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ABSTRACT: The study presented in this article is based on a corpus of 200 songs by a Russian
poet and singer Boris Grebenschikov. The cognitive space of sacredness is one of the key
spaces in the artistic discourse worldview of Boris Grebenschikov. The authors emphasize
that the sacredness in the interpretation of the Russian poet does not relate to any specific
religion. It is universal and mystical but, at the same time, it is emphasized anthropocentrically.
The authors demonstrate the specifics of the poet’s artistic depiction of sacred phenomena,
physical objects and substances through explicit and implicit lexical nominations and
descriptions. Descriptions of impossible or unknown spatial-temporal phenomena, events,
and hidden knowledge are referred to as markers of the implicit representation of the sacred.
The same goes with the names of especially important substances, e.g., salt, water, dust and
unnatural phenomena. The linguoconceptual analysis of Grebenschikov’s idiostyle aimed
at uncovering the cross-cutting motives and characteristics of the poet’s entire work is
of a functional and pragmatic nature.
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1. Introduction

Boris Grebenschikov (transcribed also as Grebenshikov or Grebenshchikov) is one
of the few cult figures of modern Russian culture, recognized in the public sphere
by the abbreviation BG. In the British and American mass media, he is also called

99 <c

“Boris Purushottama Grebenshikov”, “the Russian rock legend”, “the Bob Dylan
of Russia”, “the founding father of Russian rock™ or “the grandfather of Russian
rock”. Nevertheless, almost every encyclopedic article contains the phrase “known
simply as BG”. These two letters hide a multi-faceted personality: a rock musician,
a long-time leader of the Aquarium rock band, a songwriter, a bard, a poet, a novelist,

a philosopher, and a translator of philosophical texts.
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M. Bowden (1998, 36) writes about Grebenschikov and his songs:
“the quiet, intense artist and his subtle, often mystical lyrics”. One of the predominant
features of BG’s work is the richness of the lyrics of his songs with markers
of sacredness, transcendence, and metaphysics; but, at the same time, the sphere
of sacredness in BG’s texts is deeply anthropocentric. It seems that the mystical,
divine, metaphysical entities do not exist in some sort of a transcendent space, but
in the soul (consciousness) of the person themselves. Talking about divine or sacred
rock stars very often arouses suspicion or apprehension of insincerity. However,
this is not the case with BG. D. Schabner (2006) put it very accurately: “There
is a lightness in Grebenshikov’s tone, a playfulness in his voice that makes what
could be just more unbearable pompousness from yet another deluded pop star
seem like, well, common sense”.

The article is devoted to two most interesting components of BG’s authorial
style — the sacralization of the world, and the implications of sacred content both
in the semantics of his poetic texts and in the linguistic means of his idiostyle.

2. Material and methods

We do not limit ourselves to the traditional linguistic analysis of individual BG’s
texts, because we are primarily interested in his style, and therefore not only the
invariant system of linguistic means of artistic expression but, above all, the invariant
system of precedent units of a cognitive nature as a collection of concepts, motifs,
images and judgments characteristic of his artistic thinking. For this purpose,
we used the method of non-selective collection of examples (i.e., all the lyrics
of BG’s songs that have been made public so far have been analyzed), and then
a conceptual analysis of their semantics was carried out to establish concepts and
judgments of a sacred nature. The most interesting research material is the ways
of covert explication of sacred contents, because they are quite often interpreted by
the audience, but also by many researchers, as explications of profane meaning. In the
material of over 200 texts, we have distinguished and described the most important
conceptual and linguistic units of the implicit expression of the sacralization of the
world by the Russian rock-poet.

When analyzing the image of the sacred sphere in BG’s compositions, first
of all, special attention should be drawn to many markers of sacredness that appear
in the titles of his works. In total, in 50 of his texts, the titles directly indicate
sacred beings and phenomena. This is both a direct reference to divine persons
and entities (e.g., “The Lord knows best”, “Silver of My Lord”, “God of Zimogors”,
“St. Herman”, “Angel”, “Ivan Bodhidharma”, “Black brahmana”, “The Hierophant”,
“Anthem to Anchorite”, etc.), and a reference to mystical, fairy-tale, or mythical
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phenomena (e.g., “Hunting for unicorns”, “Sirin, Alkonost, Gamayun’
Sister Ho”, “Little Fairy”, “Faun”, etc.).

Most of the titles have evident sacral orientation, as indicated by the lexemes
used in them from the appropriate thematic group (“On the road to Damascus”,
“The shadow of your wing”, “The Son of the Carpenter”, “Eagle, Taurus, and
Lion”). Some of these titles contain cultural allusions and metaphors that indicate
their transcendent meaning. However, some of the mentioned names may raise
doubts, as they contain lexical units whose sacred meaning emerges only after
analyzing the text of the song (“Secret Uzbek”, “The rider between heaven and
earth”, “Nikita Ryazansky”, “Word of Paisius the Apiarist”, “Ficus religiosa™) or even
after examining the entirety of Grebeschikov’s work (“Dead sailors don’t sleep”,
“Ice Ax Sutra”, “From a shining void”). Similar markers appear in the very album
titles of Aquarium, throughout BG’s work: “The Temptation of the Holy Aquarium”
(1973) “Our Life from the Viewpoint of Trees” (1987/2011), “Hyperborea” (1997),
“Bardo” (1997), “Lilith” (1997), “Refuge” (1998), “Prayer and Fasting” (1998) and
“Oracle of the Divine Bottle” (1998/2010).

These are the only explicit allusions to the world of a transcendent being.
In many cases, the sacred or mystical meaning of song titles and album titles becomes
apparent only after listening to them or reading the lyrics. If we take into account
the meaning of Grebenschikov’s song texts, it is easier to name those in which the
sacred and spiritual moment is completely absent than those in which it is manifested
to one degree or another. After a prior analysis of the corpus consisting of over
450 song lyrics, we have selected 200 for this article. All the examples from the
lyrics are given according to the book of BG’s songs (Grebenschikov 2007), while
all newer texts are cited according to the information portal about the Aquarium
band (Aquarium. Handbook).

In these songs, the semantics of the sacral has a sufficiently transparent
representation. It does not imply that other songs do not have it, but the disclosure
to reveal it would require extensive descriptions. The main substantive limitation
of the material for this article is that we purposefully did not consider lingual
sacred concepts and mystical persons (entities), focusing only on the sole sacred
reality (space-time, events, occurrences, knowledge) as well as sacred phenomena
(substances and things).

, “Immortal

3. Results and discussion

3.1. Theoretical reflections

Many researchers pay attention to the cognitive structure of the poet’s work,
connected with the phenomena of sacredness. However, for some reason, most
of them focus only on religious (or even only on Christian or Orthodox) themes
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in his works (see: Logacheva 1996; Smirnov 1999; Shogentsukova 2000). It is
quite true that “religious issues are, one might say, a constant of BG’s creativity
and his songs are literally ‘stitched” with biblicism, which are fragments of the
main religious text in European culture — the Bible” (Eremin 2011, 12-13), and
that “if we set a goal and prescribe Grebenschikov for the ‘Taoist” or ‘Buddhist’
departments, more precisely, for the department of the so-called ‘new religious
movements’ (NRM), we will not lack evidence” (ibidem, 20).

Grebenschikov did repeatedly emphasize his commitment to Christianity (and
specifically to Orthodoxy), Buddhism, Taoism, Neo-Hinduism, Rastafarianism,
and showed interest in Celtic Druidism, Siberian Shamanism, as well as other
mystical teachings and magical practices. Moreover, the poet does it almost at the
same time, emphasizing his transcendent universalism and pointing out that all
these spiritual teachings are just different forms of understanding the transcendent.
In the song “Sycamore” we hear: [ drink to loyalty to all the gods without names.
The transcendent position of Grebenschikov, and to an even greater extent the
position of the poet BG (we tend to distinguish between these two personalities
functionally), is much broader than any religious stance; and it is not inductively
dialogical, but deductively universal, generalizing. He calls this worldview mystical.
However, as always, one should carefully read the meaning of the used terms,
without relying on their encyclopedic meanings: “There are no restrictions in the
life of a mystic person; everything in him is balance, reason, love, and harmony. The
mystic person accepts any religion, and yet he is above what people call religion”.!
The concepts of the mystical and the sacred entities in Boris Grebenschikov’s artistic
worldview are much broader than those used in individual religious teachings.

D. Rumyantsev (2008) quite accurately captured this feature of the poet’s
worldview, calling it the “concept of love™:

BG does not adhere to a specific creed, as he, himself has repeatedly said in interviews.
He is interested in all the ‘non-everyday manifestations of life’. Hence, such a religious
eclecticism. [...] That is, the rock musician has long gone beyond confessional limits
and developed a universal concept for himself, which is especially vividly implemented
in the latest albums of ‘Aquarium’. This idea is the key to Grebenschikov’s special
[...] worldview. I would call it the ‘concept of love’ (Rumyantsev 2008).

The sacred entities in BG’s texts are not only divine, as we have already noted
above, but also any otherworldly, mystical, magical, fairy-tale, i.e., transcendent
as such. At the same time, the phenomena and entities of different religions
or transcendent images of the world in these texts quite organically coexist
in a single sacred space, and the latter are closely connected with the natural world
and often penetrates the ordinary world of the profane, i.e., in the public sphere.

I http://aquarium.ru/misc/aerostat/aerostat62.html (accessed 18.12.2020).
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This last circumstance complicates the recognition of BG’s artistic image
of sacredness. The semantic representation of the sacred sphere, in contrast
to the analogous representation of all the other cognitive spaces, also presents the
complexity that, when it comes to nature, human feelings and thoughts, or about
social relations, the subject of artistic representation in BG’s works operates with
more or less explicit markers in the form of lexical nominates of natural facts,
artifacts, or info-facts indicating the anthropic character of the depicted. In the
case of the sacred-spiritual sphere, there are relatively few such markers. These
are, first of all, nominees of sacred and mythical entities (the God, the Lord, an
angel, an archangel, a cherub, a devil, a demon, a mermaid, a faun, a unicorn,
a sirin, etc.), as well as nominees of various religious persons, mystical objects
and phenomena (saints, Buddha, Bodhisattva, Mahasiddha, Bodhidharma, Moses,
Seraphim, Brahman, a hermit, a priest, a patriarch, a pope, a lama, a guru, heaven,
Eden, Hell, a church, an altar, a cross, Mahamudra, Kagyu, nirvana, samsara, etc.).

Still, much more often and more profusely, BG uses ordinary vocabulary
or descriptive techniques to depict transcendental phenomena. Many such
presentations have the character of implicit explications and require an appeal
to the subtext meaning, and, in some cases, also a special interpretation. In general,
it should be emphasized that the peculiarity of Russian rock is that it is not so much
music as poetry, requiring a close attention paid to the text. S. McGrane in a BBC
Culture article noted: “Tending towards the literary, rock in Russia is an art form
practiced by intellectuals” (McGrane 2014).

The last thing one can say about BG’s texts or Grebenschikov’s work is that
it is “firstly, Orthodoxy and only secondly, art” (Solovyov 1990), even if you use
“religious” instead of the word “Orthodoxy”. Religious and confessional differences
in BG’s vision or understanding of the divine become unimportant, cf. in his
song: “Buddha wanders round Golgotha and exclaims ‘Allahu Akbar’” (“The Great
Railway Symphony”). At the same time, God and transcendent being, in the works
of the poet, appear precisely as proper human values, characteristics, and essential
properties of the spiritual sphere of experience. Life ceases to revolve around God.
There is an opportunity to fully focus on human happiness — on the human soul
because “It is known that the soul has the power of a nuclear bomb, but around
it dance the Lama, priest, and Rabbi of the hopeless steppes” (“Zoom Zoom Zoom”).
To the question “is the Soul for God or is God for the soul?”, BG’s answer is clearly
in favor of the second solution. This is anthropocentrism, but one of the believers.
All Boris Grebenschikov’s public activities consist of his artistic work (as a poet,
composer, musician, singer, showman, novelist and artist), translation activities in
the field of Eastern philosophical teachings, and economic activities in the field
of show business. What Grebenschikov has not been noted for was the creation
of religious cults, the organization of religious meetings and rites, as well as the
creation of religious teachings or doctrines, and the writing of religious texts. BG’s
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song lyrics are not suitable for performing during worship services in churches
or pagodas. This is art in its purest form, intended for aesthetic perception.

Moreover, it is not just art, but verbal art, literature, poetry, in which playing
with language (Russian) is the dominant technique. BG attempted to write in English
(he even released two English-language records), but his adventure with the English
language, as well as with Western show business, ended in a complete failure.
His poems primarily focus on the Russian word. Schabner remarked this BG’s
feature:

When he was lured to the United States in the late 1980s to record an album with
Dave Stewart and was touted across the country as the next megastar, the experience
left him disillusioned with the American music business and confirmed for him that
the Russian language is central to his art (Schabner 20006).

J. R. Barton expressed the contrast between the linguistic nature of BG’s rock
songs and the American style of presenting rock as follows: “Able to express
everything from sarcasm to hope to despair in a single word of his native tongue,
Grebenshikov’s voice was now lost in a din of synthesizers” (Barton 1998).
This is also noticed by an Australian researcher of BG’s creativity H. Vyhnal:

In Russia, Grebenshikov’s popularity was due not only to his great musicianship,
inexhaustible creativity, and personal charisma but especially for his pioneering work
in the use of the Russian language as a rock voice. Asking Grebenshikov to sing his
songs in English was like asking Bob Dylan to sing his in Russian (Vyhnal 2018).

However, that is not all. It is not the Russian language itself and not the words
themselves that are important in BG’s texts, but precisely the game the poet plays,
the sense of what is behind these words, what he does not say with these words.
Barton caught it pretty accurately: “Grebenshikov’s voice has a beauty and intensity
that transcends language” (Burton 1998)

3.2. Lingual concepts of sacral entities in BG’s artistic worldview

The sphere of sacredness (containing, inter alia, transcendental lexical concepts,
conceptual motives and images, as well as conceptual judgments about the
transcendent) is, in our opinion, one of the key components of the BG’s artistic
image of the world, both from the semantic and pragmatic side. Most of the
linguoconceptual units that make up BG’s cognitive sphere of sacredness are
expressed in his texts implicitly — through lexical units with the meaning of natural
phenomena and various kinds of substances.

The sacred realities depicted in BG’s works can be divided into two groups:
on the one hand, they are various kinds of transcendent circumstances, on the other
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hand, divine and mythologized beings and objects. To the first-order transcendental
entities, we refer the description of everything impossible in the profane world
— the existence of non-existent, miracles, mystical places, and events, as well as
the image of secrets, secret knowledge, and signs.

3.2.1. Lingual concepts of impossible reality (space and time)

BG’s texts often mention the presence or possibility of the impossible (here and
below we provide only some examples from the general data corpus including over
200 texts with hidden semantics of sacredness):

(1) Hapucyii Ha cTene moeii To, uero HeT (Ctains), Tel Buanms To, yero Het (Ko-
POJIb TIO/ICO3HAHBS), S1 CIBIITY TIJIECK BOJIH, KOTOPBIX 3/1eCh HET (DIEKTPUUECTBO),
MBI IpojoIKaeM NeTh, He 3aMeTUB, uTo Hac yxke HeT (I[Toka He Havascs axas),
Berep kauaer Ha;1 HUM BeTBH, XOTs BeTpa ceronus Het (Habmronarens), Hayun
ONpaBIaHUSIM TBOUM, KOTOPHIX HEeT (IIbtib), C 01HON CTOPOHBI CBET; a APYyTroi
cropoHnsl HeT (Jlacrouka), A TaM cymMpak U OECKOHEUHBIH 1Ty Th, KOTOPBIA HUKY/1a
He BezieT (KpacHas peka), etc.

On the contrary, the idea can also be represented in the absence or illusory nature
of the real:

(2) HeiicTBUTENBHOCTS MO-TIpeKHEMY HemocTxkuMa (Betka), S mpaBaa cToro, HO He-
nmoHsATHO Ha yeM (Crerka mbsiH), S cToro Tpen meif3axeM, rje BcE Kak BCeraa,
HO Ha OIIYITb HETIPOYHO, Kak IbIM (IIpuKypHBaTh OT IyCTOTEI), [...] BCE Kak Bcerna,
HO Ha OIIYIIb HeMPOUYHO, Kak AbIM ([IpukypuBaTh OT mycToTHl), OCTaHYCh TO JIH
OBLITB, TO U HEOBLTH. DparMeHTOM MEXY TeHBIO U cBeTOoM (DaBH) etc.

One of the markers of inexistent (or unreal) reality is the motive of the presence
in things, phenomena, and events of something more than just what we think:

(3) brraromapro Tebst 32 3TOT ap, YMEHbE CIIaTh U BUACTH CHBI, CHBI O 4EM-TO OOJIbIIIEM
(Cubl 0 uem-10 O0mbiIeM), CrioTe MHE YTO-HUOYb, YTO OOJIbINE, YEM CJIaBa,
4TO-HUOY/1b, uTO OOuIbIIE, YeM cMepTh (IlapycHsrii Guot), MHOTrAa 3TO cTpanHo,
WHoraa 3To Oosbiie, yeM s ([ Buratscs nanbiie), Ix kopadib pazoOpasia Ha ya-
CTH OXpaHa, HO OHM YIUJIBIBYT, KOpOJIeBa, €CTh Bellu cuiibHell (PoxnecTBeHckas
necHs) etc.

The concepts of impossible/mystical time (curved, stopped, reversed, or forming
a so-called “time loop”) are also significant in this sense:

(4) 3aBTpa HEe MpUJET, y HAC OIATH UAeT Buepa ([lyi), [...] ¥ monaeHs IuIniIcs MOYTH
4TO TpUHAAUATHIN yac ([leHp mepBrIit), KOTOphIN MeHB MOIPST B MOEM TBOPE
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crout Bropuuk (I'oy6oii nBopHUK), U eHb, HACTY A0 3aBTPA, JIBE THICSYH
neT kak mpoxuT (PoxaecTBenckas necHs), Tak U )kMBeM, He IPOIYCTUB HU JHS,
HO KaXKJbli IEHb MPOXOAMT Kak Obl JBaxk bl (Opeu, Teinen u sies), 1 Bpems uner;
HO, IO-MOeMY, TO Tyaa, To ctona (ITucemo B 3axonycThe), etc.

It can also be an impossible/mystical place:

(5) [...] ecT nBE 3eMIH, B Y HUX HUKOT/Ia He OBbIBaJo oOmmx rpanuil (CenbcKue Tean
W JDKSHTIIBMEHBI), B etre He oTKphIToi 3emute [...] maeT Manpunk (Mamnpunk), [Tomo
MHOW HET JTHa, HaBepXy HaJo MHOH cTekio (JIyHa, ycrokoit MeHst), HeGecHBIi
rpax MepycaximM rOpUT CKBO3b XOJIOJ ¥ JIEI, ¥ BOT OH CTOUT BOKPYT HAC, U JKJICT
Hac, u k1eT Hac ({yOpoBckuii), [logo MHOM HET THA, HABEpXY HAJ0 MHOU CTEKIIO
(J/Iyna, ycniokoit MeHs1), etc.

These places in BG’s texts also include the Paradise | Eden, Hell, Tir na nOg, Red
river, streets of dreams, dungeons of green shadows, a delta nest, a rain house,
a real sky, black water, a different world, a field in the morning, Golden blue
or a place where gold is on blue, the place behind the doors of grass, behind a wall
of ice, or behind the grasses and trees, the place in the hands of the wind, on the
other side of the glass, or the other side of the mirror, and similar. The 1976 album
by Aquarium is called “From the other side of the mirror glass”. A special case
of such a sacred place can also be the border of spaces, interpreted by the poet as
the border of worlds: a wall (often glass), a door, a window, a threshold, a bank,
a river, that side, etc.

In turn, the concept of illusory reality, which is opposed to the transcendent
world as “this side”, is often verbalized in BG’s images of scenery, cardboard/paper,
plywood, plastic, smoke, or toys as fragile or artificial materials and surrogate
objects that create the appearance of reality:

(6) Becs mup — 3710 nexkopanus (Ko3ziasr), Mbl 10ATO IUIBUTH B AEKOPALHUSIX MOPSI, HO
BOT oHU — (hanepa u kiei (Tens), DTa kOMHaTa clenaHa u3 kaprona (TepamnesT),
B nHeGecax u3 kaptona sietart orau (FOpbeB ienp), Haim pyku npUBBIKIIY K I1J1aCT-
Macce, Halli pyKu 00siTest qepskath cepedpo (S mporiry Boay), CKBO3b I1acT™MacCy
n xxecth MBan bonxunxapma ckioHeH BuaeTh aepeBbs (MBan boaxuaxapma),
HenpuctynHsle CTEHBI, B KOTOPBIX 5 OMIICA, OKA3aJIUCh JCIIEBON UTPYIIKON ymMa
(ITpukypuarp oT nmyctoTsl), KamenHblIit nos, OymaxkHsie ctenbl (Jukuii men),
B manpmax ero Boma npespaimanack B 16iM (ITouemy He magaet HeOO), etc.
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3.2.2. Lingual concepts of miracle and esoteric knowledge

One of the most frequent precedents in the “sacred sphere” cognitive space, in BG’s
artistic world, is the concept of an impossible/mystical event (act). In a highly
simplified form, this kind of magical, fairy-tale or magical events could be summed
up under the concept of a miracle:

(7) Korna Boctok craner CeBepoM, U SIHTaph CTaHET ME/Ib, KOT/Ia HEMbIE Ha YJIHIAX
HayHyT yunuThb TeOs nethb (Tam, rae B3oitnet Jlyna), TpamBaii yxe men Tam, rae
He OBLJIO PEeNTbCOB, BBIXO/s HAPIMYI0 K KoubIly (TpamBaii), OH BbIIIEN B OKHO.
U on cienan Tpu nrara — 1 ynaJj He Ha 3eMJI10, a B Hebo. (Ha ee ctopone), Mope
paccTymuiIOCh epesio MHOM, He BhIJIEPKaB skapa OTHS [...] Sl TOMHIO, KaK yUuIICs
XOJIUTh, YTOOBI HE CIMIIIKOM KacaThcst 3eMJIn (51 He Mory oTopBaTh riias ot Tebs),
51 OB CHSATOLIMM BETPOM, 51 OBLJI TIOJIETOM CTPEIIBI, 51 IIEJI [0 CIIEY OJICHS CPEIH
BhIcOokuX aepeBbeB (Kan ['onno), etc.

The next cognitive precedent characteristic of BG’s sacred sphere is the concept
of secret / esoteric knowledge. Usually, it is either something unknown or incom-
prehensible:

(8) MbI IUTH AAJIEKO, [ITH 32 TIPEKPACHBIME TAifHAMH, IIIJTH TOTOMY, YTO HHAYE HEJIb3sI
(He6o mBeTa moxs1), Kak MbI 31ech xuBeM — Bennkas TaitHa (Bpems N), THorna
9TO CTPaHHO, HHOTA ATO OoTbIIe, 4eM 5 ([IBurarbcs manbiie), MeHs Obl He OBLIO
3/1ech, Koraa Obl He TaitHas MuitocTh JIynsl (Ceparie U3 mecka), etc.

Also, it is portrayed as something incomprehensible, preferentially secret, hidden
from outsiders (the uninitiated):

(9) MHe ckazanu, 4TO K 9TUM BHHAM MOAMEIaH TanHCTBeHHBIH s ([lecHs nis HO-
BOro ObITa), BoT myTh, KOTOPBIiL s ocTaBiio TaliHOW (CHBI O 4eM-TO OOJIBILIEM),
s 3HAK0 MHOTO, O YeM S XOTeJI Obl CKa3aTh, HO €CTh TO, YTO HUKOT/IA HE IOBEPUTH
cioBam (JIro0OBB — 3TO BCe, UTO MBI €CTh), Kak skajib, 4TO T€, KTO 3HAJI — MOJTYaT
nipo cBoit cekpet (ITnonepckas 38), A Te, KTO 3HAIOT, B U€M JIeJ10, 3HAIOT U OyAYT
Moutuath (Taiiabiil ¥Y30ek), Te, KTo 3HAET, 0 YeM UJIET PeUb, TOXOXKHU Ha TeX, KTO
ciut (Kak nBmxercs nen), etc.

In other instances, secret knowledge about how things “really” are:

(10) B xaurax HamucaHo, 9To Bc€ ObLTO 3psi. Ho HET HU ciloBa PO TO, 9TO HA CAMOM
nene (TemHbIi, Kak HOYB), Ho MBI 3HaEeM, 4TO O TIIABHOM HE ITHINYT B ra3eTax
u o TmaBHOM MonauT Tenerpad (Kamuran Boponun), [...] ecTh HEM3BECTHBIH
Tebe SA3BIK, Ha KOTOPOM CKa3aHO BCE, YTO ThHI XO4Uellb 3HaTh (TeparmesT) etc.
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3.2.3. Lingual concepts of sacred substances

The last group of objects that should be considered is sacred objects and substances,
i.e., various kinds of substances (water, air, fire, earth, stones, metals, etc.), which
traditionally or by BG himself are assigned certain transcendental properties and
potencies, including magical things depicted during the presentation of the sacred
sphere.

First of all, we should recall the four elements (earth, water, fire and air) that
the poet uses most actively, including them in his repertoire of cognitive precedents
as artistic concepts. The use of the elements as sacred markers is one of the most
characteristic methods of depicting the transcendent world in BG’s texts:

(11) Ho ThI peOCHOK BOJIBI M 36MJIH, a 51, 51 CbIH OTHs ([lepeBo), [...] U mIaMst COXKKET
MHe cepaue (MBan-uaif), He Ob110 it oTaens s orous oT Bojsl (Kak Ham Bep-
HYTbCs 1oMO#1), Tam, ryie MBI 11T, TaM JIUIIb HeOO 11a 3eMJIsl, HO BETEp MpPHUJIET,
1 Hac y>xe He xanb (Laps! u3 xpycrans), etc.

In some cases, the concepts of traditional elements are introduced into the text
through the related concepts of a star (associated with fire) and wind (associated
with air):

(12) Ecmu mamarot 3Be3/bl, TIOJCTABUT JIM KTO-TO JIa10HB? (JpeBH:SA KPOBB), S KISTHYCH
Ha ymasiiei 3Be3/ie (My3bika cepeOpsiHbIX CIHIL), 3apBIBIIHIT B 36MJIIO BeTEp
B UTOre NOXHET ypara (Pyxuyi), DTo ceBepHbIil BeTep. Mbl y HETO B JIaJIOHIX
(Anenaunna) etc.

There are a vast number of such examples in the corpus. It makes no sense to cite
all the examples of sacred pragmatism concepts assigned to natural facts in the
worldview of BG, for in his works, one can barely find a normal description of nature,
it becomes rather mystical. However, even in those cases where the text content
seems to be descriptions of natural phenomena, which means that they are more
likely to be the image of some transcendental entity or event:

(13) Tam, rae ObLIa BOAA, — MbLITb, TaM, e ObLIa 3eMJIst, — TbLIb (MBI HUKOTA HE
CTaHeM cTraplie), A HaJ| ToJieM CTOMT 3Be3/ia — 3Be3na 0e3 mpuunHbl (Thl Hy)XHa
MHe), U B ero namonsix ObuI JieHd, a B ee J1anoHsAx Bona (Bo3BpamieHue 10Moif),
OTtpakeHus 3Be37 Ha Boje ykassiBasiu myTh (Hoxku boaxucarTsel) etc.

All kinds of stones are marked in the sacred relation of objects in the idiostyle
worldview of BG. They contain secret knowledge, feelings and powers, as well as
they can serve as mystical signs or magical tools:
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(14) [...] nepxanu kamuu B nagoHsax (MckyccTBo ObITh cMUPHBIM), ['OBOPSIT, 4TO
KaMHU pbIJajii, KOTJa pBajachk :KUBOTBOpHas HUTH (Ha ee ctopone), Kamuu
JIeNatoT BUJ, uTo crsit. HebezonacHo nmeTs eiio ¢ HuMu witk co MHoit (Haponnas
necHs u3 [lanamoca), [...] KaMHU B MOMX pyKax, KaMHH, JepKaliue MUp, — 3TO
He o71HO U To e (TaHIpl HAa TpaHU BECHBI), etc.

While most of the material manifestations of the “classical” elements are positively
connoted in the works of BG, the macro-concept of ice usually serves as a sign,
or even an embodiment, of metaphysical (or moral) evil. Ice walls, floors, and
ceilings are usually associated with the inability to escape from a closed profane
space, but, at the same time, going under the ice is a clear sign of death:

(15) U B ompaBe ux r7a3 ToxbKo nex u Tyman (Ctans), M B ero mamoHsx ObLT Ief,
a B ee magoHsAx Bojaa (Bo3Bpamierne gomoit), mox ro0koit nensuas opors (Llaps
cua), Koryia Bo31yx 3aTMHUT 4€pHast MbUTh U KPOBb OKAXKETCS CXBAYCHA JIHJIOM
(ITepen Tem, kak onsITh MOMIET cHer), BO3bMU B 11a/I0Hb T€MeN, BO3bMU B JI/IOHb
nen (JleGenunas cTanp), etc.

Nonetheless, the ice drift, the melting of ice, or the deliberate breaking of ice
barriers is a sign of spiritual liberation and rebirth:

(16) A 4T0o0OBI MPOOUTHCS K BOZE, HY)KHO cepalieM pacTonutk 3ToT Jex (Kpachas
peka), (...) BpeMs yUUTbca CMOTPeTh, Kak ABrkeTcs jen (Kak nBukercs nen),
W s ne 3Ha10, uTO OyIET CO MHOM, KOT/1a B pekax ABuHeTcs nen (B atom ropoze
cHer), 1 nen Ha peke, TeKyllel CHapy>XH, TAeT B TOYHOCTH TaK, KaK JieJl, 4YTO
BHYTpH (IlecHb BeceHHEro BoccTaHOBJICHUS), etc.

The exact opposite of ice is pragmatically silver and salt. Moreover, if the concept
of silver is a direct attribute of God, allusively referring to the Bible, then salt in the
conceptual space of the studied artistic worldview is understood as the center
of spiritual power:

(17) Hawm omsith He xBartaeT Te0s1, Cepedpo ['ocmoga Moero (Cepedpo ['ocmoga Moero),
U xorna Hactynut eHb cepedpa (KameHHbI# yrob), Mbl TaHIlyeM yIHMBUTEIbHbIC
TaHI[bI, IpeBpainas cepedpo B meab (Hamu Topryior), BozbMu MeHs B miaamst
U BBDKTH ITYCTYIO MOPOJLY, U OCTaBb cepedpo (OxoTa Ha eUHOPOTOB), etc.

(18) Conenas Boza paspeiunia Mae Modath. ColieHas BoJia 3HA€T MEHS HAU3YCTh
(MepTBbIe MaTpOCHI He crsiT), Thl MOXKeEIIb Ha3bIBaTh MeHs «coiib» (Conp), Korma
COJIb TEpsIET cuiy — oHa ctaHoBuTcs s ([Ipuinen muth Bofy), etc.

The title of the eighth album by Aquarium released in 1984 also refers to the sacred
concept of silver: “Day of Silver” and the album of 2014 is called “Salt”.
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A somewhat more complex sacred substance in the idiostyle picture of the
artistic world of BG is ashes. The macro-concept of ashes, on the one hand,
contains the semantics of destruction, the state “after the end”, but, on the other,
it is a substance of pure spiritual existence (a trace of purifying fire), devoid of any
connection with the life and vanity of the “worldly”. As noted by O. Sushchinskaya,

Lao Tzu wrote that a perfect heart is burnt like coal. Like in Road 21, your eyes are
like ash. You only see what’s there. You can’t see the good or the bad anymore. You’re
all burned up like a tree. Before the ashes. There is no judgment in the ashes. It has no
substance. So you see things as they are again. But you went this way (Sushchinskaya
1998).

Ashes (especially in the heart, eyes, or hands) in BG’s texts become a symbol
of the attainment of mystical knowledge (beyond good and evil, life and death)
or the attainment of a transcendent:

(19) Cepnre, xak ctapsii nenen (Tkaunxa), TBou rita3a — CIIOBHO TIETICI, THI BUUIIID
TOJIBKO TO, 4TO ecTh ([opora 21), Ho rpeeT MeHs memnen B uyxoii pyke (Bcem,
Koro s mo6i0), 1 mue cunres nenen (Ilenen), ait pyku — st nokaxy rede, Kak
JKUBOE JI€PEBO CTAHET MerioM (51 —3mest), [...] M oporo TBOM B3IIISI HECTEPITUM
JUTS T1a3, a noporo oH Kak 3o1a (ITecku IlerepOypra) etc.

3.2.4. Conceptualization of electricity

Directly adjacent to the sacred substances is another phenomenon conceptualized in
BG’s work, which is electricity. Being not a visible substance, but energy associated
with light, motion, and various transformations, electricity is the best suited for
the role of a proper divine or spiritual quasi-substance. The concept of electricity
(realized also through adjacent images of current, wire and cable) is one of the most
characteristic features of Grebenschikov’s songwriting:

(20) M1 3HaeM anexTpryectBo B snno (Kanntan Adpuka), Ho anekrpuaecTBo cmo-
TPUT MHE B JIH10 (DeKTpruecTBO), Ho KTO MOT 3HATH, YTO OH IPOBOJI, OKA HE
BKII0UMIIH TOK ([leno mactepa bo), [lonoxuTte MeHst Meky ABYX KOHTAKTOB,
4T00BI B ceptie mrest Tok (Pyxuyin), [...] 9ToOBI 371€Ch OBII CBET, TOK JIOIKEH UATH
o HaM (Tenb), [...] 5 o TOKOM, TsTh Thicsia BonbT (L[BeTh MommBapsi), etc.

Special attention should be given to the passage of one of the most iconic songs
by BG named “2-12-85-06", which many interpret simply as absurdist banter.
If we analyze it, taking into account the fact that “electricity” is one of the key
macro-concepts of the cognitive space of the sacred domain, we can see several
quite logical and regular meanings for BG’s creativity.
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(21) Ecnu 661 51 3027, yTo Takoe anektpu-  If I knew what electricity is, [ would [.. ]
4ecTBO, 1 [...] 3ammen Obl B Tenedon,  go to the phone box, dial your number,
HaOpaJ Obl TBOI HOMep 1 ycnbiman — and hear your voice. But I don’t know
TBOIA rosioc. Ho st He 3Hato, kak uger how the signal goes, I don’t know the
CHUTHAJI, 5l He 3Hal0 IpUHIMIA cBsi3n  principle of communication and I don’t
U 5 HE 3HAI0, KTO KJjai kadens [...] know who placed the cable [...] there are
©CTh JIFOJIU THIIA )KUB U Jiroau Tuma  people like alive and people like dead,
oMep, HO HET HUKOT'0, KTo 3Hay1 Okl but there’s no one who would know your
TBO HOMEP. number.

The significance of the concept of electricity for the poet’s creativity is also
emphasized by the titles of the third album by Aquarium — “Electricity. The history
of the Aquarium —Volume 2” (1981), and the live album “Electroshock™ (1982).

If we interpret “electricity” as a spirit (a spiritual or divine force), “you”
— as a deity (God or Goddess), and a “phone call” as a spiritual connection with
a deity, about which most people do not know, “the principle of communication,” “how
the signal goes”, “who placed the cable”, or, especially, “your number”, everything
in the song will fall into place. In addition to this, there are many hints about the
sacred sphere in its text, for instance, “This body will not live long on the earth.
Ask about this rider of the white horse”, where the first part is borrowed from the
“Dhammapada” 3.41 (“Ere long, alas! This body will lie upon the earth”), and the
second one is associated with a horseman from the Apocalypse (an angel of death).
The phrase “In the world, there are seven and, in the world, there are three” also
has a mythosymbolic meaning.

3.2.5. Lingual concepts of sacred things

Occasionally, certain objects (for example, images of a key, a candle, or an apple)
are given sacred meanings in BG’s texts. However, their sacralization is of a general
cultural nature, sometimes only reinforced by the author’s considerations:

(21) [...] xxrou K ceBepy xaeT Mexay onenusimu cepana (Cesepusrii Liger), [...] on
JacT BaM Kioun ot 3aBrpamuux aueit (I'pad Auddyszop), Ero geno csero,
HO KJII0Y IPOXKUT B KapMmane riama (Beictpenst ¢ Toif croponst), Jonro Mbr
JKUJIM BIIOTBMaXx, U TaM OblT moTepsiH Kitod (KpecToBbiif moxox nTu), etc.

(22) B Moem okHe CTOUT CBeua; cBeya JIF00BH, cBeva Oe3HaneskHoi crpactu ([omyboit
nBopHHUK), Ckopo FOpbeB JieHb, 1 Bee 6oItblie cBevel y 3a0pOIICHHBIX TAPCKUX
Bpar (FOpbeB nens), Hecn mMens, kak cBeuky, B ropcty (Ilepern Tem, kak onsaTh
MOMIET CHET), etc.

(23) 51 — MaNBYMK 30JI0TOE KOJIBLO, PHUIIIENT BEPHYThH BallH 10J0KH B cax (Masbunk
30J10TO€ KOJIBI10), OTITY SIOJIOK CIBIIIHO JIBM)KEHBE KOPHEH BO CHE, 3UMBI K BECHE
(Oten s16510K), 51 oxmmaro HacTyIIeHUs 1009HbIX HHeH (Hactynnenne s6m04-
HBIX JTHEH), etc.
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It is worth emphasizing that the concepts of artifacts are rarely conceptualized
by BG. In addition to the already mentioned key and candle, such sacralized
pre-nuns can also have a glass wall/mirror, door, train/tram, ship, arrow, clock,
oar, and knife. Any appearance of the names of these things in the texts should be
seen as an allusion to the transcendental and mystical world.

4. Conclusion

The cognitive space of sacredness is one of the key elements in the artistic worldview
of Boris Grebenschikov. It is emphasized that the sacredness in the interpretation
of the Russian poet does not relate to any specific religion. It is universal and
mystical, but, at the same time, it is emphasized anthropocentrically. As we can see,
the texts by BG are filled with sacred entities and phenomena, persons and objects,
events, and circumstances. They are found in almost every other text by the poet.
Often, their sacred nature becomes apparent only after a semantic and pragmatic
analysis of the text or several texts (this sometimes requires an analysis of dozens
of texts or even the entire work by the poet). Outwardly, such examples may seem
like images of nature, interpersonal relationships, everyday descriptions, or events
in public life. What is certain is that the sacred sphere is one of the main conceptual
spaces in the work of the Russian poet and musician, represented in almost each
of his works in an explicit or implicit way.

Among the most widely represented concepts in the poet’s work are the concepts
of a sacred place and time, a miraculous event, the possibility of the impossible,
the unreality of the real, as well as the concepts of transcendent entities (persons
and objects), among which there are the concepts of primary elements (earth,
air, fire, and water), stone, ice, salt, silver, electricity, key, candle, and apple.
The transcendent semantisation of all these sacred entities is not subject to any
philosophical or religious system. On the contrary, Grebenschikov creates his own
syncretic and deductive system of anthropocentrically significant transcendent,
drawing equally from a wide variety of mystical and mythological traditions.

The linguoconceptual analysis of BG’s lyrics has demonstrated a quite frequent
usage of a focused profanity of sacred concepts, combined with sacralization of things
and daily events, utilizing the sacred lexis to depict profane occurrences and events,
as well as the other way round — through the description of transcendental entities,
employing the lexis of lowered stylistics, often bad-mannered. We can quite agree
with Schabner, who remarked:

One of the beauties of Grebenshikov’s songs is his ability to move lightly between the
transcendent and the mundane details of life on earth, as in ‘Heaven Comes Closer’
when he sings, ‘All paths begin from our front door | but we only came out to bum
cigarettes’ (Schabner 2006).
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We believe this also to be a consequence of BG’s basic ideological attitude, thus,
the anthropocentric knowledge of the sacred as transcendence is located in the
very human soul.
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