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I.
Textual Witnesses of the Zadons¢ina

. [K-B] Kirillo-Belozerskij Monastery Collection, No. 9/1086, in a miscellany

compiled by the scribe Efrosin, fols. 123-129". Now found in the RNB (St.
Petersburg), 1470s. Entitled: “Ilucanue Cocdonmna crapua pszanua, 6J(a)r(o)-
c(no)Bu ot(ue): 3amoHmuHa Beaukor(o) KH(s1)3s r(o)c(moam)Ha dumutpus
MBanoBuu(a) n 6parta ero kH(s1)3s1 Bonogumepa OungpbeBuu(a).” First published
in Archimandrite Varlaam [1859]. Edition: Lixacev and Dmitriev [1966: 548-50].

[H,] Historical Museum Collection, No. 3045, fragmentary, fols. 70'-73". Now
found in the GIM (Moscow), late fifteenth-early sixteenth century. Title lacking.
First published in both Adrianova-Peretc [1947] and RzZiga [1947]. Edition:
Lixacev and Dmitriev [1966: 546-47].

[H,] Historical Museum Collection, No. 2060, fols. 213"-224". Now found in the
GIM (Moscow), late sixteenth-early seventeenth century. Entitled: “B 1et(o)
6887 moxBana BequkoMy KH(s1)310 [Amutpuio VBaHoBuuio u Opary er(o)
KH(s1)310 Biragumepy OunaphbeBuuto, BHerna nobeauni(a) nocoorem B(ox)uum
noranar(o) Mamaa cb BchMu ero cunamu.” First published in both Adrianova-
Peretc [1947] and Rziga [1947]. Edition: Lixacev and Dmitriev [1966: 541-46].

[U] Undol’skij Collection, No. 632, fols. 169-193". Now found in RGB
(Moscow), mid-seventeenth century. Entitled: “CnoBo o Benmkom KH(s1)3e,
Omutpee VBanoBuue u o O6parte ero kH(s1)3e Braaumepe AnnpbeBuue, siKo
no6bamian cynocrara ceoero napss Mamas.” First published in Beljaev [1852].
Edition: Lixacev and Dmitriev [1966: 535-40].

. ([8] Synodal Library Collection, No. 790., fols. 36"-46". Now found in GIM
(Moscow), Belorusian, seventeenth century. Entitled: “Cxazanue Cadona
Pezanna, ncnmcana pyckum KHsI3eM MoxBana, BeIMKOMY KH(s1)310 [mutputo

ViBanoBuuy u Opaty ero Boaoammepy OmnapeeBuuy.” First published in
Smirnov [1890]. Edition: Lixac¢ev and Dmitriev [1966: 550-56].

. [Z] Zdanov Collection, No. 1.4.1, fols. 30"-31". Now found in the Library of the
RAN, approx. 1650-1680. Entitled: Cxazanume o JloHCkoMb Ooro. First
published in Sreznevskij [1903]. Edition: Lixa¢ev and Dmitriev [1966: 547-48].
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il W S
Excerpts from Goldblatt & Picchio [2008]
il e S

I1.
Test Case #1: A Comparison of the Slovo and the Zadonsc¢ina

A. SECTION A. OF THE “PROLOGUE” OF THE SLOVO .!

[I] He atno au wubo Oswemn, 6pamie, Hauamu—cmapumMu CA0BECH
mpyoHnxvy nogkcmiii o nvaky Wropesb, MHeops Ceamucaacuus—
Hauamu e cilo MnoBbcTb no Onaunamp cero BpeMEHUM a He IO
3aMbllieHito bosinio?

[II] hosnv 60 ebwiii, ame KoMy XoTsimie mbcHb TBOPUTH, TO
pacTbkamiercs MBICHiI0 TO OPEBY: ChphMb GbAKOMD TIO 3EMIN,
MU3bIMBb  OPJIOMB MNOAb oOnakbl. [lomHswemdy 6o, peu(e), nvpeuxD
épemeny ycobib.

[III] Torma nymiameTs OECSITh COKOA08b HA CMAOo .1ebedbii; KOTOPHIi
noTeualie, Ta npeau nkcHb noswe: crapoMmy Apocaagy, Xxpabpomy
Mctucnany, nxe 3apbza Penento npeas nbiaksl KacoxbckbiMuU, Kpac-
HoMy PomanoBu CBSTbCIaBUUIO.

[IV] bosn» ke, Opatie, He decamb cok0.408b Ha cmado nebenbit my-
miaie, Hb €801 @bwjia npvyCcmpl HA HCUBUSL CMPYHB 8bCAAOAULe, OHU XKe
CaMU KHA3eMb CAA8y POKOTaxy.

COMMENTARY ON SECTION A. OF THE ‘“PROLOGUE” OF THE SLOVO.

(i) There is no question that at the heart of Section A. is the attempt to define the Slovo based
on the distinction between writing a “tale” (noebcmp) according to the “actual events of this very
time”—as well as words from the “arduous tales” on Igor's raid—and using the “inventive style”
of the “vatic Boyan” to produce a “song” (nbcus). The critical opposition between “truthful tales”
and “fanciful songs” dominates sequence 1.2 By contrast, sequences II-IV focus on Boyan’s actual

1 Words indicated in italics refer to textual material that has been identified by scholars as common to the
I.T. and the Zad [Zaliznjak 2007: 395-409; Zimin 2006: 490-97].

2 In our proposed edition of the I.T. the work is segmented into eighteen sections. Each section is presented
in the form of “sequences” that are distinguished by their particular isocolic distribution, that is, by the par-
ticular grouping of logical and syntactic units in series of rhythmically marked cola with an equal number
of stresses. The present study refers to these modes of segmentation even if the isocolic structures of the
work have not been indicated [see Goldblatt & Picchio 1995: 37-54].
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poetic activity, which is connected with his adroit ability to transform memory and myth into
poetic figures.

(ii) Ever since the Slovo first appeared in print in 1800, succeeding generations of specialists
[e.g., Jakobson 1966a: 133; Dmitriev 1960: 357; Dmitriev & Lixacev 1967: 43] have tended to
segment sequence I into two sentences: (1) an opening sentence that contains a rhetorical
question; and (2) a second sentence that offers a response to this rhetorical question. As regards
the second sentence, its initial part has been interpreted as a hortatory imperative in which the
impersonal form of the reflexive verb nauamu takes the noun phrase muvii nécuu in the dativus
commodi. According to the reading we have proposed in our commentary “towards a “new
critical edition” [Goldblatt & Picchio 1995: 39-40], sequence I consists, instead, of a single
interrogative sentence. In the new reading we have submitted, the question mark posited by
previous scholars after what was considered the first sentence has been replaced by a comma,
while a new question mark has been placed at the very end of the sequence (i.e., at the end of the
second sentence). Both the first occurrence of nauamu and its rhetorical repetition take the same
direct object, which—according to our conjectural reading—is ciro nosbcmy*.3 It is important to
note that the reading noebcmp* is supported by considerations of not only a paleogaphic but also
a contextual nature. As mentioned above, sequence I is a single interrogative sentence subdivided
into two clauses. The first clause, He 1bno au nbo 63wemy, 6pamie, HauaMu CMAPHMU CAOBECH
mpyoHunxy nogkcmiii o nvaky Ueopeseb, Ueops Ceamrvcaasuua, proposes that something not
immediately specified should be presented “with the ancient words of the arduous tales.” In the
second clause, rauamu ace cio nogkcmp no OWAUHAMD Ce20 GPEMEHU, d He NO 3AMbIUUACHIIO
Fosanio?, the verb nauamu is repeated, but this time it is followed by a direct object that provides
the information missing from the initial clause. The direct object aims to define a manner of
exposition characterized by the “ancient words of the arduous tales” and “in accordance with the
actual events of this very time.” The phrase “of this very time” (ceeo epemenu) refers to the
precise period when the raid of Igor Svyatoslavi¢ took place and was first celebrated, thereby
emphasizing the historical mode of the exposition. At the same time, this manner of
representation is opposed to the “invention of Boyan” (a #e no 3ambuseniio bosnio). If we were
to identify the direct object of the verb form nauamu as a nécus, we would contradict the entire
logical development of the programmatic statement which opens the /.T.. Indeed, it is precisely
the “invention of Boyan” that is identified as a nbcup in sequence II. The reading nosbcmo,
instead, perfectly fits the logical scheme of the sentence that comprises sequence I. The message
conveyed in sequence I can thus be summarized as follows: It is convenient to tell the story of
the raid of Igor Svyatoslavi¢ on the basis of actual historical events, and in the style of the
arduous “tales” (noetcmu) that refer to Prince Igor’s time, rather than in the fantastic manner
characteristic of Boyan’s “songs” (nécuu). In other words, it is fitting to compose a fale rather
than a song.4

3 On this crucial conjectural reading, see Goldblatt & Picchio 1995: 40-42.

4 This interpretation is in fact very close to and therefore supported by the scheme found in the translation
of the I.T. done for Empress Catherine the Great: “Koabs npuauuno namdv, 6pamup, npedcmacums
OPEGHUMD CAOOMD HCANOCMHYIO Nogbcmb o cpadceriu Meops Cesmocaasuua? Mb cocmagums oHYyo
[nogbcmb] uzv cambxv Obaniii moedawHs20 gpemeru, He Ynompeoasa umucao8y boanosnxy” [cited
after Dmitriev 1960: 318]. Finally, in this regard, the crucial programmatic statement conveyed in sequence
I is reinforced in sequence V, where the actual exposition of the I.7. would appear to commence with the
following words: “ITounem® sce, 6pamie, noBbLCTS citn.”
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(iii) In the remainder of Section A. of the “Prologue” (i.e., sequences II-IV), the the narrator
focuses on the “fantastic” manner of Boyan, who is associated with a remote past that is
presented in contradistinction to the historical nature of the “events of this very time” [Goldblatt
& Picchio 1995: 43-46]. In sequence II, Boyan’s poetic activity and varied transformations
hearken back to a bygone age, wherein the process of “remembering” the “feuds of the first
times” is presented in a mythical context. The first enigmatic image of sequence IIl—namely, the
setting loose of ten falcons upon a flock of swans—is followed by an explanation in sequence 1V,
that is, the laying “vatic fingers” upon the living strings. In other words, the “ten falcons” indicate
the “ten fingers” of a poet-player, whereas the “flock of swans” refers to the “living strings.” The
opposition between falcons-fingers and swans-strings is reinforced by the contrast in gender
between the coxoap-npvemun (masculine) and the seb6edu-cmpynn (feminine). Behind this
metaphorical presentation, however, there is a deeper meaning, which is not immediately
disclosed in the text of the Slovo but which is essential for an understanding of the work. Only
later will this “higher meaning become clear to the reader through the use of the symbols coxo.in
and ze6edu with very precise connotations. In other words, the falcons symbolize the princes of
Rus, while the swans refer to the Polovcians. In the days of old, the falcons had easily subdued
the swans and made them sing the praises of the princes of Rus. However, the harmony of
Boyan’s living strings had given way to discord, disunity, and feudal strife. The motif of harmony
destroyed by internal feuding occupies a prominent place in the Slovo.

(iv) A fundamental element of Boyan’s “fantastic” style is the transformative image of
“rushing forth with his mind” which is used to convey the notion of the unbounded spreading of
the mind, that is, the poet’s self-abandonment to the natural impulse of inspiration. Hence,
Boyan’s “invention” conveys the idea of a product of mental activity seemingly not constrained
by real historical events. It would appear, therefore, that Boyan does not tell the truth but rather
deviates from accurate accounts of what actually took place. Indeed, the purpose of his words is
not to convey historical truth but rather to play on facts and images.

(v) The considerations presented above are of particular importance when attempting to
define the nature and function of the Slovo within the context of Old Rus literature. As can be
clearly observed in Section A. of the “Prologue,” the particular mode of narration the storyteller
selects for himself—as highlighted through the marked use of certain key terms— plays a seminal
role in elucidating an essential aspect of the semantic code for the Slovo. More specifically, there
is no doubt—as suggested above—that the opposition between the terms “song” (nkckp) and
“tale” (noebcmp) is of crucial importance for the programmatic statement that opens the Slovo and
is developed in subsequent parts of the work. According to the narrator, it is proper to compose
not a “song,” which conforms to the “invention of Boyan” (3amnu.renie boanio), but rather a
“tale” (noebcmp), which is the conceptual and rhetorical equivalent for an “actual event”
(6mauna). Two points are of particular relevance here. On the one hand, the aim of the narrator is
to compile not a “song” but a “tale” that relies on “truthful accounts” that are contemporary to the
raid of Igor Svyatoslavi¢. The narrator is obliged to reject the “poetic imagination” employed by
Boyan, for—as suggested above—the “vatic Boyan” offers a “fanciful” approach to historical
events and is therefore not a reliable source of information for reporting what took place and
explaining the true significance of Igor’s raid. On the other hand, it is important to emphasize that
Boyan’s “invention” is not really rejected in the Slovo but, instead, forms part of rhetorical
“game” that is played with the narrator’s “own” style. Rather than simply being dismissed for his
“fanciful” approach, Boyan is assigned a precise role throughout the work. As a symbol of the
fantastic mode of speech, he becomes a counter-voice to the truthful exposition of the narrator.
The reader should not be surprised, therefore, to find Boyan’s voice reappearing intermittently
later in the Slovo, notwithstanding the fact that he has been summarily “dismissed” in the opening
sequences of the work.
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(vi) It is important to emphasize not only that the semantic system of the Slovo is grounded
precisely in the opposition of truth and fancy but also that reliable accounts and trustworthy
representations appear to be given preference by the narrator on the basis of both the literary
conventions of Slavic orthodoxa and the “intelligence of the divine Scriptures” [Goldblatt 1997:
98-99] It is of note, in this regard, that the stylistic interplay presented in the “Prologue” and
elsewhere in the Slovo between two sophisticated ways of writing that both involve the use of
allegorical speech—that is, between a “poetics of the truthful” (noebcmsp-6pnaunp) and a “poetics
of the fantastic” (nbcup-3amnurenie bosuiw)—would appear to be linked to the pronounced
contrast in Orthodox Slavic “literary doctrine” between “true” verbal signs and “fabricated”
signifying functions. Only the latter could reveal an absolute truth revealed by the Word of God,
whereas the former could be veracious only if it adapted itself to the semantic domain of absolute
truth. However, in accordance with the Orthodox Slavic “rules of the game,” any veridical
historical narration, based as it was on the relative truth of human experience, was acceptable,
provided that it relied on the absolute truth of divine revelation. As noted above, moreover,
dependence of the relative truth offered by an “actual event” on the absolute truth of Christian
doctrine required a distinction between different levels of meaning: “Historical (i.e., transitory)
reality could become entirely intelligible only in light of the spiritual reality revealed by the Bible
and other sacred writings. From this it followed that any human writing, placed as it was on the
historical level of meaning, could aim at the truth only if its signifying system relied on semantic
referents located on the spiritual level [Picchio 1977a & 1983].

i, W S

B. ZADONSCINA.

[Undol “sky MS.]
[fols. 171'-172"] ! puem TakoBo cioBo: Jlyguu 60 Ham, OpaTe, HauaTu
noBbaaTM MHBIMU CJIOBECHl OT MOXBAJbHBIX CUXb M O HBIHEIIHBIX
nopbcTex moxpany Beamukoro kH(s1)3st Imwutpest ViBanoBuua u Opata
ero kH(s1)31 Bnamumepa AunapbeBuua, a BHyKM c(BSI)Taro BeJMKaro
KHH(s1)39 Baagumepa Kuesckaro. Hauama ™ nosbnatu no gbiom u no
OobinHaM. He mpopa3uMmcsi MBICIMIO HO 3eMJISIMU, TTOMSIHEM MEpPBBIX
abT BpeMeHa, MmoxBaauMm BellaHHaro OosipmHa pa3Ha ryauna B Kuese.
Tor OGOsIpMH BOCKJAAOLIAa Opa3Hasi CBOS IEPCTHl Ha KMUBBIS CTPYHHI,
nosima pycKuM KH(s)3eM CJaBy.

[Historical-1 MS]

[fol. 215"] Pum toro, aytue 60 ec(Th), Opate, Haua noBbaaTu uHbMU
CJIOBECHl O MOXBaJ(b)HBIX O HBIHEIIHUX MOBECTEX OT MOJKY KH(s1)3s
Omutpes VBanoBuua m Opata ero kH(s1)3s Bmamumepa Kwuesckaro.
Havama nobmatu no gbiom mno rbeiben(b)io, HO NOTPE3BUMBC(s)
MBICIBMU U 3€MJISIMU, U TTIOMSIHEM NEPBBHIX BT BpeMeHa, U MOXBajluM
pbma Ooumnaro poraspmaro ryaua B Kwuerb. Tor 6GoroH Bockiaaiie
ropa3jiHbisi CBOSI MEPCThl Ha sIMBbla CTPYHbI U TMOsIIe KH(s)3eMb
PYCKUM®D CJi(a)BBI.

[Synodal MS]
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[fol. 37"] Ckaxu mu, 6paTe, KOJIM UMBI CIOBECHI O OXak(b)HBIX CUXDB O
HBIHEIIHUX MOBECTEX a MOJKY BeanKoro KHsiza Jmutpus VMBanosnua u
Opata ero KHsi3g Bouaogumepa AmHbIpeeBuuYa U  INPABHYKOBBI
Bosoaumepa Kwuesckoro. Haua mnorbmatm o npenom OwinbiM. He
Nopa3mics MBICIEHHBIMU 3€MJsSIMU, MOMSHEM MEepPBHIX JIeT BpeMeHa,
NoXBaJ Belmlaro ropasuaa ryamna. Tors 60 aeu moxBaibl, Bely OyUHbBIN
HaK/lajgaeThb CBOM OeJibisi pylbl HO 3JOTHIM CTPYHBI, MOSIIE PYCKUM
KHSI3€M MOXBaJy.

[Kirillo-Belozersky MS]
[fol. 122°] Tleprbe Bchxb Bmiens BocxBamumb Bbimaro ro BosHa B
roponb B Kuesb, ropazno ryana. Tou 60 Bbuiun BosiHb Bockiamas
CBOM 3JIaThisl MEPCThl HA KUBBISI CTPYHBI, MOSIIIE CJIaBYy PYCCHIUMb
KH(s1)3eMb.

COMMENTARY ON THE ZADONSCINA IN COMPARISON WITH THE IGOR TALE.

(i) It is of note that in the introductory textual units prior to this passage from the Zad, one
learns in U, S, Z, and H, that the purpose of the narrative is to give praise to both Grand Prince
Dmitrij Ivanovi¢ and his “brother” Prince Volodimer Andreevi¢. By contrast—and despite the
important role played by Vsevolod Svjatoslavi¢ in the Slovo in the “Prologue” to the latter work
the narrator makes it evident that there is one main protagonist of the tale, namely, Prince Igor
Svjatoslavi¢. In other words, unlike the Zad, the Slovo is a work that focuses on the inner drama
of one hero, whose “sin of pride,” defeat at the hands of the Polovcians, and imprisonment—and
later repentance, freedom from captivity, and liberation from spiritual bondage— are at the heart
of the work.

(ii)) The Slovo opens with a discussion between the narrator and his audience (6pamie),
wherein it is suggested that it might befit us to begin the tale of Igor's raid “in accordance with the
actual events of this very time.” In the Zad, however, whereas U begins with a first-plerson plural
verb form (puem)—cf. the initial words of the Slovo and the use of the first-person pronoun (He
Abno au uHB 63uiemy)—>both H,and S present a second-person singular verb form (puu, ckaxcu).
Indeed, in S our textual unit for “test case #1” is attributed not to the narrator but to Grand Prince
Dmitrij Ivanovi¢, who addresses his brother Volodimer Andreevi¢ (I'ogopum ku3(b) geauxuu
HAmumpeu Ueanosuu 6pamy ceoemy kH(s)310). The latter reference to the two “brothers” repeats
what one finds at the very beginning of S. Unlike S, U and I do not contain this phrase, which in
S appears to refer to Dmitrij Ivanovic¢ as the source of the following address [Adrianova-Peretc
1962: 135-36]. The transitions between singular and plural would appear to apply not only to the
narrator but also the “audience.” It is of note, in this regard, that U, H; and S make reference to a
singular addressee (6pame), while the Slovo refers to a collective set of listeners or readers
(6pamie).

(iii) If one accepts the conjectural reading in A.A. Zimin’s reconstruction of the “extensive
version” of the Zad—namely, «/lIyouu 60 nam ecmp 6pamue, HAUamMu, NOGeOAMU UHBMU CAO-
GeCmbl 0 NOXGAABHHX CUX O HBIHEWHUX HOGeCeX 0 NOAKY GeAuk020 kna3a JImupes Meanosuua u
Opama e20 kHA3% Baadumepa OHOpeeguus, npagHyka c@amoz20 eeiuko20 kwa3s Baaoumepa
Kuesxazo—nauamu nosedamu no oeaom no 6wavim» [Zimin 2006: 444}—one is obliged to
conclude, in contradistinction to the interpretations offered by Jakobson, Lixacev, and other
scholars, that this passage is composed of a single sentence, subdivided into two clauses. Thus,
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from the syntactic and rhetorical viewpoints, one “branch” of the Zad would appear to parallel
what we have detected in the opening sequence of the Slovo

(iv) Nonetheless, a careful comparison of the two textual units in question reveals significant
differences between the Slovo and the textual documentation of the Zad. In the opening words of
the 1.T.'s “Prologue” the narrator suggests that it is better to begin “this tale” (a) by relying on the
“arduous tales” about the raid of Prince Igor Svjatoslavi¢ and (b) “in accordance with the actual
events of this very time” (i.e., the time of Igor Svjatoslavi¢) but (¢) “not according to the
invention of Boyan.” In other words, the narrator’s intent is to write a “truthful tale” instead of a
“fanciful song” in the style of “vatic Boyan.” Nonetheless, even though a symbol of the
“fantastic” mode of speech in the Slovo, Boyan becomes a “counter-voice” with a precise
rhetorical function even after he has been summarily discarded in the opening lines of the
“Prologue” for not being the voice of the “true faith.” He will reappear intermittently later in the
1.T., reminding the reader of that “other style” which reveals embellished expressions of poetic
falsehood. In the complex phrasing of the Zad (i.e., as attested in U, H; and §), instead, it would
appear that—according to the narrator—the work should not be modeled on the “current praiseful
stories” seemingly even written by Dmitrij Ivanovi¢ (i.e., not necessarily about Dmitrij Ivanovic);
the “new” work on campaign of the rwo “brothers”’should rather be “retold in different words”
and should “begin according to actual deeds and events.” This message is in sharp contrast to
what we read in the “Prologue” of the /.T., where we are told by the narrator that the “new” tale is
about the raid of only one brother (i.e., Igor Svjatoslavi¢) and should begin both “with ancient
words from the arduous tales” and “in accordance with the actual events of this very time.”

(v) The most important contrast between the Slovo and the Zad is to be found in the role
assigned to “vatic Boyan” [Adrianova-Peretc 1962: 136-37].5 As noted above, in the Slovo the
narrator establishes an opposition of the style of “truthful representation” to the “fanciful manner”
of Boyan. In other words, it is possible to conclude that nosbcms (“tale”) is presented by the
narrator in the “Prologue” as the conceptual and rhetorical equivalent of 6m.auna (“actual
event”), whereas nécup (“song”), the formal alternative to noebcmp, is identified with the
3ambiuaenie boantwo (“invention of Boyan”). Moreover, as Roman Jakobson [1966b: 404-05]
noted, the contrast between the “trustworthy” style of the narrator and the “fanciful” approach
employed by Boyan betrays a striking parallelism with what is found in the preamble to the
Chronicle of Constantine Manasses in general—and its introduction to the story of the Trojan
War in particular—regarding the type of exposition to be used in presenting a “tale” in a truthful
manner [cf. Picchio 1985]. Thus, the Chronicle informs the reader of the decision not to tell the
history of Troy in the manner of Homer, inasmuch as Homer, having yielded to poetic
imagination, diverges from historical reality. Likewise, according to what we find in the
“Prologue” to the IT, the narrator informs us that he will not accept Boyan’s “inventive” style
because it deviates from the facts. In other words, like the Homer of the Manasses Chronicle,
Boyan “adorns his words with various ornaments of wisdom and alters and transposes many
things.” In the Zad, instead, one is confronted with an entirely different contextual backdrop. In
this work, we are asked to recall the “era of the first times” and—it would seem— to offer a
composition in the style of “vatic Boyan”; indeed, rather than suggesting that we reject Boyan,
the narrator of the Zad encourages us to praise the “skilled singer in the town of Kyiv.” Finally,

5 Cf. the position advanced by Roman Jakobson [1966: 405], who writes, as follows: “In particular the rdle
of Boyan in the [/.T.] is definitely organic. ... The prophetic sayings of the wizard Boyan play a consider-
able role in the course of the entire [/.T.], whereas the evocation of Boyan and his epithet in the [Zad] are
motivated uniquely by the emphasized intention of the author to imitate the [I.T.].”



HANDOUT FOR GOLDBLATT (AAASS-2009): SLOVO AND ZADONSCINA 8

when Sofonija subsequently is recalled in U (A3 oce nomsany pezanuya Cogponus), as well as in
H, and S, the narrator not only accepts but extols, “in the words of Boyan's psaltery songs, this
Grand Prince Dmitrij Ivanovi¢ and his brother, Prince Volodimer Andreevi€ ... because from the
fight on the Kalka until the battle with Mamaj, for some 160 years the [Rus] princes’ manliness
and striving for the [land of Rus] and the Christian faith had nearly crumbled.” It is of note—
notwithstanding the views advanced by Jakobson, Lixacev and many other scholars—that the
contextual frame for the Zad begins here and elsewhere, in the textual documentation of the work,
not with the battle on the river Kajala (i.e., Igor’s raid of 1185) but rather with the fight on the
river Kalka (i.e., the battle between Russians and the Tatars in 1223-1224) [Fennell 1968].

i, W S

I11.
Test Case #2: A Comparison of the Slovo and the Zadonsc¢ina

Section B. of the “Prologue” of the Igor Tale.
[V] Ilounemd once, Opatie, noBbcTh cito oTh ctaparo Bmamgumupa no
HbiHbmHsIro Uropsi, usxce ucmseny ymv kpbnocmit ceoer u noocmpu
cepoua coe20: MyICecmeoMy® HanAbHUBCS PAMHO20 OyXd HABEJE CEOS
Xpabpuis nAvKb Ha 3eMII0 MOJOBbBLKYI0, 3a 3em.ai0 Pycvkyio.

[VI] Torpa Urops BB3ph Ha cBbTIOE coHLle U BUIb OTH HETO ThbMOIO
BCSl CBOSI BOSI IPUKPBITHL, U peue Vropb Kb apy3unb cBoeii: «Opatie u
npyxuHo! JIyyeocr 66 nomamy Obimu, Hexce NOAOHEHY Obmu.

[VII] «A 6csa0emn, 6pamie, a ceou 6pv3bia KOMOHU, 04 NO3PUMD CUHETO
Jlony». Cnana KHSI310 YMb NOXOT(b) UCKYcUTH /J[OHY Geaukazo, u
JKAJ10CTh eMy 3HaMeHie 3acTynu.’

COMMENTARY ON SECTION B. OF THE “PROLOGUE” OF THE IGOR TALE.

(i) In sequence V of Section B., as in sequence I of Section A., there is an invitation to begin
telling a “story” (i.e., [lounemd ace ... nogbcms ciro). The rhetorical link with the earlier occur-
rence of the term noekcmp* in sequence I (i.e., hauamu axce ciro noskcms) would appear to be
evident and confirms the conjectural reading—namely, noeécmp* in the place of nbcnr—
submitted therein. Moreover, whereas Section A. of the “Prologue” provides a true introduction
to the 1.T., Section B. would seem to transfer the reader to the actual “tale” of Igor Svjatoslavic¢

6 Sequence V consists of two parts. Whereas the first part contains the spiritual definition of the work’s
subject matter, the second part (beginning with the word myacecmeomn) provides the historical description
and elucidation. It is of note that—in contradistinction to the view held by most scholars—thematic and
prosodic analyses confirm that the main break in sequence V occurs after ceoezo: [Picchio 1978: 399-404;
Goldblatt & Picchio 1995: 47-48].

71t is of note that we have inverted the last two syntactic segments. In the same way that “desire” inflames

Igor’s mind, so his “passion” creates a spritual barrier between him and the “sign” (i.e., the eclipse) shown
to him by God [Goldblatt & Picchio 1995: 49-50].
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and its levels of meaning. In other words, sequence V would appear to represent the pivotal por-
tion of the “Prologue” that marks the transition from seemingly programmatic remarks on style to
what would appear to be the narrative of the Slovo Finally, if the nogscmps motif had been
confined to only a minor portion of Section A.—and Boyan had been the true focus of the
narrator’s attention—the “raid” of Prince Igor and its significance predominate in Section B.

(ii) It would appear, therefore, that it is only in Section B. that the actual narratio-expositio of
the work begins. The narrator then proceeds to provide additional details about Prince Igor,
making it evident that he is the main protagonist of the Slovo In sequence V, however, the hero of
the story, Igor Svyatoslavi¢, is characterized not only historically but also allegorically. The
historical events in which he is the principal character are alluded to in the words, [Heops]
Haeede ceos xpabpus navke Ha 3emaio noaogbyvkyro (“[Igor] led his brave hosts into the
Polovcian land, beyond the land of Rus”), whereas the spiritual meaning of the story is disclosed
in the words, [Heops], uxce ucmseny ymv kpbnocmiio cgoerw u noocmpu cepoua ceoez2o:
(“[Igor], who expanded his mind through his own hardness”). In other words, here, too—as in
many other Old Rus literary works—one can detect a “thematic clue” placed in a structurally-
marked position that appears to be used in order to bridge the semantic gap between the historical
and spiritual “senses” or “meanings” [Picchio 1977a; Picchio & Goldblatt 2009%*].

(iii) Thus, what appears to have escaped the attention of previous scholarship is that the
phrasing in sequence V seem to contain a biblical “thematic clue,” namely, a citation from
Deuteronomy 2.30—“And King Sihon of Heshbon was not willing to let us pass by him, because
the Lord our God hardened his spirit, and made his heart obstinate, that he might be delivered
into your hands, as on this day”—which if read within its biblical context, elucidates the higher
meaning of the Slovo as it has come down to us [Goldblatt & Picchio 2009*]. It is evident in se-
quence V that the “author” of the Slovo desires to attribute to Igor Svjatoslavi¢ a state of mind
and “harshness of manner” similar to traits exhibited by King Sihon of Heshbon, whose spirit and
heart were “hardened” and “made obstinate” by God. There is a difference, however, between
King Sihon and Prince Igor. Whereas the God of Israel spiritually blinded the former, the latter
hardens his own spirit and “exasperates” his own heart. It is true that, from a Christian standpoint,
at issue here is the Prince Igor’s resistance to God, not whether it is the former or the latter who
hardened the heart. Nonetheless, the phrasing in the Slovo can be viewed as an emphasis placed
on the motif of Prince Igor’s “sin of pride.” In other words, Igor’s spiritual blindness—that is, his
refusal to “observe” the sign, in the form of an eclipse, and give heed to God—is presented at the
very beginning of the “tale” as the result of his own sinful behavior.

(iv) The spiritually-marked works based on Deuteronomy 2.30 define Igor Svyatoslavic as a
protagonist who “expanded his mind through his own hardness and made his heart harsher.” We
are confronted here with an allusion to a general state of mind whose historical expression is
described by the words that immediately follow in sequence V: mydcecmeomv HAnABHUGCS
pamuoeo 0yxa, Hageoe ceos Xpabpuis NABKH HA 3eMAl0 N0A0skukyto, 3a 3emaio pycvkyro (“Filled
with boldness of a warlike spirit, [Igor] led his brave hosts into the Polovcian land, beyond the
land of Rus”). There is a relationship of cause and effect between the action described in this
sentence and the preceding “thematic clue.” This linkage is suggested by the emphasis laid on the
“boldness of a warlike spirit,” which can regarded as a mode of insisting on the motif of spiritual
“hardness” and intensity of feeling. In other words, Prince Igor “expanded his mind through his
own hardness and made his heart obstinate” in order that he might engage in a military enterprise
while being seized by a “warlike spirit.” The parallel implied by the reference to Deuteronomy
2.30 becomes more evident if we transfer our attention to a “higher” level of meaning. Indeed, the
above-cited scriptural verse states that Lord God “hardened [Sihon’s] spirit and made his heart
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obstinate in order that he might be delivered into [his enemies’] hands.” By grasping the “higher”
significance of these two stories, any reader of the Slovo would realize immediately that the raid
of Igor Svyatoslavi¢ was doomed from the outset.

(v) The “hardening of the heart” for sinners, that is, for those who rebel against the “effective
achievement” of signs, through the actions of God8—or the plea to resist the “hardening of the
heart”9—is a dominant motif in the divine Scriptures. There is little doubt that the most popular
example of such spiritual folly is presented in the story of Pharaoh, whose “hardness” obstructed
the wondrous signs from manifesting a knowledge of God’s power. Both King Sihon and Pharaoh
resisted the march on earth of the bearers of truth—historically identified first with Moses and the
Israelites and later with the inspired rulers of the “New Israel” (i.e., Christianity). It is fair to
assume that in Old Rus, too, the bookmen who read about the example of King Sihon—who
“would not let [them] pass by him beacause the Lord [their] God hardened his spirit and made his
heart obstinate”—had no difficulty in transferring this metaphor to the same systems of similes
that distinguished the story of Pharaoh in Exodus 1-15.10

(vi) A distinctive feature in the story of Pharaoh is the frequent relationship between the
“hardening” motif and the performance of signs—especially darkness—which have a single
purpose: namely, to make apparent the uniqueness and glory of God. It is in the above-mentioned
relationship, wherein physicial darkness symbolizes the darkness of the spirit, that we can
observe the important connection between the story of Pharaoh and the “higher” meaning of
Prince Igor’s raid. In the I.T., therefore, “hardening of the heart” leads to prolonged disobedience
and “obstinacy” against Christian law; and rebellion against a sign from God, in the form of an
eclipse, is linked with a “spiritual blindness” that represents bondage to sin. Here, as in the law
and later the prophets of the Old Testament, physical conditions—such as “hard hearts” and “dull
ears”—are appropriated for moral states. More specifically, in the Slovo it is possible to identify
Prince Igor’s “spiritual blindness” with a “stubborn and rebellious heart” that—because—it does
not incline the ear obediently to God’s Covenant—is likely to incur divine wrath. Hence, Prince
Igor’s “obstinate disobedience to Christian law” inevitably leads to the “sin of pride”—that is, to
his arrogant belief that he can ignore a divine sign and “break a lance at the border of the
Polovcian field”—and is to be understood as the rejection of a sign revealed to warn him about
the consequences of not hearkening to God’s words and walking only in the imagination of his
own heart [see Jer. 13.9-17].

(vii) In sequence VI of the Slovo the message conveyed by the “thematic clue” is translated
into the language of symbols. Once again, the motif of spiritual blindness is illustrated through a
description of behavior, for Prince Igor refuses to understand the “true meaning” of the solar
eclipse, which is to be seen as a “sign from God” that, if resisted, can lead to the enslavement that
is sin (i.e., a fundamental motif which we can detect in the Laurentian and Hypatian chronicles).
As is well known in Slovo scholarship, historians have established that this sudden darkness at
noon was not mere fiction. There was in fact an eclipse on Wednesday, May 1, 1185.

8 See inter alia Bx 7.13-14; 7.22; 8.15, 19, 32; 9.7, 12, 34-35; 10.1, 20, 27; 11.10; 14.8; Deut 2.30; 1 Sam
6.6; 2 Chr 36.11-13; Jer 5.23-24, 28-29; Mk 6.52; 8.17; Jn 12.40; Rom 9.18; 1 Esd 1.48. As noted above,
there is a striking parallel between God’s hardening of Pharaoh and the “deaf ears” of Pharaoh (Ex 7.34;
11.9; 7.13, 22; 8.11, 15; 9.12)” [Boyle 2001: 420].

9 See inter alia Ps 94 [95].8; Mt 19.8; Mk 3.5; 10.5; 16.14; Heb 3.8, 15; 4.7.
10 See in particular Ex 10.20-23; 11.10; 14.4; 14.17-21.
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Nonetheless, while it is true that the “author” of the Slovo had reliable historical information
available to him, it is no less true that the historical truth is not to be regarded as a decisive
component in the figurative context of the story. In other words, what really counts is the
meaning of the eclipse as an omen. Thus, as suggested above, if one follows the exegetical
guidelines provided by the biblical “thematic clue,” the “darkness” that covered Igor’s host is
much more than a physical phenomenon. It is a spiritual barrier that has arisen to separate Igor
from God and also a sign of God’s wrath; and to recall the darkness that took hold of Pharaoh’s
Egypt, a Christian bookman could have had recourse to not only Exodus but also the Book of
Psalms as well as the warnings and complaints in the Book of Job.!1

(viii) Igor Svyatoslavi¢ is unable to see or hear God because he is consumed by a warlike
fury, which makes him spiritually blind and deaf. If not for his furious passion, he might have
understood the divine sign revealed to him in sequence VI, in the form of sudden darkness. This
would appear to be the logical conclusion that any Orthodox Slavic reader would have drawn
from a correct interpretation of this initial scene, In sequence VII, however, the narrator does not
rely totally on the understanding of the reader and, at this point, explains directly the hidden
meaning of the entire story. Sequence VII is of crucial importance for an understandng of the /.7,
inasmuch as it confirms expressis verbis the interpretation of the “thematic clue” as an allusion to
the protagonist’s “exasperated” state of mind. In other words, it is the “desire” (noxoms) ‘“to taste
the Great Don” that “consumed” (lit. “burned up”’) Prince Igor’s “mind”; and it is his “passion”
(acarocmp) that prevented him from seeing the divine “sign” (3namenie) in the clearness of day.
The fact that the narrating voice intervenes directly for the purpose of affirming a spiritual
assessment of this event casts new light on the entire story. The narrator identifies himself here as
the “other voice”—in opposition to the utterances of “vatic Boyan”—and as the voice of true
faith. It is fair to say that his is the voice of Christian truth in contradistinction to the embellished
expressions of poetic falsehood.

(ix) Subsequent to Section B. of the “Prologue,” in an “evocative panel” that presents Prince
Igor setting off into the “open field,” there is a textual portion that also seems to share “common
textual material” with testimonies of the Zad:

[XIV] Toeoa évcmynu Ueopv kHa3b 6b 34amp cmpemens U mobxa 1o
ynctomy noat. Coanye emy mpmoio nymp 3acTylnaile; HOlb CTOHYIIN
€My Irpo3010 ITUUb YOyI1; CBUCTD 3BBpUHDB BbCTA 0.113b.

In sequence XIV, the ill-fated raid is symbolized in visual terms: as Igor Svjatoslavi¢ enters into
battle, he rides from light into darkness. The “proud” commander is shrouded in darkness, which
bars his way; in other words, it is the absence of light which indicates that Prince Igor’s host is
advancing from the border-plain into the Polovcian wood. Igor‘s “groping at noon-day as in the
night” [Job. 5.14] results from his sinful recklessness.

(x) Section B. of the “Prologue” thus demonstrates that—Ilike King Sihon and Pharaoh—
Prince Igor would appear doomed to spiritual and material defeat because his heart has been
“hardened.” This “hardness” does not necessarily come from above; indeed, it may derive, as in
the case of Igor Svyatoslavi¢, from human weakness and pride. From a Christian standpoint,
however, it would be a mistake to understand the story of Prince Igor solely in terms of

11 See Ps 104 (105). 26-28; Job 5.13-14 & 19.8.
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disobedience to God, even if resistance lies at the very heart of human rebellion and sin. As the
“Epilogue” to the Slovo suggests, Christian interpretation of God’s power and the “hardening of
Pharaoh’s heart cannot exclude from consideration the sovereign Creator as a merciful God who
desires the ultimate redemption all humanity, including Prince Igor. Indeed, if one views the
hardening of the heart as part of salvation history (i.e., Heilsgeschichte), that is, as the story of
redeeming acts in history, one can better understand the “Epilogue” to the Slovo and Igor’s
passage from perdition to the light of salvation [see Rom 9.16-18]. It would appear in the
“Epilogue” that God’s wrath will be transmuted into mercy as a result of Igor’s “change of mind”
(neTavota) and acceptance of Christian humility. Once in God’s merciful grace, Igor
Svjatoslavi¢ will be liberated from both physical and spiritual bondage and once again be a mem-
ber of the Christian community of Rus.

(xi) Thus, in the “Epilogue” to the Slovo a merciful God suddenly appears to show a repen-
tant [gor Svjatoslavi¢ the way out of the Polovcian land and the “true path” back to Rus (Mzopesu
kHa3t0 boev nymy kascemv). He is shown to the good river, which represents the passage from
perdition to the light of salvation. Moreover, because having been told that “it is bad for the land
of Rus” to be without Igor,” we are to understand that Igor is now once again member of the
Christian community of Rus. Proof of this atmosphere of change in the “Epilogue” is not only
Prince Igor’s return to Rus but also the “shining sun,” which has replaced the eclipse that had
symbolized God’s warning:

[LXXXVIII] Connne cebrutcsi Ha HebGech: rops kHsi3b Bb Pyckon
zemin! JIbBuim notors Ha JlyHam, BLIOTCS TOJIOCUM Upe3b MOpe 0
KieBa. iropp baers mno BopuueBy kb cBaThii boropoauum IIupo-
roien.

Thus, discord has disappeared, and Igor’s soul has been cleansed from sin. His arrival at the
church of the Blessed Virgin of the Tower is emblematic of both his societal and his religious
reconciliation. Igor’s “excommunication” has ended and the land of Rus” is united. As has been
noted elsewhere, “Prince Igor’s ascent of Boricev hill, on which stands the church of the Blessed
Virgin of the Tower, symbolically represents his “spiritual rebirth into the enlightenment of
Orthodox Christianity” [Spektor 2001: 484]. In other words, it would be a serious mistake to see
Prince Igor’s return to Kiev as a “mirror reflection” of his setting out for a campaign or as a
“mere conclusion of the natural cycle”; rather one is to view his crossing the river and coming

back to Kiev as the direct consequences of a profound “transformation.”

i, W Sw

B. ZADONSCINA.

[Undol “sky MS.]
[fol. 173"] [i] Ce 60 xH(s1)3b Benukuu JImMutpeu ViBaHoBUUYbL U OpaTh ero
KHs3(b) Bnagumeps AnnpbBuubs nomoamcs B(o)ry um mpeuncrem ero
M(a)t(e)pu, ucresasiie yM CBOM KpbBNKOI0 KpemnocThi0 U MOOCTpHUINA
c(e)paia cBoM MYXKeCTBOM U HANOJHUCS PATHOTO IyXa, ycTaBuiina coob
xpabpbis BoeBonbl B Pyckou 3emab M nomsuyma npagbma cBoero
BennKoro KH(s1)3s Bnagumepa Kuesckaro.
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[fol. 179"] Torna xHu(s1)3b Benukuu Imutpen VMiBaHOBUUbL BOCTYNUB BO
31aToe cBoe cTphbMsi u B3eM CBOM Meub B MpPaBYIO PYKY UM MOMOJMCS
B(o)ry u npeu(u)ctou ero m(a)r(e)pu. C(0)JaHile €My Ha BOCTOK CUSIET U
nyTh noBbaaer, a bopucst u I'nb6s M(0)1(1)TBY BO3JAIOT 3a CPOJHUKHU
CBOA.

[Historical-1 MS]
[fol. 216"] Cuu 60 kH(s1)3b Benukbiv JImMutpen VMiBaHoBuub u 6paTh ero
KH(s1)3p Bunagumep Owunapbeuu nomodsic(s) bo(r)y m np(e)u(m)cten
B(oroponm)us, [iii] CtsikaB ymMb CBOM KPEemocTUIO, M MOOCTpHUINA
c(e)pama cBOos MyXK(e)CTBOM, U HamojJHumac(s) paTHOro mayxa,
ycTaBuia cebe XpamMHbla MOJABKbB B Pycbkou 3emin, M MOMSIHYIIA
npanbaa ceoero kH(s1)3s1 Baragumepa Kuesckaro.

[fol. 218"] Torna xKHs3(b) BEMUKBIM BbCTYNMB BO 371aTO€ CTpbMs, B3eM
CBOM MeuU Bb NMPaBYIO pyKy CBOIO, 1 moMoJsic(s1) B(o)ry u np(e)c(Bsi)Tun
ero B(oropoam)upsl. C(0)aHIIE eMy Ha BBCTOLBI cusetr, a bopuch u
I'nb6b M(0)n(M)TBY BO31AIOT 3a CPOAHUKM CBOSI.

[Kirillo-Belozersky MS]
[fol. 123"] Ce a3b kH(s1)3b Benukbin JImutpuu ViBaHoBUY U O6path ero
KH(s1)3p  Bomogumeps OwnapbuBuu mnooctpuma c(e)paua cBou
MYXECTBY, CTaBllle CBO€I0 KpbmocTbhio, moMsiHyBIIe npaxbaa KH(s)3s
Boaoaumepa Kuesnckaro, 1(a)pst pycckaro.

[fol. 126'] Torga xe kH(s1)3b Beaukbin JAmutpen VBanoBuu ctynm BO
CBO€ 3J1aTO cTpeMs, n Bchbab Ha cBoM OOp3biM KOHb, MpUMasli KOMKe B
npaBylo pyky. C(o)anue emy Ha Bctouh cemTtsiopss 8 B cpeny Ha
p(0)x(e)cTBo mp(e)c(Bsi)Thiss B(oropoamn)iia sicHo cBbeTuTh, MYTH EMY
nosbenaets, bopuck I'nb6b M(01(M)TYy TBOPSTH 3a CPOJHUKM CBOMU.

[Synodal MS]

[fol. 39"] Torna kHs3(b) Bedukuu IMuTpum 3amnakan rapko u peue:
«I'(o)c(no)au B(o)xe mMou, Ha TS ymoBax, Ja He MOCTHIKYCS BO BEKH,
Ha Ja MOCMEIOTCSl Bpa3u Mou». BTep cie3bl CBOM U BOCTYMaeT BO
NO3JIOIIHOE CBOE CTpeMsi UM B3sl Meu CBOM BO MPaBYyIO PYKYy U
nomouaucst b(o)ry u npeuncron ero marepu. C(0)JIHIO eMy siCHasi Ha
BOCTaK, nyT(b) nosenaet, c¢(Bs)Tein bopuc u (I')1e6b MOJIUTBY TBOPUT
30 CPOJHUKU CBOSI.

[Historical-2 MS]
[fol. 62"] Peu(e) kH(s1)3p Beqaukuu [Amutpbu MBanouu: «I'(ocmom)u
B(ox)e mou, Ha Td ynyBax, Aa He NOCThIKYc(sd) B BbkM, HU [1a
nocMerTh MU c(s) Bpa3u TBou MHB». U mnomonsic(s) B(o)ry u
np(e)u(u)ctbu ero m(a)re(p)u 60kun u BchmMb c(Bs)T(BI)MB U TTPOCIIE3S
rOpKO U YTEPh ClIE3bl.
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Commentary on the Zadonscina in Comparison with the Igor Tale.

(i) Previous scholarship often has pointed out that this episode of the Zad, “which
links it with the I.T., provides a description of princes Dmitrij Ivanovi¢ and Volodimer
Andreevi¢, “almost literally is repeated in the description of the psychological state of
Igor Svjatoslavi¢ as he sets off on his raid” [Adrianova-Peretc 1962: 137]. Moreover, as
V.P. Adrianova-Peretc [1962: 137-38] has written:

In this episode of [the Slovo] we find one of the hapax legomena (which is not
found in other Old Rus monuments), namely, the verb form istjagnu [cf. Lixacev
1950: 380]. Investigators, who compare it to the related verb form stjatnuti
translate it in accordance with the meaning of this word, that is, [M.R.]
prepojasal. In the analogous sentence of the [Zad] not one of the copies employs
the verb form istjagnuti, putting in its place the verb that is related in meaning,
[that is,] istezavse [U] ([also] stjaZav [H,] [and] stavse [K-B]). However, not one
of the meanings of the verb istjazati, known in the Old Rus language—[namely,
M.R.] trebovat’, vzjat’, uznat’, issledovat’, mucit’, [and] istjazat’—provides a
satisfactory translation of the phrase, istezavse um svoi krepostiju [U]. Only a
single explanation remains: having repeated almost literally the distinctive
bellicose mood of Prince Igor, having correctly converting the verbs into the
plural, Sofonij [i.e., the alleged “author” of the Zad] “stumbled” on a word that
was obscure for him, [that is,] istjagnu and unsuccessfully replaced it with [a
verb form] that was similar in sound, [namely,] istezavse.

(ii)) Our comparison of the two passages from the Slovo and the Zad reveals
“common textual material” which, however, lays bare not only exceedingly different
motifs but also quite distinct “psychological states” for the protagonists of the two works.
Whereas in the Slovo a thematic clue from Scripture is placed in a structurally-marked
position in order to reveal to the reader a “higher meaning” that places great emphasis on
the “sin of pride” and “spiritual blindness” consuming the soul of one protagonists—
namely, Igor Svjatoslavic—and separating him from God, in the Zad the use of similar
“textual material” serves a completely function. More specifically, in the latter work the
words that functioned as a thematic clue in the Slovo are not employed in reference to the
sinful behavior of either of the rwo protagonists—namely, Dmitrij Ivanovi¢ and
Volodimer Andreevi¢—and do not expose the “expansion through hardness” that is a
distinctive feature of the depiction of Igor before riding off into the “open field.” To the
contrary, the two “brothers”—rather than having “desire burning the mind” and “passion
hiding the sign—behave in such a way as to not create a spiritual barrier between
themselves and God. Indeed—as attested by U, H,;, K-B, S, and H,—the two princes
Dmitrij Ivanovi¢ and Volodimer Andreevi¢ “pray to God and His Immaculate Mother,
before they test their minds with firmness and sharpen their hearts.” It would seem that
the search for glory (c.zasa), as well commonplace attributes of “boldness” (myacecmeso)
and “hardness” or “firmness” (kpsnocmp)—which were conditioned by the larger context
of the Slovo in order not only to describe Prince Igor's behavior but also to reveal a
wholesale condemnation of “vainglory” (csaéa) and “discord” (kpamo.sa)—are used in
the Zad in a manner similar to they way they would be employed in the so-called
“military tales” (voinskie povesti), where they help to describe the mental preparation of a
courageous prince and strong military leader.

(iii) In the Slovo the protagonist rebels against a sign from God (i.e., an eclipse) and
consumed by “spiritual blindness” marches into darkness. As noted above [sequence

14
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XIV], the “sun bar[s Prince Igor’s] path with darkness,” that is, consumed by “spiritual
blindness,” he marches into the darkness of the Polovcian in volation of the will of God.
The sun will only appear, and lead Prince Igor back to the land of Rus, after true
repentance and redemption, which make possible the protagonist's liberation from both
physical captivity and spiritual bondage [sequence LXXXVIII]. In the Zad, by contrast,
no eclipse takes place and the “sun” never departs from the societal and religious life of
the two heroes. That is why—as attested by U, H;, and K-B— when the grand prince
steps into his gold stirrup and takes his sword in his right hand, he again “pray[s] to God
and His Immaculate Mother. Hence, before the battle with the Tatars, the “sun shines
clear for him in the East”; and “Boris and Gleb pray for their kinsmen.” In S, and H,,
moreover, Dmitrij Ivanovic—already in a state of humility and repentance before the
military campaign—"weeps bitterly,” affirming that “he has placed his trust in God” so
that he not be shamed for eternity.” Thus, the Slovo does not represent either the
exaltation of a valiant warrier or the “dominant motif” of Rus defeat on the Kajala in
1185, but rather constitutes a work which focuses first on the sinful pride and later on the
spiritual rebirth of a Rus prince; that is, the work offers a religious exemplum that pro-
vides an message grounded in Christian teachings. The Zad, by contrast, presents as its
leitmotif the theme of victory for protagonists who are in a state of Grace before and after
the battle. God had punished Rus for its sin [through the agency of Tsar Batyj]; but now
the Lord God, who loves man, pardoned and consoled the [Rus] princes, Grand Prince
Dmitrij Ivanovi¢ and his brother Prince Volodimer Andreevi¢” [Jakobson & Worth 1966:
595]. Thus, both works, the Slovo and the Zad, offer a Christian message of a merciful
God seeking man’s liberation from sin, his redemption, and his salvation.

i, W S
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