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JAN KORDYS 

THE GAZE OF MEDUSA 

From rhc moment of our binh we are defined by gazes. W'<: are 
entangled by them - we gaze at others, rhey gaze at us. In the public 
~pace r~rhe free market of casual gazing," as Peter Sloterdijk puts it) 

casting a glance and Aeeringly being seen do not superimpose, they 
do not threaten our subjective autonomy. There, glances pass each 

other, sometime.\ rhey cross. Bm acquaintance or ocher interpreta­

ble clements do not explain their prolonged meeting; while a Aeer­
ing mes~age la smile, for instance) may materialize, rhis moment 
of intimacy will be concurrent with a fundamental foreignness. 
The state of an intenubjecrive "short circuit" (and not a crossing of 
the border between 'foreignness' and 'familiariry') lam a second; 
presently. we turn our heads away and rca\sume our previous role,. 
W'irhout rhc,e boundaries - which arc as neces\ary as the border 
between the world of the li\'ingand the world of rhe dead - a ,;ocial 

world could nor ha\'e come into being. \Virhin it, we can fulfill both 

ourde\irc to be with others (inrimacyl and our need to be \eparate 

from rhcm.
1 
Sometime\ the di,tance i, effaced. The gaze pierce, the 

F. Fl.ihauh. fa•r,ifau. ll11Mrmdr i-u,1gr , Pinn, P.iris 1989. p. 103. 
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invis1bk hiilo (of not seeing, ofbeingumccn), it progrc<,ses coward, 
us, creating a Muni<1uc intcrsubjecti\'c sratc" (Slorcrdijk), so rh,H we_ 

distinguish ourn:lvcs within it. \X1e discover ourselves in rhc eyes o! 
mhcrs, who are transformed inro our "mirrors." Subjected to the 

gaze. we arc no longer 111 command of ourselves, our faces merge 
in an Mintimatc bipol.1r uni,·cr'>C.~ Reflection co(i)nsrirmcs identity. 

Our very sense of existence is assod,ued with rhc face and with the 
cxclungc of gaze\.- It i\ the opric.1\ ver:.ion of the requirement of 
complementarity (of being complemented by others}. \"Vhile we 
our".:h-es arc rhc crearors of our image, the only way we c.10 per­
cci,·c it is through rhc imprc,sion it m,1kcs; feedback is C\\ent i,11. 

Frarn;ois Hahault note\ that the sr.uemem 'I exist in the gaze that 
another c;i.,ts on my face' can be rever~cd: 'I exbt in the face dut 

another offers to my g.12e.'~ 
It i.s the face that reveah a human being':!, {emotional. inrcllec­

rnal) activity in the fullest cxrcnr, therefore it has to be proces\ed 
,read) by the g,ize with particular care. It is here that both the 
.strength and the fragility of the face spring from. lhe strength is 

associated with rhe fact that the f.tce bears a meronymic relation 
to the re\t; equivalcnr to the person, it yields his or her image. lhe 
fragility of the image, its ~u,ceptibility ro the .slightest defect, is a 

con..,equcnce of the standards being set thus high. An injury to rhe 
finger doc, nor disqualify the hand, yer a wound or even the slighr­

c\t <frformation of the face :tffecrs the whole. No other body p:trt 
di..,play'> such profound connections between the clements that 
cOO\tittHC ic.➔ ·n1e face a, 'facialiry' (visagtite) 5 would appear to 

Ibid. p. 12-l ➔ i P. Slotml11k, Rul/rJ. Spbbes, ,\licrospbtrologie. Tome 
I. P.mvert ·Fayard, Pari\ 2002, p. l S·i-156, 218. 

F. Flahault. J.;uei1j11e ... , op. cit., p. 60. 
Ibid., p. 54-;6, I '.\0. 
It wa, Gille\ Ddcuzc ;ind Fdix Guatnri (Mille Plaum,x Minuit 

Pari\ 1980; A tbum,1111I platm11s, tr.m~l. 8. Ma\,umi ) who co,ined thi; 

~~rm. untraml_ata~lc into ~oli~h (_though there is the adicnivc tuwrwu-y 
f,m,ll. bcconung ); ~cc P. Slorcrd1Jk, Builes .... op. cit., p. 178-179. A late 
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be even more thoroughly inrcrtwined with and1ropogcnc,i, chan 
brain dcvdopmenr or hand a<;ymrncrry. Ir represents rhc pnmor­
di,tl revelation of bodily indh·idualism and expression, the echo of 

emotion. An examinarion of the descriptions of fad:tl cxpre\,ion 
given by crhologists (srarting with D.i.rwin's 1he E.\pre:>Jion (!/the 
Emotions in 1\filn and Anim,zls, 1872) reveal,; rhat the form emo­
tions rake in apes is situated somewhere halfway coward, human 

focialiry. Like in us, in apes the recognition of ocher individu,1ls is 
grounded in facial features, but only humam consider rhc face to 

be their very own un ique attribute: an inalicn,tblc po~'>c,,ion, the 

home of inrentions and desires, the source of language, the area 
where the visible i~ offered to mhc:rs, in a rc:<,ponsc: to the: call of 
the: gaze. \v'hcn the face becomes independent from animal form 
(in a procc:ss motivated by both biology and culture:), a transitional 
zone is creatc:d, "a chink of Being in the face" (Sloterdijk), an open­
ing ro the: other, effected in a common space - chm, the hisrory of 
Being can be described as (also) a carnal evem. Turning one's own 
face toward another is an act of choice, but furthermore - a forg ing 
of one's identity: facc:s beget one another. In the process of anthro­
pogenesis and sociogenesis they gradually establish one anorhe r in 
mutual conremplacion, in rhe light beaming from the epiphany of 
rheir meeting (Levinas)6• 

It is imposs ible to consider the face without giving mention 
ro the: mean ings ascribed to the eyes (to the beholder, the face is 
"preeminently expression," it becomes a word, a radiant sign - "as 
eyes that look ar you," writes Levinas). \Xie pay special attention to 
them, we perceive their slightest motion, we notice a 2 mm move­
ment from the distance of I m. A~ a manifestation of conscious 
activity, they bring che subject forward, they reveal the subject\ re­
lation to things and people, linking directed movement (attention) 

- ----------------
re~ult of the process of rhe elevation of the fate to representation is the Jrt 

of rhcponrai1 
' lbid., p. 159, 188-189. 
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with rhc visible world. \\lhen we say chat "rhe eyes are the mirror of 
the soul; or "the secret bond between us and the inner life of the 
other,~ we presurne char the exchange of gazes i<:i linked with mentJ.1 
sratcs and rheir modes of imcrpretation: when tracking someone\ 
gaze, we enter, a\ it were, che realm of chat person's choughc. 

The journey of homo sapims towards facialiry had already be• 
gun in prehisrory and che partic ipation of the individual in the fac­
es of others was part of a "domain char did not allow rcpresenrnrion 
[of faces] and did not require ic."8 In early civilizations, the gale 
of the ocher created a frame of reference that made self-perception 
possible: rhe face belonged to the group. The nexm of gaze and 
countergaze is written into the face; and in rnrn, the face, offered to 

another, secs itself in rhc ocher's cyes.9 For Slote rdijk, the problem 
of the face as "ID~ (sign co be recognized by) acquired significance 
only by the beginnings of (European and Asian) Antiquity, when 
communities consisting of familially unrelated and unacquainted 

F. Fbhault, fau a fm ... , op. cir., p. 1 5. ""'3. When Dupin 'reads' 
the thoughts of his friend (at the beginning of Tbe 1\farders In the Rue 
,\1orgue). a sequence of gazes comritutcs the 'text.' In The Purloi,ud Leiter 
gazes arc the structu ral matrix of the text (sec \Xl"inccnry Grajcwski's 
cxtnordinary analysis of Poe's story: W. Grajewski jak czytat utu•o,y 
fab11/,1rnd KAW, Warszawa I 980, p. 29-50). 
8 P. Slormlijk, Bulin ... , op. cir., p. 180- 182. In Upper Palcolirhic 
cave painting human figures arc rare :ind figurine heads do not comain 
any detail (A. Leroi-Gourhan, Le gesu el la parole II : L,1 mbnoire 1:1 les 
ry1hmes, Albin Michel, P;i.ris 1965, p. 227). Flahauh (Fau.i face .. ., op. cir., 
p. 141-142) describes tbe La ~farche cave (Lussac-lcs-Chiircaux , Poirou; 
Inc P.i.lcolithic ~hgdalcnian culture. with its more than 60 faces etched 
in profile. 

P. Slotcrdijk, B11//n .. , op. cit .. p. _211. The mumal shedding of light 
between faces, the mutu.1! forging of identities arc clements of a sec of 
inn.nc imcm,bjcctivit,· patterns pufccdy observable already in the 
mrcr_acr1om_berwccn a mother and her newborn chi ld, for whom Kthc 
face 1s the mpplc of the visible- (F. Flahaulr, Fau,ifiue ... op cir p 92-
~ ID~ ..•. 
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indi\'iduah began to develop new <:ogniri\·c -oricnr.uions in a new 
social ,md culrural reality. Life demanded a reading of the face that 

would seek om analogic, between (a pos~iblc) kinship ,rnd indi­
vidual features; curio,iry is linked wirh .1 neces,;ity to identify. The 

indi\·idualizarion of the face is al,o dependent on a transformation 

of ~ubjccti,·c \pace, a rramformadon as,ocioucd wirh rhe ide.1 of au­

tonomy. The mbjecc comrruccs an external point of view, and rhus 
hcor ,he can observe him or henelffrom wirhour (can become ~an 
inner witness ofhisor her own life"). 10 

Greece has bequeathed us exception.ti ~ymbolic material con­
nected wich these kinds of vi\ua.1-cogniri,·ecaregorie~ ('see,''be seen,' 
'recognize oneself' in the ocher) - categories a, viral a\ breathing, 
categories that shape the ,ocial Structure and the forms of human 

interaction. The word prosOpon means 'rhar which appear\ ro rhe 
eyes, which offers itself to rhe gaze,' 'figure,' 'person,' but most of all: 
'rhe face,' offered to other\ as a sort of\eal,' an idemiry-confirming 

sign. The individual exists in the gaze of other members of a com­
munity who arc his or her equal, and ,uc similar to him or her. All 
rhc planes of realit)', and all the acts wherein these planes are ap­
prehended, are regulated by a unity of seeing and being seen, b) 
rhe superposition of the rays senr by rhe eye and those emanated 

by the object (the gaze is nor only linked with a desire to possess, 
it is also an emission). Seeing becomes equi\'alenr to the gaze. it is 

a sort of diHancc touch; the subject and object complement each 
other, apprehension is linked with it, result, and this renders rhc 

physical-mental opposition void. 11 Rcciprocaliry is the soun:e of 

sdf-knowledge (I sec myself in the eyes of my t·is-,i-l'is, my l'is-11-
t•is - in mine). the eye, of another pef\on arc rhc miniature mirror 
in which I pcrcei\·c mpelf. Plinr, in hi, ,\~1110,zl 1/iuor_}' (book X I, 

chapter 55) call\ the eye, a perfect mirror that 1s capable of rcAecr-

lbid .• p. 220. 
1 

J.-P. \'crnant, £11tronytheet po!tt11111, Scuil, P.ui, 1996. p. 91. 221-
222. 
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ing in the pupil the image of a human bemg in it\ entirety." Plaro 
is the first to reflect on the space between faces as a realuy w1rh 
its own specific rules. Thac space is nor an emptiness or a neutral 
middle ground. Surfaces of faces coopcrare in it in such J. way that 
they open up to the ocher in their own bdng-a-focc. In rhc dialogue 
First Alcibi,,de;, Socrates asks chis question: "Let u,; then comidcr, 
by looking to what of things existing we can sec both it and our• 
selves?" His interlocutor answers without hesitation: "It i\ nidcnt, 

Socnncs, (by looking at) mirrors, and ocher things of the like kind." 
\Ve can see in chem our face, otherwise unperccivablc, and eyes 
peering at us. In a face-to-face relation, the 'mirror' of the pupil is 
chc surface that reflects our gaze: 

Soc. You have observed then, that the face of him, who looks 
at the eye of another, appears visible to himself in the eye-sight of 
the person opposite to him, as in a mirror, which we call rhe pupil, 
being the image of rhc person, who looks in it. 

Ale. You say what is true. 

Soc. The eye therefore beholding an eye, and looking ar rhar, 
which is the best part of itself, with which it sees, may thus sec it­
self?[ ... ] the soul likewise, ifit would know irsclf, must look at soul, 
and especially at that place of the soul where wisdom, rhe virtue of 
rhe soul, is inherent, and to that other thing, to which it happens 
to be likc?'3 

\Ve discover (ourselves) by looking at the eyes opposite to us; 
we discover (our own) soul in the crossing of gazes and in dialogue. 
The eye sends a ray which is reRecred in rhe pupil of the vis-,i-vis 
and then returns to its source, and rhc soul gets co know itself by 
observing a cognate being that remains ourside of it. Since in rhe 

F. Fb.hJ.ult, fau,if.ru ... , op. cit. p. 124. 
11 

Pla10, First Alcibiades, transl. by G. Burges, in : 7lu u·orksof Pin.to, vol. 
I\'. London: HcnryG. Bohn 1851, p. 365-366. 



g,1ze rhe acri\·iry of perceprion i,; rransfCrrcd ro anotlu:r person, the 
sub;ccr cannor grasp irsclf \\'ithin ir,clf- like: rhe eye, ,,·hic.:h c.:.mnor 

see it,;c.:lf when it din:crs ir, rays ourward. lnrrospec.:rion is impos• 

sible, knowledge i, acquired from rhc perspective of anothn be­

ing, anorher soul. M,1n, then, perceive, himself as pure imdlccr ,l 

reAcc.:rion is free of all th,1t is bodily, ,icudcnral, externa/. 1~ Bur docs 

rhat model pertain only co Greek culture? Don'rwcenc.:ounrer ir in 
Hegel\ Plm,ommolo,(.},, a,; read by Jean Hyppolite? The drama of 

the subjec.:c\ sclf-c.:omc.:iousnes~ is a system of mirron (H~·ppolite al­

ludes ro Lican and his "mirrorH,1gc"): ,elf-con~ciourness requires a 

doubling, rhe ego can only e.xi,;c imofar a~ it percch·c!i ic~clf wirhin 
rhc self-consc.:iomness of anorhcr (Hegel writes of a "dupli1.:,1tcd 
sclf-consciournes, "). "Self-cons<.:iou,nc,s [ ... ] find!i itself as an other 
being~ ltran.sl. J.B. Baillie}; it makes no sense rospcak of ,ln ego our 

!iidc of rhc relation between two comciousne!i~cs char nor only gaze 
ar each other, bur ~ee each other gazing at each other. In order for 

mc ro recognize the ocher as an ~r I need to \Ce theorher perform• 

ing in relation to me what I can ,cc char I ,un performing in rdation 
to him or her. An inrerpby of rc:Acctiom is rims the fundamen 

tal comcituting experience of self-cons1.:iousnes3; bur even though 
c.:omciousnes~ is born and truth is revealed in th,1r inrersubjeccivc 
relation, being a \ubjccr ,1/so me,rns confronting image, of wh,1r i, 

tot.ill~· foreign (the power of dcHruc:rion, aggression, dcarh): .. the 

e~-.cnce of man is madne\S, rhar i~: bC!ing one,e/f in the other, being 
onc,elf through char very altcrity". 1S 

1 
J-P. \'emanc.Entre . .. op. cir.,p. 215-216, ·tl-1 •115. DeKrihing the 

binh of lhe concept of the ,;ubicct, the ;imhor c.:itc\ JJcque\ Brun~hvig 
who ddine~ the Greek 'paradoxical cogm,' thLh: « I Jm where I 'l(:C' 

rny\elf. • "' I am rhac pro1ection ofrhcegowhii.:h I \Cc,» as well as Bernard 
Grnechursen: .. sdf-comciousness is the grJspmg wirhin one~lf of a 
ceruin lu, but not quite an Iyer .» (quoted b)·J. P. Vern.me. Li,idlt',du, 
/., morr. L:1mum: Soi-mime n /;m,re en Ciriu ,muenne, GJIJimard, Pari, 
1989. p. 22·t-22S, 22""). 

). Hyppolite, Ftgum de /,1 pemie phdosoph1q11e I, PL,'F, Paris 1971, 
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Greek anthropology fusi:S seeing and life; the loss of life i~ the 
loss of sight and of the arcribure of being visible, it is a departure 
to rhe kingdom of Darkness where man becomes a nameless, face• 
less shadow. Therefore, rhe elernenrs of the 'see-be seen' opposition 
show up in various configurations; the ideal model presumes a (re)­
cognition through a crossing of gazes, which allows one to reach 
the light of uurh beyond rhe world of appearances - even though 
knowledge may also be connected wirh not seeing.16 Mythology 
conveys an image of the exchange of gazes conceived as a field of 
tension, conAicr, carastrophe. The (self-)reAexive relation of the 
myrh of Narcissus (who does nor recognize himself in his reAec­
tion, does nor understand that he is looking at his own face. And if 
he is not identical ro himself, he cannot love someone who is truly 
different) 17 and the annihilating gaze of the Gorgon Medusa are 
both lethal. For the gaze can never be completely tamed. It is (a!so) 
a lustful wandering, unpredictable and fearsome; I cannot grasp 

p. 218-222; Tessence de l'honune c'est d'C:tre fou, c'est-it•dire d'tue soi 
clans l'amre, C:tre soi par cerre akCritC meme" (s. 222); see also P. Legendre, 
Le Point jixe. Nouve!les conferences, Fayard, Paris 2010, p. 52. 
16 The breaking of social bonds - as a condition for acquiring 
k.nowlc:dgc: - has dramatic consequences. TI1e price that wise men have ro 
pay for thc: gift of opening up rc:alms closed to others is the loss of sight, 
« blind to light, they see the invisible » {J.·P. Vernanr, Mythe et pensie 
chez les Crees. Etudes de psychologie historique I., Franr;ois Maspero, Paris 
1980, p. 82; idem, Mytheet pensiechez !es Crees ... IL, p. 107-109). 
1
~ F. Flahault, FAce t1 face ... , op. cit. p. J 68. According to Slomdijk 
(Builes ... , op. cit, p. 217), the myth of Narcissus should not be treated as 
an early trace of man's nawral relation with his reflection, but rather as 
an allusion to the disturbing and uncanny character of the phenomenon, 
formulated there in the terms of a fledgling reflection about rhe face. The 
version passed down by Ovid comes from a time when « the face•aS• 
s~1bject and the face•aS·object were being linked in a new way. » Denis 
~nocpfler reconstructs che origins of che myth of Narcissus: Denis 
Knoepfler. L.1 Pame de NAn:isse. Un hiros myrhique enmcini dtlns le sol et 
d,m.1 l'lm101re d'rml! ate grecque, OdileJacob, Paris 20 IO. 
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it within any rcl,nion, It undermines the foundations of the world 

(my world)
1 

• If someone (persistently) gazes at me, this does not 
onlycomtiture a riddle - it situates me in the position of a (lonely) 
victim. ll1cn, rhe ga.:e is not gi\"en as speech/an appeal, it rums 
imo an act of aggression: captive, I Sr.ind in the face of a power 
th.u wants to annihilate me. The experience we gain in the wvisual 
~,hool of terror~ (Sloterdijk) provides us with instruments that en­

able an ,1Himilation of rhe foreign, and wich rules of defense against 
the levil} gaze: I put on a shield (mask) for prorecrion against char 
which deforms and negates the face. l11e mask becomes a meam of 
defense in a war of gazes. 19 

Ii A H · H11crnT)T 
11 38 «1R,· r.• , l 

E n s J] :i o i k K ,, 

\\(' are inAuenced by rhe face of the ocher - it impires our ,ld­
mirarion, sometimes it fill\ us wirh fear; it is also a boundary. And 
not juH between whar is within and without the body. The surface 
of the skin insulates and \eparatcs as well, but rhe face docs it in a 

far more meaningful way (an intact body without a face may be 
taken for someone ehe's).~1

' Not only do we identify eye movement 
with life, we also amomatically include ir in the domain of the face 
pm,on). Eye movement communicates rhe uncountable modu­

lations that we follow in order to grasp the relation berwecn the 

• F. FLihaulc, fau ti fau .. , op. cit. p. IS, 104 105. The belie( in the 
e,·il eye i\ well known to emographen and folklori\tS it is mentioned in 

a Sumc-rian text from 3 or 4 rhommd years BC. .rnd in St. Augustine). 
According to Flahaulr (p. 82-8'¼, 8'.'), it is linked ,,·1th the belie( that 

wh.1te,·er approaches perfection must be protected .. like the pupil o( 

rour eye. » llie evil gaze is the effect of a paradoxical as\ociatiOn'. the 

cmprine,\ that pull~ rhe ob1ecr toward itself and the emirnon directed 
tow.1rdsir. 

" P. Sloterdijk, Ru/In .. , op. cir., p. 20S 

F. Flahaulr, fau ,if.lee ... , op. cit., p. 66-67 
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whole and the details rhat express it. \Vhen someone looks at us, 
we associate chat gaze with intentions {which should be assessed), 

expectations, wishes (which should be fulfilled). The pupils are a 
condensed 'negative image' of rhe person observed. Children {or 

enamoured grown-ups) are fascinated with finding themselves in 
the gaze of rheir vis-ti-vis - when faces come close to one another 
and gazes arc united. We rhen perceive our own image - as in a 
mirror - in rhe eye of rhe orher person, in rhc dark spot of the pu­
pil. We behold ourselves seen by another person and at the same 

time we see in rheir pupil rhe image chat they sec. Seeing oneself 
converges with the abyss of the ocher's gaze.21 In many bnguages, 
this phenomenon {the image of rhe miniature person perceived in 
rhe 'mirror' of the pupil of the eye) is referred to when describ­
ing that which is little ('a child') or unique: in the Twi language of 
Ghana ani-wa 'child eye· denotes 'one eye' as opposed ro a pair of 
eyes conceived as a whole . Ani-wa has a formal counterpart in the 
Chinese complex character 'pupil of the eye; or 'ro be reflected in 

rhe eyes {of another person); which combines two characters: 'eye' 
and 'child.' \'{le can find a slmilir conjunction in the Japanese word 
meaning 'pupil of the eye; in Egyptian (hwnr imj.l ir.t 'pupil of rhe 
eye = lirdc girl in the eye'), Latin (pupil/a 'little girl, pupil of the 
eye'; cf. modern European languages: Iralian pupil/a, Spanish pupi­
la, French and German pupiffe), Classical Hebrew (iyfon 'little man 
> pupil of the eye'), Old Indian kaninaka ('boy, pupil of rhe eye'), 

11 
A configuration found in Flemish painting might be a transposition 

of this experience: a spherical mirror in which one can discern the figure 
of the painter (ibid., p. 125). We can find a slightly grotesque description 
o'. such a sicuation in Flaubert: "Seen rhus closely, he r eyes looked to 
lmn enlarged, especially when, on waking up, she opened and shut them 
rapidly m:tn>: times._[ ... ] His own eyes lost themselves in these depths; he 
saw himself m mirn:irnre down to the shoulders, with his handkerchief 
round his head and the top of his shirr open." (G. Flaubert, Madame 
:;).ary, transl. E. Marx-Aveling, New York: Simon and Schuster 2007, p. 
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kaninakti ('linle girl, pupil of rhc eye').22 Classical Greek preserm 

a similar case. The image on the fun du~ of rhe eye (eidolon) was as• 

sociated with a female figure, and the pupil, the mosr beautiful part 

of the eye, was denored by the word kori, 'lirde girl.'Ll In preserved 
pottery, we arc presented nor only with a mask of the Gorgon Me­

dusa surrounded by enormous eyes (which protect from sickness), 

but on one of the vases we can also find rhe image of rhe Gorgon 

in rhe \'ery center of an eye, where it rakes rhc place of the pupil = 
'alitrlegirL'N 

An expressionless gaze, on the other hand, denotes silence - ,1 

wairing for words. \~hen the other thrusts us into cm pry duration, 

we pcrcci\'C his or her \'Cry existence as pressure. Captivated by the 
other's silent presence, terrified, we become victims of nothingness. 

Flahault writes that no other object of rhc visible world represents 
Nothingness aiming at rhe Being opposite to it better rhan the 

blackness of rhe pupil. He quotes Hegel Uenaer Re,zfphilo1ophie, 
1805-1806) who, comparing man to night or nothingness, adds: 
.. In phanrasmagorias, when night is around us, rhcre suddenly ap• 

pear and disappear just as quickly - a bloody head here, a white 
figure there. One can sec: such a night when looking someone: 1n rhc: 
eye: - one can sec a night rhar becomes terrifying, the night of the 
world coming down on you~2s 

The reciprocaliry of seeing and being seen is possible only in 

ii V. V. ivanovSm111mfrhe1ka1akategoriia malow-11el1Chmy11nekotorykh 

iazykakh Aftiki I t1pologiclmku paml!eli w dmg,kh iazykakh mirt1, in: 
Problnny a.fr,kamkogo ilf:tykowaniia. 1ipologi1a, kompamtiviuikt1, 
opi1anieiazykov, rc:d. N. V. Okhotin;i,, B. A. Uspienskii, •Niuka~ Moskva 
1972, p. 85-86. 
1

' F. Fromisi-Ducroux,J.·P. Vcrnam, Dam lll'il d11 miroir, OdileJJcob, 
Puis 1997,p. 66. 

zi J.·P. Vcrnanr, F. Frontisi-Oucroux, l-ig11re1 du maupu m Griu 
anamne, w: J.-P. Vcrn:mt, P. Vidal-Naquc:t, La Griu ancienne 3. Rua dt 
p.11sagte1 trangrmiom, tdirions Points, Puis 2009, p. 300. 
ll ~otcd in F. Flahault, Fauafiue ... , op. Cit., p. 73-74. 
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che human world. For we cannot conremplate the visages of gods 
or of death . In meeting, their gaze does not express feelings or 
choughr. 1hese beings, regardless of the qualities that are assigned 
to chem in myths or belief-systems, share one common feature: 
they dwell beyond the boundaries of the everyday world. In folk­
lore, we often encounter characters possessed of a lethal gaze.26 In 
Greek (and Roman) mythology, there exists a character in which 
all these elements create a unique configuration. k is the Gorgon 
Medusa (fopyWv, fopy6va; fopy6vu;/fopyoi). She was represenred 
in che form of a female head surrounded by snakes, endowed with 
a gaze rhac changes rhe beholder into scone. She was the mortal 
among the three Gorgons (the ocher two are Scheno 'Forceful' and 
Euryale 'She whose voice travels far'). She was killed by Perseus 
who, acting on Athena's advice, directed her gaze toward the shield 
(mirror). Medusa has no 'face' in the meaning of prosOpon, she is 
described using rhe word kephale 'head'. Her 'anti-face' is a recur­
ring motif in the visual arcs, bur contrary to the figurative conven­
tions of archaic painting, where characters are shown in profile, in 
situations reminiscent of a dialog (in vase painting, for instance), 
the Gorgon was shown full face; one looks at her as one would at 
the image in the mirror - crossing gazes with her is unavoidable. 
Medusa is the impossibility of seeing, she is a figure of chaos, of 
regression to formlessness .27 He r image, unlike the countenances of 
those who dwell on Olympus and mortals, annuls rhe opposition 
between male and female, old and young, beautiful and ugly, Im­
man and beastly, heavenly and hellish, outside and inside (she does 
not hide her tongue in her mouth, but instead she sticks it out like 
a male reproductive organ). A bodiless monstrosity, she is situated 

26 Cf.: ~after seven years, out of a (black) rooster a dragon or basilisk 
is hatched, a beast that kills wirh its gaze everyone that it looks at, even 
itself, when it secs itself in a mirror" (H. Biegcleiscn, Wesele, Nakbdem 
lnstytum Stauropigjaii.skicgo, Lw6w 1928, p. 11 ). 
i- J-P. Vernant, Entre ... , op. cit., p. 420. 
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in a middle: zone:, bc:twc:cn the: worlds of gods, men, and animals. 

In her depictions, Aat, dcrnid of depth, merging terror and the: gro­
tesque, "the foce is more a grimace than a counrcnancc (11i1,1ge)."11 

In the dual form of cirhcr a mask [gorgOneion] or a female fig­
ure:, she appears on vases, and starting with rhc: 7th century BC -
on temple: pedimc:nrs, shields, articles of everyday use, coins, in 

workshops. \\'hen she: is depicrc:d as a woman's visage, rhc: pleasure: 

it arouses is the pleasure of fear, the c:cst,1~y of seeing the: intangible: 
grasped in symbolic rcprc:sc:nration - the: all-powerful face of dc:­
scruction, caught motionless for a nmmc:nr.29 The: silent presence 

of the deformed image creates a sense of foreignness in my world, 

a world brought into being kY m, in facial expressions, gestures, 
\pc:ech. Medusa, reduced to a lethal gaze, embodies the absolure 
threat. She: is at once a real presence and a presence devoid of any 
(palpable:) identity . .l< 

J.-P. Vcrnanr, la mort dans les Jt'IIX. Figures de D!utre en Grtu 
anC/enne, Hachcnc, Paris 198S, p. 31-32, 35, 79-80: J.-P. Vcrnanr, 
L'indlt'idu .... op.cit.,p.122. 

u J.·P. Vcrnrnt, La mort .... op. cit .. p. 31-32, 3S, ..,9-80;).-P. Vernant, 
l.'lndwldu ... , op. cit., p. 122; F. Flahault. Fau a fau ... , op. cit., p. 72. I am 
not ali1•e, therefore I do nor perceive; this ostensibly obvious statement 
reminds us thit the hrpothesis of one's morralirycannot be verified from ;i, 
firsc-person perspective. From thic perspective, dcith cm only be grasped 
as ;i, symbol. The Gorgon strucmrcs pcrcci,·ed space, ~he rcl'uls herself 
is ;i, symbolic sign of che discreteness of chc moment~ of time which 
form a chiin rhar can be broken at any moment (M. Mamardi~hvili, A. 
Piatigorskii, S,mvol I Joznanie (mera.fi:.iche.skie ra.1111..l1den11a o wz.nam/, 
!lmvo/1ke11,zzyke), "Milcr~Jerusalem 1982, p. 221 ). 

,a F. Fbhmlt, Face a fau ... , op. cic., p. -4 Two scenes from films b) 
Hitchcock can be imerprcccd using s1mibr categoric, (Jea1·ing aside ;i,n 
inalpis of the function of the gnc in the cnrirc corpm of his fil1m; ~u,h 
as 7hr Bird;, where the face and eyes arc an obicct of aggre\,ion): the final 
scene of ln'rigo, when ;i, figure clad in bb,k (a nun: emerges in the bell 
tower, and upon seeing her.Judy Barton (earlier Madeleine FJ~tcr - both 
pb.yed by Kim Novik) lunges into the abyss. In Ps_yrho, again in the final 
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Medusa - rhat which is forbidden and available to sighr only 
in rhe form of a visual substitute - instills a fear that does not spring 
from anything external, a primordial fear of the unimaginable. To 
meet her, espedal!y on the battle field, when she is accompanied Ly 
'Rout and Panic: is co see oneself in the gaze of the mask, co experi­
ence a fearsome alienation.31 The meeting involves an extreme as­
pe.ct of che sacred - and contact with chat causes an indelible stain, 
or rears one out of the realm of human existence. Like Cerberus, 
she guards che entrance to Hades. Passing through those gates, man 
assumes an ephemeral, shadow-like shape. In chis aspect, dkon, the 
reAecred image of the Gorgon, comes close to eidolon - a double, a 
phantom, an actualization of the supernatural, and at the same time 
a misleading illusion.Jean•Pie rre Vern ant cites two other characters 
reduced co heads; the Praxidikai goddesses had temples, and ritual 

scene, we sec. from behind, the mother of the main character, sitting in 
a chair (in an underground room). Suddenly, the chair mrns toward us, 
revCaling the face/mask/coumenance of death. The dead woman speaks 
through her son, thus abolishing genealogical distance and the boundary 
between life and death.Jacques Lacan writes: ~He nce there's an anxiety· 
provoking apparition of an image which summari~cs what we can call the 

revelation of that which is least penetrable in the real. of the real lacking 
any possible mediation, of thc ultimate real, of the essential object which 
isn't :m object any longer, but this something faced with which all words 
cease and all categories fai l, the object of anxiety par excellence." J. Lacan 
7be Seminar ofjacq11es Lacan, ed. by J.·A. Miller, Book II: 7he ego in 
Fre11d's theory and in the technique of psyclJoanalysis, 1954-1955, transl. 
S. Tomaselli, Cambridge: Cambridge University Press 1988, p. 164. 
11 J.-P. Vcrnam, Enrre ... , op. cit., p. 416-417; J.·P. Vernanr, Lamon ... , 
op. cic., p. 12. The power of the gaze (ofche other) is imposed upon us 
before our bodily identity is fully Stabilized. This is why the dependence 
on the gaze resting on the subject oscillates between two opposite poles: 
on the one hand, we cannot exist without this lifc•giv ing «umbilical 
cord,» the gaze of the other person. On the other, the power of the (evil) 
gaze destroys the foundation of our existence (F. Flahaulr, Face J face ... , 
op.cit.,p. 114). 
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functions connected with acts of ,·enge,ince .md the guarantee of 
oaths. Giving one's word fills with fear, as iris ,1 calling forth of rhe 

world of the dead; and nor keeping one's word lead~ ro in,aniry. An 
equivalenr of die Gorgon in children's imagination i\ Monno, the 
ghastly head that abducts and devours. ) l 

Even rhough the image of i\ledusa may have the form of ,1 

ma\k, one does not wear it ro imirate rhe deity; with her eyes, the 

Gorgon rnrm rhe face into a mask, appropriate, rhe gaze. Br cross­
ing gazes with her, for .1 moment the beholder siru,1tes him or hcr­

~elfin a symmetrical position, .ind - fascinated - cannot rum away. 

The face {mask) on the opposire side is a ,hadow, an ,r/ter ego, a 
Foreign Being, similar ro a mirror reflection that remains in a rela­
tion of terrifying reciprocity; at the same time it is a sign of the 

supernatur,d world. The image is nor a rc:flenion however, it points 

to rhe monster; the beholder, fused with it, turns into Hone. 111<: 

misleading proximity causes a projection into radical foreignness, 

a negarion of intimacy and contact. The individual lose~ the abilit) 
to \cc, and ar the same time - his or her idemit)'. The Gorgon peen 
:n the mortal who is engulfed by the world that she reigns. ' 1 

Let m return ro names. Medmozo,1, jellyfish (c( Polish med11-
z,1, French miduu, German J\feduse, Iulian and Spani~h medusa) 

arc ,ea animals with a jelly-like body (of the phylum Cnidaria), 
they owe their name to Linnaeus who wanred to bring zoology and 

mythical imagery together. The Latin 1\/edusa is a loan word - it 

comes from the Greek feminine: adjectival participle (Medo11sa) of 
the verb medein {'to reign' or 'to meditate'), meaning 'rhe (female) 

one who reigns,' or 'the: (female) one: who meditates.' Fram;oise 
Fronti\1-Ducroux writes i,uccinctly: 'The: i\f istress (La 1\fllitrme).'l-i 

'
1 

J.•P. \'ernam. /,a mort ... , op. ci1., p. 61-62, 66-6'.". 
Ibid., p. -9-8 I. 

.. S. OCcoc. la Gorgone ,\fiduu, l:dic1on du Rocher, Puis 2006, p. 58. 
62-6-t; F. Fromi~i-Oucroux. Du maHpu,111 i•is,zge .. -lsputJ de /'tdm1Jti en 
Grf(e«nanme, Flammarion, Paris 1995, p. 11. pn~·p. 20, p. 131. 
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The erymology of Gorgon, on rhe or her hand, was soughr for a long 
rime, and eventually ir was esrablishcd rhar rhe most likely explana• 
rion is of rhe word being an <<expressive duplicarion,» or in orhcr 

terms: a «primitive onomatopoeia».35 ln 1962 however, Vladimir 

Toporov suggesred an answer to rhe riddle of the monster's name. 
He showed (on the example of Slavic languages} the relative char­
acter of concepts such as 'beautiful' and 'dreadful; and rheir ability 
to rransform inro their opposites. He cited rhc Lithuanian gr,zius 
'beautiful,' rhc Slavic groZhm, (groza,groziti, cf. Polishgroiba) 'ter­

rible, menacing, repulsive' (borh come from the Inda-European 
roar ·grog'- I 'gorg'- of rhe same meaning), and the Classical Greek 
yopy6~ 'terrifying, dreadful.' \\le find a similar disrriburion of 
meanings in other languages of rhe region: rhe Bulgarian zpo3eH is 
'unfair, ugly; yet the Slovene grozen means 'beautiful' (= gr,lZus), 

as we!! as 'rerrifying; the Larvian gmZitiis - 'to threaten; but also 
'ro vaunr (one's beauty).' ·n,e author highlights the "striking simi­
lariry" between rhe LithuaniangmZinakis and the Classical Greek 
yopywm~ (cf. fopyWna:); "they come from the same prototype," but 
rake on polarly opposing senses: the former means 'having beauti­
ful eyes; the latter - 'having terrible eyes/gazc.'36 

The origins of rhe representations of the Gorgon chat archaic 
Greece assimilated through the C retan civilization should most 
likely be sought in Asia Minor. 17 Excavations at <;atalhOyiik (Ana-

'
5 S. Deroc, La Gorgone Aled11se ... , op. cit., p. 65-66. 

"6 V. N. Toporov, lssledovanii11 po etimologii i semantike. Tom 2: 
lndoevropeiskie inzyki I indoevropeistik11. Kniga I, Izd. lazyki Slavianskikh 
kukur, Mosbva 2006, p. 55-58. 

,- Ii~ the ~cscriprion of Agamemnon's shield ("a Gorgon's head, fierce 
and gmn, with Rout and Panic on either side", Iliad, XI, rransl. S. Butler) 

we can find the archaic phrase f6pyw ~Aoo-upwm~ 'the vulcure-eyed 
Gorgon' (~Aoo-up6~ < 'gwlt11ros, related ro the Latin vulturus); Ivanov 
secs a parallel ro an image of a raprorial bird on a Cretan shield from 
S~h century BC (V. V. Ivanov, Kntegoni11 « vidimogo » i « nevidimogo » 

u tckste: teJhche ruz o vostodmoslam1111skikh folklorn}kh pamllelakh k 
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colia, -,000-6,000 BC) have revealed rhe ceremonial funcciom of 
rhc female deity of fertility (represented as a girl, or else as a woman 
in labor); her cult also involved a complementary image, chat of 
death - the goddess Old Hag. She was accompanied by the .sym­
bol of a bird of prey, The uncovered frescoes coma in a depiction of 
Egyprian \'ultureswich enormous wings and human limbs, holding 
.i. headles~ being. Thi.s image seems to refer to a burial ritual - per­
formed b~- priestesses wearing costumes made our of bird feathers. 
The Aesh wa.s separated from the bones, the skeleton was covered 
wich ~kin and immured in the wall of the building (temple). lvanonv 
cites the pair Anguish and Terror from the Hattie ('pre- Hittite') 
myth abom the Moon god who fell from the Sky (Heaven}. In the 
.\liddle Hittite Hymn to the Sun," Horrors" and "Terrors" run along 
wirh the Sun god, and in che J/;11d, "Mars [Ares]. .. gave orders ro 
yoke his horse~ Panic and Rout" (X\~ transl. Samuel Burler). ,s 

It is precisely burial rirual (described in Hittite rexes) char al­
lowed Toporov ro explain the ambiguity of rhc witch\ attitude co­
wards rhe hero in folk rale narratives: she can be the helper as well 
as an incarnation of evil (lee's nor forger that the plot of the story 
of Penem is reminiscent of the magical folk tale).-'9 The conrradic­
rions disappear when we accept rhe hypothesis char there is age• 
netic link between the fairy-talc BabaJaga and che Hittite priesres~ 
HLSU.G!, mistress of the burial ceremony, who helped the deceased 
to cross co rhe other world. After cremation, B.tSU.GI rakes scale~ 
; wirh her face turned coward the Sungod, she recites a magic for-

gvgolc1•slumu .., Viiu "'• in: Srnurure <>J uxrs and semioric1 <>J mhure, 
:\loucon, The H.igue-Paris l 9""'3, p. 164). 
" \'.\'. Ivanov, lstonin. sla111anslukh i b11lkansk1lth n,1w,1m1 mn,,llov, 
lzd. «Naub~ Moskva 1983. p. 62-68; V.V. h·.inov, hbrannyutmdypo 
~Ji1Jll~·t 1 /Jloru Jmltury, Tom V. M,fologi1J11/olklor, Zn.ik, Mo~h.i 2009. 
p. 16..-169. 

R. C.iilloi\, Midusur C", Gallimard, Pari\ 1960, p. 131-132; 3. full 
;;ind precise an.i.lysis i~ given in: E. Pellizer, I Oir le £"i.<,1ge de ,\fidu"· - ~fCti\. 
Anchropologic des mondes grccs anciensM 1987, vol. 2. nr l , p. ·15-61 
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mula)· on one pan she pbccs silver, gold and precious stones.on the 
other~ a lump of clay. She summom che god of the dead. ~"'L5U.GI 
cleansed unclean persons and participated i~, rituals thac freed from 

the evil gaze {evil eye). A comparison ofSALSU.GI and Babajaga re­
veals common attribures: similar age, a similar duality ofbeha\·ior 

(somt:tirncs she is a lethal threat while at other times rhe hero gains 

her supporr in peregrinations that suggest a primal image of the 

soul's orhcrworldly journey):•0 "Baba Jaga is death itself and at rhe 
same rime the causc of dearh," writes Toporov (note such features as 
blindness or a crumbling body), as he emphasizes the similarity be­
tween rhe rools used in Hittite burial rituals and Bab:1Jaga's shovel. 
The point is chat ~-u$U.GI is associared with che ceremonial ukturi 

fire, used for cremation, and chat a silver spoon (rongs?) was med 

co garhcr up the bones. In a!rered form, chis action returns in the 
folk cale, when BabaJaga attempts ro push rhe hero into an O\·cn.~ 1 

The positions of rhc main characren arc therefore n:\·ersed: rhe 
hero becomes rhe performer of the ritual, and the wirch becomes 

his sacrificial offering (victim). 1l1e functions remain unchanged, 
but the acrants swap places. BabaJag:t may play the role ofborh rhe 
subject and object of the same predicate ('to pur to death'), and the 

inversion of roles brings ro mind the 'paradoxical' logic of folk tale 
narratives, which describe the adventures of a hero who rcrurns ro 
the community of the living. Burial ritual, however, remains rhe 

primary source; and it is through che concept of rebirth, of new 
life, that che fear of death is co be overcome. The fairy tale does nor 
mirror rhe rite of initiation (as was claimed by Vladimir Propp in 

his Historic11l roots of the wondert11fe), but p rimarily - it mirrors the 
burial ceremony, and Baba Jaga is the primordial image of Death, 
the first deceased and first sacrificial offering, rhe creator of rhe 

V. N._ "'.oporov, Khiettskaia S-"L.'>UGI i slllliiansk11i11 811b11 lag11, 
Slavi:imko1c 1:1.zrkozn:inie nr 38, Kratkie soobshchenii:i, lzd. Abdcmii 
N:iuk SSSR, 1\ foskv:i 1963, p. 28-37. 
'

1 Ibid., p. 34. 



2, 
burial tr,1dition and rhc rcne\\·er oflife. ,) 

\'yachcslav Ivanov dc,·oti:s rwo rexes ro anal~·ling rhc myrho­
logic,11 layers of Gogol's ~hort story Vry (Ukrainian common noun 
fll.V 'cyela~h'), which marr.::h the arch.tic lndo-Furopcan beliefs de­
scribed above. He stresses the signific:i.nce of rhc motif of che 'cyil 

eye; of'sccing-not seeing'. and of the r,1ising of eyelids (c)·cl.hhes) 
with an iron pitchfork.~' Seeing becomes ,ynonymom with a rec­

ognition of the procagonbt: .1gainst .1 w.1rning (ofhi~ inner \'Oicc), 

he look~ ar the Viy. An imporr.1m part is played nor only by the 
predicate 'to be seen: but aha by irs in\'cr,c 'ro sec' ('co look imo 
the eyes of'): 

All these momrcrs scared abour seeking him, bur they could 
not find him, since he wa~ prmcncd by his \acred cirde. 

MBring the Viy! Bring the Viy!" cried the witch. [ ... j 
~Don't look!" an inner \'Oicc warned rhc philo~ophcr; but he 

could not restrain from looking. 

Ml11erc he is!" exclaimed rhe Viy, poiming an iron finger at 
him; and all rhe momrers rushed on him at once. 

Struck dumb with terror, he sank to the ground and died.•• 

Propp perspicaciously demonstrated the ceremonial .md 
mythological sources of the 'seeing-nor seeing' motif in V~; he 
linked (after Porebnia) BabaJaga\ blindness with rhe animal world 

and with dearh. He also formulated the ruleof'murual in\'isibiliry': 

u V. ;\. Toporov, hJedomniM po nmwlogii i um,uu,~·e. lOm 2: 
lndocm,pei.J:ie i,tzyki i indoei•ropel<llk.n. Kniga 2.11d. lazyki SLwianskikh 
kultur, Moskva 2006, p. 231-234 

V. V. Ivanov, Ob odnoi p,1r,1lle/i k gogole1•<kmm « l /111 .. , Trud) po 
?n;i.kov,·m sistemam V ( =Uchcnye z.ipiski Tarmskogo gmud.1mvcnnogo 
univcrsiteu, vyp. 28.:,), Tartu 19"'1, p. 133-142; \'.\' lvmov K,1tegoriia 
.., r·,d,mogo .. i., ncr·idimogo ........ ,op.cit., p. 151-153. 
" lbiJ., p. 154. !\'. Gogol 71Je f~y. in: 7hc ,\J,mtle ,md Other StortiJ. 

tr;i.ml. C. Field, !':cw YOrk: Frederick A. Stokes Co. 1916, p. 2·16~ -
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che monster does not see the hero, who in rnrn cannot look at the 
monster; ifhe does, he will find himself in the kingdom of che dead. 
Here, blindness is not an immanent fearnrc, but rather it is a nor 
seeing someth ing (living beings do nor see the dead, the dead do 
not see rhe living).4S 11,c Eastern Slavic sources of the image of the 
Viy are a reflection of ancient Inda-European traditions, as well as 
a reflection of mythological universals. Ivanov cites Indian myths 
from both America.'>, where the gaze of otherworldly creatures 
(such as gorgons - female beings who rake on rhe form of a bird of 
prey) is a lechal threat. This motif is associated with another - chat 
of the blessings resulting from covering one's eyes. Rituals empha­
sized che role of'the guardians of the gaze' - during ceremonies ro 
celebrate the carching of the first salmon, che~c guardians would hit 
with long poles anyone who dared to open his or her eyes { = raise 
his or her eyelids). Though rhe role played by these tools is oppo­
site ro rhe funcrion ascribed ro them in Slavic folkJore, rhey reveal 
parallels in the deep structure of myrhs and rituals: 

I. mythical crearnre - cool to open eyelids: 
2. human being - tool to keep eyes closed. 
The uncovering of eyes is connected wirh the state of sleep, as 

analogous ro death. The lethality itself of the gaze can be de rived 
from rhe following para llel: 

3. opening of the eyes - death (or sleep); 

~• V. V. Ivanov, K111rgor,/11 « vidmwgo » I « nevldunogo » w 1eJuu ... , op. 
cit., p. I SS-156; Cf. the mutual invisibility cited by Henryk Biegcleiscn: 
a "cioca· or Witch "is rcc_ognized in the Pozn:ul region by the 'koziolki' 
('IIUlc_go:m') m her eyes mst_e;i.d of'panienki' ('little g1rs, pupils'), because 
while m the pupils of in ordmiry person we sec the reflection of a human 
figure, in the pupils_ of a witch one can discern little goars with horns and 
a beard, the reAccuon of the devil who - as is known _ appears in the 
form of an old buck or billy-goat. For this reason, witches cannot sec rhc 
host or rhc altar in a church, while a priest will spot a 'ciou' when looking 
through c,hc monstrance'" (H. Bicgcleiscn, Ukolebk,. Prud obarum. N11d 
mogilq, NakJadcm lnuyrutu Stauropigjallskicgo, LwOw 1929, p. 234). 
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4. covering of the eyes - life. 

In the~e cases, blindness is the binary relation of'being invis­
ible' (between the one who is invisible and rhe one docs nor see the 
one who is invisible).-16 However, when the mythological being is 
bene\'olem, dosing one's eyes ('being blind') enables one to acquire 
goods (Ivanov draws a parallel: in hide-and-seek we hide from the 
monster who could see us; when a child expects a gifi, we rell ir to 
close its eyes) .... ~. 

In mythology, rhe eyes ha"e a paradoxical sratus: as an organ 
(a part of the body), they arc an inalienable possession of rhe sub­
ject; at the same rime, myrhs show that eyes can break away from 

rhe person. The lack of eyes or the blindness of a mythological be­
ing mean protection from danger - consisrendy wirh the rule of 
'mutual invisibility.'..,8 Jakov E. Golosovker analyzed this motif in 
the comext we are inreresred in: "\X1 hoever has the Helm of Hades 
becomes invisible whenever he or she turns the helm on rheir head. 
Hades means 'invisible': a folk etymology. In fact - death. Death 
comes invisible. i\lyrh does nor explain how an object becomes in­
visible. While the change of the visible image into an invisible one 
can be represented (when Perseus wears the Helm while approach­
ing Medusa, for example), there is no causal relation, rhe change 
is incomprehensible. [ ... ] Let us not forget rhar the Gorgons are 
deities: two of them are immortal, and yet, to them, rhe immortals, 
Perseus becomes invisible.''..,., 

From another point of view, Sykain DCtoc emphasizes the 
chrhonic aspect of Medusa (her connection with rhe underground 
world,1 in the context of rhe nlku;n ritual (a sacrifice co summon 

V. V. Ivanov, Knugornll « ,,idJmogo » i « na•1d1mogu » u· telmr .•. , op. 
cit.,p. 1-0. 

" lbid.,p. 1-1. 
t1 Ibid., p. 172-1-3. 
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b.E. Goloso,·kcr, Log1kn mifi, lzd. MNaub.~ Moskv.t 1987. p. 27. 



the ,oul, of the dead from H,lde~; book XI ofrhc Od_y.,.,e) ,. 'IO In 
manv lndo-Europc,rn language\, worth derived from rhc root ·nrk­
( < -k- -ek- 'nighr') .ueoppo.sed rowordsderivcd from the root "dd­

(rhat which is shiny, visible - \ky; 'day'). 51 ToporO\' suggcm that 
·nek- could have also meant 'underground kingdom,' in opposirion 
to 'heavenly kingdom'; 'inhabitanr of the underworld' - in opposi­

rion to 'dei- 'god.' a, the one who lives in heaven ,d: Old lndi,m 
Dpius, Cla,sical GrcckZw:;); and al,odearh indfY If rhe Cl.mica] 
Greek A10tJ:; (A,J- ·n-vid- 'invisible') refers to the world of the dead, 
rhe underworld, synonymous ro the kingdom of night, then ·nek'i, 
associared wirh the idea of death in suffering - in opposition to the 
idea of eternal life, a\~ociared with the kingdom of heaven. 'Death' 
and the underground 'kingdom of dcarh' suggested the invisible, 
darkness, nighr. Another lndo-European root of a similar scn\c is 

·mer-/"mor- 'to die.' TI1c Slavic material gathered by Toporov pro­
vide, for a reconstruction of it\ earliest Inda-European meaning. 
"1\fer- ('to disappear'> 'co die') emphasize~ the engulfing darknc\\, 
the loss of sight. Death and dying arc connected with an annihil,1-
tion (d isintegrat ion) of the physical and spiritual particle, and this 
process encompasses the realm of senuiosis. This is because in one 
of its variants ·mer- encodes the notion of the sign itself (cf. rhe 
meanings retained in rhe German merlun and other related word~: 
'ro signify; 'disrinctive fearure; 'stigma'). The semanrics of the Inda­
European roots seem to emphasize the visual dimension of death; 
what is dc~troyed is char which is connected wirh seeing and being 

S. DCro<.:,1..a Gorgone Miduu ... , op. cir., p. 123- 125. 

0.2y is luminous .2nd comprehensible by rcamn, night Mdocs not see. 
but i\ itself invisible," unpredictable, dangerous, it instills fear. it j~ a child 
of Ch.ios: V.N. Toporo,., bJedomniia po etimologi, i semm111ke. Tom 2, 
Kniga 2 ... , op. cit., p. 166- 19'.". • 

\'. N. Toporo,·, ,\tirot'Olt' dere1•0. 1.,'n,venal'nye tnakoiye kompleksy. 
fom I, Ry/..:opw1.rrp,m1iam,k1 Dnwui Rusi, lvlosl...-va 20 10, p. 102-103, 
ID6 (n. 24), p. 2-f2; V.N. Toporo\', lssledot•,miit1 poetimologii; semanr,l.:e. 
Tom 2. Krng.i ! ... ,op.en .. p. 3'7-5·¾ 



_)J 

~ten. tht power of the gaze. the energy oflight 

Fin.illy. let u, rake note of the cvohmon of the image of .\lc­
du\a, At the beginningofrhc 12th century BC her fcar,omc: coun• 

tc:nance had male feature\ (,i beard, thick eyebrows). Gradually. it 
acquired female <1ualities, and in the 5th cenrm~· BC ~lcdma be­

come~ beamifol and allu ring. In rhi, tr,1mformarion from extreme 

ugline~s to fa~cin.1ting pukhrinide one char.1.neriuil ha~ rem.1ined 

unch.inged however - the link wirh rhc function of the irre~i\tible 

g,ue. hen ,evered off. the head of,\ledu,a remaim dead!~·. the eyes 
~la\' ,1nyonc who will ri~k to look ar rhem. I h.1\·e written of her 

intermediau: \tatll\ between god, and demon,. Sht· i, a guardi,111 

on the 6ound.1ry between world~: rhc donuin of rhe li1·ing and of 
the de,ui, the \'i,ible and the i1n-isible, she i, ,inured in the: fi"ure 

dividing life from death. She i~ am,1cti\'e .md repelling, \he fo,e, 
male ,lnd fCmale qu.1litie~. 1-lfonore Pardo Hrc~,e, that thb merg­
ing of opposites reveal, the subHirurion rhac is effccred in e,·cr> 
rcprc,cmation (re-pre,enr.irion)- rhe de,ire to ,cc m.1y be a,.suaged 

through a reflection, or a mirror. The gr.1,;ping of re.1lity by an .1rr­
i,t - re-prc,enration - arrcHs all motion, bring, it to :1 hair. · TI1i.s i, 

the procedure employed by Per,em: he .1rre\ts the (Gorgon\) g,1zc 
in the mirror (shield). \\'hen we wanr to \eve r rhe head, we h,1\'e 

to \cc it in order to efficaciously operate our weapon. Bur we can­
not look ,1r the head. Athena's advice i, a, follow,: one\ g:tze ha<:, 
to he turned ,nvay ar rhc momenr of delivering rhe blow. In order 
not to mi\\, one need\ to h,1ve accc~s ro the current image of rhe 

rargct. The deity suggest\ thi, an,wer to the paradox; one ,houl<l 

nor look at l\ lcdu.sa herself. but rather ar her reflection (and the 
rcAcc.:rion of rhe \word which i.s to hit) in the mirror of the ,hield. 

:-..tedusa as dcarh repre\em, monsrro,ity, rhe unrhinkable. But nun, 

lbi<l..p. 310-31·• 

F Pudo ... Lt: reg,trd mt:dwi _,,, Re,hcrchc, en PwchanJk\c 9 j 20 I 0 
l.rsoriginc\ grccques de la p,ydunalnc; hup· , rccl1crche\pSych:mJ.l\''>C. 
rc,11o:1.org 'indcxSS➔ .htm I 
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image, painting, sculpture manage co disarm the dreadful force of 
that head to some extent - at least co the point where it can be 
shown (Athena shows it on her shield). It is a sort of meditation 
on the relation between im:lge and reality. The motif returns at che 
end of che story. Perseus arrives on Seriphos, the island from which 
he started on his journey co procure rhe deadly trophy for the ty­
rant Polydecces, its ruler. Polydectes prepares a magnificent feasr. 
The hero emers the room, sees the multitude of guests, and brings 
Medusa out of his bag, rurning it every which way. The onlookers 
are transformed into an image: they become stone sratues - a de­
picrion of a feasting multitude. Like an artist, Perseus has rendered 
the spectacle before his eyes tnorionless, he has rnrned it inro an 

image.55 

From a synchronic perspective, rhe image of the Gorgon had 
always been dual: ar once human and beastly, female and male, hail­
ing from the world of the living and from the kingdom of the dead. 
le is che negative image of a face beaming with sun lighr: a black­
ness rhar spirs chaos and death. The image of the Gorgon as a non­
face is nor rhe resulr of an ordinary deformation, but of a blurring 
of boundaries between fundamental opposites, and also between 
rhe observer and rhe observed. It is nor just an encounter with rhe 
world of the dead, but with the power of death - rhe mosr radical 
son of fore ignness that man may encounter. To see oneself in her 
eyes is to be plunged wirh her into an abyss; the gaze of the Gorgon 
transports one into that realm between life ar1d death that we all 
carry within ourselves. Man turns away from ir, bur the moment of 
confronrarion is imminent. An image that is not a reAection, chat 

1 La_ mon de l,i ,\ftd11se, par Jean-Pierre Vern:mr; transcription par 
Taos Air Si Slirn:ine de l'Cmission « Les grands enrrcticns », du 18 :ivri! 
2002, consacree a « La morr de la MCduse >> pour laqucllc la journalisre 
Cuherinc Unger recevait Jean-Pierre Vernant. Cctrc transcription a ere: 
rtJl1~ee grice aux@ 2007 Archives TSR; zob. V. N. Toporov, f.ssledovaniia 
poellmolog111 umanrike. Tom 2, Kniga I .... op. cit., p. 310-317. 



-

THL GJ\ZE OF MEDUSA 33 

signals a dre;1dfu! monstrosity: the beholder is fused with it and 
loses the attributes of a living being, cums into stone.~ Flahau!t 
wrore that rhe gaze usually concemrates on the lips. \Xlords are a 
sign of communication, and che gaze modulates them, by incor­
porating the play of eyelids, eyebrows, facial expression. The eyes 
communicate consent, they encourage, they demand, they ask, 
and, mo\t of all, they require the body to be a confirmation of the 
~peaker\ identity. They arc not sati~fied with signs, rhey want the 

body robe an image of rhe personY The Gorgon i\tedusa negates 
that relation: we see a head, and beastly ceeth; speech is replaced by 
the presence of a naked physic:-11 organ - rhe tongue; and inhuman 
sounds eman.1te from her mouth.\~ 

{tmml,,ud b_y Macie; ,.\frozik) 

On1paa11011 TO'IKOII CT;l.Tbll ,rn.\JleTCR ;urn,,113 1)ct10MCIIJ o6Mc/la 
BJf.\.11,UMII, 8 t..OTOPOM 80/1,\0ll.lJK>TCR k3K 11awc ,t,.c.,am1c 61,1n C Apyru­
MII (c6.u1;t,;e1111R), n1< 11 noTpe611ocTb Arnpq,epe11u11awm ce6R OT 1111x. 

Oro6pa;t,;Clll!C 8 IIX f,\J3JX }"'lJCTByeT 8 C03A:tllltil Hawe,, IIHAIIBIIA)"­
a.u.11ocr1t, CaMO 'l)'BCTBO cyu.tCCTBOBJ.IIIIR CBJll.il.110 C .\IIUOM II 06t-1c110M 
83r.Vl,\aMIL /1.!Q;t(HO CKa3J.Tb, '!TO 3TO OIITll'leCKllli oap1tl.HT on11ca1111oro 
lfm.,oco<f,at-111 Tpc6oaa11m1 A0/10,\IICll l[R (AP}'fllMII). fpc'ICCKVI a11Tpo-

M J.-P. Vcrnam. r,t mort ... , op. cir., p. 4-_45, 61-62, 66-67; J.P. 

\Crnint, Enrre ... , op. cit., p. "'8-";"9, 83-84, 89;).-P. Vernam, l'indwidu ... , 
op.cit.,p. 121, 128-129. 
· F. Flahault, Fau a f,ue ... , op. cit., p. 16, 48. 

"' W'.J.Smith,J.Chasc,A. K. Licblich, 1imgurShou·ing: A huiJ.I Display 
of Human and Otlur Pn1111tte SpecirJ, MSemiotica·· 1974, 11 :3, p. 201-
246. The rnmpJ.risons hJ.vc an inmxlucrnry chaucrer ;md compararive 
~mdies are required; the following paper devoted in its emirery to the 

\CnlJ.ntic~ of rhe ge~rurc of sticking om the tongue is ,lll eumple or, 
{di;i.chronic md \ynchronic; .;i.n;il~·,is: I.A. ~forozo\·, ~LL BucO\·skai.i: 

A.F.. Makho\·. Obna=hrnU ,;1;:yk,t. Krou-J..-11/turnor iJJ/rdot•,mit um.1n1ik · 
dren1rgo ;:I, · · • 1'.. ~ha 2008. 

Ii A H - Rnn rryr 
Jamr. .,_, __ , 

6H6JI.UOTEK \ 
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'61,rn, 1H!,\J1.\lbtM, 'pa<.:no:m:i.u:i.n, cc6H n Apy11n: .. 4lopxmpno1111rn11 co­
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n~r.VL\C •1.,1:110JJ coo6111ccnu. p:tllHMX e.,iv 11 110,\06111,1:,;: c.,iy. ! bcJ.\hllJH 

.,10.\C.\h npc.\no.,:irJcT pacr10:mana1111c n Chpc1111rnJ111m rnr.\Jl,\OB. •11061,1 

•tcpo .,111p flll,\11~10(111 ,\OCTJl'[I, ~111p,1 J/Cfllllhl. l\f11<po.,onr.11, 0,\J/JJ.:O. 
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r,.1114'c o H:tp1111ccc, TJK 11 v611i'lcrnc11m,1i"1 11:1rMI~\ .\.lc,\~·31>1-fopro111,1, 110-

11.,om:tKH!\Jdi IICJIOJ.\!O;KHO(Tb l\11.lCIIHJI. o6p.n \,lOC.l. pcrpcc(:t "T0\1\ 

'ITO 6ccq>op~1CH1!0. B ,iJ,\l,J1Ci1mdi '!.lCTII CT,lTbll H o6paJHJJ(}(J, t<:JK k 

paGor:iM Bw1cc.\J!la 13. 1111:tHOttJ, lh,1.,11~111p,1 I I. Touopon:i o 6.\1u11r.: 

!IOCro'IHO~I \xcncKoM' J"CJICJ I IC<: Cll~1BO.\IIKJI ;,.1e,J,YJ!,1 I'opr0111,r, Llk It 

p:i6on~1 11CC.\C,\011aTcAcii ap.xal!'r<:choii h~·.\1,Typ1,1 lj)c111u1 ()h:.u1-llhcpJ 
Bcp11:t11:i, <!)pa11cvaJb! Cl)poirnr 111-Aiohpy) onpc,\c.,.111ou111'! oUp.n wm 
ci-p,1 II w11poto:o,,1 llt..:OHorp,1q>11•1eci,;o-M11(j10,\0lll'JCCKOM KOIITtKCTt. 



A,\Ek(,AHAP I JAHOB 

C~ IOTPETb 11 Bl 1,-\Hb 

«C~10TpcTh>> 11 <~IHtACTh». E11tc n .,111qio.,ori111 :rr11 ,\Ila r.u• 

ro.,a o6p,130Bhrna.u1 0111103HIIIIIO, 11.n,c•1.lk)lll)"kl npc,\C.\l,11y10 ,l.\1 

11.\JIT)A}' JKTllfll!0CTII RJL\Jl.\,1. C 0,\IJOit !.:TOj)Ollbl «C.\JOTfHO» -

)TO J,C'RTC.\hl!OCTh 'IC.\QflCKa, 11.mp,1R,\JIIOIUJ.R IAaJ h. M1tpy II OT· 

MC•1a10u1a11 RCC, 'IT() ll0RB.\JICTOI Ha ero nyn1. C.,mrpc1111c llll'IC.\I 

!IC orpa111!'!CIIO, KJlOMC <p11J11•1ccKoii 11Cfl03MO~ll0Cll! 'IC.\OflCl,:,l 

811,\CTh - C.\CnOTbl. Hu O,\HO n11c11111ee 061,_1QJ:1TC.\b(l RO !IC MOA.:CT 

C~1)' 110.\!CWaTt, CMOTpcn,. A,1:.+;c a6cOAIOl lla.ll lCMIIOTa r.c. OTC\'T­

CTBIIC cfmJll'ICCKIIX yc.,on11f1 ocyu1ccTfntlh npo1tet:c «T.\Jl,\CH!,.ll» 

UC R cono.11111111 01p.11rn•111Th AO.\IO 'IC.\OllCKa ua6.,JO,\JTh ~mp 011 

OIOTpur. HO ,u «ui>um. 

A IIO'lt:My 'IC.\ORCK l!C Rll,\IIT? J JOT0:11)' 'IHI CC I, lpll'-IIHl.l l!IIC 

C:10 11.\ll }" /ICJ"O IHl)"lp11, MCUJ;\l()[](;u1 cMy 11ocnp111un1, Olllll'IC:Ck:1111 

o6pa3 11 paunpupoean, ero. I I.Ht Ha npll'm!l.l :11c:111ac1, t.iy npu 

'IIITaTh 0/JTJl<lt'CKl!il o6p.n, OC\lhlC.\11/"I, CJ(), .\.\II, C:.\I\" cowp)K<llll!C 

OTHC:CTII" lll.\K0:11011 CIICTe.,1e o6palOB II T.lKIIM ,Op JC'. (K 1131h 

c:ro C l,;,lKIH[•TO Jll:l'IClll!C:.\I. ~ 1111>1.\UI C.\Ofl,1\111, !UC: .\C:C Mb• cra \· 

Kllll,lCMU[ C 4'y11,1,a:11CJ1T:l.\hllh[M nponrnonoc,,w \C:IIIIC:.\! \P~ ,\P\ 

rv l.Byx 110.Vl:pllblX .111.l'IC:lllfil 811.\Jl:,\,l. C 0,\l-!011 )OU Mbl ltM 

Ot ,\C:.\O C 'IIICTOii 0/ITll'ICCKOli ifnt.Jll'JUOCWbH), IIJHl>llt.\.>IIOJUCiil II fl 

Ti!.i.:01i ;t,x •mnoii c-,,h,rKWHOCIIJJI II 110,\C JI C rpto, 11 lll'fl If(' 

MO:.t.er no.,,cmarb ;me CMOTpen,, i..:po~1e OlC)'TCTHII I ifn1 11'-ICCkoro 



36 

opra11a. C Apyroii CTOpOHi,I, ncpCA 11aM11 'IIICTlJI 061JeKm11ocm1,, 

3d811CflM0CTb B3rAJIAd OT Ka!OIX• ,\1160 BHCUJHIIX 11.\11 Bll)'TPCHIIIIX 

o6cTOUTCAbCTB, fl03HOMII011UIX IIAl-1 MCWalOW,IIX 0/lTll'ICCKOMY 06-

pa3y 6h1Tb aocnp11t1JIThlM, perncTpupoeanHblM II OCMblCACHHblM, 

II TdKIIM o6pa30M AdlOl.llllX Ht.II 11e AaKHUIIX CMY B03MOiKHOCTb Ja­

H.JITb CBOC MCCTO B ,JteH11JIUlbHOCIIJII 'ICAOBCKa. 

T.'lKIIM o6pa30M onnOJllltJIJI np1106pera.eT )',KC BIIA uponr­

eope'IH.JI MC:+:A)' q>11J11•1t10CTblO II cyfo,Ck.'THOCTblO - C 0,\1-1011 CTO­

pottbl, It MCHTaAhll0CTblO II ofrhCKTIIOCTl,IO - C Apyroii. Ho CCJ\11 

BCM0TPCTbOI 8 0CII0BllhlC CIO)f,,CThff M114'0.,or1111 ApCBIIIIX, r,,e :na 

011003111.tHJI nposrn,vieTC$1, Mb/ }'BIIAltM, 'IT0 TaM 011a 1111Tep11pen1-

poeatta HCMI-IOro 110-IIIIOM}', 0:..1111 113 3TIIX CIO;.KCTOB Aa;+.;e CT3BIIT 

ee e uc11Tp cooero npo6AeMan1p311poaa111111 "'rnpa. Pe•1h IIACT 06 

3A11nc. Ero cyAh6oi1 Ape111111e Bhlpa3IIAl1 C)'ll{CCTHYIOUICC nporneo­

pe<tl!C Me~y «CMOTpe1111eM» II «HIIAClll!CM» KaK cnoco611ocTb 

IIAII 11ecnoco6HOCTb npOlll!Kll)Tb 3a llltAIIM)'IO CTOpo11y OKpy;t<:H0-

1uero MHpa II npo1111KHY1"b B CfOC)'Th. vlMCIIIIO TaK 'IC,\OBCJ( MO,i,;C'T 

AOCTll'lb MyApOCTI!. A Olla l:'.M)' ttco6xoAIIMa, 'IT06bt UbDKIITI,, Bo 

MHO;+;CCTBC Apee1111x CIOlKCTOB, B TOM 'IIICAC ll 8 CIOlKCTe 06 3.111• 

ne, u:e1npa.-.1,11oe MCCTO 3a1111MaeT perne1111c KaKm1-11u6yA1, J:traA­

Kli, Tpe6y10wel1 OT 'lCAOBCKa npOHl!KH)'Th Ja "ICPTY BllAIIMOCTII II 

AOiin, AO cyn1. Ec.-.11 'lCAOBCK 11c paJr:uaer ee, 011 norn6acT. 3n 

aroHaAbHOCTh c11Tyau1111 flOACJ(a3bJBaeT, "ITO AAA Apee,mx sonpoc 

0 «BUACHIIII» cy11~11ocn1 IIMCi\ pOKOI\Oe 311a•1e1111c, 01' Mero 3ae11-

CCAO coxpa11e1111e u cywecrsoeaH11e :+..11Jtt11 soo6me. 

CJO;+;eT, OAHaKo, npoAO,u+,;aeTC.R. 3A1tn, M)'Ap1,11~1 11 npo3opAt1-

e1,uf uap1,, cnacw111-1 Tusy OT •1yAos11wa. pa3raAb!Ba.R ero 3ara,1i.:y 

(11 AOK33bl8aJJ 3TIIM, 'ITO MO)f(CT AOiiTII AO cyn, .-.11 1pa), 1101111.-.raeT, 

"ITO HCCMOTpJI 11a HCC 3TO, OH !IC C)'MC,\ <<Y,HIACTb» npaBAy O (BOIi 

co6cT11e111-1oi'1 ,i,;1131111. TorAa, ll CBOCM OT<ia.11111111, 011 llOAl!IIMaCT 

pp:y II BhlKa.'\bJBaCT ce6e r.,aJa. 3TJ!M 3A11n HaKaJhrnaeT CilOII r.,a• 

3,l la TO, 'ITO CMOTJ>C,\11, 110 !IC HIIACAII cyw110CTb. Ho OH BBOAHT 

II IIOBhlli MOTIIB 8 ""'POR}'IO K)'AhT)'py - MOTIie 3p.R11.1c1i CACflOTbl. 



CMOTPE1 b 11 HHAITL r 
TO.\bKOTOT, KTO npeAoxpaue11 OT BHM!M0CTII R11ewHeroM11pa, M0-

;+;CT 110-HaCTOJflUeMy B11ACTb. vJ CCAl1 Mbl aepHCMCJI K Haweft onno-

311l[IIII, Mbl CMO»::eM A06a,mn, cu,e uapaAOKC: EAIIIICTBCIIHOe, '!TO 

MOiKeT IIOMeUJaTJ, ' ICAOBCKY e,110111pem b - <f>11Jlf'ICCli::aR ChC00Ta -

oi.aJhtBaeTCJI sa»::Hh!M YCA0BI ICM Toro, 'lT06hl 011 H:l'la., 611 iJemb. 

Yro6b1 MOr BIIACTh, OAllaKo, •1c,,one..:y 11eo6xo,.\IIMO '!TO-TO 

cmc. ApllCTOTC,\h B csocii « noJTUKC» ro11op11r, 'IT0 0CIIOIU!b/M 

,1811f.1TC.\CM ACflCTBIIJI rparCAIIII JIBNIIOTCJI Ta..: llaJblBaCMhlC nep11-

nen111 II p1-1asamo1. t.1To6bl 0CMl,/C.\l!Th 0llTil'ICCKllif 06pa3 11 no­

CTll'lb C}"Tb ~mpa, 'IChOBCK H)';.t;.AaCTCR B JllallltRX, ncpCiKIIT0M 0flbl­

TC, fAC 011 MO:.lsCT paJMCCT)ITb 06pa3 II np0'll!TaTh ero 311a•1e1111c. Or 

Toro, 8 K3K01i nepeA\IITblli 0llblT, lfAC0.\0l'll'lCCKOe 0CMblC.:,\CIIIIC 

Mupa 11,\11 CCMHOTll'lCCKYIO CIICTCM)' nonaAeT 0IITll'ICCKllli o6pa3 

3:\BIIC.:IIT, Kai,,: OH npespantTCJI B CMblC,\. T.1..:ltM o6pa30M, ecyurno­

CTJl, CTaHOBIITCH 803.\10:.KHOli II X)'A0A\CCTBCllll:\R 1(0.\fMYIIIIKJ.UIIJl -

or,1e.,bHb1e o6paJh!, nocrpoe11HbJC c.,osoM 11.\11 c.:pe,1crea.,m y110-

,106.,eH11R HKOHaM, CT3HOBJITCH llOHHTHhlMII l!aCT0.\bK0, HaCK0.\b­

KO B na11111n1 1mcnp1rn11Mat01Qero cy11.1ccrnycT y:.Ke onpCACt.CHll3R 

II OCMblC.\Clll/aJ'I CIICTCMa rl0A06HhlX o6paJon, 6Aal"OAapR K0Topoi"1 

MOiKCT 6b1Tb np0'HIT;\11 IIOD0llORBl!Bl.1/lllkR o6pa3. 

3ra HC06XOAHMOCTb, 0A113KO, R8i\Jl"CTCR 0AHOii 113 ccpt.eJ­

Hb.lX npo6.,cM, CT0RUJIIX nepe,\ 'ICAOBC11CCTBOM. norm,1y '!TO 0113, 

11<:}"UIHOCTll, ,\IIW3CT 0T,l.C.\hll0f0 'ICAOBCKa c11oco611ocr11 «JUl­

,\('TI,», 'IT0-11116)"Ah IIHOC, 0T.\ll'l,U0UJCCC.11 OT Toro, '!TO ,\llKT)"CT CM}" 

na.,1J1Tb. A naMJfTb coxpa1111Aa 'len,;o 11ocrpoc1111Mii 06pa3 M11pa. 

M He MO)l,;CT 6btTb mia•1c, TI0CK0.\hK}', CC.:.\11 011 6ccnopRA0'1CII, OH 

pacnaACTCJI II flC<iCJJICT. Tor~,a li0Jlllfa.aeT nonpoc C.\IIWK0M cy­

UICCT11Cllflbli"1; A KT0, ua Ca/llOM AC.\C, Rll,\IIT? Bo11poc He ..:acaeTCR 

010rpc1111R np11 IICM, llOJUITII0, C.:.\f0TpUT cy6hc:i.:r. Ho MO,t,.CT .\II 

OT,1C.\bHblh cyfo,eKT «BIIA,CTb>>? 

8 caod1 CT:\TbC «Cyutccrnye1· .\II K0.\.\Cl,;TIIBIIJR 11a.,1JfTb?» 

P~frnxap,1 KoJe.,ei.: i.:acaercH 11111e11110 :->roil npo6.,c:-.u,1. Kro HA.\R­

crc11 cy61>e11.10M 113/IIHTI!? PaJflC B0CllOMllll:\llltC !IC JfB.\RCTCR npc-



,K,\C uccro 'ICM-TO .\l['llll,[/<I, 1!03/<I0;.Kl[hJM TO.\hi...O n .\[t:llfJ.\l,IHH.:TII 

IIIL\HBIL\a? Onie-r Ko.1c.,ei...,1 c\e,\~·JOw11i\: <• ~lo}! H ' J,1 JJ.K.,1tl'.l· 

CTUI B Tor-1. •no, xon1 !l i\CltCTIHITC.\l>JI0CTII II ltCT i-:o.,.,ei.:lL!lllthlX 

II0CIIO~IIIHallllll, llCC•Tal\11 cyw.ecTSYIOT l((},\.\CK"I IIBHl,le yc.\ORltJl 

IJ{)3M0.KHblX nocnO.\l\!llJllLti!. h:.OAAClffllllllhlC yc.,on1u1 1103~10;.t.;HblX 

nocn0Mllll31111lt IIMC!Of pc.,11n103Hhli"t, co1u1a.\hllhlil, 110.\IITl\'i(· 

o.;11ii II )KOIIO\lll'ICCl\llil xapai.:Tcp. noTOl\11 ~I0CI0 01\blTa npow.\ll 

"1epe3 lll.\l03hl 3K0II0Mll'ICCt-llX, n0AIITll"ICCl.:ltX, pe.,1trll03Hl,1X. co-

1~11a.,hllhlX, ucpK0IHtblX, 11apTl\llllblX, 11a1..u1011a,\bllblX II }!JblKOBb[X. 

3apa11cc AallllblX, yc.,on1111. npc;+;Ac 'iCM np1106pct:TII K,\KOII 61,1 TO 

1111 6hl.\O 0111,IT, JI :1,m11UI.\! OT TCX yi.:.,oe11fi, K0T0pblC onpc.\C.\JIIOT 

p.tM)' M0HX ll0C11p11}1TIIII>>. 

A, ecA1t 11y.K110 111,1p,131n1, TY ;+:c MhlCAh }IJ1>1i.:0M 11(nJ1111, .11 ~10r 

61>1 11p1rnecT1t ll i-:a•1CCTRC 11pm,1cpa xaiiK)" '.lCT0IKK0l"0 110.na iOp11 

I0,\11: 

C.'IOTpe., .11 Mlmroc. 

Ho llOJ;+.C B1,l6p:1..\QCb 

YHII.\CltllOC. 

CyGbcKT n:ir,\.ll,\a p,nMhlll:lCTOI. 011 y:+::c 11c <~}! ». TpyAHO, o,\ 

11:l.K0, YTRcp;+;,\:tTh. '!TO 011 «011», «Mbl» IIJ\11 rai-: 11onyM1:p111,1c S 

)ll0X)" C0l..{11.1.\113.\1;\ «0IIH». noTOM)" 'ITO, 1111 «011», 1111 «Mbl», 1111 

«01111 » MOl"\'T )811,\CTh TO, •no Rl!.K)" «.ff». Ho .ff .\II )TO Bil;+.;)', 11.\ll 

0110 KaK-TO C.l.\lO 811,\lllUI? 

BoT ~11,1 II 110,\0LIL\\I K cynt J-l;\IHC::ii 11po6.,cMhl. i\(o;+;CT .\II OT• 

,\C.\bllhllt "IC.\0BCJ.; « 811,\Clb» t:yll.lH0CTb ~111pa, pal Oil OIOTPIIT np1t 

ll0~IOIUII 0,\11011 V,t,.C ynop.llAO'ICHHOII 011n1•1cu..:oii UICTCMhl? 3.1-
X0'IC I .\II 011 Ot:BoGo,\ltrloC.ll 01 CIICTC:l.\bl, 011 0IISITb IIC CM0;.t.;CT SIi· 

,\CTh, IIOTOM)' <ff{) ~•1111,\CllltC» - 3T0 MCIIT,lAhll,HI, <l llC 0IIT\t'lCCKJH 

,\CSITC.\hH0Cl h II o6p,U1,I ,\0.\;.+..llbl 6MTb 0OlblC.\(;'."llbl 11p11 II0M0Ulll 

1.1pa111.:e 3,1,\,1111!010 KO,\,l - C0IUl.1.\bl!0t0, IIAC0.\0l'll'ICCl,'.Q[0 11\ll 

Ut:1.IR0\bll0r-:>. '-)n) ltd CJ.\I0M ,\C.\C anop11S1. 11 pcmu lh cc no:1:1.!0,t,. 

IIC 10.\hK0 T0L\,l, i.:or,\.l 'IC:.\0BCK IKMOTPIITCSI IIC no 'IT0-111!6y.\l, 



( \ll !"I' 11, II HI \I· l , !9 

fO( . .lHUlOIOCOl.K llnlll\"10 II01..olJ110,.; RIJ\CTI> 
l l(kO[J. 

HO(TI, Llll.lll,l"lh (),\Ill\ II n: .+.c oop.111,1, 11Jll!.\1C.:l!JI)( p.1 IHI I<.: 1'1:0 \I,/. 

lr,1 011cp,uuu1 cmc Go.\c.:<.: 1mrc.:pcn1,1.11 11 1my•nr1t:.\l,JJ,1>1. c..:.,11 

otip. lhl )I(.'. 11;\l'lOHIUIU:. ~II lll'lt'U..:lf(.'., ,l (11.\1110,\1,1!1,J(.'., 11er.:y11tc.:1.. ' 

IOIUIIC R pc,l.\hllO.\I \lllp<.:. 1111 J.ll'O, CO .l,.lkllllllt: OtllOBM MCH .l\i, 

o 1. I hmr.,.1 61,mat:T 1111rcpcuro up(}(.: \C.:.\111 b J.\ p,1 u111r11c,1 1-.1i.:n-

1ntt;y.,1, \10111Ba A .,111po11oi1 IHP 11111, 'llot)t,t llll(Morpt:11• l,;,lh: (I(} 

Httrcpnpcn1p\"kll" ll,\:lllhlC Jt)J\0.\(.'.JIIIH, p,llJIMc.: :t\AOA-:l'(TJ\Clllll,J(.'. It 

ll;\t'.O.\Olll'ICCJdtt: Oil IC.\1/,I. .\IM \to:+.:C\I \"C\OhtlO H,l H • \ II<.'. 

pa111u 1 ... u1,• o,JuH .e.1. 1.w) H,1 .... ho 111,1p;1A-:u111c lll.\ll lH 11.1110 

J l(TC>tu.::J.:011 /10:) 11111 JI 11.\!l'kl IHHl,\I ,11.\,IIIIIC Cl 11XO I IOJlt!HUI 

l 1.,.1 -)pui,; P,·.,,o « lhp11,ut11)(: cmc 0,\1111 &1r,,,i,\ 11.1 \Opor s 

\pKa,,1110» lkyuumc 11. 11.,1cJ1110 no, ·11xo111npcm1c ,1 .t.1 11 

<.. \) ,t,:111 I J.:OIIJ.:Jlt:IHJ,/\1 :-.rart:pll,l UH!, 11.t hOropo.,, ,\f() +-110 /l(lh n,, 

KJJ.: 11pm1cxo,,1t r 11poo.,c~1.n II IIIJIOll,llllll' RJl ,\JI,\.\, 0 h010JIOM GM.\O 

Ji:a: !I! )RJ,JIIJC. 

( Ylllt'.(I firer /lt:CJ.:0,\hKO np,1 111111 .\IOC] () 111,1\lopa 11\ll'l!II( 1roro 

tplt.\lcp.1. ncpsa.11, 1':0llt: 11110. cono111 R HH1 '!TO II lTO.\] Ul!Xor 

aopt'.111t11 ,11,1 11axo,\11\1 11.,ca.,M1oe coor110111e1111c .,it: ,~ tt 11n110-

c- h]O RIDY.'.l.\hl!Oro, AhlJl;!:+.:t:11/IOII ;u,nrn11oc,h10 Ii f.\JIJ,a, II npo• 

._ p:mc1HO.\f (lf\1110,\()IJ, Allt',\Cllllhl\! 06urp1,r11;11111c.,1 .\HJ nma ApK,l 
11 O,\lloro 11:1 u:unio.,ct: <.:T01tJ.:11x 11, R TO A-:t: 11pc:-.u1. 1t;umo.,cc 

a mo6p 11th X lllMRO.\ll'IHhlX upm.:rpaitt. MIIJlOBOll K \l,r J'>hl. 

Brr ,HI npw11111,1 .\f(J(TO BhltJ ipa CRJ( II, C TCM. " IXOr 

~ Ill(' 6 \111 ',\I, 11;:i"i11111. lllOt:06nM ,\<.:MOJl<.:lp11JJ\ vpo11c .. c 

np ll\Olll I 11pm 11111 U ipc11u t:pnpc 111111 UI JIAa R f,\J \ I 

( OT opc:111111 Py:-.1, lll, IT r, TOlll!Ot',XOl.llCl,ll 11 

oc It '!TO ounpu If :\JI~ B TIIX\. TB pctum 'fl,( p I. II 

<..II JI JI. ·f1 ,.111a1iTc Kopo1 0 061,JICIIH~!, ) 'ttM H.\<.:T _lt:'lh 

n1xo. optm1c ll. \'Aa lp111 Pc'l.fKl • B p11,11111ii Ewer um 

\JI\ opon ll \pi.. Ito» n}ll,\llt,.OBJII<' H cu .. Gopun (.'. 

(TJl.'(i Ko,k.>'IK ff).>CMt Ill I ~CAlllC'-1 19X5 1 • 0tto H . 

-
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'-ll!HaeTCR C M0TT0-LUHaTbl H3 CTIIX0TB0peHHR Apyroro 3CT0llO.:0l"O 

no:na - Kap,u P,1cT11KHB~1, 3ay•1aweH TaK : 

51 6hJA HJ AOpore 0 AptGlAHIO, 

XoTR poAHAOI B XL!>Klllle. 

3Ta MOTTO·UHTaTa, 0AH3KO, llH'lC:M He f!OXO)Ka Ha MOTTO, HC· 

f!OAb30BaHHOe caMHM r~ICTIIKHBH, B H3'13AC ero CTHXOTBOpemrn 06 
ApKa1rntt . 

Sing men song of a Ind that is gone, 

Saw, cold that lad be I!' 

3To MOTTO, 33HMCTB00311HOC H3 OA!IOHMCl·ll-!Oro CTHXOTBO­

pemrn Po6epTa Ah!OHC Cnrnettco11a, TOAbKO BBOAHT pa3pa6onH­
ttyio B npott3BCACHJ,rn 3MOU,HOH:l.AbHYlO TCMy. Y P yMO, CCblAKa Ha 

PucTHKHBH, BCYlllHOCTH, 03ll3'13CT, 'ITO OH Ha caM0/\1 ACAC m,wer 
aap11a1.J,HIO Ha ero CTHXOTllOpern,e - CAOBa 06011x TCKCTOB 00'-!Tll 

f!OAHOCThlO COBI13AJIOT, TO,\bKO KOC-rAC Bhlpa:>KCIHHI. pa3HblC. Cha­
ro, OK33h!B3CTCJI, 6b1AO AOCTaTO'-IHO, '-IT06b1 ue.\OCTHOC nocAaHJte 

CT HXOTBOpemo1 3a3BY'l3AO no-HOBOMy, npcu11repnpen 1pyJ1 3H3-

'-ICHHJI KAIO'-ICBblX CMblCAOB H BH3Y3AbHbl X MOTHBOB opttrHJ-131\3. 

'--ho6b1 y6cAHTbOI R :HOM, ,, y'-lwe npo,rnraTb o6a CTHXOTBopemrn 

a napaAACA 11, no crpoKaM: 

V 

Sing me II song of a lad that is gone, 

Saw, cold that lad be I? 

Minagi olin Arb:i.dia ted, 
kuigi ma siindisin saunas. 

VARIAT SIOO N: VEE L OKS 
VAA DE ARKAADIA T EELE 

Afinagi olin Arkaadia tee!, 

k111gi ma mndisin saunas. 

(Karl Ristikivi) 

Ohm on vaikne, ei isegi cuul 
Sahista sasicud aunas. 



~f6nikord mOdcn: ma l:i.hcsin vcd, Kccgi ci bi vcd Arkaadia tee]. 

murcm nooru k Arkaadia tcd, kii ijad - kas ongi nad siindinud \'Cd 

mussalikcpikc pau nas. v6i allcs lootustc paunas? 

Aga ma tcan, ct kaotsi n best 

tcc juba cnam ku i ammu 

j;i, ct ma iiksinda cncsc v;icst 

lciksin 1cc, millc kaouin k:icst, 

~clicks ci olc mu l ram mu. 

Kuhu b lahcn, sea l ,·csi on ccs, 

,·c~i ja kOlcdad kaljud 

L1.hl'Utllld viim nc kui lootsikumccs, 

lahkunud lauldcs, ct ,·csi on ccs, 

nii nagu laulvad paljud. 

Nonda ma i~tun ja t6csri ci cca, 

nnduda cnnasc vOi saamsr. 

Argc vaid Oclgc, er n6nda o n hca, 

nOnda on clu ... Scst tcic ci tea, 

c1 tunnc mu 1samaatusc. 

V 

Smg mea song of a lad that is gone, 
S.iu, cold rh,11 lad be I? 

A J 6u 11.1. n-1,T.11 3a ApK2iAII.II, 

M;i.up 'IC cc poM1x a Ko.,116a. 

ITOH.IIK0(2i MIIC,\JI ,!.3 npu6.\ll;+;.,I 

OUIC, 

-

Kccgi ci kai vcd Arkaadi;i. cccl. 

o lgu ra lossis voi saunas. 

Ajad - kas ongi nad afanud ,·eel 

kccgi ci kai vccl Arkaadia red, 
tOcsc i - ci lihcksi suunas. 

Kuh u ka vaa1a n, seal kal1ud on ccs, 

kaljud ja vir\'Cnda,· vc~i. 

Kas olcn m ina sec ronijamccs, 

u-ho'i/ 01•trrome, kui kaljud on ccs, 

ning kcs ci v;isi, ci kiisi? 

NOnda ma scis.1.n ja isc ci 1ca, 

kuis hinn:ua o ma staamsr. 

Argc vaid Oclgc, ct n6nda on pea, 

cc nOnda ci tohu - scst kccgi ci 1ca 

maailrna !Opikku saamst. 

BAPl!Aljll~ , Oll\E EAIIH 
norAEA KDM ffbTR 3A 

APKAAIIR 

A3 6J1x Hfl m,m.Jl Ja .fp,cm}u.Jl, 

i.tnK.ap •u u poJux s ,ro.1u6.1. 

(A.;,p., P11cm11u1sfl) 

Tuxa II cnoKOIIHa HOW C 

Aa:.+.c a,n,,p HC wpm B K}'JIIITC, 

H11i.oi1 RC'IC 11c s1,pou no ffhTJII aa 
Api,;,_a,111J11 



6e3rp11;,f,.Cll IOIIOUIJ no nl,TJI .lJ 

Ap1.:a,111J1, 

C MapwJ.\Cl.:H A,.CJl>.\ B PJIIIIU:lT.l 

Ho :n JIIJM, "IC J,iry6i1x cc ccra 

OT.\J.BIIJ. 8C'IC n1,nn cc IIC IUIA..:,A3 

nl>TIIIIUII ,\J.\l!CcpJA,.:,J.HTCDCC 

11.\11 C.1.\10 HOCJIT B p3111lllJ ,\lC'llltTC? 

Hm,oi1 BC'IC HC Rl>PBII HO llbTII Ja 

ApKJ,I.IIJI, 

RCC C,\110 B ,\ROpeu 11,\11 K0.\116a TOil 

po.,e11 e. 

110 JJ CJM IIJH nl,.\t'II Cl,M Cl,C Cll.\11 BpcMCTO All C BT:lt,.OBJ .lJll)"CTCllltC -

n,pcR 3Jr\'6CHIIII 111,T, IIIIKOil BC'IC IIC l'l"bpB11 no ffbTR 3.1 

ApK3AWI, 

II OT .\~T311CTO I v6R CII.\J. .\JA,;C IIC B TJt,.OBJ 11anpaB.\CHIIC. 

HaKbACTO ,\;l TJU.r1ta, TJ,\I ltM.l CJMO HaK1>,\CTO ,\J nor.,e,111.1 - RCC 

BOAJ, CKJ,\ 11 , 

80.\3 It p1,6ecnt J..JMl,1111. HCC CJ...I AJ I II B0,1HJ fl\'CTOIU 

On1eai11,.11 Cll 1mc.,CAHIIJ1T AOAK:tp, T<1311 i.:.11cp:i•1 AJ,\ 11 nM aJ, ,1a.,11, 

OTiteJfo.;11 Cit HCC, J3ll10TO OTnpc., C KOiiTO !UC cc Bl>pHc upe..i. BIICOKIITC 

nee, KJKTO flC:RT MIIOJltttJ. KOilTO IIIITO IIIITI, 1111 cc y1>1op.1rna? 

T1,it ccra CC.VI II cnt lie 311311, T1,ii ccr:i CTO:R II CJM HC 3113:R, 

Kl>/\11.l cc II cc6e Cl! II Bl,ll C"hA6:na. K;IKA:l npoyMeJI ceoiiTO Cl,CTOHllltC. 

Cai,,10 He KJ3eainc, 'IC TJKJ c ,,o6pc, Ca.,10 HC TB'hp,1.CTC, 'IC TORJ T;iu 11c c. 

'IC TJK"bB C Ai.ltflOTl,T ... JJUIOTO It(' 'IC TJK:l IIC 611ea - IIIIKOi! rp: IIC 

JHJCTC, 3113.C 

IIC 'l}"BCTRJTC MOCTO OTC'ICCTBO. Ha CBCTJ flOCI\CAHOTO noc.,a1111c. 

CT11xonmpeu11e P11cT11Kue11 no,1xBan,1eat:TTeMy no1cpJ11111oi1 

MO.\OAOCTII, 3.lllMCTROB:lllHYIO 113 nec,111 CTll8CHCOMa - MOTHR, 

npowC,\IUlll'i '1Cpe3 MIIOrO'HICACltHhlC 11ap1-tal.(Jtll B Mltposoil ,\1tpH­

KC. Hosoe 3,lCC.:h BO RBC,\CIUHI Tpex A0110,\HIITCl\hMhlX MOTIIROB -

Api.;a,,1111, K KOTOpoii KOr;\a-To CTPC'-111,\CR ,.6e33a6oTHhlft fOHOwa 

C M:tpwa \hCKl!M ;t,.;CJ,\OM B MCWKC>>, llOTCp.1111uoi't AOporu U OTC'IC-
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CTBa. nocACAHllft MOTllfl - MOTl1B norepR1mofl pOAJIHJ,J - MO:.K!IO 

,\en:o o6NICJll!Th 3MHrpat-HCKOil cyA1>60H no:na. Kap,\ P11CTJIKIIBII 

nOKJIAaeT 3cTOHlll0 11a1<a11yttc 1946 rDAa, noC,\C TOro, KaK era OTe­

'lCCTSO 6b1,,o OKKyn11poaano CoserCKHM CoK>30M II npai,.111'ieCKH 

BMIO'ICIIO B rpaH!ILJ.h( CCOBCTCKOi"I IIMncp1111. i\11p11'iCCKllll rcpor1 

CIIAIIT Ha 6epcry u CMOTPHT Ha BOAy, OTACJ\JIK>lllYK> ero OT pOAIIHbl, 

II BhllJAaKHBaeT CBOIO HOCTaAhfl!K). 8 •1eM, OAHaKo, 3Ha•1c1111e MOTii­

Ba, CB.IIJaHHOl"O C ApK¾l!Ci"I. Mo:.KHO ,\II ero aocnp11HRTh KaK CIIHO­

HHM OTC'lCCTBa? no-BHAIIMOMY, HCT, oco6c11110 I} e r o CO'ICTal!IIH C 

MOTHBOM poiKA,CHIUI H noTepRHHoro nyn1. 

KaK paJ MOTHB ApKaNrn - 3TO TO, 'ITO Bbl3blB3CT 11aw HI ITepec, 

KOrAa Mb! IICCM~AYCM paJl!bJe J~la'iCIIIOI BJl"lvlA3- B 3TOM 06paJe-nei"1-

Ja;+;e MllqJH'ICCKOfl crpaHbl ApKa.,u111, BC'IIIO aocnpmmManweMCR 

Ka.K BHJya,\t,Hblft o6pa3, 8 pa3Hble apcMetta OTKp1>1Bai\OCh H I\IITep­

npernpoaaAOCb MIIO,KeCTBO Jtta•1ett11f1. Aaualhe 11x npocACMIM. 

Vb reorpaqnrn H HCTop,m 3HaeM, 4TO ApKaAIIR - 3TO o6MCTb 

nocpeAH neAono11ecca, xapeKTep113yK>1UaRcR r opHblM pe \be<poM, 

'lTO npeAonpeAeAReT nacTymecK11f1 06pa3 ::,i,::113H11 ee Kope11111>1x 

)KliTCACH. ApKaAuriu.ea C'll!TaK>T caMblMH APCBHIIMII cpCAll rpeKOB. 

Ha HIIX B nam,ICHbweft CTene1m TTOBMIRAO pa3BIITIIC OCT3Ab!IOli 

'lacnt rpe4eCKO{I Tepp HTOPll~t , 'ITO U n03B0AIIAO m,1 coxpam1Tb 

CaM06b1THhlli xapaKTep )l(H3JIH B o apeMR 3AAIIIIH3Ma IIMCHHO 

3TOT 11acTywecK.J1i'1 06pa3 )l(lt3HH aocnp11n11MaeTCJ'I KaK oco6yK> 

IJ,CHIIOCTb - OH ocno6o,KAaeT '-leAOBCJ<a OT ero 6yAtlll'IHblX o6R-
3aHttocreft II noJBO!vleT e:,.iy OTAaTbCR paAOCTRM ;+(113ml - AK>6-

BH, neCl!J'IM, 11rpar,1. vlAHAAll'ieCKOe npeACTaBACIHJC 06 ApKaAHlt 

B03pO;+CAaCT Mil <!> 0 3oAOTOM aeKe, R3RTOM no:nai,.111-3,\,\l!HaMll II 

npe;+CAe acero BeprHMICM Bera 3KJ\Ofll. Tor )KC MO~IIB 61,1,\ B03po­

~CH noJ:.Ke A11repaTypof1 Petteccauca 11 6apOKKO. 

3TOT CMh!Ci\ r!OII.IITHR 06 «Ap1<aM1H» coxpattHCTCR II I) pa3-

Hoo6pa3Hb1X AaAbHe1lw11x ,\1tTcparyp11blX lll!TepnpeTaU.IIRX II 

04>opMARCTCR Kai< IICH3MCHHOC, XOTJ'I 11 IIOA'llllleHHOe 3Ha'iCIIIIC 

3TOro CAoaa. Eeccnoptto, 11 y P11cn1K11a11 ynor,urnamte 06 ApKa-
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AH11 COACP>KIIT nOA06Hbli'I CMhlCA, np11COCAIIIUIKlll.llli'ICJl K llOIUI· 

nno o poA1-111e - A11 pw1ecKm1 repoi'1 nocnp11m1MaeT 11 •1y0crnyeT 

poAHYIO CTpaHy HMCHHO KaK ApKaAlflO, 

8 TO )KC npeM.11, OAHaKO, Mbl HC MO)KCM YTBep,KAaTb, 'HO 3TO 

OCHOBHOC 3Ha<JCHHC nom1nu1. Otto B ttar.u1oro 6ot.bWeH CTC:llCHII 

nepeKAHKaCTUI C 6oAee nOJAHHMH HHTepnperau11.RMII MOTltBa, 

sneAe1-rnoro n enponer1cKy10 KYA1>rypy Aan111cKoH <ppa3oi'1 - Et in 

Arcadia ego - a BJ.1na O tta 113 n,noH 3KAOrH Bcpn1A1H1. 3TOT Morna 

CTaHOBHTCJl nonyAHpHblM B nep110A KAaCCllL(HJMa e HC 6Aaro,1,apJ1 

AJITeparype, a )KHBOllHCH. B TBOp<teCTBC <ppaHUY3CKOro xyAO;.KHl!Ka 

Hm.:oAa nyccetta ecrh ABC 1rnpnm1>1 naA 06ut11M 1-1aJaatt11eM ,,na­

cryx1-1 ApKaAlHD>, Ha KOTOpblX H J06pa;,i.;e110 1-lCCKOAbKO naCTyX08, 

co6paawuxcR nm.:p y r capKo!pa ra c •iepenot.1 11a 11eM. Ha KpwuKe 

capKo<j,ara BHAHa HMeHHO 3Ta AanmcKa.11 <ppa3a, 



TO.\J,;OB3HUC 3TOro MOTHRa BCTpc'!acT ccpbC3HhlC TpyAHOCTII 

J.13-Ja BOJMO;+moro ABYX>1Jb1 •111oro nepcsoAa c .,aTbllllt. Conac110 

npaBll.\3M A3TIII ICJ,;Oro R3b1Ka )Ta q>pa3a MO)l(CTlpy111.::1..u1on11poRaTb 

J,;;u,: B H3CTO.lllltCM «JI B ApKa,\1111», Tai.:: 11 B npolUC,\WCM opCMC· 

HI! - «51 6b[A B ApKaAm!». r.VIA.11 11a i.::apTIIHbl n ycccHa AOfll'IHCC 

npc,rno.\O.A..l!Tb, 'ITO pc•11, 11,\CT O npOWC;\WC:\I RpCMCIIII - «R 6bl.\ 

8 ApKaAIIII », IJOCKOAbKY cyfo,cKT pc•m - •1cpcn A3RJIO yMcp,ucro 

'IC.\OBCKa. 3.l.CCb )':.KC 111-ITCpnpcTaI.tllll paCXO,l,RTC.11. 

CorAactto KHurc 6 cxT-vlop,\a11ecca II BccM.11kp;i O.J.IIJ. 113 na­

ny1u1,1u ~mryp, 3 IIMCIIIIO ;i,:c11CK,l.ll, SIH.\>ICTCR a.\.\crOp11c,·1 ;+;.11-

BOOl!CH 11.\H IICKyccroa soo6mc. B "HO:\I (MblC.\(' 110!1.IITIIC «Ap­
K.t,\101» OCMblCi\llBaCTC.11 JIC npoCTO Kat.: ,rpa11a 3o.,ororo HCKa. a 
110'.)"CCTBa. no MHCIIIOO naHOlp(KOfO, C.\080 ;+.:C « ApK.l;\I\.A •►, CR$1-

3aJHIOC c •1cpc110M 11 capKo<paro.,i, upc.J.Ca11.,,icr a.ucropitMl 'le.,o­
BC•1cci.;oi1 T.\CIII IOCTII II IIC,\0.\fORC'IIIOCTII, KOTopo11 IIC MIIIIOR.lTb 

AJ.A.:c po;t;,1Cllllhlli R ApK<l.\lHI. KaKOii II ,\eyx C\lh/C\08 II.IM Flhl· 

6paTb, 'IIIT3$1 CTIIXOTHOpcm,c P1lCTl!KllB1!? 
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Bb16op TpyAeH, ecAJ.1 nepeHTH KO BTopoMy cn1xy - «>I 6bu 
Ha AOpore B ApKaA(1IO, XOT51 p0AftAOI B XH)tW.He». Monm pO;KAC­

IIWI 3ACCb HanpaBJVICT nawe BHHMa1111e K ApyroMy nonyM1p110My 

ynoTpe6AeHHJO q>pa3bl ,,Et in Arcadia ego", B03HHKwd1 a Jnoxy 

WTYPM y11A Ap:uira 11 pa1rnero ttCMCl.lKOro p0Ma11T11J;-.1a. Cn1xor­
aope1rne « Pe311rna1.111J::i>> <Dp11A11xa illHAepa tta'ntHaeTrn c opek 

AO)Kettio1 ,,Auch ich war in Arkadien geboren" - « vi 51 poAHAOI B 

ApK3AHll>>. 

3ACCb y)KC CMblCA OOHJI.TIUI 06 ApKaAHH OAH03H3<1CH - OH CBJI· 

33H HMCHIIO co crpattoH 00331-HI 11 11CK}'CCTBa, npeAonpeACNIIOlUd'! 

CYAb6y xyA0)KHHKa. EcAH Thi poAHAGI B ApKaAJ-Hl, .)TO 3H3'lHT: Thi 

HaACACH cyAh6oH CAY)KHTb MyJaM. B 3TOM )KC 3H3"1C!-IJ.H1 MOTHB paJ­

BHT HoaaAHCOM B ADyx COHCTax no~, o6~HM 11a3na11HeM ~<ApKa­

AH.11» II 0OCB.111.Uel!HblX ABrycTy illAereAJO. 

O6a COHeTa H3'll!HaJOTCJI C OAHOrO H TOfO :+:.e 3HaKOM0ro HaM 

npeAA0,KCHH.11, B3.11Toro H3 npoHJBeAeHJ,rn lliHAAepa ,.Auch ich bin 

in Arkadien geboren" 3aMeHa npomeAmero BpCMCHH Hacro.11m11M 

AOCTaT0 11HO TTOKaJaTCAbHa, TaK K3K ornpaBAJICT 3H31 !CHIIC HC K 1(3• 

KOMy-AH60 11/',!an!HepttoMy o6mecray no:HOB, a K TO'-IHO onpeAC· 

ACHHOM)' co6eceAHHKY - 'ICAOBCK)', KOTOPOMY aApecOBaHO no:n11-

'l(CKOC TTOCA3HHC. vf TTOCKOAbKY OH K0HKpen10 Ha3BaH (an A. \VJ. 
Schlegel) - no npeApewaer nott11MaH11e 06u,1HOCTH po»:AeHHhJX B 

ApK3AHH - o6oux TT03TOB COCAHHl1Aa B A)'XOBHOC 6paTCTBO caMa 

np11p0Aa (Zu Brudern hat uns die Nan1r erkorcn). nocACA)'IOllll1i1 

CTHX, 0AH3KO, uenocpCACTBeHHO BBOAHT MOTl1B POAHHbL 

Bee ynoMRH)'Tble AO OiX nop CMhlCAbl MOTHBa «ApK3AH.11» 

H acrpe<JaCMble B 3KAOrax Bepn1AHJ1(ApKaAHJI KaK J\Hl<f>H'-leCKa.11 

crpatta 6eJaa6orttocn1 H 3ot.ororo aeKa), B Kapnrnax nycceHa 

(ApKaA~!.11 K3K crpatta 110331-!H, 110 H TACHHOCTH 'lCAOBCKa), B CTl1-

XOTBOpem1J1x W11Aepa 11 HoaaA11ca {ApKaAH.11 - pOAHHa no.:1ro11) 

pacKpbmaJOTC.A' BO BCCM CBOCM MHoroo6pa3HH B nepabJX AB)'X CTll­

xax PHcntKl!BH - B IIX CMbICAC TTOHJITHC «ApK3AHJI» COACp)KHT B 

ce6e ace ynoMJIH)'Tb[C y)Ke 3H3'-ICHHJL 



CMOTl'ETh vi Bl1AETb 

H D ro ::+.c apei-1J'I flBOAIITC.SI 11onoe - npOTIIBOCTOHIHIC 06\'­

(.\QDACHHOt'O np11p0Aori Ha311a,1CHJIH 1103Ta- <<51 pOMIA(J'[ B Ap1-.:~­
,l,ltll» - npornentTeAhCK01'1Y MOnrny 'ieAOBeKa, CaM ce6H C03AaB­

mero- «R 6blA 11a AOpore B Ap1<:I.AII IO, XOT11 pOAIIAC.s! B :m::+.HHC». 

J..hthlMII C,\OBaMII, 1103Tl14CCKOro np113aa111rn MOl')'T ,\0611ThUI IIC 

TQ.\t,KOTC, KTO C !HIM pOAl-1/\CJt (po,K,ACHllblC B Api.::a,lJllt), 110 I! TC, 

l(TO pO,.\ltAIICb B y6oror1 Xll)fOIIIC, CCAII OHII pcwaTCH CT)'TlllTb 11a 

.i.opory B ApKaAIIIO 11 06,,aAalOT AOCTaT0•111oi'r pcm 11MOCT!,IO npoi1-

Tl! CC AO KOHL(a. 

:\lonrn AOporn .s!BiVJeTC.s! ue11Tpa.\bllblM MOTl1BOM I\ 110331111 

Kap.,a P11cn1K110 11. XoT.si H C'-rnTalOT ero Kpym-1d111111M JCTOHU..:IIM 

1103TOM, caM 011113AaCT 3a ABa roAaAO CBOelt KOll'llll-lbl IJCCro 0,\1!1-I 

c6opH11i-:, co6panw~1r1 nee ero no3n1•1eCKOC 11ac.,cACTBO. Ha3s;:11me 

c6optt11Ka «nyTh 'IC,\OBCKa». A KaK Mb! IHIAIIM B paco1aTp1rna­

C~!OM HaMII CTI I XOTBopc1111 11 nonpoc O nyn1, 0 AOporc - ROllpOc 

ue1npa.\hHblft. OcHOBll<HI np11411Ha .\3MCJ1Tau1111 AIIPll'ICCKoro re­

po11 - IIC CTO,\bKO n oTep.siHHaH HaBCCl";.\a MOAOAOCTb, Kai-: ll IJCCI\HX 

CTll8CHCOHa, CKO.\bKO OOTCP$l l llla$1 AOpora. 

EeJAOpom 'YAb6a r epo.si AOCTOII H a co::.+:aAC llltJI , nOTCpH AOpo­

nt - oc11oa11aH n p o6AeMa ero ::.+:113m1. n pou3BO,\ilT sne'!aT,,e1111e, 

0,\ttaKo, OTCyTCTBHC OAIIOrO ~13 BC,\YI.LlllX MOTJIBOB B npo11Jlle,\C­

IHtl! CnrneHCOlla - JI All TOT MO/\OAOH 'le/\OBCK, KOTOpb1ii yweA -

Monrn, BTopwmo nOAXBa'ieHHbTh B »ap11au,m1 Py,,10. Y PucntKIIBH 

pa3!1111..l3 Me-+-Ay 6e33a60THblM IOIIOWCh C MapwaAbCKIIM ,KC3,\0,\I B 

\ICWKC ll 3pCAbl M 'ICAOBeKOM, 3a6AyAllBWIIMCH 11 lllllYUHIM Aopory, 

Rbl3BaHa IIC apeMCHCM, a norepeH nyn1. 

3ra npo6AeMa CB.RJaHa 11 c MOTIIBOM nOTep.AHHOii pO.l.ltllbl -

8 npoU38CACHl111 A11CKpen10 11aMCKaeTCH Ha TO, ' ITO nOTCPH nyn,, 

.1.oporn - CACACTBIIC llOTepu pOAlll-lbl. Bo BTopoii CTpo<pe ABil pa3a 

fteflOAh3oaa110 111,rpa)l(C HII C ,,kaotsin kaest", a 6yi,::11aAbllOM nepcno­

.\e «noTepR,, pyKy». Bcyw11ocT11, ynoi-m11amtc 3AeCb o pyKe 11e 

l!MCCT HllKaKoro ACKCl!KaAbllOro 311,1'-ICH I I.R - Bb1paiKCHIIC 0311a•1acT 

TO.\bKO «noTepHA», HO CAOBO «pyKa» ycnAIIB3CT 311a"1CHl1C no-

◄ 



48 AAl:.KCAHAP TTAHOB 

Tep11. KorAa xon!T llOA'-lepKHYTb, 'ITO noTep51 CAHUIKOM 6oAb!.lla51, 

3 cTOHUbl roaop.siT ,,kaotsin silmisc" 1-1M1 ,,kaorsin kaesr': T.e.»n0Te­

p.11A rAa3» HAil «noTep.RA pyKy>,. 
HecMoTpSI 11a TO, OAllaKO, '[TO AAJI 3CTOHCKoro R3blKOBOf0 co-

3HaHWI yno:.rnHal!HC O pyKe B AaHHOM CAy<1ae HHY.ero HC 3Ha'lJlT, 

ABOHHoe no1nopeHHC Bhlpa,KCHIOI BCC-TaKH llOAYCpK!!BaCT ero 

CMblCAOBOl1 aKl..{CHT. I,1 CCA>I COITOCTaBfH,I ero C 0AH11M H3 nonyAflp· 

tteiiw11x II MHpoaoH MnepaType o6pa30B «Ec,u1 R 3a6yAy Te6.11., 
vlepycaM!M, nycTb 3a6yAeT Mettn MOJI npaaa.11 pyKa»(ncaAOM 
136), Mb! )'Bl-lAHM, '-!TO 3ACCb HHAHPCKTIIO CHOBa npHC)'TCTB)'CT MO­

THB CB513H MC,KA)' norepei'.i: AOponi II norepd'.1 pOAHHbl. 

B 33KAIO'lCIHIC, AaBaf!Te o6paTHM BHHMaHHC Ha TPCTblO CTpO· 

q>y, pa.AH KOTopor, Mhl Ha,1a,u1 3TO nyTeweCTBHe no 11CTOPlll1 06-

pa:)OB 11 MOTl-!BOB. 3AeCb C03Aa!I BH3yaAbllbli'I o6pa3, pao::pbrnaio­

llllli'ICR nepeA Attpw,eCKHM repoeM, o6pa3, KOTOpb1i'1 CTper-.111TOI 

BHYWHTb omymeHHe Tym!Ka, HCB03MO)KIIOCTl1 npOAOAA\~!Tb Il}'Tb, 

OTAaACHHOCTH OT MC'-!Tb!·pOA~!Hb[. 3AeMCHTa 3Toro 06pa3a - ABa: 

BOAa H KaMHH. np11op11TeT, OAHaKo, 1-!MCCT BOAa - OTACAJIIOlUMI, 110 

H CBR3bJBa!OIUaR CTHXl151. B HeH AOrH'!HO B031HIKaeT o6pa3 AOAO'f· 

HHKa, KOTOpbH1 0 HeH noeT, KOTOpb1H MO)KCT ee nepeceKaTb, KOTO­

pb1H '-IYBCTayer ce6.si: B 11el1 xopowo. 

Xon, repoH OTAaAeH OT rnoefi pOAHHbl BOAOH, :na nperpap.a 

He eCTCCTBel!HaR, a COQHaAbHa51, npmIICAUJa.si: 113BHe, npeOAOAH· 

Mai:i. M11p noCTpoeH npaBHAhHO, AHWb CYAh6a repoi:i nepenyra­

AaCb 11 He n03BOAJICT eMy A0CTl1'-ib caocH )KCAaHHOH QCAH, ofrhCAl1-

H.S!I01UeH npeACTallACHH.s! 06 ApKaAHH H pOAHHC. 

vi eme. EcAH Mb] 06pan1M BIIHMa1111e Ha rAarOAbl, KOTOpb!MH 

BBOAHTCJI OOBCACHHe ,H!p11'-1CCKOro repoR, TO YBHAHM, '-!TO OHH S 

60AbWefi •1acn1 aKTllBHblC - HIUY, flOAXO:>KY, AyMaJO, Aa>i<e CTO!O, 

T.K. CTO.s!Tb - 3TO noTeHI.J;HaAbHa.si: rOTOBHOCTb ABHHYTbCJI, noiJT11. 

fepor, He co3epuaeT, OH nhlTaeTc.si KaKHM-To cnoco6oM pewHn 

CBOIO cyAh6y, Aa)Ke II TOl'/1,a, KOrAa 01! 3a6AyAHACR H noTep>!A AO­

pory. C~nyauuR a aapuaum, Py.-.m cosepweH110 mia.si. B ero CTII· 
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XOTBopeHl!tt ace aKTIIBHbie rAarOAbl 3a;,,1cl1CHbl naccm11lb]MI[, E11-1e 

B JarAaBHJ.! nOA'-!CpK11yTo, '-!TO PC'lb 11ACT !IC O X0Ah6e no AOpore B 

ApK3AIIIO, aeme 06 «OAHOM BJrlVIAC Ha AOpory B ApK3AHIO». 

8~1CCTO aKnt011oro «>I 6bIA Ha AOpore B ApKaMtlO», ncpsb1f1 

CTIIX aapHa1..1m1 coo6maeT O Henpo3pa'Ul0CTH H HCHJMCH'-lltBOCTJl 

M1tpa - 110'-lb n1xa H cnoKoilHa, Aa::+-c rieTcp He my~utT a cTorax . 

BTOp:rn CTpo<pa, KOTopa.si y PttCTIIKIIBH roaopHT O f\OTcpe AOporn 

It MeTaJUUIX - 6ecnAOAllb!X, HO ace-TaK11 3KTHBHb[X ACflCTBlt.SIX, y 

Py~10 33MCHeHa aceo6beMAIOll.lllM OTp1uia111tCM - «HIIKTO y;+,:e HC 

11,\.CT no AOpore B ApKaAIIIO, apeM.sr 8 3anycTCHIIII, HIIKTO y:a-e HC 

11ACT no.1opore B ApKaAJIIO, A3;.KC TyAa !IC CTpeMHTC.s!». 8 TPCThCii 

crpoq>e fA<lrOA, llBOMllUllil o6pa31>1 BOAhl II CKaA, 1-lC rAaroA «noi'1-

TI!», a r,\3rQA «f!OCMOTPCTb» - «KyAa 6b1 51 Hit nocMOTpCA ... ». 

A B 'ICTRCpTor, CTpo<pc, B KOTOpoH om1Ch!B3CTC.s! COCTO.s!HHC HC-

110,1.BIDKHOCHI II ttcpeWIITCAbllOCTl1, KaK 6yATO HC33MCTl-10 maro,, 

«CTO.s!Tb» JaMCIICII rAarOAOM «CHACTb» 

KaK 6b1 HH KaJaAHCb CHHOHJ1MaM11, EHi! ABa COCTOSIHll.sl co­

aepmcHHO paJHblC - ncpeoe - :no OOTCHL\J!3AhH3SI aKTHBI-IOCTb, 

Apyroe - np,rn.srTaJI y:+-:e naCCBIIOCTb - repoh CHAIIT II CMOTPIIT -

KA:lCCll'lCCKUH 06pa3 6eJACi'iCTBll51. AKTttBHOCTb Ad'icTBl1.sl 3aMCHC­

Ha 113CCll8l-lOCTblO CMOTPCHHJ:I. vi no 3TOfl npH'HIHC, TO, '-!TO B11,1.J:IT 

o6c napbl r.,a3, pa3Hoe. 

PaJHHUa ca~iaR JHa'H!TeAhHa.si 11 o6pa3e ApKaA1111. AMI P11cn1-

KIIRH ApKaA11.si ace eme peaAbtta.11 UCAb, xoT.sr repof1 era noTep.RA 

TyAaAopory. 011 HC TOAbKO CMOTPIIT Ha 11ee, 1-10 H BJIAIIT ApKaAHIO 

BO seer, nO.\HOTC ~, CAO;+,:HQCTH cc CJ.IMBOAH'-ICCKIIX CMblCAOB. fepoH 

Pp,o CMOTp1n I-IC Ha ApKaAHIO, a H3AOpory B ApK.lAHIO. vi BJ.1AHT, 

'lTO no Heil HHKTO !IC HACT. ApKaAIIJ:1 nepecTaAa 6h1Tb I..ICAblO, 01-1a 

HC'-IC3.\a, naM.IITb O AOpore BCC eme cy111ccTByeT, 1-10 II OHa CKopo 

paCTaCT, nOTOMY •!TO tlllKTO y)Ke ApKaAHCH HC mnepecyeTC.11. 

CaMOC 60AbWOC 113MCI-ICHIIC, OAttaKO, tta6At0,1,aCTCJ:1 B BHJya,\b­

llOM o6pa3C TPCTbdl CTpoit,bI. C ncpaoro B3rAJIAa Ka::+-CTCSI, '-!TO ne­

pcA 11a:.m npocTOC 06pamem1e. BMCCTO «BOA.bl snepCAII 11 pc6ptt-
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CTblX Cl(a,\)>, y PyMO; «KyAa 61>1 }I HII nocMOTpeA, IIOBCIOAY o::a.\b[ 

~1 nycTOWh BOMHl:ll'I KaK JOAa» . 8b1BeAe1111e KaM11ef'1 11a nepep.m1i1 

nAaH AOcniraeT nponmonOAO>KHoro 3<p<pe1na npH nocnp11.st:THH 

nci!Ja)Ka . H cT y>t<c OTACMl!Olll,C(!, 1-1 BMCCTC C YfHM CIHl3blBaJOLUCft 

CTHXJIJ-1 B0Abl, rAC K0C-l'AC IJ IIAHbl 1(3MHH. 3ACCb nep CA 11ar,rn Bbl· 

3blBaJOU.UIC pKaC II CAy)l(alll,JH:'. nperpaAOfl OCTpble o:aAbl, cpCAII 

KOTOj)blX KOC-fAC IHIAIICCTCJ'I BOA.IIHaJ'I ny<i11 1ia. vf BHOAHC eCTe­

CTBCIIHO o6pa3 AO,'\O'lllllKa JaMCHCH o6pa30M o:aAOAaJa-'ICAOBCKa, 

'lb.SI )"!aCTb - B36~tpaTbCH no CKaAaM ttasepx ~I CHOBa B03Bpa1uanc.ll 

o6paTHO, HII O 'ICM HC cnpawmia,:i II He ycTaBa.SI. Cxo>KCCTI, C 6ec­
/lA0AHblMH yn1MUIM II CuJ1,1q>a O'ICBIIAl!a. vi eme. 3ACCb, B rpeThei1 

cTpo<pe, Pp,10 11a•11111aeT pa3BHB:1Th 0Al-l H 113 rAaBJll,JX M0Tl!B0B 

nec1-111 Po6epTa J\hlOCa CnrneHCOHa - << He R All TOT cKaA0AB, He 

JI All?», AI-ICKpeTIIO 11an0MHHaS1. MOTTO K CTI IX0TB0pc111110 P11cn1-

1oia11. TaKm,1 o6pa30M BBOAHTOI MOTIIB pa3ABOCJIIUI - T0fO ' KT0 

CMOTPIIT II Apyroro, KT0 ,1,et1CTB)'CT. Ho J'IBMIIOTCJI All OHi!, B ;.1,eii­

CTBIITCAhH0CTII, 0,1,1111M II TCM )KC 'ICAOBCKOM? TaK )KC K:lK repoiO 

CnrneHCOHa HC nep11ro1, 'ITO OO;+;HAOh M)';+;'IIIH:l MO;+;CT 0K:l3aTb· 

CS!. TCM caMb/M M:IAb'HIK0M, KOTphll°I yweA . ivk)l(A)' CM0TPCHIICM I! 

ACi'ICTBIICM npou30WCA pa3pb1B, I! repofi JIC 3H:ICT BIIAIIT All Ha ca­

M0/\! ACAC TO, Ha 'IT0 011 CM0Tp!IT. 

Bcer,,rn 3TIIMH, C ncpnoro B3fMIAa, HC3 11 a•111 TCAbllblM I-I 113MCHC­

HHJl;\HI n ayA 3p 1-tK PyMo petuH TCAbH0 MCHJICT I..ICAOCTllbJ{t o6pa3 

ApKa,UIII, CHl!MaJI nee H:lK0flACIHIC 0.[hlCA0B, KOTopoe Mbl BCTpe­

TIIAll R CTIIX0TB0pCHIIII PHCTIIK11BH - ApK:lAIIJI - ;,,nuf,11<JCCKa.ll 

3CMAJI cno6oAhl, paA0CTll II At06BH, B0flAOTIIBW:lJ'I B ce6e aocn0/\!11-

H:lHIIC 0 3oAOTOM BCKC, ApKaAl!Jl - 3CMMI HCK)'CCTBa, ApK:lAIUI -

CCTCCTBCHHaJI P0AIIHa X)'A0)l( lll!Ka, ApK:lAHJI - MC'IT:lllH0C 0Te'IC· 

CTB0. Ha CMC II)' IICCf0 :noro npl!X0AIIT Hecyu~CCT B)'tOW.aJI peaAb· 

HOCTh, 4>11KQIIJI, K K0Toport IHI KT0 )':.KC HC CTj)CMIITCH H K KOTopoii 

IIC 11~\CT, IIOT0M)' 'IT0 ;\Opara T)'Aa npox0AIIT •1epe3 0CTp blC CKaAbl 

11 BOAJIH)'IO nycrowi. 11 AJ06oe yc1uue no-c113u4'oncKu o6pe<Jetto. 

Tpa11cq>op;,,mposa1m1,1fi TaK11M cnoco6oM o6pa3 ApK.tAlm a 
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1wpHe MetUleT MOTt18 "!eAOBC'-ICCKOii cyAa.61,1. B '-ICTRCpTOfi crpo<pe 

TO::Ke Ha6,,ioAalOTCA tte60AhWII C, 110 UCAHKOM nepesopa"ll!RaJOWIIC 

CMblC,\ o.:a33HHOfO nepeMCHbl. Nl1,1 Y*e OTMCTHAII 3:l.MCHY CAOBa 

«CTOJHb» CAOB0/1! «CHACTb» . Bo BTOpOM cn1xe Mbl BCTPC'l.lCM 

cme 6oAee IIHTCpccHoe 06pa~e1me - repoH PuCTl1KIIBll KAJIHCTCJI 

B ce6.R II B cyA1,6y. B TO -KC BpCMR repoi'1 PyMo HC MO,KCTb OOW!Th 

3AC:Cb Heo6xoAHMO COCA:l.ThCA Ha 3CTOJ-ICK11i'I Oj)l!fl!J-13,\, no­

TOMY 'ITO CMhlCA cKa3a1111oro TPYAHO nepenecni. Y P11cnn.::11s11 n 

KOHUC Btoporo cn,xa CTOl1T CAOBO ,,saatust" - CYAh6a, y Pyi,!O Ha 

TOM ::KC MCCTe CAOBO ,.saatust" -nOAO-Ke1111e, CTaTyc. 

vi JTO He nycraJ1 urpa CAOB, norm,1y '-!TO a CAOBO ,,staarnst" 

IIO)T 8/\0)10\A ABa pa3llblX 3H3'1CHIHI. C 0~\HOi'! CTOJ)Ollbl, 3TO nc11xo­

o\Ont'ICCKOC COCTOJIHHC, C Apyrori - craryc, MCCTO '-lCAOBCKa B J\lllpe 

II iKl!3HH. 1 Lho )TO 33 MCCTO? Co3epu,aTC,\JI, aKTI\BHOfO ;l.CHTC,\JI, 

I O TOM, '!TO TI0A06ttasi 11rpa CAOB xapaKTepH:t AAJI fl0)31111 napa 3pm; 
PyMOCll11ACTCAbCTBYCT 1-1 (ACA}'IOlll;ee o6bHCHCHIIC, Alll/lOC IIM B IIHTCpBblO, 

KOTOpoc JI B3HA y HCfO B 1986r. (JK.»¢aKCA»p IIOMcp 3 3:1 l 988r.). « TaK 

KaK pC'lb rtOWA:l O nepcBOAC, SI XOTC:A 61,1 npOKOMMC:HT11pOBaTb CAC.\3ll lll,lit 

aiMI! ncpcBOA MOCfO CTIIXOTBopc1111J1 «l-. l c'ITaCWb». A/\JI MCHJI saw 

Bb16op 6bl/\ IICOJKHA3HIIOCThlO, flOCKOAhK)' CTIIXOTBOpCHIIC nocrpoc ,m B 

60.u.wcls CBOCit 'llCTH 11a ttcnepc:eoAUMOit Hrpc CAOB. 

lfHTaTCnlO )TOfO ncpcBOAa JI XOTCI\ 61,1 A3Tb IICKOT0pb1C noRCHCHIIR: 

'1CpC3 BCC CTIIXOTBOpcm1c /13. CKB03b npoXO..\IIT r.,aro.\ MC'IT3.Tb 8 (jlop1>1c 

2.,.CA.'1. - «MC'ITaClllb» .llo-)CTOIICKII 3TJ (jlopMa 3BY'IIIT «)'HHCTaA», 

'!TO noxo:«c 113. 3BY'l3.HIIC I! nan11ca1t11c K:lKOfO·Hll6)'Ab IICfl:tHCKOrO 

HAit IICMCUKOl"O ropoAa(cp. AapMWTaAT, C11yAaA, A116cpTaA)- rio 
lTOi"i npH'IIIIIC BO BTOpofl flO.\OBIIIIC CTIIXOTROpCHIIH 3T:l r.\lfQ.\bll:lJI 

!p<)pMa np1106pcTaCT OKpacKy IIMC:1111 11ap11UaTC,\hl!OfO, 'ITO, 113·33. 

COACpA(3ll(CfOCJI B IIC:M 3Hl'ICIIIIH «co11»(3CT. «y1111» ), AlCT OCHOB3HI IC 

TO/\KOBaTb cc II K:lK «ropOA CHl». Ho B TO )KC spcMJI 3TO Cl\080 MmKCT 

OJHa'laTb H «ropOA CAIIIICTB:l», nOCKO.\bKY Mbl snp:rnc: 83.11Tb CTaBWCC: 

~C:.+.:..\.}"HapOAllbJM AlTIIHCKOC: 311:l'ICHIIC '13CTl!Ubl «)'HI!». TTOABC..\JI IITOfll 

lTOM}" npoucccy, ApaM3Tll'ICCK3JI II MC,\3HXO.\ll'ICCK:1JI MC'lr.lTCAbHOCTb 

H.l'la,,a CTIIXOTBOpc:111111" npc:apa11-1aCTCJI OAIIOBpcMCIIHO B Kp11Til'ICCKOC 
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no6CAHTCiVI, ;+.epTBbi? >lc11ocTb B CTHXOTBOpe1111H PHCnlKl1BH, rAe 

repoi:'1 on/\aKJ.1BaeT CBOIO HCC'!aCTl--l)'lO cyAb6y 'ICAOBCKa, noTepRB· 

rucro AOpory n ApKaAIIJO, 110 npeKpac1-10 3ttaiomero K)'Aa I! Ja'!CM 

CM)' HaAO HATH, 3ACCh 3aMCllCHa o6pa30M nOAHOi'I paCTepxttHOCrn. 

no:nOM)' B flOCACAHHX Tpex cn1xax CM bl CJ\ 1111oi1. repoi1 P11cn1KJ1Blt 

o6pawaeTOI K OKpy>KalOWHM II JaKJHIHaCT 11X He ycnm.:a11BaTb ero, 

HC yroaap~tBaTb, 'ITO II TaK ;.+(l!Tb xoporno, 'ITO )KJIJl!b T.H<OBa, noro­

MY '-!TO OHH HC 3HalOT II HC MOf)'T flO'l)'BCTBOBaTb cro OTC'-ICCTBa. 8 
TO ,KC spCMR rcpoh PyMo o6pawaeTC.ll K oKp)'::KalOLUIIM, KOTOpblc 

XOTJ'IT y6eAHTb ero s TOM, 'HO TaK HC AOA)KIIQ 6b!Th, flOCKOAbK)' HC 

TOJ\bKO OHH, l!HKTO /IC 3llaCT, KaKOBa C)'Ab6a "rnpa. 06pa3 poAHHbl 

yCTynaeT MCCTO o6pa3y ecero r-rnpa (B 3CTOHCKOM }IJhlKC o6aCAOBa 

o6pa3oBal!hl OT OAHOro >J Toro >KC KOPH" - ,,maa"- 3CMM1), a cyAb6a 

'-lCAOBCKa 3aMCJ-ICHa cyAh60IO r.rnpa . B noc1-poc1-11111 r.rnpa y)l(e HCT 

CTpohHOCTl1, J-ICT B !ICM J'ICHhlX npaBIIA H OTHOUICH11fi, cpCAJI KO· 

TOphlx '-lC,\OBCK AOA)l((:11 IICKaTh caoe MCCTO II CTpCMIITbCJ'I K H.l,C· 

aAbHOMY COCTOJ'IJ-IHIO, CIIMBOAOM KOTOporo }18,VIC:TCJI ApKaAllJI. 8 
00A06ttoM i.rnpe CaM 3TOT 06pa3 1-1eyr,1eCTCII II HCHY)l(CJI, no:HOMY 

Ha AOpore B ApKaAHIO y)l(e IHIKOfO IICT, Otta nycTa. BoT ' ITO fHIAl!T 

nay,\ 3p11K PyMo nocnc emc 0AH0f0 B3fAJ'IAa Ha Hee, OOAHOCTblO 

MCHJIJI TaKHM o6pa30M CMblC,\ 1-1 cyl.J..IHOCT b MOTHBa. 

~h-o6bl op11e 11TttpoaaTbCR B MHpe, '-iCAOBCK CMOTpttT. Ho Ha­

CTOJ'llUCC OOHHMa1-111e JaBJICJ-IT OT Toro, 'ITO IIMCIIIIO OH BIIAllT, OT 

Toro, OOA'-ll-lHJ'ICTC}I AH '-iCAOBeK 3aKpent.CIIHblM y)l(e 06pa3aM C 

YTBCp)i(ACHHblM CMhlCAOM, J-IAJ-1 CTPCMHTCJ'I npottllKIIYTb BrAy61, 

II 061-1apy)l(J1Tb ;\pyr11c 3Ha'-iCHIUI roro, 'ITO OORBHJ\OCb ncpcA ero 

B3f,\JIAOM. C Apyro1i CT0p011hl, '-lCAOBCK HC MO)l(CT 060Hn1cb 6c3 

YTBCpAltBUIIIXCJI o6pa3UOB, B KOTop1,1x ThlCJl'-iCJ\CTIICC pa3BUTIIC 

KYt.bTYPbi HaKOrtl\/\0 Cll/\180/Ul'ICCKIIC 3Ha'ICHIIR, 6Aal'OAapR KOTO· 

pblM per11CTp11poea1-111oc opra11ar.111 'IYBCTB np1106pcn.eT CMblCA. 

OC)"A.'.ACIHIC coapCMCllttOil nycroi1 rpaTbl BpCMCIHI II B naTCTll'ICCKOC 

npc:.craB.\CHIIC O CIIC - l<JK 06 CAIIHCTBClmoi1 pC3Abl!OCTlt, fAC BCC 

c:.111-10». 
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v1Hb1Mll CAORa~rn - CMOTpeT b rAa3a~rn Apyn1x MOAei't. ::ho, 

0,1.HaKO, MO:+-eT TTOCTaBliTb ero B onyal.(HIO 3A~ma - CMOTpeTb He 

BH;l,)l:, noTOMY 'lTO KOHKpeTHaJJ c,nyal.(H51 rpe6yeT, 'lT06b1 aemtt oc­

MblCJ\HBa,\IICb 110-HHOMY. B 3TOM OTHOWeH~111 'leAOBeKy TTOMQ)KCT 

.\lllllb onepaq11JJ <~eme OAJ.IH B3rAJJA Ha .•• » vi AHTepaTypa - OAIIH 

113 caMblX 3lptfieKTHBllblX MCXaHH3MOB coaepwc111rn 3Tor, onepa­

wm. Ae,\O B TO~!, 'lTO Olla, B OTAH'lHC OT 061,1•1ttoi'1 )KH3HH, B KO­

Topoi', Mbl CMOTpH~I CBOHMH rna3a~B1, HO BHAHM r Aa3aMI! Apynix 

MOAei't, 3acTaB.-vieT 'lCAOBCKa CMOTpeTb 'IY>KHMH rAa3aM!l, HO !ll l ­

ACTb - CBOHMH. 51 HaACIOCb, 'lTO np,rneAeHHblH tt pacCMOTpeHHblH 

Ha~m npt1Mep, 110Ka3aA, KaK 3TO npottCXOAHT. 

When modern theory of art came inco being in the I g,h ccmury, the 
firsr problem before it became che boundary between the differem types 
of ans and more specifically the one between visual and verbal :ms. ll1is 
problem has been solved by G. E. Lessing in his treatise "Laocoon': An 
Essay on rhe Limits of Painting and Pocrry'. In the 20,1, century though, 
the development of arc irsclf and rhe forming of new types of arts such 
as cinema and television, where rhc visual and verbal principles combine, 
the necessity of new theories arose - of ones char would explain the mani­
festation of pictorial and constructive principles in the same type of art 
(visual or verbal), chat are imrinsic to the opposite artistic type. One of 
these is P. P. Pasolini's cheory of indirect free subjectivicy, which tries to 
explain the advent of purely verbal approaches in the midst of the visual 
clement of a type of cinema that became popular as 'the poetic cinema'. 

This theory explains the possibilities for achieving visual metaphor by ap­
plying the 'omsider's glance' approach - the visual equivalent of the 'out­
sider's speech', invented by Bakhrin. This article traces the developmem 

of the same plot by two different works of arr by using this approach. The 
plot is the city of Rome itself as a specific cultural text. The rwo works are 
Federico Fellini's film Roma and Matia Bazar'ssong I{uanu Romane. The 

derailed analysis of the two opuses shows how. by applying the 'outsider's 
glance' approach, art manages to reach new constructive principles- first 

◄ 
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in the framework of arr irselfby keeping rhc border between the fictional 
and rhe real world (Roma) and then by building J new, purely virtual 
reality where arr and real life inrerconnecr and cornplcmcm each ocher 
(Vricanze Romane). Tiws the artistic practices of rhe 20'h century reach a 

new type of artistic reality - one that is much closer ro rhe ancient rituals 
than w rhe detached world of arr. This is how, with rhe help of the out• 

sidcr's glance, the boundary between rhc visual and the verbal principles 

becomes diluted and the idea of purity of arc, preached by the cheoristsof 
the Enlighrenmem, is overcome. 



A~NA PAJOZINSKA 

FROi\ l SEEI NG AN D VISION TO OTH ER 
DOMAINS , 

EVIDENCE FROM POLISH 

People not only provide linguistic labels for rhe:ir ability to 

receive and ana lyze stimu li but also use the ability to conceptual­
ize whole classes of phenomena not deli mired by experience to rhe 

same degree of clarity. The direction of semantic de\·elopment from 
concrete or "physical" to abstract or "psychological" meanings was 

observed long ago, but it is only within the framework of cognirive 
linguistics that the observat ion has become an clement of a coher­

ent theory: thought is embodied, the structural core of our concep­

tual sysrem is shaped by our bodily experience. This type of experi­
ence consrimtes a di rect basis for concrete concepts and indirectly, 

via metaphorical exrension, for abstract ones. Thus, in the cogni­
tivist approach, metaphor has a much higher starus rhan before: 

iris a cognitive phenomenon, a universal instrument in acquiring 

knowledge about reality and frequenrly the only way of express­
ing novel meanings. In the present work, I analyze linguistic meta-

ph~rs {word-formational and semantic derivatives .• phraseological / 
units, stereotyped comparisons) as manifestations of conceptual 

metaphors in an attempt to discover rhe non-physical phenomena 
conceptualized in terms of visual stimuli. ll1crefo rc, I will not be 

dealing with e.g. synesthesia, in which case both the source and rM: 

/ ◄ 
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rarger domains contain sensory srimuli. My go,\I is to unravel rhc 

regularities which shape conceptua l structures rn I will concentrare 

on capturing rhe relevant sym=maric correlations, rather than fully 
describing all linguistic faces. 

Polish data leave no doubt: the most important sense for hu­
mans is vision. 'Inc multitude of expressions which reveal a cloS( 

connection between seeing and knowing1 proves that vision is the 
main source of knowledge about the world. Nearl)' all Yerbs refer­
ring to visual perception are a15o used to refer to people's imdlectu­
al acri,·icy (which mayor may not be indicated in dictionarics),e.g.: 

pn1rzd 'look' 
- 'm have an opinion ,1bout something, view somerhingin a 

cerrain way' Uak p11trzysz na I{ spr,uur? 'How do you view 
(lit. look :u) this matter?'); 

- 'ro regard as, rreat in a cerrain way' (P.11rz,1 niz niego J,1k 
na n,WfP<r dyreluor,1 'They regard (lir. look at) him as rhc 

manager's ~uccessor'); 
- 'ro pay :ntention ro, rake note of' (S1udio111,d, nit patrzqt 

na trmlnofci 'He continued with his college education re­

gardless of ( lir. nor looking ar) rhe difficultics');2 

According to Bri.ickncr ( I 985: 61 S) rhe connection can also be 
found in etymology: u·iedzid 'to know' comaim Mthc same roor as 
u:1dzut 'sec', where the i sound evokes only 'seeing' and rhc i (oi) sound 
only 'knowing·· 
2 Looking i~ al~o a component of phrascological units, e.g. patrzt{ na 
k~gof/rof imkmqm i_yfdlwym oklem {lit. 'to look at somebody/something 
\\ 1th ;t gric1om/wcll-w1shmg eye') 'to rrcat somcbody/someching 
fav_m1rably; to appro_vc of something'; parrut na kogof/cof krzyivym/zlym 
ok1em/lwso/uum (lir. 'to look ar somcbody/somt:thing with a crooked/ 
bad eye; ro look ;t\kmcc; to ca\t cross-eyed glances') 'to treat sornebo<lv, 
~rncthing unfa,:ourably: to di~approve of something'; p,1tru{ n,1 ;(Jj 
pr:~, p,1/u (ht. ro look .n something through one's fingers') 'ro crcat 
'>Omcthmg len1t'nd~·. to roleruc 'I.HOng-doing'; p11trui nn rof:t bok11 (Iii 
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widziet'see' 

- 'to have an opinion about something, ro view something 
in a given manner' ( Czarno widzi przyszlofi 'He is pessi­
mistic about the future' (lit. 'sees future in black')); 

- 'co realize, take nore of something' (Zobaczyl psychiczne 
konsekwencje rozwodu ' He saw the psychological conse­
quences of divorce'}; 

rozejrzd Sif 'look around' 
- 'to become or make oneself acquainted, familiarize one­

self with something' (Rozejrzr sif w nowych przepisach 'I'll 
fam iliarize myself with {lie. look around} the new regula­
tions'); 

przejrzet'see through something' 
- 'to judge someone/something properly' (Przejrzal jej za­

miary 'He saw through her intentions'); 

przeoczyi'overlook' 
- 'not to notice something, fail to rake into account, fail to 

take advanrage of' (Przeoczyl zwiqzek mirdzy tymifaktami 
'He overlooked the connection between these facrs'); 3 

'to look at something from the side') 'co judge something objectively, 
without personal engagement'; p11.trzd przez rJiowe/czarne okulary (lie. 
'to look rhrough pink/black glasses') 'to be optimistic/pessimistic'. 
' A peculiar replica of pruoczyi (cf. oczy 'eyes') is the verb przebaczyt 
'forgive', formed on the basis of baczyt, which according to Briickner 

{1985: 10) is derived from baka 'eye: and according to SlawsKi { 1952, I: 
24) "has the same root as oko 'eye•» Briickner claims that uprzebaczyt in 

the work of Jakub Lubelczyk { 15S8) means 'overlook', which gave rise to 

a new meaning 'forgive' (Pol. odpuicit, darowat or wybaczylf, Although 

etymological hypotheses arc diverse, they all link the word to che organ 
of vision. If so, the same relationship can be recognized in the whole 
series of words, including b,uzny 'watchful', bacunie 'attention', bacznoit 
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ogi,1dat sir na kogoJ/coi, lir. 'look around to someone/some• 

thing' 
- 'to hope for help from someone; to count on someone/ 

something; co regard or consider something' Uui mt 
ogl1dala sir na nikogo, sama wakzyia o prulrwanit 'She 
no longer hoped for help from anyone and struggled for 

survival herself'); 

przyjrzet sir ' look (carefu ll y) at' 
- 'to consider, analyse' (Przyjrzyjmy sir wgadnieniu 'Let's 

look at/consider the iss:ue'); 

dopatrz;•t sir 'notice, detect or find' 
- (Nitdopatruj sir w tym zloJ/iwofci 'Don't rry and find any• 

thing malicious thert:/Oon't (pu rposefully) consider it 

malicious'). 

Sometimes a peculiar semamic spec iali z.ation rakes place: onl) 
some forms of the ve rb arc used in reference ro chinking. Examples 
include imperfr:ctives upatrywai'regard as; blame' (Przyczyn swtgo 
nfrpowodunia ttplltn'}t w braku ultcydowania 'He blames his fail­

ure on indecision') and zapatrywat sif ' have an op inion ; regard, 
consider' Uak Sif na to zapatrujtszf '\v'hat is you r opinion about 

ir ?') or rhe generic irerarive form podtjrzewai, used in the sense 

'suspect somebody' or 'p resume'.4 The metaphorical meaning may 
also replace the original meaning so the verb can lose its link with 

visual perception - this is what happened to the verb rozpairzyt. 

'attent ion' (in rhe general sense and in the expression stn/ nn bnrznoit 
'stand at attention'), zobaczyf'see- PERF'. 

' The two meanings arc correlated with two meanings of the noun 
podqrz.nue. 'suspicion' and 'presumption: The derivacives podtjrwny 
'susp1c1ous· (adj,) 'su~pect' (n.}, pod~Jrzliwy 'mistrustful' or podt;rzliwof/ 
'susp1c1ousness' arc mouvatcd by the verb$ first meaning. 
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Abour a hundred years ago, SJ,V (1900-1927, V: 664) defined ir 
as "look at something carefully, from every side, look around" and 
metaphorically it was interchangeable wirh rozwaZyi 'consider' or 
roztrzqsai'discuss, debate', whereas now only its inner form !inks it 
with looking. 

But the domain of visual perception supplies other items, 

apart from verbs, for referring to mental processes: they include de­
rivates of the previously mentioned items (przeoczenie 'oversight: 
u1patrywania 'views, opinions') and even units morphologically 
unrelated to them, e.g. obraz 'image, picrnre',perspektywa 'perspcc­
tivc',punkt widzenia 'point of view'. Sometimes the link with the 
source domain is complecely obliterated and is only generic. For 
example, an average speaker of Polish does not realize chat words 
such as oglqd 'vision, view', poglqd 'opinion, view', wzglqd 'regard', 
oglrdny 'moderate, cautious', wzglrdny 'relative', bezwzglrrlny 'ruth· 
less' ere. are etymologically related to the verb glrrlai 'look, look 
for' (Slawski 1952-1982, I: 152). Only oglqd, which derives from 
oglqdai'watch', belongs in its primary sense to the semantic field of 

visual perception. 
The same conceptual metaphor KNOWING IS SEEING is 

the basis of a dozen or more ph raseological units which contain the 

name of rhe body parr used for seeing: 

przejrzei na oczy {lir. 'to start seeing with one's eyes') or komuf 
otworzyfy sir oczy (lit. 'someone's eyes opened') - 'to realize some­

thing' {'someone realized something') 

otworzyi komuf oczy (lit. 'to open somebody's eyes') - 'to make 

someone realize something' 

zamykai!przymykai na cof oczy (lit. 'to close one's eyes on 

something') - 'to pretend not to see something' 
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mid bielmo nn oczt1ch (lit. 'to have leukoma on one's C)'es') -
'not to realize or understand something' 

komuf sp11dlo bielmo z oczu (lit. \omebody's lcukoma fell from 
their eyes') - 'somebody staned ro realize or understand something' 

mydlii komuJ oczy {lit. 'to pm soapsuds in somebody's eyes'), 
pwzczat komui d_ym 1v oczy {lit. 'to blow smoke into romebody's 
eyes'), sypat komuJ pimek/pinskiem w oczy (lit. 'to throw sand inro 

!>Omebody's eyes'), fwlecit komui w oczy (lit. 'to shine light imo 

somebody's eyes') - 'to try and fool somebody, try to make them 
unable to sec or realize something' 

The link between seeing and knowing or understanding is clear 
in each case: if a person is not looking, if someone or something 
makes it difficult or impos~ible (or them ro see, they do not kno,, 
how things are. The same link is capitalized on in the expre\sions 
z zamknir,ymi oaami 'with one's eyes closed', which refers to au­
tomatic, unpremeditated and well-rehearsed behaviour or action, 
and Shilcii kogoi/cof z ocw 'lose sighc of somebody/something; i.e. 
'not know any longer where somebody or something is, what is 
happening to them'. 

The noun oczy 'eyes' also motivates che adjectives oczywisl_r 'ob­
vious, ungucstionable' {abour a success, claim, misunderstanding 
etc.) and naoczn_y 'convincing, doubtless' (abouc a face, example or 
evidence), a~ well as rheir derivatives. l11ese cases, coo, code the con­
,·iction that seeing conditions knowing. Howe,·er, the knowledge 
so obtained i\ not .dways reliable, as evidenced by the expressions 
n,1 oko 'more or le<,s, approxim,uely' (lie. 'according to the eye') and 
widocznit 'app,1rently; which is .tn exponent of epistemic modality 
of prob.1bilicy, morphologically relared to u•idziel 'see', 

J\lctaphoricalextension ha, also taken place in chec,1seofwords 
originally rcfCrring to problems with seeing, d,zlekowzrocznoit'long-
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sightedness' and kr6tkowzrocznoii 'shore-sightedness', as well as to 

the lack of the abiliry to sec, i.e. ilepota 'blindness'. Interestingly, in 

the first of these the process of metaphorization has been accom­

panied by re-evaluation: from negative (the word dafekowzrocznoii 
first referred to a state in which a person can see well only distant 

objects} to positive, from 'long-sightedness' to 'for-sightedness:~ 

The adjective dnfekowzroczny may mean 'forward-looking, think­

ing of {distant) future', while kr6tkowzroa.r~y may mean 'nor look­

ing forward, raking into account only the nearest future' and 
krOtkou1zrocznoft - 'the inability to foresee or look forward'. Fig­

urative usages also contain the noun ffepota 'blindness', which in 

such cases denotes a rota! inability to recognize and judge a given 
situation. More frequent, however, is the adjective ffepy 'blind', also 

meaning 'unable to think and judge matters independently, acting 
under an inAuence' (ffepy nafladowca/wykonawcn 'blind follower/ 

execuror', flepy z nienawifci 'blind with hatred') or 'being a resulr 
of such dependence' (ffepe poslusze,'wwo 'blind obedience: f/epa 
mi/oil 'blind love'). There also exist expressions Htch as byt ilepym 
nacof'to be blind to somerhing: i.e. 'not tO nc:itice or pay arrention 
ro something' (e.g. someone else's disloyalty) or nn ilepo 'blindly: 

i.e. 'imrinctively, automatically, spontaneously, withour considera­
tion'. From rhe point of view of word-formation, rhe adjective flepy 
isconnecred with the verb zaffepit'to blind', which in the context 

of emotions means 'make someone unable to objectively judge; de­
pri\'e rhem of common sense, caution or prudence'. ·n,e \'erb moti-

~ It was also imponant in chis insc:incc of mctaphorization char 
temporal relationships in Polish arc modelled, among others, as ~patial 
rdacion~hips: Polish speakers c:ilk :ibouc forure as \omeching in from 
of chem. As far as che "erb pr.:.eu·ldzut i'> concerned, which means 
'gue~s what will h:ippen' or 'plan, as~ume', it is worchwhile to comidcr 
ici mcemal form, which clearly rdates to chc verb u·ldzlei 'see'. The link 
mm1 have been active :ilready in early 19th century bccau~e in Lmde's 
diniormy (SL I 80--1814) prze11•id:iei is defined l~ '<,ec forward, see 
inrochefucure'. 

◄ 
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vates rhe parriciplc/adjecrive zaflepiony 'blind, infatuated: unable 
to see someone's vices or rhe objective state of affairs' and rhe noun 

zaflepienie 'blindness, infatuation; lack of critical atcicude towards 
someone or sornerhing, usually caused by strong emotion'. 

Reference to understanding can also be efft:cred by means of 
adjectives primarily denoting visual impressions, such asjasn_y'light, 
bright' and ciemn_y 'dark:6 or linguistic exponents of the perception 
of light, such as prujrzysty 'transparent, dear, making it possible to 
see through', klnrowny 'clear, wirhour impurities, sediment or slurry 
in a liquid: m;my 'rurbid, murky'. For example, jasna wypowiedi 
'a clear sratemenr' is eas ier ro undersrand than cit!mna wypowiedi 

'an obscure statement'; przejrzysta 11/uzja is an allusion that can be 
'seen rhrough' o r cornprehcnd, whi le mrma 11rgumentt1cj11 'vague/ 
opaque (l it. murky) argumenrnrion' contains elements which ren• 
der it difficult t0 follow. 

Because KNO\VING IS SEEING, and seeing requires lighr, 
the role of the UG HT-DARKNESS opposition in the metaphori­
cal system of Polish is especially pronounced . The first elememdes­
ignares the realm of knowledge, rhe second the realm of ignorance. 
Let us consider: 

wszystko st11!0 sir Jame 'everything became clear {lit. light/ 
bright)' 

cof jest Jame (j11k dzieri) 'someth ing is clear (liglu/hright) as a 
day' 

mid j11snoit w Jakie){ sprawie 'to have a clear picture (lit. light­
ness/hrighmess) of a matter' 

6 
In Po!ish, obst:icles to seeing arc connected wirh liemny 'dark' 

:ind not with czamy 'black: therefore the words czarnowidz 'prophet 
of doom, pessimist' (lie. 'black-seer') and cuirnowidztwo 'doom and 
glo~m, pessimism' (lit. 'black seeing') are not semantically symmetrical 
ro 1asnow1dz 'seer, clairvoyant' (lit. 'bright-seer') and jttsnowidztwo 
'clairvoyance' (lit. 'bright-seeing'). Negative connot:itions of blackness 
underscore an_emorional and evaluative attitude towards reality, whereJS 
lighmess or bnghrness connote an above than :iverage ability to (fore)scc. 
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objrifnit/wyjainif 'explain' (lit . 'to make something light/ 
b,;ght') 

kom11f rozjttfnilo sir tu glowie 'someone began to understand 
something' (lit. 'it became light in someone's head' - in the Pol­
ish linguistic worldview the head is the conrainer for reason and 
knowledge) 

rzucii iwiatlo na cof 'co shed light on something' 

prztd5tawii/1tkazai kogof/cof w jakimf {dobrym!zlym) fwiet!e 
'pomay/show somebody/something in a cerrain (good/bad) light' 

zobacz)'f cof w jakimi iwiet!e 'to get to know or realize some­
thing from acerrain perspective' (lit. 'to see something in a certain 
J;gh1') 

11Jrzet fwiatlo dzienne 'to see the light of the day; become 
known' 

w iwietle czegoi 'in the light of somerhing' 
naiwietlifkom1tf cof'to shed light on something for someone' 
wciemno 'without recognition of the siruarion' {lit. 'inro dark-

enss') 
ciemny czfowiek/ciemniak 'blockhead' (lit. 'a dark person') 
cimm,t mma 'stupid people; ignoramuses' (lit. 'a dark mass') 
ciemnota 'stupidity, obscurantism, bachvardness' (lit. 'dark-

ness; dark qualiry') 
c/emnogrod 'bacbvardness; backward people' (lit. 'dark­

burgh').1 

The examples above show char good visibility can be not only 
metaphorically extended onro the domain of knowledge, compre­
hension or clarity, but ir also entails positive valuation. Valuation 

The process of metaphorization in Polish also includes units in 
which the components 'light/bright' or 'dark' can be found in the 
scmamic structure, e.g. coi komui Jwita (w glowie), lit. 'something dawns 
in somebody's head' (i.e. 'somebody begins to understand, recall or ha\'e 
a stnse of something'), mrok przesqddw/nuuuwa, lit. 'the darkness of 
supcmidon/the lack of education'. 
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is present borh in the opposition LIGHT-DARK and CLEAR­
MURKY /OPAQYE, but the former is used more fre9ucndy, 
which rnay perhaps be explained by the importance in human life 
of rhe cyclicity of day and nighc (brighmess/lighr and darkness). 
Valuation may but need not concern cognitive processes, which is 
manifested in the following expressions: jnsna postat 'a bright (i.e. 
positive) figurc:jt1fniejsza do/11 'a brighter (i.e. better) fate',jasna 
strona cugof'rhe bright side of something', ciemne sprnwy 'dark (i.e. 
·mysterious, perhaps illegal) marters: czamy chamkter 'a villain' (lit. 
'a black character'), zostawit coi na czarnq godzinr 'ro keep some­
thing for a rainy day' {lit. 'for a black hour): czarny rynek 'black 
marke[', mrtnyfacet/interes 'a suspicious (lit. murky) guy/business'. 
Evaluative units, genetically related to visual perception, arc nat­
urally more numerous. Some of them are no longer used in their 
original meanings, bur the meanings disappeared not long ago and 
their motivation is still recognizab le: iwietny 'fantastic', fwiatly 

'enl ightened', iwietlany 'bright' (e.g. future) (all three from fwiarlo 
'light'); blyskotbwy 'witty, brillianr' (from biyszcut 'shine, glim:r'); 
0/fniewajqcy 'dazzling' {from offniewat 'dazzle, blind'), ofwiecony 

'enlightened' (from fwiecit'shine').8 It is only in some cases that the 
motivation has been obliterated and the connection with visual 
perception can only be revealed through etymological research. Let 

For example, SW( l 900-1927) as the first meaning of the adjective 
fwietny gives 'shining majestically, glittering wonde rfully, bright, radiant: 
fwiatiy is considered a synonym cojasny 'brighc; blady'pale: bial:y 'white' -
the metaphorical meaning 'enlightened, being aware of everything, 
educated, reasonable' appears on a more distant position. Blyskotliu') 
'brilliant' is characterized only as 'lustrous, glittering, glossy, sparkling, 
shining, Aickering'; o/inlew,tjqcy 'dazzling, brilliant' is linked ro o/Jml in 
the literal sense: 'ro dazzle with intense light, co obscure vision with great 
brightness: and to the metaphorical 'co strike as extraordinary, capti\'ate, 
charm, turn someone's head'; oiwiuony is above all derived from ofivltcli 

'ro shine light around, make somerhing bathe in light', and secondarily it 
means 'enlightened, learned, educated, intelligent'. 
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me illusrrate this with the adjective rzetelny 'reliable, honest, de­
pendable', from the now archaic irzd'look'. In SL ( 1807-1814, V: 

195) the adjective is defined as 'noticeable, visible, obvious'; the in­

formation rhat it can be used instead of nieobludny 'not two-faced 

or duplicitous', nieludzqcy 'nor deceptive', szczery 'honest' appears 

larer. TI,e original meaning is considered obsolete at the beginning 

of the 20th century. 

Also, speakers of contemporary Polish do not perceive the 

genetic relationship between visual perception and such words as 
douir or nadz6r 'supervision, surveillance', pozdr 'pretence, appear­

ances', wzOr'pattern, model' or przezorny 'far-sighted, foreseeing' or 

'cautious, prudent: as well as units deriving from rhem,9 although a 

few centuries (or even a century} ago the link was clear. For exam­
ple,pruzomy was in the 17th century commonly used in the sense 

'possible to be seen through' (Bucrler 1978: 123). Also Linde's defi­
nition of rhe related noun przezornoft makes use of the concept of 

looking: "looking into the future, thinking; penetration into fu­
ture needs~ (SL 1807-1814, IV: 615). The noun pozdr was used 
in rhe sense 'appearance, esp. impressive' as lare as in the 19th cen­

tury, akhough already at the cum of chat century it acquired a new 

meaning 'superficial impression, esp. deceptive: probably on the 
basis of•comexts in which reference was made to the appearance 

of something contrary to the nature of that rhinf Buttler (1978: 
56). The new meaning has ousted the old one and now motivates 

phraseological expressions such as na pozOr/z pozoru 'judging from 

superficial appearance', stwarzat pozory 'to try and make something 
appear differenrly than it really is', zachowywat pozory 'to try and 

create the impression that everything is all righr: The adjective po­
zomy 'apparent, seeming' underwent similar semantic shifts (from 

'drawing anent ion due to its appearance' to 'only looking to be in a 
rmain way, deceptive, deceptively similar'} almost a century later: 

' The recurring sequence zdr/zor, according ro Slawski (l 9S2- l 982, 
I: 159), is a cominu:uion of Old Slavic u,riti 'look'. 

◄ 
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the first records of the new meaning, included in SJPDor, come 
from the late 19th c. However, niepozorny (nie 'not'+ pozorny) has 
preserved its original meaning 'inconspicuous'. 

The nouns dozOr and nadzr.}r 'supervision, surveillance' de­

note particular kinds of control over somebody or something. Al­
though their word-formational structure has been obliterated and 
the derivarional bases are no longer in use (Linde explains dozOr by 
referring ro dozieranie 'reaching with one's eyes or vision; seeing: 
SL, I: 52), their motivation can easily be reconstructed: the con­
nection between looking at and knowing an object, which makes 
it possible to compare the real status quo with an ideal, to see to 

something o r prevent something from happening, is obvious. The 
same kind of dependence is the basis of other express ions, such as 
the verb doglqdat 'to rend; ro supervise' or the phrascological unirs 
bytlpozostawa{/robit cof pod czyimf okiem 'to he/stay/do something 
under rhc care or conrrol of somebody dse' (lit. 'under somebody 
else's eye'), mid kogof/cof na oku {also mid oko na kogof/coi, nir 
spuszczat z kogof/czegof oka) 'keep an eye on somed1ing/somebody' 
{lit., respectively, 'to have somebody/something on the eye; 'have 
an eye of somebody/someth ing' and 'nor let somebody/something 
go off one's eye'), patrzd komuf na rfU 'conrrol somebody, make 
sure that they do not steal anyrhing or do anything improper' {lir. 
'look at somebody's hands'). 

Fully motivated are also conremporary meanings o f the noun 
wzOr: 'a drawing or motif impressed, embroidered, etc. for deco­
rative purposes or made to be reproduced in a copy, needle-work, 
etc.; pattern: 'a drawing of a model or the model itself to be multi­
plied in mass production; a prototype; 'someone o r something ro 
be followed, a role model' - but on ly if we take note of the origi­
nal meaning ' rhat at which one looks'. ll1e noun serves as rhe basis 
for deriving wzorowat 'make something on rhe basis of a patrern or 
model' (now more frequently: cof jest wzorowane na czymf 'some­
thing is made on the basis of a pattern/model'), wzorowatiif 'fol-
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low, ace like someone dsc; create something according co a p:mern', 
wwrowy 'exemplary, one that can se rve as a model', wzoro1w ' in an 
exemplary manner', wzoruc 'a modd or schema representing a cat• 
ego ry of objects or phenomena, a norm for other objects or phe­
nomena of this type'. The noun also functions as a component of 
numerous fixed collocations, e.g. na wz6r cugoi 'following the ex­
ample/ pattern of', wzorem czyiml/cugol (the same meaning, lit. 'by 
the pactcrn of somebody/ something'), brat wz6r z kogoi 'co fo llow 
somebody's example' (lit. ·co rake the pancrn from somebody'), 
brat kogol/col za wz6r (the same mean ing, lie. 'to take somebody/ 
someching as a pattern'), dawat 1vzOr komuf 'co set an example' ( lie. 
'to give a pattern co someone'), mid wzdr prud oczt1.mi 'co have 
a model (lir. pattern) in from of one's eyes'), trzymat sir jakiegol 
wum, 'co follow an cxamplc/ pamrn/ modcl closely' (lie. 'co hold 
on to a pacrern'), ift za czyiml wzorem 'co fo llow somebody' (lit. 'co 
fo llow somebody's pattern'). 

The data discussed above clearly show that human concep­
rualizarion is closdy connected with somatic processes and more 
specifically with visual stimuli. It is especially in the historical con­
text chat one can sec chc gradual development of abstract reason­
ing, generalizations across features typical of specific phenomena, 
recogni tions of similarities between apparently diverse phenom­
ena, which arc therefore named with the same term. Several di­
mensions of metaphorical extension can be noticed: the sense of 
vision constitutes chc basis for expressions referring co knowledge, 
control and co following a pattern or model. The first category is 
especially numerous: it is interesting co consider why seeing rather 
than hearing became the basic source of metaphors in the domain 
of knowledge. After all, auditory Stimuli arc an important source 
of information about the world. In some situations (in darkness or 
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from a distance) hearing is even more useful than seeing; it is also 
fundamental for verbal communication, especially for the process 
of speech formation. \Xi'hy, one might ask following Heraclitus, arc 
the eyes more exact witnesses than the ears? 

It appears that there are several causes of why vision has be­

come che basic metaphor and model for knowledge acquisition. 
Vision allows one ro receive much more information than hearing 
(the possibilities of shore-term memory and the acoustic code are, 
in the light of neurophysiological research, much more limited); it 
makes it more possible ro select the perceived object and establish 
the distance between the subject and rhe object; finally, it is the 
least subjective: one can assume that persons with unimpaired vi­
sion, looking in the same direction from the same vantage poinr, 
can basically see rhe same. The hearer, on the other hand, is limited 
in his or her agentivity in two ways: the sounds are not acrively 
selected but reach rhe hearer regardless of their will, rhey disrurb or 
even attack them; visual stimuli can also be blocked from reaching 
a person more easily then auditory stimuli. 

Language codes an evaluation of the cognitive value of sensory 
experiences - lexical data suggest that vision does not present ir­
refutable evidence, as apart from oczywisty 'obvious' and naoczny 
'convincing, doubtless' (from oczy 'eyes'), rhere also exist the lex­
emes widocznie 'apparently' (from oczy 'eyes' and widziei 'see'), n11 

oko 'more or less, approximarely' (l ir. 'according to the eye') :md 
pozomy 'apparent, seeming' (cf. zor < Old Slavic zorili 'look'). 

Many of the units in chis domain have a descriptive-evaluari\"C 
narure, which is another indication char our experience of the world 
is permeated with valuation. Usually, axiological overtones can be 
found in items with specific meaning, the one exception being the 
adjective rzetelny 'reliable, honest, dependable' (from archaic irzd 
'look'). 

Ir may seem surprising that the linguistic metaphors based 
on rhe source domain of vision also include names of emotions: 
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mtn,m•iJ/ 'harred', zawift and zazdrol/, both meaning 'em1•, jeal­

ousy, invidiousness'. Lee us note, however, chat chese arc names of 

em~tional acrimdes, not affects. They are highly complex in that 

they contain a significant portion ofinrellect and/or volirion. Tiu! 

fim of the three, accompanied by the verb nienawidzid 'hate' (and 
the now archaic nawidzit 'see willingly' 10 'love'), is linked with vi­

,ual perception, but the second one is not, for the verb z11widziei 
·Jook from behind, "from below the head"' (Briickner 1985: 61-t) 
i~ nor in current use any more. The third item, originally z,zzro:ft, 

without rhe epenthetic d, comes from the verb zairut and i!> also 

fully lexicalized. Therefore, even in such a small set of d.na one can 

,cc the need for historical and erymological consideration~. which 

complement synchronic analyses, making it possible to reveal the 
concepmalizadon and understanding of the world typical of .l gi\·­

en language. 

REFERENCES, 

Bruckner, A. 1985. Slori•nik etymologiany Jrz)ka po/Jlmgu. I ed. 
\X'ar,;zawa: \'viedza Powszechna. 

Buttler D. 19-g_ Roz11•dj semantycuiy wymz.Ow polskith. \X'ar~uwa· 

\X'ydawnicrwa Uniwcrsytcru \'\1arszaw~kicgo. 
SJPDor - Doroszcwski. WI. {ed.) 19SS-!969. Slownik;r-;:.y/.:a polrlriego. 

mis. I-XI. \'Uarszawa: \Vicdza Powszechna-P\VN. 
SL - Linde, S. B. 1&0-:'-1814. S/01i"mk Jrzyk,1 polskiego, vol\. I-VI. 

\X'ar~Z3W3. 
~IJ.w,ki, F. 19)2-1982. Slou"mk etymologitw.r 1rzJk.i poMm_ o, \'Ok I· -\'. 

I.ct us appreciate the fact that the ~:une connc-ction bcrwccn looking 

it,omcthingand feeling about this thing i\ present in phra\eologital units 
ktu nu moirl nit chu na kogoil col patr:d 'someone- can "t I doe,n'1 want to 

k J.t \Omething/somcone else: i.e. 'they approach them relth.umh· or 

with rnntcmpt, can"t stand rhis thing or per.on; \omcone bca~ .l ~rudge 

.1ga1n« ~omeone else'. 

---
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Krak6w: Towarzystwo MiloSnik6w JFyka Polskkgo. 
SW - Karlowicz J., Kryriski A., Nicdiwicdzk.i \YI. 1900-192-::". S/ownik 

Jrzyka polskiego, vols. I-VIII. \v'arszawa. [the so called Slownik 
warszawski - 'The J,Varsaw Dictionary] 

npcAMCTOM pacci-1orpctt11R HB,VIIOTOI Jl3blK08b!C MCTaq>opbl B ll0· 

AbCKOM Jl3blKC (cAOB006pa30BaTCAbHbl C H CCM3/ITll'ICCKHC ACpHB3Tbl, 

a TaKJl<C <ppa3COAOfll3Mbl, 11anpttMcp: przeoczenie, poglqd, oczywiJtJ, 
naoczny, ciemniak, ciemnota, widziei i.dawaC sobic z czcgoS spraw~, 

uSwiadamiaC sobic co; przckonywaC si~ o czym, stwkrdzaC co, zauwaiac', 

ktof przejrzal na oczy, na oko, ktof nie spuszcza kogof z oka I z oczu, wszyHko 
stalo sir jasne, w fwietle czegof, w ciemno). U cAb a11a,1.113a - ycn11oe11n, 

Ka1mc 11e,tmJl!'ICCKl1C >IBACHHJI n 0AY'lllOT 8 n0AbCK0M Jl3blKC K0HU,~nTy· 

aAll3lLIHIO B KaTcrop1111x 3P IITC':AbHblX anc'iaTAC':IIHi"I . 0611AIIC': Bb!pa;t;:C• 

HHH, B K0T0pblX npoa0tVIC':TCJI TCCHaSI CBJIJb MC.lKAY IHIACHHCM I! JHlHI-ICM, 

A0Ka3blBlCT, '!TO, X0TSI Mbl socnpttHHMlCM Ml!P C noM0~blO HCCK0/\bKHI 

opratt0B 'lYBCTB, TO 3pCH11C npCACTaBtVICT co6oi"1 rA38HbJ{! HCT0'lHHK no-

3 H3HIUf. 0AttaKo, 3pcHHC': KAaACTCJI B oc11oey HC T0AbK0 JIJblK0BblX CAH· 

Hill\ 113 06Aacn1 J 11att11J1, 110 TalU(C HJ o6AaCTH KOHTpo,vr, no,i.pa;KaHH.11, 

a Al)KC 'lyecre (nicn awi~C '11c 11aet1cTb; zawift '3a1H1cTb'. zazdroii'pcattoc­
Tb'). 



II. 
Vision and literary text 

B3rllil,!\ 11 n 11Te p aTypHbJH TeKCT 

-





TERESA DOBRZYNSKA 

METAP HOR AND GLANCL 
THE 'COLUMN OF AZURE' INC. MILOSZ'S POEM 

REFLECTIONS [ODB!CIA} 

The topic of chese presem deliberarions is rhe content of a 
certain metaphor which, together with its closest context, creates 

a poetic image chat reveals a parricular vision of the world. Inter­
pretation of chis image and of the vision recorded in it reconfirm 
that looking and cognition are strictly associated. This association 
is visible in rhe language itself - in the semantics of lexemes from 
the area of visual perception. It moreover constitutes an essential 

trait of meaning-generating mechanism in metaphor and of opera­
tion of a poetic imaginat ion. 

Let us first cake a look at some facts in the semantics of lan­
guage. Our contemporary meaning of the word 'insight' [Polish, 
wglqd] combines an element of visual perception, viewing or in­
specdon, with a cognitive element ('familiarising oneself wirh 
somerhing'}1. Perceiving with one's eyes is now only present in the 
etymology of the word 'vision' [Polish, oglqd], which nowadays re-

1 Mnly s/ownik )fzyka po!skiego (S. Skorupka, H. Auderska, Z. 
Lempicka, eds., Warsaw 1969: PWN), a concise dictionary of Polish, 
provides the following definition of wglqd [Insight]: "sight imo a thing 
made in order to get acquainted with the same. investigate the same, 
opportunity to visually ascertain something, penetrate into srh.~ 

---
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fers to a cognitive ace targeted at an object or phenomenon (as e.g. 
in phrases like "Insight into those actions in rheir entirety makes 
one conclude that ... "). Such significat ive consrrucrion of both 
words in question has resulted from a se mantic evolution chat cook 
place across a group of lexemes such as 'to see' [Polish, 111idzid), 
look [patrzd], notice/catch sight of/spot [dojrzd]. see/catch sight 
of something' [zobaczyt co/J, ere., where, in parallel with the ba­
sic sense which originally expressed visual perception, derivative 
meanings have emerged to embrace cognitive consequences of op­
tic or visual sensations, and moreover, various mental acts related 
to acquisition of knowledge. To 'see something' therefore means: 
( I) 'to perceive something with one's sight' (e.g. "I {can) see (a/the) 
light!"; (2) 'to realize/understand sth based on what is {being) per­
ceived with one's sighr' (e.g. "Can you sec how nice chis is!~); {3) 
'realise sth' (e.g. "Look how strange it is!"; "I can see that this affair 
is beyond my capaciry"). The third mentioned meaning embram 
cognitive acts not conditioned by visua l perception, as even a blind 
person could utter phrases illustrating the meaning no. (3). 

The word 'insight ', whose meaning reveals an association 
with cognition, stands for an act of recognition/identification of 
a thing, understanding its internal entanglements and penetration 
rhrough its nature. Act of visual perception is not a prerequisite 
there, although there are such types of insight chat are based upon 
visual contact with the object of cognicion. The cond ition of being 
evident is revealed in uses of the word 'ins ight' such as those be­
ing the case in phrases 'insight in{to) the files/company's accounts', 
whe reas 'insight in{to) the way someone is being parented/brought 
up' does nor determine a visual control of the educat ional process 
whilst referring to a possibility of supervising the pupil or ward, 
getting acquainted with educational methods applied with respect 
to him or her. This can be done without the pupil/ward being actu­
ally seen with rhe eyes of whoeve r is alter such insight. 
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The notion of insight - in-depth vision of an object, one that 
reveals essential yet heretofore-not-realised aspects of a given phe­
nomenon - perfectly explains the purpose, course and outcome of 
metaphorisation. The notion was seemingly first used in a mera­
phorology context by M. B. Hester2

, whose analyses referred ro 
L. Wittgenstein's Philusophical lnvestigations3 where the issue was 
considered of'seeing something as something else' - e.g. a rabbit as 
a duck. It is in the use of metaphor that perception of a given ob­
ject may be discovered through the prism of a different imaginarily 
evoked phenomenon. This is a revealing process. By initiative of the 
world-cognisingsubject, objects enter into new rec iprocal relation­
ships, new images of reality appear, and interacrive nature becomes 
apparent of phenomena emerging at the contact point between the 
subject and its surrounding world. 

Regardless of the linguistic shape of a metaphorical utterance, 
metaphor is always a sort of less or more unusual predication that 
reveals new aspects of a given object.4 Mental operat ions occurring 
with use of metaphor encompass the act of perception, or rather 
suggestion, of a similarity. We thus deal here with a penetrating 
analysis of an object, a vision (as a mental accion} rhat reveals or 
attempts at superimpos ing in a given phenomenon certain traits 
of another phenomenon. Such a metaphorical vision may be indi-

1 Cf. M.B. Hester, The Meaning of Poetic Metaphor. An Analysis in 
lhe lighto/Wittgenstein's Claim that Meaning is Use, The Hague 1967: 
Mouton and Co. 
l L. Wittgenste in, Philosophical Investigations [Philosophische 
Untmuchungen], transl. into English by G.E.M. Anscombe, Prentice 
Hall, 1999, or, Blackwell Publishers, 2001. 
1 For a more minute analysis of the phenomenon of metaphor, sec 
my monographs: T. Dobrzytiska, Meta/om, \\lrodaw 1984: Ossolincum; 
idem,AfOwiqc prunofnie ... Studia o metaforu, Warsaw 1994: lnstitmc for 
Literary Studies {IBL). 



76 TERESA 00BRZYN'SKA 

vidual and unique or, as it occurs with conventionalised figures-of­

speech - be a frequently repeated mental operation: a stock stylis­
tic gimmick elaborated in a certain type of discourse. In any case, 
application of a metaphor alters the image of an object and high­
lights certain of its characteristics not noticed or perceived before. 

It is a cognitive act in which unusualness of the perspective being 
employed is disclosed - a kind of revealing insight, oflooking :u a 
thing through the prism of how it relates to another thing. 

It has to be stressed char although rhe above analysis of meta­
phor's operating mechanism, descriptions were used such as 'vision'. 
'insighr: 'looking at srh through the prism of srh else'. 'seeing sth 
from an unusual perspective', rhe phenomena being described are 
conceptual/notional transformations in the first place, albeit they 
may associate with actions based on visual perception - with picto­
rial representations or visualisarions. Metaphor is, above all, a cog­
nitive phenomenon. In a sense-generating process triggered by use 
of a metaphor, figuringsomeching out in a certain peculiar manner 
occurs, which is primarily based upon projection of features, crea­
tion of new conceptual or notional configurations. 

The projection in question is describable (and chis is in fact 
the way I present it in my rdevant workss) as instance of uansferral 
of certain connotations of che metaphor carrier (auxiliary theme} 
ro the tenor (main theme), which takes place in the predication 
act. Connotations being referred to form a collection of features 
ascribed ro a given object and fixed in the memory of speakers of a 
given language together with its name, and sometimes getting re­
Aecced in the language's lexical system - in rhe meanings of words 
and phraseological collocations.6 

s Sec, in parricular: T. Dobrzy11ska, AfOwiqc prunoinfr ... , op. m .. 

chapter on interpretation of metaphoric(a l) unerances (lnurprttacja 
wypou•iedzl metafarycznych). 
6 The notion of connotation was analysed by: Y. Apresyan (IO 
AnpcCJIH, llpaZMamuyecxa.J1 w,¢op,1,1m11u iJ,1.J1 mo.11KOBOlO CIIOBapll, in: 
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When analysing conceptual/notional processes taking place in 
metaphor, Paul Ricoeur's considerations on the role ofimaginadon 
in the act of metaphbrisation are worth recalling."" Explaining Aris­
totle's opin ion that creating apt metaphors is based upon spotting 
resemblances, the French philosopher analysed the operation of 
imagination in the course of such 'spotting of resemblances: that is, 
a peculiar way of seeing. H e emphasised a dual nature of the ins ight 
raking place, staring that "This ins ight into resemblance is think­
ing inasmuch as seeing" "This way of thinking emails structural 
changd in semantic fields.[ ... ] Yet, this way of thinking is a way of 
5teing to the extent that insight consists in instantaneous grasp of 
combinatory options. [ ... ]"8 

In his earlier-dated reasoning, Ricoeur refe rred to the Kantian 
concept of imagination. Kanr deemed imaginadon robe a creative 
mental power and emphasised its operationa l nature as a "factor 
that schemat ises synthesis ing actions"9. Ricoeur thus argues that 
operations of this son occur in metaphor, whilst "imaging of a 
sense owing to presenting images co11ceived by the cognitive pro­
cess and controlled by the same" 10 is also present there. 

Let us notice rhar descrip tion of metaphor in terms of a mi 

gmeris vision or ins ight reveals rhe same fusion of visual percep-

llpac.,.,,amwr:a II npo6At-ww 1umUHCIIOHtl..fbHOCffW, H.A. ApyTtouosa, ed., 

Moo,Ba [Moscow]: H ayKa 1988) and L. Yordanska and I. Melcuk (A. 
],fopAaHCKUI, 1-1. Mc/\b'IYK, KoHHOmmt1L.11 8 A1111ts1,n1mvtc1<01l u,waHmwce, 
Witnn-Slawisrischtr Almanach 1980, no. 6). 
· Sec P. Ricoeur, 7ht 1\1tt11phorical ProceJS as Cognition, Imagination 
and Fuling, Critical Inquiry, Aurumn 19";'8; reprinted in: On Metaphor, 
ed. S. Sacks, Chicago 1979. [Translared into Polish by G. Cendrowska, as 
Procts mttafaryczny Jako poznanit, wyobmianit i odcz11w11nit, Pamirtnik 
lumuki 1984, vol. 2.] 

Ricocur, Procts mttafaryczny... [Polish translation of Tht 
Mttaphorical Procm ... ],op.cit., p. 274. 

lbidtm, s. 273. 
Pa"im, p. 281. 
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cions and cognitive acts as is dealt with in our concemporary mean­
ings of the verbs 'to see: 'co look: 'to catch sight of/spO[' [dojrut], 
'to sec/catch sight of' [zobaczyt] and chc lexemes 'vision' and 'in­
sight'. An image based on visual perception is combined there with 

a conceptual analytic action. 
Analysis of'vision' and 'insight' - as notions explaining the op• 

eradon of the metaphor - leads to the idea of 'imaging'. This term 
was used co describe metaphor and other tropes as well as - more 
generally - ability to evoke an image of the world using linguistic 
means. Similarly as explained by Ricoeur with regard co metaphor, 
poetic imaging appears not to be limited co a method of evoking 
substitutes of sensual impressions - including, inter alia, visualisa­
tion of objects or phenomena; it is, actually, a conceptual operarion 
noc associated - as ic usually happens - with a complete concre­
tisation of the appearance of the situation being described. If Po· 
etry triggers upon its recipient any specific visual or, more broad­
ly speaking, sensual representat ions, it is an accidental effect - a 
reader's or listener's individual incl inatio n - rather than a regular 
property of a poet ic text's inAuence. What remains as the rule is, 
in c:urn, complex notional/conceptual ope rations on meanings of 
words, ones that accompany interpretation of the text. 

These issues have been d iscussed by poetry theore ticians in as­
sociation with theory of mimetism and the ut pictura poesis pro­
gramme. The idea claiming that it is feasible co evoke exact images 
or phenomena in pieces of poetry was challenged in 18,t, century by 
the British philosopher Edmund Burke 11

• Accord ing to H. Markie­
wicz, Burke argued that "poetry does not draw its value from a 
power of evoking sensory images; what is more, imagination-based 
realisation of certain poetic texts would be detrimental to them, as 
some absurd and chaotic representations wou ld then occur." 12 

11 E. Burke, A Phi/osophicnl Enquiry into the Origin ef Our /den of the 
Sublime and Benutifi,I, ed. J T. Boulton, London :md New York I 958, p. 173. 
12 

~otcd herein is a summary of Burke's views in: H. Markiewicz, 
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As rhus can be seen, a whole set of analytic notions referring 
co visual perception - including notions such as ' insighr ', 'poetic 
image', 'imaging' - reveals its p redominantly notional namre. In­
sight is a cognitive act, in the fi rst place. As an instrument of such 
imight, metaphor enriches conceptual complexity of an image of 
realicy in human consc iousness. It is an attempt at underscanding 
the world, one of rhe limitless series of such arcempts. 

Let us take a look at notiona l or conceptual relations hidden in 
poetic images of the open ing fragme nt of Czeslaw Milosz's poem 
Odbicia 13• 

The poem presents various fo rms of annihilation, in a micro­
scale (a trampled am, dead mouse) and in a macroscale (dest royed 
city, subjugated tribe). It speaks of ana logies taking place between 
phenomena in both of chose orders. Identical relations reappear 
on various levels of existence: the weaker one perishes whilst the 
stronger one unscrupulously dea ls him/ it a death, to complete in­
difference of the environs or encourage. \'?'hat is more, it seems that 
che way of acti ng in the mic roscale {against animals and insects) 
seules the behaviours in the macrosca le {against people and whole 
communiries). Such a state of affa irs is distu rbingly recorded by re­
Aections in rhe water, the l;urer revealing across many cultural rexes 
ics symbolic meanings as a mirror of nature, or even (as romanti­
cists believed) a prefiguration of human consciousness. 

The poem by Milosz, constructed acco rding co the rule of sym­
metry and projections, expresses - by means of its const niction, 
to Stan with - cool rationa li ty, a paralysing consequence or rules 

Ur pict11ra poesis ... A history of the topos and the problem, in: Words and 
Images. lconicity of the Text - Croea u 06pttJw. ff,r:oH1t'tH001Jb ma:rma, T. 
Dobrzyflsb., R. Kuncheva {eds.), Sofia 2008. 
" Sc:c: Appendix for extant text of the Milosz poem. 
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dominating in the world, where indifference ro death and destruc­

tion, the stronger ones triumphing over the weaker ones, is a stand­

ard. 
The piece's opening two lines, on which I should like to focus, 

yield a dry account of faces and sketch an image free of any com­
ment whatsoever. The image unfolds vertically: there is an am on 

the bottom and above it, clouds or - in the subsequent depiction~ 

a 'column of azure': 

A trampled am and clouds above it. 
An ant that's trampled and above it, a column o( azure 

Frigid ascertainment - stating the.:: faces - which characmiscs 

the entire poem's emoriona! tinge is also visible jn the above-quoted 

fragment . However, a certain discreet expression of rhe observer's 
emotions can be spotted there - of the speaker making his utter­

ance . The plotting of rhe vertical axis between the am and the sky 
('azure') seems in itself to express emotion. 

The vertical axis, constituting rhe image's central constructive 
rule, links a petty and nor-quite-significant creature w ith phenom· 

ena observable in rhe skies. Ac rhe bottom end of the axis, rhere is 
an ant: one of the smallest insects, living in large colonies where a 

single member does not mean anything; a creature rriggering a lik­

ing, as it is recognised as a symbol of diligence, yet ranked low in 
the hierarchy of beings of che an inure world (insects being situated 

in natural taxonomy and common consciousness much lower than 

fishes, birds, reptiles, amphibians or mammals). At the axis's upper 

end are clouds or blue sky: objects from a different scale, the scale 
of almost cosmic phenomena, those observed above the earth. 

Upward shifts - from an anr to clouds and from the ant co che 
azure - are derived in this poetic image from che direction of rhe 

observer's glance. The movement of his eyes also motivates, co_an 

extent, the use of rhe metaphorical carrier 'column: as it singles out 
a vertical shape in the azure. 
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Turning one's eyes to the clouds and delineating rhe vertical 

shape of a column is associated with the image of a trampled ant, 

and is a response to what happens co the ant. Turning one's eyes to 

the sky, which may be deduced from the way the images are juxta­

posed, is nor a meaningless act. "The azure being referred ro is syn­

onymous to sky/heaven, the latter being - according to the Chris­

tian vision of the world, and in other religions too - the abode of 

God. 
Indeed, the move encoded in rhis image is a conventionalised 

prayer gesture, confirmed in several compositions of sacred paint­
ing1• as well as in phraseology of the language. Polish expression 

wznieft oczy ku g6rzeido nieba ['raise the eyes upward/ro rhe sky'] 

means'ro send a prayers'. In the poem under analysis, looking up to 

rhe sky may be undersrood as a question, expressed non-verbally, 
God is being asked - a question or reproach asking why reality is 

based upon such rules, why killing is possible at all, why chose do­
ing it get away, why is there no response 'from the above' to evil, 

thoughtless harming of others and bestiality present in rhe world. 
Sming an image of trampled ant - an ant that whose life 

has been raken by someone - against an image of clouds and sky 

becomes particularly meaningful if we refer to G. Lakoff and M. 
Johnson's considerations on orienting metaphors. 15 The cognitive 

theory elaborated by these scholars reveals conceptual metaphors 
created around spatial notions. Among others, being above, high 

up rhere is subject to such metaphorisation. It is there char values, 

the sphere of the sacred and the sphere of morality are situated. 

i; Raising rhe eyes to rhe sky/heavrn is demonstrated in several images 
of saincs and is a convemion in sacred painting; cf. e.g. St. Sebastian's 

martyrdom scene painted by Sodoma (G. A. Bazzi); The Immaculate 

Conuprion by B.E. Murillo. 
11 G. Lakoff, M. Johnson. Metapbon we Live by, Chicago 1980: The 
Universicy of Chicago. The authors rake note of rhe following orieming 
metaphors associated with comprehension of high-up location: GOOD 

IS UP and VIRTUE IS UP. 
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Elevating the sight, from an am ro the sky, also gains a meaning of 
moral judgement. It is an act of setking justice where the symbolic 

good is located. 
The upward move of the eyes, ensuing from mere juxtaposition 

of images on the 'under' and 'above' axes, is complemented by the 

image of a column - in the 'column of azure' metaphor. The co!­
umn is a virmal extract of the sky. Ir has no precedent in a common 
image of the world and is .1. product of the poet's imagination. 

l11e poetic image used here activates an archetypal religious 
symbolism whose manifestat ions are to be found across cultures. 
Column is a functional counterpart of a sacred rree, mountain, 
temple, or even raised-up priest's _hands. All those objects form a 
vertical axis linking rhe earth with heave n and ensuring cornmuni· 
cation with extratcrresrrial powers, wirh a rranscendenral dimen­
sion of reality, with God. Drawing such a line from an ant to the 
sky/heaven sacrali,es rhe death of such a tiny liv ing rhing. 1lms, a 
common idea claiming rhar rhe value of death is dependent upon 
rhe size of dying creature or the place it occupies in the hierarchy 
of beings is unde rmined . Loss oflife and, all the more so, any cruel 
and thoughtless act of taking someone's life (e .g. tramp ling an anr), 
is a sad and disturbing event; one rhat challenges a harmonious or· 
derof reality. 

By far, we have been dealing with consequences of drawing a 
vertical axis in rhe image by the direct ion of the observer's glance. 
The meraphorof'column of azure' used for the purpose carries richer 
meanings, rhough, ones rhac emerge owing to rhe use of the word 
'column' [orig.,kolumna J. TI1e related connotations encompass, inter 
ali,1, non-definitional characteristics of column which ensue from its 
functiom in architecture and culrure. Not only do columns decorate 
presentable buildings bur rhey are also erected ro honour outstanding 
his~orical personages and commemorate eve ms of importance (Tra· 
ians colu_mn, the columns 111 Place Vend6me or Trafalgar Square). 
They are inherent srrucrural clements of anrique temples and palaces 
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and, cogerherwith other antiquity stylisations, have become a means 

of expressing sublimity and majesty. This function is used for funeral 
strucrures where a single column erected on a t0mb is a form of hon­
ouring rhe deceased. 

A glance shifted from a trampled ant toward the sky, drawing 
a column in the space of azure, is a sort of gravestone epitaph for 

the killed insect. It adds weight to that apparently unimportant 
death and is a form of its commemoration. If rhere is no response 
to besrialiry other than one of a tacit observer, in a world where 
annihilation spreads, then at least rhe observer is ready to revere 
rhe perishing being and await some response to the cvenr hap­
penmg. 

The Milosz poem does nor resolve whether the anr's rragedy 
cakes place in a world with a transcendenral dimension to it (a di­
vine Providence, the Creator being responsible for an order of the 
world). Humans raise rhcir eyes ro heaven nor knowing whether 
any assistance can be obtained from there, or at least, explanation 
of an order which admits evil and suffering. Bur the very fact rhat 
suffering exists in the world incites one co ask questions about pres­
ence of a transcendenral dimension in reality, rhe nature of God. 
As i\lilosz wrote in an essay: "Appearing under a starlit sky or com­
passion with sufferings of a Ry is a phenomenon rhar underlies the 
conception offairhs and rires [ ... ]"16. An act oflooking up,encoded 
in the above poetic images, is a glance chasing a sense, justice and 
compassion in a time of extermination. 

Analysis of the poetic image drawn in the Milosz poem makes 
one conclude rhat its sense emerges through a complex interpreta­
tion process where an essential part is played by the way the world 

16 Cf. C. Milosz, Religijnofi Zdziechowskiego, in: idem, Legendy 
nowocusnoici, Krakow 1996, p.114. 
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is seen, as recorded in combinations of phenomena and metaphor 
construction rules. Introduction of an innovative perspective of vi­
sion triggers rhc speaker's cognitive activity where 'ro sc£ turns into 
'to know'. 

Czcslawi\llilosz 
APPENDIX 

REFLECTIONS 

A trampled am and clouds above ir. 
An ant rhar's trampled and above it, a column of azure. 
The Viscula or rhc Dncpr on ics bed of granite 
Marks irs blue steps, a foraway sr:i.ycr. 

Thar's rhc image rcAccrcd in chc w:ircr. 

A town destroyed and clouds above it. 

A town that's destroyed and above it, a column of azure. 
A history remainder or the springtime of a myrh 
Goes past its blue thresholds far away there. 

A dead harvcsr- mousc, scxron-bccdcs 

On rhc lane where seven-year joy runs forth a-rumble. 
A ball's rainbow in the garden, facial idylls 
And a ydlow glare shines of a Mayor April. 

That's rhe image rcAccrcd in the water. 

A rribc subdued, armoured grave-diggers, 

Thousand yea rs' JOY dashes forth along rhe lanes, 
Fire o,·er, bluebottle bloom triggers 

And there's silence, the common and blue one. 

Thar's the image reAecred in the w;i.tcr. 
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ODBICIA 

Mrdu-ka zdtpt1ma a nad niq obloki. 

Zdtptana mrOwka a nad mq kolumna blrk1t11. 
A w dali waczy mtbmkit Jwe kroki 

WiJ/11 czy Dmtpr na loiu zgramt11. 

Tak, obr.iz odbija Ji( w wodzie: 

Mi,uto zb11rzont a nad nim obloki. 

Zb11rtone miaJto a nad nim kohmma blrlat11. 
Aw da/i mija mtbuJkie JWt progi 
Dz.itjdwoJtatek, albo wiosna mitu. 

,\fy1tpolna martu:a i iuki-gm.baru 

Na frttict, ktorq bitgnit radoft 1itdmiolt1ma. 
W ogrodzit trcza pilk,, roufmiant twaru 
I idlty pnda blmk m aj a aibo kwittnia. 

Taki obmz odbya Ji{ w wodut: 

Pltmir podbitt, panurni grnbaru, 
Drogami biegnu radoft tpiqclttnia, 
Pole blau.·atkdw kwllm( po poiaru 

I ciJZlljtJt nitbinka, powJudnia. 

Taiu obraz odbija Ji{ w wodzit. 

1942-1948 (from the collection Sw111tlodzitnnt (Dayi,gbt)) 
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TcMO!"l paccy)KACHIUI }18,\.IICTCil COACp:+:a1mc IICKOII MCnipllp1,,1, 

cKpblO:tlOll.~Cii: oco6b1{1 cnoco6 IIIIACHIIJI MHpa. vlHTepnpnaum1 JTOfO 

o6paJa 11 3ane<JaTACHIIOfO II HCM BIIACHIIJI flOATBCP"'-AlCT (BJIJb MCAsl~' 

CMOTPCIIIICM II n03HaHIICM. ::ha CB.113b cyruccreycr Y*C B ClMOM JIJblKC, B 

CCM:tl!TltKC ACKCCM 3p11TCAbll OII nepucn1.111H. 

8 CTaThC paCCM:l.TpirnaeTOI CTHXOTHOpc1111e LfccA:lBa M1tAOllll Om­
pa.Jfct:Hlt.Jt. 

ncpBblC ABC CTpOKil .noro np◊113BCACIIIUI 06p11COBblBllOT06p.u.p.u 
Bl!B:t/OILI;IIHC.11 no ncpr1n::aAlt: BIH!3}' pacTOilr.l.HHbli°! Mypaec,i, l HlA HHM 

o6AaKa IIAH, II CACA}'IOlllei'i crpoKC, ,,KOAOlllll Aaayp~1". Bcpn1K:l/\bHal1 OCh 

COCAIIIHICT C}'WCCTBO MC,\KOC II Ml,\03lll'UiTCAbHOC C RBACHIHIMll. 11a6.,JO· 

AalOWIIMIIC.SI Ha m:6c. nepCMClUCHHC c1may eeepx 8 .)TOM fl03Tll'ICCKOM 

o6pa3e JIBMICTCJI npOllJBOAHbJM OT Hanp:tBACHU.SI B3r,VIA3 11a6,\JOAll01J.1Cro 

ConOCT3B,\CHIIC o6pa3a pacTOnTa1t11oro MypaBbil C o6pa30M CllHCro 

tte6a np1106per.tCT 311:l'ICHII C MOpaAbHOl°I OllC'HKII. TyA:i, rAC'. pa31-ICIJ.IC· 

HO CIIMBOAlf'ICCKOC A06po, MO:iKHO o6paTJITbC,:I 33 noMOlUblO B no11CKU 

cnpaBCAAIIBOCTII. 3aKOAHpOB311Hblfi B 3TOM o6paae MOA IITBCIHtbll! )l(CCT, 

KOTOpb1l1 Mb] 11a6AIOA3CM BO ~morux npOH3BCACIIIJJIX caKp:l/\bllOfO !IC· 

KyCCTBa, 11axo,111T CBOe nO,\TBCp)KAemre BO <ppaJeOAOr11<1eCKHX CAIIHl!UaI 

nma 'noAHJIA r,,a3a K 11e6y'. 

ABIDKCH11e fi\33 aaepx, B03HJIK:ll0l.l.J;CC 113 CaMoro COflOCT:lBACHIIJI06• 

pa30B Ha OCI! 'noA' II 'ua~ 11:tXOAIIT CBOC AOnOAHCIIIIC' B o6pa3e KOAOl!Hbl 

8 MCTaq>ope nKOAOHHa A33yp11n. KOA01/H3. - 3TO 811pTyaAbllblii OTpClOK 

He6a. B 11Cfl0Ab30B3HHOM 3ACCh fl03Tll'ICCKOM o6pa3C 3KT~IBll31tpycrCJt 

apxen1n11aJ1 pe,\lrr110311aJ1 c11MllOA11Ka. 

MeTaq>opa nK0,\0/IHa Aa3yp11" HCCCT B ce6e II Apyrne 311:l'ICHHJI. 

Bar.viA, ncpeBCACHHhll1 C JaTonn11oro MypaBMI Ha HC6o, H3MC'l3l0lllltii 

B npocTpaHCTBC KOHTYPhl KOAOHl\bl CIIHCBbl, npeACT3CT B IICKOTOpoM 

CMblCAC llaArpo611bJM naMJITHIIKOM AN! MypaBbX, npHA3CT 11caa;,1rnoii 

CMepn, B:lJKHOCTb, JIBAJICTCR <popM01i flO'ITCHUR. 

AH3A113 flOJTJl'ICCKOro o6paJa, C03AaHHOfO B CTHXOTBOpCHIUI ~fo. 
AOUJa, npHBOAllT K BhlBOAY, 'ITO B3r.viA BblflOAI/XCT fl03HlB:tTCAbHYJO 

pO,\b. 8b1CTyna$1 opyAitCM B3rAJJ,1a, MCTa<popa ,,KOAOllll:t Aa3yp11" o6ora· 

waeT nOH.IITHll!lblC COCT3Bl!b!C o6paa:i ACliCTBHTCAbHOCTH B co311aHHII 

'ICAOBCK;i., .11B,UICTC.II nonblTKOli nOIHIM3HIIR MHpa, OAHOH 113 6ccKOIIC'I· 

HblX cepmi TaKIIX llOnbJTOK. 



MACIEJ MROZIK 

NABO KOV'S D ISEMBODIED SPY 

Sight, vision, point of vkw appear to hold special significanct: 

in Vladimir Nabokov's oeuvre. All of his narrators are extremely re­
cepti\·C to sensual stimuli, and sight seems robe one of rheir favored 
~cmcs. It is interesting ro note, for example, how much am:mion 
rhcy pay ro color, or rn rhc quality oflighr and irs inrcrplaywith ob­
jms {which so ofi:en "shimmer", "glitter", are "glossy", or "brilli:mr" 
ere.). The titles of some of rhc writer's novels also hint at his preoc­

cupation with the human visual faculty: Camera obsrnra, laughter 
in du Dark, Pale Fire, Transparent Things, Look at the Harlequins! 

"Sec~ may also mean 'understand ', it can be a mental predi­
cate. In Nabokov's works the inreresr in see ing, cransparence, light 
is imeparably connecred with an interest in blindness, opaque­

nm, darkness - of both the eyes and the mind. One of the cenrral 

themes of lm.Jitation to a Beheading is a specific sort of metaphysi­
cal blindness. Many of Nabokov's central characters experience 

a kind of ~double" mental blindness. On the one hand, rhey J.re 
blind to their own Aaws and vices, to the moral ugliness of their 

deeds. On the ocher, they fail co correctly perceive and assess the 

reality around chem (among other things, Albert Albinus/Bruno 

Krechmar i'I blind to Magda's/?vlargor's infidelity, Hermann - to 

hi~ wife's, but that is one of various planes of error, Humbert - to 

Lolita's flirtations with ~ilry). In one case a central character also 
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becomes literally blind (Albinus/Krech mar in Camtm obsrura/ 
Laughter in the Dark) - chis shows how Nabokov connects the two 

domains, the senses and thought (knowledge, truth, ethics).1 

Another recurring characteristic of Nabokov's oeuvre is his 
use of themes and devices prevalent in popular literature (or more 

broadly: popular culture). For example, Nabokov's plots ofi-en in• 

corporate elemenrs well known from adventure histories, mystery 

novels or crime fiction {from murder plots in King, Quttn, Knai-r 
or Despair and many ocher novels and short stories, to an oblique 

take on the detective novel in 1he Real Life o/Sebmtian Knight}. 
A text where borh these characcerisrics are clearly present is 

rhe early Russian work Sogliadatai, lacer translated inro English 

under the aurhor's supervision as 7he Eye. 2 Published in 1930 as his 

fourth novel (after Mary, King, Queen, Knave, and 7he Deftmt), 

1be Eye is perhaps Nabokov's first truly "Nabokovian" work, in che 

sense that it his first book "abour reading."3 The text's artistic ef• 

I have given a much more detailed analysis of the interrelation 
of ethics, epistemology and aesthetics in Nabokov's an in the fim 
rwo chapters of my doctoral dissertation: M. lvlrozik, Opowindania 
Vladimira Nabokova w Jrzyku angielskim na tie )ego pozostalej twdrctoici. 
!dee I poetyka, Warszawa: IBL PAN 2008 (unpublished ts.). 
2 The English translation of the book does occasionally diverge from 
the original, bm the differences are nor fundamcnral from the poim of 
view of the analysis presented here. Sec discussion in J. Grayson,Nabokov 
Translated: A Comparison of Nabokov's Russian and English Prost, Oxford: 
Oxford University Press 1977, p. 82-89, recapitulated in D.B.Johnson 
"'Eyeing Nabokov's Eye", Canadian-American S/avi< Studies, 19, No. 3 
F.11 198S, p. 340-342. 

~ Johnson gives 71Je Eye similar status, and for related (though not 
cxacrly the same) reasons. Sec D.B. Johnson, p. 350. So does Nina 
Bcrb~rova: according tO her, Sogliadatai is a turning point in Nabokov's 
amsric growth and marks his coming of age as a writer. Sec H. 6cp6epoB3 
«Ha6oKOB II ero Ao,mma», HoBbni JKYPHa.;t (New York), No. 57, 1959, 
p 92- 93. 



fem depend in great part on geccing the reader truly involved, on 

manipulating and confronting him. In that sense, The Eye is much 
more uinteractive" than traditional novels, especially rh~se by l 9'h 
cenrnryrcalists. 

This article will explore the connections between Nabokov's 

,horr novel and spy fiction in the context of the faculty of sight. It 

will also touch on the problems of idemiry and theatricaliry of life, 

ofien presem in the spy genre. 

SMUROV THE SPY 

A preoccupation with the faculty of sighr is present quite os­
tcn.ibly in the book's very title. Sight is also one of the work's cen­

rral concerns on a narrative level and a large part of the story is 
devored to the theme of"obscrvation". 

\\'hile nor as ostcntatiou,; or '>elf-evident, rhe presence of 

popular fiction motives is again fairly obvious. Nabokov alerts 
the reader to their existence even before allowing him to permc 
the actual novel - he mentions ir in his 1965 "Foreword" to the 

English translat ion. About the meaning of rhe original ride we arc 
told that: "It is an ancient military rerm meaning 'spy' or 'watcher."' 

Forewordt In conjunction with this explanation, the tide of the 

hook becomes less straightforward. lt i~ not "the eye" meanr a'> an 
optical organ which sends impulses to rhe brain. It is a person. A 

spy. as we arc raid. \Xie are therefore given hints that whar we are 

abour to read might in some wap be similar ro spy fiction.s 

V. Nabokov, 11u Eye, [ransl. D. Nabokov in coll. wich the auchor, 
:"\cw \ork: Vintage lntcrnarional I 990. Further reference~ accompanic:d 
by page number in brackets directly in the texr. The ·!-page "Foreword~ 
has no pagirmion, therefore I refer to it ~imply by ride. 

The cidc may also refer to someone who watches, a prmlfr eye. 
Detc,c1\·e fi.crion is another important source of motives and li1erary 
de\·ice\ we may find in 11,r Eye. But, save for one reference, I will not 
touch on chat subject here. · 
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\\''hat follows h an attempt .1r pinpointing the \pecific rnit1 

of Nabokov\ novel th,u have an affinity with spy fiction. It is not 

a reading of 7/u £_ye ''.1s" a ~PY narrative, bur rather an attempt to 

answer the queHion: in wh,1r seme is rhc mbject of esp ionage ~pre­

\cnr" in N,1bokov's 1be Eye? \X'hy did rhe ,rnchor give his novd a 

ride which may mean 'the- \py'? \X'hat are the intencxtual gamtl 

that Nabokov engage\ in? And who is the ~PY in chis book? Or is 
there:- pcrhap!i more than one ?1 

There arc several ways of amwering this last question, depend­

ing on how far we would be willing to go or rather how wide a nee 

we would be willing ro cast. In ocher words: the word '\py" maybr 
created more or less mt:taphoric.11/y, and th!\ "le,\" and ~more~ i~ 
what our reply depend\ on. 

The mosr obvious amwc r, and rhc one I would like to concen• 

I me rhc word "spyn m the ~cmc 'literary spy'. TIH:rc i\ of course an 
cnormom overlap w1ch real lite'.: ,pie,. bur I would like to empha\iu dur 
1t i\!1ft'r,1ry spies, represented spic.-; who arc my m.1in inrcrcsr and C(mccm 

I \hould also cxpl.1in wh~- I will not be ming J. dictionary defini1ion of 
the noun spy. It is became all tire dchnitions I w;1s able co find arc coo 
gcnerJ.l for chis sort of application. As a rc,;ulr. rhcy arc also too \"Jguc 
A, an example, let me quote rwo definirions suppli ed by the lf'cml.m'.yth 
D1,tio11,11:y-lhe1,wm1: "I. J. pcr,;on employed by a nation's govcrnmcm 

to ~ecrecly observe and gather information about another nation's 
acri,·itie\. plans, ddC::nsc~. J.nd the like. 2. J. person who ~ecredy ob~n-e-\ 

and gather.-; inform;nion .1bom orhen, usu. for pay or profit." (hup:// 
\\·ww.wordsm~·th.netilin:/horne.php?~cripr=search&marchcm==spy& 
matchtypc=cx.1cc accessed 25 Feb. 2010). Ir is neither clear how 1hest 

rwo me.ming\ can be diffC::renmted in practice (what is described in chc 
second definition can ea\ih· form pan of the casks performed by the ~PY 
dc,.:ribcd in the finr one), nor whal .1 spy acrually docs. or how. I should 
Jho mention due when P/uc:dr,1 fim publi\hed thl" fnglish cran,lation 
ol ;,.,'aboko\'\ novel, 1t w.1, .1d\'trtiscd .1.-; "a spy story in Ian Fleming and 
J<1

im Le Carr( tradition." 1his de\.:riprion ditl nor mc:et wirli thcamhors 
JpprO\'JI Sec B. Boni f Z1rlm111 N,1boko1•: 7/u Amn"icm1 }"t'm:r, Princeton· 
Princeton L'ni\"enin· Pre,\ 1991 p. SOL 
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crate on here, is rhar the "spy" of the novd is the narrator of the 

srory. Of course, he is not a spy in the sense rhac he worb for a gov­

ernment agency (or an international secret service of some sort). 

He is a spy in several other senses, though. He conceals his identity. 
He has a usubject", whom he follows and investigates ("Smurov"). 

He does so in secrecy (he conceals the nature of his anions from 

others). He spends most of his time gathering information, using 

methods such as observation, casual conversation, direct interroga­

tion, interception of correspondence, or even a secretly conducted 
apartment search. This may all seem vague and inconclusive, but 

then pan of the spy's job is ro appear innocent ... 

From a very early point in che sto ry, eYen before his suicide 
ammpt, the narrator can be described as having "a spy's conscious­

ness~, a certain inner tension, a state of co nstant vigilance: "I was 

always exposed, always wide-eyed; even in sleep I did not cease 
to watch over myself" {7). The use of the word "exposed" is es­

pecially striking, since exposure is precisely what a spy fears. 1 Hi s 
complaints about loneliness {"And how lonely I was!" 8) may aha 

remind one of rhe situation of a spy. Of course, these phrases are 
primarily straightforward presentat ions of exisrenrial angsc. And 

chey may also reAect a sense of constant endangerment common 
among Cmigres. Nor just because of their materially uncertain situ­

ation, bur for political reasons as well: some of them were indeed 
spies, therefore many of rhem were being spied on. But on another 

plane there seems robe a suggestion here that already at th.is poinr 

We should note, however, that rhe narrator's imagination is open to 
possibilities of entanglement in undercover work. After the fateful call 
from Matilda's husband, he specu lates abour the caller's identity. One of 
thcvcrsions he considers is: Ma Communist agent" (II). 
1 In his book about rhe sem:mtks of spy narratives Allan Hepburn 
writes chat ~Fear of death and fear of being caught motivate~ spies' 
acuons: (A. Hepburn Intrigue: Espionage 11nd Culture, New Haven & 
London: Yale University Press 200-l, p. xvi; further references marked a~ 
~Hepburn~, followed by page number). 
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rhcre is something spy-like about the narrator. 
The affair with Matilda can be figuratively conceived of a, a 

"clandestine operation" of sons {in that sense, Smurov later be­
comes a double agent, courting Vanya and simulraneow;]y bedding 

her maid).9 If so, then one could say char rhe novel begins with a 
"spy" being exposed . \Which would be a classic spy story opening: 

the failure of an operation is rhe deparrure point of spy narratil'es 
quite often. \X'orks from the strict canon of rhe genre come ro 

mind, such as John le CarrC's The Spy IVho Came infi'om rhe Cold 
or Robert Ludlum's The Bourne identity. 

In this context, the way the narrator acts in reaction to bdng 

discovered is also celling. He Aces, leaving eve rything behind, just like 

an exposed secret agent. A spy's escape roure almost invariably leads 
ro death. For instance, he may be obliged ro commit suicide in view 

of the danger of leaking cla~sified information. 10 1l1is sort of backup 

plan has to be prep:ued beforehand, it is no wonder then rhat the 
narraror writes: "I had decided all rhis not today but long ago" ( ,-!-

The suggestion thar Smurov mighr be a real spy is brought up 
twice in the novel, both rimes in connection with \'{/einscock. The 

narrator first considers the possibil ity after relating W'einsrock\ 
conviction char "1l1cy [secret agcms] are everywhere" (42). And 
rhen again, during one of rhe shopkeeper's stances, when the ghost 
of the infamous ,rgent provocateur Evno Fishelevich Azef- ~rhe ter­

rible name", "a singularly vile life" (52) - attempts to ~denounce" 

Smurov {or so it seems, the name of rhe "small man in black" il 

never relayed to rhe reader). On both occasiom rhis suggestion i> 
di\regarded. 

Herc, .the word .. spy" i~ crcaccd metaphorically. TI1e analogy i\ 

dubious, of course, grotesque and even rascdcss. It portrays a wicked 
act {adultery) in rhc positive lighc that i\ usually associated with spying 
protagoni~n in spy fiction. 

Hepburn writes abom the "sacrificial logic of espionage" (Hepburn 
18) and note, char, more often dun nor. the result of irwolvcmenr in 
clandcsrinc: operations is death (sec Hepburn 15, 18). 
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Ar one poinr Srnurov actually thinks of himself as a charac­
ter in a narrative of intrigue. He supposes that Uncle Pasha's lem::r 
might be coded: •if it was coded, then I did nor know the kev" 

1)8 - this is clearly ironic on Nabokov's part, bur probably not ~n 
Snmro\·'s). Indeed, Uncle Pasha does function like an enemy spy, 
di,seminating false information, pushing Smurov to the verge of 
expo)ing himself, and then promptly, suddenly, magically disap­
pearing. 

This shows chat if we were to treat The Eye as the story of 
.111 agent, it would have to be the story of a failed agenr. Almost 
all of Smurov's "espionage" endeavors are failures (but then, this 
book isn't generally a chronicle of his successes). The discovery of 
hi-:; affair with l\latikb is only the beginning. Here arc some more 
examples: l\lukhin reveals Smurov's tales of bravery for rhe sham 
chat they really are (something similar happens at the end, when it 
trampires that ~lukhin was a secret wimess to Smuro\·\ i.l't con­
ver-ation with Vanya). The search of the sisters' aparrment is fruit­
less, Snmrov loses rrack of time, and stays inside too long (59), and 
the eavesdropping session which follows is an even greater failure 
(60-61). As mentioned, he falls prey ro Uncle Pasha's gossip. And 
most importamof all, he fails to notice and take account of i\-tukh­
in\ consrant presence around Vanya (even though he is apparently 
aware ofit, since he docs write near the end that ~this wa\ che first 

time I found her at home alone." 91 ). 
But rhese are all minor points of co1wergence between Nabok­

ov\ novel and spy fiction. The readings presented above arc only a 
game with the text, and a rather extravagant one. The p,1\,.1ge from 
che author's "Foreword" which I have quoted earlier doc, give us li­
cence for rhis ,on of behavior (after all, Nabokov read Don Qmxott 
a~ a tennis march!), but these similariric~ arc superfidal and not es­
pecially striking. They are slight imcrtcxcual traces which one may 
find enjoyable but ultimately they do not lc.1d far. 

However, there are two areas \\ here ;,,,:aboko\'\ book comes 



into a much more Intimate contact with what i\ rhe hearr of eipio­
nage narrative. This affinity does not spring from sharing literal) 

conventions or ploc devices, but from an interest in similar philo­
sophical questions. f have in mind a preoccupation wirh, on the 
one hand, identity, masks, acting, and on the ocher, the tide theme 
of 1he Eye: chat of watching, vision, observation, of rhe gaze. Both 

these themes are inseparably connected m the punning tide (the 
homonyms "eye" and "I") and they are without doubt cemral to 
the novel. 

THE WATCH 

Ir would seem appropriate at rhis juncture to remind our read­
ers char both of the senses of the title provided by Nabokov, 'spy' 
and 'watcher: are similar in meaning. By dint of profeHion asp} 
does a lot of watching and as a verb the word may mean 'to catch 
sight of something, to notice, to discover (by watching): As in the 
guessing game: "f spy with my little eye ... " (which, incidema!ly, 
contains all three words that Nabokov puns on: "I~ spy" and Keye•). 
And if we delved deep enough in the history of the noun, it seems 
that we would eventually reach the PIE root •spek- 'to look'. 11 

\Xlarching, looking, spying is one of the central themes of 
Nabokov's book. Indeed, "the watch" is one of the terms the nar­
rator u,;es in relation to his own actions: ",,as it not high time ro 

abandon my enterprise, to call off the hunt, the watch, the insane 
attempt to corner Smurov?" (83). The watch in question does not 
begin until after the narrator leaves the hospital subsequently co his 
failed suicide atrempt (as ifin a dream stare). To be more precise, ir 
docs not begin until he visits \Veinstock's bookshop. \Ve may jest 
about rhe aff.,ir with Matilda being a covert operation, bur chis visit 
is rhe moment rhe metaphysical spy of the story is actually born. 

Feb. !~~;,np: w,vw.crymonline.com/indcx.php?tcrm=spy accc~scd 25 
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Tharvisir is a pivotal scene, both in terms of plot and narrative 
cechnique. One could go so far as to metaphorically call it a recruit­
ment scene. In seve ral senses . Most imporcanrly of all, this is the 
point where the "spy" (the narrator) begins to observe his subject 
("Smuro\'" - himself) . All rhe "spying" due he subsequently docs 
is connected with chis change. And then, the narrator does indeed 
begin work ing for \v'einstock (in the bookshop). Apparenrly, he 
also scam co frequent \Xlcinstock's st!ances, and \X/cinscock arranges 
lodgings for him (one could say that \v'einstock arranges Smurov's 
"deployment") . Incidentally: \Xleinstock is a perfect "menror" since 
unlike che narrator he manages to keep his !ove affair completely 
secret. 

Perhaps emphasizing one single poinr in the plot is oYersim­
plifying thi ngs. Perhaps the change in the narrator (in rhe narure 
of his acriviry} should be conceived of as a process, beginning with 
the preparation for the suicide and ending in the first scene which 
involves "Srnurov~. The visit to \v'einscock's simply happens co oc­
cupy a central position in chis sequence. 

What precedes the change is very important too: having been 
humiliated, che narrator gets rid of all his earch!y possessions and 
ammpts to kill hi mself. 1l1is conforms perfectly with whar Allan 
Hepburn writes about secret agems. According ro him, a spy is 
"Disburdened of material possessions, srripped of dignity and at­
tachment" and in a sense "incarnares the dearh drive" (Hepburn 
i-4). 

The main reason why we can say rhat this whole sequence il­
lustmes rhe birth of a spy is that rhe visit marks a change in the 
narrator's auicude cowards himself, the world around him, and his 
srory. He comments: "This conversarion with \X/einstock rurned 
our ~o be the beginning of a new life for rne. In respecr ro myself I 

was now an onlooker." (27). 
Indeed, it is beyond this point that rhe name "Smurov" is in­

troduced. The whole "idea" of the novel springs out from here - in 
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tenns of narrative technique (the device of referring to one and rhe 

same character in both first and third person), as wdl as storyline 

(the narrator's "d issociation", which he open!)· announces here). 

Of course, the reader Is wont co miss rhc line just quoted or 

not grant ir che import it deserves. Hence tht:: decepti\'e aspect of 

che novel, the appearance char it is all just a meaningless ~narratire 

trick~ and nothing more, while in fact chis "trick" is used descrip• 

rively, as a means of accurarcly portrolying the narrator's experience. 

The narrator does nor conceal the rrue narure of his actions and he 

is nor unaware of ir. The dissociation is not a sham, it is not some• 

thing "imposed" on the reader. In a sense, the ~nick" is acrually .i.n 

clement of rhe poetics of realism. 

It is testimony to Nabokov's maHcry dut he does manage to 

set up such an (ostensibly) conspicuous trap for the reader. 11 Ho,1 

does he make us fall for this ruse (so obvious once we're aware of 
it)? Is it because of our laziness, our habits of mind and of reading/ 

Is it because of the readers' empathy, an imporranr factor in un­

derstanding narrative, which Nabokov so effectively manipulates'. 

Perhaps part of the answer lies in Nabokov's ability to manage the 
reader's interest, to cncham the reader into dismissing the mo->t 

imporranr clues and paying coo much attention to false leads. The 

technique might remind one nor only of professional magiciJn~ 
(who also perform their tricks in plain view), bur of detective fic­
tion writers roo. n 

It is difficulr to explain exactly how Nabokov's "trick~ worb 

Its mechanism seems ro depend on rhe fact rhat proper names don't 

mean anything and the meaning of pronoun-> is vestigial, highly 

As Johnson wri1cs, "[Nabokov's] fe,u is all rhe more remarkable for 
the illusion-shattering counter-evidena is in open view of the rel<ler." 
,D.B.Johmon, p. 338' 

\'inor Shk.Jov~ky desuibed this mechod as a major clement of 
Arthur Conan-DoyleS technique. See 8. lliKAOlKJ-:irfi « Ho8eA,\J nl111», 
in: Wi-.:.\OBC1-:11il O mec,pm, npo1w, :,,.foCKBa 1929 
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contexmal - the former are indices, the latrer are indexical sym­
bok14 \'(!hilc we may associate them with something deeply per­
sonal, intimately "ours•: they of themselves, paradoxically, are not 
semamically rich. The pronoun "I" can refer to anyone who choos­

es to speak. Here, the autho r constructs his first person narration in 
such a way char while the reader is aware of the narrator heing part 

of the narrated world, he does not realize chat the narrator is actu­
ally one of the characters who are mentioned by name. 

There is, of course, nothing surprising in that. Normally, the 
same speaker cannor me the first person pronoun MI" and the third 
person pronoun "he" in reference to one and the same person. Ir 
would be illogical and, in a sense, ungrammatical. Nabokov's narra­
tor, however, does not abandon using "I" And at rhe same time, he 
,ram to speak ofhirmclf using (most notably) the name "Srnurov". 
A~ ifhe and Smurov \\'ere two diff<:rent people. The natural impli­
cation would be that the "I" and "Smurov" {or third-person pro­
nouns) do in face n:fer to two different beings. But here a natural 
implication docs not apply. 

TI1c narrative effect is rather striking. \\lhilc all of the story 
is actually narrated by Smurov, rhe reader may remain completely 
oblivious to this until near the very end of the book. This b only 
po~,ible thanks co the fact that during the opening ,equence of 
c\·ems we are never told the name of the narrator and procagoni~t. 
So when the name is finally introduced, we ha.ve no way of knowing 
who it really refers to (unless, of course, we are extremely diligent 
readers who are \\'il\ing co accept and rake to heart the full come­
qucnces of that passage, quoted earlier, in which the narrator de­
clared that he had become an "onlooker" in respect to himsdfl. 
Omnsibly nothing (except for shared lodgings, perhap,) connects 
the man whose suicide attempt wa~ related earlier ro the person 
n.imed YSmurov". 

See R.Jakob\on MShifien, verbal cucgorle\ and the Rm,i.m verb", in: 
J.1.kobson HOrd ,ind /.1ngm1ge, The Hague: Mouton I 9-:J 
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The way rhe fir\t and third pcr\on form<, used in reference to 
Smuro\' are di\tributed is not ea<,y ro grasp in a simple formula 

The narraror's/Smurov's dissociation from himself is, at least in 
part, of a visual nacure. He appears ro be rrying ro shed his poim 
of view, trying ro free himself from it, chm freeing himself from all 

subjecriviry. This would pardy explain why he i'> hiding his iden­
tity: point of view i'>, ro a large extent, rooted in idenriry. Aslongas 

he i., Smurov, his poinr of view i, perforce Smurov's. The di\socia• 

rion of identity 'ieems to be a con,,cqucnce of the shedding of poim 
of view. He Starrs to think ofhimsclf"from rhe outside~ insread 
of "from wirhin': he becomes interested in himself (almo~t exdu­
sively) as a projection into a world of ocher people, other perceivm, 
other minds. He seeks co disco\·er their points of view, the im.1gc\ 
ofhirn thar they ,main. And not just the points of view of his living 
contemporaries - there is also rhe urge "co see Smurov through the 
eyes of future cemuries" (78). 

Is there some sort of dividing line which would let us under­
stand who "Snrnrov" is in relation to ''!''? In point of foct, they 
are not the same "person" - neither of them really is a full p<:rson, 
"Snrnrov" is more of a mask, a persona. A mask rhat rhe ~I" wem. 
"I" says so directly in its (his?) final conversation with Vanya: "I 
wear a mask - I am always hidden behind a mask ... " (93). 

The word "image" returns in the novel several times. Smurov's 
name or the third person pronoun is used in sentences describing 
his outward appearance, the impression he makes on other people: 
"Smurov is comparatively a newcomer, although he hardly !ooh 
it." (32), "he certainly did nor show it" (33), .. His plain black suit 

J.nd black bow tie seemed to inti mare( ... ) some secret mourninf 

lh<' difficultr of description is e\'idenced wdl br one of Johnson's 
~<'ntcnccs: ·1t will also be norcd that no characrer speaks with the narrator 
Ill scenes where Smurov is (also) pr<"senr." (D.B. Johnson. p. 336) - 5in,t 
Smu.rnv .and th<" narr.aror arc one and rhc same person, rhis sratemrnt i~ 
confmmg. 
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(33) Uthe perceptive observer could distinguish in [his face] the 
rraces of sorrow and experience" {33}. 

Com·ersely, "I" appears whenever mental predicates arc called 
for, whenever there is talk of inner sensations (as opposed to our­
ward signs of inner sensations): "I learned" {40), "I soon began 
to suspect" (43), "I believed" {60), "I imagined" (62). Tellingly 
enough, these hardly ever have anything to do directly with feel­
ings. The narrating 'T' is more or less devoid of emotion: "Person­
ally, I viewed Smurov wirhour emotion." (S4). It is obsessed with 
outward appearances and what other people think, with pronounc­
ing "judgements"; it has no feelings {other than, perhaps. pride and 
comempt). Therefore it is used in assessments ofSmurov's appear­
ance: "I must say rhat he made a rather fovorable impression on me 
chose first e\'enings." (33), "None cou ld discern in him the shyness 
that makes a person so conspicuous among people who know each 
other well" (32), "I liked him. Yes, [ definitely liked him" (37). 

Most of the time its approach is indeed quite detached, emo­
tionless, purely analytical {" I could already counr three versions of 
Smurov" 53). There is perhaps even a bit of cynic ism to it, since it 
views rhe whole project as a sort of enjoyable game: "I was begin­
ning to enjoy this game. ( ... ) I regarded Smurov, without any aes­
thetic rremor; instead, I found a keen thrill in the classification of 

Smurovian masks" (S4) . 
All this, borh the Ts" detachment and its infusion with "so­

ciety" values, is perfectly in line with what Hepburn writes about 
secret agents: "The agem defies, through the emptying out of indi­
viduality, the notion of character as destiny or character as psycho­

logical complexity." (90). 
However, the clear division between the "public" persona of 

Smurov and the emotionless inside of the "I" is only a construct, an 
ideal - another mask, so to speak, a fac;ade which begins to crumble 
during Smurov's search of the sisters' apartment and continue\ ro 
fall apart during the incident with Uncle Pasha. It is through these 
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failures that idenrity begins to manifest itself and the problem ol 
the body is introduced into the narrative. 

THE SPY'S BODY 

In order to have no defined point of view, one would h.1rt 
t0 shed nor just one's identity, bm also the body which naturalh 
comes with ir and which anchors our point of view in the world 
To shed one's point of view, one would have ro become a son of 
emptiness, nor an ineffable, bodiless "eye'" Roaring in space. Bue, a, 
ir rnrns out, one's body cannot be abandoned while alive. The mind 
cannot transcend it yet. 

There is a paradox in chis desire ro sec without a point ohicw, 
a paradox inherent in the very problem of consciou~ness and iden­
tity. I would suggest chat this duality, along with the apposition of 

reality and representation, consists one of the main philosophical 
themes allegorized in 7he Efe, and that it lies at rhe root,; of the 
motif of doubling so prevale-nr in this novel. 

But let us return to the body. \'7hen emotions arc relegated re 
the nether regions of the mind, it is the body that wil! remind us of 
their unfulfilled existence. Body can't be erased from mind, just a1 
thinking can't be separated from feel ing. Their insistent connection 
makes it~elf apparent when the narrator discovers rhac Smurov's ii 
age has been removed from a photograph that Vanya keep~ beside 
her bed: "On Vanya's lacc-CO\'ered pillow there suddenly appeared a 
star-shaped hollow - the violent imprint of my fist" (58-9). While 
the 'T' continues to nrive for detachment, the body gives away the 
truth of emot ion~. l11e "I" ;1nd "Smurov" cannot be severed, be· 
cause chcy arc in fact one {on the other hand, Vanya and Smuro1 
can be severed all too easily). 

Identity is al,o, history. And here ag,1in, by perpetually bring­
i~g the pa,t before us, the body thwarts all attempt, to erase idcn 
my; rhc body i, where history may reside. In Smurov's case, chi\ 
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return takes on the form of pain. Pain becomes the embodiment 
ofhhtory. Smurov is forced to visit rhe doctor because of~a strange 
discomfort in [his] bullet-punctured chest, a sensation re,embling 
a draft in a dark room'' (62). Hepburn writes: "In spy novel\, the 
body that disappears comes back a<, a warning that death cannot 
be outrun.~ (Hepburn 76), and further; "the body signifies pain, 
death, and history. ( ... ) 1l1e ultimate code of spy fiction m;iy there­
fore be the body itself: indecipherable, multiply storied, co,mmed, 
,,amd. agonized, kinetic. The body. a\ a container of person.1licy, 
allow\ emotion to register on its surface." , Hepburn -6). 

The search of the sisters' apartment is not the first imtance of 
the "l's~ revealing of its bodily existence. Earlier on the n,irr,ltor ex­
plains how he came to know rhe tenants of the house at Peacock 
Street, relates conversations with several of them, and hi, bodily 
prc,cnce is implied at one of\\:'einstock's si,mus. But the search is 
the moment when this exisrence slip, out of conrrol and impo\es 
iNlf uninvited. The "spy" continues to insist on his impcn.:eptibil­
ity (de~pite the fist in the pillow, he describes his investig.1tion as 
"di\Carnatc Aitring from room to room" 59), but memory is always 
with him, proffering unwanted emoriom: "at the merest rhoughr 
of her, a moaning, awful, salty night would well up within me.'" 
(69). Through bodily secretions rhe ~I" betrays and re\'c,11' itself. 
Ir i, not disinterested - it is O\'crcome with emotion. The mo,t ex­
treme example of this is the dream "about Smuro"" rhat the n.ura­
mr has afi:er reading Roman Bogdanovit:h\ lerrer. Again,t the nar­
rator\ stronge,;t wishes the connection with Smuro\' surfaces when 
he would like ir co submerge. There cannot be two ,;anc lon,dous­

nrncs in a single body. 
Thi,; (lost) fight with the body and identity i, prcci,d} wh.tt 

brings Nabokov's novel so close ro spy fi1.:tion, to the hcut of what 
'PY fiction is most concerned with. De,pite rhe narrator\ fant,l\ics, 
he i, not a ghost, he is not dead. And he cannot get rid ofh1s body. 
Thi\ i\ a typical problem in ,;py narrarivc\. As Hepburn\\ rite,: •The 
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spy 's body is ( ... ) a site of contradictions. Visible tO narrarivc, the 

spy should, by all accounts, remain invisible." (Hepburn 9). And 
elsewhere: "The initial trauma in n:lrratives of intrigue may b<: the 

shock of recognition that the body cannot be relinquished. \\:'hat• 
ever invisibility a spy may have or may desire, he can never disap­

pear entirely. He is spectral, but he is not dead." (Hepburn >..T-n-i' 

A novel which shows remarkable affinities with 7be Eye in re­

spect to problems of body and identity is Roberc Ludlum's fumoui 
spy thriller The Bourne Identity. 

BOURNE AND "I", THE SPY'S IDENTITY CRISIS 

The "quest" that our narrator embarks on is of a very unusual 
kind. Ir is a search for identity (paradoxically, since he pretends to 

shed all identity), an attempt to solve rhc "riddle" (51) ofSmuro\". 

The narrator calls it "this house-to-house search, chis quest of mine 
for the real Smurov" (89). He also says: "I resolved to dig up the 
rrue Smurov" (54). 

Jason Bourne of Ludlum's famous novel embarks on a simib.r 
quest; he too wams to find out the trurh about who he is. The com­
parison is illuminating. 16 

The protagonists of the two stories are both in search of infor­
mation about rhcmsdves. In Ludlum's novel, unlike in Naboko\'\ 

there is no narrative sleight-of-hand. The narrator of Bourne's srory 

is open about rhe goal of Bourne's quest and he does not engage in 
large scale manipu larion of the reader (though, of course, the very 
production of thrills inherent in a spy thriller is already a manipula­

tion of sorts, primarily an emotional one). Bur then, while his point 
of view is largely close to that of Bourne himself, this is not,strictly 

One thing I do not wanr to engage in here arc speculations about 
possible ~influences" and "borrowings" (which I doubt exist). :-.1y interest 
here lic_s smctly wuhin the rc2/rn of poetics, srnicrural affiniries, general 
scnunucs of genre. 
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speaking, Bourne's story - iris a srory ,ibout Bourne. Smurov's story, 
on rheother hand, is all his own. H e perpetrates it, he relates it and 

he is the one who mystifies the reader by making it difficult to ap­

prehend {the passage about turning into an "onlooker" is, as I've al­

ready mentioned, rather elusive). This difference of literary device, 

the fact that rhe narrator of The Eye conceals {for a long rime) his 
role in the srory, is very important. In a sense, one could perhaps ~ay 
that 7hr Eyr is The Murder of Roger Ackroyd of spy fiction - with 

rhe proviso that it is actually not spy fiction at all. But the difference 

,hould not let us ignore the equally important similarities. 

A suicide anempt, an attempt to kill himself, a symbolic death 
is what marks rhe beginning of Smurov's dissociation proces:.. The 

main character of Ludlum's novel kills Jason Bourne and subse­
quently "becomes" him. He sheds an old identity (that of David 

\\:,ebb) and assumes a new one (Jason Bourne), rhus commircing a 

symbolic suicide (or perhaps David \'vcbb was m1mlered through 
rhedeath of his family?). But identities in Ludlum's novel are con­
stantly changed, fickle, norhing one can rely on (the phrase ~To 

clean a slate somewhere~ used by Philippe d'Anjou,17 come:. to 

mind). So at the beginning of The Bourne Identity rhe same thing 
happens one more time: the main character loses the new, assumed 

identity and thus begins his quest to uncover ic. And once again, a 
death-like experience is part of the incidcnt. 18 

1
• R. Ludlum, 7he Bourne Jdentlry. in: Ludlum, 'lhe Bourne Trilogy, 
London: Orion 2003, p. 324. Ftmher references marked as "Ludlum~ 
followed by page number. 
11 This is not the place for a prolonged discussion of thC' phenomenon 
its mythological rootS, itS symbolic meaning). but it seems that a death­

like experience is almost an obligatory prerequisite to the spySembarking 
on his main mission. Bourne is shoe at and virtually drowned in the sea. 
Leamas goes through a serious illnC'ss. The first chapter of John Buchan's 
1hr Thirty-Nine Steps is symptomatically enritled "The Man \'\'ho Died" 
Scudder {who has already staged his own death) is murdered, Hannay 
manages (narrowly) to escape. The actual plot of many {though not ;1.II) 
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is built in such a way as co quesrion the very idea of idenrity: ~I wa
1 

and I was not! I am and I nm not!" (Ludlum 398) crie, rhepro1 , 
nist on the final pages. The simacion seems ,imil,1r in 1he l)ewhert 
the 'T' has no identity either, it doem't seem to be a "real I~ a re.ii 
emiry, bur a sort of empty space. 

J.1son Bourne is not O;tvid \\'.'ebb (as we arc repeatedly remind. 
cd in Ludlum's The Bourne Suprem,uy and ]he Bourne f.,'/1i111,1111m 

It is not as if David Webb is disguising hirmelf as Ja~on Bourne 
Jason Bourne isa valid, separate, new identit> which comes into be­
ing once David \Vcbb has been shed (disposed of? dis,tppearediap• 
pcased?). \\"'hat i, more, in che rwo sequel,, there i., ,1 ~ne"-~ OJrid 
\"X'ebb ~ someone who doe, nor ,hare an idcncitv wirh the Oa\·id 
\X'ebb ofS.1igon (for the simple rc,1son that he c,mnor fully share 1t 

he doe,n't remember it) . The chronological lisr i, even longa then· 
O;wid \\"1ebb I, Delta, Ja~on Bourne, Cain, the man ,carching for 
identity in rhe fine novel, and finally: David \~ebb II. 

Similarly, Smurov's exiHencc cca,es when he is humiliated n 
from of hi,; nvo pupil~. \Vlur surface,; next is difficult ro c,1prurt 
in words. ll1e "I" is not Smurov. It is an arrempt at a new exisrenct. 
ar a whole new consciousnc.~.\, a new identitr. Here again we hare 
two di\tinct conscious beings united in ~haring a cominuou, fare 
and body. 

The body is rhe key here, the body is what ,r.1ys rhe same - it 
i\ the only Hable demenr a mind can rely on (Bourne's plastic sur· 
gery only change\ the Outside, the appearances, wh,1t the world per­

ceives, ir doc\ not change the inner realirr of_idem1~ 1 '. Behind the 

JJmcs Rond films is preceded by a 1urrow-escape prologue. where Ulc 
.igenr·~ lifC appcan (Jc fim) tO h.1,·e been forfeited. 
1 

_In 7/Jc ~Jounu S11prem.uy Ludlum continue~ co explore U\c 
ro\,1b1l1ries ol chi, ~ub1ecc. TI1e premise i~ rurned on its head. \\"'here 

once we had .1 muhiplit.ity of idenmie~ J.\,igncd to one body (\\(bb. 
DclrJ, Aournc. Cain), we now hJ,·c two bodies claiming the same idcnrin 
(Bourne'\) - .1 doppelgin~er motif 
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many identities of Bourne there is one body but not one memory. 

And in one case, there's even an identity without a consciousness 

{Bourne decides to give his body to a fiction, to Cain).~ 

Similarly to the narrator of Tiu Eye, Ludlum's Bourne has a 

memory which reveals what is concealed or repressed. It is memory 

that originates and experiences returning memories - the memo• 

ries do not, at least at first, belong co the character as a person, since 

to him they are meaningless. The protagonist ofLudlum's novel has 

no identity but he does have the feelings of David \'{!ebb, which are 

emanated by his memory. To him these feelings are (at least ini­
tially) a mystery wirh no discernible source. A good example is his 

experience while witnessing Villie rs's meeting with che French of­

ficers: 

What disturbed him so? \\7hy was he suddenly 
swept by feelings of anger and futility? \Xfhat triggered 
the re\1Jlsion he felt so strongly?( ... ) He hated a man like 
Andre Villiers, despised the men in th:u room. The}' were 
all old men who made war, stealing life from che young ... 
and the very young. (Ludlum 267-268) 

The character is deep ly moved but he does not know or under­
stand why he is moved (he does not remember the family he lost). 

In other scenes he experiences the feelings of Jason Bourne/Cain: a 

mysterious urge to find and kill Carlos the Jackal. 
There are, of course, great differences between the two \tories 

themselves (and not just in their principles of narration). They are 
similar and dissimilar at the same time. For instance, both are sto· 

This is a perennial motive of spy fiction. Alfred Hitchcock's North by 
N1Jrtbwt1t is based on the same premi~e: a fictional creation and an acrnal 
body summoned to fill it. It could be interpreted as a specific rulization 
of the ·wrong man~ theme - someone caken to 1x someone el\e (quite 
pren.lem in Hitchcock's films, cf. for cx.1mple Saboteur, 1ht 39 Sttp1. To 
Wtd,,, Thuf, Frenzy, Tiu Wrong Man. /Ju,/ M far Murder, Spdilxmnd). 
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ries of dying and rebirth. 11,e characters enter their new life in a 

"newborn" state. Before trying to commit suicide, Smuro\'descr~s 
all of his earthly possessions. We could therefore say that he emm 

life completely naked. Bourne does have a bank account, but he 

is naked in another sense: limited memory (Smurov, on the other 

hand, does remember what happened to him, he even Yisics the 

"sire of the crime" for reassurance). \v'hilc Bourne cmers the world 

with nothing but a bank account, Smurov docs not cn:n ha\'C th~ 
monetary vestiges of existence ... 

Clearly another of rhe major differences is how rhe auchorsap­
proach their subject. In Ludlum, death and rebirth are taken quite 

seriously. In Nabokov, rhey .ue treared parodisrically. Snmro"'sde· 
stroying of the warch is a symbolic destrucrion of time (life) ar rhe 
momenr of death. But instead of 1r happening at the momcm oi 
death itself, it is performed as a conscious act in anticipation of dy­
ing. It is nor "auromatic" but willful. Bourne lost identity due to 

amnesia. The narraror of ?be tje has no identity due to a consciou~ 
effort ofdissociarion. His drama is :l sham. 

Bourne's idenrit)' has been ta.ken away, the narraror of 1hr £.}'r. 
is trying to shed his. Bourne would like to go back to "the original~ 
but is unable ro. Snmrov would like to escape from "theoriginal9 (his 
existential angst!) but cannot. In the end , both srorics seem ro com· 
municare an odd message: that one'.s identity is be}'ond one's control. 
that a person does not construct ir at will. Herein li es another dual· 
iry: while an identity is the "innermost" component of the hunun 

being, it is formed and conceived by outside forces roo and may be, 
formed in the consciousnesses of the people who perceive us. 

"Smurov" may seem similar co Bourne because he coo ap· 
pean to be a "Chameleon". Boch The Eye and The Bourne ldm111y 
are storie\ of the forging of idenrirics (in both senses of the word 
"forge" - 'create' and 'make with intention of deceiving'). In the 
case of Bourne this is a special ability, in rhe case ofSmurov it isrhe 
consequence of the author's beliefs about how the world works. In 
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Naboko\''s world everyone is a chameleon, because we make a dif­

fere nt impression on each of the people who perceive us. Each one 
of us is an acwr on the world's stage. 

THEATRICALITY OF SPYING 

The theme of vision is closely connected to that of theatrical­

ity. Despite his repeatedly declared dislike for social rhemes, few 
aurhors could be compared to Naboko\' in respect to a rarefied 

sensitivity to the social aspect of the self. In his world everyone is 

constantly being observed (an extreme example is the short story 

Sigmand Symbols where even nature is an observer ofhumanity).21 

And since we all const:mdy watch each other, therefore the world 

can be thought of as a stage, people as actors - our behavior is ro a 
great extent determined by our being aware that we are (or could 
be)observed. 

ln the case of the spy, this sort of rheauicaliry becomes part 
of his metier. A spy is never himself, he is constantly performing 

a pan. Nabokov is quite consistent in associating espionage with 
acting. In his 1943 short story "The Assiscam Producer" the two 

main characrers are sp ies and many of their act ions arc described 
in mms of actors' performances (though in that case, in film rather 
than rheater).22 

By dine of his profession, a spy has to be an imposror, he has to 
always pretend that he is someone else {upon hearing the disfigured 

story of how Kashmarin beat him up, Smurov feigns amusement). 

If all people are actors, then spies especially so. Or maybe: if all peo-

ii lmerestinglyenough, Weinscock"believed ( ... )in.the secret power of 
symbols and signs~ (38) - "Symbols and Signs~ was actually the original 
vc:rsion of the title of Nabokov's famous short story. 
tl Cf. "the spy, speaking a foreign tongue, is never JUSt himself, but an 
unrecognizable alien lodged within a recognizable body.~ (Hepburn 13). 
Hepburn also says of spies char rhey arc "Acting a parr" (Hepburn xiv) 
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pie are actors, they are also all spies - always in search of informa­

tion, always pretending before others to be someone ds,:o in order co 
gain something, ro attain their goals. 

Nabokov seems to be, on the one hand, an heir ro the age-old 
tradition of the thentrum mrmdi trope, on the other, one of rheliter­

ary forerunners of Erving Goff man's dramaturgical sociology: •qu.z 
performers, individuals are concerned nor with the moral issue of 
realizing( .. .) standards, but with rhe amoral issue of engineering 
a convincing impression rhac these standards are being realized~:, 
And another similar quote: "the 'true' or 'real' attitude~, beliefs, and 
emotions of the individual can be ascerrained only indirecdy~: • 

The dissociation described in Tbe Eye can be interpreted asa 
dissociation between the actor and audience-member in all of m 

The book relics heavily on the tuatching - being seen dichotomy. 

Smurov is the actor, the "I " is the audience (or even the critic). This 

role of the ''I'' is directly suggested after the scene at the doctor's 
office. The"{" exits without actually visiting the doctor and com­

ments: "now the performance was over and I could lca\'eM (63). 
There is also something extremely theatrical in Smurov's ~earch of 
the sisters' apartment - as ifhe was part of the play they just lefi: to 
see . 

ft is also dear that Smurov is a rather bad actor. His bdief chat 
ochers percei\'e him as bold and foolhardy is verified in the con-

ii E. Goffman Tiu Prtuntarion of St/fin Everyday Life, excerpted in; 
S. Appelromh, L.D. Edles Clmical and contempomry Jodo/ogical Jhrory 
Tat and readinp, Pinc Forge Press 2008, p. 504. (At che momcm of 
writing this I do nor have access to the full rcxr of Coffman's book in 
English.) 
1

• Goff'man,_p. 492. As Hepburn s;i.ys: -Repeuedly, intrigue narrac1,·n 
cry co determmc whether action can be categorized as J.mhemic or 
mauthenuc.~ (Hepburn 22). A close comp.:1.rison between depictioni of 
social 

1
meracnons mall of Nabokov$ oeuvre and Goffo1an's observacions 

,ai noted in Brh.w,or in Public Placr1, bur al~o buemaion Ru
1111

/:md 'lbt 

PreJent,tt,on o/Selfi11 E1·rryda_-, l.ift) would probably be ,·err fruicfol 
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mmion with Evgenya who has no doubts abouc his shyness ("In 
the first place there is h is shyness" 55). Her other remarks about 
him seem to be similarly perceptive - she singles out his "sensiciv­
it(, "youth; and lack of experience with people" (56). 1l1is is the 
exact opposite of the effect Smurov has been striving for. In fact, 
1ht Eyt can be read as the touching story of a timid young man 
who admires bravery and dreams of it, but despite sincere efforts 
is incapable of meeting his own overambitious (and slightly onc­
dimensional) standa rds. 

But let us get back ro the problems of theatricality. One author 
whose hypersensitivity towards the social aspect of identity was in 
someways similar to Nabokov's is \v'itold Gombrowicz. A nuanced 
and revealing reading of this aspect of Gombrowicz's writing {uti­
lizing Coffman's dramaturgical soc iology) is offered in Zdzislaw 
l:.apill.ski's bookja, Ferdydurke (/, Ferdydurke).25 Ir is fascinating to 
note the various surprising affinities between the theatricality of the 
world in Tht Eyt and in Gombrowicz. I would point to the role of 
shame as a "conuolling sanction;26 an ambiguous yearning for so­
cial acceptance experienced by the characters, a reversal of the 19'., 
century material world - social world - conscious mbject hierarchy,i­
and finally, a consciousness of the gaze as a source of theatricali­
ty.a Many of these traits carried ove r into Nabokov's later works. 

11 Sec Z. l:..apill.ski]a, Ftrdydurke. Krak6w 1997, esp. chap. I "\\'st~p 
do metody: Tancerz mecentua Kraykowsk,tgo~ and chap. II "Akcje i 
imerakeje: Another work that should be: mentioned in this context is 
Li"io Belloi's book on Marcel Proust (especially in view of the 2esthe:tic 
~ffinity of Nabokov and Proust): L. Bd]o·i La seine promrienne. Proust, 

Goffman et le thttitre du monde, Paris: Nathan 1993. 
bpi11ski,p.57. 
See Lapirlski, p. 42. Note Smurov's words: ~life did make: one l:m 

m~mpt to prove to me: that it was real~ (90). 
u · upon meeting somebody's gaze, Gombrowicz's character\ know 
1hat they havee:mcre:d the realm of another's consciousness, that they have 
become an object to a certain subject, that they can and should make: the: 
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He may have been more concerned with masks and personae th,n 
with mutual manipulation, bur the social enranglcmem~ of rhc~lf 
always held gn:::at interest for him. 

THE FAILURE OF A PH ILOSOP H ICAL EXPERIMENT 

The ending of 17Je Eye is In many n:specrs similar to rhecnding 

of Nabokov's much later first English novel, 'The Real lijto/Sdw­
tian Knight, wich the "I" raking in relation co Smurov the position 
ofV. in relation ro Knight. He re is Sebastian Knight: 

I have learnt one secret roo, and namely: char the soul 
is but a m:i.nncr of being - nor a consrant stare - that any 
soul may be yours, if you find and follow its undulations. 

( ... ) Thus - I :am Sebastian Knight. I fed as if I wm 
impersonating h im on a lighted sragc, with the people he 

knew coming and going( ... ). They move round Scbasrian -
round me who am acting Sebastian { ... ). And chcn che 
masquerade draws ro a close.( ... ) bur the hero remains, for, 
try as I may, I can not ger our of my pan: Sebastian's mask 
clings ro my face, rhc likeness will not be washed off. I ;am 
Sebasrian, or Scbasrian is I, or perhaps we both arc someone 
whom neither of us knows:l~ 

And he re is The £ye: 
Kashmarin had borne away yer :another image of 

Smurov. Docs it make any difference wh ich ? For I do nor 
exist: there exist but rhc thousands of mirrors that rcRect 
me. \Xi'irh every acquaintance I make, chc populat ion of 

phanrom~ resembling me increases. Somewhere chey li\·c, 
somewhere they mulriply. I alone do not exist. Smurov, 
however. will live on fora long rime. {102-3). 

dforr ofimposingrhcmsclvcs as persons, rhar rhc)' have che possibilir)·of 
~coming ~omcbody." (Lapiriski, p. 42-43, footnote omimd). 

l'J V. Nabokov. 1he Real Lift of Sebastian Knight, in: Nabokov, ,\'/1;.t/s 
~:. \femom 194/-/95/, New York: Library of America 1996,p. 159-
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At fiM, it seems that the wl" has more personality traits, while 

"Smurov" is just a projection. The above passage shows how this 

conviction is reversed in the end. Projections are the only reality. 

"Personalities" arc fictional (because chey are subjective?). There is 

no "I", only an illusion in the eye of chc beholder. An illmion chat 

may be called •smurov'? 1 

~!any interpreters have problems with interpreting rhi, ending 

because its sincerity seems doubtful in view of everything that pre­

ceded it {how can Smutov say that watching is "happiness"?). But 
in facrthe doubts only arise if we con,ider this declaration co be .1n 

affirmation of the narrator's preceding actions. 1 believe it is not. I 

think it i\ the expression of a new state. 
\\1hat happened earlier in the novel was indeed a failure (or 

even aseriesoffailures). Bue the narraror's new {and first!) success 

is the acknowledgment and acceptance of that failure. His plan for 
the future is not a search for the "true Smurov" anymore he men­

tions no such thing. The new knowledge he has attained is that he 
would never be able to find the "true Smurov", because no single 

"'true Smurov" exists ("Smurov" is reAection. not reality). 
This is a surprising conclusion. One would certainly expect a 

negative omcome of Smurov's quest, but probably along different 

lines. Smurov seemed to believe that finding out how he isperwued 

Similarly, at the end of The Real Li_fe o/Seb11sti11n Knight the du~ive. 
"ghostly~ Scb.istian Knight becomes more re;il, or no less real, than the 

nur.itor. 
In point of fact. the Mi's" Status is perhaps more enigmatic than th.it. 

As rvc noted earlier, the ~l's" sunce is rather judgemental md not emirdy 
friendly. h docs not make Smurov happy: MAt th is moment one could 
h,\·c no1ed in Smurov's face 2 most violent desire( ... ) th.it I - 1hc cold, 
in~inent, tireless eye - disappc:1r." (66). Is it perh:1ps a figure of Death? 
God? The 01her? 15 it simply consciousness? Perh.ips it is comciencc? An 
.illegoryof objectivity? There seem~ to be no single e.isy .inswer. But then: 
"'The spy's .ippeal i~ in his ambiguity, his aniculation of doub1~. violence, 

,nd mixed motives." (Hepburn 13). 
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would eventually lead him to certain knowledge about who he L 

and rhar reasoning is clearly fallacious (at least as far as ~ccruin 

knowledge" is concerned). Also, unril the end he remains a step 
away from discovering something that many of Nabokov's other 

characters do eventually discover: char the impressions orhcrs nu\· 
have formed of him are nor available to him, or at least no moR: 

available than many ocher truth (at best, he is projecting his own 
fantasies onto ochers). 

But apart from char revelation something else happens. The 
philosophical quest Smurov embarked on early in the novd 1n.1 

one for objective knowledge (mainly about himself. but alsoaboU1 
rhe world):'2 Identity, point of view, subjectivity may all be imprdi• 

mcnts to attaining char sore of knowledge. Smurov's was a drc2!ll 
of observing the world in a way uninhibited by the consrraiim of 
identity. To overcome che obstacles, he cried to eschew subjecti\i~. 
he tried ro dissociate himself from himself The novel \hows Ult 
absurd icy of such an attempt. Shedding one's identity is impossible. 
Ac best, it is bound to be just self-deception, and at wom - purt 

m:idness. Bue then, perhaps point of view does not make objecti\'e 
knowledge impossible after all... 

To che I, the perseverance of identity confirms che realicyoftht 
mask: ~:ill these people I met were nor live beings but only chance 

mirrors for Smurov" (89). There are no real people, everyone is just 
a mirror - everyone including the 'T' itself; the only thing rha1 
does exist is the mask, the persona, "Smurov~ There is no truth 
about rhe human being outside that which can be found in che mir­

ror of another human being: "Because there is no escape from the 

,i This concern wirh knowledge is another similarity between 
The Eye and ~PY fiction. As Hepburn writes: "the reader, like rhc spy. 
possesses imperfect information about plou, counrcrplots, and bwi 
th.1t circum~cr1bc subjectivity. Secret agents ( ... ) arc figures who do not 
lmow or do not know enough. Through rheir ignorance, rhcy ch.1llcngc 
epmemology, One never posse~ses enough knowledge yer one is forced 
ro a'-r ncvcnhdcss.• (Hcpburn z3; ' 
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mug, orher than into another mug, and from a human being one 
can only take shelter in the arms of another human being."33 

But one can't nm away from one's identity any more rhan one 
can run away from one's life. Before he meets the divorced Kashma­
rin, Smurov's life is in fact a perpetual Aight, in both a real and met­
aphysical sense . He Aces from Petersburg, from his job as a tutor, 
and even artempts to Ace from himself (both through suicide and 
•dissociation"). Now he appears to have decided to stop running. 

~I~ and "Smurov" are both confirmed and doubted. So who is 
speaking/ And that question elevates our reading to another level, 
that of the author and reader. Like many of Nabokov's narratives, 
this is a story of epistemological blindness. The character's and the 
reader's. The reader, while reading about the duped Smurov (who 
is deceived by no one else but himself), is himself duped (also by 
himself) into believing that Smurov and "I" are two different be­
ings. His and Smurov's siruations are nearly identical.·14 Borh have 
access ro all the necessary evidence, and both make epistemological 
shortcuts leading to epistemological dead ends. 

This sort of construction, where the situation of the reader mir­
rors that of the character, points towards rhe author, implicitly sug­
gests his presence (as do the fortuitous coincidences, especially the 
"heaven!( appearance of Kashmarin in the book's finale).3s This 
presence does, to some extenc, guarantee chat "true" knowledge 
and identity in fact exists. However, it does nor supply a method 

of reaching it. 

" W. Gombrowicz Ferdydurlu, cransL D. Borchardt, New Ha,,en & 

London: Yale Universicy Press 2000, p. 281. 
\+ A clear example of mise m abyme. Sec L. O:i.llenbach le rim 
spiwlaire. Essai sur la mise en abyme, Paris 1977. 

The author somccimes absenc-mindedly gives himself away, as in 
che passage where we read: "said Smurov misquoting wirh a smile from 
a famous poem~ (34) - which is something chat Smurov could not ha\'e 
written, unless he was misquoting dcliberarcly. 
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Aa11Ha>1 CTaTbJI JIB.VlCTCJI nonblTKOil llOIICKa 3,\CM<:'HTOD co CCb!.'.K0ii 

Ill 1103TllK)' H !l,l,CIO UHIIIOIICKOil OOBCCTII (11ACIIT11f1u.:a1.vrn,Tea1pumo­

B:lllllOCTh, n03Ha1111e) B pa111161 nosecn1 B.,a,1,11M11pa Ha6oi,;oea Co:.u­
Jammi. «llln110HOM>> MOilOIO C'fllTaTb CMypotta, CKJ>b!TOIO ua6.1io~T( 

Ml 3a pca,\bllOCTblO, 3rr pOAb 6eper OH Ha cc6i! K lv\lO'ICIIOM MO~ICHTC- a 

c11c11e «Bcp6oBKII>> }' npoAlBUa Bai111mTOK, 8 Koropof1 OTli:pblT03lH· 

,\}[CT, 'ITO 6yACT ,,no OTHOWCHl!IO K Cl/>10:SI}' cc6e nocropommM». CM) 

pos m,ITaCTCJI OTKaJaT!,CJI OT ,lll'fHOCTII 3a C'!CT OTK3.3a OTTO'f)(H 3pcm1~ 

np1160AIIT 31"0 K crpaHIIOM}' nepepacnpC,\C,H:1111!0: 1136:J.B.\CIIIIOCOT .IH, 

IIOCTII « JI » CTlHOHIITCfl l\CIITJ)OM HOBOJ) MblCAflllJCif II 'l}'BCTB}"IOII\Cil 

/\ll'lHOCTI!, A.VI Koropoi1 «CMypoB» B TpeTbeM 1\l!l{C - 3TO sccro .lllWb 

MaCKa. Pacll{enACHIIC MC:+.Ay «JI» 11 «C:-.1ypOBblM» JIB,\JICTC11 0.J.HOiL Hl 

061\:J.CTC{I 11cy.1,a'1 rcpoH: llCCMOTPH 11:J. CROC CTPCM,\CIIJIC, «11» HC MO;t(T 

1136ae11TbCJI OT All'IHOCTU, a 311a•111T II OT IICTopuu, 'l}'BCTB, KOTOpblC on• 
pe,.1.CARIOT /\ll'IHOCTb. 811AHCCTCJI CXO;I.CTBO MC:+.Ay Co,uJ1U,1m,u.w I! /fJ(I, 
nmffemu11~1uri Sopl(11 Po6cpn AaAA3Ma - 06:1 poM:lll:J. o J:1Kpen,1CHnocm 

1\11'11-iOCTll n TCAC, 0 ce oco6oi"1 « HCl>l;\Hllll)'AIIPOB:J.1/HOCTII», cc aBTOHO· 

1>11111. Apyroi"1 acncicr cywccreona1111.11 wn11011a 3:lKJ\IO'l3CTOE e rearp1· 

All30B3HIIOCTI! :.t.1131111: WilllOH - 3TO aKTCp. 3ro np,rnOAIIT tta MblC.\l, 

KOHUClll{lllO o6u.tCCTBCHHOfl IIACHT!t<}l1K:J.Ullll 3pn1mra fo4'4'~1aua, a 
TalOKC /\IITCPaTYPllbli°I IlOAXOA K 3TOl"'i npo6ACMC B TBOp'!CCTBC Bmo,u.u 
roM6poBl!'l3. TaKJIM o6pa30M 3aKAIO'IIITCAbll:J.JI '13CTb IlOBCCTII Co:.uJJ­
mmi :ll!:l/\Ofl!'lll:J. OKOH'13HIIIO noJA111t1101t )1(11.JHII Ce6.1Cmb.~1/ll HaiimJ, 

011:J. BHOCIIT HOB)'IO KOHUC:l'IUI IIO IIACHTllqJmcal{IIII II <(Ua6AIOJ,(HSIJI» 

All'IIIOCTb OKaJa/\aCb ll,-\AI0311CH, (( IICTIIH:J.» OKa33/\:J.Cb HCAOCTH)l(IIMOi! 

ECI\J! 'lllT;lTCAb 311:l.CT 06 3TOM, TO AOA)l(lt:J. Il0JIJ\11TCJI 1(31(:J.R·Jtll6yAb llH· 

CT:J.HUltJI, rapattn1py10waJ1 T:J.KOro poAa 061,cKTIIBHhlC: 311:lHIIJI - aerop, 
OAHaKO, IIC: )'KaJblB:J.CT nyn1 AOCTll>KCIIIIJI 3Ti1X 311:lHllfr 

[nep. A. HHKIITUHa] 



RADOSVET KOLAROV 

THE THEME OF VISION IN GOGOL'S WORKS 

The motif of the glance is present in Gogol's works as a motif 
of the unusual sight - both as a range, as a supernatural panoramic 
point of view and as a psychological phenomenon, as a supernatu­
ral force, capable of striking and returning in reply upon the one 
who is looking. The glances in Gogol's works cross, exchange rheir 
energies, and form what could be called a visual dialogic field. The 
impact of the eyes is one of the magnetic themes in Gogol's oeuvre. 
The glance sets rhe parameters of space and time, becomes part of 

the imrigue, a moving charge of the pier. 
Leo St ii man was the first ro note the theme of 'magic, lethal 

power of a glance', or the fear of being seen and the theme of vision 
which encompasses very large, boundless spaces and resembles the 
vision of an 'all-seeing divinity' 1• In chis arcicle I will subscribe to 
chis view by developing it an adding to it my observations. 

The devastating force of the look is prescnred most vividly in 
two of Gogol's short stories. In the short story '\'yi' the student 
of theology Homa Brue is reading priers in church at the coffin of 
a dead young girl who in fact turns out to be a witch. He wards 
off diabolic powers by uttering incantations and by tracing a magic 

Leon Stilman. The "All-Seeing EycM in Gogol. Ln Robert ~hguire 
(ed.), Gogol from the Twentieth Cmwry. Princeton University Press. 

Princeton, 19-6, p. 382. 
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circle around himself. On the third night the church i~ filled with 
demons and monsters who incend to kill Brue bur can nor crr­
rhe circle he had drawn. And then they summon Vyi, the chiefoi 

gnomes, a monster with a face of iron and 'long eyelids that mch 
down co the ground'. He has to discover Homa Brut, and wirhthis 

end in view he asks chem ro lifi: his eyelids. Despite his fear and 
inner feeling which whispers to him not co look at Vyi, Brur dot1 

just char. In that inseam the monster notices him and reachcsoutto 
him his iron finger with the exclamation: 'BoT ou!'('Hm: he is!'' 
The whole host of demons attacks Brue and his sole dep.ms. 

The motif of the lifting of the iron eyel ids has been document­

ed in eastern Slavonic folklore in the myths of ethnic communiu~. 
It is associated with the motif of vision and blindness, ~ymmmkal 
to the 'life - dearh' opposition. \'(/hat stands out is the blindnes~of 
the living in relation to rhc dead and vice versa. Ir is imeresringclut 
non-looking means co be invisible, while the look of the person be­
trays him, making him seen. The look of the chief of gnomes lilb 
Brur not directly bur through the identification of the victim. In 
Russian and Bydorussian talcs however afi:er the lifting of rhe e~·c· 

lids by Vyi's aides with iron pitchforks one dies directly just from 
rhe power of the look. 

In a different sense the lethal force of the glance is manifested in 
the short story "Portrait". The painter Chartkov acquires a panra.it 
of a man with unusually expressive vivid eyes. It turns out that in 
the portrait and particularly in the eyes is incarnated the unclean½· 
evil force of the sitter - a mysterious money-lender. The pomair's 
eyes exert a terrifying impact on people. It seems to CharckO\· chit 
.. AHa CTpawm,re rAaJa llp.HMO nnepHAIICb B uero, i.ai. 6b1 roTOBIICb 

co;i.;paTb ero."
2 

In the course of the plot it turns out chat po~scs>· 
mg the portrait endangers the possessor's life; in the end the main 
character gees mentally disturbed, is stricken by fever and dies in 

H B. foro.,b. Co'111tte111u1 e AByx TOMax, TOM I, focyAJpcrncm1ot 

H:J..1.lTc.\bCTBO X)'AO:+i:CCTBCHIIOi°I AIITepaTypb1, MocKBa, 1962, c. 501 
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1orment in a fir offren:z.y and delirium. Until his final hour the per­
mit never lets him off: 

,,Bee AIOAH, 0Kpy)Kaew11e ero nocTCAb, Ka3aMICb eMy YJ+G\Cl!bl· 
Mil nopTpeTai,.111. Ott AB0IIAC.sl, •1eTecp11AC.sl Bera rAaJaX; oce CTCHbJ 

KaJatdlCbYBCWaHbl nopTpeTai,.111, enepHBWIIMII B Hero CB0II 11en0A· 

BH;t.;HbIC, ;f\l!Bb!C rnaJa. CTpawHblC nopTpeTbl fMIACA!i C ll0T0AKa, C 

no.\y, 1,;0~tHaTa pacnmpsrAaCb II np0A0A)KaAaCb 6ecKOIIC'-IHO, '-IT06b1 
6o.\CC BMCCTIITb 3TIIX 11en0ABll::.KHhlX rAaJ"3 

The panoramic sight, the unusual point of view of the lyri­
cal speaker or of the characters extraordinarily expanding space is 

an original motif of Gogol's .. Emblematic for this point of view 
is the landscape in the first lyrical digresssion of Chaprer Elev­

en of 'Dead Sou ls': "Pycb !Pycb ! mo+<:y Te6H, 113 Moero •1yA11oro, 

npci.paCHoro AaAeKa Te6sr BH)KY [ ... ] OTKpblTO•nycn111HO II poe1-10 
see B Te6e; KaK T0'-IKII, KaK JHa'-IKII, Henp11MeTH0 T0p'-laT cpeA1t 
paetmtt 11eBbJCOKHC Teo11 ropoAa."~ According to \Xleiskopf" ... ,\e.\0 

11.1.et 1 .... J o pacw11pe1-11111 npoCTpa11cTea, co3epuaeMoro noeT0M c 
6ecnpeAeAbHOil BblCOTbI"; "nepeA 11aM11 nA0CK0CT!laSI Kapnrna 

11i.:011a - 1u11 Aa"'e Kap Ta Po corn, ceoei1 rpa(jm'lecKoi1 cTopottoi'.i 
(·TO'IKll~ 3Ha•m1")5. 

A similar landscape with an extraordinary panoramic deprh 

is revealed in front of the sight of the Cossacks in part VIII 
of •Taras Bulba": "110 3ar:tAaM1c.si 01111 - KaK opAbt, cenwue 11a 
BC'pw1max o6puBblCThlX, RblCOKilX rop, C K0T0pblX Aa.,eK0 BIIAII0 

pacCT11Aa101Ueec.si 6ecnpeAeAbHO Mope [ ... J orpaJKACIIJIOC no 
ctapaua.,1 '-1\Tb BHAHblMH T0ltK11MII n0MOpbSIMII, C np116epe;t.;1tb1MII, 

Kak MOlllJ.:11, ropOAaMH 11 CK.\0HIIIJUIIIMIIC.11, Kai-. Me.\K;l.11 Tposi,.a 
.\eca~m.~1 ln Gogol's time as it is known there were no air·plane~. 

' lbid.,c. 527. 
i H. 8. foro.,b, Co•11mc1111i:i R AByx T0Max. ToM JI, focyAapoRe1111oe 
Hl.UTe,\bCTB0 X',AO;+.;eCTBettttOlt AllTepaTypbl. MocKBa, 1962. C.·t63 
1 ~l11xa11., 8~1°1n:onq,, C10.+-eT roro.vi. PaAIIKC, MocKRa, 1993. c.39 ... 
' H. 8. forO,\b, CO'IIIHCHIUI B AB~'X T0M.lX. TOM I, C.314 
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But even from an air-plane one cannot sec towns which loot ,;i 

distant as co resemble Aies. 

In some case the panoramic expanse o( space is explainedhn 
miracle as is in the shore story "Terrible Vengeance~ (~Crp:.wiw 

MCCTh ": "Bee naHl!hl H I"CTMallhl co611pa,\lfCh AIIBHTbCjl ce.,iy~'lY: 
BApyr CTaAO 811A11MO AaACKO BO Bee KOUllbl CBCTa. B,1a,,11 3aCUHtl 

Am,ia11, Ja Am,JaHOM pa3,\H8aAOCb \.fep11 oe Mope. 6b!B3.\bl( .\)),\B 

Y31iaAH H KpblM, ropoio ITOAhtMaa1m1ik.11 113 Mop.11, ft 6o.,onni11 
Cueam. no ACBYIO PY"Y BIIAWl 6b1Aa JCMAR ra,\ll'fCCl(aJt" 

Connecting normally incomp:uiblc objects can be an dfrc­

tive aberration as a result of stress or men cal illness. Foruamplcin 
the sick, dizzy vision of Poprishchin in long short story ·3amtoJ1 

cyMacweAwero" space curves , there appears geographically im, 

possible \'iew: "c OAH0{1 nopoHhl Mope, c Apyroli J.1ra.u11; BOHi 

pycc,o,e 11J6b1 BHAIICfOT"8 

The fear of being seen is a motif accompanying rlmof [hedei·· 
astating power of the glance bur occurs also beyond ir where the 

glance without being destroying, is hostile. In 'The Diary of rhc 
Madman' in the pcnulcimate entry of the diary we find the clerk 

Poprishchin in the insane asylum huddled under the table toescaJX 
the gaze and rhe rod of the 'Grand Inquisitor '. 

An inreresting combination of the character's evaluated pmi· 
tion in a spatial and axiological aspect , as the point of view of a 

prophet on the one hand and on another hand rhe sense of vulner· 
ability under rhe impact of the glances directed at him is present in 
Gogol's works. 

In the scene ofTaras's execution in the long short story MTaras 
Bulba" rhe character is elevated on high. In rhe firsc edition 6pttJH• 
(the tree trunk) is fixed high up the fortress wall, in rhe second edi­

tion he is elevated and nailed to the tree - in both versions with 

Ibid. , . c.1-3. 
Ibid., C. 606. 
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[he ,.,me end of view: ~1..ho6h1 0TCIOAa 6blA BH;l,e11 1,;.aJaK"-•. In the 

fot edition the explication is still fuller: "1-aK no6e~\llbli1 Tpo<f>ei'1 

y,1a'l1t1 . Here the punishing gaze in the "3a1111cK11 cyMacweA111crn" 

seem multiplied in a number of gazes in a scene of public execution. 

That \Cene sustained in a different modal key but expressing che 

\.une state of particular loncsomness of the character, being looked 
,11 and representing a focal point, n 111rget of many hmtile gnuJ, re­
\"erberares in the ~cene of Oscap's execution: " vi noee,, 011 o,1a~111 
BOi..:pyrce6.11: 60,t,:e, ace HCBCA0MblC, ace 'IY)t.:lle A11Ua!" 11 The point 

is however, that T.1ras Bulba's position is ambivalent. Being raised 
upw.ud,, above the high rock, he can not only be seen by the oth­

ers, but he himself can sec better: "er.iy c BMCOThl Ace 6b1i\O 1111A110 
KaK ua i\aAom1" 12

• The motif of seeing is halved its trajectory, is re­

fracted into two modes: to be seen by rhe ochers and robe able ro 
seem chem. Taras's panoramic vision, conditioned by his elcvarcd 
poim of view, seems rn be reAectcd in the panoramic view in time, 

in rhe framework of history. A,;-, if amiciparing the finale of'Dead 
Souh' he pronounces visionary words about Russian might and 

orthodox faith: "nocToi1Te -Kc, np11AcT epeM,t, y311acTC Bbl, •1To 
rai.oe npaaoc,,aa,ull: pyccKa.11 aepa!" 13 The transformation of the 
spatial point of view into a prophetic one in rime occurs elsewhere 
in rhe srory:"KaK opMt, 0311pa,-.11 01111 aoKpyr ce6n 0•1aM11 nee noAe 

H '1ep1mou1yio BAaAH cyAb6y CBOto." ("Tapac 6yAb6a") 1
~ 

The dissociation between rhe position of seeing all from on 
high and of being seen by all is prc~em in an inrere~ting way in the 
novel "Dead Souls". Ir has already been mentioned that the Rus­

sian land is observed from a very high point and is more like a geo· 

Ibid., C. 347. 
H. 8. foro.\b, Co6pa,me CO'lltlte1111i1 e ceMll TOMlX. Xp,O,t,,eCTBell 

ua.11 .rnTcpnypa, 1976, c. 295. 
H.B. foro,-.b, Co'111uc111u1 e AB}'X ToMax, TOM I c.342. 
Ibid, .. e.34-
lbod., .. c, 348. 

• lbid.,c. 314. 
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graphical map. Let me cite anorher, not used example. The famOUl 
phrase "3a'ICM Bee 'ITO IHI CCTb B Te6e o6panl.\O Ha MCH~ n0.tHble 

Q)l(J1Aattw1 0•111?" 15 presupposes an elevated position of the speak­
ing subject. To be seen from all sides, to be the focus of gazesofm. 

rybody, one has co be high above chem. This is the position of the 

spiritual leader, the seer who can judge and show rhe right war To 
chat position corresponds the ability of the narrator for supernatu­
ral vision, lit up by demonical sheen: "Hcecrecraettttoll a.,amt· 
OCBCTH/\l!Cb MOH 0'!11" 16. 

1l1e idea of elevated position (the .,all seeing eye") is pmiY 

tently repeated in Gogol's correspondence, auto-commentarie1, 

and confessional texts: "51 cTaA A)'M3Tb o TOM, KaK 6b1 ab16parbCt 

1-13 p.11Aa Apyr11x 1-1 CTaTb Ha TaKoe MeCTO OTKYNl R Mor ys11,1,CTb BCIQ 
Maccy." 1

-; "not.O,KHM R 8 ropAOCTH csoeil,oc1100aBIUHCb HaMHOfUX 

AOCTO~IHCTBax, Mlle np1tOHCaHHblX BCeMH, Mor flOAyMaTb, '!TO J 

CTOfO BblWe acex II l!Me}Q npaso nponJHOCllTh cyA HaAApyrm.rn"' 
In rhese sraremenrs rhere sounds the note of megalomania 

Here we gee to rhe problem of rhe prorfound dualism in Gogol's 
personality. His fascination with ranks, rhe climb up the ladder of 
the adminisrrative hierarchy is a caricature image of the service to 

lofi.-y ideals . On occasions this note becomes a clearly arriculaced 
voice. 

In a paradoxical conrradicdon ro char feeling however is che 
sensation of vulnerability, Gogol's discomfort at being obsen·ed. 
The poinr is that the position of the lyrical speaker in 'Dead Souls" 
in psychological perspective is ambivalenr: as we know, in Gogol\ 
work rhe position of being seen by many eyes carries negarve con· 

11 
H.B. foro,,b, TOM II, c. 463. 
Ibid., C. 464. 

H. B. foro.,b, AeTopcKa11 113noaeAb, Co6pam1e CO'IIIHCttlfil B ttMI! 
TOMax, TOM VI, C .... ~ .... 
11 Ibid., C. 453. 
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notations. "Pych! '-lero )I( Thi X0"leWb OT Men.11?" 1'!1 - a question asked 
in 'Dead Souls' paradoxically recalls Poprishchin's exclamation: 
· 'lcroxoTRTOIIII OT MCH.A, 6eA11oro?"20• 

Let us attempt an insight into the traumatic nature of the elevat­
ed position. Gogol felt a guilt for the world he has created in 'Dead 
Souls' - "eCIO CTpaw11yio. n0Tp.11caio1u,yio Tn11y MeAO"lef,'"21 , "ThMY H 
nyra101.1..1ee OTCYTCTBlle CBeTa"22, he perceiYeS "60,,eJHeHHblil ynpeK 
cc6c BO oceM, "ITO HH eCTh o Poccm1"H. The exchange of sights - of 
rhc illuminated 'with supernatural power' eyes of the lyrical ~peak­
cr and the hopeful and trusting eyes of Russia towards him - can 
change its direction. The one passing judgmems could be judged. 
The motif of the trial over rhe writer appears persistently in 'Dead 
Soul~' and in "AeTopcKor1 11 c1101JeA11 ". " Ho 1<0rAa ru,1cTan11m1>c.S1 
nepe,\tr.llL{OM HeJHaKOMhlX AIOAeh, nepeA AHL{OM ecero ceeTa ( ... ) II 
notblll,\IOTCJI Cb ecex CTopon ynpeKII anonaA 11 Heanon¾, yAap.11T 
II C )'MbK.\OM II HeBJHa"1a1t no BCeM "IYBCTBl!Te.\bHblM CTpyHaM 
TB0UM ( ... ) Thi TO'IHO CBIIX:HeUJb C yMa."H 

Situated at his favorite elevated spot, commanding a panoram• 
ic ,·iew before the ,.all-seeing eye", Gogol ar the same time experi­
enced exhila ration and trepidation, a la Poprishchin, at the glances 
directed ar him. This duality of reaction depending on rhe subject/ 
object position of the vision permeated the whole of Gogol's work . 
• At the origin of the Gogolian crearion and pervading it is an im­
pul~ to simultaneous exhibition and concealment'" as Donald 
Fanger1~ well notes. This dual impulse determines also the behav-

, H.B. forO,\b, Co•urncHHII B AB}'X T0M:U:, TOM II, c. 463. 
I(. H.B. foroAb, Cott11HcH1111 o ABYX TOMJX, TOM I, c. 606. 
1 H.B. foro,,b, Co•111HcH1111 BAoyx TOMax, TOM II, c. J'.'8. 

H.B. forotr.b, B1>16paHHblC MCCTa 113 ncpcm1CK1t c App.1O111. B, H.B. 
foro.,b, Co6pa1111c co<J1111em1i"1 u cc1o111 TOMax, TOM VI, c. 26 1. 

lb1d,c.2S7. 
i. lbid.,c.4SI. 

Donald Fangcr, The Cre,111on ofNikoLu (.iogol. Harvard Univco1ry 
Prcu, Cambridge, Mass. And London. 19':"9, p. 255 
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iour of the writer's actual, empirical personality. His wish to l,c. 

come an actor as well as his anempt to un iversity career can besm 

as an expression of his desire co be rhc focus of attention acnulizcd 

eve n in spatial elevation above the rest, from the level of the stage 

and the teacher's desk. At the same rime Gogol had a fear of cheau• 
dience, of being exposed co ochers' glances. Aksakov wimmcstlut 

he traveled in rhe coach .,with an uprcrned collar of the overcoa1 
above his head (chis was his favor ite posrure)'"U; in the rhearrehall. 

when anending shows of hi s own works, his posture is described 
in baignoire almost reclining so as nor to be seen in his seat. Par• 
ticularly characteristic arc Gogol's panic escape from rhe chcam ar 

staging of'Pee11Jop' {'The Governmenr Inspector') - we can note 
at least two - at the production o n l 9 April 1836, of the first night 
of the play in St Peterburg, and on l 7 O ctober I 839 in Moskow. 
We can imagine he felt uncomfortable under the numerom glances 
and the escalation of tens io n reached braking poinr. Remarkable in 

connection with the thesis of rhe dejected spirit of the narramr in 

' Dead Souls' is Gogol's fl ee ing - his departure from Moskow jUSt 
when his work after long viciss itudes and expectations, come out of 
prinr. The first copies o f 'Dead Souls' were ready on 21 May 1842 
and two days later, on 23 May, Gogol takes his seat in the coach 10 

rake him co Petersburg on the way, ostensibly, for the Holy Land 
(by chat dace Gogol did nor yet incend to go directly then:). That 
sudden, uncxplicable deparure, which cmbirrcred his friends can 
obviously be interpreted as a Gogol's arempc co avoid meeting his 
readers. 

Evidently, the theme of vision is a connected to in-depth psy­
chological mechanism in Gogol's personal icy, in poetics it is mani­
fested as a structural and semancic indicator, involving che char-

u C. T. Ai,:caKoB, H cTopm1 Mocro 3H3KOMCToa c forO/\CM. 8: C. Ma• 
WIIHCK11i'1 (peA.) roroAh B BOCnOMIIHaHIIJIX coapc1o1e1rn1tKOB. roccy.1:ip­
CTl!CIIHOC H3AaTC/\bCTBO xyAO)KCCTBCHHOJ°! /\IITcpaTy pbi, Mocicsa, 1952, 
c.138. 
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amrs in conflict sirnacions, expressing an axiological scandpoim, 

conncccing space and time in models of prophecy. This paper at­
tempted to discuss some of these functions. 

B CTaTbC HCCi\CAYIOTOI pa3i\li'll!b[C paKypcbl TCMbl O BIIACHIHI 8 

TBOP'ICCTBC foroA.R - TCMa O HC06bl'lHOM 3pCHHH, 0 U3riVIAC, ttecyw,cM 

cscpnCCTCCTBC HIIYlO C11i\y, 06 o6MCHC 3 Hcprtt.llMH MC)l(Ay B3rA.RAaMH re­

p0(8,06pa3y10111HMl1 BHJyai\bHOC AllaAOnt'lCCKOC TIOAC. 

Paco1npHBa10TC.II 1>1art1'lCCKa.11, y6uea10111a,i: cnt.a B3r,\JIA,a, naHo­

paMttOc BHACHHC, npopo'lCCKOC C03epuam1e 6yAyw.ero, r ... y6111111b1H ncn­

XOI\OfH'ICCKHH KOMTII\CKC 8 i\ll 'lHOCTlt roroA.R - Merai\01>1a111u1 II n03fll\HR 

~BCCBHAJIU1Cro OKa\ 11 a TO )KC epeM.11 CTpax 6b!Tb YBHACtlHb[M. 

---



PETYA ABRASHEVA 

LOOK AND NARRATION IN 
"YOUR FACE TOMORROW, FEVE R AND SPEAR' 

BY J AVIER MARIAS 

"Your Face Tomorrow: Fever and Spear" by Ja\'ier :-.fari:u isa 
book wh ich has a special sensitivity towards look and narration. 

The look is given the priority o( a more profound and penetrating 

kind of knowledge which has the capacity even to cm•isage the fu­
ture of human personality. In comparison to it, narration is shown 

robe a much more complicated activity, Ir is also a sou rce ofknowl• 
edge, bur ir ofi:en cou ld be deceitfu l and m isleading, because it i5 

connected to some kind of d istortion fro m reality. In this respect 
the look is much more powerful - is reveals what is actually chm 
and if we are able to look well enough we will have rhc power of 
real seers. 

The beginning of the book is qu ire challenging. It scam rhac 
a man should tell nothi ng to nobody co disprove itself righr afi:er 
that, offering the reader its own version of a fict ional narrative. Nar­
rarion, in rhe mind of Javier Marias, gains some kind of independ­

ent power· it deraches from the discursive field and begins its own 
life, which interferes in the field of reality ... Your Face Tomorrow; 

Fever and Spear" is sensitive about the value of words, about whac 

has already been said and thus forever pre~ent in the world. \X'ords 
are ineffaceable, they mark our life, our own destiny, our memory 
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and that is why rhey are dangerous arms, which everyone of us has 
at his/her disposal. 

In rhis sense language is the main tool, which a person has no 
maner of his/her origin, environmenr, sex and race. It is something 
that we all posses. At the same time, this typically human device for 
communication becomes extremely dangerous in certain situations 
and could cost even your own life. This is the meaning of the cam­
paign "Careless talk costs lives" - its main aim is to warn against the 
threat of language. During the war people have been notified rhar 
every word they speak could be heard and used against them or 
against other people. Every word could rurn into a weapon poinred 
rowards innocent people because language is a treacherous instru­
menr and strikes unexpectedly. Ir is especially valid for a military 
situation, but it concerns also peaceful times when language may be 
used for the unriddlingofhuman personality, thoughts and inten­
tions. This is what the main character of the novel Jack Deza uses 
rhe language for in che building withouc signs; he has ro read on 
people's appearance and words; to guess their secrets; to penetrate 
beyond the borders of the visible. Thar is why vision and language 
are so important for the novel. They are the main tools which a per­
son has in order to understand and control his/he r environmenr. 

Actually part of the distrust towards narration for Marias is a 
result from rhe ability of the consciousness to doubt in rhe authen­
ticity of what has been seen, to oppress certain memories and ro 
make a person question their existence. Traumatic images lead to 

transformations of memory, veil certain sensations and disrort real­
ity afr.er being narrated. ln this case memories appear to be a kind 
of acranslarion in which parr of the already existingdara is lost and 
transformed, bur this is a natural way of protecrion, which recon­
firms the untrustworthiness of every narration. A person shows se­
lectivity in his/her memories, they are never a direct record of what 
has happened, but a translation of his/her own fear~ and anxieties. 
In this sense we never possess our past, bur always a distorted ver-
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sion ofit, which makes our images somewhat differem in compari• 

son with reality. This mobility of memories is due to the fact that 
they are an object of constant transformarion in the consciousness, 
and every rime chey are summoned in a new way, connected with 
new sensations and impressions. The past is never plain; it is al­
ways contaminated with the present and carries its imprints. !n this 

sense irhages are heterogeneous in regard to rime; they are a combi­

nation of present and past char is why every time they re-appear in 

a new way. We are the ones char can make chem show different sides 

from themselves and reveal new meanings and values co us. 
The inability co narrate life is also connected ro the invisibil­

ity of many incidents. Nor everything that happens is sensuously 
perceivable, chat is why it stays inaccessible to us. The question is 
whether it exists if ir remains hidden; whether it has exemcl in­
Auence in some secret way and has determined our destiny. It is 

exactly because of chis invisibility char life can nor be narrawi~ a1 
least nOt entirely. Life is something which is nor reducible co lan­
guage because narration turns out to be also connected to visibility. 
In order something to be narrated, it should be seen first, it shoulcl 
find its sensory expression. In this sense visual image is determining 
for the existence of the verbal one. And since there are some areas 
oflife, which are invisible, their narradon rums out to be pointless. 
It is be[[er if they are left to themselves - with the ir own gaps ancl 
voids. Memory keeps too many pieces, bur they are too chaotic and 
dispersed, it is difficult to be arranged in a coherent narrative, still 
more because of the existing gaps. This is one ofMarias' consecutive 
argume nts aga inst narration, alrhough he continues co practice it 
regardless of everything else. 

To narration Marias contrasts cwo different chings - silence 
and look, although they are significant in rather diffe,renr ways. 
Maria~• characters seek access co the essential space of silence, which 
~omerim~s reveals much more chan language. Silence contains the 
inexpressible an d it is even richer and more multidimensional than 
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speech. Silence is a potency, which unrolls towards a more pecu­

liar and essential kind of knowledge. It is not a lack of language, 
but an ability to overleap it, to present the unrepresentable, where 
words are powerless: •: .. sometimes it's impossible to explain the really 
Important things, those that haue affected us most deeply, and keep­
ing silmt is a!L that saues us in difficult times, because explanations 
almost always sound so lame with respect to the pain 111e haue inflicted 
or that others haue inflicted on us ... "1 Silence is a specific kind of 
expression, which belongs to a diffe rent realm and can reach areas, 
which are hardly approachable for language. That is why it rums 
imo a precious alternative and replaces speech, bringing a new kind 
of meaning. 

The other rival of narrat ion, according to the novel, is the look. 
Knowledge bifurcates - it is visual {that, which the face reveals) 
and verbal (chat, which words express). The two can coincide or 
comradict radically, but in anyway, they act together in cheir func­
tion as an instrument o f knowledge. The language in the novel is 
doomed to some kind of insufficiency - it stune rs, stammers, col­
lapStsand thus puts a barrier in front of people and their communi­
cation with the world. Language rums out to be an unreliable tool, 
which is inadequate and weak. On its' part, the look is something, 
which helps language, but at rhe same time, it is opposed t0 it. It 
helps language because like language it is used as an instrumem for 
penetration in the secrets of human personality, but it is also con­
trary to language, because unlike it, the look is reliable and steady 
in its work. That is why the novel pays particula r attention to the 
eyes and eyesight. Marias attaches great importance to the look and 
it Stems chat his sec ret aim is to teach his readers how to enhance 
their ability to see of seeing, because according to him they have 
lost it: M ft is, of course, rare in England, where anciem tradition re­
quires the gau to be uei!td or opaque or absent; but it's just a.s rare 

Marias. Javier, Your Face Tomorrow; Fever and Spcu, Vimagc 
Boob, 2006, pp. 1 08 
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in Spain, where it used to be commonplace, and _Ytl now no one >m 
an_ything or anyone or has the slightest interest in seeing, and whm 
a kind of visual mmnness leads people to behave as if othm did not 

exist, or only as shapes orobsrades to be tlvoided. .. "2• In "Your Face To. 
morrow: Fever and Spear" rhe characters' personality is hidden in 
their eyes and could be found only there. Bur rhe look re\'cals also 
the person who looks as if it reverses the direction of lookJngand 
uncovers some additional space; ir allows reverse looking br gi\ing 

access not only to the view, but also to the one who is viewing. in 
this sense the look in Marias' novd is a two-way look. 

Human faces arc particularly important for the novel a.1 

they are the most characteristic feature for identification and ic ii 
through them that we receive information about their owner. Fam 
hold a special kind of knowledge, <ipccific features of indi\'idualicy, 
which can be distinguished only rhcre. The face shows something 
fundamental, something which stays invariable and static ro rhe 
end in comparison with feelings and though rs. Thar is why not onlr 
the cha racters, but the novel itself cries to read on the face. because 
it hides the innermoq essence of its owner. And again, the face ii 

rhe area of the visual; that is why it is given additional importance 
and significance in the novel. 

According to Marias the face of man hides different layen 
and the surface not always reveals the real measures of character 
In spire of all this, ir contains ccrrain signs, which speak about the 
nature of man. That is why the face, which we will sec tomorrO\\ 
could somehow be foreseen from today. Ir forms beneath the layers 
of external form, as if there is another more crucial form beneath ic. 
and it is chis other form chat human look should reach in order ro 
distinguish real fcacurcs of man. In a sense, the upper layer!> arc per· 
meab/e; they bring information about what happens beneath be­
cause every layer is produced by one and rhe same firm core, which 

Muias. Jancr, )Our F,u.:c Tomorrow: Fever and Spear, Vimage 
Boob. 2006. pp. 52 
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keeps the essence of human character. As a whole, human personal­
ity is buik of many layers and only the most inner - chat of the past, 
which defines us, keeps the trurh about us without any delusions 
and misrepresentations. All the other layers - set up on the surface 
or not - contain some kind of diversion, conceal reality and bring 
deceitful features. Practically human nature is hidden behind many 
masks which cry and reveal different notions about personality. In 
spite of all this, the real face is constantly present and could be rec­
ognized with a closer look in depth. 

The aim of Jack Oeza, Tupra and the rest like them is exactl y 
this - ro decipher what the face of rhe person will be tomorrow; 
to envisage it through associations and to undersrand what stands 
behind the ostensible appearance. This is a rather risky initiative 
still more that the characters never learn if their predicdons have 
rurned om to be true. There is always the danger of unjust accusa­
tion of innocent people, moreover, according ro Deza's words one 
gets indifferent with time to what he is doing. People usually don't 
admit what they see; they have the need to fool themselves, to dis­
tort images, because they don't like reality. Others like Jack Deza, 
however, have the gift to understand the orhers in depth and to de­
cipher their appearance as their look penetrates under the surface 
and gets ro the bottom of things. Only in this way one's personality 
could be read and revealed thoroughly. 

The composition of the book is very well considered. The nov­
el is divided in two parts, which are interconnected. The first part 
"Fever~ is a preparation for what is going to·bc the theme of the sec• 
ond pan ~Spear" while in che beginning the work comments very 
ofi:en problems oflanguage and eyesight and the second part rums 
them in a basic tool for surveillance and revealing of the nature of 
human personality. The work of Jack Oeza includes the conmuc­
tion of narrati\"eS about the examined individuals on the base of 
what he has seen and heard. In a sense, the novel tries to train the 
senses of the readers, so chat the latter can learn how to look steadi-
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ly, to adopt the msighr of the character and co enhance their under­

standing for the world. As a mam:r of fucr, every person takes from 
life as much as he/she succeeds co see and going into icsdeprhs,we 
enlarge our horizon. 

On the ocher bridge of human consciousness stays oblivion, 
which erases the marks of rhe past. According to Marias existence 

is always trying co preserve itself in some way, to provide us wich 

proofs chat it has been present at some point. Things resist coobli\"· 
ion and they have rheirown mechanism for preservation. They ta.kt 
pare in rhe present and leave marks in order to be recognized, they 

fight for recognition in spite of their exiscemial fragility and insta­
bility. Real oblivion, according to Marias, is not possible. Memo­
ries can sink in consciousness to reach some distant and intangible 
corner, hut even there they continue to live and can be summoned 
back: •oblivion is always blind in one rye" thinks the aurhor, be­
cause what has once been perceived could be brought back to \is• 
ibiliry. Memories leave their marks and even when rhey have sunk 
deep or are pushed our by the subconscious, th ey mature in us and 
could be revived again if the eye of oblivion opens rewards them. 
In other words oblivion is never full and what has been forgomn, 
hasn't been erased from the consciousn ess, just ca lmed in its womb 
so rhat it could raise again and traverse the regions o( visibility: 
"Not thai anything that happened is ever completely erased, not evm 

the bfoodstam and that stubborn ring rubbed and scrubbed awaJ, ,n 
time an analyst would have doubtless found some microscopic trauon 

the wood, and in the depths rifour memory too - those rarrfJviJiud 

depths- there is an analyst waiting with his magnifyingglassorhn 
microscope (which is why oblivion is always blind in om rye). '"J 

. :~nhermore, the strength of the things that we see is in their 
mabilay to be: erased. The: look reveals different sights - some joy· 
ful, ochers unbearable, bur all of them are ineffaceable from mem· 

Marias. Javier, Your Face Tomorrow: Fever and Spear, Vintage 
Books, 2006, pp. , -o 
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ory no maner how deep we will bury them. Exacrly because of this 
a person should be very prudent and choose his/her sights very 
carefully. \'v'hat troubles consciousness is much stronger if there 
is a visual image of it . Of course, we can nor always stop images, 
but we cou!d try to alienate them; not to rurn them in an object 
of a special exploration . A person should protect himself/herself 
from some images which can offend him/her. The look in this sense 
should be tamed; to be navigated so far as images, which we per­
ceive, remain in our memory and cake part in the building of our 
own past. In this sense it becomes clear why dead people are usually 
covered with a shroud. Th is cakes away visually their dearh from us, 
from rhe world of the living, but at the same time, it is a sign that 
the image of death could nor be taken . 

One of the important messages of the novel is related to the 
question of rhe preliminary knowledge of death. This is not exactly 
an intuition, but some kind of specific ability for penetrating in the 
secrets of the incomprehensibility and inaccessibility. Such a piece 
of knowledge is not a usual type of foresight, a run on the surface of 
future, but a deep pene tration in che unimaginable. Nobody knows 
what death looks like; nobody knows its face, because it is unrep­
resentable. Hence om wish to rum our look at it and capture it. In 
•Your Face Tomorrow: Fever and Spear" the main character finds 
a picture of the brother of his mother who has been killed in the 
Civil war in Spain. H is first reaction ar che look of rhe dead is co 
cover rhe picture in order not to lee the image close to him because 
images are ineffaceable and a person can never srand the look of 
death: "My first impulse was to co Iler it up again with the little piece 
of satin, like someone protecting a li111·ng eye from seeing the face of a 
corpse, and as if I were suddenly aware that one is not responsible far 
what one sees, but far what one looks at, that the latter can always 
be avoided - you always have the choice - after the first inellitable 
glimpse, which is treacherous, inlloluntary,fleeting, and takes you by 
surprise, you can close your eyes or immediately coller them with your 

--
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htmds or turn away or choose to pms swiftly on to rht nrxr pagr w11h­
out pausing.'4 

TI1c mother of Jack Deza has taken from the police rhe same 
picture of her 18•years old brother, who has been killed, bccau1t 

ro leave it among so many similar piccures would be cquiva!emof 
leaving his body unburied. Thus, che image cakes away the 51·mbolic 
capital of the body; it turns out robe a substitute of the dead bod\" 

Bue what is chis image? This is the image of rhe corpse - of rh;n:, 

which according ro Blanchoc5 is in the border situation of being 
neither here, nor anywhere else. At the same time rhe grave has the 

aim of hiding the corpse by leaving a visible trace ofics presence. In 
the same way the photograph of the brother is covered in the no1·d 
with a piece of satin; the picture is a substitute of thccorp~aactly 
because the corpse is so much like the image. The covering of the 
phorograph is equivalent to the burying of the dead man, who-t 
body was never found and chm stayed unburied. This is another 
sign for the real significance of image. 

At the very end of the novel rhe wife of Jack Deza pays a visit 
to him, but we never understand anything about their com·c:r~· 
tion. In th is way the autho r denies for t he lasr time rhc: necessity 
of narration. In fact there are no events in the work; it is built on 
thoughts and memories about the recent past. It seems that rhe plot 
is reduced precisely because of the d istrust in the act of narration 
In this way the novel shows respect for its own prescriptions and 
closes as a narrative space, disproving the theory about the obliga• 
tory role of narration in literatu re. This is the final mark of the vie• 
rory of the look in rhe novel of Javier Mari as. 

• Marias. Ja,•ic:r. )Our F2cc: Tomorrow: Fever and Spear, Vinuge 
~on~, 2006. pp. l 94 

2000 .uuwo. Mopttc, A1tTCparyp110TO npocTpauCTeo, AvfK Co4>111, 



LOOK AND NARRATION IN 133 

B ue1npe llCCAeA0BaTeAhCKOro BltHMaHJl51 TeKCTa HaXOAl!TC51 0T­

H0lllCHlte B3rMA-Happanrn B po1>1aue Xasbepa J\1apHaca HYour Face 

Tomorrow: Fever and Spear" - ux CIHl3h, r1poT11BonocTaBAeH11e, 0TTaA­

KHRa1t11e. npo1t3BeAeH1!e AeM0HCTpHpyeT oco6yto 'lYBCTBl!TeAbH0CTI, K 

pccypcaM B3rMAa, TaK Kai.:: no ero L!Aee HappaTHB lll!K0rAa He npeACTa­

B.\.llCTC51 o6'beKT!IBHblM n cnoco6HhlM noBT0PHTb peaJ\bH0CTh B ee ay­

TCHTl!'lH0M BHAC- 83rtVIA npeB0CX0AHT 11appanm 00CT0J\bKy, ll0CK0J\bKY 

ttappanrn MQ)l(CT Bb!pa31!Th AHWh TO, 'HO B3rtVIA y>Ke 3apen1crp11poBaA. 

B3TOM CMblCJ\e BH3yaAbHbli"I o6pa3 o6AaAaeT oco6b!M BI IA0M C![Ahl, K0T0-

pa;11 HaACTpa1rnacT 513b!K II K0M0CHCllp}'eT HCXBaTKY oep6:t,\b!IOl"O 06pa3a. 

PoMal! Map1-1aca YKa3b!B3CT 11:l ABC 3AbTCp!i3TI-IBbl Happanrna - M0,\­

'13IIHC It B3rMA. MoN1a1111e npeB0CX0A!IT ttappanrn 061-\,\HeM 3Hl'lCHHfl, 

KOT0pblC0II0 11eceT B ce6e, 0TKa30M !pHKCHpOBaTb onpeAeAeHHhlH (Ml,l(A 

ll orpaHl!'!HBaTh COAep»:aHHe. B3rA51A co caoeii CT0p0Hbl J'IBMICTOI M0IU· 

HblM 1111crpptCHT0M Il03HlHH51, KOTOph1ii A0CT0J\H51CT 11appanrn l! KO­

rop1>1ii '13CT0 nponmonocTaBM!CTCJ:I CM}' r1p0J1BACJII-IJ:1MI-I OTC}'TCTB}'IO· 

lltHX B paccKa3e CJ-IJ\bl 11 ycTO{l'lHBOCTH. v1Me51 BCC .no B flllA}', HaCTOJ:IIUliil 

TCKCT .IIBMICTOI llOrlb!TKOil HCCACAOB3HII.II pecypcoB B3fMIA3 Ii .113b!Ka np11 

pao::pblTltll CJ\0.:-KHblX npo.11BAe1111!1 np11p0Ahl 'lCJ\0BCKa, 11306pa.:-t<CIIHblX 

Bp0MaHC. 



III. 
Visuality and meaning: literary image, 

painting and fotography 

B1nyaJibHOCTb H 3HaqeHne: 
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ANGEL V. ANGELOV 

"AUF EINE LAMPE" VON EDUARD MORI KE, 
AUTONOMITAT UNO HETEROGENITAT DER 

,,KLASS ISCH EN" FORM 

Eduard MOrikcs Gedicht .,Auf cine Lampe" ist das am hau­
figsrcn bcsprochenc seines gesamten lyrischen \Vcrkcs, worauf sich 
aus der Bibliographic zu den kritischen Ausgaben seiner \X1erke 
schlidkn lam. Aufgrund des Disputes, der mit einem Briefl\lartin 
Heideggers an Emil Staigcr1 bcgann, hat .,Auf cine Lampe .. cine 
zusiirzliche kulturhiscorischc Signifikanz erlangt und isr in die Ge­
schichtc der Literaturwissenschaft: dcr zweite n Hiilfte des 20. Jahr­
hundercs cingegangen.2 Die Gcschichte dcr lntcrpretationen dieser 

Spiucrschlos~n sich zuniichst dcr srccs zu Polcmikcn mfgdcgH: Leo 
Sp1ncr an, kurz darauf I. Appelbaum-Gu.ham und dann crncm Sp1m:r, 
W. Schneider, W. von Nordheim, H. Polincr, S. Burckhard und R. Guar 
dini- ;die in den I 950cr Jahrcn. 
J Errinmc m,m ,.Auf cine Lampe" friihcr lcdiglich alsc1n ~•erk ~1ori 
ko umcr andcrcn, wurdcn dcm Gcdicht nach dicscm D1sput zahlrcichc 
spc1.idlc Untcrsuchungcn gcwidmct. Sic borcn ncuc lnrcrprccacioncn, 
die die vorausgcgangcncn dcmcnticncn. Auch in Monograficn, die sich 
mic dcm Gcsamcschaffcn MOrikcs bcfasscn. wird in dcr Regel auf den 
Di~put \'Crwicscn, wcnn cs um die lnrcrprctation Yon ,.Auf cine Lampe" 
gcht. Der Dispur ist prigcnd for das Forschcrintcrcssc; w~hrcnd das Ge 
'IChricbcnc Uber ,,Auf cine Lampe" in den MOrikc-Monognficn \'On Ben-

-
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Verse kOnnre im KJeinen zeigen, wie sich in den vergangenen scch­

zigJahren die Herangehensweisen sowohl an den lyrischen Tm.ah 
auch an die deutsche Literamrgeschichre veranderc h:ibenl. Bis in 

die achrziger Jahre war man var al/em besrrebr, die poctischen Ik 

sonderheiten des Gedichres herauszuarbeiren, wie auch seine Zu­
sammenhange rnir anderen Werken der Dichrkunsr - von Monie 
sdbsr, von Goethe, Schiller, Kears und hdlenisrischen Oichrem 

Seit Beginn dcr neunziger Jahre ri.ickt das Augenmerk mehr in 

R.ichtung der sozialen Funktion des Bildes der Lampe sowie in 

Richmng des Verhalcnisses zwischen der Lampe und der Scimmt 
die die Verse sprichr. Die wesemliche Anderung bescehr jedoch 

niche darin, dass neue Deurungen angebotcn werden, sondern 

in dcr sozialkritischen Analyse der Herangehenswciscn Staigers, 

Heidcggers und Spitzers an das Gedicht. (Lindenberger 1990, S. 
398-408) 

Im crsten Teil des hier folgendcn Textcs wcrde ich cinige inter· 

pretationen der Verse analysicren, die rcprasentariv fur cine gewisse 

modernc Grundhaltung zur Literatur sind. Diese Grundhalrung 

erhebt das litcrarischc \'7erk in den Rang eines heiligcn Tcxtcs, und 

no von \"Vicse und von Herbert Meyer {die im gleichen Jahr crschicncn, 
in dcm der Dispur sr:mfand { 1950) in dcr cinschl:igigcn Forschungsli1t· 
ratur schcn ziricrt wird. wcrdcn die Hcrangchcn und Thcscn - \'Or a.llcm 
dcr crsrcn Oispuncilnchmcr .st:cts hcrangczogen. fn seiner MonographK 
liber MOrikc bczwcckre Benno von Wiese unmirrclbar nach dcm Zwc1 
ccn Wcltkricg \Vcrrc zu akrualisieren, die die dcurschc Lircr.uur des 19 
J~h_rhundcns hcrvorgcbracht har, die auf die Gcgcnwarr hcilcnd und \"Cf• 

c1111gcnd w1rkcn und cine StUnc scin kOnnen, wie sic cs seiner Mcinung 
nach auch 111 dcr Vcrgangcnhcir warcn. Dem Gcdicht ,.Auf cine U.mpc" 
Wird gcnauso vicl Pjatz ci~_gcr3.Umt, wic den iibrigcn Gedichren. Es findet 
.sich Ill dcm Tc1I m,r dcr Uberschrifi: .,Die SchOnhcit" (von Wiese 1950, s. 216, 221-223). 

~ _ So schr_icb auch Albrecht Holsclmh: ,,Die gc:samtc: fo rschung zu 

dic
5
cm Gcdichr 2ufzu2rbe1ten, bcdllrfi:c cs c:incr Monographic~ (Hol• 

schuh 1991,S. 576). 
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dcr Vcrfasscr dc r lnrcrprcrnrion spiclt die Pricsrcrrollc, die Rolle 

des H crrschcrs iibcr das hciligc Wisscn, in wdches er die niche Ein­

gcwc ihrcn ci nwcihr. Die kiin sdcrischc Form ist wic cine Gonhcit, 

und die, die sic auslcgcn, sind ihrc Ku ltdicncr. ,,Die idcalc Kunstgc­

sralr srchr wic cin scliger Gort vor uns da", zitiert H eidegger zustim­

mcnd aus Hcgels ,.Asrhctik" (Heidegger 197 1, S. 3 1). Die von mir 

analysicrrcn lntcrprctationcn sind scharfsin nig, c inigc durchaus 

auch vi nuos. Was ich in Fragc stc ltc, ist niche die Scharfsi nnigkeit 

ode r die Scnsib ilirar fur den poctischcn Text, sond ern die Werre 

und die sozialc Funkrion dicser Auslegungen. 

Ferner m6chtc ich versuchcn, die ln srabilir:it der klassischen 

Form dcr Lampe zu begriinden, wie auch ihren nicht cinhcitlich en 

Ursprung , in dem sich antike, oricncalische und Elemenre des 19. 

Jahrhund erts mischen. Des Weiceren werde ich die soziale Funkti­

on de r klassischcn Form er6rtern. 

Im Jahre 1950 hiclt Staiger in Amsterdam und in Frciburg im 

Breisgau den Vorrrag ,,D ie Kunst der lnccrpretarion" (Staiger 1971, 

S. 7-28)4. In ihr wird das Gcdichr ,,Auf c ine Lampe" als mcthodi­

schcs Bcispicl analysicrr: 

Auf cine Lampe 
Noch unverriickt, o schOne Lampe, schmiickcsr du, 
An leiehten Kcucn zierlich aufgchangcn hicr, 
Die Dcckc des nun fu.st vergcssncn Lungcmachs. 
Auf dcincr weilkn Marmorschalc, dcrcn Rand 
Der Efeuknnz von goldcngl'Uncm Erz umfficht. 
Schlingt frOhlich cine Kinderschar den Ringclreih'n. 
Wic rcizend allcs! lachcnd, und cin sanlter Geist 

Des Emstcsdoch crgosscn um die gan2.e Form -

• Der Vonr2g bildct den Ti tel des Buch cs mit Analyscn der deutschcn 
prer.uur des I 8. und 19. Jahrhunderu, das Sraiger 1955 vcrOlfcntlichte. 
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Ein Kunstgebild' der echten Arr. Wcr :achm Sein? 

Was aber schOn isr, sdig schcint es in ihm sdbsc. 

(1846)' 

i\fartin Heidegger wohnre dieser Vorlesung bei; ohnc sich an 

der im Anschluss aufgekommenen Diskussion bereiligr zu habrn, 

schilderre er in zwei Bricfen an Staiger seine Interpretation de~Gr­

dichcs {Heidegger 1971, S. 28-42). Leo Spitzer rnachte sich mic 
dem verOffendichren Briefwechsel zwischen HcideggerundS,aiger 

vcrrraur und bot cine weitere, eigene Interpretation (Spitzer 1951 

S. 133-147). Alie drei halrcn daran fest, dass das Gedichtvom \~(:. 

sen des Kunsrwerks als solches .,reder". Seine Besonderheit bt~1eh1 
darin, class es seine eigene kiJnsderische Form schaffi, indem es dnr 

sinnliche Form beschreibt und wercet - n:i.mlich die Lampe, der 

es gewidmet ist. In Ver.; 9 wird die Lampe als .,ein Kunstgebild der 

echten Arr" definiert. Kunscgcbild ist in diesem Falle der Schaffrn• 
sprozess, dessen Ergebnis sich in eine vollendete und vollkommene 

plastischc Gestalt .,crgosscn" hat.6 Ein derarciges \X'ort\·erst~ndni) 

verdeckt jedoch das Vorliegen ciner idcologischcn - harmonisie• 

renden - Halrung, auf die ich spiiter noch c ingchen werde. Die 
Unstimmigkeiten beginncn mit der Diskrcpanz in der Auslcgung 
cines \'v'ortes im leczten Vers, machcn aber schon bald die Unter­

schiede dcr drei Hermeneuciken bcziiglich der Fragc sichtbar, wor• 
in das \'v'escn cines Kunstwcrks bestchc. 

Die grundlegcndc These in Scaige rs Interpretation ist, dass die 
Zeit, in der der Dichter gdebc hat, gegeniiber dem Ideal der klassi· 
~chen _SchOnheit und der klassischen Kun st gleichgi.i!tig geworden 

ist. D1~ Emfcrnung vom Klassischcn als AuBerung des Gemcin· 
schafrndcals sidn Staiger auch in dcr Ahnlichkeic des Schicko;al~ 

;_ 
85

~cr Text i5c dcr Ausgabc von GOpfcn cnmommcn (GOp~Cn 196-4 

Zur Bcdcurung von .,Gcbildc~ als crwas, das rnn innen nach Ju&n 
gc\chatfcn wird, sich cmfa lrct und schlic:Rl ich seine cigcnc Gcsult er· 
langt, s. (Gadamcr 1986, S. 358). 
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MOrikes und dem von Poeten der hdlcnistischen Epoche besditigt. 

Sein Augcnmerk ist auf die individuellen poetischen SchOnheits­

bezeugungen und auf die literarische Tradition, in der sie mOglich 
werden,gcrichtet. 

Fiir Heidegger ist der literaturhistorische Konccxt niche we­

scmlich, wiihrend sic bei Staiger eben cine grundlegende Rolle 

spielt. Die beiden Leitgedanken in der Interpretation des Philo­

sophen sind: die schOne Lampe ist ein walues kiinsderisches Ge­

bilde, das symbolon (utli,t~oAov) des Kunstwcrkes oder, in Hegels 
Sprache, ,,des Ideals". Als ,,ein Kunscgebild der echtcn Art" bringt 

die Lampe das sinnliche Scheinen und das Scheinen der !dee zu­

sammen, und das Gedicht ist das in der Sprache ruhende Sym­
bol des Kunstwerkcs iiberhaupt. Hcideggcrs Kardinalfrage ist die 

nach dem Zusammenhang zwischen der schcinen Lampe und der 
Sprache. Um diese Frage zu beantworten, unterteilr Heidegger das 

Gediclu in drci Teilc; im dritten Tei!, den Verscn 9 und IO ver­
schmdzen die sprachliche Form und die Form des ,,Kunsrgebildes 

derechren Art", so class die cine zur Voraussetzung for die Exi~tenz 
derandercn wird . Deshalb stellt Heidegger die These auf, class das 

Kunstwerk nur als Folge des Scheinens in sich selbsc seligsein kann. 
E.s scheinr uns niche so - wekhe Meinung Staiger verrrat -, sondern 

es isr ulig, es isr ein Scheinen. In H eidcggers Interpretation nchmen 
Kunsrwerk, Sprache und SchOnheit das \X1esen einer Epiphanie an. 

~Das Kunsrgebilde echrer Art isr selbst die Epiphanie: der von ihm 
gdichreten und in ihm gewahrten \X'dt~ (Heidegger 1971, S. 40) 

Der Arrikel ,.\X/iederum MOrikes Gedicht ,Auf cine Lampe',. 

stdlt das for Spitzer typische He:rangehen an einc explication de 

tmc dar (Spitzer 195 I)"!. Um die Bedeutung des lctzten Verses zu 

Wie aus der Erginzung zum Arrikel (Spilzer 1951, S. 146) hen·or• 
gehl, kenm Spirzer lediglich den Briefwechsel zwi\chen StJ.iger und Hei­
degger. Staigers verOffemlichtcn VortrJ.g ~Die J..:unst der lmerpretJ.tion~ 
las Spitzer erst, nachdem er scinen Beitrag in die Schweiz J.bgcKhickt 
ham. 
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kliren, bedUrfe es lam Spirzer ciner genauercn Sprachanalyse als 

derjerrigen, die der Literaturhistoriker und der Philosoph ldem:n. 
doch dies gcltc auch fii r das gcsamre Gedicht. Der kUnsderische 

Charakter der Literatur ist ein Stileffekt, der sowohl auf den Zu­
sammenh:ingen zwischen den Wortbedeutungen im Werk beruht , 
als auch auf ihrem Verhalm is zur gegenw3rtig gebrauchten Spra­

che. Ohne Kennmis niche nur der deucschen Syntax, Semantik 

und Phonerik, sondern auch der Eigenheiren des schwibischen Di­
alekts kOnnen wir das \Xfesen der poccischen Ausdrucksweisc nich e 

erfussen . 

Spitzer erkennt cine Obereinstimmung zwischen der runden 
Form d'er Lampe, dem Reigentanz der Kinder, dem Efeukranz aus 

Bronze und dem Aufbau des We rkes, organ isiert in der runden 
Zahl von zehn Versen. Kreishafi in sich geschlossen, wohltempe­
riert, lachend-ernst ist Spitzer zufolge das kiinsderisch SchOne bci 
MOrike. De r kreisformige Reigentanz der Kinder und der Rah men 
von goldengriiner Bronze, der die Kinder umkriinzt, bilden einen 
Doppdkreis, heirer und ernst zugleich. 

Das Lachen wird vom Geist des Ernstes ausgeglichen, und 
dieses Gleichma8 gilt auch for das Gedicht selbst. So wird das aus 
emgegengesenten Scimmungen stammende, in sich geschlossene, 
gemii8igce und reizende Ganze in Vers 9 als ,,ein Kunscgebild dcr 
echten An• definiert. Die Form des Gedichts und die Form der 
Lampe stdlen cine gleichzeitige Oberlagerung von zwei in sich ge• 
schlossenen Kreisen dar. Die schOne Lampe hat dem Dichter dazu 
verholfen das, was er fLir KunstschOn hair, zu definieren . Das ei­
nem Gegenstand gewidmete Gedicht (Dinggedicht) gdangr zum 
Wesen der Kunst, und die Lampe nunmehr als kiinstlerische Form 
wird zum Symbol dieses Wesens. Die \X'irkung der Lampe wird fur 
,,reizend" erkhi.rt, doch F.m niemand schenkt ihr Beachtung. Eben 
die Frage ,.Wer achtet sein?'' biinddt die zeirliche und riumlichc: 
Isolation des Kunnwerks, und der letzte emscheidendc: Vers .,Was 
aber schOn isr, sc:lig scheim es in ihm sdbst" bestitigt die Isoliert-
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heir des Sch0ncn, dcr Kunsr. Spirzer :malysicrr die sinnlichc Gesralr 

dcr Lampe gcnauso wic die sprachl iche - er suclu nach inncren 
\X'echsclbeziehungen, iibcm:igr das Sprachliche ins Visucllc, was 

er anschlic&:nd wicder als Ganzhcit innerer \'vcchsclbczichungcn 

rcxtualisiert.1 

Die Erfu.hrungen, die Spitzer in den neuen wisscnschaltlichen 

Krciscn und dem Lcbensumfcld in den USA gewonnen hat, beein­
Ausstcn seine lmerprerarionsweise -dcr Vergleich mit Kears ' .,Ode 
on a Grecian Urn" wurde sp:iter viclfach vcrwendct und ausgebaut. 

Die amcrikanischcn Erfahrungen regten ihn zur Kririk an der Hei­

dcggcrschcn und iibcrhaupr dcr deurschcn philologischcn Grund­
haltung dcm Text gegeni.ibc r an. ,,Der deutsche Philologen hat 
h icr vicl von dcm engl ischen Kulturrni lieu zu lcrnen, in dcm nver­
srchen" als demiirigcs, .,unrcr erwas stehcn, um cs zu crkenncn" (to 
under-stand) gcfassr wird, in dcm das undrrsraummt als Tugend 

gih und cine ausgcsprochcnc Abneigung gegcn ovtrjnurprttation 
hcrrscht~ (Kursiv: LS.). (Spitzer 1951, S. 143-44)9 Einc deranige 
Behauptung l:isst sich nati.irlich leichtcr aufsrcllen als bcwcisc:n. In 
dicsc m Dispur offenbart Spitzer das t radirionelle M isstrauen cines 
Ph ilologen gegeniiber Verallgemeinerungen, die nichr konkrct am 
Text des Gedichts nachweisbar sind. 

AJ!c drei besch:iftigcn sich mit Etymologien, jedoch auf unter-

Auch andcre Analyscn Spitters iibcrzcugcn von dcsscn Eihigkcir, 
sich die matcridlc Bcschaffcnhcit dcr aus Woncn geschopfemen \Xlclr 
vonwrcllen und Argumcntc, die seine Analyscn stunen, eben in dcr 
wahmchmbaren Szcnognhe von Oingen und Siruarioncn zu hnden. 

Man bnn wohl cine polirischc Dimension in Spine.rs A.u8crung 
gcgen die dcutsche Gcrmanisrik schen. Der Erkennmiswcrt einer Xu8c:­
rung, die fur undn--s1andmg plidim, macht das abcr bclchrend, 11bn--
110Nnd, 6ndc ich fur fnglich. Oiesc Kriuk schlie8t vermutlich nicht die 
dcutSChc Romanmik und ihre Gcschichte. In den Ocbancn, an denen 
Spitter sich in den USA haufig bctciligtc, vcncidigtc er die deuuchc ro­
manist:uche und Denhradition (nco}romantischcn Typus da 18.-20. 
Jahrhundcru. 
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schiedliche Art: Staiger und Spitzer deuten die Bedeurungen in­

nerhalb des Gedichres bzw. in MOrikes Werk, wahrcnd Heidegger 

Bedcutungen weiter entwickdc bzw. Bedeunmgcn schlichc erfin­
det, gleich, ob sic im Gedicht vorhanden sind oder niche, wie cs mic 

dem Licht der Lampe der Fall ist. Seine Interpretation ist cine Er­
schlieGung, er nutzc den Vcrs als An lass for Oberlcgungen, die auch 
unabh:i.ngig vom Gedichc gemachc wcrden k0nnen. Die Rhychmik 
geh6rt zu den wcsenrlichsrcn Bcsonderheiten der Pocsic. Heide­
gge rs Behauptung, in Vcrs IO .,\Vas aber sch0n ist, sdig schcint es in 
ihm sclbsr" liege die Beconungaufist, zcugcn van seinem Unwillen, 
die Versrhyrhmik zu beriicksichcigen, denn hicr handch es sich um 

eincn Jambus, bei dem die Bcronung auf schOn liege, wie Sraigci­
bemerkt. Staigers Interpretation ist eine \'lcchselwirkung mit dcm, 
und keine Unterwerfung unrer das Ged icht; \'lechsdwirkungcn 

kann es vicle geben, und darin, so schcim mir, liegt dcr prinzipicllc 
Untcrschied zwischen dem Herangehcn Heideggers eincrseits und 
dem Staigers und Spitzcrs andererseits. Die lmerprerationcn dcr 
Lcrzteren brauchcn das Gcdichr, sic cxisticrcn wcgcn ihrer Vcrbin­
dung zu diescm. io 

Die Grundfragc des Disputs ist d ie (Un}abh:i.ngigkcir des 
Kunstwcrks und dcr SchOnhcit von dcr Bcachrung durch den 
Mcnschcn. ,, ... die rcchte Art cincs Kunstgcbildcs, die SchOnhcit 
des SchOncn waiter niche von Gnaden dcr Mcnschcn, insofcrn sic 

das Kunstwerk achtcn oder nichr, ob sic, was schOn ist, in ihrcn Gc­
nuR nchmcn oder nichr. Das SchOno bleibr, was cs ist, unabhiingig 

1° Fast c1nJahr nachdcm ich den Aufsau gcschricbcn und an die Ze1t• 
schrifi: ,.Arcadia" abgcschickr hutc, sricss ich an cine Bcsrangung im ci 
ncm Radiovormg von Staiger. An cincr Stelle bcgrimdcr er seine Idec. 
dass die lmerprcu.uon sclbst cine Art vom Kunsrwcrk sci, und D.hn fon 
,.Aber dicscs Kunsrwerk ist nichr wic das dichtcrischc 1d1g m 1hm sdbst 
Es bczich1 s1ch :11uf ctwas andcrcs, auf das imcrprcticnc \X!crk, und cvi• 
dent ist cs niche an s1ch, sondcrn cbcn in der gcnaucn Bczichung auf di 
dichrcrischc Gcbildc, d.as sich als ihrThcma darstcllt~ {Suigcrl961 , S 
358) 
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davon, wie die Frage J,Ver arhm stin? beamwortet wird~ (H eide­

gger 1971. S. 39) Diese Unabh:ingigkeit verlcihcderSchOnheit und 

dem Kunstwerk ein gOttliches \%sen. Sowohl Heidegger, als auch 
Sraiger mllen die These auf, die Grundscimmung des Gediclm sei 

\'('ehmm . .,lch gehe wohl mit Ihnen einig, wenn ich diese [Grund] 

Stimmungdie zuri.ickblickende Wehmut nenne~ (Heidegger 1971, 
S. 37) Fi.ir Staiger isc die Wehmur Teil des Gefuhls des Dichrers 

sdbsc. 11
, da MOrike sich for einen Epigonen hielt, weshalb er es 

niche mchr wagce, sich i.ibcr die SchOnhcic mic derselben Encschie­

dcnhcit zu :iu8ern, wie cs Goethe get:m hatte. Staiger bestimnu 
die Grundstimmung als mclaneholisehcn RUckbliek auf die hohe 
Zeit der Weimarer Klassik und auf die Person Gocthes, von dcnen 

MOrike und seine Zeit unwidcrruAich getrennt sind. In Staigcrs In­
terpretation ,,diem MOrikes Gcdieht als Allegoric, die das zu jener 
Zcic i.iblichc Bild dcr dcucschcn lircracurgeschichtc unccrmauert. 
In der Generation nach Goethe konnren lam diescm Bild dcr Litc­
r.nurgcschichrc auch die begabtcstcn Oichtcr nur Epigoncn gcwc­
scn scin, Nachfolger ciner so grolkn Tradition, dass allcs, was auch 
1mmer sic schrcibcn wi.irdcn, wie cin Nicdcrgang ausschcn miisstc~ 

Lindenberger 1990, S. 402) 12 

Alic drci lnccrprctarionen schcn in dcm Gcdichr das Bild des 
Endcs cincr unterbrochenen und beinahc niche mchr mi:iglichen 
Kommunibtion zwischcn Kunst und Publikum. Zur doppeltcn 

GeKhlosscnheit, die Spitzer aufdcckt (d ie Lampcn- und die Gc­
dichtform) hnn noch die Gcschlosscnheir des Raums erganzt 
wcrden (das Lustgcmach). Oas lyrische lch bcuachrcc die Lampe, 

S. die E.inlcirung von W. WOgcnb:iuer zu dcm Briefwcchscl zwi­
schen Heidegger und Staiger. WOgenb:iucr 2004: 34-37. 
u Die Z1tate nivclliercn allc herangc-zogenen Verf:asscr und Tc-xre, dcs­
halb mOChte ich auf die sorgf:iltige und i.Jbc-rzcugende Argumc-nmion 
un lknug Herbert Lindenbcrgers hmweisen. Im zwciten Suz des :ingc• 
fuhnen Zuau rcsumicrt er du Herangchcn Peter Uwe Hohcnd.11hls, auf 
d.cucn Buch zum Enutehc-n der deuuchcn N:1tion,lhccr.11rnr er \"erweist. 
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erfn:ut sich an ihr und definierr sie als ,,Kunscgcbild' der ech[e n 
Art". Es isr der einzige Eingeweihte bzw. gehOn zu den wenigen. 
die eingcwei ht sind. Das Sichselbscgeni.igen des Am fakes und die 

Eingeweihrheit des Becrachrcrs sind die wichcigscen Botschafi:en 
des Gcdichces. Gcradc der beschauliche Blick fescigc im lecuen 
Vers die selige Selbscgeniigsarnkeir der SchOnheic, so dass lcrzte n 

Endes sogar die Bindung zwischen Eingeweihrcm und kosrbare m 
Gegcnsrand umerbrochen wird und die SchOnheit, die Kunst zu ei­

nem fur jedermann unwganglichen Geheimnis werdcn. Die Lam­
pe wi rd zwar tats:ichlich zum Symbol,jedoch niche jeglichcr Kun s t , 
sondern vor ;diem der modcrnen Verselbsciindigung des Arrefak:ts . 

Sowohl Staiger, als auch Heidegge r vcrtrctcn cine konscrvari­
ve Halcung: das Hcutigc hat sich emfrcmdcr, ist von der Welt d e r 
in dcr Lampe verkcirpcrten kiinsclerischen Schcinheit abgcfalle n . 

Und da sic dcr Mcinung sind, das SchOnc cxiscierc unabhangig von 
der Beach tung durch die Menschcn, gehcn sic der Fragc, wer die in 
dcr Gestalt dcr Lampe verkcirpcrte SchOnhcit ansieht, nicht nach . 

Fiir sic cxiscien die SchOnheir in einem Tcmpelraum. Das lyrische 
kh gibr zwar nichr prcis, wcr cs isr, sprichr abcr cindeucig aus d e:r 
Position des Pricstcrs im mcnschenlccrcn Tempel dcr SchOnheic. 
Der schcine Gegcnstand wird zum Ersatz for cin religiciscs Symbol. 

Wir di.irfen jedoch nicht an wahrc Religiositiit in dcr Bczichung 
des lyrischen !ch zu dcm Ding - Gchcimnis denkcn, dcnn wir wis­
scn nichr, ob das Gchcimnis mit andercn gcreilc wird. Es gibe kcine: 
Gcmcinschafi: von Eingeweihtcn, keinc Kommunikation, die d as 

Gchcimnis sozialisiercn wii rden. Der kosrbarc Gegcnstand, ob als 
Symbol oder als Sein, wird wcdcr zum Gcschcnk, noch zum Vcr­
sprcchcn, sondern bcfindct sich im Zustand des Vergcsscns. D as 

Kosrbarc wird nicht gctcilt, woraus Isolation und Vergcsscn folgcn. 
was for Staiger melancholisch anzichcnd isr, wiihrcnd Heidegger 
die Exinenz des SchOncn aulkrhalb jcdwcdcr Gemcinschafi. gcfillr_ 

Die lmcrprcmioncn allcr drci wcrdcn MOrikcs Kunnvem.lnd nis 
gcrccht, dcnn auch andcrc Gcdichcc MOrikes lassen cin Bild dcr in 
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sich gesch!osscnen, iso!ierten Existenz encstehen. Die Selbstgeni..ig­

samkeir ist die Ursache dcr wehmiitigen Stimmung. Ob bei einer 

Anderung dcr Grundhaltung das Geheimnis der Sch0nhcit nicht 
zu einem Geschenk werden k0nnce? 

Auch die drei Hcrangehensweisen sind, jede auf ihre Art, in 

sich geschlossen. Var allem Staiger emwickelt kontinuierlich sein 

Konzepr des eigenen Terriroriums der Literaturwissenschaft, ihrer 

Eigenscandigkeir gegeni..iber den anderen Geisteswissenschaften. 
Dieses Konzcpr, das die Spezifik sowohl der sch6ngeistigen Lire­

ratur, als auch der Reflexion dari.iber sue ht, scheint mir beispielhafi: 
fiirdie Modemitiit und ihre isolationiscischen Verfahren. In seinen 

Analysen nimmt Staige r niche einfach die Haltung eines belesenen 

Mannes oder fahigen Interpreren ein, sondern die eines Einge­
weihren - er li.iftet die Gehe imnisse der deutschen Literatur des 18. 
und 19. Jahrhunderts. In Arbeicen aus den I 960er Jahren kririsicrt 

Staiger den Perspekdvismus und Relativism us der zeitgen6ssischen 
Kultur und misst diese an den unerreichbaren klassischen Epochen 

in der wcsreurop:i.ischen Literatur. Fi.ir die deutschsprachige Litera­
rur ist dies selbstversr:i.ndlich die Weimarer Klassik. Das, was Stai­

ger liebr und als dessen Repr:isentant er sich fi.ihlt, ist die klassische 
Arrvon Lireratur, deren kiinsderische und moral ische We rte er ver­

tritt. Das Klassische ist bei ihm niche institurionell begriinder und 
niche zu bestimmcen, vor allem polirischen Zwecken oktroyierr. 

Die klassische Literatur in Europa ist ein ,,Gipfel" der Kunst und 
derWerre, und die {west)europiiische isc die Welditeratur. (Srniger 

1979) Seine Analysen einzelner Werke oder Srellen sind eindring­

lich, sie verleihcn seiner Mechodologie Obcrzeugungskraft. u 

IJ Die meisten seiner Bi.icher erleben mehrere AuAagcn, was for For­
schungs!ireratur eher ungew0hnlich ist. Er hatte ein fcines GespUr fur 
Poesie und ihrc Rhyrhmik, Ubersetztc Gedichre, vor allem epische Dich­
tung,aus mehreren Sprachcn, und vcrfassre ein Buch. in dem er Dichrung 
und Musik mice inander vcrglcicht. {Staiger 1947) 
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Die soziale Funktion dieser Position halre ich 1edoch fur 

problematisch, denn sic gchr von einer \Xlahrheit und vor alltrn 

einer ZugehOrigkeir aus. \\las die Narionalirar betriffr, m fo 
die zum Deurschen, sozial gesehen - die zum ArisrokratiKhrn 
und El iraren. Die Zusammenhange, die Staiger zum Schaffcn 
MOrikes hersrellr, sind nur in der deurschen L1reratur angesir­

dclr. Der Zusammenhang zu den Dichrern des Hcllcnismus in 

der Ahnlichkeir des Schicksals MOrikes und das der Dichcerdrr 
hdlenistischen Epoche begri.inder. Dieser Zusammenhang mn 

der Antike wird von MOrikes Leben und \Xlerk selbst erbrach1. 

die Staiger von innen her zu incerpreciert. Die sprachlichen Zu­
sammenh:inge, die Heidegger fur gewOhnlich hersrdlt, beruhen 

auf alrgriechischen \XIOrrern. Im Gegensatz zu beiden behan• 

delt Spitzer das Gedicht in einem allgemeineren, wesreuropai• 
schen Komexr. 

Man kann durchaus sagen, d ass jeder sei n spezifisches Fach­
wissen nurzt. Jcnseits diescs Wissens jedoch reduziert Staigerd1t 

dcursche Literatur an die Werre der Wcimarer K!assik, wie er sit 

interpretierr. Bei H eidegge r finden wir auch hier eine konSC(jucme 

Aneignung des Altgriechischcn von der dcurschen Sprachc; wenn 
das Alrgriechische das wahre H eim des Seins ist, dann bcwahrtdas 

Deucschc bis heme noch das Scheincn des Seins. Beide Posirionen 
cmhalren sowoh/ soziale, als auch polirischc Implikarionen - Gc­
schlossenhcit und AusschliclSlichkeit. Sie bennihen sich, die un· 

wanddbare Gr08c der Klassik zu manifesrieren und die Existenz 
unabiinderlicher sozialer \Xlcrre zu vermittcln.'4 Heucc jedoch fr. 
tischisien ein derarrigcs Srrcben nach Ausschlic8lichkeir einfach 

scinen Gegcnstand und/oder harmonisierr desscn Zwic~piiltigkeit 
Der Fecisch kaschiert gcrade den sozialen Mcchanismus, dcr ihn 

zum Gegenstand der Anbetu ng gemacht hat. Der Zweck der \Cr· -
': fine krirische. Obcrsichr von Konzeprioncn des k.lassischcn und 
\o~ucllung cmcr c1gcncn Li:isung des Problems - s. (K'oscv 2008, S. 30, -328), 
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ehrungdes Klassischcn bcsteht darin, das Historischc in die Ewig­
kcit iibergehen zu lassen. 15 

Ahnlich isr auch die Ha!tung Hans Georg Gadamers, der 

~Aufeine Lampe" als methodische Illustration am Ende seiner Be­

crachtung Uber Verh3.lmis von Text und Interpretation verwendct. 

Gadamcr hatte das Gedicht speziell wegen des Streirs von Staiger, 

Heidegger und Spitzer gcwahlt. Die kurze Interpretation vcrdeut­

licht noch einmal, und zwar am konkrcten Stoff, seine Hcrange­

hensweise an das Thema der Sch6nheit und des Kunsrwerks. Ohne 
die Bereirschafi: des Aufne:hmende:n, ganz Ohr zu sein (Gadamer 

besceht auf dem H0ren), wiirde kcin dichte:rischer Text sprechen. 

Gadamer scheint seine Inte rpretation auf die \Vechselwirkung zwi­
.schen dem gesprochcnem und dem gch6rten, rezipiertem dichtcri­
~hen Wort zu begriinden, doch es erweist sich, class das Verstehen 

(das HOren), das glcichzeitig die lnrerprernrion des Textes ist, im 
Grunde schlieBlich verschwinden und den Text sprechen !assen 

muss; so wie bei Heidegger die Sprache spricht. Der dichrerische 
Text ist eine Aucoridi.t, und Ziel der Rezeption ist, die Stimme der 

Autorir:it wiederauAeben zu lassen. 
,,Zurn AbschluR magein beriihmtes Beispiel zur Illustration die­

nen. Es ist der SchlulS des Gedichres von M6rike ,Auf cine Lampe'. 

Der Vers lamer: ,\Y/as aber sch6n ist, sdig scheint es in ihm sdbst' ... 
Eine Lampe, die niche leuchtet, weil sie altmodisch und vergangen in 

einem ,Lusrgemach' h3.ngt. .. gewinm hicr ihren eigenen Glanz, weil 
sic ein Kunstwerk ist. Das Scheinen ... strahlr iibcr das Ganze der Er­

.scheinung der Lampe, die in cinem vergesscnen Gemache unbeach­
tet hangt und nirgends mehr scheint als in diesen Ve:rsen .... So ,·er­

steht unser Verstand nicht nur, was da Uber das Sch0ne gesagr wird 

11 50 Jahrc nach der Publikation der ,,Kunst dcr lnrerpretationM als 
Buch, wurdc ihm cine differcnzierte Analyse gewidmer. (Rickes u. a. 
200-). Die Problemarik des Sammdbandes ist ,·iel rcicher al~ der Titd 
dcnkcn litsst. Staigers Herangchen an .,Auf cine LampeM wird nur passim 
crwithm. 
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und was die Auwnomie des Kunstwerks ausspricht, das \'On kcincm 
Gebrauchszusammenhang abhiingt - unser Ohr hon und unscr \'er. 
stiindnis vemimmt den Schein des SchOnen als sein wahres \Xescn. 
Der fmerprec, der seine Gri.inde beibrachce, verschwindet, und da 
Text spricht .. ~ (Gadamer 1983, S. 359-60) 

Die ursprlingliche Ahnlichkeit mit der Rezepcions- und Wir­
kungs3.srhetik ist sowohl konzeptiondl, als auch als soziale Funhi­
on nur scheinbar. Das Kunsrwerk, und vor allem das als klaS5isch 
erhOhce Werk, ist wedcr vom Umfeld seines mOglichen Gebrauchs, 

noch von den hisrorischen Milieus seiner Rezeption abh.lngig 

Auch bei Ver:inderung dieser Faktoren, bleibc es stets un\'erander­
lich, in ein und demselben Liehr scheinend. So erlangt das klassi­

sche Kunstwcrk die Funkrion eines heiligen Tcxres. 

Gerhard Storz hale daran fesr, dass die Lampe, und also die 
Schcinheit, sich zwischen dem Zuscand bdindec, bcim dem sie 

zur Vcrgangcnhcic wird (Vcrga ngcnwcrden), in dicscm Augen­

blick jcdoch noch niche unwicdcrbringlich vergangcn ist (\'er• 

gangensein). Der Zustand liege zwischen Noch-Existieren und 
vorhersehbarcm Vcrschwindcn - Vcrgessen. Gcradc weil sic ein 

Abbild der Schcinheic ist, ist die jcrzige Exisccnz der Lamp<: un· 

sichcr - ,,zwischcn Vergangensein und Vergangcnwerdcn" (Ston 
1967, S. 322). Wenn ich Storz intcrprecicre, kann ich zusammcn­

fassen, dass die Kunst der Weimarcr KJassik und die Wcm, die 
sic vcrm ittelc und schaffi, an Akrualic3c vcrlieren und beginncn, 

der Vergangenheit anzugchOrcn. Das Thcma von Zeicgcsralcung 

und Zeiterfahrung wurde von Hart Nibbrigaufgcgriffcn, derzum 
Schluss kommr, dass zwischcn der SchOnheic (dcr Lampe) und 

dcm sic rczipiercnden Bewussrsei n dialekrischc (Un)verbunden• 
hcit bcscc:hr. Deshalb bczichc er die Bcdeumng von ,,schcim• als 
.,lcuchrcn, gl:inzcn" auf die Lampe, und als .,den Anschcin crwe­

cken" auf den Dichccr, der das Absolute des Kunstwerkes vermit· 

relr.
1

' S3.mtlichc Gcd ichranalysen nach dcr VerOffcndichung des 

Auch hicr crncur cin Bczugzu alien frilhcrcn Inrcrpretationen (Hm 
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Bricfwcchsds zwischen Heidegger und Scaiger bictcn cigcne LO­
sungcn dcr Fragc, wic das .,scheint" im lctztcn Vcrs zu vcrstehen 
ist, an. Irmgard Wcithasc wendet die Sp rechaktmerhodik al1f das 
Gedicht an, was ihr erlaubt, das Verh:i.ltnis von Laurbild, Laut• 

wm, Vcrsbau, Rhyrhmik und \X'ortbcdcurungen zu analysieren, 
um zum Sinn des Ganzen vorzudringcn. lndem sic sowohl Bei­
~piclc aus andercn Gedichten MOrikcs heranzieht, als auch Ver• 
wcndungen van .,scheinen" im 18. und 19. Jahrhundert, gdingt 
cs ihr, i.iheneugend zu begriinden, weshalb beide Bedeutungen 
von nschcint es" (Lucer und videtur) pr:i.sent sind. (\X'eirhase 1967, 
S. 69-70) Zur gleichen Schlussfolgerung gdangt Storz, ,. ... dass 
Jencs dcurschc Verb die scharfc Abgrcnzung des ,.Leuchcens" vom 
"aussehcn als obH niche zulasst". (Storz, S. 323) 

II 

Die Suche nach Parallden zwischen sprachlicher und visud­
lcr Form bictct mehr lntcrprctationsmOglichkeitcn, dcshalb wcr­
de ich im Wcitcren sprachliche Formcn van Lampen mit .,cchten" 
l.ampcn aus der ersten H alft:e des 19.Jahrhunderts vergleichen. Die 
Wechsdbcziehung zwischcn Wort und Gegenstand ist begriindec, 
dcnn ,.Aufeine Lampe" ist cin Epigramm. Ein Epigramm kann als 
Kommemar zu cincm Gcgcnstand fungiercn, <lessen Macerialit3t 
und mc:istcrhafi:c Hcrsrellung wcrdcn durch den Kommcmar bc­
tonr; dcr Gcgcnstand bckommt cine zus3rzlichc Priscnz in seiner 
Umgchung, seine Individualiti.i.t wird vcrsr3rh. Epigrammc sind 
im dichccrischcn \X'crk MOrikes kcinc Sclccnhcit. Moriu Enzingcr 
\'Crwcisc auf die Epigrammc mit dcm Tied ,,lnschrift: .. ~. wic auch 
auf jcnc, die Gcgcnst3ndcn gcwidmet sind. Er thcmacisicn ihrc 
Vcrhindung zur sp3ten alcgricchischcn Epigrammatik und zur Ek-

Nibbrig 1973, S. 340-344; 428-429) Nicht nur die lmcrprcution von 
-Auf cine U.mpc", sondcrn die gcsamtc Monografic \·on Hart Nibbng ist 
dcr Zcitcrfahrung und Zcitgcscalmng im Schaff en MOrikcs gcwidmcc. 
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phrasis. 17 ,.Auf eine Lampe" wird als ,,Dinggedichr'"18 deli.nim, ais 
cine einem besrimmten Gegenstand gewidmete YersschOpfung. 

Ob wires nun als Epigramm oder als ,,Oinggedicht" definimn -

das \\1/esendiche besteht darin, class das Gedicht den Gegenstand 

nicht nur beschreibt und/oder kornmemierr, sondern ihn zugltich 

ganz und gar erschaffi, wenn es den Gegensrand niche gibt, oder 
ihn als einen anderen a ls den realen erschaffi. 

1846 schrieb MOrike zwei Versepigramrne: .,lnschrifi aufeine 

Uhr mit den drei Horen" 19 und ,,Auf cine Lampe". In ., Inschrili: 
auf cine Uhr .. :' sp rechen die Horen selbst Uber sich, in ,,Auf cine 
Lampe" richrer jemand, der sich ebenfalls im ,,Lustgemachu bc­
findet, \X1orre an die Lampe. lndem das lyrische kh das Bild die 

Lampe beschreibend erschaffi:, bedienr es sich dessen, was als Ek­
phrasis bezeichnet wird. Nehmen wir um dcr Ekphrasis willen an, 

<lass irgendein Gcgenstand die Anregung zu dem Gedicht gegcben 

hat. Das \v'ort isc jedoch ein Medium mit eigenen Eigcnschali:cn, 
so wie auch <las visuelle Medium, so <lass, auch wenn wir auf dcrei­

nen Scire das Gedichr Mitten, und auf der anderen cine Zcichnung 

oder Forografic der Lampe ( 1846 wiire cine Forografic bcreics mi:ig­
lich gcwesen), dies die Erschaffung eines imagin:iren Gcgcnstandcs 
<lurch das \v'ort im Bewusstsein des Lesers nichr beeimr:i.chcigen 

wUrdc. Die Ekphrasis beinhalter auch d ie Beschreibung imagina­
rer Arrefakce, denn sic hat niche nur die Funkcion zu bcschrciben, 

Zureincr mOglichcn BccinAussung MOrikes durch Herders. (Enzin­
ger 1965,S. 17-20). 
18 

Der Terminus ,,Dinggedicht" wurde 1926 von Kurt Oppert einge­
fiihrt. Zu einer :msfl:ihrlicheren Begriindung des Terminus s. Nordheim 
195"'. S. 76-..,8_ Nordheim verweist an mehrcren Stellen auf die Dissc:r­
ration M. Burgers von 1945 zu MOrike. Die Dissertation ist mir nicht 
zugJnglich. F.inige Vcrfasser von lrnerp retac ionen lehnen diescn Bcgriff 
als unpa_sscnd ab. S. auch: M:mini 1958; von \'X'ilpcrt 1989. 

"Die_ Horen'. GOninnen der Jahrcszcitcn, gewOhnlich ihrer drei, sc:1-
~\noe)r zwe, oder v,er, JC nachdem man das Jahr cintcilte~ (f,.{Orike 1970, S. 
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sondem zugleich auch imaginiire, nichrstoffiiche Dinge und An­

sichten mir \X'orten zu erschaffen . ,,Die Ekphrasis verwandelt den 

Lmr in einen Bildbeuachter, der doch nur Worte var Augen hat, 

und fohrt ihn durch imaginiire Rliume, die doch nur in seiner Vor­

scellungexistieren'.' (\Xlandhoff2003) Die Ekphrasis implizierr eine 

Oiscanz zwischen Gegenstand und Blick, die eine Aufzahlung der 

Details und zugleich ein Oberblicken des Ganzen ermOglicht. Der 

Zweck bcscehr darin, des Gegenstandcs \Xfesen zu erzielen.20 

Leo Spitzer erwahnte, dass laur Paul Friedlander die Ekphrasis 

in ,,Auf eine Lampe" ihr Vorbild in Theokrits Idylle ,,Thyrsis", Ver­

se 27-56 habe. Dieselben Verse Theokrits verwendere Leconte de 

Lisle in seinem Gedicht ,,Le Vase". So bekriifrigr Spitzer seine These 
ron dem antiken Ursprung der klassischen Form bei MOrike, wie 

auch von dcm Zusammenhang - aufgrund der gleichen Halrung 
zur Antike - zwischen MOrike und den zeirgenOssischen franzOsi­

schen Dichtern. (Spitzer 1953, S. 33-34) Holschuh schlieGt sich 

der These, class die alcgriechische Tradition MOrike beim Schrei­
ben des Gedichts beeinAusst habe, an und zitierr dafor wiederum 

au<Thyrsis", Verse 29-33(Holschuh 1991, S. 578, 584) 21
. Es han-

:v ln mehreren WOnerbi.ichern, die ich wegen ,,Dinggedicht" konsul­
time, ist .Auf eine Lampe" als ersres Gedicht dieses Typs in der deut­
schen Literatur vermerkt. Das mehrfach neu aufgclegte und erwcitenc 
W0ncrbuch von Gero von Wilpert bezeichnec ,,Oinggedicht~ als episch­

objehive Beschreibung eir1es Gegensrandes. Es ist angelegt auf desscn 
limcrung von allem Zufallig-Unwcsendichen und Einfohlung in sein 
Wesm und inneres Geserz, aus der die Neigung zu symbolischer Ausdeu­
tung emspringt. (von \V/ilpen 1989, S. 195) Da jedoch die Einfiihlung 
(Symparhic) die Distanz aufhcbt und keine episch objektive Charakreris­
tik damellt, spreche ich lieber von Erschaffung des Wcsens dcr Lampe in 

M0rikesGedicht. 
· In der Tat ist in den Ausgaben mit Obersctzungen griechischer und 
r0mi$Cher Dichrer, die M0rike i.iberarbeiret und erganzc, die Ekphrasis 
keine Sdrenheit. In der Ausgabe von 1864 ,,Anakreon und die sogenann­

ten Anakrcomischen Lieder" finder sich der Tei!: "Dem Epigramm und 
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delr sich in Theokrits ldylle um Szenendamellungen und um den 
dckoracivcn Schmuck auf eincrn Milchbecher aus Holz; die frisch 
gcmolkene Ziegenmilch soil die Bclohnung fiir ein Lied sein. So­

wohl dcr Schmuck, als auch der Dufi: (nach dem frischen Holzd~ 

eben erst hergcsrelken Bechers sowie nach dem \X'achs, mirdemer 
versiegelr isr) sind Tei! der Belohnung. Die Ekphrasis vcrfolgt hier 

cinen synii.srhctischen Zweck, sic will niche nur den Gegenm.ndin 

unserer Vorstellung erzeugen, sondern auch scinen Duti:, als nsei er 

in den Quellcn der Horen gereinigt" (Vers 150). 
lch nahm an, dass es cine Blcistifizeichnung einer »antiken" 

Lampe oder einer Lampe anriken Typs von MOrike selbsr gibe. die 

zcitlich mir dem Verfassen des Gedichres zusammenflillr. In sci· 
ncr MOrike-\v'crkausgabe vermcrkt Harry 1Vlaync: ,,Ein Gmchcn 
gewidmetcs Blatt zcigt 1\.forikes Bleistiftzeichnung einer :mciken 
Lampe~ (Mayne 1909, I. S. 425) l-.!Orike h:it zahlreiche Zeichnun• 
gen angcft· rdgt, vielc d avon werden van kommenrierendcn Prosa• 
oder Verstcxrcn beglcitet.22 ,, . .. in vielen Fallen· sind Gedicht und 

Bild so eng miteinander verbunden, dass das eine ohne das andere 

nur schwer verstiindlich wiire~ (Reck 2004, S. 10) Ich fragre wegen 

der Zeichnung einer ,.anriken Lampe" bei der MOrike-Gesellscha& 
an. Die Anrwort, die ich von dort erh ielt,23 widerlegre die Anmer· 

dem Idyll verwandte Sri.icke / Bildwerk und M:i. lerei beschrdbend". ( 
MOrike 1970, S. 874, 890-893). 

Zu MOrikc als Zcichncr s. MOrikc-Handbuch 2004, S. 226-236 
~ ,.Sehr geehrrcr Herr Professor Angclov, 

Herr Dr. \'\fulf van dcr MOrike-Gesel lschafi: hat mir !hrc Fnge k 
zi_iglich MOrikc:s Gcdichr ,,Auf cine Lampe" wcitcrgelcicct. Da mirsdb11 

nicln ~c_kanm iq, daB cine sokhc Zcichnung cxisricren soil und wir hier 
~rn Monkc-Archiv auch kcinen entsprechcnden Nachwcis haben, habc 
ich doch zm Sichcrheic die Frage mit dcm MOrike-Spczialisrcn Professor 
Dr. Ham-Henrik Krurnmacher erOrtert, der in dcr lerzten \Voche in die· 

\cm J;ahr zum erstenmal in i\larbach arbeirece. Auch er hat mir be5e:i1ig1 

daG cs cine i\fori~e-Zeichnung einer ,,anriken Lampe" nicht gibt. Aller· 
dmgs hat er 111 semen Aufschrieben noricrr, daB es cine Zcichnung ciner 
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kung in Harry Maynes Ausgabe. Nachdcm eine Zeichnung also 

nicht cxi~ticne, suchte ich nach Lam pen und deren Dar~tcllungcn 

ausdcrerstcn H:ilfte des 19. Jahrhundert~, die zuminde\t ciniScr­

maP)(n dcr Bcschrcibung im Gcdichr entsprechen wiirdcn.2~ l\lit 

fid auf, dass im Gedicht nicht nur das Licht fehlt, das die Lampe 

au11trahlcn kOnme, sondern auch das Brennen, begleitct vom auf­

grund des Dochtes unvcrmcidlichcn Rauch. Rauch und Brennen 

a.ls Bilder dcr Vcrgiinglichkeit werden im Gedichr nicht crn<ihnt, 

im Uncerschied zur Beschrcibung der Lampcn in Ponici in Goc-

1hcs ,.lulienischc r Reise" Das Genre dcr Rciscaufzeichnungen 

implizim cine andcre Glaubwi.irdigkcit als die der Dichnmg. Bei 

Goethe lescn wir von Dochren und von ciner Flammc, die ein 

wahrcs Kunsrgcbilde, das eine jede Lampe ist, crleuchccc. (Goethe 
1993, s. 229)" 

Olxuch1lc mir Vcrzicrung gibt (SNM lnvcntar dcr Bildabtcilung Nr. 
1--0), die frUhcr cinm:11 f:ilschlichcrwcisc als Zeichnung cincr Hbllam­
pc• kaulogisicn war. Vcrmutlich bcz.icht sich Herr Mayne darauf. Oicsc 
Zeichnung hat aber It. Professor Krummachcr absolut nichts mit dem 
Gedicht ~Auf cine L:unpe"' z.u run. \Xlir hoffcn, Ihnen dam it weircrgchol­
fcn tuhabcn, Herzlichsr !hr Albrcchr Bergold / MOrike-Arch1v im Deut­
schcn Litemurarchiv~ (I 0. M3rz 2009). Das Schreiben Herrn Bcrgolds 
weist die MOglichkeit cincs direkten Vergleichs der visucllen Gestalt (dcr 
Zeichnung) und dcr sprachlichcn Gestalt dcr Lampe im Gedicht zuriick. 
~ Bci JCder Ekphrasis ist die Fragc (ob ein Gcgcnstand oder cine Lmd 
schafi dafiirdcn AnstoB gab) bcrcchrigt. aber nur individucll 'lll emschei• 
den. In ahnlichcr Weise hat MOrikc bei scinem Kommenrar des Gedichts 
.Aphrodi1e auf eincm Oiskos" von ,.Anakreontischcn Liedem" \'cnucht, 
die genaue Form und die Stelle des Bildcs a,uf dem Gegenstand durch die 
Bcschreibung wiedcrherzusrcllen. Filr dicscs Gedicht s. auch umen . .,Da 
man nicht ohnc wcitcrcs annehmcn darf, cs habe bci dieser Bcschreibung 
kcin wirklichcs Bildwcrk zugrunde gclcgcn, so ist die Fragc nach desscn 
n.thcrcr Bcschaffenhcit niche vorwcg abzuwciscn~ (MOrike 19-0: 927) 

~bn erfihrt nichr. aus wekhem ~bterial die Lampen \clb\t sind. 
ihreGcsrellc JC'denfallssind aus Bronz.e. Ausfohrlichcrwird cin Eimer bc­
schriebcn, abcr auch hier wird die Art des Materials nicht erw:ihm. 
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Damdlungcn von gl:inzendem Ol in der Lampe und brcn­
nendem Lichc auf den zierlich gebildeten Lcuchtern kommen in 
Schillers Gedicht .,Pompeji und Herculanum .. (1 .. 9~) vor. (Schil­
ler 1958, S. 234-36) Mic groRer \Xlahrscheinlichkeit sind einige 
D:mtdlungen auf Goerhes Reiseaufzeichnungen zuri.ickzufiihren 
Fi.ir das lhema isr fUr mich von grORerer Bedeutung, dass die frn. 
liche, wie auf einer Bilhne pr:isemicrre ,,Restaurienmf, die Schil­

ler - angeregt von den wiederaufgenommenen Ausgrabungen in 

Herculanum und Pompcji - vornimrm, verlangr, dass Lam pen und 
Leuchrer strahlen. Sic sind Bestandteil des wiederauferscandenrn 

Lcbens - wiiren sic erloschen, wiirde das bedeuren, dass es kcin 
Leben giibe. Schiller verwendet das \'(/ort ,,zierlich" drei Mal: als 

Attribm der Zimmer (die zierlichen Zimmer), des Hermes (dcr 

zicrlich geschenkte Hermes) und - waseinen imertexcudlen Bczug 

zu MOrikes Gedicht schaffi - der Leuchter (den zierlich gebildetcn 
Leuchter).

26 
In ,, Pompeji und H erculanum~ sind die Szenen in lk 

wegung, es herrscht sogar geschiifriges Treiben im Umerschied zur 
Stille in .,Auf cine Lampe". 

Das Klassische ist nur dann mOglich, wenn es die Elementc, 

die das von ihm angestrebte Ewigkeitsbild stOren, verdr.aflgt und 
vergisst. Die Lampe, die nicht leuchtet, sondern nur das Luscgc· 

mach ziert, wird von einem funktionalen zu einem isthetischcn 

Gegencand, zu einem Artefakt. Die mOgliche hisrorische Zeir isc 
ebenfalls :isthetisiert und damit ihrer Historizi rac beraubc. Das 

Schone ist selig, und der 3.srhetische Gegenscand erlangt einen 
zweideurigen rcligiosen Starus, indem er zu einem Gegensrand 

der Bewunderung wird , beinahe zu einem Ferisch. Lampe und 

Lusrgemach sind Raum e iner in der Rea licac niche mOglichen 

Harmonie . .,Auf cine Lampe" ist die Utopie des Aschecischen 
Offener themacisierr wird die Verbindung von RdigiOsem und 

Ah Attribuc von Sandalen Cricheint nZierlich- auch in der incem1-
cuell bedemsamen Szene aus $chillers .,Braue von Messina". im ermn 
Aufzug, ~iebencen Aufi:ritc. 
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A5thctischem im Gedicht ,,Die schC111c Buche" von 1842. Hier 
gibt es sogar mehr Darstdlungen des Kre isformigcn als in ,,Auf 
cine Lampe": die Buche, der sie umgebende Rasen, das Gebiisch 
und dcr auGere Kreis der Baume werden for ein Heiligtum ge­
ha!tcn, in das das lyrische lch von der Gottheit (genius loci) des 
Hains gefuhrt wird. \X'ie die Lampe erlangt die Natur hicr den 
Rang eines heiligen Arccfakts; die Buche und die anlicgcndc 
Umgcbung sind eine isolicrte und harm on ische \Xlelt, in der das 
lyrische !ch ganzheitlich und niche emfremdet ist. Auch in der 
.SchOnen Buche" wird das antike Versmals, das Distichon (\X'ech­
sthon Hexameter und Pentameter) vcrwender. Auch in anderen 
Gedichrcn finder sich die Verbindung von RcligiOsem und As­
thctischem - ,,und wicdcrum bildct das Erlebnis der SchOnheit 
... nur das Medium fiir die Emfalrung einer religiOser Erfahrung~ 
1,~ordheim 1957, 5. 79) Im Gcgensatz zu \VI. von Nordheim bin 
ich jcdoch dcr Auffassung, dass die ,,ewigen Miichte" (.,An cine 
Siingcrin", Vers 6) niche nur rerrend sein kOnnen: das lebensspen­
dcndc Sonnenlichr (der Sonne liebes Licht, ,.Verborgenhcit", Vers 
8), sondcrn auc h archaisc h und bcdrohlich: Mutter Nacht (.,Um 
Miucrnacht", Vers 6 - der Mutter, der Nacht). 

Unter klassisch vemehe ich in diesem Falle die Ideal- und 
Normwme, die seir dem Ende des 18. Jahrhunderrs in Europa ent­
scandcn sind, deren sche inbare Unverrinderbarkeit in den \v'and­
lungen der Geschichte als Stiitze diencn sollre. Die Akrualisierung 
der Anrike ist ein Grundelcmenr des Klassischen, und die Kunst 
(die des \'fortes, die Musik und die bildende) isr ein wirksames 
~1iml, um diese \Verte durchzuserzen. Die erste Anregung da• 
fur kam ,·on den Ausgrabungen in Pompeji (1737) u Hercula­
num (1748). Zunachst durch die Schriften \Vinckelmanns, sparer 
durch dicvon Malern und Schriftscellem vermiudten ltalienbilder 
und auch <lurch die Reisenden dcr ,,Grand Tour" wurde die .,edle 
GrOBc" der Antike als \Vissen und als Objekr der Bewunderung 
in Wm- und Mitteleuropa verbreiret. \X'as die deutsche Literatur 
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bctriffi:, so wurde die Antike von :11/em durch die Wcimarcr Kl:mik 
angeeignet und umgesralrer.P 

Bci seincm Besuch in Porrici am 18. Marz 1787 hidt Goethe 
seine Eindri.icke van den bei den Ausgrabungcn gefundenen bm­
pcn fc~t. ,,D ie Lam pen sind nach Anzahl ihrer Dochcc mit Mas­

ken und Rankenwerk verz ierr, soda~ jede Hamme cin wirklichc1 

Kunsrgebilde erleuchtet. Hohc, schlanke, chernc GcStC"lle sin<l b(. 

Himmt, die Lampen zu rragen, auFwhangcndc Lampen hingegcn 
mit allerlei gc iscreich gedachtcn Figuren behiingc, welche die Ab­
sichr, zu gefallen und zu ergOczen, sobald sic schaukdn und bau­
mdn, sogar iiberrreffen.~ (Goethe I 993, S. 229) Ok Dcfiniriondcr 
L:i.mpen als Kunstgebilde ist also be i Goethe und bei MOrikc die 

glciche. Im zitierren Absatz erschaffi:- die Beschrc:ibung, das \XOn. 
ein Bild der Gegenstiinde, welchcs, auch wenn es recht allgemein 

ist, uns die MOglichkeit gibt, sowohl die Nahe, als auch den L'n• 
terschied zwischen diesen Lam pen und elem Bild der Lampe bei 

MOrikc: zu beurtc:ilen. Die Frage, ob MOrike von dieser Passage der 
.,lralienischc:n Reise" bee influsst war, fi.ihn in eine andere Rich• 
tung; for das hiesige Thema ist ausschlaggebend, dass es sich um 

zwei Bilder anriker Gegcnscandc handelt - ein dokumenrarisches 

und ein imaginares.u M. Enzingc:r rekonstruiert U.berzeugend ei­
nen Mikrokontexc, in dcm MOrikes Gedichc als Ansro!? oder £r. 
innerung emsteht. Enzinger verweist auf die zitierte Aufzeichnung 

Goethes :ms Portici , einen Auszug aus dem Bric:fwechsd zwischc:n 
Sch iller und Goethe, dc:r die Ausgrabungen in Hercul:mum und 

Pompeji becriffi-, Schillers G ed icht ,. Pompeji und Herculanum•, 

und auch Arbeiren zu Neapel und Icalien: die Verse W'aiblingm, 

das zweibiindigc Werk von Karl Mayer und das dreibli.ndige mi1 

l~ Zur Rolle der Amikc in dcr Bi ldung in Ocmschland in der ermn 
Halfrc des 19.Jahrhundcrrs sowic im \\Jerk MOrikcs s. MOrike-Handbuch 
200-1, S. 27-32; 86-90. 

:tt . _Eincn Z_usammcnha ng zwischcn Goechcs RciscauFzcichnung und 
Monkcs Gcd1chr srclltc cmmals E.nzingc r her (Enzingcr J 965, 38-391 
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Artikdn \·on Adolf Stahr (Enzinger 1965. S. 36-41 ). 

Das Kla<;sische kommr in ,,Auf cine Lampe" im Verrn1a8 des 

Senmzum Ausdnickl'I, im Material, am dem die Lampe geferrigt 

,uirdc 1wcilkr Marmor), sowic im Material fur die Verzierung 

Bronze). \X'ciB und h-l.umor wurden gerade vom Klassizismus. dcr 

\li[[c des 18.Jahrhundcm seinen Anfang nahm, und seinen <;pi\· 

rcren \X'citcrenrwicklungcn zum Haupcerkcnnungsmcrkmal dcr 

Amikc gcmacht. Die wei8en Marmorstacucn vcrkOrpcrn das neue 

!du[ des menschlichen Oa.seins.>.0 Das \\'.'eilse bildct den Kontrast 

zur \tofflichen und furblichen Fi.die, zur fehlenden Strenge und 

Uppigen Festlichkeit von Barack und Rokoko. Der Marmor (bzw. 
Srein) suggericrt Bcstii.ndigkeit und Unvcrg:inglichkeir, die weiGc 

Farbe bedcum Rcinhcit, sclbstvcrsriindlich moralischc. Dcshalb 

milt da~ WeiGc des ~farmers die mora!i~che Lauterkdt des Klas-
1ischen dar, doch nichr unbedingt auch der griechischen Antike, 

dcren .\larmorsraruen farbig waren. In diesem Sinne i,r da~ \\'ei· 
Be: eher fiir den Kla,sizismus zwischcn 1-50 und 1850 kennzeich• 

nend, der seine Inspiration mehr aus der rOmischen als von der gric­

chischen Amikc schOpft. Fa.rbe und Material verknUpfen ~ich zu 
einer gemeinsamen Illusion von \X'ertebestandigkeir, Bereit\chaft 
zum heroischcn \Y/idersrand und Erhabenheit und erzeugen \O das 

Bild des Klassischen als ,,edle Einfalr und srillc GrOGeM 11
• r,..1armor 

Eine trdfende Erl:imerung der Bcziehung zwischen \'enmJG und 
Themi finder sich bci HOtzer 1998. S. 193: ,, In dcm Geditln "Auf cine 
Umpc" ... wird die mehrfach gesuaffi:e Durchfohnmg des Themas amge­
glKhen durch ein leise und lcicht AieBendes Ver$maR~ 

Zum \'erh:ilmis von Mcnschlichem, GOttlichcm und der Hcrimbil• 
aungdcs neuen Ideals durch die Marmorhgur und Gipsbi.istc im Kbssi­
zi~mms. Klotz 2000, S. 42-45. 

Die allgemcine Charaktcristik, die \\1inckdmann den ahgricthi 
\Chen i\lcisterwerken bcimisst, bczicht sith auf die Kutm der ;\Li]crci 
md der Bildhiuerei. "Das allgcmcine vorzUglichc Kennzeichcn der 

griechi\Chen ;\lcistersti.ickc isc cndlich cine cdlc Einfah. und cine Hille 
Gro!k ~wohl in der Stcllung als im Amdriickc~ Dicsc Ch.ual..terinik 
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wurde auch au8erhalb der Skulpturen und Skulpmrengruppen m­
wendct: allein seine Vcrwendung war bereits ein ldc:alisicrcn -die 

VerkOrperung von Ewigkeit, Erh~bcnheit und SchOnheic. 

Der T.,nz der Kinder in der Lampenform bringt die Vorml­
lung vom Klassischen als Heroik und GrOBe ins Schwan ken, doch 
dcr Geist des Ernstes, der um die Form ergossen ist, srdlr das 1um 

klassischcn Bild erwarcere Gleichgewicht wieder her. Bezeichnend 

fur die Umgestalnmg, die der Klas.sizismus des 18. und 19.Jahr 
hundcrrs mit elem Erbe der Amike vornimmt, iH die in der Amih 
unmOglichc, im Biedermaier jedoch durchaus mOglkhe Kombina­

rion von Bronze und Marmor in ,.Auf cine Lampe"-12• Zwar wurde 
Bronze auch in der Amike vcrwendct, doch der Eimatz \'On .\lccall 

(und zwar vorwiegend Eisen) ist spezicll fiir die Moderne kenn• 

zeichncnd, sowohl bei Hausrat, als auch bei lndw,rriew.uen und 

Grolsprojekten wie Brlicken und Ei:;cnbahnen. Oa\ Kla~~ische isr 
nicht amik, es iH cin umformcndes ErschlieRcn und Aneignen. Bci 
den in der ersren Halite des 19.Jahrhunderrs hergesrellten Lampen 

sind tanzende Knaben, die an Cupidos erinncrn, ein hJ.ufigverwcn· 
dcccs Schmuckmotiv. Zu Recht verbindet Rudolf Schier ,,ergos· 

scnM mit dem Giclsen der Lampe aus Eisen, obwohl dies prakcisch 

nur fur die Ketten gilt, an denen sic aufgeh.ingc istn. !ch mOChce 
Schier:; These Nachdruck verleihen, indem ich zwci Verwendungen 

aus Anakrcons Epigramm .,Aphrodite auf einem Oiskos" zitim, 

der kl.1ssischen Kunsr (im Gcgensarz zur Fiille an \Vortcn, Gcftihlcn und 
Marcrialicn des Barock) gab cs bcrcirs, bcvor Winckelmann ~ic ;iuf die 
altgricchischc Kunst anwandrc. (\Vinckclmann 1995, S. 30-32, 'i+I 

u Auf dcr Suchc nach Lampcn aus dcr Bicdcrmcicrzcir sricG ich 1af 
cine Srchlampe, deren Fua aus Bronze und Marmor gc(crtigrwu. Sicw;1r 
niche gcnau~r d,ui_crr, nur als ,,Bicdcrrncicrlampc" dcfinicn. 

' Sch'.er \trglc1chr Kea.rs ,.Ode an cine gricchischc lJrnc~ und .\fori 
k~, .,A~f cine L1.mpc" In seiner Analy!>c gchr c\ um die Fngc von dcr 
~nverembarken dcr kon,rirurivcn und dcr darsrellcndcn Funktion der 
Spnchc. (Schier 1983, S. 3--39) Zu cincrgmsciscrncn Lampe zwi.schen 
18JS unJ 1825 s. H1mmdhebcr 1988, Nr. 405. 
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das >IOrike in die von ihm emellte und i.iberarbeitete Anrhologie 

,Anakreon und die sogenannten Anakreonrischen Lieder" ( 1864) 

aufgenommcn hat: ,,Eine Zauberhand hat Wellen/ Ausgegossen auf 

den Diskos. (Vers 2-3) ... Auf des Sanft ergossnen Meeres/ Fl:iche ... 
\'m 12-13)" Die Wellen und die MeeresAache sind hOchscwahr­

,cheinlich auf das Metal! des Diskos gegossen.34 Simone Weckler 

i11 ehenfal!s der Ansicht, class die Lampe wed er ein anrikes Vorbild 

hat noch a!s antikes Bild gedacht, sondern ein Kunsrgegensrand 
ist, den MOrike nach seinem Geschmack erschaffen hat. {MOrike­

Handbuch 2004, S. 148) MOri kes Geschmack stimmt in diesem 

Fall mit dem Zeicgeschmack i.iberein. 

III 

In der griechisch-rOmischcn Antike waren die Lampen meist 

aus Keramik, selcener aus Metall und noch seltener aus Marmor 

Der Kleine Pauly 1969, S. 469-470).35 Es gab Marmor-Kron­
lcuchm, an deren Ecken die Lampen aufgehangt wurden (Rich 

1862: Lychnuchus pensilis)36. Bei den amiken Lampen stellen die 

Offnungen fur den Docht und die Luftzufuhr ein wesemliches 
Funktionselemenr dar, w:i.hrend fur die Verzierung (sofern vorhan-

" Das Zitat emstammt der Ausgabc M0rike 1970: 892-93. Zu die­
S(m Vcrgleich wurde ich durch cinen Arrikel von Holschuh angeregc 
Holschuh 1991, S. 578). Er fohn ,,Aphroditeauf einem Diskos .. zur Bc­

krifi:igungseincrThcse von dcr alrgriechischen Tradition an, die M0rike 
bccinflum habc und hebe spczicll die \v'orre ,,Ausgcgossen , crgossncn, 

Kunsigcbilde .. kursiv hervor. 
\'on den von mir durchgcschencn Katalogcn und Monograficn, in 

drncn es kcinc Marmorlampcn gibt, mi:ichrc ich folgcndc anfiihrcn : Bai­

k~- 1980; Kuzmanov 1992. Eine ,,kiinsrlcrisch bedcutsamc .. Marmorlam­

pc iu icdoch ausfohrlich bei Beazley, I 940, S. 22-49 analysicrc. 
In crwJhmcm W0rterbuch fand ich cine ausfiihrlichc Beschreibung 

mn llhmmioncn dcr in dcr Antikc vcrwcndercn Ancn von Lampcn, 

lcuchrem und Kronleuchtem. 
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den) Gcschmack und VcrmOgen des Besitzer,, die Fenigkcitcndn 

Hcrstdlen sowie die Konvemioncn des historisch-sozialcn L:m, 

fdds ausschlaggebcnd waren. Die grundlegendc Eigcn-.ch;1.~ da 
moderncn Artcfokts, cinschlid~lich der AvantgarJe bis zum Ende 
der l 960er Jahre, war eben die fehlcnde Alltagscauglichkcit -dcr 

Gegcnstand wurde die cigenc Funkrionalitiir entzogen. \X'cnn Gc:­
gensr:i.ndt! Sch6nhcir und Funkrionalirar mireinandcr verbandc1 

so gehOrte dies in den Bercich der Formgesralnmgoderdc~ K1 : 
gewcrbcs, es wiirc so erwas wic Kunst, aber eben doch kcine aucono­

me Kunst. Die Frage, ob es in der A mike i\larmorlampcn gcgcocn 

hat, kOnnte wciterc Au-,kiinfi:e iibcr das Verhiiltnis de~ Kla,~izi1r1us 

zum gegensriindlichen Umfcld der Amike geben. Dabei durh( 
man allerding.<. nicht vergessen, da~s sich die Antikc Uber mh1\1'· 

lej.lhrhundercc erstrecktc, so dass in eincr Pcriodc 1\larmorbmprn 

,·orkommen kOnnen, in ciner andcrcn gcschlos.<.enc figuralc J.:om­

posicioncn (wic etwa dcr Reigcn dcr Kinder) und in einerdriuen 

Periodc Kompositionen mit gemalter oder plasri~cher DekorJII 

on und zwar an dcr gleichcn Stelle cincr Lampe, an der ~ich a11ch 

die Komposition bci MOrikc\ \Xlorc-Larnpc befindcc. Doch ~db11 
wcnn es gcnau cine solchc Lampe gegeben haben sollce, so ham 11e 

auf jcden Fall einc andcrc Funktion gehabc. MOrike erscliaffi cine 

Lampe a la Antikc, die das akcuellc Vcrhalcnis eines bc~cimmccn 
hisrorischen Umfclds zur Amike wiedcrgibc. In dicsem Umfdd 

sind Rei~ebe~chrcibungcn im Gebrauch, dichcerischc und bi]J!i­

che Dancellungen ,·on ltalicn, Kopicn von Statuen in carsachli,ha 
oder verkleincrter GrOGc, Kopicn von Architekcurdcnkma!ern, 

kurmm Souvenirs und llberhaupc die ganze Produkcion, die mit 
dcm ,,Grand Tour" vcrbundcn war. Es handclt sich ebcn um Bilder. 
Anc.:ignungen und Umdcucungen." 

Die Publik.uion, die die Funde in Herculaneum, Pompeji und Srabi 
J.e bc\Chrcibt, m 1m Internee umcr der Adrcssc hnp://www.coc.l.u-h 
.1c.,plar..:,ercolano/tomo08/framc.htm[ einzu~chcn. Band Acht lxf.t"c 
\Kh mit den umerschiedlichcn LcuchtkOrpern. Nichr zum crsu:n :\falhln 
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Einen Abschnitt seines VoHrags widmete Staiger dcm Ver­

gleich zwischen MOrike und den hellcnistischen Dichrern: ,:Auf 

cine Lampe',, legt mindestens eincn Vergleich mir griechischer 

Lyrik nahe. De~. Ti tel meint zwar keine lnschrift. Er klingt aber 

gleich wie die Uberschrifi:en eigendich epigrammarischer Dich­

tung. In der ,,Anthologia Palatina", ... fi.nden wir denn auch geis­

tesverwandte Stlicke, und zwar besonders aus der Zeit der hel!c­

nisrischen Poesie, ... , also aus eincr Epoche, mit der sich MOrike 

gem beschaftigt hat .. . :' (Staiger 1971, S. 24) . Sraigers Grundge­

danke, class sich ein Vergleich zwischen MOrike und den helle­

nistischen Dichtern ziehen !asst (das Besingen von individuellen 
Riiumen und edlcn Gegenstiinden, das Feh!en eines polirischen 

Bezugs), kann man best:itigen. Bcschranke ich den Vergleich je­

doch auf das Bild der Lampe in den Epigrammen der Epoche des 

Hellenismus (4 .-1.Jahrhunderr v.Chr.), dann fallt nichr die Ahn­
lichkeit, sondern der Umerschied auf: bci MOrike ist die Lampe, 

wle bereits mehrfach erwahnc, ein anmuriges Arcefakr von eige­

nem Were, wii.hrend sie in den Epigrammen ihre Hauptfunktion 
bewahn, nimlkh eine Lichrquelle und nlchr Gcgensrand einer 

Beschreibung oder Bewunderung zu sein . Das lyrische Ich ver­
leihr ihr cine Secle und spricht sic meisr als Zeugen von Liebesbe­

gcgnungen an. In einigen der Epigrammc komrnen als Leuchter 

die in der Anrike am meisren vcrbreitcten Keramiklampcn vor. 
Das Marerial, aus dem die Lampe hergestellt isr, und die Frage, ob 

~ie anmutig ist, sind dabci unwesenrlich. Oas Wichtigste ist, (\ass 

ihr Licht cine Kraft jenseits der physikalischen besitzr. In einem 

Epigramm von Asklepiades wendet sich das lyrische lch mir einer 
Biue an die Lampe - wenn sic ein Gott sci, so mOge sic die un­

creue Heracleia bestrafen {V. 7). Die Lampe erhellc die Liebessze­

ncn, denn Licht und liebevolles Zusammensein sind Synonyme, 

ihr Antonym sind Dunkelheit und Trennung; bei einer Trennung 

flackm die Lampe {der Docht) auf und erlischt. Das Zugiel5en 

ddtcssich hierum einc japanischc Initiative zum europ:iischen Kulmrcrbe. 
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von OJ in die Lampe und ihr Licht stehen im Zusammenhang 
mit Manneskrafi. 

In den Liebesepigrammen in Buch V istdie lampeein Bi!dder 
Lc:benskrafc, die Liebe Offner sich dem Kosmischen im Grund11i• 
derspruch zwischen Liehr und Ounkdhcit. Der Wunsch, die Um. 
pc: mOgc: erlOschen, wenn sich ein anderer neben Heliodora wamu, 
isr auch der \Vunsch nach mannlicher Schwache des R.i\'alc:n l\'. 
165). Oas ErlOschen der Lampe wird die Geliebrc: unsichtbar nu­
chen und sic vor Untreuc bewahren (V. 166). Die Lampe erlisch1 
zum dritten Mal, im Gegensatz zur Leidenschaft des lyrischen khs, 
<loch die Gcliebce kommr niche {V. 279). Kein andc:rcr als die Lam­
pe kann Zeuge der Liebesnachr sein (V. 4). In einem Epigramm mil 

dem Titel ,.Du wirsr fiir mich der grolse Apollo scin~ (Eris mihi 

magnus Apollo) von Marcus Argcntarius ve rsprichr das lyri1che 
kh der Lampe mit gewisser Ironic einen Dreifu8, wie ihn auch der 
gOtdiche Prophet besitzt, wenn ihm die Lampe wahrheitsgemiB 
weissagt, dass die Gdiebte bald in sein Zimmer kommen wcrde 
(VI. 333).'8 Eine iihnliche Symbolik besitzt die Fackel alsAmibut 
des Eros: auch wenn sic niche unbedingc erwiderte Liebe bedeu· 
tee, ist die brennende Fackd ein Abbild der Leidenschalt, erloschen 
und nach umen gekehrc ist sic dagegen ein Zeichen des Tod~. 
Zwar haben sowohl die hellenistischen Dichter, als auch MOrike 
cine Vorliebe fur private Riiume, doch das Bewohnen dieser Riiume 
ist umerschiedlich. Ob die Lampe nun cine Merapher fur liebo· 

voiles Zusammensein oder Trennung isrl9, in beiden Fallen (bren· 
nend und erloschen) ist sic am Liebeserleben beteiligt, wahrcnd bd 

'' Angabcn :ms Graeca 195'7'. Die rOmischen Zahlen bezeichnen fo 
Buch, die arabischcn das Epigramm. S. auch S. 27-40 der Einfiihrung 

" Zur Synonymic von Licht, Larnpc und Liebe s. Grillparzer .De<, 
Meercs und der Liebe \X'dlcnM. 18·t0, und zum Zusammenhmg mit :\ut 
cine Lampe· s. Politzer 1957, S. -132-437, und hier :auf S. <133 (lie Zll 

\am_mcnf:mcnde_ Formulicrung ,.D.iri.ibcr hinaus iH sic [die Lampe, du 
~crkommlache S1nnzc1<.:hcn dcr Lcidemchafi, die sich in ihrem Licht em 
fahct und m1t des..en \'crlrischen erlischc~ 
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~lorike der asrherische Gegenscand durch Verselbsdndigung und 
Ahge..chlos.senheit enmeht.-lO 

.Auf eine Lampe" kann als Metonymie der sich in der emcn 
Hi.lite des 19. Jahrhunderts durchsetzenden modernen 3.stheti• 
l(hen Form dienen. Eine scarke Legitimation (wenn auch nicht 
dieeinzige) ihrer Durchsetzung ist die erk.lane Erbschaft der An-
1ike. Oeshalb bin ich der Auffassung, dass es historisch durchaus 
begrundet ist, das Gedicht in den Blickwinkel zu ri.icken, den 

Schillm .. Ober die iisthetische Erziehung des Menschen in einer 
Reihe \'On Briefen" erOffnete, wie es Ilse Appelbaum Graham tut, 
·nhrend Heideggers These, class ,,das Gedicht das in der Sprache 
ruhcnde Symbol des Kunstwerkes i.iberhaupt" sei, die Universali­
sierungeincr historischcn Leistung bedcutct. Appelbaum Graham 
mwehc auf die Beschreibung, die Schiller (im fi.infzehnten Brief) 
\"On der Smue der Juno Ludovisi abgibt: .,In sich selbst ruhet und 
,.-ohm die ganze Gestalt, cine vOllig geschlossene SchOpfung ... ; 
~ he keine Kraft, die mic Kr:ifi:en kampfi:e, keine BIOGe, wo die 
Zeali,hkeit einbrechen kOnnte~ (Schiller 1959, S. 618-619) Im 
zweiundzwanzigsten Brief gelangt Schiller zu folgendem Schluss: 
.Jedcr andere Zustand, in den wir kommen kOnnen, wei\t uns auf 
einen\·orhergehenden zuriick und bedarfzu seiner AuAOsungc:ines 
folgenden; nurder :i.srhetische ist ein Ganzes in sich selb~c. da er alle 
Bedingungen seines Ursprungs und seiner Forrdauer in ,ich verei• 
nigt. Hier allein fohlcn wir uns wie aus der Zeit geri<;sen;" (Schil­

kr 1959, S. 637) Das vollstandige gegemeitige Durchdringen von 
~larerial und Form, wie auch die dadurch ausgelOsren Gefohlc und 
du. \\Orin das \\'esen der Kunst liege, entdeckt Schiller bci den .11-
ten Griechen. Die Verfasserin vertrict die Ansicht, da,, "Auf cine 
l.ai-1pe· Schillcrs Kunstauffassung beH;icigt. (Appelbaum 1953, S. 
H0-332) Im Bild dcr Lampe bei J-.!Orikc gibt cs keine hmkriom­
c', 1eme, denn sic wi.irdcn das Alltii.glichc und Verganglii.:he (die 

[ ic-amfohrlichc- litc-raturgeschi..:htlithe und p~y,holog1s..he An;ah 
K !er lk2iehung ~forikc-s zur Antike s. bci Fnzinger 1965. S. 20 26 



Zeit) einbringen, .!.ie wi.irden die annrnrige Fesdichkcir de\ Arre• 
fokts, sein Dascin au8erhalb der Zcir zerstOren. Einen Eindruck 
von Ewigkeir vermitrelt auch die runde Form des Efeukranmal.b 

Bronze, der den Rand der Schale umAiehr, und die goldengriinc 

cdle Kupferparina (pati na nobile) bcwirkt Ahn!iches -derZeitzu 
widersi:ehen, und mehr noch, sich i.iber sic zu erheben. Der Efcu iit 

wie allc immergrlinen PAanzcn ein Sinnbild der Ewigkeir.,.Schling: 
frOhlich cine Kinderschar den Ringclrcih'n~ Es fragr sich, was un­
rer .,frohlich" zu versrehen isr - ein braves Sich-im-Kreis-drchen. 
wie es Spitzer annimmt, oder ein lcbhafi:erer Tanz. Im einen F.i.11 
hancn wires mir Amgewogcnheit, Glcichma8 und Feier!ichkcitiu 
tun, rnir etwas, das die Kinder zum Ausdruck des Gedankens dcr 
Klassik machcn wi.irde, im anderen Fall mir Lebhafi-igkeit, Unb~­
digkeit, mit all dcm, das Heidegger mit dem D ionysischen in \'er• 
bindung bringt (obwohl er das Dionysische in der goldengrunrn 
Farbe des Efeukranzcs siehr).\X'enn der frOhliche Tanz der Kinfa 
niche ganz anig ist, sondern eher wild, wi.irde dies das Gleichge­
wicht der klassischen Form ins W1anken bringen. In Spitzers lmcr­
pretation werden das Exzessive, das Korybamische zwar benanm, 
jedoch als negative Eigenschafi:en, die niche zur klas~ischen Form 
gehOren. Sowohl Spirzers, als auch Heideggers Assoziationen sind 
jedoch auf die Ancike ausgcrichtet, wenn auch auf zwei emgegcn• 
geserzte Darstellungen von ihr, die abe, niche weniger der Moder• 
ne angehOren. 

IV 

Das Ruhen in sich sclbsr und die Los/Osung von der Zeit k6n· 
nen auRer eme111 Ideal der 3.srhetischen Form und der Schi:inheit 
auch den Yerzichr auf Konmrnnikarion, auf Viralit:it bedeuten -
ein seliges \'erweilen in Selbstgeni.igsamkeit. ,,Die G6tter dcr 

gne~h,\ch~n ~unsr sind selig, insofern ihr Gefuhl Gestalt gewor­
den m. Dies ist die Seligkeit, die MOrikc der - personifizierren -
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1chOncn Lampe zuspricht; die Seligkeic eines jcden, von ii.uGercn 

Bezi.igcn losgcl6sten, in eigncm Gleichgcwichte sich erhalrenden 

Kunstwtrks~ (Appelbaum 1953, S. 332) Doch eben diese Sdbst­
geni.ig1amkeit und der darin verborgene Ampruch auf ewige Giil­

tigkeit bergen die Gefahr, class die isrhccische Form, die Lampe, zu 

einem Idol und/odcr Fetisch wird. Und niche von ungcfahr wirfi:: 

ein Rcligionsphilosoph wie Romano Guar<lini die Frage auf, was 

mit der Exiscenz des Dinges, mit seiner SchOnheit geschieht, wenn 

e1 niches mehr mit Menschen zu run hat, was das einsame Seligscin 

in sich selbsr zu bedeuten har. Isr die SchOnheir anfongs an:dehend, 
\0 bleibt das Ding mit der Zeir niche mehr ,,selig in sich selbst~, 

weder im Gcfo.hl des Betrachters, noch in der Offenbarung seines 
eigenen Wescns, sondern es wird crschrcckcnd. An einigen Sccllen 

l(iner Uberlegung spricht Guardini vom Unheimlich-Drohenden 

ik dem Zusrand eincs \X/escns, das jeglicher Verbundenheit be­
raubc ist, und sogar vom Magisch-Orohcnden der SchOnheir. so­

tern \ie selbstgeni..igsam isr. Guardini sprichr zwar niche vom Idol, 

doch ich glaube, class es das ist, was er als ,,rnagisch" bezeichner. Fi.ir 
ihn bedcum es die fehlende Beziehung zu Gott (offenkundig dcm 

chri~tlichcn). (Guardini 1957, S. 30-33) 

Da ich der Auffassung bin, dass die Lampe in bedrohlicher 

und drohender lsoliercheit cxisriert, kann ich - 1mcer Beri..ichich­
tigungde r \Xlillki..irlichkcit der Lesarc - den crsten Vers (,,Noch un­

l'Crri.ickr, o schOnc Lampe, schmi..ickest du") niche nur als ,,Noch 

unvcrriickr, oder noch sc:irker: unverdrangt" auAOsen, sonder auch 

lls ~noch nicht verri..ickt, schmiickest du". Es gibr keinen Grund, 
die Lampe zu personifi.zieren, indem man ihr einen Seelenw­

stand zuschreibt, andercrscirs aber wcndct sich die Srimme des 

lyri\chcn khs an sie, sprichr sie an.41 Ich wiihle diese willki.irliche -AI\Argumem fur diese Discanz wei~t W'eirh:ise dar,mfhin. da~s die 
Anredc ~o schOne Lampe~ lamer, und nicht .,du, schOne Lampe-. u.nd 
JlSS iuch die Oberschrift nkht ,.An eine Lampe~, sondern .,Auf eme 
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Deutung von ,.unverruckc .. , um die Beml.lhung aufzuzeigcn 
1
und 

<las gilt niche nur fur ,.Auf cine Lampe .. ), mit der d.i.s Kl.mi,chc 
als Harmonie dcr Einzelteile und Ausgeglichenheit des Ganzen 
dargescellt wird . Eine Bemiihung, die den drohc:nden sozialcn und 
psychischc:n KonRikr, das fehlende a.u8ere und innere Glcichge­
wichc verdecken soll.➔2 Einen Zusrand pocemieller \'ern.ickrhc:11 
beschreibr MOrike in einem Brief an Johannes Miihrlcn vom-. ~l.i 
J 829. Beim Lesen des Bricfwechsels zwischen Goethe und Schiller. 
,,in heiliger klassischer Acmosphiire" und sozusagen .,die Sedcdcr 

Kunst" anschauend, am Ende des Lesens, bereirs nach Mictcrn~hc 
,. .. . geriet meine Phancasie auf ganz fremde Abwege; ich durchlirf 

die benachbarten Zellcn des lrrcnhamcs und wiihltc in der nachf. 

lichen Fraczcnwelc ihrer Triumc; auf die schOne Tagesklarheit lx1 
nes Biich lcim g rinscen rausend Narrengesich ccr, die mit ihrcn titf­
pfiffigcn Augen mich fast iiberredeten, die Philosophen licgcn in 
einem emsetzlichen Irrrum, und nur sie, die Narren, w:ircn hinter 

die Ga rdinedes gOttlichen Verstandes gekommen .. ~ (1' l6rike 1985, 
S. 30) Schilderungen oder Tht:marisierungen ,·on Zusr:inden, die 
den Versrand gefahrden, I assen sich auch in ,.Maler Nolten• und in 
de r Zeichnung ,,Traumersc heinung" nachweisen. 

Lampe~ ist. (Weirhase 1967. S. 78). 

•i Bcnncn bicret cine Interpretation, in der er .,unvcrrUckt" als ~nich1 
vcrnickt" (niche wahnsinnig) licst. (Bennett 1993) OieserGcdankcsccht 
bci ihm niche im Zusanuncnhang mir klassischcr Kunst, doch bcsrirl:r 
mich \cin Arrikd in dcr Dbcrzeugung, dass cine solche Lcsart mOglich 
iSr, wenn auch wohl nur fiir ein Sprachvcrst:indnis. fur das das Dcucschc 
nrchr Muc_ccrsprachc ist. Einc Besr:itigung der Bcdrohung - nichr nur 
a~~rcr {ci_n Vernicken der Lampe), sondern auch innercr (Vcrlust des 
Gleichgcwiclus) - isr, so scheint mir, auch in \X'eirhases Beobichcung 
crkcnnbar, .. Das N,1ch_denklichc. ja Bedcnk/ichc, gcborcn aus dcm \'i'i1 

s.en um die Moglu.:hkcu des \'crn.ickrwcrdcns- und dcr SrOrung dcr ahcn 
o rd

nung, ze•gr sich am Gc-dicln.mfang in eincm etWJ.S vcrlanpamccn 
lcmpo.M \\C:nh:ise 196- S. -....1). 
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Albrecht Holschuh wehrt sich vehement gcgen Inccrprctati­
men. laut denen nur die Lampe selig sci, dcnn es ,,vollbringt bci 
~forikcdielcisnmge in Betrachtcr,dcrin \X'ortcn ein Kunstgcbild 
dercchten Art schafft .... Am Anfang ist die Lampe bloss schOn 
und ohne Wirkung. Dann tritt der Mensch ins Gemach und gibt 
ihr <lurch seine Sprache Lebe n. \Xlenn am Ende das, was schOn 
·,t. \Clig in ihm selbst scheint, bleibt zwischen dem kh und dem 
1prachlichcn Kunscwerk kein Umerschied~ (Holschuh 1991. S. 
591\ Der Behauptung, die SchOnhcit geni.ige sich, wie alles GOtt-
1,hc, ,dhH, hale Holschuh emgcgen: ,.Nein: ohne ~lenschen 
keine GOrrer~ .,DaB Generationen von Liceramrwissenschaftlcrn 
bc:im Besprechen von .,Auf eine Lampe" die menschliche H.ilfte 
mnachlassigr habcn, hatte ... zwc i Griinde .... der bedcutcndere 
Grund, befreit sich das Kultur-Esrnblishment nur zOgcrnd von 
ciner memchenunfreundlichcn Kunstauffassung. Auch hcurc 
noch imjahre 1991. Anm. d. Verf.) wirkt dcr Glaubc an das au­
rc-ome Kumrwerk als Rcchcfcrrigung for die Gehcimnistr3.gcrci 
eincr Kulturpricsterschaft~ (Holschuh, Wt'm ltuchut, 592: Zwar 
111 m den lnterprerarioncn Staigers und besonders Heidegger-., 
abc:r auch in denen Spitzcrs cine priesterlichc Haitong z.u erkcn­
ncn. Doch nehmen nicht nur sic, sondcrn cine Vielzahl europii• 
ischcr lntellektueller der crstcn H:ilftc des 20. Jahrhundem cine 
prirncrliche Haltung als Trager cincs au8ergcw0hnlichcn und 
.m~hcincnd magischcn \X/issens ein. Holschuh kritisicrt die In· 
1crpmen. die die Auffassung vom auronomcn Kunsrwerk \·errre• 
tm, geht 1edoch nicht der Frage nach, ob <las Kunstwcrk in der 
\loJcrne nichr Anlass for cine der:i.rtigc lnrcrpretarion gibe. ob 
die Reflexion, die er stichhalcig kritisiert, niche dcr kumdcri~chen 
Form cnnpricht, wie sie sich im 19. Jahrhundert in Europa her• 
amhil<lere und cntfalrere. Mir andercn \Xlorten - ob die modcrne 
Kun\tform nichr Auronomic und Sakralisierung anstrcht. Rolf 
Sell 1ann folgt Holschuh und erk!J.rt ~ogar noch nachdruckli, 
l. r, d.a\\ die bisherigcn Lesartcn des lctztcn Verses fahch ,ind. 
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,.Aufeine Lampe" sci kein Pliidoyer furdas auronome Kunstwerk, 

sondern genau das Gegenteil: es gehe um die Subjektivit:it der 

isrhetischen Wahrnehmung, die sich als objekrive ausgebe (Sclb­

mann 1995, S. 593-595)Y Die lnterpretationen von Holschuh 
und von Selbmann, vcranschaulichen cine unte rschiedliche Hal­

tung nichr nur zu ,,A uf cine Lampe", sondern zum poecischcn 

Text i.iberhaupr; sie rcsulrieren aus der veriinderren Oenkweisc in 

den letztcnjahrzehnren, sich mir Uteratur zu beschiifrigen. Den­
noch gcwinnr man bei beiden Aurorcn den Eindruck, dass das 

Kunstwerk keiner Kritik unterliegt, class das Herangehcn an die 

Kunst nur hermcncurisch-affirmariv scin kann. Oicse Position isr 
abcr den von ihnen kritisierten fri.ihcrcn lnterprerarionen glcich. 

V 

Fiir das sehene \X1orr Lusrgemach gibr Grimms \XfO rccr­
buch folgende Erklarung: ,,gemach, in dem man zur lust weih~ 
(G rimm 1991 )""~ Emmals belcgt ist ,,Lustgemach" bei Adam 

Olearius in seiner bcarbeirercn Obcrscrzung des ,,Persianischen 
Rosenthals" von Saadi. .,Lustgcmach" ist im Sechsren Buch, Erste 
H istoria anzurreffen. Hier gcht es um das Gleichnis cines srer­
benden Altcn, der, obwohl hundertfiinfzig Jahrc air, bedauert, 

class er einige Gerichre der Tafel seines langen Lebens nichr noch 
I anger genie Gen kann. In der Erz:ihlung kommr das Wort ,,Eiwan­
vor, das Olcarius mit ,.Lusrgcmach" Uberserzt und cs, um es den 
deurschcn Lescrn naher zu bringen, mir cenaculum (Spcisezim­

mcr) vcrglcicht . .,Oiesem [Eiwan] war nicht ungleich der RO­
mer coenaculum~ Einige Zeilcn weiter erliiutcrt dcr Auror, was 
Sandelholz bedcurct und wofor cs im Orient ,,erwendct wird. 

" Anschcincnd lastet :aufSclbmann cine dcut.schc Tradition, die cr-iuf 
rc,·olt111on;!;rc \\'ci.se .11bzuschaffen sircb1. 
•

1 Ebcnso ,.Em Lustgcm.11ch ist cin bcqucmcs Zimmer mu Ben, m dcm 
man sich aufhiailt um lusn·ollc Dmgc zu mn~ (Deut.schcs Seminar 200... 
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Olwius 1660, S. 123-24)~~- Der Kontext, in welchem ,.Lust­

gcma,h" aufi.ritt, kreiert eine Atmosph:ire oriemalischer Exotik 
'da~Altcr des bctagtcn Mannes, die Spe ise n des Lcbens, das San­

delholz), die gleichzeitig mit dcr fiir den eu rop:i isc hen Barack 
charakteriscischcn Syn:ischesie vcrbunden ist, wie auch mit der 
Erweiterung der Kennmisse und des Einfiih lungsvermOgens dcr 

EuropJ.er in Bezug auf den Orient . .,Lustgemach" gehcirt zu den 
zweigliedrigen WCmern, die im 17.- 18. Jahrhunden for Raumc 
mwendct wurden, in denen man sich divcrser sinnlicher Geniis-
1e erfrcuen konme. \X'ortc wic Luscraum, Lusrhaus, Lust~chlos~, 
Lmtgmen, Luscwald , Lustpa rcie oder Lustort iiberwinden niche 
die Zeic, sonde rn die Zw:ingcn unterlicgcndc Lebenswelc, in der 
Angste und Sorgcn hcrrschen. Oiesc Wortc erzeugen Bilder cincr 
diffmen, doch ersehncen \'<felt , unabh:i. ngig davon, ob sic for per­
sischc Luscgem:i.cher, chinesisc he Landschaften, for Neapel oder 
abgNhiedene barocke SommerschlOsser, Pavilions oder Garren 
1·erwendec wurden. Die Exocik impli z ierc Ferne, gcografischc 
und kulcurdle; sic dri.ickc die Sehnsi.ichce der Europ:i.cr, am Ende 
des 18. und in der ersten Halfte des 19. Jah rhundens nach c:incm 
\t'rhalcnis zum Genuss aus, da ss in ihrem cigencn Milieu n1chr, 
andmwo jedoch als imagin:i.r durchaus mOglich war. 

Lustgemach kann jedoch auch jc:ncs Gemach der Lusr bcdeutcn, 
inJemftirgewOhnlich das Ehebett stand {thalamos)- cine t'> fctony­
mie ~wohl fur die Sexualit:i.t, als auch fur den Ehebund sclbH. "Auf 
cine LampcK verbindc:t den imagin:ircn Orient und das europaischc 
Anefakt. Das \'<'ore, das das Arte fake bezeichnet, ,.Kmmgebild", \·er 
mmdt ~ wohl ecwas Organisches, als auch ccwas Kunstvolle<,, aber 
cbenso auch oricntalische Pracht. G rimms \'vcircerbuch gibt ciner­
~lh \Cine Verwcndung bei Herder an, die den Muskc:laufb:m ,ll\ ein 
1·erffochtencs Kunscgcbilde aus Fasern besch reibt, und andercrseit\ 
die Verwendung bei Schiller, die auf den Orient verweist. In der 

~band des mir zuganglichen Exempbrs stand 165·1 J.I\ 

~ .c:mung~iahr, auf der Titdscite JCdoch Anno il.1DCLX. 
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,,Braue von Messina" (1803) beschrcibr Don Manuel die pr:i.chrigr 
gegensriindliche Armosphiire eines Basars: ., ... wo die :-.lohl"C'n zum 

Verkauf / Ausscdlen, was das Morgenland erzeugr / An edelm Stoff 
und feinem Kunscgebild~ {Schiller 1965, S. 849-850; v. 812-45·, 
Zur natiirlichen Kunst der Narur in der Bedeucung \°On .,Kunstgc­

bild" {Herder) kommc die meisrerhafi:e Ferrigung von Gegensta/1-
den: dieeinen sind antik, wie die Leuchcer, die Goethe in Ponicisah, 

die anderen ungcwOhnlichcr, weil exocisch. Und ~omit vmchmelun 
nati.irliche und kulturdle Eigenschafi:en (Antike und Orient) mitei­
nander in der Gestalt der Lampe und, was entscheidender isr, in der 
Gestalr des ,,Kunsrgebilds der echren Arr". Das Gedichc erzeugc ein 
heterogenes Bild des Klassischen. 

Vergleichbar darnit ist die Verwendung .,Lustzdt" im mren 
Tei! von ,,Peter Schlemihls wundersamer Geschichte" (1813) rnn 
Adelbert von Chamisso. Das \X/orc steht in einem Konrext, in dem 
die auf spekrnkuliire \Veise aufgetauchten Oinge sowohl der euro• 
p.iischen Moderne, als auch dem sinnenberOrenden Oriem ent• 
Stammen: englisches Pflascer, ein Fernroh•6, ein golddurchwirkm 
tiirkischer Teppich und .,drci Reitpferde, ich sage Dir, drei schOnc, 
gro!Sc Rap pen mit Sattel und Zeug" Die Handlung spidt auf einem 
Hiigd mic Rosenstriluchern, von dem aus der Ozean zu sehen ist. 
Der Hiigd, das Tai, der Rosenhain und die Verletzung der schOnen 
Fanny an den Dornen kOnncn sowohl auf das Bild der Rose in Eu· 
ropa bezogcn wcrdcn, als auch aufdas, was die Europa.er in dcrm· 

ten Halftc des 19. Jahrhundercs als Orient bcgreifen. Das Zdr wird 
Uber dcm Tcppich aufgespanm, mit dessen Ma!Sen sein Grundris) 
Libereinscimmt; das so emscandene Bild crinnert an cine oriemali· 
sche Miniatur (Chamisso 1975: 19-21). 

Um den Gcdankcn von Luse und Erocik zu umermauern, w:irc 
noch zu crganzen, dass der Mikrokomexr des Verses ,,Die Sch6nc 
blcibr sich sdbsc sclig" aus ,,Faust" zwei Arten weiblichcr S,hOn· 

"'. Du fur .Fcrnrohr" \'Crv.-cndcrc Worr ist h1cr Dollond, bcnanm n~ch 
~cincm HcrndlcrJohn Dollond (1706-1761). 
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hei1dnander gegeniibersrellr: die eine ist ersrarn, ohne Leben, die 

.ndere,mitunwidersreh\icher Anmur, voller Viralir:ir und Lebens­

freude. Der erste SchOnheirsryp, der sich selbst selig ist , erwec kt 

Aooziationen mit der Leblosigkeit einer Statue (ein sta rres Bild ). 

Es ware unbegriindet, so wie auf die Verse 7399-7405 aus dem 

,Faust" bezogen, auch bei ,,Auf eine Lampe" nur von :isthetisch 

rmpfondmer Sch6nheir zu sprechen, die bar jeder Erorik ist. Es 

gibt einige Inrerpretacionen, nach den en das G cdichr eine gew isse 

Ermik birgt. Die Verfasser sri.itzen sich dabe i sowohl auf eine Tex­

unalyse, als auch auf den EinAuss der altgriechischen und r6mi ­

schenDichcungaufM6rike. (Selbmann 1995, S. 595 - 97)47 M Orike 

bmh:ifogte sich forcw:ihrend mit antiker Dichcung, er i.iberserzre 

oder hearbeircce schon vorhandene deursche Dberserzunge n, ver­

sah sie mit Anmerkungen und Vorworcen. Die Anrholog ie ,,Clas-

1ische Blumen!ese" erschien 1840, die Dberserzungen Anakreons 

1864. (Mo,lk, 1970, S. 830~940)" 
khsehe keinen iiberzeugenden Grund , nur eine der mOglichen 

lkdeurungen auszuw:ihlen, seien sie nun lexikalischer oder kulrur­

g~schichtlicher Natur, ich beziehe sie lieber gleichzeitig in meine 

Uberlegungen ein . Aus diesem Grund ist, kurz gesagr, das vo m 
.Lustgemach" erschaffene Bild der Lust und der Erorik {un )kJ as­

iisch, ausgehend vom Klassik-Verst:indnis d er zweiten H alfte d es 

18. und der ersten Ha\fte des I 9. Jahrhunden s. D as Gedicht ,,Auf 

eine Lampe !asst uns das KJassische a.ls Ergebnis e inc r modernen 
Biindelung und Vermischung zweier Richrunge n d en ken - auf de r 

einen Seite haben wir die Tradition, d ie von der europ:iischen An­

tik.e kommc, und auf der anderen die orienralisc he Exorik, die for 

einen Tei! Europas (einschlielslich D eursc hland} im gesamten 19. -R. Sdbmann vercricc die Auffassung, ,,Auf einc Lampe" sei crotischc 
Dichcung. 
,. Chronologie und Kommcntar zu t,.{orikes Bcschafogung mic dcm 
Schlffen alcgriechischer und rOmischer Dichter s. Unge r I 9'70, S. l 5 l ­

l59. Ebenda zur ,,Amhologia graeca~ ( 152- 1 53). 
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Jahrhundert akrnell war. In bciden Fiillen ist .,Lu,cgemach" jedoch 
ei n Raum der Li:iste. Oas Klassische ist ex-zentrisch; der Raum. in 
dcm die Lampe .,scheint", ist (au8er)europiiisch.~9 

Nie ht zuletzt zeigt das Bild der Lampe in dem Gedichr die \'cr­
hiiuslichung dcr Klassik, die \v'andlung ,,om Sciidcischen und Hcroi­
schen zur Melancholic und Yerzierung {die sch6ne Lampe, an lcich­
ten Ketten zierlich aufgchangen, schmUckt ... ). Die Lampe gchon 
kompromisshafr zur kJass ischen Kunst, denn es umgibt sic ein "Gm1 

des Ernstes", der jedoch keine Strenge beinhalter, wie cs das klas.1 
sche Ideal verlangcn wiirde. Das \Visscn um die klas.sische Am!U. 

abcr auch um die Lust an ih rer gegemciindlichen Nachbi!dung 111 

zu einem \X'ert geworden, den die gebildcce Schicht in Ocutschland 
miteinander teilte. Der M::irkt anriker und anrikisiercnder Gcgcn• 
st:i.nde und von Kopien antikcr Funde in unterschicdlichcr Gri:ibc 
(rne ist aus Gips, aufgrund seiner M:uerialeigenschafi:cn und des er· 
schwinglichen Prei~es) unrersti.itm: die beschaulichc und indi\idu• 
ellc Begcgnung und Aneignung von verschiedenen Elemenren dcr 
Antike. In einem Brief an Luise Rau vom 10.- 11. Oezember 1831 
schreibt 1\!0rikc: .,Es (Goethes .,\X/ilhelm Meister~, Anm. d. \'crf.' 
setzt mich wunderbar in Harmonie mir dcr \X'clr, mit mir sdbsr,mi1 
Allem. Das, di.inkt mich, ist das wahrste Krirerium eines Kunsmcrh 
Uberhaupt. Das thur Homer und jedc Anrike Statue. Eine gure Gips· 
figur mms einmal in unser Zimmer, <las sag' ich Dir~ (MOrike 19S). 
S. 239). Das Bild der Lampe verminelr das Erlebnis des Klassischrn 
in geschlossenen, i.iberwiegend privatcn R:iumen in der Mimdcs 19. 
Jahrhundcrrs. In dcm Moment, da man cine ma8.srab.svcrklcincnc 
Kopiedes Parrhcnon, des Diskuswerfersoderder PallasArhcnehabcn 

r inc Jndcrc lmcrprctation des \Xloncs .. Lustgcmach~ dcucct cs al1 
Fc

5
c und T;anzsa.1.I. .,Saa l in cincm mcist groRcn J l:tus, wo Fc~1c, Tanrc 

\'Cr.rn~talrct wcrdcn'.' Oicsc Bcdcutung bnn ehcr :mf die lmcrprcca11 
ncn Staigcrs und Heideggcrs bczogcn wcrden, auf die Sehnsuchr nach da 
vcrg;ingcncn Zcit. 
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re,ge-.cllte sich zur monumenr,tlcn und Offcndichen Dimcn\ion 

d" Kla1,i,,hen das Familia.re und Gcmi.1tliche, doch liegt in bcidcn 

F.llcn ein historisches lnreresse vor. Die Stamen sind zu Statucttcn 

gcworJcn. Die Smucttcn aus hellcnistischcr Zeit passen jedoch voll 

lommcn 1.um hauslichcn Raum und Gcschmack dcr Biedcrmcicr­

Ult. \lie Jcm Angcboc von Kopien von Statuen unterschiedlichcr 

ql(Xhcn Jcr Anrike ,.Yerhalt sich" der l\larkt .,hisrorischer'' al, die 

iChnsu,ht"olle Idcalisierung der Anrike als heiliges ~faB, eim.igar· 
r~i: H.umonie und klare, oder appolinischc Heiccrkcic. Oie\e~ Bild 

00 :\mike iSt nur mOglich, wenn man zidgcrichtet vcrgisst, {ta~~ es m 

der :\mike auch das Gegenreil c!cr genannten Charakteri~tika gcgc­

bcnhat, und dass ihrc kukurdle Geographic die des Mittclmecrs i\t, 
uneinheitlkh und mit widersprikhlichcn Tcndenzcn. 

Da, private Erschlicgcn der ancikcn Klassik <lurch Bcsitzcn vcr­

!cihtdcn Gegcnscanden cine iisthetischc Funktion, die siezm·or niche 

Dru.Gen. Die Asthetisierung des Gcgcnstandcs konmu dadur,h zu-
1undt, da.~~ dieser Uber den Rahmen dcr rcalcn Kommunikatiom­

bhungen, indcnen er (in dicscm Fallc die Lampe) cxistien ham:, 
hmau, gctragcn wird. Die Asthetisierung machc den Gegemtand 

zu cincm Museumscxponatso, wodurch die \X'ahrnehmung de, Gc­

gcn,tandes auRerhalb der Zeit vcrstarkt wird. Der Gegcnstand wird 
uber die Unsichcrheiten und \'{/andlungen dcr Geschichte hinweg 

lllr Kla~\ik crhobcn. Diese Tcndcnz., kUnsderische, historischc und 
\~curgcgenstfodc Offcndichcn musealen oder in privaten Sammlun­

ga 1.lh,unmenzuStcllcn, wird ab dcm zwcitcnjahrzchnt des 19.Jahr• 

hundcm in DeutSChland offensichdich. Der Gcgenstand in ,.Auf 
C"'.'IC U.mpc- ist zu cinem Artefakt gewordcn - schOn und sich \db\t 

Jgend.'1 

E~hen Verfahrens - der Enrfremdung eines (mciH) all 
uglichen Gegenstandes von se iner Funktion - bedienre sich Fnde llcr 
l9SOcr und in den I 960er Jahren die Sp:itavanrgarde, nur mit entgegcn· 

gtSttmm Ergcbnis - dcr Enrlsthetisicrung 
Suunnc Aicgncr nimmc cine l...'t.lrze, doch ;iu8erst imerc,(amc An.a• 
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Fliegner siehr die kulmrhist0rische Tendenz, GegensrU!dcn 
verschiedener Art Museumsstam~ zu verlcihen, in der ldyl!e J)a 
alee Tmmhahn". Die \'Vetrerfahne in Form eines Hahns wird nJCh 
hunderrunddreizehn Jahren Dienst abgeserzt, doch ,·om Pf.um 
micgenommen, der ihn auf den alren Ofen in seinem Arbeimim­
mer srellt. Das neuc ,.Lebens"-Umfdd desTurmhahnsgewahnihm 
Sd1Utz vor den au Beren Gefohren und weisr idyllhche (ahistori­
schc) Eigenschafi:en auf.S2 Spacer erhalt der reale \\,.,.merhahn, dem 
die o.g. Idylle gewidmer isr, auf regclrechr magische W'eise gleichtr­
maBcn den Status von Ewigkeir und von cinem gedruckcen Bild. 
MOrike nahm den ausrangierrcn Veteran mir in seine W'ohnung, 
brachre ihn 1866 zu eincm Forogr:ifcn und verschickre danach 
die Forografic als Visitcnkarre. Als modcrne Erfindung nimmt dit 

Forografie durch die Vcrvielfaltigung zwar die Einzigarrigkeit fo 
\Xlerrerhahns, doch besr3.cigr sie zuglcich mirrels der visucllen Form 

das Althcrgebrachre des Gegensrnndes. H eme befindet sich dcr 

gHickliche \\7enerhahn im Schillcr-Narionalmuscum Marbach, iit 

also im buchsriiblichen Sinne zu einem 1\fuseumssti..ick gewordcn. 
(FJ;cgnec 199l,S. l93- l94) 

Von privaren R:iumen auf das Nation ale iibertragen, solltn die 
iisrhetischen Eigenschafi:en das Bild soz ialer Harmonic crzeugcr.. 
welchcs seelischc Behaglichkeit vcrmittelr und KonAiktc btm.Ul· 

telr. So wird cine konRikcfreic nationale Idemitiit m0glich. Im 
Unterschied vom privaren Riium, verliissr dieses Bild jcdoch llli 
.. Reich der SchOnhcit" und wird zur Idcologic, zu cincm lnstru· 
menr bcstimnucr lnrercssen und bcstimmrcr potent idler oder w 
siichlichcr Macht. 

ly\c von .. Auf cine L,mpc· ,·or, und zwar unrcr dcm Aspckc <lcs Vcrhih 
nMc~ von_ Kunscgcgcnsund und lndu\triccrzeugnis. fhrc Smdic po\icio• 
nien Monkcs \\?erk linter den vcrschicdenen Formen von kllnsdcfr;cher 
Gnclligkei_t und ku,mbezogcncn 4l1GerberuAichen T:irigkciten in dcr 
crne~ H1lftc dc5 19.J,hrhundcrrs: Fl1egner 1991, S. 192- 193). 

Zum Vcrh;ilrnis von ld~·lle und Geschichte in ,,Der alrc Turmhahn" 
s. Andreu Bohn im ,\fOrikc-Handhuch 2004, S. 150-152. 
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Some interpretations of"Auf cine Lampe," MOrikeS mosc frequently 
mterprcted poem, ra ise the literary work to chc rank of a sacred 1cx1, and 
the intt'rprett'r to rhe role of a priest, a possessor of sacrt'd knowledge 

In favour of another position I try ro substantiate the insr:ibility in che 
famp's classic form and co discuss the social function of tht' classic form 
•Auf eint" Lampe" leads us ro reconsider rhe classic as a rt'sulr of checon• 
necrion and inc_ermingling of two directions Modern ity m:tkt's, che one 
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EYE AND LIGHT 

THE SHORT STORIES OF EDGAR ALLAN POE 
IN THE CONTEXT OF PAINTING 

I. 
REDON'S EYE 

In 1882, Odilon Redon published a series of lithograph!. tided 
A E.d,g,1r Pot. The work of this graphic artist and painter - known 
~ the "French Blake~ and admired by both the representatives of 
\\mbolism and surrealism - is distinguished by an atmosphere of 

mceminty and mystery, a visionary power, and even a hallucin,l· 
mry imagination. Monstrous crcarures in starkJy poor spau: taken 

1 pcr\pcccivc, extraordinary, beyond the rationali~:uion of rd.1 

tion~hips between objects, disturbing the pcncrration of light am.I 
Judow, and the ubiquitous black, whose hues seem co opales1.:c 
ihe artist likes to apply different types of charcoal) - .,re hallmark\ 
Jf the Redon stvlc. Characteristic of rhc author DimJ le Rfrr muH 

bt considered ;hove all to be th e presentation of the eye, whi,h 

t the form of an oneiric phantasmagoria. Herc we find among 
ithm an eye-aste roid, wandering between heaven and the empty 
>nzon, an eye-balloon Aoating in che sky and an eye-Rower -.ink 
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ing, eyes wirhom eyelids, somerime~ just encircled by eydashe,;,and 
oddly decorated with a poppy head, a lonely onc-ered planet and 
distorted in rhe grimace of a di.'iturbing smile of Cyclops, which 
rises to rhc top of his sole, disproportionately large pupil; among 
there are: a vicious eye, hazy melancholy, and penctraringeyes~.JJ· 
ing, eyes turned heavenward, as ifAeeing beyond the bordersofthr 
visible world, and che hypnotic eye "actachedn to the \'iewer'. 

On Rcdon's "black paintings" the eyeball is always ,ingul.u 
and unreal (usually an auronomous emiry, as if it were lilxrmd 
from its beholder), it marks the direction toward that whichdcfo 
perception, a dear, one might say - categorical "swing toward tran• 
scendence~. From rhe ponfolio devoted to Edgar Allan Poccomn 

a lithograph tided 'lbt! Eyt! lilu a strangt! b,,floon Jfo,lling tou.1nh 

infinity {see picture No. 1), interpreted as an expression of willing• 
ness co enter unexplored areas of rhe imagination. 

Researchers see rhe sources of inspiration for this unprecedent 
ed work primarily in microbiology and pathomorphology. in the 
famasrical apparitions of Francisco Goya and in nineteemh-cem1.10· 
literature, especially in Poe's romantic writings rranslated into French 

by MallannC and Baudelaire. Ir is bdie\'ed that the work ofOJ~on 
Redon did nor refer directly to the legacy of Edgar Allan Poe, bur 
rarher only follows its climate in its own way. The world-renowned 
art hisrorian generalised this issue, saying rhey are rather Killusr:r.ui,'C' 
poems~ which "evoke the macabre, hallucinatory world of the poet•; 

The motif of the eye in rhe worh of 0. Redon ais wrimn about 
br i\l. Poprz~cka: lnne obmzy. Oko, u.-id::,eme, ;uul.:

11 
(Od Albmirga 

do Dudump.1), Gda,hk 2008, p. 54--81. I gleaned a Joe of 1-'aluablc 
anformacmn from this work; howcl-'cr, rhe ;i.urhor docs nee deal wich th~ 
lircrary imp1r;i.tions of the J.rtist\ work. For this subject sec: D. Gamboni, 
~

1 
plumr rl Ir pmcrau. Odilon Rrdpn rt h, /i11&.uure, Paris I 989; A.E. 

: filler, /,lier.try ,ind p1e1onal souru; m thr graphic U'ork o/Odi/on R1Jo,,, 
The Bur!ingron .\fagazm~ i-f6, No. 1213 (April 200-i),p. 23➔-2-12. 

p. 62~-\\ · Jamon, Huion,, ruul.:i, rra.ns. i.;i..J. Wicrcinska, \XJ~aw 199) 



lhi5opinion needs clarification. Firstly, besides the intuitively 
recognizable kinship between the climate of Rcdon's artistic work 
md 1hc atmosphere of Poe's literary works of art both artistic vi• 
1.onscombine the occurrence of a unique status and a special way 
co dmlop the theme of the eye. Secondly, chc aesthetic homogc· 
nciry which characterizes the French painter lithographic cycle is 

ra~hcrdifficulr to assign to the legacy of Poe: the auchor of The F,,l/ 
~ltht Ho11u of Usher, known primarily as the creator of grim talcs 
ofhorror, also wrote successful songs of another kind, including sa· 
urical and humorous. Incidemally, he was guided then by an edgy 
parody,even in his own ideas3, which refers to a certain extent arris· 
tic concepts related ro the issue of wider perception {its limitation, 
~d \pccific hypertrophy), and other topics implied by some form 
ot textual realisation of the theme of the eye. For these reasom, it 
k:ci ~ that after analysing the ways in which Edgar Allan Poe ex-

\! Palmowski, Jak n,lpisat b/.,cku•oodowski artykul, ,::.:,Ii Pot j.,ko 

141)'1 k Tchmali.1 2009, No. I. p . ...,3-82. 



_18_6_~ 

ploired rhi.1. characreri<.tic motif in hi<:. work, one can rea\onahlyn• 
pect both a deepening of rcAcction on the complexity of rhe nork 

of chis excellent writer, as well a\ a highlighringof some of nuances 

ofirs rich and varied arti~ric receprion1. This ~ketch fonhernnone 
very import:tnt aspect of the problem: chc coexhrence next coeuh 

ocher in many works of the American writer of eye (eye,\ motif) 
and light. 

2. 
"THOSE SHINN ING, THOSE DIVINE ORBS!" 
OR PENETRATING THE MYSTERIES OF THE 

OTHERWORLD 

Edgar Allan Poe's \horr story tirled Liget,1 ( l 838) is bmJ 
on the most b.1sic, yet lllOH puzzling contradictions of hum• 
exiqencc: love and hare, human will and the relcntle\~ decrw 

of deHiny, life and death. Generally speaking, the rhythm of the 
narrative and the irrational logic of chis dark ule define rhc op, 

posirion between ignorance and iniriation. which i~ expre~cd in 

rhc imager y surrounding the rhemes of (noc)seeing, darkness and 
brightness. 

The very beginning of the work emphasises the issue ofig· 
norance (1 cannot, for my soul, remember how, when, or C\'Cn 

precisely where, I first became acquainted wirh rhe l:tdy Ligeia •, p 

167)5 - the firsr-pcnon narrator iniriares a series of commenri on 

The work or no_ nincrcenrh-century writer enJoyed perhaps mch 
popubrny ;i.mong artms a\ did the work or Edgar Allan Poe. One could 
menuon such artists as: Odilon Redon, Alberro Martini, Gamno 
Prev1.1ti. W'illiam Degouvc de Nuncques and Francikk Kupb. For 1 

discus\1on on rhc artistic reception or the writer's legacy sec: Burton R 
Pourn. Por 111 Art, Opn'll and D,mu, fin:} A Comp,mion to PoeSmd1r, 
Lnc :;I Carl\on (ed.) .. Grc~nwood Publishing Group: 1996. 

fragrne11t\ of Pocs work arc given according ro the following 
publicuion: E.A. Poe. lbr Compluc l/1,wratrd StoricJ ,md Porn1 
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Jmoreorless peculiar limitations of his own memory. From the 

pct1pWi\'e of this sketch, the most importanr figure is the hero­

e of che tide story, who appears to the narrator as a person ex­

uding an aura of unusualness, extremely smart and distingui,hed 

bi-1he"che beauty of beings either above or aparr from the earth". 

ligeia\ ontological status is not fully clear. This also applies to 

rhe heroine's earthly exim:nce, that is, the period preceding the 

;omem when - contrary to the unbridled lust for life she will 

till co chc categorical call of death. The loving husband, ror.1II) 

ali,orbed by a passion for metaphysical investigations, is ,1mazed 

b~· the ~ilent, ghostly appearance of his wife ('1 was never made 
JWMeofhercntrance into my closed st udy, save by the dear nrnsic 

of her low sweet voice, as sh e:: placed her marble hand upon rny 
1houlder", p. 168). In fact, only one feature of Ligeia revc;-ils itself 

t the nam.cor's consciousness in full clarity, even though he can­

not fathom ir, nor find an adequate word for it - rhc wonderful 

:id scary yec at the same time inhumanly beautiful eye\ of this 
11,·om.in: 

For the eyes have no modds in the remotely antilJUe. 
It might have been, roo, chat in these eyes of my beloved 
lav 1he secret to which Lord Verulam alludes. They were, I 
m·usc bdievc, far larger than the ordinary eyes of our own 
race:. They wc:rc: even fuller than the fullest of gazelle eye, 
of the tribe of chc valley ofNourjahad. { ... ] The hue of thc: 
orb) w~ rhc most brilliant of black. and, far over them, 
hungjcnv lashes of great length. The brows. slightly irregu 
br in outline, had the same tint. The ·~rrangeness', however, 
which I found in the c:yes was of a nature distinct from the 
formation, or rhc color, or the brilh:mcy of the feanue,, 
and muse, afcc:r all, be referred co the v:preJsion. Ah, word 
of no meaning! behind whose va~r latirnde of mere ~o~md 
we imrench our ignorance of ~o much of the sp1nrnal. Oie 

~ ellor Press, London 1994. 
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expression of rhc eyes of Ligcia! How for long houn h1ve 

I ponducd upon it! How ha\"c f, through the whole of a 

midsummer night, srrugglcd ro fathom it! \X'har was it­
thar something more profound rhan the wdl of Dcmocri­

rus-which lay for wirhin rhe pupils of my bdo\'cd? W'ha1 

was ir? I was possessed wirh a passion t0 discover. Those 

eyes! those large, those shining, those divine orbs! they be­
came to me twin stars of Leda, and I to them dc\"Ouccst of 
asrrologers (p. 168- I 69). 

Poe in some way exceeds in rhi~ srory an ancient literary morif 
that appears in Cicero and Lucretius, and captures the eye as the 
"window of the soul", a cool for mental and spiritual expression. 
Ligcia's eyes arc like telescopes open ro the ca\'crnous depths of the 
cosmos, which conceals the Mystery - inscrutable and non-human, 
evoking a burning desire for knowledge. The plot, like the symbol· 
ism of space and colour, indicates char the object concerns, above 
all, the relationship between life and death. 

Particularly noteworthy is a cerrain feature of one of Ligeia'3 
eyes: it is characterised as being able to reAect (emanate?) light. The 
narrator dreams of the "glittering blackness" of rhe pupil ('The hue 
of che orbs was the most brilliant of black"), admired their bril­
liance ("the radiant luster of her eyes") and repeatedly calls chem 
"luminous", "brilliant", "shining". These terms are not merely a 
manifestation of fascination wich the dazzling beauty of rhe worn· 
en or ordinary exaltation. Some parts of the !.tory irrefutably pro\·e 
that the amazing shimmering eye of the tide characrer cakes on a 
symbolic dimension; it becomes as jg n O flight. In the view of 
the narrator the glow of Ligeia's pupils dis!.ipates che gloom obscur· 
mg the road that leads co achieving the highest wisdom, forbidden 
to man. Therefore, the death of the heroine_ rhe closing of(rhm 
eyes condemns his consciousness to wander in rhe darknesso(chc 
"rramcendental labyrinth": 
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I mv not then what I now clearly perceive, that the 
acqm,itions ofligeia were gig:mtic, were astounding; yet 
I Wli sufficiently aware of her infinite supre mac y co re­
sign mysdf, with a child-like confidence, to her guidance 
1hrough the chaotic world of metaphysical investigation 
at which I was most busily occupied during che earlier 
~·cm of our marriage. \X'irh how vasr a triumph-with 
how ,ivid a delight-with how much of all thar is ethereal 
in hope did I fea, as she bent over me in studies bm liule 
sough1-bm less known,-chat delicious vista by slow de­
gru~ expanding before me, down whose long, gorgeous, 
md all untrodden path, I might at length pass onward to 
the goal of the wisdom too divinely precious not to be 
forbidden! 

[ .. )Without Ligeia I was bm as a child groping be­
nighted. Her presence, her readings alone, rendered \'iv idly 
luminous the many mysteries of the transcendemalism in 
which we were immersed. \'Van ting the radiant lustre of her 
C)'C'i, lcucrs, lambent and golden, grew duller chan Satur­
nian lcad (p. 1-0). 

Bya~sociating with each other motifs of light and the eye and 

maxing them carriers of the metaphysical connotations, Poe's work 
11consisccnt with the tradition initiated by represenratives of Eu 

ropcan painting from at lease the l::ite Middle Ages. le represent'>, 
miongothers, che work of Albrecht Diirer6, who con,iscendy U\ed 
1n the repmentacions of che human eye some specifii.: forms of 

gluming and light reAecrions {especially reflections of the eye in 

the sh.i.pe of a luminous rectangle), combining in hi, worb nam 
r.i.!Mic tendencies (the desire to obtain the effect of illmion' with 

tho1e of )ymbolic thinking (referring to an interpretation ~f d,,n_· 
/.tj through theological aesthetics). For example, in Selj-pormut 

lncidem.i.11\', DUrer. next co Leonardo d.i. \'inci and Rembr.1.ndt, 
hdringcd 10 a g~oup of arcistS and thinkers admired and eagerly in\'oked 

b, Odilon Redon. 
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( I 500) in i\ Iunich, in which the artist styled his face in the tradi­

tional image of Christ, within a lie spot in the left: eye a cross i1 
drawn; the mystic symbol of salvation". 

In the case of Ligeia, specifying the symbolic references, which 
would allow rhc symbolism of light and che eye co beset in a spe­

cific ideological or philosophical comexr8, seems quite an impos­

sible cask. This is due ro rhe nawre of che work, which probably 

reAecred in rhe comment of Odilon Redon on che nature of his 
own artistic creativity; "1\lydrawings inspire, bur rheydon'rdefine. 

[ ... J They lead us, like music, roan ambiguous and indeterminare 
world"

9
. There is a lot ro suggest rhac Poe's story stems from a \imi­

lar desire to place the reader in a universe of elusive meanings. Ac­

cording to the diagnoses of European art experts, it was born in chc 
renaissance, it intemified in romanticism and reached itsapogccin 
nineteenth-century symbol ism. 

Ligeia can be interpreted as - lacking the aspect of rebirth, 
but with faith in rhe redemptive power of unearthly love- a maca­
bre variation on the Elcusina myth. This can also be read ro some 

exrem in the conrcxr, extremely popu lar in European Romanti· 
cism, of the ballad about the returning dead, like lmor.r (l--3) 

by Gorrfried August Bi..irger or Uciecz.ka by Adam Mickiewicz. In 
Poe's idea of possessive feelings, which is able to transcend the 

boundaries of rhe underworld, rhere is an assoc iation with the 

theme of Rowena. The second wife of rhe narrator falls victim toa 

See:). Bialostocki, Okno i oko. Realizm i symbo/11.:a ref/ehdw fu·i.itli. 
w sui,u D1irer.1 1 jtgo poprudnikdw, [Ibid.] Symbolt i obmzy w /11•/mt 
s-..hlki, \X'usaw 1982, vol. I, p. 68-85. 

In rhi'i 'i!Ory traces of Plato's conception of ideal reality can be 
discerned (see the section reminiscent of the concept of anan~ncsis. in. 
w_hich the narrator - m the context of considerations about the eye) ot 
'-'.geia - JUxtaposes knowledge wirh remembering). Platonic conception 
of knowl~dge through anamncsi~ i1wolvcs the rrammigration of souh 
~che motif o( metempsychosis appears at the end of rhe scorr)-

~otell: M. Poprzfcka, op. cit. p. -5_ 
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,mious illness; a poison scr.:ping in frorn beyond the grave (in 

:,ron· thcre is mention of drops of a ruby Auid added, perhaps, 

-iinvi1ib!e hand co Rowena's cup) like her "hatred of a demon 

er1han a person~ from the soul of her hated husband. Ligeia 
1 her 1ucccssor are contrasting character~. Tht: heart of the first 

r with the rhythm of a vibranc spiritual life and rhe burning 

..itof pa~sionate love; the other is cold, lisdcss and frightened , 
lbefim ha~ jet-black hair and the same pupils, while. the orhcr 

1 ,!ue-eyed blonde. One may suspect that chc miserable man 

a: unconscious desire to kill his new companion, because he 

1C\ a bridal chamber adorned with Egypti,rn sarcophagi and 
equipped with four-poster bed char is like a shroud. In the de­

scription of the room there are other significanr details. The y re­

bttto the theme of the w indow, which is sometimes interpreted 

rnmbolof consciousness (especially when the window - as in 

,CJ\e - is situated at the top of the tower) 10
: 

The room lay in a high turret of the c:1stellated abbey, 
was pentagonal in shape, and of c:1pacious size. Occupying 
the whole southern face of the penragon was rhc sole win­
d() -an immense sheet of unbroken glass from Venice­

~mglc pane, and timed of a leaden hue, so that the rays 
of either the sun or moon passing through it, fell with J. 

gha~dy lusuc on rhe objects within. Over rhe upper por­
tion of this huge window, extended the trelli s-work of an 
;.ged \"ine, which clambered up the massy walls of the tur· 
rct. The phamasmagoric effect was vastly heightened 
h} the artificial imroduction of a strong cominual currem 
if wind behind the draperies-giving a hideous and une2sy 

The importance of this is motivated by an analogy between the shape 
t"itto ·cr;ind the human figure , sec:J.E. Ci rim, Diccionario de.um~o/os. 

entry: window. For other imcrprctations of rhc symbolism of thl\ 
U\agl: sec: S. Studniarz, Tmgiczna wizja. Rzecz o 110u·e/iJty<t Poego. 

:unzoos.p.110-111. 
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.ininmion ro rhc \\·hole (p. l-3-1 "''f). 

At the beginning of che description Poe presents a numi>(rot 

objects that share a common trait: they impede the access ofligh1 
(it is nor enough char the only window in the room was madcol 
dark grey Venetian glass 11, it is obscured by a trellis and climbing 
lush vegetation). h is hard ro resist the impression chat the accu­

mulation of themes of chis type serves to consrirute an amichctical 

imaginative connection between images of UgeiaS burning C)o 

and the darkened windows in rhe bridal chamber of her aunMr­
rhy" .rnccc.~sor. The parr of the srory from which l drew rhcquoted 

pass:tge can be read - rhrough the prism of earlier diagnmcs ~ "i 

an allegorical rcprcsemarion of the atrophy of the hero's spiritu•! 
existence after he lost the ability to gaze at the glowing eyes of hi1 
beloved. The will to see again their splendour proves so indomira• 
hie that the foundations of rhe Land of Darkness are shaken 12• 

In the process of producing this type of glass sodium is used ll1 
order to obtain an opaque surface and marerials rhar provide a colour. It 
'l"hould be noted thar rhe window described is in a shade of/cad ( "1111ud 

ofa le,lden hue") - w.hich corresponds to the previously quoted fragmcm 
of narranve. in which the nurator in a similar way dercrminc1 the 
diuppear.1nce of their \kills to delve inro the mysteries of rransccndcm" 
ph,lo~ophy .1fi:er rhe death of Ligeia. 

Ar the cntf of the work rhe narrator, staring at rhc reviving corp1c ol 
Rowem, recognizes an u the object of his desire· Here then al /e,1.,1 1 
d,ne/ud ,1!1md, ,.c,m. / ne11er be mut,11:en-these nr; ;he J,d!, nnd the b/,M ;;i r/,e u ild ere, of "'l most lot'e-efrhe lnd_r-efrhe LAD)' LIGE/A" ,p. 
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3. 
THE EYE- A FALSE MIRROR> 

The c:haptcr de\'otc:d to Odilon Rc:don cited in the introduc­

non of ~bria Poprz~cka's book bears the tide .. Paine only what 

rou havc nc:vc:r sc:c:n" ... n These words express - currently over a 

hundred years old - an opin ion about the visionary character of 
the French artist: that its main feature is considered as a \triving 

for -portraying what exists outside visibility". They can also refer 

to Ligtiu, as in the work the eyes are - from the viewpoint of the: 

protagonist - an inalienable medium rf myst ical experience {the 
experience of the world in a supernatural dimension), and - from 

1he l'iewpoint of the reader - they are a theme in the story creating 

an effect of incredibility. ·n1is is not Edgar Allan Poe's only way of 
exploiting arciscically the them e of the eye. 

The ,\/,in of tht Crowd ( 1840) tells of a man who spend~ hi\ 
time while recovering from an unnamed illness by observing Lon­

donm through a hazy cafc: window. The first person narrator 
lilc: a detective: fluent in the art of deduction (like Dupin and 

ltgrand) - read into the su rface features of realicy a hidden deeper 

meaning. From observing the behaviour of passers-by, their appcar­
illKe. c:xpre\sion of eyes, facial expressions and gestures he draw, 
condu\ions about the occupations, customs and e,·en character,_ 

of mangers. The weak plot some how emerges from the tangle ot 
gL.,c:es. Reality seems to offer no resistance ro the inquiries of the 

"bscrver to rc\'eal their secrets until such time as he fishes our from 
the crowd che figure of .in old man of singular appearance, whmc 

looh and behaviour do not lend themselves to logical interprcu.-

"Paine what you have never see n, and whar you'll ~ever \cc• 
this 1cmc:ncc by li"isun Corbiere, a. poet. cited by ;\hna. Popuick.t 
to determine: rhe purpo~e\ of symbolism, which was a po~uc progr:.un 

ipin JdJp1ed (and - according to the researchers - w1rhom mm.h 
JUC.:css to the vi~ual art\ (/mu ob,;,-:.y, op cit.. p. 68) . 

........___ 
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rion. This event initiates rhe narrator's srnbborn pursuit of the m1~ 

rcrious drifter, underrnken in the hope of identifying him - rhi1 
is in fact the quest for meaning, which places scubbom resistance 

against the inquiring gaze. 
The tide ofJerzy Jarniewicz's interesting essay on a summarrof 

rhe story sounds like the quote from Maria Poprz,cka: Rradu-h.u 
has not been saved1

". However, the analogy j-, apparent, resulting 

rather from rhe similarity in rhc way in which ideas are formed 
than a genuine kinship with their content. Jarniewicz formulat~ 
the rhesis in his study of inrerprctarion, in light of which the main 

theme of the story is basically an obsessive, "inability to accept the 
observed world": a look inro rhe eyes of a gloomy passer-by, which 
is the finale of a strange chase finale, makes the narraror aware th.I! 

rhe stranger's face can never be 'read' for the simple reason tlut 

there is probably nothing in it 'co read' 1S. 

Interpreted in this way, the American work of rhe Roman· 
tic looks like a literary trailer of the intriguing image of Ren( 
Magritte's False t\1irror (Le faux miroir, 1935, see picrurc No. 2' 
The main representative of Belgian surrealism placed on his can­
vas a huge human eye, which insread of expressing expected deprh 
(in accordance with the idea of the eye as a ~mirror of the soul" 
showed the 'background' of rhc omside world: blue sky and clouds 
(This image is sometimes interpreted as a kind of perverse gam( 
with the vicwer.)16 

1
' J.Jarniewicz, Read what you has not been saved. "Czlowid: 1/11111u 

Edgar Allan Poe ijego polskie przeklady, Tekscualia 2009, No. I, p. I 13-
122. 

lbid,p.116, 121. 

M. Paquet, Reni Magriue. IVidzialna my!/, transl. E. Tomayk 
Kolonia 2003, p. 11. Imagining rhe eye as a mirror image of rhc soul 
seems to be perhaps even more important for the visual arcs chln for 
lirerarure. Painters for centuries have been emphasising rhe individualil) 
of ponrait mo_dels by the precise representation of the eye, sometimes 
.achieving specific effecu by different forms of cheir ydimination" (for 
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The effect of disappointed expectations, to which the end of 
Tht Man of the Crowd leads may, however, be a trap, which rhe 
writer set for amateurs to make easy generali sations, and too hasty 

llltcrprcrations.Jerzy Jarniewicz was mosr likely caught in chis trap, 

despite certainly not belonging to any o f these groups of readers; 
in this case, guilt must be sought rather as a consequences of rhe 
chosen research method. "Comparative translation~ - o r at lease a 

variant rhereof, which the cited essay presents - is in face conducive 
co focusing on the mo lecular level of a literary rext ( in che case of 

proS( - in words, expressions and phrases, to a lesser extent, the 
longer senn::nce). The mechanisms of chis m ethod o f analysis pre• 
judge also to a large extent the selection criteria of the material (the 
imcrpretation is determined by reviews of these rext elcmems that 
h.t\'C received a different treatment among different translators, and 
which moreover can be effectively compared), which threarcns to 

lock the researcher in rhe grip of "false alternatives". 
Edgar Allan Poe's story docs not disappoint the expecrnciotis 

of the inquiring reader; however, it gives rise ro the formulat ion of 
a highly probable hypothesis about rhc identity of the mysterious 
stranger. Perhaps the indefatigable observer of London's passers~by 
falls silent not because he did not read the truth of the grim old 

o:ample Amedeo Modigliani, and Pablo Picasso in Portrmt o/VollzrJ). 



man's eyes, but precisely because - looking at them - he exfl(ri• 
enced an epiphany. Perhaps the sense o( what rhe narrator dixa.·. 
ered turned our to be shocking and inexpressible (afi:er all, "Thm 
are some secrets which do not permit itsel( to be read"'. - Perh~p:1 
it is rhe name that does nor pass through rhe throar .. 

Discerning the disguised "depth" of' the ,\fan of 1hr Crou-d 

requires perhaps not so much a probing o( indi\·idual words, bur 

rather viewing them from a distance, in light of' the conml!arion ot 
themes that are scattered around the work. Ir ~eems that reffmion 

on rhe semamic.s and aesthetics of' words should in rhi~ ca~e be ac• 
companied by a reAection on the ··aesthetic imagination~1-. Lei us 

assume that the truth, which the narraror finds in the cye1 of1he 
gloomy passer-by, is nor articulated in rhc Poe's work directly. The 
texrof' the story conceals it, bur it is not lose; why, it even allow,rhe 
"prohibited" name robe read to sorne exrenc. ( Stephen Mallarml!'I 
famous saying irresiHibly arises at thi~ point: "To suggeH - is ju11 

an ideal!") In brief, let us highlighr the most important obsma­
tions and insights which, taken together, probably wirhout much 
risk of' error, will reveal from the gloom of' uncertainty the idenri1~ 
of' the unidentified dark hero: 

I. In the passage from rhe story chat tells of' rhe emergence in 
a crowd of' passers-by of' the mysterious old man and rhe obscrrn 
in the cafe seeing him, rhe writer tells rhe narrator ro say- in pass• 
ing - the following: 

W'ith my brow to the glass, I was thus occupied in scrn­
tinizing the mob, when suddenly there came into \·icw a 
coumcnance (that of a decrcpid old man, some sixty•fi\·e or 
scvcmy )'Can of .age) - a countenance which at once arrested 
a.nd ;i,b~rbcd my whole ,utemion, on accounr of che abso-

1 use t.hi~ concept for: .\(. DclaperriC:re, F11m11
styk,

1 
CZ'}' mdou•noH. Z 

b1,9,,;90,tn porot,·ll,1u•cz_rd, n,,d pol.skq uyobminiq lium;k
1

, ,,Ruch Lireracki" 
, p. I. 



EYE AND LIGHT 

lu1e idiosyncra.,r of its expression. Anything even remorcly 
rer.cmbling thar expression I had never seen before. I will re 
member rhat my first thought, upon beholding it, was rhat 
Rmch, had he \·iewed it, would have greatly preferred it ro 
his own picrnral incamJ.tions of the fiend (p. 214). 

2. Thi~ !>eemingly random association is a kind of continuation 

if rhc naming of the gloomy gentleman scattered throughout the 

ten: some of these expressions {fo r example, "the genim of deep 

crime") can e\·en be considered as being rhe periphrastk identify 
ifSat,m. 

3. ~loreover, in this interpretive perspective, there is also (es• 
pecially when you consider rhc literary demonology) an inruitive 

re,ognition, which the narrator makes at the time of the meeting: 

As I endeavoured, during the brief minute of my origi· 
n~I ~un·e)', ro form some analysis of the meaning conveyed, 
thm arose confmcdly and paradoxically within my mind, 
the ideas of va~t mental power, of caution, of penuriou~­
ness, of a\·arice, of coolness, of malice, of blood-thirstiness. 
of triumph, of merriment, of cxcessi,1e terror, of imensc-of 
supremedcspair(p. 214). 

This impression does nor have of course in the work the ,tam" 
of objective rruth, especially since the determination of"inve,tig,1-

w· ~ems to be a marked feature of madness. Yet another indica 

no, of the "demonic theme," which appear\ in Romancici,m as a 
lt.ltr )floneliness, is made outs ide the competence of the fi.r,t-.r.er• 

narrator: it puts forward a motto chat Poe puts m h1, stOt) _ 

Among rhe essential external feamres of the spokesman ot de• 
\tructive force, it is worth noting the ominous expression of the eyes 

Hh chin fell upon his breast, while his eyes rolled wildly from 

This mouo is: "Ct,1 grand m.dhmr, d~ n~ pvuroir irre m,r La 
Bn-.cre 
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under his knit brows, in every direction, upon those who hemmed 

him in ~ p. 21 S; .,He ! ... ] spoke no word, and looked at all ob1em 

with a wild and vacant scare", p. 2 16). A significant element of the 

damaged and dirtied yet elegant old man's clothing is his tight!~- fie­
ting coat, from which emerges probably a diamond and a blade. It 
may be worth recalling chat Mephisrophdes in Goethe's Famtw~ 

dressed in a silk robe and also wore a .side weapon (sword).Andone 

of che i)lusmuors19 of the great work of the German Romamicw~ 

Friedrich August Moritz Rerzsch (1779-1857) - a painter who~ 
name (simplified with the English version) recalls the narrator cell­
ing of the time at which first saw the mysterious old man. 

4. Suggesting the dark sides of the stranger's sclfhood - and 

perhaps upsetting his certainty about his ontological status - in 

the Man oftht Crowd also serves the characteristic of space, as seen 
especially in the passage describing the purpose of his wanderings 

through the city2°, and a significant response to the changingenvi• 
ronment: 

It wa.s rhe mosr noisome quarter of London, where 
everything wore the worst impress of rhe most deplorable 
poverty, and of rhe most desperate crime. [ ... ] Horrible filth 
festered in rhe dammed-up gutters. The whole atmosphere 
teemed with desolation. )Cr, as we proceeded, the sounds 
of human life revived by sure degrees, and at length large 

Sec: An A11aly1iJ of Goethe! tmgedy ofFmm m I/luJtmtion oJRmch, 
engraved from the original by Henry i\loses, London 1820 . 

.IL Ar the turn of rhe nincteenrh and rwenricth cenrnries, the city was 

~;e.n.prcse~t~d as a ~sca.r" of rhe power of evil, sec e.g. rhe pain1ingb1· 
OJciceh Weiss Demon ( 1904), considered as a satanic echo of themes of 

the pro}c.o( Sca~islaw Przybyszewski. The demonic meaning of another 
cam·as_ b)_ a Polish pamrcr, Tlum - M1-carbne w Paryi11 by Wicold 
\\'.'o1rkiewicz ( l 907), is associated with the deformation of profiles 
crowded on_a squuc in the ciry chat seem to have no eyes (as ifin contrast 
co the buildings that arc shown in the background). 
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brn1h of the most abandoned of a London populace were 
~en reeling to and fro. The spirits of the old man again 
~ickeml up, as a lamp which is near iu death-hour. Once 
more he strode onward with elastic tread. Suddenly a cor 
ner was turned, a blaze of light burst upon our sight, and 
we stood before one of the huge suburban temples of In 
tcmpmnce - one of the palaces of rhe fiend, Gin (p. 216; 
underlining- B.P.J.). 

19_2 

). Perhaps the strongest argument (as it is independent of the 

lllrnror'~coosciousness) as to the satanic nature of the tide character 

comes from an analysis of how Edgar Allan Poe exploits the theme~ 

of light and darkness. The narrato r secs an old man in :l crowd of 
pcdemians at the time of evening when the darkness of night bc­

~nsrochicken. When he manages to get near him the night i~ deep, 

rid the city is wallowing in a thick, damp fog. It is possible rhat, in 

addition co the analogy generally reported by inrerprctcrs between 
rhegloomy London wcarhcr and scare of mind of the storyrcllcr, the 

m<icif plays .i. role as a factor creating in the story a demonic aura 

.ltcrall,in Paradise LoJt ( 1667)John Milton (and this is a work char 
mongly inAuenced the imagination of rhe Romantics, including By· 

ron and Shelley), fog is one of rhe incarnations ofSatan21
• 

The discreet observer follows the old man on the screcrs lit by 
faint gas lamps, among streams of rnin and a few passers-by, until 

an .1.rea in which there is a brothel. Herc, the men came out from 

behind the corner, are stricken by bright light. Then dawn beg1m 

to break. The sun rises. Another whole day of wandering among the 

lt~\y associational relationship. rather than ideologic~I 
between Milton and Poe's works. Milton's Saran, similarly to Byron,, 
is a Promethean (Eliot), sublime in its impressive stamina and sm:ngtl~ 
(Jf chumcr (Shelley), and his attribute is the Mbeauty of the d.unned. 
Pru). About how the last mentioned author defines the eyes of r-.t1lcon S 

·11llcn ;.mgd~ sec: M. )anion, Gorqt-...k,, rom,m1ycvu,, Krakow 2000. P· 
212 
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crowd begins. In the end the narraror falls silent 1n rhe faceof1he 
"the worst heart in rhe world': 

It is hard ro resist the impression that a man hungry to prn­
ecrace the mystery of the gloomy wanderer pcrshtemly follows ill 
rhc foomeps of chose who for cencuries ha\·e been called by mi~uh 

as "wearing a light': Somewhere on the edges of the r,uionally per­
ceived world the inqui ring researcher of crowds inevitably encoun­
ters rhe eyes oflucifer2-1. 

ri\A3 l l CBJT. 

no KOPOTKMM PACCKA3A,\I 3AfAl'A AA,\AHA IJO B 
KOHTEKCTE 11306PA311TFAbHOfO IICKl'CCTBA' 

3ccc OOCBRUICHO AHYM KOpon.:11M paccKJJ;}.\t 3,\rapa I lo, .lu:tlL~. t./1-

,IOBO.- mO.tnbl, OOMCil{CHl l blM B KOIITCKCTcepone,iomf1 ;,t,;lfBOOIICII. Ooi01-
lfb1M 061>Ci,.IOM paccMOTpe1111R B .noii pa6oTe J!fl,'-'!'IOTCR J.IOTIIBbl r.u» 

CBCTa, KOTOpb!C cocyutcc113yK>T B npo113oc,1.cmu1x no AOBO.\bHO 'IJCTI).L 

no RCClt BIIAIIMOCTII, IICC)"TOco6yto CMhlCAOB}"IO HJrppi,;y. B nJ>C).CTa.ltlf­

llOM t.mpe 3TII MOTIi Bbi, r.l.K A.:e Kill,; H cne1.01<f,1t'ICCK11f1 o6.u11.: PJCCW'IHU. 

061,l'fllO nOA'li::pKH)Tl,1 MCTJif>IIJI I KOi l no,,1emcH111l: 01111 RB.\RIOTCJI J;Olol· 

Me1nap11eM K pe3J\hll0CTI! 3J npeAc;\JMJI HJwero socnp1Ui1TIIJI. B u~ii 

'fJ.CTI! IICC\CA08311JIJI on11ca111,J pa.J.\ll'fllh!C, HO BJJIIM0,1.0nO.\HJIIOIIJ,,.K 

acnCJ,.Tl,I no!, npo6.\CMhl, co CChl,\KKOii HJ Rl!ACHIIC BblAJIOIWIXOI ~--'o:,;­

IIIIJ,.OB, A.\&6pcXTa Atopcpa, Pcuc 1'.-farp11n-a, OA11.,011J PcAOHl. B 110,1,ux 

tta116o.\CC JACKB3TtU,/X cpcACTH 0nJIC3HIIJI 11,\eH 3ArapJ 0o, JBTOpXcto6 

.\arop.i.-+.usacT «RJMK 1uo6paa11TCAt.11oro aoo6pa;,..:c1111J1». 

Lucifer; Lu. /u.\ - 'lighr:.forre - 'to bring'; Lucifer - 'Light bc1m 
morning \tar'. This name wa~ gi,·cn to the fallen angd. rhc prina ~ 
d.ukness, through a mimndcrsr;inding - it's an incorrect tnnslmon ~ 
the b1blir.:.1I b(iok of Isaiah (made by Saint Jerome), who with \'u]glfC 

\prod a,roH th~ whole world (see \'v'. Kopalirhki, Slouwk m,1011. 
hadm, ltultm)', \\dr-.,\w 2003. p. 681-682). 



PIOTR MATYWIECKI 

MATERIAL 
(ON JAN TARAS!N'S ART) 

Jan Tara,in - p.1intcr and graphic artist - is a philosopher of 

1ttingand rhinking. Of seeing and thinking conceived as one pro• 

Thm: is no other Poli~h painter who would inspire critics ro a 

dttpcr, more thoroughgoing reAection about the nature of seeing 

and meaning and their mutual relation - a relation which has cx­
t1tcd always, from the dawn of human consciousness, and will exist 

as long as that conKiousncss survives. This interrelation is at time, 

harmonious - and at times it is conAicting. 

Do chc qualiries of Jan Tarasin's art spring from the roots of 
paimingirsdf? ( believe rhey do. And I believe char his art merges 

;i muic of primal visuality with a modern clement: an immcr,ion 
ti the turual world. To illustrate this I must first relate the unique 

O:p<::rience of visiting one of the painter's exhibitions - it will make 

dilfcrence which one I choose, as they all bring about in chc 

V!o.·cr ,ensations of a similarly fundamental nature
1
• 

It 1s said of exhibitions chat they arc "open" - here one would 
iketo~aychat a "book is open", and we, the spectators, arc walking 

for me. 1he source of rhe mo~r intense \c:nsatiom and m:hc\t 
irudknual in\piration was the Scptembcr-Oc10bcr 1995 \\ ',H,aW 

rttnpmiH in Zach~ta - National G.illcry of Art. 
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inside it. .. That is because the painter Jan Tarasin can al,o be calkd 
a writer - in the deepest, most basic sense of the word. 

His paintings arc full of signs similar ro lerrers of a bizarreal­

phaber; some of them are completely abstract and two•dimension­

al {geometrical or free in form), others are similar in shape tothret­

dirnensional solids whose purpose and functions arc unclear. Somt 

of the signs are black and white, ochers have sharp, vibrant color). 
others yer are subdy shaded. A single paimingwill often unitewdl­

known convenrional signs - letters of the Larin alphabet - with 

signs which seem convenr ional, yet we arc not familiar with the 

rules which govern their meaning; and next to those we will find 
semi~convenrional signs, which - like Egyptian hieroglyphs or 

Chinese ideograms - are somehow similar to certain objws or 
landscapes. And all these cohabit a single space with yet another 

category: the type of signs that are more or less realistic image~ 

And composed into al! rhis we find phorographs, uncquirncally 
representational signs. 

I have compiled this inventory of signs found on Tarasiris 
paintings and, simulraneously, I have classified them. I am nor the 

first to have done that ! Many critics have done so before me1 -as 
if something in these works compelled o ne to arrange such lim 
Tarasin inculcates his audiences wirh the inalienable remprationof 
enumeration and classification. 

On rhc paintings, all these signs appear in an illusion of deep 
and colorful space, with multiple and differentiated planes - we 

can find signs far away on the horizon, o r close to rhe painting's 

~d~c. The signs Aoac in chis space - it is a suspension, and rheyarc 
irs mrernal phase. There are moments when it seems thar these \'tfY 

Mieczyslaw Por~bski's text, included in the Zach~ca cxhibicion 
c;ualog (\'<:'arszawa 1995) is penetrating and beautiful in an unequalled 
manner - _Por~bski can be considered the patron of all such ammpts. On 
the diversity of signs in Tarasin's work he superimposes rhc vocabularyoi 
mcclicval theory of sign (which is refined ycr close to visual cxpnicna 1 
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11gn1. 1hc,e bizarre letter-like existents give birch to space irsclf, 
to color, .md smell. and time. {Even in the black and white draw 

i;)one feds as if the signs emanated colo rs!} The intensity of the 

1r.i.;ge~ i, \uch that one feds like saying: his signs arc the genm of 
\lhich space, color, smells, and rime arc borne - the whole sen\ual. 
ph1\kal world, together with its atmosphere, its ,.echo" in our psy­

che. Tamin says: ,,We applaud arr which is( ... ) suggestive, which 

bring1 light Out of the colorful pigment, space om of the Aat sur­
fxe.mm·cmcm out of the static patch. \Xl'e applaud the magical ca­
plh1 in· of transforming the dead matter of paint into equivalent\ 
oflifc.~1 

How can we then describe this strange sign-writing? What 
sort of a writer is Jan Tarasin? 

let us imagine, let us remember chat we were once chil­
Jrcn who did nor know yet what it means ,,to read", children who 
•ere learning chat for the very first time. Let us imagine that here . 
.i: a Jan Tarasin exhibition, we are experiencing che return of this 
1011 moment - when letters suddenly began to signify sounds, 
illd when just as suddenly sounds collated into words, and words 
~mpcd into their place in reality, naming this or that object, and 
1he !iurprised child realized the: nature of conventionality - real-
1Ztd 1hat since signs, parts of words arc conventional, chcn so are 
words themselves! At that moment of mental revolution, when a 
child realizes the: sense of reading, the world becomes in its mind 
ad1u~ing mixture of conventionality and reality, the abHract and 
chtconcrete, mind and world. But soon it all becomes ordin.uy, it 
bc~,imes habit. The mixture of conventional signs and real <,pace 
becomes pare of a mundane chore. 11,e content of what we're: 

ruding is still capable of enthralling u~. Not the m i r a c 1 c of 

rtad in g itself, though. Not anymore ... 
\\e walk around the exhibition - Jan Tarasin, rhis writing 

p.a.! tcr this painting writer, has led us into such a book where we 

TuJiin, _Pnc:strzell w przenrzc:ni': 
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can become aware of rhc miracle of reading, the primal miracle of 

mixing space and thought. Our eyes are spinning, our rhought$;ur 

spinning - here, in the presence of these works, our thoughts pull 

apart what used rn be routinely connected. And they do it in such 
a way chat we realize and experience both the difference .md the 
connection between the separated elemenrs. 

\'(/hen we exit the exhibition onto the ~erect, we will look ,u 

the world in a different light: we will look at the mixture oflcum 

on adverrisments, the various graphic signs of the city, the rraflic 

signs - and at people, who are rhe signs of their own fedings.of 1ht 
worlds that are locked inside rheir heads. How wonderful all chis, 
in its heterogeneous homogeneity! 

Jan Tarasin pastes photographs, such as portraits, into paint­
ings full of ocher signs, or rnrns them into backgrounds for orher 

signs. He is saying to us: we live through thought, we chink rhrough 

life, thought is our space, and the wonderful space of the real world 
is our thought! 

This is how I have experienced all the Tarasin exhibitions th4t 
I have been able to visit. Now I will try co sort out the various prob­

lems chat this lyrical experience poses to objective knowledge. 

The most important question is the one all works by g['(41 

painters ask: what is the material of the visual arts? Tarasin de­

mands chat we rethink this, he suggests an unusually wide under· 
standing of che term. 

The material of the visual arcs is captured by sight, by che 
mind. - the visuaJ.mencal universe. Is it possible to see without 

t~mkmg ~bout what one is seeing? No, it's impos$ible. Is it pos­
si~le r_◊ thmk without imagining, without .,visualizing" what one is 
th mkmg? That isn't possible either. 

\'('e therefore chink in meanings, in images which connect 
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maning~ to the visual world. But the relation is mysteriom, dif• 
hculttograsp,dusivc. \Vhen we want ro define it, its meaning Aces 
into the sphere of visuality, it defies capture into words. And at the 
ume time, this visuality itself is concealed in meaning, it is ,,hid• 
den" in words. The material of the visual arts is therefore ,,in be• 
tween• ... The painter himself is well aware of this ,,in between" na• 

turrofit, and he expands it to cover even some non-visual mcnt.ll 
hlbm: .Arc our perceptive capabilities determined only by physi­
C11 comtraint~? Aren't they restricted ro a far greater extent by our 
Lbit\ our knowledge, suggestion, our unwillingness to change 
)pinion or point of view? And ultimately: by convenience, inertia, 
our utilitarian necds?"4 

The modern stereotype proclaimed that the painrer paints with 
paints, not with ideas pertaining to the visual world. But today we 
uedo<.er to saying char the painter .,paints with signs" ... Tarasin's 
~rk play~ a great part in establishing th::i.t opinion. 

Thi~ raises the question: if a painting is painted with .,'>igM~ 

dOCl it become a painting .,about" the material that is someho,, 
sign 1 fie d through those signs (in a painterly, mental way)? 

Describing graphic art is always difficult. In this specific case 
the case of ,,painting with signs") ic is both difficult and paradoxi­

cal - because one has to use signs to describe signs!. .. ls rhat even 
p<x1ible! One is obliged rouse fully developed signs (writing) t0 
d~ribc ,igns which barely emerge from an indeterminate reality -

ti ~ 1compatibility precludes faithful description. 
In order to resolve this contradiction one has to delve deeper 

Ir ii k:Me, one can say that seeing it,df i, the material of the visual 
lm. Signs such as those that we find on Tarasin's paintings rnuld 
then be treated as capturing the mmt basic state of the gaz.e, it, pri 
ma] .rm". The gaze Aows around these signs, they are barely st,thle 

dcrit. 
In ordinary typography - and Taras in alludes ro it comtandy -

Tausm. op. cit. 
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rhe shape of signs changes depending on material conditions: on the 

rool (chisel, burin, quill) and material (rock,clay, parchment). Look• 
ing at Tarn.sin's painrings and drawings one has the impression that, 

in terms of matter, the shape of the sign is conjured in a ,,generalized" 

environmenr, one that ,,easily" submits itself to setting signs, and that 

no resistance is being overcome - that the ,,tool" used is to a large ex• 

tent purely menral. It would then seem that the shapes of such signs 

cannot stand ouc in any striki ng way, cannot have any characteristic 

traits, because rhey are not limited by their materiality. 

And yet the distinctive quality of Tarasin's signs is obvious, 

peculiar only to him, even in a sort of ,,physiological" way. Each 
painrer works out his own ,.forms", which are specific only to him. 
These archetypal shapes are somethi ng extremely individual - they 
consist what is most deeply personal in painting. In Tarasin's paint­
ings these are nor even shapes, bur rather protoshapes, prototypes 
of all orher shapes, rhe very principles of all rh e 
appear a n c es chat our eyes are capable of perceiving. The dif­
ference between shapes and appearances is rhat shapes are formed 
and they of themselves form, whereas all that appearances do 
is reveal the ex istence of the gaze, its material roots in space. Ac 
most, these ,,appearances" of signs in Tarasin's paintings can be only 
suggested through words: they are usually bulgy, loaded with a sort 
of visual substance, which vacillates between a perfect blackness, 
abstracted from the senses, and a clear, prime matter without quali­
ties. ll1cir shapes and colors are at once distinct and intangible. 
They are of an ineffable essence. 

Perhaps this is why these are not so much signs generating 
senses, as senses surrounding, .,Aowingaround" signs. 

That i.s how the problem of the meaning ofTarasin's paintings 
manife5ts1tSelf.Onewouldwantto gaze at chem and read 
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hem .Gaze at them and read them as paintings which objectively 
di:;Ktrcality,but at the same time see them as Tarasin's visions, his 

msofpmonal expression.1hrough the gaze - assimilate them 
•,u.lly. Through reading- understand them. 

Does a painter find, discover the nature of signs in his paint­

;'Doe.1 he philosophize about signs? And ifhe does, then how? 
,.ere in a painting can we seek Out the fissure between a sign's 

1 1lcompanent and its meaning, the fissure which is capable of 

coming a neutral space for objective knowledge, for philosophiz­
/ l<,a fissure of this sort to be thought of, co be seen anywhere in 

p.iming? Can the painter and audience dwell there? 
Ir \eems chat many 20'h-ccntury painters, Jan Tarasin among 

diem,asked themselves these questions upon coming into contact 
ah Japanese and Chinese calligraphy.5 \'<!hen imitating the signs 
far Eastern alphabets - the shape of which, while already ab­

·ri.ctly simplified, retained a similarity ro the signified objects -
pa1mmsuccumbcd to manifold temptations. 

FiM of all, they revealed in the gestures themselves - che ges­
•~ of che painting arm, gestures which imitated che most in­
..ite rhythms of the body and at the same time imitated, with 

rcrnion, the life of the landscape, the movement of things: the 
Kkening of fog, the sharp edges of rocks, the Aight of a bird, the 

- iess of a bamboo bough. 
Secondly, they would discover the harmony, the energy of con-

1trg111gand diverging lines, which they could endow with .,charac­

ter" not unlike chat of handwriting. 
Thirdly- and somewhat in contradiction to the rwo preceding 
t~ - they emptied signs of any similarity to existing entities. 
found joy in building pure structures of signs - they believed 

th.nthisscrucrure generalized (and did not concretize) the princi­

ple through which eve rything chat is visual manifests icself. 
Ii thearmosphere of this type of paintings - Jan Tarasin is one -h 1962 l'arasin stayed in China and Viemam. 
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of rhc masters of this current - our gaze Strays unendingly between 
seeing and reading. It .,likes" to errantly stray - this straying Im it 
remember rhe wonderful surprise of discovering as a child that a 
shape on paper is meaning itself! 

ll1is childhood memory has far-reaching consequences for our 
consciousness. \\?c have to cope with the following question: n01 

rhar we've learnt to read, do we still possess the ability to look at the 
signs oflcm:rs as if they were meaningless shapes? Do we see let• 
ccrs? Ir seems char we do not ... In reading, our gaze plays the role of 
a passive intermediary of the senses. So: do we still sec signs when 
we understand them? 

\\'.-'e must rake a srcp further still and allow for the po>~ibili~­
thar for people brought up in rhe era of the primed word, al! tht 
shapes that surround them are, in a sense, .,contaminated with la• 
tersn and have lost to a great extent their .,pure" visuality. 

Jan Tara\in endeavors to change this situation, to rcvmc it. 
Among other shapes he brings .,letter-like" signs into hi'i paiminp 
and deliberately di,torts their essence. In the art of typography leg· 
ibility is one of the principles which should be obser\'ed: the \hapes 
of letters arc designed in ~uch a way rhar nothing in their outlines 
,hould call attention t0 the materiality of their appearance - tht) 
\hould be nude meaningful t0 rhc utmost and a, un-visual as pos· 
\ihle.Jan Tar,hin's letter-like signs, however, arc comrrucrcd a,; ..il· 
legible", .,protolegible", .,post-legible~ Sometimes, when conrem· 
pl.iring his painting,, we lose meaning, sometimes, we wander in 

a mcanmg-lc\'i spal.'.e, Aitting between the letters; at times, we de· 
tcu in the sign, an undi,covere<l, intriguing legibility, and at other 
tunc~_H•II, we feel ,I\ if we were communingwirh a world wcarroi 
its ,,·ncrcn nature, tired of its own stale meanings. 

Thi, way T.,ra,in place>; us in a visual and epL\temologica! wil­
dcrnc~, where we c:rrancly scr.1y between seeing and reading. 

Ir I\ chi\ \t.1ge ot errant straying rhe Hate of an induced inno· 
CC"lt.:e ot he C'\ ' 1.nd rhe mind , an innocence which doe~ not hide 
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J\\Cm that it is a sham - that is full of dements of the real art of 
Pllnung: an array of visual existents in their mutual relations. 

Tamin wams to ,,track down" these visual ,,configurations" in 

the world and carry them over into his works. He wants to place 
them in rdatiom of mutual harmony and conAict. He declared this 

athcomical statement: 

.Drawing these unending animated configurations of variable 
dl\thm and saturation, monotonously lined up, sometimes waning 

rthickeningto the point of losing their rhythm, to che poinc of a 
c.::i,trophiccollapse or fading away - this gives me a purely sensual 
ph1urccomparable e.g. to that of painting a landscape from nature 
ortappingan uncomplicated rhythm on a percussion instrument. 

Another, more selfish reason for making these drawings is the 
wt ire to bring into being, by distorting che rhythm of one con­
~umion, fragments of a new one; where the irregularities or even 
1a1trophe,' of the first are but a weak impulse activating the pul-

sa.uon of the second. 

This leads co the difficulty of finding an appropriate \Cale or 
tmce, wherein both configurations would be legible." 

Further on Tarasin defines che type of .,configuratiom" he ha~ 
in mind: 

~It can be a trivial configuration of randomly assembled ob­
)ett\. agroup of plants or animals, the growth rings on a pbnk char 

be ,gsawed in cwo; two being~ joined by play, scruggle, or lo\'e' 
our 1irror image,connecced to us, trying to repeat us; or our ~had­

Oli runningo"er the objects ,...,hich surround m." 
It may all ~ound vague, but behind these ,.,configurariom" is 

tho hole richness of reality and an everlasting realism of art. Tara­
considers Peter Breughel to be a ma~ccr of chis ,,tracking down R • 

~In painting, Peter Breughel was the one who pos.,essed this 
ility,exmmely difficult ro define, this intuition and perspic:iclt)' 

cb-dopcd to the greatest extent. His ability to decipher ,o ma~y 
tlmd~ and to connect them into one whole coherent polyphon1' 
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configuration is an exceptional phenomenon in rhe history of Eu­
ropean painting. No one has managed ro discover an equally con­
vincing relation of man and the world, or such an imposing picture 
of the world's coherence."6 

Peter Breughel's realism and Tarasin's abstract art - what an 

inappropriate connection! And yet ... 
It appears rhar what fascinated Tarasin in the Dutch master's 

paintings was an abiliry to arrange the elements of a landscape and 

the people inhabiting ir in a way chat retains the clarity and trans­

lucence of space, chat an;mses our curiosity towards the random 

scattering of houses, things and people in che depicted scenes, and 
finally: chat leaves undisturbed the variety of functional relations 
between people and their material surroundings. 

Jan Tarasin transplants this Breughelan ideal into his own 
paintings, into the visual-mental material found at the roors of chc 
sight-mind connection . 

This leads us to another series of questions and another series 
of attempts at answering chem· 

Whar does it mean when one sign is placed next to another? 
\v'hat does this ,,next w" mean in Tarasin? Can there even be any 

real ,,next to" in the space he conjures? His signs are bochdispersed 

and ,,lined up" - their sequences often imitate the linear placement 
of lcuers on the page of a book. They attain a harmony between 

dispersion and stability - in one glance the viewer gets both the 
impression of chaos and of order. 

Ir seems obvious that the i m press i O 11 of order alone al­
ready endows chaos wirh some m ea 11 i 11 o- • Bue the roots of se­

~anrization lie _even deeper. Perhaps the la;out of visual elements 

m space (bO[h m realiry and on paint ings) already consists their 

6 

Jan Tarasin, ,,Tropienie~ Miesirrznik Literacki 1979 nr 2. 
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ra-.ing! le was StCphane MallarmC who incroduced that idea into 

,-,«r}',in hi1poem Un coup dedts jamais n'abolira le hasard ('A roll 
ithc dice will never abolish chance') and in the utopian project 

ot the .Total Book•. He regarded empty spaces of various lengths 

between words to be as meaningful as the words themselves. The 

n-scm.antic, non-textual white turned out to be the source of all 

!CIT\antization! 
In 1he aesthetics of the Far East this idea has been present for 

~cs.Jan Tarasin and other painters inspired by that art are very 
wniliarwith the semantic functions of the great expanses of emp­

tnm and whiteness prominent in Chinese and Japanese land­
;upe painting. ln these paintings - as in Tarasin's - emptiness and 
lt11enm placed between signs is never an expression of lifeless­
ru;on the comrary - it guarantees that the world of the painting 

IS set into genesiac cosmic motion. Franc;:ois Cheng writes about 
tb: .On a painting, emptiness introduces infinity and a 'rhyth­
mKalbreath' that animates th e un iverse. It dissolves the artificially 

'l~ructed links or oppositions and that way it dissolves the stiff 
\igic' ofdevdopment, and it gives rise to a circular motion which 
auo;es diings to join again into a process of mutual creation.".., By 

· nghis signs similar and dissimilar to letters, Tarasin dissolves 

milicial relations and substitutes them with real ones, thus making 
lhc• lrld more readable, in an elementary, cosmological sense . 

Another Far Eastern analogy seems even more important. 
Li Tioi~m there is Ii, .,organic order, as distinct from mechani ­
ulor!cgal order, both of which go by the book. Li is the asym­
lnttrical, nonrepetitive, and unregimented order which we find 

tl-c patterns of moving water, the forms of trees and clouds, 
of !ro~t crystals on the window, or the scattering of pebbles on 
kichsind.~' This is the sort of ,.order of chance" which governs -FrU1~oi.s Cheng, Clnnsk,1 twdrcwft poetycka, in: Eswyka chlllska . 

. KnkOw, 2007 r. p. l 59 
AL.n \taus, coll. Al Chung-liang Huang Tao: The J.Vatercourse J.Vay 
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rhe signs in Tarasin's paintings. The loose ,,scanerinf of signs 
on a plane is not the only element entering the scope of this 

,,chance order" Another is the diversity of types of those nsigns/ 
non-signs". Since each type requires a different mental approach 
(from the ability to read to the ability to abstract from thacabil• 

icy), one could assume that a ,,general" approach which would 
include all the ochers is not possible. It appears that the only 

original order, the only overriding order is the one chat Taoi11 

thought calls Li. Ir is rhe only order - bm is it all-encompassing! 
Isn't there a visual-cognitive breach in chis type ofpainring,one 
which cannot be assuaged even through Ii? 

I shall have to end chis essay with statements which do not al• 

low us to accept Tarasin's paintings as visual-cognitive idylls, de· 

spite their harmonious characte r, which I have described above. 

Tarasin is an asrnte observer and thinker, he is fully aware of 
the drama contained within the modern visual universe. Conrem· 
porary art, which dwells within this universe, is subject to rhardr,, 

ma. Tarasin says that in contemporary art ,,The motives of mutual 
conditionings and relations evolve. A new static type of space is 
born, a new type of movement, a new relative type of coexistence 
of all these elements. It is only these whole complexes of elemenu 
that determine whether what we have to do with is dead matter, 1 
litng p~e-nomenon, or maybe a consciousness . But are we capable 
0 imagining a space enclosed within another space? A space shor 
through with another space, governed by a different scale, a differ· 

em movement, different motives of connection, a differem number 
of elements? Or several spaces 'passing each ocher: exisringsimulca­
neously, springing from various stimuli which bind chem together 

and acruate them. Our imagination desperately seeks for analogie~ 

(Pantheon Books 1977), 46. 
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1Ub11inm: models. associations."'1 

\'\'hat can these ,,substitute models" be? These .,substitute 
modd," for the conAicting interplay of various interweaving spac­
~- ~paces amongst which Tarasin the artist and theorist distin­

guishes rhe opposite extremes of visual space and abstracted space? 
\'Cc~hou!d be looking for ,.substitute model s" of opposite extremes 
wong oppmite extremes. The first would be the pole of abstrac­
imn - there we encounter a ,.mathematization" of paintings; they 
faS(inace us with the topology or the countability of their shapes. 
The other extreme is that of realism, where the hyper-real ism of 
rcpre~nmion (photographs included in paintings) becomes pro­
l'OC<.tivc, sharp, ironic in relation to reality's mellow, uncertain, 
confused status. 

Ir appears that these are the two poles, between which rhe vis­
iu.l cm·iron ment of the human being is corn today: countability of 
clemtnb and phocographic representation. In the realm of the arts, 
this translates into the opposition between conceptual and sensual 
m. Arc theory renders chis as a simple division: reAection about 
the eye's sensations - and chose sensations themselves. 

Since the visual and semant ic aspects of these paintings are 
rooted in thei r most primal material, we have to concede rhat its 
my nature is conAicting. ,,Visual" and ,.mcaningfi.t seem ro di­
i·ergcin this material, they dramatize it ... 

How does this look in painting and drawing pracrice? 
One aspect ofTarasin's practice is a son of visualized count­

ibility - one of his most important cycles is ent itl ed ,.Przed­
mioty policzonc:" ('Countc:d o bjects'). By arranging hi\ sign(; in 
columns and rows the painrc:r imposes on the viewer's cogniri,·e 

powers the idea of number - the most basic oscillation between 
dispersion ,md order availab le to the human mind. The cs~ence 
of 1he mencal action of counting is chat, on the one hand, one 
acknowledges the existence of a ~ct of clc:mc:nts in a .,raw" cha-

Jan Tarasin. ~Przescrzell w przcstrzcni"'. 
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otic state, devoid of any meaning, on rhe other hand, one as­
sumes that there is a barely emerging, meaningful order in this 

. chaos: countability. 10 Though I just used the phrase ,.one ac­

knowledges", the readiness of rhc eyes and mind ro count any­
thing is in face subconscious, pre-established in our psyche, itis 
nor a result of the mind's willful act. 

Another aspect ofTarasin's practice is something rharcauS(H 
discomfort of seeing, a cognitive shock in the visual environmcm 
he conjures. Among chose almost abstract signs of his, chose almost 
real signs, signs whose meaning is as faint as number, phorographs 

suddenly appear. Images permeated with concrete meanings- chis 
or rhat landscape, this or char human face. The whole dclicareinef­

fabi!i[y ofTarasin's spaces is shattered by che arbitrariness of pho­
tography, of something chat is forcibly and meaningfully thrust at 
us. The juxcaposicion of phocographs with signs of a different IU· 

ture is unpleasant, lmsectling, it interferes with seeing. Sometimes 
the photographs, gigantic, enlarged, are the background for ocher 
[ypes of signs, sometimes they are placed among the other signs. In 
both cases there is a striking sem iotic d isso nance. 

It is not, as almost all rhe critics would have it, chat Tarasin~ 
paintings and drawings give the audience a feeling of some higher 
harmony. A view emphatically expressed by Januszjaremo"'-icz: 

.,Tarasin creates an apotheosis of harmony wherein individual 
beings do not wage wars and do 00[ excol themselves one abo\'e 
the other.( ... ) The order of the whole is a higher order, iris nm a 
consequence of a reduction, a pillaging of ingredients. This order is 
not mechanical and we may call it spirimal."11 

Mieczyslaw Por~bski concludes his cext in a similar fashion: 
.,fr is comforting to think that there exist signs which have retained 
their dignity, all of their innocence. Signs in a pure scare, signs not· 

1 

Janun.Jarcmowicz, on www.anncwmedia.pl. 

Text from the catalog of the Tarasin exhibition in the Zach~t~ 
ga.Jlery, Warszaw;i 1995. 
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cdir.thcsketchbooks and paintings of Jan Tarasin." 1
t 

I believe these conclusions are too easy. Visual-cognitive rup­
ture: is inseparable from harmony. Only bo th of them together give 

·1thc final ~ignificance of this oeuvre and its message to audiences 
rnntcmplating contemporary art and contemplating the world. 

W'e exit the exhibition onto the street. From i1,side the book 
n lead our mind outside, and direct our attention towards the 
1ign1 dispersed in the world. Having experienced contemporary 
<rt. ·c do not know any longer, if the world is a background for 
11gns, or if signs are a background for the world. In previous eras 
people knew the changeability of cognitive attitudes well: <,ome-
1imc5 the \'isual was a background for tho ught , sometimes thought 

1r.11 a background for the visual. 
The art of Jan Tarasi n and other similar artists represents an­

tl\cr, different basic state of human cognition: here the world's 
background is a heterogeneous mixture. it is visualized mind and 
th:nkingvisuality at the same time. Sometimes we revel in this mix­
curc,md sometimes it hurts our eyes and our mind. Perhaps some­
ihmg extremely archaic has entered the modern conscioumes<,: a 
Pr«oemic state when seeing was still indivisible from the logos. 
like every return to the roots, this sort of intrusion of the ancient 

1'1the modern has got to hurt ... 
Even though thinking in images and visualizing thoughts is com­
iffiong poecs and philosophers, in many eras it was considered 

embarrassing, it compromised the honorabilicy of their professions. 
T id.iy things are different. O stentatiously so. One of the pioneer-, of 

d l\change (and this return) was the recently deceased Jan Tar:tiin. 

-Por~bski, op. cit, 

{tmnsLtud by MaciLj Mro~1k} 
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MAGDALENA SZCZYPIORSKA·MUTOR 

UNLIKE IN THE MIRROR' 
PHOTOGRAPHY BETWEEN (SELF·)SEEINGAND 

(SELF· )KNOWLEDGE 

No one sus themulveJ. To find yo,melfin 1hefauof 

youru(fis to be farced to consent to lmpoS1iblt 
objectification. 

I stop at thh alien exteriority, which apptand to mt UI 
spite of myu(f 

Edouard Pontrcmoli2 

"Photography is the emergence of myself as someone d.sc: 1 

twisting dissociacion of conscious idemicy"3, wrote Roland Bu· 
rhcs in 1980. 140 years earlier, shortly afi:c:r rhc invention of chi! 
technique, the first confrontations with the human image record­
ed on a daguerreotype board were a cognitive shock. Those: who 
viewed the first pictures did nor formulate their impressions in 

1 

_Roland _Banhcs, La chambrc daire. Nore sur la phO(ographit. 
~h1crs du CmCma/Gallimard/Scuil, 1980. 

Edouard Pomrcmoli, L'excb · du vi1ible. Une appro<ht 
fl,tnomtnolog,quede la photoginie, Edition Millon, 1996. 

Roland Barthcs, op. cit. 
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Bmhcs's language of reflection - but testimony from the early 
mrs of photography is a rich record filled with wonder, fear and 
anxiety. 

"From the beginning, as my father cold me, no one dared to 

look longer at the first pictures taken by him", wrote Max Dau­

thcndcy, the German poet and painter, son of che photographer 
Kut Dauthcndey. Expressive human figures were feared and it was 
bc:lievcd that the tiny faces of people: in the: pictures could also sec: 
the l'iewer-i. The photographic portrait was a subject that particu• 
brlyworried the person who portrayed - as a dead copy, a double:, 
OTC\'CO a record of a past time that would return in an unknown 
w;.y in the picture. The point at which the gaze of the posing model 
in a studio met the dead eye of the: camera was debated in the: first 
Jars afcer the invention of photography in various ways: from the 
concept chat the camera steals the: soul to theories chat an invisible: 
la)'crof the body was corn. 140 years later, Barthc:s called this mo­
ment "a micro-expc:ric:ncc: of death': 

The invention of photography was a cultural rc:voludon not 
onfy in rhe most ofo:n quoted dual perspective:: visuaJ, associated 
9,•ith the phenomenon of a complc:cc:ly new image: - and rhc tern• 
poral, analysing the: problems of photographic dmc: and memory. 
Third, the revolutionary aspect of photography, created somc:whc:rc 
atthcimcrseccion of che first two meanings. just grew from chc ex· 
p(rienceoflooking face: co face: - a model and its photographic cop· 
in.and gave a whole: new dimension to the: autobiographical narra· -4 

_ Max Dauchcnd, op. cir. Mdn 11iter wird Photograph, in: Wilfri_cd 
'Wicy.nd (ed.), Dit Wahrht1t der Photographie. KlassiJcht Btkenntnmt 
t.11 tintr ntutn Kumt, Frankfurt/Main 1981, p. 23-40, for: Bernd 
Si:i~l,r Bildtrdtr Photogr,,phit. E,n Album photographiJcher Mttaph~rn. 
Suiuhmp Vtrl:ag Frankfurt am Main, 2006. 
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rive, its construction and reconstruction. The photographic image 
of "me" - suspended between past and present, without a doubt 

testified ro the existence of the subject phorographed, at chat time 
and in chat body. Barthes' thought about photography - ·11tw 
was"~ - would become evidence here for existence, a confirmation 

of the identity of rhe model and a cool of its sdf-idenrificarion 

"1l1e immutable dream: connect the identity with physiognom:-' 
wrote Courtine and Haroche in the H isrory of the Face; ~in the second: 
half of the lninececnthJ century, phorography will allow checapcuring 
of and reproduction of facial expressions. [ ... J The binh and dmlop­
mencof phorography overturning the peopleS perception of chefacc,~ 
scage in the history of rhe fuce is coming to an end .. ,.~ 

An imporranc starting point for reflection on the Starns and 
types of photographic auro-image and types of its percepcion in 

the history of photography has been the variously conccpmalized 
figure of the mirror. 

"To sec yourself (unlike in rhe mirror): is a completely fresh 
acquisirion on the scale of Hisrory"~ - Roland Bartht's wrote 
about the invention of photography, and the mirror appeared 
in the observation nor by chance. Comparing phorographywich 
a mirror on one hand creates an opposition berween a mirror 
image (dynamic, instantaneous and always present) and a pho-
rographic image (static, stable and always past tense). On the I 

other hand, it points ro the mirror as a source of self-discoven 
and knowledge abour one's own image, which is clost'sr to pho· 

Roland B;i.rthcs, op. cit. 

' Jean J;i,cques Counine, Clmdine Harochc, Histo1rr du 1·1.~1gc. 

E.,prmur rt t,ifre us imo110ns XVI - dtbut XIX sik/e, Editions R.il'~go. 
1988; ~dmom Payot & R.ivages, 1994. 

Roland Banhcs, op. cir. 
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pph), additionally equ ipped with the possibility of record­

~and reproduction. 

' Among the metaphorical expressions that define the difference 

between a mirror and a photograph, the most accurate appears to 

!:it:chefigureof oblivion and memory. The mirror forgers as in the 

«1~mtion of Edouard Pontremoli: "The mirror dazzles the per-

loiingimo it for a moment, after which it immediately for­

~tland reflects something else"8• Photography remembers as in 

definition of Oliver \'(/endell Holmes: photography is "a mirror 
ndowed with memory"9. 

Thetransition from the image of'l' in the mirror to the image 

C!' the 'I' in the photograph required new rules of perception to 

~DWtered, new coding, another 'photographic seeing'. "We must 

6m: lnrn to see• 1o - Max Dauthenday wrote about the new pic-

1"--0. commenting on the first reactions of viewers, who expected 

:iuiche pictures would move as in a mirror and look. 

The figure of a mirror recording a picture, the metaphor of 

e photograph as a mirror endowed with memory in the first 
decades of rhe discourse on photography had many varieties. It 
~M appeared shorcly after the invemion of the daguerreotype . 

.lmociating the picture in a photograph with an image from a 

·mrwas tied up not only with the characteristic optimistic be­

fof early photography in the absolute objectivity of the photo--Edawrd Pomremo\i, op. cit. 
Olim Wendell Holmes, Soundings from tht Atlantic, Boston 1864; 

_ n tunslarion Das Sureoskop tmd dtr Sureogmph, in: \'<'olfgang 
Kemp ,ed.), Thtorit dtr Fotogr,ifie I, 1839-1912, Munich 1980, P· 

1 ➔-12]. for: Bernd Stiegler Bikler der Photographie. E,n Album 
Jphiuhrr Mttaphern, Suhrkamp Verlag Frankfurt am Main, 2006. 

Max Dauthcndcy, ,\ftin Vater wird Photograph. in: Wilfried 
icµnd (ed.), Dit Wahrluit der Photographie. Klaniuhe BtkenntniJu 

Z':11 tzlt'r nrutn Kunst, Frankfurt/Main 1981, p. 23-40, for: Bernd 
Sritgla Bildtrdn- Photographie. £in Album photographischu Mttaphern, 

'l'.Mnp Verlag Frankfurt am Main, 2006. 
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graphic record - not without significance was also the fact tiw 
che silvery, shiny surface of the daguerreotype ga\'C: the illusionor­
a mirror pane. In 1839, the year photography was im·c:med,jour­

nalist Jules Jan in explained how rhe daguerreotype worked: "Just 
imagine char rhe mirror retains the reflection of all the items dut 
are reflected in it, and then you will understand almost fuliywh11 
the daguerreotype really is" 11

• Thar same year, Hans Chriscian 
Andersen wroce in a letter to a friend: "All items are captured and 
retained as an image in the mirror"12• Many years lacer, Eco called 
photography a frozen reflection of a picture, and Pomrc:moli de­

fined rhe photograph as a macerializacion of a mirrored picture 
on photographic paper. 

The record - whac Holmes called the memory of photogu• 
phy- w~s conserved in a photograph "between• in Barrhes"past· 
future' time, in this unique moment chat Hans Finsler called a 
•permanent preparation of the cross•section of cime~ u, in the 
clearly captured singularity of photography, giving, according to 

Edouard Pontremoli, something unusual: an existence in the pasL 

11 

Jules Janin, Le dnguerorype [sic}, LJ'/n,11e, November 1838 - April 
1839, in : Andre RouillC:, La Photographic en Franu, pp. 46-51, by 
Andre Rouil!e, La photographic. Entrc document et art conttmporam, 
rditions Gallim:ud, 2005. 
11 

Fritz Kempe, Daguerrcotypic in D cut1chl,md. Von Channcdtr.fruht11 
Photograplue, Scebruck am Chiemsee I 979, for: Bernd Sriegler Bildtrdtr 
Photograph,e. Em Album photogrnphi1clur Mctaphern, Suhrkamp Verlag 
Franlcfun am Main, 2006. 
0 

Hans Finsler, Da1 Bild dcr Photographie, w DU, Ziirich,3, 1964,pp. 
2-54. reprmud an : Kfaus E. GOitz et al (ed.), Ham Fimln: Nrut itgt 
der Photographic, Bern 1991, pp. 283-291, for: Bernd Stiegler B1/Jadtr 
Phutugraph,e. Em Album photograplmcher Metaphern, Suhrbmp Verfag 
Frank.fun ;am M.;i.m, 2006. 
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A phomgraphic record offered a whole cacalogue of images 

.h.1llllcnting the course of human life. At first - only its most 

ltpOTUll t moments, when a visit co the photo studio was a rare 

.ndfo1in event. Later - also images of everyday life, after the 

mtion in 1888 of simple to use, lightweight cameras, in which 

Sm rolls with dry emulsion, replaced the complicated, wet plate 

ttdvvilogy requiring knowledge and skills14• 

The photograph, a new kind of image, from an "anchropo­

~<.ily new subject" {Barthes) 1
~ became a regular subject. From 

photographs, with anchor points in time and space it was possi­

bk toarrange a story about oneself: changing the auto-narration 
ai:btime. 

At the turn of the century among public rituals, there was 

uio one: looking at photographs. Among gestures of recog­

. on and self-presentation strategies, a new and important 

;murc emerges - looking at a picture with the comment: it's 

me.Photographic biography becomes a new quality, a new cool 

brconsuucting identity, part of building a story about oneself. 

Tht photograph album is its simplest form. The arc projects, 

ltcphotographiccycle has the form of using the opporrnnity to 

·o llCrinasclected and permanent rhythm. In special cases - a 

~cimage is sometimes the only trace of an identity, the only 

mtuage from an unknown past, as in the literary narrative of 

.C. Sebald abom Austerlitz, a man who does not know who 
lc11. 

-Anne H. Hoy, 11u Boole of Photography. The hiJtory, the uchmque, 
i6r Ultfaturt, National Geographic, 2005. 

kolandBanhes,op.cit. 
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The phorograph album is the "ikonoteb offumily mcmory"(U 
Goff)

16
, appeared with the growing up of the fim •photo• gcnm 

don, in che first decades after rhe invention of phorography. "lhij 

was a time" - writes Benjamin - "when phorograph albums began to 

be filled up. They rook a liking ro rhe mosr uncomfortable plac~m 
the home, consoles and rabies with candlesticks in the lfring room: 
bloated leach er bound romes with off-putting metal finingsand pag­
es with gold edging as chick as fingers cards on which were plxd 

funnily draped or braided figurcs" 17. 1l1e rimes in which a pmon'1 

personal hisrory was documented by a few photographs rccordmg: 
milestones ended with the devdopmenr of amateur photograph 
The joyful snapping of picnires produced a kind of photo-biographi­
cal excess - one's life srory became a matter of choosingframe~,sdw­

ing events, places and people. Placing oneS hisrory in a photograp,1 

album ceased to be a simple gesture of giving a dozen photographs a 
chronological order and a rime frame; it became a mam:rofdeci.}1011, 

creation and interpretation. This required ordering a setofimagcs~­

cording to rules that guided che choice of components and laid them 
ouc in a dear structure. From a multiplicity of frames, with couml 

potential Stories, ready co be laid out in manycombinationsalimi1cJ 

sec of a dozen or so phoros had to be selected co put in an album 

Phoros had to be divided into ones chat were official and cxduJc-.. 

\Vhy chis one and not char one? Why chis character, chis place, tlii1 

time? Thi, convemion, chis pattern of story? This line of n.maci',·c, 
these details of style? Each of these decisions is an eloquent gcsrutt 

of selfcre,1rion, and the choices nude often cell a story rhat is mort 
1mporcam than the album. 

J.1c9uc:\ Le Goff, Sto,-/a e memoria, Giulio Einaudi, 19"'-, 19-9_ 
l980, _1981 · Hutoiree, mimo,re, Edaions Gallirnard 1988. 

\\"airer Bcn1.1rn in. Kleine Ge;fbifhteder Photogra;hie, in: GcsammtlCt 
Schnftt"n B.mJ ll. Frankfun 2m Main, 197""'. 



A photographic interpretation of the past, a presentation of 

one\ own identity, is a game betwee n discovery and hiding, be­

tween what is official, solemnly pasted into a n album, framed and 

1·lu1 is unofficial, repressed, deeply hidden. Yves Bonnefoy wrote 

;ibout photography. chat it is: "( ... ) less a reconstruction of che 

1or!d than a point at which the phenomenon is "broken" by t he 

drum, a crossroads where we can choose o ur "self" with its narra­

ti'•n, shoncomings and phantasms"18• 

In a phot0biographical album, the strongest voice belongs co 
d-ic pho1ographs that are not included - not on ly tho~ omitted, 
but also those that have been removed , corn up and erased. A pho­

tographic anti-biography - the photographs that are not there -
ulh about the fears and obsessions, the thresholds of internal 

m,il'ihipofsensitive areas. The features chat need co be quickly 

CJ,led, the gaps and cracks chat would like to be hidden. A pho-

1graphical album is a scene of dramatic choices, exclusions and 

:cturM; a game oflife and death. 
"Albums hold forever only death", wrote Timm Searl, a histo• 

rim and theorist of photography - "and they pose for the holder a 

ceneming of the past in an indi;idual story, from which emerges 

the1dcmiry - the elixir oflife"19• 

A special case of a photo-biography is the formula of a cycle 

compn'>Cd of a series of portraits chat are formed at regular inter-

H--;;;;:;;;-;; t.•oir, vol. 3, Centre national de la photographic, 
Pl: topochc, No. 42, Paris I 989, by: Fr:i.n4j'.oi.s Soulages, &1ht1u11u d~ li 
fhotagraphir, Armand Colin, 2005. 

Timm Star!, Der Faden des Gediithtmsses. Uber Fotoalben im 19. 
/Jrl, -rt , in: Martin Heller (ed.), Welt*Geschichten. Fo1t1,1/ben 11n 
I l.Jn-hundert. Zi.irich 1989, pp. 9-41, by: Bernd Stiegler. 81/dn; der 
"'-,,"l'hie. Ein Album photographischer ,\letaphern, Suhrkamp \crl.ig 

kfurt am ~tain, 2006. 
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vals. A cycle is governed by rwo design principles. The 6m 111 

strictly followed steady rhythm of raking photographs: daih, wee~ 

ly, yearly. The second is tO rake pictures freely and opcionallJ·; iti1~ 

similarity in the compos ition of each frame, scyliscic \implicit:· .nd 
aesrheric purity. 1l1e repeat:1bilicy of consecutive secs in the sp:u:c 

of each frame focuses anencion on what changes over time - in rhe 
face, the form of rhe figure being photographed. 

The Austrian photographer Friedl Kubelkazo rook a phocograph 
of his daughter Louise every Monday for J 8 years. Small, black and 
white passport photos stuck in even rows on large boards arch 

dreds of Louise's fuce, recording her life; rhc history of the daughter 

and mother saved in the changing glances and reactions of chechild 
A linear, continuous reading of this cycle comes to a halt at em~ 

squa res: whire spots, which over time are more and more: rhercw21 

no picmre on char Monday nor on char one11 • The empcyspacesfOrTI' 

two paralld stories. The first is the text of her daughter: a srot:•abou1 

Louise growing up and leaving. The second is the text of the mother: 
the Story of che gradual release of che child from her embrace. 

The American photographer Nicholas Nixon 22 once a year fur 
seve ral decades has photographed his wife and her three sisters,al 
ways in a simi larly composed frame. The women are changing from 
yea r to yea r, from frame to frame and the camera's eye tracks the fa. 
cial modelling, the rexture of wrinkles, rhe furrows and the chang 
ing features. The 'Brown Sisters' cycle is Nixon settling scores with 

rhe passing of time, a kind of violence - co force the world once a 
year to stand still in one place, co force time co submit to the iro 

will of the photographer. {See: Sisters Brown: Picture I. and 2.) 

More ;ibom KubelkaS cycle m: Friedl Kubeika. Portr,tf lomst Am1, 
K"btlk~,. Edition Fotohof, Salzburg 1998. 

u Cf.: M;iri3 nna Michalowska, Obraz utnjony (1be Launt lmlfgtt 
Kr2kow 200'.", pp.147-J SO. 

tz _ More ;about Nixon's cycle in: Nicholas Nixon The Broll'n Sisltri. 

]h,r~, lhrtt It'an, The Museum oO,[odcrn AH, Ne\~' York, 2008. 



I ;\ic 1u:--;ixon, The Brown Sisters, Harwichport, MA, 19~8, http: // 

www.sfmoma.O~J:!: 

L ~icob.s Nixon, The Brown Sisters, Wellesley College, 2006, http: // 

www.sfmoma.org 



228 MAGIJAU:NA SLCLYPIORSKA·.\lt:TOR 

Richard \X1agner23, a German amateur phocogr;iphcr, for,~ 
years (from 1900 to 1941 ), photographed his wife on Dmnilxr 
24 by rhe Christmas tree and carefully styli,ed pyramid ofChnst­
mas presents. It is difficult co reconstruct rhe artistic motivano:is 

of \Vagner, but two aspects speak a lot abouc the character ofhu 

idea: first, the poetics of the composition of carefully displayed 
gifi:s and Christmas dishes, che second - che intention of ,he im­

age. Wagner's cycle is a story of life written wirh collected thinp 
the pyramid melts during wars and crises, rising in time5 of pt.ict 
and prosperity, hue, always arranged with unusual piety, is wiml!S! 

co the material Status of the family. \Xlagner's Cycle is a powerfo 
gesture of self-creation: rhe piccures acted as Christmas c3rds and, 
as such, were sent to relatives and friends. 

The photographic series is a neat piece of hand luggage of 
autobiographical memory. Constructing the image of~St"lf" in the 
characteristic complication of synchrony and diachrony, which~ 
characteristic for the photographic structure, is a special case of 
building a sense of identity, accessible by the invention of photog 
raphy. "If our vision was a book and our memory a bibliophilc,thcn 
each new issue would be placed next to the lovingly hdd prc\'iOUi 
edition( .. . ) In fucc, our memory is an instrument designed forchc 
evolutionarily useful tasks, a collection of old editions is not in· 
eluded in this sphere."2-1 - wrote Douwe Draaisma and John Berger 
argued that the camera has replaced the memory2s. This remark~ 

particularly important in the case of the genre of the photographic 
cycl~. Memory is economical and rational. Photography is not. For 
~ou1se Kubeika, the girl photographed every Monday, the Bro"·n 
sisrcrs, the women standing in front of rhe lens once a year and the 

' More .ibout the \X.'agner"s cycle in: Douwc Oraais1m lf:1,1rom ha 
lei•en me/le,- g,1n1 nfs Ji oude,- wo,-d,. Over he, nutobiogr.ifiHhe grh(Jlgra. 
H1st0mche U11gevcriJ, 200 J. 
14 

Douwc Draaisma, op. cir. 

n John Berger, About Lookmg, Vimagc 1992. 
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~lgnm who each Christmas were photographed with a self-timer 
amm, photography has given chem special tool co construct their 
own identity: a cyclical record of a face, a record of rhe 'self', in a 
formula unattainable for rhe human memory. 

A photographic memory of one's own life - wrote Draaisma -
'is a memory that retains all rhe previous versions and records decep• 
!r,·efydow changes, which no one observes in himself or in others'" . 

Ac 1hc mher pole of the world made up of phorographs, at the 
opposi1e pole to char seething from the excess of photographic col­
!mions and catalogues, wh ich have to be given form - is a single 
picture. Just one. As in rhe case of Jacques Austerlitz, the hero of 
\X'.G. Scbald's essay/srory27 - unknown, found after many years. It 
is supposed to be the answer co the question "\X!ho am I" - not 
only the order of selecting a narrative identity, not only in giving 
onc'slife1he attributes of a legend. It is a question about name, sur• 
iume, mother, father, language, fare. 

"The picture lay before me" - said Austerlitz - "but I did not 
d.i.rc couch it. ( ... ) in chis role, I could not remember myself either 
chis evening or later, despite strenuous efforts. Yes, I recognised the 
distinctive ~iagonal line at the base of the hair, but everych .. i;g else 
1•aieumgu1shed under an overwhelming sense of the pasr 

Jacques Austerlitz is a man deprived of his childhood memo· 
n· - a man without memories, without language, without a name. 
He docs not know; he is just finding out char as a young Jewish 
boy he was senc from Prague in a children's transport to Britain, 
!.;;\•ed, rescued from their fate, adopted by the family of a Calvin 1st 

preacher - at the cost of erasing the traces of his past life. 

Douwc Oraaisma, op. cit. 
'X"infricd Georg Sebald, Au;ur/m:,, Random House, 2001. 
Ibidem. 
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The adult Austerlitz does not know who he is, ~e\·crsmcel~ 

remember( ... ) r have always been l1aumed by the feeling th~rld,, 

not have my own place in reality, chat I do nor actually exi1t' \ 

clear clues, no face. No phocos . No one who would sar: "ic'slllu 
no one somewhere, sometime who cou ld establish the bcginn1ll/: 
On a journey into the past, after many years, Austerlitz goo 

Prague. He meets Vera, her childhood babysitter. Vera \howdus­
terlitz a photo showing a boy who is only a few years old dro1<d 
in a ball cosrumc. ft was a moment in which between Am1erlaz 
and Ve ra and between Austerlitz and the boy in the picrurc chm 

is .something specia l. Vera tells rhe sixty year old bo)·: "it's you·. 
Vera has the knowledge ("it 's you") and Austerlitz rhe faith ("soiri 

me") - it is enough to momentarily stop the spillage, the spinnin~ 
world, co record the first sentence of the story about himsdf. Onl 
that Austerlitz is defenceless against the photos; there is nopattm: 

into which he can place them; he is left to Vera's testimony, tom be­
tween 'T' and "not I", with the question current in the background 

asking how much weight these recognitions are supposed toh.nT 

for a sixty year-old. At the levd of rhe image an additional signalol 
chis fissure is char the child pictured posing in the hall cosrumcll 
disguised as someone else. 

The phoco of the five year-old boy dressed as a page is a mtu 
ph~r for the fare of Austerlitz, and ac the same rime a phomgraphK 
image of a falsified identity, which i~ supposed robe the onlr wit 

ness to che true idenricy. This complicacion is a source of shock, Ix-· 
fore which it is difficu/r co defend oneself before which Ausrerliti 

is defending himself, denying: "Thar eve~ing at Szporkova \\her 
Vera showed me a picture of a child knight, I was not, as might Ix 
Supposed, moved or shaken" - said Austerlitz - •bur just speech· 
less, Stunned and incapable of any thought". Also rhen, when I 
thought abour five year-old page, I was seized by blind panic" --.rt fb1dcm. 
"' Ibidem 
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The way of seeing himself pictured in the case of Amccrlitz. i, 

morimcd by his own past ignor:mce, hi s inability ro determine the 

rdacionship between vision and knowledge, or rather ignorance. 

The 1pccificity of his perception of rhc image may be a variant of ;i, 

w-1 in model of perception of photographic portraits, the correct 
modd of the philosophy of photography, which focuses on i\\UC\ 

oic< 1plcx rdations between rhe model and its photographic rep 
f'C)(nution - with the entire repertoire of questions about rhe \ta­

tu) of the photographed subject: as an emanation of the object of 
reference (Bmhes ), as the effect of"Auid transfer" (Gautier), ;n :m 

e1dolon (Mori n), as removed from the model's outer layers of <,kin 

Fin\lcr),or the emanation of"rolls of coating" (Balzac). 
:\u1cerlirz's anxiety has an echo of the reAections of Barthe.,• 

..nd 01her theorists' "alchemy of photography", accurately collected 

Edowrd Pontremoli: "Confrontation with my-watched-image 
tll'TIS ouc co be a difficult experience for me. Artificial Perception 

lpJ)C':m then as an act carried out by a soulless and conformiH ma­
chine. But a machine capable of this, to "see". The reason for our 

confusion is the method of perception, by which the photographic 
\-i1ion" draws our attention. Indeed I show myself, personally. The 

rorrccc huntlll photogmphica for a camera can nor free me from be 
•, in a particular place. My visible body is always there. I ha\'e to 

UkcC"" each of shape"31 • 

In the historical and anthropological perspecci,·e, photograph) 
:,ccome a new tool for constructing and reconscrucring identity 

andaucobiographical narrative. In the philosophical perspecti\'e, it 

become a source of academic rcAection on a new kind of rep ­

TNnmion, a new quality of the hum:m image, a reAection on ,m 

~lvablc discussion about photography as a cop)' of the world 

.aid photography as his creation. 

E xmd Poncrcmoli, op. cir. 
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The paradox of photographic self-realisation, the compli­
cadons of photographic identity is summarised by Pontrtmol1· 
"From a distance, which precludes any active involvcmem, I~ 
myself as an unknown land. In a particular (impossible1) way I rte· 

ognize myself. It is "being seen~ which cakes on a significanceifl' 
the look yielding co him"32. 

«M Hc 6bl XOTCAOCh, 'IT06bl 110.HBIIA:l.Cb VkTopm, B3fA.Q;I.OB»,-llY 

C.IA e CBenuoi, ,ca,11epe PoAaH EapT. J1bo6pcTc1111c cj>oTOrpat1111 6w.w 
6hl D J,Jcyop1111 B3fAJIAOB peoo,uo1..111O1mblM co6hlTHCM: q>cHO~CH II0IOO" 

11306pa;KC)ll!JI npCAAar'3A HOByJO B03MO)KHOCTb BIIACIIIUI cc6.11, llrtc'UI 

ACHIUI II paJMHQ)KCHHR ceocro IIJ06pa%c1111J1, a TJK;KC HOBOC ncpc;uw 

1111c: B3fAJIA B Alll.10 co6cTBC!IIIOli 4>0Torpa4>11•1ccKOft Komm. 

0Tnpa1moi1 To•u.:oii a11aAH33 .no,l 11osor1 urp1,1 11.Jr.vi.1osJ1a.uera 

e <fl11Aocoq>1111 cf>ororp:ujmu 06pa3 3cpKaAa, KOTopoc «B11A11T», 110 «Y. 

6bleacr», B npoT11eonoAO;+;.HOCTb 4>ororpa4'1111, i,:oropaJ1 «B11,U!T» I 

«no11m 11r». 

¢lororp;ufutJI' - 3TO HC TO,-\bl(Q HOBO(' BHACHHC cc6J1, ]TO nuc 

BOC 311;!.IIIIC O cc6c II HOBbli"t HIICTPYMCIIT C03A:IIIIUI CMbiCAOB II JHa'l(HHli 

BIIACTb cc6.11 IIHa'tc, 'ICM B 3CpKaAC (6apr) - 3TO TaJOt.C no•HOBO)f\' l,. 

llCflTY3All311poeaTb co6cn1cm1y10 IIIIA~IBIIAY:IAbl!OCTb II CA:1,raTh O cell( 
noBCCTBOB;!.IIHJI'. 

CTaTbH .1181\JICTCJI' nonblTKOH pa3MblWACUJll°I 113.A oco6b1M up~ne 

poM q>ororp;i.4'11'1CCKOi1 J:i.n11c11 «.II», 113.A pOAblO CHIIMU B COl,\ll!IDI 

ca111onoeccrnoea1111J1", a TaJCiCc uaA cnc1..uupm,;01l 4'0Torpa411111 U); Klfl' 

111<':.+.:.Ay BIIACIIIICM II 3H311IICM, Ila np11111cpc rpcx MOACAcii: 4>oro-611orpi­

<fi1111 (.lAb60111.1} B 06mcnp1t1t.llTOM 3113.'ICIIIIH, 4'ororp.a4>11'1CO:Oro UHl-\.1 

(kO.V.CKitllll noprpcroe, AOK)'MCHT11py10u1 11x •1cpc3 onpCACACHHbl( npo-

1>1c;.i.:yn,1t 
8

PCMCHII lf306pa;+;c1t11J1 OAHHX II TCX )K(' Allll), a nuc -Jl­

,\bllbf:X, c.,y'la11uo llaiiACIIHblX CHIIMKOfl, .IIB,\JIIOUIIIXC.11 <'AltUCTBCHHblll 

C,\CAOM CBOcro co6crsc1111oro ,\Hlt.t, <'.l.illlCTBCIIHblM CTpOIITC,U.Hbl ,a-

lbidcm. 
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TCf'l!l.\OM noll(CTllOBJHiUI O co6CTBCtlllOil IIHAIIBIIAY21\b llOCTi1 (K3K 8 

.~ymup.rn~r B. r. Cc6ao\bAa). 

. TcoptTll'l(CKMi'I KOIITCKCT COCT38AJIIOT Bb16p:i1111bJC CIO;t;CTl! blC HIITII 

TI:1Ha11paB.\(Hllil !p11Aoco4>1111 4>0Torpa4>1111, KOTOpblC aHaAll311pylOT <tic• 

111.lM(HCHIIMU-nopTpcn C ncpcncKTI\Bbl 63rAJIA3 II n:iMJITII (6apr, 6cp 

rtp, no1npCMOAII). 
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SYLWIA FABISIAK and PAWEL RUTKOWSKI 

IC0NICITY IN POLISH SIGN LANGUAGE 

0. INTRODUCTION 

It seems to be an uncontroversial fact chat namral sign lan­
guages arc characterized by ever present iconicity. According m 
some scholars, this feature makes the lexical and gramm:nical sys­

mns of sign languages substantially different from chose found in 
oral communication. Ochers say chat although, admittedly, many 
phenomena occurring in sign languages do have an iconic motiva­
tion, the cognitive basis ofborh spoken and signed communicadon 
isaactlyche same. The aim of chis paper is to present an overview 
of the most notable aspects of iconicity in Polish Sign Language. 
~•c also am:mpt to juxtapose the notion of iconicicy with chat of 
(non-)arbitrariness and argue chat iconic mocivacion docs not rep­
resent a binary feature distinguishing visual-spatial languages from 
vocal-aural ones. Instead, we prefer to think of iconidty as one of 
many universal cognitive mechanisms that may influence but do 

not define the human language faculty. 1 

Wcm:grateful to Malgorzata Czajkowska-Kisil, Teresa Dobrzyn~b. 

Akunder Joulego, Jadwiga Linde-Usicknicwici. ;\1arek Swidziii~k• and 
Corey Yoquelet for helpful commcms on variom aspects of the material 
PttStmcd in this paper. The second author also acknowledges the financial 
\upport of the Polish Ministry of Science and Higher Fducauon through 
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1. WHAT IS POLISH SIG N LANGUAGE! 

Polish Sign Language (Polski J;zyk Migowy, usually referred 10 

as P]Af) is a full-fledged natural language used by the Deaf com­
munity in Poland (cf. Swidzil1ski and Galkowski (2003)).1 Nm 
chat Polish Sign Language (hereinafter, PSL) should not hr: con• 

fused with the so-called System J;zykowo-Migowy [Signed Polish! 
{see e.g. Perlin ( 1993)) , an arrificial language whose grammar close:• 
ly corresponds to chat of spoken Polish. PSL, on the other hand 
is complerdy different from Polish in terms of grammar: it is an 
analytical language, devo id of fusional inflection , charamriud 
by non-linearity and chree-dimcnsionalicy of syntax. It should be 
considered a minority language in Poland; its only unusual chmc­

terisric being that in most cases it is not passed on from gencr:uion 

to generation but rarher through pct:r assembly {typically, in d.caf 
schools). 

Sign language research is a very prodigious and quickly a-

a gram emided Skladnia Pollkfrgo Jrzyka Migowego {PJM) w MjfGa 
typologicznym [The synrax of Polish Sign Language from a typologial 
perspective]. 
1 

The word Dea/is usually capira lized when it refers to people who 
were born with a hearing impairment, use sign language as their pruiun-: 
means of communication, and consider themselves part of the Dell 
culmr,11/language group. Deafness is their social identity, and not J 

d1sab1l1ty. By contr:ast, the spelling deaf is typically used for the hcuing 
unpaired who became deaf later in li fe, do not sign natively, and hence 
do not belong to the Deaf culture. Note, however, char when it come5 
to social identity, we should not expect cku-cuc distinctions: some ai 
those born with hearing impairment :i. re deaf not Deaf; many of chOSt 
born to hearing parents never identify :i.s De:i.f; some native spcakmof 

:::c~el:~~u~~:s ,~ho l.arer develop hearing impairments bc~~mc Dea.I 
Dc:i.fbuc no~ d J~ired people who later develop hearing :i.bilmcs re~ 

Ch Id e , some who were alw:1ys hearing arc Deaf(CODAs, LC 
1 ren ofDc:1.f Adults). 
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-dingarcaoflinguistics. The academic community all over the 

•Id rtcognizes sign languages as an extremely intriguing sub­
;:oi scudybecause, despite being fully systematic and complex 

,tcmsofhuman communication, they are intriguingly different 

sp<>ken languages. Sign language research has resulted in 

yilin ition of existing language typologies and modification of 

mn, mditional assumptions about the nature of human linguis-
CQIDpt1cnce (see e.g. Siple ( 1978), Emmorey (2002). Sandler 

11d Lillo-~lartin (2006)). According to most researchers, sign 
., :iagc communication is based on the same {possibly univer­

s.l set of cognitive principles that underlies the use of spoken 
~igcs. However, how this fu ndam ental lingu istic compe­

~cc maps onto the actual grammatical form of individua l sign 
Mts is, w a large extent, determined by the visual- spatial 
dmmofsign. This med ium shapes l ingu istic structu re in ways 
:cncoumcred in languages based on the auditory-acoustic me­

of speech. One of the most striking differences is chat, un­
.itspoken mings of words, signed utterances need not be strictly 

T'ill·o(oreven more) signs may be produced simultaneously. 
forces us to redefine the notions of syntactic word order and 

pbual structure. Signs also undergo speci fi c types of movement 
.re ilways produced in three-dimensional space. The gram­

categories of movement and space do no t belong to the 
b!iuonal set of linguistic featu res encountered in spoken lan­

Addicionally, grammatical information m ay be co nveyed 
·manually, through facial gestures, such as h ead tilt, raised or 
crcd eyebrows, eye gaze etc. In sign language research, gram­

aar b to be understood in a broad sense, encompass ing much 
th-.n jun word order and inAection. Grammar, i.e. the rela­
brn,,een individual signs, shows us how the D eaf categorize 

din-orld through their language. 
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2. ICONICITY IN POLISH SIG 'LANGUAGE 

The term iconicity is meam to refer ro the situation in whicr. 

the form of the word, sign or linguistic structure convep thedt­
sired meaning by somehow resembling the denotation. As now! 

by Sebeok (1979), iconic signs need nor be exclush·dyvisual,thC'f 

can as well be auditory, olfactory, gustatory, and tactile (ste ilio 
Eco (1976)). VisuaJ iconicity has received a lot of anention from 

scholars working on sign languages (see e.g. Taub (2001)). CormlO' 
(2007) tre:m the phenomenon in question as a manifesm1on OI 

a more general property of sign languages, which she refers 1011 

isomorphism, i.e. a close rdarionship between form and meaning 

Although the face chat numerous lexical and gramman<.i.1 
phenomena of sign languages are motivated iconically is n01 qffl­
tioned by modern linguistics, it is not uncontroversial to wha1 a­
rem iconicity should be viewed as one of the defining features of 
sign communication. The issue at hand has been subject to modi 
debate in the last few decades. It seems clear ro most researchers th.: 
rhc iconic dimension of sign languages is independent from nuur.! 
gesturing. As shown by Szczcpankowski ( 1999), only asmallsub1t1 
of kinetic gestures used by hearing people have their exm c:qui11-
lenrs in the lexicon of PSL. Interestingly, some gestures of this t~pt 

are used in PSL with a completely counter-intuitive meaning, c.~ 
the gesture of saluting used in the army would be imerprmd .iS 

the sign for 'wilct'. As demonsrrared by K.Jima and Bdlugi (19~'t 
and Fabisiak (2010a), among ochers, hearing non-signers can cor­
recr_ly guess the meaning of only more or less 20% of signs u~ 
Ill sign languages. Ir should also be stressed that, having been cold 
the meaning ~f particular signs, hearing subjects in rhe scudy co 
ducted by Fab1siak (20 I Oa) found 65% of presented signs iconic. I 

ord~r to emphasize the fact that sign languages arc not simply mi­
mmc, in the seme of being grounded in non-linguistic gesturing: 
many contemporary linguists tend to concentrate on those prop-
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,ics oi ~ign languages that are al.so crucial for spoken languages 
li cheir grammatical nature) and understate the importance 

tl,o~ characteristics that arc not typical for oral communica­

Mlll ~ee.g. RCe (1999). The implicit aim of this line of research 
Lxd the 'iconicity fallacy' by Thoutenhoofd (2000}) seems 

be cc a\'oid the following possible imerpretation: being iconic 

1 ~ing non-convenrional and non-arbicrary, which in turn 
~1 being non-linguistic (Saussure's ( 1916) view on arbitrari-

11 che crucial bond uniting the signifier with the signified has 
lxal.1.fundamemal assumption of modern linguistics for almost a 

,r',flO\\'). 

However, whatever the interpretation of the status oficonicity 

,~uage may be, it seems justified to assume that no adequate 
111ic analysis of signed communication can be carried out 

u1 a detailed description of those signs and structures that 
1·eiconic motivation. As PSL is one of lesser studied sign lan­

;c1, there are very few papers dealing with the iconic aspects 
'language. In his brief overview of the problem in question, 

1k 2006) stares that iconic signs are very common in PSL and 
·,s this fact to the generalization that the visu·al-spatial com-
1ucion channel has an impact on the frequency of different 
of signs (cf. Peirce's {1932) taxonomy of signs) - symbols, 

1cfercnccs or icons, with the iconic type being significantly 
• frequent in sign language than in spoken language. Mrozik 

JJJ6 further distinguishes three types of iconicity in PSL, each 

a different kind of visual similarity between a sign and 
:.i.tion. According to this typology, iconicity may involve 

[) in terms of shape, spatial relations or various aspects of 
1cm .path, speed, etc.). The first of these types is exemplified 

e ign for 'house' {hands forming a pitched roof); the second, 

tipression 'a square surrounded by houses' (the sign 'house' 

ed ~veral times, each time in a different location around 
1:iary square); and the third, by verbs of movement {such 
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as 'drive; which conveys not only rhe basic meaningofgoing b)YI 
hue may also imitate the manner of movement). 

A more detailed classification of various aspect of PSL icon 
ity is presented in Fabisiak (20 10a) and (20 106). In the remain 
part of rhis section, we will outline rhe main points of the aiury 
proposed in those papers. In order to illustrate the scope of the phi 
nomenon under consideration, let us first say that Fabisiak (201 
distinguishes the following types of iconic signs in PSL: 

deictic (d irectly pointing to their referents, e.g. 'I; ·n~ 
'hair'), 

locative (po inting to the location of their referents Ori( 

the location associated with their referents, e.g. 'hcari _ 
'deaf' or 'to watch'), 

vectorial (pointing co well-escabl ished directions, c.~ 
'norch: 'right' or 'down'), 

reflecting the manner of use ( imitating activities assoc1 

ated with the use of various objects, e.g. 'soap; 'rowd 
'coffee'), 

metaphoric (based on conceptual analogies between t" 
objects or ideas, e.g. 'rich' - depicting a pocket full 
money, 'ro know' - suggesting knowledge is sometrui 
contained in the head, o r 'communication' - showing ch 
Row of information between the sender and receiver' 
metonymic (referring to their referents via something 
timately associated with the referents, e.g. 'man' - imit · 
ing shaving, 'Poland' - based on the sign of the ChrisUM 
cross, i.e. alluding to the predominant religion in Polan 
or '\Varsaw' - related to the breasts of a woman, as li 

coar of arms of the city of \Varsaw depicts a haJf.rul,: 
siren), 

morphic (imitating the shape or another easily percein .. 
property of their referents, e.g. 'house: 'flower' or 'sun· 
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nomic (imitating the appearance of their refer­

t\. c.g. 'cat', 'cow' or 'snail'}, 
rditional and quantitative (referring to the size or quan­

un·of their referents, e.g. 'tall', 'far' or 'ma11y'), 

· 1cmcnc•related (imitating che movement associated 

:h the action referred to, e.g. 'co drink', 'to read' or 'co 

• aprtSS11·c \ imitating the facial expression or gestures as­
tcd w1ch the action referred co, e.g. 'to cry', ' t0 laugh' 

,k I• 

employing classifiers (based on manual classifiers repre­

~ting the entities involved in the action referred to, e.g. 

,u.lk; 'to run' or 'to fall'), 

:,graphic (related to the letters of the corresponding 
in written Polish, e.g. 'May: 'son' or 'God'). 

space limitations, we cannot discuss each of theses 

Our aim is more modest: co present examples of 
ccof iconic motivation on che lexicon and grammar of 

uld be noted here that, being three-dimensional, the 

iimion channel of visual-spatial languages forces 
1c relations, such as placement of signs in particu­

.n the signing space. When discussing this charac-

ed communication, Cormier (2007) talks of the 
llSC of rhc ~igning space, which reAectS the real-world 

die objects referred to. The place of articulation of a 

lw ar. iconic motivation. Signs expressing emotions, 

css or anger, arc typically produced on the chest, 

signs related co cognitive processes, such as chinking 

ding, arc produced on the temple (cf. e.g. Kyle and 

' This could be imerpreced as the phonological as­

ty - the feature of the place of articulation is one 

cd1u:mics of a sign (in sign linguistics, the term 
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phonology is used to refer to the study of sublexical features with 

distinctive functions). There are numerous examples of iconic• 
ity in rhe phonological structure of PSL. Most imporrandy, they 
include non-manual sublexical features, such as the direction of 
sight, eye contact or head and body movemenrs. lconicityalsoaf. 

fects the inflectional properties of PSL, with the notableexamplt 
of the phenomenon of verb agreement - many verbs seem to ht 
inAected for person by incorporating their subjects and object), 

e.g. 'I give you (something)' is signed in rhe opposi1e direction 
than 'you give me (something)'. Plural marking is another in• 
stance of an inflectional process based on iconic principles: plural 
forms arc often signed as reduplicated forms of the basic shape 
of the sign being pluralized. Last hue not least, iconic basiscould 
also be traced in many syntactic phenomena of PSL. Relerant 
examples include questions, negative sentences and imperativt), 
all of which are distinguished from affirmative sentences through 
non-manual markings, such as raised/lowered eyebrows, frown­
ing, wide opening of eyes, direct eye contact, head rilts and shake), 
and expressive facial gestures. Similar means serve rhe purpose of 
indicating clausal subord ination. 1l1e interaction between synm 
and iconicicy reaches beyond individual sentences. Whole narra· 
rives may also be iconically-driven. In this respect, rhe situation 
in PSL is not different from ocher sign languages. Liddell (20031, 
discusses a narrative in ASL (American Sign Language) derotcd 
to che inseparability of language and Culture, in which the two 
phenomena are presented as a married couple. The signer stam 
that if language and culture were divorced (which is represen1ed 
'.conically, with two handshapes begin ning together then separa1• 
mg), they would both die. This potential consequence is indicai• 
cd as follows: first, one of the signer's hands drops and rollsowr 
~e~d, the,n the ocher one. Note that it is not only a particular sign 
(divorce) chat has an iconic basis but also rhe whole narration 
To sum up the faces presented in this section, it seems justified cc 
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g~· chat iconicity is one of the most important cognitive forces 
underlying the lexicon and grammar of Polish Sign Language (or 
n·cn ~ign languages in general). 

J. ARE !CONICITY AND ARBITRARINESS 
MODALITY-DEPENDENT? 

It could be considered a platitude to say that the three­
dimensional visual-spatial modality has a higher potential of 
risual iconicity than the vocal-aural modality, limited by its 
one-dimensionality. Still, it docs not necessarily mean that the 
iconicity of visual imagery is more easily perceivable than that 
of the vocal type. Of course, iconic words are virtually absent 
from spoken language. Exceptions to this generalization include 
onomatopoeia, i.e. words that imitate the sounds they srand for 
e.g. the English verb meow or the Polish verb miaucui that imi­

i-a1e the noise made by cars), and phonesthemes, i.e. recurrent 
~ub-lexical and sub-morphemic clusters of phonemes, associ­
ated with a specific meaning (e.g. the English phonesthemeg/-, 
which occurs in a number of words rdarcd to lighr and vision, 
likeglow,glitter, glisten, glare, gleam, glimmer, glint etc.). How­
ever, iconicity as such is definitely not a marginal phenomcno11 
in spoken languages (cf. \'ifescott ( I 971 )). For instance, simi­
larly to what happens in many sign languages, iconic motivation 
nn take the form of reduplication, i.e. a morphological process 
by which the root of a word is repeated in order to convey a 
semamico-grammarical function, such as pluralit}" (e.g. or,mg 
'human being' > orang-orang 'human beings' in Indonesian, d. 
Macdonald (1976)) or intensification (e.g. nononga 'long' > 
nononononga 'very long' in Oaga, cf. Murane (197➔)). The pro­
cess in question seems to be based on the following cognmvc 
mechanism: intensity of a feature is positively correlated with 
complexity of structure ( the more intensive a feature. che more 
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structure should express it) - for a more derailed discussion of 
reduplication, see Moravcsik ( l 978). 

It is worth noticing chat Peirce ( l 932) distinguishes two types 
of icons: an iconic image is a single element chat (visually or ocher• 
wise) resembles its denotation, whereas an iconic diagram is acorn• 
plex icon, whose parts are related to each ocher in such a way thac 
the relationship resembles the relationship between the cxcralin• 

guiscic objects to which these pares refer. The latter kind of iconic• 
icy could be viewed as syncagmacic in nature. 

Iconic motivation in the diagrammatic sense is well-am.seed 
in many spoken languages. According co some scholars, it should 
be viewed as one of che most important conceptual bases of synm 
(see e.g. Jakobson ( 1965), .among oche rs). Mou Iron and Robinson 
( 198 l) use the term iconic syntax co refer co the situation in which 
the arrangement of lexemes in a sentence reAeccs or •looks like" 
the arrangement of their referents. They illustrate this model with 

an example of a radio announcer ac a car race: rhe order, spacing 
and pace of Uttering the names of the racers going by the press box 
corresponds to the real•time situation on the track. In ocher word!, 
the o rganization of our utterances tends to be based on rhe acru• 
al temporal organ izatio n of the evencs chat we are talking about. 
Therefore, we prefer to say: "I ate dinner, brushed my reerh and 
wem co bed~ instead of "I wenc to bed, brushed my teerh and ate 
d inner~ as a reply co the question "What did you do last night?". 
Theoretically, linguistic coordinatiOn is a kind of addition opera· 
tion, in which A + B + C should be equal co C + B +A.In fact. 
examples such as the one above show that linearization of speech is 
rooted in excra./inguistic factors, mimicking the real-world experi• 
ence of the speaker. Similarly, Oiessel (2005) poincs out chat che 
placement of subord inate temporal clauses is based on temparal 
iconiciry. He shows chat the linearizacion of clauses in a complex 
sentence reffects the temporal order of the events chat they referto 
(see also Haiman (1985), Korcmann (199 l )). Subordinate clauses 
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describing an event that takes place prior ro the event described by 

the main clause tend to precede the main clause, whereas clauses re­

ferring to a posterior event typically occur sentence-finally. Dicssel 

2005) illustrates the phenomenon in question with sentences such 

.u I\ and (2). which are much more frequent in natural speech 

th.nsentenccssuch as (3) and (4): 

(I) Afttr tht moon wtnt down tht night 1.vas pitch black. 
'2) Thry'vt starltd to havt coffee togttbtr in 1he morning before 

I gtt out ofbtd. 
(3) Tht night was pitch black afitr tbt moon wtnt down. 
(4) Befort I gtt out ofbtd thty 'vt starttd to havt coffet together 

1n tht morning. 

Oiessd's {2005) analysis shows that at least some principles of 
clauS<: combining must be viewed arc driven by temporal iconic­

iry. Similar examples could easily be multiplied. Therefore, it seems 

tlm iconicity is present in all languages, both spoken and signed. 
However, Thoutenhoofd (2000) argues chat the iconic char­

amr of the visual modality makes sign languages substantially dif­
ferent from spoken ones. His argument is based on rhe observation 

that sign languages can dcvdop quite rapidly whenever a new deaf 
community is formed, which could be interpreted as a sort of crea­
tion •ex nihi\o". A well-documented example of such a situation is 

the birth of Nicaraguan Sign Language, which was spontaneously 
dc,·elopcd by deaf children in a number of schools in Nicaragua in 

the 1970'sand 1980's (cf. Keg! (1994), Senghas (1994)). Accocding 
to Thoutenhoofd (2000), it is only thanks ro the •common-sense 

referentiality of iconic forms" chat a completely new system of signs 
can arise and be acquired in a relatively short time. As noted by 
Giv6n ( 1989), "all other chings being equal, a coded ~xpcrie.ncc is 

easier ro srore, retrieve and communicate if the code 1s max1maHy 

isomorphic to the experience". 
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The arguments pur forward by Thouccnhoofd (2000) seem to 
touch upon a more general problem of the role oficoniciry in Ian• 
guage development. Grice ( J 989) argues chat all systems of non• 
iconic signs arc historically derived from earlier iconic spteiru. 

According co chis line of reasoning, iconicicy underlies primitive 
non-conventional signaling and is typically lose as a resulrofcon• 
venrionalization. This model could be "alid both phylogenecio.lh­

and omogenecically. It is not surprising that spontaneous iconic 
gesturing plays a much more important role in child language chm 
in adult language. For example, Capirci, Iverson, Pizzuto and \"ri!: 
erra ( 1996) show that, in the transition from one-word ucmance-1 

to more complex syntagms, the child nccess:'lrily goes chrough an 
intermediate phase of gesture-word combinations. Thus, the pm 
ence of gestures in children's communication seems ro facilimethc 
development from pre-linguistic to linguistic behaviors. 

The above applies to both signed and spoken languag~. It 
should be emphasized here that, as observed by Frishberg 19-; 
the iconic basis of linguistic structure in sign languages is pron( co 

gradual diachronic change in the direction of arbitrariness, form.ti 
reduction and convenrionalizarion. konically motivated dcmcnc:s 

which are freguendy used tend co gee simplified (reduced to tho" 
features that function as contrastive diacritics) and systematized in 

a step-by-step fashion by assimilation and lexicalization proces5(" 
such as the loss of redundanr body or facial movement. Fore:ui 

pie, ASL compound signs are ofi:en merged into simpler forms, as 
in the case of the sign 'home: which historically consisted of n1·( 

~eparate signs {meaning 'eat' and 'bed'), but was reduced by modi 

fying irs articulation from single couches at two distincr locariom 
to t\\o rouches at one location. Such changes leading ro coale1 
cence and formal attrition make the visual motivation of signs lrss 
and lc\s tramparenr, up co the poinr when it becomes complml 

opaque. Fri~hberg (1975) argues that this process is instrumental 
in the creation of full.fledged linguistic systems of signs, as "P 
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pased ro random sets of iconic gestures, devoid of any systematic 
rdacionships. This analysis is in line with Zipf's ( 1935) obse rva­
tion chat linguistic elements with a high frequency of usage tend 
robe expressed in a reduced {opaque) form. He treats this regu-
1..ritps resulting from a least-effort mechanism (if a corlCept can 
he conveyed by means of a relatively simple form, there is no need 

fora more complex form). In other words, loss of iconicity due to 
conrentionalization may be viewed as driven by the principle of the 
most economical expression. 

The same trend from more iconic to more arbitrary was noted 
by Tomaszewski (2006), who observed conventionalization pro­
cesses similar to those discussed by Frishberg ( 1975) in che linguis­
tic behavior of Polish homesigners, i.e. deaf children who do not 
know Polish Sign Language but communicate gesturally with their 
hearing families. Tomaszewski (2006) examined changes in their 
communicative techniques resulting from exposure to other home­
signers in a kindergarten context. He noticed an expected develop­
ment of the children's lexical competence but also various adapta­
tions and simplifications, such as transfer of movement from body 
language to the hands or elimination of one of the hands from sym­
mmic signs. The changes in question could be illustrated with a 
telling example of the gesture sign for 'dog'. At the beginning of 
U\eir inreraccion, homesigners produced this sign in a pantomime 
fashion (both hands raised to the face level, forward movements 
of rhe body, accompanied by an angry facial expression, very much 
like in a theatrical performance of an atcack by an aggressive dog). 
After some time, the way the sign was produced changed quite 
significantly: the movement was transferred from the body to the 
hands, gar faster, shorter, and in a way conventionalized ("fossil­
ized~) in the sense of being done exactly twice (rather than several 
times). Additionally, the facial expression of anger was abandoned. 
Tomaszewski (2006) explains this clear loss of iconic propernes as 

driven by che economy of expression. 
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Inreresringly, it seems that once a sign is con\'entionalizedand 
integrated into the linguistic system of a given sign language.i11

1 

no longer processed memally as an icon, but rather as a bund!eot 
arbitrary features. Bdlugi, Klima and Siple ( 1975) describca1horr 

term memory experiment, in which deaf subjects were asked I( 

recall ASL signs which they had been presented on a screen. 1hr 
experiment showed that short-term memory mechanismsoflcxK.al 
retrieval arc not based on iconicity. Certain intrusion mon Ir..: 
occurred in the responses were related to the formal charactcrii• 
tics (articulatory/phonological features) of particular sign1, .l!lil 

nor on rhcir visual properties. For insc:mce, the sign for 'cand~·'w.i 
mis-recalled by one of the subjects as the sign for 'apple'. lheexpla 
nation of this error seems straightforward in light of the fan dui 
the two signs differ in only one articulatory feature related to lwid 

configuration, namely the position of the index finger. Orhcr ft•• 
tu res of the sign presented, such as the place of articulation andt.Y 

type of movemem, were preserved in the sign reCalled. Simil.arli­
'noon' occurred as an error for 'tree' because, again, the rwo 11gru 
differ in only one feacure, in this case, movement ('noon' is stil. 
whereas 'tree' moves). This shows chat signs are most likely coded 
and processed as bundles of arbitrary articulatory features, and not 
as mimetic images. In ocher words, iconiciry does not seem to pllr 
any role in the memorization of conventional ized signs. 

Emmorey, Grabowski, McCullough, Damasio, Ponto, Hichn 
and Bellugi (2004) used positron emission tomography to eumint 
if the face thac signs denoting tools in ASL usually have a dear icon· 
ic motivation (a handshape representing the human hand holding• 
~ool) _results in a different activation of the neural systems in"o!rnl. 
111 

l_ex1cal retrieval, when compared to non- iconic signs. Surpriling 
ly, 

1
t mrned out that there are no such differences, which rur,gti:i 

that _che _human brain docs not distinguish between non-iconic 

and _ic~n•c signs, even if the lacn~r are indistinguishable from pan· 
tomamic gestures. This observation could possibly be explained ill 
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the following way: as soon as an icon becomes pare of the linguistic 
sy:;tcm of a given sign language, the iconic motivation of its form 
aases co matter any more - it simply becomes an arbitrary sign, 
interpretable only within the limitations imposed by the system. 

As pointed out by Mrozik (2006), among many others, being 
iconic docs not make a sign non-arbitrary. Even if the motivation 

of a given icon becomes transparent (or at least easy to decipher) 
once the meaning is given, no icon can be thought of as based on 
a simple one-to-one relation between form and meaning. Iconic 
dcments are as conventional as non-iconic ones, i.e. one must learn 

their shape, instead of just creating them ad hoc. Mrozik (2006) il­
lustrates this problem with the example of different words used for 
the noise made by dogs: woof in English, hatt in Polish, am in Lith­
uanian. All of them are usually considered iconic due to their ono­
maropoeic character, but this docs not mean that their interpreta­
tion is in a way language-independent. In other words, a speaker of 
English would not be able to guess the meaning of the Lithuanian 
word am only on the basis of its phonetic shape. Similarly, if lexical 
elements used in sign languages were nor as arbitrary and language­
specific as spoken words, signed utterances would be easily under­
standable for non-signers, which is obviously not the case (usually, 
an outside observer is not even able to guess the general topic of a 

signed dialogue). 
Nore that arbiua ry signs used in sign languages should be 

distinguished from non-linguistic pantomimes accompanying 
this kind of communication. Hohenberger (2007), among others, 
points out that signed narratives arc often interspersed with spon­
taneous gestures and pantomimes. They include both paralinguis­
tit signs that are created on the spur of the moment for the purpose 
of a parricu lar communicative context, as well as various iconic 
modifications of well~established signs, e.g. changes in the manner 
of movement which may signal chat the action described by the 
sign was performed slowly, quickly, repeatedly ere. \'Q'e could also 
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include here all kinds of non-manual (facial) indicators of emo• 
tions or value judgments, such as those rhar may change che inter­
pretation of the sign 'girl' into 'pretty girl' or 'ugly girl' (cf. FabisiU 
(20J Ob)). Elements of this type are also common in oral commu• 

nicarion, when co-verbal gesturing or facial expressions .ire usedb 
a kind of illustration of what is being said. Bur the phenomenon 

in question poses a serious problem when it comes to de/imitmt 
what is linguistic in sign language and what is nor. Although ir ~ 
virtually impossible ro draw a clear line between linguistic signing 
and paralinguistic gesturing, rhe dichotomy in question ~hou!d be 
kept in mind when discussing the issue of iconicity. Ad hoc ges• 
curing is obviously rooted in human sensory experience, and hence 
non-arbitrary. As for its role in the grammatical system, non-lin• 
guisric gesturing in sign languages could be compared to ceruin 
suprasegmental prosodic features in spoken languages, such as in· 
ronation, pitch, timbre, loudness, rhychm, or (non-phonologia.11 

vowel lengch. Factors of chis type are nor distinctive in terms of 
phonological features, however, they may play an important roleas 
meaningful elements in oral communication. For example, when 
reading our a dialog between the big bad wo!fand Little Red RidinJ 
Hood to a child, parents will usually lower/raise their pitch in order 
to make it clear who says what. Similar modifications are possible 
on other levels of prosodic suprasrrucrure, e.g. longer than usual 
pronunciation of words may indicate rhar rhe action referred to 
was ,·cry slow, e.g.: 7he tram lUas going veury slooowly. Such modi• 
fications are clear examples of aural iconicity. They definitely affw 
the interpretation of a given utterance bur are not part of the Jin· 
guistic (phonological) system in a narrow sense. Loudness or pirch 
cannot be thought of as binary features; they are gradient, similar 
to various paralinguistic gestures and sign modifications in sign 
languages. 
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4. CONCLUSION 

\Y/e believe there are many convincing arguments for treating 
iconicicy as a cognirive mechanism underlying various aspects of 
both oral and visual communication. Therefore, iconic motivation 
~ such does not seem to be a defining feature of sign language. 

Once gestures enter the language system, they gee convention­
alized and become arbitrary, even if visually motivated. In other 
words, the imitative potential of gestural signs should nor be con-
1idm:d a plus/minus feature, absent from the vocal-aural modal­
ity. The iconic grounding of linguistic signs seems to be a relative 
ratherrhan absolute characcerisric (cf. \Xfescott (1971)). Its scalar 
nature is besr described as a kind of continuum with full arbitrari­
ness and full iconiciry as two extremes (neither of chem attested in 
natural languages). As shown by Frishberg (1975) and Tomasze­
wski (2006), among ochers, various phenomena in sign languages 
may be interpreted as involving a change in rhe location along chat 
cominuum. Incerestingly, such changes seem to be unidirectional -
from more iconic to more arbitrary. According ro this line of rea­
soning, che fact chat some grammatical categories in sign languages 
{such as, for instance, agreement) seem to exhibit a lesser degree 
of convencionalizarion than their equivalents in spoken languages 
may be imerpreced as resulting from sign languages being relatively 
young (see Aronoff, Meir, Padden and Sandler (2005) for a similar 
conclusion). It could be assumed chat in the course of diachronic 
development, many aspects of the grammatical structure of sign 
languages will move along the iconicity-arbicrariness continuum, 
getting conventionalized in ways analogous co chose known from 

lhc history of spoken languages. 
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THE CREATION OF ~IEANINGS 
IN DIGITAL TEXTS 

I. INTRODUCTION 

The function of technology in the area of cultural texts an ht 
of dual nature. First of all, technology is perceived as a mean of mrl­

sage transmission. Ir usually rakes place when new rechnologiesap· 
pear, as their invention is inspired by human willingness to improve 
rhe way of communication. However, when new media graduall) 

develop and become more sophisticared, rheir active participation 
in the creation of meanings becomes more visible. Comprehension 
of highly•sophisticared technologies, in particular digital ontS. ~ 
nothing more than a medium means losing their essence. 

Martin Heidegger points our char technology is not only a me­
dium of transmicion bur first of all it is rhe way of discovering and 
making the being. It means that new technologies disco\'tr new,· 
ways of the creation of meanings as they produce new textual fomn 
and modify existing ones. As such, they become a suhjecrofinrer· 
e\t to the humanities, including semiotics and poetics. 

The shaping of meanings in a digital message is strictly re· 
lated to specifi_city of a ~ign, text and digital discourse. I intend to 
show this specificity with reference to internet messages. 
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,.STRUCTURE At D SPECIFICITY OF A SIGN IN A 
DIGITAL MESSAGE 

A digital sign should be considered in rdation to its four as­
pws: the layer of its appearing, its substance, meaning, and in its 

functional aspect. 
The layer of sign's appearing is of polisemiotic nature. Inter­

nee mmages use existing forms of signs, combining and changing 
them through media processing. This linking is possible due to the 
mbmnce of digital sign. The signs irrespective of the form of their 
appearing arc constructed from the same bit substance. This causes 
that linguistic, visual, numerical, sound, and graphical signs exist 
according to the same principles. From the point of view of a digital 
technology, those signs are of the same type. lt does not happen in 
the case of traditional media, where linking the sign to different 
mbstance and arts (e.g. word to print paper and literature, sound 
to sound wave, a score and music, colourful spot to paint, canvas 
md painting) make them signs of varying types. Development 
of technology causes that substance of text is invisible electronic 
phenomena. The possibility to record every piece of information, 
irrespective of its semiotic organization, using the same 0-1 code 
causes that image, word and sound arc of the same type of informa­

tion. Thus, they can be easily linked and processed. 
The layer of appearing of signs is of optional nature. lt means 

that one meaning and acting has an iconic, verbal, literal and math­
ematical presentation, and periphrasis (description using words) 
ar the same time (e.g. the icon of the printer, command .,print", 
.Ctr+P•). The iconic and verbal variants can be linked with a met­

onymic relation, similarity, and conventionality. 
The digital sign is characterized by its functional aspect that 

means the ability to perform actions on other signs and texts. Not 
t\·ery sign in hypertext has chis aspect activated, but every ~ign can 
become a functional one. Its presence is marked in the sign's ap-
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pearing (marking a word or several words, part of text usrngdiffo. 
em colour or underlining) or adopted conventionally (e.g. icons in 
roolbars), signalled with a changing a shape of cursor. 

The user's action acrivares this sign aspect. This manifest) the 

persuasive nature of the digital sign that transforms the receirer 
imo the sender, encouraging him to organize the rexc.Amongsigns 
with an active functional aspect, one: can distinguish sing~ linking 

to ocher rexes or signs changing rhe text. The former transfm die 
user to another rexr - page, for which a specific sign (word, icon' 

gh•es the go ahead. The latter can be used by the user to inrroduce 
changes to the text. 

The sign of cursor represents a typical sign changing text. h 
does nor belong ro the text, bur enables operations that could bt: 
made on it (it is related to discourse). The cursor is a multiform 
and multifunctional sign. Once moved across the screen, iradopu 
different appearance informing rhe user abom its readiness tom 
These actions a re sta rred as a result of clicking, which - as Paul Lei-• 
inson points our 1 

• replaces the verbal syntax of commands. The 
cursor sign organizes textual reality, and encourages the user 1c 

manage it through its mediation. It gives the user a creative po-;1 
tion and a feeling of power over a virtual world, although this j>O\''• 

er docs not go beyond, what has been programmed. 

In signs with an active functional aspect the layer of meaning1 
may become blurred. Then the meaning is included in rhe aerie 
and possibility to manipulate other signs in rhe process of rhccrei 
rion of meanings. 

~e digital culture also creates signs peculiar co itself. c.g 
emoncons. Puncruarion marks, which fulfil a grammatical func· 
rion in ocher media, become part of an iconic sign that cxprcsm 
emotions of the sender. 

1 

P. Levinson. The Safi Edge: A Natural History and Fumrcofchc 
lnform.iuon Rcvolut1on, Routledge. London 1997. 
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J.FEATlJRES OF INTER 'ET TEXT AND DISCOURSE. 
THEIR FUNCTION IN THE CREATION OF 

MEANINGS 

Internet, like every semiotic system, has a rhetoric narnre. It 
vrg,.nizes a textual world in a way peculiar co itself. The meani ngs 

crration in a digital message is inAuenced by such features of text 

and discoum as: multimediality and polisemiotics, ability to pro­

grunming, linking different ways of receiving, editing as a principle 

of text creation, palimpsests and hybridization of discourse. 

Meanings in polisemiotic transmissions arc not an effect of 
1implc summarization of meanings represented in any specific sign 

1ymms, but they arc a result of interactions among chem. Signs 
mering into rhetorical relations may belong to different semiotic 

sy11ems, forming the trans-semiotic narration and figures (meta­

phor,, epithet~, repetitions, hyperboles, etc.). They can also belong 
co different layers of a message, e.g. to text and discourse forming 

imcractive narration and figures. 
Meanings may consist of simple units like words, pictures, or 

more compound ones such as images, srnries, and fragments of mu-

5ic. Digital technologies lead to the uansformadon of the system 
of signs and meanings. Introducing a metaphorical relation, for ex­
ample the correlation between word and image, docs not only lead 
rothe fo rmation of new meanings, but also causes a change in the 

function of •sign• and the way of it existence. In that case, it will 

remit in word visualization or image verbalization2
• Analogically, 

the image and sou nd narration may visualize the sound or material­

iie the acoustic signals. Thus, the cransscmiotic relations lead to the 

modification of ontological meanings of rhe semiotic systems. 
The message can be programmed. That means the same tcx· 

M. S:mdbothe, Transvcrsale Mcdicnwchcn. Philowphischc Uber 

lcgungcn zum Internet, in, G. Vutimo,\X/.Wdsch (Hrsg.). Mcd~cn 
\'l;'clten \X.'irklichkeitcn, Wilhelm Fink Verlag, Mi.inchcn 1998,69- 6. 
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tual information co function in many semiotic \'ariancsl, which an 

modify the meaning of message, adapt it rn the needs of a rtctirer, 

The presentation of information in the form of primed rexr, image 
or film engages also different types of perception. 

Along with hypertext different types of the message receiv­
ing are linked: linear (typical for word texts), symultanic finir1-
aced by adjacent windows and presence of image} and link r~·pt. 
Individual words or even larger fragments of text can bdong co 
different types of discourse ac the same time. The meanings are 
created in consequence of interactions among mentioned typts 

of the message's receiving, while a link type distinguishes digica! 
discourse from ocher ones. The link type of the receiving also in­
validates an inversion as there i~ no determined order of reading 
In consequence discourse that is created as a result of opening 
subsequent pages is unrepeated. 

Editing is a p rinciple of the creation of digital text. Text can be 
edited by the user in a one-time way (every time differently) from 

ready textual units, which arc different in terms of semiotic,, me­
dia, style, area, volume. ft facilitates the creation of hybrid forms'. 

The internet text continuously varies from closure as an act of 
placing it on website to instability manifesting itself in being open 
to changes, constant updates and modifications. 

The incerner discourse is characterized by palimpsesrs ch,r 
mean endless multilayer narure of textual units with subsequent 
layers appearing as an effect of marking selected rexr's demencs. 
Every website can make a beginning, centre, or end of discourse 
It gives access to many parallel discourses that appear only at the 
momem of selection made by the user. The selection act has to be 
repeated again and again, as every choice requires from the user 

J L ~hnovich, The language of New Media, The MIT Prc11 
C.imbndgc, M.issachusem 200 J. 

~ D. Grig.ir. The challenges of hybrid forms of electronic wriung 
Compu(crs and Co,~position~ 2005/22, 375-393. 
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to make another choice, engaging him in the process of discourse 

crui:ion lxing series of such one-rime choices. 

Automatism oflink.s and choices, which is characteristic for in­

ternet communication, is conductive to hybridization of discourse 

and text: various neighboring communication practices belonging 

ro different areas of social life, texts varied stylistically, unequal 

in cerms of an intellectual level. For instance, web browsers are a 

source of such match accidentality. They do nor select data without 

any additional command. Writing a word or expression gives access 

roocher websites representing various areas of life and human ac-
1i1·ity. The effects of searching reveal maximum homonimity of the 

word {e.g. Chopin as a name of a historical person, school, hotel, 

1·odkaerc.). 

Hybridization is accompanied by inclination to homogeniza­
tion of the structure of the entire classes of messages. For example 

contems of websites of information services produced in different 
countries, a set of elements they contain, textual forms, a way of 

presenting information are analogous. This leads co creation of ex-
1ralingual and extranational lnrernet genres, modification of rhe 
message meaning through placing it in a framework determined by 

a given genre. 
On rhe one hand, internet creates textual genres that come 

from established textual forms, e.g. biogs, chars, e-mails, web com­

puter games, or hypertext novels~. On the other hand, it continu­

ously adapts existing texts and makes them popular. 
Entering texts into the web opens new opportunities f~r the 

creacion of meanings bur also inevitable eliminates its media na­

ture. The painting, performance, film or novel, encered t~ ~h_e web 
comply with principles of digiral media. Their creative abil1t1es get 
deactivated, fixed. Their context, ontological situation and a way of 

See e.g.: J. McGann, Radi3nt Texmality: Liter3turc after the \"X'ord 
\Vilde Web, New York: Palgrave 2001; Cyberspace Tcxm;i.bty: Computer 
Technology and Literary Theory, (ed.) M. L. Ryan, Bloomington 1999 
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perception gee changed. For example, it is impossible to experience 

with a computer the real icy of one-rime performance, or thing~ 

substance. The receiver of rhe arr of painting cannot couch the 

paintings' texture through internet, although he can get to know 
the appearance of an artistic subject located far away. He can also 

know what kind of paints che artist used, how he obtained them, 

which techique he used to create chis picture. The receiver can view 

a film simulation of impossible spaces from the graphics ofEschci6. 

The digiral technology enables experimental cognition manifest• 

ing itself in the user's ability to dismantle a text, create newcexcual 

combinations. As a result, the piece of art entered into inmnecob· 
rains new quality, becomes new [exr with rhe meaning defined by 
specifiry of a digital medium. 

Exchanging the role of sender and receiver, as well as aurhor 
and reader funtions is typical for imernet communicarion. The rt· 

ceiver becomes the sender, author, and even ediror. The receiver\ 

awareness based on associative thinking gets shaped. The term 
'user' replaces a traditional one - 'receiver'. 

The parriciparion of the user in che creation makes him mort 
engaged. le becomes possible to create cransmissions as an dfectof 

imeracrions between several users. The user is also able to conduc1 

a purposeful aura-creation. He is given a feeling of power over the 

presented world, which is reinforced by the possibility of issuing 
commands {therefore computers are called invocatory media"' 

The user of imernet or computer games may decide on the cour~ 

of a plor, create characters and their personalities, as well as form 
clues and episodes. As a result, digital world can become for him 

Films creating spaces from the graphics of Escher, e.g. Bt!vtdnt. 
IVatttft:11, A1undmg and De.sunding, arc prcsemed on rhe web page 
http: •'www.mcescher.com. 

Ch._ Chester, The Ontology of Digital Domains, in: David HolmtS 
(ed-). Vinu;i.l Politics. Identity and Communiry in Cyberspace, Sage 
Publicauons, London-Thousand Oaks-New Delhi 1997, 79-92. 
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morr rrali~tic than the reality he lives in, as the every-day reality 

on:wt br inRuenced so remarkably. The possibility of introducing 

,gcs h) J.nonymous U!.Cr~ leads to weakening the Starns of rhe 

f(oonal author. 

Digital ~yste1m a~sume an attitude of continuous queries di­

rmcdac rhe user, which gives the transmission a structure of dia­

klgtle. They offer interactivity and the possibility of simulating 

n·cms. As ~uch they overcome a problem of receiver's passiveness. 

the h,ue that critics have seen as an essential limitation of analo­
gous media. 

Easine~s and popularity of introducing changes, the principle: 
of continuou~ update create text in stnllt nmcendi, question a ro• 

ihte way o( functioning of an oryginal term. The question appears 
\\·hether one should point at a bck of the original rc:xr, its multipli­

cation, or perhaps rhe original characterized by continuous modi­
fication. 

A rhetoric dimension of digital technologies is visible in the 
ebhomion of own mechanisms of the receiver's manipulation, 

influencing his outlook, inclinations, desires, or even decisions he 
nukes. An example of such mechanisms is engagement of the re• 
ceivtrthrough making the message more and more attractive aimed 

.it willingness ro deal with a given computer program. A verbal lay• 
ergm reduced, while audiovisual one gets enriched. A moving pie• 
ture, colour and sound serve a purpose of auracdng the receiver's 

attention. Both esthetics and economy of the message make it more 

persuasive. Using visual presentations and ellipses frcquendy ena• 
hies condensation of the message and its quicker perception. 

In consequence, one faces what Baudrillard determines a~ sim• 
ulacrum1, which is generating unreal hyperrealiry. Contact with an 
information service, Inrerner porral, or database is related not only 

to extending someone's knowledge, entertainment but al~o to e, 
thetic experience directed at getting the receiver's artention. h I\ 

1 J. Baurillard, Sinmlacrcs er ~imulations, G.i\i!Ce. P.iris I 98 I, 9-69. 
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also persuasive to continuously demand making a choice, acting, 
or surprising with novelties that attract attention. The persuasive 
function is fulfilled by visual and sound effects on websites {e.g. 

using attractive composition of colours, movement on the screen, 
appearing sounds), which control the perception's mechanism and 
determine the type of choices. Ir is also pe rsuasive to adapt appear­

ing information and advertisements to the specific user - the type 
of websites he down loads most often. It manifem irsdfin tracking 
the choice of websites, followed by presenting consumer offers cor­

respondi ng with the most frequent choices. 

4. TECHNOLOGICAL STRUCTURALISM 

The Internet is a system, but a system highly formalised, or­

dered and above all programmed. Its entire message and each com­
municative action are inscribed in certain structure, which allows 
us co talk of technological structuralism. Such structures are first 
of all computer programs, which set definite ways of existence of a 
text and discourse. 

A computer program is a st ructure in which a user enters a text, 
be it verbal, pictorial, sonic or polisemiotic. It is a system which en­
ables textual action, but only in the frame of what has already been 
programmed. It is, therefore, a designed construction used forgen­
cradng meanings, communicating, performing mental operations 
or inAuencing social reality via internet discourse. The user, whilst 
working with a computer program, fills in and actual ises this struc· 
ture; he implements what is given in chis program as a possibility of 
existence. An example of such a structure could be the program in 
which I am currendy writing these words. Text edirors, graphic and 
educ_ational p~ograms, or those used for preparing presentations are 
precise!~ media structures, which enable creating of texts and dis­
courses m a required form. It is equally relevant to aforementioned 
application programs (applications), system programs (controlling 
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thn1ork of a computer) and to compilers (programs which aid a 
prognmmerl as well, which arc structures allowing creation of oth­

ttlUUCrnm. Thus, digital technologies generate hypersrructurcs -

th.t i1 mucmres designed to create other srrucrnres. 
Computer programs are generators of systems which have spc­

rilic,1tcratingfearurcs; they arc, therefore, generators of media gcn­
rtS :rnd textual worlds. The generic features of a text arc as if pro­

grammed (established) beforehand, and chcy arc not drawn from 
igroup of existing texts with common reoccurring characreriscics. 

A contemporary user of computer media "learns" how to recog­
nise and create a text of a certain genre most commonly through 
multiple encounters with a given program. The user can also work 
with an instruction manual, nevertheless, the greater familiarity 
with the world of digital texts and genres, che better is his ability 
to adapt to new programs and to modify the existent ones as well, 
aclusively in the process of unaided diagnosis. In this regard , com­
puter systems do not differ much from other media systems which 

create their own textual worlds. 
Digital genres operate in a variety of spheres of human activ­

i1y.A multidisciplinary character is shared by multimedia presenta­
tions, databases, or statistics. Bur digital technologies enter also in 
the realm of arc, offering diverse textual srrucrures. There are pro­
gruns which enable graphic design, creating of a virtual theatrical 
play,a film or, last but not least, a literary text. A fine example could 
hf: Storyspau - a program for w riting and reading literary hyper­
tens. The creators of rhe program (Michael Joyce.Jay David Bolter 
and Mark Bernstein) call Storyspau a Auid writing environment, 
which allows gathering, storing and experimenting with one's nar­
mi,·e ideas, without worrying whether all of chem fit together at 

the very moment. 
New ways of constructing a text and creating meanings arc 

generated by computer programs. A ccxt more and .more ofte~ be­
comes a medley and a reworking of what already ex1srs {recycling). 

) 
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One could say that it is not a new feature, since pre-digital ecru 
have also been rcfc:renrial and combining; ranging from a quou. 
rion and a paraphrase, to a collage and an assemblage. le is true 
nevertheless, it has never occurred on such a scale - it mainly used 
to be a purposeful textual or artistic endeavour. The easine~ md 
commonness of cutting and pasting of fragmenrs of texts, which 

was brought about by the digital technology, conduce to macing 
of textual medleys. The cement of such medleys is not an df{c: 

of an in-depth study of a problem and careful organisationof1ht 

whole text, but it is often a result of automatic combining of al­
ready existing textual fragments. They do not acrempr roconstituu 

new values, either, as was the case of the twentieth cenmrycollagt 

or assemblage. They merely shuffle ocher text entities in order 10 

creare seemingly new meanings. 

The easiness with which it is possible ro search and use a pmoi 

a rexr from rhe whole leads to a change of rhe status of a fragment. 

More and more often a fragment (most commonly a cimion 

which used co be created as a conclusion, a thesis, or a prcsemation 

of sources, is becoming an initiator and inspirer of new texts.Some­

times, even a shift in rhe hierarchy of significative elements can oc­

cur. \Vhac in a given fragment had a primary semantic funcrion 

when in the source text, can now recede into the background, ;aJ.. 

lowing other elements to gain imporcance, although in the origin.I 

order of meaning they were less significant. This facr, cogerherwith 

the easiness of computer cutting and combining of texts, results Ill 

rhe possibility of manipulation - che usage of source rem mcrtaie 

different senses. Certainly it diversifies meanings and rhe function 

of a fragment. On the ocher hand, however, the same easineii rl. 
searching enables verification of a quotation or a reference far more 

quickly than in the hitherto prevailing printed media, thus reruli· 

ing in a system of protection of a source text. 

A fragment taken om from one text and put into anocher has 

a different meaning. The level of departure from rhe original 1tnl( 
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1
;.r-·-from aslighr modification of secondary significacive fea­

rumtoacomplm-: change of the message. Hence, fragments which 
11eitt:ikm from various texts and now comtinm: another text, gain 
. 'Ulm of a meaningful entity and become something like a lexi­

ll unit. They become an analogon of a word, an expanded sign 

,·hich in diverse uses and various contexts means something dif­
tcrcnt. The discrepancy between the word and those entities lies in 
a'l( b,;°t chat, although they are meaningful units, they are subject 

.:rtherchanges. Digital technologies enable comi1,ued modifi­
c.irion~: cuuing, pasting or changing the order of fragment's con-
1nrucm1. Tcm created in chis manner arc unceasingly open and in 
, sutcofb(coming, although they declare themselves to be ready 

dfinicewhilst they are being approached. Depending on author's 
,cdlmual abilities, they can be mere compilations which do not 
bnngaboui new info rmat ion, or creative variations discovering in-

.1.nvemeanings. 

5. CONCLUSION 

Thi~ study has shown chat digital technologies enable a pro­
acding enrichment of messages in terms of their semiotic or­
£ iz..1ion and text structure. They create new textual genre) and 
lonm, modify exist ing ones. As such they give a new research area 

'semiotics and poetics. At the same time the analysi~ of digital 
7mlwl.sto development of semiotics and poetics them\e\vcs. lm-

ll'Cment of research tools as they have co turn out poor in their 
rurrent \hape is necessary co satisfactorily and adequately de\cribe 

name new ways of meanings' creation in contemporary and 

re texts of culture. 
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CTaTbJI a11aAJ1311pycT K:l'ICCTBa 3tlaKa, TCKCTa, 11 AllfHn; 

Kypca. noKa3bl83CT HX BAIUIHIIC H:I cnoco6 !popMHpoB3Hllf lll~ 

KOMnJOTcpuoM oocnpo113BCACHitU. 3ro TaKIIC K.l'ICCT~ m: II 

oap11attT11BllblX napaACAbllblX 4>opM npC3CHTa1.!HH 3Ha~, 

UblOH:lAhllOCTb 3 Ha>>OB (coBMCIUCHIIC q>)'HKUblil BOfi.\OIIW,:,u 

C coscpwcHHCM ACilCTBlli'I Ha TCKCTe), HCCTa611,\bHOCTI, H Hmn 

TCKCTa, MOHTa;+;. KaK npnmum 60nAOlUCHHJI, rc6pHAHocn. 

AC HII.H nepCA:l'IH (cOBMCll{CHIIC TCKCTOBhlX cqJep npt1!3A,ICDll( I 

ltblM 06A3CTJIM :.KH3HCHHOii ACJITCAbHOCTH). 

paKUIIH pa3 HblX 3H:lK08blX CHCTCM II nopJIAKOB 'ITCHH.t· .ut11C 

CHMYAbT:lTIIBHOro, II CBJl33HOro C acou11a1..u-t11MH (Atiicrr;cr IU lpCI 

CCblt,KH) , KOTOp&1i1 JIBARCTCJI pcnp113CHTaTIIBHblM AAII m>ii h-i 
My11uKa1..u1u. A11r11ra11.&tthli1 AllCKypc cncump11p)'Ctt.1 .wic 

pOARMH MC;f<Ay IICTO'IHHKOM If nOA)''laTCACM HHilOpMaLIIIM K lllf'­
KO!i HOBblX M(X2HH3MOB ynpaBA(HIIJI fiOAY'laTC/\.(M Ktt+oP 

npm,1ep: Tpc6oeaHH( CORtpW11Tb Bb16op HAIi 803MOJKHOCTI, K1JID 

ro eocnpouJBtAtHHJ1). 



KALINA ZAHOVA 

A VISION OF OUR CITY 

(SOCIALIST URBAN LEGACY AS SEEN THROUGH 
THE EYES OF POST-SOCIALST YOUTH OF SLOVAKIA, 

POLAND AND BULGARIA) 

Echoing an empiricist insistence on perception, one could ar­
gue that things arc different when perceived differently. The present 

paper will offer a version of the recent socialist past as seen through 
the eyes of chose who have not had the chance co witness it directly. 
The text will attempt co look parallclly at the notions of young peo­

ple in three former socialist countries about the period before 1989 
and its legacy in che present. For char purpose inquiries and inter­
views were conducted on rhc following scale: respondents from 
Slovakia - 26, respondents from Poland - 22, respondents from 
Bulg.iria- 32, respondents from former socialist countries studying 
abroad - 13 (namely, Poles in Slovakia - 3, Ukrainian in Poland -
l, Czechs in Austria - 2, Bulgarians in Austria - 3, Bulgarians in 
Germany - 4). For the conduction of the inquiries in 2009-2010 1 
would like to express my gratirnde to the Jin Stanislav institute of 
Slavisrics, Slovak Academy of Sciences, and rhe National Scholar• 
~hip Programme of the Slovak Republic, to Alhena Vacheva and 
Valeri Vachev, as well as to the respondents themselves: students 
at che Bulgarian Cultural Institute (Bratislava), Comenius Univer• 
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sity (Bratislava), Bulgarian Primary and Secondary Schoo! ~Hrii· 

Botev" (Bratislava), Maria Curie SkJodowska University (Lublin 
St. Kliment Ohridski University (Sofia), Paisii HilendarskiUniYcr 

sity (P!ovdiv), and the doctoral students of the Slovak Academ1 
of Sciences ( Bratislava). As it is in evidence from this list, the rt· 

spondents were born predominantly between 1988and 199:i.that 
is to say they do nor have direct observations of che socialis1 period. 
In order co make a comparison, another twelve respondents 11m 
included, who were ~om in the l 980s and could have had ru\; 
childhood memories of the life before 1989. All respondcnt1.rc 
students in high school, university or doctoral students, thmfort 
the study cannot be considered exhaustive or representativeof.i, 
young people in Slovakia, Poland, and Bulgaria. Instead, it would 
rry co offer certain viewpoints chat hopefully older people (andior 
that maccer scholars) might find curious and thought provoking 

This paper presents the results regarding youngpeople's\'i\1on 
of the city rhey live in. It summarizes the major trends in rhc an,, 

swers of the first part of the questionnaire. which consisted of chrtt 
consecutive questions: 

Which ciry do you live in? 
\Xlhac do you know about the buildings and the monu· 
mencs rhere from che socialist period? 
Are there any buildings/places from che socialist period 
that you don't like and consider in need of rransfomll' 
tion? 

I will here try to map the socialist highlights as seen throug!' 
the eyes of those born around and after 1989. 

I) MONUMENTS 

Young respondents from Bratislava are unanimous in singli"; 
one monu~enc out: Slavin ( 1960, Jail Sveclik). Some would ti­

plain char tr.is a World War II memorial dedicated co the Soi-ie: 
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dJim who liberated the city, others would just mention it as so­
Clli tit. In his ~Cukural Landscapes of Post-Socialist Cities" srndy 

\briusz Czcpczyflski draws attention on the "(a)dditional cod­
ig" 1ha1 was •connected with monuments of the liberating Red 

A~w•, and 1he fact that all over Central Europe "thousands of war 

~•1~ and memorials had been erected to commemorate the dead 
'dim, as well as to strengthen the 'eternal friendship' between 

th Soviet na1ion and the nations of the 'brotherhood democratic 

rrpublics'." [Czepczyl'lski 2008: 71]. Being well-kept and hosting 
n p0mm official holidays {like 4,h April - the day of Bratislava's 
wbrn.tion, and 8th May - the end of the World \Xlar I I in Europe), 
S~1lnisthe obvious first choice of almost every Slovak respondent. 

& is far from insignificant to observe that even in 2009-20 IO for 
'f0Ullgptople born after 1989 the monument still functions the way 
;n,·asp!anned 10 - as an "architectural and ideological dominant 
iBratidav{ [SiSky 1988: SO]. It is tempting to conclude that che 

!Ocialist Strategy of building important monuments on eminences 
,hie from every point of the city was clearly a successful one. 

Bulgarian socialist city architecture was no stranger to that 
1truegy ei1her. Even independent travel advice books as Lonely 
Pbnct's-Easrern Europe" would memion that "(n)or co be over­
b:ihd are the ever-heroic communist-e ra monuments standing 

hilltop vantage points" [Lonely Planet 2005: 120). A couple 
~ those monuments get the occasional mention in the student 
~ llonnaires, namely Bouzloudzha and Shipka, but it would be 
Iler ~ps more interrning to compare che visibility of the city Red 
Army monuments in Bratislava, Plovdiv and Sofia. While the ma­
nq 1f the Slovak respondents undoubtedly associate Slavin with 

b::u.l1~m, only 5 Bulgarian respondents living in Sofia mention the 

Siinet Army Monument ( 1954, Mitov) at the city centre, and no 
l)flc: poims our 1he Mound of Brotherhood (built in 1956 to com-

rate the struggle against fascism), even though it was care-
1~igned not only to rise from a comparatively high point of 
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Borisova Gradina Park, but also to form a ray liningwirh theSoiin 
Army Monument and the Party headquarters. Since the obdisk of 
the Mound is both situated on a ridge and higher itself than the 

Soviet Army Monument, it is dear that in this case rhe key 10 itS 

"invisibility" is not height. One probable reason is the location of 
the Mound in the corner of the park, and the efforts oftheSofu 

City Council in the early l 990s to substitute the flowered a!IC)1 
leading to che obelisk with grassed lawns. Compared to Bratisla11'1 
Slavin, both Sofia monuments look deliberately desmed, but the 
area around the Soviet Army Monument has managed to bmme 

attractive for young people, predominantly skateboarders andbm 
lovers. Along with chis, another reason for its relatively higher 

popularity and potential for association with socialism is probably 

originating from the long-lasting debates around rhe demolition, 
preservation, or transformation of the monumem. The Mound of 

Brotherhood, on the other hand, has not become a centre of youth 

activities and has not caused so much media fuss, so it is hardly 

surprisi ng chat respondents born after 1989 would not mention 

it at all. The situation is similar with the Soviet Army monument 

"Aliosha" in Plovdiv ( 1954, Radoslavov, Kotzev, Topalov, Zankov 

which still rises from the peak of Bunardjik Hill, and yet pro.-cs ro 

be totally invisible to the respondents from Plovdiv. Another tern· 

porary conclusion chat may occur: when it comes to identifying 

monuments as socialist, it is nor necessarily about size or hdght,it 

is also about equal pares of (not) knowing your history and prtY 
ence or lack of youth activities in che area. 

A sign ificant part of the Slovak, Polish and Bulgarian respand­
ents point our as socialist simply "monuments" and/or "sculp1urcs'. 

without elucidating which ones exacdy and what do they kn◊-" 
about them. In doing so, they count on associations of almost ir· 

rarional nature, not on knowledge, education or logic. It would 

seem that young people from all three countries are well aware dill 
at some places around their cities there should be socialist legXT 
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kl!.butue mtally ignorant about the details and quite indifferent 

ibri.li 1htir symbolic potential. Which leads me to the next sec-

"'" 
!!ABSENT SYMBOLS VS EVER PRESENT SYMBOLS 

Emy period and every city concentrate around certain sym­
c centres, the material appearance of which is usually de­

, ed to correspond with the power they represent. And while 
.istles were the obvious choice for many centuries, in the 20th 

ur.tu~ socialist world "the most important function of commu­
·11 ci ties were in their centres of political power, always located 
·the central committee of the Communist Patty's headquarters. 
In smaller towns the committees were sometimes located in the 

s.mt:buildings as municipalities, but in larger cities the party had 
,qimce, usually newly constructed building. Communist party 
comm, at national, regional, or very local level, were clearly 
•he focal point of powers in landscapes." [Czepczynski 2008: 
· · ~onethdess, almost none of the respondents indicate chose 
~·buildings. This fact is especially interesting in the case ofSo-
5. ·here the communist rule buildings of the so-called Largo 
195➔-1956, Tacarov, Oanchov) still implement administrative 

'Unctions: 

the former Party House ( headquarters of the Bulgarian 
Communist Party) is now a building of the National As­
S<:mbly of Bulgaria; 

the former Ministry of Energy, and subsequencly State 
Council, is now the President's Office (and is also partly 
U5ed by the Ministry of Education and Science, the Minis­

tryofJustice and other organizations), and the former Ho­
tel Balkan is Sheraton Sofia Hotel Balkan (surrounding in 

the inner yard the 4 th century Rotunda of St. George); 
the building of the Council of Ministers of Bulgaria still 
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functions as such, as does the Central Department Store 
(TZUM). 

The three edifices are executed in Stalinist style (also knownl! 

Socialist Classicism, Stalinist Empire Style, or Stalinist Neo-renm 
sance), and are both directly and symbolically the ensemble most 

representative for the 1945-1989 historical period. And while for 

this reason for the older generations the connection of the edifi,~ 
with their past is inevitable and irrefutable, it is interesting co ob­
serve the lack of such sight on the part of the young people wh 

do not recognize these buildings as socialist. Only one respondeni 

points out the Office of the President as "part of the represent.• 
rive socialist buildings", and no one menrions rhe orher edifica 

or rhe ensemble as a whole. The situation is slighdy different wici 

the respondents born in the 1980s, included in the inquiryfor thr 
purpose of comparison: they all mention the Party House and 

or the President's Office with their former and present funcrio11~ 

But on the basis of the questionnaires of che respondents born ~­

ter 1989 (most of chem university students) it is safe to say th.ii 
former socialise symbols are cocally absent on the historical map 

the youngest generations. Exactly the same goes for the Slovak and 
Polish respondents - che emblematic socialist buildings are lackini. 
symbolic content, at best the buildings are perceived with rheir cu: 
rent functions. 

The real paradox revealed from che inquiry though, is the 
terchange of present and absent symbols. While che obvious symbc 
of socialist power appear invisible to the young people, the m­

part of che respondents insists on symbols that are praccicallyab<.cr 

Such symbol is for instance the massive five-pointed red star Ol 

pole atop Sofia's former Party House, which was removed in 19-;i 

after ~he building was sec on fire during protests. And while thew 

~lenuoned three times, another virtually absent sight is indicated. 

'O% of the respondents living in Sofia: the mausoleum ofBulg.m 

--
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1
-c leader Georgi Dimitrov that used to house his em­

lJ(_,,h before it was (not too easily) dynamited in 1999. 'TI,e 

n and removal of the mausoleum was planned to have huge 

,eight a.s a cotal differentiation from the communise past 

~ial burden. But has this mategy succeeded? Judging 

tlmd\- of the questionnaire's replies, the ace of demolition 

:;gh many of the respondents declare being against it) has 

m firm binding of the locus with ics past. Young citizens of 

mghi not have eyes for the huge socialise buildings at the city 

but a!mmt all of them see the non-exiscenc mausoleum, and 

see the five-pointed red star instead of the Bulgarian Aag 

;ms it, place on the huge spire. 
~kofeyes for the socialist monuments and buildings in a 

nJ\ with the reluctance to see them on the part of the 

n~. ~fany books and travel guides refrain from men­

.h ~ighc,. For instance, the bilingual 1995 book "Slova­

ral Heritage. Architectural Monuments" presents all the 

richne~~ of Slovakia throughout its whole hisrory, and 

emioning a single word about the socialise cultural 

urbanovi, Sukajlov.i 1995 ]. Obviously che examples could 

and further, but the major point is that this absence is 

;. it ha desired demarcation, an aspiration for hisrori­

\X'hile for the young people paradoxically the sym• 

.u ere demolished in the element of negation turn out to 

t.. •·hilc the available prefunctionaliz.ed monuments 

appc:J.r actually absent. Theo Hauben cakes notice of 

2t •ib'\\ind acceptance of the past in not automatic in 

hm:m Europe. There, much more so than in \Vestern 

ism faces a difficult dilemma: should it make use 

bois or \hould it creJ.te new ones?" [ Hauben 2004: 
k he amwch of the young people in 2009-2010 could 

thought, and perhaps even a recipe for seeing demoli­

t n. and pre\ervation as symbolic erasure. 

-
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3) NON-SOCIALIST MONUMENTS AND BU/LD/,\'GS 
SEEN AS SOCIALIST 

This is probably che most predictable section of the inquiry, 

because it can only prove obvious presumptions, such as the lad. ti 
knowledge and the historical blindness on the part of youngj)(o­

ple, as well as the lack of clear uniform criteria regardingwhac •,­
pears" socialise in any way. 

Many respondents living in Lublin indicate as socialise tht 
monument of J6zef Piisudski on Lirewski Square, which n 

planned in the l 930s ( 1937, prof. Jan Raszek), but not realized 
until 200 l. Examples of fallacies concern ing the history ofBrari­

slava include the Castle (Brarislavsky hrad, burned down in 18 11 

and reconstructed in the l 950s• l 960s), the Slovak National Tha­

tre (SlovenskC n.irodnC divadlo, built in 1885-1886 and restored 
between 1969 and 1972), the Presidential Palace (Gnsill.m·icar 
palic, built in 1760), all listed as socialist. In Sofia respondents 
erroneously see as soc ialist the National Assembly {Parliamcnc, 
constructed between 1884 and 1886), the St. Alexander Nc\'UY 
Cathedral (Hram-pametnik "Sveti Aleksandar Nevski~ built k 
rween 1904 and 1912), and "rhe old residential buildings in the 
ciry centre". 

So one might ask what is it chat makes earlier historical build· 
ings, and even recent monuments, seem socialistic? Sadly, the an­

swer h~s to do with ignorance. A Bulgarian respondent wriceshow 
some edifices "'definitely look too communist~, a Slovak one men­
tions "a case or a pattern", but obviously when one has not li,td 
during a certain period, one cannot recognize its markers, and, as 
already mentioned, is clearly lacking criteria for it. Which isexudy 
where education comes in. Or apparently nor. 

ln othe r cases though, it is nor che lack of knowledge chat 
confuses post-socialist youth, it is rather rhe mixture of time by­
ers. A significant number of respondents from Lublin mention 
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die Zamoyski Museum in Kozl6wka (Muz.eum Zamoyskich w 

KotlOwce), which "functioned as Central Museum Repository 
J955-1976)", Being well aware of the palace's history, they draw 

mrorion on a certain part of this history, to them most closely 
conn«:mlwith socialism. Examples of time shifts include pointing 
ournsocialisc "the monument of Solidarity (Solidarnoscr or "the 
ll'Onumcnttothe vicrimsof communism "Round Table" (Okr<}gly 

S16I)". Obviously in these cases knowledge is present, only not pcr­

r«tly structured. 

4)PREFABRICATED HOUSING ESTATES 

On rhc basis of the inquiries conducted with young people 
from Slovakia, Poland and Bulgaria, born after 1989, without a 
doubt the absolute, unquestionable, incontestable marker of che 
socialist legacy arc che prefabricated housing estates. The l 9'

h 
and 

mly20ihcenmries buildings might appear "somehow communist" 
1oche respondents for no particular reason, but the pant/dk I 11.1itl-
U plyta I pantlki are unmistakably attributed co the 1945-1989 
period. Moreover, communism is openly blamed for their exist­
rncc, imperfections and ugliness. An attitude actually quite simi-
lar to a.certain foreign perspective; "Like many Western visitors to 
forme r Communist countries, one of the first things chat struck 
me about former Czechoslovakia was the size and number ofhigh­

risc, concrete estates. When, after accidentally getting che wrong 
bus, I saw my first panelak estate at close quarters, I thought I had 
bndcd on the moon. Towering concrete block after cowering con• 
crm block, running like artificial canyons in all directions as far as 
the eye could see.• [Hanley 1999). What might escape som~ ~coplc 
though, especially the younger ones, is chat under the cond1uons_of 

post•war issues some Western countries had similar housing p0hcy 
u well. ln fact, "stocked construction, poured concrete co~Hruc­
tion and heavy and \ighr system building appeared on both side\ of 
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the Iron Curtain." [van Gddercn 2004: 129). The huge diffcrrnct 
is of course char in communist countries prefabricated. presi:rc 

concrete panel construction was nor just an effective way to dt.t 
with the housing shortage, bur also a massi\'e accumulator md, 

ductor of ideology. And with 40 per cent of the roral urban pop 
rion of Central Europe still living in prefabricated hou1ing~ 

(Czepczyrlski 2008: 98], it is no strange that young respond 
would notice their grayness and voice certain discomfort. \\Im 
more significant though, is chat in unison with the regime, 111+ 

in spite of their obvious imperfections ~lauded these flats is 1 u, 

umph of socialism" [Konr:id 2004: 41 ], pose-socialist young?(f 
still apprehend rhe ideological charge of pand.ik ro a muchgrt.ttr 
extent than any ocher city element. 

In addition to identifying prefabricated panel blocb ofrl 
with socialism, some Polish respondents consider chem buUr· I 

the poorer people" or "inhabited by people of cenain profmions 

The social ideological strategy embodied in chis type of C(l-n\t:'.: 

rion is also noted in some of the Bulgarian replies too: "the pand 
housing estates were designed to be a modern place toli\·e•and 

"planned co be affordable to everyone". Many respondentsindic21t 

as socialist the prefabricated housing estates in general,othensrtt 

ify particular residential districts: Mladost, Lyulin, Druzhba in So­
fia; Trakia in Plovdiv; Nowa Hura in Krak6w; Petrialkain Bnr, 

va; ere. And even though some of rhe young people appreciacet!i( 

~ecenc improvements of some buildings, the predominant atti~ 
is frankly negative. Prefabricated blocks of flats in all cicies ol all 
three countries are seen as "concrete and gra(, •unpleasant~ "d. 

and sad", "ugly~ "terrible·: "horrifying", "awfully made", "qurdlr 

and poorly built~ "designed like Lego conmuctor~ "all 1den111: 

"lacking individuality': "in need of renovation~ etc. Clmh 

the post•socialisr young people the socialise housing conmu,ri 
st

rategy is most visible through its imperfections, and e,·cr. th .. 
many re\pondencs are well aware of rhe ideological charge ot ir. 
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11
rategy, they cannot but feel only dissatisfaction with the result 

mdindifference with any presumable former good intentions. 

5) PALACES OF CULTURE 

As~lariusz Czepczyiiski helpfully reminds: "(a)nother impor­
Wlt function and feature of socialist landscape was culture" and 
t 11 no \CCret that "the official, controlled and Party facilitated 
utcrulmre'" "was extremely imporrnnt for the regimes, as a major 

idc:o!ogical and propaganda tool" l Czcpczyllski 2008: 72]. During 
10Cialism the "eyes" and "hands" of ideology carefully covered vari­
ou1a1pemof culture, and many of them are escaping rnday's youth 
thii part of the questionnaire is to be developed in a separate pa• 

per But when it comes tO the city appearance, "(t)he main rcpre­
srnmion of official 'culture cult' were impressive, sizable, signifi­
cant culture centres, known as 'palaces' or houses of culture. These 
important features were built in almost every major socialist city." 

;czepaynsla 2008, 72]. 
It would seem that in the eyes of post-socialist young peo· 

pk the visibility of those houses of culture is more than anything 
a numr of size, and presumably location. No Slovak respondent 
mentions the Park of Culture and Leisure (PKO, Park kultllry a 
oddychu) in Bratislava, even though many events (and youth events 
1n particular) are still taking place there. And it is not that PKO is 
lacking public and media fuss around it; on the contrary, there has 

b«n a debate over its destruction or preservation going on for yurs 
!Slovak Spectator 2010]. And yet, the respondents all fail to see it 
i\part of the socialist legacy, while quite the opposite trend cou~d 
bcob~rved with relation to its much more massive equivalent\ in 

W.m.iw and Sofia. 
Many Polish respondents indicate che Palace of Culture and 

Science .PKiN, Palac Kulcury i Nauki) in \'(farsaw as a building 

from the communist period, even though most of them live in o
th

. 



282 KALINA ZAHOVA 

er cities. This could only prove what the official websicrof 1hcPl 
ace states in its "History" section: "the Palace has been rc:nuu,. 

the highest, the biggest, the most popular building in Poland., 

those features make the Palace win all the popularity polls" [Pl 
20 10]. 80% of the respondents who mention the Palace com~ 

it in need of "renovacion~ "restoration~ •repairs~ and "nmstt'rr» 

rion". Only two respondents give a reason for chat: •ir reprtstr 
the country capital" and "it should be presentable~ 

Compared ro its Polish counterpart, the National Palacn.l 
Culture (NDK, Natsionalen dvorers na kulturara) in S06.1. hai 
been less concroversial and more praised. Some tourist guidrboob, 

for example, laud it as "(r)hc largest multifonccional comp!a 
Southeastern Europe", being along with its surroundingaru•·; 

favorite places of the young people of Sofia" [Sofia 2005). Uni 

the website of \V.1rsaw's Palace, ND K's official website ref:.. 

from explaining the history of the complex and emphasizes in 

not very modest way irs current being as a "contempon~· ca., 

synthes is of modern architecture and plastic am~ whose "magm 
cent spaces arc spiricuaJized by more than hundred worb• oi1l't. 

and while Ir is not very clear when, why or how the Palacewasbuuc 

it is proudly stat;d char "there is more sm:I used in it dun in· 

Eiffel Tour" [NDK 2010]. Still, in 60% of the Bulgarian quest10~· 

naircs, it is listed as a socialist building, with the occasional CI? 
nation that it is "a cultural symbol", "designed for e\'Cntl with <.()(ill 

importance" or even that it was "projected by Lyudmila Zhn~ .... 
And the biggest discontent of che post-socialiscyoungpcopleiin« 
With the building icself{even rhough 5 respondemsconsidcrl 

need of transformation), but rather with the "ugly usde~l chin{ • 
from ofit chat "hardly resembles a monument~ which accordir.b 

mosc of the respondents is "useless~ "uglifying" and ~shouldh<t( 
down straight away~ 

Judging by the present inquiry, the represenmional funet 
of the huge palaces is still alive, and sensing it dearly, the mp< 
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cn11 react according to their upbringing - pro or contra. They 
might not be perfectly aware of the "almost religious 'culture cult'" 

1
Ciepa.yOsk.i 2008: 72} that the communist power was pursuing 
choosing those particular shapes, sizes, settings, and locations, but 
~· unmistakably detect the "time spirit" of the palaces and the 

kgacythey represent. 

6. TRANSFORMATION! 

Asa whole, the respondents look less certain and more precau­
rioJ1when it comes to the third question: "Are there any buildings/ 
places from the socialist period that you don't like and consider in 
need of transformation?". Some of the alteration suggestions have 
i.lrrady been mentioned in the previous sections, therefore here I 

iuld like to draw attention to the predominant answers, namdy 

'.\o", blank., and "I don't know". 
On the one hand, uncertainty attests to difficulties in the his­

torical orientation and it is possible to conclude (without insist­
ing on exhaustiveness of the inferences or representativity of the 
i'lquiry; that many people born afcer l 989 are not well-oriented 
neither with respect to the present, nor regarding the recent past. 
Compared to the others, Polish respondents seem less "lost": none 
ofthem have answered "I don't know", and 7 of chem have put a 

long line that could be read either as a blank, or as a "No". 
On the ocher hand, the impressive number of the "No" respons• 

tBhows another rather interesting tendency: many young people 
Me capable of looking impartially on our recent past. The reason 
might be open-mindedness and wlerance, or it might as well be 
ignorance, nevertheless it is obvious that unlike older generations, 
a cmain part of contemporary youth is willing to accept history 
u it is, and move on without descroying it, because "tran•.forma 

Oun means probably alienation from our history~. This tendc:~~y 

1~c:ven more evident in the replies of those born 10 the 1980\. I 
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don't th ink such places should be destroyed or cramformtd 
recognitio n, since they arc pare of rhe city history 11 , 

m o re sense co keep chem in funct ional and safe condicio.,' 
all of them a re part o f o ur history and belong right whm wc 
built chem "; "In my opinion concrete is old and ve~·\er. 

b m som e o f rhem are monuments of history, so rhel' 1 

saved"; " I personall y d on't think it necessary, becau~~ht 
condi tio n resrifies ro chose particular rimes of our hista 

In t his particular se nse, young people are probably it 
mo re matu ri ty than rhe direct wimesses of sociali1m, .-fi 
p rove to be unable ro escape their nostalgic or negation.ii 
Pro•sociali sc supporters often defend socialist legacy blind! 

anti-communists demand categorical destruction. And yet 

chem wou ld ever be able to look at the city they lin· in 11. 

new eyes, and none o f them would ever be able to whole/­
say somethi ng like : " I think those sights have spent er 

in o ur cu lture and th ey sh ould not be demoycd. The\· M't 
us b uild ou r identit y, th erefore we should mpecc them e1en 
don't like th em". If anything, the vision of our cities rhrotlfl 

eyes could be tho ught provoking, since it might be inco 
even ignorant, b ut it is al so definitely unique, and to a ccra:: 
gree eve n m ature. 
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OL Slavin (Brati~lav:i.) 



02. largo: the former Parry House, now building of chc ~iciollll 
Assembly of Bulg;i,ria, and the former Minis1ry of Energy Su:c 

Council, now President's Office (S06;1.) 

03. Petrhlka (Bratisfava) 
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04. P:ilacc of Culture and Science, PKiN (Warsaw) 
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OS. Narional Pa lace of Culture, NDK (Sofia) 
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GRZEGORZ GROCHOWSKI 

POINT OF VIEW AS A GENERIC CATEGORY 

The category of point of view in literary research has for a con­

siderable period of time remained a narrowly specialised tool. lim­
iting the scope of its own functionality to a stricrly determined ex• 

mpt of poetics of narrative forms, usually associated with modern· 

ist subjcctivisarion of personal relation exemplified by Henry James 
~nd usually connected with stylistic suuctures of indirect interior 
monologue. This rcducdon was nm an accidental characteristic of 

modem rheoretical-lirerary reAcction, bur constituted an expres­
sion of a cenain general mistrust, which virtually entire suuctur• 
alist poetics harboured towards notions connected with visualiry. 
The mistrust probably stemmed from rhe fear of blurring ,;emiotic 

specificity of the an of words a1,d falling prey to old-fashioned il­

lu51onistic, somewhat text-anthropomorphising, projeccions of 
naive mimetism (it is with the same dislike for referring literary 
senses to personal experience - and with fear of the po,;,;ibilicy of 

<iisregarding formal, sign-related or strucrnral propenies of artistic 
.mcfaccs - that we should also conne,c the discernible pur,uit of 

depersonalising stratification of subje(t correlates of communka­
tion into subsequent sender-re,civer instance,. a, well a, a 1..ert.1in 
reserve towards the issue and concept of literary figure, redm.:ed to 
the role of e.g. an actant or a set of indexical ,1gn, chat enrooc nar-
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rarive functions in the codes ofknowlcdge1), 

le was only at a slightly later scage of dndopmenrof,truc=.­
al-semiotic tradition, i.e. at rhe beginning of the 19'70s, w~• 

need was ucrercd co expand methodological frames of the pw 
digm, char two imponam (although very di\·ergem ammp:­
revalorisadon of this problenM11attcr emerged. On the one lurJ 
it was the scarementofGcrard Genette, who- in pu11uitot~ 

ing narrarological concepts into a certain order and empha: 
differences, often blurred in colloquial cheomical nomend~ 

suggested ce·rms like Jom.s and Jocali.uuion, referring to the 1s 

focus managcmenr1
, on rhe other hand, however - concepuof' 

ris Vspienski, who considered the ideologically ringed corrduC1 
the author's point of view as a tertium comparutioniJof som. 
enables comparison of mechanisms of meaning pro!)(rfur\·.11 

kinds of art'. Both approaches (especially the issue offocal1llt..' 
since Uspienski's poetics has rather preserved the value of a 
ine author's undertaking) were followed by various rcfcrca,e1 
sparked many debates, anticipating two mai n avenues of mc.11 
on the question of point of view, connected with rrcatingprnpct" 
tive as a specific narrative tool, which regulates relations bcrta, 

the narrator and the characte rs, or between levels of chescon,ii 
also as a typified - but at the same time culturally and lli~ 

This influenri;i.l tendency within narr.itology can be 
exemplified with such works as e.g. R. Barthe~, An lntrodutt/lJII ti 
Structural AnalyJiJ of Narrative (1966), .,New Liremy H151:o~• Jf," 

6; T. A. van Oijk, Some ProblemJ efGourat, 11e PonitJ, .Poetics· ffL 
L Dolczel, Narratwe ModeJ in Czuh Literature, Univmity ofTo 
Press 1973; E. Traugon, Generahve SemantiCJ and tht Conttpr,/1 

Ducouru, ,,Journal of Literary Semamics" 1973: 2. 
G. Genene, Narrative DlJcoune: An &say m ,\ftthoJ. m.1 

Lewin, Corncl University Press 1980 (sdccrion of Figum/11. 1r 1 

B. Uspensl..-y, A PoeticJ efCompoJ/lion. Tiu Str11mmof1h, 
Tocr and Typology efCompoJitional Fonns, (1970), tr:ansL \'. bran& 
W,ccig, Berkeley: UnivcristyofCalifornia Press 1973. 
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tinged - manner of perception of the world, preserved in rexes of 

culture\ 
In literary studies of the late 20'h century, these tendencies usu­

ally existed unrdatedly, however recendy - in connection with a 

um.in shift of the focal point of research interests towards prag­
matic conditions of communication - there are significant at­
tempts m be observed at transcending the usual dichotomy and 
nearing methodological contamination of both mentioned ap­
proaches. In Polish humanities an interesting example of such 
work, oriented towards the lookout for stitching points and locat­
ing in the centre of attention the issue of connectivity of both inter­
prmdons, is constituted by the outline by Malgorzata Czermillska 
Punkt widzenia jako kategoria antropologiczna i narracyjna w pro­
zfr nitfikcjonalnej, where the Author discusses autobiographical­
documentary texts by Czeslaw Milosz, Bronislaw Malinowski and 
Ryszard Kapuki!1ski, confront ing narrative forms of focus manage­
mcm applied there with patterns of shaping cultural identity that 
they represents. In the light of similar investigation, it proves chat 
sdmed strategies of dosing information can have consequences in 
the sphere of semantic, ideological or axiological settlements (e.g. 
foca!ization measures in the beginning chapters of the book Do­
p/and by Andrz.ej Stasiuk - such as focusing attention on acci­
dental figures of ~aliens", counterbalancing the observations made 
in Germany by Balkan reminiscence, valorising people and places 
through metaphorical conceptualisation - constitute a literary 
m.tnifestation of the critical oudook on rationalised, technocratic 
world of the Western civilisation; the maner is not limited, though, 
to rhe !eve! of author's or narrator's single perspective, since leg­
ibility of the mindset tinge of particular measures depends, among 

• These issues arc taken inco consideradon for example in: W. Nelles, 
Curing Fornliza1ion into Focw, ,,Poetics Tod al 1990, 11: 2. 
1 M. CzermiOska, ,,Ptmkt widunia" jako kategoria antropolog,czna 1 

narracyjna w prozie niefikcjonainej, ,,Teksty Drugie" 2003, 2-3. 
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ochers, on polemical reference to typified forms of world ,·mli! 
associated with various kinds of voyage liremure''. Ir is P' 
point our more attempts of this sort, clearly situating 1he!l'.s.:, 

in rhe broader project of anrhropological literary studies, h'Jlntr 
the nobilitation ofborh chc sheer problem-matmconnmed. 

visual (or generally sensory) perception, as wdl as of term 

based on references to visual icy should be !inked prim.1rilywifr 
pansion of - broadly understood - cognitivism ". 

Obviously th is notion refers to an cxrremdy complex .nd' 
erogenous movement, which does nor lend it.self co reduccic=: 

specified doctrine, embracing divergent, often even concncl 

pursuits, reluccamly succumbing to holistic approachc}. H 

for the needs of the presenr outline, I would like to leave .s :.. 
concepts that are rypecasred as "cognitive" for the single rtasono!m 
they refer to mechanisms of cognition (in this sense, e.g. RMWJ 
kobson, Anna Wierzbicka or Noam Chomsky are somecimCH 

sidered cognitivists), and also such interpretations thac a~ 

related to doctrinal stances of particular researchers (we wou!l! bt 
dealing with such an already narrow understandingof th1\dirt-,. 

if we limited its scope e.g. to the version accepted by partis.: 
Ronald Langacker}. Talking of cognitivism as a mo\·emem chat 
tions positive revaluation of visual metaphoricalness in the doau::1 
of theoretical•literary terminology, I would like to concenmct' 

a certain sec of assumptions, concepts and research preferences t 

broadly resonated in literary studies and established thcmsch't! 
distinct and recognisable- though ambivalentlye\-alwced-mi::h, 

A. Stasiuk, Dojczland, \v'o/owiec: Czarne 2007, p. "'-10. 

In Polish linguistic and literary studies this wide c(.lr1CCJ11 

the issues of perspectivism in communication mighc be cxcmpli d 
two volumes collecting several studies from many different • 
fields of academic research: Punkt widzenia w ;r/dcir I J,,d:urllt 
Punkt u•1duni,1 u· J(Zyku I kulturu, ). Bartmiriski. S. ;,-.:1 .c~ 
Ban.mii,ska, R. Nyci (eds.), Lublin: Wydawnicrwo Uniwm\'tmif.l 
Cune-Sk.Jodowsk.icj 2004 
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odological option (rtprc~nted - for example - in works of Mark 

phn.on,).lark Turner or Peter Stockwdls). Above all, 1 would like to 

~c sp<"Cifically the matter of patential usefulness of the concepts 

,.l'pmpcctive•, ~vantage", "point of view" as tools that have become 

b frequently used in recent times to describe complex genre con-

ltlltions. 
Amnrion of authors inspired by the achievements of "sciences 

of cognition" may have been oriented particularly towards literary 

11ylistics and text semantics, but their proposals left a mark in the 

realm of modern genological reflection. Cognitive approach to the 

prob!em-m:mer of genre conventions tends to be reported in most 

1tudies primarily (if not exclusively) in the context of such ques­
tion!i as ~natural categorisation" of phenomena, "radial structure" 

of meaning, or Rexibility of"fuzzy classes" (with an already habit-

Ul.l reference to the idea of \Vittgenstein's "family resemblances") 

~-hich leads d~ facto to associating this concept with a simple ap­
plication of the theory of procotypes. Thus conducted identifica­
tion ~ems to speak clearly of how our comprehension of genology 

remains conditioned by the image of this discipline as a systematic 
a.mngement of textual forms, oriented cowards forming logically 

manged classifications, or - in more modest variant - transparent 

typologies (thus justifying to a certain extent caustic comments of 
critics of genology, who believe that "genre thinking emerged from 
the spirit of hierarchy and reglamentation"). However, the model 
of •prototype categorisation" seems sufficiently deeply rooted in 

the holistic concept of language and communication, accepted by 
tht majority of cognitivists (albeit commented with large scepti­
cism in other branches of linguistics), that any attempts at its me-

1 M. Johnson. The Body in tbt Mind. Bodifr Bam of Meanmg, 
J,,,.,_ginatt~n, and Remon, University of Chic2go Press 198..,; Muk 
Turner, 7h~ Uur,1ry Mind: Tht Origim of1h/Jught and f,11.nguagt. NcW 
York: Oxford University Press 1996; P. Stock-well, Cognitw~ Portui,- An 

f,,troduaU:m, London Routledge 2002. 
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chanical transfer t0 che field determined e.g. bysrructuralisrn~ 
ards of chc scientific, must lead co disappoimmcm (consr 

che sceptical tone chat ofi:cn appears in commcms of rescar 

who represent ocher mcchodologies should not come asasurpnr 
There is no place here for describ ing the concept in dmil 1;.ft:r 
it has been done a number of rimes bcfore9), so I will jusn 

co concisely remind and emphasise several principal fc:uures • 

have a decisive impact on its specific character, and also i/UUlml 
che way genological problcm•mancr is embraced. 

The pivotal issue in chis context is recognition ofthepnm.71 
of metaphor, as che main form of functioning of langwgt. r» 
bling both coding subjecc ivicy and constanr extension ofo1tmm 
references, arranging experiences into a hierarchy and coor.: 
ing social interactions. In turn, among main consequenccs ofu: 
fundamental merhodologicaJ decision one should locate err :x 

ing the dynamic interpretation of meaning, understoodnot lli:t 
objectivised relation between the sign and the system of ab-o.: 
conventions, but as a complex operation of connecting C(lna:I 

domains with those updated conforming to local conteru. 

has an inalienably interpretative character. While a simihr rt«t 

entation of semantics {rather situational than logical ormucnr.: 
is linked with methodological questioning of explanations lwd 
on the dominant of the system in favC>ur of approaches reicr:.: 
primarily co che category of process, still manifested b)·e.g.in:tr$ 
in the activity defined as conceptual "blending" mencalspaco i:d 
establishing concept "blends~ where again a spccificcnrap: 

' Such general introductions and/or recapimlacions can be 1 

for example in: R. Gibbs, 1he Poetics of Mind: Figur.illvt 'Thal' 
Language and Understanding, New York: Cambridge UnimsitI 
1994; G. Lakoff, iVomen, Fire and Dangerous Thmgs: Wh.t1 urrfd 
Reveal About the Mind, University of Chic:i.go Press 198"': .\ftu,J,, 
,n cognuive/inguistics, R. W Gibbs and G.J. Srcen (eds.·. Ph 
John Benjamins 1999; E. Vyvyan, M. Green, Cognitlvt bnpi;J· 
Introduction. Edinburgh: Edinburgh University Press 2006 
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:i mmphorical discovery of the simila r in the dissimilar can be 

obsmed1
• 

As a matter of fact, almost the entire repertoire of topics, plots 

l!ldqucstionsdescribed by cognitivists lends itself to creating as a set 

of appositions, stemming from the development of the primal imui­

nonlinkingcommunication with tropical dimension. Thus - for in­

sunce - the concept of profiling in texcs refers us to various forms 

ofsubjm-rdated modification and emphasis on meanings, to inven-

0\-r ways of aspect-embracing of the object through interweaving 

idiomatic signals of subjectivity with carriers of established connota­

tions, and therefore - to measures that repeat strategies, on the level 
of the presented world, typical of configurating features of sign with 

respect to metaphorical use. Moreover, profiling - be it of a meca­

phorised object or the entire presented world - is not only a cogni­
ffi-r emphasis on a selected aspect, but also its valorisation, bearing 

.1. complex reference to various types of cognitive command of the 
rubjccr, i.e. both to intellect and emotional attitudes, aesthetic sen­

sitivity or mindset preferences, constituting not only a preservation 
of the point of view of the sender, but also an appeal co che receiver 

to look at a given matter from a similar perspective (as a result of 
which the adequacy of reconstruction of decoded content as a nor­

matl';e horizon of communication is replaced here by the abundance 
of resonance and the force of response). After all, such interaction 
is referred to by the concept of empathy {yet another Favourite in 

the repertoire of cognitivist themes), which assumes association and 
makeshili: identification of two remote realms, two spaces of experi­

ence and their corresponding points of view (i.e. mine and belonging 
to the Other}, which demands not only carrying out certain inferen­
tial procedures, but also constituting a certain emotive reference and 

acollision of perceived content with own experience. 
Therefore, ifit is assumed chat similar mechanisms also organ-

M. Turner, G. Fauconnicr, T1Jt IMty J¼ 7hlnlt. Conuptua/ Blending 
411d the Mind's Hidden Complexillts, New York: Basic Books 2002. 
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ise cogn itiv ist thinking of genre conventions, it is easy to noc.r 
that the majority of allegations made against conceptuali~ 
based on the concept of "prococypen (such as relativity, liquid. 
icy, unscabilicy or subject ivity of description) decrease thn 
of the concept from the point of view of "objectivisc• modc1 (I 

che sc ientific, however, it can be seen clearly that rhe lcgitirr~ 

o f these polemical references remains conditioned by acccpura 
of tacit assumptions of chis very paradigm, contested by principle 
by cognicivism itself. H ence several scholars rightly condudrtb: 
upon accepting cognicivist modus operandi, researcher arbii,r• 

ily picks, arranges and connects specific specimens of a focri':ie.: 

category, owing to which he o r she merely creates a schem;o{' 

own perception of genre, which - according to traditionalga 

t heo ry - is to limit the usefulness of commented approach toi· 

field of "genre consciousness research" 11 , it should also be nooct 

t hough, that a consistent cognitivist does nor recognisc-bi·p!ll'­

ciple - any objective models of genre patterns, and any reconi, 

rion always remains a schematic approximation, and at the u::i 

time a "certain" or "somebody's" interpretation (where an ctper 

and a lay person are distinguished only by the difference in drpt 

conditioned by the scop e of reading experience, ensuringabr~ 

base for compariso n co establish analogies, and the alleged ·gc • 
conscious ness" is not an epiphenomenon, but the main medi 

stabilising generic structu res). 

It cou ld be admitted that prototype categorisation has nOCIX" 

come the most perfect rool for arranging literature into • CC! 

order, and cognitivist genology - if we understand chis conccp,; 

an elaborate systematics of artistic form, based on logio.l critc • 

division and described by means of consistent rerminolog, 

In Polish literary studies such opinion is represented for n 
by S. Wyslouch (Nowa genologia - rewl:qe i rdnrerprtt,u;,, ::J(li 
Pobka genologia litemcka, D. Osraszewska, R. Cudak (eds.\ \\1,r;:l'll 

\Vydawnicrwo Naukowe P\X'N 2007). 
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oocyct emerged. However, rhe understanding of genre, proposed 
in this orientation, occurs without the assumption pertaining to 
die superordinate character of typologisation casks and does not 
dcnundbuildingglobal schemata of textual universe stratification. 

From today's perspective it can be seen clearly that the sheer postu• 
b.tcofsytematisation oHorms was legitimised in the modern litera­
rurrthcory by establishing structural poetics in linguistic concepts, 
ll"hich give privilege to the categories of code, arbitrary sign and, 
i.bovc all, system (which led ro e.g. attempts at developing the so· 

ailed grammars of literature). 
At the same time, in cognitivism, recognition of the primacy 

of figurative order over grammatical organisation of speech, with a 
!lmultaneous weakening of rhe authority of logic in favour of poly­
morphous character of colloquial language, leads to significant shifi:s 
m chc scope of accepted research priorities. lf therefore one ceases 
to perceive generative-transformational derivations as rhe main text• 
generating mechanism, and formalised syntax is given a second-rate 
position in the communication space, then there is also a decrease in 
thccognirive reliability of practices aimed at grammadcalisarion (i.e. 
fumuliz.ation, codification and systematisation) of literary research. 
Together with the shifi: of the focal point of linguistic research from 
modelling syntax scruccures to problematising tropological pro­
)CCTions, there was therefore a reformulation of casks of linguistic 
potties, alongside gcnology, which gave up the pursuit of building 
abmact matrices and general models, concentrating on following 
,-anous forms of acquisition, attribution, transposition. inclu\ion\, 
contamination, migrations or genre interference. An inrerc.,ring 

pmpcctive might be associated especially with the srndi~s on _d, 
,1:m plays with conventions, exceeding purely acsrhetic d1men\1on 

id focusing on their semantic interactions, cau\ed by .. .1,riv.1tion, 

interconnection and manipulation of'mental sp,tcc,' ,rrui.:curcd by 
'11.:hcmatic modcls"a. In such view, genre is no longer an algonthm 

M Sinding, Genera Mlxta: Conupwal Blend mg ,md M,xrd Grnru 
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updated in textual manifestations, bur proves to be an imagc'iCh 
a specific figure of reading, reorganising sign sequences and slup 

the perceived matter of inscription. 
Evoking the notion of figure, which cognitivim con1ida 

play a key role in perception and discourse, entails manifold ir 
cations. Above all, it leads ro che already mentioned rehabili:.r. 
of textual anthropomorphisms and popularising visual a.icg, 
signalising cognitive conditioning of communication, m.i.crd 

linguistic preservations of attempts at grasping reality (althou¢ 

it has to be insrandy underlined - the sheer notions are subjc(t 
mecaphorisarion, referring not only co verbalization of pmcr 
sensations, but also to various forms of conceptualisacion,din1 
types of ratio nality, or eventually - to compering ideologic:sJ!li 
mindsets). Attempts at treating point of view as a genologial 

egory, enriching the characte ristics of selected conventions b:· 
level of cognitive descriptions, emerged particularly in research 
journalistic genres, non-fiction prose and media discourse. lr 
works tend to highlight, among others, the problem of compkL 
of text tinges, which not only can represent a specific phenomr: 

but also reveal the multitude and changeabilityoffonns ofrc... 
vantage. For example, lwona Szackowska in her study on tcxt(Y'." 

ogy considers as particularly important "the division imo gt'.UO 

that introduce one perspective and those whose srructuK 
a multitude of perspectives" 13, and among polymorphous 1-.ni 

of discourse she indicates further differentiation between h»r' 
ous co-ordinations and dissonant juxtapositions as wdl asber,it, 

in ~U/yms", ,,New Literary Hisrory" 2005, Vol. 36 No. 4, P· ;9 
arn_cle is a good example of precise, clear, comprehensible prescnt1l~ 
main premises and principles of such studies, followed by a s1im 

demonstration of such ana lys is, explaining several generic inmx 
within Ciru in U/ySJes by James Joyce. 
n I. . Szackowska, Kategoria ,,pun/au widunta• w charJh 
typologuzne) gattmlm mowy, in: Jrzyk - Sty/ - Gat11ndt, M. Kiu Cd. 

Katowice: Wydawniccwo Uniwcrsytctu Si<l5kicgo 2009, p. 26. 
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entanglement of replicas of many subjects and changeable modula• 
1ions of nocions ascribed to one sender. An issue char merits arren­
tion, given such approach, seems also the marrer of porenrial ways, 
principles and signals of their modular hierarchisation. And last 
but not !cast, a question emerges about the relations between ste­
reotypical and individual (at rimes very peculiar) outlooks - since 
while some genres seem vulnerable to all kinds of transposition , 
subversions and transgressions, others function almost exclusively 
as reproducers of codified perspectives. The themes mentioned 
here may nor exhaust rhe reperroire of issues related to applications 
of visual metaphores, but they probably create enough comprehen­
sive a list to give proof of fertility of similar investigations, and ar 
the same time varied enough to find its place among the presently 
universally postulated mode:! of dynamic and mulddimensional ty· 
pology of discourse. 

Derailed threads evoked he re briefly, most often associated in 
gcnology with the category of point of view, seem to merge inro a 
certain broader current of research on the ways of managing indi­
cators of individual and cultural vantages of the world in texrual 
spaccs14. However, one may venture a further broadening of this 
problem-matter through transgressing the boundaries of genre de-

14 k would be difficult ro find any wider agreement among scholars 
upon distribution of respective 'visual' categories and thus all these 
notions arc being used in many different ways. We might risk however 
very approximate distinccion of main tendencies - such concepts as point 
of vuw and ptnpective arc usually connected with cognitive competence 
and communicative credibility, categories of focus andfacalisatlon often 
refer to mobility of sensual perception and its consequences for attention 
management, and finally - an idea of vantage has been used to define 
complex network of mobile coordinates enabling construction of diverse 
conceptualisations (such interpretation and employment of thiscatcgory 
might be found e.g. in works of R. E. MacLaury (e.g. Vantage "J}Jtory m: 
language and the Cognitive Construal of the World, J. R. Taylor, R. E. 
Maclaury (eds.}, Berlin - New York: Mouton de Gruyter 1995). 
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scriprion as a configuration of various perspecti\'CS andundc 
reAeccion on the possibility of holistic approach rocognitJ,·enr. 
of rhe message - there are several scholars who hope to go 
limitations of poscstruccuralisr scepticism by focusing on "the 

of cogn itive framework underlying the categories that enlhle 

formation" 15
• H ence, I would like ro express a suppomi,)n 

ing co which particular conventions not only evokeora!low1·• 

poims of view, bur also are connected chemsd\'es with fu« 
of perceiving rea lity. G iven chis approach, genre would not on 

a schema chat determines which poims of view might ,tppe;,. 

given group of texts, but it would itself constitute adistinmt? 

of concepcualisacion, delimited by a rdarivdy stable spmrur.: 
typical topics, forms and values. Idemicy of a gi\'en p•mm 

be in that case decided primarily by such factors as rcfmnce 101-

lecred fields of realiry and their corresponding mcthod~ofsc 

tisation, connection with fixed repertoires of culturalcoMOU:;:: 

and saturation with modal exponems of the assessment arnruJc 
the sender to embraced content. Thus it can be clearly <;('en cha 
approach is situated in the field of impact of research on the! 
ary subject, alchough treating genres as tools of world ,·m~t­
mands to a certain extent transcending traditional du;.Jisrm, IW 

n F. E. Han. Embodied Litera111rt: A Cogn1t1t'f-Pom 
Appro,uh to Genre, in: 7ht Work ef Fiction: Cognmon, 
Complexity, A. Richardson, E. Spolsky {eds.), Hamp~ 
Publishing Limited 2004, p. 89. 

"" 
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.g1omerging the description of addresser manifestations with the 

,hmcteristics of object domains. 
On this occasion, it is worth mentioning that, in such under­

.undingof gcnology, some threads recur that were present already 

in :-.lichail Bachtin's thought, whose works (especially his disserta­

non of genres of speech, but partly also monographs devored to 

vd' heavily emphasized the subject-related dimension of com­

munica1ion, underlining at the same time the cognitive values and 

u1ological tinges of genre forms. \~hat cognitivists and Bachtin's 

di ugh1 have in common is also the fascination with inrcgity of 

form, its "hermeneutic functio1,", i.e. its ability to evoke holistic 

,ignigican,e, affect "the recovery of implicatures" and build global 
coherence u. Genre, determined by a particular mode of percep­

tion of rhc world, creates in their approach a certain figurative 
·hole. a specific Gestalt of experience, recognisable owing to refer­

ence - through analogy - to similar communication cvenrs, which 
doc~ not lend itself to reducing to the sum of elements merged in 
the cexrnal structure1~. It seems that such holistic approach, grant­

ing cognitive factors not only co-participation, bU[ maybe even 

prioriry in determining generic affinity of a statement, could - at 
k,m in some cases - render genological structures more consist­

ent, replacing enumerative lists of arbitrary norms with inregrated 
•pproaches, which would vest isolated morphological traits with 

Ch. Unger, Genre, Relevanu and Glob,1/ Cobermu. The Pmg11utm 
~{Dmo11m Type. Palgnve MacMillan 2006, p. 253. 

In spite of revo\ucion:1.ry rhetorics of cognitive poetics, we ffil}' ca\i\y 
hnd sc,·er.i.l :mtecendencies of its main approaches - one of chem would 
be obviomly German school of gmaltism in psychology. emph:i.~izing 
ho\i<;tic niture ofhum:i.n mind as :i. complex entity organizing incoming 
~timuli with the principles of panllclism and malogy. The earlier 
references to Gestalt psychology in genre theof)· with sub~quent 
dilemmas and perplexities have been brieAy discussed long nmc •go m: P 
Hcmadi, Beyond Gmrt. New Direawm m l1tert1ry C/t1JSi_fit,ltlon. Ithaca· 

London: Cornell Uni,·ersity Press 19-2, PP· ➔-.., 
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semantic motivation in rhe scope of complex networkof cogni• it· 
linguistic links. 

If we referred, for the sake of illustration, co three mosrpopl!Ur 
forms of non-fiction prose, each of them could be characteruta l 

makeshift manner through an approximate reconstruction of tho 
corresponding points of view. Thus, e.g. idencicy of rtportagt. m­
ditionally defined as an account of real evencs, is cb.rlyconneru( 

with a specific way of embracing reality, conditioned hr a ucu a;. 

cepcance of the enc ire sec of typified cognitive assumptions, amortf 
which one could indicate, among ochers, non-critical assumpoca 

of speech referenrialicy, recognition of stability of the notion (t 

"face~ primacy given co phenomenalism of perception and toptr· 
sonal experience, respect for habi tual chronology as a mc.wrr: ii 

time or reference to exp lanatory authority of stereotypical u1cr 
risations

18
• Reportage would therefore come as an accoum from t:i 

perspective of someone who - assuming the primacy of eJT1pirici 
objectiveness and "event-related" concept of existence - rmiru 

perceives changes happening in social space, and who actempu r 
convey to others the truth about the course of these chang«.trt% 
ing the measures of reasonable thinking as an inevitable mediilDI 
of agreement. One could guess that even a text that included .t 
account of real events, but which questioned at the same cimt' 

possibility of adequate representation, disturbed the consisccnn ct 
narration wich a mecacexcual comment, revealed metaphpicalstt 

es of every face and ironically deconscructed evoked con\'entic­
would have little chance of being categorised as liceramre off.ct 

Going further, we might assume chat at the found1.uc-r 
fiuilleton there is the understanding of che world as a space of .agt' 

nic, bur not entirely serious interpersonal game, and also fl(rctf 
tion of the reading audience as a specific conversational cc 

11 

For somewhat different view on diversity of perspeaim oppid 
m reportage sec A. Mikolajauk, Punlu(y} w1dunu U' rrporu:1'- 0, 

etymologu do hvorzywa gatunlw, in: Pttnla widunia w tddciti~)Junx-
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nity, feeding on current controversies and having a penchant for 

intmex:tual plays, whereas essay preserves reflectional outlook on 

1heworld from the position of the subject focused on constant pur­

suir of changeable, pulsating sense and always trying to determine 

em-escaping identity anew1'.l. Each of these "genre" perspectives is 

based. on different anthropological assumptions and each of them 

s1imulates a different kind of anention, locating accents in a differ­

ent manner e.g. between the current character of events and long 

lasting of history, or between the space of public discourse and en­

davesof intimate contemplation. Moreover, each entails granting a 

privilege ro specific linguistic means, bringing us closer to complex 
perception of convention, whereas sheer formal criteria, isolated 

from their semantic motivations, seem insufficient for constituting 
full reconstruction. For neither the sheer srylisric-compositional 
syncmism will change a dry commentary into a feuilleron, as long 

as it's nor correlated with author's temperament and equipped with 
polemical values, nor a srylistically refined sketch, merging the pre­

cision of analysis with vibrance of metaphors, will become an es­
say if it remains an authoritative presentation of peremptory theses 
and. definitive settlements. Above all, with the formalising, inven­

torying approach to generic characteristics, we lose the possibility 
of grasping potential correlations between particular dimensions 
of text, since the same morphological traits can appear in a plethora 

of configurations. 
Connecting the same traits with semantic priorities, including, 

among others, the category of the dominant point of view, seems 
in rum to open significandy more promising perspectives. A cer-

" Due to hist0rical and cultural v:i.riety of generic repertoires all 
these genres can be treated in a different way within given communities 
(sometimes they arc even not being recognized a.s scpar:atc encitie.s). ~e 
concepcs and patterns of reportage,fe11illeton and euay in Polish jo_urnalist 
writing has been suongly influenced mainly by French tradmon and 
that's also a perspective that I am applying in this paper. 
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rain formal simplicity - i.e. stylistic moderacion andcompout.: 

traditionalism - of the reportage, and even a specific rduc1 

its authors co verbal eccentricity, seems a well motirned cc 

about rhe possibility of shifting the recei\'er's ammion fonr 

object of the account, fear of risk of veiling events (cons1dmd 

chis convention as "hardn real) through cultural med 

Boch camiousness in selection of linguistic means and fre( 
resort rn chronological composition serve here the pur~ot 
corical auchenricacion of the account with documemary:upir • 

and focus management on multiple te nsions stemming fror:1 
sheer course of accion, with a simultaneous marginaliY11 
lemmas resulting from the problematic character of the med1 
language. In turn, assuming the conversacional-agonic app· 
communication in feuillecon explains both the penchIDt for 
tesque approach and ostentatious intenextuality, stylimc pro 
cy and compositional unpredictability, since all the~e profl(rt 

favourable for demonstrating language mastery, mulrilarmlm. 
tion and brilliance of associations, proving to be ;m dfcam: 

of self-creation. And finally, discurs ive strategy of emv bw 
interweaving notion argumentat ion, anecdotical exemp.a, 

phorical insights and autobiographical confe~iom - nu 

preced as a textual equivalent of subjectivisacion of think1 1~ 

of rigor of institutionalised disciplines, whereas fragmenWT 

position of this reasoning has ofi:en been considered ih i I 

correlate of cognitive assumptions of the elusive objeo open:: 

of the subject, processual character of cognition ;md 
knowledge. 

\X'hac is important, though - these link.s srop ar the 
preferences, dominants or optimal conditiom, adapted co' c 

of changeable contexts and modified by amhor\ ma1 

acquiring the form of mechanical determinants. In the~' 

tion, in ~eference co the particular subject, in worb of A p,uOO 

wncer - 111 all these cases there is a possibility of reader's JC«:; 
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t.g. for a reportage experimenting with conventions, fcuilleton cm* 
w.tingformal rigidity or an essay restrained by methodological re* 
minions, although the reading of such untypical solutions usually 
rrfm to a supposed mcdiatisarion, basing recognition of generic 

ili.nity on a hypothesis of indirect reference to model realisations 
and anticipation of the supposed direction of strategic modifica* 

tionof the pattern. If we therefore ucat genres as typified forms of 
\'211uge of reality, and texts - as their sign preservation forms, we 
lu.\·c to admit that acts of verbalisation arc usually accompanied 
b~· dccision*making tensions, since it is not possible to definitely 
correlate specific forms and perspectives, but at rhe same rime we 
ma~· look for certain regularities, because most genre fields witness 
:l tendency to favour specific language structures. Let us add that 
although the featured links came here in a nutshell, it is easy to im* 
aginc more detailed and multilateral characteristics, which - apart 
from other values - could tempt us with heuristic usefulness in the 

didactic context. 
Methodological consequences of rhc discussed approach arc 

not limited, though, to emiching genology by the dimension of 
consideration of variety of textual points of view a1,d complexity 
of cognitive shaping of discour~e. nor rn accepting the posrulate 
of searching for holistic model of perception and explaining ge* 
ncric characteristics. Because considering genre as a specific figure: 
of reading also entails rev,lluation of the manner of perception of 
relations between text and genre, leading to a certain d.e,rahili,a* 
tion of categorial affinities. On the grounds of the com.:cpt of lan­
guage dominating in cognitivism - and brieAy described above - it 
i~ proved, therefore, rhat all genre m1rb lo,e their statu, of sub 
mnrial, objectively verifiable properties of \tatement,. ow1n~ their 
\tability to code guarantee~. and Hart being perccwed a, dynamic 
identifications, alway\ conducted in reference rn cr.:rtalll ncnt, ,111d 
inevitably pre~erving their interpreuri,c: charactcrn trad1mmal 
approaches sometimes have been even cntiuz.cd by cogn1t1, 1st op· 
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ponencs for their tendency "co reify genre imo a chinf 
\Vhcreas sheer recognition of form and cackling suggorX­

scemming from its use was indeed treated as a task for the rmi1t1 

already in communicative versions of scrucruralism, the dimep111• 

cy results from a diffcrenr determination of the set of rcfertnce1 

these arcribudons - while for scrucruraliscs it was a sec of alhtrr~ 

a priori relations established by the system of!anguage and lirtru'I 

codes built on it (with such inrcrpreracion genre gained subsunu, 
al icy and durability for chc price ofhyposcacic abmacrion), inrog­

nicivism the chief principle is subordination based on chc car: 

of iconiciry, which refers co trains of analogies forming b.,·rn rl 
experience. As a result of such shift, genre models arc pramalk 

associated with the multitude of their representations, which sub­
jeers their form to constant modification and Rucruations. If · 
ever "figures arc perceptive memoriesn21 , and forms arc recog:,.;d 
nor in rdarion co a hyporhecical system, deposited in the suppostd 
collective consciousness, but owing to similarity co a range oi a.:­
cidentally encountered artefacts, this every time undmund 1 
of genre has a perspective character, dependent on subjcctr,t al­
though corrected in social interactions) "perceptive memories" fl. 
a given subject. 

In chis view, what may seem natural is e.g. such set o( cirCIIID' 

Stances, where different receivers - be it as a result o(bcings1cwu:d 
in different communicative contexts or because ofbeingcnrooud 
in dissimilar cultural traditions - conduct divergent conccpruahsa· 

cions and competing generic identifications as regards to substan­
tially identical inscription. Moreover, even such asinmionb«omei 

clear where upon changing perception parameters, one reader will 
recognise distinct, genre-va ried texts in the same scqucnccofs1, 

: F. E. Hm, Embodied Literature ... , p. 90. 
S. Lash, Ducouru or Figure? Postmoderninn as • .R~ 

Significa11on•, in: Sociology of Postmodernism, London - NcW \a:\ 
Routledge 1991, p. 178. 
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hcanbciUustrated in a simple way with a reference to an example 

from the border of literature and press genres - slightly randomly 
chosen text by Jen:y Pilch Bulkfl malo slona was published in the 
collection of his fcuillctons12, which has a decisive impact on the 
~ection of a certain interpretation frame, formally, however, it as• 
IUO'!tl the form of a first person narration of events observed in the 

11:1tmofWarsaw, therefore it is easy to imagine iu reading - after 
1shift to other fields of discourse - e.g. as a literary short story, 
ikc.ch story or a piece of autobiographical account. Obviously, 
v,'l{h each of these identifications (which - as cognitivists claim al­
ways have the character of approximation, never reaching chc level 
of full identicalness) the same inscription is included into a differ· 
em series of textual analogies, and therefore - profiled differently 
through different border marking between what we unearth as a 
ligure and what we leave in the background (with fcuillcton, scory 
may turn out to be a commentary in disguise, and persons cntan­
~cd in the train of presented events become exemplary specimens 
of rocial moods and attitudes; in the narrative - "smart lady with 
abaf,described in detail, will become the protagonist of the an­
tcdote, participants of a big public manifestation will be treated as 
"accompanying" stunts; in the autobiographical - narrator is pro· 
moted from the role of communicative medium to the position of 
chief protagonist, whereas other characters will play puppet roles, 

helpful in adding drama to author's solliloqium). 
It stems form this that in the evoked concept, genre identity -

constituting a specific figure of reading and associated with spc­
cil,c types of world vantage - docs not lend itself to being inferred 
through induction from the multitude of objective morpholog1cal 
uaiu, remaining rather a singular communicative filter and prc­
strving the ability to reinterpret meaning of these traits. Profiling 
through design of iconic references is, in turn, suppartcd m such 

J. Pilch, B11lka mafo 1/on~, in: Upaddc_ a/ou:uka Pod t"""'um 
Cmrralnym, Knk6w: Wydawn1ctw0 L1tcnck.ic 2002. PP· 60- ',. 
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process by the mechanism of the so-called pregnancy {i.e. cl 
fragmencarised figures, adding the missing links in each und(: 

standing, or a narrative termination of descriptions of dim 
slcuadons), explained earlier with psychology of figure, and prt11:; 
also in rhe thought of cognirivists, treating reception -- both 
level of perception and reading - nor in the categories of mccJ. 
cal imaging, but as a creative process stimulated by encoUl"'lC, 

stimuli, however, based on cooperation of manifold cognit,1't 

er.s (including volitional, emotive or imaginative mechani\m1 k 

does nor mean, though, rhac a given arrangement of \Jgn1 

empty screen, onto which changeable projections are rhrowl"' ~­

era.red in the framework of arbitrarily selected mental -cherm H 

it seems e.g. on the grounds of pragmatism, in some interpr 
of provocative concepts of Stanley Fish), since accepting che r~ 
ciple of marking by similarity assumes, howe\'er - despite Sl 

ing the criterion of objectivity - basing fractional identifim 
on real (although makeshift, approximate and split) links,dc 
ing ro rest estimate boundaries of category Rexibiliry, ch• 
confronting it with the body of inte rpreted rcxtn. le might be 
therefore, referring co \X'' ircgensrein's notion of•seeing-as 1 • 

alongside transposi tions of particu lar elements, vested with ran 
~mancic roles, metamorphoses can operate also on the ~hm:, 
perceived - depending on the assumed penpccti\'c - a~ an 
commentary, episodic tale or personal documentary, yet refer.. 
sub\equenr transfigurations to a fixed sequence of signs. 

I should not like, however, the above presented orwJ 
maintained in the cone of kind, but cautious imemt, to p-tt 

impression of an enthusiastic paean in rhe honour of cop: 

Kognuyu-myka. Podobie1istwo, H. Kudel.i, z. :\lmZJ 
Ra1cwski (c~k), Lllblin : \Xfydawnicnvo Uniwcrsytetu ~brn C 
SkJ.)dOw\k1c1 2006. 

/:id::,;,:,., luszyr\\ki,. I Vid:unie jnkojako mu,,npre-::.mr.iq.i lpqd, 
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,nethodology or programme manifesto, decreeing transformation 
ofgenology into a science of textual points of view. I would be in-
dined to treat categories of narrative perspectives, cognition sche-

mata, focalization, image framing, completinggestalrs, dynamics of 
1-antagc, etc. as tools that enable enrichment - or at least gaining a 
muin orientation - of the prior instrumcntarium of literary stud-

ies, but I am remote from discerning within them notions chat form 
the foundation of the present holistic research paradigm. Rcvolu­
tionarydcclararions of some rcprcscnrativcs of cognitivism seem in 
this respect very far-fetched, and sometimes expressed hopes for 
cm.blishi ng an entirely new model of the scientific - with all due 
respect to the oeuvre of this orientation - are ar least untimely {\er 
us merely recall that the sheer concept of language, forming rhe 
ba~is of other problcmatisations, is often subject to criticism from 
the pcrspecrive of various linguistic stances). I would link the main 
benefit stemming from the promotion of "perceptive" issue, reha­
bilitation of amhropomimctic thinking and popularising cognitiv-
ist research strategies, not with spectacular theoretical projects nor 
with faithful applications of specific notions or procedures {which 
may be testified by - in my opinion - e.g. half-success of projects 
of typologisation based on rhe concept of prototype), but rather 
with rhc impact of more temporary, often quite loose and indirect 
inspirations, unrestrained by methodological orthodoxy. ln rhe 
abol'e srudy I attempted tO outline several examples of such - nor 
cu.ctly impressive but interesting for genologisr - shifts, which arc 
con~quences of assuming figurati\'c interpretation of genre, and 
lead to increased sensitivity to variety of perspectives in discourse, 
focusing attention on holistic explanations, dynamic grasp of rela­
tions text-genre, and last but not least granting a pri'"ilege to the 

categon· of iconicity. 
H~wever, it's worth to remember that in spite of cogniti-1,ist,' 

inclination towards a special kind of nautrali,m and nati'"1"m an 
e)e capturing similarity 'even in ,;cmual perception) ,s nc\'er pure 
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and innocent, being strongly shaped by the local - historical '-0-

cial, cucural - circumstances, as such recognition is based on iht 
process of ~undertaking certain motifs already existing in intmu~ 

jective field of common actions, perceptions, meanings and amib, 

ming chem co the similar, but previously unnoticed senset11• Thus. 

it seems chat studies on literary perspeccivism, points of view QC 

diversity of vantages - if chey are to remain of any value - shoo! 

exceed limits of purely cognitive (psychological and lingui11ic 
approach and more willingly apply inspirations (ideas, conccp;,, 

methods, strategies) incoming from various trends and cendenms 
within pragmatic poetics, new historicism, discorse analysis or cul. 
rural studies. 

ncpCMCllbl, K0T0ph1C ll:l.61\IOAalO'tCR B AIITCpaTypoBCA'ICCK!llllct\t· 

AOB:il.HIIRX, CBR3al!bl npC)KAC BCCro C ncpcXOAOM OT crpyKT)Jl:i.\JICTCDI 

MCTOAOB K HHTcpnpcTaU,HRM 3HTponO/\Orll'ICCKOro, KOrHHTHBIICTCI~ 

HA~I nparMaTl!'ICCKOro TOAKa, OK:il.3bl83IOT TaJOKC cylllCCTIICHHot &Ull!I« 

Ha cospci.1c 1111yio rcHOAOrltlO ( :iKattpOBCACHIIC), 3acnBA.IUI IICCAUOlo 

TCACH nO-HOBOMy onHCblB3Tb )KU!pOBblC npae,ua. Hacro.11111a~ ITTfU 

BnHCblB3CTC.II B 3TO HanpaBACHHC, npcAnpHH!lM:il..11 nonblTKY 11~ 

3uposaTb nplffOAHOCTb nOHRTHJI .. TO'IKa 3pCHH.II. B K:i'ICCTIICOCHO&lliO 

TCKCTOBOJ1 THnOAOfllH. 

B paMK:il.X noCTaHOBKII A:il.HHOil npo6ACMbl, aernp IlblT:ICTOI Ollf( 

ACAl!Tb npcA nOCblAKH, YCAOBHJI, q,opMbl H nOC/\CACTBU.H np11wtH(IIII 

06cy)KA:il.CMOi'.°1 KaTcrop,rn B AHTCpaTypoBCA'ICCKHX u TCKCTOAOfH~(Cdl 

lfCCACAOB:il.llHJIX ( npu'ICM HCnOAb30B:il.HHC KaTcrop1111 TO'IKH lpC I 

IITOrc npHBOA lfT K onpCACACHIIIO :iKanpa K:il.K oco6oii ~411rypb1" ~TtHILI 

np1t 3 TOM Y 'IHTbiB3IOTCR pa3Hbl C n03HU,HII, 3:iHHM:iCMblC H36p.111l(Wlll 

MCTOAOA0fl1'1CCKHMII HanpaBACHHRMII no OTHOWCHUIO K a111:,11lllpt 

MOit npo6ACM3THKC. B CBCTC Hawcro O'ICpKa, oa)KHOC 3H:il.'ICJUl( C)IU 

lfhlX Bonpocoa ~ncpcnCKTIIBbl~, "ocMOTpa~ "TO'IKH 3pCHI-UI. o1llt"1<TCI 
8 

ncpsy10 O'lcpcAh pa3AH'IHhlMH nOAXOAaMH 113 Kpyra KOrH!ITllJIIJIII. 

;
8

_
6
~: Pawclcc, Podobie:11srwo w jrzyku. Wybran~ probkmy, !bb-F!' 
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8 jJ..U,HCitllleM OO]!laBaTCAbllaR npOA)'KTIIBHOCTb Bb1WC})i:a32HHblX u­

m,,pllll OO)·o.oB,\CH:I., 0,\11:1.KO, BblABl!r:I.CMblM 2BTOpOM TPC60B2Hi101 

~ )'GL\KR pa.ut ycrpaHCHIIR HCKOTopwx orpaHll'ICHHit AaH-

PtcopKK, 
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!VAN MLADENOV 

CONCEPTUALIZING VISION. 
A PRAGMATIC VIEW 

Conceptualizing is developed as a method of revealing. sortiD~ 
and reprcseming the meaning that is undisclosed in the old phi 
sophica l metaphors and in the symbolizations we make in mr.dir 
life. The study rests on the understanding chat in the nudeu~ofihc 
metaphors lie concepts, or scored meaning able to represtm it 
anew or, to give birth to further theories. Conceptualizmg worb 

as an apparatus made of three macro-clements. Concepm.iliz 
as technique represems, points or hims at the hidden mcanin£ 
does chis with rhe help of the seeking Self. which refm to and a£· 

tivdy e\·okes this sleeping meaning. Finally, rhe layer from whidi 
the meaning is dug up is called by Charles Peirce effeu mind. I 111t' 

this notion in a much broader and modified sense. An undindc:; 
part of any sign is its iconic nature. To recover meaning from the 
\ign, the iconicicy needs to be conceptualised. 

Conceptual izing as a method 

\'Ve concepmalize the world of ideas in order to orient OUI'<· 

in it. But even at the most elementary level we ~till conceptuahz~.:\ 

coordin;ued mo\·emem of our bodies means char a lighming.l'i5C ~ 
cept has been creared and we act according co this short 'il.:hemc dut• 
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hi.it rtedvcd from the mind. \'X'e conceptualize the symbols and the 
.nswcconstantly perceive, which mean that we are permanently de­

caling and de-ciphering the realm of signs coming towards us. Most 
.f.aithosc signs arc structured in the form of metaphors. That is, we try 

:omahasucccssfullcapbetweenthctwodistantdementsoutofwhich 
~ metaphor consists. The traditional view of the metaphor did not 
chmgcroomuch from the ancient times: a distant comparison between 

mdcmentS, where •as if" is missing. 
Conceptualizing metaphors can take place at each moment 

ofour everyday life. It is involved in every instance of behavior or 
thinking.Just as there is no such a thing as an interpretation "for 
itself", there is no concept or term that can fully exhaust its object. 
Toundmtand the significance of a sign means to grasp it in regard 
wan aspect - that of its meaning. The method of conceptualiz.-
lllg metaphors considers the incxhaustibility of sign as the most 
imponant one. Even the simplest sign, say a q1ut.lisign, is virwally 
inexhaustible by any interpretation, because each interpretation 
rcpmcnts only one possible approach to its relevance. Even the 
simplest of signs needs to be conceptualized in order co act upon 
the sensations. \'v'hat we actually do, when we think is following 
the footsteps of sign-building with coded insuuctiom for acting. 
Any sign contains traces of its creation i.e .. it represents an out· 
come of something that resembles the device of metaphor. There h 
something general in every sign, which makes pmsib\e i.t, reading/ 
undersu.nding. Most often, this is its iconic or, conventional com· 
ponent. By conccprnalizing a sign-syHelll, for example, a metaphor, 

we do not attain the same results each time we approach it. 

Attaining Meaning 

Everywhere around us is a thick \a~cr of thoughc-clichc'-, of ex 
luustcd minds, of thing!I chat arc thought and rc-thouv.ht thou,.md 
times before they have calmly -..cttied do._\-n and. rnrn mto icncm; 
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memory of dead or frozen meaning. Perhaps this is what Peirce calls 
effete mind, someching, which we may call t0day aggrtgattso/mmtt1 
On che ocher hand, the way our knowledge develops and grows is by 
surprise, by unexixcced deviarion from the path of the old laytt. lt is 

like a gramophone needle chat suddenly vaults over to a wronggroo,,t 
of the record whiJe the listener discovers a harmony unheard before. 

Let us take an example. Chess has been played since the sinh 

century AD, when it was invented in India. Almost all kinds of1or­

iancs were re-played, especially che debuts. But the tnd 1piddiffas 
so much chat the specialists assert there are hardly co find twoabso­

lucdy equal finals. The best players know chat che supremacyofonc 
player over the ocher lies in the patience co wait for the only move. 
which decides the game, the more surprising - the better. Bur the 

rules of the game did not change - they are strictly defined. So, how 

a surprise occurs at all? All moves arc fixed, although the situations 
differ. Paradoxically, the surprise can only be found in what was for• 
gotten, in ocher words - in the past. Somerhing chat is known but 
sl ipped our of the mind in rhe very moment the player needs iL 

lee's recall here the famous dialogue of Socrates with Meno, when 

Socrates explained a mathematical theorem: "'I cold you, Meno• I 
can teach you, when I am saying that there is no teaching, buc only 
recollection ... • (In: Deely.John: 2001, pp. 44-52). Then Socraces 
proceeded as if meno already knows what he is now learning and 
realizes that he seem co always knew it. 

To explain further the method of concepcuaJization let's take 
another example from the reverse side. There are plenty of sc:mioci• 
ciaos, who like Peirce's statcmenc chat "man is a sign~ Never mind 

how this sounds hut che enrire meaning of Peirce's thought is lost 
here. A widened citation would reveal the depth of his choughc. 

This docs noc prevent its being a phenomenon of some­
thing without us, JUSt as a rainbow is ar once a manifestacion 
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both of the sun and of the rain. \'v'hc:n we: think, then, we 
oursd,·cs, as we arc at that moment , :ippcar as a sign. 

(CP 5.283). 

This is the case whereby we enjoy the meaning not as con­

densed into a conclusion hut as it 1mfaltis towards the process of its 
111:ncrra//on. 

Locke's Triadic Fault and Saussure's Fault Triads 

The main question of chinking process is how is meaning possible? 

Alotofambiguityin the approaches for oucliningmeaningcould be 
cleared up by showing not how, but where meaning arises according 

to some of chem. Among the chief predecessors of the contemporary 

scmiotics is John Locke, so let's first cake a look at his understanding 
of ~ign and meaning. His is one of che first accempcs for outlining a 

dearly non-dy.idic model. He strangely failed, alchough reading hi.s 
EssayOmurning Human Understanding one has chc impression that 

itis the triadic chinking Locke favors. (Sec Fig.l) 

Johb Lock~ 
(l632-l704) 

\:=-~):=:~· 
\158 ~gn) 

Ank.ulai.Sound••Wonl••$1gn• 
INolj'ellnlOH:bullWObli'WY (l'!'QnQIIS) 

Fig. I. Where Mc:aning Ari.sc:s According to John Locke 
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Locke's fall imo idiosyncrasy is unnoticeable at fim reJdir.g, 

rather the opposite looks true. Bur following the logico(hisd.2irn1, 
rhe reader will surprisingly discover the failed experimtm ofhm 
to grasp the dynamics of the triadic thinking. 'This can be SJid in 
another way: if the reader follows Locke's ratiocinations, he will 
think char they represent a true triadic undemanding. ff rhe rtadcr 
proceeds ro imagine the logic of relations among rhem, rhe triadic 

character vanishes. The reason for this might be rheearlyustof..;1,11 
by Locke, not )'Ct as a mark of transition, bur rather as an idri1. 0~ 
with Peirce the stress will be put on rhe transformabiliry of sign 
into another sign and thus, rhe explanation of the triadic charam1 
of communication will be implemented. Locke sril! sees rhe 11gn 

statically. 

In Book Three, Chapter Two, of his famous EsJuy, heob,·ioustjr 
sees words as signs of ideas, bur further it becomes even clearcrth.t 

for him signs "sdf-evidenrly signify ideas~ and rhar rhesamelsmx 
for words: "Words by use readily excite ideas" (Locke, 196➔: §6 
p. 261 ). le seems that for Locke these are two differenr prow~ 
This is to say that both, words and signs up,1r,utly have rhec.ipxm 
to directly evoke ideas, which is rhe same as ro say char word5 m 
different, though, having sim ilar functions with signs. Thetroubk 

~egim when to horh has been granted srarus of evenly able to pH· 
t1c1pare into communication process. 

H'ords efien ucretiy referred, First to the ide.u m rlx, 
,\fen's AlindJ. But though words, as the}· ;1.re used by mtn. 
can properly and immediately signify nothing but rhc 
ideas th;it 2re in the mind of the speaker, yer rhey in their 
thoughrs give them J. secrer reference to rwo other thing\. 

(Lock,, 1964 §•. p. 260). 

111e next \entence "properly and immediately" show, th h: 
ha, in mind a tri,1dic signification, but rhen suddenly add-thf 

word.<, 1mmed1,1te{'y referred ro the outside object). Here it w J-



CONCEPTUALIZING VISION. A PRAGMATIC VIEW 321 

thq suppose their words to be marks of the ideas" (Locke, 1964: §4 
p. 261). And in rhe next paragraph: "Secondly, (they referred) to the 
Realityof1hing/ (Locke, 1964: §5 p. 261 ). \v'hile the first sentence 
confirms the mediated character of signification, the second one 

castsdoubrs whether he meant by this a single process. To be com­
plmlyprecise, we have to say that Locke uses "often" here, thus the 
correct quote is: "they often suppose the words to stand also far the 
wdityofthings" (Locke, 1964: §5 p. 261). Locke does not conceive 
those two routes working simultaneously, as two phases of one pro­
cess, resuming in something rhird (an inrerpreranr} as it is in Peirce. 
However, Locke allows that rhere is somerhing uncontrollable in 
this double-reference (to the ideas and to the things), something, 
which comes up involuntarily in any act of signification, a kind of 
a left-over meaning. 

But chis relating more particularly( ... ) though give me 
leave here to say that it is a perverting the use of words, and 
brings unavoidable obscurity and confusion into rhcir sig­
nification whenever we make them stand for anything but 
those ideas we have in our own minds. 

(Locke, 1964, §5 p. 261). 

Such supposition appears by all philosophers who touch upon 
meaning, from Hegel to Adorno. Ir shows that rhe philosophers 
are aware of the inexhausribiliry of meaning in the process of com­

munication. 
Locke virtually reaches a triadic understanding of rhe signifi­

cation, bur did not model it dynamically as a single process. He 
might have envisaged such an understanding bur he couldn't give 
it a shape that one can found lacer in Peirce. In other words, he 
might've been aware of che rriadic narure of signification, bur he 

was inconsistent in following this conception. 
Instead of calling this a triadic model, for the sake of accuracy, 

one mighr call it a concatenation of two dyadic models. In oth• 
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er words, Locke speaks of two dyadic relations: the one "word_ 

signs - ideas", and the other, "words - ideas - things", making al­
together a relationship of two dyads. "Things" cannot be dircctl~ 

referred by words, but are mediated by ideas. Thus they turn im~ 

signs coo. Locke is pretty modern in grasping both sign and idem 
concepts. What is missing is th e next step - allowing things in the 

communication act be considered as co ncepts coo and concci\ing 

them as mediated by signs. Stopping before this last seep frmts 
Locke's scheme as static, for example, the word firt would han 

evoked the idea {or the sign) of fire in consciousness, but in the 

sense that tht fire exim. \Vhat we actually rece ive in our minds by 
hearing the word.fire is a uni te of a sign and a concept ofir. Had he 
made the considered step, would have made him pretry comcm• 

porary; while seeing the concepts of things in action, would hm 

made him a pragmatist . Stopping where he reached had lefi: him in 

the course of the philosophy of ideas. However, he is pretty mod· 
em in his conceptions and stays closest to Peirce's understanclingof 

signification. 

The Deconceptualized World 

As radically opposed to this line of potentially but not entirely 
triadic thinking, we will explore the contemporary strucruralism 

and see ifit corresponds to other logical doctrines. Then we'll cry'.o 

see how those theories explain the emerging of meaning ancl \"ail~ 

judgments. This brief overview will be pronounced successfol if 
it matches today's unquestionable conclusions about social-mind 

constitutive facts of meaning. In this article we can only dor some 

of the main theories of how ch ought is taking shape from the dfecc 

mass of consciousness. 
As it is known structuralism emerged as a cwentieth-cent~ry apf 

proach in various social scientific disciplines under che auspJCCS_ 
0 

the ~human sciences" that promised to put them on a solid scienufic 

◄ 
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h.sis. The origin and model of structuralism was Ferdinand de Saus­
sure's work in lingu istics. It should be stressed that Saussure's histori• 
cal source is the famous school from the 17 century of Pon-Royal. 
The monks rhere taught that science and knowledge are not a final 
goal, but a means; they should open and develop the mind, and raise 
it above the matter of teaching. In teaching they adopted an openly 
Cartesian and rationalistic method by a constant appeal ro personal 
rrffmion, Saussure's approach was later adapred in anrhropology by 
Levi-Strauss, in psychoanalysis by Lacan, and in literary theory by 
Bmhes. The core of suuccuralism was the treatment of distinctively 
human domains as fo rmal structures in which meanings were consti· 
ruced nor by consc ious subjects but by relations among rhe elements 
of a formal system. Let us sec more closely what rhis claim means. \\'e 
might be surprised as always happens, when we re-read the originals, 
nor the comments. In "The linguistic Sign~ from Saussure's most cel­
ebrated tcxr Course in General Linguistics, he says: 

If we cou ld embrace rhc sum of word-images srored 
in the minds of all individuals, we could identify the social 
bond char constitutes language. Ir is a store house filled by 
rhe members of a given community through rheir acti\·e use 
of speaking, a grammatical system that has a potential exist 
enee in each brain, or, more: specifically, in rhe buins of a 
group of ind ividuals. For language is not complete in any 
speaker; it exisrs pcrfeedy only within a collecci\·11) 

(Saussure, Ferdinand de, in: Semiocies, 1985, 33). 

We need to remember the c:xpression "word-imag_e\ Hared in 

the minds of all individuals". This metaphor is, accord111g to S.ius­
sure, what constitutes the social link oflanguage. The )W

rcd worJ 
images arc passi11ely waiting to produce meaning. In the next te­

words though seems that Saussure rejects entirely thequ.Jirvp.w;~Y 
of his metaphor by stress ing its oppasite, the actlt'f- He \pc,.; a 
st0re house fi lled by the members of a given community/. rt"l" 
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their active use of speaking. Then, suddenly, he makes a new turn bv 
deepening the characteristic passive. The "store house" is "a gra~­

matical system chat has a potential existence in each brain". 

Lee us leave now the strict semantic analysis and see what pas­
sivity is in a broad philosophical sense? It is past; something which 
can be stimulated as a result of certain activity. Ir is commonly char­
acterized through a potentiality. In fact, Saussure mentions potemi­

ality in his next words: "potential existence in each brain". We hm 

thus far a metaphor on word-images stored in a house, where the) 

could be evoked to produce meaning by an "active use of speaking 
of the individuals". In other words, we have a scrupulous account 

of the elements of rhe communication act. What is srill missing in 

this model is a trigger or, a mechanism which can set in movement 

the entire "machinery". To find this clue, we may rake a look ar the 

following scheme (see Fig. 2). 

Frrdln~od de SllD$SUre 
{18S7- l~l.l) 

Fig. 2. Where Meaning Arises According ro Ferdinand de Saussure 

We see that for Saussure signs signify through differential op· 

~osition. _In t~e very strict system oflanguag~, we can haver:~~~~ 
mg of a s1g~, if we only know another mean mg of anorhe u ~ chat 
the very stnct sense this might be true. It would mean rho g 

◄ 
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11conl)' have at our disposal a kind of secret language, spoken by 
knower. h will be simila r to Espe ranto or to a cipher where some• 
diing means if on ly something else does. Yet, does an object pro• 
duce its own meaning? W hat makes it unique among other similar 
ribjem? Are the re momentum operations of comparisons flowing 
in our minds each time we determine diverse phenomena? How do 

·e disringuish between different kinds of water, or fire, for exam­
pk? By lightning-fast comparisons only? Are we humans, devoid of 
mycreati\·eness? Dowe compare but never compose? 

\\'.'e need an even close r look at Saussure's words. The "word­
imiges in the score house" is a living past. It is ready to produce 
meaning by a trigger. Such trigger, according to Saussure is rhe •ac• 
m·e use of speaking of the individuals". We can widen his claim by 
uming it "social groups searching for idenrificarion ground, com• 
mon to the entire society". Yet the scored word-images need firsr 
to be recognized, rev ived, and ser in movcrnenr. All this cannot be 
done by putting them in oppositions only. In other words, rhey have 
robe conceptual ized, ordered in working schemes, interpreted, and 
animated. However, to shape che past we still need t0 know its for• 
mulae for self-organization. \Ve must find out what gi\·es "arrange• 
menr and definite form" of the past. Thar is why Saussure spe~k~ of 
the linguistic unit as a double entity, one formed by rhe association 
of two terms. He further srresses: "nor by a thing and a name. bur 
by a concept and a SOllnd-image" (op. cir. p.36). 

This "double emiry" is the missing S[Cp in Locke\ choug~[. 
However, [here is still something absent. The definicJOn he gi\e\ for 
the concept/signified is insufficient. He says thar i[ i~ ·gener~lvmore 
ab~tract'' than the sound-image. Nevertheless he expliud~ cbims rh2t 
the communication act reprcsentS a circuit. where chere is .an .ai. llff 

and a passive pare : •everything t_har goes fr~~ [he ~-=~c,,:; 
of the 'ipcaker to the ear of rhe listener•~ .u;u\e, Aon · .. 
&Oc:i from the ear of the listener to hi~ a"oc1.tt1\c a,ter 

I 
passn;g 

op.cit. p.32). Furthermore, hede,·dop, hhaq.'tlmcnr ~ 
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language from speaking we are at the same time scpararing (I) whar u 
social from what is individual; and (2) what is essential from w!w

11 
accessory and more or less accidental (op.cir. p.33). Never mind the 
stipulations, his understanding of the conupt sees it as passive; icd0cs 
not include processualiry of any kind. Even though, it would be cor­
rect to say that there is a strong him in his work at a more dcvclof)(d. 
future theory of conceptualization. 

Meaning as Past 

We are still in search for a working conception of whm is 

meaning usually been born. We may cry the writings of anmhcr, 
quite different than Saussure, ch inker who worked in the same 

course of choughrs, Charles S. Peirce. One of the shar~t differ 
cntial characccrisrk of Peirce's theory to any ocher is his claim dw 

what we can know is not an object, buc the qfict.s this object exhib­

its. These effects are the signs. Strangely enough, objects arc sigmas 
well. For the sake of clarity, we have co add - in the communirnion 

ace only, but what other act of understanding we know? Morcom. 

we cannot grasp signs oucside their relations to ocher signs. Evtn 

though we cannot claim chat we "know" a sign, bur we re-togniu 
it each time it exhibits its effects for us. We name it and ic shps 

out of our mind, that is, it becomes partially unknown. Partially is 

important word because another part of any sign, even the simplcn 

one, according to Peirce, possesses a .sud of general icy, which makes 

the communication act possible. It is true chat whoever pronounces 
(or, secs, reads etc.) the word "apple" is having in his/her mind 1 

particular object, intimately known co his/her mind only; at ihc 

same time we all know what "apple" means if we share the sarnc 

language competence. A divine sigh of generality in any sign cares 
about that. Still, where does meaning, chat is common to more 

than one individual, arise? Let's take a look at the following 5chemc 

of emerging meaning, according co Peirce, (Sec Fig. 3). 

.J 
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J~(>:Uc 
s,~n ltnMx I s,mbol 

r 
.\1.;0)e<1i~ruld) 
(fi«l 

Charles Sanders Peirce 
(1839- 1914) 

E.,;ample: 

Fig.3. W here Meaning Arises According to Peirce 

In chis scheme we sec chat for Peirce meaning does noc arise 
from anywhere, it grows, changes, and develops. In face, gaining 
more meaning is fo r him che core characrcriscic of human think­

ing. Unlimited semiosis, endless interpretation, and rhc growth 
of thought are syno nyms. But what happens ro choughcs once 
they were born? In che process of growing and justification they 
are cending co "habiMaking•tendencies~ Still, after a while chc}· 

nun _imo habi ts. They spread throughout chc Universe and make 
ic thinkable. The ideas pcrfuse the world with live concepcs chat 
slowly fade away, but they never really die. A phenomenon once 
choughc, becomes branded by chis thought fore,·er. The thought of 
ic turns into a kind o f exhausted mind, or, in Peircc·s words mco 

tffett mlnd. 

The one inrclligible theory of the uni,·cN ,s ch.u "
1 

object ive idealism, chat matter is cffoc mmd. imcrcrttC' 
habits becoming physical laws. Bue before this an be Al. 
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ccptcd it muse show mdf capiblc of explaining the tri•Ji­
mcnsionalicy of space, the laws of morion, and the gcnml 
characteristics of the universe, with mathematical clcarnc~ 

and precision; for no le:;~ should be demanded of c\·eryphi­

losophy. 

\X'c arc now ready to conceprnalizc the elements of sign\ ac 

cording to the outlined models of Saussure and Peirce. 

In order to examine some new directions, we need to modtfT 

the question of meaning as to where to search for the meaning, 

the scheme of Saussure or, in the ones of Locke and Peirce. D(l(',11 
arise between rhc sign, the word and the idea or, between rhc sigr 

and the signifier or, between the sign and the intcrpmants? Lr,· 
try to demonstrate rhc choughr-accion, which we may call n.it 

and the Aow of the same process by an originally blind man v.h 

suddenly begins to see again. At the first momcms of his rc:co\'Cf\ 
suppose, after many years in blindness, the man sec~ like in a •s.u,. 
surean world" - he sees signs (objects) and he needs to adju,t the 

previously known meaning (from his tactile period) to the nev.i 

learned one. What he lacks is the conception ofcapacityofmt,min!, 
he docs not know that an object put differently, seen in different 
light, under different angle, means differently, in other word,. he 

lacks of a clue to the outgrowth of knowledge. There arc ~cd.i 

doctors for teaching such people of how to start .seeing Jg;un. 
such people those doctors me terms and expressions, like: •menu. 

blindness•, "a lack of a co1lCept of the outside world•, etc. The ~0 

elm ion is the surprising finding chat we arc able to partial!\' rt''°' 
the sight of an originally blind man by improving his concept'° 
for the outside world. In Peirce's words this \vould rnean to nu~ 
his thoughts dearer. Or, we may learn the charactcri~tic~ of J 
ingand thus, shorten the proce~s of conceptualiution. >,;c\. 

how it will be drn.:ribed, it [, uue chat we are able to put th 

pro,c~ under control and guide it. 

◄ 
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The Patina•Meaning 

What is the d ifference between interpretation and conccpru­

aliz.acion! Do we need the latter as one more theoretical tool? One 

of our assumptions was that, while interpretation resembles more or 

less a read ing or a free-association process that seeks meaning, con­

crpmalizing might be defined as a Aexible scientific method. In its 

kernel lies a search fo r effeteness that unfolds any metaphor. W'e can 

rrltr to the effeteness directly, or we can devise a concept to search 
fur it ar e,·cry layer from our past experience. In both cases we deal 

not with mental entities but with signals or stimuli, which activate 

the mass of sensation in consciousness. From consciousness we re­
cri,·e a symbolized (metaphorized, conceprualized or, visualized) re­
~nse. Conceptualizing metaphors is a method of explaining, refer­

ring, or evoking meaning with the help of seeking selves from srored 
experience. Thus, it represents a proccss-modd, which can provide 
explanations and derive meaning, bur above all, which is applicable 

to diverse situations of decoding symbols from our everyday life. 
In chis respect , conceprualizing stands for a search of an inacrwe, 

dfece mind that gives rise to any metaphor. Tht tjfiu mind proudn 
/>Jlltrm far acting. To bring co mind rhese patterns requires mother 
acri,·e element, and chis is the seeking Self. In general, here we MC 

outlining a process model of chinking, which shows how knowledge 
grows. It rescs on the fundamental claim that we learn somechmg new 

by making clearer somerhing that is already known. The 52me l!i "alid 
fo r the way we approach the Ocher. If we do not look deeper mto our 

own consciousness, we cannot know the consciou~ne~ ot" the Othc-r. 

We can express che same hypachesis from a lingui\tlC pc~ 
m·e. At the surface o f language Aows a me_am of rhoui;hr-chc~ 

which after some time moves to a lower la)er ot language md 

rer still mo re, hardens into a linguistic ~tru~ru~ th•t 
11 1

~
0
::~ 

mould of frozen metaphors. The most )u.:1..e~•hrl mcupho 
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to couch this Aoor of "patina-meaning" in order to be lifi:ecl up­
wards, as in Peirce's famous metaphor of the bottomless lake. \\t: 
cannot be sure whether Peirce: thought similarly when he invenred 
his undeveloped concept of the effete mind. 

We can now propose a new explanation of the limiclessncs.s oi 
thinking and the need for its conceptualization. Any sign that signi• 
fies a segment of action from reality is inexhaustible by another 1ign 

that interprets it. This is obviously true, since an action occupies 
1 

present moment, whereas interpretation grips a past one. Action is 

also divided into numberless atomic segments, which were: fimcom­
prehended in the past and then realized in subsequent present mo­

ments. Action and thought-action are synechistic1 phenomena chit 
mirror each ocher but do not overlap. This is what makes knowiedgt 

a continuous process. The med iator between these cwo processes is 
our dynamic Self, which mpervenes'l onto the temporal chanmris• 

tics of both. By acting, we simply follow the patterns provided by the 
dfecc mind. By chinking we are saving chc recognizable traces from 

our action by turning them into metaphors or, by conceptualizing 

them. We arc pushed forward b)' the concept devised by the p;i.st 
And we dream of the coming of the inexperienced future. 
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Ka1ti,tnmy1JA11-3upaNte MCTOA 3a H3CACAB2:HC, K,1.acmp,m1-1paHe II npeA· 

cnu1-1e Ha 3Ha'leHHCTO, CKPHTO 8 cnpITTC lf,H,\OCOq>CKH MCTI.cf>opH H CHJ.1 

IO.\HlattHHTe, KOHTO npaauM eceKHA.HeBHO. Ybu\CABaHeTO cc OCHOUBa Ha 

pa3611pai1CTO, 'IC B HApaTII. HJ Menlf,opun: ... ~T KOHUCllUHH H JHJ'leHIUI, 

ll)HTI) MOraT A:I. 61,AJT noKJ3aHH no HOBOMY II Aa nopa,,.n HOBII -rcopHH. 

Ki,"!lnimya,unupaNtmO pa6ont Karo anapaT, C1,CT2BCH OT tpH NaKpOC.,C· 

MClfTa. K1mi,mmya.AmupaHtmo K:I.TO mtXHIIXd 1138~ Ha noia3 Ht.It llOA· 

Ck13!l. KaK A:1. cc C"TllrHC AO CKpHT0TO 3Ha'leHHC, Toiu. cn&l C nOJ.IOIUTa IU 

"t&pltuJ,u A.J, KOiITO aKTHBHO 6yAH Ja<nMUllU .Jl{Jl'ltHid• c:;;; :::a:: 
lHa~CHltHTa cc H38J\tt'iaT, e HapC'ICH OT lfap,\C O1,pc e_ffett :HC~ OIHC,..'­

J'UYM). J.hno/\3BJM Til.3H IIACJI 8 MIIOl'O no-wupaK 
11 

::HH'UIOCT- Jb:o­
HCAc.uo.ia 'laCT OT BCelOl JHaK C"bcr.lBN'!Ba HCl'OB.1Ta 

HH'HIHRT Ct.CMeHT, KOHTO e o6w.opa36ttpaCM npae11 in,.JJ,IOlt.HO i.:o1-1ucnTV· 

a.,11311paHCT0 H HJBt.ll'laHCT0 Ha J Ha'ICHIIC OT 3)1a,,:a. 



DARINTENEV 

THE THRESH O LD O F MEAN ING 
(NOTES ON LITERARY PH ENOMENOLOG ICAL 

ARCHEOLOGY) 

It seems easier to write on a given author than merely to 

focus on a cercain problem. All the eas ier it is to write on a cho~n 
problem as it occurs in the wo rk o f a g iven author. If we look at 
rhc majority of the literary studies and investigations, we won't ht 
too much surprised to sec how many of them arc dcd icarcd to 1hc 

study of a single author. Of course, there are smd ics that deal with 

rwo or three or more authors at the same ri me, like Shakespeare 
and Montaigne, T. S. Eliot and Ezra Pound, etc. Bur the principle 
remains in general the same. Ir is as if the author is still what 

guarantees the unity and comprehensib ility of rhc investigated 
problem, and also what posculat(:5 rhc inducibility of a foundir,~ 
,,logic•, on the basis of which the problem is posed. By chis I do not 
mean chat all such critical texts claim that the author guarantees 
the concrete meaning of his works. Now in the sphere ofliccraf1" 
studies it is almost generally accepted chat in a way che a~thor 
should be dead, in ocher words, chat a certain interpretanonal 
procedure has become unavo idable. And yet the author srill serves 
as a~ excuse when defining chosen problematic, she or he help\ t( 
explicate the limits of the field of research . I am not saying thac 
it's illegitimate. What I am tryi ng to say is chat the presuppasicior 

.J 
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of the gi \W field guaranreed by an autho r functions as a non­

qucsrk>ned evidence, as if it was obvious why we make (or have ro 

mili) the presupposition. 

One can eas ily object that in the analysis it will become clear 

.-herheror not the presuppos itio n was legitimate. If a homogenous 

.logic" underlyi ng the invest igated problem is indeed found, then 

olll"iously rhe choice made when choosing the author as a guarantee 

of the field was correct. A nd it is quite often the case with the 

in\'estigarions concerned w ith a given author. 
In the text that fo llows I want to pose rhe question: \X/hat 

does rhis (the confi rmatio n - in the light of the analysis - of the 

kgicimacyof the presupposition of the autho r as a guarantee of che 

field of research) mean with regard to rhe literary work? By using 
the methodology of the phenomenological archeology, I will rry 
10 show why and following what procedures do we presuppose the 
author (understood in the above ~nse), and what this has ro do 

with che construction of rhe meaning of the work. 
As I said, the autho r could have served as a formal reason (let 

us say an .,empty p remise"') m disclose rhe unities in hiswork_s, But 
ac a second step , these disclosed unities only confirm the legirmucy 
of the premise, in a way they fill its emptiness. The analy5es, 10 rbi\ 
sense, are fu lfi ll ments. Thus in a rerrospecrive way the discourse 
bearing on an autho r and his ideas is justified. \'\'e could C\-Cn u :-­

more generally rhat not o nly the notion of the author worb in 
th1

_
5 

way but also the notio ns ofliterary m :nds_, schools, wo~ld,·ie\, ~Jc~ 

As I will try ro show, the retrosp« uve ;m~iJi.tahtm. or\\ hat coi::,und 

called mrospeaive f ufjillnu nt p_roudure :: in a c;::t•:u::: 
1 

tlur 

tos.ucceed. It canno t make a m1srake. !\: h1.:.~nrn1.llv found ot t 
lt\\orkseven when th e analyzed work\\1.~c -

be by :he presupposed aurhod .. le A r~J,ni: that• d 
Now, a different read mg 1s also Po:~b 

0
~ their dcc~mpas 

insist on rhe d isintegration of the unm eJ nJccd a ~ m 
lh,s type of reading (1f 1t could be fabcl 
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well known, usually associated with what is called deconstruction. Ii 
shows that the unities are not naturally given, char cheyarc historiol 
constructs, and are therefore deconsrrucrible. All this is prob­

ably all too well known. I only want to underline the signific:i.ncc 
of this reading. Ir does not on ly mean char differem unities along 
with the ones already accepted, could also be conmuctcd but tlur 

the very procedure by which we conscruct such a unity is a mhcr 

complicated process. 

How can this procedure in its most universal aspect be 
elucidated? 

Lee us introduce cwoterms chat could help us in cheducidation. 
The first one is char of actualization. I bdieve char literary 

works arc fields of potentiality, each one a singular or rather unique 
(since it is not opposed in any way to multiplicity or plurality) field. 

The actualization of this potentiality is what happens in a usu.al 

reading. It is in che actualization that the meaning of a work is not 

just grasped but created, or in other words the meaning is not prt· 
given or pre-determined and does not precede the actualization 

Critics like Roman Ingarden (1973) and Wolfgang Iser (1978) 
have done much to clarify the actualization. 

(In fact, what is here called .,actualization" is very close to 
lngardcn's concrctization although both terms are used by him 

(Sec Ingarden 1973, Fizer 1983). Let me parenthetically exphun 

how lngardcn defines their difference. The concretization is US(d 

in regards to the aesthetic potentialities of the work and thus has 
the character of an outside action cowards the work, which u 
why it can be analyzed only in a historical perspective. lngarden's 

actualization concerns only che artistic side of che work iud_f, 

it has a descriptive character and represents the work as a stauc 
construction, guaranteeing its identity. The discrimination of rhcse 

two potentialities, one related to the aesthetic side, and rhe orhcr 

to the anistic, is delusive. There could be no actualization non­

related to a historical horizon, so the idea that there is an identity 
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of che literary work independent o f all historical contexts should be 
~N,ndoncd. From ch is it fo llows chat the potentiality of chc literary 

work itsel f has to be conceived in a different way, a way chat won't 
bind it ro a static identity, or co an essence chat lies chere, waiting 

for no more than its realization by the reader. This is whac I meant 

when I spoke of a certain no n-pre-given-ness. In truth, it concerns 
not only the meaning but che very essence of the liccr.i.ry work.) 

The actualizatio n is done by che reader, it is a one-time act on 

his part by which he grasps che mean ing of a work. The uni,·er~al 

mucrn re of chis ace is probably most well described in Wolrg.i.ng 

ls<is TheAa of Reading (1978). 
The second term I want co introduce is chat of ldtabz,t11on. 

Herc it is unde rstood in the meaning Husserl gives co it in hi\ 

lacer writings. In th e field of phenomenology usually cwo types of 
idc.i.lizacions are distinguished. First-order idealizarions arc of the 
rypc ,.and so o n• (.,und so weitcr• - che supposition chac whac h~ 
proven its validity will srill be valid in the future) or ,.I can again 

and ag.ain• (,.lch kann immer wieder" - the suppo$ition chat I can 
doag.ain what I alread y did once) and they arc accomplished on rhc 
b cl of the li fe -world . Then there arc chcsccond-orderidcalimions, 

which arc chose who made modern science possible. In 11't Cnm 
o/Europtan Scitncts and Transundtntal Phtnomtnology E. Hu\..crl 
analyzes in detail such idealizations in Gali lee's machcmaciuuom ot 

physics (H usse rl 1970, 23-60, §9) but maybe the best dm:npmms 
arc co be found in .,The Origin of Gcomctr( where he folk,.-, 
the seeps of mathematical idealization re,·caling the cru(lal role 
played by language and wricing(Husscrl 1989.160-1~'. 'ti::t nncc 
first-o rder idealizadons arc usually related to the n.i.tural amtude 

and are assoc iated wirh chc life-world (a reason for Husserl to 
name the language ,,a firsr idcaliiation· - ,cc Hu\~ l97\ SB 

the idealizations we will speak about, ~hould at the bcgmnang ~ 
thought of as fi rst-order idealizations. 

lee us return now ro our problem. I th ink v.e 1.--an 1ehcmWU 
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in a simplified way the procedure as follows. 1. First we have the 
reading, or the gaze of the reader d iscovering the underlying 
(homogenous) logic by actualizing the potentialities of the cm. 
2. Secondly, we have another act , accompanying the first, which 

idealizes rhe actualization. This means char the reader now 
constitutes his own reading as an independem ideali ty ,,absnactinf 

it from the text. (Yet as Husserl points out in ,,T11e Origin of 

Geometry", the ideal objectivity created by literary language docs 
not have the same srnms as rhe scientific ideal objectivity {Husserl 
1989, 160). The ideal objects ofli rerature are, so to speak, not ideal 
enough. Their idealiry is due co rhe language used, but as objem 

they remain irreducibly singular.) Probably it won't be wrong if we 
say chat by this idealization an institution/ establishment (Scifi:ung.J 
is accomplished that pennits the actualized meaning to be sedimenud 
so chat further actualizations can be based on it. 3. Finally, the 
idealizing act leads to a retrospective justification of a Jonna 
idealization chat made possible the fi rst ace of actualization. In fact, 
only now, retrospectively, this former idealization, preceding the 
actualization, can be grasped as an ideali zation ar all. (Bue doesn't ir 
mean that the very Ur-Stiftrmg is produced ,.backwardlf by some 
of the Nach-Stifrnngen?) 

Thus actually we have chree aces chat need not but could 
coincide remporally. The triple aspect inrroduces a particular 
circu larity which should not mislead us. Ir is ch is circularity, not 
to be mistaken either with the hermeneudcal, or with the vicious 
circle, that constitutes the background of the unities, as well as 

their infallible persuasiveness and legitimacy. 
(Also, it won't be wrong to say chat if we are not so easily mislead. 

it is perhaps mostly in virtue of che wo rk done by deconstruction -
though the meaning we put in chis last wo rd should be clarified.) 

Let me resume. It is easier co wri te on an author becau~ thc 
author .. stays there~, she ,,is there". But chat means only chat we 
presume the ,.being there" of the author so chat it can be ju5cified 

◄ 
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.ficrwards. This first presumption - which as yer has not the 

scric1 characrer of idealization since it is originally void of any 

content - predetermines the actual izatio n, or at least its most 

gtnml direction. Of course, if this is true, it will be true nor only 

iorrhe ,.author• but for all the em pry premises. The empty pmnim 
<Pnillftllt the threshold of meaning far the literary work. There is a 

sorr of double bind here because, o n the one hand, there will be 

no literary potentiality wirhouc such thresholds and, on the orher, 

the thresholds cannot but fo reclose the potentiality with the 

;acrnalizations char reduce it to an essence. There cannot be a literary 

potentiality without a threshold fo r many reasons, one of which 

is rhac without the thresho ld of meaning as an empty premise the 
reader will not suspend her o r his usual frames of reference and will 

h-arc no understandingoflicerarure at all. ( In rhis sense, perhaps ~he 
very notion of literature could be seen as such an empty premise. 
Of course, in the case of li terature chis could hardly be seen because 

of the many Nach-Stiflungm that insritured conventions, ere.) Bur 

since the threshold is idealized retrospectively (this is the th1rd 

Stage described above) , idealization veils its specific function, and 

thus the literary porcm ialiry. 
(A question appears therefore, a question concerning this 

porenrialiry - the singular porentialiry of a literary work - 2nd if 
It IS at all thinkable:. Is it possible for rhe gaze of the r~ader not to 

reduce it ro his particu lar acmalizarion? Is there a reading that "
111 

remain meaningfu l and yet will nor idealize only ics own mncc? 
1 

can't answer these questions here, so I ,~•ill only ma~e ::;::~:~:~
1
~ 

him rh_at the answer should be sou~hc ~n rhe di~~~o through Ut~ 
acnvanng .by in~o~p.atiblc acrualizat'.o~s, _

0
o7che !ark 

problemat1c poss,b,lmes the open PossibahtJ . . were 
In the above schcmarization many O\·eoimp/ih ... :cn~ow 

made fo r rhe clarity o f the structure. For e:c.unpk. ir •~ eA ,.ht 

that real readers do not differ rhar much in thew: t ~7uaom 
literary works. Ir can be objected rherefore tfut c ac 
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do not depend so much on the concrete reader and the above 

scheme is wrong. le could be answe red however that rhm: art 

levels of actualizations and some of them, as we supposed, depend 

on others which have established idealities. The way we read 

Baudelaire's poems is not arbitrary; it does not depend only on the 

empty premise of an unknown name. Our regard is structured by 
some of the former institutions (Stifiungen). This comesdownro 

say that there is never only one threshold of meaning. The diffmm 
thresholds are often imerdependent, sometimes participate in 

complex hierarchies. and are always subjected to a certain history. 

The complex of thresholds is what determines the individual regard. 
Instead of conclusion, I want to pose a final question: Why 

do most people choose the way of actual ization that presupposes 
the unity guaranteed by the author? Why not choose a reading 
that, while still being a form of concrete actualization, will stress 
the dissemination and the disparateneSs? Perhaps the answer lies in 
the very fact that the idealities are related to unities that not only 
put in order the work, but also put in order the world. (Maybe they 
make the world a world, of course, ret rospectively.) Therefore the 

answers probably lies in the formula used in the beginning of chis 

text: it is easier. 
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3TOT TCKCT IICXOAIIT 113 11a6AJOAeHHJI, '!TO npeAflOAaraH11e aeTop.a 

H.\H HHOro eAHHCTBa, 061>eAHH.RIOll.l;CrO Aal!HOC 'IIIC.\O flp011JBC;\CHHH, 

8110CACJ.,CTBIUI 6b1BaeT flOTBC:pJKAeHO pa3B11BlCMb1MH Ha OCHOBe :noro 

npc:.\no.ura1uui aHaAHJOB, 110 npu .noi"i onepau1111 pc:TpocneKTHBHoro 

onpaB,UHI-U[ OKa3blBaeTC.R CKpbITblM TOT MexaHHlM, KOTOpbli°I o6pcuc-r 

cc Ha ycncw110CTb. <l>cHOMCHOAOrH'ICCKa.R apxeOt.OnlJI ,\IITC:p.tT)"Jlbl 

DOJBO.\IIT aHaAHlHpOBlTb 3TOT MexaHHJM. Cort.aCHO npcA,\o;,i,.eHHOli 

3.1,Ca, TCop1111, HaAHUO OAHO na•i:aAbHOC AonyweHHC, KOTOJ>OC 

DO)BOJ\JleT a,cmyaAUJdtfWO 3Ha'ICHIIJI B aKTe 'ITCHILt. BnOCACA,CTIIIIII 

lTa :I.KTY:I.AH3aUH.R 6yACT uiJeaAUJupoUJHA, TCM ca.\lW.M pempotne/(11/Ud/lO 

onpa11J1,MannCJ1 ncpeoHa'l:I.J\.bHOC: AOny11.1cHHC, J(QTOpblM OHO C,IMO 

J'fP()KiJamw, (eo 4'c110MeHOJ\OrH'IC(J(OM CMblC,\C Sciftu:g-:a~ ::l;:::: 
lH:1.'l(HHR Ha fl OActyne K npo113BCA(H!IIO. TToA06HW( : .. ~ HW, 0HH 
I HCICOTOpoM CMb!C/\C n:1.pai!,,OKCaAbHbl, T2K KlK, C 

0:, l H:; Ap,-ro11. 

AC.UJOT aoo611.1c B03MO)KttO!i TaK)'IO BCDt.l> K:I.IC ,-.uTCp np " ' , 

DOCTo11tt110 orpaHll'i:I.IOT nOJ\C cc nOTCIIUHa.AllHOCTH 



ANDREY TASH EV 

THE WHISPER OF THOUGHT 

A Revived TI1ought 

A few years ago the name and work of the Bulgarian philoso­
pher Professor h-an Sarailicv was resuscitated. Sarailicv's name bl 

been condemned to a half-ccmury of silence by the commumsi: 
regime. Then suddenly chis brilliam thinker reappeared as though 
out of nothingness. Ivan Mladcnov, who rediscovered Ivan SarailiC\·. 
writes about him: .. Had ht written in an internarionalfy r«ognbld 
language, Professor Ivan Sam,liev would havt !Argtfy bttn ukbrattd 
tU a prodigious and eminent thinker. .. ~ (Mladenov 2002: 282). fa-cna 
cursory glance at Sarailiev's life shows chis is true. 

Ivan Sarailicv was born in 1887 in Sofia. He studied in Pari~ 

where he was a srudent of the famous scholar Henri Bergson. In i 909 
he graduated mmma cum laudt from chc Sorbonne. Sarailiev 5pcn1 

the following year in Oxford and London studying philosophy. There 
he met some wdl-known philosophers, among them Ferdinand C.S 
Schiller, one of the prominent pragmatists in Europe. Saraihcv v,~ 

in intensive correspondence with both Bergson and Schiller. Some 
of their letters survived and arc now in Sarailicv's archive. In addi 
tion, there arc also Sarailiev's diaries and other valuable documerr, 

pertaining to his life and work in the archive. 
From 1916 to 1918 Sarailiev studied at the Universiryo(Ber 
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Jin and the University of Bern. He was one of the very few Bulgar­

WI scholars familiar with the three main philosophical traditions: 

Frrnch, Anglo-Saxon, and German. While the majority of the Bul­

garian philosophers after the First \Xi'orld War followed the German 

Classical cradirion, Ivan Sarailiev favored the Anglo-Saxon one. He 

spem chc year 1924 in Great Britain, followed by cwo years (1931-
1933) in che USA as a Rockefeller grantee. He studied pragmatism 

cnmsively and met some major American philosophers Sl.lCh as 

John Dewey and William Pcpperel Montague, rwo of Peirce's few 
studems. Although Sarailiev wrote almost exclusively in Bulgarian, 

he was Auent in Greek, Larin, French, English, German and Russian. 

Thirty years ( 1920-1950) Sarailiev caught che hisrory of phi­
losophy at rhe Sofia University. He maintained comam wich hb 
contemporary fellow philosophers, and rook part in international 

conferences and congresses in Europe. 
Sarailiev's work includes seven books and a number of articles. 

He also translated Principl~ ef Human Knowledge by George Berke­

ky into Bulgarian. 
His book Pragmatism (Sarailiev 1938; reprinted in 2001) de­

serves special attention. This is a remarkable book in many respects. 
It is the first presentation of rhe pragmatic docrrinc in Bul_garia ~nd 
elsewhere. The book is well writrcn and readable, comt\tmg ot 0

· 

says on the greatest pragmatists, such as Charles S. Peir<e, ~\ illi.un 
James, Ferd inand C S Schiller and John Dewer The appendix oifcr; 
a ~urvey of the hisc~r; of rhe rerms ~pragmathm~ "pr.1gm:itl1.21• and 
~pragmaticism" and is foJlowed by rwcnty page<. .umourc-d b,hhog~ 
r.i.phv. The book includes an essay, "Charle-~ Pciffe and H 15 Prinoplc 

in which Sarailicv quoccs Peirce's Collrtud P.1pm. Th15 lS more lh.w 
a surprise, keeping in mind the }car of publicauon ~t Pr.1p..,t11.Jt11 
1938. (The book was already fini~hed in 19r. The h~r su: ,'01 
of Colfecud P,1pen had jmt .appeared from 19.11 to l91~ \i rcawff 

Sarailicv\ essay was publi~hed c\·en earlier publlOtl the 
i.1n journal Uchililhtm PrfKltd ~Sar:uhev 1931 i\t CM UfflC' 
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the name and work of Charles Peirce was almost forgotten, Sarailie~ 
appreciated the genius of Peirce's insights. Thus he was ahead of to• 
day's massive interest in the founder of pragmatism and semiotics by 
more than three decades. 

When the communist regime took power in 1944, Sanilicv's 

career came to a violent halt. In June 1946 he was elected president 
of Sofia University, but because of his refusal to cooperate with the 
communist authorities, he was compelled to resign some few momhs 
later. He was then asked to teach Marxism-Leninism instead of 
philosophy. Again Sarailiev refused. He was saved from the labour 
camps thanks only to the respect, which his work commanded even 
among the communists. Nevertheless, he was forced co retire and was 
banned from further publishing. Any access to his previous publica­
tions was prohibited and h is name was classified. He was doomed 10 

oblivion. The authorities forbade his studencs from visiting him, buc 
he was awarded a consolation prize: every morning in front of the 
doorstep of his house, he found a bunch of fresh flowers left by his 
students. Sarailiev died peacefully, but in total obscurity and isola­
tion, in Sofia in 1969. 

In 1956 Ivan Sarailiev wrote the paper "Philosophy in Bulgaria" 
at the request of the Italian Professor Michele Federico Sciacca. ln 
the part reserved for his own work, Sarailiev defines his main con· 
tribucion to Bulgarian philosophy as follows: • ... with hiJ /«turtS al 

tht University and hiJ wntten works ht tUquaints Bulgarnt u•l1h 

Btrgsoni philosophy and pragmatum· (Sarailiev 2004: 103)1
, and ~e 

thereby enlarged the domain of philosophical thought in Bulgana. 
In fact, he did more:. We can find many pragmacic notions and Berg· 
son's concepts in his own philosophy. Sarailiev uses some: of them as 
a sraning point of his research and he often comments, criticizes, or 
fulfils them. (One ofSarailiev's books is entitled On Somt Untlt.ir 
MomtnlJ in Btrgsoni Philosophy). He reaches the rest of chem unin· 
tencionally, in his own way. This means chat Sarailiev did not merely 

The translations from Bulgarian inco English arc mine. 

------
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)dope isolaced ideas from pragmatism and Bergson, but their whole 
model of thinking. Some ofhiscritics, such as Spiridon Kazandzfoev, 
~m1t Sarailicv's contribution co the introduction of pragmatism in 
Bulgaria, ~without any sharing In this doctrine" (Kazandzhicv 200S: 
113). This is too fu r from the truth. 

Sarailicv admits that he is inAuenccd by Bergson, especially in 
hisfim books - General Ideas (written in 1916, published in 1919) 
.U1d On the 1Viil (published in 1920, second expanded edicion -
1924). Bergson's ideas arc well-known in Bulgaria, so the common 
points between Sarailiev's philosophy and Bergsonism can be e.isily 
obscr\'ed. This is not the case with pragmatism. The docrrine is al­
most unknown in Bulgaria and Sarailicv never claimed thar he was 
inAucnccd by it. However, the relationship between his ideas and 
pragmatism arc considerable. The book Pragm,ttism is only the ~vi~­
iblc• pm of the world-view which characterizes his cnrirc work. All 
Sanilicv's books, from the firsr one, General Ideas to the b.st pub· 
lished book Socraus ( 1947), as well as the late philosophical diary 
Mrdltationts (wrirten in 19S2-SS. published in 2005), clearly show 
his pragmatic orientation. Ivan Sarailicv was without a doubc the fir.t 
pragmatist in Eastern Europe and certainly one of irs pioncm in Eu­
rope, preceded only by the: group of lralian pragmatisrsworkingwirh 

the journal Leonardo. Charles Peirce: was the: founder of pragm•U(ffi 
and the co-founder of semiotics. So we: may conclude that Sar.uhc:V 
made the break-through for semiotics in Bulgaria as early as the tum 
of the 20th century, before Jacobson, bcforce,"Cn (:h2rles l-.forn~. Al­
though Sarail iev did not use any semiotic models in his work, hci:;: 
tablished the link between semiotics and pragnuosm._Pcm.:etdio the 
describe semiotics as nothing more than a tenninologir...aldrruot 

pragmatic doctrine. . . . be tound 
The pragmatic tendency in Sara1licv's philowphycan 

in the model of thinl<lng in Gtntral Ide111. The nouoM t~T'T : 
riched and fu rther developed in ocher book\ b~ .S~, th P 

the Will and Meditationes. Sarailicv\ pcrm.mcnt wtCff:St 
111 
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is an important indicator fo r possib le relations wirh pragmatism. It~ 
original version is "a method /Or detmnining the meaning of a conctpi 
(De Waal 2005: 6). ll1e founder of the rnechod, Charles S. Peirce, 
summarizes it in his essay "H ow to Make Our Ideas Clear~ (18'.'"S 

in the form of maxim: "Consider what ejficrs, which mighr conuiL-­
ably have practiml be,1rings, U't conetivt the obj«t of our conception lo 
have. Then, our conception of these effects is the whole of our conuptWn 
of tl1t ob;« t'' (W 3: 266)2

• Sarailiev's re~arches provide answm 10 

the main questions about thinking. As the fo llowing text will cry ro 
prove, these answers are entirely p ragmatic. 

Ideas as Signs 

What is the relationship between ge neral ideas (or concept~, 
as the author calls chem someti mes) and chinking? According 10 

Sarailiev we think in general ideas3 whi ch arc rhe smallest, integral 
part of our thought. 

The function of general ideas is defin ed as fo llows: ,,{1bty] ar( 
acts of our thought which present to m a whole group of rmmblint 

objws; although general ideas are mdividual objects, they stands for 
an infinity of possible perceptions {. .. J 1hey were called genrra4 1H 
cause they are related to a genus or a group of resembling ob;uts. .. 
(Sarailicv 1919: 7). Sarailicv notes that ..a gener,zl ide,, is not ,dmti 
cal in allminds"(Sarailiev 1919: 122) . One general idea can srands 

fordifferem objects, and vice-versa, different general ideas ca~ ha,·c 

one meaning. This notion stresses the necessity ofinterprecauon in 

each case. It corresponds directly to Pei rce's idea of an imerprecant. 
2 

In referring Peirce's works, I have adopted the method of reference 
used by all Peirce scholars. •w• mea ns Wrrtmp o/Char/tJ S. Pmrr:.J 
Chrono!tJgita/ Edition, followed by the number of rhe \'Olume and chc 
page. ·cp• means Colletted Papm of Charles Sanders Pemt, followed in 
~he number of rhe volume aAd the paragraph. m/ 

He uses rhe phrases •we think gentTal ideas~ •we tlJ1nk u·llh I'" 
idtaJ~ and Mu•e think by 11/rtueofgeneml ideas• as synonyms. 

_ __J 
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le "·ill nor be surp ris ing th at Sarailicv's general idea has all char­

acraiSticsof a sign acco rdin g to Peirce : " A sign, or rtpreu111,1men, is 
,omtthing which stands to somtbody or somnhing /11 somt ttspw or 
,,p,ory" (CP 2.228). 

\'fe can summarize th is in the following syllogism: 

We think by virmc of gcncul ideas. 
General ideas arc signs. 

Therefore we think with signs. 

Besides general ideas, there arc other acts of our thought, which 
1tpresem an individual object o r its image. Bue .,tht 110110n of,m 

uiditidu,il object is a kind ef gtneral ldta too" (Sarailiev 19 19: 13 • 
In ocher words, we think with general ideas only. Thinking \\ith• 

out signs is absolu tely impossible. Peirce reaches liccrally che ,amc 
conclusion:" All thought ... 11111st ,mmarily bt in signs"\ \\'2: 20- · 

~early half o f Sarailicv's book deals with chc ccncuric\·OJd 

prejudice that general idea is image and word." ... thert li _. u-lmpn 
of rhoughr, weak, dijfiwft to prruivt (. .. J it can bt stmtd not ,tr.z1.r,/,1 
bur by rtmo11ing tht obstacltS, un11tilmg, ,mdruping tht rnrt,un., bt· 
tuttn comaoumtss and tht mrrent 0/1/Jought: thurcurtum, Jrt m 
.1gr- ,tnd u.·ords,. (Sarailicv 1919: 81-82). 

General Idea- lmagc. The Dynamics of'l'hought 

~oting many data from different \citnt16c If"(.-. · ~ .u P 
chology and philosophy. Sarailic\· pro\C\ th,u rhc imlgC:S UI our 
con~c iousness arc not a comrimcnt part o( the chinking pr« 

Th c Ida f mgcncraI.das."' cre,o rc, they arc complcrc y i11Crcnt ro ,J 
irgeJ art mtmorits, U'huh un _1top thuil.:mg •nd /,rt. 

111 

IINJ. /. .. } thtir nature is .i p.ir.tslllC , 1,t, ,,,,J mt'1 ·~ J 
rhmlun(' (S,u ailiev 1919: 60-61). Thought a k 
or, .t movcmcm. Images in our1.onsc-Jo\nncss tu,-c t du: 

charauc ri \ tics. Thar's why they arc munuJlv opp;, 
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A very import~nc concept in Sarailiev's model is that meaning 
doesn't grow in an 1solaced idea, but in the relations between ideas 

as signs in the curre nt of thought: k .... wt ntvtr thinlt one (under­

lined by Ivan Sarailiev) gtmral idea{ .. } wt think relations bttu·trn 
general ideas, systems ofgmtral idtns, movement fom general idra to 
gmtralidra" (Sarailicv 1919: 16- 17). An idea for icsdfis nonsenS( 

and therefore hasn't got any meaning. The separation from the cur­

rent of thought is unnatural. Ir is only made for research's sake. Jc is 
done only for the purpose of the research. For Sarailiev, a general 
idea becomes a "working" one only when it strives to other idus. 

Therefore, the meaning of a given idea is nor static and defined once 

and for all. Ir is different every time, depending on the surround­

ing general ideas. This specific view on idea as sign is analogous to 
Peirce's view. Peirce's logic is often called relational. As he puts it 

many times: ,.At no one instant in my state of mind is there cognition 
or rtprtstntation, but in tht relation of my starts of mind at dijftw1t 
instants there is" {W2: 227). For Peirce, the essential of a sign is its 

ability to relate to another sign. Orherwise, it is not a sign. This is 
also true for Sarailiev's general ideas. 

General Idea-Word. From Doubt to Belief 

The relationship between a general idea and words is more 
complicated. Sarailiev disagrees that we can't chink withour words, 

and even that thought and word arc equal. His opinion is closer 

to Berkeley's, summarized in Central Ideas as follows: •AccordmJ 
to Berke/q's doctrine, thought is compltttly di/form/ from word/ 
(S,,ailicv 1919, 93). 

Thought and word were caused by one and the same reason, 

wh ich is overcoming matter and death. Bue thought frees a single 

human being from the chains of necessity and matter, since words 

do that with the whole society. Language is •a result, dtvtct, anJ 
condition" (Sarailiev 1919: 109) of social life, and ir can express the 
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genml only. Thought is the sphere of the individual. However, [he 

development of the human it y brings thought and word cogether. 

Thdr influence on each other becomes so strong, that they seem 

robee<jual. But [he separation must be made, if we want co under­

scand the whisper of thought. 

•1vhm I think, Sarailiev writes, I feel a kind of vacillation ... bur 
I stt ntithtr the vacillation, nor tht ltnns, whtrt tht vacillation occurs• 

1Sarailiev 1919: 59). The function of thought is surmounting diffi­

culties. Therefore, one of the terms must be the initial srage, the prob­

km, which we arc faced with, and the final one - the surmounted dif­
ficulty. The galvanization berween them, i.e. the action of thought, 

scops, when the final point is reached. The aim of thinking, then, is to 
lead us between these two points. The final chord is an action, caused 

by thought, because for Sarailiev "psychological and even cogmflvt 
ptocmts are never cogniti11e only; we know in order to aa; knoU'!tdgr 
hdpsaaion• (Sarai liev 1919: 75). Although we are not in a pasmon 
to overcome matter, we arc always in a siruarion char pro,.·okes thi~k­

ing. The action, marking che end of a thought, is a potenti.21 ~•~­
ning of another thought. The process of chinking ne,·er scops. This is 

juS[ a version of Peirces's notion of•unlimited semiosis~ 
Sarailiev makes it clear that the function of a general idea and a 

word is identical. but they are related respectively c_o the individual 
and to mankind. Language keeps mankind's experience and handj 

ndown to the next generations (Sarailiev 1919: 109-110)._Thead• 
dition, which Sarai.liev doesn't make, bur which fullowj from hi~ 

reflections, is chat thought maintains rhe indi,·idual experience 
lhe only way in which this can happen, is a..s habiu.. or more pre 

cisdy, hab'.ts of actio_n. . . . - . ch Peirce's com.epuon of 
The view on thinking 1s identical " 1 

• The di.fft-rcnct 
thought in his essay "How to Make Our ldea..s Clc~r '"d bl• and 
LS n1ercly terminological. Pe1rce calls t~e smnng pou:,i:,~irnU 
the final one - •bel ief~: .,. .. 1heac11on ojthoug/lf•'~ .. .and •bdir;f• 
lion of doubt, and wuts whtn bthe/ n ,1tt,untd" 

■ 
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mean re~pecti\'d y ,,1he Harl ing of,my question, no mautr how jm 
or how grtaJ, and the mofullon ofitn (\'(/3: 26 1 ). Peirce's conclu~ion 
about th in Icing is: ., ... the whole jimction ofthought is to produu h.ibu, 
of a(lion" (\X/3: 265 ). This idea becomes a basic point in many fur. 

cher versions of the pragmatic doctrine, such as John Dewey's imtru· 

memalism and Ferdinand C. S. Schiller's hu man ism, for example. 

Th inking by True Guessing 

An infant doesn't perce ive the world as constructed of a grc;u 
number of individual objects. H e sees everything as a colouredcomi• 

nuiry or nebulosity. How will s/he see a rnble on ch is background, for 
example? Sarailiev's answer is: ~ .. . s/he musr be intemted in tht t11blt, 

to have a previously Jimmd conupt about it, a hypotht>is or a mgu, 
idta far itJ fimction: in a word, a geneml idta is necmary" (Sarailiev 
1919: 12). \Ve throw a net of general ideas in orderto "cut off•and 

organize the world. Sarailiev concludes that "in a great me,uurt we 

( underlined by Ivan Sarailiev) sh apt 1Ju obj«ts" (Sarailiev 1919: 811 

The creating of a general idea is closely connected to our inrer· 

est in the object and to the future result and expectat ions. The on~· 

object of thinking is "thinking o f/ about realit(. Th is is the common 

point of all versions of pragmatism. Sarailiev uses the word •benefit• 

in its broader meaning, as pragmatists do . 1n h is philosophy, It in· 

eludes satisfaction of imdlectual and sp iri tual needs: ~r11t suk 10 

know tht reality} in order to makt our lift heller, but also to s.,wfi.• 
prim,,ry nud of our spint, which is its curiosity" (Saratliev 2005: 6'." · 

For Sarailiev, thinking is moving between rwo terms accorr· 

plished by the help of a general idea/ hypothc!tiS. In the book ()7l 

the Will (Sarailiev 1924), this process is analyzed in more dcuih 
and in different te rms. From chis point of view, On the ll'ilf_isa 
continuation of General ldtas. In his fi rst book Sarailie\' outline<; 

the thinking process. In th e second o ne he shows how exactly tbc 

process is completed and how we thi nk. 
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The four pam of the book consider the physical stri\·e, atten­
cion, consideration and self-creating effom. These different acts of 
human will are accomp lished in rhc same way. Three rerms partici­
pate here. One of chem is the present state; the ocher one is the fu­
ture state, which we aim at. The link between them is a hypothesis 
(or, according to rhc fim book's terminology, a general idea). The 
h~·pothesis is made by memories and united by some kind of pulsa­
tion between rhcm. The motion stops when rhc present and the fu­
[Urestare arc combined. The process stops when rheaim is achieved. 
Obviously, this is the model of thinking presented in (;mrml ldr,ZJ, 
but the terms and their role in the process are defined more prcci~e-
1\· here. The meaning of vacillation, which Sarailiev failed m explain 
in Gmtral ldrm, is now comprehensible. 

The function of rhe past in Sarailiev's model is just as impor­
tant as it is in the pragmatic doctrine. The hypothesis/general idea, 
which brings the present and furnre srate together, is made b~· 
memories. The new knowledge is neither entirely new, nor ,r_cm­
ming directly from the object. Ir is always determined h>· prcnOU\ 
knowledge. In che essay ,,~estions Concerning Cer~;i.in :•c.ulncs 
Claimed for Man" Peirce comes ro the same conclu,1on· ,\o ig· 

nition not dettnnined by a previo1u cognition, then. ''.111 _Ve km u.n. 
It dots not exist ... " (\V2: 21 O). In his Pmgm,,wm \\'ilham J.1mcs 
also underlines this characteristic of rhc incrca,ing knO\\ ledge As 
he puts it: " ... our knoU'ledgr grou•J in ~pot\ 1,undcrlincd b) \\ iiham 

James;. 1hespotsm,rybtl,zrgrorsm,zll, b11t1lu:no '":';i~~~~ 
,Jj over.- J_ome old knou•lrdge alu.·,zys r:m.mi, l:'\ Grntr.J /das 

The interpretation of On tl~e H ,U in.
the •ic num , nee non 

crtends the boundaries of the thought to h p 
in Sarailiev's philosophy. ~Thinking h~<- m ~ iln imbrc c t 
embracing bodilv movement, memory, inrcrpr 
Works of art, and, other human acti, incs. anal d 

Sarail icv's hvporhe,i, refer, ro Pcmcs' 
method. Abduction, or rhe method of guess ng 
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of pragmatism, but of Peirce's entire philosophy. He even comhints 

abduction with induction and deduction. Hypothesis in Peirce's 
and Sarailiev's philosophy functions in the same way: it is created 

by past experience and is then projected forward. For Peirce, as for 
Sarailiev, the dynamics of thought depends on the hypothesis. It 
marks the beginning of any idea. 

The main question about thinking is, how does meaning emerge! 
This paradigm moved towards more detailed questions. An example 
could be of how meaning is embedded in thought and in natural 
phenomena. Sarailicv's exploration of a similar problem presents an 

early acrempt to place this problem in the focus of modern research. 
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H acro.111uaJ1 C"r.lTb.ll 3a AaCTC.II UCAblO AO1(a3aTb H:1.1\ll'!IIC paHHCII m,p­

CHJ.HCXOI{ MOACAH MMWl\CIUl.11 B 60Arapc1.:oi1 ryMammp11oli 11ayi.c. Mw 
nom>1T.11\l!Cb YBHACTb cc npo.llMCHIIJI B nepBblX AB)'X KHHraX 3a6blTOf0 

HHCTOAH.11 q>HAOco<pa npo<pcccopa 1-1B:ltl Capb111,\IIC8a (1887-1969)­
.POAOBbl C HACH - H ,.Q B01\CM. AAA IICOOJ\HCHll.11 3rojj l{CAH TCKCT KOHUe• 

tpllpoea11 B AByx HanpaBACHIUIX: npCACTaB.\CHUC MO,\CAH Nblw.,eHHJI 

CaphlHAHCBa H cc cpaBHCHHC C ipiuocofHclf YapAbla C. nu pea. 

CAcAyl'I Ja HlAO)KCHllCM Capb111A11caa, CTaTbJI pacKpwe2cT cyw­

Kocn, MblCAH Ha HCKOAbKHX 3Tafl.1.X, B K3.)KAOM 113 ,coropwx y611paC'Ta 

no n ,ucry HCTO'iHblX KAIIWC II npcApaccy»:oB. Tu11M o6pa30M B i.OHUC 

Mhl AOCTl! raCM wcnoTa MbJCAII, KOTOpb1i1 COfA2CHO it,w,ococf11111 Hanr.1 
Capbl HM!CBa OKaJl:JB3CTC.II MOUlHOli CIIM4'0lll!Clf, H200.\I-UIIOWC:li IICJO 

ICCACHHy 10. C eOIIMH l!Ae.um O MblWACHIIH 60.,rapcJ..Hil NWC.UfTC:.,U 

C"n8 11T B it,o Ky c H.1.Y'(HOro BHl11>tam,.11 npo6.,c:MM, 1wropwc awm·n..-r H 

nc:pCAHIIH OA:1.H HC:CkOl\bKIIMH ,1,cCJITIIACnf.ll)III nou.c: M onpc.t,u,.-r pu-

lHntc: COl!pcMCHHOil cf,HAOCOcfHrn. • 

n pOBCAeHIIOC: CpaBHCHIIC OOJalblBaCT. 'iTO ,\JOfuH )JICMCHT JT0M MO­

AC.\H IIMC:CT CBOC COOTB(TCTl!lle 8 npan.i.llTMJ)IC: '·bp\JJ,l rt•ru- 3n>.&XT 

fW,j 0CHOB2H l!e onpCACAllTI> 1-fsaH.ll Capw11.U1C:Bl Ul o.t.110:,;~ nepua. 
noc.\c.,.oanc.-.c:it Oupc.111 6c:ccnopHo u._ ncpaoro a 8ocro"i .aponc-
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3HA'-IEHl'1E B3fARAA 
B KPl'1T1'1°1ECKOM TBOP 0I ECTBE)KAHA PYCCE 

0 311:l'll!IIIIII BJrMl,.\a B Tpy:..ax ;+;CHCBCKoro )''ICHOro )Klia 

Pyccc ~10:+.HO roeop11Tb B ,\R}'X .1cnCKTax - 8 TCMaTll'ICC~OM M 

8 MCTO,.\O,\Ofll'iCCKOf.L nepBOll.111.1.\hllO, 83f/\JI,\, 3 TO'fHCC, ncp· 
Bhl i i o6MCI-I BJfA.SIA:lMII nepco11a;+;di B p0M3HC, 1ic11rpa.\bHU 

TCMa OAHOit 113 ero MOHorpa4>11ii. Ee 3arAaa11c «BJr.\~,lbl Kl 

HCrper11,Htcb» (Leun yetn u rencontrirent) uur,na 113 po).ll· 

11a <t>,..o6epa «BocnumaHtU 'l_'l8Cm8». B ttci'i, tta ocuoac BHY· 

lllllTCAbl l OfO Kopnyca, OKOAO era npo11JBCAC!lllft, Bbl).C:.\CHl>I 

11ait6011ee '!aCTOTHhlC '!CpTl,I, KOTOpblC xapaKTep11Jy10r cucHy 

nepRoii ecrpe'-111 rcpoes. Uc.,i.lO JIBA.IICTC.A. nonpoc1111c lt3 ]THI 

•1cpr Koxcpeun1011 CHCTCMhl, Koropm1. 6yAeT BblTIOAIUITI> tnix· 
1..uno HOpMbl, 'H06b1 ycraH0BHTb, KaKHC BHAbl on:AOIIC!Ulit C': 

IICC BCTPC'lalOTCJI 8 aHa,\11311p)'CMblX npu~1cpax, It OUCIUtTl>lJU: 

'ICIUIC 3THX 0TKAOHCHllft. 

TtMa 83fAJ!.Aa np1rnACKaCT IICCACAOBaTC,\bCKtu't 1t11Ttpc, )l,jJU 

Pycce cme B 0AH0M CMblCAC, K010pb1f1 Mb! OTKpblBaCM Bero urn· 

re «nepexoiJbJ. 06-wH u mpaHcnoJut~tttt» (Passages. Ech,mgrJ rt 
tmnspositiom). O6wupua.si ee 'laCTb noca.simena ca.st3II 11 eJaJt\fO­

Aeficramo MC:.KAY a113ya,\bHhlM o6pa30M H TCKCT0~I, MC;+;.\.Y ;K]t&O" 

0IICblO U MITepaTypoi1 11.\11, no Bblpa,KC!llilO caM0fO a1nopa, MC 

'ITe111teM H o.101pe1111eM {lire ct rcgarder). 
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ApyraJI q>opMa npHCfTCTBll.ll B3rAJIA3., KOTOp)'IO J:I CBJ:13a.,a C 

J,tCTOAO.\OrJ1'1eCKHM ypaaHeM B CO'll!HCHHJU Pycce, Bb1pa.a;:aeTCJI B 

cro CKAOIIHOCTH K OOCTOJIHHOMY c.u.1011a6AJOACHl!JO. 3Ta CKAOH· 

HOCTb HaXOAHT CBOC np.11MOC Bh!pa;.KCHHC B ero TCKCTax, fAC '!aero 

IICTJ>C'lalOTCJI 01.(CHKH KaK 803MO;KHOCTei'!, TaK ll HCJt36C;.t,;.HhlXOrpa· 

Hll'lCHllli Bb16pa1rnoro HM OOAXOAa. CaMoaua,\113 Bbl;.\C.\JICTCJI KaK 

opraHl!'lllaJ:I 'ICpTa ero 11ayttHOfO MCTOAa. Ero IICC.\CAOBaTC.\hCKllil 

BJfA.IIA 11anpaBACH C 0AHH3KOBOfi OCTPOTOli II K 113Y'ICHHIO npCA· 

!olCTa, II K npHAO;KCHHOMY npu ero H3Y'ICHl!lf 1111crpyMeHrap11p1y. 

Xo'ICTCJI OTMCTHTh, 'lTO Pycce '!aCTO IIC00Ab3YCT OOTll'ICCKJIC MC· 

1a4>opb1, KOfAa OOIICb!BaCT CBOIO pa6oTy KaK Kp11n1K. 3n1 oco6eH· 

HOCThl B ero TpyAaX C03A3IOT BllC'laTACJHIC, '!TO OH uenpephrnHO 

CMOTPHT Ha ce6J1 co CTOpOHhl, '!TO npeapau.taCT ero 113 aeTopa 3rnx 

TPYAOB e ttx nepaoro Kp1n11Ka. 

nocrapaiocb pa3BHTb 3TH nepeotta'!aAbllblC 11a6.,10,.\CHHJI Ha 

OCHOBaHIHl ynOMJIHYTblX ABYX KHllf Pycce. 

nepaa.11 tt3 HIIX - «B3uJt0w ux scmptm1u11utb» - c noAJa• 

r.,ae11eM: «Ci,tHa ntpsozo B3ZA.Jt0a s po.11aNt». YTO'IHCHHblil • 

HCM npCAJ.lCT HCCACAOBaHHJI yKa3aH ewe 0,.\IIH pa3 8 ca.MOM HJ.'13.· 

AC BBCACHH.ll, KOTOpoe Ha'IIIHaCTCJI C.\CAYI0.1.1.ll!M npe,_\.\O;+.;CIIJICM" 

«Mo.11 TCMa - OAHa cqeH a, Hll'ICfO 6oACC». M111111Ma.,11JM lTOro 

«HH'lero 60ACC» npttBIIAHblfl, OOTOM}' 'ITO pe'lb 11,.\CT O CI..ICHC, KO­

Topaa 11rpaeT KAIO'ICBYIO pOAb, HC33BIICIIMO OT Toro o6xaaTW83.CT 

\II Olia HCCKOAbKO cTpam1u, IIAll HCCKO.\bKO npeA.\0,l;CIHUf. Qua 

npCACT3.B,\JICT co6ofl AHllaMH'iH)"IO noecCTBOB.l.TC.\bti)'IO CAIIHHtty, 

nptAHa3Ha'ICHIIYIO BXOAIITb B CBJIJb H e3am10.\(ll(T11HC C -'PY"' 
).II! CAllHHLt3MH, pa,t;,AaJI 60.,ec 6.,H3KIIC 11 6o.,ce ,\-3 \CXHC nOCAO· 

CTBIIJil. HMeHH03TOT nOTCHUH2.\ CUCHW nepeoro e.Jr\.A-U,AJCfTOA 

'101( A3...\hHClf WCMY pSIAY co6wn1l1. npe.\onpCAC.\~llll:X. :::o:: 
HMCHIIO CIO, II $18,\JICTCJI OCHO~a1111eM 6wn puo,e .::J.k OCHOB 

<jyHKiiUJl B noeecraoeaTC,\bHOII ,\Qfll);C, HO T;ak ... 

Ha.JI ifmr~pa R p<>MaHOBOfl p11TOp11'-C. n o•HCTBO,C KOfOJ'WM lT21 

cueua ;pucyrcrayeT 8 npeo6.,a..uiowcM KOAH~CCTIIC po,,utt09. NC 
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CMOTPA Ha HCTOpi!'ICCl.:UC II KYAbTYPHhlC pa3All'BUI, o6yct\OBACltliW 

a p cMCHCM II MCCTOM IIX C03AaJUUI, H noJBOJ\JlCT Pyccc roeop,m,o 
ll3All'IIUI nOCTO.IIHHOfO KOAa, KOTOpb1H ycroii•ms Ha KYAbTyp11wc 

nepepblHbl. 

Bepctt CBOCMY y6e:+::ACHIIK), 'ITO «/\IITCparypt1aR TCOp1t.1 wo­

:+:CT 6b1Tb TOAbKO 3Mn11p1t'IHOii» 11, '-ITO «KpllTH'ICCKHil llHCTp)'· 

MC IIT HC AOA)KCH npCAWCCTBOB3Tb attaMtJy» (UUTaTb! 113 :n16.\C• 

M3TH'ICCKoro co•urneHJUI Pycce Formt ti significa11on), cncpaao11 

paJeepTb1B3CT PJIA 3H3AH30B, Ai\Jl Toro 'IT06b1, Ha OCIIOBCAOCTllr• 

HYTbl X '1Cp e3 !HI X pcJyAhT:lTOB, npucrymtTb K KOHCTpy11poB.1.Hltkl 

MOACA ll. 3ro 6yACT MOACAh OAIIOit npCA110A3raCMOil ttop,0,1, OT 

KOTOp oi1 6yAyT OT'UIT3Hhl eap11au1n1 II OTKAOHCIHIJI.. Anul!JH· 

p oeaHHblC CUC l l bl nepBblX ecrpe'I, CCMII pa3Alt'Hlb]X poMaHOII. 

OKa'IC:CTBCHbl HCCA(AOBaTt:ACM KaK o6pa3L.l0Bbl(. HMetta 18TOJ>O' 

AOCTaTO'IH O xopo w o r oeop.MT 06 HCTop•1'1CCKOM II KYAbTYPHOM 

A ll10130He H36pattllblX npm,1epoe - XeAHOAOp, KpernCH AloO 

Tpoa, Pa6Ae, Pycco, reTe, <l>Ao6cp, AHApc EpeTott. HMCHHO)Tll 

o rpOMH bl C OTCTO.IIHIISI B npocTpaHCTBC H epeMett•t ttanucaHll.1 

p oM1HOB n p ttA1K>T y6tAHTCAbllOCTh BhlACACHHOH 113 )TIIX p0Ml· 

110 8 CH CTCM bl H J ycTOi°l 'IHBblX rpaAHBllblX 3AC:MCHTOB C1'Cllbl nep, 

noro B3 fA.MAa, M e)KAy 3TH M11 3ACMCHTaMH HAH HX eap1ta11raMH 

B03M0 :>KH O 60AbW OC KOAH'ICCTBO pa3AH'IHblX CO'ICTaHHfl, 8 OCHO' 

BC KOTOpbEX, OAHa 1.::o, CTOHT 0A111 npCACAhHO Bb1'1Hll.lCHH1.1 ext: 
Ma, c n oco6tta i:i np11HJ:1Tb orpoMHOe KOMl'ICCTBO pa3HOBIIAHOCTCII 

1H1AH3H pOB1 H HOlt CUCHbl. 8 ynpomeHHOM BHAC otta swr,\.IA.IIT 

T aK : ene'!aTActrne (cffet) - o 6 M t: H (C:Change) - npco>,oAC U IIIIC 

(franchissem ent). 

C aMbl C '11CTOTH hl C H TltnH'IHblC xapaKTepHCTIIKil anc'lanc· 

IUUI n epeoro 83 fA.M Aa Moryr 6b]Th Bblp3)KCHhl TaKHMll CAOBUIII, 

KaK : YAHBACIIUe, n opa)KCHHOCTb, OCACnACHHC, oMaAOMOutCHIIC, 

OW CAOMAC HHOCTb ... KaK npaBllAO, A1HHblC B03ACltCTB11'l ncpct'" 

00,11 8.\cHl(j 

" '"'" omyrn , 11 BHCJa n110 HO ,nesaTACH>lC nep'.o:po• pa•aHL I ., .. ··-.,,. .; __ ""'"'""'"" ~ 
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lfl.\llCTCJI He MC'HCC rAy60KHM H 'YAb60HOCHblM H B TCX CAylfaJIX, 

,orAa OHO 3:U.IC'AACHO, npHrAywetto IIAII yrneTCHHO. 

06MeH o6xeaTbl8aeT ece BOJMOJKHb!C BHAbl KOMMYHHKaLlHH 

l>lu:AY napTttepaMH, tteJaBHCHMO OT TOrO, JIBHblM HAH cKpb!TblM, 

npJIMblM liAH KOCBCHHblM, BOAbHblM HAH HCBOAbHblM JIBJUleTCJI HX 

noc.\attHe. Ee 3HaKH MOryT 6hlTb CAHillKOM pa3ttoo6pa3Hbl: B3rJUIA, 

:KC'CT, MHMHKa, nOAOJKCHHC TCAa, PYM11HCU tta ll.lCKax, no6, .. eAtte­

HHe, C.\Clhl, 3:U.taAlfHBaHHC, n0Tep11 COJHaHHJI .•• Boo6meM, KaK 

OTMC'tfaCT Pyccc, AHTepaTypttblC TeKCTbl, 11 e oco6CHHOCTII, cucHa 

nepeo,i BCTpe'IH 8 HHX, JIBAJIIOTCJI HCHClfepnacMbJM IICTOlfHllKOM 

CBHACTeAbCTB o KpacttopclfH II ( l'Cloqucncc) ecex 6eJMOABHblX no­

CA:IHHH, KOTOpbiC OTnpaBAJICT 'leAOBClfC'CKOC AHUO II TCAO. 

llpcoAOAeeattue IIAH COKpamettHC AHCTaHUHII MC.lKA)' nepco• 

Ha)KaMH TOJKC MO)KCT npoXOAIITb pa3AH'tHblMJl cnoco6ai.m, HO IIX 

Ml!oroo6paJtte BCC »:C CACAYCT CHCTCManu11poeaTb. Pycce CBOAIIT 

ace AO CACAYJOll.lHX Tpex eapHaHTOB: HCB03MOJKHOC, CAO;+;HOC H 

ocymecre11Moe npeOAOACBaHHC. 

3Tanbl, KOTOpble 6hlAH pacC/1-IOYpCHbl AO CHX nop a X0,1C HC­

CACAOBaTCAbCKOH Mb!CAH 8 paccMaTpHeacMOM COlfHHCHIHI, 6b1AH 

CACAYIOUU-1MH: ~OPMYAHpoeaHHC npeAeap1tTCAbHOft KOHUCOUHII 0 

IC,\fOt{CBOM xapaKTepe OAHOfl poMattoeoi1 cueHbl; AOK23aTC.\bCTBO 

OJ)CMOJKCHHOH KOHUCRUHII nocpcACTBOM tt.i.6 ... IO,l.CHHJI Ha.\ crpo· 
CM II q>yttKLll-tJIMII A,lHHOft cuettbl B paJAlllfHblX o6pa3Ull p0M'110· 

Bero »:attpa; CH HTC3 AOCTtffH)'TblX ~HblM 3M011p11lfCCKHM O)'TCM 

pcJyAbTaTOB 8 nopeTHtfeCKYK> MOACAb. GcAylOutllll war COCTOIIT 

B 11cnpo6oeamrn pee cKottcrpyupoeatt11oi1 MOAC.\H nocpo.CT90M 

ee COOTHCCCHHJI K OAIIOMY KOHKpen10My p0M.IH080NY- nop1te• 
CTBy - l/~o8t'IUKOU 1COMtiluu. Bw6op n3AaCT HMCHHO H.I HCC, T.U. 

KaK 62Ab33K, no CAOBaM Pycce, t<6o.,ee. t{eJ,I a.-rop. OH H c .. -n OM 

po Mall; OH 06061.UaCT noecCTBOB.ITC.\bHYIO ,\IITCpaTyp} 90 9(0: « 

OOHCKax II q>opMaX. » 
AHa.\lt3HpoeaHHWC CLtCllbl nepBOII IKT-pc'IH • npH6.\K3.JfTCA ... 

110 ABaAUant 113 6a.,b3aKOIKKIIX po.1.1aHOB, npc:,,1,oeraa,unc>T fWH 
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TeAbHbte A0KaJaTCAbCTBa, 0 q>y1-tKU,HOHaAbHOCTI! M0ACMI llnC'l:lT­

AeHl!C - o6Me ll - npC0,.\01\CB.lllllC, a TaJOt<e ~IO ero «rH6KOCTl1». 

8 OAH~IX CAY'la.llX, cueHa HC'H! pna1-1a OAH0~1anpaBACl!HblM 803,\,tlt­

CTBHeM OAttoro et: r1acr1-111Ka 1-1a Apyroro (La viellle fillt). B Apyrux 

CAY,-laJI.X BHCJanHO no'lyBCTBOBaJ-11-1011 B3aHMHOCHI, ene'laT.\CH11C It 

o6Mett no'lTH coBn¾alOT BO apeMe1rn (La recherche de ulbsolu). B 
rpeTbHX CAy<JaJIX, B03MO:+:HO, 'lTO npH acrpe'le HC ocy1.11ectB.VICTCJI 

HHKaKoro o6Metta, 110, HCCM0TPR Ha 3T0, npe0A0ACBa1111e AHCTaH• 

U. HH ace pae1-10 cyw,ccreyer. B C11pa3une, 11anp11r.1ep, oua Ja•1epK11y­

ra, XOT.SI II ~1AAI030p1-10, B MOMCl!Tbl AHXOpa.AKH, KOfAa rcpoft HOUO· 

AHTCJI B flACH}' CBOIIX BHACHl!fl. 

EcAH npaa11AO rAaon, ' ITO nepaax ncrpe'la AOA:+:Ha npo11cxo• 
AHTb 11 eO)KHAaHJIO, TO 6aM,3aK He nponycTHA CAy'l.aJI 0TKA0Hl!TbCJI 

HOT A3HHOro npaBHAa. 8 ero poMattax eCTb npHMepbl , TaK HaJblBa­

eMoro Pycce 3apa11ee noArOTORAeHH0ro ene'l.aTAem1J1, KOrAa 0Al!H 

11 3 ABYX y'laCn!HKOB BIIHMaTeAbl!O nOAl'OTaBAHBaeT cue11y. TorAa 

Olla npeepawaeTCJI B 3apa11ee IIOArOTORACHHbIH KanKaH . 

npuMepbl, B3JITble 113 lfuooe'leCKOli K0,1UJuu, n0TBCp,KAalOT 

TO, 'I.TO ane<i:aTACIIHJI OT nepuoH BCTPC'IH HMetOT J<aK nocACACTBl!JI 

AAJI repoee HX MCTaMop<poJbl - llOCAC nee 0Htt y>Ke HC npC;t;JlltC 

AlOAH. 

8 p0Ma11ax EaAb3aKa Tpenni 3ACMCHT M0AC,\H, a HMCHH0, npe­

OAOACBa1111e A~ICTaHl.(ttH, JIBAJICTOI !laM B caMblX pa3Hoo6pa3HblX 

q>opMax. v111orAa, npH6MJ)KCHHC ocymeCTBAJICTCR T0AbKO nocpeA· 

CTB0M B3r,\JIAa, HH0rAa 3pttTCAbHbli'I A0CTyn aocnpenJITCTBOBaH, 

HO np11cyrcTBHC Apyroro MQ)KIIO YA0BHTb !IC Mettee IIOAHYIOIUIIMII 

omyutCHHJIMH - np11K0CII0BCHHCM K B0AOCaM, oruyrnetu!CM Ablxa­

HHJ'I, TCll.\OTOfl llAC'la ... 

Kopo'l.e roaopJ1, Eat.b3aK, KaK 6bl, craBHA ncpeA co60!1 33,A.a-i'.· 

nonpo6oBaTb BCC llOTClll.(H3AbllbIC B03M0)KH0CTH CUCllbl nepaolt 

acrpe•rn. TaK11M o6pa30M tHIAHT cttryau1110 )Kan Pycce H TaK ee 

nepeAaer B Km1ue Aa1111ort masb1 csoero 11CCACA0aa1111J1, Koropall 

nocsJ1w,aercJ1 '-leAoeewcKoti KOMeJuu. no ero CA0BaM, TBop-ieCTBO 

◄ 



JHA'-IEHME B3f/\Jl,lA 

fu,11>JaKa 110JBOA11,,o eMy 11cnO,\hJOBaTb y ;+.e np1111.11Ty io UM uope­

nl'len:y10 MOACAb R ca~!OM KOHl.lCl1Tp11po aaHHOM B11AC II, TalrnM 

OOpa30~1, 3apaHee ll,\,\!OCTp 11po0aT b C.\CAY IOIUIIC CltCTeMaTll'lCCKIIC 

'LlCTlt CBOCJ1 KHllfll. 

AaAee, Ka;.KAoli HJ Tpex COCTaBHhlX MO.l,CAII nocBJ111.1aeTCJI no 

·)J,HOJi 06im1pttoii 'lacnt, KOTOpb1e OJar.,aa,1eHbl «Bm:JanHOCTh 

J Rt'l::1.TACHIIH », «Pa3HOBIIAHOCTII o6Me tta» II « TTpeo,1,0.,c­

UHlle». B pa.,1Kax Ka)l(Ao ft HJ HIIX, C noMOlllblO O'lC:Hh 6oraToro 

iu6opa .,11TepaTyp11 b1 X n pm,1epo a, o n11cattb1 11 npo:rnaA11311po0a-

1:1w pa3.\11'lHblC q>opMbl n pORBACHIIJI 11 cpym,u1101:111poeam1.si COOT-

9eTCTBCIIHOr o 3,\ CMCHTa. 6 0 AblUC ,Kero npucyTCTBYIOT aapuaHThl 

JC.10)(.HCHHOro o6Meua : npepsaHHhlA, OTAO)KCH!lblii 80 speMeJ-HI, 

ofo1aHHb11i, Ja61ioK11po 0a 1:11:1hlA II AP· 
CaMOCTOJITC:AbHaSI r., a ea noce.simaeTCJI H on:.10HCHlt­

llM OT MOACMI. n e p ea :SI 'laCTb Ha3B3113 JBY'IHblM JarO,\OBKOM 

Rencontrer sans voir ( BcTp e 'laTb, He Buih, ), 11 pacc1>1aTp11aaeT 'le­

Thl p e napaAO KC3A bHbl X CAy 'laJI BCTpe'I 6e3 1-1enocpeACTBCllllOrO 

)"'lacn111 83rMIA3: npe,i,W CCTBflOll.lCe B11,t.CHIIC , i.: or,t.a nepeoe 

Bne'laT,\CHlte no,,y'le tto nocpe AcTeo~, 1:1ap11coea1moro noprpe­

Ta.; OTKaJauuoe B IIAC HII C, KOf,\3 .\IIUO ,KCHIUIIHbl noKpbITO; 

th;PbJTHOe BHACH II C, KOrAa ecrpe'la npo11CXO.l,HT IIO'lblO; Ja­

llC,.\.\CHHOe BIIACHIIC, KOfA3 803.l,C{ICTBIIC ro.1oca npC,\WC(TB\'CT 

BnC'13TACHllJO M lU3. 

noCAC,i,Hee 311a'lCHHC Cl.lCHbl nepeoii scrpc'III, KOTOpOII no­

(B.lfutaerc.11 33KAIO'll1TCAbH:l.lf r11aea, .AB.\.IICTOI, 6hln, .\lo.-.: .;.!)lblM 

.uireparyptt hlM. Ouo np11cpCTB)'CT 8 pmiatUX. rcpon i,;oropwx 

nepe:+:11eaJOT ecTp e q y TaKIIM 06paJ0~1, i.:oropN'1 me nf'l'.\0 pu 
,\JIIQT KH11r 11 , KOTOpb1e OHll •11tTa,,u. fepOJf C \HOII tctl'"pH~ 'I • 

kJT ApyryJO u CTop 11 io u p uaior ce6• a neu. Pc ,u ' 
11 

8CTpe'la )'ABOeu a np0'111T31!110lt ncrpc'ICJI, ':J T:.LICIIX \ 

Mtte1111JO P ycce, nu carc.,11 npeap,uv..1ior '";1c I cp90 
MOAC.\b 'ITC H ll.11, It , TaKIIM 06p.11<H!, eme 

pO.\b. 
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KaK BHAIIO, B J1x 83ZAJl0l:>l scmptmUAU(b TCMa B3r,UAa IIHTCp· 

npcn1poeatta C TO'-H01 3pcmu1, KOTOpaJI JIBA.IICTCR BCCUCi\O BHy­

Tpc1rneH AMI M1TCpaTypb1. KaK II 'I.TO BHAJIT repoH poMattoe; leak 

Ha HliX B03ACHcrayeT TO, 'I.TO OJU1 BHA.IIT; KaK m1caTCAll crpo.n 

Cl..lCHhl, B LtCHTpe KOTOphlx CTOl1T onpeACACHHOC co6b1ntc B3rAJI­

Aa - KOpOTKO, TaKHMH JIB.v!IOTCJI eonpocbl, KOTOpb!MH 1-mrepecy­

CTCJI 3TO HCCAC:AOBamte. 8 ApyroM HCCACAOBaHmt, OJarAaBACHHOM 

«ntptxo0bl. 06MtH u mpaH(nOJUIJUU», Pycce CHOBa 6cpna. la 

TllnOA0rH3ttpoeam.fC H KOttcrpy11poeaHHC MOAC.Ut, HO B 3TOT p~ 

pC'l.b HACT O B3aHMOOTH OWCH IHI MC)KAY B3rA.RA0M ii roAOCOM, 011 
BblXOAIIT 3a rpattHUbl AHTeparypbl, 'IT06hl o6panlTbCJI K ripo6i\CMC 

B33HM0ACi1:CT8HJI MC)l(Ay CAOBOM H 3pHTCAhHblM it306pa)l(CHIICM. 

npeAB3p11TCt\bH3Ji OrOBOpKa, C KOTopoH OH np11CTynacT K pa6orc, 

COBCCM B Ayxc AcCHHfa: Pyccc C'IHTaCT nap3.AOKC3t\bHbJM CAHHCTIIO 

MC:«.AY Bcp6at\bHblM H BH3yat\bHblM, nOCKOt\bKY OHH rtTcporcHHbl, 

II nocKOt\bKY TaKHMH COOTBCTCTBCHHO JiB,UUOTCJI opc~u, H npo­
CTpattCTBO, noCACA083TCt\bHOCTb JI OAHOBpCMCHHOCTb. 

HccMOTpR Ha 3TO, OH oocnpHHHMaCT ABC CHCTCMbl KaKTCOpt· 

TH'ICCKH nponrnonoCTaBACIIHble OAHa ApyroH; Pyccc np1m1aCT, 

'IT() B npaKTHKe O'ICHb '13CTO Mhl CT:lllOBHMCJi CBHACTCt\JiMII caMblX 

pa3All'IHblX BHAOB KOM6m1auttf1 MCIKAY HHMH. Ott o6'hCAf!HlleT 

KOM611H:IUHH nOA HaJB3HHCM UK.OHOmeJCCm, 'IT06bl nOA'ICp KHyn., 

'ITO OHH npCACTaBAJUOT paBHOCTOHHbJC CO'l'.CT3HHJI MC)K,AY npnt· 
HaM)! )! CAOBaJ-m, l"AC K3,K,Abli°I HJ AByx )ACMCHTOB HC06XOAl!M AP}'" 

fOMy. 

Ero nmOAOl"HJi 06xoan1BaCT B o6mHX <icpTaX CACAYIOIUHC MO· 

ACAH. 

ncpeu HaJeatta B113 yaAu:mpoaatt11c 6cJ o6paJa (imagc~­

BMpaiKaCTCJI B KaKOH·TO HC06bi'IHOH oprattuJaumt nc<1aTHOH 

crpattl!Ub.1, '1CpC3 KOTOpyio AOCTUraCTCJI onpcACACHHbU1 3pnrc,1.b· 

llblH 3!p!pcKT, HO 6cJ npucyTCTBHJI 'IHCTO HKOHH'IHb.lX )ACMCH;:: 

HanpuMcp, Ta6AOHAHOC p acnOAOiKCHHC crpaHHU B pcMaHC 

WCt\Jl 6toTOpa Mobile. 



noA nOH.s!THCM 880A >KaH Pycce o6o6U{aCT cAy'!all, KOrAa 

KaKOC·TO Bll3yaAbHOC ll306pa)l(eHHC, B ACiicTBHTCJ\bllOM CMblCAC 

noro CAOBa, BnAeTaeTCR B CJ\OBCCHYIO TKallb: nAall :+mAllll.l:l B po­

Matte )Kop)Ka nepeKa «)/(uJHb - cnoro6 ynompt61ttmt.!l», 11ap11-

cosatt11a.si CTpCAa BMCCTO CJ\OBa «cTpCAa» B Eumst npu (/)apr,ut 

Kt.OM C11M0Ha II AP· 

TpeTttH THn co•1eTaHH.sl MC)KAY KapTHIIOl°I H TCKCTOM - coe­

,1,II II CHIIC. Hanp1-11,1ep 3M6AeMbl, xapa1nep11b1C AMI XVI 11 XVII 
BCKOB. Omt COCTOJIT 113 Tpex 3ACMC HTOB co CTporo ycra11oe­

ACllllbl MH MCCTaMH. Haaepxy - 3arAaBHC, nOA HIIM - Kapnma, 

a 8 caMOM HH3Y - TCMa 3arAaBH.II, paJBHTa.11 B CTIIXOTBOpHoii 

Jn11rpaMMC. Co6AIOACHHC 3TOH OOCACAOBaTCAbllOCTll np11 BOC· 

np11.11nrn 3M6ACMbl H e o6R3aTCAbHO. B nOATBCpJKACHIHI 3TOrO 

Ha6AIOACHHR, Pycce 1..vn11pyer CAOBa 0AH0f0 OOJAHCrO rcope• 

TllKa JM6ACMbl - .Me 11 ecrp 11 e (XVIl a.). no ero MHCHHIO, e JTOM 

lKaupe cat-1011: cywecree111rnii Marep11eil JIBA.IICTCJI K2pn111a, raK 

UK 3M6ACMbl .s!BARIOTCR ttanyrCTBIIJIMH (instruccions), KOTOpb!e 

AOA)l(HbJ B03AeHcreoearb cnepea 11a rAaJa, '!ro6w noroM nepc­

i'irn onyAa e Aywy. 

CAeAy10iu11H BHA B U1C0H01?Jt1::Cmt, paco1orpCHllblll B rpyAe 

Pycce, Ka,\llrpaMMa 8 CTIIAC Ano/\HHtpa. B 11ei1 y:+,:e ecTb a:Jan­

Monpom1Kuoee1111c (imerpCnl!tracion) 1>u::.KAy 3pHTCi\bHblM 
06

• 

paJoM H TCKCTOM. 

K/\aCCH'!CCKaJI HAAIOCTpau11.11 TCKCTa or11ecc11a >-, raK ttaJbl• 

11:ICMOMy, r11ny COCCACTB3 (concigu"itC). 

BK,UO'ICHHCM Ha383H3 MOACAb, Y KOTOpOil KaKOlf·TO ., ... ,:o 

Boii 3/\CMCHT Jan 11caH 11a caM01l noeepx110CT1t 11:apnrnw; ::;;.;: 

npttMep, Ha noAOTHC HuKOAJI n ycce 11a «flllO","f.\U MJ" 'f 

c rpae11poea11110 tt Ha ua.Arpo61-10M na1,1.11r
1111

i-c ;:~::= ;~:: 
TIIHCKOM Jl3hJKC Et in Arcadia ego. HaAmto, 

TaK CHAbHO HHTtrpupoeaAaCb 8 ;+:llBOflHC.:ttyJO ,,p..1.\f.aT)'prttlJ •TO 

nacryx1-1 ACW114>p11py10T cc OAIIOBptMC/IHO C H.UIH, 'P"~:T:: 

3ttaKOM 3TOMY JIBAJtCTCR IIX ;KCCT B ccpcAHIIC uptKKW 
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Mb! B CBOIO 0 •1ep eAb 06s.11Jb1BaeMCJI C AC:HCTBIICM, 1no6pa;+.;eH11bri.i 
xyAO)l(Hlll.:OM. 

KpoMc yKaJa1moro On b!Ta o pa3rpa1111<JeH1111, HaJea111111 
11 

orrncam111 pal Ml'lHblX BIIAOB UKOH0"1t!KCl1ltl, I\ KHltrC neprxoJ1,1 
OTAC,\ CHO MCCTO II AAJI a tta,u 13a OAHOro JIBACHHJI, KOTOpoe Py,. 
cc ttaJhrnaeT icrire la pei11/ttrt (muamb A:apmuHy). nptA.\lCTO),j 

:nor, 'l.acn, IICCACAOBaHl!Jf JI R.VI IOTC.11 8 ~1 JyaAb H b/C ~ym.aurn B 

poi.iattax K"oAa CnMotta, Korn.:perttee s Mcmopuu H Eumsr npu 
<Papca,u. 

B nepeoM 113 HHX - Hcmopuu - rMetta.11 crppnypuppowu 
pOAb A3Ha OAl!or, KOAACKQlll-l llO 'ITOBblX Kapro•1cK. Bpe~1e1111a1 
pa1>u,a OOBCCTBOBa1111.11 CTpo r o on p eACAC Ha - Oll a OXR:tTblBaCT 

0,.\HH ACllb OT paccse Ta AO ll 03A11Cro BC'lcpa. no'IT!l llOCTOJIHll()( 

MCCTO ACiiCTIUIJI - .no o6'b.ll BACIHtbli't AAJI npOA3Al:11 cnpttttttbll! 

AOM. Paccl(aJ'llll( paJ 611paeT WKaq>'l ll KII , 0TK}'A3, B nepc:MCIIJ K)'Bbl• 

naAaK>T q>oTOKapTa'll! ~I 0TKpb1TKII , KOTOpblC O H paccMaTpu naer It 

'IIITaCT. CoeCCM CA)' 'l3f1Hbii't nopJIAO K, B KOTopoM OHi! npeACnB­

,\Jl}()TCJI nepeA ero B3r ,\JIAOM , o6ycAaB,\lt83CT xpottOAOrH'ICCUIC: 

nc:pepblBbl II 06paTb1 B llOBCCTBOBa 111rn . P yccc llOA'lCpirneaC:T )IX 

ABofrnyK> 'PYHKL\H}(): eo- n epablx , TO 'ITO OII H 6bl,\ lt /1 0CA3Hbl ua 
pa3Al1'1Hb1C AaTbJ 11 113 p a3HblX 'laCTCii CBCTa, o6yct.aBt.ll83CT epc:­

MCHHOii 11 reorpaqm'lecKmi 6ec n opJ1AOK e poMattc; eo-etopwx. 

TO, 'lTO OHH C AB)'MJI AH1.ta1,,m - 113o6pa,l(CHIIC KaptO'IKH C 0.1110ft 

ctopo11bJ It TCKCT C ApyroH - IIX M O,l(HO KaK paco.taTp11aaTb, rat. 
11'1HTaTb. 

npeAOCTaBAJIJI o6pa3aM , npCA HaJ H3'1CHHblM AAJI 3pHfC.\I,· 

HOro eocnp11J1t11.11, OCHOBHYK> CTpy Kty p11py10wy10 po:\b B CBOCM 

p0Ma11e, Kt.CA CttMOH IIC/lblTbJBaCT B03M O)l( HOCTH CAOBCCIIOr0 

on11ca111111. KorAa AttApe 6peTo11 a « J\lfaHurjecme ooppeaAttJ.w,i» 

(1924) OtpeKaetcJI OT 11ero llOAH OCTblO, n11caTCAl1 WKO.\bl T3K 

Ha3blB3CMOro H080l O po.waHa (Lr Nouvrnu romttn), K KOTOpN)t,l 
11P1

H13A,\CACUT 11 KAOA C11Mott , npc epa11tafOT e r o a 061,eKT pa3• 

AH'IHblX l~Cncpm,1ettTOB, 11 0 AH OCTbfO OC03 H:\BaJI ero npo6,\C:)t.la-
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TH~HOCTb. 8 CB)IJJI C 3TIIM, P ycce CTa Bl!T OA IIH eonpoc, KOTOpb1i1 

u~ OH caM np113HaeTC)I, TPYAHO TTOAAaCTCR TeopJ1Tll3Hpoeam!lo: 

ffll npo11cXO).IIT B ro.,oee 'I C,\ OBCKa, KOTOpb1f1 'IIHaeT om1CaH11e? 

Ec.rn OH flblTaCTC)I JaMeHHTb HanucaHHblC c.,osa C OTCYTCTBYIO· 

WMMII uewai.111, 0 KOTOpb!X 3TH CAOBa roeop,n, TOfAa OH JaMCHRCT 

TtKCT C KaKO(I-TO MhlCAOBHOH Kapnmo il HAil, 1rna'!e rosop.11, BJl­

l)'J..\H3HpyCT. Ho CBCACHH hlil , r a KUM o6pa30M, TO,\bKO AO onopbl 

~ro1i Kapn1Hhl, TCKCT TCpReT CBOC co6CTBCHHOC JHa'!CHllC. 0,1.tta­

.1.0, HC )Toro O)KHAaCT n11 caTC,\b OT CBOHX 'IIITaTCAdl. no3TOMY, 

no MHCHJt lO Pycce, a ero p b1, KaK KAOA CHMOH, mlWYT raK, 'lT06hJ 

OTCrpaHIITb yrpo3y Bt1 JyaAJ1 311poeatt11.11, OHi! q>parMCHTl!pflOT JI 

pu6paCb!Ba}OT OOJICa HH e HAil OhlTaJOTC.11 ero AJ1Ha.,U1311poeaTb, 

McnOAbJy.11 cnoco6H OCTb CTaTll'-IHOfO 06pa3a BHywaTh omywem,e 

l-1MCHHO Ha HCTTOABlliKHOfi TTOABlliKHOCTH KapntHbl cocpe,1.0-

TO<letto BHl1Mattue n o a ecrao aaTCAJI e Apyrm,1 poi.iatte K.\O,l.a C1t· 
MoHa, KOT0pb1H a 11aA 1131-1pyeT Pycce - «.Eumea npu <Papca.tU». O~ 
lTOM roaop1nc.si ew.e B 3aroAOBKC nepeo1i 'lacn1 - HmoJsu:..Hblll 

Ax,u.,, Ha 60AbUIUX UJaZa X. 3aroAOBKa QJ!Tllpyer fl()G\C).HHII 
113 

wecru CTIIXOB n o.VI B aAepu, KOTOphlC AaHhl KaK MOTTO· P,o6aauM 

ewe, '!TO BO BTo p o M II a TPCTbCM 113 )TIIX WCCTII CTHXOB rosopHTC.11 

0 CTpCAC, KOTopa..!1 ACTtlT Ii HC ,\CTHT. Ta101M o6paJO)I, MOTTO, .... 

.l,hl82CT O HaMep e HJIJI nucaTCAJt conepHll'laTh C ;t.JlBOnll(llCM, KO­

TOphli"t, 'IT06bt H306pa3HTb ABlf;KCHIIC II noc.,e,1.oe.are.,bHOC .. , . 

nO.\h3YCT 3ACMCHTbl KOTOpb!C CT3TH'IHbl II CBJIJ2.llbl B cuMpbUJf'­

HOH KOMnoJttQHII. Te3a Pycce 3aKA10'l3CTCJI B TOM, '!TO ocHO■ff.2.JI 
npo6AeMa a 3TOM poMaHe KAoAa CHMOHa - .no npc.,..:na;e::~ 
ABH:+:CHHSI - n p o6AeMa, nepCA Koropoil, x~T.I H no·p.tl;'~CHMJO 

CT:aBACHbl KaK n11caTCAb, raK II X}·,l.O;KJ-!IIK }.:,\JO'l: K c:onw.\.lC"" 

'IB<\.IICTCR U l!T11poeaHHblil CTHX Ba.~cp
11
,;::

11
::;"::\. .. 1tOUI#"-• 

Hae_ .. I.ICHTpaAbHOII 4>11ry pe H2 aou.";;txo!o:JIIUJUO M'C-..,1' 

Hbiu Ha 60AbUJUX u t.1za .:<» co611pacT 

BH:t(HQCTblO II HCTT OABll)KHQCTblO· 
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no'ICMY IIMCHHO CO,\AaT JIBA.IICTCJI l..lCHTp3AbHOH !purypol! 

p0Ma11a, CTallOBHTCJI .llCHO BO BTOpoi1 'laCTH, fAC 00HC311bJ 'ICTblpt 

CUCHbl 6t1TBbl, H3o6pa)KCHllblC Ha n0Aon1ax H3BCCTHblX XYAO;t;IIH· 

KOB. B nacca)Kax, fAC roeopuTCJI O Kapn!HaX, ~IMCHa XYAOlKHltl(OR 

HC A3Hhl. OnHCaHHC nepeor1 HJ HIIX A3;+;C HH'ICM HC 00ACK.l3b18U'T 

TO, 'ITO 061.cKTOM JIBAJICTCJI )KHBOmlCHOC nOAOTIIO. Bee pas110, 'HO 

3TO CCTb om1ca1111e ppe1rnero neibVKa, YBHACHHOrO II 11Jo6p~­

)KCHHOro TallHCTBCHHblM 11a6AIOA3TCACM. CAOBO «Kapnttta» no­

JIBiUICTCJI 800.tblO crpaHHJ.131-UI Hlt::+:C, a e~e '-lcpe3 HCCKOAbKO At.· 

C.IITKOB crpaHHl..l no.RBAJJIOTC.11 II UMCHa xyAO,KHHKOB nbcpo ACMa 

4>patt'ICCKa, Y'ICA/\0, 6pehrcAb ~· nyccc:11 , KOTOpblX BHI\M3TCAbHblit 

'lllT3TCAb CBJl)f(CT C On11C3HHhlM~t nOAOTH3MH. Pyccc OTMC'laCT, 'ITO 

ycTaHOBACHHC 3TOH CBJ:13~1 n03BOAJ:ICT CTOAKHYTbCJ:I TCKCTY C cro 

pcq>epC!lTOM, npoBCpl!Tb MCTOA paco:a3'-l.HKa, KOTopoft OnltCbl• 

BaCT KapTHHbl H OLtCHIITb, KaKaJl '-1.aCTb OT onHCaHHJI, CACA:IHHOH 

no naM.siTit noBCCTBOBaTCACM B poMaHe CHMOHa, OTBC'laCT H:I TO, 

'ITO ACi'ICTBHTCAbHO H306pa)KCHO Ha Kapntttax, a KaKaJ:I '!acn crn 

nAOA 11HTCpnpcTau1111. 

A11aA11J11py10mHii B3rhJIA Pycce ycTattaBAHBaCT, '!TO nop.11· 

AOK, B KOTOPOM on11CaHbl 'ICTh!pc OOAOTHa, H C cAy'lai'tHbUi II ltMC· 

CT n p.siMoe OTHOWClll1C K y noM.RHYTOii Bbl WC OCHOBHOii npo6o1.c• 

MC B poMattc. CMblCA B TOM, 'ITO CCM1 nepBoHa'-1.aAbHO 06.,aCTb 

HJo6pa3HTCAbHOro HCKYCCTBa CCTb HC□OABH)KHOC AcilCTB)tC, TO 

BHYTPH Ce paMOK cylQcCTeyeT MHO:«.CCTBO HKl3HCOB, TaKHM o6-

pa3oM, Ka,KAaJl noCACAYIOll.(aJl H 3 om-1 caHHblX '-1.CTblpCX KapT!tH 1 

Eum,t npu (/)apca.11t noKaJblBaCT 60AbWYJO CTC □CHb B03MO;l(H~ 

CTH 113o6paJHTb ABH:iKCH~lC B rpam-1uax OAHOH ttapucosattttOH 

noecpxttocn1. 

Pycce noKaJhIBacT, K3K 0AH0 AHTcparypttoe npOH3BCACHH' 

npcepautaCT B CBOIO OCHOBHYIO TCMY concpttw-tCCTBO MC;4(AY 

ABYMJI HCKyccrea1,rn - BHJyaAbllblM H CAOBCCHblM; TO ,KC OTHO· 

CltTCJI It K npcACTaBACH ltlO ABH:iKCHH.11 II H C □OABH)KHOCTII, Ho, 
MO:«CT 6b1Tb, poMaH KAOAa C1tMOHa ycnceacT ettyw11n TO, '!TO 

_J 
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ten nO'IBa AA.II TaKOfO c on epHH'ICCTBa B 60AbUJCli CTeneHH 6Aa­

ro,13p.11 TCMaTH KC OOH CaHHblX Kapn1H. 0HH H306pVKalOT 6urabl. 

BcnOMHllM, 'ITO e~c AccHHr KaK pa3 onpeACA.IIA KOAACKTHBHblC 

AtHCTBH .11 KaK o6AaCTb, " KOTopoH HC OTHOCJITC.11 CACt.aHHb/C HM 

pa3rpaHH'fCHHJI MCJKAY ;+a tBOOHCbJO H 0033HCH HAH onn0311J..IHR 

«11Jo6pa.iKCHHC TCA» - H J06pa;+;em1e ACliCTBHH». Ott yKaJblBa• 

CT Ha TO, 'ITO nptt l.:OAACKTHBHOM ACHCTBHH OMIH p.11A ABlf::KCHHH 

pacnp eACA.II CTCJI B H CCKO/\bKO TCA, a TCAa B npocrpaHCTBC A0JU(• 

Hhl ecerAa HaXOAHTbCJI OAHO 803/\C Apyroro. J.1MCHHO 3TO npo­

crpaHCTBC HHOC H J MepeHHC KOAACKTHBHblX ACHcremi noJBOA.IICT 

JIM npeapaTHTbCJI 8 npCAMCr ,KHBOmlrn. npeACTaBACHHblC Ha 

110.\0THC xyAO)KHHKa, OHH HC Moryr 6b!Tb OAliOBpCMCHflO oxe.i­

'ltHbl B3fA.IIAOM H rpe 6yerCJI onpcAC:AC'HHOC epCMJI, 'IT06hl fAa3 

ycncA OXBaTHTb l.(CAOC npoCTpaHCTBO Kapnrnbl. no3TOMY, Kapnt­

Hhl l-1306pa;i..:a ,011.1Hc KOru\CKTHBHblC ACHCTBH11 eocnp1111HMalOTCJI 

nocmeneHHO, TO'IHO TaK, KaK eocnpHHHMalOTCJI II npOH3BCACHlt.ll 

0.0BCCHO r o HCKYCCTBa. 

n p H MCp C EumeoU npu c/>apca.M noi.::aJb1BaCT, 'ITO KOfAa 

AH TC:p aTyp a ncpcco3AaCT CBOHMII cpcACTBaMII )KHBOnHCHYIO 

Matte p y H 3o 6 pa,i,:cttHJI ACitCTBHJI, noAy'laC:TCJI TO, 'ITO Pycce tta• 

3MeacT n a p aTHBH3ttpoeattnCM onttcaHHJI. 0Al-lH 113 cnoco6o•. 

'fcpc:3 KOTOpb1H KAOA CHMOH nOCTHr.lCT 3TO ttapaTIIBH31-lpO· 

BaHHOC o nttcaHHC, JIBAJICTCJI fAa!"OAbHOC epc:M.11. Ha Ji,ICCTaX • 

ero On H camutx Kapnrn cywccTsyeT ncpc:xOA 113 uacTO.IWC:fO"' 

npow C:A W CM Y epcMCHII: «nOJIBHACJI OAllH ecaAHHK , ••• • H.\H I. 

6yAylllCMY epCMCHH: « '1cpc3w HCCKOl\bKO MrHOBiHCH~ ::~a~;Wo~ 
AY'I HT yAap M C'IOM, KOTOpbli-l npottUKHC:T 'fcpc3 p 
poT .•. ». T a utM o6pa30M, CTaTH'IHOCTb i..apnlHW y6patta. f...ap· 

Tl!Ha 6yAT0•6bl ABU)l(CTCJI. 

Y n o M.si:lJy Toc ttapantB113HpoeaHuc on1tcattiu ••~C-C.C 
0AHII M 11 3 pc3yl\bTaTOB npcepawet1l-l.l A-HBOOHCH ■ ~HOIHON 

KOHCTpyKn1BHbIH MaTCplta.l\ poMaHa K.,oAa CttMOHJ, HCTO A•. 
TcpaTyp ttblM CACACTBUCM JTOfO ,u.,.-c:TC.I ncpcocMWCACHHC " 
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KOHC'IIIOM C'ICTC, OTrtaA,aH11e pa3rpattH"IClll!H MC:,4,'.AY onucaHtt· 

C:M 1,1 IIOBCCTBOB:I.HIICM. BhlBOA Pycce: y;+:e HC YMCCTIIO HX pa3-

AC:AJITb, TaK K3K OAHOMy cy;f(AC:110 npeACT:I.BAJITb BCUUI, a Apyro­

MY - AeiiCTBHJI. 8 3H:l.,Hl311pOBaHHOM np1u.1epe IIMC:liitO on11ca-

1rne, o6bl'IIIO np1111J1TOC Ja CT3Til'IHOC, CT3HOBHTCJ:I IICTO'lHIIKOM 

ABIDKCI-IHJI. 

Ao CIIX nop, JI nonb!Ta.,acb OOK333Tb, K3K aa::+rna11 '13CTb Ha­

Y'IHblX IIHTCpecoe II UCAeii )Kana Pycce CBR3b!B3CTC,I co BJf,\.IAOM 

II BllACHHCM - KaK UC.Hi 'HICTO ,\IITCparypuoro IICCAC'AOB3111111, 

TaK It Te, KOTOpb!C OTIIOCJITC>I K OTHOWCHH.IIM MCiKAy M1Tcpary­

por1 It Apyr1111111 X}'AO;f<;CCTBCHllblMII CIICTCM31'UI. 8 KOIIUC MOCl'O 

AOKAaAa, xo•1y 0CT3110BIITbCJI It Ha TOM J11a•1emm B3fAllA3 8 TCK­

CTax Pycce, KOTOpoe JI ll3383A3 MCTOAOAOrlf'ICCKIIM, HO 'ICM CBH· 

ACTeAbCTBYIOT •1aCTb!C 06pawemu1 K 3p11TeAbllblM MCTaq>opaM, 

KOrAa 3BTOP OOl!Cb!BaeT II o6cpKAaeT co6CTBCIIIIYIO Kpl!Tlt'IC· 

CKYK> pa6oTy. 

np11Mep 3TOMY Mbl HaXOAIIM ewe B 11a•-JaAbHOM npCAAOIKClll!H 

Kl!Urn «BJlA.Jl0bl ltX scmpem1tAltCb». B IICM roaop11TCJI, AOCUTO'I· 

HO 6poCHTb 6euwU RJz..uO (un cottp d'a!il) Ha Bech uaw ,\11Tcp:1Typ­

llb!H KA.\A, 'IT06b1 y6eAHTbCJI B TOM, 'ITO BC3t\C np11cpcTByer CUC· 

Ha ncpB01i BCTpC'III. nepBoe JHa'ICHIIC :noro Bblpa;t,::CHIIJI - no,1,­

'lepKIIYTb 0•1eB~IAHOCTb 0Cll0B31110[ nocRJITHTb 11J6pa1111oi1 CUCHC 

CTOAb 06w11pHOC ltCCACAOBam,e. Ee 3H3'111MOCTb ACfKO 3a1>1CT11Tb H 

Olla Heocnop11Ma. HccMoTp.A Ha TO, 'ITO «6erAhlH B3r,\JIA» 3Bf'llfT 

11ea11ra,K11pyt0LUC, ttaJBaHHOC T3KHM cnoco6oM ACiiCTBIIC, Tpe6,cr 

B cym110CTII IICKMO'IIITCAhHO 60AbW0{1 nOAl'OTOBKII II r,\y6oKOr0 

31!amu orpo1>11-1oro KOAll'ICCTBa AHTepaTypllhlX npo11 1ae.1e1111 

Tai< KaK A3Hllbl{! B3fAJIA AOAiKCH OXBaTJ!Tb OAII)' Tpa..l.HlllllO, JiOTO· 

pa,i nac•1HTb1BaeT OKOAO ABYX TbJ(jj<[ AeT. 

HeCKO.\bKIIMII naparpa<f>a~m IIH;+;C, aBTOp B03Bp,uuacHJI Ii 

CBOeMy yrncp)KAeHHIO, 'ITO npeAMC:T era IICC.\CAOBJHllJI HXO,\l!T B 

'IHCAO Tex, KOTOpblC nOJIBAJIIOTCJI car.Ill no cc6e. OH tiJXO;\lff(JI 

nepeA HaWl!MH r.,aaaM11, AOCTaTO'IIIO TO.\bKO 06ep11yn.CJ1 K H(-"~ 

◄ 
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60.\C(' TOro, KPIITl!K np11cyJKAaeT llHULtUan,ey )Toro l!CC,\C,\083-

lll!JI He ce6e, a ca;,.111M .u1reparyp1-1b1M npo«JBeACHHJIM. n o era 

c.,oea.M, IIMCHJ-10 OHH - attaAHJ~1poeaHHblC TCKCTbl - CAC,\3AII TaK, 

'ITO e npoueccc 'ITCHIOI npoii8AJl10ffl(Jl (r.e.CTaHOBJITCJf BllAll.\lbl~lll) 

0:0,1.CTBa B cnoco6ax, no KOTOpb!M CTOAbKO ;,.rnoro pa3.\)ll[HblX po­

MJHOB npeACT3BA.IUOT CLtCHY nepeoro B3rAJIA3. 

811,1,1-10, 'ITO eme B H3'13AC ceoei1 pa60Tbl Pycce 33UHITIIA CBOIO 

IICC.\C.l,OBaTC.\bCK}'IO TCM)', p::a3hl83JI Ha TO, 'ITO B3A\IIOCTb ee O'll"­

BHAHa, a HC np1rnuca1-1a. Ott !IC ynyn::aeT C.l,C,\3Th )TO II B ca.,10.\1 
KOHllC ceoeh K!Htrli. 3tta'lCIIIIC, KOTOpoe IIMCCT nepea.11 ecrpe•1a 

MC;t,;,1,y rcpo.11:MH onpaeih,isaem (TO'lHO 3TO c,,oeo!) COJAJIIJIC II 

lTO!i KHltrll, KaK ,1 TO, 'ITO B HCC B}(Al()l[('J-10 TaKOC 1130611.\IIC np11-

1>1epoe H aHaAH30B. 

CeH'laC, .ll CHOfla B03Bpawal0Cb K crpamn.taM BBCACHII.II Killfflt, 

rAC llHTCpccy10u,u1e MCHJI 3H3KII caMOHa6.,10ACHIIJI Pyccc acrpc"l,lklT­

CJI II ropa3.).0 'l.amc. nocAc yrncp,K,ACHIUI, "ITO O.!.llll 6cr.u.rtt 83r.uu 

Ha Ao.,ry'° Al!TcpaTYP"Y'° TPaA~lUJtlO (npcm,1ymcCTB(HHO capon cu· 

CK)'IO) AOCTaTO'lCH, lJT06bl CACA3Tb .llBHOil OCHO!l;lTC.\bHOCTb TC~lbl, 

3BTOpoT6paCbJBaCT nanopa.\tHblli OOAX0,1: «51 !IC MOr II HC XOK\ ,:l­

lll!MaTbC.ll nauopa.\lHblM TP}'AOM», ~lcTOA, KOTOpblil C )Toro \(,i.J\ICH 

Ta OOCACA}'CT, 6yACT crapaTCAbl!Oro, 1rnor,1a A.U.:C O'lCHb MC,\.\Ci!IIO':'O 

a11aA113a. « .51 Ha,,l.CA 0'-IKH AMI 6.,113opy1..:11x, ecpR. '{TO"l(,\OBCK •nnXT 

xopowo, TOAbKO CC.\11 '{lfT3CT 11a6.u13KOM paccTORIIJlll; TO,\bKO 

TCKCT pacKpbrnacT BCC CBOII OlblC.\hl ». 

noc,-.c Toro, KaK UMCHIIO 3TllM \IC,l,\CHJll>J\I II l; ·P C\ 

HblM cnoco6o\i Pyccc auaAu311pycT ncpeblc con poMano• • • 

lNX KaK o6pa3L{hl, II 0606111:icT pc:iy.\bTaTM Ill u;• ff • C 

1'10.\C \II 113 Tpcx 3.\CMCtlTOB, OH CIIOllll. Bhl,I.C\.ICT O,\IIH 

.\..\JI OUCIIK lt ,Ac.,amtaro AO 3TOIO MO•ICHT.a II TOM T 

Hoec nocn1r11yToro, MOiKHO cTpcnr • u, w O a; 

lfOI! urpc ~IC:.+.:Ay A3tHibl\!II TpC.\1.11 }\CUCH p 
'tTO Otta IIC 11.\ICCT a\1611U11i! np ,, .., ■(C 
Mo;,.;11ocn1, a TQ.\bKO 11a'fcpn1 lo K2.Hlll 



CMOTPHM C 8blC0mbl nmu'lbtZ0 no,uma, opraHUJYCTC}I l10AC po• 

Matta. nocAe Toro, KaK 3TO y)Ke CACAaHo, HCTHHHa}I llCAb npCA· 

CTOJ:UUeH pa6on1, npeACTalH1Tb Ha61110Je,m10 noiJ 11ynoii TOAhKO 

OAHH orpaHH'ICHHblli cerMeHT noaeCTBOBaTeAbHOH AHTCpnyphl. 

flpeiJyzaiJamb, c ewcombl nmu'lbtZO no11tma, Ha61110iJeHut noO AJ· 

notl - TPH CB}!JaHHblC co 3peHHCM Bblpait<ettHR TOAbKO B OAHOM 

naparpa1le HJ HCCKOAbKHX PJ:1AOB. Kotte'IHO, np1-1cyTCTBHCTaKO· 

ro poAa Bblpa>Ken1-1H He eAHHCTBCHHaJ:I OTAH'IHTCAbHaR 'lepn, 

no KOTopoH 'IHTaTeAb pacnOJHaeT Te HepeAKHe MOMCHTbl B Tpy­

AaX Pycce, KOfAa aaTop cocpeAOTa'IHBaeTCJI HaA Ha6AIOACHHCM 

H OI..ICHKOH cooeH pa6oTbl. Ho ace iKC, MO)l(HO CKaJaTb, 'ITO Ah.II 

Pycce xapaKTepHo noAaraTbCJI Ha BHAHMOe, 11a TO, 'ITO 6e3 OCO· 

6b1X ycHAHH MOiKCT 6b1Tb JaMe\feHO - KaK B TCKCTax, 1-ornpblc 

OH attaAH3HpyeT, TaK H Bero co6cTBeHHblX TCKCTaX. Bep0.11THO, 

3TO H CCTb Bblpa)l(eHHC ero r1ty60Koro HCCACAOBaTCAbCKOfO Ha­

CTPOll H ero yoepeHHOCTH, 'ITO, KaK TeopeTHK H KpUTl{K AHTC· 

paTyphl, on pa6oraCT npe>KAe acero c 1laKTaMH, co coolicrnaMH 

H 3Ha'ICHHJIMH npOH3BCACHHH, KOTOpb!C AaHbl B ttaMJ'IIIH, a HC 

BHCCCHbl 'tepe3 HHTepnperaumo. 

0AHH H3 'laCTblX pe3yAbTaTOB CaMOtta6AIOACHHJI, KaK COCTaBHOfl 

'lacrn Hay'1110H ACJITCAbHOCTH )l(atta Pyccc, 31"0 BblnpllMACHHC nc­

peA rpattHU;\1,IH, MttOrAa, OHH npCAllOAaraeMbl H 3aJIBACHbl npeA· 

aapttTCAbHO, B Apyrnx CAY'laJIX, OHH BblJIBAJUOTCJI B npouecce pa6o­

Tbl. Om, onpeACAJIIOTCJI HAH HCHC'icpnacMOCTblO HCCACAOBaHHOfO 

llOAJI, HAH HCH36C>KHOCTblO xopowo OC03HaBaeMOfO HCCOf:lcpweH· 

CTBa HCl10A.b3YCMOro IlOA,XOAa, Ho, MO)KCT 6b1Tb, HX CTaBHT H caM aB· 

TOP, C'IHTaJI, 'ITO :no H CCTb npoJIBACHHC ttay<tHOH KOppeKTttOCfH -

HC IlOAAaBaTbCJI HCKYWCHHIO nepewarttyTb <tepe3 HHX. 

B pa3MblWACHHJIX O CTOAKHOBCHHH 6e3rpattH'IHOCTII H3Y'taC· 

Moro llOAJI H orpaHH'ICHHOCTH np11AaraCMblX K HCMY HHCTpyMeH· 

TOB, 3aKaH'IHBaCTCJI paCCMOTpCHHblH Bb!WC Ollb!T Pycce, 0 runo­

AOfHJal..lHH OTHOWCHHH MC>KAy 3pHTCAbHblM o6paJOM H TCKCTOM 

(a flepexoiJax. O6MtH u mpaHcno3u~uu) - Ollb!T, KOTOpb1H npHBCA 
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l J.'.OHCnnaumt, 'ITO BCTpC'la MCiKAY mtCbMCHHblM TeKCTOM H Blf­

J\'1.\bHOil KapTHHOH npCACTilB,VleT co6o11 ttcofri,JITHYJO 06.,aCTb. 

Bor, 'lTO CKaJaHO no 3T0MY nOBOAy: « 'IT06bl oprattHJOBaTb flOAC 

HCCACA082HH.II II pa3BCPHYTb HJAO,Ke1111c, .II nputt.AA, MCTOAOM 

~ocrpaKl.11111, CACAaTb THnOAOrH'ICCKHil MOHT2)1(, B 'lbHX ceT.IIX 

rmCA yAcp:iKaTb OAHY M2A)'IO '12CTb CMblCAOBOil A06bl•UI. norepJI 

6w.,a npeABHAHMOH: MHC OCT2A0Cb yrem11TbCJI y,\OBO.\l>CTBl!eM. 

i;oropoc ),IHC AOCTaBHAO ypery1,, 11posam1c speweHHOfO nopJl..tK2 

I orpoMHOM 6ccnopJ1AKC q>a1,.1oe. Bee )KC, CCTh 'ITO-TO ttppau110-

IUAbHOe 8 CO'IC'T2Hlll1 HCCO'leT:teMhlX CHCTCM, HCCMOTp.11 Ha TO, 'lTO 

ripaKTl!Ka HX CO'ICTaeT, 601,,cc ll,\H MeHCC yAa'IHO. Co caocff cropa­

HW, .II ycrynHA Cl.llC OAHOMY YAOBOAhCTBIIIO - YA080,\CT811IO CBJ132Tb 

'l!CH!le CAOB C C03epuaw ueM Kapnrn. TeM xy»:e, ecMI 6y,1er C.\QJt,:HO 

onpaBA2Th 3TO TCOpcTH'ICCKH.» 

In the works of the Geneva scholar Jean Roussct rhc mc1mng of 

sight can be interpreted in two ways: thematic ~nd merhodol;~:c;!~:; 
6m exchange of glances berween rhe chauccers in rhc no, cl ,s 
theme _in one of his monographs. k s tide Uurs yrux u """';:::;::.; 
quotauon from Flaubert's L''bi11c1111on smttmmlAic. The mos 

used traits, which characterise rhe scene of first mc:r~~! ~~ :~c:;;::c: 

wtre drawn from a corpus of nearly I 00 works. Th as 
1 

norm 
111 

ordct ro 
hcrcm system ~rom these rra1tS, which cin be ,·i~]es and 

10 
C\·aluaic their 

6nd our the differences m the an1lyzcd enmp 

meaning. . nuon of Jc111 Roas:scr an m 
The theme of the s1ghr attraCU the me l,oe>l f,vJ.lga- £..ih6"l0 d 

1nolhcr sense, which can be o~scn·ed m hi;o ihe lznli and I er,aiofd 
trampo1iti~n. A great pare of it 1s dcd,catc~ art of 11110ng ind litct.irurl' 

bcrweenv1sual1 m1gcandtcxt,h<:t\\~enrh ~ ii,(f..adiing htc 
or m the words of the author h1msdf. bcr"'een ing 

ct rcgarder). id, linkrd to chc-
The orher present form of sight. "'h ~ Ml 

logical level of the works of Jun Roussct d 
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w consum sclf.obscrvauon. llus indinauon can be found in his lCxt>. 

where he cvalu:ucs the possibilities :i.nd the mcvirablc limit:iuons of his 
appro:ich. Sclf-:uul)'sis can be recognized as :in organic crait of his scien­
tific method. His sight is dirccccd borh to the smd1cd obJCct and to the 
instrumcncs used. It is wonh mentioning that Rousscr often uses optical 
metaphors, when he describes his work as a critic. These moments in his 
works leave rhc impression that he consr::mtly views it with an outside c~·c, 
which turns the :mchor inro his fim critic. 

The article develops these first observations on the basis of the rwo 
alrcidy mentioned books of Jc:in Rousscr, namely lc11rs ycux sc ro,con­
trirenl and Pmuiga. Erhanga ct mmsposmon. 



• 
ESYOSTOYANOV 

TH E FICTIVE GLANCE, \~'OLFGANG ISERS'S 

INVENTION OF THE "REAL" 

Lscr's project, outlined in his fundamental work 7/Jr Fial, t,J11d 

tlit Imaginary, now seems almost dated. Yer a renewed considera· 
tion of what he termed "literary anrhropclogy~ might still prove 
useful, especially since rhc: stakes of rhc: project arc nothing lcs\ 
'
h
'n •n ad,quatc mpcnse to th< P'rcdved threat of dt>s,pat;ng th< 

nouon of a proper literary space: in culture ahogcrher - a threat 
posed both by new media and literary academia. lhe m.1in pre· 
sumption of this paper is the conviction rhat basic co her\ rc~Po~~ 
to th;, er;, ;, ;n , ;maung \ircraturc ;, h;s ,mpha>tS on ,nvenuon. In· 
vcnuon not in rhc sense of the comprom1..cd Ronu,nuc noe?fh ot 

orig;nality and author;,! spontan<;t), not "'n tn ,he sense th" Lt· 
"'t). works arc art;fam, some<h;ngcrcatcd, but r.uhe<,. an u,hcr· 
<nt mod, of producnon. Somcth;ng ;, ;nvcn«d, aca«J 1hro•gh 

l,r,murc. Or, wh;ch may or may no< arnmtn< ,o the san>< some 

th
mghas bc,n rendered ava;bblc throu~h". In ]1,r F«tn ,ml ht 

lmagmary Iser da;ms ,hat ,lrhou~h Ji,cr.rurc h,o °"-"' of 

• Th» d,;m w rmpand, ,o ,hcrnhcrcnl ,m!,igu tv P"'P 
m,·c:nuon" in iu ctvmologicJ.I ~p<" - 11 can IJ)CJ.n both 

1 

hu been crcucd f~r the first umc , c rendered csistC!K 
new. or that something has been encountered t the 
J.<.:knowlcdgcd cx1stcncc for 1hc 6rst Offit Sec. 

1111111 
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former functions {"from entertainment to information~ Iser 1993, 

p.x), its anrhropological function has remained unchallenged. The 

latter is considered as a mode of operation chat affirms the unlim­

ited indeterminacy of human existence and its ceaseless attempt at 

finding forms for self.presentation, without at the same time be­

ing confined to these fo rms. The emphas is is placed upon the way 

literature effects changes in itS recipients, upon the way the lirerary 

texts exceeds its own boundaries by exceeding rhe boundaries of 

what is considered given in certain social conrexcs2. 

What we propose here is an examination of the triad Real-Fic­

cive-Imaginary, proposed by Iser as the mode of specifically opera­
tional (and thus performative} organization ofliterature that may, 

according to him, account for irs continued necessity and perti­
nence. 

The discussion of the relations involved in this triad hm 

will be marked by a very specific attempt at translation or cor­

relation of this conception in rerms of the systems theory, pro­

posed by Niklas Luhmann (see Luhmann 1995). among others. 

This mmslation or interpretive cransposition may meer with 
certain limitations, but still may prove as a heuristic procedure, 

rhat could unveil certain tensions in Ise r 's scheme chat other­

wise may not be so apparent. It should be immediately men­

tioned, though, that Iser explicitly points cowards Luhmann's 

systems theory as a major methodological framework'. Thus 

1 The emphasis on this relation between rhe anrh ropological function 
of literature with a notion ofinvemion is already apparent in The Act of 
Reading: "[T]he literary work is to be considered nor as a documentary 
record of something char exists or has existed, bur as a reformulation of 
an already formulated reality, which brings into the world somerhing th31 

did nor exist beforen (Ise r 1978, p. x). 
' The importance of Luhmann's general systems theory for Iser is 
c~id_em already in the Act of Reading (sec lscr 1978: P· 70-7!). lnu~: 
~•cuv~ and the lmagi_nary there is only one rcfcrcnc~ ro Luhmann, bcr2ccs 
interview from the umc of rhe preparations for chis book demons 

--
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the form of che proposed examinat ion of Iser 's notions is not in 

rhc km arbitra ry. 

First we will provide a very brief outline of the conceptual ap• 

paratus we are bo rrowi ng from Luhmann. According ro him, so­

ci.i.l systems {arc included), as well as living and psychic systems are 

autop0ietic, i.e. proceed ing trough sdf-devdopmenr and opera­

tionally closed ( recu rsive}. The sdf-devdopmenr of social systems 
according to Luhman n proceeds in the manner of differenriation, 

with the majo r difference char constitutes the system is rhe differ­
ence between system and environment. This difference is internal 

ro the system itself and should not be conceived as extending on• 

tological claims about realiry. The operation of rhc system is one 
of selection from rhe stock materials of rhe environment, bur these 

clemenrs should not be conceived as external, bur rather produced 
by the operation itself, since the difference berween active system 
and passive environment is also systemic in origin. The final de­
menr of Luhmann's approach in our somewhat limited selection 

is the notion of observation. \Vhen the sysrem observes itself and 
irs own environment, it in fuct produces in chis observation chis 

distinction. This equation of observation and self-positing is done 
as a second-order observation, observation of observar1on, which 

always is the work of a separate system. ~e sysrem itsc!~.;:;:~ 
observe its own self-producing in_ obs~rvauon. Bcsides.de,·do J 
ond-order observation is observation, 1.e. consrrucnon. pc 
by the observing system. Thus a second-order observation cannot 

be Commun icated back to the sys rem _under ob~n·ac_ion. In ~ 
rhe system does everything- diffcrcnuares 1rsclf. sc.iliih~ 

throJ 
observation the distinctions produced, bur alw;;ip renu1.m bh n t,) 

this self-constructed character of ics function mg 

the conti nuous relevance for Iser of the nouons. Jcrived n.!:' 1U: 
Ge_rman social cheorist: · 1 ha\·e cho~en ~e::!,~:::ni;Mfunct al 
pomt of departure fo r rhc asses.smenc of ~uLh 
literatu re]" (Iser 2000, p. 61 l 
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Let us mm now to Iser triad. \v'hat is at work in a literary text, 

according ro him, is a specific process ofimerplay berween rhe Real 

and the Imaginary by way of series of fictionalizing acts. The rriad 

is proposed to supersede the inaccurate clear-cut mucually exclusive 

opposition between reality and fiction. "The literary text is a mix• 
ture of reality and fictions, and as such brings about :ln interaction 
of between the given and the imagined." {Iser 1993, p. I) Initially 
this statement may seem to claim char literature is composed of ele­

ments that are given (though it yet needs to be determined whar 

mode of givenness they seem ro exhibit), and elements chat are par• 

adoxically nor-given, immediately unavailable. From the scare rhe 
distinction between the Real and the Imaginary in lser's scheme 
is one of opposition between determinacy and very radical inde­
terminacy. Here we may suppose that the tri ad may very well be 
operating dialectically, though, as we shall see, Iser implies a rather 
literary-specific brand of negative dialectics that claims not to ful­
fill its development in an encompassing unity of a higher order. 

The mode of description of the elements of the triad, provided 
by Iser, is one of mutual determination and supposition, so any at­
tempt of isolaring them may lead to error. For starters, ir may be 
useful to draw a distinction between reality, which in lser's frame­
work comprises other social systems which, and here he immedi­
ately digresses from Luhmann's definitions\ fulfill needs, and rhc 

Real as an element operating in the mixture ofliterarure. \X'hat lat­
tempt to show in this paper with the help of the system-theoretical 
framework is precisely the non-arbitrary character, the necessity of 
such a distinction in lser's project, which, however, is never made 
explicit in The Fictive and the Imaginary. 

The Real in Isers language is described as .,empirical world, 

• According to Luhmann pragmatic systems are not contraptions, 
devised to satisfy anthropological needs, they are essentially contingent 
in their origin. This, of course, purs a strain on the correlation between 
Luhmann's project md lscr's, a strain we will shortly explore. 

-
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,-hich is "gi\·en" for the literary rext and generally provides the 

car's mu!riplc fields of reference. TI1ese may be thought sysrems, 

social systems, and world pictures, as well as ocher rexts with rheir 

own specific organization or interpretation of realic( (Iser 1985, 
p. 226, see also Iser 1993, p. 2-2 1)5• This very underdetermined 

micularion of the field of determinedness acquires a specific dari­

hcation, wh ich surely shifts lser 's project closer to the orbit of gen­

eral systems rheory - according to him, the Real is characterized b} 
its inability for observation "from within", without stepping O\"cr 
ics borders. We will return latter to rhe key place, afforded by Iser 

to observation and inobservability in the description of rhe Real. 

For now it is enough us to underline his view rhar the Real is a case 

ofa number of habitual interprerarions (termed "obscrvanonO of 
1rhar is the case, of wh ich we cannot become aware as interpreta­

tions in their funct ion ing oursidc lirerarure.6 Even in the conrexr_ of 
such "weak"defi.n itio n, the Real is still definitely encumbered wirh 

conuadictions - its initial independence from rhe !icerary text is 

nor altogether guaranteed, since it is a referential field o~ t~c rc:cr. 
According to Iser in the interaction with rhe Ficti\'c, the 

Real is stripped of any pragmatic characr~risric~ a:d r~ir;tsl~nt:/ 

rese rve of el ements thar arc r.rans~o~med into sign 
1
:.~\ a,~ur! rhc 

wards the Imaginary. The fi.ct1onal1zmg act){::.:~, ih dcmenrs 

cransformat1o n o f reality into the Real by re \,,rcn~ of ongm h 

from t~ei~ dererm inations and roles_o~ rhcirc Real. ,ib'>Cnabihrv 
is the F1rnvc7 that affords obs~rvabtltty to ~~d.mC\ f,cr 9':=1 
~ by overstepping of its bo 

1 The rcxr that provides this quote, •Fci?;;t::
1 
Fi:iofn as 

first developments of chc m~1n argume~t-olthc .ISSJ'-C , err Jc 
Hence this sums of gi,·ennens in ,,,r ,ema h 

Ontological validity meddles with com ~ 
which accounts for their con~m1,tion. J .h(f 

The choice of .,ficti\"c~ u ther :~:: ;~
1
:: and 

:~!c~;: a:e;
0
:: ~~~dn:;

1
;::i:l ;u1hry. ,r log• ~ If 
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2-21 ). The Fictive is defined as directed activity. It is a series of 
inrentional acts, which transforms the literary text into transgres­
sion of established, "given" distinctions in the direction of some­
thing chat correlates to the act, which undergoes determination 
within the act itself, i.e. it is not immediately given. In these acts 
of fictionalization the Real is transcended in favor of something, 
rhe determination of which remains rooted in its relation to the 

Real. Explicated in somewhat simplified terms, the Fictive cells us 
something, which becomes available to our undersrnnding only if 
we consider it as a new, alternative ana logue of reality, only if we 

subordinate its indeterminacy to the determinacy, to which we 

have become accustomed. The form is changed, but the need for 
form remains. This operation seems to aim at the simultaneous 
destabilization and transformation of the two poles of the cor­
relation. 

Iser describes three types of fictionalizing acts (Iser 1993, P· 
4-21) and they all have in common the "overstepping of bounda­
ries", i.e. the impossibility of retaining the boundaries of the Real in 
literature without modification. The first type of fictionalizing aces 
is selection. Elements from the Real are gathered and inscribed in 
the text, but they are extracted from their usual context and rela­
tions, they are displaced in terms of the: positions and functions 
they fulfill in the systems of the Real. Placed within the literary 
text, these elements from the systems of the Real, devoid of their 
habitual environment, still maintain the relation to the Real, albeit 
negatively, signalizing the dissipation of its stabilities. So they both 
overstep the boundaries, which they used to observe before the fic­
tionalizing act, and at the same time in this negative and transgres­
sive operation they afford visibility (they account for observablil­
ity) of the boundaries themselves. The Fictive creates through dif­
ferentiation the boundary that it crosses. "I propose ... to conceive 
of the Fictive as an operational mode of consciousness chat makes 
inroads into exisring versions of the world. In this way, the Fictive 

--
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btcomes an act of boundary-crossing which , nonetheless, keeps in 

11t'wwhat has been overstepped." (Iser 1993, p. 2)8 

The second fictionalizing acr is the act of combination. Here 

die emphasis is on the intra-textual relations, operative on different 

hds ofics organization. Here Iser places h is theoretical notions in 

thewc:11-worn framework oflircrary scmiotics.9 Here once again we 

have: boundary-crossing - for instance, rhc semantic limitations of 

bicaldemcms arc broken down thro ugh the formation offigura-

11\'C meanings and the move from srable denotarions to rhese new 

meanings operates once again like pulsation between (negarive) 

background and foreground . The newly established relarions once 

1 It is noteworthy rhar rh is logic is reminiscent of chc diims of 

Georges B:ua ille, for whom it is t ransgression char makes Possible: any 

knowledge of bounda ries and limits. (sc:c:, for instance,) This is pro_bably 

not a coincidence, since in 1Jie Fiaivc: and the: Imaginary actively rd16 on 

r&rcnccs to Roger Caillo is, one of rhe closest figures to Bacaille 111 thc: 

College of Sociology. d 
1 

Yuri Lorman is explicitly refc:re~ced, bu_t in che ;:;;7~:i:~s. 
commenraric:s, made by Iser we can discern e\c:n some ffi 

fo r instance clemen ts of rhe logic, w'.th ~hich Rom~:!~ck~~:; oaf= 

the semantic funct io n of verse organizanon. The :rative in che prc:vtOW 

Lotman and the Prague: School are undoubredlya:P che literan· ttl"I enceo 

:Kt of selection as well - for instance:,_ for Lot'.11 oiH forma~ions on UK 

mt~ semantic rc:larion w irh the ex~ralnc_rary d:ion& what 15 md ud cd 

bu1s_of the oppositio n between mdusion-:d of what m.iy h-""" been 
gets its semantic rc:lc:vance on_ the ba~kgro, the act ot" sdcwon acqwrct 
included besides o r insread of it. In chis wa~. dbc: dsapitian 
the determi nation o f choice between alrer:a:~:::~,'I'.. 

0
;,:;'une irJdn'.i 

lhe question of th e intentional basis of th 
280 

Herc J,.c:r "s c 

for Lorman - see Lo rman 1970, P· 2t!:nrio~. our bc:u du.Mr lid. 
nor far apart: ~If we are to un~over :: a «~~d chrotigh d,r 
those manifestations o fim c:nnona.h · ~ fi:ion.il m ,c ~ bet I 5 

cxtracexmal systems robe found 111h~si
5 

on select and ~ 
As fo r rhe Prague Sch ool, the em~ion I\ "eU ~ 
primary determ inants of organiz.i 
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again open up a horizon, in which rhey operate as foregrounded 
over a background of relations and contexts, th,u have now become 

void, unacmalized. The selected elemencs in the first ace stare co 
recomextualize between chem~elves, they develop new relations 

chat overcome the way they have been encountered in the Rea!. 

The result is a very complex intermingling of old, "given" and new, 
undetermined. 

The lase and probably the most imporrant act for Iser is the an 
of self-disclosure. According co him, rhe literary text never hides 

its starus as Fictive, never attempts co conceal irs inconsistency and 

discrepancy with the Real. Here Iser constantly references Hans 
Vaihinger's notion of"as if" (ab ob), which give\ an "impossible" or 

"unrear point of comparison. The first two fictionalizing acts con­
stimte a "world~ which is rhen disclosed in the rhird act as um:rly 
artificial. This, according to Iser, is rhe primary difference between 
the Fictive ofliterature and fictions, operative in other systems. The 

latter constantly conceal the fictional origin of their claims. This 

final act discloses how rhe Imaginary acquires an arb itrary and nec­
essarily inauthentic form, and at the same rime relares back to the 

Real, which now becomes just one of rhose arbitrary in:mthentic 
forms of the Imaginary. 

The Imaginary itself relates to the real not only as a relation along 
the axis of determinacy-indeterminacy, but also along the axis acrual­

potenrial. "The imaginary is basically a featureless and inactive po­
tential, which accounts for the fuiled attempts to grasp it cogniri,·e­

ly" (Is<:r 1993, p. xvii). The Imaginary in Iscr's rerminology10 defies 
definition, since it is a pure porenciality, disclosed in a definite wa) 

Iser prefers thi~ term over the more common "imaginariort because 
of two reasons. On rhe one hand, "imaginarion" rradiriom.lly is thought_ 
of in psychological terms as a faeulry, connected with rhe fulfillmenr ol 
specific, defined function, while Iser insists on the radical indeterminacy, 
which he relates to this entity. On the ocher side, he wants to affirm 
rhar rhe Finivc is an intentional acr, whose noemaric corrclari,·e 1~ rhe 
Imagin2.ry. 

-
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only according co the specificity of the activator char happens to give 
i1 fo rm (Iser 1993, p. 2-2 1, 17 1- 246}. It must be activated, a pro­
cess involving imemionaliry. Beside the features, acquired rhrough 

the activation, the Imagi nary remains featureless, resists description, 

bcksadefinire ordering. This in turn is provided by rhe fictionalizing 
Xts of selection combinatio n and self-disclosure rhar comprise che 

operation of the Fictive. The Fictive essentially transforms demenrs, 
gathered from chc systems of reality, into signs chat provide form and 
determinacy to che otherwise inerr Imaginary. "fTJhc fiaionalizing 
an convercs che real ity reproduced into a sign, simultaneously cast­

ing the imaginary as a form char allows us co conceive what it is ro­

wards the sign points" ( Iser 1993, p. 2). 
The porentiality of the Imaginary is necessarily primary to its 

realization and acco rdingly every form of awareness o'. reahry has 
its unacknowledged o rigin in this inexhaustible porennal. Out)id.e 
lircracure in everyday experienced, che Imaginary makes itself evi• 
denc as madness and delirium - hence its dangerous characrer. The 

role of fiction vis-a-vis che Imaginary is co confer it wirh form thar 
has nor seve red its ties with the Real. Yet it seems chat literature is 

nor simp_ly restricted to earning the pcrential of rh\I:t~~~:ai.:~ 

rhrough It the Im_aginary de~tro.ys any tenable norri:liries, instead 
except as a precano us acruahzanon of some poten 

of ochers. . he \ame \11"2V a\ he did 
Iser examines the Imaginary m much t _ their eura!irer· 

with the Fictive. They both are co~sidered ~:l~::ed rhar ournde 

a_ry mode o f o perarion. For the F,rn:-e, ~;darv-cro\-.in~~ rhough 

~1rerarure it displayed che fe~rure of.~ while. rhe hrer.rv 

'." an anempt co conce~I chis ope~r,u~~di~lmure• ot hcnon in dtt 
mgs of the Fictive was ued ro the sele roa:Jure IS apPued CM 

th ird ace of fi ctionalization. The sa:n-~cerJ.ry ac,.tJ\'2t sub t 

Imaginary - Iser sun·eys ocher. n .I h l'ial U 

(Coleridge), consciousness (~artre)d~.:.0::
1
.i.te .a con t ,1~t 

adis). The aim of chis analysts 1~ ro 
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in various acdvadon s. Ise r is concerned above all with nvo features, 

shared by all manifestations of the Imaginary 11 
- I. Once activated, 

the Imaginary modifies its activator; 2. Outside licerarure the Im­

aginary is activated in accordance with some aim and the ensuing 

modification of the activator ends with the accomplishment of 
chis aim. The first feature gives access to the Imaginary as a process, 
while the second demonstrates how its process is finally repealed 

in the context of its activation with pragmatic aims. These conclu­

sions se rve as background for the description of its literary activa­

tion. ln it there are no pragmatic aims, so the process is constantly 
open, infinite, while at the same time retaining the feature of recip­

rocal modification of the activator. 

In the context of this determination of the literary activation 

of the Imaginary a clarification may prove useful: how the fiction­

alizing acts and the Imaginary relate ro the traditional notions of 

fiction and invention? lser's logic gives basis for rhe conclusion that 
what usually understood as "fiction" - non-actual, "unreal" objects 

and stares of affairs char come about by way o f an act of invention -

here is turned on its head. It is not the case that the imagination is 

productive of fictions, bur rather the fictionalizing acts actualize 

the Imaginary potential. The Fictive is a negative condition for the 

productiveness of the Imaginary. The Imaginary turns out to be the 
act of invention only under rhe prior condition of the act of fic­

tionalization. Yer it is still a productive and inventive act, since once 

activated, it continuously modifies its activator. Thus the Imaginary 

prevents the Fictive into turning into an abstract, pure negarion. le 

confers a direction and motivation to the negativity of the Ficti\'e. 

At the same time the fictionalizing acts are not fictional objects. 

They are intentional structure, build over the Imaginary, which 

both actualizes it and reveals it as a pure potential. 

11 
Here we will skip a detailed consideration of chem, since we arc 

more interested in the resuks of lser 's claims for the relationship within 
the triad, defining literature. 

-
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Iser introduces this logic a little bit counrcrintuitively. If the 

Imaginary is inYention, it seems that it never produces anything, 

never crearcs anything. ks productivity is not based s9uarely on ir, 

but rather comes about through its "medium" - rhe Fictive. Still, 

che Fictive is not productive by itself. 

In a long footnote ( Iser 1993, p. 333-334) Iser tries to clarify 

chis point, starting this time from the reverse pole - from fiction. 

He claims that the Renaissance literary figure Sir Philip Sidney 

in his "Defence of Poesy" provides a turning point in the history 

of licerarure, in which it is no longer restricted to copying a pre­
given world 12, but is considered as a creative activity. In Sidney 

Im identifies the tension between fiction and invention with the 

tension between negativity and productivity. Sidney defends rhe 
poet from the accusation of lying by insisting chat his verbal act 
is negative - "for the poet, he nothing affirmeth, and therefore 

never lieth" (Sidney I 595). Together with this labor of the nega­
tive, the poet yet manages to be productive, as long as he "calleth 
the sweet Muses to inspire into him a good invention~ (Ibid.}. The 
regime of chis invention is imitative - in his productivity rhe pact 
imitates nature, considered as namra naturans, creative narure and 

not nature in the sense of passive givennes char has been produced 
i.e. not as natura naturata. In chis imitative practice Sidney confeo 

12 In his discussion of literature's pcrformariviry. Iser daim.s thl
t in 

pcrformative dimension has always been opcmivc, even ; 
th

c(i::,._~ 

c~dificarions of poetry in terms of mimesis. lsf:r scl:i:"a!~::;cdg:au 
his Defence" and in his pastoral tcxtS) rhc !.::c:x~hat in ,hi)ciplJCilntu 
of this performarivity. It muse be norcd, ~: mi~ctJC reference ro the 
~f the performativiry of ltteururc \ but rather ,hangd in ,r-.anu. 
independently given docs nor disappu ' ems ro be IIUimng h,t for 

~ough Iser is nor absol~ccly_ clear, h;c:nuuon of the alrc.adv rn 
him the movement of mimesis as re~adual rocc,1. "h~h as noc bocJ 
towards mimesis as performance 15 

,' g,n ex li~mor. cf I p01cnrul of Ck 
on a Renaissance break, bur rarhcr S P 
classical notions of mimesis. 
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the: activity of the poet with the: all-important for Iser function of 

compensation - here what gets produced is better than what was 

produced by nature, or someth ing comes abour that nature: has yc:r 

to produce. Correction and supplement are the two results of the: 

invention, conducted under the: gu idance of the Muses. Of course, 

since: supplementation also can be considered a corrc:crion, a com­

pcnsacion for what happens to be, Iser, following Sidney, subsumes 
the notion ofinvc:ncion under the concept of correction. 

Of course, Iser quickl y stares chat in the coordination of fic­
tion and invention the correction of the: given is never final: ~such a 

process of correction is comparative: and never final~ {Iser 1993, p. 

334). The precise move away from Sidney of Iser's reasoning con­
cerns the notion of"perfection~ which guides rhe process of inven­
tion, according to the Renaissance poet. Thus for Iser litemure is 

not simply a pedagogical tool that points us in the right direction, 
but something more radical and open. The correction char litera­

ture affords is targeted at the Real and its systems, which arc, as we 
said earlier, unobservable from within. It points at deficiencies not 

in the name of something better, but rather in the name of constant 

re-pattering and mutability. This is due to the fact of literature's 
self-disclosure ofics fictiona l status - it posits some alternative, bUI 
immediately disposes of its tenability. 

As for the "Muses" in Sidney, lscr claims they arc actually the tra­
ditional name for the Imaginary. Here we can finally grasp the signifi­

cance of this concept fo r Iser. On the one hand, che notion of activity 
by the Muses in poetry since Plato boils down to the problem of•in• 

spiration~ Some type of divine spirit takes possession of the poet and 

forces him outside himself. This mysterious process is understood 
by Iser in amhropological terms (suggested by the identification of 
imagination and the Muses). This "introjcction" of the Muses makes 

possible the understanding of the process of inspiration in terms of 

non-coincidence with oneself and the general self-overcoming of the 
human being that drives lser's anthropological notions. 

-
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Howc,·cr, the rcfc.rc.ncc to the. Muses is no t simply restricted to 
cxpliu.tion of the. amhropalogical underpinnings of Iscr's project. 

It already inscribes the. Imaginary in the mechanism oflitcrarurc. in 
icsdilfcrcncc. with rhc Fictive. Iser constantly sratcS that the Fictive 

inmcs, seduces chc imaginary potential into form. This, howc,·cr, 

dots not me.an that the Fictive gi"c.s the Imaginary its form. It is 
nthcr the oppasirc - the. Imaginary gives itsdf forms, stimubrcd 

h~· the ncg1civity of rhc. Fictive. The. p<>c.t ne\'cr affirms, as Sidnc~· 
said, but at the same. t ime. he. necessarily does wmething. Other­
wise, if the Ficnvc. co mprises rhc whole of his activity. this acuvity 

would ht: pure. negacio n, nothing, refusal of activity. Bur there. is 

producti,·ity through the • Muses", they guide the neg•th;ty of the 

lictiona.lizingactS into an activity, which is ncvcrrhclc~ simulunc· 
ously repealed. Inven tion, the Imaginary produces, but the Ficu,·c 
binds this productio n with a double negation - it dc-acmalizcs the 

prior givens of the Real, and the new givens, produced by rhc Im­
aginary, are always already repealed. Furthermore, the double neg a· 
m·iry of th, Fiaive is i,sdf doubkd by ,h, doubk Po'"''·"Y of ,h, 

imaginary - i, no< only produces ,h, new, and n,wlr «peakd b, 
the fictionalizing acts forms, but it also retains in view rhc form, 

undermined by Fictive. c Ima .,, , After 
Bm why must we. concern ourselves wilh th S1 arr 

all, its determinations arc dcri,·cd and defined through a rcl2.non t~ 

the real. At the. same time Iser claims chat without info\ing1lt •it 

guidance and dmrminarions, in i« pur< Po''""~""'· ,h, : 

nary is ,hrem nmg. In fa«, ,h< dang« P"'""d"' '""":E"t 
the Imaginary, its cmpir_i~al man'.fcS

t
J.t1°~

0
:~;~:1::~ rhc ud~ 

dc.r of madn~ss and dchnum, rn_ight bet c ...iallv when t u 
rupture. of the ordering of rcaliry 1tsd • pc . us"' ith sro"ranCOUS 
acuvatc.d intcncionallv bur presents rc,ds ai a 

The Imaginary has n~ guidance -~
nd 5

P bkan:l' nothinl 
organized chaos in which an~thu,g I) pc,ssitlu. t ~-

The. danger stem) from the under randint ' -c 
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of the possible. H ere Iser fo llows Aristotle, with whom also potenti­

ality precedes and cakes precedence over the actual. The Imaginary 

as inactivated potential presents a danger, because it reveals itself 
as omologically prior co real icy, as the principle of its production. 
Reality thus becomes a simple, even contingent effect of activating 

the Imaginary. Thus the Fictive reestablish es a vital connection, it 
~einscaces the Imaginary as the possibly-real as a guided, comrolled 

process. M a consequence, the whole scheme of the triad has the 

marked appearance of dialectic relation - the Real as thesis, rhe 
Imaginary (profoundly un-real) as its antithesis and the Fictive as 
a synthesis of both. Within this dialectical scheme the synthetic 
work of the Fictive might be described as not so much a moving 
beyond the Real in a spiral of ever furthe r transcendence (which 
is what happens, according to Iser, if the Fictive does not find itS 

target in the Imaginary); neither is it a unification, it is rather the 
process of devaluing the Real, a process of demonstration of its cs• 
scncial poverty, a process that is at the same inseam combined with 
a promise of rectifying this traumatic realization of poverty wirh 
possible alternatives for its future expansion through continuous 
reconstitution. It is an operation of constant redistribution chat 
strives to assure that the real and rhe unreal. on the one hand, and 
the determined and the indeterminate, are ever in an asymmetri• 
cal relation. The Real comes in contact with the Imaginary to be 
constantly negated and immediately recovered in an ever exceeding 
motion of its own sdf.devdopmenc. In shore, che workofliceracure 
is nor devoted to letting our imagination, our dreams, deliriums 
and hallucinations run wild, but it rather provides ground for their 
realization. Though, as we shall see immediately, chis comes ar a 
price. 

The mode of functioning of the literary met cowards reality 
is described as "insertion", but it is actually closer co the exact op· 
posice, a procedure of extraction chat simulcaneously convertS rhe 
ordered reality into a diffused stock of extractable elements. Thus, 
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a ics core. through the Fictive the Real becomes rhe decermina• 

tion of reality into an analog of the environment form Luhmann's 

framewo rk . Through the operau on o f the Fictive the Real can now 

be conceived of as viewing real ity as indeterminate reservoir of de· 
mcflli chat can be used In ordering the Imaginary, of determining 

ts amorphous potentialit y. This. according ro Iser, is achiC\·ed by 

rtndcring these clements in reality observable. Obscr,"ahility be· 

comes the key qual ity chat can mrn units from reality into ~igns 

fo r the Imaginary. Fro m mere meaningless but functional existents 

they become signifiers that may be applied ro segment the protc• 
an 6dd of sense that is the Imaginary. They arc not obsel"·.able in 

thcmsch-cs, "objcc;tivdy", o utside of che operation that sdecu rhem 
and orders them to certain functions, here - chose of signification. 
This docs not mean they arc not observable in cheir determinacy, 

hut rather that chc o peration of selection and obscn·ation has SC\"• 

crcd them from some passible original determinacy and rendc
red 

them a new determinacy within its own sysrematic work. lhev arc 

observable as determ ining rhc Imaginary, not~ ~rod f112ten~' 
As a result, the Fictive both disrupts and doubles the rc:::;'j 

tial world. The transgressive impetus of the Ficti,·c has rclar 
,h, Real, mad, " essentially a d,pcsit of sto<k "" m,r,n.ls fu, 
the forming of the lmaginary. Herc the panlld w1rh Luhnunn ~ 
indeed hold, especially his master distinction berwc:en ". rem 

1 

environment. The process of rhe Fictive produ.:c, compcricnts ,c 

lcctio.n from the Real) rhat rhe.msclvcs recursively ope~_::, 
h g 

oUt 1Jc the ,c)Cl.~-

sn ruuvc of rh is process. There tS not in :uaJly as n<ptcd. 
the Ficti-,.·e except what the Ficcive Po~

10 
~iak'- th I~ 

And those selectio ns rhcmse\YC:S become torrn:=tRc~ 

In _short, the Fictive _is the ~race~~ of t~~c:Ji.-=P' 
ag1nary. H erethere1snothingofthc ~cal aJ«.ady.a n 
of the Real. But chat al'-<> means chat 

th
rs R "'rou1t of 

a Re.a.l proper to \iter.nurc. Thi~ I\ 
th

c >Ulll.!.cnt 
oflscr's operations indeed rhe product. rhe 
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the Rea! as essenrially insuffic ient, lacking in irs contact with whac 

mighr have been and (as with lser's optimism for literatu re) what 
might still become Real. Bue, of cou rse, this is just a reiteration of a 

high modernist believe, since chis Real is just an element, a subsys­

tem of lirerature, totally devoid of ontological bearing outside it. 
Literature presents the Real with its poverry, but ar the same rime it 
is literature that has impove rished it. And chat is not all: MAs a me­

dium, it [literature] can only show all determinacy to be illusory. 

It even incorporates into itsel f th e inauthenticity of all the human 

patterings it features, since ch is is the only way it can give pmence 

ro the protean character o f what it is mediating. Perhaps chis is the 

rruth through which literature counters the awareness rhar it is an 

illusion, thereby resisting dismissal as mere deception." {Iser, 1993, 

p. xvii ). Literature thus serves as testament to indeterminacy, but it 
always signals that this indetermin acy as Its do ing. At !east it would 

have been so, if the lo gi c o n which Ise r relies was imanentistic, or 
indeed, system-theoretical. 

In truth, there is still an elem ent of transcendence that in­

trudes in th e inner workings of rhe lite rary crearion of rhe Real. 

Here Iser responds to anti-human ist logic with which we con­

fronted him by way of Luhmann w ith the correlation berween 

the Fictive act and an act o f consciousness. Thar is why his project 

claims anthropologi cal purpo rt. The involvement of rhe reader 

that always persists in the backgroun d of Ise r 's writing provides 

for a confrontation - the Real of the text (the Real proper to lit­

erature) and th e Real of the read er, the bearings of his her experi• 

ences. It might be possible to cl aim th at this second Real is iso­

morphic to the first, that it also does not coi ncide with a reality in 

any objective sense, but is a co nstruct fo r it. If that is correct, then 

it can be correlated, implicated in che Real of the rext, and thus 

it can become indiscernible from it. Th is might seem to insure 

that literature might indeed manage to pro d uce effects beyo~d 

itself, Le. in the reader who has passed through t he process of dis-

---
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mantling and reconstituting reality enacted by the text. Bm rhcn 
again if the Real of the reade r is indeed a construct, it must be 

consrructed by a system that already works in a similarly recursive 

manner, a system that also provides him/ her with a second order 

observation, a disclosure of the indeterminacy of rhe Real. But if 

that is the case, what is the use ofliterature? 

Undoubtedly this is not what Iser is trying to say. Bm rhe pos· 

sibility of this "translation~ of his concepts in the language of rhe 

operatively closed systems of Luhmann already undermines the 

optimism for any amhropological validity oflirerature according 

ro lser's model. This operative closure here must be understood 

precisely as self-posiring, which has no anthropological impon 
and which works as self-limirarion vis-3-vis rhe human being, a 
being, which itsel f becomes environment, constructed as a back­

ground for the ope radons of this self-positing of literatu~e- Sine: 
the terms of Ise r 's model so easily afford themselves co a closed 

description of rhe literary system, rhey surely do nor provide a sat· 
isfying answe r to the quesrion "\Xlhar does lirerarure do beyond 

itsdf?" 
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CnTbJI BHUMaTCAbHO 3H3All31tp)'CT KOlfl.lCnt,tlllO BoAbcpraHr;i l1bcp1 
0 a11TponOAOrll'ICCK01i npOA)' l,,'TIIBHOCTII .U!Tcp:nypw, KOTOpyK> HTOp 
HJAaracT B ceocii Kllllrc «¢11KTIIBHOC II eoo6p3;te3CM0C». B .no,i KHltTC 

11acp llblTaCTCJI OCMblCM!Tb ,um=parypy KaK CHCTCM)', KOTOpaJI KOpp11r H• 

pyn OAHOCTOpOHHOCTb H HCAOCTaTKII OCT:I.Abllb.lX COI.UtaAbllblX CIICTCM, I 

KOTOpbtX 'ICAOBCK 113XOAIITCR, npu TOM pcaAbHOCTb OC!>U,ICNfCTCJI KU .U.:· 

T)'.l.All3Hpoea1rna.11 ll0TCIIUl13AbHOCTb, OTKpb1TaJ1 Ai\JI IIJMCIICHltit. Cn­
TbJI nhlT3CTCJI ACM0111:rp11poean HC2ACK8;1.THOCTb MCTOAOAOrlt'ICCJCOro 

IIHCTPfMCIITap11yMa, AC1icrey10mcro B 11CCACA083.HHH H3cp2 - nOH.IITHC 

.,CHCTCMa», npo11cxOAJ1lltCC OT o6mc,i CIICTCMIIOit Tcop1111 Hmv,aca Ay­
MaHa. noCKOAbKf CIICTCMbl AyM3Ha p a6oT210T 8 fCAOBll.llX oncpantBHOli 

l:1.MKHfTOCTII, Ma<Ay HIIMII HCBO]MO)KHO ycra110BHTb OTHOWCHHil, npH 

KOTOphlx A2HH3JI Ci!CTCMa KOppumpycT Apyry10, 6Cl np11 ) TOM C.:IMO OT· 

HOWCHHC MC)i(Af CIICTCMOH it CC KOJ>J>CKTl!BOM HC .118/\JICTC.II IlOAHOcnJO 

npOAfKTOM Kopp11rupy10mc1i CIICTCMbl. T2K K:I.K no 03H3'13AO 6w, 'ITO 

AitTCparypa C3.Ma nopo)l(AacT pC:1.AbllOC, KOTOpoc OHa npcTCHAfCT, 'ITO 

Kopp1trnpycT; 'HO 3TO pcaAbHOC IUIK3K HC RBi\JI CTC.11 pcaAhl!OCTblO, 1(0-

TOpu OCTalOTCJI BIIC AlfTcparyphl. TaKHM 06p 230M OK23bl82CTCJI, 'ITO MO­

ACAb l13cpa O :I.HTpono,-.or11,ccKoH J>CACB211THOCTII AIITCJ>2Tfpb1 COAtp· 

)KHT CCJ>bC3Hbli'! HCAOCTaTOK. 



fAAHHA fEOPrHEBA 

B3fNIA HA YAv!UY 
(J!3b!KOBAJ! «YCTAHOBKA» Av!TEPATYPHOfO 

06bEA11 HEHl1J! AE<l>A) 

Y:.Kc B ncpBOM BbmycKC csoero OAHOJIMCIIHOr0 :+,'.yptta,\a pyc• 
Cl(QC o6'bCAj,l HCHHC Aeq> (AeBblit q>poHT HCKyccTBa) ttaMC'l3eT CBOlt 

OCHOBHblC 3CTCTll'lCCKl1C 00311UHH, csoH eJrNIA Ha no]JHIO ii no· 

lnt'ICCKHC q>opMbl. Ko,,tMCHTapHit 6yAcT cocpCAOTO'ICH 11a ypCX 

OC HOBHblX CTI.TbJIX « Hawa CAOBCCHa11 pa6oTa» (6p11K, Ma.o:OB· 

CKHii), «<l>yTyp1tCTbl - cTpOHTCMI j(Jb]K3» (Bm-10Kyp), « T. 
11

· 

«q>OpM3AbHblit MCTOA» (EpttK), 
nepea11 cTaTMI, « Hawa ooaccuaJI pa6oTa», a»ywacT HL'II· 

'IIIC 6cJycAOBHOit CBJ13l1 MC')IAAY Jl]biKOBblM (A11TcpaTyp111>1M) now 

CKOM Acq>a II TCKytucH couuaAb!IOft Ai-tlla)UIKOII. cs•Jb MCl«A~' ,\H' 

rcpuypttoH pa60Toi1 
11 

cou11ubttoi1 c<pcpol1. Mcxo,vo,1.M no,,(-,;t.e· 
HI-ICM 3ACCb JIBAJICTCJI 1<arcropw1cc1a1i1 orial OT ..cApcBHCro• rpa· 

AHU.IIOHHOrO AHXOTOMll'-IC:CKOrO A(AC:HII.I Ai!TC:paTypw H;l po,JIIJ0 

" npo,y. 3To •'"""' Hcnpo•Y•-,n•HO, ono '" o'9«•" "' -­
ua Tpc6osaHHC HOBS>X ~op», HOH '" Tp<6oa•""' »

090
'° , ........ 

"""'"""'· KpnTHKa nanpa•·"'" » ,,. ycTOi>'""" oo.>,....«'"' 
«KaHO H» », cp••" KoTop»" •"""P'"""' ""P" ,••

6
"'..,. 

pen HAH s»ucrp<T «CBo6oA»olO cn•,a•) H .oeo6w• • 
0

'"' 

"'""'' ,, ChOBaps». no OTHO"'"'"~. np
0

>< _ .. •P-::: 
JICHblC:, J ttaKOMblC: cxc:Mbl CIO*c:TQCTp<>CHIIJII M xpo>-~ 
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A11CTll<J.eCK~le yKpawCHll.11: HtaACKBaTH0i'I 0K33blBaCTOI KaJ,\ lpopMy• 

AaKA3CCHK0B-II0BCAAHCT0B «011+0Ha+A106oeHHK», TaK 11 qiopMy­

Aa OIMB0MICT0B «HCKT0 B ccpoM+ HC3H3K0MKa+xp11CT0O>. no­

BTOPJISI 3TH KAaCCH'iCCKHC xapaKrep11CTHKII (KOTOpblC co6creettHO 

yc11A11Ba!OT 11 YACp,K11B3IOT ACACIIHC) no33HJI H npo3a «OAHH3KOBO 

A3ACKH OT npaKTWICCKOH pe'lll, OT ,KaproHa YAHl..lbl, OT T0'-lH0r0 

J:13h1Ka ttayKH» (Ep11K, MaJIKOBCKHii 1923. C. 40). J..1MCHHO 3Ta 

T0'lKa 3pCHH.II n03B0ARCT H;\M onpeACMITb H n0JHI..IHIO, C KOTopoi, 

Aeq> CMOTpttr Ha no:nw-1ecKy10 npaKn!Ky: «Mhl uc xoTHM JHaTb 

pa3All'lbl'I MC)l(Ay no:;13~1cH, npo3oH H npaKTWiCCKHM .113b[K0M» 

(6p11K, MaJIKOBCKHil 1923, C. 40). 
Aerop11TCT H BAHUIHC no33HH H npo3bl B K3'-ICCTBC OTIIOCII· 

TCAbH0 aaT0H0MHblX AHTepaTypttblX illlCTHTYUHh y)l(e BCCbMa HC· 

ycToH•rns H npo6AeMant'I.CH, Ja C'I.CT c6Ai!)KCHlHl no)JHII H npo3bl 

C TCM, Ha q>o11e 'I.era TP3AHUH0HH0 OTo6pa)l(alOTCJI H A~tq><pepcH• 

1.01py10TC.SI HX 0TAH'l.~ITCAhHblC oco6ettHOCTil - npaKTH'I.CCKHM .113bl· 

HaMe'l.aeTCJf TCHACHQH.ff K KOHBepreHQHH oco6cHHOCTCil 

pa3rosopttoH pe'I.H H xyAO)l(CCTBCHHOro TBOp'l.ecrna, KOTopyto, B 

CBOIO 0'1.epeAb, MO:.KH0 TOAK0B3Tb KaK OTKa3 OT crporoft uepapxi-m 

.sl3bIKOBblX q>yttKUttHl, OTKa3 OT CTpororo pa3rpaHH'ICHH.ff n03TH· 

'I.CCKOH, KOHaTHBHOH H peq>epettTIIBHOH q>yttKUlll1.A3blKa. CcrMCH· 

THposattHC H pcrAaMCHTttposa,rne KOMMYHHK3THBHblX JOH 3ACCb 

CTaB.slTCJf 00A COMHCHHe. O6oco6AeH~le, BblACACHHC AHTepaTypbl 

HJ Apyrnx K0MMYHHKaTHBHblX p.siAOB npHB0AHT K o6oco6ACHHIO 

Pc'l.b HACT 0 WCCTl1 Jf3biK0BblX q>yttKUHCH P • .s!Ko6cotta: 3MOTIIBHU 

{.3Kcnpcc11BHHI), K0l!aTHBHaJl, pccficpcnnrnHa.R, q>aTH'I.CCKaJI, MCTaAIIH· 

iBHCTH'I.CCKa.11 H no3TH'ICCKa.A. 3TH <jiyttKQHII 0tl CBJl3hlBaCT C 3,\CMCII· 

TaJ.ltl K0MMYHIIKaTHBH0ro aKTa: aApccaT, aApccaHT, K0HTCKCT, K0IIT'al<,"1', 

K0A II coo6IUCJrnc. no MHCHHIO .s!Ko6cotta B A3HttoH KOMMYHIIK3TIIBHOii 

Cl!Tyau1111 M0JKH0 0TAll'IHTb 0TACAbllblC 3ACMCHTbl 3TIIX 4y11KUHii, AOMII' 

Httpyn 0AHaK0 T0AbK0 0A113 HJ HIIX. To, 'I.TO 6p11K H Ma.11KOBCKHil upc,1,· 

AaraioT, .IIBAJICTCJI nonblTKOH BblBCCTII BCC 4YHKUHH 11a yposHC ,1.\ITCpa· 

rypuoro npo1tJBCACHIIJI, 0CMblCACHH0ro K:l.K KOMMYHIIK:l.TIIBl!blli aKT. 

--
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cipepbl « 'illCTOli 3CTCTIIKII », cq>cp bl 3Kcnep THOCTH, •JTO, co csoe1i 

CTOPoHbl, o6oco6.vic T i\ltTeparypy K aK q>y 1tAaMCHT3/\bHYIO IIHCTII · 

ryu11io, n OAACptK11satomy10 cou11aAbHYK> CTarnKy. 

AaAhW C B CTaTbC 'il!TaCM : «Mi.1 3HaCM CAl!Hblli MarcpbR,\ 

uoea H n y cKaeM ero a CCfOAHJIW HYK> o 6pa6oTKY» ( Ep11K, MaR· 

KOBCKHi'I 1923, C. 40). 3ro 33RBJ\CJ-IIIC euy waer, 'iTO npOHJBCAC· 

HIit y,1,;c 111trepnpcn1pyercJ1 11 A 11q>q>ep ettu11pyeTCJ1 11c c noJm.vm 

CBOHX POAOBblX Hi\11 ;+:a HpOBhlX o co6eHHOCTCi'!, a C nOJlfUJUI o6-

pa6oTKH CAOBCCHOfO MaTtp1taAa, KOTopaJI HMCHHO onpCACAJl'CT II 

BbUIB,\JleT o co6em1ocn-1 npo11 JBCACH1tJ1. Co csoe,i cropom.1 o6-

pa6oTKa JIBJ\JICTCJI csoco6pa3HblM o6MtHOM MCJKAY MarepHaAOM Jl 

COBptMCH HOCTbK). «Mbl p a6oraeM H.lA opra1t1tJau11eli 3BYKOB JIJbl· 

l(a, H3A nOi\1tq>o 1t,1ei'! p,1rMa, H.l,d ynpomtllbCM (,\OBCCHblX nocrpo· 

e11111i, HaA YTO'iHC HbCM JIJ blKOBOil eblpaJHTCAbHOCTII, Ha.A BblAC,\· 

kOJi HOBblX TCM3TH'i CCKUX npllCMOB» ( fipHK, Ma.11K08C10lif J 92J, 
C. 40-4 I). 3ACCb Kp OMC q>opMai\bHOfO paJH006paJJIJI I! 11arpy3KH, 

aeropb1 npeAAarator II raKyto o6pa6orKy Marep11aAa, nocpeACTBOM 

KOTopoH MO:.KHO AOCTll'ib JICHOCTII, npoCTOTbl, <<onpRTHOCTH » 

Bb1pa)KCHIIJI . 3rtt Ha nepBblfi BJfAJl'A nponrnopC'fllffblC n~HCKII H 

npoueccbJ - YCAO)KHCHHOCTb H flQAJ1q>o11H'fHOCTb, C 0,1HOII cropo· 

Hb.1, H npocrora 11 RCHOCTb, C Apyro,i, 11axoAJ(T ceoe OTHOCHTC.\I,· 

Hoe CAJ-IHCTBO B noflblTKC AOCTHJKCHHJI 3Kcnpecc11e110CTH JIJbl• 

kOBOfQ Bbl p a,KCHIIJI, B llCfl0Ab30BaHllil np
1
:::

1
;:~_/:

1
:~;laB::

1

: 

B03Aei1cTBtt e H KOMMy 1t11Kau1110. 3ACCb nOJTI IIH 11,1.· Cou1r2.0•fCU 
ICOHaTHBHaJI <f>YHKLIHJI 1eaK 6hl craB.IITCJI : o~·,1o ~ecneHHWJI npK • 

AHHa1>m Ka r pa1tc4'opM1tpy erc.11 B AHH;I.Ml:l: 0, rattJtla.UUJl II 06p.1i• 

CMOB, a COL1HaA bHblC <pal\Jhl - B npm;~ a~aA.\JI HJ.( HC .,,_-U 

6onrn CAOBCCHOfO MaTcp1taAa. «B~ 3 
\JIPH.llt.W'iWCrD fllMpu;rHM 

Tll'iCCKaJI caMOUCAh, a Aa6oparop1! ,1., . .. \ bl MC 

q>a1eroe coep cMCHIIOCTII », OTMC'i;I.IOT Ollft JI ,1(>62s'\A: ~­
:+<pCUbl·TBOpUbl , a 1>1acrepa·ltcn~ ,\HIITC.\lt couKJ.AWIO 

( 6p11K, MaJI KOBCKlll1 1923, c . <f i ,~BHOfO•»ui:a. u cn0,U,30B»I"°'° 

nom>lTKa c6.,HJKCHII.II e;+;CAH 

---------
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B 11paKTH'iCCKHX 01 Tyamu 1x, C R3bllWM lC)'AO.iKCCTBCHHOro npo113-

BC:AeHH.II ( BCAYUlHM K y n pome m110 1103TH'-ICCU1X KOttcrpyKLUIII), 

npOAHKTOBaHa CTpCMACHtl CM aaro p oa Aeq,a npCAOCTaBHTb AOcryn 

•rnTaTC,\10 K AHTe pary p e H 8 'laCTHOCTH K 11033t1H {nocKOAbKY Ha 

crpamu-1ax )KypHaAa n e'-laTaK>T npem,1ymecrseuuo 1103311 !0 Ma11-

KOBCKoro, AceeBa, XAe6m1Koea, KaMett cKoro, Kpr-1c m,1x H Ap.). 
3roT AOCTyn B03MO)KCH nocpeACTBOM y n orpe6ACHH.II JHaKOMblX 

C)KCAHCBHblX .113blK0BblX npaKT HK Ha y p os u e ACKCHKOHa, CHHTaKCJ.l­

ca, PHTMa 11 HHTOHaQHH, nocpeACTBOM Ka)Kymttiic.ll Heo6pa6oTKH 

.113bIKOBOrO MarepttaAa. BseACHHC .11 3blKOBblX KOHCTPYKUHH 110-

BCCAHCBHOH npaKTHKH B Ka'iCCTBC o p raH H3HPYI011Vl X crpyKrypy 

11 onpeACMIIOUVtX CMhlCA 3 ACMCHTOB B paMKax XYAO;KCCT8CHH0f0 

( AttpH'I.CCKOro) TCKCTa, BHy w aeT 6A H30CTb MCiKAY TCKCTOM H ax­

ryaAbHOH couuaAbHOH A HH.U.HIKOH " CBOHCTBCHHblMH eH Jl.3bl · 

KOBblMH p.siAa~rn. Co'I.CT aHl-iC p a3H blX Jl3bl KOBhlX 4>YHKUUl1 BCACT 

K rpaHcq>opMaum, CTary ca TC KCTa, a r alOKe H K rpaHcq>opMa 1.1 H1-1 

MOAyca BOcnpi-iRTl-t.sl. A1KKy pcHBHblC q>o p M b! pa3MCIUCHbl B onpe­

ACAi=HHOM COUl-iaAbHOM npocrpa HCTBC " aocnpH Hl-tMafOTC.sl no­

cpeACTBOM onpCA CAi=HHblX COUl-iaAbHhlX l-tJMepem1iL TaK nocpCA' 

CTBOM o6pa6oTaHHOH « 11eo6pa60TKl-t » CAOBCCHoro Marep1-1aAa 

'I.HTaTCAb aocnp1-tHHMaCT npo1-t3BCACHl-t C C03BY'I.HblM H 6t.H3XHM K 

CHTyaum-1, B KOTopoH HaXOAHTCJI OH caM . H ap.11Ay C 3Tl-iM OAHaXO, 

npott3BCACHHC OKa3b!BaCTCJI ceoeo 6 p a3Hbl M H HCTpaAH UHOHHblM 

no OTHOWCHHIO K 3 HaKOMblM xyAO,KCCTBCHl-lblM 06pa3uaM. 3eyxo­

Ba.si opraHHJ aUIHI, flOAHq>OHH'I.CCKHC ptt4'Mbl H pa3MCpb1, TOHKaR 

BblpaJHTCAbHOCTb, pHTMl.f'I.CCKHC H HHTOHaUHOH HblC HOBOBBCAC· 

HHS! C03AalOT npenRTCTBl-i.sl B aoc np1111T l-iH co CTOpOHbI '1.HTaTCAJI: 

ITb!Ta.sicb OTBCTl-iTb Ha 06e11HCHl-i C B HCOOH l1MaHl1 11, Ma.siKOBCKIIH 

B 1928 r. HpOHH'I.HO OTMC'l.aCT: « .51 H C noH11 MafO q>yTyp11CTOB» -

HCCCTCR ORTHaA uaTb ACT, JaTnxacT H CHOBa rpeMHT B036y,KACHHO 

" paAOCTHO. Ha 3TOM KAH'I.C A fOA H CTOl-iAl-i ce6e Kapbepy, ACAaAli 

c6opbl, CTaHOBHAHCb BO)KA.s!Ml-i UCAbl X TC'I.CH 11 H. < ... > npocroe: 

« Mbl HC OOHHMaeM! » - 3TO HC np11 roeop. n p 11roeopoM 6b!A06bl: 

---
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«Mbl noH.A.AII, 'ITO 3TO CTpaw tta.A. ep y 11Aa!» { Ma.11KOBCKJ1i1 19691 
,. 494). O6B11HeHJ1.II B ttenoH1tMaH1t e AM no:na He0CH0BaTCJ\b• 

Hbl 11 .11B,VU0TC.A. peJyA&TaT0M « cne KyMQml Ii ACMarornH » . B TOH 

:.:c: CTaTbe TT03T K0MMC HTttpyer tt Bonpoc TTOHHM3HH.A. IICKyccrBa 

urnpoKl!Mlt Maccar.rn: « M c Ky ccTBO He po,KAaCTCR M:tCCOBblM, OHO 

MaCCOBblM CTaH0BHTCJI B p eJyA&TaTe cyMMbl yc11Mti1» ( Ma.11KOB­

(l(J-jli 19691, c . 494-495). Ha c aMOM A CAe Maccoeoe 110,yccrno He 

JIB.vtCTC..11 LICAbKl npCACTaBl!TCACli A ecpa; OT'ICTM!Bblil COQll3AbHblli 

3Hra)KCMCHT IICKYCCTBa, Bbl.A.Bi\elrne C0QHaJ\bHblX q>yttKQHli .118· 

AJ!IOTC.11 T0AbK0 3Tan o M c n eu114>11'1CCKOli cj>11Hat\bHOli cyA&6hl IIC· 

KYCCTBa - ero CMI.A.HH C C )KlfJ HCHHOil npaKTIIKOli. O1rnaKo 'IT06bl 

A0CTil'lb 3T0T YTOOll'I CCKHi'I ropH30HT, 11cKyccrny B nepB}'IO O'IC:· 

pC:Ab Heo6xoAH MO BbiO0MllfTb CB0JO HblHC:lllHJOlO 3:tAa'ly - Bbipa-

6aTbJBam,e onpCACACHHblX pe)IOJM0B C0QH3J\bHblX OTHOlllCHHli H 

onpC:ACACHH0rO C0 QH3J\bH0ro C03H3HH.II. AAll 3TOr0 OHO MO)KC: TCO· 

ACHCTBOBaTb tt MCHH0 np11 0OM0IJ.lll 11306peTeHll.ll II npHAO)l(CHll.11 

H0BblX, oco6&1 x, II C:Tp:tAHI.III0HllblX II «JaTp)'AHJIIOWIIX» 'll!TaTC/'Jl 

!popM H .113bi K0 BblX K0HCTpyKmm. l1MC:Hll0 mm CTO.IIT B QCHOBC 

B0JHHKH0BCHH.11 H q>opMttpoeaHH.11 onpCACJ\CHHOr0 COLIH3Abi10r0 

C3M0C03H:tHII.A.. CKlpnpH3, AIICT3HQHJl , «ocTpattemte » 'IHTaTCA.11 

no 0TH0UJeHHK) K xyAoiKCCTBC:HH0MY npo11JBC,ACHillO, Bbl383Hbl 

oco6b!MH q>o pM:tJ\bHO·TCXH l-l'IC:CKHMll np11eMaMII npott l BCACHll.11, 

BC:A}'T K AHCTaHQllpoeaHH0MY, «oCTpaHCHH0l•.JY » eJrA.AAy II no OT· 

H0WC:HHKl K CHTy auilH, B KOTOpOi°l H3X0Af!TC..II OH caM. 3TOT BIIC:lll· 

HHl1 B3r101A, .na « BHC:HaXOAIIMOCTb» npoaouHpy CT co
3
ttaHJIC 'Ill 

T3Te,vi II npHB0AliT K A CliCTBH.IIM, ttanp:tBJ\C:HHblM H3 HJM( IICHII( 

c11ryau1-rn. 

B0Jeparua..11c& K eonpocy o n 0 33 1111 11 xp,o;..:c:CTBCllllhlX Tpattc· 

q,opMaQH..IIX, Bbl3B3HHblX paA11K3J\bHblM pccj>opMltPoB.llUICM J(TC1i1· 

'tCCKoro n o A.A BttHOKYP e cra,Tbe « <l>yTYP 11CT&I - crpoitTC.~ .,.,. 

Ka» p accMaT~usac:T n03JlfJO M :uu,oen,:oro. x. .. c6mo:oaa 
II pyc· 

HblX. « K aK 6 b1 HU onpCACAJfTb cyw eCTBO II H;l3Jl .,1,'ICIUIC: "
0331111 

-

6cccnopH blM npeACTaBA.IICTC.11 MIIC npa80 .\ HIH~ HCTa vc.a..uOMpo-
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BaTb noJTll'ICCKil C q>aKTbl, KaK <fiaKTbl .fl3blKOBbJC:» (B1-11101,;yp 1923, 
c. 204-205). TaK KOHUC!1Tp11py.sicb 11CKAIO'lllTCAbllO 11a .s!JhJKOBblX 

}11\AC:IIIUIX B noJ31Hl, B1-1110Kyp CTalll1T II pa3Bl1BaeT TCJUC O TOM, 'ITO 

«J'l3b[K CCTb o6bCl(T KYAhTy p11 oro npe0AOACHH.11», ll0CK0AbKY .113blK 

.118/\JICTOI COI.V!a,\bllhlM q>aKTOM. B:\)f(HblM aKQCl!TOM JACCh .s!RtJICT· 

CJI ero noum,1am1e O Sl3blKC IIMCHIIO KaK «COUH3,\bHbli'I q>aKT». Co 

csoei'1 cropOHbl cou,1-1aAbHaJ:1 ::+:.H311h JIJhlKa q>opM1tpyer «K)'hhTYPY 

.113bH.:a», Bb1p3)KCHHYK> nocpeACTBOM ARYX CBOi'tCTB, Koropb1C JIJblK 

BhlJUl,\JICT B paMKax 110.)Tll'ICCKOl'O npoHJSCACHIUI - «opra1111JJ· 

LOOI» It «HJo6peTCHIIC». 3n1 CHOlt CTHa H3XOA1'1TC>I B OTIIOIIICHUII 

KO~lnACMCIITapHOCTII: « KyAbTypa J:IJbJKa - 3TO IIC TOAhKO oprattlt· 

3;1.1~1HI, KaK yKa3bl8aA0Cb llblWC, 110 llMCCTC C TCM II HJ06peTe1111e. 

nepea.11 - npeAnapJICT BT0poe, HO BTopoe B onpeACACllllhll"I M0MCIIT 

11e11J6CJKHO Ja.11Br\JICT ceo11 npasa» (ButtoKyp 1923, c. 20"1), Opra-

1111Jat.111J1 .1131,n.:a no on1owemuo K cocTaBllbIM Ko:.mo11e11TaM, ero 

YMCIH!C a1'"TltBll311p0BaTb SC:Cb tta6op C,\IIIUlll, COcr.lB.\JIIOll0IX ero 

KaK 3HaK0BaJI CHCTCMa, JIB.vlCTC.11 TCM, Ha 'IT0 n0A0JKCH nO.lTll'ICCt,;1111 

TCKCT. Opramt33L\H.II ,\0A)l<Ha A0BCCTII AO npo.11B.\CHl1JI TaK11X CM· 

3eii MCJKAY Jl3blK0BblMlt 3,\CMCIIT.U.nl, KOT0phIC pacKpb183IOT HOBblll 

81\A OTll0WCIIHr1 MCJKAY IU1MII, 3 3T0 Y*C JIBA.HCTCJI npCAll0Chlt.KOi1 

Ai\Jl H0BblX, cnoeo6pa3Hb1X Jl 3bl K0llblX 11Jo6peTCHH1i. B,moK)'pY 

IIHTepeCHbl HMCHH0 TC B03M0)1(!10CTU J.I MCX3HU3Mbl, np11 nOMOIUII 

KOT0pblX ocyUJ.CCTlli\JIIOTCJ!. 3TH 11Jo6pCTCHUJI, 6oACC TOr0, UMCIUIO 

B 3T0M OH BltAIIT 3Ha'ICHIIC II pot.b llO)Tll'ICCKOrO ACAa. KoMMCHTII· 

PYJ1 «ycrattoaKy» ~yTypucTOB 1ia .113blK yAULlbl, OH paccMaTJ)IIB.tCT 

ee KaK nonb!TI()' npC0AOACHHJI )Toro .1131,!Ka, KaK ll0llblTK)' AOCTlt;t.:C· 

I-Ill.II T:lKOit oprattl13aLV111 .113blK0ll0ro MaTepttaAa, K0Topa.11 Bb]JIBUT 

H0BblC crpyKTypttblC 0TH0WCIHl.11, B paMKV: K0TOpb!X «1111epu1tJ1» 

ll0BCCAIICBH0rQ .1131,IKa 6yACT npe0A0ACHa. <<OT 11aKAeii1ot O CAa'IC 

K0MH3Tbl B HaCM It KOH~Cp11p0Bam1J1 u a MIITl!Hrt AO [lOJTll'ICCKO· 

ro npmtJBCA,CIIH.11 tl opaTopcKoii pC'llt - AC,KHT nyTb npe0,\0,\CHIUI 

JIJ b!Koaoit 1rnepum1» (ButtoKyp 1923, c. 204) u eme: «<l>pyp11CThl 

HC PYK0BO,VIAHCb roT0BblM o6pa3U,OM, OHi! npeOAO,\Cea.\lt TOT Mac· 

◄ 
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coBi.ui, pa3roeoptt1,11f J:IJblK, on,yAa qepnaA11 1>1aTCp11aA AAA ceoero 

JIJb!KOBOro TBOp'ICCTBa» (B11HOKYP 1923, c. 207). Ha caAIOM AeAe 

Ja,U'la /103TOB <pyTypnCTOB B TOM, 'IT06hl «CACA3Tb JIJhlK fAlfQbl», 

□OCKOi\bKf « Yt.m.{a - KOCHOJ13bl'-IH3, OHa HC BA.lACCT pe<lblO, HC Jtta­

er J:IJb/Ka, Ha KOTOPOM rosopHT, CACAf.11 AIIWb CAC/lOMY UHCTHIIKTy» 

(BHHOK)'p 1923, c. 206). 
A,VI. B11HOKypa opraHU33 1..11UI .113b!Ka ll HOBblC npORB,\CHIHI OT­

HOlllCHHh 3ACMCHTOB JlBAJIJOTCJ'I HC TOAbKO sttyrpe! IHHMH CBOIICTBa­

MH caMoro J:13b!Ka, OH II Bb1pa6aTblB3JOTC.ll B pC3YAbTaTeerOCOQH3Ab· 

ttoi, ,t(lfJHII, paJHblX KOHTCKCTOBhlX ynor pe6,\CHl!tl II H3AO:.+:CHJlil, 

KOTop1,1e JIJblK HaKaOAl!BaCT, 6yAy'l11 OlCTCMOli CAtrnoro couuaAb· 

HOro llOAJI, npeACT3BACHHC O Jt3hlKC K3t.: O CUCTCMC norAOLU3IOI.UCii 

ll ycea11Ba10weH pa3Hb1C COUH3AbHhlC II K}'AbTYPHblC KO,l.bl npcm1y­

ll.lCCTBCHHO Ha ypoBHC AeKCH'iCCKOro coCTaBa, HO ewe u Ha !poHe­

Tli'leCKOM, MOp<t,oAOnl'iCCKOM II CHHTilKCll'ICCKOM )'pOBHe, KOHCTII­

T)'HpyeT .ff3blK KaK AHH3MH'ICCK)'IO, OTKpb1TYK> II pa3BIIBaK>WYK>CJI 

CIICTeMy. TaK HMCHHO, no MHCHIIK> M!HrBJfCTa, coaepwacTOI H CMC­

Ha HCTOpH'ICCKl-iX WKOA II AHTepaTypttblX npueMOB, rocnoACTBYIO· 

IQHX B onpeACACHHOH IICTOpH'iCCKOli :moxc. Ott mffcpnpenipycT 

3Ty CMeuy KaK Henpepb!BHbli°I AHaACKTll'ICCKHli npouccc, Kai,; npo­
uecc B3aUMOACHCTBHJI Me,KAy onpe,1.eAi=HHb[Mlt xyAO;KCCTBCHHb/.\fH 

CHCTeMa~m. « Ho <t,opMbl 0033HII, 11'.aK II BCJIKOro m1oro IICK}"CCTB.:I.. 

paJBHBalOTCll AH3ACKTH'ICCKII, 80JHHK3.ff ua OO'IBe npontB<>p<='illll. 

COJAaeweroc,i B CHAY onpeAC,\CHHb[X npwmtt MC>;AY lt,l.\U'iHblJ.HI 

XfAO)KCCTBCHHb.lMII Tpa.AIIUIIJIMII II nap.a,\.\C.\bH;:':.,;
2,~7;; 

fo,1Ta - OHH yM 11pa10T, KaK TOAbKO npontBOf>C'lilC ... J,;.~11: nu• 
HO TOAbKO AAJI Toro 'IT06bl eocCTaHOBIITb cro 8110 . pc 
XVAO)KCCTBeHHaJI 3a:.a'la pewaCTCJI, OAttaKO, Kol:+.,.\blll p.ll no P2'" 
H,OMy» {811110Kyp I 923, C. 205-206). B 3TOit ncpcncu1tBtTO ,no 

ACA3IOT ½YTYPIICTbl, «uapywcttllC TpUllUllfl ~ BCCbM.132.,:0HON<p' 

HO. 2ho « ttapywettHC» npucraa.\JleT co6o1t Jll,\CtfHt', ~ 
06oc11oea110 AHHV.lllKOil 11crop1t'ICCl,;JIX If Kf,\bl}pttlll'. ncpa,a :,,;c,­

nocKOAbKY «Ky,\ bTypa opraHltJyCT, a m>TOM}' rpc6\-cT HI'"-'° 

111111 
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tt11si - o tta cTpo11TcJ1 nporneope'ltHIMH » (BHHOKYP 1923, c. 212). 
AAff. AHHrBHCTa 3TO nopO)t(AaKH1-1ec H n poAyKnlBHOC nporn­

eopC'lHC AC)KHT B OCHOBC CHCTCM bl Jl3h1Ka, 3Ta AH3/\CKTHKa KYAb· 

TYPbl K0A11poeatta 8 Jl 3blKC, 0AHaK0 A/VJ. cc HHTCHCHcpHK3.l011l 11 

npoJIBACHll.sl cnoco6cTBYIOT npe11My1UCCTBCHI-IO rJO)Tlt'lCCKHC 

npaKTHKII. J..1M CHH0 OHH p acKpb1B3IOT H o6Ha,KalOT KYAHYPllb[C 

CAOJ.t 11 COUH3AbHblC MapKCpbl .sJ3blKOBOft CHCTCMbl. no OTHOWC· 

HHJO K 3TOMY pa6or&1 MaJ1KOBCKoro, XAe61111Koea II Kpy'lcHwx, 
a B npoWAOM II H eKpacosa, BCCbM3 nOK333TCAbHbl, no MIICIIIIIO 

HCCACA0BaTCt\JI. J..1x npe11Mymecrso nepeA 0CT3AbHblMH no.na­
MH B TOM, '!TO « n epBblC C03H3TCAbHO npuCTym1AII K .113h]KOBOMY 

H306pcTClll1IO, 00K333.AH nyTh Al·lllrBIICHl'ICCKOi'I IIJ-l)KCHep,111, no• 

CTaRIIAII npo6AeMy «6eJb.113blKOfi YAlll..lhD>, H np11T0M - K3K npo· 

6AeMy nontt'lecKyto u cou11aAbHYIO oAHoBpeMCIIHO» (811tt0Kyp 

1923, c. 208). A101 B11H0Kypa npeAH33Ha<Jem,e II cyTb no:mm B 

«ACA3H\III .113b!Ka » ( xoT.11 , no era MHCIH!IO, 3T0T npouecc M0JKCT 

pa3B11B3TbCJI Ha BCCX ypoBHRX ynoTpe6ACHH.II .113b1Ka). OAttaKO )TO 

6blAO 6w B03M0,KHblM, T0AbK0 CCA II «ycneeM nOKOH<JHTb C npeA· 

CT3BACHHCM 0.113h1Ke, K3K0 11enpHKOCHOBCHHOH CB.IITbJHe», II CCAH 

«eonpoc 0 B03M0,KH0CHI C03H3TCAbH0fO BOJACi'°ICTRH.11 Ha j!Jb[K 

co CTopottbl rooopsnuero KOAAeKTHBa» CTatteT 6oAee nonyAJ1p· 

HblM KaK II ttay'lttblX, TaK H B wupoKHX 061.1..1ecTBeHllblX Kpyrax. Ha 
3T0M 3Tane T0AhKO fl03Tb[ M0ryr «AeA3Tb .113b!K», npHT0M T0,\bKO 

TC, y Karo CCTb « BOA.II - He TOAbK0 Y<Jl-iTbCJI j(JblKY, HO 11 ACa\,lTb 

.113bIK, He T0AbK0 opraHl-i30Bb1B3Tb 3ACMCHTbl .113b1Ka, HO H 11306pe· 

T3Tb H0BbIC CB.11311 MC)l(Ay 3Tl!MII 3ACMCHT3MH» {811tt0Kyp ]923, c. 

207). nocpcACTBOM 3KTHBl!Ja1..11111 BCCX .113blKOBhlX pecypcoe, aKTy· 

3All331..1HH 336hlTblX 3H3<JCHHfl H lf>YHKLtllli 0TACAbHblX .113blK0BblX 

3ACMCHT0II, nocpCACTB0M IIX YKAaAKll B HOBOfi crpyKTypc OTHO· 

wem1fi ocy1.1..1ecTBA.RCTCJl II « KYAbTypa .113bJKa », np1106peTCllltall It 

H3K0f\ACHH3.II B AllH3MllKC IICT0pH<JCCK0ro npouecca. HoBOBBCP.C· 

HH$1 rettcpttpytoT pa3Hoo6pa3Hb!C II MH0f0f\A3CT0BblC OTH0WCHIUI, 

npu f\0M0l.l.lH K0T0pblX BblACA.RIOTCJl II pa3Hb!C KYAbTypHblC Ca\OII, 
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TaKHM o6pa30M .113hl K BblCT y naeT K3K CAO.JKH3JI, no,-.uq>OHH'IC-

0:aJI CIICTCMa, Bblp3)K3K)Ul3.II pa3Hb!C KYAhTYPHblC, COQH3AbHblC H 

HCTOpii'ICCKH «roAOCa» . Hap.11Ay C 3TlfM, efo,pa,i: B ce6e HMCHHO 

3TII TCMnopaAbHO o6ycAOBACHHbl C «roAoCa», .sl3blK npCOAO,\CBa­

n- ce6,a Ha Ka)KAOM :nane ceoero cy1lleCTaoeaHHJ:I. Ky,,&Typttb!C H 

CO(lllaAbllblC cf>a1,,.1opb1 BCAYT K Henpepb!BHOMY npeO,l,O,\CHHIO A3H­

HOl'O Jl3blKOBOro CTaTyC- KBO, K npCOAOACHHIO .113b!KOBOH CHCTCMb.l, 

n paKTepttoH AAJI onp eACi\CHHOro ucropw-1.eo:oro nep110Aa, )b&1K 

flOCTOJIHHO npeOAOACBaCT ce6.11, ceoi'i COcr.lB H OTHOWCHHJI 3.\C­

MCHTOB, KOTOpblC ecrp e<JaK>TC.11 113 A<lHHOM .Hane HCTOpll'iCCIWr0 

npouecca. 3To OT'ICTAHBO MO)KHQ OTMeTHTb II y.-.oBHTb IIMCHHO 8 

fl03Tlf'ICCKOH npa KTHKC. BttHOKYP 33K3H'llfB3CT CBOIO pa6ory TC· 

3HCOM, KOTOpbl M OH Ha'faA; « R3hU{ CCTh o6'bCJ(T K)'AhTYPHOr O npc• 

OAOACHIHI B Ha w eM couttaAhHOM 6hrry». TaKHM o6pa.30M HMCHHO 

B CBOCM n paKTH'I.CCKOM ynoTpe6ACHHII j[Jh,IK 6cpCT I-I.a cc6R Bi>IOOA­

HCH11 e q>yHKUIIH AC3BTOM3TH33U1111, HC BhlABllraJI np11 )TOM cncUII· 

aAhHYK) o6AaCTb fl03TH'fCCKOro, MIWU ce6R KOMMYHIIKaUltll. 

3ACCb aBTOMaTHJ3UHR II AC3BTOM3TH33UIIR nOMlOCTblO RB.VUOTCJf 

eonpocoM C)KCAHCB1-t0ro ynoTpc6,\CH IIR. 

« Y t1eH11e O R3b!KC, Kai( O COUll3AbHOM q>aKTC, a HC HHAHIUI· 

AyaAhHOM BhlCKaJblB3HHID> (BHHOKYP 1923, ,. 207) p.a3ecpttyT~ 

11 e craTbe Oc1-1na 6puKa « T. H, «q>opMaAhHhHf MCTOA»- B HC~ 

E p tt K CT3BHT 3KUCHT Ha ABYX KAIO'fCBhlX o6pa.Jax TPOl,MfUHOHHOII 

3CTCTHKH: AH'fHOCTb TBopua 11 TBOp'ICCldflf npouccc. ()a,U,ICAC· 

HHC npo ttJ BCACHH.lf npH nOMOUIH «HHAlfBI-IA)'.t.\hHhlX K;l.'ICCTB II 

np1tBhl'fCK » flO)Ta HC oceeTAJICT cneumj>HKY npo1tJBC,ACIOfll, HC 

o61,ACHRCT TCM3THKf, crpyKTypHblC H JIJWKOBWC oco6cttttcx::: 

OTHOW CHHJf B KOTOpblX OHH 11axoAJ1TOf B p:.u,KaJ: npo1tJBC,\C ~ 
6p1tK HaCTa~eacT Ha OCMhlCACHIUI ,\lrTCparypHOl'O npa1tlJll<,\CH 

¥ ~,rn It ua cro nomtMVfHC HC 
HCJaim c HMO OT aeTopcKOH ncpcOH2; 4<,1HCBHUl(",2noc~ 

KaK « 'fCAOBC'fCCKt111 AOKfMCHT~ 
11
·: xa aKTcpH\;Tlll( , TOff,oQC 

HACHT114mu11pyeMb.lX /lliTCpa¥T)PH C an rttoi1 rp.v.•wr• M 1,..0CPf 
Mhlx tta q>otte cywecrsy10111.ett ,\HT P . P 
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aAbHOfl Al!Hat.111KH ncpHOAa. «HcT n03TOB H AHTcparopos, - CCTh 

no33~1.11 11 AlfTCpaTypa. Bee, 'ITO nuwer non 3Ha<fHMO, KaK 'facn 
cro pa60Tb1 B o6meM ACAe, - 11 coeepwe11Ho 6ecuem,o, KaK Bh111e­
ACHtte cro «JI» (6pttK 19231,c. 213). 

v'IMCHHO OTKa3 OT npO<tTCHHJI xyAO,KCCTBCHHoro npott3BC,\C• 

HHJI '1epe3 nptt3MY HHAHBHAyaAbllO•ncuxoAOrH'{CCK HX CBOlkTB 

aBTopa, OTKaJ OT attaAHJa MtpH'!CCKoro npo11JBCA,CHl,H1 KaK atta­

AH3 attyrpettttero, 3MOlUIOH3AhHOrO ~rnpa JIBNICTOI II OAHHM HJ 

np111-11..111nos, Ha KOTOpb!X AcRblH 4>po11T IICKyccraa CTpOIIT CBOIO 

AIITCparypttylO KOHUCfll.VOO II CBOC OOHHMa,rne O ,\llp11KC. 8 )TOM 

nom1Mamm AHpm.::a AHWCHa CBOHX TPaAHUHOHHhlX «AttpH'IHhlX» 

CBOHCTB II npoRBACHHH, AIIWCHa poMaHTH'·ICCKOl'i CBJIJH cy61>eK­

THBHOro C IIHTHMHblM. Otta HC: eocnpuHHMaCTCJI KaK BblpaJKC:HHC: 

« HC:061>J1THOrO». 3MOl..lllOHaAbHOro Mttpa cy6nc:KTa ( TC:M 60 .... ee 'ITO 

3TOT cy6nCKT HC:YAOBACTBOpc:H «3AC:111HC:H» COl..lH3AbHOH )KJl3Hhl0 

II B K3'1C:CTBC: 803MO;t(H0ro BblXOAa paCC'll-iTblB3C:T Ha CBOIO rpaH­

crpeccmo B eoo6pa)KaCMOM npocrpattCTBC: l:lC'lHblX" a6COJ\IOTHblX 

HAc:H). He AOnycKaJI B03MO)KHQCTH 'ITC:HHJI AHpilKH nocpCACTBOM 

H3MC:pC:HIIJI HIITHMHOro, 3CTC:TH'IC:CKHC: B3fAJIAbl Aeq>a ttanpaB,\C:Hbl 

H npoTHB HAC:1-i O B03MOitrnoii HAC:HTtt4>11K31.UIH MC:IKAY «M•tpOM» 

aBTopa H «MHpoM» 'IHT3TC:AJI. Ha CMC:HY 3TOr0 npC:AAaraC:TCJI AH­

CTalll..lttpoeaHHOC:, «ttay'lttOC:», «Maccoeoc H3Y'IC:HIIC: npttc:MOB 

n03TH'IC:CKOro pc:MC:CAa » . J13y'1c:1 111c, KOTopoe OCM blCAHT pa3B011 

AHTC:parypbl ii H3MC:HC:HIIC: npHC:M OB nptt noMOll.lH AIIHaMIIKII co­

l..lH3AbHOf0 II HCTOpH'IC:CKoro npo1..1ecca, np11 noMOIJ.IH « H3AAJlTC:­

parypttblX p.s!AOB». J1 3AC:Cb OCHOBllblM AMI 11 3Y'fC:J ntJI If OCMblCAC· 

HHJI Al!Teparypbl OKa3blB3CTCJI npon,eonocraeAC:HIIC: no KOOp),II· 

HaTaM: TP3AHl..lHJI-HOBaTopcreo, 3BTOM3TH3al.lltJI-AC:3BTOM3Tlt3a· 

l..lltJI, KaHOHH331.lHJ1-peeoAIOl..lllJI. norpc6ttOCTb B A3HHOM nOA)'.O,\C: 

AA.II' EpttKa 6c:Jyaoetta, noCKOAbKY ace: c:11.1e: « Y ttac HC:T 11crop11u 

AHTeparypbi. EcTb HCTOp11.11 «rc:HepaAOB» OT J\ltTeparyphr». A 
11crop11J1 no33ll11 « HC: KHHra «)totnui», a «IICTOPHJI pa3BUTIIJI 

np11C:MOB CAOBC:CHOro oij>opMACHHJI» (EpHK 1923, c. 2 14). To,\.bKO 

--------
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B pa3B\\TIUI JHtX npncM0B, B AllHa:-mKC «JaKOHOB C.\OBCCHOfl o6-

pa6oTKH» n0AS.vtlOTC.11 H0BblC np01138CACHIIJI, 3Ty CBOIO AOrllKa 

fip11K 0T'ICTMIB0 Bblpa;.KaCT B cTaBWCM !103iKC 3M6AcMaTll'ICCIOIM 

3a.11s,,ctt11w «He 6yAb nywK11Ha, «Eertm1f1 O11crnH» sec paeHo 

61,1,..6bl ttanuca11» (6pttK 1923, c. 213). EcAII 81111oi.:yp socnp111Ut· 

MaCT .113b]K noAH0CTblO Ha 6a3C ero cou11aAbl!Ofi o6ycAOBACHOCTII, 

TO A/\JI. 6p11Ka counaAbHaJI ACTCpMllHaUIIJI AC)i(IIT aoc11oee q111rypbl 

flOJTa: « HC cc6Jt Bbl.st BAR CT BCAIIKllfl 003T, a T0.\bKO BblllO,\ii.llCTCO· 

u11aAbHb1f1 JaKaJ» (6p11K 1923, c. 214). 
BcAy11u1i'1 TCOpCTHK Acq>a CB.113bJBaeT cou11aAbHbli1 3:tKa3 C nc­

pcMClll,CHIICM OCH AI\TCpaTypbl s H0B0C pycAO - pacTCT noTpc6-

ll0CTb B ,mq,opM3UIIIO 3a C'ICT noTpc6ttOCTII B IIA.\K>lllil- 3TO no 

Kpat111di MCpc 03H3'1aCT, 'IT0 «ycn11os1Ca» AIITCpaTyp11oro Bbl· 

pa)KCHH.11 A0A)trna ncpccTaTb 6b1Tb ttcnparM3TH'ICCKOit ii IICKOl>I· 

MYHJ.tK3THBHOH. Be.11 npcTCH31l.ll B TOM, 'ITO HOBail COUll1AbH:tA 

c11ryau11.11 Tpc6ycT nOBb!UlCHH0ro C03113HIIJI O ACHCTBUTC.\btlOCTU, 

a m: 6cfCTB3 B cq,cpy )CTCTil'ICCK0rO, npcACTaB!lTCMI ,\cq,a OT· 

K13blB3IOT Ai!TCpaTypc K3KOrO·AH60 AOCTytta K pc:tAbHOCTII, ,\It· 

W3IOT cc II CT3TYT3 pcnpCJCl-l'rau1111, noJTOM)' COUll.lAbilbUl 3:lK1l 

00HIIM:tCTCJI, KaK Tpc6oaanuc HC nncaTb ,\l!Tcparypy. a C03,\1B
1

Tb 

AOKYMCHTaAIICTIIKY 11 )KypHaAl1CT11KY, T. C, pcf)',\JlpttO pcp:A-ll111Tlt 

1111q,opMaU,IIOHHblH AHCKypc. Ba)KH0 OTMCTIITb, 'ITO KOHTCKCT, 8 

IC0TOp0M TIO.IIBAJICTC.11 nollATllC «cou11a.,bt1blil 31K:ll» xap.t"-TCpll· 

lYCTC.11 KOMMCHT3pllCM 0 pa3,\ll'lllAX 4'y11KUl10111.\bltOfl )CT11lOflKII 

AHTcpaTypbl pa3HblX 11CTOpil'!CCKIIX ncpUOAOB ll px1~1CWCttllC 'lTOII 

ycTaH0BKH B CAIIII0M no,,c pa3ttb1X couna.,bllb1X MO,\C.\Cll• notu 

THC 110.s!BAJICTCA u B 0606wc1mb1X 1(0►iMCHT1piUIX O .,,ncpanpHWX 

npaJ...-rnicax nporn.\blX :max (e cTaTbC • H.swa c,oacctta.11 pa6ora• 

MaJil(QBCKOro ll Epui-a) JI B 1(0111'pcTllhlX np11Mcpai:, OJ!l»UIWX '­

:m0XO" nywi.::1111a (s cT1TbC «T II, •4'opM,\\t,ll1,ll°l MCTO,I,• 6pu 
Ka). 8b1BOA, KOTOpblii ),IQ;.t;II0 c,,c.,.1.Tlt no OTHOWC:111110 k o• H 

MC;+.:AY q,11KC1tpOB;\l0tCM no11umt II ,;OH :-oCTOW cro ,notpc \C 

IIIUI, 1(31( 6bl co6.,10A;tCT 06m1111 ,\}X si,nuccJta:31HHOro (CAlt n XJ 
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n yw1orna {HAH ApyraR ncropH'-1ecKaJ1 3noxa} ltMCAa n0Tpe6ttocr1, 
BMlTt paType, TO HOBaj[ 3n oxa TaKOi°I noTpe6HOCTblO HC xapaKTepu-

3yerc.11., noCKOhhKY « HOBa.A.>> 3 n oxaoCMblCAJICTC.SI KaK ::moxa, KOTO· 

paJI o 6 ecnC'IH Aa HCXBaTKY <<3CTCTH'lCCKoro», YAOBOAbCTBCHHOro 

(ce6e)nepe)KHB3HHR « Hoaoro» 'ICAOBCKa B COUH3AbHblX MOAycax. 

Ern;e OAHH KOHUCnT rpaAH QH OIIHOH poMaHTH<J.eo:ofi 3CTC· 

THKH nposo1..u1pyeT Kpi-1TH'{CCKHC OTHOWCHHC EpttKa - nOH.llTUC 

«BAOXHOBCmte» . n o ero MHC H HJO, ACMHCTHll>HLVtposatt11e H AC· 

HACaAH3ttposam1e TBOp'leCKoro npouecca RBA.IIIOTCJI 6eccnopttoi'i 
Heo6xoAHMOCThlO. K o tt uem.vu1 BAOXHOBCHHJI, KaK «MHCTH'ICCKO· 

ro » , 1-1ppaUHOH3AbHOfO, conpoao)KACHIIOfO «CCKpeT.u.rn» ah.Ta, 

JaMettetta KOttuenuttd'i c n e1..u -ut,w-1ecKoro npouecca npm-1JBOACTBa, 

o6pa60TKH CAOBCC HOro MaTepn a Aa. Co caoeH CTOpOHbl np0113BOA­

CTBO H o6pa60TKa HaXOA.s!TCJI B np.11MOH 33BHCHMOCTH OT )Tana, Ha 

KOTopoM HaXOA.s!TC.sl AHTepaTyp tt b!C 4>opMbl B aicryaAbHOH HCTOpH· 

'ICCKOH 3noxe, a TaK )KC H OT aKTyaAbHbIX TpaHc4>op1>1au1-1H B COllH· 

at.bHblX TCHACHUIISIX H HacTpoem u1x. nocKOAbKY Al-fTeparypa H B 

<taCTHOCTH no33HJI He p ac CMaTpH BalOTCJI KaK 33MKttyrasi H caMO· 

peryA1-1py10l.l.{aJICJI CHCTeMa, a K3K '13CTb CAHHOro flOA.11 comtaAbHOfi 

,Kl-fJHH, B33HMOACHcTBy lOl.l.{3JI C rpattH 'I H blMH «Ha.AAHTeparyptthJ· 

MH p.s!A3,MH», TO npouecCbl , KOTOpblC npoTeKalOT B HHX HCAh31I 

paccMaTpHB3Tb B CBOeH ca~1006 yuoBACHHOCTH H caMOAOCTaTO<t· 

HOCTH. CMena 4>opM H nptteMOB COUH3AbHO A(:TepM1rn u poBaHa 

H OCOJH3CTCJ'I npH flOMOl.l.{H couttaAbH blX 3q>q>eKTOB H qJyHKUHfi. 

B 3TOM CMblCAC 33KOHb] CAOBCCHOr O 04>opMACHHJI H o6pa6oTKH 

11BAJIIOTC.sl TeMnopaAbHO H npoc Tpan CTBCH HO o6ycAOBACHHhll.Ul: 

«Bee BCAHKOe C03A3HO B OTBCT H a JanpOCbl AHJI, <tTO «BC<tHO(» 

ceH<1ac, TOrAa 6b!AO 3A060AHCBHO» {6pm< 19231, c. 214). 
HccMoTp.si na TO, 'ITO npo6ACM3 HC HC'lcpnatta, MO.KHO 06°6• 

UUlTb, <tTO Cl1TY3UHJI, B KOTo p o H paJBH B3IOT CBOH TCJHCbl n p eACT3• 

BHTCAH Acq,a - CHTy aUHJI n ocAep cBOAIOUHOHHaJI, Tpc6ycT 11n4><>P: 
M3THBHOCTH, KOTopy lO AHTep ar y p a C H3H3'13AbHO n p11cymc» CH 

npHpOAOH AC<l>opMaUHH 11 « CA BHr a » ACH CTBHTCAbHOCTH H( cno· 

◄ 
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co6Ha npeA0CTalH1Tb. O TC JOAa npoll CTCKaJOT tt CflCQttq>H'ICCKflC 

)l(aHp0BblC Tpattcq>opMa 1..11111 , Tpe6yeMblC Aeq>oM. A11pm<a, UCH· 

Tpat,.bHa.11 o6AaCTb HX TBOp'ICCK0fi ACJITCAbH0CT11, 6epeT ua ce6.H 

npanll'ICCKHC, K0MMYHHKaTttBllblC q>yttKQHH. 

6H6AHOrPA<l>HR 

Epmc, 0., Afa.x1<08<KUU, B. Hawa CA0BCC11a.H pa6oTa. -Ae<j,, 1923, N9 I. 

BuHOKJP, I'. ¢lyTypu c Tb1 - cTpouTCAH R3b1Ka. -Ae<p, 1923,J\'9 I. 
EpuK, 0. T. H. <«t,o p1>1aAbHhl i1 MCTOA». -Ae<j,. 1923, J\'9 L 

The arriclc focuses on some key positions of the Russiw avanr-g.i.rde 

journal LEF. It provides analysis of rem by Osip Brik, Vladimir May:i 
kovsky and G eorgy Vinokur. In their views the :iuchoriry of the md1

· 

tional literary institutions - lyric and prose p0etry - is :ilrc:idy shaken 

and rendered problematic. They claim char the literary l:in~uage needs 
to transform itself and become closer to what it used m d1sunce l[.Sclf 

from - the p ractical langu:ige. According ro LEF the po_s[•revolurionary 
situation necessitates informativncss, which liter:irurc, with 1c.sch;1.nner 
istic modes of deformation :ind displacement C-sdvifl of reality annot 

afford. Therefore LEF insist on specific genre rramformauom. Lym ro· 
etry, the central field of their literary practice, is forctd to acquire pn,n­

cal, communic:itivc function. 



RAYA KUNCHEVA 

KLEIST'$ "ON THE MARIONETTE THEATRE", 
THE BEAUTIFUL SOUL AND THE LOOK OF 

AGREEMENT 

Heinrich von Kleist was rediscovered at the beginning of che 
XX century in the context of increasing anti-intellectualism, which 
pervaded the European spiritual climate and which, in Germany, 
found expression in rhe existentialist criticism of the Enlighten• 
mem and Hegel's idealism. The studies about him extended rapid­

ly; his life and work became a batddidd of methodological dash­

es. This conflict of interpretations is above all due ro his creation, 
which is dramatic in its essence, because K.Jeisc, in his plays as wdl 

as in his prose, creates characters posing ethical dilemmas, which 
do not have a single answer. 

In the first decades of the XX century Kleisr's personages are 
accepted as living in a world which is not understandable, they arc 
losing and finding themselves in crying co find security. The per• 
cepcion of the crisis in che traditional moral values, sharpened by 
the experience of the First World War, by the disintegration of the 
world, in which, in the words of Martin Buber, man does nor fed 

at home, contributed ro chis new approach. 

The perception of crisis, homelessness and loneliness in a world 
where the irrational pQwer of chance reigned and where, more than 
ever, the doubt in the dear and universally valid distinction berwee, 

◄ 
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good and evil increased is the spiritual situation in which the work 

of che great German writer found its true readers for the first time. (t 

was then, at the begin ning of the XX century, that the essay "On che 
Marionette Theatre", published in "Berliner Abcndbl3ttet, attracted 

incredible interest with ics enigmatic and open-ended character and 

great artistic merit, which caused Thomas Mann's admiration and in· 

spired writers like Reiner-Maria Rilke and Beckett. 
The issues the essay deals with are of such narure that they can 

be interpreted in d iffe rent mental paradigms. In rhe essay, the an· 

rhropological issue is introduced in an unexpected way; the strange 

mtement of one of the characters that the mechanical doll is more 
graceful than man, that it is superior to him, because, being de­

prived of consc iousness, it is never affected, nor is it subject to the 
law of gravity, is at first sight in the field of the aesthetic. Howe\·er, 

Kleist docs not remain in it. 
It is in rhc XVlll century chat the concept of beauty began 

to be permanently perceived as an analogy of the concept of good 
moral behaviour. The idea of moral beauty was also firmly and per· 
manenrly established in rhe mentality of rhat age in different SO(l.21 

strata, fi rst in England and later in Germany as well. The con,ep[ 

of the beautiful soul replaced the idea of moral behaviour 
111 th

c 
vacuum, fo rmed after the norms of an ethics sanctioned by religion 

began to lose their power. . lid 
The autonomous subjecr of the Enhghrenmc:nt 

1
' con all ; 

the power of reason not only to explain che world bur al,o c~Jtt!.' I 

the grounds fo r moral actions. The concept of 
th

e bc:a~L~ ,OU 

combines rwo incompatible things: the ,c:n~uou~n~~" ~l h s;:. 

ternal, with the internal, che soul: and for t
h

e men ;ri 0

~a:titul 

lighre nmenr this dichotomy is cru~ial. The .':n~:~;:\t elS di,ough 
wul has to fu lfill an important social::~; n,ca/J\ to (onn al 

It that the dry moral message can u~ · the c:·o realms of sen 

behaviour m the reader. In such a\ t connc:.:tcd 
experience and rational thought can 
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le was in every respect a remarkable phenomenon: in 
the rcladvcly brief course of only seven or eight decades, 
beauty of soul had become nothing less than a cardinal 

c-thical ideal of the Enlightenment, which in an age that re­

mained convinced that there was nothing more imponam 
than morality meant a great deal indeed. But even more 
astonishing, perhaps, than the rapidity of its adoption was 
the apparent universality of its appeal. Traversing all other 
national, culrural, ideological, and even sexual bounda­

ries, moral beauty emerged as one of the most important 
concepts defining and guiding the aspirations of countless 
educated men and women rhroughom the Western world 
to attain that suprc-mc, if elusive, goal: the good life. Dur­
ing the late eighteenth century the beautiful soul literally 
embodied the ultimate achievement of human virtue, and 
virtue - as almost everyone agreed - was the one indisput­
ably necessary condition of true and permanent happiness. 

(Norton 1985:210) 

But if the identilkation of the sensory with the idea in the al­

legory permeates the novel, if the parallel between internal and ex­

ternal beauty is readily accepted by the learned and laymen men, 

the theoretical defence of the idea of moral beauty requires special 

efforts and with his philosophical essay "Ober Anmut und WUrde• 

(On grace and dignity) Schiller gives his contribution in this re­

spect. Precisely the concept grace (Anmut) is the theme in the 

Kleist's essay. The beautiful soul is the ethical ideal of the Enlighc­

enmem and K.Je ist was imbued with it. In his life and in the motives 

for his decisions as well as in his work and in the conception of his 

characters the traces of these ideas can easily be found. 

Kleist himself admitted in a letter, written to his fiancie in 

1801, chat in his youth his personality was formed by rhe idea of 

improvement, ofBildung, which is the core of moral beauty. 

=-



KLElST'S ON THE MARIONETTE THEATRE"· q03 

!ch hinc schon ils Km.be: (mich dunkt ;i.m Rhein 

durch cine Schrifi: YO O \Xricbnd) mir den Gcdankcn angc­

cignct, di8 die \'cn·ollkommnung dcr Zwcck dcr SchOp· 
fung wire. ' ... / Aus dic~n Gcdankcn bildctc sich so ruch 
und nich cine cignc Religion, und d2S Bcsmbcn. nic iuf 

cincn Augcnblick hicnicdcn stillzustchcn, und immcr un· 
aufhOrhch cincm hOhcrn Grade von Bildung cntgcgcnzu­
schrcitcn, wud bald dis cin2igc Pnnzip mcintr Tatigkcit 

Bi/Jung schicn mir d:u cinzigc Ziel, das des Bcstrcbcn.s. 
Wahrhcit der einzigc Rcichtum, dcr des Bcsincs wUrdig 
iSt. - kh wci8 nichr. \icbc Wilhelmine, ob Du dicsc zwci 
Gcd:mkcn: Wahrhcit und Bildung, mitcincrsol· 
chen Heiligkcit dcnkcn kannst, als ieh - Das frtilich, wur· 
dcdoch nOtigsein, wcnn Du den VcrfoigdicscrGcsch1chrc 
mcincr Seclc ,·crstehcn willsr. Mir warcn sic so hcihg. d~ 
ich dic:scn bciden Zwcckcn, Wahrhcit zu sammeln. und Bi1· 
dung mir zu crwcrbcn, die !tostbarsJen Opfer brachrc. 

(Kleist 19-;"8: 199-200) 

Thereby he presented his own ,•icw, his world,·ic:W, hi\ dcd· 

sion to build a life according co a rational idea of moral de,·elop­

mem through education. Thus this early period of Klcist's life 
15 

dominated by the conviction rhar education is the wa~· to nrruc 

and the man must concern himself primarily with ca~1.ng our hu 

h,ppincss. The concept of beautiful soul d,fin<> h,s "'P"''.'
0

"' ,nd 
aims. Bur when Kanr showed him the lirnitS of rca.wn, K]ci,t w.is 

crushed: 

Vor kurzem w-ard ich mit dcr ncucrcn ~ 
Kantischcn Philosophic bckannt - und d

11 ~ ~ru: 
d:i.r-aus cinen Gcd:i.nkcn minci1cn. iflde~ "h 

01 1 

w-ird. 
darf, daG er Dich so ticf. SO sctuncrih.ltt :;.11:;: ~ 
als rn1ch. . .. \\.,.cnn 1'1c ,1:ensi.:hcn SUU dlC G<gcrt­
Glascr haucn. So wurdcn 51c uncikn rn~ and rue 
stinde, wdchc s1e dadurch crbhckcn. $ind gun 
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wiirdcn sic cmschcidcn kOnncn, ob ihr Auge ihncn die 
Oingc zcigc, wic sic sind, oder ob cs niche ctwu zu ihncn 

hinzmm, was niche ihncn, sondcrn dcm Auge gchon. So isr 
cs mir dcm Vcmandc. \'7ir kOnncn nichr cnrschcidcn, ob 

das, w.is wir Wahrhcir ncnncn, wahrhafi: Wahrhcit isr, oder 

ob cs uns nur so schc im. /. . ./ Ach, Wilhelmine, wcnn die 

Spim: dicscs Gcdankcns Ocin Herz niche rriffi:, so liichlc 
nichr iibcr cincn andcrn, dci sich ricf in scincm hciligsrcn 

lnncrn davon vcrwundct fiih lr. Mein cinzigcs, mcin hOch­
sccs Ziel ist gcsunkcn, und ich habc nun kcincs mchr. 

(Klem 1978, 199-200) 

At rhc beginning of the XX ccmury in the lircrary criticism 

on Kleist the concept of beautiful sou l received a new meaning, 
to which the essay "On the Marionette Theatre" contributed. It 
began robe read as a key to Kleist's work. Interpretations of this 
essay are certainly continu ing to appear claiming that it presents 
the aesthetic ideas of Romant icism. But as a certain anti-histor­

icism is gathering strength in literary criticism, manifested in 
the understanding that neither the Enlightenment nor Goethe 
or Schiller, nor the Romantics can offer a conceptual framewo rk 
for an adequate comprehension of Kleist, the statement about his 
isolation and loneliness in the spiritual scenery at the end of the 
XVIII century and the first decade of the XIX century is becom­
ing well accepted and dominate. Like the marionette the man 

have to find his own center - so the literary criticism begin to 
understand Kleist's conception and chis center is the Self - par• 

ticular and unique. The approach ofthe humanities (Geisteswis· 
se nschaft) that, in principle, the creative i11dividualiry cannot be 
thoroughly objectified dominates in literary critici~m. In this 
methodological context, the essay, which until then was almost 
unnoticed, suddenly acquired a special significance becau~e JC 

was accepted by its commentators as a symbolic presentarion of 
Kleist 's own views. The new meaning is formed when philosophy 

◄ 
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and literary sc ience cross at the point where exisrentialism and 
Geisteswisse nschafi meet. 

Existentialist philosophy is criticism of the Enlightenment and 
Idealism because they ignore the issue of the specific existence of the 

parricular individual here and now. Human existence in this new 
rreatmcnt has been in rhe horizon of authentic communion with 
God since it was first formulared by Kierkegaard. At the beginning 
of the XX century Kierkegaard was also discovered for European 
thought and his followers developed his idea of the synthesis be­
tween the eternal and the transient. They developed Kierkegaard in 
the frame of revision of the concept of the absolute. According ro 

Paul Tillich Exisunzphilosophit or ,,Existential philosophy'" is one 
of the major currents of German thought with long hisror)' in the 

past with different faces; 

For Kierkegaard it is che immediace personal experi• 
cnce of che individual in rhe face of ecernity, his personal 
faith-although imerprered by a moSt refined dialeccical 
reasoning. For Feuerbach it is the experience of m:rn as man 
in his sense-existence-although developed into a docmne 
of Man. For Marx it is rhe experience of che sociail\' derer· 
mined man, his Exisrence as a member of a social class­
though incerprered in terms of a universal socm•economi, 
theory. For Nietzsche it is the experience of a biologJCaU~ 
determined being, his Exiscencc as an embodiment of cht 

Will to Power-alch_ough txpre_sstd inf ~,::~f,h:;;~H~ 
Life. For Bergson it 1s t~e txpwencet~·in.'-a!tho!J&h , 1 
man's Existence as duration and crea ·. i2J 
pressed in words t_a~,n from tht rtl!7r:; 

1
:;:i~=~:k 

space. For 01lthet 1t 1s che expen::~:l sinunon· aldtouP, 
man's Existence 1~ a sptc~al-cul/,Jmt,phie.hr. J.,1.q,m ,c n 
explained in a u~1\·ersal Gr,,_,~:n oliht ~df. m.ns -wt 
the expenence of rhe mner~a<.t l~ L. dcscribt'J (11IU 

ence as ,,selfi:ran,;cend,nce _-a r H,j(Q,'t'.f t :h e•~ 
of an immantnt psycholog~- Fo 
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encc of that kind of being who is ,,concerned~ with Being, 

with his Existence as care, anxiety, and rcsolmencss-al­

though Heidegger claims to describe rhc structure: of Being 

itself. 
(Tillich 1964, 88) 

In Germany, existentialist thought was involved in the mech­
odologkal debate in the field of the humanities, which was particu­
larly intensive. Historicism is a methodology based on a specific 
worldview, which began to be perceived critically at the turn of che 

XX century. The objectivism of scholarly research and che "secret 
oflifeM constitute a paradox, which \X/ikhelm Dilthey faced. At the 
beginning of the XX ce ntury it was the great problem that caused 
the clash between th e different schools of thought in Germany. 

The encounter of existentialist philosophy with the meth• 
odolo'gical debate in literary studies determines the trends in the 
studies on Kleist to a very large extent. Literary studies turns to 
philosophy. ln this conrexr, the essay is perceived not so much as a 
text with artistic value as a symbol of the essence ofKleisc's work. 

In chis study, I am going to consider the views of Gerhard 
Fricke and Jeanne Nikolova-Galabova, who understand the essay 
in this way precisely. They are in the same paradigm - che essay is a 
symbol ofKleist's creation. 

G. Fricke was a student of Rudolf Unger, who is one of the 
most prominent figures in the Geisceswissenschafc. le was he who 
formulated the opposition Enlightenment - Romanticism, ratio· 
nalism - irracionalism, and gave an impetus to studying German 
cultural history in this opposition . This anti-Enlightenment line 
found support in the general feeling of a crisis in traditional val· 
ues at the beginning of the XX century and, consequently, ere· 

aced the prerequisites to understanding Kleist in a new way. His 
youth, the years before the so-called Kam crisis, which was under 

the inRuence of the ideas of the Enligh tenment, began to be ~e· 
garded as a steel press weighing down on the real Kleist, who dis· 

-
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covered himself by managing to denounce his •religion of reason~ 

R. Unger distinguishes between comem that can be learnt 

md content that Aows from individuality itself and can only be ex• 

pressed symbolically. It is here that the distinction is made berween 

[he old approach of literary criticism ro Kleist and rhe new one. 

The traditional one uses concepts such as worldview and follows 

[he change from an Enlightenment worldview to an idealistic one 

in Kleist's development; che new one uses the idea of essence and 

external inAuences, which can only conceal the internal movement 

of the real essence. Gerhard Fricke is Unger's student, but radical­
izes his ideas. His book Gifzihl und Schichal bei Heinrich von Kle,Jt 
(Feeling and Fare in Kleist), published in 1929, had a very power• 

ful impact and was quickly established as a new approach. foreign 
German studies, which did not accept the value opposition En­
lightenment - Romanticism uncritically, could nor ignore Fricke's 

new approach completely. In Bulgaria, the critics who wro[e about 
Kleist till 1944 eicher followed him closely or, in rhe case of Jeanne 
Nikolova-Galabova, engaged in a debare with him. She rakes a 
critical position against rhe opposition Enlighrenment - Roman• 
ricism and despite accepting his network of concepts she en~ow5 

them with her own meaning. Moreover, she also uses Fricke 5 ke,· 

concept, the feeling, a~ the cemre of her conception - Der S,rg ~n 
Gefi4hls (The Victory of Feeling) is rhe tide of her research. pu I· 

lished in 1940. In order [0 determine her posmon lt IS not ?n; 
necessary ro compare her interpretation of Kleisr ·s char2cten wi 

Frickc's, not only ro point our the explicit difference:. and d1s.1~: 

ments, which she does by quoting Fricke, bur also[: mterr,:;dr; 

different meaning of the phrases in her text w~cn t ~y;;..,rol:,c 
quorarions by him. There isanoth,crsig~:~:::da~:;~~ca K f 
considered: Fri~ke accepted_rhe Nazi ~~cfronc ot htcr.a.rY ... nClC 

ficial figure, which _placed h~m at 
th

e raficauon of the dHfcrcn« 
The aim of this study, is the ;: Fncke .a.nd Jc.attn< J,; :1 

the conccpuon of man b) Gerha 
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Galabova as a start poinr of the literary criticism. I will limit myself 

to only methodological situation in the beginning of XX century 

but I believe it has a continuation in so far as the two trends, for 
and against the Enlightenment, remain debatable. Meanwhile, the 

very paradigm, to which Fricke and Jeanne Nikolova-Galabova be­

long, fails to see the artistic side of rhe essay, as I have poinred out 

above. They consider it entirely in a conceptual aspect. Bur what 

remains outside their paradigm is the look people exchange when 

communicating. From this aspect, from the look face ro face in rhe 

conversation, I see the possibility for interpretation beyond oppo­

sition content - form. 
The literary criticism of chat period permanently established 

uearmems based on thinking in oppositions, in dichotomies, 
amounting co juxraposing the rational and irs antipode, the irra­

tional, this category standing for rhe essence, the powerful driv­

ing force, or as Schopenhauer formulates it, opposing the will rn 
the representation or in Nietzsche's terms: Dionysus to Apollo. In 
chis context, Kleist is seen as from the site of Dionysus: He is rhe 

modern author who embodies the tragic convulsions of XX cen­

tury Man. Living at the turn of the XVIII century, he denounced 

the rationalism of the Enlightenment, the sensitivity of Sturm und 
Orang, the exoticism of Romanticism and turned, like S0ren Ki­

erkegaard, to his own existence. 

One moment in his biography, the so-called Kant crisis, is 

commented on differendy by Fricke and Jeanne Nikolova-Galabo­

va. In a letter to his fiancee Wilhelmina, written in the winter of 

1801, mentioned above, he described the effect of The Critique of 
Pure Reason as a turning point in his life, when che confidence he 

had in reason was undermined, when the aim giving meaning to his 

life suddenly lost its value, when he was lefi without "his religion•. 

That moment acted as a catalyse for che internal process of find­

ing his identity and the path co his becoming a writer was open. 

His very biography seems to mirro~ the spiritual situation in rhe 
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fim decades of the XX cc:mury: reason is deposed; it is powerless 

ro give directions in an incognizable world. Kleisr became om: of 

rhe most vivid examples of the deep confusion caused by Kant's 

Critique by introducing the concept of things in themselves. The 

world of phenomena is only cognizable:; the subject with the a pri­

ori forms of time and space creates a world from chaotic sensory 

data. The noumenal world is incognizable in principle:. Tims a line 

is drawn between the world of necessity and the sensory and the 

world of freedom and morals in Kant's universe. With his third 

Critique, ]be Critique of the Judgment, Kant is trying to build a 
bridge between the first rwo. But the analogy berween the world of 

reason and the world of morals is stronger for Kleist. If the human 

being has access only to the phenomenon bur nor t0 the esse~ce 
and this dichotomy refers to the: moral as well, all effom to, bmld 

a personality, focus ing life on Bildung are furile and ~em d,d,not 
see any other aims before: him. Some authors e,•en claim that Kant 

drove Kleist to committing suicide in 181 l. 
Goethe's and Schiller's, Friedrich Schlegel's and :--:o,·ali~s 

contemporary he: like HOlderlin, occupies his own independ­

ent place. In his 1/fe, circumstances mer and connecred hrni wir
h 

represematives of !are Romanticism, whose spiritual amtude ;d 
anistic quests are different from his. (Silz 1929} Hi~ tcla_w>n 

1P 
with Goethe was complicated. On Klein's pan. it ranged from rec 
ognirion as an authoricy whose approval was of nul rniporunce, 

recognition which contained in itsdf Klei~r\ eodea\"O~r riJ sUrpn,$ 
d er On Goethe 1i p.an, U •" 

Goethe.' to pro:ound bitterness ~n- angf rhe ..:omedy fJt-r u,l,r«h 
distancing, an mappropnare revision° rforrnance, and a t"ttlm 

nt Kn,g, which led to _rhe F.ulure oft~:~ Ptntl,e,dta. b;da mg 
?f indignatio_n and d~rnay afier re: rheg manuscnpt, "h ~ 
Damned art1fi.cial1cy! Goethe burn 

had sent wit~ a_moving ded_icarion6rst decades of rh<- X..\: c rury 

Existennahst thought m :hew lKh u cntk-lscd :1-ae 
was based on two ideas, rhrou~h 
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ment. First, che issue of primary importance is not che essence; it is 
existence, specific, individual and concrete. Secondly, it is not rea­

son that can give adequate knowledge about existence. The search 

for the metaphysical Gestaltdeutung in German literary studies 
stems from here. Th is metaphysical rea li ty refe rs to the unique and 

the specific, to Kleist's existence here and now, whic h cannot ad­

equately be expressed through concepts. To designate it, Fricke uses 

the concept of the feeling. With th is idea he denounces the con­
ceptions of the Enlightenment about the subject as well as those of 

Idealism and Romanticism and his state ments gain the ir meaning 

through the catego rical rejection of the ideas of the XVIII century 

because of thei r universality and abstractness . 

Acco rding to Fricke, the metaphysical nature of the Self is in­
accessible for the rationalism of the En lightenment, because it is 

characterised by the conviction chat the Self can dominate over 

reality through reason and, consequently, all the issues connected 

with the Self's lack of confidence when faced with chance are for­

eign to it. 

Daher warder Lebensplan keineswcgs cine Art fix und 
feniger Emwurf zum rationalen Aufbau des empi risch­
bii rgerlichen Daseins, wie es nach der aufklarerischcn Deu­
tung der Fall scin mii!ste. Denn fii r die Aufklanmg besrand 
ja die rdigicise Problematik der Freiheit: die Bedrohung 
des !ch durch den Gcgenstand und den Zufall noch gar 
niche. Sic war, im Bcsitze der Ratio, der Herrschaft iiberdie 
Wirklichkeit gewiB, deren ~rationelleH Meistcrung sic als 
ihre Aufgabe cmpfand. 

(fock, 1963, 9) 

The "life plan 6, which Kleist believes has to lead him, because 

the maturity of an autonomous subject manifests itself in his abil­

ity to make his own destiny, is a concept that seems to demonscrarc 

the ideas of the Enlightenment in Kleisc's worldview in this period 
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of his life most dearly. Fricke argues against this interpretation and 
believes that, as this "life plan" has no empirical aims, it is a tcstimo· 
ny to Klcist's idealism. According co Fricke the incorrect intcrprc· 

tation in the literary criticism on Kleist was due to rhe confusion 
of aim and means; the aim is idealistic but the means arc rational. 

Kleist suchte jencs idcalistische Ziel auf dcm rcal­

isrischen \'ifege, auf dem \'(/ege dcr wissenschaftlichen 
\'erriefung und Bew'altigung dcr Gesamtwirklichkcit zu 

errcichen. (Fd,k< 1963, 10) 

Kleist left his military career and decided to devote his life to 
science. Conscquendy, Fricke docs not accept an interprct.ation 
which uses the concept worldview; he docs not see a change of 
one worldview with another in Kleis[°s spiritual journey. He aims 
to clarify a constant attitude in Kleist, the search for •che eternal 

meaning of his existence here and now in his specific being". He 
calls this search a vital feeling and fills it with metaphysical mean· 

ing: 

Kleists innercs Anlicgcn bci dcm Lcbcnspbn &it so 

unauflcfarcrisch wie mOglich und schcinb:r.r ganz 1dcahs· 
tisch: Er will, untcr \'crachmngaller bioS emp1ns.c:hcn und 
rdacivcn Zwcckc. den cwigcn Sinn scincs Da~•m ~~den; 
/ .. ./ die Gewi8heit des Ewigen. die \\';1.hrhci1. dies \\ort in 

ei nem absolmen und rcligi0scn Sinn \•er;unden. Fricke !963 9 IO) 

Er bciteh1 darin, daS die hage nich Gott, n34--':a de 
'X'eh und nach dcm Ou unter , olligcr infi<rc"r .\uf~ 
der idcalistischcn F.rkenntnl' Jes E.., igen als dn l]n~ 
ingten auf dem Boden de\ ruc.hiJcah,us•.:hcn Erlcbnllld 

der Urreahtat des kh neugC'Sldlttsl f,i,,.ke 1963 lGI 

-
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Das Ich des ldcalismus ist zulctzt ,,rein~, d. h. cs ist 

cine Idec, cin idemischcs Prinzip, dcr lnbcgriff dcr idcalis­

tischcn Entdcckung des Ungcgcbcncn, Transzcndcmalcn, 

des Un-gcgcnsc:indlichc:n.Klcist abcr konmc auf Grund 

seines nachidcalistischcn - diescr Bcgriff im prinzipidlen, 
nkht im zcirlichcn Sinnc gcbrauchr - Erlcbnisscs dcr Ur­

wirklichkcir dcr mc:nschlichcn Exisrcnz dicsc idealistischc 

Schcidung von c:mpirischcm und rranszcndcnralcm, also 

,, rcincm• kh i.ibcrh:mpt niche vcmchcn. Denn dic:sc Schei­

dung - die Vorausseczung dcr idcalisrischcn LOsung - isr 
ja sdbsr nur dcr Ausdruck dafiir, daG dcr Idcalismus, die 

Exisrcnz i.ibcrspringcnd, vermindn des rdncn Dcnkcns 
das konkrctc, wirklichc !ch in das abstrakt-allgemeine, das 

uanszendemale Prinzip eines ,,lch iiberhaupt~ aufgelOst 

hat. 
{Fricke 1963: 35) 

Jeanne Nikolova-Galabova rejects chis articude. According to 
her, "Kleist looks for a manifestation of the eternal in his life and 

believes that every person has to find thei r eternal purpose in life, 
destined for chem by God. At first he looks for it through reason, 
but after his disappointment with reason, he assercs the feeling as 
the only means of communion between Man and God. Man fi.nds 

his purpose in life through the feeling." (Nikolova 1940: 23) The 
feeling in Jeanne Nikolova-Galabova's conception is a means of 
achieving being, for Fricke it is being itself. \"ife also find chis major 
difference between Jeanne Nikolova-Galabova and Gerhard Fricke 
in the interpretation of the essay "On the Marionette Theatcr~­

Boch of them accept it as a key co understanding Kleist's work; for 
both of them the external world cannot cause the absolute feeling, 
the discursively inexpressible metaphysical centre, to hesitate. In 

this sense, the marionette is a symbol and an idea. 
According to Fricke, content, referring to the innermost es­

sence, to "the invisible ce ntre of his work", can only be conveyed 

through a symbol. It is impossible co reach ic through an ab5cract 
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concept, through logic or psychological analysis. According ro him, 

the: c:mirc: value: of the: essay is in symbol of the: marionc:uc:. 
According to Fricke:, when Klc:iSt begins to theorize:, when he: 

dc:vd ops his thoughts on his work, they arc: mostly ambiguous. In 

order to be: understood they have: to be: included in the: hc:rmcnc:utic 
circle: and robe: referred to this symbolic centre, which, on its part, 

can be: clarified only if all Klcist's works arc included as wdl as his 
lc:ttc: rs and any other testimonies to his spiritual life. Thus the: essay 

here: co nstitutes an illustration of the method of the humanities. 
The centre is the secret reality of the Self. It is the source of 

everything. A ccncrc which docs not equal the finite but has meta• 
physical character. The centre or the soul is the opposite of the: sen• 
sory and the finite and, in this sense, belongs to the world of ideas, 

to the intelligible, to the infinite: 

Dies Zcncrum isc die gchcimnisvollc, vcrborgcnc 
Wirklichkcic des Ich, dcr .Scdc·, wic Kleist sic hicr und 
:mch sonst ncnnc, dcr ~cll .1.llcs Schmcrzcs und .illcr Selig· 
kcit. Um sic krciscn die Symbolik und .illc Gcd.inkcn des 
Aufsaczcs. Es i\t ,1.n jcncr Glicdcrpuppc dcr gchc1mniwollc 
Schwcrpunkt, dcr doch nicht cin Tcil wic .illc .indcrn Tcilc 
ist. sondcrn die unsichcb,uc . .1.llm;ichtigc Miuc. die alien 
cndlichen Teilcn wic dem cndlichen G.inzcn gcgcnubcr 
cine unendlichc Bcdcumng h.ac . .ahnlich dcr die Kr.ilt dcr 
Schwerc Ubcrwindendcn .Sccle • dc1 GcwOlbcs 

(fm;kc196.'\:J50•151) 

Herc Fricke u c, a wmhol, the •soul• of the: arch, whu:h 

Kleist mcrodui..c'> 1n a lct;er to his "\tcr ;again dramam . .1.lh, as ii 

da\h between 1wo for ... c , his inner we: c.ach part of the: ar h 
i~ trying 10 tall on 1he Mttngth of the law <•f grmtv but du: .an;h 

dtles not ,olbpsc .\1.cording co Fnckc, thu innermost rul1ty 

whi,h 1.,rnnot be oh1crn!icd complc:ccly through the f.am V 

term~ of p\),hofog), 1.c. pa1mv1sm 1s p<J"'Crlc here. c.an at le.alt 
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be defined through its action. Fricke defines it by the formulation 

~holy absolutely specific law of the entity". The separate personal­

ity, being concrete and unique, is also absolute. It is absolute as 

far as it remains true to itself. Remaining true to itself, it possesses 

~infinite anti-gravitational force". This conception of the person­
ality has had different metamorphoses through che ages and we 

can find it as early as Plate's Dialogues but here, compared co this 

long tradition, it appears in a modified form: the absolute is a 

personal existence and not a look inside and then upwards as it is 

in Saint Augustine, nor is it a reality you confront face to face as 

it is in Pietism. It is because it is the absolute, i.e. the sensory and 

the accidenral cannot affect it, that it is capable of overcoming 

Man's finiteness or as Fricke prefers to put it: "the infinite anti­

gravitational force" and "the ability to remain true to itself" mean 

that the soul overcomes "all laws of finiteness". 

This way of thinking combines the abso lute and the concrete 

in one entity, the unique Ego. Indeed, the Ego is no longer a means; 

abmact ideas are not substantiated through it. Ethical imperatives 

are dry and fruitless until they are transformed inro this innermost 

reality. The subject-object relationship is rejected because some­

thing that cannot be objectified in principle is given as the "object• 
of thought. 

Can the subject view itsel f as an object? However, another 

type of cognition, the symbolic one, is possible. 

Mr. C, the protagonist of the essay, is a well-known and re· 

spected dancer in the opera, who is fond of the marionette theam, 

a street art, and arouses the narrator's interest in ic. He introduces 

the transcendental concept "soul", describing the mechanism of rhc 

marionette, but he also means the man moving the marionette. Ac· 
cording to Mr. C, the relationship between the doll and the man is 
not purely mechanical: 

Kcineswegs, amwortere er. Vielmehr verhalren sich 

die Bcwegungen seiner Finger zur Bewegung der daran 
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lxfc~rigtcn Puppcn zicmlich Liinsrlich, crwa wic Zahlcn zu 
ihren Logarithmcn oder die Asymptore zur Hyperbd. 

{Kleist 1978:i.: 475) 

In mathematical terms, Kleist introduces the concept of infin­

ity because the relation between the numbers and the logarithm 
is one of convergence but never of complete coincidence. In orher 
words, Mr. C says, again in the idiom of mathemarics, that the re­

lationship is not mechanical; it is not a relationship of cause and 

effect, a relationship of necessity. 
But it is also perfectly clear that the introduction of the con­

cept of the soul is a matter of viewpoint. The phrase "the realm of 
mechanical forces" on analogy evokes its antipode, the phrase "the 
realm of freedom", i.e. the world of ethics and moral choice. 

Relativity is an issue Kleist was interested in and concerned 
about after Kanr introduced rhe concept of rhe things in them­
seh·es. He discovered it as an issue in ethics and asked himself 
whether rhere could be absolute evil in rhe multifaceted human 
world; he also found relativity in distinguishing berween good and 

evil. 
The human world is multifaceted in its essence, the viewpoints 

are different but is total nihilism possible? Even in his early essay on 
happiness he studies how farrhe doctrine of mi~anrhropy might go. 
And he asks himself if the soul can be so big as to encompa\\ the 

hatred to rhe entire world 
Ir is necessary to emphasize ch.at the posS1b1lit) of d1tfercnt 

viewpoints in Klei~t i\ not only a \tatemcnt hm Is numt"etcd as a 
principle in hi\ work: we find the ackno" lcd~cmcnt of the u1st 
cncc of a different viewpoint m the very \tnu .. ru1c of the unfolding 
of the text. ~fr. Chas h1, own 1Ju about •the path of thi: -wur 1n 
the manonc:nc\ dance but dus docs not prevtnt hun trom accept 
ing hi\ imc,l0<utor' pamt cf ,·1cw, n lS pm 1bk. one c-.an the 
marionettes onh· as a mclh101~, mmcJ by the rummg ah.and c 

like a street org1n. 
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According to Fricke, the differcnr points of view are cr;md. it 
is not only that the dialogue turns into a monologue but also the 
boundary between the categories of tht: mechanical and the human 

is erased. The marionette srops being an object and is only a symbol 

of the soul. To clarify chis positive thought about the force of the 
"centre" Frii.:ke uses the explanation of its opposite, to put it figu­

ratively, what delays the inAucnce of the centre on the marionette 
or makes it impossible, what interrupts the immediatt': security of 
earthly predestination and, by doing so, the infinite power chat it 

should be fulfilled. Kleist call\ it: consciousness, reAection, knowl­

edge. affectation. 
Actually, the unhindered action of the centre in the marionette, 

the fact thar the centre of weight of the movement always coincides 

with the moving force makes it different from Man. "Conscious­

ness, reAection, knowledge and affectation" are possible only in the 

human world, in society. 
Mr. C answers his interlocutor's 9uestion about what the ad­

vantages of the marionette over the human dancer are by pointing 

out two: the marionette is not affected and is not subject to the law 

of gravity, because the force that raises it is more powerful than the 

force of gravity. 

Der Voneil? ZuvOrdem cin negativcr, mcin vorrrcffii• 
chcr Freund, namlich dicscr, daB sic sich nicmals zicrtc. -
Denn Zicrcrci crschcim, wic Sic wisscn, wcnn sich die Scclc 
(vis matrix) in irgcndeincm :mdcrn Punktc bcfindct, als in 
dcm Schwcrpunkr der Bcwcgung. Da dcr Maschinisr nun 
schlechrhin. vcrmiuclst des Drahtcs oder F:adcns, kcincn 
andcrn Punk-t in seiner Gewalr har, :i.ls dicscn: so sind :i.lle 
iibrigen Glieder, was sic scin sollen, tot, rcinc Pendcl, und 
folgen dcm bloGcn Gcscn dcr Schwcrc; cine vorrreffiichc 
Eigenschaft, die man vergcbcns bci dcm grOfksccn Teil un· 
srcrTanzcrsucht. 

(Kkist 1978" \76) 
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To sound more convincing, Mr. C gives examples with the per­

formances of specific dancers bur the essay does not have the nature 

of a theatre review. On the contrary, the miStakcs do not refer to a 
specific dancer but to the human race. We have eaten from the tree 

of knowledge and paradise is closed to us. The biblical event is not 
narrated in Klcist's essay; it is portrayed like the scene of the origi­
nal sin from a painting. Instead of Adam and Eve, it is we, the peo­
ple, who ate from the tree of knowledge and were expelled from the 
Garden of Eden. The way back is closed and we will not be allowed 
in by the angels so we must find another way to return to Paradise. 

Solchc MiBgriffe, scme er abbrcchend hinzu, sind 
unvermddlich, seitdem wir von dem Baum der Erkennt· 
nis gcgcsscn habcn. Dach das ParJdies ist vcrricgclt und 
dcr Cherub hinter uns; wir mi.isscn die Reise um die Weir 
machcn, und schcn, ob cs vielleicht von himen irgcndwo 

wicdcroffcn ist. 
(Kleist 1978:i: 476) 

In Mr. C's words, Kleist, in his maximally concise way of nar­
rating, presents a belief in rhc development of che world, shared by 
many of his contemporaries, who, JUSt like him, arc under Rous­
seau's influence. Man is good by namre, bur knowledge, c1v1liution 
and property corrupt him. A belie fin achieving a fumre state ofhu· 
maniry which will fulfill the high aspirations is al\o widespread and 
all efforts arc direetcd to this end. Yet, at chc rime Klci}t wrote. the 
essay chc enthusiasm of>.."Vlll century Enltghccnmenc had waned 
and rhc idc:as for :a new humamtY, the ~-called 1deal1 rn..: human· 
ism, ga\·c way to n:ationalist confr~nuuon. HoY.c,er, 1n the field of 
mor:al thought, Rous«:au's view of \bn 1\ conrra .. rcd wuh the o!d 

morali\ts' ,·iew\ a,; well as with Hobb 's VICW of \bn being rvil by 
nature. Fnckc's commcnt:ary on this p.aspgt trom the essay J,ffm 

from what Klein wrote. 
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Kleist erw:ihnt den Siindcnfall, dcr die Mcnschcn, -
wic er cs in charaktcristischcr Um kchrung von Grund 
und Folgc sagr, - durch die Erkcnnmis, d. i. durch die Be­
wujltheit ihrcs Handdns, bOsc machte. 

{Fricke 1963: 151) 

According to Fricke, Kleist confuses cause with effect. In or• 
der to maintain this he bases his conclusion on the premise that 
people are bad and as a result of this they have consciousness. This 
is a view which resembles Hobbs's and is dominant in one of the 
trends of XX century existentiali st philosophy. Abandoned in his 
depravity, Man reclaims his being by overcoming the reAecrion 
which objectifies everything. Reflection is contrasted with feeling, 
as a primeval source of being and not as a specific feeling felt at a 
specific moment in contrast with another specific moment. Conse­
quently, according to Fricke, reAection belongs to finite conscious­
ness whereas feeling belongs to infinite consciousness. ReAection is 
mediated through concepts, without which it is impossible, while 
feeling is spontaneous. Respectively, the Self which has achieved its 
existence, "an Self at one with itself, existing through the absolure 
in the feeling of its earthly predestination" and the psychological 
and empirical Self are two opposite states: the gracefulness of the 
marionerte and the young man who has lost his gracefulness and 
is consciously trying to repeat his spontaneous gesrure in front of 
the mirror in vain. Fricke contrasts the absolute Self and empiri­
cal Self not only because of his methodological ambition to reject 
the conceptions about Man of the previous philosophical doctrines 
as untenable but also to establish as an ideal a new version of the 
beautiful soul, the Self which does not allow chance to destroy its 

spontaneous confidence in itself. 
Fricke's debate with Brockman is quite indicative. The beauti­

ful soul, the marionem: is only subordinate to its internal moving 
fo rce. Everything that comes from the outside belongs to the cate· 
gory of reAection. Fricke studies che Self as standing "in front of the 

◄ 
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absolute: question of its predestination'" as an existential problc:m 
instc:ad of the concept of"\ifc~ introduced by Dilrhcy, with which 

he seeks to overcome Kant's dichotomous concept about Man as 
belonging to two worlds: the world of the senses and the world of 
reason, instead of the formulation of the wholcnc:ss of the subject 
as Gc:samtzusammc:nhang des Lcbcns. When Fricke uses expres­

sions such as" the unconditional in religion•, he docs not have: in 
mind the rnrning of the subject rowards the transcendental but the 
inrcnsity, the total absorption of the Sdfby the solution of irs exis-

tential problem. 
The stories included in the essay, arc also read by Fricke in the 

light of the symbol. The conception of Schiller, Schlegel and No­
valis about the future of mankind, which is a possible context for 
the understanding of the cssay, in Frickc's interprctation lose:~ its 
uropian character as an aim of rhc dcvdopmcnt of mankind. But 
basing his approach upon the symbol as an instrument for gain­
ing knowledge, he loses all access to the rext as fiction and his in­
terpretation discovers what it has used as a premise. The soul. the 
pure feeling, rhe infinite consciousness, all these concepts scn·c to 
name the absolute in the concrete as an ideal. For Fricke there I) 

no fu ndamental difference whether erasing rhc boundary bcrween 
the absolute and "finite consciousness" is achie\·ed after a period of 
"self-lost or, a.sit is with some ofK.leist's characreo, mO')t ob\·iously. 
with Karhchen, the pure feeling remains resolutely independent ot 
the outer world. And here lies the fundamental difference bcrwccn 
Fricke's interpretation and the interpretation of Jeanne' ~ikolo\"2• 
Galabova. According co her, the features of the beauntul ,oc! ""

d 

the grace of the marionette are not bcarcn of thc dramam. n,.tl!R', 
by ,hem is impossible ,o aca« • <"g,c<onR"'· K,ch,hcn ,,.c1,,r 
acter belonging co rhe world of fairy t~lc\; Herm.an 

11 
.a c~-icr 

from a play which Kleist created to (Cr\·c the ,pc1..1hc h1st0ffi. ; 
ment. In o:her words, the~ protagnnisu •ho~ ,llua:r:auvc 

O 

~ 
notion of the beautiful ~ul. which the eonrctnporat'V YkW'Cf 
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reader finds most difficult to accept, are created as an illustration 
of a rhesis, not as dramatic characters. For Frike there is no differ­

ence between these ideal characters and the others who walk their 
tragic paths to find themselves, more rarely in life, more often in 

death. The mucrnre of the human soul resembles that of the mari­

onem:. Finding the existence means to remain true to yourself with 
your absolute feeling. The metaphysical reality of the soul is the es­

sence and only it determines the moral ideal. For Jcanne-Nikolova 

Galabova, Kleisc's Man belongs to two worlds: that of the senses 

and chat of intelligence. Neither of chem can be reduced with re­
spect co the ocher, che marionette's grace is an ideal, not the reality 

of the human world. The feeling has its absolute dimensions in this 

ideal even when it is a feeling cowards a concrete other. 
According to Fricke, Schiller's concept of the beautiful soul, 

as long as it aims to overcome the dualism between the senses and 

duty, is also a concess ion to the empirical world and the beautiful 

soul cannot play the role of ideal by icsdf. In his philosophical• aes· 
thccic texts Schiller rrics to save the ethica l ideal of the Enlighten· 

mcm. He introduces the notion of grace co designate the merging 

of beauty with the world of freedom or that of morality. Kleist be­

longs to the generation which comes after Schiller and in his early 

essay about the sure way towards happiness shows continuity (vir­

tue is happiness) as well as a certain distance from Schiller. In MAuf• 

sacz, den sichern Wcg des Glilcks z.u finden ... " (1798) to present 

his concept of happiness more clearly, he gives an example with che 

pleasure and delight that the beautiful sou l feels when contemplar­

ing ics virtue, its moral acts. This look of inner contemplation re­

sembles the structure of the marionette. 
But the young Kleist is very different from the Kleist one year 

before his suicide, when he wrote the essay about che marionette 

theatre. Docs refl ect ion mean to hi m only the intrusion of reason 

destroying the spontaneity of art, an idea familiar from the aesther· 

ks of Romanticism? \V/c have to read the essay not only as a text in 
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which views are put forward , but also as a narrative. Then we will be 
able to ~cc all gestures and movcmentS of the looks exchanged be­

tween the two characters, which, together with the spoken words, 
represent the conversat ion , which is che event the essay is about. 
Each character tells his story; and the look of the other, which de­
stroys the spontaneity and grace, participates in these stories within 

the story. The logic of the objectifying look can be traced here. But 
apart from this logic there is also another one, char of the story, in 
which the speakers have to support each ocher, so char the conversa­
tion can rake place, so chat neither of chem will lose interest or the 
necessary dose of rrust in the words of the other, in order to see chat 
th is makes sense in continuing the conversation. Herc too, every 
precipitated decision can lead co the breaking up of the conversa­
tion. That is why, I regard as an essential dcment in the develop­
ment of the text chc moment in which each character, in his turn, 
discontinues his support and directs his supporting look rowards 
rhc earth. It is human to wait before raking a decision, because nei­

ther supporr nor self-confidence can be absolute. 
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ToAKOBaHll:ll II HHTcpnpcTaQIIH )CCC f c11p11xa lfio11 KAci"1cn .o TCa-

1pc MapHOHCTOK~ B xx BCKC npoH3BOAJIT BTTC'laTACHHC KaK CBOIIMII paa 

11006pa3HCM H pa311011anpatMCIIHOCTblO, TaK H TCM, 'ITO onpCACMIOJ.UIIC 

ltx B3fA11Abl O 'ICi\OBCKC B3amrno HCK,\!0'13IOT Apyr Apyra. J,b nccrpoii 

Kapn!Hbl pa3Hb1X MftClnfil, orpa)l(a!OUJ,HX H MCT0AOA0fll'-ICCKOC MHO· 

roo6pa3HC:. I! MC:TOAOAOfll'-ICCKIIC Ko11<ppo11ra1.vm , 8 cran,c OT'ICTAIIBO 

06oa11a'1Cllbl ABC AHIIHII. nepB:1.J'I AHlll1JI cq>oKycttpoeaH:I. H:I. nowmrn 

~rpauiut H nepeoCMblCAIIB:l.eTnOHJITIIC lllttAAepa O ,,npeKpacttolf Aywc". 

PaCCMOlpCHbl Tp:1.KTOBKII f. <l>p11KC H )KaHbl HttKOAOBOl°1- fblAbl60BOli, 

01111 npCACT:I.B/vllOT Ty JmlCTCMOAOrH'ICCKYIO AIIHHIO, KOTopa,i 11:1.'IIIH:I.JI 

C 6116.\Cl°ICKoro rpcxon:I.ACHIIJI, OTKaJblBaCT 'ICAOBCKY B BOJMO;KHOCTH 

11CHOro BHACHIIJI CfTH, KOTOpoi"i HCAb3JI AOCTH'lb nocpCACTBOM cy6bcKT· 

061icKTHoro OTHOlllCHl!jl, BTopa.11 AIIHHJI pacCM:1.TptteacT 3CCC K.-.citcn B 

nr.anc AHCKypca. 8 CTaTbC npCAAaracTC.11 HHTCpnpcTa1.111,i, 4>0Kyrnpy10• 

U1aJ1CJ1 Ha BJr!vlAC KaK Ha MOTHBC B TCKCTe 3CCC, C HOBb!M aCI\CKTOM, BBO· 

AlllUHM cy6bCKT-cy6-bCKTHOC OTHOlllCHHC. 
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