AATSEEL KEYNOTE SPEECH

LINGUISTICS AND POETICS AND SOME OTHER
SMOLDERING ISSUES OF LITERARY ANALYSIS:
AN AUTO-HEURISTIC STUDY!

Alexander K. Zholkovsky, University of Southern California

1.1. The reason I'm holding forth from this high pulpit is that I was last
year’s recipient of AATSEEL’s prize for Outstanding Contribution to Schol-
arship. Which is not only flattering, but also handy: I get this exclusive
opportunity to speak to all of you, no panel competition—for a spacious 50
minutes —and then have my paper published in SEEJ—promptly, rather than
in years,—and, last but not least, without censor... oops, peer review.

Which calls for massive gratitude. This is not an Oscar ceremony, so I will
refrain from listing my relatives, wives and other significant others, friends,
Romans, countrymen, mentors and co-authors —the many people who had a
part in my deserving the award.

Let me just thank:

— Fred White, my former graduate student, who nominated me;

— Irene Delic, the emerita editor of SEEJ, for my recent professional visi-
bility;

— Barry Scherr, who wrote a comprehensive review article of three of my
monographs?;

— Igor Pil'shchikov’s editorial team and my USC colleagues headed by Tom
Seifrid, who made possible a hefty Festschrift on the occasion of my eighti-
eth birthday, and all forty of its distinguished contributors;3

—and, of course, Kevin Platt and the entire award Committee.

Thank you all! I am honored and humbled.

1. T am grateful to Stuart Goldberg for painstakingly de-Russifying my English.
2. See Scherr 2015.
3. See loffe et al. 2018.
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1.2. Having said that, I was surprised — pleasantly, but challenged with fig-
uring out what happened: whether I did something right—or the Committee
went wrong somewhere and didn’t know what it was doing. Well, it’s our pro-
fessional task to interpret enigmatic texts and that’s what I’ll undertake —at
the risk of intentional fallacy. Hence my subtitle, “An (auto)heuristic study,”
i. e., in plain Greek, “What kind of eurekas do 1 go for?”

When I first came to these shores—actually, to the other coast—40 years ago, I was that rare
bird, a dissident rescued from the Soviet claws, and as a result on friendly terms with one of the
principal rescuers, the Dean of Cornell’s College of Arts and Sciences, a distinguished Romance
scholar Alain Seznec.

And one day, he asked me how I liked teaching at Cornell. I said I loved it but was surprised
to discover that I preferred my undergraduate classes to graduate seminars, contrary to what I
had expected looking from Russia.

“Small wonder,” he said, “just think who your undergraduates are. They are a cross-section
of the student body of our Ivy League school —future lawyers, doctors, businessmen, the cream
of the nation. And your average grad students? People who have settled in advance for a miser-
able $20,000 as their first annual salary. [Remember, we are in 1980!] All they care about is tak-
ing notes in class in order to become a pale copy of you.”

A rather sobering estimate by a major scholar in the humanities, who must
have known what he was talking about. Sobering, and feeding right into what
I’d call our profession’s inferiority complex, which, I believe, is at the root of
its problems.

All my life I have tried to overcome it, and the prize I have received from
you certainly helps. There is also the temptation to take seriously the stu-
dents’ alleged mimetic desire—and to share the secrets of my trade. The
question is of course what is that “I” that the students, AATSEEL and myself
are dealing with?

2.1. For various reasons—my natural predisposition, my original linguis-
tic training and the influence of mentors—I’m interested in what and how
texts mean. And how they make the process of meaning/understanding so
pleasurable, the proverbial plaisir de texte.

Linguistics is relevant to literature in two basic ways. One is that language
is literature’s medium; the other, that literature is itself a sort of “language,”
a sign system, and thus linguistics and semiotics provide useful models for
thinking about it.

Language and linguistics are the closest—if seemingly poor—relatives of
literature, which is not a visual art (see Lessing), nor primarily an ideological
one. It is a verbal art. Verbal, and therefore very linguo-centric.

2.2. To articulate my other core belief, let me start with an old, Soviet-era
joke.

A husband and wife celebrating their golden wedding are asked how they managed to live
peacefully together for 50 years. “Oh,” says the wife, “from the start, to avoid conflicts, we di-



Linguistics and Poetics: An Auto-Heuristic Study 157

vided all the issues into minor (melkie) and major (krupnye), with me deciding minor ones and
him, major.” —*“And which issues are minor?”—“Oh, whether to have eggs or porridge for
breakfast, have the stove repaired or buy a new one, spend the summer at the dacha or in
Crimea, send the kids to a special school or a regular one, whether my husband should change
jobs or...” —“4 krupnye?” —“Well, those are the really big ones, say, whether the Dalai Lama is
to return to Tibet.”

Well, I tend to identify with the domineering wife, not the intellectual hus-
band. The “minor” issues end up quite big but can well be resolved at the fam-
ily level, whereas the major ones are so grand they are way beyond the fam-
ily’s practical reach, noble as they are. I firmly prefer melkie.

2.3. Because they are not melkie at all. It’s once again our inferiority com-
plex and lack of professional dignity to think they are insignificant, boring
and undeserving of attention and that only big philosophical issues, political
institutions and fashionable “isms” can lend them worth. (As a colleague
liked repeating, “All isms become wasms.”)

I go for minor issues because, in the words of Jean Giraudoux, “I find
enough depth in the surface of things.”

2.4. Where does the discreet charm of major issues come from? Fact is,
plagued as we are with a professional inferiority complex, we look for some
authoritative institution to offer and confer on us cultural and—hopefully —
gainful sponsorship. That makes us feel like the masters of the universe,
philosopher kings etc., but produces—at best—flashy journalism. To meet
that public agency’s expectations, we agree to adapt our scholarship accord-
ingly —to translate it into required media and formats, popularizing, vulgar-
izing, distorting and finally nullifying it in the process.

I am reminded of the story of the famous Georgian ballet dancer Vakhtang
Chabukiani’s (1910-1992) return to his native Tbilisi stage (1941), told to me
by an admiring ballet buff.

The theater was always full. The lucky ones sat in the loges, the orchestra stalls, the balcony;
the less lucky ones stood in the aisles, the foyer, on the stairs, the porch and in the street, the
Rustaveli avenue. And every time Chabukiani performed a masterful leap, the applause rippled
from the hall to the foyer to the stairs and into the street—in a process of gradual translation into
ever vaguer terms. Which testified to the incredibly high level of the artist’s success. But what
were the people in the street actually saying by their applause? Basically, “Wow!”

I prefer the professional’s spot in the front row. Working, like a Heming-
wayan torero, close to the bull.

3.1. Minor issues are those we can treat professionally. As Roman Jakob-
son famously wrote a hundred years ago:

[T]penmerom Hayku O AuTEpaType SBISIETCS HE JIUTEPATypa, a JIUTEPaTypHOCTS [...] Mexay
TEM, 10 CUX NOpP MCTOPHKHU JUTEPATYPHI [...] YIOROOIAINCH HOIUIUH, KOTOpas, UMesl IIeNbI0
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apecToBaTh OIpPE/IeIeHHOE JIMI0, 3aXBaTHIA Obl Ha BCAKUI CiTyuyail BCeX U BCE, YTO HAXOIMIOCh
B KBAapTHUPE, a TAKXKE CIy4aifHO MPOXOAMBLIMX II0 ynuie MuMoO [...] [U]cTtopukam nurepatypsl
BCE IIJIO Ha MOTPeOy — OBIT, ICXOJIOTHs, MONUTHKA, (unocodus. BMecto Hayku o iuTeparype
CO3/IaBaJICS KOHIIIOMEPAT TOMOPOLICHHBIX UCIHMILTAH.*

Let me turn to some specific literary-critical cases from my experience.

3.2. Way back, at the dawn of our philological youth, my friend and future,
now late, coauthor, Yuri Shcheglov, challenged me to solve an elementary
problem in poetics: to state what all quatrains of Alexander Vertinsky’s
“Manenbkas Oanepuna” (“The Little Ballerina”; lyrics coauthored with
Natal'ia Grushko) had in common. The song tells playfully the tear-jerking
story of a poor ballet dancer’s romance with the king, the queen’s jealousy,
and the dancer’s crying at night into her pillow while her sick mother mends
her costume.

Sl —manenbkas OanepuHa, U Gyner mromnars, He B3/bIXas,
Bceerna Hema, Bcerga Hema, Moe tpuxo,

U cxaxer OoJblle TAaHTOMIMA, U Oynet nymars, 3achlinas,
Uewm s cama. UTo MHE JIeTKO.

W MHe cerojiHs 3a KyJIUChI 51 manenbKast OanepuHa,
[Mpucnan koponb Bcerna Hema, Bcerna Hema,
Brnro6eHHO-0J1€1HbIE HAPIIUCCHI U ckaxker 0oJIbllIE TAHTOMHUMA,
U nax ¢uons... UYewm 5 cama.

U, 3arauB Geccuiibe THEBa, Ho 3Haet Mokpast mojyIika
[TonHa yrpos, B tumu Houei,

MHe ynbeIOHYyIach KOposeBa Uro s ycTanast UrpyIika
Vnei0koii cies... Bonpunx gereit!

A noma B MaJIeHbKOH KaMopke
bonpHas math

Mse 6ynet 6anbHbBIE 000pKH
[lepemmBars.

I failed—and all the more poignantly learned the lesson. I did of course re-
alize that the above paraphrase of the plot—the surface structure—was not
the answer. The answer I didn’t find was the hidden—in rather plain view—
invariant (that concept had yet to be introduced into our scholarship) of the
seven quatrains: ‘eloquent muteness.’ Not a word is uttered by the characters,
the poem only features their gestures, facial expressions and tears, echoing
the repeated auto-meta-poetic lines about the heroine’s being gcecda nema
and the nanmomuma’s telling it all better. Meta-poetic and meta-linguistic, as
it’s all about the (non-)use of language, the famous silentium!

3.3. Therein lies the secret—the deep structure —of the text, and failure to
pinpoint and formulate it can’t be compensated by coming up with any

4. See Jakobson 11.
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amount of big data about the history of dancing, royal patronage of ballet,
economic conditions of dancers etc. Because that would mean failing—as I
had failed—at the basic professional task of a literary scholar, i.e. a special-
ist in tropes, meters, story, discourse, intertextuality, theory of parody, but not
philosophy, climatology or quantum mechanics. I am curious about what is
there in the text and may only appear “minor” if I neglect looking for it or
am incapable of noticing it and seeing it for the exciting thing it is, signs all
that I might be in the wrong profession.

4.1. Turning to a more prestigious example, here is Pasternak’s and Yuri
Zhivago’s “Veter” (Wind):

51 KOHUMIICS, a ThI JKHBA.

U Berep, xkanysach ¥ miiaya,
PackaunBaer nec u gauy.

He xaxayro cocHy OTaeJBHO,
A TIONTHOCTBIO BCE JepeBa

Co Bcelo anbio OecpeenbHOiM,
Kak mapycHukoB Ky3oBa

Ha rmazu GyxTbl KOpaOenbHOM.
U 310 He U3 ynanbcTBa

Wnu u3 sipoctu GecuenbHOH,
A 4TO0 B TOCKE HAWTH CIIOBA
Tebe 1 IECHU KOJIBIOEIBHOM.

arararQrQww>

4.2. In the beginning, it features a puzzling irregularity of rhyming: A
(orcuea)—B (nraua)—B (0auy)—... We then again expect A (-6a), but get, in
line 4, a new thyme C (omodenvno). Why such a strange sequence? The an-
swer is that this unmatched, separate, lonely rhyme is supplied by the word
omoenvro (separately), whose meaning thus gets iconized. A minor thing, of
course.

But as is usual with minor issues, not all that modest. The separate pine tree
reverberates with the famous Heine-Lermontov-Tiutchev northern sosna pin-
ing away for the distant and equally lonely southern palm tree. That is inter-
textually, while intratextually, the separateness of the tree—and of the
rhyme—is promptly overcome. The wind goes on to rock all the trees with-
out exception (nornocmvio éce Oepesa); these depesa provide the missing
rhyme A; while the initially “separate” rhyme C (in -ezoro) effectively takes
over—and thus transcends its separateness: it appears four more times and
concludes the poem. At the same time the wind, which metaphorically repre-
sents the deceased speaker (Yurii), finds words of lullaby consolation for the
pine-tree—the poem’s addressee (Lara). And all this—in the spirit of ‘the
miraculous unity of the world,” Pasternak’s central invariant.>

5. In more detail, see Zholkovsky 1984.
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4.3. Incidentally, this melkii but crucial trifle eluded six of the seven trans-
lators of the poem into English that I studied; the one fortunate exception was
by a poet who collaborated with Professor Markov!® Not melkii. But of course
not as krupnyi as disquisitions on really grand topics like whether Pasternak’s
worldview is closer to Albert Einstein’s theory of relativity or Niels Bohr’s
complementarity principle.

5.1. My next example is Count Aleksei Konstantinovich Tolstoy’s narra-
tive poem «Zmei-Tugariny (Tugarin the Serpent). Its political message is
quite transparent: satirizing Russian monarchical despotism as Oriental in na-
ture, indeed, a continuation, under a patriotically Russian guise, of the Tatar-
Mongol yoke. But as usual, it’s the poem’s minor features that make it a gem,
in fact, the author’s favorite work. The devil is as usual in the details.

5.2. First off, it’s the poem’s master trope: a hybrid of the genres of polit-
ical satire, romantic ballad, and folk bylina.

Second: casting the traditional antagonist of the bylina plot—a Tatar guest
at Prince Vladimir’s feast, who later turns out to be Tugarin the Serpent—
casting him paradoxically as the poem’s prophetic speaker who predicts cor-
rectly Russia’s Tatarized future.

And, finally, the way the corroboration of the prophecy is orchestrated, quite
unlike in Pushkin’s prototypical “Song of the Wise Oleg.” There the Prince
dies, as predicted by the Wizard, because of his horse, but here the confirma-
tion does not take place in the course of the plot, which is confined to the feast
in Old Kiev. But it is implied — caustically alluded to—by relying on the read-
ers’ awareness of the subsequent history of Russia, unknown, of course, to
Vladimir and his guests, who blissfully enjoy their victory over the antagonist.

This manner of prophecy corroboration is in fact a venerable literary motif
going all the way back to Virgil’s Aeneid, where contemporary readers (Em-
peror Augustus included) relished recognizing recent Roman history being
predicted to Aeneas in the underworld.’

5.3. These are some of the minor issues. As for krupnye, one is free to
speculate whether the Tatar-Mongol —or for that matter Chinese —yoke is to
return to Tibet,—sorry, Russia. And to decide in the process who is more of
an Orientalist: Genghis Khan, Alexei Tolstoy, Vladimir Putin or Xi Jin-Ping...

6.1. One more case for the importance of being minor.
I have long been intrigued by a line in Mandelshtam’s 1931 poem «Emie
Janeko MHe 1o natpuapxa...» (“I'm Still Far from Becoming a Patriarch™): /4

6. See Markov and Sparks 604—605.
7. For detailed analysis, see in Zholkovsky 2017.
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epusennux cepeopanviii 6 kapmane (“And a silver ten-kopeck coin in my
pocket”). After some research, it turned out that the phrase about a coin in the
pocket, owned but not spent, small but potentially powerful, had an intertex-
tual source. It went back to the title of a French adventure novel, «Les cinq
sous de Lavaréde» (1894, by Henri Chabrillat and Paul d’Ivoi), translated into
Russian in 1908 as «Bokpyr cBeTa ¢ rpUBEeHHUKOM B KapMmaHe» (Around the
World With a Grivennik in the Pocket).

It also turned out the grivennik was a recurrent motif in Russian literature,
sometimes making it into titles, as a ready-made symbolic, small but impor-
tant, amount of money —the price of a visit to a bathhouse or a movie theater,
of a streetcar ride, the typical alms given to beggars—and so on.

Plus, shortly before the poem was written, the ratio of silver to copper in
Soviet grivenniks was reduced, making the newly minted ones look less sil-
very than the older ones, which were still there—in some pockets —and thus
nostalgically real, “classical.”

The affinity of these melkie connotations of the silver dime to Mandelsh-
tam’s poetic invariants are obvious.?

6.2. And what about krupnye voprosy? In Mandelstam studies, there are
two ways to go big. One is the “super-clever” (symnas) fallacy of blowing up
his image into that of Poet-philosopher, another Viacheslav Ivanov, while ig-
noring his very warm, vulnerable and engaging poetic sensibility and thus fo-
cusing again on grand ideas (often imaginary) at the expense of poetry proper.
Another version of vumnost' calls for imposing on an unsuspecting Mandel-
stam various trendy agendas of today.

An intellectually much less ambitious “major” fallacy exploits the poet’s
martyrdom by focusing on the erection of Mandelstam statues, busts and bas-
reliefs. Once again, the underlying assumption is that poetry proper is some-
thing minor, not worthy of attention, which brings to mind Dmitrii Prigov
1970s’ poem:

BHuMarenbsHO KOJb NPUIVIAAETHCS CEroIHs
Veuaumse, yro ITymkuH, KOTOPEIH neBel
[Noxanyii, ckopee 4To OOT MIONOPONBS

U cran oxpaHuTens, U HapoJa OTell

Bo Bcex nepeBHsX, yroiakax Obl HIYTOXHBIX
51 OrocTBI Be3jae ObI MOCTABHJI €ro

A BOT ObI CTHXH f1 €r0 YHHYTOXKUJI —
Beapb 00pa3 oHM NPHHHKAIOT €ro

Busts—si, poems—no, for they only diminish the image of the National
Hero.

8. See Zholkovsky 2011,“*Grivennik...””.
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7.1. Leo Tolstoy’s «Ilocne Gama» (“After the Ball,” 1903) and Nikolai
Leskov’s «UemoBek Ha gacax» (“The Sentry,” 1887) share the “major” theme
of “cruel and socially unfair corporal punishment” in the Russian army. But
they are fascinatingly different in the “minor” ways they implement it.

7.2. In Tolstoy’s story, the master conceit is juxtaposing the romantic ball-
room scene and the shocking one of gauntlet running. The two are consum-
mately rhymed, exhibiting multiple similarities, some of them quite subtle,
“minor,” and therefore calling for detection.

For instance, there are the semes of “majesty and deadliness” in the early
characterization of the heroine, the love interest of the “moral” protagonist
and the daughter of his “evil imperial” antagonist.

Ona [...] ObUTa TpenecTHa: BBICOKAsl, CTPOWHASA, TPALi03Has ¥ BeJIHYeCTBEHHAs], HMEHHO
BeJInvecTBeHHas1. [lepkanacy oHa Bcerga HEOOBIKHOBEHHO MPSIMO [...] ¥ 3TO AaBaio e [...]
HECMOTpS Ha ee XyaoOy, Jaxe KOCTJISIBOCTb, KaKOW-TO HAPCTBEHHBIH BH[, KOTOPbIi
oTIyruBaJj ObI OT Hee, eciii OBl He JIaCKOBasi, BCEr/ia Becenas yabIoKa...

The charming Varen'ka is majestic, regal and scary —all characteristics of her
father and the Emperor he represents and looks like. As for her redeeming
smile, the colonel also wears one —at the ball but not at the flogging. In addi-
tion, she is “bony” —like Death the Kostliavaia and Baba-laga Kostianaia
Noga of Russian folklore!

Another structural detail is the way Varen'ka’s beautifully dressed and un-
touchable body —clad in metaphorical bronze garments—is compositionally
projected onto the gory naked body of the flogged soldier in an impressive fu-
sion of the two central themes: dropping out of military service and out of a
comme il faut marriage.’

7.3. Leskov’s narrative is drastically—and innovatively — different.

First, the plot unfolds by following step by step the hierarchical order of the
army (the butt of the satire)—climbing the rungs of command, from the pri-
vate to a Captain, to a colonel, to a general... all the way up to the Emperor
and even God!

Second, what travels up that bureaucratic ladder is not a character, but his
story, case, dossier, symbolic reflection, while he himself is immobilized as a
prisoner and then a casualty of flogging.

The two correlated motifs were later used in Tolstoy’s Hadji Murat and
Voinovich’s Ivan Chonkin,—see Shcheglov’s pioneering study of what he
termed the “administrative novel.”!°

7.4. These are of course my favorite minor literary-theoretical issues,
while questions like whether corporal punishment will return to the Russian

9. See Zholkovsky, “Text Counter Text” 59-87.
10. See Zholkovsky 2012, Shcheglov 2009.
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army are too krupnye for me. As is, say, the problem of Tolstoy making the
only woman in the story a negative character. Or should he be excused for
showing her complicity in the crimes of the ruling class she belongs to? Pro-
vided of course that class beats gender. As for Leskov’s story, how come there
are no women in it at all, so that, to use a fashionable expression, it doesn’t
look like Russia?

8.1. Among minor effects readily ignored by partisans of major issues are,
of course, verbal subtleties of literary texts, whether poetic (like Pasternak’s
“Veter”) or prosaic. A way to identify these is by looking at translations.

I remember gathering translations of Russian classics for my Text counter
Text'" and discovering that the precious little gems I wanted to illustrate were
consistently absent from the English texts. Which meant that the Anglo-
American reader is actually dealing not with Lermontov, Gogol and Chekhov
but rather Marlinsky, Vladimir Odoevsky and Potapenko. The New Histori-
cists probably wouldn’t mind, but I, as a literature buff, certainly do.

8.2. As case in point let us look at a verbal detail, in fact an entire linguis-
tic motif, pivotal for the narrative structure of Chekhov’s “Dushechka” (“The
Darling”) but untranslatable into English. Here are several fragments of the
story (in the Constance Garnett translation!?):

“Yesterday we gave ‘Faust Inside Out,” and almost all the boxes were empty; but if Van-
itchka and I had been producing some vulgar thing [...] the theatre would have been packed.
Tomorrow Vanitchka and I are doing ‘Orpheus in Hell.” Do come.”

And what Kukin said about the theatre [...] she repeated The actors were fond of her and used
to call her “Vanitchka and I,” and “the darling.”

The theatrical entrepreneur Ivan Kukin soon dies, and Olga promptly mar-
ries the timber merchant Vassily Pustovalov. She abandons the esthetic views
of the deceased husband and starts echoing those of the current one but sticks
to the same verbal formula:

“Vassitchka and I have no time to go to theatres [...] What’s the use of these theatres?” [...]
“I wish everyone were as well off as Vassitchka and 1.”

The fivesome of “Va—itchka and I” phrases is impressive in its consistent
recurrence and does make its thematic point—but only awkwardly so, since
the best part of Chekhov’s conceit is, like all poetry, lost in translation. In the
Russian original, the phrase carries no first-person singular pronoun—no
“I”—as, of course, befits a heroine totally lacking identity. Chekhov has

«mbl ¢ Banmukoii nocraBmmm» [...] «MblI ¢ BaHu4ukoii ctaBum» [...] «Ha3bIBaIH “MBI C

299

Banuukoii”» [...] «<Ham ¢ Bacuukoii Hexoray [...] «KHUTh, Kak MblI ¢ Bacuukoii».

11. That is, Zholkovsky 1994.
12. See Matlaw 211-221; other English versions (Hingley 172—182, Proffer 358-370) have
the same problems as Garnett’s.
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Alas, there is no such collective pronominal phrase in English (as budding
Russian speakers of English sooner or later find out the hard way), which
leaves Chekhov’s idiomatic find well-nigh untranslatable. '3

The development of the “we vs. I” motif does not stop there. As Pustovalov
dies in turn, Olga starts living with a veterinarian, whose first name, to be
sure, also begins with a V: Vladimir Smirnin. So Olga can and does call him
“Volodichka,” but, remarkably, the phrase “V-ichka and I’ does not make an
appearance in the text. What does happen, is that the collective pronoun “my”
(we) as it were changes hands (or rather, mouths):

Korza [...] npuxoauinu [...] ero cociyXuBusl [...] oHa [...] HAYMHAJIa TOBOPUTH O YyMe Ha
porarom ckote [...] 0 ropoacKHX OOMHSX, @ OH CTPAIIHO KOH(PY3HJICS U, KO YXOAWIH TOCTH
[...] mumen cepauto:

— 51 Benp mpocuin TeGsl HE TOBOPUTH O TOM, 4ero Thl He moHuMaems! Korma mbl, Berte-
PpUHApbI, TOBOPUM MEXKAY CO00ii, TO, OXKAJTyiicTa, He BMeLIBancs |...]

— BoJiognuka, o ueM e MHe TOBOpHUTH?!

This is easily matched in English translations but, alas, not as the dramatic
climax of the “my”-sequence, present in the original but missing in the
translation.

8.3. Once again, a melkii verbal effect proves quite significant: indeed,
proper command of pronouns helps save the man’s life. Unlike the two pre-
vious partners of the vampiric “darling,” the veterinarian is not married to her
and leaves town unscathed—thanks to being legally, intellectually and, last
but not least, linguistically separate from her. This is “major” enough for me,
and I feel no urge to speculate on Chekhov’s role in pondering the ecological
fates of Russian forests and existential ones of the Russian intelligentsia, the
domain of such thinkers as Vasisualy Lokhankin.

9.1. So far, I have been documenting my attempts to emulate the greats |
so admire for their “minor” findings:

— Mikhail Gershenzon, who noticed the Prodigal Son pictures in the setting
of Pushkin’s “The Station Master”” and showed their narrative significance;

— Lev Vygotsky, who analyzed the counterpoint of story and discourse in
Bunin’ “Light Breathing”; and

— Boris Eikhenbaum, who showed how “The Overcoat” was made by play-
ing several stylistic registers against one another—rather than championing
the Little Man.

My programmatic point—behind the auto-heuristic one—is to insist that
until the literary text has been understood properly, with all the minor things
adding up to a whole, we, strictly speaking, know nothing about it, and any

13. This kind of pronominal phrase exists in Estonian, Swahili, Turkish, Zulu and some other
“Oriental” languages.
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major statements about it are premature—void. Until Gershenzon detected
and interpreted the handwriting on the wall of the station, we were in Bel-
shazzar’s shoes: no adequate reading. And such readings —apparently trifling
but actually ambitious—are some of my favorite things.

9.2. The question that inevitably comes to mind is on what grounds do |
claim my readings—or for that matter, Gershenzon’s and Eikhenbaum’s—to
be the adequate ones, while respected theories tell us there are no such things.
On no grounds at all. Inspired solely by a gut conviction, common sense, the
prize you awarded me —and the vainglorious hypothesis that someone might
actually wanna be like me, wanna walk like me, and talk like me. Plus a real-
ization that the famous line about the infinite play of signifiers is itself just
fascinating wordplay, while in professional practice, plausible alternative
readings are not all that many: one, two, at best three...

9.3. Some sixty years ago, Shcheglov and I, camping on the banks of a lake
in the environs of Moscow, had to listen throughout the day to the then new
hit, “Podmoskovnye vechera” (“Moscow Nights”), carried over the waters on
radio waves. Brash young linguists, we tried to parse the poetic ambiguities of
the text, in particular of the line Tpyono evickazams u ne svickazams Bce, umo
Ha cepoye y mens. We came up with three alternative readings:

— it is hard to express it and hard not to express it;

— it is hard to express it and yet not to express it;

— it is hard and well-nigh impossible to express it at all.

Remarkably, the aura of triple ambiguity reified the explicit meaning of the
line: the age-old poetic theme of “ineffability,” championed by Zhukovsky,
Tiutchev, Mandelstam —and Vertinsky’s ballerina.

Recently, I revisited the lyrics. A minor eureka (prompted by Igor
Pil'shchikov): they are written in a rare, predominantly folkloric, meter: pen-
ton, or piatislozhnik, consisting of five-syllable feet; and the original way it is
treated by the authors may have contributed to the song’s wild success. (My
piece was published in Novyi Mir, usually a venue for krupnye voprosy).'*

10.1. All this smacks of conservatism —the refreshing kind. Let me turn to
some of the new things that I have been doing lately. Conveniently, they in-
volve matters linguistic—verbal, discursive, communicational —in accord
with the “linguistics and poetics” part of my title.

This new interest was prompted by discovering how prominent such
motifs were in the prose of Fazil Iskander. His characters like performing
elaborate scenes in front of one another. Often they keep completely silent,
striking telling postures and assuming various facial expressions. And when

14. See Zholkovsky, “Podmoskovnye piatislozhniki.”
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they do speak, they do so obliquely —in order to suggest the intended mean-
ing to the audience —or to mislead it. This tasks interlocutors with decoding
the play-acted pantomimes and parsing the oblique monologues. The text
abounds in “theatrical” phrases, such as: owcenas nokazams, denas 6uo, kax
obl, kazanocw, as well the vocabulary of “comprehension”: ciedun, zameuan,
doeaoka... Reading Iskander, one is immersed in the world of intense semi-
otic interactions, as the characters join the writer in coauthoring his narrative
through their own stories and acts inside the overall plot."

10.2. Iskander pushed this technique to the limit, but did not invent it. His
immediate model was probably Tolstoy, but the motif is a widespread one—
a paramount manifestation of literature’s doubling back on itself.

Let us consider an example from Shakespeare. What made Desdemona fall
in love with Othello? Every literate Russian remembers his words: Ona mens
3a myku nomobuna, A s ee 3a cocmpadanve k num. But let me argue that it
ain’t necessarily so.

In Othello, Act 1, Scene 3, Othello is put on trial to establish how he man-
aged to bewitch Desdemona, a senator’s daughter. The secret witchcraft turns
out to be none other than the magic of the word: the art of storytelling, recip-
rocated by Desdemona—the narratee’s gift for listening.

As an experienced speaker, Othello starts from the opposite: a figure of
utter rhetorical modesty:

[...] Rude am I in my speech,

And little blessed with the soft phrase of peace
(]

And little of this great world can I speak,

More than pertains to feats of broils and battle,
And therefore little shall I grace my cause

In speaking for myself. Yet [...]

I will a round unvarnished tale deliver....

Having refuted in advance any accusation of pretense, i. e. “acting,” he
addresses the issue of the mighty magic with which he won Desdemona. At
first from afar:

Her father loved me, oft invited me,

Still questioned me the story of my life

From year to year, the battles, sieges, fortunes

[.]

I ran it through [...]

To th’ very moment that he bade me tell it,
Wherein I spoke of most disastrous chances

[..]

It was my hint to speak—such was my process—
And of the Cannibals that each others eat...

15. See Zholkovsky, “Fazil Iskander’s Pantomimic Narratives.”
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From afar—in the sense that the narrative was summoned almost against
his will by the senator himself —Desdemona is not even mentioned at first.
But then she joins in the listening, preferring that to her other duties:

[...] These things to hear

Would Desdemona seriously incline.

But still the house affairs would draw her hence,
Which ever as she could with haste dispatch,
She’d come again, and with a greedy ear
Devour up my discourse...

Noticing her interest, Othello skillfully arranges for tete-a-tete sessions
with her and relishes her strong esthetic reaction and identification with him
as the speaker-protagonist:

... Devour up my discourse, which I, observing,
Took once a pliant hour and found good means
To draw from her a prayer of earnest heart
That I would all my pilgrimage dilate,
Whereof by parcels she had something heard
But not intentively. I did consent,

And often did beguile her of her tears

When I did speak of some distressful stroke
That my youth suffered. My story being done
She gave me for my pains a world of sighs

-]

She wished she had not heard it, yet she wished
That heaven had made her such a man...

In the next round, Desdemona actually takes over the creative —narratorial
and histrionic—role. In a thinly disguised way she declares her love for Oth-
ello, saying she would fall in love with anybody who would be so good at
telling stories, that is, laying bare her preference for a good narrator over an
actual hero:

... She [...] bade me, if | had a friend that loved her,
I should but teach him how to tell my story
And that would woo her...

Othello then declares his love and sums up the argument about the kind of
voodoo he had used:

... Upon this hint I spake.

She loved me for the dangers I had passed,
And I loved her that she did pity them.
This only is the witchcraft I have used.
Here comes the lady. Let her witness it.

And the Duke himself acknowledges:

I think this tale would win my daughter too.
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Note that we are exposed not to the actual scenes of Othello’s bewitching
Desdemona with his narratives, but his skillful narrative about those skillful
narratives. Meta-literariness squared—if not cubed! And Othello, although
the play’s title character, isn’t even its main “theatrical agency.” That’s Iago,
who masterminds and stages the entire plot, directing Othello and others as
his involuntary actors!

10.3. For Shakespeare, of course, “All the world’s a stage, and all the men
and women merely players: they have their exits and their entrances.”'® But
the same holds true for narrative prose, where all the world is a narrative, and
the men and women in it are authors, readers, directors, actors, viewers, crit-
ics, translators, editors, recreating inside the text the institution of literature.
Examples abound, beginning with the obvious case of the internal narrator
who tells the framed story and offers a panoply of variations.

Erast in “Poor Liza” is a reader and imitator —impersonator—of idyllic fiction.

Tatiana and Onegin exchange letters and mutual reader-responses/criticisms.

Silvio designs, stages and enacts a scenario of psychological revenge, using the Count and his
wife as involuntary actors and impressed viewers.

In “Taman',” Pechorin and the undina cast each other in the competing scripts of their own,
his being the colonial-Romantic seduction of a local beauty, hers a crime-and-detection plot,
and each plays along with the other’s script, until it all unravels.!”

In “Revizor,” Khlestakov has at first no intention to play the role of Inspector General, in
which the misled city officials choose to cast him; he gradually accepts and starts performing it
to the best of his abilities.

Dostoevsky’s pawnbroker stages his entire marriage with krotkaia (the gentle spirit) as a
morality play intended to educate her, the captive viewer and participant, into admiring him.'

Babel’s narrator-protagonist in “Guy de Maupassant” corrects a flawed translation from the
French made by a woman-publisher, an admirer of Maupassant, and in the process they together
“translate” the plot of the story into a sexual tryst—in a scenario that activates the roles of pub-
lisher, reader, translator, editor, script-writer, director and actor.

10.4. An interesting case of “internal author/reader” interactions is
Bunin’s “Vizitnye kartochki” (“Visiting Cards”). At first blush, the story is
about

the seduction of a not so young and rather pathetic provincial housewife by a famous writer
whose work she has admired from afar and for whom she now willingly —daringly —falls in a
one-night stand on a Volga boat trip.

But there is more to this enigmatic little gem. The entire narrative is
arranged so as to gradually lead up to a climactic erotic position. The male
protagonist is from the start intrigued by the readiness of the woman—mod-
est, provincial and innocent as she seems—to experience something reck-

16. On Shakespeare’s poetics of “plays-inside-plays”, see Abel, Pinskii 555-98.
17. See Zholkovsky, “Semiotika ‘Tamani.””
18. Zholkovsky, “Time, Money, and Authorship.”
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lessly adventurous by following his script and staging directions. Excited by
her attitude, he develops a desire to use that readiness to some unexpected
strong effect. Both protagonists are ready for an experiment, along with the
third-person narrator presenting their amorous pas de deux through the eyes
of the male partner, a writer and thus the author’s narratorial alter ego. Thus,
the plot unfolds unbeknownst to the woman, the man, and the narrator—
being experimentally improvised/discovered by all three as they go.

Moreover, the implied author stages his own meta-experiment by playing
with two literary prototypes. One is, of course, the Chekhovian “Chaika” cum
“Dama s sobachkoi,” the other, Guy de Maupassant’s short story “Une aven-
ture parisienne”:

A married provincial woman goes to Paris to experience risqué excitements of the debauched
metropolitan life. She meets a famous writer, gets him to spend with her one typical day of his
life: Bois de Boulogne—café —restaurant—theater—.... They end up in bed, where the man’s
bizarre sexual habits put her off, and she leaves town disappointed.

In Bunin’s story, the shamelessly theatrical zhiznetvorcheskii experiment,
on the contrary, succeeds. What shape exactly does the besstydstvo, filling the
heroine with vostorg razvratnosti, take? The text is not unambiguous but
quite suggestive, especially given several foreshadowings:

— the protagonist hugging her from behind,

— her kosoi upward glance at the cabin’s window slates,

— and the retrospective mention of his placing her on the bed affer the fact.

A naive reader might come away with the generic sense that the love affair
was consummated. But a parser attuned to Bunin’s “experimentality” is prod-
ded to infer the particular contours of the boldly transgressive but mutually
sought-out erotic experiment: most likely, having sex standing up, the man
cupping the woman’s breasts and entering her from behind.!”

10.5. One could go on and on with cases of characters’ authorial/theatrical/
meta-literary behavior inside authored literary texts.

Incidentally, the widely popular genre of crime detection, from Sherlock
Holmes to Lieutenant Columbo, is an offshoot of literature’s (and other arts”)
preoccupation with meta-narrativity:

The criminal tries to author/commit a perfect crime—stage a masterpiece show. Pedestrian
detectives (Watson, Lestrade and others) fail to offer an adequate reading of it. The super-sleuth
(Holmes, Columbo) finally delivers one, sometimes staging his own mini-plays along the way
that entrap the criminal (= the flawed author/reader).

All such “literary” characters help the real authors with creating plots and
guiding the readers’ reception as they endow the literary text with a self-
reflexive meta-literary dimension: writing about writing.

19. See Zholkovsky, “Mesto ‘Vizitnykh kartochek’ v eroticheskoi kartoteke Bunina.”
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11.1. Literature also cherishes its historically magical role. Accordingly, it
likes featuring not just “internal authors,” but “internal prophets,” and makes
sure the prophecies are seen to come true.

I have mentioned two different cases of prophecy fulfilment: Aleksei Tol-
stoy’s “Zmei-Tugarin” and Pushkin’s “Song of the Wise Oleg.” Each has its
complications.

The former appeals subtly to the readers’ background knowledge (of Rus-
sian history).

In the latter, the correspondence between the foretold and actual deaths
relies on the linguistic ambiguity of the prediction: “receiving death from
[om] one’s horse.” All along this is assumed to mean some deadly action by
the horse, but eventually winds up a deadly snake’s coming out of [u3] the
dead horse’s skull. This is of course typical of oracular formulas, beginning
with the Greeks and including, for instance, the elaborate puns circumscrib-
ing Macbeth’s death: his nemesis Macduff literally not born of woman but
from his mother’s womb untimely ripp’d (in a Caesarian) and the Birnam
Wood metaphorically coming to Dunsinane in the form of soldiers disguised
with tree branches.

11.2. One way of emplotting the fulfillment of a prediction is when the
prophet himself ensures it.

In Edmond de Rostand’s “Cyrano de Bergerac,” the title character—poet, repeatedly prom-
ises in verse to punish his opponent by skewering him at the end of the envoi of the ballade he
is composing as he duels him,—which he indeed accomplishes.

A milder version is the protagonist enacting a pre-existent prophecy.

In Aleksandr Grin’s Alye Parusa (Scarlet Sails) Captain Grey finds out that the charming girl,
the local outcast, has been foretold to marry a prince who would come for her on a ship with
scarlet sails. Grey has his sails dyed red, sails into the bay and takes the girl away to live with
her happily ever after.

11.3. Sometimes enactment takes the form of a performative—an ideal lin-
guistic tool for self-fulfilling prophecies.

In the Hollywood film Midnight Run (1988), the bounty hunter (Robert De Niro) helps the
FBI to entrap and arrest his sworn enemy, a powerful Mafioso, who way back had him thrown
out of his job as a policeman. As the handcuffing proceeds, De Niro says to the gangster:

— And one more thing I have long wanted to tell you...

— What?..

— You are under arrest.

The situation hinges on a speech-act double entendre. The phrase “You are
under arrest” is ambiguous. As a constative, it states that a suspect is in
police custody. But as a performative uttered by a policeman, it enacts the
arrest. It’s this latter “thing” that the De Niro character had long wanted to
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say and thus do to the gangster. But since he has not been reinstated as a
policeman, he is not legally and linguistically empowered to issue performa-
tives—and has to settle for the constative—and true! —meaning of the words.
A small consolation, but still some.

11.4. Back to Russian lit., a similar bitter-sweet effect crowns Mandelsh-
tam’s 1931 poem «f mpro 3a BoeHHbIe acTphL..» (“I Drink to the Military
Asters”):

The poet lists various traditional, pointedly un-Soviet commodities and values to which he is
drinking, but then it turns out that he has no wine. Throughout the poem, he keeps claiming that
he does drink—or is about to—once he chooses between two desirable European brands, both
beyond his reach (4 nvio, Ho ewe He npudymar—u3 08yx gvibuparo oOHo: Becenoe acmu-
CHYManme uib NancKo20 3aMKa GUHO).

The absence of wine renders the speaker’s act all but unfeasible: in practi-
cal terms, the toast fails to happen. But as a speech act—and all the more so,
as a symbolic and even poetic statement—a “toast” needs only to be uttered
to become a fact. To be sure, it’s a weaker speech act than De Niro’s. But a
speech-act—a perlocutionary one—it is: transforming the speaker into some-
one who has solemnly staked out his position in the face of whatever.

11.5. One last note about speech acts. How long have we known about
their existence? For almost 60 years—since J. L. Austin’s How to Do Things
with Words —and it took us decades to start using them in our work. Why such
a delay? My guess is because all these linguistic subtleties—indicatives,
interrogatives, performatives are melkie issues, unlike such krupnye ones as:
To Be Or Not To Be, Who Is To Blame, What Is To Be Done, To Have And
Have Not...

12.1. The above four familiar lines bring us slyly to our next minor issue,
also very linguistic: my anthology of Russian infinitive poetry. It was cited in
AATSEEL’s award decision as a work still in progress; now it has finally
come out from the Novoe Literaturnoe Obozrenie Publishers.?°

Why did it take so long? And I mean not only the 20 years it took me, but
why haven’t we known all along about the centuries-old existence of infinitive
poetry? Why? To get the answer, just add infinitives to the above list of despi-
cable linguistic -ives. In the announcement of the Anthology’s recent presen-
tation in Moscow: https://www.facebook.com/events/294051621521822/ :

Beuep UH(pUHUTHBHOI M0331U
Ipesentanusa kauru A.K.’KosixoBckoro

28 nexabps ¢ 19:00 y Hac B [lexypHoit PromouHoii
(Hossrit ApGar, 7 ctp. 1) OyneT HEpsAOBOE ACKYPCTBO.

20. Zholkovsky, Russkaia infinitivnaia poeziia.
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Anexcanp YKoJIKoBCKHI paccKaxeT 0 CBoeH
«AHToNOrNM pycckoi mHGUHUTHBHOI 1033un X VIII-XX BexoBy,
KoTopas Tosbko yTo Bhinuia B HIJIO.

B nexypcrBe npuMyT yuacTre usnarens Mpuna IIpoxoposa,
moaTel Muxaunn Aizen6epr, Makcum AmenuH, Urops Bonrus,
Cepreii I'ananeBckuii, Muxaun ['ponac, FOnuii I'yrones

U JIPyTHe MO3ThI U HE-MOAThl —

T0OUTENN HHPUHUTUBHON U He-HH(PUHUTHBHOI MO331H.

Benymwmii — Imutpuii beikos.

I[J'If[ CITIOCOOHBIX OTJIMYHUTH I/IH(‘I)I/IHI/ITI/IB OT UMIEpaTuBa BXOQ OeCILIaTHBIMH.

Iincluded a brief note: “Entrance free for those who can tell an infinitive from
an imperative.” Remarkably, even a noted poet, who recited his poems there,
was not always sure which ones were infinitive ones. [Can we imagine peo-
ple not being able to tell beef from chicken, Cabernet from Riesling, velvet
from corduroy?]

My interest in infinitive poetry was first aroused by Sergei Gandlevsky’s
1985 poem “Ustroit'sia na avtobazu...” (“To Get a Job at a Motor Depot”). I im-
mediately found out that some Russian scholars had already supplied its strong
subtexts: Blok’s “Greshit' besstydno, neprobudno...” (“To Sin Shamelessly,
Sleeplessly”) and Brodsky’s “Rodit'sa by sto let nazad...” (“To Be Born a Hun-
dred Years Ago”). The grammatical common denominator—the infinitives —
obviously underlay the connection, yet the point was not made. Why not?

My hunch once again is because infinitives—as a linguistic category —are
considered minor, while subtexts and great names, such as Blok and Brod-
sky—major. Or, perhaps because the concept of “infinitive poetry” is an
invariant, i. e. something dubious, abstract, schematic, structuralist...

I remember being invited to give a talk about my recent work at a leading
Slavic department and offering to speak about infinitive poetry. “Oh, no,” said
the illustrious colleague, “not that, tol’ko ne eto, that’s so skuchno...” Looks
like boring is one more way of saying “minor.”

12.2. Infinitive poetry finds itself—and was found—at the intersection of

Roman Jakobson’s “poetry of grammar,” Kirill Taranovsky and Mikhail Gas-
parov’s “semantic haloes” of verse meters and, yes, the idea of poetic invari-
ants, pioneered by Jakobson and actively developed by Shcheglov and myself.

How widely spread is infinitive writing? Let me just say that it is all over Eu-

gene Onegin, beginning with the memorable first stanza (1+1+1+5 infinitives):

«MOoii 11/ CaMbIX YECTHBIX MPABHJI,
Korza He B mIyTKy 3aHeMor ,

OH yBaxaTh ce0s 3aCTaBUI

1 nyuiie BbIAyMATh HE MOT.

Ero mpumep Apyrum Hayka;

Ho, 60sxe Moii, Kakast CKyKa
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C OOJIBHBIM CHAETH U JICHb U HOYb,
He orxons au mary npous!

Kaxoe HHM3KOE KOBapCTBO
[Momy-xuBoro 3a0aBIATH,

Emy mopymiku nonpasJsiTh,
[leyanbHO MOAHOCHTH JICKAPCTBO,
B3asixats u gymarts npo ceos:
Korna xe gept Bo3bMeT TeOA?»

and including many stanzas of Chapters I, IV, VI and Onegin’s letter to
Tatiana.

12.3. I won’t go into a detailed technical definition of infinitive writing.
Suffice it to say here that a poem is considered infinitive if it is grammatically
governed, fully or to a great extent, by infinitive(s), one or several, absolute
or dependent.

It can be a short poem, governed by several absolute (= independent)
infinitives. Here is a mini-cycle of two such poems, with sequences of respec-
tively 3 and 4 infinitives:

Cama Yepusiid, «/[Ba kenanus» (1909)

1.
JKuTtp Ha BepIInHE TOJIOH,
IIncarh MpoCThie COHETHL. ..
U 6pars ot moneit u3 gona
X11e0, BUHO U KOTJIETHI.

2.
C:xeub KOpalOnu U BIEpEIH, U 331U,
Jleub Ha KpOBaTh, HE IS HU HA YTO,
YceHyTh 6€3 CHOB U, JIIO0OIBITCTBA PaiH,
IIpocHyThbcest €T Upes cTo.

Or the concatenation of odnorodnye infinitives can be quite long, e.g. in
Blok’s “Greshit'...” (1914), which features 12 infinitive phrases pervading all
6 quatrains:

I'pemrnth OeccThIIHO, HEPOOYIHO,
CdeT nmoTepsiTh HOYaM U JIHSM,

W, c ronoBoii OT XMens TpyaHOH,
IporiTu cToponkoit B boxwuii xpam.

Tpu pa3a npeKkJIOHUThCS 0IY,
CeMb— 0CeHHMTB ce0sl KPecToM,
TaiikoM K 3aIJIeBAHHOMY IOy

lopsarmM npuKOCHYTHCA TOOM.

Knans B Tapesiky rpommK MeIHBIH,
Tpu, na eme cemb pa3 mOAPAT
TTouei0BaThL CTOJIETHUM, O€IHBIN
U 3anenoBaHHBIN OKIaI.

A, BOPOTSCh JIOMOii, 00MepUTH
Ha Tot e rpor koro-HuOyb,
U 1nica ronogHOTO OT IBEpH,
HknyB, HOTOI0O OTIIMXHYTh.

W nox mammaznoil y MKOHBI
IInTe yaii, OTIIENKHBAS CUET,
[ToToM mepecIIOHUTH KYIIOHBI,
[Ty3arslit OTBOPHB KOMOZ,

1 Ha nepuHBI MyXOBBIE

B TspKenom 3aBaJMTBCS CHE...—
Ja, u Takoii, Most Poccus,

Tbl Bcex KpaeB I0pOXKE MHE.
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The record holder is Maksimilian Voloshin’s “Spekuliant” (1919): 29
infinitives in 39 lines.

The opposite type are long poems featuring just a few infinitives that gov-
ern sprawling subordinate phrases forming one period, as in Mikhail Zenke-

vich’s 1926 “V sumerkakh” (“In the Dusk™):

He oxoHuMB 3aBs3aBIIErocs pa3roBopa,
[IpuTymmuB HeAOKYPEHHYIO NMAMUPOCY,
OcCTaBUB HEIONHUTHIM CTAKaH Yak0

U Gmromeuko ¢ BapeHbEM, 7€ KyIatOTCsI OCHI,
Hu ¢ keM He MONPOIIaBMINCh, HE3AMEUEHHBIM
Berarh 1 yTH cO CTEKIITHHOM BepaHbl,
[lypmra mepBEIMH ONABIIMMH JINCTBSIMH,
MHMO LIBETHHKOB, II¢ KPYXaT OpaKHHUKH,

B mone, onbuleHHOE JTUII0BOM TPO30H,
HccrynneHHo 30Bylee BOIIEM CBEPUKOB,

C nepe6osiMH NepereNnHbIX BEICBUCTOB,
CrOKOWHBIX, KaK KOJIOTYIIIKA HOYHOTO CTOPOIKa,
Tyna, rae y3xoi 30J10TOM TOIOCKOR
OTMe4eHO CIIMsIHBE 3eMIIH U HeOa,

U pacTBOpPHTBCH B CyMEpKax, HE YCIIBIIIAB
KeM-To 0e3 coxaneHbst BCKOJIb3b
O6ponenHoe: «Ero yxe 60ibiie HETY...

Three infinitives governing a 17-line-long sentence.

12.4. As far as meaning is concerned, the semantic halo of infinitive writ-
ing can be defined as “meditation on an alternative/virtual mode of being.” The
more specific sub-types of this include such themes as “a character type’s daily
routine,” “woman’s fate as a typical different mode of existence,” “the poet’s
unique mode of being.” The latter underlies Afanasii Fet’s «OqauM TomdkoM
COTHATh JIaJIpIo JkuBYy0...» (“With One Push To Chase the Live Boat,” 1888),
incidentally, a free translation of an 1839 poem by Alfred de Musset:

2 <.

OIHUM TOYKOM COTHATD JIA/IBIO )KUBYIO

C HarmmaxeHHBIX OTJIMBAMU IIECKOB,

OpHol BOTHOW MOAHATHCA B XH3HD HHYIO,
YuysaTh BeTp ¢ LBETYIINX OEPEroB,

TocknMBBII COH MPEePBaTh €AUHBIM 3BYKOM,

Ynurbcs BIPYT HEBEIOMBIM, POIHBIM,

JlaTh )KU3HU B370X, AATh CIAJ0CTh TAHHBIM MYyKaM,

[Bap.: NaTh cepaiy Ku3Hb, AaTh CJIAJ0CTh TAHHBIM MyKaM|
Uy’xoe BMHT MI04YBCTBOBATh CBOUM;

IlenHyTh 0 TOM, IIpE]T 4eM SI3bIK HEMEET,
Yeuaute 60it OecTpeneTHIX cepel, —
Bot yem nieBery nuib n30paHHbINA BiaaeeT!
Bort B 4eM ero u npusHak, u BeHel!

Ten parallel —odnorodnye—infinitives in three quatrains (3+4+2).
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12.5. The Anthology contains 369 infinitive poems by 149 poets, begin-
ning with Vasilii Trediakovskii’s (born 1703) two poems translated from the
French of Paul Tallemand and ending with Vol'f Erlikh’s (born 1902), thus
spanning two hundred years of infinitive writing—and avoiding copyright
problems with those born later. In addition to full poems, annotations to each
poet’s production include numerous infinitive fragments — by the same author
or other Russian or foreign poets. The commentaries use a specially devised
notation, defined in the comprehensive introductory overview of the topic.

This, I hope, is the beginning of a new field of study based on a healthy
fusion of literary-critical and linguistic expertise.

* %%

Turns out 50 minutes isn’t that long, after all. On to some brief conclusions.

Philology is not maidservant to philosophy, politics, various —isms, causes
and fads. Just think of the graveyard of Soviet humanities.

Less is more. The devil is in the details. Minor issues are big. Discoveries
await us in the black earth, chernozemnyi, stratum of fertile soil, not in the
geological depths or Earth’s core.

Linguistics is our closest and most reliable relative.

Structures, invariants, semantic haloes, performatives are not to be pooh-
poohed.

Demythologizing literary cults and other pieties, a.k.a. nesolidarnoe chtenie,
is a productive approach.

Peer review, like Carthage, needs to be... well, reformed.

Charity begins at home. Before pretending to free others—races, genders,
classes—let’s free ourselves. That is, stop trying to please FBI, KI'b, PBS,
PIILI, PLO, ACLS, ACLU...

Amicus Plato sed magis amica veritas. Plato, Christ, Buddha, Martin
Luther, Martin Heidegger, Martin Luther King, Vladimir Lenin, John
Lennon, Edward Said, President Trump, Speaker Pelosi and the Dalai Lama
may be friends to some of us but our most cherished mutual friend should be
The Truth—our professional integrity and independence.

I haven’t exhausted my favorite agenda, nor given away all my secrets, but,
to conclude, here is Leo Tolstoy in 1908, i.e. a tad younger than I am these
days, talking to kids in lasnaia Poliana:

Crnacu6o0 [...] A To, 4TO 51 BaM FOBOPIO, HYXHO JIJIs Bac OyzieT. Bel BcioMHHTE, KOTIA YK MEHSI
He Oyzer, 4To crapuk ropopui [...] moopo. Hy, Oyner.
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Te3ucer
Anexcauap KomnkoBckuit
JIMHrBUCTHKA M TIO3TUKA M MPOOJIEMBI IMTEPATYPOBEIYCCKOTO aHamu3a (ABTO-
IBPUCTUYECKHE 3aMETKH)

«OcHoBHOI ntoknaa» Ha Kondepenuun Amepukanckoit Accounanuu [Ipenonasa-
teneit CnaBssHckuX 1 Boctouno-EBporneiickux SI3pikoB B Can-/luero (pespans 2020
r.) nmaypeara npouurorogaeit (2019) npemMun 3a BBIIAIOMIUICS BKIIAJ B HAYKY TTOCBS-
IEH NPUHIIMIIAM €T0 JIMHIBO-II03THYECKOT0 TOIX0/a K JINTeparype.

Cepust peACTaBUTEIBHBIX MPUMEPOB M3 COOCTBEHHBIX HMCCIICIOBAHMH NPHUBO-
JIUTCSI aBTOPOM B Kau€CTBE apTyMEHTOB B I0JIb3Y LIEIOCTHOTO aHAJIN3a TEeKCTa, Hauu-
HAIOILIETroCst €, Ka3aJI0Ch Obl, KMEJIKUX», YACTO S3BIKOBBIX, IETAJIEH U JOXOMIAIIETO J10
BBICIIMX CMBICIIOBBIX YPOBHEH, HO HU B KOEM Cllyyae He COOJa3HSIOIIErocs MoaMe-
HOM 2TOH crelu(UUEcK JUTEpaTypoOBeIIECKOi paboThl HEOOOCHOBAaHHBIMH pac-
CY)KICHHSMH Ha «KPYITHBIE» — GHIOCOPCKHE, OOIIECTBEHHO-TIOIUTHIECKUE U HHbIE
BBICOKOIIAPHO-UICOJIOTHYE€CKHE — TeMbl. OTa MO3ULM, Ha TIEPBBIN B3N, KOHCEPB-
aTUBHAs, Pa3BUBAETCS B CTaThe C ONOPOH Ha KIACCUKOB (OpPMaIbHOTO MeETola U
MO3AHEHIEro CTPyKTypaau3Ma U ¢ UPOHHEH IO afpecy JIoOuTenel IMUpOKOBela-
TEJNBHBIX JIeKJIapaluii, pacCUYNTaHHBIX Ha BHUMAaHHE ITOCTOPOHHUX HayKe CIIOHCO-
PCKHX MHCTAaHIHMH. Duitonaoruu npeiaraetcsi H30aBUTHCS OT KOMILTEKCa IIPOQeccHo-
HaJIbHOW HETIOJTHOLEHHOCTH — HE POHSTH CBOETO NMPOQECCHOHATIBHOTO IOCTOMHCTBA.

OTtcrauBaeMblil MOAXOA WUIIOCTPUPYETCS aHAJIU30M OPUTHMHAJIBHBIX IPUEMOB
paboThl C S3BIKOBBIMH, HApPATHBHBIMH M WHTEPTEKCTYAJbHBIMH «MEJIOYaMH» B
npoussenenuax lllexkcnupa, Ilymkuna, Jlepmonrosa, T'orons, JIea Tonctoro, A.K.
Toncroro, [locroesckoro, Jleckoa, UexoBa, bynuna, Ilactepraka, Manzaensirama,
Babens, Mckannepa u psima Apyrux aBropoB. OCOOBId pa3ien MOCBAIIEH SBJICHUIO
MHQUHUTHBHON IO93UH, OTKPHITOMY IOKJIaJUUKOM, M KpaTKoMy o0030py cocTa-
BJICHHOW ¥ aHHOTUPOBAHHOW UM aHTOJIOTHUH PYCCKOi MHUHUTHBHOM 1033uK X VIII-
XX BexoB ¢ npuMepamu u3 Ilymkuna, ®era, biaoka, 3enkesnya u Camu YepHoro.



