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Notes on Mikhail Bakhtin and the Images of the Grotesque Body
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Annotation. This article proposes an interpretation of the horror body as a historical prolongation of
Bakhtinian grotesque. | pretend to demonstrate the relevance of the theory of Mikhail Bakhtin in order to study
current manifestations where a material bodily principle collaborates with the description of periods of cultural
mutations. In the historical transition from cinema to current TV series, the grotesque of body horror surfaces
a bodily awareness that reveals our biological and cultural fears, many of which are linked to certain
postmodern transformations.

Keywords: M.M. Bakhtin, horror body, grotesque, TV series, postmodernity.

Introduction

This article pretends to collaborate to my ongoing research, which is about the aesthetic
variations of fear in current massive culture, from a semiotic point of view and with a strong
predominance of cultural critique of Mikhail Bakhtin [9]. This research is situated in CONICET and
under the direction of Professor Pampa Aran'. Before inquiring into the artistic procedures that
recently stage an affect as fear, an exploration of traditional genres, like horror, is paramount. In this
work, I will carry out such task focusing on a parcel of that memory: the horror body.

As it is known, the body has evolved into an object of fear in contemporary culture, not only
because the abundance of monsters that invade screens with their rotten aesthetics (zombies,
vampires, etc.), but also because our own corporality became perturbing: we live in a “pandemic era”
[14] and, in recent times, we have discovered an endless number of agents that circulate in our
immune system until its collapse. The idea that the uncanny can come from the inside of our own
bodies was early explored by cinema in the late twentieth century when its raw material came mainly
from the collective anxieties of the time.

However, | suspect that this artistic work with corporal fears could be inscribed in an older
tradition — the one that Mikhail Bakhtin described as a grotesque aesthetic. By this, | mean, the system
of images that lives by the carnival, with a very particular conception of a hypertrophic body and in
metamorphosis, not subdued to the enshrined aesthetic rules. Even though this aesthetics surface in
an exemplary way in genres of the serio-comical, Bakhtin’s proposal warns us that this is a
manifestation which accompanies the human development, still present currently.

In this article, I will suggest that the category of the grotesque could shed new light on the
horror body, proving that corporality, even the terrifying ones, becomes an exchange place where

11 would like to thank Professor Aran, who has instructed specialist in Bakhtinian theory in Argentina, also leading a
number of investigations in the last decades, among which could be highlighted the edition of the first terminological
dictionary of Bakhtin (Nuevo Diccionario de la teoria de Mijail Bajtin, Cérdoba: 2006), and others dedicated to his
aesthetic and philosophical thought (La estilistica de la novela en M.M. Bajtin. Teoria y aplicacion metodoldgica,
Cordoba: 1998; and La herencia de Bajtin. Reflexiones y migraciones, Cordoba: 2016. URL:
https://rdu.unc.edu.ar/bitstream/handle/11086/4780/La%20herencia%20de%20Bajt%C3%ADN%20Digital.pdf?sequenc
e=1).
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cultures negotiate senses and their contradictions. I will reconstruct the Bakhtinian idea that the
grotesque body transfers abstract senses to a material plane, at the time that it embodies ongoing
cultural mutations, and signals a period of historical transition, sometimes inaccurately [11]. One
section will be devoted to recover these ideas in order to think the horror body as one of those
fragments of grotesque, remnants that manifest renewed vitality as Bakhtin once said.

Nonetheless, as the philosopher suggested, the most appropriate medium to judge each
prolongation of the grotesque is with “the help of concrete material” in which this tradition is collected
[6, p. 58]. Therefore, in the second section, | would like to revise one of the founding fathers in horror
body: the director David Cronenberg. An interpretation of the Cronenbergian films in grotesque terms
will allow us to understand clearly a quite disseminated premise: that horror body is “a meditation on
the transitory nature of the human form” [17]. But this nature is not only a biological precarity,
because this contemporary grotesque expresses a bodily awareness which also reveals the collective
anxieties, originated in the postmodern transformation: a historical moment to which I will dedicate
some reflections in the last section, reviewing recent displays of TV series.

One further observation needs to be added as this article outlines premises about massive
artistic forms, submitted to the demands of global market, a context far from the historical reality that
Bakhtin had in mind, because his modern thought was uncapable of imagining the fragmented subject
and the atomist and mediated society of our postmodernity. However, this work pretends to give
continuity to previous investigations in which | have tried to validate the potential of Bakhtinian
proposal in the study of other historical modalities of the grotesque, thus bearing witness to the
validity of this aesthetic conceptualization which is effective to describe and capture diverse instances
of cultural transformations. In other words, my objective is to show the gargantuan fecundity of
Bakhtin’s heuristic, who invites us to interpret endless artistic forms: objects of knowledge linked to
the social functioning [2].

Grotesque Body: Bakhtin and the Rabelaisian Carnival

It is known that Bakhtin founds a tradition of critical cultural studies with the notions of
carnivalesque and cultures of laughter, from the reconstruction of the popular-comic sources of
carnival: phenomenon characterized by the inversion of social structures, the collapsing of distance
between people, and the celebration of the relativity of symbolic order [8, p. 139]. According to the
philosopher [6, p. 10], the carnival “celebrated temporary liberation from the prevailing truth and
from the established order”: a kind of cultural “suspension” that blossoms in periods of historical
transitions when a new imagen of men can be perceived, as it happened when the Middle Ages and
the beginning of the Renaissance met, the point at which the serious and feudal tone dissipates to
open the way to a new humanism.

In an exemplary way, the works of Frangois Rabelais captured this transition, allowing
Bakhtin to reconstruct one of the lines of the sociohistorical poetics of the novel [3], that is to say,
the line of genres of the serio-comical. The vast memory of this genre contains old narratives well-
nourished by the popular folklore and fertility rituals which celebrate cosmic cycles of nature [4, p.
86-129], and also many another literary forms that transform carnival imagery, as in Shakespeare [7,
p. 173-190], or even in modern writers such as Dostoevsky, whose works are filled with a “carnival
sense of the world” [5, p. 107]. This continuity shows that throughout history the carnival elaborated
its own heritage and its own language: in other words, a whole critical and rebellious tradition, capable
of mutating in time and adopting various manifestations.

In this foundational study, Bakhtin explained that the critic tended to analyze those
manifestations of carnivalized culture in isolation, without considering that all of them respond to a
“system of imagen” that he would then call grotesque realism. In the Bakhtinian appropriation of the
term grotesque, there is no pejorative sense, but a peculiar aesthetic imaginery: a world conception
that kept signs of a social transformation. It is enough to see the images that appear in the Rabelaisian
work: senile pregnant hags, giants whose members merge with the soil, and bodies torn apart whose



fragments acquire new life, are examples of the figures that emerge in the carnal and eschatological
atmosphere of carnival.

As it can be seen, in this grotesque a privileged place is given to the images of body or, more
precisely, a “material bodily principle” [6, p. 19]. Through the corporal materiality, the carnival
questions the asceticism and the absolute and abstract values of the feudal culture, and it does so by
“the lowering of all that is high, spiritual, ideal, abstract; it is a transfer to the material level” [6, p.
19]. More than a mere parody, the grotesque aesthetic disrupts the topographical meanings of
medieval culture, bringing its celestial and spiritual symbology closer to the earthly images of the
tomb, the womb, and the genital organs. With the corporal exaggeration, the exposition of the
physiological functions, and the evaporation of limits between youth-old age and life-death, the body
comes down to earth, thus redeeming what the feudal institutions considered vulgar. Bakhtin called
it degradation:

Degradation here means coming down to earth, the contact with earth as an element that swallows
up and gives birth at the same time. To degrade is to bury, to sow, and to kill simultaneously, in
order to bring forth something more and better. To degrade also means to concern oneself with
the lower stratum of the body, the life of the belly and the reproductive organs; it therefore relates
to acts of defecation and copulation, conception, pregnhancy, and birth. Degradation digs a bodily
grave for a new birth; it has not only a destructive, negative aspect, but also a regenerating one
[6, p. 21].

That grotesque and degraded body lacks a univocal reading: it oscillates in an imprecise
threshold where negation and affirmation coexist. Life and death are redefined, while the limits
between the profane and the sacred are dissolved, as it happens between beauty and monstrosity. As
this is so because the grotesque body materialize a period of historical transition when two
conceptions of the world live together. Therefore, nothing is finished nor perfect in the grotesque
body, given that it shows the human life “in its twofold contradictory process; it is the epitome of
incompleteness. And such is precisely the grotesque concept of the body” [6, p. 26].

In plain sight, the power of regeneration and cheerful contradiction celebrated by Rabelais
little has to do with the terror and the repugnant that evokes the horror body. But it also must be
admitted that there can be historical mutations, as Bakhtin proved by describing other systems of
images in other traditions, pursuing the long persistence of the grotesque which is weakening in time.
An exemplary case is in the Romantic period when “a revival of the grotesque genre but with a
radically transformed meaning” emerged, defined by Bakhtin as a subjective grotesque [6, p. 36].
Other features characterize this aesthetic that subdue the time of popular utopianism of carnival and
vanish the collective human communion with the world: by contrast, in the Romantic forms “the
entire world is turned into something alien, something terrifying and unjustified. The ground slips
from under our feet, and we are dizzy because we find nothing stable around us” [6, p. 42].

As a matter of fact, the most significant changes comes from a preference for the terror that
is capable of reelaborating some Rabelaisian motives, as a transposition in the subjective language of
Romanticism: for instance, the masks, the marionettes and the scarecrows lose their festive and
cheerful character and turn into sinister and melancholic symbols, and madness (that which “makes
men look at the world with different eyes”, [6, p. 39]) becomes a feature of an tormented and cleaved
subject (see Dr Jekyll and Mr. Hyde). Bakhtin says that the “ambivalence offers a sharp, static
contrast” [6, p. 41], and death is exemplary: while Rabelais represented death as resurrection and
mere stage in the eternal continuity of nature, the Romanticism showed it as an irremediable final, or
as a relation irreconcilable with life, as can be seen in vampires and other revenant monsters. Bakhtin
summarizes that “the images of Romantic grotesque usually express fear of the world and seek to
inspire their reader with this fear” [6, p. 39].

It will, of course, be objected that Bakhtin is not interested in digging deep into this Romantic
expression, because his focus is on the historical productiveness of grotesque, and on how this
aesthetics — always related to the human body representation — reveals a time of social and cultural
mutation. Whereas the grotesque images of Rabelais announced the utopian humanism at the dawn



of the Renaissance, in the 19th grotesque heralded the contradictions of a new subject: the Romantic
ego whose interiority was besieged by the forces of the unknown, during the expansion of the
bourgeois culture. As | understand it, in both revelations resides the artistic and heuristic force of
what Bakhtin called the grotesque method: an aesthetic linked “to moments of crisis, of breaking
points in the cycle of nature or in the life of society and man” [6, p. 9]. However, in our times another
aesthetic as body horror seems to revive this temporal critic that sustains the grotesque method, as it
will be explained below.

On Body Horror: A Poetic of Flesh

The body horror, also known as biological horror, born in the North American
cinematography in the 1970s, specially found in the Class B horror films. By a common agreement,
its roots are in the Gothic literature, particularly in Mary Shelley’s Frankenstein (1918), whose
terrifying monster made of human pieces opens the way to a bodily tradition that will continue in the
20th century with the popular undeath figures (George Romero’s Night of the Living Dead, 1968) and
the bodies as host of extraterrestrial (Ridley Scott’s Alien, 1979) or supernatural guests (William
Friedkin’s The Exorcist, 1973). With different arguments, these films eventually showed the
preference for hybrid characters that blur the limits between species. For the critics, that tendency
would have developed a whole thematic and formal specialization, and therefore the definitions of
body horror tend to be linked to the notion of genre, be it as a sub-genre of terror, as generic
manifestation that, alongside porn, explores a bodily excess [19], or as mere tropes of repulsion in
the frontiers of different genres [13].

Yet the definition of horror body can also be understood from another profitable point  of
view when one turns to David Cronenberg, considered a founding father of horror body. This
acclaimed Canadian director is well-known by his refusal of the supernatural, isolating the horror
from its Gothic tradition. Instead, Cronenberg prefers a biological discourse that exhibits the body as
an uncontrollable place, filled with permanent transformations and, at the same time, a precarious
shelter of desires and instincts repressed. “New Flesh” is the term which is used to describe this
repulsive and abject, characterized by repugnance and certain attraction, and full of motives such as:
viral contagion (Rabid, 1977), the omnisexuality (Crimes of the Future, 1970), the fusion between
the organic and technological (Videodrome, 1983), and the bodily improvement through mental force
(Scanner, 1981; The Dead Zone, 1983), splitting (Dead Ringers, 1988), and mutation (The Fly, 1986).

According to Mark Irwin (Cronenberg’s photography director), these repetitions claim that
the sum of his works may be more conclusive than any movie separately [in 16, p. 47]. In fact, when
recurrent elements and motives can be observed in the films, this foundational work seems to
conceive a whole artistic conception that hides an unusual understanding of the body. Therefore, |
would argue that, more than a genre in its own right, Cronenberg composed his own system of images
which was later appropriated by the massive culture, expanding it in two directions: on the one hand,
towards commercial and exaggerated films such as gore or Wes Craven’s slasher, and on the other
hand, towards more subtle forms that | will explore in the next section. This system can be explained
when it is inscribed in the material bodily principle of the grotesque tradition. It occurs that, more
than once, Cronenberg suggested that his movies are aware of the physical, and I think this expression
has relevance if it is interpretated in the light of what we called a grotesque imagery: “that is, the
method of construction of its images” [6, p. 30].

For Cronenberg, to be aware of the physical implies to realize that our own bodies are in
constant change, although we do not notice it. Disease and, ultimately, death abruptly reveal  the
ephemeral condition of our existence because we perceive symptoms, alterations and signals of
disturbance or decomposition in the normal physiological state. However, the corporality is an
unceasing process of transformation, and suffice it to pay attention to cells and tissues successively
replace throughout a lifetime. Cronenberg states that this revelation causes one of the most
indiscernible fears: “it is disturbing because it is based on an existential fear and terror: it deals with
the evanescence of our lives, the fragility of our mental stated and, ultimately, the precarity of all



reality” [in 16, p. 194]%. Cronenberg suggests that other films on technology or the supernatural tend
to ignore this physical existence that the horror body surfaces as an uncanny strangeness through
different techniques.

One of these implies narrating the transformation of the body in detail as a consequence of
failed experiments, investigations of governmental conspiracies or scientific discoveries of the time.
But the causes are not as important as the result: those bodies are always halfway between humanity
and monstrosity, animality or technology. Fly (1986) is the perfect example (and | would dare say the
emblem of the horror body) as it portraits that scientist who invents two pods to teleport objects which
mistakenly fuses the protagonist with a fly at genetic level. One could say that the argument of the
film, more than a scientific discovery, is about the deterioration and the slow decomposing of that
hybrid body that holds on to its last human remain.

At any rate, this horror body recalls Bakhtin’s reading: “the grotesque image reflects a
phenomenon in transformation, an as yet unfinished metamorphosis” [6, p. 48, italics added].
Consequently, these films are interested in this unfinished character, focusing on the process more
than on the final product. Also, the deterioration of the body and its disease are treated like an
unceasing becoming of which the characters slowly become aware until the acceptance (see Shivers,
1975). Accepting this degradation is part of the conception of the physical proposed by Cronenberg,
who also asks: “Why not interpreting the process of aging and death as a transformation? [in 16, p.
123]. In a certain way, these films reinscribe death and disease as parts of the life cycle and, in this
sense, Cronenberg’s narratives remind of Rabelaisian images, because of their mode of situating the
body in a permanent resurrection, a sign of the eternal continuity of human life and biological life in
general.

Nevertheless, in contrast to that positive grotesque that celebrates a cosmic time, the horror
body highlights mortality and aging in accelerated or decelerated ways. In other words, these
biological processes are exaggerated, and this is another technique of horror body: that is to say, the
exacerbation of not only the body (deformations, hypertrophies, excretions), but also the endless
psychological manifestations that the body cannot contain, such as sexual fantasies, hallucinations,
mental illnesses and even addictions. It is important to mention that Cronenberg works all of these
mental rampages because they collaborate with that corporality in mutation, given that the idea of
a homogenous and lucid identity is, for the director, a mere cultural shelter: “we try to keep a constant
identity because we need that stability. Also, our brain is constantly changing, physically changing”
[in 15, p. 14]. All this exaggeration is also sustained by the special effects that Cronenberg defines as
an extreme conceptual imagery which must “hit first”, as an effective medium to make us aware of
“the notion that each one of us carries the seeds of our own destruction willing to germinate is
terrifying. In such case, there is no possible defense, no way out” [in 16, p. 96].

This succinct exploration suggests that the horror body revitalize many senses described by
Bakhtin, especially when he warned us that behind every historical expression of the grotesque there
is a “bodily awareness” [6, p. 48]. Grotesque body could then be another name for this aesthetic form
which composes images of metamorphosis and exaggeration, in order to degradate the idealization
that we have of our own physical existence. For this, Cronenberg is foundational and, at the same
time, exemplary; it is not casual that “corporization” is a regular term when he explains his own
aesthetics procedures [15].

It should be added, however, that Bakhtin claims that in the grotesque lies a problem related
to the way in which those no traditional bodies are inserted into the culture, especially in a time of
radicalization of thought and historical transformations. In other words, the grotesque not only deals
with bodies that break canons, but also with its own historical time. The same applies to the horror
body that keeps a critical attitude as regards its own context: it is not casual that it broke out in
1970s, when the commercial terror abandoned the collective anxieties introduced by the Cold War,
portraying instead an atomist conception of society characterized by the growing individualism and
the influence of the media that separated the bodies.

2 Translations into English are mine.



In that sense, the horror body is composed by images that seek to provoke a visual and
ideological effect. They pursue a revelation and, at the same time, a wake-up call about the cultural
imperatives that encourage to deny the irremediable biological processes: the construction of artificial
lives and simulacra, the confinement in plastic surgery and rejuvenating treatments, the growing self-
administration of medical and psychiatric therapy, and many other phenomena that accompany the
global and postmodern cultural stage. These considerations, of course, lead directly back to the
Romantic grotesque which expresses the fear of a cleaved subject who cannot reconcile with his
world [10, 11]. Although he dispenses with the supernatural explanations, Cronenberg continues this
tradition, confining his characters into their own biology so as to offer a tormented vision of the world
from there: in terms of Bakhtin, one would say that this current grotesque “acquired a private
‘chamber’ character. It became, as it were, an individual carnival, marked by a vivid sense of
isolation” [6, p. 37].

The Long Persistence of Grotesque Body: Current Expressions

That horror in and through a body seems then to be at the service of our own biological, and
also cultural, precarity. It is an affirmation that can be validated when, in some current expressions,
one follows that particular prolongation of the grotesque line. Clearly, cinema still is one of the
privileged vehicles for this aesthetic: from The Elephant Man (Lynch, 1980) to The Human Centipede
(Six, 2009) or Thanatomorphose (Falardeau, 2012), numerous films of the last decades have violently
spread the mutilation or deformation of the bodies, recognizing more or less explicitly their debt with
the New Flesh founded by Cronenberg.

But one can indeed argue that another set of narratives seems to show certain weakening of
the horror body, at least in its hyperbolic and eager violence upon bodies. Such is the case of The
Curious Case of Benjamin Button (Fincher, 2009), whose protagonist subverts the human growth,
playing with the idea of irreversible time and composing a narrative where the body becomes a
temporal prison; or the emblematic Black Swan (Aronofsky, 2011), where the search for perfection
locks that young ballerina in a tormented body whose only possible liberation will be the animal
metamorphoses. Another considerable number of films choose, in turn, a realist frame, portraying the
advancement of diseases and even pandemic paranoia as Contagion (Soderbergh, 2011), a film that
also seemed to foresee our experience with COVID-19. And these are only some examples that |
mention randomly because, as Fredric Jameson sagaciously described [12, p. 651], this “reduction to
the body” is a feature of postmodern massive culture whose films reduce “plot to the merest pretext”
on which corporal shocks and explosions string (sci-fi and porn are also paradigmatic genres of this
postmodern tendency).

Facing this proliferation of topics and genre variants, it is important to question when  we
consider a body to be a horror body: has the category of “horror body” lost its specificity, becoming
a notion liable to describe any corporal ailment? Or is it that, as a consequence of the persistent
repetition of the global market, we have naturalized that grotesque and even learned to coexist with
it? My perception leads me to think that the horror body can still be valid category when it comes to
describing a system of images, in a certain way tied to that awareness of the physical that Cronenberg
promoted. Nonetheless, if, back then, the norms and discourses of science and biology could be read
on those bodies, in recent times, the social order would be written in that corporal materiality: that it
to say, the social rules that fix the limits of the corporal acceptable. | mean, a cultural hegemony that
subdues the bodies to a new canon of “normality”, related to beauty standards, the cult-of-celebrity,
and the upward social mobility: all of them motives that bloom in the global and postmodern cultural
stage.

In this sense, | suggest that, today, the horror body seems to dispense with its aesthetic  of
physical deformity to give way to a degraded “perception” of the body instead. This a grotesque
deprived of special effects that visually shock insofar as the focus is on the self-perception, like a
grotesque body which characters experience from within, or from those “chamber intimacies”
referred by Bakhtin [6, p. 105]. TV series are the territory where this variant is expanded, probably



because they dominate the international audiovisual market, striving to win over cinema’s privilege
place. At first, one could consider successful TV series as The Walking Dead (AMC, 2011-2022),
Black Summer (Netflix, 2019) or even Sweet Tooth (Netflix, 2021), but here the body horror keeps
many of its traditional senses, explaining one of the signs of our time: the viral contagion. However,
in 2021, when the world was still being shaken by the pandemic, two TV series chose another way to
represent the grief-stricken body, becoming representative of a new tendency that may still be shaping
its borders.

One of them is Physical, launched by Apple TV. This show tells us about the emergence of
the aerobic world in the 1980s, and narrates the story of Sheila, a perfect and beautiful housewife,
apparently quite traditional, but who hides a secret: a strong eating disorder and a body dysmorphia
that led her to bulimia. Yet, it is narrated in a parody-like style by showing, with certain grotesque,
the protagonist’s gluttony and lack of self-control when it comes to food, and the absurd ways in
which she hides these practices. But the TV series also relates introspectively those grievances
through the use of stream of consciousness. As a matter of fact, the first scene displays that perception
when Sheila, in front of a mirror, underestimates herself ceaselessly: “embarrassing, pale, pasty, fat,
gross, disgusting, lazy (...) look at you. Disgusting, sticky. Might as well just give up” [18]. Sheila’s
body pays the consequences of boredom of the suburbial life and a marriage in which, in her own
words, she feels “stuck” [18]. The protagonist neither assumes the passage of years, and she longs for
the past, the time when she pursues political and cultural utopias, since she used to be part of those
countercultural movements that put faith in the political idealism and the hippie subculture ideals.

Sheila then keeps a hold on that world which suddenly vanishes due to the growth of the
mediatic and consumer culture that, unexpectedly, captures her. As a kind of epiphany, she discovers
exercise videos and workout routines that emerged with VHS, and that actresses like Jane Fonda
promoted. So, Sheila built up an empire as a fitness instructor model, even when her body will again
be subdued to other pressures: extremes routines, steroids, strict diets and, above all, physical
appearance. In both, married life and fitness world, the body always appears as a jail, as a control
dispositif which suppress the subjects to the mandates of what is conceived to be a corporal normality
in our recent historical context.

However, other TV series chose a lugubrious tone in order to exhibit this contemporary horror
through the body, and this is the case of Netflix’s Brand New Cherry Flavor. The show relates the
journey of Lisa Nova in the 1990s, a Brazilian girl who aspires to be a filmmaker that settles in Los
Angeles, more precisely in the cinema mecca: Hollywood. Lisa will rapidly get into the world of
Hollywood superficiality; that is to say, self-centered and vain actors, obsessed with their physical
appearance, and other that we will never get to know because their faces remained covered with
plastic surgery bandages throughout the plot. Despite her dreams, Lisa will find a perverse
environment, filled with deceptions and false promises, and she will be swindled by one of the most
famous directors who stole her first tape. The recording of this rising star called “a young female
Cronenberg” [1] is, in fact, a horror body film close to the gore, one which will gradually trespass her
personal life when a kind of witch makes her an offer: to take revenge on the director and, at the same
time, achieve the success she longs for. In turn, this shaman will demand a payment of “something
inside you. Tasty” [1]: kittens that Lisa will vomit one by one. This scene is strongly grotesque, and
reminds us Julio Cortazar’s classic tale, “Carta a una sefiorita en Paris” (“Letter to a young lady in
Paris”, 1951), whose protagonist grows anxious because she pukes out little bunnies non-stop.

Brand New Cherry Flavor looks back at that literary tale, composing a parodic interpretation
where another anxiety will emerge: the desperation to achieve success and thus repair a family
abandonment. But, as the fame increases, Lisa’s body pays unusual consequences: it undergoes a
metamorphosis and deformities appear, while she keeps on vomiting other weird things as the witch
feeds her with exotic and rare banquets. As can be seen, the role of food in this TV series is also
important, rightly introduced by its title: flavors matter. However, this taste is the bittersweet flavor
of the price paid for a provisional fame, and therefore it is not casual that Brand New Cherry Flavor
locates that body in a historical period of media victory, reality shows, instant celebrities and
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paparazzi that besiege personal life: a context where the body is subdued to permanent scrutiny by
the show-biz, without opportunity to preserve their privacy.

Both series, in the border of black humor, work different fears that were born in the culture of
the image. They demonstrate that, up to some extent, all horror body contains certain carnivalesque
spirit because of their way to parody and exaggerate the limits of corporal materiality, but also this
TV series suggest that, as Cronenberg once said, “to film terror is always to walk the thin line between
horror and the ridiculous” [in 16, p. 89]. Still, it is evident that, through a humor quota, the current
narratives can propose certain historical revisionism of a hinged moment when the consumer culture
expands, swallowing the bodies: the last bastions where subjectivities can shelter, as Jameson rightly
hypothesized [12]. And | could not only refer to corporality, because both stories develop in a daily
environment, paralleling the loss of control over the body with the deterioration of intimacy and
family as an institution. | would then say that, behind those bodily material metamorphoses, lie some
cultural mutations: the decline of family as a utopia, and the siege of media culture which turn privacy
into public. It is a horror body that seems to be closer to Kafka than Shelley, as the Kafkian monster
refuses to coexist with the monstrous body that suddenly he no longer recognizes, becoming aware
that he has always been cornered in the bureaucratic boredom of daily life.

Either way, the tradition of Gothic horror is a grotesque that remains attentive to the new
sensibilities that appear in the culture horizon, finding creative methods to become aware of our own
bodily participation in the world. In this article, | have only glimpsed some general features in order
to draft a complex hypothesis, even an immeasurable one when one observes the broad system of
grotesque-horrific images expanding in our culture: the celebration of a monstrosity in the streets
on Halloween, the grotesque performances of artists with a great mercantile attractive like Lady Gaga,
the craze for piercings, tattoos and scarifications that fashion consecrate as “body art”, but also other
disturbing phenomena, like the ceaselessly attempt to stop aging with plastic surgeries and digital
filters, the increase of eating disorders in the youth, the accident and torn bodies that go viral on social
media, the genetic manipulation in every realm of living beings, and the mutations caused by nuclear
contamination and agrotoxins.

In this context where nature give constant signs of exhaustion, and where the accelerated
mutation of an unexpected virus that will eventually use every letter of the Greek alphabet, the
representation of corporal materiality takes a central place, claiming an investigation more extended
and systematic. Certainly, little remains of the utopian and collective encounter celebrated by the
Rabelaisian carnival, because those grotesque bodies reveal the horror of our physical fugacity,
encouraging us to question about the ephemeral character of our existence. On the whole, however,
it would seem clear that is also proof of the artistic and heuristic force of a grotesque that always
speaks its own time. Because, as Bakhtin taught us, in the unfinished metamorphosis of grotesque
images what is finally read is “the relation to time, its perception and experience, which is at the basis
of these forms was bound to change during their development over thousands of years” [6, p. 48].
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Annotation. This theoretical essay elaborates an approach to historiography using dialogic concepts
to construct histories, noting that some utterances are more important than others depending on context and
continuously open to revision; as Bakhtin argued, there is “no final word.” My analysis elaborates the role of
re-enlightenments, which | define as cognitive, historical, personal, and cultural transformations of
understandings replacing old with new. In this scheme, re-enlightenments function as keystones celebrating
events, which demarcate and shape both downstreams and upstreams. Downstreams concern the consequences
of re-enlightenments, including the impetus to construct histories. Upstreams are about the foundational events
that are said to memorialize the event. Dialogically histories are generated in these upstreams; they may be
identified/selected downstream as noteworthy events in the past, but their selection and treatment occurs
upstream after the fact. A case study follows tracing the re-enlightenment of American architect Frank Lloyd
Wright from Oak Park (Illinois, USA)’s béte noir to recognition as America’s greatest architect, not as chapters
of a career but rather a sequence of competing narratives.

Keywords: addressivity, dialogism, re-enlightenments, history, upstream, downstream.

Introduction

Dialogic processes were the focus of Mikhail Bakhtin and his colleagues Valentin Volosinov
and Pavel Medvedev, in a group that has come to be called the Bakhtin Circle and whose work
together in the early twentieth century, has come to be known as Dialogism. Bakhtin came to be
regarded as a Russian philosopher, literary critic, semiotician and scholar who worked on literary
theory, ethics, and the philosophy of language. His writings, on a variety of subjects, has inspired
scholars working in disciplines as diverse as literary criticism, philosophy, sociology, anthropology,
pedagogy, rhetoric, composition, and psychology.

The core of Bakhtin’s work was best captured by his principle there is “no final word.” For
Bakhtin, every utterance is a response to another utterance. Discourse itself unfolds in time in a sea
of competing voices in a process he called heteroglossia (Bakhtin, 1934). And though Bakhtin worked
extensively with language and literature, he never explicitly theorized history as fully as he did
discourse.

There are several reasons for this gap. In 1928, he was arrested for political reasons but was
then moved in 1930 for health reasons to Kostanay where he worked as book-keeper and wrote several
important essays and books, including Discourse in the Novel. In 1938 he devoted himself to a book
on Goethe with important ideas believed to include historical processes. In 1940 this work suffered
near total destruction when his publishing house, which was preparing the manuscript for publication,
was destroyed in a Luftwaffe bombing. Little survived, and he is said to have used the remaining
paper, in the desperate times of World War 11, to roll tobacco into cigarettes, which he smoked.

In any event, many of Bakhtin’s ideas about historical processes may be gleaned or inferred
from work published before his arrest and exile. It is possible for example to envision history as
sequences of utterances, particularly remembered utterances. To make such an approach work,
however, requires recognizing that some conversations and utterances are more memorable than
others, and understanding that just what is remembered can decline or become salient over time. To
use Bakhtin’s utterances in this way requires a particular refinement | explain in my theory of re-
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enlightenment, which is the central focus of this paper.

Re-enlightenments are cognitive, historical, and cultural transformations of understanding in
which the new replaces the old. It applies to everything from personal life-changing events to
historical shifts. For example (and my main example in this paper), Chicago suburban architect Frank
Lloyd Wright’s transformation from Oak Park’s béte noir to his characterization as America’s greatest
architect (and all the events in between) a series of historical and cultural re-enlightenment. It is re-
enlightenments (plural), not enlightenment, because, like Piaget’s schemata (plural), re-
enlightenments are continuous, one setting the frame for those that follow.

In this way re-enlightenments function as keystones or remembered and celebrated events
demarcating and shaping both “downstreams” and “upstreams.” Downstreams concern the
consequences of the re-enlightenment, including the impetus to construct histories, as well as related
recollections, stories, commemoratives, recollections, documentarians, legends, myth, gossip, and
awards. In Wright’s case, for example, these include the denigration of his character related to his
European assignation with Mamah Cheney as well as departure from Oak Park to build Taliesin in
Wisconsin, USA. Upstreams are always constructed in the downstream after the transformative event,
such as construction of Wright’s design for Fallingwater, and recognition of certain events as seminal
in his identity as a pioneer in his field, including the recognition of the Prairie School of Architecture.
Ironically, the upstream, as meticulously supported by a record, is constructed downstream of a re-
enlightenment, memorializing what was and is to be remembered. In this mix, the transformative
event is primary, both defining and configuring upstreams and downstreams. Histories are to be
understood as generated in these upstreams; they may be identified /selected downstream as
noteworthy events in the past, but their selection and treatment occurs upstream after the fact.

In this paper, we begin by reviewing central concepts of dialogism and noting some of its
limits in dealing with history and historiography, as noted by scholars such as Brandist (2004),
Lindsey (1993), and Sempere (2014). Ithen propose new uses of Bakhtin’s and VoloSinov’s concepts
to address these issues and present a case study of the re-enlightenment of Frank Lloyd Wright as an
example of such an approach. I close with a summary of additional re-enlightenments.

Bakhtin and the Bakhtin Circle’s Dialogic Semiotics

Bakhtin’s fundamental unit of language (i.e., discourse) is the utterance ranging “from a short
(single-word) rejoinder in everyday dialogue to the large novel or scientific treatise... A given
utterance is preceded by the utterances of others, and is followed by [ends with] the responsive
utterances of others” (Bakhtin, 1986, p. 72). Yet discourse is dialogic not because the speakers take
turns. Discourse is dialogic, rather, because it is continually structured by reciprocity and tension —
indeed even conflict — between and among the conversants, between self and other as one voice
“refracts” another (Nystrand, 1986, 1997). It is precisely this tension — this relationship between self
and other, this juxtaposition of relative perspectives and struggle among competing voices — which
for Bakhtin gives shape to all discourse and hence lies at the heart of understanding language as a
dynamic, sociocognitive event. And the meaning of an utterance is partially determined by the voice
it is answering, anticipating, or even striving to ignore. Speakers’ voices and writers’ texts have
potential for meaning which unfold and are realized by listeners’ and readers’ responses.

Which is to say, an utterance/word is marked by "addressivity" and ‘“answerability”
(Volosinov, 1973; Bakhtin, 1986). Addressivity means an utterance is always oriented to a
listener/reader whom the speaker/writer assumes will process a sentence into a meaningful exchange.
Answerability means that speakers/writers always address their utterances to someone who they
assume can generate a response and anticipate an answer. The speaker/writer talks/writes with an
expectation for a response, agreement, sympathy, [or] objection. Or as Rommetveit (1974) puts it,
“We write on the premises of the reader and read on the premises of the writer” (p. 63).

Discourse in the Novel provides Bakhtin’s examples par excellence of addessivity and
answerability where characters continuously interact face to face. VVolosinov (1973) extends this
conception to written texts: “A book... is also an element of verbal communication. It is something
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discussable in actual, real life dialogue, but aside from that, it is calculated for active perception,
involving attentive reading and inner responsiveness” (Volosinov, 1973, p. 95).

This concept of discourse is fundamentally different from the common view that utterances
are independent expressions of thoughts by speakers, an account that starts with thoughts and ends
with words. For Bakhtin and Volosinov, a given utterance is always already embedded in a history
of expressions by others in a chain of ongoing cultural and political moments. History is at the root
of dialogic refractions.

Bakhtin and History

We now examine dialogic takes on history, noting particularly the challenges of dialogism in
formulations of Great Time. Working with Bakhtin Circle, for example, VoloSinov argued for a
contemporary interaction of the conversants. In a famous passage he poetically argued that:

Word is a two-sided act. It is determined equally by whose word it is and for whom it is meant.
As word, it is precisely the product of the reciprocal relationship between the speaker and listener,
addresser or an addressee. Each and every word expresses the “one” in relation to the “other.” T give
myself a verbal shape from another’s point of view, ultimately, from the point of view of a community to
which | belong. A word is a bridge thrown down between myself and another. If one end of the bridge
depends on me, then the other depends on my addressee. A word is shared by both address or and addressee,
by the speaker and his interlocutor. (Volo§inov, 1973, p. 86)

For VoloSinov, particularity of meaning hinges on “interindividual territory,” which requires
the two individuals to be a socially organized group (a social unit). One might imagine VoloSinov’s
conversants were contemporary colleagues or conversants, though his inclusion of “purported
addressees,” i.e., readers, extend the utterance in time. In the end, however, VoloSinov argued that
“forms of signs are conditioned above all by the social organization of the participants involved and
also by the immediate conditions of their interaction” (VoloSinov, 1973, p. 21). In this formulation,
we may understand the scope and time frame of a concrete utterance and how it responds to previous
utterances while anticipating subsequent utterances. In effect, VoloSinov’s concrete utterance rooted
in its immediate social situation and the broader social milieu (VoloSinov, 1973, p. 86) inflates the
scope of histories to be told.

For his part, Bakhtin expanded the scope of addressivity by referring not to conversants  but
rather the discourse itself, viz. “already uttered,” the “already known,” the “common opinion” and so
forth (Bakhtin, 1981, p. 279).

Related to these distinctions, scholars have recently noted uniquely dialogic difficulties in
writing histories, in particular due to the unfinalizability of history. For example, William Lindsay
(1993) notes in his incisive essay, “‘The Problem of Great Time’: A Bakhtinian Ethics of Discourse,”
that for Bakhtin, history is boundless: “There is neither a first nor a last word and there are no limits
to the dialogic context” (Bakhtin, 1986, p. 170). Every word is but one in a chain of utterances
stretching back to the beginning of human time and forward to its end. Lindsay asks, if history is
unfinished, how does one deal with “the brute reality of past and present”? The short answer by this
logic one can’t.

And finally Julio Peir6 Sempere notes, Bakhtin warned us that to enclose a literary work
within the boundaries of a single epoch, even if it is its own, may fail since “works break through the
boundaries of their own time, they live in centuries, that is, in great time and frequently (with great
works, always) their lives there are more intense and fuller than their lives within their own time”
(Sempere, 2014, p. 152).

The Case of Frank Lloyd Wright

We now proceed with a case study of Frank Lloyd Wright, including some notes based on an
autobiographical narrative inquiry of the author, laying out in dialogic terms the dynamics of re-
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enlightenment.

To undertake an account of history as a dialogic process, we look closely at the life and career
of Frank Lloyd Wright in case study. Wright is ideal for such a study for several reasons. First, he
had a very long and productive life stretching from the time of the American Civil War (born 1867)
to World War 11 and beyond to the America-Russia space race, dying in 1959. In all he published
twenty books and many articles and was a popular lecturer and widely quoted in the United States
and Europe.

Oak Park, Illinois was the site of Wright’s home and office where, in this earliest phase of his
career (1898-1909), he produced a third of his life’s work. Surviving a turbulent biography and many
harsh architecture reviews, Wright was nonetheless recognized in 1991 by the American Institute of
Architects as "the greatest American architect of all time.” Since 2012, Wright’s work has been
archived by the Avery Architectural & Fine Arts Library at Columbia University, New York City.
His oeuvre clearly resides in Bakhtin’s Great Time, noted for such works as Taliesin (1911),
Fallingwater (1937), Robie House (1908), Prairie style houses (1930s), Oak Park’s Unity Church
(1905), Darwin Martin House (1904), First Unitarian Society of Madison (1941-1951), and New
York City Guggenheim museum (1959). These are regarded as the great works now. This is to say,
using Bakhtin’s contrast between official and unofficial discourse, these works are part of official
architecture; most of Wright’s early work was unofficial architecture though many of designs
eventually became regarded as official. As Bakhtin wrote, “There is no final word.”

In his early career in Oak Park, he was locally celebrated at the time — at least among some
neighbors — for early works in Oak Park, e.g., the 1905 Unity Church and several homes on Forest
Avenue in Oak Park — these artifacts did not gain wide or official recognition as seminal work until
much later. This early period in Wright’s career was frequently controversial with vibrant, even
intemperate exchanges of views about Wright and his work. Large numbers of Oak Parkers detested
him (Frank Lloyd Wrong!) while a small but loyal circle of neighbors celebrated him and hired him
to design their homes. This process continued for decades and helps us understand history as a
dialogic process. In dialogic terms, the early works of Wright from this time may be understood as
unofficial architecture whereas key sites e.g., the Robie House built in 1908, but not recognized until
1963; Taliesin, built three times starting in 1911; the Darwin Martin house (1904); and even some of
his Oak Park houses on Forest Avenue, e.g., the Winslow house (1893-94) — are now routinely
recognized as official architecture. This analysis of Wright’s early efforts in Oak Park may largely
viewed as a crucible affording a dialogic view of how unofficial architecture can become official.

Parts of this paper are autobiographical. | grew up in Oak Park and was a sophomore in high
school when Wright died. His home and office were at the time boarded up, and his presence had
dwindled to a quiet controversial echo of earlier times. Decades later, | also came to experience
Wright’s Taliesin first hand when my wife and I hired Charles Montooth, one of Wright’s original
apprentices, to design a Usonian house for our family when we were living in Madison, Wisconsin.
Meetings with Montooth at Wright’s Taliesin gave me considerable insight to Wright’s studio and
architectural development Oak Park, Illinois.

When | graduated from Oak Park and River Forest High School in 1961, | already knew — and
savored — the curious fact that the town’s very own world-famous writer Ernest Hemingway had
received a D in English within those same walls, and that he had described our mainly Protestant and
white upper-middle-class suburban town as suffering from “wide lawns and narrow minds.” I can
still construct with perfect clarity in my mind’s eye Wright’s house and office (now Home and Studio)
and above all his Prairie-style Unity Temple, now a Unitarian Universalist church. As a boy, I also
recall visiting Wright’s Frederick House then under construction in nearby Barrington Hills, Illinois.
My parents and the owners had been close friends, and we were invited to see the architect’s vision
take form.

And yet, this celebrated icon of architecture became part of the official memory of Oak Park
only much later, a development that struck me when I returned to the town for my fiftieth-year high
school class reunion in 2011. Wright’s buildings had been in the neighborhood for a century. I had
walked past some on my way to and from high school, but fifty years later they were celebrated
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destinations for countless sitors. His house and office had become the Wright Home and Studio, a
gift shop and tourist center, and busloads of international visitors toured Wright’s structures along
Forest was Avenue. Oak Park had re-enlightened him.

Wright had been canonized, and his Oak Park legacy was firmly established for future
generations. Oak Parkers had died or conveniently forgotten, suppressed, or let fade the memory of
the local genius whose reputation had in its day been marred by his bohemian inclinations. In 19009,
he had been ostracized for having abandoned his wife and their six children, and running off to Europe
with Mamah Cheney, the wife of one of his clients. Tensions among Oak Parkers ran high between
Wright’s design gifts, on the one hand, and his bohemian proclivities, on the other. Many of his former
neighbors would cross the street rather than say hello or even acknowledge him. Even before his
affair with Cheney, his untraditional buildings were controversial. A vintage (1905) Oak Park post
card featuring his house and studio and labeled only as "The House Built Around a Tree" —no mention
of Wright.

By the time of my high school reunion, Wright’s bohemian ways had become a footnote in an
extensive legacy. This clash of reputations perplexed me as | recalled my daily walks past the Cheney
house to and from high school. Wright’s inappropriate conduct earned him the status of pariah on the
front page of the Chicago Tribune, and put an end to his Oak Park architecture practice. He left town
in 1911, returned to Wisconsin, where he was born, and with the Villa Medici in Fiesole still in mind
from his European escape with Mamabh, built Taliesin in Spring Green (Secrest, 1992, p. 209).

After Wright escaped Oak Park for Wisconsin, Wright’s abandoned wife Catherine used  to
say that she “kept” the Oak Park house and office; terms like “preserved” or “conserved” might have
implied some lingering affection. Yet the house and office were all she had after his moving away in
1911, and the place was no doubt marred in bitterness. She refused her husband a divorce because
she knew that Wright would never pay alimony or child support. Indeed, the townsfolk were aware
that this was a man who had not only abandoned his family but also left them an unpaid grocery bill
of over $900, the equivalent of more than US$27,000 today in 2022. For Catherine  the house had
little to do with Wright’s legacy — indeed, 1912 was too early to speak of Wright’s legacy. Catherine
hung on to it because it was her only asset. She sold it for a song in 1930 when she remarried. By the
1960s, it was in serious disrepair, and if not for a local builder, Tuscher Roofing, this important
historical site might have crumbled into oblivion. Tuscher took control of the property in 1974 and
began a thirteen-year restoration, reinforcing the common wisdom that fixing up a Wright building
starts with the roof.

Wright’s Home and Studio were listed on the National Register of Historic Places in 1972 and
declared a National Historic Landmark four years later. This period marked the re-enlightenment of
Wright’s rehabilitation in Oak Park; he was no longer regarded simply as Oak Park's béte noir.

This brief account of Wright’s early career, starting in Oak Park and culminating in his
construction of Taliesin in 1911 (and twice reconstructed after fires in 1914 and then 1937) ultimately
helps us understand history not as an accretion of facts (cf. Carr, 1961, 1987) that ends with an official
history of consummated truths about the way things were, but, rather in dialogic terms, a series of
conversations about his architectural gifts and subsequent narratives about his liaison with Mama
Cheney, their abandonment of their families, and their voyage to Italy. In Bakhtin’s terms, official
histories are “monologic” and closed off.

By revisiting our cultural, intellectual, and moral beliefs, both shared and personal, we may
come to see that we sometimes live according to temporarily convenient truths. As a high school
graduate from Oak Park, Illinois, later as a teacher and scholar, and now as a professor emeritus and
author | have grown increasingly conscious of this phenomenon.

Oak Park Rediscovers Frank Lloyd Wright
Wright died on April 9, 1959; his wife Catherine had died only two weeks earlier. His sudden

passing, fifty years after he left Oak Park, found the community largely unresponsive. The old-
timers who had known Wright’s scandals firsthand were mostly gone, and only a few admirers who
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had actually known him were still living in Oak Park. The local newspaper, Oak Leaves, noted
Wright’s death on Thursday, April 16, 1959, in an article titled “1888—1916.” Written by Leith Scott,
who knew Wright and had interviewed him on several occasions, the article mainly recounted
Wright’s Oak Park career. The title’s dates are somewhat puzzling, given that Wright was born in
1867 and died in 1959. It is true, however, that Wright moved to Oak Park in 1888. And though the
year 1916 is unexplained, after Wright’s departure with from Oak Park with Mamah Cheney in 1911
— which Wright called “voluntary exile” — several of his associates continued what architect and
Wright colleague Marion Mahony Griffin called the “Chicago group” traditions, and the year 1916 is
sometimes cited as the end of this period (Pfeiffer, 2001).

It took yet another week in 1959 for the local newspaper to publish an official obituary. Titled
“A Great Villager,” it began tepidly: “These villages, like any community, are what they are because
of the influences of individuals, past and present.” The article’s penultimate line probably best
captures the tipping point when Oak Park could acknowledge Wright’s eccentricities and at the same
time celebrate his towering contributions to the local community and to art and architecture
internationally: “All of us can mourn his death, remembering his brilliance and making allowance for
his human weaknesses.”

History, it would seem, can indeed be changed. When I was in high school, Wright’s houses
and community were all there as apparently unchangeable “facts.” But change history we do. As we
engage events and individuals in the context of contemporary circumstances — as we look back to a
past we never experienced. An individual once blighted can become recognized as a genius or a “man
about town” (or both), and it’s a few contemporaries and increasingly others that follow who make
this happen.

Sabrina Tavernise examines the selectiveness of memory giving such examples as “Turkey’s
blank spot where the Armenian genocide should be.” Or Japan with its squeamishness about its
aggression and mass murder in China.” After the fall of the Soviet Union as more sources documented
Stalin’s atrocities, Russians nervously papered over accounts of their past by celebrating Stalin as
“the man who led the Soviet Union to victory in World War 1l and industrialized a peasant nation”
(Travernise, 2017).

Oak Park’s rediscovery and rehabilitation — re-enlightenment — of Wright happened in the
1970s and 1980s when enough people who detested him died or had left the scene and a few, mainly
from beyond Oak Park, discovered, rediscovered, and celebrated his work. It would fall to later
generations to fix “the way it was,” reconfiguring current understandings. Or in dialogic terms,
remembering brings the past into the present by recreating or revising it. As Judith N. Shklar writes,
remembering is “drawn out of a general, cultural, not a private consciousness, and made explicit”
(Shklar, 1976, p. 50). In Wright’s case, the concept of a “Prairie School” of architecture and design
was coined at the same time that the house and office became the Home and Studio. As Gary Taylor
(1996) tells us, history is ultimately “not what was done but what is passed on.”

In short, we best understand history not as the cumulative accretion of “the way things were.”
Carr rejected this empirical view of the historian's work as “an accretion of ‘facts’ that he or she has
at their disposal as nonsense” (Carr, 1961, 1987 2nd ed. New York: Vintage,). See also Aaron’s
(1961) refutation of histories as the “aggregate of little facts” (Dimensions de la conscience
historique, Plon, 1961). Rather than history as fulsomely footnoted and commonly shared, Bakhtin’s
framework of utterances may be used to treat history as personal and official narratives unfolding in
contemporary settings, including both past and present interactions.

Wright’s homes in Oak Park have been there since they were built, but through the process of
re-enlightenment their status and currency have been revised. Memory along with history, personal,
communal, and organic, morphs over time.

A more recent example of this re-enlightenment is Monona Terrace, a convention center on
the shore of Lake Monona in Madison, Wisconsin, which Wright first designed in 1938. At the time,
the city council vilified Wright and his proposal, which was rejected by one vote. In 1959, the state
legislature passed a zoning ordinance prohibiting the construction of any buildings along Lake
Monona taller than twenty feet, a regulation motivated solely to stop construction of Monona Terrace.
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It was only in 1992 that Madison finally resolved to build the Monona Terrace Community and
Conference Center. Tommy Thompson, Wisconsin’s pro-business Republican governor at the time,
became a vigorous Wright supporter after a trip to Japan, where he learned that Wright was
Wisconsin’s favorite son in that country. In other words, Wright was good for Wisconsin business in
Asia. In the end, Wright’s proposal to build Monona Terrace had bipartisan support from the governor
and the state legislature to the city council and the mayor of Madison at the time, Paul Soglin.
Construction began in 1994; doors opened in 1997.

I have followed Wright’s career and evolving identity with great interest from my youth in
Oak Park to my present in Madison, but I didn’t always see him as I do now. Like many of my high
school classmates, | was aware of Wright and could point out his buildings. But my understanding
and regard for him changed; I too have participated in Oak Park’s re-enlightenment of Wright. When
I travel on business, | make sure wherever possible to visit nearby Wright houses, and over the years
this pursuit of Wright has become as much about my personal journey as about his memory — a
parallel narrative about the development of my understanding of Wright’s architecture and the
evolution of my own sensibilities.

My oldest childhood memory is that of a preschooler building a “wall” of Cheerios in a
window sill of my home. In time my fascination morphed into woodworking and a walnut end table
in a high school course in woodworking (my work was always late but graded A). Today — 62 years
later — this little table is my unfailing loyal companion for morning coffee and daily news sources.
When | was a high school teacher, | rehabbed every apartment I rented. Later as a beginning professor,
I took to rehabbing houses I lived in, but it wasn’t until | reached the University of Wisconsin-
Madison that | rediscovered Wright. His seminal first Usonian house (Jacobs I) was within walking
distance of my home and was opened to the public for tours. I was soon under his spell, learning
many of his secrets by building replicas, for example, of the Jacobs screen door and discovering the
logic of his designs. At the same time, my wife inherited a southern Wisconsin woodland, which led
to our discovery of Wisconsin prairies and their foundation for Wright’s Prairie Style. As one thing
led to another we hired one of Wright’s still living apprentices to design a house for us in our
woodland. (For a view and tour of the house we did build, see Nancy’s Shangri-la). By this point |
had no difficulty agreeing with the consensus that Wright was America’s greatest architect.

The novel Memoirs of a Geisha by Arthur Golden, published in 1997, usefully delineates
Wright’s Japanese tours, from the first journey when he bought Hiroshige woodblock prints for
pennies and later sold them for thousands of dollars in the US — they were a main source of income
in the 1920s when Wright could barely scare up commissions here — and his work in Japan,
particularly the Imperial Hotel in Tokyo. Japan was where Wright advanced his use of cantilevers
and learned the spirituality of horizontal lines, and where he learned to trim roof fascia with dentils.
Wright stole a lot from Japan — as Picasso said, good artists borrow, great artists steal — but barely
mentioned its influence beyond a general admiration for Japanese aesthetics and the Hiroshige
woodblocks he hawked.

In 1961, the day before | went off to college at Northwestern University, | gave a cello recital
at the River Forest Women’s Club, designed in 1913 by William Drummond, who had previously
served as Wright’s chief draftsman. Today it’s a private home, and it couldn’t be more Wright-like
(even if it’s now painted green). For me, in 1961, it was just a place I gave a recital. It was only on a
recent visit, in the midst of my own re-enlightenment, that I registered Wright’s influence, including
banded casement windows with extended eaves and the dramatic opening from a small lobby into the
auditorium. It was a duh moment — it had been there for 60 years. | played my recital there in 1961.
But I didn't understand Wright's clear influence until 35 years later. |1 was particularly impressed at
my 50"-year high school reunion to note the extent of Wright’s rehabilitation. Signs ~ at every major
intersection with major streets entering the village pointed to his Home and Studio. Tour busses lined
up at his Home and Studio on Forest Avenue, including many international visitors. Wright was Oak
Park’s most prominent tourist draw. Amazing. Re-enlightenment.
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Frank Lloyd Wright’s History

So just what is the dialogic history of Frank Lloyd Wright? How did an untrained architect
originally from rural Wisconsin who had been shamed by his previous suburban Chicago clients go
on to become known as the world’s greatest architect? Clearly this history is complicated, with many
competing, even combative narratives and has been told in many variations in different forms with
endless revisions, starting, for example, with Wright’s early Oak Park presence when he designed
several houses on Forest Avenue and other local sites. Then his history was bits of gossip as his clients
buzzed about (and hired) the young, new architect from Wisconsin. That was Wright’s history from
the first decade of the 20th century. After Wright returned from Europe with Mamah Cheney in 1910,
any account of his activities would have been local in renewed gossip and, more widely, in
inflammatory newspaper stories.

His local 1959 obituary, published when I was in high school, perhaps marks a tipping point
in his reputation, and by the 1970s, his homes and career were celebrated as events marked by long
lines of visitors and tourists at his Oak Park Home and Studio.

This history dates circa 1972 when he was declared principal architect of the Prairie School,
a term Wright himself never used, and when his house and office became re-enlightened as the Wright
Home and Studio, this account minimized his scandal with Mamabh. Indeed, by the 1990s, more than
three decades after his death, in addition to scores of books, articles, and exhibitions about him,
Wright was the object of unique hagiographies in opera, drama, and fiction, all of which refracted the
understandings of their time. Finally (at least for now), the Avery Architectural & Fine Arts Library
in New York City — the final resting place of Wright’s drawings and models — collaborated with the
Museum of Modern Art to produce yet another major exhibition, Frank Lloyd Wright at 150:
Unpacking the Archive, which ran from June 12 to October 1, 2017. These numerous re-
enlightenments, each with its own story, thus constitute more than a narrative history. Together they
form a dynamic history of histories, which is to say history as a dialogic process.

History as a Dialogic Process

One might argue that these episodes are but “chapters” in Wright’s biography. However, re-
enlightenments not only elucidate people and events; they also recontextualize transformative events,
such as the scandal that forced Wright to abandon his practice in Oak Park. A dialogic history of
Wright’s career derives not from a process of accretion excavating facts, persons, and events from
archives and other sources. Over time, the story of Frank Lloyd Wright shifted significantly with
many ups and downs. In this example we can see that history is a dynamic narrative continuously re-
enlightened and revised by contemporary events, leaving behind trails  of multiple, often competing
histories. Each account re-enlightened Wright in the eyes of the public, recasting both a downstream
(personally scandalous identity when he returned to the United States with his client’s wife and
ultimately architecturally heroic by the time of Fallingwater) and an upstream addressing its
foundation at every turn.

History is normally understood and practiced as the investigation of the past as it is described
in written documents. In their research, historians examine memories, make discoveries, collect data,
and organize the results for presentation of information about these events. The resulting
interpretations tell stories, i.e. histories, of these events, but their accounts do not involve the
addressivity Bakhtin viewed as the core of writer-text engagement. In short, historians read
nondialogically, and, when this is so, the resulting histories may be regarded as monologic Official
Histories (here’s the way things were).

By contrast, history as a dialogic process singles out chains of utterance that generate re-
enlightenments and so gain currency. In the resulting accounts, some utterances are more important
than others. The dialogic historian’s analysis, furthermore, is bifurcated. For events illuminated by
re-enlightenment and so deemed worthy of remembrance, e.g., the crucifixion and resurrections, there
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is a downstream traced by the responses, e.g., Christianity and the Holy Roman Empire, that unfold
from the re-enlightenment itself. Dialogic histories then focus on the utterances and their responses
that are properly understood upstream as foundational to the re-enlightenment itself. These dialogic
histories take the form of narrative; there is no history without a narrative.

Such transformations shape our everyday experience. One day I meet someone I didn’t know
— someone who previously was “nothing” to me — but who today is “my best friend” or “someone |
had rather never met,” i.e., a “someone.” Today, retired, with time to probe family scrapbooks as well
as high school yearbooks and the “junk” (i.e., “nothing,” at least for now) in my basement, with plenty
of leads to follow up on Google, I understand in retrospect how high school classmates — my tennis
mates and the girlfriend I haven’t seen in fifty years — were keys to my formative development.
Likewise my senior-year Expository Writing teacher sparked an entire academic career, including
thirty years of funded research.

One day a no-one, Frank Lloyd Wright, was Louis Sullivan’s draftsman. Six decades later,
when most of his detractors had died and his fame had spread worldwide, he emerged by wide
consensus as “the greatest of all American architects,” and, along with Ernest Hemingway, a major
tourist attraction for the village of Oak Park. As Wright and Hemingway came to be canonized,
“nobodies” became “somebodies.”

One day, a carpenter called Jesus of Nazareth preached to followers in Galilee. He lived and
died a Jew and never knew he was a Christian. This “someone” we all know didn’t coalesce for two
hundred years after his death, and largely because the preacher’s reported rise after death came to be
sanctified as the Resurrection. Today our secular calendar is predicated upon his birth, and most of
us don’t give it a second thought as we date our checks and schedule appointments.

In the sixteenth century, René Descartes founded modern philosophy, famously announcing,
“I think, therefore I am.” Nearly three centuries later, Edmund Husserl (1970, 1979) revised this
argument, insisting that we never just think, but rather we always think of “something.” Herewith,
Husserl posited consciousness as the key mechanism that routinely and daily transforms “nothing”
into “something.” Science proceeds accordingly, though in a more systematic and rigorous manner.
Nonetheless, both everyday experience and scientific investigations are interpretive activities
routinely yielding new and revised somethings as they come to be consciously apprehended by
humans. Our consciousness is the “hermeneutic workspace” (Straight, 1977) that enlightens, or “re-
enlightens,” as the case may be, everything we encounter. We normally take these illuminations for
granted, assuming they connect us directly with the “real” world — compelling us to believe in “the
world as it is” — yet research in psychology and science and their histories routinely show this not to
be the case. We continuously conflate the world and people beyond us with our interpretations and
understandings of them. It is our consciousness that continuously and actively transforms “nothings”
into “somethings,” as well as “nobodies” into “somebodies,” and re-enlightens our previous
somethings.

“Something” and “nothing” are neither objective facts nor the absence of them, except in an
inquiry such as “why nothing becomes something,” which is to say, “something” and “nothing” are
tightly linked constructs in this formulation. Aside from which, “something” is a characterization of
whatever it is we think is “something,” yet we never describe it simply as “something,” but rather
something interesting, important, portentous, etc. Analogously, aside from the formulation inquiring,
“why nothing becomes something,” “nothing” is a characterization of what we may deny (God,
climate change, the claims of “right-wing nuts,” evolution, etc.). “Nothing” is either our vision of the
past, or own lack of understanding, or our vision of the past or a putative denial of what someone else
(less attuned than we!) may countenance as “something,” something even important or sacred.

This is not to say, of course, that the physical world does not exist apart from our
consciousness or awareness of it — it does. Rather, we can only process and confront our world in the
here and now, in terms of our consciousness-mediated perspectives, all of which are continuously
subject to change. The sun revolved around the earth until Copernicus and then Galileo persuaded us
that it was the other way around. The discovery of Neanderthals in Europe transformed “nothing,” at
least for Europeans, into “something” and “somebodies” (even if we don’t know their identities):
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stodgy, brutish, barely sentient creatures. More recently scientists have revised these somethings into
sentient, tool- and language-using creatures whose DNA is part of most Europeans and their
descendants, most likely including you, my reader, and me (Cochran, G, & Harpending, H., 2009, pp.
710-722).

Nothing is no longer “nothing,” even in physics and cosmology. In particular, the discovery
of the Higgs Boson has revised our understanding of intergalactic space. Long regarded as the
Biblical Void, eternal empty space from which the universe emerged or was created, depending on
the respective perspectives of the Big Bang theory or God’s creation, “nothing” is no longer
understood as nothing. According to theoretical physicist and cosmologist Lawrence Krauss, the
modern universe is a “boiling, bubbling brew of virtual particles popping in and out of existence
on a timescale so short you can’t see them... Empty space is unstable” (Rincon, P. (2010)). It was
a remarkable accident that ignited the Big Bang; according to Krauss, ours is “a universe from
nothing” (Krauss, 2012). Historical inquiry — typically referred to simply as history — is evidently a
case of transforming and retransforming nothings and nobodies of the past into somethings and
someones from the perspective of the historian.

We never know as we read today’s news reports whether we really are reading what will
become regarded as first drafts of history, even if subsequent accounts reveal that there are no true
first drafts. Nor are there final revisions: there is no final word. Some stories have legs; most quietly
disappear beneath waves of subsequent reporting and reported events that compete for space in the
world’s media outlets. Reports that persist may subsequently gain influence as official accounts of
past events. It is noteworthy that canonized events and individuals, contrary to the stereotype of the
lone genius, tend not to be isolated or randomly distributed across time and place. They tend to cluster,
at least in our (western) memories, into schools of thought and movements. Hence, to mention only
a few familiar schools and movements as we remember them today, we can note clusters of:

e Fifth-century Athens dramatists (including Aeschylus, Sophocles, Euripides, and

Aristophanes)

e Fourth-century Athens philosophers (including Plato and Aristotle)

e Fifteenth-century Medici Florence artists and sculptors (including Michelangelo,
Leonardo da Vinci, and Botticelli)

e Late sixteenth-century Elizabethan dramatists (including Shakespeare, Marlowe, and
Jonson)

e Eighteenth-century classical composers (including Bach, Mozart, and Beethoven)

e Late nineteenth-century French Impressionists (including Cézanne, Degas, Manet, Monet,
Pissarro, Renoir, and Sisley)

e Early twentieth-century American Jazz performers (including Louis Armstrong, Jelly Roll
Morton, and Duke Ellington) and 1960s American black intellectuals, including James
Baldwin, Richard Wright, Albert Murray, Romare Bearden, and Ralph Ellison, who
together articulated and propagated news ideas about black identity and black
political power (Watkins, 2013, p. 1).

To these we may add scientific paradigms organized in retrospect around famously great
scientists, including Ptolemy, Galileo, Newton, Einstein, and many others. In all these examples,
revolutionary art and science punctuate normal art and science, not unlike Stephen Jay Gould’s
account of evolution as “punctuated equilibria” (Eldredge & Gould, 1972). Or as Randall Collins
(2000) puts it, “creativity is not a one-shot event, but a process stretching around the persons in whom
it manifests itself, backwards, sideways, and forwards from the individuals whose names are the
totemic emblems thrown up by their networks™ (p. 621).

These movements all arose amidst key cultural, economic, and political networks, sponsored
by powerful patrons from Pericles to the House of Medici and, starting in the Renaissance, wide-
flung and prosperous international empires. Changing external conditions of social life, including
large-scale political and economic changes, even military dominance, can spark periods of cultural
and intellectual change. Shakespeare scholar Gary Taylor (1996) writes, “The English did not
colonize so much of the world because they had Shakespeare. Shakespeare was like a local parasite

22



— attached to a species that eventually dominated its own niche and migrated out into others, taking
the parasite along and introducing it into new ecosystems that had, often, no defenses against it” (pp.
97-98). The rise of the Elizabethan theater benefited from the humanist Renaissance, which opened
a rich vein of ancient models, texts and other materials, e.g., histories. Gutenberg’s invention of
movable type substantially reduced the cost of print, and as the Industrial Revolution unfolded,
concentrated urban changes in London provided markets dense enough to support a capital-intensive
leisure industry. Such receptive contexts harbored tipping points resonating, kindling, igniting, and
fixing (i.e., valorizing) influence.

Consider America’s role in World War II. The 1941 Pearl Harbor attacks are continuously
remembered — Franklin Roosevelt’s “a day that will go down in infamy” — largely because the United
States won World War I1; the Japanese attack of December 7, 1941, came to be the initial event in a
narrative ending in American victory over Japan and, along the way, Germany. And “World War IL,”
we now understand, was “The Good War” (Studs Terkel) fought by the “Greatest Generation” (Tom
Brokaw), displacing “the Great War” and relegating it to lesser status as “World War 1.” History,
properly understood, requires a narrative. As Claude Lanzmann (1996) argues, with reference to the
Holocaust, “The words that are thus written take the place of the past; these words, rather than the
events themselves, will be remembered” (p. 83). Following Eldredge & Gould (1972), we see that
more than biological evolution is governed by contingency. The succession of events in our lives is
always accompanied by biographies shaped by contemporary contexts and highlighted in
retrospective narratives.

Front-page events more typically fade from public memory in a few news cycles; with today’s
Internet, this can happen in mere hours. The Hurricane of 1900, which hit Galveston, Texas, on
September 8, 1900, was the deadliest hurricane in US history, killing as many as 12,000 people
(Gibson, 2006), far more than the attacks on Pearl Harbor or the 9/11 attacks on the World Trade
Center. Yet September 8th typically passes without adieu or any official commemoration. And
whether or not 9/11 remains the momentous event it seems to most Americans today — whether it was
a Pearl Harbor or a Galveston Hurricane event — will depend on what part it plays in future narratives.
Nor can we predict which hurricane, if any, might become a climate change tipping point event.

The December 14, 2012, Newtown, Connecticut, Sandy Hook Elementary School massacre
of twenty second graders and six teachers and school administrators was the 346th American school
shooting since 1900. Recent notable school shootings include #300, the April 20, 1999, massacre at
Columbine High School, where two students killed twelve students and one teacher and wounded
twenty-one others before committing suicide; and #318, the execution-style slayings of female
students at West Nickel Mines School in a rural Pennsylvania Amish community. While the Newtown
murders momentarily propelled new efforts by gun control advocates, reform remains as elusive as
ever; the killings continue unabated.

Columbine has come to be known as a student-planned massacre, while the Amish incident is
remembered for the willingness of the parents to forgive the attacker. Whether any mass shooting
will become a tipping point in American gun laws depends on the story, the storyteller, and the
consumers of the narratives: Did twenty-six- and seven-year-olds die in vain, viciously denied the
American promise of life, liberty, and the pursuit of happiness? Again, while history is about the past,
it comes about only “after the fact.” We cannot recover the past, though we can re-enlighten it.

The foundational level of historical data is not the “facts,” but rather what is not thrown away
(for me perhaps the “junk” in my basement), and the commemoration requires a death, at least one
survivor who remembers, and a struggle and competition among survivors and memories. And — |
shall call it Taylor’s Rule — at least two cycles of death-survivor-struggle — typically two different,
and not necessarily succeeding, generations — must elapse as generations of detractors die and the
survivors pass on their memories, which compete to be settled in ensuing contexts and perhaps revised
in subsequent contexts. Ultimately the accounts and narratives of the survivors fix “the way it was,”
at least for a while. And the more successfully such events and seminal figures enter the cultural
mainstream, the more durable and commonplace they become; as historical awareness of original
events attenuates — stories begetting stories begetting stories — they become ‘“normalized”
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(Rosenfield, 2015, p. 11) sometimes trivialized, sometimes forgotten, but always transformed.
History is indeed “made.”

Plato and Aristotle are commonly recognized as the great philosophers of ancient Greece.
Plato’s reputation endured (Collins, 1998, pp. 89-90) whereas Aristotle’s influence evaporated soon
after his death, virtually collapsing in only a few generations. It was only with Averroés (1126—
1198), an Islamic philosopher known as Ibn Rushd born in Cérdoba, Spain, that Aristotle achieved
the recognition on a par with Plato familiar to us today. Averroés’s famous commentaries on Aristotle
influenced Christendom starting around 1250, particularly through thirteenth-century European
translations of his works from Latin (Grant, 1996, p. 30). These translations launched the
popularization of Aristotle and were responsible for the development of scholasticism in medieval
Europe (Sonneborn, 2006, p. 89).

Yet another figure widely celebrated today though not always is Martin Luther King, much
like Frank Lloyd Wright, was once met with widespread loathing and disapproval. But no more. As
Jason Somali writes, every year in January, Americans of all races, backgrounds, and ideologies
celebrate the Reverend Dr. Martin Luther King Jr. He is rightly lionized and sanctified by whites as
well as blacks and by Republicans as well as Democrats. It is easy to forget that, until fairly recently,
many white Americans loathed Dr. King. They perceived him as a rebel rouser and an agitator; some
rejoiced in his assassination in April 1968. How they got from loathing to loving is less a story about
growing tolerance and diminishing racism, and more about the ways that Dr. King's legacy has been
scrubbed and re-narrated. But Dr. King's legacy — the meaning of “Martin Luther King in the popular
mind began to change as soon as the man himself left us... We have molded him into a gentle
champion of color blindness” (Somali, 2017).

In these many examples, we see that history and influence happen only downstream from the
events and individuals whose identities are transformed and constructed in a process of objectification
Bakhtin (1990) called consummation. As utterances gain meaning only in the response of a
conversant, an individual’s identity is also constructed downstream by others. Hence, just as Jesus
never knew he was a Christian, we can never know ourselves.

Pioneer status is conferred by succeeding generations, not accomplished entirely by the
pioneers; as with Oedipus’s curse, seminal figures do not know nor can they fully anticipate their
identities. Hence, Aristotle had no idea of his subsequent influence by way of an Islamic scholar
writing in Latin. The French Impressionists only learned that they were Impressionists when art critic
Louis Leroy (1874) published a satiric, derisive review titled “The Exhibition of the Impressionists,”
not unlike the opposition Tea Party Republicans renaming the Affordable Care Act (ACA)
“Obamacare,” a name President Obama himself adopted. Bach, Mozart, and Beethoven had no idea
they were key figures in Western “classical” music. Bach didn’t know he might be a Baroque
composer. Had his contemporaries known he was a great composer, half of his scores would not have
been lost after his death. Beethoven didn’t know he might be a Romantic composer. All these
categories bleed. Alex Ross (2004a) puts it this way:

I hate “classical music”: not the thing but the name. It traps a tenaciously living art in a theme park
of the past. It cancels out the possibility that music in the spirit of Beethoven could still be created today.
It banishes into limbo the work of thousands of active composers who have to explain to otherwise well-
informed people what it is they do for a living. The phrase is a masterpiece of negative publicity, a tour de
force of anti-hype. I wish there were another name. I envy jazz people who speak simply of “the music.”
Some jazz aficionados also call their art “America’s classical music,” and I propose a trade: they can have
“classical,” I’ll take “the music.”

Ross (2004b) goes on to narrate a charming tale of the cultural development of classical music:

The rise of “classical music” mirrored the rise of the commercial middle class, which employed
Beethoven as an escalator to the social heights. Concert halls grew quiet and reserved, habits and attire
formal. Improvisation was phased out; the score became sacred. Audiences were discouraged from
applauding while the music played — it had been the custom to clap after a good tune or a dazzling solo —
or between movements. Patrons of the Wagner festival in Bayreuth proved notoriously militant in the
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suppression of applause. At an early performance of Parsifal, listeners hissed at an unmusical vulgarian
who yelled out “Bravo!” after the Flower Maidens scene. The troublemaker was the man who had written
the opera. The Wagnerians were taking Wagner more seriously than he took himself — an alarming
development.

Consider the Holocaust. For hundreds of years before the Nazi program of exterminating
European Jews during World War 11, the word holocaust was commonly used in English to denote
great massacres. Starting in the 1960s, holocaust became “the Holocaust,” largely restricted by
scholars, writers, and others to reference the Nazi genocide (Niewyk, D., 2012, pp. 191-248). The
term genocide, coined in 1944 by Raphael Lemkin (Oxford English Dictionary 1944, pp. ix, 79) was
used to indict Nazi leaders at the Nuremburg trials after World War 11, and was first codified in
international law at the 1948 United Nations Convention on the Prevention and Punishment of the
Crime of Genocide (CPPCQG).

All accounts of the Holocaust focus on victims, perpetrators, and survivors. But since 1948,
each of these groups has changed. Victims have expanded from Jews to include Slavs, Gypsies, the
handicapped, homosexuals, and certain political and religious groups. The inclusion of these other
groups has expanded the canonical Six Million to 11-12 million victims of the Nazis, including
Russians. Recently published research from The United States Holocaust Memorial Museum’s
Encyclopedia of Camps and Ghettos, 19331945 documents 30,000 slave labor camps; 1,150 Jewish
ghettos; 980 concentration camps; 1,000 prisoner-of-war camps; 500 brothels filled with sex slaves;
and thousands of other camps used for euthanizing the elderly and infirm, performing forced
abortions, and “Germanizing” prisoners, or transporting victims to killing centers. Researchers have
documented some 3,000 camps and so-called Jew houses in Berlin alone, while Hamburg held 1,300
sites (Lichtblau, 2013, p. 1). Perpetrators have expanded beyond Nazi officials to include many
“ordinary Germans,” (Goldhagen, 1997) as well as Estonian, Vichy French, Latvian, Lithuanian, and
Ukrainian collaborators (Gaunt, D, P. Levine, & L. Palosuo, 2004). Heroes include rescuers, notably
Oskar Schindler of Schindler’s List, and resisters to the tyranny of Fascist rule, including many
Germans, notably the theologian Dietrich Bonhoeffer, as well as Colonel Claus Schenk Graf von
Stauffenberg, who led a failed assassination attempt on Hitler on July 20, 1944. Survivors include
camp survivors as well as Jewish heroes and avengers.

As historical narratives evolve, they re-enlighten, or, in Russian theorist Mikhail Bakhtin’s
(1981) account, they “refract” the original event, transforming details, terms of reference, and the
identities of the participants. “In these and other cases,” writes Alvin Rosenfeld (1915)
“hermeneutical disputes about how the ‘story’ should be told or not told, even about whose ‘story’
it is and who, therefore, has the right to tell it, are not arcane matters but, in fact, issues of considerable
cultural, political, and even national consequence” (p. 8).

And so we see that because histories of prior events and people are written after the fact, they
are as much about the times in which they are written as they are about the past. Histories celebrate,
commemorate, and/or “correct” our understandings of past events; they work not by recovering  the
past but by historicizing and re-enlightening it. As we have seen, each event so historicized entails an
upstream and downstream. The downstream concerns the consequences of the event, for example,
the recognition of the US dollar as the major international currency; the recognition of events as
seminal and of individuals as pioneers in their fields; the rise of Christianity; the recognition of the
Holocaust; or the formation of schools and -isms. The upstream is about the foundational events that
are said to have enabled the event, for example, American victory in World War II; Jesus’s crucifixion
and resurrection; or the Nazi persecution of European Jews. In each case, the upstream, even if
meticulously supported by a record, is constructed downstream.

Final Remarks
Not all re-enlightenments are social or generational, but regularly unfold over the years

(World War 1), decades, generations (Frank Lloyd Wright), and centuries (Aristotle, classical music,
Christianity); many and potentially all, for example the massacre of children at Sandy Hook, are still
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playing out. Other potentially significant events are more transitory — an engaging conversation,
psychotherapy and other forms of counseling, confession. Everyone can look back upon their lives
and identify a particular episode — summer camp, a special high school class, the unexpected loss of
a friend or relative, coming out, a change in medical condition — or relationship (first date, close
friendship, mentor) that made a difference in their lives and so transformed them. Even such fleeting
and episodic events have their own re-enlightenments, histories, and development.

Some re-enlightments can be of more than one type. When Wright returned to Oak Park with
Mamah in 1909, Oak Park quickly re-enlightened what we can now understand as an episodic event,
as were each of the many subsequent re-enlightenments occurring over the course of his life and
afterwards. In this example and others, we can understand that some re-enlightenments are seminal,
meaning they change life and identities in fundamental, lasting ways. The most typical such
transformations are technological and scientific, for example, the Industrial Revolution or the
decoding of DNA. Seminal figures include Jesus, Darwin, and Einstein.

In this paper, we have noted that while history always tells us about the past, it remains a
fundamental irony that because histories of prior events and people are written after the fact, they are
as much about the times in which they are written as they are about the past. Histories celebrate,
memoralize, and/or “correct” our understandings of past events; they work not by recovering the past
but by historicizing and re-enlightening it. As we have seen, each event so historicized entails an
upstream and downstream. The downstream concerns the consequences of the event. The upstream
is about the foundational events that are said to have enabled the event. In each case, the upstream,
even if meticulously supported by a record, is constructed downstream. These are the main features
and concepts of history as a dialogic process.
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BuckoHcuHCKHI yHUBEpCUTET B MaancoHe
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Aunomayus. B gaHHOM TeOpEeTHYECKOM 3cce pa3paldaThiBaeTCs IMOIXOA K HCTOpUOrpaduu C
WCTIONBb30BaHUEM HAJOrMYECKUX KOHLENIMN Ui MOCTpoeHus UcTopuid. OTMedaeTcs, YTO HEKOTOphIE
BBICKA3bIBAaHMS OKA3bIBAIOTCS 0OJee BaXHBIMU B CPAaBHEHHH C JPYTHMHU B 3aBUCHMOCTH OT KOHTEKCTa U
MOCTOSIHHO OTKPBITHL JAJISl TEPEeCMOTpa; Kak yTBepxaan baxTuH, «mociieaHee CIOBO €lle HE CKa3aHo».
[IpencraBieHHBId aHaIM3 pacKpblBaeT pOJb pePpakiuM, KOTOpas OMpelesieTcs KaK COBOKYIHOCTh
KOTHUTHBHBIX, MCTOPHYECKUX, JIMYHOCTHBIX M KYyJIBTYPHBIX TpaHC(OpMAUWil MOHUMAHHSA, 3aMEHSIOLINX
crapoe HOBBIM. B nanHOI cxeme pedpakiny GyHKIHOHUPYIOT KaK 0a30BbIe IPHHIIHUITHI BBIICICHNS COOBITHH,
pasrpaHUYMBAIONINX U QOPMUPYIOIINX KaK HUcxooauue, Tak U ocxoosauue NoTokd. Hucxoasmme noToKu
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OPHEHTUPOBAHbl Ha IOCJIEACTBUS pedpakiuy, B TOM 4HCIE€ KaK CTUMYJ AJISI KOHCTPYHPOBAaHUS UCTOPHUH.
Bocxonsimue MOTOKM OpPHEHTHUPOBAHBI Ha BBIABJICHUE HCTOKOB COOBITHM, O KOTOPBIX T'OBODPST ILIEJIBIO
YBEKOBEUEHUS MaMATH O HUX. J[Malornyecku MCTOPUM T'€HEPUPYIOTCS B 3TUX BOCXOJAIIMX MOTOKAaX; OHU
MOTYT OBITh MJACHTU(UIMPOBAHBI/OTOOPaHBl HA OCHOBAaHUH OLCHKH TMOCIEACTBHHA MPOLIJIOTO COOBITHS Kak
3aCITyKUBAIOIIETO BHUMaHHUS, HO MX OTOOp W 00paboTka mMocT(akTyM MpeAdronaraer oOpamieHue K HxX
nctokam. Kelc-cTagy MpOCIEeKUBAET dTalbl PELENIAA TBOPYECTBA AMEPUKAHCKOro apxurTekropa PpiHKa
Jlnoiina Paiita uz Oyk-Ilapka (Mnnunotic, CLLIA) no npu3zHaHus ero BeTUYailiuM apXUTeKTOpoM AMEPHKH,
paccmarpuBas MX HE KaK CTYNEHH €r0 Kapbephl, a CKOpee KaK IOCIENOBATENBHOCTh KOHKYPHPYIOIINX
HappaTUBOB.

Kniouesvie crosa: anpecHoCcTb, TMANOTU3M, pedpaKiysl, UCTOPHSI, BOCXOISIINE TOTOKH, HUCXOASIIIE
MTOTOKHU.
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HanmonaneHslit nccnenoBaTenbckuii MopioBCKUM roCyAapCTBEHHBINH YHUBEPCUTET
um. H.IL. Orapesa. Capanck, Poccus

Annomayus. B cratbe paccMaTpuBarOTCs 1Ba capaHCKUX nepuoaa ouorpadun M.M. Baxtuna (1936—
1937; 1945-1969), npuBoaATCS JaHHBIE O €r0 XHU3HM O TpeM aapecaM Ha ynune CoBeTckoil: (rocTHHMLA
«UentpanpHas», AOM-OOLICKUTHE TMperoAaBaTeNieii M COTPYAHUKOB MOpPAOBCKOTO TOCYAapCTBEHHOTO
neparorndeckoro nHctutyta uM. A.U. TlonexxaeBa /Mopa0BCKOro rocyJapCTBEHHOI'O YHUBEPCUTETA, KHUJIOH
oM uId  mperogasaresnied  MOpIOBCKOTO  TIOCyNapCTBEHHOTO  YHUBEPCHUTETA W MOpPIOBCKOTO
rOCyJapCcTBeHHOrO menarorudeckoro mHctutyta uM. M.E. EBceBbeBa. [lpuBonsiTCs BOCIIOMHMHAHHS €TrO

OBIBILIUX cOceneH.
Knioueswie cnosa: M.M. baxtun, E.A. baxtuna, Capanck, uctopus MopIoBCKOro rocy1apcTBEHHOTO
YHHBEpCUTETa, HCTOpHst 00pazoBanus B PecrryOnnke Mopaosusi.

Kaxk u3BectHo, BiepBbie Muxann Muxaitnosuu baxTtus u ero cynpyra Enena AnekcanapoBHa
BIiepBbIe mpuexanu B Capanck oceHbto 1936 r. B 3ToT nmepuos cutyaius ¢ o0ecrieueHueM KUIbeM
MpenoaBaTeyied U COTPYAHUKOB MOPIOBCKOTO TOCYIapCTBEHHOIO MEIarormuecKoro WHCTUTYTA
ObUT0 KaTacTpodudyeckuM. HameueHHbIN Ha ceHTAOph 1936 r. miaH 3aBepiieHUs CTPOUTEIHCTBA
JlomMa JUTsl TIperno/iaBaTesieid He ObUT OCYIIECTBIICH (TIPEXK/IE BCETO, MO MPUIMHE OTCYTCTBHS CPEICTB
Y KAl TAJIOBJIOKCHHH ).

B — Ry

Capanck. Bxon B roctununy «LlentpanbHas». Bropas mosioBuna 1940-x rr. ®ororpagpus. My3eii
ucropuu MopaoBCcKOro yHuBepcuTeTa
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= e B
Capanck. I'octuanna «llenTpanbHas». Bropas nonosuHa 1960-x rr. ®@ororpadus. Myseii ucropun
MopaoBcKOro yHuBepcuTeTa

OcHoBHast Macca IpodeccopcKO-MPenoaaBaTeIbCKOro COCTaBa Kujia B HeOJIaroyCTpOeHHbIX
YacTHBIX JIOMaX, B HEKOTOpPHIX M3 HUX He ObUIO naxe snekrpuuectBa. Ko BpemeHu mnpuesna
baxtunpix B CapaHcke Obula TOJIBKO YTO CIaHa B HKCIUTyaTal[io HOBasi rocTuHUIA «L{eHTpanbHas»
(yn. CoBerckas), Tie UM OBLT MIPEAOCTABIICH OTACIbHBIN HOMep. Kak M3BECTHO, MEPBbI CapaHCKUA
nepuosl *KU3HU baxTHHBIX ObUI HEMPOMOJKHUTENbHBIM, JeToM 1937 1. OHM OBUIM BBIHYXJICHBI
MOKUHYTH ropoA. Oxnako roctuHuna «LleHTpanbHasy» Oblia 111 HUX 3HaYMMbIM MECTOM U B IIEPHO/,
KOrI'Zla OHH BepHyJnHch B CapaHck. B 3Tol roCcTHHMIIE OCTaHABIMBAINCH IPUE3KABIINE K HUM APY3bs
u 3HaKoMbIe: B 1950-x rr. — M.B. IOauna, B 1960-x rr. — Mmonosasie nurepatypoBessl C.I'. bouapos,
C.[. I'aues, B.B. Koxwunos, JI.C. Menuxosa, B.H. Typ6un u ap. ['octuHumna 6pi1a cHeCceHa B KOHLE
1990-x rr.

Ocenbto 1945 r. baxTunel cHoBa npuexanu B CapaHcK. ['opoa BCTpETHII UX TOCTENPUUMHO.
[IpenogaBaTenu, COTPYAHUKH, PYKOBOACTBO MEIUHCTUTYTa ObUIN pajibl UX Bo3BpanieHuto. M Obuio
MPEAO0CTaBIICHO XUIIbe 10 aapecy: yi. CoBerckas, 34.

JloMm, rie Ha BTOPOM 3Ta)ke (HbIHE 3TO TPETUH 3TaX) MOTYYHSIM KOMHATy baXTHHBI, paHee ObLI
OJTHUM U3 KopitycoB CapaHCKOM ye3/1HOM TIOpbMbI. BHYTpH 31aHUSI MHOTOE HATOMUHAJIO O ObIBILIEH
TIOpbME: JUIMHHBIE KOPHUIOPHI, OOMTasi METAJIOM JIECTHHUIIA, BHICOKO PACHOJIOXKEHHble OkHa. Ha
MEPBOM W BTOPOM 3Ta)kaxX KWK IPENoAaBaTed U COTPYAHUKH MHCTUTYTA, B MOJIYNOABAILHOM
MOMEIIEHNH — OOCITy)KHBalOUIMii nepcoHan. B nome He Obul0 ya00CTB, BOMY JKUTENINM HOCHIU U3
PaCIOJIOKEHHON HETOJaIeKy KOJIOHKH, ApOBa XpaHWiIu B capae. M Bce ke 3T0 ObUT MydInuii u3
JIOMOB, KOTOPBIMU pacIioyiarajl UHCTUTYT B TO BpEMSL.

Bces xo3siicTBeHHO-OBITOBas paboTa jerna Ha mieun Enenbr AnekcanapoBHbl. OHa 3aHsIACH
OnmaroyctpoiictBoM KoMHATHL. [1o ee mpochbe B koMHaTe OblIa cliojkeHa HeOOoJbIasi pyccKas 1meyb
(3Ty paboTy BBINOJHWI OJWH W3 OCHOBOIMOJOXXHUKOB MOPIOBCKON  (DOJIBKIOPUCTUKH,
nonBeprapiuuiics B 1940-x rr. HecnpaBeanuseiM roHeHusM K. T. CamopooB).
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Capanck, yia. CoBerckas, 34. CoBpeMeHHbIH BU/ 31aHUS

PsimoM ¢ neusto MocTaBUiIM ClIeTTaHHBIN 110 HHANBUAYATLHOMY 3aKa3y (BO3MOXKHO, B SIBacCckoM
TIOPEMHOM H30JISTOPE) HEOONBIION MMCEMEHHBINA CTOM, 32 KOTOPHIM baxTHH MPOBOAMI BCE BpeMs,
cBOOOHOE OT PabOTHI B MHCTUTYTE. PSIOM ¢ TIeubio BCer/ia ObUIO TEIIO U YIOTHO.

boun mocTaBiieHbl QaHepHBbIE MEPETOPOAKH, pa3lesIoNie KOMHATy Ha KaOWHET-CIalbHIO
Muxamia MuxailyioBuda 1 KOMHaTy-KyxHiO EjeHbsl AJiekcaHapoBHBI. Eil yaanoch «BBIKPOHUTH)» B
MOMEIIEHUU JaKe MAJCHbKYI0 MPUXO0XKYI0, TJ€ MOXKHO OBUIO CHSATh M TOBECUTh Ha BEHIANKY
BEPXHIOIO OJICKY.

baxTuH MHOTO ¥ MPOIYKTUBHO paboTall B ATOT mepuo. JIeKIuu B MHCTUTYTe/ yHUBEPCUTETE,
CTyJICHYECKHE Hay4YHbIe KPYKKH, BBICTYIUICHHS B IIIKOJIaX, Tepe]] OOMIECTBEHHOCTHIO TOpOja,
0e30TKa3Has MOMOIIb MOJIOJIBIM YUEHBIM — BCE 3TO BHECJIO HEOIICHUMBbIH BKJIAJ] B pA3BUTHE KYIbTYPHI
1 oOpazoBanusi Mop1oBHUH.

Yyutenb 0JHON W3 CapaHCKUX CpenHUX IKoJ Anekcanapa MiBanoBna PsOreBa B 1950-x rT.
4acTO NPHUXOAWJIA B TOCTH K CBOMM pOACTBEHHHMKaM B JoM, rae xui Ttorga baxtun. Ilo ee
BOCIIOMHUHAHUSM, HJIbLIBI IOMa OCTOSTHHO YIIOMHUHAJM €ro uMs. Bce roBopuiin o0 Hem ¢ O0NbIuM
YBa)KEHUEM.

Jromu, uBHIME B 3TOM JIOME, OTHOCWIMCH K KYJIbTYPHOM, HMHTEUIEKTYaJIbHOM >IIUTE
MopaoBun. MHOTHE U3 HUX TIOTY4YHIH 00pa3oBaHue B MPECTHKHBIX By3ax Poccuu u 3a pyoexxom u
oKazainuch B MOpAOBUM MO psAOy HE3aBUCUMBIX OT HUX MPUYMH. TalaHTIUBBIE YyYE€HbBIE,
MpernojaBaTelid, OHU CBHITPATU 3HAYUTEIBHYIO pOJIb B Pa3BUTUH OOPa30BaHHUS U KYIBTYPHI
pecmyOIuKy.

Takum Obur, Hanmpumep, Anekcannap JlaBpimoBud Mapryiauc, OKOHUMBIIUMA €CTECTBEHHO-
MaTeMaTHueckuii QaxynbreT BapmaBckoro yHuBepcutera. OH CHENHATU3UPOBANICS B 001acTU
(bU3MKY, 3aMUTIIT KaHIUJATCKYIO JHUCCEpTAlUIo, BIaJesl HECKOJbKUMU €BPOMEHCKUMHU SI3bIKaMU:
MOJIbCKUM (KOTOPBIN OBLT €r0 POJHBIM SI3BIKOM), HEMELKHM, (DpaHIly3CKUM, aHTIIMHCKUM. Bce ero
Oymkaliie poJACTBEHHUKH TOTHONHM BO BpeMs BTopoil MUpOBOW BOWMHBI, BO BpeMs (DammmcTcKom
okkymanuu (Opat u cecTpa, yuusirecs B JIbBOBCkoM yHuUBepcuTere, moru6iau Bo JIbBoBe B 1941 1.;
poautenu 6putH yOouThl B Jlomsu B 1942 1.).

Anekcanapy JaBeiioBuuy yaanock nomnacts Ha Tepputoputo CCCP eme 1o Hauana Benukoi
OtedecTBeHHON BOWHBI. Bo Bpemsi BOWHBI OH ObLI MpHW3BaH B apMHIO, B CTpoibar: paboTan Ha
CTPOUTENBCTBE Y3KOKOJEHHOM xene3Hoi noporu k CTanuHrpay, 3aTeM Ha BOGHHOM CTPOUTEIBCTBE
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B CpenHeil A3zuM, e BCTPETWICA C HaxoauBIueiics B 3Bakyaruu I[lonmmHoit CaMoOWIOBHOU
PabunoBwuy, crasimeii ero xeHoii. Uepes HekoTopoe BpeMst Mapryiuc ObUT TpU3BaH B IEHCTBYIOIIYIO
apmuto. ITocne nemoOmnu3anmu, B okTAOpe 1945 r. oH BMecTe C keHoM npue3xkaeT B CapaHCK H
HaunHaeT paboTy B MOpPIOBCKOM NEIMHCTUTYTE/YHUBEPCUTETE (T/I€ OH JOJIF0€ BPeMs 3aBEI0BAI
Kadenpoi JUIIEKTPUKOB U MOIYIPOBOJIHUKOB).

Ero xena Ilonuna CamoitnoBHa PabuHoBHY okoHuMBIIAsgs CMOJEHCKUN TIOCYAapCTBEHHBIN
MeJarornyeckuil HHCTUTYT, paboTasna Ha KadeIpe HHOCTPAHHBIX SI3BIKOB, MTO3XKE CTala 3aBeAYIOIIeH
kadenapoil aHrimickoro s3bika. Kak BBICOKONpO(ECCHOHANBHBIA MEAaror, OHa I0JIb30Balach
OOJILIITUM aBTOPUTETOM Ha Kadenpe u B By3e. B 1956 r., korna pa3sBepHyiiach akTUBHasi paboTa 1o
HaJI&)KMBAHUIO HAYYHBIX CBSI3€ M OOMEHA OIBITOM CPEH BY30B CTPaHbl, OHA BHEC/IA 3HAYUTEIIbHBIN
BKJIaJ] B OTO HaNpaBlieHUE JACATEIHbHOCTH WMHCTHTYTa. Tak, B ¢eBpane 1956 r. oHa Bo3riaBisuia
pabouyro rpymnmny no oOMeHy OMbITOM CpPeIy IpernoaaBarescii HHOCTPAHHBIX SI3bIKOB CTPaHbI B T.
I'oppkom.

Nx cbiHOBBA — BukTop AnekcanapoBud U Braaumup AnexcaHapOBHY, CTABIIME YYEHBIMU-
¢buznkamu, npenogaBareIsiMu MoOpIOBCKOTO YHUBEPCUTETA — TAK)KE MTOCTOSTHHO OOIATUCH C CeMben
baxtunbix [cMm.: 2, ¢. 193; 6, c. 295-296]. «Trooumunkom» Enensl AekcaHapOBHBI OBbLIT MJIaIIIHi
CbIH — Bonogs.

Emie onHa cemeiinast mapa y4eHbIX, IperoiaBaresieil HHCTUTYTa/YHUBEPCUTETa, KOTOpas KHiia
B 3TOM JI0OMe, — Kauauaat xumudecknx Hayk @emop Cremanosuu Ctadxun u 6otanuk Hanexna
[lerpoBHa BuHorpanoBa — kaHaAuaaT, 3aTEM JOKTOP CEIbCKOXO035HCTBEHHBIX HAYK.

CradkuH poauics B KPECThIHCKON ceMbe B BUTeOCKOM TyOepHIH, OKOHYHII TIEAarorndecKuit
daxynbrer Benopycckoro rocymapcrBennoro yauepcutera (1926), acnupantypy npu MuctuTyTE
xumun Axagemuu Hayk BCCP (1939). Ero xena Ttaxxke poawiack B bemopyccuu. OxoHuwnma
benopycckuil rocynapcTBeHHBI YHUBEPCHUTET, acnupaHTypy npu Bcecoroznom HUU GonotHOro
xo3siiictBa B MuHcke (1939). B 1941 r. cynpyru ObuaM HampaBieHbl Ha paOoTy B MopaoBckuii
neanHCTUTYT. CT3hKUH B pa3Hble Tojibl 3aBeoBal Kadeapoid XUMHUU (MO3KE — aHAIUTHYECKOU
XUMUN), ObUT IeKaHOM (PaKyJIbTETa €CTECTBO3HAHUS, 3aMECTUTENIEM IUPEKTOPA 0 HAYYHO-y4eOHOM
gactu. B 1947 r., xorja MHCTUTYT MOJTy4YWJI IPaBO MpueMa KaHAUJaTCKUX 9K3aMEHOB 1o (unocodun
U HMHOCTPAHHOMY SI3bIKy HE TOJBKO Y IMpernojaBaTelied By3a, HO M y aCHUPAaHTOB JPYTUX
OpraHu3alyii, BeAyIUX HayuyHyI0 paOOTy Ha OCHOBE 3aKJIIOUYEHHUS KOMUCCHH, B 3Ty KOMHCCHIO,
Hapsiny ¢ baxtumeiM, Bxomun u Crapkun. BuHorpamoBa 3aBemoBana kadenpoit OOTaHUKH.
CotpynHuyasi ¢ MOCKOBCKMM XUMHUKO-TEXHOJIOTHYECKUM MHCTUTYTOM, IIPOBO/SI MOJIEBBIE OMbITHI,
HKCHEPUMEHTAIbHbIE HMCCIEOBAHUS IMMOMMEHHBIX JIYTOB, OHa MOATOTOBHJIA Hay4Hyl 0a3zy s
Pa3BUTHS CEIbCKOTO XO35HCTBA B pecyOIHKe.

[IpenonaBatens kadenpsl O6uosnoruu SkoB MuxaiinoBuy IlonoB ObUT OJHUM M3 JTyYIIUX
COTPYAHMKOB By3a. OH cTaj OJJHUM U3 T€X, KOMY B TpyAHbIE I0Jibl Bennkoi OTedecTBEHHON BOMHBI
nosepun peanusanuto Ilocranosinenns CoBHapkoMa MACCP mo mepee3ny mnemarormdeckoro
MHCTUTYTA B I'. TeMHHUKOB a1l opranu3anuu ciausiHusi CapaHcKkoro 1 TeMHUKOBCKOTO YUUTEIbCKUX
MHCTUTYTOB M HaJa)kKMBaHMUIO Y4eOHOro mpoiiecca. Bce KMIbLBI IoMa MEpPEXHUBAIN 32 CEMBIO
[ToroBsIxX, Koraa sxeHa SlkoBa MuxaiinoBuua, paboTaBiias B OBOLIEXPAHWINIIE, OOCITYKUBAIOIIEM
TIOPBMBI, TOJTyYMIIa 5 JIET 3aKJIF0UEHHUS 33 TO, UTO OJHAX bl coOpaa B MOJie OCTaBIUIYIOCS TaM MOCIIe
yOOpKHU KapTOILKY U MIPUHECIIA €€ CBOUM JIETSM.

CouyBcTBOBAIM COCENM UM JEKaHy JHUTepaTypHoro ¢akynbrera Apkaauio AHApPEEBUUY
CaBunkomy, reporo Benukoit OTeuecTBeHHOM BOMHBI, OTMEUEHHOMY LIEJIBIM pSAOM O0EBBIX Harpal,
B ToM umcie opaeHamu KpacHoit 3Be3nsl m OteuecTBeHHOM BOMHBI Il cremenn, memanpro «3a
obopony Jlennnrpana». B xonne 1940-x — Hauane 1950-x rr., KOrza B CTpaHe HaYaJICsS HOBBIM 3Tarl
MOJUTHYECKUX penpeccuii, CaBUIIKHII TMOJABEprajcs TpaBj€ CO CTOPOHBI OMPEACIICHHON YacTu
YJICHOB MAPTUIHON Opranu3anuu By3a [cM.: 4]. (CaBUIIKHIA CKPBLI, YTO €T0 OTEIl 10 PEBOIIOIHUH ObLT
KaHIapMOM — OTKpbIBLIEECS] OOCTOATEILCTBO CTAJIO OJHOW M3 MPUYMH HAMaJl0K Ha HEro.) 6 ssHBaps
1950 r. Apkaauii AHIpeeBrd 0cBOOOXKIaeTCs OT 00s13aHHOCTEH JieKaHa INTepaTypHOro (pakyabTeTa.
Kpome toro, CaBuIKHil nepexuBai JUYHYIO Tpareauio: OJUH U3 €ro CHIHOBEH MOKOHYMI cOOO0M
(OIPOCTOK MYYHMTEIIBHO CTpaaall M3-3a CBOEro (PM3WYECKOro HEJ0CTaTKa — y HEero poc ropd Ha
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CIIMHE U €My Ka3aJloCh, UTO OKPY)KAIOIIME CMEIOTCS HaJl HUM), U ApKkaauil AHApeeBud BUHUI cebs
3a TO, YTO HE MIOMOT €My IICUXOJOTUYECKH CIIPABUTHCS C CUTYaLUEH.

Spxue BOCIOMHHAHUS COXPAHWINCH OT 00IIeHHs ¢ ceMbell baxTunbix y IOpus denopopuya
KapkoBa, oxonumBmiero ¢axkyaprer maremaruku u depueHuss MI'Y um. H.II. Orapesa (1960),
BIIOCJIEACTBUU paboTaBiiero B Capanckoi cpenneid mkosne Ne 14, B BBIMUCIUTEIBHOM IIEHTPE MIPH
kadenape BeIcHIed MaTeMaTHKu MOPJOBCKOTO yHUBEpcuTeTa, B HaydHo-HMccienoBaTeiabcKoM
MHCTUTYTE UCTOUHHKOB cBeTa M. A.H. Jlonpiruna B Capancke. B nom no aapecy Coserckas, 34 ero
ceMbs mepeexana BecHou 1945 r. u3 6apaka no ynune b. XmenbHauiikoro, koraa FOpe 6b110 7
netr. Ero otunm ®emop TepentbeBuu JKapkoB ObUT mpernojgaBareieM MaTeMaTUKH (MO3Ke OH
3alIUTUI KaHAUJATCKYIO IMCCEPTAINIO, CTaJ JOLEHTOM HHCTUTYTa/YyHUBEpCHTETA). JKapKOBBI KUIH
B HEMOCPEJCTBEHHOM COCEACTBE C baXTHHBIMHU, OTHOLICHHS MEXAY CEMbsIMH OBbLUIH CaMbIMU
terbiMd. Mate IOpus ®enopoBuua — Haranss @enopoBHa Bcergja nomoraina Enene
AnexcaHApOBHE B €€ OBITOBBIX 3a00Tax, Jieiaia MOKYIKH Ha PhIHKE.

[To Bocmomunanusm FOpust @enopoBruya, baxTHHBI, HECMOTPS Ha CBOIO T0OPOKENATETLHOCTD,
OBUIN 3aKPBITHIMU, O ce0e HUKOT[a HUUETo He paccKka3biBan. Muxania MuxaiioBUd TeCHO 001mancs
tosbko ¢ Imutpuem IlpokodreBuuem boukapeBbiM (kaHaugaToM (pU3MKO-MaTeMaTHYECKUX HayK,
noueHToM (1944), okoHuuBIIMM QakyabTeT X034icTBa U npaBa CapaToBCKOIO rocyAapCcTBEHHOTO
yausepcuteTa uM. H.I'. Uepnsiesckoro (1929), mexanuko-marematuyeckuii paxkynpter um. M.B.
Jlomonocosa (1934)), a Taxxke ¢ SIkoBom ®@enoroBuueM bopmmHbM — npenogaBareneM Kadeapsl
(GU3MKY, W3YYaBIIMM TEXHUKY IIKOJBHOTO OJKCHEpUMEHTa B MOCKOBCKOM IEJarornyeckom
uHctutyTe UM. K. JIn6kHexta. OueHb yacTo OHU BTPOEM — BCE B IIJIAMNAX, C TPOCTOYKAMH — XOIUIH
Ha IPOTYJIKY — CITYCKaJIUCh OT JOMa BHU3, K peke Capanke, Ha noiiMy. MHorga baxtun GecenoBain ¢
¢buzukoM MapryaucoMm U MaTeMaTHKOM JKapKOBBIM.

B 1940-x — 1950-x rr. naxe ueHTpaibHble ynuiel CapaHcka He ObUH acaabTHUPOBAHBI, BO
BpeMs JIOKIs Ha HUX ObUTa HemposasHas rpssb. Korna 6sut0 cyxo, Enena AnekcanapoBHa cama
BCTpeuana MyxXa rnocie padotsl. Ho koraa Obu1o rpsi3HO, OHa MpOCHiIa KOr0-TO U3 KHUBYLIUX B IOME
MOJIpOCTKOB oMoub eit. Yacto 31o Ob11 FOpa XKapkos. [TonpocTku momoranu baxTuHy BeITACKMBATh
KOCTBLIIM U3 Tpsi3U. 3UMOI OHM TaK)K€ HEpPEIKO BCTPEYad €ro u nomoranu no0parbes 10 qoma. Ho
IIOJIHUMATBCS 110 CKOJIB3KOM JIECTHUIIE ¢ IIAaTaBIIMMU nepuiamu EneHa AnekcaHapoBHa romorana
MYKY TOJBKO CaMa: OJHOW pyKoH baxTWH nepxaics 3a mepuiia, ¢ Ipyroid CTOPOHBI HEIPEMEHHO
ObL1a OHa.

Ha ogHoMm sTaxke ¢ baxTHUHBIMU kKA SI3BIKOBEN, MENaror, Kauauaar (GUioIorH4eckux Hayk,
JIOLIEHT, 3aCJIy>KEHHBIN yuuTens mkoasl Mopaosckoin ACCP Anekcannpa MIBanosHa Ynkuna. OgHa
u3 ee gouepeit — dumonor, oubmuorpad Hemnum MuxaitnoBaa MBaHOBckasi B cBoe BpeMs Oblia
cTyaeHTkoi baxTuHa. MIBaHOBCKasi BCHOMUHAJA, YTO MHOTHE OBIBILIUE KUJIbIIBI IOMA CITYCTS A0JITHE
rofibl BCIOMUHAJIN O «TIOPbME» C HOCTAJIBIUEH: TaM BCE UM Kak OOJbIIasi IpyKHAsl CEMbsI: TECHO
o01IaIMCh APYT C IPYrOM, B TOCTH 3aXOAMIIN 3alIPOCTO, O€3 [IepEMOHMI, TOCTOSTHHO 3aHUMAJIH JIpYyT
y Jpyra 1o-COCeJICKU COJb, XJIeO U T. 1.

B nmome xwuma co cBoei cembedt W Miuaamumi kojuiera baxtmHa mo kadeape — memaror,
JIUTEpaTypoBell, KaHauAaT (PUIOIOrHYecKUX HayK, AoueHT Banentuna bopucosna Ectugeena. Ona
BCIIOMHMHAJIA, KaK BHEpBble yBHjena Eneny AsnekcanapoBHy 3umoi 1946 r. — oHa BcTpedana
Muxauna MuxaiinoBuua mocne nekuuid. Ha mnporsokenuu nonrux jer EctudeeBa Oblia
CBHUJICTEJILHULIEH €KETHEBHOTO MOoABMKHNYEeCTBAa Enenbl AnekcannpoBHsl: «llepen rimazamMu cTOUT
He3a0bIBaeMasl KapTUHA: HEOOJIBIIOr0 pOCTa, Xy/AeHbKas KEHIUHA B IEPCTSIHOM IUIaTKE U BETXOM
NaJbTUIIKE MEIJIEHHO IOJHMMAETCS BBEPX IO JKEJIE3HOW JIECTHUIE, B PYKE y HEE BEIpo C
TOpYAIIUMH BBEPX MOJICHBSIMHU, 32 CIIUHOI Bsi3aHKa JIpoB...» [1, c. 39].

B 1959 r. komuccust o pacnpeaeaeHuIo JKIIMIIONIAAH, MTOCTYIAaBIIeH B pacOpsKEHUE By3a
(y’e cTaBUIEr0 YHHUBEPCUTETOM), MpPUHSAJIA pElIeHHE O BbIIEICHHH BaxXTUHBIM JBYXKOMHATHOMN
KBapTHPBl CO BCeMHU ynoOCcTBamMu B IeHTpe ropona mo ynune Coserckas, 31. Temepr Enene
AnexcaHapoBHE HE HaA0 ObLIO XOJUTh 32 BOJOW U APOBAMH HA YIIHUILY.
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Capanck, yia. CoBerckas, 34. CoBpeMeHHbII BU/ 3TaHHUSA

C HoBBIMHU cocensiMu baxTunpiM Takke nmosesno. Crola mepeexanu U HEKOTOPbIE U3 HUX
MPEXHUX COCEACH, B YaCTHOCTH, CEMbsi MapryinucoB, KpoMe KOTOPBIX Hambosiee TeCHO baxTuHBI
00IIaIKCh C JKUBIIEH C HUMHU Ha OJTHOM JIECCTHUYHOM KieTke ceMbell lleneneBbix.

Bce nocerurenu ormMeyanu CKpoOMHOCTb, acKeTU3M OblTa BaXTHHBIX U B HOBOU KBapTHpe
[cm., Hampumep: 5, c. 344]. 1o BocmomuHanusM AHToHHHBI MakciuMoBHbI [1leneneBoit — ¢unosnora,
nenarora, npenoaasatenss MITIM um. A.W. Tlonexaesa, 3atem MI'TIM um. M.E. EBceBreBa — B
HOBOH KBapTHpe baxTHHBIX HE ObLIO HUYETO JIMIIHETO0, TOJIBKO caMoe HE0OX0AUMOE: JIBE ATAKEPKU
C KHUramMu, oO€JICHHbIN U MUCHbMEHHBIA CTOJNIBI, MHU(OHbEP, ABa IIKada A Oenbs, ABE KPOBATH.
VYkpameHussMu ObIIIM CYHIYK PYYHOM paboThl U MATKOE HeMelKoe (BEeposiTHO, TpodeliHoe) Kpecio,
KyIuieHHOe Ha Gapaxoiike. [1o3xe mosiBuiICS BBIMOJHEHHBIN MO 3aKa3y OOJBIION KHMKHBIA HIKad,
KOTOpHhIi mocie orbe3na baxtuneix n3 Capancka ocrancs y lllenenesrix. (CeronHs CyHAYK, /1Ba
Kpecna W KHWKHBIA mkap baxtuna naxonmsatcs B Llentpe M.M. baxtuna B MopaoBckoM
yHHUBepcurere [cMm.: 3]).

Enena AnexcanapoBHa crapajach BO BCEM SKOHOMHUTH (OHa ObLIa yBepeHa, YTO yMpeT
panbiie Muxanna MuxaiinoBuua, U eMy — UHBAJIHUY, OECIIOMOLTHOMY B OBITY, 3TH COepeXeHUs
OynyT kpaitne HeoOxouMbl). OHa He Jkanesa JAeHer TOJIbKO Ha CBeXKUE MPOAYKTHI Ul MyXka. B mome
no aapecy Coserckas, 31 baxtunsl npoxunu 10 et (1o cBoero orbe3na B MockBy). 3a 3TH TOJIbl
YYEHBIM OBLIO IMOATOTOBJIEHO K H3JaHMIO He MeHee 12 HaydHBIX HCCIIEOBAaHUi, BOLIEIIINX B
30J10TOH (pOH MUPOBON KYJIBTYPHI.

Jlo cux nop ObITyeT MHeHue, 4To CapaHck ObuT 17151 BaXTUHBIX CCBIIKOI B MPOBUHIMAIBH YIO
[IIYILb, TJI€ OHU JKUJIU B TSDKEIEUIINX YCIOBUAX. MBI MOKEM C YBEPEHHOCTHIO KOHCTaTUPOBATh, UTO
CapaHCKUU Mepuo/1 ObUT OJTHUM U3 CaMbIX 0J1aronoJIy9HbIX B KU3HU baxXTHHBIX.
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HaumonanbsHelil necnenoBaTenbckuii MopIoBCKUil rocyJapCTBEHHBIA YHUBEPCUTET
uM. H.I1. Orapesa. Capanck, Poccus

Annomayus. B myOnmukanuu mpenctaBieH (parmeHT jekuuid M.M. baxThHa, TPOYHTAaHHBIX B
MopaOBCKOM TOCYAapCTBEHHOM IE€JAarorMyeckoM HMHCTUTYTE (HbIHE MOpPIOBCKHI TOCYJapCTBEHHBIN
yauBepcuter uM. H.II. OrapeBa) Bo Bropom cemectpe 1936/37 ydeOHOrO roma W 3alMCaHHBIX MOKIIIA-
MOPAOBCKUM IHCATENIEM, OIHUM U3 POAOHAYAILHUKOB MPO(EeCCHOHAIbHON MOPAOBCKOW JINTEPATYphl, B TO
BpeMs — CTyIEHTOM JuTepaTypHoro ¢akynerera M.A. be6anom (bsouneim). Bo pparmente paccmaTpuBaercst
uctopusi ucnanckoil aurepatypsl XVI-XVII BB. 3arparuBaercsi Takke TeMa MOPTYTajdbCKOH JHTEPaTYyphI
O3HaYEHHOTO Mepuoaa (KpaTko aHammsupyercs TBopuectBo JI. ne KamosHca). BeisBisitoTcst 0COOCHHOCTH
Pa3BUTHUSI OCHOBHBIX POJIOB M XKaHPOB MCHAHCKOM JINTEpaTyphl: dmoca (pOMaHa — PhILAPCKOro, ITyTOBCKOTO,
MacTopajibHOro) U ApaMaTypruu. OCHOBHOE BHHMaHue ynenserca TBopuecTBy M. ne CepBanteca, ®. Jlome
ne Beru, Tupco ne Momnumnsl, [1. Kansaepona.

Knouegvie cnosa: M.M. baxtun, M.A. bebaH, Jleknuu TO UCTOPHH JIUTEPATYpPhl, HCIIAHCKAs
nutepatypa, M. ne Cepsanrec, ®@. Jlone ne Bera, Tupco ne Monuna, I1. Kansaepos.

[Iponomkaem mybnukanuio Jeknuii Muxamna MuxaitnoBuya baxTtuHa 1o wucTtopun
3apyOeKHOM TUTEepaTyphl B 3anucH cTyaeHTa Makcuma AdanacbeBuda bebana (bsouna), Hauatyro
B kypHajie «baxtuHckuii BecTHUK» B 2019 1. (2019, NeNe 1, 2; 2020, NeNe 1(3), 2(4); 2021, NeNe
1(5), 2(6)).

[Ty6nukyemslit pparmMeHT Kypca untaics baxTuabiv BecHoi 1937 r. OH MOCBsIIEH UCTOPUHU
ucnanckoil nmureparypsl XVI-XVII Be. Ilepen Bonpocom «Mcnanckas npamaryprus XVI — Hayana
XVII <BB.>» cTyneHT cTaBUT fary: «25.1V», cienoBarenbHO, UCIIAHCKAs JIMTEpaTypa yKa3aHHOTO
Mepuojia paccMaTpuBaliach HE Ha OJIHOM, a Ha JIBYX 3aHATHsAX. B Hauane BTOpo# Jiekuuu baxTuH
KpaTKO MOBTOPSIET T€3UC, KOTOPHIM OH 3aBEPIIMII IEPBYIO JIEKIIMIO 110 3TOI TeMe — 00 OCHOBHOM ujee
pomana CepBanreca «JloH Kuxor».

JlekTop [naer OOIIYI0 XapaKTEPUCTUKY HCTOPUKO-KYJIbTYPHOTO KOHTEKCTa pPa3BUTHUS
WCIAHCKOM JuTeparypbl: reorpa@uueckue OTKPBITUS M HUX TOCJIEICTBUS; <«IIOBEPXHOCTHOE
o0orarieHue UCIIaHIIeB — B Pe3yJIbTaTe aBaHTIOP; YNAJA0K 3eMJIEICTHS 1 KOMMYHAJIbHOT'O TOPOICKOT0
XO035IICTBa; MPOLBETaHUE MOCPETHUYECTBA, POCTOBUIMYECTBA; PAaCCMaTPUBAET MOJIOKEHUE U POJIb
UMM B 3KOHOMUYECKON U KYJIbTYPHOU JKU3HU CTPAHBI.

Otmeuas TOT (pakT, uto cynpba eBpomnelickux crpad B XVI-XVII BB. «pemaercs Ha Mopey,
baxTuH KpaTKo XapakTepu3yeT TBOPUYECTBO NopTyrajbckoro mosta Jlymca ne KamonHca,
IIPOCIIABIIAIOIIETO KOJIOHNAJIBbHOE MOTYIIIECTBO CBOEHM CTPaHbl — MOPCKOM JiepkaBbl. IHTEpecHO, 4To
B 3TOM ()parMeHTe, Kak U HECKOJBbKO paHee B JaHHOM Kypce — MpH paccMOTpeHHH baxTuHbIM
UCTOpHU pas3BUTHs (paHIy3cKoi smTeparypbl [cm.: 5], — OH BHOBb 3arparuBaeT Temy
kocmononutu3ma. Kacasce TBopuectBa KamosHca, nekrop roBoput: «KamosHC OblT He
KOCMOIIOJIUTOM, a MaTpUOTOM CBOEHW CTpaHbl; OH CYMTal, YTO Cyapbda MHpa 3aBUCUT OT
[Topryramuu...».

36


mailto:klyueva_irina@mail.ru

[anee JeKTOp MNpPOCIEKUBAET HCTOPUI0 POMAHHOIO aHpa B HCIIAHCKOM JMUTEpaType,
OXapaKTEpU30BaB TAaKUE €ro pa3HOBUIHOCTHU, KaK pbIIapckuil («AMaguc 'anbckuiiy), MiIyToBCKON
(«Jlacapmibo ¢ Topmeca») u mactopanbHbiii poMaH («Iuana» X. MoHTemaiiopa), yaeauB 3aTeM
ocoboe BHMMaHue TBopuecTBy M. e CepBaHTeca.

B nyGankyemoMm ¢parmenTe Kypca JeKkunidi baxTiHa Mbl HAXOJUM OYEBHUIHBIC MEPEKIUUKH C
JIPYTUMHU €T0 TeKCTaMU: JUccepTanuu (a 3aTeM KHurH) 0 Pabie; paboT mo Teopuu pomaHa, JICKIIH,
3alMCaHHBbIX CTyaeHTaMu MopaoBckoro mnegarorudeckoro uHcturyra [. bamabaespiMm u I
benokimtoueBckuM B nepBoi nosoBuHe 1950-x rr.

[IpumeuaTenbHO, YTO B paccMaTpuBaeMoM (pparMeHnrte, roBopsi O IUIYTOBCKOM pOMaHe,
baxtun npoBoaut napainenu ¢ tBopuectsoM H.B. INorons: «’Jlacapunvo ¢ Topmeca™ — nepBblii
IUTyTOBCKOM pomaH... bonpmias popora, ABMKEHUE MO HEW — 3HAMEHMUTas 4epTa IUIyTOBCKOIO
pomana. CiiydaitHble BCTpe4H CO BCEMH ITpociioiikamu odmiectsa (“MepTBbie Ayin’) 3aMMCTBOBAHbI
U3 IJTyTOBCKOTO poMaHa)». B obmmpHom uccnegoBanuu «OopMbl BpeMeHH U XpOHOTOIIA B pOMaHe.
Ouepky IO UCTOPUUECKOM MOATHKE», paboTaTh Haja KOTOophIM baxTtuhH Havan B 1937 r. (MMeHHO
TOTJa, KOT/la YdTanach JaHHAS JIEKIUS), OH TOBOPUT O XPOHOTOIE BCTPEYH U CBSI3aHHOM C HHUM
XPOHOTOIE JIOPOTH, IMPOCIEKUBAET TPAAULIMIO HCIIONb30BAHUS CXEMBbl «IIOCEUIEHUS» B MUPOBOMN
nuteparype. B 3Toil menouke npeeMCTBEHHOCTH BaxXxTWH Ha3bIBaeT, B YACTHOCTU, M HCIAHCKHE
IUTyTOBCKHE pOMaHbI, B ToM uncie «Jlacapunbo ¢ Topmeca», u poman Pabie, u mpousBeneHus
pycckux nucateneit XIX B. PaccmarpuBas poman «[ aprantioa u IlanTtarpiosnby, OH BCIIOMHHAET
npousBenenus ['oromnst u JI.LH. Tonctoro: «... TpeTks KHUTA TOCTPOEHA 110 0COO0M cXeMe (AHTHYHOM )
MyTH 32 COBETOM U IMOYYEHHEM: TOCEHICHHE OpPaKyJOB, MYAPELOB, PMIOCO(PCKUX IIKOJI U T. II.
BriocnencTBum 3ta cxema ‘“nocemeHuil” (HOTaOseH, pa3iMyYHBIX TPEICTABUTEICH COIMATBHBIX
rpynm u T. 1.) OblIa BeCbMa paclpocTpaHeHa B JIUTEpaType HOBOro BpemeHu (“MepTBbie Aymin’”,
“Bockpecenune”)» [2, c. 485]. Takum 00pa3om, B JIEKIUAX AJIsI CTYACHTOB BaXTHH «[1poroBaprBaeT
HEKOTOpbIE U3 TEX HAYYHBIX UAEH U MPoOIeM, KOTOPbIE 3aHUMAIOT €T0 B IaHHBIH MOMEHT.

CreunaabHOMY PacCMOTPEHMIO JIEKTOpa MOJBEPraeTcsi UCTOpUs MHTEPIpPETalUyd poMaHa
«/lon KuxoT» B MUpOBO# INTEPATYpHOI KpUTHUKE. OH BBIAEIAET B HEW HECKOJIBKO JTAIOB.

<1> XVII — nepBas nonosuna XVIII B.: poman cuurasucs 0e3blieHbIM.

<2> «llepBoe ncronkoBanue» — BTopas nososuHa XVIII B.: TpakToBKa pomaHa B AHITIUU
(kak 3amuMTa MHTEPECOB Hapokiarouieics Oypxkya3sun B VcmaHum u  OCMEsIHHME MEJIKOTo
3€MJIEBIIAJICHUSA ).

<3> «Btopoe wucromkoBanme» — koHen XVIII — nHawamo XIX B.. TpakTOoBKa pomMaHa
IPEICTAaBUTENSIMA ~ HEMELUKOIO  POMAHTU3MA,  «IIPSMO  MPOTHBOIIOJIOKHOE  AHIIIMHCKOMY
HCTOJIKOBAHUIO»; POMAHTHKU cuuTaiau repos «JloH Kuxora» eIMHCTBEHHO NpaBUIbHBIM THIIOM,
CUMTAas, YTO HACTOSAIASA KU3Hb — 3TO MeUTa O IIOJIBUTaX, TEPONCTBE.

<4> «Tperbe ucronkoBanue» — ['eHpuxa ['eitHe: «OaM3KOE K pOMaHTUKaM, HO U OTJINYHOE.
OH cumtaer, uto meurta Jlon Kuxora — 3ameuarenpHas ero 4yepra, XOTs 3Ta MeUTa HE UMEET IOKa M0
co0oii mouBkl. Jlon KHXOT cMeloH, HO BCSIKOE MOJTMHHOE BETMYHE 10 HEKOTOPOH CTETIEHH CMEITHO.
Benuknii uenoBek 10 MOpbI 0 BPEMEHU CMELIOH, HO CAENIAET NOABUI». baXTUH UMEET B BUy CTAaThIO
I'eitne «lIpemucnoBue k «/lon Kuxory»: «...Msl mnpe3wpanu HHU3KYH YepHb, TaK Tpyoo
pacrpaBIIsIBUIYIOCS C OeIHBIM T'epoeM, HO ellle OoJiee Mpe3nupain YepHb 3HATHYI0, KOTOpas, IEToIsis
MECTPBIM ILIETKOM IUIaIIeH, N3bICKAaHHBIMI 000POTaMHU PEYU U TePIOTCKUMU TUTYJIaMH, U3/1€Baach
Ha/l YeJIOBEKOM, CTOJIb OECKOHEYHO MPEBOCXOAMBIINM €€ CHJION jayxa u OmaropojacTtBoM... Eciu
OTJeNbHAsl JIMYHOCTh BBIABUTAETCS, Macca TOHUT €€ HazaJ HAaCMEIIKaMHU U 3J0CIOBHEM... KTO
HEMPEKJIOHHON CHIIOI0 TeHUs Oy/1eT BO3HECEH HaJl OOBIYHBIM IA0JIOHOM, TOTO IIOCTUTHET OCTPAKU3M;
OOIIECTBO MpeECenyeT €ro TaKMMH OecIoNIaHPIMM HacMEIIKaMH U KJIEBETOH, YTO €My B KOHIIE
KOHIIOB MIPUXOJIUTCS YAAJIUTHCS B OJJMHOYECTBO CBOEU MbICu [3, c. 143].

<5> «YerBeproe ucroikoanue» — W.C. Typrenesa («['ammer u JJorn Kuxor»), KOTOpHIi
«MPUMBIKAET K UCTONKOBaHUIO ['eifHe: ...moguepkuBaeT nojaoxurenbuyto uepty Jon Kuxora — 3to
ero JeicTBue... TypreHeB MPOTHUBOIIOCTABISIET eMy [ amiiera, KOTOPBIM OT YOCKICHUS HE MOMKET
NIEPEXOIUTH K Aeny. Pycckue J1toiu MHOTO TOBOPST, HO Mo JIENAI0T, 3TO TAMJIETU3M — BOT BBIBOJ
Typrenesa. Hago 60poThcs MpOoTHB ramiieTu3Ma — Mpu3biB TypreHeBay.
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<6> «lIpaBUNBbHOE HCTOJIKOBAHUE»: «HApOJ TMOMIMHHBIA — B jmne Canuo um Kuxoray;
MACAITBbHOCTH U 6eCKOpBICTHOCTB naajJabro u HﬂpOIIHaSI MYI[pOCTB erCTBHHCTBa — BOT ABa THIIA,
KOTOPBIC JODKHBI TOJHATh SKOHOMUKY Mcmanuu, — Besa uzaes CepBanteca. [lonokuTenbHbIN, HO
Y3KHIA HIea, Tak Kak Oyayiee IpUHAUICKUT Oyp:Kya3uu, U poib OypKya3un B uctTopuu Vcrmanuu
CepBaHTEC YyBCTBOBAI».

B nepBoii nosoBuHe 1950-x rr. baxTuH B cBOMX JIEKIUAX, COTJacHO 3anucsaMm banabaeBa u
benokitoueBckoro, roBopui1 00 HICTOPUU pereniuu poMana CepBaHTeca HECKOJIBKO HHAYE, BBIICIISS
B HEU CIEAYIOIIHE JTallbI.

<1> XVII — Bropas mosoBura XVIII B.: «Ha TpOTSHKEHHWH IBYX C TOJOBHHOW BEKOB O
CepBaHTece KaK O Cepbe3HOM IHCATENe HE TOBOPST, KHUTa €ro CTajia MpeaHa3HauaTbes U AeTei
[6, c. 292].

<2> Koneu XVIII B. — anrnwmiickue centumenTtanuctsl: Jlopenc CTepH «1epBbIi OLIEHUII
cepbe3HocTh “JloH-Kuxora”... HO OH J1a]1 OIHOCTOPOHHEE U HEBEPHOE UCTOJIKOBaHUE. [{J1s1 Hero 3to
— BeNTMYaiIIas armoyorys, OnpaBaaHue yyaadectsa... [lo mueranro Crepna, CepBanTec nan B oOpase
JoH-KHxoTa u4enoBeka IOJOKUTEIBHOIO, E€OWHCTBEHHO BO3MOXKHOI'O B YCJIOBHMSX KODBICTH,
xagHocT» [6, ¢. 292].

<3> XIX B. — Hemenkue pomantuku (Opunpux Byrepsek, ['enpux ['eiine, opatbs [lneremnn).
Hanee baxTuH u3naraer cyTh KOHILIENILIMKA POMAHTUKOB (BKitouas ['eitne): «Bceskoe 6eckopricTue, ¢
TOYKH 3PEHHUS 31paBOT0O CMbICIIA, CMEIIHO U HUYEro He AaeT. Ho, B KOHIIe KOHIOB, JIIOIU “31paBoro
CMBICIA” UIYT 3a... DHTy3WACTaMH. DTO POMAHTHYECKOE MCTOJIKOBAaHUE a0COOTHO HEeBepHO... Ho
3/1eCh €CTh W3BECTHAs CWJia U IiTyOrHa. PoMaHTHKM nucanu B OypXKyas3HYyIO MOpY, KOTa Hayauioch
rOCIIOJICTBO JICHET, YUCTOraHa, KOTJa BhIIIE BCETO KOPBICTh U pacyeT. ITOT OypKya3HbI MUp ObLI
oTBpaTtuTesbHblid. M1 oHM (pomMaHTuUKM) mpoTuBonoctasisuin emy JloH-Kuxora, ero sHTy3uasm.
Bypkya3uss M SHTYy3Ma3M — [Ba B3aMMOMCKJIIOuaromme mouatus» [6, c. 293]. 3mech xe
paccmaTpuBaetcs crartbsi-peub «lammer m Jlon Kuxor» (1860) M.C. TypreneBa, KOTOpBIii
cornacwuics ¢ [eiine [6, c. 244]. (baxtun umeer B Buay cioBa Typrenesa: «...Hesamonro mo ero
CMEpTH — CTa/l0 CBUHEH TOMMYET ero HoraMu...— U B CaMOM 3TOM 06€300pa3HOM MPUKITIOYEHUH JICKUT
rryookuit cMmbici. [lonupanue CBUHBIMH HOTaMM BCTpeudaeTcs Bcerna B xku3HM JloH-KuxoroB —
MMEHHO IIepe]] €€ KOHIIOM; 3TO TMOCIEIHsSS JaHb, KOTOPYIHO OHHU JIOJDKHBI 3aIlUIaTUTh TpyOoi
CIIy4aiilHOCTH, PaBHOJYIIIHOMY U I€p3KOMY HEITOHUMAaHHUIO... DTO nomednHa (apuces... [lorom onn
MOTyT ymepeTb. OHU NpPOLUIM Yepe3 BeCch OrOHb FOPHHIIA, 3aBOEBATM cebe OeccMepTHe — M OHO
OTKpBIBaeTCs niepet HuMm» [8, ¢. 262].

31eck ke paccMaTpHBacTCs M TOYKa 3peHMs aHriauiickoro pomantuka Jx. I'. Baiipona,
KOTOphIi poMaH CepBaHTeCca «HCTOJIKOBBIBAJ MHAUYE, HO TOXKE OAHOCTOPOHHEY; «bailpoH 0O0BUHSI
CepBaHTeca B TOM, 4TO OH yOWJI B MCHAHIAX JHTYy3Ha3M H 4decTb» [6, c. 244]. (Mmeercs B Buay
¢parmenT no3Mmel baiipona «/lon-Kyan»: «Hacmemxkoro CepBantec noryowmn / Jlyx pslnapcrsa B
Hcnanuu: He crano / Hu noasuros, Hu del, Hu TaiiHbIX cil, / KoTopeiMu pomaHTHKa OmmcTanay [1,
c. 441].)

<4> «lIpaBuibHOE HCTOJIKOBAHME», KOTOpPOE B JAaHHOM ciiyyae baXTHH CBSA3BIBaeT ¢
BbICKa3piBaHWEM CtannHa: «CTaJlMH BBIpA3WiI MpaBUIbHO CymHOCTh “‘JloH-Kuxora”. OH roBopui:
“U Benukue JOAW MOTYT clelath uTo-nubo...”"; «B Oecene ¢ O. Jlrogsurom t<oBapuur> CtanuH
ropopui: “Benukue roau MOTYT 4TO-TMOO CENaTh, €CIM OHM 3HAIOT YCIOBHS JIEHCTBUTEIIBHOCTH.
Ho onm Oyayr monoOuel [lon-Kuxory, ecnu oHM OyayT JHIIEHBI 3JIEMEHTApHOIO YYBCTBA
JAeUCTBUTENLHOCTH » [6, ¢. 244, 293]. BaxTiH MMeeT B BHIY cleayromue cioBa CTajanHa, CKa3aHHbIe
B Oecene ¢ Hemeukum nucaresnem OvuieM Jlrogasurom (13 nexabps 1931 r.): «¥Y Mapkcea, B ero
“Humere ¢guiocodpun” n Ipyrux npousBeleHusK, Bl MojkeTe HalTH clioBa O TOM, YTO MMEHHO
J0M JenaroT uctoputo. Ho, KOHEUHO, JII011 1ENa0T UCTOPUIO HE TaK, KaK UM NOACKa3bIBAECT KaKasi-
HUOynp (aHTa3us, He TaK, Kak UM IpuieT B royoBy. Kaxkgoe HOBOe NOKOJEHHE BCTPEYAETCs C
OIIpEAEIEHHBIMU YCIOBHSIMM, YK€ UMEBILIMMUCSA B TOTOBOM BHJI€ B MOMEHT, KOI'JIa 3TO ITOKOJIEHUE
Hapoawiock. M Benukue mroAM CTOAT 4ero-HUOYIb TOJBKO IOCTOJBKY, NMOCKOJIBKY OHH YMEIOT
IIPaBWJIBHO MIOHATH 3TH YCJIOBHUS, IOHATH, KaK UX U3MEHUTH. ECIM OHU 3TUX YCIIOBUI HE IOHUMAIOT
U XOTAT 3TU YCIOBHUSA M3MEHUTh TaK, KaK MM IOJCKa3bIBaeT UX (paHTa3Us, TO OHH, ITU JIOIH,
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nonafaroT B nojoxkenue Jlon-Kuxora. Takum oOGpa3zom, uMeHHO 10 Mapkcy BOBCe HE CIEAyeT
MPOTHBOINOCTABIIATE JIIOACH YCIOBUSAM. VIMEHHO IOAM, HO JIMIIb MOCKOJBKY OHHU IPaBHIBHO
MMOHUMAIOT YCIIOBHSI, KOTOPhIE OHM 3aCTaJId B TOTOBOM BH/I€, U JIUIIb TIOCKOJIBKY OHU IIOHUMAIOT, KaK
9TH YCJIOBMS U3MEHUTB, — IENAK0T UCTOPUIO. Tak, 110 KpaliHel Mepe, oHuMaeM Mapkca Mbl, pyCCKHE
oonbmeBukn» [7, ¢. 106].

JlexTop yTBepkaaer, uto poman CepBaHTeca BIIEpPBBIC IEPEBOAUTCS HA AHTIMICKHUINA S3bIK BO
Bropoii mojoBuHe XVIII B. Ha camom nene Bnepsoie «/{on KuxoT» ObuT mepeBeieH Ha aHTIIUHACKUI
361k Tomacom Lllentonom B nepsoit yerBeptu XVII B. (mepBast yactp — omybnukoBana B 1612 r.;
Bropas yacth — B 1620 1.) [9]. B XVIII B. mosBUIOCH €liie MIeCTh aHTIHIACKHX MEPEBOIOB IIEACBPa
Cepsanreca [4]. Bo3MOXHO, 3allUCh CTYJCHTa HE COBCEM TOYHA, W JICKTOP HMMEET B BUAY HE
MOSIBJICHUE TEPBOT0 aHTJIMHCKOIO MepeBojia poMaHa, a (akT myOiauKauu OOJBIIOr0 KOJUYEeCTBA
HOBBIX NIEPEBOJIOB, CBUACTEIBCTBYIOIINI 00 0COOOM HHTEpECe K HEMY B 3TOT IEPHO/I.

OTtaenpHBIN BONPOC B JAHHOHN TeMe — UCIIAHCKas JIpaMaTyprusi paccMaTpuBaeMoro nepuo/a
(®. Jlone ne Bera, Tupco ne Monuna, I1. Kansaepon).

Kak npu myOnukanuu npeaslaynmx yacte kypca nekiuii baxtuna B 3anucu bebana, mMbl
BHOCHM B TEKCT HEOOJBIINE KOPPEKTHBHI: B COOTBETCTBUU C €r0 JIOTHKOW OOBEAMHSEM WU
pasnenseMm ab3ampl; pacmiupoBbBIBAEM COKpAIeHMs; BCTaBlsieM (B YIJIOBBIX CKOOKax)
MPOMYIIEHHBIE CTYAEHTOM, HO HEOOXOAMMBIE IO CMBICITY CJIOBA; MPU 0003HAYEHUU BEKOB MEHSIEM
apabckue 1udpsl Ha pUMCKHE; B HEKOTOPBIX CIIydasx Mpu 0003HAYEHUU YHCET U(PPOBbIE CUMBOJIBI
3aMEHAEM TEKCTOBBIMU (OYKBEHHbIMH); YyOUpaeM cJellaHHble CTYJAEHTOM IOJAYEepPKUBAHUS
OTJENbHBIX CJIOB, (hpa3 U MPEAJIOKESHUI; MEHsIeM 3HAKU MTPETTMHAHUS.

OueBuanbie opdorpaduueckue ¥ rpaMMaTHUECKUE OMIMOKM, HEBEPHBIC HAIMCAHHUS WMEH
COOCTBEHHBIX HCHPABIAIOTCS Hamu 0Oe3 rmosicHeHWi. Jlpyrue BHeCEHHbIE UCHpPaBICHUS
OTOBAPHBAIOTCS B TIOCTPAHUYHBIX CHOCKAX.

Hwxe npuBogum ¢parMeHT Kypca jekuuil baxtuna B 3amucu bebana, mocBsIIeHHBIN
(bpaHIry3cKoi InTepaType smoxu Bo3poxieHus.

XVI-XVII <BB.>
Hcnanckas gureparypa

Wcnanus 1o BTopoil nonoBuHbl XV B. ObljIa OTCTANION 3eMJIEAETbYECKON CTPAHOU Jake IO
cpaBHeHMIO ¢ oTcTanoi dpannueil. 3emienenue ObI0 OUEHb Pa3APOOIIEHO, 3TO 3aBUCUT OT UAAIBIO
— CHCTeMBbl X03<diicTBa?> (X03<daicTByromux?>) ¢deonanoB. Ho B cBs3u ¢ reorpaduueckumu
OTKpbITUSAMH (11yTh B MHHMI0, OTKpeITHE AMepukn) Mcnanus ouyTuiack B JIyUIIUX YCIOBHUSX, UEM
Uramus B CpennzemHoM Mope. Mcnanus Biagena ['mOpantapom u Jydiie NOJIb30Balach IMYTSIMHU.
Morsblil mogbeM Oyarogapsi IpUTOKY 30510Ta U cepedpa n3 Amepuxu. [loutu /2 MupoBoro 3oiora
B mnepBoi mosoBuHe XVII B. Haxommmaceh B pykax Mcmanuum. Ho sT0 oOoramenue ObLIO
MOBEPXHOCTHOE: 3eMJIeIENINE Pa3opsIoch, KOMMYHAJIBHOE TOPOJICKOE X03sICTBO HE MPOLBETAIO, HO
3aTo MPOIBETANIA CIIEKYJISIHS — MOCPETHUKH, POCTOBIINYECTBO. [TocpeTHu4IecTBO Urpaio TIaBHYIO
poib. ['oposa He pa3BUBAINCE.

XVI B. u Hauano XVII B. —snoxa aBanTtiop B Mcnanuu. 3amopckue ckuTanus, nuparctso. Ho
CTpaHa HOPMaJIbHO HE pa3BHBajach. Jlaxe MeNKHUN 3eMiIeBIajesiel] lyMal O BHITOJIHOM Ha)KuBE 3a
cuer MHnuu, AMepuku U JIpyrux BOCTOUHBIX (Tak B Tekcre! — M. K.) ctpan. Bee crpemunuch k
aBaHTiope. He Bepuin B BO3MOKHOCTH 00OTaIIeHUs! ITyTeM pa3BUTHS X034HUCTBa. B 3TOM OTHOIIEHHU
Wranus rimy6oko otauvanack ot Mcnanuu, Tam Jito1u pa3BUBaIM CBOE X03IHUCTBO.

Wnanbrus — cpeiHee U MeJKoe IBOPSHCTBO. Manbrus Obiia 6e1Ha, HO MOJIb30BajIach BCEMHU
npaBamMu B ctpaHe! PaspeiB Mexay ropaocteio um 6emHocthio maansro B XVI B. Brocnencreum
uaansro pasopsarcs. Ho u3 oOmiecTBa MIAIbro BBIXOIAT KYJIbTypHBIE, OOpa3OBaHHbIC JIIOAH,
HOCUTENIM KyJabTypbl Mcmanum Ttoil »smoxu. Pemecia W TOProBis HAAIBIO 3alpeliayiiCh
MIPABUTEIILCTBOM, OHH O€THEIH, HO MOSIBUIIACH BO3MOXHOCTbD CIIY>KUTh, TJIe MaJio ObLIIO BBITOBI, T. K.
MecTa AaBaiuch cpeanue W Hu3kue. B XVI B. Takue umambro myckarTCs B aBAaHTIOPY C IEJIbIO
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oboramenus. @epHango Koprec opranm3oBan oTpsia U cTan OoraThiM 3a cueT KojoHui. Bepa B
BO3MO>KHOCTb 4yOBUILIHOIO 000TallleHus B psiiax Uanbro Oblia BEIMKa.

<JIynce ne> Kamosne (1525'-1580) — mopTyranbCkuii 03T, Hanucan mosMy «JIy3uadvin?,
KOTOpasi MPOCIABIISIET KOJIOHUAIbHOE MorymecTso Ilopryranuu. B nosme pucyer Backo na ['amy,
Hamienuero nyts B Maauio. KaMosHC — TUMTMYHBIN YeTOBEK SMIOXU BO3POXKIEHUS MOPCKHX JIEpKaB
C MpaBWJIBHBIM MHPOBO33peHHeM. J[o Hero mucasmme — bokkauuo, [lerpapka, Pabne, Buiion — 6bum
CYXOIlyTHbIE kuTenu. Eciu 10 cux mop BOiHBI ObUIM Ha 3eMJie, TO TEHepb UCTOPHS MEPEXOAUT Ha
mope. Cynp0a Mupa OyIeT pemarsesi Ha MOpe — BOT B3MUIsAA6I KamMosHca, BOT Uiest ero mpou3BeICHHS.
U >t0 npaBuiibHO, 10O cyap0a cTpaH penianach Ha OKeaHe.

Kamo3HC ObIT HE KOCMOTIOJIUTOM, @ ITATPUOTOM CBOEH CTpaHbl; OH CUMTAI, YTO Cy/Ab0a MHUpa
3aBucuT OT [lopTyranuu, KoTopas OYeHb B BBIFOJHBIX I'eOrpaUuecKUX OTHOIICHUSX: BBIXOJ K
okeany. MupoBo33penrne KamosHca cBs3aHo ¢ reorpadudeckoil kaptoil. OH BbIpa)kasl UACOIOTHIO
KosoHu3anuu. KamosHc ObUT KOTOHU3ATOPOM HJI€ANIbHBIM — 0€3 KOPBICTH, 0€3 CTpEMIICHHUS K HA)KHBE,
[I03TOMY 3Ta UJeaNn3alusl OYeHb Xy/10’KECTBEHHA U peallbHa.

(Henmobenumass Apmana Hcnanuu® mobexnena Aurimeid B 1588 T. AHIIIMS CTAaHOBHUTCS
MHUPOBOH JIep>KaBoi Ha MOpE. )

Pacuger poinapckoro pomana B XVI B. «Amaoduc I'anvckuiiy (12 TomoB). B cpene unansruu
pBILAPCKUN pOMaH OYeHb PaCIpOCTpPaHEH, JIOOUM. DTH POMaHBI SBJISIOTCS SHIUKIONEIUIHBIMU U,
npexkae Bcero, «Amaauc [anbckuiiy, Tak Kak TaM — BCE CIOXKEThI: aBaHTIOpa, Hay4YHas CTOPOHA U
IIpoYee U Ipoyee.

[TnyToBckoit poman B Mcnanuu OblT pa3BUT, Kak HUT/E B IPYTHX CTpaHax. «/lacapunvo c
Topmeca» — niepBbId IIIYTOBCKOW poMaH. ['OpOJaCKOIN 4EIO0BEK — HUKTO M HUYTO C TOYKH 3PEHHS
unanero. OH xxkenaet *kuTh!! bosbias qopora, IBMXKeHUE MO HEM — 3HAMEHUTAs YepTa ITyTOBCKOTO
pomana. CiyqaifHble BCTPEUHM CO BCEMU MPOCiIoikamMu oo01iecTBa («MepTBbIe TyIIN») 3aMMCTBOBAHBI
U3 TUTYTOBCKOTO poMmaHa). [imyToBckoii pomaH napoaupoBai peiapckuii pomas. [IpotuBonoctaBuTh
ce0s phIIIApCKOMY pOMaHy — XapaKTepHasl 4epTa IUIYyTOBCKOIO pOMaHa. DTOT POMaH MOCIYKUI B
JanbHENIIEM MMOYBOH JIJIsl CO3/1aHMS pEATMCTUYECKOTO poMaHa. Ero uyes — He HaJl0 repoiicTBa, HaJo0
MMETh XUTPOCTh U TUIYTOBCKHUE YEPTHI, & 3TO XapaKTEPU3YET UYEPThl HAPOKIAIOMICHCS OypiKya3uu.
OTo0 nuKapuiickuil (MuKapeckHbli) pomad. O6pa3 mukapo — miayra B3aT CepBaHTecOM U MpuaaH (¢
n3Mmenenusamu) Cando. Poctku Oyp:kyazun n3odpaxarorcst B iryToBckoMm pomane XV B.

[TacTopanbHbIi pOMaH Takke nosiBisieTcs B Vicanun Hapsiy ¢ TUIyTOBCKMM POMaHOM — HE B
cTuxax, a B mpo3e. CepBaHTec yBIEKaJICS TUTYTOBCKUM poMaHOM. «/[uana» <Xopxe> MoHTeMaiiopa
— ACTYILIECKUI pOMaH.

<Murenb xe> CepBanrec <Caapeapa> (1547-1616) — Goraroro poja, HO <BIaBIIEr0> B
o6enHoctb. CepBaHTEChl — 3TOT PoJ ObLI oueHb OefeH. beaHbIit Maanbro, MHOTO MPUKIIOYEHUN B
KM3HH TIHcaTens. B alkupckoM IuleRy”* Ha TonoskeHun pa6a. KoMuccns 1o BBIKYITy TUIEHHBIX TI0J
PYKOBOJICTBOM KapJMHAJIOB. Y YUTHIBAJIACh PEIMTUO3HOCTh: HE U3MEHWII JIU yueHuto Xpucrta. [lena
10 OOBHMHEHHIO B KpaXKe JCHET U TIOPEMHAsl )KU3Hb.

«Pa3roBop cobak»’.

«don Kuxor» — cuHTe3 Bcero mpenumecTByromero TBopuectBa CepBaHTeca.
(CuHTETHYECKMMHU M DJHIIMKIONEINYECKUMHU 4YepTaMu Xapakrepusyercsi Bce CpelHEBEKOBbE —
00JIbI1IKE TOJIOTHA JTUTEPATYPHI.)

B npeaucnosun k «/lon Kuxory» CepBantec uzaeBaicst HaJl CPEJHEBEKOBOM CXOJIACTUKOM.
Conetsi-ipocnasnenus B XIV—XV u XVI BB. nuimryres Bo Bcex cTpaHax. CepBaHTec MapoaupyeT
ux. HeymepeHHoe BocxBalieHHE ocMenBaeTcs. B mapoamitHoi opme ocMenBaeTcs U phIapCKuit

Mara poxnenns KamosHca B pasHbIX HCTOYHHKAX BapbupyeTcs. Yamle HasbiBaeTcs 1525 1., pesxe — 1524 1.

2 B zanmcu cryaenTa — «Jlymsuazmay.

% B sanmcu neximn: «Henobemumas Apmana Vtanumy — OmucKa CTyIeHTa Wi OTOBOPKA JIEKTOPA.

* B 3amucy JNIEKIMH: «B MApOKKAHCKOM IUIEHY» — OTOBOPKa JiekTopa; CepBaHTeC HAXOIMICS B TUIEHY He B MapoKKo, a B
Amxupe.

5 BapuanTbl TepeBoja HasBaHWs 3TOro mpoussenenns CepBaHTeca Ha pycckuii ssbik: «Hosemna o Gecene cobax»,
«PasroBop nByx cobak», «becena cobak» u ap.
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POMaH, ITYTOBCKOM (C OONBIIMMHU TIOPOTaMHU, XapueBHSIMH), UCIOJIb30BaH MAcCTOPAIBHBI pOMaH U
BCe BUBL, )KaHpbl. Ho macropasbHble CIOKETHI B3AThl HE JUUIs BBICMEUBaHus. bepyrcst Bce TeMbl: U
¢bunocodus, 1 BOCHHBIN BOIIPOC, U npouee. PaccykieHus Aat0Tcst eJI0CTHO — OHU HE YTO MHOE, KaK
BO33peHus camoro CepBaHTeca (Hampumep, pa3dop oubmuoreku [Jon Kuxora).

Takum oOpazom, poman «Jlon Kuxor» sBiseTcss CHHTETHYECKH-IHUIUKIONEINYECKUM.
Hcnonbs30BaHbl BCe KaproHbl: apro (peub KaTOPKHUKOB, IUTYTOB U T. 1.). Bece nuanektsl Mcnanuu
XVI B. uconp30BaHbl aBTOPOM B. .. poMaHe. Takum 00pa3om, 1a)ke B CMbICIIE A3bIKa pOMaH SIBISETCS
SHIUKJIONEIUUYECKHUM.

Wneonornyeckuii  3aMpICell poMaHa — 3alldTa HMCHAHCKOIO MEJKOro 3eMilelenus,
pazo0iayeHre aBaHTIOPBI KaK 0TXOJa OT 3eMJIeICIHI.

B XVII u B mneproii mnomoBune XVIII B. «Jlon Kuxor» cuumtaincs Oe3bl1eHHBIM
npoussenenueM. Ho Bo Bropoii nonosune XVIII B. «lon Kuxor» nonumaercs yxe nHaue — Kak
NIyOOKO HeiHOe npou3BeneHue. [lepeBoauTcss Ha aHTIMIACKUNA SI3bIK. AHTJIMYAHE MOHSJIN POMaH
KaK 3allUTy MHTEPECOB Hapokjarouieics Oypkyasuu B VcmaHum uM  OCMEsHUE MEJIKOTo
3eMJIeBJIa/IeHUs] — TaKUM 00pa3oM, pOMaH YIpPOIIeH U MpUHUMaeTcs B ayxe Oypxyasuu. Ho sto u
YIPOIIEHHE, U UCKa)KEHNE U/IEU POMaHa.

B xonmne XVIII u nagane XIX B. — HOBOEe mctonkoBanue «J/lon Kuxora» poMaHTHKamMu
I'epmannu. PoMaHTHYECKOE HCTONKOBAHHE BO MHOTOM IIPSAMO IIPOTHBOMOIOXKHO® aHTIMICKOMY
ucToNKoBaHUoO. PoManTuku cuurtanu repost «Jlon Kuxora» €IMHCTBEHHO NpaBUIIbHBIM THUIIOM.
«Hamo Mup noHumaTe MEYTOW — rOBOPAT pOMAHTUKHA. — Hajno marm Ha moaBuru, repomcrso, a
XapueBHU — 3TO HE MOJIOKUTENIbHBIE YEPThI pOMaHa». POMAaHTHKY CUMTAIIN, YTO HACTOSIIAS )KU3Hb —
3TO MeYTa O MOJBUTax, repoicTee. Toxke HEBEPHO.

Tperbe ucronkoBanue — I'enpuxa I'eiine. bin3koe k poMaHTHKaMm, HO U oTinyHOe. OH
cuuraeT, yTo Meuta Jlon Kuxora — 3ameuarenpHas ero yepra, XoTs 3Ta MeuTa HE UMEET M0Ka MO
co6oii mouBsl. JJon Kuxot cMemoH, HO BCSIKOE MOATUHHOE BEIUYHE 10 HEKOTOPOH CTENIEH! CMEIHO.
Benukuii yemoBek 10 MOpBI 10 BPEMEHM CMEIIOH, HO caenaer noasur. Tak n Jlon Kuxor. Bropas
yepTa — camoyBepeHHOCTh JloH KuxoTta. AKTUBHOCTS, JIeHCTBEHHOCTb, M, HAKOHELL, €r0 OEeCKOPhICTHE
Y TIPUHITUTINATIBHOCTD.

YerBeptoe ucronkoBanue — <M. C.> TypreneBa. «['amner u [Jon Kuxor» (mpouuTats).
TypreneB npuUMBbIKaeT K HCTOJIKOBAaHUIO ['€ilHE: OH NMOJYEpKUBAET IOJOKUTEIBbHYI 4epTy JloH
Kuxora — 310 ero peiictBue (crnemoBaTenbHOo, KuXOT BepuUT B CBOM NOJABUIH). TypreHeB
IIPOTUBONOCTABISAET eMy ['amiieTa, KOTOphIi OT YOeKIeHUsI HE MOXKET MEepeXouTh K aAeny. Pycckue
JIFOAM MHOTO TOBOPST, HO MaJIo JIeNIaloT, 3TO TaMmiieTu3M — BOT BbIBoJ TypreneBa. Hago Gopotbes
MIPOTUB ramiieTu3Ma — npu3biB TypreHesa.

Bce »TM nCTONKOBaHMS OYEHb YNPOLIAIOT POMAH, H3BIEKAIOT MAJECHBKYIO HIEIO.
Hewncropru4HOCTE 3TUX UCTOIKOBAaHUN — IPEBPAILEHHUE IeHCTBEHHOCTH KuxoTa B CHMBOJL.

ITpaBuibHOe uncronkoBaHue. «JloH Kuxor» — coBceM HE HAcalbHBII TIepoil, 3TO €cTh
ocMessHHE (DeoJaNbHBIX B3TJISAO0B, KOTOpPHIE HE COOTBETCTBYIOT pEalbHOW JEHCTBUTEIHHOCTH.
Nneanom [lon Kuxor He ABisieTcs, Tak Kak OH OTOPBAJICS OT AelcTBUTENbHOCTU. HO 3TO HE 3HAuwT,
yro B Jlon Kuxore — Toiabko mapoausi, 1 HeT y Hero xopomux kadectB. Cam CepBaHTec — UIANBIO,
II03TOMY OH HE MOT YHUYTOXKUTh CBOM Kiacc B Jiniie Kuxora u npeBpaTUTh CBOETO reposi B HOCUTENS
unen Oypkyasun. binaroponctso unanero CepBantec oueHb Jiro0m1. CepBaHTeC Kak ObI HAyJaeT, 4TO
HA/I0 UJCOJIOTUIO MJAIBIMH, HE COOTBETCTBYIOIIYIO PEaIbHON XH3HH, NMPUCIOCOOMTH K HOBBIM
oOctostenscTBaM. CepBaHTec ObUI MPOTUB CTAPOH eoJaIbHOM HAEOIOTHH, KOTOpast MPUMBIKaNa K
muteparype XVI B., U npusbiBajd K TOMY, 4TOOBI YIyYIIUTh 3€MIIEAETHE HAATIBIUU — MEIKOe
3eMIIeIEIHeE.

['efine ommbaercs, xaenas 3HAK PAaBEHCTBA MEXIYy MHJeallaMH MPOrPECCUBHBIMU U
yctapeBminMu. Beap KuxoT He uMeeT pealbHbIX NEPCHEKTUB B CBOEM TIepoicTBe, a ['eiiHe
IIPEBO3HOCUT €T0 /10 HACTOSILEr0 ueana.

6 B 3zanucu JICKIIUU: «OPsIMO ONPOIMOPIHHUOHATIBHO» — OTOBOPKaA JICKTOpa U OIIHOKA CTYACHTA.
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B nmune Canuo CepBaHTec BUAUT MOJIIMHHOTO KPECThSIHUHA — HAPO/I, KOTOPBIN COBEPUICHHO
OecKopbICTEH, UAealIeH (OH CIIEAYeT 32 CBOMM I'€pOeM HE 3a BBITOAY, a Beps eMy; MpaBja, cHavajIa
OH KOPBICTOJIIOOUB, HO 3TO OOYCIIOBJIIEHO HEOOXOIMMOCTHIO 3apaboTarh cede KYyCOK HACyIIHOTO
xyeba). Takum o6pazom, Canuo cnocoben Ha Oeckopbeictue; CaHuo — 00OOIICHHE HAPOIHOM
Mynpoctd. CaHYO HE OTOpBaH OT JCHCTBUTENBHOCTH — 3€MJIM, OH PEAlbHBIA TUIl KPECThSIHCTBA.
CaH40 HYXJaeTCs B BOXKJE.

CepBaHTeCc cuuTal, YTO 370pPOBas CHUJIa MCHAHCKOTO HapojJa — 3TO MEJIKHE HAAIbro U
CBOOO/IHBIE KPECThSHE, KOTOPbIE YIApUIUCh B KOPBICTHYIO aBaHTIOPY M HYKIAIOTCS B BOXJIE.
HeoOxonumo u Jlon Kuxory, u CaH4o 4eCTHO TPYIUTHCS Ha CBOEM KYCKE 3€MJIM, a HE BECTH
aBaHTIOpY. CepBaHTEC CUUTAET BOXKJIEM KPECTHSIHCTBA MEJIKOTO MIaIbro. <OT0> ujeal poMaHa.

OcranbHasa Wcnanus, no CepBantecy, ecTh Mcnanust KaTOp>KHUKOB, ITyTOB, MOIIEHHUKOB,
O6MaHH_II/IKOB, U TOJBKO 3aM€4daTCJIbHBIC Ba 4YCJIOBCKA, ABAa KjlacCa B Ucnanmm — naajabro u
KpPECThSIHUH, KOTOpPbIE IOKa YTO U3YPOJAOBaHbI, HO JIOJDKHBI CTaTh Ha MPaBUIbHBINA MYTh Pa3BUTHS
cBoero xo3sicta. Hapon nommnnsiii — B inie Canvo u Kuxora.

Amnonorerom Oypxyasun Cepantec He Obu1, CepBaHTEC — AaHTUKAIIUTAINUCT, HO HE B CTAPOM
(dheonanpHOM CTHIIC.

25.1V.

I/IIIGEUII)HOCTI) n 6GCKOpI)ICTHOCTI) HOajlbro U HapoJHad MYApPOCTb KPECTbAHCTBA — BOT JIBa
THUIIA, KOTOPBIE TOJKHBI MOAHITH 3koHOMUKY Mcnanuu, — Bes unes CepBanreca. [1onokuTenbHbIH,
HO Y3KHMH Wjaealn, Tak Kak Oyayliee NPUHAMICKUAT OypiKyaswH, W Poyib OypKya3ud B HCTOPUHU
Hcnanun CepBaHTec 4yBCTBOBAI.

Hcnanckaa opamamypzua XV — navana XVII| <¢.>

brectsamuii pacuser apamaTypriuu TECHO CBSI3aH CO CPEAHEBEKOBBIM TeaTpoMm Hapoja. B
Wrtanuu, wanpumep, B XV B. 3TOH CBsA3M He OBLJIO, U TaM KOMEIHUS M Tpareausi Ha3bIBaJIKCh
KHWKHBIMU U CITY>KHUIH JUTSI MAJIGHBKOTO KPYXKKa MIPUABOPHON MyOnuku. ToabpKko KoMeaus Aeb apTe
<HC>TIONH30BANIACH MIMPOKO — Kak B MTanuu, kak u Bo Bcem mupe. B Mcnanuu ke 3Ta komenus Obuia
pa3BuUTa, KaK HUTJIE.

Msoro Obu10 (hopM Ipambl (BeAb MPAaKTUKOBAIACh W UCMAHCKas MHTEPMEIUs, OU€Hb PaHO
000COOMBIINCH OT LIEPKOBHOM MUCTEPUH).

HcnaHckast koMeaus JOCTHUTIIA BBICIIIETO paciiBeTa Bo BTopoii mojoBune XVI B. u cepenune
XVII B., oHa Ha3pIBajach KOMEAMEH «IUlamia M Imaruy. [ JaBHbIE Tepod KOMEIUU — HUIANIBTO.
HeoOxomuMelii aTpuOyT HCIIaHCKOTO UIATBI0 — IUTAIL U IITara. To epBas 0COOEHHOCTH ee. Bropas
0COOEHHOCTb — HapOoJHasi KOMeusl, N300pakKeHNe KPECThsH (KPECThIHCKAas UepTa — HApOAHOCTh), U
uHOTJa wu300pakaan ropokaH. TpeTbs OCOOEHHOCTh — HCTOpUuYecKas ApamMa. Ha stu Tpu
0COOEHHOCTH pacnajaercs 3Ta KOMEIusl.

[lepBast pa3HOBUIHOCTD — «ILIAL U IINara» — 3aKJII04aeTcsl B TOM, YTO TEKCT MOCTOSIHHBIM, a
HE UMIIPOBU3HPYETCS aKTEPOM, KaK B KOMEIMH MAacOK. DJIEMEHT IpOIaraHjbl 3a KaTOJIHYECKYIO
PENUTHUIO ¥ UCTIAHCKYIO MOHAPXUIO OUeHb cujieH. TakuM 00pa3omM, KoMeIns UMeeT BIUSHUE MAaCOK U
3aKJTI0YAET MpoTaralay uaeooruu MoHapxuu. Komeans Oputa s mupodaimmx Mace. B komennn
¢durypa mMatpoca Obllia coruanbHON. HUre Takoro moixoKeHus B COIUAIbHOM KU3HU MaTPOCHl HE
3aHuMany, Kak B Mcmanuu. Komenus «mmama w mmaru» O4YeHb HApOJHA M JUHAMUYHA, KaK U
KOMEHSI MacOK U KOMeus 1eb apTe. [loaToMy GUrypsl ciyr ObLITH HaMyBaKaeMbIMU B KOMEIUH —
BOT IMHAMUKa!

Bropas HapoHast koMenaus — KpeCThsIHCKAsi — TAK)KE€ OUEHb HapOHa.

TpeTbst KOMeaUA — UCTOPUYECKAs] — HOCUJIA OTIEYaTOK KHUKHOM, HAy4dHOU Komeauu. Ho B
HCTOPUYECKUX JpaMax MpeACTaBUTEIN Hapoia ObUTH 00sI3aTENIbHEI.

<®esmkc> Jlone ne Bera <u Kapnuo> (1562-1635). becnpuniunuocts ero. B kpyry
MHKBU3UTOPOB. YTOXK a1 myoOsuke, BnacTsM. [IpuHuun ero: nucars kak MoxHO 6onbie! 2 200 npam;
HE JpamMa, a CLEHapuil — u3-3a TOTO0, YTO MAacKd ObUIM TOTOBBI, T€POM U TE€POUMHHU MOCTOSHHBI,
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I/I306peTaTB CIOK€Ta HE€ HaJ0 0b110. CrO’KEeTHI JaHbl, aKTEPEI CO CBOMMU KOH‘IGTTI/I7 TOXKE I'OTOBBI

BbIcTyNaTh. Jonuio ceiie 500 gpam.

Tpu OCHOBHBIX Pa3HOBUAHOCTH CrokeTa Bcex npam Jlome ne Beru, Ho n3o0perareabHOCTh
HOBBIX MHTPUT 3aMeUaTelIbHA.

MoOTHB MeCTH — IrI1aBHBII MOTUB UCIIAHCKOM Tpareuu.

B copepxxanun HapOJHONW KOMEIWU UHOM 3JEMEHT — IUIYTOBCKOM: CTPEMIIEHUE K Kapbepe.
JToro syeMeHTa He ObLIO B KOMEAMM «IUlala W mmaru». Kapbepuctom B HapOAHOW KOMETUU
BbIcTynaeT tun CaHuyo.

«Ogeyuii ucmoynuxky — nydmas Bemb Jlome ne Berum. CoBMelieHue HapOIHOCTH C
Mpornaraijof KaToJuIM3Ma U MOHApXHUU — TJIaBHAsi OCHOBA 3TOM Mbechl. [ eponsaiusi KpeCcThIHCKOTO
BOCCTaHMsI, yOMBIIMX HamecTHHKA. OCHOBHas HJ€d: KpPECThsSHE, HApOJ — TIepOMYEeH U OYCHb
comuaapeH. Ho B To xe BpeMms Bcrony MoOTuB: «CMepTh THUpaHaM, Ja 3ApPaBCTBYET KOPOJIb M
N3zabennal» — kpu4at KpecThsHE.

Tupco 1e Moauna (1571-1648). 3HameHyeT BTOPOii 3Tal UCIAHCKOW JIpaMbl, KOTJa apama
elle He MopBaJia CBSI3U C MaccaMu, C IJIOLIAAbI0, HO OHA CTAHOBUTCS O0Jiee KaMEPHON U KHIDKHOM.
310 00BsICHSETCA Kpr3ncoM B Mcrianum, HapactaHneM QpeoaaabHO-KaTOTMYECKON PEakIiy B CTPaHe,
ymajkoM B cTpaHe. Tupco ae MosrHa — peakiluOHHBIN U CBOW MaTepHall MPUCIOCOOISIT K UHTEpecaM
KaTOJMYECKON PEaKI[uu, OH CBOM IMHECHI MIPUOJIMKAET KO JIBOPY, K BBICIIUM KpPyraM, HO 3JE€MEHTHI
HApOJHOCTH, TUIOMIAU elle cuibHbl. CTUIIF 3TOTO aBTOpA 3aKII0YaeTcs B TOM, YTO B €r0 Mbecax
HapaBHE BBICTYIIAET 3JIEMEHT KOMHM3Ma U Tparusma.

«/on Xunv 3enenvie wimansly — ayqimuii oOpaser.

«Cesunvcxuil 03opHux, unu Kamennwiii 20cmov»® — BTopas mydmas Bems. ITo nerenze o Jlon
Kyane. Jon Kyan (I'yan) — ucropuueckas JIHYHOCTb, CTpacTHbId nt000BHUK XVI B., your
MoHaxamu®. TTyITKHH 3anMCcTBOBAN 00pa3, HO BEIOPOCHIT YePTHI ITyTa, YTO BHIIATHI B bece Tupco
ne MomuHa.

<Meapo> Kaabaepon <mae sa bapka> (1600-1681) — most uesyutusma. TBOpUYECTBO
MPOHUKHYTO PEMTHO3HBIM MOTUBOM. B03BpaT K cpeHEeBEKOBLIM TpaauiusiM. CUMBOIUYHOCTh €r0
MIPOM3BEACHUN. YTBEp)KICHHE NPU3PAYHOCTH 3eMHOM ku3HM («Ku3HB ecTb cony). CiyxeHue
Xpucty — tema. DTO CBSI3aHO C JAJIbHEWUIINM ymaJkoM SKoHOMHKM Mcmanuu. ®unocodcko-
cuMBoOJIMYecKas Apama «Ku3Hb — coH». B 0CHOBE: 3eMHast )KU3Hb HE peaibHa; TOTYCTOPOHHUN MUD,
apcTBO bokue TOIbKO U peasibHoO.

1. baupon [ixc. I'. Jon Kyan. M.: XynoxxecTBeHHas nuTeparypa, 1964. 622 c.

2. baxmun M.M. Cobpanue counHenuit. T. 3. M. : SI3bIku cnaBsHCKUX KynbTyp, 2012. 880 c.

3. Tetine I'. Cobpanue counrenmii. B 10 1. T. 7. JI.: ['ocynapcTBEHHOE U3ATEIHCTBO Xy I0KECTBEHHOM
mutepatypsl (Jlerunrpanckoe otnenenne), 1958. 512 c.

4. Kewoxosa E.A. «Jlocyxuii, mpa3qHBIN WK TPOCBEIIEHHBIN»: K HICTOPUU aHTJIMACKUX TTEPEBOIOB

«Jlon Kuxora» Cepsanteca» // Bectauk Jluteparyprnoro unctutyta uMmenu A.M. I'opbkoroy. 2016. Ne 4. C.
41-44.

5. Knioesa U.B. Jlekuun M. M. baxtuHa 1o ucropuu 3apy0exxHoii turepaTypsbl B 3anucu M.A. bebana.
Yacte 6 // baxTurckuit BectHuk. 2021. Ne 2(6).

6. Knmwoeea U.B., Jlucynosa JI.M. M.M. baxTuH — MbICIUTENb, IeAaror, yenosek. Capanck : KpacHeiit
OxTs160ps, 2010. 468 c.

7. Cmanun Y.B. becena ¢ HemeuknMm nucarenem OmmieM Jlrogsurom 13 nexabps 1931 r. Cranun

N.B. Counnenus. — T. 13. — M.: 'ocyaapcTBEHHOE U3AaTENBCTBO MOIUTHYECKON tuTepatypsl, 1951. C.
104-123.

7 Konuertn (ot UTal. concetti, OT J1aT. CONCEPLUM — cXBaueHHOE, BHIPAXKEHHOE)

— OnecTsImas MbICIIb, OCTPOYMHAsI BBITyMKa, WTpa CJIOB, BBIYYPHBIC, YTOHUYCHHBIE W HEOXHJIAHHBIE MeTa(ophl WIH
aHAJIOTUH; 3/1€Ch — 3apaHee IPUTOTOBJICHHBIC aKTEPaMH THPAAbl U THAJIOTH Ha ONIPEICIICHHYIO TeMY (KOHIETTH MOJIBOBI,
PEBHOCTH, YIIPEKOB, BOCTOPTOB U T. 11.).

8 B 3anucu nexiuu: «CeBUIbCKUM yuproabHux, nin KaMeHHbIH TOCThY» — OrOBOPKA JIEKTOPA MIIM OLIMOKA CTY/IEHTA.

® IMporoTun nerenaaproro Jona XKyaHa — npeicTaBUTEN b apUCTOKPATHYECKOIO CEBUILCKOTO poja 10oH XyaH TeHopuo
—xmu "He B XV, a B X1V B.; ObuT yOUT IpEICTaBUTEIIMUA MOHAIIIECKOTO PHIIIAPCKOTO opjieHa KanaTpaBbl B 0OTMECTKY 3a
CMepTh KOMaHJ0pa opAeHa AoHa ['oHcano e Yiiboa v MOXUUICHUE €ro J0YepH.
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uM. H.I1. Orapésa. Capanck, Poccust

Annomayus. Ily6Gnukanust NpeacTaBiIsSeT CIOBApHYIO CTaTblO, MOATOTOBIEHHYO Ui «baxTuHCKOM
SHIUKIONEANNY.

Knouegvie cnosa: M.M. baxtuH, HayuyHas Ouorpadwus, «Bompocel JTUTEpaTypbl M SCTETHKI,
J.B. 3aronckuii, [ M. @punnenaep.

«Borpocsr muTepaTypsl 1 3cTeTHKH. MccaemoBanust pa3HbIX JIeT» — COOpHUK cTtaTeir  M.M. baxTuHa,
BEIIIICIINN B U3JATENBCTBE «Xy/IOKeCTBeHHas nuTepatypa» B 1975 r. COopHUK 3aHMMaeT ocoboe MecTo,
MOCKOJIBKY TPEJCTaBISIET COO0H HEe MOHOTrpaduuecKoe HMCCIeoBaHHE HAaydHOW MpoOieMbl (KaKk KHHUTH O
®.M. Jloctoerckom u @. Pabine), a Habop TEKCTOB pa3HBIX NEPUOJIOB, HE BCErla OOBEAMHEHHBIX OOIIEH
Temoi. Jlaxxe Ha QoHE aKaIeMHUYIeCKOro cOOpaHHWS COYMHEHWH MBICTUTENs [3], OOHOTO W3 BaKHEHIINX
JOCTHKEHUH COBPEMEHHOM OTeUeCTBEHHON T'YMaHUTapUCTHKH, COOPHUK «BOMPOCH TNTEpaTyphl U 3CTETHKNY
MPOJIOJDKAET COXPAHATh CBOE 3HAUEHHE KaK M3/IaHue, BBIXOJA KOTOpOro M3MeHmi1 obpa3 M.M. baxTtuna B
OTEYECTBEHHOMU U 3apyOexxHoii Hayke. Ilepen unratenem npeacran baxtua—¢unocod 1 merononor, TEOpPETHK
JUTEepaTypsl, HOBATOPCKHE HJEH KOTOPOrO JIETIM B OCHOBY HOBBIX TIOJXOJOB B TI'yMaHHTapHBIX
HCCIIEIOBaHUSX.

OTO mocHaeHssl U3 KHUT, B OJArOTOBKE K M3AaHUIO KOTOphIX M.M. baxTun npunuman yyactue. 15
mapta 1973 1. JLE. Ilunckuit nucan I'.I1. CrpyBe: «Mux. Mux. baxTus (¢ mpouuioro roja oH nepeexan B
MockBy U KHMBET IO COCEZICTBY) NMpOoCcKII nepenats Bam npuset. Buepa s HaBecTn1 ero <,> u Mbl Oece0BaIu
o Bac u Bameill nedrenbHOCTH, O KOTOpOH OH camoro BbicOkoro MHeHus. llocnme cmeptu Enenbl
AnexcaHIpoBHBI (ero keHbl) B KoH1e 1971 rona M.M. 10o5ro U TSXKKO XBOPa, OJHO BPEMS MBI MaJlo BEPHIIU
B €r0 BBI3ZIOPOBJIEHME, HO TeNeph OH, ciiaBa bory, BbI3AOPOBEN U TOTOBUT COOPHUK CBOMX CTaTel, KOTOPBIXA
JIOJDKEH BBIMTH B Oy IyIieM Toy, TaM OyneT Hemano HOBBIX paboT» [uuT. mo: 9]. COopHUK OBLT cjaH B HAOOp
18 Hos1Opst 1974 1., a moAIMCaH B ME€YaTh YK€ MOCJIe CMEPTH MbIcTuTelst — 15 uronst 1975 .

Kak orMedeHo B mpenBapstonieM KHUTY BCTyIUIeHHH «OT H3JIaTENbCTBaY, «ITyOJMKYyEeMbIe TPY/IbI
<...> [al0T MpeJICTaBJICHNE O €AUHCTBE U LIEJIOCTHOCTH HayyHOro TBopuecTBa M.M. baxTuna. I 1aBHBIE TeMBI
€ro TBOpYECTBA — TEOPHS pPOMaHa W JIUTEPaTypHO-XYHAOKECTBEHHOTO CJIOBa — OOBENMHSIOT COOpaHHBIE B
HacTosei KHure paboTe» [2, C. 5].

[lepBonayansHO cOOpHMK HMen 3ariaBue «K BompocaM METOMONIOTHH 3CTETHKH CIIOBECHOTO
TBOpuecTBa». OHO OBLIO JAAHO MO NMEPBOMY Ha3BaHUIO OAaXTHUHCKOHM paboThl 1924 r., mepBas yacTh KOTOPOH
n3BecTHa Kak «lIpobiemsl popmbl, cosepkaHus ¥ MaTepraia B CJIOBECHOM XYy/I0)KECTBEHHOM TBOPYECTBEY.
BHyTpeHHUMH pelleH3eHTaMH COOpPHHMKa BBICTYNIMJIM H3BECTHBIE COBETCKHE JuTeparypoBensl [.M.
Opunnennep [7] u A.B. 3aronckuii [4], ¢ paboTamMu KOoTOpbIX baxTuH ObLT 3HAKOM: B TMYHOW OMOIHOTEKE
MBICITUTENS COXpaHWIUCh TomapeHHsie Dpumienaepom kauru [8, c. 229, 230], a mmanor baxtunHa u
3aTOHCKOr0 HauMHAeTCAd, MOKHO CKazaTh, B Hadane 1960-x rr. ¢ yreHusa baxTuHeIM cTatei 3aTOHCKOro B
«Bonpocax nuTeparypel» (9K3EMIUISIPHl KYpHana, NpUHAUIEKANINE MBICIUTENI0, COXPAaHWIU €ro
KapaHJaITHpIC TTOMETHI Ha TOJIAX CTaTel MIIaaIIero coBpeMeHnuka) [6, c. 119, 120].

PenieH3eHTHl MPENCTaBUIM M3ATENbCKUE OT3BIBBI, COJAEPAIIHE BBICOKYIO OIIEHKY COCTaBUBIIHMX
cOOpHUK PaboT. DTH OT3BIBBI MOCIYKWIH OCHOBOM A penensuil 3atonckoro [5] u @puanenaepa [10] o
kHure M.M. baxTuHa B neyaTu.

COopHuK «Borpocs! IuTepaTyphl 1 3CTETUKH. MccnenoBaHus pa3HbIX JIET» CTal 3aMETHBIM COOBITHEM
B Hay4yHOH >XM3HH BTOopod mojoBuHBI 1970-x rr. Cpeau OTKIMKHYBIIMXCS Ha BBIXOZ COOpHHMKa OBLI
C.C. ABepuHIIEB, OTMETHUBIIHN TOPA3UTEIBHYIO aKTyalbHOCTh OaxXxTHHCKHUX TEKCTOB. «Pa3paboramHas
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BaxTHHBIM MOATHKA — 3TO MOITHKA CBOOOJBI, — MOJUEPKUBACT HCCienoBaTenb. — Mbicib baxTuna mckana
HPEeXIE BCEr0 IIMPOKUX IBPUCTUYECKHX MEPCIICKTHB, a HE “HAYYHBIX PE3yJbTaTOB” B OOBIYHOM CMBICIE.
Cka3zaHHOE UM CKa3aHO He ISl TOTO, YTOObI YMTATENb TOBEPUMBO MIPUHSII €r0 TE3UCHI KaK “TIOCIIEAHEE CIOBO
HAayKH'~ WM, HAIPOTUB, MPUHSJICS UX OCIApHUBATh M ONPOBEPraTh, HO VI TOTO, YTOOBI CaMO€ yCTPOHCTBO
TOJIOBBI YUTATENS MO IIPOYTEHUH KHUTH CTAI0 UHBIM. COTJIaCHBI HE COTJIACHBI — HE TOT Pa3roBOp: €CTh KHUTH,
MOCJIe KOTOPBIX HElb3sl paboTaTh mo-crapomy» [1, €. 61].
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«Pabne u loromp (MckyccTBO cioBa M HapoJHas cMeXOBas KyJbTypa)» — CTaThs
M.M. baxTuHa, yacTb KOTOpPOM I€pBOHAYAJIBHO 3aBepliayiia Auccepranuio «Pabime B ucropuu
peanuzma» (1940). Berymienue k ctathbe W AOMONHEHUs OoTHOCATCS K 1970 romy, mostomy mpu
nyOJMKanuu aBTOpoM ykaszasl ase naTtel: 1940, 1970. Crates Obuta HameyaTtaHa o] Ha3BaHHEM
«MckyccTBo cioBa M HapoaHas cMexoBas KyiabTypa (Pabne u I'orons)» B 1973 rogy B cOopHuke
«Konrekcr», nznasasmemcs cekropom teopun ureparypsl UMJIM AH CCCP. B 1975 roay 6sina
nepenevataHa noja HazBaHueM «Pabne um lorons (MckyccTBo ciioBa M HapoJgHash CMeEXOBas
KyJlbTypa)» B cOOpHUKe «Bonpocs! 1uTepaTypsl U 3cTeTUKU. McciienoBaHus pa3HbIX JETH.

JlexiapupoBaHHBIN CTaTbel HaYUHBIN CIOXKET BIUCBHIBAETCS B OOIIYIO KApTUHY JAJTUTEIHLHOIO
Y MPOTUBOPEYMBOIO MPOIEcca BOCIPUATUS OAXTUHCKUX UAEH OT€UECTBEHHOW T'yMaHUTAPUCTHKOM.
«["oronp u Pabne» — Tak MOKHO 0003HAUYUTH BHIOPAHHBIM OTEUYECTBEHHBIM JINTEPATYPOBEACHUEM
paKkypc pacCMOTPEHUS TOW HAYIHOU MPOOIIEMBI.

B nepBeix odunmanbHbIX OT3bIBaXx Ha MoHorpaguio M.M. baxtuna «Pabne B ucropum
peanmuszma» (s [Nocnutuszgara, nekadbps 1944 r.) 3BydyaT MOJIOKUTEIBHBIE OIEHKH 0003HAYEHHOM
npoOJeMbl, HaMEYaoLIe, M0 MHEHUIO PELEH3EHTOB, MIMPOYalllNe MEepCleKTUBbl B HM3yYEHUU
pycckoit nuteparypel (b.B. Tomamesckuii, A.A. CmupnoB). OduimanbHbie OMIMOHEHTHI
muccepranun baxtuna (A.A. CmupnoB, U.M. Hycunos, E.B. Tapne) ormeuyanu HoBaTOpCKUi
xapaktep ¢parmenta «l'orons u Pabiey», Ha3pIBas MOKAa3aHHOE TUIIOJOTHYECKOE CXOJCTBO CMeXa
Pabne u ['orons OTKpBITHEM HOBOTO HAMPABIICHUS] B UCTOPUM PYCCKOM nuTeparypsl. Tak, Tapie
nucan: «PyccKkux UCTOPUKOB JINTEPATYPbl HECOMHEHHO 3aUHTEPECYET CBS3b U Napaliesid, KOTOpbIE
aBTOp ycTaHaBiuBaeT Mexay Pa6is u 'oronem» [2, 1. 4(1), c. 1015].

Huckyccusi, pa3BepHyBmasics Ha 3amute (15 HOsOps 1946 r.), mokaszana pelmuTeIbHOe
HenpusThe (a B KakoH-TO Mepe U 00s3Hb) BbIOpaHHOrO bBaXTHWHBIM acmekTa paccMOTPEHHUS
tBOpuecTBa 'oromns. Tak, ucropux pycckoil nmureparypsl H.K. IlukcaHoB pexomeHnyeT mpexnie
MOKa3aTh pa3BUTHE Pa0IE3NaHCKON TpaauIMU B PYCCKOM JHUTEepaType W HE YHHBEpPCAIU3UPOBATH
uaeo cmexa: «M s 6oroch, 4TO KOrjga Mbl OyAeM OCMBICIMBATh HapOJHOCTh MJIM HEHAPOJHOCTb
JBUKEHMSI TOJBKO B acIEKTe CMeXa, MbI JII0OYI0 HapOJHOCTh — CPEAHEBEKOBYIO MM PYCCKYIO —
CHU3UM U YKOpoTuM» [2, T. 4(1), c. 1038].

TOH BBICKa3aHHBIX PEKOMEHIALNN BBIABIISECT HICOJIOTU3UPOBAHHYIO 3a0CTPEHHOCTD B3IVISIA
Ha Hay4yHyIo npoOiemy. Eme Gosee odeBHaeH mnepeBoa MpoOjIeMbl B MOIUTUYECKHNA KOHTEKCT B
BeicTymieHusax M.IL. TepseBoit u E.A. JIoMOpoBCKOH, OTKPOBEHHO MCKa)KaBIIMX HAet0 baxTuha.
Tepsiea, noka3piBasgs HEOOXOJUMOCTb KJIACCOBOTO MOJX0/1a, 3aaJIbYMBO MOBTOpsAeT «HenpaBuibHO
3To!», JIOMOpOBCKasi MpsSMO Ha3bIBa€T MBICIh O COMOJOXXEHUU TBOpuecTBa Pabme u [orons
MMOPOYHOM.
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B otBere baxTuH, He BCTynas B MPSIMYIO TMOJIEMHUKY, OOBSCHIET CBOE BUIECHHUE IPOOIEMBI,
HacTauBasi Ha Ba)XHOCTM OOpalleHHs K paHee HE YYTEHHBIM 3JIeMEHTaM BiusBiied Ha [oross
cMexoBoi Tpaauimu [2, T. 4(1), c. 1058].

Wneosorndyeckuil  acnekT cIropa, I[PO3BY4YaBIUMKM BO BpeMs 3allUTHI, HAIIEI CBOE
MPOJOJKEHUE B U3BECTHOM MCTOpUU ¢ paccMoTpeHueM nuccepraiuu B BAKe B 1947-1952 rr. B
onyOnmkoBaHHOM B razete «KynbTypa u sxu3ab» 3ametke B.H. Hukonaesa «IIpeomoners orctaBanue
B pa3pabOTKe aKTyaJbHBIX MIPOOJIEM JIUTEepaTypoBeIeHHUs» [cM. moapoOHee: 5], KpUTUKYOLIEH, 1o
ceunerenscTBy E.M. EBHunoM, padory pykoBoactsa UMJIM AH CCCP, aBrop mpsiMO Ha3bIBaeT
auccepranuio baxtnHa «pperaucTckuM», «IICeBAOHAYYHBIM TPYIOM», a paboTy YUeHOro coBeTa
IIPUMEPOM «OE€30TBETCTBEHHOI'0, AHTUIOCYIAPCTBEHHOI'O OTHOLIEHUS K NPUCYKIACHUIO YUEHBIX
crenenei» [7, c. 117].

Huccepramuss M.M. baxTtuna He ciydaiiHO ObUTa BhIOpaHa aBTOPOM 3aMETKH B KadyeCTBE
00bEKTa KPUTHKH: 3alluTa baxTuHa, 10 CBUJETEILCTBY COBPEMEHHUKOB, MMEJa ONpEeSCHHbIH
pPE30HaHC B MOCKOBCKHX Hay4dHBIX Kpyrax. Tak, ¢purypa TepsieBoii, BRICTYHArOIIEH BO BpeMs 3aIUThI
baxTuHa, mosiBisercs Ha cTpaHMuax «ayxoBHoro 3asemanus» JL.E. Ilunckoro «llapadpassr u
namsroBanusi» (1979) [20, €.453], a 0Opa3 camoro couckarelisi IpuoOpETaeT B OJJHOM M3 Iaccaxei
COBPEMEHHUKOB 4epThl (osibkiIopHOro repos [19, c. 117].

[IpumeuaTennbHO B AITOM CBsi3W BHepBble onyOiukoBaHHoe B.M. JlantyHoM mnucbMO
I'.C. IlerpoBa k M.M. baxTuny (Hauano amnpens 1948 roxa), pukcupyromiee CriokoitHOE HACTPOCHHE
KOMMCCHUH 10 OTHOLIEHUIO K 0aXTUHCKOM uccepTauuu: «EcTh Hajex1a, 4To Npock6a 0 MPHUCBOSHUU
CTCTICHH JIOKTOpa Oynet yaoBiueTBopeHay [12, Ne 3, ¢. 182]. OgHako, Kak H3BECTHO, CIOKUBIIASCS
CUTyallUs CTaBWJIa [0/l COMHEHUE IPUCYXKACHUE Y4YeHOM cTemeHu BooOme. bopeba c
KOCMOIIOJIMTU3MOM U HHU3KOIOKJIOHCTBOM Iiepes 3amaaoMm caenana croxer «l'oronbp u Pabne»
MOJINTUYECKU KpuMHHaNbHBIM. [[ns1 A.B. TormuneBa n A.M. CamapuHa o4eBH]HA KPaMOJIbHOCThb
cornoctasyienus ['orons u Pabne, oHn He paccMaTpuBaroT npobieMy kKak HaydyHyro. Tak, Tomuues
IIPSIMO NPEAJIAraeT JUCCEPTALUIO «B3SATh HA KOHTPOJIb B CBSI3H C KOCMOIIOJIUTU3MOM, ITPOSIBIIEHHBIM
B pabote: ['oronp nogaercs kak nojapaxareib <...> Xopouio 0110 Obl 1aTh Ha KOHTPOJIb U, MOXKET
OBbITh, OITyOJIMKOBATh 3aMEUaHMsI, a 3aTEM yXKe PELIUTh BOIIPOC O MPUCYXKIEHUH CTEIIEH! KaHAUaTa
[2, 1. 4(1), c. 1093].

Pe3ynbpraromM BBICKa3aHHBIX 3aMEYaHMM CTajl0 HCKIIOYEHHE bBaxXTWHBIM M3 auccepTanuu
¢parmenta «Pabne u T'oromb», uTO, HapsiAy C JIPYIrMMH IONPABKaMH, CIENAI0 BO3MOXHBIM
NPUCYKACHUE eMYy CTEeNIeHH KaHauaTa Guiaonorndeckux Hayk B 1952 r.

Hogriit otpe3ok B ucropum croxera «l'oronp u Pabne» nmpuxomurcs Ha koHerr 1950-x —
Hayaso 60-X IT. U CBs3aH C CUTyalueil «Bo3BpalleHus baxTuHa» B OTEYECTBEHHYIO T'YMaHUTAPHYIO
HayKy, CIydyuBIIeecsi, Kak wu3BecTHo, Omaromaps ycwmsaMm C.I. Bouapoma, I'./l. T'auesa,
B.B. Koxwunoga, JI.E. [Tuackoro, B.H. Typ6una u ap. [3; §].

Bo BHYTpeHHHUX peleH3UsIX, CONPOBOXKAAIONINX H3AaHne KHUTH o Palie, croxeT monydaer
nanpHeimee passutue. Tak, JI.LE. [lunckuii, pasmensrommii MHeHHE baxTHa 00 «OCBEMIarOIeM
3HayeHuu Pabre» [2, T. 4(1), c. 17], akTyanu3upyer rorojeBCKUil CIOKeT, MPpU3HABas OPraHUYHOCTh
TpaJulUd TpoTecKHOro peanmusma st [orons. [oroneBckast cocraBisomas pabie3snaHCcKoM
Tpaguiuu mpeacrapisercs [IMHCKOMY HAacTOJIBKO Ba)KHOW, 4YTO OH CYUTAET HEOOXOIMMBIM
HallOMHUTh O HEW B peUeH3UH Ha PYKOMHUCh, B KOTOPOM ATOT (parMeHT OTCYTCTBYET:
«...M3y4aIOUIEr0 PyCCKYI0 JUTEpaTypy, — noadepkuBaeT [IMHCKHN, — 3aMHTEPECYIOT CTPAHUIBL,
MOCBSIIIEHHbIE CBS3M ['Oroisi ¢ IpOTECKHBIM peaau3MoM (K COXKaJ€HUIO, OHHU OTCYTCTBYIOT B
HaCTOsIEH pefakuuu paboThl, HO OHM HMENUCh B NEPBOHAYAIBLHOW, XpaHALIEWCSs B apXuBe
Nucturyra MupoBoit nuteparypel) [21]. [lpum nyOnuwkanum pernieH3ud Ha KHUTY baxTuHa B
«Bormpocax nureparypbi» [IMHCKHI «CHSUT» PEIUIMKY O TOTOJIEBCKUX CTpaHuLax [22].

B otBeT Ha monyuennyto penensuto JILE. [Tuackoro baxtun B nmuceMe k Hemy (21 deBpans
1963 1.) cooOmmiaeT 0 CBOEM HaMEpPEHHWU HE TOJHKO BOCCTAHOBHUTH, HO M PACIIMPUTH TOTOJIEBCKHUE
CTPaHUIIbl, a TAK)XKE «KOCHYTbCS 3JEMEHTOB KapHaBaJbHOW KynabTypel y Ilymkuna» [2, T. 4(2),
c. 654]. MoXHO TPEANONOXHUTh, YTO BaxTWH IUTAHMPOBAJ TOBOPUTH O CYAbOAX KapHABAIHHOU
KYJIBTYpBl B PYCCKOW JIUTEpaType, BO3MOXKHO, B pycie uael yeTBepToit riasbl «[IpobneM mostuku
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JloctoeBckoroy». Kak n3BeCTHO, IJIaHbl OCTAIUCh HEPEATN30BAHHBIMU, HO T'OTOJIEBCKUE CTPAHMIIBI B
pykonucu MoHoOrpajguu OBUIM BOCCTAaHOBJIECHB. B  peJakIMOHHOM OT3bIBE, HaHMCAaHHOM
A.I'. ConoBbeBbiM 8—11 HOs10pst 1964 1. [2, T. 4(2), c. 667-676], MPO3ByUYanO BBIPA3UTEIHLHOE
pasMbIlIUICHHE O pabie3uaHcKoOM «ciene» B TBopuecTBe l'orois. PereH3eHT Buen MposiBICHHE
KapHaBalIbHOU Tpanuiuu B «Bedepax Ha xyrope 6mu3 Jukanbku» u «Mwupropone», HO cuuTal
npumepsl u3 «Tapaca BynsOb» U «MepTBbIX nym» [2, 1. 4(2), ¢. 672-673] dhopmanbHbIMU, HE
MMEIOIIMMHU OCHOBAHHM.

OTa Tema OmocpefoBaHO BO3HUKAaeT Tpu roga coycts B crarbe B.B. Koxwunoa «K
METO0JIOTUH UCTOpHH pycckoit muteparypsl (O peanuzme 30-x rogoB XIX Beka), ormyOJIMKOBaHHOM
B JKypHasie «Borpocsl tutepaTypbl». KoXHHOB (pakTHyeckr BBOAUT B HAYUHBIH 000POT OaX THHCKHUMA
ctoxket «["orosib n PaGiie», roBopst 0 MPUCYTCTBUU B PYKOTIMCH JTHCCEPTAIIUN M.M. baxtuna
cooTBeTCTByIOmEeH mpodiembl [9, c. 61]. IlpencraBmennass B cratbe KoxxmHOBa OaxTHHCKas
KOHIIEMI[US TOTOJIEBCKOTO CMEXa, BBIMAJAIONIas U3 TPAAUIIMOHHOTO (IIPEKIE BCETO «KIACCOBOTO»)
HCTOJIKOBAaHUS M03MbI «MepTBbIE TylIN», MHUIUUPOBaja BBICTYIIJICHUS MCCIIEI0BATENIEH, B KOpHE
HE COrJIaCHBIX C MPEJIOKEHHBIM ITpouTeHHueM. B nocnennem Homepe «BompocoB nuteparypbl» 3a
1968 ton B pyoOpuke «Tpubyna nmrepatopay» KypHaun mnyonukyer cratbu A. JleMeHTheBa
«ComuutenbHass merononorus» [4] u [I. HukomaeBa «CaTtupuueckoe OTpULIAHHE U OTPULIAHHE
catups» [17].

ITonemuka ¢ KoxuHoBsiM U baxTuHbiM akTyanusupoBasiack HukonaeBbiM B 1984 rogy Bo
BBeJleHuu K MoHorpadguu «Carupa I'orons», TpuHaauaTth (M3 IIECTHAALATH) CTPAHUL KOTOPOTO
MOCBAILLIEHO PAaCCMOTPEHUIO «IIPUPOJIbI KaPHABAJbHOIO CME€Xa U €ro COOTHOIIEHHID CO CMEXOM
carupudeckum» [18, €.7]. [lpusHaBas HecoMHeHHYyI 3achnyry uaed M.M. baxtuna, 3ameTHO
OKMBHUBIILIUX, TI0 €T0 MHEHUIO, TUTEpaTypOBe/IeHNE MOCIEeTHUX AecaTtuieTnii, HukomnaeB moapo6Ho
aHanu3upyet cratbio «Pabine u ['oronsy». McXoaHbIN MOCKUT TOJIEMHUKHN — «TodueMy ke M.M. baxtun
o0BsiBuII cMex ["orons He catupuueckuM?» [18, c. 18] —3a0cTpsieT CyIHOCTHYIO CTOPOHY MPOOIEMBI.
M.M. baxTuH, OUIIYLIIMI O TOTOJIEBCKOM CMEXE, UMEET B BUJY CYLIIECTBOBAHHE JIBYX THIIOB CATHPBI
— CaTHPBI CMEXOBOM U caTUphl cepbe3HOM. /[ HukosaeBa ke cylecTByeT eIuHbIN CaTUPUYECKUI
CMEX U M03TOMY, CTPEMSICh J1I0Ka3aTh HEIPAaBOMEPHOCTh OaXTHHCKOI'O MOHUMaHMs 3HAYEHUs CJIOBa,
MIOJIEMU3HPYSI C YYEHBIM, OH (PaKTUUYECKHU MOJATBEPKJIAET €r0 MBICIIb O «CMEXOBOI catupe» ['orons:
«CaTupu4ecKkuil CMeX — TO’KE€ OJTHOBPEMEHHO M OTPULIAET U yrBepxmaeT» [18, c. 9].

[Tonnemuueckue oTknMkH Ha ctathio B.B. KoxknHoBa npo3Byuanu B 1972 rony B MoHOrpaduu
EnucrparoBoii A.A. «[orone u mpodIeMbl 3amaaHo-eBporeickoro pomana» [6]. Tlonemusupys c
KoxuHoBbIM, a (akTuuecku ¢ baxTuHBIM, aBTOp MPUBOAMT BCE TOT k€ Habop aprymeHToB. Kak u
J.I1. Hukonaes, A.A. EnuctparoBa UMEET B BUly HE TUIIOJIOTHYECKOE CXOJCTBO (O KOTOPOM, BCIIE]
3a baxTtunsiM, roBoput KoXHHOB), a COLMaIbHO-UCTOPUYECKUN U JIUTEPATYpPHBI KOHTEKCT
KOHKPETHOW 3I0XH, BIMSIOIIMA Ha aBTOpa, 4YTO 10 OMNPEIEIIEHHON CTENEHW OMNpaBIaHO. 31eCh U
COJIEpKaTCsl pazfiuyMsl B TMO3ULHUAX HCCIEN0BATENs, 3aHUMAIOLIErocs YacTHOM HCTOPUKO-
JUTEpaTypHOW MNpPOOJIEMON, W aBTOPOM, COMOCTABISIOUIMM TIJIOOANbHbIE SBICHHS BCEMHUPHOTO
JUTEPaTypHOTO Mpoliecca B IPOCTPAHCTBE OAXTUHCKOTO «OOJIBIIOI0 BPEMEHM.

C ny6nukanueil cratbu «VCKyccTBO ciioBa M HapojaHas cMmexoBas Tpaauuusa (Pabne u
['oronb)» B 1973 r. HaunHaeTCs KAY€CTBEHHO HOBBIN ATAll B OCMBICIEHUN OAXTUHCKOW KOHIICTIIIUA
cmexa. [losiBnenue crtatbu B COOpHUKE, U3]aBaBIIEMCs CEKTOpOM Teopuu nutepatypsl UMJIN AH
CCCP, npuaasaro e ocoOblii MeTof0N0orHuecKuii craryc. [losBuBIIascs B okpyxenuu padbor M.b.
Xpamuenko, 0.5, bapabama, A.®. Jlocesa, S.E. DnbcOepr u np. cratbs baxtuna mpuoOperana
XapakTep opUIuaIbHO MPU3HAHHONW TEOPUH.

OnuH u3 iepBbIX OTKIIMKOB TpuHaAIeKuT FO.M. Jlormany. B pa6ote «I'orois u cooTHeceHne
«CMEXOBOH KYNbTYPbI» C KOMUYECKUM U CEPHE3HBIM B PYCCKOM HAlMOHAJIBHOM Tpaguuuu» [13] u B
coBMmecTHON ¢ B.A. Ycnenckum penensueit Ha kHury [[.C. JluxaueBa u A.M. Tlanyenko
«CwmexoBoit mup» pesneit Pycu [14] Jlorman, pa3aensis B3rsin M.M. baxTuHa Ha HeTOMYCTUMOCTD
OJIHOCTOPOHHEr0 CBEACHMs cMexa ['oroys K catupe, cyuTag HEOOXOJUMBIM JOTOJIHUTH KOMILIEKC
oTHoweHus ['oross kK cMmexy, paccMarpuBas TBOPYECTBO ['Oroisi B KOHTEKCTE IIPaBOCIIABHOU
TpaguLUN.
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B 1976 rony Ha ctpanumax «JIuteparypHOro o003peHus» OBLIN OIMYOJIMKOBAHbBI PEICH3UN
C.C. Aepunnena u I'M. ®@pumnengepa va coopuuk M.M. baxtuna «Bompocsl aureparypsl u
scTeTuku. MccaenoBaHus pa3HbIX JIET».

ABEpUHIIEB B PELICH3UH-HEKPOJIOTe «JIMUHOCTh U TATAHT YYCHOTOY», PAa3MBIIUISLSL O CBOOOIC
Kak cymHoctd baxTuHa-uccnenoBarens, 3agaerca BorpocoMm: «He oTcrolia M MpOUCTEKAeT ero
HENpPHSI3Hb K CaTHPE, C MOAKYIMANIEH OTKPHITOCTHIO U MPSIMOTON BBIpaXEHHAsI XOTsI ObI B CTAThe
«Pabne u Toromp» <...>? OnHO3HAYHO OTPHIIAIOIINN, YMEPUIBISIOMMK O0€3 ‘“BOCKpemeHus”
CaTUPUYECKUN CMeX €cTh HJsi BochpusTHs baxThuHa HEYTO CKapegHoe, YeMy HEe XBaTaer
camM03a0BeHHUs, IEAPOCTH KU3HU; B YKOP CATUPUUECKOMY CMEXY BBISCHIETCS CyTh KapHABaJIbHOTO
cMmexa — ['epakiiuToBa OrHsl, pacIuIaBIISIIOLIEro Bce rpanu» [ 1, c. 60]. MccnenoBarenb, He 3HAIOMIMIMA
0axTUHCKOI cTatbu «CaTupay Mo4yBCTBOBANI, B KAKOW-TO Mepe «yraaam» uaew baxThHa o pa3HbIX
TUMAax cMexa U catupbl. OJIHAKO 3Ta MBICIIb HE MOJIy4Yusa pa3BUTHE.

Otuactu coBmagas ¢ ABEpUHIIEBBIM B OOIIECH OIEHKE KOHIEMIMH TOroJEBCKOTO CMeXa,
@puaneHaep AaeT pa3BEepHYTHIN KOMMEHTAPUNM HJIe€ KapHABaJIbHOM IPUPOIBI CMEXOBOIO CIIOBA
l'orons, Bcrymaer B moneMuky ¢ baxTuHbiM. «Bpsig au KTo-HHOYIb COTJIACUTCS C MHEHHEM
uccuenoBarens, — nogdepkubaet Opuenaep, — 4To cMeX HE TOIBKO Y MOJIOZIOTO, HO M Y 3PEJIOTro
['orons «HECOBMECTUM CO CMEXOM CATHPHUKAa»; 3TO MOJIEMHUYECKOE YTBEP)KIEHHUE aBTOpa €/1Ba JIH
MOJKET OBITh MPUHATO TaKXKe U JJIs Pabie, XOTs OHO COCTaBIIICT KPAeyroiabHBIA KaMEHb Pa3BUTON
UM B KHUTE O TTOCTIEIHEM KOHLEIIUU CPEIHEBEKOBOTO M pEHECCAHCHOTO cMmexa. <...> He ybOexmaer
U TpOBOJAUMAS TMapajiellb MEXIy CTPAaHCTBUSMU UHUMKOBA M «BECENbIM (KapHABAJIbHBIM)
XOKJIEHHEM 10 TIpercrnoguein» [23, c. 64].

Takum o6Opazom, cratesi «Pabne u [oromp» BocmpuHHMaeTcss Kak (parMeHrt, Kak
«MEXaHMUYECKOEe» HaJIOKEHHE TOTOBOM TECOPUHU Ha XYIO0KECTBEHHYIO MpakTUKy ['oroms. OtMerum,
YTO 3]1€Ch, KaK U B ciiydae ¢ BeicTyruieHusiMu A. Jlementrena, J[.I1. Hukonaesa, A.A. EnuctparoBoi,
KOPEHb PACXO0’KJICHHUS JISKUT B HE3HAKOMCTBE UCCIIeIoBaTeNel ¢ 0aXTHHCKUM TOHUMaHUEM CaTHUPHI,
KOTOpPOE CTall0 BO3MOXKHBIM TONBKO B 1995 r. mocne mybnukanuu HamucanHo B 1940 1. mis
«JlureparypHnoit sHIIUKIONIE I cTaThu «Catupay [2, T. 5, ¢. 11-38].

CtpemiieHneM «yTOUYHUTH» HEKOTOPBIE MOJOXKEHUSI OAXTUHCKOTO MOHMMaHUSl KapHaBasia U
cMexa npoaukToBaHbl BbIcTymieHHs !O.B. Manna. Csoro MmoHorpaduio «Iloatuka I'oroms»
JUTEpPaTypOBE OTKPBIBAET I1aBOil «lO0roib M KapHAaBAJIbHOE HAYalo», MNPSIMO IMOJYEPKUBAs —
«MOCTAHOBKA 3TOU MPOOJIEMBI MOXKET IMOCTYKUTh KJIIOYOM JIJISi BXOXKJIEHUSI B TOITUUYECKHU MHP
TForons» [16, c. 7]. Juckyccusi pa3BuUBaeTcs B paMKaX OCBOEHHUS OAaXTHHCKOTO HACIEAUs.
[TocnenoBarenbHO BBIACISAS U aHAIM3UPYS DJIEMEHTHl KapHaBalu3aluu y 1'oross, JTuTepaTypoBe
MPSIMO BBIXOJUT HA MPOOIEMY TOTOJIEBCKOTO CMeXa U ero MHTepIpeTannd baxTuHbiM: «3HaYUT JH
9TO, YTO TOTOJICBCKOE TBOPYECTBO BCEIEIO HACJIENYyEeT KapHaBaJbHYIO Tpamunmio?» [16, c. 13].
OnHako B MOCIENYIOUIMX CBOMX Pa3MBINUICHUSX MaHH CBOJUT CMEX K KapHaBaJIM3allMM U BENET
MOJIEMHKY 110 TIPUHITUITY JIETATN3alNA 0aXTHHCKON KOHIIETIIMY KapHaBajia. YTo 1Mo CyTH «CHUMaeT»
JeKIapupyeMoe Hecoriacue W MPUBOJIUT K MOATBEPKICHUIO OaXTUHCKOW MIEH B OOIEM BBIBOJIE
riaBel. K mpoGieme kapHaBasa, KapHaBaJIbHOTO cMexa MaHH BEpHYIICS B FOOMIJICHHBIN TOJT B CTaThe
«KapnaBan u ero okpectHocTH». OO003HauYasi <«MCXOAHBIA TYHKT» CBOUX pPa3MBIIIICHHH,
JTUTEPaATYPOBE XapaKTepHU3yeT OAXTUHCKYIO TEOPUIO0 KOMHUUECKOTO KaK «BO MHOT'OM OTIPEJIETUBIITYIO
COBpEMEHHOE TMOHUMaHHE 3TOH MpPOOIEeMBI B OTEYECTBEHHOM, a YaCTHYHO M B 3apyOEKHOM
mutepatypoBenenun» [15, c. 154]. Ha Bonne «baxtuHckoro Oyma» 0. MaHH ¢ y/0BI€TBOpEHHEM
OTMEYaeT M3MEHMBUIYIOCS CUTYallMI0 OTHOILIEHUA K uaesM baxtuny: «OpHa W3 3aciyr Teopuu
baxTtuHa, — mogyepkuBaer MaHH, — COCTOUT B ONPaBAaHUU TOW 0OJIACTH CMEIIHOTO, KOTOPast HOCUT
Ha3BaHWe TpyOoill KOoMHKH», TOW cdepbl, «koTopas y baxTuHa HOCUT HamMeHoBaHHE chepbl
TenecHoro Hu3ay [15, c. 154].

BceM XxomoM cBouMX pa3MbIIICHHUH, JOMOJHSIONIMX, a TOYHEE — KOPPEKTUPYIOLIUX
0axTUHCKYIO KoHmemnuuioo, ). MaHH moka3piBaeT BO3MOXKHOCTH €€ HCIIONh30BaHHS B KAaueCTBE
MHCTPYMEHTa COBPEMEHHOI'O TOTr0JIeBEICHHU.

[TprMepoM OCMBICIIEHUS] U OCBOEHHS 0aXTHHCKOW KOHLENIMH Ha pyoexe 1970-1980-x rr.
cranma moHorpadus B.II. KpuBonoca «IIpo6nema uurtarens B tBopuectBe H.B. I'oroms». Crass
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nepes coooi 3a1a4y «0CO3HATh CYIIECTBO T'Or0JIEBCKOTO CMeXa B CBSI3U € IPOOIeMOi YUTATEIS»
[10, c. 2], KpuBoHOC HauMHAET CBOM Pa3MBINUICHHS C IIUTHpOBaHMs cTathu «Pabie u [oroiby, ¢
OJTHOM CTOPOHBI, MOAYEPKUBAsT TUCKYCCHOHHOCTh O0O3HAYEHHOW MpOOJIeMbl, C APYrol — camoi
JIOTUKOM Hay4HOI'O ITOBECTBOBAHUS AEMOHCTPUPYS paCIIUPEHUE TOPU30HTA, BO3SMOKHOCTH CBEKETO
B3IJIsiJa Ha TorosieBckoe TBopuecTBO. OpranuuHocth obOpamenus B.I. KpuBonoca k wuuesm
M.M. baxTuHa B Hay4yHOM MpOCTpAaHCTBE MoOHOTpaduii (UKCHpPYeT TOT mepesaoM, KOTOPBIHA
MPOU30IIIEI B OTE€YECTBEHHOM JIMTEPATYPOBEIYECKOM CO3HaHUM KoHIa 1970-x — navana 1980-x rr.

Bropas monoBuna 1980-x — Hawamo 1990-x rr. — HOBBIM 3Tam B OCMBICICHHHM HJIEH
M.M. baxTuHa OTEYECTBEHHBIM JIUTEPATYPOBEJACHUEM. OMOXa COBETCKUX JAUCKYCCHM BOKPYT
baxTuHa 3aBepiiaercs npu3HanueM. boiee TOro oTCyTCTBUE BHUMAHHS K OaXTUHCKOW KOHIICTIIIUN
IIPY UHTEPIIPETALNN TEOPUN KOMUYECKOTO HE MTO3BOJIET MPOBECTH AHATIU3 C IOCTATOYHON CTENEHBIO
riyOunsl. g BeAymux UCTOPUKOB IuTepaTypsl M.M. baxTun — ¢urypa 3HakoBast u aBTOPUTETHAS,
KJIACCHK, CO3/1aT€JIb HOBBIX MOJX0/10B, OIIOpa Ha KOTOPbIE 1a€T BO3MOXKHOCTb «IIPOYUTATh» MHOTHE
CIOXKETBl PYCCKOM JUTEpaTyphl, «yBHIETh» OOIKME 3aKOHOMEPHOCTH. B »TOT mepuoxa nemaercs
MONbITKA MoMecTuTh M.M. baxTuHa B IEGHTp ryMaHUTAPHOTO MBIIIJIEHHUS, YTO CBA3aHO C U3JIAaHUEM
KOMIUIeKca (uiocodcko-scTeTuueckux pabot yueHoro. PabGora «K ¢unocopun mnocrymkay,
cOOpHHK «ICTETUKA CIIOBECHOTO TBOpUecTBay (1986) mo3BossiroT roBoputh 0 baxtune-duiocode,
MBICITUTENE, AJI1 KOTOPOrO JIMTEPaTypOBEACHHE OBLJIO JHIIb OJHON M3 cdep MPHUIOKEHUS €ro
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Knrouegvie cnosa: M.M. baxtun, Kycranaii, Capanck, [1.H. Mensenes, «CioBo B pomane», «OIBIT
M3YYEHUS CIIPOCa KOJTXO3HUKOBY.

Kycranaii (coBpemenHoe opunmansHoe Ha3Banue — Kocranait — kas.) — ropon B Kazaxcrane,
aaMuHHUCTpaTUBHBIN LIeHTp Kocranalickoit obnactu. Pacnonosken Ha ceBepo-3anazne Kasaxcrana, B
ceBepHoit yactu Kocranaiickori oGnactu. Ilmomane — 240 xm. Jlo 17 wmrons 1997 r. ropoxn
HasbiBasicst Kycranaii, mo Ha3BaHUIO YpOYMIlla, Ha KOTOPOM paclojioXuics ropoa y Oepera
peku Tobou.

CrpoutenscTBO ropoja 0buto Hayato B 1879 r. mo pacnopsikeHHI0 OpeHOYPIrcKoro reuepai-
ryoepnaropa H. KpbpkanoBckoro. B ¢Bs3u co crpoutenscTBoM HOBOro nocenenus B 1880 r. Tyna
cTalu TNpedbIBaTh IepeceieHlbl M3 eBponeiickoil wactu Poccuiickoli umnepuun. Hauanocs
3eMJIEAECNIBYECKOE, CKOTOBOAUECKOE M KOHEBOIYECKOE OCBOEHHME 3TOro kpas. llepBonaudanbHO B
ropojie ObLIM JIMILIb MPEANPUATHS N0 HepepadoTKe CelIbCKOXO03SHCTBEHHOIO ChIPbsi U HEOOJbIINE
KOXXEBEHHbIE U MacI000IHbIE 3aBOIBI.

1 oxta6ps 1893 r. mocenenume Kycranail momyuuno craTyc ropoja, KOTOpBIM cTan
umeHoBatbcsi HoBo-Huxonaesckom (Huxomaeckom). B 1895 r. BeolcouaiimmM mnoBeneHueM
umnepatopa Huxonas Il HuxonmaeBckuii yezn Obin1 mepemmenoBaH B Kycranaiickuil yesn, a cam
ropoj oOpen oduuualbHOE M OKOHYaTenbHOe Ha3BaHue Kycranaii. B Tom ke roay yesaHoe
ynpasieHue nepeexano u3 Tpounka B Kycranaii.

B 1912-1913 rr. Obuta moctpoeHa xene3HogopoxkHas auHus Kycranaii — YensOuHCK u
OTKpbITa JKele3HoaopokHas craHius Kycranail. Bo Bpemsa ['pakgaHckoll BOHHBI, B CEpeIuHE
asrycta 1919 r., ropoa u 6ombinas yacth yesaa obi1a 3ansaTa yactasmu PKKA. 'opox u ye3n Bomu
B coctaB Yensounckoit ryoepuun. [locranoBnennem Yensa6uHckoro ryoucnoiakoma ot 16 ceHTsops
1920 r. Kycranaiickuii ye3n 6su1 nepenan Kazaxckoit ACCP.

9 mosi6pst 1920 r. Kycranaiickuii yesn Bomen B OpeHOyprcko-Typraiickyio ry0epHHIO.
1 anpenst 1921 1. oOpa3zoBana camocrtositenbHas Kyctanaiickas ryOepaus. 26 ceHtsOps 1925 r.
Kycranaiickas ryOepHuMs ynpasaHeHa H mpeoOpa3oBaHa BHOBb B Kycranaifckuii ye3n c¢
HEMOCPEJACTBEHHBIM TMOJYMHEHHEM LEHTpajdbHbIM opraHam ympasieHnus Kazaxckoir ACCP. B
sHBape 1926 r. ye3n npeobpazoBaH B Kycranaiickuii okpyr, KOTOpbIi ObL1 ynpa3aneH B 1930 r. u u3
ero tepputopun obpazoBaHo 15 paiioHoB. Kycranalickuii paiioH BomIen B cOcTaB AKTIOOMHCKOM
obmnactu. [Tocranosnennem Ilpesuauyma BIIUK ot 29 uronst 1936 r. u3 11 paitoHoB AKTIOOMHCKOM
obmnactu Obl1a oOpa3oBana Kycranaiickas o0macTs.

Muxaunn Muxaiinosuy baxtun orObiBan ccpuiky B Kycranae B 1930-x rr.

Oco6s1m coBentanueM mpu Komternu OI'TTY, koTopoe coctosinocs 23 ¢espaist 1930 r., G110
epecMOTpeHo cyaedbHoe aeno M.M. baxTuHa, «IpUTOBOPEHHOTO MOcTaHOBIeHUEM Komeruu
OI'TLY or 22 urons 1929 roga x 3akiI0OUEHUIO B KOHLEHTPALMOHHBIN JIJar€ph CPOKOM Ha IATH JIET»
[tuT. mo: 3, ¢. 197]. B pe3ysbrare ObLIO BHIHECEHO CIEAYIOIICE MOCTaHOBICHHE: «B0o M3MeHeHHe
IIpeKHEro nocraHopiaeHus baxtnaa Muxawnna Muxaitnosuya Beiciats uepes [1I1 OI'TIY B Kasaxcran
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Ha ocTaBlMiica cpok» [uur. mo: 3, c. 197]. [loBogoM K HM3MEHEHHIO MNPUTOBOpPA MOCITYKHII
MOCTaBJICHHBIN BpaueOHON KoMmuccuen nuarHo3: «TyOepkyse3 Jerkux, BSJIOCTb CEpJeYHOTrO
MYCKYJIa, PE3KO€ MCTOILICHHE, CIIA00CTh HEPBHOM CUCTEMBI...» [1UT. mo: 3, ¢. 196]. B cBsa3u ¢ 3THM
BBIBOJI KOMHCCHH ObLT KaTeropuieH: «CienoBarh 0€3 MOCTOPOHHEH TOMOIIHM HE MOXKET» [IUT. T10: 3,
c. 196].

baxTtunel nokunynu Jlennnrpan e cpasy, B Kycranait onu Boiexanu 29 mapra 1930 r., 0 uem
HeMeieHHO Obuto coobmeno mo ymHuu OI'TIY B MockBy. baxtunbel nmpuoOsiin B Kycranaii
IIPUMEPHO B IIEpBOH ieKajie anpeis. Muxaui MuxailioBud pacnuckoi 3asepsii corpyaHukos OI'TTY
B TOM, YTO K MECTY CBOEH CCBHUIKM OH MPHUOYAET HE MO3IKE 5 ampens, a Takke OO0S3bIBAICS I10
npUOBITUH Cpasy Xke, B TeueHue 24 yacos, cooomuTs o cede B Kycranaiickuiit OI'TIY, uro, BeposTHO,
U chenal.

Coobmenne o mpubsiTi M.M. BaxTiHa K MecTy CChUIKH OBLIO OTHpaBieHo B JIeHWHTpan
Tosibko 22 centsiops 1930 r. B vem roBopunocsk: «Kycranaiickuii OKP otnen OI'TTY nmoarepkaaer
pUOBbITHE aJMUHUCTPATUBHO BbICIaHHOrO baxtnHa Muxauna Muxaiinosuya. I[Ipocs0a BbiciaTh
y4eTHBIN MaTepuaa» [uuT. mo: 3, ¢. 198].

B Gecene ¢ B.Jl. JlyBakunbim Muxaun MuxaiinoBuu BciomuHail: «Kyctanat — 3To ObLI,
JEHCTBUTENBHO, TAKOM Yroj COBEPILIEHHO TeMHBIN <...> CTenb KPyroM, CTelb, JEPEBHEB TaM OUEHb
Mano. ['omast cremb... Knumar Tam ObLT TSOKENbIM: 3MMOM OYEHb CHIIBHBIE MOpPO3BI, a JIETOM
COBEPIICHHO W3BOAWIM MbUIbHBIE OypaHbl. BeTpwl, KOTOpble MOIHUMAIHN TIbUIb, OYKBAJIBHO
HEBO3MOXKHO OBLIO XOIAMTh — 3abIXaemibes. .. » [5, €. 232-233].

Lensiit rox baxtun 6bu1 6€3 padboThl. BeposiTHO, €ro 310pOBbe BCE €€ OCTaBJISIIO JKelaTh
ayuiiero. Tonbko B anpene 1931 r. on yerpouscs s3xoHomucToM B Kycranaiickuii paiiioTpe6coro3.
«Pabory BbeIOMpan cam, — BcmomuHaT Muxann MuxainoBud B HOsiOpe 1974 1. — BriOpan
HKOHOMHCTOM B paiinorpedcoro3e. bricTpo ocBomsics B prHAHCOBBIX OTUYeTax, OanaHcax.... PaboTtars
110 CTIENUATBHOCTH OBLIO HEJIB3S: B IIKOJY HE MyCKamu» [1uT. mo: 5, ¢. 356]. Cieayer OTMETHTD, U4TO
baxTuH n0ocTaTOYHO OBICTPO OCBOMJI HOBYI0O Tnpodeccuto. MM naxe Oblma mnpoBeneHa
UCcleoBaTeNbcKas padoTa Mo M3YYEHHIO CIpoca M IMOKYMATeNbCKOW CIIOCOOHOCTH KOJXO3HOIO
cektopa. [To utoram, B 1934 r. B )xypHaze «CoBeTckasi TOProBIisi» Oblia OMyOJIUKOBaHa CTaThs «OmbIT
M3ydeHHs CIpoca KOJXO3HHKOB», KOTOpas OblIa yJIOCTOEHA «IIOXBAaJbHOrO OT3bIBa Komakagemun»
[tr. mo: 4, c. 10].

[Io cnoBam M.M. baxThHa, MECTHOE HACEJIEHHE, NPUBBIKIIEE €IIE C LAPCKUX BPEMEH K
CCBUIBHBIM, OTHOCHUJIOCH K HHM Xopoino. «Kak-To B TO Bpems ObLIO yX€ OYeHb TOJIOJIHO, BCE
BBIJIaBAJIOCh MO KAPTOUKaM, — BcloMuHan Muxanin MuxaiinoBud, — HO HaM BCerJja MpUOaBIIsiIH eIlle.
[Ipunens B Mara3uH — AaeT YETBEPKY Yalo UM TaM Jaxke ocbMepKy yas. [lonpocuis — naayr nase,
Tpu U Tak aanee. OueHb XOPOILIO OTHOCHIIMCh B TOPTOBBIX OpraHu3alusx <...>. 3aTeM — 3apIuiata.
Tak Kkak cCChUIbHBIE — B OOJBIIMHCTBE CIy4aeB »dATO ObUM JIOAW  OOpa3oBaHHEIE,
KBaJIM(DUIIUPOBAHHBIE, @ TAKUX TaM OBLJIO OYEHHb Mallo, HUKOTO, COOCTBEHHO, HE OBLIO U3 MECTHOTO
HaceJIeHHs, TO HaM COBEpIICHHO JApYryio 3apmiaTy naBaiu. Ckaxewm, 3apruiata — MoJTopacTta
pyOuieii, a HaM J1aBaiy ABECTH MATHAECAT — TPUCTA, TOJIBKO 3a TO, UTO MBI — CChUTbHBIE. Hy, HYKHO
OBLJI0, KOHEYHO, KaK-TO OMPaBABIBATh 3TY 3apIuiaTy...» [5, c. 234-235]. B ogHo Bpems ¢ baxTuHbiM
B Kycranae Haxoauiauch Takue NOJUTUYECKHE CChUIbHBIE, Kak [.E. 3uHOBBEB, W3BECTHBII
menbieBuk H.H. CyxanoB (I'mmmep) c sxenoii, I'K. ®nakcepman, pabGotaBmas B 1917 r. B
cekperapuare LUK PCIPII (6) u ap. [cMm. moapobHee: 3, c. 202-226].

B utone 1934 r. cpok ccpuikn M.M. baxTuHa 3aKOHYMIICS, HO OH MO-TIPEXHEMY ITPOI0JIKAI
pabotath sxoHOMucTOM KycTraHaiickoro paiinmorpebcoro3a, KpoMe TOro, MpenojaBajl B MECTHOM
NEAarornyeckoM TEXHUKYME, a TAaKKE Ha CUETOBOJUYECKUX KypCax COIO3HOIo TpecTa «CBUHOBOIY,
Kypcax IO MOJArOTOBKE IUPEKTOPOB CEITLMAaroB mpu Mexpaiidase. «5 6bu1 B “MUHYyCE”, — BCIOMUHAT
Muxaun Muxaiinosud B 6ecene ¢ B.JI. lyBakunsiM. — 1 B KycTanae nmocneanuii roj s ObI1 yxe B
“munyce”. [loroMy 4TO MHE TIPEUIOKUIIN: MOKATYICTa, MOKETE €XaTh, BOT Bam cniucok ropoaos,
rae Bl moxere xuthb. Tak s moaymain, 4ro B KOHIIE KOHLIOB B KycTaHae s y»Ke JKHUBY, 4€ro MHE
MeHsTh oauH Kycranaii Ha apyroi Kycranaii. U s ocrancs Tam Ha roa» [5, €. 237].
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He ocrtaBnssnm M.M. baxtun u tBopueckoi pabotsl. B Kycranae Opuia Hanmucana Oosbiias
kaura «CioBo B pomaHe»: «B Kycranalickue rofasl baxTuH mpomoimkaer paboTy mo mpodieMam
pomaHHOro cijioBa. To, 4TO 3aayMbIBaeTCsi KaK OYEPKHM IO CTUIMCTUKE POMAHA, IMOCTENEHHO
IIEpEepacTaeT B OIBIT MOCTHKEHUSI COLUAIBHBIX U WJEOJOTMYECKUX MPOCTPAHCTB CJIOBA U PEYH, B
dbopMupyroIIUECs IPU STOM 00pa3bl TOBOPSILETO YEI0BEKa, MHOIOTOJIOCHSI PA3IMYHBIX COIIMAIbHBIX
Ipynn ¥ cOOOIIECTB, B HOBOE IOHUMaHUE sA3bIKa. [Ipomomrkas 1BUKEHUE IO IIyTH, HAMEYEHHOMY B
KHHUTE 0 J[OCTOEBCKOM W pa3BUBAIOIIEMY OTIEIbHBIC UJICH “aBTOpa W Tepos”’, baxTuH ¢akTuuecku
pegopMyupyeT npeACcTaBIeHUE O Tepoe JIMTEPATYPHOTO MPOU3BECHHUS KaK TOBOPSIIEM YEIOBEKE
pomaHa, oOiajgaronieM COOCTBEHHON BOJIEH U COOCTBEHHBIM KM3HEHHBIM IPOCTPAHCTBOM (elle
OJTHO (hOPMOIA BCE TOI K€ “HPaBCTBEHHOU JIeHCTBUTENBHOCTH ) <...>. Kak moyarator CoBpeMeHHbIC
auTeparypoBesl, UMeHHO B KycraHae 3akia/ibIBalOTCS OCHOBBI OaXTMHCKOH TEOpUM poMaHa Kak
CTPYKTYpPOOOPa3yIOIIEro 3JIeMeHTa €ro *aHpOBOU MOATUKH, IPOUCXOTUT IMOBOPOT OT COI[MOJIOTUU
S3bIKa U JIMTEPATyphbl K HOBOMY IIOHUMAHUIO CPAaBHUTEIbHO-UCTOPUUECKOIN MO3TUKU. ITOrom atoro
[NOHUMaHHUS CTaJl MHOTOCTPAHUYHBINA TPY[, U3BECTHBIN 0], OKOHYATEIbHBIM Ha3BaHueM “‘CJ0BO B
poMaHe” U 3aHUMAIOLINI Ba)KHOE MECTO B Hay4HOM M uenoBeueckoi Omorpaduu baxtuna 1930-x
rr.» [2, ¢. 18].

baxTuHpl He MmIaHUpoBanM Haxoiro ocraBarbcsi B Kycranae, HO BMecTe ¢ TeM Muxaun
Muxaii10B14 4YETKO OCO3HaBal, YTO nepee3q B MockBy uinu JIeHUHrpaa, r/ie HaXOAWINCh €ro Apy3bs
U pOAHbIE, s HEro HeBo3MoxeH. K ciioBy cka3aTh, IOHUMAJIM 3TO U €r0 JApY3bs, KOTOpbIE, 3HAs
0ecroMoIHOCTh baXTUHBIX B JKUTEUCKHUX JellaX, MBITAIUCh MOABICKATh UM JIOCTOWHOE MECTO
KUTEIIbCTBA.

N3 nucsma b.B. 3anecckoro M.B. IOaunoit 8 centsiops 1935 r. cnenyer, yto baxtunsl no-
npexkHeMy HaxonaaTcs B Kycranae, XOTs 0 HUX HET HUKaKoW UH(OpMaLKY, TaK KaKk OHH HUKOMY HE
numryT. «OT camoro M.M. HUKakUX U3BECTUN HE UMEI0, — cooOtIan 3anecckuit FOnunou, — xots u
IIPOCHJI €T0 HamMcaTh MHE CroJ1a, Takxke 1 uepe3 Hat. Mux. (Hatanss MuxaiinoBna baxtuna — B.JI.)
HUYEro He 3Haro, OHW JOJDKHBI ObUIM MOJY4YMTh H3BelleHue u3 l[laruropcka oT OJHOrO MOEro
TOBApHILA, KaK JieJa TaM OTHOCUTENIbHO KOMHATBI U CIIyObl, HO MHE OHA II0Ka HUYETo He coo0Iasa.
OueBHIHO, MPUAETCA CHEIHAIbHO OPraHMW30BaTh MX Iepee3]l, MHau€ OHM HUKOTJga OoTTyna (U3
Kycranas — B.JI.) He BbleyT» [1MT. 110: 6, c. 441]. Kak BUaHO 13 IpuBEAEHHOr0 (hparMeHTa nuchma,
OJIHUM U3 BApUAHTOB HOBOT'O MECTa )KUTENbCTBA baxTuHbIX Mor cTath [IsaTuropck. OHaKo mIaH He
OBLT pean30BaH.

B wurone-aBrycre 1936 r., BOo Bpems ornycka, Muxaun Muxaiinosuy ¢ Enenoit
AnexcanpoBHoi noOwiBaiu B Jlenunrpane u Mockse. He mpuxoaurcs cOMHEBaThCs B TOM, B
Jlennnrpazne baxTuH BeTpeyasncst He TOJIBKO € POAHBIMM, HO U CO CBOMMH CTapbIMH JIPY3bSMU (B UX
gucne — [laBen Hukomaesuu MenseneB). BepositHo, B pasroBope ¢ HUM Muxaun MuxaimoBud
coOOIIMII €My O CBOEM JellaHMM yexaTh W3 KycTaHas M mocenuTbes Iae-HUOyAb HEaleKo OT
MockBbl unu JleHuHrpasa.

Tak Moxy4nsock, 4To Yepe3 MecsIl mocie pa3ropopa ¢ baxTuneiM, B Hauase ceHTs0ps 1936
r., Measenes Obu1 komManaupoBaH B CapaHck B MoOpAOBCKHI MEIUHCTUTYT B paMKaX «CMBIUKH
paOOTHUKOB MHCTHUTYTA C JIGHUHTPAJICKUMHU y4eHBbIMU» [UMT. mo: 4, ¢. 11]. Tam B TeueHue aAByX
HeZIeNIb OH YUTall Kype JIEKIUI 110 COBETCKOM JIUTEpaType Ul CTYIEHTOB-BBIITYCKHUKOB U CAEJall
psaa OGompmmx fgoknanoB o Ilymkwnae, ['oppkoM, MasikoBckom u IllonoxoBe ansi «mapTuifHO-
KOMCOMOJILCKOTO aKTHBA, IpernoaBareseii u ydammxcs CapaHcka» [cM. moapoOHee: 4].

He 3a6b11 MenBene u o cBoeMm japyre. Bo Bpems npe6riBanus B Capancke, [1.H. Menseznes
MOpeKOMeH0BaN aupekTopy HHcTUTyTa A.D. AHTOHOBY mpuriacuth Ha paboty u3 Kycranas
M.M. baxtuna. [locnennuii He3ameTUTENBHO 3TO cJiefal, oTipaBuB B KycTaHaii cOOTBETCTBYIOIIEE
MMACHMO, B KOTOpoM mpuriaman M.M. baxTuHa Ha mpernojaBaTeiabCcKylo padboty B Mop1oBCKOM
NEAUHCTUTYTE.

Heo6xoanmMo Takxe OTMETUTH, YTO KPOME MHCbMa OT AUPEKTOpa MHCTUTYTA baxTHH nmomydni
emie ogHo — oT MeaBeneBa, o KOTopoM OH yroMuHaeT B Oeceae ¢ B.JI. JlyBakunbiM: «S1 momydumn
nucbMo ot [1aBna HukonaeBnua MenseneBa. Menseznes noosiBan B Capancke. OH MONPOCTY €311
TyAa XaJITypuTh. TaM ObLT 00JIBIIION NTeauHCTUTYT, B CapaHCKe, TaM JeKaHOM ObLT €ro yueHUK... Tam
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eMy MoHpaBuioch. [IoHpaBUIOCH B TOM CMBICIIE, YTO TaM CIIOKOHHO, TUXO, BCE XOPOILIO B TO BpEMSI.
U on mocoseroBan MHe noexath B CapaHck» [5, . 237].

25 centsa0ps 1936 r. baxtun yBommiics n3 KycraHalickoro pamorpeOcor3a U BbIeXal C
cynpyroi B CapaHck.

B Kycranaiickom paitnorpedcoroze M.M. baxTuHy BbIaaum BecbMa OJaroenaTrelbHYIo
XapaKTepUCTHKYy. BOT HEKOTOphIe €€ (pparMeHTHI: «...3a MATh C MOJIOBUHOW JIET CBOCH pabOTHI B
Kycranaiickom paiinotpe0coro3e baxtun nposiBui ce0st Kak BBICOKOKBATU(UIIMPOBAHHBIHN, YECTHBIN
U npeAaHHbli cnenuanuct. He cunrasch co BpeMeHneM, baxTuH He ToJIbKO 100pOCOBECTHO BBIITOIHSLI
CBOM IMpsiIMbIe OOS3aHHOCTH, HO IMPOSIBIISI IIMPOKYI0 MHUIMATHBY, BBIXOIALIYIO 3a IMpeaesbl ero
NPSIMBIX 00s13aHHOCTEH <...> baxTuH nposBui ceds 1 Kak XOpOLINii 00IIECTBEHHUK, 100POCOBECTHO
BBITIOJTHSUT HATPY3KH O MPOQCOI03HON TUHUH, OPraHU30BbIBANI U PYKOBOMII KPY>KKaMH TeXy4eObl,
obu1 uneHoM P.K.K. BaxTwH 0OCBOOOXKIEH OT CBOEH ODKHOCTHU IO COOCTBEHHOMY >KEIAHUIO,
BCJIC/ICTBHE CBOETO MEPEX0/1a Ha MeIaroruueckyio pabory» [cm. moapobuee: 4].

B cuny crnoxuBImuxcst 00CTOATENBCTB, BO BTOPOU MosioBUHE aBrycta 1937 r. baxTuHbIM eiie
pa3 npunuiocs npuexars B Kycranail. Oto nmoarsepxaaer nucekmMo M.U. Karana cynpyre ot 15
aBrycra: «Buepa B 11-12 4. Obi1 y baxTHHBIX, T.K. HE YBEpPEH ObLIL, YTO CMOTY OBITh Y Moe3za (OHU
yexanu B 3 yaca)». Tem He meHee KaraH Bce-Taku ycres Ha BOK3all, II€ BCTPETUII IPOBOKABIIYIO
baxtunpix M.B. FOnuny. «Tak kak ObUT 10K/1b, — MUILIET OH, — TO MBI YIIUIX MUHYT 32 10 10 oTX0/2
rmoes/1a, 4ToObl He MPOMOKHYTh HacKBO3b. [lonararo, uto baxtunsl npuenyt crona (B MockBy — B.J1.)
Mecsua yepe3 2—3. Eciii HeT, To OHU, BEPOSITHO, ToeAyT B AnMa-ATty» [1, c. 665].

baxtunsl BepHynuch B MOCKBY 3HAUUTEIIBHO paHbIIE, O YeM CBHUICTEIBCTBYET 3aIUCh B
nueBHuke M.K. FOmkoBoii-3anecckoii (1 centsops 1937 r.): «b<opuc> Bcrpeu<am> M.M. u E.A. u
npusel ux (!). HoueBanu» [1ur. no: 6, c. 432].
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HoBble ny0jankanuu,
nocesaieHnbie M.M. BaxTuHy 1 6aXTHHCKOMY KOHTEKCTY

B 2021 r. B aBTOPUTETHBIX HM3JATENbCTBAX BBIIUIM B CBET MOHOrpadguu U COOpPHUKH,
OTpaKaroIlMe HbIHEIIHEEe COCTOSIHUE M HaMeYarol1e NepCIeKTHBBI Pa3BUTUS OaXTUHOBEICHHS.
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W3BecTHBIN TUTEpaTYpOBEa U KYJIbTYpoJor, npodeccop YHuBepcutera Batepnoo (Kanana)
Ken Xwupmikorn mpeacrasisieT MoApoOHOE H3JIOKEHHE paboT PyCcCKOro MbICIUTENs Ha (oHe ero
O6uorpaduy U B KOHTEKCTE MHTEIUIEKTYyalIbHOU ncTopun XX B.

Omnupasice Ha kopiyc TekcToB u3 Coopanus counnenniit M.M. baxtuna (Mocksa, 1996-2012)
U UCIONB3YS COBPEMEHHBIE HCCJIEIOBAaHUS, aBTOP PACKPHIBAET KIIIOYEBBbIE OaXTUHCKUE HJICH,
JTEMOHCTPUPYET UX aKTYaTbHOCTh U JICUCTBEHHOCTh JJIi TYMaHUTAPUCTUKH.

HccnenoBarens Mokas3bIBaeT, Kak uaen baxTrHa n3MeHWIN Hallle TOHUMaHKE s3bIKa U TeKCTa
XYJOKECTBEHHOW JuTepaTypbl. KHura, mnpenHasHaueHHass NpeXAe BCEro s CTYIEHTOB-
ryMaHUTapueB, OyJIeT MHTEPECHA U MOJIe3HA TAK)KE MPEIo1aBaTeNsIM U UCCIIeI0BATEISM.

Brait B., Gongalves J.C. Bakhtin e as Artes do Corpo. Sao Paulo: Hucitec, 2021. 214 p.
Knura nemoncTpupyeT BO3MOKHOCTh puMeHeHus uaed M.M. baxtuna u Kpyra baxtuHa B

aHaJIM3€ HOBBIX TUCKYPCHUBHBIX (DOPM, a TakKe OTKPHITHE HOBBIX IMOAXOJ0B, MOMCK MUHBIX JIUH3» B
HCCJIETIOBAaHUM CaMbIX Pa3HBIX IUCKYPCOB.

ABTOpBI U pelakTOpbl COOPHUKA — KPUTHK, dcceUcT, mpodeccop Ilanckoro karonuyeckoro
yauBepcurera Can-Ilayny, rnaBHbiil penaktop xypHana «baxtunuana» ber Bpailt u npodeccop
®enepansHoro ynusepcurera Ilapansl JKan Kapnoc I'oHcanBec — oka3slBaroT, Kak HCIIOJIB30BAHNE
OAXTUHCKON TEOpHM Teja IMO3BOJISIET PAcCHIMPUTh TOPU3OHTHI MOHMMAHUS MCKyCcCTBa Tela M
COOTBETCTBYIOIUX JTUCKYPCHBHBIX 2JIEMEHTOB. My3bIKa, TEaTp, TAHEL, XYJ0KECTBEHHBIN, HAyYHBIN
NepeBo/ U yueOHasi ayTUTOPHUS UCCIEAYIOTCS aBTOpaMH Kak cephl, pOxkKAaroIIie HOBbIE JUCKYPCHI.

KHura coctout u3 nsatu riaB U oO0bequHSET HuccienoBareneil usz tpex crpad (bpasunuu,
@panuuu 1 BenukoOputanum), npeactaBiss coOoil MIIOJOTBOPHBIM TUalor O Tele, MCKYCCTBE,
KHU3HU, BPEMEHU U TEeKyHIMX coObITHAX. [loAroroBiaeHHast BO BpeMsi aHJAEMHUH, OHA 3aTPOHYNA U
9TOT, MOYKHO CKa3aTh POJMBILIMUICS Ha HALIUX IJ1a3aX, XPOHOTOII COBPEMEHHBIX JUCKYPCOB.

Bykova Marina F.; Forster, Michael N. & Steiner, Lina (eds.) The Palgrave Handbook
of Russian Thought. Springer Verlag. 2021. XXVII, 814 p.

KonnexktuBHass MoHorpadus mpeiaraer yriyOJeHHbIH 0030p pa3BUTHsS PYCCKOM MBICIH,
paccMaTtpuBas MHTEIUIEKTyanbHyI0 uctopuio Poccun ¢ xonma X VIII no konmna XX B. Monorpadust
NpeJCTaBIsieT COOOW KpHUTHYEecKoe oOcyxaeHHe ¢GMIOCO(PCKOro W KyIbTYpHOTO JaHjmadra
COBETCKOI'0 Teproja, a TakkKe Pa3MbIIUICHUS O (UIOCOPCKOM U HHTEIJIEKTyaJlbHOM Pa3BUTUU
IIOCTCOBETCKOM Poccum.

Kak ormewaercs B mNpeAucIOBUM K HW3JIAHUIO, I€JIb aBTOPOB — IIOMOYb UUTATENIAM
OpPUEHTUPOBATHLCS B CJIOKHOM IIPOCTPAHCTBE PYCCKOM MBICIN M HAyYUTHCS LIECHUTh €€ YHUKAJIBHOE
HacJieIue U UCTOPUYECKOE 3HAUEHUE.

B Tpuanaru mectu riaBax KHUTH pacCcMaTpHUBaeTcss TBOpUecTBO (uinocodoB (Asekcanap
I'epuen, Muxaun bakynun, Banagumup CosnosbeB, Bianumup Jlennn, UBan Mnbsun, Anekceid JIoce
u Mepab MawmappamBunu), nucatenedt (Anexcanzap Ilymkwun, Huxonait I'oroms, ®Pemop
Hocroesckuit, JIeB Toncroi, Ocun Manaenbimtam u Baagumup HaGokoB), TutepaTypHBIX KPUTHKOB
u TeopeTukoB (Buccapuon benunckuii, Muxaun baxtun u FOpuii Jlotman).

ABTOpPCKHI1 KOJUIEKTMB MOHOTpauu — BCEMUPHO MPU3HAHHBIE y4YEHBIE, CIECLMAIUCTHI B
obmactu pycckoit ¢unocoduu, nureparypel M HHTEWIEKTyanbHOH wucrtopun (Poccus, CIIA,
BenukoOputanus, ['epmanus, Utanus, Kanana, Hunepmanne: u [Betimapus).
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Ocoboe BHHMaHHE HEOOXOIUMO OOpaTUTh Ha TJaBbl, MocBsmeHHbIe M.M. baxtuny.
ABTOpBI — U3BECTHBIE OAXTHHOBEIBI: UCTOPUK (utocopun npodeccop Buranmii JIsBoBru Maxiia
(MockBa) 1 UICTOPUK B TEOPETHK JUTepatypbl mpodeccop I'anmun Tuxanor (JIonaoH).

Butaimii Maxuma B rnaBe «bynymee B mpoumuioM: Mbicib Muxauna baxthHa mexny
HacieaneM u Bocupustuem» («Future-in-the-Past: Mikhail Bakhtin’s Thought Between Heritage and
Reception») pasmbliuiseT Haja mpoodiaeMoi, chopMyIMpOBaHHON B Bujae Bompoca: «Kakum ObLIO
coObIThe (MM COOBITHS) MBIIUICHUS B (prutocodpuu M ryMaHUTApHBIX HayKax JBAJIaTOTO BEKa, B
KOTOPOM YYacCTBOBAJ TOT PyCCKuil punocod m yueHbId 1 Ha KOTOPOE OH OTKIMKHYJICS, COTJIACHO
€ro COOCTBEHHBIM KOHIIEHIUSAM “‘y4acTIMBOTO MBINUICHHS ¥ “aKTHUBHO PEarupyroIiero
MMOHUMAHUS?».

INanun TuxanoB B riaBe «baxTHH, mepeBoj, MupoBas auteparypa» («Bakhtin, Translation,
World Literature») ananmu3upyeT OCHOBHBIE TpaeKTOpuu ocBoeHus baxtuna Ha 3anaze ¢ 1960-x rr.,
pas3MBIILISAS O MOTEHIMaNe paboT PYyCCKOTO MBICIHUTENS IJii COBPEMEHHBIX N1e0aToB O MHPOBOM
JIUTEeparype.
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XPOHUKA

4 mapra 2022 r. B Hentpe M.M. baxtuna MI'Y um. H.II. OrapeBa cocrosiiics
TPAAULUMOHHBIA KPYIJIbIHA CTOJI, OCBSIIIIEHHbIN J{HI0O MIAMATH MbICJIMTEJIS.

CocrosBLINICA KpYyIVIBIA CTOJN CTajd MEpPBbIM B IUKiIe Meponpusatuil llentpa M.M.
baxTrHa, HanpaBlIEHHBIX Ha IOBBINIEHUWE TYPUCTHYECKOM NPHUBIEKATEILHOCTH MOPIOBCKOTO
rocynapcTBeHHoro ynusepcurera uMm. H.IT. OrapeBa u Capancka B cdepe MHTEIUIEKTYalbHOTO
TypHu3Ma.

ApPXUTEKTYpPHBIM CBHJIETENISIM >KU3HU W TBopuecTBa M.M. baxtuna B CapaHcke ObLI
MOCBSIICH JIOKJIAA KaHauaaTa GUIocoPCKUX HAyK, JOIEHTa KadeApbl apXUTEKTYphl U IU3aiiHa
ApXHUTEKTYypHO-CTpouTenbHOTO dakynbTeTa MI'Y um. H.I1. Orapesa H.1O. JIpicoBoii.

B pabore xpyrimoro croia mpuHsSIM ydactue corpynHuku llentpa M.M. baxTtuHa
H.U. Boponuna, C.A. [ly6posckas, .B. KiitoeBa, npenogaBaTenu 1 CTy1€HThI (PUIOIOTUYECKOTO
¢dakynbrera Mopaosckoro rocynapctBeHHoro yHuBepcurera uM. H.II. OrapeBa, cTyaeHTbI
CapaHCKOro IyXOBHOTO YYHIIWINA, HAay4YHbIE COTpYAHUKH HarumonanbHONW OHUONMMOTEKH HM.
A.C.IlymikuHa ¥ MOpAOBCKOrO0 TOCYJapCTBEHHOI'O I€1arOrM4eCKOro YHUBEPCUTETA HM.
M.E. EBceBbeBa. MeponpusTie nponuio B odJiaiH 1 oHJIaiiH ¢popmarax.

[lo OxkOHYaHMM KpYIJIOrO CTOJAa YYAaCTHHUKHM BO3JIOKMUIM LBETHl K HaMsITHUKY M.M.
baxtuna.
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