becomes intentionally and increasingly unpredictable. This, of course,
whenever violates the inertia of the reader’s expectations, especially in those cases when the outside hoax Don Quixote meets
by his own hoax, as was already mentioned in the episode of the "fake Arcadia" [8, vol. 2, 348]. There is, as already
mentioned, a doubling of fraud, which in the long term leads to an effect of the set opposite each other mirrors, turning reality
into "bad infinity" (Hegel) of an illusion, the reader can easy lose the initial noble intention of Don Quixote. And in order to
save his receptive life, to lead him out of the compacting context of fraud, the author kills his necessarily lying character.

But let’s return to the main subject of the conversation. Unlike "chivalrous” and "proverbs” words, only one plot was not
realized in the novel — it was "high", sublimated the ideological energy of Cervantes, author's word. Having uttered by Don
Quixote, but facing the novel contemporaries of the writer, it was exposed by this contemporaries to the same procedure of
hoax as the Don Quixote’s act, namely the usurpation by "chivalrous” word. As an example of which can serve a description
by Sancho Panza in excessive style of romance his imaginary meeting with Dulcinea — the author’s symbol of transfigured by
means of imagination rough life. But if chivalrous "cover™ of the author's words was destroyed by the contemporaries, and the
metaphor of it is repeated burning of books read by Don Quixote, the original meaning of the words of the author, on the
contrary, was replicated in the printing press [8, vol. 2, 375]. In this regard, the death of the main character and the burning of
books become typologically similar ingenious methods (through the sacrifice of their flesh) of the release of Don Quixote and
the author’s sense from the novel reader, succumbed to a total lie and had become the personified participator. So, in such a
way, finding the temporal existence, the meaning of author’s words continues to influence to a future projective reader.

In general, the experience of the story verification of "high words", held in the Cervantes novel, convinces us that any
attempt, that is not only immediate, but even vicarious, of the implementation of meaning of such words is bound to be
distorted. Therefore, only the word itself is the only possible form to preserve the sense, this word provides to this sense the
self-sufficient integrity and dignity, and therefore — the ability to influence on the reader.

This is confirmed by the results of the test scene of "high words" in F. Dostoyevsky's novel "The Idiot"®. This is the words
of the Gospel, the opposition in the work of a nihilistic, declared itself in the 60s. Nineteenth century. As a symptomatic
phenomenon of a transition, nihilistic word in the comparison with the New Testament one is anti-traditionalist in its content,
oppositional in its character and destructive in its destination. Didactic meaning of its impact on the readers consisted primarily
in the liberation of the contemporary from that, without which, in the opinion of the sixties, he could live, and in improving
that, without which he could not exist. In this regard, we can recall the biblical parable of the "prodigal son", the plot of which
is made up of two complementary but opposite in content motives — leaving home, that is a metaphor of tradition, and
returning home. In the ideological installation of nihilists provided only the first, whereas the returning of Bazarov to the
ancestral home remained without repentance®.

Dostoevsky exposes the nihilistic word to careful plot study. The most revealing in this respect is the novel "Crime and
Punishment.” In the "Idiot" it is verbalized in a farewell confession of dying Hippolytus and thanks to this it reaffirms its fable
(and historical) futility. Its content, passion and genre style as a whole have the character of invective with a typical for it
installation for its monologue right and completeness of speech statements. It dialogically focused on participation in the
ideological dispute with the New Testament word, which is metaphorical and which cannot have adequate rhetorical
explication, which is expressed in speech figuration of the Gospel and in its polyphonic structure®.

Not by chance, that the New Testament word in the novel, unlike the nihilistic one, is perceived by a reader as a "silent"
word, and it confirmed, in particular, that Dostoevsky’s novel contains less, in comparison with the "Don Quixote", preaching,
although Myshkin speaks of his ability to "teach™ [3, 51]. They only occasionally erupt, though often at the wrong
circumstances, that is why they are perceived by listeners as somewhat eccentric, and it is recognized by the prince Myshkin:
"There are such ideas, there are such high ideas, about which I should not start talking, because I shall certainly make
everybody laugh” [3, p. 283]. The "default” of New Testament word is connected with its esoteric nature and every quoting the
Gospel text by "scribes”, which include, for example, Lebedev, leads to its profane reading and, therefore, to a violation of his
living wholeness. Finally, this "default” is explainable by the fact that the "lofty words" of New Testament contain the
responsibility for its possible realization, and in this case directly associated with it verbal word can play the role of a so-called
guide, following which is fraught with opposite to "lofty words" effects (for example, with crusades). Therefore, the reader

7
"However, the time, which is the messenger of all secrets, in one day will open my secret as well" [8, vol. 1, 287]
8
About Russian Don Quixotes, in particular, of Prince Myshkin see in Bagno B.E. Roads of "Don Quixote". — Moscow: Kniga, 1988. — 448 p.

? In the context of the conversation about the "fathers and sons" appears reasonably useful the comparison of nihilistic words with the father's parting
words, which we can meet, for example, in "The Captain's Daughter" by A. Pushkin, "Taras Bulba" and "Dead Souls" by N. Gogol, "Oblomov" by I. Goncharov.
Father's word is not selected, it is like a seed that ensures the continuity of the experience, determines the algorithm of the probable behavior of the
character. And every neglect of father's precept is uniquely qualified as disobedience and even as a crime. In this sense, the father’s word is ritual and
therefore has the genre specificity; in the plot structure it is relatively detached, that is resulting in the possibility of its citation and has the exposure value.
Needing a perfect realization, his father's words, addressed to a concrete recipient, suggests in him only an executive, so its lifetime is limited to the plot
time of a text, although it sounding as a teacher tuning fork can be distributed and in “near to text” space, influencing on the other, in addition to the
character, listener, including the future one. Finally, his father's word is devoid of tension between text and subtext, it is reprimand to the end and with all
its certainty.
10 The experience of overcoming the difficulties of verbal expression of ideas will be mastered and extended in world literature, for example, in the same
way as in the Gospel, in the introduction of a number of narrators in "Noise and Fury" of W. Faulkner, "The Collector" of J. Fowles etc., and in occurrence of
scene parallelism in "Anna Karenina" of L. Tolstoy, and in the transformation of traditional images and stories of world literature, such as, in particular, in
"The Idiot".
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needs to overcome the associative "break™ between the "high" and the literal word to understand all the motivation of Prince
Myshkin’s plot actions. But let's start with the content of his "mental outlook™.

Prince’s consciousness, as Don Quixote’s one, is also aloof, and this is due to not only his original children's perception of
life'!, but also to the fact that he, as Chatsky, coming from abroad, already finds the established reality in which any story can
evolve determine the vital context of the scenario, as a preparing by Totsky and general Yepanchin story of courtship of
Nastasya Filippovna. This estrangement evinces itself in numerous acts of the prince, which are clearly violate public ritual, for
example, he sits down next to a lackey, as Don Quixote to Sancho Panza and goatherds; does not respond to the insult, and "the
one who misses a slap and will not cause a duel, according to Hippolytus, is the rascal” [3, 112], and so on. But his "typos"” in
the actions, his discrepancy between the intention and the gesture, of what he says [3, 258], and so on. are justified by the
presence in his mind the long-distance objectives, the achievement of which was his “idea-passion” and the practical
implementation of which is also perceived by others as an abnormality (for example, the distribution of money after the
receiving an inheritance).

The primary purpose of the story activity of Prince is the intention to change the Russian world by love, as it was proofed
by him in the story of Mary (Magdalene) in Switzerland, where he nurtured many utopian "searchlights" becomes a plausible
plot algorithm, according to which could happen the story of Barashkova. But, despite the dissimilarity in the character and in
the behavior of the Prince and Don Quixote with his “crusade™ from La Mancha, all further Myshkin’s efforts are futile, as
warns the hero an episode of Nastasia Filippovna’s birthday, turning at the end of the novel the day of death, scene,
typologically similar in its value with a plot protection of cowherd boy Andreas from "Don Quixote". In this regard, both
episodes correlated with ideologically prepared by Raskolnikov murder, despite all the differences in the motives that guide
these characters (besides Don Quixote and Raskolnikov draw together thanks to the fact that they both as practitioners
ideologues make "war" with the world).

But let’s return to the episode with Nastasya Filippovna. He plays the role of the starting point in plot conflict between the
"mental outlook™ of the main character and his "surroundings”, the conflict, which manifests itself in a number of spatially
localized scandals, most often occurring in public places, such as in the living room, in the garden for walks and so on., as in
the novel of Cervantes, for example, at the inn or in the castle. But this is just the demonstrative side of the conflict, the essence
of it is this. Gradually, prince Myshkin’s illusions regarding the implementation of fable programs which are laid in the Gospel
words and based on compassion for the man, weakened because of the oncoming understanding by him prince the nature of
hostile reality, capable of destroying the "human in man" (Dostoevsky), and in this context the phrase of Hippolytus — "men
are created to torment each other " [3, 328] is already perceived by a reader as a recital one. Because of this understanding the
plot plan of the prince gradually narrows, he focuses on the fate of Nastasia Filippovna, as a hidalgo — on the image of
Dulcinea. Moreover, under the influence of circumstances, his behavior like a behavior of Don Quixote becoming less
proactive and more sacrificial. This is due to the understanding of Myshkin, like the conceivability of Don Quixote, that the
resolution of individual conflicts in life, which is the only "casual” manifestation of total injustice, may not change the world,
and this truth is particularly evident in the background intercalated stories about philanthropic actions, one of which, by the
way, was done by the prince opponent — Hippolyte,

But on the other hand, Myshkin, like Don Quixote and Raskolnikov, is mistaken in the fact that the overall focused and
even personified in the unit*?, but not to intervene in a particular situation for his means to give up the campaign for the
"humiliated and insulted” and agree to Hamlet's reflection. Therefore, the self-sacrifice of "prince-Christ” (Dostoevsky) is
voluntary by its nature, as well as the death of Don Quixote, in contrast, for example, from the triggered by surrounding
Hamlet's death, and this puts Myshkin’s protest against the reality, which is by its performance doesn’t similar to the "riot of
Raskolnikov". However, the plot final of the prince is a sign of the historical doom of the representative of the traditional
world-making in the transition period, just as surely as the death of Don Quixote and Andrei Bolkonsky. Finally, we cannot
ignore the metaphysical meaning of this epilogue, consisting in the eternal "external” loss of the ideal, in this case, the Gospel
ideal, in a lawsuit with the reality that also has to do with Don Quixote.

But in addition to these built on top of each other gradations of senses of the novel epilogue, there is another meaning
associated with the content of Dostoevsky modern reality*®. On arrival in the Russian prince found himself in a world where,
according to the words of the general Yepanchin’s wife, "everything is upside down" [3, 237]. To such "upside down"
phenomena we can refer such "distortion of ideas and concepts”, about which Myshkin tells [3, 279], nihilism (Kolya: "we all
denounce” [3, 113]), the relations between people, based "on the extent and contract "(Lebedev) [3, 167], and so on. This
"upside down" world perceived as such in comparison with the gospel essence the prince, it typologically similar to that total
lie faced by Don Quixote. So, it is no accident that the truth in the novel makes its way rarely, though at the boundaries of the
familiar reality, for example, in the game between novel characters, according to which they agreed to tell each other the most
"bad" their actions [3, 120], or in the "border situation" between life and death in the confession of doomed Hippolytus [3,
232]. This explains the meaning of the plot behavior of the prince and his speeches, which consists to draw reality to the basics
of human society that preaches the Gospel word, which requires from a person simplification and becoming "like children”,

11
About him J. Ortega y Gasset says, "a wonderful child in the likeness of men" [6, 153]

12 In the mythological representation of literary characters prone to mystification the world's evil is concentrated in specific subjects or characters (for Don
Quixote it is in the mills, for Raskolnikov —in the old moneylender, for a nameless madman from the "Red Flower" by V. Garshin —in the flower-bed flowers,
etc.). And because of it they conceive and explain their own decisions and actions by the need to expose the evil, by turning it inside out to reveal to the
"nation-wide the eyes" its true essence. In this context is significant the plot behavior of Hamlet, in particular his "theatrical" evidence of his father's murder
and his played out error ("What? A rat?") at the scene of the murder of hiding behind the carpet Poloniy. But unlike the Russian fairy tales, in which
personified, for example, in Koshchei, evil is natural and conquered forever, any (even just) action of these literary characters turns out to be wrong — it is
useless or even harmful, but more importantly, it is random (none more "Poloniy" can be killed but that the world's evil will not disappear). Hence the
dilemma: either to abandon the righteous retribution, put up with the evil, or to do something to remedy it.

3 We deliberately distracted from the concrete historical signs, interspersed in the novel composition (district council, the emancipation of women,
railways, etc.).
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because "in order to attain perfection, we must first of many do not understand", as the prince says [3, 458]. This idea was
clearly in opposition to the nihilistic arrogance, and death of too late matured Hippolytus, who exclaimed one day, "we are not
children” [3, 227], became in the context of the novel the author’s warning (and not only to contemporaries) about the likely
consequences that can bring the logic of the "upside down" reality. Moreover, in contrast to the words of the nihilists, claiming
the immediate collective performance (remember the "commune" of the sixties', the Gospel word addressed to each person
individually, and based on compassion, which, according to the prince, "is the main and perhaps the only law of all mankind
being"[3, 192].

Finally, in the circumstances of "upside down" world Myshkin cannot avoid the danger of being used by surrounding
characters, for example, by general Yepanchin, to whom "God sent™ the prince in order to distract his wife’s attention from
pearls intended to Nastasya Filippovna; or by Lebedev, detected by naive shrewdness of Myshkin the thief who stole his 40
rubles, and so on. But more important is another thing. "Upside down" reality can not only adapt the prince, but to distort his
lofty thoughts, doom him to buffoonery (so general Yepanchin offers to put the prince arrived in St. Petersburg in Ivolgins’
house, where Ferdyshchenko lived, who was according the very general, "a greasy clown"; and so Aglaia "for hours on end ...
got laughed at prince and drew him almost in a jester” [3, 430], etc.). That is why Myshkin has a desire to disappear, "leave it
all here and to go back where I came from, somewhere far away in the wilderness"”, but otherwise he "would certainly be lured
into this world forever, and this world become his fate” [3, 256]. This is so steady in many works of world literature, in
particular in the "Cossacks", "Father Sergius", "Living Corpse™ and others of Lev Tolstoy, in "Oblomov" by I. Goncharov, the
motif of disappearance, of course, becomes typologically similar with the motif of pastoral Arcadia in "Don Quixote” — it also
appears in understanding by the heroes of the futility of their altruistic intentions and of the need for their own moral self-
preservation. And in this sense, the sacrificial denouement of the novel looks like a preservative for protection the ideal from
the encroachments of surrounding reality. It has the receptive meaning as well. As is known, the denouement exhausts the plot
story of a hero, and thereby temporarily neutralizes the conflict between the "outlook” and the "environment"”, which in this
case belongs to the repetitive and therefore eternally relevant conflicts. But the plot of the novel is narrower that the prince’s
plans, and therefore, returning him to the initial situation of "disease"”, Dostoevsky, like Cervantes who killed his hero, thereby
keeps for the reader these alive and relevant plans, makes them their heritage. And the assurance of the possible
implementation of the Gospel word in the future is the fact that in many of the characters of the novel (Ghana lvolgin, Aglaia,
general Yepanchin’s wife, Keller, even Hippolytus), as the prince discovered, there was something of a child.

Thus, of all the relevant in both novels speech genres it is just the "high words" doomed to plot inconsistency, and the only
genre form of translation of their meaning remains a sermon, which is addressed not so much to modern but to prospective
reader that provides a periodic capacity of its diachronic probations.
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AHHOTANHUSA

AJUTIO3MsI TIpEICTABISICT COOOH CTHIMCTUYCCKYIO (DUTYpY, KOTOpask COACPKUT B ceOe HaMEK FUIH YKa3aHUE Ha KaKoe-JIH00
coObITHE, (PAKT, UCTOPUUECKOE JIUIIO, Tpou3BeacHNEe U T.1. Kak u mo0bIe Ipyrue 3JIeMEHTHI CTHIIS, aJUTFO3UH OYCHb TPYIHO
MTOJAFOTCS TIEPEBOAY W 3aYacTy0O OTHOCSTCS K YHCIY HENEepPeBOJUMOM JEeKCHKH. UTOOBI TepenaTh WX CMBICIOBOC U
ACTETUYECKOE COACPKAHUE MEPEBOMUMK BBIHYXKICH HCIONB30BATh PA3IMYHOTO Poja MpeoOpa3oBaHUs, CTPEMSICh COXPAHWUTH
P 3TOM CTHIINCTHICCKHE OCOOCHHOCTH OpHUruHama. Jl[aHHas cTaThs MOCBSAIICHA aHATN3Y aJUTIO3HA, UCTIONB3YEMBIX B POMaHE
Jxonarana Cadpana Doepa «IlomHas WUTFOMAHAIMS), W UX TIEPEBOAY Ha PYCCKUH s3bIK. L[enb paboThl COCTOUT B TOM, YTOOBI
OIIPE/ICNIUTh, KAKUMH IEPEBOMICCKIMH TMpPUEMaMH IOJB3YETCS TEPEBOIYMK, YTOOBI MEPEAaTh CMBICH U CTHIMCTHYCCKHE
0COOCHHOCTH aJUTIO3HA, BBISBIICHHBIX B TEKCTE IMPOU3BEACHUS.
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Abstract

Allusion is defined as a stylistic device that is used to make reference to an event, fact, historical figure, or an artistic work.
Like any element of style, allusions can sometimes be categorized as non-translatable phrases, and a translator has to use
different techniques to convey their meaning and stylistic properties without compromising the characteristic features of a
work. This article presents a close analysis of the allusions used in Jonathan Safran Foer’s novel “Everything Is Illuminated”
and their translation into Russian. The aim of this work is to show what strategies the translator adopts to convey the meaning
and stylistic properties of the allusions found in the text.

Keywords: literary translation, literature, allusion, Bible.

Introduction

Literary translation has always been one of the most challenging and sophisticated instances of human creativity. Not only
does it require an accurate rendition of the original text, but also aims at preserving its stylistic and esthetic particularities.
Literature as a written tradition has been evolving for centuries and has taken different shapes depending on the social, political
and cultural flows that dominated in the society at a given time. By using particular techniques and stylistic devices each writer
created his/her own distinct work that stood out from the rest. However, as Aristotle had earlier claimed, all works, no matter
how unique and individualistic they are, strive to imitate the real world (mimesis) [8, P.49]. This idea became one of the most
fundamental principles of the Renaissance and was later redefined in the 20th century. Mikhail Bakhtin, the Russian
philosopher and literary critic, played a huge role in seeing the concept of mimesis in a new light. Based on his studies of F.M.
Dostoevsky’s novels, he pointed out that any novel is polyphonic by nature and besides the voice of the author there are a lot of
other voices that exist in a dialogic relationship with each other [2, P. 41]. The same idea is true for writers who in the creation
process establish ties with the authors of the preceding eras. Thanks to this theory, in 1960s another prominent figure of the
20th century literary criticism Julia Kristeva coined a term intertextuality, which signified that all the texts, whether explicitly
or implicitly, make references to each other [1, P. 71]. Intertextual relationships between the works can manifest themselves in
a variety of ways: in the form of reminiscences, direct quotations, allusion (indirect citation) and so on. Allusions became
especially popular with the authors of the modernity and later became one of the most prominent features of the postmodern
era. However, despite being the hallmark of high creativity and author’s genius, these literary devices often come as a
challenge for both readers and translators as they can be very difficult to spot. That usually happens when an author and a
potential reader come from two different backgrounds. As it’s a translator who usually builds the bridge between the two alien
cultures, vast knowledge of society’s cultural and linguistic particularities becomes essential. Nevertheless, the translator
sometimes has to introduce some changes in the translated text to appeal to the interests and values of the recipient culture.
This requires a lot of effort and a great deal of creative sensitivity, as it is crucial to preserve the distinctive features of an
original text. In this article we are going to see how the translator Vasiliy Arkanov managed to translate allusions from English
into Russian used by the postmodern author Jonathan Safran Foer in his novel “Everything Is llluminated” as one of the
reflections of his individual style.

Method
The methodology of the research is based on the contextual and comparative analysis of the original and translated text. At
the core of the analysis lies translation shifts theory proposed by V.N. Komissarov. The following theory is viewed as the most
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relevant for that kind of research, as it helps classify the translation techniques that are used by the translator V.A. Arkanov in
the process. They include:

Lexical shifts:

- transcription and transliteration;

- loan translation;

- lexical and semantic shifts (substantiation, generalization, modulation).

Grammatical shifts:

- word-based translation;

- sentence fragmentation u unification of its components;

- grammatical shifts.

Complex shifts:

- antonymous translation;

- descriptive translation;

- compensation. [9, P. 173]

Discussion

Jonathan Safran Foer is a postmodern writer who belongs to the third generation of Jews after World War 11. He was born
on February 21, 1977 in Washington DC in a Jewish family. His grandfather, whom Foer never met, was a survivor of the
Holocaust. The future writer graduated from Princeton and had tried a lot of professions afterwards. He also visited Ukraine to
familiarize himself with his ancestors’ background. This journey laid the foundations for his novel “Everything Is llluminated”
which was published in 2002. The story tells about Jonathan S. Foer (both the author and the hero) who sets out on a trip to
Ukraine to look for a woman who saved his father from the Nazi. Upon arrival he meets Alex Petrov who together with his
grandfather guides the hero to the forsaken shtetl. The novel has an intricate structure and is divided into parts where events
unfold in thee different time frames. The first one takes place at present and is written in the form of letters, which Alex directs
to Jonathan. In them the protagonist shares his thoughts and feelings about his life experiences. The second part presents a
story told by Alex about the quest for a woman, who saved Jonathan’s grandfather, and the destroyed shtetl Trachimbrod. The
third part features the chapters of the novel written by Jonathan where he tells a story of his family and shtetl life starting from
1791 until 1942. Interestingly though, the first two parts present the real accounts of protagonists’ experiences while the third
one is written in the style of magic realism where fantasy and reality intertwine. That makes it difficult to understand whether
the depicted events ever took place in the real life. Besides that, this part of the novel is characterized by the abundance of
stylistic figures. Allusions that are the main focus of this article are among them.

Allusions are defined as a figure of speech used by an author to make a covert reference to the fact, historic event, creative
work, etc. They may serve different purposes and can be used as a parody or irony, tribute or accolade for the previous
generations. Almost all allusions are implicit references, but an author may decide to make them more obvious by marking
them in italics or bold letters. That was done in the novel “Everything Is Illuminated.” Generally, allusions may refer to anyone
or anything, but it’s very common for English-speaking authors to allude to Biblical parables and myths that the Russian reader
can be unfamiliar with due to a more profound secularization of the society. In “Everything Is llluminated” there are a lot of
references to the Bible, but some of these derivations are intentionally rendered and perverted. Let’s have a closer look at some
of them and see what the translator did to translate them from English into Russian. Example Nel:

She was composing a new list of commandments, | OHa cocraBisia HOBBI CHHCOK 3amoBeieit —

commandments they could share, that would govern a
life together, and not apart. Do not have any other loves
before me in your heart. Do not take my name in vain.
Do not kill me. Observe me, and keep me holy [12, P.
233].

3aroBe/Iei, KOTopble OBl OHU Pa3/elisuln, KOTOpBIE BElIN
OBl UX T10 )KU3HU BMECTE, a He Bpo3b. J[a He OymeT WHOM
J00BHU B cep/ue TBOEM, KpoMe Kak kKo MHe. He momuHaii
nMeHu moero Bcye. He youit mens. Cienyit 3a MHOH |
MOYUTAN CBATHIHEH.

In this example the author alludes to the myth about the Ten Commandments. He mentions the First, the Third, the Forth
and the Sixth Commandments:

Exodus 20:1-17
Thou shalt have no other gods before me.

Hcx. 20:2-17

S Tocniogs, bor TBOI ..
0OroB NpeJt JINIIOM MOUM.
He npounsznocu nmenn I'ocriona, Bora TBoero, HanpacHo;
n6o locrogs He ocraBuT 0€3 HakKa3aHUs TOTO, KTO
nponsHocut umst Ero HampacHo.

ITomum neHp cy600THHH, YTOOBI CBSITUTH €T0.

He yOusaii.

. Ia He Oyner y Te0s Apyrux

Thou shalt not take the name of the Lord thy God in
vain.

Remember the sabbath day, to keep it holy.
Thou shalt not kill.

With the help of extralinguistic knowledge the translator could spot the allusion in the text despite some minor changes
incorporated by the author. The analysis shows that imperative mood in a now considered largely archaic “Thou shalt”
disappeared from the novel’s text, and a more common form “do not do” was used instead. While translating the First
Commandment the translator used lexical substitution of the biblical phrase “npen nmumom moum™ with another, more colloquial
form “xpome kxak ko MHe.” The archaic words “Bcye” m “yOmii” appeared in the translation of the Third and the Sixth
Commandments. The quote from the Forth Commandment, which goes “mounraii csiTeIHEH,” became a semantic borrowing of
the English phrase “keep me holy.” Thus, despite the minor changes introduced by Foer, the translator could convey the
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meaning of the allusions and with the help of archaic words gave the text more expression and solemnity. Thanks to it, the
translation became even more stylistically expressive than the original. Example No2:

But much to his surprise, it was Cain who was caned, | Ho k HemanoMy ero M3yMJICHHIO KaMHH TIOJICTEIU B
Cain who was cursed to labor the earth, Cain who was | Kauna, u Ha Be4HOE CKHTaHbE MO 3eMJie OOpEUYCH ObLI
forced to wear that terrible mark, Cain who, for all of his | Kaun, u yxachas srta nedars jgocranace emy, Kawuny,
sad and witty verse, could get laid every night, but didn’t | kotopblii Gnaromaps meYaJbHOH MYAPOCTH CBOUX
know anyone who had read a page of his magnum opus | ctuxoB 6e3 Tpyaa MOr CHATb ceGe MOAPYKKY Ha HOYb,
[12, P. 206]. HO TaK W HE BCTPETHJ HHUKOrO, KTO CaMOCTOSATEIBHO
npoynTtan Obl XOTS OBl CTPOYKY M3 €ro OECLeHHOro
omnyca [10, P. 266].

In this example the author makes reference to the biblical myth about Cain and Abel. The first part of the sentence “but
much to his surprise” was translated with the help of antonymous translation as “k Hemanomy ero n3ymienuo.” The translator
also changed the passive voice construction “Cain who was caned” into the active voice “kamau monerenu B Kawna.” It is
largely due to the fact that in Russian active voice is much more common than the passive. The translated fragment was also
characterized by the inverse word-order

“U Ha Be4yHOE CKUTaHbe Mo 3emiie oopedeH Obu1 Kaun”. Inversion is a stylistic device that is used for emphatic purposes
and puts a “bookish” spin on the context where it is used [8, P. 225]. Some changes were also introduced on the lexical level.
For example, the expression “witty verse”(literary “octpoymHsle Bupmm™) was replaced with the noun “mynpocts.” Another
phrase “get laid,” which is categorized as a slang term and considered to be vulgar and profane, was substituted by a colloquial
but less slangy expression “cHsATh moapyxky Ha Houb.” The noun «magnus opus» (trans.“Benukas pabora”) was translate as
“Oecuennblii omyc.” Opus stands for any scientific or literary work, essay, etc. According to Macmillan dictionary, this
expression is sometimes used as an irony and has a mark “humorous”. In the last part of the sentence the verb “know” was
replaced by the functional analogue “Bcrpedathes”, and a sentence in a conjunctive mood “He BCTpeTHI HHKOro, KTO
mpounTan Obl...” substituted the same fragment in the Past Perfect tense ““...who had read a page of his magnum opus.”
Example Ne3:

The burning bush must not be consumed [12, P. 201]. [MpubGeratp K  TOMONIM  HEONAIUMOH  KYIHHBI
KaTeropuiecku Bocnpemaercs [10, P. 256].

In this example the author tells about the burning bush that wasn’t consumed by the fire. According to the biblical
narrative, God appeared before the Moses in the flames of fire and commanded him to free the Israelites by leading them out of
Egypt. However, this image is absent in the translation and replaced by the more familiar for the Russian-speaking society
figure of Virgin Mary Icon “Unburnt Bush” (“Neopalimaya Kupina”). Hence, «npuberats K MOMOIM HEONAIAMOW KYITHHBD»
means ask for Virgin Mary’s assistance and help. Judging from this example, it can be inferred that in some cases a translator
has to sacrifice the image portrayed by the author and replace it with the more familiar and comprehensible for the recipient
culture.

Results

The overall analysis shows that the translator succeeded in identifying the origins of the citations, as the majority of them
allude to the well-known biblical parables and legends. Moreover, some of them were marked in bold or italics, which made
their recognition even easier. Nevertheless, as the above examples show, the author rewrote some of the derivations as he saw
fit. It might have been done intentionally to show his skepticism towards the society that distanced itself from the traditions.
The analysis also showed that to translate the allusions the translator most often used syntactical and grammatical substitutions.
However, in some cases he had to replace the image created by the author and substitute it with the one that is more familiar to
the Russian-speaking readers. Besides that, stylistically marked lexical items were widely used during the translation process,
which helped make the translated text even more emotional and expressive.

Conclusion

The allusions have been widely used for centuries but became the hallmarks of the whole literary era only in the 20th
century. Many modern and postmodern authors have used them for different purposes such as giving accolade to their
ancestors, creating ironic effect, and so on. Being the bearers of stylistic and expressive features they can present a lot of
difficulties for the translators. Hence, their successful translation largely depends on the translator’s linguistic and creative
skills. Besides that, broad-based knowledge plays a key role in identifying allusions within the context, since they usually
make reference to well-known pieces of work such as Bible. When the translator pinpoints an allusion he/she can start the
process of its rendition. If the allusion is recognizable, the changes mostly take place on grammatical and syntactic levels. That
stems from the fact that all the languages have different grammatical rules of sentence construction that have to be complied
with. However, if the translator fails to translate a stylistically significant fragment due to profound cultural differences
between the source and the target language, he/she can make up for the loses by using figures of speech or connotative words
which have the similar emotional effect as the original ones.
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CMEX0BO€ CIIOBO SIBIISICTCS Ba)KHEHINIEM BIIEMEHTOM OOIIEH TeOpHH HapOTHON CMEXOBOMU KYIBTYPHI, pa3padaThIBaBIICHCS
M. M. baxtuneim Ha npoTspkeHnd 1930-1960-x rr. Teopust cMEeXOBOTO CIIOBa HE MONYYHIA 3aBEPUICHHONH (OPMBI, TIOITOMY
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Abstract

The comic word is a crucial element of the general theory of culture of popular laughter devised by M. Bakhtin in the
1930-1960s. The comic word theory does not have a complete form, and therefore requires a more detailed de-scription and
further reconstruction. The article examines the process of the theory formation in the context of the evolution of Bakhtin’s
literary interests based on the methods of modern academic literary studies, identifies the main characteristics and attempts
aimed at reconstructing the theory of the comic word.

Keywords: M. Bakhtin, theory of the comic word, comic discourse, culture of folk humour, word-utterance.

Introduction

Laughter and comic culture is a critical part of M. Bakhtin’s heritage. The correlation of the concepts within the “laughter
perspective” enables the clarification of specific definitions and deepens the understanding of the critical components of the
scientist’s heritage as a whole. Bakhtin builds the story of laughter, describes the system of comic genres, and creates the
concept of the comic word, which originates and develops within the problem field of “literary laughter.” In the scientific
space of M. Bakhtin’s works, the concept of the “comic word” refers to the ideas with a clear, incomplete meaning. It is not by
chance that in his sketch “On the Issues of Self-Consciousness and Self-Esteem...” he speaks of “the conditionality and
limitations of any term” [7, P.79]. This approach largely explains the degree of freedom with which Bakhtin unfolds the
meaning of the comic word. The theory of the comic word does not have a complete form, [11], [19], and therefore, requires a
more detailed description and further reconstruction.

The publication of M. Bakhtin’s “Collected Writings” in the mid-1990s-early 2010s opened up new opportunities for the
researchers to study various aspects of his scientific heritage [1], [17]. Textual, commentary and research work presented in the
“Collected Writings” enables both the correction and supplementation of the observations previously made and the use of new
concepts in the course of describing the phenomena of culture and literature.

Methods

The problem presented in the article is interdisciplinary and requires the combination of traditional methods of academic
literature and the use of tools and techniques, enabling an integrated approach. Thus, the study is built on the combination of
comparative historical, biographical, socio-cultural methods and elements of historical and humanitarian research along with
the technique of content analysis, the method of continuous sampling, and corpus linguistics. Only this methodological
approach enables presenting the phenomenon of the comic word in a more comprehensive way not only as a cultural,
philosophical, artistic and aesthetic phenomenon but also as a theoretical construct consistently unfolding in the scientific work
of Bakhtin in the 1920s-early 1970s.

Discussion

“The plot on laughter” is conceived rather early by Bakhtin, it happens during his stay in pre-revolutionary Petrograd [7,
P.419] when the Bakhtin circle [23] was formed, but remained secondary. In his early works, the theory of the verbal phrasing
of laughter has not yet been outlined, though Bakhtin paid serious attention to the connection between the ethical and the
comic while building up his moral philosophy, in particular, in the fragments entitled “Toward the Philosophy of the Act.” We
emphasize that the process of “self-exclusion” (as an integral part of “outside being,” essential concept of Bakhtin’s early
philosophy) is mainly described through the examples from the literature that are accompanied by philosophical, historical and
literary-theoretical analysis [2, P.81-83].
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A detailed interpretation of the comic word is prepared through the analysis of the whole range of phenomena of language,
literature, and culture (laughter, multilingualism, dialogical contradiction, parody, grass-roots genres, theatrical and areal
chronotope, etc.).

In the 1920s, the issues of laughter and the comic are implicitly present manifesting themselves in the phrasing and
characteristics consistent with the terminology of the next decades, as N. Nikolayev notes [21, P. 807]. Let us note that at the
same time, in the “Author and Hero in Aesthetic Activity” (1920-1924), a circle of concepts is created, which are in their
essence, close to Bakhtin’s “laughter terminology” of the 1930s (anticipating it to some extent). Thus, the scientist uses the
concepts of “irony,” “humourizing,” “satirizing,” “satirical task,” “ridicule by being”; considers the background as the
“revelation” or “disclosure” of the hero, describes the position that allows the author to “imitate man and life” [2, P. 259].

In “Problems of Dostoevsky’s Art” (1929), Bakhtin approaches the description of the mechanisms of laughter
verbalization. The emphasis on the word of the author, on the speaking character and his two-voiced word, are focused around
the problem of laughter. Initially, laughter is described together with other non-verbal markers of the presence of a second
voice in a word, and also as a behavioral manifestation of a hero fixing “the result of a breakdown, interference of two voices
in one voice, two replicas — in one replica” [3, P. 165]. In the typology presented in the book on Dostoevsky’s poetics and
examples of specific analysis of the word of heroes (Devushkin’s “verbal minds,” teasing “parody-exaggerating” style of the
“The Double,” the “addressing word” of a person from the underground, Myshkin’s “heartfelt word” “word with a loophole”
by Golyadkin, Nastasya Filippovna, Ippolit) particular attention is paid to “the word with a loophole.” On the one hand, the
scientist notes the characteristic feature of the Dostoevsky’s method — the “incompleteness” of the hero, which is manifested in
the word, on the other — Bakhtin emphasizes the mechanism of the emergence of the two-voiced word, including the comic
word. The characteristic given to this phenomenon is close to the future definition of carnivalization of consciousness and a
word with one fundamental difference — in “Problems of Dostoevsky’s Art” it refers to individual consciousness [3, P. 133-
134]. The type of “words with a loophole” as a description of the words of Golyadkin, Nastasya Filippovna, and Ippolit
“prepares” the ideas of the carnivalesque source of the novelistic word of Dostoevsky and eccentricity as signs of
carnivalesque literature. Bakhtin problematizes the issue of the parodic word and its role in achieving a specific dialogism of
the novelistic word, entering into polemics with the understanding of the parody characteristic of the Russian formal school, in
particular with Yu.Tynyanov and V.Vinogradov [12], [13], [24].

No doubt that his early works testify to the interest in the discourse of laughter and its consistent problematization when
considering someone else’s word, narrative word, parody word, designating such parody features as multidirectional and
multilevel statements. It can be said that in the 1920s the scientist “shaped” the concept, his idea of the comic word “ripened”
and will be later presented in the 1930-1940s in a relatively complete form.

Avrticulation of problematic contexts that will be relevant for the understanding of the specifics of the comic word can be
found in the works of the 1930s, particularly in “Word in the Novel” (first half of the 30s) and “Forms of Time and Chronotope
in the Novel” (1937- 1939). “Word in the Novel” outlines the future concept of the comic word, its pages are devoted to the
issues of the philosophy of the word-utterance (“the phenomenon of internal dialogue” [4, P. 37]), the philosophy of the word
in the novel (a novelistic word as a hybrid construct), sociology (formation of literary-linguistic consciousness). Bakhtin
emphasizes, “We consider language not as a system of abstract grammatical categories, but as an ideologically-filled language,
a language as a world view, and even as a concrete opinion providing maximum mutual understanding in all spheres of
ideological life” [4, P. 24] [Singled out by M. Bakhtin. — S.D., V.K.]. In his study on the chronotope, Bakhtin further unfolds
this idea, “We treat laughter, not as a biological and psycho-physiological act, but laughter in its objectified socio-historical
cultural existence, primarily in verbal expression. The comic word manifests itself in diverse phenomena not yet subjected to a
sufficiently deep, historical, and systematic study” [4, P. 483].

Distinguishing a word in poetry and a word in the novel, the scholar, highlights such possibilities of the author of the story
as emphasizing the word (in a humorous, ironic way or as parody) creating a “speech thing,” using the stratification of the
language to orchestrate the “author’s intentional theme.” As a separate turn in the consideration of the problem, a comic novel
and a unique comic style based on the common language stratification, as well as related phenomena of hybrid design and
pseudo-objective motivation, can be singled out [4, P. 61].

The philosophy of the word of Rabelais becomes the subject of Bakhtin’s attention in the early 1930s, when in his “Word
in the Novel” he begins to talk about its expression in “the practice of verbal style” [4, P. 63]. The thought of the scientist
about the connection of the birth of the novel varieties with the “parodic destruction of alien romance worlds” of Cervantes,
Rabelais and others [4, P. 63] is quite characteristic. At the heart of the novel, according to M. Bakhtin, there are words
“mimicking someone else’s words in humorous works and serious transfer in various areas of culture and ideology.” It is here
that both lines are formed (comic and serious), intersecting and converging “in the novel image of the language and the person
speaking” [4, P. 106]. The “Word in the Novel” contains one of the first uses of the notion of “laughter.” It is known from the
comment to the text that this fragment was included later when editing it (See the text history of the book [4, P. 727-728]): “on
the margins” of the work, the scientist derives the idea of a dialogical convergence of the laughable and serious in the
novelistic word and the need to take ambivalence into account.

Considering the genre varieties of grassroots diversity, the scientist identifies the lack of “adequate theoretical awareness
and presentation,” characteristic of the novels by Cervantes, Rabelais, Fielding, Stern, and others, *“a specific feeling of the
language and word” “finding expression in pasticcio, in narration, in various forms of verbal disguise, “indirect speaking” and
in more complex artistic forms of organizing the diversity of words” [4, P. 28]. Focusing on the stylistic issues of the novel and
various aspects of the novel genre as a whole, Bakhtin emphatically divides the “top” and the “bottom” of the national
language: “recognized literary language” — “dialogized contradiction.” In this confrontation, we also see the first approach to
the phenomenon of the comic word as a particular phenomenon in the space of the comic culture. Among its manifestations,
there are “jesting contradiction,” “imitation of all “languages” and “live game with “languages,” their “parody” and “polemical
accentuation against the official languages of modernity” [4, P. 26-27].
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Bakhtin directly linked the dialogic controversy with the figures of the knave, the jester and the fool, which generated the
comic discourse. Returning to the figures of the areal in a separate chapter of his work “Forms of Time and Chronotope in the
Novel,” Bakhtin concluded that they were important in literature. They, the scientist emphasized, “bring with them into
literature” “a very significant connection with theatrical stages, with a spectacular arena mask” [4, P. 411]. These figures,
giving rise to a particular type of the comic discourse, which can be defined precisely as a “comic word,” have an impact on
the genre of the novel itself, and the formation of the author’s unique position. Remarkably, Bakhtin changes the trope of the
literary space connecting it with the space of the square, the literary chronotope with the theatrical and similar genre synthesis.
It suggests that for M. Bakhtin the comic word exists not only within a literary text, but also gives rise to extra-literary laughter
situations and, in turn, is itself very often a result of them, i.e., possesses the necessary ambivalence.

In the same work, “Forms of Time and Chronotope in the Novel,” M. Bakhtin named various forms of the genre existence
of the comic word: numerous ironic and parody “forms of indirect speaking” arise next to tropes, and accordingly “the whole
language can be used in the improper meaning.” “In all these phenomena,” emphasized the scientist, “the very point of view
contained in the word, the modality of the language and the attitude of the language to the subject and the attitude of the
language to the speaker undergo the process of rethinking [4, P. 483-484]. [Singled out by M.Bakhtin. — S.D., V.K.]. With all
the “metalinguistic” nature of this approach, the author very clearly states the final result of this process: “All the listed
features of the said forms of expressing laughter in a word create special strength and ability to de-husk an object from the
false verbal and ideological shells that envelop it” [4, P. 483-484].

In general, interest to the comic discourse in its literary and extra-literary forms determines the nature of M. Bakhtin’s
scientific research throughout this period, and verbal forms of the comic remain at the centre of the scientist’s observations. In
the entire history of verbal creativity, according to Bakhtin, “there was not a single, strict direct genre, there was not a single
type of direct word — artistic, rhetorical, philosophical, religious, everyday — they would not have received their parody-
travesty double, comic-ironic contre-partie. Moreover, these parody doubles and laughter reflections of a direct word were in
some cases as consecrated by tradition and as canonical as their high types” [4, P. 524].

The research of the forms of the verbal expression of laughter conducted by Bakhtin when studying Rabelais is the
research of his festive forms and images, the carnival word and its influence on the style of great literature. Let us dwell on the
characteristics of the festive chronotope, which gives rise to individual types of comic words — areal words and festive words.
Associated with a particular territory and with a particular time (festive/fairground; feast/banquet), these types of words convey
liberty and freedom of speech, which are characteristic of the people’s festive laughter and carnival word. Just as the
atmosphere of a free and funny game fills the festive area, where the high and low, the sacred and the profane equalize their
rights and are involved in one friendly verbal dance” [6, P. 175], the same way conversations around the table easily mix the
profane with the sacred, the high with the low, the spiritual with the material” [5, P. 279].

The aerial and festive word, the scientist emphasizes, unfolds “the unofficial aspect of the world — unofficial both in its
tone (laughter) and in its content (material and physical bottom) [6, P. 212] [Singled out by M. Bakhtin. — S.D., V.K.]. He is
convinced that “free familiar and areal communication” [6, P.168] and “table libertinism” [5, P. 292], [6, P. 318] play a crucial
role in the history of literature and the history of materialistic thought [6, P. 292]. The scientist considers carnival laughter as
the basis of all later forms of the comic. This laughter, he emphasizes, cleanses the seriousness of dogmatism, wrong
homogeneity and other manifestations of obscurantist consciousness. Detailing characteristics are confirmed by a wide range
of phenomena of literature and culture.

The problem of the relations between the comic word, satire, and comic on the whole forms a separate scientific story. Let
us recall that at the end of October 1940, the editorial staff of the Literary Encyclopedia contacted M. Bakhtin and asked him to
write an article on satire [7, P. 404-406]. The previously prepared article by S. Nels was rejected by the editors [18]. B.
Mikhailovsky, who entered into correspondence with Bakhtin, outlined the publication’s parameters for the article (defining
the phenomenon and reviewing the main stages of its development, highlighting the works of the Russian and Soviet satire).
The item was not completed; however, the essay on the evolution of satire from this article is one of the versions of the theory
and history of the comic word considered in the context of the popular culture of laughter. The idea of “ridicule” was the
unifying idea treated as the key to express the author’s distinctive attitude to the reality they describe. At the same time, the
understanding of “ridicule” in satire goes back to the general philosophical understanding of laughter by M. Bakhtin, “the
negation of the old is inextricably merged here with the assertion of the new and the better” [7, P. 16], while its ambivalent
character is the defining feature of satire, which is explained by the folklore core of the genre and its focus on modernity [7, P.
15, 20].

Constructing the history of satire “as a special attitude of the creative to reality,” Bakhtin singled out several positions that
are fundamental to the concept of the comic word. First of all, this is the potential of satire to update the genre. Secondly, this
is its role in “refreshing” literary languages and creating a novel, thirdly, — the connection of satire with parody and updating
time [7, P. 16]. It should be pointed out that all the most important contexts for understanding the comic word are actualized in
this essay and described as a system, that is, ideas that outlined in the works and materials of the 1920s and 1930s are
summarized. This is continued in the concise formulation of the understanding of the comic word role in the artistic text, as
exemplified by the work “Towards the Issues of the Theory of the Novel. The problem of Dialogue, Writing and
Autobiography” (beginning of 1941) [4, P. 557-607].

As for the term “comic word,” judging by the archive materials published to date, it first appeared in 1940 in the first
edition of the book about Rabelais (“Francois Rabelais in the History of Realism”) and remained till 1970 (“Rabelais and
Gogol (Art of the Word and Folk Laughter Culture)”). By the end of the 1930s- the beginning of the 1940s, primarily in
connection with the work on the manuscript about Rabelais, Bakhtin outlined his understanding of the comic word as a
particular type of the comic discourse. The first characteristic of the comic word is connected with the phenomenon of
multilingualism and the intersection of cultures: analyzing the statements made by A. Dietrich in the book “Pulcinella,”
Bakhtin summarized, “... specific and extremely free comic word of Sicily and Southern Italy, similar word of Attelan and
finally similar jester word of Pulcinella arose on the border of languages and cultures, not only directly adjoined, but
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intertwined in a certain sense” [5, P. 495-496]. He emphasized that the comic word is a verbal construction of an “open type,”
much broader than individual forms of the same “parody word” explicitly saying, “Our term of “parody-travesty word”
definitely does not express the whole wealth of types, variations and shades of the comic word” [5, P. 529]. Bakhtin developed
this idea in his work “On the Issues of the Theory of the Novel. The problem of Dialogue, Writing and Autobiography”
(beginning 0f1941) and outlined his understanding of the role of the comic word in a work of art, “The phenomenon of the
word, combined with laughter, has not yet been thoroughly studied. Meanwhile, the nature of a funny comic word is deeply
peculiar: in a special way it applies both to its author (the speaker) and its subject; it has a special sense of the context; its
special relation to a common language and speech norms. It breaks the shackles of the deep and impersonal linguistic
worldview” [4, P. 571].

It should be noted that chronologically, the fragment appeared after the article on “Satire” prepared by the scholar for the
Literary Encyclopedia. Thus, after the history and theory of satire presented in the article, Bakhtin approached a more distinct
outline of those problem points in the study of the comic word, which will help unfold and clarify the author’s (speaker’s)
boundaries, subject boundaries, explain semantic saturation of contexts, and deepen the perspective of the image. At the same
time, this concisely formulated understanding determines the vectors the study of the comic word can move along.

The concept of the comic word acquires special significance on the final pages of the manuscript about Rabelais in the
famous scientific article “Rabelais and Gogol.” The researcher’s reference to the material of the Russian literature is
methodologically significant here, and this scientific turn was actively rejected by some critics of Bakhtin of the second half of
the 1940s-the beginning of the 1970s [9]. Returning to the idea on the enlightening significance of Rabelais, that has already
been mentioned, Bakhtin outlines the sources of Gogol’s laughter and particular laughter tradition that has arisen due to the
writer in the local literature, “Despite all the differences between Gogol and Rabelais <...> they are very close in the most
essential. They are both related to folk, festive, and gothic laughter.” [5, P. 505].

In the “Theses” to the thesis “Francois Rabelais in the History of Realism” submitted to the defense in Gorky Institute of
World Literature in the autumn of 1946, Bakhtin, dwelling on the characteristics of medieval and Renaissance laughter (above
all referring to Rabelais) and emphasizing its non-official character and inextricable link with the “people’s idea of freedom
and truth,” he made a peculiar remark, “But this freedom could only speak in the language of laughter: the free word is a comic
word.

<...> the connection of liberty with laughter was determined not only by the outward absence of criticism of a comic
word. This relationship was more internal and deep [5, P. 991] [Singled out by M. Bakhtin. - S.D., V.K.].

Despite the characteristics of the comic words voiced here — “free,” “fearless,” “uncensored” — Bakhtin does not give its
strict definition. With further refinement of the manuscript and movement in the framework of the “laughter approbation” of N.
Gogol’s works, Bakhtin suggested clarifying the meaning of the comic word [6, P. 518-519].

By drawing a possible line in studying the general history of laughter discourse, Bakhtin shows the potential of the comic
word in non-laughter genres; he performs a kind of a re-evaluation: the comic word may not only be used in serious styles, but
the tragic can also be used in a funny story. The expressed idea is repeated in the “Additions and Amendments to Rabelais,” to
some extent destroying the traditional understanding of the Bakhtin’s concept of the comic [7, P. 479]. It is noteworthy that the
idea of complementing the serious and the funny continues to be perceived by Bakhtin as significant not only within the
framework of purposeful work on the issues of the comic culture but also in the dialogue with younger like-minded people that
took place in the 1960s. In particular, in the correspondence with V. Turbin [10].

The preservation of the concept of the comic word in Bakhtin’s texts throughout the 1930-1970s, and its use by the
modern Russian literary studies [16], [22] enables ranking it along with such Bakhtin’s terms as “polyphonic novel,”
“carnivalesque culture,” “chronotope” and others.

Bakhtin’s understanding of the comic word acquires a special significance in connection with the scholar’s thoughts on the
serious and funny nature of the Russian literature. Let us begin with the statements that conclude the first chapter of the
monograph on Rabelais (1965). “... Of all the classics of world literature,” notes Bakhtin, “only Rabelais did not enter the
Russian culture, was not organically acclimated by it (unlike Shakespeare, Cervantes, and others).

And this is a very significant gap because a vast world of folk culture of laughter was revealed through Rabelais [6, P. 156-
157]. The same thought was repeated in a letter to N.Lyubimov, the translator of the novel by Rabelais [6, P. 639-640].

We emphasize that Bakhtin’s research actually refutes these assertions: the scientist not only identifies the nodal points of
the carnival tradition development (mediated influence of Rabelais) but also gives detailed analysis of the phenomena of the
Russian literature in terms of reflection and development of folk-laughter traditions, primarily in the works of N .Gogol and F.
Dostoevsky.

Suppose that in Bakhtin’s statements he meant “absence of acclimation” of Rabelais’s unreduced laughter, the
grotesqueness of his images, powerful comic word. Considering the comic word and carnival tradition in the Russian literature,
it is essential not to forget what Bakhtin himself said during the thesis discussion: he did not absolutize the comic tradition, but
distinguished it as a new one that was not taken into account earlier, whereas it is vital for understanding and a particular
image, as well as general trends in the development of literature. It can be said that Bakhtin analyzes the Russian literature
guided by the thesis expressed in the “Working Notes of the 60s-early 70s”: “Everything great must include the element of
laughter. Otherwise, it becomes formidable, scary, or proud; in any case, limited. Laughter removes the barrier, makes the way
clear” [8, P. 393].

In the manuscript “Francois Rabelais in the History of Realism” (1940) Bakhtin paid particular attention to the specifics of
the Russian folk-festive forms explaining the meaning of the word “carnival” in its narrow and extended understanding. The
scientist believed that there was no carnival association of folk-festive forms, as was the case with the Western European
carnival [8, P. 210].

The plans of the future study about Rabelais contain the circle of the authors of the Russian literature — Pushkin, Gogol,
Lermontov, Dostoevsky, Tolstoy [5, P. 635-644]. However, in his “Additions and Changes to the Edition of 1949-1950,”
Bakhtin stipulates the impossibility of the associated research of the Russian culture emphasizing the complexity and depth of

22



RUSSIAN LINGUISTIC BULLETIN 2 (18) 2019

the problem, “... the problem of the Russian folk culture of the past is too big and important. Therefore, we did not consider
dealing with this problem in the present work possible” [5, P. 540]. Nevertheless, the comic note of the Russian culture and
literature is quite expressive in the book about Rabelais.” [8, P. 393].

Bakhtin’s style is distinctive: exploring the originality of the Rabelais’s world, the scientist refers to similar phenomena in
the Russian literature and then incorporates these phenomena (enriched by analogy) into the global context, which deepens and
clarifies related artistic images. Thus, describing the character of Rabelais’s book, brother Jean, as “the embodiment of the
mighty power of the vernacular democratic clergy,” the scholar made a footnote, “Pushkin describes his Russian counterparts,”
You are loose, dashing, young friars™” [5, P.79]. M. Bakhtin reveals the comic potential of the Pushkin’s word, writes about
the poet’s carnival mind.

“Pushkin’s theme” appears in the first edition of Rabelais and is preserved, specified, supplemented by Bakhtin till 1965.
Pushkin’s words confirm everything connected with the characteristic of the squares a place significant in the folk-festive
culture about the square and theatrical action. For example, in his work “Forms of Time and Chronotope in the Novel,” the
scientist quotes Pushkin when describing the Rabelais’s chronotope, “This *“coarse frankness of popular passions,” “freedom of
judgment of the square” (Pushkin) Rabelais widely used in his novel” [4, P. 484]. To clarify his theoretical studies, Bakhtin
often turned to Pushkin’s images, “Pushkin’s Mozart accepts laughter and parody, and the gloomy Agelastus Salieri does not
understand them and is afraid of them” [6, P. 135]. Considering the artistic embodiment of the traditional carnival image of
debunking, the scientist focused on the ancient rite of the deathbed dressing and tonsure of kings singling out the famous
Pushkin scene from Boris Godunov as “almost complete parallelism of images” [5, P. 188].

A quote from Boris Godunov, included in the first edition of Rabelais as an epigraph to the fourth chapter in the late 1940s
was expanded, commented by Bakhtin and incorporated into the 1965 version [6, P. 507-508]. Pushkin’s fragment completes a
book about Rabelais. He not only connects the historical reference about carnival life forms and the carnivalization of
consciousness in the era of lvan the Terrible and Peter the Great [6, P. 291] but also, more importantly, outlines the possibility
of considering the Russian culture in a broad world context. It, in turn, leads to a different aspect, not typical for the Russian
literary criticism of the 1940-1960s: the selection of the comic in the Russian literature. The dream of Grishka Otrepiev was
used by Bakhtin in the monograph “Problems of Dostoevsky’s Poetics” when he tried to reveal the Russian carnival tradition,
“We find a fuller consonance to Raskolnikov’s dream in another work of Pushkin, in Boris Godunov.” We mean the threefold
prophetic dream of the Impostor (scene in the cell of the Chudov Monastery) <...> Here is the same carnival logic of the self-
styled elevation, nationwide comic debunking on the square and the fall down" [8, P. 193]. The parallelism of images” [5, P.
188].

As for other fragments connected with the study of the carnival word of Pushkin, the episode with the “little tragedy” in
“The Miserly Knight” seems to be significant. Bakhtin considered Pushkin’s Baron in the context of the mythical motive of
fear of his son, as the inevitable murderer and thief (the myth of Cronos, the tale of Oedipus, “Life is a Dream” by Calderon).
This motive, according to Bakhtin, is one of the most famous episodes of the tragedy which suggests a future update [5, P.
239-240].

It is known that this episode caused the reviewers at the defense of the thesis in 1946 to make some remarks, and Bakhtin
found it necessary to point to the significance of his observation expressly. He said, “And yet; my approach unfolds in a kind
of an unusual shade not smoothly, maybe, a new facet in the image of “The Miserly Knight.” It is an image of perpetuated old
age, old age in all aspects, which clings to life, hates youth and, above all, his son. And I am deeply convinced that this is an
essential shade” [5, P. 1056].

Bakhtin’s answer is remarkable because the scientist addresses completely unexpected names in the Russian literature
proving the non-randomness of his observations. According to his statement, Belinsky, Chernyshevsky, Dobrolyubov fit into
the comic tradition [5, P. 1059].

It is characteristic that M. Bakhtin linked the further analysis of “Rabelais” with the inclusion of Gogol and Pushkin in the
research book, and here is what L.Pinsky writes on it (February 21, 1963). “When working on the book, I, of course, will
restore the pages about Gogol and even expand them a little. Also, I plan to touch on the elements of the carnival culture of
Pushkin (they are, in my opinion, very strong in his writing). | also want to deepen the theoretical (or even philosophical)
problem of popular and comic forms” [6, P. 653].

The topic of the comic, the comic word in the works of A. Pushkin remained an unrealized plan of the scientist. Bakhtin
outlined the analysis of the initial lines of the first chapter of “Eugene Onegin” in terms of laughter as the basis for the birth of
the novelistic word [5, P. 738], he emphasized “the Russian <..,> uniqueness of Pushkin” [5, P. 735], singled out carnival
elements in Pushkin’s sketches and unfinished works (“Pope John,” “Scenes from Knightly Times”) [8, P. 516]. It was in
numerous Pushkin’s works (from “Boris Godunov” to “The Belkin Tales” and “The Queen of Spades”) that the scientist saw
the emerging Russian carnival tradition, which had a decisive influence on the artistic consciousness of F. Dostoevsky [8, P.
188-192].

“Gogol’s theme” is one of the main in Bakhtin’s research field. As mentioned above, in the first edition of the manuscript
of Rabelais, Bakhtin planned the scientific article “Rabelais and Gogol.” For the first time, the names Rabelais and Gogol
converge in the context of the scholar’s thoughts about the manifestation of the tradition of Rabelaisian laughter in the
European literature (“Forms of Time and Chronotope in the Novel”). Bakhtin not only highlights the unrelenting (as in the
European literature) connection of Gogol’s laughter with folklore but also embeds Gogol’s work into the Rabelaisian tradition.

According to the research of I. Popova, Bakhtin planned to write a book about the works of Gogol, as evidenced by
numerous materials of the 1940-1950s [20, P. 174]. However, the emphasis in his scientific interest is connected with the
nature of Gogol’s laughter and comic word. The main conclusions of the topic are concentrated in the article “Rabelais and
Gogol (Art of the Word and Folk Culture of Laughter).” Bakhtin directly links Gogol’s art of verbal expression of laughter
with the popular culture of laughter, which, in many ways, influenced the writer’s literary consciousness and worldview.
Bakhtin touches upon the meaning of the two traditions of laughter in Gogol’s work, identifies the problem of a comic word in
Romanticism and outlines the issue of “two Gogols” [10].
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Note that along with the work of Gogol within the analysis of this tradition, Bakhtin turns to the consideration of the
specifics of the comic in Dostoevsky’s art. This problem was the subject of research in the chapter on the traditions of
Menippean satire and carnivalesque elements in a revised edition of the book on Dostoevsky (1963) [8, P. 121-201]. The
monograph “Problems of Dostoevsky's Poetics” published in 1963 presented the reader with the innovative look at the features
of the writer’s poetics. Here Bakhtin showed the idea of the carnival line of the genre development and the ideas of the
carnivalesque attitude and the carnivalization of literature connected with this line. The main innovation was connected with
the introduction of the concept of the already declared polyphonic novel and the double-voiced word (in the first edition of
“Problems of Dostoevsky’s Poetics,” 1929), and the completely new concept of the carnivalesque genesis of Dostoevsky’s
novels. The monograph of 1963 represented not just an updated essay on the genre and plot composition sources of
Dostoevsky’s polyphonic novel, but the concept that did not fit into the general methodological scientific context of the 1960s.
Bakhtin builds his understanding of the genre on the border of fiction and extra-artistic reality.

At the same time, among the three “main roots” of the novel as the genre — epic, rhetorical, and carnival — only the latter
was given a detailed characteristic. Moreover, it is the carnival source that Bakhtin directly links Dostoevsky’s novel works.
The accentuation of the “carnivalesque root” of the genre of the novel makes it possible, according to Bakhtin, to explain the
new genre type of Dostoevsky’s novels (combining confession with fiction, the serious with the funny).

Let us recall that the content of the fourth chapter was perceived and is still perceived by a considerable number of literary
critics with prejudice as they treat it as a kind of a different fragment “forcibly” integrated into the general text [25], [26]. It
seems to us that the position of 1. Popova, who showed the “historical roots” of this part of the “Problems of Dostoevsky’s
Poetics” in Bakhtin's scientific search in the 1930s—40s, is more justified. Indeed, already in “Additions and Changes to
Rabelais” (1944), Dostoevsky’s work and, in particular, his works “A Gentle Creature,” “Bobok,” “The Dream of a Ridiculous
Man,” as well as individual plot decisions (“Versilov’s Dream,” Svidrigailov’s Dream, “Ivan and the Devil”, Raskolnikov’s
Dreams”) are used by Bakhtin for revealing the essence of the Menippean plot [5, P. 737] (but in a concise version: in nominal
sentences).

The story on laughter does not end with the book about Dostoevsky. In the “Working Notes of the 60s-beginning of the
70s,” Bakhtin actualizes “comic” ideas emphasizing the liberating character of laughter, pointing out that “everything great
must include the comic element” [8, P. 393]. Moreover, returning to the ideas of the early philosophical period and actively
rethinking them, as shown by V. Makhlin [15] in his monograph, in his sketches and notes, the scientist actually suggests a
working model for turning the author’s word into the author’s comic word, and someone else’s word into someone else’s
comic word by addressing the theory of intonation, which he developed in previous decades [14]. It is easy to see that the
model is universal in its character and explains the emergence of not only the intonation accent, which denotes the comic
component of the word/utterance in a variety of genre designs but also any other word that acquires, a new author’s intention
due to the author’s intonation. We are interested in the comic vector of the model proposed by Bakhtin. By projecting what
Bakhtin talks about to the process of the comic discourse expansion seeing the “dialogizing background” in the current and
emerging comic context we get, according to Bakhtin, the very causation that lies at the basis of the birth of the comic word. At
the same time, the scientist explains the changes taking place, as over time, the original meaning of the text and the ideas laid
down in it by the author can acquire a completely different perception from subsequent generations, “the context <...> changes
with the epochs of perception, which makes the work gain a new sounding” [8, P. 429]. It is impossible to disagree with
Bakhtin that the preservation of the original meanings and values occurs only among works and authors, remaining, according
to Bakhtin, in “big time” [8, P. 429]. This explains the unchanging nature of the comic words of Aristophanes, Catullus,
Boccaccio, Rabelais, Shakespeare, Cervantes, Pushkin, or Gogol.

The continuing interest to laughter and comic word make Bakhtin’s “internal review” to the manuscript of the book by L.
Pinsky “Shakespeare’s Dramaturgy. Basic Beginnings” issued in April 1970 remarkable. Reflecting on Shakespeare’s
comedies as a whole, Bakhtin repeated his idea about different types of laughter leading to the creation of different kinds of
comedy. And this is the principal difference between Shakespeare’s “laughing comedy” and Moliere’s “mocking comedy” for
Bakhtin [8, P. 442].

Main findings

Thus, the story of laughter and the comic word takes on a complete form: Bakhtin developed it throughout his life, it
remained secondary in the 1920s, but became the focus of his scientific research in the 1930-40s, continuing to attract
attention in the following decades — it was finally shaped as the theory of the comic word. And it, in turn, becomes the most
critical tool for an adequate understanding of the place and the role of the comic word in literary consciousness in the history of
comic discourse around the world and in Russian literature.

Conclusion

The theory, created when Bakhtin was addressing a wide range of historical, literary, philosophical and aesthetic problems,
is an organic part of his general comic theory, with no loss to its intrinsic value. With no description of the comic word, it is
impossible to perceive the range of problems of comic discourse adequately. The comic word deserves objective attention of
modern researchers and allows outlining the limits of the functioning of the comic as a whole as well as its specific forms
based on the concept proposed by Bakhtin.
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AHHOTANHSA

B crathe 00OCHOBEIBAaCTCS 3HAYUMOCTh HPABCTBEHHO-ICTETUYCCKOTO PpAa3BUTHA OOYYAIOMIUXCS B COBPEMECHHOM
obpazoBatensHOM Tmporecce. Ocoboe BHUMAaHHE B HCCICAOBAHWU YACISICTCS KOMIIOHCHTAM HPAaBCTBEHHO-ICTETHYECCKOTO
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Abstract

The article defines the significance of the moral and aesthetic development of students in the modern educational system.
The authors study the components of the moral and aesthetic development of a learner as an individual. Pedagogical conditions
of the moral and aesthetic development in a foreign language teaching classroom are determined. Particular forms of
realization of the named conditions, including selection of the teaching material of the social and cultural character, linguistic
and cultural text analysis, and the study of verbal and non-verbal communicative behavior of native speakers, are analyzed.

Keywords: moral and aesthetic development, pedagogical conditions, non-verbal behaviour, text perception.

Introduction

The basic foundation of pedagogy is centred on the proposition that any learning process should be developmental and
educating. The necessity for this type of training is reflected in the twofold objective: to create conditions for independent
acquisition of the state-of-the-art scientific knowledge and to develop a creative, active, and initiative individual.This idea
plays an essential role in connection with the school subjects that are focused on the moral and aesthetic development of
students and on the formation of their spiritual appearance. Fundamental and modern research works deal with the
philosophical conception of spirituality and morality (S.G. Gutova [2], S. K’erkegor [5], K.G. Mironov [8]), historical premises
of the problem analysis (L.A. Serikova [9]), modern educational conception of spiritual and moral development (A.Ya.
Daniluk [3], Sh.A. Mirzoyev [7], and particular studies connected with moral development of learners in the process of foreign
language learning (P.S. Koroleva [4], L.A. Makarenko [6]).

However, moral and spiritual development of school students in the modern world, especially in Russia, has suffered
crucial changes predetermined by the fast development of technology and, in consequence, of the society. Hence, the study of
the conditions necessary for effective moral and aesthetic development of a student seems to be urgent and timely in the
contemporary pedagogical science.

The principal objective of the present research is to single out pedagogical conditions under which moral and aesthetic
development in the foreign language lesson will be stable and effective.

Method

The complex of theoretical and methodological methods was used to determine pedagogical conditions of moral and
aesthetic development of foreign language learners. Projecting educational process based on the determined conditions was
followed by the scientific experiment that allowed testing its effectiveness.

Discussion

Moral and aesthetic development of a school student is determined by the dialectical relationship of external influencing
factors and internal psychological readiness of a person to accept this influence. It allows us to determine pedagogical
conditions of moral and aesthetic development as a set of internal parameters and external characteristics of functioning, which
provides great effectiveness of the educational process and meets the psychological and pedagogical criterion of optimality.
External conditions affect the formation of moral and aesthetic culture being perceived by a learner through the inner
interpretation.

27



RUSSIAN LINGUISTIC BULLETIN 2 (18) 2019

Thorough analysis of the foreign language teaching process, built according to the principles of communicative language
teaching and according to the requirements of modern educational standards, proves that autonomy found in the modern world
allows singling out such a set of pedagogical conditions, in the framework of which we can abstract away from an unlimited
number of influencing factors and describe particular generalizing groups of a fundamental character. Such groups of
conditions are sufficient and, at the same time, indispensable for moral and aesthetic development of a learner. Thus, we
consider that principal conditions of successful development of moral and aesthetic characteristics of a personality include the
following issues.

Firstly, it is important to speak about positive motivational and intellectual background of training sessions and lessons.
During the lessons of a foreign language it may be created by means of culture study, parallels between the foreign and native
culture; through application of authentic and culturally specific materials.

Secondly, we should provide the learners with an opportunity to see and to follow a “pedagogical example”. It is obvious
that a teacher should be an aesthetically developed person. The very personality of the teacher and his or her methodological
skill should be a model for the learners.

The third condition for effective formation of moral and aesthetic culture of a student is organisation of their independent
creative activity. This can be achieved with the help of different activities, exercises and methods which will stimulate
learners’ active participation in the language learning process and their abundant communication.

Today, when more and more people begin to learn foreign languages, it seems appropriate to use different methods for the
moral and aesthetic development of an individual, since we consider this development to be the main component of a person’s
spiritual culture.

Furthermore, in the context of a foreign language lesson it is necessary to consider the components of moral and aesthetic
development of a learner’s personality. The process of mastering a foreign language is based on the development of
communicative, social and cultural skills. Language learning as well as imitation of the native speakers’ speech habits takes
place together with the awareness and mastery of the basic moral and aesthetic values of the culture of the country or countries
where the target language is spoken.

Thus, analysis of the ways foreign language learning determines the development of such components of moral and
aesthetic development as the culture of speech and culture of communication, aesthetic evaluation and creative activity,
responsiveness and humanistic outlook, makes it necessary to focus on such fundamental concepts in the methodology of
foreign languages as intercultural communication and communicative competence. This approach allows us to identify several
areas of the research, which are connected with the pedagogical conditions of moral and aesthetic development of students.

1. First of all, we should consider the issues related to the dependence of moral and aesthetic education on the social and
cultural aspects.

2. Moreover, we should study the issues related to the formation of universal moral values that underlie moral and
aesthetic development of an individual.

3. Besides, it is important to determine the possibilities of creative development in the process of moral and aesthetic
development.

4. Finally, it is necessary to define the features of moral and aesthetic education in the process of teaching intercultural
communication.

Results

Speaking about the social and cultural aspects we should note that education is a sphere of social practice, the main
function of which is to help learners inherit and expand reproduction of general, professional and spiritual culture. On the other
hand, one should not forget about the dialectical interdependence of culture, of the current socio-cultural situation and of the
educational process.

One of the tasks of the teacher is to provide all the necessary moral and aesthetic information, which often becomes the
only counterweight to the current system of values of young generations.

From the position of the learner-centered approach, systems of values focus on the development and self-development of
spiritual and moral qualities of an individual. The latter is expressed in such priority areas of creative life activity as
meaningful expansion of spirituality and culture of an individual, active leisure, personal growth and self-improvement.

In the context of a comparatively new social and cultural situation in Russia, there have been major changes in the moral
and spiritual attitudes of the people of the country. The emphasis of the spiritual life of the society has shifted from the
formation of an individual's highly artistic tastes and respect for national cultural values and traditions to the promotion of
consumer needs in the field of leisure and entertainment. There was a significant commercialization of the entire spiritual life
of the society and its subordination to market values.

This process has had a particularly strong impact on the systems of values of modern teenagers. Reliance on Western
axiological models, which are not yet clearly formed as socially approved behavioural standards in our society, leads to the fact
that such models are assimilated in an extremely distorted form. The consequence of this is non-conformism, proneness to
conflicts and deviant behaviour of many adolescents.

It seems that one of the effective ways to solve the problem of the distorted value orientations can be cross-cultural
communication in the framework of learning a foreign language, when the process of assimilation and adaptation of new
values to the conditions of the Russian society can significantly speed up. This statement allows us to logically move to the
next step in the study of the problem: intercultural communication and intercultural communicative competence.

In the context of expanding contacts between countries and cultures within the framework of the European integration
policy, the problem of intercultural communication is becoming increasingly important.

Since we deal with the problems of moral and aesthetic development of learners in connection with its components,
including speech culture and communication culture, we are interested not only in the question of the target language
knowledge. The interlocutors’ understanding of each other's communicative acts is ensured by their communicative
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competence. This concept is closely related to intercultural competence. The idea is justified by the fact that the
communicative competence is not limited to the knowledge of a foreign language (linguistic competence), but also includes
knowledge of the realities of the country, a certain amount of extra-linguistic information of a country-specific nature (thematic
or country-specific competence); knowledge of behavioural strategies and tactics, etiquette norms, social and cultural context
(socio-cultural competence); the ability to achieve mutual understanding, to find the way out of difficult linguistic situations
(compensatory competence); the ability to learn (educational competence).

So, in order for a communicative act to be successful, the interlocutors must have a common "code" which implies the
language of communication and culturally specific knowledge of a person. This code allows the speaker to act linguistically
correctly in a certain linguistic situation within another culture, without violating the behaviour norms typical of this culture.

It is indisputable that representatives of different cultures have different moral and aesthetic knowledge. However, it is
difficult for a person who has come into contact with another culture, and who does not have at least an elementary idea of its
life and functioning, to achieve adequate understanding of the phenomena of this culture.

From the perspective of the issues covered above, we cannot but come across a question of the methodological support of
a foreign language learning process. An important idea is that it should correspond to the goal of formation and development of
intercultural (or even multicultural) communicative competence, which involves moral, aesthetic and cultural enrichment of
students in the following areas:

- study of lifestyles and variability of lifestyles of countries and related social values, traditions and customs;

- study of socio-cultural portraits of countries, their peoples and languages;

- study of cultural heritage, cultural identity and mentality of the people;

- study of communicative behaviour of members of the cultural community;

- study of behaviour norms in the conditions of intercultural communication.

Teaching intercultural communication undoubtedly involves teaching to communicate in the target language. And here it is
important to talk about the elements that correspond to the norms of communication, about the means that positively or
negatively affect the success of language teaching. For example, we can name here elements that express confidence, readiness
for joint actions, which are implemented in certain gestures and clichés. This also includes knowledge of such norms of non-
verbal communication as the direction of looks during the conversation or permissible distance between interlocutors, which
can vary in different communicative cultures.

It is obvious that non-verbal behaviour is communicative and nationally determined, and this should be taken into account
when learning a foreign language. However, not everyone understands that sign language is not a universal language, and, as a
result, learners may tend to transfer the symbolism of gestures from one culture to another. Hence, when teaching a foreign
language to school children, it is necessary to teach them non-verbal behaviour of the speakers of the target language culture,
giving them information about the sources of these differences and highlighting the factors that can contribute to successful
intercultural communication.

At the same time, we should not forget about the main way of communication between people and the main task of a
foreign language instructor — to teach a child how to speak the target language. In this sense, a text is one of the main units of
intercultural communication. The problem of adequate perception, understanding and evaluation of the text is one of the
essential issues. This problem is of great importance because it may affect teaching outcomes in the sphere of the Humanities,
including moral and aesthetic development of students.

Moreover, in foreign language teaching the applied meaning of the text linguistics is revealed. The text is the beginning
and the end of the work of a foreign language teacher and, to some extent, of the activity of students. It is impossible to learn a
foreign language without listening or reading educational texts. On the other hand, speaking, writing and translation imply
production of texts. Thus, we may state that the essence of the methodology of foreign language teaching is focused on helping
students to find a way from an educational text to a real one, i.e. to the text created by the learner independently, for text
creation is a complex process that involves different language levels and requires different skills and abilities.

In addition, the problem of adequate perception, understanding and evaluation of texts created in a different culture is of
particular importance for the moral and aesthetic development of students, as its solution provides the necessary material that
contributes to successful structuring and functioning of communication-and-speech mechanisms.

Conclusion

The results of the research conducted make it possible to reveal the main features of foreign language teaching that most
effectively contribute to the formation of such components of moral and aesthetic development of a learner as the culture of
their speech and culture of communication, which are closely related to responsiveness and humanistic outlook, aesthetic
evaluation and creative activity.

Recognition of moral and aesthetic development of a student as an integral part of the educational process is an essential
requirement for the contemporary language teaching classroom. Alongside with the provision of pedagogical conditions of
effective moral and aesthetic development it allows making the language learning process productive.
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Abstract

The article is devoted to consideration the monuments of the written culture of the Buryats of the XIX century — the
chronicles written by V. Yumsunov (1875), T. Toboev (1863), Sh.-N. Khobituev (1887) and others in the Old Mongolian
Script. In these Annals presents the history of the Khori Buryats (one of the buryat tribes) from the earliest times to XX
century. The structure of the texts of the chronicles is logical and consistent. The subject of the texts is multifaceted and
meaningful. These Annals are a source of the study a history of the modern Buryat language. There are considered loan word
from the Russian in XVII1-XIX centuries in this article.

Keywords: the Buryat Annals, the monuments of the written culture of the buryats, the Old Mongolian Script, the buryat
annalists, Russian borrowings.

As we know, the invention of writing marked the real beginning of human civilization. The well-known American
historian James H. Breasted noted that “the invention of writing and convenient system for recording on paper was of greater
importance for the further development of the human race than any sort other of intellectual achievement in human history”
[15, P. 53].

Spiritual and material culture of Mongolian peoples, primarily associated with the nomadic way of life of nomads, and
many aspects of their written culture have long remained outside the purview of researchers. Meanwhile, the history of writing
and book printing of Mongols has a long tradition. The Mongols created original nomadic civilization, one of the achievements
and an integral part of this civilization is writing. According to Mongolian scientist L. Chuluunbaatar “in world history, there is
no other people as nomadic Mongols, which used for its long history of more than ten varieties of writing” [11, P. 3].

In the era of Chinggis Khan, at the beginning of the XIII century among the Mongols was extended writing borrowed from
the Uighurs.

Aspects of the history of the language and script of the Mongolian people were the subject of scientific research of
linguists J. Schmidt, O. Kovalevsky, K.F. Golstunskiy, G.I. Ramstedt, B. Laufer, B. J. Vladimirtsov, N.N. Poppe , G.D.
Sanzheyev, Kara Dyerd, F.W. Cleaves, E. Haenisch, L. Ligeti, B. Rinchen, Ts. Damdinsuren, Chinggeltei, A. Luvsandendev,
H. Luvsanbaldan, Ts. Shagdarsuren, Sh. Bira, D. Tumurtogoo, Ts. B. Tsydendambaev, 1.D. Buraev, A.A. Darbeeva, L.D.
Shagdarov, V.I. Rassadin, G.Ts. Pyurbeev and others, as well as historians G. Sukhbaatar, W. Heissig, H. Perlee, N. Ser
Odzhav, C. Dalai, J. Shuger, L. Chuluunbaatar and other.

The territorial unity and cultural area of settlement of the Mongolian peoples and tribes suggests that the Mongolian
alphabet spread among the northern Mongolian tribes, including the Buryats, in the early Middle Ages. Perhaps some
Mongolian tribes used Mongolian script before the formation of the Mongol Empire, as in the “Secret History of the Mongols”
contains well-established lexical elements from the first advanced written culture, for example, bi¢ik ‘letter’, debter
‘notebook’, ¢a'alsun ‘paper’ [17, P. 116].

Studying the history of writing of peoples of Central Asia shows that the emergence of a new literary language was
associated with the formation of a new state, that this was one of the main manifestations of the idea of the state sovereignty,
for example, Chinggis Khan, ascended the throne, he declared the Mongolian writing by the state language of his empire. In
this regard, all the affairs of state, official documents, diplomatic messages, recording conversations of Khan and princes with
others, wills drawn up in the Mongolian language. In the era of state Ikh Mongol Uls a lot of attention paid to the development
of culture, science, development of legislation, the creation of cities. Moreover, in 1237 the program of organization the exam
for writing was developed throughout the empire. The exam covers not only scribes. Following the results of the examination
have been selected 4030 people who were taken to the civil service or were appointed as scribes. The Philological Academy
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(bicig-un kiriyelen) was even created, whose function is to compile, maintain chronicles. Also in this era on orders of Ugedei
Khan in Karakorum were organized Mongolian schools, created secret archive of kaganate and library [11, P. 14].

Thus, the sources of origin of the written heritage of the Mongolian peoples, including the Buryats, can be attributed to this
period, because according to the “Secret History of the Mongols”, the ancestors of the Buryats — Khori tribes and Barguts —
protomongol treated and had a close connection with genealogy of the ruling family of Mongols Borjigin that as Khori,
descended from Alan-goa and Bodonchar.

There are several versions about the time of Old Mongolian language based on the dialect of the tribe and who borrowed it
from ancient Uighurs in mongol literature. One of the hypotheses is linking borrowing Uighur script with Naiman and Kereyit.
Some scientists as J. Schmidt, A.M. Pozdneyev, B.J. Vladimirtsov, G.D. Sanjeyev, N.N. Poppe and others are shared this point
of view. However, last years there is a new version, according to which the old Mongolian script first appeared in the Khidan.
Scientists L. Ligeti, D. Kara, Chinggeltei, Ts. Shagdar, E.A. Kuzmenkov are supported this idea [12, P. 4].

Mongols under nomadic lifestyle were able to create, maintain and deliver to our days unique monuments of culture of the
Mongolian people, among them a special place is occupied the historical chronicles. The researcher B.Z. Bazarova writes:
“The Mongol Chronicles are a special phenomenon in the system of cultural heritage of the Mongolian people. Strikingly, a
nomadic people who lived for centuries in incredibly difficult natural conditions, not having fixed centers, managed to create
real masterpieces of culture, including written records. This special, specific works created in the steppes and impregnated by
“aroma of steppes”, they brought us the artless romance, drama ancient of steppe collisions: brutal tribal wars and bride
kidnapping, forcible unification of warring tribes and cattle rustling, the formation and decay of the nomadic empires and
touching family scenes” [2, P. 5].

The chronicles of Mongolian peoples have an open system, on the one hand, stored and used the tradition, on the other —
updated with new forms, the original text. They from an artistic point of view are the synthesis of various genres as chronicles
integrate various ancient sources, written and oral, narrative and documentary.

Actually the Buryat same work on the old Mongolian script began to appear in the eighteenth century in connection with
the consolidation of Buryats as an independent nation. Among the monuments of the old Mongolian script chronicles occupy
the very important place. Chronicles are not only a valuable source of historical and cultural information, but also significant
original literary monuments.

These monuments have enjoyed great popularity among the Buryat readers. They were circulated only in manuscript,
which spread ascetics — bibliophiles of Buryat steppes. The Buryat chronicles are not like European or Russian chronicles,
even Mongolian. The characteristic feature of the Buryat chronicles is their syncretism, mixing historical and literary genres
and styles. The most readable and popular chronicles include chronicles by representatives of the Buryat steppe aristocracy
“Khorinsky Chronicle “The legend of Balzhin Khatun” (1760-1770) , published by A.M. Pozdneyev [13, P. 47-55]; “The
History of Aga Buryats”, written by the main taisha of Aga Buryats Tugultur Toboev in 1863 [9, P. 5-47]; The History of
Selenga Buryats, written by the main taisha of Selenga Buryats Dambi-Jaltsan Lombotsyrenov in 1868 [8]; Tne Annals of
Khory- Buryats, written by the head of tsagan tribe Vandan Yumsunov in 1875 [9, P. 49-172]; The Chronicle of Khory-
Buryats, written by the assistant of the taisha of Khory-Buryats Shirab-Nimbu Hobituev in 1887 (there are about 30 versions of
this chronicle) [10]; The History of Barguzin buryats, written by the main taisha of Barguzin buryats Tsydebzhab Sakharov in
1887 [7] and others.

It should be noted that accurate information about the number of Buryat chronicles and their authors have not yet been
identified because the manuscripts are in various archival collections in Ulan-Ude, Irkutsk, Chita, Tomsk, Moscow, St.
Petersburg, Ulan-Bator, Peking, Hailer as well as in private collections [1, P. 5-7].

Nowadays are identified about 40 large and small Buryat annals, 20 chronicles of them are published in the modern Buryat
language, 11 chronicles are translated into Russian and published, one Chronicle is translated into English, 9 chronicles are
published in old-script Mongolian language. The Buryat published chronicles are only one part of the chronicle heritage of
Buryats, most of them are still in manuscript.

Researchers have long noted that the Buddhist spiritual writings, the borrowed Buryats from Mongolian, compiled
unchanged, whereas in the observed secular works quite noticeable deviations from the classical Mongolian language. A.D.
Rudnev, B.J. Vladimirtsov, N.N. Poppe and V.A. Kazakevitch are written about this. This fact was the basis for B.J.
Vladimirtsov and his disciples and followers G.D. Sanzheev and T.A. Bertagaev advance the proposition that in Buryatia
became gradually formed a special literary dialect of the Old Mongolian Buryat language, named B.J. Vladimirtsov one of the
“dialectical Mongolian script” [6, P. 29].

Scientist G. Rumyantsev wrote that “the Buryats during one century created a rich historical literature, mainly of chronicle
character. In his works, the authors tested the Buryat dual effect: on the one hand, the old tradition has influenced from
Mongolian historiography, mainly two chronicles, had a great reputation in Buryatia — chronicle of Sagan Sechen and “Altan
tobchi”; on the other hand, knowledge of the Russian literature reflected more critical approach to the sources” [14, P. 13].

The Buryat historical chronicles, being part of the cultural heritage of the Buryats, reflect many aspects of their social life,
so they deserve a special study. In the era of totalitarian regime data monuments of historiography of Buryatia XVII-XIX
centuries, like all literary heritage is drilled on old Mongolian script, were forgotten, thrust into the background, and moreover,
many valuable artifacts were barbarously destroyed.

The Old Mongolian language for a long time was the only literary form of the Mongolian languages. Buryats used this
letter until the thirties of XX century. In 1931, the transition to the Latin alphabet in 1939 — to the Cyrillic alphabet . However,
until 1936 the newspaper, clerical partially printed on the old Mongolian language, which served as the book-written language.
Later Russian graphic basis of the Buryat language gradually replaced the Old Mongolian vertical script.

As we know, the language is having oral and written forms of existence, more viable as compared with non-literate
languages, and the languages that have writing, but no longer in the oral ( Latin, Greek , etc.).

Impossible to evaluate the role of writing in the old Mongolian cultural and historical development of the Buryat nation
and civilization of its importance for the Buryat people. And it seems to us that the change in types of visual communication
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entailed oblivion The Old Mongolian script, which has a negative impact on the further development of the Buryat language
and culture, as a result of this process, the Buryat people lost access to the unique monuments of history, medicine, linguistics,
ethnography, folklore, literature, philosophy, which were fixed on the Old Mongolian script. As we see, the new writing often
occurs during the formation of the new state, being one of the main manifestations of the idea of state sovereignty.

As shown by studies of the Buryat language chronicles works of Buryat authors have different deviations from the norms
of classical Mongolian written language [1]. Meanwhile deviation from norms of classical Mongolian written language are
found not only in the monuments of Buryat chronicles, but in Mongolian chronicles, for example, in the Mongolian chronicles
XVIII century “Altan tobchi” written by Mergen Gegen. Researcher of this monument P. Baldanzhapov notes: “On the whole
chronicle “Altan tobchi” Mergen Gegen’s written in classic Mongolian written language. However, it found deviations from
the norms of the language” [3, P. 55].

B.J. Vladimirtsov on this occasion said: “circulated among various Mongolian tribes, speaking on different dialects,
Mongolian written language began to assimilate to a certain extent, these dialects. The influence of folk speech was detected
and spelling, because it has become reflect phonetic features of dialects and morphology, also changing under the influence of
borrowing from folk dialects, and dictionary. Classic rules, reflected mainly in the print media, had nothing to do with the
natural movement: written language began increasingly to serve the vital needs of the Mongols, was closer to a living national
language” [6, P. 28]. Moreover, B.J. Vladimirtsov thought possible even speak “about the distinct Mongolian written dialects,
wearing the scars of adverbs that say the traditions of media which they arose” [1bid, P. 29].

Availability of loan words from the Russian language is the main difference the historical texts of the Buryats from the
Mongol chronicles.

Baikal region since ancient times is represented as zone ethnocultural relations between peoples of Central Asia, Western
and Eastern Siberia, which influenced the formation of a special culture of open type capable of cultural innovation, tolerant of
other ethnic presence. The fact of entering peoples of Siberia to the Russian state had historic significance for the Buryats, not
only in social and cultural terms, but also linguistically. In connection with the penetration of Russian elements of material and
spiritual culture in the Buryat language poured a huge amount of loanwords from Russian. Some tokens were influenced
spoken Buryat language which does not suffer in the beginning and end of a word in one syllable confluence of several
consonants, characteristic for the Russian language.

For example, the Chronicle of Khory-Buryats written by Vandan Yumsunov is one of the reliable sources, which reflects
the written forms of writing borrowed words from the Russian in XVIII-XIX centuries: okrug (p. 57) < okpyr ‘district’, ca-ari
(p. 57) < maps ‘king’, storoy ( p. 60) < octpor “fort’, yourud (p. 60) / yorud (p. 66) < ropox ‘town’, kiris (p. 61) / keris (p. 85)
< kpect ‘cross’, celiini (p. 61) < cenenue ‘village’, imperaturica (p. 66) < umneparpuua ‘queen’, diputad (p. 68) < memyrat
‘deputy’, glbirnatur (p. 75) < rybepuarop ‘gubernator’, cinatur (p. 76) < cematop ‘senator’, gangtoora (p. 77) < koHrtopa
‘office’, karab (p. 78) < rpad ‘lord, count’, pomoo3nig (p. 80) < momomnauk ‘help, assistant’, midal (p. 80) < menmans ‘medal’,
gavaliir (p. 81) < xasanep ‘cavalier’, sobiidnig (p. 82) < cosernuk ‘adviser, councillor’, miniistar (p. 82) < musnuctp ‘minister’,
circuliir (p. 84) < mupkyssp ‘circular’, roos misioniir (p. 85) < pycckuii Muccronep ‘Russian missionary’, nasilniy (p. 87) <
HayanbHUK ‘chief’, goopi (p. 90) < komus ‘copy’, biiburnui (p. 119) < BeibopHsIii ‘elective’ and etc.

However, it should be noted that the author of the Khory-Buryat chronicle quite competently in writing reflects Russian
borrowing. This suggests that the Buryat chronicler V. Yumsunov had a good command of the Russian language spoken one,
for example, he writes: gangtoora “office’, diputad ‘deputy’, imperator // impiratur ‘imperator’, pomosniy ‘assistant’, polgobniy
// bolgobniy ‘Colonel’, giniral // geniral ‘General’, etc., which is adequately written forms of the Russian language and norms
of oral pronunciation of Russian speakers.

With the arrival of Russian gazaks a flood of borrowings from Russian is pouring in speech of Aboriginals of Siberia,
including the Buryats. Borrowings from Russian business vocabulary are reflected in all the annals of the Buryats, for example,
in the Annals of Barguzin Buryats written by Ts. Sakharov are identified the following Russian words: gantor “office’, qortiy
‘cutlass’, ¢elin ‘member’, prikodska suryuli ‘parochial school’, jemske siid “district court’, podpiske ‘subscription’, ob3istau-a
‘society’, qoolus ‘ear’, ¢inobniy ‘official’, gangdad ‘candidate’, yalabnui tayiSa-a ‘main taisha’, general gubirnatur ‘Governor-
General’, yepiskob ‘bishop’, adyutant ‘adjutant’, jasidatil ‘assessor’, statisti¢iske ‘statistical’ and etc. Ts. Sakharov had a good
command of the Russian language as a written one, and oral form, so foreign-language Russian words adequately almost
original form given to them by the Old Mongolian language.

In general, overlooking texts of the Khory-Buryats chronicles, we should note that it is written with reliance on people's
spoken language. The language of the Buryat chronicles is closed to the spoken Buryat language. We must to note, that the
Buryat language background of chronicles written version is intermediate between the classical Mongolian written language
and the spoken form of the Buryat language that’s why we can consider that the Chronicles of Khory-Buryats are the
monuments of the Buryat written culture.

The materials contained in the texts of the Buryat annals are of great interest to linguists, lexicographers, writers,
anthropologists, especially for historians, as the authors of the Buryat chronicles were created his works based on ancient
traditions collected personally, own memories, as well as on the basis of original archival affairs of Steppe Dooms, datsans, of
Chancery of Irkutsk governor-generals with the number and date of the relevant document.
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