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The Russian language has a high integration of metaphorical expressions derived from literary
works. This study explores the process of integration to determine why one work, Aleksandr
Griboedov’s play Woe from Wit, has contributed into the language to a significantly higher
greater degree than any other single work of literature. Cultural and linguistic scholars point to
the intricacy of the play’s language, the redefinition of the Russian language and theater in the
early 19w century, the intertextuality of contemporaneous literary circles, and the embrace of the
subversive values of the play by the Soviet administration a century after the play’s initial
release. Building off these scholars’ work, this study revolves around five case studies to glean a
contemporary, idiosyncratic image of the effect of these historical processes on the modern
vernacular. These individuals commented on the generational conflict exposed by people’s
knowledge and conception of winged expressions, as well as remarked on the moderating factor
of standardized literary education. The case studies reveal the pitfalls of an echo chamber of
linguistic scholars, as well as demonstrate an emotional connection to this literary work that has

lasted through centuries.



Introductory Remarks

It is well documented how intricacies and grammatical construction of different
languages impact people’s experiences of reality, including their perceptions of color, cardinal
directions and unconscious biases.1,2 Cultural scholars define culture as an ambiguity transmitted
to new and existing members through speaking a common language.3 “New members of
society,” who are either born into the culture or immigrate into it, transmit both this common
language, as well as the culture attached to it. Along with the transmission of the language comes
a shared perception and understanding of reality, as permitted and perpetuated by the
idiosyncrasies of their language.

Psychologist Elivera Sorokina argues that the transmission itself defines the quality of the
culture: people observe the world around them and express their thoughts concerning it by the
means available to them through their language.4 While variable in the nature and source of
communication, the scope of language is naive, conservative, and even normative: the language
inherited from previous generations cannot cover the developing intricacies of a dynamic world.
5 Sorokina concludes that “higher level” language is necessary to communicate complex
thoughts, emphasizing that “language vocabulary for special purposes is created on the basis of a

collection of words already available in the language.” This collection of words has already had a

1 Panos Athanasopoulos et al., “The Whorfian Mind,” Communicative & Integrative Biology 2, no. 4 (July 1, 2009):
332-34, https://doi.org/10.4161/cib.2.4.8400.

2 Lera Boroditsky, “How Language Shapes Thought,” Scientific American, accessed October 28, 2019,
https://doi.org/10.1038/scientificamerican0211-62.

3 Lucian Conway and Mark Schaller, “How Communication Shapes Culture,” n.d., 21.

4 OnpBupa Copoxuna, “KoncybcrannuonansHOcTh Kak S3bikoBoe 3Biienue,” in Terminology Science in Russia
Today: From the Past to the Future, ed. Larissa A. Manerko, Klaus-Dieter Baumann, and Hartwig Kalverkdmper
(Frank & Timme, 2014).

5 JLA. Ixxenanosa, “ITocinoBuia Kak Oobext Obuxomno-Opuentuposannoro Oomenns (Ha Marepuane Pycckux
IMocnoBun),” Hzeecmus Bvicuiuz Yuebnvix 3asedenuil. Ilosomicckuii Pecuon 44, no. 4 (2017),
https://cyberleninka.ru/article/v/poslovitsa-kak-obekt-obihodno-orientirovannogo-obscheniya-na-materiale-russkih-
poslovits.



long history of communicating specific thoughts and feelings, and it is that history that deepens
the subjective semantics of words and phrases from their original, nonmetaphorical uses.

A common measure of adding specialized meaning to words is in languages’ ever-
changing metaphorical nuances. Words originally connoting quite discrete ideas on their own
can signify a complex notion when strung together in a fixed manner. Metaphors construct
cultural idiosyncrasies and highlight existing communal cognitions.

In this study, I will focus on how the language’s high integration of quotes from literary
works impacts Russia’s cultural identity. The expression kpsinatsie ¢ppassl (winged phrases)
defines this specific method of integration. Russian folklorist V. P. Anikin points out that these
expressions originate in the literary world, when Russian find their innermost feelings conveyed
through Russian literary language. He further remarks that these mysterious sayings — winged
phrases — express a sort of mass assessment of how a people experience the world in their
individual minds. By adopting these expressions into their vernacular, they can communicate

previously difficult or uncommunicable thoughts while giving a nod to their literary canon.



1.1 Defining the term “winged word”

Phraseological units are simply fixed expressions. According to Anikin, they contain “the
specificity of truth expressed in a generalized form.”s Dictionary compilers Felitsina and
Prokhorov necessitate them having at once informational and emotional tones, calling to mind a
vivid image while communicating a pithy truth. This multi-tonal facet of winged expressions
contributes to their wide appeal and use.7 Another dictionary compiler, Biichmann, coined the
term “winged word” to refer to “a formed notion, but more a concept-gestalts combining rational
and sensually perceived features of the object.”9 In this definition, the expression “rational
features” refers to the traceable historical or literary source of the expression, while “sensually
perceived” covers the emotional connection speakers feel towards the object. The concept of the
notion being “formed,” according to Biichmann, came from its stability, repeatability and link
with the source. So, why did Biichmann coin this term as “winged?” Numerous ethnographers
simplify Biichmann’s definition to consider winged words simply those that “fly out” of a
person’s mouth — closer to the unrelated use of the phrase in Homer’s The Odyssey.i0o However,
that definition doesn’t distinguish winged words as a distinct phraseological unit as described by

Bichmann.

6 B. I1. Aaukus, “T'puboenoBckue Kppuiareie Cnoa B Conocrasiiennu ¢ @onbriiopom,” Cmuodus Iononocrasuxa:
K 90-Jlemuu Co [{nst Pozoenus Ilpogeccopa E.3. L{oenxo 1 (2014): 243-49.

7 V.P. Felitsina and OO.E. Prokhorov, Russkie Poslovicy, Pogovorki i Krylatye Vyrazenija: Lingvostranovedceskij
Slovar’ Lingvostranovedceskij Slovar' (Russkij jazyk, 1979).

8 “Gestalt” means “a specific whole or unity incapable of expression simply in terms of its parts” (New Oxford
English Dictionary)

9 Elena Golovanova, “Cognitive Aspects of Phraseological Nomination in the Sphere of Special Knowledge,” in
Terminology Science in Russia Today: From the Past to the Future (Berlin: Frank & Timme, 2014), 141-50.

10 Golovanova.



Dr. Elena Golovanova, a professor of philology at Chelyabinsk State University, breaks
down phraseological units into two types distinguished in the nature of transmission. The first
type relies on associating the phrase with its current and written uses while acknowledging their
intrinsic unity of the object’s “significant features” — based on active, synesthetic, linguistic, and
uniquely personal experience.11 In English, an example of such a phraseological unit could be “a
rose by any other name would smell as sweet” from Shakespeare’s Romeo and Juliet. English
speakers, in employing this expression, take into account the source (Shakespeare) while also
acknowledging the shift of its meaning in contemporary language. Gradual, objective, and one-
sided understanding juxtaposes this second type. Golovanova would probably consider the
expression “once in a blue moon” as an appropriate English example, since people only
understand the expression’s semantics and employ the expression without comprehending its
linguistic and cultural history.

Given this dichotomy in phraseological units, winged phrases distinctly lie in the first bin
of phraseological unit, while at the same time maintaining the connotations of “flying out” of
speakers’ mouths. Golovanova expands this simplified understanding to explain that the term
“winged” calls to mind concepts of quickness; the thought communicated by the phraseological
unit flying into the receiver’s consciousness; flying out of the nest (meaning, in this metaphor,
the text) into self-existence; and the flash of inspiration when a speaker correctly reproduces the
expression. This final connotation relates to Biichmann’s concept of “sensually perceived”
features.

Russian’s winged phrases are also raised to additional highly specific standards. Inspired

by Biichmann’s original definition, current conceptualizations of winged expressions often share

11 Golovanova.



the following characteristics: 1) connection with the source (author; literary, mythological,
folklore or historical character; a work of art or literature; a historical event, etc.); 2) composition
of multiple, connected words; 3) reproducibility (they are not created in the process of
communication, but are reproduced as ready-made integral units); and 4) stability of the
component and semantics.12,13 The most important facet shared in modern day scholars’
definitions is the connection to the source.

Irina Sergeevna, in writing the preface to her Big Phraseological Dictionary of the
Russian Language, considers it fundamental that winged phrases contain both a memory of its
source as well as its flight from it into the language. She confidently affirms that, when native
speakers use these expressions, the phrases’ meanings firstly contain an inherent memory about
their author-creators, the works they come from, or the historical events that served as the basis
for their occurrence. The dissimilarity between the spoken expression and the original intention
of the author-creator begins with the transition between a written work and spoken language,
when the inherent memory compounds with both “living conditions and language culture.”14
Next, each use of the expression preserves, and transmits, a dynamic culture. In the same vein,
Russian newspapers often use winged expressions, well-known songs, and quotes from famous
works (primarily poetry) in their headlines, creating new associations with each use.1s In this
way, phrases might gain new meanings or “come back to life” after being passively held in the
back of a people’s collective consciousness for years. Russian writers begin to take a marked

position in their linguistic history in the context of their divided society at the turn of the 19t

12 Banepunii [1aBnoBnu bepkos, Banepuit Muxaiinosna Mokuenko, and Cernana I'puropsesha IllynexkoBa,
Bonvuou Crosaps Kpvinamuvix Cnoe Pyccrkoeo Azvika (Greifswald: Ernst-Moritz-Arndt-Universitét, 2008).

13 Other linguists have different, narrower definitions that include the long existence of a winged unit as a fixed
expression, and its origin point in literary circles. See 3aiimoBckuit (1930) as an example of a differing definition.
14 Irina Sergeevna, boavuwioti @paseonoeuueckuii Cnosape Pycckoeo Azvika (ACT-ITPECC, 2006).

15 bepkos, Mokuenko, and LlynexxoBa, borwsuwoi Crosape Kpvinamoix Cnos Pycckozo A3vika.



century. The dynamic linguistic history therefore impacts the innate meaning of the winged

phrase.

1.3 Lingual Design in the 18t and 19+ Centuries

The linguistic history necessarily begins with the history of Europeanized Russian
aristocrats in the 18w century. In the essay “Country Trip,” Russian author Aleksandr Griboedov
called the Russian nobility “a damaged class of semi-Europeans to which I belong,” noting that
the foreigner may have the impression “that our gentlemen and peasants come from two different
tribes that have not yet had time to mix customs and mores.” 16 Soviet literary scholar Robert
Maguire writes about cultural discourse at the end of the 18 century centered around the
dichotomy between assimilation into a European lifestyle and rediscovery of indigenous
values.17 In the early nineteenth century, translators of Western works struggled to bring
sentences from the flexible European languages into Russian construction. They were creating a
bastardized, “new, Europeanised, albeit hybrid, literary language.”1s Initially forced to by Peter
the Great’s Europeanization project, Russian nobility came to embrace German emotional ethics
and French Enlightenment. They also consumed German spiritualistic literature to fulfill their
religious needs, given Peter’s reforms minimizing their Orthodox church.19 They often integrated
French words into their daily speech to talk about concepts that the Russian language lacked

words for. Only the educated aristocracy could understand this language, due to the adoption of

16 A.C. I'puboenos, “3aropoanas [Toeznka,” accessed March 8, 2020,
http://www.griboedov.net/proizvedeniya/zagorodnaya-poezdka.shtml.

17 Robert A. Maguire, Exploring Gogol (Stanford University Press, 1996).

18 Alessandra Tosi, Waiting for Pushkin: Russian Fiction in the Reign of Alexander I (1801-1825) (Rodopi, 2006).
19 Marc Raeff, “At the Origins of a Russian National Consciousness: Eighteenth Century Roots and Napoleonic
Wars,” The History Teacher 25, no. 1 (1991): 7-18, https://doi.org/10.2307/494605.



“syntactic and lexical elements into the Russian speech2o.” This created a dialect of sorts called
“salon style.”21 This part of society, culturally emancipated from Russian traditions, exulted the
poet as the one to “maintain social harmony and regulate social good” rather than the tsar, who
traditionally held that role. Linguist Zhivov argues that this cultural differentiation cut them off
from their national cultural tradition, which remained “preserved by the lower classes.”22
However, two events tipped the pendulum back towards Russian traditions: the French
Revolution and the War of 1812. These two events fulfilled the psychological necessity of
defining one’s cultural identity in opposition to the “Other” which, previously unfulfilled, caused
Griboedov to call them “damaged.” Jarringly for the Russian aristocracy, this shift required the
realization that the European culture they were previously instructed to identify with was not
only not their own, but actually ran counter to many parts of their identities. Alexandre
Tchoudinov, a scholar researching foreign perceptions of the French Revolution, discussed how
Russian writer Karamzin was emblematic of the generation of Russians who grew up with a
French education. Karamzin visited Paris in 1790 and witnessed firsthand the progression of the
Revolution. First, he watched admiringly as it achieved the theoretical goals they shared with
French Enlightenment thinkers. Soon, though, he saw how it rapidly became violent and put him
at risk as a member of the same social class as those guillotined by the French populace.23
Aleksandr I stated famously that one must distinguish the principles from the crimes in the

French Revolution.24 The French Revolution’s clear display of barbarism based on the values

20 Tosi, Waiting for Pushkin.

21 Orlando Figes, Natasha’s Dance (Picador, 2004). Page 50

22 Victor Zhivov, “The New Cultural Differentiation: Linguistic Purity as an Ideological Category,” in Language
and Culture in Eighteenth Century Russia (Academic Studies Press, 2009), 346—429,
https://doi.org/10.2307/j.ctt1zxsjs0.9.

23 Alexandre V. Tchoudinov, “Le Culte Russe de La Révolution Francaise,” Cahiers Du Monde Russe 48, no. 2/3
(2007): 485-98.

24 Tchoudinov.



that Russians had previously held to such high regard alienated many Russian intelligentsia,
causing them to turn their attention back to their own Russian culture.2s Tchoudinov believes that
Russian nationalism materialized into patriotism in the face of a national invasion by Napoleonic
forces in 1812.26 During the war of 1812, the nobility fought alongside the “common people”
that they had previously very few interactions with. For the first time, Russian aristocrats were
operating in close proximity to the “common people,” noting these individuals’ remarkable
moral values employed to the benefit of their shared motherland, Russia. Wartime camaraderie
revealed and strengthened these two groups’ common “Russianness.”27 Starting after the war of
1812, the Russian aristocracy began to actively reconnect with its Russianness — even as they
struggled to pinpoint this multifaceted (and perhaps, self-contradictory) concept.

The nobility looked to historical and artistic folklore in an attempt to define what it meant
to be Russian. In the early 1800s, Russian poet Merzlyakov exalted folk songs as the medium
through which elite Russians could better understand their place in their cultural history. Once
they understand their place, he argues, they could learn to value it.28 The poet, first values in
his/her ability to define elite Russians’ semi-European culture, now filled a role as the definer of
a merged cultural history. That is why Russian scholar Figes asserts that, “more than any other
Western canon, oral narrative traditions root Russian literature.”29 The famous Russian writer
Pushkin integrated the oral history transmitted to him by his nanny into his writings, dedicating

multiple poems to her.30 However, before Russian literature’s rapid entrance into the national

25 Figes, Natasha’s Dance. Page 67

26 Tchoudinov, “Le Culte Russe de La Révolution Frangaise.”

27 Figes, Natasha’s Dance. Page 84

28 Joshua S. Walker, “Incomprehensible from Without: Folk Authenticity and the Foreign Perspective in Gogol’s,
Turgenev’s, and Tolstoy’s Russian Songs,” Ulbandus Review 16 (2014): 114-33.

29 Figes, Natasha’s Dance. Page 113.

30 Sergei Davydov and David M. Bethea, “Pushkin’s Biography,” in The Superstitious Muse, Thinking Russian
Literature Mythopoetically (Academic Studies Press, 2009), 205-26, https://doi.org/10.2307/j.cttl1zxsj7q.12.



consciousness, it barely existed at all. 31 Only two brief catalogs of the Russian literary tradition
existed, and writers were just beginning to open literary societies, journals, and publishing
businesses. Famous writers of the time, including Pushkin and Karamzin, agreed that Russian
literature did not exist as its own entity, even as they were actively defining and popularizing a
new Russian cultural literature.32

These individuals were forming their cultural consciences at the same time that they were
designing a new language focusing on their linguistic and cultural traditions. However, they had
more than a poorly developed literary tradition working against them: it was difficult to define
the parameters of what their literary language would be. Early on, writers tried to bring together
the common tongue with the church Slavonic, to great failure, calling it the “CnaBun-
poccuiickuii” (Slavin-Rossiski, meaning “Slavic-Russian’) language.33 As scholar Zhivov
explains, Karamzin and his followers hypothesized that the transition from Latin to the Romance
languages due to its “contamination with barbarian dialects” had occurred in the same manner in
the Slavonic language. This resulted in the split into two fundamentally different languages:
Church language (influenced by Serbian and Greek) and the Tartar-influenced spoken Russian.
Due to this esoteric origin point, they argued, the Russian written language was, before the
nineteenth century, obscure, complex, and undefined. Other writers’ attempts to bring these two
languages together amounted to a “monstrosity.”34 In 1816, poet Batyushkov verbalized the era’s
literary mandate: writers needed to “enrich and shape the language™ so the glory of Russia’s

military would be matched with an equally glorious language.3s Poets were taking on official and

31 Figes, Natasha’s Dance.

32 Maguire, Exploring Gogol.

33 Zhivov, “The New Cultural Differentiation;”

34 Daria Khitrova, Lyric Complicity: Poetry and Readers in the Golden Age of Russian Literature (University of
Wisconsin Pres, 2019).

35 Maguire, Exploring Gogol.



government roles so they could contribute to “engineering Russia’s own beautiful and articulate
officialese.”36 They were filling holes in the Russian language that were previously filled by
European words and phrases. Vyazemsky felt so strongly about the paradox of these holes in this
language considered so rich that he wrote an article titled “On the Misuse of Words” in 1827.37
However, even by the 1830s none of these early innovations in the written language had bled
into conversational speech, since French was still the language of higher society.3s

Zhivov explains that Karamzin made it his mission to clean up his overly rich language,
surfeited with the numerous languages that factored into it. Karamzin’s literary circle integrated
only well-known and accepted Slavonic words where the Russian language lacked an equivalent,
dipping into European languages for words as well. Starting in the 1780s, Karamzin’s cultivated

99 ¢

style came into widespread use, replacing obsolete styles with a more “pleasant,” “natural
literary language.”39 While he considered his innovation a form of patriotism and a way to
advance the national culture, a literary camp arose in opposition to his work — the Beseda.
Members of Beseda believed the future of the Russian literary language should be sourced
directly from the Church Slavonic. In fact, their name came from the phrase “6ecena moOuteneit
pycckoro cioBa,” or “the Colloquy of Lovers of the Russian Word.” Shishkov, at the head of the
vast network of Besedisti, spoke for them all in his idealization of Church Slavonic as a “virile,
unadulterated language.”40

In response to this literary camp cropping up and in particular in response to one product

of the group, The Lipetsy Spas, the Arzamas, another literary group, arose to defend Karamzin’s

36 Khitrova, Lyric Complicity.

37 Zhivov, “The New Cultural Differentiation;”
38 Zhivov.

39 Zhivov.

40 Zhivov.
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ideals of an innovated and Westernized future language. While Beseda had a very hierarchical
structure (reminiscent of the Orthodox church), Arzamas considered themselves a tight group of
jesting friends.41 The Arzamas’ main aim was to paint this well-established literary camp as
conservative and backward. This unfair characterization ignored that the Besedisti also strove to
advance the Russian language, desiring the “expressive qualities of popular speech and
literature,” confined at that time to “folklore genres.”42 The younger Beseda crowd (including
Griboedov) was mostly a group of romantic radicals with nationalist leanings rather than
conservative reactionaries. According to Yuri Tynyanov, the inadvertent Soviet coiner of the
oppositional terms “archaists” and “innovators” in 1929,43 the main characteristics tying together
these two types of utopists were their insistence on the continuity in the history of the Russian
language; the aforementioned focus on folklore and the vernacular (and a resultant rejection of
excessive literary eloquence in their writing); using etymology as a technique in their defining
new words in the Russian language; and translating words rather than using the other language’s
original words in Russian. Columbia professor Reyfman extolls this confluence of the new
Europeanized meanings of words as well as their homonyms in the archaic Russian language as
allowing amusing wordplay in the poetics of these writers.

The Arzamas’ extensive use of neologisms and esoteric literary references rendered their
writings nearly unintelligible to those not in their group. The same was true for the Besedisti,

whose style was so archaic as to limit the comprehension of their language to themselves. It got

41 Irina Reyfman, Vasilii Trediakovsky: The Fool of the “New” Russian Literature (Stanford University Press,
1990).

42 Zhivov, “The New Cultural Differentiation;”

43 Reyfman argues that Tynyanov’s main point in his text “Arkhaisty i novatory” was that the archaists were genuine
innovators, modernizing the literary system by using archaic language. Archaism actually greatly contributed to the
principles of Russian Futurism, further influencing the “poetics of the entire Russian literary avant-garde.”
According to Reyfman, Tynyanov’s creating two terms to describe these literary camps was, in fact, a mistake: the
original title for the book was Arkhaisty-novatory (Archaists-Innovators), referring to a simple literary camp. See
Reyfman for more information about Tynyanov’s text.

11



to the point that, at the time, all Russian — whether spoken, written, formal, or familiar — was
judged on a speaker’s “mastery of expression.”44 By the 1820s, the fighting between the two
literary groups had died down as “both groups had realized the necessity of a compromise
between the utter archaization and the reckless modernization of the literary language.”4s For
example, Pushkin compromised and integrated colloquial speech and spoken idioms into his
literature.4s The resulting language (primarily leaning in the direction of Karamzin and the
Arzamasti) merged written and spoken language and brought Russian to par with European
languages’ flexibility and readability. They had created a distinct language fitted to their cultural
era, open to future modification and idiosyncratic life. This allowed for literary blossoming and
experimentation, pursued by budding Decembrists and other writers.

This final step marks the conflation of two aspects of Russian society at the time: as
Maguire puts it, “literature, in fact, became the focus of [cultural expression], and has remained
so ever since.”47 The search for defining Russia and the Russian people inspired Russia’s “great
artistic prose works.”4s Moscow State University and other academic institutions led this new
way of thinking about the past and what it could mean for the future.49 Rather than fit into one of
the divisions in society — European, peasant or official Russia — young literary circles strived to
define themselves in the absence of these backdrops.so Tolstoy argued in his “A Few Notes on
War and Peace” that an author’s job was to represent idiosyncratic individual human experience.

Russian history cannot be simply chronicled by historians, Tolstoy believed, because they rely

44 Khitrova, Lyric Complicity.

45 Reyfman, Vasilii Trediakovsky.

46 Maguire, Exploring Gogol. 114

47 Maguire, Exploring Gogol.

48 Figes, Natasha’s Dance.

40 Upmra H. Mensenesa, Teopuecmeo I puboedosa // I puboedos A. C. Couunenus 8 Cmuxax / Bcmyn. Cm.,
Hoozom. Texcma u Ipumeu. U. H. Medsedesoii (CoBpeMeHHbIH mucarens. JICHHHTpaackoe otaeneHue, 1967),
http://feb-web.ru/feb/griboed/texts/svs/svs-005-.htm.

s0 Figes, Natasha’s Dance. Page xxvii.
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on the official narrative, which is often inhibited by falsehoods, exaggeration, and simplification.
The role of artists is contributing to this collective memory in keeping alive the “majestic,
complex, infinitely diverse, oppressive, and vague” fact of life.s1 Karamzin, the official
historiographer under Aleksandr I, created a comprehensive cultural history with his Xcmopus
T'ocyoapcmesa Poccuiickoeo (History of the Russian State), first published in 1818.52 Written by a
poet, this tome gave readers micro and macro views of Russian culture and history. This volume
opened up the ability for poets and other writers to refer to their history as fixed rather than
indefinite and mythical.s3 This comprehensive narrative gave a historical and lexical foundation
upon which writers could build their stories. In fact, a leading grammarian of the time, N.I.
Grech, wrote: “To Karamzin we are indebted for (contemporary) Russian style.”ss Pushkin
dedicated his historical dramatic poem Boris Godunov to Karamzin in a nod to his contribution
to literary foundations.

Late Columbia University scholar Robert Belknap asserts that, following this building of
literary foundation, “Russian prose in the 1820s and 1830s” traced the development previously
seen in Europe at an extraordinary pace. The history of the “proto-novel” began as collections of
individual tales, then progressed to tales “linked by a narrative situation,” followed by those
“linked by a single narrator,” and ending with those “linked by a single hero.”ss The definition of
a common, fixed history and language came together with the development of narrative
complexity to create a truly Russian literary tradition. Russian artists defined their culture at a

more minute scale than their imitation of Europe or reliance on the official narrative, chronicling

s1 Leo Tolstoy, “A Few Words on War and Peace,” in War and Peace (The Russian Archive, 1868).

52 Raeff, “At the Origins of a Russian National Consciousness.”

53 Jurij Striedter, “Poetic Genre and the Sense of History in Pushkin,” New Literary History 8, no. 2 (1977): 295—
309, https://doi.org/10.2307/468523.

s4 Zhivov, “The New Cultural Differentiation;”

ss Gabriella Safran, “The Troubled Frame Narrative: Bad Listening in Late Imperial Russia,” The Russian Review
72, no. 4 (2013): 556-72.
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the idiosyncratic daily lives of their fellow Russians. Literature’s use of traditional, folk cultural
units crystallized the Russian consciousness of a shared cultural history.ss Given the specificity,
emotionality, and intrinsic cultural identity of phraseological units, it only makes sense that these
integral parts of the oral tradition were exalted during this time. This innovative spirit was
particularly expressed in the works of one early nineteenth-century writer — Aleksandr

Sergeevich Griboedov.

1.2 How to Approach this Question

Woe from Wit is widely considered the most quoted play or novel in the Russian literary
canon. In this paper, I will analyze this success of Griboedov’s rhetoric in the context of the
natural processes of pithy phrases crystallizing into the language. Given this play’s uncommonly
heavy contribution to the Russian language, I narrow my research to Woe from Wit to examine
how winged words are integrated into the Russian vernacular and why this language emphasizes
the innate history of their winged phrases more than other languages. Previously, literature has
focused solely on the difficulty of defining the origin points of words and expressions; and
identifying which phrases became winged from Woe from Wit. Currently, there lacks
comprehensive literature addressing the process of crystallization of winged phrases from this
one play and the cultural-linguistic effect of this universalism.

This study will examine the following questions: how did winged expressions from Woe
from Wit enter and continue to remain in spoken Russian? How does the oral narrative tradition

of Russian literature factor into the fluidity of literary and vernacular language?

s6¢ Maguire, Exploring Gogol.
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First, my analysis of Woe from Wit follows an investigation of the rhetorical
idiosyncrasies of this text according to prior research. This complements my description of the
cultural, social, and historical milieu surrounding this topic. I then compare my contextual
analysis of the play’s place in Russian history to case studies of Russian individuals’ interviews
to provide me with a greater ability to explore more informally Russians’ lived experiences with
their cultural history and contemporary idiomatic vernacular. The interviews are with Moscow
residents ranging in age from 20 to 57. My participant population is not randomized or split into
treatment and control; it is rather a collection of my Russian acquaintances. This was purposeful:
due to our personal connection, we begin with a comfortable rapport that leads to a better, more
fluid discussion about the subconscious usage of language. In my analysis, I split the
interviewees into two categories: those above and below the age mark of 40. This is to explore
cultural-linguistic difference between Soviet or Russian regimes and educational systems.s7 [
chose to employ video interviews (via Facebook, Skype, and Whatsapp) so that I could give
follow-up questions; catch them in an unknowingly, telling sidetracks; and direct the
conversation in a way lacking in an online questionnaire. These five individuals, while covering
a diverse age range and a wide geographic spread, represent case studies and are not necessarily
representative of the whole.

My interview questions cover upbringing, media consumption habits, understandings of
winged expressions in their language, interaction with the play, and thoughts on the author
himself. For each interview, I chose winged expressions from the text of Woe from Wit

underlined in the text (indicating that the author considered it a winged expression) as well as

57 According to Natala, a case study participant, a 40-year-old would have been 11 years old at the fall of the Soviet
Union in 1991, multiple years short of 8t grade. According to Fefilova’s 9 grade lesson plan, current-day students
typically read Griboedov’s Woe from Wit during this year of schooling.
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listed in the horvwori Cnosaps Kpwvinamuix Cnoe (The Big Dictionary of Winged Words). |
cross-referenced these two resources to confirm the permeation of the phrases included in the
interviews. For each interview, I chose three winged expressions to ask the interviewee about.
Previous literature cited one as well-known and oft said. The second was an expression that
seemed archaic, niche and/or difficult to integrate into twenty-first century conversation. The
final expression I picked for each interview was somehow being multi-part: it could be a multi-
line expression; two expressions immediately next to one another, one from one source and the
other from the other; or an expression appeared in a longer format in one but not the other. These
judgements about which expressions filled each of these categories, especially the well-known
ones, came from various scholarly articles and dictionaries, in lists online of famous winged
expressions from the play and mentioned by previous interviewees.ss Additionally, given the
dictionary’s insistence that a winged phrase must be traceable (in active memory) back to the
work of literature that begot it, I will ask the native speakers if they can trace the idioms back to
Woe from Wit.

These interviews will help determine the legacy of Griboedov’s additions to the Russian
language into the twenty-first century. The interview questions cover topics such as education,
personal feelings towards specific phrases found cited in the horvwoii Crosaps Kpviriameix Cnos
Pyccroeo H3vixa (the Big Dictionary of Winged Phrases of the Russian Language),s9 and how
the native speakers feel about the individual phrases. Looking at Soviet and modern lesson plans,
comparing them to the lived experience of my interviewees, and focusing on how winged

phrases factor into the educational curriculum will provide a clearer picture of the extent to

58 See Xwmar, “Kpsutateie Beipaxxenus U3 ‘Tope Ot Yma’ I'puboenosa" for an example of an informal list online
of popular expressions in Woe from Wit.
59 bepkoB, Mokuenko, and [ynexkoBa, boasuioii Crosaps Kpwinamuix Cnog Pycckozo A3vika.
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which Russia’s standardized education system has uniformly distributed knowledge of specific
winged phrases among its populace. This study aims to demonstrate the ongoing conversation
between the Russian formally composed and vernacular languages. With these case studies, |
aim to answer the question: how does the story they paint differ from the one that presented in
the existing research on the topic?

In all, this study puts forth a more holistic approach to the analysis of the transition
between Woe from Wit’s text to the common vernacular. This paper will be the first to look at
the historical, linguistic, and educational processes that came together to catapult this one play

into such widespread reclaim.

17



2.1 Who was Griboedov?

Aleksandr Sergeevich Griboedov was born in Moscow in the final years of the 18w
century.eo His family belonged to Moscow’s gentry class, although later literature often
exaggerates his family status to the level of wealthy aristocracy, probably due to his mother’s
connections to Moscow’s elite nobility. His absent father gambled away the estate’s money, and
his educated mother had the singlehanded ambition that her son would enter government service
rather than pursue his literary passion. This was partially motivated by the need of money —
government work could get consistent high pay, while an author’s income was less dependable.
His family associated with numerous foreigners during Aleksandr’s upbringing, the aim and
result of which that he spoke several foreign languages quite easily.61

He went to a liberal secondary school for future military and government officials and
then registered at Moscow State University at the tender age of twelve.s2 He was the youngest
enrolled student in the university’s history.s3 By the time he enrolled, he was already fluent in
French, German, and English (along with his mother tongue Russian, as well as his reading of
Latin fluently). During his time at this university, he learned several additional languages,

including Italian.e4+ Besides his formal education, he also honed his skills composing music for

60 Biographers of Griboedov disagree on the exact dates of his birth and life, with his birth year ranging from 1790
to 1795. See Menseonsa (1967), Kneip (1976), and the introduction to ['ope ot Yma (2017)

61 James Robert Kneip, “A.S. Griboedov: His Life and Work as a Russian Diplomat, 1817-1829” (Dissertation,
Colombus, Ohio, 1976),
https://etd.ohiolink.edu/!etd.send_file?accession=osul48700497175106&disposition=inline.

62 The age at which Griboedov entered university differed in the sources I used from age eleven to thirteen. See
®emmosa (2019) for what is officially taught to Russian students.

63 Figes, Natasha’s Dance.

64 “buorpa¢mus ['pudboenoBa Anexcarapa Cepreesmuda,” accessed March 25, 2020,
http://www.griboedov.net/bio.shtml.
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the piano. He began his studies in literature; having attained that degree, he moved on to law.
After attaining this second degree, he began his studies in mathematics and the sciences, but was
interrupted by the entrance of Napoleon’s troops into Russian in 1812. At this time, eighteen-
year-old Griboedov enlisted but never saw actual combat due to his appointment in the reserves.
In 1814, he published a meticulously written article titled “On the Calvary Reserves,” which
earned him mild reclaim despite the topic. Medvedova argues that the high role of Russia in the
liberation of peoples following the defeat of Napoleon delighted all patriotic youth, including
Griboedov.ss Once having finished his duties, he moved to St. Petersburg and began writing
plays.

In seeking a literary camp to be part of, he chose the Archaist one, which was full of
individuals of the future Northern Society wing of the Decembrist movement.ss Griboedov lived
for half a year with a close friend of his who frequently hosted their group meetings.s7 He,
however, was more interested in the literary camaraderie of these individuals, and he joined the
aforementioned Beseda literary camp. The group, existing in St. Petersburg from 1811 to 1816,
gave Griboedov two of his lifelong friends, Katenin and Begishev.es At this time, Griboedov
reluctantly enrolled in the College of Foreign Affairs to pursue state service but maintained his
carefree literary life. This lifestyle continued until he became involved in a two-part duel over
one of his friends’ love affairs. Every participant in the duel was severely punished, but
Griboedov’s familial connections softened his punishment. The Ministry of Foreign Affairs

29 6

offered him an “honorable,” “voluntary exile” at the diplomatic mission in Persia in 1818. He

6s Mensenesa, Teopuecmeo I puboedosa // I puboedos A. C. Couunenusi ¢ Cmuxax / Bcmyn. Cm., [looeom. Texcma
u Ilpumeu. U. H. Meoseoesoti.

66 Figes, Natasha’s Dance.

67 A. C. Heuxuna, I puboedos u /[lexabpucmsr (Moscow: U3n-Bo Axanemun Hayk CCCP, 1951).

68 TatbstHa KpaBuenko, @onsuszun J{. U. I’ puboeoos A. C. ITvecvr (OJIMA Meana I'pynm, n.d.).
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lamented taking this position, citing his carefree life and blossoming literary career as reasons he
wanted to stay.eo In his letter to Heccenpon (Nesselrod), the Minister of Foreign Affairs at the

time, he begged to stay in the country:

“You’ll improve your talents in solitude”
“Not at all, your Excellency. The musician and the poet need readers, none of which are in Persia. 70,71

Rising in literary fame, he had found himself a group of friends and literary circle. Finally in a
place free from his stifling mother and from the Napoleonic wars, Griboedov probably viewed
this appointment as the death of his freedom. His winning personality, musical skills, and the
notoriety of the duel defined his position as a “literary celebrity” at the time. His promising
diplomatic career also contributed to his acclaim, but now he faced actually having to report for
duty.72

He stayed in Persia for five years, during which time he began to slowly work on his
eventual masterpiece. After returning home in 1824 for what should have been a four-month
leave of absence, he stretched this absence to two years.73 Within the first month home, he
finished the play Woe from Wit, a comedic reflection on 19t century Muscovite aristocratic life.
The plot follows Aleksandr Chatsky, a young Russian aristocrat returning to Moscow after a
long period abroad. He wants to return to his childhood sweetheart, Sophia, but she has fallen in
love with her father’s secretary, Molchalin. Shocked at Sophia’s rejection, Chatsky causes
scandal after scandal and harshly critiques the Russian aristocratic society he isn’t accustomed

to. At the end of the play, Chatsky returns to Europe, branded insane. Even before publication,

69 Kneip, “A.S. Griboedov: His Life and Work as a Russian Diplomat, 1817-1829.”

70 “BBI B yeZIMHEHNH YCOBEPLICHCTBYETE CBOM AapoBaHus. / HuCKonbKo, Baie cusiTenbcTBO. My3bIKaHTY U MOATY
HY>KHBI CITyILIaTEIH, YUTATENIH, X HeT B [lepcun”

71 Mensenesa, Teopuecmeo I puboedosa // I puboedos A. C. Couunenusi ¢ Cmuxax / Bcmyn. Cm., [looeom. Texcma
u Ilpumeu. U. H. Meoseoesoti.

72 Figes, Natasha’s Dance.

73 Kneip, “A.S. Griboedov: His Life and Work as a Russian Diplomat, 1817-1829.”
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literary circles considered the play a masterpiece. As a result of this text, Pushkin, despite being
a member of the antagonist Innovators literary circle, considered Griboedov to be one of his
three intellectual equals in the world.74

However, Griboedov’s association with the archaist social literary circles suddenly came
to a head with the Decembrist Rebellion in 1825 in response to the ascension to the throne of
Nichola I. He left St. Petersburg with some of his Decembrist-Archaist acquaintances for travel
across Russia seven months before their unsuccessful uprising and as a result was arrested and
interrogated a month later.7s While there is significant debate over the extent of his involvement
in this organization and in the uprising, police cleared him of all charges. After being freed, he
returned to his government service in Persia. A few months into his marriage to a sixteen-year-
old Georgian princess Nina Chavchavadze, a popular uprising in reaction to a highly unpopular
policy of his culminated in Persians storming the embassy and massacring Griboedov and the
members of his diplomatic team.7¢ However, Griboedov’s death did not hinder the transmission
of his writing work’s place in Russian history, in the language as well as the culture. This ~omo

unius libri, man of one book, holds a truly cherished position in Russian history.

2.2 Woe from Wit contributed to the breakdown of serf theater

Serf theater was a huge entertainment draw in rural Russia from the mid-1700s to the
mid-1800s. Scholar Priscilla Roosevelt contextualizes the extravagant sets and highly skilled serf

actors in the reign of Catherine the Great. Catherine led a vast campaign to build theaters all over

74 D. S. Mirsky, “Centenary of the Death of Griboyedov (1829--January--1929),” The Slavonic and East European
Review 8, no. 22 (1929): 140-43.

75 Kneip, “A.S. Griboedov: His Life and Work as a Russian Diplomat, 1817-1829.”

76 Figes, Natasha’s Dance.
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the countryside to “enlighten the Russian provinces...through theater and spectacle.” The whole
enterprise to civilize the rural gentry was inspired by Europe.77 University of California professor
Karlinsky outlines how, during this century-long period, theater progressed from Elizabeth’s
introduction of formal court drama into romantic drama and neo-classical tragedy inspired by
seventeenth century France. The next phase was directed by Catherine, who loved prose comedy,
often revolving around a docile noblewoman with a learnéd maidservant and which satirized the
older generation.7s Sentimental drama entered in Russian dramatic scene around 1770 inspired
by the incredible international success of the genre. The literary genre of comedic opera
blossomed in the reduced censorship under Catherine, as authors turned away from earlier
musical drama and incorporated satire into their works. Finally, verse comedy appears, under
which Woe from Wit falls. Some consider the character Chatsky in the play to be the first Russian
dramatic hero.79

French dramatist Eugéne Scribe remarked to Pushkin that Russian theater approaches the
proverbs of living rooms, where society defines itself and speaks in its own daily language. 8o
Roosevelt posits that the eighteenth-century Russian nobility was fittingly passionate about the
theater because those theatrics were similar to the experience “of imperial practice.” Roosevelt
describes their constant need to “act” noble (read: European) as necessary to stay in the
capricious good graces of the autocracy and maintain their social standing. The Europeanness

commanded by Peter the Great was not an easy thing; it was culturally unnatural to them.s1 The

77 Priscilla R. Roosevelt, “Emerald Thrones and Living Statues: Theater and Theatricality on the Russian Estate,”
The Russian Review 50, no. 1 (1991): 1-23, https://doi.org/10.2307/130207.

78 Simon Karlinsky, Russian Drama from Its Beginnings to the Age of Pushkin (Berkeley: University of California
Press, 1986).

79 Mensenesa, Teopuecmeo I puboedosa // I puboedos A. C. Couunenus ¢ Cmuxax / Bemyn. Cm., [looeom. Texcma
u Ilpumeu. U. H. Meoseoesoti.

80 ArnkuH, “I'puboenosckre Kprutateie Crioa B Comocrasiennu ¢ @oipkimopom.”

81 Figes, Natasha’s Dance. 43
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unnaturalness of their performance of everyday life, argues scholar Iurii Lotman, was what gave
value to aristocrats’ social conduct.s2 Their highest level of play-acting, at balls and feasts, “was
not merely a source of pride, it was a way of life and perceived as an obligation.”s3 Their
obligatory behavior in these situations ritualized into a memorized script on repeat.s4 Lotman
describes how an individual aristocrat designed his days around this markedly foreign depiction
of Europeanness because “he prefers to live in this world of convention and play rather than the
real one.”ss Russians’ experience visiting Europe, says Lotman, molded this play-acting even
further, transferring “the laws of diplomatic protocol to his everyday conduct.”ss

The aristocracy’s attempts to imitate Europeanness became extravagant to such an extent
that they exceeded their role model and dove into the garish. Roosevelt remarks that all “Russian
magnificence was tinged with vulgarity.” This confluence of Russian and European values made
these individuals feel that peak Russian refinement was European. Dostoevsky observed, “we
Russians have two fatherlands: Russia and Europe.”s7 Frequently Russian émigrés with their
European upbringing and education could not stand to live in Russia, creating the literary trope
of “superfluous men.”ss The character Chatsky from Woe from Wit was emblematic of this
concept of “superfluous man,” a man so used to European customs that chaos ensues from his

attempt to reintegrate into Moscow society. In the end, he returns to where is familiar: Paris.so

82 Yuri M Lotman, “The Poetics of Everyday Behavior in Eighteenth-Century Russian Culture,” ed. Ann Shukman,
The Semiotics of Russian Culture, 1984,
https://www.amherst.edu/system/files/media/1445/Semiotics%2525200f%252520Russian%252520Cultural%2525
20History.pdf.

83 Roosevelt, “Emerald Thrones and Living Statues.”

84 Figes, Natasha’s Dance.

85 Lotman, “The Poetics of Everyday Behavior in Eighteenth-Century Russian Culture.”

86 | otman.

87 Figes, Natasha’s Dance.

88 Figes. 54-55

89 Amexcaunp Cepreesud [ puboenoB, [ ope om yma : komedus 6 yuemuipex oeticmsusx, ed. Anita Belotserkovskaya,
trans. Bernard Pares (Monpelier, VT: Russian Life Books, 2017).
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At the same time as this dramatic dichotomy faced by the Russian aristocracy, theater
was changing. The focus on the classic unities (of time, place, and action) was sidelined by the
cropping up of a new theme: the representation of peasants on the stage and “the acceptance of
Russian folk song as raw material for Western-style musical composition.”% In the final years of
the 18 century, nationalists and romantics discovered a “creative spontaneity and fraternity to
the simple peasantry that had long been lost in the bourgeois culture of the West.”91 This
fraternal feeling combined with the aforementioned esprit du corps developed during the
Napoleonic Wars to create an uneasiness with the concept of serf theater. Another historical
process began at the same time: uneducated villagers started going to the theater to imitate the
intelligentsia. While the rural audiences generally held different taste preferences for theater than
the gentry, they shared a love of Woe from Wit to an extent that even surpassed the former
group’s appreciation. Woe from Wit found its place as the pioneer of a movement called “power
theatre” that superseded serf theater.o2 This series of plays, operas, and other written works
attributed the moral ruin of society to foreign (and especially French) artificiality in Russia.o3 A
central idea in Woe from Wit of critiquing extreme and unmerited inequality also perpetuated the
breakdown of the former serf theatre structure.

As Pushkin’s uncompleted 1820 essay “My remarks on the Russian theater” points out,
the Russian audience forms a core feature of the Russian theater. As he succinctly puts, “It is the
public that shapes dramatic talents.” Applause should not be the measure of talents on stage, he
argues, but would be better considered by the responses of various audience members. He judges

the actors as mostly bad; and the audience as broken down into “enlightened or partisan judges;”

90 Karlinsky, Russian Drama from Its Beginnings to the Age of Pushkin.

91 Figes, Natasha’s Dance. 60

92 Gary Thurston, The Popular Theatre Movement in Russia, 1862-1919 (Northwestern University Press, 1998).
93 Figes, Natasha’s Dance.
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the government workers, distracted by work, politics, appearance, or practicality; and the
monotonously bored, arrogant, fretful, and stupid aristocracy.94 Fretting about the performance
art of their daily social lives, this last group goes to the theater so others can see them.9s The last
category of audience members that Pushkin mentions is the common folk, who were largely
irrelevant in city theaters.

In this new power theater, the peasant audience did not experience the art of theater as
these city theatergoers Pushkin described. Scholar Gary Thurston describes this truly
“inexperienced audience,” which did not understand the concept of a play as a literary work
memorized and acted. Rather, they experienced the performance as actively unfolding in front of
them, the actors themselves creating the story. Folklorist V.P. Anikin points out that Griboedov’s
fascination with Russian folklore and language facilitated this misjudgment, in particular due to
his use of folkloresque proverbs and sayings. He aimed to make his writing universally
understandable and relatable, which connected with the peasant audience.9 The actors felt this
connection, preferring to play in villages due to the “some kind of invisible moral
connection...between the actor and the public, which rarely happens in the city.”97 Thurston
continues, contextualizing the villagers’ response to the play in their “oral culture, laying blame
and extracting proverbial wisdom.”98 They experienced Woe from Wit and other plays in power
theater the same way that they did moral fables passed down for generations. These villagers
conceivably took pithy tidbits of the play back home and shared them as proverbs like they

customarily had done with folklore.

94 Aleksandr Pushkin, “My Remarks on the Russian Theater,” in Russian Dramatic Theory from Pushkin to the
Symbolists: An Anthology, by Laurence P. Senelick (University of Texas Press, 2014).

95 Figes, Natasha’s Dance. 42-43

96 AnmkuH, “TpndoenoBckue Kprmarsie CiioBa B ConoctaBneHnn ¢ Goapriopom.”

97 Thurston, The Popular Theatre Movement in Russia, 1862-1919.

98 Thurston.
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2.3 Woe from Wit approached the language of living rooms

So, how did Griboedov imitate folklore speech to the extent that peasants and society
members took it in as their natural tongue? His words sounded to them like people’s daily
speech, which was unprecedented in theater at the time. Griboedov developed his style over the
course of his lifetime. Early on, Griboedov loved to translate poetry from other languages,
especially from his favorite writers. He began his lifelong love affair with the works of
Shakespeare, Schiller, Cornell, Racine, and Moliere at university.s Above all others, he extolled
Goethe. In his early translations of these writers” works, Griboedov recognized the attempts by
these writers to innovate new ways to employ their limited language and brought this to the next
level in his translation. From Cornell, Racine and Moliere, he absorbed a laconic, aphoristic
style; Griboedov innovated Schiller’s dramatic ballads with folk sources; and finally, he
discussed Shakespeare with contemporary actors.100

Beyond his poetic translations, scholars consider some of his early original writing
lackluster, albeit rapidly maturing. Figes considers them all unnoteworthy plays, especially since
they were collaborative works, and also since Griboedov relied on archaist and anti-nationalist
themes, unpopular with the audience at the time.101 This biographer calls Griboedov’s 1815
translation of Auguste Creuzé de Lesser’s play Young Spouses a “faceless compendium of
eighteenth-century speech mannerisms.” This could be due to his membership in the Archaist
literary circle. Despite its faults, Russian writer Irina Medvedeva argues that it was first in this

translation that Griboedov reached a certain level of conversational lightness and simplicity

99 MenBenesa, Teopuecmeo I puboedosa // I puboedos A. C. Couunenus ¢ Cmuxax / Bemyn. Cm., Ilooeom. Texcma
u Ilpumeu. U. H. Meoseoesoti.

100 MenBenena.

101 Figes, Natasha’s Dance.
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reflecting the spoken language.102 The nature of Griboedov’s writing, stresses Figes, was most
constructively pushed along by his exposure to two contemporary plays, Schakovsky’s 1805
“Vpok xokemxam, unu Jlenecmku 600w1” (A Lesson for Coquettes, or The Lipetsk Spa) and
Khmelnitsky’s 1817 “I'osopyna” (The Chatterbox).103 According to Figes, Griboedov’s next
collaborative work, the 1817 “Ceos cems, unu 3amyancusn nesecma’ (One’s Family, or the
Married Fiancé), contained “a new verve and fluency that he could have learned only from”
these two preceding comedies. Additionally, Griboedov wrote this play with the authors of these
two influential works, allowing direct instruction to help “Griboedov discover the language and

the style for his play.”104 Later that year, his marked style of free verse first appeared in his

experimental, satirical poem “Lubok Theater.”10s

Oit! I'ocrioa!

Crona, crona!

st nenoBkIX JTr0AEN U pa3aHbIX
EcTp ThMa y Hac oka3uii pasHbIX:

Ectp nukwii genoBek, Oe3pykas Majam.
Bsoiinnre k Ham!

Job6po moxanoBarb, KTO OapHH TOPOBATHIH,

M3BonbTe BUAETH — BOT
Porarts1ii, HeporaTsiii

U Bcakuii ckoT:

Bot rocnionuu 3arockus,
Bor Bech ero npuyer:
Knseunu n

Knsoichet,

Knsaze @onveun u

Knusase brécmiun;

OHM XOTh HE CMCIIHBI, 1a CaM 3aTO YK OH

Kyna cmemon! —

102 MenBenesa, Teopuecmeo I puboedosa // I puboedos A. C. Couunenust 6 Cmuxax / Bemyn. Cm., I[loozom. Texcma

u Ilpumeu. U. H. Meoseoesoti.
103 Figes, Natasha’s Dance.
104 Figes.

105 The full text of this poem can be found on Griboedov’s website, Griboedov.net. I chose the first eighteen lines to

express the free flow of his experimental style
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Hey! Gentlemen!

Come here, come here!

For businesspeople and idle ones

There is a multitude of different opportunities:

There is a wild man, an armless madam.

Come up to us!

Welcome, those who are generous sirs,

Kindly see — there are

Horned, unhorned

And all sorts of beasts:

There is the gentleman Zagoskin,

There is his entire lament:

Princesses and

Countesses,

Count Folgin and

Count Blyostkin,

They aren’t even funny, but to make up for it he
himself is certainly

Quite ridiculous!



As shown in this excerpt of the poem, this poem introduces various motifs that Griboedov
expands upon in Woe from Wit. The satire of society’s members, called “ckoT” (meaning swine,
cattle, or, figuratively, beast) in the poem, continues into the extended ridicule of the honored
writer Zagoskin’s social angst by quoting two of the writers’ plays. Additionally, the difficulty of
translating the second-to-last line succinctly in English showcases Griboedov’s greatest legacy,
his efficient use of language.

Griboedov continued to hone his theatrical style, bridging the gap between his poetic
tendencies and theatrical guidelines. Shakhovsky’s 1818 play, He Jlto60o — ne cnywaii, a rieamo
ne mewati (If you Don’t Like it, Don’t Listen, but Don’t Bother Lying), “taught him the comedic
use of iambic lines of varied length, a meter previously reserved for fables and opera libretti.” 106
He began writing scenes for Woe from Wit as early as 1816, but removed many characters and
threw out most of the content of this early writing, especially as writing tropes entered and went
out of style.107 His friendship with his contemporary Katenin influenced Griboedov’s
experimental direction in writing during this time. Katenin revered the accuracy and harmony of
the language employed in theater’s classical drama genre, which inspired Griboedov to adopt
several techniques from the genre. Employing a distinctively classic and romantic French poetry
literary device, self-insertion, Griboedov’s voice breaks through the narrative hero of Chatsky.10s
Beyond his narrative voice, Griboedov borrowed the virtuoso style from French classical

poetry’s well-defined division of verse.109 Looking at Chatsky’s monologue in Act III Scene 22

106 Figes, Natasha’s Dance. 278

107 MenBeneBa, Teopuecmeso I puboedosa // I puboedos A. C. Couunenus 6 Cmuxax / Bemyn. Cm., [loocom. Texcma
u Ilpumeu. U. H. Meoseoesoti.

108 MenBenena.
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about a hypothetical “@panimy3uk u3 bopno” demonstrates his seamless integration of these

techniques into his writing:

[Ipuexan — u Hamen, 4To JackaMm HET KOHIIA;

Hu 3ByKa pycckoro, Hu pyccKoro juia

He BcTpermit: 6yaro Obl B oTeyecTBe, C Apy3bsiMU;
CBOS IPOBUHIIUA. — TOCMOTPHILb, BEUEPKOM

OH uyBCTBYET ce0sl 37eCh MaJICHbKUM LIAPHKOM 110

He arrived — and finds that there’s no end to the fawning;

Not a single Russian sound, nor Russian face

He encountered: it’s as if he were in his homeland with his friends;
His own province. Now lookie here, tonight

He feels like a little tsar.

These lines integrate these new styles Griboedov picked up after writing “Lubok Theater.” He
created varied lengths of his poetic lines by cutting sentences short and leaving some of them
longer. These lines rhyme (xoHua, nuna; Beduepkom, napbkom) except for the middle line, which
rhymes with the line immediately preceding this excerpt. The virtuoso, poetic style revealed by
this excerpt complements this rhyme scheme, blending together the formal description of the
Frenchman’s arrival with the informal verb “nocmoTrpumis” (you look) and diminutive version
“Beuepkom” (in the evening) of the word “Beuepom™ (in the evening). Finally, the sentiments that
Chatsky is communicating are Griboedov’s own, directed against the French language.
Griboedov himself employed French only as necessary to prove a point in his works.111 While
Pushkin’s innovative literary circle integrated the French language in their popular works,
Griboedov and his Archaist literary friends disliked what they considered superfluous literary use

of the French language.112

110 'pnboenos, Nope om Yma.

111 In Woe from Wit, Griboedov uses French four times (three times excluding the French pronunciation of a
character’s name). In each of these situations, he uses the foreign language to imitate how the characters (being
aristocrats) would naturally communicate to one another.

112 Mirsky, “Centenary of the Death of Griboyedov (1829--January--1929).”
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Katenin devoted his efforts to French classicism, Griboedov merged these techniques
with a type of romanticism inspired by Goethe. His writing echoed the grandiosity, supreme
courage and freedom found in Goethe’s Faust.113 He eventually integrated several translated
paraphrases from Goethe’s Faust directly into Woe from Wit.114 By integrating Goethe’s poetic
style into his play, he created what he considered a “stage poem,” the likes of which had not
previously existed in the Russian literary canon.11s This ostentatious poetic writing for a play
was feasible in part to the fact that good acting at this time depended primarily on the quality of
poetic diction. Kalbouss, a contemporary American language educator, argues that, “the rhyming
poetics of Gore ot uma are even more so a testimony to Griboedov’s originality and creativity,”
and that his poetics cause others to define the work’s language as prodigious.116 Griboedov
matched the versatility of each character’s rhymes to the quality of the character speaking
them.117 Kalbouss argues that the poet’s tendency to put verbs at the end of sentences made
clever and dynamic rhymes. This stylistic choice could be due to his admiration of Goethe,
writing in German, a language which necessitates end-sentence verbs. In the previous excerpt
from Woe from Wit, the sentence “Hu 3Byka pycckoro, Hu pycckoro nuia/He Bctpernn” (Not a
single Russian sound, nor Russian face/He encountered) contains this verbal orientation. In this
excerpt, as in the rest of Griboedov’s works, the author employed his culture’s language while
integrating French and European styles into his writing.

The flowing integration of various poetic features creates the conversational

expressiveness of Griboedov’s characters. In particular, Chatsky’s monologues are marked by a

113 MenBenesa, Teopuecmeo I puboedosa // I puboedos A. C. Couunenust 6 Cmuxax / Bemyn. Cm., I[loocom. Texcma
u Ilpumeu. U. H. Meoseoesoii.

114 MenBenena.

115 MenBenena.

116 George Kalbouss, “Rhyming Patterns in Griboedov’s Gore Ot Uma,” The Slavic and East European Journal 39,
no. 1 (1995): 1-13, https://doi.org/10.2307/308688.

117 Kalbouss.
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jumping, satirical narrative interrupted by both lyrical and poignant intonation as well as catchy
aphorisms. Stylistically, he combined the colloquial four-footed verses in equal amounts with the
more “romantic” five-footed verses, broken up with few other-footed verses marking dissonances
of colloquial, spontaneous exclamations.118 Medvedova argues that this combination of various
principles gives Chatsky’s tragic tirades comedic tone and style. Griboedov’s friend and fellow
Archaist Katenin did not appreciate the addition of a colloquial style: he believed that a structured
manner of speaking would more befit Chatsky in the context of a romantic comedy.119 Griboedov’s
peer, Gogol, wrote in a notebook in either late 1832 or early 1833 that he considered the play “not
properly designed for the stage,” due to its rejection of the fundamental theatrical rules of plot,
denouement, and distance from the author.120 These critiques resulted from Griboedov melding
several techniques together which previously existed in singularity. Medvedova posits that
Griboedov’s contemporaries (including Pushkin and Katenin) fought against the limits of their
chosen styles, while Griboedov alone rejected these limits in favor of creating a new, fluid, blended
genre for his work. Figes posits that Griboedov’s inability to showcase his brilliance in works
before Woe from Wit came from his following the stringent rules of drama, which inevitably
limited the freedom of his creativity.i21

Griboedov created fluid, varied verses by merging his poetic tendencies with his desire
for common vernacular in his writing. Ironically, the integration of countless international
techniques in this work produced a product so markedly emblematic of Russian culture that

Russians find it difficult to distinguish from their deep-rooted, oral folklore. In summary, Figes

118 Mensenesa, Teopuecmeo I puboedosa // I puboedos A. C. Couunenus ¢ Cmuxax / Bcmyn. Cm., [Toocom. Texcma
u Ilpumeu. U. H. Meogeoesotii.

119 MenBsenena.

120 Edmund Little, “Vyazemsky, Griboyedov and ‘Gore Ot Uma (Woe from Wit)’: A Question of Heresy,” New
Zealand Slavonic Journal, 1984, 15-31.

121 Figes, Natasha’s Dance.
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extolls Woe from Wit as “the ultimate proof that the art of literature is on its basic level the art of

words.”122

2.4 Woe from Wit after Griboedov’s death

Unfortunately, Griboedov did not live to see his work achieve this degree of renown: he
died tragically early on in his literary and diplomatic careers in 1829, closely following getting
married to his young Georgian wife. It was the history of the work after the playwright’s death
that truly defined its current place in the Russian ethos. This history necessarily included the vast
degree of censorship during the 19# century. Even when Griboedov was an infant, censorship
had begun in earnest. 123 Throughout his life, censorship controls fluctuated but remained
widespread. Following the 1825 Decembrist Revolution in response to the inauguration of
Nicholas I, the new tsar immediately instated the strictest censorship controls ever before seen in
Russian history.124 Nevertheless, it was often easier to write approvable literature than try to
evade the system. At this time, censors and authors came from the same literary circles and
salons — the overlap between the two professions meant that writers knew what could be ignored
and what would be hopeless to try to publish. 125 Authors under this tsarist censorship learned to
use extensive metaphorical and indirect language in their texts — not to trick the censor into
letting something slip, but rather to help the censor be able to approve it.

In the context of this overbearing censorship machine, Griboedov had written a polemic,

comedic tragedy. Woe from Wit revolved around the inability of an ideologically Decembrist-

122 Figes.

123 MenBeneBa, Teopuecmeso I puboedosa // I puboedos A. C. Couunernus ¢ Cmuxax / Bemyn. Cm., [lodzom. Texcma
u Ilpumeu. U. H. Meoseoesoti.

124 Figes, Natasha’s Dance.

125 Robert Belknap, “The Russian Literary Scene: 1860s and 1980s: Address to the Annual Meeting of the Columbia
University Seminars April 12, 1989,” Ulbandus Review 9 (2005): 19-29.
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leaning émigré to assimilate back into his mother culture. Chatsky, after being rebuffed from his
childhood sweetheart, tries to present his radical ideas to an audience unreceptive to them.
Finally, realizing the futility of his attempts, he runs back to Paris, which, he finally realizes,
feels more like home to him than this foreign land. While Griboedov was still finishing drafting
Woe from Wit in 1824, he wrote a letter to a fellow writer, Vyazemsky, about the difficulties he
was facing in St. Petersburg with the censor controls.126 Vyazemsky suggested an edit that would
make the text more palatable to a censor reading it.127, 128

In the official performance of Woe from Wit in 1831, Nicholas’ censorship machine cut
out discussions of secret political societies, references to Molchalin spending a night in Sophia’s
room, as well as Molchalin and Famusov’s improper seduction of Liza.129 Censors also deleted
the sentence “kTo 4TO HM TOBOPH,/XOTh M )KUBOTHBIE, a BCE-Taku 1apu’ (no matter what you say,
even though they are animals, they are still kings).130 Nevertheless, the full uncensored text was
“universally known” in the underground literary world by the late 1820s through the secret
dissimilation and copies of manuscripts.i31 In the mid-1850s Griboedov’s former friend
Vyazemsky became the tsar’s censor and used his position to approve of the fullest edition of the
play yet published.132 It was finally during the reforms of the early 1860s that the text was
published and subsequently performed in its entirety. While before, the group of people exposed

to the full manuscript remained relatively constrained to the urban literary crowd, Woe from Wit

126 A.C. I'puboenos, “Tlucemo A.C.I'pudoenora I1.A.Bszemckomy o IIbece ‘Tope OT Yma,”” accessed February 18,
2020, http://literatura5.narod.ru/griboedov4.html. As cited in the text of the following footnote.

127 Little, “Vyazemsky, Griboyedov and ‘Gore Ot Uma (Woe from Wit).””

128 The edit was in Act II scene 8; after Molchalin falls and Sophia reacts so strongly as to faint, Chatsky originally
said, “>xenain Ob1 ¢ HUM youTses uist komnanbn” (I wish I had been killed with him for company), which was
amended to have “mis komnansn” asked sarcastically by Liza in response to the first part of the sentence. See Little
for more information about specific censorings.

120 Figes, Natasha’s Dance.

130 Little, “Vyazemsky, Griboyedov and ‘Gore Ot Uma (Woe from Wit).””

131 Figes, Natasha’s Dance.

132 Little, “Vyazemsky, Griboyedov and ‘Gore Ot Uma (Woe from Wit).””
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at this time became “the most beloved and most widely performed play of the Russian
repertoire.”133

Despite this warm reception by audiences, critics who were initially ecstatic about the
new play changed their opinions after Griboedov’s death. By delving into a scathing review by
writer M. Dmitriev in 1825, one can explore the most common critiques of the play at the time.
He found issue with the play’s “scolding patriotism” and Griboedov’s uncharacteristic
representation of Moscow. He called Griboedov’s language rigid, irregular, incorrect; and his
style bookish. He further critiqued Griboedov’s use and rhyming of French words with his
Russian ones.134 While typical, this critique demonstrates a misunderstanding of Griboedov’s
creative process that went into this work. According to Vinokur’s rhetorical analysis of
Griboedov’s work, the author practices language characterization, matching the verses’
vocabulary and language intricacy to each character’s personality, which could create the
aforementioned irregularity of his verses. Sophia, for example, speaks using long, complex
linguistic techniques, while Molchalin (apt to his name coming from the verb “to remain silent”)
participates in multiple scenes without uttering a word.135 As mentioned before, Griboedov’s
pointed dislike of the appearance of French in Russian literature reduced the use of French in his
play to conversations between aristocratic characters who, in reality, would be speaking French
to one another. Vinokur argues that Griboedov’s use of French in these specific circumstances
was a form of language characterization, fitting the individual characters’ use of language to a

parlance representative of their position in society.136 The intentional bookish style of his writing

133 Figes, Natasha’s Dance.

134 Little, “Vyazemsky, Griboyedov and ‘Gore Ot Uma (Woe from Wit).””

135 To read more about how Griboedov created harmony between the syntagmatic structure of his verses and their
actual rhythmic sound, see Vinokur (1959).

136 I'.O. Bunokyp, “T'ope Ot Yma’ Kak [Tamstauk Pycckoit Xynoxkectsennoit Peun,” in M36pannsie Pabomer I1o
Pyccromy Azviky (Moscow: Yunenrus, 1959), 257-300, http://feb-web.ru/feb/griboed/critics/vin.htm?cmd=p.
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can be traced back to Griboedov’s membership in the Archaist literary circle. Finally, it was well
established in the literary consciousness that uncharacteristic representations of society were

common in literature, as Dostoevsky laments about in his novel The Idiot:

In their novels and stories writers most often try to choose and present vividly and artistically social types
which are extremely seldom encountered in real life, and which are nevertheless more real than real life

itself.137

Dostoevsky considers this such a common trope that he remarks that it is difficult to fill a novel
with ordinary people, since they come off as uninteresting to the reader. Therefore, one can view
this common critique, given its author’s inability to comprehend the nuances of Griboedov’s
language use, as reflecting more on its author than the work it was written about.

Vyazemsky offered a more nuanced critique of the play in 1848, calling it incomplete. He
discusses the play’s satirical, improvised nature; “its language and structure...and the
overshadowing of characters and content by the views of Griboyedov himself.” 138 Similarly to
the previous critic, he condemns what contemporaries and literary scholars have extolled in the
play. Overall, though, he admires how “there is life: it breathes and moves.”139 The facets of the
play that Vyazemsky focuses his critique are, in fact, what scholars mark as critical in creating
this resulting living impression of the play that drew the admiration of the aforementioned
villagers. He, along with Westernizer Belinsky in 1840, consider Griboedov to have been a
developing playwright genius and Woe from Wit overflowing “with creativity and inspiration of
genius despite all its faults.”140 Griboedov had been drafting several romantic dramas in the
months leading up to his death.141 Had he been able to finish these works, one could imagine he

might have been able to work on these faults of his.

137 Fyodor Dostoevsky, The Idiot, trans. Richard Pevear and Larissa Volokhonsky (Vintage Classics, 2003).
138 Little, “Vyazemsky, Griboyedov and ‘Gore Ot Uma (Woe from Wit).””
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In the same way that writers found alternative career paths in censorship, the professions
of writer and literature critic also overlapped at this time — producing poetic works of literature
remembered in their own right for years to come. Writer-critic Ivan Goncharov wrote one of the
most famous critiques of Woe from Wit in 1871. This critique, titled “Munbon Tep3anuii”
(Zillions of Torments), garnered such fame as to be considered the crowning response to the
work. Goncharov begins by dismissing previous critiques written about the work, considering
them multitudinous and contradictory. The critic believes that Griboedov’s exemplary work
blazes above others in its magnificent youthfulness, vitality, and freshness. Goncharov argues
that the characters, in particular Chatsky, strike viewers as portraits in a historical gallery more
than living lessons. With this metaphor, Goncharov is trying to communicate that the definition
of these characters is so bright as to tip into the ultra-intense; their characters furnished with such
reality of detail that their humanity is covered by the masks they put on for others. This emotion,
Goncharov argues, suits both theatrical production as well as private readings, due to the power
of the words alone. He disapproves of actors who feel the compulsion to act out Griboedov’s
predominantly silent scenes melodramatically. Goncharov didactically reminds these
overzealous actors that executing their few lines tactfully and intelligently would deliver a
greater impact than overpowering the words with accompanying bodily exercises. 142

These reviews, as well as the appropriation of the play by both conservative and liberal
political factions by the 1860s, influenced the play’s representation on stage.143 In 1923, V. L.
Nemirovich-Danchenko wrote that the productions of Woe from Wit “are not putting on the play,

but the journalistic articles that it generated.”144 Later, around the turn of the twentieth century,

o9

142 1. A. Tonvapos, “MunboH Tep3annii,” accessed March 2, 2020, https://ilibrary.ru/text/1075/p.1/index.html.

143 Karlinsky, Russian Drama from Its Beginnings to the Age of Pushkin.
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this creative interpretation of the text went further, once Chatsky was scathingly rejected as an
emblem of their Decembrist movement by radical factions.14s This climaxed in the reactive
interpretation of the play by the Soviet director Vsevolod Meyerhold, who took several artistic
liberties including the reaffirmation of Chatsky’s Decembrist affiliation.

Figes asserts that Meyerhold seemed “motivated to...negate its very text” through his
perverse casting, directing, and renaming of the text in 1928.146 Prolific Soviet author and expert
theater critic, Konstantin Rudnitsky, however, paints Meyerhold in a sympathetic, misguided
light. Rudnitsky argues that Meyerhold got carried away with his directorial license in attempting
to make the play clearer and began to unconsciously adapt rather than simply present.147 He
began his project by reviewing all preserved authorial versions of the play and chose to reject the
canonical text in favor of a new, “consolidated” version. In this version, he restored the working
title I'ope Ymy (Woe to Wit) and added silent scenes of his own authorship. Rudnitsky admits
that, while typical of the director, these edits became excessive in this case. For example,
Meyerhold emphasized a love affair between Famusov and Lisa. He wanted to emphasize
"features that bring (Chatsky) closer to the Decembrists,” a revisionist plan popular in the Soviet
era. Strangely in the time of Soviet propaganda, Meyerhold portrayed the tsarist society as well-
ordered, healthy, sensuous, and strong. The director instructed the actor playing Chatsky to act
emotionally strained throughout, and spend most of the play at one of the pianos on stage.
Meyerhold imagined Chatsky drawing life from music like Beethoven or Griboedov himself.

Rudnitsky paints Meyerhold as a man propelled by “whimsical imagination” to create a

145 Figes, Natasha’s Dance.

146 Figes.

147 K. JI. Pymaunxmuii, “Pexunccep Meiiepxomns.,” accessed February 18, 2020, http://teatr-
lib.ru/Library/Rudnitsky/dir meye/.

37



performance far from the playwright’s original intentions. An overwhelming cry of aversion rose
from the reviews: “Ha3zan x ' puboenoBy!” (Back to Griboedov!).14s

This play, released exactly one hundred years after Griboedov’s untimely death, belonged
to the many celebrations of Russia’s beloved playwright. A centennial journal article written by
famed historian D.S. Mirsky considered Griboedov to be “certainly one of the most striking
personalities in Russian history.” 149 One hundred years after the playwright’s death, Mirsky
noted that a renewed interest in Griboedov resulted in his later poetry and personal
correspondence gaining relevance. This upsurge of interest followed the 1929 non-serialized
publication of the Russian historian Tynyanov’s novel Death of the Vazir-Mukhtar,i50 a
historical fiction based on the events transpiring in the last year of Griboedov’s life.151 He
explained why he wrote the novel in a posthumously published autobiography, in which he
described his own quest for information about Griboedov. He was left “appalled by how poorly
he was understood, by how little resemblance there was between all that Griboedov wrote and all
that had been written about him by literary historians.”152 This novel situates Griboedov in his
diplomatic success with the Turkmenchay Peace Treaty, his renown as the exceptional author of
a famous unpublished comedy, and his familiarity with the actors in the failed Decembrist
rebellion. Back in Russia, his literary acquaintances are gone, either exiled or executed. He finds
himself at a creative block, and, his grandiose plans of the Transcaucasian project stymied,

“there is nothing left for Griboedov to do but to go on to Persia to his inevitable end.” 153 There is

148 Py THULIKHA.

149 Mirsky, “Centenary of the Death of Griboyedov (1829--January--1929).”

150 Vazir-Mukhtar is Persian for “ambassador”

151 Mirsky, “Centenary of the Death of Griboyedov (1829--January--1929).”

152 Dimitri N. Breschinsky and Zinaida A. Breschinsky, “On Tynjanov the Writer and His Use of Cinematic
Technique in The Death of the Wazir Mukhtar,” The Slavic and East European Journal 29, no. 1 (1985): 1-17,
https://doi.org/10.2307/307921.
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heated discussion about the verity of Tynyanov’s representation of Griboedov as working with
the Tsar, given his Decembrist associations. However, the narrative was so convincing that
famed author Maxim Gorky remarked, “That’s what he must have been like. And even if not —
he will be from now on.” Soviet citizens worried about accepting this revisionist version of
Griboedov’s life and motivations. They feared that Tynyanov was making a parallel between
Griboedov, disaffected with the 1825 Decembrist rebellion, and a hypothetical 1929
contemporary with subversive thoughts about the 1917 October Revolution. For a period of time,
Soviet critics banned the novel as a result of this potential seditiousness in the USSR.154

Other Soviet historians wrote new biographies of Griboedov, superseding this 1929
revisionist novel in their claimed verity. Woe from Wit was completely reimagined in 1951 when
Militsa Nechkina published her Griboedov and the Decembrists study, which attempted to frame
Griboedov as a Decembrist through his mere association with other members of the organization.
Nechkina also attempts to demonstrate that Woe from Wit was a revolutionary predecessor to the
Soviet 1917 revolution. In her version, a Decembrist Griboedov substantiates the Soviet Union’s
revisionist history. Griboedov’s Chatsky stands in opposition to Molchalin, who represents the
old, tired tsarist Russia. Chatsky, with the victory of the Soviet revolution, becomes the
"victorious" force in the long run — making this tragic hero a sort of early martyr for the Soviet
cause, a man before his time. 155 Alexander Druzhinin, a greatly respected figure among Soviet
historians, condemned Nechkina’s Griboedov and the Decembrists. He highlighted that
Nechkina was alone in her “Bolshevised Decembrism” interpretation. Druzhinin disagreed with
her assertion that the entire course of Russian history led to the revolution, necessarily

“smash[ing] the old aristocracy and clear[ing] the way for the triumph of the republican

154 Breschinsky and Breschinsky.
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regime.” 156 Rather, in the same way that Griboedov and the Archaists were fighting a losing
battle against the Innovators, future paths are abstruse. The closest possible avenue to
ascertaining its uncertainty is in viewing the themes in the present. In the final section of this
study, contemporary Russian citizens explain how their country’s literary past influences their

lived experience in the present.

156 John Gooding, “The Decembrists in the Soviet Union,” Soviet Studies 40, no. 2 (1988): 196-209.
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3.1 Set-up for Interviews

Pushkin, in speaking about one of Griboedov’s earliest drafts of Woe from Wit, remarked
in 1825, “I say nothing of his verses: half of them should become proverbs.”157 And they did —
continuing into the current day. To form a picture of Griboedov and his play’s lasting legacy, I
conducted interviews to glean from contemporary Russians their perception of Griboedov’s
exceptional language. Delving into individuals’ personal experiences with literature, schooling,
and more recent contact with vernacular uses of winged expressions exposes the pervasiveness
of the epigrammatic phrases of Woe from Wit.

On the following page, Table 1 outlines the summary results of the interviews, laying out
the questions I asked each of the interviewees. This presentation reveals specific idiosyncrasies
of their responses. The first part of the interview, the individuals’ demographics, served as a
potential opportunity for discussions of their upbringing, love (or lack thereof) for literature, and
the changing technological landscape of their childhood to the current day. Multiple interviewees
asked me if they should be responding as extensively as they were. I told them that their
digressions and spontaneous reflections were, in fact, what I found the most compelling since
those revealed the most about their individual experience of their cultural language. One
important detail to note is that Natala and Sofia grew up in the Soviet Union, with Sofia

completing her secondary school education in the former principality of Moldovia.

157 Anexcaunp Cepreesud [lymrkun, “Tlymxws o ‘Tope Ot YMma,”” accessed March 6, 2020,
http://sobolev.franklang.ru/index.php/pushkin-i-ego-vremya/139-pushkin-o-gore-ot-uma.
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Table 1: Summary Results of Interviews

Name
Age

Where they were

born / went to
school

Upbringing

What / how often
do they read for

pleasure?

Do they listen to
the radio, watch
news on the TV,

and/or read
newspapers

Year they
learned about

Woe from Wit in

school

Did they read an
abridged version

or the full
version?

Which
monologue did
they memorize
from the play

Familiarity with
the play (Scale: 1

being least to 5
being best)

Profession

(information not

derived from
interviews)

Mila
20

Moscow,
Russian
Federation

They
watched a
lot of TV as

a family

Often;
nonfiction,
psychology

Only in the
car; yes; no

9 grade
(assumedly)

Abridged
(Sparknotes
Russian
equivalent)

Doesn’t
remember

W

Architecture
student
(college)

Masha
21
Moscow,

Russian
Federation

She read
prolifically
alone and
with her
parents

Not often;
fiction

No; no but
her parents
do, reads the
news on
social media

10m grade

Full

Chatsky’s “a
cyou kmo”
monologue

English
Cultural
student
(college)

Aleksandr
31

Moscow,
Russian
Federation

Grandma
read classics
to him and his
siblings, his
childhood
home had
many books

Very often, all
genres

No; no; no;
mostly reads
the news on
the internet

9 grade
(2002)

Full

Chatsky’s “a
cyou kmo”’
monologue

5
(4 because he
can’t quote it)

English
language
professor

Natala
49

Georgia /
Moscow,
USSR

She read
prolifically
alone maand
with parents,
esp.
international
books

Reads more
news than
books

Yes; no, yes,
online

7th or Sih
(probably 8m)

Full

Chatsky’s “a
cyou kmo”’
monologue

College
administrator

Sofia
57

Moldovia,
USSR

She read
prolifically
alone, at
school, and
with her
parents

Less often;
art books

No; yes; yes;
as well as
the internet

7th or 8
grade (when
she was 14/
15)

Full

Doesn’t
think anyone
memorized
monologues
from Woe
from Wit

4
(3+ before
rereading)

Retired
economist



Almost all of the interviewees described their childhood love of literature, though they
differed on their favorite genres. Aleksandr sums up how these book lovers remember their
childhood: “We were brought up by books.” His grandmother read classics to him and his
siblings until he was old enough to read himself. At that point, he loved reading the books lying
around the house and specifically sought out encyclopedias. Natala’s parents also read to her,
and she defines “reading [as] an essential part of my growing up.” She, along with her friends,
read a wide assortment of international stories and fairytales because a vast amount had been
translated into Russian and was easily accessible at her local Soviet library in Moscow. Masha
found the same easy access to her favorite genre, international fiction novels, while growing up
in the Russian Federation’s Moscow. Sofia echoes these same sentiments in her interview.
Undoubtedly these individuals picked up numerous winged expressions unconsciously through
their prolific reading. Even if they did not manage to read Woe from Wit before entering school,
some expressions have gained celebrity on their own or through other author’s writings. The line
“Kpuuanu sxeHiunsl: ypa! U B Boznyx uenuuku 6pocanu” (The women cried: hurrah! And
threw their bonnets into the air) has its own extensive Wikipedia page.1ss In addition to Woe from
Wit, Pushkin’s The Snowstorm and Tolstoy’s Anna Karenina contain this Russified idiom. It is
unclear if the expression originally comes from Griboedov’s work, since it echoes the French
expression, “jeter son bonnet par-dessus les moulins,” which ties back to Karamzin’s campaign

to westernize and the Russian language.i159 As an Archaist, it seems unlikely that Griboedov

158 “Kpruanu sxeHmuHbL: ypa! Y B Bo3ayx yermuuku Opocany,” in Buxkuneoust, October 4, 2018,
https://ru.wikipedia.org/w/index.php?title=%D0%9A%D1%80%D0%B8%D1%87%D0%B0%D0%BB%D0%B8
%D0%B6%D0%B5%D0%BD%D1%89%D0%B8%D0%BD%D1%8B: %D1%83%D1%80%D0%B0! %D0%98
%D0%B2_%D0%B2%D0%BE%D0%B7%D0%B4%D1%83%D1%85 %D1%87%D0%B5%D0%BF%D1%87%D
0%B8%D0%BA%D0%B8 %D0%B1%D1%80%D0%BE%D1%81%D0%B0%D0%BB%D0%B8&0ldid=9541812
2.

159 While the French expression has a similar meaning to the English “throw in the towel,” this significantly differs
from the Russian expression’s celebratory connotation.
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would intentionally seek out a non-Russian phrase for his text, but rather was influenced by other
contemporaries. That this one phrase so suddenly appeared in multiple texts at the same time
demonstrates the extensive intertextuality of the time’s literary circles. This trend explains why
countless other Russian authors integrated winged expressions from the play into their works.
Pushkin made his 1825 remark about the proverbial future of Griboedov’s writing “a self-
fulfilling prophesy by incorporating lines” from the comedy into his works Eugene Onegin and
“The Snowstorm.” 160 Quotations from Woe from Wit are also found in Dostoevsky’s works and
Chekhov’s personal letters, both widely read even today.i61 Therefore, readers encounter
Griboedov’s expressions not only in Woe from Wit itself, but also in numerous other famous
writing works.

One individual did not share the others’ love of literature, openly sharing her dislike of
classic Russian literature. Mila spent her childhood watching Soviet films. Assumedly this
television watching could affect her exposure to literary winged expressions in favor of those
produced and reproduced in these films. Both Natala and Sofia acknowledge that the access to
the Internet and television of present-day children would have stunted their prolific reading.
Aleksandr, now 31, grew up during the release of this new technology and confessed his struggle
to manage his reading time with comics, video games, and the rising number of television
channels. The interviewees consider secondary sources an important point of contact with
winged expressions, further demonstrating their pervasiveness. Aleksandr uses the example of
kids’ shows as a likely point of exposure to Griboedov’s classic expressions. Beyond Soviet
movies and kid shows, research indicates that winged expressions are even more widespread

than people might be aware of. Multiple songs in pop music, such as Russian artists Kino and

160 Karlinsky, Russian Drama from Its Beginnings to the Age of Pushkin.
161 Karlinsky.
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Viktor Tsoya’s collaborated song “Red-yellow days,” borrow directly quoted winged
expressions from Woe from Wit.162 The line “Cseraer!... AX! kak ckopo HOub MuHYJa! Buepa
npocwiiack cratb — otkas” (Day is breaking! Oh, the night passed so quickly! Yesterday I asked
for sleep — and it was surrendered) takes the 27w place of the top 100 most popular poetic lines in
Russia (including both Russian and international works) in the Russian magazine “Pycckuii
penoptép” (Russian Reporter).163

Another secondary source of winged expressions is the mass media: newspapers, radio,
or television. Scholar O. Kultysheva posits that reporters enjoy using the pithy, culturally
relevant expressions in headlines and articles, and often employ a wide range of them while
talking on the radio and/or television. 164 Scholar Svitlana Malykhina writes that, as the world
becomes increasingly fragmented and “sectionally differentiated,” the mass media increasingly
fabricates a universal, coherent image of reality. “Media makers specifically design the discourse
to communicate intimacy,” Malykhina says, so media increasingly approaches the colloquial
language of common discourse.16sKultysheva brings this argument to the next level, positing that
mass media’s universality and individuals’ reliance on it create a subjective reality, within which
the use of winged expressions (even rare ones) artificially makes them more relevant in the
language. 166 The five reasons to make allusions in newspaper texts, according to linguist Paul

Lennon, are to attract reader attention, to borrow stylistic nuance, to appeal to common cultural

162 “Russmus: Kuno - Kpacuo-XKenrteie [Iau / Krasno-Zheltye Dni / Red and Yellow Days Lyrics and Translations,”
accessed September 3, 2019, http://russmus.net/song/7267.

163 Buranuii Jleiioun and Haranes Ky3uenora, “CnoBa He Beikunemnns,” accessed September 3, 2019,
http://rusrep.ru/article/2015/06/26/slova-ne-vyikinesh.

164 O Kultysheva, “Ways of Manipulating Public Consciousness with Modern Media: An Analysis of the Russian
Regional Publications,” Meduaobpaszosanue, no. 4 (2019), https://cyberleninka.ru/article/n/ways-of-manipulating-
public-consciousness-with-modern-media-an-analysis-of-the-russian-regional-publications.

165 Svitlana Malykhina, Renaissance of Classical Allusions in Contemporary Russian Media (Lexington Books,
2014).

166 Kultysheva, “WAYS OF MANIPULATING PUBLIC CONSCIOUSNESS WITH MODERN MEDIA.”
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values with the reader, to intellectually stimulate the reader, and to show the writer’s
“knowledge, beliefs, values, and wit.”167 Kultsheva believes that news writers employ these
expressions for these reasons towards the ultimate aim of manipulating the audience. She argues
that the use of winged expressions gives the news writer the ability to insidiously influence the
reader, especially when the newspaper transmits official news. The interviewees have a variety
of media consumption habits, but all consume media regularly enough to have secondary
exposure to common winged expressions directly through media. Masha reads the news on social
media, especially using VKontakte and Telegram.16s Sofia primarily reads newspapers and
watches the television, while Natala extensively reads the news on the internet, consuming a
wide variety of sources ranging from official news like ['ocnoBoctu (literal translation:
government news) to a freer press like Meduza. Both Aleksandr and Mila’s news consumption
are more casual: Mila seeks out her news on the television, specifically on Russian channel 1,
and Aleksandr only intentionally looks up news stories once they come up in conversation or pop
up on his e-mail account’s home login page.

While all of the interviewees, excepting Mila, sadly reflect on their reduced reading
habits after childhood, they continue to find ways to integrate the activity into their daily lives.
Sofia recently reread Woe from Wit and remarked in surprise that almost every phrase turned out
to be a winged expression. Natala also reread parts of the work when her daughter was learning it
in school, in order to help her daughter study, and, at the same time, satisfying her own curiosity
when her daughter mentioned interesting facets of the play. Natala fell in love with a midcentury

film following the play, so she interacts with the literature in that way as well. Aleksandr is

167 Malykhina, Renaissance of Classical Allusions in Contemporary Russian Media.

168 Vkontakte functions similarly to Facebook, but is primarily used in the Russian Federation and nearby countries;
Telegram is a messaging application, similar to Whatsapp, but additionally has channels one can subscribe to, in
which individuals and news organizations consistently release news updates.
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probably the interviewee with the most prolific present-day reading habits, explaining that he

makes sure to “always have a book to read” in transit or to fill small gaps in his day.

3.2 Interviewees’ composite definition of the term “winged
expression”

VI TOBOPUT, KAK IIVIIET [You speak as one might write!]
Disapproving.
Act 2, Scene 2: when Famusov is judging Chatsky’s way of speaking;

About a person who speaks eloquently, but nonetheless comes across as forced, bookish, or
rehearsed.

Source: boavuionr Caobape Kpviaamuix Ca08 Pycckoeo f3bika

The interviewees agree on the pervasiveness of winged expressions, their strength being
that they are useful and universally understood. In the discussion of where they come from,
everyone mentions a distinct source: Mila limits her sources to fairytales from which people
pulled expressions a long time ago, while the others list books, famous individuals, films
(especially Soviet ones) and art. There is an emphasis on the textual nature of the source, as well
as its popularity. Sofia explains that calling a phrase “winged” exposes the fact that people have
forgotten the source, a sentiment echoed by the others. Aleksandr and Masha both explain that
the extensive repetition of these expressions causes an individual to adopt them gradually as they
grow up. “Especially,” Masha stresses, “when your parents were born and grew up in the Soviet
Union...they know all these expressions, and you just grow up with them.” Another aspect of
winged expressions repeated during the interviews was how fundamental they are to the Russian
language. The interviewees describe how the expressions “tie together” the language; and how

they are a part of the collective consciousness in that they come naturally, as any other ordinary
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word in the language. These phrases, equated to idiomatic folklore by several of the individuals,
clearly communicate the exact sentiment of a particular situation in a shortened format.
Succinctly put by Sofia, these “words that we use that are as short as you want to speak.”
Another agreed-on characteristic of winged expressions is their fixedness, the same “orientation
of words” repeated from one individual to another. Aleksandr reflects that having a
grammatically adaptable language with a flexible word order makes fixed phrases that always
come out the same way “something to cherish.” Sofia cherishes these expressions, explaining
that, “It’s like our code;” it’s a way to understand that the two speakers belong to the same
distinct cultural tradition (emblemized in the expression “mbI cBoe”169). Due to the cultural
knowledge required to understand these expressions in their daily usage, Figes calls the language
so idiomatic that translation or comprehension of the work by non-native Russian speakers is
nearly impossible.170 Aleksandr disagrees with this assertion, arguing that understanding winged
expressions is not necessary in understanding daily conversation, proven by Natala’s ability to
accurately guess the meaning of a winged expression by context clues even though she had never

heard it before. All together, the interviewees they conceive of a winged expression as

a culturally-tied, pithy phrase with a well-known, typically text-based source, repeated in its fixed format
enough that language learners pick it up and employ it without necessarily knowing its source or being
aware of their use of it.

Natala, in struggling to come up with her definition, laughed, remarking, “See, if I had a
kpeuiaTas gpasa (winged phrase) for what I’'m trying to say, I would probably use that.”

The interviewees came up with a variety of explanations for why the Russian language
has such a large number of winged words. Most of them started with a response exemplified by

Natala’s confusion: “I did not know [or] think about the fact that other languages did not have”

169 This expression directly translates as “we are ours,” but communicates the sentiment of “we both belong to one
another,” due to the shared belonging in their cultural group.
170 Figes, Natasha’s Dance.
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winged expressions. The two main explanations they came up with were the aforementioned
flexibility of the Russian language and the cultural tendency to appreciate them. In Russian
grammar, Natala points out, there are countless tools to change the meaning of sentences —
prefixes, suffixes, word endings — integrated into the language. In a similar way to how verb
prefixes succinctly specify an unambiguous meaning, winged expressions describe particular
emotional situations while nodding to the speaker’s intelligence and cultural literacy. Masha
makes this last point, which Natala describes as an understandable love of catchphrases shared
by all of her countrymen. Natala says it’s often easier and more enjoyable to use winged
expressions rather than expressing herself otherwise because “it’s easier to understand exactly
what you mean [with] this sort of ma6ion (template/rote) kind of phrase.” The end result: the
code that Sofia reveres, in Soviet times tying together citizens of the Soviet republics; and going
into the present day, defining the formerly Soviet citizens and present-day Russians as a distinct

in-group tied together by their common linguistic history.

3.3 How do winged expressions develop in the present day?

JIYUILE TAM, IIE HAC HET [The grass is greener on the other side]
Jealousy, greediness.171
Act 1, Scene 7: when Chatsky derides Moscow and Sophia tries to defend it;

Used to scornfully reflect on one’s present circumstance in relation to another, better one.

Source: CaoBapu u snyurioneduu Ha Axademuxe

171 “TaM Xopo1mo, Te HAC HET. - 3T0... Uto Takoe Tam xoporo, rae Hac Het.?,” CIoBapu 1 SHIMKIIOISINH Ha
Axanemuke, accessed February 29, 2020,
https://dic.academic.ru/dic.nsf/dahl_proverbs/8412/%D0%A2%D0%B0%D0%BC.
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In the text of Woe from Wit, Sophia asks Chatsky “T e »x myume?” ([emphatically]
Where is better?), and he replies, “I'ne nac Her” (Where we aren’t). This expression exemplifies
one of the reasons Griboedov’s expressions fit so fluidly into conversation — the split-up feature
of many of his phrases allows for a call-and-response to occur. This direct translation, however,
hides Griboedov’s ingenious grammatical ambiguity that Sir Bernard Pares’ 1925 rhymed
translation of the text reveals. It must be stated that, in Pares’ translation, he took significant
allowances to make his language echo the emotion and sentiments of the original, rather than

directly translating to the nearest English equivalents. He chose to translate this dialogue as,

SOPHIA:
Where’s it better?
CHATSKY: Where there’s none of us.

This translation changes Sophia’s emphatic question of “where is better” by adding the subject
“it.” In the context of their conversation about how Chatsky finds Moscow banal, “it” is referring
to the city of Moscow. In the other sense of the expression — where is better — Sophia is asking
Chatsky to give her an example of a better place. Adding Moscow was the subject creates the
nuance of asking if it is possible that there is a better place at all. Chatsky’s directly translated
response, “where we are not,” is a rebuttal to her, following the sense of the English language
expression “the grass is always greener on the other side.” However, in Pares’ translation, the
emphasis is on the place rather than the people with his grammatically correct, albeit rare,
translation of “rne Hac Her” as “where there’s none of us.” Chatsky stresses that the issue with
the location he and Sophia find themselves is that they themselves are there, and that a better
place is unachievable because they are the spoiling factor in their present environment. This
ambiguity in Griboedov’s language allows contemporary speakers the ability to employ the
winged expressions in a variety of contexts to mean different things. Both Mila and Sofia correct

my textual version with their own: Mila gives me «y4me tam, rae Hac HeT (it’s better in the
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place where we aren’t) while Sofia says, “Tam xopomo, riae Hac Het” (it’s good in the place
where we aren’t). While these two versions are similar, they contribute to the question of what
makes the other place better: is it the absence of the interlocuters and/or their immediate
surroundings; or is it that this other place has enviable characteristics? In English, the expression
“the grass is always greener on the other side” has the answers built into it: at once, the speaker
is admonishing their conversation partner for envying an imagined value of another circumstance
by using the word “always” to inform them that they would be envious of others no matter what
circumstance they find themselves in. When I ask Mila about the Russian expression, she
promptly remarks, “it’s the most ironic joke at oneself.” Mila’s version of Chatsky and Sophia’s
repartee unironically admires the advantages of other people’s life situations, while Sofia’s more
evenly reflects on the shared virtues of both her circumstances and other people’s. Whether this
difference reflects a generational divide between Soviet commiseration of life destinies versus a
more capitalist envy of more successful individuals, one cannot surmise from this one
expression. However, the development of this expression from the text to these individuals’
vocabulary does elucidate the contentious journey of these words from the text to people’s
contemporary mouths.

The text became widespread in Russia during the first half of the 19 century before the
coining of the term “winged expressions.” This is why Pushkin famously said that the play’s
expressions would turn into proverbs. German philologist and lexicographer Georg Biichmann
coined the term “winged phrases” in 1864.172 By the late 1800s, informal compilations of winged
phrases in the Russian language had begun emerging, including one containing what the author,

Rednikov, considered “remarkable sayings.”173 Current-day winged words dictionary compilers

172 bepkoB, Moxkuenko, and llynexkoBa, boavuwot Cnogaps Kpsiriameix Cnoe Pycckozo HA3vika.
173 bepkoB, Moxkuenko, and IlymnexkoBa.
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Berkov et al. note that these informal dictionaries affected the later occurrence of some more
unknown phrases, due to their lenient standards that sometimes included “ordinary quotes that
attracted the attention of the compiler either with instructive content or poetic expressiveness.” It
seems that this dictionary of remarkable sayings would easy fit this standard. Later, in an attempt
to eradicate obsolete or relevantly unrecognized expressions, a 1929 book written by Kamenev
accumulated old winged phrases to show what not to include in the new society but ended up
simply being a dictionary of old aphorisms.174 The language of winged phrases is constantly
changing: sometimes they gain new meanings or language speakers resurrect them after
passively holding them for years. Individual winged expressions evolve from protologisms into
neologisms as other, less popular ones drop out of the language.175,176 1 found that during my
interviews, some sources for popular winged expressions had become inaccurate in the short
time between publication and my reading them. For example, a professor writing a 2017 article
inaccurately stated that the expressions “YMepeHHOCTh U akKypaTHOCTE and “@paHITy3uK U3
Bbopno” were commonly used by students, while the student I asked had never heard the
expression before.177

Aleksandr is the only one of the interviewees who organically brings up the fact that the
playwright’s language stood out to him while studying the play. He says he began to “love” the
play in part due to the language, which made the play sound beautiful with its multiple layers.
While rereading it after his first exposure, he focused on “how the language worked.” Soviet

linguist and literary critic G.O. Vinokur believes that Woe from Wit’s diversity of techniques and

174 bepkoB, Moxkuenko, and IlymnexkoBa.

175 Zhivov, “The New Cultural Differentiation;”

176 Mila, Case study participant (Pseudonym Mila), interview by Daria Locher, Whatsapp Video, January 14, 2020.
177 E.I1. Musnsnua, “UCIIOJIb30BAHUE KPBIJTATBIX CJIOB 1 BBIPAXKEHHMI B PEUM CTYIEHTOB,”
Hayunwuii nomenyuan XXI Bexa (Scientific Potential of the XXI Century), June 8, 2017, 124-31.
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application of them while maintaining compositional completeness create a beautiful work ripe
for potential winged phrases.178 Ironically, the integration of countless international techniques in
the work produced a product so markedly emblematic of Russian culture that Russians find it
difficult to distinguish from their deep-rooted, oral folklore. People often consider Griboedov’s
lines to be folk proverbs and popular clichés is due to the author’s seamless integration of the
qualities of folklore speech into his writing. 179,180

During her re-reading of the play, Sofia found herself understanding the play differently
from when she first read it. She reflects that, at different points in one’s life, a person has
different priorities: “’You grow up and your mentality changes, your priority changes, and that’s
why you see other sides of it.” The scholar Malykhina corroborates Tamara’s sentiment,
explaining that, often people cannot understand the original, textual meaning of winged words
due to the expressions themselves alluding to more ancient works. Perhaps a reason why the
older interviewees bring up Griboedov’s language use in their interviews is due to their lifelong
exposure to them in multiple cultural and textual contexts. It follows that one’s use and
understanding of Griboedov’s expressions also reflect their changing priorities and mentality.
Furthermore, present-day adaptations of the play attach additional connotations to winged
expressions that already contain almost two hundred years of history. Aleksandr speaks about an
operatic adaptation of Woe from Wit by Kirill Serebrenikov that he considers a blatant affront to
the community, way of life, and intelligence of the Muscovites that were Serebrenikov’s main
audience. While Aleksandr does not intend to praise the play, his critique actually highlights

Serebrenikov’s ingenuity in translating Griboedov’s mockery of his contemporaries to the

178 BuHokyp, “‘T'ope Ot Yma’ Kaxk [Tamsarauk Pycckoit XynoxecrsenHoit Peun.”
179 ArnkuH, “T'puboenosckue Kpriareie CioBa B ComoctaBnernu ¢ @oapKIOpoM.”
180 Figes, Natasha’s Dance.
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present day. An online critique of the opera — named Chaadsky after its main philosopher-
dissident as a foil to the play’s timeworn Chatsky — describes it as difficult to listen to and more
of a reflection on the play’s author than the play itself. With most of the cast condemned to
physically holding the rich, main characters up off the coal-strewn floor, the great dichotomy
between current-day oligarchs and the common people is made exceedingly clear.181 The
impressions from this radical adaptation could impact its audiences’ experience of its winged
expressions afterwards. Perhaps, rather than viewing an expression of Chatsky’s in the context of
a fight against the 19 century Old Regime, an audience member might view it in the context of
a contemporary offended oligarch.

The often two-part nature of these expressions compounds the ambiguity arising from
their multiple layers, allowing for differing contextual uses. In discussing the expression, “Bpwu,
7la 3Hal Jke Mepy;/ecTh OT uero B otdasiHue npuary’ (talk nonsense but know when to
stop;/you’re driving me to despair), Mila informs me that she would use the two phrases in
completely different contexts. She explains her confusion in saying that she employs the two
phrases as two distinct expressions. The first one she would use in exasperation at someone
spinning a yarn, while she would use the second while talking about despair in the general sense
without purposely referencing a text. Perhaps this expression has become too common for her to
consider it text-based at all. Natala and Masha propose another explanation for why people only
know the first half of an expression. In the case of a long expression, people often only use the
first part with the assumption is that the end of the phrase automatically resonates in the
interlocutor’s mind. Masha, unlike Natala, admits that, while people often only use the first part

of the phrase, “sometimes nobody knows the second part.” While this ignorance could be due to

181 “Kupnmn CepebpeHHNKOB mmocTaBui orepy no «['opro ot yman,” GQ Poccus, accessed February 29, 2020,
https://www.gq.ru/entertainment/kirill-serebrennikov-postavil-operu-po-goryu-ot-uma.
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these expressions finally fading out of the collective consciousness after almost two hundred
years, other explanations seem more probable. For one, the expressions for which this is true
could be generally less popular than others, either currently out of fashion, or never completely
ubiquitous in the vernacular. Masha reflects sadly that most people today don’t like classics,
which her and Mila’s reading habits reflect. It follows that they value winged expressions in a
similar manner. The interviewees perceive many of the interview winged expressions as coming
from classical literature. Aleksandr guesses that two of the expressions I give him were even
older — derived from the Bible and the other /Jomocmpou (Homebuilding), a 16t century
handbook on household etiquette. When Natala finds out that the phrase “®panimy3uk u3 bopmo”
(a Frenchman from Bordeaux) is not from Pushkin’s Evgenii Onegin, as she believed, but from
Woe from Wit, she insists that I explain the surrounding context to resituate herself. For the most
part, all of the interviewees’ knowledge of the phraseological source of the winged expressions
are lacking compared to what scholars anticipated. Rather, the interviewees find it more
important to know the names of oft quoted works than which specific work an expression was
tied to. Natala remarks that Woe from Wit has “a lot of phrases that float around” but people

don’t often know where any singular expression is from.

3.4 Generational conflict as exposed by winged expressions

YUmiIviCh BbI HA CTAPIIVIX TTIA0S1 [ You could learn by looking at your elders]
Humorous or ironic
Act 2, Scene 2: Famusov’s response to an insolent remark by Chatsky;

An elder’s admonishment; the advice to follow the speaker’s example.

Source: boavwon Caobaps Kpvirameix Cao08 Pycckoeo f3vika
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Before finding out that all the winged expressions I ask about in the interview came from
Woe from Wit, Aleksandr uses the play as an example of a theme in Russian literature to place
“elders and the young” into conflict, with the older generation trying to “save” members of the
younger generation that they perceive as going astray. The expression we are talking about,
“yunnuch Obl Ha cTapmux s’ (you could learn by looking at your elders; similar to the
English expression “respect your elders”), explicitly addresses this generational conflict. Scholar
Vinokur points out that rhetorical questions and/or emotional exclamations define popular
winged expressions by Griboedov.1s2 This expression can be used by an exasperated elder
speaking to a foolhardy younger individual. Aleksandr describes how he primarily encountered
the expression at school when his teachers were telling him how he should be acting. While 31
himself, Aleksandr was in high school at the turn of the millennium, placing his education
squarely under the Russian Federation’s purview. His teachers, on the other hand, grew up
during the Soviet era, and Aleksandr considers them part of a more conservative generation than
his own. While his generation looks to the future, this older generation had grown up in an era
stagnant in future prospects and therefore exalting history and, by extension, their elders. This is
the aforementioned expression that Aleksandr believed came from a 17 century handbook on
household etiquette, Jomocmpoii (homebuilding). This handbook directs its target readers to
accept a man as in charge of the household and children following their parents, etc. Another
possible source that Aleksandr proposes is the 12t century ruler Vladimir Monomakh, who
wrote letters to his son. Both of these ancient texts communicate traditional, conservative values
in a didactic fashion, and it’s possible that Griboedov was referring to them when he made

Famusov respond to a particularly insolent remark by Chatsky with this remark.

182 Bunokyp, “‘I'ope Ot Yma’ Kaxk ITamsarank Pycckoit Xynoxecrsennoi Peun.”
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Aleksandr personally does not use this expression seriously in any context, considering it
belittling to his students. However, employing these phrases ironically can upturn the dominant
conservative view in Russia upheld in some winged expressions. Mila and Masha both
substantiate this opinion, considering the use of some expressions only possible in jest or
sarcasm. Mila goes so far as to say that the only genuine expressions necessarily originate from
fairytales (assumedly in the form of proverbs and other moral truisms). Therefore, the use of
winged expressions differs across generations: someone older might unironically use an
expression someone younger would only employ in jest. This could be due to the fact that
expressions winged from non-fairytales allow for nuance, which can then be twisted in the
manner that the speaker wants it to be. Masha views this nuance as emblematic of the
generational-educational divide. Scholar Malykhina proposes the idea that simply growing up
during Soviet times can change people’s experience of encountering winged expressions. During
Soviet times winged words were ubiquitous in Soviet programming, so individual expressions
might hold even more nuance connected to this programming that for the younger generation. 183
To further solidify these words’ place in the collective conscience, Natala explains that, “in the
Soviet days when you did some research, you were supposed to quote a political leader, classic
philosopher, a thinker, or a literary author.” Malykhina describes this the traditional view of
Russian classic literature as “a precious asset, a repository of shared values.” 184 Soviet children
considered access and reference to these texts precious due to their hyper-censored environment,
which used to be more suffocating than today. On the flip side, a post-Soviet generation with
multiplying technology at their fingertips demonstrate overall reduced reading habits and

reduced exposure to the texts’ nuance. The expressions then enter the language through other

183 Malykhina, Renaissance of Classical Allusions in Contemporary Russian Media.
184 Malykhina.
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means and with different connotations than straight from the text. Some consider various
expressions “Soviet” — ironic, due to their actual origin. These differences in life experience
contribute to each individuals’ own phraseological vocabulary while also being emblematic of
the greater processes at play.

While this small case study cannot reveal generational change and language progression,
the changing definitions of winged expressions in phraseological dictionaries can shed light on
some general shift in the use of particular winged expressions. The dictionary Pycckue
Iocnosuywl, Ilocosopku, u Kpvinamwvix Beipascenus (Russian Proverbs, Sayings, and Winged
Expressions) was published in 1979, while the horwvuioii Crosapv Kpvinamuix Buipascenus (The
Big Dictionary of Winged Expressions) was published in 2008. The expression in question:
“bnaxeH, KTo BepyeT, Teruio emy Ha cBete!” (Blessed is he who believes; this gives him warmth
in the world). When I ask where he thought the expression came from, Aleksandr assumes it
came from the Bible or another church-related text, because of the expression’s mimicking of the
textual structure of the 10 Beatitudes of Matthew (e.g. “brnaxxennsr kpoTkue, 100 OHU
HacnenyroT 3emito” [Blessed are the meek, for they will inherit the earth]).185 Aleksandr explains
that he personally does not use the expression that often, because he avoids discussions about
religion in general, since he feels that they often revolve around an attempt to convert the other
interlocutor. That being said, he says he would use the expression in a monastery to be polite.
This expression, he considers after a short time, he can use in a nonreligious context about a
belief other than that in God. The Big Dictionary of Winged Expressions (2008) reiterates the

same use of the expression, saying that it communicates the following sentiment: It is good for

185 “EBanrennckue 3amosenu bmaxencrsa / [IpaBociaBue.Ru,” accessed March 2, 2020,
http://www.pravoslavie.ru/104825 .html.

58



those who believe in the possibility of felicitous coincidences; who optimistically look at life. 186
Both Aleksandr and the dictionary compilers, Berkov et al., emphasize that this expression
covers some belief in positive possibilities. Russian Proverbs, Sayings, and Winged Expressions
(1979) paints a different picture, defining the expression as spoken ironically about people, who
without enough base believe something considered unlikely.187 This difference might trace back
to the Soviet intolerance of religion, which would shed an ironic, even sardonic, shade on an

expression imitating the language of the Bible.

3.5 Standardized literary education as a moderating factor

A CYIBHU KTO? [And who are our judges?]
Bookish; disapproving
Act 2, Scene 5: when societal judgement affronts Chatsky;

Used in relation to people called onto to sum up, judge, or evaluate something or someone, but show
incompetence or bias; those who are not worthy of their professional or moral qualities to evaluate the

activities or actions of someone else, or to judge other people.

Source: borvwou Cnosaps Kpvinamoeix Cnoe Pycckozo H3vika

Other than hearing these expressions on the television and by their families, the most
cited other origin point for the interviewees’ exposure to expressions from Woe from Wit is in
school. The standardized education described in the previous chapter ensures that graduates of
the secondary school program share decent exposure to classic literature and winged expressions.

To explain this phenomenon, one must look at the history of literary education in Russia.

186 bepkoB, Moxkuenko, and llynexkoBa, boavuwot Crogapv Kpsiiameix Cnoe Pycckozo Hzvika.

187 B.I1. ®emumpraa and FO.E. TIpoxopoB, Pycckue Ilocrosuysi, Ilocoéopku, u Kpeiiameix Buipasicenus.
Jluneeocmparnogedueckuti Cnogapw, ed. EXM. Bepemaruna and B.I". Koctomaposa (Mocksa M3xaTenscTBO
“Pycckuit A3pIk,” 1979).
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Russian literature entered the higher education curriculum in 1812, right around the time that
Russian society was turning to its traditions to define itself.18s Since that time, it has developed
greatly. To begin with, there are two defining documents for the Russian secondary education
system: the 2004 Cmanoapm Cpeonezo (Ilonnozo) Obwezo Obpazosanus no Jlumepamype
(Russian Standard for Secondary (Complete) General Education in Literature) and the 2010
Ilpukaz 06 Ymeepowcoenuu @edepanvroco cocyoapcmeennozo Obpazosamenvroco Cmanoapma
Ocnosgnozo Obpazosanus (Order about the Ratification of a Federal Governmental Educational
Standard for Secondary General Education). These two come together to outline the
requirements for all Russian schools and teachers to follow. The latter states that the
“understanding of literature (is) one of main national-cultural values of the people, as a special
way of learning life.” 189 This order states that the secondary school literature curriculum aims for
the systematization of students’ ideas about the historical development of literature. This
systemic uniformity intends for students to become both “spiritually developed” (myxoBHO
pa3BuToil), gain a “refined taste” in literature (xygoxxectBeHHoro Bkyca). One of the stated
requirements for graduation is the ability to “reproduce the content of literary works,” referring
to the widespread practice of memorizing monologues from classical literature. All of the
interviewees’ stories reflect this wide range of literature consumed in the classroom. Natala
remembers how she “read, of course, a lot for school. Every classic, every author which is
considered to be a classic of Russian literature I think I’ve read that.”

As an important part of this literary tradition, Woe from Wit is required reading for

students across Russia, as stipulated in the Order about the Ratification of the Federal

188 Maguire, Exploring Gogol.
189 artemiofs, “@I'OCkI - @enepansHbIe TOCYAapCTBEHHBIE 00paszoBarenbHble cTannaptel,” @I'OC (blog), accessed
September 3, 2019, https://fgos.ru/. (classes 5 through 9)
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Component of the Governmental Educational Standards of General Primary, Fundamental, and
Secondary (Full) Education (not needing state registration).190 Students typically read the play
in their ninth year of schooling,191 sometimes making the ninth-grade summer reading list along
with classics such as Pushkin’s Evgenii Onegin, Chekhov’s The Snowstorm, and Karamzin’s
Poor Liza.192 Often the same monologues are memorized through generations and across the
country, as seen on the numerous websites online with the same cherrypicked passages.193 Both
the interviewees as well as a ninth-grade lesson plan for use across Russia stipulate Chatsky’s
monologue beginning with the famous winged expression, “a cyasu kto?” referenced in the
beginning of this section.

By looking at this teacher’s guide for the ninth-grade literature class, it is possible to see
explicit lesson plans designed for teaching students about Griboedov and his play. This lesson
plan is part of a handbook for teaching the entire ninth-grade Russian literature course, and
Griboedov enters the narrative on a Thursday in class 18, which is dedicated to introducing
students to his life, destiny, and creative work. This involves tabulating his biography and
learning about his societal ideals. The lessons focus on Griboedov’s relationship with Pushkin
and the poet’s ingenuity, as well as the contextualization of the content of the play in history.
The students act out parts of the play, discuss Chatsky’s critiques of society, situate Griboedov’s

innovative playwrighting in the literary storyline of the time, discuss Chatsky as an anachronistic

190 B.M. ®ununmos, “O6 YTBepxxaenun denepansaoro Komnonenra IN'ocynapctBennsix OOpa3oBaTebHBIX
CrangaproB HauansHoro O6uiero, OcuoBaoro O6mero u Cpennero (ITonnoro) O6mero O6pazosanus (He
Hyxnaercs B ['ocperucrparmn) (¢ M3menennsmu Ha 7 Urons 2017 Tona), [puka3z Muno6paszosanust Poccun Ot 05
Mapra 2004 I'omga Ne1089,” accessed September 3, 2019, http://docs.cntd.ru/document/901895865.

191 Metelitsa, “B Kaxom Knacce N3yqaror ['ope Ot Yma ['puboenopa?,” accessed September 3, 2019,
http://www.bolshoyvopros.ru/questions/1769488-v-kakom-klasse-izuchajut-gore-ot-uma-griboedova.html.

192 “Crmicok JIurepatypst s Urenns Jletom (5-11 Knaccesr) | TBOY Cpennsis O6mieoopazoBatensHast [lkona
Ne252 Kpacrocennckoro Paifona r. Cankr-IletepOypra,” accessed September 3, 2019, http://school252.ru/uchebniy-
plan/spisok-literaturi-dlya-chteniya-letom-5-11-klassi.html.

193 KprokoBa Mapuna AnatonbeBHa, “Hama Teppuropus: Yunm Hauzycts I'puboenosa,” Hawa Teppumopus
(blog), 2010, http://yaplusti.blogspot.com/2010/10/blog-post_13.html.
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character, and finish up in class 24 by discussing the famous 1871 critique “Munbon Tep3anuii”
(Zillions of Torments) by I. A. Goncharov. The lesson plans make a point of discussing how
Famusov’s use of ordinary language demonstrates his desire to prove himself a “real Russian
master” — whatever that means to him. An interesting point is that these lessons call Chatsky’s
language the most extensive and rich of all the characters, contradicting aforementioned scholars,
who believe unequivocally that the title belongs to Sophia. 194

My interviewees tell me that they spent on average just under a month on the play, and
the lesson plan factors in three weeks.195 They remember different parts of their lessons,
including covering the plot, the protagonists’ identities (and dialects), the main conflicts, and the
play’s style and composition. Sofia and Aleksandr recall writing essays, with Aleksandr first
writing dictations of well-written essays to imitate before putting together a quote plan for the
final composition. Interestingly enough, the eldest interviewee, Sofia, specifically mentions
reviewing Woe from Wit’s winged words in class. Teachers would make a point to use the
expressions in class so that students would learn, repeat, and then begin naturally using them.
Natala describes how her teachers had students read long sections of the play in class. Students,
either first enunciating these expressions in class while reading out loud, or perhaps recognizing
expressions they were already employing, were formulaically introduced to the play’s winged
expressions. Sofia traces people’s occasional use of the expressions to this rote focus in her
education (I believe she probably underestimates how frequently she employs Griboedov’s
expressions in her daily life). In terms of discussing the playwright himself, Aleksandr remarks,

“when you study him in school it was always unusual because he was the writer with basically

194 anmmaa @edunoa, Jlumepamypa. 9 knacc. Inanvi-koncnexmot 01 105 ypokos. Yuebno-memoouueckoe
nocobue (Litres, 2019).

195 The lesson plan designates seven lessons of the year’s 105 total literature classes to Griboedov and his
masterpiece. This factors out to three weeks — with two classes a week in a 35-week

62



one book. Which is not true.” This description reveals a gap in this standardized educational
plan: teachers communicate a simplified story to their students in their haste to cover numerous
classics. The fact that this lesson plan elides Griboedov’s younger life and previous works
demonstrates this. This cursory dive into each text leaves people with a vague recollection of
both the text and author’s biography.

Mila tells me that she reads summarized versions of most literature she encounters in
school, using the multitude of SparkNotes-like websites online to avoid having to read the classic
novels that she so dislikes. She also offhandedly mentions that she can’t read the newspaper,
replacing that impossible reading with more digestible television news. The Russian newspaper
Meduza published an article in June of 2018 titled “The Minister of Education said that a quarter
of Russians aren’t functionally literate. But how can I figure out whether or not I am?””.196 The
authors quote pedagogical student Yelena Romanycheva in that primary school teaches students
the fundamental mechanics of reading, and the language in secondary school texts operate on
such a high level that they are rendered incomprehensible to students. The article calls this “a
completely new language.” An example of how these two “languages” differ is in the most basic
word of them all: the verb “to be”. People do not use this verb in present tense in simple,
colloquial Russian. However, the formal version of it, “sBisTecs,” applies to situations ranging
from journal articles to government documents to high literature and textbooks, which the
authors of this article consider “very difficult to understand — you can only learn, recite and
forget.” The authors, Platov and Dmitriev, claim that the use of abridged versions of literary texts

in class exacerbates the students’ separation from the text — a custom tracing back to Soviet times

196 Aptem IInmaroB and [leruc Imurpues, “MUHUCTp MPOCBEIICHUS CKa3ala, YTO YeTBEPTh POCCHSH HE BIAJCIOT
(yHKIMOHATHHBIM YTCHHEM. A KaK TIOHATH, 5 Biazaero mwin Het?,” Meduza, accessed September 3, 2019,
https://meduza.io/cards/ministr-obrazovaniya-skazala-chto-chetvert-rossiyan-ne-vladeyut-funktsionalnym-chteniem-
chem-chem-a-kak-ponyat-ya-vladeyu-ili-net.
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when this play was first introduced into the educational system. Due to this inability of students
to understand texts, therefore, “lectures and oral explanations” dictate their education and further
reduce the amount of student textual engagement. The article states, “Schoolchildren and
students simply do not have enough practice to learn to read and understand, and then
competently respond in writing.” While the goal of this educational design is to expose students
to a greater scope of the great Russian literary tradition, it results in a standardized, cursory
knowledge of a huge number of texts with a shallow understanding of what they are reciting.197
One can see this failure of the educational system in Masha’s responses, while the other
interviewees were more engaged in their studies and took their learning out of the classroom to
deepen their engagement with texts. Masha tells me that, when she “was in school, I read [ Woe
from Wit] four times and I saw some performances in theater twice.” Aleksandr, in his
preparation for the pedological institute, reread the play one year after his first introduction to it.
It was the first text they covered in the preparation. Years later, he tutored students learning the
play in school. Interestingly enough, all of the interviewees rank themselves at least a three in
familiarity with the play, while Masha, Sofia, and Aleksandr give themselves a 4. While these
ranks indicate a basic uniformity in their education, they also show that true engagement with the
play only occurs on individuals’ own time. That being said, the interviewee’s professions factor
into their present knowledge of the play as well: Aleksandr and Natala work in academia, while
Mila and Masha are college students and Natala is a retired economist. Given a lack of
correlation between profession and textual literacy, their interviews indicate that their familiarity
with the play is more reliant on their personal interest in literature and the play rather than their

professions.

197 ITmaToB and J{murpues.
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3.6 Is there political nuance in Griboedov's winged words?

CJIYKUTH BBI PAJI, MPUCIIYKATHCSA TOIIHO [/ 'm happy to serve, but it sickens me to be servile]
Disapproving.
Reply from Act 2, Scene 2; Chatsky’s response to Famusov’s advice to go into service

Contrasting true and unselfish service to the cause of sycophancy and careerism.

Source: borvwou Crnosaps Kpvinamoeix Cnoe Pycckozo Azvika

3.6.1 Post-soviet (contemporary) concepts of Griboedov

In an Iran-centric account of Griboedov’s life, historian Firuza Melville puzzles over the
fate of Griboedov in Russians’ historical conscience as primarily a “rebellious poet and
sometimes a composer which is, in fact, what he always wanted to be.”’ 198 She considers him
primarily in the context of his ambitious career as a talented diplomat in Persia, having a
personal hand in consolidating Russia’s Caucasian territories. Melville ridicules an audience
member in the television program “Ums Poccun™ (Name of Russia),199 who called Griboedov a
“wunderkind and author of waltzes.” She considers this characterization as a ridiculously narrow
conception of his contributions to Russian history.200 However, the interviews reveal a different
story. Due to both Soviet and Russian school curriculums focusing extensively on the biography
of authors, the interviewee’s collective picture of Griboedov is surprisingly rich and detailed.

Lesson plans, according to Figes, reflect the rich history of Griboedov himself and the

198 Firuza Melville, “Alexander Sergeevich Griboedov: Russian Imperial James Bond Malgré Lui. In Memory of the
225th Anniversary of His Birth,” in Russians in Iran: Diplomacy and Power in the Qajar Era and Beyond, ed. Rudi
Matthee and Elena Andreeva (Bloomsbury Publishing, 2018).

199 This television program was a 2008 project by the television channel “Russia” to identify the most notable
individuals in Russian history. Griboedov did not make the final cut to 50 people.

200 Melville, “Alexander Sergeevich Griboedov: Russian Imperial James Bond Malgré Lui. In Memory of the 225th
Anniversary of His Birth.”
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innumerous attempts to understand both his and his play’s position in 1820s Russia (and Persia)
despite their aforementioned shortcomings.201 His two roles — as playwright and as diplomat —
were intrinsically linked and influenced each other. All of the interviewees, with an exception of
Mila, who evades my questions about Griboedov, paint a dual picture of the writer-diplomat.
Most of them explicitly mention that Woe from Wit is the only work that everybody knows, and
that many people falsely believe that Griboedov only wrote that one work (though they drew
blanks at exactly what else he did write). Masha inflates his diplomatic position of Minister
Plenipotentiary to that of ambassador, which further highlights lesson plans’ lofty presentation of
his nonliterary primary occupation. Iranian historian Melville, upset by what she considers a
serious omission of Griboedov’s historical significance, might consider one interviewee’s
understanding of Griboedov’s death to be an “important provocation of some sort” grossly
simplified. Rather than recall the diplomatic win of the Treaty of Turkmenchay, the recompense
for Griboedov’s death — the anma3 max (the Shah Diamond) — sticks in Aleksandr’s mind. The
diamond fit the writer perfectly, Aleksandr reasons, “because, yeah, it’s not the most exciting
diamond but its price is huge.”

Authors reflecting on Griboedov’s life proclaim that he betrayed the ideals of his
generation, which his friends and contemporaries all died for. Rather, he went in the opposite
direction, leaning into government work to make a successful career. They argue that this
betrayal, and his literary ambitions stolen from him, fundamentally held him back and caused
him to lose his driving ambition. He tried to pursue love with Nina Chavchadadze, but at the
same time chose an incredibly dangerous diplomatic mission, as if premediating and setting up

his death.202 This understanding of his life, however, ignores his passion for literature that caused

201 Figes, Natasha’s Dance.
202 Mirsky, “Centenary of the Death of Griboyedov (1829--January--1929).”
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him to passionately argue against his diplomatic mission to Persia, and the moral grounds upon
which he chose his hill to unfiguratively die on. 203,204 These two narratives cast Griboedov in
dramatically different lights: one as a fun-loving young man, highly educated, associating with
other men of similar interests and intelligence; the other as an ambitious career diplomat who
cast aside his friends and literary success for power. These two narratives, while discordant with
each other, reflect on their authors and historic time periods even more than the life of this poet.
D.S. Mirsky, a Russian exile in Great Britain trying to return to his motherland, wrote his
commentary in 1929 on the centenary of Griboedov’s death. The other was a diplomatic
biographic dissertation written by James, Kneip, an American PhD student at Ohio State
University in 1975.

The play in the end was a window into Griboedov himself. He breathed his own life \into
his characters so that they could communicate his values through their actions to the audience

and readership. As Figes puts,

The main theme of Griboedov’s creative and research interests throughout his life has been the fate of
the Russian nation, its social and cultural being, with disunity between the masses and the nobility,

gravitating away from the countryside, to the court and the department.205

This began with his efforts to define the future of the Russian literary language as an Arcahist
and then continued in his diplomatic work. Griboedov’s work in Persia came together with this
role as playwright, both perpetuating Russian civilization while trying to ameliorate it from
within. His critiques of serfdom and the aristocracy in his play somehow fit together with his
fatal decision to support an unpopular, but morally upright, policy in Persia, inciting violent riots

that climaxed at a storming of the embassy and massacre of all of the policymakers inside.206

203 Kneip, “A.S. Griboedov: His Life and Work as a Russian Diplomat, 1817-1829.”

204 Figes, Natasha’s Dance.

205 Mensenesa, Tgopuecmeo I puboedosa // I pudboedos A. C. Couunenusn 6 Cmuxax / Bemyn. Cm., [loocom. Texcma
u Ilpumeu. U. H. Meogeoesoti.

206 Kneip, “A.S. Griboedov: His Life and Work as a Russian Diplomat, 1817-1829.”
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Perhaps the reason Russian students grow up without having learned about Griboedov’s
diplomatic successes, is that they think of Aleksandr Pushkin’s text “A Journey to Arzrum.” In
this text, Pushkin recalls Griboedov’s melancholy nature, embittered mind, and good nature; he
called him a brilliant man forever underestimated and relegated to obscurity. In his final years,
writes Pushkin, Griboedov was living a most envious life: gaining celebrity from his comedy,
diplomatic success due to his encyclopedic Persian expertise, and spiritual fulfilment in his
recent marriage.207 Griboedov, in his letters home from his Persian post, construes his life as a
novel with him as the hero. Lotman reflects on this tendency to “perceive one’s own life as a
text... and (assume) life’s movement toward an immutable goal.”208, 209 Griboedov leaned into
this propensity, calling his life “moit poman xxuBoii” (my living novel). He spent the latter part of
his life obsessing over the “finale” of his impending death, reflects scholar Angela Brintlinger.210
Griboedov was filled with a sense of foreboding leading up to what could have been an
anticipated demise following a dangerous diplomatic decision. Even as early as August 1818 he
wrote,

Today is my name dayz11; the pious prince after whom I am named became famous here;

you remember that he died on the return trip from Asia; maybe the same plight awaits his

namesake, the secretary of the embassy, only it’s doubtful that I will find myself sainted!
Despite Griboedov’s forebodings, Pushkin elegiacally framed his death as “mraoBenus u
npekpacHa” (instantaneous and beautiful). Pushkin, at the end of his notes, mourned only that his

remarkable friend would be forgotten by history as others before him.

207 A.C. [Tymxun, “Ilyremectsue B Ap3pym™,” accessed March 2, 2020,
https://rvb.ru/pushkin/01text/06prose/01prose/0870.htm.

208 | otman, “The Poetics of Everyday Behavior in Eighteenth-Century Russian Culture.”

209 Lotman.

210 Angela Brintlinger, “The Persian Frontier: Griboedov as Orientalist and Literary Hero,” Canadian Slavonic
Papers / Revue Canadienne Des Slavistes 45, no. 3/4 (2003): 371-93.

211 A “name day” is a day of the saint after which an individual is named (For Griboedov, that was Saint Alexander,
on the 30m of August)
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The fact that both Masha and Sofia know immediately where Griboedov’s monument in
Moscow stands (at the Uuctsie [Ipyasl [Chistiye Prudi] metro station) might have surprised
Pushkin.212 Each of the individuals recalls specific facts about Griboedov’s life because, as they
are learning about him in school, they find a part of his story relatable, remarkable, and/or brave.
Therefore, they keep these facts with them for years. For example, Aleksandr admires the writer
both in his difficult diplomatic placement as well as his matchless command of language.
Additionally, cable specials each year on his birthday anniversary as well as infrequent television
series keep Griboedov’s story alive and current in people’s memories. Both Natala and Masha
agree that people tend to romanticize Griboedov and his play, probably due to the same reasons
that they idealize the Decembrists. Natala’s teachers specifically taught their students that the
work drew its importance in its critique of the Old Regime’s conservative society. In the play,
Chatsky is the young émigré returning to Moscow after living in France, ready to be reunited
with his people and most importantly, with his childhood love, Sophia. Soviet students learned
about Chatsky as a “a progressive thinker, a revolutionaire of sorts” that aided the Soviet
government’s image of moral superiority over the regime they overthrew. Masha, interestingly
enough, considered Chatsky only a hero in the Post-Soviet mindset. Her teachers taught their
post-Soviet students that the Soviet education did not present Chatsky’s attempts to communicate
his liberal ideas to the other characters in a favorable manner. While contradictory at first, it
makes sense that Chatsky holds this exalted place in both Soviet and post-Soviet educational
curriculums. Both governments are trying to show their citizens that they are currently the most

liberal and modern form of government — one that the literary hero Chatsky and his romanticized

212 This is especially surprising, given that the location of Griboedov’s statue is different in Bulgakov’s The Master
and Margarita — meaning that they knew the correct location, despite a famous novel immortalizing it differently.
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Decembrist friends would have supported. In exalting Chatsky, the government puts itself on the

side of its citizens and raises itself in their eyes.

3.6.2 Decembrist Chatsky

However, this romanticizing has been a recent phenomenon: when first published,
numerous critics found fault with what they considered a flat representation of Chatsky’s
character. In a surprising turnaround from his exultations of the play in 1834, Russian writer
Belinsky harshly critiques Woe from Wit six years later. He believes that Griboedov intended to
make Chatsky a profound man standing up against society, while Belinsky considers him
presented as a comic figure. Other contemporary critics echo this view of Chatsky as the one
comic aspect of the otherwise satirical play. This comedy comes from Chatsky’s futile attempts
to convince the other characters of his beliefs. Pushkin, in a letter to a friend in 1828, speaks
about Chatsky as if he was a material individual who, “having spent some time with a very
intelligent man (namely Griboedov), became infused with his thoughts, quips, and satirical
remarks.” All of his words are clever but wasted on his interlocutors. “A first indication of an
intelligent man,” Pushkin observes, “is knowing from the first glance who he is dealing with and
not to throw pearls before swine” (or, in this case, Repetilovs).213 This critique condemns
Chatsky where Griboedov succeeded: even now, scholars do not know his political ideology,
since he kept that from the public. At the same time, it equates this seemingly failed character
with the author who birthed him. Medvedova remarks sadly, “what are Chatsky’s political and

philosophical tirades, if not youthful suppression of ideas that have not yet been fully thought

213 [Tymkun, “ITymkus o ‘Tope Ot YMma.”™
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out, but hastily expressed to oneself and others?”’214 Rather than symbolizing a rational, forward-
thinking philosophizer, Chatsky comes off as an irrational romantic — similar to how the
Decembrists were thought of at the time. In particular, these critics were reacting in the
immediate aftermath of the Decembrist Revolution; later scholars reflect much more favorably
on the tragic character.

The modern consensus is that Chatsky was a rough representation of the Decembrist
movement, futilely fighting against the old ways.215 Goncharov was the first to present this
narrative in his 1871 critique “Mwunpoii Tep3zanmii” (Zillions of Torments). He explains that
Chatsky’s precise embodiment of the Decembrist movement caused this aforementioned
controversy surrounding Chatsky. This embodiment, he argues, goes so far as to dip into the
abstract; Griboedov employing such artistry in the painting of this character as representative of
all of Griboedov’s exiled and executed friends.216 Neither Eugene Onegin, nor Lermontov’s
protagonist of “The Hero of Our Times,” Pechorin, or any other “dpantsr” (fops; dandies) could
match the skill with which Griboedov put together the characters — in particular, Chatsky. Since
he possibly could not have foreseen how the Rebellion ended, scholars disagree on whether or
not he regretted painting such a picture of Chatsky. Masha explains that this character criticized
the ruling powers in the 1830s, presenting arguments about reforms and changing of power
echoed by the real Decembrists a year later during their Rebellion. Interviewee Aleksandr goes a
step further, arguing that when Griboedov passed around his manuscript to his literary circle
(comprised mostly of Decembrists), “he said it was made for Decembrists.” While scholars

generally agree that Griboedov was not himself a Decembrist, most of his friends were. Sofia

214 Mensenesa, Tgopuecmeo I puboedosa // I puboedog A. C. Couunenus 6 Cmuxax / Bcmyn. Cm., I[loocom. Texcma
u Ilpumeu. U. H. Meoseoesoti.

215 MenBenena.

216 'ongapos, “MwuiboH Tep3anuii.”
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suggests during our interview that Griboedov didn’t have the character to want to “overthrow
everything.” This might be why he merely had minor associations with the movement, and
potentially contributed to its goals on a minor scale, as pointed out by Masha. For the most part,
however, Sofia believes that he “reflected the life of the person society thought he was.” This
fulfilment of expectation probably drew significantly from his mother’s pressure on him to
support the family with government work. After the Decembrist Rebellion, she adds, he was
arrested with the Decembrists but escaped getting executed, so it logically followed that he could
not have been a Decembrist. Masha, after presenting strong cases for Griboedov serving a whole
variety of roles within and separate from the Decembrist movement, ends on a confused,
lukewarm comment, making a note to look more into his friendship ties.

Whether stunted or magnificent, Griboedov’s representation of this elitist, fringe political
faction might reflect more on the reader than the author on how they consider this movement.
Sofia shares this previous thought with me when I ask her if there was political nuance in the use
of Griboedov’s words. She believes that the expressions coming from the play have many
applications, some of which are politically tinged and others not. Both Mila and Aleksandr
consider winged expressions too common to be political, and Mila argues that Griboedov did not
intend the expressions to possess a kind of political meaning. While politicians do, in fact, use
the expressions, Aleksandr insists that he has “never heard it being used in any political speech
or political protest.” In fact, these phrases factored into Lenin’s speeches and United Nations
speeches by Soviet delegates, creating a nearly impossible job for their translators.217 After I
pointed out his error, he reflected that his obliviousness must be due to their being too common

for people to notice.

217 Karlinsky, Russian Drama from Its Beginnings to the Age of Pushkin.
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As anod to Griboedov, or perhaps to the Decembrist Chatsky represented, Dostoevsky
integrated the Chatsky character type into his 1871 book Demons, and Tolstoy in his 1895 novel
Resurrection. Chatsky-inspired characters are also found in Chekhov’s writing, as well as in the
works of Ivan Bunin and in the Russian Symbolists.218 Unaware that their witty epigrams follow
such a marked history, individuals quote daily his Decembrist arguments, softened by the
passage of time. After the interviews, most of the interviewees expressed to me their desire to
reread the play and reconnect with the original language that remains so present in each of their
daily lives. As Goncharov remarked in his famous critique, in encompassing the Russian mind
and language in a beautiful union of prose and verse, Griboedov’s words easily left the theater
and brought these pithy reflections on life back into where they came from: the Russian
consciousness. Griboedov gifted his present and future Russian countrymen with a more

exacting way to communicate feelings they possessed all along.219

218 MenseneBa, Teopuecmeso I puboedosa // I puboedos A. C. Couunenus 6 Cmuxax / Bcmyn. Cm., Iloocom. Texcma
u Ilpumeu. U. H. Meoseoesoti.

219 Torvapos, “MmipoH Tep3annit,” Bukureka, accessed February 19, 2020,
https://ru.wikisource.org/wiki/%D0%9C%D0%B8%D0%BB%D1%8C%D0%BE%D0%BD %D1%82%D0%B5%
D1%80%D0%B7%D0%B0%D0%BD%D0%B8%D0%B9_(%D0%93%D0%BE%D0%BD%D1%87%D0%B0%D1
%80%D0%BE%D0%B?2).
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Concluding Remarks
The introduction of this study focused on the conceptual literary discussion about the

definition of the term “winged expression.” The definition, since its inception in late 19 century

Germany, has gone through a series of permutations resulting in the literary consensus of:

1) connection with the source (author; literary, mythological, folklore or historical character; a work of art
or literature; a historical event, etc.);

2) composition of multiple, connected words;

3) reproducibility (they are not created in the process of communication, but are reproduced as ready-made
integral units); and

4) stability of the component and semantics.

The interviewees’ composite definition of this term slightly differed, considering it,

A culturally-tied, pithy phrase with a well-known, typically text-based source, repeated in its fixed format
enough that language learners pick it up and employ it without necessarily knowing its source or being
aware of their use of it.

These two definitions, while similar, diverge in significant ways. First of all, they differ in the
strength of the connection to the source material: while scholars describe winged words as
inherently transmitting the memory of their creators and works (or historical events) they
originally belonged to which they originally belonged, the interviews presented a different story.
Often, the individuals expressed confusion about the source material, either not knowing it or
mixing it up with another. This observation disproved the idea that winged expressions were
significantly defined by the context from whence they came. The instability of the winged
words’ components and semantics also appeared in the interviews, in which interviewees
acknowledged that the same winged expressions were applicable in different forms, meanings,
and situations. Juxtaposing a phrased defined in both the Soviet and Russian dictionaries also
revealed the shifting meanings of these expressions, even as scholars insist on the basic

continuity of semantics.
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Often, scholarly circles find themselves caught in an echo chamber of sorts, discussing
topics on such an elevated level that they lose touch with the individuals interacting daily with
these complicated processes. The interviews gave me the ability to go straight to the source and
sample a selection of individuals about their individual experiences of winged expressions. I
found an incredible diversity of thought among the interviewees, especially between those who
grew up in the Soviet Union and those growing up in the Russian Federation. Scholarly articles
about winged expressions tend to emphasize their continuity, while this study aimed to
contextualize shifting historical processes as transforming the culturo-linguistic landscape. How
could an expression as manifestly religious as “Oia)xeH, KTO BepsT, TEIJIO eMy Ha cCBeTe”
(Blessed is he who believes; this gives him warmth in the world) have the same signification in
the explicitly nonreligious Soviet Union as it does in contemporary, non-secular Russia?

At times, the research available was lacking. Scholars rarely explore the contemporary
use of winged expressions. Competition over funding in Eastern Europe leaves potential
diachronic analysis and historical linguistics edged out by other research deemed more
“noteworthy.”220 While this research revealed the changing linguistic landscape in Russia and
other post-Soviet Republics through these case studies, this body of research is lacking a
comprehensive study of the generational difference in known winged expressions revealed by
my interviews. A study involving a greater number of individuals would open the possibility of
quantitatively answering a multitude of questions impossible with such limited case studies as
this one. Does the younger generation know fewer expressions overall? Does it know different

ones from the other generation? Are there themes or nuances appearing in the expressions known

220 Cindy Brantmeier, Discussion with Cindy Brantmeier, Informal conversation, February 2, 2020.
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by each generation? How significantly has the conception and usage of winged expressions
changed due to different governments presenting distinctive narratives to their citizens?

In reading Russian texts heralded as cultural landmarks, the undefinable Russian soul
becomes more accessible. After all, just as Russian students learn Russia’s cultural history and
language by consuming these classic texts, students of Russian language and culture can follow
the same path. Russian speakers find pride in their language’s intricacies and untranslatability,
towards which winged expressions play a major part. They derive cultural pride in a major part
from their rich literary tradition, and the use of winged expressions in their daily speech allows
them to keep the tradition alive and tied to their daily lives. Their current cultural experience is
intrinsically tied to their oral transmission of this text and others, deepening their ability to
communicate to one another while commemorating the life project of the tragic historical figure
of Griboedov. Sometimes a winged expression expresses our thoughts better than we can
ourselves. So, to quote Woe from Wit, one thing is for sure: “ciioBeuka B IpOCTOTE HE CKAXyT”

(they will not say a single word in simplicity).221

21 The meaning, according to Foavuou Crnosape Kpvinamweix Cnos, bepkos et al., is “o xeMaHCTBe; 0 OONTINBOCTH,
M3MHIITHEH BenepeunBocTh’” (speaking about affectation, loquacity, excessive bombast). An extended form of the
expression is “cToBedKa B MPOCTOTE HE CKaXKYT (Bcé ¢ ykumKoif),” the addition being “everything with a grimace)
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Appendix 1: Winged expressions mentioned in
interviews

“A BIpodem, OH JOWUJIET /10 CTeTNeHEel N3BECTHBIX, Be/lb HBIHUE JII00SAT O€CCIOBECHBIX.”
(Interview with Natala)

“A cymu k10?” (Interview with Aleksandr, interview with Natala, interview with Masha)
“Ax, 0oe Moii, uTo ctaHeT roBopuTh Kusaruns Mapus AnekceeBHa?” (Interview with Mila)
“0a! 3nakomeie Bcé auma!” (Interview with Sofia)

“bnaxeH, KTo BepyerT, (Temio emy Ha cete!)” (Interview with Aleksandr)

“Bpu, 1a 3Hail ke Mepy; / ecTb OH uero B otyasiHbe npunru’’ (Interview with Mila)

“T"ocTIoCTBYET €IIé CMENICHbBE 3BIKOB: (hpaHiy3ckoro ¢ Hmkeropoackom™ (Interview with
Sofia)

“U roBopur, kak numet.” (Interview with Natala)

“U nemv OtedectBa HaM cinaok U npusiter” (Interview with Sofia)
“U3 orus aa B nonbims” (Interview with Natala)

“Kapetky, MHe kapeTky” (Interview with Sofia)

“Kpuuanu >xeHUHBI: “ypa!” u Bo Bo3ayx yenmunku opocanu!” (Interview with Aleksandr,
interview with Sofia)

“K Tetke, B riymib, B CapatoB.” (Interview with Natala, interview with Masha)

“JIyume Ham, rae Hac HeT” (Interview with Mila) or “Tam xoporo, rae Hac Het” (Interview with
Sofia)

“Munyi# Hac nyme Beex nevaneid M 6apckuii THeB, u 0apckas mt000Bb.” (Interview with Sofia)

“Henp3st B IpOTYJIOK MToAaJIbIe BEIOpaTh 3akoyiok.” (Interview with Aleksandr, interview with
Natala)

“He moero pomana.” (Interview with Aleksandr, interview with Masha, interview with Mila)
“Paccyaku Borpeku, Hanepekop ctuxusm.” (Interview with Masha)

“CiyxuT OBl paj IpuCITyXuBath co TomHo.” (Interview with Masha)

“CuactnuBble yacoB He HaOmonaoT” (Interview with Masha, interview with Mila)

“YmepenHocts 1 akkypatHocTb.” (Interview with Aleksandr, interview with Natala, interview
with Masha)

“Yuunuce Obl Ha cTapmmx Tisas.” (Interview with Aleksandr)

“@panny3uk u3 bopno” (Interview with Natala, interview with Masha)
“UuHBI JTIOABMU JAFOTCS, a JIFOAU MOTYT oOMaHyThes” (Interview with Sofia)
“IIlen B koMHaTy, momnai B Apyryro” (Interview with Sofia)
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Appendix 2: Interview Transcripts

2.1 Mila’s interview

2.1.1 Original Russian

DARIA. Moii AumiIoM 3TO MPO KpbLIaThIE CIOBA. ..

MILA. AX, KpbUIaThIE CIIOBA.

DARIA. Jla, 1 T0O3TOMY y MEHS €CTh BOIIPOCHI PO 00pa3oBaHue U KpbutaTkie ciaoBa. Hy, naBaii?
MILA. [JaBaii, 4TO XOY€Illb.

DARIA. Ckonbko Te0s jet?

MILA. 20 ner.

DARIA. I'nie T61 poaumnace?

MILA. S ponunack B MockBe.

DARIA. Hy, ckaxens MHE IpO TBOE cpesHee yueHue. boul uro-uubyap Gokyc Ha yTeHue B
TBOeM Bocniutanuu? Hanpumep, Moii mana, on Menst untan Harry Potter.

MILA. AX, B geTcTBe. B AeTcTBe M BooOIIe ceiiuac Toxke?

DARIA. Celiuac ToXe, mouemy HeT?

MILA. Hy, nMeHO ¢ poauTenei 4To AeiatoT Uilu TO, 4TO Jenana s?

DARIA. OGa!

MILA. Hy, s Bceraa ¢ poaurenen nepeceBoM «CIIOKOMHO HOUM» a UM MEHs HeET. S Bceraa.
Mynsbkeit Ha 9TO Mama BCerJja TOTOBUT MHE 3aBTPAK, TO €CTh AOCOFOTHO BCET/1a TOTOBUT
3aBTpaK, Marna roTOBUT y>KUH. BoT, BocriMTaHue. ..MbI BCE JTIOOMM TMTepecMaTPUBATh C CeMEN
cTapbie coBeTckue GpuibMbl. UTo mo TeneBu3opy uiu uro-to no [muffled]. BoT 3To Mol copenuii
[muffled]. Bor, yto eme? Mama u nmana y MeHsi O4eHb 4acTo J00AT noryisats no Habepex Ha
JIOMY OT JIOMa, ¥ MBI C MaMOH JTFOOMM CMOTpETh Kakue-To 1oy [muffled]

DARIA. Xopomio. Tel ynTaems ajas yaA0BOJIbCTBA?

MILA. [a, yacTo.

DARIA. Kakue kauru?

MILA. I mpounTana moutu Bce KHUTH [incomprehensible]. S yntana Ha ncuxonoruu, Ha
pycckuii [incomprehensible] My3bIk, KpacHast Ta0yeTka, U Tak jaanee. To ecTh, HCTOPHS
MyIIKAHA3MA, ¥ BTOPBIE YacTa KHUTU CeHYac sl YT — ICKyCCTBO MOJIO/IEBA YETIOBEKA O
HAyKOM *U3Hb. ITO CTapblii PyCCKUI MUCATENh, YTO-TO Bce OMorpaduu U Mo yuTeHHas O
KU3HU. BOT Takue uero s yuTaro.

DARIA. Bay.

MILA. [la, s1 He TF00III0 PYCCKYIO IUTepaTypy Kiaccuky. S He unTaro [incomprehensible].
DARIA. Jla 9T0 raBHasl. .. TUIIA HOBBIC aBTOPHI, HO... U ThI CIBIIIHII PAIU0 B CBOOOIHOE BpeMs
WU HeT?

MILA. Pagno? Het. Panyio — MBI TOJIBKO CJIBIIIMM TOJBKO KOTJAa B MAIIIMHE. .. MBI CJIBIIIINM
AlTHEM.

DARIA. [a.

MILA. Bot xauenas. ..

DARIA. Ho He pagnoXypHaJIUCTUKU M HOBOCTH — BCE 3TO HET?

MILA. HoBOCTH, MBI CMOTPHUM I10 TEJIEBU30PY.

DARIA. Xopomo. 1 mocneaHuii 310, Thl YATACIIb )KYPHAJIbI, Ta3€ThI?
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MILA. £l He MOT'Y OYHTATh KypHaJIbl, KOHEYHO, €CTh YTO-HUOY/b TaM HeT. S yuuim peako
YUTATh )KYpHaJ, O4EHb PEJIKO, TPAKTUIECKA HUKOT/IA.

DARIA. Ho ceifuac 51 04€Hb 4acTO CIIBIILY MOAKACTBI. DTO HOBOCTH, 3TO MPO Bcero. S 3to
mo0ur0. J17ist MeHs, S peIKO CIBIITY PaJUO0 M ra3eThl YUTALO.

MILA. [a, Toxxe camoe.

DARIA. [1o TBOEMYy MHEHHIO, YTO 3TO TAKOE, «KPbLIATHIE CIIOBA?»

MILA. f npocto mory nyTtaTh. [she looks online] KopoTkum, 3T0 3aKpenuiy ¢ HaleM pyCcCKuM
SI3bIKE, ATO HAIIM CKAa30K IIOTOMY, UTO 3a TPUAEBATH 3€MEIlb, TO €CTh OYEHb JAAJIEKO, TO €CTh ATO
OOIIapUTh MO KAJTOCTh HAIM YCHEIIHbIe cKa3ku. KpbuiaTbie BhIpaXeHUs], 3TO MPUAUINOTUM. Y
HAac B PYCCKOM SI3bIKE€ OU€Hb MHOT0. B Kakue-To cTunepe MHe KaKETCs KpbLIaTble BEIPAKECHHUS.
3Haemns, OHU 3a maBuHa, ux 3a [muffled] Tabnerku auanor 4ToObl Bopa 00 pa3HuIbl. MHe
Ka)KeTCsl, YTO OHH MOJIE3HBI U IOHSTHBI BCEM.

DARIA. S 3Har0, 4TO B PyCCKOM $SI3bIKE €CTh OOJIBIIE KPbUIATHIE CIOBA YeM B IPYTUX A3bIKaX. Thl
3Haellb MoYeMy ecThb Ooublie?

MILA. MHe kaxertcs, uro [muffled], To ecTh Bce ciioBa TONBKO 3a peIITakh. Y HAC e €CTh
IIYTKH, €CTh KiIyOe, mpuHpusax. Hajgo kimy0e Bce Nydiiie IpoCTeNuTe U MOKET OBITh JIFOAU
MPOCTO X0Teu Kakue-To ciioB [muffled] quanor 3a0aBuiu U s HE TaK TPHKUIUCH JI0
JIBA/ILIATOTO BeKa. Macc MOKHO BBI3HAET BO3MOXKHO... HO MHE KaXeTCsl, YTO Ja.

DARIA. ¥ Hac ecth oueHb MHOTO U3 lllekcnupa, HO OH aHTIIMKACKUIA U Y HAC HE MHOTO
aMEepHKaHCKUX KpbUIaThIX ciioBa. Hy, y MeHs ecTh puMephl KpbUIaThIX CJIOBA.

MILA. AMEpUKaHCKUX WA PYCCKUX?

DARIA. Pycckux! Hy, mepBbIit — 3T0 «re e aydmie? / e Hac HeT.» Thl 3TO 3Haeb?

MILA. «JIyuie Ham, rjae Hac HeT.»

DARIA. TToTomMy, 4TO 5 3HaI0, UTO KPBLJIATHIC BRIPAKEHUS JIJIS1 ITOTO, 3TO UyTh-UyTh IPYTUE, YEM
B pomane. ThI 3T0 3Haelllb, 4TO 3TO TaKoe?

MILA. DT0 Kakue CTHIIb capka3M. JTO caMasi UpOHUS IIyTKa HaJl caMuM co0oii. BoT Tak
[muffled]

DARIA. 3Haeliib, OTKy/1a 3TO BhIpaKEHHUE?

MILA. Ymamu nmuiet [sound muffled as she walks around] mue kaxercs. Hy, otkyna?
DARIA. Ot0 cropnpu3s, uepe3 MUHYTKY. Hy, Thl TOMHUIIIB, KOT/Ia ThI BIEPBBIC YCIIbIIIAIA ITO
BbIpaxkeHui1? nu HeT, 3T0 mpocTo peub?

MILA. MHe KaXkeTcs, 4To s 3TO clyliana B KakoM-To ¢uibme. B ¢punbme, nnu B ckaszky. Her,
cka3ku Opennnn. TaM capkasm B MOYTH HET... HAIlIeM pyCCKUM. MHe KaxeTcs, B puibme.
DARIA. Tbl 4acTO UCHOIB3YETE 3TO BHIPAKEHHUE PEUU, HIIH TyMAETE, YTO OHO ycTapeBuiee?
MILA. OHO He ycTapeBIiiee, HO TO He UCIIONb30BaTh OUEHb peaKo. Mano ObIBaeT CUTyarus, B
KOTOpBIE OBl ATO MOJIOILLIO.

DARIA. BTopom, 3TO — «€CTh OT 4ero B OTYasAHbE MPUIATH». Bce B mopsiake, €ciu Thl HE ATO
3HAeUIb.

MILA. ... €CTb OT YE€ro B OTYAsIHbE... IPUJITU B OTYASIHBE. .. CMbICIIE... YOUEM TYT... TYT CJIOBA
«TIPUATH» OHU OOJIbIIIE KaK «IOTPY3UTh CO B OTHYASIHbE». Thl 3aMEHHUTH 3TO CIOBA, MOKHO
«TIOTPY3UTH)» CO CIIOBOM IIPUITHY... IOTPY3UTh CO B OTHYASIHbE. ThI JIONACTh TAKOTO HET.
DARIA. Jla, 3T0 He Tak B poMaHe. MoeT ObITh, 3TO TaK B PEUH.

MILA. T[Torpy3uTh B OTHasiHBE, 3TO KaK ObI OTPYKEHHE B BOAY. ThI HAPOEIITb TOJIBKO HET, a B
otyasHbe. [muffled] To1 cnamaems rpy3. Tl 0TUasHBE, THI HE KaK MOET, Thl YyBCTBYEIIb ce0s
moxo?? Kak Barl.
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DARIA. JlyMaenis, 4TO €CTh JJIMHHEE BAPUAHT 3TOr0 BbIpakeHus. [loromy 4uTo, 37€Ch CKa3arh,
YTO €CTh BapUaHT «BpH, J1a 3HAH k€ Mepy; / €CTh OH Yero B oT4asiHbe mpuaru.» 1 uro, 3To Bce
BMECTE OJHO BBIPA)KEHUE.

MILA. Kakoe, emie pa3?

DARIA. D10 «BpH, /12 3Hal K€ Mepy; / €CTh OH YEro B OTYASHbE MPUITH

MILA. AX! «BpH, J1a 3Hail ke Mepy». HeT, MHe Ka)KeTcsl, 4TO 3TO YyTh-4yTh Pa3HOE, IOTOMY YTO
«TIOTPY3UTh B OTUAsIHBE,» ITO TPYCTHOM, a «BPH, Aa 3HaH KE MEPY», 3TO OCIOPUTh. «Bpu,» 310
oOMaHbIBaii, HO HE Meperudail majaky, 3To He cTaj Tpareaud. Bor, st b1 cka3ana abCoIOTHO
pa3HbIE KPbUIATHIE BBIPAKECHHUSL.

DARIA. Bee B nopske, 3To To, 4To MHE HHTepecHO! OK, ¥ 3HaelIb OTKY/Ia 3TO BhIpakKeHUE?
MILA. Her.

DARIA. 1 noMHU1IIb, KOTJIa THI BIIEPBBIC yCIbIIana?

MILA. IlepBslii pa3 ycnslmana? MHe kaxkeTcs elie B 1eHCTBUU. MHe KaXeTCs, YTO TOT BCE 3TO B
JNEUCTBUM 3aIIOMUHACT.

DARIA. Tl 4aCTO HCIIOIB3YENUIb 3TO BBIPAXKEHHUE PEUH, WIIHM lyMaelllb, YTO OHO ycTapeBee?
MILA. «Bozne B oTdasiHe»: 1a, yacto. [IpaBaa, oueHb yacTo oH ObIBaeT. ITO KaK Mycop.

DARIA. Okaii, Hy IOCJIEIHUM, 3TO: TyMaelllb, YTO OHO HE OYEHB UCIIOJIB3YEMOE ITOTOMY, YTO OHO
oueHb cienuuuHoe? IT1o: «AX, 60ke MO, yTo cTaHeT roBoputh Kusrunsa Mapus
AnekceeBHa?»

DARIA. «Ax, 60:xe Moit»? Hy, «60xke MOy, 3T0o TOHATHO. BOT 3T0, 3HaelIh, KOTJa CIy4yaeT y
Te0s KaKasi-TO CUTYallKs OUYEHb OMacHas, TJIe Thl MOKEIIb IIOMEPUTD, TOT Thl CPa3y HAUMHAEUIh
co «ox boru, no rocroau, Bce OyI€T XOPOIIO» U TO, 3TO TOUHO MO3KE.

MILA. la, HO 3TO 4acThb «4TO CTaHeT roBopuTh KHsarnna Mapus AliekceeBHa», Thl 3TO 3HACIIb?
A 3Ha10, 4TO 3TO TaKoe, «00ke MO». ITO HE KpbUIAThIE CIOBA.

DARIA. OTkyna 31o?

MILA. Het xoneuno! Trl qyMaenib, 4To s HOMHIO?

DARIA. D10 t11e, BOT... [holding the physical book Woe from Wit in the video chat frame]
MILA. 'ope ot yma?

DARIA. Jla, onu Bce u3 3toro. Cropnpus!

MILA. U 6a0y1ika Mosi, OHa 3Haja, 4YTO OHU U3 3TOro?

DARIA. AX... HeT! Okaii, o mkaie ot 1 1o 5, rae 1 abCONIOTHO HE3HAKOMBIN M 5 TOJHOCTBIO
OCBEZIOMJIEHHBIN — KaK Thl ObI OLIeHMJIa TBOE 3HaHuE Mbeckl «I ope oT YMma»? Thl 310 3Haemb?
MILA. Ho, yecTHo, s «I'ope oT ¥ Ma» unTana no mkose nporpaMmy. 3aaaroT 3TO YUTATh B
mkose. Bot 3To ToM MbI AenaeM unTaTh U3 3Tux KHUArU. U s «'ope ot YMma» ¢ Hamu MHe
Ka)KeTCs Ha TPOUKY.

DARIA. J1a?

MILA. Hy, na. To ecTh, 3TO HE camasi MOsI JTlF00MMasi KHUTA.

DARIA. Xopomo. Hy, Tbl HOMHUIIIB, KaK Balu yuutess 1e0s yumiu o6 neece? Tuma, «Ox, BOT
3TO poMaH. MBI BMECTE [TOUUTaEM OyAET OTIMYHO,» UM 3TO THUIIA «HA BA HEIEIH Thl Ka)KIbIi
JIEHb TOBOPHIIH O IECHH?

MILA. CMOTpH, HaM 3a€BaJIM YATATh BOT 3a JIBA JIHS, 33JI€BAJIM YUTATh /1A IIYCT UM COPOK
CTpaHuLl. MBI IPOYUTHIBAIA JJOMA, IPUXOJWIN B KJIACC, U CIIYUUTh UX Hacaeau. Mbl
pasroBapuBaId O TOM, YTO MPOYUTAIH, U OOCY>KIAIM YTO MPOUCXOAUTIa B 3TOH MeECHE.

DARIA. Xopomro. Ho 310 ckonbko BpemeHu? MoskeT Ha Mecsi? TO MHOTO?

MILA. Hy, Hert. [Tomensbiie rae-to. [Ipumepnas Mecsu. 4 ceiiuac He BCIIOMHIO, YTO B ILIKOJIE
Obu10. MHE KaXeTcsi, YTO Mecs1 ObLI.
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DARIA. U TBI pouMTaa eIyt KHUTY, WIH COKPALEHHBINA BapuaHT?

MILA. Cokpari€HHbIi.

DARIA. [a?

MILA. Koneuno! [loutu Bce s Tak genato.

DARIA. IToTroMy 4TO 51 HCKaJIa 3TOT COKPALIEHHBIN BApUAHT U HE UMEIA. ..

MILA. lac, s ux ckuny teb6s mo Whatsapp.

DARIA. Okait, rae... 1a MOM BapuaHT, 3To U3 MOCKBBI, s nonpocuna Peituen... y! [we
disconnected]

MILA. [la, TeI Kyna iposi— [static]

DARIA. He 3Haro.

MILA. 4 emie pa3 umry Tebe. He ma ckas... mosTuckBsbs. Jlarum, mac s ckunato mo Whatsapp.
Otnpasuna. Ho 3To npsiMo 04€Hb KOPOTKH YUTAET 3TO cka3. Ho TaM Bce MOECTh MUILYT TYT
Ha€éMHOM, 4TO T'Ie KaK.

DARIA. /IBa MunyTKH. Xopomio. Y Hac ecTb Sparknotes 1st aHTTTHICKIX KHUT, ¥ 3TO OY€Hb
xopoo. 1 310 Kak 370, HO JydIe.

MILA. Ho, koHEYHO.

DARIA. Tbl NOMHUIIIB, KAKME-TO CTUXH WJIM MOHOJIOTH B IIKOJIE€ 3alIOMHMIIU U3 [ ope om Yma?
[Totomy uyTO, 51 3HAIO, YTO 3TO YACTO MOHOJIOTH 3alIOMHUJIM.

MILA. Emre pas.

DARIA. 4 3Ha10, 4TO €CTH 3HAKOMBIE MOHOJIOTH U3 [ opsi om Yma v MOl BOIIPOC, 3TO: ThI
MTOMHMUIIIb, HECKOJILKO MOHOJIOTH U3 pOMaHa WUJIN HET?

MILA. Her. ¥V Hac Takue pomaHa ObIJI0 MHOTO. Botina u mup, Tam I ope om Yma, Oneeun.
[incomprehensible] Hy nmpocTo Tam mMCHENIOBATh HJIM PEANBHO 3alIOMHHUTH KaKOE-TO YacTo
MIOMHMILIb aKKypar ce KTo TaM Obu1. [lapy riaBHBIX aBTOpOB U HUIEHHBIN Tak Aenand. Ho
JUAJIOTU HET, KOHEYHO. Yero JeHp YnTaia Ju IsATh Ha3al.

DARIA. Xopomio. Okeil, Thl MOKEIIb Thl MOXKEIIb BEBIKUHYTh U3 T'OJIOBbI HECKOJIBKO TPUMEPOB
KpBUIaThIX BeIpaskeHu u3 «I'ope ot YMmay ceituac? [loToMy uToO, 5 3HaK0, YTO €CTh OYECHb
W3BECTHBIE PUMEPHI.

MILA. [begins to look it up online] mac...

DARIA. Het! Henp3s B untepuer. MoxeT u3 rosioss!!

MILA. S mpocto He BcrioMHIO! S mpocTo HE BCHOMHIO!

DARIA. Oxaii, Tbl 3HaCIIb. ..

MILA. {l 3Ha0 O/IHO... «CYACTIIMBBIC YACOB HE HAOIFOIAIOT.»

DARIA. [la. TbI 3Haemb «HE MOEro poMaHa»?

MIiLA. Uh huh!

DARIA. [la, aTo u3 [ opsi om Yma!

MILA. [Ja. BoT 3T0 g TOYHO 3Hal0.

DARIA. Okaii, y MeHs ecTh elle aABa Bompoca. OJuH, 3TO: 4TO Thl AyMaelib o ['pubdoenose? Kto
OH?

MILA. O Het? EcTh 4TO 4TO TaM... KaK BCS PyCCKas KJIIACCHKA, MOJIE3HA JUIS IPOYTEHUS, TOTOMY
YTO, TAM OY€Hb MHOTO BBIIIE KOTOPBIE 3aIIOMUHAIOT KHU3Hb U T€0Sl 4eEMY-TO MO-HACTOSAIIEMY
yepT. To ecTh, KITaCCUKY ITPOYUTAET HaJl, HE BAXXHOCTh CKy4YHO WJIHA HE CKyYHO. DTO
[incomprehensible] kpbutaThix BeIpaykeHus. st MeHs BCsl pyccKasi KJIacCMKa HEMHOTO CKyYHa,
MIOTOMY YTO TaM OJIH MpeAMET MUCKHIBATh Ha ABe cTpaHuile. He untepecHo. [latomnor «Oenas
CBETa» MepBast CBETA 3alMChIBas B IBE CTpaHUIle. S 000 mo0oIbIIe ICUXOIOTHH.
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DARIA. Hy, xoporo. M nmociesuii Bompoc, 3To: AyMaellb, 4YT0 UCHOIb30BaHUE 0COOBIX
MIPUMEPOB KPbUIATHIX CIIOB MOKHO paccMaTpUBaTh Kak nmoiautuyecku? EcTh monutuyeckuit
HIOAHC B UCIIOJIb30BAHUU KPBLIATBIX CI0Ba?

MILA. Wcnosib30BaHue JIM MOJIUTUKY 3TOTO CJI0BA, WU IBITAIIOCH JIM aBTOPE KAKOK-TO
MOJINTUYECKUI CMBUIH?

DARIA. O6a. Korjia moJIMTHKY MCIIOJIB3YIOT 3TH BBIPAXKEHUS WK IIPOCTO, KOT 1A ThI
HCIIONb3Yyellb 3TH. ..

MILA. Hcnionib3yeT 3T CJI0Ba. .. He BCErJa MHE KaXeTcs. YeCTHO, 4... €ClIM B CpeJICHUE pa3
BOITHA, 51 TOKE UCIOJIB3YI0 KpbulaThie BeIpakeHus. Hy, ciydaiino. BoT, Bce UCONIB3YIOT — U
NONUTHKH, U [TyTHH Toxe ucnomnb3yer. Hy, mOTOMy 4TO 3TO 4acTh HaIlle JIOB; 3TO OObIUHBIE
ciioBa ajs Hac. Ml Mbl MOHMMAaeM KaKo€ CMbUIb 32 UMes. A XOTEJH JIU aBTOPHI. .. aBTOP XOTEJ JIU
KHMYC KaKO€-TO MOJUTHYECKOE CMbUIb. .. HET.

DARIA. IToTomy 4to, 51 3Hat0, uTo I 'prb0E10B — OH ObUT MOJIUTHUKOM.

MILA. Her, TaM BeIpaskeHHsI T00OJTBIIIE 4YacTO 00 OOBIYHOMN KU3HU WM HET HUYETrO TAKOTO
B3JIaMBaelIb Y€T0 U KAKOI'0-TO KOMIIPOMHKCCA. IJTO BCE KU3Hb.

DARIA. Xopomo. 4 ciyiana, 4to ecTh AuIuioMarsl B EBporne, onu pycckue. 1 gro,
IIEPEBOAYUKHN HE MOTJIU IIEPEBOJUTD, YETO OHU CKA3aJIM, IOTOMY YTO 3TO BCE KPBUIATHIE CII0BA U
OYEHb TPYJIHBIE BBIPAKEHUS ISl IEPEBO/IA.

MILA. MBI UM CJI0’KHO HOHSATBI CMBLIb 3TO BOT 3HAEIllb TOT Y HAC UMEETCs OJJHOTO (aza — «Ja
HET HEBEpHO». BaM y MeHs cripalimBaTh «Thl X0uellb YIIUTh (37:33) 1 51 OTBEUAlO «Ja HET
HEBEPHO», TO €CTh «J1a, HET, HEBEPHO.» HO BCE 3TO BBI3HAETE KAK CIIOBA «HET». «HET, HO MOXKET
OBITh TOTOM 1 3aX04y.» Jla, 3T0 He BCe MOMUHAIOT, «/1a HET HEBEPHO». «J1a» MTOTOM «HET» ITOTOM
«HEBEpHO». J[a, BOT 3TO TaKOe TOXKE y HAC €CTbh.

DARIA. D10 Bce, 3TH MOU BOIIPOCH.

MILA. Ecnu y Tebs ecTb elie TaM 4To-TO JUlsl TBOETO JUIIOMa, 00s3aTenbHo nuiens. He
IIOTEPSIIOCH.

DARIA. Hy, ceituac nmoxa!

MILA. IToka.
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2.1.2 English Translation

DARIA. My thesis is about winged words...

MILA. Oh, winged words.

DARIA. Yes, and that’s why I have questions about education and winged words. Let’s do it?
MILA. Let’s do it as you want to.

DARIA. How old are you?

MILA. Twenty years old.

DARIA. Where were you born?

MILA. I was born in Moscow.

DARIA. Now, tell me about your secondary schooling. Was there any type of focus on reading in
your upbringing? For example, my dad, he read me Harry Potter.

MILA. Oh, in my childhood. In my childhood or generally now as well?

DARIA. Now as well, why not?

MILA. Well, meaning what me and my parents did or what I did?

DARIA. Both!

MILA. Well, my parents and I always exchange “good night” and I didn’t to them. Me always.
Mom always prepares breakfast for me, I mean she absolutely always prepares breakfast, and
dad cooks dinner. Now, childhood... we all love rewatching old Soviet movies as a family. Some
on the TV and some [muffled]. That’s my [muffled]. Alright, what else? My mom and dad quite
often love to walk along the banks from house to home. And mom and I love to watch some
shows.

DARIA. Okay. Do you read for pleasure?

MILA. Yes, often.

DARIA. Which books?

MILA. I’ve read almost all the books [incomprehensible]. I've read about psychology, about
Russian music, red tablet, etc. That is, about history of Pushkinism, and the second part of the
book I’'m now reading is art of young people in science life. Old Russian writers, biographies and
entire instruction about their lives. I read stuff like that.

DARIA. Wow.

MILA. Yes, I don’t love classic Russian literature. I don’t read [muffled].

DARIA. Yes, that’s important...like new authors, anyways: do you listen to the radio in your free
time?

MILA. Radio? No. We only listen to the radio when we’re in the car; we listen to Aitiom.
DARIA. Yes.

MILA. That rolling...

DARIA. But you don’t listen to journalism and news radio?

MILA. We watch news on the television.

DARIA. Good. And the last question about this: do you read journals, newspapers?

MILA. I can’t read journals, of course there’s something not there. I rarely learned to read
journals, practically never.

DARIA. So now I often listen to podcasts. They’re news; they’re about everything. I love that. For
me, [ rarely listen to the radio or read newspapers.

MILA. Yea, exactly the same for me.

DARIA. In your opinion, what does “winged words” mean?
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MILA. I can only muddle [the meaning] [she looks at Yandex]. In short, people fasten them with
the Russian language. They are our fairytales, because [idiom], meaning a long time ago,
meaning it ransacks our successful fairytales by pity. Winged expressions are a protologism. We
have a great number in the Russian language. I consider winged expressions in a type of
[mumbled]. Do you know that they are after [incomprehensible]. It seems to me that they are all
useful and understood.

DARIA. I know that there are more winged words in Russian than in other languages. Do you
know why there is more?

MILA. I consider that [mumbled] words are only from [mumbled]. We even have jokes, clubs,
principles. One needs clubs better [static] and maybe people just want this type of word [static]
dialog [mumbled] and I’m not totally acclimated to the 20w century. Lots of people can find it
possible...but I consider it right.

DARIA. We have a lot from Shakespeare, but he is an Englishman and we don’t have that many
American winged words. Now, I have examples of winged words.

MILA. American or Russian?

DARIA. Russian! Now, here’s the first: “rue sxe myume? / rae nac mer” (Where even is better?
Where we aren’t). Do you know that one?

MILA. “Jlyumie Ham, rae Hac HeT” (it’s better where we aren’t).

DARIA. Because [ know, that winged expressions for that, it’s slightly different, than in novels.
You know what that one means?

MILA. It’s a style of sarcasm. It’s the most ironic joke at oneself. There it is.

DARIA. Do you know where this expression comes from?

MILA. My ears are tingling... It’s from Lutishi, I think. So, where is it from?

DARIA. It’s a surprise for in a minute! Now, do you remember, when you first heard this
expression? Or no, it’s only spoken?

MILA. I think that I heard it in a film. In a film or in a fairy tale. No, they are mad in fairytales.
There is almost no sarcasm there done by a Russian. I think in a film.

DARIA. Do you often use this expression in your daily speak, or do you think that it is old dated?
MILA. It’s not outdated, but we use it but rarely. Rarely do situations occur that it would come up
in.

DARIA. Second is: “ecTh OT 4ero B otuassHbe npunaru’ (you’re driving me to despair). It’s okay if
you don’t know it.

MILA. (rolls the words over in her mouth)... there is the word “come”; it’s more like “to plunge
into despair.” You replace that word “immerse” with the word “come”... immerse into despair.
You don’t ?? like that.

DARIA. Yes, it’s not like that in the book. Maybe it’s like that when spoken.

MILA. Plunge into despair, it’s like diving into water. You only don’t get that, but rather in
despair. [mumbled] you drop the load. You despair, you’re not like a poet, you feel bad.

DARIA. I think that there is a longer version of this expression, because it says here that there is
the version “Bpwu, 1a 3Haii ke Mepy; / €CTh OH uero B otyasiube npuaT’’ (talk nonsense but know
when to stop; / you’re driving me to despair). And that it is all together one expression.

MILA. What is that again?

DARIA. It is: “Bpwm, 1a 3Hall 5xe Mepy; / eCTbh OH 4ero B oTdasiHbe npuatu’” (talk nonsense but
know when to stop; / you’re driving me to despair).

MILA. Oh! “Bpwu, na 3Haii sxe Mepy” (you’re driving me to despair). No, I think that is something
slightly different, because “morpy3uts B oT4astase” (drive to despair), it’s sad, but “Bpwu, ga 3Ha#
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xe mepy” (talk nonsense but know when to stop), that challenges it. “Bpu” (talk nonsense), that
is lying, but it doesn’t go that far, it doesn’t become a tragedy. Look, I would say it’s an entirely
different winged expression.

DARIA. It’s all good, that’s what interests me! Okay, do you know where this expression is from?
MILA. No.

DARIA. And do you remember when you first heard it?

MILA. First time I heard it? I think it was also in my childhood. I think that all of these were put
into my memory in my childhood.

DARIA. Do you often use this expression in spoken speech, or do you think that it is old
fashioned?

MILA. “Boge B otuasiue” (Plunge into despair): yes, often. It is true that it often comes across.
It’s like rubbish.

DARIA. Okay, so the last one is this: do you think that this is not very used because it is very
specific? Here it is: “Ax, 60xe Moii, 4to craHet roBoputh Kusiruns Mapus Anexceesna?” (Oh
my God, what will Princess Mary Alekseevna say?)

MILA. "Ax, 60xe moit” (Oh my god)? Well, "6oxxe moii” (my goodness), that’s understandable.
This, you know, when you happen to have some kind of very dangerous situation where you can
die, you start right away with “ox boru, mo rocrnozau, Bce Oyaet xopomro” (oh gods, god,
everything will be fine) and that’s for sure later.

DARIA. Yes, but it is a part of “uyto craner rooputs Kusiruus Mapust AnexceeBna” (what
Princess Maria Alekseevna will say), do you know that one? I know what “6oxe moit” (my
goodness) is. It isn’t a winged word. Do you know where is it from?

MILA. Of course not! What do you think, that I remember?

DARIA. This from, here ... [showing Woe from Wit]

MILA. Woe from Wit?

DARIA. Yes, they are all from it. Surprise!

MILA. And my grandmother, did she know that they were from this?

DARIA. Uh ... no! Okay, on a scale of 1 to 5, where 1 is completely unfamiliar and 5 is
completely knowledgeable - how would you rate your knowledge of the play Woe from Wit? Do
you know it?

MILA. But, honestly, I read Woe from Wit in the school curriculum. They gave a list to read at
school. “This is what we are doing — reading from these books.” And I think we read Woe from
Wit in the top three.

DARIA. Yeah?

MiLA. Well yeah. Meaning, it’s not my favorite book.

DARIA. Good. Well, do you remember how your teachers taught you about the play? Like, “Oh,
this is a novel. We’ll read it together; it’ll be great,” or is it like “for two weeks you talk about
the play every day”?

MILA. Well, we skimmed it in two days, skimmed forty pages. We read at home, came to class,
and paired to [incomprehensible]. We talked about what we read and discussed what happened in
this play.

DARIA. Good. But in how much time? Maybe in a month? Is that a lot?

MILA. Oh no. Something less. Around a month. I now don’t remember what was in school. It
seems to me that it had been a month.

DARIA. And you read the whole book, or an abridged version?

MILA. Abridged.
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DARIA. Yeah?

MILA. Of course! I do basically everything like that.

DARIA. Because I was looking for this shortened version and couldn’t...

MILA. Right now, I'll whip it over to you on Whatsapp.

DARIA. Okay, where ... yes, my version is from Moscow, I asked Rachel ... oh! (we
disconnected)

MILA. Yes, where are you — [static]

DARIA. I don’t know.

MILA. I'm looking for you again. Not a tale [mumbled] poetry. It’s happening, one sec I'm whip
it over on Whatsapp. I sent it. But this tale reads quite quickly. But there everyone writes
[mumbled] what where how.

DARIA. Give me two secs. Alright. We have Sparknotes for English books, and that’s very good.
And it's like it, but better.

MILA. But of course.

DARIA. Do you remember some poems or monologues at school that you memorized from Woe
from Wit? Because, I know that schoolkids often memorize monologues.

MILA. Say it again.

DARIA. I know that there are known monologues from Woe from Wit and my question is: do you
remember any monologues from the novel?

MILA. No, we had a lot of novels like it. War and Peace, there. Woe from Wit, Onegin? Well,
it’s just there to fool around or really remember something. You often remember accurately who
everyone was. They did a couple of the main authors and [mumbled]. But not the dialogues, of
course. Something I read five or so days ago.

DARIA. Good. Okay, can you pull some examples of the catchphrases from Woe from Wit from
your head right now? Because I know that there are very famous examples.

MILA. [She starts to look it up online] one sec ...

DARIA. No! You aren’t allowed to go on the internet. You can only do it off the top of your head!
MILA. I just don’t remember! I just don’t remember!

DARIA. Ok, do you know ...

MILA. I know one thing ... “cuacTiiiBbie 4acoB He HaOmoHaT” (time flies).

DARIA. Yes. Do you know “ne moero pomana” (not of my novel)?

MIiLA. Uh huh!

DARIA. Yes, it’s from Woe from Wit!

MILA. Yes. I know that for sure.

DARIA. Ok, I have two more questions. One, this: what do you think of Griboedov? Who is he?
MILA. Oh, no? There is something there ... like all Russian classics, it is useful to read it, because
there are many higher who remember life and you’re in real trouble. That is, read the classics
again, it isn’t important what’s boring or not boring. It’s [mumbled] to remember winged
expressions. For me, all Russian classics are a little boring, because there is one topic to write on
two pages. Not interesting. [incomprehensible]. I prefer psychology.

DARIA. Okay. And the last question is: do you think that the use of specific examples of winged
words can be considered political? Is there a political nuance in using winged words?

MILA. Do politicians use the word, or did the author try to make some political meaning?
DARIA. Both. When politicians use these expressions or simply when you use these ...

MILA. It doesn’t seem that way to me...people are always using these words. Honestly, if I’'m in
the middle of war, I also would use winged expressions. Well, by accident. See, everyone uses it
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- both politicians and Putin use it too. Well, because this is part of our mind; these are ordinary
words for us. And we understand the meaning behind the idea. But did the authors want their
works to have some kind of political sense? No.

DARIA. Because, I know that Griboedov was a politician.

MILA. No, in there are more expressions often about ordinary life, or there’s nothing that you’re
forcing some kind of compromise. It’s life.

DARIA. Good. I heard that there are diplomats in Europe, they are Russian. And that the
translators could not translate what they said, because they were using all these winged words
and they were very difficult expressions to translate.

MILA. It’s difficult for them to understand the meaning: you know that we have one phase — “yes
no, uncertain”. You should ask me “you want to go out” and I answer “na Het HeBepHO™ (yes, no
uncertain), that is, “yes, no, it is not true.” But all together this means “no”; "No, but maybe later
I want to." Yes, not everyone remembers it, "yes no, it’s not true." “Yes” then “no” then
“uncertain”. Yes, we also have things like this.

DARIA. That's it, these are my questions.

MILA. If you still have something there for your thesis, be sure to write. Don’t be a stranger.
DARIA. Well, bye for now!

MILA. Bye.
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2.2 Natala’s Transcript (Originally in English)

DARIA. ITpuser (Hi)! How are you?

Natala. IIpuser mos goporas (Hi my dear)! Good to see you.

DARIA. Good to see you too.

Natala. It’s been quite a while. How are you?

Natala. I’'m alright. I’'m alright. And you?

DARIA. I’'m not bad at all. This semester I took very few classes so I’ve had a really relaxed
semester, it’s crazy. It’s not usual for me.

Natala. It’s your last semester before graduating?

DARIA. Yep! Spending all my time working on my thesis! So, it’s pretty good. I just sat down
with my thesis advisor and we just nailed down the definitive timeline for finishing my thesis,
and now I’m like, stressed.

Natala. I think it’s good to have this plan, the deadlines. It’s always helpful. Otherwise it’s
impossible to fulfill all you want to do.

DARIA. Alright, let me. I guess let’s start. I forget what I’ve told you. But I’'m writing my thesis
on kpbtateie cioBa and so the way that I’'m doing my thesis is: I’'m doing my research and I'm
like, “man there’s not a lot of information out there!” which is surprising. And so, I decided to
interview — I call them interviews but they don’t feel like interviews — but talk with some friends
from Moscow to try to get sort of anecdotal evidence for my thesis.

Natala. So, do you want me to talk in Russian about this or, what kind of kpsuiareie dpa3bi?
DARIA. So, I’d like to do this in English, just because I did two interviews in Russian and I had
to transcribe them and translate them and that too so much time. But if you think you can better
express yourself in Russian, you can do that, it’s just a lot to transcribe.

Natala. Okay, let’s try, and if I can’t do it, I’ll switch to Russian.

DARIA. And obviously I’ll be — wait that’s later, I don’t want to mess up the structure of my
questions. So, the first question is to establish demographics and all that: so, what is your age?
Natala. My age is 49 years old.

DARIA. My next one is what is your gender, but I don’t know why I have this question, because I
know all...

Natala. You know my gender. Female!

DARIA. Where were you born?

Natala. I was born in Georgia but at that time it was still the USSR.

DARIA. And then you grew up —

Natala. I grew up in Moscow.

DARIA. When did you move between Georgia and Moscow?

Natala. I was a child. My father worked there, and I know my parents stayed there until I was
three, but my mother brought me back and forth, so you know the first time I got to Moscow was
when I was three months.

DARIA. Oh, so when you were quite young.

Natala. Yes.

DARIA. Okay, so but you had your secondary schooling and your education in Moscow?
Natala. Yes.

DARIA. Interesting. Do you think — this is a weird question; people keep getting stumped on it —
but do you think there was there any specific reading focus in your upbringing? So, for example
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my dad every night before my brother and I went to bed, he would read us Harry Potter and we
got through the whole series that way, over a couple of years. So, was there any sort of, like your
parents pushing you to read or reading with you?

Natala. Yeah, reading was an essential part of my growing up. There was no internet when I was
growing up, you know? Yeah, my parents read a lot of me when I could not do that myself. They
started with little poems and fairytales for kids, but I learned how to read pretty fast, I think I was
five when I could read myself and I actually enjoyed it very much. And I loved reading
fairytales, especially from the peoples from all over the world: German fairytales, well Russian
fairytales, German fairytales, fairytales from the peoples of Asia, meaning India, China,
Vietnam; different. Yeah, so I loved it. I would say, before I went to school fairytales would be
my favorite stuff to read. Then there were other — do you want specific examples of what I read?
DARIA. It’s basically what you want to say. These questions are open-ended, so I can hear where
you want to go with it.

NATALA. The other books that were my favorite when I was a kid was the author Nikolai Nosiv,
and that’s about [incomprehensible], so I liked Winnie the Pooh and I also, when I was like,
when [ was in elementary school, I started reading Duma, Alexander Duma, he’s a French writer.
DARIA. Oh really?

Natala. Yeah. And I thought I understood it, but [laughing] I enjoyed reading it, I enjoyed
reading about the adventures. And another favorite writer was Jules Verne, another French
writer, and I enjoyed reading about adventures, traveling, stuff like that. So I would say that
those were my favorite.

DARIA. So, you definitely had an international, I don’t know, multicultural, I don’t even know,
library.

Natala. Yeah, I think so, but I think it was a common thing when I was growing up. At least
among people that I interacted with.

DARIA. So, you continued reading throughout school? I find myself not having a lot of time to
read — for pleasure, I mean. I read a lot for school.

Natala. Yeah, but [ have to repeat, there was no internet, right? When I was a kid, so we had
more time, more spare time. And I read, of course, a lot for school. I read a lot of Russian
literature, Russian like Dostoevsky, Tolstoy, Nikrasiv, well every classic, every author which is
considered to be a classic of Russian literature I think I’ve read that.

DARIA. Yeah, there’s definitely quite a few.

Natala. Oh, and I should say that Mark Twain Tom Sawyer was one of my favorites as well. And
Huckleberry Finn, as well. And Fenmore Cooper, I liked those.

DARIA. Wow! So, you make my reading habits in my childhood seem, I don’t know, very
American!

Natala. No.

DARIA. I definitely read a lot of originally language books.

Natala. Well, I guess I was lucky because all of these books that I read were in Russian, had been
translated into Russian, so I could read them in Russian.

DARIA. Yeah. Definitely lucky. And I guess you like, and were they all easily accessible at a
local library?

Natala. [nodding yes]

DARIA. Wow, that’s so cool! I wish today was like that. I definitely went to the library
extensively when I was younger. And nowadays, I feel like I can assume that you continue to
read for pleasure?
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Natala. Actually, I do, but I don’t have that much time. I read much less now than I used to,
when

I was a kid, a teenager, a younger person. I read much less now. And I spend a lot of time
reading news.

DARIA. Well, that was my next question! Do you read the newspaper? How do you get your
news, I guess?

Natala. Now, it’s, I, in order to get news, I use the internet. So, I go to particular news providers
and try to collect information from different news providers, so

DARIA. A great habit.

Natala. You know, because we stopped watching news at home on the TV probably six years
ago.

DARIA. Oh really?

Natala. Yes, because I got sick of the, I had a feeling that when I turned on the TV, the whole
pressure of the political mass media would come to my house —

DARIA. Oh my gosh —

Natala. — and push me away. And plus advertisement. I got sick of hearing the same
advertisement, and all of that. So that’s how I moved to a different system. And what I do now, I
read, for example, I read official news like T'oc, I also read Meduza, I read PT'K, I go to BBC and
I try to compare what they say and try to analyze them and try to get a more objective picture of
the fact.

DARIA. No, that is definitely the ideal way to read the news. I feel like often people don’t have
the time to read many sources, so they read just one, and it’s like “hm, that’s not the truth.”
Natala. Yeah, yeah.

DARIA. And my last thing is, do you listen to the radio?

Natala. I listen to the radio, but it’s often when I’m in the car. Or in somebody else’s car.

DARIA. I really don’t listen to the radio, but I listen to podcasts. So, it’s like, the radio but I can
choose exactly what I listen to.

Natala. See, I’'m not that technically advanced.

DARIA. There are podcasts on the internet, too!

Natala. I know.

DARIA. So, then this is a very abrupt transition, but how would you define what a xpsuTaToe cioB
is? Just like, if I — just like, the dictionary definition from your brain, I guess.

Natala. Well, in my opinion, it’s a phrase that could be pronounced or said by a famous person or
maybe we don’t know how said that, but this kpsu1aToe cioBa or ¢pasa, you can use it when, in
particular situations. So, this could be a synonym to a number of different words, but when you
say this phrase, other people will know exactly what you mean, exactly what this situation is
about. I know it’s a mess.

DARIA. No, it makes sense. I definitely have tried to say, like I guess, an idiom, because we don’t
have this concept in English, and we spend like two minutes trying to explain the sense of the
expression and why it’s relevant, and it’s quite easy when you just have a couple words. So, I
just told you that in English we don’t really have this concept, we don’t even have a word for it
in English, but why do you think that the Russian language has more kpsuiatsie cioBa than other
languages? Because I found that it’s not just English that is lacking.

Natala. Oh, I did not know that. I’ve never thought of that. And I did not know that, think about
the fact that other languages did not have that. Hm, why is that?
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DARIA. I also have no idea the answer, so I don’t think it’s something that you can Google, so
I’m just curious about your —

Natala. Maybe in terms of linguistics, I know that the Russian language, there are lots of tools to
change the meaning of what you’re going to say. Different mpucraBku, cy(ddukchl, OKOHUaHUS
(prefixes, suffixes, and endings) and other stuff, and there are words that, if you put different
stress they would have different meaning, so maybe Russian language because of its grammar,
has more shades of meanings, and if you want to, if you want other people to, it’s easier to
understand exactly what you mean why this, it’s easier to have this sort of mra6mon kind of
phrase. So, press this particular button, everybody knows what signal it is, what meaning. I don’t
know, that is one guess, it’s absolutely, I haven’t thought of it, I’'m just trying to make a guess.
Another one, many Russians have a particular love to slogans, maybe we like it.

DARIA. Definitely maybe.

Natala. And you know, when, I don’t know whether this is relevant or not, but in the Soviet days
when you did some research or whatever, you were supposed to quote particular, a political
leader, or maybe a classic philosopher, a thinker, or a literary author. So, you were supposed to
make this quote as a, you know, an epigraph or conclusion, so maybe just easier. It’s easier for
Russian speakers to make their thoughts, to shorten their thoughts and make them sound exactly
in a way they want. See, if | had a winged phrase for what I’'m trying to say, | would probably
use that.

DARIA. Definitely. No, those are definitely great guesses. I’ve heard totally different things from
people I’ve spoken to, and I think it’s just a thing and I wish we had more in the English
language.

Natala. And if you translate it directly, kppuatsie ¢passl, it’s phrases with wings, so they can fly
and they can fly to others and other scan get them, or... it’s easier to, probably by using this, you
can connect with others easier and faster. Explain what you think.

DARIA. So, I actually have a couple examples of, so we call them winged, okay I say “we” but
it’s just “me,” I call them winged words. So, [ have a few examples and they are directly from
the, where they were first written, so they might slightly differ from what they are in common
use. Okay, which do I want to start with? So, the first is: “Henb3st 11 U1 IPOTYIIOK, 110 JAJIbLIe
BbIOpaTh 3akoynok” (if it’s not possible to go out on a stroll, choose the secluded corner further
away).

Natala. Um, can you read it again?

DARIA. Yeah, «Henmb3st U 17151 IPOTYIIOK, IO JTANIbIie BEIOpaTh 3akoyinok™ (if it’s not possible to
go out on a stroll, choose the secluded corner further away).

Natala. Ah, «Henb3s U U1 MPOTYJIOK, MO Aaiblie BeIOpaTh 3akoynok” (if it’s not possible to go
out on a stroll, choose the secluded corner further away). Uh huh. Okay, you know what
“zakoynok” (secluded corner/alley) means, right?

DARIA. I have the translation right next to it!

Natala. «Henn3s au s mporynok...” (if it’s not possible to go out on a stroll...) I actually haven’t
heard this one before, but I think — could you hold on a second, please? [talks to her daughter]
Sorry.

DARIA. All good.

Natala. I don’t know the context, but I would understand it as... two meanings. If one of the
people who isn’t invited, or wasn’t invited for a walk, asking to walk further away from where
they met, that’s like a literal translation. Another meaning could be, I don’t know, don’t cheat
near your home?
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DARIA. I have a dictionary of kpbsutaTsie cioBa (winged expressions) and I’m trying to find it, but
I’m struggling because I don’t know the order of the Russian alphabet. Which, yeah, the first
thing I learned in Russian class, and I still don’t know... so, yeah, there’s been a bunch of
dictionaries out there that have been helpful. So, it says “Bam 31ech aenars Heuero, 3aHUMaNTECh
CBOMM JIeJIOM, Jiyuliie Obl BaM yOpaThcs oTcroa” (you aren’t doing anything here, mind your
business, it’d be better if you cleared off). So, it’s what you just said! How nice. So, you’ve
never heard of it before?

Natala. I don’t think I’ve ever used it, yeah.

DARIA. That’s so interesting.

Natala. But it doesn’t mean anything.

DARIA. And if someone said it, you’d be like: “huh, what are you saying?”

Natala. But from specific context, I think I would be able to guess.

DARIA. Well, I brought that one up because it seemed like a pretty niche phrase, like I can’t
imagine dropping that into conversation. Okay, so then this next one is, it comes in two parts, so
there’s two versions out there from different sources, and one of them has them together and one
of them has them separate, and I want to see if a) you know it and b) if you consider them to be
related. So, it’s: “A BIpouem, OH JIOMAET A0 CTENCHEH M3BECTHBIX, BE/Ib HBIHUE JIIOOST
6eccmoBecHbIX” (in fact, he is going to make it to a prominent degree, since, you see, nowadays
people love the voiceless)

Natala. “A Bopouem...” (in fact) what is that?

DARIA. “on nmoitaer o crenenert n3BecTHbIx (he is going to make it to a prominent degree)
that’s the first.

Natala. “A Bopodem oH” (in fact, he)

DARIA. “no creneneii” (to a degree). I think it might be an old spelling of a word, so it’s
“u3BecTHBIX (prominent)

Natala. Oh, “goiiger no creneneit u3BectHsix’ (he is going to make it to a prominent degree).
Yes, it’s from Griboedov, right?

DARIA. Ding ding ding! Oh, that’s so cool. So, you know it?

Natala. Yeah.

DARIA. And do you use it?

Natala. I think it’s too long for using it.

DARIA. Definitely.

Natala. But if somebody used it, I would know. Because Griboedov’s I'ope om Yma (Woe from
Wit), you know, we all read it at school. It does have a lot of kpsinaTeie ppassr (winged phrases)
in it. So, people use some of them sometimes.

DARIA. And like, everyone knows them, because?

Natala. Yeah. Like “a cyau xkt0?” (who are our judges?) and others.

DARIA. Okay well we’re getting to there. I’'m going to first show you another expression and
then I'll get back to that thought. Okay, wait, one last thing for this phrase, do you think that you
learned it from when you were learning it from school?

Natala. Yeah, I think so. And it’s like, if you speak about someone who is trying to do
everything, something which is not very good, in order to get a better job, a better position in
society, so a person who uses everything to get to the goal he or she has.

DARIA. Yeah.

Natala. Sometimes with not nice methods.

DARIA. I think that we would call that “stepping on someone”
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Natala. Yeah, probably.

DARIA. So, you don’t know the second part of it, “Beap HbIHUE JTHO0AT OECCIOBECHBIX
(nowadays people love the voiceless)?

Natala. “OeccnoBecHbix” (voiceless). Yeah, so “Benp HbHUE H00AT OeccnoBecHbIX” (nowadays
people love the voiceless), so you are not supposed to criticize the authorities or your boss, and if
you don’t do that, and say “‘yes, yes, you are right!” then you will get to what you want, even if
you don’t, disagree with the boss.

DARIA. Definitely. I get the idea! And so, you know both of these phrases, but in your mind, they
are separate? Like, I can’t imagine someone saying them both in order like that would be a long
statement.

Natala. No, but I think that the whole phrase, if you say the first part, someone is thinking of the
ending, so you can start with the first part, but you kind of expect that the person will end this
phrase in his or her mind. Because it’s connected.

DARIA. Yeah. Cool! That was exactly the answer I was hoping for! Okay, and the last one, you
100% know this, it’s “u roBoput, kak umet” (and he speaks like one writes).

Natala. Uh huh.

DARIA. Do you know where it’s from?

Natala. Um, I don’t remember.

DARIA. But it’s, well the second question is, do you, kind of, just use it, like it’s a phrase that you
use and don’t really think about it coming from anywhere?

Natala. Yeah, I don’t remember where, do you know where it is coming from?

DARIA. Because they are all from I'ope om Yua.

Natala. Okay! See, yeah, I should reread it. It has a lot of phrases that float around, but...

DARIA. But yeah, I was wondering because for us, the closest thing we have to kpeutaTbie ciioBa
are like that, like you know them, and then you are surprised to find out that they come from a
famous piece of work, I guess. So that’s cool. So now that I’ve told you the big reveal, that they
are all from /'ope om Yma, on a scale from 1 to 5, 1 being totally unfamiliar and 5 being
completely knowledgeable, how would you qualify your familiarity with this play?

Natala. I would put myself somewhere in the middle, because I read it a long time ago, and I
think the last time I read it was at school. I may have reread parts of it, but not the whole thing,
when I was older.

DARIA. So, do you remember... oh what were you going to say?

Natala. No, just put me in the middle.

DARIA. So, do you remember, it’s fine if you don’t, what year in school you were when you read
it?

Natala. Gosh. I think it was maybe, I don’t know, 7 or 8 grade.

DARIA. I mean, I don’t know the answer. I just know that nowadays, it’s taught in the ninth
grade.

Natala. So then, when I was at school, this would be equal to the eighth grade.

DARIA. Okay. Oh! That’s good to know. I didn’t know that. Do you remember how your teachers
taught you about the play? Like, did you read the entire play Woe from Wit? Did you read an
abridged version?

Natala. No, we read the entire play. And as far as [ remember, our teacher liked us to read big
pieces of it in class, like she would say “okay you will read part of Chatsky, you Molchalinov,”
Molchalin, whatever. So, we will read in terms, like we were in theater.

DARIA. Yeah, that’s cool. That’s how we do it now, how we read Shakespeare.
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Natala. Yeah, good.

DARIA. Do you, did you memorize any poems or monologues, do you remember?

Natala. I was supposed to memorize monosior Yarkoro (Chatsky’s monologue), I don’t
remember now!

DARIA. Is that the one that starts with “a cynu kto?” (Who are our judges?):

Natala. Yeah, I think so. That phrase is somewhere there.

DARIA. I ask, because one of my 20-year-old interviewees, she also memorized that one.
Natala. See?

DARIA. And so, you mentioned that you read the play, or at least excerpts or parts from it since
you were in school, so I guess like, why? Not like, you can’t just for fun, but.

Natala. Why didn’t I reread it?

DARIA. What drew you back to reading parts of it as opposed to the whole thing, or why didn’t
you just put in on your shelf and let it collect dust?

Natala. I have to tell you that, my daughter, when she was studying it, I had to, kind of, she
would speak about it, so because of her I would come back to it. And actually, I found a great
movie that was short in probably the 1950s or 60s, and it was a great, great movie. Like, it was
like Tenecniekrakis (television drama). And great actors.

DARIA. I'll definitely look it up.

Natala. Definitely look it up. Let me see if [ can —

DARIA. I know that there was, [ wouldn’t call it a ciekrakns (drama), but a commemoration of
Griboedov’s birth, like earlier this month, and there was a whole thing about him.

Natala. Let me give you the link to the movie that I liked. It was 1952. There was another movie
in 1970-something, but I like the 1952 one, where is this, no, oops. No. Yeah, I’ll send it. Did
you get it?

DARIA. I did! Let me see if I can open it.

Natala. Yeah, maybe it’s.

DARIA. Because sometimes we have copyright issues. But also, it’s Russian movies, so I don’t
think that copyright cares.

Natala. Yeah, it’s a classic.

DARIA. Oh! So, look at that, it’s playing! That’s so exciting.

Natala. And here is another link to the movie that was made in 1970-whatever. 77. But I really
like the first one. So, I don’t know if you can open it.

DARIA. I’ll definitely check them out! I've watched Anna Karenina like, all the different versions
of that movie, all like twenty. We had a class and my professor really, we didn’t watch the whole
movie, we watched the beginning, we watched Anna Karenina’s death, but like twenty times
over. So, I’'m looking forward to doing that with ['ope ot Yma.

Natala. Did you read Anna Karenina?

DARIA. Yeah. I’ve read it a couple times, always in English.

Natala. You know, the first time I read it I was in school, in high school, and of course I thought
that Anna was the main hero of the thing, and her story was very important, but when I read it
when I was 40-something, I just realized that she was not the main character. Jleen was the
main character.

DARIA. Definitely. I know! And why is it not named JleBen?

Natala. I know, yeah.

DARIA. Yeah, I really like returning to old books and re-seeing them and being like “wow, I
totally misunderstood that when I first read it.”
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Natala. Well, it’s because of the certain age, you were focused on one thigs, and you grow up
and your mentality changes, your priority changes, and that’s why you see other sides of it.
DARIA. Well, yeah, that’s why I wanted to ask you if you read /'ope om Yma (Woe from Wit)
after 7w or 8w grade.

Natala. I should!

DARIA. The next question that I have for you, you kind of did this before, but other than “a cynu
kt0?” (Who are our judges?) can you think, off the top of your head a few examples of winged
expressions from I'ope om Yma (Woe from Wit)? And it’s very fine if you can’t.

Natala. “K Tetke, B rirymis, B CapaToB” (to my aunt in the backwoods in Saratov) I remember
that. So, he is trying to leave the capital, so “I don’t care where, “B riyms, B CapatoB” (in the
backwoods in Saratov), so to the province, to Saratov. I remember that.

DARIA. I asked one of my friends if they knew that expression and they were like “I’ve never
heard of it.”

Natala. Oh really?

DARIA. Yeah! Um, I’'m trying to think. There are definitely very famous ones, like “rosopsr kak
numet” (they speak like one writes) that I’m sure you know, and just didn’t realize they were
from here.

Natala. Yeah, I forgot.

DARIA. Okay, so a question, I asked other people this, and they hadn’t heard of it, but my
research told me people use it, but have you ever heard the expression, “¢dpaniy3ux u3 bopmo”
(a Frenchman from Bordeaux)?

Natala. Yeah! That’s Pushkin, right? Evgenii Onegin, right?

DARIA. Nope! It’s I'ope om Yma (Woe from Wit)!

Natala. I'ope om Yma (Woe from Wit)? Oh, see?

DARIA. Yeah.

Natala. But I did, I did, yes. “@paniy3uk u3 bopno” (a Frenchman from Bordeaux), yes.
DARIA. Good to know! I’'m glad to know that.

Natala. Is it Ckana (Skala), what is his name, Cxano3y6oB (Skalozubov) who’s saying that?
DARIA. Let me see. I think so.

Natala. So, he doesn’t like the fashion, the new styles, like he’s a conservative, right, right.
DARIA. Oh, it’s Chatsky. What is the context? So, it seems basically that he is telling a story
about like, and he’s talking about this annoying person he met while in Bordeaux, and he’s being
like “wow!” wait “ax! B ®pannuu Het B mupe sydire kpas” (oh! There isn’t a better corner in
the world than in France) and probably make everyone hate him.

Natala. He’s talking about women, Russians, Russian women who are ready if they, they heard
that France is the best for culture, whatever, they accept even some random guy from a random
city in France and they look up to him automatically, no matter what he says or does. See, yeah. I
heard this phrase, but I have a mess with Pushkin.

DARIA. Well, 100% there are many. One of the, a really famous, or famous, or well-known
English expression, “out of the pot into the oven”, it’s from Don Quixote,

Natala. Uh huh.

DARIA. And I found that out, and I was like: “what!”

Natala. Yeah.

DARIA. Because I consider that very, very ingrained in the language. And I find out it’s not even
from English, which is wild.

Natala. “U13 orus aa B nosbims” (Out of the frying pan into the fire)
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DARIA. I think I’ve heard of that one. And you know, I’m going to say this one wrong, but the
one with “akkypaTtHocTh” (exactness). Let me look this one up. Right now, I’'m using someone
else’s computer and I don’t have my Russian keyboard, so I can’t look up anything.

Natala. What exactly are you looking for?

DARIA. I just used a dictionary to find it. I thought this would be easy to find. It was about... oh
okay! “ymepeHHOCTh M akkypaTHOCTh (moderation and accuracy) if you know that expression.
Natala. Um. It’s the phrase that Molchalin uses to describe his character.

DARIA. Yeah. So that’s pretty crazy because other people who I’ve spoken with haven’t known
that very well. But yeah, I think it just shows that each person’s language is different from
everyone else’s.

Natala. Yeah, interesting.

DARIA. Okay, my last two questions are about Griboedov. Like, what are your thoughts on him?
Could you give me a little biography of who he is?

Natala. [laughs] Well, he was a diplomat. And he was shot. And he’s buried in Georgia, in
Thilisi.

DARIA. Ooh, I don’t know that. I don’t know about where he is buried.

Natala. Yeah, because I think he was married to a Georgian princess or whatever.

DARIA. Let’s see. Yes, he is buried in Georgia.

Natala. Yeah, in Tbilisi. Yeah, I think I even saw his grave. But I think he is, I think that ['ope ot
VYwma is the only work that everybody knows. I’m not sure, see I’'m not sure what else he has
written, but I definitely, everybody knows that 'ope ot YMa was written by Griboedov.

DARIA. Yeah.

Natala. But I think his main job was being a diplomat. And I think even Pushkin mentioned that
somewhere, “T'puboena Be3yr” (Griboedov is lucky), so one of the stories, one of the prose
stories, maybe Lermontov mentioned that. So the murder, he was murdered, and that was
important provocation of some sort. But I think he was also, I think he also wrote some music
but nobody, not many people know about that. But the main thing was that he was a diplomat
and he was the one who wrote I'ope om Yma (Woe from Wit).

DARIA. Yeah, he did write other things, but it basically sounds like they are pretty irrelevant, and
that some people who really like him read his correspondence, or read his later poetry, but
nothing’s on the level of I'ope om Yma (Woe from Wit).

Natala. Yeah.

DARIA. And then so, the last question is, do you think that the use of specific examples of his
Kpbutateie cinoBa (winged words) can be seen as political? Because I know that Chatsky for
example, speaks about a lot of politically charged concepts. But is there any political nuance in
today’s use of Griboedov’s phrases?

Natala. Well, definitely the phrase you mentioned earlier, not “yMmepeHHOCTh M aKKypaTHOCTb”
(moderation and accuracy), but “Benp HbIHYE TH00AT OeccnoBecHbIX (nowadays people love the
voiceless) this could be applicable to today’s reality, but the reason it was so popular, or
everyone had to learn about it in school, when I studied in the Soviet Union, was that it was also
viewed as an important work in terms of criticizing the conservative society and Chatsky was a
progressive thinker, a revolutionaire of sorts, and that’s why he was kind of, in the Soviet days
that work was used to kind of criticize the old society.

DARIA. So...

Natala. So, it could still be used in political terms, especially when you speak about
conservativism or liberalism, I don’t know.
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DARIA. No, definitely makes sense! Well, those are all my questions for you. If you have any last
thought that you want to share that you think I haven’t covered, please share!

Natala. No, it’s definitely, it’s a good example, there’s a lot of kpsuiaTsie ppaszsr (winged
phrases) in this work! I should reread it; I will reread it now.

DARIA. That’s so exciting to hear!

Natala. I realized I forgot a lot, and I have to sort of refresh my memory.

DARIA. Well, it’s definitely been a pleasure.
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2.3 Masha’s Interview (Originally in English)

DARIA. What’s your name?

Masha: My name is Olga Vedeneva, but I write this with an “e” at the end.

DARIA. What is your age? How old are you I guess is the more normal way to ask that.

Masha: I’'m 21 years old.

DARIA. So, where were you born and where did you grow up? This is an easy question.

MASHA. For me, it’s the same thing. I was born and grew up in Moscow. That’s the capital of
Russia, just in case.

DARIA. So, this one — the last two interviews I had, I think I need to rephrase it because it’s
confusing — basically tell me about your secondary school, specifically was there any reading
focus in classes and at home in your upbringing? The example I give is that my dad used to read
Harry Potter to me every night when I was younger, and we read the entire series and then we
moved on to other classic books. Did you have that at all? And it’s fine if you didn’t.

MASHA. I can’t say that I read much right now, but when I was a kid, my parents didn’t read me
something at all. I was swollen with books, especially when I was a teenager, I adored Rick
Riordan which I know who I will, I know you [mumbled]. And I’m a big fan of Harry Potter as
well.

DARIA. Everyone is!

MASHA. Except my professor in English, she hated Harry Potter. Like super overrated.

DARIA. So, you said you don’t read that much now, but do you listen to the radio, the news on
the radio? Do you read the newspaper?

MASHA. Yeah, I try to follow the news, especially on social media like VKontakte and on
Telegram. I think I follow PaguocBo6ona (Radiosvoboda, meaning Free Radio), New York
Times for my classes.

DARIA. Of course! High quality news there. So, you don’t watch the TV for news?

MASHA. I think no. My parents do but not me.

DARIA. This is a really abrupt transition, but how would you define what a kpsinatoe
BeIpakeHHe (winged expression) is?

MASHA. Like, as an abstract term? In Russian, that works like an idiom or something, but I think
we should relate them to quotes from movies or books or some of them are associated with
special characters, especially from the Soviet cinema, that’s really popular in Russia.

DARIA. Yeah, my research has shown me that. So, why do you think the Russian language has
more KpbUiaTble BepakeHus (winged expressions) than other languages? Because in English we
don’t even have a term for it. We can only translate it directly and no one knows what it means.
MASHA. I hate English idioms! They are so weird sometimes, I try to understand them, but I fail.
I suppose that we have more synonyms than in English and I think everyone can guess that in
Russian there are so many words. I can say that it is more than in English but that’s the which
language as Tolstoy said. It’s hard to explain. Isn’t that counter?

DARIA. No that’s totally fine. I have no idea why either. I have thoughts as to maybe why, but |
just think it’s something interesting.

MASHA. Yeah, maybe some like to show off with them, like intellectual? When you mention
some phrases, it’s cool, like the [incomprehensible] that you’re so smart. Slang is also popular.
DARIA. Yeah, I guess it’s interesting the different occurrences of languages. So now I have a
couple winged phrases — that’s what it is in English — that I want to ask you about and I'm just
going to read them to you and I have some follow up questions. They’re straight from the book.

104



So, speaking of which, since they are straight from the book, they might slightly differ from how
you know them. So, just disclaimer. So, the first one is: cuacTiinBbrIe YacoB HE HAOMIOAAIOT (time
flies when you’re having fun). Do you know it?

MASHA. Yeah! That’s from one of my favorite Russian works.

DARIA. Which one?

MASHA. That’s I think from Woe from Wit. We read it when I was in tenth grade. I should
describe it or something right now, right?

DARIA. Yeah, so my questions are like: do you often use this expression in your daily speak or is
it only like older people who use it? Do you think it is outdated?

MASHA. I use that not so frequently, but I definitely use it. This is not up to generations; I think
many people use it. I just love this work, maybe that’s because of this.

DARIA. Okay, we’ll get — [ have questions about that, but we aren’t there yet. So, the next one is:
paccyIKi BOIIPEKH, HallepeKkop CTUXUAM (contrary to intellect, counter to one’s element)
MASHA. Can you repeat this?

DARIA. This is one that I chose because it is in phraseological dictionaries, but I was like, huh
why do people use this? So, it’s: paccynku BonpeKku, Harepekop CTUXUAM (contrary to intellect,
counter to one’s element).

MASHA. So, this is not as popular as the first one.

DARIA. But have you heard of it?

MASHA. Yeah... but it’s a rare one.

DARIA. Do you know, so, in the dictionary it said that it was sometimes broken up. Is one part of
the phrase used more than the other, or is it just used all together?

MASHA. Okay...

DARIA. No, that was a question. So, in the dictionary, it showed that that expression came in two
parts and that maybe people only used one part of it.

MASHA. Yeah, the first one. I can say that we do this all the time with idioms, we use the first
one. And sometimes nobody knows the second part. Yeah, that happens. I think I saw some post
in VKontakte about it. Like, did you know? And I was like, okay I never heard of that.

DARIA. And so, do you associate this expression with any specific text or source, or do you just
know it?

MASHA. I knew that, I think. It’s really hard to say, especially when your parents were born and
grew up in the Soviet Union, you think that they know all these expressions, and you just grow
up with them.

DARIA. Well you knew the first one, so I had to ask. Okay, so the last one is: “B g1epeBHe B TeTKe
B riyms B CapaTtoBe” (in the country to the aunt in the backwoods in Saratov). Can you please
tell me how you would use that, because it’s so niche?

MASHA. Yeah, we use the whole phrase, it’s not too widespread as well but when do we use
that? When you have to show that that’s so far from you that you have to go there and that can
take a great amount of time and so on and that there is no civiMilation, you are so isolated and
alone. No help, no resources, something like that, I don’t know.

DARIA. Sounds great,

MASHA. You would suffer. Something that you didn’t get used to.

DARIA. So, would you say that the reason that this expression isn’t used because there is not that
many situations that it fits, or that it is outdated?

MASHA. Both, I can say. Most people don’t like classics, and this is definitely classics. Yeah,
some of them just do not know this expression and yeah, that’s rather outdated but I think it’s
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cool when you say something outdated or hear something, especially when you try to say
something,

DARIA. I agree. Okay, so know we are going into all my questions about Woe from Wit. On a
scale from 1 to 5, 1 being totally unfamiliar and 5 being completely knowledgeable, how would
you qualify your familiarity with the play Woe from Wit? So, if you were like, “I’ve never heard
of that ever, what is it”? it’s a work of art? What?” and the other being like “I can quote half the
play from memory” where are you on that scale?

MASHA. Okay, I think 4. Yeah, I can say that was when I was at school, I read it four times and |
saw some performances in theater twice. But my memory is not so perfect, that’s why I can say
4.

DARIA. So, can you remember how your teachers taught you about the play? Like, what teaching
strategies they used?

MASHA. Teaching strategies? How do you mean? How they described that or how we discussed
that?

DARIA. Well, for example, did you read the play over the course of a week and you acted it out
and you broke down important lines? Do you remember how you were taught it?

MASHA. So, first of all I think we should specific how the literature works in Russia, especially
in school. Yeah, I think we devoted two/three weeks. I had two/three hours — I don’t remember
now, I was fifteen, six years ago —a week. And I had a habit to read and write down some lines
that I actually liked, or I can relate to some characters. And we [incomprehensible]? Discussed
the plot and the style. We studied the biography of Griboedov. And we learned by heart one of
the monologues, Chatsky’s monologues.

DARIA. So, did you read the entire play, or did you read an abridged version? Because I heard
there was an abridged version out there, but it’s a pretty short play? Because I couldn’t find the
shortened version.

MASHA. Full version, definitely. I think we only read the full version. I remember I couldn’t
manage with War and Peace by Tolstoy and that’s all. Most of the works were read in full
format. I liked literature when I was little, that’s why it was not a problem.

DARIA. So, you said that you learned one of Chatsky’s monologues. Do you remember which
one?

MASHA. Which one? Wait a minute, I can’t remember so much. I remember that Chatsky and
Famusov were quarreling, I think that’s Part III or something?

DARIA. Let me just open up the book!

MASHA. Oh no, it was with Molchalin maybe. I remember that it was with the line “a cynu kt0?”
(and who are our judges?)

DARIA. Oh, I know that one!

MASHA. Yeah, it contains criticism.

DARIA. I can’t remember where it is either. Yeah, I know that expression. Ah, it is Act II Scene
5. It is Chatsky and Famusov. That’s a long monologue! We don’t memorize monologues in
American schools.

MASHA. It depends on the country, it seems. By the way, the expression “a cynu kto?” (and who
are our judges?) is extremely popular.

DARIA. That’s why I didn’t ask you! I couldn’t, it was too popular!

MASHA. That’s a cool word, actually.

DARIA. Okay, can you right now tell me where the play is in your house? Because you said you
read it multiple times after 10m grade.
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MASHA. Including tenth grade! Three or four. Where it is in my house? I’ve done repairs recently
that’s why it’s hard to say where the things are. Sometimes in boxes? Lots of the books are under
my parents’ bed right now. Yeah, a great space.

DARIA. So maybe you’ll dust off the book and read it a fifth time?

MASHA. Hard to say. I need to look for sometimes. When I need a book, one, I just try to search
for it, but sometimes it’s hard to search for it. Now, especially. I think it’s available on the
internet.

DARIA. Yeah, especially the Russian internet! It’s definitely not available on the American
internet. So, can you think, other than “a cyau kt0?”’ (and who are our judges?), can you think
off the top of your head any other examples of kprinaTbie Bepaxkenus (winged expressions) from
Woe from Wit?

MASHA. Oh my god...

DARIA. I know it’s putting you on the spot, but...

MASHA. I don’t know, I often use “cuactnuBsie yacoB He HaOmoma0T” (time flies when you’re
having fun). Hm, no, I don’t remember right now.

DARIA. I had to ask. Because I know some other famous ones are... there’s “ymepeHHOCTb U
akkypatHocTh” (moderation and accuracy), which you’ve heard of right? Do you know the
expression “dpaniy3uk u3z bopao” (a Frenchman from Bordeaux)?

MASHA. ®panny3uk (Frenchman)...?

DARIA. ¢ppanmysuk u3 bopno (Frenchman from Bordeaux).

MASHA. I’ve heard that maybe.

DARIA. I asked Mila and she hadn’t heard it but then my research said that “oh yeah, students
nowadays often use that expression”

MASHA. No, I think I’ve heard that, but I’ve definitely not used that at all.

DARIA. And then you know the expression “He moero pomana” (not of my novel)

MASHA. Yeah.

DARIA. That’s also from here!

MASHA. I remember from another Chatsky’s monologue, maybe that’s not the quote but sounds
like that: “Cuay»xwut 6561 pag npuciyxubath co TomHo” (I would be happy to serve, but it sickens
me to be servile). Do you know that?

DARIA. I don’t think so. Though there are innumerous, so many expressions in here that [
wouldn’t be surprised if I just hadn’t seen it.

MASHA. I don’t remember where.

DARIA. Well I’ll look for it after this.

MASHA. Yeah, “Cayxut 05l pajg npucIykUBaTh co TOIIHO . It means “I’m good to serve, but I
don’t want to obey.”

DARIA. I get the sense of it. So, then my last few questions are about Griboedov. I think |
mispronounced it. You pronounced it differently.

MASHA. Griboedov.

DARIA. Griboedov.

MASHA. Yeah, that’s like mushrooms and eating.

DARIA. So, what are your thoughts about him? Can you give me a little summary of who he was?
MASHA. He was a diplomat I remember. An ambassador. And he died in Iran because... I don’t
remember exactly...because of the rebellion or something. So, what can I say more?

DARIA. He was a writer?
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MASHA. Yeah, here in Moscow we have a monument of him which is on...He coBpemMeHHHK
teaTp (not the contemporary theater) ... on yuctu npynu (Chistii Prudii, meaning “Clean Ponds”)
station. Near it, this district. Is that enough about the author?

DARIA. No that’s good! And did you learn about him...you learned about him in school right, but
did you know about him before you learned about him in school?

MASHA. I think no. No, I was fifteen and teenage problems.

DARIA. Not talking about classical playwrights?

MASHA. Yeah, we started studying the war pretty intense.

DARIA. So, given that he was an ambassador, do you think that the use of specific kpsuTaTbIC
BbIpakeHus are political at all? Because you said that Chatsky’s monologue was political. But
when you use “a cyau kto” (and who are our judges?) is that political, would you consider it?
MASHA. I think that the context is dedicated to the generation gap and that is problem. In many
places that implied the views of different generations, of the young ones and the older. We can
say that this rather political, just because he criticized the power and it was written, what year
was it written? I remember that it was the first part of the 19w century, like 1930?

DARIA. That’s what I think but I don’t want to be wrong. Let’s see...it was 24. 1824. But then he
edited it for like ten years.

MASHA. Yeah, I think that’s an astounding moment, because that’s only a year before the
Decembrists. And we have some lines about something that we can associate with this event. Not
a requirement, but... but maybe requirement of reforms and change of power. Always change.
Yeah, that’s definitely political.

DARIA. So, I heard about this book called Griboedov and the Decembrists. It was apparently an
important piece of propaganda during Soviet times. How much do you still associate Griboedov
with the Decembrists? Do you consider him a Decembrist? Do you consider him friends of
Decembrists? Or is that a separate movement?

MASHA. I don’t see him as a part of that Decembrist movement more, because his story I can’t
remember whether he was a friend of some Decembrists. I think he wasn’t the only one from this
field who was engaged with literature who was keen on these ideas, these liberal ideas that
Decembrists offered. He’s like a part of the mechanism here in the moment. But maybe he was, I
need to check this about his friendship.

DARIA. So, the answer is that he was friends. Kind of like Dostoevsky, who wanted to be a
Decembrist but couldn’t.

MASHA. That’s the same with Pushkin. He was one of the friends of the Decembrist but wasn’t
that. Most of his friends they were forced to move to Siberia and he definitely couldn’t be one of
them, but he wasn’t apart. Exile, that’s it.

DARIA. Yeah, he was exiled to Siberia. Yeah, we say that. Actually, that’s an expression in
English, “yeah he’ll be sent to Siberia”. “You’ll be sent to hard labor” that’s never a thing that
happened in American history, but we borrowed that idea from Russian culture. Well, that’s all
of my questions for you, so do you have any other thoughts that you think I didn’t cover, tell me
now.

MASHA. So, you have to ask me some questions about kpsiiatbie Beipaxkenus (winged
expressions) exactly from Woe from Wit or from language?

DARIA. So, I'm looking at how these expressions started out in Woe from Wit and how they
entered the Russian vernacular, like the spoken language. How they transitioned from written to
spoken, through the education system specifically.
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MASHA. I don’t know whether this is useful or not, but I remember that this work predicted the
whole development of Russian movement, especially connected with the first part of 19
century. I mean the works by Pushkin and Lermontov. “Hero of Our Times,” Eugene Onegin —
Chatsky was one of the...prototypes? Can you say that?

DARIA. You can say pioneers because generally prototype is about an object, but pioneer is a
person.

MASHA. Yeah, like a pioneer. It’s really strange but when our generation read this and we see
Chatsky as a hero of our time, just because he’s going not to carry out but to get people to
understand some liberal ideas but many years ago in the Soviet Union he wasn’t a hero at all and
our professor said something about that... an antagonist? Not a person with a positive mind.
DARIA. Do you mean pessimist?

MASHA. This is why we can say it’s a political text.

DARIA. Antagonist is someone who works against the main character, and a pessimist is someone
who looks at the world negatively.

MASHA. No, antagonist is the right word here. He’s against Famusov, and Famusov is the main
character. He’s the embodiment of the older generation.

DARIA. Interesting.

MASHA. I think that’s useful for you.

DARIA. I think it’s interesting. I actually read that, so this book “Griboedov and the Decembrists”
was published and it was basically trying to paint Griboedov as a Decembrist, and the
Decembrists were the precursor, like leading up to the Revolution, the Soviet Revolution. So
Chatsky was a Soviet hero, because Famusov was the emblem, the prototype of Old Russia, and
Chatsky was like “you guys are literally insane, wow, you are so backwards” and then he turns
into a martyr at the end because he tries to change everyone’s ideas and they’re all stuck in their
own ideas and so he leaves and gives up on his love interest!

MASHA. Yeah. [ remember that. Yeah, we have some base for what you said. During the period
of Soviet Union existence, revolution is always something positive. Have you heard about the
film released recently, coto3 cnacenus (lifesaving union), in Russian?

DARIA. I don’t know it.

MASHA. Maybe some news?

DARIA. What’s it about?

MASHA. coro3 criacenus (the lifesaving union). It’s the name of the organization of the
Decembrists.

DARIA. Oh, look at that! I just had to start looking up “coro3” (union) and it already popped up!
MASHA. So, that contains so many elements of propaganda for our time. That’s pretty interesting,
because all the Decembrists tried to go against the government has a negative image. The author
tries to show that this is not so great what lots of people think. People tend to romanticize the
Decembrists. I was like “what’s going on here?” perception changed all the time.

DARIA. Yeah, I think it’s interesting, because you want to romanticize rebellion in the Old
Regime but at the same time you don’t want to romanticize rebellion in your own regime, so
there is definitely a fine line.
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2.4 Sofia’s Interview

2.4.1 Original Russian

SOFIA. IlpuBer.

DARIA. IIpuser.

SOFIA. S yxe mymana Tel y T€0s 4y ICKOM KOMITBIOTEPOM TOYUHIIHCh.

DARIA. D10 notomy, 4To, 1 HE 3Haja [o4YeMy, Ho Marasun Al yaanuia Mo ¢aiii. . .

SOFIA. Bee norepsuto Jlam? Tel Bce notepsno?

DARIA. Her, aT0 mipocTo daiin [uist UHTEpBbIO, 3TOT (hailsl U OJMH JOKYMEHT, 3T0 Bce. OHU 00a
OBLIM [UISI MOEr0 JUILIIOMA.

SOFIA. MHoro ocrtanoButcsa. Heuero crpamisoro.

DARIA. Oyens cTpaiHo!

SOFIA. Ctpamino! V 1e0s emie ecTh BpeMeHHU, 3TO HE MHOTO OCTaJIOCh, 1a? DTO Majo y Te0s?
DARIA. /la y MeHs1 HE OY€Hb MHOTO BPEMEHH U s TaK... 51 3BOHMJIA MarasuHy ANNWi ATk pas, v
s OHM HEUEero He MOTH CJeNaTh, U s ObLIa KaK, «0X, KaK 3TO BO3MOXXHO?»

SoFIA. Hy, neuero. /laBaii, naBait Bompoc.

DARIA. Xopomo. Hy tak. Ckonbko y Te0s net?

SOFIA. 57.

DARIA. Xopomo. U rae Tl poaunacs?

SoOFIA. A pomunacek B CoBerckom Corose, Hy panbiiie MongaBckas Obuta. Ceituac Monioa
Ha3bIBaeT.

DARIA. U 3710 npyrue mecra, r1ie Thl Bbpociia?

SOFIA. [1a, s He B MOCKBE pOIUIIaCH.

DARIA. Hy na.

SOFIA. Monnasckas. JIagHo ThI roBopuiia o Bpoe uto Thl [incomprehensible] Op110?

DARIA. D10 Bonpoc 06 oOpazoBanuu u Bce 3T0. [loToMy 4TO, 51 3HaIO THI HE B MOJ10BE yUMIIA.
Hy, b1 KOT1a Ipuexana B MockBy?

SOFIA. CemMHaaLaTh J€T MHE ObLTO, B MHCTUTYT MOCTYIIHIIA.

DARIA. Yto ut0?

SOFIA. [loctynuna B yHuBep — Hy y HaC MHCTUTYT Ha 3a HU Bce cuurtaercd. [lepeexanu.
DARIA. Hy, ckaxkxute MHE IIpO TBOE CPEIHEE YUCHUE.

SoFIA. lkone?

DARIA. [a.

SOFIA. [incomprehensible] mkony? Xopoio. Y Hac Xxopomias 1Ikoja Oblia. YUuTels XOpoIue,
HaM JapsT 04eHb MHOTO U Xopowure. Penku Hamu. Hy g xopomio yuwitace. Jlaa.

DARIA. /lymaenb, uTo 6bU1 4YTO-HUOYIb (POKYC Ha UTE€HHE B TBOEM BOCIIUTAHUM WIIN
obpazoBanuu? [loromy uTO, paHblle, KOT/1a Mbl TOBOPHIIH, sl TeOe OOBSICHUIIA O TOM, YTO MOM
namna, oH MHe yuTas KHuru I'appu [lorTep kakayro HOUYyI0, M KOTJa sl MOTJIa YNTaTh, MBI €I11e
YUTAJU 3TU KHUTY BMECTH. BbUT 4TO-HUOY I Kak 3TO B TBOEH JKU3HU?

SOFIA. Hy, Tbl MHE unTana a1, KOHeYHO. MHOI0 YnTasna, U B IIKOJIE Mbl YUTAIIU, POJAUTENIH
yuTaau MHeE Beeraa. M motom co MacTepoM 4yuTaTh U O4€Hb MHOTO unTai. Ceifuac, MEHbIIIE.
V>ke ObUIM Yy MEHS HE XBaTaeT, a IO/,

DARIA. Hy, TbI ene unTaeus i yA0BOJIbCTBA?

SOFIA. KoneuHo.

DARIA. Ho menbIIe, yeM MeHbIIC?
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SOFIA. Koneuno, na. Ceituac nomenple untaTh. Ceiiuac B UHTEPHET €CTh YEM 3aHSAThCS,
noHumaeis? [loxkuparbes kakas Maja, Kak Obula y Hac HeT. MBI TeneBU30p KyIUJIU, KOTAa MEHs
ObuU10 IATH JIeT. 14Tk et TeneBu3op y Hac B qoMe nocenwuics. Bot. U nepenats mano xorja
ObLT10, ATO ceifyac CTO KaHaJoB. A paHbIle /1Ba, TpH ObLIO KaHal. M MBI Bcerza yuTaim.

DARIA. Jla. Hy xakue KHUTH WJIM POMaHBbI Thl JTOOMIIL YUTATh ceifuac uiu panbie? [lotomy,
YTO 5 3Ha0, 4TO JIK3a, OHa TOOUT 3TU KHUTH MICUXOJOTUH U 5 HE TOHUMAIO.

SOFIA. [la, Her. S mro6umi0 XynoskecTBeHHbIe KHUTH [incomprehensible] maxe yTo oHU Becemnbie
ObLTH, TIO3HABATEIbHBIE KAKHE-HUOYIb.

DARIA. [a.

SOFIA. BoT. A myny s HOCHHENBIE. .. «ellIb...», IIaC CKaXy Te0s, 4To nounTaina... «Emb, mamnmuc,
mo6Bu.» Takoil kak oHa.

DARIA. 4 He 3TOT 3HarO.

SoOFIA. [To Ixynu Pomkepe, s KHIDKKY Havyajia MpojucTaia o ToM (GuiIbM oOMeTHIA.

DARIA. Xopomto. 4 3naro [Jxynu Pompkepce... HO KpOME UTE€HHUs, ThI CJBILIUIID PAIUO0 B
CBOOOTHOE BpeMsi?

SOFIA. Her, TeneBusop. Panno y Hac Her ceituac. Kakoit paguo? Ceiiuac TeneBu3op.

DARIA. He 3Hato, TenieBusop B mamnne? Bee 310? Hy, Thl CMOTpHILIB TEIEBU30pP, HO TOKE Thl
YUTAEUIb Ta3€Thl, UJIU MPOCTO B UHTEPHET,

SOFIA. [a, razetsl untato. Ecinu ycnieem. Ilo TeneBu3op Bce y3Haro, U B UHTEPHETE.

DARIA. Hy na, 1 cornacHa. ¥ MeHs €CTh MO€ IOJKACThl U KPOME 3TOT0, 3TO TPOCTO HHTEPHET.
Hy rtak. [1o TBOEMYy MHEHHIO, YTO 3TO TaKOE, «KpbUIAThIE CI0BA?»

SOFIA. Kpsinateie cioBa? Hy miac g 31o ckaxy. CiaoBa, KOTOpbIE UCIOIB3YIOT KaK KOPOTKHUH TO,
4TO X04elb cka3arhk. 1 Bce aTu ciioBa 3HatoT. Thl Apyr Apyra NOHUMAIOT, O YEM PEUH UJET.
DARIA. Jlymaro, 94TO 3TO KpyTO, KpyTOH KOHIIENT IOTOMY, YTO Y HAaC HET Ha aHriauickoM. Hy,
YTO ThI AyMaelllb, I0YEMY €CThb B PYCCKOM SI3bIKE OOJIbIIIE KPbUIAThIE CII0BA YEM B JIPYTHX
a3plkax? Hanpumep, HETy B aHIVIMICKOM SI3BIKE.

SOFIA. Tbl 3HaeMb, S JyMaro, 4To 3TO Kak Koj Haul. Hamr ko, Mbl Mex a1y HaMH 0011aeMcsi, U Mbl
MMOHMMAaeM, 4TO MbI CBOE€, TOHUMAeENTh? DTO ke, y TeOst KHMKKa «['ope oT YMay». Y Hac paHblie
06110 MHOTO Jpyrue kHUru: y Hac J{roneB u [leTpoBsl, 1 emie kakue KHUTU. babpy cios
CKaXelllb, M ybe [mumbled] mormmaer? CBoOIi 4eIIOBEK, UTO ¢ HUM MOXHO obmaThes. Kak Hac
KO/JI, KAK MOXHO CKa3aTh.

DARIA. Sl Obl XOTeNa, y HaC €CTh Ha aHTJIMICKOM s3bIKke 3TO KoJI. Hy kak. [ToToMy 4TO MBI
ITOBTOPUM 3TOT UHTEPBBIO, 1 U3MEHUIIA

SOFIA. Koneuno.

DARIA. [ToToMy 4TO ThI 3Haellb, 4YTO MbI TOBOPUM Ipo ['ope oT YMa, 3T0 OBl CIOpIpU3 paHblIe.
SOFIA. A s cratu nepeuynTalia, Hy He 10 OKOHYaHMs; Hauaja untarh. U crecuunacey. Ciyiaid,
KaXKIbIH OYTH (Ppa3bl — KpbUIAThIE CIOBA. Y TBEPAUTENBHO Ha MPOU3BEJCHHE.

DARIA. O1u Bepcun ['ope ot Yma, ecTh Bcero (Ioa4epKuBan).

SOFIA. Tot cornacua nmoiaHocThio. YntaTh 1 ipsMo [incomprehensible] kak o yem Beub HIIET, HY
KaK JIOTaTh HaOUTh 3apOCiv AOYUUIA.

DARIA. Hy, na.

SOFIA. [muffled]

DARIA. Hy, na. bnarogapst 511, MOKeT OBITh ThI JTyuIlle OyIeIIb JJIs TOTO Psijia BOIPOCOB.
Heckonbko 3Tux BelpaxeHus He mpoucxoaiT oT ['ope ot YMa. [1o3TOMy 3TO CrOpIIpU3 U €Cu Thl
3Haelb 3TO BeIpakeHUs U3 ['ope ot Yma...
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SOFIA. 4 cratu Torga HeT! A s cTaTu TOI/Ia TOKE CTPALIHO, KOT1a OTKyAa U3 KaKoro — 3TO
npousBeeHre. ToNbKO «B BO3yX YEMUUKU OpOCan» Thl MHE CIIpalllMBaja, U S He BCIIOMHUJIA
OTKYJ1a 3TO. A BCE€ OCTaHOBUT 5 Iomena. Hac xopoiio y4uiiy B mKoJe.

DARIA. Okeit, Hy niepBoe, 310: «1llen B komHarty, nonan B apyryto» (I ope om Yma). Trl 310
3Haeulb?

SOFIA. Illen B koMHaty, nonai B apyryr. Hy MHe kaxercs, 3To ortyaa. Orryaa?

DARIA. Ot10 I'ope om Yma.

SoFIA. [a, I'ope om Vma.

DARIA. [la. Hy, TbI 3Haemsb. I10 TUNA... Thl AyMaelib, 4TO Thl BIEPBBIE yCIbIIIana 3TO
BBIPaKEHHE B IIKOJIE€ UM KOTJIA THI ...

SOFIA. Her. Bot 310 «lllen B koMHary, nonai B Ipyryo», OHO HEKHO, peiko B mpuHuume. OH B
MPOYTEHUH PEAKO BXOJIUT. A BOT HalpUMEp...I1ac, s CKaxy... « Ciykuthb Obl paf,
MPUCITYKUTHCS TOITHO.» JTO €CTh.

DARIA. 4 cripocuia, TOTOMY YTO 51 AyMaja, YTO OUYEHb PEIKUE CUTYalluu IPOUCXOSAT.

SOFIA. [1a, 310 peako. [IpounTana MHE JaBHO, TTOITOMY s YK TOMHIO. S HE 3HaNIA, YTO Thl MHE
CIpalllUBaellb, 1 MPOCTO 3aXOANIACh MHE BCTIOMHHUT.

DARIA. Hy, 3T0 04eHb peiKo UCIOJIB3YIOT 3TO BbIpaxeHue, Ho koraa? [loromy uTo 5 He
MMOHUMAIO MOYEMY B )KM3HU Thl MOXKEIIb 3TO UCIIOJIb30BATh.

SOFIA. Hy, B kakoMm cily4ae MOKHO UCIOJIb30BaTh?

DARIA. [a.

SoFIA. Hy, «Illen B komHaTy, monan B Apyryto». Hy korma-to codupancs nmoitu. To ecth oH
1IEJI B OJHOM MECTE OTKa3aJ0Ch YTO-TO COBCEM Apyroe mecto. He To Kyza oH XOTen nomnacrts.
DARIA. [a.

SOFIA. Jla, 9TO MOXET OBITb.

DARIA. 5 Hu4ero He 3Har0 00 3TOM.

SOFIA. BoT 310 BOOOI1IE BCE 3HAIOT «bIM OTeduecTBa HaM CIAJIOK U NpUsATEH.» BOT 3T0 BOT TOXKE
macTh Beipakenus. [muffled]

DARIA. Hy, nymaenis, uto «lllen B koMHaTy, nonai B Ipyryro» -- peIKO UCIOJIb30BaTh, HIIH
ycTapesiee?

SOFIA. OHO HE UHTEPECHO, OHO KaK HE OYEHb UHTEPECHO, BOT 3TO BHIPAKEHUE.

DARIA. Hy na. Xopomo! Hy, BTopoe BbipaxkeHnue, 31o: «l[puBbluka CBBIIIE HAM JIJaHa, 3aMEHA
cuactuto oHa» (Eecenuti Onecun).

SOFIA. [la.

DARIA. TsI 3T0 3Haens?

SOFIA. «IIpuBbIuKa CBBIIIE HAM J1aHA, 3aMEHA CUACTUIO OHA.» ATO S 3HAIO.

DARIA. Tbl 3HaelIb, OTKyZa OHO?

SOFIA. DTO MHE KaXXeTCsl, TO-MOeMY HU OTTyaa. DTo u3 Eseenuu Onecuna.

DARIA. Ypa! Jla, na notoMmy 4TO 51 Ha SIHAEKCE UCKaJla «OYEHb MONYJIIPHBIE KPbLIATHIX CIOBA U3
Escenuu Onecuna.» Y MeHs HET Bolipoca 00 3TOro, IOTOMY 4YTO MHE BCe PaBHO Eezenuu OnecuH.
Okeit, nocnennee: «['ocroacTByeT e cMeleHbe S3bIKOB: (PAHIIY3CKOTO C HIDKE... [stumbling
over words|» (I 'ope om Yma).

SOFIA. ...Huxeropoackum.

DARIA. [a.

SOFIA. D10, M0-MOeMy, 3TO oTcroa. 1o U3 ['ope oT YMma.

DARIA. Ypa! Ymuauna! Hy, 3To BeIpaskeHue, TyMaellb, 4YTO OHO YCTapeBLIEE, PEAKOE BBIPAKECHUS
WJIM YacTO UCIOJIb30BaIH?
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SOFIA. Hy, 3TO BO3M0KHO. DTO HOBOJIBHO 4acToO, KOT'/a... Kak cka3zaTs? Hu Toro Hu npyroro
sI3bIKa Kak (UIeTyeT yesnoBeK He 3HaeT. Bot u kak 061 ®paniy3sckom Hukxeropoackum, To ectb He
@paHIy3CKOM Kak clieyeT He 3HaeT He Huxkeropoickoro, Kak ciaeayer. ..

DARIA. Korja ucnons30Bath 3T0 BelpakeHue? S Buaena B cioBape, YTo €CTh IPYyrue BapuaHThI
3TOTO BBIpaKEHUs. ThI 3TO 3HACIIb, WIH HET?

SOFIA. Kakon?

DARIA. Hy, 3To mpocto «cmenienbe ¢ppaniry3ckoro ¢ Hukeropoackom» u 3To Bce. 10
COKPYIIEHHBIN BapHaHT.

SOFIA. AX, ThI MHE XIYT JI0 TO, 0 yTO ObUTO? Wnu kak?

DARIA. D10 0e3 clioBa 3BIKOB.

SOFIA. Ho na, aTo ocmbicnenuit si3pikoB. [IpaBriibao. a. Oun 3aropojakoit, 3to o Hmkeroposiie
pasroBapuBainu. [IpodeccrnonanbHbIi 0 pyccKue S3bIK, TOJIBKO paHbIile ke kak. Ho HaBepHO
HEKOI'0 Y BaC aMEpPUKAHCKUE PA3rOBOPY B OJTHOM IITare. 3710M akIeHT ApyroM Apyryro. Hy y Hac
takxe. Hikeropoackom, mo-Mmoemy, OKyroT HeMHOKKO. A [incomprehensible] Gombiie oKyroT.
DARIA. Ho Mol Bomipoc, 3T0 Ipo APYyTrue BapUaHThl STOTO BBIPAKEHUs, IOTOMY 4TO s yBH/JIENA,
YTO 3TO YacTO COKPAIIAHHO, YTO 3TO HE BCE ATO (paza, a IPOCTO KOPOTKO TOBOPHIIH.

SOFIA. [1a, koraa Tl UCTIONB3YelIb. Pa3iom, BOT OH Ha CTOJIE, YTO-TO TAKOTO OBLIO?

DARIA. Jla, moToMy 49TO, KOT/Ia Thl UCIIOJIB3YEIIIb 3TO BEIPAKEHUE PEUH, ITO BCS ATa ¢pasza, Win
KopoTkuii Bapuant? [ToToMy uToO, 51 3HaI0, YTO €CTh MHOT'O CJIOBA B 3TOH (hpase.

SoOFIA. Hy, xoraa ucnomnb3oBatbesi. 10 KopoTko? Hy kak Obl y Hac He y3KUH, KOT/1a, HE 3HalO,
s3bIKa U BOT M BOT KakKue CJIoBa U3 (PPaHIy3CKOr0 HY M BCETO Ipyroro s3bika. Pycckue (pasbl.
DARIA. Xopomro. Hy, ceityac, mociie Toro kKak Thl IEpeurTania KHUTY, 1o 1mkaine ot 1 1o 5, rae 1
a0COJIFOTHO HE3HAKOMBIN U 5 TTOJIHOCTHIO OCBEOMIIEHHBIN — KaK ThI OBl OLICHUJIA TBOE 3HAHUE
nbecel «I'ope oT YMma»n? Thl 0ueHb XOPOLIO ATO 3HAEIIb WIH...7

SOFIA. Hy Hert, Hy Het. Ha 4 naBepHo. Ha 4, mue kaxkem tak. [lonoxuTensHoO cBecTH, Ha 4.
DARIA. Ho 110 Toro, kKak Thl IepeuuTaa B ’TOM MecCSIIe, Ie Thl Obliia B 3TOM IIKae?

SoFIA. Hy, ckaxy Ha 3+. Ha 3+.

DARIA. Xopomo. Bot Tak. Hy ceituac Mbl roBopum npo yuenue. Hy, korja Tel BriepBbie
npouutana neecy «l'ope or YMay» B mikosne?

SOFIA. B neBsiToM Kiacce, 1o-MOeMy, yUUIIH.

DARIA. ITotromy uTO —

SOFIA. B BocbmoM...? Ckombko et y MeHs Oblna. Hy, mac ckaxy tebe. Jler 14, 15, HaBepHo.
Bor Tak.

DARIA. [ToTroMy 4TO MBI paHbIlie TOBOPHUJIA O TOM, UYTO KJIACChl, ACBATHIN KJIacc ceivac ObuIO ... 5
3a0blIa CIIOBA. .. YTO JIEBATHIN KJ1acc... ceiiuac BOChbMOM KJIacC B 3TOM cucTeMe 00pa3oBaHus
JEBSITHIA KJIacC B 3TO BPeMs, KOT/1a Thl OblIa B IKOJIE. S MOMHIO. ..

SOFIA. f He moHMMaro Bompoc. Sl MOMOMHIO MIKOJY, s IIKOTY IMTOMHIO. ..

DARIA. Moii Bomipoc, 3TO TO, 4TO ThI CKa3aja, 4To ObUIO UYTO-TO... YTO €CTh U3MEHEHHUE, KOT/a. ..
ThI ObI OBLJIO, HE 3HAI0, BOCBMOM. .. 51 HE 3HAI0, KaK 3TO BO3MOXXHO OOBSACHSTD.

SOFIA. Obyyanu?

DARIA. Uto, xorga JIusa cefiuac, oHa ceiiuac ObUIO BOCEMOM KJIAaCCE, YTO 9TO OBLIIO TBOEM
CeIbMOM KJIacce, YTO 3TO ObLIO M3MEHEHHE, KOT/1a —

SOFIA. AX, s HE 3HaI0, s TaK IPUMEpPHA TeOe ckazana. S He TOMHIO.

DARIA. 4 He 3Hat0.
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SOFIA. 51 He mOMHIO B KakoM Kjacce Mbl yumid. Ho celiuac 310, o-mMoemy, B J€BATOM YUUT WU
B BOCbMOM. A MbI Ha paHblie. Mbl Bcero paHbliie. Y MEHs Ha C€IbMOM yUMJIHCh KopeT Toro. He
BCIIOMHIO B KaKOM.

DARIA. [Ta. Xopomro. Hy, 370 G110 1aBHO, HO ThI HOMHUIIIb, KaK TBOW YUHUTENs T€OsS yuuiu 00
nbece? Tl mpounTana Hemyro KHUTY, WU COKpPAIIEHHBIX BAPUAHTOB PaHbILIE.

SOFIA. Mbl unTany MOJIHOCTHIO, BCE MPOU3BEICHUE, KOT/Ia yUMINCh. Y TOTOM 3HaJIa, KaKk MbI
YUUIIUCh. 3HAUUTh YUTAIHU MOJHOCTHIO IPOU3BEACHUE a IOTOM JOMa YUTAJIH, HET B IIKOJY —
ceifuac B ILIKOJIE YUTaTh — a Mbl JJOMa JOJKHO ObUTH IIPOYUTATh, @ IOTOM a B IIIKOJIE MBI YK€
pa3dupaiy Mo 3TUM FrepoeM: UX XapaKTepbl, X TOBOPHI, BOT.

DARIA. Hy, rinaBHbI€.

SOFIA. IToaTomy y Hac octanuch B rojioe. COUMHEHUE MUCAIN HA ITOT TEME.

DARIA. Y TBI CTUXH MJIM MOHOJIOTH 3aIIOMHUJIA TOXKE?

SoOFIA. Kakue ctuxu?

DARIA. Tuna cTuXu WM MOHOJIOTH 3allOMHUJIA U3 [ ope om ¥Yma? D10 HE CTUXH; 3TO MOHOJIOTH.
SOFIA. Monosnor. Jla, 3To MOHOJIOT.

DARIA. [Ia.

SoFIA. Hy, na. Koneuno.

DARIA. [Tomaums kakon?

SOFIA. Her, koneuno. [lonoxnu. Ml MmoHos0ru U3 I ope om Yma, He TOMHIO, YTO YUHIIH.
Toabko BOT 3TH KpbUIAThIE CII0BA MBI IPOXOAUIN HABEPHO. MOHOJIOTH MBI yuniu U3 EBrenun
OHeruH, 3To Mbl TOYHO y4MJIU. A Tl He TpounTana EBrenun OHerun?

DARIA. [la, 1 npountana EBrennu OHETHH Ha aHTJIMHCKOM.

SOFIA. ¥V IlymkuHa Kak ckas3ajl, TOBOPAT: 3TO YEJIOBEK, KOTOPBIN PYCCKUH SI3bIK OH CTaJl
LETbHOM JINTEPATYpPHOM, MOHKMMaeIIb? M Kak Tak Thl 3HACIIb PYCCKUN S3bIK T€OSI MOXKET OBITh
MHTEPECHO HAa PYCCKOM MPOYUTATH.

DARIA. /la, HO MOsI LIIKOJIE JIETOM, B 3TOH ILIKOJIE ObliIa 3Ta JKEHIIKMHA, U OHA XOTeJNa PyCCKUi
SI3BIK YUWJIa, YTOOHI ... S Tymaro, 4YTO OHa XoTena... Boiina u mup, na?

SOFIA. Ox, BoiiHa 1 Mup, HET. DTO HE MPOYUTATb.

DARIA. Ho oHa xoTena 3T0 npoYuTarh.

SOFIA. Ho 310 He peanbHo. Teneps npountats Botina u mMup, 3TO HE peaibHO. MBI IPOUUTAIN
MIPOCTO... HO €€... MbI €€ YUUJIU B IIKOJE, OOT TaK OBLIO OUeHb TshKeso, BOT. Co pociioMm, coBceM
MO-ZIpyroMy YUTaThCs, KOria Bbl arepa [incomprehensible] 3To coBcem mo-apyromy 3To Bce
BocrioMuHaeT. A EBrenun OHEruH Ha aHIJIMHCKOM YHUTaTh, 3TO MPOCTO KaK POMaH.

DARIA. [a.

SOFIA. [la HeT ¢ aTuM [incomprehensible diom], umena [lymikun OykeT BeIpakeHus, O
npucraBka TaM OHeruH Ha Ob11 [incomprehensible] 3a To, uro Jlanckuii Bei3Basia OHErHHA 32 TO,
YTO OH OKa3ajl u3-3a ero aesouku. Hy aTo He To coBcem. Her, Bot ata IlymkuHckas ciora.
DARIA. Hy, xopomo. Okeif, Hy ceifyac, TOTOMY YTO ThI TOJIbKO YTO MPOYMTAJa MECHBIO, ThI
MO’K€IIb BBIKMHYTb U3 I'OJIOBbI HECKOJIBKO IIPUMEPOB KPbUIAThIX BhIpakeHUU U3 [ ope om Yma?
SOFIA. BcriomHUTH, KOraa?

DARIA. [a.

SoFIA. Becnomuuts? llac. Hy, s 310 ckazana, na? Yro «apim OTedecTBa HaM CIaJIOK U MPUSTEH»
1 mac. .. «YuHbI TI0ABMH TAIOTCS, a JIF0IM MOTYT omu0aTioT (she means to say «0OMaHyTHCS),
na? Xmm, uro emie? EcTb Takoe «YHUHBI TFOBMU JAIOTCS, a JTFOJM MOTYT OLTHOATIOT» a eIIe
3Haewsb Kak «ba! 3nakomble Bcé nmunal». 310 y Hac Toxke, KOrjaa — MpoXoIuT 3TO OYEHb YaCTO
MOB3JIOPAT, 3aXOAUT B KoMIaHus. 1 BUIUT Bce 3HaKOMBIE. .. «0a! 3HakoMble Bc€ numal». Bor
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3TO TOXE €CTh. AX, €Ille €CTh, 3HaCIllb KaK, €lIe €CTh KpblIaThie BeipaxeHus. « Tam xoporo, rae
Hac HeT.» BoT. MoKeT HEMHOKKO ITO-IpyTroMy, OHO TaM B IIPOU3BEJICHNUHN, HO CMBLI 3TO «Tam
XOpOILIO, T/Ie HAC HET.»

DARIA. Hy na, 51 3Ha10, 4TO B IECHE HE TOYHO, 3TO «OX, TJIE HAC JIyUIlIe» «Te HAC HET.» JTO
nuanor. Ho B BeIpaKeHHUH 3TO BCE BMECTE.

SOFIA. Hy mpo «xapeTky, MHe KapeTKy» Jlaxke roBopuT eie. Koraa oHO yXOAuT BBIXOAUT
M3BeJa, 3TO TaKOM pacCTPOEHBI U TOBOPSAT «KapeTy, MHE KApETy» U y HaC TOXkKE 4acTo
MoBTOpsieTcsl. BOT uTo Tam ele MoXeT ObITh... MUHYH HAc MyIIe... mac... « MUHyH Hac my1e
Bcex nevanierd M Gapckuii THEB, U Oapckasi IF0O0Bb.»

DARIA. Bay, ato mHoro! Yacrto, korja st 3To CIpoIry, HUKTO HE MOKET BCIOMHHUT 3TH (Ppasbl,
IIOTOMY YTO €CTh TaK MHOT'O U 4acTO JIFOJIU HE 3HAIOT OTKYAA. ..

SOFIA. Jla, 310 na. [ToroMy 4TO 3TO HAa YTO OHU KPbUIAThIE, YTO OHO MCIOJIB3YIOT, HO OTKY/Ia YXKE
3a0BUIH OTKY/A 3TO OBLIO.

DARIA. Ho TbI cKa3aa, 4To B IIKOJIE Balll YYUTENS TOBOPUIIM O KPBUIATHIX BRIPAXKEHUSIX THUIIA
«O0X, BOT 3TO KPbUIATOE BHIPAKEHUEY, NI HET?

SOFIA. [dymato, uto na. [la, ckopeii Bcero na. KoneuHo, moTomMy 4To U 'y Hac 3TO TOBOPUIIH, U
rociie Hac Oy ryT roBopHT. Jla Hac ke TOKe KaK KpbLIaThle BbIPAXKEHUS UCIIOJIB30BAIH. Y Ke
JIBECTH JIET UCIIOJIb3YETCS.

DARIA. Xopo1io, y TeOsl ecTh ellle BRIpaXeHHsl B roJIoBe, naBail. Hy, Moii cienyromuii Bompoc,
sto mipo ['puboenose, Kak oH.

SOFIA. O uem?

DARIA. O I'puboenose, Typa aBTop ['ope ot Yma. Hy, uto ThI mymaenis o ['puboenose?

SOFIA. Ax, I'puboenos. ['puboenoB — 310 TamaHT/IUBBIN YenoBeK. OH K€ pOMAaHCHI MHCAT, S
BOOOIIE Tymasa, 9TO OH IMOTH0, KOTIa OH 32 COPOK TOYHO ObLI0. A emy 34 roma moruo.
Momnonoii coBceM Obu1. TOMBKO UTO 3aMbLICS. Y €ro mpuuéM HEeT OJHOTO IPOU3BE/ICHUS, Y HETO
HECKOJIbKO, OH MHOT'O IIHCaJ. DTO MPOCTO €ro U3BecTHas. Sl OH JUIJIOMAaTOM ObUT IIEPBOE OUEPK.
Tonbko 3ambLICs, IEBYILIKa €ro J0MIa, IOTOM 3aMy’K OHA He BblllIa. OHa Obula BOCXUTHUIIA,
(GbuIbM MBI CMOTpEIH, OHA HE BBIILIA 3aMYK, Tak Jroouna. M gereii y Hee He ObLIO.

DARIA. [1a, ero >xeHa e OblJI0 OepeMeHHa, KOT/ia OH yMep

SOFIA. Korna on nmoru6 u morepsiia.

DARIA. [la, moTepsiia ee 6EpeMeHHOCTb.

SOFIA. U BOT Tak, BOT CIIyYHJIOCH.

DARIA. Hy TbI BCE 3TO 3HaEIIb O NIKOJIE, WU Thl 3HACIID

SOFIA. OTkoro y3Hath. Ha HaBepHO OoJibliIe 1IKOJIE HY ¥ TaK KHUTH 3TO MbI YUTAJIH U J]a MbI
ciyyuM U cTyn. Ho B mikone o4eHb MHOTO.

DARIA. Hy gacTo, Korjja Mbl YuTaeM KHUATH B IIIKOJIE MBI TOKE YUTaeM Ouorpadusi 3T0 aBTOPOB,
YTOOBI Y3HATh O KEM.

SOFIA. f 6611 Bo ['py3u — YaBuaBagze. OHa u3 BOx/st ObLI0, AOYKa Tpada: «KTo OH» Tpad.
I'pad, mo-moemy. Hy erie kakoro-HuOyp O4€Hb BBICOKON TOJIO0KEHUU B O0IIECTBE ObLI
UYapuaajase. S Oblia B 3TOM caiiTe, rie OHU KUiIU. Tam namMsITHUK cTOUT TypreHesa.

DARIA. la, tymMaro, 4TO TaMSATHHUK PSJIOM C METPO ... 3a0bLja.

SOFIA. Y Hac, B MockBe? Y Hac B 4ecTu npyaa.

DARIA. Ot10 npaBaa. 3abbina.

SOFIA. 4 6p11a Bo ['py3u 1o Becenbs.

DARIA. 3a0b114a, 4TO...

SOFIA. Ona u3 I'py3unka Oblia, €ro >keHa.
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DARIA. U 310 TO€E ero

SOFIA. I'ie morpe6io ero. bosbiie He 3HatO.

DARIA. D10 B TOmmcu [mispronounced]?

SOFIA. B I'py3u.

DARIA. On ceityac B TOunucu [again, mispronounced] ...

SOFIA. TOunucu.

DARIA. D10 4TO X0Tema cKa3aTh.

SOFIA. A panbiie Tudmuca HazsBascs ropof. A ceiiuac TOunmcu.

DARIA. Xoporo. U mocnenauii BOmpoc, 3TO: ThI TyMaelllb, YTO UCIIOIb30BaHUE 0COOBIX
MIPUMEPOB KPHUTATHIX CIIOB MOKHO pacCMaTpUBATh KaK MonuTHuuecku? ECTh monmuTudeckuit
HIOAQHC B UCIOJIb30BAHUU €0 KPbUIATHIX CJIOBA.

SOFIA. [la, HaBepHO B J1T0O0M ciydae. Ho Toiapko cMoTpu B MOCKBE, UTO €111e MOKEeIlTb 3HATh O
ATUX KPBUIATHIX CIIOBA.

DARIA. DT0 OTOMY, 9TO sI 3HAIO, YTO OH OBUT AUILIOMATOM, U 5 3HAIO, YTO OH, YTO Y HEro ObUTH
Jpy3bsi, KOTOpbIe Obut nekabpucthl. U g 3Hato, yto Yankuid, 4T0 OH THIA CKa3aJl OY€Hb MHOTO.
SOFIA. MoxeT ObITh nexkabpuctom. He 3Har0. He yBepena. MHe kakeTcsi, UTO y HETO HET TOT
XapaxTep ObLI, 1eKaOpUCTOM ObLI.

DARIA. f He 3Har0, 5 3Ha0, YTO OBUT ATOT OOJIBIIE. .. HE CKaHAN, HE BOIIPOC: «0X, [ puboenos,
OH OBbLT IEKaOPUCTOM HMJIA HET?»

SOFIA. Het. OH nexabpuctom He 6b6u1. OH MOXKET OBITh TJIE-TO pacchllal € TSN APYKECKOM,
toMm Apyxwi. Her, [incomprehensible]. Ho nexaGpucrom on He O6b11. He mymato, 4To OH MOT B
roJIoBe MOTJia MpuiTH MbIcib. U Bce cBeprath. He gymato.

DARIA. MHe KaXeTcs, 4TO 3TO HHTEPECHO, YTO OH OBLI IpY3bs C JeKaOpUCTaMu, HO €ro MEeCHS He
OBLI... HE ceiuac, 4To 3TO HE MOJIMTUICCKUI POMaH, 3TO MPOCTO. ..

SoOFIA. Her, monmutnaeckuii? He 3naro. On He monutudeckuii. OH, Kak cKa3aTh, 0ToOpaXkas
KHU3Hb YTO JIU KOTO 00I111ecTBO ObLT KaykeM Tak. OH He monuTudeckuii. Ho oH oToOpaain xKu3Hb
Toro obmectBo. Ho B mpuHIuIEe TO, YTO OH MOT ObITh 1€KaOPHCTOM HJIN HET, Y HETO
nexabpuctom O6bu1H. [ToTOMY UTO, KOT/1a BAIIEE CBET, OH ObLT HE OYEHb BOCTPOM, OHU BCE APYT
JIpyroM 3HaiIu. BOT mMo3TOMYy OH Jpy>KWJI C HUMH, HO JeKaOpucToM He ObuL. Tak U OH ymien B
Typku.

DARIA. f He 3Har0. l 3HarO, UTO €CTh 3Ta KHUTA Ha3bIBaeTCs [ puboedos u /Jexabpucmuol M 9TO
aBTOp, HeuknHa, XxoTena moka3aTh, 4TO OH JIeKaOPUCTOM OBLI.

SOFIA. Her, Her.

DARIA. Ho 310 Obli1a mponaranja.

SOFIA. [la, na. [ToTomy 4TO OHM BpO/ie HA4Yal0 apECTOBAIHU, IOTOMY YTO KTO-TH CKa3ajH, YTO OH
C HMM pa3roBapuBaj Ha 3TH TEME, Hy TaK BC€ pa3roBapuBall, pasropapusail, paropapusai. C
HUM He MoUIeJ B CEMHaAATOro miomaab. BoT.

DARIA. Hy 310 Bce. DT MO BOIIPOCH €11E Pas3.
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2.4.2 English Translation

SOFIA. Hi.

DARIA. Hi.

SOFIA. I thought you had a wonderful computer.

DARIA. This is because, I did not know why, but Apple Store deleted my file...

SoFIA. Was everything lost, Dasha? Did you lose everything?

DARIA. No, it was just an interview file, this file and one document, that's all. They were both for
my thesis.

SOFIA. A lot remained. That’s nothing scary.

DARIA. Very scary!

SOFIA. Scary! You still have time, it’s not much left, right? Is it not enough for you?

DARIA. Yes, I don’t have much time and I’ve ... I called the Apple store five times, and I
couldn’t do anything, and I was like, “oh, how is that possible?”

SorIA. Well, it’s nothing. Let’s do it, let’s do the questions.

DARIA. Alright. Well then. How old are you?

SOFIA. 57.

DARIA. Alright. And where were you born?

SOFIA. I was born in the Soviet Union, well, it used to be Moldavia. Now it’s called Moldova.
DARIA. And you grew up in a different place?

SOFIA. Yes, I was not born in Moscow.

DARIA. Well yes.

SoOFIA. Moldavia. Okay, you were talking about something like you were [incomprehensible]
DARIA. This is a question about education and all that. Because, I know you didn’t go to school
in Moldova. Well, when did you come to Moscow?

SoFIA. I was seventeen years old when I entered the institute.

DARIA. I'm sorry, what?

SOFIA. I entered the university - well, we have an institute for everything to be thought about.
We moved.

DARIA. Well, tell me about your secondary schooling.

SOFIA. School?

DARIA. Yes.

SOFIA. [incomprehensible] school? Good. We had a good school. Good teachers, they give us a
lot of them, and they were good. Well, I studied well. Okay.

DARIA. Do you think there was any specific focus on reading in your upbringing or education?
Because, earlier, when we spoke, I explained to you that my dad, he read Harry Potter books to
me every night, and when I could read, we still read these books together. Was there anything
like this in your life?

SoFIA. Well, were you reading me, of course. | read a lot, and at school we read, my parents
always read to me. And then I read with the master and he read a lot. Now, less. Already I
haven’t enough in a year.

DARIA. Well, do you still read for pleasure?

SoFIA. Of course.

DARIA. But less than less?

SOFIA. Of course, yes. I read less now. Now there’s stuff to do on the Internet, you know? There
is so little to do because we didn’t. We bought a TV when I was five years old. When I was five
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years old, the television took up residence in our house. Here. And to convey a little when it was,
there are now a hundred channels. And before two, three was a channel. And cha, we always
read.

DARIA. Yes. Well, what books or novels do you like to read now or before? Because I know that
Mila, she loves these psychology books and I don’t get it!

SofIA. Well no. I love art books to read before sleep because they are joyful, and some are
educational.

DARIA. Yes.

SoOFIA. Here. And I’m reading... “eat ...”, one sec, I’ll tell you...I read ... “Eat, pray, love.” Like
that one.

DARIA. I don’t know this one.

SOFIA. By [incomprehensible] Julie Rogers, I started flipping through a book about what the film
had overlooked.

DARIA. Good. I know Julie Rogers ... but other than reading, do you listen to the radio in your
spare time?

SOFIA. No, the TV. We don’t have a radio now. What radio? Now it’s the TV.

DARIA. Do you not have a radio in the car? All that? Well, you watch TV, but do you also read
newspapers, or just get the news on the Internet?

SOFIA. Yes, I read newspapers. If there is time. I find out everything on TV and on the Internet.
DARIA. Well yes, I agree. I have my podcasts and other than that, it's just the internet. Well then.
In your opinion, what is it, “winged words?”

SoriA. Winged words? Well, one sec I'll tell it. Words that we use that are as short as you want
to speak. And everyone knows these words. You understand each other, what’s being spoken.
DARIA. I think it’s cool, a cool concept because we don’t have it English. Well, what do you
think, why are there more winged words in Russian than in other languages? For example, not in
English.

SOFIA. You know, I think it's like our code. Our code, we communicate between us, and we
understand that we are ours (MbI cBoe), do you understand? It’s this, you have the book Woe from
Wit. We used to have many other books: we have Dyulev and Petrov, and some other books. You
say the words to a woman who then understands? Our own person with whom you can
communicate. It’s like our code, as one might say.

DARIA. I wished we had this code in English. Well then, because we are repeating this interview,
I changed —

SoFIA. Of course.

DARIA. Because you know that we are talking about Woe from Wit, and it was a surprise before.
SOFIA. And I reread it, well, not until the end; started to read. And [incomprehensible]. And
listen, almost every phrase is a winged word. Affirmatively in the work.

DARIA. In this version of Woe from Wit, all of them are (highlighted).

SorIA. I agree completely. Read and directly [incomprehensible] how everything is going on,
well, how to dig into a thicket to finish learning...

DARIA. Well yes.

SOFIA. [muffled]

DARIA. Well yes. Thanks to this, maybe you will be better off for this series of questions. Several
of these expressions do not come from Woe from Wit. Therefore, it’ll be a surprise, and if you
know these expressions from Woe from Wit —
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SOFIA. In that way, no! And then I’'m also scared when it comes from which - this work. Only
"bonnets were thrown into the air" you asked me, and I did not remember where it came from.
And I will stop everything. We were well taught at school.

DARIA. Okay, first thing is: Illen B komHaty, nonan B apyryto (He walked into one room, found
himself in another) (Woe from Wit). Do you know it?

SOFIA. Illen B komHaty, monan B apyryto (He walked into one room, found himself in another).
Well, I think it's from there. Is it from there?

DARIA. It’s Woe from Wit.

SOFIA. Yes, Woe from Wit.

DARIA. Yes. Well, you know. It’s kind of ... Do you think you first heard this expression at
school or when you —

SOFIA. No. This is “Walked into one room, found himself in another”, it is narrow, rare in
principle. He rarely enters in reading. But for example, ... one sec, I’ll tell you ... “Ciyxuts 651
pan, npucnyxutbes TomHo (I°d be happy to serve, but it sickens me to be servile). It is.

DARIA. I asked because I thought that it would occur in very rare situations.

SOFIA. Yes, it’s rare. I read it a long time ago, so I really remember. I didn’t know what you were
asking me, I just stopped for a second to remind me.

DARIA. Well, it is very rare to use this expression, but when? Because I don’t understand why in
life you can use it.

SOFIA. So, in which case can I use it?

DARIA. Yes.

SoriA. Well, "He walked into the room, found himself in another." Well, at one point he was
going to go. That is, he walked in one place and it turned out something completely different
place. Not where he wanted to go.

DARIA. Yes.

SOFIA. Yes, it can be.

DARIA. I don't know anything about this.

SoOFIA. Generally, everyone knows “U neim OTedecTBa HaM ciaanok u npuster!” (sweet and dear
is the smoke of our Fatherland) This is also a part of an expression. [muffled]

DARIA. Well, do you think that “He went into the room, found himself in another” - is it rarely
used, or outdated?

SOFIA. It is not interesting, it is not very interesting, this expression.

DARIA. Well yeah. Alright! Well, the second expression is: “IIpuBbIuka cBbIIIE HAM JaHa,
3aMeHa cuactuio oHa (A habit from above has been given to us, it is a substitute for happiness)”
(Eugene Onegin).

SOFIA. Yes.

DARIA. Do you know it?

SOFIA. "A habit from above has been given to us, a substitute for happiness." I know it.

DARIA. Do you know where it comes from?

SOFIA. It seems to me, in my opinion, it’s not from there. This is from Eugene Onegin.

DARIA. Hurrah! Yes, yes, because I was looking on Yandex for “very popular winged words
from Eugene Onegin.” I don’t have any questions about this, because I don’t care about Eugene
Onegin. Okay, the last one: “T"'ocnioicTByeT €€ cCMeIIeHbE SI3bIKOB: (PPAHITy3CKOTO C HIKE. ..
(There is still a mixture of languages: French with below) ... (stumbling over words) (Woe from
Mind).

SoOFIA. Nizhny Novgorod.
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DARIA. Yes.

SOFIA. This, in my opinion, is from here. This is from Woe from Wit.

DARIA. Hurrah! Clever! Well, this expression, do you think that it is an outdated, rare expression
or is it often used?

SoFIA. Well it is possible. It's quite common when ... how to say this? Neither one nor the other
language as flutters a person does not know. So, as it were, with French and the language of
Nizhny Novgorod, that is, not French, does not know properly, does not know Nizhny
Novgorod, as it should ...

DARIA. When does one use this expression? [ saw in the dictionary that there are other versions
of this expression. Do you know these or not?

SoFIA. Which one?

DARIA. Well, it’s just “cmemense ¢paniryzckoro ¢ Huxeroponckum (mixture of French with
Nizhny Novgorod)” and that’s it. It’s an abridged option.

SOFIA. Ah, are you waiting for me before what it was about? Or how?

DARIA. This is a speechless language.

SOFIA. But yes, these are language interpretations. Right. Yes. They are a fence; it is about how
people from Nizhny Novgorod talk. Basically the same as the Russian language, but earlier. But
you probably don’t have a single American way of speaking in a state. An accent is each to his
own. Well with us as well. Nizhny Novgorod, in my opinion, will be a little bit enveloped. And
[incomprehensible] more enveloped.

DARIA. But my question is about other versions of this expression, because I saw that it was
often shortened, that this was not all together a phrase, but simply said more briefly.

SOFIA. Yes, when you use it. Right, here it is on the table, something like that?

DARIA. Yes, when you use this expression of speech is this whole phrase, or a short version?
Because, I know that there are a lot of words in this phrase.

SoFIA. Well, when you use it. Is it short? Well, it’s like we have a narrow one when, I don’t
know, the language, and here are some words from French and of all other languages. Russian
phrases.

DARIA. Good. Well, now, after you reread the book, on a scale of 1 to 5, where 1 is completely
unfamiliar and 5 completely knowledgeable - how would you rate your knowledge of the play
“Woe from Wit”? Do you know this very well or ...?

SorIA. Well no, well no. 4 probably. At 4, I think so. Positively would say a 4.

DARIA. But before you read it this month, where were you on this scale?

SoriA. Well, I will say 3+. At 3+.

DARIA. Alright. So there. Well now we are talking about schooling. So, when did you first read
the play “Woe from Wit” at school?

SOFIA. I believe they taught it in ninth grade.

DARIA. Because -

SOFIA. In the eighth ...? How old was 1. Well, one sec I'll tell you. When I was 14, 15, probably.
As itis.

DARIA. Because we used to say that classes, the ninth grade was now ... I forgot the words ... that
the ninth grade ... now is the eighth grade in this educational system, the ninth grade at the time
you were in school. I remember...

SOFIA. I do not understand the question. I remember school, I remember school ...

DARIA. My question is that you said that there was something ... that there is a change when ...
you would be, I don’t know, the eighth ... I don’t know how to explain it.
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SOFIA. They taught?

DARIA. That, when Lisa now, she was now in eighth grade, that this was your seventh grade, that
there was a change when -

SOFIA. Ah, I don’t know, I told you so as an example. I do not really remember.

DARIA. Yeah, I don’t know.

SOFIA. I don’t remember which grade we were taught it in. But now, in my opinion, it’s taught in
the ninth or in the eighth grade. And we did everything earlier. All of it we did before. In my
seventh year, they studied it. [ don’t remember which one.

DARIA. Yes. Good. Well, that was a long time ago, but do you remember how your teachers
taught you about the play? Did you read the whole book or a shortened version back then?
SOFIA. We read in full, the whole work, when we studied. And then I knew what we studied. So,
we read the whole work and then read at home, not in school - now students read at school - but
we had to read at home, and then at school we already sorted out everything about the heroes:
their character, their dialects, that all.

DARIA. Yeah, the main things.

SoFIA. Therefore, that remained in our heads. We wrote an essay on this topic.

DARIA. And did you memorize poems or monologues too?

SOFIA. What poems?

DARIA. Like poems or monologues remembered from Woe from Wit? Not poems but
monologues.

SOFIA. Monologue. Yes, it is a monologue.

DARIA. Yes.

SoFIA. Well yes. Of course.

DARIA. Do you remember which one?

SOFIA. Of course not. Wait. I do not remember which monologues from Woe from Wit. Only
these winged words we went over probably. We studied monologues from Evgenii Onegin, we
specifically learned them. Have you not read Evgenii Onegin?

DARIA. Yes, I read Evgenii Onegin in English.

SOFIA. As Pushkin said: they say this is the man who became the whole Russian language,
understand? And since you know Russian, it may be interesting to read it in Russian.

DARIA. Yes, but my summer school, this woman was at this school, and she wanted to learn
Russian so that ... I think she wanted ... War and Peace, right?

SoFIA. Oh, War and Peace, no. This is not to fully read.

DARIA. But she wanted to read it.

SOFIA. But this is impossible. To read War and Peace at this time, this is impossible. We just
read ... but her ... we learned it at school, but that was very hard, yeah. With growth, it’s
completely different to read, when you throw out the [incomprehensible] it’s completely
different, everything is remembered. And Evgenii Onegin read in English, it's just like a novel.
DARIA. Yes.

SOFIA. No, with this [incomprehensible idiom], meaning Pushkin are a bunch of expressions,
about Onegin's prefix there was a [duel] because Lansky called Onegin for what he had done
because of his girl. Well, that's not it at all. No, this is Pushkin’s style.

DARIA. Oh well. Okay, now, because you just read the play, can you pull out of your memory a
few examples of the winged expressions from Woe from Wit?

SOFIA. Recall, when?

DARIA. Yes.
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SoFIA. Recall? One sec. Well, I said one, right? That "the smoke of the Fatherland is sweet and
pleasant for us" and one sec ... "UuHBI T10bMHU JAIOTCH, a JTIOAA MOTYT omuobatioT (she means to
say “oomanyTthcs’’) (People give themselves ranks and people can feel it (“to be deceived")),
yes? Hmm, what else? There is such “People give ranks, but people can feel it” and you also
know how "6a! 3nakomsie Bcé nmuma!” (“bah! Familiar faces!”) This is with us, too, when — it
occurs very often when one enters company. And one sees all their friends ... “bah! Familiar
faces!”. That’s one too. Ah, there is still, you know how, there are still winged expressions. “Tam
xoporo, re Hac HeT” (“It's good where we are not”). Here. Maybe a little differently, it’s there
in the work, but the sense is “It’s good, where we are not.”

DARIA. Well, yes, I know that the play is not exactly that, it is ““oh, where would be better?”
“where we are not.” This is a dialogue. But in the expression, it is all together.

SoFIA. Well, about the "kapetky, mHe KapeTky!” (“a carriage, bring me a carriage") people say
even more. When one comes out vexed, they are so upset and say “carriage, get me a carriage”
and we often repeat it too. What else might be more ... pass us by now ... right now ... "Munyi
Hac my1ie Bcex nevaneit M 6apckuii rueB, u 6apckas qr000Bb.” (Pass us by all sorrows and lordly
anger and lordly love").

DARIA. Wow, that's a lot! Often when I ask this, no one can remember any expressions, because
there are so many and often people don’t know where ...

SOFIA. Yes, that’s it. Because this is what they are winged for, that they are used, but people
have already forgotten where they came from.

DARIA. But you said that at school your teachers talked about winged expressions like “oh, this is
a winged expression,” or no?

SoFIA. I think yes. Yes, most likely yes. Of course, because they said it to us, and after we would
say it. Yes, we also used winged expressions. We have been using them already for two hundred
years.

DARIA. Ok, you have no more expressions in your head, let’s move on. Well, my next question is
about Griboedov: who is he?

SOFIA. About what?

DARIA. About Griboedov, the author of Woe from Wit. So, what do you think of Griboedov?
SOFIA. Ah, Griboedov. Griboedov was a talented man. He wrote romances, I in general thought
that he died when he was exactly forty. And he was 34 years old. He was young when he died.
Just got married. Moreover, he does not have only one work of writing, he has several. He wrote
a lot. This is just his most famous one. He was a diplomat first. He just got married, the girl
loved him so much that she did not marry again. She was delighted. We watched the film; she
did not get married again because she loved him so much. And she had no children.

DARIA. Yes, his wife was pregnant when he died.

SOFIA. When he died, she lost the child.

DARIA. Yes, she lost her pregnancy.

SOFIA. And that’s how it happened.

DARIA. Well, you know all this from school, or you know—?

SoOFIA. I found out from someone. Probably more in school, because we read the books, and we
listen etc. But in school very much.

DARIA. Well, often, when we read books at school, we also read the biography of these authors
to find out about them.
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SoFIA. I was in Georgia. Chavchavadze, she was from nobility, the daughter of a count; which
count [ don’t remember. A count, in my opinion. Well, Chavchavadze was in a very high
position in society. I visited the site where they lived. There is a monument to Turgenev.
DARIA. Yes, I think that the monument next to the metro ... I forget which one.

SOFIA. Ours, in Moscow? We have it at the metro Chisti Prudi.

DARIA. That’s true. I forgot.

SOFIA. I was in Georgia for fun.

DARIA. I forgot that ...

SOFIA. She was from Georgia, his wife.

DARIA. And this is where he is.

SoFIA. Where they buried him. I don’t know any more.

DARIA. It is in Tbilisi [mispronounced]?

SOFIA. In Georgia.

DARIA. He is now in Tbilisi [again, mispronounced] ...

SOFIA. Thilisi.

DARIA. This is what [ wanted to say.

SOFIA. And before it was called the Tiflis city. And now Thbilisi.

DARIA. Alright. And the last question is: do you think that the use of specific examples of
winged words can be considered political? Is there a political nuance in the use of his winged
words?

SOFIA. Yes, probably in specific situations. But just look in Moscow, what else can you know
about these winged words.

DARIA. I ask because I know that he was a diplomat, and I know that he had friends who were
Decembrists. And I know that Chatsky, that he said a lot...

SoOFIA. He might have been a Decembrist. [ don’t know. I’m not sure. It seems to me that he
doesn’t have that character to be a Decembrist.

DARIA. I don’t know, I know that this was a big ... not a scandal, but a question: “well,
Griboedov, was he a Decembrist or not?”’

SOFIA. Not. He was not a Decembrist. He might be sending out somewhere with a friendly look,
then became friends. No, [incomprehensible]. But he was not a Decembrist. I don’t think that he
could have had that thought in his head to overthrow everything. I don’t think so.

DARIA. It seems to me that it is interesting that he was friends with the Decembrists, but his play
was not ... not at the current moment a political novel, it's just ...

SoOFIA. No, political? I do not know. He is not political. He, how to say, reflected the life of the
person society thought he was. He is not political. But he reflected the life of that society. But in
principle, that he could be a Decembrist or not, he had Decembrist friends. Because when the
great light, he was not very sharp, they all knew each other. That is why he was friends with
them, but he was not a Decembrist. Then he went to the Turkey.

DARIA. I don’t know. I know that there is this book called Griboedov and the Decembrists and
that the author, Nechkina, wanted to show that he was a Decembrist.

SOFIA. No, no.

DARIA. But it was propaganda.

SOFIA. Yes, yes. Because they at the beginning sort of arrested him, because someone said that
he talked with him on this topic, well, so everyone talked, talked, talked. He did not go to the
seventeenth square with them. So there.

DARIA. Well, that's all. These were once again my questions.
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2.5 Aleksandr’s Interview (Originally in English)

ALEKSANDR. Is the connection good?

DARIA. Yes, I have a consistent connection with you. So, that’s good.

ALEKSANDR. Yes, it’s better.

DARIA. Spectacular.

ALEKSANDR. Sorry, I just came home and was like [imitating sleep] for a minute.

DARIA. Yeah, I did that last night when I was doing homework and I woke up this morning and I
was one paragraph from the end of my reading, and I fell asleep.

ALEKSANDR. Okay, I’'m ready to answer questions. You were asking about books, something like
that, and I think I didn’t catch the last question.

DARIA. Okay, how about we start from the beginning just to make sure, because I’m recording
this so I can transcribe later and so it’s coherent, one...

ALEKSANDR. Sorry, I was drinking water...

[tangent about water bottles]

ALEKSANDR. Okay, let’s roll.

DARIA. Okay, so how old are you?

ALEKSANDR. 31.

DARIA. Where were you born and where did you grow up, if they are different.

ALEKSANDR. | was born and grew up in Moscow, actually in this place. South, no north of
Moscow. So, I was born and raised in Moscow.

DARIA. So, do you think that there is any specific reading focus in your upbringing? So, for
example my dad used to read me the Harry Potter books when I was younger and then he used to
always go with me to the library to get new books like every week. So, was there anything like
that for you?

ALEKSANDR. For me, I was brought up by people with books as well. So, my grandmother used
to read to us, to me, my brother, my sister all the time. The books there were like Soviet vite?
books. Tchaikovsky, Barto, Aignovotov, and Pushkin, that would be the most popular one. And
then my mom works in the union of writer, works now, and now it’s not as big as it used to be.
DARIA. What’s the name of the union?

ALEKSANDR. It’s just the Russian union of poccupexectBo. So, you always go to your mom’s
work and you see some important writers over there. You see books and we always had books
around, like lying around. But my grandmother read to us more than mom. And then when you
go to school you start to read yourself. At school it’s like a competition between this and
cartoons, and then video games appeared...

DARIA. Yeah.

ALEKSANDR. All the things. But books were always for me the best. Is that what you asked for?
DARIA. In your secondary schooling, I imagine you also read a lot... because that’s what you do
in school.

ALEKSANDR. Sorry, what?

DARIA. I’m assuming you read a lot of assigned books in school as well?

ALEKSANDR. Yes, of course. We read lots of encyclopedias, there was a lot like that. And I
remember two of my favorite ones, you know sometimes you want to find something... I had a
book...there is one book, several books, one book about an elephant who went to school, that was
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its name. [ don’t know why I really, really liked it. And I read it several times, I really, really
liked it. And also, I read a book about making some stuff from paper, you know?

DARIA. Like origami?

ALEKSANDR. Yeah, you know something like you make an owl or something like that, some
toys, and I had three parts of this book, you know silly book, and I really enjoyed it. The first
part specifically then the second one less and the third one less than others but still. I reread it
several time. And I have one favorite encyclopedia which was very interesting because it was
penned about everything and I really liked the pictures there, there was [incomprehensible] and I
recall space and stuff like this, dinosaurs of course. Dinosaurs, space, what else? Yeah,
something like that. Again, that was only in space and there was history, something ancient
Egypt was always interesting when you were a kid. Yeah, we were brought up by books.

DARIA. And right now, do you still have time to read for pleasure?

ALEKSANDR. As [ already said, I always had a book to read and trying to read and I actually
have, as you can see, multiple books right here, and I need to read some of them. Yeah, and I
have a book I’ve been trying to finish, Harry Potter and the Rationality Masses, | think that’s it
in English, and I have another one I want to read, what else?

DARIA. I’'m trying to find what book, what Harry Potter book that is, because that’s not —
ALEKSANDR. It’s a fan fiction book, it’s out of FOxoBckuii (Yukovskii), it’s actually free, have
you heard about it? It’s probably one of the most popular fan fiction of Harry Potter, and the
interesting thing is that it’s illegal to sell it, and they did the crowd funding thing and it was the
most successful crowd funding book process in Russia. They collected 5 million for that.
DARIA. That’s so cool!

ALEKSANDR. And they did it in three books like that. It’s actually free for websites. First English
name, yeah: Harry Potter and the Methods of Rationality. Interesting book. Yeah, and it’s not for
sale.

DARIA. Interesting.

ALEKSANDR. For free, you know. Ah, Der Promi, yes that’s one. I’m trying to read for pleasure
but I’m a bit overwhelmed with work, with stuff to do, to plan, to do some exercise, check, so |
mostly read in transport, so that’s basically my reading place. So, when I go from house to work
and work to house or for example when I wait for someone... I have some friends who are
always late, so you wait for them, you change them. And on the other hand, I myself want to be
more organized, so | try not to be late, so it’s a conflict. So, I usually have these gaps and I feel
them with reading. It’s a pleasure. At home, not that much. Sometimes, but not that much. In the
bath sometimes.

DARIA. I did that just last week! I was so involved by the book I couldn’t put it down.
ALEKSANDR. The thing is that it’s your “personal time.”

DARIA. So, other than reading, do you listen to the radio or read the newspaper?

ALEKSANDR. Newspaper — mostly not. I usually check the news on the website. If [ need evening
news, I check Youtubers on YouTube... ’'m often watching something, like The Daily Show,
something like that. And then I have a recommendation and if it’s interesting and kind of short,
then I watch it. Same with Russian news. Also, with some jokes, and they start joking about the
news, and I’m like, okay, probably study the news. Basically, as well there is a mail.ru website,
which is a website for mailing and such, a huge company. And their main website, to enter your
folder, you get to the website and it’s actually a news website. And that’s my main mail use,
because I’'m going to check my mail and I see the news and there I can click if it’s interesting or
something important. Because [ work in international relations, so I catch, for example, all
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aircraft-related, American-Russian relations, and something international, some big news like the
government going.

DARIA. You aren’t getting any news about the first primary Democratic election in Iowa failing
last night? You don’t get news about that?

[tangent about the caucuses]

ALEKSANDR. Yeah, I’'m working with Americans and with Stephen Colbert I really like his
show, and Trevor Noah I read the news, that’s why I’m catching it. Also, sometimes I use it in a
class with Russian students. It’s kind of interesting in your elections... I was following the
impeachment trial as well.

DARIA. It ends tomorrow. Alright, so getting back on track. How would you define what a
winged word is? Or kpsinatslie ¢passl (winged expression)?

ALEKSANDR. | would say it’s a phrase usually a phrase from some kind of text, some kind of
book, usually it’s a book, I’d say it’s a book, it’s also from movies which became ultimately
popular. And they go and they repeat them and repeat them and repeat them. So, they heard it
once and the parents repeat it and they joke and joke and joke and maybe you don’t understand
where it came from, but they repeat it and it’s a nice phrase. So, it’s a fixed phrase, like a quote,
from some popular, maybe not a very popular one as well, there was a phrase from a movie that
no one is watching anyone. So, it’s a quote from some piece of text, art, something from based
on text which became popular, which goes from one person to another, like folklore does, so
same word. So, I remember it, I like it, I pass it, like anecdotes, they’re dead.

DARIA. So, in English we don’t have that many and we don’t even have a term for it, so when
I’m telling people about my thesis, I have to explain the whole concept because we have very
few.

ALEKSANDR. As I told you before in the last session, I heard that the fixed phrase,
phraseologism, is very popular in Turkish, just like if you study them, how they work there.
What I heard, to speak basic Turkish in everyday life you still need to know them, so in Russian
you might not know them. They can come across, it will sound weird, but you won’t lose the
conversation. But I heard that in Turkey they actually use them super often. I might say that it’s
ultimately because our languages are super flexible, and everything can be mixed and put it
there, and you can change the position and all that, and then you have a fixed phrase that always
goes together, it’s kind of unusual. So it’s kind of like something to cherish. There are phrases
that are teaching you, like “6e3 Tpya He BbITamMIIb U peIOKY U3 TIpyaa” (no pain, no gain),
something like [mumbled] phraseologism, 6exxatb cioms ronoBy (breaking your head running,
meaning “run like heck™) ...

DARIA. So, | have a couple kpsinatsie ¢ppassl for you that I’'m going to read them and then I have
some follow up questions and the first one is basically “do you know it and do you know where
it’s from?” and it’s very possible you don’t know where it’s from.

ALEKSANDR. Very possible.

DARIA. Because some of these could be very niche, just a disclaimer. Oh, it looks like I lost one,
that’s fine.... So, the first one, wait I don’t want to start with that one... So, the first one is,
“yumnuch 6b1 Ha crapmux rasas’” (learn from your forefathers).

ALEKSANDR. This one I know, “yurinch Ha crapmux riasgs” (learn from your forefathers). This
one I heard of course a lot. I don’t where it came from. I heard it in school mostly rather than at
home. At school, that’s where I know this one.
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DARIA. So, I chose this one because it seemed pretty niche. I couldn’t imagine using it in a
sentence.

ALEKSANDR. Ah, but this was trying to teach you something, like I said this phrase when I was
making my teachers, telling us to study and looking at the elders like that so we take example,
and they tell you what to do, what’s right and what’s wrong. And you need to listen to them,
stuff like that. And as you know we have still a conservative view in many ways, and they tell
you “this is good this is bad”. But most of them can be used in a talking way, for example I can
be in some company where I’'m doing something and someone is drinking and it’s like “look
how it’s done, yummmch Ob1 Ha crapmux risias” (learn from your forefathers) and they become
the elder somehow. Just like one year, it’s already enough to say that, so it can be a joke as well.
DARIA. Okay, so I found the one I was looking for. So, the second one I chose... Oh I forgot my
last question. So, you would say it’s not totally used every day?

ALEKSANDR. It depends. I don’t hear it every day, but probably not every day, but you hear it
more often when you are a kid.

DARIA. Would you say the reason that it isn’t used is because it’s niche and there’s not that many
situations for it, or because it’s old?

ALEKSANDR. Also older, and also because life changes and we have this contact between adults
and youngsters and actually you don’t want to study looking on them, there’s actually a big
conflict in Russian literature, there’s this ['ope ot Yma play that’s actually about that because
he’s coming and they’re trying to save him, there’s this conflict between elders and the young
that’s going on. It’s actually quite...it’s because of this idea inside of the trade we don’t use it that
often. I wouldn’t say it to students, I don’t want them to follow me or whatever, not because they
don’t like it, it’s not nice [laughs]

DARIA. So, you’ve heard of that, but you don’t remember explicitly learning it in its connection
to a play?

ALEKSANDR. No, where’s, how Othello first said, “blah blah blah”, no, no, never. I just heard the
phrase and it was repeated in the same way, maybe some kids’ show as well, because sometimes
kids’ shows teach you something as well.

DARIA. But do you have an idea of which, of what it’s from?

ALEKSANDR. If I need a suggestion, I would say this phrase is very old and it’s coming from the
book which is called “/Tomoctpoii” (Domostroi, meaning “Homebuilding”). I never read it, it’s
an old, old, medieval book about how to be in your house and I imagine it is from there, because
that’s the place where it’s saying “you need to follow your parents” and “the man is in charge of
the house” and there’s several rules, I never read it fully, just some abstracts when I was a
student and philosophical backgrounds. Probably I would say it’s from there if I need to guess.
You know what is momocTpoii?

DARIA. I don’t think so.

ALEKSANDR. It’s called momoctpoi, it’s teaching you how to hit kids, how to wive...

DARIA. How to do what to kids?

ALEKSANDR. How to hit them.

DARIA. Oh my gosh, I was thinking to /#eat them, and I was thinking of a witch putting them in a
pot.

ALEKSANDR. No, it’s medieval, it’s the rules of your family and your family is super strict, and I
would say it’s from there, and the answers... or maybe it’s from Monomax (Monomakh), it could
be the ruler, he would say that first, I don’t remember him saying that, Bnagumup Monomax
(Vladimir Monomakh), he was a ruler in Russia, ancient... and he wrote, how to call it in
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English, like calling to his sons, it was one of the first written works from the father to son. He
might say that there.

DARIA. Okay, well I have... so my next one, I chose this one... So, I chose the last one because it
seemed niche, I was like “I don’t really know why you would use that at all,” and this one, I
chose because there are different versions of it in different phraseological dictionaries. So here it
is: “bnaxen, ko Bepyer, Terio emy Ha cBere!” (Blessed is he who believes; this gives him
warmth in the world)

ALEKSANDR. Oh, isn’t that from the Bible, or church book? I heard it, yeah, I heard it.

DARIA. Have you ever just heard just “bnaxen, kro Bepyer” (Blessed is he who believes)?
ALEKSANDR. Yeah, I’ve heard it more in the short version only in talks about religion. A couple
of times, that’s all. Yeah, it’s good to believe.

DARIA. And like my previous questions, you said it’s rarely used. Is that because you rarely talk
about religion or because its outdated?

ALEKSANDR. I personally don’t like religion talks; I don’t like to convince anyone and stuff like
that. But religion’s come up more and more in religion, but only when it’s really obvious that’s
you’re your religion. Then it can come up. If it’s not obvious, then I probably won’t tell you
anything. But if you’re in church, like in a monastery buying something, that’s where it came
come up. Or if you’re wearing a cross and you do grace in a hotel, maybe it would come up, only
like that. But I wouldn’t start a conversation about religion, like, “oh by the way do you believe
in God? Oh, you don’t? Well, 6maxen, kro Bepyet” (Blessed is he who believes)! But I heard it.
But actually, as well it could be, not in a joke way, but in another way...

DARIA. Like sarcasm?

ALEKSANDR. Yeah, like if you’re believing in something, but it’s not necessarily God, 6maxeH,
kTo BepyeT (Blessed is he who believes).

DARIA. Okay, and my last one for you, you should totally know, I chose it because it’s so
famous, it’s: yMepeHHOCTb U akKypaTHOCTb (moderation and accuracy).

ALEKSANDR. Again?

DARIA. YMepeHHOCTh M aKKypaTHOCTh (moderation and accuracy).

ALEKSANDR. yMEpEHHOCTb U aKKypaTHOCTh (moderation and accuracy)?

DARIA. This is wild! Some people are like: I use this every day, and some people are like: I'm
never heard of it.

ALEKSANDR. Yeah, I’ve never heard of it! It just doesn’t work for me at all.

DARIA. I really don’t get why that one is so... Okay, I’ll choose another one. This one should also
be very popular: “kpuuanu >xeHuHBI: “ypa!” 1 Bo Bo3ayx uenuuku Opocanu!” (the women cried
“hurrah!” and threw their bonnets in the air!)

ALEKSANDR. You know, I wanted to say I’ve never heard it... I’ve heard it, maybe I’ve read it
somewhere. Because it sounds very Soviet, because women screaming and throwing... but
yermuukd is the old hat. I didn’t hear it in the common language as well.

DARIA. That’s also cited as a very, very famous... Okay so surprise, all of these are from /ope
om Yma.

ALEKSANDR. Oh! Nice.

DARIA. So, it’s kind of cool how it covers the different ones. So, another one I could’ve asked
you is “He moero pomana” (not from my novel).

ALEKSANDR. Yeah, that’s one I know, but from I'ope om Yma, the one that I heard a lot is of
course, “a cynpu k10?” (and who are our judges?) and at the beginning, “Henb3s1 B IPOryIok
nojaiblie BbIOpaTh 3ak0yiok” (don’t go out on a stroll, choose the secluded corner further

",
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away). That one I heard a lot. Or also the last one, how Molchalin was saying a thing...ah!
“IlycTe MuHYHM ny1ie Bcex Ha Oapckuid, 1a, u 6apckuii rHeB, 1 Oapckast 1000Bb (Worse than all
sorrows is lordly anger and lordly love; in the text, it is written as “Mwunyi# Hac my1e

Bcex nevaneit / Y 6apckuii rHeB, u Gapckas 11000Bb,” meaning “worse fo us than all sorrows is
lordly anger and lordly love). That’s one.

DARIA. I don’t think I know that one.

ALEKSANDR. Maybe it’s more of a quote? It’s in the beginning.

DARIA. There’s so many! Oh, I just found it.

ALEKSANDR. Yeah, that one I actually read so much that...

DARIA. I was going to use that one! So...

ALEKSANDR. Any other questions?

DARIA. So, on a scale from 1 to 5, 1 being totally unfamiliar and 5 being completely
knowledgeable, how would you qualify your familiarity with the play /'ope om Yma?
ALEKSANDR. 5. I studied it, I read it, and I really like it. And I actually taught it several times. I
really like it. I watched it. [ watched it two times in a drama theater, one was an opera, one man
made an opera out of it

DARIA. Why an opera?

ALEKSANDR. It wasn’t that good an opera. Like style. I don’t know why he did it. There were
very great ideas. It was Kupunn Cepebpenukos (Kirill Serebrennikov). He’s famous, he’s very
famous actually, that director. He made his own version and I kind of liked it in some ways and
didn’t like it in others. I liked some elements, not the whole, it was just a slap to the Moscow
community and the Moscow way of life and Moscow intelligence, like the people, but it’s
actually the audience of CepedpenukoB (Serebrennikov), so he had some beef with them...
DARIA. Like he turned it on them?

ALEKSANDR. Yes, yes, 5 I would say. Maybe 4. 1 to 5?7 5 was the most? 5, say maybe 4 because |
can’t quote it.

DARIA. Do you know the first line?

ALEKSANDR. I’m not an actor who knows the lines, but I know the play very well.

DARIA. Alright, do you remember what year you read ['ope ot Yma in school?

ALEKSANDR. It was ninth form, definitely. So it was, let me count, I finished school... five...
four... three... 2002 probably.

DARIA. And do you remember...?

ALEKSANDR. And 2002 that was when we started it in school but I reread it in the next year,
2003, because that’s when I did in my 10t form, where I teach the school, and I was already
preparing to go to pedological university, and I was working with my very good professor and
we started with ['ope ot Yma and that was my big meeting with it. I studied it really, really
nicely, started to love it and the language.

DARIA. Now usually I’m not talking to someone who’s actually taught the play, so I’'m going to
split this question in two. So, do you remember how your teachers taught you about the play, and
my second part of that is do you teach it the same way, or has it changed?

ALEKSANDR. So, what I remember... I don’t remember how we did it in school. We read
something, and read it in class, and analyzing it, etc. when I was studying it in the tenth form, I
was preparing for counnenne, when you need to write about, and what we were doing, we were
analyzing in the kitchen, we were drinking tea and speaking about literature, so we were
discussing first what was happening, who were the characters, and stuff like that. And then we
were writing in dictations, like very good counHenue as an example, then we had something
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similar. So, for example we had the conflict, and then at home we need to write another one, as
an example. So, we were writing and then next lesson we were reading it, she was talking it,
discussing, we might do something, we could do the quote plan for the counnenue. Do you
understand what a counnenue is? It’s like a paper.

DARIA. Like an essay.

ALEKSANDR. It’s free, it’s quite free. Counnenue (essay) right now, it’s quite strict, it had some
elements it must have. Back in the day, it shouldn’t. it should have quotes and analysis. So, we
could do a quotes plan. So, we discuss it, and we wrote quotes and we could put it in the essay
and at home we need to write the essay fully and she would check, and we would discuss, and so
on. That’s how we did it. Also, she was giving us some critical... that’s why I remember, for
example, what Pushkin said about it, he said a very nice phrase about Chatsky, that everything
that he says is really wise, but to whom he’s saying it, the first skill of the wise person is know
who you’re talking to...

DARIA. Know your audience!

ALEKSANDR. It’s a common phrase, “merats Oucep nepen cBuabs” (cast pearls before swine),
like death in front of the pigs. Like, Gucep (pearl), you know, this beautiful thing, the 6ucep
(pearl) is the small things you can make bracelets...

DARIA. Like beads?

ALEKSANDR. Kind of. Like the small things. And metats (cast) is like throw, don’t throw it in
front of the pigs, just don’t need it. I remember this quote because we were actually discussing it.
And somewhere I have this book... and after we moved to Pushkin and I have a lot about
Pushkin. That was 2003, and we repeat it in 2004, a little bit but much less, because that was the
last year.

DARIA. Okay.

ALEKSANDR. I didn’t teach it in school, but I taught it while I was tutoring and we were reading...
oh also what we did in old schools, we learned a part of it. A couple lines, like Chatsky’s
monologue about Chatsky’s “a cynu kto” (and who are our judges). So, everyone, we always
learned it. It was like a tradition. Because I didn’t do it with my tutoring kid, he did it by himself.
I did the same thing; we discussed the plan of the [incomprehensible] and at home he needed to
write it and I checked it and we moved to another topic and we speak character and conflict and
then composition. Mostly characters and the conflict. Something like that.

DARIA. You just hit a lot of my questions out, like check. So, I guess my remaining questions
from this section is: you read the entire version, correct? Or did you read an abridged version?
ALEKSANDR. I read the entire, I think the first time I read it the full version and then when I was
learning with my teacher, I[lynon Anekceesuu (Pudon Alekseevich), that was her name, and [
definitely, she made us read everything. And she could make... explaining why it’s important and
we took time. We were discussing the quote plan, and we couldn’t understand, where did this
part come from because maybe you didn’t finish, so you want to finish it on this time, because
next lesson you are going to discuss another quote plan, and it would be good if you understand
it... etc. so we had time. I think we spent a month on Griboedov, but there was like three classes.
And when I was teaching, I also asked people to read the full, because it’s a play and plays are
quite easier to read. It’s not like Tolstoy or Dostoevsky, which is like: look, my gosh it’s so big.
These days I argue with students because it’s not that big. Have you seen The Song of Ice and
Fire? It’s bigger, much bigger than anything Tolstoy wrote. So essentially, it’s not that hard to
read right now.
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DARIA. No, I agree. My version is really small and it’s bilingual so it’s twice as long as it needs
to be.

ALEKSANDR. Yeah, it doesn’t take that much time. I read through it several times actually.
DARIA. Okay, we’re on my last questions. What are your thoughts on Griboedov himself? The
person? Like, who was he?

ALEKSANDR. Maybe I’'m a little bit... I kind of admire him, not admire like “oh my gosh I want to
be like him” but I respect him because I never actually read his full biography, like a book with
all the details, I know his biography from school lessons, because of course we spoke about it,
and there is a TV series about Griboedov, which I really liked it. What is the name of it?
Griboedov? There is a TV series in Russian, I really liked it. I'ope om Yma? It’s like eight
episodes. I think it’s just Griboedov. If you want me, I can put it on Yandex Disk and send it to
you, don’t tell anyone!

DARIA. I was recommended to watch this, it was Ilapadokc I puboedosa (Paradox of
Griboedov). It was aired.

ALEKSANDR. Again?

DARIA. I1apaooxkc I'puboedosa (The Paradox of Griboedov). It was apparently a special on the
anniversary of his birth.

ALEKSANDR. [ like his biography I think it was very interesting, when you study him in school it
was always unusual because it was the writer with basically one book. Which is not true, there
was scripts and ideas, and I'ope ot YMa was not actually published in his life, let me check.
DARIA. It wasn’t.

ALEKSANDR. Yeah, that’s what [ remember. There was some writing...

DARIA. It was that he passed around the manuscript.

ALEKSANDR. It was passed around, because he said it was made for Decembrists and the ideas of
Chatsky are very similar to Decembrists and the Decembrist Revolution. It’s actually made him
stop writing and he was dreaming. He was a very interesting... diplomat was very interesting
job... It made me respect him for that because it was hard job, and then Persian Empire. It’s not
like being a diplomat in France or England, it’s a hard place to be. Tragic death. And also, the
diamond, because of his death, do you know the story? When he died, the shah of Persia gave
Nicolas II... what do you call the diamond in English which is not a diamond?

DARIA. We just call that a rough diamond, we don’t have a word for it.

ALEKSANDR. We have the word anma3s for the rough diamond and 6pmiuant for the diamond.
DARIA. Yeah, I remember spending a minute...

ALEKSANDR. Yeah, it’s called the anma3s max (Shah’s diamond). It’s just near the crown, if you
go to the anma3 fund in Moscow, you can see there is this diamond which is right near the crown,
which is considered to be one of the biggest in the world. When it was presented, it was the
biggest in the world. It has the names of the shahs who owned it and he gave it as a “sorry” for
that tragedy.

DARIA. I’m looking at pictures now.

ALEKSANDR. And it’s usually with the picture of Griboedov. We also talk about it as a symbol of
Griboedov himself, because, yeah, it’s not the most exciting diamond but its price is huge. He’s
one of the most valuable diamonds in the world. In Russia. So, I tend to respect him because he’s
an interesting person, his personality, I know he liked fighting but his work, and his actually play
sounds really nice, so many layers which is interesting. Sometimes when I was rereading it, it
was interesting to see how the language worked.
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DARIA. Okay, my last question is, do you think that the use of specific examples of these
KpblIaThie ¢ppas3sl (winged phrases) can be seen as political? Do you think there is any political
nuance in the use of Griboedov’s phrases, especially in the context of Chatsky’s views and
Griboedov?

ALEKSANDR. I think obviously kind of. The thing is that it’s not mostly political than
generational thing, with the generational thing, you know they get used to it, there’s ongoing
conflict always. The new generation always is favorable of other political forces other than the
parents, right now, so we can use the phrases to say to our parents when we argue about
something, or to our elders or something, yes, they can be used. No, I never heard, but that’s the
Russian, but I never heard it being used in any political speech or political protest, maybe it can
be at some point, it’s just not that popular, I think it’s in our political they like to use history
mostly, and specifically World War II. That’s the most usable thing in politics, that’s everything.
So, they don’t really have time, they use history.

DARIA. I actually heard that the UN diplomats from Russia were using so many of these phrases
in their speeches, because they just weren’t thinking about it, that the translators were having a
really hard time translating it, because how do you translate something that has so much meaning
in it?

ALEKSANDR. You mean the fixed phrases generally? Could be. They can be used, but from the
Griboedov, not sure. I have to check. Maybe. Maybe I’m not sure they are using it because it
sounds so common, like “oh yeah, yeah, is there something special in this speech? Oh,
KkpbuaTeie ¢ppassl (winged words)? Oh, you’re right!” because I’'m not thinking about it.

DARIA. I was talking to one of my friends and I used an English phrase, that actually translates
into Russian but not into German, and she’s an exchange student, and she didn’t understand it.
The expression was “it’s been a long day” and she was like” what? Why are you measuring a day
by distance? I was like...

ALEKSANDR. It’s such a common phrase!

DARIA. I was like, that’s such a good point! But I totally didn’t realize it was a figure of
language.

ALEKSANDR. Oh, that movie was so long... I’'m not watching the Irishmen because it’s so long.
DARIA. I’'m going to. Okay, that’s all my questions for you, if you have any questions that you
think I forgot, please let me know.

ALEKSANDR. Okay you can write me, and we can find time as well. There’s no need to forget...
Okay, well, thank you.

DARIA. Thank you!

ALEKSANDR. That is an interesting topic for your thesis, it will be a good one to read.
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