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O0eM U CTPYKTYpa HA JUCEPTALMATA

HuceprauroHHUAT Tpy 1 “I'eposiT U BpemeTo B KpaTkuTe GOpMH Ha
Anexkcanabp ComkeHUIIMH ChAbpKa 174 cTpaHUIY U C€ ChCTOU OT YBO, TPH
TJIaBH, 3aKIIF0OUCHUE U Onbmmorpadws.

JlucepTallMOHHUAT TPY]l € 0OCheH Ha 3acefanue Ha Kareapara no
CITABUCTHUKA U OankaHucTuka npu Ounonorudeckus paxynrer Ha KOrozamanaus
yauBepcuteT “Heodut Puscku™ - brnaroesrpan, nposeaeno Ha 7 mait 2026 r. B
3ana 439.

[TyOnnunata 3amuTa e ce nposezae Ha 25 roHu 2026 1. ot 13 4. B 3ai1a
412.

Marepuanure 1o 3anmraTa ca Ha pasnojoxkeHue B kabunet 469, Yueben

kopmyc Ne 1, yn. “MBan Muxaitnos” 66, binaroesrpa.



CbABbP)XAHUE HA ABTOPEDEPATA
7 5 Y11 PPN o
I. TBopyecTBOTO HAa CO/ZKEeHHIIUH B KOHTEKCTA HA PyCKaTa
JIUTEPATYPHA TPAMMIIMSA e evveeernneecssscossssossssosssscsssassssssssssasssssasssseslO
1.1. IlpunochT Ha COJDKEHULIMH B pycKaTa JIUTepaTypa Ha XX BEK Karo
MPOIBIDKEHHE U TpaHC(HOPMALIHS HA KITACHUECKUS PEATTU3BM ....ennvennennennen, 10
1.2. 'ene3uc Ha “HoBara npo3a”: cropus Ha myOnmkyBaHeTo (1962—
1966) u peaxiusi Ha IbPKABHO-LIICHTPAIU3UPAHATA COLKPUTHKA. . .................11
1.3. ABTOpcKara xaHpoBa cTparerus: PaskassT cpenty noBecrra.
Pa3ka3bpT KaTO MUKPO-€IIOC U KaHPOBUTE TPaHMIIM HA KpaTKaTa mnposa..........12
1.4. Pa3zkazure oT nBe yactu (90-Te roguH1) — HOB €CTETHYECKU MPOYUT
HA TOTATTUTAPHOTO BPEME.. ... enuetenttenteennitiesireesnreasinea e e eaeeenaeenneeeneeeneenns 13
1.5. XKanposara npupoza Ha “Cutnexute”: Jlupuko-dunocodckara
MUHHUATIOPA KATO KOHUEHTPUPAH U3PA3 HA CBETOTTIEHA. .. e neeeneenneeeriiinaens 14
II. AHTPONOJIOrMYHHU ACTIEKTH B TBOP4ecTBOTO HAa COJI’KeHUIIUH.
Tunmosiorusi ¥ eBOJIIOIUSA HA Teposi B KpaTkuTe GopMH............. S
2.1. IlpoToTunu u Xya0KeCTBEHA KJIacU(PUKAIIM Ha IEPCOHAKUTE:
JInTepaTypHUAT THUI U HETOBATA OUTHIHA OCHOBA. .. .. ueeeneeeneeanieennennnn. 14
2.2. YcTonuuBOCT U ouensaBaHe. Mozenn Ha repou3bM U AaHTUTEPOU3BM.
['epou B JIar€pHATA U CETMCKATA TIPOB. .« uveeennteeennneernneeennneeenneeeariennneans 17
2.3. ®eHOMEHOJIOTHS Ha JIMPUYECKHUS Iepoil B HUKbJIA “CUTHEXKH ...... 19
2.4. ITapanokchT “cBOOO/Ia-HECBOOO1a” B pazkaszute “BenmmukaeHcko
KpbCTHO 1mecTBUE” U “JlsicHaTa pbKa” OT COMKEHULIMH. .. ..oeeenereeeeennnnennn, 21
2.5. I'epOsIT-UHTEIIUTEHT U MOPATHUAT U300p B IPAHUYHU CUTYallUU Ype3
CMUCHJIA HA KEPTBATA M FICTHHATA. « .. v euvveneeeenaeenneenneennnenneennneennnnens 22
2.6. Cucremaruzanusa Ha COKEHUIIMHOBUTE repou: TUMOJIOTUYHH

1Y (0 )1 (51 1 S 23



II1. IToeTuka Ha BpeMeTO. XPOHOTONHU TPAaHC(HOPMALIUU U
MeTapu3N4YHU U3MepeHusi B KpaTkute (popmMu HA COJLKEHUIHH. ... .......25
3.1. BpemeTo KaTo OHTOJIOTHYEH OMOHEHT Ha YOBELIKUS AyX. JlarepHOTO
BPEME CPCIILY TOBEIITKHST JTYX 1 vvveeurrreessssrresssssessssssessssnssssssssssessnsseessssseesssnsneenss .25
3.2. IIpoekuusita Ha Cr'bCTEHOTO U ,,BCECHOMPAIIO’* BpEME KaTo
HOBAaTOPCKH MOXBAT B PA3Ka3UTE HA COMKEHUILIAH. .. ...ouueeeanneennneeennneanns 27
3.3. Ilpuponnotro u outuitHoTo BpeMe. CUMBOJIMKA Ha CTy/a, Jeaa 1
CE30HUTE KATO XYIOKECTBEHU MAPKEPH . .. vnueteennreeennneennneeennseniieeaaeneennns 29
3.4. Kaiipoc cpenty XpoHoc. Murst Ha nmpo3peHueto kbM Beunocrra B
03740 (5795 6 K- 30
3.5. IlameTTa KaTo “He3abpaBeHOTO Bpeme”. PoiigTa Ha MUHAIOTO B
U3TPaXIaHeTO Ha ObACIICTO CIIOPEH COMKCHUIIMH  .vvvevvvreeiiirrenseeeenneaeennninn 2

3.6. TunonornyeH MoAen Ha TEMITIOPAITHUTE PEKUMU B KPATKUATE

11707 0. 0SS USRI PR 33
E ) 11 00): (S) 517 (TSR SPPRRC |
BHOIHOTPADIS. .....eveeieiiie ettt e e e e e aree e

Hayunu npunocu

Cnuchk Ha MyOIMKaUMUTE MO TeMaTa Ha JUCEPTALMOHHUS TPY A



YBOa

AKTYaJIHOCT HA TeMaTa

B cBbBpeMeHHaTa XyMaHUTApUCTHKAa TBOPYECTBOTO Ha AJIeKCaHIbP
HcaeBnu COMKEHUIIMH C€ TPEOCMUCIS PA3JIMYHO OT TPAAUIMOHHATA MY
MHTEPIpETALs KaTo MOJUTUYECKO CBUICTEICTBO U CE€ Pa3riIexkaa KaTo 3HAUUM
nutepatypHo-punocopckn  dpeHoMeH. AKTyaqHOCTTa Ha  M3CJIEIBAHETO
NPOU3THYA OT CTPEMEka Ja Ce aHAIU3Upa HAYUHBT, MO KOWTO WHIMBHIBT
CbXpaHsBa CBOSITA MOpAJHA M JyXOBHA ISUIOCT B YCJOBHUSATAa HAa MCTOPUYECKA
Karactpoda U ToTaauTapeH HaTUCK. B To3u cmuchi gurypara Ha CoKEHUIUH
ce BB3NpHEMa KaTo K04 KbM pa3OMpaHETO Ha Bpb3KaTa MEXIY JHUYHOCTTA,

ITaMETTa U UCTOPHSITA B KOHTEKCTA Ha XX BEK.

TBopuecTBOoTO Ha COIDKEHUIIMH CE€ XapaKTepu3upa ¢ JbJI0OKa eTHYecKa U
¢unocodcka HaACOYEHOCT, B KOSATO LIEHTPATHO MSCTO 3a€Ma TeMaTa 3a UCTHUHATa,
UCTOpUYECKATa MaMeT W ChIPOTHUBATa cpelly 3abpaBata. ABTOPHT MPEBPbHIINA
JUYHUS W KOJICKTHBHUS OIMT HA JIarepHaTa CHCTeMa B XyJI0XKECTBEHA JICTOIHC
Ha TpareausiTa Ha HAIUATA, U3MOI3BANKN WHANBUyallHAaTa ChA0a KaTO OCHOBEH
pakypc 3a OCMHUCISIHE Ha wuctopudeckoTto. OcoOeHo 3HadeHHWe uMa
cnenuduyHaTa TTOCTHKA Ha BPEMETO B HETOBOTO TBOPYECTBO, KBJICTO KPATKUTE
dbopMH  KOHIIEHTpUpPAT B  OrPAaHUYEH BPEMEBH  OTPS3bK  MaliaOHH

CK3MCTCHIMAJIHUA ITPOLICCH.

AKIIEHTBT B JUCEPTAIMOHHUS TPY/l € BHPXY KpaTkuTe (hOpMHU HA aBTOpa, B
KOUTO C€ Mpech3JaBa HEroBaTa KOHIEMUHUS 3a reposi U Bpemero. B Tax Te
BBILTHIIABAT YCTOMUYMBOCTTA HA XyMaHU3Ma U MOPAJIHUSI CTOUIIU3bM B YCIIOBHUS
Ha “pakoBa’ €moxa, a BPEMETO C€ MPEBPbHINA B KIHOYOBA XYJ0KECTBEHA M

¢unocodcka kareropuws. [lo TO3W HaAUMH TBOPYECTBOTO HA aBTOpa Ce€



UHTEPIpETHpa KaTo MPOABKEHHE Ha KIachyeckara pycka JuTepaTypHa
Tpaaulus B TOTAIMTAPHOTO BpEME, KaTO CHIIEBPEMEHHO C€ MoayepTaBa
HEO0OXOIUMOCTTa OT HOB MPOYUT HA MAJKUTE KAHPOBU (POPMU KAaTO HOCUTEIH

Ha TOJIEMHU CMUCIIOBH CTPYKTYPH.

O0eKkT ¥ mpeaAMeT HA U3CJIeIBAHETO

OOeKTHT Ha IUCEPTAITMOHHOTO M3CJIeNBaHEe OOXBalla Crenu(uueH KOpmyc OT
XYJIO)KECTBEHU TekcToBe Ha AJekcanabp CoOJDKEHUIMH, ACPUHUPAHH OT
aBTOpCKaTa >kKaHpoBa Kiacupukamus karo “kpaTku ¢opmu®. OOXBaThbT Ha
00€eKTa BKIIIOUBA:

* 8 KiIacuuecku paskasa (BkimounutenHo “Enun nen na UBan [lenucoBuy”,
pasriekaaH Ch00pa3HO MbPBOHAYAITHOTO aBTOPCKO OMpPEIEICHUE 3a JKaHPa);

* 8 pa3zkaza “B JiBe yacTu’ (KbcHaTa mpo3a oT 90-te roguuu Ha XX BEK);

* 32 nupuko-¢punocopcku MHUHUATIOPU, OOCIWHEHW B JBa IUKbBJA O]
o01oTo 3arnaBue “CUTHEXU .

Ot ob6ekTa Ha u3cieaBaHe Ch3HATENHO € u3kitoueHa “Ammur [lIBeHkuTen*
, KOSITO BBIOPEKU KPATKUS CH (PU3HYECKH O0eM, € KaHPOBO ONpENETeH OT

nucatens kato “rmoect” (Comxenurt, 2006:655).

[IpenMeThT Ha WH3CIAEABAHETO OOXBallla JWHAMHYHATA BPB3Ka MEXKIY
XyJI0O)KeCTBEHATa aHTPOMOJIOTHs (00pa3a Ha reposi) U KaTerOPUHUTE Ha BPEMETO
— HCTOPUYECKO, OUTUHHO M MeTapU3MYHO — B PAMKHUTE Ha Pa3TJICKIAHUTE
TBOPOU. AHaIM3BT C€ CBhCPENOTOYAaBA BBPXY KAHPOBO-TEMITOpAIHATA
00yCIIOBEHOCT, TIPU KOATO ChKPATEHUST )KaHPOB 00€M BOJH 10 ,,CI'bCTSIBAHE " HA
XyJIO)KECTBEHOTO ~ BpeMe u  MmeTamopdoszatra Ha  XpPOHOJOTUYHATA
MOCJIEA0BATEIHOCT BbB BHTPEIIHO YXOBHO MIPEKUBSIBAHE HA T€POsl B TPAHUYHU
CUTyalldd KaTo Jjarep, BoiHa, OojecT W MopajieH u3z0op. PaspaborBa ce
TUTIOJIOTHS Ha CyOeKTa BBB BpEeMETO 4Ype3 Kiacupukanus Ha TEpOUTE
“mpaBeqHUK’, ‘“3aTBOPHUK’, “UHTEIUTEeHT ) KaTO pa3IMYHU MOJIYCH Ha

CBIIECTBYBaHE, KAaTo ce MpOocieasBa Kak MOpPAIHUAT u300p TpaHchopmupa



“3aTBOPEHOTO” JIareépHO BpeMe B “OTBOpEeHO” TMpUpoAHO BpeMe. OcobeHo
BHUMAHUE C€ OTJEJS Ha €BOJIIOIMSATA Ha XPOHOTOINA M Mpexoaa OT JeHHus,

onCJBAII CTOUK KbM Chb3CpHaBalllvia, HACOUYCH KbM BCYHOCTTA CY6€KT.

enun u 3apaun

OcHoBHaTa 1€ Ha JIHUCEPTAIMOHHOTO H3Cle/BaHE € jJa JaepuHupa u
aHaMM3Wpa IBUIOCTHUS aHTPOIO-TEMIIOpaJIeH MOJEN B KpaTkuTe (GopmMu Ha
Anekcauabp CommkxeHUlMH. L{eHTpamHuaT cTpeMex € Ja ce pa3Kpue Kak 4pe3
crenuUIHUS XPOHOTON HAa KPaTKUTE (POPMU CE JITUTUMHUpPA KOHIICIIINATA 32
cyOeKTa KaTo HOCUTEN Ha €TUYECKa MaMeT U JyXOBHA cBOOO/IA.

3a MOCTUTaHETO Ha Ta3H Ocia N3CJIACABAHCTO CH ITOCTAaBsA CIICIHUTC 3aa4u:

1. V3BbpiiBane Ha JETailieH Mperjiel Ha ChIISCTBYBAIllaTa PELENius U
¢unocopckuss KoHTEKCT Ha COKEHHIIMHOBOTO TBOPYECTBO. 3ajayara
BKJIIOYBA NPELU3UPAHE HA KATETOPUUTE “TepOor” U “BpemMe’ B pAMKUTE Ha
aBTOpPCKAaTa €CTETUYECKA CUCTEMA.

2. AHTpomoNOTMYHA 3a/Jada 3a KJIacH(HUIMpaHe Ha OCHOBHUTE THUIIOBE
repou B HU3CIeIBaHHS Koprnyc (“3aTBOPHUK/CTOMK”’, ‘“UHTEITUTEHT,
“mpaBelHUK”’) W aHalW3 Ha TEXHUTE IICUXOJOTHUYECKH M ETUYECKHU
npoQuiIn.

3. TemnopanHo-aHamMTUYHA 3ajada 3a TMPOBEXKIAHE HA JICTalJIEeH
TEKCTOJIOTUYEH aHAJIM3 Ha BpeMeBaTa CTPYKTypa B KIIOYOBHU pa3Kasd U B
nBaTa HUKbIa “CUTHEXH .

4. 3amava 3a JMAXpOHEH aHaJIM3 3a CBHIIOCTaBIHE HA TEMIIOPATHUTE
KOHLIETILIUY B PA3JIMYHUTE TBOPUYECKH MEPUOAM HA MHcaTels — OT paHHATa
“narepHa’” mpo3a 10 KbCHUTE pa3Kaszu “‘B IB€ YaCTU W MUHUATIOPUTE.

5. 3amaya 3a ¢hopmyiupane Ha GUHATHU TEOPETUYHHU U3BOIM 3a MPUHOCA HA
ComKeHMIIMH KbM TO€TUKATa Ha KpaTKus xaHp npe3 XX Bek.

Te3a



IlenTpanHara Te3a Ha AUCEPTALIMOHHUS TPYJ €, Y€ B KpaTKute (GopmMHu Ha
Anexcanpp COMKEHHUIMH CE peallu3upa €THYEeCKa EMaHUIUITAlNs HAa YOBEIIKHUS
CyOeKT OT HMCTOPUYECKHUS AECTEPMHUHHU3BbM, MPU KOSTO TEpOST HE € IachBHA
KEPTBA HA PENPECHUBHOTO HCTOPUYECKO BpEME, a aBTOHOMHA JIMYHOCT,
criocoOHa 4pe3 MopajieH u300p 1a npeoOpa3yBa HaOKEHOTO BBHIIHO BpeMe
BbB BBTPEIIHO, TyXOBHO CYBEpPEHHO OMTHE, KaTO MO TO3U HAYMH BPEMETO C€
YTBBPKIAABA KaTO OCHOBEH OHTOJIOTMYEH AHTATOHUCT HA YOBEIIKATa CHIIHOCT.
B moaxpemna Ha Ta3u MO3UIMS c€ TBHPAU, Y€ KpaTkute Gopmu (GyHKIHOHHPAT
Karo ‘“‘TeMrnopajeH MHKPOKOCMOC’, B KOMTO 4Ype3 MaKCUMajHa BpEMeEBa
KOMIIDECUSI CE€ CBh3JaBa HANPEKECHHE MEXKIy “ToiasMara HWCTOpUs U
UHAMBHlyaJIHAaTa cba0a; 4ye BpeMeTo npu CODKEHUUMH HMa JyaJTuCTHYEH
XapakTep; 4e MUHUATIOPUTE JOCTUraT mnpezeiHa ¢GopMa Ha XpOHOTOI, B KOSATO
JMHEWHOTO BPEME C€ TPAHCLIEHAMPA B MUl HA MPO3PEHUE U CH3EPLAHUE; U Y€
nameTTa (pyHKUMOHHMpA KaTo ‘“‘He3a0paBeHO BpeMe”, upe3 KOETO MOPAJIHUSAT
CyOeKT ChXpaHsBa HCTOPUYECKATa MCTHHA U YTBbpPXJaBa CBOSITA BJIACT Haj

BPEMETO.
MeTtoaoJiorusi

Mertogosnornyeckara OCHOBa Ha M3CJIEIBAHETO € MHTEPAMCIUIUIMHAPHA U
ChU€TaBa MOJXOJU OT JHUTEPATypPO3HAHUETO, (uaocodusTa U KyaTypOJIOTHITA,
KOETO € 00yCJIOBEHO OT CJIOXKHHUA XapakTep Ha COJDKEHHWLIMHOBUS TEKCT KAaTO
€IHOBPEMEHHO €CTEeTMYECKM ¢ eTHYeH OOeKT. AHamu3bT BKIIOYBA
(€HOMEHOJIOTUYEH TMOJX0J, 4Ype3 KOWTO ce wu3cienBa CyOEKTUBHOTO
NpPEKUBSIBAHE HA BPEMETO M HAYUHBT, MO KOWTO CH3HAHHETO HA TIepos
KOHCTUTYHPA PEATHOCTTA. JJOMBIHUTETHO Ce Mpuiara CTpyKTypHO-CEMaHTUYEH
aHajlu3 3a U3CJIeBaHE Ha I[IOBECTBOBATEIHUTE HHBA, KOMIIO3UIUATA W
€3UKOBHUTE CPEACTBA, KOUTO M3rpakJaT KaTeropuure “‘repod” u “Bpeme” U
pa3KpuBaT Bpb3KaTa MEXKAY TEKCTOBaTa CTPYKTypa M aBTOpPOBaTa HICOJIOTHSI.

CpaBHI/ITeJ'IHO-TI/IHOJIOFI/I‘IHI/ISIT MCTOJ CIYXXH 3a CBIIOCTABKAa MCKAY Pa3IM4YHU



TUIIOBE T'CpOHM B TBOPUCCTBOTO Ha COJ'DKGHI/IHI/IH N 3a IIOCTaBJAHCTO HM B
KOHTCKCTAa Ha pyCKaTa KJIaCH4YCCKa Tpaaunus, C MCJI OTKPOABAHC Ha HCTOBUTC
JKaHpPpOBH HOBOBBBCIACHUAI. HaKpa;I, XCPMCHCBTHYHUSAT aHAJIN3 CC HU3II0JI3BA 3a
HHTCPIPCTAINA HAa IIOATCKCTA U CHUMBOJIMKATA, KATO PA3KPpHUBA BPB3KATa MCKIY
CTUYICCKHUTC IOCIAaHUA U XYJO0KCCTBCHATA Q)opMa H I1I03BOJIsIBA ITPOU3BCACHUATA

Ja 6’I>IlaT p336paHI/I KaTO JYXOBHHU U CMUCJIOBH CBUACTCJICTBA.

OrpanuyeHust Ha U3CJIEIBAHETO
Makap HacToAlMAT TpyA Ja Ipeaara I[sUIOCTEH MOJEN Ha
B3aUMOJICHCTBUETO ‘‘Tepoil-BpeMe”, TOW MpPUTEkKaBa OINPEACICHH OOEKTHBHU
OTrpaHUYEHUS], KOUTO e(hUHUpAT HETOBHsI 0OXBAT:
1. M3cnenBaHeTo ch3HATENHO c€ (POKYCUpPA €IUHCTBEHO BbPXY ‘“KpaTKUTE
dopmu” (pazkasu u MUHHATIOpH). TOBa € HampaBeHO C LIET /1a ce U30JIMpa
cnenuuryHaTa “BpeMeBa KOMIIpecHs , XapakTEepHa caMoO 3a KpaTKus
YKaHp, HO 03Ha4yaBa, Y€ W3BOAUTE HE MOraT aBTOMAaTUYHO J1a CE€ MPEHACST
BBPXY POMAaHHATA CTPYKTypa Ha aBTOpA.
2. AKIEHThT € TIOCTaBE€H BBPXY AaHTPOINOJIOTHYHUTE AaCHEeKTH H
temnopaiHocTTa. OrpaHudyeHd ca aHaldM3uTe B o0JacTTa Ha YHCTO
MOJIUTHYECKATa UCTOPUS WK AETalIHOTO OMOrpauHO U3CIIEBAHE.
3. Tl KaTO OOEKT HA aHAJIU3 Ca MPEIUMHO OPUTMHAIHHUTE TEKCTOBE Ha
PYCKM €3UK M YTBBbPACHHUTE OBIrapCKd NPEBOAM, H3CIECABAHETO HE
IIpETEHMpPAa 3a IBJIHOTA IO OTHOLIEHWE Ha peueniusaTra Ha ComKEeHUINH
Ha JpYyrd e3ulld (QHTJIMMCKHU, (QPEHCKU, HEMCKH), OCBEH B PAMKHUTE Ha
U3I0JI3BaHaTa TEOPETUYHA JIUTEPATYPA.
4. Makap na ce mpaBAT Napajeld C pycKara KiIacuka, TPyIbT HE €
CPaBHUTEJIHO JUTEPATYPOBEJICKO U3CJIEIBAHE B IIBJIHUA CMUCHI. 300pBT
Ha [apajelyd € IOJYMHEH CAWHCTBEHO Ha LenTa Ja Ce€ OTKpOHU

CH€I_II/I(1)I/IIIHOTO HOBOBBBCACHUC HaA COJ'I)KCHI/ILII/IH.



5. AHanmu3bT oOXBalla MPEeAUMHO “KJIACHUYECKHUsl” TEPUOJ Ha pa3Ka3uTe
oT 60-Te roJIMHN U KbCHUTE “‘pa3Ka3u B JiBe yacTh . OrpOMHHUAT MACHUB OT
MyOJIMITUCTAKA U KOPECIOHJEHIIMSI Ha aBTOpa € HW3MOJI3BaH CaMO KaTo

CIIoMaraTcJiICH MaTCpHrall 3a OCBCTIIABAHC HA XYJOXKCCTBCHUTC TC3U.

|. TBopuecTBOTO Ha CO/IZKEHHMIIMH B KOHTEKCTa HA PyCKaTa JINTepaTypHa
TpauIuUs

JIMCepTallMOHHUAT TPy pasriexaa TBOPUECTBOTO Ha AJIEKCAaHABP
CoypKkeHUIIMH KaTO HepasJeiHa 4acT OT pycCKara JIMTepaTypHa TpaauLus, B
KOSITO TOI €THOBPEMEHHO HaCJEsiBa U TPaHCPOPMUPA KIIACUUECKHUS PEATTUZBM.
Herosure xpatku ¢opmu npugoOuMBaT HOBO 3HAUEHHUE, MPEBPBLIANKU ce OT
BTOPOCTEIIEHEH JKaHP B HOCUTEN Ha ABJIOOKM (PUIOCOPCKA U HCTOPUYECKHU
BHylieHUs. [Ipn CopKeHMIIMH pa3Ka3bT BeYe HE € IPOCTO XYHOKECTBEHA
(dopMa, a CpeACTBO 3a CBUAETEICTBAHE 3a ChI0AaTa HA YOBEKA B yCIIOBUATA Ha

XX Bek, OensA3aH OT ApaMaTUYHU COLIMATHU U MOPAJTHU KAaTaKJIM3MH.

1.1. IlpunocsT Ha Co/zKEeHMUMH B pycKaTa Jureparypa Ha XX Bek
KaTO NPOABbJKeHHEe U TPAHCPopMaLUA HA KJIACHYECKUS pPealu3bM

OcHoBHuAT npuHOC Ha COJDKEHULIMH CE€ ChCTOM B OOHOBSIBAHETOW Ha
peanucTUYHATa TPAOWLMS 4Ype3 BBBEKIAHETO HAa HOBU ETUYECKH U
XyIOXKECTBEHU M3MepeHus. Tol BB3CTAaHOBSBA  Kareropusara HCTHUHA,
IIPOTUBOITOCTABSIMKA S HAa WACOJIOTMYECKUTE KIIMIIETA HA COLMATMCTUYECKHS
peanin3bM. B HeroBuTe mnpou3BeNeHUS JACTAWIBT MNpUAOOMBa 0COOEHa
3HaYUMOCT — OOMKHOBEHHU IpPEIMETH KaTo XJsI0 WM JIbXKUIA C€ MPEBPHIIAT B
CMMBOJIM Ha OLEJISIBAHETO M YOBEIIKOTO JOCTOMHCTBO. OCBEH TOBAa aBTOPHT
pa3BUBa TpaauLMATa Ha “‘TIPABEAHUYECTBOTO”’, KaTO Ch3JaBa I'€pOH, KOHUTO

BbILTbIIABAT MOpPaIHa YCTOI\/'I‘II/IBOCT B YCJIOBHATA HA JYXOBCH pasIa.



N B TO3U CMHUCHII, AUCEPTALMOHHUAT TPY IMOJAUYEPTABA CTPEMEXKA HA peaau3Ma
KbM TMPaBIMBO HW300pa3sBaHe Ha JEHCTBUTEITHOCTTa, KbM pa3KpHUBaHE Ha
Bpb3KaTa MEXJy YOBEKa M COLMAJHATA Cpela, KAaKTO M 3HAYCHUETO Ha
TUIIMYHUTE TE€pOM B TUNUYHU oOOcCTOsITENCTBA. PasrienaHnu ca OCHOBHUTE
KaHpoBH (opMH — pas3ka3, MOBECT W pPOMAH — W TAXHATA PO B
XyJO0KECTBEHOTO OCMHUCISIHE Ha JEUCTBUTEIHOCTTa. B  TO3M HCTOPHUKO-
auTepaTtypeH KOHTEKCT COJDKEHHMIIMH C€ SIBIBA €CTECTBEH MPOIBJLKUTEN Ha
TpAaIHIUATA, KOWTO B YCJIOBHUATA HA TOTaJWTApHATA €I0Xa Bb3paxaa
XYMaHUCTUYHHUTE LEHHOCTH HAa KJIACUYECKUS pPEaIu3bM U T'M aJanTupa KbM

HOBAaTa HCTOPHUUCCKA PCAJTHOCT.

1.2. I'ene3uc Ha “HoBaTa npo3a”: Ucropus Ha ny0JIMKYBaHETO

(1962-1966) u peakuusi Ha TbPKABHO-IIEHTPAJIN3MPAHATA CONKPUTHKA

B Ta3u yact ce oT guceprauuAra ce€ MpociensBa ‘‘HEBb3MOKHOTO
oTIeyaTBaHe Ha paska3a “Exwn nen Ha MBan [lenucoBuy” (mppBoHavaiHo “III-
854”) u peaknusTa Ha CHBETCKATa KPUTHUKA KbM TBOPUECTBOTO U JINYHOCTTA Ha
Anexcannsp HWcaeBuu. IlosiBara Ha TBOpOaTa, MOJKpeneHa OT peaakTopa
Anekcanabsp TBapAoOBCKM M JOIMyCHaTa J10 medyar ¢ ojgoOpeHuero Ha Hukwurta
XpyldoB, ce NpeBpbIlla B MPELUEICHT 3a LIEH3ypHaTa CUCTEMa M B KIKOYOBO
cpOuTHE 3a JMTepaTypara Ha ‘‘pa3MpassiBaHeTo”. Peakmuure ca CHIHO
MOJSIPU3UPAHN — MEXJIYy €eHTycha3Ma Ha JuOepaqHaTa HWHTEJIUTSHUIUS |
ChIpOTHBATa Ha odunranHara kputuka. CieaBammre paskasu Ha CODKEHUITMH
JIOpa3BUBAT KOHIICTIUATA 32 HOBUS repoil U MPOBOKUpAT OOIeCTBEHU Je0aTH,
odepTaBalld TPAHUIUTE HA JIOMyCTUMOTO CJIOBO B TOTaJIUTapHaTa CUCTEMA,

KaTO E€IHOBPEMEHHO YTBBPXKIAaBaT aBTOpPa W IO MPEBPHIIAT B JUCHICHTCKA

¢urypa.

B no-mmpok KyATypeH TIUIaH TEKCThT pasriexjaa (QeHoMeHa Ha

JIATEPATYPOLICHTPU3Ma B pyCKaTa TpaaulMsl M poOJiATa HA MUCATENsl KaTo



MOpaJje€H aBTOPUTET U “Ipopok”’. COMKEHUIIMH CE MPEBPBIIA B MPOIBIKUATEN U
HOBaTOp Ha KJIAaCHMYECKUsl pealu3bM, KOHWTO CbhbueTaBa JIOKyMEHTajHaTa
JIOCTOBEPHOCT C pEJUruo3Ho-¢puiocodcka IbIOOYMHA UM OKa3Ba IMPSKO
BB3JICUCTBHE BBPXY OOILIECTBEHOTO ch3HaHUe. HeroBoro TBopuecTBO 0000111aBa
apamatnyHusg onuT Ha XX BEK, WHTETPUPANKH JIMYHOTO CTPAJaHUuE H
UCTOPUYECKATA AMET, U Ch3aBA HOB XYJI0KECTBEH CUHTE3 MEKy TPAIULIAATA
Ha JloctoeBcku m Tomcron. Taka aBTOpBT ce yTBBpXkKIaBa KaTo ,,IIMCATEI-
MPOPOK*, YUETO CIOBO (PYHKIIMOHUPA HE CAMO KAaTO €CTETHUECKH aKT, HO M KaTo
€TUYEeCKa U UCTOPUYECKAa MCTHMHA, HACOUYECHA KbM pa3KpUBAHE HA YOBEIIKATA

CBITHOCT U ChIIPOTHUBA CPEIILYy UICOJOTUUYECKUTE AehopMaIiu.

1.3. ABTOpCKaTa KaHpoBa CTpaTerusd: Pa3ka3bT cpemy moBeCTTA.

Pa3ka3bT KaTO MHKPO-€MOC U KAHPOBUTE IPAHUIM HA KPATKATA Mpo3a

Baxna >xanpoBata ctparerust Ha Anekcanabp CoikeHuluH mpe3 60-te
roguHu Ha XX BEK € MPEeXoAbT My OT Mallla0HU enuuecku (popMu KbM KpaTkaTa
npo3a. To3um mpexon He € MNpocTo (GOopMaIHO ChKpalllaBaHEe, a OCh3HAT
XYJI0O)KECTBEH M300p, MPU KOWTO pa3kazbT C€ YTBBPXKIAaBa KaTo ‘“MUKpoenoc”,
croco0OeH Ja moodepe Isia UICTOpUYEecKa ernoxa B paMKUTe Ha enuH AeH. Haii-
ApbK TpPUMEpP € MIHPBUAT My IMyOnukyBaH paska3 “Egun nen na UBan
JleHrncoBUY”, KOWTO TPAJULIIMOHHO CE€ Bb3IPUEMA KaTO MOBECT, HO CaMHUsl aBTOP
ro pasriexjaa Karo paska3. F3ciaeaBaHeTo mnogyepTaBa 3HAYEHUETO Ha
aBTOpCKaTa >KaHpOBa KiacuuUKaIUs W pasriexaa pasauyad (GopmMu  Ha
KpaTkaTa Mpo3a — OT KJIACUYECKUTE pa3Kas3u, mpe3 “pa3ka3uTe OT JIBE YaCTH , 10
KpallHaTa »>KaHpoBa KOMIIPECHUSI B JIMPUKO-PMIOCOPCKUTE MUHUATIOPU

“CuTHEXU”’, KOUTO PEAYLIHPAT BPEMETO 10 MUT HA JyXOBHO MPO3PEHUE.

Bropara uwact mpociensBa redHe3rca Ha ‘“‘HoBarta mpo3a’ Ha COJHKEHUIINH
9
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CBbpP3aH C KIIIOYOBHA MHUT” KaTo HCTOPHUYCCKN MW TBOPUYCCKHU IIPCIOM.

Pasrnenanu ca TBOpueckuTe M MyOJUIIMCTAYHU CHAOM HAa peauiia paskasu,



TSAXHATa BPb3Ka C PEATHU MPOTOTUIH U TPYJHOCTUTE NPU MyOJIMKYBAaHETO UM B
yCIIOBUSITA Ha LeH3ypa. B 3akimoueHue TEKCTHT H3BEXKAa MeTadopara 3a
“3pBHIETO” KaTO CUMBOJI Ha YCTOMYMBOCTTA HA YOBEIIKATA UIACHTUYHOCT U
UCTUHATA, YTBbpPXKAaBalKK pa3Kkaza KaTto ¢opma, crmocoOHa J1a KOHLEHTPUpPA U

npeaaac I[’BJ'I6OKI/I HCTOPHUYCCKHN U MOpPAJIHU IMOCJIaHHA.

1.4. Pa3kasure ot aBe 4actu (90-Te roaMHH) — HOB €CTETHYECKH

NPOYUT HA TOTAJTUTAPHOTO BpeMe

HoBusT ’kaHpoB MojAell B KBbCHOTO TBOPYECTBO Ha AJEKCaHABP
ComxeHUlIMH — pa3Ka3u OT JIBE€ YacTH - Ca MHCTPYMEHTHT, C KOWTO aBTOPHT
paBu 3aJbJ00YEH €CTeTUYECKH M (UIOCO(PCKH MPOUYUT Ha TOTaJTUTapHATa
enoxa. Ta3u CTpykTypa He € mpocTo ¢dopmaiHa, a OTpa3siBa Pa3MOJIOBEHOTO
Ch3HAHUE HA YOBEKA, ITOCTABEH B TPYJHU KUTEUCKU ycloBus. B paskasute ce
npocieasBa MopaiiHata AedopMaliys Ha JIMYHOCTTA 10J] HATUCKA Ha UCTOPUSITA,
KaTO TE€POUTE YECTO ca MOKa3aHW B PA3JIMUHU €Talu OT >KUBOTA CH WJIM 4Ype3
napane’aHu cha0u. COKEHULIMH C€ CTPEMHU KbM OOEKTUBHOCT M M30ArBa
JTUPEKTHA MOpaJIM3aTOpCKa OIICHKA, KaTo U3Clie[Ba ‘‘TparuvHus u300p” u
[leHaTa Ha Kommpomuca cbc cbBectTa. Ilpumepu karo XykoB (“Kpurnunum
BpemeHa”) u EktoB (“Ero”) moka3BaT Kak HCTOPUYECKHTE OOCTOSITEICTBA

IMPOMCHAT YOBCIIKHA XaPAKTCP U BOIAT 4O BbTPCIUICH pas3Iial.

EauH OT OCHOBHUTE aKUEHTH € BbpPXY YHHUBEPCAIHUTE MOpPATHU
npoOJeMu M Tparu3Ma Ha TEepoOUTe, KOUTO TyOAT CBOATAa CBHIIHOCT 4Ype3
nopeauua or komnpomucu. HezaBucumo Janu craBa ayMa 3a MBKE WJIM JKEHH
(“Hactenka”), wiaM 3a NPOTUBOMOCTaBeHM conuannu mno3unmu (“KaiicueBo
CanKo”), BCUYKU TEPCOHAXKM Ca TOCTAaBEHW B CHUTyallMu 0e3 €IHO3HAYHO
npaBuiHO pemeHne. COKEHUIMH MM0Ka3Ba Kak TOTaJuTapHAaTa CUCTEMA BOJU
710 AyXOBHA JIerpajialiysi, COLIMAlIHA anaThsi U UCTOPUYECKA CTarHalus, B KOSTO

BPEMETO CsKall Crupa. B ChIIOTO BpeMe aBTOPBT YTBBPKJaBa HACATA, 4



AyXOBHATa YCTOI\/'I‘H/IBOCT N BJAPHOCTTA KbM MOPAJIHHUTE MLNCHHOCTH Ca
CAUHCTBCHUAT IIbT KbM CbXPAHSABAHC Ha JIMYHOCTTA. Taka pasKasuTe OT IBC
YaCTU MUBIBIHABAT W HPABCTBCHO-IIOYYHUTCIHA (1)}’HKHI/IH, HaCod€Ha KbM

OCMHUCJIIHC Ha MUMHAJIOTO U KbM H36opa Ha YOBCKa B YCJIOBUATA HAa HATHUCK.

1.5. KanpoBara npupoaa Ha “CurtHexkurte”: Jlupuko-puiaocodpckara

MHHHATIOPA KATO KOHIEHTPHPAH M3Pa3 HAa CBETOrJieAa

“CutHexutre” ca JUPUKO-QMWIOCOPCKH MHUHHUATIOPH, B  KOUTO
ComKeHMIIMH TIOCTHra KOHIICHTPHUpAH U3pa3 Ha CBOsS CBETOIJIEA 4pe3
JAKOHUYHU W METaQOpUYHM MUHHATIOPH, CTOSAIIM Ha TpaHUIaTa MEXIY
noe3usita U npos3ara. Ce3aaleHH B JABa PAa3jIM4YHM NEPUOAA, TE3U TEKCTOBE
OTpa3sBaT YCTOMUMBOCTTa Ha (opmara KaTo CPEACTBO 3a H3pa3siBaHE Ha
“Hen3pa3uMoTOo”’, KaTo (PUKCUPAT €IUHUYHU 00pa3u U AYXOBHU MPEKHUBSIBAHMUS,
OPOTHUBOIIOCTABAIM C€ HA HCTOPUYECKOTO BpEME U  TOTAJIWTApHATA
NEUCTBUTENHOCT. “CHTHEXHUTE” BB3CTAHOBSIBAT BPB3KATA MEXAY YOBEKA,
npupoaaTta u bora, npeBpbIIaiKu Ch3EPLAHUETO U MAMETTAa BbB BHcIIA (hopma
Ha CBIIPOTUBA U AYXOBHO CIIACEHHE, KATO €JHOBPEMEHHO OCBILECTBIBAT IPEXOJ
OT JINHEWHOTO BpeME KbM MHIa Ha Mpo3peHue. B TAX aBTOpOBUAT riac €
JUPEKTEH W H3NOBEACH, YTBBPXKAABAUKM WJIEUTE 32 CaKPaJHOCTTA Ha
npupoAaTa, 3Ha4YEHUETO Ha IMaMeTTa M yCTOWYMBOCTTA Ha YOBELIKaTa Jayuia,
KOETO TH MpEeBpbhIIa B CBOCOOPA3eH IyXOBEH 3aBET U KIIOUYOB EJIEMEHT OT

I1JIOCTHATA JKaHpOBAa CUCTCMaA Ha COJ'DKGHI/II_[I/IH.

II. AHTPONOJIOrMYHHU ACTIEKTH B TBOP4ecTBOTO HAa COJI’KeHUIIUH.
TumoJiorusi ¥ eBOJIIOIMA HA repos B KpaTtkure ¢gopmMu
2.1. IIporoTHIH M XyA0:KeCTBEHA KIaCH(PUKALMA HA EPCOHAKMUTE:

JIluTepaTypHUST TNl U HEroBaTa OUTHIHA OCHOBA



Kareropusta ‘“repoil” B JuTeparypara oOII€ OT aHTUYHUA €M0C
o00O3HauaBa UEHTpaHUA o0pa3 Ha YOBEKAa, HWJACAIM3UpPaH HOCHUTEN Ha
KOJIEKTUBHUA LIEHHOCTU M UCTOpUYecKH onutT. C pa3naJaHeTo Ha FEPONYECKUS
€M0C W HaBJIM3aHETO Ha peajii3Ma HACTBIIBA ChIECTBEHA TpaHchopMalus —
repoy cTaBa BCSKO JAEHCTBALIO JIMIIE, BKIIOUYEHO B XYJ0KECTBEHATA JIOTUKA Ha
Tekcta. B ymreparypara Ha XIX—-XX Bek Bede HE ChIIECTBYBA E€IMHCTBEH
HOCHUTEJI Ha aBTOPOBUS HJEAN, a CUCTEMa OT NEPCOHAXH, KOUTO pa3KpuBaT
Pa3JIMYHM ACTIEKTH HA YOBEIIKOTO CHIECTBYBAHE.

Peanu3sMbT yTBBpAkKAaBa CI0KHU, MHOTOILJIACTOBH XapaKTEepU, KOUTO CE
IIPOTUBOITOCTABAT HA HUIEATA 34 €AHONOCOYHA Hiaeann3anusd. B Ttasu Tpaguuus
ComxeHULIMH ce€ sBsBa HacleIHUK Ha JlOCTOEBCKHM, KOWTO mpHEMa, Y€
N300pa3sgBaHETO Ha ‘“‘TIOJOXKHUTEIHO TIPEKPacHUs YOBEK € HU3KIIOUUTEIHO
TPYAHO. 3aTOBA MPHU HETO T'EPOAT € €THOBPEMEHHO COLUAIHO ONPEAECIEH “TUIl
U JTyXOBHO aBTOHOMHA “‘UHJMBUAYAJHOCT , KOSITO HAIXBBPJS CXEMara Ha
€IHO3HAYHOTO U300pakeHHe.

KitouoBa ocobenoct B moetnkata Ha COJDKEHUIIMH € JTOKYMEHTallHaTa
npupoja Ha repos. IlodTm BCekM MEpPCOHAXK MMa peajieH MPOTOTHUIl, KOETO
u3pas3siBa CTpeMexa KbM ‘“KU3HEHaTa mpaBaa”. ABTOpbT obaue He ce
orpaHu4aBa 10 OuorpaduyeH Tmpepaska3, a HU3BBPIIBA XYJI0)KECTBEHA
JECTUIIALIMS, MPEBPBIIANKYA KOHKpPETHATa JIMYHOCT B YHUBEpcajeH o0pa3 Ha
YOBEIIKATa YCTOWYMBOCT U MOpaJIHA CHJIA.

Taka MBan IllyxoB ot “Enun aen Ha MBan JleHucoBud” € u3rpaicH
BBPXY pe€ajieH MPOTOTHI, HO C€ MPEBPHIIA B CUMBOJ Ha “€CTECTBEHUS YOBEK
KOWTO oOIensiBa 4Ype3 Tpyd U BbTpEIIHA AWCHUIUIMHA. MaTpboHa OT
“MaTphOHMHATA KbINAa”, CHITO Oa3upaHa Ha peajHa JIMYHOCT, ce TpaHnchopmupa
B 00pa3 Ha MpaBeJHUYECTBOTO U HPABCTBEHATA YCTOMYUBOCT Ha HApoOa.

B paskasute ce oTkposiBa (hyHKIIMOHATHA TUIIOJIOTHS HA TEPOUTE: TEPOii-
CTOMK, TepOM-NpaBeHUK, WHTEIUTCHT B CHUTyallusi Ha MopajeH H300p U

JUPUYECKH Ch3eplaren. Te3W THUIIOBE HE ca TMPOCTO JIMTEpaTypHa



knacudukanus, a u3pa3 Ha eK3UcCTeHUuanaHa Quiocodus, cropen KOSTO
“XxapakTepbT Ha repos € cha0a” — BbTPEIIHATA €TUYECKA CTPYKTypa OMpeAesist
MOBEJACHUETO My B UCTOPUUYECKUTE OOCTOSATEIICTRA.

ComxeHHIIMH HACTOSIBA 32 BbPXOBEHCTBO HA MCTHMHATA B JINTEpaTypaTa
(1 HEe caMo0), KaTo caM 3asBsBa, Y€ HE BUXKJa MO-BUCIIA 3a/Jada OT ToBa “Ja
ciyxu Ha peanHoctta”’. B HoOGenoBata cu peu Toil dopmynupa MopamHUs
LIEHThp Ha TBOpUYeCTBOTO cu: “EnHa qymMa UCTHMHA LieNUsd CBAT 1€ HajBUE”
(Comxenunus, 2008:338).

B  XynoxecTBeHus  CBAT Ha  aBTopa SICHO C€  MpOsBsIBa
MPOTUBOIIOCTABSIHETO MEXKAY CEJICKHM M HMHTEJIMICHTCKUA THUIl Ch3HaHue. ToBa
IPOTHUBOIIOCTaBAHE € HE CaMO COLUAIHO, HO U (uUiI0ocohcko — TO OTpassiBa
pa3IMYHA  MOJIEIM HAa  MHCJIEHE, TOBEJECHWE ©  OTHOUIEHUE KbM
neucTBUTENHOCTTa. JIBeTe rpymu ca CBbpP3aHU EIUHCTBEHO 4Ype3 OOIIHs
UCTOPUYECKHA KOHTEKCT HA HACUJIMETO M COLMAIIHUTE KATaKIU3MH.

Cenckure repou — IllyxoB, Marpeona, 3axap Kamuta — ca BbTpemHo
3aTBOPEHU, NMPAKTHYHH M OPUEHTHPAHW KbM oueisiBaHe. Hanpumep Ilyxos
Pa3MHUIILISIBA HAJI )KMBOTA B CEJIOTO CH U MpPHUEMa CBETa Mpe3 OUTOBU KAaTErOPUU
(Comxennnun, 2023:5). Te pgeiicTBaT upe3 TPyA W UHTYHUIMS, a TPYABT €
OCHOBHA (popMa Ha TIXHOTO ChIIECTBYBAHE.

Nutenurentute, HapoTUB, Ca TUHAMUYHU, PEDIECKCUBHU U OPUCHTUPAHU
KbM HUJEU U MOpadHu u300pu. Te 4ecTo MpeXuBSBAT BHTPEUIHU KOHQMIUKTH
MEXKy MIE0JIOTUs U Ju4Ha cbBecT. KakTo ce BWkIa mpu JeMTeHAaHT 30TOB U
JIPYTH MEPCOHAXKHU, TAXHOTO MHUCJIEHE € HACOYEHO KbM TOJIEMU UCTOPUYECKU U
dunocodcku 1enu, a He KbM OMTOBOTO OLIETISIBAHE.

B 3akmouenue cucremarta ot repou npu COKEHUIIMH C€ OCHOBaBa Ha
ChUYETAaHUE MEXAY HMCTOPUKO-OMorpaduuHa JOCTOBEPHOCT U XYI0KECTBEHA
00001eHOCT. A KpaTkuTe (POpMH ca WICaTHU 3a Ta3u IeN, Thid KaTo CaMHST
aBTOp MojyepTaBa, 4€ B TAX “Moxe na ce BMmecTH MHoro” (Ilamamapuyk,

1991:12). Upes Tazu noeruka CODKEHUIIMH U3TPpaXkaa CBST, B KOMTO UCTUHATA,



JIM4HaTa cwx6a H UCTOpHUYCCKATa PCAIHOCT CC€ CJIMBAT B CAMHHA XYyA0KCCTBCHA

CTPYKTYpa.

2.2. YcrouyuBocT M ouneasBaHe. Mogeau Ha TrepouM3bM U

anTurepousbm. ['epon B jlarepHaTa u ceJICKaTa npo3a

B xynoxectBeHara cuctema Ha COJDKEHULIMH KaTEropusTa “repousbMm’
NpeThpIsiBa paJvKaiHa TMPEOLEHKA. ABTOPHT CH3HATEIHO CE€ OTKa3Ba OT
UJICOJIOTUYECKUS TIaTOC HAa ChBETCKATa JIUTEpaTypa U MpeHacouBa BHUMAHUETO
KbM CKpUTUTE (POPMU HA MOPATHO OIlesisiBaHe. [ epOUYHOTO IIPHU HETO HE € aKT
Ha CaMOXKEepTBa B UMETO Ha UJEOJIOTHATA, a €XKEAHEBEH, YeCTO HEBUIAUM TPY]
0 CbXpaHEHHE Ha ‘“kuBara nayma’ . Taka repou3sMbT CE€ HU3MECTBA OT

HY6JII/ILIHOTO KbM BBTPCHIHOTO U3MCPCHUC HA YOBCIIKOTO outwe.

B wucropuko-mureparypeH 1minaH ~ CoOJDKEHUMUMH  HacinedsBa W
TpaHcopMHpa aHTUYHATA MPEACTaBa 3a TEPOUYHOTO KAaTO ChUETAHUE Ha
CMEJIOCT, U3PBKIUBOCT U camoxkepTBa. [Ipe3 XX Bek obaue ce HabmogaBa
IIPOLIEC HA JETepOM3alMs, NP KOMTO MOAEPHUCTUYHATA JIUTEPATYpPa MOCTABS
110l CbMHEHHME BB3MOXKHOCTTA 33 XapMOHHUsS MEXIYy XYMAaHU3bM M aKTUBHA
nerictBeHOCT. B To3u koHTekcT CoipkeHunuH U [1I0710X0B MpPEeoCMUCIST
repon3Ma KaTo CBUIECTBYBAHE B EKCTPEMHH, HO ‘‘HETEPOWYHU CHUTYAIlUH,

KbACTO YOBCKBT OLICIIsIBA YPC3 MOpAJIHA YCTOﬁqHBOCT.

IlenTpanna 3a COJDKEHHULIMH € HJAETa, Y€ TeposiT HE € CBPBXUYOBEK, a
“ycToiiunB 4oBek’ . Jluteparypara My ce€ KOHILIEHTPUpPA BBpPXY BBTPEIIHATA
ChXPAHEHOCT Ha JINYHOCTTA B YCJIOBUS HA TOTAJIHO OTXBBPJISIHE OT OOILIECTBOTO.
JlarepbT ce mpeBpbIlla B MPOCTPAHCTBO Ha MOpajieH u300p, a ,,HEBUIAUMUSAT
MOJABUT Ha “MaJIKMg YOBEK CE€ M3JUra J0 YHUBEPCAJIECH MOJEI HAa YOBEIIKO

JIOCTOUHCTBO.



O6pazpr Ha MBan [lenuncoBuu IllyxoB e KiIOYOB MpuUMEp 3a Ta3u
KOHUENMsA. Tol OJULETBOpsABAa JCITHUYHOTO OLEJISBAHE, MNPU KOETO
JIOCTOMHCTBOTO CE€ ChXpaHsIBa Ype3 MAJIKH, HO YCTOMYMBO MOPAITHO MOBEJICHUE.
ToBa nmoBeneHue ¢ popma Ha “HEBUIUM IMPOTECT CPEIIy CUCTEMaTa, a TPYIAbT

CC IIPCBpbIIA B CK3UCTCHIIMAJIHA OII0pAa.

OT ronsiMo 3HaYeHue € BhTPEIIHMUAT eTHUeH Komnac Ha [1lyXoB, KOWTo e
IIPENaeH Yype3 IPUBHUIHO HE3HAYUTEIIHU JECHCTBHS — OTHOLIEHUE KbM XpaHaTa,
YBAKEHUE KBM TPYyJa M CbXPAHCHUE HA JIMYHA JUCLUIUIMHA. T€3U JKECTOBE

(yHKIMOHUPAT KATO 3alllUTa CPENLy AerpagalusaTa Ha YOBEIIKOTO.

B xeHckuss oOpa3 Ha Marprona CoOKEHHIIMH pa3BUBa JyXOBEH
€KBUBAJICHT Ha JIATEPHUS CTOMLM3BM. T € ompeneseHa Karo “rnpaBeqHuua’,
YUITO JKUBOT € Oelsi3aH OT CTpajaHue, HO M OT BbTpelHa yuctora. HeitHoTo
CBHILIECTBYBAaHE CE€ OCHOBaBa Ha OE3KOPUCTHOCT U CHBECT, a TPYABT MPUI00HMBa
cakpalieH xapaktep. Ts ‘““kuBee B J00poTa M yMHpa OT A00poTa”, KOETO

MpEeBPbILA JUYHATA U ChA0A B HDABCTBEH CUMBOL.

Cpemy Te3u “npaBegHUIIA” CTOM 00pa3bT HAa CHBETCKHUS MHTEIUTCHT,
pEeACTaBEH upe3 JeUTEeHAHT 30ToB. Toil € mpumMep 3a Tpareauara Ha ‘‘yucrara
ChBECT”’, IOJUMHEHA HA UJCOJIorMYecka AorMa. Hal-ChllleCTBEHUAT MOMEHT €
CONTBCHKBT MEXKIY 4YOBEINIKAaTa EeMIIaTUd U CHUCTEMHATa IOJ03PUTEIHOCT,
0000IIeH B MHCHITA, Jadd € BH3MOXKHO CHBETCKM YOBEK Ja HE 3Hae

Cranmunarpan? Taka 1oGpoTo ce MpeBpbhIla B MHCTPYMEHT Ha pa3pylleHUeE.

B pazka3a “3axap Kanurta” ComKeHUINH U3M0J13Ba XyMOP U UPOHUS,
3a Ja u3rpagu obpasa Ha ‘“‘yynaka” KaTo HOCHUTEN Ha HCTOpUYECKa MaMer.
CumBOIBT Ha TOpOara MpUI0OMBA MHOTOIJIACTOBO 3HAUYEHHE — OT 3HAK Ha

OemHOCT 10 “‘CKpUBAjMINEe Ha JHMYHOTO TPOCTPAHCTBO” W HaKpas [0



MUTOJIOTMUEH aTpuOyT Ha masutens Ha KynukoBoro mose. Ts ce mpeBpblia B

3HAK 34 HCIIPCKBCHATOCTTA HA PyCKaTa HCTOPHUYICCKA TpaarILius.

B kbcHUTE pa3ka3u aBTOPHT pa3BUMBAa MOJEN HA MOpajiHa MPUYUHHO-
CIIEICTBEHOCT, B KOMTO HWHIMBUAyalHAaTa CbJ0Aa CE€ BHOUCBA B IO-TOJSIM
metapusnyeH pea. CMbppTTa, mamerra U J€JI0TO MPUA0OMBAT CHUMBOJUYEH
xapakTep — kakto npu “JlscHata kutka” u “Koiko kajnko”, KbAETO JIMYHATa
UCTOpHSI CE€ MpPEBpBLIA B HOCUTEI HAa HPABCTBEHO BB3ME3/IME WIM JTyXOBHA

pexadbunuTanus.

3aKIIIOYUTENHO, B TBOPUYECTBOTO Ha COJDKEHMIIMH IepOU3MBT C€ OKa3Ba
U3MECTEH OT HUJEOJIOTMYECKOTO KbM E€K3UCTEHLUHUAIHOTO u3Mmepenue. Herosure
repou €a X0pa, KOUTO HE aHAIM3HUPAT CBETA, a IO IPEKUBABAT UPE3 “TIPUPOJIHH,
KaTo Y€ JIM JIaJICHU OTBBH MOpPAJIHU NpeacTaBu. Taka ce opopms Xy10KECTBEH
MOJIeN, B KOMTO OIIEJIIBAHETO Ha YOBELIKOTO CE€ MpEBpbhIIa B Hali-BUcIIa popma

Ha TE€POU3BHM.
2.3. ®eHOMEHOJIOTHUA HA JTMPUYECKHA Iepoil B LIMKbJaA “CuTHEKRN”

HukbabT “CutHexn” Ha COJKEHULIMH MPECTABISABA PAAUKAIICH MPEXO/T B
HEroBara AaHTPONOJIOTMYHA M €CTETHMYECKa IEePCHEKTHBAa, MPHU  KOMTO
JMPHUYECKUAT TEPOM C€ U3TErNs OT COUMATHO-UCTOPUYECKATa KOHKPETHKA KbM
“nosiero Ha yucrtata (HEHOMEHOJOrusi”. AKO B MO-PAHHHUTE MPOU3BEACHUS
repouTe ca MOTOIEHH B JIarepHaTa U COLIMAIIHATA PEATHOCT, TO TYK CE MOsBABA
reposIT-Ch3epUaTesl, KOUTO ChIIECTBYBA EAUHCTBEHO YpPE3 aKTa HA Bh3IIPUEMAHE

Ha CBCTa KaTO AYXOBHO CBUACTCIICTBO.

JlupuueckusT repoit B ,,CuTHE)KUTE™ HIMa Kilacudecka ouorpadus, a ce
KOHCTUTYHpa KaTo “IyXOBHO OKO”, KOETO pa3uuTa 3HauuWTe Ha O6utuero. Tou
(GyHKUMOHUpPA KaTO TOCPEIHUK MEXKIY BPEMEHHOTO U BEYHOTO upe3

(l)eHOMeHOJ'IOFI/I‘-IHa HACO4YCHOCT Ha CB3HAHUCTO, KOATO CC OIpcaAcisi OT



“uHTeHIIMOHANHOCTTA” (Xycepia). B To3u cMHUCHJI HAOIIOIGHUETO ce MPEeBPbHIIA
B €TUYECKHU aKT, YPE3 KOUTO C€ M3BIMYAT HPABCTBEHH MCTUHU OT MpHUpojaTa U

HCTOpHUATA.

B mMuHuatiopute reposT nocTura Hal-BHCOKa CTENEeH Ha cB00Oja, KOSATO
HE € COoIlMajHa, a OHTOJOTUYHA. TS ce MposBsiBa KaTo ‘“‘COCOOHOCT Ja Auiia’,
KbJICTO JUIIAHETO € TBKJACCTBEHO Ha MOJUTBAaTa M Ha CaMOTO MPAaBO Ha
ChIIleCTBYBaHe. B TO3M KOHTEKCT ce (opMmMupa KIo4uoBaTa Hies, Y€ CMUCHIBT

Ha )KMBOTA € XapMOHHMITA ¢ OUTHETO, a He TToOeaTa HajJ IPYTHUTE.

Kanpoo “CuTHERUTE” TMPEACTABISIBAT MUHUATIOPHM C IpPEIEHa
JTAKOHUYHOCT, B KOUTO C€ Ha0roaBa “mpomMexayThuHa hopmMa MEXIy CTUXa U
npo3ata” (Jlorman, 1972). Te ce xapakTepusupaT ¢ KOHIEH3alUs HA CMUCHJIA U
CIMBaHE Ha aBTOpPOB M MoBecTBoBaresieH rnac. Kakro orbenszBa Crpyse,
“e3UKbT € MapaJoKCalieH: TOW € €IHOBPEMEHHO “IpOCT’ U PATUKAIHO “HOB”

(Ctpyse, 2014:107), koeTo nmoguepTana “HENPEBOJUMOCTTA’ HA JKaHPA.

LUKBJIBT € CTPYKTypHpaH B JBa OCHOBHM TBOpuYecku mepuona (1958—
1963 u 1996-1999), xouto oOXBamaT pa3IuYHU €TalK OT KUBOTA HA aBTOpA —
oT jarepHus onuT a0 ¢unocodckata paBHocMmeTKa. OOIMUAT KOPIMyC OT
TPUAECET W JABE MUHHUATIOPHM (YHKUMOHUpPA KaTo “mb3en’, KOWTO H3rpaxkiaa

ISJIOCTEH 00pa3 Ha pycKarta Jyllla U UICTOpUYecKaTa chaoa.

B kmrodoBu TekcToBe kato ,Jumane u ,,JIuctBeHHIa® ce yTBbpIKIaBa
CEeTUBHO-pUI0CcO(CKa MOETUKA, B KOSITO JAMINAHETO € ,JyXOBeH X0, a

IIpUpoIaTa ce NPEBPHIIA B OIVIEJAI0 HA YOBEIIKATa yCTONYUBOCT.

MununaTtiopute kato “3noBpeneH miesen’, “bpsactoB npHep” U “OrbHIT
M MpaBKUTE  pa3BUBAT €THMKA HA CHIPOTHBATA U IMAMETTA, KbBJETO 3JIOTO €
OHTOJIOTMYHA J1aJICHOCT, a J0OpOTO — mocTosiHeH TpyA. PuHanmHaTa dopmyna

“U Ha BCEKU KMB YOBEK MY € ITO3BOJIEHO CAMO HETOBUS TPY[ M HEromara jaymia’”



(Comxenunun, 1998:564) koHlleHTpUpa UaeATa 3a JUYHATA OTTOBOPHOCT KaTo

eIMHCTBEHA (hopMa Ha TyXOBHA CBOOO/A.

B kbcHHUTE MUHHMATIOpU c€ YTBbpXKAaBa ¢uiocodusaTa Ha 3anesa,
MOJIUTBAaTa U CTapOCTTa KaTo MpocBeTiieHue. [[uKbIbT 3aBbpIlBa ¢ CaKpaIHU
TeKkCcToBe Karo ‘“MosmTtBa” U “MonutBa 3a Pycuga”, B KOUTO JMYHHUAT U
HalIMOHAJHUSAT riac ce ciauBar. B 3akimodyenue “CuTHexu” ce ONMpeAesisiT KaTo
“Hali-KOHIICHTPUPAHOTO H300pakeHne Ha Mb3ena COJDKEHHUIIMH, KBIETO
“BCSIKO KbCUE CHABPKA B cebe cu 1suata Pycust — ¢ HeWHUTE IIbPKBH, JIarepu,

npupoa u oonka”.

2.4. IlapanokcepbT “cB00OAa-HECB000AA” B paska3uTe “BeaukaeHcko

KPBCTHO mecTtBue” n “/IsacHara ppka” oT ColsKeHMIMH

TBopuecTBOTO Ha Aslekcanabp COKEHUIIMH, TOTJIEIHATA [IPe3 Ipu3MaTa
Ha (yHaameHTanHus (GuIoco(CKU MapaJokc MexIy cBoOoaa W HecBoOoAa,
[IOCTaBsl aKLUEHT BBPXY IYXOBHOTO M3MEPEHHE HA YOBEIIKaTa WJIECHTUYHOCT B
YCJIOBHSITAa HAa TOTaJUTapHa cuctema. ABTOpbHT nojaueprana, ye COJDKEHULMH,
KaTo ,,MOpaJieH IPOPOK* Ha pycKara JuTepaTypa, IpoAbJDKaBa TpaJAuLMATa Ha
KJIAaCMYECKMsI POMAH U C€ U3MPaBs Mpej IujieMara Jajiu JyXbT OcTaBa CBOOOIEH
B YCJOBMATA Ha “U3KPUBEHOTO TOTAIUTAapHO BpeMe. Tasm nuinema ce
IOpeBpbhIla B OCHOBHA OC HA WMHTEpIpETalisi Ha HETOBUTE KpaTKu (opMU —
pa3zkazutre u “CHUTHEXUTE”, KOUTO BBIPEKU CBOSI 00EM HOCHT HM3KIIOUHUTETHA

dbunocodcka 1 HpaBCTBEHA AbJIOOYHMHA.

Ot npyra crpaHa ce pasriexnaa OuorpaguyHOTO U HUCTOPUUYECKOTO
dopmupane Ha TBOpuecTBOTO Ha COJDKEHMIIMH, M3TPAJEHO B KOHTEKCTAa Ha
JarepHUs ONMUT W ChBETCKaTa PEMpPEeCHBHA CHCTeMa. BBIPEKH BBHHITHATA
HECB00O/1a, aBTOPHT Pa3BHUBa BHTPEIIHA JYXOBHA aBTOHOMHOCT, KaTO CaMOTO

MYy TBOpPYECTBO C€ paXxJga KaTo aKT Ha CbIIPOTHBA. KmarouoB MoOMeEHT ¢



nyosmkyBaneto Ha “Enun nen Ha MBan JleHncoBu4”, KOWTO MOCTaBSl HAYAJIOTO
Ha €IMH KOPEHHO pa3JIMueH IMepuoj B pyckaTta nuteparypa. [loguepraBa ce u
ujesTa, 4e HecBoOojaTa Ha Jiarepa IapajoKcajlHO IPOHHMKBa B odHIIMaIHATA

KyJATYypa, MPEeBPBIIAKU c€ B CPEACTBO 3a HEMHOTO MOPAITHO OCBOOOXK/IaBaHE.

AKIIEHTBT € BBPXY pazkazutre “BelukIeHCKO KPbCTHO IIECTBUE U
“JlsicHaTa ppKa” KAaTO XYyJ0KECTBEHU MOJEIINA HA MPOTHUBOMOCTABSIHETO MEX]Y
dbopmanHa cBoOosa M JyXOBHA HecBOoOOga. B Tsax ce pasriexnaa oubieiickara
KOHIICTIIIHS 32 CBOOOaTa, BKIIFOYBAIIA “CBOOOIA OT rpexa”’, “cBoboaa OT 37IUTe
cun’”’ U “cBoOojia oT 3akoHa”. OCOOEHO CUITHO € MPOTUBOIOCTABIHETO MEKIY
BBHITHO CBOOOJHHUTE, HO JyXOBHO OrPaHMYEHH Xopa U  (PU3UYECKH
OrpaHUYEHUTE, HO BHTPEIIHO cBOOOAHM JIMYHOCTH. HecBobona B cBoOOgaTa U

CB06OI[aTa Ha H€CBO6OILHI/IH CC IIpCBpbIIAT B OCHOBCH XYIAOXKCCTBCH H

¢punocohcku OKCUMOPOH.

B 3akmrouenue ce yTBBpKIaBa, ye€ B TBOpPUYECTBOTO Ha COIHKCHUITMH
KaTEeropuuTe CBOOOJA M HECBOOO/JA HE ca MPOTHUBOIMOCTABEHHM MEXAHUYHO, a
oOpasyBar cioxHa Quiocodcka cucTeMa, CBbp3aHa ¢ BspaTa, CTPAJAAHUETO U
JyXOBHOTO olefisiBaHe. Oco0eHo MmoKa3aTeeH € U3BOJbT, Y€ “UCTUHCKUST BKYC
Ha >KMBOTa C€ ycCellla B MaJKOTO’, KOETO 0000IaBa uiesita 3a BbTpEIIHAaTa
cB00OJIa KaTO Haif-BHCIIAa (OpMa Ha YOBEIIKO ChIECTBYBaHE. B To3u cMucha
CoKkeHHWIIMH ce SBsBa HE CaMO IHCATell, HO W JTyXOBEH MHTEPIPETATOp HA
YOBEIIKaTa yCTOWYMUBOCT, YMHTO aHTAarOHU3bM MEXIy CB0OOO/Ia M HECBOOOIa

OoCTaBa HCIIPEXOACH B CBECTOBHATA JIMTCPATYypa.

2.5. I'epoSAT-UHTEJIMICHT U MOPAJHUAT U300P B I'PAHMYHU CHUTYALHH

qpe3 CMUCDHJAA HA KePTBATA U UICTUHATA

COKeHHUIIMHOBHUSI MHTEIUTEHT € (Urypa, KosITO MPEThPIsSBa IHIOOKA

OHTOJIOTMYHA TpaHc(opMalus B yCIOBHUATAa HA UCTOPUUYECKA U HUJEOJIOTHYECKa



HecBOOO/Ia. 3a pas3iuKa OT KJIacUYeCKHsl pycku uHTenureHT oT XIX Bek, To3u
TUII Tepoil He ce ompezensa upe3 pedieKcHsl U MacCUBHOCT, a upe3 JCHCTBHE B
IPaHUYHHU CUTYyalluM, B KOUTO HMHTEIMIEHTHOCTTA CE€ MPEBPBIIA OT COLMAIEH
cTaryc B ernyecko Opeme. CBoOonata ce€ MHUCIM KaTO Ch3HATENEH OTKa3 OT
KOH(GOPMHU3BM U “CTAAHOCT’, MPU KONTO MHAMBUABT CUMBOJIUYHO “ymHpa” 3a
CUCTEMaTa, 3a Ja 3ala3u BBTPEIIHOTO CH JOCTOMHCTBO. IlapanenHo ¢ ToBa
WHTEJUTCHTHT NPUI00MBA HOBA POJIA Ype3 cperiaTa Cu ¢ ““HapojHaTa mpaBnaa’,
KBJIETO MpecTaBa Aa ObJe MPOCBETUTEN OTBUCOKO M CE€ MPEBPHILA B HOCUTEN U
U3pa3uTe]l HAa AaBTEHTUYHUS MOpAJEH ONUT Ha OOWKHOBEHHUS YOBEK,

OCbh3HABalKM, Y€ UCTUHCKATA CBO0O/Ia MUHABA MPE3 CMUPEHUE U ‘‘3a3eMsIBaHE”.

OcBeH TOBa MHTEIMICHTBT € HOCHUTENI Ha €3MKOBA M HCTOpHUYECKA
CBIIPOTHBA CpPEILy HJIe0JIoTHYeCcKaTa Ibxa. Upe3 6opbara ¢ “HoBoroBopa” Tou
BB3CTAHOBSIBA CMUCHJIA HA TYMHUTE U 110 TO3M HAYMH Bb3CTAHOBSBA MTAMETTAa HA
HauuATa. VIHTENEeKTyalTHUAT akT ce NMPEBPhIIA B TYXOBHO IPOTUBOJECUCTBUE, B
KOETO CJIOBOTO MMa cujaTa Ja pas3pyllaBa TOTajJuTapHaTa CHCTEMa H Ja
CbXpaHSABA HWCTHHATA. [[ON'BIHUTENHO, WHTEIWICHTHT € NPEACTaBEH KaTo
aCKeTHUYHA W MOPAJHO NUCHMIUIMHUpaHa ¢urypa, OIM3Ka 1O MOHAIIECKUS
MOJIEJI, 3a KOSITO 3HAHHWETO € ABJI, & HE NPUBWIIETHS, U KAaTO HMCTOPUUYECKU
CBHJIETEII, YMATO MHUCHS € J1a CbXPAaHM MaMETTa 3a JKEPTBUTE Ha pernpecunre. B
KpaiiHa cmeTka cBoboaara npu CODKEHUIIMH Ce OCHLIECTBSIBA KaTo CBOOOa Ha

HCTHUHATA.

2.6. Cucremaruszanus Ha CosrxeHUuLHHOBHUTE repou: Tumosioruunu

MOa¢/IN

CucreMaruzanusTa Ha TE€pOMTE B TBOPUECTBOTO Ha AJIEKCaHIbP
CopKeHHIIMH U3MCKBA MPEX0]T OT KOHKPETHOTO JIMTEPATYPHO HAOIIOJCHUE KbM
U3TPaXKJIAaHETO Ha IJIOCTEH AHTPOMOJOTUYEH MOJEN, B KOUTO o0Opa3ute ce

pas3riiciKaaT KaTo CK3UCTCHIWAIIHA PCAKIIMH Ha TOTAaJIMTapHaTa I[GﬁCTBHTGJ'IHOCT.



B T031M KOHTEKCT repouTe HEC (I)YHKHI/IOHI/IpaT KaTo ColuaJIHM THIIOBC, a
KaTO HOCHUTCIIM Ha PAa3JINIHU CI)OpMI/I Ha YOBCIIKO IMOBCACHUC CIIPAMO MCTUHATA,
BpPCMCTO U MOpAJIHUA I/I360p. OCHOBHOTO pa3rpaHUvdICHUC CC U3TrpaKaa OKOJIO
OTHOIIICHUETO KBM ‘“‘€THYECKHS a0COJIOT’ | Ha4dynHa, IIO KOWTO JIMYHOCTTA

CbXpaHsiBa HOCTOﬁHCTBOTO CH B YCJIOBHATA HA HGCBO6OI[a.

[IbpBUAT KIIOYOB TUN € NMPaBEIHUKBT, MPEACTABEH 4pe3 (PUrypu KaTo
MatpboHa, Ipu KOUTO 10OPOTO € UMAHEHTHO U HE CE€ HYXJae OT palliOHAIHO
o0ocHoBaBaHe. Te3u repou (QPyHKIMOHUPAT KAaTO MOpaJiHAa OC Ha CHCTEMaTa U
OJIMLIETBOPSIBAT “‘OHTOJIOTMYHA CBOOOAA”, MpoM3THYalla OT OTKa3a oOT
OpUTEXaHUEe W TNpUBbp3aHOCT. BTopusar Tun e croukbr-ouensBan] (MBan
HenucoBuu IllyxoB), npu KOWTO cBOOOJATa ce peanu3upa ype3 yCTOMUHUBOCT,
TPYL U CTpaTerusTa Ha “‘MaJKUTE CTBIKH . TpPETUAT TUIl € HWHTEIUTICHTBHT,
KOWTO MNpeMHHaBa Ipe3 MpoLec Ha caMOpe(IeKCUs W WHTEIEKTyaleH OyHT
Cpellly JIbXKaTa, KaTo Heropara cBoOOJa ce MposiBsIBa B Ch3HATENIHUS M300p Aa

3alla3u BbTPCIIHOTO CH I[OCTOﬁHCTBO, A0pH C IICHAaTa Ha CTpadaHHUC.

Oco0eHO MSICTO 3aeMa JIMPHUCCKUAT ch3epuaren (UKbIbT “CuTHexH”),
KOWTO CHHTE3Upa ONUTA HAa OCTAaHAJUTE TUIIOBE W TO MPEBPHINA B JyXOBHA
WMHTEpIpEeTalys Ha cBeTa. 1ol M3MbJIHIBA (QYHKIIMATA HA “TyXOBHO OKO”, Upe3
KOETO CTpaJaHueTo ce TpaHChOpMHpa B CMHCHI, a MaMeTTa — B ISUIOCTHA
MetaduznyHa UcTopus. B 3akitoueHue ce moauepraBa, Y€ BCUUYKH THUIIOBE Ca
B3aMMOCBBP3aHU M 00pa3yBaT €IMHHA CUCTEMA, B KOATO MHTEIUTEHTHT CE€ YUH
OT MpaBeAHUKA, CTOMKBT OCUTYpsSIBA YCTOMUUBOCT, & CH3EPLATEIISIT OCMUCIIS
IPEKUBSHOTO KaTO MyXOBEeH mpoiiec. Kakto ce oTdens3Ba B TeKCTa, “cBOOOIaTa
WM HecBOOOJaTa Ha TE3W TeporM € HEW3MEHHO CUTyHpaHa B KOHKPETHU
br3UYECKH U BPEMEBU T'PaHUIM, KOETO HACOUBA KbM IO-HATATHIIICH aHAIU3 Ha

KaTCrOPpHUHUTC HA BPpEMETO U IIPOCTPAHCTBOTO.



B no-HararpumiHaTa aHTPOIIOJIOTMYHA NEPCHEKTUBA WHTEIUTEHTBHT IIPU
CoypkeHUIIMH ce OIpenens Karo “AyXOBEH MOCT MEXIy CypoBaTa JlarepHa
peasiHOCT U MeTadu3nuHaTa UCcTUHA . HeroBara cBoboza 3amouBa ¢ oTKaza ot
MaTEpUAJIHO CIIACEHME W C€ YTBbPXKJAaBa 4Ype3 MPOTUBOIIOCTABIHE Ha
UJEOJIOTHYECKAaTa Jb)Ka, BKIIOUMATEITHO 4Ype3 “‘€3MKOTBOPUYECKH 3aHUMaHUs
KOUTO Bb3CTAaHOBABAT UCTMHHOCTTA HA JYMHTE. B TO3M CMHCBHI UHTEIUTECHTHT
Ce€ IPEBpPHIIA B UCTOPUUYECKH CBUAETEN U HOCUTEN HA MMAMETTa, KaTO HEeroBaTa
ocHOBHa (QYHKIUS € 1a pa3kaxke lMcTuHara, KOSTO HUKOW HE MOXE Ja OTHEME

HJIKX U3I'OpPH.

III. Iloeruka Ha BpeMero. XPOHOTONHM TpaHchoOpMaUMU U

MeTa(u3N4YHU U3MepeHusi B KpaTtkurte popmu Ha Co/KeHHMIIUH

3.1. BpeMeT0 KaTO OHTOJIOTMY€H OMOHEHT HA YOBEIIKHS JyX.

JlarepHoTo Bpeme cpeily 40BeIIKHA TyX

PasrnexxmaHeTo Ha €BOJIIOUUATA HA TEPOUTE — OT NPABEIHULIUTE H
CTOUIIUTE 10 WHTEIEKTYyaJlUTEe-CBUACTEIN — pa3KpuBa, Y€ TIXHATa Cha0a U
MOpaJI ca HEPa3pUBHO CBbP3aHU C UCTOPUKO-TIPOCTPAHCTBEHUTE KOOPANHATH, B
KOuTO chiecTByBar. CBoOoAaTa U HECBOOOJAaTa HA JyXa HE C€ MPOSIBSIBAT B
aOCTPaKTHOCT, a ca ONpeAeIeHU OT PUThMa Ha JIArEPHOTO BPEME U CI'bCTEHOTO
BpeMe Ha ucTopuyeckute karactpopu. B Tto3u cmucwa ananu3bsT Ha CybOekTa
HEeU30eKHO BOJIU J0 M3CJICBAHE HA HEroBaTa OUTHUIHA cpelia, KbIETO BPEMETO
U TPOCTPAHCTBOTO CE€ MPEBPHINAT B AaKTUBHU Mojenupamu ¢GakTopu Ha

JIJMYHOCTTA.

entpanmna B TBopuecTBOTO Ha COMKEHUIIMH € KOHUEMUMITa 3a
BPEMETO KaTO OHTOJOTUYEH MPOTUBHUK Ha YOBELIKUS ayX. JlarepHOTO Bpeme €
BpeMe Ha MOBTOPEHHUETO W 00€37MYaBaHETO, B KOETO “yTpe” € WACHTHYHO C

“mHec”, a JMYHOCTTa C€ pa3TBapsd B MexaHudeH purbM. Cpenry To3u



ACTCPMHUHHNU3BM IMUCATCIIAT IIPOTUBOIIOCTABA aKTa Ha IMaMeTTa U CBUACTCICTBOTO,
HpeBmeaﬁKH TBOPYCCTBOTO CHU B OIIMT 34 BB3CTAHOBJABAHC Ha aBTCHTHYHATA
HCTOPHUYCCKA UCTUHA U ,,IIaMCTTa HA Hapozxa“, KOATO CC sBsBAa HCI'OBA BbPXOBHA

CK3HMCTCHIMAJIHA 3aJa4a.

B aBTroOMOrpaduuHus U Xy10)KECTBEHUS MY CBSIT BPEMETO CE MUCIIHU KaTO
“mpuMKa”’, KOSATO 3acTpallaBa YOBEHIKOTO chulecTByBaHe. lloraiiHocTTa Ha
CUCTEMaTa € MHTEPHpPETUPaHa KAaTO ONUT 3a OHTOJOTMYHO 3aJMYaBaHE Ha
MCTUHATA U MOJMSHA Ha UCTOpPUYECKATA MMaMeT. B TO3M KOHTEKCT MHCAHETO CE
MPEBPHILA B €K3UCTCHIIMAJIEH aKT Ha ChIIPOTUBA — OIUT Ja c€ “U3BajJu riaBaTa
OT MpuUMKara’ M Ja C€ Cb3/aJe CaKpaJlHO BpeMe, HEMOJBJIACTHO Ha

HACOJOTNICCKH KOHTPOJI.

B narepaute paskazu u “CutHexute” BpeMeTo (yHKIMOHUpPA KaTO CUJIA,
KOATO €IHOBPEMEHHO paspyllaBa M M3NUTBA 4YoBeKa. ['epoum karo lBan
JlenncoBuy, MaTppoHa WM JIPYTH “TIpaBEAHULM OLEJISIBAT 4Ype3 BBTPEIIHA
YCTOMYMBOCT, MPEBPBIIANKN €XKEIHEBHOTO CHIIECTBYBaHE B (popmMa Ha THX
nporect. Kakro ce nmoaueprasa, jarepHaTa peaJlHOCT IIOPAXKAA CBAT, B KOMTO
“yTpe” € MOBTOPEHHE Ha “IHEC”’, HO UMEHHO B Ta3W MOBTOPSIEMOCT CE pa)xaa

YCTOﬁqHBOCTTa Ha YOBCIIKHA OYX.

Uctopuyeckoto BpeMe — BoeHHuTe roaunu, [YJIAI' wunm
PAHHOCBHBETCKATA IEVCTBUTEIHOCT — ITOKA3Ba YOBEKA B CUTYAILUsl HA €KCTPEMHU
Mopanay u3muTanns. I'epou karto ITasen Exros, Hopka YKykoB nmm AHaTonmi
Bo3nBukeHcKkH ca MoOCTaBeHM Iped  KOH(IMKTAa MEXIy JHMYEeH Mopa,
UJCOJIOTUYECKH HATHCK W HCTOpHuYecka HeoOxoaumocT. B Te3m ycnoBus
OLIETISIBAHETO YECTO U3UCKBAa KOMIIPOMHUCH, HO HE OTMEHsI BbTpelIHaTra 6opba 3a

CbXpPaHsABaHC Ha YOBCHIKOTO ﬂOCTOﬁHCTBO.



Oco0eHo 3HaYeHHe MMa MOTUBBT 332 MHTEIUTCHIIUATA KaTO CBUAETEN Ha
pasmnajia Ha [eHHOCTHUTE cuctemMu. OOpa3u kato Bo3aBmkeHCKH MOKa3BaT Kak
HOBOTO BpeME MPOHUKBA BHB BCHUYKH cPepu — axkajJeMU4Ha, CeMeWHa u
CoIMaJIHAa — MPEBPBHUIANKA UHTEIUICHTA B KEPTBA Ha UICTOPUUECKUTE MPOIIECH.
Bbnpekn ToBa ocTaBa BB3MOYKHOCTTa 32 MOpPAJIHO OLENSBAaHE, Makap M Ha

[ICHaTa Ha TCKKU BbTPCITHU KOMIIPOMHCH.

TBopuectBoTo Ha  CODKEHUMIMH  NPEICTaBs  BPEMETO  Karo
(dyHIaMeHTalleH MPOTUBHUK M CHIIEBPEMEHHO KaTO MPOCTPAHCTBO 332 MOPAIHO
m3nutanve. He3zaBUCHUMO OT HMCTOpUYECKUTE AePOopMalvy, YOBEIIKHUAT IyX
3amas3Ba CIOCOOHOCTTa CHM 3a YCTOMYMBOCT, MaMe€T U ChIpOTHBa. Taka
MACATEISAT CE€ YTBBPKAAaBa KAaTO “IOCTOSIHHA BEJIMYMHA — aBTOP, KOWTO 4Ype3
CBUJETEJICTBOTO CH MPEBpbILA JUTEpaTypaTa B opMa Ha JyXOBHA ChIPOTHBA

Cpelly HCTOPUIECKOTO 003 THYaBaHe.

3.2. [IpoekumsaTa HA CCBCTEHOTO M “BcechbOMpPAaIo” BpeMe KaTo

HOBATOPCKH NMMOXBAT B PasKa3uTe Ha COJI)KCHI/IIII/IH

“CrecTeHoT0” W “BcechbOupanio” BpeMe € HOBAaTOPCKH  MOXBaT B
paskasute Ha Anekcanabp ComxeHunrH. OCHOBHAa XapakTEpUCTHKA Ha
HEroBaTa MOETUKA € HEMPEKbCHATOTO PEAyBaHEe Ha MUHAJIO M HACTOSALIE, KAKTO
Y BMBKBAHETO HA PETPOCHEKIIMHU, KOUTO HapyIllaBaT JIUHEHHOCTTa HA BPEMETO.
Kakto cam aBTOpBT OTOENsA3Ba: “dOBEK MMa HEOIEHUMO BEPEH MOMOIIHHMK U
TOBa € BPEMETO M “KOrato BPEMETO € CHUJIHO CI'bCTEHO, TO TOraBa Hau-
OTYETIIMBO CE€ M3pa3siBaT XapaKTEPUCTUKUTE Ha JEUCTBUATA M JuLaTa’”
(Comxenunun, 1997:274). VIMeHHO uype3 Ta3u KOHIEIHIMUS BPEMETO Ce
MPEBPBIIA B CTPYKTYPEH U CMUCIIOB LIEHThP HA OBECTBOBAHUETO.

B “Enun nen Ha MBan JleHHcCOBHY” JarepHOTO BpEME € MpPEACTaBEHO
KaTo €JIHOBPEMEHHO 3a0aBeHO M YycKopeHo. Pa3ka3bT ce u3rpaxzaa KaTo

penyBaHe Ha (parMeHTH, B KOWUTO JpeOHHM JCHCTBUS CE€ pa3TsAraT, a Ielu



nepuoau ce cbkpamanaT. OcoOEHO MOKa3aTeIHO € OMUCAHUETO Ha JIAarepHOTO
exenHeBue: “Karo MaxHem ChHS, JJATEPHUKBT KHBEE 3a ce0e CH caMO THS
JeCeT MHUHYTHM CYTPUH Ha 3aKycka M IO MeT Ha o054 W Ha Beuepss’
(Comxenunun, 2008:33). To3u puThM IpeBpbIla Jarepa B “TyHesl Ha BpeMETo”,
B KOMTO BHHITHOTO UCTOPUYECKO BpEME I'yOu 3HAUCHHUE.

CoiDKeHUMIIMH  W3MI0JI3Ba  NpUHLOMIA Ha  “‘CrbCTABaAHE” U KaTo
KOMIIO3UIIMOHEH MOJIEN, PU KOUTO eAuH AeH OT kuBoTa Ha [IlyxoB oOxBaiia
CMMBOJIMYHO Iisu1aTa My Npuchaa. Pa3ka3bT 3amouBa cTporo Bpemeso: “B mer
yaca cytpuHta” (Comkenunus, 2008:21), a 3aBbpiiBa ¢ Gopmynara: “TakuBa
IHU B npuchaata Ha VBaH JleHrcoBUY OsiXa TpU XWIISIU IIECTCTOTHH METAECCET
u tpu”’ (Comxenunun, 2008:171). Taka neHsaT ce mpeBpbila B YHUBEpCATHA
MsIpKa 3a YOBEIIKHUS )KUBOT, & BPEMETO — B HOCUTEI Ha €K3UCTECHIIMAIHA TEXKECT.

B “MarproHnHaTa KbIIa® BPEMETO CE€ pPas3rpblla KAaTO HCTOPUYECKA
BEpTUKAJa, B KOSATO JIMYHATA Chl0a C€ MpEIIuTa C HAIMOHAJHATa HCTOPHS.
Hauvannara touka “nstoro Ha 1956 r.” 3amaBa paMkaTta Ha MOCTCTAIIMHCKOTO
“pa3MpazsiBaHe”, a OCTaHaJIUTE BpPEMEBU Mapkepu (“‘TpuiiceTTe TOIUHU,
“geTupuaeceT W MbpBa’, ‘‘deTUpPUHANCETa TOJMHA) U3rpaXIaT UCTOPUYECKA
naHopama Ha pyckata tpareAusi. OcoOe€HO 3HAaUMMU ca TPUTE KIOYOBU JATH —
1914, 1941 u 1956 r., KOUTO MapKUpaT OCHOBHU UCTOPUYECKU KaTakiu3Mu. B
TO3M KOHTEKCT BPEMETO “‘€KCIUIOAUpPA B JATH , MPEBPBIIANKNA CE€ B HOCUTEI Ha
HallMOHAJIHATa MaMeT.

CeplllecTBEH MOXBAT € U TEMIIOpAjIHATa PEJIATUBHOCT, MPU KOATO KPaTKU
MOMEHTH TpUI00MBAT HM3KJIIOYUTETHA TexecT. I[IpeOuBaBanero Ha Wrnatuu
npu MaTpbOHa OKOJIO €4Ha rOJANHA € CMUCIOBO U3MECTEHO OT MOCIEAHUTE TPU
yaca rpeau HelHaTta cMbpT. Te3u Tpu yaca ce MpeBphIlaT B “MHUKPO-XPOHOC”, B
KOMTO c€ KOHIIEHTpUpa LIEJIUAT MOpajeH CMHUCHI Ha pa3kasza. [lo To3u HauuH
ComKeHHUIIMH M3rpaka MOJeN Ha “BcechOUpario Bpeme”’, B KOETO JTUYHOTO U
UCTOPUYECKOTO CE CpellaT B €1Ha TOUYKA Ha €K3UCTEHIIMAIHA UCTHHA.

B “Cnyuaii nHa cranums KoueTroBka” CrbCTE€HOTO Bpeme (DYHKIIMOHHpA



KaTo MEXaHU3bM 3a pa3KpHBaHE Ha MopaiHa rpeuika. JleiictBueTo € puxcupaHo
B “Te3M €CEHHU [IHM Ha JBaiceT M 4yeTBbprara roaumHuHa” (CoOJLDKEHUIIUH,
2023:87), xaro ce nperurar 1917 u 1941 r. Bpemero e pasneneHo Ha JBe
yacTM — IMbpBaTa, JUHAMUYHA U AJMUHUCTpaTHBHA, W BTOpara, OaBHO
KOHIICHTpUpaHa B pa3roBopa Mexay 30ToB W TBeputuHoB. MIMEHHO B Ta3u
BTOpa 4YacT BPEMETO C€ “CrbCTsiBa” A0 KPUTHUYEH MOMEHT, KOHTO BOJAU [0
ChJA00HOCHA TPEIIIKa.

[Tpu CopkeHUIIMH BpEeMETO He € (OH, a aKTUBEH CTPYKTYPEH MPUHIIAIT Ha
MoBeCTBOBaHHETO. To Moxke Ja ObjJe enmu4ecko, KOHIICHTPUPAHO WIH
UJICOJIOTUYECKH Je(popMHUpaHO, HO BHHArM HOCHU €THYEH CMHCHJI. KakTo
MOKa3Ba CPABHEHUETO MEXKIY TEKCTOBETE, ‘‘BCECHOMpAIIOTO Bpeme” MOXKe Ja
0bJIe KaKTO MPOCTPAHCTBO HA YoBeMIKO HocToHCTBO (LllyxoB, MarpboHa), Taka
1 Ha MopainHa katactpoda (30ToB). Taka aBTOPHT yTBBPKAaBa BPEMETO KaToO

OCHOBCH HOCHUTCII HAa HICTOPHUYCCKATAa U HPpAaBCTBCHATA UCTHHA.

3.3. lIpupoanoro u 6uTHlHOTO Bpeme. CMMBOJINKA HA CTYy/aa, Jeaa u

CE€30HMUTE KaTO XyA0:KECTBECHN MapKeEpH

B xymoxectBenuss cBiAT Ha AuekcaHabp COKEHULIMH BPEMETO CE
OCMMCJISI KATO CETHBHA M MOPAJIHO HAaTOBapeHa KaTEropus, KOSITO ce€ MpOsBIBa
Hall-sIpKO upe3 MpHUpOAHUTE sABJIeHUs. JlarepHOoTO Bpeme (yHKIMOHHpA KaTo
MHCTPYMEHT Ha HACWJIMETO W MNOJYMHEHHUETO, I0KATO TMPUPOJIHHUAT LUK
NpeCTaB/IsiBa aJITEPHATUBEH €3MK Ha OUTHETO, upe3 KOMTO ce pa3KpuBa IMO-
IbJIOOKA UCTUHA 32 YoBeKa. CTyAbT, IEbT, CE30HHUTE MPOMEHU U PUTHMBT Ha
JEHOHOILIMETO C€ NPEBPBHIIAT OT KIMMATUYHU JAJECHOCTH B XYJ0KECTBEHU
MapKepu Ha YOBEIIKaTa W3APHKIMBOCT, MOpaJHUA H300p M BBTpEIIHATa
cBoOoa. Taka ce popmupa crnenupudHo OUTUHHO BpeME, B KOETO IIPUPOJIaTa €

HC IIPOCTO (I)OH, d dKTUBCH YYAaCTHHK B U3I'PAXXKAAHCTO HA CMHCDHJIA.



B neHTbpa Ha Ta3u NOETUKA CTOU UAESTA 3a IPUPOAHUTE E€IEMEHTU KaTo
HOCHUTEJHM Ha €K3UCTEHIMAIHU U CUMBOJHU 3HaueHus. CTyasT B ,,EnuH 1eH Ha
WBan /lenucoBuu* € mpencTaBeH KaTo OHTOJOIMYHA IpaHMLa U MeTadu3nyHa
CHJIa, KOSITO M3MMTBA YOBEKA U IO U3IPABsI PEJ ChUTHOCTHOTO HA OLENISBAHETO.
JlenbT cuMBONIM3Hpa “3aMpb3HANIATA UCTOPUS W CTAaTUKaTa Ha TOTAJIMTApHATA
CUCTEMA, JOKaTO HErOBOTO MPOITyKBaHE 0003HayaBa Bb3MOKHOCTTA 32 JYXOBHO
U UCTOpUYECKO ‘“‘pa3mpassiBaHe”. Ce30HHTE — 3UMa, MPOJIET, JATO U €CEH —
ouepTaBaT UMKbJI HA U3MHUTAHUE, KaTap3HUC, KPATKO OOJIEKYCHNE U PABHOCMETKA,
KaTo BCAKO OT TE€3U BpEMEHa HOCH cHelu(pUYHA €THYECKa M E€K3UCTEHIIMAHA

byHKIHS.

Ha nuBo xynoxectBeHa ¢uiocoduss COMmKEHUIIMH TPOTUBOMNOCTABS
MPUPOIHUSI KOCMUYECKH pell Ha MU3KYCTBEHO HAJOXXEHMS JIarepeH W IbPrKaBeH
pexuM Ha BpeMe. J[CHOHOIIHUSIT PUTHM, CIBHIIETO W METEOPOJIOTMYHUTE
MPOIIECH CE€ SIBSIBAT MO-BUCII aBTOPUTET OT aJMUHUCTPATUBHUA I'paduK, KaTo
Taka ce YTBbpKJaBa HJiesITa 3a IpupoaaTa Kato Chaus U Na3uTesl Ha UCTUHATA.
BATBpBT, CE30HUTE W KIMMATHYHUTE IPOMEHU E€IHOBPEMEHHO pPa3KpHUBaT
KPEXKOCTTAa Ha YOBELIKOTO CHIECTBYBAHE M BBb3MOKHOCTTA 34 COJIUIAPHOCT U
JIyXOBHO o1lejisiBaHe. B To3u cMuchsa “XpoHOCHT HA mpupoaaTa’” ce oKa3pa Io-
cuieH oT “XpoHoca Ha JbpKaBaTa’, a IMPEKUBSIBAHETO HA CTyJa H
IIMKJIMYHOCTTa Ha BPEMETO MNPHI00MBA M3MEPEHHETO Ha CBoeoOpa3Ha

CCTCCTBCHA TCOJIOTHS Ha OLCIABAHCTO U CIIACCHUETO Ha AyIlarTa.

3.4. Kaiipoc cpemy XpoHoc. MursT Ha npo3penuero KkbM BeuHocrra

B ,,CUTHe:xXHMTE"

BB dunocodckara Tpaguims BpeMeTO CE OCMHCIS 4Ype3 JBE OCHOBHH
kateropun — XpoHoc u Kalpoc. XpoHOCHT mnpeAcTaBisiBa JMHEHMHOTO,
KOJIMYECTBEHO U Pa3pPYLIUTEIHO BpEME, KOETO MOAYMHABA YOBEIIKUS KUBOT HA

HCIIPCKbCHATaA  HCTOPHUYCCKA  IIOCIICAOBATCIIHOCT, JOKaTo KaﬁpOCLT €



KaueCTBEHUSAT “OJIarONPHUSATEH MUT”’, B KOMTO C€ pa3KpHUBa JyXOBHA UCTHUHA U CE
OCBIIIECTBABA MPOOUB KbM BeuHOCTTA. B 1uksbna ,,CutHexu’ Ha ComKEeHUIINH
Ta3u OMO3UIIMS € OCHOBHA CTPYKTYpPHA OC, KaTO JINPUUYECKHUSAT Iepoi € MOCTaBEH
B HAIIPEKEHUETO MEXIY MOTHCKAIIOTO BpEME Ha CHUCTEeMaTa U Bb3MOXKHOCTTA

3d BHC3AITHO IMPO3PCHUC, KOCTO 00e3CcMHuCIIA HaTpyIIaHOTO CTpaJdaHHUC.

XPpOHOCHT ce CBBP3BA ChC 3aTBOpPA, JarepHaTa CUCTEMa U UCTOpHYECKaTa
IPUHYAA, KOWTO PEAYLHPAT YOBEUIKOTO CHIIECTBYBAHE A0 HW3TOLIUTEIIHA
MIOCJIEIOBATEIHOCT OT cTpaAaHue U KoHTpod. Cpenry Hero cton KailpochT kato
“BEpTHUKAIHO BpeMe”’, KOETO NMPEKBCBA Ta3H JIMHUSA U OTBApsl IMIPOCTPAHCTBO 3a
JIyXOBHO OCBOOOXIeHue. B munmatiopu karo ‘“‘/lumane” TO3M MOMEHT ce
MPOSIBSIBA Ype3 OOMKHOBEHU JEHCTBUS, IPEBbPHATU B CAKPAJIHU MPEKUBIBAHUS
— HampuUMep AMILAHETO Moj Ib(Hasa A0BbJIKa, KOETO C€ OCMMCIS KAaTo akT Ha
BBb3BpbIlaHe Ha cBoOomata. Ilo To3u HauuH Kpatkute Gopmu Ha “CuUTHENRN”

(yHKIMOHUPAT KAaTo “IpOoOMBU” BBB BPEMETO, B KOUTO BEYHOCTTA HAXJIyBa B

JACIHUYIHOTO.

[Ipuponara, TUIIMHATA U TBOPUYECKUSAT AKT Ca OCHOBHHTE MEIUATOPHU Ha
Kaiipoca B nmksbia. Te mo3BonsiBaT Ha reposi Ja HU3J€3€ OT XPOHOJIOTMYHATa
00yCIJIOBEHOCT U JIa c€ JJOKOCHE JI0 HETOABU)XHO, Ch3EPLATETHO BpEME, B KOETO
ce pa3KkpuBa CMUCBHIBT Ha OuTHETO. COKEHUIIMH TPOTHUBOIOCTaBA Ta3H
BbTpEIIHA BEYHOCT Ha MOJIepHATa 3a0BbpP3aHOCT, B KOATO YOBEKHT OCTaBa
3aTBOpeH B XpoHoca 0e3 BB3MOXKHOCT 3a ayXoBeH npobuB. Taka “Curnexun”
YTBBpXKJaBa HUEATA, Y€ UCTUHCKATa CTOMHOCT HA YOBEIIKHUS >KUBOT HE CE
U3MEpBa Ype3 HeroaTa MPOIBILKUTEIHOCT, a 4ype3 MuroBere Ha Kaiipoc, B

KOHUTO CC OCBIICCTBABA CPCIaTa ¢ BCHHOCTTA U CC IIPCOA0JIABA HCTOPHUICCKOTO

BpEME.



3.5. ITametTa KaTO “He3a0paBeHOTO BpeMme”. PojiiTa HA MMHAJIOTO B

H3rpaxKIaIaHeTo HA 6’])Ilell_[eTO cropen COJ'DKeHI/IHl/IH

B TtBOpuecTBOTO Ha Anekcanabp COJDKEHHMIIMH MaMeTTa CE MUCIU HE
KaTo IMAacHBHA IICHXOJIOTHYECKA CIIOCOOHOCT, a KAaTO aKTUBHAa OHTOJOTHYHA
KaTeropuss — ‘‘He3a0paBEHOTO BpeMe’, KOETO Ce€ IPOTHUBOIOCTaBS Ha
MOJMTHYECKOTO 3aJIMYaBaHE W HJCOJIOTMYECKATa aMHe3us. B CBAT, B KOUTO
BJIACTTA CE€ CTPEMHM Jla IPEHANMCBA UCTOPUSATA U J1a Ch3/laBa ‘XaoC U aMHE3Hs
maMeTTa ce MPEeBphINa B (popMa Ha CHIPOTHBA M €TUYECKH WMIIEpATUB. Ts
BH3CTAHOBSIBA XPOHOJIOTUYHATA M MOpajHa ISUIOCT HA OUTHETO W BpbIlA Ha
YOBEKa MPUTEKAHUETO HA HErOBOTO BpeMe. B TO3M CMHUCBHJI MOMHEHETO € HE
caMO TIO3HaBaTEJEH aKT, HO M MOpajHa MO3UIIMs, Ype3 KOSITO C€ 3alluTaBa

HNCTHUHAaTa CPCIly 3a6paBaTa U MaHUITyJIaluyATa.

B “CurHexute” M pa3kazure TNaMeTTa c€ MpOosiBSIBA KaTo JIMYEH,
NPUPOJEH U KYyJITypeH apxuB. Ts ce 3aJeiicTBa OT CETUBHM CTUMYJIH U
ChXpaHsiBa HE MPOCTO CHOUTHS, a TAXHATA €TUYECKA CBHIIHOCT, MPEBPBhUIANKA
MHUHAJIOTO B HUB IUIACT Ha Hactosmero. [Ilpupomata QyHKIMOHHMpPa KaTo
“OMOJIOTUYEH apXHWB™, KOWTO Ma3u CIAEAUTE HA UCTOPHUATA OTBBJ YOBEIIKATa
LEH3ypa, JI0OKaTO €3UKbT ChXpaHsiBa ‘“MopanHusi koa Ha Pycus” u ce
POTUBONOCTABS HA UICOJIOTMYECKHUS “‘HOBOTOBOP”. B TO3M KOHTEKCT MmameTTa
CBBP3Ba MOKOJEHUSATA W MPEAOTBPATABA HMCTOPUYECKOTO MPEKHCBAHE, KaTO
OpeBpbhIIa WHAWBUAYAJIHUS >KUBOT B YHHUBEpPCAJEH IPUMEP U HOCHUTEN Ha

CMHUCBIJI.

Kpaiinara @ynknuss Ha namerta npu COJDKEHUIMH € W3KYIUTENIHA U
€K3UCTEHIMAJHA: TS MO03BOJSBAa KaTap3uC 4pe3 IMPHU3HABAaHE Ha BHUHATAa,
U3rpakaa MOpaIHOTO ObJelie U YTBbp)KIaBa Bpb3KaTa MEXKIY MMHAJO,
HacTosIIe U Obaenie kKaTto “BpeMeBa BepTukana”. [lamMerra ce mpoTUBONOCTABS

Ha pa3pymIMTETHUs MOTOK Ha XpPOHOCa, KaTo (UKCHpa IIEHHUTE MHUTOBE BBHB



“BeuyHocTTa” M TM NpEeBpbhIa B OCHOBA HA CMUCIICHO ChIllECTBYBaHe. Taka Ts
CTaBa OKOHYATEJIHO JOKA3aTEJICTBO 32 HAJTMYUETO HA CMUCHI — “OpersT’’, KOUTO
ChXpaHsiBa CleIUTEe HAa OUTHETO, U (PYHIAMEHTHT, BbPXY KOWMTO MOXKE Ja ce

HU3rpaayd 40BCIIKA U UCTOPHUYICCKA LIATIOCT.

3.6. Tunosiorn4yeH MojeJl HA TEeMIOPAJHHUTE PEKMMHU B KPATKHUTE

popmu

B kpast Ha u3ciieIBaHeTO HA MOETUKATa HA BPEMETO B TBOPYECTBOTO HA
ComKeHUIIMH c€ JocThra A0 0000IIeHa TUIIOJIOTUS Ha TEMIIOPaTHUTE
ChCTOSIHUSI, KOSITO TIOKa3Ba Kak (Qu3ndeckoTo Bpeme (XpoHOoC) ce
TpaHchopmupa B 1yXoBHO npexuBsiBane (Kaiipoc) win B uctopudecka mamer.
Bpemero ce mpeacTtaBs He KaTo CTaTWUYHA BEJMYMHA, a KAaTO JUHAMUYHA
CHUCTEMa, B KOSATO IMaMeTTa (PYHKIIMOHHWpPA KAaTO IIEHTPAJICH OpTaHU3HMpAaII]
OpUHIMI. B TO3u MoJien pa3auyHUTe TEMIIOPATHU PEKUMH CE€ MPEIUIUTAT, KaTo
MmaMeTTa CBBpP3Ba  MHTHOBEHOTO  TPEXKHUBABAHE W  HCTOpHYECKaTa
MPOIBDKATEITHOCT B €MHHA CTPYKTypa Ha YOBENIKATa MASHTUYHOCT. Taka ce
nojuepTaBa UaesATa, 4e “TIoeTuKaTra Ha BpEMETO ce MPEeBpbhIa B HHCTPYMEHT 3a

MIPEOAOJIIBAaHE HA NCTOPUYECKUS IETEPMUHUZBM .

[lo-HaTaThIIHUAT aHAIW3 pa3sKpUBa Bpb3KaTa MEXAY BpPEMETO U
AQHTPOIIOJIOTMYHUSA MOJEJI Ha TIepos, Karo ce IoAYepTaBa, Y€ BPEMETO B
XyZoxecTBeHUs CBAT Ha COJDKEHUIIMH € “)KMBa Cpela’’, 3aBUCUMA OT ETUYECKHS
n300p Ha cyOekTa. ['eposIT He € MacuBEH HOCUTEN HA UCTOPUUYECKU IPOLECH, a
aKTUBEH yYaCTHHUK, KOMTO MOe Jja TpaHC(opMuUpa MPEKUBSIBAHETO HA BPEMETO
— Ja ro “crecTsABa’ WK “‘pasmmpsBa’. B Tasu mepcnekTuBa pENpECUBHUSAT
XpOHOC Ha JlarepHara CHCTEMa Ce€ IPOTHBONOCTaBs Ha BB3MOXKHOCTTA 3a
IYyXOBHO MPOOMBaHE KbM CMHUCHJI M BEYHOCT, KOETO M3pa3sBa JHaJEKTHUKATa

MEXIy UCTOpUYECKA MPUHYAA U JTUYHA CBOOOA.



Tunosorusita Ha TepOUTE KOHKPETHU3UpPA PAIWYHUTE MPOSIBICHUS Ha
BPEMETO: CTOMKBT-OLEIABAIL )KUBEE B PENPECUBHUA XPOHOC, KaTO MPEBPbHIIA
OIICJISIBAHETO B CMUCIIOBA CTpATErvs Upe3 MaJIKUTE MO0e M Ha BCEKUIHEBUETO;
WHTEJIMTCHTHT-1a31UTEI Ha ITAMETTa ChIIECTBYBA BbB BEPTUKAIA MEXY MUHAJIO
M HacToOsIIe, KBICTO ‘“KHMBEC B IIOCTOSHHO CHOTHACSHE Ha HACTOAIIATa JIBbXKa
KbM MHUHajJaTa MCTUHA ; JUPUUECKUST Ch3epuaren aoctura ao Kakipoca kato
dbopMa Ha W3BBHBPEMEBO TyXOBHO MPEKUBSIBAHE; a HAPOJHUAT IPaBEIHUK
obWTaBa NUKIMYHOTO TPUPOJHO BpeMe, KOETO IO Tmpeamna3Ba oOT
pa3pylLIATEIHATA CUJIa HA UICTOPUYECKOTO. Te€3u MOJEIU MOKa3BaT, Y€ BPEMETO

BHHAIru € TACHO CBbP3aHO C CTHUYCCKATA IO3HUIUA Ha YOBCKA.

B 3akimodyeHue ce moadepraBa, Y€ MPOCTPAHCTBOTO M BPEMETO IIPHU
ComKeHMIIMH ca HEpa3pUBHO CBBpP3aHHU, KAaTO JIArepbT, CEIOTO U JTyXOBHUTE
TOIIOCH TMPEACTABISIBAT PA3JIMYHU BBIUTBIICHHAS HA TEMIOPAIHH PEKUMMU.
OCHOBHUSAT U3BOJ €, Y€ BPEMETO HE € MPOocTO (OH HAa CHOUTHATA, a ETUYECKH
U3MUTATENIEH MEXaHW3bM, 4Ype3 KOWTo ce ¢opmupa snmyHoctTa. Kakro ce
IIOCOYBA B TEKCTA, “CBOOOJATA CE€ OKa3Ba He reorpad)cko, a BpEMEBO MOHATHE —
TS € CIIOCOOHOCTTA Ja MpUTEXKaBalll CBOS. MUT U CBOSITAa mameT”’. B To3u cMuChII
[IOETUKATA HAa BPEMETO IIOTBBPXKIABA XPUCTUSAHCKATa AaHTPOIIOJIOTHS Ha
CokeHNIMH, B KOATO YOBEKBT € PAa3MbHAT MEXAYy XPOHOCAa HA UCTOPUATA U

Kaiipoca Ha BeuHOCTTA.
3akioueHue

Hacrosiioro wu3cnenBane BbpXy KpaTkuTe (GopmMu Ha AJIeKCaHIIbp
CoipkeHUIIMH ~ J10Ka3Ba, Y€ HErOBOTO TBOPYECTBO M3IpaxkJa LSAJOCTHA
AHTPOIIOJIOTMYHA W OHTOJOTMYHA CHCTEMA, B KOSTO JMUTEparypara
(YHKIIMOHMpa KaTo JYXOBHO CBHJIETEJICTBO M MHCTPYMEHT 3a pa3KpuBaHE Ha
Nctunata. Upes ananu3 Ha pa3kasute U “CHTHEXUTE c€ MPOCIEAsIBa MPOUECHT

Ha JACKOHCTPYKIMWA Ha TOTAJIUTAPHUA MOACIT Ha CBHIOCCTBYBAHC MW HCETOBOTO



MPEOCMUCIISIHE B TMOCOKAa M3rpa)KJaHe Ha €THUYECKU YCTOWYUB ‘“‘HOB YOBEK .
[lenTpanna ponst 3aema (urypata Ha Teposi, YAATO THUIOJOTHS — OT OLEJISUI
CTOMK JI0 HapoJeH IMpaBEeJHUK — pa3KpuBa XyMaHUCTHYHATA OCHOBA Ha
aBTOPOBUSI CBST W YTBbpXKJaBa HJEATa 32 BH3CTAHOBSIBAHE Ha LSJIOCTHATA

YOBEIIKA JIMYHOCT Ype3 OOIIHOCT OT MOPAJTHU OTUTH B U300PH.

Oco0eH aKUEHT B W3CIEIBAHETO CE€ IIOCTaBsi BBPXY IIOETUKATA HA
BpPEMETO W TaMeTTa KaTo OCHOBHM OHTOJIOTMUYHU Kateropuu. [lokasma ce, ue
CoKeHMIIMH ~ MPOTHBONOCTABs  pPENpecHBHUs, JiarepeH “XpoHoc” Ha
€K3UCTEHIIMATHOTO, MPUPOJHO BPEME, KaTO MO TO3HM HAYMH MPEBPbHINA BPEMETO
B MOpajJHa KaTeropusi, H3MepuMa upe3 cbBecTTa. ~‘CUTHexuUTe” Ce
WHTEpIIpETHpaT Karto mpocTpancTBo Ha Kaifpoca — mur Ha mnpospeHue u
IyXOBHa CB0OOOJAa, KOWTO HAAXBBPJIL UCTOPUUECKUs NeTepMUHU3BM. [lamerrta
Ce OCMHCIA KaTo €THYECKH HMIIEpaTHUB W MEXaHU3bM 3a ChXpaHsSBaHE Ha
CMUCBHJIA, Ype3 KOUTO (hparMEeHTApHHUSAT OMUT Ce TpaHcHopmupa B TyXOBHO U

KYJATYpHO €IMHCTBO.

JIOBTHATETHO C€ aHAJIM3UpaT MPOCTPAHCTBEHUTE W  E3MKOBUTE
W3MEPEHUS Ha XYI0KCSCTBCHHS CBAT, KOUTO CHIIO UMAT SICHO M3Pa3eH CTHUYCCKU
xapakrtep. [IpocTpaHCTBOTO ce sBSIBA MPOCKIMS HA BHTPEIIHOTO CHCTOSIHHE Ha
reposs — OT OrPAaHWYCHHWETO HA Jarepa J0 OTBOPCHOCTTa Ha TMPUPOTHUS
XOPHU30HT, KaTo MPEMUHABa OT XPOHOTOIl Ha OIEISIBAHETO KbM XPOHOTOIN Ha
cBobOomara. E3ukbT, OT CBOSI cTpaHa, € pasriiefaH KaTo HOCUTEI Ha HaI[MOHATHA
naMeT U CPECTBO 3a Bh3CTAHOBSIBAHE HA UCTMHHOCTTA HA CBETa. B 3akimtoucHue
ce o00o6maBa, 4e kparkute Gopmu Ha COMKEHUIIMH TPEICTaBIISIBAT
KOHIIENTYaTHH siipa Ha HeroBaTa ¢uiocodus 3a YOBEKa, YTBBPKIaBaHKH
uaedaTa 3a JAYXOBEH CYBEPCHHTET M HEMPEXOJHA €THYeCKa CTOMHOCT Ha

JJMYHOCTTA.
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Relevance of the topic

In contemporary humanities, the work of Alexander Isaevich Solzhenitsyn is reinterpreted
differently from its traditional interpretation as political testimony and is considered as a
significant literary and philosophical phenomenon. The relevance of the study stems from the
desire to analyze the way in which the individual preserves his moral and spiritual integrity in
the conditions of historical catastrophe and totalitarian pressure. In this sense, the figure of
Solzhenitsyn is perceived as a key to understanding the relationship between personality,
memory and history in the context of the 20th century.

Solzhenitsyn's work is characterized by a deep ethical and philosophical orientation, in which
the theme of truth, historical memory and resistance to oblivion occupies a central place. The
author transforms the personal and collective experience of the camp system into an artistic

chronicle of the tragedy of the nation, using individual fate as the main perspective for



understanding history. Of particular importance is the specific poetics of time in his work,
where short forms concentrate large-scale existential processes in a limited time period.
The emphasis in the dissertation work is on the author's short forms, in which his concept of
the hero and time is recreated. In them, they embody the stability of humanism and moral
stoicism in the conditions of a "cancerous" era, and time becomes a key artistic and
philosophical category. In this way, the author's work is interpreted as a continuation of the
classical Russian literary tradition in the totalitarian era, while at the same time emphasizing
the need for a new reading of small genre forms as carriers of large semantic structures.
Object and subject of the study
The object of the dissertation research covers a specific corpus of literary texts by
Alexander Solzhenitsyn, defined by the author's genre classification as "short forms". The

scope of the object includes:



* 8 classic short stories (including "One Day in the Life of Ivan Denisovich", considered
according to the author's original definition of the genre);

* 8 stories "in two parts" (late prose from the 1990s);

* 32 lyrical-philosophical miniatures, united in two cycles under the general title
"Krokhotki".

"Adlig Shwenkiten" is deliberately excluded from the object of research, which, despite
its short physical volume, is defined by the writer as a "short story" in genre (Solzhenitsyn,
2006:655).

The subject of the research covers the dynamic relationship between artistic anthropology
(the image of the hero) and the categories of time - historical, existential and metaphysical -
within the framework of the works under consideration. The analysis focuses on the genre-
temporal conditioning, in which the shortened genre volume leads to a “condensation” of

artistic time and the metamorphosis of chronological sequence into an internal spiritual



experience of the character in borderline situations such as camp, war, illness and moral choice.
A typology of the subject in time is developed by classifying the characters (“righteous man”,
“prisoner”, “intellectual”) as different modes of existence, tracing how moral choice transforms
the “closed” camp time into “open” natural time. Particular attention is paid to the evolution of
the chronotope and the transition from the active, surviving stoic to the contemplative, eternity-

oriented subject.

Goals and objectives
The main goal of the dissertation research is to define and analyze the overall anthropo-
temporal model in the short forms of Alexander Solzhenitsyn. The central aim is to reveal how
the specific chronotope of the short forms legitimizes the concept of the subject as a bearer of

ethical memory and spiritual freedom.



To achieve its goals, the research sets the following tasks:

1. Conducting a detailed review of the existing reception and philosophical context of
Solzhenitsyn's work. The task includes refining the categories of "hero" and "time" within the
author's aesthetic system.

2. An anthropological task to classify the main types of characters in the studied corpus
("prisoner/stoic", "intellectual", "righteous") and analyzing their psychological and ethical
profiles.

3. A temporal-analytical task to conduct a detailed textual analysis of the temporal structure

in key stories in both "Sitnezhi" cycles.

4. A diachronic analysis task to compare temporal concepts in the writer's different creative

periods - from the early "camp" prose to the late "two-part" stories and miniatures.

5. A task to formulate final theoretical conclusions about Solzhenitsyn's contribution to the

poetics of the short genre in the 20th century.



Thesis

The central thesis of the dissertation is that in the short forms of Alexander Solzhenitsyn,
an ethical emancipation of the human subject from historical determinism is realized, in which
the hero is not a passive victim of repressive historical time, but an autonomous person, capable,
through moral choice, of transforming imposed external time into an internal, spiritually
sovereign being, thus establishing time as the main ontological antagonist of human essence.
In support of this position, it is argued that the short forms function as a “temporal microcosm”,
in which, through maximum time compression, tension is created between “big history” and
individual destiny; that time in Solzhenitsyn has a dualistic character; that the miniatures reach

a limiting form of chronotope, in which linear time is transcended in a moment of insight and



contemplation; and that memory functions as an “unforgotten time”, through which the moral

subject preserves historical truth and asserts its power over time.

Methodology

The methodological basis of the study is interdisciplinary and combines approaches from
literary studies, philosophy and cultural studies, which is determined by the complex nature of
Solzhenitsyn's text as both an aesthetic and ethical object. The analysis includes a
phenomenological approach, through which the subjective experience of time and the way in
which the hero's consciousness constitutes reality are investigated. Additionally, structural-
semantic analysis is applied to study the narrative levels, composition and linguistic means that
build the categories of "hero" and "time" and reveal the relationship between the text structure
and the author's ideology. The comparative-typological method serves to compare different

types of heroes in Solzhenitsyn's work and to place them in the context of the Russian classical



tradition, in order to highlight his genre innovations. Finally, hermeneutic analysis is used to
interpret the subtext and symbolism, revealing the relationship between ethical messages and

artistic form and allowing the works to be understood as spiritual and meaningful testimonies

Study limitations
Although the present work offers a comprehensive model of the hero-time interaction, it
has certain objective limitations that define its scope.:

1. The study deliberately focuses only on the “short forms” (short stories and
miniatures). This is done in order to isolate the specific “time compression”
characteristic only of the short genre, but it means that the conclusions cannot be
automatically transferred to the author’s novel structure.
2. The emphasis is placed on anthropological aspects and temporality. Analyses in the

field of purely political history or detailed biographical research are limited.



3. Since the object of analysis is mainly the original texts in Russian and the established
Bulgarian translations, the study does not claim to be complete with regard to the
reception of Solzhenitsyn in other languages (English, French, German), except within
the framework of the theoretical literature used.

4. Although parallels are drawn with the Russian classics, the work is not a comparative
literary study in the full sense. The choice of parallels is subordinated solely to the goal
of highlighting Solzhenitsyn’s specific innovation.

5. The analysis covers mainly the “classical” period of the stories from the 1960s and
the late “two-part stories.” The author’s vast body of journalism and correspondence is

used only as supporting material to illuminate the artistic theses.

I. Solzhenitsyn's work in the context of the Russian literary tradition



The dissertation examines the work of Alexander Solzhenitsyn as an integral part of the
Russian literary tradition, in which he simultaneously inherited and transformed classical
realism. His short forms acquire a new meaning, transforming from a secondary genre into a
bearer of deep philosophical and historical implications. For Solzhenitsyn, the story is no
longer just an artistic form, but a means of testifying to the fate of man in the conditions of the

20th century, marked by dramatic social and moral cataclysms.

1.1. Solzhenitsyn's contribution to 20th century Russian literature as a
continuation and transformation of classical realism

Solzhenitsyn's main contribution is the renewal of the realistic tradition by introducing
new ethical and artistic dimensions. He restores the category of truth, contrasting it with the
ideological clichés of socialist realism. In his works, detail acquires special significance -

ordinary objects such as bread or a spoon become symbols of survival and human dignity. In



addition, the author develops the tradition of "righteousness", creating heroes who embody

moral stability in conditions of spiritual decay.

And in this sense, the dissertation emphasizes the aspiration of realism to a truthful
depiction of reality, to revealing the relationship between man and the social environment, as
well as the importance of typical heroes in typical circumstances. The main genre forms - short
story, novel and novel - and their role in the artistic understanding of reality are examined. In
this historical and literary context, Solzhenitsyn appears to be a natural continuation of the
tradition, who, in the conditions of the totalitarian era, revives the humanistic values of classical

realism and adapts them to the new historical reality..

1.2. Genesis of the “New Prose”: History of Publication (1962-1966) and

Reaction to State-Centralized Socialist Criticism



This part of the dissertation traces the “impossible” printing of the story “One Day in
the Life of Ivan Denisovich” (originally “Sh-854"") and the reaction of Soviet critics to the work
and personality of Alexander Isaevich. The appearance of the work, supported by the editor
Alexander Tvardovsky and allowed to be printed with the approval of Nikita Khrushchev,
became a precedent for the censorship system and a key event for the literature of the “thaw”.
The reactions were strongly polarized — between the enthusiasm of the liberal intelligentsia and
the resistance of official criticism. Solzhenitsyn’s subsequent stories further developed the
concept of the new hero and provoked public debates, outlining the boundaries of permissible
speech in the totalitarian system, simultaneously affirming the author and turning him into a

dissident figure.

In a broader cultural context, the text examines the phenomenon of literary centrism in

the Russian tradition and the role of the writer as a moral authority and a “prophet”.



Solzhenitsyn became a continuation and innovator of classical realism, which combined
documentary authenticity with religious and philosophical depth and had a direct impact on
public consciousness. His work summarizes the dramatic experience of the 20th century,
integrating personal suffering and historical memory, and creates a new artistic synthesis
between the tradition of Dostoevsky and Tolstoy. Thus, the author establishes himself as a
“writer-prophet”, whose word functions not only as an aesthetic act, but also as an ethical and

historical truth, aimed at revealing human essence and resistance to ideological deformations..

1.3. The Author's Genre Strategy: The Narrative vs. the Novel. The Narrative as a

Micro-Epic and the Genre Boundaries of Short Prose

An important genre strategy of Alexander Solzhenitsyn in the 1960s was his transition
from large-scale epic forms to short prose. This transition was not just a formal shortening, but

a conscious artistic choice, in which the story established itself as a “microepos”, capable of



containing an entire historical era within a single day. The most striking example is his first
published story “One Day in the Life of Ivan Denisovich”, which is traditionally perceived as
a novella, but the author himself considers it as a short story. The study emphasizes the
importance of the author’s genre classification and examines various forms of short prose —
from classical short stories, through “short stories in two parts”, to the ultimate genre
compression in the lyrical-philosophical miniatures “Sintezhi”, which reduce time to a moment

of spiritual insight.

The second part traces the genesis of Solzhenitsyn’s “new prose”, associated with the key
“moment” as a historical and creative turning point. The creative and journalistic fates of a
number of stories are examined, their connection with real prototypes and the difficulties of

publishing them under conditions of censorship. In conclusion, the text brings out the metaphor



of the "grain" as a symbol of the stability of human identity and truth, affirming the story as a

form capable of concentrating and conveying profound historical and moral messages.

1.4. The Two-Part Stories (1990s) — a New Aesthetic Reading of the Totalitarian
Era

The new genre model in the late work of Alexander Solzhenitsyn - stories in two parts -
are the tool with which the author makes a profound aesthetic and philosophical reading of the
totalitarian era. This structure is not just formal, but reflects the halved consciousness of a
person placed in difficult life conditions. The stories trace the moral deformation of the
personality under the pressure of history, with the characters often shown at different stages of
their lives or through parallel destinies. Solzhenitsyn strives for objectivity and avoids direct

moralizing assessment, exploring the "tragic choice" and the price of compromise with



conscience. Examples such as Zhukov ("Critical Times") and Ektov ("Ego") show how

historical circumstances change human character and lead to internal disintegration.

One of the main accents is on universal moral problems and the tragedy of the characters,
who lose their essence through a series of compromises. Whether it is about men or women
("Nastenka"), or about opposing social positions ("Apricot Jam"), all characters are placed in
situations without a single correct solution. Solzhenitsyn shows how the totalitarian system
leads to spiritual degradation, social apathy and historical stagnation, in which time seems to
stop. At the same time, the author affirms the idea that spiritual resilience and loyalty to moral
values are the only way to preserve the personality. Thus, the two-part stories also perform a
moral-instructive function, aimed at making sense of the past and at the choice of man under

pressure.



1.5. The Genre Nature of '"Snowdrops'': The Lyrical-Philosophical Miniature as

a Concentrated Expression of the Worldview

,Krokhotki* are lyrical-philosophical miniatures in which Solzhenitsyn achieves a
concentrated expression of his worldview through laconic and metaphorical miniatures
standing on the border between poetry and prose. Created in two different periods, these texts
reflect the stability of form as a means of expressing the “inexpressible”, by fixing single
images and spiritual experiences opposing historical time and totalitarian reality. “Krokhotki”
restore the connection between man, nature and God, transforming contemplation and memory
into a higher form of resistance and spiritual salvation, while simultaneously making a
transition from linear time to the moment of insight. In them, the author’s voice is direct and

confessional, affirming the ideas of the sacredness of nature, the importance of memory and



the stability of the human soul, which turns them into a kind of spiritual testament and a key

element of Solzhenitsyn’s overall genre system

II. Anthropological aspects in Solzhenitsyn's work. Typology and evolution of
the character in the short forms
2.1. Prototypes and artistic classification of characters: The literary type and its

existential basis

The category of “hero” in literature, since the ancient epic, has denoted the central image
of man, an idealized bearer of collective values and historical experience. With the collapse of
the heroic epic and the advent of realism, a significant transformation occurred - every actor
included in the artistic logic of the text became a hero. In the literature of the 19th-20th
centuries, there was no longer a single bearer of the author’s ideal, but a system of characters

that revealed different aspects of human existence.



The realism representation affirmed the complex, multi-layered characters that opposed
the idea of one-way idealization. In this tradition, Solzhenitsyn was the successor of
Dostoevsky, who accepted that the depiction of the “positively wonderful man” was extremely
difficult. Therefore, in his work, the hero was both a socially determined “type” and a

spiritually autonomous “individuality” that went beyond the scheme of a single image.

A key feature of Solzhenitsyn’s poetics is the documentary nature of the hero. Almost
every character has a real prototype, which expresses the desire for “life truth”. However, the
author does not limit himself to a biographical retelling, but performs an artistic distillation,
transforming a specific person into a universal image of human resilience and moral strength.
Thus, Ivan Shukhov from “One Day in the Life of Ivan Denisovich” is built on a real prototype,
but becomes a symbol of the “natural man” who survives through work and internal discipline.

Matryona from “Matryona’s House”, also based on a real person, is transformed into an image



of the righteousness and moral resilience of the people.

A functional typology of characters stands out in the stories: the stoic hero, the righteous
hero, the intellectual in a situation of moral choice, and the lyrical contemplator. These types
are not just a literary classification, but an expression of an existential philosophy, according
to which “the character of the hero is fate” — the internal ethical structure determines his

behavior in historical circumstances.

Solzhenitsyn insists on the supremacy of truth in literature (and not only), as he himself
states that he sees no higher task than “serving reality”. In his Nobel speech, he formulates the
moral center of his work: “One word of truth will conquer the whole world” (Solzhenitsyn,

2008:338).

In the author’s artistic world, the opposition between the peasant and the intellectual

type of consciousness is clearly manifested. This opposition is not only social, but also



philosophical — it reflects different models of thinking, behavior, and attitude towards reality.
The two groups are connected only by the common historical context of violence and social

upheavals.

The village heroes — Shukhov, Matryona, Zakhar Kalita — are introverted, practical and
survival-oriented. For example, Shukhov reflects on life in his village and perceives the world
through everyday categories (Solzhenitsyn, 2023:5). They act through work and intuition, and

work is the main form of their existence.

In contrast, intellectuals are dynamic, reflective, and oriented toward ideas and moral
choices. They often experience internal conflicts between ideology and personal conscience.
As it can be seen in Lieutenant Zotov and other characters, their thinking is directed towards

great historical and philosophical goals, rather than everyday survival.



In conclusion, the system of heroes in Solzhenitsyn is based on a combination of
historical-biographical reliability and artistic generalization. And short forms are ideal for this
purpose, since the author himself emphasizes that “a lot can fit into them” (Palamarchuk,
1991:12). Through this poetics, Solzhenitsyn builds a world in which truth, personal destiny,

and historical reality merge into a single artistic structure.

2.2. Resilience and survival. Models of heroism and anti-heroism. Heroes in camp

and village prose

In Solzhenitsyn's artistic system, the category of "heroism" undergoes a radical
reassessment. The author consciously abandons the ideological pathos of Soviet literature and
redirects attention to the hidden forms of moral survival. The heroic in his work is not an act
of self-sacrifice in the name of ideology, but an everyday, often invisible work to preserve the

"living soul". Thus, heroism shifts from the public to the inner dimension of human existence.



In a historical and literary sense, Solzhenitsyn inherits and transforms the ancient idea
of the heroic as a combination of courage, endurance and self-sacrifice. However, in the
twentieth century, a process of deheroization is observed, in which modernist literature
questions the possibility of harmony between humanism and active activity. In this context,
Solzhenitsyn and Sholokhov rethink heroism as existence in extreme but "non-heroic"

situations, where a person survives through moral resilience.

Central to Solzhenitsyn is the idea that the hero is not a superman, but a “resistant
person.” His literature focuses on the inner preservation of the personality in conditions of total
rejection by society. The camp becomes a space of moral choice, and the “invisible feat of the

“little man” rises to a universal model of human dignity.

The image of Ivan Denisovich Shukhov is a key example of this concept. He embodies

everyday survival, in which dignity is preserved through small but persistent moral behavior.



This behavior is a form of “invisible protest” against the system, and work becomes an

existential support.

Of great importance is Shukhov’s internal ethical compass, which is conveyed through
seemingly insignificant actions — attitude to food, respect for work, and the preservation of

personal discipline. These gestures function as a defense against the degradation of the human.

In the female image of Matryona, Solzhenitsyn develops a spiritual equivalent of camp
stoicism. She is defined as a “righteous woman”, whose life is marked by suffering, but also
by inner purity. Her existence is based on selflessness and conscience, and labor acquires a
sacred character. She “lives in kindness and dies of kindness”, which turns her personal fate

into a moral symbol.



Opposite these “righteous” is the image of the Soviet intelligentsia, represented by
Lieutenant Zotov. He is an example of the tragedy of a “clear conscience”, subordinate to
ideological dogma. The most essential moment is the clash between human empathy and
systemic suspicion, summarized in the thought, is it possible for a Soviet person not to know

Stalingrad? Thus, goodness becomes an instrument of destruction.

In the story “Zakhar Kalita”, Solzhenitsyn uses humor and irony to build the image of
the “freak™ as a bearer of historical memory. The symbol of the bag acquires a multifaceted
meaning — from a sign of poverty to a “hiding place of personal space” and finally to a
mythological attribute of the guardian of the Kulikovo Field. It becomes a sign of the continuity

of the Russian historical tradition.

In the late stories, the author develops a model of moral causality, in which individual

fate fits into a larger metaphysical order. Death, memory and deed acquire a symbolic character



—as in “The Right Wrist” and “What a pity”, where personal history becomes a bearer of moral
retribution or spiritual rehabilitation. Finally, in Solzhenitsyn’s work, heroism turns out to be
displaced from the ideological to the existential dimension. His heroes are people who do not
analyze the world, but experience it through “natural, as if given from the outside” moral

concepts. Thus, an artistic model is formed in which the survival of the human becomes the

highest form of heroism.

2.3. Phenomenology of the lyrical hero in the cycle “Krokhotkit”



Solzhenitsyn’s “Krokhotki” cycle represents a radical transition in his anthropological and
aesthetic perspective, in which the lyrical hero withdraws from socio-historical concreteness
to the “field of pure phenomenology”. If in the earlier works the heroes are immersed in the
camp and social reality, here the hero-contemplator appears, who exists only through the act of

perceiving the world as a spiritual testimony.

The lyrical hero in “ Krokhotki ”” does not have a classical biography, but is constituted as
a “spiritual eye” that reads the signs of being. He functions as a mediator between the temporary
and the eternal through a phenomenological orientation of consciousness, which is determined
by “intentionality” (Husserl). In this sense, observation becomes an ethical act through which

moral truths are extracted from nature and history.

In the miniatures the hero reaches the highest degree of freedom, which is not social, but

ontological. It manifests itself as the “ability to breathe”, where breathing is identical with



prayer and the very right to exist. In this context, the key idea is formed that the meaning of

life is harmony with being, not victory over others.

Following thier genre, “The Little Things” are miniatures with extreme laconicism, in
which an “intermediate form between verse and prose” is observed (Lotman, 1972). They are
characterized by condensation of meaning and a fusion of the author’s and the narrative voice.
As Struve notes, “the language is paradoxical: it is both “simple” and radically “new” (Struve,

2014:107), which emphasizes the “untranslatability” of the genre.

The cycle is structured into two main creative periods (1958—1963 and 1996—-1999), which
cover different stages of the author’s life — from the camp experience to the philosophical
assessment. The total corpus of thirty-two miniatures functions as a “puzzle” that builds a

complete image of the Russian soul and historical destiny.



In key texts such as “Breathing” and “Larch”, a sensory-philosophical poetics is
established, in which breathing is “spiritual bread”, and nature becomes a mirror of human

resilience.

Miniatures such as “Malignant Weed”, “Elm Tree” and “Fire and Ants” develop an ethics
of resistance and memory, where evil is an ontological given, and good — constant labor. The
final formula “And to each living being only his labor and his soul are allowed” (Solzhenitsyn,

1998:564) concentrates the idea of personal responsibility as the only form of spiritual freedom.

In the late miniatures, the philosophy of sunset, prayer and old age as enlightenment is
established. The cycle ends with sacred texts such as "Prayer" and "Prayer for Russia", in which
the personal and national voices merge. In conclusion, "Krokhotki" is described as "the most
concentrated image of Solzhenitsyn's puzzle", where "each piece contains within itself the

whole of Russia - with its churches, camps, nature and pain".



2.4. The “freedom-unfreedom” paradox in the stories “Easter Crusade” and “The

Right Hand” by Solzhenitsyn

The work of Alexander Solzhenitsyn, viewed through the prism of the fundamental
philosophical paradox between freedom and unfreedom, emphasizes the spiritual dimension of
human identity in the conditions of a totalitarian system. The author emphasizes that
Solzhenitsyn, as a “moral prophet” of Russian literature, continues the tradition of the classical
novel and faces the dilemma of whether the spirit remains free in the conditions of the
“distorted” totalitarian time. This dilemma becomes the main axis of interpretation of his short
forms — the stories and “Snitzes”, which, despite their volume, carry exceptional philosophical
and moral depth. On the other hand, the biographical and historical formation of Solzhenitsyn’s
work, built in the context of the camp experience and the Soviet repressive system, is examined.

Despite the external lack of freedom, the author develops an internal spiritual autonomy, and



his work itself is born as an act of resistance. A key moment is the publication of "One Day in
the Life of Ivan Denisovich", which marks the beginning of a fundamentally different period
in Russian literature. The idea that the camp's lack of freedom paradoxically penetrates official

culture, becoming a means of its moral liberation is also emphasized.

The emphasis is on the stories "Easter Crusade" and "The Right Hand" as artistic
models of the opposition between formal freedom and spiritual lack of freedom. They examine
the biblical concept of freedom, including "freedom from sin", "freedom from evil forces" and
"freedom from the law". The opposition between outwardly free but spiritually limited people
and physically limited but internally free individuals is especially strong. Lack of freedom in

freedom and the freedom of the unfree become the main artistic and philosophical oxymoron.

As an overview, it is asserted that in Solzhenitsyn's work the categories of freedom and

unfreedom are not mechanically opposed, but form a complex philosophical system related to



faith, suffering and spiritual survival. Particularly indicative is the conclusion that "the true
taste of life is felt in the little", which summarizes the idea of inner freedom as the highest form
of human existence. In this sense, Solzhenitsyn is not only a writer, but also a spiritual
interpreter of human resilience, whose antagonism between freedom and unfreedom remains

timeless in world literature.

2.5. The hero-intellectual and moral choice in borderline situations through the

meaning of sacrifice and truth

Solzhenitsyn’s intellectual is a figure who undergoes a profound ontological
transformation in the conditions of historical and ideological lack of freedom. Unlike the
classic Russian intellectual of the 19th century, this type of hero is not defined by reflection
and passivity, but by action in borderline situations in which intelligence turns from a social

status into an ethical burden. Freedom is thought of as a conscious rejection of conformism and



"herdness", in which the individual symbolically "dies" for the system in order to preserve his
inner dignity. In parallel, the intellectual acquires a new role through his encounter with
"people's truth", where he ceases to be an enlightener from above and becomes a bearer and
exponent of the authentic moral experience of the common man, realizing that true freedom
passes through humility and "grounding". In addition, the intellectual is a bearer of linguistic
and historical resistance to ideological lies. By fighting "newspeak", he restores the meaning
of words and thus restores the memory of the nation. The intellectual act becomes a spiritual
counteraction, in which the word has the power to destroy the totalitarian system and preserve
the truth. Additionally, the intellectual is presented as an ascetic and morally disciplined figure,
close to the monastic model, for whom knowledge is a duty, not a privilege, and as a historical
witness, whose mission is to preserve the memory of the victims of repression. Ultimately,

freedom for Solzhenitsyn is realized as the freedom of truth.



2.6. Systematization of Solzhenitsyn's characters: Typological models

The systematization of the characters in the work of Alexander Solzhenitsyn requires a
transition from specific literary observation to the construction of a comprehensive
anthropological model, in which the images are considered as existential reactions to

totalitarian reality.

In this context, the characters do not function as social types, but as bearers of various
forms of human behavior towards truth, time and moral choice. The main distinction is built
around the attitude towards the “ethical absolute” and the way in which the person preserves

his dignity in conditions of unfreedom.

The first key type is the righteous man, represented by figures such as Matryona, in

whom goodness is immanent and does not need rational justification. These characters function



as the moral axis of the system and embody “ontological freedom” arising from the rejection
of possession and attachment. The second type is the stoic-survivor (Ivan Denisovich Shukhov),
in whom freedom is realized through resilience, work and the strategy of “small steps”. The
third type is the intelligent, who goes through a process of self-reflection and intellectual
rebellion against lies, his freedom manifesting itself in the conscious choice to preserve his

inner dignity, even at the cost of suffering.

A special place is occupied by the lyrical contemplator (the cycle "Krokhotki"), who
synthesizes the experience of the other types and turns it into a spiritual interpretation of the
world. He performs the function of a "spiritual eye", through which suffering is transformed
into meaning, and memory - into a complete metaphysical history. In conclusion, it is
emphasized that all types are interconnected and form a single system in which the intelligent

learns from the righteous, the stoic provides stability, and the contemplator makes sense of the



experience as a spiritual process. As noted in the text, "the freedom or lack of freedom of these
characters is invariably situated within specific physical and temporal boundaries", which

points to a further analysis of the categories of time and space.

In the further anthropological perspective, the intellectual in Solzhenitsyn is defined as
a “spiritual bridge between the harsh camp reality and the metaphysical truth”. His freedom
begins with the refusal of material salvation and is affirmed by opposing the ideological lie,
including through “language-creating activities” that restore the truth of words. In this sense,
the intellectual becomes a historical witness and a bearer of memory, with his main function

being to tell the Truth, which no one can take away or burn.

I1I. Poetics of Time. Chronotopic Transformations and Metaphysical Dimensions in

Solzhenitsyn's Short Forms



3.1. Time as an ontological opponent of the human spirit. Camp time against the

human spirit

Examining the evolution of the characters — from the righteous and the Stoics to the
intellectual-witnesses — reveals that their fate and morality are inextricably linked to the
historical-spatial coordinates in which they exist. The freedom and unfreedom of the spirit do
not manifest themselves in abstraction, but are determined by the rhythm of camp time and the
condensed time of historical catastrophes. In this sense, the analysis of the Subject inevitably
leads to the study of his existential environment, where time and space become active modeling
factors of the personality. Central to Solzhenitsyn’s work is the concept of time as an
ontological opponent of the human spirit. Camp time is a time of repetition and
depersonalization, in which “tomorrow” is identical to “today”, and the personality dissolves

into a mechanical rhythm. Against this determinism, the writer opposes the act of memory and



testimony, transforming his work into an attempt to restore authentic historical truth and the

“memory of the people”, which is his supreme existential task.

In his autobiographical and artistic world, time is thought of as a “noose” that threatens
human existence. The secrecy of the system is interpreted as an attempt to ontologically erase
the truth and replace historical memory. In this context, writing becomes an existential act of
resistance — an attempt to “take one’s head out of the noose” and create a sacred time, not

subject to ideological control.

In the stories from the camp and “Krokhotki”, the time functions as a force that
simultaneously destroys and tests man. Characters such as Ivan Denisovich, Matryona or other
“righteous” people survive through inner resilience, transforming everyday existence into a

form of silent protest. As emphasized, the camp reality gives rise to a world in which



“tomorrow” is a repetition of “today”, but it is precisely in this repetition that the resilience of

the human spirit is born.

Historical time — the war years, the Gulag or early Soviet reality — shows man in a
situation of extreme moral trials. Heroes such as Pavel Ektov, Yorka Zhukov or Anatoly
Vozdvizhensky are faced with the conflict between personal morality, ideological pressure and
historical necessity. In these conditions, survival often requires compromises, but does not

cancel the internal struggle to preserve human dignity.

Of particular importance is the motif of the intelligentsia as a witness to the collapse of
value systems. Images such as Vozdvizhensky show how the new time penetrates all spheres
— academic, family and social — turning the intelligentsia into a victim of historical processes.
Nevertheless, the possibility of moral survival remains, albeit at the cost of heavy internal

compromises.



Solzhenitsyn’s work presents time as a fundamental adversary and at the same time as
a space for moral testing. Regardless of historical deformations, the human spirit retains its
capacity for resilience, memory, and resistance. Thus, the writer establishes himself as a
"permanent quantity" - an author who, through his testimony, transforms literature into a form

of spiritual resistance against historical depersonalization.

3.2. The projection of condensed and "all-encompassing" time as an innovative

technique in Solzhenitsyn's stories



The “condensed” and “all-encompassing” time is an innovative technique in the stories
of Alexander Solzhenitsyn. The main characteristic of his poetics is the continuous alternation
of past and present, as well as the insertion of flashbacks that disrupt the linearity of time. As
the author himself notes: “a person has an invaluable faithful assistant, and this is time” and
“when time is strongly condensed, then the characteristics of actions and faces are most clearly
expressed” (Solzhenitsyn, 1997:274). It is through this concept that time becomes the structural

and semantic center of the narrative.

In “One Day in the Life of Ivan Denisovich”, camp time is presented as simultaneously
slowed down and accelerated. The story is built as an alternation of fragments in which small
actions are stretched out and entire periods are shortened. The description of the daily life in
the camp is particularly telling: “Without sleep, the campmate lives for himself only those ten

minutes in the morning for breakfast and five at lunch and dinner” (Solzhenitsyn, 2008:33).



This rhythm turns the camp into a “time tunnel” in which external historical time loses its

meaning.

Solzhenitsyn also uses the principle of “condensation” as a compositional model, in
which one day of Shukhov’s life symbolically encompasses his entire sentence. The story
begins strictly in time: “At five o’clock in the morning” (Solzhenitsyn, 2008:21), and ends with
the formula: “such days in Ivan Denisovich’s sentence were three thousand six hundred and
fifty-three” (Solzhenitsyn, 2008:171). Thus, the day becomes a universal measure of human

life, and time — a carrier of existential weight.

In “Matryona’s House,” time unfolds as a historical vertical in which personal fate is
intertwined with national history. The starting point “the summer of 1956 sets the framework
for the post-Stalin “thaw,” and the remaining time markers (“the thirties,” “forty-first,”

“fourteenth year”) build a historical panorama of the Russian tragedy. The three key dates —



1914, 1941, and 1956 — are particularly significant, marking major historical cataclysms. In
this context, time “explodes into dates,” becoming a carrier of national memory. Another
essential technique is temporal relativity, in which short moments acquire exceptional weight.
Ignatich’s stay with Matryona for about a year is meaningfully displaced by the last three hours
before her death. These three hours become a “micro-chronos” in which the entire moral
meaning of the story is concentrated. In this way, Solzhenitsyn builds a model of “all-
encompassing time,” in which the personal and the historical meet at a single point of

existential truth.

In “The Incident at Kochetovka Station,” condensed time functions as a mechanism for
revealing a moral error. The action is set in “these autumn days of the twenty-fourth anniversary”
(Solzhenitsyn, 2023:87), intertwining 1917 and 1941. Time is divided into two parts — the first,

dynamic and administrative, and the second, slowly concentrated in the conversation between



Zotov and Tveritinov. It is in this second part that time “condenses” to a critical moment that

leads to a fateful mistake.

For Solzhenitsyn, time is not a background, but an active structural principle of the
narrative. It can be epic, concentrated, or ideologically deformed, but it always carries an
ethical meaning. As the comparison between the texts shows, “all-encompassing time” can be
both a space of human dignity (Shukhov, Matryona) and of moral catastrophe (Zotov). Thus,

the author affirms time as the main bearer of historical and moral truth.

3.3. Natural and existential time. Symbolism of cold, ice and seasons as artistic

markers

In the artistic world of Alexander Solzhenitsyn, time is understood as a sensory and

morally charged category, which manifests itself most vividly through natural phenomena.



Camp time functions as an instrument of violence and subjugation, while the natural cycle
represents an alternative “language” of existence, through which a deeper truth about man is
revealed. Cold, ice, seasonal changes and the rhythm of the day are transformed from climatic
givens into artistic markers of human endurance, moral choice and inner freedom. Thus, a
specific existential time is formed, in which nature is not just a background, but an active

participant in the construction of meaning.

At the center of this poetics is the idea of natural elements as carriers of existential and
symbolic meanings. The cold in “One Day in the Life of Ivan Denisovich” is presented as an
ontological boundary and a metaphysical force that tests man and confronts him with the
essence of survival. The ice symbolizes the “frozen history” and the statics of the totalitarian

system, while its cracking signifies the possibility of a spiritual and historical “thawing”. The



seasons — winter, spring, summer and autumn — outline a cycle of trial, catharsis, brief relief

and reckoning, each of these times carrying a specific ethical and existential function.

On the level of artistic philosophy, Solzhenitsyn contrasts the natural cosmic order with
the artificially imposed camp and state time regime. The circadian rhythm, the sun and
meteorological processes appear to be a higher authority than the administrative schedule, thus
affirming the idea of nature as a judge and guardian of truth. The wind, the seasons and climate
changes simultaneously reveal the fragility of human existence and the possibility of solidarity
and spiritual survival. In this sense, the "Chronos of Nature" turns out to be stronger than the
"Chronos of the State," and the experience of the cold and cyclical nature of time takes on the

dimension of a kind of natural theology of survival and salvation of the soul.

3.4. Kairos vs. Chronos. The Moment of Insight into Eternity in the "Krokhotki"



In the philosophical tradition, time is understood through two main categories — Chronos
and Kairos. Chronos represents the linear, quantitative and destructive time that subordinates
human life to a continuous historical sequence, while Kairos is the qualitative “favorable
moment” in which a spiritual truth is revealed and a breakthrough to eternity is made. In
Solzhenitsyn’s cycle “Krokhotki” this opposition is a main structural axis, as the lyrical hero
is placed in the tension between the oppressive time of the system and the possibility of a

sudden insight that makes the accumulated suffering meaningless.

Chronos is associated with the prison, the camp system and historical coercion, which
reduce human existence to an exhausting sequence of suffering and control. Kairos stands
opposite it as “vertical time”, which interrupts this line and opens up a space for spiritual
liberation. In miniatures such as “Breathing,” this moment manifests itself through ordinary

actions transformed into sacred experiences - for example, breathing under a blossoming apple



tree, which is interpreted as an act of regaining freedom. In this way, the short forms of
“ Krokhotki ” function as “breakthroughs” in time, in which eternity invades the everyday.
Nature, silence, and the creative act are the main mediators of Kairos in the cycle. They allow
the hero to break free from chronological conditioning and reach a still, contemplative time in
which the meaning of existence is revealed. Solzhenitsyn contrasts this inner eternity with the
modern rush, in which man remains imprisoned in Chronos without the possibility of a spiritual
breakthrough. Thus, “ Krokhotki ” affirms the idea that the true value of human life is not
measured by its duration, but by the moments of Kairos in which the encounter with eternity

takes place and historical time is overcome.

3.5. Memory as “unforgotten time.” The role of the past in building the future

according to Solzhenitsyn



In the work of Alexander Solzhenitsyn, memory is thought of not as a passive
psychological ability, but as an active ontological category — “unforgotten time”, which
opposes political erasure and ideological amnesia. In a world where power seeks to rewrite
history and create “chaos and amnesia”, memory becomes a form of resistance and an ethical
imperative. It restores the chronological and moral integrity of existence and returns to man
the possession of his time. In this sense, remembering is not only a cognitive act, but also a

moral position through which the truth is defended against oblivion and manipulation.

In “ Krokhotki ”” and the short stories, memory manifests itself as a personal, natural and
cultural archive. It is triggered by sensory stimuli and preserves not just events, but their ethical
essence, transforming the past into a living layer of the present. Nature functions as a
“biological archive” that preserves the traces of history beyond human censorship, while

language preserves the “moral code of Russia” and opposes the ideological “newspeak”. In this



context, memory connects generations and prevents historical discontinuity, transforming
individual life into a universal example and bearer of meaning. The ultimate function of
memory in Solzhenitsyn is redemptive and existential: it allows for catharsis through the
recognition of guilt, builds the moral future and affirms the connection between past, present
and future as a “time vertical”. Memory opposes the destructive flow of Chronos by fixing
precious moments in “Eternity” and turning them into the basis of a meaningful existence. Thus,
it becomes the ultimate proof of the existence of meaning - the “shore” that preserves the traces

of being, and the foundation on which human and historical wholeness can be built.

3.6. Typological model of temporal modes in short forms

At the end of the study of the poetics of time in Solzhenitsyn's work, a generalized
typology of temporal states is reached, which shows how physical time (Chronos) is

transformed into a spiritual experience (Kairos) or into historical memory. Time is presented



not as a static quantity, but as a dynamic system in which memory functions as a central
organizing principle. In this model, different temporal regimes are intertwined, with memory
connecting instantaneous experience and historical duration into a single structure of human
identity. Thus, the idea is emphasized that "the poetics of time becomes a tool for overcoming

historical determinism".

Further analysis reveals the connection between time and the anthropological model of
the hero, emphasizing that time in Solzhenitsyn's artistic world is a "living environment"
dependent on the ethical choice of the subject. The hero is not a passive bearer of historical
processes, but an active participant who can transform the experience of time - to "condense"
or "expand" it. In this perspective, the repressive Chronos of the camp system opposes the
possibility of spiritual breakthrough to meaning and eternity, which expresses the dialectic

between historical coercion and personal freedom.



The typology of the characters concretizes the different manifestations of time: the Stoic-
survivor lives in the repressive Chronos, transforming survival into a meaningful strategy
through the small victories of everyday life; the intellectual-keeper of memory exists in the
vertical between past and present, where he “lives in a constant correlation of the present lie to
the past truth”; the lyrical contemplative reaches Kairos as a form of timeless spiritual
experience; and the folk righteous inhabits the cyclical natural time, which protects him from
the destructive power of the historical. These models show that time is always closely related

to the ethical position of man.

In conclusion, it is emphasized that space and time in Solzhenitsyn are inextricably linked,
with the camp, the village and the spiritual topoi representing different incarnations of temporal
regimes. The main conclusion is that time is not just a background for events, but an ethical

testing mechanism through which personality is formed. As the text points out, “freedom turns



out to be not a geographical, but a temporal concept — it is the ability to own one’s moment and
one’s memory.” In this sense, the poetics of time confirms Solzhenitsyn’s Christian
anthropology, in which man is crucified between the Chronos of history and the Kairos of

eternity.
Conclusion

This research on the short forms of Alexander Solzhenitsyn proves that his work builds
a complete anthropological and ontological system, in which literature functions as a spiritual
testimony and a tool for revealing the Truth. Through an analysis of the stories and "Snitzes",
the process of deconstruction of the totalitarian model of existence and its rethinking towards
the construction of an ethically sustainable "new man" is traced. The figure of the hero plays a

central role, whose typology - from a surviving stoic to a folk righteous man - reveals the



humanistic basis of the author's world and affirms the idea of restored the entire human

personality through a community of moral experiences and choices.

Particular emphasis is placed in the study on the poetics of time and memory as basic
ontological categories. It is proven that Solzhenitsyn opposes the repressive, camp "Chronos"
to existential, natural time, thus transforming time into a moral category, measurable through
conscience. "The Snippets" are interpreted as a space of Kairos - a moment of insight and
spiritual freedom that transcends historical determinism. Memory is understood as an ethical
imperative and a mechanism for preserving meaning, through which fragmentary experience

is transformed into spiritual and cultural unity.

Additionally, the spatial and linguistic dimensions of the artistic world are analyzed,
which also have a clearly expressed ethical character. Space is a projection of the hero's inner

state - from the confinement of the camp to the openness of the natural horizon, moving from



a chronotope of survival to a chronotope of freedom. Language, in turn, is considered as a
carrier of national memory and a means of restoring the truth of the world. In conclusion, it is
summarized that Solzhenitsyn's short forms represent conceptual cores of his philosophy of

man, affirming the idea of spiritual sovereignty and the eternal ethical value of the individual.
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Scientific contributions
I. Theoretical contributions

1. Deriving an anthropological model:



For the first time in Bulgarian literary studies, a systematized typology of the characters
in Solzhenitsyn's short stories is proposed, based on the "ethical triangle" (Stoic - Intelligent -
Righteous). This allows his work to be viewed not as a collection of stories, but as a unified
philosophical system.

2. Conceptualizing temporal regimes:

The specific functions of time are defined through the categories Chronos (repressive
time), Kairos (existential breakthrough), and Memory (stored time). The relationship between
the type of hero and the way in which he subjectivizes time is deduced.

3. An interdisciplinary reading of the “Krokhotki “:

Through a synthesis of philological analysis and philosophical anthropology, it has been

proven that Solzhenitsyn's miniatures are not a peripheral work, but a metaphysical core of his

poetics, in which the "breakthrough to eternity" takes place.



I1. Scientific and applied contributions
1. Methodological model for analysis:

The graphic models created in the dissertation (Fig. 1 and Fig. 2) represent a
methodological toolkit for studying other authors from the era of totalitarianism or authors with
a distinctly ethical focus.

2. Applied value for the higher education:

The results of the dissertation can be incorporated into courses on "History of Russian
Literature of the 20th Century", "Comparative Literary Studies" and "Theory of Literature" (in
modules dedicated to the genre of miniature and the poetics of the time).

3. Toolkit for Commentary Editions:

The derived interpretations of basic characters and meteorological symbols in the

stories can be used in the preparation of critical and academic editions of Solzhenitsyn in

Bulgarian.



4. Basis for future research:
The study opens new horizons for comparative analyses between Solzhenitsyn and
other European authors of camp prose (such as Primo Levi or Tadeusz Borowski), using the

proposed typology of “time as opponent”.
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