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MASONRY IN THE CONTEXT OF SASHA CHORNY’s SATIRE

Analytical comprehension of the heritage and creative path of the poet Sasha Chorny affects many topics. But even tak-
en integrally, it is far from a full-fledged complex description. Outside of researchers’ view remain the whole strata of
ideological and ethical problems, which sharply disturbed the writer. An important place among them is occupied by the
theme of masonry. This work addresses the problem of realizing ideologically marked units that are known to the author
from the practice of his own life. With this end in view, a complete sample of the material was carried out, which was
later analyzed using semantic and stylistic methods. The conclusion consists in pointing out that the works of S. Chorny
contain a number of direct and significant indications of the perception and evaluation of objects related to masonry.
Their inclusion in ironic contexts leads to the fact that they act as elements of achieving the comic effect.
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In the biographical dictionary “People and lodges. Russian Masons of the 20th Century”,
N.N. Berberova, referring to the Paris archive of Russian Freemasonry 1922—-1971, reported that Glikberg
Alexander Mikhailovich (1880-1932), a poet-humorist under the pen name Sasha Chorny, joined Masonic
lodge “Free Russia” in 1932 [4]. This fact, as well as the obvious and well-known life and creative contacts
of S. Chorny with Russian Masonry writers in emigration (for example, M. Aldanov and M. Osorgin), cause
confusion as to why scientists who study his work in different aspects for many years, pass over in silence
the presence of direct references to the masonic tradition in his literary texts. It seems that this topic is just as
“closed” [23] as is the Masonic society itself.

The greatest number of publications about Sasha Chorny belongs to S.S. Zhdanov [6], who focused on
the multidimensional study of the “German” poems of the poet. M.A. Zhirkova [7] makes an attempt to pre-
sent the life of Sasha Chorny in emigration in Lithuania, Germany, Italy and France as a factor that signifi-
cantly influences the thematic and style evolution of the poet and writer. E.A. Afanasyeva [3] establishes
new lines of successive links of Sasha Chorny with Russian and world literature through the prism of analyz-
ing the meta-genre “satire and lyricism”, which has a number of individual characteristics. O.1. Rybalchenko
[12] chooses to consider the lexical means of expressing the estimated values, their semantic and stylistic
functions, the principle of their selection and organization in the poetic texts of Sasha Chorny. P.Yu.
Krasilnikova [8] analyzes the embodiment of different types of lexical meanings of animal names in the
works of Sasha Chorny, identifies and describes the levels that characterize the coincidence or inconsistency
of the actual meaning with associations existing for a specific word outside the context. N.A. Tibotkina [13]
studies the philosophical motif of “identity” and “facelessness” of a person in the artistic world of Sasha
Chorny, considering it the most widespread and conceptual in the entire work of the poet.

As for foreign studies of Sasha Chorny’s works, there are practically none. His name is mentioned on-
ly in connection with other authors and cultural events. It seems that he is not an independent creative unit,
but an appendix to a broad cultural context, an additional stroke in the general picture, a short anecdote
among multi-volume novels. It makes us recall his well-known lines: “B aumepamypuom npetickypanme // 51
3anecén na ckoponwvui aucm [In the literary catalogue // I am registered on a bedroom chart]” [14]. They were
written long ago, concerned a different problem, but now they are perceived as prophetic. According to
V. Nabokov, Sasha Chorny left only a few books and a quiet, lovely shadow [9].

In the book “Conversations in Exile: Russian Writers Abroad” [22] the authors discuss the concept of
“literature in exile”, attributing to it the works of writers written outside of Russia (external exile) or within it
(internal exile). Sasha Chorny’s name is mentioned in the list of those émigré writers who gained fame be-
fore the revolution, namely Arkady Averchenko, Ivan Bunin, Aleksandr Kuprin, Igor Severianin, Nadezhda
Teffi, etc. The next book (Gutthy, 2009) continues the same theme. A. Gutthy also writes about the writers of
the first wave of emigration, listed above, but divides them into two groups. The first group is those who be-
longed to the aristocracy and considered the revolutionary principles alien and potentially lethal. The second
group, which includes Sasha Chorny, at first were members of revolutionary circles, but their hopes that the
revolution would help bring the country out of stagnation were destroyed by the terror of the Bolsheviks. R.
Taruskin [25] discusses the prospects for classical music at the end of the second millennium. He insists that
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art is not a utopian escape; that is why artists live in the same world as the whole society. Speaking of this,
he cites Sasha Chorny, whose poem “Descendants” he considers wonderfully anti-utopian and implicitly an-
ti-Soviet: “4 xouy nemnooicko ceema // [{nsa cebs, noxa s sicué... [1 want a little light / For myself, while I am
alive...]” [14].

Foreign publications, in contrast to Russian ones, emphasize such important aspect of S. Chorny’s cre-
ative life as publishing activity. Thus, S. Marten-Finnis and 1. Dukhan [21. P. 228] mention about S. Chorny
as an editor responsible for the literary section, while comparing the two Berlin journals Zhar Ptitsa (Fire-
bird) and Milgroym (Pomegranate), most representative publishing outputs in terms of the basic ideas of the
time, style and cultural identity that they represented. In addition, S. Goldman (Goldman, 2005), describing
the minyan of Vladimir Nabokov in Berlin, reports that A.M. Glikberg (Sasha Chorny) founded a Russian
press to publish the work of émigré writers. Another connection between Nabokov and Chorny through the
Zhar Ptitsa magazine is reflected in the book by B. Boyd [15. P. 187], in which the author narrates how the
literary editor of Zhar Ptitsa and the compiler of two literary miscellanies, Raduga (Rainbow) and Grani
(Facets), Chorny brought out Sirin poetry, prose and drama.

Z. Folejewski [17] writes about Russian futurism the representatives of which turned against “aestheti-
cism” of any kind. As the sign of the same attitude in particular, he characterizes Mayakovsky who could not
stand Rachmaninoff's music and admired the “anti-aestheticism” of Sasha Chorny. K. Evans-Romaine (Ev-
ans-Romaine, 2005: 266) in an article devoted to B. Pasternak, quotes E. Sokol that “the children’s verse that
appeared in the post-revolutionary period was a breath of fresh air after the paucity of children’s verses writ-
ten in the early twentieth century, when few writers, including Sasha Chorny, devoted themselves to young
readers”. N. Sroma [24], arguing about the symbolic significance of cats and their exceptional position in the
poetic system of Nikolai Zabolotsky, cites the cultural connotation of Zabolotsky’s cats with the image of
“March cats”, depicted in S. Chorny’s poem “Wakening of Spring”.

It is not surprising that the tradition of selective perception of the creative heritage, the circumstances
of life and the influence on the literary process led to the fact that the whole semantic strata of Sasha
Chorny’s work remain out of the field of view of analysts and readers.

Meanwhile, S. Chorny’s works contain a number of direct, significant and rather interesting indica-
tions of the perception and evaluation of objects related to Freemasonry, both by the author himself and by
the language community. Let us turn to these instructions, which are all the more interesting because they are
located in the texts that consistently represent the creative manner of the humorist.

In 1910, S. Chorny wrote a poem “Song of Songs” [14], the title and a number of other meaningful
components of which refer the reader to the biblical text. In this poem, the effect of the comic at the event
level is constructed as follows. Sulamith asks Solomon: “Ilpuxasicu, umo6 meonux meoti Xupam // Boinun
cmamyio moio uz meou eeunou, — // Kpacomwt moeti nemaennwiti xpam!.. [Order your copper-smith Hiram //
To pour out my statue from eternal copper, — // The imperishable temple of my beauty!..]”. Solomon, decid-
ing that “V Xupama yoic cruwxom kpacusas posica — // Illonosuposams xouem most Cyramugs [Hiram’s mug
is too beautiful — // My Sulamith wants to pose]”, sends Hiram a description of his beloved which repeats the
biblical text. The sculptor creates “Meousiil, ¢ wecms noxkmeui 6onsan [Copper, six cubit idol]”, and then ex-
plains his behavior by the fact that he literally read Solomon's metaphorical description. In the context of the
problem under consideration, it is the transformation of the biblical legend that is significant, based on the
fact that here appears the character missing in the canonical “Song of Songs” — copper Hiram of Tire: “/Japs
muxonvko om wanynvu // llnem k Xupamy ¢ Tup eonya [The king behind the minx’s back // Sends a mes-
senger to Hiram in Tyre]” [14].

Not being the character of this biblical text, Hiram (other names: Hiram Abif / Giram / Giram Abif /
Hiram Abiff / Adoniram, son of the widow) is also the main character of the central Masonic legend. Proba-
bly, the interest in Freemasonry existed in S. Chorny long before his formal admission to the Order. As a
consequence of this interest, one can perceive the use of the name of a symbolic figure in a humorous text.

It is noteworthy that the “Song of Songs” reveals yet another curious connection with the Masonic tra-
dition. The poem realizes a non-canonical assessment of the image of Solomon. Traditionally, the semantic
field associated with this name assumes, as the main component, “the standard of wisdom”. This traditional
use is present in the texts of Chorny: for example, in the story “Arbitration Court”: “Ei-602y sce, Conomon
6vl He CONOMOH, a 51 U He No003pesana, 4wmo vl 00 makou cmenenu uenogex Heznynwiti [By God, Solomon,
you are not Solomon, and I did not even suspect that you are no fool to such an extent]"; in the story “Mos-
quito relics”: “Onsams u yape Conomon, wenosek exyca omooprnoeo [Again, King Solomon as well, a man of
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the choicest taste]”; in the “Song of Songs™: “oxpyerenue b6edep meoux, kax odxcepenve, coeraHHoOe PyKAMU
xyoooicnuka [the circularity of your hips is like a necklace made by the artist]”; in the story “Quarrel”: “«no-
2naouna oboux no 8CMpenanuHvim 8oarocam u, kax myopuoii yaps Coromon, paccyouna [patted both on the
dishevelled hair and, like wise King Solomon, judged]” [14].

In the text of the poem, this main component is not only disactualized, but replaced almost by its op-
posite. The same emphasis on the unconventional aspect of Solomon’s assessment is present in M. Osorgin’s
story “The Freemason™: “Beskuii pas, kax yapv CONOMOH pacmep3vleéan 04epeonyio 0egyuiKy u3 mulCsaiu
3a20MOBNEHHBIX OISl €20 HACAANCOEHUTL, OH YYBCMBOBANL 6PEMEHHOe NPeChlieHue U UCKAT OHEBHO20 3aHAMUS,
coomseemcmeennozo e2o 36anuto. [Every time King Solomon tore to pieces another girl out of a thousand
prepared for his pleasures, he felt a temporary satiety and looked for a day’s work corresponding to his title]”
[11. P. 93-94]; “He moavko cmemaus, Ho u myop 6vin yapb ConomoH, 0coboii 2008umoii Myopocmuio npa-
gumeineil, KOMopyr OH nepedai u 6cem OalbHeluM npasumenscmeam ecex snox u niemen [King Solomon
was not only sharp, but also wise, a special poisonous wisdom of the rulers, which he passed on to all subse-
quent governments of all ages and tribes] [11. P. 94].” It is obvious that the visual means used in “Song of
Songs” are subordinated to the task of creating the comic effect, but in solving this problem the author con-
siders it possible to use a name meaningful for the Masons. In a similar function, the masonic symbol penta-
gram is used in B. Pilnyak’s novel “Naked Year.”

The poem “The Bazaar in Auteuil” written in 1927 contains the following lines: “Ilouemy? U cam ne
sHarw. // Hocne nem epasicoanckou opaku // Kasicovii mupueiii aucm kanycmot // [llnem macouckue mue 3na-
xu <...> [Why? I myself do not know. // After years of civil fights // Each peaceful leaf of cabbage // Sends
me masonic signs <...>]” [14]. The ironic transformation of calling the secret ways of Masons to identify
each other in the environment of the uninitiated by means of visual signs, primarily gestures, is carried out
here due to the contact combination of two diametrically opposite semantic plans: a mundane household
plan, to which “cabbage” refers to, and a plan of sublime mystery, to which “masonic signs” refer to. Here
the word combination “masonic signs” is used in a figurative sense which is a method of secret information
transmission by means of visually perceptible signs that is intelligible only to a select and strictly restricted
circle. This figurative meaning, which maintains a close connection with the main one through the presence
of the semantic component “a secret information transmission”, arose on its basis by expanding the scope of
using the word combination, or by increasing the volume of the sign. This expanded meaning in the XX—
early XXI century has become common.

For example, T.N. Egorova recalls her communication with Yu. Semyonov: “Ha credyrowuii denv
baxyc <...> coobwun nam, 8 KOMmopom wacy cMompems €20 UHMEPBbIO, U 00ewanl HaM 0eiamsb ‘MacoHCKue'
3HAKU: NO o4epedu X6amams cebs 3a MOUYKU YXd, OOMPOHYMbCS 00 KOHYUKA HOCA U, 00paascy K HaAM Jul-
HO, CKA3amb No menesuoeHuro mo, 4umo e2o ¢ oannvii momenm eonnyem. [The next day Bacchus <...> told
us the time to watch his interview, and he promised to do ‘masonic’ signs: to take turns grabbing his ear-
lobes, touching the tip of his nose and to tell on TV what he currently cares about addressing us personally]”
[5. P. 257]. S. Chorny was one of those, thanks to whom this meaning was included in the active speech
turnover.

The same text contains a curious connection with the masonic symbolism of “The Lost Tram” by
N. Gumilev: “Cmompuws éreso, cmompuwue enpaso, // I'onosa — kouan xanycmet <...> [You look to the left,
look to the right, // The head is a head of cabbage <...>]” [14]. Compare it with Gumilev’s: “<...> Buecmo
Kanycmol u emecmo oproxeul // Mepmevie conoevt npooarom. [Instead of cabbages and rutabagas // The heads
of the dead are for sale” [19]. The presence of a direct reference to Freemasonry in the poem “Bazaar in Au-
teuil” suggests that this connection is not accidental.

The combination of two opposite semantic plans presented in the text is traditional for S. Chorny’s
creativity and is actively used by him in various works. The poem “Ineptness”: “Hayuunacwy: umo yeoono? //
Co cmewxom unw co caesot, // Ilo cmapunke unu moono, // C eumnom ceemy uns ¢ kos3ou? <...> Xpama nem-
¢, u mysvl — anynocms, // Ilom u noexocme — eco 6acasc... [1 learned: What is your pleasure? // With a
chuckle or a tear, // In the old fashion or fashionable, / With a hymn to the light or a goat? <...> There is no
temple, and muse is nonsense, / Sweat and dexterity is all my luggage]” [14]. The poem “Without
Vacancies”: “On, na cyx nosecus earcmyk, // Ilepeo zepranom osanvuwvim // Ilonpaensn npobop ceoti ncuo-
xuu // Kecmom coepacanno-acmpanvrvim. [He hung his tie on a bough, // In front of the oval mirror // Cor-
rected his sparse parting // With a restrained-astral gesture]” [14].
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In the story “Sausage Occultism”, the character of perception and fixation of words of the semantic
field is modeled by the very name of the work, where the contrasting juxtaposition of the two spheres is rep-
resented in an extremely pointed form. From the newspaper advertisement of the occultist: “merowum ceoro
Keapmupy — 1beomuule ycaosus niamedica. C okKynomuvim npugemom, Bepanoa bpaxmanympa [Those who
have their own apartment have preferential terms of payment. With occult greetings, Veranda Brahmapu-
tra]”; “Hem, cmaino 6vimvb, 60 MHe 9mozo camoeo okkyivmuozo nepyy [Therefore, there is no this very occult
pepper in me]”; “TkHyn st KHORKY, 06epb Kak 0eepb — Huueeo machemuueckozo [1 poked the button, the door
like a door — nothing magnetic]”; “Ileuxu — 3emranuunoe dicene, epyob HA NYTbMAHOBCKUX KOPCEMHBIX pec-
copax, enaza — 0se Kopunku, — Huwezo mucmuueckozo [The cheeks are like strawberry jelly, the bosom is on
Pullman’s corset springs, the eyes are two currants, — nothing mystical]” [14]. This story contains a word
combination, synonymous with the word combination “masonic signs”: “Cuumaem ona ¢ nonouku Hao 2010-
801l NY3ACMEHbKYIO KHUdIceuKy. Xecm @pankmaconckuil coenana, OmKpulia eé 20e nonaio u Cnpawusdaem:
Ilpasas cmpanuya unu neeasn? [She takes a paunchy little book from the shelf above her head, makes a ma-
sonic gesture, opens it at random and asks: The right or left page?]” [14]. The synonymous phrase is also
placed in an ironic context.

The story “Pushkin in Paris” reproduces an imaginary situation in which Pushkin (his materialized
spirit) finds himself in the Paris of 1926, where he encounters various representatives of Russian emigration;
the latter seek to involve him in the sphere of their political interests. The dialogue with them ends with the
following dialogue with the servant: “Om kpatinux npagvix dosxcuoaromes u om npaxcckux scepos... // Iosm
nokauancs na xaoayxkax. // — Maconul, éepno, kakue-nudyow... Ckasxcume, 4mo s yexai, — Cmpo2o cKasai oM
cayee. [Some from the extreme right are awaiting and from the Prague socialist revolutionaries... // The poet
rocked on his heels. // — Some Masons, surely... Tell them I have left, — he strictly told the servant]” [14]. We
should note that in the described period of time, S. Chorny was familiar with the Masons, and it is difficult to
assume that he did not know about Pushkin’s belonging to Masonry.

The appraisal usage of the word “Masons” in this case assumes two different readings. The first is ac-
cessible to the reader who is not aware of the fact that Pushkin himself was a Freemason, quite serious about
the fact of his belonging to the Order. In this reading, the nomination demonstrates an ironic speech use of
the word with semantics, “a group of people engaged in something secret, incomprehensible and of little sig-
nificance (frivolous).” That is, here, as in the cases with “masonic signs” and “a masonic gesture”, the author
duplicates one of the meanings that are fixed behind the word in colloquial speech. Compare its usage with a
similar assessment in modern texts: “Kakue mam Macorwvl, — 00CAOAUBO CMOPWUL 21A0KUL 100 Dandopun. —
Ilpo nux ece snarom. Tym oice npocmampusaemces nacmoswyuii komniom, He onepemounsiti [What kind of
Masons are there, — Fandorin wrinkled his sleek forehead. — Everybody knows about them. Here is a real
conspiracy, not theatrical]” [1. P. 173]; “Kax unmozopust npoucku maconos... [How illusory are the machina-
tions of masons...]” [2]. This reading suggests that the irony is directed at the Masons themselves. The se-
cond reading is accessible to the reader, who is quite familiar with Pushkin’s biography. And as part of this
reading, the character of the story already sneers at himself.

S. Chorny’s texts contain a number of other mentions of concepts connected with the semantic field
“masonry”. The poem “The Philistine’s Voice”: “Tema 6wira becxkpaiina, // Kax meocoguueckas matina: //
Ymo maxoe smuepayus? [The theme was boundless, / As a theosophical mystery: / What is emigration?]”
[14]. Poem “Meat”: “Bxpye nrowaoxu, 6 moouvix wmyuxax, // Kpymobeopwvie Acmapmei, // Kax 6 mopeogbvie
pAaosl, // 3azwisatom kasanepos [Around the site, in fashionable garments, // Astartes with steep curved hips,
/I As if into the trading rows, // Call the cavaliers]” [14]. The poem “No Vacancies: “3acopenvie, kak nps-
nux, // /lee xyprocoie Acmapmot // C dvikosuonvimu ronyamu // Iloo cocnoil ueparom 6 kapmot [Tanned as
gingerbread, // Two snub-nosed Astartes // With bull-shaped youths // Play cards under the pine]” [14].

The story “Legalized Amateurishness” contains an ironic reference to the myth of the worldwide ma-
sonic conspiracy: “B rawu OHu Hauunaiowue (JIATEPATOPHI) npednpuumyugee. Onu nycmuiu 6 oopauwjeHue
CMPAHHYIO le2eHOY, KOMOPOU Camu nepavle U NOGEPUNIU. 0 MENCOYHAPOOHOU UHMPU2E NPOMUSE HUX CIMAPUIUX
cobpambes, pedakmopos, uzdamenel, Mempannasiceil u edgéa au He opoutroposwuy. [In our days, the begin-
ners (writers) are more enterprising. They put into circulation a strange legend, in which they were the first
to believe: about the international intrigue against them by their elder brethren, editors, publishers, composi-
tors and almost bookbinders]” [14]. Here the idea of a conspiracy of powerful secret forces is transformed
into a desire to ironically recreate the attempts of unsuccessful writers to justify their sad creative and pub-
lishing destiny.
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S. Chorny, using the masonic terminology in an ironic context, continues the line of stylistic transfor-
mations begun by V.F. Odoevsky. At this, in contrast to his older predecessor, he concentrates on only as-
sessment plan. This situation, illustrated by the whole body of the facts presented here, also manifests itself
in cases of very similar textual similarity.

The ironic reference to the myth of the masonic conspiracy, the power of a secret society is contained
in the story of V.F. Odoevsky “Princess Mimi”: “Omxporo eenukyro mauny, ciywatime: éce, Ymo HU Oeid-
emcsi 8 ceeme, Oenaemcsi 0Jisl HeKOMopo2o besvimsanno2o obwecmsa! Ono — napmep, opyeue oou — CyeHd.
Ono Oepoicum 8 pyKax u asmopos, 1 My3bIKaHmos, u Kpacasuy, u 2enues, u cepoes. Onu nuue2o He 6oames —
HU 3aKOHO8, HU Npaeosl, HUu cosecmu. <...> Ynenvl ceco obwecmea gez0e momuyac y3narwm opye opyaa He no
0cobennbiM 3HaKam, Ho no kaxomy-mo uncmunxkmy... [I will reveal a great secret; listen: everything that is
done in in the world is done for some nameless society! It is a parterre; other people are the scene. It keeps
control of both authors and musicians, and beauties, and geniuses, and heroes. They are not afraid of any-
thing — either laws, or truth, or conscience. <...> The members of this society immediately recognize each
other not by special signs, but by some instinct... |’ [10].

Excerpts from “Legalized Curiosity” and “Princes Mimi” contain similar semantic complexes. The re-
lationship of similarity between them is determined by the fact that the ironically mentioned references to
certain secret brotherhoods are supplied with similar attributes: anonymity of the society, its secrecy, omnip-
otence, destructive activity in relation to a certain group of persons.

It is with these (among other things) attributes that opponents of Freemasonry empower it and actively
contribute to their spread and rooting in the public consciousness. The root cause of their appearance is in the
quest to find the external culprit of their own failures. The set of these characteristics is well known to au-
thors familiar with Freemasonry, which allows it to be used with a dual target installation. This target setting
is manifested in the fact that the author’s irony in this case has two application points at the same time. On
the one hand, direct objects of narration are directly exposed to it. On the other hand, in its field there are
those who produce a paranoid view of Freemasonry. That is, the writers of myths about Freemasonry indi-
rectly fall in the sphere of irony. This is due to the fact that literally, compactly and with an access to all real-
ities, reproducing a well-known set of estimates, the authors demonstrate its absurdity. In other words, the
reproduction of a stereotypical evaluation in a certain context itself becomes an assessment of those who
produce this estimate in relation to a particular object. Such a complex indirect use of the evaluation plan
becomes possible only in the language of fiction: the knowledgeable author fixes the perception of the view
through the mention of it in relation to an extraneous object.

In their totality, both the words / word combinations of the opponents of the Order, and the contexts
similar to those above, lead to the fact that at the beginning of the 20th century the conceptual field of the
word “masonry”, in its non-specialized, non-thermal or speech use, is blurred and expanded, loses its con-
creteness. It begins to be composed from the attributes which are often repeated in these or other spheres,
and it takes the form of “a powerful secret power, with its almost unlimited possibilities influencing the soci-
ety for one or another purpose”. In a semantic sense, this word undergoes the same changes as the words “a
freemason” or “a pharmason” at the beginning of the nineteenth century. This link is not accidental, because
the semantic transformations reflect the introduction of lexical units into the various contexts that are the re-
sult of their actualization.

“The Newest Self-tutor of Advertising” mentions one of the Masonic virtues — the love of death in its
Latin version: “Ymo xacaemcs nexyuil, umo iyuue blopams Oas HUX MAKue memvl, KOMopwvle, ¢ 0OHOU
CMOPOHbL, He MpeOYIOm 3HAHUL, NPeSbLlUAOWUX C108aAPb UHOCMpPaHHbX cios (“Sic transit...” “Memento
mori!”), ¢ Opyeoti — 0arom HeoSpaHU4eHHbIl NPOCMOop Umnpeccuonuzmy xcecma u ciosa [As for lectures, it
is better to choose such topics that, on the one hand, do not require knowledge exceeding the vocabulary of
foreign words (“Sic transit ...” ‘Memento mori!’), on the other, give unlimited space to the impressionism of
gesture and word.]” [14]. It is noteworthy that here again the ironical evaluation is directed not at the very
concept mentioned, but at the recipient of the text and the nature of the reproduced phenomenon.

Summarizing this review of the use of components of the semantic field “masonry” by S. Chorny, one
should pay attention to the following. In the language of Russian fiction, the components of the semantic
field “masonry” are used in different ways: neutrally, accompanied by a positive or negative evaluation, or
ironically. With regard to individual units, these appraisal plans can be implemented independently or jointly
(neutral + ironic, positive + ironic, negative + ironic) and supplemented with concrete indicators of the
speaker’s relationship to the object (negative + ironic + fear, positive + ironic + astonishment) etc. In this



MacoHCTBO B KOHTEKCTe catuphl Camm YepHoro 867

CEPUA UCTOPHUA U OUNIJIOJIOT'UA 2018. T. 28, BoIm. 6

variety of assessments, the place of word usage by S. Chorny is defined quite clearly. The concepts associat-
ed with masonry he uses in the neutral + ironical evaluative key. The writer uses units in ironic contexts, re-
alizing one of the ways of their application in colloquial speech. Thus, he expands the scope of the wording
and makes the words more familiar to the language community. It is important that this type of wording in
the language of the Russian fiction of the twentieth century acquired more than one follower.

REFERENCES

—_

Akunin B. (2000). Smert’ Akhillesa [The death of Achilles]. Moscow: Zakharov, 320 p. (In Russian).

2. Arefyeva O. (2016). Odnostishiya [Odnostichia]. Lifebook, 224 p. (In Russian).

3. Afanasyeva E.A. (2013). “Satiry i lirika” Sashi Chernogo kak metazhanr [“Satire and Lyrics” by Sasha Chorny as a
meta-genre]. Thesis of the candidate dissertation (in Philology). Orenburg. 280 p. (In Russian).

4. Berberova N.N. (1997). Lyudi i lozhi. Russkiye masony XX stoletiya [People and lodges. Russian Masons of the
20th Century]. Moscow. Progress-Tradition. 400 p. (In Russian).

5. Egorova T.N. (2001). Andrey Mironov i ya [Andrei Mironov and I]. Moscow: Zakharov, 576 p. (In Russian).

6. Zhdanov S.S. (2015). Dinamika «svoyego» i «chuzhogo» v rasskaze S. Chornogo «Lebedinaya prokhlada» [Dynam-
ics of “one’s own” and “another’s” in the story of S. Chorny “Swan Coolness™]. In Eurasian Union of Scientists, 3-6
(12), 98-101. (In Russian).

7. Zhirkova M.A. (2014). Emigratsiya v zhizni i tvorchestve Sashi Chornogo [Emigration in the life and work of Sasha
Chorny]. In Nauka i obrazovaniye: sovremennyye trendy [Science and education: modern trends], 1 (3), 30-48. (In
Russian).

8. Krasilnikov, P.Yu. (2017). Metody lingvisticheskoy ekspertizy v tolkovanii konnotativnogo soderzhaniya zoonimov
v tekstakh Sashi Chornogo [Linguistic Examinations Methods in the Interpretation of the Connotative Content of the
Zoonyms in Sasha Chorny’s Lyrics]. In Bulletin of the Moscow Region State University. Series: Russian Philology,
2,22-30. DOI: 10.18384/2310-7278-2017-2-22-30. (In Russian).

9. Nabokov V. (2015). Esse i retsenzii [Essays and reviews]. Available at: http:/litra.pro/esse-i-recenzii/nabokov-
vladimir/ read/39 (accessed 1 October 2018). (In Russian).

10. Odoevsky V.F. (2017). Knyazhna Mimi [Princess Mimi]. Available at: http://az.lib.ru/o/odoewskij w_f/text
0400.shtml (accessed 1 October 2018). (In Russian).

11. Osorgin M. (1992). Vol’nyy kamenshchik: Povest’. Rasskazy. [Freemason: The Story. Stories]. Moscow, Moscow
Worker, 336 p. (In Russian).

12. Rybalchenko O.I. (1999). Leksiko-stilisticheskiye sredstva vyrazheniya otsenki v idiostile Sashi Chernogo (Ale-
ksandra Glikberga) [Lexico-stylistic means of expression evaluation in the idiostyle of Sasha Chorny (Alexander
Glikberg)]. Thesis of the candidate dissertation (in Philology). Michurinsk, 183 p. (In Russian).

13. Tibotkina N.A. (2008). “Maskaradnost’” v lirike Sashi Chornogo (ili motiv “odinakovosti”, “bezlikosti”’) [“Mas-
querade” in the lyrics of Sasha Cherny (or the motive of “sameness”, “facelessness”)]. In Vestnik of Kostroma Stare
University 2, 142-144. (In Russian).

14. Chorny S. (2018). Available at: http://cherny-sasha.lit-info.ru/ (accessed 1 October 2018). (In Russian).

15. Boyd B. Vladimir Nabokov: The Russian Years. Princeton University Press, 1990. 649 p.

16. Evans-Romaine K. The children's poetry of Pasternak: Pasternakian poetics in miniature. The Slavic and East Euro-
pean Journal, 2005. Vol. 49. No. 2. P. 266-281 DOI: 10.2307/20058263.

17. Folejewski Z. Mayakovsky and Futurism. Comparative Literature Studies, Special Advance Number. 1963. P. 71-77.

18. Goldman S. “Nabokov’s Minyan”: A Study in Philo-Semitism. Modern Judaism. Oxford University Press, 2005.
Vol. 25. No. 1. P. 1-22.

19. Gumilev L.N. The Lost Tram. [Russianpoetry.net]. URL: http://max.mmlc.northwestern.edu/mdenner/Demo/texts/
lost_tram.html.

20. Gutthy A. Literature in Exile of East and Central Europe. Peter Lang, 2009. 228 p.

21. Marten-Finnis S. & Dukhan I. Dream and experiment. Time and style in 1920s Berlin émigré magazines: Zhar Ptitsa
and Milgroym. East European Jewish Affairs, 2005. Vol. 35. No. 2. P. 225-244. DOI: 10.1080/
13501670500393191.

22.Robin R., Robin J. & Glad J. Conversations in Exile: Russian Writers Abroad. Duke University Press, 1993. 315 p.

23. Shuneyko A,A., Chibisova O.V. Closed topics in linguocultures: identity in the form of diversity. Science Journal of
VolISU. Linguistics. 2016. Vol. 15. No. 4. P. 197-206. DOI: 10.15688/jvolsu2.2016.4.20.

24. Sroma N. The System of Cats of Nicolai Zabolocky. Comparative Studies (1691-5038), 2012. Vol. 4. No. 1. P. 154-162.

25. Taruskin R. The danger of music and other anti-utopian essays. University of California Press, 2008. 512 p.

Received 21.10.2018



868 A.A. lllynetiko, O.B. Ynbucosa

2018. T. 28, BoIm. 6 CEPUA NCTOPUA N ©UJIOJIOT' A

Shuneyko A.A., Doctor of Philology, Associate Professor,

Professor at Department of Linguistics and Intercultural Communication

E-mail: a-shuneyko@yandex.ru

Chibisova O.V., Candidate in Cultural Studies, Associate Professor,

Associate Professor at Department of Linguistics and Intercultural Communication
E-mail: olgachibisova@yandex.ru

Komsomolsk-on-Amur State University

27, Lenina st., Komsomolsk-on-Amur, Russia, 681013

A.A. ILlyneiixo, O.B. Yubucosa
MACOHCTBO B KOHTEKCTE CATHUPBI CALLIX YEPHOI'O

AHaINTHYECKOE OCMBICIICHIE HACIEINsI M TBOpUYecKoro myTu nosta Camu YEpHOTro 3aTparuBaeT O0JBIIOE KOJTHIECTBO
TEM, HO B LIEJIOM OHO JaJIeKO OT MOJHOLIEHHOTO KOMIUIEKCHOTO OnHcaHus. BHe most 3peHus nuccnenoBaTeneii ocTaorces
LIeJIbIe TJIACTHI HACOIOTUIECKUX M 3THIECKUX MPOoOIIeM, KOTOPBIE OCTPO BOJTHOBAIN JHUTepaTopa. CyImecTBEeHHOE MECTO
Cpeir HHUX 3aHMMaeT TeMa MacoHCTBA. B paHHOil pabore paccMmaTpuBaercst mpodjeMa pealu3alii B JUTEpaTypHOM
TBOPUYECTBE HJICOJIOTHUECKH MapKUPOBAHHBIX €IMHUII, KOTOPbIE H3BECTHBI aBTOPY M3 MPAKTHKH COOCTBEHHOMU un3HU. C
9TOH 1iebi0 OblIa MPOBE/IeHa CIUIONIHAsI BHIOOpKA Marepuaiia, KOTOPBIH 3aTeM IOABEprcs aHaIN3y C IPUMEHEHHUEM
CEMaHTHYECKOT0 M CTHJIMCTUYECKOro MeTozioB. CrenaH BbIBOA, 4To npousseneHus: C. UepHoro comepikar psi Hero-
CPE/ICTBEHHBIX M 3HAYMMBIX YKa3aHUH Ha BOCHPUSATHE U OLIEHKY OOBEKTOB, CBSI3aHHBIX C MACOHCTBOM. VX BKIIIOUeHHE B
HMPOHUYECKHE KOHTEKCTHI PHBOANT K TOMY, YTO OHH BBICTYIIAIOT KaK 3JIEMEHTHI JOCTIKCHUS dPPEKTa KOMIUECKOTO.

Kirouesvie cnosa: Camna YEpHBIA, caTupa, MACOHCTBO, XHpaM, MACOHCKUE 3HAKH.
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