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Preface

I’ve had many false starts on this paper over the past year and a half, overwhelmed by the
scope of the questions that have arisen from my research. Don’t get me wrong, I love the feeling
of being consumed by new information, which is different from consuming it. Consuming
information implies that you have control over what you process and spit back out. And sure,
you might retain some of the nutritional value of your new-found knowledge, but being
consumed by information transforms you completely. It’s a volatile experience; you never know
when, if ever, you’ll be released from the clenches of its jaw. I’'m still very much in the bellies of
not one but two beasts, cultural semiotics, and the history of Russian national identity formation,
which is why it's been so difficult to tear myself away from them long enough to attempt to
explain what exactly is going on in here. I don’t claim to have any solid answers; instead, this is
my attempt to lay out a framework through which we might glean some understanding of
national identity formation in Russia through semiotics. This paper should be read as a practical
exercise in semiotic theory, a la Yuri Lotman style, to ultimately support my claim that
Mussorgsky’s music makes a strong case for Russian national music, as we understand it today,

having been developed primarily through conventions of realism, as opposed to romanticism.

Semiotics: a relatively brief introduction

As mentioned, the first beast I find myself in the throes of is the field of cultural
semiotics. I think the father of the Moscow-Tartu school of semiotics, Yuri Lotman, said it best
here:

Just as a film director will look at the world around him/her through his/her fingers which

are placed to form a frame and to ‘cut’ separate pieces from the totality of the view, so
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the semiotic researcher has the habit of transforming the world around him/her so as to

show up the semiotic structures. Everything that King Midas touched with his golden

hands turned to gold. In the same way, everything which the semiotic researcher turns

his/her attention to becomes semioticized in his/her hands. (Y. M. Lotman 5)

The more I read about semiotics, the more aware I become of how much it permeates our
lives. Now that I know what it is, I can’t escape it. As my mom likes to say, the toothpaste is out
of the tube! To attempt to define it for you, semiology is the study of signs and the cultural
significance we attach to them, and semiotics is the method of analysis we use by looking at the
world through the lens of semiology. Semiotics can, therefore, theoretically be applied to any
subject imaginable.

In my junior year of high school, I was introduced to Plato’s allegory of the cave. The
assignment that accompanied this unit of my Intro to Philosophy class was to apply the allegory
to explain a natural phenomenon. Being the anthropology nerd I was and still am, I argued that
our cultures are the caves in which we are born and shape our perceptions of the world. I think I
was on the right track with this thought, but I was limited by my knowledge of social theory and
academic vocabulary. Having now read many essays by Yuri Lotman, I realize a more accurate
word for the cave would have been semiosphere. According to Lotman, the semiosphere is, in
short, the metaphysical space that creates and is created by language. (Y. M. Lotman 125)

The key to understanding this is to expand our definition of language beyond what is
written and verbally spoken, what we will henceforth call natural language. Language, as
Lotman refers to it, includes any form of expression that contains intended information encoded

by the transmitter. Therefore, dance, poetry, music, etc, also fall under the category of language
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as artistic languages. Semiosis, the cognitive process through which we imbue signs with
meaning, allows languages to become vessels of cultural memory:

A text [understood here as the physical manifestation of language] has the capacity to

preserve the memory of its previous contexts [...] for the perceiver a text is always a

metonymy of a reconstructed integral meaning, a discrete sign of a non-discrete essence.

The sum of the contexts in which a given text acquires interpretation and which are in a

way incorporated in it may be termed the text’s memory. (Y. M. Lotman 18)

And when they interact and collaborate, as in the case of lyrical music (poetry + music)
or the act of translation, languages can also be agents that generate new cultural meaning:

“A text, like a grain of wheat which contains within itself the programme of its future

development, is not something given once and for all and never changing. The inner and

as yet unfinalized determinacy of its structure provides a reservoir of dynamism when

influenced by contacts with new contexts” (Y. M. Lotman 18)

The trouble is that even if there is an intended message, it is not guaranteed that the
receiver will interpret that message the way it was intended; in fact, outside of the realm of
artificial language, it’s rare that the receiver does so with 100% accuracy because most signs
carry multiple meanings. Furthermore, the more meanings a sign holds, the more “the language
of the artistic text acquires secondary features of iconism, which sheds light on the problem of
the ‘untranslatability’ of poetic language.” (Y. M. Lotman 17-18). This phenomenon is also

known as asymmetrical translation.
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Figure 1 Asymmetrical translation (Y. M. Lotman 15)

This reveals the primary challenge facing the application of semiotics to music, arguably
the most abstract of artistic languages. To semioticize any language, one must translate it into
one’s native natural language because natural language is the type of language through which
academics have implicitly agreed to communicate. As we’ve established, this becomes
increasingly difficult the more abstract the original language of the message. The distance
between a symbol expressed through language and the object it represents in the physical world
creates space for abstraction. How is that distance determined in the first place? We run into a
dilemma of causality here where it’s impossible to know whether the semiotic limitations of each
language mirror human linguistic evolution on a collective and individual level or vice versa. It’s
widely accepted amongst anthropologists that pictures preceded speech in the timeline of human
cognition. We painted on caves before we had the words to describe that very action.
Psychologists will also agree that babies respond to images well before they utter their first word,
hence why we give babies picture books. Did pictorial language develop first because it has the
capacity to produce the closest approximation to the physical object, or do we believe in the
capacity for objective representation of pictorial approximations simply because it was the first

language to develop in the evolution of our species? Either way, the results are the same:
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Figure 2 Linguistic capacities for abstraction

Let’s circle back to our definition of language and run some hypothetical scenarios.
Languages are not only defined by their capacity for abstraction but also by space and time. The
following is an example of how language is constructed spatially as dialects: Natural language
aside, if I were to say, “I have to go to the city today” while I am in San Jose, California, it
would mean something different if I were to say the same phrase in Lexington, Massachusetts. In
San Jose, “the city” is a metonym for San Francisco. Meanwhile, in Lexington, “the city” stands
in for Boston. As the original person transmitting this message, which can also be understood
here as a symbol for the object that is the action of going to San Francisco that day, I would have
to translate my original statement to say instead, “I have to go to San Francisco today,” if I want
my message to retain its intended meaning. This act of translation reveals my dialect and
positionality as a speaker from the Bay Area in California. The same principle can be applied
when constructing language temporally as conventions. Still using the phrase above as an
example, if I wanted to express the same statement in California in 1755, I would have to use a
different set of words to describe the geographical location that we know today as San Francisco
because the historical reality was that there was no city of San Francisco in California in 1755.
Instead, I might say, “I have to go up the peninsula today.” Let’s lay this hypothetical situation to

rest and turn our eyes toward a more practical application of the concept of conventions.
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Semiotics of 19™-Century Russian Linguistic Conventions

In the 19" century, the convention that came to be known as realism swept across Europe
and Russia as a reaction to the lofty ideals of romanticism that were deemed too abstract for the
common man. It appears to have manifested in natural and pictorial languages but eluded the
artistic languages. From a semiotic perspective, we can define the convention of realism as an
attempt to close the gap between artistic and natural language by minimizing the abstractions that
occur through the seemingly unavoidable process of asymmetrical translation. Realists would say
they were searching for the true essence of their subject. Still, the definition of truth is highly
subjective, and I believe that the existence of essence is an outright myth, so I prefer the semiotic
approach. In Russia, this led to the emergence of literary figures such as Gogol, Tolstoy,
Dostoevsky, Turgenev, and Chekhov, to name a few. Through pictorial language, the
Peredvizhniki became the leading group of painters within the convention of realism in Russia
(Miliukov). When it comes to artistic languages, such as music, however, there are a few
possible reasons why they seem stuck in the convention of romanticism.

The first is simply because the reigning narrative, purported by music critics, theorists,
and composers alike since this problem arose in the 19th century, is that music is an inherently
romantic and, therefore, unrealistic language. Arnold Schonberg was among the loudest voices
pushing this reductionist view of music (Dahlhaus 11). Many people have taken this theory at
face value without questioning the implications. I understand the appeal of the simplicity of this
narrative, given the complexity of the second explanation that I am about to offer, but it should
not satisfy us.

One of the biggest issues I have with Schonberg’s proposition here is that he constructs

romanticism and realism as timeless entities rather than the linguistic conventions that they are.
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The transition from romanticism to realism represents the swing of a pendulum between
maximizing and minimizing abstraction, which has been swinging since the invention of
language. Romanticism and realism are not exceptions; they’re just some of the most well-
documented examples of this cultural phenomenon. In other words, they happened in the right
place at the right time. The European Enlightenment gave birth to the social sciences as we know
them today and the metalanguage through which they are expressed and through which I am
writing now. This metalanguage is a heuristic tool that helps explain the events occurring around
us. It encourages the practice of labeling past, present, and even theoretical future social
phenomena to help us manage the overwhelming amount of information that surrounds us
constantly. It just so happened that the pendulum swing that coincided with the rise of modern
social sciences was that of romanticism and realism. Social theorists of the time became
obsessed with documenting this cultural shift in real-time as active participants, an endeavor that
Yuri Lotman would argue is fundamentally impossible:

insofar as culture is memory, or in other words, a record in the memory of what the

community has experienced, it is, of necessity, connected to past historical experiences.

Consequently, at the moment of its appearance, culture cannot be recorded as such, for it

is only perceived ex post facto. (214)

I’1l leave the full extent of the consequences of their futile attempts to be explored in a
future paper. For now, let’s just focus on how this resulted in an over-representation of studies of
romantic and realist conventions. This over-representation has inflated their importance into a
myth of exceptionalism that still accompanies these two conventions in the Western psyche.
Romanticism gravitates towards abstraction, just as Surrealist and Baroque conventions do,

which is why I say that music is abstract, not romantic.
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The second qualm I have with the existing narrative surrounding realism in music is that
it promotes the false notion that language can be translated without abstractions. If we follow this
logic, then artificial languages (i.e. computer coding or Klingon) are the most real languages, an
inherently contradictory statement. Returning to the diagram in Figure 2, we see that the object
exists within a message no matter what language the transmitter uses. Picture the transmitter’s
message as a dart board with the object of their message as the bullseye. The transmitter
determines the minimum distance within the limitations of the language through which they
choose to transmit their message when they formulate their message. The receiver is then tasked
with throwing the dart from whatever distance the transmitter has set. The receiver’s distance
and angle are also affected by any discrepancies in life experiences and cultural contexts that
inevitably exist between the transmitter and the receiver. Naturally, the further away the receiver
stands, the higher the chance is that they’ll miss the point of the transmitter’s message, but the

possibility of hitting a bullseye is always there.
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Figure 3 Linguistic mobility within abstraction

Here’s the twist: the dartboard disappears the moment the dart leaves the receiver’s hand.

The receiver will derive meaning no matter where their dart hits. Oftentimes, as in the case of
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literary analysis and music criticism, the transmitter isn’t even there to assess the receiver’s
accuracy. Even if they are present, it’s not guaranteed that the transmitter will remember where
the bullseye was in the first place. Sometimes, there is no transmitter at all, but whether we like it
or not, our senses are constantly receiving messages from the physical world, and so we are all
fated to keep throwing darts at the wall. One could argue that because we can’t discern between
messages designed with an intended object and messages without one, then maybe everything is
pointless. This is also known as nihilism. On the other hand, we have existentialism, where it’s
possible that there is meaning to be found in everything for the exact same reason. I won’t claim
to have an answer for this, only that the coexistence of these thoughts suggests that there must be
a middle ground somewhere.

If romanticism and realism are to be found on opposite sides of the probability of
abstraction scale in this model, then it suddenly becomes quite clear why “realism was never
more than a peripheral phenomenon in the music of the 19 century” (Dahlhaus pg 12). Whereas
pictorial language provides the transmitter with the freedom to create as much or as little space
for abstraction as they choose, transmitters communicating through artistic languages have a
much more limited range of motion. Pictorial language can produce messages as subjective as
artistic language, but artistic language can never produce messages as objective as pictorial
language.

Mussorgsky’s Explorations of Musical Realism

Despite these limitations, some 19™-century composers still attempted to convey realism
in music, heavily encouraged by the words of Chernyshevsky and Herzen (Ridenour). The most
notable Russian composer who took on this challenge was Modest Mussorgsky. Mussorgsky was

acutely aware of the limitations of his craft:
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Explain this to me, only leave aside the boundaries of art— I believe in them only very

relatively, because boundaries of art in the religion of the artist, means standing still.

What if someone’s wonderful brains did not think and come to any conclusion; but other

brains did think and did come to conclusions— where then, are the boundaries? But

relatively— oh, yes! Sounds cannot be chisels, brushes— well, of course, as in each best
thing there is a weakness and vice versa— even children know this. (Leyda and

Bertensson 193)

By no means did this stop him from pushing the boundaries of music; if anything, it only
encouraged him to do so. His approach was centered on musically representing qualities of
natural speech, such as intonation and cadence. Referring to himself in his autobiography, he
explained his view on the “task of art”:

Art is a means of communicating with people, not an aim in itself. This guiding principle

has defined the whole of his creative activity. Proceeding from the conviction that human

speech is strictly controlled by musical laws he considers the task of musical art to be the
reproduction in musical sounds not merely of the mood of the feeling, but chiefly of the

mood of human speech. (Leyda and Bertensson 420).

His adamant rejection of the romantic notion of creating art for art’s sake led him to
experiment with atonality and irregular time signatures to mimic speech patterns and made him
quite a polarizing figure during his lifetime. His opera Boris Godunov, one of his largest and
most experimental works, was not received well when it debuted at the Mariinsky Theater in
1874, receiving sharp criticism even from Cesar Cui, one of the Mighty Five. This exclusive
club, active from 1862-1870, also included the likes of Mili Balakirev, Alexander Borodin,

Modest Mussorgsky, and Nikolai Rimsky-Korsakov. Eleven years after Mussorgsky’s death in
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1881, Rimsky-Korsakov decided he had the right to revise his late friend’s work. What’s more,
this was seen as completely acceptable despite huge stylistic differences and methodological
approaches between the two composers. Mussorgsky must have been rolling in his grave. The
very practice of revision went against his philosophy regarding the completion of his
compositions. In a letter addressed to Rimsky-Korsakov on St John’s Night on Bald Mountain in
1867, Mussorgsky expressed the following about the finality of his piece: “Let us understand that
I’m not going to start altering it; with whatever shortcomings it was born, it will have to live, if it
does live” (Leyda and Bertensson 87). Rimsky-Korsakov justified his actions by perpetuating the
misleading narrative that Mussorgsky had been an idiot-savant and that he was simply correcting
his friend’s mistakes because Mussorgsky didn’t know what he had been doing (Ridenour). This
was, of course, the easiest way to explain why Boris Godunov had initially received such a
negative reaction; it was easier to blame one person than to consider how the audience had been
positioned to receive messages through the convention of romanticism and were thus missing the
point of Mussorgsky’s realism.

While it was true that he had never received a formal education in music theory or
composition, he was not without practical knowledge, courtesy of Mili Balakirev’s mentorship.
Although Rimsky-Korsakov had also begun his compositional career this way, by the 1890s, he
had been involved with the Russian Musical Society (RMS) and Tchaikovsky for at least ten
years (Miliukov 118). It is entirely possible that, along with learning formal Western music
theory, Rimsky-Korsakov was conditioned at the conservatory to value standardized classroom
learning over learning through experience, which tainted his opinion of the late composer.
Ironically, this is precisely what concerned Mussorgsky about the entire concept of a music

conservatory. Balakirev encouraged his belief that the institutionalization of music was
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counterproductive to the goal of personal and Russian national musical development, especially
through the RMS, which he believed encouraged stagnation through conformity to the
conventions of European romanticism. Some of this sentiment indeed came from a place of
xenophobia and antisemitism aimed at the founder of the RMS, Anton Rubenstein, but a lot of it
came back to fundamentally disagreeing with the idea of a music conservatory.

It’s worth considering whether the quest to find the Russian national musical sound led to
Mussorgsky’s pursuit of realism in music or vice versa, but not worth dwelling on now because,
regardless of causality, these two efforts were united in the mind of the composer by the
common goal of rejecting Europe. Ho cHauana, eciu Mbl XOTUM MOHSTH posib MyCOprcKoro B
Pa3BUTHH TOTO, YTO MBI CETO/IHS Ha3bIBa€M PYCCKOH HAllMOHAIBHON MYy3BbIKOH, MBI JOJKHBI
CHayaJia MOHATh, KaK 3apOIUIIach pycCKas HallMOHAIbHAs UICHTUYHOCTD. Sl He UMEIO B BUILY
npoucxoxaeHue Pycu; st roBopro 00 HCTOpUYECKOM MOMEHTE, KOT/1a Iepe] PyCCKUM HapoJJ0M
ObuIa TIOCTaBJIEHA KOJJIEKTUBHAS 3a/1a4a CaMOOIIPEIeICHNUs TI0 OTHOLICHUIO K OCTAIbHOMY MHpY,
ocobenHo 3anaanoii EBpomne.

Poccust yepes neTpoBCKYI0 apagurmy

Kak o6cyxxnanock panee, k Hauainy X VIII Beka 3anagnas EBpona neiicTBoBania B pamkax
Bectdanbckoii cuctembl. 910 OblIa cucTeMa, ¢ KoTopoit monoaoii [lerp Benukwuii
MTO3HAKOMMJICS BO BPEMsI CBOMX 3arPaHMYHBIX MTyTEIIECTBUH, CUCTEMa, KOTOPYIO OH
HETpeHaMEPEHHO HaBsA3aJl CBOMM IMOJIAHHBIM, H CUCTEMA, B paMKaxX KOTOPOH MUpOBast
MOJIMTUKA cymiecTByeT u ceroans (Nation-States and Sovreignty). S1 umero B BUIy, 4TO BCe
yCTaHOBJICHHbIE UM pe(OpMBbI U HHCTUTYTHI ObLTH 3aMMCTBOBaHbI 13 Bectdanbckoii cucremsl. B
EBporne Takue MHCTUTYTHI, KaK HAllMOHAJIbHBIE IPABUTEIBCTBA M CTAaHIAPTU3UPOBAHHOE

oOpa3oBaHue, ObUIH N300PETEHBI IS MOAACPKKU BecTdhanbckoro HalMOHaILHOTO TOCYAapPCTBA.



Matlack 14

B Poccuu Iletp ocHOBaII Te ke yUpeKICHUs, HAIEACh, YTO OHU «MOJEpHU3UPYOT» Poccuto, He
3aJJyMbIBasiCh, IOYEMY OHH CyIIecTBOBaIM B EBpore. IHBIM cll0BaMu, 3TH METPOBCKHUE
pegOpMBI U HHCTUTYTHI OBLIM CO3/IaHBI J0 TOTO, KaK c(hOpMHUPOBATIOCH HAITMOHAIBHOE
rOCyIapCTBO, JJIS MOAJEPKKH KOTOPOTo OHU OBUIH CO3/1aHbl. By yun 1o cBoeil cyTu 4yXKIpIMU
MOHATHUSMH, OHU, TAKMM 00pa30M, CTaJIM CUMBOJIAMHU BCETo TOro, ueM Poccust He ObLia.

Ecnu MbI mpoananu3upyem neTpoBckue peopMbl Kak CyIIECTBYIOMINN B TUCKYpPCE TOTO
BPEMEHU CHUMBOJI, Mbl YBUJIMM, YTO OHH 3Ha4niIu MHOroe. J{is [leTpa u ero CTOpOHHUKOB
pedopMbI OBIITH CHMBOJIOM IIPOTpecca U MOACPHHU3AIINH, IBYX a0CTPAKTHBIX MOHATHHA, KOTOpPHIE
1o 0OJIbIIEH YacTH COXPAHSIOT CBOH MOJIOKUTENBHBIA CMBICI B CETOTHSAIIHEM JIeKCUKOHE. Kak 51
YK€ CKa3aja, OHU TakKe MpeacTaBisiin EBpomny, HOTOMY YTO IMEHHO OTTY/1a OHU ObLTH
3auMCTBOBaHBL. TakuM 00pa3oM, MPOLECC CEMUO3KCA IPUBEN K CMEIICHUIO BCEX 3TUX MOHATHIH
u 3Ha4eHuil. [To muennto Ilerpa I, “EBpona” paBHO “niporpecc u MmoaepHU3anus’,
“MoJIepHH3AIIHS U ITporpecc” paBHO “Onaro”, 3Ha4mr, “6maro” paBHo “Espona’ (Lotman and
Uspenskij). U, BO3MOKHO, CaMbIM Ba>KHBIM H ITPOOJIEMaTUYHBIM 3JIeMeHTOM nocianus [lerpa u
MPUYHHOM, 1T0 KOTOPOH OH B MEPBYIO OYEPEIb OCYLIECTBUI 3TH peQOpMBI, OBLIO TO, YTO OH
cuntan Poccuio mpoTHBOMNOIOKHOCTHIO EBpPOIIBI B IEPBYIO OUEpelb C TOUKU 3pEHHUs IIporpecca

U MOJICpHHU3AllNN.

Espone Poccus
\
\
Mporpecc n
MoAepHu3auua

Bnaro ; * He 6naro

Figure 4 IlerpoBckas napagurma

TaxoBa ObuTa ceMuoTHYECKast apagurma, Kotopyto ycranosui Ilerp Benukuit BMecte co

cBouMu pedopmamu. OdpunmanbHas TOUKa 3pEHUS OTpaXkeHa B oxBasie JIoMoHOCOBa 1apio:
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“ITonBUTrHYJICS BEJIMKUI rocyaapb U3 OTEUECTBA C BEIMKUM ITOCOJIBCTBOM BUJIETh

eBPONEHCKUI TOCYAapCcTBa, MO3HATH UX MPEUMYIIECTBA, 1a0bl, BO3BPATACH, YIOTPEOUTH

MX B II0JIb3Y CBOUX NOAJaHHbIX.” (JIOMOHOCOB)

Ot0 ObUIA TaKKE MapaJurMa, B paMKax KOTOPOH 3apOAMUIIOCH PyCCKOE HallMOHAIBHOE
CaMOCO3HaHUe, MOTOMY uTO eciu Ob1 EBporma Oblsta cOBpeMeHHOM 1 MTPOrpecCuBHOM, a Poccust —
HET, TO U3 3TOTr0 cienoBaio Obl, uTo Poccus He 6bu1a EBpomnoii. Dta 3arajka nmocraBuia
6ob1I0H BoIpoc: uTo Takoe Poccus 1 KTo Takue pycckue Hapoa? DTOT BONPOC CETOTHS TaK XKe
aKTyaseH, kak u 6osee 300 jer Ha3az.

OpnHako 9Ta nmapajgurMa TaKkke cosjaia BTOpOi, BO3MOXKHO, OoJee 3710BeIuii Habop
OMHAPHBIX accolMaluii, Mpeanoaraomux, 4ro Espomna yume Poccuu, motomy 4to oHa
COBpEMEHHA M pa3BUTa. TakuM 00pa3oM, yCIOBHS MPEBOCXOACTBA M HEMOIHOLECHHOCTH ObUIH
CBSA3aHBbI C IPAKTUKAMHU PYCCKOM HALIMOHAJIIBHOM UICHTUYHOCTH elie co BpeMeH [lerpa
Benukoro (3opun). BOABIIMHCTBO HAITMOHAIUCTUYECKHUX JEHCTBUNM COCPEIOTOUECHO Ha
YTBEP)KICHUH PEBOCXOJICTBA, HO JIMIIIL HEMHOTHE CTPAaHBI C CAMOT0 Havajia 0OpOJIMCH IPOTHB
TOTr0, 4TOOBI X HA3bIBAJIM HEMIOJHOLIEHHBIMH, KaK 3TO ObUIO B ciaydae ¢ Poccueii.

31ech X0Tenoch Obl yTOUHUTB, UTO eiie 10 [leTpa Benukoro, Ha TeppuTOpHUH, H3BECTHOM
ceronHs kak Poccuiickas @exnepanus, B pe3ybTaTe KyJIbTypHON M OHOJIOrMYECKON 3BOIIOIMU
YK€ CIIOKWINCH (PU3NUECKUE MAPKEPhI KaK 3BPUCTUYECKHI HHCTPYMEHT 0003HAUCHUS
MPUHAIIICKHOCTH Y€I0BEKa K CBOUM COLMANIbHBIM TpyIminaM. JIMHUU ObLTH MPOBEICHBI, YTOOBI
pa3nuyarth BCe: OT MOoJIa 10 KJIacca, STHUYECKON MPUHAIEKHOCTH. XO0Ts OH HEe U300peTan
COLIMAJIBHBIX KaTErOpUi, IOCKOJIBKY OHHU SIBJISIFOTCS €CTECTBEHHBIM COLMAJIbHBIM SIBJICHUEM, OH
[IEPEONPEIEIIII 3HAUCHUE PAaHEe CYIIECTBOBABIINX COLUAIIBHBIX KaTETOPUI IIOCPEACTBOM

pedopm. UTo KacaeTcs STHUYHOCTH KaK COLIMAIBHOM KaTeropuu, TO pyCCKUeE JII0IU, KOHEUHO,
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cyuiectBoBanu u 1o Ilerpa Benukoro, Ho oHM TIO3HaBaIM ceds MPOCTO uepe3 cBoi penoru,
KyJIbTypHBIE 00bIYan U s13bIK. He Ob1710 HE0OX0IMMOCTH OIICHHBATh COOCTBEHHOE
CYIIECTBOBaHUE, IIOCKOJIBKY OHO IPOCTO PacCCMaTPUBAIOCh KaK €IMHCTBEHHBINH CIIOCO0 JKUTh
COIJIaCHO TOM COLIMAJIbHOW KaTerOPUH, B KOTOPOM Bbl pOAWINCE. B aHTpOIOIIOrMuecKoi TeOpun
3TO Ha3bIBaeTCs rabuUTycoM, Koraa o0pa3 )KU3HU YesoBeKa GOPMHUPYET €ro WACHTUYHOCTh
IIPOCTO NOCPEACTBOM IpakTUKU. [IoaTomy, korna llerp Benukuii mpuiies u ckasani JIOAIM, 4TO
€CTh JIpyroi 00pa3 )KU3HHU, €BPOTEHCKUIL, U UTO 3TO MPABUIBHBINA 00pa3 )KU3HU, OH (PaKTUIECKU
o0ecleHnI pycCcKuil 00pa3 )KU3HHU U, CIIeJOBATENbHO, PYCCKYIO HICHTUYHOCTD B 11esioM. Co
BPEMEHEM 3TO NEPEPOCIIO B KOMIUIEKC HEMOJHOLIEHHOCTH BHYTPH PYCCKOW HallMOHAJIbHOU
UJICHTHYHOCTH, KaK C(HOPMYITUPOBAHO 371eCh J[0OCTOEBCKUM:
4TO caMoe HeJ0BEpUHBOE K cebe, camoe caMoOuuyroiee o0ecTBo B 1esioM mupe!.. Mbl
HE TOJIBKO CIIaBSHaAM COYYBCTBOBAJIM, Mbl U KPECThsIH OCBOOOIMIIN, a TOCMOTPUTE, ObLI
JIM KOT'JIa B HICTOPUH PYCCKOT0 Hapojaa 0osee CKeNTHYECKHi, 6oee caMOnpOBePSIOLIHiA
ce0s1 MOMEHT, KaK B 3TH MOCJIeTHUE BAALATH JIET pyccKoil xu3Hu? B HenoBepun k cebe
MBI TOXOJIUJIH, B 3TH TOJBI, 10 O0JIE3HEHHBIX KpatHOCTEH, 10 HETIO3BOJIUTEIHLHOM
HACMEIIKU HaJ cO00I0, 10 HE3aCIy>KEeHHOTO IPE3PEHHS K ceOe U YK CIHMIIKOM, CIUIIKOM
naneky ObLUTH OT caMOyNOEHUs HamuMu coBepiueHcTBaMu. (JloctoeBckuit 304-305)
Pasmbienns J{loctoeBckoro B «JIHEeBHUKE MUCATENS» MTOJTHBI CAMOCO3HAHMS,
CBOMCTBEHHOI'O €TI0 MHCATEIBCKOMY CTHIIIO, HO BA)KHO OTMETUTH, YTO OHU IPOHUKHYTHI U
PYCCKHM IIOBUHU3MOM, CUMIITOMOM €T0 PE€aIbHOCTH KaK YEJIOBEKA, YCBOUBILIETO KOJIOHU3ALMIO,
ocymectBieHHyto Ilerpom pedopmer n mapaaurma. Ho MMEHHO 3TO Ae€naeT ero B3IJsSAbl Ha 3TOT
BOIpOC elrie Oosiee IEHHBIMU. Bec ero ciioB kak akKTUBHOTO y4acTHHKA (POPMUPOBAHUS PYCCKOI

HAIMOHAJILHON MIEHTHYHOCTH, COBPEMEHHHKAa MyCOpPIrcKoro u o0IecTBEHHOTO ACATENs,
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HMMEIOIIETO YCTOSBIIYIOCS Ay JUTOPHUIO, 31€Ch HEJIb3sl HEOOLIEHUBATh. Jla, Ul Hac, YuTas ero
CJIOBA 3aJIHUM YHCIIOM, OHHU CITy>KaT OKHOM B OIIpEJIeIEHHBIN 00pa3 MBIIIUICHUS,
CYILLECTBOBABIINN CPEIU PYCCKON MHTEJUINTEHIIMM TOTO BPEMEHHU, HO K MOMEHTY HallMCaHUS
3TOMU cTaTh¥l J{0CTOEBCKHIA JOCTATOYHO 3apEKOMEHI0BAN ce0s KaK MUcaTelb, YTOOBI, IO €ro
CJIOBaM, UMETh TPABO BIUATH HA OOIIECTBEHHOE MHEHHE IO ATUM BorpocaM. ['oBops
CEMHOTHUYECKUM SI3bIKOM, «J{HEBHUK MUcATENsH» NO3TOMY HE IPOCTO NPOAYKT BHYTpHU
cemuochepst (Y. M. Lotman) pycckoro HHTEIUTMTEHTCKOTO obmecTBa 1876 roga, oH caM cran
IIPOU3BOJUTENIEM CMBICIIA B TOM K€ IIPOCTPAHCTBE B IIOCIEAYIOLIUE TOBL.

ITonauany Takue eBponenckue cTpansl, kak ['omnanaus, @panuus u AHrus,
nojaepxainu pegopmsl [lerpa, oOCHOBaHHBIE Ha €BPOLIEHTPUCTCKOM MOPAJILHOM IMPEBOCXOICTBE,
KOTOpOE€ MOTHBHPOBAJIO Bce MX uMIiepckue HaunHauus. Ho Poccust Ob1na npyroit. Poccun He
CYXJIeHO OBUIO cTaTh (PpaHIy3CKOM KOJOHUEH, HecMOTps Ha Bce ycmus Hamoneona. Xots
pedopmer [TeTpa, BO3MOXKHO, IEpBOHAYATILHO MIPEACTaBILIIH cO00 BCce, uTo He Obu1o Poccuei,
MBI 3Ha€M, YTO 3HaYEHHsI CHMBOJIOB BECbMA YCIIOBHBI U II0JIBEP>KEHBI U3MEHEHUAM, KaK U
KOHTEKCTBI, B KOTOPbIX OHU HHTEPIIPETUPYIOTCS. TakuM 00pa3oM, Mbl JOJKHBI IOMHUTB O TOM,
9TOOBI OCTABUTH MECTO ISl TOTO, 4TOOKI 3HaueHue pedopm Ilerpa Morno co BpemeHeM
n3MmeHnThes. Kamnanus Hanoneona npotus Poccun B 1812 roay BbI3Bania KyJIbTYpHBIM CIBUT
IIPOTUB 3amaja. ITo TaKXkKe CO3/1a10 KyJIbTYPHbIN NapagoKc, KOTOphIi [locToeBCKUi IbITAICS
chopmynupoBath B 1876 roxy:

BoT uTo MHE KaxeTcs: He 3TOT Jid BakT (T. €. B IPUCOSAUHEHUH K KpailHe JIEBbIM, a 110

CYTH, OTpHLAaTENsIM EBponbL, Aa’ke caMbIM SIpbIM HAIIMM 3allaJHUKaM) HE OTpa3wiIcs B

ATOU MPOTECTYIOMIEH PYCCKOM yIiie, Kakasi eBpoIeiicKasi KyJIbTypa BCeria ObUT, HaUMHAS

C caMoro HeTpa, OBbLI HEHABHUCTEH U BO MHOI'OM, CJIMIOIKOM BO MHOI'OM Ka3aJICs YK bIM
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pycckoii ayuie? 9To UMEHHO TO, 4TO 51 AymMaro. O, KOHEYHO, 3TOT POTECT IPOUCXOIMII

MIOYTH BCE BpeMs O€CCO3HATENBHO, HO YTO JIPAaroleHHO, TaK 3TO TO, YTO PYCCKHUMA

MHCTHUHKT HE yMep: pyccKas Aylia, XOTs U 6eCCO3HATENbHO, IPOTECTOBaIa UMEHHO BO

UMs CBOETO pyCcCH3Ma, BO UMS CBOETO PYCCKOI0 U NoJaBieHHOe Hadano? (JlocToeBckuii

198)

K tomy Bpemenu, korzaa JlocTOEBCKUI NMPEACTaBHII CBOMM UUTATENSIM TOT IapaJoKc,
MaHCIaBSIHCKOE HAIIMOHATMCTUYECKOE JIBUKEHUE, U3BECTHOE KaK CIaBIHO(PHUIBCTBO,
cyliecTBoBaso yxe 6osee 40 ser, a »utenu 3amnaja cymecTBoBain co BpemeH Ilerpa Benukoro
U TETEeph CUUTATUCH NPUACPKUBAIOLIIMMUCS KpalilHE yCTapeBIIMX B3IISLN0B. 31eCh JloCcTOEBCKMi
MOCTYJUPYET, YTO CYITHOCTh PYCCKOCTH MOYKHO HAMTH B TOM, KaK IETPOBCKUE pedOpMBbI ObLITH
MCTOJIKOBAHBI PYCCKUMH 3alaJHUKaMHU, TEM CaMbIM KaKUM-TO 00pa30M Jesast 3araJHUKOB
CaMbIMH PYCCKHUMH U3 BCEX, MMOCKOJIBKY UX HEM30€XKHAast PyCCKOCTh Jiejalia MeTPOBCKUE
pedopmsl 1o cBoeil cyTu pycckumu. OH yTBEpKIAET, YTO 3Ta PyCCKOCTb MPOSBIISIETCS Yepe3 IyX
PEBOJIIOLIMH U JIEBBIE TEHICHIIUU:

Uro pycckue AeiCTBUTEIHHO B OOJBIIMHCTBE CBOEM 3asiBUIIH ce0si B EBporie

nubepanaMu, — 3TO IpaB/a, U 1aXe 3TO CTPaHHO. 3a/1aBai Ju cebe KTO KOra BOIpoc:

II0YeMy 3TO Tak? [...] OHU HaKJIOHHEE €BPONEHIEB IPUMKHYTh IIPSAMO K KpaiiHe J1eBoii ¢

caMoro Hayasa, Y4eM BUTaTh CIIEPBA B HIDKHUX CTETEHAX JrOepaan3ma, — OJHUM

cioBoM, ThepoB U3 PyCCKUX ropa3ao MEHee HalJIelb, 4eM KOMMYHapoB. (JlocToeBckuit

197)

Korna mb1 BcmomuHaeM iekadpucTtckoe Bocctanue 1825 rona, TpyHO HE COTJIACUTHCS B
KaKOH-TO CTENeHHU ¢ 10BoJaMu JloCTOEBCKOT0, HO 5 IyMaro, 4TO 3Ta rpymnmna pegopmMaTropos

BOOOIIIE 3aC/Ty’>KMBAET OT/IEIbHON KaTEropuu. JTa IpyMa YaCTUUHO OTBEPIJIA IETPOBCKYIO
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napagurmy, IOTOMY YTO OHU OTKa3bIBAJIMCh BEPUTH B TO, UTO MPOIPECC U MOJCPHHU3AIMS ObLIH
10 CBOEH CYTH €BpPOINEHCKUMHU, B OTIIMYHUE OT 3alaJHUKOB, HO OHU TaK)KE OTKA3bIBAJIUCH BEPUTh
B TO, YTO MIPOTPECC U MOAECPHHU3ANNS ObUIM TUIOXUMHU, B OTIMYHUE OT CAaBIHOPMIOB. TO €CTh OHH
BEPUJIH B BBITOJIBI ITPOrpecca U MOACPHHU3AIINH, OOCIIaHHbIE IETPOBCKUMH pedopmamu, 1
BepUJIH, YTO Poccust cMokeT 1ocTuub 3TUX O1ar, He MOTepsB IPU 3TOM cedsl. 3/1eCh MbI CHOBa
BCTPEYAEMCsl C HAlllUM JOPOTUM JApyroM Mozgectom MycOprckuM u, IpUHUMAs BCE 3TO BO
BHUMaHHE, MbI IPUOIIKAEMCS K TOHUMAHHIO TOTO, YTO JUISl HErO JIMYHO MOTJIO O3HA4YaTh OBITH
pycckuM B Poccum.

Outside of folk songs, the history of secular music in Russia also began when Peter the
Great began importing composers and musicians, primarily from Italy, to perform at his court
and share the knowledge of their craft with the Russian people. As this practice became
normalized in Russian society over the next century in tandem with the Petrine paradigm,
Russians of the upper social strata who ventured into the world of composing produced
imitations of the only reference source deemed socially acceptable for them by the Petrine
paradigm: Italian music. Composing in Russian was only considered acceptable for the lower
half of society, again reinforcing the superiority-inferiority binary between the West and Russia
created by the paradigm. The musical tradition of people within these ranks was, by its very
nature, Russian folk music. These two camps continued to develop side by side, divided by
social stigma designated by the class culture, natural language, and instrumentation of their art,
that is, until Mikhail Glinka (Miliukov). In the 1830s, Glinka, a self-proclaimed patriot, was the
first Russian composer to take a swing at the barriers constructed by the Petrine paradigm. Not
only was he someone of noble birth composing in the Russian language, but he was also writing

for European instrumentation within the conventions of Russian folk music (Frolova-Walker).
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By crossing all these semiotic wires, Glinka invented a new genre that garnered him a cult-like
following, courtesy of the Mighty Five, and created a bridge between social classes that brought
Russian society one step closer to finding itself through national unification.

If there was one thing that the Mighty Five could agree on, it was their worship of
Glinka. According to Balakirev, the aspect of Glinka’s genius that warranted the most admiration
was his innovation, which he believed was Glinka’s most Russian trait (Ridenour 79). This
sentiment echoes Dostoevsky’s paradox almost verbatim. Thus, Russian national identity was
constructed by the qualities of progress, innovation, and restlessness for the Mighty Five, just as
it was for Dostoevsky. As we have established, out of the Five, Mussorgsky was arguably the
most experimental with his compositions. Some would say he was ahead of his time, an
innovator, if you will, just like Glinka. Anyone who knows anything about Russian history
knows that this semiotic association between Russia and revolution has only grown stronger
since the mid-19'" century. It should, therefore, come as no surprise that the music of
Mussorgsky, a revolutionary in the field of music, has come to be one of the leading
representatives of the Russian national sound in the artistic language of music.

Closing Remarks

I first heard of Modest Mussorgsky when I began brainstorming topics for this paper with
my advisor, Alexei Pavlenko. He brought him up at the mere mention of nationalism in Russian
music. | hope someday to write more on the semiotic transformations Mussorgsky’s music has
undergone within the conventions of nationalism since being canonized as a Russian national
composer. However, all I wanted to do in this paper was to use semiotics to understand how
Mussorgsky became an icon of Russian national music in the first place, as so perfectly proven

by my advisor's association between the two concepts that came out naturally in our
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conversation. Many questions remain unanswered, but I think that’s just part of being consumed
so entirely by subjects like these. I will leave you with one final quote by Dostoevsky that
reflects the relevance of some of points brought up in this paper:

CkaxyT, YTO OHM OOJIMYAJIH B HAIIEM HAPOJIE JIUIIb TEMHbIE CTOPOHBI; HO JIEJIO B TOM, YTO,
o0r4ast TEeMHOE, OHU OCMESUTH U BCE CBETIIOE, U Jja’kKe TaK MOXHO CKa3aTh, UTO B CBETIOM-TO OHH
U yCMOTpenu TeMHoe. He pasrisaeny oHu TyT, 4TO CBETJI0, 4To TeMHO! W neiicTBuTeNnbHO, eciu
pa3o0paTh BCe BO33pEHHs Halleld EBPONEHCTBYIOIIEH HMHTEIUIUIEHIIMM, TO HHYero Ooiee
BpaXAeOHOTO 3/10pOBOMY, IMPABHJIBHOMY M CAMOCTOSITEIbHOMY Pa3BUTHIO PYCCKOTO Hapoja
HEJb3sl U MpUAyMaTh. [...] A MEXIy TeM il MEHS MOYTH aKCHOMa, YTO BCE HAIIU PYCCKHE
pa3beIuHEeHUs: 1 000CO0IEHUSI OCHOBAIIUCH, C CAMOT'0 MX Haydaia, Ha OAHUX JIUIIb HEJOYMEHUSIX,
U JJa)Ke CaMBbIX IpyOeHInX, ¥ 4TO B HUX HET HMYEro CyllecTBeHHOro. ['opiie Bcero To, 4To 3TO
ele J0Jro He YSACHUTCS AJS BCeX M KaxJaoro. M 3To Toe OfHA M3 CaMbIX JIFOOOIBITHEHIINX
Hamux TeM. / Some may say that they have only condemned t (Dostoevsky)he dark side of our
people; but the point is that in condemning the dark side they have also belittled all that is bright,
and one can even say that it was precisely in the bright side that they saw darkness. They have not
managed to make out what is bright and what is dark here! And in truth if one looks closely into
all the views of our Europeanizing intelligentsia, then one can conceive of nothing more harmful
to the healthy just and independent development of the Russian people. [...] and yet for me it is
almost axiomatic that all our Russian disunities and dissociations have been founded from the very
beginning only on misunderstandings, the crudest sort of misunderstandings, with nothing of real
substance in them. The worst of it is that it will be a long time yet before each and every one of us
realizes that. This, too, is one of our most interesting topics. (octoesckuit 407) / (Dostoevsky

754)
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