UDC 78.01+782/785.7+78.07.1

Nosulya Anatoly,
https://orcid.org/0000-0002-3003-6472

Ph.D. in History of Arts,

Associate Professor of Department of Solo Singing

of Odessa National A. V. Nezhdanova Academy of Music.
odma_n@ukr.net

DIALOGICAL CONDITIONS AND SEMANTIC PECULIARITIES OF
OPERATIONAL TEXT FUNCTIONING

The purpose of this article is to identify dialogical conditions and to identify semantic features of the functioning of
opera text. Scientific novelty is conditioned by the application and development of a dialogical approach in the study of the opera,
which makes it possible to reveal its genre mobility and style mobility, and special semantic properties. Methodology. The article
uses general scientific and special methods, among which is a dialogical one, which allows us to detect "symbolic implication™ (A.
Samoilenko) in the opera as our own semantic memory of music; aesthetic, important for revealing the figurative and semantic
content of music, structurally functional, introduced to study the compositional and genre features of music; genre-style, used to
identify the features of the opera text. Conclusions. The system-typological approach proposed by A. Samoilenko largely
determined the further development of the theory of dialogue in musicological discourse and allows a deeper look at many of the
processes taking place in musical creativity. On the way to discovering the features of the construction and functioning of a
musical language, two important research approaches to the opera text problem — hermeneutic and textual, should be identified.

Keywords: dialogue, dialogical approach, opera text, opera genre, semantic features of opera text.

Hocyna Anamonuii Banenmunoeuu, xanoudam uckyccmeosedeHus, 6.0. doyenma kagedpwi convroeo nerus OHMA
umenu A.B. Heacoanogoii

Junajsoruyeckue ycJI0OBHsI H CEMAHTHYECKHe 0CO0eHHOCTH ()yHKIIMOHUPOBAHMSI ONMIEPHOT0 TeKCTa

ILeabio NaHHOH CTATBbHM SBISCTCS CTPEMJICHHWE BBISIBUTH JHAIOTHUECKHE YCIOBHS M O0O3HAYNTH CEMAaHTHYECKHUE
0COOEHHOCTH (PYHKLIIMOHMPOBAHMSI ONEpHOro Tekcta. HayyHast HoBH3HA O0OYCIIOBJIEHAa TPUMEHEHHEM M Pa3BUTHEM
JIMAJIOTMYECKOT0 MOJIX0/Ia B U3YYEHUH OIEpPbI, MO3BOJISIOIIETO BBISIBISITH €€ )KaHPOBYIO MOABUKHOCTh U CTUJIEBYI0 MOOWIIBHOCTb,
ocoOple ceMaHTHYeCcKHe cBoiicTBa. MeTtogosorus. B cratbe mcmonp3yroTcs OOIIEHAyyHBIE M CHELMANbHBIE METOJIBI, Cpean
KOTOPBIX — IHAJIOTHYECKUH, TO3BOJAIOMMN OOHApyKHBAaTh B OIEpe «CHUMBOIMYECKHE HMIIIHKanuu» (A. CaMONIEHKO) Kak
COOCTBEHHYIO CEMaHTHUYECKYIO NMaMsTh MY3bIKH; JCTETHYECKHH, BAXKHBIH JUISI PACKPBITHS OOPa3HO-CMBICIOBOTO COIEPIKAHUS
MY3bIKH, CTPYKTYpHO-()YHKI[MOHAJbHBIH, BBEIEHHBIH Ul M3YyYEHHUS KOMIIO3MIIMOHHBIX M JKAHPOBBIX OCOOEHHOCTEH MY3BIKH;
XKAHPOBO-CTHJICBOH, IPUMEHAEMBII AJIsI BBIIBICHHUS 0COOEHHOCTEH (DYHKIIMOHMPOBAHUS ONEPHOTO TeKcTa. BuiBoabl. CrcTeMHO-
THUITOJIOTH3UPYIOLINH MTOAX0, IpeutoXkeHHbIi A. CaMOiJIeHKO, BO MHOTOM ONpEJeIIII JalbHEHIIee pa3BUTHE TEOPHH INaIora B
MY3bIKOBEIYECKOM JUCKYPCE U MO3BOJISIOT NIyOXKe B3ISTHYTh HA MHOTHE TIPOIIECCHI, IPONUCXOISIINE B MY3bIKaJIbHOM TBOPYECTBE.
Ha mytu k packpbITHIO O0COOCHHOCTEH MOCTPOCHMS M (PYHKIMOHHPOBAHUS MY3BIKAIBHOTO SI3bIKA, ClEAyeT OOO3HAuUThH J(Ba
BR)KHEHIIINX MCCIIEA0BATENBCKHUX MTOAX0a K IPOOIeMe ONEPHOTO TEKCTa — TEPMEHEBTHYECKNH U TEKCTOJIOIMIECKHUH.

KaroueBble cjioBa: THAjor, TUAJOTUYECKUI MOAXOJ, ONEPHBINH TEKCT, ONEPHBIA *KaHp, CEMaHTHYECKHE OCOOCHHOCTH
OIIEPHOTO TEKCTA.

Hocyna Anamoniiic Banenmunoeuu, xanouoam mucmeymaeo3Hascmea, 8.0. doyenma xagheopu convrozo cniey OHMA
imeni A.B. Heorcoarnogoi

Hianoriunuii yMoBH i ceMaHTHYHi 0C00JIMBOCTi PYHKIIOHYBAHHS OMIEPHOTO TEKCTY.

MeTo10 1aHOI CTATTi € parHeHHs BUSBUTH JiaJIOTiYHI YMOBH i MO3HAYUTH CEMAHTHYHI OCOOMMBOCTI (PYHKIIIOHYBaHHS
orepHoro Tekcty. HaykoBa HOBM3HAa 0OyMOBIIEHA 3aCTOCYBAHHSM 1 PO3BUTKOM JIaJIOTiYHOTO IJXOXy Y BHMBUEHHI ONEPH, IO
JI03BOJISIE BUSIBIIATH 11 )KaHPOBY PYXJIMBICTB 1 CTHIIBOBY MOOUIBHICTB, OCOOIMBI CEMaHTHYHI BiIacTHBOCTi. MeTomoJoris. Y crarti
BHKOPHCTOBYIOTHCSl 3arajbHOHAYKOBI 1 CHEHiajdbHI METOIH, Cepel SKHX — JIallOTIYHUHN, [0 JO3BOJSE BUSABIATH B ONEpi
«cuMBoOITivHI imMromikanii» (A. CaMOiIeHKO) K BJIacHy CEMaHTHYHY IaM'siTb MY3WMKH; €CTCTHYHUH, BasKIMBUHA ST PO3KPUTTS
00pa3HO-CMHUCIIOBOTO 3MICTY MY3UKH, CTPYKTypHO-(DYHKIIOHAJIbHWH, BBEACHUH Ui BHUBYCHHS KOMIIO3MIIIMHUX 1 YKaHPOBHX
0COOIMBOCTEH MY3HKH; )KaHPOBO-CTHIIHOBO1, 3ACTOCOBYBAaHUH A1 BUSABICHHA 0cOONMMBOCTEH (PyHKIIIOHYBAaHHS OIIEPHOTO TEKCTY.
BucnoBku. CHCTEMHO-THIIONIOTI3YIOUMIA MiaXia, 3ampornoHoBaHuit A. CamolineHko, 0araro B 4YOMY BH3HAYMB ITOJAJBIIHA
PO3BUTOK TeOPii AiaJIoTy B My3WKO3HABYOMY JAMCKYPCi 1 JO3BOJSIFOTH TIIHOIIIE MOTIITHYTH Ha 6arato mpoIieciB, 110 BigOyBarOThCS Y
My3u4Hiil TBopyocTi. Ha misixy 1o po3kputTst ocobauBocTel moOynoBH i GyHKIIOHYBaHHS MY3WYHOI MOBH, CIiJl TO3HAYHUTH IBA
HaWBaXUTMBIIIUX JTOCITHUIIBKHUX T IXOIH JIO TPOOIIEMHU OIIEPHOTO TEKCTY — TePMEHEBTHYHUHN Ta TEKCTOJIOTITHHM.

KurouoBi cioBa: mianmor, miadoriyHU{ MiAXif, OMEPHUN TEKCT, OTIEPHUHN >KaHp, CEMaHTHYHI OCOOIMBOCTI OIEPHOTO
TEKCTY.
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The relevance and urgency of the chosen topic is explained by the fact that the
development of theoretical questions of the existence of modern opera in the context of a
complex and contradictory picture of the artistic processes of the present is an important and,
at the same time, very complex research task. Among the many arts that received the most
intensive development and substantial renewal in the 20th century, the opera occupies a
special place. The problem of the evolution of the opera genre, its scenic destiny, always
topical issues of opera drama has long attracted the attention of musicologists and music
critics, theatrical figures and theater and opera directors, culturologists and art historians,
including from various related areas of humanitarian knowledge. The study of the problem of
dialogue became topical and received special dissemination in various fields of humanitarian
research in the first half of the twentieth century. Since then, the study of dialogue has
become a backbone in philosophical, literary, art, cultural and music studies. Thus, in the
musicology works of recent years, the dialogue appears to be a problem both for musicology
with its research logic, and for music as a whole in its natural expression of its own artistic
position — "to the extent that both seek not to remain accidental, one-sided, undetected” [9 ,
4].

The purpose of this article is to identify dialogical conditions and to identify semantic
features of the functioning of opera text. Scientific novelty is conditioned by the application
and development of a dialogical approach in the study of the chamber opera, which makes it
possible to reveal its genre mobility and style mobility, and special semantic properties.

Dialogue between various cultural processes and phenomena has existed at all times,
but in the twentieth century the speed of their interaction and influence on each other has
increased significantly. As M. Bakhtin pointed out, every major artistic phenomenon entering
into the "great time™ acquires a new sound and grows "new meanings, new senses"”, on the
one hand, revealing the content covered in it, on the other, “these works seem to grow into
what they were in the era of their creation™ [3]. Often, this happens because of interaction
with another major artistic phenomenon, in which "one meaning reveals its depths,
encountered and touched by another, alien meaning: between them begins a kind of dialogue
that overcomes the isolation and one-sidedness of these meanings, these cultures™ [3, 354].

One of the most topical issues for musicology, as well as for any humanitarian thought, in

A. Samoilenko's opinion, is the question of the resonance of an idea, a statement, a thought, that



IS, on "hearing". "They can explain the need for interlocutors - co-authors, because the words of
M. Bakhtin are valid: humanitarian thought is born as a thought about someone else's thoughts;
it should also be explained as confidence in its "addressees", in those who have to make a final
judgment about the proposed theoretical model — to accept it or reject it, but in any case — to
understand” [9, 4]. Thus, from the very beginning of its formation, the problem of dialogue
moves in a continuous interaction with the problem of reciprocal understanding. These problems
are basic for modern humanitarian research thought, in general, and for musicology, in
particular, since in modern musicology its dialogical nature has become obvious. In addition,
musicology has never needed new forms of humanitarian dialogue so much that "all the forms of
intersubjective communication are meant - all the ways of transforming the phenomena of the
world, the components of life experience into accessible precedents of subjective entry into
reality, therefore, this dialogue immediately rushes to "polylogue™: reveals the multi-voicedness
of human relations, the polyphonic nature of existence and consciousness™ [9, 4].

A review of the literature on the problem. The problems of dialogue and understanding,
the textual and linguistic structure, the problem of the aesthetic as an expression of the
ontological provisions of culture are among the thematic areas and scientific projects proposed
by M. Bakhtin, which are extremely important for our research. In the historical and cultural
heritage of the twentieth century, as well as in the research works that try to comprehend it, we
can find two approaches (sometimes contradicting each other) to the concepts of "the other",
"the stranger”. The first approach can be attributed to the activities and creativity of

existentialists, for whom "the other" always meant "not one's own", "a stranger". Often in such a
position there was no clearly expressed hostility to the "stranger”, but there was always a
suspicious detachment, which gave rise to a feeling of total loneliness of the person who is
forced to live in an alien world. So, in the works of the representative of the French
existentialism of Jean-Paul Sartre, a person appears alone in the choice of actions, as he is in a
position of impossibility to shift the gravity of his life decision to someone else. A man "is
doomed to make own choice by himself" and "is doomed to be free" [11, 344].

Statement of the main material. As can be seen from the author's emotional message,
which is obvious from the text, both the right of choice and freedom are not a blessing, but
rather an inevitability and doom. And although J.-P. Sartre on human existence says - "we are
alone and there is no excuse for us", yet for the comprehension and full comprehension of
one's own being, he needs "the other." The dialogue of the person with the "other" and the

problem of their mutual relations appears on the pages of the works of the representative of



German thought H. Hesse, where "the others" is not "a stranger". It is through relationships
with "others" and the world, in the opinion of Hesse, that the "Ego™ senses and realizes its
life [6].

The leading principle of M. Bakhtin's hermeneutic concept is the discrimination and
isolation of the internal and external words, which, in his opinion, are the basis for the
existence of the understanding itself. Proceeding from this, Bakhtin's understanding is
dialogical and always born on the border of the internal and external, his and others' words.

Thus, the theme of the relationship "Ego™ — "the other", which occupied the minds of
many thinkers and cultural figures of the early twentieth century, leads to a discussion and
understanding of the problem of dialogue, becoming one of the central in European culture.
As mentioned above, it begins to be examined and studied at different levels, in different
areas of humanitarian knowledge — in philosophy, psychology, philology, art criticism and
musicology.

Among the many studies devoted to the problem of dialogue, the works of M. Bakhtin
become leading, and most of the subsequent research is based on them. Thus, V. Makhlin
cites the words of the American scholar Michael Holquist, who argues that Bakhtin
dialogism is now "an open event" of our time precisely as an event and problem of Western
thinking, as a trans-de-ductive moment of American, Canadian, English, Italian, German
and, in general, foreign humanitarian scholarship intellectuals from Princeton to Beijing" [8,
36]. When analyzing the studies that constitute a certain context of the concept of M.
Bakhtin, it should be noted the presence in the European philosophical circles of the intuitive
foresight of the problem of dialogue (the work of G. Cohen, L. Feuerbach, I. Kant, A.
Vvedensky, etc.).

According to the concept of M. Bakhtin, understanding was a fundamentally
incomplete activity, always obeying the rule of circularity, that is, movement in expanding
circles. The repeated return from the whole to the part and from the parts to the whole
changes and deepens the understanding of the meaning of the part, subordinating the whole
to the constant development. He views understanding as embracing the deepest
interconnections in being. It is always a "thought in the world". Truth always "shines
through" the work of art, is to us in revelations and scientific discoveries, in great artistic and
musical works, in philosophical works.

The prophesier of this or that idea sees this light as a whole, in the context of a certain



sense world, a general picture of the world. But always only the "edge" of existence is
revealed. It is clear that this discovery always blinds the person and it seems to him that he
sees the whole. But the whole can only be revealed by the totality of consciousnesses, their
constant dialogue. Therefore, in the concept of M.M. Bakhtin is so important "dialogue".
Dialogue of consciousness, dialogue of cultures, dialogue of times [12].

In philosophical studies, one of the first to address the category of dialogue is the
Jerusalem philosopher-theologian M. Buber, the main idea of which, stated in his works, is
the dialogue between God and man, man and the world, and the main, nodal moment of

human existence is seen in their " meeting ". For M. Buber, the dialogue is not only a
movement toward truth, but also an open possibility that leads to the salvation of man. The
researcher discovers three levels on which dialogue is realized: at the first level are relations
with nature, having a non-verbal, pre-linguistic expression; the second level represents the
life interactions of people who are verbalized; at the third level is communication with
spiritual spheres, which have a non-verbal, supra-linguistic character [7].

In his studies, M. Buber approaches two important questions that will find the most
profound solution and justification in Bakhtin's works, namely, the problem of understanding
and the problem of the dialogue of cultures as the life of culture in "a long time" (M.
Bakhtin). Thus if in the development of the theory of dialogue according to M. Buber, who is
close to theology and existentialism, focused his attention on the psychology of personality,
M. Bakhtin's emphasis is on the psychology of culture.

M.M. Bakhtin begins his philosophical path from the work "To the philosophy of the
deed," it is in it that the researcher declares his desire to build a system of a new ontology, at
the base of which lies the category of the deed [2]. The concept of M. Bakhtin does not
confine himself to the problem of the concept of the polyphonic nature of meaning, in his
works the latter is closely associated with the problem of the dialogue of cultures and allows
us to consider Bakhtin's theory as a cultural hermeneutic.

The principled attitude to dialogue is the main moment of the whole philosophy of M.
Bakhtin, for which the whole world is represented as a dialogical relationship leading to the
removal of the object nature of knowledge, expanding and deepening the subject-object way
of seeing the world as a dialogue. In the linguistic aspect, the dialogic theory allows one to
look at the new "material™ of this science in a new way - it leads to the fact that the word

appears initially split, split into several voices, it can never be complete and closed in itself,



on the contrary - its split leads to the sound of several voices in it, it becomes two-voiced,
and sometimes polyphonic.

Consideration of the dialogical aspects of culture in the works of M. Bakhtin comes
from two points of view: first, from the point of view of creating a culture by a person, when
a person reaches a real life and acquires his own uniqueness precisely in a state of non-
identity to himself, entering co-existence, that is, dialogue with "the other," creating a new
world of an understanding and self-assertive spirit, that is, culture. Secondly, from the point
of view of the culture itself, which the researcher also views as a dialogical process, where
for a complete understanding of its meaning it is simply necessary to make the culture itself
an open, non-closed system, and its manifestations viewed in "a long time".

As A. Samoylenko points out, even the most general and remote dialogue of cultures,
which should be understood as an intercultural form of dialogue, is based on the dyad "Ego -
the Other" [10, 87]. Such interaction ultimately turns into a self-dialog, which leads to the
transformation of the “dialogue from the real to the conditional,” in which "culture” answers
"our questions, not about what it knows about itself, but about the fact that we know about it
"[10, 87]. That is why in the history of musical culture there have been times when
contemporaries of brilliant composers could not hear and appreciate those artistic discoveries
that made descendants talk about them as the greatest achievements of the world musical
culture. So, the contemporaries of Monteverdi, Schiitz or Bach were treated with little
attention to their creativity, however A. Samoilenko believes that they "do not deserve
accusation of neglecting the artistic discoveries of these composers; they did not hear these
discoveries; in their life environment, the music of these authors did not bear those symbolic
meanings by which it shocks the consciousness of descendants” [10, 87].

If we consider the existence of everything around us as a dialogical process, then it
should be emphasized that there is no dialogue for M. Bakhtin, in which loss of Ego and
complete dissolution in the other is possible, since neither man nor culture can lose his
individuality. The process of creativity is considered by him as a self-determination in the
interchange, dialogue between "Ego", "the other" and the social environment, that is, the
process of creativity is inextricably linked with the process of understanding. Thus, M.
Bakhtin said that the whole variety of meanings, the "ambiguity" of "mighty and deep”
creativity is revealed and filled with meaning through understanding — "understanding fills

the text: it is active and has a creative character” [1, 365-366].



Consequently, creative understanding is part of the creative process, as it "continues
creativity, multiplies the artistic richness of a man" [1, 366]. The concept of creativity,
according to the ideas of M. Bakhtin, appears as answers to spiritual needs of the individual,
and the process of creativity is seen as a change in meanings, as an obligatory transition to
another meaning. This is what makes it possible to characterize creativity as a "personal level
of activity", where creativity is the ability to respond and meet someone else, translate
"someone else's" into "someone else's”, overcoming his "alienation" and, at the same time,
making not only his "own".

The fundamental moment in the understanding of M. Bakhtin's creativity is the fact of
his incompleteness, openness, which is understood not as a chain of constant changes, but as
"openness" for everything unknown, new [5]. Thus, for M. Bakhtin, creativity is always a
process of co-creation, since creativity begins where the process of meaning begins, which
enriches the spiritual side of life, gives it moral fullness.

Creativity according to Bakhtin is an act, a "response™ to culture, and the unifying
principle is the idea of "responsibility”. When considering an action from within, his
motivating motives, M. Bakhtin comes to the conclusion that “the responsibility of an action
Is to take into account in it all factors: both the semantic significance and the actual
accomplishment” [2, 103]. Further, the author points out that it is in the act that the
investigative, scientific value is attached to life, since the cognitive act as part of the action is
included with all its content into the unity of the responsibility of the individual [2]. We see
similar ideas in M. Bakhtin's reflections on the involvement of art in life, saying that
although art and life are not primarily an entity, "one", but “should become one in me, in the
unity of my responsibility” [4, 8 ]. In other words, trying to unite the "world of culture” and
"the world of life," M.Bakhtin discovers the possibility of this in the unity of the form and
content of the hero of the work of art. Such an approach by M. Bakhtin becomes a powerful
tool that allows us to comprehend the processes taking place in the music culture and opera,
since it is in the opera that many of the processes about which the researcher speaks are more
visible.

In this regard, the musicological approach to the problem of dialogue and to the scientific
poetics of M. Bakhtin, which we find in the pages of A. Samoilenko [9; 10], is extremely
Important for our research. The concept of dialogue proposed by A. Samoylenko allows us to

reveal the multilevel and methodological duality of the phenomenon of dialogue, and the



study of M. Bakhtin's works (in the works "Musicology and methodology of humanities
knowledgee, the problem of dialogue" and "Dialogue as a musical and cultural phenomenon:
methodological aspects of modern musicology") as an opportunity for methodological
musicological expansion of the "problem of dialogue to the limits of humanitarian
knowledge understanding,” and also in the gradual expansion and deepening of deepening
the dimensions of the phenomenon of dialogue in music — to the limits of music as poetics
and to the boundaries of "large" musical semantics "[9, 386]. The category of dialogue is the
basis and the main tool for discussing the typology of music, which the researcher has at
seven levels.

The first level is meta-historical, epistemological and represents the characteristics of

the noetic sources of dialogue through the concepts of "memory,"” "game," and "love," that is,
it is associated with the definition of the most general semantic orientation of the musical
dialogue and becomes the basic in its typology. The second level forms a dialogue of genre
semantics and style symbolism in music, which makes it possible to embrace it as a whole as
poetics and to discover a special "playful” designation of the composition in this dialogue [9,
386-387].

The "large" semantic dialogue of music makes it possible to characterize the aesthetic
designations of the leading principles of musical poetics (genre, style, composition) in
accordance with the general noetic intentions of the dialogue. In addition, there is an
opportunity to identify the phenomenon of semantic memory and its significance in music,
which not only helps to reveal the nature of the aesthetic in music, but also allows "to reach
the text" — to the dialogical initiatives of musical creative work [9, 387]. At the third level,
there is a direct appeal to the composer's creativity in its genre and style diversity, which
represents a "small" semantic dialogue that expresses intramusical modifications that take
place on the intra-genre, intergenreous, interstyle, interstyle, intra-stylistic, intrastate levels.

This level demonstrates the evolution of dialogue, which allows us to judge the
historical mobility and renewal of musical culture [9, 387]. The fourth level is represented by
the interchange of structural and semantic properties between different levels of the musical
text, which makes it possible to define this level as a textual level. The fifth level of dialogue
Is revealed by A. Samoylenko from the evolution of musical art - certain types of dialogue of
M. Bakhtin are considered from the point of view of their correspondence to a certain

historical stage. Thus, the first, early "precompositional” stage is represented by a dialogue



of identification and a dialogue of consent; the dialogue of disagreement and the dialogue of
disagreement characterizes the baroque-classicist period, retaining certain qualities in the
period of romanticism and becoming especially important for nineteenth-century Russian
music as the starting point of composer poetics; the third type of dialogue - the form of the
dialogue "by inaudibility” ("dialogue of the deaf") and the prognostic dialogue introduce us
into the twentieth century; the fourth type is the "default" dialogue, and such a form as
"nostalgic™” dialogue characterizes the work of the second half of the twentieth century [9,
388]. The sixth level forms the identification of compositional forms and methods of music.

At the final, seventh level, there is a "cathartic typology of musical influence that
reveals the correspondence of the catharsis phenomenon to the overall structure of the
musical dialogue, directly related to its fifth level - allows us to talk about the variety of
cathartic techniques in their semantic community, the significance of the final moments of
musical form and aesthetic self-worth "formal logic" of music. The leading ones are the
declarative, clarifying, veiling detached and eliminating types of catharsis in music"” [9, 388-
389].

Conclusions. The system-typological approach proposed by A. Samoilenko largely
determined the further development of the theory of dialogue in musicological discourse and
allows a deeper look at many of the processes taking place in musical creative work. On the
way to discovering the features of the construction and functioning of a musical language,
two important research approaches to the text problem — hermeneutic and textual — should be
identified. Textual research and textology as a science reveals the level of canonicity of a
text, comments on its content and makes attribution; Hermeneutic studies are aimed at
interpreting, understanding, interpreting the text; the artistic alignment of the text and
structural and compositional principles is studied by poetics. The hermeneutical approach
unites the group of studies on the interpretation of the text, the textological approach is, on
the one hand, the method of establishing the parameters of the source text, its origin, on the
other — can be interpreted as widely as possible in modern semiotics and text philosophy:.
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