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The Syntactics of the Compositional Structure

If we apply lo the study of the artistic work the division into syn-
tactic, semantic, and pragmatic aspects ol the semiotic phenomena,
we can then discuss a work on three levels: the semantic level, on which
we consider the relationship of the description (narration) to the de-
scribed reality (the rclationship of the representation to the repre-
sented); the syntaciic level, on which we investigale the internal strue-
tural laws and regularities which govern the construction of the
text; and the pragmatic level, on which we deal with the relations be-
tween the lext and the audience for whom it is intended. We may
speak, then, about the semantic, the syntactic, and the pragmatic
aspects of composition of the artistic work (that is, in terms of point
of view),

The semantic of the compositional struclure examines the relation of
point of view to the described reality, and, in particular, that distor-
tion of reality which is produced in its transmission through a parti-
cular point of view. Olten the same reality (the same event) may be
described from different points of view, each of which distorts rea-
lity in its own way. These dilferent points of view may be mutually
complementary, and when they are brought together they offer the
reader a more nearly adequate image of the described reality. The
organization of multiple points of view in a literary work with re-
spect to the problem of adequate representation of the referent thus
belong to the semantic aspect of composition.

The pragmatics of compositional construction examines the composi-
tion of the work in connection with the audience, that is, with the

* Excerpts from: The Postics of Composition: Structure of the Artistic Text and
ihe Typolopy of Compositional Form, By Boris Uspensky, translaled by Valentina
Lavarin and Susan Withg (o be published by University of California Press,
Berkeley, Los Angeles and London).




person 1o whom the text is addressed. The compositional structure
of a literary work may specifically foresce some responses on the part
of the reader, in such a way that the reader’s reactions enter into the
author’s calculations, as il the author were programming those re-
sponses into the work (1), Particularly, as we have seen, the author
may rely on a definite shifl in the reader's position (2). Various com-
positional relations between the author’'s and the reader’s points of
view occur first of all in terms of their relative horizons-that is, how
informed they are aboul the events. The author may be presented as
omniscient (he may have absolute knowledze about the events of
the narration} while some circumstances may be hidden for a time
from the reader, and the horizons of the characters may be even more
strictly limited (3), In other cases, the author {the narrator) may  in-
tentionally impose constraints upon his own knowledge, so that he
appears to be ignorant of facts which a character knows. The know-
ledge of the author (the narrator) may be deliberately restricted in
comparison to that ol the reader, and so forth.

The syntactics of the compositional structure examine the relationships
of dilferent points of view in the work, outside of any relation to the
represented veality, Here we are concerned with such questions as
the funciion of one or another point of view in the work-that is, the
syntactic meaning {without reference to the depicted reality - the de-
notatum of the text) established within the boundaries of the work,
It is primarily the synlactic aspect of compesition which we examine
in this study.

In ferms of communication theory, we may treat the literary work
as a message, the author as the sender and the reader as the re-
ceiver. Correspondingly, we can distinguish the point of view of the
author (the sender) and the point of view of the reader (the receiverly; we
can also distinguish the point of view of a person whom the message
describes (a character in the narrative).

Furthermore, some of these types of points of view may be combined
in the narrative; for example, the position of the author and the reader,
or the position of the author and one of the characters may be conso-
lidated in such a way that they canmot be distinguished.

If the position of the reader is external to the narrative (the reader
necessarily sees the work from the outside), then the character holds
primarily an internal view, while the position of the author may change.
Thus, il the author adopts the point of view of the reader, the events
will be described from the outside (from an alienated position): il the
author adopts the point of view of a character, the events will he de-
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scribed from ewithine. (The problem of internal and external points
of view are examined in Chapter Seven of our study).
Lfrom Chapter Six]

Point of view on the spatial and temporal planes

In some cascs, the point of view of the narrator may be more or less
clearly specified in space or in time, and we may be able to guess the
position, defined in spatial or temporal coordinates, from which the
narration is conducted. In particular instances, for example, the nar-
rator’s position in a literary work may concur with the position of a
character, as though he were carrying out the narration from the
point where the character is standing.

Using somewhat dilferent terminclogy, we might also speak about the
spatial or temporal perspective adopled in the construction of the
narralion; the analogy with perspective representation in painting is
more than a metaphor in this case.

Perspeclive in general is a system for the representation of three - or
tour - dimensional space by means of artistic devices, specific to the
particular art form. In linear perspective, for example, the reference
poinl is the position of the person who constructs the description. In
visual art we speak about the transferral of real, multidimensional space
onte the two-dimensional surface of a painting, where the key orient-
ation point is the position of the artist. In literature, the same effect
is achieved by the verbally-established spatial and temporal relation-
ships of the describing subject (the author) to the described event.

We will look first at examples of the fixing of the authorial point of
view in three-dimensional space, and then turn to examples of its tem-
poral definition.

Space

The Concurrence of the Spatial Position of the Narrator and
the Character

We have already suggested that in a literary work the positions of the
narrator (or the observer) and a specific character may not concur, The
first case, the subject of our immediate discussion, is encountered
frequently : the narrator, who occupies the same spatial position as
the character, scems to be «attached» to the character, either tempo-
rarily or for the entire narrative. For example, if the character enters a
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room, the narrator describes the room; if the character goes oul into the
sirect, the narrator describes the sireet. Furthermore, the author may
merge with the character, assuming, for the moment, his ideological, phra-
seological and psychological systems; consequently, the point of view
adopted by the author will manifest itself on all corresponding planes.

In other instances, however, the author accompanies the character but
does not merge with him; then the description that the author gives
is not limited 1o the subjective view of the character bul is «super-
persomals. In such cases the positions of Lhe author and character
correspond on the spatial plane, but diverge on the planes ol ideology,
phraseology, and so forth. As long as the author does not embody
himself in the character bul continues to accompany him, he can
describe the particular character; he could not do this if they completely
shared a perceptual system (4).

Instances of the spatial attachment of the author to one of the characters
in a literary work are common. For example, in a large part of the
narration of Dostoevsky's The Possessed, the author (the narrator)
follows Stavrogin, although he does not describe the events which occur
from Stavrogin's point of view, or rather, not only from Stavrogin's
point of view (51 In The Brothers Karamazov, the narrator becomes
Alesha's and Mitia's invisible companion for long periods ol time.
Somelimes the author follows a character in order to deseribe a certain
event, although he may not describe the event from the point of view
of the given character. In War and Peace, for example, we, as readers,
accompany Pierre to the Battle of Borodine and become evewilnesses
to the battle. However, Pierre has only brought us there, and having
reached the battlefield we are not necessarily bound to him; we may
leave him and assume a different spatial position.

Somelimes the position of a narrator may be defined only in relative
terms: he may be attached not to one particular character, but to a
group of characters, we can continue lo pinpoint his spatial location.
Let us look at a scene from War and Peace which takes place at the
Rostovs' one evening. The young people - Natasha, Sonya, and Nikolay -
are wathered in the sitting room, reminiscing about their childhood.
The descriplion here is notl carried out from any particular viewpoint:

In the middle of their alk in the divanroom Dimmler came into the room, andd
went up to the harp that stood in the corner. He took off the cloth-case, and the
harp gave a jarring sound. «Edward Karlitch, do, please, play my [avourite nociurne
of M. Fields, said the voice of the old couniess from the drawingroom (p. 486) %

* Page numbers following quoted passages refer to the English edition of Tolsloy's
War and Peace, translated by Constance Gammett (Modern Library) - Lrans.
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In answer to the countess' request, Mr. Dimmler plays the harp:

aMutasha, now it's your lum. Sing me somethings, the voice of the counless was
heard {(p, 4870,

If Tolstoy had simply told us that the countess spoke from the drawing
room, the narrator’'s spatial location would not be so clearly defined
as it is in these lines, However, the phrase «the countess spoke from
the drawing room» would be entirely possible and would easily fit into
this particular text, since only a paragraph later Tolstoy writes:

Count Tlyva Andreevich listened to her [Natasha's] singing from his study, where
he was talking to Mitenka (p. 487

Here, the author shifts from his earlier spatial position, which was
clearly defined and conerete, to an undefined spatial position from which
he is privileged to see and to know what is going on not only in one
room, but throughout the house, and in other places as well.

Alternatively, the author might have relied on the perceptions of Na-
tasha, Sonya, and Nikolay and said that they heard the woice of the
countess, This would be the case if Tolstoy had used their psychological
point of view (a viewpoint which is, generally speaking, typical of Tolstoy
elsewhere) (6). The author does not use it, however; he chooses instead
to describe the scene through an observer who is invisibly present in
the room and who describes whatever he sees,

The Monconcurrence of the Spatial Position of the Author and
a Character

We have examined instances where the point of view from which the
story 1s told concurs with the spatial location of ene of the characters
or of a group of characters. In other cases, however, even though the
observer’s spatial position may be just as precisely defined, his position
does not correspond to that of any of the participants in the action.
Several forms of this kind of narration will be examined presently.

The Sequential Survey

Sometimes the narrator’s viewpoinl moves sequentially from one cha-
racter to another and from one detail to another, and the reader is
given the task of piecing together the separate descriptions into one
coherent picture. The movement of the author's point of view here is
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similar to those camera movements in film that provide a sequential
survey of a particular scene.

The battle scene in Gogol's Taras Bulba provides an illustration of this
particular construction. Out of the geperal mass of combatants, the
author focuses with his camera on [irst one pair of single warriors
and then another. The movement of the author’s camera is not arbitrary,
however. It follows one character until he is defeated; when he is killed,
it moves to the victor and remains with him until his defeat, and so on.
The author's point of wview passes, like a trophy, from the defeated
to the victorious.

The authorial deseription here is not all impersonal, for the author
stands close to the fighters, continually shifting from one 1o another.
This shifting becomes possible, however, only through their phvsical
contact: the author's camera is not independent in ils movement on
the battefield, and the situation is rather like a relay race, where the
point of view, like a baton, is passed from one character to another.
Thus, in a sense, the spatial attachment of the narrator to one character
is still preserved here, for the author's spatial position is limited by
the position of the character.

In other instances, the movements of the author's point of view are
not dependent on a character's movement, For example, in the follow-
ing description of a dinner party at the Rostov's in War and Peace:

The count peeped Trom behind the crvstal, the decanters and Fruit-dishes at his
wife and her high cap with blue ribbons, and zealoushy poured cut wine for his
neighbours, not overlooking himself, The countess, too, while minfdul of her
duties as hostess, casl significant glances from behind the pineapples ab her
husband, whose face and bald head struck her as looking particularly red against
his grey hair. Al the ladies” end \here was a rhythmic murmur of lalk, but at the
other end of the table the men's voices groww louder and louder, especially the
voice of the colonel of hussars, who, getting more and more flushed, ale and
drank so much that the count held him up as a pattern lo the rest. Bers with a
tender smile was felling Vera that love was an emotion nol of earth hut of heaven.
Boris was felling his new Iriend Pierre the names of the guests, while he exchanged
glances with Matasha sitting opposite him. Pierre said little, looked about at ihe
new faces, and ale a great deal ... Natasha, who sal opposite him, gazed ol Boris
as girls of thirteen gaze at the bov whom they have just kissed for the first tirme,
and with whom they are in love... Nikolay was sitting a long way from Sonia,
beside Julic Kuragin, and again smiling the same unconscious smile, he was
talking 1o her. Sonia wore a company smile, but she was visibly in agonies of
jealousy: al one moment she turned pale;, then she crimsoned, and all her energies
were concenlrated on listening to what Nikolay and Julie were saving The
governess Tooked nervously aboul her, as though proparing to resent any slicht
that might be offered to the children, The German lulor was trying to learn by
heart a lisl of all the kinds of dishes, desserts, and wines, in order to write a
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detailed description of them to the folks at home in Germany, and was greatly
mertified that the butler with the bottle in the mapkin had passed him over [p. 335

The authorial camera here shifts sequentially from one to another of
those sitting around the table; these separate scenes combine into one
composite scene. A similar device is common in film,

A scene like this one, embracing almost all the characters by moving
[rom one to another, is particularly striking because it represents a
departure from Tolstoy’s usual means of description, were (he narrator
attaches himself in each fixed descriptive segment lo onc or another
of the characters. The rapid sequential changes in the position of the
author explain the effect of temporal acceleration which usually accom-
panies the survey deseriplion.

The sequential survey of guests at the banguel table seems to imitate
the movement of ‘a man's glance as he looks at the scene: this glance
does not belong to any of the characters at the table, but rather to the
author himsell whe scems to be invisibly present al the place where
the aclion occurs.

Tolstoy uses the same device in his description of the dinner party at
Count Vasily's home, on the occasion of Ellen's name day, just prior
to the engagement of Ellen and Pierre (p. 189). In both of these cases
the spatial position of the author is more or less concrete: the author
seems to have taken up a position among the characters whom he is
describing,

In other occurrences of the sequential survey, the author's spatial posi-
tion is not specific, and he may be able to view a number ol characters
who are located in several different places-places which cannot be seen
from a single viewpoint. For example, when Anatole Kuragin comes to
Bleak Hills, intending to propose to Princess Marya, and when in the
evening everyone has retired to his room, Tolstoy surveys all of the
characters: he describes in turn what each is doing-Anatole, Princess
Marya, Mlle Bourinne, Andrey's wife, and the old Prince Bolkonsky.
This sequence is similar to the banquet-table survey; the only difference
is that the characters described here are not located within a space which
can be realistically observed from one view-point. The spatial shift of
the author is clearly evident here: he scems to move from room to
room, glancing in furn at each character.

The typological similarities between the technique used here and the liln
technique of the moving camera and the montage are guite evident.




Other Instances of Shifts in the Narrator's Spatial Position

So far we have discussed those instances where the narralion is carried
out from a shifting position-that is, when the describing observer moves
through the described space. In the exainples given above, the description
tends to fall apart into scparate scenes, cach described [ rom a different
spatial position; only when they are joined together is the illusion of
movement produced-in the same way that the movement in film is the
result of the projection of a sequence of still frames,

However, the movement of the position of the narrating obhserver may
be transmitted not only through sequences of still scenes, the summing
up of which creates the illusion of movement, bul through a single
scene which is portrayed from a moving source, with the characteristic
deformation of objects produced by that movement.

Parallel processes may be observed in the realm of visual communication
(in a drawing, in a photograph, and so on). The illusion of the move-
ment of a human figure may be transmitted by a sequence of separate
scenes in each of which the figure assurnes different poses; in this instan-
ce, the viewer of the figure summing up the separate poses, On the other
hand, movement may be represented in a single scene, an instance where
the process of movement will cause the form to be distorted. For
example if we photograph an object in movement, we have two alier
natives: we may take a sequence of quick shots, using a short exposure,
and then arrange these pictures in an order wich will allow us to recon-
struct the movement; or we may use a longer exposure and let the
distortion or blurring which is produced represent movement. These
two types of the representation of movement may be found in the
pictorial arts as well (7).

Both of these devices [or communicaling movement may also be noted
in literature, and our interest here is centered on the movement of the
narrator’s viewpoinl. We have already illustrated the first technique in
our discussion of the sequential survey for. An illustration of the second
technique is Gogol's use of artistic space as discussed by Juri Lotman,
who shows that in a number of cases, Gogol uses the moving point of
view in description (8).

Here is an example:

Gray haystacks and polden sheaves of com are scattered over the felds and
winder through its immense spaces (9.

Gogol describes trees and hills as behaving in exactly the same way.
The following example is particularly interesting:
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The shadows of trees and bushes, like comets, were falling in sharp wedges upon
the sloping Natlands (107,

Lotman points out that the imape «shadowss in sharp wedges indicates
that the deseription is carried oul [rom the point of view of an observer
who is looking From above, and in the phrase «shadows like cometss the
ellect of a typical curve produced by a comet, here attributed to the
shadows of the trees, is created under the influence of the swiftly meo-
ving observer himself (11}

This particular use of the moving position of the chserver is not at all
frequent, and examples of it are diflicult to find; we must recognize
however, that such a descriptive technique is possible.

The Bird's-Eye View

When there is a need for an all-embracing description of a particular
scene, we often find neither the sequential swrvey nor the moving
narrator, but an emcompassing view of the scene from some single,
very general, point of view. Because such a spalial position usually
presupposes very broad horizons, we may call it the bird's-eye point
of view.

In order to assume a point of view of such a wide scope, oversesing
the whole scene, the observer must take up a position at a point far
above the action. Consider, for example, the elevated position of the
observer in this scene in Gogol's Taras Bulba:

The Cossacks leaned down upon the backs of their horses and disappeared from
sight in the grass; alveady their black bals could not be seen, and only the lightiming
swift furrowing. of the grass showed (heir movements (12}

Il is characteristic that the observer here has assumed a specific posi-
tion, not abstract, but real; that position is indicated by the fact that
there are some things that the observer cannol see from his vantage
point (130,

Frequently, the bird's-eye view is used at the beginning or the end of
a particular scene, or even at the beginning or the end of a whole
narrative. For example, scenes which have a large number of characters
are often treated in the following way: a general summary view of the
entire scene is given first, from a bird's-cye viewpoint; then the author
turns 1o descriptions of the characters, so that the view is broken down
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into smaller visual felds: at the end of the scene, the bird's-eve view
is often used again. This elevated viewpoint, then, used at the beginning
and the end of the narration, serves as a kind of «frame» for the scene,
or for the work as a whole. We will return to a discussion of this parti-
cular function of point of view in conmection with the problem of
the «frame» of the artistic work.

This particular device is used at the end ol Taras Bulba, were, alter
the death of Taras, Gogol describes the Dniester River(14). The des-
cription is carried out from an impersonal point of wview which is
characterized by its broad horizons:

The River Dniester is not small, and in il are many decp pools, dense reed-beds,
shallows and deepbottomed places; its watery mirror gleams, resounding with
the ringing cry of the swans, and the proud wild goose glides swiltly over it; and
many are the woodeocks, tawny-—throated grouse, and various other hirds to he
found among the reeds and along the shoves. The cossacks floaled swiftly along
in the narrow, double—ruddered boats—rowing lopether, carvefully shunning the
regls, disturbing the birds, which rose from the water—and talked of their
ataman {157,

The Silent Scene

A special case within this category ol generalized description, carried
out from a relatively remote position, is the device of the «silent scenes.
This device, which is particularly characteristic of Tolstoy (16), and
which employs a pantomimic description of the behavior of the cha-
racters: the pestures are described, but not the words. An example from
War and Peace, the review of the army at Braunau, demonstrales the
use of the silent scene:

Behind Kuluzov ... followed his suile, consisting of some twenly persons. These
gentlemen were talking among themselves, and sometimes laughed, Nearest of
all Lo (he commander-in-chiel walled a handsome adjutant, Tt was Prince Bolkonsky.
Heside him was his comrade Nesvitsky, a tall stafl-oflicer. .. Mesvilsky could
hardly suppress his mirth, which was excited by a swarthy oflicer of hussars
walking near him. This officer, without a smile or a change in the expression of
his fixed eyes, was staring wilh a serious face at the commanding officer's back,
and mimicking every movement he made. Every time the commanding officer
quivercd and walked forward, the oilicer of hussars quivered and darted forward
in precisely the same way, Nesvitsky laughed, and poked the others to make
them look at the mimic (p. 1001).

In the silent scene, the ohserver, who is located at some distance from

the action, can see the characters, but because of the distance, he seems
to be unable to hear them. This technique of describing a scene from
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a remole point makes it possible for the author to present a general
view of the whole scene.

Time

In the same way that the position of the narrating observer may be
fixed in threc-dimensional space, the observer's temporal position, in a
number of cases, may also be defined (17). The author may count time
and order the chronological events from two positions: from the point
of view of one of the characters, or from his own point of view.

In the first case, authorial time, which forms the basis of the narration,
coincides with the subjective account of events of a particular character.
For example, as V. V. Vinogradov has shown (18), the account of time
in Pushkin's «The Queen of Spades» is carried out in the beginning from
the point of view of Lizaveta Ivanova, who reckons time from the day
she receives Herman's leiter. The narrator uses her concept of time
until the death of the old countess. Then, when the story turns to Herman,
the narrator assumes his temporal point of view, reckoning time from
the day when he lirst heard the story about the three cards.

Thus, the narrator may change his positions, borrowing the time sense
of first one character, then another—or he may assume his own temporal
position and use his own authorial time, which may not coincide with
the individual time sense of any of the characters.

Different combinations of the characters’ temporal positions and autho-
rial time determine the degree of complexity of the compositional
structure of the work, Our interest here, as elsewhere, lies primarily
in instances of the multiplicity of temporal points of view in the nar
rative.

Multiple Temporal Positions: Combinations of Points of View

A multiplicity of temporal positions may be manifested in a work
by different means and in different combinations.

On the one hand, the narrator may sequentially change position, de-
scribing the events first from one point of view, then from another.
These points of view may belong to various characters, or they may
belong to him. This particular technique is illustrated in the previous
example Trom «The Queen of Spadese.

Moreover, in some instances, narrations [rom different temporal po-
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sitions may overlap (that is, in the course of the narrative the same
event is presented from different points of view), while in other in-
stances, the narrator may join the events end-to-end (that is, the nar
rative is conducted in a strict sequential order, and the points of view
of different characters are used at different stages of the account). Bath
of these temporal organizations are fairly elementary in their compe-
sitional design.

A more complicated form is one in which the same event is described
simultancously from several lemporal positions. The narrative which re-
sults is not a juxtaposition of points of view, but a synthesis in which
different temporal points of view are merged, so that the deseription
Appears out, so to speak, as a kind of double exposure. Formally, this
combination of temporal viewpoints may be manifested in the authorial
commentary which accompanies or precedes the narration of a. parti-
cular episode and thus serves as a background apgainst which 1he se
quential account of the events is perceived.

In these cases, the narrative can be cast in a double perspective: it can
be conducted from the temporal perspective of one or more characiers
who participate in the action and, simultancously, from the point of
view of the author, The author's temporal viewpoint differs substantially
from that of the characters because he knows what they cannot know:
he knows how this particular story will end. This double perspective
derives from the double position of the narrator, In the first case, the
auther's temporal point of view is synchronous with that of the cha-
racler, as if he had adopted his spresent times. We can say, then,
that the author’s viewpoint and the viewpoint of the character are
internal to the narrative, in temporal terms, The author looks from
within the life he describes and accepls the inherent limitations of the
character’s knowledge about what is to come. When the author stands
outside his characters, however, within his own time, he adopts a
relrospective view, looking from the characters’ future lime back into
their present. His point of view is external to the narration for he
views his characters activity from the outside, knowing what they
cannot know,

We have in mind here those cases where the author, who has assumed
the temporal perspective of a particular character, conducting the nar
ration from his point of view, suddenly jumps ahead, revealing to us
what the character - the vehicle of the au thorial point of view - cannot
know and will not discover until much later in time(19), There are a
number of examples of this particular technique, and our selection
for discussion has been arbitrary.
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Thus, throughout a substantial portion of Dostoevsky's The Brothers
Karamazov, Dmitri Karamazov occupies the atiention of both the
author and the reader. Dmitri serves as the vehicle of the author’s
point of view, a point of view which is manifested on very different
planes (see for example, Book Eight). In particular, the author - or,
more precisely, the narrator in whose voice the author speaks (this dif-
ference is not essential to our discussion at this point) - describes Dimi-
iri's sensory perceptions, adopting his psychological viewpoint (20); he
borrows his speech, particularly in the form of internal monologue
(that is, he adopts his viewpoint on the phrascological plane: see The
Erothers Karamazov, p. 467); he occupies Dmitri's spatial point of
view and Tollows him in his movements; finally, he narrates the sequence
of events in terms of Dmitri’s temporal perceptions. However, in some
episodes, the author steps into Dmitri’s future and tells the reader how
the episode will end - something that Dmitri, of course, cannot know.
As an example, we might take Dmitri’s visit to Lyagavy, to whom he
hopes to sell his father’s timberland; we, as readers, have been notified
at the beginning of this project that it can only end in failure. Here,
our stance as readers is divided: we perceive the events, as they occur,
= through Dmitri's perceptions, and we live in this present time; simulta-
neously, we perceive what is going on differently than Dmitri perceives
it, because we also look from Dmitri’s future time - that is, we share
the narrator’s privileged knowledge.

Thus, the combination of two different temporal planes is achieved by
means of the combined account of two different points of view: first the
point of view of the described characters; second, the point of view of
the describing character (the author-narrator). A similar phenomenon
occurs frequently both in literature and in every day narration.

The combination of two different temporal planes may also occur
when the describing subject and the described object are the same (in
first-person narration, for instance - Icherzihlung). This occurs frequent-

| Iy in autobiography, where the point of view taken at the time des-
cribed in Lhe narration concurs with the peint of view taken at the
time of the deseribing.

5 The Life of the Archpriest Avvakwm may serve as an example. On one
hand, Avvakum presents the events of his narrative in a relatively straight
forward chronological fashion; as D.S. Likhachev points out, however
his perception of time is primarily subjective, showing the «sequence of
events, rather than the objective moment in time to which the particular
event it attacheds (21). But Avvakum's exposition of events is also con-
necled with the time in which he is writing, and we are constantly
reminded of this fact. Likhachev writes:
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«ll s as IF Avvakum looks upon his own past ftom o point in (he present, and
this point of view is extremely impartant in the narration, 1t defines what we My
call the temporal perspective, and it makes his work ol simply a story about his
own life, bul a story which gives meaning to that life al the moment he s
writings {22),

In the previous example, we moved from Dmitri Karamazov's present
inte his future; here we look, together with Avvakum, from the pre-
sent into the past(23)

For Avvakum, there is a simultaneous evaluation of both his pre
sent and his past in terms of his future (the life afier death) (24).
Thus, the temporal perspective may serve not only the immediate com-
positional goals of the description but it may also function on the
plane of ideological evaluation, In the same way, a phraseological de-
vice may be an aulonomous compositional goal or a means far the
expression of the ideological point of view. Furthermore, these points
of view need not be concurrent in a work. It should be noted (hat
there are different possibilities [or the expression of ideological eva-
luation through the temporal perspective; the events of the present
or the past may be evaluated from the point of view of the [uture:
the events of the present and the [uture may be evaluted from the
point of view of the past; or the past and the future may be evaluated
from the point of view of the present (25).

Tense and Aspect and the Temporal Position of the Author

Often the temporal position from which the narrative is conducted
15 expressed by the prammatical form: in this way, the lense and
aspect of the verb take on a direct relationship, not only to the
linguistic expression, but to the poetic expression as well. As we shall
see later, some grammatical forms take on a special meaning in the
realm of poetics.

Leskov's short story, «A Lady Madbeth of the Mtsensk Districts.
provides a number of examples of this phenomenan. The story is sig-
nificant in its use of verbal forms: the narrative past tense and
the descriptive present tense are alternated throughout the story.
Look for example, at these sentences from the beginning of the sixth
chapter:

Katerina Lvovna closed the window .. she lay down... She sleeps and does not
sleep and she is so hot that her face is covercd with perspiration and she HASPE ..
Katerina Lvovna feels... Finally the cook came to the door and knocked: «The
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samovar ... she reminds her... Katerina Lvovna... hardly moved ... And the
cal rubs... Kalering Lvovna began to move ., while it... crawls {26).

What takes place here is a successive change in the tense of the verb
from one sentence to another. If the past tense occurred in the preced-
ing sentence, then we find the present tense in the next sentence
and vice versa.

In another passage from the same short story the alternation of the
present tense and the past tense is used in larger units, not from sen-
tence to sentence but from one passage to the next.

Sergei woke up, quieted down... and... [ell asleep. She lies there with open
eves and suddenly she hears... The dops had started to dash off and then they
had guisted down (27).

Following this section, in the next few paragraphs, the narrative is
conducted in the past tense and then again we return to the present
tense:

Eaterina Lvovna in the meantime hears ... but not pity but angry vicious laughter
seizes Kalering Lvowna, «You can look around for yesterdays, she thinks.., This
lasted Tor ten minutes (28).

Following this passage, there is a long section in which the action is
consistently described in the past tense: how Katerina Lvovna admitted
her hushand, Zinovy Borisych, to the room; how she spoke with him;
how she ran to see her lover Sergei, who was hiding in the gallery.
Then the description suddenly returns to the present tense:

Everything is awdible to Sergei... He hears (29).

Then the conversalion between the husband and wife is reported as
Sergei overhears it:

aWhat were you doing there for so longs? Zinovy Borisych asks ... «] was selting
up the samovars, she answers (30).

Following this section, the use of present tense verbs continues through-
out a fairly lengthy passage, and then the narration relurns again to
the past tense. We might easily find other examples of this technigue.

In this narrative, the present tense is used to [ix the point of view
from which the narration is carricd out; each time the present tense is
used, the author’s temporal position is synchronic - that is, it coincides
with the temporal position of his characters. He is at that moment
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located in their time, The verbs in the pasl tense, however, provide a
transition between these synchronic sections of narrative (31). They
describe the conditions which are necessary lo the perception of the
narrative from the synchronic position.

All of the narration in the preceding example may be viewed as occur-
ring in a synchronic series of scenes, within which time seems to
stop (32). Verhs in the past lense, however; describe the shifts thar take
place between the scenes, forming the conlext against which the syn-
chronic scenes must be perceived.

This particular kind of narrative construection may be compared to a
slide show, where the individual slides are linked together sequen-
tially in a plot. When a slide is shown, narrative time stops: in the
intervals between the slides, narrative lime is accelerated and moves
very rapidly (33). In other words, the uninterrupted time low takes
here the form of discrete guanta, while the intervals between {hese
greanita are greatly condensed.

The introduction of the present tense into narration is also common
to evervday conversational story - telling, Often, in the middle of a story
which is being narrated in the past tense, the teller suddenly uses a
present-tense phrase («And then he says to me...»); or he may use
verbs in the present tense at the climatic moment of his story («T co-
me into the room and I see . . .»). The purpose of this device is to bring
the listener into the action of the narrative, and to put him inlo the
same position that is occupied by the hero of the story.

The alternation of grammatical tense is sometimes encountered with-
in one sentence, demonstrating a sudden change in point of view. For
mstance, we lind this passage in the Life of dvvakum:

He his barking al me, while T 1old him: «May there be srace in thy mouth, Tvan
Rodionovichs (34

This particular juxtaposition of verbal forms allows the author to
express the relations of the actions in real time. Not only do we
have a contrast in tense (present and past) but also in the durational
aspects of the verbs {one indicates continuing action, while the other
indicates completed action). A similar combination of tenses in a sin-
gle sentence is characteristic of Khlebnikov's poelry:

Skakala veselo kniarhna,
Zveniat zhemchuzhnye strekozy,

[Literally:
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The Princess was galloping merrily,
And the pearly dragontlies jingle in the grass],

[ plet sadmuchiv russkil kvas
(n zamolchal i tikh kuril,

b [Literally:
Plunged in thought he drinks Russian lkvass;
He fell silenl, and being guier, he was smoking (35)].
The present tense, however, is not the only grammatical form which
may be used to lix a particular moment in the narrative and o convey
the synchronization of the points of view of author and character {36).
Under some conditions, the imperfective aspect of the past tense of
the verb may be used in Russian to perform the same functions. This
phenomenon can be seen most clearly in Russian folklore:
Viadimer kning stal plianeshinek | veseleshinek
Vykhodil wa seredka kivpischat pol
5 nogl na nogy perestupyval

& I# rechel sam vveovarival,

Vstaval Polyk na resvy nogi,

Vykhodil na seredka Kirpishchal pol

I veem chelom bil, nizke kianialsia
Pribegali zhareb’'tsy da Kk koniu dobromu.

[ Literally:

Count Vladimir zot lipsy and jolly;

He would come out to lhe middle of the brick floor
And would shullle from one foolt to the other
And would pronounce speeches.

Potyk would get up on his swift legs;

He would come out to the middle of the brick floor

He would bow so [ow that his head would hit the floor
Ard wvoung horses would run up to the pood steed (37)],

In folklore texts the present tense is characteristically used with this
particular function:

[ ottul'de Ivan skoro povorol daet,

On vykhodit-de skore von na iolitsy,

On prikhodit-de skoro k koniun dobromu,
On kat skachet-de skoro na dobra komia
Opel’ skachel ego da non'tse dobroi koo’
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Onde s gorde non-se skatsed non Tse na poru,
On s ukatistoi-lo skatset ng uvalistu,

Yshehe porvudoly promesh nog Beret

Po podnedes’iu letit on kak isen sokol,
Priezhzhat-de ko gorodu ko Kievu,

A ezhzhact on tut de ko bozh'e: cherkvi,

On seskakival 1l skoro so dobra konia,

[ Literally:

And from there Tvan quickly makes a turn:

Here he comes oot quickli into the streel,

Here he comes up quickly to the pood steed,

Here he jumps up quickly onto the pood steed,

And apain the good steed now mallops:

Now he gallops down the mounlaing, now up the mountains,
Here he gallops from a rofling gait 1o a jogging gait,

And acain he takes the mownlging under his feet,

Upan the skies he flies like o bright falcon;

Here he comes toward the city of Kiev,

And he rides up to the Church of Ged,

And here he would jump swiftly from his good  steed (38)],

The compositional function of the imperfective form of the past tense
is 1o indicale in a sense, the “present in the pasts, Like the present-
tense form of the verb in the examples we discussed earlier, the
imperfective aspect enables the author Lo carry oul his description
from within the action - that is, syncronically, rather than retrospecti-
vely - and lo place the reader in the very center of the scene he is des-
cribing.

More specifically, we see here a synthesis of the two viewpoints: the
synchronic and the relrospective. This narrative form indicates that all
of the action is going on in the past tense, where the narrator has
taken up his position - g position which synchronically related to the
past events, Thus, il is possible to consider this as a combination of
Lwo narrators, each of whom speaks from 2 different point of view:
the «generals narrator functions throughout the narrative, and all
of the action he describes is, for him, in the past. For the other nar
rator, whose function is limited to particular scenes, the aclion oc
curs in the present. (The problems of the combination of these two
points of view are discussed mote specifically in Chapler Five).

In Russian literary texts {as opposed to folklore), the use of the im-
perfective aspect of the past tense is encountered in only one rather
HArrow area - in those expressions which introduce direct speech, and

18



L

particularly in verba dicendi(39). For example, in Leskov's «Lady
Macheth of the Misensk District» we find the following dialogue:
«Whal are vou so happy abouts? Kalerina Lvovna asked her mother-in law's
stewards,
«Well, ma'am, dear Katerina Lvowna, we were weighing a live pigs, the old
steward was answering.

¥ aWhat kind of pigs?
aThe pig Aksinja...» the young man was saying gaily and boldly ...
slmps, sleek devils...» the cook was scolding ...
«Before dinner it weighs eight hundred points...e the handsome voung man was
explaining ., (405

This use of the imperfective aspect of verba dicendi should not be consi-
dered an archaism; it is practiced in contemporary literature.

However, in spoken Russian, this use of the imperfective aspect (rather
than the perfective) is considered ungrammatical, and in the examples
above a form of the perfective would in every case be substituted for
the imperfective aspect. In speech one would say «the steward answe-
reds rather than «the steward was answerings, and «the voung man
saids rather than «the young man was sayvings,

This particular use of the imperfective form is used only in continuing
narration and only under special canditions of written (literary) speech;
in other contexts it is felt to be awkward and perhaps even unintel-
ligible. Why should the old steward be answering, when he had
already completed his answer? In ordinary speech this form might be
understood to represent a repeated action or an action of some duration.
But we have neither of these meanings in mind when we write; what
controls our use of this particular verbal form is, rather, a system of
narrative conventions.

Thus, the form of the imperfective past tense (in this particular ap-
plication of it} is peculiar to the written language. It is as a special nar-
rative form, like special verbal forms, confined to narrative in other
languages (the French passé simple, for example).

What special poetic significance does this particular grammatical form
possess? The form of the imperfective aspect is opposed to the [orma

i of the perfective aspect mainly in terms of the observer’s position in
relation to the action (the act of speaking). The imperfective form gives
the effect of extended time; it invites us to place ourselves, as it were, in
a synchronic relationship to the action, and Lo become witnesses to it {41).
(The same function may be carried out by the use of the present tense).
In other words, the opposition of these two aspectual forms, on the
plane of poetics, emerges as the opposition of the synchronic and the
retrospective positions of the author.
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The Degree of Definiteness (Concreteness) on the Spatial and
Temporal Plane in Different Art Forms

Paint of view in terms of space and time is closely connected with the
characleristics of artistic space in the particular work. Indeed, it might
be thought that the spatial and temporal characieristics of the represent-
ed world do not necessarily concur in different works. At the moment,
however, we are less concerned with the relativity of represented space
and time (42) than we are with the degree of concreteness of the spa-
tial and temporal representation of the world.

The concreteness of the modeling of spatial and temporal characteri-
stics of the literary work is determined first of all by the specific cha-
racteristics of literature as an art form. The spatial and tem poral planes
are mosl likely to provide the analosics between the structural CHEgEE -
zalion of the text in literature and other forms of representational arl.
The other planes on which point of view is manifested are inherent (to
a greater or lesser degree) in verbal art; the spatial and temporal planes
are common to literature and to the pictorial arts.

The specific organizational conventions of the artistic text determing, in
different art forms, the importance of spatial and temporal characteristics
and, in spatial and temporal terms, how well defined a work of art will

be.

If pictorial art, by nature, presupposes some spatial concreteness in its
transmission of the represented world (43) but allows temporal inde-
finiteness, then literature {(which is essentially related not to space,
but Lo lime) insists as a rule on some temporal concreteness, and per-
mits spatial representation to remain completely undefined. In fact, a
greater realiance on temporal definition is inherent in natural language,
the material of literature for the difference between language and other
semiotic systems is that linguistic expression, generally speaking, transla-
tes space into lime. As M. Foucault has noted, a verbal description of
any spatial relationship (or of any reality) is necessarily translated into
a temporal sequence (44).

This difference has its source in the special conditions of perception of
literature and the pictorial arts; in the pictorial art, perception occurs
basically in space, and not necessarily in time; in literature, perception
takes place first of all in a temporal sequence. Theatre and film, however,
seem ta assume a more or less equal degree of concreteness on both Lhe
temporal and spatial planes (45).

The perception of the literary work is closely connected with the pro-
cesses ol memory. In general, the characteristics of human memory im-
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pose a series of circumscriptions on the literary work which condition
its perception; the perception of a work of pictorial art, on the contra-
ry, is not necessarily determined by memory processes. Thus, the direct
connection hetween memory and temporal perception should not be
disregarded (46).

5 On the other hand, when temporal expression is a part of a pictorial
work of art - for example, in a series where the same figures of sce-
nes (47) participale in oa lelt-to-right sequence - there is much greater
[reedom {more than in ather forms of art) in our temporal ordering of it.
We may choose to read the sequence from left to right in the normal
order; or we may reverse the sequence, reading backward from right to
left (in the same way that a film might be run backward) (48); or we
may choose any scene as our starting point and move at will in any
direction, completely altering the temporal arrangement. This reorder-
ing of sequence is not possible in other arts (literature and flm, for
instance) where the time scene is determined. We can conclude, then,
that time is not an essential factor in the structure of pictorial art forms,
and that the freedom we have observed is a consequence of its relative
lack of importance.

Because visual art has only a limited means of expressing time, there
is little or no generation of new signs in the process ol the viewer's
observation of a picture, The reader of a literary work, on the other hand,
is oflen involved during the process of reading (of perceiving), in the
creation of new signs. In other words, the interplay between the author
{the artist) and the audience is much less important in pictorial art than
in literature.

Thus, the specifics of the translation of space in a particular literary
work are determined by the degree of concreteness of the spatial char-
acteristics. Il this depree of concreteness is great enough (that is, il
the work is sulliciently characterized by spatial definiteness) there arises
the possibility of the concrete spatial presentation of the content, and the
work may be translated into such visual media as painting and dra-
ma. Bul such a translation is not always possible, for clear and preci-
se representation ol space is not always a part of the author's compo-

b sitional intentions. As Juri Lotman remarks, in his analysis of Gogol's
«The Noses, the Fact that the nose has a lace, thal it walks, stooping,
that it runs up the stairs, that it wears a lull dress coat with gold
embroidery and a stand - up collar, that it prays «with an expression of
devoul pietys, completely destroys the possibility of imagining it in
three-dimensional space (49).

Obviously, it would be difficult to stage or to film a work like this, in
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the same way that it is often difficult to film a fairy tale. Theatre (or
film) demands the actualization of features [hat may be irrelevant in a
literary text,

Gogol's «The Noses provides a good demonstration of this difliculty, for
the Nose undergoes a striking series of transformations. Not only is the-
re a lack of spatial definition, but there is also marked diffuseness on
other levels,

In other cases, the absence of spatial definition is not immediately
evident, and only a careful reading may reveal that at one point a figure
has changed its dimensions in relation to other figures or to objects
around it - or that surroundings have changed in relation to the figure.

Note, for example, the spatial indefiniteness of the figure of the cat
in Bulgakov's The Master and Margarita. The correspondence between
the size of the cat and the size of the ather characlers and objects
changes markedly in the course of the novel {(although we can judge this
change only indirectly). Sometimes we think he cat is the usual size and
shape; sometimes it seems to grow imperceptibly, It performs actions
that no cat could perform: it goes Lo the table, it pours water from a
decanter, it takes a ticket from the conductor, and so forth.

In the same way, we often see a change in the dimensions of folklore
hgures, although these transformations are not necessarily emphasized;
in fact, they are oflen ignored (50). We are not talking here so much
about fairy-tale transformations as about the lack of any kind of spa-
tial definition: the correlation of size may appear allogether irrelevant
to the storyieller.

The noncoordination that we find in the descriptions of Gogol may be
treated as spatial-temporal incongruities: Chichikov, in Dead Souls, ri-
des around wearing a fur coat in the summer; Manilov wears a [ur coat
and a cap with earfaps; Kovalev, in «The Noses, sees a girl in a white
dress on the streets of St Petersburg in March; and the Naose rides
around in a uniform without an overcoat (51). These incongruities are nat
deliberate: they occur because the careful dehnition of space and time
is not important to the author.

All the examples we have outlined above may be interpreted as cases
which lack spatial definition in the position of the narrator (the obser-
ver). We may inlerpret such instances by imagining that different cha-
racters are viewed by different observers, observers who do not commu-
nicate with one another; these observations are then brought together
by the author(52). This kind of composition is typologically analogous
to the pictorial composition built on inverted perspective,
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Thus, temporal indefiniteness is much less characteristic in literature
than spatial indefiniteness (53). In the pictorial arts, however, the op-
posite is true.
[Chapter Three]
hMoscow B. A. USPENSKY
P

(1) Here we are speaking about the pragmatic relations of a literary work only
in terms of is compositional aspect, TE we had to speak aboul the pragmatics of the
artistic work in seneral, we would Face the much larger problem of the classifi
ciation of a work of art in terms of the veader's pragmalic relations to il (hers,
however, we might want to distinguish those relations which have or have not
boen forveseen). For cxampls, we read some novels in order to find ool swhat
happenss (somelimes 1his motivation is so strong that we may cven read ahead
i discover the ending); olher works are read so thal we may view an old problem
in a new way; and so forth. Relaled to the guestion of pragmatics is the [act
that while some works may be casily reread, others are read again with difficulty,
or with less enjovment. These are complex and specializved problems, however,
and a discuzsion of them is not within the scope ol this study.

{2} For a discussion of pragmatic compositional relations in painting {the consi-
| deration of the positions and the movements of the spectator during the structuring
¥ af the represenlation), see my introduction to L F. Zoeciy, Jazyk shivopisnogo

proizvedeniio [The lanpuage of art] (Moscow, 1970} p. 31

{3y See Chapter Seven of The Poctics of Cowipasition.

(43 In some cases a similar deseription may be defined as having been received
through a combination of several points of view for example, through bolth the
psvchological point of view of a particular character and the point of view of
a narrator, invisibly present beside the character. For a further discussion, see
Chapter Five.

(5) For illustration and sn analysis of this point, see Chapter Five,

(61 Chapter Four presents an extended discussion of the psychological point
af view.,

(7) Concerning the use of these devices in pictorial art, and the possibilities of
semiotic interpretation, see B A, Uspenskii, «Per l'analisi semiotica delle antiche
icone russces (10, M, Loraay, BoA, Useensgir, Ricerche Semiotiche, Torino, Einawdi,
19733, In the first case we have an analytical mterpretation of movement: the
uninterrupted process of movement iz analvtically decomposed into a serics of
discrere components, which the sudience (the reader) must synthesice, In the se-
congd instance, howoever, whatl takes place is o synthesis of Lhe impressions re-
ceived from spatially different points of view; this synthesis s accomplished
directly within the description [the representation),

(81 T M. Lormiax, «Problemy khudozhestvennogo prostranstva v proze Gogolias
[Problems of artistic space in the prose of Gogoll, Trudy po russkol { slavianskol
ftolopii, X1 (Uch, Zap. TGU, wwp. 2090, {Tarle, 1968), The following examples have
been taken from this study, See also: Awower Bery, Marsterstva Gogolin [The
crafl of Gogol] {Moscow-Leningrad, 1934), ppo 126-127.

{9} For another English translation, see «Taras Bulbas, trans, Isabel F. Hapzood
{New York, 1915), p. 6 - lrans.
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(10} See «Taras Bulbas, lrans. Hapgood, p. 284 - trans,
(11 Lotman, 1958, p. 306,
{12) Sce oTaras Bulbaws, trans, Hapgood, p. 66 - trans

{130 When, because of the condition of the subject and because of the conventions
ol composition, Gogol cannol raise his obscrver above the field of action (this
silugtion occurs, in particular, when the author carvies ol the narration from
sorme concrele spatial position - From, et us say, the defined spatial position of a
certain choracter), he odistorls the surface of the earth itself, bending its cdges
vpward (nol coly the mountains, bul seas as wellds. Lotman, 1968, pp. 20, 25, As
an illusiration, he cites Gosol's «Terrible Vengeances, [trans, David Magarshack
[(New York, 19570, p. 531, In the same work sec also Lotman's discussions of the
function of the view from above in «Viys, «Taras Bulbas and Dead Sonls,

(14} See also the description of the troops before the Battle of Austerlitz, Wor
i Peace, p, 101,

{15) See «Taras Bulbas, trans. Hapgood, p. 284 - (rans.

LB} On the ssilent scenes, see AL A, Sagurov, Vedwe § Mir [N, Tolsiopo, Proble
wrciibo 1 poelika [Tolsioy's War and Peace: Problematics and Poetics] {Moscow,
19597, = 430,

(17} For general discussions of time in literature (from several differen| stand-
poinis), see, in particular: L, S, VYGOTsKin, Psikhologiia iskusstva [The Psychology
of Art] (Moscow, 19681 D, S, LIknacuey, Poctika drevierssbol fiteratary [The
Poetics of the Literature of the Middle Ages] (Leningrad, 1967), Chapter Four,
sPoetika Khudozhestvennogo viemenis [ The poetics of artistic time]; H, MEYERHOFT,
Time in Litevature (Berkeley and Los Angeles: Universily of California Press,
1960); J. Pouriion, Tewmps el roman (Paris, 190 and (he bibliceraphies of these
works,

(18} V. V. Vinoorapov, «Stil' "Pikovoi damy's [The Sivle of Pushkin's wCueen of
Spadess], Fushkinski vrememnil [ Moscow-Leningrad, 19360 20 114115,

{19 See in this connection the many narratives which beein with the death of the
character whose life siory we will hear: narratives which begin with the cnd of
the story (for example, Tolstov’s «Hadjii Murads and «The Death of Tvan Tlyichs),
{20) Concerning the psychological painl of view see Chaptler Four,

(21y See DS, Liknacuny, Poetika drevnerussiol ltevatury [The Pootics of Medieval

Russiagn Literature] (Leningrad, 1971), pp. 303-304, where (hese remarks are illus-
frated with concrete examples of lext analysis,

(22 Likhachey, 1971, p. 305

(23} For dizcussion of the combination of poinls of view in more gencral terms,
see Chapter Five.
(24 Likhachey, 1971, p. 300,

{25} In connection wilh this aspect of the discussion, see A M, Prarmcoessir and
B, A, 1lsrEnsELL, «Personologicheskala  klassifikatsiia Lak semiolicheskaia proble-
mar [Personclogical classificalions as a semiolic problem], Trudy po onakoves
ststemarm. (Uch, Zap. TGU, vyp. 198), Tartu, 1967, 1II, 2427,

(26} Fon anather Faglish translation, see Mikolai Leakov, Seleciod Tales, trans. David
Magarshack (New York, 1961), P 12413 - Lrans.

(27} See Magarshack, p. 200 - trans,
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(28] Sec Magarshack, pp. 2021 - trans.
(29} See Magarshack, po 21 - lrans,
C30) See Magavshack, p. 22 - trans.

{31} The use of the present tense as a formal device for the fxing of time may
b compared with special forms used to communicale a lixed spectutor's look in
ancient pictorial art, Sce in this connection BiA, Useesskin «K issledovaniiu

¥ inzvka drevnei shivopisis (Study of the lanpuage ol ancient painting), in the
introduction to Lo F. Zueciy, feovk siivopisiogo proizvedentia [The language of
art] (Moscow, 1870), oo 21,

{32} T we were considering this problem in light of another approach, we
might say that these scenes are characterized by their own special microtime,

{33) In this comnection, see Likhanchev's ohservation aboul the byliny: «Those
episodes in the byliny where the sction oceurs quickly are presented in Lhe past
tense, and those in wich the action takes place slowly are given in the present
tenses {Likhachev, 1971, po 2410

{14} «Zhitie prolopopa Avvakumar, cited according to A N. Ropiusod, Zhizaeopt-
saifia Avvakiona § Epffaniia [The Life of Avvakum and Epiphanivs] (Moscow,
19633, p. 144

(33) For other examples see V. Maggov, The Longer Pogms of Velemdr Khlebnikoy
(Berkelew and Los Angeles: University of California Pres, 1962), p. 100

(36) This may be scen especially in the use of the future tense, which may be
B similar 1o that of the present tense. Here are some lines From Andrei Bely's poem,
alirsl Meotings:

Mikhal Sergeich povernetsia

Eo mne iz kresla tsvela ebiskres;
Stelida pensneinoe prosnetsia
Pereplesnetsia bleskom iskr.

[Titermlly:

Kichal Sergeich would taen

Towards me, in his biskreolored chair;
The glass in his pincence will awake
And will splash in a glitter of sparks]
Avprer Bevy, Stikhotvoreniia § poemy [Verses and longer poems] (Moscow and
Leningrad, 19663, pp. 416417,

(371 NLE. Oscaukoy, Pechorskic byliny [Byliny from Pechory] (51 Pelersbury,
1904, pp, 109, 23738

| 3R Onchulkos, 1904, pp. 103106, In this nserative Fragment it is interesting to
notice the narrator's care i designating time: for example, the mulliple repetitions
of the words shoro (soon), and senTtse (now) See further, A, F. Gilferding's ohser-
vations ahout inserted words of the type myne (oow), Sado (was), s’ (18) in Russion
byliny (A F. Gioreeoisg, «Olonetskaia guberniia 1 e parodoye rapsodys [The

4 Olonets provinee and ils [elk rhapsodes]|, Shornik (tdeleniia rasskogo fazyica 1
slonvesnostt dnip, Akadentii Nank, LIX, p. 37).

{39} Verba dicendi: Literally, verbs of speaking,
(40) See Magarshack, pp. 45 - trans,

{(41) This verb form has the same meaning as the English continuous verls form:
it expresses n continuous aclion in respect 1o the observer who perceives the
action. The observer is thus placed i the center of the action, perceiving it [rom
within.
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(42} About this question, see Lolian, 1968, See also V. G. Bocoraz (Tan), Einshiein
i relighia; Primenenie printsipa otnositelvosti b isstedovaniin religiozivih vifiani
[Einstein and religion: application of the lirsl prineiple of relativity to Lhe investis
galion of religious influences], No. 1, (Moscow-Petrograd, 1923 V.G, Boooeaz,
sldens of Space and Time in the Conception of Primilive Religions, Americen
Awihropologist 27, New Series (1924). The last two works examine the specifics
of the spatial model of the world in mythological represeniations.

(43 The degree of this concrelencss may vary even here in some respect. See
further, Uspenskii, 1970, pp. 32:33: or Uspenskii, «Per l'analisi semiotica delle
antiche icone russes, op. cif,

(M} See M. Foucavrr, Les mots ef les choses, une archéologie du savoir (Paris, 19663,

{45) Literature and drama ave different in this aspect, and their differences will
appear fivst in the reatment of time. In early theater we often see precisely the
same decomposition of simultancous action inlo sequential scencs as is necessary
o literature. In this regard, the actors are characteristically cut off from time.
Far example, Chatsky, in Gribovedov's Woe from Wit, delivers a monolague, lut
Maolchalin, standing next lo him, iz for this length of time excluded from the
action. (This is especially clear in those caszes where (he first actor delivers a
soliloguy, and the second actor cammot even panlomime his participation in the
aclion by reacling Lo the words being said), An analogous manifestation of [he
reovdering of simultaneous actions inle sequential actions may be obiserved, in
film, in coonection with the use of montage: for example, the face of a man
lelling a joke is shown in o closeup shot, and then the face of the listener, who
beging to smile is shown; the smile does nol appear simultaneously with the telling
of the joke but after the joke is told, even though the reaction is meant to be a
simulianeous one. In conneclion with the use of lime in the theater as opposed
to ils wse in lileralure, il is interesting to nole Goothe's remarks on the lemporal
discrepancies in Shakespeare. Goethe explains these discrepancics by saying that
Shakespeare wrote his plays (o he siaged, not to be read, with the condensation
of time that is characleristic of the theater {and, we may add, with (he impuossi-
bility of returning lo a past scene, as a reader may turn back and reread earlier
lings), u silualion where sone has no lime to stop and examine details criticallys.
See Razgovory Geley sobranmye Ekfermanom | Conversations with Goethe, collected
by Eckerman] (5t Petersbury, 1905), Parl I, pp. 338-341.

(46} See, in particular, Den Urreou, Estestvernaia filosofila vremeni [The natural
philesophy of lime] (Moscow, 1964), pp, [09-140,

(47} See, for example, the seals on icons, the lemporal sequence of fresco groupings,
or the iconographic representation of the beheading of John the Baptist, where
the body of John is represented against the same landscape backeround and within
the same frame al several different moments in time. For an analysis of similar
examples, see Uspenskii, «Per Vanalisi semictica delle antiche icone russes, op. eit.

{48) The modeling of inverled lime is expressed in a poem by O, E. Mandelshtam:
Byt" mozhel, preshde pub uzhe rodilsia shepol /i v bezdrevesnosti kruzhilisia listy,
[Literally:

Perhaps the whisper was born before the lips, / and the leaves were blown around
before Irees woere born].

This cxample was guoted by V. V. Ivanov in a lecture «Vreemia v navke 1 iskussives
[Time in science and in oart], in the Second Summer School on Secondary Mo-
deling Syslems at Eilivikn in 1966,

{49) Loltman, 1968, . 39 In this conmnection, see also the remarks of Jo. M.
Tyrianey, Problesa stibheivornogo lazykae [Problems of poetic language] (Mo-
scow, 1963), po 173, note 3; and abso Ju. N Tyniasov, Arkhaisty § novetory [Tradi-
tionalists and innovators] (Leningrad, 1938}, Chapter 13,
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(507 See S, Tu. Nexvivpov, «K voprosu o sviagl prostranstvennovremennykh otno-
shenil s sivghetnnd strukturol v rsskol bylines [The question of the connection of
spatial and temporal relations with plot structure in the Russian bylinal Terise
dedeladov ve viorsd lefnel shkole poviorichuym modelirgiuschinm sisteruon (Tar-
fr, 19663,

(513 See G, Vorosimy, «Prostranstvo 1 vremia u Dostoevskogos [Space and time
in Dostoevsky], Slawia 12 (1933% 1-2. See also, V. Buzeskul, «K kakomu vremend
soda otnosiatsia pokhorhdeniia Chichikove?s [Al what time of the year did the
adventures of Chichikov take place?] in his book Fstoricheskie siindy (5t Pe
tersburg, 1911),

(52) Froon a dillerent vicwpoinl i1 might seem that these fizures are localed in
different spaces, only partinlly connected to one ancther. Both approaches lead to
the same conolusions, however.

(53) By elemporal definitenesss we understand here only the relative chromo-
logical defindlion of an event. Some indeterminacy, however, may be noled in
other respects, For example, the absolule (nol relative) temporal indeterminacy,
in Shakespeare’s Hawiletr has been repeatedly noted by eritics. We do nol know
cxactly how much time elapses during the action of the play: we know that
in the beginning of the aclion Hamlel is a young student and at the end he is
thirty vears old, even though the aclion is presended lo us as continuous.
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