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Summary. Any literary text contains semantic categories
that are universal for it. In this article special interest is given to
the universal category of time in the text of the science fiction
genre. In recent decades, in the field of various sciences, there
has been an increased interest in the forms of implementation
of a number of fundamental laws of the structure of matter.
These fundamental laws include the forms of space and time.
The specific properties of time are its duration/fluidity, one-
dimensionality and irreversibility. Time as a condition of being
has a universal character, it is one of the main ontological
and linguistic categories that usually form the conceptual basis
of the world and without which no language system can be
conceived. Therefore, time throughout the history of mankind
has been an object of study of a wide variety of sciences: from
natural and exact (physics, mathematics, biology, geology)
to humanitarian, primarily in text linguistics. Today, it is
customary to consider time as the fourth dimension (in relation
to our space) which is very relevant for the science fiction
genre. This means that any object, even if it is motionless in
the space we are accustomed to, still continues its movement
along the fourth axis — time. The direction of this movement is
vector, that is, the object moves from its location to its specific
target, and, as it is commonly believed, evenly in leaps forward
or backward. The aim of the article is to study the representation
of temporal organization in works of science fiction discourse.
In this study, the hypothesis of a temporal shift in works
of the sci-fi genre is the starting point, the dominant principle
of which is the structuring of the counterfactual or fictional
world, the displacement of the center of the coordinate
vector grid along the axis of space and along the axis
of time. By temporal shift, we mean two different, although
often inextricably linked phenomena. One of them concerns
the vector shift of the narrative perspective, the second one
concerns the arbitrary movement in time.

Key words: time, hypothesis, temporal shift, narrative
perspective, movement in time.

The problem of the article. A category of time is considered
as the most important category of human being, consciousness,
language and culture, as one of the basic component of the language
picture of the world. Time as the main condition of being has
a universal character. It is one of the main ontological and linguistic
categories which usually forms the conceptual basis of the world
and without which not a single linguistic system can be presented.
Therefore, time throughout the history of mankind has been
the object of studying a wide variety of sciences: from natural;
physics, mathematics, biology and geology to arts: linguistics,
languages, literature, religion and certainly philosophy.

One of the important trends that determined the surge
of interest in the topic of Time and new approaches to its study

in native linguistics of recent decades has become the general
anthropological orientation of linguistic research. As the scientists
mentioned, the basic scientific paradigm has changed: from
“immanent” linguistics which was aimed at studying the language
system to anthropological, in which language is considered as
a constitutive property of a person. Anthropological linguistics
bears the interdisciplinary nature of research. As it was mentioned
by G. Oleinikova “Today scientists speak of interdisciplinary
synthesis, which involves the allocation of the main created sets
and opened achievements which have been already existed to
the priorities of contemporary humanities” [5, p. 233].

The idea of anthropocentricity of language is not new in itself:
even V. Humboldt considered language as a unified spiritual energy
of the people and formulated the idea of the existence of a special,
linguistic worldview as a scientific and philosophical problem.

At the end of the XX and the beginning of the XXI century,
studies of the linguistic picture of the world were carried out in
the framework of the theory of linguistic relativity (L. Weisgerber,
E. Sapir, etc.): language creates a picture of the world and “imposes”
its cultural and national outlook on its carriers. Thus, the picture
of the world is the basic concept of anthropological linguistics,
and the philosophical-cultural direction becomes leading in
Linguistics.

Studying Anthropological Linguistics from the perspective
of interdisciplinarity, we see that this approach is formed
at the intersection of such sciences as Linguistics, Ethnography,
Cultural studies and Aesthetics, which is more promising in modern
philological studies of languages. The purpose of which is to study
the language in a close connection with human consciousness,
thinking, spiritual and practical activities [1] with the leading
methodological principle of anthropotsinstrism, “the study
of language, according to which man is regarded as the center
and the highest goal of the universe” [6, p. 31].

Accordingly, Time becomes more and more often the subject
of the analyses in the works of linguists. It is investigated not as
a grammatical category, but as the life time of a person, nation,
ethnos, which is reflected and expressed in language.

At the various stages of the society development, in different
layers of the same society and even a separate individuality,
the objective existing of Time is subjectively perceived and realized
by people in different civilizations, this category is perceived
and applied differently. History shows us the examples where each
era contributed to the content of this language category of Time
(therefore, we speak about the time of primitive society, the Middle
Ages, the Renaissance), and each historical type of culture was
characterized by its interpretation of time. Of course, every culture,
era is characterized by a variety of models of Time perception, but
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at the same time they give a single type of perception inherent in
this culture. All of the above indicates that the problem of Time
needs a comprehensive study for to solve it and the results of both
the natural sciences and the humanities must be assimilated.

Different linguists considered and offered different models
of Time. So, V. Muryanov wrote about the circular model
of the movement of Time, G. Gachev — about the model of rolling,
“oscillation”, G. Wrigt spoke about Time as a changing and spreading
flow, Yu. N. Karaulov writes about historical (diachronic,
linguistic) and actual (syntagmatic, speech) Time, accordingly,
builds a separate linguistic model of the folklore world — a model
of the thesaurus description of the folk poetry language, which also
includes Time [3].

The aim of this article is to demonstrate the artistic time
model in the texts of the science fiction genre, where Time can be
perceived both in reality and in its unrealistic refraction.

The chronotope (time and space) of a literary work is the most
important characteristic of its genre attribution. For science fiction
works, this thesis turns out to be extremely relevant, as it is this genre
that presupposes the obligatory depiction of other world, surreal,
counterfactual, quasireal reality. In this study, the starting point
is the temporal shift hypothesis, the dominant principle of which
is the structuring of a counterfactual or fictional world, the shift
of the center of the coordinate grid along the Space axis and the Time
axis. By temporal shift, we mean two different, although often
inextricably linked phenomena. One of them concerns the shift
of narrative perspective, the second concerns arbitrary movement
in time. In this article we are going to speak about the shiff of time or
the shift of narrative perspective in the science fiction artistic texts.

A shift in a narrative perspective is a shift in the time of narration
into the future, in which the reader is made aware by some
compositional and speech methods that the narration of events is
conducted not in the historical period of time in which the work is
created and in which the reader lives, but in more or less distant future.

A writer living in real-time coordinates creates a work in
which fictional events are presented as occurring, i.e. events are in
the past in relation to the time of telling about them, and the story is
conducted from the point of view of the narrator, living in a more or
less distant future with respect to the time of writing the work. The
temporal localization of the fabulous past (i. e. the time of the events
are described) is in different ways related to the real present
(i. e. the period of writing and reading a literary work).

The fabulous past can fit into the plan of the real future, or it can
coincide with the plan of the real past. In other words, a storyteller
from the future can tell about a time that has not yet arrived for
the author/reader (fabulous past = real future) or a storyteller from
the future can talk about events supposedly taking place long before
the time of writing (fabulous past = real past).

Speaking about the real present/past, we mean both the time
of creation of a science fiction work and the time of its reading.

— >

Naturally, the second indicator is always different from the first: they
read the work years later, sometimes decades after its publication.
In some, not frequent cases, the time distance between readers
and the author plays a role in the functioning of a science fiction work,
it means how readers perceive the plot of the unreal story in later years.

However, this distance is relevant for works with a slight shift
in narrative perspective. For example, Robert Heinlein’s novel
“The Door into Summer” was published in 1956 [11]. The narrative
perspective in it is shifted only 25 years into the future: the plot
of futuristic events dates back to 1970, then the narrator moves 30
years ahead and the development of events takes place in 2000. Both
of these temporary plans were a plot future for the author and reader
0f 1950-1960. For today’s reader, the events described are projected
onto not very distant past. In this regard, there is additional reader
interest in assessing the predictive abilities of Robert Heinlein.

However, it should be emphasized that in the vast majority
of cases, the shift in the narrative perspective is carried out on
such a large scale that the distance between the time of writing
the work and the time of its later reading is completely leveled.
For example, the narration in A. Azimov’s novel “Foundation”
is temporally localized in the thirteenth millennium, however,
it tells about the events of the distant plot history — the eleventh
millennium. The distance between the real present (the novel
is written and read in the second and the beginning of the third
millennium) and the storyline of the events described (the eleventh
millennium) is 9 millennia. It is self-evident that, at such scales
of temporal shifts, the time of plot events and the story about them
are equally transcendentally futural for both the writer and his
subsequent readers.

The distance of narrative time can take on galactic proportions.
For example, in A. Azimov’s story “Take a Match” [8], by the time
of the plot events, the Earth has long ceased to be an inhabited planet,
the only place for the human race, and has turned into an ordinary
historical museum: There were smoggy areas in the galaxy, as once
there were on Earth, when it was the sole home of humanity, rather
than the carefully preserved museum-piece it now was.

Obviously, such a transcendental removal of the narrative
perspective is already devoid of any chronological specificity. It is
just a “very distant/far future”,

Ashift in narrative perspective is a powerful means of alienation
the depicted unreal world. Shifting the time of storytelling into
the future, the author of a science fiction work takes a carte blanche
to depict a counterfactual reality, which in this case can be not only
futuristic, but also prehistoric. So, the narrative plan of R. Bradbury’s
short story “A Sound of Thunder” [9] is not very far removed into
the future — by 100 years (in 2055), and from there the character
falls into the deepest past — 60 million years ago, in dinosaur
era. The fabulous past of the story is uniquely localized within
the distant past from the point of view of the writer and his current
and subsequent readers. However, the localization of the plot-
narrative future is less clear: already in the not-
so-distant 2055. Reading about the hero’s journey
into the dinosaur era, the reader will appreciate

Past 1952 2055
602000055 Real Present Time of
earlier of the writer narration

Fig. 1. Temporal shift of narrative perspective
in the story R. Brad “A Sound of Thunder”

the author’s imagination in creating a counterfactual
world of the past, but at the same time he will
have the opportunity to assess the philosophical
and political forecast of R. Bradbury, who predicted
the threat of totalitarianism in the United States in
the 21st century.

Future
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As we can see, the plot of this story is clearly localized within
the distant past from the point of view of the writer and his current
and subsequent readers. However, the localization of the plot-
narrative future is less clear; not far from 2055. Reading about
the hero’s journey into the dinosaur era, the reader will appreciate
the author’s imagination in creating a counterfactual world
of the past, but at the same time he will have the opportunity to
assess the philosophical and political forecast of R. Bradbury,
who predicted the threat of totalitarianism in the United States in
the XXI century.

A shift in the narrative perspective into the future can be
implied by references to a pseudo-historical past that supposedly
unites the narrator and the reader. For example, the narrator from
the “Jupiter Five” A. Clark (1957) says: Perhaps you can still
remember the astonishment when the first Martian expedition found
the remains of not of one ancient civilization, but of two [10, p. 42].

Even more than half a century after the story was published
on an expedition to Mars, the contact with Martian civilizations
is a futuristic phenomenon, their reference to events that had
taken place long ago and already forgotten presumably puts
the narrative perspective a considerable distance forward along
the Time axis.

The paradox, however, is that the time of the events described is
shifted into the future by no means so far. It is only 2040 year. But
the psychology of perceiving the future is such that the reader easily
interprets any futuristically localized narrative as surreal. The magic
of another millennium works and the 21st century is thought of as
a different era. In the development of the plot, one of the characters
was caught stealing; he is locked in the cabin of a spaceship. Trying
to resist, he exclaims: “Please don't be so melodramatic”, he said
haughtily. “This is twenty-first century, not the Wild West back in
18007 110, p. 44].

In this case, the author refers the reader to the real historical
events of the era of the conquest of the Wild West. Thus, he appeals
to a common past (for readers and characters) which can be both
fictitious and true. The removal of one and the other appealing
makes the story fascinating and compelling.

The futurity of the starting point of the story gives the science
fiction writer unlimited freedom of fiction when designing
the depicted world. The exact figures for such a narrative shift are
not very important: they can be millions or hundreds of thousands
of years. The fact of distance of narration is important.

Conclusions. In the conclusion we want to say that the exact
figures for such a narrative shift are not very important: they can
be millions or hundreds of thousands of years. The fact namely
of the distance of narration is important in science fiction genre.
Anarrative perspective of a science fiction text is always presented
through a shift in the time of narration into the future, in which
the reader is made aware by some compositional and speech
methods that the narration of events is not in the historical
period of time when the work is created and in which the reader
lives, but in more or less distant future. The events described in
science fiction literature often not only never happened, but, most
importantly, are impossible based on today’s scientific picture
of the world. In the future, in our opinion, it will be interesting
and necessary to study the figure of the narrator of a science fiction
work, with the goal of a more detailed analysis of the movement
of the characters of the analyzed genre in a fictional temporal
plane of the narrative.
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OueiinikoBa I'. O. Yac — iHTerpajbHa puca BeKTOPHOTO
PYXYy HayKOBO-(aHTACTHYHOIO HAPATUBY

AHoTamist. Byb-sKuil XyoKHINA TEKCT BTUTIOE YHIBEpPCAIIbHI
JUIi HBOTO CMHCIIOBI Karteropii. Y JOCIIDKeHHI OCOOIMBHIA
iHTEpeC MPUIIISETHCS YHIBEpCAIbHIA KaTeropii 4acy B TEKCTI
HayKOBO-(DaHTACTUYHOTO JKaHPY. B OCTaHHI ICCATHIITTS B pPi3HUX
HayKax B3HA4yHA yBara MPUIULIETHCS BUBYCHHIO —peatizarlii
(yHIaMEHTaNBHUX 3aKOHIB CTPYKTypu Marepii. Jlo Takmx
(yHIaMEHTABHUX ~ 3aKOHIB  Halexkarh (opMH  MpocTopy
i yacy. Crienii(piYHUMH BIIACTUBOCTSIMHU Yacy € HOTo TPUBATICTh/
TUTMHHICTbB, OJIHOMIPHICTh 1 HE3BOPOTHICTh. Yac sik yMoBa OyTTs
Mae 3arajJbHHUI XapakTep, BiH € OJIHIEI0 3 TOJIOBHUX OHTOJIOTIYHHX
1 MOBHHMX KaTEropiH, siKi 3a3BUuali YTBOPIOKOTh KOHIICITYaJIbHY
OCHOBY CBITY, 0€3 HhOTO HE MUCJIMTHCS OIHA MOBHA CHCTEMA.
Tomy yac ynpomoBix ictopii jroncTa OyB 00 €KTOM BHUBYCHHS
PI3HMX HayK: BiJi NPUPOIHUX 1 TOUHMX ((i3MKM, MareMarTHKH,
6iosorii, reosorii) 10 TyMaHITAPHUX (HAcaMIIepe JHTBICTHUKH
TEKCTy). Y Cy4acHOMY CBITI TPHHHATO PO3IISIATH 4Yac SK
YEeTBEpPTHH BHUMIpP (CTOCOBHO HAIIOrO MPOCTOPY), IO IyXkKe
aKTyaJIbHO UL JKaHPY HaykoBoi (antacTuku. lle o3Hauae, 1m0
Oyib-siKMiA 00’ €KT, HaBITh SIKIIO BiH HEPYXOMHUI Y 3BUYHOMY HaM
MPOCTOPI, YCE OJTHO MPOIOBXKYE CBIl pyX Y YETBEPTOMY YaCOBOMY
BEKTOpI — TUMYAcOBOMY. HarpsiMOK 11bOTO pyXy — BEKTOpPHHH,
TOOTO MPEIMET TIEPEMIIIIAETHCS B/l CBOTO MICIIsl PO3TAIITyBaHHSI 10
TMIEBHOT METH PIBHOMIPHO (Take MOXKHA CIIOCTEpirard B 0ararbox
XyIO)KHIX TBOpax) abo MOXKe pyXaTucsi CTpuOKaMH BIEpel 4u
Hazaj (10 MPUTAMaHHO JKaHPY HAYKOBOI (haHTACTUKH). MeToro
CTaTTi € BUBYCHHSI MPEJICTABICHOCTI TEMITOPAJIBbHOT OpraHizartii
y TBOpax HAayKOBO-()aHTACTUYHOTO IMUCKYpCYy. Y IOCIIJDKEHHI
BHUXIJTHOIO € TINOTEe3a TEMITIOPAJIBHOIO 3CYBY Y TBOpax HAayKOBO-
(aHTaCTHYHOTO JKaHPy, JOMIHYIOYMM IPHUHLMIIOM SIKOTO
€ CTPYKTypYyBaHHs KOHTP(AKTHYHHUX a00O BHIaJiaHUX CBITIB,
3MIILICHHST LIEHTPY KOOPIMHATHOI BEKTOPHOI CITKM IO OCSX
npocTopy i yacy. [1i TemnopanbHUM 3pyIHICHHSIM MU PO3yMIEMO
JIBA Pi3HI, XOua HEPIJIKO HEPO3PUBHO OB’ s13aHi, peHoMeHH. OnnH
13 HUX CTOCYETHCSI BEKTOPHOTO 3CyBY HAapaTHBHOI IEPCIIEKTHBH,
JIPYTH — TOBUTHHOTO TIEPEMIIIICHHS B Yaci.

Ku1io4oBi ciioBa: yac, rinmoresa, TeMIopaabHe 3pyIICHHS,
HapaTHBHA NIEPCIIEKTHBA, NEPEMIIIEHHS B Yaci.
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