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bodgmoms 30bmxnomB0wsb6 3mbGbodgmms MmIsbsdwg:
bo065 36bgbodgzomob ,,35, bmxggmm: gobaeoe JHmboggde™ Gmame
0gmmmaon®o gdsbbodsigoob Igdmbgggs*

Lo ggsebdm Lo@yzgdo: 0689HIg0NH0 BEHSbLGMEIs(305, HMIsb0ds300,
03389309, Lodgmms 3069358 matmoxo, 3mbBLbsdfmms JoGormemo
@0B9HG YRS

306mxz0mdosb H™3sbsdwmg

Jotmzggmo 30bmMgaobmtol, msbs mmmmdgmadol, s Jotmggmo
39 mob, 306mMmeds@ncmanls s IPbogmbol, Bosots s®Lgbodzomoal,
0653FHMmBmmds 56 g oGzt Romdb dmoogh: 1972 Fmowsb
Boots s0LgboBzomol gots(330mgdsdwyg, 2015 Fmsdwmyg, mmmmdgho-
dob mommgmo Bomdob bLzgbstol Mmobssgz@meo Bsoms selgboBzomos.
domo bagomm b53nTggeol, 1983 Femolb 30bmbymomol — ,0malb msdgl
M 9bgd0s” — Bobggom BsoMs s6bgbodzomol dogé Fggddbormo HMBsbo
»39, bgggmm: 3obyMo JOHMbo3gd0“? gobbogmm®gdnm smbodgbsl 0dbo-
b6 gdlL, Hogo gb M3bsL3bgmo Hg396bymo ss3@ o300l Fgdmbzggol
Fomdmoagbl. dsbBo magl 0hgbl ,em3sbodss0s” (0bgm. novelization),
653 85bbogmmmgdmmo Jgdmbggges Jooymo Lobgmmgbgdm bLog-
3oLm30L. 3083@s300b 3mobogn®o bgdobogsb asbbbzsggdoo — Bm-
gbs brogds Hm3sbol 3obmzomdsw ssd@sios (Constantinescu 2015,
172; Corrigan 2017, 28), 6Hm3s560ds300b Bgdmbggzsdo, 306mezzomddg

33935 39bbmM309m©s Imms Bbosggmol Logo®mggmmb gMmgbmmo gmbool dbs-
Mosgghoo: FR-22-793.
1 3smo 3otzgemo ghommdmogo 6s3nBgzocos 1972 Fmob gomBo ,OHmEs sygogos bndot

2 3999330 30dmygbgdammo 0dbgds BxM3sbols Bgdmamgdmmo Lamogo ,30, bmxzgmm?
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3yMbmdom 0ddbgds As@ztrmmo @gdb@o, g.0. 93030968 0L FobsBgs

K0mdob ,a50mIsbgdnmo® 3gMbos (Van Parys 2011). enobs cymemmdgéo-
dob Hggobmemdoo Fgddbomo gomBols 36gdngcs xge 3owaga Lodgmms
39390630 Fgmas, boots s6bgboBzomols HMIsbo 3o LHmmo Lsboom 3ot-
39mo@ 2002 Famb, ©sdmezowgdgm Logs®rmggmmBo godmogss.’ Fobs-
3gdstg LEsG0s 83 Bgdombzgggzol 0b@gMdgontmdol mgmtool gsdm-
g9bgd0m YgbFogmol (350!, Lobgmmmde, 6536m3o FomBmPRbrogds,
0gmmmaontco Fbgbol s6LgdMBdoLS s sMsMbgdmdol 306HMmd9d30 Hm-
amco GMbLlgrm®mBoi0s goboisws Ladgmms bmzosmu®-3mmodoznto
09358030L H936h9DgbG (3059 30bmIBomBnsb BHMIsbsdwy.

068 963g09Hmdol mgmeool Hmamez 068 geoolzod3mobydo os-
a0l (Petho 2010, 40) 356bsgmomtgdnmo mogobgdntgds obss, Hm3 ogo
LOFMomagdsl odmyggs, eanbogl sdmbsgsmo dgmoal ,HMIgmo Fobss-
6Lgdo 0dbs gohgmmo, godm@mzgdmmo 56 ©sds@gdmmo” (oao6Mgmo
2017, 121) o6 Yg33momo s gobgomstgdamo (Bruhn and Schirrmacher
2022, 141-142) bsdodby dg0sdo. 060bs Mongzbgo (Irina Rajewsky) gg6-
696 3mmzmsb (Werner Wolf) géomew 0b@ghdgmon®dmdol omgmtool
31dgdgdmor doohbggs. 0go s3@MM0s 068 9cM3gon®mmdol Lodfggms
&03mmmgools, Mm3gmBoi MommgNmo  3o&gaméos 0b@ghdgooy-
Omdob L3gEoRZPG dobsbosmgdgmmsebss s353B06Mgdanmo, gbgbos:
39000505 GMbL3MBo305, Igosms 3mIBdobszos s 068 gMH3gomto
69896 gbLo. 5350896 Fobsdwgdetg 33mgzoLbmgol godmbowgaos dgmo-
205 §M3bb3mbooalb (0bgem. medial transposition) 3o@gamos, Gmdemols
3085m0mgdsm Lobgmmagds dbo@zthmmo Ggdb@gdol 3obmxomdgdsw
3005385309, 30bmxomIgdol gotrmIsbgdmmo 3gcbogdo. 838 Bgdmbgggsdo
06896 3gommmdol dobsbosmgdgmo 83306030gds sbamo dgoos 3Em-
©9d&ob Fomrdmddbol 3m39LT0, Lobgmomdm, sdmbsgsmo dgmosdtm-
©9dd&o Lododby Igosdtmoyddor gocs0ddbgds. gb Jagzo&gamos
fFodmgdedg ™mMogb@omgdnmo, 0b6@ghdgooymmdaol ,a96980379M0"
3Mmb(398(3005 — Mog306M39mo G9dLGo (Pgsbn), Bomdo s 5.3. 560l
sbema d9ddbomo dgmosdtmmmnd@ol FTystrm, GmImols gmtdotgds §o-
60dshmngds Lsdodbg gomdal L3gEoBozNo dobsbosmgdmagdal, g.o0.
0689 dgonmo GMmbLam®IsiEoolb Jgbsedsdobsec (Rajewsky 2005, 51).

396696 gmmao mo30Lb Godmmmaosdo fobstrgbow 068 gMdgro-
@OMmdoL M6 doMomo BMEIsL godmymal: Bogs 0b@gHIgmontrmds,
6 mM39emo(3 900 39053MMmENdE 0l Botmamgddo bméogmogds (0bgem.
intracompositional intermediality) s gofg 06&gMIgoymmdmds (0baem.

3 6m360b 93 g33m(3930L Bged@mEo s 353mB9dgemo a030 3ogsmodzommos.
4 LESGoS gyhbmds Bomdol 104-Fmmosb ImbGogb.
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extracompositional intermediality), Gmdgmoi Lgds ghmo dgoonsdtm-
©9d&ob RotgmgdlL. 83 JgdmbggzseBo 33mggoborgol Hgemggzebdnto
39893mM0s — 0b@gMIgonmo GMIbL3mbozos (0bgem. intermedial
transposition) — LJmG g 3o6g 0b@gMIgmon®dmdol 3mbzrzogmemaiosl ao-
693990036905. gb M3565L3bgmo 5MB0BBsgL obostrlbol gos(393sL (9t ma-
356 BMbLRgML) ghmo Jgnnwsb (s3mbsogsmo) dgmegdo (bododbg). 53
36m39Lb30 390093L TmEOL 39bg@03NM0 MOMoghm3sgdoto dystrogds,
09d3e LEdmmmm 3gEosdmmEyddo sdmnzowgdgm dbs@atmm be-
393g356L Fordmeagbl, g.0. Bgmdmgdgmos 3sbBo Rstrormem dgmosmes
©5dmF3g0s 900dobgmoligsb gobomigzgdom, Gozo dsmo 3mddobszool
Bggase Fotmdmogddbgds 3mdmagbymo Lydom@oznmo Lob@gds. 53 Bgd-
0b3930L oM 353639t gdMmo Fogomomos 3bs@3MMmo bofFomdm-
90930L  3obmos3@o(30900 ©s 3oModom, 30bmzomdgdol gotmdsby-
dmmo ggébogdo (Wolf 2002, 19-20; Wolf 2018, 244).

LogmoMog Bom3gdol BMIsbgdow 3@ sE0ol dgbobgd Wbos om-
Jaol, ®m3 gomdgdol gocrmdsbgdmmo ggebogdo momddolb 0dwgbogg
bobl omgmaol, M53gbbsi megem 3obm: ggé 3owga XX Lamzmbol 20-
30 Pmgddo godmogdmes 8396Mo3mmo IMbxo 30bmb astm3sbgdemo
dsbams gm@mbycsmgdoom 9.§. Photoplay Editions, 1960-0560 §emgdosb
30 3mmo39do mbgmyoosb HmIsbods3090dg Bmmbmgbs go0dbstros s
3om0 35bLs3nmegdnmo 3mdghEonmo Fomds@gdsi bmMgo 93 oehm-
00056 somgmgds (Larson 1995, 3-4). 6HmM3sb0ds300L Jmsgoto megolg-
dmegds ol 5M0ol, M3 0go — M30 boMa@ogl gdgstmgds — Mg(3030968L
5demyggl gbodmagdmmdsl, 3mbzmg@umo g30dmmol 3obmdogcgdoliol
dbmmme Jbobomdol go3mdg@yzgmagdsl o6 3ol MmLGeGMISL oMo ogy-
Obmb, g.0. ®™Isbodszos 93@mMMobsmgol ghmagzsto obb@®mn3gbd oy,
35539036mb ob, Bob LoBnomagdabsg 30bm3sdgMe 56 ndmggs — adotals
Am&035(300L botrs@omemo obodmmagds o6 dobo BodMgdo osmmaols
Foedatrogobol (Larson 1995, 15; Hutcheon and O’Flynn 2013, 118). me-
bo3gtmzgg 30b6mobnb@®Mos8o doohbggs, HM3 30bmxzomdgdols GHmIs-
Bodo(309%0 doMzg@obammo LGB ga0ol bofommos, HMIgmms dodsbo
gm6omgdol dod3gge o Fgdmbogmol godbdss. sdtngsm, MmIsbods-
309%0 306mx0mdols obgmogg s63wgz Lotgsmodsgom Mmoo
asbobomgds. Hmam®oEss LomedsBm, 3mdogdlbo, gm. s@strgdgmdg Re-
Tatomo gom3o o6 obo IMbogomaymo bofomo s Lbg. (Larson 1995, 12;
Van Parys 2011).

Omamdi 9339 9006036s, HMIsbodsoiosl, Hmagmei bstrsdonmo
obcOmdolb 9hm-gho gmMIsL, ammdsma® 3mb6@9gJu@To Bobsbbyto
dmagdol domgdol dobbom Fodotrmnsggb, Jotrommm Mgsmmdsdo 3o Fo-
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6030gd56g F93mbggzol gosbomodgdsl — mams gomdol Fodmgdal,
3bggg B™3sbol 3o3m3930L Bgdmbggasdo — Ladgmms (396dnE0L ddodg
b99mddgogdsdeg d03ysgstm, 96DmEMabs, GmIgmoi ,(3bmdoghgdol
3o6m30L obEME0ss“ (3gobotns 2021, 274). 3 mogg bgmmgsbol Tg-
dmddgogdol aosdtgds Fomdmamoagbgmos dsmo domaMoxrogdobiash
©5dmN30090mo. 1937 ol Lodgmoms 6g3tgbogdds ddodg 3gsomo
©553Rb0s Bmdsgammo MggobmEobs s IFTghmol bmgemagdsl, Lodgmmes
396B96s 3o Lfme g domo 93 §Ho3dnmo godmeomagdols sbobgel gfo-
boomdgagdmes 306935@matozle s modghsdnsdo.

mobs mmEmdgcodol 3sds — mgzeb mmmmdgmodg, dmm3ggogzo,
306390 Momdol Mggmmazombgéo, Hmdgmo bbgowabbgs Famb do-
@ 35MGonm mobsdgdmdgdlh 035398®s, 1937 Famb wsbzModal,
dobo dgnmemy, 3o6z9mo Jotomggmo Jomo 30bmEggobmmo — byss be-
30930m0-0mOMdgModg’ 3o ©o53580dMgl, Mmams ,bombol 3@Mol
mxobob F9360" (mmmmdgodg 2023, 15), s smo Fmoom Jommms Lagmb-
396@Go3E0m 35653 ,3m@35B0; bomm Imagzosbgdom 3mM3nE oL Jormms
Logmbgb@mogom Bsbs3 ,Babgot0Bo” (Bnmb. ,unen cembu usMeHHMKa
pomuHbL“) aossbobmgl (3mb@Modg 2022, 146). 2020 Femol 06& 930430
0mOMdgModg 9da35M5© 9%5393L meg0lb gdmddgogdsl:

6oL sbgmo Imbadegds, M3 yggms bgmmgsbo 0dswgds 0d GMeg-
300006, H®MmBgmo(s d0393mdoTo gos0@sbs. 39 Jgdodmos gombEom,
™3 gb bodotomgs, Bg8o dogomomo 5ol ssbGMgdl. sdob gbmes
3bgd0, 35806 HMEs Bomdgdl 3o39mgdmo, Mo mdds Mbws, 53sdy
56 3530dOMd0... Hm3 gb 0dmgbse dmogmo EMHsgds oym hgdl sbm-
36935d0... 50, dz000 Fmob sbozdo mgws ©ogzstag s00 Fmoom
s dgthg Bmzs Bg3baro, Bgabaoo MEbm ©sd0sbl (....) gb domosb
8dodg 30mgLbo ogm. (mmmdgtodg 2020)

dobo 83 oMo G330l — goobabmgdosb sd&MMbgdymmo ©g-
ol Hmgmi s 9Ebmb 3069ds@madogonm sdndozgdsl gbogdom 1978
Pmob 3omdBo 6080096039 06896309 3060 Lozombgddg™® bodgmmes
396D960b Jmsgoto measbm, ,Lobzobm HmIgmoi 0339600l gsds-
msddo, ImbgmgBo gnbdEombomgdrs, MHgsgobmEmobash LfmMgw 3 Lzg-

5 356 gorsbobmgdsdmyg bado 30bmaxamdal gomomgds dmabfmm.

6 Logbon®os, Om3 BormdTo gosbobrmgdowmsb ©sdmnbgdamo ob Gmmb 1937

ngt?b ggBﬁ)gbo ng’Qo oﬁ%’)a@ mo ggﬁmﬁmﬁ)% 33‘3 g%nﬁawo Q{J) ol daﬁ)? 'Z?
09356 mBrsbgms 30@0 obﬁ)‘ggg b. 0803 b coob o@gb 62 o‘aaoq’%a -
dmgda(s, boBémmo 356M@0mo mobsd g% g@b 306{?&0 — 35d0s Qo%aﬁmo mtobg-
o;na 30mgdo — Jsb mamez boembol 8@&ol mkobol Fgzhl, aowmsbobmgds dog-
Logo. 3399 bo%bQ ™md960dol gs ©s Jgmgaeb mMsbgmedgomo gmmbs ©s
08539 ?‘)060 q('?o 0 30’)@3500 96 — LFmGg 53 BoBboo Lobmgs Mggobm®ds mEsbgeme-
‘330@b asbglbobo 36060 g0l 396U %ogo dogbgozo oaoﬂo 6md dob 80608Q3
s6obmegl gosd QB& 306mBo o obs bB{]GOOQ'@g() aobsomgds Bdmsz (mmmmdg-
todg 2019, 345).
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6ol 58mmgdsl dmombmzgws,” Gowmasb bob@gdobomgol sndzgdgmo ogm
Lodgmms Hg36gbogdol, 3 FgdmbgzggsBo, gosbobmagdol Logzesbm
dm@0gom J3930 (mmmmdgéodg 2019, 350-351). dma3z056980m, ©sdm-
1300989 LadsmggmmBo, 1992 Femolb gomddo — ,35mbo 3ghmEodg”
6 g90bmEo 33mog ONdMNMbgds geol gosbobmgdol sddsgl, dsbBo
Omemd9Modg 99MHbmds 03 mmbOMd9BL, Hm3mado Mggobmmoal
©9053 gosbobmgdosb ©sdmNbgdol Jgdrogy ofgcs. s byze
mmemdgiodg-baEodzomo ,om3ndgbdnm-3bsdzthnm” ImmbeHmdgdl
9fmegdes.

3baogboe mmmmdg®odol? 953mgddgwgdobs, HmdgmBocg Mggobmo
69360 gbocgdnmo gool bs@b ©3330006093L, dsots OLgboBz0m3ds
1937 §amb 6936gbotgdammo d5ds — 03569 (gobm) oMLgboBgomo, ,39,
beogggemmb® sbggg Gogognm 3gebmbogs sdios. 3obm scbgboBgomo,
09ms30L 5m3sb3mdol Igga3dsg-93mbmIolGo (0go sMsbmmgl 030398
50dg domomm 35600 00b58gdmdsol) 1937 Fmob 0939339630 od-
Ly nmo Jodgdbom, obdgbol bossgdg 883580309l s mé mggdo
©ob3M0@ gL, mndizs 9dob Bgbobgd mgsbds dmagosbgdom, dobo MHgsdo-
mo@sioob Bgdwga Bgo@ym (Mo@osbo 2010, 229; s6Lgbodgomo 2011;
s6bgboTgommo 2014). 3Fgeomo 83 eHmobomgol gdsgbo Fmol ogm, o¢g-
3o &Mogdnmo dgbboghgds Jmgmo (3bmg®mgdol gobdsgmmdsBo god-
9439: ,d5dol godm sMgMm d5333mds80 Fomgdmmo asbzs mgdog 56
3@mggdL* (s6bgboTgoemo 2000, 8).

BoOOm Lodmasmgds bsods sMbgboBzomlb LomibmgBo og-
bmdos BHmamtz LzgbstobELS s IPLbogmbl, bogmgdom — Gmams
3F9momUb. Jombgosgsm 0dobs, O™ Lob@gdob dsdbomgdgm BMBsbgddg
- 3%, bmgggmm? 69330930 d560L, Lm3BHSbmLs s Fzoo 0bLEGAg-
680bomgol, b9 obomasdMms dmbdzgmol 3mMGEmgE™ — dnTomds
356 %96 3ogz XX boyzmbol 60-006 Fmgddo sofym,'* smbgboBgo-

7 Lodmmmme gomdob dgmo gt Fgzetmbsdol Mdmsmm Rethgged gomofyzode,
3oblbo s bobzobmb Mo3dxEMBstglb, Bomod gthdsdgzb Imeob Loggmgxrmbm 3mBe-
BogoEns Fgmas, Mol Fgdwgass, Mmamt mmmmdghodg mogol 398ms69ddo — Mo
dogmbgds o Hmamz dogmbrogds” — ablgbgdl, gomdo 3m3omEgdol asthgBy
©55983039L. 50bs60BBogos, MM gb o6 oMol ghmswgion Fgdmbggzs, Mmmgbsc
9sM© Jg3060m065d93 30bmxnz0mBal 3Hmond0sLmsb ©s3e3d0Mmgdom Mggobmeml
5b3o6gds gonfos.

8  M970LbmM0b 13960L369m0, 2023 Frmolb mygndgb@nto gomdo ,ogme-3z0mo ob msdy
56 560b dmemmBog 86gemo7; sbggg gl s Job gEoLmsb YHmogtmmdsl gdmabgds.

9 99909330 godmygbgdnmo 0gdbgds HmBsbolb Fgdmamgdmmo bomopto — 09330930

10 2011 Fgrmb 350660b dommols gmbodo godstromm mobgnbosms LgMosdy L,Loddmms
393%060b g05d6Mgds; ImbLgbgdemal bogyzadL — ,,39MabEMmmogol 3gMomeBo, Mmss
Obamo 30gbs 303gdmbos 9.§. ,oMemgasmu®” mo@ghe@nmsl, Jotomggmgdds
®0mddob 3gMoxgho 396 smdmgoBobgm. (...) 30-086 Frmgdowsb 3Fgtomoms 3ogBotals
2509 LogotromggmmBo batrobbosbo mo@gMs@nds o6 0ddbgdmms. Fmms Rsb@madg
©5 bogm bodssBzomo godmbogmabos” (dgdoBzomo s 3g3gmodg 2012, 16) — doots
56bgbogomob 3BmGgb@o dm3yzs:, (...) Mbrs Bgdmagosmm: 3s8nb, Hmzs sEroxgmL
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ol F99md3gmgdol ogd@omo H9EaBREod BoJGMIMogew 21-g Lo-
m31m6980 Ygroas. Igbodmgdgmos, omdgsl, GmI ogo ,9rMobogolb”
J360s L,omEghbs@onm mo@ghs@nmsl” 0d 0dgoom, HmI mwogbdg
3o g5dmgdzgybgdslb Fgdmagds. IFgeommo 1960-056" FmgdBo, sbggg
1980-0560 Femgdol dmmmb, ,39609b@MmozoL* 3gMomoBo gEows, me-
30bo 6@ obodgmms Fg@&ymdobgdgdo dog@sbs dzombggmasdwyg, dogMsed
30030mmdM033s 3gH0m03sed 56bgboBzomal &gdb@gdolb asdmdzgyby-
35B9 ,amobbmbiEol“ EOHM9dsTos 3o Mot mgdgs, dobo bLo@yggdoom — 39
bgemo dgmbrs Rsdbgmmo, gomeo, ™I o6 dgFogwbgb” (0b@gtgon
2011).

Omamig obsFyob3o 5m0badbs, HB™Isbo 35, bmxgmm® bmmao bo-
boo 3oMgzgmoc, 2002 Famb,* gomdolb godmbgmowsb 19 Fmol B93ga
35dmo(39," Bgmtg 30, 33mag 3306 oMsgom, 2011 Famb — stz gbo
53 g53m393sL Ho0dg 360836gemmgsebo godmbdon®mgds o6 Im3ymemos.

RIOOME 393M3ImadNmo dmbadmgdss, emd Foelbymol gobos-
BEgdIMO© 359M339Mm0 EOMomo ob@ob00l sMLgdmds s9(30mgdgmo
fobodommdss (Ottomeyer 2004, 5-6). bogotomoms, HmI dsoMs sMbg-
603300l Fg3mbgzggei 93 3mdoosl odystrgdls: I gemol dgdmddgrg-
30l 05300006 5Mm3mBgbs, Bod@MOdM035®, ,053M6M Lymssoncol godm-
3399mmdsb” m303F060gds, Hm3gmBsi GmIsbo ,35, Lmxkggmm® 2019

30d9go30b96, ©3Fatg Mmoo H™Isbo s ImmbGmmdgdeo 3 bob@gdolb Fobssmdwmga.
(-..) od (,39, Looxmgmm® — 6.3.) s60b 24 Famo, 3megd@ogodsEos, 37 Famos (d9-
Jo3z0mmo s 3gzamodyg 2012, 23).

11 1960-056 femgddo o6bgboBzomas Fgdmm mo@gs@ndm 3gMhommozado asdmgd-
394693065 3mbsg339mo ,39, bmggmmsb; ®mIgmToi gzo 39@ss MLogmb GygBo
Leogmb Loghggnem Fooygzsbl. HgmedEnsd s3@m®mb Fgbmageds, Fobswswmgdowsb —
,P396, oMBgMmgdo dgdos 9353 Fgazonsms; sdmgmmem BMEBNMoMmgds ,oMd9%n-
mgdo; Med3 93@MMBs 39GgamMONMmOo Moo asbobows, s3Gngem gb dmbsgggmo
396D0M0L 96 ©ogd398gdsMs. Imazosbgdom, 0gogg Mgosdios oMbgboBzomol
6Hm3sbosb 1905 Fmaob Hggmmaool 930dmool @odgdogsl st 3o gobobomagl.
Loggemobbdms, B3 Mmomddab bsdo sognmo Fmob Bgdwga, 1988 Famb, 3Fgtsmo
33093 935S 3IRIM®© ,09330990056” bmmsbmnmBo 3gdmMosmol goblbol gdodm-
0l sdggogal, Om3gmdgi sbgzg Beto godss (0bGgegonm 2011).

12 3m3ggzbm Tamb ,39, bmxgmm” sbmow ©ssMbgdmmo modgsgntdnmo 36 gdos
,005L" (2003) Loy 3gogbm BIM3sbol 3o@gam®0sdo Fotowaobgl, cmmdis SoMggmmds
539 Bm®BRomodolb Foabl ,3960 megaswsbogemo” gam. Jom@olb 5333560 gowe-
Ty39@0mgds smdMmogh Bmsdgdoomagdsl, Hm3 Jotmanmo bodmgosomgds Ladgmms
Totbamdg mo@gMo@ndmmo Hgxmgdboobomgol Ibmmme dbndnd, gsbormmd Im-
©b30 ogm 3dow. 50bob0TBsgos, Hm3 PRtm sy, 396 >MLybodgzomal dotggmo
HmIsbobomgol, ,09330930Lmzg0L; 1998 Fgemb doboggdmmds LobgmdFoxm 369d0s3
(Bmoms Bgbomsggmol Lobgmmdal 36gdos) gge Fgdmm bombol ymdHemmgdol do-
3yhmdas.

13 otmboymos, ®mB 19-Fmosb dmbszzgomdo, Hmami zomdol godmbgemabsl (1983
FTamo), obg GMBsbol 306ggmaee gsdmgdobsol (2002 Fgmo), bogstrmnggmmBo dag-
460b 306390 3060 565800gdmdIL grMste Fgzstmbedg 0303g0L. Loddmms go-
33060b 3g960meBo 0go Logstrmnggmmb LLE 3mB3sMEG00lb (33-b 3o6ggmo dogsbos,
bomm sdmamzogdgm bodstomggmmBo — Jggybol 36gbowgbdo.
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Tamb godmbzs. dzothg bsbTo M3sbo dgLELgmaMMs Lool Lsmsggdo
dmgdis — geroo dbEog, 3bo0s, Fotmds@gds OmMIsbols Jsmomdbs@ gzt mm
006 937mgdsb 9353806985, 0ds IgEggmmdosb 56 Mbos godm-
a3mhgl g53md(39demmdol doge Fotdstrmmmo LFmEo ot 3980bgymmo
LE®SGIa0s. 35dImM3(39dmmdsd Fgdmm, Lodmgsmgdol ymMHopmgdal
396@®30 Imgdizos bsods obLgbodzomo ©s Jobo oe@obosbo Gm-
3obo. IPgrmol 83 BMIsbols godm(3gds Hgosdioobomgol Fomds@gdymmo
3dmRbs, M330 dm3gzbm FmadBo dsm sMbgboBgzomol Jgdmddgogds
LOmmoe godmbzgl. dzombggmms 5068 gemgbgds 03 IFgMmol Bnds-
6gdoms s FmmbOHmdgdom, Hm3mol Bgdmddgogdol dmagsto 3mb3g3-
oMo hodhm Lodgmms Fombymdy asbbygss, d0sb0Tbydl 0dsdy,
O™ Johoam Lodmgsmmgdsl XXI Lomambol 20-006 Fmgddo smdmsh-
bos Ibomds 38 30369mmm Fotbymdg obogod®gdmac.

Lobon®os Bomdol 3Bmeydioobs s 396d9Mbmsb Bgdmddgwg-
300 %3NBoL YOM0ghomdoL oLGMM0S, Boasb 83 Bgdmbzggoom g3mdal
M gomato bobg FotmdmBbrogds. omddg dmBomds 1980 Fgml dmbzmgols
LB30bmML* dogh L3gbstol domgdal 3MmEgboo Mbrs sFygdmmoym.
33 MHML MmMmEmdgModgl dmsgs®ds (396DmEgdds gsbysboegl: ,odggbo
LgbotL dobgrgom aodmmol, M3 yzgmoxkgho, Moi oym, Bufos —
93MN(305G, 3Mmgd@0g0doEnsi ©s, Laghome, dmgmo ddmems
m390gbo (3bmgegdobogol. Fgmgao Jodmazgdamo bmxzgmo s ssdo-
360l I93og0 BoMGMMISS” (mmmdgtodg 2019, 366). 53 gothgdmgdoms
35035m0obfobgdom 3o Bggobmemb st o9 Latgoodisom TgbFmergdgdl
Lobmgebgb, s6edge g m3b033bgmmabae Wotl gmdbgdmwbgb omdnl
©5930656LgdsDg. Logotrommme, yzgmoxngho bsgbstol g@s3dgzg Bghg-
009dmEs, HMI 56 goNste Fgzetmmbsdol 3gmomo bgds,* GmBgmogs
53 MHmobomzgal, gotms 0dobs, M3 Lagdstmggmmb LLE 3M33smE 00l
33-L 306390 0360l MobsdgdmdsL 0353980, 3mmo@doyncmmb §g-
36mdol 3obowod o oym, Mo Lobzobml FobsBg dg@ domomamgdsl
Ldgbs. Bggotmbsedgd Foozombs Lzgbosto s MMmMdgModgl dzotgoo
38moemgdol Fg@obs ¢Mhos, Boms (396DmMEgdo oMfINbgdmemoyabab,

14 6oasb F0obsdwgdedg 33m9zo80 mmmmdgtodol (3969060l FobssmBrogs dtdmemo-
Lol Bggotbadals Bogn®s owgdomor FomdmAbogds, st 0b@gt3mgdsioal-
a6 mogolb sbotowgdmap snEomgdgmos 500b0Bbmb Fg8maggon: aogdEgmgdmmo
AmbodMgds, moomgdmb 1970-006 FemgdBo gonst Bgzotmmbodol ©sdbsbnEmgdoo
Joormmo  3obm saommdeog mbgdg (396D06M0Lask gomegobagmms, Lods-
MHomgb o6 Jggbodsedgds. ghmgbmmo (396dmMs sdmddgmmgdmems dgoboghew, tm-
amts 30 J930Mbsdol 306Moe 3oM0gMal bog®mbg F99936gdmms: dgbodmagdgmos,
L 3306, Mo 3obmzzomdol obobgmgds — ggmes 3obgmezol 1979 Fmol go-
m3o ,909ENMds" ©s 3gMed 3mzmBsdzomal 0dogg Famb sbnmgdmmo gomdo
»359m0 Bogbamob Lodo mg; HmIgmms (396DnMsTo Fgzetrbsodg MIMsmme Rog-
605 (33955600 ©5 3mzmPsBgzomo 2011, 34-35; agsbathos 2021, 240-246).
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Om3 35005dmgdo gmboo 3M33MHMmoLgddg mobsbds oym (mmmmdgodg
2019, 367). 0303mdob Jgrogasw, Bomdolb 3hmEogmbob@o g3s, Lzgbs-
0ol 3960L00basb!® g5bLbzsg9d0m, BobsmBo JsrGMMdST0 smot 33gds,
b 930dmEo gh™Ma35Mo 35me35dgdnmo smImAbrogds — sl Jomsdo-
©56 IMmdOHMbgdmmo FgomoTgzomol b3s godmozbobemgdls. gb oym bst 3o,
eOmImob gomagdsi Mggobmedlb dmnFos, Homs omdb 39L0dabE Mo ©s-
LobOYmo o6 3Jmbmms. Femgdol Fgdrga MggobmEo 0b@ghgondo go-
Boborgdl: ,89 gbmoi o6 gogo Mo Lgmdms, IMIZgEoMoym M SMs"
(m@mdgtodg 2020). Lodmmmme, obsFyolbdo oFnbgdmmo xkomdo
LoLE®9393 LLogdL3mdEMm Bomdo® godmoygbs: ,omal Medg YMogbgdos”
1984 Femob 3obob 306mxzgb@ngemol dmsegs® bogmbznmbm 3hmamsdsdo
0gm Bathormmo. Jogbgosgse 0dobs, H™I gomdo sMG 9Mo 3oGgamo-
570 56 501b0Tbsg3m, Sa0mMMdMH0g0 3MgLs Mogoe 53 BodGLS s bLnes-
o0l Jorommem 9306937 35dmbgmall bmmme sgdomsm gsdmgbds-
@6 ,3m9ENM0 Gomdo® (3mdnbobBo, 1984 Femol 20 3s0bo), ,osd0sbo
350356m%390L 303" (memmdgtodg 1984), ,3960L 8gb@ogsmol gdm®
(moBges@n®amo bogstrmzggerm, 1984 Gmolb 17 sa30b@m), ,936036dgs
sboemo dBs@ 3t mmo zomdo“ (mdocmobo, 1984 Femol 31 ©93933960).

&M5bb3gon®mo bostos@mmmaons MHmgm i MmIsbodsiool 33mggol
0bb@®xdgbdo

5396039m0 30bmd3gmaggeto Hgbogm motmbmbo (Randall D. Larson)
6™3560ds300L L3 FMEBSL gsdmymal: ) 09 Jobmxyomdo HM3sbol
9369b0Bds(3005, 353mo(39ds EIMIsbol Hg3thobdo, Mmool gotgzsbois
R0m30sb SmgdMMo 3oM0m BMM3gds, bmmm o9 Lydomo gate-
693%g Jgamomo Lsmsnom gsdmgos — 30bmxzomdol Jgbodsdobsw
033 9ds sbsemo g5dm (3990l obomen®gda(s; 8) Lzgbstobmgol MMIsbals
Mol 303935 (Fobss®lolb Mgmamaom) s dobo godm3gds; a) mgobgd-
60350 sbsmo BmMIsbolb Fggdbs, HmIgmoi Boemdol 39MLmboygdl, mgds-
&035Ls s gatgdmb (0bgem. setting) g3mdbgds (Larson 1995, 3). sa3@o-
300l 33m939830 3990 To3909mo Joamdol Boamgddo 30 godmoymezs
00053@5(300L Lsdo Godo: o) 9.§. 93 NMO* sSo3BoE0s (0bam. close),
3) m030L9BOmMo S3@ (300 (0bgm. Loose) o a) Fnsmgonto (0bgm.
intermediate) so3@o30s (Desmond and Hawkes 2006, 3). §obsdogdotg
o9mMogmo §653dmgegdol gosmgsmobffobgdom, dsods s6bgbodzomols

15 Loygg@ob gb bodo YgbotRabgdammos HMIsETo: ds3s, 30bmuamdal ggsl gm-gtHhomo
»303mbEobo“ bfmégo 3omdBo 65R396930 Logzmamab Lzgbom gbomBgds bogmsbmal
— 0a0 bogobagdme dmotmnggds Jotornmo ghmgzgbmmo Lsdmbom, HMIgmbsi o3
mobomgol Femgdol dsbdomdg b3og®mBo obobogws.
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6mIsbo ,39, bmxgmm® Igbedmgdgmos gsbgobommom BMIsbodsosc,
6Om3gmBoi  0gmmobbdgds Bomddg woxndbgdammo  mz00mdymBsco
(0bgem. original) sz memo @gdb@ob Fggdbs. s3sbmsb, Msgo dsoms s6-
Lgbo3gz0mmol ngogg BXMBsba, Mmogol oz, se3@oE0oL FotmBmawagbl,
b ¢ 3565L3bgmo MBS gobgLbobmatmm FMomgoN® ss3@s30sw.
53mbogombs (,mglb Mmsdg Wmgbgdos®) s Lododby (,39, Lmggmm®)
3900093L Bmcol 3mbGEMILE MM s 933035mabG MM 303 gdsms gsdm-
Logmgbo LGS 05To godmygbadymos 396bgc gmmeol Joge BgdymBogzg-
390 ,&MobLAgonto botms@mmmaool” mgmtos. &9géhdobo ,@csblLdg-
©09M0“ 50b0Bbogl 39bmIgbgdl, HMBmagdoz aoblbzezgdmem dg0gd3o
0Rgbl mogl, g.0. Bomo FoedmBmds stz g 3mbieg@mmm dgosl o6
m393%06gds (Wolf 2004, 82). s3a3560 0593905 LsFgsmgdsl odmggs,
Lbgoasbbgs dgonddo Fotrdmmagbomo botrs@ogo ghmo ©s 0dsgg do-
amdom 0gmb gosbsmodgdymo. dgmool gsbmdhgzmow bgdobdogho
30donto bstredogo dmozsgl ,b56e@gd9d0b” Lodtegmal — botrodg-
3900 ,068Ms3mI3Mmboonco gmgdgb@gdos, HmBmagdo aodmb39396
&9J4bEgdobs s MGIBSIGIO0L boErG0398L s asbledmgMezgb dom
Botro@onm magobgdnmgdgdlb e (Wolf 2004, 87). mgmeg@oimbo gsdm-
goxzgb 6568 939d0L Lsd xanBL, Lobgmomdm: o) dmasw, cgobgdog
62658 9dgdb (0bawm. general, qualitative narratemes), Mm3mgdo 50bo3-
65396 @OHmML (OMIgmoi Immbemdomo 53dgdol Bgrgase ©3z06s-
300909), ImobOmdorm bodystrmgdlbs s HgE03096@ 0L godmELomgdsl
(99m@Eon®oe s Fomdmbabzomsem 0gmb dmbsmbOmddg dogsdgnmo);
) Jobssmbmdmog botrs@gdgdlb!” (obaem. content narratemes), Gm3mg-
303 Imo(35396: 3mddggdols BnsammBo dmdignm sbotrm3mdmegmm
396Lbmboyggdl, OHmbs s LoghEgdo gobxgbom bomdomgdgdl (3m-
b3mod@l), Gomagpm ©39b&goL, H™Imgdai bo@ztrgm Gadb@Bo
domo Rstrngol donbgmogem s3moEbmds Gmamt(z Bod@mdMoz0; a)
bobGsgdLye b8 gdgdl (nbawm. syntactic narratemes), H™Igddoi maglh
0hgbl obzmebo FobostrlbmdMogo botrs@gdgdol Lymgdiool, 3m3dobs-
3oobs s Hg36gdgb@oiool gogaswe. obin®bol Fothdmgdoor (Fobs-
sOLmMdM0go boMo@gdgdol sd9nToggdom) Lobdosduyco bots@gdgdo
m353906009ds Bmaswe bo6ro@gdgdl, s3ogse, 0ddbgds stolbEmEgmagbg-
Mo 9M005bmds ©obsfyobol, Bmegmemobs s obsbiHmabs, Fotdm-
0d369ds 09do@nto Inmosbmds. LobGoduy® botrs@gdgdmabss o353-
Botrgdammo sbggg JOMbmmmaons s Ggmgmmmaons — gb ¢3565L3bgemo
dmooglb dmddgmo 3060l a9a3dgdlbs s 30BbgdlL, FobssmBrogamdgdls

16 (..) the intracompositional factors that render texts and artefact narratives and deter-
mine their degree of narrativity (..).

17 gmmao 3so gdu@olb dmoge ,Lo38gbgdmm Fobomal” MFmogdl (Wolf 2004, 88).
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©5 Lodhoymggdl, GmImgdoi dob gomabogds. 93sbmsb, Lobgsdumto
bo658 93900l Jgdoagbgmo bsfomos ndggeto LMNIGNONmo gmagdg-
689%0, HmamMoEss &gdu@do sMLgdmmo megosdotggmo 3s63dmbool,
Lodotrnmosbmdol smmaghs, Mo ofomaw asbbsdmgmogh 3oy Lo-
M99&0L gobgzomatgdsly (Wolf 2004, 87-88).

bmagoo bs658gdgd0 Bomadbs s H™Isbdo

306mbaemsmobs s HmIsbol gostgdol bogmdgzgmdy GEMsbLdgoo-
M0 boMo@gdgdol gobbomgsdwyg, Logodms godmoymb dotgmemo Logy-
J9&060 356Lbz398980, HMImgdoi boggmga mdogd®gddo ohgbl msgl:
&994bEo 3MgomM3gMlmbaognsbos — dmgddge 3ocms LodEogmyg s3@mMl
bgmBo gehmagzeto bgembofTyms Lbgowsobbgs Logombol Fodmboggmeco.
6™3sbob FobEOMdgmo 53@MMsb, dsoMs sMLgbnBz0mmsb 0gngwgds,
o3 93@MB0maMogonmo  gmgdgb@gdol Rsrmzom  ©T3oMo3gds.
335bmab, oG 3zOmm Bgdb@To sbobamos cbEmEonmo Hgommds: 1924
ol ,,Lobbemosbo gm&Fomol* g30dmeo, Lodgmmes mandsiEool Fobosom-
doga dgddrdmemo Jogdmis AmmmysBgomol 3608035, Mmogs0-sdbsytm-
3oL ,3mamdo” 3obgmBo, 1937 Femolb Gg3egbogdo, as3omgdoo mMIsw
©5 38303b90mo FotmBmAbogds ,693“-0bs s 3mmgd@ogodsoiool mg-
358039, 3g@o 3563000060903 9mos Loddmms bgmobnxrmgdol dogé Gg-
m0g05bmsb drdmmol bobo, gbgogdom dgmomsb, bEosmabmsb, szss-
Botrgdnm Fobssm3ogamdmog botmro@nggdl (omdBo bLEsmobob Labgemo
dbmmme ghobgm, dmbgdosmg Absbomdgdol LodmgcHsTo googmgcgdl);
3969960basb gomagobaymagds s3@mmL sbggg odmgalb Igbodmgdenm-
3oL, ool Img3g 3oGms dgwo MmMIs63o LOymsw, Jobgmmo g396m-
Looo ag30hggbmlL, dogomomsw: Bomdo ogdomse Fothdmmagbomo,
3ot gdLobEnmo 0ggdoom gsdbggsmmmo, sbsmasdems Mgzmmeaom-
6960 sRom sdgm03z0emo H™MBs6To Lob®gdsd % gc ,Lodgmmol“ Faztoc,
RIMINS© 59309, LadmEmmE 3o 3O onbm 030 s oo §dgboabsl
353608, BomdBo 3OIMIM93nE Logombowm obdnmo Jsmsmdmosbo
Legmol oMol mgds@ozs bBMmsw Manmadgmymenmos HmIsb3o.

LoFyobo o LsJodby Fgos3mHrmnd@gdol ogagdoldo GHg&GML-
399&0nmom aodmoEgds 333980, MmAmgdoi dmbos Lagdstmggmml
aobodgmagdsdmg o dob Bgdwgy. oGzt Mmoo Mmol, Gmames dm-
3500 boM5&gdol 3oobomodgdolol, méogg dgosdo ©T3ocoz3wgds do-
603693 B9303096@0 Mobsdgtrmzggmdal, dsmo osFdym MHmal Jgbe-
b9d. 30mdFo Imzgmgbsms 3ob30m56gds, Bgbadmgdgmos gogstonomom,
1980-056 §emgdodeg 50§ g3l, GmIsb3o 3o FTyzg®omo mbEmds 2000-0560
Pmadob sbofyobodogs asbgtmmdomo. %96 3oga Gnbo badgmms 3o-
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bm3meby, 9660 35605bmgo 1985 Femolb FgtomTo — ,omg ©s ®sdg”
— 5mb0odbogros, Hm3 dmbyso g3oL 3bmgegds ImsTo, gb dosmo, doye-
693mol @Mms (gotrmsbmgo 1985, 42). Mo Jggbgds GMBsbL, dsbBo be-
obeO®d0 O™l 0s35Dmbo Bgdrgan 30@9&0m 5dmoEbmds: 1962 Fgmb
3565330 MMLysb dgdool Bgbobgd JmbEOmdgmo, Hubosm, 53-
dmdL — ,mob smgmmdg 39@ds Fgmds gobgmm dob Jgdwga (...)" (s6bg-
603g0mo 2019, 653-655), gb M3560Lb3bgmo 30 Fg@-bozmagdse gdmbggazs
™36l 306ggmo g5dm39dol MmL — 2002 Fgmb. sg@mtms dbEowsb
306mz0mdbs s HMIs6Bo Rotroymo Hgxgehgbbo s§dym mdg, dsmo
303s6m30 9fobstrgbo msbsdgotmggmamgol s sdtngsm, osmmaol
fodmPygdol Iogmmds, Jgbodmagdgmos gogsngogmo gbhmagst Tg-
&Ymd0abgdsbmsb: Fotbmmdyg asbbggs s MHgnmgdLos, dobo gosmasbgol
Fobodotrmdss, Fombnmol Fgbobgd Lodstrmmol mobs Mebsdgotmgg
LodmaomMgdobomgol  E3030mobash  aomogobyymagdol ghmswmgdmo
adss, mmmme 53 Bgdmbzgzsdo odzgge 0go obEMEool 3momgbomgdsco.
Fotbmmol 300b®mgd0bs s ©sdmggol dm@ogo, dobo syEomgdmmds
6™356T0 Moo, gzob Lo@yzgdomoi LEWGEIdS, 0g0 3s@stMs BHnbo-
30b 6089801 ,(...) 93sb yzgmoxzghlb 0do@md 3gmdbgdo, hgdm 3otam s
39396096m, HMA Fobs 3530 M3965L bowos s Fgb3 0d6gd B03g80 Fogo-
©aqb Bgdo o3ds30.." (0dag, 212).

6530 gomdob 3mI3mboos goblgbgdol 3GmEgLL sLabagl, dsb b3g-
(3080396O0 Omomo LEOYIGNOSE oJ3lb, o3 03580 gsdmobo@gds,
Om3 3OMmEs3mbobE oL, g3ob (3bmgemgdedo ¢339 dmIbooto dmgemg-
69d0 9bsmgxbobgdobs o 3MmMemanLobgdol Loboo godmoigds, g.o.
9369b6dg 65630 Fgbyyemo dmegeto dmddgoo ool sF3gmlb Focrdmmagbs
dnedogoe Fyogds Fotrbymol Rotrommmo g3odmegdom. odsbmeb, o8-
3965, MM gaslb dogh mogobo Ebmg®gdol goblbgbgdom, om3gmmo
0boongz000l dogh, ghmo Bgbgogzom, 3o06owo, Jomol Megdol godm(sg-
d0m, 3ogmMgdmol Fobsdg Lodostrmggmml obGmeos Loiboydgds: Le-
obeOmdo MM ghmazst codm@mdond strgemBos dmdignmo, Mg om-
d6ogLb Bmedggoomagdsl, Gmd gomddo 0blsgbotgdnmos méo obmal,
Rm&ds30ol — dggmobs (aobodgmgdsdegmo bogdomggmm) s sbmals
(6g3mmy300L Fgdamdo Ladstrmgzggmm) — Bgrabgds mEo ssdosbol
Loboo (939b 3oggmo s dgmerg Jdsto — gombao s L3oGowmbs). gb
Mm3965L3bgmo LB WEMPgds LoghsmMdMogowas: FombymTo g3l dgco-
bogto JmeFobgds gomMaolmseb d;msBo s 935L 0dodbm bmgcmgds L3o-
0mbobmsb, MEBdsbym go693mTo. bbgoggstowm Mm3 nmdgsl, gomddo
FomImoagbomos ,,dommemmaodgdamo s6szobs” ©s ,30693s&maMoxno-
Mo (9omodIob” (3o msbmgo 1985, 42) gdotobdomgds.
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6o Jggbads, ,39, bmggmmb; Gmamdi 9339 900b03bs, 0b@gMdg-
0960 GMbL3MDo300L Bggasm, 3LTo Mmagb 0hgbl sds@gdmm 3g6m-
Lmboygmes LodMogmg. HMIsbolb dmsgsto Loygg® Mo Jotass, — d9doobs
5 B30m0Bz0mal (Hnbywsbo s Gnbogm) dogh Fotbamoal mbdmds
9350 3oMo(335mgdol medgl — GmIgmoi bofPomdmgdols Lbgosbbgs
boBL 93mm0sbgdlL, LEmMgo ©sds@gdnm Imddgm oms Lsdnomadom
503905, M0 Joemolb — dggmo s sbsmo momdal — bobatdmogo, §y39-
&omo s ©MmTo gobxzgbomo Imbosmbmmdo, Hmdgmo Ladsemgzggmml
asbodgmagdsdmg 0fygds, Lbgs stoxghos o oMo, goblgbgdol 36m-
39Lo. g3oMs 0dobs, BMI HMBsbol Longg@do Bgbsehnbadmmos Log-
36obm ggol mogasmsbogomo, GmMIgmToi Logotmggmmb ob@meool,
390l sdmzombgos Igbodmgdgmo, Lsbom®o bogds s3@mEol 0b@gb-
(309, ™3 0g30 sboMasdGmHEs JnbOHMdgm™sb, HMbogmbmseb gsogngogl
(B0t 56bgbo3z0mols s3@MBdomamozgonmo gmgdgb@gdo Lsznmdog
53 396LMboygmsb Jodotrmgdooc onBsMmozse RAbgds HM3sbTn). oy 3o-
69858matmoxz0mm 396L0s30 gzl (Bmgmgdsdg o3306M3980m, Loddm-
NO-5mgamEoymom, Lodoshmggmml Fotlbymo ozombgds, mo@gte-
BN 356056830 Booms sMLgbodgomol s3@mdomamsgnol Asrmags
0 5dMogoe, MHg3Mgbotmgdammo misbolb bo®iozMol godmzgds, NRO™
39@o 53doxztmgdl Mggndol Ibomgdol sdm3obsl. Jgdmddgogdomo me-
30L9RBmgdol Im3mzggdol Fgmgasw, Lsdodbg dgool Fbs@zermm bLo-
3956H™mTo ©8ds@gdnmo IPghmol (3bmgcgdol GmMogdnmo gdodmwygdo,
330006390l ogh M g398300L 3OM39L30 sIMoEbmds, Mo Fombymal
693mbLEOMMgdoLoL dmbsmbOmL gsbLogmmEgdnm mgan@®o0dsiosl
bLdgbb.

BobssmbmdMmogo botms@93gd0 Bomdbs s MH™Isbdo

33mbogombes s Lsdodbg dgnsdo Jmsgsto 3mbxrmod@ol asbdsdo-
H™Mdgdgmo bomdomgds bodgmmes Mggzmma0ss, LEmG g Hggmmeso-
bbb s353806gdmmo GEog039mo dmzgmgbgdo 59gbgdl 3gebmbaoggdl
&©5335L. o3B30 3BMEBogmbob@ew Fotdmmagbomo ggs HmIsbodsso-
530 ,obEMMoYmo Joergbomagdol ImaLFTMg* (s0bgbodgomo 2019, 156)
L3 Joemow (939, ONLYSbO s 3 35) 3oM50Jdbs — Mommgmemo gb 3g96-
Lmbsyo Bom3ol ggsob 3o6HMmgbeymo ob dobo 3bmgcgdolmgzgol wedsbsbos-
039090 603693000 sm0FgeHgds. 3gonco EMblam&mdsoobol bododby
&9dLE3o 3OEMBogmMbobEms MommgbmdMogo (33momgds 0EIMEIMao-
méo §6gbobash gomagobynmgdol ghm-ghmo Logmmobbdm Bohg9b9d9-
™Moo, Boasb LfmMgo ©sds@gdnm 3g9mbmbogms Lodymomgdoom brogds
Bgbodmgdgmo ,39, bmxgemmBo® sbsbnem Loggebdm Logombdg — Fotbiea-
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ol 300b67ds, goomabzs — oNBIMagse 3sbbygs. Moz Iggbgds 3mb-
Bmogddob 39686To dmdisgnm sbodm3mdmamram 3gmbmboggdl, Gma-
mgdoi F0obsdwmgdetg dg0gddo goosdMgds Mmamt(z 5b@&oamboldgdo,
306mbysmal FgdmbzgzeBo gb L3oMombss, HMBs6To 3o s3@™MEMIs,
Logotonome, dodobdodstrmymor (bodo Jomo 3BmEoambol@ol Lo-
306fmbgw), dsdHmdomo Lggbol Lodo Gotrympomsw 3Mmbm@oMgdymo
3b6@ogmbobgo (FombymBo Ggzmmayizombgto bL3oMombs, mgmsgol
693mmaEonMo NxOgeol dgbggnmo sehomo s Rgzob@o SemomBs)
FomImoanbs. mommgmmo dsmasbo Lbgomsbbgoggstow masg8omhogds
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boembo sobg®mode Jodm sl dodgdbom, dobo 3mem-Bzomo go oFom3gde-
mos dm3g303900L dogh, s 3sdmomddol gggo, HmM3 MdGMsmm bombdg
363 gm0 Ibotrg o6 BodOHMBL. obBMMoNm BogBL 35693mm3bgds sLg3g
398539 mgms 5Mdg30L 3o3m393s: 5330LEML sx5bygdals s Lobbemo-
3bo gm&Fomol FTgmb domomdcmogds bob@gdsd Jotrmzgm cmogswsdbs-
DOMOL 8MBINMO ,L,dMabm gmgbmds” sdbggm M3BINb ghmew
dondLos ,d39d0m, 3989d0m, MMBgdom Fgoscomgdymgdo” (0dzg, 577)
©5 bgds otrmnm, dom Jmbgdsl s33s@Mmbgdmms. smbsebodbsgos, Hm3
qb 33530 365 IbMmmmE dmombeOmds, s05dg dob b ghmzol Jmbem-
dmol 3mdgb@oto. dobo 0b6&gM3Mgdooom, sadnmo ,3matmdgdo”
qdbobaEmgdmes Loenal, Mocms Bggddbommoym 3msobmdMogo sxsobyg-
dob doomo (0gdag, 578). ol gotgdmgds, Hmd bgdmom boblgbgdo cmgdgdo-
56 (,Lobbmosbo JmdFomo] 3B0&o0zmmo 3mdoios Jognis hmmmys-
B30mdg, 00350-5BbonEO™Bd0l 3macmmdo) st 9o domgsbo BMIsbob
30639mfysrmBo o6 g3gbgzgds, 33meg negmmmaonto gdsbbodsooms
5 d90093Lb JmEol EOHmomo sBmMgdammmdom, 3mb&gdb@olb gemo-
mgdoom s0bLbgds.

6™35b0lb Bogdzonto 396Hbmbsogol, s®Romol bsdmgomo bsbosmobs
5 Lo®303Mob 3o39magbgdei Gadb®Bo GMmogoznm Jméfomb s Tg-
Lodsdobo, Fobogsb Lagddgms Labosmbm 3mdobetos@ols ,badgymol® Fg-
360mdL 93033060 ds. OMIsbolasb gobbbgeggdom, 30bmbyEsmo doye-
6939l LaBmomgdsl 56 5dmggl, Mmzgsmo sgzbmb sHRomb, BdMIgmbacs
6 93mm930mbgeol ddodg (sbmgcgds ogab gedmgmomo. LaFyobl Igoo-
570 dobo (3bmgtgdol godmgds sbomasdMmmdol g&o3dgzg Fywogds.
Logatsbm mogasmobogomBo ,m@m30000 ©S3GMBo390Mm0” (3g5bsG0
1985, 52) othomo oegomob@ned adoto FocmBmAbogds. ©dsbmsb,

23 og Fgbodmgdgmos 53@™ME0L 3mdoiool sdmzgombzai: »JodnEol meMdsgo gsdmds-
bomo odgb 3obgmBo, o6ogM»I60dgbgmmaobo s sheghmagetmasbo, 0dodma,
™3 dogol godm domosb dggho bambo Fggfots 83 53dsgl. Fsgomoma, oym sbgomo
Ba8mbggggdo: Jodmias magobo Goddom, 30 35300, Jogomes Ms30L bomgbogmab
30639L006, 0dgongdwbab, Fozommobab. 8gtg Rgiowsb Bogommmbgb s dsm sfom-
3900696. Agdomzol sesbmegl Remambgdosm, Hm3 Jogdnss a3060 ogm. gomeo, Hmd
33bymo ogm, Hmames 396HG0dbo (Bo@nsbo 2010, 230).
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s6hombs s ggolb Bmeol 3060Bbgdmmo memogthmboddsmos Ly®sc3o
36 30MoM©YdS.

LoBoBdbg dgosBo (396DYMl Fbabolgsh gomsgobyrmadom stho-
mobl, Gmamdi 3oMggmo Gammolb Mggmemanombgiol, Ebmgtgdol
MRBOM dgBoe ©odoxgMHadgmo Gomm 0ddbgds. OH™M3sbTo dob dodstrmss
LodmanEalb® 30060300 (s6LgboBzomo 2019, 506) s3mddggdeemo:
s6homb, 56@sa3mbob® L3oMombslb bgsgbsw, Lob@gds ndbbggt3mgdls
(3oL @ dobo mxsbol Faztgdlbss). gbadmagdgmos omdssl, Gmd ogo
M3bsFommme  omatomo Lobbmol godm obggds s, bgdboo o9
Mbgdmogom, Rswgbomo dmem@gds 1396 dm3gMsbaogom MdGNbogds.
donbgsegam 0dobs, Hm3 H™IsbTo 308 03Mmo 3mdo0ss 3sdmbs@mo
6939309960 0009980L F9335608 dodgzetms dodstro — Ml 603-
bogl o@gn®gdo, (...) s Logyzss gb! dmmBgz03980L dogh Imgambormo
o9 Lodyzs” (odsg, 157), s6homo LEmGgosE ™I BMIsbol ghomes-
gbhmo 0gnco 3gMbmbsgos — 0go dmgmo 3bmgMgdom Mgzmmeosl
q3bobaEs s yggmodg dzotmxsbo, megobo s misbolb Fgzcgdol boim-
sbmgi b gbFots. Logotromoms, HmA3 sehom sdgmoTgzomol ggs6do
d0dmonmo dbbgghdmol, 306390 9sbsdsmemm dbbggHhdmol, sdgmmoals
Lobgmo, Bg8mbgggoo o6 Rbogds. Bombgosgsw dobo ggmemnombgtm-
d0bo, 030 HmMIsbBo ds0bs bbggM3mmsebsos 3o0g3039dmmo, MHggmema ool
dbbgg3mmab, Bogo Bgmdmagdgmos Lobbemosbds 0wgsed, Mo Jobobbocs
36 ¢Mbs gdbabyMgdmeogl 0go, 3900mo Fggan dmodsbmb.

»93300@ML 9%369gB0LL* 3FMdmon® Jomaodl ,,Ladgmmol” Fggtoc,
333 odMMBgdnmo sOHRomo NdgENMO S ESMENOEOS, 030 MOM-
Job a6dbmdl, Hm3 dmdsgsmBo dsbsg 0bgzg obaztg®gb, dmamers 1924
Tl dobo msbbdmdom bzthg®gb Jm&Fomol mosbsBsmmm sdbftgo.
s6homolb ém 1937 Famb ©agds: 0go o Ggmel 93bbggM3mgds
©5 JoLmsb ghmo — dobo gogo s Mdosmos (dsom 083mbools 9g9b@mdS
BdM5mEadsm). sthomal g356»Bo 1937 Fmol Gg3tgbosms m3sbsbibgmo,
060d0 bbzgt3mo dobo ghmswgtmo zomodzommo, 35340l dmbobgemg,
9d3bo Pmob s®Romo-Rogms (358030 3580l g@odom gowoygsbobol
Rogm 3o@otgdgmb aodmgz0009ds, ™Moobooal o3megh moegh s dm-
330069300 Los3503ymumBo goMmonE3mgds). MmIsb3o Hgzmmaiool
amPHxgmo bobymolb dmoads sMbgdmdsl Fyz9@l, sRomols g96gs-
mma096o bado Fymgds, Howaseb ondzgdgmos g@m3onto, bobbemosbo
9gdL396039680L goacdgmagds. s30gs, sdmbsegsmo Igonwasb, bododby
3900590 39Mbmboyg sMRomol goe@sbol Fgogasw, 306muomdBo ws-
©93000 3mbm@o(30930L 3gmbg sbomasdMs Mggmemuyombgéol bobg
6OmIobol b@ogmbobigoe 0gzs. 933060s, MM Lododby IgwosTo wo-
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358 9d9mmo gmgdgb@gdom (sthormo Gmamt ,Lbedgnmob® Fggto o
&9hmeol dbbzghdmo), g.0. s@Romol (3bmgegdol LEMmo LyGomol
a00dm(3930m, 3mbELsdFMMS &9du@To dgzgmo momdol Hggmmnomby-
0oL HgommdsLmseb dg@ow Josbemmgdmmo 39MLos godmozgds. 36mdo-
™Moo, M 306390 Mmdol dmmTgz03900 356053, Lob®gdsd ,dsgo
bogddggdol” Bgbermmgdol Fgdwga, LFmMg 1937** Famb gosboamcs.
séhomogs, HmamO3 moGgtsdutanmo 3gmbmbagn, 53539 adsb gowol.
390060 GMbL3MDBo(300LL, Bmamdi N33y 900b0Tbs, HM3s6T0
0d6gds 3HMEBogmbol@ms MHommgbmds. gogas®, gotmdsbgdmm 39-
L0530 ggob 303mbEobo, 39Mbmbago dogs Rbogds. ydofgom oEmdabsl
stBoemo Bo3ob La@BBms, g.0. ggobs ©s s®Romb ImEolb 30bmby®sc 3o
Bgmdasto Loygstrmmol dm@ogo Hm3s6To gobbmez0gmms, Joghed o3
B980b3935303 — MomdmmE. 3o3s Loyzatgm 5sdosbl Mggmmazool
30dgbom 3oMgagl: ghm-ghmo gosbobmgdol Bgdwgys shomo (3men-3-
30mmb ghmo dOMbogds IImdmoné mgmsgdo, Bogced dsdsgoilb ogo
3bmghgdol dmmmdwg 396 030fygdl, Mo Jomob Gsbrgol dodgdow
0d(3939- 36MEBogmboligo doMGmbymo 33009ds, Logsbggdmm Immeymo
Jodornemo Lodmboom. 83 9g30dMEom OMIsbods30sdo godgmgdmmos
30330 30035393 mmo bzgbs ggob Loggmomobls. 3sgs, Bmames bo-
9369bm 935L MOBgHOGNOHNMo 35005305, M3S6To 03 6oTbomszos
360936g9mmzsba, O™ gdb@ 3o ngo gdbsbygds sthoemals, ,Jegb@mIs-
®09mo Mgzmmombgcob” (0dgg, 563), dbommgdsl. @sBmMgdowsb m@so
femob 3930ga ymgom LodIOrMbMsb, HBM3gmo(s 0355dsw® ,Lodgmmols” §g-
3609, 3060306 Bgbzgtolbsl Joemo Fgdwmga Lo@yzgdl Foerdmmdgsedl:

565, 56 gnfmogd 53sb obgmg@ L, shom! Lfm®mgw 96 a3993b9-
dmeo ghombgm Jg369dsdg, ™I ,,sb3M9@ " omMowonmo &géhdo-
Boo, 030 Imombmgl gobodstrnmgdal, MmBommabo Labggmol dobgsl
5 M3ommabo Lobggmal smbmmagdsl, HmI gxrgd 3o o6 obg-
608 356053908968 gd0, 5G0dgm Imgme! 3mws, bLedgmmog 33magl,
33mogl, 33mogh aonbodstromgdmsw! s Bgb odsb sbema Jagybol
Bgbgdsb gdobo?! (odag, 568)

0360300, F0bsdmgdstg Lzgbom, BHM3mal Rsrmgsi BMIsbodszo-
570 bmmme Lodgmms ogmmmaon®o dsbdsbol seecLgdmdol otm-
39830 gobs gbsdmgdgemo, s6rs Ivmemmem dbomgdabs s gdmdab bogbsw

0d303> (3023990 M3MERE0MbgMol J8gwgds, sMedgr ©d3oM3Rg0s
Lodstronemg Lobbmosbo ,obsmo Jggybolb Fgbgdob” Bgbobgd.

24 Lgbam mrgmbogodg, 3800 mMobgmsBzomo, dmwy dogsbo, dobgom m3nRegs,
dsemagos GmemBgmadg, my396 mmmmdgihodg — gb Rsdmbasmgammo 1937 Famb oob-
3630 Jotromnggm dmmBg30309, 306H39tm0 Mmomdals Mgzmmnombghoms, dbmmmeo
306y 65Foel dmosgl.
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6™35690 3HMBoambolBms 3MbxrogamMaiool (33momgds Fbmemme
3035L 3358 gd0m 56 LEMemegds. dobmsb gemor Lsdodby Ggdb@ 3o
;o356 dmddgm 306o MHYbnmsbo Femdmhbogds s s3a3sMs®, Mmodg-
0@ nONm 89Ju@To dBsods sMLgboTzomol s3@mBdomamonommo gmg-
396®9%0 0hgbl mo3L. 3omdTo gzobs s dobo BzomoTgzomoal, gomtaols
3o6B8mbonmo moboibmgMgds FoabB3o Robsgmgdnmos Hbnosb dgdo-
obs @ Bz0m0Bzomo BYLogmb MHMoghmmdom. Lfmegr dmbmmdmals
dogt dgdoolb ,0bghdolb” (0dgg, 66) smbEnmgdoom, g.o. Hggmenisool
Bogasm dom mpebB3o sGEosmgdnmo GMmoa03nmo dmgzmagbgdal go-
©dm(39900, HMIsbo s3&mdomamsxzomm Mgl 0dgbl. dmbeHmdmol dogH
™35630 3500dm3939m0 GEMOg03Mm0 333930 mksbol ,3mINbogson®d
3gbbogegdolb™® ,3mm@mMmmo 3gbbog®mgdolb” dgwose gommsddbol. o3-
60350, 53@Mdomamoxgommo Jgbboghgdol mo@ghs@nernm 3gmnsdo
Bgbobgs dg306, 3goxzg 3gblogdsl, LGsdomne dgblbogmgdow 5g3gal. oe-
30b 3b&og, 3gbbogegdol Fgbsbzs 0gb@mdal o335L MEMm®gds, Mogo
50053056980 LfmEge dgblbogegdols LoBmosmgdoom godg(3bgdgb mogosbm
0o3b (Assmann 2008, 109). Igogasm, dobOHmdgmo 39800l sbsdstrgdals
Bobernmgdom, st MM Msz30L0 MmEsbob 0gb&™d0b d339emo brogds,
06339 XX boyzmbol Logstrmggmmb bsdgomo obGmEMoobss, Mowasb
3390 MmEobdg MogL 3@ yosto MHgdtmgbool dsgomomon, Bog@md-
0350, bmEoydob Fombymmdg Lodstmmg ImombErmds.

396bmboy HYLYsbol (3bmgemgdsdgs, dbgogbom mMogzgg 3BmEBsgm-
Bob@obs, GggmmnEos ©s dobo Bgogagdo GMogoznmon sobobs. 1924
Pamb ogo g 3990 @o3oMasgh — dsb ,dgdmeFormggdmab” ghma ©s-
b3t9®9b Jogdniob ImzegBotgmdol dGrsmmgdoom, m9dzs Lodstmmg ol
o60b, O™ g0a0 33 93565L36gmL sMHLmmgl st 30 Bgbggtos, 1937
Tamb 30 @obdgbols boggmdggmdg 0358030 gdab s bgtmg®gb Lodgl, Mmbo-
3L 3535 39bmb oggeol Bgdmga, mxgsabl bobmowasbs odgggdagb, Homes
300 gmzbomm gmbgdol Lob@gds og3s@EmmbmL s Bgbgommgdoledgd®
asb3otamb 0go, o3 03580 353moba@gds, Hmd dmaz05b9d0m mysbl,
mIgemboi Fob odcNbgdol ¢MBmgds dmndmzgdos, bobemal godostrgds
Bo3ob® smomBobs s dob (3mm-z0mmsb ghomoe dmnfggl. smbodbey-
moogob IFghmols sg@mdomgdogonm Rod@l Bgglodsdgds gdwgao:

25 LESG0sBo [obodgdotyg (369dsms 39635MGgdalol s3@mE0 056 sLdsbols (Jan
Assmann) ogm®oslb ggeebmds: 3nm@antnmo dgbboghgds — ghmazsto 0bb@odn-
3099, 9JbGgebsmobgdmmo gblog@mgdol Lobgmds, MHmIgmo mogl 0hgbl ds@gto-
sena@bo o LEFdMMYH BMEIdBo. 030 LEBomMNEMO Igbloghgdses s MomMmdosb
MomdsL ao09(398s. Mo Fggbgds 3mImbogoomt dgbboghgdsl, dobo Mmomo
©0535dmbo, 3mEGNOHNmo 3gbbog@mgdobash asblbgoggdom, Lsdo msmdom Jgdmo-
Rmgds, o3 o3bmmgdoom, 80-0sb 100 Fmodwg 3gcommos. 3mdnbogsionto
39bLoggds BMMBomodgdnm Igblog®mgdgdl o6 aobg3mmagbgds, sdtogswm, ngo oM
BICI)) 83)@00’30 56 33b3gds, aofs ymazgmemon®o 3m3nbozsioobs (Assmann 2008,
110-111).
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LobsdgomgBas ds3s 36 LEmEgE obg o gstgs, mams cmogobo 30m-
&ME030 396Mao3L ol (s6bgbodgomo magol mgsbol Fgatgdol Hgsmeym
LobgmadLa 3o 06sMRYbgdL BMISET0), 53sbmsb, goM339mmo MOl go-
6353cmmd5Bo 3ol mgobl bs3rgomo dmnbrs Joblbobimdgmobogol me-
30bo ggtob godostgds.*

Ba30Lb@0, HMIgmmmsbsz JnbEOMBEmOlL Mmisbl msbsibmagtads 9fgsl,
f0653gdstg LESG0sBo Igbsdg SbGsaMbab@o gobobomgds. GHMBs630
030 »30bgdMogo sbomo 3gMbmbogos, Mozo sdmbagsm dgonsdo doi-
©9b9d9mo Agz0L&oL (L3oMOMBIL odgdMadsl LFmGgw ol sodymemgdl)
Lobg o6 agbgds. gb sbomasdis 383530 Mrgzmme30L Jo@dsbbormo
dmasbmb GodmMo Mg30gdgb@ o305, dmIgmoi Lob@gdsd kM smodgazs
©5 390098 goobsan®s. smom3sl, Lobsd hgzob@o — ,08d0560L dgwals
35339%9m0” (s6bgboBzommo 2019, 435) — aobgdms, 3dM0s ghdgs s dg-
dmbbgmdol bgmmsdo LFsgmmds, Foomgm sM3osl ngo 1921 Fgmb 3sbg-
00l m3m35300L5L JgMgrms s sbsemo bsbgmos dggmal, ,a086M09mob”
Bogmom, aotmsigmommo Mnbo gotobisiob 3s@ogbaigdoe gam. dog-
bgogom 0dobs, O™ eHMmS 3o6dsgmmmd3o semomBs 3otoghHm 3089dg
39335dmdoghem Fbmmme Fob doofgzos, Lodmmmme, b3otopmbabs s
stBomob Bbgogbo, 0ao §mEomodstmmo tggodob Ma3tgbogdl 9dbbgg-
63mms — 3obo k9o LEOMOboL goMsgamgdol Fgdmgs Lomgs.”” s3Mo-
a0, OmIsbTo sbobamo ,Lodmonmol” 3G0b(3030 doLmsb dodstrmgdo-
053 Imgdggdl, dbs@ztmm 89du@To dmermEgds N3sbnbme o6 MRgds.

6™356T0  smomBols J3ggdom smgob@ydo LobgmdFoxmmlb dogH
93gbosms 8360domgol Jgogase odMosmgdnmo dmem@gdsi bos-
bomEogds: 030 ©odbggmo MsdIob Fg3tgdmsb ghmem BodogmMow
MbPmGgds ©s 9330698L 353 ™My 3L, Moi dmbyizo dmgomol Log-
3oemol 30dgdbo 0d(3939. SmomBs 5O ,300L gmasbs® Ibsogl (Bm-
35630 030 L3oGMoMbol Jsdmdommso 3393m0bgds) d33mgmadol sbiggsl
530698l dogbgosgs 0dobs, M dbosmyg 3mobmdMogo 3@gho 56 oym,
3ol o6 Liyeb dogobl Lodsdo dobzgl, 0goddHML — ,93mgbool bsbyEo-
Lomgol mego godmomm® (0dgg, 437). 530Lgsb asbbbgeggdoo 30bmbey-
65030 1Fy0bsto, Lymogow sgodymao 3bomgl Lol gdol Focrdmads-
a9bgmms dogt dmgzgms, 9tmo Jgbgoazom, momdmb gdmbgggommdaw
Fo68mhbrogds s sMRomoz bodstrnmosbmdolb smmagbobs s ©836sTs-
399%0L Lol 30OHMBdSL ydL. gbodmgdgmos, gomdol gb gdodmeo

26 ,,806bobgm3gemo, O™Bgmo F3960106 (BmazMmdos, 53dmdos: — Azgh H™I yggmes we-
3393580863806s H53gbo odgdmgdsi 0FgMgdmmem, gb 60Bbsgmom, HmI Jmgmo
Lodotrmggmm 0bws ©oa3935803Mgdnbom. Mo3rgbo sdgdmads aagzobggzos s go-
0533046005, 0d396 396 Fordmomagbom” (Hagosbo 2010, 229).

27 53 396Lmbaogl s6Lgbadgzomo ImmbOMdSLS3 Mdmagbol — ,Joto s3Fg30 Botoab”
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a5bgobommom gabgd3moxzozsiose 0dobs, Bmame g3ythmds Mggzmme-
305 LYBSMBGEBUL: sbomo ngmemmaoom 6589690 GmEomoG ot bLo-
bgmdFoxmBo dom Logmbmal moMgdnmgds o6 goshbos.

1937 Femolb ®g3tgbosms godmgds HmBs6To o358 0dhgds-ws-
b3hg®om 56 3dmofMgds, Gadu@To sLobymos mgmsegol (30bgLs o
BobLob3MBmeb Jwgsto 033z9madgmo Boagdo, HM3mgdai o3s@0dMg-
dmos J9Bobgdammo s MBgNMgdom smbogby mygsbol Fgzcrgdob-
aob Jgagds. ,39, bmxzgmmBo® sbggg 0ddbgds asblbogmmtgdamo Lobg
30bob gomomabs, BmIgmoi oggtomo msbsgdomodamagdol mgsbgdl
Bembs s Logggdl Ldsmsogws 03 3oMmdom, HMA Jscmzol gowsgdsl
Bgdmgds, 0MdEs bobsdwgzomydo bxszMogdnmado oo bbol Fob
LEmE g dob BogH 0y3bgb obzmg@ombo. sdsbmsb, Mg3tgbosms Hg3-
69dgb@oiool IbMog, G™Is6To 36033bgmmgsbo saomo gmdmds og-
3&M3o Logsme s3dmdol g30dmeL, MmIgmBoi LoLG-ds S0dymemgdls
50053056980, L(3gbodg 39dmMLzmom ©ogdmb s 35930%bmb IBMBdmgdL,
Bomngboggdl, dgamdmgdl, 3mmgagdl s MoE dmogetons, odgdmgde-
moms, Jgeobbamms mgsbol Fgzcgdol mgemFob. smbsebodbogos, Hm3
363 960 dgdmm Rsdmmgmomo L3gbs BomdTo o6 gbzogds.

306mbyHsm0l 56 Jo@gd@mbogol gosbomadgdobsol sbggg aobomge-
mobfobgdgmos ol gotgdmgds, GmMI sdmbogomo dgoool L3gyoono-
3960 Jbmgzgomo 068 gMHIgoymo Ig@&s3mdgb@smonl (Bmbg@osmg dbsbom-
dmo? ,3msb@ognm-Inbogomado 3m3gb@omgdo“® (agobotos 1985, 53))
LoFgomagdom 0ddbgds. 83 0b&gMdgoné %3gbm3gbl sbto gotmobmgo
39OBMmE 3 gb@ ol 3mb9B305dg oyEIEbmdom ,dmbggdl” @fmogdL.
dobo Lbodyzgdom, ,dmgdggdol Immmmeobgmo Fghgergds-Bgbggbgdsbo
3mmodogdol Mo go5b6gd0L LoTMomgdsl odmgzosh, s got3zg-
amfomo domasb gonEbmggdol g89ddL Jdbost” (3o6msbmgo 1985,
46). 0b@gM3gont 3m3gb@MdL — Jmemb LodmgMal, 3obmuomddo
cOm-boghomo dmgmol, bab@mdob gmbdios ogsl, obobo FobsbFecdg-
8939 gdgb Imbommebgm bromdomgdgdl 6 ¢339 ImIbostl gsblbgosb,
dogomomo, g3sbe s gomégol JmdFomb, bosggmem mbobob Lodmg-
60Ls, 06 ghmzgol 3mIgb@smo: ,Logmbgdmobs Labem dowgs, / gogcobs
3960 30309, / §ob dogsl 3¢gdmol mmgonbo, / dgw botrowe gzom dogos,
/ Bog Bogsl byt Lggwobs, / dgw bonmgmo dodos” ...; bdotoombs go-

28 gomdBo bombyé dm@ogzgddg d9ddbomo Lodmghgdal s3@me0 s Fgdbtmmgdgmo
356565 dgbadogs.

29 memmdghodg 3gdmecgddo Faeb: ,(...) Jobws, ™3 oymb 3ogy ghmo 3mdozos,
3mdoz00 M3gmal, o9y 93@ME0L, HMBgmss yzgmoxrgho oiob Fobsbfs® s, Mo
3magotns, aob, HmI 560l Fodo bogmbmobs ©s boggomoabs, gsdo boygzstrmmabs
©5 9530 bodymgomobs (...) 93 nbdiosl Rggbmeb Fgobtrymgdgb dmbg@nsmg dbobo-
™330 (...)” (memmdgeadg 2019, 369).
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m6a0lb 333mgmmdob B93waa ,Jomgm a39mmsb® ngogmgds s 53sbmab,
30603693 amos dobo biyegomo ggol mmaew Fgemzgobs: ,d0bomtom m
Lobbemol @ds drMbagl, / gomsbogogdo Lo s6al, / Jogs Fgab aggmo
Fomgmo, / 0ogbs LdMogh dmmm Lo s6al, / dgzgtbs 33magl dggcol
Lmegommo, / Foghed goggds Lo o60b.. 5 ggob dogh Lotrmbzodmosb s-
9gxob0b Fodmygebobsl, 03 0dgmom, B™I dsb 0830mgdl s gEmdol
39bogtgdsl 3g0g6rdbmdl, 3m396@sMsm 39603930l Lodmghs asbogal:
LO33EMSOmMM 50609, / bds 0sdmghomm 506, / 3sobmd, obstl obmd, /ob
aobotol, 350, Mol s3Mogom, doyncgdgml Fobsbfe® gibmdgds 36m-
&53mbabE ol 3bmghgdol dmogzsto 3mbamoad@obs s gogaol Igbsobgd
— 935b dgbogMo sbmazhgds o6 9fgcos.

o0mbobodbsgns, M3 0b@gemdgoondo 3mIgb@oto Lododby Igwoy-
3oL L3gEoxoznco Jsbosbosmgdmgdal, Lydom@ozneo Lob@gdol, gsom-
35mobfobgdom, 3bo@zthmm &9gdu@doi Abgds. HmM3s6Bo o3 gMbdosl
»399%3b0LEYsMbbosb™! g3ngMoxngdse asdm@sbomo LEOMRgdo SLMe-
madL. g9t ggbg@ds (Gérard Genette), cmo@gcod ol BeMsbads og-
™m69803mLIs, g30aMox0l mmbo gMbdios godmym, GMIgmmoegsbsis
9hm-9603o, 9.§. ,396mbo3me" 3Mbd(300T0, 9du@olL 3mIgbdeto oge-
mobbdgds, g.0. 930360x30 Fgbsdmms I3ombzgmb ymEommadsb ¢mdsbgo-
mgdgb &9gdL@ol dmoget 9@ ymdobgdadg (Genette 1997, 157-158). 6o 30
»39, bLOBgEMMT* obosmonMgdnmo Moggdo (M godmbsimoll oy o6
Rogmgmom, oo B93mbggzsdoi Ibmmmeo wdms Jomomgdaemo: 1905
Pemob ;gdgtgomo, 1930 Fmol s330L@m) o6 agbgogds s g30dmmgdo
©5dmN30IdgmMo 5dDS(3900m 353mMmoymaRs, 53@mMcMol doge Igehgmmo
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mob” Imbs3ggol, ,LoFamem” — Faomobmgmol ghmageto Fgxobgdss,
030 635630 03 BgdsdOMbgdgmo Mlodsrmnmmdol godm(3gdol Mb-
6930 §ob, HmIgmoi mgmsezdo 1924 Fgmb ¢mosbsBonmm ssdosbms
553698000 EIGE0MES; ,Joxbo Lobgmow om 3Jgoom, 56086 ghmsw
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30058060 gds, ©8dobgds, Fodgds s bbg.) sbmm 3gmb3gd@ogom go-
dmogds, obobo ,39630ba56 gb6gdmmbo“ 56086, Bogo gge domo ,bo-
Bmonmob” eHm 56 ©sdasts; ,dbg smat 3bgmdl Rzgbmsobs, oo ot

30 mgdbo g3mgbol dgbstromb godsdgomb.

31 ,39850LEYgombObL” sglgbbs s3@mo sbgzg HMIsbol Lomeyb, ,39, bomxgmm..t —
30&9GS 53m0bmamal sbgthdowsb.
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35030 bEmobols gobdsngdgm mgdlbgdl sLFsgmosb, mgsbBo 30 dg-
ool boygstrmmb 39800l 3mdoos @30Mob3otrgds: ,396 bmd sdgrs-
639 Mbs omeg 306 306 s60b“ (0gdgg, 333).

0gmMEmaonto  gdsbbodsool 3gdmbgzggel ssb@negdl sbgsg
6 ™0356T0 LGsmobolb 3m3ozmEo bobom godmbabgs, (396dmEMol Fbgbowsb
35005300953mgdom Lododbg 390530 BoMsbol aoTotygdol Bgbodmgd-
mmds oblbbgds s LobEgdolb doge ohsatmmo ss3056930L bgm3o
Logommo Fmeolbdogdol nstromowe 0dggs- LEsmobols sdggseto Hg3thgdg-
685305 9JL&T0 FbEOMIMOL FoerImbobgsbs s dgdools LodIsel ¢3o3-
Bohogds, Hmamd Jgmggeb Jomsdsdg smboBbogl, 0ddbgds ,Hg5mmdol
> @ gMbos@onmo Lodystrm, Lowsi Lodsrnmosbmds 0350%390L s dm-
OmGgds 0bggds” (Jomsdsadg 2022, 90). Gnbogm OHmEstmm Fotmdmo-
©a9bL, ™3 dgdool dogh LobsbEozgdo Ibomgdmmo bGosmobo gddfa-
bogds megobogg 65dmddgstom s 30Mgdmob gotgdmgolomsh ghmaw
353506M5b985L Bmombmgl. 8ds3g L3gbsBo FmbEOMdgmo FoerdImoragbl
Bt bggborm LEOMObL ,omeg-smog gowodmgBomo ¢3sbsmom® (s6-
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JooPymegds Lsdodbg 3g0sTo dobo MATgmMdoL godmbabgoo.

LobGogdbyo bocmrs8 93900 BomAbs s MMIsbTo
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Fo6358 90 mmow 3063 396 Rosomgmgds (Lotman 1977, 238-239). cnm@do-
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BbmG (309, 080 99396 EOdONBES s 5IM0g00, IB5G 3O MmO Lodgsrmb
0303306390 Fabeogo smmas (30bmbadmemolb dmemm bzgbsBo ggs s
30M6M30 ©E(35M09mgdnm bmxzgmBo 3gmog JstrGm Loddosbmdgb). 30bm-
30330 ©sbofyobBo bohzgbgdo JstrdImbos FgbseRnbgdmmos 0dwgboc,
5dgbsoss g0mtMa0d bmxzgmTo edmHabgdom Lsboigommm gomswg-
dmo 930 mo30L0 oo godmoimbems. 93 Bgdmbzggom doymegdmals
035mf0b, Bod@mdIMogo, dodmoydo 333Mgmom smeanbgdol Lzgbs
3505358ws. mo30b AbG03, gb 930dmeo ghdosbyds Boermdolb Ggmmgmenm-
305l 935 mo30b gadob@gbosmne 30dsbL smfgsl — 0go sbgebgdl, as-
©3b(39L 533056 YHMBS Mogol BzomnTgomb. sdtogse, 30bmbyEsxmdo
dot3bogds Mggmmn0s s 035MR390L 373dsboddo: ssdnsbacmmdnls
BgboBmbgds o6s 0gmemmaosl, sMsdgm Ivmmmm ssdnsbgdl Jgmd-
MOSo.

693300 3o6M(3bgds HMIsbTo s sm®agds Lodstrmmosbmds,
o300 bo@ztmnm LsdgsrmBo Imgddgo LadmonEol ImEsmo, ™o
dobo gobxzgbommdol dogbgosgsw, dmmmEgdsl 93sbnbmm 56 GmggdL.
bodo 3OMEogmbob@o Jomol Gsbxgol Ladomfmbgw (dsmo bmgmgdols
»39060MEgds" (3ombobo Mg3mma3053 35b65306HMmds) obggds Lsdogg
3b@ogmboligo 3353530, HMImgdoi bbgomobbzoggeton Hggmmnios-
LESb 56056 ©S3593F0EgdMmO. 5I0g50, BHMBS6T0 dmBMEds oLk gds,
0o 35b9bob Joggdsl FMeolbdogdol BmEBs ssLmmal o6 oggLb: g-
3mmaiool Lobgmom mogl sd@yosto Ndgonegds Jom dmddge 3o-
gL 56 SdMEOMBdL. dsbz0gco Lodgmms gdu3ge0dgb@o, ssdosbgdl
3935606mdsL 396 560393L.
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From the Film to the Novel

Collaboration between Lana Gogoberidze, Georgian film director, and
Zaira Arsenishvili, Georgian writer, scriptwriter and musician, resulted in a
number of films from 1972' until the death of Arsenishvili in 2015, seeing
Arsenishvili appearing as co-author of each of Lana Gogoberidze’s film scripts.
Particularly notable is the novel Woe is Life - Kakhetian Chronicles* by Zaira
Arsenishvili, created on the basis of their common work, the 1983 film The
Day is Longer Than Night, the latter being a case of reverse adaptation. It is a
novelization, and is a special case in Georgian art. Unlike the classical scheme
of adaptation, where a novel is adapted into a film (Constantinescu 2015, 172;
Corrigan 2017, 28), in case of novelization, the fictional text is created on the
basis of the film - i.e. the recipient faces a “novelized” version of the film (Van
Parys 2011). The film, under Lana Gogoberidze’s directorship, premiered in
the Soviet Union, while Zaira Arsenishvili’s novel was published for the first
time in 2002, in independent Georgia®. This article attempts to study this case

*  Research was conducted with the support of the Shota Rustaveli Georgian National Fund:

~ FR-22-793.

1 Their first joint work was the 1972 film When Almonds Bloomed.

2 Hereinafter, the shorterned title of the novel Woe is Life will be used.
The editor and publisher of this edition of the novel is Givi Kikalishvili.

3odmbo 16, 2024 59


mailto:Nino_bokuchava@iliauni.edu.ge

Articles

based on intermediality theory*, in particular, presenting the idea that the
work demonstrates the transformation of representation (presence and then
absence) of Soviet sociopolitical issues and ideological pressure, from the film
to the novel.

A special feature of intermediality theory, as an interdisciplinary area
(Petho 2010, 40), is that it allows identification of the original media, the
“contents of which were selected, missed or added” (Tsagareli 2017, 121) or
changed and developed (Bruhn and Schirrmacher 2022, 141-142) in the target
media. Irina Rajewsky, together with Werner Wolf, is regarded as the found-
er of intermediality theory. Rajewsky is the author of “three-end typology”,
where each category is associated with a specific characteristic of intermedial-
ity: medial transposition, media combination and intermedial reference. Of
them, most suitable for this research is the category of medial transposition,
examples of which are the film adaptation of fictional texts and novelized ver-
sions of films. In this case, the characteristics of intermediality appear in the
process of creating a new media product, in particular, the initial medial prod-
uct being transformed into the target media product. This sub-category, ori-
ented towards production, is the “genetic” conception of intermediality - the
initial (original) text, film, etc., is the source of a newly created media product,
formed in accordance with the specific characteristics of the target medium,
i.e. intermedial transformation (Rajewsky 2005, 51).

In his typology, Werner Wolf distinguishes two key forms of intermedial-
ity: intracompositional intermediality, taking place within one media product,
and extracompositional intermediality, going beyond the scopes of a single
media product. In this case, the category relevant for the research — interme-
dial transposition - belongs to the category of extracompositional interme-
diality. The latter implies transfer of the contents from one medium (source)
to another (target). In this process, genetic interrelation between these media
emerges, although the final media product is an independent art work, i.e., it
is impossible to refer to the involved media separately from one another, as
the result of their combination is a homogenous semiotic system. Widespread
examples of this case include film adaptation of artworks, and, vice versa, nov-
elized versions of films (Wolf 2002, 19-20; Wolf 2018, 244).

The first novelized versions of films (so called “movie tie-ins”) appeared
almost at the same time as cinema, in the 1920-30s, seeing the novelized ma-
terials of US silent movies published and named “photoplay editions” (Larson
1995, 3-4). From the 1960s, the demand for Hollywood paperback noveliza-
tions increased, and achieved commercial success (ibid. 1995). The key feature

4 The article is based on the 104-minute version of the film.
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of novelization is that, since it is rooted in the narrative, it enables the reader
to engage with a particular scene in a way that goes beyond the actor’s perfor-
mance or technique. For the author, novelization serves as a tool to capture
what cannot be conveyed through the camera, offering a deeper narrative con-
text by exploring a character’s motivations or inner thoughts during dialogue
(Larson 1995, 15; Hutcheon and O’Flynn 2013, 118). The contemporary cin-
ema industry regards novelizations of films as part of its marketing strategy,
intended to attract attention and increase income. Novelization is used in mer-
chandising, accompanying the films alongside toys, comic books, DVDs and
soundtrack releases (Larson 1995, 12; Van Parys 2011).

While novelization, as a form of narration, is, in the global context, used
for gaining commercial revenue, in the Georgian reality, the analysis of both
film production and novel publication demonstrates to us the severe impact
of Soviet censorship, the “history of consciousness control” (Gvakharia 2021,
274). The interpretation of the art of both Lana Gogoberidze and Zaira Ar-
senishvili cannot be imagined independently of their biographies. The Soviet
repressions of 1937 greatly influenced the lives of the director and writer, and
Soviet censorship impacted their reflection of their traumatic experiences in
cinematography and literature.

Lana Gogoberidzes father, Levan Gogoberidze, was a Bolshevik and
revolutionary of the first generation, occupying high positions in the party
through different periods. He was executed in 1937, and Nutsa Khutsishvili-
Gogoberidze®, his spouse, the first Georgian woman film director, was arrested
as a “family member of an enemy of the people” (Gogoberidze 2023, 15). She
was sent to the Potma concentration camp for women for 10 years, and later
to Vorkuta concentration camp for women (CHSIR - “usien cembu usmeHHMKa
ponunbl” in Russian) (Kontridze 2022, 146). In 2020, in an interview, Lana
Gogoberidze summarized her art as follows:

There is a view that all artists originate from the trauma experienced in
childhood. I can say that this is the truth, and my example is confirmation of
this. I can see this only now- when I made the films, I didn't even think about
it... that this was such a powerful trauma in my life... When I was seven, I
lost my mother for ten years, and when I met her [again], I met a stranger
[...] this was a very difficult process. (Gogoberidze 2020)

The cinematographic translation of this personal trauma - seeing one’s
mother, returned from exile, as a stranger - is shown in her 1978 film Some In-

5  She made three films before being exiled.
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terviews on Personal Matters.® Goskino, the main body of the Soviet censorship
functioning in Moscow, demanded that the director withdraw the “mother re-
turning” scene’, as it was deemed unacceptable to make the Soviet repressions,
in this case exile, the motif of the film (Gogoberidze 2019, 350-351). Later, in
independent Georgia, in her 1992 film Waltz on the Petschora, the director
returned to the story of a mother’s exile. In it, Gogoberidze relies on the sto-
ries written by the director’s mother after returning from her own exile. Nutsa
Gogoberidze-Khutsishvili named them “documentary-fictional stories”.

Similar to Gogoberidze’s® art, where the director introduces the image of
the repressed mother, Zaira Arsenishvili made her father, Ivane (Vano) Ar-
senishvili, the tragic character of Woe is Life — as he too was repressed in 1937.
Vano Arsenishvili was a planning economist in Telavi’s Executive Committee,
and never held a high party position. In December 1937, for an absurd reason,
on the basis of a denunciation, he was arrested, and was executed within two
months. The family learned about this only later, after his name was cleared
(Ratiani 2010, 229; Arsenishvili 2011; Arsenishvili 2014). At that time, the
writer was six years old, although the traumatic memory of the event followed
her throughout her life: “The suffering I experienced for my father in early
childhood is with me even today” (Arsenishvili 2000, 8).

Zaira Arsenishvili was widely renowned as a screenwriter and musician,
but less so as a writer. While she wrote the novels Woe is Life, Requiem for
Base, Soprano and Seven Instruments, or Portrait of a Young Storyteller’ in the
1960s', active appreciation of Arsenishvili’s art only truly came about in the

6 Itis notable that in the film, the role of the mother returning from exile is played by Ketevan
Orakhelashvili, the widow of Georgian conductor Evgeni Mikeladze, who was repressed
in 1937. Orakhelashvili’s parents, party officials Mamia and Mariam Orakhelashvili, were
executed that same year, and she, as “a family member of the enemy of people;” was sentenced
to exile. For a certain period, Lana Gogoberidze’s mother and Ketevan Orakhelashvili were
in the same camp, and for this reason the director asked Orakhelashvili to take on the
mother’s role in her film, although she had never been in a film before and had no special
training (Gogoberidze 2019, 345).

7  Finally, the fate of the film was determined by Eduard Shevardnadze’s direct intervention
through a call from him to the chairperson of Goskino, Filip Ermashev. As Gogoberidze
recalls in her memoirs What I Recall and The Way I Recall It, the film was approved in full. It
should be noted that this is the only case in which Eduard Shevardnadze helped the director
with a film production.

8  The director’s last work, the 2023 documentary Mother and Daughter, or the Night Is Never
Complete is also dedicated to her mother and relations with her mother.

9  Hereafter, the short title of the novel Requiem will be used.

10 At a series of discussions arranged by the Heinrich Boll Foundation Rethinking the Soviet
Union, the speaker said: “in the period of Perestroika, when Russian press was flooded with so
called "illegal" literature, the Georgians could discover almost nothing. (...) From the 1930s
in Georgia, there was no high-quality literature. Shota Chantladze and Niko Samadashvili
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21* century. It could be said that she created “alternative literature” for the
shelf, hoping that the opportunity for their publication would appear. In the
1960s'! and late 1980s, in the Perestroika period, Arsenishvili attempted to de-
liver her messages to readers, but local periodicals refused to publish her texts.
And again, not even in the period of Glasnost. As she said, “I did not hope; I
knew that they would not publish it” (Arsenishvili 2011).

A complete version of the novel Woe is Life was first published in 2002'2,
19 years after the film came out”. The second edition was published with a
smaller number of copies in 2011. Neither was followed with any significant
response.

To comprehend the past, a certain amount of time should pass as a neces-
sary prerequisite (Ottomeyer 2004, 5-6). Evidently, Zaira Arsenishvili’s case
confirms this view: discovery of the writer’s art came thanks to the Bakur Su-
lakauri publishing house, where the novel Woe is Life was published in 2019.
Shortly after, the novel was at the top of bestsellers list. While the success can
be associated with the high creative value of the novel, the proper marketing
strategy of the publisher should also be taken into consideration. The pub-
lisher managed to focus society’s attention on Zaira Arsenishvili and her work.
Publication of this novel was clearly seen as a success by the publisher, as, in
the following years, they went on to publish the complete collection of Zaira
Arsenishvili’s work. The reader’s interest in the novels and stories of this writer,

are the exceptions” (Bekishvili and Kekelidze 2012, 16). These words were followed by Zaira
Arsenishvili’s protest: “(...) I must dispute that they did not publish anything: I myself wrote
two novels and short stories against this system. (...) In it (Woe is Life - N.B.), there are the
events of 1924, collectivization, and 1937 (Bekishvili and Kekelidze 2012, 23).

11 In the 1960s, Arsenishvili published in the literary periodical an excerpt from Woe is Life,
where Eva took little Rusiko to the forest to pick mushrooms. The editors suggested the
author remove the word “ravaged” from the sentence - “Grandmother Eva sheltered us,
the ravaged”. The author categorically refused to do so. Thus, this excerpt was rejected by
the censors. Later, the same publisher did not even consider her episode about the 1905
revolution from the novel. It is notable that after almost three decades, in 1988, the writer
made one more attempt to publish, this time the episode describing the opening of the
memorial in Soghanlughi from Requiem. She was again rejected (Arsenishvili 2011).

12 The following year, Woe is Life was nominated for the newly established literary award Saba
(2003) in the category of Best Novel, although Aka Morchiladze’s book Your Adventure won.
The decision of the jury led to the impression that Georgian society was ready for literary
reflections about the Soviet past only in the light of entertainment. The Shota Rustaveli state
award awarded Arsenishvili’s first novel Requiem, in 1998, yet it again failed to catch the
public’s attention.

13 Ironically, in the 19-year interval between the film coming out, in 1983, and first publication
of the novel, in 2002, the position of the state leader of Georgia was occupied by Eduard
Shevardnadze. In the Soviet period, he was the First Secretary of the Central Committee of
Communist Party of the Georgian SSR, and in independent Georgia, he was the president.
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whose conceptual frame includes consideration of the Soviet past, shows that
in the 2020s, Georgian society finally finds itself ready to think about its pain-
tul history.

The history of the film production and the relationship between art and
censorship is notable, and the abovementioned case demonstrates a common
occurrence. Work on the film was supposed to commence in 1980, following
approval of the script by Goskino in Moscow. Yet the censors said to Gog-
beridze: “According to your script, one could conclude that everything that has
occurred is in vain - revolution, collectivization and, generally, the whole fight
for a better life. The result is an abandoned village and the eternal loneliness
of the individual” (Gogoberidze 2019, 366). They did not request that the di-
rector make corrections, but instead unambiguously refused to fund the film.
Everything would have come to an end at the scripting stage if not for Eduard
Shevardnadze’s good will%. At the time, he held the position of First Secretary
of the Central Committee of the Communist Party of the Georgian SSR and,
in addition, was the Candidate to the Political Bureau. This gave him greater
power, particularly when it came to Goskino. Shevardnadze read the script and
advised Gogoberidze to make some corrections to please the censors, and to
ensure the film crew was ready for the compromises (Gogoberidze 2019, 367).
After acquiescence, the film protagonist Eva, unlike the script version', did
not die in loneliness - the scene turns out to be played out in a way, and she
is instead awoken by her grandson, who has returned from the city. This was
the payment the director had to make - that the film had no pessimistic end.
Many years later, the director stated in an interview, “I don't know even now
whether it would have been better for her to have died” (Gogoberidze 2020).
In the end, the film was rejected for domestic release and instead was used by
the system as a “film for export”. The Day is Longer than Night was included
in the main competition program of the Cannes Film Festival, and although it
was not awarded in any of the categories, the local press responded positively
to it and the issuance of the film on Georgian screens: Poetic Film (Communist,

14 As, in this research, Shevardnadze was presented positively in Lana Gogoberidze’s fight
against censorship, to avoid offering a misleading interpretation, the following should
be mentioned: The widespread belief that, in the 1970s, Georgian cinema was free
from censorship at the local level thanks to Eduard Shevardnadze, is not true. National
censorship would act immediately, as soon as Shevardnadze’s career was threatened. At least
two films can be named in this regard: Gela Kandelaki’s film Disaster (1979), and Merab
Kokochashvili’s film Three Days of a Hot Summer of the same year, in the censorship of
which Shevardnadze directly intervened (Gvakharia and Kokochashvili 2011, 34-35;
Gvakharia 2021, 240-246).

15 This storyline was maintained in the novel, seeing Maka, one of the “hypostases” of Eva
from the film, ending her life just as it is shown in the film - first, she decorates herself with
Georgian national garments which she had for years kept in a chest especially for this day.
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20 May 1984), The Individual Triumphs Again (Gogoberidze 1984), Echo of the
Festival of Cannes (Literary Georgia, 17 August 1984), New Film on the Screens
(Tbilisi, 31 December 1984).

Transmedial Narratology as an Instrument for the Study of Novelization

Randall D. Larson, a US cinema researcher, distinguishes three forms of
novelization: a) reissuing a novel: when the film is a screen adaptation of a
novel, the reprint of the novel is published, with the book cover redesigned to
feature an image from the film. If the film was issued with a different title, the
new edition of the novel is issued with the same change; b) novelization of a
screenplay: adapting the script into a novel (with unchanged content) and its
publication, and; c) creation of a new, original novel, based on the film themes
and setting (Larson 1995, 3).

Within the scopes of the approach developed in adaptation research, three
types of adaptation are distinguished: a) so called “close” adaptation, b) loose
adaptation and c) intermediate adaptation (Desmond and Hawkes 2006, 3).

Regarding these theoretical prerequisites, Zaira Arsenishvili’s novel Woe is
Life can be regarded as a novelization, implying the creation of a fictional text
based on the film. In addition, as the same novel by Zaira Arsenishvili, in turn,
is an adaptation, the latter should be defined as an intermediate adaptation.

To identify the contrasting and equivalent relations between the initial
(The Day is Longer than Night) and target (Woe is Life) media, the article ap-
plies the transmedial narratology theory developed by Werner Wolf. The term
“transmedial” means the phenomena that show up in the different media, i.e.
their origination is not associated with any specific media (Wolf 2004, 82).
Such assumption allows for an analysis of the narrative represented in differ-
ent media, applying one and the same approach. Irrespective of the medium,
the fictional narrative includes the set of “narratemes” — narratemes are “the
intracompositional factors that render texts and artefact narratives and deter-
mine their degree of narrativity” (Wolf 2004, 87). The theorist distinguishes
three groups of narratemes, in particular: a) general, qualitative narratemes,
denoting time (that become apparent as a result of stories told), described
worlds and the recipient’s experience (related to the told story in an emotional
and imaginational way); b) content narratemes' that include anthropomor-
phic characters within the action, occurrences (conflict) spread over time and
space, and certain agents that, irrespective of their involvement in the fictional
text, can be recognized as factual, and; c) syntactic narratemes, where dis-

16 Wolf calls them the “building blocks of narratives” (Wolf 2004, 88).
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course shows up as a result of selection, combination and representation of the
content narratemes.

Through production of the discourse (with processing of the content nar-
ratemes), the syntactic narratemes are related to the general narratemes and
thus, with the Aristotelian unity of the beginning, middle and end, a thematic
entirety is created. The syntactic narratemes are also associated the chronology
and teleology - the latter includes the plans and goals of the character, as well
as contradictions and difficulties that they experience. In addition, compo-
nents of the syntactic narratemes are such structural elements as restoration
of initial harmony, and justice existing in the text, and it is these that mostly
determine the development of the storyline (Wolf 2004, 87-88).

General Narratemes in the Film and Novel

Before considering the transmedial narratemes on the basis of compari-
son of the film and novel, key story-based differences in the studied objects
should be identified: the text includes numerous characters, and a great many
of them function as a kind of instrument in the author’s hands, used to high-
light various issues. The narrator of the novel is identified as Zaira Arsenishvili
herself, as evidenced by the autobiographic elements she includes. In addition,
the fictional text describes historical reality: the episode of the “bloody wed-
ding” in 1924, criticism of Kakutsa Cholokashvili'’, the fight against soviet oc-
cupation, the pogrom (massacre) of the noblemen in Kakheti, the repressions
of 1937, the NEP and collectivization - these are explored much more deeply
and painfully in the novel. The narrative of the Soviet regime’s war against
religion is also developed much more extensively. There are contrasting depic-
tions related to the figure of the Leader, Stalin (who is only mentioned once in
the film, in a song by wandering artists). The removal of censorship allows the
author to present the full stories of the film’s characters in the novel, offering a
more nuanced interpretation. For instance, while the film portrays the young
revolutionary Archil Abelishvili, with his Marxist ideals, in a positive light, the
novel recounts how the system ultimately transformed him into a member of
the NKVD troika, making him both an executioner and a victim during the
Great Purge; and while the film highlights the issue of the emptying of high
mountain villages, the novel completely neglects it.

In the diegesis of the source and target media products, events that have
occurred before and after the Sovietization of Georgia are retrospectively pre-

17 Kaikhosro (Kakutsa) Cholokashvili is Georgias national hero. He commanded an anti-
Soviet guerrilla movement in Georgia in 1922-1924.
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sented. In analyzing the time, as a general narrateme, both medias hint at the
contemporariness of the recipients, their present. We can suppose that, in the
film, the events develop up to the 1980s, while in the novel, the interrupted
narration continues into the early 2000s. Russian-Soviet cinema researcher
Anri Vartanov, in his 1985 article — The Day and the Night - mentioned that
old Eva’s life in the mountains is the time contemporary to them, the audience
(Vartanov 1985, 42). In the novel, the time range of the narration can be iden-
tified from the following quotation: narrator Rusiko said about grandmother
Rusudan, who died in 1962 - “more than four decades have passed since then
[...]”® (Arsenishvili 2019, 653-655), with the latter date, to a certain extent, co-
inciding with the first publication of the novel in 2002. The authors’ reference
to the present, both in the film and the novel, and their focus on a contempo-
rary audience, suggest an attempt to initiate a dialogue. This can be seen as a
message: reflecting on and discussing the past is essential for overcoming it.
Understanding the truth about the past is the only way to free contemporary
society from its pain, and only then can it truly become history. The motif of
understanding the past and dealing with it, its necessity, is openly confirmed in
the novel through Eva’s words: she said to little Rusiko, “[...] I tell you all this,
my dear and beautiful one, because the first going man is a bridge for the fol-
lowing one, and maybe my story could be useful to you...” (ibid., 212).

As the film composition depicts the process of recollection, it has a spe-
cific time structure. This implies that the events that have already occurred in
the protagonist’s, Evas, life, and thus are presented in a form of analepsis and
prolepsis, i.e., the representation of the present of the elderly main character
on the screen is regularly interrupted by episodes from the past. In addition, in
Eva’s recollection of her life depicting a woman’s trauma, the history of Georgia
is also presented to the audience. The time of the narrative is placed in a kind
of dichotomy, creating the impression that the film depicts the collision of two
periods or formations — the old (Georgia before Sovietization) and the new
(post-revolution Georgia) — as the clash between two persons (the first and
second husbands of Eva - Giorgi and Spiridona). The latter is also confirmed
spatially: Eva’s happy marriage with Giorgi in the mountains in the past, and
Eva’s purposeless life with Spiridona in an urban setting. In other words, the
film presents a comparison of the “mythologized story” and “cinematographic
reality” (Vartanov 1985, 42).

In Woe is Life’ as a result of intermedial transposition, there appear a great
number of additional characters. The main storyline of the novel - the grand-
mother’s describing of the past to her granddaughter (Rusudan and Rusiko)

18 All translations are the author’s, unless otherwise referenced.
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on the night of Eva’s death - unifies the different stories through additional
characters. The long, fragmented narration of the two women - of the old
and young generations — spread over time, beginning before the Sovietiza-
tion of Georgia, is nothing but the process of recollection. The novel retains
Evas screen adventure, where the history and fate of Georgia are explored.
Additionally, it reflects the author’s intention to align herself with the young
narrator, Rusiko, whose character contains clear autobiographical elements re-
lated to Zaira Arsenishvili. While in the cinematic version, Eva’s life serves as a
symbolic and allegorical representation of Georgia’s past, the inclusion of Zaira
Arsenishvili’s autobiography in the literary version intensifies the depiction of
the pain experienced by her repressed family, further emphasizing the regime’s
guilt. With the freedom gained in art, the traumatic episodes of the writer’s life,
woven into the fictional world of the medium, are recognized by the reader
during the reception process, lending the narrative a sense of legitimacy in its
reconstruction of the past.

Content Narratemes in the Film and Novel

In the source and target media, the event that has conditioned the main
conflict is the Soviet revolution, and the tragic events that caused the traumas
to the characters are connected to that revolution. Eva, represented as a pro-
tagonist in both the film and the novelization as a “witness of historical perils”
(Arsenishvili 2019, 156) was transformed in the novel into three women (Eva,
Rusudan and Maka). Each of these characters are described with Eva’s personal
characteristics, or those of her life. The change to the number of protagonists is
one of the notable indicators of liberation from ideological pressure. Thanks to
the additional characters, it was possible to openly discuss the key issue stated
in Woe is Life - understanding and overcoming the past. As for the anthropo-
morphic characters at the center of the conflict, regarded in said media as the
antagonists, in the film, this is Spiridona, while in the novel, the author, sup-
posedly intentionally (three women as a counterbalance of the protagonist),
presented three negatively connoted male antagonists (Spiridona, revolution-
ary in the past, Archil, from the Telavi revolution, and Aliosha, the Chekist).
Each of them is related to the revolution in a different way and their impacts on
the lives of the mentioned female protagonists is only negative.

Although Eva was the daughter of a “prosperous” peasant, she belonged
to a low social stratum. The fact that the historical transformation severely
impacted her life reveals the film’s main point - revolution was not light and
did not bring happiness to the peasants at all, i.e. to the class (together with the
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working class) in whose name the revolution occurred. It is notable that in the
film, there are also some biblical allusions, namely, in relation to Giorgi, Eva’s
first husband: Eva’s nighttime dream or apparition came true in the morning.
When shepherd Giorgi came to their area, the young man’s sheep drowned,
just as the woman had seen in her dream. Although Giorgi appeared in the
film almost episodically, it is clear that the development of his character is
based on visual parallelism - in the film, the icon, Saint George, has the face
of Eva’s lover, yet unlike the church teaching, Giorgi, a symbol of Old Georgia,
could not slay the “dragon’, the “man of new times”, the revolutionary Spiri-
dona. And so Spiridona killed him, just as Soviet revolution defeated Georgia
of olden times in the social reality of the cinematographic diegesis. In addi-
tion, indirectly, Spiridona became a killer of Giorgi’s offspring, as, in grief at
the death of Giorgi, pregnant Eva lost her child. It should be noted that this
religious motif was maintained in “translation” between the media.

Eva’s harmonic life in the mountains ended in the realization of Spiri-
donas evil intention (the murder of Giorgi). After the death of her first hus-
band, her true love, Eva died - internally — with him. The protagonist’s greatest
trauma is expressed by the topos' of silence, and this could be explained as
follows: the pain and trauma caused to Eva by “the man of new times” (the
revolutionist) are so powerful that they cannot be verbally expressed. Yet in the
newly created media product, Eva is able to verbalize the unexpressed trauma:
she regularly recalls Giorgi, thus she does not allow either herself or others to
forget him. The substitution of the silence topos with verbal articulation in the
fictional text comes, again, due to the elimination of censorship. In the novel,
Eva is transformed into a revolutionary character: in the second half of her life
she is deviant and rejects the sociocultural norms of the society in which she
lives. The main censorship body of the Soviet Union would never have allowed
such an on-screen character, seeing as, together with the other plot features,
they also disapproved of the pessimistic ending (see above). By liberating the
ideological frames, the novel’s version of Eva could be identified as a critical
re-thinking of the screen-version Eva; the drastic difference between these two
characters giving us the impression that in the creative freedom, the author
had the opportunity to realize her actual idea.

After Giorgi’s death, in the period of her life spent with Spiridona, Eva
never returned to the mountains. She says: “for me, freedom was associated
with her favorite work and with love. And I have lost both. I have lost my
place... and I have lost freedom... and this was a disaster” (ibid., 212). In the

19 Cathy Caruth in her book Unclaimed Experience: Trauma, Narrative and History (1996)
states that expressing of trauma, traumatic truth, is verbally impossible. Thus, her theory,
“silence of trauma” (1996, 9) was associated with the impossibility of expression.
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novel, old Eva is the “witch”, “forest woman”; she smokes tobacco, has “lousy”
underwear, and spends lonely days indoors playing cards. “Though Eva had
a son and even grandchildren, thanks to her daughter-in-law, Maro, she was
abandoned long ago” (ibid., 21). The spatial semantics® also indicates this: she
demonstratively moves into the basement of the house and lives there until her
death. Eva acts like a woman who has nothing more to lose once she learns the
true cause of Giorgi’s death. She refuses to mourn Spiridona: on the day of his
funeral, she deliberately “holds her head high” (ibid., 56).

On the screen, Eva, in her eighties, silently tolerates her trauma and at-
tempts to relieve pain with labor, in direct contrast to Eva’s fictional character.
In the film, Eva’s credo is based on a strict moral code (“a human should be-
lieve in good”, “a human is born for both bad and good”) and brings up Giorgi,
her grandson, in the remote abandoned village relying on the same principle
(“mountains don’t like excessive flesh”). The beautifying of bitter truth is also
unacceptable for the woman (it is sufficient to recall the relationship between
Eva and Darejan, her adopted daughter, the latter born as a result of an affair
between Spiridona and a whore). With her harsh nature and other qualities,
Eva is like her literary foregoer, The Widow Otarashvili (Otaraant Kvrivi). Like
the character of Ilia Chavchavadze’s story, for Eva, twice widowed, the only
hope is Giorgi (the grandmother’s attitude to her grandson is emphasized in
the last scene of the film) and she attempts to grow the seeds of good in him.

The widow, left alone in the mountains, engages in heavy physical work,
and thus she fights to become an example for the population who have reset-
tled in the lowlands, seeking to stimulate them to come back, while young Eva,
living in the city, shows no enthusiasm for building a post-revolution Georgia.
Soviet ideology, based on the subjugation of innocent victims and violence, is
absolutely unacceptable for the woman. Eva’s temporary peace with the new
system is shown only once, through her involvement in rural collectivization
(the latter was the only way the protagonist could return to the land, labor),
although this was also a disappointment, as, in the totalitarian state, the agrar-
ian system is as much a part of the politics as violence (the peasants refuse to
join the collective voluntarily). Notably, in the novel published in independent
Georgia, fictional Eva has no need to deceive herself with the noble goals of
collectivization, and so in the literary transfer, this motif was omitted. In the
initial version, Evas involvement in collectivization should be regarded as a
consideration paid to the time and political conjuncture.

The main antagonist in the film, Spiridona, identified as the biblical drag-

20 Semantic characteristics of the space show up in the episode of the novel where deceased
Eva lies in the basement and her daughter-in-law, on the second floor of the house, spends
time with her lover. Thus, Eva’s rival takes the chance to humiliate her even after her death.
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on, is particularly significant in the media product created in the Soviet period.
Through him, it is possible to hint at the repressions. Spiridona, a character
who joined the secret revolution for mercantile reasons, was not forgiven for
“separating” from the revolution and becoming a “NEPman”. Before his sui-
cide, Spiridona told Eva: “They chase me, Eva, they chase me, saying that I am
the people’s enemy, blood-sucker of the working people, saying that they will
arrest me and try me, Eva”. It turned out that by killing himself, the man simply
did it before the system would.

As a result of the transformation of the storyline in the fictional text, the
novel openly shows what was only hinted at in the film - the Soviet repressions.
Repression is akin to making a pact with an evil force: Spiridona, who appears
on the “black list” to protect himself (as he risks being sent to Karaghaja for
grueling cotton-picking labor, where “the fever mows off people” [ibid., 371])
and to secure a “certificate of social status” for his son (otherwise Gigla would
be expelled from the university), becomes a KGB informant. As a Cheka agent,
Spiridona is forced to betray a family member (his father-in-law) by inform-
ing on Matsia, who refused to deliver goods to the kolkhoz voluntarily. This
episode in the novel exposes the methods of the Cheka: intimidation, violence,
and coercion. It is no surprise that, in the film, produced under strict censor-
ship, there are no scenes about the Cheka or its operations, including the co-
ercion of individuals to inform on family members. The Soviet Union actively
suppressed the revelation of the evil on which its totalitarian system was built.
Even in the creative realm of cinema, representing any truth that challenged
Soviet ideology was prohibited.

The novel openly presents the result of a denunciation (“backbone of the
village, ruler of the fields, full of dignity, proud Matsia” [ibid., 468]) that oc-
curred in Tashkent prison. Such developments are not presented in the film
— where, very old, Matsia ends his life: “was sorry most of all because of the
injustice, I would like to know why I was punished... why... why... the word
that whole country repeated ...” (ibid.). To Matsia’s rhetoric question is the
question of the narrator, a member of this society, the society where “the best
people never died a natural death” (ibid., 584), - why are we all so unfortu-
nate... why?” (ibid., 167).

As mentioned above, in the film, the use of Spiridona as the revolutionary
is associated with the metaphor of a dragon fighting Saint George. In the novel,
this line is maintained and, moreover, is more heavily emphasized: in the text,
there is parallel drawn between revolutionary Spiridona and a harmful insect —
he is symbolically identified with the mosquito Anopheles, spreading malaria
- revolution. Thus, in the novel, the revolution is unambiguously associated
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with torture (blood sucking). At the hospital, Spiridona, sick with malaria, in-
voluntarily hears the doctor’s advice to the medical students. He responds to
what he has heard with an internal monologue:

What is this malaria, widespread all over the country, in all belts, all over the
world? It is a cosmopolite infection, or invasion, just like global revolution...
[...] Yes, they always say that global revolution is inevitable... very well, just
all should suffer this good, [...] when all suffer, then they will regret... [...]
sometimes, he heard strange stories about humans and the mosquito Anoph-
eles... “a-no-phe-les” — what a name, [...] sounding strange, inevitable, like
fate [...] Spiridona is so astonished by such relations, [...] between human
and Anopheles... Anopheles spreads malaria, [...] but, initially, it must be
infected from a human [...] so, initially, it must fall ill? From the human...
[...] Anopheles is structured just this way: it sucks blood with its long, three-
end proboscis (..)... Anopheles is a blood sucker, for it, blood is the same as
bread for us, and even more important, as its fertilized eggs cannot thrive
without blood... (..) So, I spread Anopheles. (Ibid., 385-388)

The introduction of historical reality into the novel reveals the bloody
crimes committed during the revolution, while the source media does not
contain it in any form. The episode of the “bloody wedding” in the text, which
takes place in Telavi after the suppression of the 1984 uprising, is identified as
the key event. After Nina Rtskhiladze’s and officer Sasha Gamkrelidze’s wed-
ding turned into a tragedy, seeing innocent people killed because of an ac-
cusation the wedding couple had joined Kakutsa Cholokashvili’s movement,*
“Gigo’s Gora” at Telavi was turned, in the memory of the locals, into “Telavi
Golgotha’, a “site of memory” #. In the novel, the trauma that shapes society’s
identity as a result of the revolution is represented in a material-symbolic form,
acting as a site of memory. In the novel, the representatives of Georgian noble-
men, “Kakutsa’s men”, attend the wedding feast (ibid., 547) - among them a
number of historical persons®. Notably, the wedding came at the exact time

21 This issue is studied by professor of Telavi State University, historian Tengiz Simashvili. In
2020, he published the book Soviet Repressions in Telavi, in 1921-1924: Part 1; and in 2019,
under Simashvili’s authorship, and based on the archive of the Ministry of Internal Affairs,
a short documentary was produced, titled: Gigos Gora - Golgotha of Telavi.

22 "Sites of Memory" (Fr. Lieux de Mémoire) is a concept developed by French historian Pierre
Nora. It implies the sites of the nation’s identity and collective memories, where the memory
crystalizes. In Nora’s conception, the “site” is interpreted as a symbolic instrument, thus it
can exist in both tangible and intangible forms (Nora 1989, 7; Nora 1998, IX-X, 632).

23 Kakutsa’s sworn brothers, Elizbar and Bidzina Makashvili (though the latter did not directly
participate in the battles against the Soviet army), their father Giorgi Makashvili, Giorgi
Tsitskishvili - member of the National-Democratic Party, a teacher at the Telavi gymnasium
for boys, Kakutsa Cholokashvili’s relative and supporter, lawyer Nikoloz Razmadze, former
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the Bolshevik government assigned to Telavi from the center special troops
(Hactn Ocoboro Hasnauenus in Russian), under the leadership of the Chekist
Tolstov (a character with a real prototype). In agreement with the “troika’, the
GPU (The State Political Directorate) squad raids the house, where the wed-
ding is held, captures only men, and takes them to the GPU. Most of them were
executed and buried in a hurry on Gigos Gora (the latter being confirmed by
the archives). The novel also provides a description of the episodes, describing
how the family did not surrender the body of the executed to the Cheka, and
late at night stole the body back. Thus, the land once belonging to Knyaz Gigo
Vakhvakhishvili in the novel, became a “site of memory”, a symbol. Material
expression of that pain — “Gigos Gora” — reminds the families of the dead of
the crime committed in the name of revolution, and turns the individual into
a unity of people sharing a common trauma.

In the novelized version of the film, the motif of the feast, arranged at
that unsuitable time, is thematically connected to Kakutsa Cholokashvili’s
criticism®. The book openly states that a significant number of people were
executed because of Kakutsa; even his wife and children were oppressed by
the Bolsheviks, and doubt is expressed that any of the parties cared about the
common people. The story of the ravaging of the landlords is a historical fact:
in the year of the August Uprising and the “bloody wedding’, the system of vio-
lence set the poorest peasants, together with the death squads, against Geor-
gian noblemen, “armed with stones, canes, and guns” (ibid., 577) and allowed
them to take their property. This story is not only told, but is accompanied
by the narrator’s comment. In her interpretation, the “pogroms” served the
lies, creating the myth of a class struggle (ibid., 578). The fact that none of
these themes (the “bloody wedding’, the critical position in relation to Kakutsa
Cholokashvili, the “pogrom” of the noblemen) were written into in the novel,
can be explained again by the ideological emancipation, the time that passed
between the media, and the change in the social context.

The novel’s revealing of the real nature and pain of Archil, a purely fiction-
al character, is connected to the “bloody wedding,” and, hence, to his member-
ship of the NKVD troika. Unlike the novel, the film does not provide us an op-
portunity to follow Archil, who has lived the heavy life of a revolutionary. Nor

chairman of the assembly of the Kakheti Magistrates, and a member of National-Democratic
Party. This is not a full list of the historical figures mentioned in the novel.

24 Here, the author’s position can be clearly seen: “The opinion about Kakutsa is twofold
in Kakheti: unambiguous and non-uniform, as, because of him, many people were killed:
Kakutsa, with his squad of 30, would come to his relative’s house, feast, and leave. Later, the
Cheka would come and ravage them. No one told me that Kakutsa was a hero. I knew him
as a guerilla warrior (Ratiani 2010, 230).
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were the mutual warm feelings felt between Archil and Eva developed in the
film. In the source medium, the description of Archil’s life ends when he is still
a young man: Archil, “blinded by utopia” (Gvakharia 1985, 52) is presented as
merely an idealistic character. Yet in the target medium, there is a more con-
vincing telling of his life, a revolutionary of the first wave, due to the author’s
liberation from the pressure of censorship. In the novel, the principle of “pay-
back” applies to Archil as well (Arsenishvili 2019, 506): Archil, like the antago-
nist Spiridona, falls victim to the system, together with his family members.
It could be said that he was punished for the innocent blood he spilled - the
harm caused, whether intentionally or not, is brought back to him. While the
novel holds a critical position on the true followers of the revolutionary ideas -
“what does ‘idea man’ mean? [...] What is this?! This is a false word invented by
the Bolsheviks” (ibid., 157), Archil is the only “idea” man in the novel - he, his
whole life, served the revolution and sacrificed to the revolution the most pre-
cious things he had: his and his family members’ lives. Supposedly, Abel, the
name of a biblical victim, the first innocent victim, appeared in the surname
of Archil: Abelishvili, for a certain purpose. Although he is a revolutionary, in
the novel, he is still identified as a victim of the revolution- as a bloody idea,
whatever goal it serves, can never yield a good result.

Archil, returning to his hometown as a member of the NKVD, the troika,
as a murderer during the August Uprising, is broken and tired, as though he
senses he will be executed in the future too, just like the innocent wedding at-
tendees were executed with his consent in 1924. Archil’s time comes in 1937: he
falls victim to the Great Purge, his son and daughter-in-law together with him,
accused of being spies for the Japanese. The last, indirect victim of the repres-
sions of 1937 in Archil’s family was his grandson, his grandfather’s namesake,
six-year-old Archil - called Chiko. As his prisoner father’s convoy train pulls
away, Chiko runs after it. He falls down, hits his head on the rail, and later dies
in the hospital. In the novel, the family of the dedicated servant of revolution
is finished; Archil’s genealogical line stops, and the utopic, bloody experiment
cannot be continued. Thus, as a result of bringing the character of Archil from
the source medium to the target one, we see the image of a young revolution-
ary with positive connotations in the film transformed into the antagonist of
the novel. It is apparent that in the target medium, by providing a complete
picture of Archil’s life, additional elements can be offered (Archil as a member
of the troika and victim of terror), a version of the life of the old generation
revolutionary that is so close to reality. It is well known that the party system
killed the first-generation Bolsheviks after completion of their “black deeds” in
1937%. And Archil, as the literary character, ended the same way.

25 Sergo Orjonikidze, Mamia Orakhelashvili, Budu Mdivani, Mikeil Okujava, Malakia
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As mentioned above, the number of protagonists increased in the novel.
As a result, in the novelized version, Eva’s hypostasis, the character of Maka,
appeared. In his youth, Archil was Maka’s lover, i.e. the motif of unrealized
love between Eva and Archil in the film was also realized in the novel. Maka
loses her beloved to the revolution: after being exiled, Archil returns to his na-
tive Telavi with his wife and children, but she cannot forgive him even at the
end of her life, and this is a form of torture to her. The protagonist dies alone,
wearing specially decorated Georgian garments. This episode in the noveliza-
tion repeats the scene of Evas death in the film. Maka, as a literary variation of
Eva on the screen, is significant in the novel, as, in the text, she serves to reveal
Archil as the “paradigmatic revolutionary” (ibid., 563). The woman, on meet-
ing her former fiancée twenty years after parting, seeing him now a member of
the “troika’, said the following words:

No, I should never call this execution, Archil! Once, at a meeting, you told
us that ‘execution’ is a legal term- it requires trial, sentencing to the supreme
penalty and the execution of that penalty, so the king has not executed the
demonstrators but rather murdered them! And the troika murders, mur-
ders, murders them without trial! And you call this the building of a new
country?! (Ibid., 568)

Thus, this scene could only be included in the novelization if the Soviet
ideological framework were absent, as it not only exposes and condemns the
actions of a particular revolutionary, but also reveals the harsh truth about the
“construction of the bloody new country”

In the novel, the change in the configuration of the protagonists ends not
only by adding Maka’s character, as, together with her, in the target text, the
main character is Rusudan, and thus, in the literary text, the autobiographic
elements of Zaira Arsenishvili are shown. The harmonic life of Eva and her
grandson, Giorgi, in the film is substituted by relationships between grand-
mother Rusudan and granddaughter Rusiko in the novel. Through the realiza-
tion of the grandmother’s “will” by the narrator (ibid., 66), i.e. by describing
the tragic events in their family as a result of the revolution, the novel acquires
an autobiographical layer. The tragic events described by the narrator in the
novel transform the family’s “communicative memory”* into “cultural memo-

Toroshelidze, Levan Gogoberidze - this is only small part of the list of Bolsheviks,
revolutionaries of the first wave, that were executed in 1937.

26 Indefining these concepts in the article, the author relies on Jan Assmann’s theory: cultural
memory as a kind of institution, a type of externalized memory, showing up in material
and symbolic forms. It is a stable memory and is transferred from one generation to the
next. In communicative memory, the time range, unlike cultural memory, is limited to three
generations, an approximate period of 80 to 100 years. Communicative memory is not a
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ry”. Storing the memory in the literary medium transforms the verbal, fragile
memory into a stable one. This is equal to protection of the identity, as people
cognize themselves by means of memory (Assmann 2008, 109). As a result,
by fulfilling the grandmother’s will, the narrator becomes not only the protec-
tor of her family’s identity, but also of the actual history of Georgia in the 20"
century, as offering an example of the impact the repressions had on a certain
family reveal the truth about Georgian society’s past.

The revolution and its results had a tragic impact on Rusudanss life, as it
did both protagonists. In 1924, she loses her son - he is executed together with
his “wedding guests”, having been accused of being Kakutsa’s ally, while the
truth is that he had never met him. In 1937, on the basis of a denunciation,
her son-in-law, Rusiko’s father, was arrested and executed. After Vanos arrest,
the family was kicked out of their home; the system took their property and
disposed of it at its discretion. This means that, later, the family gained the
right to return home, but now had to share their home with the chekist Aliosha
and his family. Of the above, the following corresponds to the writer’s autobio-
graphic facts: in reality, she lost her father just like her prototype (Arsenishvili
even kept the real names of her family members in the novel); in addition, for
a certain period, her family had to share their home with an officer of interior
affairs”.

The Chekist, with whom the narrator’s family has to live, is in this article
considered as the third antagonist. In the novel, he is a qualitatively new char-
acter, as, in the source medium, there is no seducer Chekist (he forced Spiri-
dona to make a denunciation). This young man is a typical representation of a
scoundrel clinging to the revolution, one initially elevated by the system and
later ruined. Aliosha, before he became Chekist — “ruler of human fate” (Arsen-
ishvili 2019, 435) — was called Abria, and he studied at the horticulture school.
He joined the Red Army in 1921, at the time Kakheti was occupied, and he
took a new name to honor a Russian soldier who was killed, using it instead of
his old, “trash” one. With time, Aliosha smoothly moved forward in his career,
yet, finally, like Spiridona and Archil, he became a victim of the repressions
of the totalitarian regime - his time came after the death of Stalin®. Thus, the
principle of “paying back” set in the novel operated against him in the fictional
text too, affirming that no evil actions are left without response.

formalized memory, and thus it does not occur in any of the media, with the exclusion of
everyday communication (Assmann 2008, 110-111).

27 An officer of internal affairs, who lived at our place, used to say: “If we arrested all those
who were denounced, we would have to arrest the entire Georgia. You can never imagine
how many denunciations were torn up and thrown away” (Ratiani 2010, 229).

28 Arsenishvili dedicated a short story to this character - The Wind, Lifting the Curtain.
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In the novel, Aliosha’s actions also reveal the disaster resulting from the
atheistic state’s prohibition of the church: together with the death squad mem-
bers, he physically insults and humiliates Father Luka, leading to the death
of the elderly priest. Aliosha does not intend to punish the murderers of the
“mendicant” sexton (in the novel, he is the adopted father of Spiridona):
though the sexton was not a class enemy, he does not want others to think that
“he cared about the church servants” (ibid., 437). However, in the film, repre-
sentatives of the system murdering the harmless, mentally ill sexton can at first
be seen as accidental, with Archil promising to restore justice and punish the
guilty. This episode of the film could be regarded as an exemplification of how
the revolution treats the subaltern: in the totalitarian state built based on the
new ideology, their lives have no value.

The novel’s description of the repressions of 1937 is not limited to ar-
rests and executions. The text also describes the huge lines of waiting people
at Telavi prison and the Office of Internal Affairs, lines made up of the scared
and unhappy family members of those arrested. In Woe is Life, the character of
the prison executor also appears, extorting money and food from the families
of his arrested co-citizens, promising them he will deliver their gifts to their
loved ones, knowing full well that those loved ones were executed long ago,
by him. In addition, representing the repressions, the novel focuses attention
on the episode of public condemning at the theater, where the system forces
the people to come to the stage and condemn and separate from their parents,
relatives, friends, colleagues and, most importantly, doing so in front of the
family members of those who were condemned. The film does not contain any
of the above scenes.

In the analysis of the film’s architectonics, particular emphasis should be
put on the fact that the specific fabric of the source medium is formed through
the intermedial meta-comment (“plastic-musical comments™ of the vagari-
ous artists®® [Gvakharia 1985, 53]). Anri Vartanov called this intermedial
phenomenon “songs”, based on Bertolt Brecht’s conception. In his words, “un-
expected interruption-breaks in the action allow for a deeper understanding
of the collisions, and, to a certain extent, create the effect of alienation from
them” (Vartanov 1985, 46). Intermedial comments - the songs of the choir in
the film act as a time-spatial limit. They predict the events or judge those that

29 In her memoirs, Gogoberidze wrote: “(...) I would like there to be one more position, the
one of god or author, knowing everything in advance and, most importantly, knowing that
there is a time for life and death, a time for love, and a time for hatred [...] here, this function
is performed by the wandering actors” (Gogoberidze 2019, 369).

30 In the film, the author and performer of the songs, based on folk motifs, is Manana
Menabde.
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have already occurred. For example, the wedding of Eva and Giorgi was ac-
companied, rather than by a joyful song, by the comment: “I have a house of
thought / With the door of sorrow / A bed if the tears are in front of me / With
the thorns as a cover / I have a table of sadness / With the yoke on it”... Spiri-
dona, after murdering Giorgi, is identified with the “red snake”, which is used
to foreshadow his desire to marry Eva: “There is a lake of blood in the field, /
Where is to throw, / There is a red snake there, / moving head, where is the
end, / Many are killed by the desire of much, / But where is understanding...”

When Eva took Darejan from the brothel, hoping that she would adopt
her and feel the happiness of motherhood, this was accompanied by the Beri-
kas’ song as a comment: “Poor Aira,”” / Aira with a drunken voice, / Joyful
like May, stabbing yourself with an arrow / What are you glad for?” Thus, the
audience is informed in advance about the protagonist’s main conflict and the
result — no happy life for Eva.

Intermedial comment, taking into consideration the specific characteris-
tics and semiotic system of the target media, is also found within the fictional
text. In the novel, this function is performed by the stance from The Knight in
the Panther’s Skin®* as the epigraphs. Gérard Genette, French theorist of lit-
erature, distinguished four functions of the epigraph, one of which, the “ca-
nonic” function, implies a comment on the text, i.e. the epigraph can focus the
reader’s attention on the key message of the text (Genette 1997, 158-158). As
there are no chapter titles in Woe is Life (with two exclusions, and even in those
cases, there is specified only the month and year: February 1905, August 1930),
and as the episodes are divided into independent paragraphs, the epigraphs
chosen by the author set the stage for the reader and foreshadow the events to
come. The following quote — “Fate, you are like Satan in your treachery” pre-
cedes the scene of the “bloody wedding”. This is a kind of assessment of life in
the novel, preceding the description of the terrifying injustice of the execution
of innocent people in Telavi in 1924: “They are called Kadji because they have
come together in a band... / Unable to be harmed, they harm men” - these
words in the novel describe the Cheka and Chekists. It is a section of the novel
that closely describes the working of the Cheka (through denunciation, entic-
ing, intimidation, torture, etc.), noting that they are “unable to be harmed” as
the time of their “paying back” has not yet come: “The weather is overcast. The
sun no longer sheds any ray”. These indicate the beginning of the 1937 repres-
sions in the Soviet Union.

31 Poem by Besarion Gabashvili.

32 The author borrowed the title from The Knight in the Panther’s Skin. "Woe Is Life..." is a
quotation from the "Will of Avtandil".

33 'The English translation of The Knight in Panther’s Skin by Lyn Coffin.
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As a result of the transfer of media taking place after 19 years, the repre-
sentation of Stalin’s image changes - in the film, Stalin’s name is mentioned
only in a “scene-comment” (Vartanov 1985, 46), a musical scene dedicated to
collectivization: “The moon is in the sky [...] It’s a sign of good weather [...]
/ The collective became stronger. Thanks to Stalin”. Against the background
of the song, the placard unfolds “He that does not work, let him not eat!” In
its entirety, this scene appears grotesque: the actor sitting on the cart, singing
about collectivization and thanking the Leader, while the musical insert is re-
placed by the peasant’s conflict with collectivization. In the novel, while Stalin
is not an active participant, there are two mutually excluding narratives: Stalin,
as the people’s caring father, a “wise” leader, and Stalin as a source of evil, a
“monster”. In the former case, certain members of society subject to the official
propaganda express their naive view that Stalin is not properly informed: “if he
(Stalin — N.B.) knew, would he do this to us?” (ibid., 331). The narrator experi-
enced the influence of the workings of the ideological machine when she was
very young - in kindergarten: they taught her poems praising Stalin, while at
home, her grandmother was positioned against the leader: “you should know
from the outset who is who” (ibid., 333).

Ideological emancipation is evidenced by Stalin’s comical representation.
Liberation from the pressure of censorship, in the target medium, creates the
opportunity to caricature the tyrant. Thus, in the hands of the people oppressed
by the system, laughter becomes a weapon of revenge. The representation of
Stalin in the text is related to the narrator’s imagination and grandmother’s
dream. As Ketevan Katamadze noted, “the author is creating an alternative
world of reality where justice prevails and evil is punished” (Katamadze 2022,
114). Sometimes, Rusiko imagines that Stalin, whose cruelty is revealed by
the grandmother, will be horrified of what he has done and demand himself
to be beaten by other Kremlin officials. In the same scene, the narrator imag-
ines a shamed Stalin, “with his bottom bruised in some places” (Arsenishvili
2019, 340). And in Rusudan’s dream, the “greatest man” smells terrible (ibid.,
323-344): confused, he stops the woman to ask where to go, and the narrator’s
grandmother, even though the Leader has not asked her, shows him the way
to the bath house. Thus, as a result of the medial transposition of Stalin’s char-
acter, the Leader’s authority presented in the source media is dispelled in the
target media through a demonstration of his helplessness.
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Syntactic Narratemes in the Film and Novel

In the spatial semantics theory of Juri Lotman, the fictional text is regard-
ed as reversible if the character’s attempt to cross the prohibited “semantic lim-
it” is unsuccessful, or if, after crossing it, they turn back - thus implying that
crossing the limit cannot be regarded as successful (Lotman 1977, 238-239).
Based on Lotman’s theory, it can be said that the film is reversible, i.e. Giorgi’s
crossing the line was incomplete: he returned, and so the initial order of the
fictional world was restored (in the final scene of the film, Eva and Giorgi work
together in the emptied village). The harmony shown at the beginning of the
film is maintained through Giorgi’s returning to the village and reviving the
dying Eva with his voice. In this way, in the eyes of the audience, the biblical
scene of resurrection of the dead was staged. In turn, this scene responds to
the film teleology: Eva achieves her existential goal — she manages to transfer
humanity to her grandson. Thus, in the film, the revolution is defeated and
humanism wins: humanism can be maintained not by ideology, but only by
humans themselves.

The revolution is also defeated in the novel, and justice is restored, present-
ing the moral of the story as “paying back”; operating in the fictional world,
irrespective of its time frame, evil is never left without a triumphant response.
As the counterpoise to the torture of the three protagonist women (the wreck-
ing of their lives through the revolution), all three antagonist men, connected
to the revolution in different ways, were punished. Thus, in the novel, evil was
punished, although this does not occur in the form of revenge, as the disaster
that has impacted the female characters in the name of revolution does not
make them evil. As such, the perverted Soviet experiment failed to deprive
society of its humanity.

Conclusion

On the basis of intermedial analysis of the source media - The Day is
Longer than Night, and the target media — Woe is Life, it was found that the
novelization demonstrates signs of intermediate adaptation. In the conditions
of ideological emancipation, medial transposition has not changed the main
message — in the post-soviet novel, as during the revolution, ideology was
linked to trauma. In both media products, the source of the conflict is the So-
viet Revolution, and the main focus is a discussion of the past. The end of ideo-
logical censorship within the 19-year period allowed for an open articulation
of the criticism expressed symbolically-allegorically in the film regarding the
soviet revolution, innocent victims, repressions, and the collision of old and
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new formations. The skepticism about the revolution expressed in The Day is
Longer than Night - for whose benefit has the revolution occurred, if it has only
damaged the lives of the peasants? — is concealed in the personal drama of a
woman (love triangles: Eva, Giorgi and Spiridona; Eva, Spiridona and Archil),
while in Woe is Life, the inclusion of additional characters allows for the voices
of the repressed to be heard. In the novel, the communicative memory of the
suppress stratum transforms into a contradictory power; a medium of cultural
memory, transforming the text into a memory novel. In the film, through the
return of Giorgi, the revolution is defeated, as the humanism transferred to
him by his grandmother is much greater than the industrial progress in the
city achieved as a result of the revolution. The revolution is also defeated in the
novel, and justice is restored based on the principle of “paying back’, in opposi-
tion to the fates of three protagonist women and three antagonist men. A “new
time” is presented as a self-destructing power and, thus, the triumph of good
over evil is inevitable.
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