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Introduction:
Re-reading of cultural semiotics

In 2002 the Department of Semiotics of the Tartu University got 10 years old.
Juri Lotman, the founder of the Department, would have turned 80 in the
same year. This was a symbolic reason to invite from all over the world
scholars respecting semiotic thinking and/or J. Lotman’s scientific legacy to
Tartu. So the international conference “Cultural Semiotics: Cultural Mecha-
nisms, Boundaries, ldentities” (25.02-2.03.2002) was bom.

The conference worked in two major sections. One section was entitled
“Cultural semiotics and complex cultural analysis™ and its initial point was
the situation of culture research disciplines in the beginning of the new cen-
tury. Dialogue between different disciplines studying culture has been hin-
dered by the absence of a unified theory of culture in world science. Cultural
semiotics has the makings of becoming into such methodologically con-
necting discipline for these trends. Culture research is inseparable from the
study of cultural contacts. The globalisation of the world and the integration
of Europe make the problem of cultural contacts more and more important. In
addition to political dialogue, dialogue between cultures is a theoretical, em-
pirical, and didactic problem. Cultural contacts, cultural mechanisms, cultural
boundaries and identities are simultaneously problems of cultural dialogue
and dialogue between description languages of culture. It is important to bring
together the diversity of contemporary cultural processes and the possibility
of studying them from unified scientific positions.

The second section entitled “Russian culture sub speciae Lotmanianae
was, on the one hand, focused at one of the main principles of cultural
semiotics according to which the criterion of precise analysis is explication of
the viewpoint of researcher. On the other hand the organisation of this section
was justified by J. Lotman’s principle that any material of a certain culture
can provide with impulses for the emergence of new research methods, and
empirical analysis can thus bring along theoretical innovation. This does not
concern the frames of merely an individual discipline. J. Lotman’s activity
has proven that the empirical experience of a literary scholar or of a historian
can easily transform into theoretical knowledge that of a semiotician. At the
same time problems of scientific methodology and the question of the
relationship between modes of describing culture and the peculiarities of
national cultures exist together for scholars of culture around the world.
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In many disciplines the personality of a scholar and his/her creation as a
whole turn into a driving force of a discipline long since a scholar has passed
away. There exist scholars the re-reading and re-discovering of whom proves
that the future of a science can sometimes wait its time in the past. Julia
Kristeva’s re-reading of Mikhail Bakhtin created in the 1960s the situation in
which Bakhtin’s 40 year studies occurred to be as sent from the future. Such
re-reading probably waits for several scholars who, due to one reason or
another, have not been enough distributed as translations in great languages.
Of J. Lotman’s predecessors an example of this can be M. Bakhtin’s con-
temporary Juri Tynjanov.

A reason for re-reading can be a wish to get rid of the cultural layer and
returning to the values of the original text that has turned into hardly
comprehensible because of multiple interpretations. So has Jerzy Pelc
expressed a wish to return to Charles Sanders Peirce: “l wish to find out what
he actually had in mind. | therefore ask questions. And | would very much
like to hear competent answers to these questions, but answers that are not
formulated according to the rules of Peirce’s style and poetics which his
followers and commentators sometimes adopt as their own” (Pelc 1990: 4).

Roland Barthes can be an example of a recent re-reading; different parts
of his legacy occur again innovative in the hands of several researchers.
Jonathan Culler, for example, stresses the value of a theoretician and a
semiologist in this “back to Barthes” movement: “It seems to me that the
essential feature of Barthes’s genius is to have discovered the heuristic func-
tion of systematicity and of the requirement of explicitness. [...] Systematicity
is, first and foremost, a means of estrangement, Verfremdung” (Culler 2001:
440). The innovative nature of R. Barthes is condensed in the notion of text. It
is this notion that connects R. Barthes and J. Lotman, and J. Culler’s fol-
lowing words might characterise both scholars: “A first consequence of this
interdisciplinary reorientation was the positing of the methodological equi-
valence of different cultural products, whether literary works, fashion
captions, advertisements, films, or religious rituals: all can be considered as
text” (Culler 2001: 442). Since the concept of text is paired with the notion of
work, J. Culler recognises two perspectives for R. Barthes’ treatment of text.
First, “work and text would be two different concepts of the object of study.
[..] Alternatively, work and text could be two different classes of objects
(roughly the traditional and the avant-garde)” (Culler 2001: 444). In contem-
porary methodological searches Barthes thus occupies an important place,
although this does not concern all his works: “We may often need to read
Barthes against the grain to preserve the theoretical and methodological gains
that he himself risks dissipating or concealing in such slides into mystification
or nostalgia; but this sort of vigilance is precisely what we can learn when we
go “back to Barthes”, or rather, back to the early writings of Roland Barthes”
(Culler 2001: 445).

Re-reading from another viewpoint can take to the equalisation of semio-
logy and sociology: “Barthesian semiology was inevitably and invariably a
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sociology” (Polan 2001: 456). From the side of semiotics, however, an oppo-
site attitude is possible. An example of that can be John Deely’s fear in an
argument with Umberto Eco, especially in connection with the bringing close
together sign and sign-function: “As we shall see over the course of this
discussion, this amounts to proposing the elimination of semiotics in the name
of semiotics, or, what amounts to the same thing, the restriction of semiotics
to the horizon of semiology” (Deely 2001: 705).

J. Deely’s re-reading of Eco also takes to reformulation of the famous
definition “the possibility of lying is the proprium of semiosis” (Eco 1977:
59): “This is well put, if one sided, since the possibility of expressing any
truth is equally the proprium of semiosis. Since the sign is that which every
object presupposes, and since semiotics studies the action of signs, perhaps
the best definition of semiotics would be: the study of the possibility of being
mistaken” (Deely 2001: 733). Viewing semiotics against the background of
the distinction of the notions of discipline and field, or the theoretical and the
applied aspects, J. Deely tries to defend the notion of the sign for the sake of
holistic semiotics: “[...] the notion of signum is broader and more fundamental
than Eco’s notion of sign-function, and nothing is more important in the long
run than a proper clarification and laying of the foundations for the
enterprises of semiotics. [...] sign is the universal instrument of communica-
tion, within oneself or with others equally” (Deely 2001: 733).

The disciplinary importance of the problem is indicated by Jerzy Pelc’s
attempt to re-read works by Ch. S. Peirce and Ch. Morris, and to answer the
same questions that bothered J. Deely. Viewing semiosis as sign process and
semiotics as the science or knowledge of semiosis, J. Pelc presents an under-
standing of the object of semiotics: “The object of semiotics, in one meaning
of this term, are semiosic activities and the products thereof, i.e., semiosis and
signs together with their semiosics” (Pelc 2000: 431). Through re-reading
Peirce and Morris J. Pelc also articulates the notion of semiosis: “I treat
semiosis as activities which in some cases produce signs together with selec-
ted semiosic properties or semiosic relations thereof, and sometimes semio-
sics, i.e., the totality of semiosic properties of these signs or the totality of
semiosic relations containing the signs as their elements” (Pelc 2000: 428).
From another viewpoint J. Deely, for example, treats the same problems
through the concept of intersemiosis: “[...] human understanding finds its
operational existence initially in terms of the intersemiosis which perception
makes possible as developing around a sensory core” (Deely 2002: 68).

These dissimilar re-readings reflect well the dependence of any discus-
sions on metalanguages that are the means of communication and self-
communication of those participating in the discussion. Thus science does not
depend that much on culture a part of which it is. Even if discussion or
dialogue goes on in the framework of one discipline, scholarly multilingua-
lism is preserved, because the sources of metalanguage, including texts and
authors re-read, are very diverse. At the same time (meta)linguistic identity
problems emerge inside different traditions. Talking about the semiotics of
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the new century, Umberto Eco brings an example from Russian literature.
Lev Tolstoi’s “War and Peace” is a work in which Russian common people
speak common Russian, and a vast majority of nobility speak French. Tols-
toi’s semiotics of the own and the alien is also based on this linguistic
difference. Yet what happens to this work at translation into French, loses as a
separator of the dissimilar sociocultural worlds of natural language (Eco
2001: 291-292). The same holds true for metalanguages and scientific tradi-
tions. Innovation and innovation emerging via re-reading may gain support
from metalinguistic dissimilarity, and may stay unnoticed in the case of the
lack of strangeness.

Juri Lotman’s legacy is not enough known outside the boundaries of
Russian. However, his scientific potential is ever-growing in spite of him not
being amongst us already for nearly ten years. Not all his conceptually
important works are known in English and thus his more holistic treatment
lays ahead in the future. A very good specialist of Lotman’s work, Karl
Eimermacher, cognised the importance of Lotman’s semiotics for holistic
study of culture already in the 1970s, and called this a semiotic version of
integrative culturology (Eimermacher 1997: 229). Irene Portis-Winner has
long and fruitfully sensed her ethnological and culturo-semiotic studies by the
help of Lotman. In her last book she finds Lotman’s notion of semiosphere as
a creator of holistic perspective: “Lotman's concept of the semiosphere sub-
sumes all aspects of the semiotics of culture, all the heterogeneous semiotic
systems or “languages” that are constantly changing and that in an abstract
sense, have some unifying qualities” (Portis-Winner 2002: 63; cf. also Portis-
Winner 1999).

Thus there are reasons to deal more actively with re-reading J. Lotman,
and to identify his innovative potential. There already have appeared and are
appearing studies based on systematic knowledge of J. Lotman’s legacy. So
Edna Andrews stresses the semiosic aspect of J. Lotman’s concept of semio-
sphere: “The semiosphere may appear to be a semiotic unity at its highest
level, but in fact it is a conglomerate of boundaries defining everchanging
internal and external spaces. Thus, there can be no “language” or “memory”
for Lotman without the guarantee of semiosis in the form of the semiosphere”
(Andrews 1999: 13). From here Lotman’s importance is seen: “Lotman’s
extensive work on the semiosphere and the semiotics of communication
provide some invaluable concepts and categories that offer insights into the
structural principles of semiosis” (Andrews 1999: 8).

Boguslaw Zylko stresses, from the perspective of Lotman’s evolution,
that the concept of semiosphere signifies transfer from static to dynamic
analysis, and the basis of this transfer is understanding the relationship
between holism and heterogeneity: “The shift, from the conception of culture
as a bundle of primary and secondary modelling systems to the notion of
semiosphere, is also a shift from static to dynamic thinking. If we took the
former approach, culture would resemble a motionless unit made up of
semiotic systems; whereas if we follow the semiospheric approach, culture
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takes the shape of a heterogeneous whole bustling with multiple rhythms of
development and transient dominants” (Zylko 2001: 400). Dynamism is
stressed also by Floyd Merrell in his comparison of Peirce and Lotman and
treatment of biosemiosphere: “Cultures are processes, never products; they
are codependently arising becoming, not cause-and effect sequences; they are
events, not things moving along like trains on a track; they are perpetually
self-organizing into unseen and unseeable wholes, rather than predictable
wholes and their parts in terms of static and statistical averages. They are
semiosis at its best, though, unfortunately, occasionally at its worst” (Merrell
2001: 400).

In works by colleagues | consciously bring forward these aspects that
point at the change in culture as a research object in connection with the
methodological possibilities of a discipline. | would like to add another
developmental trait in connection with history and evolution. In 1984 Walter
A. Koch wrote in the foreword of his series of Bochum Publications in
Evolutionary Cultural Semiotics on the notion of culture that it is “[...] a
phenomenon whose true integrative potentialities have not yet been fully
discovered or explored. For a semiotics thus conceived, structure and process
are not different phases of reality and/or sciences but rather mere faces of a
unitary field. In the view of this series, then, any fruitful attempt at semiotic
analysis will be based on premises of macro-integration — or evolution —
and of micro-integration — culture” (Koch 1989: v). In 1992 Lotman wrote
in the foreword of Sign Systems Studies vol. 25 that was the last appearing in
his lifetime: “During the past decades semiotics has changed. One achieve-
ment on its hard path was unification with history. The cognition of history
became semiotic, but semiotic thinking obtained historic traits. [...] Semiotic
approach tries to avoid the conditional stopping of the historical process”
(Lotman 1992: 3). Lotman also concludes that “each generation has a lan-
guage for describing yesterday and principally lacks a language for tomor-
row” (Lotman 1992: 4). In between these there is today in which the descrip-
tion of culture is, on the one hand, a problem of metalevel, i.e. that of the
level of scholarship or criticism. On the other hand culture works, as living
through, on the level of self-description, be it the case of an individual or
collective consciousness.

An important ontological feature of culture as a complex object of study is
the coexistence of different description. As a result of descriptive processes
this allows to talk about cultural self-models. Cultural self-description as a
process can be viewed in three directions. Culture’s self-model is the result of
the first, and its goal is maximum approach to the actually existing culture. As
a second result there emerge cultural self-models that differ from ordinary
cultural practice and have been designed for changing that practice. A third
result lays in those self-models that exist as ideal cultural self-consciousness
separately from culture and have not been aimed at it. By this Lotman does
not exclude conflict between culture and its self-models. At the same time it
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is exactly the self-descriptions that allow to reach the notion of cultural unity
(Lotman 2000a: 420). Cultural unity, in turn, points at personality.

Lotman views culture as a collective intellect and compares it with both
individual and artificial intellect. The measure of intellect is formed by two
main features — to create a whole out of a heterogeneous association and to
create novelties. Both features are inseparable from the notion of personality:
“A thinking structure must form a personality, i.e. to integrate oppositional
semiotic structures in one whole” (Lotman 2000c: 573). In 1980s Juri Lotman
described creativity, relying on llya Prigogine. The article “Culture as a sub-
ject and object for itself’ maintains that: “The main question of cultural
semiotics is the problem of the emergence of meaning. We call the emergence
of meaning both the ability of culture as a whole and its parts to put from its
“output” out nontrivial new texts. New texts are the texts that emerge as
results of irreversible processes (in llya Prigogine’s sense), i.e. texts that are
unpredictable to a certain degree” (Lotman 2000b: 640).

In the article “The phenomenon of culture” (Lotman 2000c) Juri Lotman
creates foundation for theoretical construction of the following years. He
offers a typology that has not been yet properly sensed the best articulation of
which that article is. The basis for the typology is distinction of the static and
dynamic aspects of cultural languages. From the static aspect cultural lan-
guages divide into the discrete and the continual (iconic-spatial), and for Juri
Lotman this forms the semiotic primordial dualism. In discrete languages sign
comes first and meanings are created through the meanings of signs. In
continual languages text comes first and meaning emerges through holistic
text that integrates even the most heterogeneous elements. These are the two
languages between which it is difficult to create translatability. Difficulties of
translatability and the impossibility of reverse translation turn any mediating
activity between these languages into creative and are thus the basis for
creativity.

In dynamism the simultaneity of the two processes in culture is important.
On the one hand in different fields of culture there goes on specialisation of
cultural languages as a result of autocommunication and identity searches. On
the other hand on the level of culture as a whole there emerges integration of
cultural languages as a possibility of self-communication and self-understan-
ding. Yet the dynamism of integration is revealed in the simultaneity of the
two processes. From the one side in different parts of culture there are being
created self-descriptions and alongside with them also metadescriptions or
descriptions from the position of culture as a whole. This is integration
though autonomies. From the other side their goes on diffusion, creolisation
of cultural languages due to the communication between different parts of
culture. Creolisation is a feature of dynamism and an intermediary stage at
reaching a new autonomy or pure (self)description. Thus Juri Lotman has
raised Juri Tynjanov’s evolution model to a new level and created an
understanding of culture not as static system but a collective intellect in
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continuous development that is characterised by the need of cognising its
identity and expressing itself, i.e. being creative.

| already hinted at U. Eco’s example of the sociocultural role of the
French language in L. Tolstoi’s War and Peace. Russian and French signify
different worlds and dissimilar identities and the impossibility of distin-
guishing between them in translation into French demolishes boundaries
between these worlds. J. Lotman, however, liked to use another example from
the same work: the scene in which a Russian ranker enters a dialogue with a
captured French soldier and does it in an invented abracadabra language. The
reason for that is his understanding of French as a spoilt Russian. And even
though one of the languages used in that dialogue does not exist the dialogue
is still successful. So do cultures exist by having autonomous languages com-
municating inside them as creolised complexes consisting of fragments of
different languages. Communication itself creates the need to derive a new
language of the creolised association, for the need for autonomy and identity
increases when getting in touch with another autonomy and identity. Dialogue
creates identity. If continuing the situation presented by Tolstoi, the meeting
of French and the nonexistent or spoilt Russian would be followed by the
gradual creolisation of French and Russian, mutual fragmentary translation
that in the ideal case would lead to equal translatability of both languages. If
need for dialogue decreases or disappears due to certain reasons, one of the
partners can shift to the periphery, i.e. to become invisible in culture. This is
what happened in Russia where the niche of cultural semiotics was taken over
by the postmodern paradigm (see Torop 2001).

Studying culture is made difficult by the similarity of processes on the
object level and different metalevels. Autonomy and creolisation are visible
in relationships between different fields of culture, ways of self-description of
different fields, and metadescriptive levels of cultural analysis. Thus it is
regular to meet, for example, the notion of representation side by side with
semiosis at trials of defining the object of semiotics. So, from the position of
applied analysis, it has been stated that semiotics “is an autonomous science
that aims to investigate semiosis — the capacity to produce and comprehend
signs — and representation — the activity of using signs to make messages
and meanings (Beasley, Danesi 2002: 32). Similarly characteristic is Goran
Sonesson’s statement that “the project of the semiotics of culture is a socio-
logical project. In this sense, it may be seen as a foundation for that study of
the life of signs in society, from which Saussure finally opted out; but also,
more importantly, as a new start for the study of dialogicity uniting the ego
and the alter, which was sketched long ago, in so many divergent ways, by
the members of the Bakhtin circle” (Sonesson 1998: 108).

At the meeting of culture and disciplines studying it there emerge ques-
tions the new century must seek or reformulate answers for. The first circle of
questions concerns culture as a complex research object and connects with
disciplinary possibilities in culture research trends. Can culture as a complex
object be transformed into one or several disciplinary objects of study? From
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here emerges the quest for a coherent complex science. Fran™oise Rastier has
raised a question of a universal trans-semiotics and distinguishes between two
poles in connection with culture research: the pole of sciences of culture
(sciences de la culture) is exemplified by Ernst Cassirer and the pole of se-
miotics of cultures (semiotique des cultures) by the Tartu school. In between
the two poles there remain questions: one or many sciences? culture or cul-
tures? (Rastier 2001: 163). The second circle of questions connects with
relationships between disciplines studying culture. Is it possible to imagine
culture studying disciplines in terms of hierarchy, can any of them, e.g.,
cultural semiotics, be in the role of a foundation discipline methodologically?
l.e., culture-studying disciplines, their dialogue abilities with both the object
of study and neighbouring disciplines ought to be objects of analysis sepa-
rately. Thus there is to be answered the question what are connections
between disciplinariness on the one hand, and multi-, trans-, inter-, and
dedisciplinariness on the other. Culture as an object of study and culture
research sciences as objects of study — in both cases it is suitable to recall the
picture emerged as Umberto Eco’s re-reading of Lotman: “If we put together
many branches and great quantity of leaves, we still cannot understand the
forest. But if we know how to walk through the forest of culture with our eyes
open, confidently following the numerous paths which criss-cross it, not only
shall we be able to understand better the vastness and complexity of the
forest, but we shall also be able to discover the nature of the leaves and
branches of every single tree” (Eco 2000: xiii).

The present volume mostly contains proceedings of the conference dedicated
to the memory of Juri Lotman. There are enough of them also for another
volume. However, side by side with presentations here are other works that
have arrived the editorial as results of different dialogues. | would like to
mention separately only one of them. In the beginning of cultural semiotics
during 1960-70s the development of semiotics was importantly influenced by
a general tension field that connected different regions and centres of semio-
tics that created dialogues primarily via translations, for direct communication
was not always possible. The re-reading of M. Bakhtin’s works in the world
there was accompanied with interest from the side of the Soviet Union to
Paris and especially works by Julia Kristeva. Sign Systems Studies is probably
the first publication in the Soviet Union that started to introduce J. Kristeva’s
ideas. | have read J. Kristeva’s and some other French colleagues’ books in
French at J. Lotman’s home library. Today it is a pleasure to maintain that the
old dialogue is continuing through J. Kristeva’s contribution to Sign Systems
Studies. In science time is not the essence. Far more important is phatic
communication, readiness for dialogue, expectancy of dialogue even when
years can take dialogue partners into different centuries. We remember J.
Kristeva’s obituary to J. Lotman (Kristeva 1994). It is all the more pleasant to
once again assert that science is dialogue and neither is afraid of time.
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Thinking about literary thought

Literary theory has aroused much dismissal, a good deal of infatuation, and a
growing number of misunderstandings. Some declare it “theoretical terro-
rism,” while others try to restore in it the “common sense” of a “reading ego”
trying to become a “popular ego,” and try to convince themselves that “no-
thing interesting has been written in the last 20 years.” To these rather
restrained opinions, one must add the unremitting efforts of the media but
also of academia — these powers and institutions are decidedly united —
who aim to ridicule and discredit for ever more literary theory’s encroach-
ment, or attempted encroachment, of its authority on literature. It may seem
paradoxical that such a sparing, abstract, or even, as they say, insignificant
activity should elicit such an... eroticization. Why so much passion for such
an elusive object? We must look back to the beginnings of theoretical thought
in the area of arts and literature, in order to attempt to uncover the reasons for
this apparent anomaly.

I would put forth two sources of literary theory. The first goes back to
philosophy and to its metamorphoses since the end of the 19th century. The
second goes back to the changes in how the imaginary is perceived, a change
contemporaneous with the transformation of philosophy and of esthetics. But
it seems to me that there is not enough emphasis placed on this second source
of literary theory: we find it difficult to evaluate our century, with all its
profound upheavals, while, on the eve of the third millenium, still more are
promised that echo the past. I would first mention the following upheavals, to
which I will return later: first of all Nietzsche, quoting Jean Paul: “God is
dead”; second the words of Mallarme: “We have touched poetry”; and |
would ask you to remember that both these statements go hand in hand.

1. Among antecedents

Although a theory of literature has existed since the time of Plato and
Aristotle (and therefore a theory of genres, style, author, model and imitation,
and so forth), literary theory in the modem — and disputed — sense of the
term is dependant on German philosophy and esthetics at the end of the 19th
and beginning of the 20th century, and, more fundamentally, on Husserl’s
phenomenological revolution.
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In his Principles of Art History (1915), Heinrich Wolfflin (1864-1945)
abandons the exploration of singular cases, to uncover instead general traits in
the evolution of art. The object of his analysis is not the expression, but rather
the abstract quality, above all with respect to the following statement: the
quality of style which is self-evident, the form of vision common to all artists
belonging to a similar period, and a quality formulated as a “language about
art” (Kunstsprache). This language is formed based on binary oppositions of
mutually exclusive categories (hence: linear versus pictorial, two-dimensional
versus three-dimensional, closed versus open, and so forth). But, far from
being universal categories like those of Kant, they depend on the historical
periods being contemplated (Renaissance, baroque, and Gothic do not belong
to the same categories). Progressively, Wolfflin’s thinking moves toward an
assimilation of the problems of art with those of language and style.

At the same time as, but independently of Wolfflin, Ernst Cassirer (1874—
1945) discovered the essence of the “symbol,” which expresses the invariable
that underpins variation. All “cultural forms” (mythology, art, religion, as
well as science) are reconciled insomuch as they occupy a “symbolic
function” that they each execute differently. The primacy and the extension of
the symbolic function, which covers all phenomena and which demonstrates
meaning in the midst of sensibility, is not however negligent of context: the
context constitutes the symbolic form, which, thus described, dispenses
reality.

But it was Edmund Husserl (1859-1938) who founded phenomenology,
inspired by his initial work on the epistemology of mathematical thought, and
who appears to be the most radical instigator of the so-called “theoretical”
approach in the areas of art and literature, as well as in the “social sciences”.
In his General Introduction to a Pure Phenomenology (1913), and then in
Formal and Transcendental Logic (1929) and Logical Investigations, he
abandons the distinction between “form” and “content,” denouncing the
criteria upon which it is based as “psychological”. Instead, he proposes a
“logical” thinking in which each “given,” which must be “distributed in the
region of the being”, is a result of experience. In other words, the irreducible
“how” must be “contemplated”. And so, “purely logical” studies of this “con-
templation” are precisely those where we see that the word “logic” is Hus-
serl’s description of the Greek logos. A true turning-point in philosophical
thinking, comparable even to that of Plato, Husserl's phenomenology
illustrates the essence of “form of consciousness” as opposed to “matter of
consciousness”, discusses the distinction between formal laws and material
laws, and re-establishes the “logical unity of the content of thought, that is to
say the unity of theory”.

We could establish, although | will not do it here, the phenomenological
relationship of research in Literaturwissenschaft in Germany, which is de-
dicated to the study of literary as a carrier of specific content. From Vossler to
Steinthal, Spet, Staiger and Spitzer, the particularities of poetic language as an
expression of scientific thought are studied, moving from “dialectical stylis-
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tics” to “poetic forms” of discourse and of genres, distinguishing “interior
form”, and separating the “signs of things” from the “signs of meaning,” and
so forth.

The development of Saussure’s (1857-1913) theory of general linguistics,
as well as of his work on semiology, but also the works of Hjelmslev (1899—
1965), which tended more closely toward phenomenology, would later aid in
identifying that significant and specific value attributed to literary formality,
which had emerged from the work of the German theorists, to the system of
language itself. Produced only in draft form by Saussure and by Hjelmslev, it
was in Russian formalism that this linguistically inspired theoretical current
was most clearly realized. In fact, the turning point carried out by Russian
formalism pinpointed, in substance, binary structures in poetic and narrative
thought, to the extent that they were a revival of the phonological duality
which is a constituent part of the language system. B. Tomachevsky’s book
Theory of literature, written in 1925, is the most systematic version of this,
and the main protagonists were thereafter known to all: Chklovsky, Vinogra-
dov, Tynianov, and R. Jakobson. T. Todorov edited in France a compilation
of Tomachevsky’s works (Theorie de la litterature, “Tel Quel” series, Seuil,
1966): this was a starting-point for an extension of Levy-Strauss’ structu-
ralism — which had until then been applied to genealogical structures and to
mythology — to literary texts and to other esthetic objects (music, cinema,
photography, and so forth).

Without trying to be exhaustive, | feel it is necessary to add to these Ger-
man and Russian “schools” R. Wellek and A. Warren’s 1949 “Theory of
Literature.” Seen as a branch of general and comparative literature, it is a
reflection on the conditions of literature, literary criticism and literary history,
and is described as “literary theory” in order to distinguish it from the “theory
of literature” more easily identified with formalism. More empirical than the
theoretical variations from the Continent, American “new criticism” merges
historical and formal methods, and owes a great debt to comparative litera-
ture.

I will not delve further into this (inevitably schematic) reminder of the
antecedents of modem and French literary theory. As essential as they may
be, they do not explain its recent explosion in France and abroad, and, alone,
they carry the risk of forming a scientistic and positivist isolation that would
be unable to reveal the characteristics of the initially postulated literary
thought, instead locking it up in a universalizing logical grid.

Another condition of the research we are undertaking today has come to
light, adding itself to what has already been described: we forget that this
investigation concerning form as thought, and not as a more or less secondary
expression, which describes literary theory, is contemporaneous with a
unprecedented readjustment of the imaginary experience in modernity. It is a
readjustment which has placed habits of reception in a difficult position: it has
stimulated a recourse to new approaches to these “languages”, to these sur-
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prising “forms”, and it has literally turned upside down classical rationality,
as well as moral standards and ideologies.

To sum things up, the literary experience of the end of the 19th and
beginning of the 20th century appeared as the singular path for thinking about
the subject in the world, calling into question the boundaries between
conscience and language. Skimming these boundaries, that is to say these
psychosocial pathologies, the imagination, thus deployed, presents itself as
the more or less intentional accomplice in the Freudian revolution that
discovers, at the same time, the unconscious. More radically still, this new
regime of the imaginary appears as a rival to the inner experience, while at
the same time trying to change social structures by modifying the relationship
between the talking being and meaning, inasmuch as this relationship deeply
codifies the social contract. After the sacred, where men celebrated meaning
through rituals that juxtaposed sacrificed substances against that which is
beyond forbidden, the sensible against the significant; after the religious
which meditates on meaning as a dynamic between the forbidden and the
transgression in the subject’s formative revolt in the face of the Father; the
modern imaginary confronted Meaning, which constitutes human conscience
and social morality, challenging it under pressure from the Real, which
forever remains impossible, but which the modem Imaginary attempts to
explore by inscribing undisclosable truths.

2. The modern regime of the Imaginary

Because it is necessary to simplify things, | ask you to consider the following:
in the last century, perhaps a little longer, an event has taken place which has
profoundly marked the European literary experience: the meeting of literature
and the impossible. Initiated by German romanticism, marked by the Schlegel
brothers, Schelling, Hegel, Schopenhauer, Nietzsche, and even the tragic
lucidity of Hdélderlin, and clearly targeted by the journal Athendaum (Berlin,
1878), this bringing together of literature and the impossible took on its most
radical form in the French language. Literature relinquished its role of beauti-
ful language, of seductive beauty, of religion’s younger sister. In making
itself the explorer of each verb’s resource — what to say? how to say it? what
does “to say” mean? to make and to unmake meaning? — literature first
enters into a radical debate, or into a face-to-face meeting (similarity, then
dissociation) with religion and philosophy. Literature thus explores the
impasses of the conscience and associates itself with madness. Finally, it
collides with the resistance of social reality, not to disprove it but instead to
no longer reflect it, and rather to disprove first of all the imaginary itself, and
thus literature in aid of social reality — we are familiar with the tragedy of
the poet who becomes a businessman, as well as that of the “politically
committed” poet. Finally, literature demands another status for the imaginary:
a path to truth and to transformation, both subjective and social. In France,
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this encounter of literature and the impossible experienced three stages: the
first was that of Rimbaud, Lautreamont and Mallarme; the second, that of
Surrealism; the third was that of Tel Quel (1960-1982).

A. For Rimbaud, I will remind you of some of his poetry in A Season in Hell,
“Delirium T: Alchemy of the Word” (1870): “Never any hopes, / No orietur.
/ Science and patience, / The suffering if sure”. And these lines, also from A
Season in Hell, “Farewell” (1873):

I who called myself magus or angel, exempt from all morality, | am thrown
back to the earth, with a duty to find, and rough reality to embrace! Peasant!
Was | wrong? Could charity be the sister of death for me?

At least I will ask forgiveness for having fed on lies. Let us go now.

But not a friendly hand! Where can | find help?

Yes, at least the new hour is very harsh. [...] We must be absolutely modern.
[...] I saw the hell of women down there. [...]

And finally, in llluminations, “Morning of Drunkenness” (1871): “Elegance,
science, violence! [...] We assert you, method! [..] Behold the age of Mur-
derers”. The method, you will understand, is violently outraged.

We must be absolutely modem, in this age of Murderers, for | saw the hell
of women down there: this is a possible montage of Rimbaud’s words. We
could make others. But for me this one seems to reverberate with the reading
that | will undertake of the Surrealists: the sudden acknowledgement of an
antinomy between society and poetry, and more still between a certain
spirituality (which both the family and Claudel would not cease to rediscover,
or rather to impose on him the most conventional forms) and the affirmation
of an elegant and cmel “method”, which is none other than a certain way of
thinking beyond judgment, of thinking with one’s body and one’s tongue. It is
known that the experience of this rupture would lead Rimbaud to abandon
poetic writing — the traveler would find in Abyssinia an activity as exotic as
it was insignificant, and we are free to think that he ended up either re-
pudiating the search for “rough reality to be embraced”, or else on the
contrary that he pursued it in silence. Nevertheless, before poetry confronted
that particular impossibility, which was the renunciation of imaginary
formulations, another impossibility unfurled itself magnificently in Hlumi-
nations: listening to that boundary-state where thought has recourse to the
senses; not to the “good sense” which certain people think encapsulates
sensibility, but rather, on the contrary, “to the disturbance of all senses”,
which is, in reality (if you think about it), the sign of thinking human beings,
and which leads to the clarity of a dazzling language, rich and unusual, that
one must indeed call an “illumination”. It is the fold where a “soul” or, in
other words, a subject who has touched in meaning and sensations his own
contours, escapes in an exteriority that we can term a “voyage”, a “path” or a
“being” — but Rimbaud distrusts these “lies” too much to content himself
with these conciliatory cliches of what appears to him to be, strictly speaking,
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madness. Listen to him — there is no surrealism in these lines, a passage from
Illuminations entitled “Lives”: “l am a far more deserving inventor than all
those who went before me; a musician, in fact, who found something
resembling the key of love”. [The union of music and the key of love would
also appear later in the works of the Surrealists.] “l expect to become a very
wicked fool”. [We find ourselves here at the boundary of silence, but
Rimbaud never ceases to compose with it.] “And now that | am so worthy of
this torture, let me fervently gather in the superhuman promise made to my
created body and soul. This promise, this madness!” [The ability to change
styles in a new illumination is linked, if it exists at all, with dementia.]
“Elegance, science, violence! [...] We assert you, method! | am not forgetting
that yesterday you glorified each of our ages. | believe in that poison. | can
give all of my existence each day”. The exhortation, the exaltation, the
dementia, the elegance, the science, the violence, these are the things that
should give access to the new style.

And, from Lautreamont, at about the same time (1868, Maldoror, 1870,
Poems):

It is time to apply the brakes to my inspiration and to pause for a while by the
wayside, as when one looks upon the vagina of a woman. [...]

I shall set down my thoughts in orderly manner, by means of a plan without
confusion.

Would the logic of the physical body and of musicality open another scene, at
the very heart of the judgment that trivializes us in our social lives: another
humanity, a “poetic” one so to speak, but which in reality would be another
logic?

Lautreamont is the explorer of that path, another precursor to the
Surrealists. Some of you are familiar with my reflections on Lautreamont in
La Revolution du langage poetique, and I will admit to you that | am excited
to revive this relationship with Maldoror and Poetry. They express the same
necessity asserted by Rimbaud — to leave behind ornamental poetry, to
combat romanticism, Parnassus, symbolism, empty rhetoric, the blind
embellishment of pleasure or of pain, and to confront the experience of
literature using philosophy and science. That led, in Lautreamont’s Poetry, to
a sort of writing in forms: forms, in effect, that aspire to a scientific and
positivist exactness influenced by Auguste Compte — albeit in an ironic and
blasphemous way — and that hark back to classical philosophy, because it is
the maxims of La Rochefoucauld, Pascal, and Vauvenargues that the poet
lightly knocks off balance in order to give them a more radical, more
diabolical sense, more rebellious against classical enunciation.

The confrontation with the other is carried out on two fronts: on the one
hand a rewriting of classicism and rationalism in order to unfold the tissues of
the mind; on the other hand an exploration of the other sex as such. It is not
only the violence, the unbearable, the disgust, but also the fascination and,
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from there, the mobilization of language to take into account these states of
ambivalent passion. Here then are some excerpts from the Poetry: “Great
thoughts come from reason! [...] You who enter here, abandon all despair.
[...] Each time | read Shakespeare it seems to me that | am dissecting the
brain of ajaguar”.

Lautreamont invites us to enter into the conflict, to locate the irreconcil-
able, to demonstrate the logic of violence and of ferocity that is the flip side
of beautiful language, of the literary beauty associated with Shakespeare; of a
violent act: to tear thought to pieces, thought which is the supreme power, to
penetrate into this tyranny of the intellect, of which Kant had indicated the
force, and which Lautreamont presents using the formidable and derisory
image of the “brain of ajaguar.”

This claim of radical thinking goes hand in hand with a penetration into
the mystery of the “normal” that is the taboo of sexuality with the
embellishment of the sexual act. And Lautreamont joins his revolt of logic
together with a descent, through the female and the vagina, into the derisory
hell of the species, of our animal nature: “It is time to apply the brakes to my
inspiration and to pause for a while by the wayside, as when one looks upon
the vagina of a woman”.

If I have quoted from these two authors (Rimbaud and Lautreamont),
chosen from among others, it has been to point out two elements of this
meeting of literature and the impossible, which Tel Quel took up again, and
which | will revisit in a few moments. On the one hand, literature in the face
of a classical philosophical design, which one could almost call classicistic;
on the other hand, the confrontation of literary enunciation and poetic
transgression with the feminine side of man and the feminine of side of
woman. This in fact refers to a transubjective reality that it more and more
difficult to define. So much so that we look for it from a perspective which
for some may seem dreamlike, but which may be the very foundation of
things: in the realm of Chinese ideograms and their battle between gesture
and sign, between reality and meaning.

B. The second meeting between literature and the impossible was that of
Surrealism. In taking up Rimbaud and Lautreamont’s message, the encounter
knew not only the anti-lyrical rage and the fear of an objective discourse —
which, as you know, exasperated the bourgeois — but also the voyage toward
the impossible that | mentioned earlier, with its two variant forms: the
feminine and the real. It was a voyage, however, which got bogged down in
the cult of the providential woman (“the future of man is woman” being one
of the most religious impasses of that misunderstanding) and in the adherence
to a providential institution: for Aragon, it was the Communist Party. The fact
remains that, from Breton to Aragon, with and beyond the war in which they
fought, the awareness that literature is anti-thought was affirmed. That the
writing dissolves the apparent coherence of the argument and opens up the
dynamics of thought: the anti-thought, in order to better demonstrate that this
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writing-thought presents a repressed logic, in opposition to the period of calm
of metaphysical thought.

French literature is too used to beautiful language and too afraid of
reasoning for one to dare advance with impunity on its territory, even as far as
to consider that writing can be — not always, as bookstores are full of
examples to the contrary, but it does happen — an act of thought. The
surrealist revolt seems to me a radical one, insofar as it tried to describe the
untenable nature of that variation of thought that human beings accomplish by
writing against repression and standard. When Aragon affirms repeatedly
what he calls the “will of the novel”, let us not forget the profession of faith in
Paris Peasant (1924-1926): “What concerns me is metaphysics”. The “will
of the novel” is a continuation — and, we could demonstrate, a mutation —
of metaphysics when metaphysics is tuned in to poetry and to the senses. In
paying too much attention to the “new world”, which the surrealists predicted
would be a social world — it is, in fact, an aspect of the project, and | will
come back to this — we have above all underestimated the philosophical
subversion represented by a writing that opposes “action” and “art” at the
same time. Nevertheless, the modernity of that project is both indisputable
and shocking. At the end of this century, even more clearly than during the
surrealist period, we know that a rationality based on action does not exhaust
the potentialities of the being.

The surrealist revolt took action first of all against a world where “action
was not the sister of dreams”, according to the words of Baudelaire. A world
that was opposed simultaneously to contemplative thought and pragmatic
reasoning, to explore that other realm that Freud had investigated since the
end of the previous century. There is a thought at the boundary of that which
is thinkable: an experience of language liberated from the shackles of a
judgmental conscience gives access to this thought and gives evidence of its
existence. It is perhaps a matter of another world (of thought) that modifies
the (real) world.

The surrealist revolt calls for a new way of thinking that shatters the
essence of thought: the poetry of the surrealists confirms a refusal of
insignificant poetry, of ornamental poetry, and a refusal of the “poheme”:
“Attention [...] and then rhyme, syntax, and the grotesque”, write Breton and
Eluard who, with Apollinaire, want to “touch the essence of the verb”. It is a
question of continuing an investigation that consists of rejecting the
ornamental, the poetic lace, the “poheme” to invent, from the perspective of
the “scientific” or “experimental” ambition of precursors, the “event poem”.
It is what would develop in subsequent years in the form of a happening, with
the participation of the audience, the participants, the readers acting as
subjects, as bodies, as atoms in play, in a given place. “Lyricism is the
development of a protest against the sentiment of reality” (Breton) we still
read in his Notes on Poetry. Let us be realistic and bear in mind those things
that surround us, but to better twist our necks at ordinary reality! Surrealism
will not let go of the fine line between poetry and reality. The “[..]
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transubstantiation of each thing into a miracle [...]” — that was the objective
of the new poetry. Such is Aragon’s proposal in his Treatise on Style (1927),
in harmony both with Rimbaud’s Illuminations and with the writings of
Proust, who asked that the written word be made flesh through transubstan-
tiation, the novel thus also becoming a physical experience. It was of course,
to begin with, a question of achieving a sort of illumination, or fantastic state,
through the cult of writing: from writing as a privileged, or even exclusive,
act, to anft-thought. “I belonged, then, from an early age, to that zoological
species of writers for whom thoughts are formed through writing”, wrote
Aragon in his belated preface, written in 1964, to The Libertine (1924),
acknowledging that there are no other solutions to thought or to life, except
writing; that only writing can legitimately rise up against watered-down
opinion and art: that only writing is a revolt in aid of the miraculous and of
the capture of a thought without any utilitarian compromise.

An intense sexuality is called for to support the language of enchantment
so that it may rebel against the French language — obviously imaginary —
perceived as rational, dull, resistant to enchantment. The French language is a
“language of cashiers, precise and inhuman”, complained Aragon in his
Treatise on Style, before then proposing to create a new one using automatic
writing, accounts of dreams, collages, and fragments. Eroticism was then
mobilized to provoke the unusual and to inject new life into the imaginary.
Such was the goal of La Defense de I’infini (1923-1927).

We thus arrive at this cascading, visual definition of verbal style, or of
thinking about writing, of which the writer is but “second-hand”: “I call style
the accent that takes second-hand a man given the waves by him echoed of
the symbolic ocean that universally mines the earth by metaphor”. We can
understand by this that style opens up language in such a way that each
individual, each given man is the representative of the symbolic ocean, of the
infinite nature of language to which we are led, if we really bear in mind the
confrontation with the ephemeral, with humour, and with images. For the
poet, these phenomena are not pretexts which open “an unending revolt”, to
be further translated as metaphors. And also to insist on accent, on music, on
what | call semiotics, therefore on the unique experience which instills an
insurmountable sensibility in community usage of language (of the universal
“waves” which mine the “earth™).

C. What stands out in my mind about Tel Quel is the still invisible third
aspect of the meeting between literature and the impossible, and in which
recent “literary theory” can be found. This aspect is still nearly invisible for
almost the entire media world. Why? Because it is perhaps radical in other
ways. And because it is not reclaimed by institutions (religious, partisan,
secular, communist, academic, and so forth), it being understood that it is
precisely this act of reclaiming that renders an experience visible, that renders
visible the experiences of rupture; without this reclaiming these experiences
of rupture would continue on outside the mainstream. Why is it radical?
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Because we have taken on the legacy of the predecessors: the exhaustion of
beautiful language, the desire to irradiate “universal reporting” (Mallarme),
gossip, popular literature. But, in addition, we have confronted that expe-
rience more clearly still with the history of philosophy, religion, and psycho-
analysis. Hegel, Husserl. Heidegger, Freud — but also Augustine, Saint
Bernard, Saint Thomas, Duns Scotus, and many others — became privileged
references at the same level as Joyce, Proust, Mallarme, Artaud, and Celine.
Tel Quel was seen as a laboratory for reading and interpretation. Academics!
some cried out. Terrorists! Accused the lazy, backing away. In these confron-
tations with philosophers, theologians or the writers mentioned above, it was
a question of testing how far literature could go as a voyage to the end of the
night. To the end of the night as a limit of the absolute, a limit of meaning, a
limit of the being (conscious or unconscious), a limit of seduction and
delirium. And this without the romantic hope of founding yet another
community extolling the cult of Ancient Greece, for example, or the cult of
cathedrals, or that of a brighter future. But, on the contrary, by confronting
the men and women of today with their solitude and their disillusionment —
solitude and disillusionment to a degree perhaps never seen before in the
history of humanity — nonsense and emptiness.

The paradox — whence the accusation of terrorism — stems from the fact
that this confrontation with the impossible takes on not the form of
complacency with despair, but rather that of irony and vitality. Because,
beyond the impossible, the imaginary is restored and asserted, whereas it had
been put to one side and challenged, notably by certain trends in surrealism
and existentialism. Pangs of love, values, meaning, man, woman, history,
certainly; but I am not traveling to Abyssinia, |1 do not belong to the com-
munist party, and if | go to China or to structuralism, I will return. | am taking
a trip to the end of the night. This is called writing-thought. It isn’t much, but
without it, there is perhaps nothing. Such is the path of the samurais.

3. What theory?

We understand better now that, faced with the challenge of the contemporary
imaginary experience, the reception of ancient texts just as much as modem
ones finds itself invited — certainly not obliged, so implacable and inevitable
is the weight of tradition! — to think about this anfMhought: to accompany it
in its deconstructive radicality, but also to clarify it, indeed to judge it. One
particular status of interpretation therefore imposes itself on this theory,
confronted with the newly unveiled regime of the imaginary. It is a question
of thinking of the height of the psychic-and-worldly experience of a writing
which presents risks for common sense (for consensus, for repression) and
which, for this reason, clarifies the fragility in it. In this context, and
confronted once more with the question: “what is literature good for?”, theory
responds: for thinking and for making others think about the fragility of social
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bonds and of shareable meaning — notably those boundaries where meaning
and its subject can revolt to the point of abjection or ecstasy. Theory
participates from then on in that thought of demolition and metaphysics —
the Abbau of Heidegger and Hannah Arendt, the “deconstruction” according
to Derrida — which psychoanalysis applies to the individual and which
literary theory, for its part, attempts to apply to imaginary formations with a
collective goal.

When literary theory is conceived of in this manner, the status of the
interpretation that constitutes it is modified. We know how difficult it is to put
our finger on it: Barthes tried to do so in Criticism and Truth (1966); in
responding to the historicist empiricism of pedantic “good sense,” and in
taking the risk of confusing interpretation with the imaginary. In what
follows, and to conclude, | will try to lead you, in my own way, into what
seems to me to be a necessary balance between “thinking” and “judging” in
the interpretation of literary texts.

If one were to distinguish the initiators of literary theory from the
epigones, one would notice that theoretical advances take place in personal
works where the neutrality of the interpreter is thwarted by his often required
implication. Thus, Bakhtine, in his books on Rabelais and Dostoyevsky,
proposes an interpretative model which is only readable in the context of a
controversy between formalists and Marxists, and also based on the author’s
personal tastes for the ambiguities of the carnival, which he contents himself
to follow right up until the modem novel. Thus, Barthes, in his S/Z, only
proposes deciphering codes for Balzac based on a very personal reading, and
which reveal his musings and his own sexuality. It is the same for me,
whether | am writing about Lautreamont or Mallarme, or even more still
about Celine or Proust: “semiotics”, the “abjection” or the distinction between
the “character” of novels and “characters” are effects of transferance onto
texts and authors, just as much as conceptualizations. The decentering of the
conscious subject, which we have noted in modem literature, and which
Freud explored, profoundly supports the interpretation which | espouse in
literary theory — and which differs in this respect from “hermeneutics”. Does
this mean an abandonment of interpretation in favour of a generalized fiction
which intensifies fiction?

In following the text by Celine, | am trying to accompany him in the logic
of his language, of his conscious and unconscious themes, with the goal of
questioning them. The linguistic, stylistic, psychoanalytical, and philo-
sophical tools allow me to accompany him, but also allow me to uncover the
author’s and the text’s shameful meaning, in ways that this meaning perhaps
never appeared to the author, but such as it appears to me. A thinking me and
ajudging me. What'’s the difference?

Hannah Arendt, who followed Heidegger, though ironically, in the “wind
of thought”, put great emphasis on the interrogative reach of the act of
thinking, which | would like to update in the theoretical context that pre-
occupies us today. It is a matter of questioning, without complacency, every



416 Julia Kristeva

identity, notion, value, meaning — to analyze them in the sense of dissolving
them, turning them around, sending them back to their memory. | would say:
to tackle them in revolt, to rebel against them. But this work of dissolving that
it theoretical thinking ressembles analytical interpretation, and not enough for
literary theory which, as a social act, is obliged to judge. Close on Kant’s
heels, Arendt adds to the liberty to think an obligation to judge. And, it is on
esthetic judgment that she attempts to found a more general theory of
judgment which applies to politics, and could interest us. For is it not for the
readers, and therefore the public sphere, that our interpretation is intended, an
interpretation which, for this reason, takes on an intrinsically political value?

Paradoxically, esthetic judgment, according to Kant and reread by Arendt,
is based... on taste. This sense, among the most personal of senses, tributary
of the pleasures of the mouth, oral pleasure alternating with distaste, is
nonetheless susceptible to being transformed into the “duty” to correspond
with an “enlarged mentality”, none other than that of language (mentality and
language for which all tables deserve the common name of “table”). Human
beings, according to Kant and Arendt, are initially defined by their ability to
transform pleasure into duty, meaning into language, immeasurable unique-
ness into an enlarged mentality. Arendt wishes to shift the emphasis of this
ability — which is the dawn of civilization, the boundary between pleasure
and duty — from the limited field of esthetics to politics itself, and we can
only dream of the benefits of such a social contract. The sublime and fragile
ability, which Freud explored in his own way, and to which he assigned the
less pleasant name “repression” (Verdréangung), a condition of language.

We know that this ability to share, when all is said and done, a policy
which Hannah Arendt wanted to rehabilitate and restore, was broken by the
Shoah. Herself a victim of this abjection, Arendt, with her rather particular
religion, persisted in believing in the power of language to not become insane,
but to be shared by a larger human community, originally founded on
esthetical judgment as a starting point for political judgment.

A legitimate question remains, however, which applies not only to current
events, but also to the meetings between the imaginary and the impossible
which | touched on earlier. And what if the Shoah was not simply an accident
in European history, but that, under certain historical circumstances, it caused
an intrinsic potentiality of humankind to explode, that madness and that folly
which art and literature treat in their own way, and in so doing, dismiss, keep
in check, shift emphasis, to avoid outshining them? We should not forget that,
in speaking of theory, we stand alongside this break. Georges Bataille, more
catastrophic than Arendt, looked on the other side of that enlarged mentality:
visionary of pleasure and disgust, great spasms which the speaking being has
some trouble doing without when rationality and repression are broken, and
which the writer intended for literature, so that it would accompany them in
fantasy, and for theory’, so that it would exhaust them in elucidation and
laughter.
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Neither a philosopher nor a writer, between Arendt and Bataille, neither
an expert in repression nor a host for pleasure, Freud seems to sit on the
fence. The interpretation which he proposes for the anti-thought of the
unconscious, but also for writing, is a bet on meaning, inasmuch as Freud
would be susceptible to elaborating the drive, but without end, and with
uneasiness.

Attentive to analytical interpretation, | transpose it into the experience of
writing, the objective of which, | will repeat, though unique, is nevertheless
immediately social. When | think Celine’s text, | bring her logic to the fore,
but my questioning thinking does not in any way lead me to some sort of
adherence. For the time being, | bet on the existence of a community, on a
common sense inevitably stemming from repression (according to Freud), or
capable of transforming pleasure and disgust into a shared value (according to
Kant and Arendt). From then on, | am not only thinking: | am judging based
on this blameless community to which | belong and at which | aim my
reading and my interpretation. Having exposed Celine’s logic leads me to
judge it in depth: beginning with the depth of her experience, which | know to
be contagious. | preserve its uniqueness; | reveal “who” speaks which truths,
and at what risk. But | do not compare them any less with the communal
judgment that he has destroyed through his invasive, rebellious, abject and
exhilarating idiolect, which infects us and which allows us to live life to the
fullest: on the boundary between the shared and the undisclosable. For such
are the stakes of literature: after the time of the sacred (which was that of
stains: of sensible as opposed to significant) and the time of religion (which
was that of the forbidden and of transgression, of paternal symbolism and of
the impossible real), the literary experience is situated at the junction of the
singular and the shared. By questioning the identity of language, of the
subject, and of social bonds. To open them, to abolish them, to renew them.
Theory which listens to it, and which would want to remain contemporary
with this epochal transformation, has to be in itself a revelation of the person
who gets involved in it: by analyzing, just as much as by judging these
confrontations with the impossible which is this paradoxical (I mean rebel-
lious) experience which we still caH literature.

Julia Kristeval

1Author’s address: The University of Paris VII, Case 7010, 2 Place Jussieu,
75251 Paris, France; e-mail: kristeva@paris7.jussieu.fr. Translated from French
by Marc Trottier.
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Sign Systems Studies 30.2, 2002

How did the ideas of Juri Lotman
reach the West?

A memoir

During my first face-to-face meeting with the younger generation of the Tartu
semiotics school during the Meeting of the International Association for
Semiotic Studies in Dresden in 1999, Peeter Torop — now Lotman’s
successor in the chair of semiotics at Tartu University — asked me to write
down my recollections about how | discovered Juri Mikhajlovich first two
monographs on semiotic aspects of artistic texts (1964, 1970), and how | was
able to bring these monographs to the United States and thereby to open them
up for the world of Western learning. To this request | recklessly assented,
not giving much thought to the difficulties inherent in this the task. The
proposed memoir seemed so simple, and so wholly straightforward. Was it
not a simple task of retelling something, which is an intimate part of my own
personal experiences, my own recollections, my own intellectual biography?
But, as | was to learn painfully when | sat down to prepare this paper, this was
not at all the case. For what follows involves not just a piece of my lived life,
but something which literally turned my scientific maturation on its ear, and
was to become a vigorous compass for the direction of my further intellectual
paths. So, as the Germans say: “Wer A sagt muss auch B sagen,” here | am,
trying to say B.

I was not entirely unprepared for my encounter with Lotman’s work. But
now the direction of my work, under the influence of Lotman’s theoretical
work, and that of his colleagues, B. A. Uspenskij, V. V. lvanov, N. Toporov,
and others, changed course in the direction of literary and cultural theory and
especially of Lotmanian semiotics.

If 1 may be allowed to reflect on the most determining circumstances
which have crucially influenced the development of my scientific literary-
linguistic-poetic-semiotic \iews. | would name three guideposts terms of
reference. They were the following.

That | entered literary studies from the angle of Slavistics, and especially
from the viewpoint of a native Czech speaker. | had grown up in Prague
during the 1920s and 1930s; and Prague was at that time a flourishing
scholarly and artistic center, especially in the study of language in its broadest
aspect beginning with empassioned concerns with the forms, functions, and
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styles of the Czech language. For in the so-called historical crown lands of
Bohemia-Moravia-Silesia, the Czech language had, since the defeat of the
Czech Protestants in 1620 by the Holy German Empire under the dominance
of the Austrian Habsburg dynasty, been forced into a subordinate position
relative to German because of the Germanization policies of the Habsburgs,
and the expulsion and execution of large numbers of Czech nobles and
intellectuals. Consequently, by the early nineteenth century, Czech had
basically ceased to be spoken among the upper and intellectual levels of the
population in the Czech lands who spoke and wrote in German and
sometimes in Latin, the latter especially for scholarly writing, creating thus a
situation not unlike that in Estonia during the same time-span. The Czech
language had found its shelter primarily among the peasants and the urban
working classes. Consequently, when, at the beginning of the nineteenth
century, the leaders of the Czech Revival movement (ndrodm obrozent)
endeavored to restore Czech culture, they turned their attention first to the
Czech language in this attempt to restore its use by establishing new norms
for it and it is no wonder then that the Czechs became known as the nation of
philologists. This linguistic disposition has been an important feature of
Czech culture ever since the strivings of the Czech Revivalists to breathe new
life into the Czech language, and one consequence of this historical fact was
the emergence of two strikingly independent parallel dialects of Czech,
written and spoken Czech, dialects which as the bifurcated system of modem
Greek, create a radical differentiation between these two aspects if the
language system. Questions as to where one or the other idiom was permis-
sible, and where its use was proscribed, abounded especially since the end of
the nineteenth century, when some writers used a mingling of the two
grammatical and phonetic systems in neighboring positions in one and the
same text as foregrounding devices. Such techniques became a device of great
importance in the texts of the literary avantgarde of the second and third
decades of the last century. In these decades, which coincided with those in
which | was growing to maturity and young adulthood in Prague, such
questions became acute creating a situation in which both linguists and
writers cooperated in lively fashion; and this was also the situation in other
European countries, notably in Russia, where the Moscow Linguistic Circle,
in many ways a precursor of the Prague Linguistic Circle, joined in the work
of the avantgarde poets in searching for new ways of expressing the essence
of the nature of literature (literaturnost’). The literary-linguistic organization
“The Society for the Study of Poetic Language (OPOJAZ— obscestvo dlja
izucenija poeticeskogo jazyka), was launched in St. Petersburg in 1915 as the
basis for such collaboration. For traditional linguists of the time, issues of
poetics had been strictly out of bounds, a delimitation which was almost as
strongly felt by the users of poetic speech, the writers of literary works. But
by the second decade of the twentieth century it had become quite as
acceptable, indeed tempting, for a linguist to be immersed in questions of
poetic language, as for a poet to be absorbed by technical issues in linguistics.



How did the ideas ofJuri Lotman reach the West? 421

That the Russian situation in the first three decades of the past century was
very similar to that in Czechoslovakia during the 1920s and 1930s is
epitomized by the fact that many Russian poets, especially Vladimir
Majakovski and Velemir Khlebnikov, showed great interest in the work of the
Moscow Linguistic Circle and, conversely, linguists like Roman Jakobson
were bound by bonds of friendship with the poets of the time, and not only
showed interest, but also participated, in the work of the OPOJAZ. Roman
Jakobson, as is well known, even wrote himself futurist (Baum) poetry under
the nom de plume of Aljagrov.

In 1920 an event of great import for Czech linguistics and poetics was the
relocation of Roman Jakobson to Prague, first as press attache of the Soviet
embassy; but after a few years as a permanent settler; and he lived in Prague
and Brno until he was forced to flee from the German troops that occupied
Bohemia and Moravia in 1939. The young Jakobson was full of enthusiasm
for the new functional linguistics, and he soon took up contact with Czech
linguists and poets; and in 1926, together with the Czech linguist Vilem
Mathesius and others, he co-founded the Prague Linguistic Circle (Prazsky
lingvisticky krouzek), whose Vice-President he was from 1927 until his
escape in 1939. During his stay in Prague and Brno (he was appointed
professor of Slavistics at the Brno University (later, Masaryk University). In
Prague, he broadly extended the field of linguistics to the exploration of
functional language in its relation to other domains, especially poetics. It was
not surprising then that he soon established relations of close friendship not
only with Czech linguists (Vilem Mathesius and Bohuslav Havranek) but also
with the professor of aesthetics at Charles University Jan Mukarovsky and
leading Czech and Slovak poets and personalities in other fields of literature
(V. Vancura, V. Nezval, J. Seifert, L. Novomesky, and the theater producers
and actors Voskovec and Werich). With his fellow Russian emigre Petr
Bogatyrev, he studied the interaction between language and folk art in the
broad field of semiotics; carried on a spirited battle against the representatives
of conservative, puristic trends in Czech linguistics. His activities, together
with the other collaborators in the Prague Linguistic Circle, were to have a
powerful influence on European linguistics and literature; and in his famous
essay on Czech verse and versification (O cheshkom stihe, 1923, repr. 1969),
he demonstrated convincingly not only the fallacy of accentual metrics for
Czech versification as elaborated by the Josef Krai school, but also
demonstrated compellingly that the versification system of any language can
never been examined without attending to the complex relationship between a
given language system and its prosody (cf. Winner 1969: vii).

This was the artistic and scientific atmosphere of my youth and early
adulthood. And when I arrived at Harvard on a Refugee Fellowship in 1939,1
chose as my field of specialization that of Slavistics, which elicited consider-
able irritation by the then leading American Slavist, the late Samuel Hazard
Cross, a man of unimaginative and pedestrian scholarship, who saw in this
option only the sloth of a young man who knew at least one Slavic language
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“anyhow,” and, indeed, not one acquired by studious occupation with gram-
mar books, but imbibed with the mother’s milk. Needless to say, Professor
Cross was frequently “cross” with his young student, and tried to hinder his
academic maturation. Yet, | persisted; and when, after suspending my studies
for service in the Second World War, | returned to Slavic studies in 1945, it
was not to Harvard (for Cross had died and there were no Slavic studies then
at that university) but at Columbia University under the benevolent eye of the
late Emest J. Simmons who told me at our first encounter that I simply must
meet the new Professor from my own native Czechoslovakia, occupant the
holder of the chair in linguistics and Czechoslovak studies. | rang the bell to
Professor Jakobson’s small and frugal apartment. The door opened and a man
whose reddish hair stood up straight and whose strabistic eyes glared at me
with some consternation. But the eyes and the entire face changed expression
radically when | addressed him in Czech and explained my mission. | was
immediately invited in, and from then on, this apartment was that of my
teacher and, later, close friend. It was not only our common fascination with
Czech and Russian literature, especially the poetry of these two languages,
but also my growing interest in poetic theory, especially that of the Prague
Circle, which fastened our affinity and cameraderie which was to last until
his death in 1982.

| stated at the beginning of this essay that it was three points of reference
which prepared me for my encounter with Juri Mikhajlovic Lotman, first with
his works in 1966. And then with him personally in 1973. Looking back at
my scientific career from the outlook of a mid-octogenerian, it is difficult not
to see these three points of contact as a persistent gradation, where each new
encounter, each new revelation, unearthes another piece of what seems like a
straight line of extension, continually moving from my childhood in Prague to
the rencontre with the Moscow-Tartu school. This is so different from the
curriculum vitae of the *“average” “Western” literary scholar, historian, and
student of culture.

| feel compelled, at this juncture, to add to these experience a third
rencontre that with the person who, forjust sixty years this year, has been my
closest collaborator and scientific confederate, my wife Irene Portis-Winner
now, like me, a retired professor but one not of literature but a specialist in
cultural anthropology. From her indefatigable boundary-crossings from cul-
ture to culture and from discipline to discipline, and especially from her
fascination with the pertinence of her varied areas of research to semiotics of
culture; from the fact that | was able to accompany her on all of her many
research trips in the “field” and my ability to be an active part of the
fieldwork process, have powerfully enriched, broadened, focused, and
buttressed my approach to my own field, in its theories and application to
actual literary texts.

For all these propitious encounters and turns not only in my scientific but
also my personal life that attended me through the many difficult shoals of
life, I had to negotiate in my long career, for all these, 1 am ever thankful.
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Now to the denouement of the narrative of this part of my life.

It was on a crisp mid-winter morning in Moscow of the year 1967, one of
those splendid cloudless, crisp almost windless winter days for which
Moscow is known, that | mounted the snow-covered stairs of the Lenin
Library (now the Russian State Library [RGB]), and went to my usual seat in
the so-called professors’ room. My books were already on my desk waiting
for me to begin reading for my research which was, | anticipated, to lead to a
book on the prose of the Russian writer Ivan Bunin. For | had received a
research grant that would allow me to do research in the holdings of the Lenin
Library and the Central State Archives for Literature (CGALI). After a few
hours of absolute silence, with all visitors bent over their desks and busily
taking notes, a bell sounded for the so-called “Hygienic Intermission”
(Sanitarnyj pereryvok)\ everyone rose from their seats and went out into the
hall to perambulate or to drink some tea or coffee in the near-by cafeteria,
while the windows of the reading room were thrown wide open, allowing the
clear sub-zero air from the outside to enter the room and to freshen the air
which had grown somewhat stuffy with the clean and fresh air from outside.

The tables in the reading room were placed in close proximity, and each
researcher occupied his or her own table. A young man was sitting at the
neighbouring table, and what he was reading peaked my interest. As far as |
could see from afar, the books title dealt with poetics and, more specifically
with structural poetics. When all the readers were leaving the room, | sneaked
a glance at the book which had aroused my curiosity. The very title elicited
my compelling interest. It was called Lectures in Structural Poetics (Lekcii po
struktural’noj poetike) and the author was Juri Mikhajlovic Lotman. | leafed
briefly through its pages, and realized that my curiosity was justified. Here
was, so it seemed, an attempt to treat literature not as an isolated fact of life,
but as closely linked to other phenomena of a culture. | had time only to
glance at the firs sentence of the introduction which stated:

The contemporary development of scientific thought is increasingly characterized
by a tendency to look not at separate and isolated phenomena of life, but at broad
units, and to see how each of these even seemingly most simple events of reality
turn out, at closer inspection, to be a structure consisting of even smaller elements
and itselfis but a part ofa more complex configuration. With this is connected the
deeply dialectical concept that for the understanding of a phenomenon it is
insufficient to study it in its isolated nature, one must also determine its place in
the system. (Lotman 1968: 1; italics supplied)

So here | was confronted with the profound structural principle that had been
so inspiringly developed during the twenties and thirties in Prague, especially
by Jakobson and Mukarovsky, and that was continued by the later after the
War in his projected “system of systems”. Applied to the language sciences,
linguistics and literature, this meant that in the examination of a literary text
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the close reading of the American New Critics of the 1930s and the French
structuralists of the 1960s was no longer adequate. For each text in the verbal
arts not only consisted of elements on lower levels, but was itself part and
parcel of a broader system, encompassing not only the system of a national
literature, or a subsection of its history, but the structure of the language in
which the text is written, and its relation to even broader levels, that of the
totality of culture, for example.

That such theories were entertained by the Prague circle, | knew, but | had
not encountered such broad thoughts elsewhere. And here | had seemingly
stumbled over a true revelation. When the “sanitary intermission” was over,
and the windows closed again, | engaged my neighbour who was reading the
book in a conversation and we left the room to walk up and down the
hallways and corridors to talk. | learned then that there was a school that
interested itself in semiotics and structuralism in language and literature, and |
also obtained the names of the major figures in this movement in the then
Soviet Union of which we in the “West” had been profoundly ignorant.

When | attempted to order another copy of Lotman’s lectures to read it at
greater leisure, | was told that there was only one copy of it in the library, and
that | would have to wait my turn, and that there were several other readers
whose order for this volume had preceded mine. | learned then, with a great
sense of consternation that this, seemingly so important, study had been
published in the minuscule edition of 500 copies. While awaiting my turn for
the Lotman book | scoured the Moscow bookstores. But it was all in vein.
While all the booksellers whom | approached were acquainted with the name
and reputation of Juri Lotman, the book was sold out with no chance in of
gaining access to a stray copy.

When, after several weeks, it was my turn at the library, and | at long last
was able to read Lotman’s book, | almost drank it in, | was convinced that |
had found a true treasure trove, and that it was my absolute duty to bring at
least a photo copy to the United States, in the hopes of reprinting the
monograph in the series Brown University Slavic Reprints, of which | had just
become the editor-in-chief. But even this took an enormous amount of time
and effort; for not only were the Lotmanian theses not popular with the Soviet
aparachiki, | had also to deal with the Gogolesque phenomenon of the lower
Russian bureaucracy, which feared anything out of the ordinary and placed
ever more obstacle into my path.

But | succeeded and was able to bring the photocopied book to the United
States, where it was published as a reprint a few months later with my
introduction in which | attempted to lay out for my readers a little bit of the
history and essence of the Lotman Tartu-Moscow school. And three years
later, and three years wiser, | was able to obtain Lotman’s next monograph,
on a return visit to Moscow, and publish it also as a reprint, with an
explanatory introductory essay (Lotman 1971; Winner 1971).

The door was now open, and my reprint was followed shortly by a series
of translations by the American Slavists Henryk Baran (1976) and the many
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reprints and translation by the Slavists at the University of Michigan under
the editorship of Ladislav Matejka, Krystyna Pomorska, and others (e.g.,
Matejka, Pomorska 1971).

In conclusion I reflect upon and summarize some dominant points in our
discussion of Lotman’s contribution and his heritage which encompasses his
revolutionary poetics, as contrasted to approaches to poetics in the West. As |
have shown, the Prague school, which rejected the separation of poetics and
linguistics and a synchronically guided study, and espoused the universal
whether dominant or not, and also Russian formalism, contributed to
Lotman’s thinking. But these were primarily, though important, points of
departure for Lotman in his dialogue with the masters of the past and present,
energized by his own boundless creativity and foresight that pointed to the
broadest future directions for the study of human culture in all its dimensions.

Meanwhile poetics in the west took its fitful paths, never severing fully its
ties to Saussurean cognitive static structuralism which did not encompass
aesthetics or subtleties of meaning, nor context and point of view. Thus it was
not out of tune with positivistic or hermeneutic positions (for example the
new critics in some American universities). Eventually this lead to what we
might term the reductio ad absurdum where comparativism, and meaning
were essential abandoned for deconstruction fathered by Derrida and evolving
into the even more barren postmodernism. Meaning which had not been
captured except in the Saussurean arbitrary cognitive mode becomes entirely
subjective to the reader and unrelated to form or to context or the subtleties of
aesthetic interpretations. Point of view from the inner and outer approach,
history and context were all ignored for a form of sterile relativism aban-
doning all thought of any unifying underlying principles in human culture.
Franz Boas’s famous statement that we must only compare comparatives was
dissolved, since indeed no text is comparable. Western scholarship had thus
reached the point of no return which is not to say that the deconstructionist at
least felt that they discovered some underlying assumptions that were buried,
thus the search termed the hermeneutics of suspicion. But it need not follow
that we must assume essentially meaninglessness on the obvious level to find
deep hidden assumptions which according to the deconstructionists may not
necessarily indicate any common qualities in texts that may be compared. On
the contrary meaning exists on various levels and my be subtle or ambiguous
but it always there to be interpreted.

To turn back to the Prague school, its rebellion rebellion against the
Saussurean heritage was a milestone. The possibilities of a science of signs,
foreseen by Saussure but not developed, was left to the Prague school.
Bogatyrev was the first to apply a semiotic analysis to the nonverbal structure
of peasant costumes. Most importantly, Jakobson rejected Saussure’s
exclusively arbitrary sign, and iconicity and the object were again recovered.

The great contribution of the Moscow-Tartu school was the development
of a semiotics of culture and the position that underlying values, foreseen by
Mukarovsky, shaped culture. Lotman found that Prirogine’s work in the exact
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sciences and biology had significance for all scientific thinking because they
“tackled the problem of chance in the sciences and [..] demonstrated the
function of random phenomena in the general dynamics of the world” (Lot-
man 1990: 230). Thus the science of signs was dynamic and applied to the
w'idest phenomena, to all signs verbal and nonverbal and body movements,
and all the arts and particularly cinema (Eisenstein and the theory of
montage), to everyday behavior and certainly history and context including
physical and biological phenomena, and indeed to perception of time and
space and the universe. In the later Moscow-Tartu school the signifier and
signified were no longer split but in Peircean tradition the sign was a whole
that pointed to an object and was interpreted through another sign, the inter-
pretant, in an endless series and thus an infant regress. For Peirce interrelation
of all phenomena meant continuity. Peirce was probably not read by Lotman
since Peirce was published late and not translated, but there were strong inter-
texualities.

Clearly Lotman saw that human behavior and culture was continually
interrelated but did not necessarily always change gradually, and thus his
theory of cultural explosion and his understanding of the relativity of chaos,
which for one culture may be order, but looking beyond the culture borders
another culture might appear as chaos although to the culture bearers of that
culture it is seen again as order. The interpenetrating character of all cultures,
the dynamics of permeability of borders were essential assumptions.

To be so farsighted and free from conventional scholarship one must be
courageous and imaginative, as was Lotman, looking beyond official know-
ledge to ask questions which do not already determine the answer. Thus Lot-
man became and continues to be an inspiration for more far-reaching research
and creativity for writers, artists, musicians, anthropologists, ecologists,
biologists, philosophers, linguists, psychologists and in fact for scholars and
artists in all fields of inquiry.

The stage has thus been set for an immense program which will surely
spread world-wide, helping us to explore and understand cultural variations
and underlying similarities, and polysemic signs and their transformations of
meaning, the pervasive norm-breaking and norm-perverting aesthetic func-
tion. It is useless to deconstruct the sign into meaningless empty signifiers.
The sign can be variously interpreted but not infinitely, and always depends
on point of view, culture values, history etc. Its meaning can be transformed
but never obliterated. Levi-Strauss saw this in his mammoth study of trans-
formation of myths, depending on all these factors and particularly ecological
environment. A few decades ago Margaret Mead wrote foresightedly that the
issue is differences and similarities in cultures.

When my wife and | met Lotman for the last time in a Munich hospital, he
was already very ill. He enchanted us with his graciousness and old world
ways. His charm and warmth were as sincere as were his searching works
which laid out the farthest perspective for continuing, deepening and thought-
provoking inquiries into the world of semiotics of culture. Lotman understood
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interdisciplinary studies in the deepest sense, that is as the possibility of
communication embedded in the most various forms, encompassing complex
and continuous interrelations of all reality, the physical and biological world,
even the universe, and human creativity, the basis for culture. All of which
does not omit the ever-changing forms of order and chaos.
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Abstract. This paperlseeks to evaluate the extent to which Lotman’s theoreti-
cal works could provide a conceptual articulation to the project of British and
American cultural studies (CS). Just as CS, Lotman operates with an extensive
concept of culture, albeit one mostly limited to nobility culture and focused on
the past. His late works can be seen to articulate a semiotic theory of power:
his emphasis on the relationship between center and periphery recalls the
infatuation with marginality that underpins CS. Lotman shares the (post)
structuralist premise about the primary role of discourse in founding reality.
Yet his emphasis on the natural striving of culture toward diversity mitigates
the subject’s dependence upon discourse. Thus, subjects act on their striving
toward autonomy by playing discourses against one another, recoding them in
an act of autocommunication that generates novelty in the process.

Even though it denies the grand narrative, Cultural Studies emphasizes
class, gender, and race differences. Lotman’s concept of the semiosphere
emphasizes the ad hoc foundation of group identities, their emergence out of
an intrinsic recoding of extrinsic codes, and the circulation of texts and values
among groups. Lotman doesn’t privilege any sort of group identity and
therefore offers a flexible framework applicable to a broader range of groups.
In that sense he offers an alternative to Gramsci’s notion of the rootedness of
groups in class realities (which underlies early CS).

Lotman addresses many of the concerns of cultural studies, conceived
both narrowly and broadly. Cultural studies emerged partly in respon-

1 Alonger version of this article can be found in the introduction to a collec-
tive volume entitled Lotman and Cultural Studies: Encounters and Extensions, ed.
by Andreas Schénle, to be published in the United States. | would like to express
my gratitude to Helena Goscilo for her generous and invaluable feedback on
matters of substance and style.
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se to a single-minded focus on high literature in English Departments,
and it rests on a definition of culture as the totality of cultural pro-
duction, including mass culture in all its variety. Cultural studies has
an integrative ambition: it seeks to work out the articulation, i.e. the
mutual determinations and interrelations, among the various facets of
life — political, economic, social, erotic, and ideological — that make
up culture as a whole (Nelson et al. 1992: 14). In order to do so, it not
only analyzes an extravagant variety of texts, from fashion and
advertising to rock music and graffiti, but also approaches cultural
production with an inter-disciplinary, contextualizing method. Lotman
shares such an extensive purview, albeit in a different cultural and
historical context:2 his work on dueling culture, on the semiotics of
dress, on aristocratic banquet and food culture, etc., testify to a
principled broadening of the traditional notion of culture. Admittedly,
he mostly limits himself to the study of nobility culture. Yet he
addresses the relationship between high and mass culture theoretically
(Lotman 1992a: 209-215) and he exhibits profound interest in folk
and traditional culture — he values the specific act of reception
presupposed by pre-modem texts and the creative recoding they invite
(Lotman 1992b: 243-247).3

Cultural studies resists grand theories and meta-discourses that
purport to explain everything across historical boundaries. It is con-
textually specific and strives to be descriptive, although at times it
borrows generously from the theories of various contiguous discipli-
nes such as psychoanalysis, sociology, or literary theory (Nelson et al.
1992: 7-8). Lotman’s work ranges from the highly specific to the
typological and has alternated between theoretical and historically
contextual periods, but even his broad cultural typologies serve to
undercut the applicability of such master narratives as marxism. In his
latest pieces, Lotman repeatedly maintains that crucial binary opposi-

; For reasons that will become clear below, cultural studies is primarily
devoted to a study of contemporary culture.

Cultural studies and Lotman have both called into question the binary
opposition between mass and elite culture. In cultural studies this recognition
emerged from the turn to a model of culture as a patchwork of separate commu-
nities, each articulating its own differences. See During 1993: 19. Lotman pre-
sents mass literature as purely a matter of sociological appreciation, rather than of
semiotic structure, and points out the ways in which particular writers have moved
in and out of mass literature at various historical junctures. Mass literature is a
paradoxical product of a culture that wants to see itself as high (Lotman 1992a:
211-212).
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tions need to be approached historically, rather than a priori, and that
there is much to gain from focusing on the gradation between oppo-
sites, rather than on a mere logical dichotomy.

The second defining trait of cultural studies is its concern with
power. As Tony Bennett puts it, cultural studies is “a term of conve-
nience for a fairly dispersed array of theoretical and political positions,
which ... share a commitment to examining cultural practices from the
point of view of their intrication with, and within, relations of power”
(Bennett 1992: 23). While Lotman is perhaps not as single-minded in
his analysis of the nexus between cultural production and power, this
collection discusses his conceptualization of the semiotic expression
of power. His analysis of the relations between center and periphery
echoes the infatuation with the margins of culture in cultural studies.
Lotman is acutely aware of the fact that ownership of information
confers power, and he discusses the ways in which groups fight for
monopoly over information and develop special languages to keep
other groups at bay (Lotman 2000a: 395). Even more pointedly, he
underscores the intrinsic power (or energy) of signs, their ability to
effect changes in their surroundings, so that the deployment of a
particular discourse is in itself a form of power (Lotman 2000b: 9).

Two competing paradigms of culture underpin the project of
cultural studies: a humanist “culturalist” concept of culture as a whole
way of life that can be described empirically and a “(post) structu-
ralist” perspective that posits a web of discourses that determine
identity and meaning and that need to be analyzed semiotically or
rhetorically. The former view focuses on the experience of subjects
who generate their own meanings and adapt social institutions to their
own needs. The latter view conceives of the autonomous human
subject as an ideological notion peddled by discourse in order to
obfuscate the real identity of the subject as an effect of text (Hall
1980: 57-72). This debate, fundamental to cultural studies, has played
itself out in various forms, affecting the ways one conceives of hege-
mony, identity, and resistance. In the United States, cultural studies
has tilted heavily towards a “(post) structuralist,” i.e. textualist ap-
proach, which has diminished its attractiveness to the social sciences.
Yet Communication Studies has urged that cultural studies be re-
oriented toward a critique of American positivism, of the grip of
science on social policy, and of the idea of freedom as “our capacity to
choose our ends for ourselves” (a kind of individualism that ultimately
destroys the public sphere). Such critique would emphasize not the
role of texts in determining identity, but that of rituals and institutions



432 Andreas Schonle

in constructing forms of social relations and groupings based on a
common search for identity, thereby funneling particular "“ends” into
“taste, style and form of life” consistent with the development of
citizenship (Carey 1997: 8, 12).

Lotman’s definition of culture as a “bundle” of semiotic systems,
that may, but need not be, organized hierarchically (Lotman 2000a:
397), shares the (post) structuralist premise of the primary role of
discourse in founding reality. For example, Lotman considers partici-
pants in communicative exchanges full-fledged subjects only when
they accept a set of restrictions imposed upon them by culture
(Lotman 2000c: 562). Yet at the same time, Lotman’s emphasis on the
natural striving of culture toward diversity (Lotman 2000c: 564),
indeed, on the obligatory presence of diversity for a semiotic environ-
ment to function properly, mitigates the subject’s dependence upon
discourse. Thus, subjects act on their impulse to autonomy by playing
discourses against one another, recoding them in an act of autocom-
munication that generates novelty in the process. Thus Lotman grants
individuals the capacity to intervene in semiotic systems and thereby
affect their cultural environment. In a way, this conception bridges the
two paradigms intrinsic to cultural studies. It maintains the discursive
nature of reality but empowers the subject to manipulate codes and
wrest some measure of autonomy.

The approaches of cultural studies to power have depended upon
their primary allegiance to either the “culturalist” or the “(post) struc-
turalist” paradigms. Early approaches tended to glamorize resistance
to the hegemonic political center mounted by various social sub-
cultures. The main framework here was the interface between a single
political center and oppressed social classes that secured autonomy by
elaborating their own counter-cultures. Upon the influx of French
sociological and post-structuralist thought, cultural studies ceased to
vest the political center with power and, instead, affirmed its de-
centered nature as a system or grid cast over the entirety of social life
and embodied in sociological organization or, even more abstractly, in
the discursive underpinnings of reality. Power became so diffuse and
surreptitious that the valorization of counter-hegemony collapsed. The
interface between state and counter-culture yielded to a much more
splintered view of communities organized around a shared identity
based on sexuality, gender, or ethnicity. These groups were perceived
as striving to develop their own values and ethics and interact with
one another on the basis of a multi-culturalist respect for the “other.”
This embrace of alterity accommodated the valorization of difference,
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but its tendency to reify identity prevented meaningful exchange
across communities and often impeded the pursuit of a common
political agenda.4

Even though it denies a grand narrative, cultural studies empha-
sizes class, gender, and race differences and cannot help but operate
with binary oppositions, despite its stated goal to undercut dichoto-
mies. Lotman’s concept of the semiosphere emphasizes the ad hoc
foundation of group identities, their emergence out of an intrinsic
recoding of extrinsic codes, and the circulation of texts and values
among groups. Lotman does not privilege any sort of group identity
and therefore offers a flexible framework applicable to a broader
range of groups. In this sense, he not only offers an alternative to
Gramsci’s notion of the rootedness of groups in class realities (which
underlies early cultural studies), but also provides an answer to the
dilemma between unity and decenteredness in the ways one conceives
of the field of culture. For Lotman, culture is essentially both, for it
evidences both centrifugal and centripetal forces, which play them-
selves out on various, coexisting layers (During 1993: 6). Boundaries
that cultural agents put up should not lead to a fetishization of what is
one’s own (svoj) and what is alien (chuzhoj). In addition, Lotman
conceives of identity and alterity, that is, of multi-culturalism, as a
sphere of engagement rather than of awed respect. His notion of
dialogue is one that leads to change, and hence to cultural flux, rather
than to social fragmentation.

Auto-communication, as Lotman describes it, resembles what
cultural studies calls hybridization, the process by which individuals
or communities appropriate external cultural products by investing
them with their own functions and meanings (During 1993: 6). At the
same time, there are differences of emphasis in the two concepts. In an
essay on popular culture, John Fiske theorizes the concept of distan-
ce— distance between an individual and the cultural production he
consumes — as a key marker of difference between high and low
culture (Fiske 1992: 154-165). High culture promotes decontextua-
lized, depoliticized readings of cultural objects because it constructs
culture as a sphere of disinterested beauty insulated from social pro-
cesses. Popular culture, in contrast, is “concretely contextual” (Fiske
1993: 158). It makes cultural objects its own by embedding them in
concrete uses, in its practices of living, identifying with them or

4 On this turning point in cultural studies and its political underpinnings, see
During 1993: 11-14.
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deriving sensual pleasure from them without any consideration of
appropriate “distance”. In short, cultural objects are transposed from
the realm of discourse into the sphere of practice. To support his view
of the use of culture in everyday life, Fiske quotes ethnographers who
write of a “sacred inarticulateness” on the part of respondents who are
unable to explain discursively the meaning they invest in particular
objects or practices. Thus the meanings that result from hybridization
remain opaque to the outside observer, who needs to develop to the
greatest extent possible an ability to experience other people’s ways of
living from the inside (Fiske 1992: 158-159). This conceptualization
of counter-hegemony as a non-verbal sphere of practice would be
alien to Lotman, who conceives of auto-communication and transla-
tion as discursive phenomena and who would endow resisting subjects
with much more semiotic creativity than is implicit in such a theory of
the everyday.5

Auto-communication also offers an alternative to the ways in
which cultural studies sought to incorporate marxist ideas. The
relationship between cultural studies and marxism is too rich and
complex to lend itself to a quick overview.6 Yet Stuart Hall’s 1983
essay on “The problem of ideology: marxism without guarantees” —
one of his latest statements on the topic of marxism — speaks to the
core of the issue. In a close reading of specific passages from Marx,
Hall calls into question the traditional understanding of some of
Marx’s most seminal concepts. Thus, ideology is no longer a “distor-
tion” of social reality, but a partial view thereof; the link between

5Cultural studies has gone through several swings of the pendulum in the way
it conceives of the semiotic creativity of the subjects of culture. Both communica-
tion studies and ethnography have moved away from a Foucaultian presumption
of total passiveness in the face of cultural grids. Communication studies has
coalesced onto an “active audience theory” premised on the idea that media texts
are necessarily polysemous and that the audience always deflects dominant ideo-
logy to its own uses. Ethnography has emphasized micro-analyses and dialogic
forms of writing to render the uniqueness of an informant’s discourse and the
inflections of his (or her) voice in a form unmediated by the analyst’s conceptua-
lization. For a critique of the impasse such positions have created, see David
Morley 1997. Lotman’s notion of double vision, the combination of an intrinsic
and extrinsic perspective, as discussed by Mandelker, is consistent with Morley’s
prescription that it is, in fact, the responsibility of the analyst to propose an
account of cultural behavior in terms different from those of his (or her)
informants (Morley 1997: 130-131). In Lotman’s terms, it is by translating or
recodifing cultural discourse that scholarship drives culture forward.

6See Larrain 1996 and Sparks 1996.
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economic relations and their ideological representations can no longer
be fixed, for language is multireferential (here Hall quotes Voloshi-
nov); the idea of class determination is refined and the direct cor-
respondence between “ruling ideas” and “ruling classes” is replaced
with the notion of “tendential alignment” (Hall 1996: 42). Hall seeks
to relax the rigid links Marx establishes between ideas and economic
relations, but without lapsing into a post-structuralist notion of ideo-
logy as a free-floating representation divorced from underlying econo-
mic and social realities.7 He therefore discusses.not so much the struc-
tural determination of ideas by the socio-economic base, as the inter-
nalization of ideas, the reasons for which certain ideas catch on, while
others are consigned to the dustbin of history. And here Hall calls on
Gramsci to suggest that “ideas only become effective if they do, in the
end, connect with a particular constellation of social forces”, i.e. if
their “coupling” with the ruling classes is secured (Hall 1992: 43-
44).8 While the nature of this connection is not entirely clear, it seems
safe to assume that for Hall, ideologies are successful, i.e. become
dominant, when they represent the ruling classe’s view of social
relations. Underpinning his discussion is the assumption that ideology
has referential value, albeit, perhaps, a contested, plural, or ambiguous
one.9

In his treatment of auto-communication, Lotman shows that when
a subject internalizes an extrinsic discourse, the process of recoding
weakens, if not entirely suspends, the referential force of language. As
a result, ideology’s relation to social reality need not be as pertinent or
direct as Hall presupposes, and it may therefore serve a more disparate
set of groups, not solely social classes. ldeologies become successful,
i.e. articulate the identity of a group, because they tie in with, and rein-
force, a group’s meta-discourses, its discursive memory, despite the

7  For a retrospective discussion of marxism, which voices concern with
nearly exclusive turn toward the textuality of power in American cultural studies,
see Hall 1992: 277-294.

s For a critique of cultural studies’ lineage in Gramsci’s notion of class, see
Bennett 1992: 23-37. Bennett calls into question the kind of politics Gramsci’s
framework promotes when it ignores institutional or group specificities and
operates with a notion of “the people” as unified agent.

the

9 Starting in the 1980s, cultural studies abandoned its interest in marxism and,

in particular, the notion of determination of ideas through social relations — a
move called for in part by the need to address issues of gender and ethnicity in its
analysis of contemporary societies. Yet, as a result, cultural studies “is regressing
[...] to an essentially textualist account of culture”, which differs from literary
studies only in the range of texts it considers (Sparks 1996: 98).
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fact that they may come from outside. Ideology, then, has neither a
partial, nor distorted, but, rather, an imagined relation to social reality,
one that sooner reflects a group’s field of discourses, than its social
experience.

The third defining trait of cultural studies is its stance of political
engagement. Practitioners of cultural studies believe that their dis-
course matters or should matter (Nelson et al. 1992: 5-7) and they are
continuously reflecting on their own institutional location, on the ways
their discourse is embedded in institutional reality and contributes to
the empowerment of disenfranchised minorities.10 Obviously, Lotman
could not agitate for his values as explicitly as cultural studies does.
Yet, he shares the faith cultural studies has placed in the possibility of
affecting its environment through its discursive practice. But the lack
of militant rhetoric in Lotman stems not only from tactical prudence,
but also from a more principled position as to the function of semiotic
meta-discourse and, more broadly, from a faith in the emancipating
potential of language. Indeed, the starkest difference between cultural
studies and Lotman lies precisely in their respective conceptualization
of the relationship between language and power. Cultural studies
believes that language participates, wittingly or not, in power imbalan-
ces and thus contributes to social oppression, unless the speaker
actively calls into question his or her position in a social or cultural
field. As aresult, cultural studies continuously feels inclined to expose
the nexus between power and language, shedding light on this
collusion even when language seems not to bear on issues of power.
Thus cultural studies has developed a “hermeneutics of suspicion” that
is embodied in its rhetoric.

In contrast, Lotman believes that language and art, in particular,
add a level of reality to the existing world and thus free us from our
entanglement in it. The same can be said of the semiotic meta-
discourse, which provides a vantage point that enables us to exert
some leverage on the reality in which we feel trapped. Accordingly,
the goal of a semiotician, especially one working under totalitarian
conditions and the homogenizing pull of the regime, is to expand the
ranges of discourses available, so as to empower people to develop
more differentiated identities, to enhance their “polyglotism” (Lotman
2000a: 397). Therefore Lotman’s “hermeneutics of recovery of

D  For auseful discussion of the ethical commitment of cultural studies and its
difference from Postmodernism, which “undermines the elaboration of an ethic”,
see Slack, Whitt 1992: 571-592.
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meaning” derives therefore from a commitment to linguistic diversity
that requires no militant rhetoric.1l The past is a storehouse of dis-
courses that in themselves can serve a liberating function when re-
inserted in the present. Likewise, the abstract discourse of the semioti-
cian can help wrest us from reality. This conceptual difference
between Lotman and cultural studies explains the most obvious dispa-
rity between the two: whereby cultural studies seems wedded to the
synchronic analysis of contemporary society (partly, to be sure,
because of its desire for its discourse to matter politically), Lotman is
committed to the restoration of the past and increasingly interested in
historical change, both conceptually and contextually.

And it is here that Lotman opens up a perspective that cultural
studies seems overly quick to obstruct. Like an obedient Hamlet
heeding the injunction of his father’s Ghost (“Remember me”), Lot-
man commits himself to remembrance, rather than vengeance. His
responsiveness to the generative powers of literary imagination makes
him indifferent to the “hermeneutics of suspicion” for he wants to
heed the generative powers of literary imagination. In this regard, he
espouses a position that cultural studies may well rejoin, once it thinks
through the process of self-reflexive suspicion.
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FOpwii JTotmaH n Cultural Studies:
BO3MOXXHOCTM B3aMMHOr0 0boraleHns

Llenb cTatb —  OMpefennTb, [O KakoW CTeneHwW TeopeTnyeckue paboThl
JloTmaHa mornin 6bl CTaTb HEKOTOPOW KOHLEeNTYyanbHOW OCHOBOI ANs NPOeKTa
amepukaHckmx n 6putaHckux Cultural Studies (CS). Mogo6Ho CS, JloTmaH
ornepupyeT WNPOKUM MOHUMAHWEM KY/bTYpbl, XOTA OH B OCHOBHOM OrpaHu-
umBaeT cebs MccnegoBaHMEM ABOPAHCKOW KynbTypbl. Ero nosgHue pa6oTbl
BbIABMIalOT CBOEr0 poAa CEMUOTUYECKYHD Teoputo Bnactu. Ero aHanms co-
OTHOLUEHMA MeXAy LEeHTPOM W nepudepueil HanoMmuHaeT npucywyto CS
YCTaHOBKY Ha MapruHanbHOCTb. JIoTMaH pasfenseT (nocT)CTPYKTypanucTc-
Kyl0 MpegnocbiiKy O MepBMYHOM PoOMM AUCKypca B 060CHOBaHWMW peasib-
HoCcTW. BmecTe C Tem, ero npefCcTaB/leHne O eCTEeCTBEHHOM CTPEMJIEHUN
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KYNbTypbl K pa3sHoo6pa3viio cMAryaeT 3aBUCKMMOCTb Cy6bekTa OT AUCKypca.
MyTeM pasbirpblBaHNsa pasHbiX ANCKYPCOB MeXAy C060i M UX NepekofnpoB-
KN B aKTe aBTOKOMMYHMKauuu cy6beKTbl MOFyT A0OUTbCA HEKOTOPOW aBTO-
HOMHOCTU M CO3AaTb HOBbIE 3HAYEHNS.

HecmoTpa Ha 10, 4to CS 0TKa3blBalOTCA OT CBEpXHappaTvBOB, OHO fe-
naeT YCTAHOBKY Ha K/acCOBble, FeHAepHble U pacoBble pasnuyus. JloTma-
HOBCKO€ MOHMMaHue cemuoctepbl akLeHTUPYeT CUTYaTUBHYH OCHOBY rpyn-
NOBbIX UAEHTUYHOCTEN, UX BO3HUKHOBEHME W3 MEPEKOSUPOBKMN CYLLECTBYHO-
WMX ANCKYPCOB. JTOTMaH He OKa3blBaeT NPEANOYTEHUS ONpeAeneHHOMY Tuny
ngeHTnyHoctn. OH npegnaraet 6onee rubKuMiA MOAXOA, KOTOPbIA nNpu-
MEHSETCA K LUMPOKOMY M MEHAIOLLEMYCSA paspsgy CouuanbHbiX rpynn. Takum
06pa3om ero Teopus npeAcTaBnseT co6oil anbTepHaTUBY KoHUenuuu pam-
wn (nexxkaweid B ocHoBe CS) 06 YKOPEHHOCTM TPynn B KNacCOBbIX OTHOLUe-
HUSIX.

ABTOKOMMYHMKaLNA UMEET CXOACTBO C TeM, 4TO B CS HasbiBalOT rnopu-
[Lu3aunen, T.e. MPOLECCOM OCBOEHMS BHELIHUX Ky/bTYpPHbIX 06bLEKTOB, Mpw
KOTOPOM 3TUM 06beKTaM MpUNUCLIBAeTCH MHAMBUAYaNbHOE 3HadyeHne. Bmec-
Te C TEM, CYLLeCTBYeT pasHuLa Mexay aTuMu noHatusmu. Ans CS conpoTus-
NneHne npeobnagarowiein BnacTM NPOMCXOAMT B OCHOBHOM Ha YpPOBHE He-
Bep6anbHOro 6biTa, B TO BpeMs Kak fAns JloTMaHa aBTOKOMMYHMWKaLuMs U ne-
PeBOj, MeXay pasHbIMW CEMWOTUYECKMMW CMCTEMaMM UMEET MEeCTO Ha guc-
KYPCVBHOM YpPOBHE, UYTO MpefoCTaBAseT CyObeKTY HEKOTOPYH TBOPYECKYHO
WUHULMATUBY.

CS — 370 (hopma NMONUTUYECKOW aHTraXmnpoBaHHOCTU. JIoTMaH pasgensiet
ycTaHoBKY CS Ha TpaHCtopMmauuto OKpyaroleli cpeabl peyeBbiM MoBefe-
HueMm. OTCyTCTBME MOAUTMYECKM OKpalleHHero Asblka Yy JloTMaHa
06DBACHNAETCA He TONbKO HEo6XO4MMON NPM COBETCKON BNacTy TaKTUYeCKOl
OCTOPOXHOCTbH, HO U MPUHLMNMNANBHBIM MOMOXEHNEM O (YHKLMUU CEMUOTU-
yeckoro metaguckypca. Ecnm CS CKNOHHbI K NOCTOAHHOMY pa3obnavyeHuto
NPUYacTHOCTM fA3blKa K COLManbHOW HecrnpaBeAnBOCTW, TO JIOTMaH BEPUT B
CNoco6HOCTL A3biKa 060CHOBATbL [06aBOYHbIA YPOBEHb AeiCTBUTENbHOCTH, C
NMOMOLLbIO KOTOPOT0 YeN0BEK MOXET BbIATW 13 BOB/EYEHHOCTM B MUP. Taknum
06pa3om, NOTMaHOBCKOE CTPEMJ/IEHWE BOCCTaHOBUTbL KynbTypy MNPOLLAOF0 ©
€CTb 0CBO6GOANTENbHbI MPOEKT.

Juri Lotman ja Cultural Studies:
vastastikuse rikastamise vdimalused

Artikli eesmérgiks on maaratleda, mil maaral Lotmani teoreetilised t66d voi-
sid olla teatud kontseptuaalseks aluseks ameerika ja briti Cultural Studies
(CS) jaoks. Nagu ka CS, opereerib Lotman kultuuri laia mdistega, kuigi piir-
dub pohiliselt aadlikultuuri uurimisega. Tema hilisemad t66d esitavad oma-
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laadse semiootilise vB@imuteooria, kus keskuse ja perifeeria vahelise suhte
anallils meenutab CS omast suunitlust marginaalsusele. Lotman jagab (post)-
strukturalistlikku eeldust diskursuse esmasest rollist reaalsuse pd&histamisel.
Samal ajal pehmendab tema ettekujutus kultuuri loomulikust pludest eripal-
gelisusele subjekti s@ltuvust diskursusest. Méngides erinevaid diskursusi
omavahel 1&bi ja neid autokommunikatsiooni aktis Umber kodeerides v@ivad
subjektid saavutada teatud autonoomsuse ja luua uusi tdhendusi.

Vaatamata sellele, et CS loobub linarratiividest, teeb ta panuse klassilis-
tele, soolistele ja rassilistele erinevustele. Lotmani arusaam semiosfadrist
rbhutab grupiliste identsuste situatiivset alust, nende tekkimist olemasolevate
diskursuste Umberkodeerimise tulemusena. Lotman ei eelista teatud identsuse
tlipi. Ta pakub paindlikumat lahenemist, mida kasutatakse sotsiaalsete grup-
pide laiaja muutuva liigituse puhul. Seega kujutab tema teooria endast alter-
natiivi Gramsci kontseptsioonile gruppide juurdumisest klassisuhetes, mis on
CS aluseks.

Autokommunikatsioon sarnaneb sellega, mida CS nimetab hibridisat-
sioon, st véliste kultuuriliste objektide omandamise protsess, mille puhul nen-
dele objektidele omistatakse individuaalne tdéhendus. Samal ajal on ka erine-
vus nende mdistete vahel. CS jaoks toimub valitsevale v8imule vastuhakk
peamiselt mitteverbaalse olme tasandil, samal ajal kui Lotmani jaoks leiavad
autokommunikatsioon ja tolge erinevate semiootiliste slisteemide vahel aset
diskursiivsel tasandil, mis jatab subjektile teatud loomingulise initsiatiivi.

CS on poliitilise angaZeerituse vorm. Lotman jagab CS vaadet, et kdneline
kéditumine kujundab Umber imbritseva keskkonna. Poliitilise vdrvinguga kee-
le puudumine Lotmanil on seletatav mitte ainult ndukogude vdimu ajal hada-
vajaliku taktikalise ettevaatusega, vaid ka pdhimdttelise seisukohaga semioo-
tilise metadiskursuse olemuse kohta. Kui CS kaldub pidevale keele osaluse
paljastamisse sotsiaalses ebadigluses, siis Lotman usub keele vdimesse p&his-
tada tegelikkuse lisatasand, mille abil inimene v6ib véljuda hdlmatusest maa-
ilma. Seega on Lotmani puid taastada mineviku kultuur omalaadne vabastav
projekt.
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Abstract. Lotman’s conception of semiosphere opens the way to development
of spatial semiotics as a special branch of sign theory. There are a lot of
peculiarities in the spatial semiosis, which distinguish it from the temporal
ones. These distinctions are connected with some special features of semio-
tized space, and they touch both upon the spatial texts and upon the spatial
codes. The spatial syntax has its own specific structures, which can be
reversed, non-linear and continual, created without discrete signs. The
differentiation relates also to semantics of spatial signs and texts, which are
mainly motivated by their denotates due to similarity or contiguity. There are
some pragmatic peculiarities of the spatial semiosis: the greater connection
with the praxis, on the one hand, and the greater ability for the preservation of
the cultural memory, on the other hand. The mainly visual character of spatial
texts in plane of expression can be also considered as its specific pragmatic
property. These peculiarities give some special possibilities for the spatial
semiosis and make necessary its participation in the various spheres of the
culture, where diverse spatial codes interact in different ways between each
other and with temporal codes as well.

1. The problem of particularity of spatial semiosis

The communication, which uses a space as its medium, is still not
sufficiently investigated part of the semiotics. It has many specific
features, a lot of them were noticed by Juri Lotman. The view of the
scholar on the relationships between the verbal language and the
spatial means of communication was changing in the development of
his semiotic conception. The initial thought on a difference of the “pri-
mary” and the “secondary” sign systems was transformed into the
conception of “semiosphere”, where the interaction of minimum two
types sign systems is necessary (see, particularly, Lotman 1992: 29-
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31, 53-54). Systems like the verbal language, which combine discrete
conventional signs, need in principle other semiotic systems as their
complement. These complementary systems control the creation of
continual texts without separate signs, and they tend to deal mainly
with iconic and other forms of motivated signs. Both types of the
systems mutually need each other as in culture as in consciousness,
and they can equally be considered as the “primary” sign systems (see
Lotman 1992: 11-24, 142-147).

Thus, as Juri Lotman has shown, there is an essentially other kind
of semiosis, than semiosis of linguistic type. Its properties are pre-
sented most clearly in the sign systems, where the plane of expression
is built by visible spatial forms and their relations. As it was repeated-
ly pointed out, the spatial canal of information is connected with
visual perception, like the temporal canal is connected with hearing
(see Jakobson 1972). So the peculiarities of the spatial semiosis are
dependent on the properties of both the external structures of spatial
objects and their internal reconstruction in visual perception. Both of
them are the components of the joint visual-spatial information canal.

The specific topological peculiarities of spatial objects — their
non-linearity, reversibility, diversity of relations between symmetry
and asymmetry etc. — influence the abilities to create the specific

structures in the plane of expression, like the linearity and non-
reversibility of time influence the particular frames of speech chains.
The tree-dimensionality of the spatial canal gives a possibility to build
the syntactic structures in more various configurations. That is not
only quantitative, but also qualitative difference, because it allows to
appear some additional kinds of meaningful relations between the
dimensions. The space thereby can be anisotropic in a different way
and has diverse classes of symmetry. The symmetrical constructions
are as natural in spatial semiosis as they are unnatural for the temporal
ones (where, for example, the palindromes are exceptionally rare).
Further, because the spatial structures are formed by relations of co-
existence and have some stability in temporal stream, they can be
reversible and allow both forward and backward order in relations of
their significant elements. The continuity of space can play its role as
well, because the visual-spatial canal gives more possibilities for the
continual picture of a whole, where is not easily to find some discrete
parts (which was also not once noted by semioticians — see lvanov
1976: 138: Lotman 1992: 31; Ivanov et al. 1998: 13-15, 3870).
Therefore the spatial semiosis allows syntactic structures to be built in
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an essentially other way, than the successive ordered chains of discrete
signs, known for linguistics.

Specific properties of spatial semiosis depend not only on the
external part of the visual-spatial canal, but also on the internal one —
on the peculiarities of visual perception. Its simultaneous character gi-
ves to eyesight the ability to take in the diversity of relationships
between the objects as a whole picture, which disappears by
translating in the successive row of signs (see Amheim 1974: 92-93).
This whole impression received from all the complex of spatial rela-
tions precedes the dividing into separate parts — in contrast to the
acoustic perception of successive signals, where the choice of parts
precedes the taking in of the whole. The difference between the suc-
cessive perception of the speech constructions and the simultaneous
synthesis in the visual perception correlates with the ability of spatial
syntactic structures be formed not only as a combination of the ready
units, but also as a result of the reverse process of dividing of a
continual whole into separate parts with its subsequent differentiation
(for example, in pictures and related forms of representation).

The ways of semiotizing of space have also some peculiarities in
the plane of contents. The sphere of meanings, which are commu-
nicated by visual-spatial forms, includes both verbal and non-verbal
levels of psyche, and the lasts play their irreplaceable role in the
activity of mind — what was repeatedly accented by Juri Lotman (see,
particularly, Lotman 1992: 46-57, Lotman 1996: 296). The Lotman’s
ideas on an interacting of two types of semiotic systems in the
processes of thinking are accorded not only with the investigations of
neurophysiologists on a functional asymmetry of right and left hemi-
spheres of the brain (for example Nikolaenko, Deglin 1984), but also
with the conceptions of the psychologists, who consider the activity of
thinking as a process of mutual overcoding of information from non-
verbal simultaneous form to the successive verbal one and backward
(see, particularly: Zhinkin 1964: 36; Vecker 1976: 134). The universa-
lity of this mechanism appear, particularly, even in formation of
logical-grammatical constructions in the verbal speech, which cannot
be build without using any spatial images. The disturbing of brain
structures, responsible for its creation, lead to the loss of ability to
construct the propositions and to understand the logical relations (see:
Luria 1979: 184, 197-198). It is clear, that the thinking need using of
the spatial schemes, because they give other possibilities, than the
successive rows of signs.
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2. The semiotization of space and the spatial codes

However, the peculiarities of spatial-visual canal of communication
give only the general conditions to syntactic, semantic and pragmatic
dimensions of the spatial semiosis. The opportunities of this canal can
be used in a different way. The physical existence of spatial sign
vehicles, as well as the psychical systems of their perceptions and
understanding are just the components the “substance of expression”
(in terms of Hjelmslev 1961). It is not enough also to analyse a “sub-
stance of contents”, which depends on the way of interpretation of
spatial message in the frame of some sphere of culture. They open
some specific possibilities for building of spatial signs structures, but
they do not necessarily determine a semiotic “form” of spatial expres-
sion. The internal semiotic aspects of spatial communication are
related to ways of organisation of connections between that, what in
Hjelmslev’s terms must be cold as “form of expression” and “form of
contents”. Only the presence of semiotic “form” allows separating the
meaningful spatial relations from the other, non-relevant, spatial and
temporal ones, as well as to distinguish between diverse types of
significant spatial structures.

The own semiotic properties of meaningful spatial objects depend
on a definite way of structuring and of interpreting of space, i. e. — on
the fixed way of its semiotization. The semiotization of space is just
the same act, which brings a definite semiotic “form” into a “sub-
stance” of some spatial carriers. Each of the ways determines in its
own manner picking out of meaningful spatial elements and their
structuring, its own norms of interpretation, and its own conditions of
their use by interpreters. These, correspondingly, syntactic, semantic
and pragmatic rules establish together a spatial code — a semiotic
system, which regulates the acts of coding and decoding of infor-
mation in the visual-spatial canal (cf. Morris 1983: 67-68).

There are different systems of semiotization of space and, thereby,
the spatial semiosis is realised not through one only “language of
space”, but due to several diverse spatial codes. These codes use
various psychological and semiotic mechanisms and establish diffe-
rent norms of interpretation and behaviour in the space (see more
detailed: Tchertov 1997). Accordingly, the semiotized by these codes
space can get different forms. It can appear as a “power field”, by the
means of an architectonic code, correlating visual spatial forms with
feelings of mechanical forces. It can be treated as a space of instru-
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mental actions, if it is semiotized with an object-functional code,
which fixes the stable connections between constantly reproduced
forms of the objects and its instrumental functions. It can be structured
and interpreted also as a space of social behaviour, if its semiotization
is regulated by a social-symbolic code, which correlates spatial
relations of objects with social characteristics of subjects. The space of
depiction appears due to using of a perceptographic code, which
mediates a translation of some optical marks into a perceptual image
of the visible world. The space of written text is subordinate to diverse
systems of writing etc.

Some certain part of space, which is semiotized as a result of using
one or more spatial codes, can be considered as a spatial text (cf.
Toporov 1983). Any spatial text includes only the spatial relations,
which are connected with the function to express the meanings
according a system of code. So, the spatial codes and regulated by
them texts are mutually connected, like the language and speech in
linguistics. But the peculiarities of the spatial ways of the sense
expression put own imprint on the spatial codes, and therefore the
linguistic models are not very effective for analysis of many kinds of
spatial texts.

The spatial texts subordinated to diverse codes can have a specific
syntax with particular topological properties. For example, the space
of a picture is non-linear, reversible and continuous in contrast with
spatial structure of the one-dimensional, irreversible and discrete
written text. Therefore, the description of spatial syntax needs
working out its own theoretic models. These models can become the
subject of a special part of spatial semiotics — of “semiotopology”,
which would be aimed at the research of topological properties of
syntactic structures in spatial texts: discreteness and continuity, open-
ness and closeness, homogeneity and heterogeneity, dimensionality
and so on. These properties are important for semiotopology only as
semiotic qualities — to the extent to which they are necessary for
semantic and syntax and belong to the “form of expression” but not to
its “substance”. So, the semiotopology deals only with the meaningful
structures of spatial texts, but not with the topology of physical
carriers of information or of their mental images.

The semiotization of space establish together with its external
structuring also its reverse side — the internal ordering of mental
schemes, which regulate the ways of the perception and understanding
of the spatial objects. Both the external arrangement of space and its
internal frame are subordinated to spatial schemes, which are es-
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tablished by a spatial code. So the cultural space is a product of the
exteriorising of internal spatial schemes as well as these schemes are
worked out in the result of interiorising of external spatial activity.

The interpretation of spatial relations from these schemes performs
due to semantic units, which form the plane of contents of some
spatial codes. These semantic units can be not the logical concepts and
have other “psychological addresses”. They may belong to diverse
psychical levels: sensory, perceptual, apperceptual, conceptual, as well
as to various motor and affective structures. For example, the object-
functional code develops in the practice of instrumental activity as a
parallel to verbal language, and it has in plane of contents instead the
verbal meanings the “practical concepts” (in J. Piaget’s terms) — the
motor schemes of instrumental actions.

3. Genetic, functional and structural peculiarities
of spatial codes

The spatial codes as semiotic systems have own peculiarities, which
touch their origin, functions and structures. All of them are used in
some way in culture, but many of them have still a natural genesis,
which is independent of speech, and go back to biologic signal
systems. So, not all of spatial codes relate to the verbal language as
the “secondary” sign systems, and several of them, on the contrary,
serve as conditions of ability to create complicated constructions in
verbal syntax and in logical thinking. These codes are involved in the
semiosphere of culture in another way, than the verbal language and
similar systems. While the verbal language was formed in culture
initially as a system of external communicative means between the
subjects, the spatial codes were developed above all in the processes
of subject-object activity (cognitive and projective) as an internal
psychical regulator of human behaviour. Accordingly, while speech
becomes the internal means of mind due to interiorization of inter-
subjective communicative actions, these spatial codes are the cogni-
tive means initially, and they get their communicative function in the
opposite process of exteriorisation, where the mental actions are
expressed through the outside spatial forms (cf. Vygotsky 1982: 356).

For example, the perceptual code has been originated as a cogni-
tive system of visual decoding of optical signals. But its naturally
formed means were reflected and exteriorized in the practice of



Spatial semiosis in culture 447

pictorial communication. So the culture reformed the intrasubjective
perceptual code into its diverse intersubjective versions, each of them
can be called as a “perceptographic” code. Another type of the natural
codes — the synesthetic ones — serves as a basis for the architectonic
code, which have been created in culture also as a result of the process
of reflection and exteriorization of synesthetic and kinesthetic signals.
In a similar way the means of natural mimic and pantomimic codes
becomes in culture consciously and freely reproduced.

This role of spatial codes is connected also with specificity of their
functions. Like the temporal means of communication, the spatial
semiosis performs the functions of representation, of communication
and of thinking, but in another way. The representative function can
be performed, for example, due to iconic spatial models, which
reproduce their objects in praesentia of text, but not in potentia of any
semiotic system — in contrast with the language, where just the
potential paradigmatics mainly realized the modeling function.

The peculiarity of communicative function in spatial semiosis is
determined by its ability to connect the subjects, who belong to
diverse moments of time — in the contrast to participants of verbal
dialog, who are united by one temporal moment. If the moment of
time joints all, what is “there” and “now”, the space joints the mo-
ments “here” and “then”; so the space unites diverse temporal mo-
ments as well as it joints subjects, separated through temporal
distance, whereas the time connects points, distanced in the space.

Many of spatial codes, like the verbal language, are able to serve
not only as the means of the external communication but also as the
tools of the internal processes of thinking. The function of thinking is
performed due to means of the spatial codes on the other “floors” of
the psyche, than the level of logical concepts. The visual or moving
schemes of spatial thinking belong to non-verbal levels of psyche and
to not theoretical, but practical intellect. However, as already was
marked, the most abstract levels of thinking cannot function without
the spatial images. The ability to build the synthetic mental picture
allows to spatial thinking on all its levels more easy to grasp a whole.

The genetic and functional peculiarities of the spatial codes
influence also some their structural particularities. While the acoustic
signal systems tend to provide the maximum effect with the minimum
length of the text in the time, the visual-spatial systems can mediate
the decoding of information in another way. For example, the iconic
spatial models serve not as a key for opening of the thesaurus full of
collected knowledge, but they carry the main information in its own



448 Leonid Tchertov

structure. It is this structure of the text that mainly performs the model
function, unlike the sign systems of verbal type, where the model
function is performed rather by an implicit system of a code, than by
an explicit text. Therefore the latter type of semiotic systems needs a
preliminary “dictionary” of signs with ready meanings, whereas the
former does not need it, and many of spatial codes have neither dictio-
nary nor alphabetic units. Some of these codes belong to “gramma-
tical”, but not to “lexical” type of language (in F. de Saussure’s
terms). For example the system of linear perspective gives the
principle of arrangement of visual indices of depth on a plate — a
system of shortenings — and can be considered as an important part
of a perceptographic code. However, neither the perspective, nor the
perceptographic code as a whole do not have any “dictionary” of
ready signs. Unlike the verbal language, their implicit structure gives a
very poor model of space, whereas the explicit syntagmatic structure
of the picture, built with their help, models a certain space much fuller
than any verbal text.

Instead of an alphabet of discrete signs some of the spatial codes
have continual fields of forms and colours. The sense-discriminating
elements in these systems are subordinate not to “the principle of
alphabet”, but to “the principle of palette” (see Tchertov 1996). The
latter allows mixing the elements in diverse ways, like the palette
giving opportunities for various mixing of colours. Thus, instead of
the controversy between “yes” and “no”, the palette establishes a
gradual flowing of sense-discriminating elements one into another
according to the principle “more” or “less” (cf. Eco 1976: 176).
Thereby the “principle of a palette”, contrary to the “principle of an
alphabet”, allows to operate not only with contrasts of binary opposi-
tions but also with nuances. This principle more correlates with the
continuity of space, as well as with its non-linearity and reversibi-
lity— whereas the “alphabetic principle” is correlated with one-
dimensionality and irreversibility of verbal texts. If the last principle
makes possible the successive selection of discrete signs in time and
their joining on the “axis of combination” (in Roman Jakobson’s
terms), the principle of palette is more relevant for simultaneous
synthesis of many relations in a united whole, grasped before its
separate parts are distinguished. This principle is valid for colours as
well as for figures, and not only in the frames of the perceptographic
code, but also of the architectonic or of social-symbolic codes.
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4. Spatial semiosis as part of semiosphere

The ability of spatial codes functioning as the means of communica-
tion, representation and thinking lets them, along with the verbal
language, be an important part of the semiosphere. These codes are
included in different area of culture mediating in heterogeneous rela-
tions of the human towards the nature and society. But the structural
and the functional peculiarities of spatial semiosis let it play a parti-
cular role in the semiosphere of culture.

A space is not only a medium of communication between the sub-
jects, but above all an environment of their activity: moving, working
etc. This environment consists of multitude of manifold areas and
forms, which also can be considered as various syntactical and seman-
tic types of spatial texts. A home, a street, a city etc. can be considered
as different types of spatial text, regulated by different norms of space
semiotization. These texts serve first of all as the means of regulating
of a human behaviour — instrumental and social. There are also the
separated spatial texts, which are intended special for communicative
function (writings, paintings etc.). The latter are combined together
with the former in a complex spatial hypertext. An example of such a
complicated space was given by Juri Lotman as an illustration of his
idea of “semiosphere”: a museum hall, “where the exhibits of various
ages are presented, together with writings in known and unknown
languages, instructions on its decoding, the texts, explaining the
exhibition, schemes of excursion routs and rules of visitors behaviour”
(Lotman 1992: 53-54). The transit from one type of spatial text and
its ways of semiotization to another is regulated with the help of
special markers, which point out to the switching from one code to the
other, and so function as indices of a spatial metalanguage. It is
possible also, that the same spatial locus is semiotized by different
ways and can contain spatial texts regulated by several codes. Then
these codes can enter into various relations and between each other: to
complement or to except one another, to be in crossing and excluding,
coordination or subordination etc. The interaction of these codes in the
various forms may be a subject of some “visual rhetoric”, which
appears where different codes take part together in making up some
complex text with a total sense (cf. Lotman 1998: 611).

The spatial codes interact also with the temporal sign systems like
the verbal language. The divergence of organization gives various
opportunities for their interaction. There is a possibility to change the
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audio-temporal plane of expression into the visual-spatial one — due
to its new coding (as in phonetic writing) or due to its translation (as
in ideography). In both cases the spatial elements and structures are
subordinate to linguistic forms. However, if the spatial way of repre-
sentation retains its own features, it is rather a re-organisation of some
contents from the verbal speech into visual form, than a translation of
them. A spatial way of expression allows to transpose paradigmatic
structures of the language and of its secondary systems into syntag-
matic constructions. The non-linearity of spatial texts provides a
possibility to present for a vision some whole structures, which are
given in the verbal language only implicitly. For example, icon-
painting, which had to translate gospel narration into visual form,
makes something different. Through the oppositions of top and
bottom, left and right etc. it has opened for visual perception some
hierarchic and value relations, which are only implied in the verbal
narration, but are not explicitly presented in it. Generally, the spatial
codes give also a visual basis for the development of invisible struc-
tures in diverse systems of culture: language, myth, religion etc. (cf.
Cassirer 1923: 147-166; 1925: 107-132).

The spatial codes and texts arranged by them are very important
for the sphere of art. The peculiarity of arts is not in the use of some
special “languages of art“, but, on the contrary, in the involving into
them and in the special working out of codes, used also in many other
spheres of culture. Like the arts of word organise the signs of
everyday language in a special way giving them an artistic effect, the
spatial arts work out the means of the everyday spatial codes. The
semiotic means of these ordinary codes are arranged and rearranged in
works of art being transformed into the means of artistic expression.
For example, the figurative art can be considered as the art of
exteriorizing the diverse means of the cognitive perceptual code,
which are selected and reflected by artists, and turned out into the
means of communicative “perceptographic” code.

Various kinds of arts are distinguished from each other due to the
complexes of semiotic means being worked out by them. Although
there is a dominating code for every kind of spatial art, each of them
deals as a rule with several codes. So architecture deals not only with
the means of architectonic code, but also with the means of social-
symbolic and object-functional codes, as well as the representative
arts work out the means of the different versions of perceptographic
code together with some other spatial codes: object-functional, mimic,
pantomimic etc.
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5. Spatial semiotics as an autonomous branch
of sign theory

Thus, it is natural to suppose that the spatial semiosis can be the
subject of a special branch of semiotics. It deals with the ways and the
results of semiotization of space, i. e. — with the spatial codes and the
spatial texts. The semiotics of space has to find its relations to other
semiotic disciplines and, first of all, — its place in the system of
general semiotics (what is important for least too). Particularly, it have
to definite, on one hand, some common properties with others semio-
tic systems and, on the other hand, — some peculiarities, what
separates it from them.

The spatial semiosis, as any ones, can certainly be described in the
general categories of Peirce’s and Morris’ semiotics, which considers
signs in syntactical, semantic and pragmatic dimensions. It can be
described as well in some concepts of Sausurean semiology, which
considers correlation between signifiant and signifie in whole sign
systems, in oppositions of system and text, paradigmatical and syntag-
matical aspects, synchrony and diachrony, etc.

But the analogies of spatial semiosis with other sign systems have
the limits, beyond which its principial distinctions begin. The diffe-
rence between spatial and temporal order of sign vehicles in diverse
kindes of art is a subject of discussions, which are well known at least
since Lessing‘s time (see Lessing 1957: 187). This subject is impor-
tant not only for aesthetics, but for semiotics too. The spatial semiotics
has to define its place in relationships to other, non-spatial, spheres of
semiotic investigations. There are the grounds to consider the semiotic
of space as a separate branch of semiotics, correlated with the tempo-
ral semiotics, presented first of all by the Saussurean semiology. The
semiology of Saussure and of his followers appears in this relationship
as a “chronosemiotics” — semiotics of temporal chains. In particular,
the both main principles of the language, which Saussure had sug-
gested — i.e. non-motivated semantic links of signs with its meaning
and their linear order in plane of syntax — are non-valid for most of
spatial codes and thereby not much applicable to description of spatial
semiosis. So, the initial principles of his semiology — the principle of
lineal ordering of significants — is the direct consequence of
successive interchange of accustic signals in the time, and, as Saussure
pointed out, the “whole mechanism of language” depends on this
temporal order of signs (Saussure 1977: 103). Already this is enough
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for a consideration of saussurean semiology as a “semiology of time”,
which needs the “semiology of space” as a parallel branch to be
added. Also the other principle of Saussurean semiology — the
arbitrariness of signs — is not relevant for the spatial semiosis. On the
contrary, the last opens the most rich possibilities for variously
motivated means of diverse spatial codes and, particularly, — more
possibilities for iconic representation of objects.

Thus, the semiotic of space as an autonomous branch of sign
theory cannot be described by a mechanical projection on the
meaningful spatial objects of theoretical models, elaborated in linguis-
tics or in temporal oriented semiology. Wereas its mechanisms depend
on the temporal canal of communication, “all mechanism” of the
spatial semiosis correlates with the possibilities given by spatial canal
of communication and by its simultaneous perception. So far as the
general semiology was being developed in a search of some analogies
between the verbal language and other sign systems, so the
particularity of temporal semiotics could remain unnoticed. But the
more the spatial semiotics develops and its specific features are
recognised, the more it gets the shape as a parallel branch of the sign
theory, which deals with principally different ways of semiotization.
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MpPOCTPAHCTBEHHbIN CEMMO3NC B KYNbType

J10TMaHOBCKOe MOHMMaHWe CemMuochepbl U Pofu B HEM MPOCTPAHCTBEHHbIX
CrMoco60B CMbIC/MOBbIPAXEHNSI OTKPbIBAET MyTb AS PasBUTUS MPOCTPAHCT-
BEHHOI CEMMOTWKU Kak 0c060ii BETBM TEOPUM 3HAKOB. B OTAMuUME OT peuu u
MOAOGHbIX €ii BpeMeHHbIX MOCNef0BaTENbHOCTEN 3HAKOB, MPOCTPAHCTBEH-
Hblli CEMMO3UC MMeEeT psifi 0COGEHHOCTEN, KOTOpble CKasblBAOTCH Ha CTPYK-
Type U (YHKLMUSX Yy4YacCTBYIOWMX B HEM 3HAKOBbIX CMCTEM W Ha CBOWCTBAx
MOCTPOEHHbIX C WX MOMOLLbI0 MPOCTPAHCTBEHHbLIX TEKCTOB. [locneaHue
MOTYT, B YaCTHOCTMU, UMeTb CUHTAKCUYECKME CTPYKTYpbl, o6najatolimne Taku-
MU CBOMCTBaMMW, Kak 06paTUMOCTb, HE-OAHOMEPHOCTb U HEMpepbiBHOCTS,
CBfi3aHHas C OTCYTCTBMEM anpuopy 3ajaHHbIX AMCKPETHbIX 3HaKoB. [lo-
LOGHble CBOMCTBA CTAHOBATCS MpPeAMETOM A/ 0cO6Oro pasfena CeMUOTUKM
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NPOCTpaHCTBA — CEMWUOTOMOMOIUM, WCCNeayoLUleii UX COOTHOLLEHWUS B
Pa3NNYHLIX TUMax MNPOCTPAHCTBEHHbIX TEKCTOB. OCOBEHHOCTU MPOCTPAHCT-
BEHHOI0 CEMMO31Ca 3aTParMBatT 1 CeMaHTUKY MPOCTPAHCTBEHHbLIX 3HAKOB U
TEKCTOB, KOTOPbIE, KaK MpaBuo, B 6oMblueii Mepe CBA3aHbl CO CBOMM [EeHO-
TaTOM OTHOLUEHWAMM CXOACTBA WM CMEXHOCTM. CBOM 0COBEHHOCTU UMeEKT
M nparMaTMyeckue CBOICTBA MPOCTPAHCTBEHHOrO CEMMO3MCA, BaXKHeMLIUM
U3 KOTOPbIX MOXHO CUMTaTh MPEUMYLLECTBEHHO BM3ya/lbHblil XapakTep npo-
CTPaHCTBEHHbIX TEKCTOB B MNjaHe BblpaeHns. OCO6EHHOCTM NPOCTPaHCTBEH-
HOFO0 Cemuo3nca AenarT HEeo6XOAMMbLIM ero yuyacTue B pasiMuHbIX chepax
KYNbTypbl, FAe pa3Hble MPOCTPAHCTBEHHbIE KOAbl B3aMMO/ENCTBYHOT pas/n-
UHbIM 06pa3oM APYT C APYFOM W C BPEMEHHbLIMW KO4aMK.

Ruumiline semioos kultuuris

Lotmani arusaam semiosfadrist ja mottevaljenduse ruumiliste viiside osast
selles avab meile tee ruumisemiootika kui mérgiteooria eriosa arendamiseks.
Erinevalt kdnest ja sellega sarnastest ajalistest margijargnevustest on ruumi-
lisel semioosil rida eripérasid, mis kajastuvad selles osalevate margisistee-
mide struktuuris ja funktsioonides ning nende abil loodud ruumiliste tekstide
omadustes. Ruumilised tekstid v@ivad néiteks omada stintaktilisi struktuure,
mida iseloomustavad pddratavus, mitmemd&tmelisus ja pidevus, mis on seo-
tud a priori antud diskreetsete méarkide puudumisega. Taolised omadused
saavad ruumisemiootika he osa — semiotopoloogia — osaks, mis uurib
nende seoseid ruumiliste tekstide erinevates tlilipides. Ruumilise semioosi ise-
arasused puudutavad ka ruumiliste mérkide ja tekstide semantikat, mis reeg-
lina on oma denotaadiga seotud samasuse ja kiilgnevuse suhte kaudu. Omad
isedrasused on ka ruumilise semioosi pragmaatilistel omadustel, milledest
tdhtsaimaks tuleks pidada ruumiliste tekstide peamiselt visuaalset iseloomu
valjendusplaanis. Ruumilise semioosi isedrasused teevad vajalikuks tema
osaluse erinevates kultuuri sfaarides, kus erinevad ruumilised koodid erineval
moel suhestuvad Uksteise ja ajaliste koodidega.
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Abstract. It is argued that (a) the question of ‘cultural logic’ is a valid inquiry
for disciplines seeking to comprehend and compare mental processes across
cultures, and (b) semiotics, as the science of studying signs and signification,
is an appropriate means of approaching the question of cultural logic. It is
suggested that a shift needs to be made in studying reasoning across cultures
from the traditional value-oriented methods of judgment to a meaning-
oriented assessment. Traditional methods of cross-cultural comparison are
suggested to be flawed in their attempt to develop a psychological account of
why different cultural societies can draw different conclusions from ‘similar’
data, because they typically do not take into account the culturally-specific
processes of ‘meaning’ and semiosis. These processes, it is argued, cause
input data to develop differentially from one semiotic context to another. In
other words, before reaching the cognitive processing level data is already
shaped by the semiotic context, thus what is processed cognitively by two
individuals in two cultural/semiotic contexts is no longer ‘the same.” A
semiotically conceived notion of cultural logic is therefore a crucial factor in
any cross-cultural study of cognitive and psychological systems.

/ do not, for my part, regard the usages of language as forming a
satisfactory' basisfor logical doctrine. Logic, for me, is the study of the
essential conditions to which signs must conform in order tofunction as
such. How the constitution of the human mind may compel men to think
is not the question; and the appeal to language appears to me to be no
better than an unsatisfactory method ofascertaining psychologicalfacts
that are ofno relevancy to logic.

C. S. Peirce*

1Quoted in Parmentier 1994: 12.
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Reasoning is a process that occurs within linguistic, social, and cultu-
ral environments, and involves the employment of universal and/ or
culturally specific meanings; and logic, or the process of “establishing
necessary connections between these meanings”, as Levi Strauss
(1966: 35) once put it, is always defined by and bound within these
linguistic, social, and cultural parameters.

If we consider reasoning as the fundamental element of logical
processing, and if we agree that this fundamental element is conceived
within and wrought by language and culture, then we can argue:

First, that the question of ‘cultural logic’ is a valid inquiry for
disciplines such as cultural psychiatry, which seek to comprehend and
to compare mental processes across cultures, and secondly, that se-
miotics, as the science of studying signs and signification, is an
appropriate means of approaching the question of cultural logic.

In the following paper, | will argue that ‘cultural logic’ is an appro-
priate term, and that the notion of cultural logic establishes a legiti-
mate question for cross cultural studies of psychological, cognitive
and behavioral phenomena. Further, | will argue that semiotic analysis
provides an advantageous method for sketching the shape of the
‘logic’ of a given culture.

Let me begin my discussions with an example of what | have in
mind when 1 discuss cultural logic. This is an excerpt from an inter-
view designed by a Western psychologist, American Michael Cole.
The respondent is a Kpelle tribal leader, from Liberia, Africa (Cole,
Scribner 1974: 162).

Interviewer. At one time spider went to feast. He was told to answer this
question before he could eat any of the food. The question is: spider and black
deer always eat together. Spider is eating. Is black deer eating?

Elder. Were they in the bush?

I Yes.

E: Were they eating together?

/: Spider and black deer always eat together. Spider is eating. Is black deer
eating?

E\ But | was not there. How can | answer such a question?

[: Can’t you answer it? Even if you weren’t there, you can answer it. (Repeats
the question.)

E: Oh, oh, black deer is eating.

[: Why?

E: The reason is that black deer always walks about all day eating leaves in
the bush. Then he rests for a while and gets up again to eat.
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When Cole himself explains this interview, he says the elder, though
involved in an active process of reasoning, is struggling “to find a
factual basis for arriving at a conclusion”, and he points out as evi-
dence the elder’s demands for facts like whether the animals were in
the bush at that time, or if they were eating together. To be sure, Cole
is not one to go to such lengths as did some of his predecessors like
Levy-Bruhl. In his book titled How Natives Think (which stands as a
polite translation for “Les Fonctions Mentales dans les Societes In-
férieures”), Lucien Levy-Bruhl (1926) proposed the idea of two basic
developmental levels of logic: the pre-logical, as manifested by the
“native mind”, and then the logical, as manifested by the “adult white
man”. | will not get into details of this division here, but in looking at
Cole’s effort fifty years after Les Societes Inferieures to explain the
method the Kpelle elder uses to infer his conclusion, it is hard to
ignore the traces of Levy-Bruhl’s, or specially Luria’s2 legacies. What
Luria did to Levy-Bruhl’s crude colonial grouping was to tone it down
to a softer version. According to Luria’s vision the world is divided
between those whose reasoning process is bound within the concrete,
immediate life experiences; and those who are capable of abstract
conceptualization and reasoning within those abstract spaces. Need-
less to say, it so happens that the first group, the ‘concrete thinkers’,
generally live in rural areas, while the second reside in ‘modem’ urban
settings. This historical glance already puts a context around the
example from Cole’s work.

Of the people just mentioned here, Cole appears to be the gentlest
of all, when it comes to drawing conclusions from differences between
the West and the rest. This is specially more evident in his other
works, like his comparing the reasoning styles of American college
students and Kpelle subjects around a story about two men who go to
find themselves wives, and the approaches they choose in convincing
the girl’s father3. We don’t afford the luxury of details here, but let me
quote what he says about the results of his comparative study. “The
most interesting result of this study,” he says, was that “the American
college students and all the Kpelle groups had the same percentage of
wrong answers — there were no group differences in errors. But the
American college students exceeded all three Kpelle groups in the
percentage of correct answers”. (The word ‘correct’ is actually

2 See for example Luria (1971). Luria studied reasoning and cognitive styles
of traditional societies in rural Russia, with VVygotsky in the 1960s.
3See Cole, Scribner 1974 for details.
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emphasized in the original text). Cole then continues to explain that,
“this seeming paradox is accounted for by the fact that fully one-fifth
of the Kpelle replies [...] was irrelevant” (Cole, Scribner 1974: 167).
To be fair, it is important to note that he does not rush to attribute this
difference to some kind of deficiency of the Kpelles’ pre-logical mind.
Yet what he does is still significant, on two counts: first, his inter-
pretation of the Kpelle elder’s search for more information falls back
on Luria’s division of the concrete and the abstract styles rather than a
more critical inquiry of either the process or the content of his inter-
views, and secondly, he appears fully oblivious of the questions of
meaning and relevance when he simply reports a full one-fifth of the
Kpelle replies were deemed ‘irrelevant’. The absence of a critical, or
even a non-critical evaluation of the notion of ‘irrelevance’ in Cole’s
text is quite striking, making it inevitable to ask the question of
validity, specifically based on a semiotic inspection of the case.

Cole’s interviews are effectively conglomerate signs, and any basic
examination of them should consider at least two levels of analysis:
the interview process and design as form (the setting, the presentation,
the individuals involved, etc.); and the interview question and its
components as content. Considered in terms of the form, the interview
is a sign with complex culturally specified referents. The encounter in
a North American college with an interviewer, typically in a lab or
similar space, and being told ‘you are going to be asked a question by
an interviewer’ signify a social action with pre-scribed meanings
different from those in the encounter between Cole and the Kpelle
elder. If the American treat the situation in abstraction, that is perhaps
because innumerable form signs communicated prior to the actual
content all have been packed historically, linguistically, socially, and
culturally, to be decoded by the subject as: ‘this is a situation where
you are given a question and you are demanded to process that
guestion in abstract terms and produce an abstract response to it’. The
same message is not necessarily communicated to the Kpelle subject,
however, when he is met by an interviewer who asks him to listen to
the story of black deer who goes to feast with spider and answer a
guestion about that story. The actual question as content, and the type
of response elicited by it embody yet another culturally specific sign
with culturally specific reference. For one thing, the understanding of
the ‘type’ of question being asked has great bearing on the ‘type’ of
response the person would provide (hence the critical importance of
‘misleading’ as a control measure in cognitive testing). If a question
signifies an ethical inquiry, for example, the elicited response can be
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quite different than if the same question stood for a political or a
philosophical query. Further, the question-sign is composed of a series
of signs including (and not limited to) spider, deer, a feast, going to a
feast, going to a feast together, eating together, being in the bush, and
so on. These multitudes of signs all have culturally specific meanings.
It is not difficult to entertain the idea for example, that while the story
of a spider who goes to feast together with the black deer may suggest
a serious meaningful situation to the Kpelle respondent, to the Ame-
rican college student it is likely to signify little more than an abstract
element within an abstract (though peculiar, perhaps) set presenting a
standard syllogistic question. Consequently, while in the American
mainstream version of reality it would be ‘bizarre’ to think of a spider
going to feast together with a black deer in any terms other than
abstract, in the Kpelle frame of reference there may be no need for
such urgent abstraction. Whereas Cole’s spider-and-deer question may
be read immediately by the North American subject as a ‘sign of an
abstract inquiry demanding an abstract response, there is no reason
why it should signify the same to a Kpelle subject. If the elements of a
qguestion evoke different semiotic configurations to two persons, in
other words, it should be hardly surprising to see them proceed
differently with their responses to that question.

In addition to the obvious colonial arrogance, and the Eurocentric
naivety inherent in the theories constructed by Bruhl or even by Cole,
a fundamental technical problem with these methods of analysis is that
they attempt to explain cultural processes in terms of intellectual and
psychological faculties. This creates a critical problem, whether they
start from the culture and end in the individual’s psychology, as does
Cole (e.g., 1971, 1974), or start from the psyche to define cultural
complexes, as Levy-Bruhl seems to do. What is important is that a
shift needs to be made in studying reasoning across cultures: a shift
from the traditional value oriented methods of judgment to a meaning
oriented assessment. The new discipline of cognitive anthropology
seems also to slip when threading this slope, despite the more recent
developments which tend to approach the question of meaning in their
inquiries on culture and logic. The more recent literature contain
notions borrowed from cognitive psychology such as scripts and
cultural schemata (see D’Andrade 1995 for a review), as well as
works in the tradition of Lakoff (e.g., Lakoff, Johnson 1980, or
Lakoff, Turner 1989) which center around metaphoric thinking. Even
though a more serious attention to cognition and meaning is evident in
these new approaches, much of these inquiries don’t seem to break
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free from the old paradigm of searching similarities or differences
between logical systems based simply on the hypothesis that different
styles of mental functioning may lie behind such logical systems.

What lies at the core of my argument here is that any research
designed to develop a psychological account of why different cultural
societies can draw different conclusions from ‘similar’ data is already
flawed. It is flawed because data, by the time it reaches the reasoning
process level in each context, is already translated differently by
having gone through different semiotic and semantic ‘filters’. If we
agree on this simple fact that the signification of any input is inevitab-
ly decided by the semiotic environment it is thrown in, it would then
be clearly incorrect to assume that two subjects belonging in two
different semiotic networks are processing similar data just because
the stories they are told by the experimenter have been translated into
their respective mother tongues.

James Hamill is another anthropologist who dedicated work to
culture and logic more recently. In his anthropology of human rea-
soning, Hamill (1990) suggests that while philosophical logic, or text-
book logic as he calls it, is abstract and does not refer to any specific
human activity, it might be useful in providing a scale against which
various culturally specific systems of reasoning can be compared, and
universal and non universal styles of reasoning can be identified.
While Hammill’s approach may provide a useful model for compara-
tive logics, what does not seem to be clarified in it is the fate of such
diverse ‘cultural logics’ themselves. True, using a system of compa-
rison may give us a scale to distinguish cultural logics according to
their systems of reasoning. Such classificatory system, however,
would not be able to explain how these differences have come to exist.

Hamill comes a long way from Cole and his predecessors. He
admits that validity of arguments in a culture specific system of
reasoning has to be judged within the context of the “patterns of
meaning that people use to make their cases” (Hamill 1990: 19). He is
quick of course, to point out that using meaning to contextualize
arguments may in fact not be as simple a task, and that we therefore
require “some principled means of reaching the meanings that stand
behind what [we] see” (Hamill 1990: 19). Intriguingly enough, how-
ever, instead of going the remaining small step from this to calling on
semiotics, he proposes that “the study of errors or mistakes provides
that means” (Hamill 1990: 19). | have followed Hamill’s line of
discussion closely, because I tend to share much of it with him, almost
all the way to the last point, on the utility of errors for depicting cultu-
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ral logic, or as he calls it, ethno-logic. Using errors is an interesting
idea of course, one which brings to mind on the one hand Freud’s
notion of parapraxes,4 and on the other Eco’s description of semiotics
as “the discipline studying everything which can be used in order to
lie” (Eco 1976: 7). But despite the attractiveness of an error based ana-
lysis of meaning, we clearly need a more comprehensive and reliable
system of analysis. While errors might cause a ‘rip’, so to speak, in the
discursive fabric and give us a glimpse of the network that binds the
system of reasoning together, such accidental sparks can hardly
substantiate a reliable or efficient method of analysis. What | would
like to suggest at this point is that a methodical inquiry into the system
of signification can give us that ‘principled method of reaching the
meanings’ we discussed earlier. Semiotic analysis, in other words,
may be the most appropriate means available for unearthing the
patterns of meaning that engender a certain cultural logic.

So far | have argued that the advantage of a notion such as cultural
logic is in that it allows for the validity of arguments produced by the
subject to be decided in the context of the systems of meaning (in
terms both of production and connectivity of these meanings) used to
process those arguments. This was suggested to be an advantageous
model, because in the context of studying cultures, specially as related
to mental health, occasionally we arrive at a point where Western
propositional logic seems to fail us, leaving us to select between the
anxiety of confusion, or the naivety of a Eurocentric interpretation of
the ‘native’ mind as illogical, inferior, or flawed. The notion of
cultural logic extends our options by making it possible to include a
sense of dimensionality in our configuration of what constitutes a
valid process of reasoning. This inclusion is done by the admittance
that patterns of production of meaning and the structures of
connectivity between those produced meanings have a formative
presence in what we normally refer to as the process of reasoning, or
its product, logic. Needless to say, this is the point where the question
of signification, or semiotics, becomes pertinent to this discussion.

To put this in another perspective, consider the fact that three main
inquiries are conceivable for a semiotic examination of culture: The
first would interrogate the act of signification, the process through
which an object becomes a sign and thus endowed by the capacity of
signifying another object; the second would study the act of repre-
sentation, or the process through which a sign/object becomes linked

4 See, for example, Freud 1914.
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to a referent/object; and finally the third inquiry would concern the
inter-connectivity of the sign/objects within the system that represents
those objects, and the production of the network to which we often
refer as the system of signification.

The third question of this set, that of the system of signification, is
a crucial question for a semiotics of culture. Culture has been
described as an instance of a ‘system of signification,” with the
distinctive feature of being composed not simply of information, but
also of formulations for processing and then connecting the compo-
nents of that information (see, for example, Danesi 1999). As such,
any inquiry of the nature of cultural logic must take into account not
simply the pre existing network of meaning or the informational
content of a cultural system, but also the auxiliary information that
contains blueprints for processing and connecting new data and
incorporating it within the existing nexus. This aspect is in fact where
cognitive anthropology seems to become interested, when it asks the
question of schemata. A semiotic approach would seem appropriate in
studying this so called auxiliary information, since like any other
communicated data, this information has to be communicated within
the temporal, notational, and structural or operational parameters of
dimensionality (see Danesi 1998, 1999). Of these three dimensions,
the notational dimension pertaining to the connotative, the denotative
and the annotative aspects of a sign, is perhaps the one with a greater
contribution to cross cultural variability of ‘logics’, because it relates
directly to the process of ascribing meaning to new input and situating
it as signifier within the pre existing network. Deciphering this assimi-
lative process would be vital to understanding the dynamics of a
culture’s brand of logic, specially since it is done in a more or less
‘invisible’ fashion, not necessarily reflected in the linguistic structure
in an evident manner. Neither a syntactical, nor even a standard
semantic analysis would necessarily depict this process of integration,
because neither of these approaches. So while the instrumental role of
language in this inquiry may not be denied, traditional linguistic
methods of linguistic analysis appear inadequate, due to their inability
in unpacking the semiotic content. Semiotic analysis, in other words,
may be the most appropriate means available for unearthing the
patterns of connectivity specific to a culture.

It seems only appropriate at this point to conclude my arguments
by once again repeating Peirce’s assertion, that logic concerns “The
essential conditions to which signs must conform in order to function
as such. How the constitution of the human mind may compel men to
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think is not the question; and the appeal to language appears to me to
be no better than an unsatisfactory method of ascertaining psycho-
logical facts that are of no relevancy to logic”.5
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ABNSETCSA NN NOTVMKA KyNbTYpPbl MNOAXOAALMM KOHLENTOM?
CeMMOTUYECKUNI MOAXOA K U3YUEHUIO KY/NbTYpPbl U IOTUKK

B cTaTbe yTBEpXaeTcs, UTO () PACCMOTPEHME «/IOTUKU KY/bTYpbI» MOME3HO
B AUCLMNAMHAX, KOTOPbIE ULLYT BO3MOXHOCTU A/ MOHWMaHUs U CPaBHEHUS
pasHbIX KynbTyp, W (6) CEMMOTMKA KaK HayKa O 3HaKax W 3HAYEeHUsX SBASETCA
NOAXOAALMM WHCTPYMEHTOM MpW MOAXOAE K BOMPOCY O SIOTUKE KYNbTYpbl.

5Quoted in Parmentier 1994:; 12.
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Mpu M3y4YeHWU TPAAMLMM MbILIEHNS B PasHbIX KynbTypax chnefyeT 3ame-
HUTb TPaAWLMOHHbIE LLEHHOCTHO-OPUEHTUPOBAHHbIE METOAbl PeLleHnit  co-
34aHVEM OLEHOK, OPWEHTMPOBAHHLIX HAa 3HayeHue. [lbiTascb pPasBuBaTh
MCUX0NOTMYeckoe 0GbSCHEHME TOTO (PakTa, UTO pasHble KyNbTypHble C006-
LWecTBa NPUXOAAT K Pa3HbIM BbIBOAAM MPU «MOXOXMUX» UCXOAHbLIX fAaHHbIX,
aBTOp 06HApYXMBAeT, 4TO TPaAWLMOHHbIE METOAbl CPaBHEHUs Ky/bTyp
ABMAOTCH HEKOPPEKTHbIMU, — 3a4acTyl0 He YUMThIBAOTCA Ky/bTypHOCMe-
UMdMYecKne NPOLECchl «3HaYeHWs» U cemmosnca. MoKasbiBaeTcs, YTo 3T
npoLecchl NPefonpefenstoT PasHyl0 UHTEPNPETaLMI0 BXOAHbIX JaHHbIX Mpy
Mepexofe 13 OfHOr0 CEMMOTWMYECKOTO KOHTEKCTa B ApYroi. WHbIMU chno-
BaMu, ele [0 AOCTVMXKEHUS YPOBHS KOTHUTUBHOW 06paboTKM 3TU [aHHble
yXXe C(hOpMUPOBaHbl CEMUOTMYECKM KOHTEKCTOM, MO3ITOMY TO, UTO KOFHU-
TUBHO 06paGaTbiBaoch [BYMSl PasHbIMW JIMYHOCTAMW B [BYX PasHbiX
KyNbTYPHO-CEMUOTUYECKUX KOHTEKCTAaX, YXe He SIBASETCS «OfHUM W TeM
xe». Takum 06pasoM, CeMUOTMYEeCKU O(OPMIIEHHOE MOHUMaHWe NOTUKK
ABMSETCA pellalolyM (akTopoM Mpu HO60M KPOCC-KYNbTYPHOM U3YYEHWUU
BCEX KOTHWUTWBHBIX U NCUXOOMMYECKUX CUCTEM.

Kas kultuuriloogika on asjakohane mdgiste?
Semiootiline I&henemine kultuuri ja loogika uurimisele

Artiklis vdidetakse, et (a) “kultuuriloogika” vaatlemine on kisimusepistitu-
sena sobiv distsipliinide osas, mis otsivad v8imalusi erinevate kultuuride ja
nendevaheliste mentaalsete protsesside mdistmiseks ja vBrdlemiseks, ning (b)
semiootika kui markide ja tdhenduse uurimise teadus on sobivaks vahendiks
kultuuriloogika kusimusele lahenemisel. Kultuuridevahelise métlemise tradit-
siooni uurimisel soovitatakse nihkuda véartus-orienteeritud otsuste tegemiselt
tdhendusele orienteeritud hinnangute andmisele. Oma katsetes arendada psiih-
holoogilist seletust, pdhjendamaks, miks erinevad kultuurisootsiumid jouavad
erinevate jareldusteni “samaste” lahteandmete p6hjal, arvatakse traditsioo-
nilised meetodid kultuuride vdrdlemiseks olevat ebakorrektsed — tipiliselt
ei vOeta arvesse “tdhenduse” ja semioosi kultuurispetsiifilisi protsesse. Néida-
takse, et need protsessid p8hjustavad sisendandmete erinevat t6lgendamist
Gleminekul Ghest semiootilisest kontekstist teise. Teisisdnu, enne kognitiivse
tootluse tasemele jdudmist on andmeid juba vormitud semiootilise konteksti
poolt, seega see, mis on kahe isiku poolt kognitiivselt td6deldud kahes erine-
vas kultuurilises/semiootilises kontekstis ei ole enam “sama”. Semiootiliselt
kujundatud arusaam kultuuriloogikast on seetdttu otsustavaks faktoriks kdigi
kognitiivsete ja psuhholoogiliste siisteemide kultuuridevahelises uurimises.
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Abstract. The subject of this paper is an introduction to my assessment of the
work of the late American anthropologist, Eric Wolf (1923-1999), whom |
consider to be one of the greatest American anthropologist. | plan a mono-
graph on his total work from a point of view, largely overlooked, emphasizing
his sensitive, path-breaking, and poetic insights. | see Wolfs work as having
three interpenetrating periods, which | call (1) Eric Wolf, the poet, focusing
primarily on his work on Mexico, (2) the study of peasantry world-wide,
emphasizing history, context, power, etc. (from the very beginning Wolf
demolished the idea of static isolated cultures that anthropologists so loved to
study; and in this respect, Eric Wolf changed anthropology forever), and (3)
the third period, reaching to his death and never really finished, was Wolf the
philosopher and crosser of boundaries.

Eric R. Wolf (1923-1999), the pioneer in anthropological studies of
the peasant and the larger society, was a many-sided and imaginative
scholar. He did not shirk challenges and complexities and never
limited to expediencies the problems he investigated, thus facilitating
easier but less useful solutions. Nor did his questioning mind stop
exploring ever-widening and ever-changing theories. Shall we say that
he was oblivious of turf guarding? He looked beyond official know-
ledge and the accepted span of anthropological concerns, thus
rejecting the concept of closed and static societies and insisting on the
importance of context and history, local and world-wide. I locate him,
in the worlds of Franz Boas, and Margaret Mead, and intertextually
also with that of with the philosopher Charles Sanders Peirce, and
those of two important representatives of the aesthetics of the Prague
Linguistic Circle, namely Roman Jakobson, particularly Jakobson’s
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theory of metonymic metaphors, and Jan Mukarovsky, with whom he
shared a far-sighted and expanding exploration of the interpenetration
of cultures. | also see important intertextual relations with Juri Lot-
man, the leader until his death of the Moscow-Tartu school, parti-
cularly Lotman’s theory of montage, history, myth, and semiotics of
everyday behavior, and with M. Bakhtin notably his carnival, re-
versals of hierarchies and oppositions of official and unofficial levels
of cultures.

Sons of The Shaking Earth (1959), Wolf’s first book, and the
primary example | discuss in this essay, strikingly demonstrates the
poetic bent in Wolf’s work, since the text is replete with tropes, and
we find parallels to Lotman’s explicit montage, that is the juxta-
position of oppositions which reveal new similarities as well as
Lotman’s conception of the hero of a narrative who crosses boun-
daries as opposed to those dramatis personae who remain essentially
static and rule-bound. In Wolf’s works the heroes are both the
ethnologist and those boundary-crossing actors as conceptualized by
the author. In his later works, the relation of Wolf’s ongoing develop-
ment of his theoretical stance and philosophical concepts to those to
the above semiotic and pre-semiotic thinkers, is a fertile field to
investigate which 1 can only touch on in this essay.

The above remarks are hardly the conventional assessment of
Wolf, who has usually been classed as an economic, political and
structural anthropologist with a bent toward Marxism, and is
associated with Sidney Mintz, Marshall Sahlins, George Foster,
Robert Redfield, and others, which was not inappropriate particularly
in the mid-years of his career when he was attempting to analyze the
structural changes of peasant societies, although he never omitted
context, history, and dynamics. For Wolf the stimulating interplay of
domains of culture, including complex meanings, symbolic and ritual
performances, values, ideologies, and inner view of the members of
the community studied were never to be ignored, and of focal
importance were their interrelations with the economic and political
structure, for Wolf was a never a reductionist or determinist. Indeed
the traditional assessment of Wolf’s work was not sensitive to the
many implications of his sophisticated dynamic positioning of pea-
santry in the larger society and looking at the world through the point
of view of the interlocutors and not just that of the author. Consider
the parallels between Wolf’s rescue of history, official and unofficial,
for the study of cultures, and the interpenetration, not isolation, of
cultures, in Lotman’s and Uspenskij’s semiotics of history (cf. Nak-
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himovsky, Nakhimovsky 1985). Their works were translated only
relatively recently and, as far as | know, were not studied by Wolf.
Wolf wrote in his Preface to Europe and the People Without History.

In 1968 | wrote that anthropology needed to discover history [...]. We can no
longer be content with writing only the history of victorious elites or with
detailing the subjugation of dominant ethnic groups [..]. We [..] need to
uncover the history of “the people without history” — the active histories of
“primitive” peasantries, laborers, immigrants, and besieged minorities [...].
[This] book strives to cross the lines of demarcation that separate the various
human disciplines from one another, and to abrogate the boundaries between
Western and non-Westem history. It was written in the belief that a better
understanding of our human condition was now within our grasp [...]. (Wolf
1982b: ix-x)

To some extent Wolf was attracted also to Foucault’s writings on
structural power though Wolf also always emphasized the concept of
culture. Nor did he dismiss the entirety of the Enlightenment (Wolf:
2001:384).

With these introductory remarks, | propose three main streams in
Wolf’s thinking, which are interpenetrating and only relatively chro-
nological. (1) Wolf the sensitive poet, exemplar of which is his early
study of Mexico, Sons of the Shaking Earth (1959). This first and
never really absent strain demonstrates Wolf’s fascination with the
ambiguities of cultural meanings and cultural polysemy. (2) The
second important aspect of Wolf’s thinking was that of the economic
political revolutionary anthropologist who abolished forever the
notion of the isolated peasant village and, by implication, that of the
isolated tribe. Context, time and space were not overlooked. (3) The
third strain is Eric Wolf the theoretician and philosopher who
considered power in relation to some semiotic concepts particularly in
his last work, Envisioning Power (1999).

I shall return to the first strain in the concluding section of this
essay when I discuss Sons of the Shaking Earth. But first let us assess
W olf the scholar and some recent articles considering him. Globalism
which has become an ambiguous term is an extreme resolution of the
path Eric Wolf took, but in so far as globalism dispenses with cultural
differences and implies universal conformism to American commer-
cialism and the values associated with it, it is hardly akin to Wolf’s
world-wide cultural universe. For Wolf the passive isolated peasant or
village was replaced by peasantries situated in world history, often
revolutionary, creative and interesting, and hardly Marx’s contemp-
tuous view of peasants as mere sacks of potatoes; although the peasant
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was not necessarily idealized. Though Wolf wished to bring to the
fore the often neglected underdog, he did not oversimplify since he
never omitted the underlying socio-economic and cultural factors
contributing to causes of conflict and revolution.

Let us look at an analytical essay by Wolf and some relevant dis-
cussions that elucidate the recent controversies concerning power and
culture in his strong critique (Wolf 1988) of the conventional
understanding of such terms as society and nation. Here Wolf held
that the term “society” connotes a Western bourgeois and Marxist
view of the modem nation state “which, through its power advantage,
indoctrinates its members with the ideology of common social and
moral values which then become the essence that cements the totality;
and society is then conceived as a bounded and homogeneous whole
made up of interacting units” (Wolf 1988: 752). This view does not
satisfy Wolf, for it assumes that one society or nation necessarily
shares a unified culture and history. Rather, Wolf argues that “from
primitives on, intersecting and fluid networks created by various
changing bonds are the more ambiguous, more complex, but also
more realistic, phenomena that characterize societies” (Wolf 1988:
760). Decrying traditional architectural metaphors to describe “nexu-
ses of interaction”, Wolf invokes Lacan’s “upholstery” (Lacan 1966:
502 in Wolf 1988: 757) that through its spaced buttons designates key
points in chains of significations, a metaphor that exemplifies the kind
of inventive leap that anthropologists might emulate.

While for Wolf the concept of society has “become a hindrance in
our search for more knowledge since [it] sets itself up as an eternal
verity” (Wolf 1988: 759), he warns that dissatisfaction with this
concept as a total system should not lead to substituting for it the
individual as a total system. | quote Wolf’s following critique because
it expresses very succinctly Wolf’s temperament and his insightful
critical mind. Wolf sees neither society nor the individual as a timeless
essence. For Wolf the

abstract individual is merely another monad, a timeless and reified essence
like the conceptual entity it is supposed to criticize and oppose. Real-life
individuals, in contrast, in the many different cultural settings that we know
about, are differentially constructed out of ancestors, parents, kinsmen,
siblings, role models, spirit guardians, power animals, prenatal memories,
dream selves, reincarnated spirits, or gods taking up residence in their heads
and riding them like divine horsemen [...]. We need to invent new ways of
thinking about heterogeneity and the transformative nature of human
arrangements and to do so scientifically and humanistically at the same time.
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The attempt to understand what humans do and conceive economically,
politically, socially, morally, cognitively and emotionally all at once has
always been a hallmark of anthropology, and the goal remains a usable and
productive program. (Wolf 1988: 760)

Others have voiced more clear pessimism about success of writings in
ethnology, and of course all this preceded the events of September 11,
2001. Thus how prophetic are the warnings of Hammel when he asks
whether the disasters in the former Yugoslavia may spell the end of
anthropology as we know it, and that perhaps Boas was wrong. Ham-
mel writes:

Our adherence to the antiracist principles enunciated by Boas and later by
Mead, Kluckhohn, and others [...] may be on a collision course with the re-
emergence of ethnicity (sometimes symbolized as religion) as the backbone of
political and social organization [...]. The problem is thus [...] bigger than
Yugoslavia. But it is also bigger than the convenient use of ethnic parti-
cularism as a replacement for universalistic rationality [..]. It raises some
fundamental problems for us as anthropologists, especially in the important
area of human rights. [...] It means that you can be a citizen based on where
you live rather than on where you came from. [...] Cultural relativism is in my
view a worthless concept when the issues are those of life and death, of
personal degradation, of all of those values that are at the core of our own
concepts of civil and human rights. [..] What if Boas [...] was wrong?
(Hammel 1994: 48)

| do not suggest that Eric Wolf shared this drastic pessimism but
surely his hope for cultural anthropology was tempered by such
reservations.

As a general introduction to the recent and changing assessments
of Wolfs work, I look at three recent articles by W olfs colleagues,
two written before his death, the first by Jane Schneider, the second by
Ashraf Ghani both in a collection by Schneider and Rapp (1995)
devoted to W olfs influence on anthropological thinking. Thirdly, |
look at a review article which appeared after W olfs death, by Stanley
Barrett, Sean Stockholm, and Jeanette Burke (2001) which assesses
W olfs last book, Envisioning Power: ldeologies of Dominance and
Crises (1999).

I examine these articles because they reveal a shift in the habitual
use and understanding of W olf s work. These essays attempt to clarify
some common misunderstandings relating to W olfs presumed reduc-
tionism and determinism, and the abstract character of his typologies,
and take up Wolfs view of the autonomy and interrelation all
domains of culture. These essays, while they are broad-ranging, are
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not attuned to the metaphoric and poetic mode and aesthetic values
and sign types, and ambiguities of the inner and outer point of view
of, which 1 discern in various writings of Wolf, but nevertheless they
account for a richer and more informative exposition of W olfs oeuvre
than most earlier treatments have.

I begin with Schneider (1995), noting her remarks most pertinent
to our interests here in her “Introduction: The Analytic Strategies of
Eric W olf’. According to Schneider, historical processes for Wolf “are
preeminently political and economic, reinforced through ideology”
(Schneider 1995: 3). Furthermore, “concentrations of power, however
they might be achieved, will continue to act disruptively out of their
location in a competitive, ever-changing and unevenly developed
‘field of forces™ (Schneider 1995: 4). Schneider notes that Wolf has
misgivings about the architectural term “structural power” because of
its connotation of fixity, and prefers “metaphors from physics” such as
vectors, forces, and fields of force (Schneider 1995: 374). These terms
express his preference for dynamics over statics, “unpredictable, ever-
changing moves of strategizing and self justifying power holders in ‘a
world of multi-tiered conflicts’” referring to W olfs essay “Cycles of
violence” (Wolf 1987, Schneider 1995: 4). Schneider points out, “this
means that for Wolf ideational phenomena belong to the world of
politics and economics; they are not its product or ‘superstructure’”
(Schneider 1995: 4). Religion is also a symbolic communication that
effects politics and economics and may also generate vectors
(Schneider 1995: 4). While Wolf has much to say about the desta-
bilizing power of capitalism, he rejects the concept of powerless
people since his emphasis on dynamics means that there are forces
that enlarge “the possibilities of empowerment from below”
(Schneider 1995: 5).

As Schneider notes, Wolf’s Peasant Wars ofthe Twentieth Century
(1969d) exemplifies these processes. Local and regional histories are
significant. According to Wolf, knowing peasant histories is also a
way “to recover a significant part of ourselves, so that we may gain
more effective knowledge of the world” (Wolf 1983: 5, Schneider
1995: 7). Schneider holds that “occasionally Wolf has been taken as a
‘world system’ theorist [..] [but] he faults this approach for
obliterating ‘range and variety’ of the micropopulations ‘habitually
investigated by anthropologists’” (Wolf 1982b: 23, Schneider 1995:
7). Schneider adds that it is this openness that most profoundly marks
this dynamic, processual approach to what history is about”
(Schneider 1995: 8). For Wolf French structuralism accounts for the
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“‘ongoing dialectical interpenetration5of social behavior and symbolic
form” which have important reciprocal relations with “ecological,
economic and organizational context” (Wolf 1986: 327, Schneider
1995: 9), Furthermore, Wolf finds misleading such dichotomies as:
tradition/modernity, pre-capitalist/capitalist, pre-colonial/colonial,
which do not take into account historical processes while
modem/post-modem “collapses the processes of an earlier epoch into
a seamless trajectory” (Schneider 1995: 9). Wolf strongly supports an
historical comparative approach. | see Wolf as rejecting, as did Boas,
arbitrary, evolutionary, unilinear evolutionary histories as opposed to
local empirically backed histories, a project which portrays a new kind
of world that does not omit the “people without history”. As Wolf and
Cole write, differences are accounted for by the effect of “the template
of ideas for the ordering of social life” (Cole, Wolf 1974: 19,
Schneider 1995: 11).

Schneider praises W olfs emphasis on surprises, “anomalies [...]
that do not fit into the pattern” (Schneider 1995: 11). His curiosity led
him to see unpredicted cultural behavior. Such phenomena were often
overlooked by traditional ethnographers anxious for the data to fit into
their preconceived pattern. This recalls Peirce’s “surprise” as the basis
for the awakening of consciousness of self or secondness, leading to
thirdness. In his simplest explanation, Peirce describes the surprise of
an infant that touches a hot stove, leading the infant to awareness of
self or as, Peirce writes, ego discovers non-ego. In fact, in his later life
Wolf began to explore the relation of Peirce’s thirdness to culture and
power (Wolf 1999: 53-54, and private communications).

Wolf’s work during what | have called some what arbitrarily his
middle period of his studies focused on structural issues such as
peasant coalitions, and patron-client relations, and circular religious
and ritual duties organized by the local priest, but he made clear that
such structural relations were not meant to be static. None were stable
and unchanging. As Schneider notes, “contrasting examples are
viewed as local and creative responses to divergent vectors or forces”.
For example, “such vectors helped to shape the compadrazgo (men
linked in involvement of child’s baptism) and fiesta systems in
Mexico and other Latin American peasantries” (Schneider 1995: 15)
and similar systems in other peasant areas.

Underlining the importance of differences, not only in smaller
communities but in between nations shaped by the cultural patterns of
each group, Wolf saw these relations as “represented by symbols
standing for norms of relations between people or they may be
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‘symbolic pantomimes’ (Veblen)” (Mintz, Wolf 1950, in Schneider
1995: 23). Pantomime was also an important form of symbolic
behavior for Uspensky and Lotman. In a related statement W olf cau-
tioned that “to have effective results [...] requires a study of the things,
peoples or relations to which they refer” (Mintz, Wolf 1950, in
Schneider 1995: 23). We see that in his earliest writings W olf rejected
such concepts as empty or purely arbitrary symbols and upheld their
relation to reality to which they refer, which of course was also a part
of Peirce’s program where symbols, always having an iconic and in-
dexical level, were never purely arbitrary. Another important contri-
bution to dynamics of symbols is Wolfs concept of the significant
roles of “interstitial brokers” in Mexico which he “portrayed as cata-
lysts in spreading the syncretic myth of the Virgin of Guadalupe” — a
potent symbol of the ‘salient social relations’ of Mexican life as
against the relationships to metropolitan Spain (Wolf 1958, Schneider
1995: 24). Brokers also established a symbolic frame at the time of the
demise of the hacienda system. Such interstitial manipulators, as Wolf
suggested are significant in complex societies and may account for
cultural differences in spite of formal similarities (Wolf 1996 in
Schneider 1995: 24). Additionally the role of intellectuals, often mar-
ginal in colonial regimes, takes on new roles under change as the
dominant power takes over but this takes beyond the province of this
discussion.

The second article we discuss is an assessment of Wolfs book,
Envisioning Power: Ideologies of Dominance and Crises (1999),
reviewed by Stanley R. Barrett, Sean Stokholm and Jeanette Burke
(2001). The reviewers hold that W olfs “aim is to salvage culture by
fusing it analytically to power” (Barrett et al. 2001: 468) and that
ideas are fundamental to culture. Quoting Wolf, the reviewers note
that by ideas Wolf means “the entire range of mental constructs
rendered manifest in public representations” while ideology means
“unified schemes of configurations developed to underwrite or
manifest power” (Wolf 1999: 4, Barrett et al. 2001: 469). In a
complex arguments the reviewers ask if Wolf accepts the idea that the
concept of culture accounts for the universalism of the Enlightenment
or does it involves the particularism and differentiation of Counter-
Enlightenment. Wolf accepts the latter in modified form because of
the relational value of culture, which brings together many different
aspects of culture. (Wolf 1999: 67, in Barrett et al. 2001: 469). It is
apparent that Wolf accepts some aspects of the Enlightenment as well



Eric Wolf: the crosser of boundaries 473

as its counter forces. We are caught once more in essentially false
dichotomies.
The reviewers ask how W olf salvages the concept of culture?

The first step is to follow the critics by redefining culture to emphasize
diversity, ambiguity, contradiction and imperfectly shared meanings and
knowledge. The second step is to ‘cure’ or ‘energize’ culture by injecting
power into it, rendering it robust and potent, finally capable of realizing lofty
explanatory demands [...]. (Barrett et al. 2001: 469)

Wolf takes up three cases, the Kwakiutl, the Aztecs, and Hitler’s
National Socialism. While the reviewers feel these are not the best
choices, for us the main issue in the test cases is Wolf’s emphasis for
the Kwakiutl of sacred time and the mythological as opposed to
Benedicts theme of the bellicose. For the Aztecs, Wolf discusses the
relation of power to ideas, public rituals and the perception of the
cosmic. Pertaining to the Nazis inner Wolf looks to essence or Geist
that pervades the violent ideology.

In the concluding theoretical discussion the reviewers note that
Wolf eschews an attempt to produce a formal theory of power and
opts for analyzing power after the fact, and they criticize Wolf’s
theory of cultural power as not complete, since his cases were all
focused on power and there was no example of an opposing case, but
they hail Wolf’s argument that ideas, social relations and power are
interdependent and that for him the materialist realm and idealist
realm carry equal causal weight. He argues that ideas are the key
feature to human existence (Barrett et al. 2001: 475). The fundamental
assertion of Wolf is that it is not culture or power but culture and
power. In spite of their positive evaluation of Wolf’s theoretical
approach, the reviewers remark that Wolf may be reducing culture to
ideas. | believe this is a specious argument that clouds the issue, since
in what sense are ideas not a part of culture? But this has been a
murky area for much anthropological theory. In contrast the Lotman
approach does not see ideas as separate from culture and it seems to
me Wolf was moving in that direction.

We now turn to the third article by Ashraf Ghani (1995), entitled
“Writing a history of power: As examination of Eric R. Wolf’s
anthropological quest”. Ghani sees Wolf’s “cumulative praxis is an
endeavor to analyze the intersection of power and culture in the
history of the present” (Ghani 1995: 31). Expanding this thought,
Wolf calls for “the systematic writing of history in the modem world
in which we spell out the history of power which created the present
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day cultural systems and linkages between them” (Wolf 1969a: 10, in
Ghani 1995: 32).

As Ghani points out Wolf, like Schneider, rejects architectural
metaphors for web- like connections since he turns to metaphors that
are more relational. As Ghani quotes Wolf, “once we look at pheno-
mena as points of intersection between multiple vectors, we need to
stress opposition as well as convergence, dislocation as well as
cohesion, disintegration as well as integration, on the micro-level as
well as on the macro-level of analysis” (Wolf 1977, in Ghani 1995:
32).

As Wolf expanded, “power is [...] never external to signification.
[..] It inhabits meaning and is its champion in stabilization and
defense.[...] [For] symbolic work is never done, achieves no final
solution” (Wolf 1990: 593, Ghani 1995: 33). Here this thought echoes
Peirce’s notion of infinite regress (that is to elucidate meaning every
interpret requires another one and there is no end), and while | do not
know when Wolf began to investigate Peirce, | believe this is at least
an example of parallel thought.

“Writing the history of the present” was also called for by Fou-
cault, but Foucault did not involve culture as central, nor did he con-
cern himself with processes and uneven developments in all aspects of
culture as did Wolf. Reminding us of Mukarovsky’s insistence that
cultures were forever being penetrated by changes from the outside,
Wolf argues that “in the majority of cases the entities studied by
anthropologists owe their development to processes that originate
outside them [...] are affected by their demands and affect them in
turn” (Wolf 1982a: 9, Ghani 1995: 35). We note that such a dynamic
approach is far removed perceptions of closed communities, nor is it
akin to the processes of automatic diffusion. As Levi-Strauss has
shown in his tomes on mythology influences go both ways and are
subject to transformations in terms of the particular cultural beliefs,
and particular environments. The interrelation of cultures and the
world outside is forever stressed by Wolf, for he sees a community not
as closed but as a “local termini of a web of relations” extending from
the community to the nation (Wolf 1956: 1056; Ghani 1995: 37).

W olfs contribution to a dynamic study of peasantry can hardly be
overestimated. As Geertz reflected, anthropology noticed the peasant
only recently (Geertz 1961: 1, in Ghani 1995: 38). Wolf’s assessment
of peasant culture rejects Marxist economic determinism and confine-
ment of culture to the superstructure and of course the lumping of pea-
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sants as a sack of potatoes, although he interprets some Marxist
insight, but with limitations.

Turning to Sons of the Shaking Earth, Ghani notes that for Wolf it
is “an attempt to trace the life line of a culture” (Wolf 1959: vii; Ghani
1995: 42). The pattern of power relations is metaphorically described
as “galactic systems” bringing villages and towns into the orbit of an
expanding state, but galaxies may break up into solar systems (Wolf
1959: 256, in Ghani 1995: 43). This depiction does not imply time-
lessness, for Wolf sees the ethnographic present as a battle ground
between the past and the future, “and there can be no finish to this
book, nor any prophecy” (Wolf 1959: 256, Ghani 1995: 43).

Describing focal features of the Mexican culture Wolf emphasizes
the Mexican religious calendar that was controlled by the priesthood,
which set the time for the various tasks of cultivation and these were
geared to rituals and to cosmic time. The Spain rule changed the
system radically. As Wolf wrote “[...] it would be a planned world,
projected into reality by the royal will and its executioners. Thus
utopia would become law and law utopia” (Wolf 1959: 162-163,
Ghani 1995: 44).

The failure of this utopia is dramatized in W olfs Sons of the
Shaking Earth and W olfs and Hansen’s The Human Condition in
Latin America. The attempt is to cede the voices other than the voice
of the other a central place in the text” (Ghani 1995: 44). The oppres-
sive conditions under the Spanish caused people “to rely on more
intimate and more assured ties of kinship, friendship and personal
acquaintances” (Wolf, Hansen 1972: 1200, in Ghani 1995: 44) which I
note is an apt observation explaining the kinds of social relations in
oppressive communist society where one compensation was the
maintenance of warm friendships.

I conclude with a remark from Wolf’s view of Mexico peopled by
closed corporate communities that lapsed over time, a perspective that
must not be mistaken for earlier anthropological descriptions of the
static unchanging village. For Wolf’s communities were not reified
essences but could only be understood in dynamic interaction between
community and nation and that interaction had a history (see Wolf
2001: 147-148).

Before proceeding to my own discussion of W olf s first book, Sons
of the Shaking Earth, I draw on the theme of George Steiner’s Norton
lectures at Harvard University, “Lessons in the Masters on the Art of
Teaching”, October-November 2001). Steiner’s examples are drawn
from Plato and Aristotle, Virgil and Dante, and Faust and Mephis-
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topheles. Steiner’s thesis was that the relation between the Master and
the Disciple are ambiguous, fraught with danger and deception. But
when the Master imparts in the dialogue the apogee, reaching the true
and eternal, the art of teaching reaches its heights. And even more
dramatic, the student may go beyond the master who opens wide areas
to be further explored, never limiting him or herself to a particular
design. Applying this to the scholar who is the subject of this study I
believe Wolf is an apt exemplar of Steiner’s far sighted model of
teacher to student. | will not argue over Steiner’s “true and eternal”
except to say that unless we capitulate completely to the post modem
mood, there must be some hope and goal that striving to reach some
kind of understanding of humanity justifies the effort. It is my position
that in Wolf’s final book, Envisioning Power (1999), new channels
were opened that had been potentially there to be discovered in many
of the earlier writings.

I complete this essay by returning, as a striking demonstration of
W olf’s originality and poeticity, to Sons of the Shaking Earth (1959),
in which the story of Mexico is not only a history but a poetic
narrative foregrounding scene after scene as we are provided with
fresh perceptions of the environment and the inner life of the people,
their struggles with war like powers, and the complex meanings of
their behavior, beliefs and objects that are valued.

| preface my remarks, with the aphorism on the frontal page of
Wolfs Anthropology (1974) which opens with “‘Man be my Me-
taphor’ — Dylan Thomas”. | believe this was an underlining point of
view in all Wolfs works no matter how subliminal. The Mexicans
well exemplify the use of metaphor or myths, the importance of which
cannot be over emphasized. Whether the peasantry continued to
believe in them literally or not we cannot argue. Nor can we assert that
the peasantry discerned one function of myths as control and
obscuring of reality on the part of power holders after the early period
of peaceful villages. The transformation of meanings and the poly-
semic and quixotic dramas of a particular myth as it travels from one
group to another, and as it changes over time are all as shown by Levi-
Strauss to be typical in his vast studies of myths of South American
Indians. | have already sketched in broad outlines the imaginative
provenance of metaphors in Wolf’s description of Mexican peasantry
including utopia, galactic and solar systems and corporate commu-
nities.

We now look at the first chapters of the book primarily, taking us
to the period of the Conquest, as space does not allow an analysis of
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the entire monograph. As Wolf writes in his Preface, three chapters
deal with the geographic setting, the biology of the people and their
languages, four trace the pre conquest history and the final four are
devoted to the effect of the conquest. But as a clue to the particular
sensitive quality of this book, note W olfs statement that “my aims
have also been personal. Middle America has also been a personal
experience; and in my writing | have attempted to convey something
of the quality of this experience” (Wolf 1959: vii). It is my contention
that he does admirably achieve this, a goal of which ethnologists today
are coming to realize the importance, that is an accounting for the
authorial voice and point of view is a part of the portrait and cannot be
invisible. 1 quote in full the opening text that embodies the most
sacred beliefs and philosophies that is ascribed to Hungry-Coyote
(Netzahualcoyotl), King of Texcoco (1431-1472).

Nothing is so perfect that it does not descend to its tomb.
Rivers, rivulets, fountains and waters flow,
but never return to their joyful beginnings;
anxiously they hasten on to the vast realm of the rain god.
As they widen their banks, they also fashion the sad urn of their burial.
Filled are the bowels of the earth with pestilential dust once flesh and bone,
once animate bodies of men who sat upon thrones,
decided cases, presided in council, commanded armies,
conquered provinces, possessed treasure, destroyed temples,
exulted in their pride, majesty, fortune, praise and power.
Vanished are these glories, just as the fearful smoke vanishes
that belches forth from the infernal fires of Popocatepetl.
Nothing recalls them, but the unwritten page.
Netzahualcoyotl (as cited in Wolf 1959)

This is a poetic lament metamorphosing past deeds vanishing like
smoke. We should note that it does not account for oral memories
assuming the deeds were so long in the past that they could not be
recalled, but we know that oral recollections can be powerful sources.
However, the deeds described were those of the ruling elite and the
memories of peasants have a different story to tell.

The chapters of this narrative are presented as ethnographic, his-
toric and cultural studies but its language differs markedly from that
of the traditional anthropological depictions. Wolf opens the story
with striking myths painting the ecological geographic shelf under
Mexico.
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Middle American rises out of the sea, its plateau forms one of the roofs of the
world, the great volcanoes rise above the landscape clad in a mantle of snow
as if they had relinquished their dark powers and fallen into eternal sleep. But
the crust of the land is still unstable. It trembles even when asleep and over
night a fiery monster may burst forth in a man’s field [...]. (Wolf 1959: 1)

Chapter one describes the geographic setting and the pyramids erected
by the rulers employing the local peoples. As Wolf writes, “the
ancient prophets of this land spoke of five great period of time, each
destined to end in disaster” (Wolf 1959: 1). The fifth period, our own,
will end with a cataclysmic earthquake. Resembling the mountains,
massive pyramids were erected. The largest man-made pyramid in the
world, Cholula, is “banished into the foundations of the new
churches” and the old gods of Cholula now sleep banished by Pueblo,
the most Catholic town in the realm (Wolf 1959: 6). “The city of
Toluca itself, located at 8,600 feet above sea level, is the capital of the
state of Mexico and a great sprawling settlement into which the
Indians of the surrounding country breathe life once a week in the
great Friday market” (Wolf 1959: 7). Here “breath” may be seen as a
metaphor for the periodic changing market and it is also indexical for
the market itself. There are many other tropes in this chapter as for
example “the dusty villages cling to the mountainside with the tena-
city of the cactus and the prickly pear” (Wolf 1959: 10). The juxta-
position of the village and the prickly pear and the cactus, is a striking
metaphor.

Describing, in liberal use of metaphoric language, the changing
dominations of different centers during this early period (Teotihuacan,
Tula, Peten, etc) the most enduring of which was the valley of Mexico
(Wolf 1959: 19), central areas draw villages and town of the periphery
“like a magnet” (Wolf 1959: 20). Thus growing states emerge but the
process was reversible. In equally metaphorical language Wolf
concludes Chapter 1

Through widening conquests and widening trade the solar system of the
favored area becomes a galaxy [..]. But the process is reversible. [...] The
cohesion of the center depends [..] upon the pull of its center. [...] The
satellite systems [may] slip again from their orbits. [...] In this way galaxies
again yield to solar systems. [..] Thus, on the face of this land, human
societies have grown and declined in continuous pulsations [...] in continuous
tension between expansion and decay. (Wolf 1959: 20)

Chapter Two, entitled the “Generations of Adam” presents a survey of
the consequences of the Spanish conquest. A primary fact is that,
more than two-thirds of the Indian population died between 1519 and
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1650 (Wolf 1959: 30). As a result the Indians became “mestizos” a
mixture of Indian, African, Spanish, and to some extent other Euro-
peans.

A new and very different society with many complexities emerged
after the Conquest, the description of which begins in Chapter Eight,
but before this chapter, Wolf, true to his fidelity to the importance of
history, provides three chapters outlining the period before the Con-
quest from the earliest seed-planters, to the growth of life centered
around villages in the second half of the second millennium as primi-
tive farmers developed into a peasantry, when an emergent state
controlled the communities.

However, as Chapter Five relates, until 900 the community re-
mained the autonomous unit but such units were fundamentally
altered in the years to follow. As Wolf wrote,

Empires and conquests sweep over the land, cities arise, new gods announce
salvation, but in the dusty streets of the little villages a humble kind of life
persists, and rises again to the surface when the fury of conquest is stilled,
when the cities crumble into ashes, and when new gods are cast into oblivion.
(Wolf 1959: 68)

This description exemplifies W olfs art of prose where the visual and
the verbal complement each other bringing a panorama to life for the
inward eye of a reader. Thus all signs tell us of the beginning of the
end of this simple life in the village as the modem world “is engaged
in severing ties [...] which bind people into local unity in commiting
them to complete participation in the Great Society” (Wolf 1959: 68).
The remainder of chapter Five turns back to 900 B.C. and the
changes that follow when the egalitarian life of the farming villager
becomes more complex and a Middle American society emerged
(Wolf 1959: 70). The priesthood developed a powerful and specialized
role, large scale constructions are erected for religious purposes,
artistic styles are evident. Important examples are the clay figurine and
the jade jaguar. Wolf proposes that the jaguar “is a symbol of
domination not only of the sacred orifices of the earth but also over
their human counterparts” (Wolf 1959: 73). In the theocratic period
the centers were temples and the metropolitan Teotihuacan. Priest
rulers and specialists that organized labor and tribute and worship of
the villagers were the powerful figures. The following passage again
exemplifies W olfs power of imagery and generalization that in a few
lines encapsulates pages of factual information. Describing the
character of early states he writes they were a combination of terror
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and supernatural power and were responsible for upholding the
balance of the universe. The rulers, kings etc had divine power. “They
stood before their awed subjects in the splendor and terror of their
godhead, but they also showered upon their subjects the benefits of
peace and of a well-ordered social life, which was but an aspect of the
well-ordered universe” (Wolf 1959: 79). This was a relatively
peaceful period as compared to the later Militaristic period (A.D. 750—
1519).

Continuing the theocratic period, Wolf brings the symbolism of the
temple to life. The tiers of the temple equated with the tiers of the
universe, the pyramid signifies the mountain of the sky or magical
animals as the hummingbird and the jaguar. Other animals have other
symbolic meanings. The accomplishment of the calendar systems
“serve to bind [...] cosmic time, to domesticate it, as religion domesti-
cates other aspects of the universe [...] reduced to the mere sequence
of social time”(Wolf 1959: 87-88).

We know that time calculations were of focal interest to early
civilizations and the metaphoric use of “domesticate”, its juxtaposition
to “time”, bears relation to Lotman’s assertion that poetic language
has more information than ordinary prose. The theocratic period was
one of florescence of art architecture and the high development of
symbolism. Then followed The Militarist period beginning in 750
lasting to 1519, the onset of the conquest.

I limit myself to a few remarks about the Mexican narrative
following our discussion of chapter Five, “Villages and holy towns”.
The remaining analysis laid aside for the longer study. Summarizing
the dramatic story of Mexico, in his highly depictive and vivid and at
the same time powerfully generalizing prose, Wolf wrote:

Each age bears its own mark, and yet each age is merely a bridge between
what is past and what is still to be. The Theocratic societies of Middle
America are strongly characterized, and yet transient between the simpler
societies that preceded them and the Militarist societies that replaced them.
Every society is a battlefield between its own past and its future; it was such a
conflict that opened the fissures in the Theocratic edifice. (Wolf 1959: 106)

Since this discussion does not pretend to be a history of Mexico
although Wolf’s book certainly is, but an interpretation of Wolf’s a
highly poetic and metaphoric style and potent generalizations all based
on facts or beliefs of the people and Wolf’s creative and imaginative
mind, | limit myself here to a brief comment upon. The Mexicans
empire builders and rulers of the “Mexica” domain. The following
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passages exemplify Wolf’s creative harnessing of myth of a people
which provides sharp insight into their mentality.
Referring to the “Mexica” he wrote that

According to their legends, they were led to the site by their Hummingbird-
on-the-Left, who ordered them to settle where they saw an eagle sitting on a
cactus devouring a snake, There the Mexicans would come face to face with
their destiny. There they would fight a holy war in support of the sun, against
the forces of night and evil. As each night the sun gave battle to the multitude
of stars, so we Mexicans would capture prisoners of war and sacrifice them;
each prisoner would represent one star. Fit astral food to sustain the sun in its
perilous fight. Painted black and white and wearing a black mask to symbolize
the night sky, each victim would mount a holy pyramid where his captors
would tear the heart out of his living body so that the sun might eat and rise to
fight again in the lagoon of Texcoco. Mythically equated with the Lake of the
Moon, near the spring whose waters ran blue and red-symbolic of the glyph
‘water-fire’ [...] that stands for war-the Mexicans were to fill their mission as
guardians the sun. (Wolf 1959: 131)

That this myth obscured and disguised reality is clear. The Mexicans
were driven by their enemies to conquer the area of the myth. Yet we
learn something of the justifying ideology of these people in their
quest for power.

The tragic story of the Spanish rule for three centuries will have to
await a longer study. But the Mexican myth that each age will end in
disaster does not contradicted that prophecy. As Wolf concludes this
book he asks whether Middle America will find its own voice or

whether it will wither away as Indianism declines in the face of the new
utilitarianism of the new occupants? Thus men still remain tom between
yesterday and tomorrow and Middle America remains in travail [...] the
rooster has cried a coming dawn, but in the grey daybreak the shadows still lie
in dark pools about doorway and alley. Somewhere an Indian elder bows to
the four directions and invokes the rain givers, the earth-shakers in their
mountainous domains. The mouth of the volcano still yawns; the future is not
yet. It lies in the walk of that man shielding his face against the cold; in the
gestures of that woman, fanning the embers of her fire and drawing her shawl
more closely about her sleeping child; in that lonely figure, setting a signal
around the railroad track. There is still time until the sun rises, but men scan
the sky; for their lives are mortgaged to tomorrow. (Wolf 1959: 156)

We recall that W olfs book appeared in 1959 and today there is still no
answer to Hammel’s warning concerning the future of indigenous
cultures.
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JpukK Bonbg: nepecekarowWwmii rpaHnLbl

Cratbd fBNAeTcA BBefeHWEM K 6O0/bLIOMY WCCMe0BaHUIO O TBOPYeCTBE
He[laBHO YMepLUero amepuKaHCKOro adtpornosniora Opuka Bonba (1923—
1999). ABTOp cunTaeT Bonbtha ofHUM U3 BeAUYaliLLMX aMepPUKaHCKNX aHTPo-
nonoros u cobupaeTcs COCTaBUTb MOHOrpaguio No Bcem ero pabortam,
noJyYepKMBas ero MO3TUYECKUIA CTWUb 1 “NepBONPOXOACTBO”. Tpyasl Bonb-
tha pacnonaraloTcsi No TPeM nepecekawwmmcs nepuogam: 1) Spuk Bonbd
KaK noat: ctofla OTHOCUTCA B OCHOBHOM ero KHura o Mekcuke; 2) OXBaTbl-
BatoLLlee BECb MWP WCCef0BaHNe 0 3eMnefenbLax, rae nofyepkuBaeTcs posb
NCTOPUMN, OKPYXXEHUSA, BNacTu v T.M. (npuyem, Bonbd 34ecb paspyluaeTt uiero
0 CTaTMYeCKMX M JUHAMWUYECKUX KYNbTypax — CTOMib II0O6UMBIX MCCnego-
BaTe/NIbCKUX 06beKTax aHTPONonoroB, — W TakuM 06pa3om Haecerfja us-
MeHSIeT 06/MK BCEl aHTpononoruun); 3) Nepuog, ANAWMIACA 40 ero CMepTn u
TaKk M He 3aKOHYMBLINIACA, — Bonbgh Kak ¢unocod un “nepecekartens”
rpaHu,
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Eric Wolf: piiride Uletaja

Artikkel on uurimuse sissejuhatuseks hiljuti lahkunud ameerika antropoloogi
Eric Wolfi (1923-1999) t6ddest. Autor peab Wolfi liheks suurimaks ameerika
antropoloogiks ja kavatseb koostada monograafia kdigist Wolfi toodest
sellisest vaatepunktist, mis réhutaks ta tundlikku, teedrajavat ja poeetilist aru-
saama. Wolfi toddes eristub kolm Uksteist labivat perioodi: (1) Eric Wolf kui
poeet, eelkBige peamiselt ta t66 Mehhikost; (2) kogu maailma hdlmav
talurahva uurimus, mis réhutab ajalugu, konteksti, v8imu, jne. (seejuures juba
péris alguses lammutas Wolf idee staatilistest ja isoleeritud kultuuridest, mida
antropoloogid védga uurida armastavad, ning muutis sel moel alatiseks kogu
antropoloogiat); (3) periood, mis ulatus ta surmani ja kunagi périselt 18pule ei
joudnud — Wolf kui filosoof ja piiride Uletaja.
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Abstract. Religious conversion revolutions the boundaries which delimit
personal identity. Therefore, the main semiotic problem of mental and cultural
representations of this religious phenomenon is to convey simultaneously a
feeling of sameness and otherness, identity and change. In the present paper,
mirrors are analysed as cultural mechanisms which enable representations to
accomplish this paradoxical task. After a brief survey concerning literature on
mirrors, some early-modern religious texts using these optical instruments as
representative devices are analysed in-depth: a painting of the Magdalene’s
conversion by Artemisia Gentileschi, an engraving representing conversion
from a 17th-century French book, a fragment from Sainte Theresa’s spiritual
autobiography, a passage from John Calvin’s Institution de la religion chre-
tienne. In its conclusion, the paper underlines the importance of Saint Paul’s
metaphoric conception of mirrors for the cultural history of these objects, and
tries to define the role which cultural semiotics should play concerning this
kind of representative mechanisms.

In this paper of mine, | shall point out the way in which a particular
object, the mirror, functions as a cultural mechanism, which allows a
complicated dialectics between identities and their boundaries.

Personal and collective identities are guaranteed by the presence of
some limits, borders, thresholds, boundaries, and so on. These terms
are not synonyms, but can all be interpreted as words, which contri-
bute to designate the semiotic shape of an object, especially in the case
of human beings or groups of people.

This semiotic shape can be affected by different kinds of changes,
which can be called troubles, improvements, decays, and so on,
depending on which axiological evaluation is attributed to the change
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itself. “Change” and “modification” are rather neutral terms, which do
not imply any encomiastic or derogative judgement.

Certainly, religious conversion is an extremely important change in
the life of a person. As an extensive literature on this topic has pointed
out — literature to which it is not possible to refer on the present
occasion — there are various types of religious changes, and different
kinds of religious conversion (James 1902; Rambo 1982, 1993; Oksa-
nen 1994). However, all these kinds give rise to problems of identity.

From a cognitive point of view, religious conversion is a para-
digmatic form of change, since individuals cannot decide to which
beliefs in general, and to which religious beliefs in particular, they
want to believe. Conversion, as it has been represented in Christian
culture, is quite independent from individual will.

As a consequence of this impossibility to totally control beliefs,
religious conversion is very problematic for the feeling of personal
identity. When one converts to another religion, one inevitably expe-
riences a paradoxical status: the awareness of the change is funda-
mental for the identity of the converted person, yet at the same time
this awareness is a severe obstacle for the perception of the wholeness
of the self. Difference and similarity, otherness and identity parado-
xically coexist in the representations of religious conversion.

This happens not only in the case of mental representations, but
also in the case of cultural representations of conversion.

In particular, pictorial texts representing conversion seem to face
the same problem as mental representations. Mutatis mutandis, they
both have to use the present in order to represent the past and the
future.

On the one hand, conscience works and exists only in the present
tense, which a very long philosophical tradition has defined as a
moment entrapped between the memory of the past and the expec-
tation of the future (Ricoeur 1983). On the other hand, as an abundant
semiotic and esthetical literature has meticulously analysed (Calabrese
1985, 1985b), paintings cannot represent time in its extension, but
must have recourse to various semiotic stratagems in order to give an
effective representation of it. And, although both the nature and
effectiveness of these stratagems may vary depending on visual cultu-
res and their histories, this limit of paintings remains unchanged; time
must be compressed into a single instant.

Therefore, when these different texts, painted or mental narratives,
represent conversion, they must adopt some suitable cultural mecha-
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nisms, which enable them to keep both otherness and identity in the
same semiotic space.

As | shall demonstrate in my paper, mirrors, as used by conscien-
ces or represented by paintings, are just this kind of cultural mecha-
nism.

Mirroring surfaces are very common in human history, in every
time and in every culture, but it is especially after the technical inven-
tion of the modem mirror, that they have stimulated human imagina-
tion in many different ways. Unceasingly, from the beginning of
early-modern history on, poets, writers, visual artists, philosophers,
and so on, have represented mirrors and used them as metaphorical
devices for their conceptual inventions. Literature on the cultural
history of mirrors is particularly copious, but some contributions can
be singled out: in 1994, Sabine Melchior-Bonnet published a very
interesting essay, still considered one of the most important texts in
this field, which borne the title Histoire du miroir (Melchior-Bonnet
1994). Another fundamental essay concerning the same topic is The
Mirror and the Man, published by Benjamin Goldberg in 1985 (Gold-
berg 1985). In Italian, | can recommend the book by Andrea Taglia-
pietra La metafora dello specchio, “the metaphor of the mirror”,
particularly concerned with the philosophical implications of this
fascinating object (Tagliapietra 1991).

Besides these major contributions, countless articles, from the most
disparate points of view, have been written on mirrors, their uses and
their representations.

Also, as all semioticians know, mirrors are very important in semio-
tics, as well as in other twentieth-century humanistic disciplines, such as
psychoanalysis or hermeneutics. Umberto Eco’s essay on mirrors, first
published in 1985 (Eco 1985), was soon translated into many languages
and became very popular. But Eco’s witty considerations about mirrors,
which he afterwards perfected in his most recent semiotic essay, Kant e
Vornitorinco (Eco 1998), concerned more the semiotics of their per-
ception than their cultural relevance. Therefore, it is to another founder
of contemporary semiotics, a semiotician more interested in the cultural
semiotics of mirrors, that | shall refer in my paper. I am, of course,
alluding to Juri Lotman, whose ingenious analyses are the prestigious
inheritance of the semiotic school of Tartu.

In 1986, the semiotic school of Tartu organised a fascinating series
of seminars about the semiotic relevance of mirrors. In 1997, a selec-
tion of articles on the semiotics of mirrors, originally published in the
volumes 18, 20, 21, and 22 of the international journal Sign Systems
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Studies (Trudy po znakovym sistemam), were translated into Italian
and published with the following title: Il simbolo e lo specchio, “the
symbol and the mirror” (Galassi and De Michiel 1997). In this paper
of mine, I shall refer in particular to Lotman’s brief but dense article
“K semiotike zerkala i zerkal’nosti” (1988), which was translated as
“La semiotica dello specchio e della specularity.

According to Lotman, since the dichotomy between the space
which is internal to a given culture, and the space which is external to
it, is a universal element in cultural semiotics, the boundary separating
these two spaces is particularly meaningful. This explains why the
semiotics of culture is interested in mirrors: mostly, they function as
boundaries of semiotic organisations and as frontiers between “our”
world and an “alien” world. So, it is argued by Lotman, the simplest
mirroring effects, such as the switch between left and right, or internal
and external, are signs of different forms of organisation, which are
frequently stigmatised as “incorrect” or “disorganised”. Therefore
mirrors, in the history of culture, are semiotic mechanisms for the
description of alien structures.

Lotman’s semiotic conceptions about mirrors are a good point of
departure in order to analyse the relation between identity, conversion
and mirroring effects. According to Lotman, Lewis Carroll first pointed
out the semiotic problem of the mirror in his preface to the novel Alice
through the looking glass. However, | think that the most ac-
complished imagination of mirrors as traps for alien cultural structures
is to be found in a short text by Jorge Luis Borges, entitled Animales
de los espejos, “animals of the mirror”, contained in EIl libro de los
seres imaginarios, “The book of imaginary beings”, written by Jorge
Luis Borges and Margarita Guerrero in 1967 (Borges and Guerrero
1967). This beautiful text refers to a mythical epoque, when “el
mundo de los espejos y el mundo de los hombres no estaban, coTo
ahora, incomunicados”, “the world of mirrors and the world of men
were not separated, as they are now”. As the people of the mirror tried
to invade the world of men, and were defeated, they were obliged to
stay beyond the reflecting surface, and to mirror every human move.
This mythical invention is perfectly suitable to function as a literary
counterpart of Lotman’s semiotic thoughts. Moreover, both the semio-
tics of Lotman and Borges’s short text introduce the topic of mirrors
as cultural mechanisms for the representation of conversion very well.

On this occasion, | shall analyse in detail an early-modern pictorial
representation of religious conversion, “La conversione della Madda-
lena”, “The conversion of the Magdalene” (Fig. 1), painted between
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1615 and 1616 by the Italian painter Artemisia Gentileschi, one of the
very few female painters of Italian modern art history, who was bom
in Rome in 1593 and died in Florence in 1653. The painting is an oil
on canvas, and measures 146,5 cm by 108 cm. It is signed on the back
of the chair “Artemisia Lomi”; Lomi was the real family name of
Artemisia Gentileschi’s father. The painting is normally exposed in
the Galleria Palatina of the Palazzo Pitti, in Florence. It has been
exhibited in New York and Rome. At the time of writing, it is part of
the splendid exhibition about Artemisia Gentileschi and his father
Orazio, host by the Metropolitan Museum of Art, in New York.

As countless historical essays have pointed out, in the ordinances
of the Council of Trent, which took place between 1545 and 1563, and
was to revolution the whole structure of the Catholic Church, attention
was also given to the question of images (Jedin 1935; id. 1975: 235-
270), which, especially in France, had undergone the attacks of Calvi-
nist iconoclasts. The influence of the Catholic reformation, and the
weight of the Catholic Counter-reformation on the art of the end of the
sixteenth century and of the first half of the seventeenth century are
difficult to overestimate. On this topic too, literature is extensive, and
I shall not dwell on it on this occasion. Among the religious themes
represented by artists in this historical period, the conversion of the
Magdalene is particularly popular. From the beginning of Christian
imagery, theological pamphlets, sermons, hagiographies, legends,
novels, poems, dramas, engravings, popular visual texts, musical
plays, sculptures, paintings and so on have represented the Magdalene
and her fascinating life. However, the Magdalene’s conversion was
particularly represented in the early-modern epoque, when the Catho-
lic Church tried to instil a renewed religious fervour in Western
Europe. The Magdalene, the sinful woman who had embraced Chris-
tian faith after a dissolute life, and was to become one of the dearest
followers of Christ, ending her life in eremitic penitence, was a
paradigmatic example for a Catholic civilisation shocked by the
Lutheran Reform and endangered by heresy and secularisation. There-
fore, the Magdalene was a paradoxical character, which expressed
very suitably the contradictions of early-modern Catholic Europe. But
the representation of this woman, especially her pictorial representa-
tion, inevitably implied a problem of ineffability. How was it possible
to condense in a single image two opposite identities? What cultural
mechanisms were to be adopted, in order to sew the disjointed boun-
dary separating sinfulness and holiness? Let us analyse the way in
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which Artemisia Gentileschi decided to solve this representative
problem.

Figure 1.Artemisia Gentileschi, La conversione della Maddalena.
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First of all, I would like to propose a brief verbal description of the
painting, in order to point out which elements of it I am going to
include in my analysis.

The body of the saint occupies the largest and most central part of
the canvas, also being the main source of colour and light. Overall, the
posture of the woman follows the traditional iconography of the
Magdalene; the disposition of her limbs could be defined as chiastic:
on the one hand, the right arm crosses the chest and grasps the left
breast, expressing repentance and referring to the saint’s carnal and
sinful past. On the other hand, the legs of the woman are conspi-
cuously crossed, embodying the same feeling of contrition and per-
haps referring to the passion of Christ on the cross. Only the left arm
of the woman holds an unusual position, which I shall try to interpret
later. The hair and garments of the saint follow the iconographic
tradition too: the golden colour of the robe, the elegant green of the
edging on both gown and neckline, the sumptuousness of the material,
the abundance of wide folds, the ampleness of the neck-opening and
the ruffled tawny curls all refer to the Magdalene as courtesan. And,
of course, contrition is also embodied in the lineaments of the saint’s
face. In my analysis, | shall not dwell on these transparent elements,
but I shall give attention to four peculiar details:

(1) the inscriptions;

(2) the mirror;

(3) the skull;

(4) the pendant-earrings.

Two inscriptions appear in the painting, the first one from the left on
the back of the chair, the second one on the frame of the mirror. Some
art historians have claimed that probably these inscriptions are not
original, and have been added to the painting (Spike 1991; Bissell
1999: 209-211). A tragic event in Artemisia Gentileschi’s life is
related to these inscriptions. The 6 May 1611, when Artemisia was not
yet eighteen years old, she was raped by Agostino Tassi, painter and
assistant of her father. After this event, which was to have huge con-
sequences on Artemisia’s both personal and artistic life, Agostino
Tassi was brought to trial and banned from Rome. The acts of the trial
prove that Artemisia was unable to write. Nevertheless, this does not
demonstrate that the two inscriptions in the Conversione are not hers:
she could have learned to write after the trial, when she moved to
Florence with her new husband. Or, as it has been argued by other art
historians, she could have asked someone else to write the two
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inscriptions. However, from a semiotic point of view, this philological
guestion is not very interesting. The meaning of the inscriptions is
more relevant. As we have seen, the first inscription is the signature of
the painter. The second one is a Latin quotation from the gospel of
Luke, 10, 42. It is a reference to an episode, which has been repre-
sented obsessively by Western Christian art and concerns the compli-
cated equilibrium between the vita contemplativa, “the contemplative
life”, and the vita activa, “the active life”. | quote this passage from
the New Revised Standard Version of the Bible:

Now as they went on their way, [Jesus] entered a certain village, where a
woman named Martha welcomed him into her home. She had a sister named
Mary, who sat at the Lord’s feet and listened to what he was saying. But
Martha was distracted by her many tasks; so she came to him and asked,
“Lord, do you not care that my sister has left me to do all the work by myself?
Tell her then to help me.” But the Lord answered her, “Martha, Martha, you
are worried and distracted by many things; there is no need of only one thing.
Mary has chosen the better part, which will not be taken away from her.”
(Luke, 10, 42)

The final sentence of this passage translates the Latin inscription in
the painting: “optimam partem elegit”, “has chosen the best part”.
However, the inscription of this sentence in the context of the
painting is problematic. First of all, from the Renaissance on, many
theologians have denied that the woman represented in the biblical
passage be the same as the converted Magdalene. The historical steps
through which such a multiple identity has been built are very
complicated and cannot be illustrated on this occasion. Nevertheless,
the question remains to decide to which “part” the sentence “optimam
partem elegit” refers. In the biblical passage, there are two “parts”, the
contemplative life and the active life. But the choice represented in
Artemisia’s painting is not between these two parts, but between
sinfulness and holiness. The position of the inscription offers a solu-
tion to this dilemma. The parts to which the inscription refers are the
two cultural structures separated by the mirror, as Lotman would have
said. Optimam partem elegit does not mean just that the Magdalene
has chosen the contemplative life, but also that she has chosen the
right side of the mirror. It is now possible to interpret the position of
the Magdalene’s left arm, which does not follow the traditional icono-
graphy of the saint. The left hand of the Magdalene rejects the mirror
as both a symbol of vanity and a separating surface beyond which the
wrong part is entrapped, like the mythical enemy in Borges’ short
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story. But in order to reject this wrong part and the mirror, which both
contains and entraps it, the saint has to touch the reflecting image. So
the mirror is not simply a vehicle of a negative identity, but also an
optical instrument of perfection, enabling a distinction between good
and evil. Therefore, the mirror can function as a cultural mechanism of
both conversion and identity, as a paradoxical device, which
simultaneously permits change and continuity. Both functions, which
frequently appear as fused in the same cultural relation between
human beings and mirrors, refer to a very long tradition. But before
briefly exploring it, I would like to finish my analysis, by giving
attention to the content of the mirror. As Lotman has lucidly stated in
his article, what the mirror inverts in its reflection is the wrong side of
a cultural structure. In Artemisia’s painting, this wrong side is the
nape of the neck of the saint, which represents her sinful life, now
behind her back, in her past; but it is also the earring-pendant hanging
from her left ear. According to a long-established Christian axiology,
often the left side represents evil. So, mirrors can function as a device
of purification, inverting the left and the right side of an image. Pearls
and jewels in general are a traditional symbol of vanity, especially of
female vanity, but Artemisia’s painting suggests also a more sophisti-
cated dialectics between two different reflecting surfaces: the surface
of the mirror and the surface of the pearls. The first one is clear and
flat, while the second is opaque and convex. So, in a sort of semi-
symbolical system (Floch 1995; Calabrese 1999), on the one hand
pearls represent the imperfection of the soul (which a long religious
tradition describes through the metaphor of the opaque mirror), but
also the haughtiness of the soul (as is evident in many early-modern
moral emblems, convex mirrors symbolise arrogance because they
always magnify what they reflect);1 on the other hand, the flat and
clean surface of the mirror represents the state of moral awareness of
the soul after contrition and repentance. The skull beside the mirror
attests that the penitent soul has learned the mortal limits of its vanity.

1  Cf. the allegorical depiction of vanity painted in the same period by Angelo
Caroselli (Rome, 1585-1652). This painting (Fig. 2) represents together a string
of pearls, shown in the foreground by the vain woman, a mirror, offered to the
young woman by her old servant as an instrument of vanity (right side of the
canvas), and a convex reflecting surface (left side). The painting is kept by the
Corsini Gallery, in Rome.
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Figure 2. Angelo Caroselli, Vanita.

This painting is not the only example in which conversion and its
paradoxical structure is represented through the paradoxical cultural
dynamics of a mirror. Artemisia’s Conversione della Maddalena was
painted between 1615 and 1617. Just a few years later, in 1625, a book
was published in Paris, bearing the title Les triomphes de Vamour de
Dieu en la conversion d 'Hermogene, written by the Capuchin Philippe
d’Angoumois (Angoumois 1625). At the page 1170, the book contains
a very interesting engraving (Fig. 3), which has been rapidly analysed
by the art historian Michel Vovelle, one of the most distinguished
experts of popular visual culture (Vovelle 1982).

The engraving represents a young man kneeling before an altar,
who contemplates the image contained in a mirror held by an angel.
The friar, who spies on the conversion from behind a column, refers to
a very long iconographic tradition, according to which miracles and
other marvellous events always need the presence of a hidden witness,
who will be able to recount and describe what he has seen. The gar-
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merits of the young man are very sumptuous, and are a customary
reference to a sinful life, full of elegance and vanity. Also the posture
of the convert is quite traditional, and refers plastically to both the
crucifix on top of the altar and to the cross, interwoven in the altar-
cloths.

Figure 3. An engraving from La conversion d’Hermogene.
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The most interesting peculiarity of the scene is the mirror. Why should
the flat surface held by the angel be called a mirror? Why, if it does
not seem to reflect any object of the real world? Several elements can
explain this phenomenon. First of all, there is a great resemblance
between the converted person and the man tortured by devils in the
supernatural image. Second, the angel holds this image as if he were
holding a mirror, i.e. trying to enable the young man to see himself in
the mirroring surface. Third, the sinner does not look into this surface
as if he were observing a painting. From the way in which he bends
toward the image, and looks into its depth, he seems to search for
himself inside the frame, as one normally does in front of a reflecting
image. In other words, in this scene of moralised narcissism, we do
not perceive a reflection because there is a mirror, but we perceive a
mirror because there is a reflection.

Furthermore, the way in which the sinner is tortured in the guise of
his infernal alter-ego is a reference to the semiotic structure of the
scene: the sinner is sawn by two monstrous devils, who propose a
metaphoric image of a divided self. Again, Lotman’s considerations
about mirrors as cultural mechanisms are very useful: the mirror
separates the young convert from the evil part of his soul.

At the same time, mirrors reflect and invert. As a consequence,
they are instruments of both sameness and difference. In the two
images, which we have just analysed, the reflected object and the
reflected image are both equal and different. But the context of the
mirror is a vehicle for a precise moral axiology: the reflected image
represents an evil reality, or, as semioticians would like to define it, a
“disphoric” structure. Yet now | shall slightly diverge from Lotman’s
consideration of mirrors, by arguing that in some texts this axiology is
inverted. So, a positive connotation is attributed to the reflected
image, which is seen as more perfect than the reflected object. The
best example of this inversion is to be found in a text written a few
years before the appearance of Artemisia Gentileschi’s painting, and
precisely between 1561 and 1562, when the Council of Trent had
almost come to its conclusion. | am talking about the Libro de las
Misericordias del Senor, o de las grandezas del Sehor, written by
saint Therese of Avila. The text was first handwritten by the saint in
1561 in order to satisfy the request of the saint’s spiritual director, the
Dominican friar Ibanez. Some new chapters were added in 1562. The
text is now universally known as Libro de su vida, since it is a
spiritual and mystical autobiography of saint Therese. The manuscript
of this text, one of the highest achievements of Western Christian
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spirituality, is still kept in the library of the Escorial, in Spain. | quote
from the final chapter of the work, chapter forty:

Once, when | was with the whole community reciting the Office, my soul
became suddenly recollected, and seemed to me all bright as a mirror, clear
behind, sideways, upwards, and downwards; and in the centre of it | saw
Christ our Lord, as | usually see Him. It seemed to me that | saw Him
distinctly in every part of my soul, and at the same time the mirror was all
sculptured — 1 cannot explain it — in our Lord Himself by a most 2Ioving
communication which I can never describe. (Teresa of Avila 1962, 341)

This text contains several interesting elements. First of all, in the last

sentence the saint expresses three important concepts:

(1) the relation between Jesus and herself is a relation of commu-
nication;

(2) this communication is a communication of love;

(3) this communication is ineffable (“yo no sabre decir”, “I shall not
be able to say”).

The mirror is the metaphorical device, which enables the saint to

describe this communication. This time, the mirror is not pictorially,

but mentally represented. The soul of Therese is like a mirror, which

perfectly reflects the face of Jesus. So, the customary axiology of the

mirrored image is inverted: the mirror does not entrap an evil

structure, but absolute perfection. Yet, the mystical image invented by

the saint is more complicated, since Jesus himself becomes a mirror,

which reflects the mirror of the Saint’s soul. This produces two

paradoxical effects:

(1) both Jesus and the saint are simultaneously reflected and trans-
figured into each other;

(2) this reflection/transfiguration is infinite, like the infinite effect of
mirroring produced by opposing two mirrors.

This is not the only text in which Therese of Avila uses the metaphor

of the mirror. In the same chapter, she explains that sinful souls are

like opaque mirrors, and that heretical souls are like a chipped mirror.

2 Here follows the original Spanish text: “Estando una vez en las Horas con
todas, de presto se recogid mi alma, y pareciome ser coTo un espejo claro toda,
sin haber espaldas ni lados ni alto ni bajo, que no estuviese toda clara, y en el
centro de ella se me represento Cristo nuestro Senor, coto lo suelo ver. Parecfa-
me en todas las partes de mi alma le via claro, coTo en un espejo, y tambien este
espejo, yo no se decir coTo, se esculpia todo en el mesmo Senor, por una comu-
nicacion, que yo no sabre decir, muy amorosa” (Theresa of Avila 1987: XL, 124).
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Also, this same metaphor reappears in the final metaphor of the Libro
de su vida, where the soul is compared to a mirroring diamond.

It is surprising to realise that the metaphor of the mirror is used in
exactly the same way in a Protestant text, the Institutio christianae
religionis, written by John Calvin a few years before the Libro de su
vida, in Latin in 1535 and in French (Institution de la Religion
Chretienne) in 1541. As Eric Kayayan has pointed out in his essay La
portee epistemologique de la metaphore du miroir dans I'Institution de
la Religion chretienne de J. Calvin (Kayayan 1997), the metaphor of
the mirror is used thirty-two times in this text, and often in a way
which is similar to saint Therese’s, for example in the following pas-
sage: “Christ is like a mirror, in which it is convenient to contemplate
our election, and in which we shall contemplate it without deceit” .

So, the tradition of the mirror as a cultural mechanism, which
enables complex relations between identities and their boundaries to
be expressed, is very long and articulated, and is relevant for two
disciplines at least: anthropology and history. On the present occasion,
I shall give just a few references about the most important contribu-
tions on this topic. From the anthropological point of view, the pheno-
mena, which | have briefly analysed in my paper, have been included
in the category of “portalling phenomena”, i.e. the cross-culturally
common mystical experiences of moving from one reality to another
via a tunnel, door, aperture, hole or, of course, through a mirror
(MacDonald et al. 1989). Literature on this topic is extensive, but a
classic point of departure is the passage which Mircea Eliade wrote on
mirrors in his famous book about shamanism (Eliade 1964: 153-155).

From the historical point of view, most Christian texts using the
metaphor of the mirror directly or indirectly refer to Paul’s famous
passage on the mirror in the first letter to the Corinthians (13, 12):
«For now we see in a mirror, dimly, but then we will see face to face».
The bibliography on the possible interpretations of this sentence, and
on the gigantic tradition generated by it, is impressive. One of the best
contributions on this topic, on which unfortunately it is impossible to
dwell here, is the book by Norbert Hugede La metaphore du miroir
dans les Epitres de saint Paul aux Corinthiens (Norbert 1957).

The role that | think cultural semiotics should play concerning
mirrors as mechanisms of identity, is to mediate between the different

3 “Christ done est comme un miroir, auquel il convient contempler notre
election, et auquel nous la contemplerons sans tromperie” (Calvin 1911 [1541]:
111.xxiv.5).
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disciplines which study these objects, and to pinpoint what structures
and representations are triggered by these fascinating metaphors. In
this important activity of interdisciplinary mediation, Lotman and the
school of Tartu have made a terrific contribution.
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MpaHuLbl N NAEHTUYHOCTU
B PE/IMTMO3HOM 06paLLLEHNN: 3epKao

PenunrnosHoe obpatieHne NpPonM3BOAUT KOPEHHYK JIOMKY rpaHul, KoTopbiMK
oyepyeHa JINYHOCTHAA WAEHTUYHOCTb. [M03TOMY OCHOBHOW CEMMOTMYECKON
npo6n1emoit MeHTanbHOW M KyNbTYpPHOW penpeseHTaLnmn 3TOr0 Peirmo3Horo
thbeHOMeHa £BAseTCA O4HOBPEMEHHas mMepefjaya OWYyLWeHWA TOXAecTBa U
pasnMuna, UAEHTUYHOCTM N M3MeHeHUsA. B AaHHOW cTaTbe 3epkana aHanu-
3UPYIOTCA KakK KYNbTYpHble MeXaHW3Mbl, KOTOPble NPefoCTaBNAT BO3MOX-
HOCTb M300paXKeHWAM paspewnTb 3Ty napafjokcanbHylo 3agadvy. lMpegnpu-
HuMaeTca 6onee rny6oKWA aHannM3 HeCKONbKWX PEIMTMO3HbIX TEKCTOB paH-
Hero HoBOro BpeMeHW: KapTuHa ApTeMusnun [>KeHTUNecKu, msobpaxaroLias
obpaweHne Mapuu MarganuHbl; rpaslopa U3 ¢paHLy3CcKol KHuruM 17-ro
Beka, npejcTaBnswwas obpaiyeHre; gparMeHT U3 JyX0BHOW aBTobmorpagum
CaATOlM Tepesbl; oTpbIBOK U3 Institution de la religion cretienne (“HacTaBsne-
HMe B XpUCTUAHCKOW Bepe”) >XaHa KanbBMHa. B 3akn4veHUU nojyepku-
BaeTCA BaXHOCTb MeTadopuyeckol KoHuenuun 3epkana Cs. [NaBna pgnsa
KyNbTYpPHOI/ MCTOPUU 3TUX 06BEKTOB M NpeanpuvHUMaeTCA MNOMbITKa onpe-
0eNUTb Posib, KOTOPYID MOXET UrpaTb CEMUOTUKA KY/bTypbl B CBA3N C 3TUM
TUMOM pernpe3eHTaTUBHbLIX MeXaHW3MOB.



Boundaries and identities in religious conversion: The mirror 501

Piirid ja identiteedid religioosse pé6rdumise puhul:
peegel

Religioosne pddrdumine revolutsioneerib piirid, mis méaravad isiksuse iden-
titeedi. Seetdttu on selle religioosse fenomeni mentaalsel ja kultuurilisel
representatsioonil pdhiliseks semiootiliseks probleemiks samasuse ja erine-
vuse, identsuse ja muutuse Uheaegne edasiandmine. Artiklis analuusitakse
peegleid kui kultuurimehhanisme, mis voimaldavad kujutistel lahendada seda
paradoksaalset tlesannet. Pdhjalikumalt vaadeldakse jargmisi varase Uusaja
religioosseid tekste: Artemisia Gentileschi maal, millel on kujutatud Maria
Magdalena pédrdumine; gravuiur XVI1I sajandi prantsuse raamatust; fragment
Puha Theresa autobiograafiast; katkend John Calvini tekstist Institution de la
religion chretienne. Rohutatakse Piha Pauluse peegli metafoorilise kontsept-
siooni tahtsust nende objektide kultuurilise ajaloo jaoks ja pliltakse maarat-
leda kultuurisemiootika roll seda tulpi representatsioonimehhanismidega
Seoses.
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Abstract. The paper discusses the myth of the founding of Vilnius as an
example of a myth of city foundation. The myth has received two independent
semiotic interpretations. Narrative grammar procedures are applied to the
analysis of the mythical story and the semantic code generating the story in
the paper “Gediminas’ Dream (Lithuanian myth of city foundation: an attempt
at analysis)” by Algirdas Julien Greimas (1971). The sovereignty ideology
expressed in the myth, which describes religious and spiritual culture of the
Grand Duchy of Lithuania, is linked to the tri-functional model of the Indo-
European social structure. The semantics of the Vilnius myth is seen as
analogous with such Indo-European myths as king’s accession to the throne
and creation of a city-state. The Lithuanian myth of Vilnius is linked para-
digmatically to the Indo-European mythology in the study “Vilnius, Wilno,
Vil’na: City and myth” by Vladimir Toporov (1980). At the level of the signi-
fier, phonological equivalents of toponyms of Vilnius are traced. At the level
of the signified, transformations of the “core” Indo-European myth are iden-
tified. The myth of the city foundation can be read both as a figurative form of
cultural expression and as an ideology narrated as a plot of a story. In this
view, the paradigmatic and syntagmatic approaches complement each other.

The phenomenon of the city, which appeared as a result of the neo-
lithic revolution, marks man’s transition from beyond the cosmologi-
cal natural existence into the historical existence. The fragile balance
of the good and the evil is replaced in the city life by a series of
disjunctions and conjunctions of the individual and society. The func-
tion of city myths is to reconstruct the contract between the man, who
is in charge of his own living conditions, and the transcendental
Addresser, and to re-assert the victory of cosmos over chaos.
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The myth of city foundation, through a historically set plot, gives a
miniature model of the world. In this respect it can be regarded as the
underlying political myth of a nation and can be compared with the
story of the fight between Thunder and his opponent, which is re-
garded by Vyacheslav Ivanov and Vladimir Toporov as the core Indo-
European cosmogonical myth (lvanov, Toporov 1974: 3, 164). In the
Lithuanian political mythology, this position is taken by the myth of
the founding of the city of Vilnius, which was first recorded in the
sixteenth century Annals.

Lithuanian Annals (Jasas 1971: 71-72) contain a story of two
hunting trips of Duke Gediminas. On his first hunting trip, Gediminas
leaves the Old Capital Kemave and finds himself in an oak forest on a
beautiful hill, where he founds a city Trakai, and where he moves the
Capital. On his second hunting trip, Gediminas leaves the Capital
Trakai and finds himself on a beautiful hill by the river Vilnia, where
he kills a huge taurus (the hill since then has been called the Taurus
Hill). Gediminas stays for the night in the Sventaragis Valley, and in
his dream he sees a huge wolf standing on the Crooked Hill, and
inside the wolf there could be heard a howling of a hundred of wolves.
The pagan priest Lizdeika (whose name derives from the Lithuanian
word lizdas, English nest, because he was found in an eagle’s nest)
gives an interpretation of the Gediminas’ dream: the Iron Wolf means
that a Capital-City will be found here, and a howling inside the wolf
means that the fame of the Capital-City will spread all over the world.
The next morning the Duke Gediminas builds a Lower Castle in the
Sventaragis Valley and an Upper Castle on the Crooked Hill. He gives
the name of Vilnius to these Castles and moves the capital to Vilnius.
As the Annals suggest, after founding Vilnius, Gediminas ruled the
Dutchy of Lithuania for many years, was a just duke, won many wars,
and was a happy ruler until his old age.

Another version of the myth, with a broader historical and reli-
gious commentary, is offered by the Polish chronicler Maciej Stryj-
kowski (1846: 369-373). In his story about the increasing worshiping
of gods in the newly-founded Capital-City, he identifies three key
places of cult. The first one is in the Sventaragis Valley, where eternal
fire is burned by the mythical Sventaragis, the first Grand Duke of the
Grand Dutchy of Lithuania, who established the custom of burning
bodies of the deceased. This cult is compared by Stryjkowski to the
cult of the temple of Vesta in Rome. The second one is the place of
cult of the Fire of Perkiinas established by Gediminas. According to
Stryjkowski, he “built a monument for Perkinas: a figure, holding in
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his hand a huge piece of flintstone with which priests produced fire;
the eternal fire sacrificed to him was burned day at night and kindled
with oak wood.” The third place of worship set up by Gediminas is on
the outskirts of the city: Gediminas “gives the dark forests to the gods
and, following the pagan custom, inhabits them with priests so that
they could pray for the souls of the dukes and breed and feed the
Snakes as the gods of the Home”. Lizdeika is announced the Chief
Pagan Bishop of all the cults.

The myth of Vilnius foundation has received two independent
semiotic interpretations. The first, an article by Algirdas Julien Grei-
mas entitled “Gediminas’ Dream (Lithuanian myth of city foundation:
an attempt at analysis)”, written in French in about 1971, has re-
mained in its manuscript form. The Lithuanian translation of the
article was published in 1998 (Greimas 1998). The second one, a
study by Vladimir Toporov entitled “Vilnius, Wilno, Vil’na: the city
and the myth”, was published in 1980 (Toporov 1980). Greimas, at the
time of writing this article, was not familiar with Ivanov and Topo-
rov’s investigations of Baltic and Slavic mythology. Toporov, in his
own turn, was not familiar with Greimas’ manuscript.

In Toporov’s analysis, the point of departure is binary spacial
opposition which correlates with value oppositions of life vs death and
sacral vs profane. The historical existence of the city is given
significance through the “heavenly blessing from the above and the
blessing from down below in the valley”. Toporov sees the myth of
city foundation as a transformed version of the cosmogonical myth. In
this view, positive forces from “the above” are associated with the god
Perklinas, the taurus, the horn, and the eagle; negative forces from the
“down below” are associated with the opponent of Perkiinas, which in
the myth appears as the Snake and the Velnias (the pagan ruler of the
Underworld) as well as the element of water. The figure of the Wolf
performs the function of the mediator. As a chtonic animal, the Wolf
is associated with the bottom of the hill (this is supported by the
toponymy of Vilnius) and is opposed to the Eagle. However, in
Gediminas’ dream, the Iron Wolf appears at the top of the hill and
thus signifies the military sovereignty protected by god Perkiinas.

Gediminas is seen by Toporov as an epic transformation of
Perkiinas, and the blacksmiths who made the Iron Wolf are seen as the
workmen of Perkiinas. In the value opposition of above vs down
below, the role of the opponent of Perkiinas is given to the river
Vilnia, which is compared to a wrigling snake. According to the logic
of the myth (Thunder strikes dragon or the snake and kills it), the hero
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who destroys the monster is the founder of a city (a new universe) and
the creator of Cosmos out of Chaos. The river-snake analogue is also
traced in reference to the Snakes which are worshipped by priests in
dark forests.

Toporov looks for phonological counterparts of Vilnius toponymy
in the mythological Indo-European terms. In the Indo-European root
*vel~, from which the name of the river (Viltiia) and the city (Vilnius)
derives, two semantic poles are identified: “the down below”, chtonic,
death vs “the abow?”, life, fertility, power. A mythical mediation of
meaning takes place between these two poles.

The motif of the twins, characteristic of city foundation myths, is
traced by Toporov in the double name of pagan priest Krive-Krivaitis.
A hypothesis is made that a double name indicates the presence of a
twin-brother who was sacrificed in the name of the city. The pattern of
twins is applied in order to reconstruct the social structure of the
prehistoric Vilnius. A Slavic element is discerned in the toponymy of
Vilnius, which is identified in the root of the word Krivis. It is linked
by Toporov to the semantics and the magic function of kreivas
(crooked) and kairys (left-handed). In the Vilnius myth, Toporov sees
a synthesis of two opposite ethnic and social elements.

Algirdas Greimas in his analysis of the Vilnius myth, applies pro-
cedures of narrative grammar. The duplification of hero’s departure
and quest is considered to be a specific feature of the Vilnius story.
The first trip resulting in the foundation of Trakai turns out to be
insufficient. The second trip — the foundation of Vilnius — is suc-
cessful due to an embedded sequence related to events such as the
hunting of Taurus and the dream of Gediminas. The successful hunt of
Taurus is interpreted as the qualifying test of the hero. The dream of
Gediminas, as a message sent by the gods predicts the decisive test,
that is, the founding of the city, and the glorifying test, that is, the
future glory of Vilnius. The quest of the city founder turns out to be a
quest for a contract with the gods.

The modal structure of the Lithuanian myth distinguishes it from
analogical Indian or Roman myths, where the implicit approval of the
gods is prior to the contract between the ruler and the nation. As he
departs, Gediminas is already a sovereign. He founds the city of
Trakai by his pragmatic power of an earthly ruler. But only through
the hunting of the Taurus, the founder of Vilnius acquires the cogni-
tive competence of the divine knowing.

The ideological content of the myth is discussed by Greimas in two
respects: as the king’s accession to the throne and as the creation of
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the City-State. This distinction of the ideological content is evident in
the distinction between the mythical figures: Greimas perceives the
figurative language of the myth as a compromise between the
individual freedom and the social need for communication (Greimas
1990: 30).

Greimas does not rely on the phonological counterparts and, there-
fore, looks for parallels between Lithuanian myths and the analogous
Indo-European myths at the level of the signified. The thematic value
of the Taurus figure is compared to the Iron Cow in a Lithuanian
magic tale, as well as to the counterpart figures in the Roman myths
(the Imperial Cow), the Indian myths (the Cow of Plenty), the Irish
myths (the Wooden Cow of King Bress), all of which signify recog-
nition of the King or disqualification of the King.

The figure of the Iron Wolfembodies the power of the future capi-
tal. It can be compared to the Roman She-Wolf who fed the future
founders of the city. The change of the gender of the Wolf and the
epithet “iron”, which reminds us of the Iron Cow of the Lithuanian
magic tale, implies that the Iron Wolf is not a simple genetic bor-
rowing.

Like Toporov, Greimas recognizes a trace of the Twins myth in the
Vilnius myth, but he gives it a syntagmatic interpretation. To give a
mythical justification to the sovereignty of the ruler, it is necessary to
have two brothers who are foundlings (this marks a new beginning)
and one of whom is murdered to leave a “sole” ruler. In the Vilnius
story, the mythical twin-brother of Gediminas is the pagan priest Liz-
deika who was found in an eagle’s nest, by the Duke Vytenis who
brought him up like his own son. In the Annals, Gediminas is con-
sidered to be Vytenis’ son. The motif of murder appears in the “Polish
Chronicle” by Miechowita, which holds that Gediminas was Vytenis’
horse-groom and that he came to power by killing his master. The two
different versions of the myth, regardless of the “historical truth”,
appropriate patches of the “mythical truth” each in their own way.

According to Greimas, the meanings of the Vilnius story are
articulated by crossing binary structures, characteristic of mythical
reasoning and tri-partite division characteristic of the form of mythical
narrative. The tri-partite division is established by the three marked
narrative spaces (two hills and one valley), three mythical events (the
hunting of the Taurus, the dream of Gediminas and the appearance of
the Iron Wolf), and three places of cult within the boundaries of
Vilnius. The binary structure, supported by the historical elements and
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the narrative elements does not overshadow the tri-partite justification
of the Holiness.

In the structure of the Baltic religion, Greimas recognizes a
modified, tri-functional model of the Indo-European social structure.
In his mythological research, the first function of Dumezil is divided
into an independent juridical sovereignty (which takes the domain of
the third function, that of wealth, fertility and health), and a magical
sovereignty. Only the second — military — function retains its tradi-
tional mode (Greimas 1985: 129-135).

In the Vilnius myth, the heavenlyjuridical sovereignty is linked by
Greimas to the God Moon who is later treated as a degraded form of
Andojas, the ruler of the Water World, the real world. The God
Moon’s cult is practiced by the priests, aboding in the dark forest and
protecting the Snakes. The magical sovereignty is linked to the cult of
Eternal Fire in the Sventaragis Valley. Greimas discerns the figure of
the underworld god Velnias, who is counterpart of Christian Devil, or
the figure of Kalvis (Blacksmith), Lithuanian Volcano who replaced
Velnias after the religious revolution (which established the sacrificial
burning of the deceased bodies). (Blacksmiths, as suggested above,
are considered by Toporov as workmen of Perkiinas). The military
function is ascribed by Greimas, as well as Toporov, to Perkiinas
whose cult was established by Gediminas.

The primary elements, water and fire, fall into tri-partite distinc-
tion as well. Linked to the spacial opposition of above vs down below,
they are divided into high waters vs low waters and high fire vs low
fire. All the waters belong to the domain of the Moon, therefore, high
waters and low waters co-exist in harmony and cooperation. Whereas
high fire, which belongs to the domain of Perkiinas, and low fire,
which belongs to the domain of the Underworld Ruler, are in
opposition and cannot be reconciled. Within the semiotic square, the
Moon and the Perkiinas (which substitute one another) are seen in a
relation of contrariety, while the Velnias and the Perkiinas (which
annihilate one another) are seen in a relation of contradiction.

In terms of human powers, the juridical sovereignty is represented
by Gediminas. The Annals describe him as a just Duke who ruled
happily until his old days. Greimas, following Dumezil, ascribes the
mythical Gediminas to the Lunar dynasties and opposes him to the
Solar dynasties which include rulers living in “fury and blood”. The
military sovereignty is ascribed by the Annals to the mythical
GoStautas whose name suggests that he ruled the nation (Lith. goZti
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means to rule). The magical sovereignty and the cult of Underworld
God is represented by Lizdeika.

The Vilnius myth found its way into the Annals and became
popular most likely because it was in line with the political ideology
of the 16th century Lithuanian nobility who tried to retain their power
and independence. Moreover the writers of the Annals, allthough they
were Christians, unconsciously recorded the pagan religious ideology
which was alien to them. Within this ideology, Gediminas’ sove-
reignty is a direct expression of the will of the old gods. A special
attention paid by Gediminas to the caste of pagan priests demonstrates
his efforts to establish a high status of the old religion after the
religious and political unrest in the second half of the 13th century. In
this respect, Greimas compares Gediminas myth to Indian and Roman
myths, where founders of new kingdoms blame their predecessors for
“destroying the castes” and breaching the rights of the religious class.

In their analyses of the same texts, Toporov and Greimas reach
different conclusions. Binary classificatory logic enables Toporov to
identify in the Lithuanian myth universal symbolic configurations,
modelling the world structure and producing its various transforma-
tions. The Vilnius myth is read as a permanent struggle between Cos-
mos and Chaos and as a continuous chain of deaths and births. The
events of earthly life find their reflection in the transcendental world,
which has at its center the figure of Perkiinas — advocate of change
and the keeper of the cosmic order. Gediminas appears as a wordly
counterpart of Perkilinas, Lizdeika — as a pagan priest of Perktinas,
and the Taurus and Iron Wolf appear *s zoomorphic metonyms of
Perklinas. This reading gives the myth features of a piece of art and
produces a deep aesthetic impression. Binary logic is more difficult to
apply to the historical epochs which are characterized by competition
of various ideological forms. The presence of two ethnic entities in the
prehistory of Vilnius, reconstructed by Toporov by linguistic instru-
ments, is highly probable. However, what does it mean within the
ideology of the myth?

Greimas approaches the myth of Vilnius as a syntagmatic narrative
with a marked beginning and a marked ending. He combines the
binary principle with tri-partite structure of the old Lithuanian reli-
gion. This radically changes the functions of both transcendental
deities and their earthly counterparts. The militant Perkiinas ceases to
be the only heavenly sovereign and gives the duty of protecting the
founder of Vilnius to the deity ofjuridical sovereignty. The role of the
earthly counterpart of Perkiinas is given to GoStautas (who was of no
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interest to Toporov). An independent type of magical sovereignty, is
represented by the pagan priest Lizdeika. The Indo-European context
of Vilnius myth is described at the level of the signified, rather than at
the level of the signifier. Figures are identified which in Indian,
Roman and Germanic myths manifest the ideology of the king’s
accession to the throne and the power of the city.

Despite their common semiotic orientation, Toporov and Greimas
use different methodological approaches. Behind the logic of binary
classification is the view of mythology as an articulation of the
general cultural philosophy. This view was established and developed
by Claude Levi-Strauss. In his analysis of mythologies of archaic
communities, he discerns axiological systems and distinguishes basic
oppositions, in terms of which a community reflects its own culture
(Levi-Strauss 1964-1971). On the other hand the approach to mytho-
logy as a syntactic articulation of values is linked to the name of
Georges Dumezil. In his analysis of relatively developed Indo-Euro-
pean class communities, he looks in their myths, for an ideology,
which enables the community to understand itself and its contradic-
tory founding forces, as well as the relationship between the earthly
sovereign and the godly one (Dumezil 1986). In this view, myth ap-
pears as an actant structure, which actualizes the values selected from
a virtual axiological system and which gives these values a figurative
form.

Lithuanian mythology can be read both paradigmatically, in the
“American-Indian” way (following Levi-Strauss), and syntagmati-
cally, in the “Roman” way (according to Dumezil). From the ethno-
graphic materials collected in the 19th century, mythologists are trying
to reconstruct the customs and rituals, characteristic of a closed,
archaic, rural community, and the relics of old beliefs covered by a
Christian film of dust. However, there exists another layer of Lithua-
nian mythology, recorded in relatively few written sources of earlier
times, which represents a religion practiced by a united Lithuanian
community before the adoption of Christianity. This ideology of
sovereignty, solid and stiff is likely to account for the expansion of the
Lithuanian State in the 13th—14th centuries, something, which cannot
be explained either by demographic or economic reasons.

Taking only one of the two methodological approaches makes it
hardly possible to reconstruct a totality of the mythological images, of
specific historical epoch, a totality which consists of contradictory
heterogeneous elements. It is important to describe the ideology and
culture of any historical epoch, as an autonomous semantic world. The
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myth of the city foundation can be read both as a figurative form of
cultural expression and as an ideology narrated as a plot of a story. In
this view, the paradigmatic and syntagmatic approaches complement
each other.
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[Ba nogxofa K MUy 06 OCHOBaHMUM ropoja:
CMHTarmaTukKa u napagurmatuka

B faHHOW cTaTbe Mud 0 co3gaHun BunbHioca paccmaTpuBaeTca kak obpasel,
Muta 06 ocHoBaHMW ropoga. ATOT MUG CTan NpegMeToM ABYX CamMoCTOSA-
TeNbHbIX CEMUWOTUYECKMX WHTepnpeTauuin. Anbrupgac XtwnbeH [pelimac B
cTaTbe «CoH NeguMuHaca (MUTOBCKUIA MUdg 06 0CHOBaHMM Fopofa: MonbITKa
aHanusa)» (1971) npumeHAs npouefypbl HappaTUBHOW rpaMmaTuKu pac-
KpbIBaeT CEMaHTUYECKUI KOf, FeHepupyoLWwmnii Mndurnyeckoe noBecTBoBaHMe.
Mud, npecTaBnslWMA PeNUrnosHy0 1 LYXOBHYK KynbTypy Benukoro
KHsxecTBa JIMTOBCKOro, BblpaXaeT WAE0N0rTU0 CYyBEpeHHOCTU, COOTHOCU-
Myl C Tpex(yHKLMOHaNbHOW MOAeNbl0 WHLOEBPOMNECKO coumnanbHol
CTPYKTYypbl. CeMaHTMKa BunbHOCCKOro Mua conocTaB/sieTCa C CeMaHTUKOW
WHA0EBPOMENCKMX MU(OB, paccKasblBalWMX O BOCXOXKAEHWM KOPONS Ha
NMPecTosl U 0 COTBOPEHUN ropofa-rocygapcrea. B nccnefgosaHum Bnagumupa
HwnkonaeBmnya TonopoBa «Vilnius, Wilno, BunbHa: ropog n mudg» (1980)
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MU 0 co3JaHMKM BunbHIOCA COOTHOCMTCA C WH0EBPOMEicKol Mudonoruei
napagurmMaTuyeckn. Ha ypoBHe CUTHU(MKAHTOB MNPOC/AEXUBaOTCA (POHOMO-
rmyeckue 3KBUBaNeHTbl BUIbHIOCKUX TOMOHUMOB. Ha ypoBHe CUTHWU(MKATOB
0TMeuYaeTcs TpaHC(hopMaLus «0CHOBHOTO» MHAOeBpoNeiickoro muga. Mud o
cO34aHUM ropoja MOXHO uuTaTb NKU60 KaKk (PUrypaTUBHYI (OPMY Bbl-
pakeHWUa KynbTypbl, TG0 KakK MAE0N0rnio, NojaHHylo B (pOpMe MOBeCTBOBA-
HUsi habynbHOW MCTopUU. B 3TOM cMbicie NapagMrMaTMyeckuii U cuHTarMa-
TUYECKUI noaxofbl JOMOMHSAT APYT Apyra.

Kaks lahenemist linnaloomise muutdile:
sintagmaatika ja paradigmaatika

Muuti Vilniuse loomisest vaadeldakse siin kui linnaloomise tiupmuuiti. Seda
miuti on kasitletud kahes iseseisvas semiootilises interpretatsioonis. Algirdas
Greimas toob artiklis “Gediminase uni (leedu linnaloomismuit: anallisi
katse)” (1971) narratiivse grammatika protseduure kasutades valja muutilist
jutustust genereeriva semantilise koodi. Mudt, mis esindab Leedu Suur-
virstiriigi religioosset ja vaimset kultuuri, valjendab suverdansuse ideo-
loogiat, mis on uUhildatav indoeuroopa sotsiaalse struktuuri kolmfunktsio-
naalse mudeliga. Vilniuse muudi semantikat vdrreldakse indoeuroopa mii-
tide, mis jutustavad kuninga troonile asumisest ja linnriigi loomisest, seman-
tikaga. Vladimir Toporovi uurimuses “Vilnius, Vilno, Viina: linn ja muut”
(1980) seostatakse Vilniuse loomismuuti indoeuroopa mitoloogiaga paradig-
maatiliselt. Téhistajate tasandil on jalgitavad Vilniuse toponuimide fonoloo-
gilised ekvivalendid. Tahistatavate tasandil margitakse é&ra indoeuroopa
“péhimuddi” transformatsioon. Linnaloomismauti v6ib lugeda kui figura-
tiivset kultuuri valjendusvormi vdi kui ideoloogiat, mis on esitatud faabulaga
loo jutustavas vormis. Selles mdttes tdiendavad paradigmaatiline ja suntag-
maatiline 1&henemine teineteist.
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Abstract. The paper is devoted on the foundations of semiotics. It examines
the specific features of Peircean and Saussurean traditions and demonstrates
that the basis of all the differences is the different conception of the nature of
sign: Peirce proceeds from the substitutive concept, Saussure from the
bilateral one. The substitutive construction is atomistic by its nature: it is
based on a (single) sign which replaces a (single) object, while bilateral is
holistic: it is based on the sign system which is divided into (single) signs. The
differences of semiosis in atomistic and holistic approach will be pointed out.

Our conference consists of two main sections, one of them is more
focussed on the semiotical theory, the other concentrates on Russian
culture and literature. Therefore | have to keep in mind both the
problematics, yet it will inevitably cause difficulties, since | have to
tack between the so-to-say Scylla of banality and Charybdis of
excessive specificity. The compromise will probably not satisfy
anybody. My solution is that | try to illustrate some of the statements
in the sphere of general semiotics with examples from, above all,
Russian poetical culture, and, thus, I must apologize to semioticians
for the retelling quite known statements and to theorists of Russian
literature for the triviality of examples.

* X %

When we observe the development of semiotic studies during the last
50 years, then, on the one hand, we can not disregard an enormous
amount of practical researches, processing of a great scope of
materials, but, on the other hand, an obvious stagnation in the sphere
of semiotic theory. Moreover, when we compare the present situation


mailto:mihhail@ehi.ee

514 Mihhail Lotman

with that of the beginning of the 20th century, the theory of semiotics
seems to face now even bigger obstacles. Peirce’s outstanding contri-
bution to the clarification of the nature of semiosis and systema-
tization the types of signs and Saussure’s prophetic intuitions in
semiology did not yet meet with an actual material, which not only
resists given approaches, but to a certain extent even contradicts them.
The situation is even more complicated by the fact that schools which
pursue their activities under the general heading of semiotics differ
from each other not in details, but in their basics and it is almost
impossible to find a compromise or common part between them.

Above all, we should distinguish the Peircean and Saussurean
traditions. At first sight it seems that the contributions of the above-
mentioned scholars are not comparable to one another at all. Against
Peirce’s detailed, accurate and, last, but not least, extremely capacious
treatment of signs we could counterpoise a few dozen of pages of
Saussure’s quite vague lines of thoughts, which, all the more, some-
times contradict one another. Wouldn’t it be more expedient, then, to
forget Saussure at all, as some of the Peirce’s followers earnestly
suggest? E.g., when | tried to discuss with Roberta Kevelson the
problem of the arbitrarity of sign in Peircean and Saussurean works,
then, regrettably, the discussion did not work out, since all my
attempts ended with Roberta Kevelson’s verdict: if Saussure had
thought it through more carefully, then he wouldn’t have said what he
said, but would have understood that things are like Peirce has said.
Thomas Sebeok was even more resolved in this matter. Even in his
public lecture he expressed the differences between Saussure and
Peirce, roughly, in the following way: if Saussure had drunk less, then
he wouldn’t have written all these obscure things and would have
come to the ideas which can be found in Peirce’s works. We can find
variations in this theme in several other scholars, of which Roman
Jakobson should be especially mentioned, because he was very close
to the Saussurean tradition in 1930s, but later resolutely crossed over
to the Peirce’s paradigm.

As for my opinion, then | am absolutely convinced, that even if
Saussure (who, by the way, was not a drunkard at all) had completely
given up alcohol, he still wouldn’t have reached the Peirce’s concepts
and even if Peirce had drunk a couple of bottles of wine everyday and
used other mental stimulations as well, he still wouldn’t have reached
those, in my opinion, extremely important ideas which Saussure tried
to express.
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Peirce’s approach to signs could be called atomistic. In the centre of
attention there is a (single) sign. From the standpoint of the Peircean
semiotics, sign is elementary and, semiotically, the smallest element.
Since the whole construction of semiotics depends on what sign is, he
payed so much attention to the exact description of sign. There are 88
definitions of sign in Peirce’s works which, in essence, are all varia-
tions in the same theme. The most famous of them is the following:
“A sign, or representamen, is something which stands to somebody for
something in some respect or capacity” (2, 228).

Although the definition of sign is in both Peirce’s and Morris’
studies purely relativistic (the sign is formed by the system of
relations), nevertheless, sign is semiotically an elementary object, it
does not consist of any smaller components. | would like to emphasize
that I mean namely semiotical, not, e.g., physical elementarily. Since
sign can be any object (something), then it could have a quite
complicated structure, but, semiotically, it is still elementary; it does
not consist of smaller semiotically relevant components. Single signs
constitute complex signs, expressions which in sum form a language.
When, e.g., Noam Chomsky defined language as a complex of gram-
matically correct sentences (Chomsky 1957), then, without referring
to Peirce, he proceeded from the same point of view. An utterance, as
well as a language as a whole are in comparison with a single sign
secondary and a lot more complicated objects. E.g., in generative
grammar and studies close to this approach language is defined in the
following way: L - {A, G}, where A is alphabet or lexicon A = {a\, a2,
..., an} and G is grammar or the set of rules G = {rb r2, ..., rm}
Hence, a lexicon, which we could conceive, e.g., in the case of a
natural language as a scope of linguistic signs, is closed and primary,
while a language as a whole is open and secondary. Therefore, we
should not wonder that for Peirce, language is in comparison with sign
far less an important phenomenon: the correct description of signs
guarantees the correct description of language.

Such treatment seems to be simple and logical. When we now turn
to Saussure, then we notice a completely different and strange logic.
For Saussure, an isolated sign does not exist at all. From his view-
point the whole scheme of Peirce’s semiotics is incorrect, a sign is
formed not by its relation to an object or a user of sign, but with other
signs which belong to the same sign system. Here we are dealing with
an obvious paradox. The precondition of signs are other signs,
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moreover, a sign system, a language, to where it belongs. Peirce’s
single sign is something clear and accurately defined, while language,
being formed of signs, is in a way indefinite formation, at least a lot
more complicated than sign. For Saussure, it is vice versa: language is
a primary reality, with the clear structure which is divided into single
signs with not so clear or elementary nature. Up to now, this
fundamental fact, that for Peirce and Saussure, one and the same word
‘sign’ designates completely different objects, has not been explicitly
pointed out. For Peirce, sign is a concrete object, it is a substitute
which replaces another concrete object (I would rather not get into an
argument now, whether such sign as ‘abstract’ is concrete or not, it is
enough to point out, that, in my opinion, we are dealing in such cases
as well with concrete objects and signs), for Saussure, sign is an
abstract object which is realized in a concrete substance, and, what is
most interesting, this realization in a way compromises its semiotic
nature: the sign realized in speech is not, literally, a sign at all.

As it is known, Saussure divides the sphere of language (langage)
into a language itself (langue) and speech (parole). In such distinction
two circumstances seem to be the most important. First, language is an
abstract system which is primary with regard to speech. Language is
represented in speech, whereby in the latter only how and to what
extent it realizes the structure of language is linguistically relevant.1
Secondly, only language (and not speech) constitutes a sign system.
The latter seems to be especially paradoxical: the speech signals (not
only the single sounds, but full sentences as well) which are said and
sensed are not signs by itself, they only represent signs of language.
This can be expressed with the scheme on Fig. 1

langue parole

thought

acoustic (graphic) matter

Figure 1. Saussure’s concept of language and speech (reconstruction).

1 Saussure emphasizes it categorically: “As for all the other elements of
speech activity, then linguistics could completely do without them” (Saussure
1982, 31).
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For Saussure, there is no direct connection between the conceptual
sphere and the voiced speech, between thought and acoustic matter,
they are only related to each other indirectly, due to the fact that they
both realize signs of language. The central part in this scheme belongs
to the relationship which connects the signifier and the signified of a
sign (later Louis Hjelmslev calls this relationship the sign function).
Although usually there is no treatment of semiosis in the Saussurean
tradition and this term is not in use, we could still say that namely the
sign function is the basis for the formation of sign (i.e. semiosis). Hen-
ce, differently from that of Peirce, Saussure’s sign is, first, abstract
and, secondly, complex. The central problem of Saussure’s semiotics
is the relationship between the signifier and signified. To characterize
the relationship between the signifier and signified, Saussure offers a
scheme (Fig. 2).

Figure 2. The relationship between the signifier and signified, according
to Saussure (1982: 158).

Saussure emphasizes two things: first, the symmetry of signifier and
signified and that one can not exist without another, and secondly, the
arbitrarity of their relationship. It seems that here we are dealing with
an obvious contradiction. On the one hand, the sign of language is
something certain, being determined by the system of language, on the
other hand, the relationship between the components of sign is fully
optional, arbitrary. To solve this dilemma, Saussure distinguishes
meaning and value (valuer). Arbitrarity characterizes the meaning of
sign, the absolute determination characterizes the value of it. Meaning
arises from the relationship between the signifier and signified, value
characterizes the position of an element in a system, i.e. value is the
complex of all the internal connections of the given element in the
given sign system. Saussure has illustrated this statement by a scheme

(Fig. 3).
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Figure 3. Value as the position of an element in a system (Saussure 1982:
159).

At the same time, Saussure emphasizes that the connections, which
connect different signs, differ, in principle, from those, which create
the correspondence between the signifier and signified: the
connections, which connect signs, have determinative nature. The
most problematical is here the linear alignment of signs. Probably we
should not pay too much attention to it, since, obviously, we are
dealing with the inertia of the linearity of speech.

Hence, differently from Peirce, for Saussure the proceeding-point
is language and its structure which, to his mind, are fully clear and
fixed, while the single elements of language, incl. the question of the
sign of language, are problematical. While we called the Peircean
approach to semiotics atomistic, then the Saussurean approach should
be called holistic. The subsequent studies in the sphere of the semio-
tics of language showed that the Saussurean approach, regardless of
its above-discussed paradoxicality, appears to be far more powerful
and productive. One of the examples is the problem of meaning of
grammatical categories. Especially remarkable is that the contempo-
rary formulation was given to this problem by an outstanding Ame-
rican linguist Edward Sapir, who, as it is known, was not the direct
follower of Saussure. Nevertheless, his conception of grammatical
categories has been developed in the Saussurean, i.e. in the holistic
spirit (Sapir 1921; also Whorf 1945). The complex of grammatical
categories is one of the most important parameters of the description
of language. These are individual for every language and what
functions as a grammatical category in one language, does not have to
do so in another language. E.g., the Estonian language in comparison
with Indo-European languages “lacks” the categories of grammatical
gender or future tense. This “lacking” can not be explained in Peircean
terms through the relationship between the object and interpreter of
sign, it is a parameter which characterizes the Estonian language as a
whole. This “lacking” can be discovered only if we compare the
Estonian language as a whole with some other language.
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At the same time, Sapir shows the semiotic nature of grammatical
categories. These are not only the schemes of conjugation or decli-
nation, but the conceptual network with which language creates its
own world-view. It is a very important fact: at least part of the signs of
language is not given in advance, but at the same time they are not an
open set, as, e.g., words in a lexicon; grammatical categories are the
signs which clearly represent the Saussurean valeur.

Proceeding from his idea of sign, Peirce creates a rather compli-
cated typology of signs, of which the most important part constitutes
what Peirce himself call the second trichotomy of sign: the iconic,
indexical and symbolic signs. The basis of this classification is the
nature of connections between signs and objects signified by them.
When we approach this problem in the Saussurean spirit, then we have
to mention that all what is discussed by Peirce, characterizes not
language, but speech; the signs of language, in Saussure’s opinion, are
of the same type. As it was pointed out by Jerzy Pelc in a paper
exclusively devoted to this problem, when we speak of iconic signs, it
would be more correct to speak of the iconical usage of a sign, i.e.
iconicity evolves in speech (Pelc 1986). Proceeding from the analysis
of language by Charles Bally and especially Emile Benveniste, we
could most certainly assert that the same applies to the indexical signs
as well: there is no indexicality in language, it evolves in speech, in
every certain speech act (Bally 1965, Benveniste 1966). But it would
be inconsiderate to conclude, as does, e.g., Roman Jakobson, that only
symbolic signs can be found in language, since symbolic signs can not
exist without icons and indexes. What | intend to say, is that all the
Peircean types of signs characterize only speech, as for the signs of
language, then they are based on a principally different logic, which is
grounded on the values of sign, not on its connections with objects.

* X *

In comparison with natural language, the problem of sign is a lot more
acute in these semiotic systems that in Tartu-Moscow semiotics are
called secondary modelling systems. While in the case of language the
intuitive concept of sign is somehow related to word, then in these
systems it is often not clear even in intuitive level, what sign is.

Let us take, for example, poetry. On the one hand, a poetical text
consists of words and sentences, e.g., of elements which have a status
of sign in natural language as well. On the other hand, it is obvious,
that, first, the problems of poetical signs are not solved with it, there
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are several other elements which are connected with the semantics of
text (verse metre, rhythm, rhyme, alliteration, etc), secondly, elements,
which can be found also in language, in poetry as compared with
prose text mean something else and do it in a different way. Michael
Riffaterre even says:

The language of poetry differs from common linguistic usage — this much the
most unsophisticated reader senses instinctively. [...] To put it simply, a poem
says one thing and means another. (Riffaterre 1978: 1)

Although this formulation seems simplified and overbidding: poetical
text can be very straightforward in its expression, nevertheless, it is
not necessarily always so and semiosis of verse has its own important
specific features, Riffaterre refers to an actual problem, the more
correct formulation of which is as follows: why can the same words
and sentences mean something else and more in poetry in comparison
with prose? Since everything that creates a semantic effect should
have a status of sign, then a question arises: what is sign in verse?

Atomistic point of view offers here two alternatives, of which one
could be called reductionistic, the other pansemantic. The reductio-
nistic approach reduces all the elements of verse to natural language
and all meanings to the meaning of language. According to this, all the
signs in verse are signs of language. The fact, that in verse text we
find more images and words used in a strange way, can be explained
with the means of stylistics and rhetorics, i.e. we are not dealing with
specific signs, but with the specific usage of signs. As for such
elements which can not be found in language, as, e.g., the already
mentioned verse metre, rhyme, etc, then, first, we are not dealing here
with independent elements at all, verse metre is an abstraction which
can be derived from the configuration of words and other linguistic
elements, secondly, they are asemantic; verse metre, stanzaic form,
rhyme, alliteration, etc, do not mean anything in itself. Only the words
that constitute lines, stanzas, rhymes, etc, have meaning. Thus, e.g.,
the researcher of Russian poetical language Viktor Grigorjev distin-
guishes a semantical sphere in poetical text, which corresponds to
linguistical semantics, and “wrapping-material”, the usage of which
has no semantical meaning, they just frame and keep together the
semantically relevant material (FCpuropbes 1983).

The pansemantic approach, on the contrary, argues that all the ele-
ments of verse text have meaning, from words to the last comma. Cf.,
e.g., Claude Levi-Strauss’ and Roman Jakobson’s analysis of the
famous Baudelaire’s sonnet “Cats” (Jakobson, Levi-Strauss 1962).
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The holistic point of view, on the other hand, proceeds from the
idea that elements of poetical text, their nomenclature and semantics
are not given a priori nor in natural language, neither anywhere else.
They are function of the given concrete poetical language. Conse-
quently, we can not declare that all elements have always an actual
meaning, or that there are elements of verse text that have no meaning
under any circumstances (wrapping-material), but that all the elements
are related to meaning only potentially (and the amount of elements is
not determined a priori).

Further some other examples will be examined.

One of them is the problem of film language. On the one hand, it is
absolutely clear that in case of film we are dealing with a sovereign
semiotic system, which has its own regularities, on the other hand, the
problem of film sign is not an easy one. What is film sign? E.g.,
Christian Metz treats this problem in a simple way: all what we see on
the screen is sign (Metz, 1974). When we see a dog, then the dog is
sign, when we see the tail of a dog, then the tail of a dog is sign, when
we see the tail hair of a dog, then the tail hair of a dog is sign, etc.
Since the object of filming can be anything, then the amount of film
signs is open and potentially infinite. This means, apropos, that film
does not have its own specific language, it depends only on the type of
mimesis. Film sign originates only as a result of reflecting the reality.
All this resembles a lot the reductionistic approach to the problem of
poetical sign, but it is even more mechanical, since here is no
semiotical mediator between the world and text. We can come across
such approach as well in other studies devoted to the sphere of visual
semiotics. Although the title of the book by Christian Metz is Film
Language: A Semiotics ofthe Cinema, he does not really describe film
language, but only single film signs.

However, such approach seems to be rather simplified: e.g., what
means ‘is on the screen?’ Or ‘in the frame?” What is frame itself? It is
obvious, that here we are not dealing with the same type of element as,
e.g., the tail of a dog. Figuratively speaking, nobody goes to the movies
to watch frames, but namely the tail of a dog. But the tail of a dog in a
movie differs from a real tail of a dog by being placed in a frame, it has
become an element of a frame. Hence, in a movie we are dealing not
with a tail, but with a tail-in-frame. But a frame is one of the elements of
film language, its structure characterizes the concrete film language.
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Not only what is in the frame is important, but also, as well as in the
case of natural language, what is outside of it. We do not see an
element, but we sense its absence. It is so-to-say the Saussurean zero-
sign. Consequently, we can not speak of one universal film language,
but of different film languages which have complicated relationships
with one another. One and the same tail in different frames can mean
completely different thing, i.e. they can be different signs.

The advantages of the Saussurean approach come forth especially
clearly, when we analyse the language of music. In the Peircean spirit
we could mention here the onomatopoetical phenomena in music (cf,
e.g., the sounds of a cuckoo or some other animal in Camille Saint-
Saens’ “Carnival of the animals”, etc.), these are iconic signs in music,
while in the so-called concrete music, where, e.g., a horn refers to
hunting, the sound of a motor-cycle to a motor-cycle, we could speak
of musical indexes. However, all the rest involves major problems for
the semiotic analysis: perhaps we are not dealing here with signs at
all? But what is music itself? The atomistic approach could proceed,
e.g., from the objective qualities of sounds and try to build up from the
musical phrases. But in the Saussurean holistic spirit primary is the
language of music, e.g., Arnold Schénberg’s dodecaphony, while the
physical qualities of sounds are of secondary importance. What is an
element in the given language of music, depends on language a lot
more than on the physical parameters of sound. In that spirit the
problem of the musical sign should be solved as well. To Boris
Gasparov’s mind in the musical language of Modem Europe not
single sounds or notes function as signs, but motifs. But what should
be considered motifs, depends on the concrete language of music.

Up to now we proceeded only from Saussure’s view-point.
However, the Saussurean approach has a series of qualities, which
make it inconvenient for the semiotics of culture. Here | have in mind,
above all, his superior attitude towards speech and all the empirically
given phenomena. The Saussurean approach is platonistic, he is first
of all interested in pure ideas and language is one of these ideas.

Saussure’s followers — here | mean above all the Prague Lin-
guistic Circle, but also Emile Benveniste, Roman Jakobson and
Claude Levi-Strauss, as well as the representatives of Tartu-Moscow
semiotic school — so-to-say rehabilitate speech. First, it turned out
that speech has also a semiotic nature, and — what is especially
important for us, this nature is not an automatic consequence of
realization of the system of language. Emile Benveniste emphasizes
that speech has its own semiotic qualities, which are not derived from
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language (Benveniste 1966). Secondly, speech can also be a closed
and stable system. Such system was to be called text. Levi-Strauss
analysed the ritual and mythological text in the way Nikolai
Trubetzkoy analyses the phonological system of language. In the case
of artistic text, Tartu-Moscow semiotic school has achieved analogical
results. Hence, text is an immanent system, the elements of text form a
structure and every element of text has its own certain value.

* ok x

I would now like to return to the semiotics of verse and illustrate this
statement with some examples. The length of verse is a relative
parameter. An iambic tetrameter, being surrounded with dimeters, is
opposed to them as long, if it is surrounded with hexameters, then as
short. The length or shortness of a verse is an important parameter. In
the case we are dealing with stanzas which consist of verse lines with
different length, then, e.g., in Russian poetry, clearly more preferred
are such stanzas which, on the one hand, begin with a longer, and, on
the other hand, end with a shorter verse. Especially obvious are the
preferences of a shorter verse in the last position. Usually it is inter-
preted as an iconic sign of completion and incompletion. A shorter
verse so-to-say puts an end to a stanza. In the case we are dealing with
an alternation of masculine and feminine endings, then the stanzas
which begin with a feminine ending and end with a masculine ending
are preferred. Such is the general tendency. But in concrete texts it
enters into complicated relationship with other codes, which are reali-
zed in this text, above all, with the verbal code. As a result, a shorter
verse may acquire completely another, even the opposite meaning.
Hence, Nekrassov’s poem devoted to Tarass Shevtshenko’s death has
the following ending:

Ho, coKpaTuTb He XXenas CcTpagaHus, D4 A
[Mob6eperno ero B rofjbl U3rHaHUs D4 A'
Pyccknx nwogein npoBuieHbe NrprBoe. D4 B’
KoHuniocbL Bpemsa ero HecHacT/IMBOe, D4 B’
Bce, YTO OH C FOHOCTW paHHeln He BugbiBan, D4 C

Mwunoe cepguy, emy yablbHynocs, D4 D’
TyT emy 60r nosaBugoBan: D3 cC’
>Kn3Hb obopsanacs. D2

2D2, D3, D4 — mean resp. dactylic dimeter, trimeter and tetrameter; A’, B\
etc. — mean different dactylic rhymes.
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It is a long poem, written in the dactylic tetrameter which is contrasted
by two shorter final verses. The whole poem is devoted to Shevtshen-
ko’s hard fate and tragic life, only at the beginning of the final stanza
there is a brighter moment which is overbalanced right away. Two
final verses have the following meaning: “at this point, god envied
him: / the life was interrupted”. The metrical change harmonizes with
the ellipticity of syntax. But for us extremely important is the last
verse. Shevtshenko’s life is interrupted before its so-to-say logical end
and this interruption is iconically expressed by the last, twice as short
a verse: “life was interrupted” seems to be an interrupted verse. Yet
this poem is not that simple and the tension between the completion
and incompletion is far from being solved with that: metrically
unfinished verse ends the poem and its metrical incompletion is in
conflict not only with the compositional, but as well with the rhyme
completion. The unfinished verse has not only a verse ending, but as
well the rhyme of this ending, so that we are dealing with the so-to-
say completed incompletion. We find a different example from the
Alexei Apuhtin’s poem - a self-murderer’s farewell letter. It ends in
the following way:

MycTb MOV MocNefHWIA CTUX, Kak 5, 600bI/Tb HEHYXXHbI,
OcTaHeTcs 6e3 pumbl...

Let my last verse like me, an needless bachelor
remain without a rhyme...

Here indeed the final verse is not only shorter, but differently from all
the previous verses, it is also without a rhyme. It is interesting, how
the meaning of the poem, its images and verse structure amplify each
other. The Russian word ‘606binb’ has several meanings, in the con-
text of this poem it means, above all, a person who is not needed by
anyone. One of its meanings is also ‘an unmarried man’. But
‘unmarried’ in the Russian poetical tradition is also an unrhymed
verse (although it is never designated with the word ‘606binb’). The
motif of an unneeded person and the non-ended end is expressed here
in three different levels.

Hence, when we are dealing with some elements of the poetical
text, then we can not quite successfully analyse their meaning pro-
ceeding from atomistic ideas. The semantics of a single sign depends
on the meaning of the entire text. As even these simple examples
suggest, the limits of the whole text will not be sufficient, we have to
treat them in wider context, considering also the entire tradition and
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culture. But how would it look like in practice? How can we analyse a
tradition, before we have analysed all the single authors in it and how
can we treat the entire creation of an author before we have analysed
all his works? It seems, that we are dealing with such problems which
appear to be more complicated in the theoretical level than in the
actual analysis. As it is usual in the case of humanities, we are dealing
here with one hermeneutical cycle, where in analysis of single pheno-
mena the whole is being kept in mind, and vice versa, in analysis of
culture and tradition, its complexity is being considered. | will give
only one example: the Russian iambic tetrameter. In the 18th century
it became an official odic verse metre. In Pushkin’s time both its
rhythmical and semantical structure changed. After Pushkin his suc-
cessors canonized the rhythm and sound of Pushkin’s verse. During
the last half of the 19th century its meaning became official and was
associated with the golden era of Russian poetry. In the beginning of
the 20th century the new sounds and rhythms evolved, whereby some
of them referred to the 18th century (Mikhail Gasparov calls them
archaistic — lacnapos 1974), and some of them to the Pushkin’s tra-
dition. Andrei Belyi, an outstanding poet and scholar, opposes in his
poems different rhythmical types of iambic tetrameter and gives this
opposition also the meaning. It was for the first time in Russian
poetry, when the different rhythmical types of one and the same verse
metre were brought into consciousness and semantisized (Tapa-
HOBCKMiA 1966). In the contemporary Russian iambus there can be
found very different rhythmical traditions, incl. Lev Rubinshtein’s,
again described by Mikhail Gasparov: Rubinshtein writes as if he
were the first iambic writer in Russian poetry, whereby his iambs
sound completely uniambic and unpoetical (Facnapos 2000: 313-
314). In the Saussurean spirit we could here speak of the zero-sign. An
iambic tetrameter designates here non-poetry. To carry out such an
analysis, we must consider the tradition of the whole Russian poetical
development which, thanks to Kirill Taranovsky, Mihhail Gasparov
and others, for the time being, it has been accomplished to great
extent.

Conclusion. In the contemporary semiotics we can see a certain
disproportion between the semiotical theory and practical results.
Using the offered terms, the semiotical theory proceeds above all from
the atomistic paradigm, but the most important and interesting results
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from the holistic one. Consequently, the practical task, in my opinion,
is to develop the holistic semiotical theory. According to my convic-
tions, the basic concept of the holistic semiotics has to be translation.
First, the typology of texts and languages which is analogical to the
Peirce’s typology of single signs has to be created. Secondly, the
theory of mutual influences and correspondences between texts and
languages has to be worked out.
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ATOMUCTUYECKAA N XONUCTUYECKAA CEMUOTUKA

CTaTbsl NOCBsILLEHA OCHOBAHUAM CEMWUOTUKU. MoKa3bliBaeTCsA, YTO HECMOTPS
Ha psAf NOTbITOK MOCTPOEHUS CUHTETUYECKON TEOPUM, PACXOXKAEHUS MeXAY
NMWPCOBCKOM N COCCIOPOBCKON TpagMuusaMn 0KasblBalTCA HEMpPeofoNMMbIMU.
B ocHOBe pasnnuuii NeXUT NPUHLUUNUANBHO MHAs KOHLENUWUsS NpUpOAbl 3Ha-
Ka: gna Mupca 3HaK — 00bEKT, 3aMeHALWNIA Apyroli 06beKT, CTAHOBALLMMCSA
3HayeHMeM 3HakKa (TaKyl KOHLEeMnuuio 3Haka MOXHO Ha3BaTb Cy6CTUTYTUB-
Holi), ans Cocclopa — 3HauyeHMe He CyLLeCTBYeT BHe 3Haka; 03Hayaemoe U
o3HayalLllee He MOryT cyllecTBoBaTb Apyr 6e3 agpyra (Takyl KOHLenuuio
MOXHO Ha3BaTb 6unaTepanbHoi). Cy6CTUTYTUBHAA KOHLUeNUuUs sBNseTcA
aTOMUCTUYECKOW: B OCHOBE ee NIeXXUT MOHATME (OTAE/IbHOT0) 3MNUPUYECKMN
[aHHOro 3HakKa, 3aMeljato,ero (0OTAeNbHbIN) 06bEKT, B TO BpemMs KaK 6unaTte-
pasnbHas KOHUenuus nogpasymeBaeT XO/IM3M: B OCHOBE €e JIeXMUT MOHATuE
abCcTpPaKTHOWM CUCTEMbl 3HAKOB, pa3flaraemMoil Ha OTAeNbHble 3HaKKU. B atomuc-
TUYECKOM W XOMMCTUYECKON CeMUOTUKAX MPUHLUNWANIBHO WHaye [O0JIKHO
paccmaTpuBaTbCA U MOHSATUME CEMMO3UCA: B aTOMUCTUYECKOW CEMMUOTUKE B
OCHOBE CEMMO3UCA NEXMUT MPOLECC MAEHTU(DUKALUN, B XONUCTUYECKONH —
TpaHcnsAuumn (nepeBoja B CEMUOTUYECKOM CMbICIE).

Atomistlik ja holistlik semiootika

Artikkel késitleb semiootika aluskiisimusi. Vaatamata reale katsetele luua
stinteetiline semiootikateooria, on lahknevused Peirce’i ja Saussure’i tradit-
sioonide vahel osutunud uletamatuteks. Nende erinevuse aluseks on pohi-
motteliselt erinev méargi loomuse kontseptsioon. Peirce’i jaoks on maéark
objekt, mis, asendades teist objekti, saab mérgi tahenduseks (seda margikont-
septsiooni vdib nimetada substitutiivseks). Saussure’i jaoks téhendust véljas-
pool mérki ei eksisteeri, téhistaja ja tahistatav ei v6i eksisteerida teineteiseta
(seda méargikontseptsiooni vdib nimetada bilateraalseks). Substitutiivne kont-
septsioon on atomistlik, sest ta p6himdoisteks on (Uksik) empiiriliselt antud
mark, mis asendab (Uksikut) objekti. Bilateraalne kontseptsioon eeldab holis-
mi, sest ta alusmdisteks on abstraktne markide slisteem, mida saab jaotada
Uksikmarkideks. Atomistlikus ja holistlikus semiootikas tuleb p&himadtteliselt
erinevalt vaadelda ka semioosi. Atomistlikus semiootikas on semioosi aluseks
identifikatsiooniprotsess, holistlikus semiootikas aga tdlkeprotsess.
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Abstract. The problem of the observer and point of view is examined within
the broad semiological and cognitive perspective. Structuralist narratology
made an attempt of a formal-linguistic classification of points of view to avoid
anthropomorphic-visual connotations inherent in narratological terminology.
The alternative opportunity would be the usage of terms-metaphors as theore-
tical models. From the point of view of the observer, the process of text gene-
ration evolves in the double space of perception/conception and interpretation.
Instead of comparing different media in terms of the privileged metalanguage,
it would be more fruitful to base the comparison upon their immanent
cognitive characteristics.

The turn of the 20th century is traditionally seen as a period of the
great modernist rupture. The break with classical models of vision
occurs in different spheres of culture thanks to the invention of photo-
graphy, cinema and experimentation in painting. Philosophers and art
theorists relate the modernist turn to the crisis of the Cartesian
observer and the system of the linear perspective the latter embodies.
It is clear, for example, that, while speaking of the “denigration” of
vision and the crisis of the “ocularcentrism”, Martin Jay exploits a
figurative meaning of “vision” (Jay 1993). In this case “vision” refers
to the relationship of either the ideal subject and object of knowledge
or the ideal beholder and the system of linear coordinates, i.e. to the
epistemological or geometrical model based on the analytical obser-
vation. On the contrary, subjective vision and its bodily aspects are
central within the new paradigms of knowledge that emerge in the late
19th - early 20th century. In his preface to Ruskin’s Sesame and
Lilies, M. Proust writes of “the optics of minds’ which prevents us
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from absorbing knowledge from others” (Shattuck 1964: 11). Thus the
knowledge is seen as an outcome of subject’s perceptual experience.
As compared to the Cartesian rational, detached and disembodied
subject, the modernist observer is actively involved in the interaction
with the world and is seen as a part of reality, through which reality
manifests itself. Therefore its status is ambiguous. It is, paradoxically,
both an autonomous individual unity and a mobile perceptual field.
Mobile strategies of observation are shaped by the permanent ex-
change of information between the observer and the observed. The
whole “matrix of identity, predicated on the separation of the inte-
riority of the observer from the exteriority of the object world”
(McQuire 1998: 18) is called into question.

The observation is “unconscious” in the sense Derrida employs
while speaking of “the fundamental unconsciousness of language (as
rootedness within the language)” (Derrida 1997: 68). Likewise, the
ordinary observer is immersed into the world, into the “sign medium”
(Bakhtin-Voloshinov 1993: 17). He is “unconscious” of his own ob-
servation and involved in the process of signification as articulation of
“differance”, i.e. inscription of the “outside” into the “inside” and vice
versa. M. Merleau-Ponty underscores an asymmetry and a split
between spontaneous experience of the world and consciousness as
“the absolute certainty of my existence for myself’. As far as reflec-
tion goes back to the subject, “it ceases to remain part of our experien-
ce and offers, in place of an account, a reconstruction” (Merleau-
Ponty 1981: ix). The notion of the “unconscious” is, of course, polyse-
mantic. It might be understood either as a suppressed and inaccessible
or as a semiactive and accessible part of experience. If Freud is in-
clined to use spatial metaphors and defines the “unconscious” as a
locus, e.g. an ancient city or a dark chamber, William James in his
“Principles of Psychology” introduces the notion of the “fringes” of
attention in contradistinction to its “focus” to underscore mobility of
the perceptive field. Likewise, the Lacanian definition highlights both
elusiveness and the constitutive function of the unconscious as a gap
between perception and consciousness, as “the place of the Other, in
which the subject is constituted” (Lacan 1994: 45). The Lacanian un-
conscious is “not so much a position as an edge, the junction of
division between subject and Other, a process interminably closing”
(Heath 1981: 78). The observer is permanently constituted through the
transformation of the border between the self and the Other.

The modernist turn leads to a new allocation of borders between
art, science, technology, and everyday life. According to Mukarovsky,
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“any object and process, either natural or related to human activity,
may become a bearer of the aesthetic function” (Mukarovsky 1984:
38). Scientific practices overlapping with art, e.g. optics, physiology,
psychology, become involved in the sphere of art and endowed with
aesthetic meanings. On the one hand, the conceptual frame of the
modernist art is scientific. On the other hand, the nature of it is per-
ceptual: it is deeply involved in what and how we see (Vitz, Glimcher
1984: 7). Therefore some critics are skeptical about the very notion of
the modernist revolution. On J. Crary’s opinion, the myth of moder-
nist rupture “depends fundamentally on the binary model of realism
versus experimentation. That is, the essential continuity of mimetic
codes is a necessary condition for the affirmation of an avant-garde
breakthrough”. J. Crary believes that the site where the real change
occurs is the observer (Crary 1992: 4-5). 19th century empiricist
psychology discloses the role of perception in the constitution of the
self and works out the philosophical grounds for sensory perception. J.
Ryan argues that empiricist construction of subjectivity is a challenge
for modernist writers and therefore a stimulus for new linguistic and
literary practices (Ryan 1991: 9-12). The progress of physiological
optics in the 19th century demonstrates that the world is to a certain
extent “created” by the observer: such phenomena as colours or mirror
reflections are devoid of autonomous physical existence and evoked
through the observer’s interaction with the external world. Every act
of perception changes the reality (Gibson 1940: 40). Therefore, to
continue the thought, every observer is a creator of an imaginary
world and thus an “artist” in its own right. M. Merleau-Ponty high-
lights a creative aspect of attention: attention “is neither an association
of images, nor the return to itself of thought already in control of its
objects, but the active constitution of a new object which makes
explicit and articulate what was until then presented as no more than
an indeterminate horizon” (Merleau-Ponty 1981: 30). The question is
how separate, partial observations are related to the continual know-
ledge of the world if such an integrated knowledge exists at all. The
narratological problem of point of view in fiction makes part of a
much broader problematics, which arises simultaneously in relativist
physics, psychology, painting, cinema and literature of the modernist
age: every description is related to a certain “self’, the observer whose
observation shapes the observed. Such notions as Walter Pater’s
“moment” or Joyce’s “epiphany” refer to a creative perceptual act, “a
particular intensity of perception in which the vanishing away is
temporarily stayed”, i.e. vision, which is akin to art (Ryan 1991: 28).
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Modemist art is highly self-reflexive and theoretical. Properties of the
fictional space, the very condition of writing and relations between the
author, narrator and character are modelled and explored by means of
spatio-visual tropes (screen, mirror, window, lens, etc.) common for
modernist fiction and theory. The notion of the observer is the focus
where different trends of modernist thought meet. The history of this
notion unveils tropological connotations inherent in contemporary
semiotic and narratological terminology as well as its rootedness in
the practice of art, philosophy and science.

Theory of the observer. Physical (Einstein) and linguistic (Whorf)
relativity calls into question existence of a unique external reality and
shows that observations of different observers, who use different
frames of reference, result in mutually exclusive and irreconcilable,
but equally valid pictures of the universe (Weltanschauungen) (see,
e.g., Heynick 1983 on influence of Einstein upon Whorf). R. Jakobson
points out some concordances between innovation in physics,
developments of linguistics and ideas of artistic, literary and scientific
avant-garde of the early 20th century. According to Einstein’s own
acknowledgement, his acquaintance with the “situational relativity” of
the Swiss linguist Winteler inspired his future work. He found in
Winteler “the indissoluble interconnection of the concepts relativity
and invariance” (Jakobson 1985), which would become the corner-
stones of relativity theory, modem linguistics and semiotics. The dif-
ference between invariance and variability overcomes the antinomy of
the internal and external experience, the intelligible and the sensible: it
“does not separate two domains from each other, it divides each of
them within itself’ (Derrida 1997: 64). Under the influence of Platonic
tradition, the sign (as the unity of the idealized material form and
sense) has been seen as an invariable inner copy of the variable
external reality. As Derrida shows, this naturalizing-metaphysical
understanding of sign is peculiar even to Saussure despite his notion
of arbitrariness. In the Peircean triadic scheme, on the contrary, “the
so-called “thing itself’ is always already a representamen shielded
from the simplicity of intuitive evidence. The representamen func-
tions only by giving rise to an interpretant that itself becomes a sign
and so on to infinity. The self-identity of the signified conceals itself
unceasingly and is always on the move. The property of the repre-sen-
tamen is to be itself and another, to be produced as a structure of
reference to be separated from itself [...] The represented is always
already a representamen” (Derrida 1997: 49-50). The sign is an
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articulation of the border between the “internal” and the “external”.
There is no “unbiased” immanent perceptual data: any perception is
already “the meaning, the structure, the spontaneous arrangement of
parts” (Merleau-Ponty 1981 (1945): 58). As Voloshinov-Bakhtin ar-
gues, quite in Peircean spirit, the sign does not belong to the internal,
intuitively grasped sameness of consciousness: it is identified through
correlation with other signs. The “sign material” is a medium, in
which individual consciousnesses interact (Voloshinov 1993: 17).
Bakhtin has recourse to the Husserlian notions of “intersubjectivity”
and “appresentation” while speaking of the author and the character
relationships (Bakhtin’s manuscript of the 1920s “The author and the
character in aesthetic activity”; Bakhtin 1979: 7-180). Totality of my
own body is outside of my field of vision: | am on the border between
the visible world of objects and the world of my inner experience. To
translate myself from the language of inner experience into the
language of external expression | need a transparent screen of the
other person’s reactions (Bakhtin 1979: 26-29). The other’s role is
that of the author: thanks to his “surplus” of vision in respect to my-
self I am placed into the world as a character among the other charac-
ters (Bakhtin 1979: 30). Likewise, thanks to my “surplus” of vision, |
am in the author’s position in respect to others. The other is given to
me as an opaque body: it is my own inner experience, which turns him
into a meaningful entity. My own self is always incomplete: the other
is part of my experience (Bakhtin 1979: 22-24). Bakhtin’s work be-
longs to the phenomenological-semiological tradition that con-
centrates on the problem of accessibility of subjective worlds. Both
Husserl’s phenomenological “Ego” and Uexkill’s “Umwelt” denote
the world of lived experience which is opaque for the outside observer
and serves as a mediator for any perception and knowledge. The
“Umwelt” is, paradoxically, both a closed autonomous system and a
fragment of the “outside” reality. The sign “no longer signifies an
object to a subject, but it signifies the reaction of a subject to an
object” (Uexkiill 1984: 192). Signification is seen as the articulation
of the border between the observer and the observed. The participant
observation means the observer must reconstruct a situation while
observing its traces in the other observer’s reaction and placing
himself into the other observer’s position (Husserl’s “appresenta-
tion”). Merleau-Ponty highlights partial opacity of “private worlds” or
the worlds of lived experience (Merleau-Ponty 1987: 10).

To summarize aforementioned approaches, human behaviour and
mental acts are rooted in the subjective “worlds”, i.e. biological,
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perceptual, linguistic cognitive spaces. Contemporary constructivist
narratology focuses on the problem of subjective domains or “indi-
vidual perspectives” in fiction (see Nunning 2001: 209). Yet, as we
have seen, the borders of the subjective world are unstable, they are
continually displaced and transgressed. In the fictional text, the
function of the “observer” is variable in relation to the invariable
functions of the narration/ enunciation.

The problematics of the “subjective worlds” may be traced in
modernist literature as the latter takes the “perspectival” turn and
focuses on the representation of other’s consciousness and perceptual
world. Protagonist’s illness in V. Nabokov’s short story “Signs and
Symbols” might be understood in the light of the “Umwelten” theory
as a case of expansion of the “subjective-self-world” up to the limits
of the physical world. The young man is given a diagnosis of “refe-
rential mania” since everything that happens in the physical world
seems to him “a veiled reference to his personality and existence”:
“Everything is a cipher and of everything he is the theme” (Nabokov
1995: 599). He feels himself absolutely transparent as if his inner
movements would be observed and repeated in the external world. In
the beginning of Proust’s “Du cGte de chez Swann” the narrator
depicts the process of adaptation the body undergoes to accommodate
the borders of the perceptual self to the room until the objects (clocks,
mirrors, door-handles, etc.) become invisible since the space of the
inhabitation coincides with inhabitant’s inner space. Voloshinov-
Bakhtin labelled modernism “relativist individualism”, according to
the forms of speech interference or the incorporation of the “alien
word” into the author’s speech (Voloshinov 1993: 31). As shown in
Kdate Hamburger’s Logic of Literature, the representation of con-
sciousness is a distinctive feature of narrative fiction in general and
produces illusion of “another” reality. As modernist painting explores
means of representation of illusory depth of pictorial space, likewise
modernist literature focuses on exploration of the illusory depth of the
represented consciousness. Individual worlds of consciousness are
opaque, inaccessible for the outside observer: the omniscient nar-
rator’s direct intervention is rejected as an artificial device. Modernist
literature plays up an insistent, almost paranoiac desire to know “what
is inside”. It either hands the narration over to the suspicious narrator
who attempts to imagine and prognosticate other people’s opinions
and reactions or introduces multiple perspectives without a complete
synthesis of auctorial omniscience. As if summarizing the modernist
quest for the object of knowledge, M. Merleau-Ponty writes about a
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hypothetical “absolute object” which “will have to consist of an
infinite number of different perspectives compressed into a strict co-
existence, and to be presented as it were to a host of eyes all engaged
in one concerted act of seeing” (Merleau-Ponty 1981: 70). Further
developments of the nouveau roman are based, on the contrary, upon
the viewpoint sliding along the surface and the world’s optical
resistance to the observer.

Problems of fictional form and point of view are closely scruti-
nized in literary theory of the turn of the century. Forms of the “alien”
word and indirect speech in fiction or, otherwise, of the representation
of other consciousness are the touchstones, where interests of major
theorists meet and clash. D. Bordwell defines the two major trends in
literary theory as the mimetic and the diegetic approach: “Henry
James and Percy Lubbock proposed that the novel be analyzed as a
theatrical or pictorial representation”; “Slavic theorists began to
rethink fictional prose in linguistic terms”. The latter tradition persists
in continental structuralism and semiotics (Foreword in: Branigan
1984: Xl). However, the two trends have never been fully detached
due, first, to insufficiency of only spatio-visual or only linguistic
analysis of the work of fiction and, second, to the tropological (iconic)
constituent of literary terminology. It is true that the Formalist theory
is based upon the linguistic criteria: the artistic speech is seen as a
function of the ordinary language, a “creative deformation” of the
latter. A new work of art is first and foremost a new form (Shklovsky
1929: 31). However, to motivate the “content” the Formalists resort to
the mimetic criterion: the “content” is defined through the generic
choice (ustanovka) and through the transposition of non-literary
generic features (e.g. these of rhetoric or documentary genres, of the
anecdote, diary, letter, oral speech, etc.) into the literary system. Thus,
in his article “How Gogol’s Overcoat is made”, B. Eikhenbaum ana-
lyses Gogol’s skaz as a system of “mimetic-articulational gestures”,
i.e. as a transfer of oral speech forms into the written text (Eikhen-
baum 1986: 46). Bakhtin approaches the “alien speech” as a site of
intersubjectivity and dialogism. On his opinion, the word is originally
dialogical or “double-voiced” as a reaction, a response to the other’s
word or reflection of it: the language lives within the dialogue
(Bakhtin 1994: 396-399). V. Vinogradov occupies a middle position
between the formal-linguistic and phenomenological approach. Being
himself a linguist, he defends poetics from the formalist linguistic
totalitarianism and criticizes Eikhenbaum’s formal analysis of Gogol’s
skaz. He regards text as the integral “whole”, despite involvement of
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its elements in different (linguistic, cognitive, cultural, historical, etc.)
contexts. Analysis proceeds from the whole to the parts (Vinogradov
1980: 94). A formalist-structuralist tinge of Vinogradov’s work is
counterweighted by the principles of continuity, dynamics and
interference of levels of the multidimensional textual whole. Instead
of the linguistic grid, to which the text is subordinated in structuralist
analyses, Vinogradov’s model involves mobile planes of the
synchronic/diachronic, socio-cultural/individual, object (objektnye) /
subject (subjektnye) forms of speech. For Vinogradov, the “alien
speech” is a constructive element of textual architectonics, i.e. its
composition. While highly appraising Bakhtin’s analysis of the “alien
speech” in fiction, Vinogradov criticized his notions of “polyphony”
and “dialogism” as applied to the relations between the author/ the
narrator/ the character (“plurality of equal consciousnesses with their
own worlds” — Bakhtin 1994: 14). On Vinogradov’s opinion, neither
the character nor the narrator is ever equal to the author or able to
enter the full-fledged “dialogue” with the latter: the forms of the “alien
speech” are manifestations of auctorial “masks”, “agents” or “actors”,
which all belong to the author’s consciousness. The discussion on
intersubjectivity vs. intertextuality of the 1960-70s takes up the old
argument between linguists and phenomenologists/ semiologists. On
J. Lyons’ opinion, intertextuality is inevitably to be supplemented by
the extratextual information:

Such writers as Kristeva (1969) and Barthes (1970) have insisted that what is
commonly referred to as intersubjectivity should be more properly described
as intertextuality, in that the shared knowledge that is applied to the inter-
pretation of text is itself the product of other texts /.../. Up to a point this is
true; and especially in so far as literary texts are concerned. But not all of the
intersubjective knowledge that is exploited in the interpretation of texts
derives from what has been previously mentioned [...] (Lyons 1977: 672-673;
Lyons refers to Kristeva’s “Semiotike” and Barthes’ “S/Z”).

For Vinogradov, the narrator is only a metaphor, a manifestation of
the relationship between the auctorial image and the fictional world
(see A. Chudakov’s commentary and excerpts from Vinogradov pub-
lished and unpublished works in: Vinogradov 1980: 302-303, 327).
“...the author’s artistic world is presented not as objectively repro-
duced in the verbal medium (”v slove”), but as peculiarly mirrored in
the plane of narrator’s subjective perception or even transfigured
within a series of strange mirror reflections” (Vinogradov 1980: 42).
Therefore the narrator as well as the character of s&az-forms is a
unique blending of subjectivity and objectivity. Both are only to a
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certain degree differentiated or personified, serving at the same time
as “shadows” or manifestations of the higher-order subjectivity (Vino-
gradov 1980: 328).

The Anglo-American narratological tradition descending from H.
James exploits visual metaphors (focus, reflector) to describe indirect
presentation through the character’s consciousness. Early Anglo-
American approaches are summarized in Norman Friedman’s article
(Friedman 1955). Bakhtin highlighted phenomenological and semio-
logical aspects of the “alien” speech. Vinogradov focused on the
compositional as well as cultural-linguistic value of the different
speech forms. In the early Anglo-American narratological tradition,
the centre of gravity shifts to the accessibility of fictional knowledge.
Thus, on the one side, narratology concentrates on the cognitive and
linguistic aspects of the author/ narrator/ character relationships. On
the other side, a strong realist bias leads to naturalization (anthropo-
morphization) of the narrative instances in accordance to the naive
empathic reading. The narrative text has a double status of a written
text and a fictional world. Thus, literary scholars sometimes make
efforts to reconstruct missing information or to find the source of nar-
rator’s knowledge on commonsense grounds, i.e. to take the author’s
responsibilities and to expand or supplement the text. Visual connota-
tions of narratological metaphors lead to the equating of the “point of
view” or “focus” with physical vision. H. James’ prefaces, for
example his famous description of the “house of fiction”, are rich in
visual semantics and may provoke anthropomorphization of the narra-
tive agents. The description is, of course, a complex metaphor. There
is an apt analysis of it in (Jahn 1996). M. Jahn demonstrates that H.
James’ “window” is above all “the viewer’s “consciousness” and its
construction of reality” (Jahn 1996: 252). He argues that Jamesian
poetics and structuralist narratology are anthitetical as “vision-
centered poetics” and “textocentered” narratology (Jahn 1996: 262).
However, as we have already seen, metaphor as a cognitive model
links the “ocularcentric” and “logocentric” poles of narratology and
erases their antagonism.

Contemporary Foucault-influenced critics, who practice the natu-
ralistic approach to the literary text and ignore the tropological diver-
gence inherent in the literary terms, blame the realist author for the
police control he exercises over the characters by means of “panop-
tical vision”. As Dorrit Cohn justly observes, Foucault’s power
relations exist only between acting subjects or “ontological equals”.
Their application to the narrative instances is unmotivated. Further she
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points out that panoptical vision is a means of external manipulation:
“The guardian /.../ can only perceive his subjects’ manifest behavior,
which he can punish or reward” (Cohn 1995: 9, 13). However, exter-
nal manipulation or physical coercion is for Foucault part of the
broader process of “normalization”: power structures not only control
the body, but are interiorized in the subject’s mind as well. Cohn’s
attempt to refute the notion of auctorial/ narratorial “omniscience” to
show, with the aid of Genette’s theory, that narration is, on the cont-
rary, a process of “restriction” of omniscience, is not fully convincing.
Genette proceeds from the idea of “complete information” (Cohn
1995:12), i.e. diegetic information or the knowledge of the fictional
world as the author’s/ narrator’s property, which is consecutively
restricted through the acts of focalization, i.e. fictional characters’
perception. The scheme indeed resembles the Foucauldian picture of
control, the more so that novelists themselves often playfully under-
score the character’s dependence on the auctorial will. If, however, to
place the text into a broader author’s/ reader’s cognitive perspective,
the fictional world as an effect of “a revelatory vision that provides
imagined beings with an imagined inner life” (Cohn 1995: 13) would
be a means of “appresentation”, participant observation or constitution
of the Other as part of the self, which should lead to the extension of
the cognitive perspective and the growth of knowledge.

To avoid visual and hence anthropomorphic connotations struc-
turalist narratology worked out several formal typologies of narrative
instances. Chatman emphasizes that the narrator is not really con-
templating the scene he is reporting: the narrator is “a reporter, not an
“observer” of the story world in the sense of literally witnessing it”
(Chatman 1990: 142). According to M. Bal, the chief originality of
Genette’s work consists in separating the categories of narrative
instance and point of view (Bal 1991: 75). The separation is already
apparent in H. James’ prefaces and works by German and Russian
theorists. However, the point of view and the narrative instance, being
separated, are also mutually dependent: the “alien word” is “alien”
being contrasted with the other’s speech. It is a phenomenon denoted
as speech interference (Bakhtin), alternation of object (objektnye) and
subject (subjektnye) forms of speech (Vinogradov), intersection of
speaker’s and hearer’s speech spheres or “interlinguistic” bilingualism
(Uspensky). Narration and point of view are inseparable. Genette
brings them apart as two independent categories of mood (distance,
focalization, perspective) and voice (the narrating instance, the narra-
tive level and time of narration).
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In Genette’s description, the whole “package” of narrative infor-
mation is limited or shared through the introduction of narrative
instances according to the narrative levels and narrator’s relationship
to the story. Information is channelled through zero-, internal or exter-
nal focalization (Genette 1980: 189). The linguistic term “mood” is
employed to define a “degree of affirmation” correspondent to each
narrative instance as compared to the indicative mood of the “full”
story. The term denotes an amount of information available to the
narrator or the character through the acts of perception. Genette retains
visual and spatial metaphors, despite his will to stick to a stricter
linguistic terminology, and links focalization to visual perception. The
smaller the distance, the broader the perspective, the more information
available: “as the view | have of a picture depends for precision on the
distance separating me from it, and for breadth on my position with
respect to whatever partial observation is more or less blocking it”
(Genette 1980: 162). Thus, while using the term “focalization” “to
avoid visual connotations”, Genette loosely employs visual and spatial
connotations to explain the term. He also does not make a clear
distinction between the “point of view” (the observer), “field of
vision” (the observed) and “focus”. If internal focalization is equal to
the description of what the character sees (Genette 1980: 192), a diffe-
rence between the internal and external focalization is erased (on these
and other inconsistencies see: Bal 1991: 83-86; Phelan 2001: 54).
Further Genette digresses from his intention to equate focalization
with the observed and defines it either as an act of physical perception
or as emotional attitude. If focalization is restricted to physical per-
ception (first and foremost visual perception, but also auditory, tactile,
etc.) its value is purely thematical. Genette’s ultimate aim is to
separate the “information” from the “interpretation” (Genette 1980:
197). Yet perception is already cognition and thus shaped by obser-
ver’s subjectivity. If focalization embraces cognition (as in Rimmon-
Kenan 1986, who follows in Uspensky’s footsteps), the distinction
between the point of view and focalization is blurred: there is no need
to duplicate the term. What matters is a difference between different
points of view as centers of subjectivity organizing fictional space, not
a difference between the narration and focalization. In that case there
is no non-focalized narrative, i.e. a narrative not tied by the point of
view or alternation of point of view. The alternation is itself the
constitutive basis of the compositional architectonics of the fictional
text, which is not identical to Genette’s hierarchy of narrative levels.
A description of theforms of relationship between the different points
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of view, or otherwise “structures of composition” (Uspensky) or
“narrative patterns”, are more important than the problem of holding
focalization and narration apart. Sometimes the narrator’s point of
view dominates over the “alien speech” embedded into his speech, or,
on the contrary, he lets the alien point of view dominate while using
the other’s word and adopting the role of the reporter or transmitter.
Sometimes the two voices merge, e.g. in the narrated monologue, in
the psycho-narration or when the “omniscient” author/ narrator
performs the editing function (Friedman’s “editorial omniscience”).
Uspensky uses Friedmann’s notion to explain bilingualism in “War
and Peace” as edited or constructed by the author (the bad French
translated into the bad Russian, the auctorial speech translated into the
character’s idiom or vice versa). The first-person narration with
internal focalization (Defoe, Proust, Camus), where the narrator is
supposed to say “not more than any of the characters knows”, involves
a distance (temporal, spatial, psychological, etc.) between the narrator
and the character. The narration vacillates between zero- and internal
focalization: it contains the signs of omniscience and at the same time
includes ellipses and prolipses, i.e. withholding of information un-
motivated from the viewpoint of omniscient narrator. Since Genette
closely scrutinizes Proust’s narration, the latter proves to be an excep-
tion of every rule Genette sets. Therefore new categories (polymo-
dality, pseudodiegesis) are introduced. However, as it seems, the
narrative peculiarities Genette discovers in Proust are rather usual in
fiction, yet the categories of mood and voice are not flexible enough to
describe them. Genette’s system “does not take account of all the
modes of the observer’s presence [...], nor does it explain the
constituting of partial cognitive spaces, characterized by the presence
[...] of two cognitive subjects in communication with each other”
(Greimas, Courtes 1982: 121).

Uspensky’s work is based upon the analogy between the literary
and pictorial forms: the point of view is seen as a mobile centre
shaping the “natural” architectonics of the work of fiction. Uspensky
was probably first to describe the function of the deictic or expressed
centre of subjectivity in fiction (his “Poetics of Composition”, 1970)
before R. Harweg (1975) and F. K. Stanzel (1977), whom M. Fluder-
nik names as A. Banfield’s precursors (cf. Banfield’s “empty centre”).
Uspensky shows how a single word is sufficient to turn the external
point of view into the internal one or vice versa (“heterodiegetic” vs.
“homodiegetic” in Genette’s terminology). According to F. K. Stan-
zel, it is the omniscient narrator, who is provisionally localized or
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“figuralized” in the fictional space. As M. Fludemik argues, it is the
reader who “takes an internal position on events (as if through a
witness)” (Fludemik 1998: 390-391). Uspensky is not quite consistent
in his classification of such centres of subjectivity: he either charac-
terizes them as positions provisionally assumed by the author/ narrator
or calls them “operators” (Uspensky 1970: 115). M. Bal (1991) also
follows in Uspensky’s footsteps, while admitting, that “focalization”
is to be understood in the broad sense as cognitive “orientation”. J.
Fontanille (1989) overtly refers to Uspensky in his work, where the
semiotic theory and narratological developments are combined to
bring the “point of view” back to its cognitive function. He criticizes
Genette’s “focalization” as a pure technical or rhetoric device. Fon-
tanille proceeds from Greimas’ distinction between the cognitive,
pragmatic and thymic agents delegated by the enunciator to control
operations of the enunciatee (the reader, the hearer). The enunciation
is then both a space of realization of the semionarrative or “mise-en-
discourse” structures and an intersubjective space of communication
between the enunciator and the enunciatee (Fontanille 1989: 6). The
observer as the enunciator’s agent is, according to Greimas, a cogni-
tive subject “to exercise the receptive and [...] interpretative doing”
(Greimas& Courtes 1982: 217). Fontanille introduces the notion of the
subjective space of observation, which is'oriented and stratified in
respect to the observer: the observer is thus a pure actant, a “con-
ceptual focus” or a “centre of orientation”, not necessarily cor-
responding to a person (Fontanille 1989: 7). While avoiding anthropo-
morphic connotations, Fontanille retains the cognitive aspect of
vision. He suggests the following semiotic typology of the observers
in visual and verbal arts, where the first term denotes the pure cogni-
tive actant and the second the same actant in the pragmatic dimension,
i.e. an actant responsible for the material realization of the enunciation
or a performer: (1) focalizer/ narrator: a (non-localized and non-
personified) cognitive filter; (2) spectator/ relator: endowed by mini-
mal spatiotemporal localization, a deictic centre or a centre of subjec-
tivity; (3) assistant/ witness (e.g., the ancient chorus): a personified
non-participant; (4) assistant-participant/ witness-participant (e.g., a
detective in crime fiction): the thematized observer; (5) assistant-
protagonist/ witness-protagonist. Thus, semiology takes the visual
metaphor of the observer (or the point of view) at its face value to
employ it as a theoretical model (in M. Black’s terminology) to draw
all possible inferences and to explore parallels between observation
and conceptualization. The same process is going on in cognitive
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linguistics that works with the figure/ ground, scope/ focus and other
spatio-visual modelling notions. R. Langacker outlines a parallelism
between perception and conception and equates the “observer” with a
speaker, “whose “observational” experience resides in apprehending
the meaning of linguistic expression” (Langacker 2000: 204). He
underscores that certain aspects of visual perception constitute con-
ceptual capacity. The minimal meaning-generative unit consists of two
observers or interlocutors, who “accommodate their divergent per-
spectives, and negotiate the adaptation of conventional patterns to the
idiosyncratic complexity of the immediate context* (ibid, 389).

Fontanille’s typology of observers restores connections between
the narration and point of view and separates them along the new
lines: the “observer” is a metaphor for the cognitive function of
narration and thus unifies the mimetic and the diegetic aspects of the
narrative text.

As for Fontanille’s scheme of the cognitive stratification of space,
it is mostly based on spatial criteria. There are a lot of studies based
on other spatial parameters as well: a choice depends on the specific
objects and tasks of a research. In the case of fiction one should take
into consideration semantic stratification of the observational space or
“the clustering of intonation units into larger segments that express
larger coherences of information” (Chafe 1994: 29), i.e. discourse to-
pics and figures. As Chafe argues, fictional representation takes place
in double perspective: it involves a dissociation of the represented or
extroverted consciousness and the representing or introverted con-
sciousness, which deals with representation through the processes of
remembering and imagining of the data present in the extroverted
consciousness. F. Kermode describes the double process of the narra-
tive production as “a dialogue between story and interpretation” (Ker-
mode 1980: 86). Therefore it is reasonable to speak of the double
space of perception/conception and interpretation. The work of inter-
pretation is part of perception: it occurs through perspectivization, i.e.
interaction of cognitive spaces (“frames of reference” in B. Hrus-
hovsky’s terms; see also Nunnig 2001). Contemporary linguists use
the notion of perspective as a synonym for represented consciousness
(Chafe 1994: 268-269; Sanders, Redeker 1996). It would be more
exact to define perspective as a relationship of the embedding con-
sciousness’ (character’s/ narrator’s/ author’s/ reader’s) “surplus” of
vision to the embedded consciousness. The term “perspective”, in
contrast to the Bakhtinian “dialogue”, underscores directionality of
the relationship: the “surplus” of vision is a background, against
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which points of view are determined as articulations of the textual/
extratextual, diegetic/ extradiegetic, fictional inside/ outside spaces.
Perspectivization could mean either a simple juxtaposition of
points of view or their figurative correlation. Directionality and the
interpretative relationship are characteristic of trope or figure (see an
overview in Grishakova 2001). The meaning of trope is open and
context-dependent: “The knowledge, corresponding to the character of
the metaphorical expression, resembles the “direction” contained in
the characters of indexicals like “1”. Both instances of characteristic
information endow their respective types with a power or potential for
further, future interpretation lacked by the characters of expressions
(types) that are context-mdependent”. By that means, J. Stem argues,
metaphors are never linguistic types, “but interpretations (or uses) of
expression tokens in contexts” (Stem 2000: 269, 179). The interpreta-
tive relationship between “figure” and “context” is established through
a “split reference” (R. Jakobson’s term; see Ricoeur 1997: 224): a
figurative expression denotes an object or phenomenon of the fictional
world and at the same time refers to a broader figurative meaning of it.
Ricoeur employs the term “configurational act” to denote the cogni-
tive operation of mental synthesis or “grasping together” {prendre-
ensemble) of the heterogeneous elements (Ricoeur 1990, 1: 66). He
argues that a configurative act carries out mediation between the pre-
textual cognitive schemata and the narrative. We use the term “figure”
(configuration or pattem) to denote the linkage of textual and extratex-
tual elements as a unique and open semantic form. According to
J. Lotman, trope is an equivalence established between a series of
discrete units (signs) and continual semantic fields (images, dreams,
memory, cultural symbols, social behaviour, gestures and actions,
ritual practices, etc.). It is always based on approximation and displa-
cement since discrete and continual languages are mutually intransla-
table (Lotman 1981: 10). Hence the figurative pattem is not a sum of
clearly delimited semantic units, but a vague entity with fuzzy boun-
daries. Meanings of the configured concepts are apprehended against
the background of the vague semantic fields. Another important
characteristic of trope is its experiential or perceptual basis. Any
metaphor, even a dead one, encloses a trace of a perceptual act, which
could be activated through the further figurative interplays to shape
further perceptions: “...the particular content of a metaphor can be
said to constitute an interpretation of reality in terms of mental icons
that literally allows us to see what is being talked about” (Danesi
1995: 266). Thus, metaphor, in its broad sense as figurative speech in
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general, has aroused the interest of many modem philosophers and
scientists starting from Nietzsche thanks to its ability to link the
realms of “pre-cultural” and cultural experience, to introduce primary
perceptions into the sphere of culture. The majority of Lakoff’s
examples (Lakoff&Johnson 1981) are anthropocentric metaphors,
where human primary experiences with physical objects are projected
upon the domain of mental and spiritual processes. G. Lakoff has
shown that spatial and visual metaphors belong to the core of human
experience and are primarily connected with basic orientations in
physical space. In certain periods visual and spatial metaphors are
especially active as filters of cultural perceptions. They fulfil the
modelling function in scientific and artistic discourses and shape a
new cognitive experience of the modernist age.

The field of observation in interart studies. Interart studies mostly
concentrate on the problem of translation of visual languages into the
verbal language and vice versa (ekphrasis, the verbal transposition of
montage, the camera eye, close-up etc.). However, as it is well-known,
“cinematographic” devices such as montage or close-up existed in
literature before the cinema was invented. S. Eisenstein borrowed the
idea of montage from “Madame Bovary”. “Sergei Eisenstein’s essay,
“Dickens, Griffith, and the Film Today”, demonstrates how Griffith
found in Dickens hints for almost every one of his major innovations”
(Bluestone 1971:2). Often it is difficult to distinguish between the
conscious verbal transposition of cinematographic devices and the
visual transposition of literary devices, on the one side, and “the im-
pressions left by thought structures” (Mitry 2000: 17) in both visual
and verbal media, on the other side. In Mitry’s opinion, there exist
mental structures or operations underlying verbal and visual expres-
sion. However, the ways they are translated into the verbal and visual
media are different.

“For in literature we see tracking shots, pans, close-ups, and dis-
solves when we observe quite simply the expressions of these same
forms of thought, the same rhythmic associations and the same
descriptive sequences — except that the means are different, means
which try to give, in a roundabout fashion, what the cinema achieves
directly” (Mitry 2000: 18).

Therefore the discovery of pre-cinematic expression “in the works
of Virgil, Homer, Livy, Racine, Victor Hugo, Byron” etc. is devoid of
interest not only from the film point of view but from the literary point
of view as well: “the basic characteristics of film expression derive
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from the thought processes to which language has accustomed us”
(ibid, 17). The scholar is taking a certain risk while speaking of the
impact of the cinema on literature even during the cinematic era unless
there is a conscious rendering of the visual elements in the verbal
media, for example in works of those writers who were actively in-
volved in cinematography and screen adaptation. However, even in
this case it is sometimes difficult to separate “cine-mimetic” and
literary devices. Acording to A. Appel’s testimony, V. Nabokov’s
“Camera Obscura” was written as a film imitation (Appel 1974: 258).
However, a number of novel’s devices classified by G. Moses (Moses
1995: 74) as cinematic (e.g. “the articulation of settings by means of
camera position”, “eyeline-shots”) are identical to the usual narrative
techniques (description, alteration of point of view, etc.).

The montage principle in literature is the classical locus of the
interart studies (e.g. Timenchik 1989, Ivanov 1988). There is also a
number of less explored or even unnoticed devices of transposition,
such as the reproduction of the filmic mechanism of connotation. A
film pattern may be organized by a recurrent visual or an acoustic
detail whose meaning “extends over the denotative meaning, but
without contradicting or ignoring it” (Metz 1991: 110), for example
the pince-nez of doctor Smirnov who is thrown over the board in
Eisenstein’s “Battleship Potemkin” or murderer’s whistling in Lang’s
“M”. The detail is neither purely conventional nor purely symbolic.
The pince-nez means simultaneously the absence of doctor Smirnov
and the defeat of the ruling class. According to C. Metz, a value of
such detail is increased by the additional meaning it acquires in film,
although what the detail symbolizes is a situation, a part of which it is:
“Thus the partial arbitrariness; thus the absence of total arbitrariness”
(ibid). Such are, for instance, the knife and whistling in Lang’s “M”.
The murderer whistles a melody from “Peer Gynt”. The knife is used
to peel an orange or to open a letter: the audience could only guess
whether the knife has another function as well. The sinister “sardin-
nica” (the sardine-can) in Belyi’s “St.-Petersburg” (see interesting
remarks upon the linkage between the explosion, eating and sneezing
topics in: Tsivian 1991: 217-218), light refractions in Olesha (Mic-
halski 2000: 224-225), the yellow post in Nabokov’s “Despair”,
whistling and the poster in “Laughter in the Dark” (“Camera
Obscura”) are other examples of the index details.

However, even in the case of intermedial transposition there occurs
a re-creation and a new formulation of a visual message by literary
means, i.e. its translation into literary poetics. Thus, cinematic
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“Aesthetik des Fiebers” recognized by the Russian Symbolists as their
own literary technique (Tsivian 1991: 127-128) could be traced in

Gogol’s and Dostoevsky’s work irrespectively of any cinematic

experience. Likewise, “the Anglo-Saxon novel with its achronological

constructions and variations in time and space”, indebted, in Mitry’s
opinion, to Griffith (Mitry 2000: 98), has had such precursors as

Sterne and Romantic writers. There is a permanent dialogue and ex-
change between visual and verbal practices. Cinematographic

“Aesthetik des Fiebers” accepted by the Symbolists as a reflection of
an idea of illusory and distorted material existence has been re-valued

by younger modernist writers as a fantastic aspect of empirical reality,

expression of its mobility and elusiveness. Technical limitations of the

early cinema (trembling, flashing, twinkling) were endowed with

aesthetic meanings (Tsivian 1991: 126). In the cinema of the 1910s,

unclear focus was exploited as a sign of either a sad emotion or vision

of a drunk or a short-sighted person who had lost his glasses. Nabokov

makes aesthetic experience available for his trite protagonist (“King,

Queen, Knave”): thanks to the loss of glasses Franz finds himself in

the fantastic colorful world of blurred contours, which is for him a
source of uncertainty and anxiety. New spectacles bring back a feeling

of comfort and peace. There is a similar episode in A. Remizov’s
autobiographical cycle “Through the Cut Eyes” written in the 1930—
40s: the short-sighted boy quits the fantastic sound- and colorful world

and finds himself in the dull, mathematical reality of well-defined,

colorless objects after the doctor prescribes him glasses (Remizov

2000: 61-63). In the whole these developments may be seen as

reverberations of the reversed romantic topic of “magic glasses”.

It is clear from the aforementioned examples that modernist visua-
lity is not so much a revolution but rather a re-grouping of different
cultural elements and their relations, actualization of elements already
present in culture. According to Hugo Minsterberg, cinema is an
objectification of processes of our consciousness (attention, memory
function, anticipation, imagination) (Minsterberg 1970 (1916): 24).
Therefore, as it seems, it would be more productive, instead of com-
paring literature and the cinema in terms of the privileged meta-
language (either literary or cinematographic), to focus on the cognitive
functions of both media. Movement and frame are, according to many
theorists, two main cinematic invariables. They correspond to the
narrative, i.e. a chain of events, and frame (see Ronen 1986) in the
work of fiction. In what follows we shall try to define the variable
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function of the observer in relation to these two invariables in
modernist film and fiction.

The mirror double: identity vs. difference. The screen world of the
cinema is perceived as “another” reality, the world of doubles. Three-
dimensionality of the film space is deceitful. “Nevertheless, we are
never deceived; we are fully conscious of the depth and yet we do not
take it for real depth”; “we have reality with all its true dimensions;
and yet it keeps the fleeting, passing surface suggestion without true
depth and fullness, as different from a mere picture as from a mere
stage performance” (Minsterberg 1970 (1916): 23). The same conflict
of perception is typical of mirror images, which are actually seen at
the plate surface but perceived as being at a distance behind the glass.
“In fact, the mirror image is the antithesis of reality, because it too
seems to occur within a world “on the other side”. And it seems this
way because it does not reflect reality but a “duplicate” of reality”
(Mitry 2000: 79). On the one hand, the illusory spatial depth of the
cinema is analogous to the illusory depth of consciousness in the
modernist literature. On the other hand, the literary romantic theme of
the double who is both the “I” and the “Other” is optically renewed in
the early cinema, e.g. in Melies’ trick films with doubles. However,
elaboration of the “double” and “another reality” topic in both the
cinema and the fantastic-realist and science fiction of the 1920-30s is
built not upon the mystical connotations as in Romanticism but rather
upon the properties of space and the dialectics of incomplete identity
and self-identification with the mirror image. The protagonist wit-
nesses the double, whose story unfolds in the “parallel” space. Thus,
in Bulgakov’s “Diavoliada”, space with its multiple identical and
communicating cells, duplicating surfaces, mirrors, elevators, which,
like magic boxes, are capable miraculously change their content, is a
double-generating medium. However, identity of the doubles is
incomplete, reverse or false: Korotkov-Kolobkov (referring to “Ko-
robkov”, i.e. to match-boxes), Kalsoner the bearded vs. Kalsoner the
shaved. Likewise, Nabokov’s mirror texts (“The Eye”, “Despair”) are
built upon partial or false identity of the doubles. An encounter with a
cinematographic unrecognizable double is leitmotival in Nabokov’s
prose. Ganin can hardly recognize his “sold” shadow on the screen
(“Mary”). Magda is unable to make out whether it is her or her
mother’s image while looking at her caricature filmic performance
(“Camera Obcura”). The child on the screen turns away from his
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father: the real child is already dead by the time and the film is shown
to compensate for his absence (“Bend Sinister”).

Movement: the natural vs. the artificial, animate vs. inanimate. E.
Panofsky and other art theorists believe that pleasure of motion lies at
the core of cine-psychology. S. Kracauer argues that cinematic move-
ment is a powerful physiological stimulator for the spectator (Kra-
cauer 1974: 217). The protagonist of Nabokov’s “Laughter in the
Dark” (“Kamera obskura”) dreams of bringing a well-known painting
to life on the screen. French theorist Elie Faure voiced a similar view
on the cinema as animated painting (lampolsky 1993: 62-63).
Portraits and statues coming to life as well as moving automatons,
somnambulists and the dead are thematizations of cinema as “moving
pictures” and also optical actualizations of certain romantic and neo-
romantic literary cliches. The FEKS studio experimentation with
automatic movement is well known. One of the fathers of cinema
Georges Melies was a professional conjuror and a creator of auto-
matons. In France, Leger and Murphy set animate as well as inanimate
objects to clockwork motion in their “Ballet mecanique” (1924). Such
films as “Golem”, “Homunculus”, “The Cabinet of Dr. Caligari” or
such works of fiction as “Carpenters”, “Shields (and Candles)”, “The
Fifth Wanderer” by Kaverin or “King, Queen, Knave” by Nabokov
render an ability of artificial objects to function as the animated ones
or vice versa and involve analysis of the automatic motion.

Photogenics: statics vs. dynamics. The problem of movement is
closely connected with photogenics. There was an obsessive idea of
the static photogenic beauty in the early cinema. Greta Garbo’s face
became an object of worship. In the 1920s, a new understanding of
“photogenics” was introduced into cinematic discussions by articles of
Louis Delluc and Jean Epstein. Delluc argues that the aim of art is
taking life “by surprise”, a “theft”, a snapshot, not a description of a
model, a pose, i.e. petrified life of a wax figure. Not a “beauty” is
interesting, but expression and individuality (Kino 1988: 80-88). The
protagonist of Henry James’ short story “The Real Thing” is faced
with similar problems. An irreproachably elegant and distinguished
woman, a “real thing” with “positive stamp”, suggests her sitting for
his story-books illustrations and sketches to earn money. But the artist
feels she would better suit for advertising purposes of “a waistcoat-
maker, a hotel-keeper or a soap-vendor” (James 1976: 111). She has
often been photographed because of her capacity to be always the
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same, which is exactly the reason of her uselessness for sketches: she
“was capable of remaining for an hour almost as motionless as if she
were before a photographer’s lens. /.../1began to find her too insur-
montably stiff; do what | would with it my drawing looked like a
photograph or a copy of a photograph” (James 1976: 119-120). By
comparison with photographic fixation of the unchanging “essences”,
it is a unique and elusive movement that matters in art. Likewise, art is
always a sleight-of-hand, a metamorphosis, an artistic “theft” for
Nabokov. Any attempt to fix life results in a dead body (“Kamera
obskura”, “Despair”, “Lolita”, etc.). The elusive or metamorphosed
object and the alternating point of view are the basic mechanisms of
self-reflection in modernist art.

Poetics of the contrast: “saturation” of the frame. A number of
critics develops the idea of the “primitive Manicheanism” (Mitry) and
the mythological character of the early cinema. The contrast of black
and white is thematized in the genres of melodrama and thriller as the
conflict of good and evil. Blossom of aesthetics of mystery was sti-
mulated by the colour range of early cinema. In “The Defense” by
Nabokov, these contrasts form a dense network of meanings which
controls interpretive strategies: black and white (chess, cinema), good
and evil (freemasonry, detective and mystery fiction). The early
cinema was called “the battle of black and white” (Abel Gance’s
article “Le temps de I’image est venu!” translated in: Kino 1988: 65).
Jacques-Bemard Brunius founded the League of black-and-white in
Paris in 1927 to defend the black-and-white cinema (Kino 1988: 290).

Defamiliarization: the close-up as internal movement or defor-
mation. The structural parallel to the close-up is “defamiliarization”,
or a description of unusual perception of ordinary objects and pheno-
mena as new and strange. Tolstoy’s or Montesquieu’s “estranged”
descriptions of stage performance as seen by children or foreigners are
examples of such perceptual shift: the naive spectator pays attention to
minor and second-order details irrelevant for theatrical poetics. How-
ever, in the Formalist theory, “the device of making strange” signifies
also a new constructive principle which stimulates a new mode of
perception: either a new visual technique or a new trope, new type of
composition, new generic principle in literature, e.g. the Stemian
novel as defamiliarization and “baring of the device” in relation to the
traditional novel (Hansen-Ldve 2000: 245-250). The cinematic device
of close-up evokes both an illusion of observer’s movement and an
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effect of alienation. For the unprepared or conservative spectator of
early cinema, the close-up was a monstrous distortion, which turned
human figures into the aliens (see Tsivian 1991: 161-163). The
French theorists of the “new sensitivity” paid special attention to the
magnification of a detail as a means to intensify its expression and to
emphasize its significance (Kino 1988: 204). It is interesting that in
the early cinema the close-up was often motivated by the optical mag-
nification, as in G. A. Smith’s films: “In At Last, That Awful Tooth, he
justifies the close-up of a decayed tooth by first showing the patient
scrutinizing his tooth through a magnifying glass. This technique was
to be copied in many other films, such as Grandma s Reading-Glass,
What We See through a Telescope, etc.” (Mitry 2000: 92). Owing to
strong visual component in the early 20th century culture, the visual
shift may serve as a metaphor for certain literary techniques. A “stran-
ge” or “shifted” detail plays the role of the “dominant” which trans-
figures the whole combination or the whole field of perception
(Gestalt).
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K cemnoTnke Habnogartens

Mpo6bnema Habnogatens ¥ TOYKM 3pPEHWS paccMaTpuBaeTcs B LUMPOKON
CEMMONOTNYECKON U KOTHUTUBHON nepcnekTuee. CTPyKTypanucTckaa Happa-
ToNOrMa MnbiTanacb MNOCTPOUTL (HOPManbHO-TMHIBUCTUYECKYO Kraccudurka-
LMIO TOYEK 3peHMs M TakuM o6pas3om un3bexaTb aHTPOMNOMOP(HO-BM3yasib-
HbIX KOHHOTaLMWiA, NPUCYTCTBYOLWMNX B HAPPATONOrMYECKUX TEPMUHAX, KOTO-
pble N0 CBOEMY MPOUCXOXAEHWUIO ABNAITCA MeTadopamu. [pyras BO3MOX-
HOCTb — WCMOJIb30BaHWe TEPMUHOB-MeTaop Kak TEOPeTUYHECKUX MOLEeNeN, ¢
N3BneYeHNEM BCEX BO3MOXHbIX 3BPUCTUYECKMUX nocneacTBuii. C ToUkM 3pe-
HUS HabnlogaTens, npouecc TeKCTOMOPOXAEHUS MNPOUCXOAUT B [ABOWHOM
M3MepeHUn nepuenuun/ KOHUEpUUM W WHTepnpeTaumm. Ha 3TOW KOrHu-
TUBHOW OCHOBE BO3MOXHbI 60/1ee LUMPOKUE U MPOAYKTUBHbIE MHTepMenanb-
Hble CPaBHEHMS.

Vaatleja semiootikast

Vaatleja ja vaatepunkti probleemi vaadeldakse laias semioloogilises ja
kognitiivses perspektiivis. Strukturalistlik narratoloogia puddis luua
formaal-lingvistilist vaatepunktide klassifikatsiooni, valtimaks visuaal-
antropomorfseid konnotatsioone, mis kaasnevad narratoloogiliste termi-
nitega, mis oma paritolult on metafoorid. Teine v6imalus on termin-meta-
fooride kui teoreetiliste mudelite kasutamine, koos kdigi vbimalike heu-
ristiliste tagajargedega. Vaatleja vaatepunktist toimub tekstiloomeprotsess
kahes m6dtmes — pertseptsioon/kontseptsioon ja interpretatsioon. Sellel
kognitiivsel alusel on vdimalikud laiemad ja produktiivsemad inter-
mediaalsed vordlused.
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Abstract. The article examines the first phase of the universalistic interpreta-
tions in Juri Lotman’s semiotics, which is characterized by holism and maxi-
malism derived from the Saussurean cultural concept. There is an analysis of
Juri Lotman’s 1967 lecture, previously unpublished, where universal status is
accorded to text functions (including magic functions). Such an approach is a
substantial revision of the Saussurean understandings of the relationship
between language and speech. This interpretation of magic is compared with
the examination of the same concept in Juri Lotman’s 1981 article “Contract
and self-sacrifice as archetypical cultural models”, which substantially contra-
dicts the concept developed in his 1967 lecture. Both these magic models pro-
duce a number of objections, and apparently seem to bear the deforming
traces of their respective universalistic theoretical schema.

The aim of the present article is to provide an assessment of the first
phase of Juri Lotman’s universalistic endeavors using the example of
the interpretation of magic. This task is particularly interesting for
three reasons. Firstly, Juri Lotman has two conceptual schemas for
magic, one of which was completed in 1967 (referred to as Mg 1), and
the other (Mg 2) was published fourteen years later (Lotman 1993
[1981]), and the interpretation of magic in Mg 2 is notably different to
Mg 1 Secondly, Mg 1 is one of the first attempts in the universalistic
interpretation of culture in Juri Lotman’s semiotics, and, thirdly, Mg 1
has never been published.

Mg 1 is actually a fragment of notes taken during the series of
lectures held at the University of Tartu. | came across the notes in
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1968.1 The general title of the lectures was “The semiotics of the
individual and society” (Lotman 1967c). In my opinion, these notes
are an interesting source and description of the early notions of Juri
Lotman on the universals of culture in general. The notes indicate that
there were four lectures, and they were held in the 1967 autumn
semester. A text critical comparison permits the claim that the second
and probably also the missing third lecture reproduce fragments of an
article, which was published just before December 1967 (Lotman
1967a: 34—38). This same topic — now in written version in the “Lec-
tures” was also used by Juri Lotman in writing his article “The
problem of signs and the sign system, and the typology of Russian
culture, 11th—9th centuries” (Lotman 1970a). (The latter is dedicated
to the study of the projective semiotic relationship between language
and culture.) Mg 1, which can be found in the fourth and last lecture
held on December 22, 1967, has rather a loose association with the
first part of the lecture series (except for the first lecture). In Lecture
IV, Lotman is feeling his way regarding the possibilities of creating a
universal typology of texts and text functions. One of the “building
blocks” for this typology is indeed magic. (An excerpt of Lecture IV
is included as an Appendix to the present article.)

We need to begin with the central concept: universal and universality.
According to the task set in this article, | shall attempt to shed light
upon this concept in the way it was expressed in the semiotics of Juri
Lotman, just prior to the creation of the Tartu-Moscow school. A
detailed theoretical analysis of Lotman’s universalism presumes
systematic study of all the relevant writings by the scholar and his co-
authors.

The ideas and conceptual principles of Juri Lotman’s semiotics are
dynamic, hard to grasp and to define. Regarding our present topic, we
can see that although the universalism theme is present in some form
or another throughout Lotman’s semiotic heritage — either as an
important motive, background or facet — no monographs with infor-
mation on the development of this topic have been published by him.

1 The lecture notes were taken and given to me to read by Marju Lauristin. |
rewrote them, without changing the punctuation or other characteristics of the
language of the notes. According to Marju Lauristin, the original of the lecture
notes no longer exists. Unfortunately it has not been possible (after initial
enquiries) to find any notes from the third lecture, which Marju Lauristin did not
attend.
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There are also no other authors who have written a monographic
critique of Lotman’s universalism. These other authors of course in-
clude Lotman’s co-authors, primarily Boris Uspenski, Vyacheslav
Ivanov and Alexandr Pyatigorski, together with whom, or having
being directly inspired by whom, the Tartu professor has written
cultural semiotic works, where the universalistic treatment dominated
or was substantially represented.2

At the 2nd summer school of semioticians in August 1966 at
Ké&é&riku, Juri Lotman formulated for the first time the need for a
description of the universals of culture and the compilation of an
applicable “cultural grammar” (Lotman 1966: 83). In the introduction
to the compendium of the summer school’s presentations, the organi-
zers indicated the need to differentiate with particular attention “those
most general elements whose universality may assist in the common
description of the various systems to be modeled” (Zamechaniya
1966: 4-5). The need for such a task was argued by Juri Lotman in his
1967 article “On the Problem of Cultural Typology”. The article was
published in volume 3 of Sign Systems Studies (Lotman 1967a). In the
editors’ foreword to the collection, Juri Lotman wrote of a methodo-
logical foundation for a cultural grammar (Lotman 1967b). In this
introduction he sets out his understanding of cultural universals in
radical opposition to Hegel’s philosophy of history. As Hegel be-
lieved, the concept of world is realized at each stage of its develop-
ment in only one national culture, which at that moment, from the
standpoint of the world’s historical process, is unique. But a unique
phenomenon, argues Juri Lotman, can have no special feature — this
requires that there be at least two systems for comparison. This is why
the Hegelian concept of history not only emphasizes but even makes
the differences between the epochs absolute. Everything that is not a
difference in the comparison of epochs is left unmarked, because it is

2 One of Juri Lotman’s co-authors, Boris Uspenski, in his thorough theoretical
work on the problem of universals, has remained within the limits of linguistics
(Uspenski 1963; 1965; 1970). In implementing universalistic analysis in cultural
semiotics, the joint work of Juri Lotman with Boris Uspenski which began in the
1970s is particularly noteworthy (Lotman, Uspenski 1971; 1973; 1975; 1982;
1994). With Alexander Pyatigorski he published in this context an important ana-
lysis of the semiotic relationship between text and function (Lotman, Pyatigorski
1968). The work by Vyacheslav lvanov regarding the reflection of the psycho-
physiological functions of the left and right brain hemispheres in the basic codes
of culture (lvanov 1978) was extensively developed by Juri Lotman in his later
articles (Lotman 1983; 1984; 1990) and elsewhere.
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not noteworthy. Lotman postulates that this is why it is important in
principle to not deny the existence of other, possible non-human
civilizations. Only the imagined viewpoint of an external culture en-
ables the development of a typology for human culture as a whole.
“That which is common to all epochs and civilizations — such a
neutral element, not containing information, changes the specifics of
human culture to a source of information” (Lotman 1967b: 6). In the
course of such study, it is unavoidably apparent that some of the
typological characteristics of culture are characteristic for whatever
human culture, but some do not suit the common typology. These
“most general characteristics”, which unify cultures and are charac-
teristic for human culture as a whole, are described by Lotman, in his
methodological introduction, as cultural universals (Lotman 1967b:
6).

In the already mentioned second publication of the same collec-
tion, Juri Lotman states directly that the task of cultural typology is

[1] the description of such basic types of cultural codes, which form the basis
for the languages of the various cultures and their comparative characteristics;
[2] the determination of the universals of various human cultures, and as a
result [3] the creation of a unified system of the typological features of the
basic codes of cultures and a general structure of the universal features of
human culture. (Lotman 1967a: 31; my emphasis and numbering, P. L.)

The described logic of research, in the opinion of Juri Lotman, would
enable the creation of a “cultural grammar”, and this would “hopefully
lay the foundation for moving on to the construction of a structured
history for culture” (Lotman 1967a: 34).

The object and the subject of this program, from the standpoint of
the history of the Tartu-Moscow semiotic school, has quite a unique
place.

Regarding the object of the research, the program can be described
as a call to turn away from genre, compositional or other semiotic
problems, specific to literature, folklore (myth) or religion, to the stu-
dy of the major and general issues of culture — to cultural semiotics.
(Nevertheless, the “special attention” of the second summer school
was concentrated on texts, and limited to the examination of single
problems; see Zamechaniya 1966: 4). At first glance it seems that
cultural semiotic (text = culture) subject matter is primarily (?) the
personal field of interest for Juri Lotman and Boris Uspenski. Cultural
semiotics became the common basic problem for the Kéaariku group in
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1970, when the work of the fourth summer school was concentrated
on studying the “unity of culture” — cultural semiotics par excellence
(Predlozheniya 1970: 3; cf. Chernov 1988: 13). And three years later,
in 1973, the “Theses” was published, which was considered the policy
document for the school (lvanov et al. 1998),3 and where cultural
semiotics, which studies a certain unity of a person’s informational
activity, is termed “the study of the functional correlation of different
sign systems” (lvanov et al. 1998: 33). (It should be added that the
introductory paragraph 1.0.0. of “Theses”, which is quoted here, is to
a great extent in accordance with both the content and wording of the
aims of the Fourth summer school, which were probably prepared as
an introduction to the summer school compendium by its editor Juri
Lotman. This wording hints at the attempt to interpret cultural
semiotics in a universalistic key.)

In the 1966/1967 policy positions, Lotman accentuates universa-
lism with untypical maximalism and with laconic conviction.4 The
field and methods of his research into universalism changed repeated-
ly over the years, “grammatical” rigidity was replaced by a more fle-
xible and dynamic approach, but the discovery of the “mechanisms”
of culture, whereby human cultures are similar, remained a common
subject in Juri Lotman’s scientific works to the end of his life.

The starting point for universalistic research is for him clearly
associated with Ferdinand de Saussure’s holistic language concept (for
more detail see Mihhail Lotman’s article in this volume). This ex-
pressed the hope of also discovering in other modeling systems a
stable identity for grammatical categories which is characteristic of
natural language: “A system, which is not organized in this way, is not
a language, this means that it cannot be used for the preservation and
transmittal of information”. Such a feature of secondary modeled
systems, in Juri Lotman’s opinion, makes it possible to speak of the

3“Theses” — and this was not coincidental — was not published in the Soviet
Union (not even in Tartu), but in the space of one year in Poland, the Hague, and
Paris. The Brezhnev reaction had accelerated.

4To date, Lotman had examined / was examining two universalistic problems:
the aesthetics of sameness and difference in an artistic text (Lotman 1994: 222-
232), and the structural role of beginning and end in cultural texts (in culture)
(Lotman 1966: 69-74). Boris Uspenski, and Alexander Pyatigorski, who joined
him in 1967, moved in the direction of cultural typological “invariant schemas”
(Zzamechaniya 1966: 4) with their personological analyses (Uspenski 1966;
Pyatigorski, Uspenski 1967).
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existence of the “universal constants” of language (code), which
guarantee its identity (Lotman 1967b: 6).

These methodological points of departure lead Lotman (together
with some colleagues) to treat object-language and meta-language as
phenomena of one and the same level, or (as characterized, after the
fact — and as self-criticism — by Alexander Pyatigorski) “to the
naturalization of culture, to treating culture as ‘Nature’” (Pyatigorski
1994: 326). In Juri Lotman’s eyes, this rebuke became rather a chal-
lenge, but the description of its later fate cannot unfortunately be
included in this article.

The most extensive “naturalized” analysis of the universal
constants characteristic of culture during the period under observation
is presented in the article “The problem of signs and sign systems, and
the typology of Russian culture, 11th—19th centuries” (Lotman 1970a)
and “The semiotics of the individual and society” in Lecture 1V (incl.
Mg 1) (Lotman 1967c). In the former, the various types of Russian
culture are examined as the historically changing realization of various
cultural codes. The codes combine, form hierarchies and “infiltrate
more and more the deep legitimizations of the structure of sign
systems”. In every culture, some (few) of the codes always become
dominant. The dominance phenomenon is explained by Lotman,
saying that “the communicative systems are also modeling systems
and a culture, in constructing a model of the world, also creates a
model of itself’ (Lotman 1970a: 12-13).

In the second universalistic analysis, which is Lecture 1V, Juri
Lotman proceeds from the understanding that text and the immanent
rules (code) that determine its structure are not sufficient to decipher
the text, or are even useless. He introduces the phenomenon of
function, which can change the meaning of the text completely. In Mg
1 he interprets culture as a collection of social functions. This however
means leaving the immanent structure of the text. Lotman provides
certain functions a universal status. According to him, function,

— is a permanent abstract construct which survives the texts (as is language in
relation to speech)

— is autonomous regarding text

— is realized in texts as a relationship between speaker and listener. This is
interpreted via expressive and illocutive terms, which permits the treatment of
the speaker-listener relationship as a position of mutuality.

— is consequently typologically describable. However, space and time features
are considered by Lotman as those “most general of elements, whose
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universality may simplify the common description of various modeling
systems” (Zamechaniya 1966: 4-5).

— in science and in practice (here as non-signed), it becomes apparent from the
texts of the speaker, through the texts of the listener, the function becomes
apparent in the form of religious or magical relations. (See excerpt of the IV
lecture in the appendix of the present article; Lotman 1967c.)

Juri Lotman, in his lecture IV, has thus interpreted magic, religion,
science and (separately) art as social functions, which are realized
topologically and communicatively. The noted functions as abstract
constructs are of a universal nature, which generate cultures, and span
the historic and geographical boundaries of cultures. Functions live
longer than texts, and may in principle adapt to any text whatsoever. |
consider this schema by Juri Lotman as a theoretical idea with great
potential (despite the fact that in my opinion the religion and magic
concepts in Lecture IV have been imprecisely treated).

The uniqueness of the 1966/1967 program is also apparent in
another fact, which appears for the first time soon after Mg 1 was
completed. On closer inspection, it can be seen that neither in the
Third Summer School compendium (Letnyaya shkola 1968) nor in the
Fourth Summer School compendium, which concentrated on cultural
semiotics (not in the introduction (see Predlozheniya 1970: 3-5) nor in
the compendium articles, including Juri Lotman’s), are the terms
universalism, cultural universal, human culture or the basic code(s) of
human culture used any more.5In the 1973 “Theses” these terms are
also missing; in the place of human culture there is consistent
emphasis on the heritage of Slavic culture. The word universal
appears in “Theses” only once — in the description of the recon-
struction of Slavic texts there is an off-hand comment that the highest
purely semantic level being reconstructed “in the final analysis we
transfer to the language of certain universal notions” (lvanov et al.
1998: 47). In Mg 2, there is a comparison of the Russian and the
western European legal systems (the latter being based on the Roman
tradition), and there is also no rising to the level of “humanity”.

5 The adjective universal does however appear once in one of Juri Lotman’s
notes on the correlation between number and the types of culture, from which he
says one can conclude that the paradigmatic structure of culture “encourages the
transformation of number into a universal symbol of culture” (Lotman 1968: 107).

By the way, in the Summer School Il compendium there is no Foreword. Such an
introduction (usually worded by Juri Lotman) usually emphasized the general
goals and unifying concepts.
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In this development logic, which may initially seem paradoxical,
there are a number of converging facts. At first glance they seem to
indicate that Juri Lotman was distancing himself from the study of
universalism. But it is more likely that this was a quite sudden change
to a more moderate position, but after a certain delay subsequent to the
completion of Mg 1.6 Lotman did not want to follow in the footsteps
of those scholars who use “impressionism” on a higher level of re-
search as a replacement for the precise study of text on an elementary
level (Lotman 1969b: 480). He distances himself clearly from static
models which had acquired a bad reputation in structuralism, and
emphasizes that the internal and contextual (incl. energetic and dia-
logical) correlations of cultural texts demand a very thorough multi-
level analysis of both the static and dynamic structures. The
interpretation of the dynamics of the text results in conflict with the
principle of “grammatical unity”, which results in Lotman starting to
search for more abstract universalistic features for texts (culture)
(Lotman 1969b: 478-180).

In his article “On the metalanguage of a typological description of
culture”, Lotman undertakes an analysis which is in accordance with
such criteria. He describes the typological features of the universal
space models of culture (Lotman 1969a).

In the analysis of Mg 2, magic is already treated in the form of
such a typological model, where the magical function is a higher-level
text in relation to text(s) — in a way, a metatext (Lotman 1993). In the
case of Mg 1, as | have already indicated, text and function were ob-
served as phenomena on the one and same level: culture in such a case
was transformed into a collection of functions, and the text(s) were
derived from this (those) function(s) as elements of the same level (cf.
Lotman, Pyatigorski 1968: 75).

If Mg 1 and Mg 2 are compared, not according to the method of
study of culture, but according to the subject for the study of which
the method is being implemented, then one is surprised by the fact that
Mg 1and Mg 2 contradict each other to a great degree. But it is not

To some extent we need to take into account that the planning and
writing of two monographs on artistic texts (Lotman 1970b; 1972) in 1969-1971
apparently did not permit him to dedicate himself to the systematic study of the
more general problems of culture.

Of course one needs to take into account, in the following comparison,
the problems associated with a text critical assessment of the lecture notes in
manuscript form.
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possible to accept, without limited or greater reservations, the content
of either interpretation of magic.

Mg 2 is characterized by four features. These are: (1) “bilate-
ralism”, i.e., both the parties in the magic act are in the roles of both
subject (“speaker”) and object (“listener”). (2) The parties enter into a
“contract” relationship, which is characterized by (3) “compulsori-
ness” — both parties use power regarding the other, and (4) the “equi-
valence” (equilibrium) of conventional, signed relationships (Lotman
1993: 345).

In both Mg 1 and in Mg 2 there are the basic attributes of magic:
the subject and object of the magic act, communication between them,
its signedness (decipherability), the act and a certain power, the might
which ensures the magic of the act.

As opposed to the “bilateralism”, and the equilibrium of the “equi-
valent” exchange in Mg 2, the “magical situation” in Mg 1 is unila-
teral. One of the parties “thinks” that he is not able to “influence in a
practical way” the other: he expects “an unexplained gift”. He does
create a “correlation” between himself and the “inexplicable power”
“with some Kkind of act” in order to “deserve” it, but his hope is
backed by an “opinion” that the intangible power cannot be in-
fluenced. This is reminiscent of Ludwig Wittgenstein, who in criti-
cizing James Frazer’s understanding of magic remarked that “the ex-
pression of a wish in magic is eo ipso the expression of its fulfill-
ment”. An opinion may be “flawed” (therefore also deserving of
suspicion). But a “religious symbol”, as is claimed by Wittgenstein (I
would add here the magic index as well), “is not based on opinion”
(Tambiah 1999: 58-59).8 It seems that placing a magic act in a
rational context is not justified.9

The power controlling a magic situation, making something hap-
pen — the agens — is Mg |’s speaker, the “unknown power”, in
Lotman’s terminology. The subject of the magic (the individual) is the
listener. Lotman believes that a magic situation occurs only if the

8 The manuscript by Ludwig Wittgenstein about James Frazer’s concept of
magic was published by Stanley Tambiah for the first time in his monograph, to
which I have already referred (see Tambiah 1999: 54-64).

In the opinion of Edmund Leach, the magic act is an index used by the
magician as a signal where the effect can be interpreted as a Pavlovian dog reflex
(Leach, 1991: 30). Essentially, the same claim has been made by Boris Uspenski
(in a conversation with this author in Tallinn, 10.09.2002), where he compared the
magical effect with the reflex action occurring after the knee has been tapped with
a hammer.
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listener is not in control of the legitimacy, which is the basis for the
speaker to “give” something that is “unexplainable”. With his schema,
Lotman deviates from the established traditions of the interpretation of
magic (not to mention — although this in the future! — from his own
Mg 210) (Frazer 2001: 35-52; Jakobson 1968: 355; Noth 1986: 391,
392; Noth 1990: 147, 148). Juri Lotman’s claim in Mg 1 that to be a
listener is not “a remnant from the past” is indeed applicable to
religion but not to magic. Magic is the performative act of a subject
(Tambiah 1999: 58, 60), where the content is always the object being
influenced indirectly (communication) and/or instrumentally, and
which is “manipulation” with certain “supernatural” phenomena
(Clark 1997: 282-283, 214-215).

In seeing the listener in the subject, Lotman is partially right. As I
have attempted to justify elsewhere (Lepik 2001: 208-211), the sub-
ject has both a listening-function as well as a speaking-function; the
listening-function is associated with the mythological structure of the
magic agens, but the performative speaking-function with the agens's
magic act itself. And the listening connects the agens with “histo-
ry” — with the patrum more ritualized norms which the subject of the
magic act must command.

This is the reason why, in analyzing magic, confusion can easily
occur in defining the concept of the magician. One must also take into
account that the concept of magician is on the one hand associated
with something from the beyond, non-human (this is in accordance
with Lotman’s “unknown power”), but on the other hand, psycho-
logists, culturologists and semioticians have indicated something that
can be summarized by Tambiah’s conclusion on Wittgenstein’s ana-
lysis of Frazer: “Wittgenstein is claiming that ‘civilized” man has
within him the same symbolizing and ritualizing tendencies as the
‘primitive’. This is synchronic and not an evolutionary posture (Tam-
biah 1999: 60).11 Moreover, Jean Piaget indicates that long before a
child in his second year learns to substitute an unseen object, or a non-

10 In one even later work, Juri Lotman associates the historic origins of speech
with magic, thereby extending the performative speaker-role to the maximum
(Lotman 1992: 20).

1 However, J. Lotman, at the time and also later, did not confront the problem
of the "beginning" of culture intentionally, although in his later works he provo-
catively claims that any *thinking" semiotic structure, in order to be launched,
must definitely receive an impulse from another thinking structure: **Conscious-
ness must be preceded by consciousness” (see Lotman 1990:399-400; Lotman
2000: 152).
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sensory event, with icons and symbols, the child relates to the outside
world with the help of indexes, including signals, which create condi-
tioning conditioning (Piaget 1970: 717). Piaget has elsewhere com-
pared certain characteristic forms of the manifestations of a child’s
thinking with magic acts, and treated these as a natural step of a
child’s “pre-logic thought” (see N6th 1990: 159).

Who is it then that can in a magical situation fulfill the role of an
agensl Can it only be a power, which is from the beyond or “signed”
in the beyond, or can it be any actant who steps into such a role? In
my opinion, one can find an answer to this question in Boris Us-
penski’s detailed study which is dedicated to the history of the
formation of the structure and functions of Russian expressive phra-
seology (the Russian mat12). The cultural function of magic as agens
became more profane and “democratic”, analogously to the way in
which the fertilization of the Earth-Mother by the Heavenly-Father
(Lightning God), ended up as a ritual with magic functions associated
with the antagonist of God — the dog. Subsequently, the ritual was
degraded even further — into obscenity. Functionally, all actants on a
microcosmic level have a magic role (Uspenski 1994: 99-104).13 On
the level of behavior, the magic features of the Russian mat are easily
apparent, particularly to the “stranger”. And the person turning on the
television ends up immediately, as a victim of advertising, in the
manipulating field of “magicians” (cf. N6th 1990: 151-152).

Juri Lotman also contrasts magic and science as listener and
speaker texts, emphasizing the procedural features of the speaker text.
The procedural feature, however, is a determining characteristic of
both structures, as has been consistently claimed in culturology, since
the time of Tylor and Frazer (Frazer 2001: 54-55; Malinowski 1998:
76, 85, 86; Hoebel 1966: 470). The argument has only been about the
magical procedures’ causality-non-causality, genuineness-falseness,
naturalness-supernaturalness, rationality-esotericity  (Levy-Bruhl
1925: 42; Frazer 2001: 887-888; Malinowski 1998: 70-71; etc.).

The path-model, on which Juri Lotman bases his analysis of
science, is analogous with magical proceduralism. For example, the

2 It should be added as explanation that the lexemes mat’ = mother and mat
must be kept separate. The latter signs in Russian a certain paradigm of expressive
obscene expressions which have received their name from expressions where the
object is mother.

1B Boris Uspenski refers directly to magic relations on one level (Uspenski
1994: 103).
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individual progress of a Sufi for unification with God is indeed termed
the path (ar. tariga). This word also signs the concepts of method and
procedure.l4 The path is a step-by-step series of increasingly esoteric
procedures (instructions) directed towards oneself, where each step is
associated with carrying out ritualized acts (procedures) intended to
achieve a certain goal. The relationship between the act and its goal
does not formally differ at all from the structure of any other magic
actl (Arasteh 1970). Oswald Spengler does not err when he considers
Islam to be a thoroughly magical culture!16

It is also questionable to differentiate between magic and religion
according to the formulae “it is being done to me” — *“I am being
given the truth”. Giving the truth may simultaneously be being done to
me. And being done to me could also mean giving the truth. The
observed confusion or inconsistency of Juri Lotman (and many other
authors) in the identification of the (verbal) activity of magic (the
subject) is associated with the fact that the structure of the agens is
being looked at as being one-sided. It is usually not thought, as I al-
ready had reason to indicate previously, that a magician (subject =
speaker) in command of the agens is simultaneously engaged in two
dialogues (for more detail, see Lepik 2001: 206-211). As the actant of
the mythological structure of the agens, he is definitely associated
with getting. Bronislaw Malinowski already indicated that the magi-
cian appeals to “ancestors and the heroes of culture from whom the
magic has been gotten” (Malinowski 1998: 74; my emphasis, P. L.).
But this is only one side of the magic procedure. The denominator of
the other side could be considered to be I am doing and here the agens
is manifested as an effective power. Such a purposeful performative
activity has been described on the linguistic level by John Austin
(1962). Following his lead, this was brought into the description of

14 Franz Rosenthal, referring to al-Ghazali, writes “The views of various kinds
of Islamic religious thinkers do not essentially differ amongst themselves
regarding that which relates to practical methods and procedures (tariq al-‘amal)”
(Rozenthal 1978: 177).

15 Haljand Udam indicates that “in the Semitic tradition, which also includes
Islam, the word of God {logos) is grammatically in the imperative form and not a
neutral noun” (Udam 1992: 125). According to Roman Jakobson’s semiotic
magic-schema, conatives are the elements that create the linguistic structure of
magic (Jakobson 1968: 355; see also Lepik 2001: 211-212). By the way: the Sufis
have understandably never described their views as “magic”.

16 It should however be noted that Oswald Spengler made his conclusions on
the basis of other characteristics.
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magic by Roman Jakobson (1968: 355) and Edmund Leach (1991);
see also Peet Lepik (2001: 211).

The dominate structural element of Mg 2 is considered by Lotman
to be contracturality (Lotman 1993: 345). One must firstly note that
contracturality, bilateralism and equivalency, as features charac-
terizing magic are partially overlapping mutual concepts. It seems that
the characterization of magic using particularly these features has
tended to be influenced by the attempt to construct, for the comparison
of Mg 2 and religious “self-sacrifice” a symmetric (4-4) and antithetic
model (bilateralism (in magic) contra unilateralism (in a religious
relationship); equivalency — its lack; being mandatory — its lack;
contract — unconditional (self)sacrifice) (Lotman 1993: 345-346).
But it is more important that contracturality does not unfortunately
seem to be a mandatory feature of a magic act. Even using an intuitive
assessment, one may be certain that the majority of magic texts are not
contracts (with the devil). The opposite is also not confirmed by the
tradition of magic study. In his article, Lotman does not argue the
justification of this feature in the formal structure of magic as a
universal relationship. He even avoids such a postulation of the ques-
tion, and takes the analysis of magic into a much narrower framework
contrasting the high value of contracturalism in Roman law with the
low value of contracts in a Russian culture based on the spirit of
Orthodoxy. The interpretation of contracts in the Russian cultural
space could be considered most successful, original and interesting.
The whole concept of the article seems indeed to be constructed on
this analysis. The treatment of the Roman emperor cult as a magic-
“contractural” system does however create serious objections.

As a point of departure, it must be stated that in the name of, on
account of and because of religion, contracts have always been made
in every culture. Certain social issues, such as the propagation, pro-
pagating, assessing etc of various confessions must be differentiated
from the formal structure of religious communication. If a contract
(say with the devil) can be considered an immanent structural feature
for certain types of magical acts, then someone’s contract with Roman
authorities regarding the recognition of the emperor cult can only be
considered a political instrument for the propagation of the emperor
cult or a political agreement.

If the basis for the assessment of the emperor cult is taken from the
court recordings of the Christian martyrs’ cases, and the bureaucratic
formalism of the emperor cult, which the Christians have always used
for the promotion of the virtues of Christianity, then one could truly
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be left with an impression of the contracturality of Roman emperor
worship. The court recordings of the martyrs’ cases are often compiled
with an emphasis on the opportunity to be set free. The pattern is as
follows: All you need to do is to “sign”/ “bring a sacrifice to the sacri-
ficial altar” / “swear in the name of the god-like spirit of the empe-
ror”/ “sacrifice before the portrait of the emperor”, by which you
recognize the superiority of emperor worship (to Christianity), and
you will save yourself and walk free! (Stauffer 1966: 205-207). “Thus
the emperor worship was essentially not so much a matter of faith, as
a matter of public order and discipline, a civil obligation for civilians
and a service obligation for soldiers,” is also Ethelbert Stauffer’s sum-
marization in the spirit of “contracturality”, but as a convinced apolo-
gist for Christianity! (Stauffer 1966: 203).

The above conclusion must not lead us astray! Those people who
had contact with the Stalinist cult remember all too well that in
addition to the “service obligation” to worship Stalin, there was also a
religious relationship which was strange and powerful, and which was
responsible for the formation of the entire culture. This was clearly the
case in Rome, if one reads carefully, for example, Ethelbert Stauffer’s
study, and takes into account Juri Lotman’s words regarding the
universality of the religious function. This is why it is not possible to
agree with Lotman’s 1981 conclusion that Roman emperor worship
was not a religious but a magic system.

It is known from history that at least Caligula, Nero, Domitianus
and Commodus actually considered themselves to be gods. Caesar’s
successor Octavianus received the additional name of Divi Filius (son
of god). Henceforth the Roman emperor is called “Lord, our God”,
and he is considered, as is documented by Stauffer, the “bringer of
grace”, “godly Savior”. Miracles are associated with the emperor,
including the emperor “going to heaven” (Stauffer 1966: 201-202). In
the throne room, “the gathering greets the ‘countenance of the most
holy emperor’ as if it were a revelation from another world. When he
opens his mouth, all listen as if to a voice from the heavens. This is
how the senate procedures become procedures for the worship of a
god. There is a kind of parliamentary liturgy.” Announcements of
imperial orders in the provinces were preceded by formulations such
as “the godly decision by our godly lord commands” or “the heavenly
regulations of the godly command thus order” or “the godly mercy of
the all-holy emperor does will”. In all the major towns of the country
imperial temples were erected with statues and altars in front of them,
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where sacrifices and incense were brought to the portrait of the
emperor (Stauffer 1966: 202-203).

These features permit a description of the Roman emperor worship
as also (or primarily?) a religious system which, according to all its
characteristics, suits the “self-sacrificing” religious model constructed
by Juri Lotman.

In conclusion, it could be said that the universalistic schema used
in Juri Lotman’s treatment of magic provide many promising analysis
opportunities. But their specific implementation in the context of Mg
1land Mg 2 bears some traces of deformation in the research process.
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06 yHMBepcasiM3Me B CBA3M C MHTepnpeTayueid marnm
B ceMnoTuKe KOpua JloTmaHa

B cTaTbe gaéTcA oueHKa NepBOi hase YHUBEPCANMCTCKUX WTYAUA B ceMuo-
Tuke HOpusa JloTmMaHa, XapakKTepu3yemoii XO0/lU3MOM, MPUCYLLUM COCCH-
pUaHCKOlM KOHLUEenuuun A3blka, U MakcumanusMom. MpoBoanTCA aHanms NoHbI-
He Heonmy6/MKOBaHHON nekuun 1967 roga, B KOTOPOA (DyHKLMAM TekcTa (B
TOM 4uc/le Marnyeckoi) NPUNUCLIBAETCA YHUBepPCanbHbIA cTaTyc. Takoii
yros 3peHus CyLLecTBEHHO MepeocMbIC/IMBAET COCCIOPMAHCKOe MOHMMaHue
B3aVMOOTHOLLUEHU/ MeXJAy $A3bIKOM U pedyblo. ITa MHTepnpetayus Marum
CpaBHMBAETCA C TO/IKOBaHMEM TOr0 >Xe MOHATUA B CcTaTbe " Jorosop™ w
"'BpyyeHue ceb" Kak apxeTunumyeckme Mofenu KynbTypbl™ oT 1981 roga,
KOTOpOe CyL,eCTBEHHO MPOTMBOPEYUT KOHLEMUUU, BbipaboTaHHOW B neKuuu
1967 roga. Ob6e KOHLeNUWW BbI3bIBAKOT PAf BO3PAXEHWUN U, KaXeTcs, SABHO
HOCAT fAedOopMMpylOLLMe MPU3HAKU COOTBETCTBYHOLWMX YHUBEPCANUCTCKUX
TEOPeTUYECKUX CXEM.

Universalismist Ghenduses maagia kasitusega
Juri Lotmani semiootikas

Artiklis antakse hinnang Juri Lotmani semiootika universalistlike kasitluste
esimesele faasile, mida iseloomustab saussure’likust keelekontseptsioonist
parit holism ja maksimalism. AnalGusitakse Juri Lotmani seni avaldamata
loengut 1967. aastast, milles teksti funktsioonidele (sh. maagilisele) omista-
takse universaalne staatus. Niisugune ldhenemisnurk revideerib oluliselt saus-
sure’likke arusaamu keele ja kdne vahekorrast. Seda maagia interpretatsiooni
vorreldakse sama madiste kasitusega Juri Lotmani artiklis “‘Leping’ ja ‘enese-
loovutus’ kui arhettipsed kultuurimudelid” 1981. aastast, mis 1967. a loen-
gus valjatootatud kontseptsioonile oluliselt vastu raagib. Mdélemad maagia-
mudelid tekitavad rea vastuvditeid ja naivad ilmselt kandvat neile vastavate
universalistlike teoreetiliste skeemide deformeerivaid jélgi.
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APPENDIX

Semiotics of the individual and society.
Juri Lotman

Lecture 1V, December 22, 1967 (excerpt)/

If we wish to use texts to study society or people, we must first clarify the
nature of signs and the rules for their use (these depend on the culture
types).

We are accustomed to easily being able to separate, for example,
scientific texts from religious texts, etc. We act as if we know how to
decipher them in different ways.

We study each of these different texts in different ways. We say that
there are various types of signs:

1) natural language signs — we define [these]BB with the aid of grammar
and dictionaries, or we compile these [i.e. a grammar, a dictionary]

2) myth — we assume that it is possible for us to create some kind of
rules in order to clarify [= to interpret] the signs and grammar of
mythological texts

3) scientific text — but here we do not implement the ways of studying
myth.

This seems to be quite obvious. But it is not really the case. We could, for
example, take a scientific text and show that in certain situations it could
function as a religious text.

Even an everyday phenomenon can acquire the features of myth, or
other uncharacteristic features. (Penicillin may function not only as a
medicine but also as a mythological unit — as the Redeemer.)

If we make some kind of scientific discovery and start to treat it as the
savior in all situations, [then the result is] religion.

It does not suffice to know the text. One must know its function in
society. Different texts may fulfill the one function. (A religious function
could be fulfilled by sport, war, science, medicines, etc.) There is a
certain interdependence between text and function, but this is not a linear
one.

See footnote 1. Translated by Tiia Raudma.
X  The square brackets contain words added by me (P. L.), which were not
present in Marju Lauristin’s notes. Italics denote Russian-language words or
sentence parts in the text.
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Social function must be differentiated from social texts! If we say that
science has replaced religion, this generally means the replacement of
texts, because the function of religion has been preserved in society. (An
article by a French doctor on the crisis in medicine: the relationship of the
patient with the doctor must be religious. A critical relationship hinders
the medical effect. It is difficult to be one’s own doctor, teacher, adult.
Here the relationship of trust [is valid], and this is not based on know-
ledge.)

[There are] a number of relationships of which some [are such where
the individual is in a mutual relationship in the role of] a speaker, and
others [where the individual is] in the role of a listener.

NON-SIGNS19 SIGNS

| PRACTICE Il MAGIC

I am doing something Something is being done to me "™
11l SCIENCE IV RELIGION, BELIEF

I am obtaining the truth (procedure) I am being given the truth

Therefore, we have four functions:
I [Practice]. My activity takes place in the sphere of practical activity,
not of signs.

Il [Magic], A situation where [you] yourself are in principle not able to
affect anything in practice, you only receive. If you do not feel that the
basis on which you are being given something is legitimate (for example,
[the unexplained appearance of a] taxi), a magical situation is created.

A person creates a connection between himself and this situation, and
with the activity, in order to be deserving of the arrival of the inexplicable
gift. A person does much, which cannot be explained on a conscious
level, and [which is] practically useless regarding having an effect on
things which cannot be influenced. (When the taxi is late, we try “to
speed it along” [by pressing our feet against the wall of the car]; [ pushing

It is probable that the classification takes into account that the
practitioner (1) always has a relationship with non-signed reality, while the
scientist (Il) — of course, if he is a natural scientist — has this relationship most
of the time. In magical and religious relationships, the individual always deals
with signified structures. (Note by P. Lepik.)

2 If something is being done to me, which | could just as well do myself,
then this relationship is invalid. (Note by the author of the lecture.)
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up against the person in front of us in] the ticket queue before a
performance.) Magical function: | hope that something beneficial for me
will happen, which [is] inexplicable to me and is something | cannot in-
fluence. The activity has a signifying nature, so that [? = and] it
demonstrates its trust regarding this unknown power.

111 Science. It is assumed that as a result of some procedures, | am able
to obtain the truth. Science begins where there is procedure. It is the start
of formalism. If the procedure [is] incorrect, the result is not considered to
be the truth. In science, it is not the truth that is that important, it is the
way to the truth. The giver [is] unnecessary. Regarding giving, a critical
attitude [is dominant], [a scientific relationship is characterized by] a non-
trusting relationship.

IV Belief. Religion. [This is] also truth, but it is assumed that this [is]
held by someone who has to actually give it. The subject is not capable of
getting it himself. Truth here is an act of dedication. Activity here has
another meaning than it does in science. The giver comes to the fore, the
one who is indispensable, and with whom a special relationship of trust is
created. [The situation presumes the question:] What should I do in order
that I will be given something?

Why is that people [generally] are unable to believe — as in God.
There are various reasons. In the case of God, [there is] unlimited trust,
which in principle cannot be controlled. (In the case of science, since [the
scientist is] himself active, esotericism is inconceivable.) Regarding reli-
gion, [it is a case of] a giving situation, [whereas] the question is imme-
diately raised: who are the ones to receive, and who do not. [There is] a
need for a particular signed action, in order to be worthy.

I (Practice) and Il (Science) [are] speaker [texts]; Il (Magic) and IV
(Belief) [are] listener [texts].

We can observe how, for example, a scientific text becomes a religious
one, or even magical one, how it changes from a speaker text to a listener
text.

We can therefore say that on the one hand there is a certain historic
typology in action, where [in a certain era] certain types of texts domi-
nate, for example [in history] there are mythological periods, religious
periods, scientific periods. [On the other hand, the functions under
observation could be a combination:] prayer [can fulfill both]
relig[ious] + [= as well as] mag[ical functions]; religious texts [have]
certain scientific functions, etc.
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To be a listener is not to be a remnant from the past. Science cannot
fulfill all social functions. There are undoubtedly a number of texts,
where a scientific approach can prove to be damaging. The reverse is also
true: unlimited faith in some scientific concept gives it a religious
function.

Previously [we observed instances, where] the text, in a certain
function, always [has] the one meaning. The function of the text may
change but it has only one function at a time.

There is a function which is different from the four [previous]
functions, which [also] has its own texts.

A text which [is simultaneously] in two languages [has] two simultaneous
functions:
1) [in] a play situation two behaviors (= text meanings) [are initiated]
simultaneously. The game can be ruined in two ways:
a) the children tend to see the chair covered in tiger stripe fabric as a
genuine tiger — no play is initiated
b) the adults are unable to imagine that the chair is a tiger — no play
is initiated
2) in art. [Art] also unites at least two [behaviors simultaneously]

If art is interpreted as having a single meaning [we] are unable to
comprehend it. We are then unable, based on this, to properly interpret,
for example, society.

Why [does] mankind need such a multiplicity of meaning? (Not to be
confused with allegorical multiple meanings. For the reader, this means
[only] one!) But in the theatre, each [element has] at least two simulta-
neous meanings. If we believed that there was real life on the stage, the
enjoyment of art would disappear completely, [the performance] would
become the same as peering through the keyhole. In watching a movie, 1)
we become involved just as if the events were real life, but 2) we do not
interfere. If we perceive the same text as being religious, we would have
switched to one [and only] behavioral system. When Lope de Vega lost
consciousness when listening to a mass and imagining the sufferings of
Christ, music was for him not art, but religion. Religious attitudes [are]
disastrous both in art and in science.
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Abstract. The article treats the concept of proper name in Juri Lotman’s
semiotics, taking into account also studies in the same field by other authors
of the Tartu-Moscow school (V. lvanov, B. Ogibenin, V. Toporov, B. Uspens-
ki). Focus is laid at three sub-topics: name and myth, name and text, name and
artistic creation. One of the sources of treating proper name for both the
program article by J. Lotman and B. Uspenski (“Myth — Name — Culture”),
and works by several other semioticians of the Tartu-Moscow school is confi-
dence in the connection between proper name and mythical (a-semiotic)
thought: semiosis equals here with nomination. Proper name plurality, diffe-
rent re-namings affirm the continuing importance of mythical thinking in later
culture. Proper names (such as personal names, place names) belong, in
addition to natural language, also into a certain individual system, forming
thus an interlinguistic layer located on the boundary of language. J. Lotman
stresses that art has a specific power of uniting general and proper name
(proper name characterized here by individuality, explosiveness). An artistic
work is even doubly of proper name character: both the act of creation and its
reception are by nature individual and unrepeated. In the opinion of the
authors the treatment of proper name by the Tartu-Moscow school contains
fruitful and promising standpoints for the analysis of contemporary culture
that, however, have been applied unjustifiably little.

Lotman has turned to the topic of proper name in his works written at
different times. Just as it is characteristic of Lotman’s research
method, proper name as a research object obtains a new meaning
according to the context it is being inspected in and how it relates to
the whole set of problems that is important for Lotman at a current
moment. In Lotman’s works the approach to the topic of proper names
always remains particular and it is difficult to set it in the context of
traditional logico-semantic studies. Though at the same time, and in
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spite of being expressed in another conceptual system and from a
specific viewpoint, Lotman’s statements have touchpoints with, e. g.,
German logico-semantic scientific tradition (Frege, Wittgenstein,
Cassirer’s myth treatment). However, this theme definitely deserves
special treatment that extends the frames of the current presentation.
In this paper the concept of the name in Lotman’s semiotics will be
analysed in the context of other authors of the Tartu-Moscow school
(V. Ivanov, B. Uspenski, V. Toporov, B. Ogibenin).

J. Lotman’s conception of the proper name so as he has put it down
with Uspenski in the article dating back to 1973 and entitled as “Myth —
name — culture” is primarily connected with a certain kind of
thinking, i.e. with mythical thinking and consciousness that must by
its characterisation also provide with a better opportunity to under-
stand peculiarities of poetic language. This is actually natural, since
during exactly these years — in the beginning of the 70s — Lotman
had elaborated a systematic treatment out of the semiotics of literary
text.

The main standpoints of the mentioned article in a way conclude
results of research on relations between the proper name, nomination,
word and object that were carried out already during the 1960s by
authors of the Tartu-Moscow school. This concerns especially exami-
nation of proper name in connection with myth and proper names as a
specific differently organised system inside the language system.

1. Proper name and myth

In the mentioned work by J. Lotman and B. Uspenski, “Myth —
name— culture” (Lotman, Uspenski 1992: 58-75), proper name is
viewed as a bearer of mythological consciousness, and mythological
object description, in its turn, is thereby given to the metalinguistic
description via opposing. Thus proper name is understood through the
traditional opposition logos/mythos, and equalised (with certain reser-
vations) with one of these alternatives.

Myth and name are mutually conditioned: myth is personal (nomi-
nated), whereas name is mythological. Semiosis is here equalised with
nomination. Thus:
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Mythological; description ofan Non-mythological;

object by proper name logical

metatextual metalinguistic

monolinguistic polylinguistic

understanding, recognition description and interpretation
mythological untranslatable thinking  translation

semiosis = nomination semiosis

mythical thinking operates with the logical thinking operates with
hierarchy of objects themselves words

nonconventionality of proper names
a-semioticalness
equalisation of word and denotation

Mythical name opposes also the metaphor: according to the authors
the latter is, strictly speaking, impossible in mythical text, just as
synonymy as such is impossible in mythological equalisation. Refer-
ring to M. Altman’s treatment of connections between myth and
homonym it is stressed that while poetry is connected with synonymy,
mythology realises itself through the contradictory linguistic pheno-
menon — the homonym. From this arises a conclusion about the
contradiction of poetry and myth, and about poetry’s impossibility on
the mythological level (which of course does not exclude a mythical
element in poetry). “Poetry and myth are as if antipodes, neither is
possible without the other” (Lotman, Uspenski 1992: 72-73). Disso-
lution of mythical consciousness stands indeed in resemantisation of
mythological texts as metaphoric in the developmental course of
synonymy. Separation of a word from a thing is a precondition for the
emergence of poetry. Free word opposes proper name as a bound
word. Poetic thinking thus covers the intermediate zone in-between
the mythological and the logico-scientific.
As a conclusion, the authors formulate that:

From the semiotic aspect the durability of mythological texts can be explained
so that, having been given birth by a specific nominative semiosis — when
signs are not assigned, but recognised and nomination act itself equalises with
the act of cognition — during later historical development myth became to be
understood as an alternative to thinking in signs. (Lotman, Uspenski 1992: 69)

Thus proper name connects with a certain — mythological — con-
sciousness, way of thinking (this conception is very close to J. Mele-
tinski’s description of mythological consciousness (Meletinski 1995)),
that in turn allows Lotman to apply the feature of “proper nameness”
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as a parameter in cultural typology (cultures oriented to mythical
thinking — cultures oriented to non-mythological thinking).

Such a view on proper name, nomination is traditional for studies
of the Tartu-Moscow school. The most direct treatment is given to the
theme of name in Indo-European comparative studies, attempts to
reconstruct the primary myth and working out a relevant methodo-
logy. The origin of name and establishment of name were questions
the answers to which were searched for in the archaic texts of the
Tartu-Moscow school (cf., e.g., lvanov 1964; Ogibenin 1966; Ivanov,
Toporov 1974).

In treatments of connections between myth and name an important
predecessor was thereby O. Freidenberg (just as well as representa-
tives of the school of historical poetics, A. Vesselovski and A. Po-
tebnja). So has O. Freidenberg described exactly invocation, naming,
calling by name, incantation as the most archaic ritual. “Their foun-
dation is the effect of name: in archaic marriage and funeral customs
we find a honoured god — calling the protagonist out by name, i.e. the
act of re-creation of the inner nature that exists in his name” (Frei-
denberg 1997: 96). Similarity as a main category of the archaic
consciousness is revealed by speech act repeating behavioural act,
name is similar to the inner nature, calling by name reanimates the
inner nature of the primordial man (Freidenberg 1997: 97).

In V. Ivanov’s opinion, in the myth there are expressed ancient,
presemiotic imaginations about the relationships between the name
and the object. So, for example, when comparing RigvedcCs hymns,
the author finds that while different objects were named here by men
as the first of the wise who were under the protection of god, the
Master of speech, then gods were named by the Master of speech
himself. Ivanov also points out that in Plato’s dialogues Kratylus and
Charmides in which the topic of name is overwhelming, an alike
mythological figure bearing the onomatic/onomatological function
appears. Ivanov suggests that the topic of sameness of a name and its
giver that is reflected in mythopoetic texts precedes semiotic discus-
sions on the signifier and the signified of the linguistic sign of later
centuries (see Ivanov 1998: 609). On the basis of Rigveda, B. Ogibe-
nin assures in a study dedicted to Veda’s onomastics, equalisation of
the nature of a name and name giver, a certain correspondence
between the structure of names of Veda’s gods and the structure of
god (denotation) as an element of Veda’s pantheon that is charac-
teristic of later brahmanistic texts. The author also indicates an ety-
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mological kinship of word stems bearing such meanings as to “set”, to
“give name”, to “name”, to “create” (Ogibenin 1966: 218).

In connection with differentiating between Rigveda’s proper names
another important methodological problem arises: how to distinguish
between proper names in archaic texts, how to tell proper names from
general names in Veda texts, when god’s name equalises with his
functions. Boundaries between them are vague and the usual differen-
tiation criteria valid in language are here probably insufficient. This,
in turn, affirms statements on mythical thinking as based on proper
names outlined in Lotman’s and Uspenski’s article. “Studies in Slavic
antiquities” by V. Ivanov and V. Toporov (1974) also demonstrates
this archaic syncretistic connection between general name and proper
name.

An output of a certain tendency of mythologisation that always
goes on in culture are, for example, re-naming, belief in that together
with a new name new fate is obtained; the switch of general names to
the sphere of proper names that can be approached as expansion of
mythological consciousness (that can be compared with Frege’s
description of the emergence of such pseudo proper names as “public
will™).

Proper names as inherently non-signs should thus compose a
certain non-semiotic zone in culture. As put by Lotman and Uspenski:

In certain linguistic situations the behaviour of proper names is so different
from the behaviour of words belonging to other linguistic categories that it
inevitably leads to a thought that we are dealing with a certain other language
ordered in another way, having however been incorporated into natural
language. (Lotman, Uspenski 1992: 62)

What composes the proper name continuum of language and what is
its position in text, in culture understood as text? Answers to these
questions can be searched for at best from V. Toporov’s works. His
studies dedicated to toponomastics provide perhaps, so as based on the
general views of the Tartu-Moscow school, the best comprehension of
the treatment of proper name as a certain class of linguistic elements.

2. Proper name and text

First, what have been viewed as proper names, just as well as like in
Lotman’s works, are proper names functioning as such in ordinary
language (e.g., personal names, place names). Toporov admits thereby
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that for formal logic the extension of proper name is purposeful,
switching into them also names possessing a relevant structure of
signifying an object. Here the author refers to R. Carnap’s and G.
Frege’s works as fruitful approaches to proper name in semantic-
logical analysis. At this point it can be indicated that for example for
G. Frege proper name is any name (a word, sign, complex sign) signi-
fying a certain object, not a notion or relationship (Frege 1999: 27).

Asserting that proper names are characteristic solely of human
socium, that in language they form the part necessarily participating in
the formalised language of logic, and that the proper name variety
testifies the level of differentiation and compositional structures of a
human community itself (Toporov 1962: 3), the author at the same
time pays attention to a certain feature of the proper name being a
boundary phenomenon in relation to any system of natural language.
In Toporov’s opinion in cases proper names appearing in texts we are
dealing with the so-to-speak intermediary elements so as compared
with the system of ordinary language and the so-called “hieroglyphic”
elements among which there belong e.g. certain symbols, abbre-
viations and foreign words that function in the frame of a given text as
particular idioms. On the one side proper name is characterised by
certain grammatical parameters of natural language (in extreme cases
proper name may completely switch into the system of a given
language), and on the other — they are connected with the “hiero-
glyphic” elements by the fact that for proper name a concrete given
text is not, as a rule, primary (for topographic names such an “own”
text can be e.g. a map). Thus, as a rule, proper name belongs into its
own system and grammatical, even lexical description can not be the
only ones for it.

Proper names thus form a particular interlinguistic layer in
language; Toporov compares this to music or fine arts. Therefore they
are very important also as an intercultural communication channel
both in time and space (Toporov 1962: 5).

J. Lotman, in turn, has assigned the role of such a communication
channel to the symbol. The proximity of the symbol in thus function
to the proper name stands already in the fact that in culture they form
a specific archaic layer that, so as compared with ordinary language, is
difficult to describe as a system. In the case of proper name Toporov
has stressed its syntactic independence:

[...] the independence of proper name from textual elements [is revealed]
already by that proper names use only a limited part of linguistic grammatical
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possibilities (or at least not all the possibilities), thereby this part does not
completely coalesce with what is grammatically allowed for other elements of
a text in the language of a given period. Besides that it is noteworthy that in
texts claimed primary for proper names, syntax is built quite differently from
an ordinary text. This peculiarity is best illustrated by the syntax of
toponymies in a geographic map or a sketch in which it is ‘multidimensional’
(at least by no means linear). It must be taken into account that the syntactic
sphere of proper name is usually very limited, but this in turn makes the
toponymic — and more generally the toponomastic — space discrete.
(Toporov 1962: 5)

Alike features are outlined by Lotman at the description of the posi-
tion of symbol in culture. A symbol may not switch into a syntactic
chain, and even if it does switch, it thereby preserves semantic and
structural independence.

It is simple to withdraw it from a semiotic context, and it switches into
another textual environment just as simply. An important feature of it is
connected with that: a symbol does not belong into a certain crosscut of
culture, but it cuts vertically through that crosscut, coming from the past and
heading towards the future. The memory of a symbol is always older than the
memory of the non-symbolic context surrounding it. (Lotman 1992: 192)

Lotman stresses that, condensing different principles of signification,
a symbol simultaneously leads outside the sphere of signs. It mediates
between different spheres of semiosis, just as well as between the
semiotic and non-semiotic spheres, between the textual synchrony and
cultural memory. Symbol, not being homogeneous with the textual
space surrounding it, is as if a deputy of other cultural epochs, a remi-
niscent of the ancient (= “eternal”) foundations of culture (Lotman
1992: 198).

The above mentioned alike features do not exclude the essential
difference, maybe even contradiction, between proper name and
symbol. Symbol is the richer the more it “remembers”, or in other
words the more a symbol remembers, the more symbol it is. At the
same time proper name is the more a proper name the less it “re-
members”, or the more it is simply a “denominator’Vname giver.
Toporov has stated that the less a proper name is motivated, etymolo-
gised, the less it carries additional information, the stronger is its “na-
ming” function, “the more strongly proper name’s feature of ‘being a
proper name’ is revealed” (Toporov 1962: 8). Minimal motivation
appears when a speaker is unaware of the actual denotation or when a
known denotation bears possibly incomprehensible name unmotivated
by internal form or analogous formations. Thus the contradiction
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between proper name and symbol is appended by their function of
taking mutually over each other’s functions. Proper name then acts as
a symbol and an unrecognised symbol as a proper name.

In social circulation the “naming” function of proper name wea-
kens due to that the name obtains certain evaluative features, contains
information about name bearer’s social status, etc. B. Uspenski calls
these processes “spontaneous semiotic differentiation of name”
(Uspenski 1994: 152). In works by V. Toporov, J. Lotman, B. Us-
penski, and other semioticians of the Tartu-Moscow school one can
find numerous examples on how proper names that are called into
being only to name, not to mean, in culture turn into meaningful.

Thus it can not be maintained that “proper name language” lies
outside semiosis. While by Lotman proper name language that bears
mythical consciousness belongs to the sphere of the “other” or the
“alien” semiotics, it still participates in semiotic processes, because it
is exactly the border of the semiosphere as a semiotically active area
that the processes of “metaphoric translation” are going on. A com-
parative standpoint can be found in Frege’s work who characterises
proper name by its reference to a specific object. Frege, however,
stresses the one-sided light of the proper name, the oscillation of its
meaning at the same reference that together with subjective imagi-
nation makes proper name semiotically productive (Frege 1999: 24).
(Similar standpoints can be found also in Barthes’ treatment of deno-
tation and connotation.)

3. Proper name and poetry/creation

Among lines about myth Lotman has stressed that its reading from the
standpoint of later semiotic consciousness results in metaphoric
constructions. Here we find also a statement according to which,

In a number of cases mythological text, having been translated into the
categories of non-mythological consciousness, is perceived as symbolic. A
symbol of this type can be interpreted as reading a myth from the standpoint
of later semiotic consciousness, i.e. reinterpreted as an iconic or quasi-iconic
sign. (Lotman, Uspenski 1992: 67-68)

We can see that the symbolic meaning of a text understood this way is
close to the metaphorical. The area in which the above mentioned
notions — proper name, symbol, metaphor — approach each other, is
indeed artistic creation.
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For Lotman the topic of proper name remains bound with the need
to understand the nature of aesthetic sign and artistic language. In an
explosive model of culture (Culture and Explosion) proper name has
clearly been dealt against the background of general name. Here
proper name signifies the individual, personal, unpredictable. Lotman
compares the world of proper names in its intimacy to the idea of the
cosmic motherly womb. Proper name and general name are as if two
registries that are united in their conflict. “The real speech flows freely
from one sphere to the other, but the spheres do not melt into each
other. On the contrary, by this their contrast is brought forward all the
more” (Lotman 2000a: 104). Lotman writes: “Neither the world of
proper names nor the one of general names can, if taken separately,
include the world. We perceive reality through the dialogue of the two
and this is one aspect making art inescapable” (Lotman 2000a: 119).

It is exactly individuality, choice that presumes the existence of
space filled with proper names. The individual ad hoc created
inherently metaphoric word, so as opposed to the general word,
generates new meaning (thus proper name and metaphor do not
oppose each other any more).

As known, the article “Myth — name — culture” was introduced
by the statements “the world is substance” and “the world is a horse”
whereby the first is an example of metalinguistic description and the
latter illustrated such a definition of the object which is characteristic
of mythological thinking that processes through an original object
located on a hierarchically higher level. If we tried to bring an
example of a later position, it probably would be enough to re-locate
the second statement into the context of a poem where it would turn
into an individual image in which the stated equality is not absolute
any more. Poetic context excludes absolute tautology.

In connection with the above said, the notion of isomorphism
obtains a new meaning. Earlier we talked about such isomorphism that
is characteristic of mythical thinking and that exists between described
world and descriptive language (between object and word). Let us
remind that one of the most important feature of mythical conscious-
ness and the proper name bearing it is isomorphy of the name and the
object that thus should characterize the relevant asemiotic area.
Lotman brings isomorphism forth also in the semiosphere, but this is
the so-called vertical isomorphism that rules between structures
located on different hierarchical levels. So the emergence of new texts
presupposes surpassing this isomorphism: the most simple condition
for semiosis is that the substructures participating in it do not have to
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be isomorphic with each other, but that each must be isomorphic with
a third element that is located on a higher level representing the
system they belong to.

For example in the article “Culture as a subject and an object for
itself’ Lotman speaks about structural isomorphism between parts and
the whole of semiosphere and between semiotic monads and semio-
sphere (Lotman 2000b: 639-647). Can we see here certain significa-
tion of the mythological element in the very conception of the author
himself? Can we see here myth and art coming closer that amongst
others is expressed also in the understanding of proper name?
Compare, for example, the following statements:

[...] ‘the proper name language’ and the mythological thinking connected
with it impelled the power to apply similarities, analogies and equivalencies.
[This advanced the idea of isomorphism that is] one of the leading con-
ceptions both in contemporary mathematics and science in general. (“Myth —
name — culture”, Lotman, Uspenski 1992: 74-75).

The influence of art lays in our power to perceive the dissimilar as the similar,
to replace on the one hand the dissimilarity relations and on the other hand the
similarity relations with the relations of isomorphism. [This turns art into] the
supreme power of perception — the highest peak man can rise by possessing
the hidden secrets of worlds surrounding him. (“The role of art in cultural
dynamism”, Lotman 1995: 22)

Hereby, when comparing with the article “Myth — name — culture”,
also innovative presentation of the problem of translatability and un-
translatability is interesting. As remembered, for mythological con-
sciousness translation is impossible, naming one thing in different
ways is not possible without changing its essence. Lotman has fre-
quently stressed the untranslatability of a literary text also from the
aspect of the unity of the plane of content and expression. At the same
time, when describing creative inspiration as an unpredictable moment
of explosion, he writes about turning the untranslatable into the
translatable: such a moment of explosion “makes the incompatible
adequate, the untranslatable translatable” (Lotman 2000a: 29).

At the same time explosion does not create synonyms. Taken sepa-
rately, this statement would contradict stressing the importance of the
role of synonym at the emergence of free word and poetry. Inasmuch
as in Culture and Explosion synonym obtains a conditional meaning,
it rather opposes the original thought, the individual nonrecurrent
thought:
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From the viewpoint of a given culture creation ofno writer can be a synonym
ofanother (at least while we are dealing with original creation). Every of them
means an independent, individual and unique path. This does not exclude their
involvement in some generalising categories. (Lotman 2000a: 118)

In arts, Lotman’s general viewpoint imposes a proper name meaning
also on the pronoun “I”. Here we can detect also certain polemics with
statements referred to in R. Jakobson’s article “The poetics of gram-
mar and the grammar of poetics”, and via Jakobson’s article taking up
a more general position in connection with as important a theme for
Lotman as unique cultural practice and its generalising description,
relations between the individual and the general. As known, in this
article Jakobson cites, amongst others, also Stalin who writes about
grammar in comparison with geometry that, abstracting from the
individual and concrete, creates general laws and rules (cf. Lotman’s
example of the relationship between general and proper names
describing a general talking about his soldiers, whereby the relatives,
their own family has but a proper name without plural for them). From
this standpoint pronouns are all over grammatical, relational, differing
thereby from other words of autonomous nature. Words being and not
being pronouns relate as if bodies of geometric and non-geometric
nature. Jakobson observes that the function fulfilled by grammar in
poetry is comparable with the function of geometry in fine arts. He
demonstrates, via the analysis of “grammatical figures”, how grammar
may turn into a unique artistic means of expression in a poetic text
(Jakobson 1981: 75-78).

Lotman makes a distinction between the pronoun “I” and the “1” as
a proper name cultural phenomenon.

Thereby the structure of the pronoun “I” is much simpler, while the
proper noun “I” is not a clearly definable linguistic sign. Its nature is
best revealed in art:

Art is the most developed space of conditional reality. Exactly this makes it a
“practice ground” of mental experiment and processes of intellectual
dynamism in general. In connection with this we are interested in the power of
art to connect the spaces of proper and general names. Whole wide areas of art
the roots of which reach the most archaic layers are connected with the first
person and represent the Ich-Erzahlung — the narrative of the first person.
However, at the same time this “I” occurs to be the bearer of the sense ‘any
other in my shoes’. (Lotman 2000a: 40)

From here we reach a central theme in Lotman’s later works — the
role of individual consciousness in cultural processes, and on the other
hand — understanding cultural explosion moments through mecha-



588 Ulle Parli, Eleonora Rudakovskaja

nisms of individual meaning generation. While cultural explosion is
connected exactly with the world of proper names, the world of
general names in which elements are replaceable is more connected
with continuing processes.

Thereby the explosive developments going on in art differ by
nature from, e.g., scientific discoveries. At the description of the ex-
plosiveness of scientific discoveries, Lotman’s viewpoint is similar to
the way this problem was risen in phenomenological treatment, e.g., in
Husserl’s The Beginning of Geometry later amplified by Derrida
(Husserl 1996). This is a question about the beginning of the general
idea as it is first given in the consciousness of the creator, about the
transformation of the unique into invariable. Husserl has written that
"The Pythagorean theorem, like geometry, exists only once, be it
however much expressed in different languages” (Husserl 1996: 215).

Against this background, for Lotman art is doubly proper name by
nature: it is no only the act of creation, but also reception of an artistic
work that has the essence of proper name. A literary work preserves,
or more correctly reanimates its uniqueness in every act of reading.
For example, when reading a novel, the reader enters the world of
proper names perceived intimately.

An artistic text turns this tendency into one of its most important structural
element. It forces us to perceive any space as the space of proper names. We
fluctuate between the subjective world known to us personally and its
antithesis. In the artistic world the “alien” is always the “own”, while at the
same time the “own” is “alien”. (Lotman 2000a: 105)

Lotman illustrates this peculiarity of art by the example of the novel.
The novel creates the space of the so-called third person. By its
linguistic structure it is given as located objectively outside the world
of both the author and reader. However, at the same time, for the
author, this world is lived as the one created by him/her, it is intimate,
just as well as it is lived for a reader. Thus the “third person” in a
novel obtains the emotional aureole that of the “first person”. In the
case of artistic text the message is relocated from the world of general
names into the world of proper names (ibid., 105).

We dare to maintain that Culture and Explosion, called by Lotman
also his mental testament, is a very personal book. In spite of its rich
historical material it is simultaneously Lotman’s reflection on his
participation as a thinker in his contemporary cultural processes.
Lotman's individual, personal thinking and experience, and its relation
to the previous tradition and to the scientific thought emanating from
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himself are comparable to the connection an artist creates between the
space of proper and general names. At the same time it may be that
Culture and Explosion, being centered at the proper name, makes it to
a certain degree critical of semiotics. Yet semiotics deals, as a rule,
with models organising reality and with self-descriptions assembling
the diversity of life into an invariant. As stressed by Lotman, this is
the basis on which his own culturo-typological descriptions have been
created. In Culture and Explosion he tries, more than ever before, to
bring closer together his approach to cultural processes as a historian
and literary scholar (i.e. what pertains to proper names) on the one
hand, and a semiotician (i.e. what pertains to general names) on the
other. Maybe it is this why book can be called his mental testament.
The present article aimed not so much at giving a thorough overview
of the topic of proper names, as at pointing at the need to re-read
works by Lotman and other authors of the Tartu-Moscow school in
order to bring forward those potentialities and trends of thought that
may sound surprisingly contemporary in today’s cultural thought
following poststructuralism. The authors are convinced in that treat-
ments of proper names are one of the most perspective analytic keys
to understand contemporary world, allowing to treat this topic much
more flexibly than e.g. views emanating from Barthes’ “contemporary
mythology”. Also it is exactly Lotman’s relevant works that open
novel possibilities to understand the nature of art and its inevitable
integrity.
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MmMsa cobeTBeHHOe y KOpusa JToTmaHa

B cTaTbe paccmaTpuBaeTCA KOHLENUUA MMeHW cobcTBeHHOro B pabotax HO.
M. JloTMaHa B KOHTEKCTe COOTBETCTBYHL X pa3paboToK [pyrux mccnepo-
BaTeneli TapTycko- MOCKOBCKOI CEMMOTMYECKON LWIKOMbI, — TakKuX Kak B. B.
MBaHoB, B. /1. OrnbeHunH, B. H. Tonopos, B. A. YcneHckuit. CTatbsa genntcs
no npobsemMam WU3yvyeHWs Ha Nojpasfesibl UMA U MU, UMA U TeKCT, UMA U
XY[lO>KeCTBEHHOEe TBOPYECTBO.

OAHUM M3 OCHOBHbIX MOMOXEHWI NPU PacCMOTPEHWU MMEHMW COOGCTBEH-
HOro B Tpyflax Ha3BaHHbIX aBTOPOB ABJISAIETCA €ro CBA3b C MUMOM, MUKDOIO-
rmyeckMM (He- WA AOCEMUOTUYECKUM) MbllineHnem. OHO Nerno u B OCHOBY
nporpamMHoOro Ans Hawei Tembl uccnegosaHusa HKO. M. J/loTmaHa n b. A. Yec-
neHckoro “Mwud — mmMa — kKynbTypa”. bBoratcTBo cepbl MMeH COOGCTBEH-
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HblX, pa3Hoo6pasHble MepeMMeHOBaHWA B 60/see MNo3fHel KynbType CBU-
0eTenbCTBYIOT 0 3HAYMMOCTM B Helk MUoONormyeckoro anemeHTta. MmeHa
CO6CTBEHHbIE BXOAAT KPOME eCTeCTBEHHOIO A3blKa ellie B CBOK COOCTBEHHYIO
cCUCTeMy M TemM caMblM 06pas3yloT B HEM MOrpaHW4YHYl 30HY, KoTopyt B. H.
TonopoB paccmaTpuBaeT KakK WMHTEPJNMHIBUCTUYECKYIO MO CBOe npupoge.
0. M. JloTmaH B cBOMX 6onee mo3gHUXx paboTax 0co60 nogyepkuBaeT
CnocobHOCTb MCKycCTBa O00BLEAUHATH Cdepbl MMeH COOGCTBEHHbIX W Ha-
puuaTenbHbIX (MMS COGCTBEHHOE O3HayaeT 34ecb MHAMBUAYaNbHOE, HEMOBTO-
pyMOe Hayano, C HAM CBfA3aH Ky/NbTypPHbIl B3pbIB). He TONbKO aKT TBOpPEHUS,
HO W aKT BOCMPUATUA MNPOM3BEAEHUA WCKYCCTBA WHAMBUAYaNeH U HenoBTO-
pvM, T.e. o6nagaeT NPUPOLOA MMeHU cO6CTBEHHOro. Mo MHeHUIO aBTOpPOB
HacTosLlel cTaTbu TeopeTuyeckue nonoxeHnsa HO. M. JloTmMaHa U [pyrux
yyeHbIX TapTycko-MOCKOBCKOW LWKOAbI MO0 npobnemMam WMeHW MOryT
0Ka3aTbCA HEOXWAaHHO MNN0A0TBOPHBLIMU NS ONUCAHWUSA CErOfHALIHENA Kyib-
TYPHOW cuTyaumu.

Juri Lotman péarisnimest

Artikkel kasitleb parisnime kontsepti Juri Lotmani semiootikas, arvestades ka
teiste Tartu-Moskva koolkonna autorite (V. lvanov, B. Ogibenin, V. To-
porov, B. Uspenski) selleteemalisi uurimusi. Keskendutakse kolmele ala-
teemale: nimija mudt, nimija tekst, nimija kunstilooming.

Uheks péarisnime kasitluse lahtekohaks nii J. Lotmani ja B. Uspenski
programmilises artiklis “MUUt — nimi — kultuur” kui mitmete teiste Tartu-
Moskva koolkonna semiootikute t66des on arusaam parisnime seotusest
muudilise (asemiootilise) motlemisega: semioos vérdub siin nominatsiooniga.
Parisnimeline mitmekesisus, erinevad Umbernimetamised annavad tunnistust
muudilise mdtlemise jatkuvast osatéhtsusest hilisemas kultuuris. Périsnimed
(nagu isiku-, kohanimed) kuuluvad peale loomuliku keele veel teatud oma
suisteemi, moodustades seega keele piirialale jdava interlingvistilise Kihistuse.
J. Lotman r6hutab, et kunstil on eriline vdime Ghendada eneses ild- ja paris-
nimelisust (parisnimeline on siin mdoistetud kui individuaalne, plahvatuslik).
Kunstiteos on isegi topelt parisnimeline: nii loomeakt kui teose vastuvdtt on
oma olemuselt individuaalsed ja kordumatud. Artikli autorite arvates sisaldab
Tartu-Moskva koolkonna parisnime-kasitlus seni péhjendamatult vahe raken-
datud viljakaid ja perspektiivseid seisukohti tdnapéeva kultuuri analtisiks.



Sign Systems Studies 30.2, 2002

Translation as translating as culture

Peeter Torop

Deptartment of Semiotics, University of Tartu,
Tiigi 78, Tartu 50410, Estonia
e-mail: torop@ut.ee

Abstract. The most common difficulty in translation studies has traditionally
been the dilemma between the historical and synchronic approaches in the
analysis and description of the culture of translation. On the one hand the
culture of translation might be presented as the sum of various kinds of
translated texts (repertoire of culture), on the other hand it might be described
as the hierarchy of the various types of translations themselves. The first
approach assumes plenty of languages for such description, in the latter one
suggests only one language for the same representation. A cultural critic faces
the same problems. In these perspectives the translation reveals important
mechanisms of the performance of culture. First of all it is the semiotic inter-
pretation of the theory of translation, introduced by the number of scientists
beginning with R. Jakobson and including U. Eco who put together inter-
linguistic, intra-linguistic, and inter-semiotic translations, so crucial for the
further understanding of culture. As a result, the general notion of culture
might be described as the process of total translation. And secondly, the other
valuable contribution to the theory of translation has been made by both M.
Bakhtin and J. Lotman in terms of the synthesis of two traditions in semiotics
of culture resulted in juxtaposing such notions as dialogism and autonomy —
creolization, polyphony, counterword, and translation.

Translating as an activity and translation as the result of this activity
are inseparable from the concept of culture. The translational capacity
of culture is an important criterion of culture’s specificity. Culture
operates largely through translational activity, since only by the inclu-
sion of new texts into culture can the culture undergo innovation as
well as perceive its specificity. After the expansion of the paradigm of
postcolonial and the related field of gender studies into translation
studies, the borderline between culture studies and translation studies
has become fuzzier, yet at the same time, there has emerged a visible
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complementarity. On the one hand, by the turn of the century, the
understanding of the cultural value of a translation text has grown
deeper, especially in respect to the importance of translations for the
identity of the receiving culture. L. Venuti has called the identity-
forming power of translations this ability of translations to participate,
according to the necessity, both in ensuring culture’s coherence or
homogeneity as well as in activating cultural resistance or culture’s
innovation processes (Venuti 1998: 68).

On the other hand, culture theory, particularly in the area of cultu-
ral studies, has again begun to value the concept of identity through
culture. Due to the activity of the topic of globalisation and the
opposition of the global and the local, the understanding has been
reached once again that no society wishing to enact its specificity can
escape the consideration of cultural identity. The comprehension of
the utmost necessity of cultural identity for the perception of political,
social, economic and technological development has even been called
the cultural turn: “The fact that cultural identity is the decisive factor
in constructing the specificity of a certain society could be called the
“cultural turn”. It means a.o. that contemporary political and social
developments, but also economic and technological developments,
whether they have a global or rather a local nature, can only be under-
stood via the concept of cultural identity...” (Segers 2000: 384-385).

Although there are several disciplines engaged in the study of cul-
ture, we can speak of neither a methodologically unified research into
culture, nor of a general theory of culture. As an object of study cul-
ture allows for too many different definitions for this to be possible. In
translation studies the possibilities of defining the object of study are
considerably more limited, but the problem of unified methodology is
bound to arise even here. Comparing the two fields, especially pro-
jecting the development problems of translation studies upon cultural
theory, comes most naturally. Translation studies attempt to solve,
although on a smaller scale, the same problems that have been facing
cultural theory for some time already. This happens both on the object
level and on the metalevel.

On the metalevel, attempts have been made in translation studies to
regulate the specific metalanguage, as difficulties in understanding
have appeared between different scholarly traditions of studying trans-
lation. Therefore calls have been made that works in translation stu-
dies be written in a generally comprehensible language, in the lan-
guage of average scholarship, as it were. On the other hand, there have
been attempts to create a situation of methodological translatability in
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which different translation theories could be compared or possibilities
of interdisciplinary synthesis could be searched for.

On the object level, the first problem is that of the secondary na-
ture of translation. The difficulties arising in writing a translation his-
tory clearly show that proceeding from periods, translated authors,
translated works or translators does not guarantee a description con-
cerning the content. If the works of an author have been translated
during a period of two hundred years and dozens of translations have
been made of them, it seems possible to arrange them all along a scale
between good and bad translation. However, the hundred years
remaining between two translations do not allow us to compare them
in such a manner. A typology is required, based on the distinction of
different translation types according to certain characteristics. These
characteristics can be external, but they can also be derived from a
general model of the translation process.

Thus, the translation culture of a particular period can be viewed as
a certain number of translated texts in one case, or as a hierarchy of
translation types in another case. In the former case we can speak of
the choice, cultural politics and cultural repertoire, the functioning of
translated texts in a new culture. In the latter case we can discuss the
translations themselves, translation methods and the translators’
works. In the former case we can use very different languages of
description, in the latter case we need comparative terms to denote
types of translation, and thus a relatively unified metalanguage is
required.

How is all this connected to the working mechanism of culture?
The connectedness can be observed from two aspects. The first aspect
derives from the fact that, thanks to Roman Jakobson’s works, a
semiotic turn took place on the borderline between translation studies
and cultural semiotics. The scope of translation as a term widened and
the methodology of translation studies started to change due to the
differentiation between three kinds of translation activities. R. Jakob-
son distinguished intra-lingual translation or interpretation of verbal
signs by verbal signs of the same language (sign system). The transla-
tion within a system of signs is related to paraphrasing, changing of
genres and discourses. As a second type of translation R. Jakobson
mentioned inter-lingual translation that means interpretation of verbal
signs with the verbal signs of another language (sign system) and is
thus translation in the ordinary sense. As a third type of translation R.
Jakobson suggested intersemiotic translation or transmutation that
means interpretation of the signs of a sign system with the signs of
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another sign system. In this way, also translating literature into film or
theatre productions, the translatability of word into picture and vice
versa became visible to translation studies (Jakobson 1971).

To the three main types of translation, R. Jakobson’s article adds
the understanding of translation process as two processes taking place
simultaneously, recoding and transposing. But the distinction between
the changing and the retaining processes forms only the individual or
individual psychological aspect of translation, although it is certainly
impossible to create a model of translational activity without this
aspect. However, also the general cultural or cultural psychological
aspect is worth distinguishing. R. Jakobson stresses the semiotic value
of all five senses in the human society (“All five external senses carry
semiotic functions in human society” — Jakobson 1971a: 701), brin-
ging thereby communication and autocommunication closer together.
With respect to the study of communication processes, R. Jakobson
stresses the importance of distinguishing between homogeneous
messages, i.e. those based on a single sign system, and syncretic mes-
sages, i.e. those based on the combination of several sign systems.
“The study of communication must distinguish between homogeneous
messages which use a single semiotic system and syncretic messages
based on a combination or merger of different sign patterns” (Jakob-
son 1971a: 705). Thus the differentiation of three translation types
proceeds from R. Jakobson’s general understanding of the commu-
nication process and the types of messages.

As a result of the semiotic turn several new conceptions arose
within or on the borderline of translation studies. James Holmes
introduced the concept of metaliterature in which all texts generated
on the basis of one text were united into a single system (Holmes
1988). Anton Popovic developed his own theory of metatexts that also
saw all secondary texts as a unified metacommunicative system. How-
ever, he observed the same processes both on the level of whole texts,
as well as on the level of parts of texts. It is thanks to him that for
instance quoting became analysable as a translation activity. Linking
communication and metacommunication allowed him to create his
own treatment of culture (Popovic 1975). Proceeding in the same
direction the author has been expanding John Catford’s notion of total
translation and observed within this framework different translation
types that can all be described on the basis of the model of a universal
translation process. The types are textual translation or ordinary
translation; metatextual translation or description via criticism,
advertising and other texts of this Kkind; in-textual and intertextual
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translation or transmitting or introducing a foreign word into a text,
and extratextual translation or translating out of a text, using other
semiotic material, for instance, in adapting literature to film (Torop
1995, complemented in Torop 2000).

The transformation of Jakobson’s classification is also important.
This was first done by Gideon Toury who restructured Jakobson’s
schema for the Encylopedic Dictionary of Semiotics. First and fore-
most, Toury differentiates between two types of translation — intrase-
miotic translating and intersemiotic translating. Intersemiotic transla-
ting involves translating from language to non-language. Intrasemiotic
translation can be divided into two subtypes — intrasystemic trans-
lating and intersystemic translating. Intrasystemic translation cor-
responds to Jakobson’s intralinguistic translation and intersystemic
translation in its turn answers to interlinguistic translation (Toury
1986).

The hitherto latest contribution to the development of Jakobson’s
classification has been made by Umberto Eco in his book Experiences
in Translation (2001). Eco starts from Ch. S. Peirce’s influence on
Jakobson. On the one hand, Eco emphasises Peirce’s statement “that
meaning, in its primary sense, is a ‘translation of a sign into another
system of signs’” (Eco 2001: 69). On the other hand, he shows that the
closeness of the concepts of translation and interpretation in Jakob-
son’s case derives from the impressionistic quality of Peirce’s meta-
language. Ch. S. Peirce “uses translation in a figurative sense: not like
a metaphor, but pars pro toto (in the sense that he assumes ‘trans-
lation” as a synecdoche for ‘interpretation’)” (Eco 2001: 69). Eco’s
own summary follows this logic — “translation is a species of the
genus interpretation, governed by certain principles proper to trans-
lation” (Eco 2001: 80).

Eco’s classification is, like that of Jakobson’s, tripartite. Firstly,
there is interpretation by transcription. This involves simple substitu-
tion of codes as, for example, in case of the Morse alphabet. Secondly,
there is intrasystemic interpretation. This, in its turn, can be divided
into three subcategories: intrasystemic interpretation within the same
natural language (as, for instance, synonymy, definition, paraphrase,
inference, comment etc.); intrasystemic interpretation within other
semiotic systems (for instance, changing a piece of music from major
to minor); and performance (for example, the performance of a
musical score or the staging of a ballet). Thirdly, Eco introduces inter-
systemic interpretation that includes two types, one with marked
variation in the substance, and the other with mutation of continuum.



598 Peeter Torop

Intersystemic interpretation with marked variation in the substance
includes three subtypes: interlinguistic interpretation or translation
between natural languages; rewriting (e.g., reworked versions of the
same piece by the same composer, parody); translation between other
semiotic systems or intersystemic interpretation with very marked
differences in substance among non-linguistic systems (for instance,
transforming a colourful oil painting into a black and white repro-
duction). Mutation of continuum includes parasynonymy and adap-
tation or transmutation. Parasynonymy can be illustrated by ampli-
fying the phrase “that one over there” by pointing at the object with a
finger. Adapting literature to film or to theatre belongs to adaptation
or transmutation (Eco 2001: 100-128).

Several other, more local works, could be added to Eco’s book that
emphatically announce intersemiotic translation as radical translation
to be the best means of lending meaning to any kind of translation
activity. Intersemiotic translation makes implicit aspects of inter-
linguistic translation explicit. Methodologically the tradition that has
its roots in Jakobson and in part also in Peirce has been characterized
by bringing the concepts of meaning, interpretation and translation
close to one another and viewing culture as a mechanism of trans-
lation.

Another aspect that can be linked to translation as a working
mechanism of culture is that of semiotics of culture, but in a fairly
specific sense. It is the points of contact between the traditions of M.
Bakhtin and J. Lotman. Lotman and Bakhtin have been juxtaposed
and contrasted to each other, and this has happened on different levels.
In case of Bakhtin it is important that although he has not directly
been concerned with translation problems as such, scholars still find
reasons to write about him in connection with issues of translation
(Emerson 1993, Robel 1995, De Michiel 1999). Leon Robel empha-
sises that Bakhtin attributes to the language of literature (and, at the
same time, also the text) the capacity to operate as a metalanguage in
translating from one sign system into another. For him, the text is a set
of translations that differ in their meaning (Robel 1995). Margerita De
Michiel, however, makes the translation text her basis and sees it as a
place of multi-level dialogism in Bakhtin’s system: “A translation text
is a place where a dialogue takes place: between texts and practices,
between empirical practice and theoretical practice, between science
and ideology. It is a dia-logic place, for at least two different logics
meet in it: those of two different languages” (De Michiel 1999: 695).
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L. Robel and M. De Michiel implicitly express a most important
dualism in Bakhtin’s logic.

The treatise published under the name of Valentin Voloshinov
Marxism and the Philosophy of Language suggests that

any element of an utterance that forwards a thought and is being fore-
grounded, or even a full utterance is translated by us into corresponding con-
text that is different and active. Any understanding is dialogic. Understanding
is contrasted to utterance as a speaker’s words are contrasted to those of
another speaker in a dialogue. Understanding is looking for a counterword to
the word of a speaker. Only understanding of a foreign word seeks for “a
similar” word in the native language.

[Kaxabli BblAeNMMbIA CMbIC/IOBOW 3/1EMEHT BbICKa3blBaHWS U BCe BbICKa3bl-
BaHWe B Lie/IOM — MepeBOAATCA Hamy B MHOM, aKTUBHbIW, OTBeYalLmnii KOH-
TeKCT. BcAkoe NoHWMaHue auanornyHo. MoHUMaHue NPOTUBOCTOUT BbICKa3bl-
BaHMI0 Kak pensivka MpoTWBOCTOMT pensivke B pauanore. MNoHMMaHwWe no-
[bICKUBAET C/I0BY TFOBOPALLEr0 MPOTMWBOCA0BO. TONbKO MOHUMAaHWE YydXKe-
3eMHOr0 C/i0Ba MOAbICKMBAET “TO Xe camoe” C/I0BO Ha CBOeEM f3blke.]
(Bakhtin 2000a: 436).

Several scholarly works have been dedicated to the comparison of M.
Bakhtin’s and J. Lotman’s dialogisms (Shukman, Lachmann, Danow,
Bonafin), but the simultaneity of the dual understanding has not been
stressed much. In essence, this is a situation in which understanding is
a process that on the one hand creates differences (word and the
counterword), and, on the other hand, similarities (word and its
translation). And if the dialogism of understanding is borne in mind,
we can in principle talk about two types of dialogue.

One of Bakhtin’s central concepts to denote the unique status of
Dostoyevski’s novels in world literature is polyphony or polylogue.
The characters of an ordinary novel are, according to Bakhtin’s logic,
objects of representation for the authors. Dostoyevski, however, frees
the characters from the author’s sway over them and makes them into
independent subjects. This is accompanied by a multiplicity of
different subjects that allows us to speak about the polyphonic novel
as coexistence of several equal subjects and, by extension, also ideas,
of a choir of different voices. Against the background of polyphony,
Bakhtin has listed three interconnected phenomena as first discovered
by Dostoyevski: firstly; a new way of representing people, according
to which a human being is “an alien consciousness of full and equal
rights and of full meaning that has not been set in the finishing frame
of reality” (“nonHonpaBHOe W MOSIHO3HAYHOE YYXXO0€ CO3HaHue, He
BCTaB/NEHHOE B 3aBeplualollylo onpaBy fAelicTBuTenbHoctu”) and the
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interpretation of which, accordingly, is a dialogic process. Secondly,
the representation of the independent development of an idea that
cannot be separated from personality not within the framework of a
philosophical or some other system, but as a human event. Thirdly,
dialogism as a particular form of mutual influences of consciousnesses
with equal rights and meanings (Bakhtin 1996: 340-341). According
to this, polyphony as a whole is an artistic “will to unite several single
wills, a will to reach an eyeT”(“BONs K cOYeTaHWIO MHOTUX BOSib,
BONA K cobbIiTUO™) (Bakhtin 2000b: 29).

From the point of view of cultural analysis it must be admitted that
any culture is analysable in a polylogic manner or as a polylogue due
to its heterogeneity. But already in Bakhtin’s logic an important
principle is revealed — the polylogue of a culture cannot be analysed
as a sum total of monologues, for culture as a whole operates through
dialogic relationships between monologues and a polylogue is thus an
intertwined phenomenon. What is necessary to understand this
intertwining is studying and understanding the space in which it takes
place, the cultural space. And, within this space, it is necessary to
understand the situation that creates dialogue or is accompanied by
dialogue — to understand the event or the text.

Culture has its own sign systems or languages on the basis of
which the members of the culture communicate. Thus, one possibility
to understand a culture is to learn the languages of the culture, the sign
systems operating within the culture. The languages of culture are,
however, apt to change and their signs are ambiguous. Thus another
possibility remains to approach the culture via events and texts that
bind different sign systems, yet have a general meaning or theme that
can be described.

Even on the level of an ordinary natural language Bakhtin already
a long time ago brought forth the semiotic polarity of meaningfulness.
He signified the poles with the notions of theme and meaning. Bakhtin
called the theme the highest real boundary of linguistic meaningful-
ness, for only a theme is defined. Accordingly, he called meaning the
lowest boundary of linguistic meaningfulness for meaning does not
mean, but is a potential, an ability to have meaning within the frame-
work of a theme (Bakhtin 2000a: 435"436).

Bakhtin’s scholarly reception is related to these two poles as well.
A polylogic approach to culture still gives priority to the coexistence
of different (linguistic, cultural, semiotic etc.) autonomies and obser-
ves the differences of differences. A dialogic polylogism gives priority
to links and mixing of autonomies; and, beside the differing of
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differences, it also observes the differences between samenesses or the
sameness of differences. This has been called “heterology” by Tz.
Todorov who has declared in a fit of polemics, “heterology that makes
the differences between voices audible, is necessary; polylogy is dull
and empty” (Todorov 1982). One of the first people to introduce
Bakhtin to the world at large, Julia Kristeva, has stressed the ambi-
valence of Bakhtin’s system; considering the same poles, she juxta-
posed the polyphonic novel with Menippean satire as a heterologic
phenomenon.

To explain heterology as a concept we should return to the time
when Bakhtin was most active. Some dozen years before Bakhtin
introduced the concept of polyphony, a dictionary of musical terms A
Guide to Concerts by B. Asafyev (1919) was published in Russia.
This booklet, that has had considerable influence on the metalinguistic
thought of its period, defines several concepts of the theory of music
as general and theoretical ones. When it is read through the prism of
Bakhtin’s works that were to follow, also the notion of heterophony
opens up in this way. Heterophony *“is not yet polyphony in its
developed (articulated) form, in which each voice has an independent
meaning, but one of the stages in the transition to polyphony (in which
all voices form an intricate horisontal complex that is moving and
continuously changing)” (“ewe He MHoOrorosnocue (NonngoHUsd) B
pa3suToM (AMpdhepeHLMPOBAHHOM, pacUYleHeHHOM) BUAe, KOorga Kax-
[bl TONOC NMONyYaeT CaMOCTOATeNIbHOE 3HAYeHWe, a Of4Ha M3 nepexos-
HbIX K MHOTOronocuto ctaguii [...] (korga Bce ronoca o6pasyoT Cnox-
Hbli MOABWXXHbIA  HenpepbIBHbIA  U3MEHUYUBbLIA  FOPU3OHTANbHbIN
komnnekc)” (Asafjev 1978: 31-32). Thus, if we proceed from this
logic, polyphony creates a vertical dimension, a dimension of diverse
voices differing from one another.

An ethnological description of culture or one deriving from
cultural anthropology is first and foremost polylogic, for it fixes the
cultural languages that differentiate themselves intelligibly (i.e. can be
described) and these are described in an autonomous way. This is
what Clifford Geertz opposed. Semiotics of culture, however, started
to fill an important gap — to describe the complexes, the intertwining
of the languages of culture. J. Lotman drew distinctions between two
different processes in his description of culture. One is the
specialisation of languages of culture (e.g. as the autonomy in culture
of photography or film as the result of new technical developments).
Another is the integration of languages of culture, that can be marked
firstly by the appearance of metadescriptions and autometadescrip-
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tions (or culture’s attempt to make itself conscious through criticism,
theory, the media etc.); and, secondly, by creolisation (merging of
cultural languages), starting from experimental cases (the transitions
between literature- theatre-film) to the mergings on the levels of the
high and the low, of style and stylelessness, of genre characteristics
(Lotman 2000: 572-575).

Against the background of Lotman’s synthesis, synthesis on a new
level is important. The analysis based on the description of pure
phenomena or polyphonic analysis, and the analysis based on impure
(mixed) phenomena or heterophonic analysis complete each other.
This happens both on the level of the culture itself, as well as on the
level of describing the culture. It is no accident that U. Eco in his
preface to J. Lotman’s work titled Universe of the Mind that was
published in the United States in 1990 mentioned that the most in-
teresting moment occurred when Lotman took up analysis of the
creolization of cultural codes.

Thus it is inevitable to have the two possible types of analysis
continuously in mind. Restricting oneself to impure systems only will
reach, in its extreme version, postmodernist simulacra, such as J.
Baudrillard’s concepts of transaesthetics (arbitrary reception of a work
of art), transpolitics (differences between parties and ideologies that
cannot be told apart), transsexuality (the loss of the sexual dominant in
culture, approaching the state of a robot or a dummy etc), transeco-
nomics (loss of accounting in economic processes) (Baudrillard 1990).

When Lotman wrote in Universe of the Mind that an “elementary
act of thinking is translation” (Lotman 1990: 143), he also took the
following logical step, stating that “elementary mechanism of
translating is dialogue” (Lotman 1990: 143).

What | would like to contend is that the situation that has arisen in
translation studies is in many of its aspects also a situation concerned
with the theory of culture. This has been grasped in the semiotics of
culture by introducing intersemiosis beside the concept of semiosis.
This is not a tautology. Also, apprehensive attitudes are apparent in
case of several scholars. M. Riffaterre who dedicated a whole article
to the defence of intertextuality against hypertextuality can serve as an
eloquent example. In the former notion he sees a programme and a
system that can be made explicit, in the latter he notices but arbitrary
links. His fear that a lack of system will be studied as a system is
actually fear of complementariness (Riffaterre 1994).

The changing nature of boundaries within a culture requires two-
fold competence from the scholar engaged in cultural analysis — the
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ability to analyse autonomous phenomena and the ability to analyse
creolisation, and mixtures, for it is the proportion between autonomy
and creolisation that best explains the present state of a culture and its
dynamics. In the discipline of semiotics of culture it comes naturally
to say that culture is translation, and also that translation is culture.
However, in the present context it should be added that translation
activity is also an activity that explains the mechanisms of culture and
that translation itself is a concept that is extremely loaded metho-
dologically. Still, the fact that translation as a concept is loaded does
not mean it is metaphorised. Translation and translating are concepts
concurrent with an active culture and allow us in the situation of the
scarcity of culture theoretic means to approach the essence of cultural
mechanisms in a way that the analysis of both translation and
translating as well as culture are enriched.
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MepeBoA Kak MepeBOAYECKMIA MPOLLECC KaK KynbTypa

B nepeBofoOBefeHUN TPAAULMOHHOW TPYAHOCTbLIO ABNSETCA LLe/IOCTHOE MUCTO-
puUyecKoe WM CUHXPOHWYECKOE onucaHue KyabTypbl nepeBoga. C ofHoWA
CTOPOHBI, Ky/NbTYpy NepeBoja MOXHO OnucaTh Kak CYMMY MepeBOAHbIX TeKc-
TOB pasHoro Tuna (peneptyap KynbTypbl), C APYroii cTOPOHbI — Kak uepap-
XVt TMNOB NepeBoja. MepBbIii MoAX04 fONYyCKaeT 06MINe A3bIKOB ONUCaHUS,
BTOPOI Nojgxopd npejnonaraeT CyL,eCTBOBaHUe eANHOTO si3biKa onucaHus. Te
e npo6niemMbl CTOAT nepej KynbTyponiorom. MepeBojyeckas AesTeNbHOCTb
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PacKpbIBaeT, TaKMM 06pa3oM, BaXKHble acreKTbl MexaHWu3Ma AeiCTBUS Ky/lb-
Typbl. Bo-nepBbIX, A MOHWMaHWS Ky/bTypbl MIOAOTBOPHLI Pe3ynbTaThl
CEMMOTMYECKOr0 MOBOPOTa B MepeBogoBeaeHUM oT P. AkobcoHa o Y. 3Ko,
T.e. COMOCTABUMOCTb WHTEP/IMHIBUCTUYECKOTO, WHTP/IMHIBUCTUYECKOTO W
MHTEPCEMMOTMYECKOrO NepeBofa. B pesynbTaTte BCHO Ky/bTypy MOXHO OMu-
caTb Kak MpOLEeCcC TOTa/IbHOTO NepeBofa. Bo-BTOPLIX, B CEMUOTHKE Ky/bTYpbl
LeHeH CUHTE3 [ABYX Tpaguuuil (CBs3aHHbIX C MMeHamum M. BaxTuHa W
FO. JloTMaHa), MpUBOASLUMIA K COMOCTaBUMOCTY MOHSATUIA AWNaNOrMYHOCTL W
aBTOHOMHOCTb-KPEonm3aLus, NoAMfOHMYHOCTL U TeTepodOHMYHOCTb, MPo-
TWBOC/IOBO U MepeBof,

Tolge kui télkimine kui kultuur

Tolketeaduses on tavaraskuseks tdlkekultuuri terviklik ajalooline vdi sink-
rooniline kirjeldamine. Uhelt poolt v@ib télkekultuuri vaadelda eritiiiibiliste
tolketekstide kogumina (kultuurirepertuaarina), teiselt poolt tdlketiupide hie-
rarhiana. Esimene ldhenemisviis vGimaldab erinevate kirjelduskeelte kasuta-
mist, teine eeldab Uhtse kiijelduskeele olemasolu. Samade probleemidega
seisab silmitsi ka kulturoloog. Seega avanevad tdlketegevuses kultuuri toime-
mehhanismi olulised aspektid. Koigepealt aitavad kultuuri paremale madist-
misele kaasa R. Jakobsoni ja U. Eco tdddest tingitud semiootilise pddrde
tulemused, interlingvistilise, intralingvistilise ja intersemiootilise télke kdrvu-
tatavus. Selle tulemusel voib kdigepealt kogu kultuuri kiijeldada totaalse
tdlkeprotsessina. Teiselt poolt muutub véaartuslikuks kahe kultuurisemioo-
tilise, J. Lotmani ja M. Bahtini nimedega seostuva traditsiooni siintees, mis
asetab korvuti mdisted dialoogilisus ja autonoomia-kreoliseerumine, polifoo-
nilisus ja heterofoonilisus, vastuséna jaja tolge.
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Abstract. Translation science is going through a preliminary stage of self-
definition. Jakobson’s essay “On linguistic aspects of translation”, whose title
is re-echoed in the title of this article, despite the linguistic approach
suggested, opened, in 1959, the study of translation to disciplines other than
linguistics, semiotics to start with. Many developments in the semiotics of
translation — particularly Torop’s theory of total translation — take their cue
from the celebrated category “intersemiotic translation or transmutation™
outlined in that 1959 article. | intend to outline here the contributions that the
science of translation — following a semiotic perspective opened by Peirce
and continued by Torop — can gather from another discipline: psychology.
The “totalistic” approach to translation provided by Torop can be more deeply
enforced by applying to it the consequences deriving from the psychological
insight offered by the concept of “interpretant” as mental sign; the perceptual
interpretation of the prototext; reading and writing as intersemiotic translation
processes; unlimited semiosis as interminable analysis; primary and secondary
process in dreams and in other kinds of translation; metaphor and disambigua-
tion as mental processes; the defenses activated when translation criticism
(review) and self-criticism (revision) are made.

There are days when everything | see seems to me
charged with meaning: messages it would be
difficultfor me to communicate to others, define,
translate into words [...]. (Calvino 1998: 55).

1. From psycholinguistics to psycho-semio-translation

Psycholinguistic approaches to translation traditionally focus on a beha-
vioral analysis of translation. Translation is considered as a behavior,
and the focus of analysis is “the problem of investigating translator-
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behavior’s (Bell 1998: 189). A translator is compared to a hardware
component: “All text processing is, to a large extent, a matter of
problem solving. Translators, just like other text-processors, encounter
problems [...]” (Bell 1998: 187). One of the main issues is memory. As
in the behavioural tradition, the translator is considered a “black box”,
out of focus, while the analysis is on the input and the output, cause and
effect. Such an approach tends to consider translational behaviour on a
large, objective, scale, rather than the subjective mechanisms underlying
text interpretation. Moreover, “translation” means here just “interlingual
translation”.

After all a translator, and even more so a translation researcher, is
induced to think in terms of passing directly from prototext to meta-
text by the evaluative-oriented exercises occurring in his higher
schooling; by the existence and use of bilingual dictionaries, that are
presented not as temporary, tentative, incomplete and potentially
misleading aids, but as lists of “equivalents”; by the existence of
monolingual dictionaries, that are presented not as lists of partial and
possible interpretations, but as lists of “meanings”; and by the low
awareness of translation processes (also in terms of perception,
reading, writing) in our culture.

I don’t consider translation as a mental activity on its own, but as a
set of specific operations ranging from reading to writing, from
interpreting to reviewing, on which a vast psychological literature is
available. | see each process — reading, for example — in terms of
intersemiotic translation from one type of code to another — from
verbal code to mental code, in this example.

Translators do not limit themselves to input-output, source-target
transfer, like telegraph operators transcribing the dots and lines of
Morse code into the Latin (or other natural code) alphabet characters.
Language, being used more or less efficiently to communicate with
other individuals, does not contradict the subjectivity of the indivi-
dual’s linguistic experience: it undergoes another passage, i.e. the
translation from inner speech into the outer world when we want to be
understood by another person.

If Freud guessed the existence of an entity — the unconscious —
that revolutionized the concept of human and free will, contemporary
psychology, postulating the existence of an inner language of which
we are unaware but we continually use, revolutionizes the way to
think of sign-object relations and, in translation studies, prototext
sign — metatext sign relations. The active (but often unconscious)
participation of the translator’s mind in interpreting and reworking the
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text, and the consequent unavoidable infiltration of the translator’s
personal, private material (affects, sensations, feelings, memories,
experiences, traumas, idiosyncrasies, just to name a few) make the
translation process an unaware, unwilling manipulation (apart from
any willing, outer, ideologically-driven manipulation of which the
translator is aware). Reconsidering the not so fortunate spatial-ballistic
metaphor of the translation as a path, the translator’s mind is another
of the places — beyond “source” and “target” — in which translation
occurs, all the more interesting and potentially insidious because it is
neglected by most arguments on translation. A place of perdition, a
Dantean selva, meaning that here occurs the fatidic loss of a part of
the message’s content that, according to Torop’s total translation
view, can be recovered only by means of a metatextual translation.

The focus shifts from objectivity to subjectivity, from behavioural
psychology to depth psychology — from effects to affects — and
from linguistics to semiotics. | use the Peircean approach to the notion
of text (everything is a text that is read as a text), the depth-psycho-
logy approach to the concept of psyche (subjective affects playing a
major role in it), Jakobson’s notion of “intersemiotic translation”
(everything is a translation that has a prototext and a metatext), and
Torop’s notion of “total translation” (translation as a key concept in
semiotics; everything must be translated) to stir new reflections in the
semiotics of translation.

2. Peirce and translation

The term “translation” was often used by Peirce referring not to
interlingual translation, but to the extraction of meaning from texts. To
Peirce the “interpretant” (or “interpretant sign”) is that mental sign,
that thought, that representation, serving as a mediating tool between
sign and object.

Everything may be comprehended or more strictly translated by something:
that is has something which is capable of such a determination as to stand for
something through this thing; somewhat as the pollen-grain of a flower stands
to the ovule which it penetrates for the plant from which it came since it
transmits the peculiarities of the latter. In somewhat the same sense, though
not to the same degree, everything is a medium between something and
something. (Peirce 1982, 1: 333)
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The mental representation of something (in Peirce’s simile, the
representation of the pollen-grain to the plant) is a sort of mental
translation. In other words, the interpretant is also a “translatant” and,
in some scholars’ opinion, it could be legitimately called by either
term without difference. The perception of something (object or sign)
translates the perceived thing into a mental representation, or inter-
pretant. Every following perception-translation-interpretation is a re-
cognition, i.e. new interpretation and clarification of the mental repre-
sentation. “We are capable of understanding representations only by
having conceptions or mental representations, which represent the
given representation as a representation” (Peirce 1982, 1 323). A
mental representation (interpretant) is such only on condition that it
also implies the awareness of being a representation. There is a level
of representation (signs) and a level of meta-representation (meta-
signs). Meaning is built through a less and less uncertain process of
truth seeking (Gorlee 1994: 119), progressing from perception to
conception to meta-conception: “Consider what effects, which might
conceivably have practical bearings, we conceive the object of our
conception to have. Then, our conception of these effects is the whole
of our conception of the object” (Peirce 1982, 3: 266).

Every read word evokes a quick series of subjective associations,
so quick that it often goes unrealized. This process translates the read
signs into translatants. Human thought progresses and evolves through
a series of translations. As far as such evolution occurs within an
individual, translations have interpretant signs both as a prototext and
as a metatext, and are then intralingual translations (in this case
meaning by “language” the mental subjective language). When the
evolution of thought passes from one person to another, interpretants
need to be translated into understandable texts (verbal language, body
language, etc.); then single receivers must retranslate them into
interpretant signs. A double intersemiotic translation occurs. “But a
sign is not a sign unless it translates itself into another sign in which it
is more fully developed. Thought requires achievement for its own
development, and without this development it is nothing. Thought
must live and grow in incessant new and higher translations, or it
proves itself not to be genuine thought” (Peirce 1931-1966, 5: 594).

Each of these thought translations is a step higher than the previous
one; it is not supposed to be a “faithful” translation, but an enrichment
of the previous sign. A sign is a body, whose interpretation is the soul.
Every sign must have an interpretant, otherwise it is not a sign. “A
sign must have an interpretation or signification or, as | call it, an
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interpretant. This interpretant, this significations simply a metem-
psychosis into another body; a translation into another language. This
new version of the thought received in turn an interpretation, and its
interpretant gets itself interpreted, and so on, until an interpretant
appears which is no longer of the nature of a sign” (Peirce, quoted in
Gorlee 1994: 126).

Translation — the very process characterizing reading and, in the
following phases, the evolution of the material read — is a fundamen-
tal link of semiosis, or sign translation. Some maintain that semiosis is
unlimited. Peirce maintains, on the other hand, that the ultimate aim of
translation is to reveal the ultimate signification of the sign (Gorlee
1994: 127). Since, however, he doesn’t tell if or how it is possible to
arrive at this “ultimate” result, Peirce leads us to believe that there is
always room for further translation-interpretation-reading: semiosis,
reading, translation never end, it is always possible to enrich inter-
pretation with new elements.

3. Inner speech

The language in which we think, the language in which we dream, is not
a natural code. Of course, it is “natural”, but not as this is meant in
linguistics. True enough, we sometimes hear people saying things like:
“After two weeks at the Tartu congress, | started to dream in Estonian”.
This does not mean that the dream language is Estonian; rather, that in a
dream some words in any form may be present and that these words are
in that natural code. A dream, in itself, has its own idiosyncratic lan-
guage, and this explains why it is so difficult, afterwards, putting it into
words. It is a “multi-code” language, because it can involve all the
senses simultaneously. The verbalization of its contents is an inter-
semiotic translation.

The speed of thought is far higher that the speed of verbaliza-
tion. Thought is a sort of inner discussion in an inner code under-
standable only within that framework. Words come into play only
when it is necessary to express thoughts outwardly. Vygotsky saw
this ability in the infant, who is able to translate outer and inner
stimuli into his own inner language and to connect them, to ac-
knowledge (semiotize) them long before learning to actively use
the outer language made of words.
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Any attempt to reduce the relations between words to mathe-
matic symbols, any attempt to treat the linguistic code as if it
consisted of isomorphic signs, even if we do not take into account
all the problems connected to the differences between cultures, is
intrinsically ruinous owing to the intrinsically inconsistent nature
of the individual-word relationship. Being a product of subjective
mental experiences, such relation is also diachronically variable as
a function of the progressive enrichment of personal experience.

4. Text perception

“The very existence of texts [...] can not only be freely interpreted but
also cooperatively generated by the addressee (the ‘original’ text
constituting a flexible type of which many tokens can be legitimately
realized) [...]” (Eco 1995: 3). The first act of reading is connected to
the perception of the text. Different mental materials, different inter-
pretants, may be linked, in each of us, to a word; consequently, the
perception of a word is an interpretive act.

The first stage concerns the interpretive act implied in the very per-
ception of the prototext, i.e. in the first, albeit superficial, reading of
the original text. The scanning activity consists in observing parts of a
sequence in succession in order to extract meaning, be it a verbal or
non-verbal text (Gibson 1983: 250). Even if while reading one seems
to get a series of successive optical stimuli, perception actually spans
both spatial and temporal order; one can single out not only little
fragments, but also complete invariant elements. The initial perception
provides an approximate distinction between “same” and “different”.
Perceived sequences already contain the whole scene: the sequences
are converted within the perception of the whole (word, utterance,
text; Gibson 1983: 262).

Interpretants, once entered the mind, continue to be modified,
producing chain-effects in which they change into signs for further
signification processes using as objects other material in — or
outside — the mind, and producing new interpretants. Reading,
when the text is fertile to the reader, produces long-term reactions.

A translator is reading and, at the same time, has to keep track of
all the inner and outer balances the utterance has in connection with
the whole text: numerous synthesis and analysis operations are carried
out — without the same pressure of the time limitations imposed on
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an interpreter — which force her to focus on the structure as a whole
and not only on individual perceptual units (Gibson 1983: 270).

Language has predication capabilities. It has syntagmatic associa-
tion capabilities, beyond paradigmatic combination capabilities. The
endless combinability of words, despite the (supposed) finiteness of
each word, greatly increases the predication capabilities and, con-
sequently, the expressive and interpretive potential. Having perceived
an object, the observer grasps the affordance of each object, she does
not limit herself to the fixed, denotative meaning, she also perceives
the connotative, contextual, environmental meaning.

If observer and observed environment are part of one context, it is
impossible any kind of objective, detached observation “from with-
out”, in the same way as a fixed, cold, unrepeatable reading.
According to Heisenberg’s indeterminacy principle, absolute and
precise measurements are impossible, due to the interference to the
measured quantity, which is inevitably introduced by the measuring
instrument. In other words, the observer is part of the environment
surrounding her as well as the text she is reading, so that each reading,
each textual perception is, at the same time, a self-analysis.

5. Meaning as generalization

In concept formation, the role played by words is fundamental: first, the
infant learns the relation between an object, a situation or a single action
and a word. In an experiment, subjects were presented with elements of
different shapes, sizes and colors, “experimental blocks”, behind which
some meaningless strings of characters were traced. The task consisted
of establishing conceptual links between shapes, sizes, colors and “new
words”. Vygotsky concluded that “The formation of the concept is
followed by its transfer to other objects: the subject is induced to use the
new terms in talking about objects other than the experimental blocks,
and to define their meaning in a generalized fashion” (1965: 57)”.
Generalization occurs by way of a sort of perception-word-percep-
tion-word... chain (i.e. analysis-synthesis-analysis-synthesis...) through
which new perceptions induce the formulation of new words to
describe them, which induces the systematization of perception so that
it will be possible, given a finite number of words, to express infinite
perceptions, since two identical perceptions do not exist. Word
becomes a means for the formation of concepts (Vygotsky 1965: 59).
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Here’s why two readings, even if accomplished in different times
by the same person on the same text, are never identical. The meaning
of a word is a consequence of the generalization of a concept, of the
synthesis of many perceptive experiences: it is an act of thought.
Thoughts, words, and meanings are tightly interwoven, and it is
probably more interesting to study them as a single system rather than
try to isolate components and obstinately demark their limitations
(Vygotsky 1965: 120). There cannot be any elaboration of concepts
without (at least inner) language and there can be no language without
an intense thought activity. But the fruit of such intellectual activity is
never fully mature, never truly results as conclusive. Just owing to this
back-and-forth play between analysis and synthesis, between percep-
tion and generalization — interpretants becoming signs of further
Peircean triads —, meaning is an ever-evolving process. The
meanings of words are dynamic formations changing with the indi-
vidual’s development and with the various ways in which her thought
functions. The relation between thought and word is not a constant but
a process, during which changes can be considered “as development in
the functional sense” (Vygotsky 1965: 130).

6. Automatisms

Ogden and Richards show a more explicitly mental version of Peirce’s
interpretant that defines the three factors playing a role in any uttering:
mental processes, symbol and referent. Between thought and symbol
there is a symbolization relation, between thought and object a reference
relation, while between symbol and object there is no direct relation,
just an implied relationship. The sign-object relation is mediated by the
subjective, idiomorphic mind of the person who codes the utterance or
decodes it. It is variable, individual, inconstant, indirect.

Reference can be the mnemic effect/s of a stimulus. In this view,
reference is a consequence of the adaptation to a psychic context, and
“the meaning of A is that to which the mental process interpreting A
adapts itself. This is the most important sense in which words have
meaning”. These effects are introspective judgments, i.e. interpre-
tations of a given type, sometimes-nonverbal judgments, “obscure
feelings accompanying the reference”. Sometimes such feelings are
expressed with words, but that is not always the case: sometimes
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words are not appropriate for the reference they must symbolize
(Ogden, Richards 1960: 205-206).

While recognizing a sound, or a shape, as such, involves a context
consisting of similar, previously experienced sound and visual sen-
sations, recognizing a sign “as a word requires that it form a context
with further experiences” other than sounds or graphemes. Without
realizing it, one learns to classify the occurrence of a given word as a
sign, linked to a reaction similar to those elicited by the associated
experiences. Interpretation is unconscious, if no difficulties arise;
otherwise, the perceptual automatism can get stuck and conscious
interpreting procedures come into play. The fewer difficulties in
understanding words, the less consciousness of the processes used in
order to do so, and the less preparation to address a marked utterance.

Once a sound is mentally identified as a word, its importance as a
sound is not placed in the background. Some phonic (tone, volume,
speed, timbre, intonation, musicality) and graphic features (typeface/
handwriting, spacing, dimension, layout, graphics) become part of the
message content and, as much as two encounters with the same word
can prove to be different, they must share that common character
necessary to identify them as occurrences of the same word. Only
thanks to this shared part the two words have a similar psychic
context, and hence can be perceived in a similar way. Such psychic
contextualization occurs, particularly in the first, simpler stages, in an
unconscious way. Difficulty in understanding generates the re-
emergence of non-conscious levels (Ogden, Richards 1960: 211), and
focusing onto such usually automatic mechanisms, which distracts
from the interpretation of the message at a pragmatic, functional, outer
level.

7. Metaphor and free associations

Language learning is not a simple matter of acquiring synonyms or
alternative expressions, but to learn the nuances of many senses and
particular connotations created by the context. Such endless activity of
identification of affinities and differences continually refines abstrac-
tion capabilities, teaches to use metaphors, “the primitive symboli-
zation of abstraction”. Metaphor is the application of a single verbal
expression to a group of objects that are different but share something.
The use of metaphor helps the identification of a similar relation in
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another group. Metaphor is a signification relation that appropriates
the context of another relation.

The abstraction capability necessary to get to the metaphor is just
the same as that necessary to put an adjective near a noun, or to use
prepositions or verbs. And the metaphorical aspects of a great part of
language show that, the higher the level of education of an individual,
the more words acquire a context through other words. The down side
of such sophisticated acquisition of meanings lies in the fact that
meanings, built on such abstract references, are bound to muddle our
minds more often.

Unlike numbers, words express the attitude of the speaker toward
objects. “A word is nothing but a metaphor for an object or, in some
cases, for another word” (Rabassa 1989: 1). An implicit comparison
implies a peculiar way of expressing the indicated object, not a
“neutral” expression of it.

Rabassa recalls a passage from the Gulliver’s Travels in which, at
Lagado Academy, the problem of the margin of misunderstanding is
resolved in a very original, if not very practical, way: everyone carries
every object he wants to “talk” about and, instead of talking, shows
the object. While in our reality the two triangles sign-interpretant-
object of interlingual translation face one another, with the translator
in an uncomfortable position between the two signs, in the case of
Lagado’s academics, the interpretive triangle formed by object,
interpretant, sign in the prototext would share one vertex with the
relative interpretive triangle of the metatext: the object vertex. Borges,
in order to stress the inadequacy of words, proposed one of his
translators not to translate what he said, but what he meant to say.
Since a writer does nothing but choose the metaphor that best
becomes the sense of what he wants to express (Rabassa 1989), and
since, evidently, metaphors are all but scientifically formed, the
translator must abductively reconstruct the process that induced the
author to use given metaphors and then she has to understand the
author’s presumed communication intention: a psychological task.

8. Reading as translation

While reading, one doesn’t store the words read in her mind as happens
with data entered by keyboard or scanner into a computer. After
reading, there is no photographic or auditory recording of the text read.
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There is a set of impressions. A few words or sentences are remembered
precisely, while all the remaining text is translated into mental language.
The first act in translating the translator must carry out is intersemiotic,
not interlingual. The words are transformed into mental material. Far
from being an objective reaction to the graphic sign, a standard bio-
chemical reaction equal for all the readers dealing with the perception of
any given word, the interpretant is a subjective psychic sign, produced
by the whole experience accomplished by the individual with words,
objects, concepts or feelings linked, by any means, to the word in
question. An interpretant is subjective because the experience each of us
has is subjective.

Experiments were carried out on readers in order to explain how
syntactic and semantic ambiguities may be solved during the act of
reading. Some of the examples on which the experiments were carried
out are based on the completion of incomplete utterances.

1) Henry forgot Lila...
a) ... at her office, (direct object interpretation);
b) .. was almost always right, (sentence complement interpretation).
(Trueswell 2000: 327)

When faced with ambiguities like the one in the first utterance, experi-
ments indicate that readers tend to resolve ambiguities. In the quoted
example most readers opted for the (@) interpretation. A theory of
sentence processing has been created that emphasizes the integrative
nature of interpretation: ambiguities are resolved, having considered a
wide range of sources of information, based on restraints that prevent
different interpretations.

As much as a polysemic word has meanings that are dominant
when compared to others — i.e. meanings that are considered more
probable a priori out of context — ambiguous words can have a priori
dominant and/or subordinate syntactic structures. Experiments show
that the fact that a structure is or is not dominant changes from one
instance to another, from one word to another. And probably it varies
from one culture to another too, even within the same natural code,
and from one speaker to another (Trueswell 2000: 331-332).

Two kinds of restraints — how frequent the experience with a
syntactic structure has been and the presence of the semantic and co-
textual information — do not occur in sequence, but simultaneously,
in a reciprocal interaction. This was controlled based on the pre-
supposition that, when one of the limiting factors contradicts with the
other, the time required to resolve the ambiguity increases. In order to
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know the odds that a given syntactic pattern or a given semantic value
will be used within a given speaker’s community, textual corpora
were used containing millions and millions of ‘real”’ utterances. When
readers come across the clue that lets them think of a very probable
structure that, however, develops in an unexpected way, they take
much more time in the process of resolving the ambiguity.

9. Writing as a translation process

Researchers dealing with text generation agree on the fact that it is a
translation process — within the wider interlingual translation pro-
cess — and to describe it spontaneously use the word “translate” and its
derivatives: “Text or discourse production basically consists in
determining, organizing and translating content [...], the translation of a
conceptual structure (message) into its corresponding linguistic form”
(Zock 1997: 317). The human mind processes language by taking it
apart — unconsciously: it’s all too fast for a conscious control to be
active — into “translation units”, conceptual chunks that may
correspond to nominal groups, propositions, but never single words
(Zock 1997: 318). Word-for-word elaboration can block sentence
formulation: not knowing from start what persons are the subjects/
objects of the action it is often impossible to go on formulating the
sentence.

The length of the chunks used by the single individual as a
processing unit depends, on the complexity of the concepts and on the
technical competence. An interlingual translator is no exception to this
rule: the more expert, the greater the text chunks. Mental chunks are
translated into words, each of which has syntagmatic and paradigmatic
properties. The cognitive process on which verbalization is based
tends to be repeated as it is, resulting in verbal habits (Zock 1997:
323). A first lexical draft of the mental content to be expressed is
sometimes realized in this way, looking for approximate matching
between previous writing experiences and what needs to be expressed.
This pattern matching produces a first approximate draft, comparable
to what Freud calls “primary process” referring to dream lexica-
lization. Such first stage implies, especially in the more expert and
skilled writers, a second stage of reviewing and adjusting (“secondary
process”) (Freud 1900: 525). Due to limitations in short-term memory,
sentences are built gradually, interpolating execution and planning
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stages. While one part of the speech act is actualized, the next one is
planned. There are many affinities between language and perception:
they are both compositional devices, both must satisfy good-form and
completeness (Gestalt) conditions (Zock 1997: 328).

If the text-generation process is considered in terms of inter-
semiotic translation from the mental into the verbal, and if applying
words to mental content generates content, then the translation process
is complex, bi-directional, and manifold. If the selection of given
words alters the content of the message to be expressed, such selection
has an impact both on the structuring of that message and on all
revisions before the final draft.

There is no describable correspondence between words and the
mental subjective meaning aura: choosing a word (or combination)
alters not only the way in which content is expressed, but the speech
act’s content as well. Such a view supports the Russian Formalists’
point about indivisibility of form and content. This is also because
verbal language proceeds along a paradigmatic-syntagmatic line,
while thought is more similar to a hypertext.

Speaking of metatext drafting in terms of translation from the
mental into the verbal, I give an approximate, general idea. Going into
details one realizes that, actually, there is a series of micro-translations
that, like shuttles, move in the two ways from verbal to mental and
vice versa. After the first approximate translation of mental material
into lexicon, the semantic fields of the selected words, together with
their syntactical combinability, the connotative meanings of these
words for the writing person, the cognitive experiences connected to
the use of such words by the subject determine an informational
feedback (from verbal into mental) that influences the selection of
other words and the completion and/or modification of syntactical
structures (from mental into verbal).

Both the stage in which the text of a translation is drafted, and the
stage in which the metatext is revised, add up to a continuous work of
micro-translation from the mental into verbal and vice versa that ends
only with actualization.

10. Interminable/terminable (text) analysis

A sign, or representamen, is something which stands to somebody for
something in some respect or capacity. It addresses somebody, that is, creates
in the mind of that person an equivalent sign, or perhaps a more developed



620 Bruno Osimo

sign. That sign which it creates | call the interpretant of the first sign. The
sign stands for something, its object. It stands for that object, not in all
respects, but in reference to a sort of idea, which | have sometimes called the
ground of the representation. (Peirce 1931-1966, 2: 228)

One object, depending on the ground on which the consideration lies,
has different interpretants. Eco focuses on getting to a wider context in
which it is possible to explain why two speakers usually can understand
each other, at least partially, while their communicative capacity is
based on subjective instances. “[...] A ground is an idea in the sense in
which an idea is caught during the communicative intercourse between
two interpreters” (Eco 1995: 183). Although the interpretant is sub-
jective, there exists a pragmatic use of words that, taking into account
the actual communicative relation between two persons, relies on that
part of the interpretants that can be presumably shared. The meaning of
a sign is null in itself, it only becomes something in the relation with the
pragmatics of communication, it becomes something only in translation.
Meaning “[..] is, in its primary acception, the translation of a sign into
another system of signs” (Peirce 1931-1966, 4: 127). “[...] the meaning
of a sign is the sign it has to be translated into” (Peirce 1931-1966, 4
127). The sign-interpretant-object triad thus does not contemplate the
notion of “meaning” until the semiotic process is not actualized. The
meaning of a word is representable as a network of features regarding
that term (Eco 1995: 187). Following Peirce, unlimited semiosis is
apparently a strict consequence of the semiotic theory, but it eventually
takes on the form, in some of its representations, the anguished aspect of
the interminability not only of the analysis of meanings, but also of the
search for understanding, like in this passage:

The object of representation can be nothing but a representation of which the
first representation is the interpretant. But an endless series of representations,
each representing the one behind it, may be conceived to have an absolute ob-
ject as its limit. The meaning of a representation can be nothing but a repre-
sentation. In fact, it is nothing but the representation itself conceived as strip-
ped of irrelevant clothing. But this clothing never can be completely stripped
off; it is only changed for something more diaphanous. So there is an infinite
regression here. Finally, the interpretant is nothing but another representation
to which the torch of truth is handled along; and as representation, it has its
interpretant again. Lo, another infinite series. (Peirce 1931-1966, 1: 339)

In Eco’s opinion essentially the interpretant produced by an object has a
double nature. On one hand there is the affect that constitutes the link
between an object and a sign. Interpretations, within affective inter-
pretants, have consequences within the framework of representations,
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without altering anyone’s behavior. The “energetic interpretant” is, on
the other hand, the one producing a change of habit (Eco 1995: 194).
When this apparently endless series of representations of representations
leaves the mental context to enter the practical sphere, causing a
different behavior, “our way of acting within the world is either
transitorily or permanently changed” (Eco 1995: 194).

The semiotic process ends when the translator chooses a concrete
translatant, but it would be an illusion to pretend that this is the end:
“[...] the repeated action responding to a given sign becomes in its turn
a new sign, the representamen of a law interpreting the former sign
and giving rise to new processes of interpretation” (Eco 1995: 195).
The translating text sets an end to the otherwise unlimited semiosis of
the prototext, but sets in motion a new chain of unlimited semiosis
based on new signs, new texts, new interpretations.

As in psychoanalysis, where the question posed is “terminable or
interminable analysis?”, in translation we also face a supposedly end-
less series of interpretations. And the more fertile a text is, the easier
to ascertain such interminability. “Explorations of semantic structure
very soon raise the problem of infinite series. Wittgenstein asked
where, when, and by what rationally established criterion the process
of free yet potentially linked and significant association in psycho-
analysis could be said to have a stop. An exercise in ‘total reading’ is
also potentially unending” (Steiner 1992: 8). Language evolves with
historical, but also subjective, time. Moreover, the metalinguistic
assertions about language are destined to modify the very language
one is talking about; our subject is therefore very plastic and difficult
to catch in a moment of stasis. “When we think about language, the
object of our reflection alters in the process” (Steiner 1992: 18). Each
word or locution carries also with it its history, so that a full reading
(Steiner 1992: 24) evokes not only immediately accessible meanings,
but also other vague allusions.

But, Steiner argues on Wittgenstein’s footprints, the moment in
which the analyst — for any reason — interrupts the patient is
arbitrarily chosen. In much the same way, the moment in which the
translator actualizes the prototext in the metatext is arbitrarily chosen.
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11. Translation and Freudian psychoanalysis

The dream theory has a strong potential as a contribution to under-
standing the mechanisms of translation, of reading in particular.

“It is impossible as a rule to translate a dream into a foreign lan-
guage and this is equally true, | fancy, of a book such as the present
one” (Freud 1900: 104). Freud himself is the first to lay the basis for the
total translation view with this extended metaphor of a dream as a text.
The dream is one of many types of text, its interpretation is one of many
kinds of translation and, to be precise, it is a multiple translation.

First the dreamer — dealing with often fragmentary memories of
images, sounds, sometimes conversations in many languages some-
times invented, scenes occurring without any evident logic, smells,
tactile sensations — verbalizes this material in order to be able to
report it. Secondly, the therapist translates the dreamer’s report and
abductively reconstructs the dream thoughts. The dream thoughts and
the dream’s content present themselves as two versions of the same
subject in two different languages. The content (patient’s telling) is a
sort of transcription (Ubertragung) of the dream thoughts in another
expressive mode. Comparing prototext and metatext, the translator
(psychoanalyst) must understand characters and syntactic laws of the
dream, with an abductive process. What in textology is considered the
author’s strategy, that the translator-critic tries to unveil starting from
the text (result), here is the strategy of the manipulation of un-
conscious thoughts (latent content), that the psychoanalyst tries to
unveil starting from the manifest content of the dream (result).

The unconscious uses a sort of ‘incomprehensible translation’ to
express repressed mental material — as it is inconvenient for Ego
functioning — in the shape of symptomatic acts, dreams, inexplicable
behaviors. The metatext of such incomprehensible translation is called
“manifest content” and the psychoanalyst’s aim is to back-translate it
into “latent content”. Anyone attempting to understand one’s own
dream using an interpretive key founded on the existence of the
unconscious and of its dream expression finds herself in the same
position as the critic-reader of a translation trying to understand, from
the result (metatext), what translation strategy was adopted, without
the possibility — granted to the critic of the verbal translation — to
compare the metatext to the prototext: a real abductive process.

Persons desiring to learn to interpret dreams are polyglot trans-
lators facing a text aware of their ignorance of the code both in lexical
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and in syntactical terms. It is maybe comparable to someone wanting
to listen to the dialogue of two unknown persons randomly en-
countered whose code must be abduced in order to make sense of their
dialogue’s content.

In dream theory, the primary process is the translation of the
prototext into words, while the secondary process transforms the
words — metatext of the previous operation — into a new prototext,
and its aim is to produce a second metatext that, more than being
made of words, has a textual coherence and cohesion. The secondary
process intervenes to fill gaps in the syntax in the primary text’s
understandability. The former element has the goal of changing the
message code, the latter to make it usable. The risk is that readability
corrupts the prototext’s (dream’s) meaning. Textual cohesion that in
the metatext derives from secondary processing is not always matched
by textual cohesion in the prototext. Sometimes such cohesion is
produced by the translator’s (or dreamer’s) over-mediation.

The extension of total translation to the mind/verbal expression,
dream/interpretation dialectics is both coherent with the spirit of such
theory and productive on the plane of reciprocal enrichment of
psychological theory and translation studies, in particular, the theory
of reading.

12. Defenses

The translator of the official English version of Freud’s works, James
Strachey, seems to have overlapped to Freudian view and its expression
an ideology more typical of the British psychoanalysis of Jones, tending
to ‘science-ize’ the metaphorical and evocative form of Freudian
concepts. The translator runs the constant risk of working like Strachey
did, manipulating the text according to her views, when different from
the author’s. “If ... the translator is not fully aware of the important yet
sometimes subtle differences — professional, political, and social —
between his views and those of the person translated, various ideolo-
gical distortions are bound to creep into the secondary text. The more
complex the source text is, the more the translator should be self-aware
of his own different positions and their contaminatory potential”
(Mahony 1994: 321-322).

Psychology can make an essential contribution to translation
science also in the last stages of the translation process: the metatext’s



624 Bruno Osimo

revision by the translator and, when applicable, by the editor or a
critic, in the latter case meaning a review.

In the light of the passage of the text through a stage of psychic
material, the difficulty of self-correction, of maintaining a self-critical
attitude toward the previous draft is understandable. The equilibrium
of the ego is safeguarded by defenses censoring certain aspects of
reality to the advantage of the stability and functioning of the
individual. Since it can be very distressing for a translator to realize
that a former product of his efforts — as it may well sometimes
happen — is awkward, clumsy, not fully coherent, i.e. not completely
a text in the etymological sense, mechanisms may kick in that alter the
perception of such a text causing the translator to see it as better than
it really is, to the detriment of self-criticism abilities. Since interpre-
tants are continually evolving, allowing some time to lapse between
the first draft and revision helps increase self-critical ability, detach-
ment: a text that some time ago was perceived as one’s own, is how
perceived (mostly) as other’s, and therefore it is more easily criticized.

As to revisions of translations by editors, the problems are multi-
plied owing to the subjective perception of language. Idiosyncrasies
and personal preferences for given expression modes, different textual
experiences, sometimes even different communicative purposes can
determine irreconcilable differences between translator and editor,
resulting in compromises in which the mediation possibilities are a
direct function of power relationships existing between translator and
editor (or publisher represented by the editor).

In the field of translation reviews, the fact that a text is translated
from another language is often completely neglected, as is implied in
the translation approach dubbed “acceptable” by Toury. Such a
translation therefore emerges as a fiction within fiction. But also for
translations whose identity as metatexts is self-evident, the review
often neglects to mention all the aspects concerning the translation,
limiting itself to a review of the original. This line of thinking neglects
not only the way the translation mediates between transmitting culture
and receiving culture, but also represses the question of the receptivity
of a culture to given alien texts, taking for granted that the acceptance
of the metatext in the receiving culture is the same as in the culture
that produced the prototext. In this field, psychology is, therefore,
helpful for understanding the reasons why any given culture tends to
confine the existence of the “system of translated literature within the
literary polysystem” (Toury) to a wholly or partially unconscious
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existence, and to understand the possible interaction between the
translator’s hermeneutics and the critic’s.

13. Didactic spin-off

Since such contributions of psychology to translation radically modify
the view of translation activity, it is important to acknowledge them
right from the first stages of the translator’s education. For this reason,
in the courses of translation propaedeutic (and in the book | have
published under the same title) — for the first year of university
translation courses — | devote an important part to these problems.
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O MNcKXonornyeckKmx acrnekTax rnepesoaa

lMepeBogoBefeHNe MNepexmBaeT dTan camoonpegeneHunsa. Crtatbsa HAKob6coHa
“O NNHTBUCTUYECKMX acrneKTax nepesoja”(MoBAMsABLUASA W Ha 3ariaBue faH-
HOWM cTaTbW), HECMOTPSA HA OPMEHTMPOBAHHOCTb Ha IMHFBUCTUKY, OTKPbIBaeT
B 1959 r. fopory Ans nsyyeHusa nepesofa Apyrumu guUcumnivnHamu, BKIYas
CEMUOTUKY. MHOrMe HanpaB/ieHNs B CEMUOTUKE MepeBoja, 0Co6eHHO Teopus
ToTanbHOro nepesofa Topona, UCXOAAT U3 NPUMEHEHHOro B TOW e CTaTbe
1959 r. NoOHATUA “WMHTEPCEMMOTUYECKOro Mnepesofa WAW TpaHCcmyTauuun” #A

XoTen 6bl OTMETUTb BO3MOXXHOE B/IMSHME Ha MepeBOJOBeAeHUEe — B fyxe
CEMMNOTUYECKOIM MepcneKTUBbI, OTKpbITOM lMupcom M npogomkaemoii Topo-
nom, — [pYyro AUCLUMAMHBI, NCUX0NOrnn. “ToTanbHbIA” NOAXOA K Mepe-

BOAY, MPefnoXeHHbI Toponom, MOXeT OblITb AOMOMHEH MPUMeEHeHUEM
NCUXO0/IOrTMYECKOro nojxofja B PacCMOTPEHUU MOHATUA “UHTeprnpeTaHTa” B
KayecTBe MeHTa/NbHOro 3Haka; B MepuUenTUBHON WHTepnpeTayuu npoTo-
TeKCTa; B PaCCMOTPEHUUN YTEHWS U MUCAHUA KaK MHTEPCEMMUOTMYECKOro Mpo-
Lecca nepesofa, a 6e3rpaHWYHOro CeMmosnca — KaK 6eCKOHEeYHOro aHa-
nv3a; B Hab/MOAEHUN NEepPBUYHBLIX Y BTOPUYHBIX MPOLLECCOB B CHOBUAEHUAX U
B pYrMx BUfax nepesofa; B pacCCMOTPEHUN MeTadopbl U KOHKpeTu3aumm Kak
MeHTaNbHbIX MPOLLECCOB; B OMMWCAHWM 3alLMTHOTO MexaHusma, aKTUBU3U-
pyemMoro B X0fe KpPUTUKK nepeBoa (0630p) U caMOKPUTUKK (PeBU3NS).
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Tolkimise pstihholoogilised aspektid

Todlketeadus on ldbimas oma enesemaéaaratlemise etappi. Jakobsoni artikkel
“Tdlkimise lingvistilised aspektid”, mille pealkiri kajastub antud artikli peal-
kirjas, avab 1959. aastal, vaatamata viitamisele lingvistikale, tee tdlkimise
uurimisele teiste distsipliinide poolt, semiootika kaasa arvatud. Mitmed aren-
gusuunad tdlkesemiootikas, eriti Toropi totaaltdlke teooria, lahtuvad samast
1959. a. artiklist parinevast kuulsast “intersemiootilise tdlke ehk transmutat-
siooni” mdistest. Ma tahaksin siin osutada mdjutusele, mis vdiks tdlketeadu-
sesse — jargides semiootilist perspektiivi, mille avas Peirce ja mida on
jatkanud Torop — tulla teiselt distsipliinilt, psihholoogialt. “Totalistlikku”
lahenemist tdlkimisele, mida Torop esindab, vdiks tdiendada psihholoogilise
lahenemise rakendamine seoses mdiste “interpretant” kasitlemisega mentaalse
margina; prototeksti pertseptiivse interpreteerimisega; lugemise ja kirjutamise
vaatlemisega intersemiootilise télkeprotsessina; piiritu semioosi kasitlemisega
16putu analGilsina; primaarse ja sekundaarse protsessiga unendgudes ja muu-
des tolkeliikides; metafoori ja konkretiseerimise késitlemisega mentaalse
protsessina; kaitsemehhanismiga, mis aktiviseerub t6lkekriitika (Ulevaade) ja
enesekriitika (revisjon) kaigus.
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Abstract. Stefano Garzonio. Mechanisms of adaptation “to our (Russian)
customs” of Italian opera librettos. The paper deals with the history of
poetical translation of Italian musical poetry in the 18th century Russia. In
particular, it is focused on the question of pereloZenie na russkie nravy, the
adaptation to national Russian customs, of Italian opera librettos, cantatas,
arias, songs and so on. The author points out three different phases of this
process. The first phase, in the 1730s, coincides with the reign of Anna loan-
novna and it is linked to Trediakovsky’s translations of Italian intermezzos,
comedies and to the first opera seria, La forza dellamore e dellbdio (‘The
force of love and hate’, 1736) by F. Araja and F. Prata; the second phase, in
the period 1740-1770s, is characterized by a very varied production of
translations and imitations, which undoubtedly influenced the general
developing of Russian musical and dramatic poetry. It is during this period
that pereloZenie na russkie nravy is introduced into dramatic genres and
sometimes it is findable in musical poetry as well. The third phase, in the
1780-1790s, is linked with the activity of such poets-translators as lIvan
Dmitrevskij, Michail Popov, Vasilij LevSin and is characterized by the new
practice of performing operas in Russian translations. In the paper the
different forms of pereloZenie na russkie nravy are pointed out, starting from
the formal niveau of metrics and stylistics up to the adaptation of themes,
places and realia.

B ncTopun pycckoii KynbTypbl XVni Beka CTaHOB/EHWE CUHKPETU-
UECKOr0 XaHpa OnepHOro NM6PeTTO TECHO CBA3aHO C YCBOEHWEM WHO-
CTPaHHbIX XYAO0XXECTBEHHbIX MOAENel M KOHKPETHbIX WHOA3bIYHbIX
TekcToB. B paHHOM npouecce OHOBPEMEHHO MepensieTannch Kak
UMCTO XYAOXKECTBEHHbIE LW, TaK W O(ULMAIbHO-UCTOPUYECKNE 1
ObITOBbIE TPebOBaHMA.
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CTaHOB/IEHME ONEPHOro MCKyccTBa B PoccUM OCYLLECTBUNOCH Kak
HoBasa (opmMa XY[O0XXeCTBEHHOro BbIpaXeHWs, Mo3aMMCTBOBaHHas Yy
3anaga v cBA3aHHAs C KOPEHHbIMW W3MEHEeHWAMM MOCNeneTPOBCKOM
Poccun, ons KOTOPOW My3blKaiibHOe U MO3TUYeCKoe UCKYCCTBa LO0JIXK-
Hbl ObIIM UCMOMHATL HOBYIO O(IMLMANbHYI0 QYHKUMIO. Tak, B Teye-
HWe KpaTKOro MCTOPMYECKOro nepuoja My3sblKanbHas ApamaTtyprus
(menoppama, onepa-6t0d, KaHTaTa M T.4.) BMECTe C TOPXECTBeH-
HbIMW (hOpMamMu CNOBECHON M033UM CTana 3aHMMaTb LeHTpasibHOoe
MeCTO B KY/NbTYPHOM XW3HW CTpaHbl, KaK Npu [BOpPe, KOorga mysbl-
KanbHas ApamaTyprus oTMeyana Ccamble TOPXECTBEHHble CO6bITUS,
Tak U B >XWU3HW PYCCKUX [BOPSAH, KOTOPble 3aBenn CO6CTBEHHbIe
ropogckue n ycagebHole Teatpbl. Bnocneactsum onepHble CNeKTakIun
CTa/In UCNONHATLCA B NYBANYHBIX TeaTpax, Kak B ABYX CTONMLAX, TaK
M B NMPOBUHLMN.

Bonpoc o nepesofe UTanbAHCKUX ONepHbIX NMBPeTTO B Poccun
Kacaetcsi, C OfHOW CTOPOHbl, CTAaHOBNEHWSA OMEPHOl MoAaenu
PYCCKON My3blKanbHOW gpaMaTypruu u, ¢ Apyroin, KOHe4yHo, pac-
NPOCTPaHeHUs KOHKPETHbIX TEKCTOB WUTANbAHCKON My3blKanbHOW
Apamatyprumn. Tpouecc pasBuBaiCsa HEPOBHO W MPOTMBOPEYUBO,
4yTO 06ACHAETCA M NPUPOAOH XaHpa, a TakXe ero HazHavyeHus. Bo-
MepBbIX, Nepef HaMy CUHKpeTuyeckas (hopma TeKCTa, B KOTOPOW
paBHOLEHHO BbICTYNAalT MY3blKanbHbll 1 CNOBECHbIA MAacT, BO-
BTOPbIX, cama Npupofa >aHpa 3aBUCUT OT ero MyHKLMOHNPOBaHNA
B Ky/nbType. VCNONHWUTENbCKNIA MOMEHT 0Ka3blBaeTCs CTPYKTYpoO-
06pasytoLum.

3 BCcero ckasaHHOro ACHO BMAHa BCA TPYAHOCTb ONpefeneHus
MeXaHW3MOB “CK/IOHEHMS Ha Hawu (pycckue) Hpasbl” (fanblue
MCHH) nTanbsaHCKON My3blKasbHO-ApaMaTUYeCKol MOAENN N KOHK-
PETHbIX OMePHbIX TEKCTOB.

Yxe [aBHO OTMeYeHOo, 4TO fBe (hasbl BHEAPEHUA WTANbAHCKUX
onepHbIX NM6peTTo B Poccnn 06ycnoBunm u ase (hasbl UX nepeBofa
Ha pycckuii A3blK. [oKa MHOCTPaHHbIe ONepHble TPYMMbl, B TOM YKce
N UTaNbSHCKNE, UCMOMTHANN CBOW penepTyap Ha MHOCTPaHHbIX A3blKax
(3T0 06bIYHO 6bIBANIO NPW LBOPE U HA OPULMANTBHBIX MEPOMPUATUAX),
pyccKue nepeBofbl HOCUM YACTO MPAKTUUECKYIO (DYHKLMIO NOACTPO-
YHMKa 4na 3puTeneil. Korga MHOCTpaHHbI penepTyap nepeLlen K
pycckum (06bIYHO KPemnocTHbIM) Tpynnam, v Boo6Lie, 6narogaps oT-
KPbITUIO NY6AMYHbIX TeaTpoB, OMePbl CTann WUCMOMHATLCA MO-PYCCKY,
npobnema nepesofa MHOCTPaHHbLIX TEKCTOB Npuobpena COBCEM Apy-
rvne yepTbl (JleBuH 1996: 61-62). C 0fHOW CTOPOHbI, CTaBUICA BOMPOC
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0 PUTMWYECKOM COOTHOLUEHUN MY3bIKalbHOIO W C/IOBECHOFO Mepe-
BOAHOMO TEKCTa, C APYroi, BOMPOC O Ky/bTYpHOI afekBaTHOCTW Me-
peBofja W, cnegoBaTeslbHO, O TOM, Kak OH BMMWCbIBaeTCA B npouecc
“CK/TIOHEHWS Ha PYCCKMe HpaBbl”, KOTOPbIA YCTAHOBUTCS B PYCCKOM
Ky/nbType NOC/MeneTpPOBCKOrO Mepuoaa, HauvHas, no KpaiHel mepe, ¢
1760-x rr. Kak 1n3BeCcTHO, KOHLENLMA O CK/IOHEHUN HA PYCCKUE HpaBbl
nosyymna pasBepHyTOe TeOpeTUYEeCKoe M3N0XeHWe B TBOpuecTse B.
W. lyknHa 1 4yTb no3xe B pabotax A. ®. Jlab3uHa (deptormH 1995;
61-64), HO aHaNN3 UCTOPUW NEPeBOa UTaNbAHCKUX OMePHbIX NMOpeT-
TO MOXET PacKpbiTb HeGE3bIHTEPECHbLIE MPOSABAEHUA 3TOF0 KynbTyp-
HOro peHoMeHa.

Kak 0oTMeuyeHO Bbille, UCTOpPUA MepeBofa OMepHbIX NnbpeTTo, B
TOM YNCME W UTATbSFHCKMX, Ha KOTOPbIX Mbl OCTAHOBMMCS, CKNafbl-
BaeTCA M3 HECKOMbKUX (ha3: Ha MepBOM 3Tarne 3To Mepejaya TEKCTOB
MOACTPOYHMKOM, a 3aTeM HaCTOALMIA MX MEPEBOA B HOBOE Ky/bTyp-
HOe MpPOCTPaHCTBO. HECKOMbKO NeT Has3afd, y4nTbiBas pasHbliA xapak-
Tep nepeBefeHHbIX TEKCTOB W pasHble NOAXOAbl NEpPeBOAYMKOB, S
npegnoXxun cnegyrowyio nepuogusauunto (MFapgsoHno 1988: 308—
309):

MepBasa (pasa — 3TO MNOSABEHUE MUTANbAHCKUX MY3bIKaSbHbIX
NHTEpMeanin B KOMELMIAHOM penepTyape UTaNbAHCKUX TeaTpasbHbIX
Tpynn npu AHHe VoaHHOBHe. [1a1s MCTOpUM pyccKoi nutepatypbl aTa
(haza MHTepecHa Tem, 4TO TpeLMaKOBCKWIA, MepeBOAs WTalbAHCKUE
NNOPETTO MNpO30i, apuu cTapancs nepefarb CTUXaMu, Hakanaueas
TakuM 06pa3oM LEHHbI MaTepuan AN CO34aHWS PYCCKOW Nerkoi
noasun. Kpome Toro, He cnefyet 3abbiBaTb, YTO AaHHblE MepeBofbl
oboratuav TpaguumMio HapoAHO-TeaTpasbHOW No33nu.

BTopaa tasa (1740-1770-e rr.) camas gonras M MeHee OAHOPOA-
Has. OTO HEPOBHbIA NpoLEecC YTBEPXKAEHUS UTabSHCKOrO MpUABOp-
HOro TeaTpa, 06ecrneymBaeMblii CMYXKO0N MTaNbAHCKUX MO3TOB Mpu
pycckom fsope (BoHekn, KonbTennuHu) waM 3HameHUTbIMM onepa-
6ydbdh ©n onepa-cepua CNaBHEWLIMX WTaNbAHCKMX NU6GPeTTUCTOB
(npexkge Bcero MetacTtasno v FonbAoHW). B 3TOT nepuoj MTanbsH-
CKas My3blKanbHas M033ns HECOMHEHHO MOoBAUANMA, NYCTb AaXe W
MOBEPXHOCTHO, Ha pasBUTME PYCCKOW HaUWOHANbHON M033MM U He
TONbKO B 3apoxkgatoluelica onepe (onepa-cepua CymapokoBa U KOMU-
yeckue onepbl 1770-X IT.), HO W B XaHpax Nerkoi noasuuM u CTUXOB
Ha cnyyai.

B cnegywowem pecatunetun, B 1780-e IT., APKO BblpaXeHHOE
CTPEMJIEHMNE K CO3[aHMI0 PYCCKOrO HauMOHa/bHOrO OMEPHOro TeaTpa
(KHsOKHUH, MaTuHCKniA, Hukones) fano moBof 418 HOBOFO u 6onee
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Cepbe3HOro UHTepeca K UTanbAaHcKol onepe. IMeHHO 3Ta TpeTba (hasa
N ABNAETCA NpPegMEeTOM Hallero BbiCcTynneHus. OHa M ecTb (hasa
CKNOHEHWS HA PYCCKMe HpaBbl WHO3EMHbLIX OMep, WUMEHHO B 3TOT
nepuofg PYCCKMe MepeBoAbl WTANbAHCKMX MY3blKa/lbHbIX TEKCTOB
CTaHOBATCSA YaCTbl PYCCKOM NMTepaTypbl, MOTOMY UYTO OHU YXEe He
MPOCTO COMPOBOXAAKT MUTAbAHCKUI TEKCT, a CaMu CTaHOBATCH
TEKCTOM WCMOJHAEMbIM.

Kak y>ke ynomsiHyTO, UTanbaHCKNE MOPETTO Havanau NepeBogUTb
BO BpEMS LapcTBOBaHWA AHHbl I0aHHOBHbI, M MNEPBbIM 3HAYUTESb-
HbIM MepeBoAYMKOM BbicTynun B. K. TpegmakoBckuii. Ero nepesofpl
UHTEpPMeANA M KOMeAMii TOYHO OTBeYanu TpeboBaHWMAM MOACTPOY-
HMKa, OfHAaKO, Kak f yXe cTapancs nokasaTb (FapasoHuo 1995: 50-
60), nepesog nunbpetto Cwuna nwbeu u HeHasucTun {lLa forza
delVamore e dellbdio, 1735) ABunicA onbITOM Y>Xe ApYyroro xapakrepa,
B KOTOPOM MepeBOAbl apuili CTPEMSTCA K HEKOTOPO OpUTMHANbHOCTH
N 0XapaKTepu3oBaHbl HEKOTOPOI CTemeHbi pycudukaymm.' 310 3Ha-
YWT, YTO B [aHHbIX TEKCTaX MOXHO OTMETUTb HEKOTOPble 3/1EMEHTbI
“nepeBofia CO CK/IOHEHMEM Ha HAllW HpaBbl”, aHANOrNYHbIE 3/IEMEH-
Tam TCHH, ykasaHHbiMm A. A. [eptorvHbiM B KaHTEMUPOBCKUX
nepeeofax 3 AHaKpeoHTa.

B 37O CBA3WM WHTEPecHO, Hampumep, OTMETWUTb MPUCYTCTBUE
cpean nepeBofoB TpeAuMakOBCKOIO HECKObKMX TEKCTOB, OTHOCSH-
LMXcA K MOpCKoi Teme: Kopmuwuk 605311B B Mope Kopabab npass (Ne
4), KTo oTBefan WTypM, XoTb nyberaeT (Ne 19), Kad>keT TwLLIMHY,
6ypto>k Tas mope (Ne 20). Tema MOpPCKMX NyTeLlecTBUiA 6blia O4eHb
nonynspHa B neceHHMKax (CM. aHOHMMHYI NecHo byps mope pasgbl-
MaeT) M 4acTO BCTpeYaeTcs W B OpUTrMHaNbHOW no3s3un Tpeanakos-
ckoro (MosgHeeB 1958: 88). lMepeBoabl TpeaMakoBCKOro MpekpacHo
BMUCLIBAKOTCA B 3Ty CNEUUdUYecKyto TpaguLuIio PYCCKOro KaHTa
XVIII Beka.

Kpome TOro, mouytu BCe MEPEBOLHbIE apuM MOXHO OTHECTU K
XKaHpy Nt60BHOI necHM. Kak U3eCcTHO, UMEHHO B 3TOM XaHpe Tpe-
[OMaKOBCKUIA yKe B kHUre E3fa B 0CTPOB Nt06BM cTapanca co3garb Ho-
Bbll NO3TUYECKUA S3bIK W, B YaCTHOCTW, 3KBMBaNeHTbl (hpaHLy3CKOW

1 Kak [aBHO YCTaHOB/IEHO, OPUIUHA/IbHOE NUGPETTO MNPUHALMNEXUT MO3TY-
AuneTaHTy, nocnegosatento MeTacTasno dpaHyecko [Mpata. TpefvMakoBCKUiA
nepeeen MGPeTTO C (hpaHLY3CKOro MepeBofa, OAHAKO TeKCT COMPOBOXAaeT
UTaNbSHCKUIA  MOA/IMHHWUK, W HETPYAHO MpPeanofiokuTb, YTO CTUXOTBOPHbIE
BCTABKM Y4YUTbIBaIN WTANbAHCKUIA TeKCT. B camom fene, B PYyCCKOM W3faHWUW
NMBPeTTO YnTaem: “Peun mepeBoAns C paHLy3CKOW Nposbl, 1 B apuax NpuBoann
TOKMO B nageHue 6e3 pudm B. Tpegmnakoscknin” (TpeanakoBckuin 1736: 7).
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ranaHTHol dpaseonorun. B 3Toil mepcnekTnBe TpeanakoBCKWIA Ha-
Wen B nNepesofie UMNYNbC AN CO34aHUSA HOBbIX MO3TUYECKUX Bblpa-
XKEHUA N coYeTaHWid, cTpeMACb nepefaTb LLAGMOHHbIE MO3TUYECKME
hopMy/ibl UTaNbSHCKOrO OpUrMHana: >»XecToKoCcTb NbuT, oTaai
CTpacTAM BOMLHOCTb, Cepfuem Tpenewy c cTpaxa, KWHbTE CBOK
CTpacTb, He MOTYy NO6UTH Bac U T.4.

KoHeyHo, gaHHble nepeBofbl HE MHOIO J06aBNAIOT K MO3ITUYECKO-
My nopTpeTy TpesMakoBCKOro, HO CBMAETENbCTBYIOT O TOM, YTO NO3T
MOMb30Ba/ICA [aXe NPaKTUKOW NOACTPOYHMKA ANS NNYHOTO MO3TK-
4eCKOro 3KCnepmMmeHTa u, cnefoBaTefibHO, Ha flaHHbIE NepeBobl Haj0
CMOTPETb He NPOCTO KaK Ha MepeBOfbl-MOACTPOYHMUKM, HO KakK Ha
3/1EMEHTbI PYCCKOM HaLMOHaNbHOW CTUXOTBOPHOW Tpaguumun.2 Ecnu
noka TPYAHO TrOBOPUTL O “MepeBofie CO CK/IOHEHWEeM Ha Hawu
HpaBbl”, TO, 0 N3BECTHOI CTeMneHN, MOXHO BbISIBUTL B NepeBoje Tpe-
[MaKOBCKOrO HEKOTOpble YepTbl ‘“XaHPOBOro 06pPYCEHUs MeCeHHbIX
TekcToB”. Kak noguyepkusana T. J/InBaHOBa, pycckas 3HaTb, KOTopas
cylwana UTanbsAHCKyt0 onepy Apalin, 3HakoMuiach C CoAepXxaHuem
onepbl “yepe3 NOCpPeAcTBO TpeanakoBCKOTNO W €ro JuMTepaTypHOl
MaHepbl” (JluBaHoBa 1952: 52). VIMeHHO nuTepaTypHas maHepa nepe-
BOZa OMpefenuia XaHpoBblii XapakTep TeKCTa, ero 06pyceHus, Kak,
Hanpumep, B Cly4ae Cleaytowein apum, KOTOPYH MPeKpPacHO MOXHO
OTHecTU K hopme NHOBOBHOIO KaHTa PyccKoi 6bITOBOW N033nu:

BefHoli rope mHe! Bca kpyluych 6e3 mepbl,
PaBHO Kak Bcerga rop/svua neyanbHa,
Apyra y4To mwa y3puT 4To noiiMaH.

Tak ngy uckaTb 1 A MyxXa B y3ax.

Copnuua Bcerga, oH rae, NpuaeTaeT,

A NOTOM ONATb K CBOEMY XWUNLLLY.

KOHeUHO, Mbl He 3HaeM, XXWUN /TN TaKne TEKCTbl CaMOCTOATE/IbHOM X3~
HbIO M UCMIONTHANIUCL NN OTAENbHO (CaM (haKT, YTO OHW He BCTpeyaroTCs
B NeceHHMKax CBUAETeNbCTBYET O TOM, YTO BPS4 MM OHU BOWAW B
06UX0f MECEHHON TpaAMLUUK), HO CTPEMIIEHNE K 3TOMY QYEBUHO.
[Janble cTtomT 06paTuTh BHUMaHWE Ha nepeBog MMbpeTTo TUTOBO
munocepave MeTtacTtasno. lNepeBof oTHocuTCcA K 1742 ropgy n npwm-

2 K coxaneHut, TOYHbIMW AaHHbIMU O MpefHa3Ha4YeHUM nepeBofa Mbl He
pacronaraem W, Hanpvmep, 3amaH4MBOe MpegnonoxeHue B. YewmxmHa (1905:
42), cornacHo Kotopomy Cuna no6BM M HEHABUCTMW WUCMOMHSANACL U Ha PYCCKOM
asblke (Torga nepesof TpearakoBCKOrO MOXHO 6bl10 6bl cuMTaTb MepBbIM
o6pasLoM opera-seria Ha PYCCKOM $13blKe) He Hall0 Cepbe3HbIX (aKTUHeCKMX
NOATBEPXAEHWIA.
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HagnexuT VeaHy MepkypbeBy.3 B cBoeM nepenoxxeHuu VesaH Mep-
KYPbeB MPUMEHSET CUNMabUYecknii CTUX: anekCaHApPUIACKUIA CTUX C
napHoO puMOBKOW B TeKCTe ApamaTWyeckoro AeiCTBUSA, pasHble
cunnabuyeckne pasMepbl B apusax.

UTo KacaeTcsi TPMHAALATUCNOXKHMKA, TO MepKypbeB CTPOMT CBOM
CTUX No 06pasly KaHTEMUPOBCKOrO CTMXa, AaNeko OT cuanabukm
NTaNbAHCKOr0 OpUrMHana U B TO >XKe BpeMa Janeko OT peopmu-
poBaHHOro repounyeckoro ctuxa Tpepuakosckoro (MapazoHno 1989:
113).4CtouT, Hanpumep, OTMETUTb NMPUCYTCTBUE PasHOYAAPHbIX pUf-
MoBOK (BenMkoro-takOro, O6pa3oM-pA3oM). PUPMOBKKN 3TU 6GmxKe
ctuxy XVII Beka M TOYHO nNpupardT CTUXOBOPHOMY MepeBody
OnpefeneHHbl apxXan30BaHHbIA xapakTep, HO 6e3yClI0BHO B PYCCKOM
Ayxe. YTo-TO B pofe nepeBoja “co CK/NOHEHMEM Ha Ha Hallu CTapuH-
Hble pycckue HpaBbl”. [aHHOe 06CTOATENbCTBO SBHO YKa3blBaeT Ha
TO, YTO W METPUYECKMIN YPOBEHb MPEKPACHO BMUCHIBAETCA B NO3TUKY
“CKNOHEHMS HA pYyCCKMe HpaBbl”. He ciy4yaliHO MHOrMe OTPbIBKU
nepesoga MepKypbeBa NepeKknnKarTcs €O CTUXOTBOPHON Tpaguuuei
pyccKoro 6apokko, 4To 06YC/IOBMIEHO, KaK HU CTPaHHO, CaMoOi aHTWu-
HOM TeMaTWKOIA.

Ho pasHOpPOAHbIA XxapakTep Takoro Twuna MepeBOLOB Mpea-
OCTaB/IIeT U JPYTMe 3N1eMeHTbl CK/IOHEHUA Ha HauWOHasbHble HPasbl
COBCEM MHOro nopsigka. Mpusegy WHTEPeCHbIW cnydain. MepKypbes
NepeBoOAUT apuy pasHbIMW CUANABUYECKUMK pasMepaMu, a Xopbl
PasHOCNOXHbIMU Be3pUPMeEHHBIMN CTUXaMU. TYT OH NPUMEHSET YTO-
TO Bpofe “nonbHuka” ante litteram. BoT nt060NbITHLIA NpuMep:

XpaHuTe 0 60rn cTpaxue!
Bnarononyybe pymcko.

B Twute npasaumom. CunbHom
YecTb Hallero seka.

Bbl 6eccmepTHbIe J1aBpbl

Ha Llecapckoli Ha rnase,

Bbl 6eperute B Pume

Bcakoe cyacTbe ero.

3 Onepa TWTOBO MUIOCEPAME C My3bIKOW HeMeLKOro KomnosuTopa W. A.
[acce 6blna noctaBneHa B MockBe 29 mas 1742 rofa no cny4valw KopoHauuun
umnepatpuubl EnucaBeTbl [NeTpoBHbl (Mooser 1948: 187-197). O6 VBaHe
Mepkypbese (ym. B 1748 r.) cm. cTaTbio B. . CtenaHosa (1999: 285).

4 B cratbe MpuBOAATCA faHHble 0 pUTMe W Le3ype cTuxa Mepkypbesa B
CpaBHEHUN C [aHHbIMW MO pyCcCKOMYy cunnabuyeckomy cTtuxy XVIII Beka,
nonyyeHHbiMn M. JI. FacnapoBbiM (CTp. 126).
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B naHHOM TekcTe CTOWMT 06paTUTb BHMMaHWe Ha cTux “Ha Llecapckoi
Ha rnase”, rae NOBTOP Npeasiora Ha KaxeTcs nofjckasaH (hoNbKIopPOM.
Mepeg Hamu sBHbIA npuem [MMCHH. HanomHuMm, u4To Tpaauuums
MepeBOANTL XOPbl TOHUYECKUM CTUXOM YTBEPAMIACh MOKE W C 3TOM
TOYKMN 3peHUs nepesos MepKypbeBa ABMAETCA WMHTEPECHbIM aHTele-
[lEHTOM.

Kak yXe oTMedyeHOo, nepesog MepkypbeBa CAyXwua Nulb MNOA-
CTPOYHMKOM A1 BbICOKONOCTAB/EHHbIX 3puTeneit cnektakns. OH He
Nony4ns HNKaKoro npsAMoro npuMMeHeHUs B MNOCTaHOBKe onepsbl ["acce
W, CcnefoBaTe/slbHO, He OTHOCMTCA K cdepe (YHKLWMOHUPOBAHUA
C/IOBECHO-MY3bIKa/IbHOTO TEKCTA W ero nepesofa B APYroe Ky/bTyp-
HOe MPOCTPaHCTBO, YTO Ha CaMOM Aene ABASETCA ONpefeNnnTeNnbHOM
yeptoin npuema MCHH. OpHako, B CBA3W C MOCTaHOBKOW omMepbl
TUTOBO MUAOCEPANE MOXHO OTMETUTbL NOBONBITHBIA cnyyain MCHH,
KOTOPLIA A O6bl Ha3Ban “NepeBOAOM CO CKNOHEHMEM Ha pycckue Gyk-
Bbl”. O noctaHoBKe TuWTOBa MUNOCEPAMS paccka3biBaeT AKOO (OH-
LLTenvH B cBOMX M3BECTHUAX O My3blKe B Poccuu:

Mpu NepBoO OMepHON peneTULMM MHe NOKa3anocb CMeLLHbIM, YTO MMMepaTop
TWUT AO/KEH caM MeTb CO CBOMMU APY3bAMMU U 3 OCTaNbHbIMU feACTBYOLWUMM
nvuamu [...] BcTpevarowmiica no xofy AeliCTBUS XOpP WM XBanebHY NecHb
cBOeli cobcTBeHHO po6poTe. Korga wvmnepaTtpuue 6bi10 NpeAcTaBriEHO
Henpuanyne Takoro MofoXKeHNs, OHa NpuKasana B3fATb NPUABOPHbIX MEBYNX B
OPKecTp A5 TOro, YTo6 OHW Nenu BCTPevaloLlinecss Xopbl. Tak 3TO U 6bI10
MCMOMHEHO. MTanbsaHCKMe cnosa 6bliv NoAnMcaHbl pycCKUMKU GykBaMu nog 4
ronocamu, u 6onee 50 n3bpaHHbIX MEBLOB 06y4anucb Ha peneTULMAX Oonepbl
NEHNK 3TUX XOPOB HeoOblYaMHOW CWUbl WM NpekpacHoro gencteus [...].
(WTenmH 1935: 111)

3noxa pacuBeTa WTanbfHCKOM onepa-cepua B Poccmm cBf3aHa C
Bo3BpalleHnem ®. Apaiin B 1742 rogy — OH yexan 6bi10 13 Poccuun B
1738 r., — KOrga KOMMO3MTOpP npuBe3 C CO6ON HOBbIX NEBLOB,
WHCTPYMeHTanucToB, nubpetrtucta Ix. BoHekn u gekopatopa 4. Ba-
NepuaHu. 3a Bpems cBoero npeb6bbiBaHUs B Poccun K. BoHeKu
counHun 6 NMBpPeTTO K onepam Apaiin Ans pycckoro gsopa. Bce ero
NNGPETTO MEPEBOAUANCL HA PYCCKUIA.

VIMEHHO C 3TMMK nepeBofgamu, No mHeHuto WM. 3. CepmaHa (Cep-
MaH 1963: 117 u cn.), cBa3aHa nonemuka JlomoHocoBa BO Il yacTu
PuTopukn 1747 roga (O n306peTeHMn BUTUEBATLIX peyein) NpoTms
“HbIHELWHMX” nucaTeneli, KOTOpble “MeHbLUEe CTaparTCA O BaXKHbIX W
3penbiX MPeanoXeHnax, 0 yBE/IMYEHUN CNIOBA YPEe3 pacrnpocTpaHeHne
WM O [BUXKEHUN CUJbHbIX CTpacTeil, HeXenu o BuTMiAicTee”. Kak
oTMeyaeT CepmaH, B PyKONuCK JIOMOHOCOBCKOM PuTopuku nocne
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CNoBa HblHELWHNe cnegoBano, NOTOM 3avyepKHYToe, “UTaNUAHCKME”,
4YTO M NMPUBENO YUYEHOTO K BbIBOAY, YTO JTOMOHOCOB BbICTYNas MMEHHO
NPOTUB UTANIbAHCKUX NO3TOB Ha CNy»6e pycckoro gsopa. HanomHum,
yTo BCe NMbOpPeTTO BoHekn CoeanHeHue no68u 1 6paka (1745), Cum-
nuoH (1745), MuTpugaT (1747), bennepogpoHT (1750), EBpmOKCUA
BeHyaHHaa (1751), kpome ogHoro, Cenesk (1744), nepeBefeHbl
npo3soto (ckopee Bcero A.B.OncygbeBbiM). MoaTomy, nepesos Cenes-
Ka npuobpeTaeT 0cobeHHOe 3HayeHuWe. B Hem BnepBble UTAbAHCKME
TEKCTbl MepeBefieHbl CUNNabOTOHUKON, SIMO6OM U XOpeem, 4YT0 ¢
OYEBUAHOCTbIO, KaK oOTMeyaeT CepmaH, COOTHOCUT TMepeBos C
M3BECTHbIM crnopoM 1743 roga 06 3MOLMOHaNbLHOM MNPEBOCXOACTBE
04HOr0 13 ABYX FNaBHbIX pPasMepoB CUANAbOTOHWKKN. C 3TON TOUKM
3peHus, nepesof Ceneska, Kotopblid LLITenuH npunmcan CymMapokoBy
(xots HosukoB B cBoeM OnbiTe WcTopuyeckoro cnosaps 0 poc-
CUIACKMX MucaTensx ykasan Ha Oncydbesa), 3aHMMaeT 0C060e MeCTo
B MOMCKax BO3MOXHOCTEN (YHKLUMWOHa/bHON nepefaun cuanabuye-
CKOr0 CTMXa B PYCCKOA CTUXOTBOPHOW KynbType. Mpobnema smoumno-
Ha/lbHOW OKpacku MeTpa, ero CTUAMCTMYECKOW MpMpoabl TECHO CBS-
3aHa € nMpo6/emMoil nepefayn HaLMOHANLHOrO PYcCKOro gyxa. B atom
cmbicne nepesof Ceneska HocuT xapaktep NCHH, Tem 6onee, uto
CTUNUCTUKA TeKCTa MepeBofila ABHO COOTHOCUTCA C pPaHHUMMK Tpare-
amsammn Cymapokosa (CepmaH 1963: 131-132).

WTak, B MepBoil hase NCTOPMM YCBOEHUS UTANbAHCKUX NMOPETTO B
Poccun anemeHTbl NMCHH MOXHO OTMETUTb NUWbL B CTPEMJIEHUN
nepegatb (PYHKUMOHANBLHO, & He (hopMasibHO, (OHOMOTMYECKME U
A3bIKOBbIe MPUHLMUMNbI CTPOEHUS TEKCTA, OT METPUKU LO CTUIINCTUKM.
B camom fene, noka rnaeHas uyepTa MNMCHH: 3ameHa peanwii opuru-
Ha/lIbHOrO TeKCTa PYCCKMMW — MOYTU He BCTpeyaeTcs (3a MCKNYe-
HVMe HEKOTOpbIX AeTaneid B UHTEPMEAUAX U KOMELMAX NepeBefeHHbIX
Tpennakosckum B 1732-1733 rr.).

C fpyroii cTopoHbl, A0 Havana 1780-X rofoB MepeBOfbl UTa/bSH-
CKMX NNBPeTTO MPOAO/MKAKT CAYXWUTb MOACTPOYHWMKOM ANS 3puTe-
neli, Tak Kak onepbl-cepua U onepbl-6ydd BCce BPeMs MCMOAHAKTCA
Ha UTANIbAHCKOM A3blKe. ITO He 3HAYUT, YTO caMWn NEepeBOfbl HE HOCAT
3/IEMEHTOB pyCU(IMKaLMK, HO, OYEBUAHO, MNPUCYTCTBYOLME 3ne-
MEHTbl pyCcU(UKaLUM He KacaroTca (PYHKUMOHMPOBaHWUA TEKCTOB B
KynbType. Heobxogumo OTMeTUTb, YTO U UTANbAHCKME KOMMO3UTOPSI
Koe-rge npob6oBany BHECTM B CBOW MY3blKa/ibHble COUYMHEHUS 3fe-
MEHTbI PYCCKOI My3blKasbHON KynbTypbl (MeNogumn, NecHu, TaHubl U
T.4.), YTO NpuUAaBano WUCMNOJIHAEMOMY Ha UTANbAHCKOM SA3blKe TEeKCTY
HekoTopblli xapaktep MCHH. Mo 3Tomy noBogy CTOUT MpPUBECTYU
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M3BECTHbI/ OTPbIBOK M3 Magpurana CymapokoBa, MNOCBALLEHHOrO
dpaHyecko Apaiie M ero My3blke MEPBOA OPUTMHANBLHOW PYCCKOM
onepbl Lledhan n Mpokpuc. MoaT yTepXaaeT:

Apalisi n3bsicHUN N60BHbLI B Apame CTpPacTh

N o6wm c Mpokpucoii LiehanoBbl HanacTm

Tak cubHO, 6YATO 6bl S3bIK OH PYCCKMiA 3HaN,5
Mnb nave, 6yATO caM UX FrOpecTbio cTeHal.

TyT BaXHO MOAYEPKHYTb, YTO B TO BPEMS KaK ANS LpamaThyeckoro
TeaTpa apeHoi ans NMCHH 6bina Komeaus, Ans My3blKa/ibHON N033UK
(M He TONMbKO WTaNbAHCKOI) apeHoii ans npumeHeHusa MCHH cTana
onepa-oydd. OueBMAHO Tparegus u onepa-cepua c UX XeCTKUMU uc-
TOPUYECKMMU paMKaMU W TOPXXECTBEHHO-MAaTETUYECKUM TOHOM He
Jonyckann npuema pycuukaumm. 3T0, KOHEYHO, HEe WCK/YaeT
TOro, YTO B OPUTMHANbLHOM TBOPYECTBE BCKOpe CTann MOSBAATHLCS
PYCCKME aHanorn 3HaMeHUTbIX WHOCTPaHHbIX Mbec, HO 3TO YXe
npo6nema Jpyroro nopsgka n OTHOCUTCSA CKOpee K Tparegaunu, a He K
onepe-cepua, kKoTopas B Poccuu He nonyyunia ocoboro camocTosTeNb-
HOrO pasBUTMS.

HaobopoT, Kak B KOMeAMW, MOHUMAEMON B TpakToBKe JIyKMHa W
Nab3uHa, Tak 1 B onepe-6yd®d, B ee nepesogax U nepeenkax, oTMme-
yaloTca MHorouyucrieHHble npumMepsl NMCHH. 370 Kacaetca B nepsyto
ovepefb UTanbsSHCKOW onepbl-6ydd, XOTA MOTOM, Kak Mbl 3Haem, B
Poccmmn B opMrnHanbHOM TBOPYECTBE PYCCKMX MO3TOB-IMOPETTUCTOB
yTBEpAMnack CKopee Bcero (paHuysckas ¢opma comedie Telée
d'ariettes, a He wuTanbaHckaa opera buffa, npaBga ¢ HekoTOpbIMU
NCKNOYeHnAMU. [aHHOe O06CTOATENbCTBO HE MCK/OYaeT TOro, 4To
NTaNbAHCKME Onepbl-6yhd NepeBoANIUCL U WUCMOMHANUCL Ha pyc-
CKOM f3blKe, W 4YTO [aXe B OMpefeneHHbIX Kpyrax WMMEHHO >KaHp
onepa-6ydpd KoTmpoBancs 6oMblle, YeM Cama HauuoHanbHas gopma
KOMEMU C apusamu.

KoHeyHO v B 3TOi (hase, CBA3AHHON C TBOPYECTBOM TaKMX nepe-
BOAUMKOB Kak W. A. AmutpeBckuin, B. A. JleBwuH, L. BueH n ap.,
npobseMa MepesioKeHNss TEKCTOB HAa PYCCKOe KyNnbTypHOE npo-
CTPaHCTBO Kacanacb MO 60nbWOMY CYeTy (OHOMOrMYECKOro u
CTUINCTUYECKOrO YPOBHe. Ha aToM (hoHe cnefyeT yKas3aTb Ha CaMblii
rnaeHblin 3nemeHT MCHH, a MMEHHO: MPUMEHeHMEe PYCCKUX peanwii
Kak nmpuema NosHOro Ky/abTYpPHOro YCBOEHMS NepeBefeHHbIX TeKCTOB.
C TouKM 3peHus Bonpoca NCHH MTanbfAHCKUX NMOPETTO 3HAUUTESb-

5 Kypcu — molid, C. I.
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HYI0 pONb WUrpann mnepeeofbl “KomMuyeckux gpamm” K. [onbaoHK,6
CBfAI3aHHble C feATEeNbHOCTbIO aHTpenpeHepa JlIokaTenu, Xota ¢ Xyao-
YKECTBEHHOM TOYKM 3pPEHWNS BCE 3TV MepeBOfbl He OCOBEHHO LEHHbI.
[elicTBUTENbHO, UX PONbI0 ObII0 O3HAKOM/IEHWE PYCCKUX 3puTeneid ¢
WHTPUTOW M XapakTepamu LeWCTBYHOLWMX fiML, HO B XOA4e Mepenoxe-
HWS MepeBOLUYMKMN CTapainucb Kak MOXHO 6onee npubAn3nTbL TEKCT K
BKYCaM W BOCNPUATUIO PYCCKOMO 3pUTENS.

[JaHHbIli npouecc SBHO COBEPLUAETCA B KOMeAuAX, KOTOopble
NCMNOJTHANNCD YXKe Ha pyccKom fsbike. [Npuseny npumep. B nepesose
komeauu Jlomalwnue Hecornacus (/ puntigli domestici, 1752), n3gan-
Hoin B CaHKT-eTepbypre B 1773, nepeBOAUYNK MEPEHOCUT AelicTBUE
komeaun u3 Heanons B MOCKBY MW MpeBpawaeT UTabAHCKNX
apUCTOKpaTOB B PyCCKMX NoMeluunkoB (Fopoxosa 1967: 336-339).

MosToMy HecnydvaiiHo HacToAwwmin MCHH nnbpeTTo oTMmeuvaeTcs
WMEHHO TOrja, Korga camu Onepbl CTaivi WUCMONHATCA Ha PYCCKOM
A3blKe U He CTONMbKO B NPWUABOPHbLIX TeaTpax, CKOMbKO B penepTyape
Ny6/MYHBIX M YaCTHbIX (TOPOACKUX U ycafebHbIX) TeaTpoB.

W 3ToT npouecc cBA3aH ¢ UMeHeM [M0NIbAOHMW, HO TaKXe C OfHUM
M3 co3daTeneil pycCKOro HauuoHanbHOro teatpa, ViBaHoM [OMuMTpes-
CKUM, KOTOpblii B 1782 nepeBen onepy-6ydd Lobpas geska. Onepa
3Ta Oblna NOCTaB/IEHA HA PYCCKOM A3blKe B KYCKOBCKOM TeaTpe KHA3A
LLiepemeTeBa B TOM e rogy (Mopkos 1862: 33).

Mocnegyrowwmne nepeBofbl UTaNbAHCKUX OMEPHbIX MOPETTO gena-
NINCb AN UX NOCTAaHOBKWM Ha PYCCKOM A3blKe. [1epeBofbl LOMKHbI
6b1M, C OLHOW CTOPOHbI, OTBEYaTb PUTMMUYECKMM TpeboBaHWUAM My-
3blkn (NPOCTOA NOACTPOUHMK ObIN yXKe HeAocTaToueH), C ApYroin,
CTapanncb NepeHecTn BeCcb KyNbTYPHbIA KOMMEKC peanuid LeiicTBumS
N XapaKTepoB B HOBOE, PYCCKOe Ky/bTYpPHOe NPOCTPAHCTBO.

3pech A 6bl X0Ten NPUBECTU HEKOTOPbIe MPUMepPbl U3 PYKOMUCHbIX
MaTepuasnioB, MHOK M3YyUYeHHbIX W ONUCAaHHbIX B NPeAbIAYWUX Ny6an-
Kauusx. Bosbmem nepeBof [OMUTPEBCKOro onepbl-6ydd AHApeu-
CakknHu L avaro deluso (O6maHyTbili CKyneu).7 MNepeBog, — O
HeM ynoMmuHaeT A. KapatbirMH B cBoeM “TeaTpanbHom >XXypHane”

6 O pycckux nepesogax u3 MonbgoHn B XVIII Beke cm. NopoxoBa (1967:
307-352).

7 MNepeBof XpPaHWUTCA B pasHbIX MOCKOBCKMX W MeTepbyprckmx apxusax. H
nonb3ylCb 34eCb PYKONUCAMW, XpaHAWMUMKUCA B oTgene pykonuceli PIB B
Mockse (. 11 AnpakCUHbIX My3blKajlbHblli), B apxuBe LleHTpanbHOro rocy-
[apCTBEHHOro My3es My3blKafbHOW KynbTypbl uMeHn M. W. FanHkn (. 187
oHA BopoHLOBbIX) 1 B oTAene pykonuceit HFB B CaHkT-lMeTep6ypre (¢. 550).
Cp. MappgsoHuno 1996: 223-225.
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(BceBonoacknii-IepHrpocc 1923: 118-119), ABNAETCA WHTEPECHbIM
npumepom [MCHH, HauuMHaa C MEpenoXeHUs WMEH MNepcoOHaXe.
Onepa nonb3oBanacb 60AbLWIOA MNONYNSAPHOCTLI: NEPBLIA pa3 B
pyccKOM nepeBoge OHa Gbina nocTaBneHa B [leTepbypre Tpynnow
Poccuiickoro Teatpa 25 mas 1789 r. B [lepeBsiHHOM TeaTpe, B 1792 B
Mockse B MNeTposckom Teatpe (Kengbiw HO. B., O. I'. JleBawesa, A.
V. KaHgmHcknia, 1985; 392, 394).

Pycckuii nepeBofUMNK NnepeaenbiBaeT TEKCT OpUrMHana, npuberas K
HEKOTOPbIM 0ObIYHBIM 060pOTaM PYCCKOMW KOMWYECKOW onepbl U K
PycCKoMy npocTopedbto no obpasuy nmbpetto Abnecumoa, MaTuH-
ckoro u KHsbkHuHa. BoT, Hanpumep, Kak pycuguuupyetcs, noutu B
OyXe [OepXXaBWUHCKOW Ofpbl, Ccrefyiloliee OMNMcaHUe WTanbAHCKOM
KyXHW. NTanbAHCKUIA TeKCT:

Signor Oste non crediate,
Che in un po’di refezione

La rneta delle mie entrate
Qua vogli‘io sacrificar.

Due grasse zuppe; erbaggi, e pasta?
No signore, che una basta.
Sei piccioni in fricasse!

No signor non fan per me,
Due capponi? Basta un polio.
Signor Oste a rompicollo

Mi vorreste fare andar.
Beccafichi e buone orfelle
Ah, ch'io vedo, che la pelle
Mi vorreste scorticar.8

B pycckom nepeBofe TEKCT npeBpawiaeTca B 3abaBHOe NPOTUBO-
nocTaB/ieHNe PYCCKOW M (hpaHLy3CKON KyXHU:

HeT, X03A1H, HET He MbIC/Nn,

[ypakoM MeHs He yucnw,

Ha nannwHioto egy [...]

[eHer TpaTuUTb He Xou4y.

Kak Tpu cyna v Tpu Xapkue

Bce M3nuLWHM TO nycThble,

MaTb pary, nATe hpunkKace

He 310poBo 3TO BCe.

Cl'la,qu/I TOPTbI N NacTeThbl,

Cnagkun TOpTbl U KOHeTHI,

CTyfieHb C KBacoM U LK fa Kaluy,

8 Lntupyto u3 Il don Calandrano, Dramma in musica di A.Sacchini, Firenze,
1781, p. 11.
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[a ele XoTb NPOCTOKBALLY,
LoNXeH K Y>XUHY nogaTb.
DpyKTbl, FPyLIN U aHaHachl,
3HaTb Tbl X04ellb 3a npunachbl
Koxy BCto ¢ MeHs cogpatb [...]."9

Elle npumep coBcem ApYyroro nopsgka, Ho TOXKe BeCbMa KpacHopeyu-
Bblii. ApMK NONYNSIPHbIX MNepeBoAHbIX onep Aa MoHTq uaHnMHO ApeBo
(1792) n Pepkasd Bewp (1792) (My3blka npuHagnexut Conepy-u-
MapTuH, nepeBogunMk — onatb . JMuTpeBcKkuii), bnarogaps BKO-
YEHWNIO B MECEHHWKWN, CTann NepexoanTb B ObIT 1 B FOPOACKONA (hO/MbK-
nop. Ho Tyt MCHH nowen euwe ganblue, 6narogaps nepecTpoike mx
(hYHKLMOHNPOBaHUA B KynbType. VimeeTcs B BMAY NpumedaTeNbHbIl
cnyyali Camoro Hogeiwero oT6opHeiwero MockoBckoro n CaHKT-
MeTepbyprckoro necenbHWKa, COOGPAHHOTO K3 NyYWKUX W HbIHe
ynoTpebuTenbHeliwunx neceH (Mocksa, 1799, 18032, u3gaHHOro
kynuom C. . KomuccaposbiM. TyT apuu ABYX ONeEP COMPOBOXAEHbI
yKasaHuamu 06 WX MOBCEAHEBHOM, [AOMALUHEM WCMNOAHEeHUKN. BoT
HeKOTOpble MPUMEPbI:

M3 onepbl lInaHnHO JpeBo, ANsi TeX, Kou 6biBasi B OTCYTCTBUN C NII0GOBHMLEHD,
BCMNOMUWHAIOT ee KpacoTy. [MoeTca cTpacTHbIM ronocom: Cepjle BCe...

Cwuna nobsBu ana Tex, KoM HUYero B CBETe BaXKHee /II06BM He mouuTaroT,
ronocom BecenbiM: Bce B cBeTe My4eHbe...

Celo necHe MOXHO N0BOBHMKaM 06eLaTh CKopee coefuHeHue. MoeTcs
rosocoMm, Hagexay obeltaowm: Jlyy siCHbIW LLacTbs...

[na peByliek 3penbiX fET, FOI0COM O3HayalLWMM HeTeprnennsocTb: Mo
MOUM Y>K 3pe/ibIM leTam...

[ns Tex, kou 6optoTcsa ¢ cTpacTamu. MNMpUATHOCTb Ceil MeCHU 3aKoYaeTcs
Kak B rosioce, Tak 1 B CN0OBax; OHa MOETCA CMATEHHbIM, [POXal/M r0/I0COM:
O 6oru!fl B cmaTeHbHU! ...

[na Takoro no60BHMKA, KOV BCe /IAaCKM MCTOLW W/ MNpef CBOek so6oB-
HUUe TweTHo. OTYasAHHBIM r0/I0COM W MOKasblBalLWMM nevanb, noercsa. He
cepAue, KaMeHb HOCUT TBepAblii...

Apwus xanoba Ha HaKNOHHOCTb NHOB0BHULbI, TUXUM U YHbISIbIM [0/I0COM:
Pok! 04T O KO MHE HELW,acTHY...

Takoro cfyyas He Cy4YnTCa HUKOrAa, W ANs Toro 6yaTo ee M ynoTpebuTb
Henb3A.Y NoTpebnsaiiTe; oHa MoeTcst oYeHb Beceno: Onneyxa! B feHb camoit
cBafb6bl...

[ns peBul KpacuBbIX U 60ratbiX, MMEKLWMX HecyacTbe He ObITb 3amy-
XXeM, rosIoCoOM YHbIIbIM: CTpaHHa Bellb N He WacT/uBea...

Mepexof onepHbLIX TEKCTOB B 6bIT U B I'IO}'Iy(bOJ'IbK]'IoprIe XaHpbl N UX
M3MEHEHNE B 3TOM Mnpouecce A0 HEYy3HAaBAaEMOCTN CBUAETENLCTBYET 06

9 I'PB, ¢ 11 my3, n. 19, Ne 1-2, nn. 49-53.
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X MONHOW pycuukaumm, 06 UX NOAHOW MEpPEeKoAMPOBKE B HOBOM
KYNbTYpHOM npocTpaHcTBe. K faHHOMY c/iy4atd OTHOCUTCS 3HaMeHU-
Tas necHs Ha Tonb, 4TO06bl meyanu, KOTOpas BCTPeYaeTcs B PYKO-
MUCHBbIX MeCeHHMKax A0 KoHua XIX Beka (PuHpgeinseH 1905: 8) u
KoTopyto BknoyaeT WN. C. TypreHes B pomaH HoBb (3nu3og cynpyros
Cy6oueBbix). Ha camom gene nepes Hamu MONynspHas apust U3 one-
pbl Maunsuenno-ranom6el La Molinara “Nel cor pii non mi sento”
(MenbHuuMxa). AHanM3 OPUTMHANBHOIO U MEpPeBOAHOr0 TEKCTOB,
NTa/IbAHCKOr0 W PYCCKOro, MoKasblBaeT MOJIHOe PUTMUYECKOe COBMa-
[EeHVE 1 ABHYIO TEMaTMYECKYH CXOXEeCTb MPU COBEPLUIEHHO BOJSIbHOW
nepegaye Tekcta. TakuMx CnyyaeB B UCTOPUM PYCCKON MY3blKanbHOM
Mo33umM MHOro. HamoMHI0 y>Xe OTHOCSILLMIACA K MOocneaytollein anoxe
cnyyaii pomaHca He nio6un on!:

OH roBopu/ MHe:
Byab Tbl Moeto,

W cTaHy XuTb 1.
CTpacTblo cropas.
MpenecTb ynbi6ku,
Hera Bo B3ope
MHe obewjatoT
Pagoctn pas....

Ha camom faene nepeg HaMu NepeBoj U3BECTHOM UTaNbsSHCKOW MeCHU
Non m'amava (astopb! [en Mpete-I'yepuuns). PomaHc ncnonHuna B.
@®. Komwuccapykeckas Ha cueHe AJieKCaHAPWHCKOro TeaTpa, Kak
pomaHc Jlapucbl Oryganosoli B nbece A.OCTpOBCKOro becnpugaHhu-
ua (1896) a motom H. Anucosa B (huMbMe-3KpaHM3aLMM MbeCbl H.
MpoTo3aHoBa (MeTposckuid, Mopaepep 1997: 314).

MpakTnky MCHH, nepefenok u nofgpaxaHuin cnegyeT COOTHECTM
N C UCTOPUE OPUTMHANIBHON PYCCKOW KOMMWYECKON onepbl. TyT MHO-
r0 WUHTEPECHbIX C/ly4aeB TeMaTW4eCKOl UWTATHOCTM U COBMAaAEHUS.
CTouT, Hanpumep, OTMETUTb ABHYIKO TEMATUYECKYI0 U OpMasbHYHO
CXOXEeCTb M3BECTHON Komeann M. MatumHckoro CaHKT-lMeTepbypr-
Cckuii FocTuHbIA aBop (1779) ¢ nepeBOAHbIM TeKCTOM NnbpeTTO BeHe-
umaHckas apmapka (1791, nepesog un3 La Fiera di Venezia — aBTopbl
Canviepu-bokkepuHm). MNepeBofUMK UTaNbAHCKOro NMBPeTTo (CKopee
Bcero Bpay lBaH BueH) B Xxofe nepeBofa Ha pPYyCCKWe HpPaBbl UMES
nepes rnasaMmm onbIT U ycnex nbecbl MaTuHCKOro.
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34ecb pa3Hble ToBaphbl
CTynaliiTe 605pbl

YTrofHO NN 4YTO

BblbupaiiTe y Hac.

34ecb feleBo Bce

He o6maHem Mbl Bac...
BayTbl, 6pacneTbl

PaHeTbl

BWCKBWTbI C KOpULei
LUMHbWOHBI, ydaliki ¢ NeTANLEN...
JINMOHBI, oTAackl

BoTt wnarun...3geck vacol...10

B 3aknoyeHme xotenocb 6bl fo6aBuTh, 4TO BOMpoc 0 MCHH my3bi-
KaslbHbIX NMOPETTO He MOXeT 6blTb JOCKOHA/IbHO U3YYeH, He Yy/enus
0C060ro BHMMaHWUA CUHKPETUYECKOMY XapakTepy 3TUX TeKCTOB.
3pecb npobneMa pyHKLMOHMPOBaHWA TEKCTOB B KY/bType TECHO CBS-
3aHa C UX ucnosnHeHnem. J1roboe cyxzaeHue 6e3 yyeta My3blKasbHOIO
ohopM/IEHUs TEKCTOB He ABNAETCHA MOMHbIM. W3 3TOro cnefyet, yto
JanbHenwas uenb M3y4vyeHWs NepeBOfHbIX NMOGPETTO — 3TO UX Co-
OTHOLLUEHWE C MY3blKaJIbHbIM TEKCTOM W, B YacTHOCTW, BOMPOC O
MCHH gaHHOro My3blKasbHOro TeKCTa. Tak OnsTb BO3HMKAET JaBHUIA
BOMPOC O COTPYAHWYECTBE /INTEpPaTypoBefOB W MYy3blKOBEAOB, 6e3
KOTOPOr0 HacTOALWMI KybTYpPONOTrMYECKNIA NMOAXOL HEBO3MOXKEH.
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Itaalia ooperilibretode “oma (vene) kommetele vastava”
Umberpaneku mehhanismid

Artiklis on vaatluse all itaalia muusikalise luule tdlkimise ajalugu Venemaal
18. sajandil. Pohjalikumalt Kkasitletakse itaalia ooperilibretode, kantaatide,
aariate, laulude jms. oma kommetele vastava timberpaneku Kisimust. Autor
eristab selles protsessis kolme faasi. Esimene faas h6lmab 1730-ndaid aastaid,
mil Anna loannovna valitsemisajal t6lkis Trediakovskj itaalia intermezzosid,
komdddiaid ja esimese opera seria “Armastuse ja vihkamise jéud”. Teine
faas katkeb perioodi 1740-1770-ndad ja sellele on iseloomulik erinevate
tdlgete ja imitatsioonide voog, mis kindlasti m@jutas vene muusikalise ja
dramaatilise luule Uldist arengut. Just sel perioodil kandub oma kommetele



644 CTedaHo Mapa3oHNo

vastav Umberpanek draamaZanritesse ja on téheldatav ka muusikalises luules.
Kolmas faas haarab 1780-1790-ndaid, on seotud selliste luuletdlkijatega nagu
lvan Dmitrevski, Mihhail Popov, Vassili Levsin, ning seda iseloomustab
ooperite uus transformeerimispraktika vene tolgetes. Artiklis eristatakse oma
kommetele vastava iimberpaneku erinevaid viise alates meetrika ja stilistika
tasandist ning ldpetades teemade, tegevuspaikade ja reaaliate adapteeri-
misega.
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Abstract. Mikhail L. Gasparov. Intertextual analysis today. The paper
provides a discussion about recent results and perspectives of intertextual
analysis — the method that has been a contemporary with Tartu-Moscow
school. The connections between the classical philological methods and
intertextual analysis are described, together with specifying the concept of
intertext and emphasizing the need for the correctness of a researcher, because
such an analysis always carries a danger of overinterpretation. Several
examples are used to illustrate how the imagination of a researcher can create
arbitrary allusions that are not based on the original text and are usually
misleading. As a result, the text under study will not become more clear, vice
versa, it turns to be less understandable.

VIHTepTEKCTya/bHbI METOJ, B UCC/IEA0BAHMMN CIOBECHOCTN — CBEpCT-
HUK TapTyCKO-MOCKOBCKOM LWIKOMbl. KakK OHa, CNoXuacs B CBOEN
HblHellHen opme B KOHUe 1960-x rr. W, Kak OHa, NOABOAUT ceiivac
UTOrM CBOEro nepBoro Bo3pacTta. Co6CTBEHHO, 06 3TOM 34eCb Cnefo-
Ba10 Obl FTOBOPWTbL HE MHE: FOpa3fo CcoepxxaTesbHee O ero npobne-
Max pacckazanu 6bl O. PoHeH unu W. . CmupHoB. Ho a 6yay roso-
PUTb O HEM He KaK TEOPETUK, a Kak NoTpebuTeNib, Kak KOMMeHTaTop-
MPaKTUK: YTO A OT HEro UMEK U Yero A OT Hero XAy 4S8 NoHVMaHua
CMbIC/N1a KOHKPETHbIX MPOM3BEAEHNI NO33UN.

He Bce MOMHSAT, YTO B Hayane M3y4YeHWUs WUHTEPTEKCTOB Obl1 OMbIT
Knaccuyeckoi unonornn. B nsgaHmax no3gHUX NaTMHCKUX aBTOPOB
BHW3Y CTPOKMW, Haf TEeKCTONOTMYeCKUM anmnpaTtoM Bcerga fasascs
CBOA MapannefbHbIX MeCT, “CTUX Takoi-To, cp. “OHenpa”, Takme-To
CTPOKM”. Korga Hayanacb pa3paboTka UHTEPTEKCTYaNbHOro aHanusa
CTUX0B MaHgenbwitama n gpyrux akMeucToB, A He YBUAEN B 3TOM
HNYEero HOBOrO: YTO Takoe M3BeCTHass KHura O. PoHeHa “Approach to
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Mandelstam” (Ronen 1983)? WcnonuHcKku paspocluniicd cpegHuii
Apyc u3gaHma knaccmka. A 6bin Henpas. OKasanoCb, YTO KaXAblid
OCKO/IOK 3TOW poccbiNM  napannefibHbiX MECT Npu  Hag/exallem
BHMMaHWM MOXET CTaTb OMOPHON TOYKOW ANA MNPOHUKHOBEHUS B
TekcT. [aTa poxgeHuss MaHgenbwTama COBnajaeT C JaTOW MepBOro
cHera B “OHeruHe”, “B fiHBape Ha TpeTbe B HOYL”: Kaszanocb 6bl,
cnyyaiiHocTb. Ho korga O. PoHeH untupyeT “CTUXM O HEU3BECTHOM
confjate” — “B HO4Yb C BTOPOro Ha TpeTbe AHBaps, B [AeBAHOCTO
O[IHOM, B HEHaZleXXHOM rogy”, — TO 3T0 “B HeHafleXXHOM” 6narogaps
NYLWKNHCKOMY KOHTEKCTY MpuobpeTaeT KOHKPETHOCTb U APKOCTb.

S ckasan: KaXAblii OCKOMOK 3TOM POCChIMM MOXET CTaTb ONOpOW
4N MHTepnpeTtauuu, — npeyeenuuun 8 wunu Het? [lonarato, 4TO
npeysennunn. Kaxablli MOXeT MNOCAYXWUTb WHTepnpetayuu, HO B
pa3HOW CTEMEHMU.

O. PoHeH B nocnecnosBun K TapaHOBCKOMY nuLleT: “Yem e owy-
WweHne nogrekcta [...] yrny6nser noHumaHue? OTBeT Ha 3TOT
BOMPOC, B 06LMX YepTax, HANOMWHaeT NpobreMy AeBATU Touek. [na
TOro, 4Tobbl MOHATL BHYTPEHHIOK CBA3HOCTb YACTHOMO U OTAE/BLHOTO,
Haf0 B3rNSIHYTb Ha HEro M3BHe, C TOYKM 3peHus 6onee obLiero u
uenoro. HeyauBMTENbHO, YTO HOBbIE, OCHOBaHHbIE Ha MOATEKCTAaX
npuMeyvaHmsa K “TpyfHbIM nostam” TaK pasuTefisHO OTAMYaloTCa OT
npoyux: MeTof BO3BpalLlaeTcsd B POAHOE NOHO KOMMEHTUPOBAHUA M
onnogoTeopsieT ero” (TapaHoBckuii 2000: 424). A 600Cb, 4TO CKa-
3aHHOE CrpaBefUBO TOMbKO HanofoBUHY. [eiACTBUTENbHO, BHYTPEH-
HAS CBA3HOCTb TEMHbIX CTUXOB NMPOACHAETCA “C TOUKU 3pEHUSA 06LLEero
W uenoro”: Hanpumep, sarafoyHble “BocbMucTULINA” MaHAenbwTa-
Ma oCcMbICnATCA, 6yAyyn BNMcaHbl B paMKy (unocodun beprcoHa u
CMNOpPOB BOKPYr Heonamapkusma. Ho HOBble nmpuMeyaHus K TPYLHbIM
noatam pasuMTeNnbHO OTAMYAKTCA OT MNPEeXHUX [aneko He Bcerja.
Cnnowsb 1 pagom crnpasku spofe “Manpgenswitam, “CraHcbl”, “Ewe
NoXWTb M nourpate ¢ mogbmu”, cp. “EBxpactna”, “Bce npuya-
warTca, urpaloT u notTt”, cp. TioTues, “Wrpaid, Nnokyga Hag To60t0
elle 6e306na4Ha nasypb” [...]” nexart MepTBbIM FPy30M W HE CKNafbl-
BAlOTCA B OCMbIC/IEHHYO CUCTEMY.

[eno B TOM, YTO MHTEPTEKCTya/lbHbI MeTOf faeT u TpebyeT OT
(hmnonorum ropasfo 6onblue, YeM WHTepNpeTaLuio OTAENbHbLIX CTU-
XOTBOPEHWIA. lMepes Hamu He MomajaHune B Uefb, a JanbHUIA nepener.
“B3risgHyTb Ha NpeaMeT U3BHE, C TOUKM 3peHust obLLero u uenoro” —
3TO 3HAuYUT MpeXJe BCEro PEeKOHCTPyMpoBaTb TO 06Liee M uenoe, B
KOTOpOe BMUChbIBAETCA MpeAMeT, TO eCTb OTAe/IbHOe CTUXOTBOPEHMUE.
A 3TO He 4YTO MHOe, KakK BCA WCMOAMHCKas COBOKYMHOCTb TEKCTOB,
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CKNafblBAOWMXCA B KYNbTYPHbIA MUP, K KOTOPOMY MPUHAANEXMNT
fJaHHoe npoussedeHne. Ecnu yrogHo, MHTepTEKTCyanbHOe nuTepa-
TypoBeJeHNe — 3TO NPUKNagHas UCTOPWUS BCEMUPHOW NuTepaTypbl,
KaK MCUX0aHaNMTUYecKoe nuTepaTypoBefeHne — 3TO MpuUKnagHas
MCUX0NOrnsA, a COLMONOTMYecKoe — 3TO NPUKIagHas coumosiorms u
T.4. OTO YTEHWe He CTO/ILKO TEKCTa, CKO/IbKO 3a TEKCTOM: CTMXOTBO-
peHvie 34ecb — Kak Obl NMpo3pavyHOe OKHO, Yepe3 KOTOpOe uccrefo-
BaTeNb 3arnagblBaeT B 60/bLLIOK MUP aBTOpa U €ro COBPEMEHHUKOB, W
Yem 3TO CTEK/IO Mpo3payHee, TeM fiyyLue.

KoHeuyHo, 0 TOM, Kak BbIMAAUT OA4HA Ky/nbTypa B rnasax Apyroi
KYNbTYpbl, NUcannM MHOro pas. Ho 06bI4HO NpW 3TOM BCe MepcrneKTuBs-
Hble JIMHUN CXOAATCA HA OObeKTe, a He Ha CyObekTe BOCMPUATUA:
“LimuepoH B KynbType CTONMETUIA”. A WHTEPTEKCTYyaslbHbIA MeTof
noby>aeT OMPOKWHYTb 3Ty MEpPCNneKTuBy, cAenaTb ee 06paTHOI:
“KynbTypa cTofieTuii B co3HaHun LluuepoHa” (uam TMywkuHa, wam
MaHgenbliTama). Bo3bMeM MMEHHOI yKasaTenb K COOpaHu0 CoYmnHe-
HWIA TTyLWWIKMHA W BbICTPOUM 3TU MMEHa B MOpsAJKe 4acTOTHOro YObl-
BaHWs, YTO6bI €CTECTBEHHbIM 06pa3om 6aMxHMI Basemckuii ynomu-
Ha/ica BO MHOTO pa3 valle, Yem fanbHuil [omep, — CKaXeT HaM 4To-
HWbYOb Takas BCeoxBaTbliBatollas nepcnektusa? He 3Haw. lMpeac-
TaB/sieM N Mbl BO BCEX Mponopumax obpas MUPOBOA KynbTypbl B
co3HaHMM MaHgenswitama — oT [omepa fo [llaBna KokopuHa U
Omutpus ®ypmaHoBa? BepoAaTHO, MWL HEMHOTME, a He onucan ee
Moka HWKTO. BOT K MOCTPOEHUI0 TakoW KapTWHbl W MOABOAMT Hac
WHTEpTeCTYyaNbHbIi METOZ aHanmMsa — 3TO Takafd ero 3acnyra,
KOTOPYH TPYAHO MepeoLeHnTb.

Ho ecnn e Mbl NepeHoCUM Hallle BHUMaHWe Ha caMo npou3Befe-
HUe, TO Mbl LO/KHbI Oyfem, Tak CckasaTb, COCPeAOTOUYUTbCA He Ha
MepcreKTUBHOM BMUAE Yepe3 CTeK/Oo, a Ha CaMOM CTeK/le, Ha ero onTu-
YECKMX O0COBEHHOCTAX, AedopMupyloWwmMx 3ToT Mup. B unepapxuu
MHTEPTEKCTOB Haubonee BaXHbIMW OyayT Te, KOTOpble YBenuuu-
BalOTCA 3TOW CTPKYTYPHOW ONTWUKON NPOW3BELEHWSA, HAaUMeHee BaX-
HbIMW Te, KOTOPble OTCEMBAlOTCA €10, a OCTa/lbHble pPacnosioxarcsd B
MPOMEXYTKeE.

ECTb MOATEKCTbl CTPYKTYpHble U OpHameHTanbHble. (O. PoHeH
npefnoynTaeT roBOpUThL “CEMaHTUYECKWe U MO3ITUYECKue”, To ecTb
OTHOCALLMECA K MNNaHy COAepXaHwWs W K NnaHy BbipaxeHus.) OHK
MOryT ObITb K/HOYEBbIMU, Korpa 6e3 HUX HErnoHATEH BECb TeKCT;
MOTyT 6bITb PaKy/bTaTUBHBLIMW, KOTr4a TEKCT NOHATEH U 6e3 HMX, HO C
HUMK CMbICN ero oborauwieTcs; MOryT 6biTb NPOTUBOMOKa3aHHbIMMU,
KOrga OHW OTB/IeKalOT BHMMaHWe OT CMbICNa TEKCTa B /IOXKHOM Ha-
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npasneHun. Yto 3HaumT “npoTtmBonOKasaHHble NoATeKcTbl”? MpeacTa-
BUM cebe BOCMpMATUE JfiMTepaTypbl MO aHanormm ¢ BOMPUATHEM
A3blKa. Py YTEHUN XYAO0XKECTBEHHOr0 TEKCTa Mbl BOCMPUHUMAEM
KpaeM CO3HaHUA XY[LOXeCTBEHHble MOATEKCTbl KaXA0ro cnoBocoyveTa-
HWA TOYHO TaK Xe, Kak LOMNOMHUTENbHbIe 3HAYEHUSA KaXK40ro OTAesb-
HOro cnosa. Mbl ynTaeMm cTpoky “Ige cTon 6bIN ACTB — TaM rpob
CTOMT”; KaKne 3Ha4yeHUs Mbl BOCNPUHMMaeM B c/ioBe “cTon”? lMpexae
BCEro — yrolieHune, “noyecteil cTon”; B0 BTOPYH Ouvepeib — Be-
LLleCTBEHHOE 3HayeHWe, “YeTbIPeXHOTUA CTON”, OHO XOTS Obl He
MeLLaeT NepBoMy; B TPeTbi0 04epeLb — CTOM-MPecTos, “cTton Benu-
KOr0 KHS>KEHWMA”, 3TO 3HAYEHUE Y)XKe OTB/IEKAeT B CTOPOHY; B YETBep-
TYIO o4yepefb — CTO/N KakK OTAefieHWe KaHLUenspum co CTonoHaYvanb-
HUKOM BO rflaBe, 3TO 3HAYeHWe YyXe pelnTeNbHO MellaeT BOCMpuUA-
TUIO YNTAEMOIN CTPOKU, N YEM MeHbLUE O HEM BCMOMMWHAET yuTaTesb,
TeM nydwe. TOYHO TakK >Xe, Korga mnoaT nuuleT CTUXOTBOPeHue, Ha-
npumMep, 3-CTOMHbLIM aHarnecToM B pacyeTe Ha YMTaTENbCKYK MNamsATb
0 3-CTOMHbIX aHanectax bnoka, To emy OyfeT MewaTb YMTaTeNbCKast
namaTb 0 3-CT. aHanectax Hekpacosa 1 Hao6opoT. [laTb OTYET cebe n
Lpyrum umTatensm, Kakue MOATEKCTOBble CEMaHTU4YecKue accouma-
ummn cnos, 06pa3oB, PUTMOB ABNAIOTCA A4/ 06LLEro CMbicna CTUXOTBO-
PEHUS HEOOXOAUMBIMMW, Kakue BCMOMOraTe/ibHbIMU, KakKne HenTpanb-
HbIMW W Kakue BpefHbIMW, — B 3TOM W COCTOMUT rfaBHasa 3ajava
NHTepPTEKCTYyaNnbHOro aHanmsa.

Cambllii M3BECTHbI NpUMep BbISBMEHWUA CTPYKTYPHOrO MNOATEKC-
Ta— 3T0 cTaTba Bau. Bc. MBaHoBa (1967) 0 xN1e6HNMKOBCKOM “MeHs
MPOHOCAT Ha C/IOHOBbLIX...” — CTUXOTBOPEHME, Ka3aBLUeecsa pacchbl-
natowmmca Habopom C/oB CTano BAPYr NOHATHLIM, KOrAa ero npoynu
KaK onucaHWe NOCTOPOHHel KapTuHKW. [pyroil npumep: korga K
TapaHOBCKMIA yKa3an Ha CTUXOTBOpPeHWe [lep>xaBnHa 06 ymuparoLLel
N BOCKpecaloLein nactoyke, TO cpady NPOSICHUNACS CMbICn 06pa3os
CEeno NacTouykn B CTUXOTBOPEHMAX MaHgenswitama. TpeTuin npu-
mep: Korga O. PoHeH yKa3an Ha ManoyBaxaemoro ®nammapmoHa Kak
Ha noaTeKkcT “CTMXOB O HEM3BECTHOM conjarte”, To noabop 06pasos,
KOTOPbIA paHblUle Kasaics BLOXHOBEHHO-MPOW3BOJ/IbHbLIM, CTaa OCMbI-
CMeHHbIM W onpaBAaHHbIM. HO BOT MHOI cnydail. Y PoHeHa e B ero
60/bLIOW KHWUIe Cpefn OFPOMHON0 KO/IMYecTBa MHTEPECHeRLWnX noj-
TEKCTOB MaHfenbimTamoBcKoro “1 aHeaps 1924” ocobeHHO 3aMeva-
TeNbHLIMU KaXYTCA ABa: BO-MepBbIX — 4YTO 06pa3 ymuparowero Beka
C TMHAHBIM PTOM WU [AVHAHbIMKW 06UZaMW OMNMUPAETCA Ha KHWTY
[aHnnna v Ha gaHToB “Af”, rae roBoputca 06 MCMONMHE Ha FNUHS-
HbIX HOrax; BO-BTOPbIX — 4TO 06pa3 Liy4beil KOCTOUKN M3 yHAEpPBYAa
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onupaetca Ha “lMo33nt0 Kak BoMWeE6CTBO” bafbMOHTa, rge Hanomu-
HaeTcs, uTo B “KaneBane” u3 Wydbux KocTeil BeiiHeMeliHeH chenan
BOMWEGHbIE rycnu. Kakoih n3 3TUX MOATEKCTOB BaXkKHein? Bosblue
bpocaeTcs B rnasa 1 3anoMUHAaeTCa Nnepsblii NOATEKCT. OfHAKO CTPYK-
TYPHbIM ABAsSETCA CKopee BTopoil. O6pa3 ncnonnHa nus KH1rm Javuu-
Nna HU4Yero He gobasnseT K 06pasy ymMuparoLLero Beka, Kpome Harnsg-
HocTu; 6oniee Toro, ymuparowmnin sek MaHgenowtama — 06pa3s noso-
XXWUTENbHBbINA, NpeAcTaBAeHHbIA COYYBCTBEHHO, & UCMOAUH JaHuuna —
06pa3 pe3ko oTpuuaTesibHbINA, U YuTaTenb, BKAKOYAas 3TOT MOATEKCT B
rnosie CBOEro CO3HaHWs, JO/MKEH NepeocMbICnATb ero Ha xogy. O6pas
XKe rycneii u3 Lyybell KOCTOUKN OCMbICNSIET BECb CIOXKET CTUXOTBOpE-
HWA: 60/bHOI Tepoil efeT MO nepeynovykam, CKBOPELIHAM W 3acTpe-
XaM 1 0bpeTaeT McLeneHne TONbKO KOrAa M3B/eKaeT LWy4bl) KOCTOY-
Ky U3 YHAEepByfa — T.e. KOrfa B 3/10M MUpPe OTKPbIBAET BOSMOXHOCTb
Mo3TMYeCKOro TekcTa.

3HaHMe NOATEKCTOB, (60nee BaXKHbIX W MeHee BaXKHbIX) BK/HO-
yaeTcs B 6onee WNPOKKIA KPyr NpefaBapuTeNbHbIX 3HaHWIA (npecynno-
31UuKin), HeO6X0AMMbIX AN MOHMMaHWA Ntoboro npoussegeHns. YTo-
Obl NOHATL CTUXOTBOpPeHMe MaHgenblwitama “Notre Dame”, Heo6Xo-
[MMO, BO-MepPBbIX, 3HaTb, 4TO Notre Dame — 3TO roTUYECKNiA co6op B
Mapwke (6e3 3TOro CTUXOTBOPEHWE HEMOHSATHO LEMNKOM); BO-BTO-
pbIX, UMETb MPeSCTaB/IEHNE O FOTUYECKOW apXMTEKTYpe Kak CucTeme
KOHTphopcoB (6e3 3Toro HenoHsiTHa Il cTpoda); B-TPeTbUX, 3HATb,
YTO OH CTOWT Ha ocTpoBe CeHbl, rge BO BpemMeHa PUMCKOI umnepun
6blna pesngeHumsa Bnactein (6es aToro HenoHsATHa | cTpoda). Korga s
rosopun 06 aTom ¢ OMpu POHeHOM, OH A06aBMA: “K 3HATb, YTO NKUCaN
0 cune TsxKecTn Bn. CnoebeB”. A cornacuncs, Ho nNpo cebs nogyman:
“Hy, 3TO, MOXanyi, B-4eTBepTbIX”. PasymeeTcs, A He HacTauBal
MMEHHO Ha TakKoW MoCnefoBaTe/IbHOCTU YeTblpex CTYMeHel, HO 4TOo
Kakasa-To WX uepapxuyeckas NOCNefoBaTe/IbHOCTb CYLLECTBYET, Ka-
XKETCA HECOMHEHHbIM.

He 6yaem 3abbiBaTb, YTO KPOME OCO3HaHHbIX MM MOMYOCO3HaH-
HbIX WMHTEPTEKCTOB eCTb W HEBOJSIbHble, BO3HMKAalOLWME CMOHTaHHO,
MPOCTO OTTOr0, YTO YMUCAO CAOBOCOYETAHMiA., yKNafblBalOLWUXCS B
CTUXOTBOPHYHO CTPOKY, OFpaHW4YeHOo, M YaCTUUHble MOBTOPEHWUA He-
n3bexHbl. Korga y MNywkuHa TaTbsHa neneet “ceon MeuTsl, Mnogbl
CepAeYHON MOMHOTLI”, TO Mbl 3aKOHHO BUAMM 3LeCb KOHTPACTHYH)
OTCbINKY K COOCTBEHHOW 3nermmn 1821 r. — “ofHu cTpagaHbs, Mnogpl
CepevHOl MycToTbl” — 1 Yepe3 Hee elle ganblle, K Kapam3uHy B
“IMocnaHnmn K MnewieeBy”, “agckne meytbl, Mnogbl AyLWEBHOW NycToO-
Tbl”: cofepXXaHne obpasa yrnyonserca. Ho korga o no6Bu TaTbsHbI
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roBopuTCcA “Tak B 3em/Il0 NaBlLUee 3epHO BecHbl OrHem O0XXUBJfIEHO”,
yBepeHbl N Mbl, 4TO TyWKWH ornsagbiBancad Ha cBoero “PycnaHa”,
“rae powmn v AONMHbI BeCHbl OTHEM OXWBAEHbI”, U YrAy6nseT n 3To
06pa3? ¥ MywknHa 06 OHeruvHe rosoputcs: “lpen Hum roast-beef
OKpOBaBMEHHbIN”, a y JlepMoHTOBa 06 W3maun-6ee — “Tpeg HWUM
(hazaH OKpPOBAaBJ/IEHHbIN”: 6yAeM NN Mbl 3TO CUYMTaTb OTCHLIIKOW K
MywKnHy, n ecnn fa, TO KaK OHa OKpaluBaeT JIEPMOHTOBCKYHO
CLUeHy, He 13feBaTe/ibCKN nn?

MoxeT 6bITb, MO3T CaM WMHOrAAa CUIHaNU3UPYET YnTaTensm, 4To
33 ero TEKCTOM CTOMUT MOATEKCT? Y MaHjensLitama B CTUXOTBOPEHUN
“Ha KaMeHHbIX oTporax [unspun” (C KOTOPOro Ha4yanacb CcOBpe-
MEeHHasi UHTEPTEKCTONOrMA) 3TO 3aBeAOMO TaK: UMsA B cTpoke “Ob6yna
Catho necTpblii canoXXok” npsMo nobyXaaeT uckaTb B 3TOM W cne-
LYHOLWNUX CTPOKAX peMUHUCLEeHUMM u3 (parmeHToB Candgo, W aHTuu-
HWKW, YBEPAID, 3amedany ux eue fo Mwmnbbinbekoro n TapaHOBCKO-
ro, HO He nNpuaasann 3TOMY 3HayeHUA. BepoATHO, M 34eCb BO3MOXHa
nepapxmsi — OT TaKUX MPSMbIX yKasaHWi, Kak 34ecb, A0 MOYTU
HepasnnuMMbIX. BaXXHOCTb 3TOr0 3HaKOT WUCC/IE0BATENN TaKOro fiBfie-
HUSA, KaK MPOHWSA: 06 MPOHMM B TEKCTE Mbl MMeeM NpaBO FOBOPUTb
NMWb TOrga, Korfja asTOp CaM HaMeKaeT Ha CBOK HeCpbe3HOCTb
(06bIYHO — CHUXEHUWEM CTUNA), UHAYe MccnefoBatenb Mor 6bl 3amno-
[JO3PUTb MPOHMUIO TAE YIO4HO, U 3TOr0 Henb3s Obi10 Obl HW [0Ka3aTh,
HW OMPOBEPTrHYTL (3TUM NHOGAT MOMbL30BATHCA LEKOHCTPYKTUBUCTDI).
MOXeT ObITb, 3TO CYLLECTBEHHO U A/11 3HAYMMOCTN NOATEKCTOB.

Celtyac, no-BMAMMOMY, HacTymnaeT KOHeL, FepoMYecKoi 3Moxu
MHTEPTEKCTYaNIbHbIX PasbICKaHWii, KOrga uccnegoBatensim npuxoan-
NoCb OnNMpaTbCsl TOMbKO Ha COBCTBEHHYH HAYMTAHHOCTb, XOPOLUYHO
NamMaTb W TanaHT HEOXMAAHHbIX conocTaBneHnii. Korga Bca mMupoBas
CMIOBECHOCTb BOT-BOT 6yJeT nepesefeHa B pacnopsKeHe KOMMbloTe-
pOB, TO MOWUCK NtOOLIX TEKCTOBLIX Napasnfieneil CTaHeT HeU3Mepumo
Nerye, a OCMbICNEHWE WX — TrOpas3fo OTBETCTBEHHee. [lepexofs B
PYKU HOBOFO MOKONEHWA WCCnefoBaTeneil, UHTEPTEKCTyaslbHbIA Me-
TO[ PWUCKYET pacluaTaTbCsl U CTaTb CYOBLEKTUBHOI Mrpoii. XapaKTtep-
HbIM CMTHa/IOM KOHLLa 3M0oXuW ObiBaeT NOSBAEHME aBTONapogmii. Takol
aBToOMNapofMell MOXHO CuMTaTb HefaBHyw KHury . AmenuHa u B.
MopZepep 0 MexayAsblyHbIX NOATEKCTaX Yy MaHaenswtam v apyrux
noatos (AmenuH, Mopgepep 2000): 3a cnoBoM “open” CTOUT agMu-
panTeiickas urnia, NOTOMY 4TO open — 3T0 eagle, X0TA aHIrANIACKOro
A3blka MaHgenbwitaMm He 3Han. NoHATNE MeXAYA3blYHbIX NMOATEKCTOB
BO3HMKMO Npu paboTe Haj TekcTamum HabokoBa W AN WX MO3ITUKU
6b1N10, AEACTBUTENbHO, BaXXHO W MAOAOTBOPHO. HO Kak TOMbKO €ro
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NpeBpaTWIN B YHUBEPCA/bHYK OTMbIYKY, OHO CTano Ans UHTep-
TEKCTO/IOTMN OpYAMEM KapHaBasbHOro camoybuiictea: ecnm obpa-
LWaTbCA K MHOA3bIYHLIM MapoHMMamMa, TO 3aBeflOMO Y KaXOMY C/0BY
TEeKCTa B KaKOM-HMOY/b f3blKe Aa HaligeTcsa napoHuMM. J1to60l TekcT
Takum o6pa3om 60/iee UnM MeHee U3ALLHO MpeBpaLllaeTcd B NPoOuUTU-
BOpEUMBYIO HGeccMbICNLY — 06bIYHO BO UMS 60pbObI C HafO0EBLUMM
aBTOPUTAPHbLIM CMbICNOM. Llenb y4YeHOro, MONb3YHOLWErocs WHTep-
TEKCTyaslbHbIM MeTOIOM BO BCEl €ro Hay4yHoW NOTEeHUMW, — 06beK-
TMBHO BOCCO3JaTb CYOBLEKTMBHbBIA KynbTypHbIA MUp MaHgenbwTama
WAX MHOTO NoaTa: TO, C Yero Havancs 3TOT pas3roBop. Llenb xypox-
HMKa OT HayKM — 3aMeHWTb 3TOT MUP (DparMeHTOM COOCTBEHHOIO
KynbTypHOro mupa. lNepBoe — Tpaguumna cTpykTypanusma, BTopoe —
TeHAeHUMA nocTpykTypanusma. CMewnBaTb fABa 3TWU pemecna ecTb
TbMa OXOTHWUKOB; f HAAEKCb, YTO Mbl HE U3 UX YKCAa.
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Abstract. Present article tries to give insight into the ways in which Estonian
haiku models its author and communicates with the reader. The author thinks
that while Japanese haiku is a predominantly autocommunicative piece of
literature, where even a fixed point of view is not recommended, Estonian
literary conventions are oriented towards openly communicational texts,
which convey a fixed axiology and rely on abundant use of pronouns and
rhetorical questions, addresses and apostrophes. While there is a considerable
amount of Estonian haiku that depend on Estonian literary conventions, most
of the Estonian haiku texts, however, are oriented to the Japanese model.
These texts have been labelled “the catalogues of landscape”, as they are
constituted by naming different landscape objects without developing a line of
narration. Thereby every landscape element in poetry is granted its own voice,
and through this multitude of voices inside the text, the reader is forced to
enter an autocommunicative process of remodelling him/herself.

The problem of communication in poetry

Every piece of poetry can be considered an act of communication by
virtue of being written and read by someone, either another person or
the same person at a different instant of time. Therefore functioning of
a poetic work can be depicted according to the communication schema
proposed by Roman Jakobson in his famous “Closing statement:
Linguistics and poetics” (1966), where a poem is a message sent by
the author to the reader. The message (poem) presupposes a context,

seizable to addressee, a code (poetic language) and a contact,

a
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physical channel and psychological connection between the addresser
and the addressee” (Jakobson 1966: 353). Each of these elements is
connected with one of the basic functions of language.

As Juri Lotman has eloquently proved in a number of his writings,
this schema of communication applies to a very limited number of
texts in any given culture, and is certainly inadequate in describing
artistic texts (e.g., first section of Y. Lotman 1990a). Although Roman
Jakobson himself was very far from a simplistic view of the matters
and asserts that all the six language functions are represented in every
single text, including works of literature, still the very fact that his
analyses of literary texts foreground the element of message itself (i.e.
the poetic function), brings us to the question about the role played by
other elements of an act of communication in a poetic text.

From this point of view there surges the rich scholarship on the
problem of author in literature, the relation of author with reader’s
interpretation, and the process of reading (e.g. Rezeptionsasthetik). As
a rule, these writings complicate the issue of text’s outer communica-
tion even further, introducing the notions of “model reader” and
“model author”. “Model reader” signifies a model of a possible reader
foreseen by the author of the text, according to which the author
chooses the code and other textual elements (Eco 1984: 7), the text’s
orientation towards a certain type of memory (Y. Lotman 1990a: 64).
“Model author” is an authorial image constructed by the reader
according to the textual hints carried by the text. The author becomes
“a textual strategy establishing semantic correlations and activating
the Model Reader” (Eco 1984: 11); author is a function, “the principle
of unity of writing” both at the level of stylistics and world view
(Foucault 1989: 204). Also Yuri Levin, whose view of communication
in lyric poetry will partly be taken as a point of departure in further
discussion, differentiates between three levels of communication in
poetry: the real and the implicit reader/author, and the internal
communication (Levin 1973).

These theories have sought to overcome the disadvantages of the
classical model of communication by splitting text into several cate-
gories and layers, whereas the real author has been either dismissed
altogether from the discussion or has been treated as a more or less
coherent sender of a poetic message, which then later diversifies by
itself, building multifarious images of reader and writer.

For Juri Lotman, communication is a fundamentally different
phenomenon, because neither the text nor the other participants of the
act of communication precede it: “they become such only in course of
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this act” (M. Lotman 2001: 102). What is most important here, is that
not only the text is not identical with itself, but also the addresser and
addressee are split into several personalities and an act of com-
munication can be directed from a person to him/herself. In an act of
autocommunication the carrier of information remains the same, but a
secondary code is introduced into the message, thereby changing the
information content of the message, “and this leads to a restructuring
of the actual T itself’ (Y. Lotman 1990a: 22) As Juri Lotman puts it,

My ego may be regarded as a semiosphere. It represents a collection of
addressees. When | address myself | am addressing one of these addressees
and | identify myself with him. [...] | identify with my multifaceted perso-
nality, with my polysemiotic personality, with some single language, with one
addressee, and in this manner my own self has undergone a transformation.
(Lotman, Broms 1988: 120-121)

For Lotman every text comprises both the elements of ‘I’ to ‘s/he’ and
‘I’ to ‘I’ communication, although one of the systems is usually domi-
nant. In a poetic text the autocommunicative elements are prevalent
already by virtue of metre and rhythm, which force the reader to take a
poem as a code and not as an informative text (Y. Lotman 1990a: 29-
34). Yuri Levin asserts similarly that heightened autocommunicative
functioning is inherent to poetry because as poetry is usually built in
monologic form, it can be regarded as author’s dialogue with him/
herself (Levin 1973; 177-178). He also thinks that autocommunicati-
vity is also projected into the act of reception, where a text becomes a
reader’s dialogue with him/herself (Levin 1973).

Evidently, the complexity of communicational activity surrounding
a piece of poetry as it is described above will leave its trace to the
communicational relations inside the text. If we are to agree that “an
artistic model in its most general form recreates the image of the
world, i.e. it models the relations of the person and world for a given
consciousness” (Y. Lotman 1990b: 159), and if we consider the
“author” as a principle of unity or a subject for a given artistic model,
we have to admit that the way how author and communicational
patterns are represented in a text is one of the most important textual
strategies altogether. At that, we have to remember that in a literary
text “the readership image and its attendant pragmatic aspects do not
automatically determine the type of text, but become elements of a
free artistic game and consequently acquire supplementary signifi-
cance” (Y. Lotman 1990a: 64).
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Haiku in Japan and Estonia — texts and specifics

Before continuing with the analysis of concrete texts, it is important to
mention the nature and specifics of haiku poetryl in Japan and
Estonia, and to give a short account of the texts analysed.

Haiku poetry in Japan came to be considered an elevated form of
art only with the poetry of Matsuo Bashd (1644-1694). Before that it
was mostly considered a little frivolous amusement, which was most
often composed in groups as a collective pastime. Bashd, who was
deified within hundred years after his death, laid the grounds and
requirements of the haiku form, which remained unquestioned until
Meiji Restoration (1868-1912), a time of extensive European influen-
ce in Japan. As it is neither possible nor relevant to cover the whole
haiku history and all the aspects of the form, the following analysis
will limit itself only to the remarks about the haiku of Matsuo Bashd,
and only to those aspects directly connected with their communi-
cational functioning.

Haiku started to be written in Estonia in 1960ies, and although the
artistic quality and the importance of the form have declined over the
years, it is still very much a living poetic form. It is complicated to
map the exact process of adoption of the form for multifarious
reasons, but more or less we can say that for an average Estonian
haiku writer haiku means a poem about nature with 17 syllables split
into three lines.2 The Estonian haiku texts analysed in the present
article are taken from all the authorial collections of poetry published
after the WW Il in Estonia until the year 2001. Altogether it is 1455
texts by 97 authors from 127 collections of poetry.

The stand of poetry in classical Japanese culture and in post-war
Estonia has some crucial differences.

In classical Japanese culture, poetry was not a meagre object of
aesthetic pleasure, but it became socially institutionalised. This applies
first and foremost to earlier waka poetry, composing which was an

1 Term ‘haiku’ can cause some confusion as it was adopted only by the
reformer of haiku literature, Masaoka Shiki, in the end of 19thcentury to designate
an independent verse of 17 morae, which was not meant to start a renga sequence.
Earlier both these and the first verses of longer renga sequences had been called
‘hokku’ or ‘starting verse’. In the present article | use the term ‘haiku’ for
independent verses both before and after Shiki. Apart from the mora-count haiku
has many other requirements, only a few of which will be discussed later.

2 For a general description of Estonian haiku, its importance in Estonian
literary context and the most important patterns of adoption see Lindstrém 2001.
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obligatory skill for every Japanese courtier, but also haiku poetry had
its social functions. Developed initially from the first verse of a renga
sequence it had to contain a greeting to the host of the sequence,3and
the host replied with a second verse, expressing his gratitude on visit.
A poet, visiting somebody, presented the host with haiku, even if no
renga sequence followed. Collective haiku composing was common at
instances of moon-viewing or when appreciating cherry blossoms, but
also haiku competitions were held, where people composed haiku at
the spot on a given topic. While some authors consider this social
function irrelevant to a poem’s analysis, because Bashd often remade
his greeting poems or presented the same haiku to several different
hosts (Kawamoto 2000: 49-51), the others think that the “greeting
spirit” is essential to understanding haiku. A haiku can greet not only
humans, but it can be composed to greet a famous place, known from
earlier poetry (Shirane 1998).

It would be simplistic to think that such communicative functio-
ning has no impact to a poem’s structure, and in fact, as it is shown by
Horikiri Minoru, communicative textual elements in classical Japa-
nese poetry (including waka) are more frequent during the periods
when social poetic interaction was tighter (Horikiri Minoru 2002:
129-130). Moreover, he considers haiku (esp. Bash@’s haiku) an
especially communicative form of poetry, because the ratio of haiku
containing communicative expressions4 is relatively high compared to
waka (16.8%) (Horikiri Minoru 2002). Half of the texts among this
16.8% are written either as greetings or are a part of a longer piece of
haiku prose (haibun).

Evidently, this is not the way poetic interaction is organised in
Western poetic context, which departs from Romanticist assumption
that a poetic genius cannot possibly create a masterpiece on demand.
Although we can probably imagine some congress among the circles
of amateur poets, who are also ardent haiku writers, it is safe to say
that this kind of social functioning is alien to Estonian haiku. Parado-

3 A renga sequence consisted of 36, 60 or 100 verses and was composed by
two, three or more authors, who took turns in composing alternative verses of 5-7-
5 and 7-7 mora. Classical renga had extremely complex rules as to how the
preceding verse can be capped, the most important of which forbids the develop-
ment of one and the same lyrical topic through more than three consecutive
Verses.

4 ‘Communicative expressions’ is an inaccurate equivalent for "ydkyl hydgen

which comprises expressions of imperative, prohibition, volition (esp.
mu, mogana) and rhetorical questions.
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xically enough, as we see later, it is the Estonian poetry, which tends
to use more communicative expressions: among the 275 poems listed
in a collection of Estonian nature poems “Eesti loodusluirikat” (Vaa-
randi 1980), there are only 235 (85.5%), which use communicative
elements.5 Among Estonian haiku, which draw simultaneously from
Japanese and Estonian conventions, there are 555 texts (38%), which
are openly communicational.

Key to the issue lies probably in the way both literary traditions see
author.

Estonian literary tradition and its cliches surge from the Neo-
romanticist poetry in the beginning of the 20th century. Such
literature, as the romanticist literature proper and modem European
literature until postmodernism in general, takes the author as a centre
of axiology. The truth of the author coincides with the truth of the
text, while the text itself is presented to the reader as ready-made, i.e.
with relatively clear implications, topics and values. Such an author
needs to be abundantly expressed through pronouns, rhetorical ques-
tions, exclamations and addresses etc to ensure that the reader will
receive his/her unique message.

For Japanese literature, despite of, or rather, because of its com-
munal character, the author’s intention is not the primary category.
Japanese literature can be regarded as code-oriented literature rather
than text-oriented, which means that “code becomes one of the most
important levels of interpretation of a poetic text, and a background
mechanism that directs the creation of new poetic images” (Raud
1994: 18). The range of objects and situations that are appropriate for
use in a poem at a certain occasion are catalogued and endowed with
poetic essence {hon7), which the interpretation and value of the poem
relies on. Emotions appropriate for expression belonged to code and to
the poetic essence of an item as well, rather than to the poet who
uttered them (Keene 1971: 49). Bashd wrote his texts not as Bashd hie
et nunc, but as a Poet in the spirit of the ancients, who has a certain
(prescribed) fate, tasks and characteristics (Keene 1971; Katd 1997:
154). “Model author” is always an “ideal author”, and “model reader”
an “ideal reader”.

Individualism together with the subject-object opposition came to
Japanese culture (and haiku) after the Meiji Restoration (Beichman
1986: 68-73, Karatani 1993). At that, if the author does not have an

5 Exact subtypes of what is called a communicative element here will be
discussed in further sections.
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individual character, which could be treated as a single coherent
whole, i.e. as a subject, s/he does not have an individual truth to be
expressed with individual means either6. The nexus of truth is located
outside both the author and the reader, which means that the reader
can readily be entrusted with interpretative initiative, as the truth is not
dependent on either of them. Such an author feels no particular need to
manifest his/her particular individual position and the text becomes
open, “validating (or at least not contradicting) the widest possible
range of interpretative proposals” (Eco 1984: 33), up to the point
where even a poem’s real topic (‘solitude’, ‘voidness’) is up to the
reader to decide (Konsihi 1999: 85-87). The whole Basho’s poetics
has been subordinated to the ideal of impersonality (Ueda 1991,
Keene 1971) and, as a matter of fact, the openness of those seventeen
syllables can be regarded as one of the reasons why haiku literature
has survived as a form of full value regardless of its brevity (Kawa-
moto 1993).

As discussed above, transferring textual activity from writer to
reader and treating a text as a code, rather than a message, is cha-
racteristic of cultures inclined to autocommunication. Therefore we
can state that the Estonian haiku author, when modelling commu-
nicational relations in text, must choose between two radically diffe-
rent attitudes: communicational and autocommunicational.

Communicative perspectives in Estonian haiku texts
Texts with pronouns

Pronouns are signs, which do not have a meaning in lexicon, but
whose meaning is established by the very act of communication,
marking the deictic zero of the utterance. Thus it is the use of pro-
nouns, which will betray the projection of communicational force into
the text first.

6 It is significant that an idea of purposeful deviation from haiku’s mora-count
comes to the fore only with the influence of Romanticism. The unimportance of
author can also be exemplified by the fact that classical Japanese literature did not
know authorial collections of poetry: poems were published according to schools
or gatherings, where the texts had been composed, following the order of seasons,

i.e. according to the code.
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The analysis here will depart from two theories: the theory of com-
munication in lyric poetry by Yuri Levin (1973) and the theory of
communicative perspective by Mihhail Lotman (1989). Both of these
authors depart from the assumption that heightened communicativity
inherent to poetry is amply revealed by tendency to express every
object described as an act of communication, introducing characters
unmotivated by plot and addressing objects, who are incapable of
communication. At that, texts, which contain no pronouns, are con-
sidered either objective or void of communication.

Yuri Levin (1973) analyses what relation the character marked by
pronoun has with the author or the addressee, differentiating three
different types of ‘I’ (personal, strange, generalising) and four types of
‘you’ (personal, impersonal, generalising and autocommunicative)7. In
practical terms it means the orientation of one or other character to
author’s or reader’s position.

Mihhail Lotman (1989) takes a different approach. He asserts that
every poem is reducible to a situation or an outcome of a situation.
Constructing such a model meaning of a poem, he determines the
function of the pronominal characters in this situation according to the
theory of deep cases by Charles Fillmore. An ‘I’, ‘we’, ‘you’ or ‘s/he’
or ‘they’ can be an agent (who causes the action), patient (on whom
the action is imposed), or object (minor character in the situation). To
those Fillmorean cases he adds that of a witness. A character referred
to by pronoun can as well be only rhetorical or fictitious, which means
that it exists only in text, but not in the situational meaning model. He
derives various combinations: the character of ‘I’ as an agent and
‘you’ as a patient, ‘you’ as an agent and ‘I’ as a patient, ‘I’ as an agent
and ‘he’ as an object etc., and creates a rather comprehensive typology
of perspectives of communication in poetry.

If we combine these theories, we can certainly achieve a rather
satisfactory method for communicational analysis of a poem, the
model situation of what can be constructed easily enough and at least
some of the characters are designated by pronouns. Haiku texts
containing pronouns are altogether 366 (25%).

7 Personal T /‘you’ — when the explicit ‘I’ is identifiable with the author or
‘our’ little group, where the author belongs to, or when ‘you’ is identifiable with
the real addressee. Generalising T /‘you’ refers to the whole humankind or larger

group. Strange ‘I’ — if author is not identifiable with the character designated by
‘I’. Impersonal ‘you’ — the addressee is clearly incapable of receiving the
message, e.g. is not a living being. Autocommunicative ‘you’ — when ‘you’

means ‘I’ (Levin 1973: 182-184).
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For example, in Venda Sdelsepp’s haiku

Olen kui &mblik
lahkuvat suve plldes
taban vaid saaski

I’'m like a spider
Catching the leaving summer
Mosquitoes are all | get

the ‘I’ catching the spiders is an agent of the situation. Analysing the
text according to the relations between the external and the internal
level of communication, we see that both the implicit and the real
author can be regarded as coinciding with the ‘I’. This means that a
reader may construct the external communication in two ways: as a
confession by the author to him, or he can side himself with the author
and the spider in the model situation and take the text as an act of
autocommunication.
On the other hand in Eda Voll’s

lubamatus unenaos
sajab valgust ja sina
matad mu lumme

In an impermissible dream
The light falls and you
Bury me into snow

we can see that the action is directed from ‘you’ to ‘I’ and thereby the
communicative force is different from the verse analysed above.

While the pronouns are undoubtedly strongest in their communi-
cational intensity when compared to other possible expressions of
communicational force, there exist also different degrees of intensity
among them. The intensity can be further strengthened by additional
use of rhetorical questions and apostrophes in the same verse.

The strongest among the pronouns is personal ‘you’, especially
when expressed by a verb in imperative or accompanied by a rheto-
rical question or address (41 out of 67 occurrences). Such a ‘you’ is
always identifiable with the reader, and the addresser of the utterance
is automatically identified with the implicit author. For example, a
haiku by Ivar Ivask
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Vala veel dlut
dngeritvade varjus
liigutas koha

Poor some more beer
In the shadows of fishing rods
a pike perch moved

In this text the reader is offered an actantial position of the addressee,
who is ordered to poor some more beer to the main character.

General ‘you’ (18 texts) has also strong communicational impact,
although here the autocommunicative mechanisms start to manifest
themselves more acutely, as the author is also part of that ‘you’ as a
member of human race. On the other hand, the impersonal ‘you’ (29
texts) is mostly autocommunicative, as the reader can by no means
place him/herself into the position of this character. Most often the
‘you’ in these poems is a natural object, an animal, a bird, an insect, a
plant or an inanimate object of landscape, e.g. ‘cloud’, ‘wind’, ‘chry-
santhemum?’, etc.

Similar technique is common to Bash6’s haiku as well. Horikiri
Minoru lists addresses to fictional addressees (inanimate, supernatural
or natural objects) for the sake of artistic impressiveness and as an
expression of poetic madness8 as one of the five main functions of
Bashd’s use of communicational devices (Horikiri Minoru 2002). As
the Japanese verb never indicates the grammatical category of person
or number, and the use of pronouns is extremely rare, we cannot say
that the instances listed by Horikiri are exactly equal to the Estonian
usage of imperative or rhetorical address towards an inanimate object,
which is expressed in second person. In fact, the Japanese language
has a predilection to omit the subject altogether, if it is deducible from
the context. On one hand this grammatical peculiarity can of course be
considered a linguistic inevitability, but on the other hand every
inevitability acquires secondary meaning in a poetic text. Moreover, it
has even been stated that this very grammatical feature in Japanese
language has certain ontological implications. For example Sakamoto
Hyakudai states that “by omitting the subject, we [Japanese] try to

8 Flkyd or poetic madness is a category in Bashd’s poetics, which underlines
the wish to dedicate oneself to eccentric haiku life. Kawamoto Kagji holds princi-
pally the same opinion (Kawamoto 2000: 96-97), considering all the instances of
communicational elements (in my sense) to be an expression of fikyd, and a
subtype of oxymoron, which to his mind, is one of the main devices for meaning
generation in haiku.
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unify subject and object”, and that “the disposition which governs the
Japanese sentiment is to annihilate ego, or to melt ego into the object”
(1989: 1564). Be as it may linguistically, the tendency to address
inanimate objects (with or without the use of pronouns) nevertheless
reveals one of the main poetic principles in both Estonian and
Japanese haiku, which is expressed in the communicational
functioning of a poem, but also in the way tropes and figures are used:
treating the natural objects as equals to the humans or diminishing the
humans to the level of the smallest natural objects, to the likes of
stones, grass, leaves etc. The landscape is not a background for human
thoughts, but an equal living being.

That tendency is to a certain extent inherent to Estonian nature
poetry in general. In the aforementioned collection of Estonian nature
poetry (Vaarandi 1980), one can often meet a pattern where the
authorial character or ‘I’ of the poem addresses nature objects or
homeland either in words, thoughts or actions as if it was human, and
very often this object is expressed by ‘you’.

The combination of ‘I’ and ‘you’ is comparable to the personal
‘you’ in its communicational activity, in case both pronouns are either
personal or general, because in such a situation both reader and writer
have been appointed fixed actantial positions in the text, and the
direction of communicational force is also indicated. In most occur-
rences ‘I’ functions as the agent and ‘you’ as the patient of the poem,
and contentwise they are mostly love poems, like the haiku by Eda
Voll above. Despite the fact that confessional expression of love is
alien to Japanese haiku poetry (although in earlier, pre-Bashd haiku
word plays on frivolities can be found), it is still of quite a consider-
able frequency in Estonian haiku, encompassing also many texts with
personal ‘you’ as agent or patient. Love haiku is common also among
other Western haiku literatures, and for example the Brazilian haiku
are said to combine extremely personal expressions with explicit
eroticism (Lobo 1995).9

However, most of the texts using pronouns use the 1st person pro-
nouns ‘I’ and ‘we’ (206). This is to be expected as these pronouns
mark the deictic zero, which the tradition of Western lyric poetry

9 Interestingly enough, Luiza Lobo proposes that this specificity of Brazilian
haiku is a remnant from how the aboriginal forms of short poetry functioned: it
was typical for them to be accompanied by guitar and sung out loud (Lobo 1995).
This would be another example of the impact of outward communication to the
inner communicational functioning of the text.



664 Kati Lindstrom

prefers to demarcate. Even more so, because haiku in Western cultu-
res, including Estonia, is often considered to be poetry of fresh and
immediate sensation of the moment. Consider for example a quotation
from the poet Jaan Kaplinski: “In haiku | expressed something, which
might be called meditative experience. Some calm moment, when you
are alone with your experience, your surroundings, and it all somehow
resonates together: the poet, his feelings, his memories, his sur-
roundings.”1 In his criticism of Estonian haiku Rein Raud states that
“while Japanese haiku tends to depict first and foremost the echo of
the inwardly in the outside [phenomena], then in Estonian haiku the
tendency seems to be the opposite” (Raud 1984). It is clear, that such a
cognising self, whose perception and understanding of a particular and
ephemeral moment is depicted, demands special attention in the text
and is bound to be indicated.

On the other hand, the effect of ‘I’ in poetry is ambiguous: a
personal ‘I’ makes a text more personal, as it excludes the reader from
the text, pretending to depict author’s internal thoughts or his actions.
Like for example in Jaan Kaplinski’s

Oma suidame-
166ke jaan kuulatama
vihmasabinas

My own heart-
Beats | stop to listen
In the spatter of rain.

Here, the reader as if reads the confession about the author’s affairs
and how he listen to his own heartbeats. At the same time, a text with
‘I’ provides the text with a certain nexus, where the reader can locate
him/herself, identifying with ‘I’ and thus raising the autocommunica-
tivity of the poem — it can also be the reader who listens to his/her
heart. ‘We’ in these cases is even more aggressive, as it already
includes a position for a reader by itself. It is interesting to note, that
while in the collection of Estonian nature poetry one can repeatedly
find a construction, where ‘I’ is in the function of patient (or witness)
to whom the activities of the landscape objects are directed: the sights
open to him/her, the winds beat, the flowers smile etc, then in case of
haiku we can find only 17 texts with ‘I’ as a patient. In more than half

10 The quotation is taken from Jaan Kaplinski’s answer to my questionnaire
about haiku habits in Estonia, and dates 03.03.2002. The questionnaire was sent to
major haiku poets in Estonia to explore the background of their haiku writings.
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of the cases, ‘I’ is the agent, and surprisingly enough, altogether at 60
cases it is in the function of object.

Using pronominal characters in the function of object deserves a
special note here. It is evident that in case of texts, which are analysed
by Yuri Levin and Mihhail Lotman, i.e. in case the texts are long and
explicit enough for creating a model situation, it does not constitute a
major difference if at one instance the pronominal character is
expressed in another function on the surface level of the text. How-
ever, as haiku demands utmost economy of expression, most pronouns
occur only once, and the way they are expressed on the surface level
of the text acquires considerable importance. For example in Ain
Kaalep’s haiku

Su kleidi lilli
véaldib mesilane, sest
aimab mu kiivust.

The flowers of your dress
The honey-bee avoids, ‘cause
It senses my jealousy.

the situation is very clear — “I am jealous of you” — but in the text
both ‘I’ and ‘you’ are expressed only as possessive attributes, and the
agent is the bee. We can observe the similar tendency in a consider-
able amount of texts (among T -‘you’ poems even up to 70%). The
activities are performed by other objects connected with ‘you’ or ‘me’
and not by ourselves. It is evident that these texts are reducing the
communicational force of the otherwise strongly communicational
pronouns, and thus we can consider this tendency a means to approach
the Japanese model of projecting communication into text. In addition
to that, the communicational force can be reduced also by the elliptic
use of pronouns, or using short pronominal forms instead of the longer
ones, 1l or alternating the point of view.

i In the Estonian language, a category of person can be expressed in three
different ways. The personal pronouns have two different forms, the longer and
the shorter one, which can alternate freely, the main argument towards the use of
the longer form being stress (e.g., ‘mina teeksin’, ‘ma teeksin’ = ‘I would make”).
Person can also be expressed only by verb endings (‘teeksi/r’ = ‘I would make’). It
is clear, that as the stress laid on the subject is different in all three cases, the
communicational impact of the poem is also different. In an unpublished study
conducted in 1998, | found that in spoken Estonian the elliptic use of pronouns
(the pronouns are omitted in the sentences where their use is grammatically
correct) makes up roughly about va. of all the occurrences analysed. For example
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The texts with a free actantial position

As Umberto Eco indicates, the author as a textual strategy may be
expressed in a text by an actantial role (Eco 1984: 10), which means
that it does not necessarily take a pronoun for the author to make
him/herself manifest in the text. Therefore, the fact that there are no
pronouns in the text, does not make this poem void of communication
a priori, as proposed by the theories of Yuri Levin and Mihhail
Lotman. Of course, again the problem might not arise with the kind of
texts they analyse — the romanticist and symbolist poetry —, but
considering the brevity of haiku poems, it is evident that not all the
actantial roles might be expressed explicitly. Depending on a poem,
this gap in the information about the model situation can become an
active trigger mechanism in the communicative situation.
For example in the haiku by Juhan Viiding,

Jaapan on kaugel
eesti on kaugemal veel
utlevad tuuled

Japan is far
Estonia is even further —
The winds say,

for the winds to say something, there must be someone to say it to, but
this someone is not deducible from the text. The author here has
created an empty position in the model of the text, in this instance, the
receiver of the message sent by the winds. The reader can easily place
him/herself in the middle of the model situation, whereas in case of
objective texts the only possible position for the reader would be that
of the witness outside the situation.

Such texts are altogether 93 (6.4%) and most of them (59) are
connected with the verbs of perception, directional verbs (verbs of
motion, but also ‘smile’, ‘say to’ etc), and reflexive verb forms; there
are also many verses featuring a part of human body (‘arm’,
‘forehead’ etc 20) and spatial relations (‘further’, ‘closer’, ‘up’ ‘down’
etc — 14 texts).

Failing to mention the character explicitly enhances autocommuni-
cational processes in the reader, as s/he, when forced to supplement

in the haiku texts with ‘I’ the elliptical use of pronouns (subject is expressed only
by verb endings; the cases with implicit subject cannot be included here) makes
up 66%.
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the missing character and interpreting this position usually as an T -
character, has to remodel him/herself according to the situation.
Textual activity passes on from the writer to the reader.

Similar reading pattern is common also to Japanese haiku,
especially because the Japanese language does not indicate the subject
if it is deducible from the context. Therefore, often the most logical
reading is to interpret the text through T, although the text does not
contradict the other patterns. For example in Bashd’s

(755) Wbb
KaTe waruru yoru no kori no nezame kanal2
The jar crackles/ that icy night/ when waking up

the typical reading would be to say that ‘I’ wake up, and not some-
body else.

Texts with rhetorical questions and apostrophes

Another type of texts in the transition zone between the explicitly
communicative texts of haiku and the so-called “catalogues of land-
scape” are the texts, where the picture of landscape is accompanied by
or given through a rhetorical question (51) or an apostrophe (37).
These questions and exclamations have no addressee, thus they tend to
trigger the autocommunicative activity both on the part of the reader
and the author. The questions either contain an answer or are not
meant to be answered at all.
For example in Aime Piirsalu’s haiku

Kumb kumma kaissu
tormavad meri v8i maa
Jaamineku aeg

Who rushes to embrace whom
The sea or the land
The time of breaking up the ice,

the author gives us a picture of ice, which is melting on the sea and is
washed ashore by the waves. The role of the question here is to

2 The Japanese haiku texts are taken from the Bashd poetry volume of Nihon
koten bungaku taikei (Bashd 1974). The number in front of the text signifies the
number of the text in this edition. All translations are mine (K. L.).
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strengthen the image by stimulating the autocommunicative activity in
the poem.

The communicational force of the apostrophe is even lower than
that of the rhetorical question, because in the former, the author does
not even create a fictitious dialogue. In any case, also in these texts the
author’s position and his attitude to the object are defined, and thereby
the readers are provided with a position inside the model situation of
the poem. Thus we can say that even though these texts are less
intense in their communicative potential than the texts with pronouns,
the landscapes here are still openly communicational.

“Philosophical” texts

A border case between the openly communicational texts and the
objective texts on one hand and the catalogues of landscape on the
other, are so-to-say “philosophical” texts, which resemble epigrams
and are relatively didactic. They contain aphorisms or maxims, some-
times witticisms based on word-play. Although these texts do not
contain communicational devices discussed above, they are by no
means objective, because the author’s presence is most manifest. The
author presents his/her assertion and what is left to the reader is to
agree or disagree. Most of the 124 texts here are written by amateurs,
but a special group is formed by surrealistic haiku texts.

Objective texts

As it was mentioned above, Mihhail Lotman considers a text objective
or void of communication, if there are different characters in the
model situation constructed after the text, but the text itself is written
in the third person (M. Lotman 1989). And indeed, there is a consider-
able amount of Estonian haiku, which do not contradict this approach.
These are texts, which usually consist of one sentence or at least
maintain the same agent all through the poem. We must note here, that
this agent is not designated by a pronoun in the text, therefore the
author’s point of view is not manifest. Of course, the choice of words
and the use of imagery always tell us something about the author’s
preferences, so the objectiveness here is strictly the lack of com-
municative activity in the model situation of the text and nothing else.
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For example Ly Seppel’s haiku

Hall varblaseklutt
ei méelnudki lahkuda
paljaks jadnud oksalt

Grey sparrow urchin
Didn’t even think of leaving
The branch grown bare

can be called objective in this sense, because here we are offered a
description of the actions of somebody else (the sparrow), without a
smallest possibility to place ourselves into the situation described.
Objective texts are altogether 63 (4.3%).

Catalogues of landscape

The biggest amount of Estonian haiku texts (713), however, do not
belong to any of the types analysed above. They do not contain
pronouns, do not contain rhetorical figures like rhetorical question and
apostrophe; they refuse the reader any kind of place inside the model
situation, yet they do not belong among the objective texts, because
there is no line of narration. These texts consist of naming a number of
landscape objects, and the model meaning of the text is a picture or a
concept, like “spring morning”, “passing of time”, “like in Japan”, etc.
None of the theories mentioned so far (Levin, Lotman, Eco, Foucault)
would find communication or indices of authorial function in these
texts. Can we say that these texts are finally the ones void of commu-
nication? Is there a communication in a piece of landscape?

In the analysis of those texts there surges the question of personi-
fication in one-syntagma verses. On one hand, the a text like Venda

Soelsepp’s

Kraavid kannavad
rodmsalt lauldes dlgadel
hangede laipu

The ditches carry
On their shoulders, merrily singing,
The corpses of [snowjdrifts

clearly depicts a picture of a quick-flowing water in a ditch, full of
snow patches, which float down the current. On the other hand, this is
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written exactly in a form of a description of a situation (and not in
some other way), where the agent (ditch), albeit fictitious, performs a
certain action (carrying and singing), and therefore it could be
classified as objective text.13 However, this is not the approach taken
here, especially in the light of the text group yet to be analysed below.
The fact, that a landscape object is given through a strong personi-
fication imposes authorial interpretation more than it would be in case
of mere naming, and the construction in general betrays strong in-
fluence of Western poetic patterns, but still we can find the similarities
with the rest of the catalogues of landscape in their functioning: they
search to endow the landscape with its own communicational force.

One of the main requirements of Bashd-style haiku is its dyadic
structure, even the most important in the opinion of many of his
students (Shirane 1998). This has been taken the main principle of
haiku’s poetics also by many modem scholars (e.g., Kawamoto 2000).
A haiku must consist of at least two independent parts, which are
separated by a cutting word or kireji. Bashd is recorded to have said
the following:

Wb tfSiu

Hokku feels like a heart that goes and returns. For example: “Mountain
hamlet/ manzai dancers are late/ plum blossoms”. Having said “mountain
hamlet, late manzai dancers” and then going to the blooming plums — that’s
what is a haiku with a mind that goes and returns. [...] The teacher said as
well: “Know, that a hokku is combining things [...].” (Bashd 1966: 211)

This means that a classical Japanese haiku must inevitably comprise at
least two different points of view, and can not maintain the same agent
through the poem, like the last kind of Estonian texts analysed above.
By focusing in one verse equally to big and small, eternal and
transient, or just juxtaposing two things from totally different spheres
of existence, the author is supposed to give a picture of the whole
universe. Using too similar entities is considered to be of bad taste.
Haruo Shirane compares a dyadic haiku to ikebana, saying that simi-
larly to a flower arrangement artist, who ““cuts” the flower, opening
up space that the audience can enter into with his or her imagination”
(Shirane 1998: 83), the cutting word in haiku “opens up a space that

B When a text consist of two syntagmas, i.e. describes the actions of two
independent fictitious characters (landscape objects), the question does not arise,
because there is no possibility to reduce such a verse to one model situation.
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the haikai reader occupies metonymically or synecdochically, by
moving from a detail or part to an imagined whole, filling out the
scene or narrative [...]”24 (Shirane 1998). Makoto Ueda argues that
that the cutting word is the key to haiku’s impersonality, as by cutting
the verse all personal emotions and feelings in it will turn into
universal and thereby impersonal by themselves (Ueda 1991: 1555).

Avoiding overt emotion and personal feelings is essential to haiku,
as it is exemplified by many passages in Basho’s teachings. Konishi
Jin’ichi claims that if a waka poet wrote about the darkening sea and a
duck, s/he definitely added a comment on how it feels: sad, nostalgic,
funny etc (choosing from among the emotions permitted in the item’s
poetic essence, of course). But Bashd, turning away from this tradi-
tion, wrote simply

(801)W< MXUWHKO Z friste L
Umi kurete/ kamo no koe ha/honokani shiroshi
The sea darkens/ A wild duck’s call/ Is vaguely white. (Konishi 1999: 84-85)

Zen-influenced haiku criticism (e.g., Blyth 1978; Yasuda 1995; but
also Konishi 1999, and others) considers haiku to be an expression of
satori, it is, an expression of intuitive insight into the true nature of
things and phenomena, it is a spiritual fusion with the surrounding
world, which demands absolute egolessness from the author. In order
to write, the author must give up his impressions and prejudices and
dissolve into its subject matter.

The largest amount of texts, altogether 456, among Estonian haiku
can be regarded as this kind of descriptive catalogues of landscape
objects. Estonian haiku, having developed in the cross-influence of
European literary conventions and ambiguous laconism of Japanese
haiku, obviously do not conform uniformly to these Japanese rules,
which demand the absolute disappearance of the author from the
scene. In many cases the extensive use of rhetorical figures leaves no
space for the reader’s interpretative activity, limiting the possible
range of meanings to minimum. Also we can see that the landscape,
which the verses depict, is different with Bashé and Estonian authors.
According to Karatani Kojin, Alan Watts and others, Basho’s poetry
and Zen poetry in general is by no means representative. Rather it
tends to depict an ideal, conceptualised nature, it is, the landscape as

u In the same book, he likens the mechanism to a film montage, where a close
shot can be followed by a long shot etc, where the different parts can be related
like in a metaphoric or a metonymic montage in Eisenstein’s fashion (Shirane

1998:980-
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such. (Karatani 1993; Watts 1990) At the same time Estonian haiku
prefers to describe a real landscape and the real objects in a given
moment.

However, these differences do not change the way these catalogues
of landscape work in regards to their communicative activity. The
author gives us only pieces of landscape, which the reader has to put
together into a picture, moving from one object to another. Unlike in
Japanese literature, a haiku here can also comprise more than two
different points of view, and there are texts, where there exist even up
to five different entities. That this is a feature of haiku mentality, and
not of nature poetry in general, can be seen from the fact that in the
collection of Estonian nature poetry (Vaarandi 1980) there are only 25
poems, which could be labelled a catalogue. Moreover, we can
observe the similar tendency to combine multitude of objects, i.e. to
present a catalogue, also among the texts which contain communi-
cational elements and were analysed above: 327 poems out of 610
alternate the point of view in the course of the poem, giving different
aspects of the same situation or giving background and situation
separately.

For example, a haiku by Mart Raud:

Pakatab koidik.
Kerge virvendus jarvel.
Kuldkalad koevad

The dawn bursts.
Slight ripple on the lake.
The goldfish spawn.

Also a haiku by Jaan Kaplinski:

Esimene jalg
esimesel lumel 66
latern Kirsipuu

The first print
On the first snow night
A lantern a cherry-tree.

Sometimes the very topic of the haiku, i.e. the concept of its model
meaning, is already mentioned inside the text as one of the entities.
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For example, a haiku by Vdino Vesipapp:

Lume soojusest
tedred paiskuvad lendu.
Pakasehommik.

From the warmth of snow
The grouse flush.
The morning of frost.

In this last instance, the reader can feel the author’s presence in a more
imperative manner than with haiku, where the reader has to decide the
topic by him/herself. Nevertheless, this does not change the principal
way in which these verses function from the communicative point of
view.

In one of his most famous teachings, Bashd has explained how to
write a good haiku as following.

BpALO
Learn [the way of] pine from the pine. [The way of] bamboo — learn from the
bamboo. These are teacher’s words. It means: move away from your own
thoughts. If you do this learning after yourself, you do not learn anything in
the end. Learning is to go into the things, to feel the core of their essence, and
this becomes a verse. (Bashd 1966: 175)

Principally this teaching means that the author should sacrifice his
own self, dive into his object and let it do its own talking.

This is exactly the way the catalogues of landscape function. The
author is dead, in the sense that s/he has dissolved into several points
of view, which in the texts are expressed by different elements of
landscape. The pieces of landscape assume the control of the author
and the author gives each of them its own personal voice. Thus we can
hear the voice of a potato, the voice of a crow, the voice of a falling
leaf, all at the same time. Once again we see that a poetic device
elevates landscape object to an equal, if not more than equal partner
for a human being. In a sense these texts become the ideal triggers of
autocommunication, as through multitude of voices and an extreme
activity demanded from a reader to fill up the space provided by a cut
in the poem, the text becomes a code to remodel the writer’s/ reader’s
self. But is that a communication in other senses, is hard to say.
Rather, in the sense that the sum of all the different colours is white,
we can say that the sum of all the voices of all the elements of the
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landscape is hon-communication, i.e. the noise, which has resided into
silence.

Conclusion

We have seen that Estonian haiku uses different patterns of projecting
communication and authorial relations into a poem, deriving both
from Estonian literary conventions and the tradition of Japanese haiku.
On one hand, Estonian haiku uses communicative elements like perso-
nal pronoun, rhetorical questions, addresses and apostrophes and free
actantial positions relatively frequently, but on the other hand we have
seen that the devices used tend to enhance the autocommunicational
activity of the poem, rather than enforcing communicational relations
in the manner of Romanticist poetry or also Estonian nature poetry in
general. It is also clear that the question of communicativity in a piece
of poetry is not a meagre amusement of the scholars of poetics, but
carries significant ontological implications. For Estonian haiku, and
haiku in general, communicative perspective is one of the most im-
portant means to convey its poetic principle: to animate landscape, to
impose communicational activity on the elements of nature, to treat
nature as an equal for humans and annihilate ego by fusion into land-
scape objects.
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ABTOp, Neli3aXK N KOMMYHUKaLMA B 3CTOHCKOM XOKKY

B cTaTbe npeanpuHMMaeTcsi MOMbITKA HalWTM OTBET Ha BOMPOC, KaKuM
06pa3omM B 3CTOHCKOM XOKKY MoAenupyetcs o6pa3 aBTopa W OCYLLeCTB/sIeTCS
KOMMYHUKaLWUs ¢ yuTaTeneM. ABTOp MoJslaraeT, YTO XOTA 3CTOHOSI3blYHbIE
XOKKY 04E€BUAHO HOCAT Crefbl BAUSAHWUA 3anafHoOW NUTepaTypHOl Tpaguuunum un
aBTOpCKas NO3NLMS B HUX OTMeYaeTcsi C MOMOLWLbI Pa3IMYHbIX KOMMYHU-
KaTUBHbIX CTpaTernii (MYHble MeCTOMMEHUS, PUTOpUYecKUe obpaleHus,
BONPOCbI UM BOCKAMLAHUS, CBOOGOAHbIE aKTaHTHble MO3ULUK), — TeM He Me-
Hee, 60/IbLUNMHCTBO TEKCTOB OMWPAETCA BCE XXe Ha SAMNOHCKYI NUTepaTypHYIo
Mofenb. Takue TeKCTbl, KaK «KaTasorn neisaxein» npescTaBnsitoT yMTaTeNO
psAn 06bEKTOB Mei3axa, He pas3BMBasi NpPU 3TOM JIMHUKO pacckasa. Kaxgomy
3/IeMeHTy nel3axa fJaeTcs CBOM «ronoc», M MNOCPeACTBOM pasHoobpasus
TaKWX FOM0COB 4MTaTeNnsl BbIHYXAAlOT BCTYNUTb B aBTOKOMMYHWUKaTUBHbI
npouecc mogenmpoBaHus cebs.

Autor, maastik ja kommunikatsioon eesti haikus

Artikkel dritab leida vastust kisimusele, kuidas eesti haikukiijandus model-
leerib autori kuju ja kommunikeerub lugejaga. Autor leiab, et ehkki suur osa
eesti haikudest on kantud ilmselgelt laédne kirjandustraditsiooni mdéjudest ja
margib autori positsiooni erinevate kommunikatiivsete strateegiate abil (per-
sonaalpronoomenid, retoorilised poédrdumised, kisimused ja hidatused,
vabad aktantilised positsioonid), siis enamus tekstidest on siiski selge jaapani
kirjandusmudeli mdjuga. Sellised tekstid, nn “maastikukataloogid” esitavad
lugejale rea maastikuobjekte, jutustusliini arendamata. lgale maastikuelemen-
dile on seelébi antud oma “hdal” ning sellise haalte mitmekesisuse kaudu sun-
nitakse lugejat astuma autokommunikatiivsesse enesemodelleerimise prot-
sessi.
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Abstract. This essay explores the intertextual relationships of Joseph
Brodsky’s poem lMaTasa rogoswnHa — an occasional verse dedicated to the
fifth anniversary of the poet’s enforced emigration from the Soviet Union. As
is common in Brodsky’s poetics, the text is imbued with allusions to other
texts, not only from Russian, but from Western belles lettres, as well. Through
reminiscences of La Divina Commedia the lost homeland together with the
beloved native city of Leningrad is paralleled with Dante’s “lost and
accursed” Florence as well as with the lost St.Petersburg of Mandelshtam and
Akhmatova, among others. The Dantean undertones are exposed not only on
the semantical level of the examined text but in the metrical and structural
aspects of the poem, as well.

The poem MaTasn rogoswnHa (bpoackuii 3: 147-150) was written on
the fourth of June in 1977 as we can read from its title. It is a rare case
in Brodsky’s poetry that the exact date of writing is put down by the
author, to say nothing of placing of the date right in the rubric. This
gives us reason to assume that the date has a special semantic function
in the text. The date works here as a device for decoding the content of
the poem. In Mine’s typology of the ’secondary’ semantics of dates in
literary texts, Brodsky’s use of the date not only orients the text in the
extratextual, historical time, but it stands for a metonymic sign repre-
senting the text in its entirety, as well (MuHy, 1989: 147).

We can say with certainty, that June 4, 1977 in Brodsky’s poem
refers to a concrete event in the poet’s life. Five years exactly have
passed at the time of writing of the text, from the day that he was
compelled to leave the Soviet Union. Partially due to the date,
marking off the significant turn in the history of the poet’s personal
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life, a change which endows the whole text with a certain vantage
point, The Fifth Anniversary could be called an occasional poem — a
memorial written for the lost homeland by a poet in exile.

In The Fifth Anniversary the situation of the poet in real, historical
time and space finds its reflection in many aspects of the text. The
position of the poet in enforced migration recalls Dantesque under-
tones which, in fact, are abundant in Brodsky’s poem. Consequently,
my presentation is devoted to the study of intertextual relationships of
The Fifth Anniversary with a focus on Dante’s Divine Comedy as one
of the main subtexts of the poem.

What then relates “PG” , a poem picturing life in the Soviet Union
in the 1960’s and the early ‘70’s, to Dante’s Divine Comedy? We can
take formal aspects of the poem as a starting point. It goes without
saying that the appearance itself of terza rima is meant to put the
reader in mind of Dante. Brodsky employs regular sets of triple
rhymes — three-line stanzas with triple feminine rhymes AAA BBB
CCC, each section consisting of three tercets.2

In addition to the Dantean terza rima, Brodsky’s use of Dantean
numerology is quite obvious in “PG”. As we can observe from the
following, the symbol of the Holy Trinity — number three — occurs
frequently in relationship with the strictly regular stanzaic and metri-
cal form of the poem: each line has 13 syllables, and consequently,
each triplet consists of 39 syllables3. Each section includes three
triplets. Furthermore, “PG” is composed of 32 tercets althogether,
whereas Dante’s Inferno, Purgatorio and Paradiso are comprised of
33 cantos each. By this figure Dante alludes to the number of years of
Christ’s earthly life. By adding one canto as a prologue to Inferno,
Dante made the total of the cantos amount to the holy number of 100
symbolizing perfection in the medieval mind. Brodsky’s 32 “cantos”
are not without symbolic significance either. The number indicates the
age of the poet, five years back, at the moment of his banishment.

1Hereinafter MaTada rogoswmHa is referred to in the text and in the footnotes
as “PG”

2 Dante, like Brodsky, employs only feminine rhymes in his Divine Comedy.
Dante’s rhyme structure ABABCBCDC... suggests a continuity which is lacking
in Brodsky’s use of rhymes.

3 with three exceptions only, all of them consisting of 14 syllables — in Sec-
tion Two: “HeyroMoHHbIN Tepek Tam MLET TpeTuin beper”, Section Three: “Tam
My4aeT OXpaHHUK BO CHe CTblKa TpexrpaHHUK” and in the concluding section:
“3rnoxa Ha Kosecax Hac He MOroHUT, 60CbIX™.
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As we can see, the Dantean content is present in the very “substance
of the verse”, to quote Efim Etkind’s4expression; not only in the web of
semantic relations manifested in the meanings of sentences, but also in
the metrical and structural aspects of the poem, as well as in the poet’s
use of grammatical forms and intonational and sound patterns.

The initial theme of the poem as such, a look back at the lost
homeland from the perspective of five years of exile, assigns arche-
typal Dantesque tones to the “PG”. The perspective is set in the first
three-line stanza which is graphically separated from the first section
which consists of three triple stanzas. Like the above-mentioned pro-
logue added by Dante to the “DC”5 it serves — together with a
similar isolated terzina in the end of “PG” — as an explanatory frame
to the visionary voyage back to the native soil:

Magyyasn 3Be3ga, TeM naye — actepoup,
Ha pe3KocTb 6e3 Tpyfa TBOWM Npa3gHblii B3rNs4 HaCTPOMUT.
B3rnsiHW, B3rnsHuM Tyga, Kyja CMOTPeTb He CTOUT.

The motif of a star is familiar from the “DC”. Dante closes each section
of his three-level universe with the word le stelle — the stars. For him
they represent the familiar coordinates that emerge after his gloomy
wanderings in Inferno and Purgatory. In the end of the “DC” it is the
stars that are moved by the real living force of love.6 Brodsky’s other
‘Dantesque’ poem December in Florence, echoes this particular passage
of Dante’s Comedy.7 Brodsky’s star, the fall of which the lyrical “I” is

4 Seel oseff 1989: 194.

5 Hereinafter The Divine Comedy is referred to in the text and footnotes as
“DC”.

6 Inf. 34: 136-139: “/.../ salimmo s, ei primo ed io secondo, /tanto ch’io vidi
de le cose belle / ehe porta il ciel, per un pertugio tondo;/ e quindi uscimmo a
riveder le stelle.” (“We mounted up, he first, 1 following,/ till of the lovely things
that heaven bears / | beheld some, through a round opening; and thence we
emerged to re-behold the stars”)- Purg. 33: 142-145: “lo ritornai da la santis-
sim’onda / rifatto si come piante novelle/ rinnovellate di novella fronda, / puro e
disposto a salire a le stelle.” (“From that most holy wave | came away /
refashioned, like new plants no blemish mars,/ made new again with new leaves:
pure as they,/ and ready now for mounting to the stars”).

7 Par. 33: 141-145: “A I’alta fantasia qui mancd possa; / ma gia volgeva il
mio disire e il velle / si come rota ehe igualmente e mossa/ I’amor ehe move il
Sole e I’altre stelle.” (“The high-raised phantasy here vigour failed;/ but rolling
like a wheel that never jars, / my will and wish were now by love impelled,/ the
love that moves the Sun and th’other stars.”). Compare to Brodsky’s lines in
Stanza VIl of fleka6pb B0 dnopeHuun: */.../ HenpaBaa, /4TO NO60Bb ABUXKET
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witnessing has something ominous in it, although he is thus given a
chance to make a wish upon a shooting star8 The seeing of a celestial
light of a falling star or a planet provides him with a visionary power of
having a look, though a reluctant one, to the remote place which he left
five years past. The distance between “here” and “there” is shortened by
the sharp-eyed vision of a banished poet. His reluctancy can be ex-
plained, at least in part, by the fact that atmospheric phenomena, comets
in particular, are commonly thought to portend disaster.

But his clarified vision echoes also the imagined vision of a poet-
seer 4 la Dante, endowed with insight into the truth of things that are
far both in terms of space and time. In fact, the prologue in “PG”, as
part of the composition of the poem, is characteristic of visionary
poetry of the Middle Ages. It usually begins with a rendering of how
the author either in a dream or in a vision was offered an opportunity
to experience the things, often transcendental or supersensual by
nature, which he subsequently depicts in his poem. The vision or the
dream with its “fantastic”, transcendental aspects serves as a frame for
the following representation, raising it often to the level of allegorical
symbolism.

The perspective and subject matter of MNMATasa rogoswmHa — an
insight into the lost homeland — may be conceived as incorporating
in a way typical of Brodsky some common motives of medieval
visionary poetry, such as a visit to a supersensual state or to the
Underworld, or a search for a lost beloved, which in this particular
case is replaced by the lost homeland. The empty gaze of the lyrical
subject begins to fill up with successive visions of landscapes that
from his present point of view belong to “the distant elsewhere”. True
enough, one can always assert that the clarity of the poet’s vision is
not due to any supernatural powers but inherent in the very distance
between the object and the observer9.

3Be3gbl (JlyHy — nogaBHO),/ 60 OHa AeNuT BCe Belln Ha fBa — /paxke AeHbru
BO CHe. [Jaxe, B uacbl gocyra,/ Mbicim 0 cmepTu. Ecnm 6bl 3Be3gbl tOra
/pBUranucek e, To — B CTOPOHbI Apyr oT gpyra.” (Bpogckuii 3: 113)

8The motif of a falling star appears also in the poem B o03epHOM Kpalo, written
in Ann Arbor in the year of Brodsky’s emigration from the USSR (Bpoackuii 3:
25). It, too, seems to escape the wishes of the lyrical persona: “/.../[M exenun
HOYbIO /OTbICKMBaN 3Be3dy Ha MOTOMKe, / OHa, COrflacHO MpaswiaM CropaHbs,
/cberana Ha NOAYLKY MO LWeKe / 6bICTPEN, Yem S 3arafblBas XenaHbe.”

9 Radyshevsky, examining the main themes of Brodsky’s poetry in the light of
Buddhist philosophy, argues, on the contrary, that the vision, and the desire of the
lyrical persona to look “where there’s no use to look at”, testifies to the fact that
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There is one more aspect in the composition of “PG” that recalls
Dante’s “DC”. It is the word “there” (“Tam”) which occurs 40 times in
Brodsky’s poem, 24 times in the position of an opening word of a line,
of which 13 times beginning a terzina. Dante, too, often began a
number of successive stanzas with the same word 10.

Anaphoric words like “there”, “here”, “then” and “when”, repeated
at the beginning of two or more successive lines often emerge in
literary texts in which the paradise myth has been used as a rhetorical
structuring principle. According to Lessing Baehr (1991: 7-8), in
messianic or prophetic narratives describing a future paradise, spatial
adverbs “here” and “there” or chronological adverbs “now” and
“then” have often been sufficient to mark the opposition between
paradise and hell. The prophetic pattern is distinguished by its use of a
first-person variant of the descriptive pattern like “There | saw” or “I
saw”, frequently used by Alighieri, as well. Since the prologue to
“PG” sets the focus and perspective of the poem, emphasizing the fact
that all that will follow are perceptions of the eye (although those of
the mind’s eye), Brodsky does not have to repeat the verb “to see” in
the following stanzas.

Section One begins with a familiar Dantesque locus — the wood
which was the scene of the prologue in the “DC”. Only this time it is
not the hero that has lost his way in the murky wood of errors, but the
train in the second line pushing ahead on the plain in search for a
destination:

Tam XMypble fieca CTOSIT B CBOE pBaHMWHe,
Yiga vu3 Touky “A”, Tam noesg Ha paBHUHE
CTpeMnTCA B TOUKY “B”. KOTOpOI HeT B NOMUHe.

Brodsky’s choice of the words picturing the forests which “frowning”,
“stand decked out in their rags and tatters”11gives a human shape to
the trees. If the forests are perceived not only as referring to the vast

he has reached the condition ascribed to the illuminated, which the masters of Zen
call the “inertia of memory”, i.e. that you are already aware of the truth, but it is
your old “I” who wants to take a look back (Pagbiescknin 1997: 304).

10 See Bickersteth’s introduction to the “DC” 1965: xxxv and, e.g. Inf. 5: 100-
108 or 13: 1-9, Purg. 12: 25-63; here Dante begins four consecutive stanzas with
the word “vedea” (“mine eyes saw”) in describing the life-like sculptures on the
tombstones. See also Par. 19: 115-147 or 20: 40-70. In Par. 19: 114-123 Dante
uses the word “//” meaning “there” to open three successive terzine.

11 The translation of “PG” in Brodsky’s Collected works in English is made by
the author, see Brodsky 2000: 241-244.
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Siberian woodlands, but as depicting the masses of citizens com-
prising the “unanimous” population of the former fatherland of the
author, (as we can witness in the poem Lagunal?) it cannot escape the
attention of a reader, tuned to read the poem in the light of The Divine
Comedy, that the scene might as well be taken from Dante’s Infernon.
Furthermore, Brodsky’s dark, cheerless forests sound astoundingly
similar to the “gpemyunii cosetckuit nec” of Mandelshtam in YeT-
BepTasa nposa,4

Both of the presented loci, forests and plains cover vast areas of
the Russian territory. They bear symbolic significance since they are
often conceived as characterizing some main aspects attached to the
mental landscape of the so-called “Russian soul”. Russian soul,
‘'shirokaja dusha' or ‘shirokaja natura' with its breadth, depth and
openness, is said to correspond to the Russian landscape mirroring the
unlimited, boundless space. This idealized image of the national soul
is promoted by the Russian self-stereotypes.15

However, the space that reigns supreme does not only have posi-
tive impacts on its inhabitants. Medvedev (1999: 16-18) argues, quite
convincingly, that Russia’s space is not just quantitatively vast, but
that it is also qualitatively infinite, amorphous and contradictory.
Furthermore, endless space is seen as undemanding, forgiving and
thus contributing to the irresponsibility of its inhabitants. Medevedev

122 A trope of the same kind can be found in Brodsky’s poem JlaryHa where
few readers would fail to recognize under its Venetian disguise allusions to the
Soviet Union: “[...] 3ByK oTpuuaeT cebs, cnosa u /cnyx; Takxe fep>aBy Ty, /rge
PYKN TAHYTCA XBOWHbIM f1ecOM /nepej MeKUM, HO XWLLHbIM 6eCOM /WU C/OHY
nefeHnT BO pTy.” (Stanza VIII, Bpoackuii 3: 45)

13 As for the Siberian woods, it would be tempting to combine the “forests in
rags” with the falling asteroid in the prologue. As is known, the brightest fire-
ball — a meteor of considerable duration and brightness — ever recorded fell on
Tunguska, Siberia in 1908 causing the destruction of forest over an area about
2000 square kilometres, leaving behind forests “standing in rags”. As construed,
the train would evidently be the Trans-Siberian railroad. Furthermore, the forest
can be read as referring to a constant opposition of ‘Russia — The West’ mani-
festing the geographical or geopolitical theme in Brodsky’s poetry expressed
paradigmatically in opposing sets of images, such as ‘The Wood — The Sea’,
‘Cold — Heat’ and Stagnation - Movement’, see Loseff 1991: 27.

14 “In mezzo del cammin del nostra vita — Ha cepefiHe XXM3HEHHOI Joporun s
6bl71 OCTAHOB/IEH B APEMYYeM COBETCKOM fiecy pas3boiiHmkamu...” (MaHgenbwtam
1994. T. 3 : 176).

15 For Russian soul and its relation to Russian space, see e.g. Hellberg-Him
1999: 56-57,61, Pursiainen 1999: 72.
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even asserts that Russian space with its amorphousness and vastness
possesses a great destructive potential. Distances are too great to be
grasped, nor are natural boundaries of its vast territory delineated.
Both of these facts account for a culture with a vague spatial sense.

Examples of the limitless, undiscriminating space are to be found
in “PG”; in Section VI, for instance, Brodsky describes the landscape
as missing distinctive landsmarks. The puddle in the yard in stanza I,
as big in area as two Americas together, could be taken as Brodsky’s
parodic hint to the grand scale of everything in Russia. But the most
cryptic of the signs attributed to the dimensions of the represented
space are the lines about the stray train quoted already above:

Yiigs ¢ TOUKM “A”, Tam noesp Ha paBHUHe
cTpemuTcsA B TOUKy “B”. KOTOpoi HeT B MOMWUHE.

Hayana v KoHLbl TaM >XU3Hb OT B3opa npsyeT. [...]

If the lines are construed — as was suggested above — as being a
metaphor of the vastness of the territory which in its endlessness is
beyond the limits of the human mind to comprehend, one could easily
discover here a variant of a trope, common in Brodsky’s poetry,
evoking a vista with a railtrack — two parallel lines that vanish in the
horizon — leading nowhere.16

The dynamics of “PG” actually arise from a certain dualism that
marks the poem in its entirety. The text seems to be constructed on
oppositions or extremes. The dualism starts with the points “A” and
“B” that the train fails to connect to each other, and it continues in the
opening line of the following terzina which claims that “there” life
conceals from sight beginnings and ends. Being reminiscences of
other poems, on the level of textual space, both of the lines refer
beyond the boundaries of the intra-textual space of this particular
poem; “A” and “B” are allusions to Mandelshtam’s poem HeT, He
cnpsATaTbCsd MHe OT Benukoi mypbl... while “beginnings and ends”
recall The Fifth Elegy of Akhmatova’s Northern Elegies.

B This could be construed as a continuation to the theme of superiority of
everything. Quoting Medvedev “Russia possesses the longest roads which lead
nowhere, the greatest number of seas on which no one sails, and the longest
frontiers on which no one lives and hardly anyone crosses” (1999: 16). Batkin has
found another interpretation for the train in “PG”. In his view the train moves
from point “A” to point “B” which stands for void, i.e. towards a place without
time, since for an exile time is replaced by space (baTkuH 1997: 278-279).
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When examined in the context of the mentioned subtexts together
with some self-referential allusions to his own works,“A” and “B”,
“beginning” and “end” elevate the dualism of the text to a
metaphysical level. Mandelshtam’s poem is first and foremost about
the meaninglessness of life in expectation of the impending
destruction of culture, as well as about the fear of both physical and
spiritual death under the pressure of totalitarianism:

Mol ¢ To60t0 noegem Ha “A” 1 Ha “B”
MocmoTpeTb, KTO ckopee ymperT [...]

Akhmatova’s Northern Elegies, as another obvious subtext of Brods-
ky’s “PG”, in its turn, continues the theme of distortion of natural,
genuine proportions and the original directions of the flow of life. The
most obvious allusion, as was noted, is the one to The Fifth Elegy
concerning the veiled knowledge about “beginnings and ends”" of
our lives:

MHe BeAOMbl Ha4dasia U KOHUbI.
W Xn3Hb nocne KoHua, 1 4To-TO,
O uem Tenepb He Hago BCNOMUHaTL.

In Akhmatova’s text, the poet is the chosen one who is given know-
ledge of things that one normally has no access to. She, like Dante, is
shown what life beyond can be all about. Furthermore, the opening
lines of Akhmatova’s Fifth Elegy resonate in Brodsky’s text as well:

MeHs, Kak peky,
CypoBas 3noxa noBepHyna.
MHe nogMeHWIN XN3Hb. B gpyrom pycno
MwuMo apyroro noTeksa oHa,
N 5 cBOMX He 3HatO Geperos.

The reversed by force flow of the river is a metaphor for a sudden
unexpected change in life which finds a counterpart in some of
Brodsky’s tropes that symbolise the unsolvable puzzle of one’s own

i In addition to Akhmatova, Brodsky’s line “Ha4ana u KOHLUbI Tam XW3Hb OT
B3opa npsa4vet” recalls also the opening line of the Prologue in Blok’s Bo3mesgue:
“XKnsHb — 6e3 Hayana M KoHua.” The association with paradise/hell as well as
the outstanding gift of an artistic eye to catch and evaluate the essential in life is
also present in Blok’s poema: “[...] Ho Tbl, XyfoXHUK, TBepAO Bepyl / B Havana
N KoHUbI. Tbl 3Hali, / Tge cTeperyT Hac af u paii. / TeGe gaHo 6GeccTpacTHOW
mMepoit / N3mepuTb BCE, 4TO BMAMWb Tbl. / TBON B3rnaf — fa 6yaeT TBepa u
aceH...” (bnok 1999: 21).
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fate.18 It is reflected in Section One of “PG” in the line which simul-
taneously alludes to the lines of Akhmatova, quoted above, as well as
to Pushkin and Lermontov19:

HeyroMoHHbI1 Tepek Tam ULLET TPeTUn Geper.

According to Lev Loseff, “the third shore” signifies an absurd, useless
endeavour referring in Russian to the expression “fifth comer”. 2
Similar efforts to escape one’s fate, to find an exit from the
unexpected turn of life, doomed to fail, are implied in the last line
from Section VII which, in its turn, is a paraphrase from The Divine
Comedy, a fact that seems to have escaped the attention of Brodsky-
scholars:

Tam fyman v ympy — 0T CKYKM, OT ucrnyra.
Korga He OT pyKu, TakK Ha pyKax y fpyra.
Bugatb, He paccunTan. Kak KBagpaTtypy Kpyra.

“Squaring the circle”2 in the “DC” is a metaphor for a problem which
cannot be solved. In the end of Paradiso, Dante compares himself to a

1B Not only his own, but the same metaphor applies to his parents’ life, too.
See Brodsky 1986: 481-483; “Had they looked for a motto for their existence,
they could have taken a few lines from one of Akhmatova’s “Northern Elegies”:
Just like a river/ 1was deflected by my stalwart era [...] A deflected river running
to its alien, artificial estuary.[...] | am a tributary of a turned, deflected river.
[...1”.(bolding mine — M.K). Brodsky cites the above-quoted lines of Akhmatova
also in an interview made by A. Mikhnik where he also describes the con-
sequences of the sudden turn in people’s lives in an abrupt, blunt manner: “B Poc-
CVM MPOMN3OLLNO SABIEHNE, KOTOPOr0 HMKTO He MOHWMaeT. Korga mbl roBopuT (Sic)
0 MPeCTYNIeHNAX PexrnmMa, Mbl He TOBOPUM BCeid MpaBfpbl. Peyb He TONIbKO O TOM,
4YTO WUCTPebneHbl ThICAYN MOAe, HO TakXke O TOM, YTO XXW3Hb MW/IIMOHOB Ha
NPOTSHXKEHNN HECKOSIbKMX MOKOMEHWIA Lia No-MHOMY, 4eM AO/DKHa 6blna MaTu.
Kak nucana AxmaToBa: MeHs, kak peky [...] YenoBeyeckas Xu3Hb MoTekna
Apyrum pycnom. M uto He npowno 6eccnegHo (bolding mine — MK). Poau-
JIMCb WHblE WHCTWUHKTbI. Poccus CerogHsi — aHTPOMonorMyeckunini 3oocag. Pas-
roBOp C PYCCKUM MOXET 6bITb WHTEPeceH, ecnu Tbl aHTponosor. Ho He Torga,
KOrfga Tbl 3aHMMaellbCcs NONUTUKON unu dunocoduein” (MmnxHmk 1998: 11).

19 For discussion of allusions to Pushkin in “PG” see PaHunH 1998b: 38, for
allusions to Pushkin and Lermontov see Polukhina 1989: 221.

20 “Fifth corner” in Russian police jargon is what the interrogating policemen
invite the suspect to find in order to escape the beating (Brodsky 2000: 520, 526).

21 It is worth noting that Brodsky does not use this expression in his English
version of “PG” but instead he writes: “Today | see my error. / | see that | was
wrong [...].” The word “error” is, of course, an allusion to the “DC”, only not to
Paradise, but to the prologue of Hell — which makes a difference.
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geometrician facing the unsolvable puzzle in a vision of Christ whose
changing appearance inside a circle suggests his two natures in one
person:

Qual e ‘1geometra ehe tutto s’affige
per misurar lo cerchio, e non ritrova,
pensando, quel principio ond’elli indige,
tal era io a quella vista nova (Par. 33: 133-136)

As geometrician, trying as best he can

to square the circle, but without the clue

he needs to guide him, ends where he began;
so | before that marvel strange and new 2

This effort to square the circle is as futile as the train’s striving to
reach its destination in circumstances where the flow of life in its
reversed absurdness entails a rupture in the logic of thought and,
consequently, in the relationship of cause and effect.

“PG” is yet another example of Brodsky’s strategy of textual poly-
genesis. His reference is not only in Akhmatova’s, or Mandelshtam’s
poetry, nor is it merely an allusion to his own works. Similar contemp-
lation on the ignorance of man’s soul of the origin of life as well as his
knowledge of the next life can be found in John Donne’s poems The
First Anniversary and The Second Anniversary. As the similarity of
the titles indicates, Brodsky’s commemoration of the fifth anniversary
thus expands beyond the borders of Russia and its writers. Donne

2 The exact translation of Dante’s expression “misurar lo cerchio™ would be

“to measure a circle”. After reading A.M. Vandelli’s commentary to the passage
in question in La Divina Commedia it becomes clear that by measuring Dante
refers to the very problem of squaring a circle; Dante compares his efforts to those
of a geometrician who tries to find a solution to the problem of squaring a circle,
but he does not manage to resolve it because he does not have the knowledge of
the exact relation of the diameter to the circumference. Dante yearns to understand
something which is beyond comprehension of the human mind: “Dante si forzava
di vedere, cosi come il geometra, tutto tutento a tentar di risolvere il problema
della quadratura del circolo, non riesce a trovare il dato che gli bisognerebbe,
cioe I’esatto rapporto tra il diometro e la circonferenza. Dante voleva compren-
dere cid che mente umana non pud.” (Dante 1979: 923). It is evident that
Brodsky’s first acquaintance with the “DC” was through Lozinsky’s translation.
Lozinsky employs the expression “nsmeputb Kpyr” instead of “kBagpaTypa
Kpyra”, see faHTe Anurbmepu: bo>kecTBeHHana komeaus. lNepesof J1I03MHCKOro
(Cepusa “BcemunpHas nutepatypa”. N3g. XypoxectBeHHasa nut-pa. Mocksa 1967:
524).
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writes in his Second Anniversary. Of the Progress of the Soule as
follows:

[...] Poore soul in this thy flesh what do’st thou know.
Thou know’st thy selfe so little, as thou know’st not,
How thou did’st die, nor how thou wast begot.
Thou neither knowst, how thou at first earnest in,
Nor how thou took’st the poyson of mans sin. [...]
(254-258, Donne 1985: 361)

In the last two sections of “PG” reminiscences from Akhmatova are
simultaneously reminiscences from two other St.Petersburg poets —
Pushkin and Mandelshtam23;

CKpunu, Moe nepo, Mo KOroTok, Mol nocox [...]

MHe Heuero ckasaTb, HU TPEKY, HN Bapsry.
3aHe He 3HalO A, B KaKylo 3eM/1t0 NAry
Ckpunu, ckpunu nepo! nepesoan dymary.

Compare to Akhmatova:

[Mepo CKPUNUT, N MHOTUE CTPaHULbI
CeMeHOBCKMM npunaxusatoT nnauem. [...] (Mepsas anerns)

“S He B CBOIO, YBbl, MOoruny nary” (MaTas anerus)

The ignorance of both Akhmatova and Brodsky about the place of
their death-to-be or about the name which will be inscribed on the
tombstone is compensated by their knowledge about the fact that the
life of a poet — his/her poetical identity embedded in poems — is not
submissive to the laws of nature, it will go on living no matter which
land will cover the corpse of the author.4

2 For discussion of the recurrent motif in Brodsky’s poetry of “ckpunsuiee
nepo” and its allusions to Pushkin and Hodasevich, see PaHunH 1998a: 85-86 and
PaHunH 1998c: 74. Words referring to Mandelshtam (and Dante) are those in
rhyming position; “nocox” and “6ocbix” picturing two barefooted poet-pilgrims
provided with the ability to see to the truth of things. See e.g. Mandelshtam’s
Mocox: “lMNocox moli, mosi cBob6oga — / CepaueBuHa 6biTus, / CKOpo Nib UCTUHOM
Hapoga / CTaHeT nctuHa mos? /.../” (MaHgenbwTam, T. 1 1993: 104). Brodsky is
referring here to Akhmatova’s poem flanTe, as well, and to its two addressees.

24 The poetical identity is a way of creating oneself existence beyond life. It
provides a counter argument to Donne’s contemplation on man’s ignorance which
we quoted above and which continues as follows: “Nor dost thou, (though thou
knowst, that thou art so) / By what way thou art made immortall, know. /.../”
(J. Donne: The Second Anniversary, lines 259-260, see Donne 1985: 361).
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While the first six sections of “PG” can be read as an allegory of
the USSR, depicted in infernal, rather than paradisal, terms although
not without a touch of irony — ironic deferral is a narrative constant
in Dante’s pilgrimage as well, especially in Inferno%s — the last four
sections together with the epilogue comprise, if not entirely without
some self-irony, a serious contemplation of the lyrical substitute’s fate
as a poet with its astonishing turns and unforeseen consequences. The
pilgrimage of the eye around the lost homeland prefigures a variant of
an earthly hell. Since the perspective coincides with that of the
expelled Dante to his cursed Florence we have good reason to start
again the examination of the last part of the poem from the more or
less obvious allusions to Dante that emerge in Section Nine.

[...] Hy uTo X! Ha BCe CBOU 3aKOHbI:
A He N1106WN XN06CTBA, He LienoBan UKOHbI,
1 Ha O4HOM MOCTY YYTYHHbIN UK [OpProHbI

Kasasica B TeX KpadaxX MHe caMbiM YeCTHbIM JINKOM.
3aTo CTONKHYBLUWCb C HAM Tenepb, B ero BEIMKOM
BapbAHTE, A4 CBOMM He NoAaBU/ICA KPUKOM

N He oKameHesn. [...]

The head of a Gorgon on a certain bridge which seemed “there” “the
truth’s most honest version” has been located by Lev Loseff% to
indicate to the Engineers’ Bridge in St.Petersburg which bears images
of Perseus’s shield. Nevertheless, they are not the only ones in the
St.Petersburg space. The shields with the head of a Gorgon line the
fence around the Summer Garden on the side of the Moyka, as well.
There is a whole constellation of The Gorgon Medusas in and around
the Summer Garden.Z/

The myth of Perseus is a myth about the impact of looking on
something as well as that of being looked at by someone. The lyrical
subject emphasizes the fact that he has acquired resistance to the

5 For adiscussion of allegory’s relation to irony see e.g. Kelley 1997: 5.

26 See Brodsky 2000: 520.

27 For sculptures of Medusa in St.Petersburg, see PakoB 2000: 162-165.
Rakov describes the Gorgons on the iron grille of the Summer Garden as follows:
“OcTpble MUKW Orpagbl YepeayloTca C OBaJbHbIMW LUMTaMK, B LeHTPe KOTOPbIX,
noBepx CKPeLLeHHbIX Me4yeil, — mMacka FoproHbl Mefgysbl. LLIMPOKO OTKPbITbI
rnasa Megysbl, B HUX 3acCTblIM OJHOBPEMEHHO 37106a M cTpax. YcTpallatoLie
M3BMBAKOTCb 3Men Ha ronose. M0A06GHble M306pPaXeHUS MOXHO BUAETb U Ha
nepunax pacrnosiodkeHHoro no6amsoctn 1-ro MHXeHepHOro mocta, M Ha
TopLuepax cocefHero ¢ HAM mocTta Mectensa [...].”
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power of its mortifying eyes. He is not gorgonized even when he — in
his present life, beyond the boundaries of his homeland — comes
across its “huge variant”.

Dante encounters the three furies who summon Medusa to turn the
unexpected visitors to stone in the Ninth Canto of Inferno. There his
experienced guide Vergil covers the eyes of his ignorant companion in
order to prevent him from seeing Gorgon’s glance and gives him
instructions:

Volgiti in dietro e tien lo viso chiuso;
ehe se il Gorgon si mostra e tu ‘lvedessi,
nulla sarebbe del tornar mai suso.’28

But what is Brodsky referring to with the “gigantic variant”of the
Medusa which he came upon in his present milieu of life? The answer
lies in his poem dedicated to Dante’s hometown. In the last stanza of
[ekabpb B0 ®nopeHumn which has both Florence and St.Petersburg as
its doubled object of representation, Brodsky lists the details of the
two cities:

[.IW
Tam psI6UT OT apKag, KOMOHHAZ, 0T YYTYyHHbIX Nyra;

(-]

The Florentine counterpart of the Petersburg iron scarecrow is
Cellini’s famous sculpture picturing Perseus holding up the severed
head of the Medusa.2 The colossal bronze statue stands in Loggia dei
Lanzi on Piazza della Signoria. Thus the Gorgon is yet another link
connecting the accursed and desired native cities of the two expelled
poets. However, we can find a mediator that joins the two cities even
closer together, adding to the unity an inkling of the literary environ-
ment of the present “new life” of the lyrical subject of “PG”. The
literary joint is Robert Lowell’s poem Florence (Lowell 1977: 13-

2 Inf. 9: 55-60; “’Turn thee about: thine eyes, quick, hide them, hide; / for,
if the Gorgon’s face by thee were seen, / no return upward hence could e’er
betide.’

2 There is, however, another work of art illustrating the head of the Gorgon in
Florence — the no less famous painting by Caravaggio depicting Perseus’s shield.
The painting, much smaller in size than the statue by Cellini, is located in the
Uffizi Gallery.
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14)30, which explains Brodsky’s recall of and sympathy for the iron
monster.

Lowell turns the good and evil upside down in his poem; the so-
called winners over the evil forces, bloodstained heros are depicted in
terms of murderers.

Pity the monsters!

Pity the monsters!

Perhaps one always took the wrong side —
Ah, to have known, to have loved

too many Davids and Judiths!

My heart bleeds black blood for the monster.
I have seen the Gorgon.

[.]

Like Lowell, Brodsky, too, has gazed into the eyes of the Gorgon
without feeling fear or without being deprived of his conscience. For
him, too, this personification of evil — reified into a piece of art —
represents the archetypal form of evil. In the surrounding reality the
falsehood disguises itself as good, or worse still, as the “common
good”, whereas the face of the Gorgon displays the evil unmasked.

The last three sections of the poem ponder upon the present
absence of the lyrical substitute from his native city. The experience
of absence is conveyed by negation — “I am no longer there” —
“Tenepb MeHA Tam HeT” which gives an impression that the whole
poem was written for this statement. The intensity of the experience is
such that it can be compared only to the final absence, to death3L

3 Brodsky mentiones For the Union Dead together with Quaker Graveyard
In Nantucket and most part of History as Lowell’s best collections of poems
(Bpogckuii 2000: 552).

3l It seems to recall a line in Hardy’s poem Your Last Drive — “And be
spoken of as one who was not" on which line Brodsky dwells in his essay
Wooing the Inanimate: “In [this line — MK] one detects the sense not so much of
a loss or unbearable absence as that of all-consuming negation. “One who was
not” is too resolute for comfort or, [...] for discomfort, and negation of an
individual is what death is all about. [...]” (Brodsky 1995: 357). The over-
whelming sense of a loss may result from the fact that, in Brodsky’s view,
contrary to Western Europe, in Russia everything is for life, be it the apartment,
the town or the country. (Brodsky 1986: 477). Moreover, Brodsky’s words on
Hardy’s poems could be applied to his own Fifth Anniversary. They explain the
polarity of the impersonal tone of the first part and the intensive, personal anxiety
of the last part of the poem: “[..] For all its riches of detail and topographical
reference, the cycle has an oddly universal, almost impersonal quality, since it
deals with the extremes of the emotional spectrum.” (Brodsky 1995:361).
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Notwithstanding the constant consciousness of absence from the
place where one, in all likelihood, should have been even at the
moment when writing the poem, Brodsky’s lyrical “I” does not deny
the reality of his banishment, but creates himself an alternative reality
on a sheet of paper. Poetry represents for him the absolute space
where he “does not need a guide”, i.e. unlike Dante, “here”, in his own
realm of writing, he can manage without the help of a Vergil:

Mpeao MHO — MPOCTPAHCTBO B UNCTOM BUfE.
B Hem MecTa HeT CTo/iny, PoHTaHy, nupaMmuge.
B Hem, cyasi No BCeMY, s He HY>KAaloCb B r1fe.

If in the end of Akhmatova’s First Elegy, like Leiter (1983: 123) con-
cludes, the generalized “Dostoevsky’s Russia” has narrowed to a single
ominous St.Petersburg landmark — that of the Semyonovsky Square —
Brodsky’s generalized “Soviet Russia” is shrunken to a mere sheet of
paper. Anyhow, the dimensions of it are infinite. It is not just a flat
surface, but a reality of its own with immense depth. The language —
the Logos — is the origin and measure of its dimensions in the absolute.

In the final analysis, notwithstanding many details that point to the
allegoric genre, the poem as a whole cannot be reduced to an allegory of
an earthly, materialized hell, if only because of the last stanzas. The
Word, the mother tongue included, remains uncorruptable. It provides
the poet with tools for seeing with disillusioned clarity to the essence of
things. It does not make the poet immortal, as we can read from the final
lines of “PG™, but his verses may thus have a chance to outlive their
author.

MHe He4yero ckasaTb HU FPeky, HU BapAary.2
3aHe He 3Hal0 5, B KKyl 3eMJ/1t0 NAry.
Ckpunu, ckpunu nepo! nepesogu Gymary.

22 The expression “Hu rpeky, H1 Bapary” is a paraphrase from “nyTb n3 Bapsr
B 'pekn” meaning the transcontinental water way from the northern Baltic Sea
down to the Black Sea via the Neva, Volhov, Lovat, Dvina and Dnepr rivers. In
the spiritual sense these “poles” represent the two elements that formed the basis
of the old Russian state and culture; Varangians, the Northmen, who under Rurik
established a dynasty in Russia in the 9th century, brought with them the
“northern pagan barbarism”, which then merged into the “Hellenistic — Christian
spritituality” of Byzantium brought in from the south. The establishment of St.
Petersburg in the mouth of the Neva river was conceived as a new opening of this
legendary water route described already by apostle Andrei Pervozvanny in his
chronicle “MyTwn us Bapar B pekn'* (Jlebeges 2000: 62). For Brodsky the Varan-
gian and the Greek have become plain geographical coordinates of a country
which, in all its vastness, is indifferent to the fate of its bard. At the same time
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Although the poet does not know his final destination, Brodsky’s
opinion about the wished-for fate of all Russians, himself included, in
the life beyond can be read from his notebook concerning the year
1970 (Bpoackuii 1990: 8): “CTpallHblii Cyl — CTpalHbIM Cy40M, HO
BOOGLLE-TO YenoBeka, MPOXMBLUEr0 XWU3Hb B Poccuu, cnefoBano 6bl
6e3 pa3roBopoB nomMeLatb B paii.”
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“UHhepHanbHbIN” NOLTEKCT CTUXOTBOPEHMS
Bpoackoro “laTaa rogosuinHa”

B [aHHOM cTaTbe M3yyawTCA MWHTepTeKCTyasllbHble CBA3W CTUXOTBOPEHMUA
Mocudta Bpogckoro “Mstas rofoBLLMHA”, NOCBSALWEHHOIO NSATON rofoBLyMHE
BbIHYXAeHHOI amurpayun noata ns Cosetckoro Coto3a. Kak aTo CBOWCTBEH-
HO ANA NO3TUKW Bpoackoro BoobLe, TEKCT HaCbILWeH anlo3nusaMU Ha fpyrue
TEeKCTbl, KaK M3 pPYyCCKOl, TaKk U M3 3anafHoW XyA0XeCTBEHHOI nuTepaTypbl.
PemunHucueHUnn 13 “BoXXecTBEHHOW KOMegMMU™ co3[aloT napansiennsm Mex-
4y NOTEPAHHOW POAUMHOW C MOO6UMbIM POAHbIM TFOpPOAOM JleHUHrpagom wu
JAaHTOBCKOWN “MOTEPAHHON WM NPOKNATOW” PnopeHumnenn, a Takxke ¢ lNeTep-
6yprom MaHgenbwtama, AXmMaTtoBoin u gp. [aHTOBCKMe MOAYTOHA Habsto-
[JaloTCA He TO/IbKO Ha CeMaHTUYeCKOM YPOBHE aHa/IM3UPYyeMoro TeKcTa, HO 1
npu pacCMOTPEHUUN METPUYECKUX U CTPYKTYPHbIX acneKToB CTUXOTBOPEHUSA.

Brodski luuletuse “Viies aastapaev” infernaalne alltekst

Artiklis uuritakse Jossif Brodski luuletuse “Viies aastapaev”, mis on puhen-
datud poeedi sunnitud emigratsiooni viiendale aastapéevale, intertekstuaalseid
seoseid. Nagu see on omane Brodski poeetikale tldiselt, on tekst killastatud
allusioonidega teistele tekstidele nii vene kui ka lddne kirjandusest. Remi-
nistsentsid “Jumalikust komdéddiast” loovad parallelismi, Ghelt poolt, kaota-
tud kodumaa koos armastatud kodulinna Leningradi ja, teisalt, Dante “kaota-
tud ja neetud” Firenze vahel, aga ka seoseid MandelStami, Ahmatova jt Peter-
buriga. Dantelikke pooltoone vdib tdheldada mitte ainult analiisitava teksti
semantilisel tasandil, vaid ka luuletuse meetriliste ja struktuursete aspektide
vaatlemisel.
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Macka B XyA40XXeCTBeHHOM Mupe
[Toronsa n mackn AHatonua KannaHa

KOpuii lToTmaHl

Abstract. Juri Lotman. Mask in an artistic world of Gogol, and the masks
of Anatoli Kaplan. The paper deals with an intersemiotic problem — how it
is possible to represent a verbal image by the means of sculpture. It was writ-
ten as an afterword for a German edition of N. Gogol’s Dead Souls (illustrated
by photos on mask-sculpures by Anatoli Kaplan) thus using a style meant for
general reader. However, it includes a deep analysis and several important
conclusions about the fancy worlds of Gogol and Kaplan, and about the possi-
bilities to create connections between them. It is stressed that the very artistic
illustration is possible only due to its independence, due to the subjective
seeing of the author.

MbICNb UNMOCTPUPOBaTL TEKCT Mo3Mbl orona «MepTBble AyLun»
CKYNbNTYPHbIMK MNOpTpeTaMu HeobblYHA M nNapafgokcanbHa. MOXHO
NN MANKOCTPUPOBATL NNTEpaTypHOe npoussegeHne Boobwe? MOXHO
M uanctpuposats Forona? MoXHO nu MANKOCTPUpPOBaTh CIOBEC-
HOe Mpou3BeAeHNe NCKYCCTBA CPeACcTBaMU CKYNbNTypbl? COMHEHUS B
BO3MOXHOCTW MNOMNOXMUTENbHbIX OTBETOB Ha 3TW BOMPOCHI BbICKa3bl-
Ba/INCb JOCTATOYHO aBTOPUTETHbLIMU Uccnegosatenamu. KO. H. TbiHA-
HOB nucan:

1 BnepBble no-pycckn nybnumkyemas crtatbs HO. M. JloTmaHa (1922-1993)
6blna HanucaHa B KayecTBe MOC/ECNOBMA K HeMeLuKoMy wu3faHuio «MepTBbIX
ayw» H. B. [orons, wnnioCcTpMpoBaHHOro ¢oTorpapusMyM Macok roroneBcKUX
nepcoHaxKei, BbIMOMHEHHbIX AHaTonvem KannaHom (1902-1980). Hemenkoe
nsganve: Lotman, Juri 1981. Die Maske in der kinstlerischen Welt Gogols und
die Masken Anatoli Kaplans. In: Gogol, Nikolai, Die toten Seelen. (Mit 37 fotos
von Anatoli Kaplan, Ubersetzt von Michelle Pfeiffer.) Berlin: Aufbau Verlag,
599-610.
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KOHKpeTHOCTb MO3TMYECKOro CnoBa He B 3pUTeNIbHOM 06pase, CTOALLEM 3a
HWM, — 3Ta CTOpOHa B C/IOBe KpaliHe pasopBaHa W CMyTHa, OHa — B
cBOe006pa3HOM rmpoLecce M3MeHEeHUst 3HAYeHUs C/I0Ba, KOTOPOe fenaeT ero
XVBbIM W HOBbIM. OCHOBHOW MNpueM KOHKpeTU3auum CnoBa — CpaBHEHNE,
meTadopa — bGeccmbicrieHeH Ans ueonucu. Camblii KOHKPETHbI — [0
WNNI3NM — nucaTenb, [Orofb, MeHee BCEro MOAAAETCSH NepeBOAY Ha XMBO-
nucb. (TeIHAHOB 1977: 311)

[ns Hac 0co6eHHO MHTepecHa cchbiika ThIHAHOBA Ha B.Po3aHoBa, nu-
caBlUero:

Huyero HeT nerve, Kak NpoumMTaTb fIeKUUIO 0 [Orose v ANMBHO WANIOCTPU-
poBaTb ee OTpbIBKamy 13 ero TBOpPeHWi. B cnoBe BbIWAET KPacoyHO, BE/INKO-
nenHo. A B nienke? — T[lonpobyliTe TOMbKO BblNeNUTb [MAOWKWUHA WK
CobakeBn4ya. B 4yTeHuMm aTo — xopowo, a B 6poH3e — 6e3o06pasHO, NOTOMY
4YTO flenka ecTb Teso, fienka ecTb (hOpMa, M MOBWHYeTCA OHAa BCeM 3akoHam
owyTMmoro u ocsizaemoro. (PosaHos 1914: 279)

Takum 06pa3om, Mbl MMeeM, C O4HOI CTOPOHbI, BeCbMa aBTOPUTETHbIE
TeOpeTMYeCKNe pacCyXAeHus, A0Ka3blBaloWmMe HEBO3MOXHOCTb CKY-
NbNTYPHON nAncTpauum K Foronto, a, ¢ 4PYroi, He MeHee BeCOMbli
(hakT CcyuLLecTBOBaHWS CKY/NbNTYpPHbIX MacokK AHaTonus KannaHa,
naacTmyeckas afeKBaTHOCTb KOTOPbLIX XY 0XEeCTBEHHbIM 06pa3am Io-
rons ovyeBMAHa KaXAOMY, KTO MMeN cyacTbe co3epuaTb 3T mnopasu-
TeNbHble CKY/NbNTYPHbIE MAHNATIOPbI.

Pasragka 3aToro napagokca, BUAUMO, KPOeTCs, C OAHOW CTOPOHBLI, B
0COBGEHHOCTAX XYA0XEeCTBEHHOro Mupa Forond, a, ¢ Apyroi, B cneuu-
(hvKe apTMCTMYeCKOro HoBaTopcTBa AHatonua KannaH. Tonbko pas-
06paBLINCh B TOYKAX COMPUKOCHOBEHUA 3TUX ABYX XYLOXECTBEHHbIX
MUPOB, Mbl y6eamMmMcs U B TOM, 4TO TbIHSHOB npaB — [orona wun-
NOCTPUpOBaTb HEBO3MOXHO, €CAUM MOHUMaTb MO C/A0BOM  «UJ-
NOCTpaLMA» HeuTo MPMBLIYHOE: XXAHPOBYIO CLEHKY, 6GbITOBYK Kap-
TWHKY, MPEenofHOCUMYI0 4YMTaTeNto B KayecTBe 3pUTeNbHOro obpasa
CNOXHbIX MeTaOpUyYECKMX CMELLEeHWA CMOBECHbLIX Macc B Mpo3e
OAHOr0 K3 camblX CMenbiX (haHTacToB XIX Beka. Ho TbiHAHOB (K
UMTUpYyembli UM P03aHOB) HenpaBbl, KOrja OHW BO3BOAAT OrpaHu-
YeHHble BO3MOXHOCTWU YacTHOW, UCTOPUYECKU NOKa/ibHON 6GbITOBOM
MNNOCTPaL MM B HEMPENOXHbI/A 3aKOH UANKOCTPaLUyM Kak TaKOBOW.

UTo6bl NOHATH, MOYEMY CTOMb Janekue APYr OT gpyra MUCKYcCTBa,
KaK nuTepaTypa W CKynbnTypa, CO CTOMb [Janeko pasolleplleiics
cneyngunKon, B 4aHHOM Ciy4yae CONPUKOCHYNChL, HAA0 OCTAHOBUTLCS
Ha HEKOTOPbIX YepTax XYAOXXeCTBEHHOro Mupa [orons, cxBayeHHbIX
A. KannaHom ¢ rny60Ko NPOHUKHOBEHHOW UHTYWUWEN.
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B UeHTpe roroseBCKOro Mupa CTOMT He BbICKAa3aHHbI MOYTWM HUrfe
aBTOpOM NpAMO Mup Ao6pa M KpacoTbl. DTO MUP NOTEHLMaNbHbIX
BO3MOXHOCTEA 4enoBeka, €ro rapMOHWYecKoi npupogbl. MMeHHO
rapmMoHMSA COCTaBASAET FNaBHbI MPU3HAK 3TOr0 YTONMYECKOro uaeana:
rapmMoHMA MeXAy COpasMepHbIMM YacTAMW YenoBeYeckoro Tena,
rapMoHMs MeXAY AYLWEBHbIMW W TeNleCHbIMWU CBOWCTBaMM, rapMOHUS
MeX[y HEeMoABMXHON aHTUYHOW CKYNbNTYPHON KpacoToli oTAenb-
HOFO 4YefnoBeKa M MY3blKalbHbIM AWHAMWYECKUM €LUHCTBOM Hapofn-
HOW Maccbl. Mup 3TOT CKyNbNTypeH W My3blKaneH O4HOBPEMEHHO,
NOABMXEH W HEMOABUWXEH, Ppa3fefieH Ha OTAeflbHble MpeKpacHble
4yenoBeyeckne NMMYHOCTM W CAUT B €4UHbIA NpeKpacHblli Hapoa. Heno-
OBVWKHOCTb U ABUXEHWE CAUTBI B €AMHOM MPEKPacHOM FapMOHU-
yeckoM wupeane. BonnoweHne Takoro efgumHcTBa [oronb BMAUT B
apxan4yeckoM o6uiecTBe FOMEPOBCKOW 3MOXWM U B HapOAHOMW XXW3HW
COBpeMeHHOro emy Puma. CKynbnNTypHas KpacoTa u4enoBeka U pa-
[JOCTb HAapOAHOr0 KapHaBana CAUTbI B €UHYI0 XW3Hb-Npa3gHuK. B
He3aBepLEHHOM OTPbIBKE «PuM» [0oronb Tak onucan PUMAAHKY
AHHYHLMaTY:

O HeT, TakoW J>KeHLMHbl He cbickaTb B EBpone, 06 HWX TONbKO >XUBYT
npegaHvus fga 6negHble 6ecyyBCTBEHHble MOPTPETbl UX WMHOrAa SABNAIOTCA B
NpaBWbHbIX CO34aHNAX XYAOKHUKOB. Y, Kak CMesio, Kak /I0BKO 06XBaTuso
nnaTee ee MOryyue npeKpacHble UY/eHbl, HO /fyylle, ecnn Obl OHO He
obxBaTblBano ee BoBce. [MOKPOBbI Npoyb, ¥ Torga 6bl yBUganu Bce, YTO 3TO
6orvHs. (Moronb 1938, I11: 476)

[naBHOe B 3TOM «MNPEKPaCHOM u4efnoBeke» — HepasfpobieHHas
AYLIEBHAs LEe/0CTHOCTb, MOMIHOTA XW3HW W eAWHCTBO HanOHS0LLel
3TY XW3Hb CTPACTW:

Hukorga pUMASIHUH He 3abblBan HW 3713, HU fobpa, OH uUnuM [o6pbIA, nnmn
3/10/, UM PacTouMTENb, WIN CKPsra, B HeM J06POAETENN W MOPOKM B CBOMX
CaMOPOAHbIX CNOSAX W He CMelanncb, Kak y 00pasoBaHHOro 4esioBeka, B
HeonpegeneHHble 06pasbl, Y KOTOPbIX BCAKWUX CTPACTMLLUEK MOHEMHOMO Moj
BEPXOBHbIM Havasiom aromsma. (Foronb 1938, I11: 243)

MoNHOTA XU3HM «MPEKPACcCHOro 4YesioBeKa» BbIJIMBAETCH B MY3blKalb-
HOM AUHAMW3Me HAapOAHOro npas3fHuka. [orons NnpuBneKkaeT PUMCKMiA
KapHaBan, OAHAaKO Te e 4YepTbl OH NpuUAaBan M BOUHCTBEHHOW yTO-
MMM  pOMaHTMYecKOn 3anopoXCKOW ceTu: «3TO OblN0 Kakoe-TO
6ecnpepbiBHOE MUPLIECTBO, 6an, Ha4yaBLWMIACA LWYMHO M NOTepABLUMIA
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KoHel, cBoW» (FCoronb 1938, Il: 64). ABuXeHne gna Forons — cuHo-
HUM pPacKoBaHHOCTM M CBOGOAbLI YenoBeka:

Bcs Tonma oTgvpana TaHel, CaMblli BOJSIbHbIA, caMmblii  GeLLeHbl, KaKkoW
ToNbKO Bugen Korga-nn6o mup. [...] Tonbko B OfHOW My3blKe ecTb BOMs
yenoseky. OH B okoBax Be3fe. OH cam cebe KyeT elle TAFOCTHelLlMe OKOBbI,
HEXe/lM HanaraeT Ha Hero 06LLecTBO M BfacTb Be3fe, rAe TO/IbKO KOCHYJ/ICS
XMW3HN. OH — pab, HO OH BOJIEH TO/IbKO, MOTEPSABLUNCL B GELLEHOM TaHLe.
(Foronb 1938, 1I: 300)

Mupy «npekpacHoro uenoBeka» Yy [0rons npoTUBOCTOMT MMUp
«CTPaWHOro 4enoBeka» W He-yenoeeka. BpaxpaebHoe 4enoBeky 3/10
nmeeT y Forons fgBa nuua. T0 CTUXMWIAHbIE, CTPallHble CUMbI Xaoca,
KONJOBCKME Yapbl, BpblBalOLWMecs B XMU3Hb YenoBeka. OHU TEKYyUU U
NOABMXXHbI, MOCTOSSHHO MeHSA 06nnYns (UL Y HUX HeT). 3TOT Mup
OVWHAMUWYEH, HO, B OTAWYME OT AMHAMMU3Ma MOFPYXXEHHOT0 B My3bIKY
«MPeKpacHOro Hapoga», OH JfNIIEH TFapMOHWUWU: 3[4eCb BCE MOXET
nepeiTn BO BCe U COYeTaTbCA CO BCeM. OnucaHWe HEe4YUCTOW Cunbl,
BpbIBatoLLeics B «Bue» B 3a0pPOLLEHHYIO LePKOBb, KaXeTcs nepecka-
30M CHOpPpPeannCTMYECKON KapTUHbI: MpefenbHas KOHKPeTHOCTb jeTa-
neil coyetaeTca C HapOUUTbIM PacnoNOXKEHWEM WX B HEBO3MOXHbIX
coYeTaHUAX U NPONOPLUUAX:

OH BUfeN BHavae TO/IbKO MHOXECTBO OTBPATMTE/bHbIX KPbl, HOT M 4/1eHOB
TakKuX, Kakmx HUKaK He B cuiax pas3obpaTb Obl1 06bATHIA yXacoM Habno-
faTenb. Bbllle Bcex BO3BbILWAIOCH CTPaHHOE CYLLEeCTBO B BUAe MpaBUIbHOM
nupamuibl, MOKPbITOe C/U3bl. BMeCTo HOr y Hero 6biv BHU3Y C OfHOMA
CTOPOHbI MOMIOBUHA YeNoCTU, C APYroil [pyras; BBepXy, Ha camMoi BepxyLUuKe
3TOW nupamufbl, BbICOBbIBANCA [/IMHHbIA A3bIK, 6ecripecTaHHO W3BMBasACH.
Moyt nop obpasom ycenocb 6enoe, LUMPOKOE, C KaKMMWU-TO OTBUCLLUVMM
6enbIMM MelKaMy BMEeCTO HOP, BMECTO PyK 6enenncb 3TW MeLLKW, BMECTO
rnas Bucenn Toxe 6enble MelKKW. 13 HUX BO3BbILLIASIOCh KaKoe-TO YepHoe, BCe
MOKPbITOE YeLlyel, CO MHOXECTBOM TOHKMX PYK, CMOXEHHbIX Ha FpyAu, 1
BMECTO r0/10Bbl BBEPXY Y HEro 6bina CUHAA 4enoseyveckas pyka. OrpoMHbIN,
BE/IMYMHOIO MOYTK C C/I0HA, TapakaH OCTaHOBW/ICA Y [iBEPeN 1 NMPOCYHYN CBOW
yepHble ycbl [...]. (Foronb 1938, M: 576)

B 3ToM Mupe (aHTaCTMYECKOro 3Ma MOCTOAHHA MWlWb AMCrapoM-
HUSi— BHELWHMEe 006MMKN ee HEMPEePbIBHO MEHATCA. Tak, B TOM Xe
«Bune» naHHoO4YKa-BeAbMa B6eraet B BUAe CO6aKM, HO TOTHAC «3TO YXKe
He cobaKa, a MaHHO4YKa. [la NPpMTOM nycKai 6bl y>Xe naHHO4YKa B Ta-
KOM BUfe,» Kak ee BCerfja BUAENN, «HO BOT BELlb U 06CTOATENLCBTO:
4yTO OHa 6blna BCS CMHAA, a rnasa ropenn Kak yronb» (Foronb 1938,
W: 204).
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Figure 3. CobakeBuy. Figure 4. Mpokypop.
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OfHako ecTb APYroi mup 3na, 4ns Forons He MeHee CTpawHbIi. 370
3/10 06bIAeHHOE, KaXAO0AHEBHOE, HE3aMeTHOe, MPONUTbLIBaOLLEE OKPY-
Xawuwyt noscegHesHoCTb. Ecnmn, BCTynasa B MUP KOCMWYECKOro 3/a,
YeNOBEK OKa3blBAETCHA MOAXBAYEHHbLIM BCE YHOCAWMM BWUXPEM, TO
3/lecb OH 3aCTbiBaeT, NpeBpaLaeTcsa B Macky, MepTBoe nogobue 4yeno-
BeKa. [BVXXEHNEe CMEHAETCA HEeMnoABMXHOCTbIO WU MeXaHWYECKUMU,
npbiravw My xectamy asTomara. Jlo6umMoe BblpaxkeHue Forons gns
onpefefsieHUa 4YenoBeka B TakKOM COCTOAHMM — «OKameHen». Oka-
MEHEeNN YNHOBHWUKN B «PeBM30peE» M B NOCNEAHEM aKTe CLEeHWYECKOro
JelicTBMA MpeBpaTMAMCL B OFPOMHYK CKYNbATYpHYK rpynny. B
creynanbHOM pPasbACHEHWW 3TOro TPYAHOro A8 NOCTaHOBKM MecTa
nbecbl Forons nucan: «lfocnefHas cueHa He 6ydeT MMeTb ycnexa fo
Tex Mnop, Noka He NMOMMYT, YTO 3TO MPOCTO HeMas KapTWHa, 4TO BCe
3TO [AO/DKHO MpeAcTaBNnATb O4HY OKaMeHEBLUYH Trpynmny, 4Tto 34ecb
OKaH4MBaeTCHs ApaMa W CMeHseT ee OHemeBLas Mumuka.» ([Foronb
1938, V: 103).

Pa3Hble OpMbl OKaMeHeHWsA, 3aCTbiBaHUA, KYKO/bHOCTW 3anon-
HAOT 6bITOBOW Mup Forons. epoun ero nepectatT ObITb N ABMU —
3TO MaHeKeHbl, CaMble [ABMXEHWS KOTOPbIX — /UWb MCEBAOLBM-
XEHMNA: CKauKooOpa3Hble nepexofbl OT O4HOMW HEMOABUXXHOCTU K ApY-
roil. 3Ty 0COBEHHOCTb FOrO0/IEBCKOr0 «peasibHOro» Mupa OTMETUN
ewe A. benblit: «Foronem 6bi1 0CO3HAH NPWEM YMepLLBAEHUSA LBUXe-
HUS C NepexofOoM >ecTa B 3aCTbiBWIY MUHY» (Benbiii 1934: 161—
162). ToT e aBTOpP yKas3an Ha CO3BYYHOCTb TakKOro BUAEHUS Mupa
XY[LOXECTBEHHOMY CO3HaHuU XX BeKa: «ATOM XecTa, OKaMeHEB,
npespaliaeT reposd B HEMOABVIKHYIO [AEPEBAHHYIO KYK/y, KOTOPOK
Meliepxonbh 3aMeHUN >KMBOFO akTepa: Jyla npeBpawiaeTtca B
MEpTBYIO, KaK OT yAapa MOSIHUW; OKaMeHeBLIne MepTBeLbl NPUCYTCT-
BYIOT TYT Xe Npu aroHum» (Tam xe).

Takum o06pa3oM, B cCaMOM Xy[OXeCTBeHHOM Mwupe [orona —
NpUYeM MMEHHO B MUpPe ero 6bITOBbIX MEPCOHAXKER — CKPbIT MOMEHT
nNapoAuiiHON CKyNbNTYpHOCTU. Ero repoum COOTHOCATCS C 3aCThbiB-
WWUMW 1 HENOABMXKHBIMU TpexXMepHbIMK obpa3amun. Ho atn obpasbl —
He CcTaTyW: OHW NUWEHbl MOHYMEHTanbHOCTUM U O06OLLEHHOCTH,
CBOMCTBEHHbIX CKY/NbNType. 3TO MaHEKeHbl W KyKnbl, 06pasbl rpo-
TEeCKHble, MPUTBOPAIOLLUECA CKYNbNTYpaMu, HO COXPaHALLMe BCHO
HUUYTOXHOCTb «CyLLecTBOBaTeNen» U «HeOGOKONTWUTeNeh» — roro-
NeBCKMX MepPTBbIX AyLU.

CKynbntypa HenofsuxHa. Ho ee HENnoABMXKHOCTb MWL fenaeT
KaTeropuio ABMXKeHUA Hambonee 3HaYMMOW B CTPYKTYpe WMCKYCCTBa
BasHUA. HenoABMXHOCTb aHTWUYHOW CKYNbNTYpbl 0TO6GPaXaeT XMU3Hb
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B €€ MAaHXPOHHbIX, NpefefibHO 0606LWEeHHbIX MPOABAEHUAX: MOMEH-
Ta/NbHOE CHATO M OTOPOLUEHHO KaK He UMeloLee NOAAMHHOIO BbITUSA,
BCKPbLITO [JO/FrOBPEMEHHOE W BeyHoe. CKynbnTypa 6apokKo cosfaet
HEeNnoABMXHbLIA 06/MK MOABVMXHOIO 00beKkTa. 3ITO HampshkKeHHas
6opbba Mexay AUHAMU3MOM XY[O0XEeCTBEHHOW KOHCTPYKUMKM K
HEMoABMXHOCTbIO MaTepuana. K ckynbntype 6apokko 6osiee Bcero
NOAXOANT TFeHManbHOe BbiCKa3dbiBaHUe HKo6a Béme, 4TO «[BMXKe-
Hue — 370 cTpagaHune /Qual/ maTepumn».

«[TopTpeTbl-Mackn»  AHatonua KannaHa, wWnAnCTpupytowmne
«MepTBble AyWwn» [Orons, UCKIUYNUTENbHO CaMObbITHbI. CBA3b UX C
XYLOXeCcTBeHHOM Mupom [orond ropa3fo 6Gosiee opraHuyHa, Yem
00blYHble OTHOLUEHUA WAMOCTPaLUU K WAMKOCTPUPYEMOMY TEKCTY.
«lMopTpeTbl-mackn» KannaHa BK/IHOYEHbI B CYLlECTBEHHOe A/14
CKY/IbNTYPbl CEMAHTUYECKOe MOoJiIe «ABWXEHWE - HEMOLBUXHOCTb».
OfHaKO MeCTO UX B OTHOLIEHUN K 3TUM KaTeropusiM UCKIOUYNTENIbHO
cBoeobpa3Ho. Crtatys 6apOKKO — 3TO CKYyNbMATypHas napoaua Ha
XUBOe Teno. HecooTBeTCTBME MaTepuana U 06bEKTa TauT BO3MOX-
HOCTb Le/ION ramMMmbl 3Ha4YeHUI — OT Tparnyeckux A0 UPOHUYECKMX.
CkynbnTypa Kak 6bl npuobpeTaeT MHTOHaLWIO, LOHOCAWYK A0 Hac
OTHOLUEHWe TBOPLA K CBOEMY TBOPEHMUIO.

KannaH BBOAMT B 3Ty CUCTEMY eLle O4MH KOMIMOHEHT: KyKnYy,
nrpywky. Kepamuyeckue wunnroctpaumy KannaHa — npounsBefeHuns
CNOXHOT0 W Heob6bIYHOrO >XaHpa: 3TO CKY/bMTypa, KoTopas npwu-
TBOPSIETCA UTPYLUKON, N KyKna, BO3BeAEHHAaA B CTEMEHb CKYNbMATYPbI.
Mexay [fBYMS KpalHbIMW u4feilaMu OTHOLIEHWS «CKYyIbATypa -
yesioBeK» OKa3anacb MOMeLLEeHHOM Kykna. YenoBek npeBpaTuica B
KYKNY, ¥ CKYNbNTypa UMUTUPYET He ABUXKeHWe, NNacTuKy, TeNa0Ty U
TeKy4ecTb Yes/l0BEYeCKOro Tena, a HenoABMXKHOCTb, Yr10BaToCTb,
3aCTblN0CTb, OJEepeBeHeN0CTb ObIBLIEro YenoBeka. MIpoHUs TOro, 4to
B Ye/I0OBEKE BMAHA KYKNa, a B KYK/le — 4esioBeK, MOpoXK4aeT CTO/b e
MPOHNYECKOE MPOCBeYMBAHWE UTPYLUKN B CKY/bMNTYPE U CKYNbMTYPbI
B UrpyLllKe. Takoe XYAOXeCTBEHHOe pelleHUe rny60oKO CPOACTBEHHO
obpasHoMy Mmupy lForons. TbIHSHOB W P03aHOB OblnM NpaBbl B TOM
OTHOLUEHWW, YTO MANOCTPaLnsa 6bITOBOro TekcTa F0rons ¢ NOMoLLbIO
TPagMLMOHHbLIX GbITOBbLIX CPEACTB M300paXKEHWA HEBO3MOXHA: Aefo
He TOJIbKO B HECOOTBETCTBUM C/IOBECHOTO M MKOHUYECKOTO 3HAKOB, UX
B3aVMHO/ HenepeBogMMOCTM, — [efi0 B TOM, 4YTO 6bIT y [orons
TOMbKO NPUTBOPAETCSA O6bITOM, MPOCTOTA U HArNA4HOCTb ero MHUMas.
3TOMy CABMHYTOMY, pacceyeHHOMY, NPOHM3aHHOMY aBTOPCKOW caTu-
poii MUpPY MOXET COOTBETCTBOBaTb CTO/b e CABWHYTbIA U Heo-
ObIYHbIA MUp NnacTuku. Kyknbl-Macku KannaHa KoppurnpytoT ThiHS-
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HoBa. He B mepBblii pa3 Xy[OXHMK MOKa3biBaeT, C Kakoi OCTOPOX-
HOCTbIO [JO/KEH CTPOUTbL TEOPETUK CBOE YTBEPXAEHWE, KOrda XenaeT
[oKas3aTb, 4TO Ta UM WHaa cdepa BbITUS HAXOAUTCA BHE WUCKYCCTBA,
HeAOCTYMNHa CpeficTBaM [AHHOTO0 WMCKYCCTBa WU [O/MKHA 6blTb U3
06n1acTu McKyccTBa ucknoyeHa. OaHa M3 0COB6eHHOCTeN WCKYCCTBa,
MOCTOAHHO MOATBEPXAAeMas ero UCTOpWei, COCTOUT B MepPeHeceHUm
cebsl B UyXayt emy chepy.

BHYTpeHHAS afeKBaTHOCTb Mupa Macok KannaHa v mupa roro-
NeBCKOM caTupbl no6expjaeT HenepefaBaeMoCTb CfoBa M306paxe-
Huem. BO3HMKaeT Ta HEBO3MOXHas BO3MOXHOCTb, KOTopas W coc-
TaB/fAET CYLWHOCTb UCKYCCTBA.

«BbbITOBbIE» MEPCOHaXWN Orons — He NAU, a «Kak Obl» NOAN.
Mopa3nTeNnbHO B HAX HE TO, YTO OHWU OTAMYAKTCA OT NOAeN, a To, UTO
yTpaTuB MOMHOCTbI YEeN0BEYECKYH CYLHOCTb, OHW COXPaHAT elle
M3BECTHOE uenosekonofobue. 3To yenosekonofobue nopuvepkusaeT
X rnybokKoe OTAMyYMe OT rapMOHWYECKOro wupeana «npekpacHoro
yenoBeka», KOTOPbI/ XXMBET B ylle aBTOpa, W He CKpbiBaeT, a 06Ha-
)KaeT HeYye/0BEYHOCTb «MepPTBbIX Ayl». Cob6akeBWY HACTONbKO e
NMOX0X Ha YenoBeka, HACKONbKO Mebenb 1 Ap034 B €ro XUaunLie noxo-
X1 Ha CobakeBnya. C 3TUM cBA3aHa 3HAMEHWTas MeTOHUMWYHOCTb
o06pas3oB [orond. Foronb He faeT NOAPOGHOr0 OMMCAHWUA BHELIHOCTU
CBOMX repoeB: OH BblAenseT HOC wanm 6GakeHbapgbl, ycCbl, Tanuu wu
npodyee. Mepes HaMmy NPONAbLIBAOT He NOAM, & PA3PO3HEHHbIE YfeHbI,
YyepTbl BHEWHOCTM, YacTW Tena. YacTo Mbl CK/JOHHbI CUYUTATb, YTO
Forofib Kak 3KOHOMHbIA XYAOXHWK HasblBaeT XapakKTepHoe BO
BHELHOCTW CBOWX repoes, MpefocTaBnAs Ham [LOLYMbIBaTb OCTalb-
Hoe. Tak JI. H. ToncToil He onucbiBaeT MOMIHOCTLH BHEWHOCTH lMbepa
BesyxoBa unn AHHbl KapeHWHON, a gaeT Ham TOJNIWMHY W OYKU
OHOTO W HEMOKOpHble 3aBUTKM BONIOC Ha LWiee y Apyroi. [etanb y
Forons vMeeT WMHOW CMbICA: €CAN YNOMHWHaeTCA HOC, KOTOPbIA «C
BblpaXXeHWEM Benuyaiiweid HaboXHOCTU MONUACS», TO BCE NULO, BCA
(hurypa aToro nepcoHaxa cocTtouT y [orons u3 04HOro Hoca —
KpOMe HOCa, Y Hero HeT Huyero. Ecav B «MepTBbIX Agylwax» ynomu-
HAlTCA «TOHKME» UYMHOBHWUKMK, KOTOpble WMeNn «064yMaHHO U CO
BYKCOM 3ayecaHHble 6akeH6apabl Man npocto 6raroBuiHble, BecbMa
rnagko BblGpuTLIE OBasbl INL», TO OYEBUAHO, YTO Y YNHOBHUKOB 3TUX
Ha nuue HU4ero, Kpome bakeHbapg unu oBasioB, He MmeeeTcs. ITO He
JOMKHO YyAMBAATL: BeAb pevb UAET He 0 NAAX, a 0 Ye/I0BEKONoA06-
HbIX cyliecTBax. Befb TONbKO O4HOM0 Kakoro-nMbo mpusHaka, YepThbl
BHELIHOCTU [0CTaTO4YHO, 4YTO6bI MpuAaTh YenoBeKOnofobue TOM Uam
WNHOW 6ecthopMeHHOI Ky4ye, MOJO6HO TOMY, Kak HaMeK Ha Hoc, rnas
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Unn Topc npuaaeT CXOACTBO C Ye/IOBEKOM KakKoMy-nbo MpuUXOTAMBO
M30FHYTOMY [epeBYy WAM KaMHIO. Bbllie Mbl NPUBOAMAM ONUCaHue
6e306pa3HOro yyaosuila B «Bue» («Kakoe-To 4YepHOoe, BCE MOKPbITOE
yelwlyew»), 4YenoBekonofobue KOTOPOro COCTOMT B OfHOW NuWb
pgetann: «BMecTo rosioBbl BBEPXY Y Hero 6blfla CUHAS YenoBeYeckas
pyka». A BOT BNO/MHE «ObITOBOE» ONUcaHWe U3 «MepTBbIX Ayl »: «B
OKHe nomelancad COUTEHWMK C CaMOBapOM W3 KpacHOW Meau W
NNLOM TaK Xe KpacHbIM, KaK camoBap, Tak 4YTo M3[ann MOXHO 6bln0
nogymaTb, YTO Ha OKHe CTOANM0 ABa camoBapa, ecnv 6 ofuH camoBap
He 6blN C YEpHOtO, Kak cMonb, 6opogoto» (Foronb 1938, VIII: 8). YTo-
6bl MONYYUTb BHEWHOCTb CBOEro COUTEHLMKA, [Oronb He Hyxjaetca
B TakoW peTann, KaK 4YenoBeyeckoe nuuo: OH 6epeT camoBap,
NMPUKNenBaeT K HEMY NN b YaCTb Ye/loBeYecKoro o6amka — 6opogy,
“ Yenosekonogobume [JOCTUTHYTO.

ViMeHHO Ha 3Toli ocob6eHHOCTM o6pasHocTU [orons ThbIHAHOB
OCHOBbIBa/l MbICb 0 HEBO3MOXHOCTU WAAKOCTpPauuin Kk Hemy. Ho
WMEHHO 3TO POAHWUT C/IOBECHbIEe «MNOPTPEeTbl» Orons U TeppakoThbl
KannaHa. KannaH He BblfennnBaeT BCeX feTanei: TOT AW UHON npu-
3HaK Ye/0BEYECKOW BHELIHOCTY TOPYMUT Yy HEro M3 06OXIXKEHHOW rnun-
Hbl, (haKTypy KOTOPOM OH TuWaTenbHO MojyepkmBaeT. MHorga 3To
KaKon-TO KOM, HafeNeHHbli 4enoBeKONnoAobMem, MHOrga Kakoin-To
KUPNUY, KOTOPbIA C MOMOLLbIO KakKoro-To XYAOXEeCTBEHHOro uyja
OJHOBPEMEHHO 0Ka3blBaeTCs U «Kak Obl NLOM».

CkynbnTypbl KannaHa, 04HaKo, COBCEM He KapukaTypbl U3 060X-
YEHHON rNnHbl. OHU CPOAHU APEBHEMY UCKYCCTBY, W3BECTHOMY pas-
HbIM Hapojam, — WCKYCCTBY WFpYWKW M3 TFAWHbI. OT HapoAHON
UrpYWKN Y HUX Kakaf-TO MyfApas HauBHOCTb, CMAryarolwas peskyto
catupy o6pasHbiX cABuroB. AHatonuin KannaH — XyJOXHWUK 60/b-
O 1 opraHWYeckoli fo6poThl, caTupa Kak TakoBas He TUNWUYHA ANd
ero TBOpPYeCKOl MmaHepbl. CMAryeHuMe caTupbl HAMBHOCTbIO Takxke
pogHuUT ero c loronem, KOTOpbIA OTAMYanca OT CaTUPUKOB Tuna
CkanTtblkoBa-LlegpnHa Tem, 4To rny6okas Bepa B NPUMUPUTENbHYIO
cuny naTpuapxanbHOCTW, HaWBHON MyApOCTW, UAyuwieli K3 rAy6uHbI
BEKOB, NapajoKcaibHO y)XXMBanacb B HEM C B3rf40M XYAOXHUKA, KO-
TOpbIi BUAEN «KaKWe-TO CBUHbIE pblfibl, BMecTO nny» (Foronb 1938,
1V: 93).

PoacTBeHHas CBA3b MeXAy CKynbnTypamu KannaHa v KynbTypoid
FMUHAHBIX UTPYLEK NPOSBASETCA W B TOM, KaK cfeflyeT CMOTpeTb 3Tu
Macku-unnacTpaymm. Mx Hago paccmaTpuBaTb, BepTeTb B pyKax.
Torga NpoMCXOAMT HEYTO HEOXWAAHHOe: MSrKuMe TeHu, berywune no
rpy6bIM 4enoBEKOMOAOOHLIM KOMbSIM /L, FOFO/IEBCKMX MEPCOHAXEN,
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eC/IM UX CMOTPETb, pasHbIMW CTOPOHaMM NOBOpayMBas K CBETY, Kak
6bl 0XKMBNAKT MX Nuua, NpU6aBNAT UM 4yefloBeyHoCTU. CTpallHoe
OTCTynaeT, Brepes BblABUraeTcA CMeLIHOE.

CnunaHne CTpawHoro U CMELHOro, oTYasaHba U HafeXAbl co3faer
ewe OfHY TOYKY MepeceyveHUs Mexnay TeKCTom [oronsa v UNNCTpu-
pylowumm ero mackamu KannaHa.

KoHeyHO, COOTHeCceHMe pasHbIX BWAOB UCKYCCTB YC/IOBHO.
CosnafieHve 3gecb noApasymeBaeT M pacxoxpaeHue. W 310 He He-
[OCTaTOK, a yCNOBMe CyLLeCTBOBaHWA TEKCTOB 3TOro pofa. BcsAkui
3an0r ycnexa NOAMMHHO XYLOXECTBEHHOW WAMOCTPaLuM CBA3aH C
ee OTHOCUTENIbHOW camocToAaTenbHOCTbO. OHa BCerga HeceT B cebe
Cy6BbEeKTUBHOCTb MancTpaTopa. ITO MOMHOCTbIO OTHOCUTLCA W K
KanaaHOBCKUM Mackam. 3T0 [0orofib, NPOYTEHHbIA XYLOXHUKOM C
ApKO cBOoeo6pasHbIM fMUOM. Takas Cy6beKTUBHOCTb CPOAHM
Cyb6beKTUBHOCTM pexuccepa, KOTOpbIA Tem 6aMXe K aBTopy, 4Yem
CMesiee BbIIBNAET CBOK MO3ULMIO.

®. M. [oCTOeBCKMIA Ha3biBan CBOM TBOPYECKUIA MeTOq «(aHTacTu-
YecKMM peanim3mom». ATOT (haHTaCTUYECKMWiA peanm3m KOPHAMMW CBOU-
MW YXOA4WUT B TBOpYecTBO [orond. Macku KannaHa emy CO3BYUYHbI.
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Mask Gogoli kunstilises maailmas ja
Anatoli Kaplani maskid

Artikkel kasitleb intersemiootilist problemaatikat — kuidas on vdimalik
verbaalset kujundlikkust edasi anda skulptuuri vahenditega. Publikatsiooni
suunatus laiale lugejaskonnale (kirjutatud jarelsénana saksakeelsele N. Gogoli
“Surnud hingede” valjaandele, mis oli illustreeritud fotodega A. Kaplani
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mask-skulptuuridest) méarab ara stiili. Kuid probleemi analtusitakse pdhja-
likult ja joutakse oluliste jareldusteni, mis puudutavad nii Gogoli ja Kaplani
kujutlusmaailmade omapéra kui ka vdimalusi luua nende vahel seoseid, tehes
sellega vdimalikuks esmapilgul vféimatuna ndiva. RoOhutatakse, et téeliselt
kunstiline illustratsioon on v@imalik ainult tdnu selle iseseisvusele, autori sub-
jektiivsele ndgemusele.
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Abstract. Walter Benjamin foreshadowed many of the aesthetic theories,
currently playing a fundamental role in the production and interpretation of
art. By emphasising the role of the expressive character of art, or rather the
category of expressivity itself, Benjamin defined art as a language. His
aesthetics was characterised by the continuous interaction of two almost
reciprocal projects: the theoretical critique of art which is based on an
understanding of historical processes, and the understanding of historical
processes which is formed by the critical experience of art. We find a
fundamental similarity between Benjamin’s dialectical character of the
aesthetic sign and Lotman’s double-sidedness of the artwork. In classifying
the system of art as a language, both theoreticians space out the structure of
art and determine it as the intersection of the synchronic and the diachronic
aesthetic discourse. The paper follows the traces of the transition of modem
painting from its representational status to an autonomous signification, that
is, from being a symbolic expression to a discourse in the grammatological
meaning of ecriture. Parallel to this transition which resulted into the process
of abstraction in painting, there can be observed a shift in the cultural values
of art which had its critical bearing upon the world secured not by connections
of likeness, but by virtue of the very independence of its values. The abstract
form of the modem painting has been the declaration of the language of art as
an exemplary realm. What must be expressed and experienced within this
realm was (1) the critical reflection on the human condition, and (2)
representing the society in so far as art maintained a moral independence from
those conditions. This dialectic between the autonomous and social character
of art has left deep impacts on the language of painting, a complexity, which
has been made transparent through the various semiotic analytic approaches of
the aesthetic sign. The paper discusses the processual character of the modem
painting and demonstrates briefly the deficiency in the structural analysis of
the painting language, encouraging its synthesis with the dynamical character
of cultural products as we find it in the Lotmanian culture theory.
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All kinds of human intellectual expressions could be under-
stood as a sort of language, a point of view that opens a wide
scale of new approaches. We can speak of a language of
music and sculpture, ofa language of law, that has nothing to
do with the languages in which the German or the English law
is written, ofa language of technology that is not primarily the
language of the technician. (Benjamin 1974 [1916]: 140)

In this sense, we can understand not only the Russian, French,
Hindi etc. as languages, not only the artificial constructed
systems within the different scientific forms that are used for
the description of certain groups of manifestations, but also
traditions, rituals, trading forms or religious thoughts. In the
same sense we can talk about a “language ” of theatre, film,
painting, as well as about art in general, as a language that is
organised in a specific way. (Lotman 1972: 20)

The form in absentia

Painting is one of the many forms of cultural expressions. It presents a
special expressive form which invokes simultaneously our intellectual
and emotional dispositions, the conscious and the unconscious at a
time. On the one hand insists modem painting, as an image, on being
comprehended and on the other hand it rejects every form of imme-
diate manifestation and determination. The various methods of dis-
cussing abstraction in art demonstrate that the modem art, in its
abstract form, puts a challenge of the systematic analysis of the work
of art. In order to analyse the specific aesthetic character of abstract
painting and to infiltrate the complexity of the art object, art-history or
art-theory needs analytical modi that offer a certain flexibility,
allowing to adjust themselves to the demands of the given art work.
The most common questions of the methodological perspectives of
the traditional art-history belong to questioning categories like: what
is painting? or, What does the work of art represent? Approaches that
operate with such questions show a fundamental deficiency analysing
the abstraction of the image-expression, for they lead inevitably to the
reduction of the abstract form to a void corpus, existing in an artificial
vacuum, disconnected from its signification system. Moreover, the
reduction of the abstract work to a mere representational level fails to
catch the very idea of the modernity in its structure which is: the
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rejection of art being defined through a representational and a com-
municative role of the painting-art within an artificial sign-system.

One of the unprecedented achievements of the modem abstract
painting was its linguistic turn, that is, its defining painting as a
language and doing so demonstrating its own textuality.

Thus an adequate approach to abstraction can be considered on a
metalinguistic level which allows the reflection on the discursiveness,
the boundaries and the topology of painting as art, encouraging ques-
tions like: on which level does painting begin? when can we determine
it as art? or, how does it show itself as an abstract art? Parallel to
questions concerning the defining features of the language of the
painting expression, art-theory has to consider also the social
dimension of the aesthetic expression. Artworks are both autonomous
entities and forms of social expression; consequently, the reflection
about abstraction in art can not be seen disconnected from the abstract
state and the impacts of abstraction on the social life.

The parallels in time and place between the mass industrialisation
and the outbreak of the classical modem art show that the process of
cultural abstraction found its authentic form in works of art whose
interpretation consequently leads to the interpretation of the cultural
status in the industrialisation age. The impact of the modem condition
was being primarily felt in Europe, having Paris as the pre-eminent
centre of the avant-garde such as the cubism. None the less an avant-
garde in the painting art developed also in the German-speaking world
in centres such as Berlin, Dresden and Vienna, where a characteristic
inflection towards the expressive and subjective could be observed. A
third avant-garde impact is to be found in those urban centres which
came as a later phase of modernisation in Italy and Russia,
representing the distinctive rhythms of the modem status.

The response to the modem condition was experienced in two
opposed directions. On the one hand, as a deep pessimism at the
increasing control of human life by the machine, a sense of loss of
freedom; on the other hand an almost hysterical exhilaration towards
the mechanical achievements, speed and machinery. However diffe-
rent they may have been, the responses of depression and exhilaration
were actually responses to the effects of modernisation having the
common denominator the cause of the modem world. This became
with the beginning of the First World War a dominant motif of art,
understanding modernisation not only as a technological fact but also
as a social fact, marked by the production of new social relations.
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Art understood itself on the one hand as the servant of an
emancipatory social movement and on the other hand as an hermetic
art like the cubism, making the picture and its language to a thing for
itself. Cubism established itself as a paradigm for subsequent avant-
garde art, with its unprecedented technical innovation performing
modernity as the structure of the artistic work itself. The shift in
technical priorities of the art work expresses a fixing upon the
materiality and a specific form of opacity of the medium through
which the world is represented.

Once this emphasis upon the means of representation was
achieved, remaining unchanged in a permanent changing world, art
secured its archaic role. On the one hand it understood itself as a
sphere that decodes the modem world and even participate in
changing it. On the other hand undergoing itself through a funda-
mental transformation. This problem of the relation of an autonomous
art to wider social change has remained constitutive of the art in the
modem period.

Painting as language

A very general and fundamental determination of painting is its being
an expressive form that falls under the general category of visual lan-
guage. The modem abstract painting is not only a product of the visual
and pictorial language, it is also the reflection on it. Semiotically
speaking: abstract painting as a sign is its signifie and signifiant at a
time.

Within the aesthetical semiotics-tradition, such as in the Lotmanian
sign-theories, the aspect of the double-sidedness has been declared to
one of the essential conditions of the aestheticity. As the various
semiotic surveys show, the moment of the double-sidedness proves to
be very productive for the analysis of the abstraction. It is very
important for the aesthetic sign that its form and content reciprocally
represent each other. As Lotman (1972: 28) writes: the expression
level is not only an essential factor of the sense, it is the construction
scheme of the meaning.

Artworks can be defined as signs through the synthesis of all their
components. The aesthetic sign can function as a vehicle of meaning
through the whole structure of the aesthetic text. As Lotman empha-
sises, the particularity of the meaning of the aesthetic sign resides in
its resistance against being translated through other sign systems. The
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meaning of the modem work of art has to be sought within the work
itself, in the poeticity of the work.

Through the analysis of the painting as a language we approach the
product of that language with its own means: painting explains itself
through its own language.

Nevertheless, the language character of the painting does not
contribute to an easier structural analysis; on the contrary, it unfolds a
new dimension of complexity, for there exist various modes and theo-
ries of what we situate under the category of language. The problem
is, that the different definitions of the language do not represent a
homogenous discipline. The philosophical definition of the expressive
language or the representation, determines the work of art through its
semantical and representational aspects, whereas the syntactical cate-
gories are rather classified as secondary. The semiotic definition, on
the other side, analyses the syntactical aspects of the paintings with
the intention of reaching to a semantical explanation of the work. The
methods of definitions vary between a synchronical or a diachronical
strategy, that is, between the analysis of the form and the analysis of
the content.

During the last twenty years there has been an encouraging
development of the semiotics of the pictorial language; the different
methods had developed themselves in different directions. This dis-
crepancy results to a certain extent from the different definitions of the
concept of languages and from the lack of distinction between the
language of the spoken word — understood as a language with a
closed sign-system, a vocabulary inventory and a grammatical system,
characteristics which are inconsistent with the aesthetic character of
art works — and the pictorial or visual language. Even semiotics,
especially in its structuralist tradition, that has always insisted on the
importance of the syntactical rules of a given text, could not develop
adequate methods of the analysis of the aesthetic language of
paintings.

The language of pictorial art

Painting as a language system is constructed by different ordinance
than those of the word-language. For the interpretation of the art of
painting we need a multiperspective analytic approach that considers
the art-historical, the perceptual, the sociological, the physiological
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and the aesthetical point of views. Exactly through its multidiscip-
linary character is semiotics, in its semiological and culturological
tradition, predestined for the explanation and interpretation of such
complex phenomena. The productivity of semiotics of pictorial lan-
guage does not lie primarily in the results of the semiotic investi-
gations but rather in the unfolding of the analytical parcours, in the
process of its methodological discourse.

The following example intends to verify this concept. For the
analysis of the abstract painting semiotics offers a particularly
interesting motive which is the concept of semiosis. As we know,
semiosis is an event in which a thing will be transformed to a sign. It
consists of three factors: J1 an interpretation, B an object or a quality of
a relation or a state and C the meaning that A gives B. A interprets B as
the representation of C. The different definitions of this relation and of
the term sign build in their turn different semiotic methods. The
logical semiotic tradition of Carnap and Morris defines B as the sign,
the linguistic tradition of Saussure and Hjelmslev defines the relation
between B and C as the sign, whereas the Berlin semiotic school defi-
nes A as the interpretant, B as the sign and C as the meaning. Despite
of the fact that semiotics considers all this positions as complementary
parts of the signification system, the concept of semiosis has not been
represented as the entireness of the sign, but as a process in which
signs are produced. Considering this concept and the development of
the abstract painting we could say, that abstract painting could be
defined in so far as a sign, if the concept of semiosis presents the
totality of A, B and C. A theoretical point of view which we find
explicitly discussed in the Lotmanian culturology, especially in his
definition of the aesthetic sign.

The dominance of the category of the form in the concept of
abstract works facilitates its interpretation as a language and as a sign.
Abstraction is the manifestation of such dimensions that can primarily
be read by our perception. The structure of the language of painting
manifests itself on this very physical and material level. It has to be
stressed that, as the various movements of the modem art like the
cubism, the surrealism, the informell, the conceptualism and others
prove, it was the achievement of the modem art itself and not the
theory of art, to emancipate its language from its instrumentalisation
and converting it to a fundamental part of the art conception and the
theoretical reflection.

Furthermore, the phenomenon of abstraction has shown a direct
correspondence with the technical and scientific development and its
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impacts on the perception. Abstract images do not necessarily mean
the transition of the image to pictorial things which are either empty
signifiers or denotations of vague images. Abstract figures build
images that, in presenting modes of comprehending abstract pheno-
mena, train our perception to see and read abstract structures on a
more general level. Also the theories of the optic and the psychology
of perception explain the development of the perception from a mere
receptive to a perceptive status, in which the perceiving subject reads
images not only as representations but also as ways of conceiving
complex structures.

Like every complex cultural phenomenon, it is difficult to deter-
mine the exact period of the outbreak of abstraction. For the concept
of semiotic approach to the language of abstraction it is more
important to follow the traces of its impacts on the language of the
work than determining its beginnings. Impressionism is known to be
the turning point for the art of painting, regarding its achievement in
freeing the image from its mere representational position as a means
of communication. The traces of the acceleration of the cultural
development was also evident within the space of art; the permanent
changes in styles and theories made it difficult to distinguish between
the different positions in the field of art-production of the modern
world. Another dimension of abstraction could be observed on a
metalevel caused by speed of the cultural and social development. The
constant changes in the field of art lead to a constant defragmentation
of the form of its language, a phenomenon which paradoxically
contributed to the manifestation of its language-form. Abstraction
proved itself to be the impulse of the manifestation of the form-
language of the art of painting.

One of the important components of this development was the
concept of the spectator and its new position in the formation rules of
the art-work. The modem artist made the perception to one of the
constitutive moments of the work structure, as we can see in the works
of surrealism. All these theoretical positions played an important role
in the construction of a grammar of the language of painting.

The concept of a grammar of the language of painting does not
necessarily oppose to the concept of the aestheticity of the art work, as
long as grammar is not understood as a predefined and closed system
of rules and categories for the production of aesthetic works. The goal
of a grammar-concept of visual semiotics is not to display a series of
changes of aesthetic elements, but to compose a grammar of the visual
language, that can support the understanding and analysing the system
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of images. Hence, for the comprehension of abstraction, it is very
important to distinguish between the tradition of a historical gram-
mar — such as in the tradition of Alois Riegel — and the semiotic
grammar concept, just like the Lotmanian distinction between the
language of art and the traditional form-concept. Whereas the
intention of the historical art-grammar was primarily the docu-
mentation of the changes of the artistic pictorial elements for a better
understanding of the historical changes, a strategy that had neglected
the important role for the reception and understanding of the works,
focuses the semiotic grammar concept its attention explicitly on the
categories of perception and production of works of art, such as styles,
image-field etc.

In the semiotic tradition developed by Fernande Saint-Martin, in
the mid 80s, a genuine semiotic grammar of the visual language has
been formulated, continuing the interrupted tradition of Max Raphael.
One of the important achievements of Saint-Martin’s grammar
concept proved to be her combining art-historical components with
biological, physical and semiological categories. Saint-Martin declares
the category of dynamics to the central characteristic of the visual and
pictorial language, with the full awareness of its restrictive moment,
that it is impossible to determine the limits and the final categories of
this language, a difficulty such as we see with the example of defining
the colour itself. The search for fixed categories replaces Saint-Martin
instead with the search for energy-centres, a terminology that she has
taken from the domain of physics. Saint-Martin (1987) calls the
smallest element of such an energetic centre the coloreme.

A coloreme represents a constant energy which has the same dyna-
mic origin as our ability of visualising things. Hence, the grammar of
the visual language is the sum of the perceptive elements and the
modes of combining the variables of the coloremes. It has to be
mentioned that other than the word-language-system, the individual
structure of the elements of the visual language differ from the struc-
ture of the visual language as a whole, which means that even if we
can distinguish between the structures of different coloremes, we
cannot guarantee an exact identical reproduction of the different
coloremes.

The idea of a grammar of the artistic expression built also a rele-
vant part of the Lotmanian art theory. Lotman understood the lan-
guage of the art-work as a certain given volume or quantity of
elements that preexist each individual work of art and which is
equivalent for the both poles of the act of communication. Semiotics
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substituted the idea of perception of the traditional form-aesthetic with
the concept of sign. Painting was then defined as a sign-system, that
among other qualities was also understood as the documentation of the
perceptive act. The reading and apprehending of the images was
subsequently considered as directly attached to the social decoding-
abilities. The semiotic tradition criticised the notion of experience
through art, arguing that experience as an individual activity, could
not consider the social moment of the art-work, whereas the concept
of sign could achieve this through its communicative moment.

The semiotic concept of the sign-character of the art-work, as we
find it in the Lotmanian semiotics of culture, thinks the art-work as a
discursive work that arises from the middle of the society. The artist
uses the social codes and produces through them new sign-combi-
nations, that on their part preserve the dynamics of the innovative
energy without which the very existence of culture could be
endangered. This shows that the definition of the art work as a sign
fulfils the very idea of the dialectic work, which was considered by the
aesthetics of the critical theory of Benjamin and Adorno as the central
idea of the modem abstract art.

Models of semiotic analysis

Within the science of semiotics, we find different approaches to the
phenomenon of abstraction of the image. The various methods have
opened new dimensions for the science of art concerning the inter-
pretation of abstraction. The art-works which had been analysed by
those methods vary from classical modem to monochrom painting.
The different semiotic methods, known as the structural analysis, the
work-inherent analysis, the generative analysis and the topological
analysis show, that the semiotics of the visual language can unfold its
analytical properties not necessarily through producing new theories
about the visual language but through its critical reflection about the
forms of discourse about art.

However, the semiotic approaches do not simplify the task of
analysing the works of art. On the contrary, every direct work-analysis
follows its own definition of the concept of sign and sign-systems
which has to be considered in the conception of the sign-study.

One of the important researches in the field of the visual language
of art has been done by the Greimasian school. In their efforts to prove
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a certain universality of the Greimasian linguistic theories, Jean-Marie
Floch and his colleagues analyse some abstract modem paintings,
such as the works of Wassily Kandinsky. They not only take the pains
to transpass all the different levels of several works of Kandinsky, but
also add to it a diachronical analysis of Kandinsky’s oeuvre and
compose a formula illustrating the semiotic discourse of Kandinsky’s
entire work (Fig. 1).

expression contenu

syntagmes enonces

chromatiques type 1 type 2
: /combat/ : /jouissance du bonheur/

lineaires type 1 - type 2

Figure 1. Kandinsky scheme.

The Greimasian semiotic scheme of Kandinsky’s work divides the
painting field in two levels: the expression level and the content level.
On the expression level we see two syntagmas of the chromatic and
linear levels that are marked as type 1 and type 2, translating the
representations of war and happiness. On a second step it discusses the
dichotomy of the chromatic level with the equivalents non-expression
/expression and the linear level with the equivalents dryness/non-
dryness which on their turn represent the meaning war and happiness.

The following application of the Greimasian method on two pain-
tings from Gerhard Richter, a German contemporary painter, intends
to illustrate the deficiencies of the analytical method. Nevertheless, the
splitting of expression and the content levels into further sub-contents
and sub-expressions contribute to the manifestation of the complexity
of the painting-language. From this analytic strategy the abstract
painting unfolds its different layers of meaning production.

One of the important achievement of the work of Gerhard Richter
is its dialectical reflection on the language of painting and representa-
tion. With the category of visuality, of the visual expression and
reception painting imposes its autonomous realm composed of
figuration/abstraction, neutrality/expression. The wide scale of Rich-
ter’s paintings since the sixties presents not only a strong evidence of
the power and possibilities of the art of painting after the so called
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death of the art of painting, but also the important role of the image
discourse especially in the era of its digitalisation.

The picture “Seestiick (See-See)” from the year 1970 (Fig. 2) and
"Stadtbild Paris" from the year 1968 (Fig. 3) represent two completely
different concepts of aesthetic positions. Whereas the painting
“Seestiick (See-See)” belongs to a series of Richters works which can
be understood as an interpretation of the romanticism, the picture
“Stadtbild Paris” connotes the very idea of urbanism and the techno-
logical development. A semiotic analysis of the pictures reveals its
critical discourse between the language of its representation and the
romantic idea of representational painting, as well as the peculiarity of
the syntactical dimension of the presentation form.

Further reflections on the semiotic structure and the comparison of
the meaning construction of the two pictures coded in their different
layers lead to further levels of the rhetorical statements. The shift in
the styles and motifs from realistic to impressionistic, from the natural
scenery of the sea to the cultural scenery of the metropolis, opens a
space of a new textuality. The photographic precision of the romantic
scenery comments the representational role of painting, whereas the
impressionistic manner of the urban scenery stresses the central idea
of the modernity in art. Further considerations of the photographic
work of Richter show further dichotomies in style and meaning. We
can see for example the category of colour in the photographic repre-
sentations connoting an opposition- to the absence of colour in oil-
paintings.

This shows that, in order to reach the complex levels of meaning
production we have to transcend the deconstruction of the language
structure and proceed with a reflection on the conditions as well as on
the parole of the language of painting, its mode expression. The
methodological construction of the different positions, such as in the
Greimasian model, remains reduced, despite its very rich terminology,
either on the meta-level of the language system or on the text-level of
the analysed work.

A complete understanding of the language of the art-work can only
be achieved, if both levels of the analysis are combined to a general
analysis of the work of art. This remaining a substantial precondition
to distinguish the particularity and the aestheticity of different work-
signs. The analysis methods of visual semiotics still show a certain
deficiency in this topic.
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form: black, white colour-fields and
lines in different sizes
expression
*substance: oil-painting
EXPRESSION
substance: sea-view
form: a realistic representation
substance: colour-fields indifferent forms and colours,
forming waves and clouds
CONTENT
form: distance, power of nature etc.

Figure 2. Gerhard Richter, ‘Seestlick (See-See)’, oil-painting, 200x200 cm,
1970 (Staatliche Museen zu Berlin, Nationalgalerie).
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form: black, white, grey shadows,
colour-fields in different sizes
expression
‘substance: oil-painting
EXPRESSION
buildings, city-view
content
impressionist
substance: lines, rectangeles, squares, that form houses
CONTENT
form: urban architecture, chaos etc.

Figure 3. Gerhard Richter, ‘Stadtbild Paris’, oil-painting, 1968, 200x200 cm.
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A short comparison of the various image-semiotic methods with the
Lotmanian positions shows not only the actuality of the Lotmanian
culturological work, but also proves his wider horizon in exploring the
work of art. The system-analytical method examines the system in
which signs occur, the text-analytical method examines the sign and
describes the system accordingly. The Greimasian concept of meaning
differentiates between the natural meaning which is produced with the
sign and the artificial meaning which is preformed meaning, whereas
Lotman talks about an artistic system which produces always new
meanings with the production of the sign itself, like the aesthetic sign
and artificial sign which in his definition includes all the sign systems.

Through all his works Lotman insisted on the polyglottic character
of culture, defining culture as the sum of different expressive forms or
languages, not only within a given culture, but also as a transcultural
form of expression. The elements of the cultural system understood
Lotman in a constant interaction with each other, forming and
reforming the cultural texture and producing its dynamical condition.
With his concept of the text extends Lotman the semiotic boundaries
beyond all of the mentioned methods. The text in its Lotmanian
definition becomes a space of endless possibilities on and in which the
human being experiences himself.

Also his contribution to a methodology of exploring the aesthetic
sign Lotman has gone beyond the mentioned methods conceptualising
the visual language of the art-work. He saw at least two levels of the
work-interpretation, the definition of the elements of each sign-system
and the definition of the relation of those elements to each other,
which were of coarse meant as the starting point for the endless task of
interpretation. Just as a work of art presents itself as the dialectical
relation between the form and the content, between the techne and the
idea declares Lotman aestheticity to the essence of every cultural
production, to its dialectical moment of coding and decoding itself and
sees the importance of the semiotic reflection in decoding those
moments.

Hence, in its attempt to build a general theory of signs semiotics
must avoid to neutralise the specificity of the different language-
forms, of each cultural product and cultural form and of each aesthetic
sign. More than a science of general sign-theory, semiotics can use all
its theoretical facilities and utilities to develop itself to a science of
forms in their diversity.

Exploring the condition of the aesthetic sign means exploring the
boundaries of culture itself. The very idea of the aesthetic production
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has its cradle on the boundaries of our cultural identity: it is at the
same time the definition and the extension of the cultural identity in its
determination of the boundaries. In the age of the hypertexts and
cyberworlds and their total dematerialisation more than ever, we need
ways of outlining the features and the images of our abstract cultural
state.
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AGCTpaKTHasa CTPYKTypa 3CTeTUYeCKOro 3Haka

Hemeukuii ¢unocod BanbTep BeHbAMWUH 3an0XW/1 OCHOBbI HECKONbKUX
60/1ee MO3AHUX 3CTETUYECKMX Teopuii. MogyepKnBas 3KCMPECCUBHbIN Xapak-
Tep UCKycCTBa, BeHbSAMUH Onpefensn UCKYCCTBO Kak A3blK. 15 ero acTeTuKu
XapaKTepHO B3aMMojeiicTBUE ABYX MPOTMBOMONOXHbIX HanpaBfeHUiA: ¢
OAHOVI CTOPOHbI — XYAO0XXeCTBeHHad KpWUTUKa, onunpakwuwiadca Ha NOHUMaHue
MCTOPUYECKUX NPOLECCOB, C APYroli — MNOHMMaHUe KPUTUYECKOro onbiTa
NCKycCcTBa B KayecTBe OhOPMUTENs UCTOPMUYECKUX MpoueccoB. B aTom npo-
aBnsieTcs (yHAaMeHTanbHas 6/M30CTb B TEOPUSAX 3CTETUUYECKOro 3HaKa Yy
BeHbAMUMHA U XYLOXXECTBEHHOro npousBefeHns y JloTmaHa. O6a TeopeTuka
onpeaensitoT WUCKYCCTBO KaK $3blK U MNepecevyeHWe CUHXPOHMYECKOrOo WU
AVNaXPOHNYECKOro 3CTeTUYECKOro AUCKYpca B ero cTPyKType. B cTtaTbe pacc-
MaTpuBaeTcs M3MeHeHWe (YHKLUN COBPEMEHHOr0 XYZAOXECTBEHHOro Mpo-
N3BEAEHUS W3 PEnpe3eHTAaTUBHOW B aBTOHOMHO CUTHU(UKATUBHYI, WU 13
cTaTyca CUMBO/IMYECKOTO BbIpaXKeHUs — B AUCKYpC (B CMbiC/ie rpammaTorsio-
rmyeckoro ecriture). MapannenbHoO ¢ 3TUM M3MEHEHMWEM MMeN MeCcTO U CABUT
B KYNbTYPHOM 3HauyeHUM UCKyccTBa. KpuTnMUyeckoe OTHOLWIEHUE MCKYCCTBA K
MUpy o6ecnevymnBanocb He Nogo6uemM, a He3aBMCMMOCTbIO LieHHOCTe. CoBpe-
MeHHas XMBOMNWCb AeKNapupyeT sA3blK UCKYCCTBA Kak cthepy, NO3BONAOLLYIO,
C OfHOW CTOPOHbI, KPUTMYeCKOoe OTo6GpaxkeHWe 4enoBeka, a C Apyroi, —
penpeseHTayuio o6wecTBa, B TOW Mepe, B KaKOW WCKYCCTBO sB/seTca
MOpPasbHO He3aBUCMMbIM OT 3TUX YCNOBWUIA. [uanekTuka aBTOHOMHOW WU
CoLManbHOW NPUPOAbI UCKYCCTBA F/1y60K0 MOBAUANA HA SA3bIK M306pasnTesib-
HOr0 MCKYCCTBA, Ha 4YTO yKasblBasioCb W BO MHOrMX paboTax, penpeseHTU-
PYHLWNX CEMUOTUYECKUI MOAXO0J K M3YUYEeHUK 3CTETUYECKOro 3Haka. B
cTaTbe paccMaTpMBaeTcs MpouecCyasbHbIii XapaKTep COBPEMEHHOW >XWUBO-
nUCM U yKasblBalTCA HeLOCTaTKM CTPYKTYPHOro aHanmsa si3blka M3o6pa-
3UTENIbHOI0 UCKYCCTBA, HacTanBaeTcsl Ha HEOGXOAMMOCTU CUHTE3a CTPYKTYp-
HOro aHanuMs3a C aHaJM30M AUHAMWYECKON CYLLHOCTW MPOAYKTOB Ky/bTypbl
(KaK 3TO OCYLLECTB/ISI/IOCb B /IOTMAHOBCKOW TEOPUU KY/IbTYpbl).

Esteetilise margi abstraktne struktuur

Saksa filosoof Walter Benjamin visandas mitmed hilisemad esteetilised
teooriad. Rdhutades kunsti ekspressiivset olemust, defineeris Benjamin
kunsti kui keele. Tema esteetikat iseloomustab kahe vastastikuse suuna
interaktsioon: U0Uhelt poolt ajalooliste protsesside mdistmisele tuginev
kunstikriitika, teiselt poolt kunsti kriitilise kogemuse moistmine ajaloo-
protsesside kujundajana. Selles osas on Benjamini esteetilise margi ja
Lotmani kunstiteose teooriates fundamentaalne sarnasus. Mdlemad teo-
reetikud méératlevad kunsti keelena ning selle struktuuri sinkroonilise ja
diakroonilise esteetilise diskursuse l6ikumisena. Artikkel vaatleb naudis-



The abstract structure of the aesthetic sign 723

aegse maali funktsiooni muutumist representatsioonist autonoomse sig-
nifikatsioonini ehk simboolsest valjenduse staatusest diskursuseks (gram-
matoloogilise ecriture’i mottes). Paralleelselt selle muutusega toimus nihe
kunsti kultuurilises tdhenduses. Kunsti kriitilise suhte maailma tagas mitte
sarnasus, vaid vééartuste s6ltumatus. NUlUdisaegne maal deklareeris kuns-
tikeele valdkonnana, mis voimaldab Uheltpoolt inimese kriitilist peegel-
dust ja teiseltpoolt Ghiskonna representeerimist sel maéral, kuivdord kunst
on neist tingimustest moraalselt sdltumatu. Kunsti autonoomse ja sotsiaal-
se olemuse dialektika on sugavalt mdjutanud maalikeelt, millele on viida-
nud ka mitmed semiootilised ldhenemised esteetilisele margile. Artikkel
vaatleb kaasaegse maali protsessuaalset iseloomu ja nditab luhidalt maali-
keele strukturaalanalGiisi puudusi, viidates strukturaalanallttsi sunteesi
vajalikkusele kultuuriproduktide dinaamilise olemusega (nagu ndeme
Lotmani kultuuriteoorias).
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Abstract. Salvador Dali’s oilpainting Hallucination partielle. Six apparitions
de Lenine sur un piano (1931) has been considered to be one of the most
difficult works to interpret. O. Zaslavskii has analyzed it, using the sound of
the words in title and the items depicted on the masterpiece, “the phonetic
subtext”. Obviously, Zaslavskii’s interpretation is based on Osip Mandel-
stam’s poem “Grand piano” (1931), that in the context of Russian language
associates the piano (posanb) with the French Revolution. Nevertheless,
Zaslavskii’s final conclusion of the connections between Dali’s painting and
the French Revolution turns to be accurate, because it is possible to find
iconographic parallels between Dali’s “Partial hallucination...” and Jacques-
Louis David’s “The death of Marat” (1793). On at least four most significant
oil paintings from the beginning of Dalfs surreal period we can observe his
“emblem of love and death” as the combination of fellatio and bleeding.
Obviously, he understood in the same code also Marat’s murdering by the
knife of a woman. This allows us to insist, that Dali was inspired to paint
“Partial hallucination...” by “The death of Marat”. The shadow of a grand
piano on his painting “Diurnal illusion: the shadow of a grand piano
approaching” (1931) directly bears the meaning of “terror” and “fear”. In such
motif combination and graphic parallel, the complex cultural metaphoric re-
lations of these two paintings can be viewed. This complex can be considered
as rhetorical in the sense of Juri Lotman’s conception. But it is evidently a
case of “pure visual metaphor”, not an illustration of verbal metaphors.
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In his article “Rhetoric” (1981)1 Juri Lotman presents a thorough
overview of the essence of this concept in several scientific paradigm
and amends it with his innovative approach to rhetoric as a science
with a specific object.

We are interested in following of his theoretical distinctive cha-
racters. First: rhetoric is a “science of generating a text”, “a compila-
tion of rules, a generating mechanism”, which has a practical (prag-
matic, applied) orientation. Second: such rhetoric of “open text” that
includes creation or generation of a text can be distinguished from the
“closed text” rhetoric — poetics of a text as a whole, where texts are
being analyzed in their entirety, “text as an entire semiotic unit”
(Lotman 1992: 167).

The last can be possible because rhetoric as poetics of figurative
word-text “melts together” the smaller units of the text. In such case,
text as the bearer of the essential meaning is primary. In its nature, text
is not discrete in its nature but continual. The meaning of a text as a
whole is not shaped by the linear position of its segments or timeline
but exists in a diffuse way in the text’s «-dimensional semantic space
(on a painting’s canvas, on the stage, on screen, in ritual act, in social
behavior or dream). In such kind of texts the meaning is conveyed by
the very integrity of the text, whereas distinguishing single component
marks is complicated and often artificial. In another language (i.e.
continual figurative text) the “word text’s” discrete and precisely
specified unit corresponds to a vague meaning-spot that gradually is
changing its meaning. And even if there is a sui generis segmentation,
it can not be suited with the discrete articulation type of the source text
(i.e. the word text) (Lotman 1992: 167).

Salvador Dali’s “Partial hallucination.
Six apparitions of Lenin on a grand piano”

Spanish artist Salvador Dali’s works are clear in their form but
complex in their essence. It can be felt that the author is trying to
express something meaningful, but he does it in his own figurative
language that is easier to notice than to understand. The audience
standing in front of this master’s artwork must feel as Polonius, when
he mentioned to Hamlet: “Though this be madness, yet there is
method in 4”.

1See Lotman 1992: 167-183.
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Salvador Dali’s oilpainting “Partial hallucination. Six apparitions
of Lenin on a grand piano” (Fr. Hallucination partielle. Six appari-
tions de Lenine sur un piano, 1931; see Fig. 1) has been considered to
be one of the most difficult works to interpret because it apparently
combines several figures that were developed in Dali’s works during
1920/30.

Figure 1. Salvador Dali: ‘Partial hallucination. Six apparitions of Lenin
on the Grand Piano’ (1931).

Art historians have been incapable here. On one hand, they have
reached a precise correspondence of the elements, which is not
characteristic to art and its multiple meanings: the cherries represent
“the secret of branching”; the ants climbing up the music-book sym-
bolize mortality, etc. On the other hand, the analysis of this artwork
has been replaced with anecdotes of S. Dali’s life — the artist
confessed to have seen the busts of Lenin on the piano during a walk
at dawn. This neither has anything to do with art theory.
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Oleg ZaslavskiPs literary interpretation

Oleg Zaslavskii from Harkov University has analyzed Dali’s painting

“Partial hallucination. Six apparitions of Lenin on the grand piano”,

using the sound of the words in title and the items depicted on the

masterpiece, “the phonetic subtext”, including anagrams and similarities

of the sound-components, as the key to decipher it (Zaslavskii 1999).
One has to admit that due to Russian-language background, at

times O. Zaslavskii tends to come to arbitrary conclusions.

(a) For instance, in his interpretation Zaslavskii does not focus on the

French word piano in the original Dalfs title but its Russian

equivalent poanb that associates it with royalism.

(b) He bases on the Russian word rannwounHauus instead of the French

hallucination and accordingly claims the connection with gallicism

(although in the source language the initial h is not pronounced at all,

not to mention the already gutturalized pronunciation) and based on the

same word derives an anagram runboTwuHa (“guillotine™).

(c) Based on a Russian word 4epeluHs (“cherries”) he suggests an Eng-

lish equivalent cherish, that has a completely different meaning.

(d) Presumably background of English (not French) language allows

him to easily unite the French words porte (“door”), pronounced [port],

and part (“part”), pronounced [pa:(r)t] in English, but [pa:r] in French.
As a result of his interpretation, O. Zaslavskii comes to an under-
standing that Dali’s painting depicts revolutionary terror.
Based on sound similarities, he forms following associative relations:

Rus. posnb (“piano”) —#Fr. royal (“royal”),

Fr. partielle (“partial”’) — party —* Royalist party —* pianist as royalist —» the
French Revolution —* execution of the emperor— Russian Revolution —
Lenin as the person who executed the czar —»royalist sitting opposite to a
revolutionist,

Rus. rannounHaums (“hallucination”) — Rus. runboTuHa (“guillotine”) —* heads
separated from bodies —>piano lid as a guillotine,

bugs on the music —* termites —a&Thermidor (collapse of Jacobin government),

Rus. napTus posana (“piano work”) — Royalist party,

single bug apart from the others as well as single berry on the chair —*
disassembling head from the body,

red berries —blood,

napkin attached to a man’s shoulder with safety pins (rus. aHrnuiickasa 6ynaBka,
Fr. epingle anglaise — “English needle”) —»English Revolution —abeheading
of Charles I,

Engl, napkin —* Engl, nape + Engl, king,

Charles i —mengl. chair — chair with the berries —%throne,

Engl, chair —»Engl, cherry,
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person sitting (pianist) as a king (Louis XVI or Charles I) —phead of state — V. I.
Lenin as a head of a revolutionary state,

sixteen berries —Louis XVI,

1single berry — Charles |,

6 apparitions of Lenin <— 16 without 1,

6 apparitions of Lenin <— 7 notes in an octave — seventh head of Lenin missing
—+ beheading,

halation around Lenin’s head—» fruit’s flesh around the bone —m “fruits of
revolution”,

napkin on the shoulders of the sitting person instead of the king’s gabardine —*
Engl, linen — anagram: “Lenin”,

Fr. porte (“door”) —aFr. part (“part”) —aFr. partielle (“partial”) door partially
open.

Obviously, such an interpretation by Zaslavskii is not originally based
on Dali’s work but on Russian poet Osip Mandelstam’s writings, speci-
fically on his poem “Grand piano” (1931; Mandelstam 1999: 142):

POANb

Kak nmapnameHT >KytoLwmnii gpoHay,
Bsn0 AbIlWIMT OrpPOMHbBIN 3an,
He ngeT Nopa Ha >XXupoHay,
W He KpenHeT COCNOBWIA Ba.

Ockop6neHHbI 1 ockopbuTenb
He 3ByunT posans-Ionunad,
3Bykontobel, fylweMyTuUTenNb,
Mwupabo thopTenbAHHbIX Npas.

Pa3se pykn moun KyBangbl?
[ecaTb nanbues — Mol TabyHoK!
W Bckoumn, oTpsxas dangbl,
MacTep MeHpux, KOHeK-ropbyHoK.

[-]

YT06bI B MUPE CTano NnpocTOopHEN,
Pagu cno><HocTun MUPOBOWA,

He BTupaliTe B KNaBuwu KopeHb
CnafKoBaTOW rpyLly 3eMHOIA.

UT06 CMONIOK COHATa A>XKMHa
MpocTynuna “3 No3BOHKOB,
HiopeHb6eprckan ecTb Npy>kKuHa,
BbinpamnaoL,as mepTBeL0B.

This is a complicated text with deep and actual biographic back-
ground. The poet’s mother was a musician, and literary historian Zara



730 Linnar Priimagi

Grigorievna Mints has described the respect of piano in the
Mandelstam family (they were not allowed to place anything as
profane as newspapers on the piano). The text is also dated (as it was a
habit of poets in 1930s): April 16, 1931.

What exactly happened on April 16 is irrelevant from the aspect of
S. Dalf s painting. What is important is that O. Zaslavskii’s interpreta-
tion is — perhaps unconsciously — guided by O. Mandelstam’s
poem, that in the context of Russian language associates the piano
{posanb) with the anti-royalist history of France (ppoHgy — “Fronde”)
and the French Revolution (Fopa — “Mountain”, >XupoHgy —
“Gironde”, Mupabo — “Mirabeau™).

Led by O. Mandelstam (and his death in a Siberian forced labor
camp during Stalinist terror period), O. Zaslavskii concludes that with
his painting S. Dali “condemns totalitarianism from aesthetical posi-
tions”.

However, O. Zaslavskii’s political interpretation can not be backed
up by claims about Dali’s knowledge of English and Russian language
nor his alleged anti-totalitarian views.

Dali was likely to represent contrary views, total or totalitarian artist
concept — he saw himself as the art monarch of XX century (Fig. 2).
Louis XV (1643-1715), the notorious Sun King who validated absolute
monarchy in France, was a great raw-model for Dali (Fig. 3).

Figure 2. Salvador Dali with a Figure 3. Hyacinthe Rigaud: Roi
crown. soleil Louis X1V (1701).
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“The Sun King” is depicted on S. Dali’s watercolor (see Fig. 4); also,
his perfume for men and women bears the name “Le Roy Soleil” (Fig.
5).

Dali is obviously in favor of absolute monarchy and totalitaria-
nism, not condemning it. This allows us to reject O. Zaslavskii’s inter-
pretation.

Figure 4. Salvador Dali: ‘Le Roy Figure 5. Perfume bottle of
Soleil’ (ca. 1944). “Salvador Dali: Le Roy Soleil”.

Iconographical key: Jacques-Louis David’s
“The death of Marat” (1793)

Nevertheless, O. Zaslavskii’s interpretation must be recognized as the
most prominent attempt to date to find an intentional center of the
depicted objects, a central idea towards which the seemingly incohe-
rent objects of the painting are gravitating.

His final conclusion of the connections between Dali’s painting
and the French Revolution turns to be accurate, because it is possible
to find visual parallels between Dali’s “Partial hallucination...” and
“the revolutionary court-artist” Jacques-Louis David’s “revolutionary
icon” — “The death of Marat” (1793) (Fig. 1and 6, Table 1).
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Figure 6. Jacques-Louis David: The death of Marat (1793).

Table 1. Comparison of the paintings’ iconography.

S. Dali

“Partial hallucination...”

blank back wall

arc of the piano lid
empty floor

right arm in the foreground
a mummy-like person
blonde helmet haircut
napkin on the back
music book on the piano
open piano

a chair

(blood-red) berries

Lenin’s images on the piano

J.-L. David
“The death of Marat”

blank back wall
arc of shadow on the back wall
blank faceplate of the podium
right arm in the foreground
dead person
headscarf
a towel
letter in left hand
a bath tub
a podium
pot of ink (which is used for writing bloody
or passionate revolutionary regulations)
money note (assignat) on the podium
(compare to Fig. 7)
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Figure 7. A bank note with V. I. Lenin’s portrait.

If taking into consideration the similarity of the greenish-brown colour
that is even matching occasionally (back wall, floor and podium), the
connections of the Socialist October Revolution and the French
Revolution on S. Dali’s painting can be verified visually, not by just
verbal associations.

The meaning field of a metaphor

Such comparison is explained with S. Dalfs motif story in 1929/1931,
where the combination offellatio and bleeding becomes his “emblem
of love and death” and the grand piano is featured in a specific
meaning.

We can observe these motifs on at least four S. Dali’s most signifi-
cant oil paintings from the beginning of his surreal period:

“The great masturbator” (1929, Fig. 8),

“The enigma of desire: my mother, my mother, my mother” (1929, Fig. 9),
“Vertigo” (1930, Fig. 10), and

“Diurnal illusion: the shadow of a grand piano approaching” (1931, Fig. 11).
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Figure 8. Salvador Dali: “The great masturbator’ (1929).

Figure 9. Salvador Dali: ‘The enigma of desire: my mother, my mother,
my mother (1929).
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Figure 10. salvador Dali: “Vertigo’ (1930).
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Figure 11. Salvador Dali: ‘Diurnal illusion: the shadow of a grand piano
approaching’ (1931).
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Figure 12. Salvador Dali: ‘The Great Masturbator’ (detail).

The upper right part of S. Dali’s “The great masturbator” depicts the
beginning of a fellatio act (Fig. 12). The red blood marks on the man’s
thighs are probably scratch marks, which associate the woman’s nails
with knives.

In “The enigma of desire: my mother, my mother, my mother”,
painted the same year, a female figure embracing a man’s lower body
on the background of the painting, is holding already clearly identi-
fiable knife (Fig. 13).
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Figure 13. Salvador Dali: ‘“The enigma of desire: my mother, my mother,
my mother’ (detail).

The connection between fellatio and stabbing becomes even clearer
with “Vertigo” painted the following year with its group of people on
the background on the right (Fig. 14).

Figure 14. salvador Dali: “Vertigo’ (detail).
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Fellatio combines death with hate-like love, a complex that S. Dali
was focused on during that period. He probably understood the
stabbing motif in J.-L. David’s “The death of Marat” in the same key,
as the stabber was a woman — Charlotte Corday. Iconographic
isomorphism allows us to insist, that S. Dali was inspired to paint
“Partial hallucination...” by “The death of Marat”.

Another iconographic parallel from S. Dali’s same period can
affirm that argument. “Diurnal illusion: the shadow of a grand piano
approaching” painted the same year as “Partial hallucination...”,
depicts the instrument as something horrible, huge, grand and heavy
threateningly nearing, with the scared people looking for support from
each other. The “shadow” here bears the meaning of “terror” (“fear”),
that definitely is a part of J.-L. David’s painting, dating back to the
Jacobin terror (tyranny) period and which also applies — due to
graphic similarities — to S. Dalfs painting “Partial hallucination...”.

In such motif combination and graphic parallel, the complex
cultural metaphoric relations of S. Dali’s “Partial hallucination. Six
apparitions of Lenin on the grand piano” and J.-L. David’s “The death
of Marat” can be viewed. This relationship is spread on the painting as
a whole through single isomorphisms (S. Dali’s painting is a metaphor
of J.-L. David’s painting) and has to be considered rhetoric in the light
of Juri Lotman’s rhetorics concept.

Juri Lotman already pointed in the year 1973 to the habit to see in
verbal communication the main or even the only form of the commu-
nicative contact and to equate the picture text with the verbal one
(Lotman 1973: 382-386). S. Dalfs *“Partial hallucination...” can be
seen as a case of pure visual metaphor, not a figurative illustration of
verbal metaphors.
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UuncToBm3yanbHass MeTadhopnuyHOCTb. PUTOpMyeckas
KoHuenuusi KOpusi JlToTMaHa B M306pa3nTeNIbHOM UCKYCCTBE

KapTnHa «YacTuuyHasa rannwouymHaumsa. LecTb ABAeHWMn JleHMHa Ha posine»
(1931, cm. unnwoctpaymio 1) cumtaeTcs 0fHOM U3 caMbiX TPYAHOOOBSACHUMbIX
B TBop4yecTBe CanbBagopa fanu. Oner 3acnaBCKWil NpegnpuHAN ee aHanus
(«O6pasHo-A3bIKOBOM aHanM3 ToTanuTapmMsmMa B iBYX «JIEHUHCKUX» KapTUHaXx
Oanwn», Sign Systems Studies 27: 168-180), mcxoad u3 «(HOHETUYECKOTO
nofTeKcTa» KaK CNOB 3arnaBus, TaK W CNOBECHbIX 0603Ha4YeHWiA' BelleW,
N300paKeHHbIX Ha KapTuHe. HO M3-3a pyCcCKOSA3bIYHOIO (PoHa OH onupaeTcs
He Ha CnoBO piano BO (hpaHLUY3CKOM OpWrMHane, a Ha ero pyccKos3blYHOe
COOTBETCTBME POASb, YTO MO3BOJIAET €My BBECTW Mapassefib C POANU3IMOM.
Buanmo 3a 3TUM CTOUT UUTUPYeMOe UM CTUXoTBOpeHne Ocuna MaHpgenbLl-
Tama «Posinb» (1931), KOoTOpOe NPSAMO CBA3bIBAET POSA/Sb C aHTUPOAUCTCKUM
aBmwxeHnem Bo ®PpaHumm (“Fronde”) u ewe 6onee — Cc Benukoi
thpaHuy3ckoli peBontouunen (“Mopa”, “XXupoHga”, “Mupabo”).

TeM He MeHee, BbIBOJ, 3aCN1aBCKOro 0 CBA3M KapTuHbI Janun ¢ hpaHLy3cKoi
peBo/IOL Ve OKa3blBaeTCA BepHbIM, TaK KaK MOXXHO MPOBeCTU WKOHOrpadu-
yeckue napannenn mexay “HacTuyHon rannwymHauuven..” C. [fanu n
“CmepTblo Mapata” (1793) Xak-/lyn lasupa (cm. nanctpaunto 6): nycTbliH-
HbIi (OH, Ayra NOAHATOM KPbIWKW poAnsa — payra TeHW Ha 3ajHeil cTeHe, Ha
nepBOM MnaHe npasas pyka, MyMUenofobHbIA CMASAWNA — MepTBeL, cBeT/as
wnemenofobHas npuyecka — MOMOTEHLE BOKPYr F0M0Bbl, candeTka Ha cnu-
He — 6aHHWULA, HOTHbIE CTPaHWLbl HA MMAHWHO — MWCbMO B /1IEBOW PYyKe, OTK-
pPbITOE MMAHWHO — BaHHa, CTyn — MNONUTP ANS nNucem, nsobpaxeHnsa JleHMHa
Ha NMUaHWHO — [ieHeXHaa accurHaums Ha nonutpe. Ecnn ewe y4vecTb noxo-
XKeCTb M YaCTUYHYI COBMAajaeMoCTb 3e/1eHO-KOPUYHEBOro KojopuTta (3agHAs
CTeHKa, Mon W MonNuTp), TO CBA3b Benukoil OKTAGPbCKON peBonwLMK C
Benukoii 6ypXyasHoi (paHLy3CcKol peBoMOLUMENA Ha KapTuHe [anu KaxeTcs
BMO/IHEe OMpaBfaHHOM’, NCXOAA U3 BU3yasibHOW CTOPOHbI KapTUHbI.

Ha nopore 1920/30-x rogoB [anu ewe B Tpex WU3BECTHbIX KapTUHax
(“Benuknii mactypbatop”, “3aragka xenaHuss — Mos MaTb, MO MaTb, MOS
MaTb”, “BepTnro”) wusobpaxan KOMMAeKC NOO6BU-HEHAHBUCTU, CBSA3bIBas
thennAunio 1 cmepTb. Buanmo, B 3TOM >Ke K4Ye OH MOHMMan W MPOH3eH-
HOr0 PYKOW >XeHWMHbl MapaTta. 3T0 No3BONAET yTBepXAaTb, UTo [Janu npu
co3fjaHun “YacTuyHoOl rannouMHauumM” BAOXHOBAANCA WMMeEHHO “CMepTbio
Mapata” OaBuga. Npu6aBum, 4TO TeHb POANSA Ha ero KapTuHe “[IlHeBHOe BU-
feHue. Mpubnuxawwas TeHb 6onbworo posans” (1931) cBasbiBaeTcsas MpsiMo
CO CTpaxoMm 1 TeppopomM.

B TakoM MOTMBHOM cOCyLlecTBOBaHUWM W rpafuyeckom napannenvnsMme
NPOSABNSAETCA CNOXKHAA Ky/nbTyposornyeckas metalopuyeckas CBA3b [BYX
KapTUH, KOTOPYI MOXHO CYMTaTb PUTOPMYECKO B CBeTe PUTOPUYECKON
KoHuenuun KOpua JloTmaHa. Ho B fJaHHOM c/lydyae Mbl MMeeM [eno Co Cy-
Yaem YMCTOBMU3yasibHON MeTaOpPMUYHOCTMW, a He C uaalcTpauunein sepbanb-
HbIX MeTadop.
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Puhtvisuaalne metafoorsus:
Juri Lotmani retoorikakontseptsioon kujutavkunstis

Olimaali “Osaline kangastus. Kuus Lenini ilmumit tiibklaveril” (1931, Joon.
1) on peetud Oheks Salvador Dalf kdige raskemini seletatavaks teoseks. Oleg
Zaslavskii on analulsinud seda, vdttes teose vOtmeks nii pealkirja kui ka
pildil kujutatud asju tahistavate sonade kola, “foneetilise allteksti”. Emakeelse
tausta tottu ei l&htu ta aga mitte prantsuskeelse originaalpealkiija sdnast
piano, vaid selle venekeelsest vastest posinb, mis annab talle seose rojalis-
miga. llmselt on selle taga Ossip MandelStami luuletus “Tiibklaver” (1931),
mis otsesdnu seostab klaveri (posnb) Prantsusmaa antirojalistliku ajalooga
(“Fronde”) ja lahemalt Suure Kodanliku Prantsuse revolutsiooniga (“Magi”,
“Gironde”, “Mirabeau”).

Kummati osutub O. Zaslavskii 18ppjareldus S. Dalf maali seotusest Prant-
suse revolutsiooniga digeks, sest vdimalik on leida ikonograafilisi paralleele S.
Dalf “Osalise kangastuse...” ja Jacques-Louis Davidi “Marat’ surma” (1793)
vahel (Joon. lja 6, Tabel 1): lage foon, klaverikaane kaar — vaijukaar taga-
seinal, esiplaanil parem kasi, muumialaadne istuja— sumu, hele Kiiver-
soeng — ratt Umber pea, salvratik selja taga — vannilina, noodilehed kla-
veril — kiri vasakus kaes, avatud klaver — vann, tool — kirjutuspoodium,
Lenini nadopildid klaveril — rahatdht (assignaat) poodiumil. Kui arvestada
veel rohekaspruuni koloriidi samasust ja kohatist kattuvustki (tagasein,
pdrand ja poodium), siis paistab Suure Sotsialistliku Oktoobrirevolutsiooni
seos Suure Kodanliku Prantsuse Revolutsiooniga S. Dalf maalil pdhjendatud

pildiliselt.
1920/30. aastate vahetusel kujutas S. Dalf veel kolmes tuntud teoses
(“Suur masturbaator”, “lha moistatus — mu ema, mu ema, mu ema”, “Ver-

tigo”) vihkamisseguse armastuse kompleksi, seostades fellatsiooni ja surma.
IImselt mdistis ta sellessamas votmes ka Marat’ pussitamist naise kae labi.
See lubab véita, et S. Dalfd inspireeris “Osaliseks kangastuseks...” just J.-L.
Davidi “Marat’ surm”. Lisagem, et klaveri vari tema maalil “Paevane heias-
tus. Suure klaveri liginev vari” (1931) seostub otseselt hirmu ja terroriga.

Saarases motiivikoosluses ja graafilises parallelismis ilmneb kahe maali
keeruline kultuurilooline metafoorsussuhe, mida tuleb lugeda retooriliseks
Juri Lotmani retoorikakontseptsiooni tdhenduses. Tegemist on aga puhtvi-
suaalse metafoorsuse juhtumiga, mitte verbaalsete metafooride illustrat-
siooniga.
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Abstract. Coding characteristics have been discovered not only in protein
synthesis, but also in various other natural processes, thus showing that the
genetic code is not an isolated case in the organic world. Other examples are
the sequence codes, the adhesion code, the signal transduction codes, the
splicing codes, the sugar code, the histone code, and probably more. These
discoveries however have not had a significant impact because of the
widespread belief that organic codes are not real but metaphorical entities.
They are supposed to lack arbitrariness and codemakers, the two qualifying
features of real codes. Here it is shown that the arbitrariness issue can be
solved on an experimental basis, while the codemaker issue is dependent on
our theoretical description of the cell and can only be solved by a new
concept. In order to appreciate the reality of the organic codes, in short, it is
necessary to have not only a more critical evaluation of the experimental data
but also a new theory of the living system.

Introduction

From time immemorial it has been thought that codes, or conventions,
exist only in the world of culture. The discovery of the genetic code,
in the 1960s, came therefore as a bolt from the blue, but the reaction
was rather strange. The discovery of one organic code should have
suggested that there could be more in nature, but what happened was
the exact opposite. The genetic code was immediately declared a
frozen accident, and any mention of other organic codes was ignored.
Edward Trifonov, for example, has shown since the 1980s that there
are at least three sequence codes in addition to the classic triplet code,
but in vain. The situation started to change only in the late 1990s. In
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1996, Redies and Takeichi described an adhesive code in the develop-
ment of the nervous system, and in the year 2000, Gabius provided
evidence for a sugar code, while Strahl, Allis, Turner and colleagues
discovered a histone code (Table 1).

1 THE GENETIC CODE (1954-1966) Gamow, Nirem-
berg, Khorana

2 THE SEQUENCE CODES (1988-1999) Trifonov

3 THE ADHESION CODE (1996) Redies, Takeichi

4 THE SIGNAL TRANSDUCTION CODES (1998) Barbieri

5 THE SPLICING CODES (1998) Barbieri

6 THE SUGAR CODE (2000) Gabius

7 THE HISTONE CODE (2000) Strahl, Allis,
Turner

Table 1. Organic codes, and their describers.

These announcements, however, have barely raised an interest. Today,
the existence of other organic codes is no longer ignored as it was in
the past, but it is not seen as anything special. This response may
appear surprising, but is not unfounded. It is the natural consequence
of a widespread and deep-seated belief that all organic codes, in-
cluding the genetic code, are only useful metaphors, not real entities.
Molecular biology has borrowed many words from ordinary language,
because they have an intuitive appeal and avoid long periphrases, but
they are not meant to be literally true. The genetic code itself is given
the name “code” only because this term is metaphorically appropriate,
but deep down most biologists are convinced that it is nothing more
than a good metaphor. And this for two basic reasons. The real codes
that we are familiar with have two outstanding features: they are
arbitrary rules, and they are made by a codemaker. These are the key
entities: arbitrariness and codemaking. No code can be a real code
without these qualifying features, and most biologists are convinced
that organic codes simply do not have them. This is the crucial point:
why do people believe that organic codes do not have those two
qualifying features?
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The codes’ fingerprints

A code is a set of rules that establish a correspondence between two
independent worlds. The Morse code, for example, is a correspon-
dence between combinations of dots and dashes with the letters of the
alphabet, and — in the same way — the genetic code is a correspon-
dence between combinations of nucleotides and amino acids. From the
point of view of the definition, there is no difference between them.
Why then do people believe that the Morse code is real and the genetic
code is not? One reason, as we have seen, is arbitrariness. We know
that the Morse code is arbitrary because we have built it ourselves, and
we are certain that there is no necessary link between dots and dashes
and the letters of the alphabet. But ask a biologist if the same
arbitrariness exists between nucleotides and amino acids, and you are
likely to get a very different response. Many would deny it out of
hand, others would say that the two codes are not comparable, and
some would reply that we still need more data.

One of the most common arguments against the arbitrariness of the
genetic code is the determinism of protein synthesis. Every single step
of the translation process is perfectly deterministic, in the sense that a
chain of nucleotides is translated into a chain of amino acids with a
precise sequence of reactions. This is the most popular argument,
probably because it has a strong intuitive appeal, and yet it is not a
valid one. The same determinism, in fact, is present even when
cultural codes are implemented. When the mental image of an apple is
formed in the visual cortex and we pronounce the word “apple”, there
is a precise chain of neurological reactions between the two mental
images. A neurologist would say with no hesitation that the neural
connection between the visual area and the speech area of the brain is
perfectly deterministic, and yet the connection was established by a
linguistic code that is perfectly arbitrary. The implementation of the
rules of a code, in short, is deterministic in all codes, even in the
cultural ones. The arbitrariness comes in only when a code is created
or modified, not when it is implemented.

We need therefore positive evidence in order to obtain reliable
conclusions, and it is the very definition of the codes that tells us what
to look for. Since a code is a bridge between two independent worlds,
an organic code necessarily requires organic molecules that perform
two independent recognition steps. These are the “adaptors”, the name
that Francis Crick proposed for the molecules that today we call
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transfer RNAs. All codes need molecules that perform equivalent
functions, and so all these molecules can be called adaptors. The
adaptors are catalysts that have two different recognition sites, and
what qualifies them as adaptors is the fact that there is no necessary
connection between the two sites. The site which recognises the
objects of one world can be associated with any of the sites that
recognise the objects of the other world, and this means that a
connection can only be established by an arbitrary choice, by a
“natural convention”. The adaptors, in short, are the “fingerprints” that
reveal the presence of an organic code.

In the case of the genetic code, it has been possible to prove that
the nucleotide site is independent from the amino acid site by actually
changing the rules of the code in vitro, and a similar experiment has
been performed in vivo by some micro-organisms. This should have
settled the arbitrariness issue for good, but ingrained opinions are hard
to die, and so we still hear the claim that the association between
nucleotides and amino acids is not arbitrary, because some regularities
have been discovered in the genetic code. This is true, but it has
nothing to do with arbitrariness, and in fact regularities also exist in
cultural codes. In the Morse code, for example, the most frequent
letters of the alphabet are associated with the simplest combinations of
dots and dashes, but nobody would dream to conclude that the Morse
code is not a true code for that.

In the case of the genetic code, furthermore, there are also other
factors in favour of its arbitrariness. The number and the types of the
amino acids, for example, could have been different, because many
other amino acids exist in nature, and the same is true for the
nucleotides. In the genetic code, in short, we find arbitrariness not
only in the rules of the code, but also in the choice of the objects
which are coded by those rules. And this is perfectly equivalent to
what happens in the linguistic codes, where arbitrariness exists not
only in the rules of grammar, but also in the number and in the type of
letters which are chosen to make up an alphabet.

The arbitrariness of the organic codes, in conclusion, can be
demonstrated by a variety of experimental facts, and above all by the
existence of adaptors (it was the presence of adaptors in signal trans-
duction and in splicing, that allowed me to conclude, in 1998, that
these processes are based on organic codes). Arbitrariness alone,
however, is not enough, because it could be the result of an extra-
ordinary number of coincidences. A real code requires arbitrariness
and codemakers, and the existence of a codemaker is an issue where
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theory plays an even greater role than experiments. It is also to theory,
therefore, that we need to turn our attention.

The third party

The extraordinary thing about codes is that they require a new entity.
In addition to energy and information they require meaning. For
centuries, meaning has been regarded as a spiritual or a transcendental
entity, but in reality it is a perfectly natural entity because we can
define it with an operative procedure just as we do with all physical
quantities. Meaning is an object which is related to another object by
a code. The meaning of the word apple, for example, is the mental
object of the fruit which is associated to the mental object of that word
by the code of the English language. More in general, a cultural
meaning is always a mental object which is associated to another
mental object by a convention. But the operative definition of
meaning need not be restricted to the mental world because it applies
equally well to the organic world. The meaning of a combination of
dots and dashes is a letter of the alphabet, in the Morse code. And in
the same way, the meaning of a combination of three nucleotides is
usually an amino acid, in the genetic code (from which it follows that
the meaning of a gene is usually a protein).

We are well aware that it is man who gives meaning to mental
objects — in the realm of the mind he is the codemaker — but this
does not mean that a code of correspondence between two inde-
pendent worlds must be produced by a conscious activity. The only
logical necessity is that the codemaker is an agent which is ontologi-
cally different from those worlds, because if it belonged to one of
them the two worlds would no longer be independent. A code, in other
words, requires three entities: two independent worlds and a code-
maker which belongs to a third world (from a philosophical point of
view this is equivalent to the triadic system proposed in semiotics by
Charles Peirce).

The problem is that the cell is described as a dualistic system of
genes and proteins, genotype and phenotype, software and hardware,
and in a dualistic system there is no third party that can act as a
codemaker. This is why | proposed, in 1981, that the cell is not a
duality of genotype and phenotype but a trinity made of genotype,
phenotype and ribotype. The ribotype was defined as the ribonucleo-
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protein system of the cell, and it was underlined that it represents a
new cell category. As phenotype is the seat of metabolism and geno-
type the seat of heredity, so ribotype is the seat of genetic coding.

It is an experimental fact that the genetic code is implemented by
ribonucleoproteins, and this strongly suggests that the ribotype is the
codemaker of the genetic code, but it does not prove it. Only a theory
can establish the ontological status of the ribotype as an independent
cell category. We have therefore before us two very different
concepts: the cell as a duality (the genotype-phenotype theory) or the
cell as a trinity (the ribotype theory). The problem is how to choose
between them.

The origin-of-life metaphors

The evaluation of theories is a complex affair, in general, but there are
theories which can be illustrated by metaphors, and in these cases the
metaphors should be discussed first, because their intuitive appeal
often takes priority over rational thinking. In our case, a theory of the
cell can be illustrated by a metaphor on the origin of life, because the
nature and the origin of a system are two faces of the same problem. If
the cell is a duality of genotype and phenotype, for example, the
problem of the origins is understanding whether it was the genes or
the proteins which came first. The genotype-phenotype theory, in
other words, corresponds to the-chicken-and-the-egg metaphor on the
origin of life. In this framework, it doesn’t even make sense to speak
of three categories, and so the ribotype theory had to be illustrated by
a totally different metaphor. More precisely, by the-cell-as-a-city
metaphor, where the proteins of the cell are compared to the houses of
a city, and the genes to their blueprints (Barbieri 1981; 1985). In this
framework, it is the chicken-and-the-egg problem that makes no sense,
because it would be equivalent to asking if it was the houses or the
blueprints which came first, and either answer would be wrong. What
came first was a third party, the inhabitants, i.e. the intermediaries
between houses and blueprints in a city which correspond to the
intermediaries between proteins and genes in a cell.

Our theories of the cell are illustrated therefore by different
metaphors on the origin of life, and it may be worthwhile to examine
them in some detail. As a matter of fact, as soon as we take a closer
look at the-chicken-and-the-egg metaphor, we realise that there is
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something wrong with it. The egg and the chicken are not the two
faces of one duality. They are two dualistic systems in different stages
of development. Each one of them is a complete genotype-phenotype
entity, and it is pure fiction to say that one represents the genotype and
the other stands for the phenotype.

We do indeed need a better metaphor, and the-cell-as-a-city does
have a certain intuitive appeal. But this metaphor has not become
anything like as popular as the-chicken-and-the-egg, and it is highly
instructive to understand why. The crucial point is that in a city only
the inhabitants are alive, whereas houses and blueprints are not. The
city metaphor, in other words, implies that genes and proteins are
molecular artifacts, just as blueprints and houses are human artifacts.
And this seems a preposterous idea. How can one accept that genes
and proteins, the very molecules of life, are inanimate manufactured
objects? That probably explains why the ribotype theory has not
attracted the attention of the origin-of-life people. And yet it has never
been proved that the preposterous idea is false. It may be interesting
therefore to take a look at it.

Copymakers and codemakers

There was a time when atoms did *not exist. They came into being
within giant stars, and were scattered all over the place when those
stars exploded. There was a time when molecules did not exist. They
originated from the combination of atoms on a variety of different
places such as comets and planets. There was a time when polymers
did not exist. They were produced when molecules joined together at
random and formed chains of subunits. There was a time when all the
polymers of our planet were random molecules, but that period did not
last forever. At a certain point, new types of polymers appeared. Some
molecules started making copies of polymers, and for this reason | call
them copymakers. Other molecules made coded versions of the copies,
and | refer to them as codemakers. On the primitive Earth, the copy-
makers could have been RNA-replicases and the codemakers could
have been transfer-RNAs, but other possibilities exist, and so here we
will use the generic terms of copymakers and codemakers. All that
matters, for our purposes, is the historical fact that copymakers and
codemakers came into being and started producing copied molecules
and coded molecules.
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Now let us take a look at these new polymers. The formation of a
random chain of subunits is accounted for by the laws of thermo-
dynamics and does not require any new physical quantity. But when a
copymaker makes a copy of that chain, something new appears: the
sequence of subunits becomes information for the copymaker. In a
similar way, when a codemaker takes a chain of monomers of one
kind to produce a chain of monomers of a different kind, something
new appears: the second chain becomes the meaning of the first one. It
is only the act of copying that creates information, and it is only the
act of coding which creates meaning. Information and meaning, in
other words, appeared in the world when copymakers and codemakers
came into existence and started functioning.

The appearance of copied polymers and coded polymers was a
major event also for another reason. Up to that point, all molecules
formed on the primitive Earth had one thing in common: their
structure was entirely determined by the assembly properties of their
atoms, i.e., from within. In the case of copied and coded polymers, in
contrast, the order of the subunits was determined by external
templates, i.e., from without. In everyday language, we distinguish
between natural and artificial products in a straightforward way: the
objects which are formed spontaneously are natural, while those
which are shaped by external agents are artificial. And that is precisely
the distinction that exists between random polymers on one hand and
copied or coded polymers on the other. | conclude therefore that
copied molecules (genes) and coded molecules (proteins) are indeed,
in a very deep sense, artificial molecules. They are artificial because
they are produced by external agents, because their primary structure
is determined from without and not from within, because their pro-
duction involves outside processes based on information and meaning.

There was a time when the world was inhabited only by natural
molecules, but that period did not last forever. At a certain point
copied and coded molecules appeared, and the world became also
inhabited by artificial molecules — by artifacts made by nature. And
that was not just another step toward life. It was the appearance of the
very logic of life because, from copymakers and codemakers onward,
all living creatures have been artifact-makers. In a very fundamental
sense, we can define life itself as artifact-making.
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The handicapped replicator

The cell-as-a-city metaphor suggests that proteins and genes are
artificial molecules, and we have just seen that, deep down, that is
precisely what they are. The metaphor also suggests that modem cells
are to primitive cells what large cities are to small villages, and this is
not an unreasonable analogy. Modem eukaryotic cells, for example,
contain millions of ribosomes, like the inhabitants of large cities,
while prokaryotic cells have only hundreds or thousands of ribosomes,
like the inhabitants of villages.

The metaphor can also be extended to earlier stages of evolution. If
the origin of the first cells is likened to the origin of the first villages,
we can compare the age of precellular evolution to the period of
history in which villages did not exist. The interesting point is that this
metaphor allows us to take a closer look at today’s most popular
model on precellular evolution: the model of the naked gene as the
first replicator (Dawkins 1976).

Dawkins has readily admitted that genes are not doing any
replication, but since they code for the molecules that replicate them,
he finds it legitimate to call them “replicators” in order to avoid long
periphrases. Michael Ghiselin (1997) has pointed out that this is
confusing the “object” with the “agent” of replication, but Dawkins’
use of the word has stuck, and today most biologists seem to be taking
for granted that genes are replicators. This is why | have avoided that
word altogether and | have used the term copymakers. The distinction
between copymakers and copies is still alive and well, and so there is
no danger of confusing what is copied with what does the copying.
Whatever one’s choice of words, however, the real point is the
substance, not the terminology.

The substance of the replicator model is that all that matters in life
is information, and all that matters in evolution is the replication of
information with occasional mistakes. But at the heart of life there are
two fundamental entities, not one. Information and meaning are two
independent entities, copying and coding are two independent proces-
ses, and the codemaker between genes and proteins must be a third
party because otherwise there would be no real code. The replicator
model is not wrong, but incomplete (or handicapped), because what
matters in life is replication and coding, not replication alone (I prefer
to speak of copying and coding, but the message is the same). The
replicator model would be right if the cell were a von Neumann
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automaton where the hardware is completely described by the soft-
ware, and information is really everything, but nature has not taken
that path. And probably for very good reasons, because that path was
seriously undermined by the error catastrophes.

One could still argue, however, that a “naked gene” phase should
have preceded a phase of “copying-and-coding”, and this is where the
cell-as-a-city metaphor can help us. The metaphor suggests that before
cities there were villages, that before villages there were humans
living in the open, that before humans there were ancestral hominids,
and so on. The point is that in all stages there were “agents” not just
“objects”. There has never been a time in precellular evolution in
which copied molecules (genes) could exist without copymakers, or
coded molecules (proteins) without codemakers. It was copymakers
and codemakers which came first, because they were the first “agents”
in the history of life. The first molecules of the ribotype world were
produced by random processes and the chances of getting copymakers
or codemakers (for example, RNA-replicases or transfer-RNAs) were
not substantially different. Any one could have appeared before the
other, without making much difference. What did make a difference
was the appearance of both of them because only their combination
created a renewable link between genes and proteins. It was a ribo-
typic system containing copymakers and codemakers that started life,
because that was the simplest possible lifemaker, i.e., the simplest
agent. Admittedly, a naked gene would have been a simpler system
but it would not have been an agent, and that makes all the difference.
As Einstein once remarked, “things should be made as simple as
possible, but not simpler”.

Conclusion

There are experimental facts (the adaptors) and theoretical concepts
(the ribotype) which show that organic codes have the two qualifying
features of all real codes (arbitrariness and codemakers). But adaptors
and ribotype are still largely ignored, and so it is not surprising that
most biologists continue to believe — in perfect good faith — that
organic codes do not really exist out there. Which is rather reassuring,
in a way, because it shows that even in this age of high technology
what we see in nature is what our theories allow us to see.
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OpraHunyeckune Kogbl: METa(bopbl UNn peanbHOCTb?

XapaKTepucTUKM KOAUPOBAHMUS HaiieHbl He TONbKO Yy CMHTe3a 6eska, HO U B
psije 4pYrvux NpoLeccoB XWBOW Npupoabl. STO A0KA3bIBAeT, UTO reHeTUue-
CKWI KO He SIBSIETCS YEeM-TO UCKIIOUUTENbHbLIM AN OPraHWYeckoro mupa.
B KauyecTBe MPMMEPOB MOXHO TNPUBECTU KOAbl MOC/Nef0BaTeNbHOCTEN,
afre3vBHbIA Kof, KoAbl TPaHCAYKLMWU CUTHana, CNAaiCUHr-KOoAbl, caxapHblii
KO, TUCTOHHbIA KOA, W ewe pag ApYrux. T OTKPLITUS BCE Xe He UMEelT
MoKa 3aMeTHOr0 BAUSIHWAS M3-3a LUMPOKO PacnpocTpaHeHHOW MpeanocbiiKK 0
MeTaopMUYecKOM XapaKTepe 3TUX KOfOB, 06 OTCYTCTBUIA y HUX ap6uTpap-
HOCTM 1 o6pasoBaTeneid koga. [locnegHue cUYMTAOTCA HEOGXOAUMbIMU
XapakTepucTUKaMu peanbHbiIX KOAOB. B HacTosAwel pa6oTe NokasaHo, 4To
CBOWCTBO apGMUTPapHOCTM MOXHO [0KasaTb 3KCMEePMMEeHTasIbHO, a npobiema
o6pasoBaTeneil Koja 3aBUCUT OT HALUero TeOPeTUYeCcKOro MpeacTaBfieHNUs 0
KNeTKe W pelsaetcs, C/fedoBaTe/ibHO, C MOMOWbLI HOBOFO MOHATUAHOIO
annaparta. MTak, 4ns NpusHaHWs OPraHWYecknx KOZoB TpeGyeTcs He TONbKO
Gonee KpuTuueckas OLEHKa 3KCMEPUMEHTaNbHOro MaTepuana, HO U HoBas
TEopUsi XXMBOMN CUCTEMBI.

Orgaanilised koodid: metafoorid vdi tdelused?

Kodeerimise tunnuseid pole leitud ainult valgusiinteesis, vaid ka mitmetes
teistes eluslooduse protsessides. See tdendab, et geneetiline kood pole erand-
lik juhtum orgaanilises maailmas. Teisteks néideteks on jéaijestuskoodid,
adhesiooni kood, signaali transduktsiooni kood, splaissingu koodid, suhkrute
kood, histoonide kood ja ilmselt veelgi. Neil avastustel pole siiski olnud
markimisvaarset moju laialt levinud uskumuse tdttu, et orgaanilised koodid
pole mitte tdelised, vaid on pigem metafoorsed. Arvatakse, et neil puuduvad
arbitraarsus ja koodi moodustajad — kaks reaalsete koodide tunnust. Kaes-
olevas td6s ndidatakse, et arbitraarsuse kisimuse saab lahendada eksperi-
mentaalsel alusel, samas kui koodi moodustaja kiisimus sdltub raku teoree-
tilisest kirjeldusest ning on lahendatav vaid uue moisteaparaadi kaasabil.
Niisiis, orgaaniliste koodide tunnustamiseks on vaja mitte ainult eksperimen-
taalse andmestiku kriitilisemat hindamist, vaid ka elussiisteemi uut teooriat.
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Abstract. This paper is an introduction to the new field of biorhetorics.
Biorhetorics is an applied form of rhetoric that evolved from the study of
classical rhetoric, particularly Aristotelian. The author illustrates the stages of
development necessary for the creation of a species-specific rhetoric: by (1)
formalising rhetoric so as to create a functional rhetoric, (2) then reducing this
to a symbolic rhetoric that can be used in conjunction with the collected data
of an organism’s Umwelt (including its genome) to form (3) a species-specific
rhetoric. The paper draws upon the latest research on bacterial and viral
communication to show the possibilities of biorhetorics. In the course of
discussing the nature of biorhetorics the author distinguishes it from argumen-
tation theory and rhetoric/s of biology, and positions alongside other fields
used in the life sciences such as biosemiotics, information theory, game
theory, etc.

In 2001, Kalevi Kull published a short article on the new discipline of
biorhetorics (Kull 2001). Here, | would like to avail myself of an
opportunity to respond and set out something about my own theory of

the discipline.

1. Biorhetorics and rhetoric/s of biology

Biorhetorics is an applied form of rhetoric for actual usage in the life
sciences, while rhetoric/s of biology is in the main a study of rhetoric
that is both analytical and deconstructive in nature. Rhetoric/s of
biology is political and concerned with the practices of scientists; the
inequalities made evident in their usage of rhetoric. In the develop-
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ment of my own conception of biorhetorics | have sought to create a
rhetoric that can be applied to universal communication situations
involving all forms of life. There have been several stages to this
development, firstly creating a functional rhetoric from classical rhe-
toric,, secondly moving onto a symbolic rhetoric, then thirdly creating
a species specific rhetoric based on the Umwelt of the organism or
audience in question. In my primary case study | have used a virus
(the bacteriophage M13) and its host (the Escherichia coli F-pilus)
since they represent a real challenge as their rhetorical competency
and cognitive levels are extremely low and obviously controversial.
However once the reader realises that biorhetorics can be used with
such lower forms of life, they will then see the potential for all life
forms regardless of their state of evolution.

2. Classical rhetoric

Rhetoric belongs to a classical triumverate of Aristotelian argumen-
tation, namely, demonstrative, dialectical, and rhetorical. Of these three
rhetorical argumentation differs from the others because its objective,
status of premisses, deduction are all rooted firmly in the cogent and the
audience is integral to its usage (see Eemeren et al. 1987: 59). Rhetoric
can be defined as the art/techne of persuasive eloquent speech/writing.
In traditional rhetoric one requires the rhetor or orator to be an articulate
human capable of penmanship. | have argued below that competency
runs along an experiential and evolutionary axis.

2.1. The branches of oratory

There are three traditional branches, these being: genus iudicale
(forensic), genus deliberativum (legislative/political), genus demons-
tativum or epideictic (demonstrative). Each of these branches ac-
cording to Aristotle is associated with a particular time (past, present,
future), has a particular purpose with a binary structure: to accuse/
defend, to exhort/defend and to praise/blame. Each of the branches has
particular topics or topoi drawn from the canon of invention. Of the
three branches, the demonstrative or epideictic is capable of being
pared down into a general functional rhetoric as the other two are
more rooted in human society.
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2.2. Five canons of rhetoric

Rhetoric is traditionally subdivided into the five canons, of invention
(inventio), arrangement (dispositio), style (elocutio), memory (amam-
nesis), and delivery (actio). Invention is the preparation for the speech
and involves seeking suitable topoi or topics drawn from a classical
database of topics of invention (i.e., definition, relationship, etc.).
Arrangement is the order or structure of the speech, classically an
exordium or introduction using ethos to appeal to the audience, a
partitio or division which is an outline of the speech, a confirmatio or
proof based upon logos or logical reasoning, refutatio or refutation,
then finally a peroratio that uses the persuasive appeal of pathos.
Style determines the nature of the narrative and is inextricably linked
to the nature and composition of the audience. There are levels of
style, high, middle and low, and vices and virtues to the use of style.
The choice of level is important, for example use of a high style might
offend one kind of audience. Memory is important in rhetoric because
it aids the composition, the memory of a figure or a classical line used
in a previous kairos “context” could make all the difference in a
speech. The speech is articulated and delivered to an audience, a poor
performance can ruin a good speech, and subsequently many rheto-
ricians have devoted energy to creating manuals of how to deliver a
speech. The Victorians had many popular books that detailed the kind
of voice and body language used in making a good speech.1

2.3. Proofs and argumentation

In the development of an argument, the rhetor or orator needs to
provide evidence or proof to an audience that his argument is a good
one. Unlike logic which requires strict adherence to a set of rules,
rhetoric can deviate from true logical reasoning, as its teleology is a
good rather than a truth. To persuade an audience to change their
minds about a particular subject, the rhetor can draw upon a whole
array of figures of reasoning and proofs, but one which for the
purposes of biorhetorics is of greater interest, is the enthymeme, a
figure that uses syllogistic reasoning with a suppressed premise to be

1 For this section 1am indebted to Gideon O. Burton, Silva Rhetoricae (http:
/lhumanities.bye.edu/rhetoric), Brigham University (1996-2002).
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supplied by an audience.2 Biorhetorics is closer to demonstration than
Perelman’s (1982) conception of argumentation in the following: it
uses calculation, mathematical symbols and syllogism albeit enthy-
metic, and has non-human or impersonal elements to it. But it does
also emphasise and begin with the notion of audience agreement, has a
sense of communality, and aims toward a good.

2.4. Macrostructural and microstructural figures

In introductions to rhetoric, critics often divide rhetoric either synop-
tically or into trees. One moves from the large structure to the
microscopic. From the tree, to the branch, the twigs, and to the flowers
(see Burton, footnote 1). According to Georges Molinie author of the
Dictionnaire de rhetorique (1992), macrostructural figures would in-
clude larger narrative sequences such as an allegorie and ironie, while
the microstructural would be figures to do with smaller narrative
sequences, such as hypozeuxe, metonymie, etc. In the development of
a functional and symbolic rhetoric it would be important to insist upon
a hierarchical structure, even if in some cases the figures are mave-
ricks that cross over.

2.5. Kairos, decorum and audience

The kairos is the context of the speech or the situation; it is important
for deciding the type of speech required. If, for example, it is a speech
after the September the 11th 2001 in front of New York firefighters it
would require some mention of their colleagues deaths by way of
respect and to win sympathy for the speech. The apt manner and deli-
very of the speech, the decorum, changes according to the audience,
so it might be possible to use humour of a more robust and chau-
vinistic form in front of the firemen than another audience, indeed
Presidents often make use of homosocial bonding to get their policies
across to predominantly male groups, such as the armed forces and
emergency services. Kairos can be as in biosemiotics equated with the
Umwelt of a species (Uexktill 1973).

2 See comprehensive bibliography in Poster, Carol 2002. The enthymeme: An
interdisciplinary bibliography of critical studies. The Journal for the Study of
Rhetorical Criticism of the New Testament (http: //rhetjournal.uor.edu/Enth.html).
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3. Functional rhetoric: Preamble

Given the enormity and scope of classical rhetoric the project of re-
ducing it to a functional rhetoric seems daunting, nevertheless | feel it
is necessary as | believe rhetoric like its sisters, logic, and dialectic has
great potential, even more so in the age of computer communication.

Rhetoric is vulgarly seen as a superior form of sophistry, a pre-
judice that dates back to Plato and the death of Socrates, or as a
pedagogical tool useful in the composition of dreaded essays or at the
writing up stage of a thesis, rarely is it seen as something that might
be useful in science proper. Over the years variants of logic have
prospered and some are used in animal behaviour studies, an area in
which biorhetorics will be of great use, such as semiotics, pragmatics,
cybernetics, information theory, game theory, cost-benefit analysis
and so on. What however is not so obvious is that in the course of the
development of these variants of logic, rhetoric played a significant
part. Charles Peirce was greatly interested in rhetoric and his con-
ception of semiotics owes a lot to his studies of rhetoric. Indeed, in the
entire history of modem logic one realises that logicians nudged closer
and closer to the territory of rhetoric. This is not surprising because
Aristotle, the father of natural sciences and logic, insisted upon an
intimacy between logic and rhetoric and wanted rhetoric to have the
same rigor. His book on rhetoric represented a “platonic” counter-
attack against the school of Isocrates which was more popular than the
academy and had strongly featured rhetoric in its curriculum. Aristotle
gave rhetoric a firm logical underpinning, and though often he contra-
dicts himself or is unnecessarily repetitive, the basis of a functional
rhetoric can be discovered in his writings.

3.1. Functional rhetoric: Definitions

In the development of a functional rhetoric, those in the humanities,
especially those in the departments of classical rhetoric and speech
composition will question how is it possible to have a non-human
rhetor/audience? Surely rhetoric the art/techne of speech requires that
the rhetor to be a penholding, articulate mammal, and that the
audience be competent to read or listen to the speech and respond in
an intelligent manner. An objection voiced by friend of mine was that
how can one argue with a dog? Wave a bone and say sit down? The
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divide between instinctive and non-instinctive behaviour and between
verbal and non-verbal communication is too great. This however is a
misunderstanding of what biorhetorics is about, |1 do not intend for
scientists to read out Winston Churchill’s speeches to Wister Lab rats.
But this notion of competency and definition of what an audience is,
can be a productive springboard.

3.2. The audience is life

Contemporary definitions of life have moved the goal posts, so much
that one could almost bring in crystals as a life form. As definitions of
life are contingent upon the science or prevailing episteme of the day,
it would seem far better to see life on an evolutionary continuum or
axis. The divide between non-life and the divide between instinctive
and non-instinctive behaviour should also seen on an evolutionary and
experiential axis.

3.3. Rhetorical competency

Let us consider by way of a case study a simple life form a helical
caspid like a filamentous phage the bacteriophage M13 that uses host
cell machinery for replication, in this case the bacteria Escherichia
coli F-pilus. How could we use rhetoric in this case, and how on earth
could one talk of rhetorical competency? The agent in the rhetorical
act uses language to move an audience. The success of the argument
used is dependent upon a shared linguistic and cognitive knowledge
base. Perelman (1982) with an eye to legal persons, requires the
audience to be reasonable and competent people. The efficiency of the
argument increases and decreases according to whether it is under-
stood, or indeed received. It would be rather Monty Pythonesque to sit
in front of a microscope slide with a few thousand M13 as an audience
and expect something to happen. But on the other hand if that
audience were higher up along the evolutionary axis, one might in a
moment of anthropomorphism be persuaded that it is possible to
communicate and argue effectively with a group of dogs or chimpan-
zees: on an emotional rather than a neological level people believe that
they do communicate and sometimes argue with animals. At what
point can we say that an audience is competent, and what are the tests?
We could as has been done already — see analogous rhetorical
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systems in animal communication and discuss competency in terms of
those systems — but this would be different from what I had in mind.
What we can do is create something akin to B. F. Skinner’s room,
Jakob von Uexkill’s room, and in this room we could put different
combinations of rhetors and audiences of higher, middle, and lower
cognitive levels. If we use simple set theory we will then realise that
there are fields of competency and comprehensibility that are
determined by the cognitive base of each party, and that different
percentages of the argument are understood. For example if the rhetor
and audience are from the same class background, use the same
language, are of the same gender, then it will be easier to move that
audience from their current position or course of action to a desired
one. If on the other hand the audience is ltalian and the rhetor is
English there might be problems, only part of the verbal argument
could be understood, and a fair percentage of the nonverbal. Still more
difficult would be an aboriginal audience as their cultural templates
and values are different, but even here, we can say that there are
cardinal emotions that can be read by all members of humanity
(Darwin 1872) and even here we can talk of a degree of rhetorical
competency. We can then move across the species barrier to animals
that are instinct driven, and still we can see that at the stage of
delivery, the tone of the voice and the nonverbal language can be
followed by domestic animals such as cats and dogs. Without being
ridiculous we could descend down this line all the way to the simplest
form of life like the bacteriophage | mentioned above. Each life form
can be said to have a degree of competency, one which would clearly
not satisfy the traditionalist or those hell-bent on language game rules:
Austin would talk of infelicities. Nor would the cognitive and
neuroscientists be pleased at the notion of according lower life forms
the cognitive skills to be able to follow a rhetorical argument.3 But as
with the question of cognition, rhetorical competency can be said to be
dependent upon the level of the rhetor and audience. It is perfectly
acceptable to talk of a continuum of rhetorical competency, just as we
talk of an axis of language evolution, or as Konrad Lorenz does the
phylogenetic ascent of human rituals such as peace pipe smoking from
established habits and rituals in instinctual behaviour (Lorenz 1970:

67, 73, 74).

3 1 would like to have elaborated on the problem of Chomsky’s language
organ or faculty and the nature of the competent rhetor/audience.



762 Stephen Pain

4, Towards a species-specific rhetoric

If we wanted to address the problem of rhetorical competency we
could say the problem lay not in the audience, but in the rhetor, it is up
to the rhetor to understand the kairos and decorum connected with
his/her particular audience. If that audience is a bacteriophage, then he
must understand that organism’s mode or system of communication.
How does a bacteriophage communicate and understand its environ-
ment? How does it move to the E. coli, and is there any communi-
cation between them? Both organisms are on a low level cognitive
plane, but both within their biological parameters are capable of quite
sophisticated modes of inter/intra species communication. They are
aware of their immediate environment, their individual state, able to
recognise their immediate neighbours and cooperate and coordinate,
show altruistic behaviour, locate predators/prey and hosts and commu-
nicate with them (Primio et al. 2000). The bacteriophage through
molecular recognition seeks out its host for attachment at the F-pilus
end. The genes responsible for this and the complex of proteins
involved have been identified (g3p and g6p), since the bacteriophage
has played an important role in genetics and in technologies associated
with it. The M13 has ten essential genes (Cann 2001). There has been
a great deal of work done on the communication systems of the E. coli
too. It has a flagella with a motor and this is linked to the stresses of
stimulation in its environment. Cellular proteins responsible for trans-
duction of chemical signals and coordinate the flagella movement into
a tumbling and nontumbling mode have been identified as CheA,
CheW, CheY, Chez, CheR, and CheB. Once excited by a chemical
attractant the bacteria will respond to the gradient levels of the
chemicals. If it is a rich area then it will move less and go into a pre-
stimulant mode. The chemotaxis is quite a sophisticated system in-
volving three control levels, lateral, motor and metabolic (Grebe,
Stock 1998). Suppose we wish to see how the bacteriophage and its
host might respond to different situations we could simulate the results
using a programme based on biorhetorics. Below | have pared down
classical rhetoric to its bare essentials.

4.1. Rhetoric

Rhetoric can be defined as the art/techne of persuasive eloquent
speech/writing.
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4.2. Rhetorical situation {Kairos)

I have reduced the kairotic situations of legal, political, and ceremo-
nial to the following. Usually before the composition of a speech there
is an apriori situation that can be reduced to the following: audience
04) is at position (¥). The position (¥) can also be a course of action,
i.e.,, (A) is doing (F). Biorhetorics operates in a similar manner to
argumentation theory the movement is from agreed premises to a
conclusion.

4.3. Rhetor

The rhetor or orator is the rhetorical agent. He/she/it uses rhetoric to
persuade (/1) to move from position (¥). The “move” corresponds to
that used in dialectical argumenation and in argumentation theory.

4.4, Audience

The audience is the listener or receiver of the speech. This could be
the audience as an individual, as a group, or as a set of groups. There
is an indirect audience (I) who might also be involved in the rhetorical
situation. For example (/1) is hitting (¥Y) a dog (/).

4.5. Argument

From the above we can create a simple diagram.
(@)_..>(A)====> (¥) or (Z)

The rhetor argues with the audience trying to persuade them to stop
hitting the dog. We can see that in geometrical terms the force of the
argument (X) will be the equal to the force required to move the
audience from position or course of action (¥) to the desirable position
(2). 1t follows that the argument can be measured in the success of a
probable outcome. Since the argument proper is measurable in these
terms, it also follows that topics and the macro/microstructural
elements of rhetoric such as figures and tropes can evaluated similarly.
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4.6. Ethical teleology
Aristotle instituted a good as the teleology of the argument.

(R)-—>(A)====> (Y) or (Z) if (Z) then A equal or greater than A
(benefit)

4.7. Explanation of the terms
R-—> A ====>from Yto Z

R is the rhetor

A is the audience (organism in this case)

Y is the current action or position

Z is the desired or preferable action or position

X is the force (move) of the argument and the distance between Y
and Z

The force of the ethymetic argument runs along an axis that is equal to
the distance between Y and Z, in other words we can create an
equilateral triangle with one of the sides being X. It also follows that
the components of the argument created by the rhetor must be
evaluated according to the successful outcome, divisible by X. So if
for example that in the argument we used a simile, “white as snow”,
that particular simile would be weighted according to a probable
success and in terms of actual success. If we were to use this with
classical rhetoric we would evaluate the various hierarchies and
perhaps use matrices drawn from informatics to display the values of
each hierarchy. A particular branch of oratory would have more
success than another, and it would be possible given the situation
“kairos” to weigh each branch, and indeed sub-division, going down
to the microstructural such as the above simile. Given that the
“language” or systems of communication of the M13 are different
from human and classical rhetoric it is necessary to convert these
hierarchies and their components into symbolic relations. In the case
of the bacteriophage the language or communication system is
chemical. The M13 recognises itself, other bacteriophages, potential
host E. coli through molecular recognition and reception. One could
then identify the chemicals in question and use them as a simple topoi
or database to draw upon. The environment and the genomes of the
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two species involved provide the kairos and decorum. At its simplest
the simile is to do with the following relation:

A has the same degree of something as B.
White is an attribute of snow. It is not snow.
(W/A)S. White is an attribute of A to the power of S.

If we say that her face was white as snow, then (white/face) snow
would be the order of relations. If we could measure the whiteness of
snow according to a spectrometer or colour calibration system, we
could gain, e.g., (white/face) 32888. The M13 and the E. coli would
not relate to whiteness but perhaps the degree or concentration of the
pheromone produced by the other organism and to ones that are either
opposite or similar in composition. We could translate a simple func-
tional biorhetorical argument into their “system” of communication so
as to meet the criteria of rhetoric that the speech be between two
parties of equal or shared cognitive abilities.

4.8. Audience dynamics and boids

As in the case of Chaim Perelman’s seminal work on new rhetoric
(Perelman 1982; 1984), the audience is central to the theory of bio-
rhetorics, and especially its dynamics when we think of animal com-
munication studies and the distribution and decoding of signals and
their systems. Audience dynamics is especially important in biorheto-
rics as there can be a great divergence in the responses ranging from
an individual member of a species, responses of a family, a clan, a
large group, and millions. If we watch the performance of an orator
we will note that he/she picks up on the subtle changes in the
audience’s mood, and will target one member who is more susceptible
or more powerful in the audience. If it is in front of a king, the mood
of the king will have a profound effect on his subjects: if he laughs he
will cause others to do so. The dynamics of large audiences requires
the technology used in flocking so as to anticipate a possible response
in an audience. The boid technology used in the cinema industry but
based on zoological experiments could be part of the programme.
While it is somewhat easier to identify the movement and responses of
mammals and other higher order organisms, it would be difficult to
see how this can be done with minute organisms like the M13. Yet
even here we can say the position and awareness of an individual M13
or cluster of M13s in one position will differ from those further away.
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Distance is an important factor in the dynamics of microorganisms
which require molecular reception to detect each other and their hosts.
Moreover, the composition of an individual M13 can differ in age etc
as well. Given essential information regarding the M13 and its host we
could then run a programme that could simulate responses in many
different situations and with different audience numbers.

4.9. Probability and enthymemetic reasoning
in functional rhetoric

In the development of a biorhetorical argument, one realises that as
Plato and most rhetoricians knew, the argument is grounded in the
probability. If 1 am delivering a speech to an audience of three
hundred and one journalists about the need for greater control over
recycling and follow up, where exactly do those plastic bottles go? |
am not likely to be successful if | use technical language with them
unless they are specialists, but at the same time | must take into
account that among those three hundred and one journalists one or
more is going to be a specialist. Each time | say something | get a
feedback in terms of applause or sounds of approval, disapproval, or
at the end by the nature of questions asked. This would be the initial
feedback, but the actual success could be measured by if the press help
change the minds of the government and public at large, since the
media plays such a profound role in shaping policies. Speechmakers
and those in government have spent millions refining their pr
campaigns and speeches. Every detail is important; witness how
Margaret Thatcher and Hilary Clinton groomed themselves, adopted
different stances, and modified their body language and their voices.
This can be done in a programme that works on probability modelling.
Simulating the stimuli and responses in communication acts, and
rhetorical acts. In animal communication several methods are em-
ployed that use Bayesian probability for an array of modalities (visual,
auditory, chemical, and electric, measuring the pay-off and benefit of
these modalities. | believe that biorhetorics can organise several ap-
proaches at once, structure the simulation so that it will provide
researchers with better models of how an organism reacts to different
sets of situations.

The use of enthymemetic reasoning is dialogical and dynamic,
requiring the organism to supply the missing term, by doing so we can
test the cognition and communication systems of the organism, as well
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as measure the outcome of different interventions. Science by the way
is not descriptive, but interventionist. The scientist who claims to be a
dispassionate observer of phenomena forgets that the act of obser-
vation requires the marshalling and selection of facts.

5. Argumentation theory and biorhetorics

Biorhetorics like Toulmin’s argumentation theory (Toulmin 1958) is
unashamedly cross disciplinarian. But its model differs in many as-
pects from Toulmin’s six-point model that is legalistic in nature, as is
Chaim Perelman’s ‘new rhetoric’.

Toulmin classical rhetoric/biorhetorics

data same (topoi) (part of X)

claim Z conclusion

warrant proofs/figures of reasoning (part of X)
backing arete or nobility of the speaker

in biorhetorics the credentials of the speaker

rebuttal enthymemetic reasoning takes into account of the
audience biorhetorics includes a feedback loop
the force of the argument is changed accordingly

qualifier included in the counter response calibrated
to take into account of success of the argument

The elements of both Toulmin’s and Perelman’s argumentation theo-
ries are the result of focusing on forensic oratory and seeped in quasi
legal notions of self, tests of competency, agency, responsibility, and
are expressly concerned with humans, who have minds, property and a
sense of justice. One might claim the same for other life forms, and
indeed one does uphold rights to self determination, life etc., for a
whole variety of animals, but this is done within human terms, and the
starting point is not at the level of the organism in question, which has
a different instinctual concept of what this or that is. Moreover like
those working in cognition studies, those in argumentation theory
studies are operating from a privileged position even if they have
reduced classical rhetoric to six points or so, they require the rhetor
and audience to be reasonable, and to have a mind, which many life
forms cannot be and do not have. A bacteriophage cannot even be
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allowed through the back door of emotionalism because it simply does
not have emotions and is so small that it cannot mimic human
emotions or moods. Argumentation theory is an attempt at formalising
rhetoric, yet wishes to distinguish itself from formal logic which it
sees as being impersonal and rooted in strict mathematical rules, it has
also sought a path away from Aristotle’s teleology of a good, instead
it nestles uncomfortably between rights derived from jurisprudence
and general ethics. Biorhetorics seeks more rigour, using inferences
and modes of calculation drawn from the life sciences, it uses science
and mathematics, and the good/benefit aimed at is one, which is useful
for the rhetor in changing the audience’s position. The laws of
rhetorical competency are based upon the knowledge of the audience
in question, and do not discriminate in terms of whether it can pass
this or that cognitive test or the “reasonable man” test of law.

6. Conclusion

In the writing up of this paper | have taken time to consider some of
the philosophical ramifications of biorhetorics as a new methodology
and approach. If we consider the simile above “white as snow” and the
“German declarative sentence ‘Der schnee is weiss’™ (Quine 1986: 1)
we can see that the simile has some correspondence to the nature of
the truth predicate in Tarski’s paradigm and its relation to “real snow”,

‘Snow is white’ is true if and only if snow is white (Quine 1986: 12).

The problem of truth and meaning has preoccupied philosophers and
logicians for a long time, it was one that William Ockham dealt with
in the Middle Ages. For our purposes the problem of truth is one that
is connected to the drive to reduce and formulate. If we decide that we
can do away with this proposition or that statement it makes it easier
to apply logic in other fields, and of course greatly benefits computer
operations. Whether truth is in the predicate, the parts or outside the
speech marks seems to be one of those questions that philosophers of
logic love, yet seems easily resolvable by the layman. “Snow is white”
is language and snow is white is reality. But then we come to the
problem of what is reality and is that reality predicated by language
and so forth. Whatever the outcome of looking into the truth of such
statements, it is clear that the relationship of a simile to the *“real
snow” is one of amplification, or extension, and greater than the rela-



Biorhetorics: An introduction to applied rhetoric 769

tionship of a declarative statement to snow. The difference between
logic and rhetoric can be characterised in spatial terms; rhetoric
occupies greater conceptual and perceptual space than logic. From this
we could conclude that logic in its general form is more manageable
than rhetoric. If we apply William Ockham’s razor, the outcome
would be the same. However, if we consider the nature of science
itself and mathematics, and look how problems are solved, we see that
the discovery of the double helix and the solution to Fermat’s Last
theorem were done with the aid of mixed modelling, and if we
visualised these solutions as streets, then the architecture would
higgedly-piggedly and completely heterogeneous. The approach |
have in mind is accommodating; it starts with the questioning element
of a hypothesis, how, what if, etc. The question is the situation or
kairos, which is used as the basis of argumentation modelling. Let us
take malaria. First we can decide upon the audience. Is it to be Man,
the Mosquito, or the Plasmodium? What is the problem? Define the
kairos. Seek out the UmWelt and the environmental and epistemolo-
gical boundaries of the species involved. If we decide upon the plas-
modium then we can draw upon its genome, which has been
completed, and our knowledge of its life cycle, modes of movement
and communication through that life cycle. Here we can decide at
what “age group or stage” we are interested. We can consider the
indirect audience on a cellular level or below to include the gut of the
mosquito and the humans involved. Using the basic biorhetorical
argument we can then construct an argument at the level of classical
rhetoric, one at a higher level comprehensible to ourselves, this is the
working model of argumentation, from this we derive a functional
architecture and translate using symbolic rhetoric the various data
derived from the science of the day, and then create the species spe-
cific rhetoric. The argument can be formulated thus in a sophisticated
manner, one, which could have a human audience in mind. This is like
a draft or model. Then onto the functional which is strictly mathemati-
cal in nature and programmable. Each of the terms and components of
the argument would be weighted according to the responses or results
of the research. As stated above one could using data from the plas-
modium and other species run a simulation of the probable outcomes
and responses given this or that stimuli. Biorhetorics represents a
comprehensive methodology that is firmly based on strict rational
approaches, but allows for the variables within each organism’s Um-
welt whether they be human or bacteria.
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Biorhetorics is a tripartite rhetoric derived from classical rhetoric,
beginning with functional rhetoric and it moves onto symbolic
rhetoric, and finally arrives at a species-specific rhetoric. It does not
represent a closed door. It is a project. The above rather than a defini-
tive introduction should be seen as an approach. As can be seen by the
process of refining the terms, definitions and scope of biorhetorics, it
is interdisciplinarian. The applications of biorhetorics are innumer-
able. One can see it used in conflict of interest situations, such as the
encroachment of land, either by man, or say the polar bear. One can
use it in situations where anthropomorphism is evident, as in bear
ceremonialism or the daily exchanges between humans and domestic
pets and in animal behaviour studies, especially communication. For
the development of new Al models. In medicine in combating
diseases. In genetics, if we move the goalposts to allow for proto-life
structures, we can see the issues and problems at the molecular level.
As | stated before, biorhetorics is not rhetoric/s of biology, it should
stand on its own, and take its place alongside biosemiotics, bioinfor-
matics and cybernetics.
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BrvopuTopuKa: BBeieHWE B MPUKIAAHYIO PUTOPUKY

CTtaTbsa npeacTaBnseT coboii BBefeHWNE K HOBOM OTpac/n Hayku — 6uoputo-
puke. BuopuTopuka sBAseTCS MPUKNagHON ¢opmoii pUTOPUKKM, KoTopas
o6pas3oBanacb M3 KAAaCCMUYECKOM PUTOPUKWK, Mpexpae BCero — apucroTte-
NeBCKOW. ABTOpP UAAKCTPUPYET aTanbl pasBUTUSA, HeO6X04MMble ANS BO3HUK-
HOBEHMS PUTOPUKK cneuunduyekoro suga: (1) cdopmanusayms pUTOPUKK C
o6pasoBaHNeM (PYHKLMOHANbHOW PUTOPUKK; 3aTeM (2) pegyLupoBaHue 3Toro
K CUMBO/IMYECKO PUTOPUKE, KOTOPYD MOXHO WMCMOMb30BaTb BMeCcTe C faH-
HbIMK, cobpaHHbIMM 06 Umwelt (a TakXXe 0 FreHOMe) opraHu3Ma, 4Tobbl pas-
pabotaTtb (3) puTOpMKY creumgpuyeckoro suga. B xope guckyccmum o npu-
poae 6MOPUTOPUKKN aBTOP OT/IMYAET €e OT TEOPUM aprymeHTauum u ot puUTo-
puKK 6uonorun, nonarasi, 4YTo 6MopuUTOpUKa A0MKHA CTOATb B OfHOM pPsify C
TaKMMMK oTpacnssMy HayKu Kak 6MoceMnoTUKa, Teopus UHGpopMaLum, Teopus

urp n ap.

Bioretoorika: Sissejuhatus rakenduslikku retoorikasse

Artikkel on sissejuhatuseks uuele valdkonnale — bioretoorikale. Bioretoorika
on rakenduslik vorm retoorikale, mis kujunes valja klassikalisest, eelkdige
Aristotelese retoorikast. Illustreeritakse uurimistéd etappe, mis on vajalikud
liigispetsiifilise retoorika loomiseks: (1) retoorika formaliseerimine, luues
sellega funktsionaalse retoorika; (2) viimase redutseerimine simboliliseks
retoorikaks, mida saaks kasutada koos organismi omailma (ja samuti genoo-
mi) kohta kogutud andmetega, et valja tédtada (3) liigispetsiifiline retoorika.
Artiklis tuuakse naiteid hiljutistest uuringutest bakterite ja viiruste kommu-
nikatsiooni vallast, et demonstreerida bioretoorika véimalusi. Arutledes biore-
toorika olemuse Ule, eristab autor seda véiteteooriast ja bioloogia retoorikast,
ning paigutab bioretoorika kdrvu selliste eluteaduse aladega nagu biosemioo-
tika, informatsiooniteooria, ménguteooria, jt.
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Copenhagen, Tartu, world:
Gatherings in biosemiotics 2002

What is studying life cannot be placeless. The international annual meetings
in biosemiotics, as an initiative of the Tartu and Copenhagen biosemiotic
groups, started with the first Gatherings held in May 24-27, 2001, in
Copenhagen,land followed by the second Gatherings in June 14-17, 2002, in
Tartu. After a decade of numerous biosemiotic sessions under the cover of
various bigger meetings either in semiotics or biology, this independent series
of symposia intends to be a regular framework for discussions and scholarly
exchange of ideas and views in semiotic biology.

The aim of the Gatherings in Biosemiotics is quite ambitious — to work
for formation of the biology that would use as a basic approach the methods
of semiotics. The importance of this project comes from the understanding
that the inclusion of the problems of organic sign processes, including that of
the origin of sign, as well as the analysis of meaningful communication in
living systems into life science, will require a more general methodology than
that of, e.g., biophysics. Thus it can be seen as a paradigm in theoretical
biology. Even more — it is a developing of theoretical framework for both
semiotics and biology.

The meeting of 2002 included three days of intensive talks and creative
discussions in Tartu, a visit to Karl Ernst von Baer House, a session in Puhtu
Biological Station (the place of work of Jakob von UexKkiill in 1930s), brief
walkings on an Estonian wooded meadow and on a raised bog, and the final
session in Tallinn Zoo. There were about 40 participants from 15 countries
(Kotov, Kull 2002).

The papers were presented by Jesper Hoffmeyer (why the genome is so
small), Marcello Barbieri (organic codes2), Anton Marko§ (adressee of the
genetic text), Stefan Artmann (Jacobian biopragmatics), Frederik Stjemfelt
(the core hypotheses of biosemiotics3), Kalevi Kull (biosemiosis and
intentionality), Wolfgang Hofkirchner (differentia specifica of biosemiosis
and a theory of evolutionary systems), Yagmur Denizhan (semiotics and
metasystem transition theory), John Collier (information expression and
cohesive levels), Claus Emmeche (biosemiotics and experiential biology),

1A report on the First Gathering see Emmeche 2001. A collection of papers of the
event has been published in Sign Systems Studies vol. 30(1), 2002.

2 See his paper in the current issue.

3 See his paper in Sign Systems Studies 30(1): 337-345.
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Tom Ziemke (affordance vs. functional tone: a comparison of Gibson’s and
Uexkll's theories), Donald Favareau (collapsing the wave function of
meaning: the contextualizing resources of talk-in-interaction), Toshiyuki
Nakajima (construction of umwelt to control probabilities of events in living),
Tommi Vehkavaara (an outline of basic semiotic concepts for bio- and
robosemiotics and the emergence of umwelt), Andres Luure (the role of
relations in semiotics), Sergey Chebanov (bilateral biosemiotics: a problem of
sense on a super-triplet level), Elisabeth Johansson (biosemiotic perspectives
in gasflux models), Edwina Taborsky (a pansemiotic architecture), SOren
Brier (the third culture), Luis Bruni (the global phenotype), Alexander Sedov
(part-whole interactions), Myrdene Anderson (neoteny and its role in taming
and domestication), Mette B6ll (evolution of empathy), Dominique Lestel (on
the expression of negation among animals), Gottfried Suessenbacher
(mythology and evolutionary psychology), Aleksei Turovski (semiometa-
bolism of animal associations), Timo Maran (mimicry and mimesis in the bio-
semiosphere), Mark Vian (biotic integrity, ecosystemic archetypes, and the
boundary of self), Morten Tonnessen (umwelt ethics), Tiberiu Mustata (the
semiotic substance of homeopathy), Sune FrOlund (teleology and the natural
history of signification in Hans Jonas), Torsten Riting (on Jakob von Uexkdall
archive), and others.

The final session in Tallinn Zoo included an excursion guided by an
Estonian zoosemiotician Aleksei Turovski, who described the zoo as a field
of reestablishing semiotic boundaries.

The additional information about the event, and information about the
past and coming meetings in biosemiotics is available at the web site of the
Gatherings in Biosemiotics.4 The Gatherings in Biosemiotics 3 will take place
in Copenhagen, in July 11-14, 2003. The Fourth Gatherings will be held in
Prague, 2004.

In 2002, there have taken place several other biosemiotic meetings too, in
addition to the annual gatherings. Among these, let me mention just two.

In May 16-17, 2002, a meeting “Biosemiotik: Praktische Anwendung und
Konsequenzen fir die Einzeldisziplinen” took place in Jena, in Emst-
Haeckel-Hause, as organised by Joachim Schult and his colleagues. The
papers were given by K. Kull, J. Schult, M. Schmitt, S. Bradler, J. Hoffmeyer,
A. Furlinger, S. Thiessen, M. Kunert, A. Roepstorff, and S. Artmann.

In June 29-30, 2002, a workshop “Zoosemiotics: from Clever Hans to
Kanzi in memory of Tom Sebeok (1920-2001)” took place in San Marino,
organised by the International Center for Semiotic and Cognitive Studies as
headed by Patricia Violi. The contributors included U. Eco, S. Savage-
Rumbaugh, S. Gozzano, F. Cimatti, and K. Kull).

The context of all these meetings, of course, is influenced by the recent
publications. Thus, few words about biosemiotic publications in 2002.

4 At http:// www.zbi.ee/~uexkull/biosemiotics/.
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First, a new edition of M. Barbieri’s Organic Codes (1st, in Italian, 2000;
2nd, in English, 2001) has appeared (Barbieri 2003), and an English edition
°f A. Marko§’ book on hermeneutics of living (Czech edition in 2000, by
Vesmir, Prague) has been published (Marko$ 2002). Neither of them carry the
term ‘biosemiotics’ in title, however, both books are a remarkable contribu-
tion to semiotic biology. Also, D. Martinelli’s dissertation (Martinelli 2002)
has made an interesting attempt to find further internal connections between
zoology and music, in a zoosemiotic context.

The collection of papers from the first Gatherings has been published in
volume 30(1) of the journal Sign Systems Studies. In addition to these, among
many others, it’s worthwhile to mention D. Lestel’s (2002) recent paper.

Also, a booklet by Emmeche et al. (2002) needs mentioning. Intended as
a Festschrift for a Danish biosemiotician Jesper Hoffmeyer, this book pro-
vides also a brief introduction to semiotic biology as approached by Tartu-
Copenhagen group in the field. In the chapter A biosemiotic building: 13
theses, the authors formulate the biosemiotic approach in the form of 13 brief
statements. The book includes a glossary of terms and the list of Hoffmeyer’s
publications.

2002 has been the first year without T. A. Sebeok. Among the thoughts
influenced by him and outspoken in the Gatherings of Biosemiotics in 2002,
has been this definition — biosemiotics is a biology of sympathy.
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