Slavistische Beitrage - Band 256

(eBook - Digi20-Retro)

Paul M. Waszink

Life, Courage, Ice

A Semiological Essay
on the Old Russian Biography
of Aleksandr Nevskij

Verlag Otto Sagner Miinchen - Berlin - Washington D.C.

Digitalisiert im Rahmen der Kooperation mit dem DFG-Projekt ,Digi20“
der Bayerischen Staatsbibliothek, Miinchen. OCR-Bearbeitung und Erstellung des eBooks durch den
Verlag Otto Sagner:

http://verlag.kubon-sagner.de
© bei Verlag Otto Sagner. Eine Verwertung oder Weitergabe der Texte und Abbildungen,
insbesondere durch Vervielfaltigung, ist ohne vorherige schriftiche Genehmigung des Verlages

unzulassig.

«Verlag Otto Sagner» ist ein Imprint der Kubon & Sagner GmbH.



00060860

SLAVISTISCHE BEITRAGE

BEGRUNDET VON
ALOIS SCHMAUS
HERAUSGEGEBEN VON
HEINRICH KUNSTMANN
PETER REHDER - JOSEF SCHRENK
REDAKTION
PETER REHDER

Band 256

VERLAG OTTO SAGNER |

M 0 N C H ENnIoaded from PubFactory at 01/10/2019 03:41:05AM

via free access



00060850

PAUL M. WASZINK
LIFE, COURAGE, ICE

A Semiological Essay on the Old Russian Biography
of Aleksandr Elevskij

&Y

VERLAG OTTO SAGNER - MUNCHEN
1990 Paul M. Waszink - 9783954791866

Downloaded from PubFactory at 01/10/2019 03:41:05AM
via free access



00060880

Bayerische
Staatsbibliothek
Miinchen

ISBN 3-87690-467-6
© Verlag Otto Sagner, Manchen 1990

Paul M. Waszink - 9783954791866

Abteilung der Firma Kubon &ESag;a&a.fMﬂnghaay at 01/10/2019 03:41:05AM

via free access



00080850

ACKNOWLEDGEMENTS.
The following persons contributed to the realization of this work.

Professor W.R. Veder (Univ. of Amsterdam) gave valuable comments as regards
content and style of an earlier version, in a most stimulating manner. Professor
J.M. Bremer and Dr. AM. van Erp Taalman Kip (Univ. of Amsterdam) were
greatly helpful too. The first passed frank and constructive criticism, thus
preventing me from losing myself on side-ways. The latter gave bibliographical

data concerning the section dealing with the chorus in Greek tragedy.

The board of the Royal Library in The Hague as well as my colleagues there
enabled me 10 carry out my work in a pleasant atmosphere. Hence I derived that
mental calm which is a prerequisite for intellectual work. One of them not only
corrected the English of the manuscript but brought on valuable stylistic impro-
vements as well.

Miss Marjolein lloekstra was greatly helpful in the technical preparation of the
manuscript; Mr. Ronald Boin gave advise in the preparation of the Old Russian
text.

Last but not least: my father gave essential help; my wife and children had to
suffer the clinical picture of the researcher at work: a person similar to a
cocooning caterpillar always trying to convince both himself and his environment

that the resuiting butterfly will be splendid.

My feelings of gratitude go to all of them.

Leiderdorp, Holland, March 1990.

TO MY WIFE



000B0B5B0O

CONTENTS
PREFACE ... .. i i i e
CHAPTER L INTRODUCTION ........ ... i

1. General observations concerning the frame ....................
2. The framing character of the sign in art and literature . ...........
2.1.Peirce’s definition of the sign, its interpretant and its meaning . .....
2.2.Wittgenstein's conception of the "shadow” (Schatten) .............
3. The deictic character of elements with an interpretant-function

inartand literature . ... ... ... it e e
3.1.Some general observations .......... .. . . i i,
3.2.The painting within the painting . . ................ ... .......
3.3.The function of the "shadow" in the chorus in Greek tragedy .......
4. The conception of the block-universe in medieval art and

literature . ... . ... e e e e e
4.1. The function of the interpretant . . .. ........................
4.1.1.General observations . . ............ .t
4.1.2.The open end and the the applied character

of Old Russian texts . ........ ..ot nreannn.
4.2.The representation of the block-universe

inmedieval texts . ... ... .. ... i e e e e
4.3.Isocolic patterns in Old-Russian texts . .......................
4.4.The representation of the block-universe in medieval art . .........

CHAPTER II: THE "LIFE OF ALEKSANDR NEVSKIJ"

1. General remarks . ... ...ttt e
2. The "Life" . ..ot i e i i e e e e
2.1.General observations . ......... ...ttt i e
2.2.The essence of an ornamental style for

the determination of isocolic patterns .. .......... ... .0 ity
2.3.The coincidence of the Erzihlzeit and Erzdhlte Zeit .............
2.4.Legalization of reported events by reference

to biblical passages .. ... ... ... .. i e
25.Therole of deixis ... ... ... ... .. . it i

2.5.1.The expression of negative statements by means of iconic
and verbal SIgNs . ... ... ... e e e e e e
2.5.2.The deictic function of intertextual relationships ..............

CHAPTER III: CONCLUSIONS . ... .. i e
NOTES .. i e it ee e e
APPENDIX:

Specimen of a rconstruction of the isocolic patterns underlying

the "Life of Aleksandr Nevskij” ......... ... ... ... i,
REFERENCES . ...... .. i e
ILLUSTRATIONS . . .. i i i e e e
INDEX OF NAMES .. ... e



00060850

PREFACE

Most of the research for this study was done during the final stage of the
preparation for my Ph.D. dissertation. There | investigated some elements with a
deictic function in three short stories by N.V. Gogol’ (1809-1852; see Waszink
1988). Starting point were K. Biihler's observations concerning deixis in his
Sprachtheorie of 1934. When reflecting some of the semiological problems
involved there, I wondered whether many of these could not be worded more
clearly in terms of Peirce’s definition of the sign as consisting of a representa-
men, a meaning and an interpretant. It is generally known that Frege’s distincti-

on between the Zeichen, its Bedeutung and its Sinn runs more or less parallel to

that of Peirce.

Consequently, my starting-point in this study will be Peirce’s definition of the
sign. Attention is also paid to Witigenstein’s conception of the "shadow" (Schat-
ten) in this regard. The idea stands central that the interpretant of a sign (which,
roughly speaking, indicates the idea, or semantic field of a sign rather than its
object) plays an important role in art and literature. An endeavour is made to
demonstrate that the interpretant primarily has a deictic function in so far as it
consistently hides the exact meaning of a sign, only indicating its presence, thus
impelling the perceiver of a sign to trigger an answer from that sign as to its
meaning.

The role of the frame in art is discussed in more detail. As far as literature is
concerned, those aspects of the chorus in Greek tragedy were studied which give
a good example of an interpretant in a literary genre.

The interpretant of signs was particularly important in medieval art and literatu-
re. This emphasis on the interpretant should be ascribed to the circumstance that
in the Middle Ages the Church forbade that Christian models were directly
represented. It is this prescript which resulted in the use, both in art and
literature, of what has been called by Lixatev elements with an ornamental
character. These elements are essential for a semiological investigation of a
literary text.

The importance of the interpretants of signs both in texts and products of the

plastic arts of the Midle Ages is a logical result of the medieval conception of
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the world as a block-universe in which time is rendered spatially. This kind of
expression is reflected in the absence of a clear distinction between poetry and
prose. Particularly medieval texts with an applied character are often written in
more or less rhythmical prose, determined by isocolical patterns. The specific use
of poetic speech in prose works is realized in the form of style-figures like
anaphoric reference, negative statements, and intertextual relationships between

parts of the texts and other model-, or, interpretant-texts.

The role played by an interpretant-text in medieval literature is explained by an
analysis of the Primary Version of The "Life of Aleksandr Nevski)." An endea-

vour is made to reconstruct the isocolic patterns underlying the text of the "Life."

Paul M. Waszink - 9783954791866
Downloaded from PubFactory at 01/10/2019 03:41:05AM
via free access
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CHAPTER 1. INTRODUCTION.,
1. General observations concerning the sign.

Many objections have been made during the last decades to the idea that rules
valid for the the plastic arts should be valid for literature too. Thus, O. Walzel
has been criticized for his off-hand application to literature of Wélfflin’s theories,
pertaining to styles of painting (see Weissenberger 1971, 240). These objections
are based on Lessing’s famous distinction (made in Lagkoon) between art and
literature that the first should be spatially determined and the second only
temporally. In Lessing’s view painters and sculptors should occupy themselves
primarily with the representation of situations, whereas authors should limit
themselves to the representation of actions.

In modern times there exists, however, a tendency in the plastic arts to step over
the purely spatial limits and, likewise in literary works,to cross the temporal
limits. It has been observed in this connection that each work of art is marked by
the presence of a so-called secondary illusion (Kestner 1981). In the plastic arts
this specific illusion is effectuated by the factor time, and in literature by space.
In other words: in each work of art an element of time plays a role, and in each
literary work an element of space by which the described action is brought to a
standstill. Typical elements of space in literature are descriptions. Illustrative of
works of art into which elements of time are inserted, are the works of the
Cubists which, for a correct interpretation, should be "read" rather than viewed
(see Gleizes-Metzinger 1912, and Gombrich 1977 (1960), 238f.). On the other
hand, as representatives of writers whose works are spatially rather than tempo-
rally determined, not only a "Cubist-minded" author like Gertrude Stein should
be mentioned, but a poet like E.E. Cummings as well (see Praz 1967, 208f., 212).

In this chapter I do not want to make a consistent historical investigation of the
spatial and temporal interpenetration in different art-forms. What I will do is
study a few aspects of the mutual relationship between plastic arts and literature

in the Middle Ages, in order to demonstrate that its relevance is founded on the
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possibility to enable the perceiver to retrace the artistic elements with a semiotic
function. In art this function is carried out by the frame, and in literature by the
point of view. It will be demonstrated that the frame has an indexical value in
C.S. Peirce’s definition where it emphasizes, or repeats, the figurative representa-
tion of outside reality.

It has correctly been observed that prehistoric drawings on walls and ceilings
were marked by the absence of frames. Apparently the contrast of the represen-
tations against the background of these drawings served as a sufficient natural
frame (Ehlich 1954, 35f.). This can be considered to anticipate a real one as it is
no longer a pre-existing feature of the image-vehicle but rather an added one
depending on the contents of the image; the image comes first and the frame is
traced around it (Schapiro 1969, 228). In that case the frame is, as it were,
identical with the contour of the figurative representation.

The absence of rectangular frames in products of prehistoric art which raises the
suggestion that the frames of the works coincide with the contours of the
figurative representations in the manner explained by Schapiro, is illustrative of
Greek archaic plastic art too. In Greek so-called Geometric art (abt. 1000-80()
B.C.) representations of basic, archaic forms of the world (with a muitiple
character) rather than of individuals are found. Archaic, pre-classical thinking
was determined by the mythical conception that the divine being could be
grasped directly and immediately by the human mind. The phenomenon that
gods are presented as anthropomorphous is a logical result of this mythical
conception of man as being co-ordinate rather than subordinate to gods (Sche-
fold 1984, 35). Gods themselves were considered as being subject to a higher
force (tuché). Thus for the religious content of Greek art the original use of the
word /daimon/ should be mentioned. A daimon is only operative in so far as it
is visualized in man’s behaviour. The life of mythical man is supposed to consist
of ever new demonic experiences to which he should give creative answers both
concerning his life, his thinking, his art and his literature.

In Geometric art representations were given of prototypes (Urbilder). Conse-
quently, the question whether a representation was given of a heroic deed of a
personal hero or of a scene from daily life hardly played a role. To represent a

specific heroic deed, it was sufficient to add the names of the persons under

10
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discussion (Schefold 1975 (1972), 27). In other words: the generic character of
Geometric art implies that by the representation of a particular hero an approxi-
mate indication rather than an exact denotation is given of that hero, because of
the potential character of Geometric figures.

It should be kept in mind that this potential character resulted from the circum-
stance that at the period under discussion (abt. 800 B.C.) man had not yet
developed a clear historical consciousness. Consequently, one and the same
figure had to be used in order to represent different persons. The pre-iconic
character of Geometric representations manifests itself in the phenomenon that
it is hardly possible for their perceiver to acquire sufficient information for their
proper identification. In anticipation of the discussion of the icon in the next
section it should be observed here that it is exactly the property of iconic signs
that such an identification is possible, by virtue of the relation of analogy (or:
similarity) which exist between the iconic sign and its object.

A similar absence of relations of analogy between iconic signs and their objects
is found in the oldest forms of painting as defined by Pliny and Quintilian.
According to these authors painting began with tracing lines around shadows of
objects. (1) Paintings which were the result of such a process of tracing lines can
hardly be considered iconic representations, because it is a distinctive feature of
an iconic sign that it may share all the qualities of its object, except its size.
However, such paintings do not obey this prescript, because they are unavoidably
“as large as their objects”. Between such an object and its shadow there exists an

existential relationship of identity which precludes a relation of analogy.

As regards the frameless drawings: only later, at the Neolithic Age, man began
to draw simple rectangular frames around his drawings. The effect was that the
iconic representation was not lost against the background of the walls. In other
words: by the rectangular frames the figurative representation was emphasized
(Ehlich 1954, 36f.). Actually emphasis means repetition in so far as repetition
presupposes the presence in the mind of a pre-conceived idea, which has to be
recognized before it can be realized in the form of either an iconic or verbal
representation. This phenomenon of repetition presupposes the ability in man to

think in abstract concepts. Examples of the above-mentioned phenomenon of

11
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repetition, which is conditioned by abstract thinking, are found in the special
character of the relations of the plastic arts to reality at the time of the first
Greek tragedies. It should be kept in mind in this connection that Greek tragedy
can, to a high degree, already be considered a literary genre which is determined
by abstract thinking, whereas in the Homeric epos, on the other hand, mythologi-
cal thinking still stands central.

As far as the key-role of the identity of representations and their models in
Greek archaic art is concerned, the inscriptions on the statues preceding the
above-mentioned period of the first Greek tragedies indicate such an identity.
However, the inscriptions on later statues had a more mimetic character. Thus
whereas archaic statues usually bear an inscription of the kind "I am X... ", on
statues dating from the time of the first Greek tragedies this inscription mostly
runs as follows: “I am the image of X... " (Snell 1955 (1944), 146). In other
words: whereas in the first case it is assumed that the representation and its
model are completely identical, in the second case the artist apparently made a
consistent distinction between a model and its representation in the form of an
icon. In that case the above-mentioned phenomenon of repetition is expressed by
the specific form of the inscription on the statue.

What is meant by an icon? For a better unerstanding more specific attention

should be paid to the definition of signs in general.

12
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2 The framing character of the sign in art and literature.
21, Peirce’s definition of the sign, its interpretant and its meaning.

Concerning our remarks on signs attention should be paid to the distinction
between their denotations and the connotations. The difference between these is
not like that between "univocal” and "vague" significations. Generally speaking a
semiotics whose expression plane is another semiotics is called a connotative
semiotics. In such a case the content of a former signification (along with the
units that convey it) becomes the expression of a further content. For instance,
the word /red/ denotes "red”, but may connote "blood", or "danger" (Eco 1976,
55).

C.S. Peirce made a consistent distinction between signs, their meanings, their
objects, and their interpretants. In his view a sign stands for something to the
idea which it produces, or modifies. That for which it stands is called its object,
that which it conveys is its meaning, and the idea to which it gives rise, is its
interpretant (Peirce 1960, 1.339). He states that the interpretant of a sign plays a
key role. Thus the meaning of a representation can be nothing but a representa-
tion of which the first representation is the interpretant. Thus the meaning of a
representation is only the representation itself conceived as stripped of irrelevant
clothing (Peirce 1960, 1.339). In more modern investigations the interpretant of a
sign has been qualified as the instance which guarantees the validity of the sign
(Eco 1976, 68). The interpretant of a sign comprises more than the entire range
of denotations and connotations of a sign-vehicle, given the fact that all the
denotations of a sign-vehicle should be considered interpretants, and that a
connotation is the interpretant of an underlying denotation. In Peirce’s semiosis,
however, the interpretants can only be complex discourses which not only
translate but even inferentially develop all the logical possibilities suggested by a
sign (Eco 1976, 70). This specific quality of a sign to develop itself by inference
implies that an interpretant can be either a logical conclusion, or a response, or
a behavioral habit determined by a sign (ibidem). It is distinctive of a sign with
such a character that, rather than merely indicating that character, it seems to

pose a question, thus eliciting an answer from the perceiver of the sign. It will be

13
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seen later on that by its property to stimulate the perceiver of a sign to elicit an
answer from it as to its meaning, the interpretant of a sign gives it an ornamen-
tal character (see par. 4.3.).

In later definitions of the interpretant of a sign its ability to trigger an answer
from a perceiver is stressed. According to C. Morris an interpretant evokes in an
interpreter the disposition to respond, because of the sign, by response-sequences
of a certain behaviour (Morris 1971(1938), 93).

More about the icon. According to Peirce this is a sign which refers to the object
that it denotes merely by virtue of characters of its own (Peirce 1960, 2.247). It 1s
a sign which would possess the character which renders it significant, even
though the object had no existence; such as a lead-pencil streak as representing a
geometrical line (idem, 2.304). It may represent the object mainly by its similari-
ty (idem, 2.276). Distinctive of similitude is that it is the property shared by two
figures which are alike in all respects except their size (Eco 1976, 195). Accor-
dingly an icon is characterized by the feature that there is a relation of analogy
beteween it and its object. Thus by the direct observation of it truths concerning
its object can be discovered other than those which suffice to determine its
construction (Peirce 1960, 2.299).

Peirce defines the index, on the other hand, as a sign which is fit to serve as such
by virtue of being in a real reaction with its object (Peirce 1976, 242). A distinc-
tive feature of an index is that is "anything which focusses the attention" (Peirce
1960, 2.285). The quality both of indexes and icons lies in the circumstance that
by themselves they do not assert anything. Thus, if the icon could be interpreted
by a sentence, that sentence must be in a potential mood; it would namely say:
“suppose that a figure has three sides...” When an index could be interpreted in a
sentence, its mood must be imperative, or exclamatory, as : "see there”, or: "look
out!” (Peirce 1960, 2.291).

A Pre-Socratic philosopher like Heraclitus presents abstract ideas by a combina-
tion of iconic signs (emphasizing the potential character of their denotatum) and
indexical signs. He words analogies by making use of what has been called a
geometrical mean (Frinkel 1938). For instance, the idea of "perfection" is

worded by him (in fragment 79) in the form of the following statement: "Man is

14
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stamped as infantile by a divinity, just as the child is by man” (Friankel 1938,
314). Thus we find the following equation:

a : b = b : c

child man man god

By the application of this formula ideas which cannot be grasped by the human
mind (such as "the godlike") can be visualized. The notion of "perfection” is thus
gradually realized; for when the formula is read normally, from left to right, the
idea of "perfection” increases, whereas it decreases when it is read from right to
left. This way to visualize abstract ideas by means of analogies has an iconic
character; reference should again be made to the relation of analogy which exists
between this kind of sign and its meaning. Then, it is evident that the terms of
the equation a, b, and ¢ have an indexical value too. For instance, exactly by the
use of the indefinite preposition in the above-mentioned fragment by Heraclitus
("a child", "a man", "a god”) the perceiver’s attention is focussed not on their
personal quality, but rather on their value as parts of an equation expressing a
relationship with a general value, to which the perceivershould pay attention. It
will be demonstrated that a similar representation of abstract ideas by means of
analogies, that is, by a combination of iconic and indexical signs, is distinctive of
the Old Russian "Life of Aleksandr Nevskij". In the course of this work some

parallels will be drawn with Old-Russian icons.
2.2. Wittgenstein's conception of the "shadow" (Schatten).

Wittgenstein has developed the concept of the "shadow” (Schatten) for the
indication of the object of a process of thinking, given the fact that it is impossi-
ble for that object itself to function as such. As other names for the notion of
"shadow" he uses the words "proposition” or "sense of a sentence” (Wittgenstein
1970, 58). The relevance of Wittgenstein’s concept of the “shadow" is manifest in
such instances where a representation should be given of non-existant situations
as, for instance, in phrases like "I think this will not happen”, or "Mr. Smith will

be here at four o’clock” (which implies that Mr. Smith is not here now). In order

15
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to understand the sense of such phrases we have to transform, as it were, the
situations, indicated by them, into images of these situations, adding a negation.
This is particularly evident in the second example, which could, for instance, be
amplified in the following manner: "but I can show you a portrait of him"
(Wittgenstein 1970, 66). The sense of the first example, on the other hand, can
only be grasped if one has a shadow in one’s mind of the event which one hopes
will not take place (idem, 69). Wittgenstein’s qualification of a shadow as a kind
of image (Bild) is essential in this connection. Thus the latter emphasizes that an
image has not merely an iconic value, because this would mean that it should
enable the perceiver of the (verbally transmitted) message to get an insight into
more aspects of the object than those which it exhibits. Wittgenstein thinks that
there should exist some relation of identity rather than analogy between a
represented object and its representation, because in his view a representation
should not be similar (iihnlich) to its object with some intention, but that it is a
correct representation only when it is really like the object it represents. A
correct word for such a representation is a copy. In Wittgenstein’s view a
representation is valuable only when it may easily be exchanged for its object
(idem, 64).

This statement is of interest as it reflects Wittgenstein’s conviction that the
realization of phrases in which we air our thoughts and wishes, and of negative
statements, can only be imagined as imitations (Wittgenstein 1970, 66).

In the quality that the shadow repeats a particular, as yet unrealized situation or
event, its framing, or deictic function, manifests itself. From the earlier-mentio-
ned information it is evident that Witigenstein’s concept of the shadow can be
worded in terms of Peirce’s interpretant, which serves as an intermediary
between a sign and its meaning. This specific quality of an interpretant can be
concluded from its potential character. Its distinctive feature is that it constantly
poses the perceiver of a sign questions as to its nature; by answering these the
latter strips the sign of all its possible connotations, until he or she is finally able
to unriddle its correct meaning. Thus, in Witigenstein’s above-mentioned first
example the word /this/ in the statement "I think this will not happen” serves as
the interpretant rather than as the meaning of a sign (by which one particular

event is indicated). The negation /not/ prevents that the object to which the sign

16



00060850

/this/ refers, is realized.

In the same way in the second example the portrait of Mr. Smith serves as an
interpretant, because it enables the perceiver of the sign /Mr. Smith/ to interro-
gate its emitter as to the nature of Mr. Smith. In other words: the perceiver of
the sign is enabled by the interpretant of /Mr. Smith/ to strip this sign of its
possible connotations. However, the perceiver will never be able to identify the
sign /Mr. Smith/ completely, because this identification is temporally and
spatially determined: Mr. Smith will come at four o'clock, at a given place.

Thus, drawing a parallel between Wittgenstein and Heraclitus, we may represent

the visit of Mr. Smith in formula-form in the following way:

a : b = b : C

0 : Al = A2 : Al + A2,

(T1,L1) (L1,T1) (T2,L2) (L1, T1,
L2,T2)

A = Mr. Smith

L = unit of space

T = unit of time

From the formula it is evident that, given the starting-point that 0 indicates the
time and place of the utterance, there is a relation of analogy between Al and
A2. Consequently A1 and A2 are both similar to and different from each other.
Al and A2 refer both to "Mr. Smith", but A2 is spatially determined as "at the
speaker’s house” (L2), and temporally as "ar four o’clock” (T2). Al, on the other
hand, is spatially determined as "at the place of the utterance" (L1), and tempo-
rally as "at the moment of the utterance” (T1). The fact that the relation
between a and b (which corresponds with 0 and Al respectively) should be the
same as that between b and ¢ (corresponding with A2 and A1 + A2 respective-
ly), implies that ¢ should indicate both the notion at the moment T1 and the
space L1 that Mr. Smith will come at a given time T2 and at a given place L2,
as well as that visit itself. Thus it should comprise both the visit and the aware-
ness in the persons involved that the visit is the result of an earlier made

appointment.
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It is evident here that the use of Wittgenstein’s shadow implies that temporally
determined actions, including all persons and objects involved, are supposed to
be projected either backwards or torward onto the present time. Such actions are
repeated in this way in the manner described by Kierkegaard (Kierkegaard 1980
(1843)).

Wittgenstein’s ideas concerning the idea of synchrony are also of interest here.
He states that it would be a mistake to think that all kinds of images and
experiences, which are, in a way, closely related, are simultaneously present in
the mind. Thus, for instance, the knowledge of a melody does not automatically
imply that this melody is immediately realized, that is, performed, or sung, as a
temporally determined process. For instance: one should not confuse a (tempo-
rally determined) melody with a (spatially determined) gramophone-record of it
(see Wittgenstein 1970, 69). In other words: when reciting a poem by heart we
have to know its shadow (which can indeed be considered as being spatially
determined in this regard) beforehand; it is not so that we acquire the knowled-
ge of the poem simultaneously with the the process of reciting it. These observa-
tions are important for the correct interpretation of a literary work in so far as it
should be kept in mind that this exists already before the process of perception
1s completed. The special significance of the code of a literary work should be
mentioned in this connection. It has correctly been observed that this code is of
a particular kind, because it can only be unriddled gradually, in the course of the
reading process, as the resultant of all literary procedures used in the work under
discussion (Schmid 1982, 92f.). Summarizing, the notions of the spatial determi-
nation of the literary work on the one hand (its physical presence, as well as the
fact that it is a completed work, even when it remains unread) and its temporal
determination on the other (its realization during the reading process), should be
kept well distinguished. Reference should be made in this regard to the above-
mentioned statements by means of which future situations can be imagined. It
was observed that these can only be thought of at the moment of utterance by
the use of the shadows of those situations (in the form of an image) plus a
negation. Wittgenstein’s observations concerning the shadow are essential for a

correct understanding of the interrelations between art and literature.
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3. The deictic character of elements with an interpretant-function in art and

literature.
3.1 Some general observations.

What should be understood by deixis?. The distinctive feature of deixis is that it
links, by a relation of implication, one of two contrary terms (A and B) with the
contradictory of the other contrary term (-B, or -A respectively) (Greimas-
Courtés 1982(1979), 71). For instance, a relation of deixis is supposed to exist
between contrary terms like "black” and "non-white". It is seen here that in the
definition of the phenomenon of deixis contradictory terms play a key role.
Consequently, deixis can be explained in terms of negations as well as of
oppositions between paradigmatic and syntagmatic axes in language. Thus it is
relevant that, from a paradigmatic point of view, negation is an operation that
establishes the relation of contradiction between two terms: the first of these
(the term which is being negated) is made absent, whereas the second, its
contradictory, acquires an existence in _praesentia (idem, 212). It is distinctive of
functions between entities situated on the paradigmatic axis that they are
correlations (logical disjunctions of the type "either”/"or"). These are relation-
ships between units which may occur in one context, mutually excluding each
other (Lewandowski 1973-1975, 467). However, functions taking place on the
syntagmatic axis are called "relationships" (that means, logical conjunctions) of
the type "both"/"and". These are relationships between units which are combined
in one context (Lewandowski 1975, 713; see also Greimas-Courtés 1982(1979),
224).

By this distinction in the paradigm between terms present (in_praesentia) as
existant on the syntagmatic axis and terms absent (in_abs.ntia), existing on the
paradigmatic axis, the difference between what have been called contextual and
intertextual meanings of words runs parallel with that between syntagmatic and
paradigmatic axes in language. By the contextual meaning of a word its realized
meaning in a specific context is meant (in that case its role on the syntagmatic
axis is important). By its intertextual meaning, however, its general meaning is

meant, as part of the lexicon of a language (and, consequently, its role on the
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paradigmatic axis; comp. Riffaterre 1979b). This distinction plays a key role in
the discussion of intertextual relationships between parts of a literary text (see
chapter 2, par. 2.5.2).

Concerning the phenomenon of deixis: it was observed above that negations play
an important role in it. It is exactly by the use of the negations in the subcontra-
rieties (-B and -A) that expectations are raised in verbal messages in which use
is made of deixis. For instance, by the use of the sign /non-white/ a process of
querying that sign is evoked in the perceiver, as a consequence of which it is
stripped, in Peirce’s terms, of irrelevant clothing. This process ends at the
moment at which, for instance, the meaning of a given sign "white" is discovered;
it can be imagined as taking place in such a way that the perceiver asks: "Is it
red?" "No." "Is it green?" "No". "Is it yellow?" "No." "Is it white?" "Yes!" Actually
the use of a negation presupposes the presence of an addresser and an addressee
of the message. It has correctly been observed in this connection that in the case
of a negative statement a particular expectation-pattern is shattered. A particular
expectation-pattern presupposes a speaker. Consequently, when events are
reported in a text by the use of negative statements, this means that a speaker
with his own, autonomous point of view, is visualized. (2)

The role of the interpretant of signs is evident in both the iconic and verbal
representations of negative statements, or, what might be called non-situations. It
will be explained in chapter 2, par. 2.5.1, that the essence of negative statements
resides in the fact that the interpretant of the message in its sign-function
(expressed by the contradictory of the contrarious opposite of that messsage)
rather than its meaning is emphasized.

The interpenetration of medieval plastic arts and literature is determined exactly
by this emphasis laid on the interpretants of either iconic or verbal signs, as it
manifests itself in the use of an ornamental style. The role of contradictory terms
for the visualization of an interpretant can be illustrated by the opposition of
iconic and verbal signs, which served as the starting point of this study. It was
observed in section 1 that Lessing made a clear distinction between the plastic
arts and literature because the former are spatially determined and the latter

temporally. This distinction can be presented as follows:
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signs

iconic verbal
non-verbal non-iconic

It is evident again that relations of deixis exist between “iconic” and "non-verbal”
on the one hand and "verbal” and “non-iconic” on the other. This opposition is
based on the idea that iconic and verbal signs cannot be perceived in the same
way because iconic signs are spatially determined and verbal signs temporally. It
implies that a referent indicated by an iconic sign differs from one indicated by a
verbal sign. For instance, on Magritte’s "Trahison des images" (1948; Coll. part.,
Geneve; see ill. 1) a pipe is represented with the subscription: "Ceci n’est pas
une pipe”. Are the iconic and the verbal "statement” compatible here? They are
if one assumes with Magritte that the iconic sign for "pipe" is different from the
verbal sign /pipe/, because in the iconic representation emphasis is laid on its
interpretant, whereas the verbal sign /pipe/ explicitly denotes its object. It is, in
Magritte’s view, distinctive of painters that they do not consider a model from
outside reality as generating a passive representation. Rather should this model
be questioned as to the constituent elements of an artistic representation. (3)
The emphasis on the interpretant in this painting is obvious as, given the
meaning of the subscript of the painting, the perceiver is forced to ask: "but if
this is not a pipe, what is it?”

Magritte answers this question as follows: "this is not a pipe, because, for a really
correct interpretation of a pipe basic elements of the concept ’pipe’ should be
stressed other than those depicted on the canvas now." In an investigation of the
role of the calligram in Magritte’s works it has been observed that a calligram
refers to its meaning twice. From this phenomenon the mutual interpenetration
of iconic and verbal signs becomes clear. In a calligram two types of signs cover
each other, but the two signs are never perceived simultaneously.(4) It will be
demonstrated in section 4.4. that especially in medieval art, which is marked by
an interpenetration of iconic and verbal signs, use is often made of the calligram.

The initials in medieval books are a good example of this.
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In the plastic arts the representation of absent or non-existant events or objects
(for which negative statements are used in literary works) is clearly associated
with the visualization of the artists in the procedure of paintings within paintings.
This will be discussed in more detail in section 3.2. It is evident there from the
presence of the artist and his model on the painting that the framed painting is
not yet, or has just been completed. A framed painting derives its suggestion of
authenticity from this idea. For instance, it had been customary in Greek and
Roman books to have the portrait of the author represented on the opening
page. Medieval art is of particular interest in this connection too. Accordingly, in
a Bible produced at the court of Charlemagne the figure of St. Matthew is seen
writing the Gospel (Gombrich 1984(1950), 120). In other words: the Saint is
presented as still in the process of writing a text, visible to the reader. Thus the
complete Bible text which lies ready before the reader has a framing task for the
framed, incomplete, Bible text lying before its alleged writer.

In literary works particular narrative instances may be found which have an
interpretant-value in the above-mentioned manner. It will be explained in section
3.3. that the chorus in Greek tragedy plays a key role in this connection. Thus it
consistently queries the words of the protagonists of this genre as to their exact
meaning. For a correct understanding of the interpretant-value of the chorus
Wittgenstein’s definition of the concept "shadow” is of interest as the concept "to
say" serves as a shadow of the concept "to mean". Thus the words /to say/ serve
as the verbal sign, and "to mean" as its meaning, in Peirce’s definition. This
distinction can be made only because an interpretant can be assumed which
differs from the meaning "to say."

The interpretant of a verbal sign plays a key role in deictic, or indexical words.
(5) Thus, by a deictic word like /here/ not the exact meaning of a term is given
{the context in which it is found; in this case: its exact topographical place), but
only the indication that this is the addresser’s place. So, when using the word
/here/ the perceiver is impelled to look further for its exact meaning in the
broader context; he first has to find out who is the addresser. Thus the typical
value of an interpretant of the linguistic sign /here/ is not that it refers to some
spatial unit in extra-linguistic reality, but rather that it impels the perceiver to

continue questioning the word /here/, in relation to its linguistic context, not as
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to its denotation, which is clear enough ("here"), but as to its exact connotation
("a place A, B, or C").

32. The painting within the painting.

The procedure of the "painting within the painting” is often applied in order to
bring on the effect of authenticity of represented reality. It should be kept in
mind in this regard that there are paintings in which elements of the image cross
the frame, as if the frame were only a part of the background and existed in a
simulated space behind the figures. Thus a person represented as moving
appears more active in crossing the frame as if not hindered in his motion
(Schapiro 1969, 228). In other words: when the frame of a painting is shattered,
it seems that at least parts of the artistic representation are landing, as it were,
in the space continuum of the external observer. In their turn, objects from
outside reality seem to land in the artistic representation when the procedure of
“crossing the frame" is used. The above-mentioned authenticity of the artistic
representation in paintings within paintings is particularly stressed in works on
which portraits are presented together with their models.

Some examples of paintings within paintings will be given now, in which the
above-mentioned special effect is effectuated by the fact that on the framing and
the framed parts similar objects from reality are depicted. Thus it seems that an
internal frame is broken. Consequently between these elements relationships of
analogy are established in such a way that the idea of "authenticity” is realized.
First an example from medieval art: in a Flemish Boethius manuscript of 1476
the Consolation of Philosophy is depicted on a painting hanging on the wall of
the armarium where the author himself is seen sitting with his book. The framed
picture shows Dame Philosophy consoling a sick man lying in bed (Boethius, De
consolatione philosophiae. The British Lib., Ms. Harley 4335, fol. Ibr. (quoted in
Ringbom 1980, 65ff.; see ill. 2)). An idea of authenticity results from the relation
of analogy between the book painted on the framing and the content of that
same book figuring on the framed picture. Thus, as the man on the foreground
apparently is Boethius, reading his own book, the framed painting "should"

indeed contain a scene from that book (compare Peirce’s definition of the iconic
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sign by which a statement is made introduced by the phrase: "suppose that,
then.." etc.). However, there does not exist an iconic relation between the
framing and the framed representations only. The above-mentioned effect of
their authenticity is the result of their mutual indexical character. Thus the book
lying on the author’s deks gives an indication of the representation on the
framed painting on the one hand and the representation on the framed painting
gives an indication which book must be lying on the desk of the person on the
framing painting on the other. Thus the indexical character of the representation
manifests itself.

The "Self-portrait with the portrait of an architect” (anonymous, Italy abt. 1530;
Wiirzburg, Martin von Wagner Mus. of the University; see ill. 3) contains a
portrait as well as the model of that portrait. The background of this painting is
completely occupied by a mirror the frame of which coincides with that of the
painting. By this coincidence the frame of the painting is only a part of the
background and exists in a simulated space behind the figure in the manner
explained by Schapiro. By using the procedure of the mirror the artist draws the
attention to his own presence on the portrait. In the mirror the heads of both the
represented figure and another one (who must be the painter himself) are
visible. Thus the special effect of a painting within a painting is realized. The
idea of authenticity is effectuated by the reflection in a mirror which presupposes
the presence of the reflected person or persons (in this case: the face of the
represented architect as well as the painter). It is evident that, by making use of
a mirror, the artist looks at his work from a flexible point of view. He has made
himself visible in a manner similar to a narrator in such a literary work which is
the result of abstract thinking.

By the use of the mirror as an artistic procedure, reality outside the mirror
seems to be modeied by the persons visible on the painting within the painting,
that is, the persons within the mirror-list. But the reverse also holds. The
visibility of two figures on the painting presupposes their presence in front of the
mirror, although one of them (the painter) is not visible in the space-continuum
outside it. Thus the idea of authenticity of the representation is effectuated,
because the artist raises the suggestion that the framed portrait must be a good

likeness, by embedding it into a framing picture with an indexical value. Further-
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more, by doing so the artist deprives the perceiver of the possibility to approach
the representation on the portrait open-mindedly; it seems that this has already
been done for him.

A similar effect is reached in the "Portrait d’'un chevalier de Malte" by Antoine
Vestier (Dijon, Mus. des Beaux-Arts; see ill. 4). On this portrait two persons are
depicted, one of them holding in his arms the portrait of the pater familias. Thus
the spectator’s attention is distracted from the man on the framing painting to
the man on the framed portrait, and vice-versa. In other words: before the
spectator has even been able to judge for himself the quality of one of the two
portraits, his attention shifts to the other. Thus, by the relation of analogy
between the man on the chair holding the portrait and the man on the framed
portrait the idea of "authenticity” is realized in the above-mentioned manner,
Another abstract idea is represented by a similar relation of analogy: that of
devotion of different members of one family (Georgel-Lecoq 1982, 227).

The effect of authenticity is particularly clear on paintings within paintings on
which artists are seen surrounded by their works. For instance, on E. Manet’s
"Claude Monet sur son bateau atelier” (Munich, Neue Pinakothek) Monet is seen
in the process of painting a landscape on which Monet’s style has been masterly
copied (Georgel-Lecoq 1982, 245; see ill. 5). Again, by the insertion of a
“landscape by Monet" into the portrait of that painter it seems that the portrait
must be a good likeness. Summarizing, the idea of "authenticity” is effectuated
here by the relation of analogy which is established between the alleged painting
by Monet on the Manet portrait and the original (non-present) painting by the
first-mentioned artist.

It will be demonstrated in ch. 2, par. 1. that the Old Russian icon was a genre in
which the procedure of the painting within a painting was realized in such a way
that the deictic function of the framing elements becamc clearly visible. They
often consist of a central figure surrounded by small marginal pictures (klejma).
In all these examples mutual relationships are established between framed and
framing parts of the artistic representation. It is evident that these parts have an
indexical value for each other; they activate each other. A paralle! can be drawn
with literature in so far that in literary texts intertextual relationships may be
established between embedding and embedded text-parts (Ben-Porat 1976; the
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phenomenon of intertextuality in literature will be discussed in more detail in
chapter 2, par. 2.5.2.).

The "intertextual” relationships are established in the above-mentioned paintings
as the framed parts of the paintings are presented as originating from other
contexts in which they have another value. The use of intertextual retationships
as a literary procedure is distinctive of the Old Russian "Life of Aleksandr
Nevskij". It will be demonstrated that there too by a procedure of framing the
authenticity of the events told in the plot-text is stressed, in so far as the narrator
consciously refers to biblical texts in order to legalize his narrative. In other
words, in the "Life" both the framing and the framed text-parts have an indexical
value in the above-mentioned way.

The notion of the shadow in Wittgenstein’s definition is of interest too because it
enables the correct interpretation of a literary work. Some observations will be
made in this connection on a genre in classical antiquity which is marked by the
presence of an instance expressing shadows (or, in Peirce’s terminology, interpre-
tants) of verbal signs rather than their meanings, or denotations: the chorus in

Greek tragedy.

3.3. The function of the "shadow” in the chorus in Greek tragedy.

The development of the concept of Wittgenstein’s shadow in literature runs
parallel to that of imagery. By imagery a relation of analogy is established
between the image and the object taken from reality. Imagery is exemplary of
works of art which are the result of abstract thinking. See the difference between
Greek tragedy and the Homeric epics in this regard. Whereas the Homeric epos
is the result of mythical rather than of conceptual thinking (which implies that it
originally has an oral character and that use is made in it of formulaic speech)
tragedy can, indeed, be considered to be marked by conceptual thinking. For
instance, it is distinctive of Homeric speech that the use of imagery, as it is
found, for instance, in the epithets, is determined prosodically rather than
semantically. At least the scope of formulas is evidently related to the structure
of the hexameter which raises the question whether they determine that structure

or vice-versa (Lesky 1968, 697). Homerical epithets originally were tautologies of
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their headwords. This tautological relationship actually manifests itself in the
circumstance that Homeric similes are not metaphors in the modern sense. Thus
in a modern metaphor a consistent distinction can be made between S1 (the sign
in praesentia which we may also call the substituens), the $2 (the sign in
absentia which we may also call the substituendum) and 1 (the intermediary,
which summarizes the process; see Schofer-Rice 1977, 136). In a metaphor like
/my flame/ the word /flame/ does not just denote "flame”, and consequently has
not only a direct meaning, but a deictic function as well, because it marks the
border between the represented object (for instance, "love", that is, the recon-
structed object §2) and its image. This reconstructed object is supposed to have a
specific property of the S1 (for instance: "burning"), which is operative in outside
reality. Outside reality is rendered in this context by all those semantic aspects of
the sign /flame/ which do not refer to its denotation as such (for instance:
"illuminating”, “destroying”, “warming”). In other words: the reconstructed I
("burning”) marks the border between the represented idea of love and outside
reality, in which the concept "flame” is operative in so far as the I both links and
separates the S1 and S2. Thus one particular element from outside reality (“a
burning flame") is repeated in the artistic representation of the concept of "love"
by means of a metaphor. Homeric similes reflect the mythological habit that the
substituendum (S2) does not just derive one aspect of the substituens (S1) in the
form of a tertium comparationis (I). There rather is a complete identification of
S1 and S2, and the S1 simultaneously derives semantic elements from the S2 and
gives such elements to it (see Snell 1955, 269).

With the development of abstract thinking epithets grew from mere tautological
indicators into real qualifiers. Thus "Achilles the Lion" gradually becomes
"Achilles with the lion’s heart”; "Hector the Flame" becomes "the fiery Hector"
and so on (Frejdenberg 1978 (1951), 198). The original seriantic flexibility of the
epithet is reflected by the phenomenon that the epithet /covered with stars/
(used with the words /sky/) gradually begins to bear the meaning "shining” or
“sparkling”, when used, for instance, in combination with the headword /cuirass/
(Frejdenberg 1978 (1951), 199). In other words: gradually a relation of analogy
rather than identity grew between the headword and the epithet. Consequently,

the epithet became a real qualifier; rather than merely serving as an attribute of
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its headword it began to evoke a real image.

This development from epithets as attributes of headwords toward images is
already perceptible in Aeschylus’ oldest tragedies. It is distinctive of these that
the images, although preserving their original mythological denotations gradually
acquire that abstract additional meaning which is distinctive of metaphors in the
modern sense. So the typically mythological juxtaposition of two autonomous, co-
ordinate attributes "arrow" and "eye" gets the meaning of "passionate look"
(Frejdenberg 1978 (1951), 189). In later tragedies, as those by Euripides, this
tendency towards the use of figurative meanings of words and phrases is further
developed. Thus whereas in the mythical conception, Halcyone was changed into
a kingfisher after her husband’s death, incessantly crying out her grief, in
Euripides’ "Iphigeneia in Tauris" the chorus, singing about its grief calls itself a
bird: "I am a broken-winged bird". The essence here lies in the fact that the
women in the chorus are not "real" birds any more. From this phenomenon that
the women are not identical with, but rather analogous to the birds, their

shadow-like character emerges.

The development of tragedy towards a genre, marked by conceptual thinking,
takes place gradually. This implies that in the oldest choral songs, preceding the
tragedy as a genre, many vestiges are still to be found of relations of identity
between producers of the genre and the literal figures operative within the
framework of the plot. Actually tragedy does not originate from some human
desire to imitate; in its original form it was a kind of oratorio. This non-mimetic
character has remained a distinctive character of tragedy for quite a long time.
As a rule in Attic tragedy the central part of the plot, the katastrophe, is not
"performed” on the stage (Pohlenz 1953(1930), 22). It is this lack of an impulse
toward the mimetic in Greek tragedy which lies at the basis of the above-
mentioned relation of identity of the represented persons and objects from
outside reality in the plot and the representation of these persons and objects
themselves. A paean by Bacchylides is relevant in this connection. It must be
kept in mind here that the dithyrambs of this artist should be regarded as being
inspired by contemporary tragedy (Pohlenz 1954 (1930), 21). Bacchylides’ song

was written for a chorus of his compatriots, and sung by them during a feast
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organized for Theseus. In this song a chorus is presented which sings a paean,
and it is concluded with the words adressed to Phoebus Apollo by which this god
is invited to take delight in the song of Bacchylides’ compatriots (Snell 1955,
139). In other words: a coincidence takes place here of figures internal and
external to the represented action; or, there is a relation of non-mimetic identity
between those who are operative within the action and those who report it. Thus
the action seems to be realized as its representation is developed consecutively.
Greek tragedy is particularly interesting for a semiological study of literature
because one instance is operative in it which serves as an interpretant in Peirce’s
definition. This is the chorus in Greek tragedy; in Wittgenstein’s terminology it
fulfils the task of a shadow.

Although it is difficult to give general statements about the chorus in Greek
tragedy, two observations should be made here: 1. the chorus is originally (in
accordance with the character of tragedy in general) a lyrical, non-mimetic,
autonomous instance, which may either be integrated into the dramatic action by
a mimetic process, or, preserving its non-mimetic character, lose its independen-
ce, continuing the action on another, abstract plane (Rode 1971, 114), 2. the
motif of repetition, which is a result of its ambivalent character, plays a key-role
in the chorus. It repeats questions rather than answering them, it serves as a
sound-board of actions and speeches rather than standing up for the performers
of these (Rode 1971, 106). Consequently, it is distinctive of the chorus that

1. it functions as a dramatic person,

2. it serves as an instrument which accompanies the action,

3. it is an organism of the poetic "I" (Kranz 1988 (1933), 167ff.).

As far as 1. is concerned: whereas the chorus is originally the protagonist of the
drama, its leader gradually begins to play a more and more important role. At a
given moment a "second player” had to be introduced, followed by a third. More
and more they begin to interfere with the action, as it is "sung” by the chorus.
However, the chorus remained essential because its speeches had a framing task
as far as the poetic construction of the tragedy was concerned (Reisch 1899,
2387/88). So different from Bacchylides’ above-mentioned paean, in later
tragedies a clear division is made between what can be called the figurative and

the deictic elements of the literary representation, that is, the parts of the plot
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on the one hand, and the narrative and contemplative parts on the other.

A relation of analogy between the dramatic persons and the external observers is
brought about by the circumstance that the chorus both takes part in the plot
and remains external to it. For instance, the chorus sets the emotional and lyrical
tone of the tragedy, but hardly utters propositional speech (see Dale 1969(1961),
214). Aristotle stresses this relation of analogy when he says that the chorus
serves as an external means for the tragedy-poets to help them win the competi-
tion, but he immediately adds that the dramatic poet should not neglect the
coherence of the tragedy when he inserts choral lyrics into the plot-text bearing
no obvious relation with the play as such. Departing from the idea that the
chorus is a dead load of passengers the philosopher urges the poet to regard it
as much as possible as one of the actors of the tragedy (Poet. 56a25-32; see also
Else 1957, 553f.).

The relation of analogy between the chorus and the dramatic figures (caused by
the fact that the first views the dramatic events from both an external and an
internal point of view), is reflected in the emphasis which the chorus lays on the
protagonists’ greatness and strength of character, particularly in Sophoclean
tragedy. This is done by means of many “misunderstandings” which the poet uses
as a literary device to give vent to his irony (Miiller 1967, 215). That the
difference between the internal and the external point of view was important for
Sophocles is evident in many cases in which by this irony ideas, though ethical
and high-standard, are aired by the chorus in a context in which they do not fit
at all (idem, 228). It is the chorus which utters such general, impracticable ideas,
because it is either ignorant or otherwise unable to take an initiative based on a
specific situation (Pohlenz 1954(1930), 193f.). Demonstrating that morally high
ideas, valid from a general, purely external point of view, may be useless in a
specific context (when they are considered from an internal point of view), the
poet explains that it is impossible to interpret dramatic events explicitly either
from an internal or an external point of view.

The significance of Wittgenstein's shadow (and the Peircean interpretant) is also
expressed in the function mentioned under 2. So it is distinctive of the chorus
during the heigh-day of tragedy (that is, in Sophocles’ days) that it evaluates the

dramatic events and gives a prognosis of future happenings (Reisch 1899, 2388).
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As far as this prognosis is concerned, reference should again be made to
Wittgenstein’s observation that a future event can only be conceived in the
present by its image, accompanied by a negation, which indicates that an event
does not take place exactly at the moment one thinks about it or makes an
utterance about it.

The idea of the shadows of persons or objects from outside reality as being
realized by the chorus becomes clear if it is kept in mind that the whole province
of what Aristotle calls the diancia is closed for the chorus: this province is only
reserved for the persons operative in the plot. Aristotle numbers dianoia,
together with spectacle, music, diction, plot and character among the six ele-
ments which give tragedy its own quality (Poet. 5650a8). This concept, generally
translated as "thought”, is the management of whatever argumentation or
expression of general points of view is involved in the dialogue. "Thought” in
tragedy has to do with effects that are produced and can be produced by the
deliberate use of speech only (Poet. 56a36-37; see also Else 1957, 562). The
dianoia in a play is the eloquence of personages, employed in stressing their case
whenever required with all possible clarity and force (Dale 1969(1959), 149). The
concept of dianoia presupposes that particular words are used in a specific
meaning, with a specific intention. In other words: this concept presupposes the
presence of a human will.

It is distinctive of Greek tragedy that human will plays a key role in it, whereas
in mythical thinking the notion of it is still hardly developed. The different
treatment of human will by Homer and Aeschylus is illustrative in this connecti-
on. Roughly speaking Homeric figures are marked by passivity in comparison
with the Aeschylean characters who show considerably more initiative. Thus, in
the Homeric scenes the realization of human will is often presented as being the
result of a (hardly conscious) choice between two alternatives. Such a choice is
often prompted by a third instance, in particular a god (Snell 1955, 151f.). (6)
The interpretant-value of the chorus is evident as it prepares and forecasts
events and actions. The chorus has visionary forces in this regard; or, it knows
more than one should expect it to know (Kranz 1988(1933), 209f.). The concept
of the Wittgensteinian shadow is realized here in a way similar to a message that

mr. Smith will come at four o’clock accompanied by a process of showing his
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photograph. By its visionary force the chorus presents, as it were, an image of
future events. Something similar happens in those cases where it confronts the
perceivers (either internal or external to the action) with a negative message. For
instance, Sophocles, by using irony, shatters a particular expectation-pattern.
Thus it often occurs that the chorus sings about happiness and hope at a
moment when already each kind of hope is completely lost in the plot (Rode
1971, 114) (7) The choruses are often even intentionally presented as giving this
kind of information in order that the dramatic blow may hit the harder (Kranz
1988 (1933), 213). Such contrasts are already found in Aeschylus’ works, and they
are effectively developed by later tragedy-poets.

In such instances the interpretant-value of the chorus impels it to be the consis-
tent executor of what has been called by Peirce unlimited semiosis. In the course
of this process the perceiver (again: either internal or external to the dramatic
events) may have to traverse the whole distance between the seeming meaning
of a particular sign given by the chorus, and its real meaning (i.e. connotation).
This opposition between a seeming and a real meaning of a sign is the result of
the ambivalent character of the chorus, which utters this sign. Reference shouid
be made here to the phenomenon that the chorus hardly gives clear answers to
questions. Thus only at the end of a tragedy it may appear to which dramatic
person a particular qualification, given by the chorus, was applicable (Rode 1971,
106). The interpretant-role of the chorus may become evident when it sings
about happiness. Then the perceiver is given an opportunity to gauge the real
meaning (connotation) of the sign /joy/, which appears to be, otherwise than
expected, "disaster.” The perceivers must do so by going the "road of associati-
ons” linking the contrary terms “"joy" and "disaster". The process of unlimited
semiosis, in Peirce’s terminology, is, therefore, realized in the phenomenon that
the perceivers constantly have to ask the chorus: "what do you mean by these
words?".

As far as the distinction between the concepts "to say" and "to mean" are
concerned, Wittgenstein’s observations should again be mentioned. The philosop-
her states that when the question "what do you mean?" (by a particular utteran-
ce) is provoked, this implies that the uttered words have a shadow, or that they

can be interpreted as parts of a proposition (Wittgenstein 1970, 60). Actually the
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chorus serves as a sound-board for the speakers. Thus, when the latter say
something, the chorus does not say: "what he means to say is..." (as an explanati-
on directed either towards other figures or external perceivers). If it did the
chorus should be able to interpret uttered messages on its own account. This
would mean that it enters the terrain of dianoia and it was observed above that
this is explicitly reserved for persons operative in the plot. Rather does the
chorus either merely repeat the message of a dramatic figure literally, or
figuratively, by commenting upon it. But it may as well remain silent or pose the
question: "what do you mean?". Thus it emphasizes toward the protagonist who
uttered the words, that he (or she) should be well aware of what he is saying as
his words may have different meanings, i.e. connotations.

It is evident that in Greek tragedy (contrary to the epos) use is made of langua-
ge as an abstract sign-system, but it should be repeated that such a language-
system is only gradually introduced into literary genres which are the result of
conceptual thinking, such as Greek tragedy. By virtue of its specific deictic
function the chorus evokes in the perceiver the notion that the protagonists utter
propositional speech, or: "speech with a figurative character." It indicates the
difference between the potential meanings of that message and its concrete
meaning in a given (temporally and spatially determined) situation.

Summarizing, it may be said that the framing task of the chorus still has a
mythical imprint as a consequence of the phenomenon that it merely repeats the
words of the protagonists, or serves as their sounding-board only. Thus it is
evident that in the chorus a transition takes place from a formulaic language
system, distinctive of the epos, towards language as an abstract sign-system,
distinctive of literary genres which are the result of conceptual thinking. Making
a parallel with the earlier-mentioned prehistoric drawings: by the chorus in
tragedy an indication is given of the contours of the literury figures, but not of
their characters. To continue the parallel with the arts: the chorus is hardly a
constituent element of what should be considered equivalent to the figurative
part of the representation. The relationship of analogy between the chorus and
the dramatic figures rhather than their identity is evident as the first is, contrary
to the latter, hardly able to utter propositional speech. Thus the personal and

private character of the literary representation in the plot text is set off.
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As far as 3. is concerned, for the interpretant-value of the chorus in the literary
genre of Greek tragedy it is esential to keep in mind that the chorus is "as it
were, transparent, behind [it] the head of the poet appears” (Kranz 1988 (1933),
171). This definition confirms the task of the chorus as an interpretant because it
is in agreement with Peirce’s definition of the interpretant of a sign as making
the object of that sign "diaphanous". Furthermore, the polyphonous character of
the chorus in Greek tragedy should be mentioned in so far as both the voices of
the poet and the reciter resound in it (idem, 170). For the phenomenon of
repetition as containing the distinctive features of the Peircean interpretant and
the Wittgensteinian shadow it is essential that a "shadow" presupposes repetition
of the object. The many prosodically rather than semantically determined
repetitions in Aeschylus’ tragedies are particularly interesting in this regard. The
choral songs in these still have the sacral character, which was characteristic of
them when they were used during the cults. Aeschylus’ tragedies are often
marked by an intensity of the effects of word-groups, caused by the literal
repetition of such groups rather than by the use of synonyms. The significance of
the refrains in Aeschylean tragedy should also be mentioned here (Kranz 1988
(1933), 1291f.). (8)

It is evident that by the vestiges of the cult the particular dramatic events are
anticipated in a shadow-like manner. Consequently, as far as their sign-value is
concerned, the exclamations of the chorus (which bear testimony of their sacral
character) refer to the interpretants rather than the meanings of their words

(these would, in their turn, result in particular cultic actions).

The interpretant-value of the chorus in Greek tragedy is important for a study of
medieval texts because in these the interpretants of signs rather than their
meanings play a key role. The applied character of medieval texts is exemplary
in this regard. For instance, as a consequence of this applied character medieval
texts are to a large degree non-mimetic. The ambivalent character of the chorus
is also clear in so far as medieval texts, exactly as a resuit of their applied
character, have a potential value. It will be demonstrated in more detail that the
realization of medieval texts is dependent on the perceiver’s wish. In semiological

terms: the realization of medieval texts is determined by the concept expressed
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by the deictic word /you/, because they seem to pose to the perceiver the
question: "Only if vou want to consult me, perceiver, I am able to carry out my
function”, rather than containing some (aesthetic) message of its own. The chorus
has a similar potential value, which is demonstrated by its shadow-like character.
This implies, that it does not give concrete answers to questions posed to it.
Although it gives indications of its omniscient character. Consequently , it has
the property to shatter expectation-patterns. A parallel can be drawn with
medieval literary works in this regard as these reflect the conception of the world
as a block-universe by virtue of their composition after fixed models. In such a
world-conception all events in life are supposed to be known beforehand.

In the chorus in Greek tragedy a similar world-view is reflected by the phenome-
non that the chorus knows everything beforehand, as the authors manipulate it in

such a way that it may bring about specific effects of contrast.
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4. The conception of the block-universe in medieval art and literature.

4.1. The function of the interpretant.

4.1.1. General observations.

Medieval art can be called a non-art as compared with Greek Classical art.
Consequently, medieval artists, given the specific nature of Christianity, saw
themselves constantly confronted with the ideological question: "what is it we are
creating?” In their turn the perceivers of medieval art, when experiencing its
effects, had constantly to pose themselves the question: "what is it we are looking
at?" Whereas a classical sculptor like Pheidias was thought to have just created a
statue representing Zeus, this did not hold for a sculptor who had completed a
statue of some Christian person, because of his quality as an emitter of a
Christian message (see Gombrich 1984(1950), 95). Thus it is generally known
that one of the most important conflicts between paganism and early christian
convictions concerned images and their use in religion. It was argued by the
Monophysites and iconoclasts that, if Christ was an exclusively divine manifestati-
on, no anthromorphic form could describe Him (Stokstad 1986, 75).

Summarizing, the specific quality of medieval art as a "non-art” finds its expressi-
on in the deictic function rather than the figurative character of the iconic (and

verbal) signs operative in it. This can be presented schematically in the following

manner:
God man
non-man non-God

Thus, whereas pagan images could be made without further ado, because the
signs for /god/ and /man/ straightly referred to their meanings "god" and "man”,
in Christian art the meaning of the sign for /God/ is imaginable only through its

interpretant "non-man”, with which it stands in a deictic relationship. Conse-

36



00060850

quently, the human mind can grasp the essence of the object "God" only by
making use of an interpolated instance with an orienting task. This function
originates from the circumstance that it indicates the contradictory of the
contrary opposite of the object under discussion, thus enabling the producer of
the message to model the object of the sign /God/ ("God"), and its perceiver to
gauge that object (in formula-form: "non-human”, i.e. "God").

In order to avoid too "realistic” a representation of the supreme God-being, there
was a preference for very simple, linear representations of divine beings in early
Byzantine ecclesiastical art. What is even more important, is that the monks
preferred two-dimensional paintings which enabled them to avoid that three-
dimensiona! likeness so reminiscent of pagan idols (Stokstad 1986, 75). Actually,
by such a simple and austere two-dimensional representation, the tangibility of
the represented figures is maximally reduced. From this tendency towards
reduction medieval man’s aversion against too realistic images can be deduced.
Thus the essence of what is meant by the conception of medieval art as a "non-
art” becomes evident in the phenomenon that man’s attention should, in the
medieval conception, be directed towards the divine by means of what is not
there, and which can, consequently, not be grasped by the human mind.

Several scholars noted that many interrelationships can be established between
the plastic arts and literature during the Middle Ages (see, for instance, Pick-
ering 1970(1966), Lixacev 1979(1967), 22ff. and passim, Pinborg 1980, 30ff.). It
will be explained in section 4.4. that, whatever differences there are, these can be
considered to be of a hierarchical rather than a qualitative kind.

The mutual illumination of medieval art and literature was a logical result of the
phenomenon that for medieval man the world was a block universe, in which
time was rendered in spatial terms. In such a world nothing seems to move, and
there is no ojectively existing "now" (for the definition of a block universe see
Rucker 1984, 149; for some observations concerning the conception of the world
as a block-universe in modern times, ending in the idea that it is determined by
four rather than three dimensions, see Waszink 1988, 198f.). The spatial rather
than temporal determination of the medieval world appears, among other things,

from medieval man’s indifference towards time-indications. Thus in texts often
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vague, purely indexical word-combinations are used rather than objective
indications, such as "at that time", or "shortly thereafter”, instead of, "on May
19th", or, "the day after May 19". In the Middle Ages there were different time-
systems rather than one standard time (Le Goff 1963, 221f.).

As far as the historical outlook of medieval man is concerned, his conviction that
the world should be a block-universe implied that he combined present and past
into one whole. He considered contemporary events as synchronous with past
events. Accordingly, in historical descriptions by medieval authors many anachro-
nisms occur. Historical figures are often presented in clothing similar to that of
the author and his contemporaries. The Crusaders considered the Arabs as their
enemies because they thought that the inhabitants of Jerusalem in the 12th
Century had killed Christ shortly before their own arrival there (Gurevich 1976,
130). Only towards the 13th century temporal relationships in the modern sense
began to play a role (idem, 129).

It has been observed that in the mythological conception everything was suppo-
sed to take place in a determined present time, a praesens atemporale (see
Frejdenberg 1978 (1945), 225). There is, however, a big difference between this
mythical conception of time and the medieval one. Reference should be made
again to the Homeric epos as far as this is still determined by a mythical time
conception. This originally was an oral genre; thus the Homeric epos was still
determined by the time conception of its constituent cycles, which had an
autonomous character, although the epos was marked by the presence of a
coherent plot (in the "lliad™ the story of Achilles’ wrath). It should again be
mentioned that historiography, which is distinctive of abstract thinking, began not
before 500 B.C. Actually medieval man had a well developed historical consci-
ousness. However, this consciousness was still partly determined by the old,
mythical time-conception. For instance, in Old Russian chronicles two time-
conceptions are found as standing in opposition to each other. One of these is
the old, epic, oral time, constructed from autonomous temporal units, the other
is the more modern time which combines all events into a historic unity. This
develops under the influence of new ideas concerning history (Lixacev 1979(196-
7), 254).

The events reported in the epos (otherwise than those in the romance, or novel,
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as a literary genre) are reported as having taken place in an absolute past. This
has been defined as a past which is in no way linked with the present of the epic
singer and his perceiver. However, in the romance, and the novel, the temporal
gap between the literary heroes on the one hand and the producer and perceiver
on the other is bridged (Baxtin 1975(1941), 459). Greek Hellenistic romances
deal, contrary to the Homeric epics and classical tragedies, with contemporary
themes. It is distinctive of the first-mentioned genres that their subject-matter is
approached and analyzed from all sides (idem, 465). Laughter played an essenti-
al role in the development of narration from epos to novel as the instance
bridging the temporal gap between producer and perceiver on the one hand and
literary figures on the other, because laughter enables the perceiver to catch hold
of the subject, to turn it inside out, to look at it from all sides (idem, 466f.).

The new time-conception finds its expression in Old Russian literature in the
phenomenon that represented time often exceeds the limits of the discussed
subject-matter (Lixacev 1979(1967), 82). Actually the development of the histori-
cal consciousness of man both during the periods of Hellenism and the Middle
Ages implies that in literary works of these times the temporal gap between the
producer and the perceiver on the one hand and the literary figures on the other
is bridged. This suggestion is raised in Greek romances by the presence of a
narrator who introduces his hero; the latter then tells the story in the first
person, on his own account. As far as medieval literature is concerned, the idea
that the above-mentioned temporal gap is bridged is caused by the conception of
man as living with historical figures in one spatio-temporal continuum (see
Gurevich 1985 (1972), 118f.). Thus, whereas in a Hellenistic genre such as the
Greek romance the narrator is presented as being operative both in the modeled
time and space of the reader and of the protagonist, in a medieval applied text
(such as, for instance, a prayer) this effect is reached by the phenomenon that
the perceiver is supposed to function as an addresser of the text, whereas that
text itself serves as an addressee (this problem will be treated in more detail in

the next section).

The conception of the world as a block universe in which time is conceived in
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terms of space is imaginable only because medieval man paid primary attention
to those stretches of time which are surveyable, that means, to the past and
present rather than to the future. Thus the idea of the future is either underde-
veloped in medieval art or negatively evaluated. The meaning of the spatial
indicators /before/ and /behind/ in the Middle Ages is interesting in this regard.
In modern times these are associated with the temporal indicators of future and
past respectively, but medieval man associated them with the distant and the
recent past. The spatial indicator /behind/ was even sometimes associated by
medieval man with the tdea of "future”. In other words, in the medieval concepti-
on of the world as a block universe there hardly was a consistent division
between present and future (Lixacev 1978, 202). Thus it is evident that by
medieval man the conceptions of present and past are, as it were, enriched at
the cost of the future. (9) This "neglect of the future” also plays a role in the
phenomenon which has been called historical inversion. In the mythological (and
the corresponding aesthetic) conception such categories as goals, ideals, justice,
perfection, man’s harmonious state, etc. are situated in the past rather than in
the future. Thus only the past and the present were considered real, contrary to
the future, which is regarded as at the most ephemeral. The negative qualificati-
on of the future in comparison with the past and the present results in its
presentation, in the mythical conception, as lying at the end of times. Accordin-
gly mythological and religious man experiences the future as a new chaos, either
in the form of a twilight of the gods or as a last verdict (Baxtin 1975(1937/38),
298).

OIld Russian texts reflect this negative conception of the future. This conception
influences medieval man’s historical notion in so far as he is constantly eager to
legalize his existence by retracing his historical roots, i.e. his links with the past.
Attention should again be drawn to the earlier-mentioned observation that man
regarded historical figures as ideal because he was convinced that he lived with
these in one spatial and temporal block. It is significant in this connection that
Old Russian man made an essential axiological difference between such texts in
which, as far as their content was concerned, a starting-point was clearly indica-
ted, versus texts with a clear indication of the conclusion of an action (Lotman

1971). Thus texts with such a marked beginning, are semantically associated with
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the qualifications: "existing”, "eternal”, "valuable". However, texts with a marked
ending are associated with the qualifications "non-existant”, "ephemeral”, and
"valueless”. For instance, eschatological texts deal with the downfall of human
values (idem 1971, 307). Consequently Old Russian texts dealing with the Kievan
period are marked by the interest of the literary figures in the origin of man and
in the country in which they live. In these texts only those events are considered
important in which former events are repeated. Thus Cain is depicted as the
model of Ivan of Novgorod-Seversk in so far as the latter was supposed to have
begun spreading feuds among the Russian princes (see in this connection the
"Lay of lgor’s Host".

4.12. The open end and the applied character of Old Russian texts.

The study of medieval Slavic literature is hampered by a clear definition of the
conception of "text" (Picchio 1973a, 454). Many of the misunderstandings in the
field arise from the phenomenon that medieval authors are adapters, compilers
and editors of texts rather than original artists. Actually a consistent distinction
between authors and editors of a text in the modern sense can hardly be made,
because each author was a scribe and vice versa. Consequently it may occur that
he emends a text with so much success that a critic, ascertaining a mistake in it,
may commit an error himself (Lixa¢ev 1962, 17). (10)

Medieval man’s tendency to adapt himself to fixed models results, as far as his
literature is concerned, in his conviction that each work ought to have an open
end. This means that the constituent parts of medieval literary works often have
a formulaic character, because they are selected from other extant texts, and only
adapted to their new contexts. Consequently enfilades are often used as a literary
device. The procedure implies that compilations of texts dealing with autono-
mous and complete themes are combined. In their turn even works which are
thematically coherent, such as saint’s lives, are often transformed into mosaic-
like juxtapositions of autonomous constituent elements. Practically all Old
Russian genres are constructed according to this procedure. It is evident that
thus the temporal unity, distinctive of epic works (in which a plot mostly stands
central) is shattered (Lixacev 1979 (1967), 253). The resultdof the application of
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this literary procedure is that particular intertextual relationships are established
between the constituent parts of a medieval text. This means that the interpre-
tant-value of these text-parts was essential. For instance, when a given passage
/a/ is taken from its original context and inserted into a new text, it gets a new
shade of meaning, or, connotation. In other words: the expectation-pattern,
raised by its use, is shattered. It was observed earlier that it is distinctive of
negative statements and the representation of non-existant situations that an
expectation-pattern is shattered (see par. 3.1.). Thus a passage /a/ may not refer
to its denotation "a", but rather to its interpretant "-b". Its value as such impels,
by virtue of its negative value, the perceiver to query it as to the exact meaning
of the sign /fa/.

Furthermore, the interpretant-value of Old Russian texts finds its expression in
their applied character (see Lixacev (red.) 1980, 448). These texts mostly
comprise synaxaries, prologues, calendars etc. In the Middle Ages everything
dealing with the temporal aspect of literary texts (that is, everything concerning
the presence of a plot as well as their reading process) is only weakly developed.
Consequently, reading in the Middle Ages was a ceremony rather than an
autonomous perceptive activity (Lixacev 1979(1967), 252). In other words, the
interpretant-value of Old Russian texts appears from their applied nature; rather
than referring unequivocally to some denotation, the text itself seems to pose the
perceiver the question what he wants to see in it. This means, the perceiver has
to model his own sign-text, having scrutinized his own inner self. By doing so he
strips the sign text of its redundant connotations (in accordance with Peirce’s

definition of the value of the interpretant of a sign).

42. The representation of the block-universe in medieval texts.

The importance, attached by medieval man to models, is a logical result of his
conception of the world as a block-universe. Generally speaking, medieval man
legalizes his own existence by organizing his life according to existing models and
patterns, prescribed both by secular and clerical authorities. From this phenome-
non the difference between mythological and medieval man becomes obvious.

Reference should again be made to the relationships of identity which are
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supposed to exist in mythical thinking between representations and their models
from outside reality. It was observed that these mutually condition each other.
The example of Halcyon’s wife who was transformed into a bird is again
illustrative. It was seen that in the mythical conception a complete identification
was effectuated of the substituens (S1; the bird) and the substituendum (S2;
Halcyon’s wife) as S1 also adopts distinctive qualities of S2, Thus the bird utters
plaintive cries, which are characteristic of the woman rather than of the bird.
Such relations of identity, distinctive of mythical thinking, are unimaginable in
the Middle Ages. There always is a strict one-to-one relation from the models of
represented persons, objects and events to their representations. In other words:
there always exists a one-to-one relation of elements with a framing, deictic
function (biblical or historical persons and events) with elements possessing a
figurative character (literary figures, who are operative as protagonists in a
literary text).

The phenomenon that medieval man’s life was dominated by fixed models,
patterns and ceremonies, implied that spontaneous actions hardly played a role
in it. Only prefigurated plans were supposed to be realized; these are visible
embodiments of divine symbols. Accordingly each individual person tried to carry
out his allotted task by doing his duty before God (Gurevich 1976, 132). This
significance of models is reflected in the medieval conception of literature. In
this connection the difficult question should be posed in howfar passages from,
for instance, hagiographic literature, were consciously derived by the scribes from
other, mostly Byzantine, sources. Thus it has been emphasized that, where there
seems t0 be a coincidence of motives between Old Russian and Byzantine
paterikons, this may be well explained by the common origin of Christian ideas.
On the basis of such common Christian ideas similar motifs and even topics may
arise at different places (see Pope 1973, 477). In the same way thematic paralle-
lism in hagiography is no proof of parentage, because the respective Byzantine
and Russian hagiographers, having one and the same model in mind, may have
elaborated on it each in their own manner (Thomson 1988, 66 and the literature
mentioned there).

For the qualification of the phenomenon that Old Russian texts are adaptations

of Old Slavic existing models rather than of Byzantine originals, written in
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Greek, the term "intellectual silence" has been coined (Florovsky 1962). Actually
"intellectual silence” does not mean “artistic or cultural silence”, as has sometimes
been believed. Rather should the desire to produce adaptations of Old Russian
texts be considered to originate from the phenomenon that Slavic civilization
(deeply rooted in the Byzantine tradition as it was) formulated an indigenous
response to the cultural challenge rather than slavishly imitating it (Florovsky
1962, 7, 11). Actually Slavic men of letters succeeded at an early stage in
developing a style and cultural standard independently of Greek models; this
phenomenon gives an indication that Slavic civilization tried to formulate an
indigenous reaction to the Byzantine cultural heritage.

This non-imitation of Byzantine originals is a logical result of the medieval
conception of the world as a block universe. It has been demonstrated in this
regard that the literary form which has been called elementary compilation
played a key role in the earliest phases of Slavic literary activity. This means that
parts of pre-existing texts are compiled, in a non-sophisticated way, into "new"
texts. The application of this procedure indicates that the origins of such texts
should not be sought in Greek originals, but rather in Slavic texts, which were
handed down by the scribes independently. The characteristic that parts of texts
might be selected for the constitution of other texts gave these “"originals” their
most important distinctive feature in the eyes of medieval man: their segmentabi-
lity (Veder 1981, 49). The conception of the world as a block-universe is realized
by this procedure of literature-making. (11) We will leave aside here the - in
itself convincing - argument that it was just lack of knowledge of the Greek
language as well as the fact that only a few translations of Byzantine originals
were available in Russian, which caused the use of stereotyped episodes and loci
communes rather than the intensive study of Greek and Latin originals (see
Thomson 1988, 66). The Bible was the model par excellence in the writings of
Slavia QOrthodoxa, and the open-ended character of medieval literature implies
that all kinds of biblical motifs used to be inserted into them, irrespective of
their proper genre. Many parts of the Bible were well known in Slavonic
translations during the period of Kiev Rus' (about the particular role of Bulgaria
as an intermediary for the transposition of originally Byzantine texts into
Russian, see Thomson 1988, part. 691. and 91). (12)
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The spatial determination of literary texts is a logical result of the absence of a
consistent division between poetic texts and prose-texts in Old Russian; this
distinction appeared only toward the beginning of the 16th century. Before that
time there existed an opposition between sung and spoken texts. In all kinds of
written texts rhythm and rhyme were consciously used in order to emphasize the
importance of the content (Gasparov 1973, 325f.). (13) The predominance of the
spatial over the temporal aspect in poetical texts as compared with prose-texts
has been studied in several recent studies, to begin with the Russian Formalists
in the twenties of this century (for a survey of the literature, see Smirnov 1982,
55f. and 76ff.). Particularly Ju. N. Tynjanov’s investigations are of interest in this
connection as this scholar, rather than concentrating himself on a mere acoustic
verse-analysis, paid attention to what he called text-equivalents. By these he
understood extra-linguistic elements of the communication which replace the
verse, such as omissions from the texts and generally all kinds of optical and
graphical elements (see Hansen-Love 1978, 322). A similar conception of the
equivalent stands central in R.O. Jakobson’s definition of the poetic function. In
his view by this function the principle of equivalence is projected from the axis
of selection into the axis of combination. In modern times Todorov's distinction
between what he calls representative and presentative arts (arts représentatifs
and arts présentatifs) is based on the assumption that the first-mentioned works

of art and their models belong to two separate worlds, whereas products of the

“presentative arts" and their models belong to one and the same world. Acccor-
dingly Todorov regards poetry and poems in verse as belonging to the presentati-
ve, and epics, as well as all kinds of narratives and fictional prose, to the
representative arts (Todorov 1978, 130). Todorov refers in this connection to S.
Bernhard’s observation according to which the poem presents itself as "a block,
an indivisible synthesis. It can only exist when temporal prucesses are reduced in
it to the ’eternal present’ of art, when a movement of becoming is solidified into
atemporal forms... " (idem, 118). The spatial determination of literary works in
the Middle Ages finds its expression in the outward appearance of books too.
This was usually considered more important than their content. Medieval books
look like works by highly qualified artisans rather than by learned scholars as the

splendid miniatures which are often found in them may prove (Lixacev 1979(196-
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7), 36f.). That the invention of book-printing played only a minor role in the
spread of knowledge in Eastern Europe and Asia Minor says enough in this
regard. (14) What is the consequence of this emphasis on spatial rather than
temporal aspects of literary texts in the Middle Ages? They mostly have a deictic
function rather than a figurative character. Thus it is their special task to evoke
in the perceiver religious feelings rather than to reflect ideas originating either

from a scholar or narrator who presents himself as independent.

Old Russian literature was primarily governed by modal categories rather than
by genres. Generally speaking the modal dimension of art is rhetorical, since
modes have to do with the relationship between the author and his audience.
Mode is the manner in which an author presents his objects. He should, therefo-
re, be alert to make the right selection in order to persuade his audience
(Ingham 1987, 183). It will be demonstrated (in chapter 2, par. 1.) that the
mutual interpenetration of Old Russian icons and literature plays an important
role; in the icons this interrelationship between a representation and its perceiver
is essential too. This basically rhetorical quality of medieval art in general is
reflected in Old Russian literature by the circumstance that connotations of
verbal signs (such as "religious feelings") are more important than their denotati-
ons (such as the literal content of texts). In Wittgenstein’s terms: medieval texts
are texts in which the shadows of the events and topics are stronger than the
described events and topics themselves.

As far as the applied nature of Old Russian texts is concerned, parallels can be
drawn with the choruses in Greek tragedies. By their applied nature the first
serve as a kind of sounding-boards for external adressers in a way similar to the
choruses in Greek tragedies. It was observed that these merely reflect the words
of the figures operative in the plot of the tragedies, evoking in them an image
(Bild) of what they are saying. By doing so the choruses implicitly pose a
question with deictic value: "Is this what you want to say?". The deictic function
of a medieval text reflects, in its turn, the wish of the perceiver, or reader. The
above-mentioned question posed by, for instance, a prayer-book runs as follows:

"Do you want a prayer? If so, then consult me.”
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43, Isocolic patterns in Old Russian texts.

Returning to the observation that the typically medieval conception of the world
as a block universe implies that no consistent division is made between poetic
texts and prose-texts: the use of what have been called isocolic patterns is
exemplary of Old-Russian literature. The application of this principle is based on
Aristotle’s definition of the kolon as a constituent element of a period, which
presupposes the distinction between poetry and prose. The latter distinguishes
between a continuous style ("Which has no end in itself and only stops when the
sense is complete”) and a periodic style. By a period he means a "sentence that
has a beginning and an end in itself and a magnitude that can easily be grasped”
(Rhet. 3,8,9). Aristotle words the distinction between poetry and prose in the
following way: "periodic style has number, which of all things is the easiest to
remember; that explains why all learn verse (metra) with greater facility than
prose” (chudén) (ibidem; it. mine, PMW). He continues: "A period may be
composed of clauses (kola) or simple... By clause (kolon) I mean one of the two
parts of the period, and by a simple period one that consists of only one clause”
(Rhet. 3,9,5). The word kolon is translated by Quintilian with membrum. He
defines isocolon as a figure in which there is a close resemblance between the
words of a clause, while cadence and termination are virtually identical. Moreo-
ver, in the case of an isocolon the clauses are of a more equal length. Actually
the words in an isocolic unit need not contain the same number of syllables
(Quint. 9,3, 79/80).

The essence of the isocolic principle for Old Russian literature has been
demonstrated by R. Picchio in several publications (Picchio 1973a and 1973b,
1984). His starting-point is that poeticity need not be reserved to poetry only, as
this is a result of the use of poetic procedures, which refer to a wide range of
figurae, distinctive of prose-works as well (Picchio 1973a, 313). The need to
emphasize the role of iterated accentual cola in medieval literary works may be
a logical result of the earlier-mentioned applied character of medieval literary
texts which implies that they often had to be read aloud (Picchio 1973a, 304).
The absence of an opposition between poetry and prose in Old Russian literary

works implies that it is possible to reconstruct the isocolic patterns underlying
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them. Thus it leaves the "performer” (not the reader!) relatively free to present
the work in different ways, depending on the prosodic requirements at the
moment of the "performance.” The phenomenon that elements of a medieval text
which are derived from other texts, should obey the rules of the isocolic principle
when being transferred into a new context, implies that the clumsiness of Old
Russian bible-quotations may appear to be a result of their being subject to what
probably is an artistic procedure, applied in medieval literature (Picchio 1973a,
462). The prosodical nature of Old Russian prose works thus means that, by
their chorus-like value, they offer a framework of potential texts leaving it to
each interpreter to fill them with a specific meaning rather than convey a specific
messsage on their own. Again: each time anew the text seems to pose the
question: "What do you want to see in me, o reader?”

Isocolic series can either be plain {that is, made up of prosodic units all equally
stressed (for example 3/3/3) or alternating (when two different types of cola
occur in a sequence, like 2/5/2/5). For instance, isocolic units, consisting of
many cola, may be "split up” into smaller units, if stylistic, semantic, or syntactic
signals give an indication as to the necessity of this action (Picchio 1973b, 313).
It has correctly been emphasized in this connection that both medieval art and
literature are marked by an ornamental style (Lixacev 1979(1967), 111ff.). The
essence of an ornamental word resides in the additional semantic element it has;
this impels it to shatter the border of its mere denotation imposed upon it by a
purely linguistic norm. In this way both the word as well as the context in which
it occurs get a specific "supersense” (gverxsmysl) (Lixacev 1979(1967), 113f.).
Thus from an artistic viewpoint it is the task of such a prose-text to render the
semantic flexibility and opacity of the words in that text. There are fluctuating
relationships between an ornamental word and its linguistic environment. This
semantically mobile quality of such a word has both advantages und disadvanta-
ges. Thus, whereas between an ornamental word and many other words relati-
onships of association can be established, this mobile nature of the word implies
in its turn that it may completely lose its proper meaning because it becomes
more and more contextually determined (Lixacev 1979 (1967), 118). In other
words, the denotation of an ornamental word is often completely forgotien

because only its connotations are important. Thus the proper quality of an
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ornamental word in a medieval literary text (which runs parallel to a medieval
work of art which is the result of a non-art) manifests itself again in the pheno-
menon that it refers to something non-existant. Accordingly, the interpretant-
value of an ornamental style is evident. Thus the denotations of ornamental
words style are hardly important; the more so are their realized connotations in
each concrete context. For instance, repetition of words is distinctive of an
ornamental style. Reference should again be made to the chorus in Greek
tragedy in this regard (see par. 3.3). Thus the element of repetition is essential
for an ornamental word as the latter always reflects two kinds of meaning: its
general denotation, and its specific, realized connotation.

The stylistic figure of repetition is used as one of the means by which isocolic
patterns in medieval literature are rendered. The spatial determination of
medieval literary texts consequently finds its expression in the spatial distribution
of repeated words and formulas in the texts, depending on the requirements of
the isocolic principle. Thus in a text in which the word /three/ is found, its
denotation may be perfectly clear, and, therefore, hardly interesting: “three”. The
question, however, may be: "What is meant by it in a specific context?". For
instance, its realized connotation may just be: "emphasis". Another possibility is
that by the use of repetition the poetic value rather than the semantic aspect of
a word is emphasized. Thus, when the word /three/ is used for the first time, it
merely indicates its extra-linguistic referent. However, when used for the second
time, it does not primarily indicate that referent, but rather does it refer to the
word /three/ used earlier in the context. In that case its deictic function stands
central, in so far as there is a relation of analogy between the two words as they
occur on different places in the context. Thus the semantic increment, distinctive
of ornamental words, becomes visible.

More attention will be paid now to the implications of the use of an ornamental

style in the plastic arts.
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4.4. The representation of the block-universe in medieval art.

Medieval art is marked by the use of an ornamental style in a way similar to
medieval literature. (15) Its use implies that the interpretants of iconic signs
rather than their "meanings” are considered important.

An ornamental style in works of art impels the interpreter to make use of what
have been called iconical handbooks. It is distinctive of an observer of a medie-
val work of art that he, when scrutinizing it, is neither directly seeking the
meaning of the iconic signs he is confronted with, nor is he seeking a good and
coherent sense in it. Actually he is looking for a sense he already knows. Thus
even experienced art-historians do not know how to read medieval pictures as
they have to forget as rapidly as possible their initial identification of many a
seemingly simple picture (Pickering 1970(1966), 88). The use of an ornamental
style in medieval paintings means that the denotations of representations play a
secondary role only, in the same way as in a literary work in which ornamental
words are found. Rather does the observer of an iconic representation want to
have an answer to a question like: "Is it possible that that naked man indicates
Adam in this specific context?" In other words, the connotation of the words
/naked man/, i.e. "Adam", is more important than their denotation "naked man."
To give just one example of a maximally reduced representation: on the miniatu-
re "Christ washing the Apostle’s feet (which is an illustration of the passage in St.
John XIII, 8-9; Gospelbook of Otto HI, Munich, Staatsbibliothek; see ill. 7) the
maximal reduction and simplification is brought about by the phenomenon that
the background of the depicted scene is completely omitted by the medieval
artist. Furthermore, the water-basin is not evenly rounded, the knee of St. Peter
seems to be wrenched up. All this apparently does not matter, as the only thing
the artist strove after was the representation of divine humility in which he
perfectly succeeded (Gombrich 1984(1950), 121f.). Schematically the scene can

be represented again in the following manner:
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A B

Jesus disciples
-B -A
non-disciples non-Jesus

From the scheme the significance of the interpretant of iconic signs rather than
of their meanings is evident. The essence of the interpretant of the signs /Jesus/
and /disciples/ is evident as the artist strips the interpretant -B of everything it
might mean except the object "Jesus”, and, in its turn, the interpretant -A of
everything it could mean except the object "disciples”. Thus, gradually the
interpretants become, in Peirce’s words, more and more diaphanous, until the
objects stand in full daylight at last.

Gombrich emphasized that exactly by the maximal reduction of redundant
constituent elements of a medieval iconic representation the perceiver becomes
completely aware of the dramatic impact of the scene "Adam and Eve after the
Fall" (on the bronze doors of Hildesheim Cathedral, completed in 1015; see ill.
8). This scholar draws particular attention to the postures of the represented
figures, the Lord pointing at Adam, Adam at Eve, and Eve at the snake, as
being the origin of all evil (Gombrich 1984(1950), 122).

But the scene is, in my eyes, even more interesting because it gives an indication
of the manner in which a negative statement is rendered iconically. Starting point
is that a negative statement should, in order that it might be rendered by iconical
means, be transformed into a positive statement, containing a contradictory term
as its meaning. Thus the perceiver’s expectation of the message can be visuali-
zed. For instance, a statement like /John does not go to Paris/ should be
rewritten into a "positive” one, in the form of /John goes to non-Paris/. Accor-
dingly on the scene on the Hildesheim Cathedral the message /thou should not
have eaten of the tree of knowledge/ was transformed, for its iconic representati-
on, into the message /thou should have eaten from the non-tree of knowledge/.
This message is visualized in the following manner. Three figures are seen: the
Lord (1), Adam (2), Eve (3) as well as the snake (4), and the tree of knowledge
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(5). In these five elements the opposition between the contrary terms "horizontal-
"/'vertical" is realized in degrees. Thus whereas the Lord, standing erect, is
marked by maximal verticality, the snake, lying on the ground, is marked by
maximal horizontality. Adam is represented as slightly stooping, and Eve as
deeply stooping. The form of the tree is most interesting because it combines the
motifs of "verticality" and "horizontality", distinctive of the Lord and the snake
respectively. Thus, whereas Gombrich correctly emphasizes the important deictic
value of the pointing gestures of the figures, the deictic function of the tree is no
less important. [t suggests, by its property of standing erect, that knowledge is
explicitly reserved for God, whereas it indicates by the stooping position of its
side-branches, covering Adam as well as the snake, that it yielded its most
important quality to man too. In other words, the divine character of knowledge
is again presented in the form of an analogy discussed in par. 2.1. Consequently,
it can be presented in the form of a formula in which the sign /tree/ serves as a

geometrical centre:

0 : tree (1) = tree(2) : divine
(stooping) (erect/ knowledge
stooping)

The above-mentioned relation of analogy between "tree (1)" and "tree (2)" is
evident because "tree (1)" is simultaneously identical with and different from
"tree (2)". The neutralization by man of the opposition between him and God
when he eats from the tree of knowledge (thus combining the contrary motifs of
"divinity" and "humanness" into that of "knowledge"), is visualized in the shape of
the tree granting that divine knowledge. It was observed above that this tree is
simultaneously vertical (divine) and horizontal (stooped, that is, like Adam).

The emphasis on the interpretant of a sign in medieval iconic and verbal signs,
marked by an ornamental style, implies that the process of what Peirce has
called unlimited semiosis becomes visible. Thus it is not enough that the objects
of the above-mentioned signs are identified. Rather should they correctly be
interpreted as a consequence of a process in which the perceiver queries the sign

as to its exact meaning in the specific context.
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A few remarks should be made here concerning the interpenetration of the
plastic arts and literature which is distinctive of the Middle Ages. The finely
wrought initials on manuscripts are exemplary. This interpenetration implies that
the role of the interpretants of signs rather than of their meanings (in this case,
their objects, as we are dealing with plastic arts) is emphasized. See, for instance,
in the salutation /Reverendissimo/ of the letter from St. Gregory to Leandro,
bishop of Seville (Citeaux, 1111, Dijon, Bibl. Publique, Ms. 168, fol 4V; see ill. 9
and comp. Stokstad 1986, 246) the representation of St. George in the process of
fighting the dragon. In this initial an iconic and a verbal sign are again placed in

an oppposition, as two contrary terms:

signs
iconic verbal
"St. George" /R/
non-verbal non-iconic

In other words, the initial /R/ in the manuscript is, as it were, split into the
verbal sign /R/ and an iconic sign, expressing the object "St. George and the
dragon." Emphasis on the interpretants of the signs is again laid by the deictic
relationships existing between each of them and the contradictory of its contrary
term. Thus it becomes clear how a process of shattering an expectation of the
perceiver, realized in a verbal text by a negative statement, is visualized in an
iconic text by emphasis on the verbal elements of that sign. Reference should
again be made to the earlier-made observation that iconic signs are spatially
determined, and verbal signs temporally. The shatttered expectation in the
representation of the initial in its significance of an iconic »ign is that it does not
represent the battle of St. Gregory and the dragon, but rather that it is a
constituent element of the syntagmatic chain in the word /reverendissimo/).
Reversely, the shattered expectation in the initial as a verbal sign is caused by
the circumstance that it does not primarily represent the letter /R/. Normally a
letter is a part of a language-system which is used for verbal messages; the

temporally determined syntagmatic axis plays a key-role in it. On the representa-
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tion, however, the letter serves as a means to give a pictorial (that is, spatially
determined) representation of St. George’s battle with the dragon. To the
phenomenon that negative statements indicate that the perceiver’s expectations
are not to be fulfilled, specific attention will be paid in section 2.5.1.

Generally speaking the Old Russian icon shows the characteristic traits of
medieval art as a non-art, that is, an art in which the interpretants of signs rather
than their objects are playing a key role. Actually icons clearly reflect the
medieval conflict concerning the permissibility of the use of images in religion.
Thus the opposition of the antagonists of the veneration of icons against the use
of images in the church originated from their reducing the relation between the
mode! and its image to a mere identity (/homoousia/). In their view the venera-
tion of icons was no more than idolatry. The defenders of the use of icons, like,
for instance, John Damascene, answered that the identity between an image and
its prototype does not consist in an identity according to the irage’s matter,
which may for instance be wood and colours, or, according to the prototype’s
essence (which is divine), not even according to the human nature of Christ
(which differs from the nature of the image; see Ladner 1940, 144 as well as the
literature mentioned there). For the iconodules like John Damascene there
existed a relation of analogy (/homoiosis/) between the image and its prototype
(Onasch 1969, 15, and 179, n. 18). This relation of analogy rather than of identity
is found back in the supposition that a representation of the divine can only be
imagined. Thus the divine transcendence, which is in itself unimaginable, has to
be represented dialectically, that is, together with its opposite. (16)

The medieval conception of the world as a block-universe finds its expression in
the Byzantine and Old Russian icon in so far as the ideas of human and divine
perfection are combined in them. It is no accidence that an artistic realization of
"the incomplete” (in the form of a non-finitg) was impossible in Byzantine art
(Gerke 1959). Thus the idea of Christ’s perfection could not be realized otherwi-
se than by an artistic representation which should in its turn be technically
perfect (Gerke 1959, 21). Generally speaking, each work of Byzantine art was
considered by the contemporaries an ppus perfectum et excellens which reflected
the perfect cosmos (idem, 22).

The conception of the icon as bringing about a relation of homoigsis with its
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model did not mean that the idea of a relationship of identity was completely
absent. Thus the image was considered much more than a mere shadow of the
divine figure. Basil of Caesarea’s famous dictum: H¢ tou eikonos timé epi to
prototupon diabainei (which was also applied by John Damascene) was essential
to medieval man. By the specific use of the verb-form (/diabainei/) it is made
clear that the link, which is supposed to exist between the icon and its prototype
is presented as coming about by action, rather than as the passive result of a
situation (17). The dictum was translated into Old-Slavic in more or less defecti-
ve ways (for the different variants, see Thomson 1988, 72, n. 8). (18). The
relation of identity between the divine example and its image is established by
the higher stage (the prototype) which is bound to produce the lower; the image
is the necessary outgrowth of the prototype. But the relation of analogy between
the prototype and its image rather than their identity is evident from the
phenomenon that the latter presupposes the first (or the first includes the latter):
the relation of the two is similar to that between a seal and its impression, as has
been observed by such an outstanding defender of the veneration of icons like
Theodore of Studion (see Ladner 1940, 145).

As far as this potential character of the icon is concerned, the value of its
interpretant should be mentioned again. The icon is supposed to trigger particu-
lar feelings in the perceiver which the latter sees confirmed exactly by its
perception-process. Thus the latter is supposed not to derive just clear-cut
information from it in such a way that he may take advantage of the glory of the
Lord which radiates upon him or her. Rather is he or she supposed to pay
honour to the icon, exactly because this honour goes straightly from the icon to
the Lord. In chapter 2, par. 1. more attention will be paid to the marginal
pictures (klejma) of icons. Something similar is the case where Old Russian
verbal texts are concerned. Thus in euchologiy a creative urtist did not ventilate
his own, artistic feelings; they rather served to fulfil concrete needs of men in
distress.

In other words, by virtue of its applied nature an Old Russian icon can fulfil a
function similar to that of the chorus in Greek Antiquity, in that it serves as a
sound-board for praying man, asking him, as it were, which are his intentions

toward it, in order that he may reach the divine. It was observed in chapter |,
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par. 3.3, that in the same way the chorus in Greek tragedy asks the persons
operative in the plot what they mean with particular utterances. Summarizing,
the starting-point for the conception of the supposed relation of analogy between
man and God, expressed by the icon, rather than of their identity, resides in the
idea that God created man after His own image; God and man are found on one
plane (Gerke 1959, 23). In other words, the divine can, in the iconodule’s view,

again be presented in the form of the Heraclitean geometric mean:

0 : man =  man : God
(Jesus)

Here again, in accordance with Heraclitus’ view, it is suggested that the concept
of divinity can be visualized when the formula is read from left to right, whereas
it decreases and ultimately disappears when the formula is read from right to
left.

This over-all importance of relations of analogy in the medieval world-concepti-
on is a logical result of the particular value of hierarchies during that period. In
the medieval conception the world is considered as being constructed according
to hierarchies reflecting the celestial ones. The importance attached to hierar-
chies reflects itself both in medieval art and in literature in the hierarchical
differences which predominate qualitative ones. Accordingly in the Byzantine
conception there is a unity of arts. The hierarchical rather than qualitative
differences between art and literature manifest themselves in the Byzantine
conception of art as belonging to a higher plane than literature because the
image excludes that ambivalence, which is unavoidable in a word, which may
both have a literal and a figurative meaning (Gerke 1959, 22).

For the interpenetration of medieval art and literature, typical of the Middle
Ages, the ornamental style of icons and hagiographies of the !4th and 15th
century is illustrative. Both are made after a so called picturesque-expressive
method of representation. This method is characterized by the phenomenon that
an abstract basic model of perceptible realities is modified by a specific emphasis
laid on the representation of emotional features (Onasch 1977, 37). For instance,

whereas on Old Russian icons, made after this procedure the original contours,
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prescribed by an existing model, are maintained in the artistic representation,
their "content”, i.e. their figurative character, is determined by the dramatic
specific situations in which the persons on the icon are found. Thus the originally
static disposition of represented spaces on icons may be enlivened by the
dynamism of the psychic state of the figures (idem, 38). In other words, the
ornamental style of these icons can be inferred from the fact that a represented
figure on an icon "A" does not primarily denote "A", but rather connotes, for
instance, "anger”, or "fear". On the other hand, a building, for instance, which is
"enlivened” in this way by the represented figure’s state of mind does not
primarily denote that building, but rather connotes that person. Thus the
(original) contours of the represented figures have a deictic value in so far as
they hardly indicate that figure, but rather the new meaning with which this
contour is, as it were, filled (in the above-mentioned cases: the ideas of "terror”
or "anger"). By the use of the above-mentioned procedure the relation of analogy
between the element with a sign-value in the Old Russian icon (as far as it
serves as an icon in Peirce’s definition), and its object is modified.

The non-mimetic representation of models from reality in the above-mentioned
manner, by which full emphasis is laid on the interpretants of the signs of them,
is distinctive of modern art too. Here an ornamental style is applied as a
consequence of which the object (or denotation) of the iconic signs are in their
turn forgotten. For instance, it is distinctive of the Analytical Period in Cubism
(that means, the period before abt. 1912) that consistent endeavours are made by
the Cubists to define the objects of paintings by juxtaposing their constituent
elements as they were seen from different sides. By this procedure of “cutting"
the represented objects into their constituent elements, it is suggested that the
depicted persons and objects as such are forgotten. Thus it may occcur that the
painter, in the process of analyzing his models, tears them down in the artistic
representation so that only some basic geometrical skeleton remains erect. The
perceiver consequently seems to be directly involved in the reconstruction of
modeled reality. The decision whether he wants to bring on a relationship
between these geometrical lines and planes and modeled reality is completely

left to him. In other words, it is evident that on Cubist paintings the interpretants
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of the iconic signs rather than their objects play a key role, and that they can
therefore hardly be called products of a mimetic art. This emphasis on the
interpretants becomes clear as the iconic signs referring to fragments of persons
and objects from outside reality evoke in the perceiver the wish to query these
signs as to the exact meanings of their objects. (19)

Summarizing, it is distinctive of both medieval works of art and literary texts that
use is made of an ornamental style. As far as literature is concerned the medie-
val conception of the world as a block universe is realized in this style in so far
as this style emphasis is laid on the spatial, not the temporal determination of
the literary work.
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I[1. THE "LIFE OF ALEKSANDR NEVSKIJ"

1. General remarks.

The Old Russian "Life of Aleksandr Nevskij” reflects the conception of the world
as a block-universe. It enables the interpreter to establish many parallels with
medieval plastic arts. The idea that the spatial aspect dominates the temporal
one in the literary representation manifests itself in the phenomenon that in
medieval (and mythical) thinking the past and the present are enriched at the
cost of the future. Moreover, the interpretant of the sign text finds its proper
expression in the applied character of the text.

In the "Life" the interpretants of verbal signs rather than their meanings are
essential. This appears from the fact that the "Life" does not evoke in the reader
particular ideas in a straightforward manner, but rather indirectly, by serving as a
sound-board for the latter’'s own thoughts and ideas. Stylistically the construction
of a medieval text after particular isocolic patterns reflects the conception of the
world as a block-universe. For the representation of the block-universe the
historical consciousness of the represented figures is important. It will be
explained that the conception of the world as a block-universe is reflected in the
style of the text as this is constructed after particular isocolic patterns. Further-
more, it will be demonstrated that the narrator experiences the need to legalize
the existence of his represented figures by comparing them to historical and
biblical figures, who are (in accordance with the above-mentioned medieval
conception of the world as a block universe) supposed to live with these figures
in one temporal continuum. The writer’s tendency to establish particular intertex-
tual relationships between his own story and biblical passages testifies of his wish

to legalize the existence of his heroes as well as his own narrative.

As far as the similarity of the "Life of Aleksandr Nevskij" to a medieval painting

is concerned: first of all, there are many indications that the maker of an icon,

made in the 17th cent., called Aleksandr Nevskij s dejaniem, was familiar with
the version of the "Life" made by Archbishop Iona Dumin in 1591. This is

particularly evident from the descriptions of the miracles performed posthumous-
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ly by the Prince; these correspond with the representations on the marginal
pictures (klejma), framing the central figure on the icon (see Begunov 1966). The
question can be brought up whether literary texts may, in their turn, be modelled
after an iconic representation. Actually hagiographic texts are often to a high
degree similar to icons in so far as both are often meant to evoke in the
perceiver the feeling that he should pray. It is distinctive both of hagiographic
texts and icons that they are based on the presumption that there is a relation of
analogy between the represented person (the sacred person) and the Supreme
Being (God).

More attention should be paid to the klejma here. It was observed that these
mostly contain particular scenes from events which took place during the Saint’s
life. The similarity of the "Life" to an Old Russian icon is also evident as many
parallels can be drawn between the marginal pictures on the icon which have, so
to say, a plot-value on the one hand and the central positions in the "Life" of the
protagonist on the other. These mainly contain reports of military campaigns
(Ingham 1968, 194).

It is generally distinctive of the representations on the klgyma that these do not
presuppose a contact with the praying perceiver. Thus whereas the central
representation is located, as it were, in direct contact with the perceiver, the
represented figures on the klejma are temporally determined by the saint’s own
lifetime (Uspensky 1976, 20 n. 11).

The latter circumstance implies that the events depicted on the klgjma are
supposed to be inaccessible to man. It is suggested that there is a temporal gap
between the praying person and the represented figure on the marginal images
which can be bridged only by the central figure who is supposed to be operative
both in the space-time continuum of his own lifetime, and that of the viewer. In
so far his framing value is evident. (20)

However, it should be added that the temporal (i.e. historical) borders of the
klejma may be shattered. In the above-mentioned example of the icon of
Aleksandr Nevskij based on the Dumin-version of the "Life", on the klegjma the
posthumous miracles of the saint are depicted. The conception of the world as a
block universe is expressed on the icons by the procedure by which the past (the

saint’s lifetime) and the present (the perceiver’s lifetime) are telescoped, because
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the saint’s shattering his temporal borders in order to perform posthumous
miracles made him timeless. That means that he may have come to live in the
perceiver’s lifetime. The central figure refers both analogically to God who is
supposed to be operative in the praying person’s present time, and to the past,
that is, the saint’s lifetime. It is evident that the icon is an example of the
manner in which an abstract idea (in this case: religious feelings) is generated by
the combination of iconical and indexical signs as defined by Peirce. The latter
defined the iconical sign as being potential and the indexical sign as being
exclamatory. Thus the central figure on the Old Russian icon has an indexical
value in so far as, by the supposed direct contact of the perceiver and the central
figure, the deictic word /you/ plays an key role in it. The klejma, on he other
hand, are iconical signs.

Consequently, in agreement with the reverse perspective according to which
medieval paintings are generally made, the Old Russian icon seems to say: "It is
at you I'm looking, you sinful man!" The specific relation between the perceiver
and the representation can be worded in terms of the geometrical mean develo-
ped by Heraclitus, in the earlier-mentioned manner. Thus a relationship of
analogy is established between the perceiver, the central figure, and the figures

on the klejma which can be presented in the following formula:

man central figure =  central figure : klejma
a b1 b2 C

The deictic function of the central figure on the Old Russian icon is evident in
this connection: it is presented as being temporally determined. Thus the
perceiver gets the idea that he, when trying to "reach” the Saint’s lifetime (lying
in the distant past, at a moment T2) is confronted first with the Saint in his
supposed quality as a mediator between God and himself at the perceiver’s
lifetime (at a moment T1). Actually the Saint as he is operative in his own time
(T2) as well as the acompanying events, are represented on the klejma. Thus the
deictic value of the central figure resides in the absence of a relation of identity
between him and the figures on the klejma (although they mostly are one and

the same person), whereas there is a relation of analogy, because the figures on
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the klejma are supposed to be temporally determined. Summarizing, the central
figure connotes these figures and, more specifically, the situation in which they
are represented. As a result the central representation on the icon has an
interpretant value because it refers tautologically to the icon as a whole in its
quality of a religious sign. Thus the central figure reflects the medieval concepti-
on of the world as a block universe rather than that it only refers to its own

denotation. (21)
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2. The "Life.

2.1, General observations.

The open end, distinctive of medieval literary works, is a logical result of the
applied character of the "Life". Thus the texts is preceded by a prologue in which
the narrator implores Christ’s help:

O gospodé nadem’ Isusé Xristé Syne bozii. Az" xudyj i mnogogrésinyj, malo
s"myslja, pokusajusja pisati Zitie svjatogo knjazja Aleksandra, syna Jaroslavlja, a
vnuka Vsevoloza.

“In our Lord Jesus Christ, Son of God. I, base and sinful, and frivolous as I am,
will try to write the life of the holy Prince Aleksandr, the son of Jaroslav, the
grandson of Vsevolod” (Begunov 1965, 159). (22) In this prologue the narrator
implores the help of the Virgin Mother and the sacred Prince Aleksandr
Jaroslavi¢. Then he makes use of the "topos of modesty” which is usual in
prologues of hagiographical lives (see, for this procedure, Curtius 1977(1948),
83ff. and 407f.). The result of the use of this topos is that the narrator becomes a
real narrator in the modern sense, i.e. he becomes the object or a constituent
element of the literary representation rather than just remaining the subject of it.
In medieval hagiography this implies that the narator and the reader seem to
change places as far as the distinctive feature of omniscience is concerned. Thus
the important psychological effect results that the humility of the narrator is
emphasized (Onasch 1977, 36 and fn. 2).

As far as the earlier-mentioned significance of the shadow in Witigenstein’s
definition is concerned: the shadow of the described person is presented exactly
at the beginning, in the prologue. This implies, in this philosopher’s view, that
the conception of the described person is presented as being not synchronous to
its realization in the literary text. However, in the course of the reading-process
the narrator nevertheless presupposes such a synchrony, because he emphasizes
that he will be unable to complete his work without the help and support of
divine figures. Although the "Life" thus clearly bears an applied character, it
offers three alternative interpretations to the reader, dependent on the latter’s

point of view:
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1. He may, by emphasizing the content of the prologue, consider it a report of an
ordinary man’s vileness in comparison with the Prince’s,

2. He may consider it a monument of all-human greatness exactly by departing
from the idea that he is touched by the prince’s greatness himself,

3. He may consider it a combination of 1. and 2., that is, as a means to represent
the growth from human imperfection to human perfection after a procedure the
model of which is given by Heraclitus. The starting-pont of the idea of "imperfec-
tion" is given in the prologue, by means of the earlier-mentioned "modesty-
topos." The reader will see that the feature of "modesty”, originating from human
character-traits, is not distinctive of the narrator only. It will be pointed out that
in the "Life" in the beginning Aleksandr himself is depicted as being dominated

by (typically human) fear.

For a correct interpretation of the "Life" the application of the isocolic principle
gives indications. Actually the periodic style (marked by a lavish use of kola) is
well adapted for the description of dramatic events, accompanied by the produ-
cer’s exclamations of anxiety, admiration or pity. Such a style will be fragmenta-
ry, which means that there will be a tendency on the producer’s side to present
short periods, consisting of only a few kola (such as: "O, God!, "What happe-
ned?" "What is to be done?" etc.). However, for the report of events in a quieter,
fluent, and more objective style, the kola play a less esssential role (Quint. 9, 4,
122). In other words, the necessity of a fragmentary style, and, consequently,
short isocolic units, will hardly exist then. Consequently, if the "Life" is conside-
red a passionate appeal to the Lord, it will be marked by the above-mentioned
fragmentary style and consist of short isocolic units. However, if it is considered
a report of human greatness, its quality as a historical work is emphasized and a
dry, matter-of-fact style is used. Quintilian’s observations should again be
mentioned in this regard. In the latter’s view history does not so much demand
full, rounded rhythms, as a certain continuity of motion and connexion of style,
because all the kola in historical texts are closely linked together, while the
fluidity of style give them a great variety of movement. The suggestion that a
historical text is marked by large isocolic units is raised by Quintilian’s compari-

son of its movement with that of a group of men (each of which being analogous
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to a kolon): "we may compare its motion to that of men, who link hands to
steady their steps, and lend each other mutual support” (Quint. 9, 4, 129). It will
be seen that the length of the isocolic units may vary depending on those aspects
of the "Life" which are emphasized.

The "Life of Aleksandr Nevskij" should be considered a kind of hagiography
marked by that ornamental style which is distinctive of the contemporaneous
"Passion" (Skazanie) and Encomium of SS. Boris and Gleb as well (Lixaéev
1977(1973), 87). As far as the specific character of the "Life" is concerned: the
central sections of the text are distinctly secular in substance and style, whereas
the framing parts contain the features distinctive of a hagiographical life (hagio-
graphical topoi, prayer‘s for assistance, the miracle at the end). But this does not
mean that a complete new genre of the secular biography was born {(Ingham
1968, 194). Or, drawing a parallel with the Old Russian icon, it was not so that
the klgjma and the central figure have changed places in the "Life". Thus it
would be an error to define the "Life" as an autonomous literary genre, the
secular biography, as has been proposed by Cizevskij (Cizevskij 1960, 138ff.). It
is hardly possible to find a distinct category of biography in Old Russian
literature. The majority of the works defy a definition of life-writing, and those
which may fit such a definition are still bound too closely to the practices of
hagiography (Ingham 1968, 198). Although the "Life" can hardly be considered a
secular biography in the strict sense of the word, it is, at least, a transitional form
toward such a genre (idem, 197).

It has correctly been observed that the "Life" occupies a special place in Old
Russian literature because an endeavour has been made in it to find a new
hagiographic form adequate for rendering the life of an important layman.
Distinctive features of existing genres like hagiography, punegyrical works, and
historiography can be retraced in it (Ingham 1968, 193). This observation is of
interest as a valid definition of the above-mentioned genre has to rest on a
careful analysis of structure, style, and perspective (or, viewpoint) (idem, 198).
The significance of the point of view appears from the important role played by
the procedure of selection. Thus the narrator’s attention is constantly focused on

Prince Aleksandr Jaroslavi¢ and his actions. In other words, the procedure of
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selection manifests itself in the programmatic character of the "Life" which
implies that the narrator constantly emphasizes particular aspects of represented

reality, dependent on the intended effect.

22. The esence of an ornamental style for the determination of isocolic

patterns.

Again: in the "Life" the interpretants of the verbal signs rather than their
denotations or meanings play a key role. They determine the isocolic patterns of
the text-parts. It was observed above that the interpretant-value of medieval texts
resides in their applied character, by virtue of which they seem to pose the
reader the question: "what do you want to see in me?", rather than addressing to
him one, invariable, message. The ornamental character of the "Life" is worded
in particular by the repetition of words and phrases.

Some examples will be analysed now from which it becomes evident that the
semantically flexible character of ornamental words emerges when use is made
of the stylistic procedure of repetition, which in its turn, determines the isocolic
pattern of the passages. In the prologue the narrator utters his intention in the

following way:

o

. / O gospodé / nasem’/

2. [/ Isuse / Xriste /,

2. / syne / bozii /,

2. / Az" xudyj / i mnogogrésny;j /,
2. / malo / s"'myslja /,

. / poku$ajusja / pisati /

2
4. / zitie / svjatogo / knjazja / Aleksandra /,
2. / syna / Jaroslavlja /,

2

. / a vnuka / Vsevoloza /.
4. / no / molitvoju / svjatya / Bogorodica /
4. / i pospéseniem’ / svjatogo / knjazja / Aleksandra /

2. / nac¢atok” / polozju /.
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"In our Lord/, Jesus Christ/, Son of God/, I, base and sinful,/ frivolous as I
am/, will try to write/ the life of the holy Prince Aleksandr/ the son of Jaro-
slav/, and the grandson of Vsevolod/" ... But with the help of the Holy Mother
of God/ and the support of the holy Prince Aleksandr/ I will make a start”
(Begunov 1965, 160), it. mine, PMW).

The significance of the earlier-mentioned chorus-function, distinctive of medieval
literary texts, is expressed here by a specific use of repetition, in the form of
appositions. Thy act as a rhythmical logical response to the preceding statements
(Picchio 1973b, 326). In other words, the significance of the interpretant of a sign
in an ornamental style emerges in this example in the phenomenon that there is
a figure playing a role similar to the chorus in Greek tragedy, as he refers to the
connotations "son of God", "son of Jaroslav" and "grandson of Vsevolod" of the
verbal signs /Jesus/ and /Aleksandr/ respectively rather than to their denotati-
ons "Jesus” and "Aleksandr". The significance of the word /holy/ in this context
is that, by its repetition, the general tone of the Prince’s life is set. This is,
indeed, more important than its denotation, the concept "holy", to which it refers.
Consequently the ornamental character of the word becomes visible. Thus it is
distinctive that /holy/, as an epithet of the protagonist, is used in the same
context with the Mother of God for whom it is the proper qualification rather
than for Prince Aleksandr.

The chorus-like character of appositions is particularly clear in the time-indicati-
ons. It was observed earlier that medieval texts contain deictic temporal and
local markers like : "at that time", "three years later”, "on that place” etc. rather
than exact indicators like "on March 17th, 1246", "in Novgorod", etc. The use of
appositions give an indication concerning the isocolic pattern of a particular text-
part in this connection as in the passage which illustrates Aleksandr’s campaign

against the Germans after the Battle against the Swedes:

2. / Po pobéde ze / Aleksandrove./
2. / jako ze pobedi / [korolja),/

2. / v tretij / god, /

2. / v zimnee / vremja / (etc.)
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/"after Aleksandr’s victory/, when he had defeated [the king (of the Swedes)]/,
in the third year/, in wintertime"/, (etc.) (Begunov 1965, 169). The style-figures
of parallelism and repetition serve as indicators of the isocolic pattern of the text

in the following passage:

3./ Noi/ vzor" / ego /

3. / pace / inéx / ¢telovek” /

2. /iglas / ego- /

3. / aky / truba / v narode /,

2. / lice 2e / ego- /

3. / aky / lice / losifa /,

3. / ize / be postavil” / ego /

2. / egipet’skyj / car’ /

3. / vtorago / carja / V" Egipté /

/"But his eye / was keener than other men’s/ and his voice/ was like a clarion
among the people/ and his face/ was like Joseph’s face/ who was made/ by the
king of Egypt/ the second king in Egypt/" (Begunov 1965, 160). The passsage
shows a rather consistent pattern of alternating isocolic units of the type 3/2 This
alternation of short periods, consisting of only a few kola may be caused by the
circumstance that this is an enthousiastic report about the protagonist’s qualities.
The parallelism of the lines gives a clear indication of the isocolic pattern of the
lines. The words /king of Egypt/ refer to their extra-linguistic denotation "king of
Egypt" meaning the king as he reigns at a given moment T1. The words /king in
Egypt/, however, do not only denote "Egyptian king", but connote "Joseph” too,
because the latter succeeds the king at a given moment T2. In other words: by
the anaphoric reference of the words /king in Egypt/ to the words /king of
Egypt/ earlier in the context, not only the consecutive character of the reports of
the two reigns is stressed, but the fact that one reign succeeded the other.

In the description of Beglusi¢’s vision before the Battle against the Swedes in
1240 the events are presented as taking place consecutively as well. About the

latter the narrator informs as follows:
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4. / Tém 2e / spodobi / ego / bog" /

4. / videti / videnie / strasno / v t"j den’. /
2. / Skazem" / vkratce. /

3. / Uvedav [uvidev?] / silu / ratnyx /

3. / ide / protivu knjazja / Aleksandra /
3. / da skazet” / emu / stany. /

3. / Stojas¢ju 2e emy / pri krai / morja, /
3. / i strezase / oboju / puti, /

4. / i prebyst’ / vsju / nos¢ / v" bdénii /.
4. / I jako 2e / na¢a / v'sxoditi / solnce,/

4. / slysa / sjum” / strasen” / po morju /

4. / i vidé / nasad" / edin" / grebuse’, /

4. / posredi nasada / stojaS¢a / svjataja / muéenika /
4. / Borisa / i Gleb" / v" odezdax / ér"vlenyx /

4. /i bésta / ruky / dr"zas¢a / na ramex. /

"Consequently, God wanted him/ to see a terrible vision that day./ We shall tell
it briefly.,/ Having been informed of [having seen?] the hostile forces,/ he had
gone to Prince Aleksandr/ in order to tell him the [situation of the) camp./ He
was standing near the seashore/ and was watching both ways/, and spent the
whole night awake./ And when the sun began rising,/ he heard a terrible noise
on the sea/ and he saw a ship being rowed/ and standing in the middle of the
ship the holy martyrs/ Boris and Gleb, in blood-stained clothes,/ with their
hands on their shoulders/" [i.e. with their arms crossed on their breast] (Begunov
1965, 164f.). The regular isocolic pattern of this passage, mostly consisting of
periods of 4 kola, may be determined by the circumstance that it contains a
report which is not given from the first, but from the secord hand, by a narrator
who is visualized first. Furthermore, the isocolic pattern of this passage shows
itself by the possibility of the text to be subdivided in such a way that the regular
consecutive order of the reported events becomes evident. Consequently, a
“vertical reading” of the passage yields interesting results. By the first kola of
each respective isocolic unit the constituent elements of the temporally determi-

ned order of events are indicated. Thus, if it is taken for granted that the
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passage is a logical whole, its first accentual unit (/Tém 2¢/; "consequently”)
summarizes the whole following message because it establishes the link with the
preceding passage ("For that reason the Lord wanted him to see.."(etc.)). The
narrator makes a sharp distinction between his own modeled time and that of
the literary figure here. These two different time-conceptions are bridged by the
use of the words "to tell* (/skazat’/). The hierarchy of the modeled time of the
narrator and the literary figure can be presented schematically in the following

manner,

"Therefore, God wanted him.., " (L)
"to see a lerrible vision... " (S)
"Let us tell it briefly... " (N)

"Having been informed

of the hostile forces... "  (F)

= logical observation of reporter-narrator
= summarizing information

narrator’s modeled time

m Z »w r
]

literary figure’s modeled time

It is the narrator who enables the reader to witness the events which are
explicitly reserved for the person operative in the modeled time and space of the
narrative. He informs the reader of what he is going to do first, at a moment T1
("Let us tell.."). Then it is reported that the literary figure is informed of the
hostile forces ("having been informed”, "having seen," according to other variants
of the text; at a moment T2). Pelgusij consequently goes to the Prince (ide; T3),
in order to warn him (da skazet"; T4). By keeping watch (stojas¢éemu; TS) he
barriers the way (strezase; T6). The whole ensuing night he stays awake (pre-
byst’; T7). When the sun rises (isocolic unit introduced by jako; T8), he hears a
terrible noise (slysa: T9Y). Then he sees a ship (vide; TiC). His attention is,
consequently, drawn to a particular part of the ship (its middle part: posredi
nasada; T11). He then sees Boris and Gleb (Boris; T12). Next his attention is
drawn to details of the persons, that means, their clothings (i_bésta... ; T13).
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Then a comparison is made of the Grand-Duke with the Roman Emperor

Vespasian. The isocolic pattern of this passage may look as follows:

. / Inégde / ispol¢isja /

./ k" gradu / [Atapatu] / pristupiti, /
. [ iissedde / grazane /

. / pobeédisa / pl'k" / ego, /

. / 1 ostasja / edin", /

./ i, v'zvrati / k gradu / silu ix", /
./ k" vratom / gradnym, /

. / i posmejasja / druziné / svoej, /
./ i ukori ja, / rek" /

. / ’Ostaviste / mja / edinogo’ /

./ Tako 2e / i knjaz’ / Aleksandr”, /
. / -pobeézaja, / a ne pobedim", /

BN W W W N W N W NN W

"Once he prepared/ to attack the town of Antipatris/ and the citizens, having
come out,/ defeated his army,/ and he stayed alone,/ and he forced their army
back to the town./ to the towngates/ and he mocked his druzina/ and scolded
them, saying:/ "You left me alone!"/ In the same way is Prince Aleksandr/
victorious, and invincible"/ (Begunov 1965, 161). In this passage an indication is
given of the isocolic pattern (2/3/2/3) by the phenomenon that a series of
dramalic events is reported not from the second, but first hand.

The events are narrated in a strictly chronological order, and the constituent
clements of the temporal process coincide with the first kola of each isocolic
unit. Thus the Emperor makes preparations first (/ispoléisja/; T1). Then he
attacks the town (/pristupiti/; T2). The citizens leave the town (/isSedse/; T3)
and defeat the Emperor's army (/pobédisa/; T4). The latter consequently
remains alone (/ostasja/; TS). But he beats off the hostile force (/v"zvrati/; T6),
even to the town-gates (/k” vratom gradnym/). He laughs at his army (/posmé-
jasja/; T7), then he reproaches it (/ukori ja/; T8), saying: "You left me (/gstavis-
te mja/; T9) alone!" In the last two lines the whole story (which has just been

told) is summarized with the words: "And so was Prince Aleksandr... (etc.)". The
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words "victorious and invincible" (/pobéz2aja, a ne pobédim"/) refer both directly

to their extra-linguistic denotations "victorious" and "invincible” respectively, and,
anaphorically, to the word /pobédisa/ mentioned earlier in the context. This
verb-form applies to the citizens of Antipatris who did, indeed, defeat Vespasi-
an’s army, although they were unable to vanquish the latter himself. The
suggestion of the above-mentioned consecutivity of the described events, raised
by the anaphoric reference of the words "victorious” and "invincible", is stressed
by the shift of the point of view. Thus it is evident here that by the repetition of
the word-stem pobéd* occurring in the above-mentioned words not only the
consecutive character of the described events in the Erzihlzeit is emphasized,
but in the Erziihlie Zeit as well. First we read about the victory of the inhabi-
tants of Antipatris over Vespasian's army, which is followed by the report of the
Emperor’s heroic deeds against them. Then we are informed that Aleksandr was
to the same degree "victorious and invincible". The coincidence of the two above-
mentioned kinds of time is visualized in Vespasian’s exploits which precede
Aleksandr’s. The Emperor Vespasian’s victory is represented as not absolute in
so far as it is contrasted to the defeat of his army. Thus the Emperor exclaims to
his army, having scolded it: "You left me alone!”

The case of Aleksandr, however, is different, because there two decisive battles
take place. The first, the Battle against the Swedes, is presented by the narrator
as a virtually personal confrontation of the protagonist with his enemies, but in
the second, the Battle against the Teutonic Order, he is supported by strong
forces. In other words, there is a relation of analogy between the Prince and the
Emperor Vespasian, because he is simultaneously identical with and different
from him. He is identical with him in the Battle against the Swedes in which he
stands nearly alone, in the same way as the Emperor stands alone in his fight
with the citizens of Antipatris but he is different from him in the battle against
the Order because there he is supported by a strong army.

Thus the idea of "victory” is again expressed in a hierarchical manner, by an
analogy, in the manner indicated by Heraclitus. From the formula it is evident
that in Aleksandr’s case the members of the opposition "victory"/"defeat” are
combined in so far as there is no defeat contrary to Vespasian’s army. In other

words, only Aleksandr is qualified as both victorious and invincible in the strict
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sense of the word. The formula runs as follows:

A : Bl = B2 : C
0 Vespasian =  Aleksandr : victory
a : "victorious" "victorious” ("idea of
and invinc- victory")
ible"
(personal (absolute
victory) victory)

Given the fact that the relation between A and B 1 should be the same as that
between B 2 and C, and A has a zero-value, the abstract idea of "victory” is, as it
were, constructed by the representation of concrete victories. The hierarchical
construction of the abstract idea of "victory" is presented as being the result of
the successive character of the victories. See the words /pob&zaja, a ne pob-
edim"/. These refer both directly to Aleksandr whose victories are qualified as
complete, and, anaphorically, to Vespasian, whose victory is personal, that
means, incomplete. Reference should be made again to a similar "gradual”
realization of the concept of "holiness”, by means of an analogy, in the "Life",
Thus in the "Life" a progress is described from human imperfection to superhu-
man, divine perfection. Human imperfection is expressed by the narrator’s
statement in the prologue of the work: "In Our Lord Jesus Christ, Son of God. I,
base, sinful and frivolous as 1 am, will try to write the life of the holy Prince
Aleksandr, the son of Jaroslav, the grandson of Vsevolod” (Begunov 1965, 159; it.
mine, PMW).

After the prologue the description of the first part of the protagonist’s life starts,
which is concluded with the Battle against the Swedes in 1240. During this
period Aleksandr's typically human character-traits stand central, whereas after
that event his superhuman traits are emphasized. For instance, before the Battle
against the Swedes it is reported that the prince prays for success in the coming
battle:

... ha¢a molitisja s" slezami:
“ ..he began to pray with tears in his eyes:... ", and, after the prayer:
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On 2e, izsed is cerkvi, uter” slezy... "And he left the church, and wiped off his
tears... " (Begunov 1965, 163, it. mine, PMW). In other words: it is evident that
Aleksandr’s behaviour is marked here with the typically human feature of fear.

Then it is reported that his army is only weak:

./ Si rék, / pojde na nix" / v malé / druzine, /
. / ne s"zdavsja / s" mnogoju / siloju / svoeju, /
./ no / upovaja / na svjatuju / troicu. /

./ Zalostno 2e beé / slysati, /

. / jako otec’ / ego, /

W N N e e

. / knjaz’ / velikyj / Jaroslav”, /

LTS

. / ne bé veédal / takovago / v"stanija /

2. / na syna / svoego, /

2. / milago / Aleksandra, /

3. / ni onomu / byst’ kogda / poslati/

3. / vest’ / k" otcju / svoemu: /

3. / uze bo / ratnii / priblizasasja. /

4. / Tém 2ze / i mnozi / novgorodci / ne sovokupilisja beésja, /

oS

. / poneze / uskori / knjaz’ / pojti. /

"With those words he attacked them with a small company,/ not waiting for his
major force,/ but relying upon the Holy Trinity./ It was a pity to hear / that his
father,/ the Prince Jaroslav,/ had neither learnt that such a revolt/ was taking
place against his son,/ dear Aleksandr,/ nor that the latter had found an
opportunity to send/ his father word:/ already the [hostile] forces were approa-
ching./ Thus not many men from Novgorod had joined,/ for the Prince was in a
hurry to depart”/ (Begunov 1965, 163f.; it. mine, PMW). The isocolic pattern of
this passage is determined by its dramatic character. The use of the word
/zalostno/ (“it was a pity") is illustrative in this connection. Apparently the
narrator feels a necessity to emphasize the emotional aspect, although this is not
completely logical. Therefore he uses it in a line consisting of two cola only. The
reader might reason as follows: "given the Prince’s confidence in the Holy

Trinity, why should the narrator have doubts as to the outcome of the battle?”

74



000806860

For the moment being, however, the motif of human fear dominates the narra-
tor's argumentation. Apparently the narrator experiences the need to emphasize
this dramatic character of the text by using at the beginning of each isocolic unit
words marking oppositions, as well as emotionally loaded words and phrases (for

(LI 1}

instance, "not (waiting)", "but (relying on the Holy Trinity)", "it was a pity", "dear
(Aleksandr)", "already”, "had neither learnt", "thus". The description is concluded
with the report of the Grand-Duke as he personally thanks the Lord for His
mercy, which impelled Him to grant the victory to him. Two years later, howe-
ver, during and after the Battle on the Ice against the Teutonic Knights, the
situation is depicted as different. Then not the typically human character-traits of
the protagonist’s fear and weakness are emphasized, but rather those of strength.

Thus it is reported that Aleksandr’s forces are strong:

3. / Otec’ ze / ego / Jaroslav" /

./ prisial” bé / emu /

4. / brata / men’Sago / Andréja / na pomose’ /
2. / v" mnozestve / druziné /

3. / Tako 2e / i u knjazja / Aleksandra /

2. / mnozestvo / xrabryx, /

4. / jako ze / drevle / y Davyda / carju /

2. / silnii, / krepcii. /

4, / Tako i / muzi / Aleksandrovy / ispolni§asja /

o

2. / duxom / ratnym” : /

2. / bjaxu bo / serdca ix, /

./ aky / serdca / lvom” // i résja: /

./ "O, knjaze na§’ / ¢&estny)! /

. / Nyné / prispé / vrémja / nam /

. / poloziti / glavy / svoja / za tja." /

o

L N 8

"And his father Jaroslav/ had sent him/ his younger brother Andrew [Andrejas]
to his aid/ with a numerous druzina./ Similarly Prince Aleksandr had/ numerous
champions/ as once king David had,/ strong and firm./ In the same way Alek-

sandr’'s men wre full/ of fighting spirit./ Their hearts were/ like lions’_hearts,
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and they said:/ "O honoured Prince of ours!/ Now the time has come for us/ to
incline our heads for you" (Begunov 1965, 170; it. mine, PMW). In this passage
the three-kola periods contain the essential information in so far as the two most
important figures (the Princes Aleksandr and Jaroslav) are mentioned in them.
They are presented as active in the scene. The last three-kola line is important
as Prince Aleksandr is addressed here by his title (/knjaze/). The four-kola lines
are less essential in so far as they contain information about the supporters of
the protagonist, i.e. his brother Andrew and his soldiers (muzi/), as well as the
words pronounced by the latter. Moreover, they express similes ("King David",
"lions", introduced by the word /jako/, /aky/). In addition, the two-kola lines
have an apposition-like character.

Actually the concluding two four-kola lines of this passage give information in
the form of appositions too. This information has an important narrative
function: "Now time has come to incline our heads.." The parallelism in the
concluding four-kola-lines manifests itself, in the first line, in the use of an
intransitive verb-form (/prisp&/; "has come”), followed by a noun in the nomina-
tive (/vrémja/; "time"), and a personal noun, indicating an indirect object
(/nam/; "for us"). In the second four-kola-line a transitive-verb-form is found
(/poloziti/; "to lay down"), a noun in the accusative (/glavy svoja/: "our heads")
and an indirect object, indicated by a personal pronoun in the accusative
preceded by a preposition (/za tja/); "for you"). In other words, the two lines
could be rewritten as follows: /We have time now/ and /you get our heads/.
Furthermore, the following parallelisms are striking: the first three cola of the
first and the third lines /otec 2e / ego / Jaroslav" / - / - / brata / men’Sago /
Andréja /. See further, the fourth, sixth, 8th and 10th lines: / v" mnoZestvé /
druziné / - mnozestvo / xrabrvx / - / silnii / krepeii / - / duxom / gatnym” /.

Compare also the internal rhyme in the 11th and 12th lines: / bjaxu bo / serdca
ix / - aky / serdca /.

Then the Grand-Duke’s prayer is rendered. This is, contrary to his prayer before

the Battle against the Swedes, not accompanied by cries of distress or correspon-
ding actions. It is conspicuous that the Battle against the Teutonic Order is not
followed by a thanksgiving service as the Battle against the Swedes is. In other

words, one gets the impression that the protagonist no longer considers this
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necessary. The whole description of the first-mentioned Battle breathes Alek-
sandr’s self-confidence. Thus, whereas in the Battle against the Swedes the
Prince is depicted as a humble servant of God, the reverse holds as far as the
Battle against the Teutonic Order is concerned; there the Lord is rather conside-

red the Prince’s servant:

4, / Zdeé 2e / proslavi / bog" / Aleksandra /
2. / pred vsémi / polky, /

4. / jako ze / Isusa / Nawvina / u Erexona. /
2./ Aize [ rete: /

3. / 'Imem" / Aleksandra / rukami,” /

3. / sego / dast’ / emu /

3. /bog" / v ruceé / ego. /

"Here God glorified Aleksandr/ before all the troops,/ in the same way as
Joshua, son of Nun,/ was glorified at Jericho./ And he who said:/ "We will take
Aleksandr with our hands,’/ was placed/ by God in is hands"/ (Begunov 1965,
171f.). In this passage the isocolic pattern is marked by a combination of
alternating accentual (4/2/4/2) and paired units (3/3/3). In the first three lines
the style-figure of repetition plays a role again as the second and third lines
contain appositions to the constituent elements of the first line (“here"/"before
all troops”, "Aleksandr”/"Joshua, son of Nun", and "here"/"at Jericho", respective-
ly). In the last four lines the first kolon each time contains the essential informa-
tion. Thus the motifs of divine omnipotence and human weakness are presented
by the opposition of the carrier of divinity ("God") (/bog") as the subject of the
action, and those who were supposed to take Aleksandr prisoner (/ize rece/).
The members of this opposition are combined by those people functioning as
direct and indirect object of the action (expressed by the verb "to take prisoner”
(/imem"/). These are the soldiers of the Order, indicated by "he" (/sego/), in "he
was placed”) and their supposed victim, Aleksandr, indicated by "his” (/emu/; in
"in his hands") respectively.

In this example it is suggested that Aleksandr is transformed from an ordinary

man into God’s chosen one, which implies that he is invested with great authori-
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ty. The reference to the story of Joshua from Joshua 6 is interesting here as
Aleksandr’s behaviour is, as it were, legalized by that of his "predecessor”. Thus
the biblical Joshua exactly carries out God’s commitment and is accordingly
invested with a similar authority, that is, the authority to lay his curse on Jericho.
Later on we will pay more attention to this specific procedure by which Alek-
sandr’s actions are legalized (see par. 2.4.).

The superhuman character of the hero after the Battle against the Teutonic

Knights is described in the following statement:

5. / I ne obrétesja / protivnik" / emu / v" brani / nikogda ze./
5. / 1 vozvratisja / knjaz’ / Aleksandr" / s pobédoju / slavnoju./
4. / 1 bjase mnozestvo / polonenyx / v polku / ego, /

3. / i vedjaxut’ / bosy / podle konii, /

5. / ize / imenujut” / sebe / bozii / ritori. /

"And nobody could ever be found stronger than he in battle/ and the Prince
Aleksandr Jaroslavi¢ returned home with a famous victory.,/ And there was a
throng of prisoners in his army, / and they led them barefoot walking behind the
horses,/ those who call themselves the 'Knights of God™ (Begunov 1965, 172). In
this passage it is evident that the isocolic pattern is again determined by the
emphasis laid on those elements bearing the most important information. Thus
the two first lines run parallel where in the second colon of each unit the
carriers of the opposition are presented, that means, the carriers of the motifs
"victory" and “"defeat" respectively (/protivnik"/; ("opponent”) and /knjaz'/,
("Prince (Aleksandr)"). The corresponding place in the third isocolic unit is
occupied by those who combine the two above-mentioned parts of the oppositi-

on, i.e. the "throng (of prisoners)" (/mnozestvo/ (polonenyx)). It is distinctive of

these that they first belonged to the enemies of Aleksandr (before the Battle, at
a moment T1), but afterwards to his "own" people (at a moment T2). An
indication of the isocolic pattern is also given by the internal rhyme of the words
/bosy/ ("barefoot”) and /bozii/ ("of God") in the second and third kola of the
fourth and fifth line respectively.

The representation of the protagonist as a superhuman figure is stressed by the
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narrator’s tendency to describe the miracles as social rather than strictly personal
events in the course of the narrative. So the miracle preceding the Battle against
the Swedes on July 15, 1240 is still described as a strictly personal and private
affair. This miracle is presented as a vision, seen by only one person, Aleksandr’s
kinsman Beglusi¢’ (Pelgusij, or Philip). This man is qualified as highly pious; a
rather detailed biography is given of him. Having heard the vision in which the
sacred Boris and Gleb are operative, the Prince retorts: "Don’t tell anybody
anything!" (Begunov 1965, 166). In other words, the miracle is described explicitly
from the point of view of two pious men of high moral standing. As the miracle
is presented as having been seen by one man its value seems to decrease; it may
have been a mere (typically human) dream. Something similar is the case after
the Battle against the Swedes; it is reported that: [... obon" pol" réky lzery, idé
2e b" neproxodno polku Aleksandrovu. Zdé 2ze obrétesja mnogoe mnozestvo
izbieno ot aggela bozija.)

".. on the other side of the Izero-river where Aleksandr’s armies could not
penetrate, there were found a great many enemies, killed by an angel of God... "
(Begunov 1965, 168; this passage is not found in the basic text, and has been
reconstructed by the editor on the basis of other variants; no endeavour has
consequently been made here to present its isocolic pattern),

This event is, as it were, legalized by a reference to the Second Book of Kings
19, 35, 36, but it is completely left undecided whether there was a witness of this
miracle. This presentation of miracles as "private affairs” is dropped in the report
of the Battle on the Ice, against the Teutonic Knights. The narrator concludes
his report of this Battle with the observation of an eye-witness who saw that all

the ice was covered with blood. He continues:

4. / Se ze [ slysax / ot samovidca, / ize re¢e mi, /

4. / jako videx / polk" / bozij / na v'zdusé, /

3. / prisedsi / na pomos¢’ / Aleksandrovi. /

4. / I tako / pobeédi ja / pomoseiju / bozieju, /

3. / i dasa / ples¢a svoja / i sécaxut’ ja, /

4. / gonjasée, / aki po i aéru, / i ne bé kamo / uteséi. /
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"I heard that from an eyewitness, who told me:/ 'l saw God’s host in the air,/
which came to the help of Aleksandr’ And thus he defeated them with God’s
help,/ and they gave their support and slew them,/ and chased them as if
through air, and there was no place to flee"/ (Begunov 1965, 171). In this
passage it is evident that the four-kola-lines contain the primary information and
the three-kola-lines the secondary. Thus in the first four-kola-line the narrator
emphasizes the authenticity of his report; the next four-kola-line derives its
importance from the word "God" {/bozieju/) in it. The same holds for the fourth
line. The information given in the third and fifth line is of secondary imortance
as it is stated there that God’s angels came to the Prince’s help only. The last
line is again essential as it is emphasized there that the defeat of the enemies
was unavoidable: "there was no place for them to flee."

In the above-mentioned example the “social character” of the miracles is empha-
sized by the narrator’s explicit statement that in this case (contrary to the two
preceding ones in which it was either left undecided whether somebody witnes-
sed the miracle, or in which it was presented as a purely private affair) the
miracle was indeed seen by several people. It is evident in this example that the
idea of "divinity” is rendered by means of an analogy, which can again be worded

in the form of a formula in the following manner:

a : b(1) = b(2) : c
0 : Aleksandr Aleksandr divinity
narrator - (human) + (divine) + (divine;
- (human; + (divine)- (human) miracle
"wretched") (Battle  (Battle at
against  against Aleksandr’s
Swedes) Teutonic death)
Knights)

Thus the Prince gradually moves the borders of his temporal personal existence,
determined by battles, toward an atemporal existence, beginning at the moment
of his death. Only then the Prince seems to start his "function” as a sacred

person, to whom ordinary man may turn himself in his prayers. So only after his
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death Aleksandr is presented as accessible to man. Thus, given the fact that the
battles in the "Life" can be considered as being similar to the klejma on the icon,
a parallel can be drawn with the Old Russian icon in so far as the Prince seems
to come forward from the klejma of the iconic visualization of his life, entering
the central part of that representation. The development of the above-mentioned
suggestion of the accessibility of the protagonist to the reader takes place very
gradually. Reference should again be made to the fact that whereas in the
miracle preceding the Battle against the Swedes only two persons are involved,
the miracle taking place during the battle against the Teutonic Knights is seen by
several persons. However, this miracle is not presented as completely accessible
to everybody. Thus the narrator seems to make a reservation when he says: "I
heard that from an eye-witness, who told me: 'l saw God’s army in the air..”™
(etc.; Begunov 1965, 171). In other words, the narrator puts this observation into
the mouth of somebody else, thus framing it in the manner, characteristic of the
Greek romances. There a similar framing-technique is used in order to stress the
authenticity of the reportd events as the literary figures tell the events on their
own authority. However, at the conclusion of the "Life" all reservations are cast
aside by the fact that the narrator emphasizes that the miracle is not just
reported by some autonomous witness, but by his lord himself, who is mentioned

by name.

4./ Byst’ ze / togda / ¢judo / divno, /

2./ i pamjati / dostojno, /

2 / Egda ubo / polozeno byst’ /

4./ svjatoe / telo / ego / v raku, /

3./ togda / Savastijan / ikonom" /

2./ i Kiril" / mitropolit /

4./ xotja / roZ’jati / emu / ruku, /

4./ da vlozat / emu / gramotu / dusevnuju. /
3./ On 2e, / aky / 2iv" sus¢i, /

3./ rasproster” / ruku / svoju /

4./ i vzjat / gramotu / ot ruky / mitropolita. /
2./ 1 prijat’ 2e ja / uzast’, /
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4./ i [edva] / otstupisa / ot raky / ego. /

4./ Se 2e byst’ slysano / vsém" / ot gospodina / mitropolita /
2./ i ot ikonoma ego / Savastijana. /

5./ Kto ne / udivitsja / o sem", / jako télu / bezdusnu sus¢ju /
5./ i vezomu / ot dalnix / grad" / v zimnoe / vremja! /

5./ 1 tako / proslavi / bog" / ugodnika / svoego. /

"And at that time there happened a miracle wonderful/ and befitting to be
remembered./ When the holy body was placed/ into the coffin,/ then Savastian
the cellarer and Metropolitan Cyril/ wanted to open the hand [of the Prince] to
put into it the charter [with a prayer asking for the remittance of the sins]./ But
[Aleksandr] himseif, as if he were alive,/ extended his arm/ and took the charter
from the hand of the Metropolitan./ And they were so seized by awe/ that they
could hardly step away from the coffin./ This was divulged to all by the lord, the
Metropolitan/ and his Cellarer Savastijan./ Who would not marvel at this, for
the body was inanimate and brought/ from distant towns in winter time./ And so
did God glorify His servant”/ (Begunov 1965, 179). In this passage it is evident
that the isocolic pattern is determined by the emphasis which is laid on words
containing either an emotional value, or a goal-directed action. Consequently
these words are placed at the beginning of each isocolic unit (for instance:
("befitting 10 be) remembered” (/i_pamjati (dostoino)/), "holy" (/sviatoe/),
"wishing" (/xotja/). "to put (into his arm)" (/da_vlozat/). Moreover, another
signal for the specific character of the isocolic pattern is given by the earlier-
mentioned phenomenon that, in the process of a "vertical reading” of this
passage, it appears that the first words of each line indicate the constituent
elements of the temporal sequence of the reported events. Thus the first
statement "there happened” (/byst’/) has a framing value as it summarizes these
events and qualifies them as "befitting to be remembered.” The information,
introduced by the word "when" (/egda/) takes place at a moment T1, then comes
the information introduced by the words "at that time” (/togda/). It is reported
that the to men wanted to open the Prince’s hand ("wanting", (/xotja); at a
moment T3), “in order to put into it..." (/da_vlozat/); at a moment T4). But the

Prince, "as if he were alive" (at a moment T5), "extends his arm™ (/razproster/),

82



00060850

(at a moment T6), and "takes (T7) (/vzjat/) the charter." "And they were so
seized by awe... " (/prijat’/; T8) that "they had difficulty” (/edva/; T9).

In this pasage the stylistic devices of parallelism and repetition are equally
important as the appositions. It is distinctive of this passage that the respective
parts of the message are, as it were, split into juxtaposed, equivalent phrases
("Savastijan and Cyril"; "he extended his hand and took the charter... *, "and they
were seized by fear... " (etc.). Vestiges of internal rhyme are found in the use of
the words /roz"jati/), /vzjat/ and prijat/ (standing in the beginning of three
respective isocolic lines), and /raku/, /ruku/, /ruku svoju/ and /ruku mitropoli-
ta/ (at the end of four respective isocolic lines). See also the words /mitropolit/
and /mitropolita/ which are found at the end of two isocolic lines. In this
example the miracle is presented as being completely accesssible to everybody,
which implies that the Prince has completed his transformation from a private
person into a sacred one. Consequently, the representation of the idea of
"divinity" is completed.

Summarizing, it is evident from the above-mentioned examples that the "Life" is
largely constructed according to isocolic patterns the specific character of which
is determined by style-figures like parallelism and repetition. Thus it is often
possible to distinguish the chorus-like value of those text-parts in which these

style-figures occur.
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WO IV

2.3. The function of the coincidence of "Erzihlzeit” and "Erzihlte Zeit."

In the representation of the world as a block universe the distinctive feature of
mythical and medieval texts, according to which the present and the past are
enriched at the cost of the future, plays a role. The reversal of the representation
of the future and the past in accordance with Lixa¢ev’'s earlier-mentioned
observation is is reflected by the specific use of the Erzdhlzeit and Erzihlte Zeil
(for a definition of the terms see Miiller 1948).

The heading of the work is illustrative here. It should be emphasized that the
variant on which Begunov bases himself (Ps.; see n. 22) runs as follows:

Povésti o 2itii i o0 xrabrosti blagovérnago i velikago knjazja Aleksandra.

“The tale about the life and courage of the hononored and great Prince Alek-
sandr” (Begunov 1965, 159). The word /povésti/ is interesting here as it gives an
indication of a negative mode rather than of a literary kind. It is distinctive of a
povest’ that it treats the temporal events as parts of an integrated story, with a
perspective on the action as a whole, and that it contains a complete story
(Ingham 1987, 182). When the word /povést’/ is found in a hagiographical work
(such as the "Life") we know that something new and unusual is happening
(ibidem). In this quality of the word /povést’/ the medieval idea of the world as
a block-universe is retrieved. When using it, the narrator explains that he is very
well aware beforehand of what he is going to narrate. Thus the narrator gives a
clear indication that the time at which he starts the narrative is situated after the
object of his description has completed his life.

After this heading the narrator continues with his Prologue in which he expresses
his humility. In other words, this moment of narration (Erzihlzeit) coincides with

the Erziihlte Zeit from the prologue. Then, however, the narrator jumps from

that moment in the Erzihlte Zeit (which is maximally near the producer) to a
moment which is farther away: that at which the protagonist was born. Actually
the headings of practically all other variants are more interesting in so far as
they contain in various forms the information of the protagonist’s death in 1263.
Thus some variants contain the message of this event as having taken place on
November 23 of that year, followed by the exclamation: "Let us tell his courage

and life." Another variant presents the Prince’s death as having taken place on
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September 19; this message is followed by the same exclamation. Again in other
variants the report ot the Prince’s life is announced under the mere date
“November 23", and in still another variant under the date "November 27." In
these variants the narrator begins to tell the end of his protagonist’s life, which is
the event, nearest to the moment of narration. This moment of narration {or
Erzihlzeit) coincides with the Erzihlte Zeit of the prologue which precedes the
story proper. The block universe is represented at the end of the "Life" where
the protagonist’s dying-day is mentioned again. But this is done there in a
somewhat different form. Thus, whereas in the proem the dying-day is November
23, 1263, at the end of the "Life” the funeral is reported to have taken place on
November 24 (in some variants: 23) whereas at tt’le end of the text the dying-day
is November 14 (in all variants). The earlier-mentioned ornamental style
manifests itself in the two dates /14/ and /24 November/ as these apparently do
not primarily refer to two extra-linguistic referents (the dates "14" and "24
November" respectively), but rather, anaphorically, to each other as they function
in different parts of the text, as well as to the earlier-mentioned date of "Novem-
ber 23rd" in the prologue.

Here the temporal indications have an ornamental character. Reference should
again be made to Le Goff's observation that time-indicators in the Middle Ages
primarily had a deictic value. This is a logical result of their secondary character
(superimposed as they are from the synaxenaries). Thus the block-universe
becomes visible as the date "November 23" has a special quality. Actually there
exists a relation of analogy between this date as it is operative in the prologue
and the two dates in the conclusion of the "Life". In this duplication a procedure
of anaphoric reference can be seen at work; thus the key role of human consci-
ousness, or mind, is emphasized. The repetition of the passage under discussion
stresses its authenticity in a manner similar to that explained in chapter 1, par.
3.2. concerning paintings within paintings. It was seen there that by the applicati-
on of this procedure the authenticity of represented persons, objects, or events
on tramed and framing paintings is stressed.

The phenomenon of repetition discussed there plays a role in literature too.
Reference should again be made to the Homeric epos in this regard. It has

convincingly been demonstrated that the effect of the use of repetition in the
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"Odyssey” is that in a message repeated by Odysseus the protagonist’s voice is
heard twice. The first time the passage is contextually bound and the word-signs
refer, consequently, to their denotations only. Remember the difference, made by
Riffaterre, between the contextual and the intertextual meaning of words (see
chapter 1, par. 3.1.). This distinction is important for the interpretation of the
passages 5, 223f. and 17.284f. of the "Odyssey"; in the first-mentioned passage the
contextual meanings of the words are emphasized, and in the second one the
intertextual ones. The passage 5, 223f. serves as the antecedent of the passage
17. 284f. (23)

In the "Life" the situation is different because the description of the protagonist’s
death in the conclusion fits better in the context from a logical point of view
than the description in the first part. In the description at the end of the "Life"
the contextual meaning is emphasized, whereas in the description at the begin-
ning the intertextual meaning is stressed. This can also be inferred from the fact
that the earlier-mentioned additional meaning (inherent to an ornamental style)
is found in the description at the beginning rather than that at the end of the
"Life". The role of the interpretant in the message of the Prince’s death at the
beginning of the "Life" is evident in the unrealized statement which should
logically follow the above-mentioned message in the beginning: "In the month of
November... the Prince Aleksandr Jaroslavi¢ died [the narrator adds: "but that is
not the subject we are going to speak about”; compare:] "Let us talk about his
courage and life!" (it. mine, PMW). In other words: by the interpretant of the
message ("not-life”) of the sign /death/ the narrator emphasizes that his narrati-
ve will not deal with the protagonist’s not-life (that means, his death), but rather
with its contradictory term that is, his life. However, when the passage is
repeated, the denotations of the words play a secondary role only. As a conse-
quence the perceiver’s attention is shifted from the words themselves to their
utterer. By their repetition, or, by referring anaphorically, the words get that
additional meaning which is, in Lixa¢ev’s view, marks an ornamental style.

The above-mentioned idea that a relation of analogy exists between the two
descriptions is emphasized by the, as it were, gradual representation of the
moment of the protagonist’s death. Reference should be made to the miracle

taking place after the Prince’s death. Thus, at first, it is reported in the conclusi-

86



00060850

on that he is physically dead on November 14th. Then a miracle takes place.
After the end of the church-service the metropolitan Cyrill wants to bend his
arm in order to lay a spiritual testament into it. See: "But he, as if he were aljve,
stretched his arm, and seized the book from the metropolite’s hand” (Begunov
1965, 179; it. mine, PMW). In other words, it seems here that the prince is not
yet completely dead at that moment. The moment of the protagonist’s death is
only reached when he is buried on November 24. Thus it is suggested that there
is a coincidence of the Erzihlzeit and Erzihlte Zeit of the Prince’s life. By a
similar use of the two dates November 14 and 24 a neutralization of the opposi-
tion "life"/"death” is completed in so far as, the Prince being reported to have
died on November 14, appears to be alive after his death. This neutralization is
emphasized by the metropolite’s Cyrill’'s words after the protagonist’s death (on
November 14):

Cada moja, razumeéjte, jako uze zajde solnce [zemli] Suzdal'skoj. lerei i diakony,
¢ernorizcy, nis¢ii i bogatii, i vsi ljudie glagolaaxu: "Uze pogybaem’!”

"Children, understand that the sun of the [land] of Suzdal’ has already set’. The
priests and the deacons, and the monks, the poor and the rich, and all people
said: 'we perish already™ (Begunov 1965, 178, it. mine, PMW). Thus, whereas in
the preceding example the opposition "life"/"death" is neutralized because the
protagonist is presented as being alive even after his death, the neutralization is
effectuated in this example by the suggestion that the living people who are left
behind after the protagonist’s death have died.

Summarizing, the above-mentioned presentation of the world as a block universe
is realized by the ornamental style in so far as the message in the first sentence
in the prologue concerning the protagonist’s death coincides with that in the last
alinea of the "Life". This coincidence is confirmed by a similar one in the last
alinea of Erzidhizeit and Erzdhlte Zeit caused by the neutralization of the
opposition "life"/"death” expressed by the two dates "November 14" and "Novem-
ber 24 (or: 23). The framing task of the date in the prologue (November 23) is
evident as it presents, in Wittgenstein's terms, a shadow of the moment at which
the protagonist is really dead, i.e. at the time of his burial, after the miracle has
taken place. Consequently by the indication of the date "November 23" in the

prologue the narrator presents, as it were, the hero’s contour. This contour has
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to be filled with the figurative elements of the dramatic events, in order that the
latter’s life may correctly be identified.

Returning to the block universe, the above-mentioned coincidence of the two
messages concerning the protagonists’s death at the beginning and the end of the
“Life” is a logical result of the earlier-mentioned "reversal" of the indications of
the past and the future in the Old Russian conception. Reference should be
made again to the above-mentioned double report of the Prince’s death; at the
end, in a "normal”, contextually bound version, and, at the beginning, in an
ornamental, intertextual version, which refers anaphorically (or, rather cataphori-
cally) to the first one. The narrator starts his story with the description of the
most recent event, that is, the protagonist’s death. Then, after he has enlisted the
help of the Virgin Mother and Aleksandr, he enters the spatio-temporal conti-
nuum of what may be called the figurative part of the text, that means, the
described events. Accordingly he then follows Aleksandr’s life in strictly chrono-
logical order, completing his account with his death. At that moment the
narrator appears to have gone backwards, because he is again back at the
moment where the Erzidhizeit began, that is, at the first sentence of the “Life". It
is evident that, although the events in the Erzihlte Zeit at the beginning and the
end coincide (both deal with the hero’s death), this is not the case with the
starting point and the farthest point of the Erzihlzeit In the story a circular
movement is made as far as the Erzihlte Zeit is concerned, but not as to the
Erzidhlzeit. The two begin to coincide at the moment the narrator begins to teil
the birth of the hero. By the use of these two time-conceptions, which implies
that the protagonist’s death is experienced by the reader as being maximally near
and maximalily remote simultaneously (because it is reported both at the begin-
ning and the end of the "Life") the above-mentioned presentation of the world as
a block universe is realized.

It is relevant to consider the coincidence of Erzihlzeit and Erziihlte Zeit in the
light of the earlier-mentioned conception of ideal situations as lying in the past
rather than in the fuwre. For instance, the narrator, contrary to the hero, is
qualified negatively at the beginning of the "Life”; see: "In Our Lord, Jesus
Christ, Son of God. I, base, sinful and frivolous as [ am, will try to write the life
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of the holy Prince Aleksandr, the son of Jaroslav, and the grandson of Vsevolod”
(Begunov 1965, 159; it. mine, PMW). The narrator confronts his own base
character with that of the hero which he intends to describe. Even before he has
uttered a word about that life the narrator has qualified the protagonist as
“sacred”; see: "Although I am crude of mind, with the help of the prayer of Holy
Mother of God and the support of the holy Prince Aleksandr Jaroslavi¢ I will
make a start" (Begunov 1965, 160, it. mine, PMW). In other words, already at
the beginning the positive character-traits of the protagonist are emphasized
although the narrator still has to recount his life! In accordance with the
medieval conception of the block universe this positive evaluation of the prince
is associated with a moment preceding the present time, that is, the time of the
narrative process. Lotman’s observation concerning the positive evaluation of
texts with a marked beginning contrary to texts with a marked should again be
mentioned here.

In the "Life” the above-mentioned coincidence reminds one of the epos in so far
as here too simultaneous events are described as taking place consecutively. The
representation of the Battle against the Swedes, on July 15, 1240, is a good
example. Thus both the Erzihlie Zeit and the Erzihlzeit seem to continue here
whereas normally the Erzihlte Zeit should be stationary. For instance, in the
epos the represented battles are split into separate dual fights, which are
presented as taking place consecutively rather than simultaneously (see Zielinski
1901 in this connection). In the "Life" the battle-scene of the six courageous men
is exemplary of such a serial senal presentation; it is described by means of
aorist-forms. (24) Thus it is reported that in Aleksandr’s army "six courageous
and strong men appeared” (/javisasja/). The supposed successive order of the
events is sustained by their description; thus about the first it is reported that he
"rode onto” (/naéxa/; at a moment T1) the royal ship; his enemies fled to the
ship (/vtekosa/"; at « moment T2). Then, "having returned”, they threw (/svergo-
sa/; at a moment T3) him into the water; but with God's help he escaped
(/izyde/; at a moment T4) unharmed, and he attacked again (/naéxa/; at a
moment T5) and struggled (/bisja/; at a moment T6) fiercely with the comman-
der in the middle of the army" (Begunov 1965, 166). Thus the chivalry of the

man is depicted in the form of a temporally determined series of courageous
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deeds. Something similar happens in the case of the second described hero, a
man from Novgorod, called Zbyslav Jakunovie. It is reported that

... pade nekoliko ot" ruky ego.

"... several people fell (/pade/) under his hand" (Begunov 1965,167). About the
third hero it is reported that "he acted courageously (/muzestvova/; T1); he
praised (/poxvali/; T2) God, and the Prince praised (/poxvali/; T3) him"
(ibidem). The deeds of the fifth are told in strictly chronological order too. Thus
he cut off (/poséce/) the tent-pole of the king of the enemies (at a moment T1);
the Prince Aleksandr Jaroslavié and his troops, having seen it falling, rejoiced
(/vozradovasasja/; T2). The same is the case as far as the sixth hero is concer-
ned: he fights as a footman (/bisja/; T1). Subsequently, many enemies surround
(/obstupisa/; T2) him. Because of his many wounds he falls (/pad/; T3) and dies
(/skoncasja/; T4) (Begunov 1965, 167). Thus the six heroes seem to carry out
their actions successively rather than simultaneously, as a consequence of the
coincidence of the Erzihlzeit and the Erzdhlte Zeit, which usually takes place in
the epos. This coincidence manifests itself in the fact that the narrator concludes
the description of the dual fights in the Battle against the Swedes as follows: "All
these things we heard from our lord Aleksandr as wel as from others, who took
part in that battle” (Begunov 1965, 168). By this comment the narator stresses
the temporal determination of the events as he states that he did not see them
with his own eyes, but rather heard a (temporally determined) report of them.
By his comment the latter links this report to the moment of narration, using the
Prince and his contemporaries as the instances bringing on that link. This
enumeration of heroes is completely different from that of its possible model-
text, the description of David’s heroes in 2. Sam. 2.3., 8. There it is reported
that: "First came Ishoboshet... Next to him was Eleazar.. Next to him was
Shammabh..." (etc.). This enumeration is not made after the epic procedure, which
is evident from the preceding statement which has a framing function: "These are
the names of David’s heroes” This sentence is essential because it is thus
emphasized that the narrator is, as it were, able to see all heroes simultaneously
himself. Again the use of this procedure of a representation of events as being
simultaneously visible is not illustrative of the epos. The list of names given in

another potential model-text (1. Chron. 12, 3-7) is even more interesting. It is
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preceded by the following framing statement: "These are the men who joined
David at Zihlag while he was banned from the presence of Saul son of Kish.
They ranked among the warriors valiant in battle. They carried bows and could
fling stones or shoot arrows with the left hand or the right” (see Benz 1985(195-
3), 507). Again the biblical narrator describes the heroes as one group, which he
apparently views at one and the same moment.

These framing observations are completely different from the narrator’s report in
the "Life" acccording to which into Aleksandr's army six heroes appeared
(/javiSasja/). The ornamental character of the "Life" as an applied text (which
seems to pose the reader the question: "what do you want from me?" rather than
giving information of its own) is realized gradually. Thus at the beginning of the
text the narrator introduces himself as starting his narrative task autonomously,
although he enlists the help of the Virgin Mother and the sacred Prince. Howe-
ver, the "Life" is concluded with an account of the Prince’s death which starts as
follows:

O goré tobé, beédnyj ¢elovece! Kako mozesi napisati kon¢inu gospodina svoego!
Kako ne upadeta ti zénici vkupé s" slezami! Kako 2e ne urvetsja serdce tvoe ot
korenija!

"Woe to you, poor man! How can yoy write the end of your lord! How can you
prevent your eyeballs from dropping out together with tears! How then can your
heart not be eaten by grief!" (Begunov 1965, 177; it. mine, PMW). Here again
the question may be brought up: "who is the addresser of the message, given the
fact that the addressee (tobe) may be a literary figure (or internal observer) as
well as an external perceiver?”. Use is made here of free indirect speech, which
implies that the words /tobe/ and /ti/ ("you") have a double reference. A
statement in which free indirect speech is used refers semantically to an internal
observer, that means, one of the literary figures, and grammatically to an
external observer, that is, the narrator. (25) In the above-mentioned passage it is
suggested that the exclamation of the internal observer is copied by the narrator.
Thus the ornamental style in medieval literary works, in which the earlier-
mentioned additional element plays a key role, finds its specific expression in the
phenomenon that one and the same event is represented in such a way that a

relationship of analogy between both representations is established. This proce-
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dure implies that a text with a typically medieval applied character results, that
is, a text in which the addressee is directly involved. The phenomenon can be

rendered schematically as follows:

0 : Aleksandr’s =  Aleksandr’s : "Life"
death death (text
(from the (from the as an
narrator’'s addressee’s applied
viewpoint) viewpoint) text)

Whereas at the beginning of the text the narrator describes the beginning of the
"Life” on his own authority, at the end he plays the role of a figure from the
chorus in Greek tragedy. Thus he seems to have left the initiative to the reader
for the moment being, of which the deictic pronoun /you/ bears evidence.
Rather than describing the end of his hero himself he says to the reader: "I'm
not describing the end of the Prince, rather am | asking you: 'how would you
describe it?"" Remember the earlier-mentioned circular character of the "Life"; it
was observed in this connection that at the beginning and the end two identical
events are reported, i.e. the death of the protagonist. The different character of
these two descriptions lies in the circumstance that this event is presented as
being seen from the narrator’s, autonomous, viewpoint at the beginning of the
"Life", whereas it is seen from an internal perceiver’s viewpoint at the conclusion.
Consequently the latter is invited by the narrator to make his own description.

In other words, exactly by this shift of the point of view from the addresser at
the beginning of the "Life" toward the addressee at the end the above-mentioned

relation of anlogy between the two descriptions is effectuated.

24. Legalization of reported events by reference to biblical passages.

The conception of the world as a block-universe is stressed by the manner in
which described events and situations are legalized by references to biblical
passages. It is typical of medieval literature that both historical and biblical

persons are treated as contemporaries of the producers and perceivers of the
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text. For one thing the narrator’s statement that Aleksandr’s reign is blessed is
legalized by the circumstance that the statement is put into the prophet Isaiah’s
mouth:

" ... Jako ze rec¢e Isajja prorok: 'Tako glagolet’ gospod’: ’knjazja az" uéinjaju,
svjas¢enni bo sut’, i az” vozju ja."

... as the Prophet lIsaiah said: "Thus saith the Lord: 'l make the princes, for

"

they are sacred, and 1 lead them™ (Begunov 1965, 160). A striking example of an
action legalized by a mere reference to biblical events, which are supposed to
have taken place in the past is the scene in the "Life" in which the papal envoys
try to to win the Prince over to the Roman-Catholic faith. The latter answers as
follows: “From Adam to the Flood, from the Flood to the Confusion of Tongues,
from the Confusion of Tongues to the birth of Abraham, from Abraham to the
passage of the Israelites through the Red Sea, from the Exodus of the Children
of Israel to King David’s death, from the Beginning of Salomo’s reign until
Augustus and the Birth of Christ, from the Birth of Christ to his Passion and
Resurrection, from His Ascension, and the empire of Constantine I, from the
beginning of Constantine’s reign until the First and the Seventh Council all these
things | have well confessed, and from you shall not accept instruction’. And they
returned home" (Begunov 1965, 176; for the fine, regular isocolic pattern of this
passage see the text given in the Appendix). In this passage it is evident that the
Prince’s conclusion (’but from you we shall not accept instruction’) is legalized by
the preceding enumeration of temporally determined events. By the absence of
an indicator of a causal relationship between the Prince’s conclusion and the
"legalizing" events in the preceding enumeration it seems that between the last of
these events and the moment of the Prince’s utterance there is no gap. Conse-
quently the Prince and the biblical figures are again presented as operative in
one temporal block, in accordance with the medieval conception of the world. In
other words, narrator apparently wants to explain that a mere reference to
biblical events was sufficient as such an indicator. The speech with which the
inhabitants of Pskov welcome the Prince’s should also be mentioned here; it runs
as follows:

Posobivyj, gospodi, krotkomu Davydu pobediti inoplemen’niky i vérnomu knjazju

nasemu oruziem’ [krestnym], i svobodi grad" Pskov ot" inojazyénik" rukoju
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Aleksandrovoju.

"O Lord, Who hast supported the meek David to defeat the foreign tribes and
[hast supported) our faithful Prince to triumph with the weapon [of the cross],
free the city of Pskov from the foreigners by the hand of Aleksandr” (Begunov
1965, 172). These words contain a reference to 1. Chron. 18, 6, and 2. Sam. 3, 18
(see Benz 1983(1953), 507). By the use of a biblical reference a direct relations-
hip between the reader and the inhabitants of Pskov is established; the gratitude
of the Pskovian citizens sparks across to the reader. This reference transforms
the relationship of co-ordination of two persons ("the meek David" and "the
faithful Prince Aleksandr") into a causal relationship of subordination ("because
the Lord helped the meek David, he helped Prince Aleksandr too"). In other
words, from the gladness of the Pskovians it appears that God supports the
contemporaries of the Prince as he supported the contemporaries of King David.
Thus the biblical persons and the literary figures are described as being operati-
ve in one temporal block. As a last example there is the earlier-menti'oned scene
after the Battle against the Teutonic Order:

"Here God glorified Prince Aleksandr before all his troops in the same way as
Joshua, son of Nun, was glorified at Jericho" (Begunov 1965, 171).

In this passage a similar transformation takes place from a relationship of co-
ordination of two participants in a parallel action (David and Aleksandr) to a
relationship of causal subordination. By the above-mentioned manner in which
the described events are, as it were, legalized by references to biblical passages,

a direct contact between the literary figures and the reader is effectuated.
23. The role of deixis.

2.5.1. The expression of negative statements by means of iconic and verbal

signs.

It was mentioned before that there is a relationship of deixis between a term and
the contradictory of its contrary term, as for instance, between "white" and "not-
black” on the one hand and "black" and "not-white” on the other. In these

relationships the negative qualifications "non-white" and "non-black” serve as the
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interpretants of the contrary terms "black” and "white". The first sentence of
those variants of the "Life" in which the death of the protagonist is reported is
again illuminating here. It contains a mere factual statement. Then, in the second
sentence, the motif of death is one of two contrary terms: "let us tell his (courage
and) life!". The terms "non-death" and "non-life” serve as the interpretants of
"life” and "death” respectively.

In fact the opposition of the contrary terms "life" and "death” is often used in
folk-epics in order to indicate the presence of a narrator who frames the story.
After a happy ending, the following formula may be used:

A pri smerti ix ostalsja ja, mudrec, a kogda umru, vsjaku rasskazu konec.

"And upon their death I, wise man, remained, and when I die, it is the end to all
stories." These words bring the narrator to a conclusion; moreover they are
required to provide a final transition from the internal point of view from which
the tale is narrated, to an external point of view (Uspensky 1973(1970), 146).
Thus the visualization of the narrator, by a shift of the viewpoint, is effectuated

after the following scheme:

life death

non-death non-life

In other words, exactly by the use of the motif "death of the protagonist” the
narrator introduces its contradictory term ("non-death") which indicates his life.
This emphasis results in a neutralization of the opposition "life"/"death”, This
manifests itself in the earlier-mentioned, typically epic, coincidence of Erzihlzeit
and Erzdhlte Zeit in as far as the death of the narrator in his turn would imply
that there is nothing more to say.

A similar procedure to visualize the narrator in primitive literature by the use of
a negative statement, i.e. by emphasizing the interpretant of a given verbal sign,
is the use of a miracle. This usually appears only at the beginning of a narrative,
or at the beginning of a new section of the folk epic (idem, 146). By a miracle

something is presented which can, by defintion, not be grasped by human mind.
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By the use of this procedure the point of view shifts from an internal to an
external viewer; thus the narrator becomes wvisible. This visualization of the
speaker in a negative statement is used as a narrative procedure in the prologue.
The emphasis on the interpretant of a verbal sign in the message goes on in the
continuation of the proem:

"In Our Lord, Jesus Christ, Son of God. I, base, sinful and frivolous as 1 am, will
try to write the life of the holy Prince Aleksandr, the son of Jaroslav, the
grandson of Vsevolod. Because I have heard it from my fathers, and because I
am a witness of his ripe years, and felt happy to give evidence of his holy and
venerable and glorious life" (Begunov 1965, 159). It is evident here that the

narrator opposes himself to the protagonist in the following way:

(A: narrator) (B: Aleksandr)
base venerable
sinful holy

frivolous glorious

(-B) (-A)

not venerable not base

not holy not sinful

not glorious not frivolous

From the scheme the deictic relation between A and -B and B and -A is evident.
The wretched, sinful and unworthy character of the narrator and the venerable,
sacred and glorious one of the protagonist mutually condition each other in so
far as each of the contrary qualities is, as it were, indirectly realized by means of
an interpretant, expressed by the contradictory of the contrary of the quality
under discussion. Thus the concepts "base”, "sinful” and "frivolous™ are effectuated
as a consequence of the use of the contradictories of their contraries "not
venerable”, "not holy" and "not glorious.” These impel the perceiver to query
these negative signs as to their exact meaning in the context in the following

way: "if the bearer of the object of the sign is not venerable, not sacred, and not
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glorious, what is he?" The opposition of the contrary motifs "victory” and “defeat”
is particularly interesting, because it runs parallel with that between "unique" and
“common". There are three unique princes in the "Life": the Roman Emperor
Vespasian, the Prince Aleksandr, and the Tatar Khan Batyj. The first is reported
to have thrown the complete army of the citizens of the town of Antipatris back
to the town-gates on his own, whereas his own army had allowed itself to be
driven back by these citizens. Accordingly the Emperor is reported to have
exclaimed to his soldiers: "You left me alone!" (Begunov 1965, 161); and the
narrator continues: "In the same way is Prince Aleksandr victorious, and invinci-

ble" (ibidem). The scheme again runs as follows:
victory defeat
non-defeat non-victory

It was observed that Vespasian is associated with "victory” and his army with
"defeat”. Thus Vespasian’s uniqueness is emphasized. In Aleksandr’s case the
feature of uniqueness, marked by the motif "victory" stands in opposition to the
common character of his near kin, his brother Andrew. The latter is defeated by
the Tatar army-commander Nevruj, who acts by order of the Khan Batyj. In
other words, Andrew fulfils a role similar to that of Vespasian’s army in so far as
both are mere attributes of their brother and lord respectively. Vespasian’s
uniqueness is emphasized by his exclamation to his army: "You left me alone!"
Aleksandr’s uniqueness is emphasized several times. All his ordeals are presen-
ted by the narrator as originating exactly from this quality. Thus it is reported
that the Commander of the Teutonic Order, Andrew of Velven, having met the
Prince in person, comments upon him as follows:

Prosed strany, jazyk", ne videx takovago ni v" carex” carja, ni v" knjazex" knjazja.
"I have visited many countries and peoples, but never have I found a man like
him, neither king of kings, nor prince of princes” (Begunov 1965, 162). In this
passage the protagonist’s greatness and importance is emphasized not by means
of a positive statement like "I have met Prince Aleksandr, a unique man", but

rather by a negative statement in which a relation of deixis is again established
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between the terms "unique" and "non-common". Thus the qualification "non-
common” in the statement "I have never seen a similar man...” again functions as
an interpretant of the sign /unique/ because it impels the perceiver of the sign
determined by the qualification "non-common” to query it as to its real exact
meaning by prompting him to ask: "whom did you see?". But this question has,
indeed, been answered already. Actually the reader knows that the speaker
means Aleksandr. In other words, the primary task of the negative statement is
to emphasize the value of the meaning of the verbal sign /Aleksandr/. Referen-
ce should be made to the use of ornamental style in medieval plastic arts which
impels the perceiver to look at a sign the meaning of which he already knows, by
using an imaginary iconological handbook (see chapter 1, par. 4.4.). (26).
Concerning the link between the motif of "disaster" and the proper name
"Andrew" /Andréjas/, it is interesting to note that, whereas Aleksandr is spared
by the Tatar Khan, his brother Andrew is not. The latter’s principality Suzdal’ is
subjected and devastated by the Tatars under Nevruj. Thus also here Aleksandr’s
younger brother Andrew refers anaphorically to his namesake, the commander of
the Teutonic Knights, in the manner described in par. 2.2. But the matter is
complicated by the information that this same Andrew supports the protagonist
in the Battle against that same Teutonic Order, thus enabling him to defeat it. In
fact the positive judgment the commander of the Order passes on Aleksandr only
indirectly leads to offensive actions by the first. The direct outcome is the Battle
against the Swedes in Aug. 1240. Only after that time the Battle against the
Order takes place which results in its defeat. This defeat is psychologically
prepared by the above-mentioned words of the Commander of the Teutonic
Knights, as he states that he was conscious of the Prince’s uniqueness before-
hand. The opposition between the contrary terms “victory"/"defeat” is thus
neutralized, given the fact that one of the two partners involved in the conflict is
unique, and should therefore be victorious anyhow. As to Aleksandr’s brother
Andrew, it is thus evident that the support of the latter in the Battle is neutrali-
zed as Aleksandr would have won the Battle even without his help.

The third person who has the feature of uniqueness is the above-mentioned
Tatar Khan Batyj. His relation with Prince Aleksandr is particularly interesting.

The fact that both persons are presented as unique implies that the opposition of
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the two contrary terms "victory"/"defeat" is neutralized. Thus, at first the Khan
recognizes the Prince’s uniqueness, but he immediately adds that the latter will
lose this quality if he will not recognize the Khan’s explicitly unique character.
"Aleksandre, veési li, jako bog" pokori mi mnogija jazyki. Ty li edin" ne xo§¢eSi
pokoritisi sja? No adce xos¢esi s"bljusti zemlju svoju, to priedi skoro k" mné i
vididi ¢est’ carstva moego."

"Aleksandr, do you know that God subjected to me many peoples? Will you
alone not submit to me? But if you will preserve your country, then come to me
quickly and you will see the glory of my kingdom!" (Begunov 1965, 174). In other
words, Aleksandr’s uniqueness seems to be overruled by the Khan’s. However,
when the Prince has arrived at the latter’s court, the Khan says to his dignitaries:
"Istinu mi skazaste jako nést’ podobna semu knjazja."

"You have truly told me; there is no Prince like him" (Begunov 1965, 174).

Here it appears that the Prince’s uniqueness overrules that of the Khan. The
result is that a struggle between the two men for the hegemony in Russia is
suspended and after all no battle takes place between them. Thus the opposition
"victory"/"defeat" is neutralized. As to the above-mentioned Battle against the
Teutonic Order, it was seen that there this opposition was neutralized too,
because by the recognition by the commander of Aleksandr’s uniqueness it seems
that the latter is invincible. Thus, had the Khan attacked the Prince, he would
have been defeated as well; did not he recognize in his turn that Aleksandr is
unique, and, consequently, invincible?

Reference should be made to the earlier-mentioned qualification (see par. 2.2)
of the protagonist as "victorious, and invincible" (/pobézaa, i ne pobédim"/)
again. The term "unique" (in the opposition "unique"/“common”) serves as the
interpretant of the sign "victorious". See the above-mentioned neutralization of
the opposition "victory"/"defeat”. Thus, whereas Aleksandr’s quality of being
victorious is realized several times in the course of the "Life", his quality of being
invincible is not. The situation in which Aleksandr might have been able to
prove his invincibility, that is in a battle against an enemy who is in all respects
equivalent to him (the Khan), is not realized! The quality "invincible" (/ne
pobedim”/) as the interpretant of the sign "victorious”, demonstrating that the

contrary opposition between "victory” and "defeat” is neutralized, can thus be
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explained in terms of point of view. The qualification "invincible" remains valid
for both persons who lay a claim to it (Aleksandr and Batyj) because both
persons avoid a decisive battle. Such a battle would have given a definite answer
as to the question to whom of the two men the qualification is applicable. The
neutralization of the opposition is visualized on the level of the subcontraries.
Thus a situation of "neither victory, nor defeat” is effectuated as a consequence
of the above-mentioned shift of the feature of "uniqueness” from the Khan to the
Prince. This shift is visualized in the following passage in which it is reported
that the prince submits to the Khan’s order to visit him:

S"dumav ze knjaz’ Aleksandr”, i blagoslovi ego episkop” Kiril", i pojde k’ carevi,
v" Ordu.

"Prince Aleksandr asked advice, and received the blessings of bishop Cyriil, and
he went to the Khan, to the Horde (Begunov 1965, 174). In other words, his
decision to visit the Khan is dictated by the interest of the state and is evidently
inspired by his secular and spiritual advisers. These, apparently, do not correctly
identify his uniqueness at that moment. Exactly this uniqueness would make it
unnecessary for him to fear the Khan. This feature is realized only exactly at the
moment of confrontation with the Khan himself. The motif of uniqueness is
psychologically motivated by the phenomenon that it is presented as temporally
determined. It was observed that this is not reserved for just one person, as it
“jumps" from the Khan to the Prince at the moment of the latter’s arrival. The
interpretant of the sign /unique/ (which is: "non-common") is expresed by a shift
of the point of view. This implies that the meaning ("unique”) of the sign
/unique/ is realized first in the person of the Khan and then in that of the
Prince.

In the narrator’s information that, before the Battle against the Swedes, neither
the Prince’s father, Prince Jaroslav of Kiev, heard about hi, son’s difficulties, nor
did the latter send him a call for help, the interpretant of the negative verbal
statement emphasizes that a neutralization of an opposition between two
contrary terms takes place. In this case this opposition is temporally and spatially

determined. It can again schematically be presented in the following manner:
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war peace

Novgorod Kiev
Aleksandr Jaroslav

not peace not war

not Kiev not Novgorod
not Jaroslav not Aleksandr

As far as the relation betwen the spatial and temporal dtermination of the
opposition concerned, the neutralization of the temporal opposition "war”/"-
peace” would imply that there would be no axiological difference between the
spatial units "Kiev" and "Novgorod” any more. There would just be one territory
of peace, including these two principalities.

Further to the temporal aspect, a neutralization of the opposition "war"/"peace”
is impossible exactly because Aleksandr has no time to warn his father, because
the hostile armies are already approaching. The Prince has even hardly time to
organize a sufficient force of Novgorodian citizens. In other words, the neutrali-
zation of the opposition, which would be enabled by the organization of extra-
forces during a "mock-war" preceding the conflict, is impossible. Such a period is
marked simultaneously by a situation of "neither war nor peace”. Thus the
neutralization of the two opposite contraries "war" and "peace” would again be
visualized on the axis of the subcontraries, indicating the interpretants of the
contrary terms. As a consequence of such a neutralization of the opposition
"war"/"peace" there would no longer be an opposition between Aleksandr and
the Prince of Kiev. Summarizing, by the use of a negative statement the spatial
and temporal determination of the situation, expressed by that statement, are
emphasized. A parallel can again be drawn with the earlier-mentioned example
from the medieval Bible, on which the author, St. Matthew is represented, in the
process of writing that same Bible, which lies ready before the reader. Thus
attention is drawn, by the emphasis laid on the still missing, or absent, parts of
the Bible, to the temporally determined reading process which the reader will

still have to perform. Reference should be made to the earlier-mentioned
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coincidence of Erzihlzeit and Erzihlte Zeit in so far as, by the use of negative
sentences, future events which are to take place in the last-mentioned kind of
time are anticipated in the first; thus the Erzdhlzeit is presented as complete.
Two examples will be given now of the pictorial way of writing of the "Life".
From these examples the typically medieval interpenetration of plastic arts and
literature is evident. The pictorial way of writing is confirmed by the suggestion
that future events are anticipated by a representation of persons and objects
present in _concreto in the modeled world. This expectation is subsequently not
fulfilled. The end of the description of the Battle on the ice against the Teutonic
Order is illustrative in this connection and runs as follows:

I byst’ seca zla i {trusk”] ot” kopij lomlenija i zvuk” ot sé&enija meénago, jako ze
i ezeru pomerz"§ju dvignutisja; i ne bé vidéti ledu: pokry bo sja kroviju.

"And there was a fierce battle, and a [crackle] of the breaking of lances and the
noise of sword-fighting, as if the frozen sea would move; the ice could not be
seen, it was covered with blood" (Begunov 1965, 171). In this passage the signs
/blood/ and /ice/ are contrary terms of an opposition; the contradictory of term
"ice” (that is, "non-ice”) serves as the interpretant of the sign /blood/, because it
impels the reader of the text to ask: "if one does not see the ice, what does one
see?". The answer is: "blood!" (that means: the meaning of the verbal sign
/blood/). A relevant parallel cn be drawn with the plastic arts here. In fact 1t
would be impossible to represent by iconic means an absent object of a sign
"non-ice”, that is, the object of /non-ice/). However it might be possible to
combine in one iconic representation some bloody surface with an ornamental
sign, distinctive of ice, from which the perceiver might infer that a representation
is given of the sign /blood/, in association with the sign /ice/. This ornamental
sign is given in the literary context of this passage similar to the way it might be
given in a picture. Thus in the passage under discussion the image, i.e. verbal
sign, of the /frozen sea/ is found. In other words, by the opposition "ice"/"blood"
the notion of "non-ice” as the interpretant of the sign /blood/, and of "non-
blood" as the interpretant of "ice" is introduced. The element "ice” is realized in
the image of the "frozen sea". This sign is operative in the negative statement
made in the last part of the sentence. That there is a relationship between

"blood" and "non-ice” appears from the statement that the blood makes the ice
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invisible, i.e. the ice has become non-ice.

A similar pictorial representation of a verbal text is raised a few lines later,
where it is reported:

... sécaxut’ ja, gonjasce, aki po i aeru, i ne bé kamo utesei.

" ...they slew them and chased them, as if through air; and there was no place to
flee" (ibidem). It is hardly possible to give a representation, by means of iconic
signs, of people who want to flee, bnut who are simply unable to, because they
have no place to go, unless one literally fills all parts of modeled space on the
painting with human figures, preventing that flight. Consequently, the narrator
literally fills even the air with persons, thus anticipating a possible iconic
representation of the scene under discussion. By the use of this literary procedu-
re he indicates how the specific problem of representing situations, rendered by

a negative statement in a literary text, should be solved by a painter.

252, The deictic function of intertextual relationships.

Reference should again be made to the definition of an interpretant of a sign as
an indicator of an addressee who should trigger an answer from that sign as to
its exact meaning. The role of intertextual relationships in medieval texts is
illustrative of the earlier-mentioned non-mimetic representation of the world in
medieval works of art and literature, in which interpretants rather than meanings
of signs play a key role. The phenomenon of intertextuality can be visualized in
accordance with the Peircean triad representamen (= sign)(T) meaning (T1)
interpretant (1), and Frege’s corresponding distinction between Zeichen, Bedeu-
tung and Sinn. When one departs from the sign (Frege’s Zeichen) one can reach
its correct meaning (in Peirce’s terms), or Frege’s Bedeutung) only via the
interpretant (Sinn), which enables the perceiver to consider the whole of the
signifying unit from a particular point of view (see Riffaterre 1979, 135). By
virtue of the presence of the interpretant of a sign its potential character is
emphasized. It was observed earlier (see chapter 1, par. 2.2.) that only with the
help of shadows or interpretants of signs, non-existing or potential situations can
be made imaginable. Compare again Wittgenstein’s example of the photograph

of Mr. Smith which is shown, as he is not present himself when he is discussed.
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"Intertextuality" means the perception by the reader of relationships between a
text and other texts which either precede or follow it (Riffaterre 1980, 4). In this
definition the temporal determination of texts conform to Lessing’s definition of
art and literature is emphasized. Accordingly by stressing the spatial character of
the plastic arts one can easily adapt it to these too. It may consequently occur
that interrelationships can be established between different works of art.

The studies of intertextual relationships made by scholars like Kristeva, Lach-
mann, and Starobinski are based on Baxtin’s distinction between monologic and
dialogic words. By monologic words the latter understands words which directly
and explicitly refer to their denotations, whereas by dialogic, or polyphonous,
words he understands words which do not primarily denote objects from outside
reality, but rather give an indication of somebody else’s speech (Baxtin 1971(196-
3), 210f, and Baxtin 1975(1934/35), 88f.). Actually in texts between which
intertextual relationships exist word-signs are found which refer to other texts
rather than to their own meanings. Starting-point for the existence of intertextual
relationships is that each text (dis¢ours, in Starobinskr’s definition) should be
considered a whole which can be identified as a. the latent content or infra-
structure of the text as a whole, b. the antecedent of the text as a whole.
Consequently, the question may be posed whether, in its turn, each discours with
the character of a whole should not be regarded as a potential sub-whole of an
as yet unidentified text-whole (Starobinski 1971, 153). Both polyphonous words
and text-parts between which relationships of intertextuality exist derive their
character from a process of double coding. Accordingly, whereas in such words
at least two voices can be heard, such texts have also two shades of meaning as
in each of the texts the meaning, or voice of the other one reverberates (see
Lachmann 1983, 80). Particular attention should be drawn in this regard to the
role of the interpretant for the sign-function of polyphonous words and text-
parts between which a relation of intertextuality exists.

The phenomenon that the interpretants of verbal signs or a combination of them
overrules their meanings may lead to unique effects in literature. The predomi-
nance of an interpretant over a meaning of a sign becomes visible when what
has been called the contextual meaning of a word is replaced by its intertextual

meaning. It was observed in chapter 1, par. 3.1. that by the contextual meaning
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of a word its specific meaning in a given context is understood, whereas the
intertextual meaning of that word comprises all meanings it may have as part of
a vocabulary (Riffaterre 1979b, 496f.). Contextual meanings of words refer to
their represented extra-linguistic reality, whereas their intertextual meanings refer
to the artistically modeled world evoked by a narrator; such a world consequent-
ly exists "on paper” only (see, in this connection, Waszink 1988, 2071.).

A word may be senseless in a particular context. It may nevertheless be used
there; expressionistic and grotesque texts are illustrative in this connection.
Consequently, in such cases the interpretants rather than the proper meanings of
the words are essential in so far as the word-signs impel the readers of such texts
to query them as to their imaginability. For instance a statement like /the tree
jumped on the table/ is semantically impossible. For the key role played by the
interpretant of the word-sign /tree/ attention should again be drawn to Peirce’s
observation that the meaning of a representation is nothing but the representati-
on itself stripped of irrelevant clothing. But it was observed that this clothing can
never be completely stripped off, it is only changed for something more diapha-
nous. The perceiver feels the diaphanous character of the "clothing" of this word-
sign as soon as he realizes that trees do not jump and that, consequently, the
statement in which the word occurs has no truth-value. But this does not mean
that the constituent elements of the statements are non-existant. In order that
the content of a statement as a whole may be considered unidentifiable, its
constituent elements should at least be recognized correctly. Only then the
process of what Peirce calls "stripping of irrelevant clothing” may be started.
Accordingly the representation of non-existant situations as it is described by
Wittgenstein can be expressed in terms of replacing its "irrelevant clothing" by
something more diaphanous. Wittgenstein's example of the statement /Mr. Smith
will be here at four o’clock/ is again illustrative. It was observed that the
identification of this statement was enabled by a process of depriving it of its
temporal ("four o’clock”) and spatial ("here”) markers, thus reducing it to the
marker "Mr. Smith" only. The latter was, in his turn, reduced from a living being
into a mere "frozen" image, serving as a mere surrogate for the addressee of the
message.

The meaning of a negative statement like /Peter is not here/ can be grasped in
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the same way. Thus, for a person not knowing Peter this statement is unimagina-
ble (in the same way as the situation of a tree jumping on a table is), but this
does not mean that its constituent elements are. As far as the plastic arts are
concerned, a parallel can be drawn with literature which makes use of word signs
in so far as it is possible to represent non-existant situations or situations worded
by negative statements by the interpretants of these words. Peirce’s image of the
“irrelevant clothing” should be remembered here. (27) Returning to the distincti-
on between a sign (or representamen), its meaning and its interpretant, in a
literary text a distinction can be made between the following elements: (sign)
text - intertext - interpretant text. An interpretant text can be considered a third
text which the author utilizes as a partial equivalent of the sign-system which he
constructed in order to rewrite the intertext, which serves as the meaning of the
sign text. Only fragments of an interpretant text can be adapted to the require-
ments of the sign-text. This is apparent from the fact that, if the equivalency
were to be complete, the interpretant text would be merely copied, and, conse-
quently, grow into a foreign body in the sign-text of the literary work under
discussion (Riffaterre 1979a, 134 and 148 n. 13). From the definition it is evident
that intertextual relationships between texts can be visualized only when the
reader is conscious of the character of the object text as an intertext in Riffater-
re’s sense of the word. It both has a figurative character in its quality of meaning
of a sign-text, and a deictic value as far as it draws the reader’s attention to a
hidden interpretant text, parts of which are treated by the narrator as being
equivalent to the sign-system constructed by the author in order to rewrite the
intertext. (28)

This deictic value of the intertext may, for instance, be understood as follows: in
a text either such gross grammatical errors or semantic inconsistencies may occur
that the reader concludes that this can only have been done intentionally.
Consequently he begins to look for the underlying interpretant text. Having thus
gauged the semantics of that text he can begin to interpret the object of the sign
text, that is, the intertext. It is essential that by this deictic function of the
intertext a new light may be thrown both on the interpretant text and the sign
text (see Lachmann 1983, 81, Riffaterre 1980, 9). Thus the above-mentioned

process of double coding, found in texts marked by intertextual relationships
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implies that signals are given in it, relevant for a completely new interpretation
of a model text. Attention was already drawn to the phenomenon that text-parts
between which a relationship of intertextuality exists tend to activate each other
mutually. Exactly by the juxtaposition of a model text and another text which
reflects it the model text is inspired with new life (Lachmann 1983, 82). Similar
observations have been made particularly where the style-figure of allusion is
concerned. This is a device for the simultaneous mutual activation of alluding
and evoked texts. It has correctly been emphasized that parallels can be drawn
with non-verbal texts like music and painting, because in these too allusions may
be found to other works of art (Ben-Porat 1976, 107).

The intertextual relationships between text-parts in medieval texts are, as a
consequence of their specific character, of a special kind. The earlier-mentioned
kaleidoscopic (mosaic) technique, applied in a medieval text, which is a logical
result of its "open” character, implies that a suggestion is raised of non-intertextu-
ality of such a text as a whole.

Medieval authors hardly identify or mark textual derivations and borrowings as
citations (see Picchio 1977, 266). The intepretant-texts in the "Life" (to which
reference is made in texts marked by the presence of intertextual relationships)
are practically all derived from the Bible, which has a legalizing task. (29) In so
far the Bible as an interpretant-text is similar to, for instance, the Homeric
quotations in the Greek Hellenistic romances. It has correctly been observed that
at the time their essence lay in the fact that all readers of the still young genre
of the romance were supposed to be familiar with the Homeric epics (Miiller
1976). Attention should be paid to the chorus-like significance of the bible-
quotations as interpretant-texts. In the "Life" a direct contact between the
protagonist and the reader is established in Aleksandr’s prayer preceding the
Battle against the Swedes where he prays with the words of the Psalmist:

Sudi, gospodi, obidja¢im” mja i vozbrani borjuS¢imsja so mnoju, priimi oruzie i
S&it”, stani v' pomo$e&” mne.

"Judge, o Lord, those who are offending me. Smite those who set themselves
against me, grasp shield and buckler and come to my aid" (Begunov 1965, 163

see Psalms 79, 35, 1-2; 43, 1). As the Prince’s words are derived from the Psalms
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their ornamental character is emphasized. Thus a direct contact between the
reader and the protagonist seems to be made in so far as the latter’s words are
polyinterpretable. Consequently the biblical words, inserted into the text of the
"Life" fulfil a task similar to that of the chorus in antique tragedy, because they
seem to ask the reader: "what do you want to see in me? a description of the
behaviour of a courageous and pious man or a passage from the Bible as such?".
In other words, the coincidence of Erzdhizeit and Erzdhlte Zeit finds its reflecti-
on in the prayer, pronounced by the protagonist, as it may also function as the
prayer of the reader himself. In the protagonist’s prayer before the Battle on the
Ice a similar point of impact is given to the reader by a reference to the Bible:
Sudi mi, boze, i [razsudi] prju moju, ot jazyka neprepodobna, i pomozi mi,
gospodi, jako ze drevle Moisiju na Amalika i pradédu nasemu Jaroslavu na
okaannago Svjatopolka.

"Judge, o Lord, and [settle] my dispute with the very proud heathens, and help
me, God, as Thou hast helped once Moses against Amalek as well as my
forefather Jaroslav against the cursed Svjatopolk” (Begunov 1965, 170f.). In this
passage a direct link is again established between the reader and the represented
figure operative within the literary context by a reference to biblical persons with
whom the reader is supposed to be familiar. Here it is again evident that by the
way in which the Prince’s behaviour is legalized by a reference to a biblical
figure these two are operative in one temporal block. Thus the mutual activation
of text-parts between which an intertextual relationship exists is effectuated by
the presumed direct contact between protagonist and reader.

The mutual activation of sign-text and interpretant text emerges in the freedom
of the biblical citations in so far as these are often paraphrased rather than
literally quoted by the narrator. They are often presented as a combination of
passages from different contexts. From this phenomenon tlieir random character
appears. Already the first quotation in the "Life" is illustrative in this connection:
No jako ze Prito¢nik" re¢e: "V zloxytru dudju ne vnidet’ premudrost’: na vysnix"
bo kraix est’, posredi stez stojase, pri vratéx 2e silnyx priséedit.”

"But as the Prophet said: "Wisdom does not enter a shifty soul (1), it is on the

top of the hill, stands at the cross-roads, sits near the strong gates (2)" (Begunov

1965, 160). The first statement (1) is derived from the apocryphal book "The
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Wisdom of Solomon®, the beginning of which is adressed to the rulers of the
earth: "Love justice, you rulers of the earth, set your mind upon the Lord, as is
your duty.." The remaining part of the statement (2) is taken from Prov. 8, 2.
where Wisdom is introduced again:

"Hear how Wisdom lifts her voice,

and Understanding cries out.

She stands at the cross-roads,

by the wayside, at the top of the hill,

beside the gate, at the entrance of the city,

at the entry by the open gate she calls aloud..." (etc.).

The mutual activation becomes visible as a new text appears to be coined from
this combination of parts of texts from two different contexts. Thus by the
insertion of an original biblical text into the context of the "Life" the original
biblical text and the text as it is operative in the new context are mutually
activated. This process of mutual activation is effectuated by a process of
selection standing central in the intertextual relationship which is thus brought
about. Thus the original biblical text is made an interpretant text in Riffaterre’s
definition. It is no accident that the narrator includes the first words from the
apocryphal book of Solomon because that prophet’s words are explicitly directed
towards the Princes, to which Aleksandr belongs. For the same reason the
narrator the biblical quotation at the moment the princes are, according to the
interpretant text, not the prophet’s explicit adressees any more. Thus, after the
above-mentioned line "at the entry of the city” the bible-text goes on as follows:
"It is to you 1 call, | appeal to every man: ’Understand, you simple fools... ™ (etc.;
it. mine, PMW). Had the narrator included this line too, the effect that his words
were adressed to princes would have been undone.

A similar relationship of intertextuality which is effectuated by the above-
mentioned procedure of selection is found a few lines later in the "Life". There,
after the information of the protagonist’s birth, the narrator continues:

Jako 2ze rec¢e Isaja prorok: "Tako glagolet’ gospod: 'Knjazja az" ucinjaju,
svjas¢enni bo sut’, i az" vozju ja.™.

"As the prophet Isaiah said: Thus saith the Lord: 'I make the princes, for they
are sacred, and | lead them™ (Begunov 1965, 160). The specific role of the
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intertextual relationship between the sign-text of the “Life" and the inserted
bible-texts is clear when the question is posed "where does the biblical passage
begins and where does it end?”; actually this is difficult to answer. The quotation
refers to Prov. 8. 15-16. In these passages Wisdom is introduced as a speaker.
The text runs as follows:

"Through me kings are sovereign,

and governors make just laws,

Through me princes act like princes,

from me all rulers on earth

derive their nobility.”

The narrator apparently feels the need to legalize his words by a reference to
the bible, but he does not do so in a straightforward manner. Thus he puts this
passage from the Proverbs, of which Solomon is the alleged author, into the
mouth of the Lord Himself. But he does so indirectly, hiding himself behind the
Prophet Isaiah, as the person conveying the information. This procedure of what
may be called double-reported speech can schematically be presented as follows:

Isaiah speaks...

The Lord speaks...

Solomon speaks...
This use of the procedure of double reported speech even influences the isocolic
pattern of this passage. Thus a gradual decrease takes place from units with 4

accents to units with 2 accents:

4, / Jako ze / re¢e / Isajja / prorok: /
3. / "Tako / glagolet’ / gospod’ /

3. / 'Knjazja / az"/ ucinjaju, /

2. / svjas¢enni / bo sut’, /

2. /iaz" /vozjuja™ /
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It is evident here that the narrator again coins something like a "new" biblical
text, by putting the biblical words into somebody else’s mouth. Note again the
parallelism in the first, second and third kola of the first and second lines
respectively:

/lako 2¢/ - /1ako/, [re¢e/ - /glagolet/, /Isajja/ - /gospod’/. Note also the
chiasm in the third and fifth line: /knjazja/ - /ja/, and /az"/ucinjaju/ - /az"/vo2-
ju/. By this procedure of selection from and combination of bible-texts the
narrator indicates the essence of the bible-texts as interpretant texts in Riffater-
re’s definition.

The earlier-mentioned description of Aleksandr’s prayer preceding the Battle
against the Swedes, in which he quotes from the Psalms, should b mentioned too.
He says: "Judge, o Lord, those who are offending me. Smite those who set
themselves against me; grasp shield and buckler and come to my aid" (Begunov
1965, 163). These words are a combination of the lines: "Plead my cause and
give me judgement (against an impious race)" (Psalms 43,1), and "Strive, o Lord,
with those who strive against me; fight against those who fight me. Grasp shield
and buckler, and rise to help me" (Psalms 35, 1-2). Here it is also evident that a
"new” biblical text is coined, by a selection from two biblical contexts and a
combination of the selected fragments into another text.

Thus the ornamental character of the Prince’s words is seen at work; these words
function simultaneously in his prayer and in the Bible-text. Thus a direct contact
between the reader and the protagonist in the literary text is again assumed as
the text, derived from the Bible, may be used in a prayer by both. This direct
contact between the protagonist and the reader is effectuated by the earlier-
mentioned coincidence of Erzihlzeit and Erzihlie Zeit.

Another example: When the Prince adresses his troops before the Battle against
the Swedes he quotes from the Psalms again; his own words are:

Pomjanem” Pésnotvorca, 1ze re¢e: "Sii v" oruzii, a si na konéx, my 2e vo imja
gospoda boga nasego prizovem’.

"And let us keep the singer David in mind: some put their trust in weapons,
others in horses, but we trust on God, our Lord, [they were crushed and fell
down”] (Begunov 1965, 163). Here reference is made to the following passage:

"Some boast of chariots and some of horses,
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but our boast is the name of the Lord our God.

They totter and fall” (Psalms, 20, 7-8).

What is essential is that in the variant on which Begunov has based his text, the
reference to the Bible is concluded with the biblical words: "But we rise up and
were full of courage." However, this addition is found in 3 variants only; it is
lacking in 7 of the 13 variants!

With this prayer the Prince expresses his humility towards God. It was observed
above that after the Battle against the Teutonic Order the situation is different
as then the Prince’s behaviour breathes gself-consciousness. Consequently it is
hardly a coincidence that no reference is made to the last lines of this Psalm in
the prayer before the Battle against the Swedes. These lines run as follow:

"But we rise up and are full of courage,

O Lord, save the King,

and answer us in the hour of our calling.”

It is evident that exactly these lines are marked by that self-consciousness not
fitting in this specific context. In other words, again the intertextual relationship
between the biblical interpretant text and the text as it is operative in the sign-
text is brought about by the earlier-mentioned procedure of a selection from the
biblical interpretant text.

The mutual activation of an embedding text and the embedded text, distinctive
of text-parts between which an intertextual relationship exists, takes place in the
"Life" in those instances where the embedded quotation from the Bible is
maximally adaptable. This is the case where reference is made to a totally non-
existant Bible text which is nevertheless presented as existing. In that case the
biblical interpretant text has to be created rather than adapted in order that it
may fulfil its proper task. The narrator’s concluding words concerning the Prince,
after the latter’s journey to the Tatar Khan Batyj are characteristic in this
connection:

O takovyx bo rec¢e Isaja prorok": "Knjaz’ blag" v" stranax -tix, uvetliv’, krotok”",

s"'meren”, -po obrazu boZiju est™, ne vnimaja bogat’stva, i ne prezrja krov"
pravedni¢ju, siroté i vdovici v* pravdu sudjaj, milostiljubec’, blag” domocadcem’
svoim”, i v'nésnim" ot stran” prixodjas¢im’ kormitel’.

"About such persons the prophet lIsaiah says: A good prince is in the lands,
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quiet, friendly, meek, humble, he is God’s counterpart, he does neither collect
riches, nor does he thirst after the blood of the just, he is just toward orphans
and widows, he is mild, merciful towards his housemates and foreigners” (Begu-
nov 1965, 175). This utterance is not to be found in the Bible as being made by
Isaiah at all, and the question can be raised whether it does not originate from
some apocryphal source (Benz 1983(1953), 508). In his eagerness to legalize his
account by a reference to some biblical context the narrator "forgets” that such a
“legalizing” passage may not be found in the Bible at all! (28) Thus the framing
interpretant text which has to carry out the above-mentioned legalizing meaning
has to be created, and consequently, filled with a proper meaning, by virtue of
which it may carry out its legalizing function. Thus the abstract idea of "legaliza-
tion", realized by the references to biblical texts, is again realized by the earlier-
mentioned relationship of analogy which is esiablished between the original
biblical text (the interpretant text) and the text as it functions in the sign-text of

the "Life". This relationship can be presented in formula-form as follows:

a : b(l) = b(2) : ¢
orig. biblical legalization
biblical  quotation

quotation adapted to
"Life"

In all the above-mentioned examples it is evident that by the intertextual
relationships the chorus-like significance of an interpretant text (in the “Life" the
passages derived from the Bible) is emphasized. It was observed that this chorus-
function is distinctive of texts with an applied character, and that texts with such

a character are, in their turn, illustrative of the Middle Ages.
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CHAPTER I1I: CONCLUSIONS

1. For a semiological study of art and literature Peirce’s definitions of the
interpretant of a sign as well as Wittgenstein’s definition of the shadow (Schat-

ten) are essential.

2. As far as literary works are concerned, the chorus in Greek tragedy is
illustrative of an instance with the function of an interpretant, because it queries
the personages, operative in the plot of the play as to the exact meaning of their

words.

3. The interpretant of iconic and verbal signs plays a particular role in the
Middle Ages. The important function of the interpretant is a logical result of the
fact that medieval art is a typical non-art as the OIld Testament forbade the

representation of God.

4, The conception of the world as a block-universe, in which time is expressed
spatially, is distinctive of the medieval world-view. This view is artistically
realized in the following way:

a. For the spatial determination of the historical consciousness of medieval man
the phenomenon that man considers himself the contemporary of his historical
examples is illustrative.

b. There is a maximal interpenetration of plastic arts and literature, which is
suggested by the phenomenon that the first are not explicitly spatially determined
and the latter not explicitly temporally. This mutual interprenetration finds its
expression in the use of an ornamental style both in art and literature. In the use
of this style the essential function of the interpretant of signs is evident. Conse-
quently, rather than referring unequivocally to one meaning an iconic sign posits
either the internal or the external perceiver questions as to its own exact
meaning.

¢. There is no sharp distinction between poetry and prose. This absence shows
itself in the use of rhythmical prose, determined by isocolic patterns. The spatial

determination of poetry and rhythmic prose manifests itself in the applied
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character of these.

d. artistic productions as well as literary works are no complete results of free,
creative minds, but rather have an open character: they are mostly compilations
and adaptions of existing models and texts.

e. literary works are marked by a specific kind of intertextual relations, in which
the Bible usually serves as a model-text, or interpretant-text. It is distinctive of
the interpretant-texts and the artistic texts that the first have a framing, legalizing
function. Exactly the intertextual relationships between the interpretant texts and
the framed texts serve as a means to carry out this legalizing task. For instance,
the quotations from the Bible are often "wrong”, they apparently only serve to

justify the statements made in the framing texts.

5. The interpretant-value of verbal signs in the "Life of Aleksandr Nevskij"
emerges from the specific use of text-parts with a deictic function such as

negative statements.
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NOTES

1. It is of interest to draw attention to Parrhasius of Ephesus (abt. 400 B.C.) in
this connection. According to Pliny the Elder this painter was hailed by colleagu-
e-artists as a specialist in the art of drawing outlines, because "to give the
contour of the figures, and make a satisfactory boundary where the painting
within finishes, is rarely attained in successful artistry. For the contour ought to
round itself off and to terminate as to suggest the presence of other parts also,
and disclose even what it hides” (Pliny NH, 35, 36, 67/68). These last words are
particularly interesting because by these the essence of the deictic, or framing,
function of the contour in a painting or drawing is emphasized. The deictic
function implies that the contour should not primarily have a figurative character
of its own, but rather give an indication of, and even anticipate, the represented
object.

In this connection the description of the means to carry out the process of
drawing outlines (circumscriptio) by L. B. Alberti, which dates from 1435/36, is
illustrative. In fact Alberti made use of a veil (intersection), woven of fine
thread, divided by thicker threads into parallel sections. This wveil he stretched
onto a frame, which he, in its turn, set up between the eye and the object to be
represented. Thus it became posssible to draw the outlines of the object which
remained visible through the veil at natural size, from a fixed point of view (see
Alberti 1972, 68f. ).

In other words, even here the old idea that painting originated from a process of
"filling shadows"” was maintained and elaborated! In fact paintings which were a
result of such a procedure of "filling shadows" can hardly be considered iconic
representations. The reason is clear: between an object and its shadow there
exists an existential relationship which precludes a relation of analogy; it was
observed above that such a relation is a prerequisite for an iconic sign.

2. See: H. Weinrich, Uber Negationen in der Syntax und Semantik. In H.
Weinrich (Hrsg.) 1975, 39-63; here: 54f. A detailed analysis of negative state-
ments in the "liad” is given in Irene J.F. de Jong, Narrators and Focalizers: the
Presentation of the Story in the Iliad. Amsterdam, Griiner, 1987, 60ff.

3. See: "et que l'on veuille bien observer que penser un objet ne saurait se
borner & engendrer en soi une représentation plus ou moins passive. Penser un
objet c’est linterroger dans ce qu’il a d’essentiel et de spécifique. Clest le
remettre en question avec toute la précision dont I'esprit est capable. C'est en
attendre une réponse qui modifie les rapports que cet objet entretient avec le
reste de l'univers et avec nous-mémes, réponse qui illumine en méme temps
qu'elle nous éclaire. Comprendre le monde en le transformant, telle est, sans
aucun doute, notre authentique fonction" (P. Nougé, René Magritte; ou les
images défendues. Bruxelles, Aut. associées, [1943], 59f., quoted in René
Magritte. Lausanne; 19 juin-18 octobre 1987. Fondation de ’'Hermitage. Donati-
on Famille Bugnion. Lausanne, Impr. Réunies, 1987, 197).

4. About the difference between the denotations of iconic and verbal signs in the

works of Klee, Kandinskij, and Magritte, see M. Foucault, Ceci n’est pas une
pipe: deux lettres et quatre dessins de René Magritte. [Montpellier], Scholies/F-
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ata Morgana, 1977(1973). Particular attention is paid in this essay to the role of
calligrams as combinations of iconic and verbal signs.

5. For a definition of deictic words, see, for instance, D. Crystal, A Dictionary of
Linguistics and Phonetics. Oxford, Blackwell, 1985, 86; as well as Waszink 1988,
138 and the literature given there.

6. See, for more detail, A Dihle, The Expression of Human Will in Classical
Antiquity. Berkeley, Univ. of California Press, 1982.

7. Compare, in this connection, also the observations, made in R.W.B. Burton,
The Chorus in Sophocles’ Tragedies. Oxford, Clarendon Press, 1980, 59-64, and

pdssim.

8. We will leave undecided here the important question, raised in modern days,
in howfar it is correct to state that, although choral songs originally are cultic
songs, the separate cultic elements in the first-mentioned ones are, as a matter of
course, part of such songs in general or of tragedy (Rode 1971, 114).

9. In this connection it is relevant that in Old Church Slavonic texts only weakly
developed periphrases of the future (with /i_n_lg!i/, /QE%‘JV' and /poegti/) occur.
I owe this, as well as other observations, to Professor William R. Veder (Univ.
of Amsterdam).

10.For the problem of authorship in Old Russian texts see D.S. Lixa¢ev, Voprosy
atiribucii proizvedenij drevnerusskoj literatury. In TODRL 17 (1961), 17-41.

11.This procedure has been attested in the analysis of the so-called Protopateri-
kon Scaligeri, the intricate structure of which is a result of the fact that its
compiler used three sources, progressively as well as retrogressively (Veder
1981).

Another example of the procedure is the text entitled "The Discourse of a
Certain Monk on Reading Scriptures” (N), which was created essentially by
integrating two earlier texts on the same subject (Veder 1986).

The use of this procedure bears testimony of the relatively independent develop-
ment of an Old Russian text. Thus its function within a literary system determi-
ned by the conception of the world as a block-universe becomes obvious.

12For a summary of the Old Russian bible-translations see F.J. Thomson, The
Nature of the Reception of Christian Byzantine Culture in Russia in the Tenth
to the Thirteenth Centuries and Its Implications for the Russian Culture. In
Slavica Gandensia 5(1978), 107-139.

13.For the absence of of the difference between poetry and prose in the Middle
Ages, see also J. Hrabak, Remarques sur les corrélations entre le vers et le
prose, surtout sur les soi-disant formes de transition. In D. Davie [et al.] (eds.),
Poetics-Poetyka-Poétika. Warszawa (etc.), Mouton, 1961, 239-248,
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14.See: " ... the importance of the printing press and the potential it had for a
real breakthrough in the spread of knowledge was not appreciated, neither
among the Bulgarians nor among their masters, the Ottoman Turks (who started
to print as late as 1727... ). In both societies, the Christian Bulgarian and the
Muslim Turkish, the preference was for a few beautiful calligraphed and illustra-
ted and expensive books rather than many cheap printed ones with a widely
diversified content” (M. Kiel, Art and Society of Bulgaria in the Turkish Period:
a New Interpretation. Assen (etc.), Van Gorcum, 1985, 242, fn. 87a).

15.Something like an ornamental style is also found in some surrealistic pain-
tings like Dali’s The Persistence of Memory (1931; New York, Museum of
Modern Art). This contains representations of flattened and folded watches (see
ill. 6). The ornamental character of the sign /watch/ is expressed here by the
fact that it does not just denote "watch”, but has an earlier-mentioned additional
meaning, which is, in Lixa¢ev’s view, distinctive of words with an ornamental
character in a medieval literary work. This additional meaning in the Dali-
picture manifests itself in the phenomenon that the sign /watch/ and its contra-
dictory /non-watch/ are combined into one sign (/flattened and folded wat-
ches/). By this presentation of the interpretant as co-ordinate to the object of the
sign, the sign gets a new meaning, thus impelling the perceiver to query it as to
its exact meaning.

16.See: "Die Zeichen werden mit ‘unihnlichen Ahnlichkeiten’ (anhomoies
homoiotetes) oder ’undhnlichen Symbolen’ (anhomoies sumbola) umschrieben.
Was darunter zu verstehen ist, soll an einem Beispiel erlautert werden. Gottes
absolute Transzendenz und Aseitiit verbieten es im Grunde, ihn mit materiellen,
sinnlichen Zeichen oder Symbolen erkennen oder beschreiben zu wollen. So ist
es in einem ontischen Sinne ’unschicklich’, dem "Uebersein’ Gottes nicht gemass,
wenn man sein Wesen mit 'Licht’ umschreibt, wie es der Arcopagite stdndig tut,
Diese positive, ‘kataphatische’ Ausdrucksweise muss dialektisch ergiinzt werden
durch die negative, 'apophatische’: Gott ist "Uberlichtige Finsternis’ (h uperphg;g,
gnophos), da die ’unihnliche Ahnlichkeit' Gottes Wesen gemiisser ist. (Diese
Formel ist von unmittelbarem Einfluss auf die Ikonographie der Verklirung
geworden.)" (Onasch 1968, 20; for a careful analysis of all iconic and verbal signs
on an Old Russian icon, see: H. Lohse, Die lkone des Heiligen Theodor Stratilat
zu Kalbensteinberg: eine philologisch-historische Untersuchung. Miinchen,
Sagner, 1976). For a general survey of the literature concerning the icon, see
Ladner 1959, and W. Felicetti-Liebenfels, Geschichte der byzantinischen Ikonen-
malerei von ihren Anfingen bis zum Ausklange unter Beriicksichtigung der
maniera graeca und der italo-byzantinischen Schule. Olten, Urs-Graff, 1956.

17.The Latin translation of the Greek text in the standard edition by J. Migne is
to prefer to that of John Damascene’s version; see (Basil): "nam imaginis honor
ad exemplar transit” (Migne, P.Gr, 32, 149C; it. mine, PMW), and (John
Damascene): "(siquidem) honor qui imagini habitur, ad exemplar transfertur”
(Migne, P.Gr., 94, 1261B; it. mine, PMW),

18.The translation of the word prototupon by pr'vyj obraz" in the Old Russian
texts bears testimony to the defective character of these translations. Prlvy)
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obraz” is a literal translation of the Greek protos tupos rather than of prototu-
pon. However, from Basil of Caesarea’s definition it is evident that image and
prototype are equivalent in so far as they both claim the same worship by virtue
of the relationship of identity existing between them (Ladner 1959, 774). But the

essential difference between prototupon and protos tupos resides in the fact that
the first is a general model, which without being a representation itself, genera-
tes representations. The protos tupos, on the other hand, is exactly such a
representation of a model. In other words, a protos tupos and an icon are, in fact
tautologies, which implies that pr'vyj obraz" is just an inadequate translation of
prototupon.

19See in this connection, W. Hofmann, Grundlagen der modernen Kunst: Eine
Einfiihrung in ihre symbolischen Formen. Stuttgart, Kroner, 1978, 14.293/284.
Braque’s painting entitled "Violin and jug" (1910; Basle, Kunstmuseum) is
exemplary of such a painting from the Analytical Period of Cubism made in the
above-mentioned manner (see ill. 11).

20 Compare, for an illustrative example of an icon in which the klejma play a
role, that of Elijah (13th cent., see ill. 10; a description is given in Onasch 1969,
155 and 164f.).

21 Concerning the applied character of the Russian icon which expresses itself in
the contact established between the perceiver and the central, framing figure,
interesting parallels can be drawn with modern advertisements which often
distinguish between the framing and the framed parts of the representation.
Then the framed part shows the advertised article, whereas the framing part
contains a representation of a person, making use or tasting that same article, It
is characteristic of the framing reperesentation that it mostly contains a deictic
sign, either iconic or verbal, adressed to the perceiver of the ad, stimulating him
to purchase or use the article. In other words, it is distinctive of advertisements
that the framing part contains a representation of the advertised article (repre-
sented on the framed part) plus an exhortation (in the form of a sign with a
deictic function). It is also often seen that the framing and the framed parts
share the name of the article. See, in this connection, ill. 12. On this ad the
framing and the framed parts of the representation both contain the iconic as
well as the verbal sign of the plane (the word /samolet/). Moreover, the framing
part only contains the sign with the deictic function: the word /¢itajte/ ("do read”
[the journal called "The Plane’, PMW]"). Schematically:

repres. of brand
plus deictic sign name of
("you™) brand

The framed part of an advertisement may, in its turn, become the framing part
of a new combination of an iconic and a verbal text. In that case the ad is
transformed into a mere wrapping of an article. The parallel with the advertise-
ment manifests itself in the fact that the content of the wrapping is indicated by
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the noun on the wrapping. See ill. 13. There the verbal sign /sokolad/ refers to
the non-verbal contents of the wrapping ("chocolate”), whereas the brand,
indicated by the word /Standart/ serves as the sign with a deictic function,
distinctive of framing parts of advertisements. Schematically:

indication of article

("chocolate”) plus contents ("chocolate")
deictic word (/Standart/), indicated by
indicating brand word /chocolate/.

Note that proper names, together with spatial and temporal markers indicating
"here", "there”, "now", "then", as well as personal, demonstrative and possessive
pronouns, all of which presuppose a speaker, are typically deictic words (see G.
Gabriel, Fiktion und Wahrheit: eine systematische Theorie der Literaturtheorie.
Stuttgart (etc.), Fromann, 1975, 18).

22 For an inventory of ali extant versions of the "Life", see Begunov 1975. Use is
made here of Begunov’s reconstruction of the Primary Version of the text, made
in Begunov 1965, 158-180. This reconstruction is supposed to approach the
version made in Vladimir' at the Rozdestvenskij Monastyr’, during the years
1280-1282 (idem, 61). The editor used the 13 extant manuscript containing
variants of the Primary Version (for a complete listing of the mss. see Begunov
1965, 16f.).

The editor based himself on ms. in the Gos. Istori¢eskij Muzej (Moskva), Sino-
dal’noe sobranie nr. 154 (abt. 1486, sheets 156-162. Forms not found in this basic
variant (Ps.), but reconstructed from other variants, are placed in square brackets
([ ... 1) English translations are mine. Both the editor as well as D.S. Lixacev
have emphasized that the variant in the Gos. Biblioteka SSSR im. V.I. Lenina
(Moskva), sobranie Mosk. Duxovnoj Akademii (f. 173), nr. 208 (abt. 1550),
sheets 1-9, (A), which was considered by the first editor of the "Life", V.V.
Mansikka, as containing the authentic text of the Primary Version, is insufficient
from a philological point of view. A is a late, corrupted text of the "Life” which
was composed not earlier than in the middle of the 16th century (Begunov 1965,
57). For further textological data concerning the "Life" see Begunov 1961, in
which a reconstruction is made of the ms. in the Gos. Publi¢eskaja Biblioteka im.
M.E.Saitykova-Sé¢edrina (Leningrad), Q.1.321 (abt. 1575), originating from N.P.
Lixa¢ev’s library. This version was published in Mansikka 1912, Pril. 125-137. For
more detailed information concerning this version see also Begunov 1976.
Furthermore, a reconstruction of the "Third Version” of the "Life" was made by
the same editor in Die Vita des Fursten Aleksandr Nevskij in der Novgoroder
Literatur. In Zeitschrift fur Slawistik 16 (1971), 78-109.

The writer of the Primary Version probably was neither a Novgorodian nor a
Pskovian. However, he must have been of noble birth, and belonged to the
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Prince’s entourage. See Lixacev (red.) (1980), 173ff. and V. Klju¢evskij, Drevner-
usskija zitija svjatyx kak istori¢eskij isto¢nik. Moskva, Gracev, 1871, 65f.

23 see P. Pucci, Odysseus Polutropos: Intertextual Readings in the Iliad and the
Odyssey. Ithaca (etc.), Cornell Univ. Press, 1987, 79f.

24 This scene is not found in Ps. on which Begunov’s text is based, but has been
reconstructed by the latter according to the other variants.

25.See in this connection Stierle’s definition of free indirect speech: "Im Fall der
style indirect libre wird eine noch vorsprachliche mentale Bewegung eines
Subjekts auf den Diskurs projiziert und dort sprachlich artikuliert" (K. Stierle,
Das Gebrauch der Negation in fiktionalen Texten. In H. Weinrich (Hrsg.),
Positionen der Negativitit. Munich, Fink, 1975, 251). See also J. Simonin-
Grumbach, Pour une typologie du discours. In J. Kristeva, J.-Cl. Milner (éds.),
Langue, discours, société: Pour Emile Benveniste. Paris, Seuil, 1975, 85-121,

A thought which a person has in mind is not realized by himself on his own level
of speech, but rather by means of an operation on the level of the discours.
Consequently, in free indirect speech two voices sound, that of the literary figure
and the external observer. For the dialogic character of free indirect speech, see
in particular V.N. Volosinov, Marxism and the Philosophy of Language. Tr. by L.
Matejka and L.R. Titunik. New York (etc.), Seminar Press, 1973(1930), 141ff.

26.Dali’s painting "The Ecumenical Council” (1960; St. Petersburg, Florida,
US.A,, The Salvador Dali Museum; see ill. 14) presents a fine example of an
iconic non-representation similar to a negative verbal statement. On the painting
the artist himself is seen, standing before an empty canvas, apparently intending
to start painting. On the background the possible subject-matter of the painting
is visible, consisting of the Holy Virgin, a rock standing in water, and, on the
background. a throng of hardly visible holy figures. The presence of the possible
subject-matter on the framing painting raises an expectation in the perceiver
concerning the contents of the still empty canvas. In other words, it is evident
here that a non-representation in iconic signs presupposes that an artist be
visualized in the same way as the producer of a negative statement is. The
earlier-mentioned procedure of the painting within the painting (see chapter 1,
par. 3.2.) is again illustrative because the representations on the framing pain-
tings emphasize those on the framed ones. Thus the expectation of the future
representation on the empty canvas is, on the one hand, legalized by the
representation on the framing painting. On the other hand, the emptiness of the
canvas of the framed painting is reflected in the framing painting as the repre-
sented persons and objects on the first are diaphanous; they seem to be non-
existant. Thus the emptiness of the canvas before which the painter is situated is
justified. Moreover, he keeps his face averted from the canvas, toward the
perceiver. In this way an extra explanation seems to be given for the phenome-
non that no representation is seen on the framed painting at all.

In other words, the function of the interpretant of the iconic signs on Dali’s
painting is emphasized by the presence of the painter on his own painting, sitting
before an empty canvas, impels the perceiver to query these signs as follows:
"what will the artist depict on his as yet empty canvas?” It was seen that this
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function of the interpretant on medieval paintings is emphasized by a maximal
reduction of all iconic material, as a consequence of which the perceiver is
forced to query it as to its underlying christian idea.

27.Compare, for instance, John Tenniel’s representation of the scene in Lewis
Carroll’s "Alice in Wonderland" in which the Cheshire Cat slowly disappears at
Alice’s urgent request:

"All right", said the Cat; and this time it vanished quite slowly, beginning with
the end of its tail, and ending with the grin, which remained after the rest of it
had gone" (The Annotated Alice, ill. by John Tenniel. With an Intr. and Notes
by M. Gardner. Cleveland (etc.), 1963; see ill. 15).

On this illustration the diaphanous character of the "irrelevant clothing” of the
expressed concept "nothing" (the result of the Cat’s disappearance) manifests
itself in the fact that parts of the contours of the Cat are still visible, the
branches of the tree shining through him. The concept "absence of object” ("Cat")
is apparently imaginable only when that object is at least hinted at in the iconic
context. Or, when vestiges of the representation of that object in its realized
form are still identifiable.

28For a critical evaluation of some of Riffaterre’s theories see J. Culler, The
Pursuit of Signs: Semiotics, Literature, Deconstruction. London, Routledge and
Kegan Paul, 1981, 80-99.

29.T.S. Eliot is an example of a modern poet whose works is determined by the
phenomenon of intertextuality. Thus in "The Waste Land” the "Notes" form an
interpretant-text similar to the Biblical quotations in the "Life" in so far as they
have a legalizing function too. Thus these "Notes" are ambivalent, because they
denote scholarly, sophisticated topics on the one hand, but connote the reverse,
by suggesting the intention to simulate these topics. The framing, legalizing
function of the "Notes", manifests itself as exactly by this suggestion, they
explicate the point of view. It is evident here that the "Notes” have a framing
function, thus emphasizing the authenticity of what is narrated in the framed
parts of the poetic text (see G. Smith, The Waste Land. London, Ailen and
Unwin, 1983, 85).

30.The quotations in the Old Russian Chronicles are interesting in as far as these
are adaptations of already existing Old Slavic texts rather than of Greek originals
as, for instance, the chronicles of George Malalas (see, in this connection, n. 12).
In a maxim, quoted sub 1233 in the Hypatian Chronicle, the block-universe
manifests itself again in the reference to a Homer-passage. However, the source
of this reference has never been discovered! (Thomson 1988, 66 and 79 n. 61).
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APPENDIX

A specimen of a reconstruction of the isocolic patterns underlying the texts of
the "Life of Aleksandr Nevskij".

The reconstruction is based on the text given in Begunov 1965, 159-180.

The text-parts on the pp. 166-168 which were not reconstructed by the editor on
the basis of the variant Ps. (GIM, Sinodal’noe sobranie, No. 154; see note 22)
have been omitted.
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3. iHOBBCTH io XUTHH in 0 XpabpoCTH (159)

5, iOnaroapraroi U Benuxaroi KHﬂaﬂi Anexcannpa.i
2. ;O Pocnonsi Hameubi

2. iHcycb; XpHCTB.i

a.icuﬂe iOoxnu.i

2. iABb XYOHN iu Hﬂororpbmnun.i

2. ;uano icsnucnﬁ.i

2.;noxymanca; nucaTni

5, itHTue iCBﬂTOPOi Kﬂﬁaﬂi Anexcaﬂnpa.i

a.icuna iﬂpocnaanﬂ .i

2. ia Bnykai Bceaonoxa.i

3. ;Hone:e; CJAHIAaX iOT oTen csouxi

3. iu CaMOBHMAENb ecubi Bb3pacTa iero.i

2. ipanb iOux ucnosbnanb;

3. icnﬂToei M quTuoei " CHaBHOGi

2. i:uTue iero.i

5. iHo iﬂKO xei [IPUTOYHHUKYD ipeqe:i

4.i'B anoqupyi nympo iﬂe BﬂnneTbi OPBMYOPOCTh: (160)
2. ina BHIHUAXS Ooi KPaHux eCTb,i

2. | gocpegyn CTe3b | CTOﬂme.i

3. ;npu BpaThx xei CHJIHHNX ;upucanTf i

3., Ame Hi rpyos ecnbi ynoub.;

5. iHoi MOJIUTBOK iCBﬂTHa iOoroponnnai
t

4. | 1 nocnbmeHNEMb i CBATO’O i KHA3A i AneKcanapa |

.iﬂaanokb inonoxb.i

iCbH iGB xnﬂab; Anexcaﬂnpbi
pooucsa iOT oTIa i
'HHHOCTHHDGHai M Myxenn6na.i

124



00060850

v oW

-— — — - — — — — - — - —— -— - - —

naye xei H KPOTKa.i

KHﬂSﬁ; BBHHK&PO; Hpocnana;

H OoT uaTepe; ¢eonocnu.i

dKo :ei peqe; Hcanqa iBPOPOR:i

'Taxoi raaroidieTb iPOCHOHb:i

"KHsaA34 iaabi yqnnap.;

CBSIMEHHH OOi CYTb,;

H aSBi BOXD ﬂ'i

BoucTHHHY 00 i6e3 6oxusa ;noaenhunﬂ i

He 0b KHAXEeHKE i<erox ;

Ho H iB30pb iero;

naqei HHbBX iqenosbxb.;

H raac iero -i

aAKH iprOa iB Haponb.i

aune xei ero -i

aKH | aune | Hocuoa |

Hxe iOB OoCTaBHID ieroi

erHIeThCKHA inapbi

BTOPaPOI oapsa iBb EPHHTB.i

Cuna 3e 0b iero-i

qaCTbi OT CHIH iCauconﬂ.i

H npaas O0b ieuy ioorbi (164)

HPGHYHPOCTbi COHOHOHD,i

XpabopbCTBO x%Xe ;ero-i

dKH inapﬂi puucuaroi Eycnecuaﬂa,i

uzxe 0b ODABHMUID iBCD iSCHﬂD iHyneﬁcxyn.i

HEHrOB ;ucnoonCﬂ;

Kb rpany ;< ATanary >, HDHCTYHHTH.i
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N ncmenmei Ppatane,i

: poO6banma iHHbe iEPO.i

‘M OCTaCﬂi enunb,i

‘' U, Bb3BpaTH iK rpapy ;cuny HXb,i

K% BpaTOHi Ppannuu.i

4§ nocubacai OPYXHUHD icnoeﬂ,i

Womow N W

.3 U YKOPH ﬂ.i pexb:i

i'OCTaBHCTEi | $;! ;EHHHOPOf ;

| Taxko xe Hi KHﬂabi Anexcaﬂnpb;]

'nontaﬂ.;a He noObnuub.i

'R cero panui HbKTOi cnnenbi

' OT 3anagHusa iCTpaHH,i
' uxe HapﬂuabTCﬁi CiIyI'H iOoxnﬂ.i

Womow oW

iOT Tbxi npﬂnne.;

XOTﬂi BHHBTHi

i OUBHHRA iabapacrb; ero.i

AKO xei npeanei

uapnuai D!quCRaﬂi OPHXOAH iK COHOMOHY.i

— -

-

LT T B I R T Y

e

| KOTSImMH icnumaTu iﬂPeHYHPOCTbi EPO.i

.i Tako iH ceﬂ,i

' nueneubi AHHPBﬂmb.i

| BHOBBY iKHﬂSﬁi Anexcannpai

! H,Bb3BPaTHBCﬁi Kb CBOHHb.i peqe:i (162)

*lIpomen iCTpaHH,iﬁSHRB,i

| He BMABX | TaKoBaro

b

-
—

' HX B% napexti uapﬂ.;

' HX Bb% RHﬂseXb} KHﬁSﬂ'i

T I I

, Cen :ei cnumaab,i
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KOpOJlb i YaCTH i PHMBCKHN A i

OT MNOJIYHOMHHNSA iCTPaHH.i

Taxoaoei HYIeCTBOi Knasai Anexcannpa,i

M OOMHCIIH i B COo0b: ;

A A o

"MMoRAny i U OABHL i IeMap i AlleKcaHnpoBY." i

H cvbpa i CHIilY i BEJIHNKY, i

H HANOIHH ; Kopabaa i

MHOI'N inoaxoab icsonx,i

nogaBuxecs iB cnnb; Tﬂxnb.;

ONXada i OYXOMD ; PAaTHHM. i

R npuupge i B HenBy, ; maTanacs i 6e3yMHeMD, i

H nocida ; CiIN CBOA i 3aropnbBcH, i

B HOB®LIOPOMOY, i Kb KHA3D i ANIeKCAaHAPY, ; raiarodi. i

"Ame MOXemHM i OPOTHUBHUTHCA i MHB, i

TO C€& eCMb i yxe ; 3ne, i

OnbHARA i JeMIK i TBOKL." i

AlleKCaHOPY xe, icnumaa icaoaecai cuu.i

pa3ropbca i CepaAneMDd ;

WoWw W o W e W W W N W

oo

H BHH[E i B NePKOBY ; CBATHA i Codua i

H, 0ang i Ha KONbHY ; npea oJabvTAPEMD, i

Ha4a i MOJIMTHCA i Ch Cile3aMH: i

"Boxe i EBaJNbHHHA, i nNpaBendHHH, i

6oxe i BEJNMKHA, ; KPBIKHHA, i

OOxei npeannun.;
OCHOBAaBHNA iaeunn i (163)

H NOJHNOXHBH i openbiin i ASHKOM, i

noseab; XUTH ;He anCTynanmei

B YOXYyD iqaCbe;

“

poWw oW
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4. | BoCOPHHMD xe; NIPOPOYECKYD inbcnb.i pete :i
Q.i'Cynu,irwmnonu,iobnnﬁmuu iMﬂi

3. iu BO30paHH iOOpbmHMCﬂ ;co MHOD,i

3. ;npunun ;opyxnei H mHTb.i

3.iCTaHH iB nouombi MHBfi

3. iH.cxonanb iMOHBTBy,iBbCTaBL,;
2.;noxnonucai apxuenucxony.i

3. iEnucxonb te; 0b Tornai Cnupnnonb.i

3. ionarocnoan ieroi 3| OTHYCTH.i

5.i OH xe.i Hsmeni uc uepKBH.i YyTEePL icneau.i
S.inaqa iprnuTn inpyxuﬂy icaon.irnarona:i
E.i'He B CHJax ;Oorb.i

2. | HO ;Bb npaanb.i

3. iHOMﬂHeHb iﬂBCHOTBODHa,i Hxe pewe:i

2. iCHH iBb opyxun.i

E.ia cui Ha Roubx.i

2. iuu xe iBO Huﬁi

3. irocnona ioora Hameroi npuaoaeub.;

3. iTHH iCHﬂTH Onma in nauoma.;

3. iuu xei CTaXOM; M OPOCTH Ouxou'i

g, iCu pbx,inonne H3a HUID iB Manbi npynuﬂb,i
g, iﬂe CbxaaBcs ics MHOI'OND icunon icaoen.;

4. ino iynoaaﬂ ina CBATYD iTponuy.;

c. iIaHOCTHO xe 6b ;cnﬂmaTn,i

2. | KO oTeUb | €ro i

3. iKHﬂabi BeIUKHA ;Hpocnanb.;

3. iHe 6t Bboada iTaKOBaPO iBbCTaHuﬂ;

2. , HA CHHAa | cBoero, ,

" | "
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HHHaPOi AneRcaana.; (16%)

HHX OHOMY iOHCTb Korga iﬂOCHaTH i

BbCTbi K% oTOK ]caoeuy:i

yx¢ OOi PATHHH inpubnnxamaca.i

TbHM xei H HHOSHi HOBrropoaou iHe COBOKYIMJIHNCHA Ohmﬂ.i

ichopn iKHﬁabi nonTn.i
H DoAnme Ha HR ' Bb HEeHb ' BLCKPeCeHHMa, !
| | |

noHexe

Hyasa iBbl5,i

UMbAme xei BbpPY iBennxy;

Kb CBATHMA ;uyqenuxouai

Bopucyi H Pnbby.i

H 6b HBKTOi Myxbi

CTaAPbAMMHA iB JEMIHN iHIGpCTeﬂ,i

HMEHECMYD i( fearyn »>. i

Iopy4eHo xe GHCTbi euY;

CTPaxad iﬁomﬂaﬁ iHOPCKaﬁ.i

Bocopusa xe icaaToei erMeHne.;

H X¥uBalie iDOCPEHH poaa cnoero,iuoraua cyma.;

Hape4YeRO xe GHCTbi HMA EPOi

Bb CBﬂTBHbi KpbmeHHUH i@HHHDb.i

H xuBsime iooroyronno.i
B cpeny iu B naToxi npeOuBamei Bb'<anqcb.>i

THhM xe icnonoOn ;eroi 60?5;

BHABTH iannenne icwpamno ia THA nenb.i

CKaleHbi BKpaTnB.i

¥BbOaAB icnnyi paTHﬂx,i (165)

uuei OPOTHUBY KHHSﬂi Anexcaunpa,i

WO N W N W o e W W W

A
rn
A

vow N oW oW oW

A
i
-

W oW oW s e

Od CKaxeT® ;euy icwanu.i
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3. iCTOﬁMb xe euy; I1pH KpaH iuopﬁ.!

3. in cTpexame iooon iBYTH,;

1, iH OpeOdHCTD chn iHOMb iBb onsnuu.i
3, in AKO xei Haya iBbCXOﬂHTH iconnne.i
3, icnuma' moOMD ; CTpameHb ino Mopni

| |
]

3. ' 1 BUID iuacanb iEHHHb irpeOymb.!

4. inocpenu HacCafa iCTOﬂma iCBﬂTaﬂi Myqennxal
4. iBOpHC&i u I'nbos iBb onexnax; qpbaneﬁux.i
4. iH 6bCcTa ; PYKH inpbxama iHa pausx.i

%, ; I'pebun xei cbnﬂxy,iaxn MINIOK ionbaun.i

c. iPeqe; BOPHCb:i

4."BpaTei F'abbe, iBeHH ineCTH.i

3. ina IOMOXEMb ;cponnnxy ;caoeuyi

2. iKHHSD Anencannpyfi

3. iBHan xei Taxoaoei Bunbnuei

i, iH C/NHmDaB® iTaKOBuH irnaci oT Myqennxy.i
E.iCTOﬂmei TpeneTeHb,i

4, inounexei Hacany iOTane iOT O4YHD EPO.i

g, iﬂOTOHb icxopo inoenei Aaexcannpb,i

2. iu pagoCTHHMA ioquuai

q, iucnoabna ieuy ienunouy iBHHbHHe.i (166)
5. ;Knﬂab xei peye eHY:i'CEPOi He puui HUKOMY xeﬂi
5. iOTTonB iHOTmcha inaexa Ha HA iBb 6; nenb.i
3. iH OHCTH chai Benuka; Han Pnunﬁnu.;

3. iu H30U HX iunoxeCTBo ioecqucneﬂoi

3. ;H CaMOMY ;Koponb iBbSﬂO!Hi

2. ineanb iHa nnnei

3. iOCTpHHb 'caouubi ROHHeHb.i

[
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As the texts on the pages 166, 167 and 169 have largely been reconstructed on
the basis of several other marnuscripts no endeavour has been made here to
present their possible isocolic patterns. Consequently the passage from /Zdg/
(on p. 166) to /bozi/ (on p. 168) has been omitted.

2. | OCTaHOK» Xe MX | mobbxe, (168)

%, | ¥ TPyOHa | MéPTBHX CBOMX | HaMeTama | Kopabas |

2. | ¥ NOTONMmA | B MOPH. |

<t KHA3b Xxe | AJIEKCaHAPb | BOIBPATHUCA | ¢ < mo0baow, > |
8. | XBaNf | M CHABA | MMA |

2. i cBoero i TBOPINA. i

2. iBb BTOpOE xei abTo i (169)

1. | 00 BO3BPaMEHKH | ¢ TOCHAH ixnﬂaai ANeKCaHAPa, |

4. | OPMUAOMA | DaKH | OT 3aDaAHHA | CTPAHH |

§. | ¥ BO3rpajuma , rpan | Bb OTe4bCTBD | ANEKCaHRAPOBSD. |
4, iKHﬂab tei AlIeKCAHPY iBocxopBi Hnei

3. | ¥ HM3BepPXe | 'Paj MX | U3 OCHOBAHMA, |

2. | a CaMHX | M3BbOma |

3. in OBbX ic cobop inoaene.i

3. | @ HHDBX, | IOMKI0BaBY, | OTOYCTH: |

3. | 6b 00 MUAOCTHBY | maye ; MbPH. |

2. ino oob6bab lei Anexcannpoab.i

<2>i siKO xe noObbaAMu < Kopoand, > ;

2. | B TPeTHR | I'on, i

2. i B 3HMHee i BpeMd, |

5. i noape ; Ha 3eMapn ; HeMenkyo i B BeaHOb ; CHAD, i
2. | Aa He NOXBaAsATCH, | PKyme: i
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], ;“onpuub iCnoaeHbcxuﬂ iasuxb inuxe cebe", ;
1.; ¥xe 060 Oﬁmei rpap incxoa iBSﬁT,i

3. iu HAMBCTHUKH iOT HeMmensb ;nocaxenu.i

5. iOH xei BHCKOPbD iPpaub iHCKOBbi uaruai

Q.i H Heuenbi Hacbqe,i a MHBBX inosﬂsa.i

Q.i U rpapg icaoOonn iOT 0e300XHHX iHeueub.i

3. ;A 3eMI HUX inosoeBa in noxxei

3. iu NoJIOHA , B34 ioec qncna.i

2., a oBbx incceqe.i
1. | OHn xe, iropnun.icosoxynnmacai ¥ pexoma: |
"loRaEeMD | U noObnuMi Anexcannpai M HMMeMb eroipykauaﬂi
Erna xei npuOnu:nmaca.;n OYIOTHIA A iCTp&lH&U?O)

5. ) KHA3D xei AfeKcaHap ionanHHCﬁi
1 1 ooMpgoma iﬂpOTHBY cebe, i

4, iu NoKpuma ;oaepoi anBCRoei oOoui

c. ;OT MHOXECTBa iBOH.i

3. iOTeub xe; ero; Hpocnaab;

2. ;npucnanb Obi eny;

4, iOpaTa iuenbmaroi AHAPbBSA iHa HOHOMB;
2. iBb MnoxeCTBbi npyxunb.i

3. iTaKo xei Hy KHﬂSﬂi Anexcaunpai

2. | MHOXeCTBO | XPaOPHX, |

4. | AKO xe | npeBJle | ¥ naaunai uapﬁi
2.;cunnnu,iprnnnn.i

g, ;Taxo ui uytu; AlleKCAHOPOBH iHCHOﬂHHmaCﬂi
2.;nyxoui PaTHHMYS! |

c. i 6axy 60 ; cepana HX, i

4, iaku ;cepnna' HBOHb.iH pBMﬂ:i

|
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"0, KEfAXe Hamb i YeCTHHRA! i

HHHD i npucob i BPbMs HaM i

OOJIOXMTH i riaBy CBOfA i 3a T4 ". i

KH43bL xe i AJleXCAHAPY, i

BO3NBBE | PYRb | Ha Hebo, | M peve:

"CyaHn MH, i 6oxe, i

-

por oW W

-

<i>] ¥ < pa3cynu > i OPY MOK i OT sA3HKa i HeOopenonoOHa, |
c. i X OOMO3M MH, i rocnomu, i (171)
g, ; KO xe i npeBile i Houcup i Ha AMaiHKa ;
%. | ¥ Opaabay HameMmy i fpocaaBy | Ha OKaaHHaro i
i CBATONONKA". ;
5, i Bb xe Torpa i cyboTa i BHCXOOAM© i COJIRND, i
2. i H ChLCTynumacs i o00OH. i
2. i H OHCTBH CbH4a i 3Ja ;
<3>; H < TPYCK®D > i oT xommi JIOMJIeHHU i
3. ¥ 3BYK | OT Cb4YeHHA | MEUHAro,
5, i KO xXe H i e3epy i OOMep3bLmp i OBUI'HYTHCA; i
g, i K He O6b BHADBTH i aeny: i OOKPH 60 cA i KPOBHD. i
5, i Ce xe i CiHmax i OT CaMOBHMIRA, i uxe peye MK, |
§, i KO BUOBX i OOJNKY i COXHA i Ha BBH3AYyCH, i
3. i opyrmenmu i Ha NOMOMb i AlleKCaHNPOBH. i
% | K Tako | NOOHAM A | NOMOMMW |, GOXMEN,
3. i M nama | oJema CBOf i K CBBYAXYTH #, |
%. | ronsame, i aAKH 0O U aepy, i K He 0Ob KaMo i yTemH. i
%. | 3ne xe | DpPOCIaBH i Gorey |, AdeKCaHnpa
2. ; open BCbMH i DOJKH, i
4, i AKO Xe i Hcyca i HaBBHHa i ¥y EpexoHa. i
2. i A uxe | peve:
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W ow oo o

A S

oo

v

-

- — - — - -

'HMeMbi Anexcaﬁnpai pyxauuﬂi

ceroi HaCTbi EMYi

6ors iB pyub ;ero.i
H He oprTeCﬂi NPOTUBHHKYL ieMy iBb Opaﬂui HUKOI'a

H BOSBpaTHCHi Kﬂﬁabi ANleKCaHAPL iC gobbOoow i

cnaanon.i (172)

H Game MHO!GCTBO; NOJNOHEHHX iB NONKY iero.i

H BeAAXYTH iOOCH inonne KOHHH.}

eri HMEHYTD iceOei Ooxnni puTopu.i

H aAKo xei npnonnxnxuca; KHﬂSbi Kb rpany iﬂcxosy,
]

UIPYMEeHHU xei M nonoaei M BeCh Hapon|

cpbToma H inpen PrpagoMd iCb KDECTH,i

nopgapme }KBaﬂY iOOPOBHi

M CllaBY iPOCHOHHHY iKHﬂSDi Anexcaﬂan.]

gopme iﬂBCHb:i
[}

"HOCOOHBHﬂ,iPOCHOHH,iKpOTROHYi ﬂaBHHYI

inobhnHTH 'Hnonneuenbnﬂxui

{

i H BLPHOMY | KHA3K Hameuyi

OPYXHEMD }( KPECTHHM, > i

K c¢BOoOoOOM irpanb iHCKOBi
oT unoaauqnuxbi pyKoni AlleKCaHOpoOBOKL."” i

n peqe; AHEKCaHﬂPb:i

"0 HeBbriacu iHCKOBHQH.i

Ame cero ; 3abynere , U o npaBHanTbi AlleKCAHOPOBHX

{ I
M ynomoOuTecs ; XUIIOM, |
MX xe OPenuTa ; MOCHOAb | B NYCTHHM | MAHHOK |

H KPAacCTeIlMH iHGQEHHMH,i

U CHXD BCHX isabuma iH bora CBOEPO,i (173)

13%
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3 insaenmaro ﬂi OoT paboTH inab ErunTa'.i
3, iH Haga icnuTn iuua ieroi
<! 00 BCHMD ECTpaHaHb in oo MOpf i( EruneTCchCcKATO >i

2.} H A0 I'opsy i APapPaTbLCKHX i

<4ﬂ M OOGOHY i( CTPaHY >i uopﬂi Bapaxbcxaro.i

2. ;n no Benuxaroi Puuy.i

5, iB TO Xe Bpeuﬂ; yuaoxucai s3HKa iHHTOBbCKaPOi

3, in Havama inaxocquu iBOHOCTHi Anexcannpoae.i

3. iOn xe, iaueanﬁ,;u u3buBame ﬁi

5, iEnnHon ixannca; euyi BHexaTn.i

3. in ooohou i?i paTHHi

2. ;ennnbub iBH&SﬂOHb.i

3. iHHO!&CTBOi KHA3en nxi uaOu.i

3. ia oabxi pyxauai nauua:;

4.icnyrn xe ierm.ipyranmeca.iBﬂaaxyTb Hxi

3. iKb EBOCTOMS ixoneﬁ icaonxs.i

5. iH Hayama iOTTonBiOHDCTHCﬂi KMEeHH iero.i

5. iB TO Xe Bpeuﬂi 6b Oapb icunenb iua BHCTOYHBA iCTpaHb
3.i uxe 0b eNy iOorbi noxopunbi

5. iﬂauxu iunopu.iow BbCTOKai naxe iu oo 3anana.i

5.1 ToA xXe naph, | CANMABL | AJIeKCAHIOPA ;, TAaKO cnaBHa;

H xpaOpa.i (173)

4, | mocna i K HEMY i OOCIH i H peve. i

"AlleKcaHape, i BbCH N, i fiko Oors ; OOKOPH MH i

MHOI'H f iﬁauxu.i

TH IH i €AUHD i He XomemH i OOKOPUTH MM CA? i

Hoi ame XomemH iCbOHDCTH iaeunb caon,i

TO OpHenHn i CKopoO i Kb MHD i

135



00060850

g, in BHOMOH ;quTbi OapcTBa iuoero“i

5, EKHﬁSb xei AneKcaanb,i npunpe iB Bononnuepbi
5.ino YMEePTBUH iowua icaoepo.iB CNab iBennuh.
3 iH OHCTH Ppoaenbi IpPHe3nd iero,i

5. iH npouquﬂi BbCTbi ePoi U 1o YCTbﬂi Bonru.i
3. iH Havama ierH iMO&BHTbCKHﬁ i

3. inonomaTH iann CBOﬂ,iijyme:i
a.i"AneKcaanb }eneTP i

3. iCbnYMaB tei KHﬂSbi AneKcaanb,;

g, iu 64arociloBH iero ieuucxonbi Knpnnb.i

3. iu noupme : K uapeBn,iBb Opny.i

|
4, ' H BUObLBY iepoi napbi BaTuH,i

U NOOHUBHCH, i n peve i BEIIMOXaMb i CBOMM! i

"MCTHMHHY , MM CKa3acTe |
I |

4, ; SIKO HBCTDH i nogodbHa i ceMy i KHA3A™. ;

[IOYBCTHBL X€ i H i Y€CTHO, i OTIIYCTH H. i

fIo ceM :ei paarnbaacai napbi baTHA i

4§, ' HA OpaTa ierm iMeHmaroi Aﬂnpbﬁ,i

4. | W ODocaa | BoeBOAY icaoero; HeBPIOHA |

3. ;noaoeBaTn iaeunn inynanbcxyn.i

2. ino ONbHEHUH xei HeBpPKHEBD i (175)
3. | KHA3D | BEeNUKHA | ANleKCAaHAPY |

2. iuepKBn iBbSﬂBHPHY.i

2. irpanu iucnonbﬂu,i

1. | ARIK ipacny:enma iCpra iB OOMH cnoa.i

%. | O TaKOBHX 0o | pede | HCana | OPOPOKYD:

3. | "KH#A3b | 6ary | Bb CTPaHAaX i

§, 3 - THK,'YBBTHHBb,iKpOTOKb.iCbMBpeHb,i

[
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w

- IO 00pa3y | COXHL ; eCTb", ;

A

HE¢ BHHMaf i borarThCcTBa i

H HE npe3piA i KPOBbY i OPABEAHUYD, i

w

CHPOTDH in BOOBHIUH iBb onpaBay icynﬂn.i

MHAJIIOCTHANOEND, i 6nars i aoMovanneMb CBONMY, i

¥ BPHBIHKMY i oT CTPAaHY i OIPHXOOAMHNMD i KOPMHTEIb. i

Ha TaKoOBHA i 6ors i nNpH3InpaeT. i

Gors 60 i HEé arreioMd i JAPOKUT, i

HO i YeJlOBEKOMDY CH i

' menpﬂ; ymenpﬂeTb;

—

y K IOKa3aeTh» i Ha MHDPDB i MHIIOCTDH i cBo. i

PacopocTpaHH xe i 6ors i 3IEMIID i ero i

60raThCTBOMD i K CilaBoOk, i

K YOONBXH i 6ors i abT i eMy. i

Hbkorma xei opuMgoma iKb HeHYi

NOoCIK iOT nann.i

M3 BEGIHKOI'O i PHMa, i PKyme: i

-
— - —

"llana Hams iTaKOi rnaroneT:i

"CANmAaxXoM TH i KHA3A i YeCTHA i K IKBHA, i

H 3eMis iTBOﬁ iBennKa.i

Yero paom i OPKUCIaXOM i K ToOb i

i OT NBOXHANECATD i KOPOHHANY i aABad i EHTPEma - i

' Araapa ina M PbuonTa.i (176)

\ Ka ODocCilymaemK i y4YeHdaA HXbD i 0 3aKOHb i Soxuu”. i

KHA3b xe i AlleKCAaHAPY, i 3AYMaBY i Ch Myapenoy CBOMMHM, i

BpCIIMCA K HEMY, i H peve. i

*"OT AaMa ino ﬁOTona.i

OT DaToIld i 40 pa3ledieHNns i A3HKYD, i
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2B oW o w

oW oW oW W

- -— — -

—

OT pa3bMbOmeHHa iﬂSHKb iﬂO Haqﬁnai ABpaaHﬂﬂ.|

OT ABpaaMma ino npouTHA ianpaHnﬂ ;cxaoae Mope,i

OT HCXoHna iCHHOBbi anpannenb|

oo YMepTBKﬂi AaBHOA iuapﬂ,i

OT HAa4Yadda iHapCTBa; COHOMOHﬁl

oo ABrycTa in no XpUCTOBA ipoxeCTBa,i

oT poxeCTBai XPHCTOBai 00 CTpacTH iu Bocxpecenua.i

OT BLCKPECeHHUd xei eroi K Ha HeOecai Bb3meCTBHai
W A0 LlapcTBa ;KOHCTaHTHHOBa,i
OT Haydaia inapCTBai KOCTﬂHTHHOBai

o0 nepBareo iaOopa iH ceaMaro -i

CHUH BCﬂi noo0pb icsabnaeub,i

a OT BaCi yYy4yeHHnsA ine HPHBHHEHﬂi

OHHX x€ PB3BpaTHmacH iBbCBOﬂCH1

| yunoxnmacai AHHU ianOTa ierol

B BeiHIb iCﬂaBB.i

Bt 6o HepBCHDOEHbi M MBHHUXOAKOGeub, iu HYmasn ;nnoﬂ;

MuTponmosiunuTa Iei H eOHUCKOIIH iqTﬂme ;H gociymaame HX,

aKH icauoroi poCTa.i

Bb xe TOPﬂai HyxOa4 iBEHHKa iOT HHOMIIeMeHHUKD: (177)

M POHSAXYT iXpHCTHaHb,; Belisime ic coﬁoni

BOHHbCTBOBaTH.i

KHA3b xei BENHKHNR iAH&KC&HHPb iHOHHC; K uapeBH.i

naoH iOTHOHHTHi JAAHNH iH oT O0bAN TOﬁ.i

A CHHa icaoeroi IMUTPUA inocnai
Ha 3anajJHHA iCTpaHui
H BCﬂi NMOJBKH icaoa inocna (o HHHb.i

H ONHUXHUX iCBOHX inouoqaneum ipekmn K HHM :i
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"CNyxuTe iCHHOBH iHOGHY.i

AKH ;cauouyi HHb,i

BCBHbi XHUBOTOMYL iCBOHH'.i

nonnei KHﬂSbi ﬂHHHTPHﬂi

B CHiIb iBenHHB.i

U OABHHU iseunni

" Baa; Ppani preab.i

H BO3BPATHUCH iK HOBYFOPOHYi

Hbueuxyn.i

Ch MHOI'HMY® ;ﬂOﬂOHOMi

MU C BeINUKOD ;KopHCTnn.i

OTensd xei eroi

KHﬂSbi BeﬂHKHﬁi Anexcaunpsi

iBbSBpaTHCﬂ iHS OopaoHN iOT uapﬂi

H goupe iHoaaroponai HHtHﬂPOi

K Ty OpeOHBY iuano ianpaai

U, aomen iFoponna,i paabonbcs.i
O, rops iTObb.i

ObOHHRA iqenoaeqe!i

Kaxoi MOXemH iuanncaTni

KOHYMHY irocnonnna iCBO&PO LN

Kako ;He ynaapeTra THi

3bHHUOU inynb iCb clie3aMy ! |

Kako I&i He YpBeTCﬂi

cepnnei TBoe; OT KOpeHHud !;

OTna 60; OCTAaBHUTH iqenoaexb iuoxeT,i (178)

a pobpa ;rocnonnﬂa iﬂe MOMHKHO iOCTaBHTH :;

ame OH nsb,i U BY Pp065; OH AbH3AD C HUM !;

llocTpana xe iOoroani prxo.;
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g, iOCTaBH xe iaeunoei HapCTBOi M OHCTb MHHX @

3. iGb 60 xellaHHe ieroi nmayde MbpH ;

2. iarrenbcxaro ioOpaaa.i

3. ;CnonoOH xe iero ;Gorbi

§, iu (oTo¥; 81§29 iqnn iﬂpHaTH -i cxnuy.;

2. iH TakK iﬁoroaui

4.; OYXb icaoﬁ inpenaCTb ic MUPOMYE i

3.i uecanai HoAOPA iBb 13 HEHb,i

4. iﬂa naMaTs iCBﬂTOPOi anocwonai ouaKnna.

3. ;HHTpononnT xe; KHpHIb irnaroname:i

3.i“qana iuoa,ipaayubﬂTe.i

5. iﬂxo yxe iaaﬂne iconnue i<3eunn>i Cyananbcxoﬁﬂi
S.iHepr iu nnaxonu.iqepﬁopnsuu.iHumnn iu OOPaTHH,i
5. iu BCHi nnnuei Pnaronaaxy:i“Vxei uoraneHbP.i
5. iCBﬂToe xei THiO ieroi nonecomai

2. iKb rpany iBononHMepn.i

3. iHquononuT xe, ixﬂﬂaui M 60ﬂpei

2. ;n Beri Hapon.i

E.iuanuu.iaennuuu.i

2.ichToma ;| iBb Boronnbuabubi

2.ics cCBhmaMu iu Kaﬂnnnu.i

3.i Haponn xe iCbPHaTaXYTCﬂ,i xorsame i (179

3. iHPHKOCHYTHCﬂ iquTHbub ionpb i

3. iCBﬂTOPOi Thaa iero.i

3. iBupr xXe BONJb, iu KPH4YaHHe, iu Tyra,i

2. | fika xe ; HbCTb OHAA, |

a.i AKO ni BOCTpaCTHca.i

3.} IonoxeHo xe OHCTH | TBHOi eroi

| |
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' B% POIECTBei CBATHA iOOPOPOHHHa,i

iBb APEXMMAHIPHMUTDBH iBeHKﬁBﬁi

'uecauai HoAOPHA iBb 24,;

;ua OaMATDHb iCBﬂTOPOi OTHai AHOHHOXHﬂ.;

+ BHCTb xei TOPﬂai qDHOi HHBHOi

M ODaAMATH iHOCTOﬂHO.i

' Erga yOoi OOJIOXEHO GHCTbi

'CBaToei THhio iepo ;B Paky, !

y TOr@a iC&BaCTHﬂH iHKOHOHbi

U Kupuis» iuquouonuTi

;xOTﬂi PO3BATH ieuyi pYRY.i

na BAOXAT ;euy ;PP&HOTY inYEEBHYD.i

OH =e, | aKH | XHBS CYMH,

B W B M e e W oW

-
—

lpacnp00Tep$i PYKY iCBODi

H B3ﬂTi PPaMoOTy iOT PYKH iHHTpOHOﬂHTa.;

P W ow e

—

K OpMATH Xe ai YxaCTb.i

;!!<eﬂBa>i OTCTynHma ;OT PaKH iero.;

Ce xe OHCTH CAHMAHO iBCBHB iOT rocooAMHa iHHTpODOHHTa

H OT HKOHOMA eroi CaBaCTHﬂHa.i (180)

| KTO | He YOMBHMTCA | O CEMB, | AKO Thay ; Ge3XAYWHY CYMO

ra—

1 1 BE30OMY iOT OAJNHHUX iPpanb iB SHHHOGi BPEHﬁ!i

' H T&RO; OpocCiiaBH ;OOPb iyronnuxa iCBOGPO.i

A L B

131

Paul M. Waszink - 9783954791866
Downloaded from PubFactory at 01/10/2019 03:41:05AM
via free access



WAJOUL DL

O.M. Frejdenberg
1978(1951) Metafora. In Frejdenberg 1978 1978, 180-205.

O.M. Frejdenberg
1978(1945) Proisxozdenie narracii. In Frejdenberg 1978, 206-229.

P. Georgel, A.-M. Lecoq (éds.)
1983 La peinture dans la peinture. Musée des Beaux-Arts de Dijon, 18 déc. 1982
/ 28 fév. 1983.

F. Gerke
1959 Das Problem des "Vollendeten" und die Unmdéglichkeit des "Unvollendeten”
in der byzantinischen Kunst. In Schmoll gen. Eisenwerth (Hrsg.) 1959, 13-34.

A. Gleizes, J. Metzinger
1912 Du "Cubisme". Paris, Figuiére et Cie.

E.H. Gombrich
1984(1950) The Story of Art. Oxford, Phaidon.

E.H. Gombrich
1977(1960) Art and Illusion: a Study in the Psychology of Pictorial Representati-
on. London, Phaidon.

AJ. Greimas, J. Courtés
1982(1979) Semiotics and Language: an Analytical Dictionary. Tr. by L. Crist (et
al.). Bloomington, Ind. Univ. of Indiana Press.

A.J. Gurevich
1985(1972) Categories of Medieval Culture. Tr. from the Russian by G.L.
Campbell. London (etc.), Routledge and Kegan Paul.

T. Higg
1983(1980) The Novel in Antiquity. Oxford, Blackwell.

A.A Hansen-Léve

1978 Der russische Formalismus: methodologische Rekonstruktion seiner Entwic-
klung aus dem Prinzip der Verfremdung. Wien, Verlag der ésterreichischen
Akad. der Wissenschaften.

W.E. Harkins (ed.)
1969 American Contributions to the Sixth International Congress of Slavists,
Prague 1968, August 7-13. Vol. 2: Literary Contributions. The Hague, Mouton.

Homer

1976(1951) The lliad of Homer. Tr. with an Intr. by R. Lattimore. Chicago,
Univ. of Chicago Press.

144



00060860

N.W. Ingham
1969 The Limits of Secular Biography in Medieval Slavic Literature, Particularly
Old Russian. In Harkins (ed.) 1969, 181-199.

N.W.Ingham
1987 Narrative Mode and Litrerrary Kind in Old Russian: Some Theses. In See-
mann 1987, 173-184.

R. Jakobson [a.0.] (eds.)
1973 Slavic Poetics: Essays in Honor of Kiril Taranovsky. The Hague (etc.),
Mouton.

»

H.R. Jauss
1977 Asthethische Erfahrung und literarische Hermeneutik, 1. Miinchen, Fink.

W.ens (Hrsg.)
1971 Die Bauformen der griechischen Tragddie. Munich, Fink.

J. Kestner

1981 Secondary Illusion: the Novel and the Spatial Arts. In Smitten-Daghistany
(eds.) 1981, 100-131.

S. Kierkegaard
1982(1843) Fear and Trembling. Repetition. Ed. and Tr. with Intr. and Notes by
H.V. Hong and E.H. Hong. Princeton, Princeton Univ. Press.

J. Kollwitz
1954 Bild III. In RAC 1, 318-354.

W.Kranz

1988(1933) Stasimon: Untersuchungen zu Form und Geschichte der griechischen
Tragodie. Hildesheim, Weidmann.

J. Kristeva

1969 Le mot, le dialogue et le roman. In Kristeva, Sémiotiké: recherches pour
une sémanalyse. Paris, Seuil, 82-146.

R. Lachmann

1983 Intertextualitit als Sinnkonstitution: Andrej Belyjs "Petersburg" und die
"fremden" Texte. In Poetica

G.B. Ladner
1959 Eikon. In RAC 1V, 771-786.

G.B. Ladner

1940 Origin and Significance of the Byzantine Iconoclastic Controversy. In
Mediaeval Studies 2, 127-149.

145



WA U

O.M. Frejdenberg
1978(1951) Metafora. In Frejdenberg 1978 1978, 180-205.

O.M. Frejdenberg
1978(1945) Proisxozdenie narracii. In Frejdenberg 1978, 206-229.

P. Georgel, A-M. Lecoq (éds.)
1983 La peinture dans la peinture. Musée des Beaux-Arts de Dijon, 18 déc. 1982
/ 28 fév. 1983.

F. Gerke
1959 Das Problem des "Vollendeten” und die Unmdglichkeit des "Unvollendeten”
in der byzantinischen Kunst. In Schmoll gen. Eisenwerth (Hrsg.) 1959, 13-34.

A. Gleizes, J. Metzinger
1912 Du "Cubisme". Paris, Figuiére et Cie.

E.H. Gombrich
1984(1950) The Story of Art. Oxford, Phaidon.

E.H. Gombrich
1977(1960) Art and Illusion: a Study in the Psychology of Pictorial Representati-
on. London, Phaidon.

A.J. Greimas, J. Courtés
1982(1979) Semiotics and Language: an Analytical Dictionary. Tr. by L. Crist (et
al.). Bloomington, Ind. Univ. of Indiana Press.

A.J. Gurevich
1985(1972) Categories of Medieval Culture. Tr. from the Russian by G.L.
Campbell. London (etc.), Routledge and Kegan Paul.

T. Higg
1983(1980) The Novel in Antiquity. Oxford, Blackwell.

A.A.Hansen-Love

1978 Der russische Formalismus: methodologische Rekonstruktion seiner Entwic-
klung aus dem Prinzip der Verfremdung. Wien, Verlag der o6sterreichischen
Akad. der Wissenschaften.

W.E. Harkins (ed.)
1969 American Contributions to the Sixth International Congress of Slavists,
Prague 1968, August 7-13. Vol. 2: Literary Contributions. The Hague, Mouton.

Homer

1976(1951) The Iliad of Homer. Tr. with an Intr. by R. Lattimore. Chicago,
Univ. of Chicago Press.

144



00060850

N.W. Ingham
1969 The Limits of Secular Biography in Medieval Slavic Literature, Particularly
Old Russian. In Harkins (ed.) 1969, 181-199,

N.W.ingham
1987 Narrative Mode and Litrerrary Kind in Old Russian: Some Theses. In See-
mann 1987, 173-184.

R. Jakobson [a.0.] (eds.)
1973 Slavic Poetics: Essays in Honor of Kiril Taranovsky. The Hague (etc.),
Mouton.

»

H.R. Jauss
1977 Asthethische Erfahrung und literarische Hermeneutik, 1. Miinchen, Fink.

W.Jens (Hrsg.)
1971 Die Bauformen der griechischen Tragédie. Munich, Fink.

J. Kestner

1981 Secondary Illusion: the Novel and the Spatial Arts. In Smitten-Daghistany
(eds.) 1981, 100-131.

S. Kierkegaard
1982(1843) Fear and Trembling. Repetition. Ed. and Tr. with Intr. and Notes by
H.V. Hong and E.H. Hong. Princeton, Princeton Univ, Press.

J. Kollwitz
1954 Bild III. In RAC II, 318-354.

W.Kranz
1988(1933) Stasimon: Untersuchungen zu Form und Geschichte der griechischen
Tragodie. Hildesheim, Weidmann.

J. Kristeva
1969 Le mot, le dialogue et le roman. In Kristeva, Sémiotiké: recherches pour
une sémanalyse. Paris, Seuil, 82-146.

R. Lachmann
1983 Intertextualitit als Sinnkonstitution: Andrej Belyjs "Petersburg” und die
"fremden” Texte. In Poetica

G.B. Ladner
1959 Eikon. In RAC 1V, 771-786.

G.B. Ladner

1940 Origin and Significance of the Byzantine Iconoclastic Controversy. In
Mediaeval Studies 2, 127-149.

145



00060850

J. Le Goff
1965 La civilisation de 'occident médiéval. Paris, Arthaud.

A. Lesky
1968 Homeros. In Pauly-Wissowa RE, Suppl. Bd. 11: Abragila bis Zeugisa.

Stuttgart, Druckenmuiler.

Th. Lewandowski
1973-1975 Linguistisches Worterbuch. 3 vols. Heidelberg, Quelle und Meyer.

D.S. Lixacev
1979(1967) Poétika drevnerusskoj literatury. Izd. 3e, dop. Moskva, Nauka.

D.S. Lixacev
1978 Slovo o Polku Igoreve i kul’tura ego vremeni. Leningrad, Xudozestvennaja

Literatura.

D.S. Lixacev
1962 Tekstologija na materiale russkoj literatury 10-17 vekov. Moskva, Nauka

D.S. Lixacev (red.)
1966 Vzaimodejstvie literatury i izobrazitel'nogo iskusstva v drevnej Rusi.

Moskva (etc.), Nauka.

D.S. Lixacev (red.)
1980 Istorija russkoj literatury 10-17 vekov. Moskva, Prosvescenie.

J.M. Lotman
1971 O modelirujus¢éem znacenii ponjatij "konca” i "na¢ala” v xudozestvennyx
tekstax. In Eimermacher (red.) 1971, 307-312.

V. Mansikka
1913 Zitie Aleksandra Nevskago. Razbor redakcij i tekst. Pamjatniki drevnej
pis’mennosti i iskusstva, 180.

C.W. Morris
1971 Writings on the General Theory of Signs. The Hague, Mouton.

C.W. Morris
1971(1938) Foundations of a General Theory of Signs. In Morris 1971, 17-71.

C.W. Miiller
1976 Chariton von Aphrodisias und die Theorie des Romans in der Antike. In
Antike und Abendland, 22, 115-136.

G. Miller

1948 Erzihlzeit und Erzdhlte Zeit. In Festschrift Paul Kluckhohn und Hermann
Schneider gewidmet zu ihrem 60. Geburtstag. Tiibingen, J.C.B. Mohr, 195-212.

146



00060850

G. Miller

1967 Chor und Handlung bei den griechischen Tragikern. In Diller (Hrsg.) 1967,
212-238.

K. Onasch (Hrsg.)

1977 Altrussiche Heiligenleben. Aus dem Kirchenslavischen und Altrussischen
ibers. von D. Freydank. Wien, Tusch.

K. Onasch

1984 Identity Models of Old Russian Sacred Art. In Birnbaum-Flier (eds.) 1984,
175-205.

K. Onasch

1969 Die lkonenmalerei: Grundzuge einer systematischen Darstellung. Leipzig,
Koehler und Amelang.

C.S. Peirce

1960 Collected Papers of Charles Sanders Peirce. Vol. 1: Principles of Philosop-
hy. Vol. 2: Elements of Logic. Ed. by C. Hartshorne and P. Weiss. Cambridge,
Mass., Belknap Press of the Harvard Univ. Press.

C.S. Peirce

1976 The New Elements of Mathematics. Ed. by C. Eisele. Vol. 4: Mathematical
Philosophy. The Hague (etc.), Mouton (etc.).

R. Picchio

1973a Models and Patterns in the Literary Tradition of Medieval Orthodox
Slavdom. In Terras (ed.) 1973, 458-467.

R. Picchio

1973b The Isocolic Principle in Old Russian Prose. In R. Jakobson [a.0.] (eds.)
1973, 291-331.

R. Picchio

1977 The Function of Biblical Thematic Clues in the Literary Code of "Slavia
Orthodoxa." In Slavia Hierosolymitana 1, 1-31.

R. Picchio

1984 The Immpact of Ecclesiastic Literature on Old Russian Literary Techni-
ques. In Birnbaum-Flier (eds.) 1984, 247-279,

F.P. Pickering

1970(1966) Literature and Art in the Middle Ages. L.ondon, Macmillan and Co.,
Ltd.

Pliny
1952 Natural History with an English Tr. in Ten Vols. Vol. 9: Libri 33-35, by H.
Rackham MA. London (etc.), Heinemann.

147



00060850

M. Pohlenz
1954(1930) Die griechische Tragddie. Gottingen, Vandenhoeck und Ruprecht.

R. Pope

1973 O xaraktere i stepeni vlijanija vizantijskoj literatury na original’nuju
literaturu juznyx i vostoényx slavjan: diskussija i metodologija. In Terras (ed.)
1973, 496-493.

A. Potebnja
1970(1905) Iz zapisok po teorii slovesnosti. The Hague, Mouton.

M. Praz
1970 Mnemosyne: the Parallel between Literature and the Visual Arts. Washing-
ton, Princeton Univ. Press.

Quintilian
1922 The Institutio Oratoria of Quintilian, with an Introduction by H.E. Butler
MA. Vol. 4. London (etc.), Heinemann (etc.).

RAC

1950- Realllexikon fur Antike und Christentum: Sachwérterbuch zur Auseinan-
dersetung des Christentums mit der antiken Welt. Hrsg. von Th. Klauser [et
al.]. Stuttgart, Hiersemann.

E. Reisch
1899 Chor. In Pauly-Wissowa RE 2, 2373-2404.

M. Riffaterre
1979a Sémiotique intertextuelle: linterprétant. In Rhétoriques, Sémiotiques:
Revue de I’Esthétique, 1/2.

M. Riffaterre
1979b La syllepse intertextuelle. In Poétique, 9.

M. Riffaterre
1980 La trace de l'intertexte. In La Pensée 215, 4-18.

S. Ringbom
1980 Some Pictorial Conventions for the Recounting of Thoughts and Expressi-
ons in Late Medieval Art. In F.G. Anderson (ed.) 1980, 38-69.

J. Rode
1971 Das Chorlied. In W.Jens (Hrsg.) 1971, 85-115.

R. Rucker

1984 The Fourth Dimension: toward a Geometry of Higher Reality. Boston,
Houghton Mifflin.

148



00060850

M. Schapiro
1969 On Some Problems in the Semiotics of Visual Art: Field and Vehicle in
Image-Signs. In Semiotica 1(3), 223-242.

K.F. Schefold

1985 Die hellenistische Blutezeit der Malerei. Miinchen, Verl. der Bayer. Akad.
der Wiss.

K.F. Schefold
1975(1972) Das homerische Epos in der antiken Kunst. In Schefold 1975, 27-42.

K.F. Schefold

1975 Wort und Bild: Studien zur Gegenwart und Antike. Basel, Archéologischer
Verlag.

K. Schefold [et al.]

1984 Die Griechen und ihre Nachbarn. Propylien Kunstgeschichte in zwdlf
Binden. Bd. 1. Berlin, Propylden Verlag.

J.A. Schmoll gen. Eisenwerth (Hrsg.)
1959 Das Unvollendete als kiinstlerische Form: ein Symposion mit Beitr. von M.
Bémol [et al.). Bern (etc.), Francke.

P. Schofer, D. Rice

1977 Metaphor, Metonymy, and Synecdoche Revis(it)ed. In Semiotica 21(1/2),
121-149.

K.-D. Seemann (Hrsg.)

1987 Gattung und Narration in den dlteren slavischen Literaturen: Zweite
Berliner Fachtagung 1984. Wiesbaden, Harrassowitz.

M. Shapiro

1976 Asymmetry: an Inquiry into the Linguistic Structure of Poetry. Amsterdam
(etc.), North-Holland.

[.P. Smirnov

1985 Oppozicija stixi/proza v literaturovedc¢eskoj koncepcii B.M. Ejxenbauma. In
Revue des Etudes Slaves 57(1), 105-112.

[.P. Smirnov
1987 Na puti k teorii literatury. Amsterdam, Rodopi.

J. Smitten, A. Daghistany (eds.)
1981 Spatial Form in Narrative. London, Cornell Univ. Press.

B. Snell

1955(1946) Die Entdeckung des Geistes: Studien zur Entstehung des europdi-
schen Denkens bei den Griechen. Hamburg, Classen..

149



00060850

M. Stokstad
1986 Medieval Art. New York (etc.), Harper and Row.

J. Strelka (ed.)
1971 Patterns of Literary Style. University Park (etc.), Pennsylvania State Univ.
Press.

V. Terras (ed.)

1973 American Contributions to the Ninth Internat. Congress of Slavists;
Warsaw, August 21-27, 1973. Vol. 2: Literature and Folklore. The Hague
(etc.), Mouton.

F.J. Thomson

1988 The Implications of the Absence of Quotations of Untranslated Greek
Works in Original Early Russian Literature, Together with a Critique of a
Distorted Picture of Early Bulgarian Culture. In Slavica Gandensia 15, 63-91.

T.Todorov
1978 Les genres du discours. Paris, Seuil.

B.A. Uspensky

1973(1970) A Poetics of Composition: the Structure of thew Artistic Text and
Typology of a Compositional Form. Tr. by S. Wittig and V. Zavarin. Berkeley-
(etc.), Univ, of California Press.

B.A. Uspensky
1976 The Semiotics of the Russian Icon. Ed. by S. Rudy. Lisse, Peter de Ridder.

W.R. Veder
1981 Elementary Compilation in Slavic. In Cyrillomethodianum 5, 49-66.

W.R. Veder
1986 Three Old Slavic Discourses on Reading. In M. Colucci [et al.] (eds.) 1986,
717-730.

P.M. Waszink
1988 Such Things Happen in the World’: Deixis in Three Short Stories by N.V.
Gogol’'. Amsterdam, Rodopi

H. Weinrich (Hrsg.)
1975 Positionen der Negativitit. Miinchen, Fink.

K. Weissenberger
1971 The Problem of Literary Style in the Recent Literary Criticism: a Compari-
son. In Strelka 1971 (ed.), 226-264.

G. von Wilpert
1979(1955) Sachworterbuch der Literatur. Stuttgart, Kroner.

150



00060850

L. Wittgenstein

1970 Das blaue Buch: eine philosophische Betrachtung. Hrsg. von R. Rhees.

Zettel. Hrsg. von G.E.M. Anscombe und G.H. von Wright. Frankfurt a.M.,
Suhrkamp.

T. Zielinski

1901 Die Behandlung gleichzeitiger Ereignisse im antiken Epos. Erster Teil. In
Philologus. Suppl. Bd. 8, 407-449.

151

Paul M. Waszink - 9783954791866
Downloaded from PubFactory at 01/10/2019 03:41:05AM
via free access



00060850

ILLUSTRATIONS

Sources of the illustrations:

(N:

(2):

(3).(4):

(5):

(6):

(7).(8):

(9):

(10):
(11):

René Magritte. Lausanne, 19 juin-18 octobre 1987. Fond. de ’Hermitage.
Don. Fam. Bugnion. Lausanne, Impr. Réunies 1987.

F.G. Andersen (ed.), Medieval Iconography and Narrative: a Symposium.
Odense, Odense, Univ. Press, 1980.

P. Georgel, A.-M. Lecoq (éds.), La peinture dans la peinture. Musée des
Beaux-Arts de Dijon, 18 déc. 1982/28 fév. 1983.

D. Rouart, D. Wildenstein, Edouard Manet. catalogue raisonné I:
Peintures. Lausanne-Paris, Bibliotheque des Arts, 1975,

Modern Art: From Fauvism to Abstract Expressionism. Ed. with an Intr.
by D. Sylvester. New York (etc.), Grolier Inc., 1965.

E.H. Gombrich, The Story of Art. Oxford, Phaidon Press Ltd., 1984(19-
50).

H. Fillitz [et al.], Das Mittelalter I. In Propylden Kunstgeschichte in
zwOlf Banden. Bd. 5. Berlin, Propylden Verlag, 1984.

K. Onasch, Ikonen. Berlin, Union Verl., 1961.

J. Russell, G. Braque: with Eighty Ill. incl. Twenty-Four in Colour, Sel.
by René Susan. London, Phaidon, 1959.

(12),(13): M. Anikst (ed.), Soviet Commercial Design of the Twenties. Intr.

(15):

and Texts by E. Chernovich, Eng. Tr. and Ed. by C. Cooke. Researched
by M. Baburina. London, Thames and Hudson.

L. Carroll, The Annotated Alice: Alice’s Adventures in Wonderland and

Through the Looking-Glass. With an Intr. and Notes by M. Gardner.
Hammondsworth, Middlesex, Penguin Books, 1965.

152



pOOGOBBO

N iy " .
— .ff..:...:.m!;, SR T

- r
ey N . - —
. ..-..-. -
nel . pe R R 30 . . A = . ....L.D-..r-..
- . " toT -

RO .H.—\f -
. ..:R...ﬁ{?,..f ..zm.r.ﬁ.. T LN
r - ? T - - L - a. e
e n!.l . v

R

. e —~ - |D..h- -y e . mT e STy

. ) L—W

et .'-.-Bl-r’fhd ._in \.

. ' \\\ , 7
\\n\ Ly .

'
P

\_..\\\-.

gt v - .u..-..‘. .... ..aqn.n.l e .
[FPRERADEEE T

i - B/ TS ¥ LT

REEEIEETRY-— 2t -y

!‘\111!-1‘q. v

' ll
R ....l‘.‘.p.’augeﬂun... S
:

alv-o\ﬁ i—....f-i. .-. . S N 4 i oL

t.r-......

3 -ol.ll..v.»-...aa '.dd’n yos - . ; ) q . ¥
-n.ll. - R y ..I.I.\)ﬂ\lfr L 28

. -
e oy
-+ t-‘—'lz.-].u-lu Y- -

Coagnoss 1

n K
s A i Y et T . - -
%&nﬂ.l&.ﬂ--‘. _'\W.r..lh.!—...q . . i N . N -
M«. AP S Dyop R T e .- .2 b
w e el —— . 4. Tt
an.u.l... v GIER AN L
“m.’. SR D eee a3 : -
vy A e R ek s o b TIEL SRR SR ot * . -
R -
I -
1‘1.!.. - -
it —e
-
Aﬁ.. ...‘..l» - :
Hla e . .- i -
.- . B = .
. o o POV
- .-

- Lo 0 T

TR . -
’ LR
FE“I . had R PR - .

ﬁ“avﬂvjﬂ JIT
Ay .ﬁ-}“\; e

(1)

153



00080850

)

4

(

(3)

154



GS1

052809000



t

a2
a e Ty
L] xJ

":5‘!..3‘ 4y
i fag f SR :r

(8)

s e Lo (,_.__f"\":,' (4!
w’/ﬁi‘:\[’/%r‘f e I8

M

@

(L)

Paul /I. aszin < - 973395/

09809000



00060850

;’a ll'?‘ﬁﬂ_ﬂ’ :

s

1 -
RV hs o Fecleviae (D ' S
il (,c( £ 0”‘"(“]-"“ e

a. / l"”“/’ ””'t/’ H/’ff’" ’fhg'm? et ,ur.{,

Jri ly.uwnnnem [,,, f;.u
J———

T
R ) % oror
~a s’ H
W

PR

- .

\.,‘ \ (1
i A
R *,
"?
!

s T,

e

\l'f .
- t...‘
> d ‘- »
-

- i " vy b

- Y -

el e gy F ) -——-‘*.J— —-‘ :-- —— ind S - .— ————————

157

JJ



WVWUJDUoBU

',
]
. —m...".r.

(10)

158



65t

'P’ag M.

dm-PubFag

t@y-

FA

-

= .

05809000



(1.

S0«

T9«x.

WHOIo AOTA

A %/B8TEAE®D. 73-76.

10 n

p.90k.01a

2

13

' '-.‘— & »

_s_a.l.fk.'/:l'.

FroA 5

C NPHAOXEHKAMMA

3AAMME O-BA APY3ENW BO3AY
OCKBA, YT. HEFAMHHOTO M. M KY3HELIKOTO M.,

BbIXOAMT EXEMECHAYHMO

OANMCHAR LEHA

0006086¢ - ..

Tadbid SO0

>

160



191

(€1)

mo“O”AQHEIﬁﬂéﬂEl“

“wwvol Q| 238 HIQLDW K

05809000



00060850

(14)

162



00060850

P
Uy
—
v

163



00060850

INDEX OF NAMES

Abraham 93, 138

Achilles 27, 38

Adam 50ff., 52, 93, 137

Aeschylus 28, 31f., 34

Alberti, L.B. 116

Aleksandr Nevskij 8, 15, 26, 59f.,
63ff., o7f.. 71ff., 77f., 80f, and
passim

Amalek 108, 133

Andrew of Velven 97f.

Andrew (Andréjas), brother of Alek-
sandr Nevskij 75, 97f., 132, 136

Aristotle 30f., 47

Augustus 93, 138

Bacchylides 28f.

Basil of Caesarea 55, 118

Batyj 97ff., 100, 112, 136

Baxtin, M.M. 39f., 104

Beglusi¢ (Philipp, Pelgusij), 68, 70,

129

Begunov, Ju.K. 60, 63, 68f, 71, 73,
77ff., 81, and passim

Ben-Porat, Z. 25,107

Benveniste, E. 121

Benz, E. 91, 94, 113

Bernhard, S. 45

Boethius 23

SS. Boris and Gleb 65, 69f., 129f.

Braque, G. 119

Bihler, K. 7

Burton, RW.B. 117

Cain 41

Carroll, L. 121
Charlemagne 22
Christ, see: Jesus
Cizevskij, D. 65
Constantine I 93, 138
Courtés, J. 19
Crystal, D. 117
Culler, J. 122
Cummings, E.E. 9
Curtius, E.R. 63

164

Cyril, Metropolitan 81ff,, 87,
100, 136, 140f.

Dale, A.M. 30f.

Dali, S. 118, 121

David, king of the Jews
75f., 90f., 93f., 111,
128, 132, 134, 138

Davie, D. 117

Dihle, A. 117

Dmitrij, son of Aleksandr
Nevskij 138f.

Eco, U. 13f.

Ehlich, W. 10f.

Eleazar 90

Elijah 119

Eliot, T.S. 122

Else, G. 30f.

Euripides 28

Eve 51f.

Felicetti-Liebenfels, W. 118

Feodosija, mother of
Aleksandr Nevskij 125

Florovsky, G. 44f.

Foucault, M. 116

Frinkel, H. 14f.

Frege, G. 7, 103

Frejdenberg, O. M. 27f, 38

Gabriel, G. 120
Gasparov, M.L. 45
George, St. 53f.
Georgel, P. 24f.
Gerke, F. 54, 56
Gleizes, A. 9
Gogol’, N.V. 7
Gombrich, E.H. 9, 22, 36,
SOff.
Gregory, St., 53
Greimas, AJ. 19
Gurevich, A.J. 38f, 43



00060850

Halcyon 28, 43

Hansen-Love, A.A. 45
Hector 27

Heraclitus 14, 17, 56, 61, 72
Hofmann, W. 119

Homer 26f., 31, 38f., 85f., 122
Hrabak, J. 117

Igor 41

Ingham, N.W. 46, 60, 65, 84
lona Dumin 59f.

Isaiah 93, 109ff., 112f, 125, 136
Ishoboshet 90

Ivan of Novgorod-Seversk 41

Jakobson, R.O. 45

Jaroslav Vsevolodovié, Prince of Vla-
dimir-Suzdal’ and Kiev (father of
Aleksandr Nevskij) 63, 66, 73f.,
75, 89, 96, 100f., 108, 124f., 128,
132

Jaroslav the Wise, Prince of Novgor-
od, Prince of Kiev, 108, 133

Jesus Christ 36, 38, 51, 54, 63,
66f., 88f., 93, 96, 124, 138

John Damascene 54f., 118

John, St. 50

Jong, 1.J.F.de 116

Joseph 68, 125

Joshua 77f., 94, 133

Kandinskij, W. 116
Kestner, J. 9

Kiel, M. 118
Kierkegaard, S. 18
Kish 91

Klee, P. 116
Klju¢evskij, V. 120
Kranz, W. 29, 31f,, 34
Kristeva, J. 104, 121

Lachmann, R. 104, 106f.,
Ladner, G.B. 54f,, 118
Leandro, bisshop of Seville 53

165

Lecoq, A.-M. 25

Le Goff, J. 38, 85

Lesky, A. 26

Lessing, G.E. 9, 20,104

1 ewandowski, Th. 19

Lixa¢ev, D.S. 7, 37ff.,
40ff., 45, 48, 65,
84, 86, 1171, 120

Lixacev, N.P. 120

Lohse, H. 118

Lotman, Ju. M. 40, 89

Magritte, R. 21, 116
Malalas, George 122
Manet, E. 25
Mansikka, V.V. 120
Matthew, St. 22, 101
Metzinger, J. 9
Migne, J. 118
Monet, H. 25
Morris, C. 14

Moses 108, 133
Miiller, C.W. 107
Miiller, G. 30
Miiller, G. 84

Nevruj 97f., 136
Nun 85

Odysseus 86

Onasch, K. 54, 56, 63,
118f.

Otto III 50

Parrhasius of Ephesus 116
Peirce, C.S. 7, 10, 13, 14,
16, 22f., 26, 29f., 32,
42, 34, 51f., 57, 61,
103, 105f., 114
Pelgusij (Philipp), See Beglusi&
Pheidias 36
Philipp, apostle 140
Phoebus Apolle 29
Picchio, R. 41, 47f., 107
Pickering, F.P. 37, 50



00060850

Pinborg 37

Pliny the Elder 11, 116
Pohlenz, M. 28, 30
Pope, R. 43

Praz, M. 9

Pucci, P. 120

Quintilian, 11, 47, 64f.

Reisch, E. 29

Rice, D. 27

Riffaterre, M. 20, 86, 103ff., 105f.,
109, 111, 122

Ringbom, S. 23

Rode, J. 29, 30, 32

Rucker, R. 37

Saul 91

Samson 125

Savastijan the Cellarer 81ff., 141
Schapiro, M. 23f.

Schefold, K.F. 10f.

Schmid, W. 18

Schofer, P. 27

Shammah 90
Simonin-Grumbach, J. 121
Smirnov, [P. 48

Smith, G. 122

Snell, B. 12, 27, 29, 31

Solomon 93, 109f,, 125f.
Sophocles 30, 117

Starobinski, J. 104

Stein, G. 9

Stierle, K. 121

Stokstad, M. 36f., 53

Svjatopolk, Prince of Kiev 108, 133

Tenniel, J. 121

Theodor Stratilat 118
Theodore of Studion 55
Theseus 29

Thomson, F.J. 43f., 55, 117, 122
Todorov, T. 45

Tynjanov, Ju.N. 45

Uspenskij [Uspensky], B.A. 60, 95

Veder, W.R. 44, 117

Vespasian 71ff., 97, 125

Vestier, A. 25

Virgin Mother 73, 98

Volosinov, V.N. 121

Vsevolod, Prince of
Vladimir-Suzdal’
(grandfather of Aleksandr
Nevskij) 63, 66f., 73,
89, 96, 124

Walzel, O. 9

Waszink, P.M. 7, 37, 10§, 107

Weinrich, H. 116, 121

Weissenberger, K. 9

Wittgenstein, L. 7, 15ff., 18, 22,
26, 29ff., 31f., 34, 46, 63,
87, 103, 105, 114

Wolfflin, H. 9

Zeus 36
Zbyslav Jakunovi¢ 90
Zielinski, T. 89

Paul M. Waszink - 9783954791866

16Bovvnloaded from PubFactory at 01/10/2019 03:41:05AM

via free access



00060850

218.
219.

220.
221.

222.
223.
224,
225.
226.
227.
228.
229.
230.
231.

232.

233.

234

241.
242
243.

SLAVISTISCHE BEITRAGE
(1988-1990)

Besters-Dilger, Juliane: Zur Negation im Russischen und Polnischen. 1988. VI, 400 S.
Menke, Elisabeth: Die Kultur der Weiblichkeit in der Prosa Irina Grekovas. 1988. VI,
309 S.

Hong, Gabriel: Palatalisation im Russischen und Chinesischen. 1988. X, 193 S.
Kannenberg, Gudrun: Die Vokalwechsel des Polnischen in Abhidngigkeit von Flexion
und Derivation. Eine generative Beschreibung. 1988. 353 S.

Fuchs, Ina: "Homo apostata”. Die Entfremdung des Menschen. Philosophische Analysen
zur Geistmetaphysik F.M. Dostojevskijs. 1988. 802 S.

Thomas, George: The Impact of the lllyrian Movement on the Croatian Lexicon. 1988.
291 S.

Filonov Gove, Antonina: The Slavic Akathistos Hymn. Poetic Elements of the Byzantine
Text and Its Old Church Slavonic Translation. 1988, XI1II, 290 S.

Eggers, Eckhard: Die Phonologie der deutschen Lehnworter im Altpolnischen bis 1500.
1988. IX, 221 8.

Srebot-Rejec, Tatjana: Word Accent and Vowel Duration in Standard Slovene. An
Acoustic and Linguistic Investigation. 1988. XXII, 286 S.

Hoelscher-Obermaier, Hans-Peter: Andrzej Kuéniewicz' synkretistische Romanpoetik.
1988. 248 S.

Ammer, Vera: Gottmenschentum und Menschgottum. Zur Auseinandersetzung von
Christentum und Atheismus im russischen Denken. 1988. X, 243 S.

Poyntner, Erich : Die Zyklisierung lyrischer Texte bei Aleksandr A. Blok. 1988. XII, 275
S.

Slavistische Linguistik 1987. Referate des XI1I1. Konstanzer Slavistischen Arbeitstreffens
Tiibingen 22.-25. 9. 1987. Herausgegeben von Jochen Raecke. 1988. 444 S.

Fleischer, Michael: Frequenzlisten zur Lyrik von Mikota)j Sep Szarzyiiski, Jan Jurkowski
und Szymon Szymonowic und das Problem der statistischen Autorschaftsanalyse. 1988.
336 S.

Dunn, John F.: "Ein Tag" vom Standpunkt eines Lebens. Ideelle Konsequenz als
Gestaltungsfaktor im erzidhlerischen Werk von Aleksandr Isaevi¢ SolZenicyn. 1988. X,
216 S.

Kaknidis, loannis: Codex 88 des Klosters Decani und seine griechischen Vorlagen. Ein
Kapitel der serbisch-byzantinischen Literaturbeziehungen im 14, Jahrhundert. 1988. X,
362 S.

Sedmidubsky, Milo3: Die Struktur der tschechischen Lyrik zu Beginn des 20.
Jahrhunderts. Untersuchungen zum lyrischen Frilhwerk von K. Toman, F. Srdmek und F.
Gellner. 1988. 291 S.

. Standard Language in the Slavic World. Papers on Sociolinguistics by Hamburg Slavists.

Edited by Peter Hill and Volkmar Lehmann. 1988. 161 S.

k¥

. Ulff-Mpller, Nina K.: Transcription of the Stichera Idiomela for the Month of April from

Russian Manuscnpts from the 12th Century. 1989. VIII, 245 S.

. Cienki, Alan J.: Spatial Cognition and the Semantics of Prepositions in English, Polish,

and Russian. 1989. X, 172 S.

. Leithold, Franz-Josef: Studien zu A. P. Cechovs Drama "Die Méwe". 1989. 193 S.
. Bock, Hildegard: Die Lerntheorie P. Ja. Gal'perins und ihre Anwendbarkeit im

Fremdsprachenunterricht. 1989. X, 365 S.

. Pogalnik, Joze: Differenzen und Interferenzen. Studien zur literarhistorischen

Komparativistik bei den Siidslaven. 1989. 254 S.

Kretschmer, Anna: Zur Methodik der Untersuchung ilterer slavischer schriftsprachlicher
Texte (am Beispiel des slavenoserbischen Schrifttums). 1989. 255 S.

Slavistische Linguistik 1988. Referate des XIV. Konstanzer Slavistischen Arbeitstreffens
Mainz 27.-30. 9. 1988. Herausgegeben von Wolfgang Girke. 1989, 350 S.

INcanTeipy 1683 roma B nepeBome ABpamus dupcopa. [lonroroska Tekcra,
COCTaBJICHHUE CIIOBOYKA3aTeNd U npeamucnoBye Bo.-Aq Uenyronon, 198% ¥W.6562.8.



WA DU

WOV

244,
245.
246.

247.
248.
249.
250.

251.
252.

253.

254.
255.
256.

Simeonova, Ruska: Die Segmentsysteme des Deutschen und des Bulgarischen. Eine
kontrastive phonetisch-phonologische Studie. 1989. 220 S.

®enop Conory6: Heuanannoe u necobGpannoe. Herausgegeben von Gabriele Pauer.
1989. XLVI, 282,4 S.

Tomei, Christine D.: The Structure of Verse Language: Theoretical and Experimental
Research in Russian and Serbo-Croatian Syllabo-Tonic Versification. 1989. XVIII, 192
S.

Fleischer Michael: Stomungen der polnischen Gegenwartsliteratur (1945-1989). Ein
Uberblick. 1989. 130 S.

Heil, Jerry T.: No List of Political Assets: The Collaboration of lurii Olesha and Abram
Room on "Strogii Iunosha” [A Strict Youth (1936)]. 1989. X, 128 S.

Davis, Margaret G.: Aspects of Adverbical Placement in English and Slovene. 1989.
X1V, 342 S.

Go6tz, Diether: Analyse und Bewertung des I. Allunions-Kongresses der Sowjet-
schriftsteller in Literaturwissenschaft und Publizstik sozialistischer und westlicher Linder
(von 1934 bis zum Ende der 60er Jahre). 1989. X, 244 S.

Koschmal, Walter: Der russische Volksbilderbogen. (Von der Religion zum Theater.)
1989. VIII, 132 §S., 2 Farbabbildungen.

Kim, Hee-Sok: Verfahren und Intention des Kombinatorischen in B. A. Pil'njaks Erzih-
lung "Ivan da Mar'ja". 1989. XVI, 244 S.

ok

Ucen, Kim Karen: Die Chodentrilogie Jindtich Simon Baars. Eine Untersuchung zur
Literarisierung der Folklore am Beispiel des Chronikromans von Baar. 1990. X, 277S., 6
Farbabbildungen.

Zybatow, Lew: Was die Partikeln bedeuten. Eine kontrastive Analyse Russisch-Deutsch.
1990. 192 S.

Mondry, Henrietta: The Evaluation of Ideological Trends in Recent Soviet Literary

Scholarship. 1990. 1V, 134 S,
Waszink, Paul M.: Life, Courage, Ice: A Semiological Essay on the Old Russian
Biography of Aleksandr Nevskij. 1990. 166 S.

Bayerische
Staat§biblbthok

Minchen




	sb256_9783876904672U
	sb256_9783876904672

