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Wolf Schmid
AHJIPEM BMTOB - MACTEP «OCTPOBUIEHUS »

Peun, porsHecennasn 22 mapra 1990 r. 8 Cotose nucatencit CCCP o
clyyalo BpydeHHs yupexxkneruol QPormom F.V.S. Tlpemun umenn
A.C. TlymkrHa Aunpero Neopruesuay Butopy

Joporofi Augpeit 'eopruesny,
ysaxkaeMolit Tlepnoiii cexperapn tipasnenus Colona nHcatenelt CCCP,
Iamnl M TOCTIONa,

TNpewmis uMenn TlyImkuHa, BpygaeMas cerofHs B IEpBHH pa3, macTcs He
TOIMLKO 34 POMAH «l IyITKHHCK R DToM». 3aMaHYHBAS MBICTH O CRAZH MEX Y
TipeMHelt M poMaHOM, TOOCKAZLBAEMAs! 3arGIOBKOM CTATLH B «JIrTepaTypHol
rasetre», TIacAiuM «"Tlyluknackomy nomy" — npeMus uMmenu llyInkRua», K
COMANEHHIO HE YUHTLIBAET CBoe0BpAIHOCTL GRTORCKOrO TBOPYECTHA, KOTOPOS,
pelleHHeM KIOpH, YIOCTOSHO HAIPAAn Bo BceM ofneMe, B e mo M. Hbo
ANzpeli BHTOB LIEHHTCS BOCTOUHLIMH H 3aMaTHLIMH YHTATCISIME He TONLKO
KaK coagartenh 6omLlIore poMana, HO M KaK MacTep Malbix GopM, IIPHTOM
PasHLIX JKANPOB, TAKWX KAK PACCKA3, ITOBECTD, NTYTEIECTBHE, KpHTHIECK AN
CTRTb3 A IONMYXYROXecTBeHHOoe THTepaTypoBeIeckoe 2¢ee, M Bee 3TH pasHo-
poXHpe BeilH o6pasyloT BMECTe ¢ pOMAHOM OJHO LEMOCTHOE, XOTA H He B
TPAIHIIMOHHOM CMLICTIe, TIpoHaRencH e, B sToM nponaeeneHHH «[lynmcun-
CKHI JoM» TIPEJICTAET TIEPEN HAME KAK ONHA M'IABA MJIH, TOUHEE roBopH, Kak
CHOHO BpEMEHHOE ar pGT‘ﬂ'I'HOG‘CDC'l‘OSI HHE PASHOPOOHLIX BEIUECTH, CYHICCTRO-
BABIUMX YACTHUHO YK€ KO Hero. ECan onpenest) XKaHpPoRLIH Xapaxrep 2Toro
Gonpuroro MpoH3BeaeHi s, koropoe Buton miner yxe bonpllie TPHALATH XET, -
TO MOXKHBO TIPHEErHYTL K TIORATHIO «DOMAH-TIYHKTHD», TOHSTHIO, KOTOpOe
BCTPEYRETCS B 3ArMABKY UNKIA «Ponus. [IyHREHPHOCTL B TROpUecTRe BuTona
HMeeT TIPHIHTHANLHEI xapakrep, He Toabko He aanonHeds! ¢abymuHiie mpo-
Genbl MeXJy CHNOIMHEIMHA UfCTSMH POMAHHOM JIHHHH, a HeTr jgaXxXe
COMHEYHOr0, HAGHTHUHOr O repos. JlocToAHEO IEPERONIOINANCL, CYGLEKT
pacTBOPSEICS B CBOHX POJISIX IO TEX TIOP, ITOKA ABTOP €I'0 HE 3UMEHSAET HORBIM
TIEPCORAEM Y2Ke ¢ APpYrEM HMeHeM, Tak, Hanpumep, B «Poxs» aHOHAMHLIH
«MANSUHK» TICPROTO PAcCKaaa, CTaBuIull Bo BropoM «AJEKCeeMy», TIDERpa-
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maerca B «MoHaxopa» B TperheM. XapakTepolOTHYeCKas CRAZL MEXOY
STHMH T'eposiMH eCTh, HO OHa NyHKTHpHAa#. B Takom pomaue-llporee,
pasymMeeTcs, H KoHeuHnIH TryHKT dalynnl He 5ah MKCHPORAH, 3HECh He MOKeT
6u1Th passsisk, Iepoll «Ilymxwackoro moma», KOTOpOTO HAIIIH B
HCXONHOU CHTYaUHH GeaXU3IHCHHLIM, IPOCEIIIACTCS B KOHIE poMaHa K
JHIHHM, HO ¥ Kakolf, HeuaBecTHO. Taxkas He3aBepIZEHHOCTh ¢abynw
npencrasinAeT cofol B CBEPHYTOM BHIE HE3aBEPLIHMOCTE, MAyI0 TOTO - He-
OI'PAHHYHMOCTS Beero SoNbUIoTo BHTOBCKOr0 poMaHa. M 3ToT poMaH-IyHK-
THP HE 4TO HHOE, KAK XYIOXKECTRCHHAN MOIENS TOH «HEOrpaHHYCHHOCTH
KHIHH», 0 KOTOpoH BHTOB mHIeT B 3¢ce «] paHMIIsl XKaHpa»,

2.

HazoreM caMble BaXKHbIe MABLL POMAHA-TEOPYESCTEA HATIIETO NAYPSATa.

Annpett 'eopruenna Butos, pogusnmiics » Jlenunrpane 8 1937-oM roxny,
TIOMy SHBIINIT 0fpa’0oBaHue TeoNora, BOeN B JTHTEPATYPY B 1959-oM romy.
Ero meppas KHHAra pacckazon, «Bonslnoll map», IOABANACE B 63-0M romy.
Tox criycTs oTHENLHEIM H3XaHHeM BLILIE NOBECTDh «TaKoe JONroe HeTCTBO».
KpuTHKH OTHOCHIH aBTOpa K MOIOHOH TOTHA «MOJNOIoM 1po3e». B KHArax
«JlauHas MecTHOCTL», «O06pan XM3HE», «AnTekapckult ocTpoR» H «[lyTe-
IECTBYHE K Apyry mercrna» §7-oro, 68-0ro 1 72-0ro rogoB Guing codpaHnl B
PASNHYHLIX XOHOHTypalluixX DAHHHE ¥ HOBHIE PACcCKadsl H TOBECTH-
nyreliecTBHA. Teneps y>Ke BCeM CTAJO ACHO, YT0 aBTOP ¢ CAMOIO Havana Ipa-
HULILI «<MOJTORO} TpOdRl» HANEKO HpPeBIOLIET.

B 76-0M romy Geiny HagaHe! cOopHEK «(eMp ItyTelecTRUli» ¥ CODpaHHE
PabynbHLIX moBecTell «IHH genoBeka». B mmocneHee BOIIAH HAPALY ¢ yXKe
H3BECTHRIMH H HOBBIME BEIAMH, BIIEPBEE 2KCTUTHIMTHO 00heARHEHHBIMH
3arnaBUeM «Po.nL PomaH ~IIYHKTHP», TAKXE KYyCKH 6yny1uero «[lym-
KHHCKOI‘O noMa» Torna ente COGPRHHEBIE oM HaarsaHHcM «Mononoﬁ anen-
Hes, r‘cpoﬁ pomana» IJ.e.uHKoM Ke «[Iywxuucxnﬁ oM, xo’ropmﬁ 6;,;,;1
rOTOR K MeuaTs yxe B 71 -OM [0y, BLILLET TONRKO, cem, JIeT CIYCEA B TO AL
B Amepnxc, B Hsna’remmae «Amec» Bc:rren 3 ;-rrHM HanaHHeM MOABUIIHCE
ncpenonm Me}xny HpO‘IHM H Ha HcMcuKOM ABBIKE, Hcmeu.xoﬁ nyﬁnmce
aBTOp yXe GLLT FHAKOM IO OTII,CIILHblM nouecmm, Kompue nepcnonnnncr,
Hatmﬂasl c '72- oro rofa., PomaH «Ponb» cym,e(:'mye’ll' Zaxe B IRYX PagHLIX
H@Meulcm; ncpcnonax l'Ie,pBuﬁ cnenaHHuﬁ B @FT, primen 5 80-0M rouy,
BTopoﬁ NOABUNCA TPH, I'afa CIyGrs. B, I‘.IIP., . C, KOHIIZ 87 -0T0 roxa
«Hymxnncxﬂﬁ OoM», cTal noc’ryrten H cone’rcmiv;y HHTATEIIO, H¢naBHo
H3LATENRCTBO «COBPCMCHHHK» BI:I{IyCTHJIO OTHENLHOG MINGHHE, ITOTQ
pOMaHa : .
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Ecmu mocTapaThcsl HaitTH oxHo ofluee NOHATHE ANA XApaKTEPHCTHKH
macTepcTea ARnpes BUToRa, To MOXHO BOCTIONLIOBATHCA TEPMHHOM, OTYEKa-
HeHHBIM He KeM HHuiM, Kak IOpuem Tpudonosoim. B cBoelt peneHsnn Ha
«Bonsiuoft map» TpudoHoR yxke B 1964-0M rogy roBopHT O GHTOBCKOM
«DCTPORHIEHHM», OT OCTPOBHIECHMA 3Xe HEeIANeKo OO ocTpaHeHHA. U B
caMoM [eNe, HAII aBTop HHKOrJa He CKPHIBAN CROeH CHMOATHH K 3TOMY
TpHeMy H K Toff 1KoJe, KoTopas cheialia 3TOT IIPHEM HEHTpoM cpBoeh
BCTETHKHM — BCTETHKH aHTH-OTPAXKEHHUA M TIOCTOAHHON HHHOBALIWH,
HoctaTouHo HATOMHHTL 00 OMHOM MecTe B HOBecTH «2K1a3HL B BeTpeHYIO NOo-
romxy» 63-oro roma: «Camo 1o cefe HacToslIliee HCKYCCTBO HEKOT A He TONLKO
He CTPEMHNOCh K YOIOBHOCTH, HO BeuHO GONeNo MompTKoN nabexaTn ee,
OcBoBoxUTLCA OT TIYT YCICRHOCTH, OKOCTEHEHH T, KaK pas Toro, 9ro MOXHO
Ha3BaTh HOPMANHAMOM, O0CROGOIUTLCA ¥ MpAGIAIATLCA K XKUBol Nparze —
BOT MEXAHHZM DOXJICHHA HOBHX hopMm, 3To mpocTo ocBOGOXKICHHE OT
TPOLUILIX, TeCHBIX RIH HecTIoCOBHLIX BLIPA3IHTs HoBoe GopM, packperiolie-
HNE, BRIXOH Ha NpocTop, NpHONHxeHue K xkHBoMy. Haspats 3To $opmanius-
MOM — BCE DABHO YTO HAIRATL YepHOE GelpiM.»

4,

OcTpoBunenne obHapyxuBaeTcs HauGonee ABHO B GMTORCKMX TYTCBHRIX
3anMcKax M odepkax. HezmapoM cnoBo «ocTpaHeHHe» TMPOH3BENSHO OT
«CTpaHHLI» X B KOHIE KOHIIOB OT COR «CTPaHa»/«CTOPCHA»,

B «Cemn myTeimecTBHAX» MBI 06HAPYKHEaeM OBIIYIO CTPYKTYPY: TIOBECT-
BOBATEN: 0T B OTAANEHHOE MECTo, B Yy MiH B «ropox 68-u rpagycos 37-u
MHHYT CeRepHOH MUPOTHI», HIM 2Ke DyTelecIBYeT no 9yxkol semne, 6yan
a1o ApMmerns, Ipyaus, Cpennsa Asus unu Kamyarka. Y NyTellecThe HHHKA
Y¥3K¢ €CTh CBOH IIPENCTARNEHHM O TOM, UTO Er'0 OXKHNACT, «POMAHTHYECKASA
Jloragkas B3 BPEMEH JETCTBA HIIH 2Ke ofllee, CTEPeOTHITHOS MPeACTABJICHHS,
HCﬁCTBHTEJ]LHaH BCTpEYa € WYXHM DBLHILIBACT YINHBIEHHUE, ONIPOBEPracT
OMCHITAaHUA, HCTIPARIACT 3aIaHHbIE 11a600HE], KoneOneT o6bI9HOe BOCTIPUATHE
H 0B0CTpACT BArmAk H MLICIL, TOCTHTAIOMME T0, YTO Ka3aJuoch JaRHO B Oec-
CTIOPHO K3BECTHLIM. TaknM ofpaioM TIEpROBHIECHAC YyKOro MPHBOIHT K HO-
BOMY BHOEHHIO OOLIYHOIC, B IIEpECMOTpE KOTOPOro H DAKNIOUAETCA, HO
cnosaM BuxTopa Ilkjnonckoro, 2ajmada HeKyccerBa. IloaroMy cMeica
IIYTEINECTRHA HEe B OCBOEHHH DK30THKH, 2, KAK KOHCTATHPYET YKe «MOTogol
yenogek» H3 «OOHOM cTpaHbI», «B TOM, YT0O BEpHEIULCS DoMoi». MTaK roesn-
Xa B Jalb, OUHINAIOINAA BHIEHHE # TIOHUMAHHE OT CTEPEOTHIIOR, OKA3LIBAETCA
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TI0e3gKoH Ha poAHHY, oMo, K camMoMy cefe, KaK pa3 K TOMY, Ha 4To 06hIv-
HBIH BarnAzd He yCTPEMITACTCH.

Bce nyTelecTBUA HAlero ABTOPa H306PaKAI0T B KOHETHOM CUETE ARTOPE-
¢ IeKCcHBHOCTE, IIyTh H3BHE BOBHYTph, IEPEXOL OT YRNBIMIOINETC 3peiAma K
CaMOaHATM2Y BCMATPHBAOINCrocs HabmonaTensa. BATORCK I repoit, onuako,
JaNeK OT KAaKOro Ghl TO HE OLINIO HANEKHOTQ, 3ABEPIIAIOIIET0 CAMOOIIpeNeTie-
Hus. Hu omHa ymHas 2aMeTKa, HM OTHAa MYZIpas MEICHbL He OCTaeTCA
HeocnapuBaeMol. BaXHLl apTopy He NOCTHIXKEHHS [IEJH, He TIOCTHXCHUE
HEMOCTHXHMOr0, a CaMH TIONBITKH Y3HABAHHA YyXore, cBoero, cels,
HOMHTKY MOCTORAHHEIE, HO HE YHAIIHECA, JTOT NPOLece MOTHBHPOBAH |
TeM, UTO T TEMECTBYET He ONLITHLH Npodecchonall, a «MOTONoH deoBeK»,
«TIPHILIBHHK» HITH, B O0LIEM, KHOBHYOK», T.€. YENOBEK HeyRepeHHLIN 1 cebe,
HeypepeHHOCTH M HEPENIHTETHOCTH OCTAIOTCS H B HambHeHumeM IeHTpAII5-
HLIMH 4epTaMH GUTOBCKOH xapakTepontorHs#, KoTopast CIOCOGCTBYST HE
MO3THKE HAXOXKIEHU S, a TTO3THKE MOMCKA, |

5.

Jiist rakofl TTO?TUKH XAPAKTEPHO, UTO CIOMETHHEC BEINH MOXKHO TIOYTH
BCErTA CBecTH K GecdalbynpHoMY, Kadanoch Ok, IyTemecTBun. IlyTenecTBue
- 3To rmy0HHHAA CTPYKTypa GHTOBCKOre TBOPYeCTBAa. BHTOR, o ompee-
nengio Bnamumupa Typ6uHa, — «"neBey” pasHOr'o poia CTPAHCTRYIOIMHX
moneH, Monel, OKa3aBlUEXeAd 8 KaKHX-T0 NPOMEXKYTOUHEX COCTOSHHSX, B
" BORBHOM TIONOKEHEH ",

B dabynsLHLX 10BeCTAK, OXHAKO, TPOCTPAHCTEO My TEINECTRH A, €CIH PEyk
HaeT Booblne O MPOCTPAHCTREHHOM NMEpPeMelIcHRH, SIBIASTCH PEIKO YMEHb-
meHHM. Tak, HAIPUMEp, TToeanKa ManeHtKoi Toud Ha « Bompmoro mapas
OI'PAaHHYMBACTCH YIHIAMY BOKPYT PollwleNsekoH KpapTape. M B «AnTe-
KapCKOM COCTPOBE® IOBECTBYETCS 06 2KCNeINLHM ITKOIbHHKA 3aHiesa mo
pontiomy pationy JleHuHrpana. Kak B 3THX IByX IIOBECTHAX, TAK H BO MHOTHX
IpYTHX BelaXx YMeHLIIeHHbIH MacIuTab TyTeuleCTBUS MOTHBHPORAH TOUKOLH
3peHusA pebeHKa, _

PefieHOK ax<e B COCTOSHHH NPEBPATHTR ANH BIPOCIOTO XOPOINO HIBECT-
HbIE MECTa B Uy3KHE 3eMITH. Tak myTreilecTnyeT NoBecTROBATEN <K HIHH B Be-
TPEHYIO TIOMONY» BMECTE C CHIHOM, IENAIIHM CHOH IEPRLE WIATH, 110 Jad-
HOH MeCTHOCTH, _

2Ty 1oBecTs MOXHO HasBaTh aabykol ocrporuienya. Mbo neMoHCTpHpY-
ercA 3Iech LeMnHas PeakiHA ocTpaHeHHs. OTUYXKICHHAS TOUKa 3peHU s 06Ha-
PY>KHEACT YIHBHTEILHLIE 3pendua. Y IHBICHHE Xe BHACHHOMY AKoGH B
MEepBHIA pa3 IPHBOMUT K OCTPOBHJAEHHIO, KOTOPOES B CBOK oHepelb
CTUMYRHPYET HHOBHIEHHE NeHCTBHTENLHOCTH, EPECMATPHBAHEE OGEITHOI 0.
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Takoll HepecMOTP MOXKET BIEYL 3a coGol HOROE BHICHHE eXXEIHEBHOIO MHPA
M TepeclieHKY ero liennocTel,

HoBas UeHHOCTEL, KOTOPYIO HpeIMeT TpHOGPETaeT B 0CTPOM ROCTIPHATHH,
MOXKeT OLITh KpaiiHe cy6neKTHRHOMN. B «Ypokax ApMensu» MBI UHTaeM: «Ap-
Gya — BTO He MNOJ, KaX BCe CUHTAKIT, H He Arofa, KaK ¢ro o6 hiICHIMH B IOKO-
ne, apby3 — 3TO Mepa BpeMeHH, NPHONHIATENLHO TI0TIaca.»

OTHuecKHl KaTapcHe, OZHAKO, aKTHEEH H TaM, e TepPBORHICHHEM W
HHOBHIEHHEM TIDHIHCLRIBACTCA TNPEAMETAM IIONTHOCTLI0 HEANIKBATHAA UM
CyTh H $yHKIHA. B «ATITEKapCcKOM GCTPOBE» OIMCAHO CTPAHHOE, MAIIEHLKHM
JalilesnM TipexJie HHKOMHA He BHEEHHOe coopyKeHHe: «HenonsrtHeie
CETUATHIE BLICOKHE 3aropofkH OLUM psagoM. OHH CTOANE PXKABLIC U PRAHLIE, C
GoNBIIHMH HEepPOBHLIMH IHPKAMH, Ha KOTOPLIX ¢ceTKa OBBHMCANa RHHI, Kak
Tpsanka. TaM, Iie cerka Guiya Lenol, B 01HOH U3 g9eeK 3acTpAJNa JOXIaA Bo-
poHa. "KneTtku", - ckasan 3alines. "ypax, sTo kopT", - ckasany ocHML» Quw,
x025e8a 06LIYHOM0, KOHEYHO, NIpakpl. Ho cHMITaTHS aBTOpa H YHTATENS HA
CTOPOHE TIOCTOPOHHET0 YeloBeKa, «IyPaKa», elle He BLyUHBLIEro YPOKH
YCJIOBHOCTH.

6.

«XXH3Hb B BETPEHYI0 TIOTOOY» TakXXe OEMOHCTPHPYET, KakK LIeTHas
PeaKkliHs OCTPOBHIEHHA paclHpsieT mapagurmMy ero o6nekTos. CHawama
Cepreil BoCIIpUBHMaeF «CHIibHee, MaTepHaNbHEE YeM OOLIMHO» IIPHPOOY: e,
cag, MHCT ZEPEBa, HIENKY B HOpo:KHOH nLimy. TloToM OH ollly1aeT No-HOROMY
BpeMs H TpocTpanctee. «bapaxtasck p mope BpemeHH [...J [Cepreif]
IIOCTOAHHO BHIEN PANOM CHIHA, CYINECTRO CTOIL COBEPUISHHO 2KHBOE, UTO
CTAHOBHAOCH CTLITHO BCErO HEXXHBOTO B cefe». M Ha CBOEro 0TLIA CMOTPHL OH
Kak 611 BIIepBsle. Pazapaskaniine ero Do CHX TMOP CNODBA CTADHKE BLIALIBAIOT
Ha BTOT Pas PeaKnHI, KOTopas ABNAETCA «aGCONITHRM HCKIUEHHEM B3
NpABHI»: TEpIeHHe, NOHHMAHHe, npoulende. NHOBMAEeHHe nytellecT-
REHHHKOM TIPHPOJLI, CLIHA H OTLIA NEPEXOIHT B HPALCTBEHHOE TIPOIPEHHE H,
B KOHEUHOM CUETE, B HOBOE caMoonpereneHue: « O yGeIun cefbs1 B TOM, YTo
HHKAKOH HCKIIOYHTENLHOCTRIO HU nepen KeM He oﬁnanae*{'». HﬂKOHCL{
TIONNEPraleTCH NIEPECMOTPY M aCcTeTHUecKHe HopML. [lycTontn, pacTpenaHRas
BETPOM TPABA, PKABAA B Tpane JNyXKHIa, OIHHOKAA KOPABAA COCHA, Mel-
TeHHLTH LIEPExon OTTEHKOB IENECHOID, CHHErD, CEPOINO BbIILIRAIOT B I'€POC HE-
H3BECTHOE EMY 10 CHX TIOp OIIyIleHHe KpacoTil. «MMeHHO 3Ta IpoXJaiHas
KpAacoTa Kasajoch €My Ternepl caMol NoITHHHECcH» . Peskne IBeTa 10Ta XKe, To
yTo OOLIMHO NIOIpPAIYMEBAINT TON KPACOTOH, Temeph KaXyTcHd EMy
«HEXKHBRIMH, BeTIONIRHHEIMH, KaK OYMasKHLIE LIBETLIY.
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7.

CenTHMeHTansHOe WyTellecTEHe CepreA mo mawHOM MecTHOCTH
OKAa3RIBACTCS BOCITHTATENHLIM DOMAHOM en miniature. OT TAKHX MACTEPOB
octpadeHHs, kax FOpuit Oneina, butona oTmugaer 1o, 4T0, HE YIOBONECTBYSICH
HaHHILIBAHHEM 3PeNUI HA ¢71a00 PaaBuTyIo HApPATHBHYIO HUTh, OH BILIETaET
3TOT IpHEM B CaMyIo CIOXeTHylo KaHBy. OcTpoRHIeHHe - oTo ¥ BHTOBa
cofuTHe, Baxxen u 3mech HE CTONBKO DESYNETAT, TPEKPacHHl B cBoel
HEOXKHIAHHOCTH, CKOMLKO cam Tporiece. CoBpITHANbE BNEMEHTR GUTOBCKOr0O
CIOXKETA - NeBcTBHA CORHAHMS. TakHM ofpasoM CHHMAETCS IIPOTHBOHOKHGCTh
dabymsHuX W Secdabynbbnix remeli. Mexay TeM, xaxk «JIuu Uenoseka»
JaTIeMATIERAIOT KHIHL B MOMEHTANLHLIX CHHMKAX, CaMHX IIo cele Maio
CIOXETHEIX, B TIyTelllecTBUAX, HA TIEPBuIH BIrNAI YHCTO ONMCATEIIRHEIX,
TIOBECTBYETCS O BOCIIHTAHHMH 9YBCTB H NOHATHH, OYepIHBacTCH MEHTATIKHOE
npoucinecTBHe. [loeanxa 1o 1yXXHM CTPAHAM HITH 3Ke TI0 XOPOIIo H3BECTHHIM
MECTaM CTAHORHTCH 3KCTICTHIHEH o MHpPY cOGCTBEHHHX IIOHSATHEH, HOPM,
MaHep IoBefleHud. B Takol Mepe, Kak 3TH CTEPEOTHIIL! IIONBEPraloOTCs
TICPECMOTPY H KODpPeKType, TyTElIeCTRHE PABHACTCHA JXHIHEOMHCAHHIO,
OITMCAHHIO BHYTpeHHeH XKU3HM. YeTpemieHHH Kak Ha BHeIHHE MHED, Tak B
Ha COOCTBEHHOE «$1» OCTPORHESIIHI B3rIAN BHILIBACT H B TO XE BPEMS
AHATOMHDYET COIPERAHME [YIIH,

JlaMsl 1 focriopna,

AKIODH NaeT TIpeMuio HMEHH Hymkuna He sa yGex nerns, Gy b OHE JIEDKG
CaMBIC [yMaHHble. EXHHCTBEHHOE MEPUIIO - 3T0 3CTETRYECKOE TOCTORHCTEG.
Ho MHeHmo JKIOPH U3 COBPEMEHHLIX, }KHByI.U,Hx ceitat CoBETCKHX aampon
HE omm He 06OraTi | pycekyio mrreparypy CO3IAHUSAMH TakoOk YHCTOTHL B
TOHKOCTH Kax Aanefx Buros, 3a kakue Gn TeMB OH 3a npo*relcmue
TPHLLAT JeT HU Opancs, Bcerna ero Ma'lepnanom GI:IJII{ He ¥Mnewd, a
HaﬁmoncHHﬂ H cnoba. Bc,mcds: nyﬁnnuncmxa BCAUCCKOE peBHH'renbc'rBo"
couﬂanmoe mm HaLJ,HOHam,Hoe, emy couepmeﬂﬂo ‘{y)KI[hI OH nmepa'rop,
He npononenﬂmc Csom 3ana11y OH BUIHT He B TOM q'roﬁm omcqa'rh Ha BO-
npocm a B TOM, qroﬁbl cramrrb HX npaBHJmHo o - :

HpocnaBHeHHoc CTHIMCTHYECKOE MAC wpc’rBo Hamcro naypcaTa 'quo xa—
pam‘cp}iaye'r crporﬂﬁ Jlen Ammncxni«’[ « e;memmﬁ 3ananalomnﬁ B CeGst
B3I, CAMA TeXHHUKa nncwa nonencm{aﬂ o GaaepKaﬂhHOI"O 060paq1ma}ma,
JI0 YMEHHA BHCETh B BAKYyyMe,~ BCe 3TO 34 HETBEPTh BeKd CAEIATOCH YEM-TO
Bpofie BHPTYOSHOCTH, B KOTopoll BUTORY, KasKeTcs, yoxe HeT paBHEX», Ho 2a-
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eM Hy>XeH IIPO3auKy Takoh cnoxHmi ¢crum,? Ha sToT Bompoc Haxonur
oTreT Hatanest Mipanona: Takas TexHHKa BHTORY HeoGXxomHME «HMEHHO A
TepeBOPavYHRARKS CYIOB B HCTHHHOE JHAMeHHE, 0CBOBOK IeHHA OT HAKHITH, OT
Hanera». HTak, peus 31ech HIET, 6CIH He MOGOATLCA MogHOH MeTatdopsl, ob
3KONOTHH cTHIA. Kak ripenMer, TaKk H oboaHavalolnee ero cIoBO CTAHOBUTCS
o6heKToM ouHIaoliero ot beelt noxsoll, mMycopHoli ycnoeBHocTH
ocTpadeHn, IloaToMy GrecTarnmit cTans BATORA He Aeno BHeInHero odopm-
meHHA, 4 BOTIIOIIEHHS XYIOXKEeCTReHHOH HpaBCcTBEHHOCTH, B Takoil sTHKe
HMEHOBAHHA MOXKHO YBMJETh CBA3h MEXY TIO3TOM, HMA KOTOPOre HOCHT
Tpemns, 1 DEPBLIM e MAYPEaTOM.
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Annpett Buton

PEYL, HETPOU3IHECEHHAA HA BPVUYEHWH
NYMKWHCKOA TIPEMWH

CrparMeaoT: - UTo Aana nUCATENK riacHOCTh?

Orpuzancs: - ¥ nac 6L HY OOWH XYPHANMCT HE TIOCMEN MHE 3ajaTh
TAKOT0 BOIPOCa,

- [Touemy 7 - HeBAMEIIUTEALHO CIPOCKT KOPPECIOHIEHT BAraaHLId,

- A BOT noToMmy,

Mesxay TeM, B 5TOM OMAIOTE M PACTIONAraeTCs Hauano OTBETA Ha BOMPOC
nepnsiii, Jlouemy HAa npecaocByToMm 3amnage, onepeiUBIIEeM HAC 110
BCAUECKOMY YPORHIO, OT KOTOPOr0 BLI MCIETE B CBA3M € BTHM M GOILINEN
TOHKOCTH, BAC O3AJAYAT BOTIpOCOM KYIA 60]‘[66 TIPMMHTUBHEIM, HEM HA
BaIei HexopasnuTol poauHe? IToTOMY YT0D €10 MHTEPECYETE HE Bl (A BLI-TO
HANEANHCE, YTO DTO CBABZAHO ¢ BAINEH CNABOH ...) M AaXME 1€ TO, YTO BH
OTRETUTE, HE TO, KAK BLI MOXETE GIECHYTL HIM DarHYTh, - €70 UHTEPECYET
YMTATENb, HA XOTOPOTO O PAGOTAET, OH BHAET Ero BKYCL U MOTPeBHOCTH,
ero 3a6oTHT THpax. O - npodeccHoNaT, B! ~ HET, HACKOIRKC GBI Ayuile
ero Bl Hy mucany, Ero He KONLIIET, MOHpaBUTCs Ol BAM WIK HET, COUTETE
JIH BLI €0 YMHEIM, MY HYMEH MBTCPHBJI.

Ha 3amane eCTh MACCOBLIH yWTarTeis, OH BRpPabOTAI TAK HAa3bIBAGMOM
"memweii”, ona xe BelpaSoTana uM. PaGoTa Ha Hee NPUHOCUT MAKCHMANLHEIR
poxon. ¥ Hac mobasg pabora NpUHECET NOXON, NNOTOMY 4YTO camMoOif paloThl
He XBATAET. ¥ HAC €H1C HET MENUHM - ¥ TIAC UMTATC)E NN IFHPOKHIT U Y3ICHE.

Han YHKE HUKAKOT O, Bor BTO M €CTL JOCTHXCHUE HaureH FIACHOCTH, UTO
OT TIpeKHEN SKBAYKM OH OTKA3kmAaeTcs. Yurarens navuuaer TpeGoBaTh TOro,
uro ¢iM XO4YET, C sTuUM NMPUXOINTCH CUHTATLCA. Hauia roacnocrn BLIPOXK-
paercda B nyOmuunocrs. IyGmuuiocts nySimky. IlyBimmka noposkuaer
npodiecCHONATHIEM,

Xopomo 1 =ro? KoMy kax. Mie - HE xopowo. Xora s uenukom 3A.
Kak Taxoii xe rpaxzaiun, xak bee, Ho ve xak nucarens (yxe ne "Kak sce").

IToreMy 4TO YHMTATENbL HALWT PDACTET CEAYAC M 34 CHET JAHTEeparTyphl
1Iupoxuii nornomaeT o ceBa yaKkoro. BripaGarrinaetes Horas dopma, mycTh
¥ Gonee UMBRITMB0BAHHNOTO, ofuvanns. Ko uuraeT ceffuac HallMx BenIMKHX
KNacCHKoRr?

CradiCyT: HEKOMIA. A 51 CKaXKY! 118 110 CUIIAM.
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Bripouem, M paHsile NPHIHAHME MX NUME OO BABIANOCE "HPHIHAHUCM
Macc" ¢ MOMOIILI0 funees u moHymenTon, Ecnu 661 Takoee Bceobimee rpu-
aHaHMe (KODEHE - ZHAHNUE) CYLICCTBORANO, MLI OB NABHO XXUAM B IPYrof,
uzyMHTENLHOM Poccuy. MH B Hell He >XMBEM, Mbl JIHMIOL PEINHIM ¢IN¢ pas
HaYaTh XCHTh TTO-HOBOMY, HA BTOT Pad - [0-YSIOBSUECKH, K UeMy HaC OXHM
JUINE KNACCHKK B pussmBan. Ho or Toro, 4o o61nevenoBeueckue TISHHO-
CTH, B KOPYAX, IBITAIOTCA [IONBKTHCA HE HA GyMare, 4 B KWIHH, HAUER
LYXOBHAA KYILTYpa He ctaHetr Sonee MaccoBoit, IToToMy 4TO OHa HHKOTRA
TakoBoi He &rina, IloTomMy 9T0 OHA - KN4 YENOBeKa (JMIOb ACMOKPATHYECKY -
moGore), a He nis Hapoda. KylIbTypa oueNnoBeUHBACST HAPOX B KAXKIIOM, A He
BO BCEX.

BTa TpamMUKA KYILTYPEL, TAK MOJNHO BRIPAZMBINAACA B PyccKoit Kiaccuke,
HUKOT O3 He Ghua npohecCHOHANRHOR, MOTOMY UYTO HUKOrZA He Gnina
MACCOBOH.

Pyccknil nmucaTens MOT XIMCATE, HAJESACH HA TEHBIM, ZAXKE PARH BCHET, HO
3a JeHBI'H, OH HMYEro IMYTHOre HE Hamucalnl OH MOT IaTh HeROCTHHHMBIH
IS MpochecCHoHAna o6PAIuMK JATAPETYHOM NPOXYKUMH, HO HE MOT, HE
XOTEN, HO M HE YMEN MYCTHTH 3TOT 06pasunk B OponaBoxcTBo, TIpomMer-
IMINCHHAS TUTEPATypHAA TPONYKIMA BCEr Ia HAXONMIACH ¥ HAC Ha CTOND JKe
HUIKOM YPOBHE, KAK X CAMA NPOMBILIIEHHOCTD. :

IMosroMy HaLA TUTEPATYPa CTONML PEIKO REIHTCHA HA BEIMKYIO ¥ IIIOXYD,

DTO maBHAA TpARMLMA, UCTOpHUEcKUe KOpHU, [Ipocheccuonanuam nos-
Top XVIII peka - 310 He roHopap, a kapeepa no cryxkbe (TpeabaKoBCKuiA,
Jlomonocor, Hepxasud). Bo mcem nepariit TIyUrkuy Ccran HACTAMBATH HA
TOM, UTO NMUTEPaypa MoXeT GLITh eAMHCTBEHHBIM JAHATHEM UENOBEKA, MHOTO
NpeTepeNn, BHEAPAA 3TO B COBHAHKE OBINECTBA, HO B HALIEM CMBICIE CIOBA
npodeccyoHanoM He 61, HGO He Mo ofecneyuTh cels JUTEPATYPOi, OHa
BCErNa Gnria Hﬁmb YACTRI0 ¢ IOXOUO0B, 4 HONCHM €ro IMOKPLHLIA JHINE
cmepTh, OIHAKO OH BBEN B 00ux0d "He NPONAETCA BOOXHOBEHLE, HO MOMHO
PYKOMUCE IpogaTs”. BTO M MO CHIO 1TOPY OCTAETCA CAMHCTREHHON BOAMOMK-
HOCTHIO PYCCKOMY JMTEPATOPY CHAITH NPotheCcCHONANOM, HE TEPAS HOCTOHH-
CTBA CBOET'O TPYIA. -

¥ nac uuxro we paboran, xau/ Bamssak wim Jukkenc, Tem Gonee, Kak
Jioma. ¥ Hac 1MosTOMY M POMAHOB HE HAYYHIMCh ITHCATE.

Craxyr: Toncro#t, Locroeckus ... Ho Toncroli, xors 4 nanmucan B nmanHy
Sospine no6oro npoeccuonana, concem He 3A neHsry mucar " scerma
OyMall, 4TO [THCATEs MUUICT TOrId, KOTrha CMY ECTh, UTO CKa3aTh, KOI'IA ¥
HEro CO3peN0 B TONOBE TO, WTO OH nepeHocuT HA Gymary. Ho nowemy s
JNOJKEH MACATL INIA KYPHANA HeMPeMeHHo B MapTe MK Lekadpe, - ToTo A
HHKOr'Oa He noamMai.” BTo ero cnosa, JOCTOSBCKHE « ZPYroe meno, eMy
SblY HYXHBI ZeHsry, JonraMu OH OIPABRBIBANCA MEpel KOJUTEraMu 3a



Peys, HEIIPOH3HECCHHAA HA BPyYeHHH My IIKHHCKON HpeMAH 15

HEKOTOPYI0 HeSPeAHOCT: ¥ HEOTUENARHOCTL CBOET0 MUchMa. Ho neHexise
0BCTOSLTENRCTEA, CTONL MYYUTENLREE 1% JJOCTOERCKOrO-uenosexa, §numm
ero criocofoM MIBICUCHMS CBEPXMOLINOIO, BIPLHBUATOrD, MPAMO-TAKH
ATOMHOTO MOTEHIMANA TEOPUECKOH BHEPIMU ANA OCYHIECTBIGHUA BCE-TAKK
3AMEICHA, & He 3apadoria. Urofur HanucaTs 9a mecsn "Wrpoxa”, naxo 6o
CHAYAYNA MPOMIPATECS, & IIOTOM BAJNOBUTE Ce65 B HEROIMOXKHOCTE BOBBPA-
utenns asanca. Tak uro u Jocroerckui He snomie npodgeccuonan. Ho ow, a
notom UexoB, - Bee-TakW camble "IpodieCCHONANBHBIE” W3 HAIIMWX RENUKHMX
nucareneil. Ilocne Hux npodheccs mucaTens Kak Gl YyTHEPXMNACE, TO ECThL
pycckoe 06IIECTBO JOPOCHO IO MPU3HAHMS HACYLIHOCTH TOW npodeccHu,
Ho TyT penonionus elle pas NMOMEHANA TOPANOK, M BCE HACTONLKO CTAND
APYFHM, 9TO U ITpodheccHs IMucaTens, KOHEuHO.

HaculhHoe COIMMANLHOE PABEHCTBO MOPOIUIO NPO(hecCHOHANNAM QCO-
fore poma, TaKk cka3arh, rEpodooioanniil., JluTepaTypa Kak 3aHATHE
MPUPABHANACE K IIPOYMM MHTEINIMI'GHTHBIM HpogiecCUsM, HE YDOBHE
MHXCHEDR, Ja%e HE apTHCTa uiM yuesnoro. Paamwuue B sapaborke cranc
HACTONLKO HE3HAUMTENLHLIM, UTQ KAUECTBO MIM KONWUECTRO CACHAHHOTO
riepecTano GLITE paSourm rmpuinunoM. CORETCKHE BENMKME NMCATENH ONATE
nepecrany OLITh IpothecCHOHANAMM, TOTOMY UTO PAa0OTAIKM YIKE He TOMBKO
e 3A IEHBTYW, HO JIAXE BOTIPEKHY MM, ¢ YI'POAOK HE TONBKO HWMIIETHI, HO K
ruGend, Takossl OLIMM Nyymue nucatenn, Kak IInaToHos unw Manpens-
witam. Hapoxxpanca "uosetit” npotheccuonamsM - ohuuuansHeit: MUcaTh
TO W TaK, UTOOLL (OHPABUTLCA BMIACTW. TIOULIIKA COOMIOCTY STUUECKUE U
BCTETUYECKNE HPHHIHILI, MPENOJaHible HAaM KIIACCUKAMM, CHAaYana 1
NPUBOIKMIM K 200Dy, 4 IIOTOM K K PE3YNLTATY - KyXETYpa §pina yTpaueHa.

HpaeanyaM B TIONXONEG K 3afauaM NUTEpaTYPhl OTHAKO YTpaueH He Gui.
IMacareyu MO-NPesKHEMY NETAINCE Ha OueHb XOPOIIUX M QUEHL TUIOXHX, HO
yKe M0 MIECONOTMUECKOMY TIPUITUMITY Boree, YeM IO-IUTEPATYPHOMY, He
KAK XY IOMCHUKY, & KAK JOJM.

BopuGa rogmenuna cofoK UCKYCCTROD,

JIeneembie cBOBONLI, AEMOKPATHS M TNACHOCTh KASANMMCE CYACTBEM TOUHO
TAK, KAK J000BL, HE B NPAaKTHYECKOM, & B HEIOCTUXKUMOM CMmLICHE, ‘3arnper
CHUMAET OTBeTCTRENNOCTL, Yro croGona B meMOKpATHA OKazaNUCH He Gna-
ToM, & paborol, cTano penmkoi ¢hpycTpauMei ANA HAC, IOTOMY YTO MBI
ofBpapy>Kunu ceba eime Gonee 1ecBOGORNLIMY, YKe RHYTPH, @ He CHAPY KA.
To e M rIacliocTh [ THCATETS,

Eci Bee MOJKCHO, TO 4TO XKe HyXHo?

Ecy Xu3us ¢ TeucHueM BpemMeHd (Ge3yCnoBHo, MOCTATOUHO HOArOro)
cTadeT GoJiee YENOBEUECKOH W HOPMANBHDH, TO OKAXETCH UTO BETHKAA
PyccKas TUTEPaTYpa, HaKOHE! CLIrpana ¢crole poiih. Kakoe xe MecTo 3aiimer
HAIIA JWTEPATYpa b ofuoenelromM obiectpe? Benns e ucuesner, JIuteparypa
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HE MCUE3aeT, OHA BEUHLIN criyTHUK Xxuar, Ho nama mrreparypa Hactonsko
MPUBLIKIA K BETHUKON U [epeoit ponu (XoTA 6bl B MOSAIE), UTO 34HKTH fonee
CTIOKOMHOSC MECTO B PALY HOPMANBHBIX UYENOBGUCCKHX BAHATHI el Gymer
Heneriko, "Uto Ovl 1 HU Jenaln, oaxe ecii OBl S TACKAN HA TINEUAX AOIIANeH,
BCE PaBHO HUKOMHA s He Guut tpyaammmes!” - rockvuan Mangensinram B
"YerepToi npose”.

IlosToB ¢ npanoM ManaensiTaMa - CIMH-IBA B CTCICTHE,

Uro e genare ocransibiM? HeyskTo ¢rars npodheCCHOHANAMH, TO €CTh
YMETh YTO-TO MPO3BECTH UHTAGENBHLIM, YIOGOBAPHMLIM, YHCTOTO KAYECTBO,
MONBIYIOWIEECA yomexom ¥ cnpocom? A MBI Belb TAK ¥ HE YMEEM I[IMCATh
pamausr, Jderexrur nam Gezpanesen. C yxacoM BOoOGPAXKAHO, ¢ PASBUTHEC
cBofom, MOABNEHNE NOPHOTpathbUYeCKOH IMTEPATYPBI, HE TIOTOMY, UTO OHA
PAspBpaTHT HAPON, 4 IIOTOMY UTO ¥ Hee OYIeT UyTOBMIHO HH3KUH ypPOBCHS.

He snaie, ueM Mb 6yIeM KOPMHUTEL HAPOXKAKILYIOCA HAIMY NYGIMKY,
KOTOpPOYI0 y3e "Ha MaKuHe He mpopenems”. Ileus xne6 MIM NOBHIIATL
KAUeCTBO MSKMHAL? ... '

Hey>xTo 11 NMpORABIIKCEH BIACTH, [IAMATL IPOAABATLECA MAMOHE,

Kak coxpaiyTs HenpochecCHOHANLHEIA TPUHLNA PYCCKoH nutepaTyper?
51 ans ce6a MHOro y3Ke HE MOMEBICID |, TIOKHBEM - YBHIUM,

Ckazano: bor zact ek, gact o muuy,

22 mapra 90

He 3uai0, y BCEX JM TaK MM ¥ HEKOTOPBIX, HO f IPMHANIEKY K TEM H3 TEX
M JIPYTHX, KTO 1I¢ 3aMevaeT COGCTBEHHbIX CTPACTEH, MOKA OHM He MUHYT. 51
KaXXych cefe CIIoKOMHLIM M PABHORYUIHAM ¥ JAXKE NEPEXKHUBAK TO, KAK MATIO
A mepexurarx. Ioamiuee OKAARMAETC, UTO BCE BTO CMOKOHUCTRME M GRIIO
KpaitHeit CTENEHBIO TOTPSICEHHS.

Hanpumep, st yxe HOCTATOYHO KABIIO SHAN M IPHMBHIK K MBICIH, YTO MHE
npucysknesa rpemust B.V.S, umenn Ilymkuna; oua Gelia - MoA, HUXTO OT
MEHS €€ HE OTHEMET, OCTANANOCE - JIMLLIL NONYYNThL, PasnomylmHsmi K mpen-
crosiel odMIrMaNEHON NPOLEIY Pe UPYUSHIUA, A 16 MOT, ONHAKO, COMKHYTE
HOYLIO a3, A peln BoCcTIoNs30BATEC S GECCOHHMLIEH M MCTIONHKUTD 34Kaa
Siiddeutsche Zeitung - OTBETUTH 112 BOMpPOC, HA YTO HAM ['JMacHoCTh. 51 He
COMKHYIN CIa3 W ckopoTtan Houk, S yenen x yrpy. Kaxono xe Geuo moe
yausneHue (yIOBOILCTBME, YIORIETBOPEHKE?), KOrKa OOKNAN mpodeccopa
Bonnha LmMung npoooikun s Mens HOYHOK TEKCT: mpemus Obina
MPUCYKOEHA, B MOEM MOHHMANMY, 32 TOT caMbIit HenpodeccuonauamM, o
KOTOPOM 5 GECCOMHO PACCYXAAT,

Ho u 310 A 0CO3HAK [IOUTH IBA MEcsANa CIycrs, rians u3 okaa Guest-
Haus'a II-pa Toepfer'a va nponnsisawmuit no Busle napaxoxn ...

' 19 mas 1990 roma
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Alexander Haardt

GUSTAV SPET'S AESTHETIC FRAGMENTS AND ROMAN
INGARDEN'S LITERARY THEORY: TWO DESIGNS FOR A
PHENOMENOLOGGICAL AESTHETICS

~ Roman Ingarden, the main representative of a phenomenological school of
thought in Poland, and Gustav Spet, the initiator of a "phenomenological
movement" in Russia,! both attended lectures and seminars given by Edmund
Husser] in Goettingen shortly before the First World War.2 Both men drafted
literary theories which, taking their direction from Husserl's early view of
phenomenology and from the semantic differentiations of his Logical
Investigations, (1900/1901), were to act as theoretical foundations for the
structural exeges of literary texts as well as analyses of their interpretational
approaches.

The literary and aesthetic theories of the two phenomenologists share both an
emphasis upon the platonic elements in Husserl's phenomenology and, in turn, a
direct relationship to the tradition of platonic representational aesthetics. Spet and
Ingarden also shared along with Husserl's other students in Goettingen
{A.Reinach, W.Conrad) an interest in ontological investigalions and a eritical
distance relative to Husserl's trancendental-idealistic course, as is evidenced in the
first volume of his Ideas Concerning a Pure Phenomenological Philosophy of
1913,

Essential differences between the aesthelics of the Polish and the Russian
phenemenclogists arise from the fact that, while Ingarden adhered for the most
part to the phenomenological course plotted by the early Husserl, Spet
concentrated on the phenomenological question of the correlation of art and
aesthetic experience within the greater context of a semiotically oriented theory of
culture. In his Esteticeskie fragmenty (1922/1923),2 the phenomenoclogical
analysis of the mode in which warks of art are experienced as aesthetic objects is
presented in the more comprehensive context of a semiotic description of the
whole aesthetic system of communication within which a work of art is conceived
by the artist as a message (scobséenie) and is understood as such by the recipient.
In the following, I shall first outline the manner in which Spe, in keeping with the
Russian tradition of thought, assimilated Husserl's Phenomenology of Reason
and transformed it into a phenomenologically oriented semiotic theory. Then, I
shall introduce his semiotically criented aesthetic theory as it is embodied in the
paper written in 1923, Problemy sovremmenoj éstetiki? as well as in the
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Estetideskie fragmenty. Finally, I shall illustrate what Spet's and Ingarden's
aesthetic theories have in commaon, as well as the ways in which they differ on the
basis of the central methodological question concerning the relationship of
structural and reception analyses of works of art.

1. The Inception of G.Spet's Phenomenological Approach

At the time of his introduction to Husser] and his phenomenology, during the
course of his studies in Goettingen, from Winter Term 1912/13 through Summer
Terms 1913, Spet was an adherent of the so-called "Moscow School of
Metaphysics".3 This current in Russian philosophy, which was initiated in
Russia's religious academies towards the middle of the last century and was given
its most fully developed expression in Vladimir Solov'ev's Metaphysics of
Universal Unity, was carried on during the 20th Century at Moscow University
by Sergej Trubecko] and Lev Lopatin. The representatives of this "Renaissance of
Metaphysics” believed that the origins of European philosophy were to be found
primarily in Plato and in the various forms of ancient Platonism.5 Thus, they were
led to criticize proponents of the schools of philosophy dominating Western
European thought in the second half of the 19th Century - in particular, Positivism
and Neo-kantianism - for having forgotten this origin of metaphysics.

This search for the origins of European philosophy in ancient Platonism was
of decisive importance to the establishment of a "Phenomenological Movement”
in Russia. This becomes apparent in Spet's Javienie { smysl (1914)7, in which
Husserl's phenomenology is interpreted as a temporary peak in the development
of a "philosophia perennis” originated by Plato. The question central to the
platonic tradition postulated by Spet and exemplified in the philosophies of
Descartes, Leibniz and Lotze is the search arising out of the "Interest in Reality”
for "the grounds of all beings and for being-in-itself” (J§ 17). Husserl's
achievement would thus consist in having integrated the modern discovery of
subjectivity into his platonically determined ontological thinking by means of his
correlative analyses of the forms of consciousness and object (JS 19). From this
perspective, Husserl's retreat from the objects to the stream of consciousness
which constitutes them appears to be evidence of a sphere of absolute being
which forms the basis of the contingent being of objects.

In addition to this platonic ontological orientdtion, Spet's adoption of Husserl's
philosophy was further facilitated by his interest in the theoretical foundation of
the humanities. In fact, it was the purpose of his trip abroad to open up this area
of inquiry.® The practical course on "Mind and Nature" which Spet and Ingarden
attended Winter Term 1912/13,% as well as the lecture on the same subject, which
he presumably attended during Summer Term 1913, certainly would have
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appealed to his hermeneutic interests. Furthermore, Spet's critique of Husser!'s ,
Ideas Concerning a Pure Phenomenology as worked out in Javienie i smysi,

implies a demand for a phenomenological hermeneutics. Thus, he tries to bring to
light the incompleteness of the analysis of objects in the Ideas and to augment
them with a concept of his own: the Russian phenomenologist sces as a
prerequisite to the "noematic sense" postulated in acts of consciousness and
whose complexity was displayed by Husser],10 & class of intentional experience
which was given very little discussion in the first volume of the Jdeas. These are,
according to Spet, acts of understanding of the consciousness which are
instrumental in the constituting of all classes of concrete objects,]! The structure
of these "hermeneutic acts" 1s explained on the basis of a series of phenomena
which are given only a peripheral role in the Ideas, such as the appearance of
utensils, the specific character of historical testimony and the comprehension of
linguistic expressions {JS 205-206). In this way, Husserl's "Phenomenology of
Reason" - further developed to a ["Phenomenology of Hermeneutic Reason"] - is
useful to Spet's endeavor to lay a scientific basis for historical knowledge and, in
the end, to prepare a foundation for the humanities,

The work done following Javienie i smys! on the problems of hermeneutics,
linguistic philosphy and theory of art, and in particular his manuscript
"Germenevtika i ee problemy"12, written in 1918, and Estetideskie fragmenty, can
to a great extent be seen as a sketching in and concretion of just such a
hermeneutically directed phenomenology, the main thrust of which is the
correlation between the sign {(as a composite of expression and meaning) and the
conscicusness which understands the sign,

Spet also characterizes his project as a semiotically oriented "Philosophy and
Culture" within which languoage, art, myths and mores are construed a system of
signs. He develops his basic sign-model in a paper written in 1917 concerning the
"Object and Talks of Ethnic Psychology".}? His starting point here is Husserl's
concept of linguistic expression, which functions as a prototype for all other kinds
of signs. The idea of a "purely logical grammar" as developed in the Logical
Investigations, which formulates rules of complexity for the grammatical
meanings of natural language, is to be transferred mutatis mutandis to all other
cultural systems,14

2. Spet's Phenomenological Aesthetics within the Context of his Semiotic Cultural
Theory

The concrete form which Spet lends his Phenomenology of Hermeneutic
Reason in his linguistic and aesthetic philosophy is directly influenced by his
thought in 1918 being caught in the ficld of tension exerted, on the one side, by
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Husserl's Phenomenology of Reason and, on the other, by Wilhelm Dilthey's
"Philosophie des Lebens" . Consequently, the Russian phenomenologist takes the
direction for his "hermeneutic philosophy” as drafted in his 1918 manuscript
"Germenevtika i ee problemy" from the theories of the understanding of
Schleiermacher, Boeckh and Dilthey. In particular, he attempts with the aid of
sign-theoretical knowledge to deepen and more precisely define Dilthey's late
foundation of the humanities, for Spet the reigning highpoint in the development
of hermeneutics as he understood it from Husserl's first Logical Investigation on
"Ausdruck und Bedeutung" aund in other semantic writings of the Brentano
School.15 As he states at the end of the manuscript, both sides would be enriched
by a synthesis of Husserl's semantics and Dilthey's hertneneutics. Interpretation
theory would thea be in a position to discover a new answer to the question of the
reciprocal relationship between the various forms of interpretation, and semantics
would be given in this area a "philosophically vivid and concrete embodiment",16

This enlivenment of Husserl's semantics with hermeneutic intent found its
expression in Spet's Estetideskie fragmenty (1922/23). This three-part work was
the Russian author's contribution to contemporary discussions in literary theory as
were common within and in reference to Russian Formatism. Spet's focal point
here was upon the determination of the specific character of poetic speech as
opposed, for example, to scientific, rhetorical or every-day modes of speech, In
the following discussion of Spet's literary and aesthetic theories, 1 shall refer
primarily to an article published in 1923 concerning "The Problems of
Contemporary Aesthetics". The latter extends the first three parts of the "Aesthetic
Fragments" in two directions; on the one hand, Spet here locates his
phenomenologically determined theory of art in relation to other currents in
contemporary aesthetics. On the other hand, he drafts a general philosophy of art
which makes it possible to extend the path traversed in the first three parts from
language to poeiry to include the steps taken from art to verbal art.

In this essay, Spet contrasts his own aesthetic theory with the two theories that
are in his opinion the most influential of his day: a psychological theory, which
takes as the determining aesthetic factor the psychological effect of art upon the
viewer, and various neo-kantian theories which are focussed on the ¢oncept of
aesthetic value (B.Christiansen, J.Cohn, H.Cohen, P.Natorp). As ist the case with
these neo-kantians, Spet is interested in a foundation of aesthetic experience
independent of the individual subject. But, whereas the neo-kantian aesthetics
determine the intersubjective referencepoint of the artperceiver as the valid norm”,
in Spet's view, it is the "ideal being" postulated by Plato (Probl.50). However,
Spet takes a position critical of representatives of the platonistic representational
aesthetics which was founded by Plato and Plotin, and which, according to Spet,
reached its apogee in the aesthetics of German Idealism, particularly in the
writings of Schelling and Hegel: "They arbitrarily hypostasized the ideal and the
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possible to the realm of the real; then, they created out of this guasi-real an
independent second world which, as & more solid and ... genuinely real world”
stood in contrast to the reality surrounding us and made that reality appear as
jllusionary and "merely" phenomenal.!? Modern philosophical aesthetics must not
be allowed to succumb to this "metaphysical temptation”. The (neo-)platonic view
of the beantiful is subject to the criticism that here the idea as such makes claim to
reality completely independently of its sensible/phenomenal representation, In
contrast, the Russian philosopher ascribes only possible being to the ideas. They
only achieve reality through their sensible/phenomenal embodiment within or
outside art.

According to Spet, the meaning of sensible objects in themselves is stressed
especially by Gestalt-theory in so far as it ascribes specific forms, the Gestalt-
gualities, to sensible objects. Just as important in this regard is Husserl's concept
of a "Hyletics" in which the "sensible appearances”, the "matter" of sense
perception, become the subject of an independent science (Probl.51-52). Thus,
Spet's platonically determined art and poetic theory is linked to Husserl's pheno-
menology, not enly by virtue of his interpreting it as the consummation of a
tradition of "positive philosophy" inherited from Plato, but equally as much by his
adoption of Husserl's "anti-platonic” emphasis upen the meaning of sensible
phenomena in themselves.

The central question confronting any platenically directed aesthetics is that of
the specific realization of ideal structures for the work of art or aesthetic object in
sensible/phenomenal material. Spet develops this question from the points of view
of production, reception and representational aesthetics. Thus, he speaks of the
necessity of a phenomenology of the fantasizing consciousness, whose subject-
matter would be artistic fantasy which, "beginning with the relatively meager
pragmatic world, weaves its own infinitely rich, manifold and inexhaustible world
of detached works of being" .18 The artist's task is the "imitation of the idea™; art
are embodiments and realizations of ideas, their expressions (vyraZenie) and
transmission {peredada) to the recipient (Probl.72).

Spet describes at other points in his essay the aspects of aesthetic experience
which the artist and the art-recipient have in common: "We can atlain to the
aesthetic object just as well starting from the real as from the ideally conceivable
object. The significance of this path is not cognitive ... it Jeads rather away from
knowledge ... is entertaining, playful ... By distancing ourselves from the real
things and moving into the sphere of the aesthetic object ... we are depriving them
of their pragmatic qualities, we are not interested in knowledge of them.
Consequently, we do not turn our attiention to ideally conceivable relationships. If,
on the other hand, we operate with ideally conceivable objects ... and if we wish
1o Jend them aesthetic and vivid tangibility ..., we must turn to the perceivable
outward appearance."1?
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An‘empirically giveable object is transformed by its release (otreenie) from
the pragmatic and causal contexts of the everyday world into an aesthetic object or
a part of one. To this extent, the object earns the designation "removed" and
“detached” (otredennoe byue.)

The aesthetic term "otredenie", crucial to the Russmn phenomenolagmt is
intended to replace such concepts of contemporary aesthetics as “conscious -
illusion" (K.Lange), "abstraction” (W.Worringer) and "isolation" (R.Hamann)
(Probl.70). The work of art is itself a detatched aesthetic object, to the extent that it
- in contrast to the things of ¢veryday life which surround it - is removed from
any practical application (Probl.67). Spet ascribes a detatched being in a different
sense to the objects portrayed in literature, painting and sculpture. Thus, he says
of the characters and events within literary reality that they are subject neither to
the ontological law of sufficient reason, as is the case for the empirical things of
the extra-literary world, nor to the law of non-contradiction which holds for ideal
(conceivable) objects (ProblL.71),

Spet approaches with this thesis a modern conception of art according to which
art objects possess an independent reality which is autonomous in relation to
"nature”. According to Cézanne, for example, whom Spet mentions as an
exemplary representative of modern art (Ae F.I 22), the artist does not create in
imitation of nature, but rather parallel to it. This autonomy of artistically formed

reality claimed by Cézanne receives an even more radical formulation in Russian
Suprematism and Constructivism, as well as in the poetic theory of Russmn
Futurism.

Spet perceives the sovere.lgnty of the artist as being limited to the extent that the
artistically employed fantasy is held to be mimesis of ideas (Probl.72). In contrast
to traditional platonic representational aesthetics, this does not mean that the
essence of an object, which is only imperfectly realized within non-aesthetic
reality, achieves the perfection of its form in the work of art. The function of the
idea or the ideal structure upon which the artist orients himself is actually merely
1o stake out the creative boundaries of the medium of expression at the artist's
disposal, Of course, not every empirically given object, detatched from its
pragmatic context and transformed into a representation of an ideal structuore; leads
to the constituting of an aesthetic object. Spet also subsumes individual scientific
moedels, such as the atomic mode! and the explanatory fantasy images representing
geometrical structures, under the concept of detatched being (Probl. 72), The
further specification of requirements for an ghject's being experienced as aesthetic
Spet sees as being dependent upon a radical change in the starting point of
Husserl's own phenomenological position, He believes it is necessary from the
outset to describe the "natural world", which is the phenomenoclogical starting
point, as a social and cultural reality, and not primarily as an amorphous natural
region in which culture and history only belatedly make their appearance: "What,
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then, are these 'apples’, 'trees', 'inkwells' and 'lamps' against which deep
philosophical thought makes such a show of testing its sirength as things of the
real world ...7 It is obvious that these things ... are acquired by the philosopher,
that is, bought, exchanged, given to him as presents. Furthermore, someone
produced ... cultivated them etc. and distributed them as goods and perishables.
Their use is regulated by certain mores and legal norms and not only has work
been invested in them, but also artistic fantasy ..."20 It is only possible to view
these objects as mere physical things by abstracting them from their socio-cultural
reality (Probl.75).

Tt is Spet's intention to set apart from other objects of the social world the
culturally significant objects in general, and specifically, works of art. Cultural
objects stand out as being not merely tools and things useful to social life, but
rather as having a certain way their own independent significance. A work of art,
for example, gives expression to the artist's personality and shares
carrespondingly in the intreinsic value of his personal being: a work of art is "not
only a social object and, as such, a means to something else, it is also a cultural
'value', to the extent that it functions as an index and a component of the
fundamental category of culture ... that of the 'end-in-itself’ the 'person’."2! In its
capacity as an index for the artistically of culturally creative person, a cultural
object refers beyond itself and is a sign with an expressive function. At the same
time, it serves as the representational expression (vyraZenie) of the sense which is
contained within it: cultural objects are "tools of spiritual creativity"” and are thus
"mere 'signs’, which possess no self-sufficient being, but which refer 10 such
being and thereby obtain their own meaning. The self-sufficient area of 'sense’ to
which they refer is the sphere of detatched cultural being ..."%2

In these passages, the cultural object in general and in particular the work of art
are focussed upon as symbolic struciures, whereby the distinction between the
expressive and the representational functions of signs becomes crucial, as is
shown paradigmatically in the second part of the "Aesthetic Fragments" on the
basis of the structure of "the word", (hat is, the verbal sign.

"In order to obtain the last specification of art as a possible object of the
aesthetic consciousness, it is necessary 1o reveal the structure of art as that of an
expression (vyraZenie)."23

The aesthetic theory would then have to extract those components within the
structure of the artistic expression which can function as bearers of aesthetic
effect. Regrettably, the transition from art in general 1o poetry or literature in
particular is only implied: the starting point, according to Spet, is the three sign
functions of the "word", which is for these purposes prototypical for the sign
strncture of works of art, In addition to the expressive and the representational
functions mentioned above, there is also the nominative funciion, as is
exemplified in the naming of individual things. Depending upon which of these
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functions is predominant, we can differentiate three types of arts: the primarily
expressive arts, of which music is representative, poetry or literature, in which
mainly the representational function is realized, and finally, the fine arts, which
essentially "refer to things" (pokazyvajut ve$éi) and thus realize the nominative
function of signs. Because of the fact that the expressive and nominative functions
can each be fulfilled independently of the others, while the verbal portrayal fo
meaning structures can only be realized in conjunction with the other two
functions, literature proves itself to be an excellent realization of the symbolic
structure of art (Probl.77). "It is only in the structure of the word that all
constructive 'parts' of the aesthetic object are present (nalico). The meaning is
divided in music. In painting and sculpture, the eidetic object we wish to
understand is obscured because the named objects press too far into the
foreground. 24 :

Because Spet did not carry out his draft of a semiotic classification of the types
of art beyond this point, we shall conclude at this point this portion of the
discussion. Despite the fragmentary appearance Spet's aesthetics seem to have on
the basis of the article just discussed, I believe that it should be clear from what
has been said in just what way Spet intended to introduce the phenomenclogical
analysis of aesthetic experience into the context of a semiotic cultural theory: he
extends the previously-existing phenomenological description of the nature of the
art-recipients's experience (Geiger 1913; Conrad 1914) with a phenomenology of
artistic consciousness and, by revealing the sign-character of works of art, he
clears the way for a reciprocally referential relationship between the perspectives
of the practicing artist and the aesthetic recipient. The aesthetic experience of art is
also placed within the greater context of the cultural consciousness wherein
Husserl's early phenomenology, oriented towards natural objects and logical
structures, is transformed into a phenomenology of the socio-cultyral world of
man,

3. Work-oriented and Recipient-oriented Analysis in Ingarden’s and Spet’s
Acsthetics

The first attempts at applying the methed of phenomenological description to
the phenomena of art and the beautiful are attributable to Waldemar Conrad and
Moritz Geiger, They were among those of Husserl's students in Goettingen and
Munich who drew support for their positions primarily from the Logical
Investigations and who were opposed to the explicitly transcendental-idealistic
approach to phenomenology.

In his work on the Aesthetic Object (1908/09),25 W.Conrad, one of Husserl's
earliest students, concentrated on the swructures of works belonging to the various
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species of art, whereby he attempted to screen out the recipient's aesthetic
experience. The Munich phenomenoclogist, Moritz Geiger, on the other hand,
restricted his research in his Beitrdge zu einer Phinomenologie des dsthetischen
Genusses (1913) (Contributions to a Phenomenology of Aesthetic Enjoyment)26
on the mode of experience of the percipient without going into detail on the nature
of the acsthetic ohject. As divergent as the emphases of the phenomenological
programs of W.Conrad and M.Geiger are, they nevertheless have in common the
premiss that the application of the phenomenological method to aesthetics can be
instrumented within two relatively autonomous fields of research. The structural
description of aesthetic, and in particular artistic, objects is placed in juxtaposition
to the manner in which they are perceived.

Ingarden and Spet also see the differentiation of aesthetics into an object-
centered and an experience-centered part as central. Consequently, Ingarden's
literary theory devolves to an "Ontology of the Literary work'??, in which the
mode of being and the structure of literary texts is described, and into an analysis
of the relevant modes of knowledge and experience. While his book, published in
1931, Das literarische Kunstwerk, is dedicated primarily to the analysis of
ontological structures, Ingarden concentrates in his "O poznawaniu dziela
literackiego" , first published in 193728, on the experience and the perception of
the literature-recipient.

Much earlier, in his 1923 article Problemy sovremennoj éstetiki , G. Spet had
cordonned off an "aesthetic ontology", concerned with the formal structures of
aesthetic objects, from a "philosophical aesthetics” in a narrower sense, which in
turn describes the modes of conscicusness of the artist and the art-observer in
which the works of art are experienced as aesthetic objects. He refers to the
"aesthetic ontology™ also as "philosophy of art" to the extent that the smucture of
the work of art is taken as a starting-point from which to define the aesthetic in
general (Probl.65). This methodological differentiation of an ontological structural
analysis from a phenomenological analysis of the act of aesthetic perception is
carried over into Spet's poetic theory in that the second part of the "Aesthetic
Fragments" leads into a structural analysis of the poetic word, whereas it is not
until the third part that he deals with the aesthetic view of literature. At the same
iime, the poetics, considered as the "Study of the sensual and inner forms of the
(poetic) word", are to be included in the philosphy of art as an "ontological
discipline” (Ae.F. II 71), while the inquiry into the aesthetically perceivable
aspects of language in general and, specifically, artistic literature, is designated as
the main area of interest of the "aesthetics of words" (compare Ae.F. 11 70). Thus,
paradoxical as it may be, Spet does not consider the poetics to belong at all to
aesthetics in the strict sense of the word (compare Ae.F. 70).

To be precise, it must also be said that the Russian and the Polish pheno-
menologists' two-sided program, dividing work-oriented from recipient-oriented
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analyses, dreaws a border that is actually permeable in one direction, Although -
according to the program - the essential structures of the literary teéxt can be
described without reference to the reader's perception, the description of the
reader's attitudes and experiences can only be carried out with reference to the
structure of the work. In a phenomenological recipient-oriented analysis, the
aesthetic experience is, namely, concewed of as intentional and directed towards
the object.

A trait common to both 8pet and Ingarden's phenomenological aesthetics is
that they, in the course of executing their literary theoretical program for the
structural description of texts, are repeatedly compelied to make reference to the
possible effects of the texts upon the recipient and thus to trespass their own self-
imposed limits.

In Ingarden's case, the drawing of and trespass of these limits occurs in the
following manner:

In his ontological analysis of the literary work of art, he descrlbes its many-
layered construction: a literary text is viewed as a specific construct of sentences,
in which a fictive world, consisting of objects, events and persons, is portrayed.
On the basis of the "sentences", one can differentiate between components of
expression and content, speech-sound patterns and units of meaning, We can also
see that the world portrayed in literature is itself two-dimensional, if we consider
that the objects invented in fictional sentences are not only characterized by the
traits ascribed to them by the author, but also through the perspectives and points
of view by means of which they are portrayed, Thus, literary works can be de-
scribed as structures consisting of four layers: the speech-sound patterns, the
units of meaning and their arrangement, the schetnatized perspectives designed to
present the ochcts portrayed in thc work and the layer of objcctwc realmcs
depicted. v

Ingarden then pIaces this four-layered structure as a schematic, that is to say
incomplete, framework in juxtaposition to the various ways in which this
structure is realized by different readers according to their respecitve dependence
on their culturally and socially pre-conditioned perceptions. The aspects and per-
spectives suggesied in the literary text are more or less fully actualized in the
process of reading. The events and persons invented by thie author receive a diffe-
rent "painting-in" and completion with every readmg Ingarden refers to th1s as
the filling-in of spaces of indeterminacy.29

In this way, the Polish phenomenologist indirectly admits that essential aspects
of the structure of a literary work, which after all was 1o be considered "purely
unto itself”, could only be determined with reference to possible actualizations and:
concretions on the part of the reader. This is because the perspectives within
which the author invents literary processes can be defined as merely potential
aspects which remain to be actualized by the reader, and the indeterminacy inhe-
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rent in the events and portrayal of persons in fictional texts can only be seen as
such with reference to the consciousness of the reader that is able to fill out these
indeterminacies.

Both at the level of the general theorv of art and at that of literary theory, it can
be shown that Spet does not carry out a purely ontologically oriented structural
analysis of art in his aesthetics,

Thus, as we have seen, when dealing with the question of the specific mode of
being of the aesthetic object, which differs equally from real as well as from ideal
objects, he falls back upon the acsihetic attitude of the viewer, that is, upon the
process of "detatchment” (otrefenie) of an object from is pragmatic and causal
contexts. An art object that was not subjected to this isolating approach focussing
primarily on the descriptive understanding of its structure would not even appear
as an aesthetic object,

Spet falls back on this aspect even in his theory of poetic speech, in which it is
especially important for him to ignore the reader's or listener's perception. The
starting-point of his poetics is the hypothesis of three different linguistic functions
which must be fulfilled by every type of speech, while, in every case, one of the
functions will dominate the other two: the objective-communicative function (so-
obi¢ajuitaja funkcija}, which is characteristic of scientific speech, the expressive
function (¢kspressivnaja funkcija), dominant in rhetorical speech, and the poetic,
or in other words, the creative speech-structuring function (poéti¢eskaja funk-
cija)?0, When the latter dominates, a speech-construct is conceived as an aesthetic
obiect, In this case, speech is composed in a manner which directs the reader's at-
tention to the form of the linguistic communication. Whereas the formation of the
expressive level of every-day communicative language serves primarily the
structuring of the stated sense and thereby the communication of facts, all the
levels of language employed in poetic speech attain a relatively independent
meaning: the thythmic forms and syntactic characteristics of the speech should
become evident, as well as the author’s newly-formed sense-relationships.

To the extent that Spet falls back in this way upon the author's communicative
intent in poetic speech, and that this intent includes a definite influencing of the
reader's attitude, he is also compelled to anticipate in his structural description of
the poetic word the (possible or desired) mode in which literary texts are per-
ceived.

The fact that both the Russian and the Polish phenomenologist stray from their
original program of carrying out ontelogical structural descriptions independently
of a recipient-oriented analysis can be viewed as a fruitful inconsistency within
their aesthetic theories in that it represents a transition to a methodologically more
advanced concept of phenomenology.

To a certain extent, in removing themselves from their original program by
inadvertently conjoining textual and receptive analysis, Ingarden and Spet have
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reconstructed Husserl's own transition from the early phenomenological approach
of the Logical Investigations in 1900/01 to the classical form of the pheno-
menological method of the Ideas Pertaining to a Pure Phenomenology, in 1913,
The early conception of phenomenclogy, as a description of experiences of
consciousness set beside an ontological analysis of the corresponding structures
of objects, transforms itself into a correlative description of forms of conscious-
ness and of objects. In this way, both phenomenclogists also anticipate the insight
of the newer phenomenologically oriented "recipient-oriented aesthetics",3! ac-
cording to which the primary subject of research in literary science was neither the
literary text viewed in isolation, nor the reading process as such, but was rather
the text as it unfolds in the process of reading, a comprehensive process which
encompasses the two poles of the artistic text as created by the author, and at the
sarne time, the act of concretion performed by the reader.

Notes

1 The Russian reception of Husserl's work from its inception by Spet in 1914 to
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concer-ning the nature of language and of art formed the focal point of the
Russian  phenomenological writings appearing during this period. The most
important phenomenologically inspired writings on aesthetics in Russia were
Spet's Estetideskie fragmenty (Pg. 1922-23) and Aleksej Losev's
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Muzyka kak predmet logiki in 1927, For a detailed analysis of Spet's and

Losev's Phenomenology, see: A. Haardt, Husser! in RuBland, which will be
published in 1991 by the Fink-Veslag in Munich.
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views the formal object of his melaphysics as a Platonic "idea" (Jurkevié, P,
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("moskovskaja metafiziteskaja Skola” and includes in it L. M. Lopatin and S.
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July 1918, One typewritten copy of the text is kept in the Spet-Archive of the
Manuscript Department of the Moscow Lenin Library (Rukopisnyi Otdel’
Leninsko) Biblioteki, Fond Nr. 718, G. G, Spet), another typewritten copy,
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forms of expression of systems of meaning. Spet mentions in this connection
A Marty's Allgemeine Semasiologie and makes references to Husserl's Idee
einer allgemeinen apriorischen Grammatik,

15 ¢.g. A.Marthy's Untersuchungen zur Grundlegung der allgemeinen Grammatik
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18 See Probl. 71; "Ne kasajas' ... dejstvija fantazii, pozvoljajuiego ¢j tkat' iz
¢lementov sravnitel'no bednogo pragmatideskogo mira svoj beskoneéno
bogatyi, mnogoobraznyi, neiderpaetnyj mir bytija otrefennogo ..."

19 See Probl. 69-70: "K éstetideskomy Ze predmetu my moZem prijti odinakovo
udobno i ot dejstvitel'nogo predmeta i ot ideal'nogo myslimogo. Smysl étogo
puti otnjud' ne poznavatel'nyi, a skoree ... ego mo2no nazvat' otvlekjuscim ot
poznanija ... razvlekajuscim, igrajuitim ... Otchodja ot veicej deistvitel'nych i
perechodja v sferu éstetiCeskogo predmeta, my sovlekaem s vedtej ich
pragmatideskuju obolotku, lidaem ich pragmati¢eskich kagestv, no ne imeem v
vidu ich poznanija i ne obrai¢aemsja sootvetstvenno k ustanovke na ideal'no-
myslimye otnodenija. Obratno, operiruja s ideal'no-myslimymi predmetami ...,
my operiruem s nimt, kak s predmetami, obnaZennymi ot vsjakoj ‘ésteti¢eskoj'
vnednosti, 1 nam nepremenno nuzno obrait'sja k poslednej, Stoby pridat’ im
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éstetideskuju Ziznennuju osjazatel'nost' i dejstvitel'nost'.

20 See Probl. 75: "Cto takoe vse te 'jabloki', 'derev'ja’, 'Cernil'nicy’, ‘lampy' i
vsjakogo roda utenzilii, na kotorych izo&¢rjaetsja filosofskoe glubokomyslie,
kak na 'primerach’ veide]j dejstvitel'nogo mira ...7 Ne trudno videt', ¢io éti veddi
priobreteny filosofom, t.e. kupleny, vymeneny, poludeny v podarok itd., zatem
oni kem-nibud' proizvedeny, sdelany, vra¥deny itd., pus€eny v oborot, kak
tovar, kak predmet potreblenija, pol'zovanie imi opredeljactsia tem ili inym
obudaem i normoju prava, nakonec, v nich vkladyvaetsja ne tol'ko trud, no i
tvorteskaja fantazija ..."

21 See Probl. 76: "Ono {iskusstvo] ne tol'ko social'naja vesd i kak takaja, sred-
stvo, no takZe kul'turnaja ‘cennost”, bududi indeksom i kak by 'sostavnoju
¢ast’ju' osnovnoj kul'turnoj kategorii ... 'samoceli’, Tica', 'li¢nost'."

22 See Probl. 75: "Kak orudija i sredstva oni sut' tol'ko 'znaki’, samodoviejustego
bytija ne imejuitie, no ukazujuddie na takovoe i Serez éto priobretfjuidie
sobstvennoe znacdenie. Ukazyvaemfia imi samodovlejustaja oblast' 'smysla’ i
est' oblast' otredennogo kul'turnogo bytija ..."
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23 See Probl, 77: "Ctoby polutit' poslednjuju specifikaciju iskusstva kak voz-
moinogo predmeta éstetiCeskogo soznanija, neobchodimo raskryt' i ana-
lizirovat' strukturu samogo iskusstva, kak vyraZenija.

24 See AeF. 120: "Tolko v strukture slova nalico vse konstruktivnye ‘tasti’
éstetideskogo predmeta. V muzyke otiéeplajactsja smysl, v Zivopisi, skul'pture,
zatemnjaetsja urazomevaemy) predmet (sliSkom vystupajut 'nazyvaemye'
vestd)."

25 Conrad Waldemar, "Der Esthetische Gegenstand. Eine phéinomenologische
Studie", in: Z. £.A. u. Allg. Kunstws. 111 1908, p. 71-118; 11T 1908, p. 469 -
511; IV 1909, p. 400 - 455,

26 Moritz Geiger, "Beitrige zur Phinomenologie des #sthetischen Genusses",
in;Jahrbuch fiir Philosophie und phinomenologische Forschung 1. 1913, p.
567-684.

27 See Roman Ingarden, Das lterarische Kunstwerk. 3. durchgesehende Auf-
lage. Tiibingen 19635, p. 18.

28 Roman Ingarden, O poznawaniu dziefa literackiego. Lwéw 1937,

29 See Roman Ingarden, The Literary Work of Art. Transl. by George G.
Grobowicz. Evanston 1973, § 38.

30 See Ac.F. 11 29 where Spet introduces the objective-communicative function
(soobjtajudcaja funkeija). The expressive function {¢kspressivnaja funkeija)
implicates Bithler's appellative function (Ae. F. I 7, Ae. F. II 112). For the
poetic function see Ae. F. II 66.

31 See esp.: Wolfgang Iser, Der Akt des Lesens. Theorie dsthetischer Wirkung.
Miinchen, 1976.
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Caryl Emerson

FREUD AND BAKHTIN'S DOSTOEVSKY:
IS THERE A BAKHTINIAN FREUD WITHOUT VOLOSHINOV?

Qur panel has variously been listed as "Illness and Creativity" and
"Dostoevsky and Freud"; the common ground of both seems to be a concern with
various models of the psyche and their implications for Dostoevsky as a writer, a
philosopher, and an epileptic. One way or the other, as analyst, patient, or victim,
Dostoevsky is presumed to have been a "psychologizer” of life. My paper will'
discuss that claim by considering one aspect of the secondary, or perhaps it is the . -
tertiary, literature on Dostoevsky: what Mikhail Bakhtin did not like about Freud,
and how that dislike came to influence his reading of Dostoevsky.

It must be emphasized at the outset that this image of a "Bakhtinian Freud" has
nothing to do with the well-known polemic against Freudianism written in 1927
by Bakhtin's friend and associate Valentin Voloshinov (Frejdizm: Kritideskif
oderk). As 1 and others have argued elsewhere, the so-called “disputed texts", that
is, the Marxist and semiotic books authored by members of Bakhtin's circle and
frequently attributed to Bakhtin, are, judging by the available evidence, the work
of the persons who actually signed them,! Freudianism is not the sort of book
Bakhtin would have written in the mid-1920s. Voloshinov was indisputably a
Marxist, and believed in dialectics; Bakhtin was not. Voloshinov was interested
above all in achieving some cbjective explanation of inner experience, and this he
hoped to accomplish through the sign (in this sense he was a semiotician);
Bakhtin almost never made reference to signs (znaki) in his writings, and was
critical of the tendency of signs to come together into codes. Bakhtin had no
patience with dialectical reasoning; in fact, he routinely opposed dialictics to
dialogue. As he put the case in two of his most celebrated notebook jottings from
the early 1970s:

Dialogue and dialectics. Take a dialogue and remove the voices (the
partitioning of voices), remove the intonations (emotional and
individualizing ones), carve out abstract concepts and judgments
from living words and responses, cram everything into one abstract
consciousness - and that's how you get dialectics.

Context and code. A context is potentially unfinalized; a code must
be finalized. A code is only a technical means of transmitting
information, but it does not have cognitive, creative significance, A
code is a deliberately established killed context,2



34 Caryl Emerson

In a recent article on "The Bakhtin Circle's Frend",? Gerald Pirog contributes to
the cause of "deconflating” Bakhtin and Voloshinov by demonstrating - among
much else - that Voloshinov's critique of Freudianism is itself very much in the
spirit of its discredited target. Tt is, Pirog claims, much more materialist and
"objectively scientistic” than anything Bakhtin would have undertaken:

Objectification for Bakhtin results in domination and control
{Pirog writes]; For Voloshinov, on the other hand, the issue is

precisely one of defining” ‘inner experience’ objectively". His
goal is to make all inner experience outer experience of better,
public experience .. through his equation of the inner psyche with
the sign" (596).

Thus, Pirog concludes, "Voloshinov's explicit focus on the semiotically
mediated institutional settings in which the productive activity of men and women
takes place is grounded in a determinism no less inclusive than the biological
determinism he accuses Freud of promoting." Laws governing this activity could
presumedly be discovered "through the ‘objective’ methods of dialectical
materialism" {597).

This struggle for objectivity and the concomitant tolerance for "determinism”
has a curious effect on Voloshinov's reading of Freud. Pirog suggests that this
attitude might account for Voloshinov's inability to discuss pathology except in
terms of "animality" (598) - and, one might add, it also makes difficult any
discussion of what for Freud was a "healthful pathology”, namely, creativity.

The unwarranted assumption that Bakhtin is the real author of Veloshinov's
books has not only resulted in refashioning Bakhtin as a Marxist, which he was
not. It has also worked to obscure Bakhtin's own subtler polemic against
Freudian-style thought.4 In the 1920s, Bakhtin did not engage in direct debate
with psychologists and psychoanalysists - as did Voloshinov - because, for him,
the problem of the self was not strictly a psychological problem but more broadly
a philosophical one. As he wrote in his early essay "Avtor i geroi™:

Ipofnema pymu ... He MOXKET OHTE mpobiemoi ncu-
XONOruy, HayKK Oe3olleHoUHOM M KasyanbHOM, MGO HyIa,
XOTs PASBMBAETCA M CTAHOBMTCA BO BPEMEHH, €CTh
MHIMBUAYATLHOE, LEHHOCTHOE H CBOGONHOE LEnoe,”

Bakhtin detected something "non-evaluative" and "causal" gbowt psychology -
something, as he put it, that was opposed to the "soul", which was "individual
and free™, In his book on Dostoevsky, Bakhtin cites with approval Dostoevsky's
assertion that, in spite of all the psychological insight of his novels, he was nota
psychologist.b Even Dostoevsky’s protagonists are invited to join the attack,
Bakhtin mentions, as an example, Stavrogin’s outburst in Tikhon’s cell:
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"Crnymaiire, 1 ve 5106010 INTTMOHOD M IICMXONOT OB, N0 Kpalizell Mepe TaKux,
KOTOpLIe B Moo nymy xezyr.” Bakhtin immediately adds that the accusation
was unfair, Tikhon in fact was approaching Stavrogin dialogically. Alone among
the many who cluster about Stavrogin, the old man is neither frightened nor
impressed; he understands the "unfinalizability of his inner personality"
[HezarepiieHOCTS 610 BUYTpeluel anunocty] (70).

In this example from "Becu", then, Bakhtin opposes "psychology™ to one of
his key concepts and most precious values, nesanepmennocts. I would suggest
that this opposition to psychology that Bakhtin foists so vigorously apon
Dostoevsky is more significant and far-ranging than a mere reference to the well-
documented aversion that Dostoevsky had for legal investigative psychology, the
"manka o AByx kounax". Rather, it is Bakhtin himself who is apainst
psychologiy, and this prejudice is reflected in his thinking about the self from his
earliest writings to the end of his career. It was this faintly "determinist" approach
to the mingd that made some Russian thinkers of the 1920s - notably the young
Alexander Luria - atternpt a synthesis of Freudianism and Marxism, and precisely
this factor marked Bakhtin’s dislike of both.? The fact that both Freudianism and
Marxism presented themselves as scientific systems doubtless deepened
Bakhtin's suspicions.

We may note another crucial difference between Bakthin’s many approaches
to the mind and Freud’s. Bakhtin always avoided invoking an unconscious as
Freund understood it, To be sure, Bakhtin - like hig associate Veloshinov and like
their contemporary, the developmental psychologist Lev Vygostky - did not
believe (and who ever has?) that we are fully aware of the implications of our
actions, and that everything we do emerges in a controlled fashion from the center
of our attention. But rather than invoke an unconscious, these Russian thinkers
were more likely to turn to the dynamics of memory and habit. Most important,
they resisted the notion of a separate and inaccessible structure out of which our
impulses, fears, and surprises emerge, and argued instead for a richer and more
varied picture of consciousness. As Bakhtin was to write in the early 1960s when
revising his book on Dostoevsky: "Cosnanue ropa3ic CTPRUIHEE BCIKHX
GECCOBHATENBILIX KOMILTEKCOR" 8

Both Bakhtin and Frend invoke Dostoevsky as an illustration of their very
different theories of the mind. This is not surprising: Dostoevsky’s novels
contain sufficient support for a Freudian theory of the unconscious as well as for
a description of the mind in terms of dialegue and inner speech. But in each case,
crucial aspects of Dostoevsky are overlooked. Thus Freud can react with
bemused dismay to Dostoevsky’s invocations of a theologically based human
freedom, and Bakhtin offers a rather benign account of all those pathologies and
perversities we now call "Dostoevskian”.

What, then, is a conscious self as Bakhtin understands it? In his early writings
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Bakhtin deals with the self in three related categories.” First there is the "I-for-
myself” "s-mus-ceBa": how my self looks and feels to my own conscicusness,
Then there are two categories of outsideness and otherness, "I-for-others" (“a-
anst-gpyrux”, how my self appears to those outside it}, and "the-other-for-me"
("mpyroit-gus-Mena", how outsiders appear to my own self). Working with this
triad - so different from the three-part model that Freud had devised - Bakhtin
poses a number of questions about selfhood. He asks, first, how a self establishes
a relationship to the world,

Bakhtin begins by rejecting the traditional subject-object opposition as
fundamentally flawed. It cannot be drawn, he says, because there exists neither a
stable self nor a stable "given" world to which that self might be opposed. Rather,
the world becomes determinate and concrete for us only through our willed
relationship with it; in this sense, he writes, "Hame ornomenue onpepenser
IpenMer U ero CTPYKTYpY, Ho He of6pato" (AiG, 8). It follows that our
environment seems most arbitrary and alien to us not when we creafe or perceive
the wrong relationship with the world, but when we reufse to have any
relaitonship with the world at all. Bakhtin calls those who refuse to commit to a
relationship in the world "pretenders”, camoaranmer 1¢

His use of the word is curious. Normally a camossanen tries to usurp
someone else’s place; in Bakhtin’s usage, a pretender is a person who tries to live
in no particular place at all, or from a purely abstract, generalized, pre-scripted
place. Dostoevsky, we might note, created several pretenders of this sort:
Stavrogin, with his compelling-and yet weirdly unreal masks, forever generating
ideas that inspire others but leave him cold and uncommited, is one good
example, Such characters are all doomed.,

Bakhtin’s vigilance against pretendership explains the enormous role he allots
to the body as a carrier or marker for the self. Since no other self can ever be in
my precise time and space, nor see and do what my self can see and do, each
relationship and each event is genuinely singular, Thus Bakhtin has little interest
in - and perhaps no real knowledge of - those emotions that figure so prominently
in most narratives of the psyhce: jealousy, nostalgia, anxiety, regret. Only I can
do what { can do from where I am, and only I answer for it. For Bakhtin, the
primary values are always non-fusion, interaction, and willingness to take
responsibility (which is quite independent of the question of blame).

How are these meditations on personal ethics connected to assthetic creativity,
and how does all this measure up against more psychoanalytic methods for
reading Dostoevsky? Freudian models of the self also rely on the body, to be
sure, but the body in that context is more a source of standardized somatic
demands than of "singularities”. In Bakhtin’s view, the singularities are what
matter - that is, the ways in which bodies radically differ from each other, not the
number of scenarious they can be shown to share. Physical embodiment, and the
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unigue delimination of each person vis-a-vis other persons that results from it, are
in fact as central to Bakhtin's ideas about the production of art as they are to his
thinking about the formation of a self. Bakhtin distinguishes aesthetic creativity
from other sorts of human activity {such as the cognitive, the ethical, the
religious) in terms of differentiated embodiment, that is, the distribution within
that activity of authors (creators) and heroes (created persons).!! In the pure
rationation of cognitive events, Bakhtin claims, there is no hero; in ethical events,
author and hero coincide; in religious events, the hero is transcendental; only in
the aesthetic event are there two distinct consciousnesses engaged in some sort of
dialogue. Ultimately Bakhtin will suggest that successful selves are in fact formed
like novels - and that Dostoevsky, perhaps the world’s most successful novelist,
offers the richest scenarios for self-building. To focus this thesis, 1 would like to
contrast Bakhtin’s psychology of the creative act with Freud’s more familiar
psychoanalytic model.

We recall that Freud distinguishes real, lived experience from three other
activities that he groups together in one category: play, daydreams or fantasy, and
art.12 "The opposite of play is not what is serious, but what is real”, Freud
observes. "The creative writer does the same as the child at play. He creates a
world of fantasy which he takes very seriously ... while separating it sharply from
reality." The creative impulse in art, Freud surmises, results from a repression of
fantasy, and the pleasure we feel in creating or viewing art compensates us for
some unrealized desire. In other words, art, play, and fantasy all arise from a Jack:
"We may lay it down," Freud concindes, “that a happy person never fantavizes,
only an unsatisfied one."

Bakhtin challenges this approach to the creative process on almost every level,
For him, "aesthetic activity" - that is, authoring others and being authored - is
utter]y routing activity, and thus to live at all is to create. The larger, more
noticeable acts we honor with the name "creative” are simply extensions of the
sorts of activity we do all the time, Freud, Bakhtin would say, partakes of the
romantic tendency to regard creativity and inspiration as exceptional events. And
to see creativity as redirected unhappiness or a healthful use of a potential
pathology is to misunderstand the very nature of daily buman activity. Although
some creativity may indeed be "Freadian”, as a rule it is positive, conscious, and
the result of work undertaken by the whole personality. Furthermore, since
personalities develop through interaction with others, creativity, like the formation
of an individual unrepeatable self, is a special kind of social act.

Not surprisingly, Bakhtin’s description of fantasy alse differs markedly from
Freud’s - and this would explain, perhaps, why Bakhtin routinely interprets
fantasy in Dostoevsky not "physiologically” or pathologically but, as it were,
more the result of social and dialogic deprivation. For Bakhtin, fantasy, although
a somewhat astheticized activity, is not only perfectly normal but also an activity
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requiring no repression and generating no guilt. In his own early discussions of
the relationship between life and art (AiG, 67-68), Bakthin does not oppose real
experience to a triumvirate of dreams, fantasy, and art, Rather he classifies real
experience, dreams, and fantasy together, and distinguishes all three as a group
from art.

Bakthin’s reasons for calling dreams and fantasies "real life"” can be found in
his intial three-part model of the self, its mix of s-mia-ceGs, g-mma-gpyrux, and
opyro-pns-mensa, What characterizes both life and fantasy, Bakhtin ¢laims, is
"inner self-sensation”, that is, the absence of an "outward expressed quality” to
the self. Neither our life as we live it for ourselves, nor our fantasies as we dream
them for ourselves, can finalize or consumemate the primary actor, the I-for-myself
(AiG, 67). Others I can see, Bakhtin notes, but myself I can only sense as acting.
In a dream, too, I can only sense myself acting; only when I refell a dream or a
fantasy can it become finalized or {in Bakhtin’s sense) artistic.

Retelling an inner sensation to another (and outside) party serves to invest the
hero of the experience with a real body, and the body with "surroundings” (AiG,
28). Once something has a body, Bakhtin argues, the artist can be "outside” it and
the aesthetic act is born. Alene, fantasy cannot give rise to art. It remains an
"inner imitation", able to "imagine" but not to "impart an image” to anything -
because it allows for no genuinely embodied other consciousness (AIG, 67).

Bakhtin does not illustrate this peint, but he seems to have in mind the sort of
dilemma Dostoevsky explores in his early portraits of "doubles" and "dreamers”,
The meuTtarens from "Bensre noun” is an excellent example of the paradoxes,
dangers, and dynamics of fantasy without consummation, Far from being a
mawkish sentimental tale, or even the parody of such a tale, it is a case study in
"psychological otherlessness”, in the refusal to risk genuine encounters with the
other’s finalizing power. The Underground Man, of course, is the pathological
culmination of this type.

Bakhtin's passion for exposing doubles and dreamers gives us a clue to his
preference for the earfy rather than the iate Dostoevsky. It has often been pointed
out that Problems of Dostoevsky’s Poetics devotes an extraordinary amount of
space to themes and texts from Dostoevsky’s preexile and middle perieds, and
deals rather cursorily with the long mature novels. The late Dostoevsky, after all,
was receptive to the cosmic mysticism of Soloviev and Fyodorov, and several
entries in Diary of a Writer profess sympathy not only for an unconscious but
also a "collective national unconscious" that appears to unfold in history.1® In
short, 1t appears to have been important to Bakhtin’s own concept of what art
should do that both he and Dostoeysky were "not psychologists”, that is, not
willing to approach the soul dialectically, causally, and from within. Both had to
be "realists in the higher sense”, that is, willing to approach the self dialogically,
to recognize its unfinalizability, and to confirm that selves can be creative only in
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response to images of themselves given by others.

This model of the self is, of course, a sort of rough draft for the polyphomc
word. Like its verbal counterpart, it has no special interest - and certainly no
exclusive interest - in replication or annihilation, that is, in sex and death, It ig
interested solely in learning and creating. From thig fact, perhaps, stems Bakhtin’s
remarkable inability to appreciate texts of true rage or psychological paralysis.
Dostoevsky’s vision of the world, in contrast to Bakhtin’s domestication of him,
is a more radically divided and redically nnresolfable one - and not in the benignly
dialogic or estatically carnivalesque sense of the word. By all indications, the
mature Dostoevsky really believed in the ultimate innerness of guilt, just as he
believed in ultimate closure, the Apocalypse.

Te close, then, by bringing Dostoevsky, Freud and Bakhtin together on the
question of creating and created selves. For Bakthin, the self is not divided into a
conscicus and an unconscious, nor is it shaped by the "socialization” of an
originally "individnal" self. The whole idea of an initial self forced to
accommodate its fantasies and desires to the realities of social pressure was for
Bakhtin a typical product of Western psychological thought, Freudian and other.
And the related idea that easthetic activity is a sort of byproduct, a compensatory
distraction that helps reconcile us to the collapse of our fantasies, seemed o
Bakhtin cynically dismissive of the active, socially responsible role that art is
destined to play in life. But if it is not repression, sublimation, non-negotiable
biclogical drives and the considerations of reality versus pleasure that generate
and organize art, then what does?

Bakhtin does not provide a neat programmatic statement beyond thc general
comments on aesthetic activity already discussed. But 1 suggest that one can find
a cloe to Bakhtin’s thinking on the subject in the concept of the dominant, the
nomMuHanTa, that he invokes at several points in his book on Dostoevsky. This is
not the "dominant" as appropriated from German aestheticians by the Russian
Formalists, who used it to measure degrees of language deformation in poetry. Tt
is, rather, a more "organic” and biclogical concept - here the parallel with
Freudian models is intriguing - developed by the great Russian physiologist,
religious thinker and Dostoevsky enthusiast, the same man who gave Bakhtin the
idea of the chronotope: Alexei Ukhtomsky.'4

The case cannot be developed here in detail (it is,in any event, being pursued
by others!), but one should note that Ukhtomsky’s "dominant” is an organizing
principle for the relationships of both body and soul - in fact, it might be said that
the dominant is what keeps bodies and souls together. Although Ukhtomsky
originally developed the idea to explain the lability, or instability, of cortical
excitation and inhibition, 16 he himself extended the idea to interpersonal relations
and then to literature, where he invoked Dostoevsky as key exemplar.

What did the concept of a "dominant™ mean, then, when employed by a
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physiologist? Ukhtomsky asked himself that question in his 1927 essay "The
Dominant as a Factor in Behavior", and traced his use of it to Richard Avenarius,
founder of empiriocriticism and advocate of a biological approach to cognitiion,
In Ukhtomsky’s paraphrase of Avenarius, the dominant in any organism is the
"transformer of an ongoing reaction, the factor directing the behavior of an animal
under given conditions ... the one who detachedly lies in wait and watches our for
[new] impulses and irritants" that might help in resolving a given problem.!7 For
Avenarius, the dominant functions as an exception in the reflexes of an organism,
which was properly governed by the principle of economy of effort.

Ukhtomsky takes the concept further. First he sharply distinguishes the
dominant from "instinct” (88), The he insists that the law of economy of effort
does not apply (because the most powerful drives of an organism are toward
nourishment and work). Finally, he defines the activity of the dominant as the
. norm, not the exception, in healthy organisms.

Central to Ukhtomsky’s reasoning is his definition of an "organ”, which, he
argues, is not something "morphologically cast, constant, with fixed static signs"
(79). Rather an organ is more like a process, a dynamic mechanism with a certain
specific activity to perform in an ever-changing environment. Organs are in best
working order when they are maximally receptive to a creative interruption of
their established and successful reflexes. ’

Our dominant, then, is our insurance that our problems can be resolved
flexibly with the help of resources from within our own organism. But how does
our dominant, this "transformer” ever on the alert, interact with the dominants of
other living things? At the end of his essay Ukhtomsky ponders the social
implications:

Kaxayo MUHYTY HAWEH HEATENLHOCTH OUPOMHLIE 00IacTH
KHUBOYM ¥ HEMOBTOPUMON PEARLHOCTH IPOCKAKHBAYYT MUMO HAC
TOJLKO [OTOMY, YTO NOMHHAHTHI HAIUW HAMPABIEHE! B OPYIYIO
CTOpOHY. B 9T0M CMEBICIIE HALITK BOMUHAUTBI CTOAT MEXAY HAMHK
u peansHocThIo. (90)

As an example of those defeated by their own dominants, Ukhtomsky
considers the "poet, scholar and thinker" who tend toward a self-enclosed life,
who move through the world "defeated by their own theory” with "one and the
same stationary, monotonously goveming orientation" (91). Their creative activity
does indeed proceed with an economy of effort. But the "chronotope of genius"
works in another way, he claims (87). It seeks precisely the path of greatest
resistence, response, interruption: "the more powerful the dominant that governs
behavior, the more it will prevail over the negative tendency to rest, self-
satisfaction, to a breathing spell” (87). For, Ukhtomsky concludes, "we have
absolutely no grounds for concluding htat reality and ruth will become at some
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time a cushion of tranquility ... Our [neurological] organization is designed in
principle for constant movement, dynamics, constant tries and construction of
projects, and also for continual verification, disappointment, and mistakes™ (93).
And this is because "the givens [of the world] expect from us not passive
perception but a passionate search for what should be, We are not observers but
participants in existence. Our behavior is work"” (94),

Ukhtomsky concludes his essay with a meditation on happiness. If human
happiness is to exist at all,

... OHO GYJET BOIMOXHO B CAMOM JEJie TOJLKO TIOCHE TOro, KaK
Sy NyIIMil METOnEK CMOXKET BOCOMTATE B cele aTy crnocoBHOCTE
NEPEKMIOUECHHS B XKM3HbB OPYrOro 4YenoBEKa... KOrga
BOCITHTAETCH B KAXCJIOM M3 HAC HOMWHAHTA Ha JHHO APYroro.
(95)

It should come as no surprise that Ukhtomsky sought illustration of these
"physiological” laws in the works of Dostoevsky.

In an entry in his personal notebooks from the late 1920s on the topic of The
Brothers Karamazov, Ukhtomsky defined a person’s "dominant” as his “integral
image of the world", "ero o6pa3 Mupa ... ¥ mue aus xpyrux”.18 If allowed to
function undisturbed, a person’s dominant - the product of habit and accumulated
behavior patterns - could only generate its own double. Apparently this prospect
haunted Ukhtomsky as much as it haunted Bakhtin. In a letter to a friend in 1918
Ukhtomsky wrote, apropos of Dostoevsky's short novel "Isoitnsk":

"3Haere ny, 4TO, MOXKET OLITL, TPYRHEE BCEro LNA UEOBEKa
oceofomuThcA OT JIROMHMKE, OT ARTOMATHMECKON HAKIIOHHOCTH
BMACTh B KAXIOM BCTPEYHOM CaMoro cels, CBOM MOPOKH, CBOU
HEIOCTATKH, CHOS TAHOE YPOICTRO ... TONBKO C 9T0I0 MOMEHTA,
Kak npeoxoned 6ymer JBoiHMK, OTKPHIBAETCA CBOGSOMHLIA Y Th
K coBecennuxy!” (117)

As a 'sobesednik!, the primary obligation we have to others is to deliver them
from their own dominants. The dominat here has little to do with its Formalist
counterpart, which is a willed hierarchy of devices or forms that an author
strucutres, defends, and imposes intact on readers. Ukhtomsky’s charge - to the
non-literary real world and to authors and readers alike - is that they construct
dominants designed to be challenged and undermined. As Ukhtomsky puts it, our
tagk is to "nmepemMenuTs B HeNoBeKe ero HPUIHONOTHUECKOE BOCTIPHUATHE,
hbUIHONOrMUECKY 0 NPHBLIYHOCTD, HEMPEPHIBHOCTL ero ¥u3um” (119). To do
so requires above all cnyx, an acute sense of hearing or of listening, which
Ukhtomsky considered the most crucial homan sense.

In 1924, Ukhtomsky summed up Dostoevsky's contributions to art in three
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"laws", These were the laws of the dominant, of the saciyxeRuEi cobecegHmuK
or interlocutor who fulfils his duty by interrupting and changing the other, and the
law of compassion, munocepaue (119). Such are the psychological "laws" that
Bakhtin also values, and that he also sees illustrated in Dostoevsky.

-Here, then, in collaboration with Ukhtomsky, might we find Bakhtin’s
"negative image of Freud". It is certainly not to be sought in the crude and
politically opportunistic polemic against psychoanalysis that Voloshinov penned
in 1927.19 Nor should it be sought in an attack on Freud’s "somaticization of the
psyche”, for as we have seen, Bakhtin also "somaticizes” the inner world,
although in a different way. Resistance to Freud is, rather, an organic part of
Bakhtin’s larger worldview, in which pride of place is given to open-ended
dialogue, long messy novels, and centrifugal rather than centripetal forces, The
particular doctrines of psychoanalysis mattered less to Bakhtin, it seems, than
Freud’s very style of thought. '

At the base of that thought is the assumption that the self and the psycheisa
riddle. Riddles, of course, depend for their effectiveness on the belief that the
world is a system, that everything in it has a meaning that can be related to some
"whole" if only we could remember all the parts, or trick the censor, or uncover
the code. That style of thought, with its repressions, suppressions, and Freudian
slips, rules out the very possibility that mental events could simply be a mess, that
is, truly accidental, menaingless, and unrelated. For unless there is a pretty good
chance of things not firting together, and a pretty good chance that important
aspects of the self are routinely available for change, there is nothing for the
outside person or cofecennuk "interrupting” us to contribute that is genuinely
new. The emphasis is rather on a backward process, a return 1o fixed scenarios in
which we were merely observers or helpless witnesses. To the extent that our
behavior in these scenarios is prescripted and predeterminated, it cannot be
creatively addressed in Bakhtin’s sense of the term; it can only be decoded and
diagnosed. Much as Dostogvsky had faulted Tolstoy (rightly or wrongly) for
approaching all events, even current ones, as an "historian” rather than a novelist,
so Bakhtin might be said to fault Freud for placing all the important events of the
psyche in a prefigured past. _

Bakhtin’s response to "the self according to Freud", we might say, is the entire
edifice of polypheny. For polyphony guarantees two values that Bakhtin felt were
always threatened by "psychologism": the radical singufarity of the person, and
maximum, non-clinical, everyday access to that person’s world. To the extent that
Dostoevsky's heroes reflected those values, Bakhtin could celebrate them.
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T.M. Huxonaera

CEMAHTHKA VBEXJEHHA: PEUb MAPKA AHTOH¥SA HAJ
T'POBOM IONMA IIE3APH

1. Hepenku curyalndi, Korjga OguwH yelOBEK YMEET NMOINOCTHIO Tepe-
yBEUUTE ADYrOro; HEpEIKY M CHTYallMH, KOTHA M OJUH YEAOREX MOXKET
moBNeus 234 coboil Toiuny, nepeyfeIMThR €€, €CNIM MHEHHEe TOJMNLI
cthopMUpPOBEHD, MM NpocTo YOENUTL - 6CIM Iepelx HuM tabula rasa. Jaxce
Ham "HeHTpambHeid HehOpMANBHLIA Pa3roBOp MNpPERNONaracT OCYIHECT-
BIICHWE BJACTH, T.E. BO3ISHCTRHE HA BOCIIPUATHE M CTDYKTYPHUPOBAHUE MUPa
ApyTHM uelnoBekom”. 1

KakoBrl ke ABMOKYLOHE CHIIBI MeXanusma y6exxnenua? Ilo cyTh sTum
BAHMMAXOTCS EINE ¢ aHTHYHLIX Teopuii KpacHopeuns, OnpHako cefivac, kak
NPEOCTABAACTCH, YCHORCHECTRO PACMIONATEET CYMMOM 3HAHMH O YETHIPEX
thaxtopax, cnocobernyommx ybexaenuo (nepeybexIeHHI0) couuyma,
IMpanpa, sTH SaxkTopul rereporeimst, Mrax, sTo - I) noswme npanune of
obcyxmaemeli cuTyallMi, B JeTeKTHRHLIX COUUTICHUSX MIIOIO PaaNnnuHLIX "a
BAPYr" - HOBLIX HEOXHMOAHHWX NAHHZX, CEHCAUMOHHLIX PaKTOB,
'IOKASATEILCTE, OIM COBAAKNT UCTHHY, MCTMIIA "B mocneniets MncTanguu"
y6esxxnaer. ONHAKO U C UCTHHOM NET0 06CTOUT e TAK NPOCTO: OKABLIRAETCA,
YTO HAalle HaMepeHHe YOGEXUTh BXOZMT B CHCTEMY IOIAUM WCTUHEI
rOBOPALIMM,? HAKOHEI, KAK 9TO HM MAPANOKCAILHO, OHO M TO Ke MOXET
GLITL HCTHHHLIM MAM A0KHBIM B 3ABMCHMOCTH OT IMonopAinero,3

2) ¥to npamoe ofpamenue Kk cobecegnmky (cofecenHukam) ¢
PA3NMYHRIMMA HMX MMEHOBAHMAMM. TYT BOSHMKAIOT NBA BOSMOIKHBIX A
IOROPAUIET O [IONIOCA: IECTh WK OCKOPONEHHUE; YENORGUSCTRBO NOKA elle He
HAYYUNOCE MTHOPHPOBATL H TO, ¥ IPYIOE.

O6a hakTopa - HORBIC JAWHLIC M HOMMHIALIKM - CRAZAINLI ¢ AEIIOTATURIION
CTOpPONOH coobIueus, ¢ UCTHIIOH, BLIARISIEMOM UIU MOATACORLIBAEMOIL.
Cnepywomume npa daxtopa csa3anst ¢ dopMoil. 3r1o: 3) Putopuka u ee
komoHedTsl; 4) CTUb ropopamero, HekHit HeymopuMenid X, ton qui fait la
musique. BTH thakTopsl 06 YCIORNEHEL] COUMANELIIO M COLUANBLIG XE NOolK-
maioTca, Hepegko NpuXOmMTCS CHBNLATHL OMPABAATEILIILIE CIOBA KAKOM-
nubyns Tpyboit sxemumne: "A 310 4 ckasana? Urto g, ofospana ee Kak-
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HuOyns? M Henpasny cxasana?" I'pyGocTb, Kak BTO HM CTPAHHO, TacTO
CBAILIEACTCH HE ¢ CHI'HM(PUKATUBHON CTOPOHOHN, d C JEHOTATHBHOMN.

Kak npencrasifercs, CyIISCTRYET €I M MATLIH IyTh YOCKIEHUS K
BOSNEGACTBHSA: OH CBA3aH ¢ (QOpMHUpOBAHMEM / NOCTPYKIHEH COLMANLHOrO
ofmerce mHeHUuA, CTpax COUUANEHOTO ONWHOUECTBA OKAZLIBAETCH YACTO
Gonblzel ONMACHOCTHED IS MHAMBHMIA, YeM CTHMXHITHOEe GEICTRHE: YEIOREK
Gourcs HE TONBKO TIOCTYITATh UHAYES, HO M IYyMATh MHaue. MO HbUA armmapaT
JMEHEBACTUMECKHUX KOHCTPYKIMH, OMUPACIOUXCS HA OCh: COLIMYM - OUIGHKA, -
HOpMA - CIHYXKWUT M BLIpAseHHI0 00IMecTBEHHOI® MHEHUS (3 vame rpu-
MUPYIOIIEMYCS MO HEro KBAAMBLIPAXKEHMIO) M HHANBHIYATLHOMY
CAMOBBIPAMCCHHIQ! S LYMAIC, KAK BCE, UM, YTO BAIKHEE M UTC HYIKHO BHY-
IUNUTE, Bee MymMalor, Kak f. Kak muwer I'. Baitupux, "3-# 3aKoH ceMaHTHKU:
BCAKOE AAUCHUE CIOBA. COLMANLHO™4 DT YCTAHOBKA HA MHEHHME, COLIMAMh-
HOE KM KHARBKAYAILHOE, YBOAMT BCE AaNble OT CUTYAMOHHOW OCH!:
MCTHHA / TOXKE ¥ COSHAST OCHOBY A MHOMECTBA HIBIKOBBIX MAHUITYIISIIINIA,
Hanpumep, ecny B Bage rponan OEUeHLe W romopuTes, yTo Iseun B3sn
ero, Jsnun yepan, JIssui cTHBpUI, TO "He CYHIECTBYET TAKOIO KPHTEPHA,
KOTOPBIM MMOIBONMN GBI TIPOBEPHTD, OBILNO M MEYECHEE B3ATO, CTUGPEHC UIK
ykpaneno. Tem ve menee I I9BHIa U erg MaTepy HeGeapaA3HUHO, KAKOE
U3 STUX BHIPA>KEHUH ppbpano™.s

Hosromy RHIIMDUCTHKY MOXHO 10 NPABY CUMTAThL "KOpOJNEBO# Hayk",
YUYMTBIEAS K €€ 3aMaul, U ¢& IOCTHxXeHMsA. A uMenHo, Kak u nayew
OIIMCATENAILIE THNA TECNOTHHM MM XMMHH, OHA 32HHMAETCA TeM - B
OTIIOLIEHHY CBOEr0 06nexTa - "KaK 310 yerpoeno”? Hayku ectecTReHHOrO
CKIAKA 3a[MMAIOTCH He TOJLKO CTPYKTYPOM KOMIIOHEHTOB, HO W MX (hyHK-
mMEeH, T.e. "JaueM FTO HYXXKHO M KAK STO (DYHKIHOHUPYyeT?" BTHM Xx¢
JAHUMACTC M ¥ MTUIITBUCTUKA, HO 00 HeKT TMHIBUCTUKY - S9LIKOBAS NeUCTBH-
TENBEHOCTD -~ OONAZaeT CBOACTBOM CAMOMAHMITYJIMPOBAHMA: BHICKAZHIBAHHE
MOSKET JI['aTh, HE COOGINAS HeBepHbIX (bakToR, MOXKeT yOEIXKIATh, HE CO-
of a1 HUKAKMX (HAKTOB, MOMET BECTH 33 cobol umm ockopSiats. T e, peus
MIET HE O TIPAMOM BO3FEHCTBHM, 4 © BO3NCHCTRHM 4epe3 AILIKOBOS MAHH-
nynruposanue. Tem cameM 361K OTpaxkaeT BOIMOXHOCTH Yenonexa,
HELNAPOM NIPO3BAHHOTO "BeHIOM TBOpeHMs". "Mur He palfnl CiIOB, IOTOMY
uTO MBI X03s1e8a Tekcra".6 :

2. Peur Mapka AHTOHKA, GEBINET0 KOHCYIOM BMecTe ¢ [leaapem B ron
ero Tparuuyeckoro yOuicTBa, GhIIa BO BGEX CMBICIAX HCTOPHUYECKON: oHa
fHepenoMuina ueropuir Puma, AHTOHUH NMPEInoMUn 3a0BEHHI0 BPAXAY H
mpyx0y aarosopimukaM Bpyty u Kaccuiwo. C ux memoMa M cOTlacHs oH
IDOJDKeH OB CKadaTh HANrpoSHOe MOXBARBHOE CNOBO HA MOXopoHax KOmus
Ilezaps. B peaynsrare »roft peur 9aroBOPLUIMKAM NMPUULIOCE O&XAaTk, HAPOL,
Knarimitcs uMeHeM [lesaps, koTOPOro TONLKO YTC IIPOKNHHAT, ¢ thakenamu



CemaATHka YOeKICHHSA 47

GpocHicsa K X gomaM. B Pum epouno npuéninm BHYUATHLIE TIIEMAINNK MO-
rubieroe 1 ero nacnenmuk Orrasnan, Xoi PUMCKOR UCTOPHK ITEPEMEITMNCS,

UTo e BAKHO TIOHATE UCCHEIOBATENI0 IHHTBUCTHIH TeKcTa? BTO ToO,
UTO K€ TAKOE MOT CKAZATL KOHCYN Mapi AHTOHW, UTO NEePEeBEPHYI0 OpHeH-
TAUHMID MHOTOINKGH M MEPEMENYHNBOI pUMCcKo Tolne? Bor CEMIETE ILCTRO
Crperouma: "BmecTo moxpambHO# peul, KoHeyn Alrounit ofLuBuI yepes
riamaras rocTAHOBIEHHE ceHaTa, B korepom llesapio BozmaBanMchk BCE
YEJOBEUSCKHE M $OMECKMe IOYECTM, 3aTeM KIATBY, KOTOPO# CeHaTopLI
KIAIUCH BCE BIIOCTH XKH3Hb OJINOI0 W K B3TOMY MPUMGABUI TIECKONLKO CIOB
ot cebsa”.? TakuiM 06pasoM, 3MECh MLl BMIMM peus AHTOHUS OpHEH-
TUPOBAHHOM HA NYHKT 2 M3 yKA%aHHLIX HAMM BLILE: yCTANOBKA RIATA Ha
npsaMoe xnanefuoe ofpanienye, Ha NEIOTATHBIIYIO CTOPOLY, © KPEHOM B OCh
noxeaisl, Bot onucaiiue Tol xe peunt y Ihnyrapxa: "Anronuii, B cCOrnacHu ¢
o0buacM, CKAmall MOXBAlBIIYI0 peub yMepuiemy. Bugms, uto waponm no
KpafHOCTH B3BONHORAH M YBIIEUEH €r0 CIOBAMM, OH K IOXBANAM IIPHMELIATN
FOPECTHRIE BOAMTIACE], BLIPAXKAT IIEMOAORANUE ITPOUCIIENIINM, A [TO] Kollew,
moTpacad ofexpoi Uesaps, 8aluTOI KPOBLI M HIOOpPAHNO MeuaMi,
HASBAN TEX, KTO BTO CHENAT, gylueryGamu U noaisiMy youiinamu'.8 U anecs
MEI BUIMM TOT K& METON NPAMbLIX HOMMHALIMA! K NOXBANE MOKOGHHOMY
OPHCOENMHSAKTCA NECCAOBAlIME M NpAMOE ockopbnenuwe yOniu-
JATCHOPIIVKOB.

Hacrosniuan cratss nocssinena peun Mapka Anrtoivs y Hlexcnupa.”
Uem xe 0TIMYAE1ICH MMElNo 314 peub? B 1bece eC1b YBNEKATEILHAS s
IMHrBMcTa Aetank. BpyT u Kacenit Sosarea kpacnopeuunoro (Kak coofinaer
TInyTapx, OH OPOUIET COELHANLHYO IIKOLY asHalIMYECKOro KPacHopeyns)
Apronnsa. OHM HalaraloT uyTsl 11a ero snokeenimw: "Mark Anthony, here,
take you Caesar’s body. You shall not in your funeral speech blame us. But speak
all good you can devise of Caesar. And say you do 't by our permission. "
T.e. 08 MO3KET TONLKO XBanurh llesaps, 110 €My S&nNpemEno KPUTHKOBATL
23 0BCPLINKOR,

JansHeAmMiA ananus eCTh HAMLE MOTLTKA NOHATE " YHKLINCIIANLHYIO
Mopchonoruo" peun ANTOIMSA, Pa3OXUB €€ 1A HECKONRKO IIMITHIA - C TEM,
uTo6 b1 3diherT 1IEnoro GLuT HoNee HRHLIM,

3. Peur Mapka Aurouus npexuapsers pevnio Bpyra, rae on nepeuucnser
npocTynku llesaps nepex pUMCKOil pecrnioGIMKON W I'OBOPUT a CROSH
auunioi mo6ru K esdpio. Tonma nomsocthio ybesxcnena Bpyrom. Peun
Mapka AHTONKS KaXeTCs yxKe nouTH (hopMaliLibiM pPeTyanoM, KOTOphlit Bee
xe cofmonaercs. IIpUBoNHUM €6 TEKCT IO [EPENOMIIOTO OTIOWICIIHS TOJIILI,
MOCKCGILKY JanbHefilnve cnosa (o sapewmanu lleaaps), necMoTps 11a CBOK
BaXHOCTD, YK€ [MPAKTHUYECKY HUYEro e MelfioT:
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Friends, Remans, countrymen, lend me your ears;
I come to bury Caesar, not te praise him.

The evil that men do lives after them;

The good is oft interred with their bones;

So let it be with Caesar. The noble Brotus
Hath told you Caesar was ambitious;

If it were s0, it was a grievous fault,

And grievously hath Caesar answered it
_Here, under leave of Brutus and the rest -

For Brutus is an honourable man;

So are they all; all honourable men -

Come I to speak in Caesar’s funeral.

He was my friend, faithfal and just to me;

But Brutus says he was ambitious;

And Brutus is an honourable man,

He hath brought many captives home to Rome;
Whose ransoms did the general coffers fill,
Did this in Caesar seem ambitious?

When that the poor have cried, Caesar hath wept:
Ambition should be made of sterner stuff;

Yet Brutus says he was ambitious;

And Brutus is an honourable man,

You all did see that on the Lupercal,

I thrice presented him a kingly crown,

which he did thrice refuse:; was this ambition?
Yet Brutus says he was ambiticus;

And, sure, he is an honourable man,

I speak not to disprove what Brutus spoke

But here I am to speak what I do know

You all did love him once, not without cause:
What cause withholds you then, to mourn for him?
O judgement! Thou art fled to brutish beasts,
And men have lost their reason. Bear with me;
My heart is in the coffin there with Caesar,
And I must pause till it come back to me.

Peur Mapxa AHTOHMS, TIO HAINIEMY MHEHMIO, OIIMPACTCA HA TPH Ga30BLIK
mousTHs: Quenka - Peus - ®axr, KOMIIOHEHTE! 5T CTIUIETAKTCH CIOXKHEIM
oGpasoM; HATIpUMED, CYINECTBYIOT ABe oneHKH Liesaps (mo Paxram - ouenka
Awxronus) 1 no Peuyu (ouenka bpyta, T.e. ouenka bpyra mana Tonnko wepes
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ero peub), Peun camoro Mapka AnTonns ecTh koHhPOHTANMA STUX IBYX
OHEII0K.

B peunn Mapka AuTonmsa ects M Kmoun: ¢hparMeHTsl, BIbIBAIOIINE K
HOHHMMAIONICMY M TOTOBOMY BOCITPHHATE chyiraTemo. Taxum ofpazom, B
peur Mapka Anronus ecth Kimouy, BFasopple mOHATHA M JIBMSKYIIIE TEKCT
THHHN.

IIpennaraemylii HIXCE AHAIIS CTPOUTCH MO CIENYIIEHR 1IporpaMMme.

I. CoofIeHNe KIMOYEeRLIX (PParMeHTOB.

II. Camoonenka Mapixom AnToHWeM cboelt cODCTBEHNHOM peunr Kak
HEKOTOPO# COIHATENRNON (hYHKIMOHALHON KM,

III. Xapakrepuzanusa BpyTa ¥ 3aroBOPIIHKOB,

IV, Xapaxrepuctuka KOmma Hesapd: a/ o6cy>xaenue noHATUS ambitious, T.¢.
oreHKy, JaHofl BpyToM B KAUECTRE HEMPEIOMKHOMA, AKCHOMATHYHOINA,

V. Omncanue oTHomeHus Mapka Anrorus u Lgaaps.

VI. Onmucanue oTHOIeHMI Toame! u Leaaps,

1. TTo HaeMy MHEHMIO, KNIOYEREIX (PPArMERTA B PEUUN IBA.

1) Hamex na 10 nobpo, koropoe ceepuinn Ilesaps ¥ KOTOpOE YHIET ¢ HUM
("The good is oft interred with their bones; So let it be with Caesar"),10

2) UsnauambHoe COMHEBRE B TOM, 6b11 M Lesaps yecTomobeM U 3aCHy KWl
nM cToNs cypopyk Kapy: "If it were so, it was a grievous fault, And
grievously hath Caesar answered it."11

IL, Cymectpenno, uro caM Mapk AHTOHRIE BCe BPEMS OLEHHUBAST CHOW
[ETM ¥ CROK Peub, T.€. B €r0 Peyb COIHATENLHO BROTUTCH METATEKCTOBOE
Hawane, Peus CBOIO AHTOHHMH OMpEmeNfeT [0 OTHOLIEHWIO K YKa3aIHoH
HaMu cucteMe 6asoBsix oTHomenui: @akt - Peus. IlpuBonum B nuue
LEMOUKH BCE METATCKCTORLIE onpeneneiua Auronus: Hens ero - Pakr:
Icome fo bury Caesar, not to praise him (T.¢. ne - Peun) -

Come I to speak in Caesar’s funeral - (Lenn - Bce-Taky Peus) -
I speak (Peun) - not o disprove (Peus) - What Brutus

spoke (Peus) - But here Iam to speak - (Uens - Peuy) -

what I do know (I'nannoe - $akr),

Taxum 0GpazoM METATEKCTOBAA HUThL PEUM AHTOIIMS ECTh KAK BLI CO-
ofmenne © (hakTHBHOCTH €ro COBCTBEHWHOM peuH, TeM CaMLIM OHa
npuoperaer nepdroOPMATUBHOE SHAYEHIE. BTUM PEUh ANTONKA OTIMYAETCA
OT peurs BpyTa, MpeICTABIAIOIIEH THINL peecTp mpocTynkos Iesaps,

III. Mnyrapx coOOGMAET O KECTOKOM KPUTHKE AUTOIMEM 3aroBop-
IKKOB,12 0 MOCKINREMLIX B MX anpec MPOKIATHAX, BemoMitum 3anamisre
orpapvuenusa y lexcrnupa: od ne moxer 6pannts bBpyra u Kaccus, vo
"Leaaps XBany THL CKONMBKO Xouels", W agecy Mapk Auronuil BHIXOXAT U3
IONOXKEHUA BHPTYO3HO. OH He MPHWBICKAET NPAMLIX HOMKWMAIMHA, a
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WCIIONML3YET [ABA MPUEMA: WEPAPXMH CIYXKEOHBIX CIIOB-CMHOHHMOB H HX
CEMAHTHKY, C OIHOI CTOpPOHSL, ¥ AIITIOGMH, "WrPpHl ¢HOB" - HARMBARKMA Ged
HAIBIRAHKA. OHTIOGHIIHSI IBYX OCHOBHBIX xapa&‘repncrnx, BaKpEl’I.TIOHHbIX 3a
BpyTtom u Ilezapem: honourable / ambitious mMoxer GrrTh mepesaHa xKax
"yectommen” M "zecrommen”. Mapx AuTouu{i BBOIMT BCE TOT Xe
HOCTOSHHEIR ®nuter mo otHomennio ¥ Bpyry (honourable), wo ox
COTIPOBOXIAETCA BCe GoNiee CHIKAIIIMME BTOT 08pas cowsamu,!3 Dro
Comwant: For - But - And-Yet - Yet+sure.

Cwm.: "For Brutus is an honourable man, so are they all, all honourable men - /But
.. - And Brutus is an honourable man - /Yet.../- And Brutus is an honourable
man - /Yet.../ - And, sure, he is an honourable man." :

HagsiBanve Ge3 rpsamMoit HOMWHALMY He [EPelaHo B PYCCKUX TISPSBONAX,
OO0 OTHOCHMTCA K MMeHM Bpyra 1 anrmuiickomy brutish (kecToxuis,
Gecniomiagusii): "O judgement! Thou ast fled to brutishk beasts.”

{cm. pasusie Bapuants 'O apaseiit emuren! K sBepsaM Thl, BEPHO, CKPLUICS ~
nepeeoa I Koanona; O pasyMense, THI K 3BepsM Gexano" - Iepesox
M.IL.Cronsaposa).

IV. MHoroxomMnonenTiod ABNSEeTCA XapakTepucTHka camoro Hesapa.
Oua CTPOUTCA HA CIOXHOM OTHOUISHMM PaKToR, CO0GIUASMEIX AHTOHHUEM,
k Ouenxe, naunoil emy BpyToM, KOTOpas B CBOIO OUEPENs GCTh KaK Okl
ouguka Tonnel. T.e. umeuno B 3To#t wactw Mapk AHTOHUM 0 CcyTH
COBEPIIAET OPATOPCKMA NOMABHMI: OH MEPEIaMBIBAET OGINECTBEHHOE MHCHME,
fopercs ¢ TONNOIN, yXe YCHEBIUEH BOCIIPHHATE HEKYI0 OIESHKY Kak
RanHocTn, 14

ITocnenonaremsuocte Paxron, cooﬁmacmmx AHTOHHOM, 3HAYMMA U
ABuo npomymaina. 13
@axrt 1: lezaps - xak Opyr, BeEpHbIA M npenarmmﬁ cepa NMUUHEIX

otnowuenii: "He was my friend, faithful and just to me." .
dacr 2: 1eaaps - mobenurens-ponii, oforaTumuii Puv; soendas cihepa:
"He hath brought many captives home to Rome, whose ransoms did the general
~ coffers fill."
dakt 3: Iesaps - oG piiit X ¥YBCTRUTENBHEIA KO BCEM CTPATAHMAM UCTIOREK;

nuytag ofmecrrelias cepa:

When that the poor have cried, Caesar hath wept.
Daxt 4: leszaps - ge-uecTonwbelr! BDTO MOKAIBIBAETCH OUSBHIHEMH
ceuperenscTBaMy; "You all did see that on the Lupercal I thrice presented him

a kingly crown, which he did thrice refuse.”
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Ilo HameMy MueHNDO, BCs 3thdheKTHOCTL BTOrD NMOCIEOHErD, IO CYTH
ybuiicTeenoro A%a Lpyra, (hakTHBHOTG COOGUIEHAS, B TOM, UTO OH - BTO
MO ArCTOBXNEHHLIE 3aKAOUANCUINH aKKoP.

Bee ykanaunsie thaktel nepeMexcaiores annennsinuett ¥ Onenxe (Bpyra)
epes ero Peur (ambitious). Mapk ARToHM# napainensHO OGCYXKIaeT
nmoctynku [lesaps xax yecTomOGMBYE MM HET, HO INENAET 3TO TOXKE HA
METaypoBHe, 06Cy>Kaas caMo ronaTie "vectomobue”. CM. cxeMmy:
®akr 1-/ "But Brutus says he was ambitious;"
®axr 2-/ "Did this in Caesar seem ambitious?"
®aicr 3-/ "Ambition should be made of sterner stuff."

Dakr 4-/ coennrenne thaxra m kommMerTapua, CunTes/ "crown ... which he did
thrice refuse: was this ambition?"

Ho crpyxrypa sroll uacty peur Mapka AHTOHMA HE TONBKO
xeyxypoBHeBa. HanoMunaeM, 4yTe MapainensHo, 4epes YaCTHLLL, BROLSUIME
pedpen o mocroiinom Bpyre, uuer cuuxenue ofGpasa Bpyra. Takum
06 pasoM CXEMA B TEIOM BLICISIAT CHENYIOUIHM o6 pasoM;

For Brutus / /
Dar 1
But Brutus / /
~ Qaxr 2
Did this in Caesar seem ambitious?
Qaxr 3

Ambition should be made of sterner stuff.
Yet Brutus / /
QakT 4
Was this ambition?
Yet Brutos  / /  And, sure, ...

V-VI. Ecau B cBoei#l pasobnaunrensuoll peun BpyT rosopur pasgensiio o
cpoeH muuiolt mo6en k 1le3apio ¥ €ro NPECTYNICHMAX NPOTHR PECTYBIMKH,
To AutoHul nocreneHuo o6veaunaeT S u Bo/Mu/, T.e. cTPOUT CROIO peun
TaK, wro ero npyxba c llezapem ¥ ero mMoGOBE K HEMY CTaHOBUTCH YEM-TO,
uTQ OH pasfesser ce Beeid puMckoll Tonnofl, B kouue, kak ¥ B cnyuae dakra
4, crenyer ofolaumi cuirres, ofnenunaiores A" u "Bee Bur”.

He was my friend, faithful and just to me - I thrice presented him a kingly crown
- My heart is in the coffin there with Caesar and I must pause till it come back to
me, The noble Brutus hath told you - You all did see - You all did love him once,
not without cause - What cause withholds you then to mourn for him - Bear with
mel
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IIpHHATO CUNTATD, UTO CYLIECTBYET [ATH M TONMBKO AT MINOKYTHRH
neneii; 16 :
AccepTUBHas - paccKas 0 TOM, KaK 06CTOAT Aena,

KOoMHUCCHBHAA - COCTOUT B TOM, 4TOOLI 06A34ThL MOBOPSUIEFO CHENATE HEUTO,
JMpexTUBHAR - MIOMBITATLC A BACTABUTE APYTUX CACIATEL HEUTO, '
Heknaparupyas - H3MEHMTh BHEIIHMH MUP HOCPEACTBOM INAHHOIO
MPOU3IHCCCHNA, -

DKeTIpecCUBHAA - BLIPA3UTL MYBCTBA MM YCTAHODBKY,

TIpeAcTaBIACTCS, UTO BLUTONHWTL BCE TIATE LIENEH CTOMNL COBEPISHHO H
CTOIL KPATKO M KPACHOPEUXDA, YAANOCH, RUIMMO, TOJRKO HISKCITHPOBCKOMY
Mapicy ARToHUIDO,
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Anatoly Vishevsky

DEMONIC GAMES, OR THE HIDDEN PLOT OF MIXAIL
LERMONTOV'S KNJAZNA MERT

— Bx, 6parenr! 112 Bce ecTh Mallepa; Miloroe
Ii& FOBOPHUTCS, 4 OTTAIBIBAETCA. .,

— A nuKorag caM Ie OTKPRIRGIO MOMX Tall, S YHCACIHIO
MO IR, wrod MX OTradbIBANM...

The hidden plot in “KnjaZna Meri" is a diabolical game that the Devil himself
plays with the unsuspecting hero. The prize in this game is Pecorin's soul. The
Devil sets Petorin up for the temptations, springs his traps, and successfully
brings the hero to his downfall. There are three temptations that the hero fails to
overcome; killing Gruénickij, seducing Vera and deceiving Meri in her innocent
love. The Devil's game with Petorin is played against the background of the
games that the hern, who sees himself as a demonic figure, playes with his
unsuspecting victims Grunickij and Meri.

The concept of "igra " appears early in the story, The English word "game”
does not completely bring out the double meaning of the Russian word. It means
"a game" (and, as a verb "igrat," "to play a game," "to gamble") and “acting,
performing” (as a verb, "to act, to perform"). Both of these meanings find
realization in "KnjaZna Meri.," Peorin engages himself in manipulative games in
which pawns (or cards) are people, and he acts as an omnipotent master of the
game, setiing its rules and directing the moves. At the same time, he is an actor in
the comedy that he thinks he is staging, an acting director of sorts, At this plot
level the situation can also be viewed as a puppet show,! where the fake puppet
master Pecorin believes he holds all the strings, including those of a puppet with
his own face on it. Yet on the fantastic level, the moves that Petorin makes in his
societal games are instigated by a greater master.2 As far as role-playing is
concerned, Peforin, who believes himself to be directing the show, appears on the
fantastic level merely as a character in someone else's comedy. This interpretation
of the realistic and fantastic plots through game- and role-playing adds a new and
deeper perspective to the story.

The Devil in the story is Vera's husband, a lame old man. Limping has always
been a feature of the devil, and he is often called, among other names, "The Croo-
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ked Serpent” (Rudwin 29) or "Old Scrpcnt" (Rudwin, 32). A Russian popular
name for the devil is "xromoj dert." As part of the game, the real Devil has a
decoy -- Doctor Verner, The doctor has all the prerequisites for being the devil:
the title, the German name, and a limp. He is even called Mephistopheles. Yet
with the doctor its all a Byronic romanti¢c pose. He is a person of morals, and
when Pecéorin kills Grudnickij, Doctor Verner does not want to shake his hand.
Grudnickii's limp is caused by the wound as well as his romantic ideal and looks
more like a caricature, It is yet another decoy for the real Devil,

Ejxenbaum also mentions a popular novel of the time — Alain René Lesage's
Le Diable boiteux (known in Russia as "Xromoj bes") — as a possible source
for Lermontov's "new devil" (Lermontov, vol. 4, 618-19). The mention of this
"new devil" first appears in Lermontov's unfinished poem "Skazka dlja detej,"
where the poet turns to "&ert" (devil) rather than the familiar Demon: "No étot dert
sovsem inogo sorta:/ Aristokrat i ne poxoZ na &orta” (Lermontov, vol. 3, 420).
Lermontov never finished the poem — his "new"” devil was becoming nothing
more than a parody of Demon {Durylin, Kak rabotal Lermontov, 98). This devil,
who "never made it" in "Skazka”, appears in an unfinished story "U graf, V... byl
muzykal'nyj veZer" (also known from the memoirs of E. P, Rostopéina as "Stoss"
{M. Ju. Lermontov v vospominanijax sovremenaikov, 2851). Structurally, the
plots of "Knjazna Meri" and "Stoss” are similar: both of the old men are lame (in
"Stoss": "...to byl sedoj sgorblennyj staridok; on medlenno prodvigalsja
prisedaja..." [Lermontov, vol. 5, 336)), both try to win the hero's soul, and both
employ love of a woman as a device to ¢ause the hera's downfall. In "Stoss,” as
well as in "KnjaZna Meri,” such downfall was to be realized in the literal meaning
of the word: at the g¢nd of the story Lugin was going to throw himself out of the
window (Udodov, 652; I. M. Boldakov’s view is presented by Ejxenbaum in his
commentaries: Lermontov, vol. 5, 496). In "Knjazna Meri," the fall from a
window remains as a component of a plot (the scene in Verd's garden), but it does
niot acquire the cr‘ucxal importance that it bears in “Stoss.” The downfall of Peéorm
is Tédlized in the story through the actual fall of GruSmckq from the cliff, and
jfmally, Pcéorm 5 fall from his’ horsc, wh1ch w1ll be dlscussed later Peconn 5
dembnic mask is that of the: old Demon a rehelhous spirit - and a loncly and
disillusioned Roraantic héro, In this. connccuon P&éonn 8 confrontatlon w1th the
¢atcher of human’ souls" Can also be viewed as the author's way of dethromng thc
old idol (thé Demon), cuttmg the umbxlxcal cord that for so many year tlcd 'hn'n to
hlS favorite tiero.” - o

* The dcmomc drama where the Hero i is _]ust another puppct m thc k1llful hahds
of a greater Master starts Iong before Peéorm decides to play his_games h
Grugnickij and Meri, and doek not end' with theé death of Gru§n10k13 and the hero's
words: "Finita la comedia," Fate, which for Peéorm is just a part of his romanuc
WcItanschauung and a means o prov1dc an excuse for’ hlS unmoral actlons
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becomes a material entitiy in the story in the form of the Devil. Pedorin never
realizes that someone is playing a game with him, yet in his diary he unknowingly
drops some clues that allow the reader to follow this new game and discover the
hidden plot of "KnjaZna Meri.," The Devil gets involved in person in the events
only at the end, when Pe¢orin is put o his decisive final tests. Yet throughout the
story the Devil's presence is felt through the actions of his numerous agents who
steer the plot in the direction desired by their master3 and through the landscape
which becornes a gigantic stage set for the unfolding demonic game-drama.

The demonic background that mountains, depths, and the extinct veolcano
craters create in the story has already been noted (Faletti, 369-70). Their role in
the story is to project and eventually to show the downfall of the hero. It is a
"realization of a metaphor,” since the second meaning of the phrase "padenie
geroja " is reinforced by constantly “"setting up" Pedorin, figuratively as well as
literally making him balance on the edge of an abyss. In all the key events of the
story such dangerous or high places are mentioned. On his arrival to Pjatigorsk,
Pectorin finds an apartment in the highest place in town ("na samom vysokom
meste").4 He sees Grusnickij for the first time, standing on the edge of a
mountain: "Ja ostanovilsja, zapyxav§is', na kraju gory..." (Lermontov, vol. 5, 242.
In future references only the page will be given). At this time Grugnickij shows
him Princess Meri, and then the hero suddenty leaves and takes a walk among the
dangerous cliffs: "Ja povernulsja i poSel ot nego pro¢'. S poléasa guljal ja po
vinogradnyrn allejam, po izvestdatym skalam i visjaséim meZdu nix kustarnikam"
(245). Most likely, it is during this walk, and especially at the end of i1, seeing
Gru#nickij at the well, that Petorin for the first time thinks of playing a joke on
Grudnickij. After an incident at the ball, Pe¢orin and Meri go to the hollow
("proval "), and it is here, that Meri's love for Petorin becomes apparent both to
him and to the reader: "K nemu [provalu] vedet uzkaja tropinka mezdu kustar-
nikov i skal; vzbirajas' na goru, ja podal ruku knjaZne, i ona ee ne pokidala v
prodolZenie celoj progujki” (273)/and later: "My pridli k provalu; damy ostavili
svoix kavalerov, no ona ne pokidala ruki meej. Ostroty zdefnix dendi ee ne
smegili; krutizna obryva, u kotorogo ona stojala, ee ne pugala...” (274). The hero
does not understand that it is he who should be afraid of the precipice,

Another key episode in the development of Pedorin's game with Princess Meri,
is their trip to the cliff called The Ring. The cliff is in a canyon, and in order to get
there, the heroes have to cross a trecherous mountain river ("Gornye re¢ki samye
melkie opasny...[285]). Crossing the stream, Pecorin takes advantage of Meri's
dizziness and kisses her. Meri confesses her love just to find a cold indifference
on the part of the hero. And again, the fact that the action shifts to a dangerous
mountainous road, is stressed: "Ona udarila xlystom svoju lodad' i pustilas’ vo
ves' dux po uzkoj, opasnoj doroge..." (286). Peéorin follows Meri on this
dangerous path...
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When Pedorin arrives in Kislovodsk, he rents an apartment on the hill. Vera's
mezzanine apartment is conveniently located in the house next {o Pedorin's. The
restaurant, situated on a hill {"... v restoracii, postroennoj na xolme, v neskol’kix
Sagax ot moej kvartiry, naginajut mel'kat’ vederom ogni..." [283]}, is also an
important site: it is here that Pedorin overhears the plot to substitute blanks for
bullets in both his and Grugnickij's guns., The hero's stopping at the window is
part of the game in which he is being set up by the Devil. Lermontov stresses the
location of the house on the edge of a ravine: "V odnom iz domov slobodki,
postroennom na kraju ovraga (A, V), zametil ja Crezvylajnoe osvedtenie; po
vremcsnam razdavalsja nestrojnyj govor 1 kriki, 1zobl1¢av§1e voennuju pirndku”
(286).

The place for the duel with Grudnickij is chosen in the mountains, on a high
and inaccesible cliff which overlooks a precipice ("Uzkaja tropinka vela me2du
kustami na kratiznu..." [301]). The terms of the duel specifically state that the
participants are to stand at the edge of the abyss. Thus, the one who loses the duel
will fall down on sharp rocks which will cover up any traces of illegal activity.
And while Grudnickij finds his-death at the bottom of the canyon, his literal fall
marks another step to the final downfall of Pedorin, who has been set up from the
very beginning to kill this simple and naive victim of the double play. -

At the end of the story, when Pe&orin tries to catch up with Vera, a ravine
blocks his path: "Vse bylo by spaseno, esli b u moego konja dostalo il es€e na
desjat' minut, No vdrug podnimajas' iz nebol'§ogo ovraga pri vyezde iz gor, na
krutom povorote, on grianulsja o zemlju" (308). In this way both the direct
meaning of the word "padenic" and its figurative meaning are realized in this
episode where the hero, who has killed his friend, seduced someone else's wife
and brokea the heart of an innocent young girl, falls in frustration off his horse to
the ground. As much as cliffs, rocks, canyons, ravines and dangerous
mountainous streams and paths are important in the Devil's scheme to cause the
hero's downfall, it seems that the springs, as shall be demonstrated, bear even
more importance. Springs are central in the story both in terms of location and
plot development. It will not seem strange, though, if we censider the fact that
these springs are sulphurous ("kislosernafa voda "), sulphur being the element
universalty connectéd with the Devil.6 The odor of sulphur was constantly present
in the air of Pjatigorsk,” and Lermontov (who was so much interested in and
aware of the demonic) certainly intended significance for this element in the story.
The connection between the springs, the mountains and hell becomes clear from
F. A. Batalin's (Lermontov's contemporary) description of the Hollow — an
extinguished crater of 4 volcano and, therefore, a gate to hell (Rudwin, 58):

JTa reonoruueckas noCTONpMMEYaTeNnsHOCTs IIATUropcka
(HAXOBUTCH TOYTHM B 2 KM OT COPONA) NPERCTaBRseT CoBow
paccemuuy ¢ OTBECHBIMHW CTEHAMH BBICOTOK OKONO 30M, Ha OHE
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koropoit Gaccefin royfunow B 13 M, BANONHEHHLIA TEITIOMN
MyTHO-TonyGofi BOJOH, IponNTaNNCH cepoBonoponoM. (quoted
in Manujlov, 218)

It is by the springs that Pedorin sees Meri for the first time (" V étu minutu
prodli k kolodeu mimo nas dve damy: odna poZilaja, drugaja moloden'kaja,
strojnaja” [243] ). It is here, that Pegorin decides to start his game with
Grudnickij and Mex. He is retumning from a walk in the mountains and stops at
the well to rest. “Incidentally” the hero becomes a witness to the scene with the
glass. When Verner mentions for the first time 2 woman with a birthmark (Vera,
who is about to play such an important role in the hero's downfall), the well also
appears: " Ne vstretili I' vy ee u kolodea? (251). When, following Vera, Petorin
moves to Kislovodsk, he finds an apartment next to Vera's and also next to the
spring ("bliz istoénika"). Pedorin and Vera have their secret meetings in the
garden by the well ("...my vstretaemcja, budto nedajanno, v sadu, kotoryj ot
nadix domov spuskaetsja k kolodcu" [282]). It is by the well that Meri confesses
to Pedorin her love for him and is rejected. The last time the sulphurous springs
are mentioped in the story, they acquire a symbolic and ominous meaning. Before
going to the duel, Pedorin takes a bath:

Bener cemnate momameit, s omenca u cBexan K KynanbHeE.
Tlorpyxasncs B xonmonHelit xunaTox Hapsana, a4 yyBCTRORAN, Kak
TENECHEIE W AYLIEBHLIE CHJEI MOM BOZBPAIUANKMCE. S BRNHEN M3
BaHHBL CBeK M Goap, xak Byaro cobupancs Ha 6ain. Tlocae wroro
TOBOPHTE, UTO AYIla HE BaBUCHT oT Texnal.. (297)

This sulphurous bath, that Pedorin takes immediately before killing Grugnickij,
for the first time directly connects the hero with the diabolical element. It is an
anti-baptism of the hexo,8 the moment when he, without realizin E it, consigns his
soul to the Devil, Ironically, the compact is about to be sealed with Grusnickij's
blood.

The Devil is also connected with the natural electricity, he is known to appear
accompanied by thunder and lightning. Electricity plays an important role in the
scene, where Meri falls in love with Pedorin: ".. kisejnyj rukav slabaja zai¢ita, i
¢lektriteskaja iskra probe#ala iz moej ruki v ee ruku; vse poéti strasti nadinajutsja
tak..." (274). Electricity also "fills the air" when Vera is introduced into the story
(255-6). Petorin's seemingly incidental encounter with Vera would not have any
consequences if it were not for a thunderstorm: "Groza zastala nas v grote i
nderzala linie poltasa" (258).9

The Devil that Peforin faces is the Biblical Serpent, the Tempter. Allusions to
the snake are quite frequent in the story. One of the mountains is named Zmeinaja
{259) and looks like a group of snakes (Manujlov, 209). Other two — Bedtu and
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and El'brus — appear as five- and two-headed infernal monsters ("pjatiglavy]
Bedtu," "okanéivajas' dvuglavym El'borusom” [2401). In another description of
the Ma3uk mountain, clowds that gather around the peak of the mountain, are seen
as snakes; ", .krugom ego vilis' i polzali, kak zmei, serye clotki oblakov..." (255).
Pecorin kisses Meri in view of the cliff named The Ring (Kol'co), The secondary
meaning of the word ("2 coil "), as well as its connection with the episode of
Meri's seduction, brings to mind the biblical Serpent. It is as if the Serpent is
constantly present in the story, assuming one or another form, He is present in the
magician's show in the same form of a ring (a coil): "Fokusnik obratcalsja k
nemu [Grusnickomu] vsjakij raz, kak emu nuZen byl nosovoy platok, casy, kol'co
(A. V.}iprod." (290). His presence is signalled when Pegorin for the first time
sees Meri, in the form of kerchief that "coils" around her neck: "..legkaja
3elkovaja kosynka vilas' vokrug ee gibkoj $ei" (243). He shows himself in the
gold chain that coils on the vest ("izvivaetsja po ... Ziletn" [244] of one of his
agents — the gambler Raevi¢. :

The demonic game is introduced by Raevié, an infernal gambler and the Devil's
agent, who otherwise does not serve any purpose in the story and does not appear
after a short episode at the beginning. Yet Lermontov makes sure that Raevid's
presense is registered by the reader:

O! aro mockosekuit thpaur Paceuy! OH MIpox: 3TO BUOHO TOTYAC
MO 30JOTOR OI'pOMHON mernw, KOTOpas HIBMBACTCA IO €ro
ronyGomy xunery. A yto 3a TONCTAH TPOCTh -- TOUHO ¥
PobBunaoia prsos' Ia u Gopoma KCTaTH, ¥ npuuecka a la
moujik. (244)10

Raevid¢'s presence in the story entails the same dropping of clues that we saw in
the inistance with Pecorin and GruSmcku 1t 1s a part of the game that the Dévﬂ 1s
playmg with the hero. - ' '

- After the 'stige for*the demonic’ draia has. been sét wuh its sefpent~11ke
mountains and sulphurous springs, the performance statts. P;:éorin& dowmfall is
conceived ds a combination of the kﬁhng of Grusiickif, the betray al'of Meri's
love and the seductlon ‘of Vera. The connection of Meéri with the biblical Mary is
‘presént in the Story in' thé ‘Words of Prmcess L1govskaja ‘rendéred by Doctor
Vemer: “Ond mne ob"_]avﬂa ¢to dot eg nevmna kak golub' " (25 1 Ve’ra, ohi the
‘other hand has sold herself to the Devﬂ for hcr son (257) bccausc she is Slck
and does tiot have muich Tonger’ to live.' She even ‘has'a rnole, which is in ‘thé
‘middie ages was considered to be 2 Devil's mark’ (Robbms 135 -36) "It is by thls
mole that Pelorin recognizes her from Verner's dlscnptlon The ﬁrst meetlng-
between Pecorin and Vera takes place ina grotto The air is full of elcctnmty ‘and
all the hero cari thifk abdiit is the wotfian witti & nole’ He ﬁnally sees Verh, who
is dressed in black a§ if in mourhing for sorigond, They have' a short 1k, and




Demonic Games in «KnjaZna Meri» 61

when the hero is about to leave, the thunderstrom starts and detains Pegorin and
Vera in the grotto, thus giving them an opportunity 1o become closer again, Next
time Peforin sees Vera by the well. When Vera asks Peforin to get acquainted
with the Ligovskie so that she can see him more often, the heroes are dipping
their glasses into sulphurous water.

It is no accident that Pecorin oversees the scene between Grusnickij and Meri,
It takes place at the well, and the object around which the scene is centered is a
glass of sulphurous water. Pecorin is being set up by the Devil in the same way
he sets up his victims. Pedorin's manipulative games are part of a greater plan,
and what the hero considers to be his own device is but a plot prompted by an
experienced and ingenious prompter — the Devil. When Meri sees Peéorin for
the first time, Vera's husband is there too, following Meri and her mother on their
walk. During the following days Peforin meets Meri at the well and successfully
tries to deprive her of her crowd of admirers. But in order for Meri to fall in love
with Pegorin, he should appear as a hero. The opportunity for this is provided at
the ball. The conversation that Pedorin overhears between the stout lady and the
Dragoon Captain is another "set up" of the Devil. Like Raevi¢ previously, the
stout lady at the ball is described in every detail, yet does not appear later in the
story:

A croanm ¢3anM OZHOM TOXCTOM NAMEI, OCCHEMHON POBOBLIMH
DEPhAMY; MEINHOCTE €€ MNATEA HATOMMHANA BpeMeHa (hiskm, a
TICCTPOTA €€ 1T MAAKONR KOXKH - CYACTIHBYK BIIOXY MYINEK M3
yepno# TacdhTel. Camad Gonbluad HOpOSABKA HA €& LIee TPUKPLITA
Guina hepmyapom, (262)

The description of the lady suggests a description of a witch. Her warts —
witch's marksll — as well as the name of one of the nearby mountains —
Lysaja (259),}2 — connect the character to the infernal forces of the story.
Another agent of the devil is the lady's escort, the Dragoon Captain,!3 one of the
most important instruments in the development of the story. The plot of the two
infernal agents against Meri gives Pedorin the opportunity to save the girl from
sure shame and win her gratitude. It is because of this incident at the ball that
Meri imagines Pedorin as a Romantic savior with whom she eventually falls in
love. This seemingly fortunate turn of events in the long run brings Meri nothing
but misfortune.

When Pedorin moves to Kislovodsk, he rents an apartment on the hill, next to
the house where Vera and the Ligovskie live. It is on Vera's advice that the hero
rents this plays: "Najmi kvartiru rjadem; my budem 2it' v bol'Som dome bliz
istotnika, v mezonine; vnizu knjaginja Ligovskaja, a rjadom est’ dom togo Ze
xozjaina, kotoryj e¥¢e ne zanjat ..." (273). The lucky coincidence of the vacant
apartment right next to Vera's house is set up by her husband.
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The campaign against Peforin and Meri is led by the Dragoon Captain. When
Pelorin learns that the rumers about him and Meri are circulating around town,
he attributes this mainly to Grudnickij: "Iz slov ego [Vernera] ja zametil, &to pro
menja i knjaZnuo uZ raspudéeny v gorode durnye sluxi: éto Gru3nickomu darom
ne projdet!” (282). Pedorin is mistaken when he says: "...teper', kaZetsja,
reditel'no sostavljaetsja protiv menja vraidebnaja 3ajka pod komandoj
Grudnickogo. U nego takoj gordyj 1 xrabryj vid..." (279-80). Gru¥nickij is a
victim rather than a conniving head of a gang ("komandir $ajki”). It is the
Dragoon Captain who spreads the rumours about Peforin and Meri; he also
engineers the plot to substitute blanks for the bullets in the first duel-plot.
Grudnickij here is obviously drunk, and the Dragoon Captain uses this, as well
as the fact that the young rnan is hurt by the betrayal of his supposed friend. The
hurt and drunk young man is an easy victim to manipulate, and the captain very
artfully does so by praising Grulnickij's courage and, at the same time,
presenting Pegorin as a coward, The Dragoon Captain who 'directs' this 'scene’,
offers the main part to Grugnickij: "A vot sludajte: Grudnickij na nego osobenno
serdit — emu pervaja rol'!" (287). The second part naturally goes to Petorin,
who is meant by the Devil to overhear the conversation standing on the edge of
the ravine, at the window of the tavern. Hearing the plot Peforin reacts:
"Beregites', gospodin Grudnickij! govoril ja, proxaZivajas' vzad i vpered po
komnate: so mnoj étak ne Zutjat, Vy dorogo moZete zaplatit' za odobrenie vasix
glupyx tovaris€ej. Ja vam ne igruska!” (288). Yet Pegorin is a toy, a puppet in
the hands of a greater master, 14 and his fury and anger at Grusnickij are part of
a plan that will eventually bring his own downfall.

At the well ("Poutru ja vstretil knjaZnu u kolodca" [288]) in the presence of
Vera's husband ("Knjaginja §la vperedi nas s mu¥em Very..." [288] Pedorin tells
Meri that he is not in love with her. As few times as Vera's husband appeares in
the story, he manages to be present both during the first and the last meetings
between Pecorin and Meri. At the time events begin to develop in the subplot
concerning Vera, Vera's husband very conveniently leaves for a day for
Pjatigorsk, and on the same day a magician comes to town. This "udivitel'nyj
fokusnik, akrobat, ximik i optik" (289) — in a word, a quite shady character of
questionable origin appears in town for just one night. He has a specific function
in the Devil's game: as a Devil's agent, he is there to provide an opportunity for
Pecorin and Vera to be together. Vera sends Pedorin a note asking him to visit
her:

«CeroiHs B DECATOM HACY BEUEpa MPUXOIU KO MHE IO GONLIONA
NECTHHLE, MY>K MOH yexan B IISTHrOpcK W 3dBTPA YTPOM TOIBKO
pepueTca, Moux JHOel M rOPHUUHEIX He GyIer B IoMe: 1 UM
BCEM pasnana GUAETLL, TAKXKE M AKAAIM KHArMHY, — 5 xay Tefs;
MPUXOIN HENpeMetno», (289)
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The magician's name is Apfelbaum, which is German for "apple tree." Vera's
husband, the Biblical Tempter, the Serpent, is offering his victims this forbidden
froit in the hope of bringing about Pedorin's downfall, Again, the author stresses
the fact that Vera's room is on the top floor.

Grudnickij leams of Pedorin's visit from an anonymous friend: "...vera odin
¢elovek, kotorogo ja vam ne nazovu, prixodit ko mne i rasskazyvaet, ¢to videl v
desjatom ¢asu vedera, kak kto-to prokralsja v dom k Ligovskim" (292). This
'someone’ is, no doubt, the Dragoen Captain, who was following Pecorin from
the show: "Vdrug mne pokazalos', ¢to kto-to idet za mnoju. ... Proxodja mimo
okon knjaZny, ja usly3al snova 8agi za soboju; &elovek, zavernutyi v $inel,
probezal mimo menja" (290). The captain then brings Grugnickij to the garden
(of Eden), and both try to catch Peforin, Yet the hero gets away. Chasing Peorin
and letting him go are nothing else than moves in the game that are essential for
the next moming's key scene.

In the morning Vera's husband comes back. He meets PeZorin at the well and
takes him to breakfast: "...ja vstretil muZa Very, kotoryj tol'ko ¢to priexal iz
Pjatigorska. On vzjal menja pod ruku, i my poéli v restoraciju zavtrakat' (292), It
seems quite strange that a man whe is hardly mentioned in the story before, and
with whom Peorin never seems to communicate, takes the latter by the hand,
and leads him to the restaurant. Presnmably, there must be another reason for
this:

Mrnr ycenHen 3aBTPAKATL BOZNE JABEDH, BENYIICH B YrIORYI
KOMHATY, )€ HAXOOUIOCH YSNOBEK JIGCATE MONOLEXH, B UNCIIES
koropolt Gein ¥ Upymnuikuif, Cyznfa BTOpUYHO OCTAaBUIA Mlie
CIyy4All NMONCAYIIATE PA3TOBOP, KOTOPLIA NosKel OB pelnuTs
erc y4acTh. O MeHs He BHIAN, M CICHCTHENNO A HE MOr
TIOO3PEBATL YMLICHA; HO BTO TONLKO YREIWUWRANG EI'0 BUHY B
MOMX riasax. (292)

Petorin siresses the fact that everything that happens is incidental, which makes
Grusnickij's fault even preater. He does not see anything ill-intentioned in the
situation ("ja ne mog podozrevat' umysla"). Yet the intention here is obvious:
Vera's husband chooses the table, and the Dragoon Captain chooses the topic of
conversation. Ironically, all Peorin worries about is that Vera's husband might
hear this conversation and suspect the truth. Pelorin confronts Grudnickij,
claming that the latter is lying. Grujnickij, who is right, is ready to take his words
back for the sake of Meri, and would do so if it were not for the Dragoon
Captain: "Dragunskij kapitan, sidev§ij vozle nego, tolknul ego loktem; on
vzdrognul i bystre otvedal mne, ne podymaja glaz..." (293).

Later Verner goes to arrange the details for the duel, and overhears another
plot, where Peorin is supposed to get a pistol without a bullet. There are three
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men in the room: Grudnickij, the Dragoon captain and someone else, whose
name Verner does not remember ("kotorogo familii ne pomnju" [294]). There are
only two instances in the story when Verner does not remember someone's
name. In the second case, he is talking about Vera's husband: "Knjaginja mne
govorila nynée, &to vy streljalis' za ee dod'. Bj vse étot staritok rasskazal.., kak
bi§' ego? - On byl svidetelem vadej styéki s Grudnickim v restoracii” (309).
One of the major qualities of the devil is his ability to deceive, and it seems
reasonable to assume that the first time Verner does not remember the name of
the man, it is also Vera's husband.!> There is another episode in the story where
the Devil could have made an appearance. At one soirde at the Ligovskie house
there are no guests except for Peforin, Vera and a funny old man (“prezabavnyj
stari¢ok” [275]). It could have been Vera's husband, especially since she left the
party only at two in the morning, In the draft of the story, Vera's husband is
present at the party together with the "funny old man" (Lermontov, v.5, 472), By
removing Vera's husband, the author seems to merge these two into one. If so,
Pecorin's loss of memory, likeVerner's, conld also be caused by the Devil. This
also seems to be the only chance for Petorin to be formally introduced to Vera's
husband, 16 as he would have to have been in order for them to have breakfast
together later.
The description of Pedorin's bath is important also in another way:

Benes cepmaTh JNOIDANEH, A OfenCA M cOEXan K KyNalkHe,
ITorpyxascs B xononHetd xunarok Hapaana, s wypcTBoBanN, Kak
TENECHBIE M AYIISBHBIE CANK MOW BOBBPAINANMCE. S BHINEN M9
BaHHEI cRexx M Gonp, xak 6yxro cobupanca Ha Gan, Ilocne sroro
FOBOPUTE, UTC TY1I4 He 3aBMCHT oT Tenal.. (297)

It is ironic that the hero here makes a connection between the body and the soul.
His bathing reminds one both of boiling sinners in the infernal pots!? and the
folkloric descriptions of reviving the dead in Zivaja voda : "Nedarom Narzan
nazyvajut bogatyrskim kljugom" (282). After taking his bath the hero feels fit for
a ball -—— a worldly and vain enterprise. Lermontov's attitude to such social
functions as a source of evil can be well illustrated by the poem "Kak &asto
pestroju tolpoju okruzen..." and by the ominous role that the ball plays in the
poet's drama Maskarad. According to E. A, San-Girej, balls in Pjatigorsk were
organized in the restaurant or right above the abyss of the hollow (covering it with
boards) with its sulphurous pond (quoted in Manujlov, 218).18

The duel between Petorin and Grugnickij takes place on top of a cliff above the
precipice: "Vidite, na verdine ¢toj otvesnoj skaly, napravo, nzen'kuju ploi¢adku?”
(300). The space looks like a circus arena, set for a fight before an infernal
audience — "a herd of mountains” with the two-headed El'brus domineering the
horizon:
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Bor MBI B306panuch Ha BEPITHHY BRINABINCHCH CKANBE NA0MANKA
GhIIA NOXPEITA MEJNKHM IECKOM, SYITO HAPOUHO IS TIOEKMHKA.
Kpyrom, TEPAACH B S0NOTOM TYMAaHE YTPa, TECHHUIWCH BEPUIMHEL
rop, Kak GecynclicHrHOe cTajno, ¥ ENsGopyc Ha wre BCTABAN
Gexnoi0 rpoMajoit, 3aMBIKAas Uelh JLIUCTHIX BEPIIHH, MEXILY
KOTOPHIX Y2 OpomwiM BONOKHMCThIE ofimaka, HAGeXaBIiue C
BocToka. (301)

Throughout the duel Grunickij has doubts about going through with it. It is
only because of the Dragoon Captain that the killing finally takes place. He
pushes Gruinickij into the duel naming him a fool and a coward. The
phraseology that the captain uses is an ordinary and banal idiom of a semiliterate
brute-officer, yet it has an additional connotation if we keep in mind that the
captain really is an agent of the Devil. Thus, a clich€ idiom, "Natura — dura,
sud'ba — indejka, a Zizn' —kopejkal” (303), acquires an ominous overtone; and
the phrase addressed to GruSnickij right before the shooting, "Podelom Ze tebe!
okolevaj sebe kak muxa..." (304-5), becomes the verdict of Fate and the
projection of the young officer's death.

Vladimir Turbin has noticed the demonic connection in the physical setting of
the duel:

B kymbType, A3LIK KOTOpol celfuac WacTHUHO YTPadei, CMEICH
coacpaKaxcs ¥ B rpathnuecroit THHUN, B COYETAHNAX IMHHH — B
reoMeTpUNeckux hurypax. N'comerTpuveckas thyrypa osHavana u
CNong, ¥ HU uenylo ¢bpasy, 1 dunocodekoe yraepxaenve. Bor
sMmOreMaTHIECKH n300paxancs KaK pPaBHOCTOPOHHMA
TPeyrONLNHK, 0SpalieHyLIt BEPUIMHON BREpPX; B TPEXMEPHOM
[POCTPAHCTRBEG — rupaMuna. JIeMon, IhABOJN — TPeyroNkHUK,
ofpaiieHHeIl BEPIINHON BHUZ. 6 — IBYKpaTHO MosTOpensoe 3;
343 — XOUIYHCTBEHHAA MLICHL O PARHONPARMM Gora M ZeMolTa.
«Ilmomazka, Ha KOTOPOW MBI HOIKHBI OLIIM ApaTnCsd,
naeOpaskaNa nNnouYTH ODPABUNBWEHEHA TpeyronbHu K Or
BLIMABIIETOCH YA OTMEDHIH 6§ Wwaroe..» HCHOPHH HALIECI
PORHY K TLICLIAJAKY — TPEYTONbHKK, JEXKAUHA FOPU30HTANBII0.
Hu k xefy He menymmit, 111 B Sesgnuy. A — B TYITMK: B TIMKYIA.
KpeBuit cramur IlewopHia Ha Kpalo e€e: Ha Bepuvne
Tpeyronpuuka. Ho myns ne Geper ero; ¥ na oSpuine Tepriepa
cragaT pywnnakoro. A Ileuopun Bpasymuser ero «5  Bam
COBETYIO NTEPE T CMEPTLI0 NOMONNTLCA Bory...» (147)

Later after the death of Béla, Petorin draws something with a rod in the sand:
"Cto on gertil? UZ ne 'tot’ li, ne nedavnij treugol'nik: ver§inoju vverx? Ik vniz?
No gert-il da Cert-il" (148). At this point the hero, who has lost the game with the
Devil, is completely in his power. And it is only natural that he draws the
demonic triangle and laughs with demonic langhter in Maksim Maksimyé's face.
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The compact between the hero and the Devil is now sealed in Blood, yet the
test is not over.19 Neither the anti-baptismal water of the sulphurons bath rior the
killing of Grugnickij, neither the seduction of Vera nor the deception of Meri's
love make Pedorin the prey of the Devil. There is an ultimate aspect of the test
that the hero.has no face — the test of faith.20 Vera's husband suddenly and
without any good reason becomes jealous. of his wife and takes her away. In
Vera's own words, the reason for his jealous rage was the fact that she became
pale and almost fainted at his mention of the duel. Yet it would seem quite natural
for a frail society woman in a poor health to react in this way even if she were
not in love with Peforin, especially when the duel concerns the young men she
knows and the good name of her relative and friend — Princess Meri. Also, in
the first draft of the novel Vera's husband is never mentioned in the letter. It is
Vera, jealous of Pe¢orin and Meri, who decides to leave (Lermontov, vol.5, 477-
8). Obviously, it was important for Lermontov to make Vera's husband the active
force and Vera a mere victim. From the only speech description of Vera's
husband in Pedorin's journal, the former seems more like a grotesque old man
than a shrewd psychologist who reads in his wife's eyes:

—- Brnaroponuelit MONOXOA uenmopex! — CKa3al OH, ¢ CIE3aMHM Ha
rnasax. — A see cmeiman, Kakoit mepaanen! neGnaronapusiit!.,
IMpuunmail nx nocne srore B nopsanounstd gom! Ciaasa Gory, y
meHs uer podepeii! Ho pac marpamur Ta, ANd KOTOpOM BRI
pHCcKyeTe KU3HbIO. ByapTe. yBEpeHEl B MOEH CKPOMHOCTH IO TIOPLI
IO BpeMelld, ~— [PORoNxan oH. —5 caM OLUI MOJIOR H CIIYXKHI B
BocHIION cHyxO0e, 3HAIO, YTC B STH Jela He IOIDKHO
DBMELIMRATLCH, Hpomame (294)

In this monelogue the Devil is playing the fool. The old man also does not keep
his word, arid the same morning that Pedorin goes to the duel, he tells Meri's
mother and Vera about it. This further complicates the situation with Meri and
leads to Vera's departure — final and most important part of the Devil's game.
After receiving Vera's letter, the hero sets out in hot pursuit. The nature
description seems to indicate that the infernal forces have prepared for this final
battle; "Solnce uZe sprjatalos’ v &ernoj tude, otdyxaviej na xrebie zapadnyx gor; v
uitel'e bylo temno i syro. Podkumok, probirajas' po kamnjam, revel gluxo i
odnoobrazno” (307). In this crucial moment of his life, Pedorin resorts to a
prayer. For Petorin Vera is not just a woman, but an embodiment of love that he
is afraid to face. Only this love could save the hero, redeem his sins. In this
connection, his fear of losing Vera can be understood as his fear of losing faith
(vera). 21 For the first time in the story the hero does not rationalize, but acts on a
. true instinct. Pedorin almost reaches his destination, but his horse suddenly
stumbles and falls on its way up from a ravine. This last fall becomes the final
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downfall of the hero. It brings Pecorin'to his "senses,” and he makes his final
choice: "Kogda notnaja rosa i gornyi veter osveZili moju gorja¥€uju golovu, i
mysli prifli v obytnyi porjadok, to ja ponjal, &to gnat'sja za pogibiim séastiem
bespolezno i bezrassudno” (308). The hero's soul has become impotent ("dusa
obessilela" [308]). Vera is lost forever, and together with her Pecorin loses his
faith and hope ("poterjav poslednjuju nadezdu" [308]). The game, the demonic
drama, came to its end. Before the certain is drawn, in the manner of the ancient
Greek theatre, deus ex machina appears. Only in this case it is diabolus ex
machina -— the two ravens that descend on the corpse of Pecorin's horse, as if
claiming the dead soul of the defeated victim. This final scene of the story can be
viewed as Lermontov's interpretation of Alexander Pugkin's well-known poem
"Voron k vorony letit": it also has two ravens, a defeated bogatyr *, and his
horse, taken over by the enemy. This brings to mind an earlier established parallel
between Pedorin and the bogatyr “ from the medieval Russian bylina . This
parallel can be drawn further to the real bogatyr”, St. George, who defeated the
Serpent, But in case of "Knja?na Meri" the bogatyr' is bogus, and it is the
Serpent who gains victory.

Notes

1 Ju. M. Lotman finds that the interpretation of the laws of the life of gentry
society through the prism of such conventional forms of theatrical spectacle as
masquerade, puppet comedy, and balagan could be quite revealing (Lotman,
"Theater,” 169). In general, the theatricality of Gerof naSego vremeni has been
noticed by a number of critics and is not going to be considered here.

2 An unsuccessful attempt to show a demonic figure steering the fate of his
unsuspecting victims was made by Lermontov in his drama Maskarad
(Karlinsky, 169).

3 My approach to the story of "Knjazna Meri" will explain the seeming
inconsistencies and coincidences that were noticed by Ejxenbaum (Lermontov,
153} and later drawn by Nabokov into an impressive list that culminates with
eight examples of eavesdropping (IX, XI-XII).

4 Freeborn thinks that Peforin's reason for getting this house is that "[hle
assumes at once an attitude of superiority towards the provincials of the spa”
(64), It is true and in character with the hero's romantic mask, yet on another
plot level it works as a trap set for Pegorin by his invisible partner in the game
(30).

5 In connection with Kislovodsk Pedorin uses the word "fraktir* as a substitute
for the word "restoratsija ." Immediately after discribing his apartment and the
adjacent restaurant, he says; "Grugnickij s svoej ajkoj busuet kazdyj den' v
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traktire i so mnoj podti ne klanjaetsja" (283). The infernal nature of this place,
besides the direct association with wine, is also stressed by the persistant
description of it as being well-lighted ("nadinajut mel'kat’ ogni,” "érezvytajnoe
osveSéenie”), which brings the connection with the infernal fire,

When Gru¥nickij complains to Petorin that Meri has become indifferent to
him, the latter replies with a joke: "Eto, moZet byt, sledstvie dejstvija vod..."
(266). The irony lies in the fact that the water, being an agent of the Devil,
does have to do with the sequence of the events in the story.

S. L Durylin quotes from the notes of a Decembrist A, E. Rozen: "Pri tixoj
pogode letor, pri tumane zimoju, po vsemu gorodu rasprostranjaetsja sil'nyj
sernyj zapax" (Durylin, "Geroj nasego vremeni, " 211

"The Devil was particularly anxious about his partner's repudiation of his
baptism, the first sacrament which wipes away the original stain, which
sacrament is man's safeguard apgainst Satan. The man not only was expected to
deny his baptism, but he had to accept another sacrament of baptism from hell"
(Rudwin, 175-6). : .

Ju. K. Séeglov notices a connection between the grotto scene in "KnjaZna
Meri" and that in Virgil's Aeneid (220). This comparison can be extended: in
the same way that Juno brought the storm to provide the opportunity for
Aeneas's and Dido's intimacy, the Devil brings the thunderstorm that detained
the characters in the grotto. It is also interesting to note that all the pagan
deities are considered demons in the Christian faith. -

10 In Russian folklore the Devil is often portrayed with a cane (P.V. Stejn.

Materialy dlja izuCenija byta i jazyka russkogo naselenija Severo-Zapadnogo
kraja . St. Petersburg, vol. III, quoted in E, V, Pomeranceva, 92),

11 There is a difference between the witch's mark of the lady at the ball and Vera's

devil's mark —her birthmark: "...the devil's mark resembled a scar, birthmark,
or tattooing, whereas the witch's-mark was a protuberance on the body at
which the familiars were supposed to suck...” (Robbins, 135). The lady's wart
could be such a protuberance,

_12 Lysaja is a famous name of a mountain near Kiev known in folklore as a place

for the witches' sabbaths (Dal', vol. 2, 276).

" 13The fact that the captain is a cavalry officer, and consequently, wears spurs,

could possibly connect him to the demon Asmodeus, whose one limb is

- beleived to be a cock's foot (Rudwin, 93). The mentions of Asmodeus in

Lermontov's poetry (Lermontov, vol. 1, 269; Lermontov, vol, 3, 415) show
that the poet knew the conventional beliefs connected with this demon, The
demon Asmodeus is also one of the main characters of the already mentioned

‘Lesage's novel.
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14 | otman, examining a parallel structure in Puskin's "Pikovaja dama,"” refers o
Germann in the same way. In the episode before the death of the old countess,
she, meaninglessly swinging right and left, appears not as much a person, but
rather a card in the game that is being played with Germann: "... karta, orndie,
no ne v igre Germanna, a v ¢'ej-to drugoj, v koloroj sam Germann okaicts;a
igruskoj" (Lotman, "Tema,"” 135).

15 1t is interesting to note a similar kind of forgetfulness on the part of the critics
who mention only Grusnickij and the Dragoon Captain in connection with this
episode (Belinskij, 177; Nabokov, XII). _

16 Vera was strongly opposed to Pedorin's meeting her husband. She stressed it
at their first meeting in the grotto (252) and also repeated it later, at the
Ligovskie house (267).

17 The metaphor "xolodnyj kipjatok " could also carry a connection to hell: "What
is not generally known is the fact that, in addition to its pools of fire, the
infernal realm also boasts of plains covered with ice™ (Rudwin, 59).

18 Manjulov also quotes S. Suvalov who associates Peorin's words about a ball
with death (237). Such paralle] further enhances the demonic significance of
the sulphurous bath.

19 The compact with the devil is also found in Maskarad in the character of The
Unknown: "Ja zakljutil s sud'boj poslednee uslov'e” (Lemlontov vol 4, 357).
It was, most likely, going to be a part of the unfinished story "$0ss."

20 "The Devil, notwithstanding the great power he possesses over the bodies and
minds of monals, is, however, not potent enough to put a man to death, unless
his victim has blasphemed or renounced the Lord. ... In view of this limitation
of his power over the body of man, Diabolus exacted from his partner in the
bond, which assigned the victim's soul to hell, a formal denial of the Christian
faith...” (Rudwin, 175).

21 p, N. Paganucci identifies the Joss of Vera with the loss of faith in which he
sees the hero's tragedy: "No ne bylo v nem [Pedorine] very i Vera uxodit ot
nego navsegda" (88). Faletti also identifies faith with Vera who represents
possible redemption of the hero (374). Such play on words seems in order
since the poet himself used it in connection with the name Vera, In a New
Year epigram to Vera Buxarina he jokingly wams his friends against trusting
Vera, which can only make them sorry: "Zakona very ne zabudet' /I
staroverom proslyve§'!" (Lermontov, vol. 1, 250).
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Rolf Fieguth

SPUREN VON TURGENEVS RAUCH IN DOSTOEVSKIIS
ROMAN IDIOT.
ZUR VERFLECHTUNG INTERTEXTUELLER UND
INTRATEXTUELLER VERWEISE

Seit Mngerer Zeit hat in der sowjetischen Forschung eine neue Sichtung des 1i-
terarischen Verhiltnisses zwischen Dostoevskij und Turgenev eingesetzt. Den
gegenwiirtigen Forschungsstand repriisentiert die 1987 erschienene Monographic
von NLF. Budanova iiber den schipferischen Dialog der beiden Autoren!. An-
kniipfend an diese Arbeit und an die ihr vorausgehenden Diskussionen wird in
vorliegendem Beitrag untersucht, inwieweit Dostoevskij in seinem Roman Idiot
durch mehr oder weniger explizite Anspielungen auf Turgenevs Roman Rauch
reagiert hat, und welche Funktionen diese Anspielungen haben.

DieRauch-Reminiszenzen (Anspiclungen, Ankldnge, typologische Gemein-
samkeiten) in Idiot sind nur eine Komponente unter zahlreichen weiteren
literarischen Anspielungen. Zwischen den verschiedenen intertextuellen Verwei-
sen werden iiberdies bestimmte Bezichungen gestiftet. So verquicken sich nicht
erst in den Ddmoenen, sondern bereits in Idiot Anspielungen auf Turgenev mit
solchen auf Cerny$evskij, um nur dies eine von vielen anderen Beispielen zu
erwiihnen. Dieser Frage kinnen wir hier freilich nicht ausfiihrlich nachgehen.

1. Einige Funktionen Literarischer Reminiszenzen?

Die Frage nach den intertextuellen Beziehungen zwischen zwei Romanen des
Realismus und nach deren Funkiionen ist in verschiedenen Kontexten von
Interesse. Sie betrifft (1) Themen der Literatursoziologie und der Schaf-
fenspsychologie (hier "Feindschaft” und "schépferischer Dialog" zwischen Tur-
genev und Dostoevskij). Sie berlihrt (2) die Art und Weise, wie ein Roman iiber
seine eigenen Grenzen hinausverweist, im Medium der Erzéihlkunst eine ebenso
spezifische wie vieldeutige Perspekiive auf die Welt, die geistigen Ausein-

andersetzungen und die Literatur der Zeit {einschlieBlich der in der Epoche aktuel-
N
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len dlteren Literatur) schafft und sich zugleich aktiv in die literarische Situation
seiner Entstchungszeit eingliedert,

SchlieBlich tangiert sie (3) die Verflechtungen zwischen den nach auBen ver-
weisenden literarischen Reminiszenzen (intertextuelle Beziehungen) und den
Mitteln zur Herstellung werkimmanenter Textkohiirenz im untersuchten Roman
(intratextuelle Beziehungen). Der Aufweis literarischer Anspielungen aller Art
gewinnt einen Gutteil seines literaturwissenschaftlichen Sinns tiberhaupt erst
durch die enge Verbindung mit Einsichten und Problemen, auf die bereits eine li-
terarhistorisch instruierte werkimmanente Interpretation st6Bt. Alle méglichen
kompositorischen Verhiiltnisse innerhalb des Werks kdnnen im Licht seiner inter-
textuellen Beziehungen gewisse Verstiirkungen, Profilierungen und Modifika-
tionen erfahren. Speziell gilt dies auch fir die Frage der hierarchischen Beziehun-
gen zwischen seinem impliziten Autor, seinem fiktionalen Erzihler und seinen
dargestellten Figuren.

Den Verflechtungen zwischen den Rauch-Reminiszenzen und bestimmten
intratextuellen Bezichungen im Bereich der Figurendarsteltung und Personen-
konstellation, der Komposition und der spezifischen Beziehungeén zwischen Fi-
gur, Brzihler und implizitem Autor des Idiot wird der vorliegende Beitrag in
besonderer Weise nachgehen,

2, Zur Forschungslage
2.1. "Literarische Feindschaft” und "schépferischer Dialog"?

Turgenevs Rauch hat bei der Erforschung der Bezichungen zwischen beiden
Autoren von jeher eine besonders wichtige Rolle gespielt?, und auch Budanova
geht ausfiihrlich darauf ein. Bekanntlich fiihrte Dostoevskijs zornige miindliche
Kritik an diesem Roman am 10. Juli 1867 in Baden-Baden zu einem langjghrigen
personlichen Zerwiirfnis mit Turgeney, und die Russistik lieB sich lange Zeit von
diesem biographischen Fakturn'den Blick auf die literarischen Beziehungen zwi-
schen ihnen verdecken. Das gilt in besonderer Weise fiir die Beziehungen zwi-
schen Idiot und Rauch . Soweit mir bekannt geworden ist, sind diese beiden
Romane nie systematisch auf ihre méglichen intertextuellen Beziehungen hin un-
tersucht worden?.

A.L Batjuto 1979 hatte versucht, das Bild von der seit Rauch akuten
“literarischen Feindschaft" beider Autoren zu Ielatmcren, indem er mancherlei
ideologische und literarische Gemeinsamkeiten zwischen Dostoevskij und
Turgenev im Kontext der damaligen russischen Debatten vor und nach der
Publikation von Rauch hervorhob, Dabei wies er zahlreiche Passagen in literari-
schen und anderen Texten beider Autoren nach, die ihren teils polemischen, teils
aber auch solidarischen Dialog bezengen. Ob hieran auch Dostoevskijs Idiot sei-
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nen Anteil haben kénnte, wird von Batjuto allerdings nicht einmal in Erwéignng
gezogen. Budanova wendet gegen Batjutos "versShnlerische” Darstellung der
Dinge ein, daB es zwischen beiden Autoren Anfang der 60er Jahre zwar
Gemeinsamkeiten gegeben habe, dann aber ihre Positionen immer stifrker diver-
gierten. Aus Turgenevs Sicht habe Dostoevskij sich immer mehbr "slavophilen”
Positionen gendhert. Das Erscheinen von Rauch (Mirz 1867) habe schlieflich
mit ¢iner gewissen GesetzmiBigkeit zum offenen Zerwiirfnis gefiihrt. Sie stiitzt
sich dabei n.a. auf die auch bereits von Batjuto angefiihrte Tatsache, daR
TurgenevsRauch "polemische Analoglen" mit Dostoevskijs Winterbemerkungen
iiber Sommereindriicke enthilt; Turgenev verh8hnt an einer Stelle geradezu
Dostoevskijs "slavophile” Sicht des Verhiltnisses zwischen dem Volk und dem
russischen Intellektnellen (Budanova 1987, 117). Dostoevskij habe sich nach dem
Zerwiirfnis erst "mit bemerkenswerter Verspidtung" wieder zu Rauch gefulert,
n#mlich in seinen Notizen zum Tagebuch eines Schriftstellers 1876-77, wo er
polemisch auf diesen Turgenevschen Roman eingeht, insbesondere auf die Gestalt
des Potugin. Im Zuge dieser spiiten Auseinandersetzung sei Dostoevskij dann
wieder zu einer konstruktiveren Gesamteinschiitzung seines Kollegen gelangt,
freilich ohne sein negatives Urteil fiber Rauch zu revidieren®.

Budanova gibt damit zu verstehen, dal Dostoevskijs Zorn iiber Turgenevs
Rauch den "schopferischen Dialog" eine Zeitlang versiegen lief}. Nur so wird es
verstindlich, daB auch sie die Frage miiglicher Beziehungen zwischen Turgenevs
Rauch und Dostoevskijs Jdiot gar nicht erst stellt. Dem sei hinzugefiigt, daf sie
durch ihre sorgfiltipe Untersuchung von Dostoevskijs spiiteren Reaktionen auf
Turgenevs Rauch in den Notizen zum Tagebuch eines Schriftsteliers 1876-77
wertvolles Indizienmaterial fiir unsere Frage zur Verfiigung stellt. Es ist nimlich
anzunehmen, dal Dostoevskijs Reaktionen auf Turgenevs Rauch bel seiner als
Faktum nachgewiesenen, aber nur durch seinen Brief an A, N. Majkov (16.[28.]
April 1868) dokumentierten ersten Lektiire denen bei der zweiten Lektiire in ithren
Grundziigen gefihnelt haben werden, und diese Vermutung 146t sich im einzelnen
Fall auch durchaus belegen.

2.2, Altbekannte Turgenev-Reminiszenzen in Idiot

Es ist nun auffallend, dall Budanova bei ihrer Darstellung des "schopferischen
Dialogs" zwischen beiden Autoren nicht wenigstens die expliziten allgemeinen
Turgenev-Reminiszenzen in Dostoevskijs Idiot einer neuen Betrachtung unter-
zieht, die der Literaturkritik und der Forschung seit langem bekannt sind.
Dostoevskij hat néimlich auch in Idiot seinen "schpferischen Dialog" mit
Turgenev durchaus nicht abgebrochen. Es wird dort explizit "Herr Turgenev” als
"Entdecker des modernen Nibilismus" (PSS 8, IV.9, 476 {.) genannt;
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Dostoevskijs Aglaja, die zeitweilige Verlobte von Mygkin, ist assoziativ mit
Turgenevs Revolutionsromantikerinnen verbunden (Elena aus Vorabend ) - was
librigens bereits N.A. Dobroljubov gesehen hat5. Aglaja endet nach der
Katastrophe My3kins als Ehefrau und Mitstreiterin eines polnischen nationalisti-
schen Revolutionirs. Dies ist als Anspielung auf den Epilog zu Turgenevs Rudin
verstanden worden - Rudin féllt in Paris bei den Barrikadenkidmpfen von 1848,

wobei seine franzésischen Kameraden ihn irrtitmlich als polnischen Grafen be-
~ zeichnen. :

Diesen bekannten Turgenev-Reminiszenzen in fdiot kénnten mancherlei wei-
tere Anspielungen auf friihere.Werke dieses Autors hinzugefiigt werden?. Ist es
vorstellbar, daB Dostoevskij jeden Bezug gerade auf Rauch vermieden haben
soll?

Man bedenke, daB seine temperamentvolle Reaktion auf Rauch in die frithe
Planungsphase des Romans Idiot fillt®. Es ist wenig wahrscheinlich, daB
Dostoevskijs Irritation iiber Turgenevs Roman erst in den Notizen zamTagebuch
cines Schriftstellers zum Ausdruck gekommen sein und nicht bereits in Idiot ih-
ren zumindest versteckten Niederschlag gefunden haben soll,

2.3. Unspezifische Gemeinsamkeiten zwischen beiden Romanen

Es spricht zumindest nicht gegen das vermutete Vorhandensein spezifischerer
Rauch- Reminiszenzen in Idiot , dafl die Romane ohnehin einige generelle
Gemeinsamkeiten aufweisen: Sie stellen beide die Stimmungen der russischen
Jugend und der russischen Gesellschaft in der Reformphase der 1860er Jahre lite-
rarisch dar. Schon deshalb ist es nahezu unausweichlich, dafl Dostoevskij in Idiot
auf Themen, Motive und Verfahrensweisen zurlickgreift, die sich mutatis mutan-
dis auch in Turgenevs Rauch vorfinden,

Zu solchen unspezifischen Gemeinsamkeiten gehort es, dal in beiden Werken
die jeweilige Zentralfigur an die zeitgendssische russische Wirklichkeit von auflen
herangeftihrt wird: Litvinov ist durch sein jahrelanges Studium in England und
Deutschland den russischen Dingen entfremdet, My&kin durch seine vierjiihrige
irreniirztliche Behandlung und Erzichung in einem Walliser Bergdorf, Beiden
wird exemplarisch die ideologische und moralische Ambivalenz russischer
oppositioneller Jugendzirkel und die Hohlheit der staatstragenden Aristokratie
vorgefiihrt (in Rauch einerseits der ideologisch vollig labile Gubarev-Kreis,
andererseits die Militirgesetlschaft, in der Irinas Gatte sich bewegt, in Idiot einer-
seits die zwiespiltige, politisch motivierte Gruppe um den falschen Sohn
Pavlisicievs, andererseits dic aristokratische Abendgesellschaft im Hause Epan-
¢in). Flir beide verkniipft sich auch ihre jeweilige Wiederannfherung an RuBland
mit dramatischen Liebeskonflikten: Litvinov steht zwischen der femme fatale Irina
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und dem blonden Provinzfriulein Tatjana, My8kin zwischen der hochpro-
blematischen Schinheit Nastas'ja Filippovna und der aus wohlbehiitetem Hause
stammenden Aglaja Epancgina, :

Als "kontrastive Gemeinsamkeit" kann iibrigens auch gelten, dal beide
Autoren bei der Konzipierung ihrer jeweiligen Hauptgestalt sich vom Typus des
Uberfliissigen absetzen und, jeder auf seine ganz eigene Weise, eine positive
Gestalt schaffen wollten. Turgenev stellt in seinem Litvinov einen realistischen
positiven Durchschnittsmenschen ohne Bindung an eine der russischen "Richt-
ungen" der Zeit dar, Dostoevskij in seinem Myskin eine "positiv schéne"
Ausnahmegestalt, die nicht ganz von dieser realen Welt ist. Nicht ohne Bedeatung
ist in unserem Zusammenhang, dal beide Gestalten auf unterschiedliche Weise
mit dem Don-Quijote-Thema in Verbindung stehen, Litvinov ist letztlich aus dem
positiven Don-Quijote-Typus entwickelt, den sein Autor in dem bekannten
Aufsatz "Hamlet und Don Quijote” (1860) skizziert hatte, freilich fehlt ihm alle
manifeste Komik?. Fiirst Myskin wird im Romantext und in den Notizen des
Auntors mehrfach explizit mit der Figur des Cervantes (und ihrer poetischen
Bearbeitung bei Putkin) in Zusammenhang gebracht.

Die Romane enthalten schlieBlich auch in reicher Fiille direkte und indirekte
Anspielungen auf fremde Stimmen vund Texte. In beiden Werken sind dies
publizistische Texte aller Art, weiter unterschiedlichste russische und europiische
literarische Werke verschiedener Epochen, ferner biblische Texie!?, und nicht
zuletzt Werke der bildenden Kunst, die freilich in Jdiot eine besonders hervorge-
hobene Rolle spielen.

All diese Gemeinsamkeiten sind, wie gesagt, meist sehr generell und oftmals
auch ganz oberflichlich. Studiert man die aufgezihlten Motive, Themen, Kon-
stellationen und Verfahrensweisen in ihrem jeweiligen angestammiten Werkzu-
sammenhang, so erweisen sie sich in ihrer konkreten Realisierung und Funk-
tionsweise mitunter als sehr verschieden. Als spezifische intertextuelle Anknii-
pfungen von Idiot an Rauch kbnnen sie nicht ohne weiteres in Anspruch genom-
men werden, doch lassen sie die Suche nach derartigen Ankniipfungen im Text
des Idiot als aussichtsreich erscheinen.

3. Ranch-Reminiszenzen im Romantext des Jdiot
3.1. Zwei symbolische Fisenbahnszenen

Turgenevs Roman heilt "Rauch”. Das Wort dym (Rauch) ist hier ein Symbol,
das im Text mehrfach vorkommt und das Leben, Treiben und Wirken der zeii-
gendssischen russischen Gesellschaft in der Reformiira als "Schall und Rauch”
hinstellt, zugleich aber auch den "Rauch" der endlosen politischen Diskussionen
und der dabei gerauchten Zigarren, sowie den Rauch aus der Lokomotive



78 Rolf Fieguth

bezeichnet - und einmal offenbar sogar das Gerhusch der Eisenbahnwaggons
nachahmt, die "dym, dym" iiber die Schienenschwellen fahren,

Am ausgeprigtesten wird das Motiv in Kap. 26 von Rauch cmgesetz( Der
Held Litvinov fihrt in der Eisenbahn von Deutschland heim nach Ruftand. Br
befindet sich in sehr niedergeschlagener Stimmung. Seine beiden Liebeshezie-
hungen sind gescheitert; iiberdies haben die zahlreichen Begegnungen it russi-
schen Landsleuten in den letzten beiden Wochen einen schalen Geschmack in ihm
hinterlassen. Weder von den staatstragenden aristokratischen Hohlképfen noch
von den pseudo-oppositionellen gleichaltrigen Phrasendreschern mag er sich
Fortschritte im RuBtand der Reformira erhoffen, Wihrend der Fahrt schaut er
zum Eisenbahnfenster hinaus. Man beachte, da Rauch (dym), Dampf (par)
Wolken (oblako) und Nebel (tuman} verwandte Begriffe sind:

chm CTOAN cepLill U CHpOil; noxKIsa He GBI0, HO TYMAH e1e
Iepakancd, H HA9KHe 06IaKA 3aBONOKIH Bee Helo. Berep uyn
HapcTpeuy noeany; Oenopareie KMyOml Iapa TO ONHH, TO
cMelllaHHeIe ¢ OpPYTHME, Oofee TEMHLIMH KIy0aMH JEIMA,
Myantich GeCKOHSTHOK BepeHUIell MEMO OKHA, TIOH KOTOPLM
¢ugen JIatBoHOB.OH cTan cHEIUTHL 33 STHM TIAPOM, 33 THM
meiMoM. [...] OH rmsigen, radanen, ¥ CTpadHOE Hallalmo Ha HEro
paampintretie. . [...] "JbiM, ZuIM", - TIORTOPHI OH HECKOJBLKO
pa3; ¥ BCE BAPYT TIOKAJANOCH eMy JBIMOM, BeE, cOGCTREHHAS
FKH3Hb, PYCCKAA KH3Hb - BCE ITIONCKOE, OCOOEHHO Beé PyCcCKoe.
Bcg pmupiM H Trap, nyman oH; Bc€ Kak GymaTo GecnpecTaHHo
MEHASTCS, BCIORY HOBLE 00Padsl, SBINeHHs GeryT 33 SRICHIKAMH,
'a B CYIIHOCTH BCE TO Ke 1A TO 2Ke; ECE TOPOIKTCS, CIEINHT Kyha-
TC - K BCE MCUe3acT BeceneIHo, HUUSro He JoctHrad [...] (Dym
XXVI, 135

Der Tag war grau und feucht; es regnetc nicht, aber der Nehel
hielt sich noch, und niedrige Wolken bedeckten clen ganzen Himmel,
Der Wind blies gegen den Zug; weillliche Dampfwolken, bald allein,
bald vermischt mit den dunkleren Rauchwolken, jagten in endloser
Reihe an Litvinovs Fenster vorbei. Er begann, auf diesen Dampf,
diesen Rauch zu achten. [...] Er schaute und schaute, und ein seltsa-
mer Gedanke 1ieB nicht von ihm ab. {...] "Rauch, Rauch", sagte er
sich mehrmals vor; und afles erschien ihm plétzlich als Rauch, alles,
das eigene Leben, das russische Leben - alles Menschliche, beson-
ders alles Russische. Alles ist Rauch und Dampf, dachte er; alles
verindert sich anscheinend unaufhorlich, iiberall jagen neve Bilder
und Phinomene einander nach, aber eigentlich bleibt es immer das-
selbe und dasselbe, Alles jagt und eilt irgendwo hin - und alles ver-
schwindet spurlos und wirkungslos wieder [...]

Aus diesem stark vom alttestamentlichen "Prediger Salomon” angewehten
Turgenevschen Bild spricht Hoffnungslosigkeit und Niedergeschlagenheit beim
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Gedanken an die russische Zukunft: alle scheinbare gesellschafiliche Bewegung
ist dort nichts als Rauch uvnd Dampf aus einer sinnlos auf ihrem Gleis dahineilen-
den Lokomotive. Die in diesem Bild vermeintlich enthaltene auktoriale Diagnose
irritierte viele Menschen in Ruflland, darunter auch Dostoevskij, Dieser Irritation
liegt freilich eine letztlich einseitige und falsche Interpretation von Turgenevs
Rauch zugrunde - die schlechie Stimmung Litvinovs in diesem Augenblick muBl
ja nicht identisch sein mit der Stimmung und der Diagnose des Romanautors
selbst. Immerhin gelingt Litvinov spiter die persénliche Verséhnung mit der
russischen Wirklichkeit durch die Arbeit auf seinem Gut und die Wieder-
anniherung an die frishere Braut Tatjana.

Der Anfang von Dostoevskijs Idiot kann nun als recht hintersinnige Anknii-
pfung an die zitierte Turgenevsche Stelle gelesen werden: -

B koHle HOAOpA, B OTTENENs, Y4COB B NEBATH yTPa, ITOE3N
TleTepGyprexo-Bapimasckolt xene3Holl Zopory Ha Beex Mapax
ropxomun k HerepBypry. Buno Tak cHpo W TYMaHHO, 4TO
HACHITY PACCBENIO; B JCCATH 1Iarax, RpIaR0o ¥ BIEBO OT AOPOTH,
TPYAHC GLITO Pa3TAATETL XOTh YTO-HHOYIL M3 OKoH BaroHa, Fa
TmaccasXupob OLUIH ¥ BOSBpatliaBcHecs W3-3a TPaHHLIL; HO Sonee
OBUTH HATIONHEHL! OTHENEHHS IS TPETLEr0 KNAacca, ¥ RCE II0I0M
MeJKHM H HeNOBLIM, HC M3 OueHL Daneka. Bee, Kak Boxwurcs,
YCTANH, ¥ BCEX OTSKENENH 33 HOYbL Ta’a, Bce Ha3abmuch, Boe
nutra 6LTH 6IEAHO->XENT e, Tof 1BeT TyMaHa.(PSS 8, 1,1,5)

Ende November, gegen neun Uhr morgens - es war Tauwetter -
fohr ein Zug der Petersburg-Warschauer Eisenbahn mit Volldampf
auf Petersburg zu, Es war so feucht und neblig, dafl es kaum hell
geworden war; auf zehn Schriti war links und rechts vom
Schienenweg aus den Waggonfenstern kaum etwas zu unterschei-
den. Unter den Passagieren waren auch Riickreisende aus dem
Ausland; aber noch voller waren die Abteile der dritten Klasse, und
zwar mit kleinem Gewerbevolk, das von nicht sehr weit her unter-
wegs war. Alle waren gehorig miide, alle hatten in der Nacht
schwere Augen bekommen, alle froren, alle Gesichter waren bleich
und gelb, wie die Farbe des Nebels,

Den melancholischen Turgenevschen Damipf- und Rauchwolken steht hier
zuniichst der Volldampf der Warschau-Petersburger Eisenbahn gepgeniiber. Das
“Volldampf"-Motiv am Eingang des Romans kann als Symbol fiir Dostoevskijs
Absicht verstanden werden, die ziellose Energie und Vitalitdt der jiingeren russi-
schen Menschen literarisch darzustellen, wie sie von der Reforméira der 1860er
Tahre freigesetzt worden warll, Andererseits ist RuBland, in dem wir Leser hier
zusammen mit den Passagieren dahinbrausen, von der frilhwinterlichen russi-
schen Natur in bleichgelben Nebel gehiillt, withrend die wesenlosen Rauch- und
Dampfgebilde bei Turgenev aus der Lokomeotive stammten, dem Symbol fiir die
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gesellschaftliche Bewegung in RuBland!2, Die bleichgelbe Farbe des Nebels liegt
auch auf den Gesichtern der Reisenden; der symbolische Gehalt des Nebelmotivs
wird aof diese Weise hervorgehoben. Bei Dostoevskij kénnen sich hinter dem
Nebel Chaos und Wesenlosigkeit verbergen, aber auch feste Formen und
Figuren. Was sich etwa hinter dem russischen Nebel verbirgt - das ist eines der
Themen von Dostoevskijs Roman. DaB sich auch fiir Turgenevs Litvinov zumin-
dest im Bereich seiner perstnlichen Arbeit und seines Privatlebens am Ende die
wesenlosen russischen Rauch- und Dampfwolken lichten, daran sei der
Vollstindigkeit halber neuertich erinnert.

Die beiden Eisenbahnpassagen bei Turgenev und Dostoevskij lassen sich
zumindest aneinander anschlielen und avfeinander beziehen, und das gilt auch
noch flir weitere Partien beider Romane, Ob Dostoevskij mit diesem Roman-
eingang gezielt auf Turgenevs Rauch anspielen wollte, ader ob es sich nur um
einen cher unbewuften Anklang an diesen Roman handelt, kann freilich nicht
entschieden werden.

Ganz anders steht es dagegen mit dem "Rauch"-Motiv gegen Ende des Idiot
(TV,9). Versteckt, und dennoch eindeutig wird hier auf Turgenevs Roman ange-
spielt, Die Anspielung findet sich in den dargestellien Reden und Kommentaren
des Ex-Offiziers Evgenij Pavlovi¢ Radomskij. In einem spannungsvollen
Gespréich wirft er My$kin wegen dessen Liebe zu Nastas'ja Filippovna vor:

[...] BcE 210 6o HecepresHo! B 3T0 GLINI0 ONHO TONMLKO
rolloBHOE YBIeUeHHe, KapTHHA, $aHTasus, geM [...] (TICC
8, IB,9, 481) '

[...} das war doch alles nicht ernst! Das war doch alles nut
kopfmiBige Leidenschaft, ein Bild, Phantasie, Rauch [ ...]

Die Erlanterung dieser Anspielung erfordert freilich einen ausfihrlicheren
Kommentar,

3.2. Evgenij Pavlovi¢ Radomskij in der Personenkonstellation des Idiof

Innerhalb des Personals und des Bedeutungsaufbau des Romans spielt
Radomskij keine ganz unwichtige Rolle. Die Figurenkonstellation des Idiot ist,
wie auch sonst bei diesem Autor, vou spezifischer Komplexitit und Vieldeu-
tigkeit. Was die Hierachie des dargestellten Personals betrifft, so zeichnet sie sich
durch einen besonders grofen Reichtum von Stufen und Zwischenstufen zwi-
schen eindeutigen Hauptfiguren und bloBen erzihlten Komparsen aus. Es wird
betrichtliche dsthetische Dynamik durch die offene Frage geschaffen, ob etwa
Radomskij in der genannten Hierarchie eher auf der Ebene der Ganja, Varvara
und Kolja, oder eher auf der Stufe der Epantin und Tockij steht. Andererseits
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wird er systematisch in die Niihe ausgesprochener Komparsen wie des Fiirsten
S&. (Radomskijs Verwandter; als Briutigam Adelaidas ebenfalls stindiger Gast
im Hause Epan¢in) oder des Offiziers namens Molovcov oder Kurmyiev
gebracht, der mit Nastas'ja Filippovna und mit Myskin handgreiflich wird13,
Zugitzliche dsthetisch relevante Dynamik wird durch die zahlreichen ambivalenten
Parallel-, Kontrast- und Spiegelungsbeziehungen zwischen den Figuren geschaf-
fen. In Radomskij spiegeln sich mehrere Umstinde "wichtigerer" Personen, Mit
RogoZin und Mygkin verbindet ihn die Situation des Erben eines groRen
Vermbigens. Zusammen mit Ganja Ivolgin, dem Fiirsten Myskin, Ippolit und
schlieBlich dem polnischen "Grafen" gehiirt er zu den Anbetern bzw. Freiern
Aglajas. Mit Ganja verkniipft ihn der zeitweilige Verdacht, er suche die Gunst der
reichen Aglaja aus Vermogensgriinden, solange seine Erbschaftssache nicht
geklirt ist. Mit dem Fiirsten verbindet ihn am Ende die uneigenniitzige Zuneigung
zu Aglaja, die Freundschaft zur Familie Epanin und die treusorgende Hilfe, die er
dem wieder erkrankten My3kin zukommen 146t. Der ausgesprochen polnische
Familienname des zeitweiligen Bewerbers um Aglajas Hand deutet assoziativ ihre
Ehe mit einem Polen voraus. Uberdies wird Radomskij in eine mysteritse
Bezichung zu Nastas'ja Filippovna gebracht (11, 10-11),

Wie man sieht, ist Radomskij also in das vieldeutige Geflecht der Personen-
beziehungen integrient. Bei alledem erweist sich seine Gemiitslage, seine Moral
und seine Mentalitiit rechtzeitig genug als als bemerkenswert stabil und eindeutig.
Im Vergleich zu den meisten anderen Figuren des Romans zeichnet Radomskij
sich durch eine "Normalitit" aus, die or allenfalls noch mit dem jungen Kolja
Ivolgin sowie den Epanéin-Téchtern Aleksandra und Adelaida teilt. Seine
"Normalitéit" ist wohl nicht deckungsgleich mit der ordindren Dorchschnittlichkeit
der Ganja, Varja und Pticyn, zu der der auktoriale Erzihler sich am Beginn des 4,
Teils theoretisch-literaturkritisch duflert; eine prekire Nihe zwischen beiden kann
aber nicht ansgeschlossen werden. ledenfalls erinnert die ganze Figur an den
Turgenevschen Stil der psychologischen Personendarstellung, wie Bjalyj 1968
ihn herausarbeitet, Man hat den Eindruck eines Sirukturzitats aus einer "fremden”,
in diesem Fall offenbar Turgenev imitierenden Darstellungsweise, Dieser
Eindruck wird dadurch erhiirtet, daf gerade Radomskij im Bedeutungsaufbau des
Romans als Triiger expliziter und impliziter Turgenev-Anspielungen fungiert4,

Die Relevanz der Figur Rademskijs geht allein schon darum liber den nnmit-
telbaren Kontext der Personenkonstellation und der Handlung hinaus,
Radomskijs "Normalitit" qualifiziert ihn fiir die Funkiionen des Risoneurs und
Kommentators, Dies sind Funktionen, die im herkémmlichen realistischen Roman
dem fiktionalen auktorialen Erziihler zukommen, wenngleich es auch dort nicht an
FigureniuBerungen fehlt, die den Charakter eines auktorialen Risonnements
annehmen (vgl. Turgenevs Figur des Potugin in Rauch ). Gerade die Autoritit des
avktorialen Erziihlers im Roman wird bei Dostoevskij aber bekanntlich stindig in
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Frage gestellt. Im Stil des auktorialen Erziihlers erzihlte Passagen werden u.a.
dadurch relativiert, dafl sie in einen Widerspruch zu FigureniuBerungen gebracht
werden, die dem Stil und dem Anspruch des auktorialen Erziihlers zumindest
nahestehen. Bben dies gilt u.a. flir mancherlei AuBerungen des Radomskij.

3.3. Radomskijs Belehrung Mygkins

Die erwiihnte versteckte.und doch explizite Anspielung auf Turgenevs Roman
Rauch ist in einem Gespriich enthalten, das Radomskij mit My3kin fiihrt. Der
Fiirst hat soeben seine aus angesehener Familie stammende Braut Aglaja verlas-
sen, obwohl er sie liebt. Er bereitet nun seine EheschlieBung mit det
"Kametiendame" Nastas'ia Filippovna vor, deren Jugend durch die erotischen
Anspriiche ihres Vormunds Tockij verdorben wurde; sie liebt er ebenfalls, aber
auf andere Weise. In dieser Situation wiischt Radomskij dem Fiirsten den Kopf.
Der schicke friihere Fliigeladjutant wire gern selbst einmal Brautizam Aglajas
geworden und ist thr nach wie vor liebend zugetan. Er will ihr helfen und den
Fiirsten zur Revision seines Entschlusses bewegen. Zu diesem Behuf macht er
sich zum Richter iiber My2kins allerdings ziemlich verworrene Licbesgeschichte
mit Nastas'ja Filippovna. Er wirft ihm vaier anderem folgendes vor:

Cormacurecs caMi, KHA3b, UTO B BALIH OTHOUIEHHA K Hactacre
DUIRNIEOBHE C CAMOrO HAYANA JErTI0 HEYTO YCIOBHO-FeMOKpa-
THYeckoe {...), TAK CKazalh, ofasgHHE "XKEHCKOro BOHOpoca”
(..).[...] B [...] HaGpocunMCe HA BOAMOXHOCTH 3aABHTH
nyGIUIHO BEMHKORYIIHYIO MBICADL, Y10 Bsl, POTOROH KHAZG H
YUCTHIM HeNOREeK, He cduraeTe GeCHSCTHOK KeHIMHHY,
OTIO30PEHHYIO HE 110 €& BiHe, 4 110 BHEE OTRPATHTCNLHOIO BENH~
KOCBETCKOro paspparHuka.(PSS 8, IV.9, 481 )

Geben Sie zu, Fiirst, auf Thren Bezichungen zu Nastas9a
Filippovna lag von Anfang an etwas Gewollt-Demokratisches (...),
sozusagen der Reiz der "Frauenfrage" (...). [...] Sie [...] ergriffen
hefiig die Gelegenheit, sffentlich den grefimiitigen Gedanken zu ver-
kiinden, Sie, der Fiirst aus altem Stamm und reine Mensch, hielten
eine Frau aiche filr ehrlos, die in Schande geraten ist nicht durch
eigene Schuld, sondern durch die Schuld eines widerwdrtigen
vornehmen Verfiihrers.

Diesen ganzen Gedanken faflt Radomskij in der Formulierung zusammen:

{...] Bcé 1o GuinMo Mecepneano! Beg 510 OMII0 OHHO TONEKO
rojlfoBHOoe yBlledeHHe, KapruHa, drantasug, aemM [...] (PSS §,
iv.9,481)
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[...] das war doch alles nicht ernst! Das war doch alles nur
kopfmtilige Leidenschaft, ein Bild, Phantasie, Rauch [...]

Dostoevskij war bekanntlich ein Autor, der seine Formulierungen mit grofter
Geschwindigkeit zu Papier bringen oder seiner stenographiekundigen Frau Anna
Grigor'evna diktieren konnte. Das hinderte ihn aber nicht daran, seine Worte
sorgfiltig zu wihlen, mit dem Klangk@rper, der Bedeutung und der intertextuel-
len Verweisungskraft des einzelnen Wortes 2u spielent’, Das Wort "Rauch” legt
er hier sicherlich nicht von ungefihr einer Figur in den Mund, die sich etwas
spiiter nach dem von Turgenev erfundenen Ausdruck als "ganz iiberfliissigen
Menschen in RuBland” (PSS 8, IV,12, 508) bezeichnen wird.

Dazu kommt, da der gesamte Gespriichszusammenhang gewisse Analogien
z4 einer Situwation in Turgenevs Rauch aufweist. Radomskij begibt sich hier
gegeniiber My3kin in eine 4hnliche Lage wie bei Turgenev Potugin gegeniiber
Litvinov (Rauch , Kap. 25): Als der alternde "lberfliissige Mensch" Potugin
merkt, daf} Litvinov im Begriff ist, sein Verldbnis mit der sympathischen blonden
‘Tat'jana aufzuldsen, weil er sich nen in die femme fatale Irina verliebt hat,
versucht er, Litvinov davon abzubringen und ihn an seine Verantwortung fiir das
Gliick Tat'janas zu erinnerni®. Dies alles bekriiftigt die Vermutung, daB in der
zitierten AuBerung Radomskijs eine zwar verborgene, aber doch recht eindeutige
Anspielung auf Turgenevs Roman Rauch vorliegt!?,

Radomskijs "Belehrung” des Fiirsten steht nun in etlichen werkimmanenten
Kontexten, die die Tragweite der Anspielung weiter beleuchten und darum hier
skizziert werden sollen,

Ganz allgemein ist Radomskijs Kommentar zu Mytkins Verhalten eines von
vielen Beispielen fiir Dostoevskijs Verfahren, bereits einmal erziihlte Sach-
verhalte in verschiedenen Ausschnitten, Versionen und Bewertungen wieder-
holt zur Sprache zu bringen. Dieses Verfahren steht im Zusammenhang mit den
erwiihnten Methoden, die Autoritiit des auktorialen Erzihlers zu beschneiden.
Nicht von engefidhr seizt der Roman damit ein, dal Myskin in zahlreichen
Wiederholungen seine Geschichte unterschiedlichen Gesprichspartnern immer
wieder und mit immer neuen Einzelheiten erzihlt, Die kurioseste Version von
Mygkins Vorgeschichte findet sich schlieflich in Kellers Zeitungspamphlet (11,
8), das Myskins angeblich illegitime Erbschaft vor dem "Gericht der
Offentlichkeit" (glasnost’) anprangern und den Fiirsten zugunsten von
"Pavliitevs Sohn" Burdovskij erpressen soll; der Version des
Zeitungspamphlets werden wiederum mehrere andere Versionen
gegeniibergestellt, und noch im Kapitel IV,7 werden durch den anglomanen
Aristokraten Ivan Petrovi¢ zusitzliche, in ihrem Wahrheitsgehalt nicht immer
nachpriifbare Einzelheiten aus der Vorgeschichte des Fiirsten und der Rolle
seines Gonners Pavlis&ev nachgetragen. Seltener, als es in vergleichbaren Fillen
etwa bei Turgenev tiblich ist, schaltet sich der auktoriale Erziihler des Idiot in
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solchen Situationen ein, um dem Leser die “richtige" und "vollstiindige" Version
mitzuteilents, '

Auch im Fall der "skandalsen” Entscheidung Myskins fiir die Heirat mit
Nastas'ja Filippovna entwerfen verschiedene Personen unterschiedliche
Versionen und Bewertungen dieser Affiire, Der Erziihler hatte hier zuvor den
Leser zum Zeugen der Vorginge gemacht, die Myskin zur ereuten Hinwendung
z11 Nastas'ja Filippovna bewogen haben, AnschlieBend referiert er die Reaktion
der Leute auf diese Geschichte:

TMowry Bece OGMIECTBO - TYIEMLIRl, TAYHHKH, IPHEIKAOIIME Ha
MY3HIKY, - BCE TIDHEHANACEH PACCKAILIBATE OIHY B TY K¢ HCTOPHID,
Ha THICAYY pa3HuIx papmauud [...] (PSS 8,1V .9, 476)

Fast die gesamte Gesellschaft - Ortsanséssige, Sommergiste,
Zugereiste Konzertbesucher, alle unterfingen sich, ¢in und dieselbe
Geschichte in tansend verschiedenen Variationen zu erzihlen [...]

Der Erzihler iibergeht dann die frivolen und skandalésen Versionen der
Geschichte, die er offenbar der Phantasie des Lesers itberlassen mdchte, und
konzentriert sich auf die

[...] camoe TOHKOE, XUTPOe H B IO K€ DpeMs IpaBiomomo6Hoe
TONKOBAHHE, KOTOPOE OCTABANOCE 38 HECKONBKUMH CepREIHRIMEU
CIUTETHAKAMH, U3 TOr'O COS PAIYMHEIX MoJeH, KOTOpLe BCerna,
B KaXXJIOM 06INeCTBE, CHENIAT IIPEeXNCIe BCErC ¥ SCHHThH APYTHM
cobriTHE, B ueM HaxXoOdT CRO NPH3HAHHE, A HEpenKo H
yremere, (PSS 8, IV,9, 476)

[...] feingesponnenste, raffinierteste and zugleich wahrscheinlich-
ste/ wahrheitsghnlichste Deuiung, die auf einige seridse
Gertichtemacher zuriickging, aus der Schicht der verniinftigen Leute,
die immer, in jeder Gesellschaft, eilfertigst den anderen ein Ereignis
erkldren wollen, worin sie thre Berufung finden, und nicht selten
auch ihre Belustigung.

Die Version dieser "verniinftigen Geriichtemacher”, die zugleich augenschein-
lich Turgenev-Leser sind, ist die folgende:

Ilo ¥x TONKOBAHHIO, MONONOI YETIOBEK, KHAIL, TIOYTH GoraTeil,
OypaqoK, HO TeMoKpaT H noMeluaBllHAcA Ha COBPEMCHHOM
HHATHITE3Me, OGHAPYIKEHHOM MOCIOIHHOM TypreHeBhIM, I1ouTH
He yMeRUHH rOBOPHTE TIO-PYCCKH, BITOOHNCS B 00Y9b MeHepaia
EraHvKHA H HOCTHC TOMG, WL eI'¢ PHHANH B IOMe KaK XKeHHXA.
[...] PacckanuiEamy, 6YITO OH HAPOYHO KIAN TOPAKECCTBEHHOrD
3BAHOTO Bedepa y poruTenedt cnoeil HesecTrl, {...], YTobsl BCIYX |
OpH Beex 3a8BHTh cBolH 06pa3 Mulcrelt, o6pyraTns MOYTEHHKX
CAHOBHHKOB, OTKAYATLCH OT CBOSH HeBECTLI IyBIMUYHO H ¢ OCKOP-
OnenueM.[...].K aToMy IpHGaBNaNy, B BHAE COBpEMEHHON xapak-
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TepHCTHKH HPaBoB, ¥To Gecronmkonn i Moronoit uenorex meicr-
BHTENLHO JOGHN CBOIO HEBECTY, MeHEPANLCKYIO A0ub, HO YTO
OTKA3AJCH OT HEE COUHCTBEHHO M3 HUMMIM3MAa H pafgH ApeH-
CTOAINErc CKaHgana, ytofel [...] MOOKa?aThL, ¥MTO B €ro
yOeK IeHHAX HU TIOTECPAHHLIX, HY A06poAeTeIbHIX XeHITHH, a
€CTL TORLKO 0IHA cnoBonHan xkeHuIEHA[...]. (PSS 8, IV,9, 476 £.)
Nach ihrer Deutung hatte ein junger Mann, Fiirst, fast reich, klei-
ner Dummkopf, aber Demokrat und in den von Herrn Turgenev ent-
deckten modernen Nihilismus verrannt, fast nicht russisch spre-
chend, sich in die Tochter des Generals Epanéin verliebt und es
dahin gebracht, daB3 er als Freier ins Haus avfgenommen wurde. [...]
Sie erzihlten, er habe absichilich die feierliche Abendeinladung bei
den Eltern seiner Braut abgewartet, [...], um laut und vor allen seine
Denkart zu verkiinden, ehrenhafte Wiirdentriiger zu beschimpfen
und seiner Braut sffentlich und beleidigend den LaufpaBl zu geben.
[...]. Dem fiigten sie als moderne Sittenschilderung hinzu, der
unverniinftige junge Mann habe seine Braut, die Generalstochter,
wirklich geliebt, ihr jedoch e¢inzig aus Nihilismus und dem
bevorstehenden Skandal zuliebe den LaufpaB gegeben, um [...] zu
beweisen, daB es fir seine Uberzeugungen weder verlorene, noch
tugendhafte Frauen gebe, sondern nur die freie Frau [...].

Die zitierte Darstellung der "vemiinftigen Geriichternacher" mit ihrem explizi-
ten Verweis auf den Herrn Turgenev bezieht sich intratextuell iibrigens recht
deutlich ("kleiner Dummkopf, aber Demokrat; fast nicht russisch sprechend™) auf
Kellers erpresserisches Zeitungspamphlet, das seinerseits als polemische Parodie
der Vorgehensweise von Cernysevskijs "neuen Menschen" fungieni!®, Der
inratextuelle Bezug schafft demnach im Bereich der intertextuellen Verweise eine
hinterhiltige Korrelation zwischen Turgenev und Cerny3evskij.

Die "Wahrscheinlichkeit”, oder, genaver gesagt, "Wahrheitsdhnlichkeit”
(pravdopodobie) dieser "verniinfiigen Erkldrung" von Myskins Handlung steht
in starkem Kontrast zur schwer oder gar nicht erklirbaren Wirklichkeit, die der
Leser zuvor prisentiert bekommen hatte. Der Kontrast wird noch dadurch ver-
stirkt, daB der Erziihler selbst keine Erklirung zu bieten hat (PSS §, 1V, 9,
47120,

Radomskijs an Myskin gerichteter Kommentar zum Geschehen steht der
Version der verniinftigen Geriichiemacher und ihrer Referenz auf den Herrn
Turgenev nun #uflerst unangenehm nahe. Seine "Erklérung"”, wonach My$kins
Liebe zu Nastas'ja Filippovna etwas "Gewollt-Demokratisches” an sich habe,
bezieht sich iiberdies kontrastartig auf Ganjas dreiste Erkldrung aus dem ersten
Teil des Idiot , wonach er seine Werbung um Nastas'ja Filippovna gerade nicht
mit Dingen wie Frauenfrage und Emanzipation verbrime (PSS §, 1, 11, 103).

Mit einem Wort: Radomskijs Kommentar, und mit ihm die Anspielung anf
Rauch, wird in vielfiltige kompromittierende intratextuelle und intertextuelle
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Beziehungen verwickelt, Ist in alledem vielleicht der Yiteratarkritische Vorwurf
versteckt, da} die in Rauch verwirklichte "verniinftige” und "wahrheitsihnliche"
Art der Darstellung und Bewertung allgemeinmenschlicher und spezifisch russi-
scher Realitiit am unerklirbaren Kern der Dinge vorbeigeht?

Die Radomskij zugeordneten Turgenev-Reminiszenzen sind damit noch nicht.
erschipft, Ihm wird an anderer Stelle (PSS 8, I, 1, 275-278) eine Schelte des
russischen Liberalismus in den Mund gelegt, die zumindest implizit auf den
Liberalen Turgenev und néherhin auf die Figur des Potugin in seinem Roman
Rauch bezogen ist. Mehr oder weniger direkte Potugin-Anspielungen finden

sich liberdies in den Worten und in der Darstellung des Fiirsten sowie im
Erzihlbericht.

3.4. Versteckte Repliken auf Turgenevs Potugin in Idiot
3.4.1 Potugins als Figur des Rauch

In Turgenevs Rauch tritt bekanntlich die sarkastische und rithrend-komische
Figur eines russischen Westlers und Liberalen auf - Sozont Ivanyc$ Potugin, der
Hauptrisonenr des Romans. Viele Zeitgenossen, unter ihnen Dostoevskij,
erblickten in Potugins sarkastischen Kommentaren zur Frage "RuBland und der
Westen" eine MeinungsiuBlerung des Verfassers selbst?!, Inwieweit sie mit die-
ser Einschitzung recht hatten, das kann hier nicht profund erbrtert werden.
Hingewiesen sei aber auf den Umstand, da Turgenev den Potugin als ausge-
sprochen paradoxe Figur angelegt hat, und daB er Potugins Risonnements. sorg-
filtig die moralische Autoritiit entzieht?2.

Seinen grotesken Namen Sozont Ivany¢ Potugin empfindet er selbst als Last;
er entstammt dern geistlichen Stande, hat jahrzehntelang als Staatsbeamter gedient
und sieht aus, wie er heiflt: der verkdrperte Provinzrusse hat kurze Beine, einen
feisten Oberkdérper, Kartoffelnase, sein Jackett sitzt schlecht und seine Krawatte
ist ewig verrutscht (V, 23). In komischem Kontrast zu seinem AuBeren ist er
nicht nur Moralist, sondern auch Schéngeist und vor allem liberaler Westler mit
weitgespannien Interessen fiir zivifisatorische und technische Fragen, Er gibt sich
als scharfer Kritiker russischen Diinkels und russischer Uberheblichkeit
gegeniiber Westeuropa.

Freilich ist Potugins Autoritit als Moralist und als Kiritiker der russischen
Gesellschaft stark angeschlagen - er ist ndmlich der alternde Liebhaber und
Zutriiger der Lebedame Irina, er ist ihr geradezu hiindisch ergeben bei all ihren
manchmal anriichigen Unternehmungen in der verderbten Hocharistokratie. Er
vermittelt ihr auch Kontakte zu den russischen Oppositionskreisen, zu denen er
Zutritt hat. Dabei leidet er zutiefst an seiner schiefen Situation als "biirgerlicher”
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Intellektueller, der einer hocharistokratischen Kurtisane horig ist, vermag sich
aber aus dieser Situation nicht zu befreien,

In der Figurenkonstellation von Rauch spielt Potugin allerdings nicht einfach
nur die Rolle des Résoneurs. Er steht einerseits in einer scharfen Kontrast-
bezichung zu Gubarev, dem Seelenfithrer eines wirren Zirkels junger Opposi-
tioneller, andererseits in einem eigenartigen Spiegelungsverhiiltnis zur Hauptfigur
Litvinov: Er fithrt seinem jungen Freund und Rivalen warnend vor Augen, was
aus diesem nach Jahren werden kinnte, wenn er sich ebenfalls der Liebe zu Irina
hingiibe; erist gleichsam ein potentielles, ¥lteres und gebrochenes alter ego des
jungen Helden?3, Diese Symmetriebeziehung enthiilt freilich auch Kontraste, und
zwar insbesondere im "patriotischen Symbolgehalt” der Geflihle beider Figuren
fiir Irina bzw. Tat'jana. Irina, die feinme fatale aus altrussischem, moskowi-
tischem Adel, und Litvinovs Verlobte Tat'jana, das blonde russische Landfriu-
lein, symbolisieren in diesern Roman nur allzo offenkundig unterschiedliche
Gefishle fiir Ruflland. Litvinov befindet sich nach langen Studienjahren im Aus-
land in einer offenkundigen Gefihlsstarre gegeniiber seinem Vaterland, in das er
nun zarlickkehren soll. Die Wiederbegegnung mit seiner Jugendliebe Irina erlést
ihn zungchst aus dieser LEhmung des Gefiihls, droht aber sein Leben ganz aus
der Bahn zu werfen. Seine spitere Verséhnung mit Tat'jana symbolisiert
Litvinovs endgiiltige Aussthnung mit einem titigen Leben in Ruflland.

Auch zwischen Potugins trotz aller Sarkasmen bedingungslosen Bindunrg an
Irina und seinem gespaltenen Verhiilinis zu Ruflland besteht in Rauch eine fast
aufdringlich deutliche symbolische Parallele: Potugin hebt RuBland als Leidender,
und kritisiert es heftig, so wie er Irina leidvoll liebt und geradezu verachtungsvoll
kritisiert; seine Bindung an die Geliebte und an das Vaterland muB als gespalten
und unproduktiv bezeichnet werden,

An dieser Stelle sei eingeflochten, daR Dostoevskij seine Personen-
konstellationen ungleich dynamischer und komplexer aufbaut als Turgenev, Wie
Turgenevs Litvinov, so steht zwar auch Dostoevskijs My8kin zwischen zwet
Frauen, doch eignen sich die Verhiiltnisse zwischen der "fatalen" Nastas'ja
Filippovna und der wohlbehiiteten, aber koboldhaften und in ihren Reaktionen
schwer berechenbaren Aglaja Epancina keineswegs fiir so iibersichtliche symbo-
lische Bedeutungszuordnungen wie bei den beiden Frauengestalten Turgenevs.
Erheblich weiter als Turgenev geht Dostoevskij mit dem Verfahren, "auktoriale”
Themen und Motive Figuren in den Mund zu legen, deren argumentative Autori-
tiit im Zusammenhang der Personenkonstellation und der Handlung beschnitten
oder vernichtet wird. Das gilt in unterschiedlichen Abstufungen fiir die "auktori-
alen" Risonnements der meisten Figuren des Idiot, fiir Radomskij, filr Myskin,
fiir Ippolit, und in ganz besonderem Malle fiir den iniriganten Lebedev, unter
dessen haltlosen AuBerungen auch mancherlei Auktoriales anzutreffen ist.
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Im Vergleich zu alledem wirkt die Gebrochenheit und Gespaltenheit des
Turgenevschen "auktorialen Résoneurs” Potugin, die durch seine Stellung in der
Personenkonstellation des Rauch bekriftigt wird, nahezuo harmlos. Es ist darum
picht unverstéindlich, dalb Dostoevskij sowohl in seinen polemischen Notizen, als
auch in den versteckten Anspielungen in Idiot diesen Aspekt Potugins vernach-
ldssigt. Er setzt sich mit Potuzgins Thesen auseinander, als habe Turgenev sie
seiner Figur als schlichte auktoriale MeinungsiuBerungen in den Mund gelegt.

Potugins Lebensumstiinde, seine Mentalitéit, Thesen und Argumente, sowic
die darin enthaltenen Motive, die Dostoevskij nachweislich besonders erregt
haben, seien hier kurz referiert; graphisch hervorgehoben sind die Motive, die in
Idiot wiederkehren werden,

Der in vielem betont urrussische, aus dem geistlichen Stand hervorgegangene
Potugin verbindet also seine hohe Bildung und griindlicher Kenntnisse der
"vaterldndischen” russischen Literatur?4 mit ciner HaBliebe auf sein Vaterland.
Auf eine entsprechende Frage sagt er geradezu: "Ich liebe es leidenschaftlich und
ich hasse es leidenschaftlich” (Dym V,29) Er bestreitet den normalen Verlauf
der russischen Geschichte, die ja damit eingesetzt habe, dal man sich von den
Wardgern fremde Fiirsten als Herrscher geholt habe (Dym V, 28).

Die beriihmte Neigung der russischen Intelligenz zur Verneinung der herr-
schenden Zustinde habe einen Knechtscharakter: Man kimpfe nicht, wie freie
Menschen, mit dem Degen, sondern dresche, wie ein Lakai, anf Befehl einer
beliebigen Fiihrergestalt mit der Fanst drein (Dym V, 25). Potugin leugnet, daBl

_dié russische Kultur der Welt irgend etwas Originetles gebracht und sich damit
cine Daseinsberechtigung erarbeitet habe, und daf die original russische Lebens-
art irgend einen hheren, allgemeineren zivilisatorischen Wert habe. Nicht einmal
der Samovar, die FuBlappen, das Bogenjoch und die Knute seien russische Erfin-
dungen, so sagt er spitz (Dym XIV, 73).

Da das Kunstschine, das eine Kalter in ihrer Malerei, Musik nnd Pogsie
hervorbringe, an die Ausbildung von Zivilisation gebunden sei (Dym XIV, 76),
fehle es in RuBland auch von jeher an einem iiberzeugenden Begriff von
Schénheit, Entsprechend #tzend sind Potugins Werturteile zur russischen Musik
und Kunst, aber auch zu russischer Wissenschaft und Technik; das sei nahezu
alles nichts als schwaches, dilettantisches Epigonentum gegeniiber dem Westen,
das ohne verantwortliche Sachkenntnis betrieben werde (Dym X1V, 72 £.). Auch
seine Urteile {iber Moral und #sthetischen Wert der russischen Literatur ein-
schlieBlich Volksliteratur und Mittelalter sind erbarmungslos uad lassen nur
wenige russische Autoren gelten. (Puskin, Gogol').

Es bleibe jedem von uns Russen, so sagt er, nichts anderes iibrig, als beim
Westen Zivilisation zu lernen, (obwohl natiirlich auch der Westen seine Fehler
habe), und sich durch seine perstinliche Arbeit, an seinem Platz in RuBland, fiir
die europiiische Zivilisation einzusetzen (Dym XXV, 133). "Zivilisation"
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versteht Potugin (und mit ithm gewill auch Torgenev) im Sinne der materiellen
und institotionalisierten politisch-sozialen Kulwr, die von gesitteten freien
Menschen getragen wird, und die in Harmonie mit den schénen Kunstformen
steht, die sie hervorbringt.

3.4.2. Potugin-Echos bei den Figuren des Idiot
3.4.2.1. My8kin, die russische Zivilisation und der Marderpelz

Als direkte Antwort auf die Zivilisations-These Potugins, die freilich auch die
These des westlerischen russischen Liberalismus insgesamt ist, liest sich eine
paradoxe AuBerung von Dostoevskijs Mygkin. My3kins Worte nehmen vor dem
Hintergrund des Potuginschen Postulats von der Notwendigkeit europdischer
Zivilisation in Rufiland geradezn den Charakter einer grotesken auktorialen
Retourkutsche an:

Der Fiirst duBert in seiner krankhaft erregten Tirade gegen den rémischen
Katholizismus:

[...] o, HaM HyXeH oTnop, U ¢kopel, ckopelt! Hamo, ytoGm
BOCCHAN B OTIOP 3amagy HAIl XpHCTOC, KOTOPOro ME
COXPaHWIM M KOTOPOro oHH He aHanH! He paGcky nonaaasce Ha
KPIOUOK HedyHTaM, a HAITY pyccKyl0 EBENHAATHIO HM HECH, MEI
HLOJDKHSLI TENEps cTaTh npel Humd [...] (PSS 8, 1V,7, 451 £)

[...] o, wir brauchen eine Abwehr, und zwar schnell, schnell! Zur
Abwehr des Westens muB unser Christus ergléinzen, den wir
bewahrt haben und den sie nicht kannten! Wir diirfen uns nicht
sklavisch von den Jesuiten kédern lassen, sondern wir miissen uns
jetzt vor sie hinstellen, indem wir ithnen unsere russische Zivilisation
bringen [,..]

Die Aufforderung, dem Westen ausgerechnet mit Hilfe der damaligen russi-
schen Zivilisation gegeniiberzutreten, mul im dargestellten
Gesprichszusammenhang selbst dann grotesk wirken, wenn man die Uber-
zeugungen der radikalsten zeitgenbssischen Slavophilen als ihren Kontext
annimmt. Sie wird von My3kin in groer Erregung geiiufiert, denn er fiihlt sich
durch diec Behauptung verletzt, sein Gonner Pavlii¢ev sei vor dem Tod zum
Katholizismus konvertiert; auch kiindigt sich ein leichter Epilepsie-Anfall in
seinen hektischen AuBerungen an. Sein russisches Zivilisations-Postulat paBt of-
fenbar auch gar nicht zur Idee des russischen Christus, Es wirkt geradezu als ein
Fremdkaérper in der dargestellten AuBerung des Fiirsten und fungiert als Indiz
einer Intervention "auktorialer Intention25" in eine dargestellte Figurenrede. Auf
der Ebene der auktorialen Intention stellt es einen polemischen Kontakt zu
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fremden Texten und anderen Stimmen her, speziell zar Gedankenwelt des Tur-
genevschen Potugin,

Ejs ist freilich nicht ausgeschlosscn daB} diese auktorlalc Retourkutsche viel-
leicht noch mehr enthilt als einen grotesken Intertextualititseffekt. Bekanntlich
wollte Dostoevskij in seiner Figur des My3kin ein ebenso russisches wie allge-
meinmenschliches Ideal moralischer Schdnheit verkdrpern. Es ist MyZkins
schwer oder gar nicht definierbare und erklérbare moralische Schiinheit, die von
Anfang an seine russischen Gespriichspartner bezaubert oder zur Wut reizt und in
ihrem Urngang miteinander immer wieder eine Unmittelbarkeit von eigentiimli-
cher Schinheit freisetzt, sei es in skandalésem Streit oder in paradoxen Versth-
nungsgesten. Die von sozialen Normen oder Institutionen unberiihrte russische
Unmittelbarkeit des Umgangs miteinander ist offenbar das Ideal Myskins, Meint
er mit "unserer russischen Zivilisation" vielleicht diese "russisch-briiderliche” Art
des verstindnisvollen Umgangs unter Menschen? Der Text versagt uns eine
eindeutige Antwort26,

Fiir die innere Schonheit Myskins gibt es gewil} keine ideologisch verwertbare
Patentformel. Der Aufbau der Situation, in der Myskin sich dufert, und der
Kommentar des ErzZhlers machen dies hinreichend deutlich:

Die Unmittelbarkeit des Umgangs von Russen untereinander wird vom
Fiirsten an dem Abend bei den Epancins intensiv empfunden und genossen,
zumal er im alten Anglomanen Ivan Petrovié einem Verwandten seines
Wohltiters Pavlis¢ev und Cousin seiner fritheren Erzieherinnen begegnet, der ihn
noch als krankes Kind kannte. Der Erzihler triigt nun Sorge, diese Euphoric des
Fiirsten von vornherein als Fehleinschiitzung zu qualifizieren. Nach einer recht
satirischen Schilderung der Giste des Abends duBert er:

Kak-to roT49ac ¥ BAPYI eMy TIOKA3ANOCH, ITC¢ BCE 3TH NIOXH KaK
OYITO TAK H POXHIUCE, Urob OuiTL BMecte [...], 4To Beé aTo camelie
“CBOH JIOJH" H YTO OH ¢aM Kak Gyxro NaBHo yxe Gnor ux mpe-
JaHHLIM APYTOoM H eXHHOMBIHICHHAKOM H BODOTHICSH K HHEM
Teneph IMOCHe HepasHeld paanmyku.OCasHHE HIANIHEIX MAHED,
NpOCTOTH. H KAXKYINEroCH YHCTOCEpAeUYHA ORIO MOYTH
poneSHoe. EMy H B MEICTE He MOT o IIPHETH, TT0 BCE 3T0 1Ipo-
crocepaeure H GRATOPONCTBO, OCTPOYMHE M BHICOKOE COGCT-
BEHHOE HOCTOHHCTBO €CTh, MOXKeT GblTh, TONBKO BETHKONEITHA L
XyHOXKECTBeHHAA BRAeIka.(PSS 8, IV,6, 442)

Irgendwie kam es ihm sogleich und plétzllch so vor, als ob alle
diese Menschen nur dazu geboren wiren, um beisammen zu sein
[...], als ob dies alles ganz und gar "unscre Leute" wiren, als ob er
selbst schon lange ihr hingegebener Freund und Gleichgesinnter,
und nach kurzer Trennung jetzt zu ihnen zuriickgekehrt wire. Der
Reiz ihrer eleganten Manieren, jhrer Schlichtheit und ihrer scheinba-
ren Herzensreinheit war fast zavberisch. Thm konnte es nicht einmal
in den Sinn kommen, daB all diese Herzensschlichtheit und
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Vornehmheit, Witzigkeit und hohe Eigenwiirde vielleicht nur ein

préichtiges Kunstprodukt war.

Wie immer man aber das Zivilisations-Motiv im Munde des Fiirsten deutet -
als "polemische Analogie" zum westlerisch-liberalen, Potuginschen Zivilisations-
Postulat bleibt es anffillig genng,

DaB diese Anspielung auf Turgenev und seinen Rauch bei der Darstellung der
Gestalt des My#kin kein Einzelfall ist, zeigt sich an einem zunichst unauffiilligen
Detail, das als explizite Potugin-Reminiszenz in Anspruch genommen werden
darf. Es geht um den Marderpelz, den Rogoziin im ersten Kapitel dermn Fiirsten in
Aussicht steflt (PSS &, 1,1, 13). Dieses Motiv spielt auf einen sarkastischen
Kommentar des Turgenevschen Potugin zum "unzivilisierten” Schinheits-
empfinden altrussischer Folklore am Beispiel der Byline von Curilo Plenkovié an,
Potugin sagt zu Litvinov: '

{...] mo3nonio ofpaTuTy, Banle BHHMAHHE HAa HISMIHGLIA obpas
IOHOINH, XKEHL-TIpeMbe, KAKHM OH PHCOBANCH BOOGPAKEHHIO
TepROBLITHOT O, HEIHBANHIOBAHHOTO CNIaBsHUHA. Bor, wasonkte
TIOCMOTPETE: HIET 2KEHL-TIpeMLE; ITy60OHKY CITHN OH cele KYHBIO,
IO BCeM IMIBaM CTPOYMEHHY, MOSICOK CEMUIIIENKORLIH IO camuie
MDIIIKH TIOABENEH, MEPCTH 3AKPLITH PYKABYHMKAMH, BOPOT B
1uyGe cheiaH BRING MOJOBE, CTICPEIH-TO He BHIATL THIA pyMS-
Hozr_?, CcOamH-TO He BHAATL ek Genenskolf [...] (Dym XIV, 76
f)

[...] beachten Sie doch bitte das elegante Bild eines Jlinglings,
jeune-premier, wie es sich in der Vorstellung des urtiimlichen,
unzivilisierten Slaven malte. Sehen Sie einmal: es kommit der jeune-
prernier; einen Pelz von Marderfell hat er sich nihen lassen, an allen
Nihten abgesteppt, der Giirtel von sieben Seiden geht bis zu den
Achseln hoch, die Finger sind bedeckt mit Handschithchen, der
Kragen an seinem Pelz ist hther als der Kopf gemacht, von vorn ist
nicht zu sehen das Gesicht, das rote, von hinten ist nicht zu sehen
der Hals, der weiBe [...]

An diese Potuginsche Paraphrase einer Stelle aus der Byline von Curilo
Plenkovi¢ klingt nun RogoZins Aufforderung sowehl in der Wortwahl als auch
stilistisch an (vgl. die Nachstellung einiger attributiver Adjektiva):

Ilpxenu Ko MHe, KHA3b. Mul 3T wiTuGeneTnmk#-To ¢ tebs
TIOCHHMAEM, olleHy 'Tefs B KyHsk myGy nepseiilnyio, ppak Tebe
COmMBIO NepBefIrul, KuneTky GEXYD A KaKylo XOllib, AeHer
TONHL! KAPMAaHE Halp1o, ¥ ... noedeM K Hacracse duaunmoeHe!
(TICC 8, 1,1, 13)

Komm zu mir, Fiirst. Wir werden dir diese Stiebletten da von den
FiiBen nehmen, ich werde dich kleiden in einen Marderpelz von
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erster Giite, einen Frack werde ich dir niihen lassen von erster Giite,
eine Weste, eine weile, oder was fiir eine du willst, mit Geld werde
ich dir die Taschen vellstopfen, und ... wir fahren zn Nastas'ia
Filippovna!

Die Brlauterung dieser Anspielung erfordert einen kieinen Exkurs.

Myskins Lebensgeschichte und auch sein Erscheinnngsbild zu Anfang des
Romans stehen in groteskem Gegensatz zur Potuginschen Idee der Einheit von
zivilisatorischer, dsthetischer und moralischer Form. Der "Idiot" hat seine Gene-
sung und seine Bildung der Schweizer Anstalt des Irrenarztes Schneider zu ver-
danken; seine russische Bildung hat er zugleich fern von der Heimat auf auto-
didaktischem und theoretischem Wege durch Blicherlesen erworben. Beides ist
der russischen Wirklichkeit genau so unangemessen, wie die Kleidung, mit der er
sich dem russischen Winter stellt: ein drmelloser Kapuzenumhang nach Schweizer
oder norditalienischer Art, dickbesohtte Schuhe mit "Stiebletten” (Knépfgama-
schen) (PSS 8, 1, 1, 6).

RogoZin, der am Firsten spontan Gefallen findet, will ihn nach seinem
"unzivilisiert" russischen Geschmack ausstaffieren, uw.a. mit dem erwihnten
Marderpelz, und zu Nastas’ja Filippovna mitbringen, d.h. in sein russisches Leben
integrieren. Auch diese Vorstellung einer neuen Einkleidung und Formung des
Filrsten erstaunt durch ihre paradoxe Unangemessenheit. Die moralische Schon-
heit des Fiirsten verfiigt liber keine fertige #uBere Form. Das bestiitigt auch die
unpassende moderne Stutzerkleidung, in der der Fiirst von Moskau nach
Petersburg zuriickkehrt (I11,2). Die aufgezeigte kleine Rauch -Reminiszenz bei der
Darstellung von My3kins AuBerem ist gewil nur von begrenzter Tragweite. Sie
triigt aber das Ihrige dazu bei, diese Figur mit herkdmmlichen Vorstellungen von
innerlichen und #uBerlichen Schinheitstormen inkommensurabel zu machen.

3.4.2.2. Radomskijs Liberalenschelte

Eine weitere versteckte Anspielung auf den westlerischen, dem geistlichen
Stand entstammenden Liberalen Potugin ist wiederum Evgenij Pavlovié
Radomskij in den Mund gelegt:

Moii mrGepan nomen o Toro, 9Te oTPUIAeT caMyio Poccuin, To
€cThr HeHanuaieT 1 6neT ¢Boo MaTh. Kaxantli HecuacTHLIN ¥ He-
yIauHu# pycckuli ¢akr BosbyXHAaeT B HEM cMeX H 4yTh HE
BocTOpr. OH HEHABHIMT pYCCKHE O0LIMAH, PYCCKY10 HCTODHID,
BCE.ECIH eCcTh NI HErO ONIpaBIAHHE, TAK PA3Be B TOM, ITC OH HE
TIODHHMAET, IO HellaeT, H CROIO HeHABHCTE K POCCHH NIpHHAMAaeT
34 caMui MNIORoTROpHeI nubepannaM [...]. Ty HEHABHCTE K
Poccnn, eme \e Tak GaBHO, HHple nHGepansl HAIH NpHEHMATH
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YyTh He 33 HCTHHHYIC TI060BL K 0TeYecTBY M XBAIHITHCE TEM, UTO
BHIST Ayqllle IpyrHx, B ueM oHa JoinkHa cocrosts [...] (PSS 8§,
L1, 277

Mein Liberaler ist so weit gekemmen, dafl er Ruflland selbst
vemeint, das heiflt, er haBt und schldgt seine Mutter. Jedes ungliick-
liche und miBratene russische Faktum ruft sein Geléichter, ja fast
seinen Triumph hervor. Er haflt die russischen. Sitten, die russische
Geschichte, alles. Wenn es eine Rechtfertigong fiir ihn gibt, dann
vielleicht die, daf} er nicht versteht, was er tut, und seinen HaB auf
RuBland fiir reinen fruchtbaren Liberalismus hilt [...]J. Diesen Hall
auf RuBlland hielten manche Liberale noch vor gar nicht so langer
Zeit geradezu fiir die eigentliche Liebe zum Vaterland und rithmten
sich, sie sihen besser als die anderen, worin Vaterlandsliebe beste-
hen sollte [...]

Diese Passage richtet sich zwar gepgen den allgemeinen Typus des westle-
rischen russischen Liberalen, doch ist sie gewif3 nicht zufillig so formuliert, daf
“mein Liberaler” sich auch direkt auf Turgenevs Popen-SproB Potugin, dessen
HaBliebe auf RuBland?8, dessen Hohn auf die russischen Verhiltnisse und die
russische Geschichte beziehen kann. Dazu trigt nicht unwesentlich Radomskijs
These von der sozialen Herkunft der russischen Liberalen aus dem Gutshesitzers-
oder aus dem Seminaristenstand bei:

[...] ¥ Hag mo cHX mop mubepann! GLINH TONLKO H3 ABRYX CIIOEH,
TPEXHETO TIOMEIIHYLETO (YNpasHAcHHOT0) H CEeMAHAPCKOT0.A
Tak Kak 06a cocmoBHA 0OpaTHIUCH, HaKOHEN, B COBEpIIEHHEIE
KACTH, B HEUTO COBEPIIEHHO OT HALlHY OCOBNUDBOE, Y YEM JaNbIIe,
TeM GOMLINE, OT TOKONEHHA K NIOKONEHHKY, TO, CTAmo GLITEL, ¥ BCE
TO, YTO OHH [EJANH H IeNAalor, GLINe COBSPINCHHO HEeHAIlHOo-
nateHoe. .. (PSS §, 11,1, 276)

[...] bei uns gab es bisher Liberale nur aus zwei Schichten, der
frilheren gutsbesitzerlichen (abgeschafften), und der seminaristi-
schen. Da sich aber schliefllich beide Stiinde in vollstindige Kasten,
in etwas von der Nation volistindig Abgetrenntes verwandelt haben,
und zwar je linger, desto mehr, von Generation zu Generation, so
war folglich auch alles, was sie taten und tun, vollstéindig unnatio-
nal...

Zu der hier konstatierten intertextuellen Verweisungsfunktion der Stelle kom-
men aber noch weitere intratextuelle und intertextuelle Anspielungen. "Unnatio-
nale, liberale” Elemente finden sich niimlich (iberraschenderweise auch in den
Kommentaren des proteischen Erziihlers von Idiot; Potuginsches Gedanken gut
ist ihm durchaus nicht fremd, und die Radomskijsche Invektive nimmt, im Sinne
Bachtins, den Charakter einer Kontroverse zwischen der Figur und ihrem
Erziihler an?,
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3.4.2.3. Potuginsches im Erzithlbericht des Idiot

" Das Kapitel II1,1, in dem sich Radomskijs Liberalenschelte vorfindet, wird,
wie auch die Teile Il und IV, durch einen auktorialen Erzihlerkommentar erdfi-
net. (Auktoriale Erzihlerpassagen sind in Idiot {ibtigens selten genug, so dafl sie
jedesmal in besonderer Weise auf sich aufmerksam machen). Hier geht er erst
nach einiger Zeit in ein figurennahes Erzihlen aus der Perspektive der hocherreg-
ten Lizaveta Prokof'evna Epantinas und schlieBlich aus der des verlegenen
Firsten {iber und miindet anschlieBend in ein szenisches Erzdhlen. Allein schon
dieser stufenweise Ubergang vom auktorialen zum szenischen Erzihlen mindert
riickwirkend das Figengewicht des auktorialen Eingangs von Teil III, hebt aber
zugleich auch durch Kontrastwirkung seinen Auktorialititseffekt hervor. Im
vorliegenden Fall wird die Passage auch noch explizit von ihrer Umgebung abge-
setzt, wenn der Erzihler am Ende seiner auktorialen Auslassungen als
Uberleitung zum figurennahen Erzihlen sagt:

TeM He MeHee Ml BCE-TAKH HACOROPHNH MHOCO MHUIHErO;
XOTENH e, COGCTReHHO I'0BOp4, CKABATL HECKONLKO TIOACHH-
TEALHLIX CIIOR 0 IHAKOMOM HaM cemelictne Emanyunusx. (PSS 8,
IIL,1, 2790)

Nlchtsdestowemger haben wir doch viel Uberfliissiges zusam-
mengeredet; dabei wollten wir eigentlich ein paar erkldrende Worte
iiber die uns bekannte Farilie Epancsin sagen.

Der thematische Zusammenhang zwischen der auktorialen Eréffnung des
Kapitels, dem Erzihlen aus der Perspektive der Epanéina und der Uberleitung
zum szenischen Erzihlen enthiillt sich erst riickwirkend: Lizaveta Prokof'evna ist
in Sorge um die richtigen Minner fiir ihre T6chter, denen sie andere Gatten
wiinscht, als ihr praktischer und karrieretiichtiger Ehcherr, der "General” Ivan
Fedorovit es ist; und sie schleppt in heller Aufregung soeben den Fiirsten
Myskin ins Haus, sozusagen wihrend der auktoriale Erzihler sich duBert, Die
anschlieBend erz#hlte Szene zeigt uns die Herren Radomskij und Fiirst $¢. in
einem weltanschaulichen Gesprich vor dem Epanéinschen Familienkreis, dem
sich jetzt auch Lizaveta Prokof'evna und Myskin hinzugesellen. Radomskij beh#lt
dabei die Gespriichsfiihrung, In eben dieser Situation formuliert er v.a. die zitierte
Liberalenschelte, Alle drei Gesprichsteilnehmer sind mégliche Ehekandidaten fiir
die Epancintiichter. Lizaveta Prokof'evnas Gedanken iiber die rechten Minner fiir
ihre Tochter bewegen nun am Anfang des Kapitels augenscheinlich auch den
Erziihler bei seinem anscheinend unvermittelten allgemeinen Kommentar zu den
praktischen und tiichtigen Minnern in Ruflland und der Welt. Er ist mit seiner
Argumentation gleichsam der stille Teilhaber sowohl am Gedankensturm im
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armen Kopf der Lizaveta Prokof'evna, als auch an dem Gesprich zwischen den
genannten Figuren,

Soviel zu dem unmittelbaren Kontext, in dem die anktoriale Eréffnung von
IIL,1 steht; auf ihre intratextuellen Beziehungen zur auktorialen Theorie des ganz
gewdhnlichen Durchschnittsmenschen in IV,1 werden wir zuriickkomen.

In der hier betrachteten Ertffoung von I11,1 selbst wariet der Erziihler mit einer
sarkastischen Theorie zuom Thema "praktische und tiichtige Miinner” auf. Man
sage, so fithrt er aus, es gebe in RuBland keine praktischen und tiichtigen Ménner,
und nichts funktioniere. In Wahrheit sei es so, dafl die "sittsame Schiichiernheit"
und das "anstindige Fehlen" von Eigeninitiative, Originalitiit und praktischen
Kenntnissen vnter russischen Amtsbediensteten, wie iibrigens avch sonst in der
Welt, "bis vor kurzem" als hiéchste Tugend und Empfehlung galt. Wer ein
Durchschnittsexamen gemacht hat, nicht aus den Gleisen springt, 35 Jahre im
Dienst steht, kann ohne Anstrengung und Unruhe das “populire nationale”
Gliicksideal erreichen, nfimlich General werden und sich in der russischen
Gesellschaft den Ruf eines tiichtigen, praktischen Menschen erwerben (PSS 8,
11,1, 268 ff).

Trifft nicht auf diese wenig patriotische Theorie des auktorialen Erzihlers zu,
was Radomskij wenige Seiten spiter am russischen Liberalen kritisieren wird:

Jedes ungliickliche und mifiratene russische Faktum roft sein
Gelichter, ja fast seinen Triumph hervor.- ?

Insofern weisen die kritischen Worte Radomskijs einen recht deutlichen
intratextuellen Bezog zur auktorialen Erzghlerrede des Kapiteleingangs auf. Ein
Leser der beiden hier behandelten Romane kann aber iiberdies wohl kaum umbhin,
in eben diesen Bemerkungen des auktorialen Dostoevskijschen Erzéhlers zu den
praktischen und tiichtigen Leuten in RuBland (und der Welt) die sarkastische
Argumeniationsweise des Turgenevschen Potugin wiederzuerkennen, der immer
wieder die fehlende Sachkenatnis russischer Kiinstler, Wissenschaftler und Ver-
waltungsbeamter geiflelt. Es ist fiir die Dostoevskijsche Erziihlpoetik charak-
teristisch, wie eng intra- und intertextuelle Beziehungen zusammenwirken30,

Dal} in der Rede des fiktionalen Erzdhlers im Idiot dieser unpatriotische
Potugin-Anklang nicht isoliert steht, mag das Motiv der "nationalen Faust"
verdeutlichen.

Nach Litvinovs Besuch im pseudo-revolutiondren Gubarev-Zirkel hatte Potu-
gin das Faust-Motiv wie folgt zor Sprache gebracht:

Ham BO BceM H BeioDy HyxxeH GapuH; OapHHOM 5THM OulRaeT
GoNpIUED YaCTLI) KHBOH cy(nexkT, HHOTIa Kakoe-HHOYIL Tak
HAaLBACMOE HApaBNeHHe Hall HAMH BIIACTb Bo3biMeeT. . .[...] Mol
ToNKyeM ©f6 oTpHuaHHH Kak o0 OTIHYHTENLHOM HaIeM
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cBolicTBe; HO H OIPUIAEM-TO Mbl He TaK, KiK CROGOHHLIN
yenoBeK, pasAmui mmarol, a Kak makel, nyramEi KymakoM, 12
ggn);e, HoxKanyl, ¥ MYDHT N0 FOCHOICKOMY npuKazy. (Dym V,

Wir brauchen in allem und iiberall den Herm; meistenteils ist der
Herr ein lebendes Subjekt, manchmal gewinnt irgendeine sogenannte
Richtung die Herrschaft iiber uns...[...]. Wir reden immer davon,
die Verneinung sei das Unterscheidungsmerkmal unseres Wesens,
aber verneinen tun wir nicht wie ein freier Mensch, der mit dem
Degen ficht, sondem wie der Lakai, der mit der Faust drischt, und
das wohl anch noch auf den Befeht eines Herrn.

In Kdiot, 1,15 wird auf diese Stelle durch den Aufbau der Situation und durch
die Frziihlerrede Bezug genommen. RogoZin tritt hier zum zweitenmal mit seinen
Gesellen und nunmehr mit dem beriihmten 100.000-Rubel-Paket versehen auf
den Plan, um Nastas'ja Filippovna freizukaufen. Unterwegs hat er zum Arger
seines anonymen bisherigen Faustkampfspezialisten einen bettelnden Ex-Unter-
leutnant in seine Kumpanei aufgenommen, einen "mondinen und politischen
Menschen"”, Anhiinger des englischen Boxsports und demzufolge "reinster
Westler", dessen Name, Keller, erst spiiter genannt wird,

Kynaudpif rocnoguH OpH ciiobe “6oKc™ TONLKO IPE3pHTEILHO H
OGHIOUHRO YAMGANCA H, C CROCH CTOPOHLI, HE YHOCTOHBAN COTIEp-
HHKa ABHOIO NPEHHA, TIOKAILEBAA HHOTHA, MOTYA, KaK OBl He-
B3HAYAH, HITH, JIydille CKA3aThL, BHEBHCAA HHOMIA HA BU, OOHY
COREPUICHHO HAT{HOHANLHYX Bemih - OrpOMHMN KyIak,
AUITHCTLIN, y3moBaTuIM, 0GpociInil KaKHM~TO PRIXCHM IIYXOM, H
BCEM CTAHOBHIGCL SICHO, UTO €CNH 3T4 rNyG0KO HAIMOHANBHAN
Belllb OMyCTHTCA (63 MPOMaxy Ha TIPeIMET, TC AeHCTBHTENBHO
TONEKO MOKpeHbKO cTaHeT.(PSS 8, U,15,133-34)

Der Faustkamptherr liichelte nur veriichtlich und beleidigend beim
Wort "Boxen", wilrdigte seinerseits seinen Rivalen keines offenen
Streites, sondern zeigte manchmal schweigend, wie von ungefihr,
oder, besser gesagt, hob manchmal eine ganz nationale Sache hervor
- eine Riesenfaust, sehnig, knotig, mit irgendeinem roten Flaum
bewachsen, und allen wurde klar, wenn diese zutiefst nationale
Sache ohne Fehl auf einen Gegenstand gelangte, dann wiirde es
wirklich nur noch feuchtes Rot geben.

Es ist der auktoriale Erzihler, der durch die Art und die Wortwahl seines
Erziihlens die Eifersucht zwischen den beiden etenden Kumpanen Rogo2ins zur
sarkastischen Opposition zwischen dem "reinen Westler” und dem "héichst natio-
nalen” Faustkampfmann stilisiert und aof diese Weise eine recht gezielte intertex-
tuelle Bezichung zu Turgenevs Faust-Motiv herstellt. Potugins nationalrussischer
verneinender Lakaienkreatur mit der Vorliebe fiir den von einem Herm und
Meister inspirierten Faustkampf entsprechen in dieser Passage des Dostoev-
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skijschen Erzihlberichts gleich zwei gegensitzliche Lakaien- und
Schligergestalten, der "reinste Westler" und Boxsportexperte, und der national-
russische Faustkampfherr. Auch in dieser Entsprechung ist eine polemische
Analogie zu Potugin enthalten. Potugins Opposition zwischen dem Degen des
freien Mannes und der Lakaienfaust des russischen "Verneiners" wird hier
ironisch durch die Opposition zwischen "westlerischer” und "nationalrussischer™
Faust ersetzt und dementiert: beide Fiuste, die "westlerische" wie die
“nationalrussische”, gehtren Lakaienseelen.

Diese explizite Rauch- Anspielung ist nun in eine generellere Parallele
zwischen RogoZing Kumpanen und dem bei Turgenev dargesteliten Gubarev-
Kreis eingelassen. Beide Personenkreise sind satirisch durch extreme
Wandlungsféhigkeit charakterisiert. Die einzelnen Mitglieder des Turgenevschen
Gubarev-Zirkels werden von vornherein als nicht nur ideologisch konfuse,
sondern als vollig prinzipienlose Phrasendrescher dargestellt; der Rebellenfiihrer
Gubarev endet schliefilich als Leuteschinder avf dem elterlichen Gut, sein
Gefolgsmann Babaev als Helfer in dieser Rolle. Bei Dostoevskij entspricht dem
die groteske Disponibilitit einiger RogoZin-Kumpane, namentlich des Boxers
Kelter. Nach einem Zwischenspiel in den Diensten Nastas’ja Filippovnas tritt er
schlieBlich in dem politisch motivierten Trupp um den falschen Sohn
Pavlisic¥evs, Burdovskij, (PSS 8§, 11,7-10) auf. Sie dringen abends in die
Gesellschaft des Fiirsten ein, um ibn zur Teilung seines Erbes mit Burdovskij zu
zwingen. Es handelt sich um Leute, die "weiter gelangt sind als die Nihilisten"
(PSS 8,I1,7, 213), und die fiir die Verwirklichung ihrer Auffassung von
Gerechtigkeit praktische Schritte unternehmen. Thre Zwielichtigkeit beruht bei
Dostocvskij avf einer politischen Ideologie, die bedenkenlos zur Rechifertigung
eines kriminellen Erpressungsakts verwendet wird, Der Boxer Keller ist nicht nur
zur Unterstiitzung der jungen Leute mit von der Partie, sondern er hat auch den
ideotogietriefenden Schmihartikel verfaBt, in dem der Fiirst erpresserisch
verunglimpft wird.

Diesen Gemeinsamkeiten mit Turgenev bei der Charakterisierung jugendlicher
Oppositioneller stehen aber auch bedentende Kontraste gegeniiber. Die pauschal
satirische Eindeutigkeit von Turgenevs Schilderung junger Hohlkdpfe wird von
Dostoevskij durch eindrucksvolle Individualisierungen einzelner Gruppen-
mitglieder beantwortet; es sei hier nur auf Ippolit Terent'ev verwiesen, dem zu-
nlichst die verfichtliche Rolle des erpresserischen Wortfithrers im Burdovskij-
Trupp zugewiesen wird, ehe er zu einer der Hauptfiguren des Romans auofriickt.
Sogar dem Boxer und Pamphletisten Keller wird die Ehre der Verséhnung mit
Myskin zuteil; fiir die geplante Travung mit Nastas'ja Filippovna ist er als
Begleiter des Briiutigams vorgesehen.
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4. SchluBbetrachtung. Der implizite Autor und die Intertextualitit

Zum Nachweis der Anspielungen auf den Roman Rauch war ¢in teilweise
umsténdliches Indizienverfahren anzuwenden, Die nicht allzu zahlreichen ganz
spezifischen Allusionsmotive im Text des Idiot lieflen sich in der Hauptsache
durch den Umweg iiber die spiteren Kommentare Dostoevskijs zu Turgenevs
Rauch (in den Arbeitsheften 1876-77) im Text des Idipt aufspiiren und
anschlieend durch die Erlduterung ihrer Zusammenhiinge mit weniger spezifi-
schen Allusionsmotiven plausibel machen. So gewann das Motiv "Rauch” im
Munde Radomskijs seine Uberzeugungskraft als Turgenev-Anspielung erst im
Zusammenhang mit den sonstigen Turgenev-Anklingen, mit denen diese Figur
ausgestattet ist; das Motiv des "Marderpelzes fiir My$kin" enthiillte seinen
intertextuelien Sinn erst im Zusammenhang mit Myskins Zivilisations-Postulat,
das der Zivilisationsidee des Turgenevschen Potugin konfrontiert wird; das
Motiv der "nationalen Faust" erhilt seine allusive Nuance erst im Znsammenhang
mit der recht unspezifischen Analogie zwischen dem Turgenevschen Gubarev-
Zirkel und den Dostoevskijschen Kumpaneien um Rogozdin, Nastas'ja
Filippovna und Burdovskij. Nicht weniger umstindlich wird der Nachweis einer
versteckten Anspielung auf Turgenevs Figur des Litvinov (in IV,1) ausfallen, die
gleich noch nachzutragen ist.

- Zuvor sei aber die selbstkritische Frage gestellt: Kommt bei einer
Usntersuchung der Verflechtung zwischen Rauch-Reminiszenzen und intrajextuel-
len Verweisen mehr heraus als nur eine gewisse Profilierung und
Neubeleuchtung einiger Erkenntnisse iiber Komposition und Semantik des Idiot,
auf die auch eine sorgfiltige werkimmanente Interpretation gestoBen wilre? Diese
Frage ist womdglich nur in einem Punkt positiv zu beantworten, Gemeint ist die
Einschiitzung der Beziehungen zwischen dem "impliziten Autor™, dem "fiktio-
nalen Erziihler" und der Figur im Bedeutungsaufhau des Idiot,

Die werkimmanente Interpretation nach westlichern literaturwissen-schaftli-
chem Herkommen wird voraussetzen, da die "Intention” des impliziten Autors
ledigiich das (ambivalente) Produkt aus den vielfiiltigen Beziehungen zwischen
Figuren und fiktionalem Erzihler ist. Eine Betrachtung.der Verflechtung zwi-
schen intertextuellen und intratextuellen Beziehungen des Romans fiihre dem-
gegeniiber zu einer bedeutend aktiveren Einschitzung der Rolle des impliziten
Autors. Er macht sich in den kompositorischen Vor- und Riickverweisen inner-
halb des Romans geltend, in seiner besonderen Verfiigungsgewalt liegen aber
zugleich auch die verborgenen oder expliziten literarischen Anspielungen,

Literarische Anspielungen kénnen den dargesteliten Figuren und dem fiktiona-
len Erziihler in den Mund gelegt sein, ohne dall diese "davon wissen", Myskin
"weill nicht", da seine Forderung, die russische Zivilisation dem Westen zu
bringen, ¢ine Retourkutsche auf die Zivilisationsthese des Turgenevschen
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Potugin ist. Rogoz§in "kann nicht wissen", daB der Marderpelz, den er dem
Fiirsten verspricht, auf eben diesen Potugin anspielt3!. In solchen Fillen
interveniert vielmehr der implizite Autor besonders deutlich in die Reden der
betreffenden Figur bzw. des Erzihlers, funktioniert dargestellte AuBerungen zu
intertextuellen Anspielungen umund gewinnt damit eine sekundére
Basis im Romantext selbst. Selbst wenn eine Figur oder der Erzihler
"aus eigenem Antrieb” und mit "vollem Wissen" sich auf andere Autoren und
Texte bezieht, ist in der Regel der implizite Autor in besonderer Weise an der
Anspielung beteiligt. Derartige intertextuell motivierte Manifestationen des
impliziten Autors verflechten sich oft genug mit intratextvell begriindeten, also
z.B, mit Interferenzen zwischen Figuren- und Erziihlerrede, die ebenfalls das
Wirken des impliziten Autors indizieren. Er steht im Zentrum der Verflechtung
intratextueller und intertextueller Verweise.

In diesem Zusammenhang stellt sich aber auch das Problem des Verhiltnisses
zwischen implizitem Autor und fiktionalem Erzidhler neu. Wie oben ausfiihrlich
dargelegt, ist die Rede des fiktionalen Erzihlers im Idiot in ihrem Stil und ihrer
Autoritéit vollig uneinheitlich. Dies wird durch vereinzelte Passagen mit hervor-
gekehrtem Auktorialititseffekt im Erziihlbericht nur unterstrichen. Die Folge
davon ist, daB der Erzihlbericht mit seinen wechselnden Funktionen und
Stileigenschaften fiir die Intention des impliziten Autors in unterschiedlichem
Maf} transparent wird, thm "sprachliche Masken" bietet, die er abwechselnd
verwendet.

An einer Stelle wird die Maske besonders durchsichtig. Der “Erzihler” stelit
in Idiot 1V,! eine beziehungsreiche Theorie der Durchschnittstypen im Leben
und im Roman auf, die trotz fehlender Namensnennung u.a. auch Turgenev ins
Visier nimmt. Diese Theorie der Durchschnittstypen steht Gibrigens in einem
deutlichen kompositorischen und gedanklichen Zusammenhang mit der
auktorialen Er6ffnung des 3. Teils, in der eine sarkastische Theorie der
"praktischen und tiichtigen Menschen" formuliert worden war32, Fiillte der
Erzihlerkommentar in I11,T die Zeit avs, in der Lizaveta Epantina den Fiirsten in
ihr Haus fithrt, so fillt die auktoriale Eréffnung von IV,1 in die Zeit des
Heimwegs der Varvara Pticyna von den Epandins, wo sie die Nachricht vom
bevorstehenden Verlobnis My3kins mit Aglaja erfahren hatte. Allerdings besteht
hier zwischen dem Erziihler-kommentar und den Gedankengiingen Varvaras kein
spezieller Zusammen-hang. Im Gegenteil ist die Erzihlerrede in diesem Fall vom
Sinnen und Trachten der dargestellten Figuren Varvaras und ihres Bruders
Gavrila besonders stark abgehoben, Sie kommt einer himischen auktorialen
Verurteilung dieser Figuren gleich,

Vollig tibergehen diirfe "der Romancier" die "ganz gewdhnlichen” Gestalten
nicht, so filhrt Dostoevskijs "Erziihler" in IV,1 mit heimlichem Hohn aus, weil
sonst die Wahrscheinlichkeit (pravdopodobie) nicht gewahrt wiire3?. Wie aber
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konnen ganz gewihnliche Menschen sich im Leben und im Roman interessant
machen? Ehe er seine eigene Losung der Frage am Beispiel Pticyns sowie
Varvaras und Gavrilas darlegt, beruft der "Erzihler” bzw. "Romancier" sich auf
Moligres Georges Dandin sowie auf Gogol's Figuren Podkolesin und vor allem
Pirogov, die ideale Durchschnittsgestalt, die sich ohne jeden Selbstzweifel fiir
genial hilt. Im folgenden Passus wird auch die diesbeziigliche Turgenevsche
Methode in den Gedanken-zusammenhang einbezogen:

CToHno HEKOTOPBIM U3 Hailux GapellieHs OCTPHYL ce(e BOJOCH,
HAJETL CHMHHE OYKH H HAMMCHOBATLCH HHCHIHCTKAMH, YTOGH
TOTHAC XKe YOeIHTRCSK, 9T0, HACR OUKH, OHH HeMERACHHO CTATH
HMETh CROU cobeTBeHHbe “ybexaeHna”. CTOUNo HHOMY TONLKO
KaleNLKy TIOYyBCTBOBATh B COpHIE CROEM WTO-HHOYIL M3
KaKoro-HEByAL o6inedenopedccKoro H nofpore olmymeHHAs,
Irof6Ll HEMEIIIEHHO YOSXHTRCH, UTO YK HHKTO TAK HE dyBCTBYET,
KaK OH, IT0 OH Hepelosoil B obuem pazpuTun, (PSS 8, IV,1,
. 384)

Einige unserer Friuleins brauchten sich bloB die Haare kurz
schneiden zu lassen, eine blave Brille aufzusetzen und sich
Nihilistinnen zu nennen, um sogleich gewahr zu werden, da8 sie, mit
ihrer Brille, unverziiglich ihre eigenen "Uberzeugungen” zu haben
begannen, Manch einer brauchte in seinem Herzen bloB ein kiein
bilchen was von Allgemeinmenschlichem und giitigem Gefiihl zu
verspiiren, um sogleich gewahr zu werden, daf} nientand sonst so
fithlt wie er, und daf er in der allgemeinen Entwicklung an der
Spitze steht.

Die Erwdhnung der blaubebrillten jungen Nihilisten-Damen ersetzt hier den
expliziten Verweis auf den Autor des Rauch; sie sind auf die Turgenevschen
Frituleins gemiinzt, von denen einige auch den Roman Rauch bevédlkern, "Manch
einer", der sich ein biichen Allgemeinmenschlichkeit und Giite anmaBt (statt
Genialitit, wie Pirogov), ist speziell auf Turgenevs Litvinov bezogen. Das darf im
Zusammenhang mit allen {ibrigen Rauch-Reminiszenzen als sicher gelten: Potugin
hatte Litvinov aufgetragen, seine Gutsarbeit in RuBland bei allen Zweifeln und
MiBerfolgen als Dienst an der Zivilisation im europiischen und allgemeinmensch-
lichen Sinne zu verstehen, Litvinoy hatte in diesem Sinne groBmiitig einen Gro8-
teil seines Bodens an seine Bauern abgetreten und nach eigenem Verstiindnis fiir
den "groBen Gedanken" gewirkt (Dym XXVII, 138).

Der im Romantext noch versteckie Zusammenhang zwischen den Pirogovs
und Turgenevs Litvinoy wird in ¢iner spiteren Notiz ganz explizit gemacht:

JIHTBHHOB - HaO OLLIO OTMETHTE R TIOKA3HTL, UTO OH CaM GOITbIHe
BCEX BHHOBAT, W JIHLIO KOMUYECKOE, HA paipara [IAporosux, a
He nareTuyHoe. (PSS 24, 79)
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Litvinov - es hitte deutlich gemacht und gezeigt werden sollen,
daf er am meisten Schuld hat und eine komische Figur vom Schlage
der Pirogovs, und keine pathetische Figur ist.

Die Passage aus Idiof IV, interessiert uns jedoch nicht allein wegen ihrer
Turgenev-Reminiszenzen, sondern auch wegen ihrer erzihltheoretischen
Implikationen. Die Fiktion des Erziihlers hiingt hier nur noch am diinnen Faden
der kompositorischen Beziechung zur auktorialen Briffnung von II1,1. Der gar
nicht mehr als Erzihler maskierte implizite Autor (er nennt sich “romanist” -
"Romancier") setzt niimlich sich und seine Methode zu Beginn von IV,1 derart
explizit in ein Verhiltnis zu "fremden” literarischen Methoden, daB voriiberge-
hend der Blick auf sein auktoriales Antlitz "selbst" frei wird. Seine Verankerung
im Romantext kann hier kaum noch als sekundir bezeichnet werden; die Stimme,
die an dieser Stelle spricht, ist die "fiktionale”, d.h. in die Romanfiktion einbezo-
gene Stimme des Verfassers, der sich gleichsam als Autor des Idfot neu
erfunden hat.

In diesem Punkt enthiilt die intertextualititshezogene Interpretation eine offen-
kundige Herausforderung der werkimmanenten Methode auf deren ureigenstem
Gebiet. Die Erziihltheorien, mit denen wir im Westen bisher gewohnheitsmiBig
gearbeitet haben, sind offenbar vor allern im Bereich der Kategorien "fiktionaler
Erzihler" und “impliziter Autor” und der zwischen beiden bestehenden
Beziehungen revisionsbediirfiig,

Als Ergebnis unserer Untersnchung kann festgehalten werden: Dostoevskij
hat seinen schdpferischen Dialog mit Turgenev - trotz des bekannten
Zerwiirfnisses - in seinem Roman Jdiot nicht nur in allgemeiner Weise fortge-
setzt, sondern auch einen spezifischen Kontakt zu Turgenevs Raoch hergestellt,
so versteckt die betreffenden Anspielungen auch sein mégen. Sie stehen, wie
gezeigt wuarde, nicht isoliert da, sondern sie verflechten sich vielffiltig mit anderen
Turgenev-Reminiszenzen sowie insbesondere auch mit intratextuellen Verweisen
vnterschiedlichster Art, Auf diese Weise wird im Medium dieses Romans eine
spezifische Perspektive auf "fremde” Literatur der Zeit gestaliet, in der auch die
Position Turgenevs sich abbildet.

Das Ergebnis einer spezifischen intertextuellen Beziehung von Idiof zu Rauch
ist fiir eine subtilere Einschitzung der Position des Idiot in der literarischen
Situation seiner Entstehungs- und Publikationszeit, sowie des literarischen
Verhiltnisses zwischen beiden Autoren und dessen Fortentwicklung auch nach
dem Streit vom Juli 1867 pewif3 von Interesse. Es wiire durch eine umfassende
Untersuchung der gesamten Intertextualitdt des Idiot zu ergéinzen und dadurch in
seiner Tragweite zu relativieren.
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Anmerkungen

N.F. Budanova 1987. - Zitate aus Dostoevskij folgen der Ausgabe F.M.
Dostoevskij, 1972 ff. (PSS, Bandnummer, Teil- und Kapitelnummer,
Seitenzahl); Zitate aus Turgenevs Roman Dym folgen der Ausgabe LS.

_Turgenev1961, t.4 (Dym, Kapitelnummer, Seitenzahl), Kursive
Hervorhebungen in allen Zitaten entsprechen den Originalen, fettgedruckte
stammen vom Verfasser dieses Beitrags, ebenso die deutschen Ubersetzungen
-RF.

Es versteht sich von selbst, daf noch immer jede Behandlung ven
Dostoevskijs Intertextualitit, auch die vorliegende, von den Anregungen
Michail Bachtins zehit, des grofien Begriinders einer modernen Dostoevskij-
Wissenschaft, Bachtin-Inspirationen wirken unabhiingig vom Grad der
Zustimmung zu seiner Gesamtkonzeption oder zu einzelnen seiner Thesen
nach. Eine Fortschreibung der Bachtin-Exegese gehdrt indessen nicht zu den
Aufgaben dieser Studie.

Vgl. Ju, Nikol'skij, 1921 , 30-45 sowie N.F. Budanoval987, Kapitel "Spor o
Rossii i Zapade", 109-145,

Auch in den Kommentaren und Anmerkungen zu Idiot in PSS 9, .die ansonst-
en bei ihren Nachweisen intertextueller Beziehungen besonderen Ehrgeiz
zeigen, wird das Thema nicht beriihrt,

Budanova 1987, 95 zitiert Dostoevskijs sehr positive Einschiitzung von
Turgenevs Lavreckif aus dem Roman Adelfsnest (PPS 22, 189-190; PSS 24,
167, 183). Zu seiner fortgesetzten Abwertung von Rauch (“'strainoe padenie
xudoZestvennosti) vgl, PSS 24, 77

Vgl. PSS 9, 369.

So erinnern Epancdins und Tockijs Erzihlungen {iber ihre jeweils schlimmsten
Untaten in 1,14 ihrem ganzen Charakier nach an Turgenevs frilhe
Offizierserzihlungen (vgl. u.a. "Zid" } - unbeschadet anderer literarischer
Anspielungen, die darin ebenfalls enthalten sind.

Zur Geschichte des Zerwiirfnisses vom 10. Juli 1867 wegen des Romans
Rauch (erschienen in der Miirznummer 1867 des "Russkij vestnik") vgl. Ju.
Nikol'skij, 1921, 30-45, sowie L. Grossman 1965, 401 ff,

Als die Litvinov gegenliberstehende Hamlet-Figur ist Potugin mit seinen zwar
"sympathischen”, aber letztlich unprodukiiven Reflexionen erkennbar. Was
Litvinov an Komik fehlt, ist Potugin gleichsam iibertragen worden. Das komi-
sche Element an Potugin wird allerdings selten kommentiert.
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10 Zu den reichhaltigen Bibel-Reminiszenzen in Turgenevs Rauch vgl. neuer-

dings P. Thiergen 1983, 277-311; Thiergen hebt hier endlich auch einmal nach
Gebiihr die existentiellen Werte von Turgenevs Roman hervor, der sonst meist
plan ideologisch gelesen wird; Bibel-Reminiszenzen in Idiot , darunter vor
allem solche aus der Offenbarung, werden im Kommentar zor kritischen
Ausgabe (PS8 9) verzeichnet.

11 ¥Vgl, eine Notiz Dostoevskijs: "So viel Kraft, so viel Leidenschaft ist in der

12

13

14

15

gegenwirtigen Generation, und an nichts glauben sie. Grenzenloser Idealismus
mit grenzenlosem Sensualismus” (PSS 9, 166)

DaB die Eisenbahn als Symbol der sozialen Verhiiltnisse auch dem Autor des
Idiot nicht fremd ist, bezeugt eine Auflerung Lebedevs. (PSS 8,111, 4, 311)

Der Offizier heiBt einmal Molovcov (PSS 8, 299), das andere mal Kurmysiev
(PSS 8, 307). Dostoevskij hat diesen Widerspruch offenbar tibersehen.

Turgenev-Reminiszenzen bei der Darstellung dieser Figur werden hier spiter
expliziert. Sie miissen nicht notwendig im Widerspruch zu V. Kirpotins (bei
aller Spekulativitit durchaus erwiigenswerter) These stehen, wonach N.N.
Strachov Prototyp Radomskijs sei - V. Kirpotin 1980 , 135 ff,

Erinnert sei an das Spiel mit den Wortmotiven "stena" (die Wand) und
"stony" (das Sthnen) in denAufzeichnungen aus dem Untergrund:, das sich
in dem mit Ippolit verbundenen stena-Motiv des Idiof fortsetzt.

16 Dem sei hinzugefiigt, dall Radomskijs Uneigenniitzigkeit in dieser Situation

unzweideutig ist; ihm geht es tatsfchlich vor allem um das Glick der vom
Fiirsten verlassenen Aglaja. Beim Turgenevschen Potugin kommt ein Rest von
Eifersucht hinzn, denn er liebt Irina selbst.

17 DaB das syntaktische Muster “vse éto ... dym" im Munde Radomskijs eben

18

auf Turgenevs Litvinov bezogen ist, 1ilt sich durch eine spiitere Notiz aus den
Arbeitheften 1876-77 untermauern:

«JIpiM», BoT Takoff-To rocronHH efeT 8 BAI'OHE H OCYXKIACT BCeX K
pelaeT, uYTo BCE 3TO HbiM, MHe mocafmHo, ¥TO eMy HaHO 3To npano. O
XYKe BCEX M He umeeT TyT ciion.” (PSS,24, 90).

"Rauch" . Da fiihrt so ein Herr im Waggon, verurteilt alle und bestimmt, dafl
das alles Rauch ist. Es &rgert mich, dab thm das Recht dazo gepeben ist. Er ist
der Schlechteste von allen und hat hier gar nichts zu sagen. -

Leider haben wir kein Dostoevskij-Worterbuch, das die sonstige
Dostoevskijsche Verwendungsweise des Wortes dym nachwiese.

Zu den Ausnahmen gehdrt v.a. die "auktoriale” Schilderung der Vorgeschichte
Nastas'ja Filipovnas und ihrer Beziehungen zum Vormund und Verfiihrer
Tockij (L4).

19 Das Zeitungspamplilet wird seinerseits in 11, 2 assoziativ angekiindigt durch

die Schilderung der Geriichte, die iiber Mystkins Beziehungen zu Nastas'ja
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Filippovna in Petersburg umlaufen (PSS 8, II, 1, 150), Auch diese
Schilderung unterhélt intratextuelle Beziehungen zu den in IV, 9 referierten
Gertichten.

20 ¥ BoT, ecaH GH CIPOCHNE ¥ HAC PasbACHEHHS, - Heé HaCYeT HAMAIHCTHYIC-

CKHX OTTEHKOB cOOMITHS, 4 NPOCTO IIHINE HACYET TOI'Q, B Kakol crenmeun
YIORIETBOpAST HA3HAYCHHAA CBANL0A MeHCTBHTEILHM JKCNAHAAM KEL4,
B 9eM HMEHHO COCTOHT B HACTOSINYIO MHHYTY 3TH KCIIAHHA, KAk HMEHHO
OMNpeacHTL COCTOAHHE MyXa Halllero reposd B HACTOAHIHN MOMEHT M
TIpodee ¥ [podce B 3TOM K& pole, TO Mbl, IIpH3HAeMces, Gunn Gl B
GOMBINOM 23aTpyOHeHHH orReThTs. (PSS 8,1V .9, 477).

Und wenn man nun also von uns eine Erklirung verlangte - nicht wegen der
nihilistischen Nuancen des Ereignisses, sondern einfach bloB zu der Frage, in
welchem MaBe die verabredete Heirat wirklich die Wiinschen des Fiirsten
befriedigt, worin denn nun gerade jetzt diese seine Wiinsche bestehen, wie
man denn nun den Gemtitszustand unseres Helden im gegenwiirtigen Moment
bestimmen soll, und so weiter und so fort in dieser Art, so wiren wir
zugegebenermaBen um eine Antwort sehr verlegen.

21 Dostoevskij setzt Potugin und Turgenev als Autor des Romans Rauch

offenbar aus langjihriger Gewohnheit gleich, (“Hotyrun - aro cam r-n
Typreuen”, PSS 24, 74). Dagegen macht Budanova 1987, 139 mit Recht
geltend, daf} Dostoevskij den Autor des Rauch vom Autor etwa des
Adelnestes sehr wohl zu unterscheiden wulkte,

22 In seiner Ironie und Gebrochenheit ist Potugin offensichtlich eine direkte

Vorlduferfigur so mancher Gestalt von Thomas Mann - man denke hier insbe-
sondere an den Settembrini aus dem Zauberberg.

23 Potugin ist in seiner Gebundenheit an die Geliebte und als alter ego eines jiin-

geren Rivalen mit der Figur des aiternden Hausfreundes Rakitin aus
Turgenevs Theaterstiick Ein Monat auf dem Lande zu vergleichen, dem der
jugendliche, von der Hausherrin begehrte Beljacv gegentibergestellt ist

24 U.a. hat Potugin die 1867 noch recht frische Publikation der autobiographi-

25

schen Vita des Protopopen Avvakum gelesen; vgl. Dym V, 26,

Der Begriff der "auktorialen Intention” des impliziten Autors wird hier als eine
Dimension im Bedeutungsaufbau des Erzdhlwerks verstanden, also zuniichst
noch als eine werkimmanente GréBe. Gemeint ist die "Intention” des implizier-
ten Urheber-Subjekts, die in ihrer bedeutungsmifligen Dynamik und
Ambivalenz aus den Korrelationen zwischen dargestellten Figurenintentionen
und dargestellten Erziihlerintentionen erwiichst und dabei durchaus in
Spannungsverhiltnisse zu den dargestellten Intentionen geraten kann,
Die "auktoriale Intention" unterliegt den gleichen Ambivalenz- und
Vieldeutigkeitsregeln wie der gesamte Bedeutungsanfbau des Werks und seine
{ibrigen Komponenten und Dimensionen. In Idiot wirkt sie manchmal in
besonderem MaBe in die Rede des dargestellten Erzihlers hinein, die in be-
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stimmten Passagen einen ausgesprochen "Auktorialithtseffekt"” erzeugt, ohne
dadurch an zuverldssiger Autoritit zu gewinnen.

26 Bydanova 1987, 125-129 kommentiert Dostoevskijs negativ besetztes

Verstiindnis der "Zivilisation". Danach unterscheidet Dostoevskij in einer
geschichtsphilosophischen Bemerkung als Etappen der
Menschheitsentwicklung die “"ursprlinglichen patriarchalischen
Gemeinschaften (obd¢iny)", die kritische Ubergangsepoche der "Zivilisation™
mit all ihren Entfremdungserscheinungen (vgl. hierzu auch PSS 24, 132), und
schlieflich die utopische kiinftige Etappe der "Briiderlichkeit” (PSS 24, 127
£.). Vgl. aber die positive Verwendung des Begriffs im Zusammenhang mit
der "uneigenniitzigen" russischen Freiwilligenbewegung wihrend der
Orientkrise 1876 ff., die ihm als "letztes Wort der Zivilisation" gilt (PSS 23,
185).

27 DaB gerade diese Stelle in Potugins Reden Dostoevskijs besonders lebhafte

Reaktion hervorgerufen hat, 148t sich durch zahlreiche Notizen der Jahre 1876-
77 zusitzlich belegen; vgl. die ansfiihrlichen Kommentare in Budanova, 1987,
123 ff.

298 DaB hier eben auf Potugin angespielt ist, 1d8t sich indirekt durch Dostoevskijs

29

Brief an Majkov belegen (“3TH e oTtnpeickH [ciiun, “MHOEpalMIOKA W
MporpeccHCTH ] NpUGaRNAIOT, 910 OHH JI0OAT PoccHIO , & MEXAy TeM [...]
BCE, UTO €CTh B POCCHH UyTh-u4yTh CaMOOLITHOTG, HM HEHABHCTHO [...]%,
zitiert nach Nikol'skij 1921, 36 ["Dagegen fiigen eben diese SproBlinge [scil.
“die Liberalistiker und Progressisten"] hinzu, sie liebten RufBland, indessen
[...] ist ihnen alles, was es in RuBland an auch nur ein wenig Originellem gibt,
verhafit [...]]; direkt kann der Potugin-Bezug durch eine Notiz aus dem
Arbeitsheft 1876-77 untermauert werden: “TIoTyr#H roBOpHT, YTO JMIOGHT
Pocenio. Hy, ragop. Hac-to He Hagyere™ (PSS,24, 114) ["Potugin sagt, er
liebt Ruflland. Das ist doch Unsinn, Uns kiénnt ihr nicht nasfiihren"],

An Potugins sarkastische Sicht der russischen Geschichte klingt iibrigens eine
ganze Dimension des Idiot an, die nicht nur in das Ressort des Erziihlers,
sondern dariiber hinaus in das des impliziten Autors schliigt. Russische
Geschichte wird in diesem Roman assoziativ durch die Darstellung der
Vertreter des alten russischen Adels einbezogen, zu denen ja auch der "Idiot"
selbst gehdrt, Sie wird einbezogen als vages, fragmentarisches, deformiertes,
bestenfalls angelesenes Geschichtsbewuftsein dargestellter Figuren. In
besonderem MaBe "geschichtstriichtig” sind die Faseleien des alkoholkranken
Generals Ivolgin, der sich als jungen russischen Pagen Napoleons wihrend
dessen Besetzung Moskaus avsgibt. Russische Historie wird hier zu den
Schnapsphantasien eines haltlosen Menschen verformt.

30 Es spricht nicht gegen die intertextuelle AnschlieBbarkeit dieser avktorialen

Erzihlerinvektive an Turgenevs Potugin, wenn wir darin zugleich auch einen
Bezug auf Dostoevskijs Untergrundmenschen entdecken, der sich mit seinen
Sarkasmen gegen die "praktischen und tiichtigen” Menschen gar nicht genug
tun kann, Im Unterschied zum von Bachtin so genannten "Erzihlen mit der
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Hintertiir", das den Redestrom des Paradoxalisten aus Aufzeichnungen aus
dem Untergrund kennzeichnet, haben wir es in dieser Passage niimlich mit
einem bewuBt auktorialen, "eindeutigen” und satirischen Kommentar zu tun,
-der an Potugins "eindeutiges" Risonieren gut ankniipfbar ist.

31 Ob der Turgenev-Kenner Radomskij weil, daf} er mit seinem "Rauch"-Motiv

auf Turgenevs Roman anspielt, und ob der fiktionale Erzihler das Motiv der

"nationalen Faust" in vollem Bewuﬂtsmn auf Turgenev bezieht, darf offen
bleiben.

32 wichtige Bindeglieder zwischen den beiden Passagen sind das "nationale

Gliicksideal des Generals", das im Zentrum der Theorie von den "praktischen

- und tiichtigen" Miinnern steht (I11,1), und das Zentralmotiv der Theorie der

"Durchschmttsmenschen" (IV,1), der Gogol'sche, vomn Dostoevskijschen
Erzﬁhler" zum General beféirderte Pirogov (PSS §, IV, 1, 385).

33 Der hishnische Beiklang bei der Erwdhnung des fiir den Realismus zentralen
Begriffs der "Wahrscheinlichkeit" oder "Wahrheitsihnlichkeit”
{pravdopodobie) ist bereits durch den Zusammenhang mit der oben erwihnten
"Wahrheitsihnlichkeit” in den Berichten der "verniinftigen Geriichtemacher”
gewthrleistet. Nicht von ungefithr legt der Autor dem haltlosen Trunken- und
Liigenbold Lebedev auch den schinen Satz in den Mund:

[...] BcAKAA NoYTH AeHCTBUTENLHOCTS XOTH H HMEET HelIPeNoKHES S3aKOHK
CBOM, HO MOYTH Beerla HEBEpOSATHA H HempaexononoGHa. M weM maxe
TeficTEHTENLHE:, TeM HHOTIA H HenpaegoniogodHee. (PSS §, I, 4, 313)
[...] fast jegliche Wirklichkeit hat zwar ihre unverriickbaren Gesetze, aber sie
ist fast immer unglaublich und unwahrscheinlich. Und sogar je wirklicher sie
ist, desto unwahrscheinlicher ist sie manchmaal.
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C.Il. Hmesn

CUMBOJIMUYECKME 3HAUEHHUS COBCTBEHHBLIX WMEH
MHOSBEIYHOI'O IMPOUCXOXIEHUS B PYCCKOW ITPO3E
HAYAJA XX BEKA (HA MATEPHANE POMAHOB AHIPEH

BEIOTO)

B nponsreieHUsX Xy A0XKECTBEHHOH IMTepaTypLl CBOM UMEHA, OTYECTEA H
paAMUIME TCPCOHAXKH TIONYYAIOT B 33BMCHUMOCTH OT ofINerc 3amMbicna
HpOM3BeNeHNUA (KOHUENIMH) ¥ 1ol (byHKIIMM, KOTOpPO# Ka>KmuIl M3 MMx
Hageney aBTopoM. CeMaHTHKAa TEKCTA NPOM3BEJCHHA B SHAUMTCILHON
CTETIEHM CKNANBIBAETCA KAK XYXOKECTRCHHAA KOHIIENLMA B PEe3YILTATE
HHTErpupylomell U xorepupyolei (PyHKIUM CHCTEMEL TNEPCOHAMEN.
BagacTyy B MMeHaxX OEUCTRYKRINUX TUI[ 33NOXMCHEI B CKPEITOi hopme
pasHOOGDasHEIE IHAUSHMSA, KOTOPHE DPACKPHIBAIOTCS TONBKO B IIPOLIECCE
AHAIASA CTPYKTYPH mponseegernd. OnHako B Hawanme XX Beka aBTOPLI
OTKA3a7MCh OT TPATMIIHA TAK HAZEIBACMBIX "MOBOPAIINMX" MMEH NUTEPATYPRE
XV mexq, yHACHEOOBAHHOH pycckoil swteparypot XIX Bexa, ocob6enHo B
npamarypruyn Forons u Ocrponckoro. Ilpoaa XX mexa crana syanupopars
HE TONLKO MPAMELIC 3HAUYEHUA MMEH NEpcoHaXXel, HO M OTTEHKH 3HayeHuit
(xonHoranuy). OueHr YACTO BCE CEMAHTHMYECKOE TIONE TAKOIC HMEHW
YUACTBYeT B CO3MAHMHM o5pasa NCHCTBYIOIETC NMUA M ONPEIENAET ero
CTPYKTYpPY. M B BTHX CIyYasx STHMONOrMUECKHME MCTOKM SHAUCHUH MMEHM
MOTYT BLICTYIIATE KAK OIIPeHACIAONIHE,

Ofpamenue nucaTenell K BMEHAM MHOA3BIYHOIO MPOUCXOXKICHMA,
MOMUMO TPANKIIMM, MOXKHO OORACHMTE TEM, UTO TAKME MMEHE, OYIyuM no
CYIIECTBY "TOBOPALIMME", BOCIPHHUMAIOTCS UHTATENEM KaK UMeHa BooSLe
(anaxH), MTHUIEHHLIE KOHKPETHOIO IHAUEHHA, XPOMe camoii dryHKUWH
Hanmenopaimsa  (cofcTrenroro umMenu), EoTh, onHako, M ApYyroe
OB BACHEHHME: TAK, B IIPOM3BEJCHHAX PYCCKMX CHMBOJHMCTOB HHOAIBIMHLIE
HMeHa OOHYHO YKASKIBAIOT HA CBA3L O0pazoB ¢ MH(ONOTHUECKEMM H
HeoMMhONOrHUECKHMH TEKCTAMHA PA3NWUHLIX HALMOHANLHLIX KYJIETYPHEIX
Tpaguuuii. Braronapf COOTHECEHHOCTH TAKKX XYIOXKECTBEIHBIX
NPOM3BEREHYH C MHQOMOITHUCCKUMY TPAJMLIMAMY BoanuKaer sthderr
CHMBOJIMUCCKUX BHAYEHMIA, T.€. TAKOrO CEMAHTHMECKOrO IONA, KOTOpPOE
npuaaer oO0pa3Holl CUCTEME BXCMNPECCHBHYID CHHKPETHYHOCTh
(4EepasueNkHOCT: MKOHHMYECKOrS M JIOTHYECKOro INIAHOB), YHNBEPCANEHYIO
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MHOTO3HAYHOCTE U CIIOCOSHOCTh K OPraHWYeCKOMY COUCTAHMI0 MAEILHOMO
¥ MATEPHAILHOTQ, YYBCTBEHHOTO M CBEPXYYRCTREHHOT'O, HHDEPHRILHOIO ¥
CaKPAIBHOr0, YKA3HIBAIOIINE HA MHOTOMEPHOCTS MUDA.

CHMBONHYECKNE BHAYCHHA WMEH NANEKO HE BCErEA DABHHI BTUMO-
nOrN9ecKoil ceMaHTrKe cios. OHM BOSHUKAKT B KOHKPETHOM TEKCTOBOM
CTPYKTYPE M HAXONATCA B CIOXHOM B3aUMOOCHCTBMH, HACTAMBASCH HA
YCTONUMBEIE MOHATHA M CO3NABAA HOBBIE MIM MEpeocMeICHAd cTapsie. B
oRHO# cospeMeHHO! patoTre 3aMedyeHo0, UTO B poMaHax AHppex Bemoro
"CofCTHEHHOS MMS CTPEMHTCH BBIATH 52 Mpefielisl CBONCTBEHHOTO eMY
YIOTpeGIeHMs ¥ pacuMputs Chepy CBOSro BINMAHHA DTO BLIPAXAETCA
MpeX e BCero P CMMBOIIHIAIMH coBCTBEHHOTO HMEHH, KOTOPOES ITOHUMALST -
CA KAk BOIUIOINEHHS OMpPefieNeHHRIX ocofeHrocTel mepcoHaXa U mupe -
onpeneneaHodt upen. Ilepexon or coGCTBEHHOTO MMEHM KAK TAKOBOIO K
COBCTBEHHOMY MMEHM-CHMBONY (...) B IPOUSRENECHHAX BElOro MPOUCKONMT
BHYTpH camoro Texcta".!

B pomane "IlerepSypr"” Auzppes Bemoro rnasHoe meltcTRyiomee NMHIO -
cenarop AGneyxoR ATNOIUOH AnciuoHoBHY ynonoGnsercs Carypuy, 3escy
u Anonnouy. BmecTe ¢ TeM B TEKCTE €CTh yxaaanun HA HECKOIBLKO
HCTOUHMKOB €10 (haMuann, :

- Ha ee BOCTOUHOE (MOHIONBCKOE, "TYPAHCKOE") HPOMCXOKICHHE YKAZKI-
BAET UMSA Nparpagela cenatopa Mupan AG-jlas, nojiyurBHIEre NPOIBHLIE
Vxon. Br0 NPO3BUINEG MOXKET ¥METE ILBA MCTOYHMKA - KAPTM3CKMI ¥ pyce-
kuit. B cratee "Kupruacxoe poxociioBue” MOTOMOK KHUPrUz-KaiCankoro
cynrada AGmas Yoxan BamuxaHoR CCRIIAETCA HA HEKoe "06INee HADOTHOE
CKAZaHVe, MIBCCTHOS KAXIOMY KHPrudy, MUTAIOEMY XOTh MANYK> [IpeTeH-
34 HA 0 € 1 0 6§ 0 p O R C TR O {T.e HA TOCTOMHCTBO
AKCAKAIA=6enoboponoro, "m‘apcﬁmmm" - CPI.) n CTAPQE ¥30
fkapexynax = mHoro cnsuuasinmi/*.2 "Kape-kynax" (tounee xap. I) (xymak =
CTaphbie YIIM) OTHOCKIOCE K CBEXYIIMM MIOMSM, XOPOIIO ZHAILIKM CTOPHIO
npomasix Bpemen.’ BombluMe ymM B NPAMAM M IEPEHOCHOM CMEICTAND
YHACNEOOBAN U CEHATOP (= MUp3a - APABUTENR),? Yro Hawao obpaTHoe
OTpa>KeHUe B ero (haMMINH, eclH BRIBOJUTD €€ H3 PYCCKOro CIOBa "oGmeii",
TeM Goree, YTO B PYCCKOM OHOMACTHKE MIBECTHA hopMa "O6neyxor" mo
Hamo, OBNIOVX, OBJIOYXWH - ymacTriit, TORCOYXUE MM BUCAOYXMIA,

TTockoasky o0pa3 ceHaTopa COIMKACTCA C NIBECTHEIM DEaKIMOHEPOM
K.IL.ITo6egoHoCeREIM, CTABMIMM HMMINEHLI0 CATHPHYECKUX KYPHANOB B
rofsl MepBoOA pyCCKoil peBoNiolMH, B DOMAHC ¢CTh 3aMEYAHWE O TOM, ¥TO
"ANMONNOH ANOIIOHOBMY HE BOMHOBAJNCA HHUCKONBKO IIPU COIEPIAHHN
COBEPIIEHHO 3ENEHEIX CBOMX W YBENIWYEHHBIX JO IPOMANHOCTH yHICH Ha
KposaroM cpone ropsiue#t Poccun” (13). Takum o6pazom, CTAPBIE
BOINBINHUE VIIH cranosaTca npumercit [IPABUTEINA-T'VBUTEIS
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CTPaHLL, UTC HAXOMUT BhIpaxkeHue B ero umeHy AITOJIIIOH ( = rySuremns,
oXHO ¥3 mMeH anTHuHoro Gora). Kak Anoinon-cTpenopepicer; oM u3
TleTepbypra CRINNET HUPKYIAPAMM-CTPENAMM, HOPASKAIILIWMH I'yOepHUH
MMYIEpUM, DTU CTPENEL - IPOMIBOIHLIG OT MLICTEH-MONHUHN, ROIHHUKAIOUINX
B MOZTY CEHATOPA, A 3MECRUIHAA MOJNHHUA - arpulyT 3enca-r poMOBEDIKIIA:
"(...) Kazamoch, HEBMEMMEIE GENCHRKMA OroHEK, BCILIXHYBINM MEXOY
riaszamMy ¥ nfom, pasbpacLiBajd BOKPYT CHOIIBI 3MEEBHAHLIX MOIJHHT,
MLICTTH-MOJHHH PASNETANNCE, KAK aMEH, oT nbicod ero ronoeul" (50). M'onosa
¢ OTXONAIIMMY OT Hee 3MEAMCM TACT yke Ipyro# mupuueckuit ofpas -
o6pa3 Meny=s OproHLL, TeIenamuit R3rxgx KoTopot ofpauan Boe XHBOE
B KameHy, KaTeropHu xolxoja H KAMHSA - TOXE MOCTOSHHUEIE aTPUGYTL
Anonnona AnoncHoeuya (17, 53 1 7.1.), cRoeit MEPTBAILEH NEATENLHOCTLIO
IPEBPAIIAIOILENO XKMBYIO ACHCTBUTELHOCTS B NIETPO- M Kpuocdeps.t

UuHOBHWKN YUDEXIEHMA, KOTOPOES BOATNABIAET CEHATOP, OANH CBOSMY
HauansHUKy nposeuine Hetonwips (neTyuas MbIlb, YIDACTas MBIUIL), UTO
OTLATh K€ ChAZAHO ¢ UMEHEM TIEPCOHAKA: Befb ATIOIICH - TAKXe CMUHTEH,
T.¢, MBIIIMHEIA, TAK KAaK 110 OMHOM Bepcmn muda on Gnin ucTpebSurenem
MEIIEH, & N0 OPYToH - MX NOKPORMTENEM (BO BACKOM CIIYUae MEIb - OJIMH
U3 ycroMuuBex arpubyrop Anonnona), CpaBHeHME HCOYraHHO
ofoopeapureiicd WyTKH (NIPM MOABXEHWH CEHATOPA) € MBIIIOHKOM,
naeTeBINEM B menky {(50), kak SynTo YKA3LIBAECT HA TO, YTO 3AeCh ATIONIOH
AMONIOHORAY - Fpo3a MBIIIEH, TOMNA KAaK CbIH €0 NMOKPOBUTEILCTBYET
XPTHM XHBOTHEIM: "Hukonal AMONnoHOBHY OTHMYANCH HEOBLIKHOBEHIION
HEXHOCTBHEY K 3THUM MATCHLKUM TRapsmM" (95).

AnoJuroH ANONNOHOBUY TIPSIIIOUMTAET LIBETA CEDLI M dUepHLIf: cepoe
nansTo (14, 52) u uepuue zaMmerrie nepuatey (14, 19) U depunst wMRap
(52), T.e. upera Mennu ¥ Heromwpsa.! B anaMenuTeix cruxax Baoxa o
BOAMOXHOM IPOTOTUIIE ceHaTopa AGneyxoBa

INoGeneuocuen nag Poceneit
ITpocTep copMibIE KpLLIA

prnnuuyT orpubyr Admesr-Ilannags, mouwepn 3enca, aTpuByToM
xoTopol GblNa COBA, HOWMAA NTHIA, McTpebnAminas meimiei. M cora, n
HETOMLIPh - HOYHBIE KPRUIATHE CYINECTBA (OTCIOAA, KCTATH CKAZATD, "KPLINATAS
mwuHens" /116 - Hukonas AnonnoHoBHYA, MOKPOBHUTENA MEIIIEH), BoAanmecs
aas ¥ coera. CMeHa JHA M HOUM - BTO BpPeMS, KOTOPONE CO3NACTCSH
ABMKEHMEM IIAHETHRIX CUCTEM, OJHA M3 KOTODHX {(llecTas) HA3ZBAHA
umenem Sora Carypua-Xponoca (GeaHauanLHOro BpeMenn). CeMaHTHUECKas
NEPEKIMYKA BPEMEHH W BPAIliCHMA BRIPAKEHA B HI'PE CJIOB, JAI0INUX CMbLICIILI
"Carypu" 1 "wro Beprurca” {Cela ... tourne (...) Sa ... tourne (239)).
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Anamuaupys crpyxtypy Muda of Bmune, K.lesn-Crpoce ormeuaer
"HeOOUEHKY WM O0ECIEHEHHE OTHOIHSHUI pomcTBA" B HEM M TOT (haKT,
9TO MMEHA Dauna, ero oTua ¥ NeSd UMenT OBLIHN MPHIHAK, 4 HMEHHO!
"IPeNTIONOKUTSIBHO BHIPAXKAKT HEKOC DATPYNHEHNEC B IIOJLIOBAHHH
kouegHoctaMu". 8 B uactHoCoTH, v otua Dauna Jlai - 3HaumMoe, yKaIkIBaeT
Ha XPOMOTY, KaK ¥ SHaueHue umeru "Duun". Bro sameuanue K. Jlepn-
Crpocca oMOraeT OO BACHHTS 3HAUCHUE 00INEro KOPHA B iMenax AG-JIAT
u Huxo-JIAW. M oren, W ChH, OTHOIIEHMA KOTOPHIX CTPOATGH HA OCHOBE
Mucha 06 Boune M Tak Ha3pRaeMoro "Daunosa Kommekca', - offa neHcT-
BUTEIEHO MCIBITHIBAIOT "3aTPyIHEHUE B [ONBIOBAHUM KOHCU-HOCTAMM':
[epskit - MO CTAPOCTH M MO GONe3HH, BTOPOH [PHXPAMBIBAST HA XONY, 4
BIOOCIEACTBAM, NONBEPTHYTHI Tep3aHMAM OPYrd AETCTRA, MPUXPAMEIBACT
yxke oT Gonn B gore. Orciolla - MX YACTHE TPETKHOBEHMS M MANCHUM;
AnonnoH AMoINOHOBUY CIOTHKASTCS HA nonycnose (224) u Ha NecTHUIE, B
B MOMEHT €I'0 MANEHUNA HEepe] CHHOM [PEACTANA KAPTHHA IAMEIILITACMOTO
uM ortieySuiictsa;, Hukonait AnonnoHORMY MagacT ua MocTUKe 3UMHEH
kanaeku (127, 170) mapaeT, orSpomenHsi paspapenHs™M JTuxyrunsmv (361),
CnoTLKaeTcA Ha gectHuile (71).

Kcrarn, » umenu JlunnanueHko {(Hukonaii), Takxke BRIgeneHa ocofieH-
HOCTh CTPOCHMS KOHEUHOCTe! HepcoHaska, - BEIBEPHYTHIE, KAK Y TapaKaua,
Horu (277), - uTo cOMMXXaEeT IpPOBOKAaTOpa yOMNCTBA CEHATOPA C CHIHOM-
orueyGuiineit. Mmsa "Huxonat" (= npesBonUTENIL HAPOROR, BORACK), MaHHOS
y6uittam, mapomMiHO accourupyerTcs ¢ umenem Tumyp-nenra, Benuxoro
XPOMIE, TAK 9TO OHHM B 3TOM CMBICTE - "THMYPUIEL" - XPOMIIB Ge3 Bo#cKa.
Jocrarouno cpaeHuTh, cinoba Jimamanuenko: "Ja ... 4 mefCcTBYIO, KaK
JMKTaTop, ennﬂc-rncuuoﬁ Boxew ..." (283) ¢ MenMEKHYBIUEH B COIHAHMU
OynkuHa MEICHE: "[MPOBOKATOP BHICHIErO. THIIA YK KOHEYHO 61,1 Mor
o6nanaTh HAPYKHOCTEI0 Aneyxosd"-mnanurero (284).

Moxno YKA34ATE M H4 TaKOE BHAYCHHE HAYBAHHLRIX VIMEH B POMAHE: B
hamuyMy, IMEHH M OTYECTBE CEHATOPA ECTh OfuK 06iuit aneMenT; AG - An
- Arr (6=i1), KOTOPEIA CHHTE3UPYET "BOCTOUHBIH" U "3aMafHEIA" MCTOUHMKH
nMeHd M reueanorum ero Hocurens. Ipemox A6-JTai (AGy-Jlad) Gwmn
pomoHauansHUKOM AGIIEyXOBbIX, TAK WTO TIOpKCKoe "AGy-Jlait"( =Mynmprii
oTer)? nepexIMKaeTes ¢ JaTUHCKHM "ab ovo” ( = oT flima, ¢ camoro Havana), u
BTQ IHAYEHME COOTHOCUTCE C HOCTANBrMEH AGJEYXOBEIX NO "30MOTOMY
sexy" (cranun CarypHa) Wi HyneBOMY Bpemaucuncreruio (239). Kak oren
CEHATOP BOIUIOWIAET OrICTpoTeKyLee BpemA (CaTypH M CaTy PHOBO LIAPCTEO) -
Hauano, nopopuemee Hukonas Amonnoxosmua, Hamepeuue celHa GpoCcHTE
GomGy B OTUA OIHAUAET MOBOPOT Xpyra EpeMeH ("sto Beprurcs") K
MCXORHOIH TOUKe oTeueTa - Karacrpode, pasodt nynmwe (kpuocdepe). Morus
"BEUHOr'0 BOSBpAINEHUA', KAK BHIHM, DANOMKEH ¥yXKe B CAMHX MMeHaX
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MepcoHAXEH, B MX CTPYKTYpe, BhIpakaeMoit kpyrom, mapom (cchepoii),
GeaMepPHRIM pacuIMpenmem o feckoneunocTy, 0603HaYaEMON HyneM.

Topkcekoe (BOCTOUHOE) NIPOHCXOXIeHMe AGNEYXOBBIX 3al0XKEHO HE
TOJIEKO B WX (paMMiImM, HO M B T€X JIMKaxX, KOTOPLHIE MM RHAATCS B
CHOBBNEHUAX; B CHaX Huonas ANONROHOBWYA OTEIl BUAWTCA EMY IPEBHNAM
TYPAHIEM; B CHAX ATIOLIONA ATIONIOHOBHYA €10 CRIH ABIAETCA ¢ hUIMO-
Homue#t monroma (139)., Ho cefs AmnonnoH ANONNOHOBMY BHMIWUT
puiapem!® B cHHER 6pone ¢ KIMHKOM B PYKe, MPOTHROCTOAIMM MOHTONY
(139).

Onnosunms Bocroxk - 3anan sanoxena He TOALKO B coveranny AGnaif -
ATONNCH, HO W B TOM, YUTO BTG ©HBHCTBO, BOMNOIIEHHOE B
HUYPBAHHUYECKOM KAHTHHHAHIIE Huxkonae AnmonnoHobrue,
sMEIEMATHUECKHM DHOBL IpencTaeT onnozuimieft » repbe AGIeyxoBoix:
enuropor (Bocrok), npofonanmmii peimaps (3apan).

B chamuman mponokaropa JIunnanuerko Takxe 06 hCIWHEHR 3HAUESHU A,
BOSFHHKAOWIHNE OT ABOMCTBEHHOCTHM IPOMCXOXJEHUS M PO ITEPCOHAMKA,
BBOMCTREHHOCTH, BOCXOHAINEH K YHMREPCAILIION B poMaHe OMNIO3IUIINH
Bocrok - 3aman. ¥Yxe B dhamunuu "JiunmalyeHke" ecTh 2NEMEHTHI BTOM
ommosuuuy: JTnrimall - wma sanagioe, a ITangenxo - COOTBETCTBEHNO RO~
croudoe, BoobIue ke oHo - "muma”, Tak kak "Jlunmnandenko” He nognumioe
MMA TepcoHaxca, 8 ncearonmM. Kax yBepedHo yrrepxnaeT Bappapa Esrpa-
corna Conpstesa, oH "He JIunmanuenxo, a rpex us Opecce: Manpo-
kopparo™ (114). Dro uMs BLIFLIBAET HOBKIE SHAUCHMA: MABD = YEpHLI; cor,
cordis, cordatus = cepnuue, Iyiula, YYBCTBO, & TAKXKE YM, MEICHE, PACCYICK,
KpoMe Toro cordax = KOpHaK: Becellas IACKA XOPA B IpEeBHErPeUcCKOH
KOMEIWH U TPOXanueCKuil pirmd, HaseaHusIi Tak 3a ero BET'ITOCTD. Taxum
06pasoM, HOBOE MMA IIPOBOKATOPA MOBOPUT 00 ero YepHoit nyIne, YepHoMm
CepINe, YCPHLIX TIOMEICIAX, TPEUECKOM (3amajHO-BOCTOUHOM) IMPOHUCXOXK-
HeHWd ¥ YKa3LIBAET Ha €10 GEernocTh, CKPHITHOCTD, HACTYIO MIEPEMEHY MECTa
npeGLBAHMA: TO B HoMepax y Manmonwm (114), To B saropoanom nome. YU
B 2BTOPCKOI XapaKTEPUCTHKE BTOI0 NMEPCOHAMKA MTOIYEPKHYTO MOBTOPAITCS
EBi LBETOBKX 0803Hauenus B ux exmncrse - TEMHO-XEITBIN:
MOHCOJBCKME raaxk (422), KenTOBATOE MUIIO, FIONOCATASN TEMHO-XKelntas
napa, xcerrrsie Sotunku (40). B poMane xcentoe accorumupyerca ¢ Bocroxom
(mouronsckuM, "ryparncknm”). Tiaza Ha nposoxaropa, Dyaxwn mopyMan:
"rethy, ranocTs - rarapumua w cnpocun cofecenrmka: "Wssunure,
JlunnanueHko, el He MoHron?" (43). ¥kmonuueriii orser ("Bo Beex pycexux
TEYeT MOHIONLCKAA KPOBh ..." - 43) Kax ByATO DOATBEPXKIAET NOrajKy
Dynxuna.

"IInnnasueHKo”, - NeHCTBUTENbHO, "AMRoBoe" MMA, TaK KaK HLIHEITHHHR
45-netuuit JInnnanuerio - 3To GLIBIIMA 25-7NeTHHMHA MApHOKCKUH CTY REMT
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JIunenckuit (379), uro ykasepaer Ha 3amam, HO cTpocaue depena (nob:Has
KOCTp) NpPHRABAJNAa €My BMI '"COBEPINEHHEHwero Hocopora” (382),
XUBOTHOTO BocTownoTO,'? Taxmm o6pazoM, exuHOpor, NPCGONAXIOMIA
peuaps Ha repbe AGIEYXOBBIX, - 9T0 BOCTOUHLIM weNnomek (Hocoper)
JIunranuenko, NPOBOUAPYIOMIMA YOMHACTREO CeHATOPA (PHILIAPS).

Onur U3 rrapgsx mepcoHakelt pomana Teppopuer JIYIKHH, OH Ke
Tloropensckuil, oH ke ["opeNbCKHil, HMEET CBOETo "BOCTOUHOIO" NBONHMKA
B 0ofpaze mnaxonepca lmunapdguepa, BOIHUKADINGM B TaININMHAIIANX
repoa. On “crymaercs” B ofpaz U3 HECKQIBKMX HPPANUOHANLHEIX
ACCOIMAIIVI, NOIYYADIIHX BepbansHOe BIpaKeHue. B KOIMapHEIX "CHAX
ero (dynkina) obcryrnand Bee KAKHE-TO XapH (IO¥YEMY-TO ualle BCETo
TAFAPLL, AMOHIBL UMM BOCOIIE BOCTOWHBIE YENOREKH); (..) MAKOCTHEIMU
CBOMMHU '1a3aMU (OHM) BCE NOOMHTMBANH €MY; HO UTO BCErQ YIHUBHUTENRHEE,
UTO B 9TO BPEMS HEM3MEHHO €My BCIIOMMHANOCE feccMuicTeHHeliee caoso,
6ynTo Onl kabOATMCTHYECKOS, A HA CAMOM JeNie uepT SHACT KAKQOBCKOE:
EHOPAHIIININ", Hagry Xe NOABRSAROCH "ONMHO POKOBOE NMIIO HA KYCKe
TEMHO-KeIThiXx 050# ero ofuramua" (88), Tak, MHOXECTBO WKOHNUECKHK
theHOMEHOB IMPeaCcTaeT Kak COGHPATENRHOE TIOHATHUE ¢ MPPAITHOHANLHBIM
pepbansHeM 0603HAYSHMEM, KOTOPOE 3aTCM REIABIBALT SAMHWUHLIR oGpas -
"pokepoe nuHOo" ¢ MepTaMy "MPOBOKATOPA BhICIIEro THNA" JIMTmanuerko.
Ecnu cnopo "endppanmuin” socnpuHuMaetca JyIkuHeM Kak kabGanucTu-
yeckasd abpaxaxabpa, TO 0SpPA30BAHHAA OT HEro HMuBepcurHas chopma
peannayercs xak "BocTouHRE weronex” mumamonepc Ilmmuapdgus-Mluir-
Hapchuer,

B neiicTBUTENBHOCTH JKe CIORO "eH(PPaHLITMIN" - MCKASKEHHOE BHIPADKEHHE
"en francais" (= mo-thpannyackm), ypuneHnoe [yIKUMHBEIM HA YIIaKORKE
NEPCHUICKOIO nopourka - cpegcTba KN GOPEOB C KIOMAMH, OCAX-
JAIWMMHM ero >Kuaume. Takum o0pagoM, K3 IOPOINKA, Ipaxa, IBUIH, -
o6Iero pycck¥M CHUMEOIMCTAM NAOKATHIITHYECKOr0 MOTHBA OKOHUATEE-
HOT'O pacrand u rufeiH, - BOSHHKAET KOIIMAPHBIA ofpa3 "BocTOYHOrO"
puoiHUKa Bamanauxa JynkuHa, pasBUBABIIETO TCOPHMIC O3BEPEHMA M
HUCTIPOBEPXKEHUS KyNeTypul (296) M TeM CaMbiM Kax OB BLIZBABINErD NAS
BOIIOHMIEHMS caMoro Ayxa peeofmed rubemu (WM = carana, Gec,
npuBKMaeHue, coraaxarain). Oanako M DBOMHHUK KBOUCTEBEH, TAK KAK OH
NpPOUMCXOKAEHUA Bocrounoro ('poguHa mod - Illemaxa”, - pekoMexnyercs
ol ynkuny), a ofuraer Ha 3anane (B PUHAAHINN), HPOMIBONUTCH XKE BO
Ppanmun (en frangais), Tak kax, no ero cnosaMm, "OpaHIUs HOX LIYMOK
BOOPY>KA€eT uepHble opfbl M BBOTUT nx B Erpony” (293, 296).

Bo "®paniyackoM” cnose W €ro "NMEPCMACKOR" MHBEPCHH COXPAHAETCA
onHo3HauML kopens "TITHAINI", ogya w3 KoHHOTANUE KoTeporo - "HUUTO",
YKA3EIBAET Ha peerarcTeo I yAKUHA, YBURERIIETO B PEHOIIOIMOHHOM ABH-
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JKEHMH OFHO TOILKO Pa3pymeHne (IBMMCCHHEC MIANOMEPCOB M HAMANO
peponouvH B Ilepchy cOBManM ¢ COBLITUAMM [IEPBOH PYCCKON PEBOIIOINH,
BLIIBAHHEIE, MO eI'c MHeHMIo, Opanuwell - pomuHol pepomwouui). Wrak,
MOXHRO CKas3dTh, 4To cnobo "[HNUNTHAPOHB" - cunonuM pepomouuy no-
dpancyacku (en frangais) ma Bocroxe (B Ilepcuw, B Poccum nor.n),
BorinougeHHbM seipaxxerreM srore "HUUTO" esrcrynaer u cam Dynxun,
thamMuIIMA KOTOPOT'O YKAZLIBAET HA 60 BHYTPEHHIOW OMYCTOMIEHHOCTE (110
Hamo, IVIKA = cTRON GYPRAHHOrO PACTEHMS) W HA NMPOUCKONKIEHHE €0
rommapor (o Hameo, VBRI, I¥IBINIKA, OVIKA = npomoitua,
TIWTYX, MhSAHALA),

HKenaa noguepruyTs Tor chakr, yro Ty - nesakoHHsd (Gny o)
CHIH PEeBONIONMM, AHRpeH Bensit HamEnseT ero OBYMA BAPHAHTAMH €TI0
ooy chamunuum: Copennckuit ¥ Iloropensckuyi. Comnanenue MMen
TEPPOPUTCA M pyCcKoro nucartens AnTonud Iloropemckoro (MceBrnoHuM
Anexced Anexceepuua Ilepoeckoro, asropa KHUTH "[[BOHHUK", HEZAKOH-
Horo chiHa rpatha A K. Pa3zyMoBCKoro) MMeeT 1eNpi0 HAMEKHYTh HA W3BECT-
HYI0 TPaOUIIUID DYCCKOM 3HATH: "HEBAKOHHOPOMCACHHLINM" CLIH MOXyuan
yceueuHyo dopmy thamunun orna (HanpuMep, MIBeCTHLNY NMHcaTens X VIII
pera [TupH Gein MOGOUHEIM ChIHOM KHa3:A PenMMHA), COOTBETCTBEHHO
"'NporopeBIIMit" PEBONBIMOHEP-TEPPOPHCT Anekcedt Anexceesuy Iloro-
PeNECKUN MMEHYETCS €ro ABoiiHuKoM Kak AHIpel Annpeepuu I'openbckuii,
Kpome Toro, kaxk "unefiHunl coh” "neproro packonsnuka” Poccuw on npu-
HHUMAET MM £1'0 ChIHA -~ BOCTOYHMKA 1Iapesuya ATexcesd ¥ notomkos Ilerpa I,
uapeit-zanannion (Anexcanup). Kax AJIEKCEN on TIP3 BAJII/AHIIPENA
neprozsanuniil (Gorre IIOMOITHMKOM “orna” e zmele paspyiueHus
Poccuy, - 4acTH "CTApOAABHEr0 MOHIONBCKOTO fena" Kak "paspyuieHHs
apuitckoro mupa” (237}, - Takum ofpasoM, IleTp, Ka3HKBIIMIA ChIna, YEpes
200 net "ocoznan” cuol0 OIMOKY M [IPH3HAN B peRomOIMOnEpe "criHKa™), a
xax AJIEKCAHIP on, Gopsacek ¢ pyccKoi camMolep’kaBHOft rocypapcT-
BEHHOCTBIO, BricTynaeT Kak aekictnelnsnd 3AILTUTHUK nena IMerpa - pas-
PYHIHTENS.

Beaana, sax xoTopoil zamepna Poccusi, saasiGrennan Ilerpom, cHMBO-
JMUYECKH BOIUIOWIACTCA W B panHeM pomane Auxpes Benoro "Cepefpanniii
rony6s”. 3mect [IPOTHBONOCTABNEHE NBa nepconaxa - Ilerp IMerposuy
HOapuansckvit 1 Ilasen IMapnoeuy ToupaGe-IpaaGen. Mmena repoen co-
OTHECEHLI C MMEHAMM PYCCKMX Hape# (B MIaHe MCTOPHUECKOM) M C MMEHAMH
anocronos (p nurane ucropuocodickom). B 1o ppemsa Kak Ilapen IMasnosuy
OCTAETCH 10 KoMua sanafuuoM, [lerp [leTpebru nmokupaeT nareps 5anaj-
HuKop B rone3y “Bocroka", Ero momerka nepeiiTH NponacTes MEXIy
BocTokoM ¥ 3anafioM CTOMT eMYy XWIHK, BTa [MPOMNacTh - B ero haMumy,
KOTOpast TANA MMS HE TONLKO VINER0 Ra rpanuue BocToxa u 3anaga, HO H
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STUMONOTHYECKN O3HAYACT NPOIacTs, DCaHY, Pa3leNnA0Mye IBa MUpd,
Ssofi, BEIPLITOI ero yOHUtIaMK B Oropone Kymnua Eponeruua, 3akonasiacs
XKu3He Jappamckoro. OIHAKC H MO3UIMA SAMATHUKE [POSHT IUGeNnhk, ¢
ueM rovopuT pamumus [lanna Ilapnopdua (B o6JMKe 1. FOKOCE KOTOPOro
6uito uro-ro BOPOHEE), nockossky B neperone "Toxpate-Ipaaber” oa-
Havaer "BOPOHBSA SAMA, morunda". Beapgna, passepsapinascd o
TEpOSMM POMAHA IO ropuaoHTany BocTok-Janan, noxyuyacT HIMEPEHRE H
‘[0 BEPTHKYAIH, O YeM [OBOPAT HaspaHue mecra "Mepreuit Bepx” uwma
damunua nomna - ['onokpectoBckuit. Or mmenus Toapabe-I'paaSen
Uyronesa (HaseaHKe, OUCBUINO, O UMEHH TIpeiKa BEage mHeE ['yro) Ha
Banage u ge cena HeneGeera (c TIopkckuM KopHeM "Geit") Ha Boctoke u no
ropoaa JIuxosa (B HEMIBECTHOM HAIIPABIEHMM) MOCIIOACTBYIOT CATRHHHCKUE
CMIBI, EIUOHEI BECOB, MYTAIING CENLCKYID MONOAEXKE ¥ POANMCTHUCCK MM
HOBHIECTBAMY, KOTODPLIE YCHIMBA0T BCEOCIMA pa3Gpox 1 waTaHuUe.

Hocnrenu unel coumaniaMa M Permrio3Horo CeKTaHTCTBA NPUXONAT Ha-
3a Mepreoro Bepxa, co ctopous "meprnoro ropona” JIuxosa, v 06MTawT B
oBparax, Apyrax, apax. I'mapuanti mecTHol Gec - cromsp KYIEAPOB
(kynecuT B Apy, THE SKUBET, A TAKIXKE, BOAMOXKHO, OT MMCHH KOKAHICKOr 0
XaHA-MUCTUKa XyH0gpa), a B rOpoNe - MAXoBcKui Megurk Cyxopykos,
yGuitua Japesanbcxoro, Oui NepcoHUPUIMPYIOT TO NBABOIBCKOS HABOK-
IEHUE B OKpYre, KoTopoe Japhansekult onpenenaer cHopaMi Guneiickoro
NPOPOKa KaX POKOBOS IpexiasiaueHUe YeNoBeKa: "yKac ¥ AMa, ¥ YIeTId
Tebe, venorek!” (111). BTo - "remuan Seagua Bocroka mper ua Pyes"(111),

Bee mTu umena (Japoansckiit, Tonpabe-I"paaben, Cyxopykon, Kymespos,
I"oHOKPECTOBCKUI) TAK MITY MHAYE BHIZLIBAOT ACCOTMANMY, CO3NAIOLIHE
0606meHNOe MPeAcTaBIeHne o Beeobel rubeny, UMA KOTOPOH Hexoe
GezoOGpasnoe JIMXO, B KOTOPOM BOIIOTHMACA HNPHUCYIIUE NHCATEARI
AMOKAMUIITHYECKHIA KaTacTpodhuam,

H3 cxasanHOro BRIIE BMOHO, YTO B MOHEPHMCTCKONH NMpode CHMBON HE
cpomuTcA K o6pasy. O coamaeTca Kax pesyNLTAT PA3BEPHYTHIX PIACB
BepOaNBHBNO, JOTHYSCKHK, KYJIbTYPHO-MCTOPHUYECKUX, HACONOrMYECKHMX
3HAYEHMH, KOHHOTALMI M CMBICNIOB, JAIEKO HE BCErTaA CBAZAHHEIX C
0 pasHO-UKOHWYECKHMM [UIAHOM PEaNbHOCTH (B NPHHIIMIG OH MOXET
oboituce ¥ Ge3 Hux).!3 Onnako B TEKCTe OPOMBBEASHUSA pAn
pasBopauMBaeTcsa Kak BepOanbHble oO0O%HAUEHMA - BHAKM AGCTPAKTHRIX
{aH¥KOHMYECKHX) H KOHKPETHRX (MKOHHYECKMX) ABJIEHHI, 3aBEPIIAIOIIMACH
GeaoGpa3npiM ofofIeineM yYHUBEpPCANBHOrC MaciTafa (P Ipexenax
MIOOPASKEHHOH B [IPOMIBEACHHY JeHCTRUTENLHOCTH). Takum ofipasom, pax
PRSBOPAUMBAETCA B 0oOpaTHOM NOPAXKE: HE OT CHMBONA, 4 K cUmBoxy. 1
cuMBoNoM Gyner He ofpas, 4 CyOREKTHBHOE ABTOPCKOE NPEACTABIEHKE
TIEPECHBAEMOT0 MM BCTETUYECKH (PEHOMEHA.
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1 Koxepnukona H.A.,"3aMerky o cOGCTBEHHLIX UMEHAX B Npose AHIpes
Bexoro". - B xn.: OnomMacreka u rpaMuarika. - M.: Hayxa, 1981, ¢. 222,

2 Bamuxanos U.U., Co6panne counnennit B naru Tomax. T.1. - AnMa-ArTa,
1961, c. 211,

Tam >xce, ¢. 660.

Cwm.: IMacdhypor A K. Jles # Kumapuc (o BocTounbIx MMenax). - M.: Hayka,
1971, - c. 98 - 100.

Cwm.: Annpets Benspt. IerepOypr. - M.: Hayxa, 1981, c. 642.
B namnueiflnem BCE CCHUIKM HA BTO M3NAHHE MPUBOASTCH B TEKCTE C
YKA3aMHAEM CTPAHUIIEI B CKOGKAX.

B mome cedaropa Ha Gamwocrpage "Genax HuoGed nogHumana rope ame-
Gactpoerle riasa” (33). B mude Huobesa cpaskeHa AmoinouHom 3a
ropAOCT, A B CTATYE OHa ckaMenena. K poMe TOTo ¥y ceHaTopa KamMeHHOoE
e (52).

T "NIume otciona (B Yupexcuenuu) oH (ATNONIOH ANOINOHOBHY)
BosBeNNaNCs M Geamymio napun Ham Poccuell, BRIZLIBas y HEADYIOB
poxoBoe cpaBHeHue (¢ Heronkipen)” {51).

8 Ileau-Crpoc K., CrpykrypHas anrTponosorus. - M.: Hayxa, 1983, ¢. 191,
192,

% Cm.: Tacypos A.T"., Jles u Kunapwue, ¢. 12 - 15; Baguxanor U.H,,
CoBpanne counrichuit B nary romax., T.1. ¢, 427,

10 BosmMoK10, HAMEK HA POMaHTMUeCKyo 6uorpachuio npenxa AGneyxonsix
Kuprus-kaicaunxoro cymrana A6nas (1717 - 1781), o xoropom ero
noromok Yoxad Banwxanoe mucan: "Bexk A6nas y nux (KMprusos)
apnsercs BexoM kupruackoro PBINAPCTBA". (Banuxauwon 4.4.,
Co6panne cogurerm# B ATy ToMax. T.L, . 430).

1 Tpeu, lipos = »wup; nar. lippus, -a, -um = ruosumiics; dpanu, lippe = or-
BHCNAR HMXHig Ty6a U lippu = ToncTorySsiil, rybacToiif - Bce yepTsr,
DTMEUEHHLIE B O6IUKE Nepconaxa yxe Ha cc, 40-43, a ecim yuecTnh KOpeHs
"man", TO MNOJYUHTCA MOHATHE TOCMNOICTBA 1IEKOH JEMOHUYECKOH
yuusepcansioi rydacrocrn. CIIU3b n IMITIKOCTD Takixe yuTelst B ero
ofpase: "He ornMnaer JInonanueiko"” (403},

1291a gBOHCTBEHHOCTL NMEPCOMAXE OTIPERETIAETCS ABTOPOM KAK "CoueTaHme
BHYTPEHHEH XWIOCTM ¢ HOCOpoXbum ynopcraom” (273). B uem
COUETAIOTCH JETCKOE M CTAPUECKOE HAyana: "COPOKArATHIeTHee, HENPK-
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JIM9HOE NaykoBoe 6pioxo” (379) Ha mocyre MIpacT B ONOESHHEIE COMN-
matnxm "noxynaer ITEPCOB, srimacrmaer u3 HIOPERBEPT A kopofSow-
ku" (274). Kax BAAHO, B €0 XeTCKMX 3a0aBaX TAKXKE NPUCYTCTRYET
Ounapuas onnosunua Bocroxk - 3aman. Ero mompyra - xryuas
BOCTOYHAA OPIOHETKA ¢ ROCTOMHO-3AalafHEIM MMeHeM 30s 3axapoBHa
Oneditn [or Hem. Fleisch = msaco).

13 Kax mokazan A.$.JloceB, BOBMOXHEI IIPOMIBEACHUA (HAIPHMED, ITy-
UIKMHCKOE "5 MOMHIO MyNHOE MIHOBEHBE.,.", TEPMOHTOBCKOe "H CKyTHO,
¥ rpyctio ..."), nomgocTey AHUKOHUUYECKHE (Gezobpaanee). Cwm.:
A.® NTOCEB, IlpofmemMa BAPHaTMBHOI0 (DYHKIHOHUPOBAHWSA
MHMBOMUCHON 00pAa3HOCTH B XYZLOXKECTBEHHOM nureparype. - B KkH.:
Jlureparypa o xHBoHCE, - J1.: Hayka, 1982, - ¢.38 - 40.
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Hrops I1. CMupios

JBOUHON POMAH (0 ZOKTOPE >XHBATO)

Okazanocs, YTO BTY KUY
HEBOIMOMCHO CBECTH K of1ieMy
BHAMETIATEII0
(A.IlaTrropcknii)

1. TexcT-zaraaka

Ona pomana "Hoxvop XKusaro" ofsvu0, YTO OAMH NEPCOHAX BOCIIDH-
HUMAET APYroro Kak Tainy, K KOTOpoil TpyuHo noxobpars KNOuKY, KaK 3a-
rajxy, KOTopas OOIYCKacT Cpazly HECKOILKO PEINCHHMH, KaK MOBOT I 1ISR0-
YMEHHOT'O BOIIPOCA, 0CTAIOIIEroca Xors 6pl oTyacTy 6ea OTReTa.

ITpuBemem uYETHIPE MPUMEpa U3 PTOrO pAda, 6e3 Kakoit 611 TO HY ObInO
NIPETEHIUI UCUEPIIATL MATEPUATL

(a) Cayvaitno nomae B HoMepd "Hepnoropun" x oTpankniieircs Manam
Iumap, YOpuit XKuparo na6moxaer Jlapy n Komaporckoro, monua oGmeHu-
BAIOIIUXC S BATJIATAMM:

3penumie nopalewenHoil gepymkn GMIO HEHCHOBREAHMO
TAHHCTBEHHO W 0e3vacTeHYMBO OTKpoBedno [...] V Opwm
cxMMaANocs ceppue [...] Dro GrUI0 TO camMoe, O YeM OHM Tak
ropavo npoponaoaMnu ¢ Mmaeit n Touel mox Huuero He
SHAYAINMM UMEHEM TOLIOCTH [...] M BOT ®Ta CHNA HAXOOUNACKH
Teneps nepen KOpuunMK rnazams, TOCKOHATEHO-BEILECTREHHA A
M cMyTHas u crmaacs |,

(b) B cuene npubmmskenns noesna, B KOTOpoM myTemecTryeT 2Kusaro, K
KOpsmiuny (eroT TononuM ofpazobaH U3 nauuHoro umenu 'IOpa' u nanmn-
npoMa ¥ CAOBY 'HUTE', IOBMIMMOMY, B 3HaucHMR: ‘cynnba’), nepenacrcs nva-
NOr ABYX HEHAZBAHHLIX NTHL K3 HAPORA, KOTOpre nocTopratorcs Crpei-
HUKOBLIM M II€ MOT'YT TOUHO BCTIOMHMTE, KK 30BYT €0 MPOTHBIIAKA, BADL-
upyst uvsa 'Tannnyman':

- HacdeT KOHTPEI 3TC 3REph.
- Oto o Ha ameepa nobexan.



120 H.IT CuipHOB

- Br0 Ha Kakore xe?

~ Aramaa Naneerl...]

- He cnbxan,

- A moxe kHa236 amunces, 3anaMaToBA,

- He Grmaer Takux kusaaneB, Bunuo, Aru Kyp6an [lepenyran ToL
- Moxxet n Kyp6au (274-275)2.

(c) Korpga PKuparo nerraetes seieunts obezymeniero [amdum Iansx,
TOT HE 8 COCTOSNHMK HA3IBATH MECTO, I'le HAUANOCh ero NMCUXHICCKOS pac-
CTpOHnCTIRO!

Bort, anauuT, ¥ Gerynuuky mMou. Ilo Houam cranmus Mmepeuurest. Torma
OHUIO CMEIUHO, & TEIEPh XCANKD.

- B ropone Memoseese Guuno, cranmas Bupioun?

- BanamAToBan. :

- C 3pIGYUIMHCKUMY SKHTeNAMA GyHTOBAMT

- 3anarsaToBa.

- ®OpoHT-TO Kako# Gemn? Ha kakoMm chponre. Ha aananmom?
- Bpoge 3amanusit. Bee moxer 6urre, Janamaropan (410).

(d) Ilocne nocemenus Baprixuna Errpathom KOpuit XKuparo sauocur B
OHEBHMK:

..Cpameaercs, Kak ¢ obnakos, 6par Esrpad [...] On moroctun
OKONIO OBYX Heneldb [...] M BAPYr MCue3d, KAK CKBO3b 3EMIID
gposanuncH [...] Orkyna ou cam? Orkyna ero morymecrso? [...]
BoT y>e BETOpO# pas BTOPraeTcs OH B MOK) KMIHbL JOGPRIM
regueM, W36aBUTENIEM, DANPELIAIUMM BCE 3ATPYNHEHHS,
Moxer GbITh, COCTAB Kaxnaoi Guorpaduu HapsAny co
BCTPEUAIIMMUCS B Heft NeliCTBYIOIMMI THOaMu Tpebyer eme u
yuacTus Taduo# HEBeROMOH CHAbL, AHLUA HOYTH CHMBOJH-
4ecKoro, ARMAKWUIETrQCA HA NMOMOIUL (e3 30Ba, M PONL STOH
ORArONETENLHOM ¥ CKPHITON MPYXKMHLEE MCPAET B MOSH JKM3HN
moit 6par Esrpac? (336-337).

WHorga 3aralouHOCTh, ABIeHHAA B poMaHe ITacTepHaka, CI0KETHO MOTH-
BHPOBAHA, IMOBCCTBOBATCSIIEHO H € O 6x OODHMA, HYXHA O TOro, qTO6EI
YUTATENs MOT [IOHATH, YeM BEISBAHBE ZeHCTBMS nepcoHaxeil. B niepsom ua
Haux npumepos Kpuit JKunaro, BocnipuHAB oTHOMEHA Mexxy fapoit i
KomaposckuM Kak TaiiHy, nOCBAIIaeT cefn 2areM PasraIbBAHHMED XEHCKOMH
JIOJY, B 4eM M COCTOMT CMEICT ero mio6eu K Jlape. _

Opyako 2arafouHocTs GLIBAET ¥ BHECIOMETHON, NMOBECTBORATENHHO
¥3G6eTOoYH O #. OHa He HaUeneHA Ha TO, YTOGE! IPOSYAUTE Y UATATENA
MHTEPEC K JaNbHelIeMy TEYSHMIO PACCKA3a, BCTABIASTCA B POMaH Kak 5y Iro
Hed BUAMMOA NPUUHHET (MBI ¥ 5K € BHaeM, 4To NPoTHEHUKOoM Crpemunkosa
spnseTcA [amuMynivH J0 TOTO, KAK UMA BJIoro reHepasna CTAHOBUTCSA HPEH-
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METOM OSCYHEHH, KOTOpOe BEmyT JHoLM WA Hapoxa). Mabemouna 1 Ta
[ArafoyHocTh, KOTOPas BO3HUKAeT M3-3a amuesuu Ilamdpuna IManvx, Mna
PELHIIMEHTOB 3MECL HET CeKpeTa, noToMy yTe ITaneix nepex TeM, Kkax oGHapy-
JCHUTE 3a0EBUNBOCTD, TOYHQ TIEPEHACT BCE ACTANH COBEPILCHHOTO MM yOMil-
cTra Funia, Kak oo 10 sroro Guinoe o6pPHUCORAHO B POMAHE.

Haxonen, 3araJouHOCTs MOXKET OLITh PE3yJBTATOM HEXBATKU HMH-
dhopMaKy, KOTOPYI) IIOCTARNSET HaM asTop. TalHa HMKAK HEe CHHMAaETCH K-
careneM, NMOAYYaS ANEANATHBRYI0 (BYHKLUIO - B3LIBAA K TOMY, WTOGL wira-
TN CaM IOMLITANCA DACCEKPETHTE CKPBIThIﬁ CMLICII, BIOXEHHLIX B TEKCT
(BINOTE IO KOHIA POMAaHA MBI TAK M OCTAEMCSt B HEBEICHHN O TOM, IIOUEMY
Enrpady Bcakuit pas npuxomur Ha nomomn Xpuwo Kuearo, xoria ToT
MOTIAHAET B 3ATPY AHUTELHOS [TOJOMEHNE).

Wrak, Mb HMEeM JeNO ¢ pOMAHOM, B KOTOPOM TaliHa BRICTYIIAET B CAMBIX
PasHEX e¢ OGNMHMUYLAX - B Ka4eCTBe: (8) YCHNOBHMA MO3HABATELHON JIEITCIBHO-
crn, (b) noxXHOrO, CYryf0 MIOTETHUECKOrO 3HAHMA, (C) paspyuHIeHus 3I1a-
uns, (d) HegocraTouHoro sHaHug. ONHO M3 onpeleNeHMH, KOTOPOE CIex-
Bano 6s1 gats "Joktopy JKueare", cocTouT B TOM, yTO IlacTepHak Hanucan

POMAH O CYLUIHOCTH M TUFIAX TAWHCTBEHHOIO.
" Ho maxe Torna, XOrga TaliHa paCKpPHBAETCA MEPCOHAMAME POMAHA MIH
KOr'Za OHA [PEHONHOCUTCSH KaK BCErc-Tmns Mx nmycroe dhaHTasMposanwe,
YNM KOTJA OHA XAPAKTEPHIYET NCHXHWYECKYI HEIOJNHOUEHHOCTE OTIEILHO
B3TTOr0 cy01eKTa, He §yIyul TaKoBOK Ha JENe, MACTEPHAKOBCKUN TEKCT Bee
K€ DCTASTCH 3ArajkoM, KaK Mb! NOCTapacMCcs nokasaTth 310 Huxke. Poman o
TaliHAX BMECTE C TEM OKASLIBAETCA KPHITTOrPAMMO# - TAlfHBIM DOMAHOM, pac-
CKA3EIBAIIIHNM MHOTC §0Jee TOTO, YTO HEMOCPEACTREHHO B HEM IOBOPHTCH.

2. Komaposckuilt = Magixonckmit

KoMapoBcknit KaxeTcs sauMcTeoBaHKeM M3 "dDayera” [ete. O6paliaer Ha
cefx pHUMAHME, ONHAKO, TO O0CTOATENLCTRO, uTo PaycToB Nynens npespa-
men y IMacrepuaka B Gyimaora u yro Caranuay, scerpammmit cniyrnk Ko-
MapOBCKOro, ABHLLM aHanor Mecucrothens, Hassas o uMmenn - Koncrauru-
HOM.

B meramopdoan MOTUBOR 'eTe CTaHYT NPOIPAMHLIMM, ECITH YUECTH, UTO
B konre 20-x rr Maskosckuit u Bpuiu 3arenn cebe dppanuyackoroe Synpno-
ra no knuuke "Byxska"3 u wro SmmxakmuM apyrom Masakosckoro GLu1 no-
ar-GyrypucT Koncrantun Bonsiakos (06 »Tol npyx6e IlacrepHax ynomu-
naer B "Oxpannoit rpamore”: "Ha MEOXecTBa AOOEH, KOTODLIX A BUICT PA-
AOM C HMM, Bonplaxor Ouu eMMECTREHHBIM, KOTO 5 CORMEINAN ¢ HuMm Gea
neAxKoi Harsicky, O6oux ModxHO 6bLTO CIyLIATh B m0G0H nocnenoBaTelb-
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HOCTH, He Hacmuys ciayxa [...] B obimecrse Bonsmakosa 5a Maskosckoro He
Soneno cepnue, o GEUT B COOTBETCTBMM ¢ coGodt, He pousn ce6a"d), Or-
yecTBO BONMBIakoRa - APUCTAPXOBUM - NEPEAHO B POMAHE YEICKADIOCMYCA
dyrypuamom Makcumy Apucrapxoeuuy Knuumory-Toropesmux.

JeTanm nopcenaepHol Kuanu KoMapoBcKkoro MOIHOCTEI COTTNACYIOTCH
¢ Gurrom Masixorckoro. Kak 1 Maskoscku#t, 6ossurmics nudpexumit, Koma-
POBCKM >XMBET B KBApTHPE, B KOTOPOM HET "HY NBUIMHKH, HA IISTHBIOKA,
Kax B onepauuoHuoi” (85). Dxonomka Komapoeckoro, BMma DpHecTOBHA,
COOTBETCTBYeT Hompalornuie Maskosexkoro u Bpukos, Amnyuixe, Ilono6-
Ho Maskosckomy, KOMapoRCKHH - XapTeXXHHK (C KapTaMM B PYKAX OH HI0-
6packen IlacTeprakoM B canone Ceenrunkux). Jiw6umoe sangarune Komapos-
ckoro - thranmposats no Kysneuxkomy MocTy, Tam, rae Ilacrepuak B "Ox-
paHHol1 rpaMore” nomelaer Masjgxkorckoro:

O [...] nporynusancs no Kyssenxomy, rIyxonaro HoTsryBal
B HOC, K&K OTPHIBKY JUTYPriy [...] Koy cBoero u ayxoro...d

Haspanue rToporo cfopruka cTrxoB Maskosckoro (Ha xoroprii [Tac-
TEPHAK KOI'EA-TO OTOBBAJICA BOCTOPIKEHHOH penenaueis), "Tlpocroe, Kak mMer-
yaHMe", HAXORHUT KAPHABAIHZ0HAHHOE OTPAXEHHE B XapAKTEPHCTHKE, AaBas-
molt B pomane Komapopckxomy n CaTtaHupgs:

OHY TYCKUUCE BMecTe IMpORATS MAHEIH, NEPEKHARBAACE [...]
saMevaHuAMHA [...] TIONMHEIMH TaKOTO NHPEIPEHHMS KO BCEMY HA
cBere, wro 63 BCsAKOTo yuiepha MOrH DL 3AMELUTH BTH CJIOBA
HPOCTEIM PeraaHueM... (55).

Ilo3a, B xoTopoit sacTacT Komaporckoro 0puit 2Kusaro npu noceme-
Huu "UepHoropuu", npencraniuser coSoil HarTHIHYK PEANM3ALMIO BTH-
MONOrHUECKOro auaveHust amunun Maskorckuit':

Haz ro;zooit o Hec Tamity, BHHYTYIO 13 pescpyapa (74).

KoMAPORCKMA ¢ BRICOKO NMORHATOR KEPOCHHOROH naMnoit B pykax Tome-
Gen Masky.b

Hmsa Komapoeckoro - Bukrop - coBnagaer ¢ umeHem XneGHUKOBa, & TAK-
K€ ~ ITUMOJIOTHYECKH ~ OTCHUIAET HAC K TOMY Onipeieiennio Maskosckoro,
xotopoe ITacTepuak ccpopmymmposal B "OxpanHoi rpamore”;

Io6enurenemM v onpapnanveM Tpaxa §s11 Maskopckuit?,

Oruectro Komaposckoro - Hnmonurosid - Haromuaaet o6 Hnnonvre
n3 "Mmmora” JocToeBCKOre, reHeanoruuecKy BOABOLHT 1ACTEPHAKOBCKOTO
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MEPCOHAMA K DTOMY JIMTEPATYPHOMY I'epoi0, UTO TAKKE HE MPOTHBOPEUHT
cBmnxennon Komaponckuii - Maskorckuil, nockounky IOput 2Kuraro cun-
TAST, YTO Monaua MaaKoRcKoro -

... BTO KaKoe-TO npoaomxkende Jocroenckoro, mm epuee, a1o
JVPUKA, HAMTMCAHHAA KeM-TO M3 erc MIANIIMX GYHTYIOIIHX
nepconaxeit, spone Hrnonura, PackombHUKOBA MNH repos
"TlogpocTra" (205).

Bercteo Komaposckoro po BragupocTok, XOTS U HE MMEET HHYEro of-
miero ¢ thakramMu KM3IHY MasAKoBCKOro, TEM He MEHEE KOPPECIOHIUPYET C
Guorpacdhuamu ero GAXaliimux copaTHHKOE, Aceeka 1 Jlapuna Bypmoka.

ITpuean Komapepckoro B IOpsatun onuceieaeTcs [lacrepHaxkom Tax, uro
BT0 MECTC POMAHA HAMONHAETCA MHTEPTEKCTYaNbHEIMM a8CCOLMATIMAMY C Ha-
yanom "Obnaxa B wraHax"™:

Bot u Beuep

B HOYHYIO XYTh

YIUET OT OKOH;

XMYDbIi, ZeKaGpaIiL

B Apaxnymo COHHY XOXOYYT H PXKYT

xannesopsr8

Cp.:

Bune yxe nosgro. OcBo0OXIaeMBIA BpeMeHaM¥ OT Harapa
¢hHTHAEK CBETHABHH C TPECKOM pA3rOpaNcs, ApPKO OCBEIaA
komHaty. IloToM BCE CHOBA NOrpYXanock BO Mpax [..] A
Komaposckuil see e yxonui, Ero npucyTerBue TOMUID [...] Kax
yrHETANs, TensHan Jekabpeckas TeMHoTa 3a oxnom (491).

HyicHo, RIIDOYEM, 3AMETHTE, YTO COOTRETCTRME KoMaporckuil - Masakos-
CKHil He ABIAETCHA ORHO-oZHOIHAuHEM. Jlanewo He Bce B o6nuke Koma-
POBCKOTO BOCIIPOM3BOIMT uepThi Maskorckoro. Tak, Komaporckuit, 1 or-
JUUHE OT €ro ITPOTOTHIIA, OTPAIIMBAET YOI ¥ Gopoxny. Eine cymecTBennee: ¢
MasKkoBCKMM COOTHECEH B DOMAle He TOJNBKO HEeraTuBHsI Komaposckwii,
HO ¥ Tparmueckuit CTpenbHBKOB (TIOCNEAHee XOPOoIle M3RecTHO). Poman
HMacrepraxka He aureropuded. Komapopckuii onuuersopser coboit Bcer -
LAl HIOKD YeNoReuecKyw npobiemy, 6ymydun cOBIASHUTEREM, MYTHTEICM
sceHmHE, Ho B TO K€ camMoe BPEMA 0H - KOHKPETH LI MyusTeNs - Ma-
AKOBCKHH, YbA TIOB3NA CONSPXKUT B ce6e 3NEMEHTDHI CAAUSMA, MOTHBLI HaJ-
PYFaTeNLCTBA HAJ, XKEHIMMHAMHN (KaK ®TO HEJaBHO TopuepkHyn A.K.2Kon-
xonckuit?). "Moxtop JKuparo" - 1o KoMnpoMuce Mexny chunocodicknm
0600 1U1eHBEM M MCTOPMUYECKOH KOHKPETHOCTRIO. YoKe HABBAHKE POMAHA IBY-
BHAYHO ¥ GHIMHMRUCTHYHO: OHO OTCHIMAST HAC HE TONBLKO K BEUHOMY 'HYXY
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XHMBOMY', HO M K ¢MUHHYHOMY "A" - GIyXIameMy, CTPAHCTBYIOILIEMY: jé
vaguel® (cp. MmotuBbl crpancTmit Opusa JXXusaro - no Taitre B IOpsrrHH 1587
Bapsmuna 8 Mockey).

3. Tamymnmue = ¥0cymon

Mano Tero, wro [anuyinue EMEHYETCH B PA3COBOpPE EBYX HEWIBECTHBIX
'knsgeM’, oH HocHT eme M ums 'FOcyn'. Kusae H0cynos Gein youitneit Paciy-
TiHa. JOpuit 2Kusaro Berpedaerca co CrpenbHYKOREIM B upenmectse Iops-
THHE, KOTOPOE HASLIBASTCH PAsPUILE' ¥ TEM CAMBIM COCTABIAET CUHOHMM X
STUMOJOTMUECKOMY SHayeHHo uMmenu 'Pacoytun’. [MonobHo Pacnytumy,
OCTAHABIMBABIIEMY KDOBb ¥ HACNCHHUKA NpecTonsd, CTPeILHHMKOB OTHaeT
PACTIOPAXEHUE O TOM, YTOOLI GLIM TIPEKPAMICHE MYYeHUA 10HOTO Geno-
repapmeiilia, paHeHHOrC B I'ONOBY M MCTEKA0IMEr0 KPORk. B BocIpuATHM
Opnsa XXnparo, B MyueHHAX 39XBAYCHHOrO B IUIEH THMHASHCTA. "GO ¥TO-
To cumaosueckoe” (289). Taxum o6 pasom, IlacTeprak MapKupyeT He-MUMe-
THUECKY 1) (DYHKIMIO Beelt 5ToM CIEHbL

Anrunoe-CTpeEHAKOB OKPYKEH OPeolIoM Tyna:
AHTHITOR Ka3aJICA SAKONIORAHHEIM, KAK B CKagke (135).

Ecan sumets B [anuynmuee cxomerso ¢ IO0cymossiM, 4 B AHTHIOBE-
Crpensuuxose - ¢ PaciyTHHEIM, TO He clyualfHeM. Kaxeresa ToT axT, ITo
CKa204HEIM IepoeM AHTUIIOB IIpeNCTABIACTCSA MMEHHO [amayumny.

BeckpM apryMesTOM B NONL3Y TOrO, Y¥TO B [amMyInmiHe npormaspLiBaet
Keynos, cunyxur OOHO U3 UMEH, KOTOPAIM HalelAKT 6EI0ro renepana mo-
Iu w3 Hapona,- 'Anm Kyp6an', Pon Kcynosrix, cornacso SrrroBariieit 8 Ux
CeMbe MeHeanoruueckoii nerenae,!1 Bocxomur K cronsmxHUKy MoxaMmena
¥ OCHOBATENIO CeXThl ITMUTOR Amv (Amu Gen-abu-Tanew)12. Iacrepuak mor
9HaTh 0 reHeamornyeckoM gpeee KICynoBrix M3 ZOMAIIHHX Pa3roBOPOB,
CIBIUAHHEIX B NETCTEE, O USM CBHICTENLCTBYET "Oxpannas rpamMora”, rue
YIoMHuHaoTCA pacekassl Ceposa o ‘pucoBanbubix Bewepax y Mcymossx'13,
Ham npumeTcs NPUBECTH ANMHHYIO BRIZEPXKY M3 "OxpaxHoit rpamorht’”,
TIOCKOJBKY JIIA PACLIHPPOBKU Pach yTHHCKO-IOCYTIORCKOI TemMel B " JoxkTope
JKuparo" yHTepec MpPeICTABNAKNT HE TOIBKO BOCHOMUHAHMA [TactepHaka o
CepoBe, HO M COMMYTCTRYIOLINE MM 3aMEUaHUA O THOEIU HAPCKUX IMHACTIM:

Cenpustrsr, Mapun- AHTYaHEeTTH M AJIEKCAHAPEI HONYYAKT BCE
Gonpuin# romoc B crpamwiHoMm xope. OrpangioT oT cels
nepenoByo ApucToKpaTHio [TlacTepHak 3meck ARHO ONPABIEIBACT
&PMCTOKPATHMECKHMK [POTECT MPOTHB Uapckoro geopa,- U.C]
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TOYHO ILIOLIRAL MHTEPECYETCA >KH3HBRIO IBopua u Tpebyer
yxynmeuss ero koMmcopra. O6pawaloTes K BEPCANBCKHUM
camopHMKaM, X edipelitopan Lapekoro Cena U camMoyukaM M3
HAPONA, M TOrAA BCINLBAWT M GHCTPO MNOALIMAKTCA
PacoyTHHE, HHKOrZa HE ONOIHABAEMEIE KANMUTYNIIINHA
MOHAPXMH riepell (PONBINIOPHO NOHATEIM HAPOIOM, €€ YCTYIIKH
BEAHBAM BPEMEHM, VYYIOBMIIHO MPOTHBOITOJIONHEIE BCEMY TO-
MY, UTO TpeGyeTcd OT MCTHIHHBIX YCTYIIOK [...]

Korma 9 Bo3ppamanca ¥a-3a rpaHumel, Suio croneTse OTeuect-
Benuolt nodtusl [...] Mo6aHA0CTU NPOMCXOMHI BREICOMANHILIHM
CMOTJ, M [0 STOMY CIYYA0 MIaThopMa ropena ApKUM PasBaIoM
PLIXJIDrO M HE BE3NIE elle IPUTONTAHHOrO MECKY,
BocroMuHaHKi 0 NPAa3IHYeMBIX COOLITHAX STO B CAYIMX HE
BeISLIBANO [...] M echH TopxKecTBa Ha 9eM M OTPAXCANHCE, TO HE
Ha Xolie MEICJEH, 3 HAa XOHe rl0e34a, HOTOMY 9T0 erc HOMbLIIE
MTOHOXKCHHOr0 3ARCPXKHBANH HE CTAHUMAK H dame 0O0BIGHOro
OCTAHABIIUBAIN B FIORE CeMathopoM,

£ HeBONLHO BCIIOMKHAN CKOHYABINErocA 3uMoi ntepen Tem Ce-
POBA, €ro PACCKASLI ITOPLI MHCAHLA IIAPCKOLH CeMEM, KAPUKATYPBI,
OeNnaBlIvecs XYNOXHHUKOM HAa PHCOBANBHEIX BEWEepax ¥y
¥OcynoBbix... 14

M1 31HX 1acTepHAKOBCKMX BHICKAZLIBANME 0 PacnyTHHe, Hapckoil ceMbe p
IOC}'HOBE B pomaH HC[}CKO'-ICBHJI MOTHEB TIOC3NA, aanep)KaHHoro 1o BKCTpCH-
HbIM OBCTOATEILCTRAM:

331, CTPEMUTEILHO PASPACTAACh, HAKATHI OrIYINUTCIEHEIH
INYM BONOIANA, [MEPEKPHBIUA IPOXOT, M 1O BTOPOMY TIYTH
PasLesa MUMO CTOAINEro Ges IBMMEHNA SINCIOHA NPOMUAIICH
M Ha BCEx Napax O0OTHAN €re KYPLepcKuil craporo obpasua,
OTTYIEN, OTIPOXOTAN U, MAPHYE B IOCIENHMIE pa3 OrOHbKaMM
GeceyeiHO CKPLUICS BIEPERH.

Pasropop BHU2Y BO3OGHOBMICA.

- Hy, Teneps ma6aur. Hactoumes.

- Teneps He CKOPO.

- Hape 6errh, CrpensHukes. Bponeno#t ocoforo HasHaueHud
(27415,

Hacrepnak nopecTiyeT 0 CTPENLHUKOBE TAK e, KaK OH NOBECTBOBAN B
"OxpaHHOH rpaMoTe" O NPEAPSBONMOIUOHHEIX COOBTHAX B KOHTEKCTE, e
ITAPHM3M OCYXKANCH 33 PaCIyTHHILMNY.

Kak u Komaponckn# p otHowenun € Maskorckomy, [amiynnuH He cop-
nagaer oAHo3HaYHO ¢ KuAzeM K0cynoreM (XoTA G1I yKe NMoToMy, uto Gymy-
it GelLlii renepan nuebefcKero MpouCcxoX aenu), Jamsicen IlacTepraka
COCTOSAJL B¢ B TOM, UTOGBI IPEANOXUTE YUTATEND DI0NOB0 HAN0MEHNE PyC-
CKOM MCTOPHH, HO B TOM, YTO6LI MCTOPHA YACTHLIX MWL MOrNa 61 UMTATLCA
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KaK UCTOPHUA PYCCKOHN pPeBoiouMd, YTOOB! KaX L nepconax 6uur Gbl H
[apagurMaTHdeH (T.6. HMen GBI ofpazen] Kl HeCKONbKo 0Opaatiop 3a npexe-
NaMM POMAHA), ¥ CHHTAMMATHYCH (T.€. CYILECTBOBAN GLI CaMm 1o cede B npeie-
aX AOBCCTROBAHMAY, '

Cwmpicn mapamnens Iamnyimms - KJCYMop CTAHET ACHEIM, €CITH YYeCTh, ¥TO
CrpensHuKoB noGsman B HeMenkoM rery. IN'amyimve sower co Crpesmhin-
KOBBLIM AHAJIOI'HYHO TOMY, KaK KHA3s IOCYIOB GOPOJICS ¢ HEMEIIKHM BIMS-
HHEM HAa IAPCKyKX CeMBIO (Cp. Tax>Ke MOTKTKY I'anuynanHa coacTu
komuccapa ['MHIA, MPASLIRABLGENO JICISPTHPOR K MPOOOIDKEHIIO ROSHHEIX
meiicTemit).

4. MManmx = IllTupuep

Muorue cloxerHre mEMl "JoxTopa Kuparo" nepenmeraioTes ¢ cloxe-
tom pomana A.H.Toncroro "Cecrpu”. K »tuM, ynacxenonannsm ua "Cee-
Tep”, MUHUAM CTHOCHUTCH, HATPUMED, YOUACTBO 310y INUHIAME KOMMCCApa
I'unua. B pomane Toncroro, kak u nozaxee B "Joxrope Kusaro”, npuc-
nmaHHBIR BpeMeHHbIM NPABUTENLCTROM HA 3ananHe hpoHT KOMMCCAp Aep-
3CHT MATPHOTHYECKYD PEUb NEPSH CONPATAMH, HE CUMTAACH ¢ TEM, HTO OHM YC-
TAJH OT BOWHEL OAKUH U3 caylaTencit yOuRaeT SANansYHBOTO OpPaTopa:

IMomronkorumk TeTEKNMH [...] BEMAEN, KaK CYTYIRIN, OrpoMHEL,
YepHEIH APTUIHIEPUCT CXBATHN KoMICCapa 3a rpyax {...] Kpyrmmiii
sateiick Hukonas Msanopuya yxonuin B niew, pagcpuyTas 6o-
POnOZ, TOUHO HADHCOBAHHAA HA IIEKAX, MOTANACk. OTTanKupas
CONOATa, OH PA30PBAN €MY CYHOPOKHBIMH NAaNBLAMM BOPOT
pyGaxu. Conpar, CMOPLIMBIGHCE, CAEPHYIN ¢ ce0s JxereIHsrd
arieM ¥ ¢ CUnoi ynag}m uM Huxonas HeaHopHua HECKONBKO
pas B rONORY ¥ NMIIO,.. 16

Xota N'vuan nornbaer nocae crosd HeyNAMHON peul He OT yZapoB Kac-
KO, @ OT [TyJM Y INTHIKOB, €0 - NoHo3pepaemMeplit 0prem >Xunaro - youitna
HMMERT UEPThI IIOPTPETHOI'O CXONCTRA ¢ aprHaneprcTom 3 "Cecrep”. Booba-
BOK K BTOMY CTpoeHUe depena y Ilansix TAKOBO, UTO OH NPHPOXKIEH HOCHTE
KaK Gbl METANMUYECKUIt roNosHolH Y6OPp - aHANOr KACKH, KOTODAA [OCITYKH-
1a opynueM cmepTu B "Cecrpax”:

IMamcbrn ITanex SLUT 3EOPOBEHHANE MY XUK C Y6PHBIMH, BCKIIO-
KOYEHHLIMHM ROJOCAMM M GOpOMOH, M IMINKOBATEHIM NGoM,
IIPOMABOLMBIINM BIEYATACHHE ABOHHOID, BCICACTBHE
YTONMIEHUA TOBHOM KOCTH, MOROOHEM KORBIA HIH MCEIEHOro
o6pyaa of>xumasiero ero suckn (40717,
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Brumanue yurareneil Harparaserca Ha no6 Iansx u BHe cBs3u ¢ "Cecrpa-
MU

S oyers xopowo sHale Hanex [...] Takod uepnsii, KecToxmit, ¢
HUAKNM JiGoM (399).

.OH 6poxaua Ha ceobole 10 Jarepio, ¢ YMaBIIGK Ha MPYREk FoI0-
HQX, HHUYETO HE BHIA MYTHO-XKENTLHIMH, TIdOAINTHUMEI
weroanofes roazaMu (431),

Kak 611 3T0 1M BRINIANEIO CTPaHHLIM B mepBoM npubnmkenny, Ilacrép-
HAK [MONUePKUBACT ocolnie cooitcrea nGa ¥ Jlansx ¢ TeM, yToBbl yKASATh YH-
TATENAM ITYTh A OTOXKIECTBIEHHSA STOr0 NPUMHTHBHO-HA3KOrQ MCPCoHa-
xka ¢ chunococom Maxcom Hltrprepom (cp.: 'Stirn'). Mma ‘Make' npuceoeHo
B poMane Makcumy Kmunnony-Tloropesmmux, ¢ xoropemm ITamcbuna Iansx
06 b IMHACT HE TONBKO MX ofINee yuacTHe B cOo3maHMM IBByIIMHCKON pec-
nyGnuKy, HO ¥ SHAYEHNE WX (haMuamil (ComepKaLInX B cele CeMbl 'OroHL',
‘noxap'’), & Takxe u thopma arux hamummii (cp.: Tloropesuwx ' - Tlansx'),18

Conocrasnesnocts Tlansx co IlTupHepom 1oTepsieT RCio CBOK CTPaH-
HOCTE, €CJTM B3STh B PacueT, YTO B pauHMX Habpockax k "Iokropy >Kusaro”
{rnapa "HapMenHnnt aumm#") ocHosuolt pyn Illtupaepa, "Der Einzige und
sein Bigentum", koHItearyanusyercs kax pasGoitumens gpunocochus. Kuury
IMlruprepa uuraer pana Ilatpuka (B Symymem Opua Kusaro), ®enop
Crenanosuy OcTpOMBICIEHCKHI;

IToroM mpucet K oxoliky ¢ "EXUHCTBEHHLIM M eI'0 pocTrosHnem" Makca
Iltupuepa, KHHro# mEACTRHTENRHO RPEXHOW M TONHOH IpyObBIX
sabyx neHnH, HO HA KOTOPYIO OH CTAM GBI IUMIETE M B TOM CIyYae, €CIH G5
970 GLIN rRAron camoli ucTHHK, KHury, soobie ropops, YMTAN OH TOTLKO
3aTemM, uTofhl IOTOM MX ONpoBEprats B Moem M MorunoMm oGuiectse. 3a
YTEHMEM MMEI OH TIPMBLIUKY HANEBATH UTO-HUGYIL BIONTONOCA, 8 CIYXY Y
Hero He Gbno HMKaxoro. IlTHpHepa BTOr0 YMTAN CH NOYEMY-TO HA MOTHMEB
"Cpeny RONUHBI POBHLIA", IPEPEIBAL €0 BOCKIMUAHLAMH: "AX, pasfoinnk!
Hy, norozu xe, nokaxy s te6el"19

Vowiicrao IMamdbunom Tlankx 4NeHOB ero CeMbH M3 CTPAXa 3a UX CyaslBy
"B cayyae ero cMepti” (431) oTopaBNAET HAac K TOMY MECTY IITHPHEPOBCKOTO
COUMHEHMS, I OIPABALIBAETCS BIOBA oghMUepa, 3aAYILIMBINAS BO Bpems
PYCCKOro ITOX0NA NOCAe PANCHKS CrOero pefienka:

Brandmarkt jene Offizier-Witwe, die auf der Flucht in Rufliand,
nachdem ihr das Bein weggeschossen, das Strumpfband von diesemn
abzieht, ihr Kind damit erdrosselt und dann neben der Leiche
verblutet,- brandmarkt das Andenken der - Kindesmérderin, Wer
weill, wie viel dies Kind, wenn es am Leben blieb, "der Welt hiitte
niitzen" kénnen! Die Mutter ermordete es, weil sie befriedigt und
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beruhigt sterben wollte, Dieser Fall sagt eurer Sentimentalitit
vielleicht noch zu, und Ihr wiBt nichts Weiteres aus ihm
herauszulesen. Es sei; Ich Meinerseits gebrauche ihin als Beispiel
dafiir, daB meine Befriedigung iiber mein Verhiiltnis zu den
Menschen entscheidet, und daB Ich auch der Macht {iber das Leben
und Tod aus keiner Anwandlung von Demut entsage (xypcus
asropa,- H.C.)20

ITacTepHak merepouanupyer npumep, npusonuMeri IlTupaepoM, pucys
mocrynok [Manex Kak pesynsrar Gesymus. Qunocodhus Mtupuepa we opu-
emnema I ITactepraka nocroneky, Rockonexy HItdpuep - nocnemosaTeins-
Hee, ueM mdoil npyroit epponeicknit HUMMIIKCT,- OTBEPral BCE OCHOBHEIE
USHHOCTY KyIETYDPEL PEIAI'HIO, MOCYIapcTRO, 001necTne, ceMbr, Bee To, uro
cakpamayercs venosexoM, IITupHep OTHOCUI K MUPY TIPK3PAKOR':

..Alles spukt. Dag hshere Wesen, der Gclst, der in Allem umgeht,
ist zugleich an Nichis gebunden, und - "erscheint” nur darin,
Gespenst in allen Winkeln!2!

ITacTepuak BRIBOPAUMBACT STO YTBEPK IEHUE HAUIHAHKY: | ANLIX - 5KepTha
FALOMUHALMY, eMy MHSTCA 'GeryHHUMKY',

I Tupsep TErMTHMHAPOBAT HPECTYIHOCTE B CBOEM CTPEMIEHHMH HUCIIPO-
BEPrHYTE CAKPATILHOE:

Nur gegen ein Heiliges gibt es Verbrecher; Du 25cgt:.n Mich kannst
nie¢ ein Vebrecher sein, sondern nur ein Gegner,-

OTKYZXA U ypaBHUBaHuE [TacTepHaxom nn'npneponcxoﬁ dmnococ})}m C pas-
GoeM,
'Henoyenosek', koroporo anonoreruanposan IHtupxep:

Der gesamte Liberalismus bat einen Todfeind, einen uniiber-
windlichen Gegensatz, wie Gott den Teufel: dem Menschen steht der
Unmensch, der Einzelne, der Egoist stets zur Selte Staat,
Gesellschaft, Menschheit bewalt:gen diesen Teufel nicht, -

npesparuncs & "Jokrope XKnearo" B oTIPUPOIHOE, THIIEHHOE PACCYIKA,
cymecTro - B ITamdpuna Iansmx,

ITtupuepuanckoil abconorusauuy cyGrexTa 1 ero Mupa Iactepuak npo-
THRONOCTABIIAEST UIENNTHHTHAHCKYIO MEEK TOXKIECTRA CYOBEKTa M 00 heKTa,
Hecnipoera 2KMBaro pasMeiniseT of 5TOM TOXKAECTRE TEPEll TEM, KaK BCTPE-
THTECA ¢ Ianex:
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IpuBsraebni kxpyr MecHek opnanen I0puem Augpeenmaem [...] O
MHMUAKPHH, O FOXDAXCATENLHON M MTPENOX PAHUTEILIION OKpaCKe
{...] Uro Takoe cyfrekr? UYro rakoe obnexr? Kax narh
onpepeNenHMe ux Toxkuecrsa? B pasMmnnnmenmMsax moxkropa
Hapsuu Berpevancs ¢ Memnumrom... (404).

Ho rouemy B CHHIIA CTPENAET HMEHHO TOT NEPCOHAMK, KOTODLIT ACCOLIN-
nporan co Iltupuepom? OTrer Ha TOT BONPOC AaeT MPOHMIATEMRHOC HA-
fmopeHue, BycKasanHoe A A BosneceHCKUM B OJHOM M3 €ro MHTEPBLIO O
ropuectre IlacTepHaka:

... ' MHII BCKAXUBAET Ha ITOXKAPHYID KAIKy ¥ ofpainaer K npudim-
MAHUIIMMEA" HECKONLKO 38 AYIIY XBATAIOINMX CIOB, HEUCIORE-
YecKuX ¥ feccrasub..." W mporamupaeTcs & xaaky, Connars: ¢
XOXOTOM BACTPEIMBAIOT ¥ NOKAALIBAIOT €ro [...] .

Tomuure npurwy o Panece, otue gpesHeit punococun? danec, uckarems
HeGeCHBIX TaliH, PA’rAAABIBAA 3BE3fbl, MpoBanuncs B xosogew. IOHas
(hpakmsHKa, XOXOUET Haz, uyaakoM [...] He coyuaiino srott merachopoii Jlen
IecTor oTKpLIRAET CRBOX Nyumyo kKuury "Ha secax Hora".24

BroGasok k coobpaxenmio A.A BosHeceHokoTo cnenyeT CKasaTh, UTO
TTacreprak, KOHCTPYHpyA 00pas ["HHIIA, HE TONMLKO 34MMCTEORAN M3 THANOrA
Ilnarona ("Theaetet") anexnor o Panece, yNaBIIEM B IACTEPHY, HO M KCTIOL-
AORAN CAMBIE PASHEIE MHEIE AHTWUHEIE MCTOYHMKN, CEBUASTENECTRYIOIINE 06
BTOM NeppoMyapene. Kak useecTHo, Pance saHMMANCA TeOPUEH TPEYT oL~
uuxoB (OH JOKASA, CPeay OPOYErD, PARGHCTRO YIIIOB [IPH OCHOBAHMM PaB-
HOBEAPEHHOTC TPeyroibHKKa), ['MHU TpeyroneH:

On 65in B recHoM chpenue. Haseproe emy GuUI0 HEJIOBKO, 4TO
OH ¢IIe TaK MOonon, u yTOOBI KABATHCH crapue, OH GpIOBl"JIHBO
KPMBMII JIMIIO ¥ HANYCKAT Ha ce0 AeNAHHYI0 CYTYIOCTE, (ns
STOrQ OH 3anyckal pyku riyGoxo B KapmaHbl ramudhe u
TIOALMAN YrAZMH TNISUM B HOBLIX HETHYIIMXCA TOroHax,
oTyero ero curypa craHomunack JReHCTRMTENLHO 0O
KABANEPUACKH YIPOLUIEHHOH, TAK UTO OT IUIEY K HOMaM €€ MOX-
HO §BINO BBRIYEPTATHUTE C IIOMONILIO ABYX, KHHIY CXOOAIIHXCA
marmit (160),

O ®danece rosopurca B KoMmenuu Apuctrodhana "TItunwm” kak o
xoMuueckoM nepconake. O "IITumax" HAMOMWHAET YMTATENSM ClieHa, B
KOTOPOi OHM BIEprbie SHAKOMATCA ¢ Muinem, Ilepconaxu, YUaCTRYIOUBIE B
BTOM SOM3I0NE, 3AHMMAIOT CTPAHHLIE NO3MIMM B IIPOCTPAHCTBE, TAK UTO

- UEJIOREYCCKUE MIORLL CTAHOBATCA HOXMKHMHM HA ITTHYLM (OIMH KaK 51 cuaur
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14 WOCTIS; APYTok, OSXEETHDIMY PYKAMH CHUHKY OTYRA, ROTyUAsT THYHA
ripothutite; TPeTUH HOANDLIFHBAST B TTPOSME OKHAN

o npueyremayRiuX ToMsKG NN JOKTOD PRORONOMHICR B
KAGHHOTS HO=-Ho/roBevaoRH, OOTAISHLID CHARITH QXUR ApYroro
HYAHCO M DanBfAHes, VeajHeil, NOANepen ronoBy, mo:
MGUSPHHOKY HOJNYNEMAT BONS NHOhMEHHOrS QTONR ["THTOBAR
auTHuHAA noud, K,.G], ero noMomHHK MPOMOSIHNCR Hax
[pOTHR, HA GOKOBOM BRJIHKG BHBAHA, NYHO0PAR HOZ ¢0dS Ho-
FH, KAK 8 ZAMOKOM teje, DMty IIHR OMASIE ROPXOM HA QTYIS,
FOOTARNIOHHOM BA%OM HaHepan, o0AB CRHHKY M TONOXKHE HA
Hee PoVIoBy, & MOTIONSHBKUR KOMUODAD TO HQATArEBAASH KA
fg&ax B 11pOeM [OJOKOHHHKE, TO ¢ HEro a@ema{eﬂaaﬂ... (159~

5

Danso oUMTAN MOPROMATEPHEK BODY f;ér*pymn ROMIR B MHpPOBOH
OKeal! (38 UTO 6ro KPHTHKORAN APHOTOTONs 1 TpaTKTaTe "O nede") « nooms
omepri ['viua B Melioneene onyvaeToR HAOTORIMY OO |

WHO TOIY OrpOMHBIS HYKH, U TO 6 UAMOS B KOMuATe,
?ﬁrz.;:meaqx or fMapu, Mope, %Pmeugae MOP®, eI OKesk

i

HonerroxnM oxagantoe! aeiorpen ITansix 38 DHHLG « H10 BOKYLIGHHE
IITrypHepa HA ooHORL HISATHIMA ¥ - MIMPS « Muponol dunccodum, gepy-
titelt Ono¢ HAMANO B ONHOM U3 "deMu Myapenon", B Danecs (op, maﬁaﬂﬂa
ISPDHIS NIABKL CoMmnHeHus HITupHepa, FEe KPUIHKy¥roA PPevacKas uidoo.
thuti). [TaoToprak HEPSROUT RPOBIIOMY OTOKHOBSHUA HAPOUA K Jenfifre',m.nqé
PEHUMM, NOBAUMOTROBEHEYID B "Cedrep", B FikAK %nmeec};emm anop!
HuruaoTon 1840 1 o Kitaookueoolt duntacodiiel, _.

3. Enrpady = ITyrawes

Bper IOpus 2Kunaro, Earpad, urpaer B HacrepHiKoBoKaM POMARS TY e
pous, Kotopy® BMeHun Hyraveny Hymkun 3 "Kamuratoxo#t goyxa", Epe
rpach - orasounsi noMolnu2S, npuHaZIeKALIYE MUpY peBoIBIYKR, MK
BAFO HOTPEUASTOA O HUM B JHU SOIsIIORNOTOKONO NMOPOROPOTA Y BHOMIE:
QIBHM GTMEVART 610 HEOBLMAHEYI0 BAUATONLHOOTS!

O FAPOrOTTIIT OKOTIO JHYX HORSMb, YAUTO OTIYRACH B KOp i,
B BIPY MOUSH, KAK OKBO3h BOMITK NPOBAIMIICA, Ja Bro BpeMA &
YEITON oTMeTHTS, YT0 OH ole BiMATeNaHO0 CAMIORATORY, 3§ NoRd
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¥ CBHSM 6ro eme Meloe ofbacHuMEL Orkyna oH cam? OTkylR
ero morymecrno? Yem on sannmMacrca? (336-337),

B 93TOM KOHTEKCTE NENACTCSK MOHATHBIM oTwectno JOpua »Kusaro - 'Ax-
JPESBUY', - KOTOPOE B3AMIABHBIL M'epOH NMECTEPHAKOBCKOIC POMAHA HOCHT
smecTe ¢ [Terpom Angpessuyem IpHHEREM,

Wms Enrpathe?? BOMUILIBAET BIEPRLIC B TOM MECTE POMAHA, IS Pedh MIET O
"camoapanrax” (84), Bpar I0pus XKusaro - nz Cubupu umu ¢ Ypana, OTTy.R,
T'Jie BCILIXHYJIO MyraueBckoe Bocoranue, OH HAPAXNCEH b 'ONeHLIO JOXY', opa~
BHAMYIO ¢ "SRAUBHM TYJIYITHHKOM', KOTOPLIM HarpaxcaaeT Ilyravera I'puten;
K TOMY (@ ¥ B NYIIKKHCKOM, ¥ B TACTEPHAKOBCKOM TOKCTAX I'¢POY CTAJIKHBA-
IOTCA CO CBOMMY ByRymMMHM NMoMouIHMKaMu B Gypan. Errpad aAsnsercs
10pmio Aunaro r THthosHoM cHe » pune “xyxa [...] cmepry” (240); Cpuneny
cuures ITyraves, cesmult poxpyr ce6s rubexns. ITpuear JKnparo Ha ¥Vpan
BHIILIBAET Y HOTO BOCIOMMHANMA 0 "KanuraHckoll gouxe":

B MecTHOCTH GLLIO YTO-TO 38MKHYTOS, HemockasaHHoe. OT Hee
ROANIO NYTAMSHIIMHON B ripeyomaeHun ITyLKHHa.., (266).

Iocne weoswnnannoro nueura Enrpada s Baponcuno 2Kusaro uper B
0paTHHCKYR BubmoTeky, wTolst "saTpefonath [...] ABa TPYZA MO HCTOPHUK
yravesa" (339). TauncroenHocTs ¢BASM Mexny IOpwem Kusaro u
EnrpachoM - MOTHE, LuTHpYIOIIMHA "Kanuranckyo nouxy"; ¢p. y Ilymxuna;

S yMan TAKKE M 0 TOM YENOBEKe, B VUK PYKAX HAXORUNACE MOA CYILGA,
M KOTOPLI 110 CTPAHHOMY CTEMCHMIO OGCTOATENLCT TAMHCTBEHHO OLIT CO
MHOIO CBS9AH,

B xoune pomana Errpad chabxcaer I0pus 2Kupare gensramu: Kax o Iy-
raven - I'punienals,

Ecmm Berpath - Ilyraves ua "KanwraHcxkol goukn", To TOHATHO, NOUeMY
oTen o6oux GpaTher B HEKOTOPOM oTHOWMEHMM noxoben JTymicuuy. Camo-
ySuicTRO crapero 2KMBaro MOXCHO TPAKTORATE KAK PeAIMIaLIN0 hyTypH-
cTuyeckoro npuskma '¢cGpocurs ITyuncuua ¢ napoxona cospeMeriootd’, K
camoyGuticrry orent I0pus u Errpacda nmoSysxknaerca Komaponcxnm, c6au-
MEHHEIM B POMaHe ¢ MagKOBCKUM, MONITHCABIIMAM TOJBKO YTO NMPOLIATHPO-
BAHHYIO Rexnapauuio thyrypucTuueckoi rpynint "Tanea", Crapini 2 upa-
o BbIf PACBLIBAETCR U3 [I0S31A,

KaK §POCATCS ¢ MOCTKOB KYNAAbHH TOR BOAY, KOI'HA HbIPAIOT

20,



132 HIT Curpron

Tloesxn, na xoroporo ReipaceiBaeTes Annpelt JKuBaro, HATOMMHACT na-
POXOJ, GXIE ¥ FIQTOMY, YTO OCTAHABIMBAETCH NIOCHE CAMOYOUACTRA BOANE pe-
K

Korga oHY COPBIrMBANHM HA IOTOTHO, PASMUHAINCH, PBANH
IL(BETLE M TENANH HErKYIo IMpOSexKKY, ¥ Beex GbUI0 TAKOES YYBCTRO,
6yIrQ MECTHOCTL BOGHMKIA TONEKO 4TO ONAromaps OCTAHOBKE,
M BOIOTHCTOTO JIYra ¢ KOUKAMY, IIIMPOKOH PEKM M KPACHBOro
JOMa ¢ [IEPKOBKIG HA BHICOKOM MMPO-THEOMONONHOM Oepery ne
He1110 6b1 HA CBETE, HE CILYUMCh HECUACTRA (23).

6. Dichtung = Wahrheit

Yernipe, pagol paHHBIE HAMMW, TIPEMEPA SI1Ie He NRIOT JOCTATOUHOT® OCHO-
BaHMA A TOTO, YTOGK CLENATH PEITWTEIRHEIE BRIBOMLL O TOM BTOPOM POMa-
He, KOTOPLIH CTIPATAH MON OMMCAHMEM XKuaHy # emepra Opusa Kumaro,
BoaMOXKHO, YTO M OCTANBHEIE TepoM NACTEPHAKOBCKOI'O [ORECTBORAHMS
IOBQECTREHAL! M GAraJOYHE] He MEHEE TeX IMI, O KOTOPBIX IIIIA DeUE B BTOM
craree, C APYrodi CTOPOHD, ONHAKO, HAIIM NMPUMEPH OKHOPORHLL ¥ MOy~
CKAIOT NOaTOMY COO0IIENNE, KOTOPOS MBI M HPSIIPHAMEM, HE MPETSHEYA HA
TQ, YTOOB! BEIHECTH OKOHUYATENLHOE Oy AeHHe 0 TalHonUCH, nHecenHol ITa-
CTEPHAKOM B €0 POMAEL,

Bo Bcex Tex cnyuasx, ¢ KOTOPLIMU MEI MMeJ xeno, ITacTepak yeTarasm-
BAET - TEM MM MHEIM CIIOCOGOM - SKBUBANSHTHOCTR MEXIY CROMMMU Cyryfo
KUTEPATYPHBIMK I'EPOAMM ¥ PEANLHLIME WCTOPUUECKIME rrrypama (Ma-
axosckuit, Kcynos, Hltuprep, Ilyraden). IMIIMUATHRD poMaH, B OTIMYNE
OF BKCIIAMLMTRHOTO, akTHueH (Irycrs Aaxe IlacTepHak ¥ ajpecyercs K q;a:c-
Ty, paGoTad ¢ TUTEPATYPHLIMH TEKCTAMHE, TOCPEIYIOIIAMH MEXCIY €ra pOMa-
HoM M ucroprelt, Bpone "Kanwrasdckoi mouku"), Dichtung nust Ilacrepuaxa
MMeeT IPABC HZ CYLIECTROBAaHME JIMIOIL B CBOEM TokIectse ¢ Wahrheit,
Cumpicn mureparypel, hauTasuu, - B IepeBOXMMOCTH B HeTuHy, Talina Xyno-
SKECTBEHHOI'O TEKCTA BAKNIOHEHA B TOM, UTC OH, O qu 611 OH HM rosopum,
TOBOPHT O LEHCTBUTENLHOM,

HMacreprnaky BaxHa, BIIPOYEM, HE TONLKO NPEeBPAIIAEMOCTE INTEPATY I B
McTopudeckoe BRITHE, HO M CAMOe TpeBpallasmocTs, Bro repoy - Ha ruy6uH-
HOM YPOBHE - HECTRGHUIBIILL, BTSHYTE B MeTaMophoskl, SHAYAT TO OIHO, TO
EPYTO€, U B BTOM NnaHs 1ogobHel reposM apxanveckoro muca, KoMapos-
oKkt - 970 1 Maskonckuit, ¥ Paycr, ¥ KTo-To eme, Snyxkpaomuit mo Mow-
rommu B ycax u Sopoge. Bor ora (peBpamaemMocTs EPCOHAXEH H HO MOXeT
6bLITh BLICKRAAHA B PALMOHATMCTURECKU-CBABHOM TeKcre, Bropoit nacrepia-
KOBCKHMI poMaH MUQOIOrKMYeH, HeapTukymapyem, ITumercs poman, ronpa-
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aymepaerca Mud. Mug Be croibko Kaxe Mo BHAYEHNIN, CKOIBKO o hopMe
- B BuZE CooBIIEHNA O NpeoSpasyeMOCTH BCEID BO BCE,
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Wiener Slawistischer Almanach 27 (1991) 137 - 158

Elena Glazov

THE STATUS OF THE CONCEPTS OF «<EVENT» AND «ACTION» IN
PASTERNAK'S DETSTVO LIUVERS

It is an established critical position that Pasternak’s early prose excludes action,
This consensus has not been altered since the first appearance of the works in
guestion. In fact, it hag been shared and reinforced by several seminal literary
investigators who belong to different schools and different generations. One of
the first reactions to Pasternak's prose was that of Evgenij Zamjatin, who in 1918
while hailing Pasternak's first stories and praising the writer as one "without kith
or kin" (6e3 pony u riemenn ), nevertheless admitted the absence of action
material and the fact that the plots were unimpressive. "His own contdbution is
not in the area of plot (his work is plotless)" - "HoBoe y 11ero He B cioxere, On
Geccioxeren™. ] Roman Jakobson in 1935 created a framework which explained
this lack of action: Pasternak's natural predisposition to metonymy (in contrast to
the metaphoric language of Majakovskij) results in the absence of action.2 Michel
Aucuturier developed Jakobson's position further in 1978, With reference to
Pasternak's comparison of art to a "sponge"3 Auncuturier examines the writer's
penchant for the "respective hero". Pasternak's typical character, according to
Aucuturier, is of the interest to the writer not in action but in his ability to absorb
the world, thus becoming a metonymous part of his Surroundings.4

Lazar' Flejéman corroborates this view from a novel perspective. According to
Flej$man, it is Pasternak's phenomenological stance which defeats the possibility
of action, since the character's unity with the observed phenomena obscures the
clear delincation of events, Flejiman's view is all the more important for the
decisive new direction which he gives to Pasternak's criticism by taking the
texture of his prose outside a framework of purely aesthetic predisposition (meto-
nymy rather than metaphor) and placing it in the much wider context of the
philosophical world-view of the artist.3

In our analysis of Defstvo Ljuvers we shall propose a new theory of
Pasternak's early prose, a theory which takes account of the views of these
commentators, but develops them in a significantly new direction, We shall argue
that Pasternak is deeply interested in the status of action, far more so than has
hitherto been supposed by his critics and we shall show that in Detstvo Ljuvers
in particular he investigates a potential for action and its consequences in the very
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world which he constructs. The growth of the lttle glil allows for this
investigation In the most natural manner: the sequence of the gitl's acqualntancs,
first with inanimate objects, then with nature and its forees, then in turn with the
change in locallty, and finally with other Independent agents, = thls saguendce, and
1ts unvelling, underscores the mpossibility of locating the souros of events merely
withla the changes of this one ali-encompassing world, Pasternak's view of reality
leads him, as we shall argue, towards the development of 4 notlon of a boundary
between two separate worlds as the only possible locus and originator of avents,

In examining the status of events and aotlons we have found 1t helpful te adept
Lubomir Dolezel's proposed semantios of narrative motifs and {n the followlng
analysis I shall use the maln specifications of his expositlon® This approach will
allow us 1o examine the texture of Pasternak's prose at & much graater proximity
and will, therefore, help to igolate a decislve turning polnt in its eonstruction,

We shall proceed by examinlng the narratlve motifs in order of thelr
appearance and prominence ln the texts, for 1t will also be a part of our argument
to polnt out that the appearance of each narrative motlf is not random In the
chronology of the story, As a result, the paper will addiess tha peeullar
characterlstics of the State-motlf and Transitlve Actlon-motif (1), the Processual
motif (II), Intransitive Action-mottf (II0), Interactlon (IV) aud finally the
construction of a separate, second Narratlve Wotld as an orlglnator of evenis V),

1. The Children's acqualntance with the inanimate world: the contigulty of State-
motif, Action-motif (trans.) and Ment-motif.”

In the vety first scene of Detstvo Ljuvers , namely that in which the itle gitl is
frightened, one finds a peguliar and disturblng quallty of presantasion, Zenja 3
frightened not by the m 1y tfre}nge seene of & gard game;..._ the wakenecl ehlld.orles

i QIO HMTIOYEM anaax
‘ __'rnopunoch Ha 'I‘OM G@p 'Y, TRABKO-TIEKE:. Y
s, W He GhUI0” orten O, HRETR I TOUHLIN
o11] | IJIhIM M DOTHLM, ¥, Ha §hnio
: \ Zenja, knaws the name far
he cdrd {of for th i 1 1y also, mportant
that the fngh remng scene 1s descnbed as something kindred;and aar o has. a8
somcrhmgbar own,
. Hére the major n;m‘at ve device of the.story. 19, expliolily Introdueed: avery
X e nairative untll the, girl's. masting with Cvetkev, will
felate character and outpr; would by tled of "indredness”, Even her passage from
dhildhood is introduced by means of the satne notlon:. unable.to ask all the auess
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tions which will satlsfy her exploration of this familiar unknown Motivilixa, the
gitl behaves exactly like the object of her explorations:

B ®TC YTPO OHA BHNUJNA M3 TOTO MIANCHYSCTBA, B KOTOPOM
HAXONMIACh SUle HOWLKD., OHE mepnmi pas Ba CBOM IOz
SATIONOIPHIR ARNCHME B MEM-TO THKOM, UTO sBRsuHe Jubo
ocrannaer mpo celx, OHa Buephre, KAK ¥ BTA HOBAN
MoTopniiuke, CKRIANA HE BCE, YTO MONYMANE, M CAMOS
E:y;uggc;*usmaoe, Hy»XKHot ¥ Gecroko#nos cKpLuia npo ceds,
57-

‘We must here assess the result of such a narrative strategy, In the narrative world
of Detstvo Ljuvers the state of inanimate objests cannot be conceived without its
partaking in the dynamic power of human lifs, By emphasising the kindredness
between object and agent, the text describes objects (State~motif) as receiving
vitality from the emotlonal state of humans (Ment-motif), which creates 4 possi-
bility for the action in and by still-life {Actlon-motif), Thus, for example, when
Zenja is lonely and wonders about her absent parents, she perceives the lamps
wondering about the world outside, and the emphasis of the narrative 15 given not
to the absent humans but to the badroom lamps: " yioft ¢cnos# onu Guid na
YINIE, TAE B MOKPOH EOMIIS KONOLIMICA TOBODP ITBOPHH M DS, ACHEUsH,
BACTHIBANA HA HOYL PESIOIAA KATIENh, BOT I'/1e BEUSDAMH [TPOITANAINA JAMIILL,
Pomureny Guim 8 orseane” (61). However, when peaos is established between
the girl and the mother after the latter's return, the lamps change thelr behaviour:
"ammer 60 OIATL CBOM, KAk 3MMOH, noMa, ¢ JIIOBepcAMM, - rODAUHE,
ycepnube, npeaanusie” (63),

Pasternak's ability to animate still objects is familiar to his critics.? In fact, the
metonymic series between the animate and the inanimate world (Jakobson,
Aucuturier's approach) can be also approached in terms of the relationship
between enimate agents and inanimate objects where the narrative strategy
obscures the boundary between agent and object (Flejéman's view), Both
positions, however, are rooted primarily in the first part of Ljuvers ,where the
contiguity of the motifs presents the observer as dependent upon the observed and
vice versa. In other words, the loneliness and uneventfulness of the children's
early years - they are rarely, especially in the beglnning of "Hoarue mun",
surrounded by advults - is described as an interaction, an acquaintance, with the
inanimate world around them, and therefore, the first part of the text is dominated
not 5o much by Ment-motif or State-motif, but always by Action-motlf which we
can represent semantically as

SR: Action (Agent, Objeat),
Intersstingly, such a semantic motif 1s considered to be Invariably asymetrieal,
since "objects are absolutely Incontrovertible affectums, that is, they cannot be
converted into affectants, and, therefore, cannot bring about events,"10 However,
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in its emphasis upon the similarity, or rather kindredness {contiguity), between the
inner world of the agent and the state of the inanimaie objects surrounding him,
the narrative of Lfuvers comes remarkably close to transforming the asymmetrical
relationship into a symmetrical one (& pattern which Flej§man would see as
dictated by Pasternak's phenomenological stance). As a result, the narrative does
not merely animate the still life, but also very often de-animates the agents; and,
what is, perhaps, more important, the constructed relationship -
SR. Action (Agent, Object) sym.

due to its very symmetry, ¢can never result in an Event. In other words, in
Pasternak's world the acquaintance with still-life cannot result in action because it
is found to be, and presented as, resisting action,

An interesting passage, particularly representative of this paradoxial siate, i3
the description of the children's amazement at the beauty of the different stones
given by their father. Not only is the unwrapping of the gifts described as a
simultaneous action of agents and object (they unwrap, the gift announces 'its
appearance) but the children do not touch the stones:

KaMuu ¢ BIAXHLIM IIENECTOM HPERYIIPEMAITN O CBOEM
NMOABACIIMU M3 MAMTHPOCHO, MOCTENEHHO OKPANINBARINCHCA
Oymary, KoTopad cT(hHOBUIACE Bee Gonee M fonee mpoapavHoi
[0 Mepe TOro, KaK CIOH 32 CHOSM PASBOPAYMBAIMCE STH GENbIE,
MATKHe, KaKk rad, nakersl. OgHM ObINM CHENb, COHHLI MITH
MEYTATENEHEL, BTH « ¢ PE3BOK MCKPON, KaK CMEpPIIIHIHCT COK
KOpOnsKoB. (65, my italics)

There is a simultaneity of the action of the agents and the objects: as the stones are
unwrapped, they appear to be bora (secreted by the paper). The stones, therefore,
almost come to life, yet they are frozen, they do niot and cannct sroye k W&rdﬁ
the hands of the-agents; and thé agcnts in admiration of thls frozeri emergen:
Hiot move ‘towards the stones; "Vx'dé xoTeRodk THor4ty, O ‘G koﬁo’m’
Ha fienuBliIEHcs GyMare” (65) .

* Thus, the action freezes at the Very tfeshold of Eveut “SRY touéhed' (Aé‘én’fi
dbjcct) asym - ~'buf ieveér becomes Bverit Thé‘ dimttah tff Fthé’ TGRS DR
agents ‘and: objécts, 'of ‘coursé festifics td ,an"c’xrtcd ié

mental:dtdte! yet the véfy
ammanon of snli hfe betrays a monf rnore achvé thal‘_l_ _Menf«qlqtff’ y.:t fés§ S0 thiili

wmch all ‘the story s 1nteracnon bcthcn agenfs d objeéts 15‘_ﬁ1‘eseh{e

“ Moreovek; thé-passage ifi’ question' s 1 Ihy ‘view! iit8hited" lo‘jsrg ify Hié
relationship between the agents and the objects in the’ ‘hakOVE WA SF Dekstvo
L;uvcrs Stone the moat st111 of aIl ebjects; sohdl_f_les the agem—ob_}ect relauonshlp
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of movement; and yet the contiguity of the three motifs, and their mutual
interdependence is preserved by the realistic genre of the narrative. State-motif,
Action-motif and Ment-motif are balanced against each other in this symmetrical
agent-object relationship, and this balance does not allow the event to be born out
of Zenja Ljuvers' acquaintance with the life of the still object,

II, A process of Growing, The Status of the Natural-event motif.

Soon the world of Zenja stops being totally limited by the inanimate life around
her, however lonely her existence "p coBeplueHHO IYCTBIX, TOPXKECTBEHHO
Gesmonasx komuaTax” (58).11 A careful examination of the text shows that the
physical event of menstruation is by no means an isoltaed occurrence in the text,
but that it plays a role of purgation on several levels of the narrative and at a
specific period of its vnveiling. The onset of blood corresponds to the
simultanecus expulsion of sickness, the girl's childish suspicions, her dislike of
her mother and the coldness, the coldness not only within the Ljuver's family, but
also that of winter.

Let us examine the levels of the narrative surrounding the occurrence of
menstruation in which a similar set of descriptions reoccur. We see here the
continuing presence of the motifs which characterised the child's loneliness during
the winter (namely, State-motif, Ment-motif, Action-motif), but we also find an
introduction of two new patterns: that of the girl’s physical state (Phys-motif) and
that of the phenomenon of the natural force (Natural event-motif). As in the
previous part of the narrative, all these motifs appear as contigous, as invariably
possessing similar characteristics. The repetitive themes in the following passages
are those of inner swelling, sickness, secrecy, inner concealment, and guilt:

1) The description of objects. State-motif.

"Ony He TABANH CBeTA, HO HAyXxalH, M3HYTPH, KAK GONLHLIE
ILIOALL, OT TOW MYTHOR M CREeTIOH BOASHKM, XOTOPASA pas-
RLYEANA MX OXYTIORATEIE KOJraKu'. {61)

2) The mental state of the child. Ment-motif.

"I rax KaK INA ZEROYKHM BTO GHUIO MO NOAO3PHTENLHOCTH
M OOBHOUECTBA, YYRCTRAE IPEXOBHOCTH .., MHOIJIA KAZANOCH
eit, 4To ;ydine M He MoXeT OLITh 110 €6 MCIIOPUYEHHOCTH U
HepackaaHuocT”, (38)

"Bee TaMHCTREHNOE, Yypalolleecs OGHAPYAKEHNA, TTOX0XKEE Ha
xKap nepex cunsw”, (59)
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1 © TSUSHHEM JI8T, BTO IEPOXINO ¥ HUX A JATACHHYIO, BCE
rayGe YKOPSHARINYICK HETIpHAsHR". (59)

)] Th:} 1l's behaviour durlng the onget of menstruation, Actlon-
motif,

"TTPUXOMMAITOCH TOIBKO o*rr{mua'rb, YIHODHO 34NePITHeh B TOM,
uTO GRLIO IAXKS BEEr'O +. ITPUROIMIOCH B3TPArHBATE, CTHCEHYR
ay0hl, 1 NABACh CJIE3AMH, DKaThCA K CTeHe", (59

4) Monstruatlon, Phys-motif,

"CycTantl, HOA, ANLLIY CIMTHEIM THIHOTHYSCKMM
BHyeHreM, ToMAIIee ¥ UIMOKIRIOWIOS, BHYIISHUS STO
GoUI0 NISNOM OPIAHMAME, KOTOPLUR TAMI CMBICH BCErd OT
IEBOUKH ... DeOA Ce0 A PRCTYIHUKOM .., ", (62) :

5) The coming of spring, Natural evené-motif,

"Tpynno naspepawmas u COJNLHAA, BECHA HA Ypave
HPOPHIBASTCA FATOM HIMPOKO ¥ GYPHO, B CPOK OUHON KAKON-
MGy s Houw, ¥ GyPHO M IIMPOKO NPOoTeKasT vatem”. (61)

This juxtaposition of these narrative motifs reveals several tendencies of the
toxtual strategy, On the one hand, it seems that the Natural-event (Processual)
motif is singled out as an important event-bearer, sings the occurrence is that of a
natural development of the body, On the other hand, there is a strong emphasis in
the narrative upon the facts that not everything is caused by the N-force , and that
the events on different levels of the text run parallel without there being a clear
affectant (e.g. the organism hides from the girl the real nature of the ocourrence,
yet she hides her secret from everyone else). Moreover, by this parallel
organisation of narrative motifs, the toxt is glven the capability of indicating a
pseudo-affectant, Thus, it is carefully suggested in the story that nothing ¢lse but
Zenja Ljuvers starts that spring in the Urals with her courageous confession,
Spring in the Urals, as we have just read, "npopsimaeTes 34T6M HIMPOKO M
BypHO, B CPOK OBHOK KAKOR-HNGYIE HOUM, X GYPHO M IUMPOKO HPOTEKAST
agreM”, Zenja's confession 1s described by means of the same set of details: there
is in the scone an emphasts on the urgency of the time (i.e. the important one night
has arrived), there is also a definite image of breaking loose and flowing:

Konxo i ¢TyneHo, 1o $83 OTIUBA, INSPINAR0 YEPHENA IYCTHHHAR
HOYS, DPaHIYKEHKA CTOATA Y CTeHbL, Be pyKa Mo-ahioTaHToRNA
MOKOMIIACE HA YACOBOM WIHYpke, Keus CHOBA IAAHYNA HA
gpeank: U Ha Kamy. Ona pemuinack, HecMoTps HY Ha ROIOM, HA
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Ha ypumuw K« Gpocunaen, Oua, IYTARCH B CHIOBAX, HSIORONE K
OTPAIIHO PACCKAGANR MATSPH 11po 910, (62-63)

What we obsorve In this part of the narrative, therefore, is a patiern more complex
than that desoribed as purely metonymic construction or even that dictated by a
phenorasnological world-view. What we observe is the confusion as to the identi-
ty of the agent within each metonymic row of descriptions, The agent of one
series 1s desoribed as inltinting the patterning in the other, and vice.versa. Thus,
what we observe here is a cross-fertilisation between metonymous serles, which
ndds further depth to the narrative and although it does not break the rule of meto-
nyssy or that of & phenomeanclogloal view-point, it makes these identifications
insuffiolenily wide 1o sxplain the full vitality of the narrative. The above pattern,
namely that of oross-fertilisation between the narrative motifs, will characterise the
reat of the narrative texture of the story, Thus, a suggestion that a human agent
initiates » natural event is far from being an Isolated example in the story. In Eke-
terinburg, for instance, Zenja (or perhaps not even Zenja but an inanimate object)
starts the svening:

Yo #usunoos oonune, Jocranax KHUXKKy, XKeusa no-Tpepo-
aua noseHuniy, Camens npolyIMIaCe M BAIBMIANACH, KAK
MHARA, HOOKOMMKe NOJeHREN CHEXANO BRUY W YITAJNO HR JCPH €
TOFKAM OTYKOM, BTO [IOCTYKAII0 HAKOM, KAK CTOPOMKER YIED B
KONOTYmKY, Ponuncs pevep, (79)

Therefore, as within the pecullarlty of the Action-motif, the narrative here again
gtrives 1o break the rules of realistic presentation and attempts to offset the
asymmetry within Processual motifs:

Event (X, Object) ssym.

Event (X, Patient) #sym.
Both objects and patients within the Processual motifs of Detstvo Lfuvers are not
contant with the incontrovertibility of the N-force as an affectant, but come close
to reversing the relatlonship.

It Is even possible to discern something of a pagan spring ritual (i.e. a ritual
performed to Influence the future) in the firing of the French governess. In this
sxpulslon the sickness swelling within the Ljuvers family is exiled; and the future
late spring and summer is affected , mollified as if by a surgical action ...
"fyesacaouiaa/ pauIyXRenKa, FOPUMTIAR ¥ ZOKTOD ... OMbITEHE, 0fes-
sapaxcarHme cperom " (65) my italics),

It is harder, however, to reverse or minimise the effect of the N~force than to
de-animate the agents in the Action-motifs. Although the metonymic series of the
harrative obscure the affectanis, the story's ocourrences carefully imitate the
tendencles of each season. Table I will demonstrate how the story is virtually
gulded by the change In seasons, and how its span is unveiled between the end
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. and the beginning of two successive winters. (Parts of the last column will be
clarified later in the paper). We can see, therfore, that processual motifs in the
story play simultaneously the roles of micro and macro constraints, since it is
impossible in such an organisation of the narrative world that Zenja will be sad in
the summer, or that a tragic accident will occur in the late spring,

Table 1
Season Age of the Mmt—motffsl Ocecurences in Stages of the
Child contigous with the story introduction of the
processual motifs narrative motifs
First End of Sadness. Loneliness. | Girl's acqusintance | Action (Ag, Ob-)
Winter Childhood | Experience of with still-life almost sym,
parental coldness
E Beginning| Beginning | "So ill and labour- Menstruation Event (X, Pat)
g | of of iously brought to parallel
§ spring Adolescene | fruition.
= Late “then flowing ina Move to Ekaterin- | Action:
‘B | Spring " wild tempestuous burg. Friendship Agent (80/i-§ o+1)
'gn Summer stream.” Happiness. | with parents.
3 Sumtner Happiness. Surprise of the Action (Ag, Pat)-
girl at the asym.
" unexpected Actlon {(Ag, -Ag) -
nuslevalence of Action (0)
events.
Autumn | Adolescence] Thoughtfulness. The pregnancy of | An awareness of a
o Expectancy, then the mother and second separate
8 unexpected sadness. | the servant, narrative world.
2 The appearance
Zx of Cvetkov,
ag :
o | Coming | Mawrity Suffering Accidental Accident as a
E é of Winter deaths. result of the
overlapping o_f
% ~#—————————— Evyent-ganerating structure ———————————#~ fvcgﬁfia:_ narratve
) .
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On the other hand, as stated above, this parallelism in construction and the
cross-fertilisation between the motifs do not allow one to consider the N-force as
the main affectant. For example, Mrs. Ljuvers has a miscarriage not because
winter has come, but because the tragic accidents within such a narrative construc-
tion must take place in the saddest of the seasons. It is also easy to predict that the
accident will be in one way or another connected with the processual motif. Thus,
the horse, unused to winter, or even perhaps replaying the vehemence of an earlier
snowstorm, goes wild, tramples down Cvetkov and brings on Mrs. Luver's
miscarriage.

We can therefore state in summary that the processual motifs in Detstvo
Ljuvers guide the series of metonymous narrative motifs, and that although such
a procedure does not allow the N-force to become a clear incontrovertible affec-
tant, yet, it serves 1o raise that natural force to the level of the major macrocon-
straints in the text. Within such an organisation, the action as such cannot be
generated although the narrative becomes more fertile with possibilities. The in-
controvertible agent, however, has not as yet been found.

T, Movement. Intransitive Action-motif.

It may be observed that one of the few events that does take place in the story
is the actual movement of the characters. However, in Pasternak’s rendering of the
move it is impossible to find significant differentiation between the original locale
(or the original state, Sq) and the new destination (that of the intended state, S;).
For example, the central action of Ljuvers' family (and thus the entrance of a new
narrative motif during the summer season) is the move from Perm to Ekaterin-
burg. In analysing this move, however, one finds that the semantic representation

Action: Ag (8o - 5i)
cannot be applied to this journey without certain serious restrictions. There exists
no demarkation line between two states. The move from Europe to Asia appears
to the girl to be remarkably over-rated; there is indeed no change, no border-line
between the continents, an original location moves with the mover:

XKeusa mocamosana HA CKYYHYIO, NBUILHYIO Epnpony, Menxoio
OTHANABITYIO HacTyIenue yyna. Kak e onemmna ona, Korua,
cnoBuo Ha CepeskMH HEUCTOBEII KPUK, MUMO OKHA MEJBKHYIO U
crane GOKOM K HHUM ¥ moGeXano Ypous uYTo-TO BpOIe
MOTMIBHOIO MAMSATHHYKA, YHOCH Ha cefe B ONbXy OT rHaBueiics
94 HHM OJIXM IONrOoXIAHHOE CKazouioe Haspanwe! 3a Asueit
DABHO YK€ YMCIAMNCH He ONMH HSCHTOK MPOTOHOB, a BCE €lle
TPENETANM IUJIATKM Ha JETeBLIMX [OJIOBAaX, JETENU U JIeTelu
MMMO BCE TOH JKE TIBLILHOME, el HEeNaBHO €BPOICHCKON, yxe
RABHO AAHATCKOM onbxu, (69-70)
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The move itself, of course, occured, yet there is major difficulty in experiencing
the change, The past and present become so intermingled in the girl’s mind, that
old and new states become co-existent; "OH ToBOpHI, YTO BTO MPEKPACHEIA
erponeHckuit ropon. W no HEMIBECTHAIM KOXAM M2 €IE HE HIBECTHRIX
KOMHAT Bxoguia GeciiymHas Gellad TOPHUYHASA, BCA KpaxMankHo-cOopuaras
M UEPHEHBKAA, €U TOBOPHIOCH 'Bhl', M, HOBAA, - OHA K4aK BHEKOMBIM, VIIL-
Sanace Gapsive 1 neTam” (70), The place, indeed, seems so familiar to Zenja that
she exclaims to everyone's surprise: "Uem xe 10 - Aaua?" (71). Thus, the
movement that occurs in Defstvo Ljuvers can find its representation only in the
following semantic construction
. Ag (Soft - So+i)s '
where intended state, like a sponge, absorbs all the kindred (to the girl) aspects of
the original state (that is why Zenja calls the new town Asia and not Ekaterinburg,
obvicusly preferring a more spacious name. The action of moving, therefore,
becomes submerged in the natrative, since no clear sense of change or boundary
can be experienced. .
Furthermore, when the movement does not result in its intended state, - i.e.
Action: Ag (Sofi - Sn) -
the new destination within the narrative plays sach a trick npon the memory that
an unexpected state (Sn) becomes post factum an intended state (Si). For
example, when the gitl on her way to the kitchen expects it to be "very dark” and
finds it totally-different, she registers no surprise: "Kyxnsa oxazanack cnexas,
CBETIIAA, - KAKYIO OHA HANEpeN 3arafana B CTONOROLH v mpegcTasmra” (71).

Such a presentation of intransitive action not only annihilates the intransitive
Action-motif as such, but it also fails to provide any possibility of accident, of
surprise. The inner world of the girl is so open and elastic that for a long tirne it
absorbs change without experiencing any crisis,

One should emphasise the great importance of the fact that the move to the
Urals takes place in the late spring. The natural unity of the spring's flow - "then
flowing in a wild, tempestuous stream” is parallelled in the text by the Ljuvers'
journey to Asie, a journey which in the child's eyes is alse an all absorbing unity.
In a world governed exclusively by one allabsorbing principle and united in all its
forces (i.e. during the spring's flow of regeneration) the notion of an event or an
accident cannot be conveyed through the intransitive Action-motif, since this
world knows no change. '

IV. Mid summer: New friends. Interaction

The problem of interaction in perhaps one of the most difficult aspects of
Detstvo Ljuvers . I shall here analyse only its most essential properties. As with
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other narrative motifs, the motif of interaction assumes a prominent place at a
specific season — after midsummer. It is displayed most in the asymmetrical
relationship of Zenja with those around her. The girl, because of her age, is
destined for an entirely passive role (here, perhaps, there is a parallel to the
summer which is now being superceded by the rule of autumn). Yet if, indeed,
the interactions between children and adults are so asymmetrical -
Act (Ag, Pat) asym. -

why are they never crowned by a major eveni? Two related answers present
themselves: '

1. Firstly, the influence of the agent upon the patient transforms and almost de-
personalises the latter. This transformation is particularly emphasised in Seresa’s
case: "Cepexca COPYXHNIMCh ¢ HMMH B aBrycte, K kouuy ceHtsabpsa y
mansuMKa He crano muna” (83). (Again the specification of time brings to mind
the summer's inabilitiy to resist the onslaught of the cold).

Therefore, the patient in interacfion becomes something of a nonpresence,
which defeats the goal of action and makes it subjectless in the most literal scnse
of the word . Not only is the interaction not symmetrical, but it equates agent and
patient through the loss of the latter’s identity and, thus, is not long-lived. This is,
for example, how Zenja's act of pity for the soldiers is described: "PoThi noty-
CKHEN B CTAlM cOSPAIeM OTHENLHEIX JIOACH ..., KOTOPLIK CTANO XANKO B TY
CAMYHK MUHYTY, KAK BBEI[CI'IIII:Iﬂ B HHUX CMBLICH OIOYIIIEBRWI WX, BO3BLICHN,
caenanx O3k 1 obecupersr " (85, my italics).

2. Not only does the patient in interaction lose his own face but the personal
properties of the agent are also often obscured . The text is overburdened with
impersonal structures; "They told her [Ej ob'javili]" etc. Furthermore, personal
pronouns are used in such a way that it is often impossible to identify the real
agent. Particularly fascinating here are the breaks between chapters, for the same
actions are often displayed by a different set of agents as the chapters close and
open, Both sets of agents are vsvally presented by means of the anonymity of
personal pronouns:

C HEKOTOPLIX Mep OI1 cTAll XOTaRLIBATLCA, YTo OOJNEN M uTe ero
Goneath HEM3NEUHMA,

E# 661010 He xcans 1e ero. (83)

In the first sentence “he" is Mr, Liuvers, in the second - Negarat. The text here
clearly obscures the identity of the agents. This device becomes particularly
prominent after the loss of Sereia's personalitiy is established, i.e. after the
patient's depersonalisation is demonstrated (217, 219). This uncertainty about the
identity of the specified agent is developed in the narrative further when a
particular action is described as being attributed to a series of characiers in the
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text. Zenja, falling sick with measies "B ToT caMerit igHE, KOTZa ySHANA [IOCIE
TPOryJNKH, TO Axcunsa pommra Mamsuvka” suffers for days on end from

"gyscrBo Gesobpasuoil Toncroter” (90).

Here, however, the metonymic series of the text finally find their hmltauons
The device of obscuring both agent and patient not only sabotages the possibility
that events should result from human interaction, but also points towards its own
insufficiency in dealing with characterisation. The cross-fertilisation between the
series only adds to this limitation: within such a narrative the problem of
personality cannot be approached. And it is the problem of personality which
begins to haunt the girl, who is shocked by her brother's "loss of face" and
particularly by the possibility that her mother may turn into an iltiterate cook (both
Mrs, Ljuvers and Aksin'ja are pregnant),

* In the concluding section of this paper I shall argue that the narrative corrects
these limitations resulting from its employment of the metonymic series by
constructing a separate narrative world, the relationship of which to Zenja's world
of kindredness is no longer that of metonymy. I will also argue that in Detstvo
Ljuvers the presence of a separate narrative world is not itrelevant to the issues of
personality and that it is on the boundary between these two worlds that the event
can finally emerge. :

V. The Presence of Scparate Worlds, The Appea.rancc of Cvetkov and the
Coming of Winter.

In summarising the principles operating in Detstvo Ljuvers , Jakobson states
that the world of Pasternak's prose knows no inner conflict or struggle,12 My
argument has so far fully supported this thesis, However, it has also been the
argument of this paper that Zenja's world gperates in accordance with Processual-
motifs acting as macroconstraints: It is with the coming of winter that the unity of
her world is totally shattered, and the significance of this disintegration has not as
yet been properly assessed.

I have argued above that no inner demarcation lines, no barriers, operate in the
text, as the story unveils through the seasons of spring, summer and early
antumn, The notion of the barrier however is introduced as something that does
not happen during the Ljuver's move to Ekaterinburg: "B ouaposanuoi ee
roloBe TpaHuia A3uK' BCTala B BHIe (haHTACMArOPHRECKOT0 KaKOro-TO
py6exca, Bpoxe TeX, UTO M, HKEICIHEIX GPYCheE, KOTOPHIC IONAIAKT MEXIY
OyGIMKOM M KIETKOM ¢ NMyMaMH NMOXOCY T'PO3HOH, YEPHOHM, KaK HOUL, M
BOHIOUeH onacHocTH. OHa X a4 3T0r0 ¢Ton04, KaK IMOTHATHA BaHABECA HAI
HEPBEIM aKTOM reorpadudeckoi Tpare AUy, 0 KOTOPOH HACKLIIANACH CKASOK
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OT BUACBIIMX, TOPXKECTREHHO BONHYSACH TEM, YTO M OH& IIOMANA M BOT CKOPO
yeRauT cama” (69).

"The curtain", as we have already seen, does not rise in this part of the story.
However, the passage in question should not be underestimated, for it does
intreduce the notion of the borderline as a limit to comfortableness. Tt is also of
the highest significance that the world beyond the barrier is described as
possessing the wildness and untamed qualities of nature {a cage full of pumas)
and also a world of artistic creation (the curtain and the stage), which displays,
interestingly enough, a tragic spectacle. Moreover, the borderline, the curtain and
even the wild animals are reintroduced in the text in the autums.

Let us tum here to the passape where the reintroduction of the borderline
occurs, namely to the opening of the second and final part of the story entitled
"“The Stranger", literally the man from another side (Po-Storonnif ). It is August,
and the girl is warmly dressed ("the girl was swathed from head to knees in a
thick woollen shawl"), which signifies the approach of a new cold season. She
reads Lermontov's Demon and ponders upon the famous mistake in the text,
where the lioness is given a mane, the attribute of the male-lion. Zenja also folds
the book so that the binding lies inside (i.e. the content of the book is open to the
outside world, the barrier is taken away). Then Zenja forgets about the book and
watches a strange spectacle on the street, beyond the neighbouring dark garden.
What is important here is the recreation of a stage-setting, where the trees in the
garden are both the bars of the cage and a theater curtain; the darkness of the
parden is the darkness of the theater, and the street beyond them is illuminated like
a stage:

KycroB B wysoM cafly 1i¢ 6LII0, H BEKOBLIE JEpeRa, YHECS B
BLICOTY, K ITMCTEE, K&K B KaKYI-TO HOUL, CBOM IHMXIIWE CYULH,
CHM3Y OrolAalHd caj, X0TL O0H W CTOAJN B NOCTOAHIOM
TNMONYMPAKE, BOITYITHOM M TOPMECTBEHHOM, H HRMKOT A M3
HErD HE BLIXOIHI, COXEI.TLIG, JIMIOBLIE B I'p03yY, INMOKPLITLIC
CENLIM  JNHITACM, OHK TIO3BOIAIIM XOpOIIC BHUIETL TY
MYCTLIHMYIO, MANOEKYIO YIOUKY, HA KOTOPYIO BEIXONMN UYXKOHA
caj| TOI CTOPONOH.

Bruiecennas MpaulpIM CafieM C BTOrG CBETA 114 TOT, ryxasd
YIOUKA CRBCTUIIACE TAK, KaK QCEENAIDTCA ITPOMCICCTRUA BO CHE,
TO €CThL QUEHE APKO, OUEMh KPOMOTIMRO M ouels §ecluymuo,
GyITO CONHLE TaM, ANER OUKY, APHI0 B Kypocnene. (78)

What does Zenja see on the illuminated street? Three women whose only
unrealistic guality is their subtly evoked and unmistakably absolute likeness to
each other. The women whom she sees from behind are dressed in mournful
black, yet their posture strikes a familiar note, suggesting something akin to the
position of three graces in Botticelli's Pima Vera or Canova's The Three Graces :
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Tpu pOBHBIX Q9aTHINKA, BAYCCAHHLIX TMOJ KPYIIEE ILIAIE,
CKIIOHMIMCH Tax, Gy AT0 KpalfHAs, HATIOMIORMHY CKPBITAA KYCTOM,
crnmT, 060 YTO-TO 0GJNOKOTACH, & HBE KPYFME TOXKE CIIAT,
npuKasiMce K Hell. HInans 6pimy 4epHO-CH3IBIEC, M racin u
CBEPKAIM HA CONHLE, KaK HACeKoMble. OnM Ghu OOTAHYTEL
yepHbIM Kperom, (78)

The text now becomes both remarkably suggestive yet equally subtle, The
women, whom Zenja terms "the happy ones" ("sCastlivye”, i.e.beati or makarioi,
a name for the Gods in Greek mythology and literature), meving in unison, get up
to leave; they are followed by a small lame man who is obviously unaware of
them. He camies "an album or an atlas" and Zenja reflects: "Tak nor uem
FAHUMAIHMCE OHH, BarTAILBAL T-ICpf.‘B TIeYo I[pyl" ]IPYQKKC, 4 OH4 nymMmana -
criat” (79). The ambiguity of the last statement allows several readings; the
unknown woemen wete either watching the man draw, or making him d.raw
(inspiring) or even creating him and the world (atlas) with him,

The man, thus introduced, is Cvetkoyv who is to die soon under the hoovcs of
the Ljuvers' horse (Cvetkov, cvetok; a flower destined to die in winter and who is
already mourned by the graces). Yet this physical features are clearly those of
Lermontov whose Demon Zenja has just folded inside out and whom she will
categorically refuse to read at the end of the story (251): there is the same short
stature, lameness and even a suggested love for drawing. Perhaps he is also
Hephaestus, the short, lame artist-god, who is holding an album or an atlas, ie,
his own creation equal to the creation of the whole wide world.

‘All this (and more) the text suggests yet it authenticates much less and I will
restrict myself here to the suggestions that are clearly authenticated. Let us
consider several directions of enquiry: (1) the link to Lermontov, and (2) the link
to the coming winter as the link to a separate world or worlds ("vynesennaja s
étogo sveta na tot" (104)) and its consequences.

1. Cvetkov as Lermontov

The connection of Cvetkov and Lermontov is carefully introduced and
maintained in the text. Not onty Zenja's refusal to read Lermontov after Cvetkov's
death strengthens that connection but also Serea's reference to the lame man -
"TToMHAIE, 5 PACCKATLIBAT - COGMpPAeT MoNeH, BCI0 HOYL NBIOT, CBET B OKHE"
(87) - clearly evokes Lermontov's "Tamara”

M Tam ckrO3bL TYMAII IONYHOYHELA
Biucrai oOroHex 3oxoron
Kunaancs OH MyTHHKKU B OYM
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Mauvit oH Ha OTHBIX TOYHON

LTH{IEH
Tpen keio aza KyGxa vunsa,l?

Yet what can be the peint of such connection? I have stated earlier that the
problem of personality remains an Achilles' heel of Pasternak’s metonymic series.
By means of the connection between Cvetkov and Lermontov Pasternak corrects
the facelessness of at least this one character: The characterisation becomes
possible when the identity of Cvetkov is established by relating the latter to
another well established figure from a world unconnected with the world of the
story. This is no longer a metonymic equality but a metaphorical substitution
which allows the reader of the story to grant particular qualities to the character,
qualities which the immediate world of the story cannnot provide. This device
operates in all the prose works of Pasternak: it reappears in "Anemecora uepra"
where the protagonist is given the name of Heinrich Heine, in "Boagywueie
nmytH” it manifests itself in the parallelism established between God, the Father,
and Polivanov, and even as late as Doktor Zivago the same device is employed in
a parallel between Yurij and Hamlet and is evident in the Christian motifs
associated with Yurij. The employment of metaphoric link is by no means a
complete equation, yet it prevents Pasternak's characters from being dissipated
without trace in their immediate world.

Furthermore, the device thus employed hecomes within the story &n insight
into the struggle of a personality with the annihilating power of death; a
metaphoric connection between characters belonging to separate worlds is soon
turned into the ability of a personality to cross the barrier between death and life.
The link between Zenja Ljuvers and her mother is, perhaps, the most open
account (literally, obnaZenje priema } of this metaphorical substitution which
operates as a device of characterisation. When Zenja after the miscarriage of her
mother is sent to the Defendovs, it is clear that Zenja's memory of her mother is
coloured by tragic overtones of death. Interestingly, the train scene (i.e. the scene
of the move from Perm to Ekaterinburg) is reintroduced here, yet this time the
past is left behind and the demarcation line is only too vivid: "... Math RelLIna ¥
Hell B BOCIOMUIAHAX: CTpajaiileil, ocrasimedicd CTOATL B HEpeHULE
Buepamtux (DAKTOR, KAK B TOMIE NPOBOXKAICUTHX, ¥ KPYTUMOM TaM, NO3aH,
noaajgoMm spemeny, ynocsmmMm 2Kento" (101; my italics). Therefore, the
described break between mother and daughter seems complete, the separation line
between their worlds is drawn in all finality when suddenly Zenja's mood
changes:

Buesanuas Moicns ocenuia ee. Oua napyr nowyncTioBana, yto
CTPAIUHO DOX0XA Ha MaMy. DT0 MyBECTHO COSAMHMIOCL C
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omyIUCHHEeM XHBON 0e3cHIMOOIHOCTH, BNACTHOW CHEAATH
HOMBICE (HaKTOM, CIM BTOTO HET eMe HANUIY, Yuoxo6urs ee
MATEDH CIHOX) CUITOH IOTPACAINIIE CIANKOrQ COCTOSHUA. ... OHA
Beumna K JedpeHyosrM, NLAHAA OT CJIE3 M MPOCRETIEHHAA, B
BOLINIA HE CROEH, MAMEHMBINGHCA MOXOOKOH. ... OHA CMYTHO
YyBCTBOBANA, YTO TENEPE REIGOP PazroBOpa 3a Hell, A To ee Syayr
YTBEPXKAATE B €€ [IPEKHEM OXMHOUCCTRE, HE BMIA, YTO €€ MaMa
TYT, ¢ HEIO M B Heit camoit, (102; my italics)

This scene is not only the transformation of Zenja and her emergence as an
aduit, it also marks the point of Mrs. Liuvers crossing the boundary of death and
entering the life of Zenja and, thus, continuing on with her life, In a similar
fashion, we may add, Lermontov enters the world of the story as Cvetkov,
moved through Pasternak's "sensation of vivid certaintiy, sufficiently powerful to
contrive that the idea should become reality” (see the italics in the earlier quote).

In 1958 Pasternak wrote in a letter to Eugene Kayden about his attitude to
Lermontov in 1917, and what he says is relevant to this investigation: "I
dedicated My Sister Life not to the memory of Lermontov but to the poet himself
as though he was living in our midst - to this spirit still effectual in our literature.
What he was to me, you ask in the summer of 1917? - The personification of
creative adventure and discovery, the principle of everyday free poetical
statement”.15 Thus, the lioness with the lion's mane goes a long way in Detstvo
Ljuvers . The poet's power of constructing a world is underlined when
Lermontov is brought inio Cvetkov, when the barriers of the separate worlds are
moved against one another in an opposition which is destined to explede the
comfortable world of Zenja's childhood.

2. Cvetkov and the coming of Winter.

In Greek mythology the approach of winter found its allegorical presentation
in the story of Hades (Pluto) abducting Persephone, the daughter of Demeter, and
bringing her to his underworld kingdom, Neither the power of Demeter nor even
that of Zeus, the ruler of all gods, can intervene to free Persephone, What we
encounter in this mythological story is the juxtaposition of two alethically
different worlds, where the ruler of all the gods, Zeus, finds a limit to his power.
Something very similar to this pagan account of the power of winter appears in
Detstvo Ljuvers; the coming of winter in Pasternak's story is emphatically
associated with the appearance of a fascinating, yet death-bringing world(s) full
of hidden darkness, whose power and effect cannot be either counteracted or
even foreseen in the world so far investigated by Zenja and found kindred to
herself. This is how the first snow which brings tragedy into Zenja's world is
described in the text:



"Event"” and "Action" in Paternak's "Detstvo Ljavers"” 153

A Meno yxe, W He Ha IOyTKY, ¥ celiuac, HeSo Tpsacnock, U ¢ 1ero
BAMVITNCE GeJible APCTRA ¥ KPada, MM He GLUIO CueTa, M OHH Bhim
TAWHCTBEHHDI ¥ YXKACHEI, B0 SCHO, YT0 BTH, HEBEREMO OTKYIA
naganiye, CTPAHRI HUKOIA HC CHRIMIANM ITPO MXHM3HE M IIPO
ACMIID H, TONYHOUYHLIE, CIICITLIE, 3ACRLITTANH €€, ¢C HC RHUIHA M He
BRHad.

Ouyt GLUTH YIIOUTENLHO YXACHEL, BTH APCTRA; CORCPINEHHO
CATARMHMCKY BOCXHTHTEILRHEL KeHs saxirelriBanach, AN HA
HMX. A BO3IYX WIATANCS, XBATAACH 33 UTO MOTAND, U IANEKO-
naneko BoNsHO-NpeSoNLHO B3LBANM SYINTC MICTEMM OFPETLIC
noxs. ... Meno. (94)

Throughout the text Cvetkov is depicted as connected with this onslaught of
cold, and even after the children's return from witnessing the storm, SereZa
unexpectedly announces that they have just seen Cvetkov:

- Kax prresskarts, Mel Bujam Herapatona snakomMoro. 311aeinn?
- Danca? - paccesHHO YPOHMI OTeLL
- M1l He 3HaeM BTOrO YeN0BeKa, - ropauo rmnanuna Jens. (95)

There is, of course, no mention in the text of the children seeing Cvetkov prior
to this announcement, and, thus, Zenja's insistence that the family does not know
him, solidifies the link between the lame man and the unknown kingdoms of
snow.13 What occurs in the narrative at the start of winter, therefore, is a creation
of the world, where several worlds are intermingled; and, interestingly enough,
the tragic accident takes place exactly when these worlds come into headlong
collision; i.e. when Mrs. Ljuvers sieps out of the theatre on the first day of
snowfall: " ... A XaK IO OKOHYAHHM CIIEKTAKNA CTANM BEIXOIMTH, TO MX
xepeber ... BrixopMsni ... cran 6uThCA, BAIHIGUICHA, COMI M NOAMSI N0
cefs cnyualiHoro nmpoxoxero ... " (105),

The mention of the theatre is in full agreement with the emphasis, discussed
above, upon the boundary between the comfortable world and that of a theatrical
stage "full of pumas". The crossing of this boundary line after the darkness and
the snow are released proves tragic.16

Another important complication in this chain of accidents {i.e. Cvetkov's death
and the miscarriage of Mrs. Ljuvers) is the carefully introduced intimation of the
coming death of Mr. Ljuvers. This is introduced yet again during autumn, when
SereZa loses his characteristics:

K xouuy cenrsafpa y Mamsunka He ctane nuod. ... Jliosepe He
NnpenatcTBosan apyx0y cwna. ... K ToMy e romona y Hero
Gbina RanaTa Apyrumy saboraMu. C HEKOTOpPHIX NOP OH CTAN
HNOTAMBIBATLCS, UTO GONEH M uTO ero 6onesHs Heraneunma, (83)



154 Elena Glazov

No one in the Ljuver's family knows about this sickness. In this sense,
Cvetkov, the man from the unknown world, is, as it were, enacting in the story
the death ritual still in store for the Ljuvers. The idea of Cvetkov as an actor, or
even as a shadow performing a tragic role, is given its fullest expression when
Zenja, a week after Cvetkov's death, sees his departure back into the world of
shadows: .

XpoMOL ONH M JAMITY ¥ CTAT YHANATECS ¢ Helt. 3a HuM. NBHHY-
JNMCH, TICPEKAMINBASCE M YINIMHAACH, 00 ApKMe NOIOCHL, a 32
TOMOCAMM M CAHM, KOTOPbIE GLICTPO BCNEIXHYIH ¥ elie GuicTpee
METHYJIMCE BO MPAK, MEITEHHO 33€3KAT 32 TOM K KPBUILILY.

Bekope namria ofiITE [TOK332JACh, ¥ IIIABHO NPOHISCs N0
BCEM 3AHABECKAM, CTANO GLINO CHOBA, ITITHTLCA HARAM, KaK BRPYT
OYYTHRACH 34 CaMOit 9aHABECKOR, Ha MONOKOHHUKE, OTKYAA €6
B3AIIN.

Iro Grmo B wersepr. (103)

The actor has finished his role and departs not to the land of the living but to the
world of shadows, and only the lamp on the window - a syrmbol agsociated in the
text with Cvetkov and Lermentov - remains,

Also of interest is the theme of death in Lermontov's Demon , a text mentioned
prior to the appearance of Cvetkov. All the deaths in Demon are caused by
Lermontov's "demon”, yet to everyone in the poem they appear as tragic
accidents. An echo of this is preserved in Detstvo Ljuvers, where Zenja recog-
nises, however subjective this may be, that in her bringing Cvetkov into the midst
of the family, she has initiated a tragedy: "A nnmakana 2Kens orroro, 4o cuH-
Tama ce6a BO ACEM BHHOBATON. Beps mnena €ro B Ku3ihk CEMBH OHA B TOT
IEHb, KOJIA, 3aMETHUB €0 32 UYXKUM CAOM ... CTRJA 3aTEM BCTPEUaTh €0 Ha
Kax oM ary, riocTofHio, mpaMo K KOCBEBHO, M NaXe, KaK BTO CHYUIHMAOCH
B TIOCJIE AN pa3, nanepexop posmoxuoctu 17 (108).

Cvetkov, therefore, is simultaneously victim (Cvetkov, a flower dying in
winter) and agent of a tragic occurrence, a spirit of winter, One may observe that
a character of similar stature reappears in Pasternak much later in Zivago, where
Evgraf, a helping spirit to Yurij, is nevertheless always associated with death:

He [Yurij] was delirious ... Only now and then a boy got in his way
... He knew for certain that this boy was the spirit of his death, or to
put it quite plainly, that he was his death, Yet how could he be his
death if he was helping him to write a poem? How could death be
“useful, how was it possible for death to be a help,"18

Detstvo Ljuvers ends, therefore, when the world of Zenja has already
intermingled with that of the unknown. This presence of several worlds within
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one is given an arresting visualization when Zenja's tutor, Dikix, loses the girl in
the space of one room in the closing scene of the story: “On neran, roxosxmit
Ma AMCTA ... A TeM BPEMEHEM, KAK OH TLIKANCH BIIOTEMAX HA 34rafKH M3
Aepepa, IepeTH M MeTadna, K eln cupena B yronouxe ¥ mnakana” (107). Her
interruption of his search - "Ocroposo, Tam ropa" - suggests not merely
precious piece of furniture, but a real mountain growing in the middle of the
T00mMm.

The all-knowing narrator interrupts the scene and collapses what has opened
up as many unknown worlds (so that the tutor needs the legs of the crane not to
drown in this world's porous carpet) into one real world where Zenja has just
encountered something fully independent of her own life: "B ee >xuaun pomen
Apyro¥ uelonex, TPEThe THI, cobepinenHo Seapasmyoe”(107-108). Here
the authorial voice introduces the commandments of Christ, as the rules which
the girl must follow in her interaction with this part of a world indifferent to her:

w. APyrof yenoBeK, FPEThE JUIIO, COBEPINEREO (eapasnuuHoe,
§e3 MMEHM WITH CO CIyYaiHbIM, HE BRI3BIBAOILEE HEHABUCTH H 11e
BCENAMEs MOGBU, HO TO, KOTOPOE HMET B BHAY 3aMOBEAH,
oBpamanAch K MMElaM M COSHAHUAM, KOTIa I'OBOpsT: He yBmii,
He Kpals M Boe npovee, "He penalt Thr, oCOSEHHBIA M XXHROM, -
T"OBOPAT OHWY, - STOMY, TYMaHHOMY ¥ 00IeMy, TOTD, uero cele,
ocoBeHHOMY UM XXUBOMY, He xenaems”, (108)

The commandment brings into one sharp focus what operates unnamed in the
last "winter" section of Detstvo Lijuvers . No one is responsible for the tragedy,
yet tragic accidents do take place. In this sense, it becomes clear how unified the
text is in its avoidance of Action-motifs caused by individual agents or forces
even when it goes beyond its metonymic series. In other words, the organization
of the text is such that no event can take place while the metoymic series operate,
whereas when events occur on the boundary of separate worlds, they are not
caused by actions but by accidents, Therefore, the commandment, unveiled at the
end of the story, can be regarded as a major deontic modality operating in the
world of the narrative, a modality which forbids any direct action initiated or
caused by a persenalised agent, "ne neixait Tu1". Hence, neither N-force (always
personalised in the text), nor human agent, nor even Cvetkov (in contrast to
Lermontov's demon) can become an incontrovertible effectant. This also signifies
not merely that metonymy is responsible for the absence of action-material in the
text (since the same absence is found when the narrative moves beyond
metonymy) but rather that in Defstvo Ljuvers an intensional organisation of the
text is initiated by the modal operator, the content of which is disclosed when the
authorial voice gives its own interpretation of Christ's commandment, The text
here clearly strives for the generation of a new prosaic form, where 19th century
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prose (i.e. metonymy according to Jakobson), on the one hand, and romantic
symbolism (metaphor, emblematically present through Lermontov), on the other,
are given a new irection, a direction where events are caused not by personalised
action but by a collision between several narrative worlds. :

Pasternak's prose, therefore, matures in its complexitly within the narrative
account of the maturation of Zenja Ljuvers. At its close Detstvo Ljuvers com-
ments upon its own successful discovery of a new prosaic form of prose when it
concludes with a suggestion of its own triumph over 19th century classics: "W
Ge3 paneHux cnos JlepmouTen GBI TOK K& PYKOK BTUCHYT HA3aM B 10-
KOCHUBIIURCA pARoK Kinaccukor” (108),

The deontic modality which operates in Ljuvers - a prohibition of direct action
caused by a personalised agent -- will not altogether prevail in the later prose
works of Pasternak. He himself indirectly comments upon this in Aftobio-
graficeskij ocerk, when he speaks with mild irony about the childishness of his
youthful belief in predestination and his then profound disregard for any assertive
exercise of will: "In real life, I thought everything must be miraculous and
preordained, nothing must be planned, deliberate, willful... Almost as far back as
the night of the concert I had started to believe in a heroic world which must be
served with admiration, although it brings sorrow."1? This, indeed, summarises
best the status of action in Detstvo Ljuvers : the absence of a deliberately
executed action and the death and suffering that Cvetkov brings into Zenja's
family.

The alteration which takes place in Pasternak's Iater works, however, does not
eliminate the motif of several narrative worlds and the boundary between them as
an event-generating structural principle. We have mentioned already the
relationship between Yurij and Evgraf in Doktor Zivago . We may add here Lara,
"the girl from a different circle" (Zivago , 27), whose role, in contrast to that of
Tonja, is to bring complexitiy into the life of those around her (Zivago, 372). The
status of action, on the other hand, becomes more pronounced and developed, but
even then Pasternak approves only of an action which is carried out as a service
to a world which surpasses immediate reality.2® He says it best himself in
Avtobiografi¢eskij olerk : "B nacrosmed >XV3HH, [TONAran i, BCe JOIKHO
ﬁl:lTb Ty TOM, HPC]II'I&:;I-IE.‘[CHHCM CBBHIIIE, HHYET YMBIIIICHNOTQ, Ha-
MEPEHLIOTO, 1IMKAKOro croeroua” (425).

Notes

1 Zamjatin, "The New Russian Prose" (1923) in A Soviet Heretic: Essays by
Yevgeny Zamyatin , ed. and trans. by Mirra Ginsburg (Chicago, 1970), 100.
In Russian see "Novaja Russkaja Proza" in Zamjatin, Zitija (New York,
1977), 203.
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Jakobson, "Marginal Notes on the Prose of the Poet Pasternak”, in Pasternak
ed. Davie and Livingstone (Glasgow, 1969), 135-151.

See "Neskol'ko PoloZenij” [Several Propositions] in B, Pasternak, Sodinenija ,
V. 3 (Ann Arbor, 1961), 152.

Aucuturier, "The Metonymous Hero or the Beginning of Pasternak the
Novelist", in Pasternak: Collection of Critical Essays (New Jersey, 1978), 45,

See Flej¥man, "K xarakteristike rannego Pasternaka”, in. Statji o Pasternake,
ed. (Jernsalem, 1977), 19-21,

See in particular DoleZel, "Narrative Semantics in PTL: A Journal for
Descriptive Poetics and Theory of Literature 1 (1976}, 129-151; "Semantic of
Narrative Motifs", in Proceeding of the Twelfth International Congress of
Linguists , Vienna, Aug. 28 - Sept. 2, 1977, publ. 1978, 646-649. Also
"Narrative Semantics and Motif Theory", in Essays in Poetics 1978 (3,1), 47-
57.

The followmg four sections (I-IV) will overlap in many conclusions with
Jakobson's treatment of metonymy in Pasternak and Flejiman's observations
of Pasternak's phenomenological stance.

See Detstvo Ljuvers, in Vozdudnye puti: proza raznyx let (Moskva, 1982)
p.57. All subsequent quotations from the story and from Pasternak's memoirs
will be given from his edition. Occasionally I will turn to the translation of the
story, in The Childhood of Ljuvers trans. R. Payne in Boris Pasternak, Prose
and Poems, ed, Stefan Schimanski (London, 1959), 1983,

Sinjavskij succinctly summarises the principle of animation of the inanimate
objects and the forces of nature in Pasternak’s poetry, see Andrej Sinjavskij,
Predislovie, in Boris Pasternak, Stixofvorenija i poémy (Moskva/lLeningrad,
1965), 17 ff,

10 See Dole2el, "Narrative Semantics”, 137.

111t is noteworthy, how Pasternak avoids treating the interaction between Zenja
and her brother until their move to the Urals, by mentioning that prior to the
move - "0 CHX TIOp OHH XunM napoit” (71).

12 See Jakobson, "Marginal notes", 147,

13 M., Lermontov, Sobranie socinenij [Collected Works], V. 1 (Moscow, 1975),
116.

14 See Kayden's Introduction to Boris Pasternak, Poems trans. and intr. Eugene
Kayden (Ann Arbor, 1959), IX
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15 The connection between Cvetkov and the strange Belgian fellow Negarat is
also significant, for Negarat in his turn is always associated with rain:
"Uuorga OH OPUXOAUI OKHH HEHApOKOM, B OYHAHHU, BLIGpaB Kaxkoe-
Hubyne Hexopomee, poxanueoe BpeMa" (73). In Cvetkov's move to
Negarat's room there is possibly a suggestion of snow succeeding rain.

16 Relevant here is similar juxtaposition of narrative world in Pasternak's earlier
-story Il Tratto di Apelle , where Heinrich Heine tells Carmilla about them both
being on stage: "Yes, one more piece of play-acting. But why am I not
allowed to stay for a while under the rays of a perfect illumination? Am I at
fault because the most dangerous places in life-bridges and crossroads - are
illuminated more strongly than others”, See II Trafto di Apelle in Pasternak,

.- Prose and Poems , 141. Here, as in Detstvo Ljuvers the characters are also
caught in a transition (stage) between worlds, and this transition, this
boundary, is also treated as a place of danger. Flejiman observes that
invariably the boundary near the theatre is associated in Pasternak with death,
"K xarakteristike", 16.

17 There is of an obvious reflection in this passage upon the creation of the story,
areflection upon fiction-making per se, which becomes even more prominent
in the treatment of Evgraf in Doktor Zivago , to which I am about to refer.

18 pPasternak, Doctor Zivago , trans. Max Hayward and Manya Harari (London,
1958), 188.

19 pasternak, An Essay in Autobiography , trans. Manya Harari (London, 1959),
47. | |

20 In this context Pasternak’s love for Shakespeare's Hamlet becomes almost
predictable. In the early 1940s Pasternak isolates the characteristics of the
prince which are potentially present in the world of Detstvo Ljuvers: the
sacrificial nature of Hamlet's life in the boundary between the two worlds, his
submission to a will higher than his own, his chosenness as if by chance by
this second separate supernatural world. For this see "Zametanija k
perevodam iz Sekspira”.
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Jean Philippe Jaccard
Anpapeit ¥Yeruuos

' 3AYMHHK JIAHVMMI XAPMC: HAUWAIO IIVTH.

Ecm oT He2ayMHOM Belli MOXHO TpefoBaTsh
HAIMOIIANLHOCTE, TO OT 3ayMH TeM Gonee.
Tanuun Xapme

"Gott mach dass ich hier lernen weiter werde"!l. IIpocr6a, ¢ xoTopoi
ofpamaerca 9 miona 1925 r. k bory JMauuun Msanosuu IOBauer (1905-
1642), B 510 RpeMa yuamuiica DIEKTPOTEXHUKYMA, 11¢ GyNeT yCmeImiaHa.
HurepecyOIIMIACA [TPE3KIE BCEro No3Ke, OH MHOr 1A BLICTYIIAET ¢ UTEHHEM
npoussenenuit H. I'ymunesna, A. Broka, A. Benoro, M. Cepepsanuna, B,
Masxonckore, H. Accesa, B. Kamencxore, B, Xnefunkora 1 "ero no=ron",
T.2. A, Tydanosa u "mukoro", no onpepenenunio JI. Bypmioka, nosta B.
Mapra, ¥ npyrux2, OH HAYMHAET MHUCATH CAM, O YEM CBUAETENLCTRYET CIe-
OYIOIIAA 9aIHCE HA HEMEIIKOM A3BIKE, CHENAHHAS MM BecroM 1925 r, Ha-
KRHYHC OJHOT'O M3 BEICTYILAGCHUNA: "BT0 BIOJHE JIOIMYHG HPHIIACHTE MEH S
nouYUTaTE CTHXM. Boxe, ciena#t Tak, yroGul TaM GRITH NIOOH, KOTOPLIE MIOGAT
THTEPATYPY, TTOGH UM GEIIO uHTepecHo ciryinaTk, M nycrs Hartamra Syner
noBeKIMMBEH K MouM ctixam, [ocnonwm, cpenait To, ¢ ueM A TeSs npowry.
Crenatt oo, Mo#t Bosxe"3. Qnunm cnosom, HACTYIIAET [IePeIOMHLIN MoMen'T
B erc sxkpaHM - Nanuun iOnauer cravopurca Janwunom Xapmcom u non
HTUM TICEBJOHHMOM NpHOOpETAaeT MIBECTHOCTL. KpHTUYecKasa JATEparypa
OGLIYHO OTMpPSHENAET €0 NEPBLIE NMOBTHYECKHE OFBITHI KAK 3aYMb, TEM HE
Menee, U3 Beero ofLema npousBeneHuit Xapmca, MIJAHIILIX HA CErojl-
HAUIHWA OeHL, OUEHE MANO TEKCTOB MNOAKPEIUISIOT TAKOS YTBEPXACHHE,
Camele PaHHME TOWIGALIME IO UHWTATENA CTHXOTBOPEHMS, HAUMIIAA C HBYX
CAMHCTBEHHBIX TIPHMMCHIHEHHBIX ySnuKanmil, MOIBUEIIMACH B cBopHMKax
Comwsa nostond, natuponansr 1926 r. ¥ 06HAPYAHBAIOT 3AMETHO OTIN-
HaMKACA 0T 3ayMHoro criuk. UTo ske KacaeTcd COUMIEHILIX PAHLIE, TO
ONHM BCE BTO BPEMA OCTABAINCE 34 CEMBIO 3aMKAMM B apxube J1ymKMHCKOTO
JoMa, ¥ DpUXOIMUIOCE TOBOALCTROBATLCA OITUCAIIMEM, CoeNallLM AHarTo-
THEM ANEXCAHAPOBLIM B €3KErONHUKE MHCTHTYTA, KOTOPOE OaBalo ¢ HUX
BECLMA CMYTHOE ITpeCTaBNere’. BONbLIAS YaCTh STHX TEKCTOB BOILNJA B [BE
TETPAXH, KOTOPLIE B KOHIe 1925 r. Grinmm mpencraBiensr XapMcoMm s
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Berymnenus B Cowos nozrorb, JIna Toro, urobs: IYYIOE MOHAThE BCTETH-
YECKUH KOHTEKCT, B KOTOPOM 3aPOIKKANOChH TBOPYECTBO XapMmea, CIedyer
HATTOMHMTE ¢ €0 CTPEMICHUM HANTH CBOES MECTO B NMTEPATYPHON Xuamwu,
BHIPA3UBIICMCA B YUacTHH B pafore HECKOINBKMX MOSTHYCCKUX IPYII, B
qacTHOCTH, Opaexa saymumrcos DSO.

Heponro npocymecrsoBasinuil Oprer 5ayMEAKOB OBLT CO3TAH B MapTe
1925 r. AnexcauznpoM TychaHosbmM? - TOSTOM, TBOPYECTBO KOTOPOTQ MHOTO
JET HEIACIHYKEHHC OCTABANOCHE (€3 BHUMAHMA €O CTOPOHL! KPMTHKH.
Ipuumnnoit xna sHakomersa Xapmca ¢ TylaHOBEIM MOTIIO TOCIY HKHTh
npexronenue ofoux mepen XneGHukoprm®, K coxxanenuo, KX BCTpeYH
TIPAKTMYECKH HE NOKyMeHTHpOnaus’. Bea COMHEHHMA, OHM BHIENUCH Ha
areausax 8 Coloae nostos, B M'MHAN; Xapme Geur wactsim rocrem Tydanosa.
O rpymnne ¥ 0 SHAYEHAY 3ArANOYHLIX JATHHCKUX GYKB B ee Hasrauuu Tydpa-
HOR IUCAN Hoaxe clenyiowmee: "OpReH sayMuHkon B JleHuHCpaZe BOZHUK
nocne Moero BLICTyTenMus B Jlenunrpagckom Ornenenun Cowosa I[Tosros B
mapre 1925 r, <..> DSO - gusvenue wsaymuoe: NIpU OcTaGaeHuH
sewecTeenusx niperpan /D/ ayuenroe yerpemicrue S/ 8 sexa npw pac-
IIMPEHIIOM BOCIPUATHM NPOCTPaHCTBa K Bpemenn /O/. B ampo rpymms
BXOZAT Tpoe: A, Xapmc M Burunsuckwiit, Xapmc v Burunancxkuil - yueHnkn
noctoanno paforaomue B Moel crynuu. EcTh el 6 yenoBek, MMEonInx
YKIOH K 3ayMH ¥ SaHUMAIIMXCA NpeABapurenstol nogroronkoi” 10, M-
TEPECHO OTMETUTh, UTO B 3ToM 3Ke Tekere TydhaHon mepeuncian Beex Tex,
KOro MOXHO GbUIQ CUMTATh JNEHHHIDRIACKMMH 3ayYMHUKAMH: "3aTeM B
Jlesnurpane ects eme Tepenrsen, yuenux KpyueHsix, celivac oTomemumii o
uamiei paGotel, paoTarinKii B TEATPE M MMEIOIIMI yyeHuka BeepeHcKoro
{ua roproropuTenstoi craguu), TepeHTreB cuMTAET MEHS "EOHHCTBEHHEIM
TeOpeTHKOM B 3aymun", TakuM obpasom, B Jlemuurpaue saymuuxos - 11
YENOBEK, M MO COOBLIEHMA MOXKHO CUMTATS uCuepnemaormmu’ 11,

Oppen 3aymHHKoB coGuUpancs poctarouno perynapHeo. Ha merpeuax
AHATHAHPOBATHCH PAGOTLI IPUCYTCTROBABILINX, YUSHHKH TIOJYYATH 3ANAHME
HA CHEJYIOUIH NOHEXENEHUK, 06CYXKIANUCH IMTEPATYPHO-XY HOXKECTREHHEIS
Tedenua. B 370 npemsa XapM¢ mpMuMcnan cefff K HANpaBIeHHIO, Orpe-
AEIEHHOMY MM caMMM kak "Baups 3aymu”, Kpome Toro, HeoSxonuMo rox-
UEPKHYTE, YWFO TMOYTH BCE TEKCTHL, NpeAcTaBieHdaele M B Coio3 MosTOoB,
CO3NABANMCEH B TIEPHON CYLIECTROBAHMSA OplcHa 3a8YMHMKOB, Clie JOBATEILHO,
PacCMATPUBATL MX HYXHO, YUUTHIBAS TO GeaycIIOBHOE BIHAHME, KOTOPOE
OKA32JIM Ha MOJIONOro MOBTA TEOPETHUESCKME MCCICIORARNA NAHHON MpYINE
H, B vuacTHocTH, Tychavona, QTronocku STOro ONbITa MOXXHO HAHTH M B F103-
THERIIUX TpoUIBeneHuAX XapMca, ¥ NaxXe TOTAf, KOrha PasphIB Ka3anca
OKCHUATENLHEIM M GECIIOBOPOTHRIM, T.€. B JEKNapaluu (Tounee, B cTATHE)
"OBBHPUY", Takum obpaszoM, HeolXoAuMo XoT# ORI BKpaTHe 0503HAYHTE
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xpyr nestentiocti Tydanosa, Tem Gonee, 4TO B ABATUATHIE TOILI, NPOHAA
OyTh OT CHMMBOIM3MAa K PafMKalkHON 3ayMHM, OH CTAHOBRMTCA ONHMM M3
CHABHKIX PACTIPOCTPAHMTENSH CHCTEME] CEMANTHIALMM COMIACHEIX (hOHEM
XnefHukosa.

B 1917 r. Tychanor 1a coGCTREHHEIE CDENCTRA BLITYCTIUIL NEPBLLA cOOPHIK
cBOMX npousbefeHu#t "Domona apda’, B npexucnoBMM K KOTOpPOMY
ApOBOBrIACHT TBOPUECKYIO HE3aBMCHMOCTE! "Ila o - HUKTO, 4 NOTOMY HE
poIKen. Mos Iyuia - HUCHE, a NOTOMY 3 He NoydKer" 12, Bomenmue B
KHATY CTUXOTBOpeHust Hamucaue! mon eBnwsewem K. Bamsmonra, .
Cerepanuna  C. Mannapme!3, Tem ve Meree, OHM SBMIMCH BAXKHBIM BTATIOM
B coamanuu TythaHombIM coGCTBEHHOM TEOPHMM TBOPUECTBa. VX Myabr-
KAJNLHOCTh, KAK OUH U3 HEOOXOXUMBIX NPU3HAKOE IMO53UM, SLITA HATIIAN-
HEIM NIPOABICHUEM "TEKYUECTH CTUXA" - BAMKHEHNIIEH YCTAaHOBKY BTCI TEOPUH
M, KCTATH, MIPEIMETa TIOCTOAHHOTO BHManus Xapmcal4, Pazsupas "nayuno-
TeopeTHuecKn" mondxenns XneGuukona, Tychaliop BrpaGaTLIBAN CBOIO
CHCTEMY CEMAHTHIANM (POHEM, IIPH KOTOPON TMOCNEINE CTAHOBUIKCH
"marepuanoM MckyccTBa". ManudecToM ero TeopeTMYeCKMX BOIZpeHMii
apunack kumra "K zaymu” (JI., 1924), B mpemucnonuu K KoTOpoi oH
cthopMyIMpOBAN OCHOBHLIE MONOMEHHA choclt mkonbl. IIg pced nuawm-
MOCTH, XapMC MO3HAKOMMICSA C HUIM MMEHHO B BTO BPeMS.

IMpucymee Tydanosy crpemneHue K adcrpaknuu (Geadbpasuomy
TBOPYECTBY) - OJIHA U3 OCOOCHHOCTEH M MEPBLIX CTUXOTROPCHUHA MONOIOrO
MIOBTR, JAKE [IPM TOM YCHOBWH, YTO CXOXCTBA B MX ITPOMIBEIEIHAX
NpaKTHYeCKH HET. Ho ropopum M MBI © MY3BIKAJIBHOCTH, HA KOTOPYIO
onupancs MEPBbit ('HaM Hy>KHA My3bIKaTbHAs Teopus cruxa")ls, wm o
PUTMHKe, TPYAABABIIEH TUMHAMMYHOCTL TEKCTaM BToporolb, n ocitope v Toi
M Epyroif NEsKano CTpeMIERME ITOJHATLCS HA YPOBEUb 1€ 3ABMCHIIErO OT
pasyMa, RO3IBLIINAVINErOCH HAN YMOM, TPAHC-PALMOHANLHIOYO, 33-YMIIOTO
BOCITPHUATHSA peansHocTH, B yxe ymomanyroMm nuckMe Tydpanona,
nocesienHoM OpAeHy 3ayMHHKOB , MOKHO [IPOYECTh clenyloliee: "3aym-
HOE TBOPUECTRO GEcrpeiMeTHO B TOM CMLICNHE, YTO 0fpaskl HE MMET
ofelyHoro cioero pensecha M oueépranuii, a NpH HOBLIX Crnocofax BoOC-
npusTHs, "SecnpegMeTHOCT:" HAIIA - BIIOJHE peansHas obpasiocTs ¢
HATYPH], BOCIIPOMIREACHHON 1pH Teiyuem ouepranuu'1?, U3 npurenenoi
BGLILIG IKTATR! CIENYET, 4TC DOIb TIPOHIBEIEHESA UCKYCCTBA COCTOMT B TOM,
uTOGEl NYYUIE OTPaXKaTh HeHCTBUTENBHOCTE B €€ "MOABMXKHOCTH" M
“TexyuecTH", W UTO CnOCOS ROCTMMKEHUA HNAHHONE UENM JEXHT B
nedhopMaLy CIIOB, KOTOPLIE ¢ {JeHCTBUTENBHOCTS) OITMCLIBAIOT, CeManTu-
YECKHUEe CABMTH, BHISBaHNLE paboToll Ham hoHeTHKOMN, ABNAIOTCA CPEACTROM
[IPEOAONEHHS [IPOU3BONLHON0 XAPAKTEPA NTUHIEUCTHUECCKOr O 3HAKA, KOTO-
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I CTPEMUTCA K 3aMOPAXHUBAHMIO DEANLHOCTH B €¢ COMHCTBEHHOM,
OKOHYATENLHOM H, CAEIOBATENHHO, HICONOIHUECKOM TONKOBAHHM,

17 oxtabpa 1925 r. Opnex 3ayMEHKOR , WIEHOM KOTOPOrQ HE24NOATO A0
ITOro, NeToM, cral A, Baenewckuit, sectymun 8 Comwae mozros. Ha atom
peuepe Grur ornamed zamucanHe Tydanossm manudgecr!8, ompe-
deNABWMI METOACIOCMID €U0 TEOPHH M HARMBABIIHH 3AYMHUKOE (U
BKCTIPECCUOHMUCTOR) EXUHCTBEHHO PCEOITIOIMOHHLIMM [IPSNCTABUTEINAMHE
nosauu, B sToM manucecte TythaHoB, BIAB 24 OCHOBY IIOJIE BHASHUA
MOBTOB, MPEINIOXMI KIACCHMPUUMPOBATE ¥X Mo Kpyry: ¢ 1 mo 4{0° on
pasMeCTHN TEX, KT HCIIpapaacT MUD ("1IpaBOCIABHBIC" CHUMBOIMCTRI, edhon-
I(B1, NANNOBILL), ¢ 41 .1mo 899 - Tex, KTo ero BOCHPOHIBOAHT (pealMCThl,
AKMEHCTH, HaTypanucTi), ¢ 90 no 1799 - Tex, Kro ero yKpamaer
(MMNIPECCUOHUCTHL, (PYTYPHCTEI, MMAXXMHUCTH). W Haxownem: "Tosbko
SAYMHMKH M SKCIPECCUOHUCTH IPH BOCHPHUATHE 1OE yrnom 180-3600,
weKaxas WIN ripeoGpaxas - pesomomuonss’' 1%, Vposens medopmarun
pasnuuer: ecnm 3600 - "aberpaxraan”, .6, YMCTO (POHESTHUSCKAN FAYMb, TO
1800 - romaus, cTpeMAIHasCs K dYKOBHM athdiexraM, He HCKITIOYAKNIAH,
OIHAKO, YNOTpeGNeHMS CHOB, CYNIECTRYIOMMX B oGuxognom Aswike. K
NMOCNEIHER MOXHO OTHECTH NMyQIMKYeMYIO HMXe nosMmy "Muxaumel”,
OTPHIBKH U3 KOTOPO#R GeUM NPOYMTaHEl C "XOPOREIM HPOMSHOMIEHMEM" Ha
Beyepe. Jaunyw knaccupuKanui HeoBXOoIUMO PacCMATPMBATL B CBAAU C
HOABHBLIENCA B TOT K& nmepwox Teopuelt M, MaTwmmHa ¥ ero rpymms
Jopeexn- (¢ xoTopo#, kcrat, Tydhanos cobupancs cotpymumuarhi0) o
PACHIMPEIHOM BOCHPHATHA MHpa. JeACTBUTENLHO, BOCIIPHATHE MEXAY
180°wu 360° cpopuu TOMY, 4YTO XYHAOXKHHMK [OIPAasyMeBan HOKL
"3aTLINOMIILIM 3perneM”; "BHIETL" SaTHUTIKOM, TGO 0BOCTPATE PUTMHKY,
Kak 3T0 fenaer Xapmc, - 3HauuT, 3aneiHcTROBATE BCIO HEPBHYK) CHCTEMY U,
CHEROBATENLIIG, MONYYUThE BOIMOXKHOCTh OXBATHTL MHP B ero
COBOKYHHOCTH (YENORCK DUIMT BICPEHK ce6 MOCPENICTROM "HEHTPANBHOTO
spexmx" u no3agu cefd - MOCPeAcTBOM 3PEeHHS "SaTHINOMHOrO" WM

“nepuchepuitnoro™)?1,

Moo Gouto G5l MPUBECTH M Pl npyrmc MIPHMEPOB, MTOATBEPXCAAIOILINX
Biuanne Tychanora na nosaui XapMca JaHHOTO NEPHORA, B TOM UMCHeE
ynoTpe6nelue of0UMU TEPMHUHA CPHIB 22 I OGO3HAYEHUS HEKOTOPBIX
cBOMX TpousBenenuii. ONHAKO, CPABHUBAA MX TBOPYCCTEC, IIPHXOIUTCS
TOBOPHMTE CKODEE O PA3/IMUMHM, YEM O CXOICTRE B BOILIOIICHUY HAIBAHHBIX
BEIIG [TOFTUYECKUX [IPHHIIUNIOE, ¥ 3Ke YIIOMHMHANIACH YCTAHOBKA HA PUTMHKY,
XAPAKTEPUBYIOWAS CTUXOTBOpeHHA XapMca B MIPOTHBOBEC MY3hIKAILHOCTH
Tythanopa, HO rmaBHOC, UTO OTHANAND YUSHHMKA OT YUMTENA - BTO
BEIpabOTaHIIaA [OCHERHMM KOHIIEIIIMA SaYMH, B OCHOBE KOTOPOH Nexana
mHOTOA3bunas hoseTHyeckas cucteMa. Jleno B TomM, uTo XapMme BUaen B
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3AYMH ABRNCHHC YHCTO HAIHOHANILHOT'Q XapaKTepa. Tont BEPA IOICHUCM TOMY
ABIACTCA CIENYIONIAL BATHCE:

I gacts o Muorcofpasuio "3anresn” BenumMupa
O connne ckoHIe

O caynuo cTYHKO
Masxor <cxuit> Ypa CUIIIL
banaaii
Aceen Cononeit

POCCHHLONE HAXTUCANE
CHAPAILI CMEPTH
MENBHALIA ¢ KRGUTKAMY CMEPTH MENLHMLA OI'HA
CHMBOJIMSM
ITopa cTakaHb! CMEPTH COPOCHTE
I wacTs CHMBOHICCKAA
Ciopa pAasroBOpHOro JIEKCHKOHA ITOCTABIEHBI B TAKOM
HMOCTPOEHKHU, ¥TO HE TEPSAETCH UX PYCCKO-HALMOHANEHAA KPACOTa,
e crio?
YENKWMBEK
Perlensus
I peitcrene merye Hexxkem [I-oe
QO61mmuit CHABAHUEM <,,.>
O aBeTpakTHOM 3ayMH

Ecmu or HCSEYMHOﬁ BEIITH MOXKHO Tpeﬁona'rl, HAITHONANLIIOC T,
TO OT 3ayYMH TeM Honee.

CB0I0 TEOPHIO 0 KPACOTE HAIMOHANLIIOTO CoBas?

B paunoii "peneHaun”, nepoaruo, Ha nosMy Tydanosa "Jomol B 3ano-
noube"24 XapMC noneMusupoBa ¢ TIaBoit OpAerHa 3ayMHAKOB, N30 paBLIM
B K4YeCTBE "MATEPMANA NS CBOEr0 MCKYCCTBA" "IPOMIHOCMTENHHO-
CIYXORKIC EAMHMITLL A3bIKA, donemb"23, Tythanosy Gt Badkel "IBYKOBOM
XKecT", 8 HE CJIORO, M, KAK CIENCTBHE, TIONMMAIIKME TOro, "4To HENAT
3ayMHBIE CTHMXM, a He uto usofpaxeno » nux"26, QOrcwona,
HETPUHIMIHANLHOCTE BOMIPOCA O TOM, KAKOH AKIK BEIOHPAICH B KAUSCTBE
MCXOAHOrO BKNA <DOIeMHOrD allain3a. Tak LalpuMep, B NPEAMCHOBMY K
cpoell kuure "K sayMmu" apTop Mccneloman aHIIMIACKHE M kHTalcKHe
MOpgIeMEI, "3BYKOBBIE 3KECTLI" AMOHCKOTO AILIKA, (POMEMLI CEMHUTCKHX
ABBIKOB ¥ pycekue wacTyLiky. Brickasniranms xe XapMmca o HeoSxoaumocTi
coxpasenns "HANMOHAILEOCTH" 23ayMM, €€ 'pyCcCKO-UANMOHANLIIOH
KpacoTil", ABNABINHECH KAK GBI OTKIIMKOM HA TEOPETHUECKHME TIONOKEHUs
Tydpanosa, coBnanaiM, ¢ ONHOH cropousl, ¢ WieaMu XneBumkosa o
CONAMMM "IPANYLIEr0 MHMpoBoro asmka“Z’ ua ocHome pycckoro, a, ©
IpYroii CTOPONEl, B HUX CILINANUCL PEMUHKCLECHLIMM ClEIYIOMero
cyxnenun A, KpydeHsIx e nopojy H3BECTHOTO CTHXOTBOpeHna "Jpip Gyn

mpin,.."; "Kerary, B 3TOM IATHCTHIONH GONee PYCCKOro HAMOHAIBHOY,
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uem BO Beeit mosauu [Tymxuna"28. ITpucymmue mpouzpenmeHusam Xapmca
puTMuKa u cxeuronorus?, ¥ TO 3HAUEHWE, KOTOPOE OH IIPHIABAN
HAalHOHATEHOMY XApakTeDy 5ayMu - JHE I'PAHU €0 (0D3HY, T0IBOISIONINES
YRUJETE B €rQ TBOpYEeCTBe cepeguHbl 20-X CONOB MPEeEeMCTBSHHYK CRS3b C
caMBeIM Gomsmum "He-riosToM", Kotoporo auana Pocensdl. K sruM maym
XAPAKTEPUCTHKAM MOKHO JOBABUTE NPAMUTHUBHIM, HINOCTpAACH
KOTOPOro MOrYT CIYXHWTh "Muxaunnl", OTCRIIAIOIIAE KaK K IOITHKE
Kpyuennx, Tax ¥ K HEKOTOPBIM KpecThAHCKIMM nonoTHaM K, Mancruua,

B cTuxorBOpeHHAX, NMpeNCcTaBIEHHLIX XapMmcoMm B (003 MOSTOB M
OTHOCHIWKCS K HAYay 1926 r., NogBsAeTcA APYroe 3arafouHoe Ha3BaHue -
"Yunapu" wmu "Tlrona qnuape“" sacHyKMBaIee o6sacHenuil, Iogom
paHslie BpemeHCxXu# npumen ceoMx mpusrenei - Gunocodor A.
Opyckunall u JI, MTunasckoro32, « E, BUransasckoMy MOCHymIaTh, K&K
MONOIIE HOBTH, B TOM YucIe XapMc, UMTAKT CEOM NPOHIBEICHUA.
INocnepuuit M ocoGeHno MOHpaBHicA, Tax 2apomunack Npyx6a, KoTopasd
34TEM HANONTQ CBAANZ BTHX miogci. UYepes HekoTOopoe BPEMA K HUM
npucoeguurncs H. OmeliMMKOB, W BO3HUXINA nosTukoe-thunocodekas
rpymua, Haspasimas ceGa Tumaps 33, Do cNOBO, BOCKOMSIIEE MO MHEHHIO
A. Croyx HaxuMOBEKH K CIABAHCKOMY KOPHIO €O SHAYCHHEM “TBOPHTL"34 1
obnacussiuceca S, [pyckumbM yepes OHATHE " nyXoBHsDt panr”33, 6rmo
MCIONLACEANO XapMCOM W BBEACIIHBIM MM B Kpyr TydhaHoBa BBencHCKHM
RIS TOro, wToOLl NOMUSPKHYTE PACCTOSIHUE, OTHENABINES WX OT 3AYMHHKOR
Opaena. Ilo ceuperenecTny M. Baxtepesa, uMeHI0 o ux Ipockbe Opnen
Faymenkos Gyl IICPEMMEHOBAH B (hranr Jlepsix, a gavem Jessit hnaur -
U3MEHEHME, KOTOPOE MAND NOBIMANO HA XOX NOCHeXYRIUNX COGhITHI:
BCKOPE Ipyrina MIpeKparHia CcBOI0 NEATENLHOCTh, MIPUUYMHON ToMY
nocny>xumna, kak 6ynro, ccopa Beemenckoro ¢ Tyganonem36, Yro e
KacaeTCH wKWHApEH, TO OHM MPONOTKANH COGUPATECA M B TPHIUATES TOXL,
IO TexX MOP, ITOKA apeCThl M CMEPTH HE PAIBLENUHUIM MX. B Texcrax 1923-26
I'T, NPAKTHYECKH HEOIYTHMO TO BAMAHME, KOTOPOS BIIOCIEICTBMH QKA2AMA
va Xapmca chumocogmsa Jlumanckoro u Jpyckuna, Tem He Meuee, CTOMT
BCIOMHMUTE 06 3TUX HECKONEKUX chakTax Guorpachuu nosra XoTa Gul YKE
B TOro, gy} A MOHATH, MTO €0 TBOPUESCTRO € CaMOro HaYamxd BLICTYITATO
B IBOMIION MEPCHEKTMEE, ¢ ONIIOH CTOPOHLY, TPAIMUHY 3AYMH H, C IpYro#,
OTKA22 OT Hee, JIByMsS TCONaMM I03XEe BTOT OTKAS CTAN QUEBMIHEM - B
Hexnapauuy OOBEOMIIEHHT pealsHOM0 HCKYCCTBA MOXHO TIpOUECTh
crenymowee: "Her kot fonee BpaxaeCHoil HaM, uem saymp"S7. Taniymo
tpasy cnenyeT, 6€ayCnOBHO, PACCMATPUBATL B KOHTEKCTE MIPOTHROPEUMLL,
GnBiiMx Mexay XapmcoMm ¥ TydaHOBRIM, OIHAKO, TPUUMH TAKOH
OTHOCHUTENBHOM ArpPECCHBHOCTH TOHA HECKONLKO. [Ipexme Bcero, B KOHIE
20-x camo o cefe CIOBO "3ayMb" HAMANO BIDYYaTh HAPUUATEILHO,
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CTAHOBMNOCL Bce Gonee M Gonee oITAaCHBIM IPHIUCIATL cebS K STOMY
HAIIPABJIEHHIO, H B CKOPOM RPEMEHM IS BJIACTEH OMO TPERPATHIOCH B
cuHOHMM "xoHTppeBonwuun"3®; xpome ToOre, cerpano ceow pons
CTPEMIIEHNE OTMEXERATLCA OT MOKONEHMSA, KOTOPOE, KAZAI0Ch, HCUEPHaNnD
CBOM BO3MOXHOCTH, U B ROBEPLICHUE, HE CHENYET YIYCKATH M3 BHIY TOT
thaxr, wro anTOpOM BTOI yacTu neknapauuu 61 H. 3aonoukuii, Haubonee
"MpaBLIi” 13 BCEX UIEHOB O5TLENMHEHNs, APKIA MPOTHRHAMK 3ayMns?, Uto
651 TaMm HY GEIn0, 4o "Tpu JNeBBIX yaca" - MpelCTABIEHME, COCTOARIIEECH 24
aupapsa 1928 r. g Jome nevatu, u, B 0coGeHHOCTH, BTOPas ero JacrTh -
"Ennzapera Bam" Xapmca, nokaspipaoT O KAaKod CTENEHM B IIOBTHKE
OLEPHY  neperuielch  HeCOMIIEHHLIS CBHAM € 3AYMHMKaMH
NPEMUICCTEYOUIET 0 TOKONEHMN, BLIPA3UBIMECS X0t GhI YK€ B CTPEMIIEIIHH
K HEKOH YMCTOTE NMCLMA, KAK K OTPAXEHUID T'UIOTETHYECKOH YUCTOThI
opsanxa Mupa ("Xouy nucars TaK, yrofsl GEI0 YUCTO", - TOBOPHI XapMC O
Bocriomudanuam E. Ilsapua®), u sce mpuanaxm womoit mvTepaTypsI,
O peueHHON Ha THAXCNLHA BKIUCTEHIMANBHLIH KPUINC.

TIopruueckue noucky Xapmca 1925-1926 rr., kak ¥ 1pe ANpUHUMAEMBbIE
MM TIOIIBITKH KOHCOMMIALIMK "IEeBLIX" CMII B MCKYCCTRE, e OrpaHNYWRANHCH
3aymei0 M yuacTuem B paGore rpynnst Tydarosa. HeoBxommmo ymoMAHyTE
O KOHTAKTaX, CYIIECTRORABUIMK ¢ MOFTaMU-uMaxmimctamMu C. ITonoiucnm,
npunrekinuM Xapmca M BREOEHCKOTO K YUACTHIO B FIOACOTOBIEIIIOM UM,
1o ne nuimemmem cGopuuket], 1 M. AdanacLentim-CoNoBLEBHIM, BKFIOYEH-
NLIM XapMCOM B 3aIMCL NOPHNKA BBEICTYIIEl MM Ha sacenanny Jdenoro
¢paanra 5-ro susaps 1926 rA4Z, Wurepecto Tagse OTMETHMTE, UTO B yXKe
ynoMaHyToM muceMe "3aymubiid opaes” Tydiaon muineT, uTo CBASK C
MMAXUHUCTAMH DOIEPKUBANKCh MMERHO ueped Adanacsena-Conobnena:
"H nakonen B yune Adanaceera-Cononbena (unena Oppena JleHmirpanckmx
WMascUiIMcTOB) Halll OPIeH MMECT CONPUKOCHOBEHWE C TPYNITON MMAaXH-
HHCTOB (B HacToAwIEe Bpema Athanacoen-CoNoBeeB 3aKouMn paboTsl o6o
Mue 1 Beut. Xne6uukore)"43.

Onpenenessyio polk B TOM, YT0 XapMC PACCMATPHBAN 3ayMb KAK ABJICHUE
HAUMONATEHOTO XapaKTEP&, MOTIO CLIPaTh £T'0 3HAKOMCTBO € ntoaTtom H.
KnwoesnM, JedficTeuTensHo, ¥ ans XapMca u ans Beenetickoro Kinoen 6nim
NPUIHAHHEIM ITOSTHUYECIKUM ABTODHTETOM, OHM 00a NPMIIMMAIHA YYACTUC B
€I'C MOBTHYECKUX BEYEPax, O UM CBMIETENLCTRYIOT KAK BocnomMuiaims M.
Baxtepena u I'. Marseena®4, rax u sanuen camoro Xapmca: "<oxrsSps 1926
r.> aruuua 29, Beur y Knoepa. Cowoa nmostos /.../ Cy66ora 30. K Knoeny
/.../ Bockpecense 31, Cnecru Knwoery cynaxa”; "<1927r.> Ha 4 sunapa /.../ [4
Baiit k Kmoesy]"43; "<nexabps 1927 r.»> Kmoes npuriaaer Bnenenckoro
¥ MEHA YUTATh CTUXH YV KAKMX-TO CTYIEHTOB, IO 1€ B TIPUMED MPOUMM,
IOBONLHO KynLTYpumx"46, Nomxuo GriTs, e 6e3 ero samsins Xapmc
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MMHIIET. OPHEHTHPOBAHHEIC HA HAPOIHBIA cTUX nosmy "Muxamner”, crexo-
.reopenna "Tlomosuuku" u "Beroomka cmeptt’. Kpome toro, Gmmaoccts x
Kmoeny u npucransHoe BHMManue XapMmca B 1925-1926 rr. k HapogHOMY
TBOpUecTBY o0nsacuser nocasmenue C. Ecenuuyd? nocneamero cruxo-
TBOPEHMA, B KOTOPOM MOXCHO TIPOYSCTE CISAYIOIIYI0 CTPOUKY: "nobpeny Ao
Kmoepa". TonukoM K HAITMCAHMIO RTONO MPOMIBENEHWSA MOIJIM B KAKOH-TO
MEpe NOCIYXHUTh TPArMYECKHE 0GCTOATENBCTBA CMePTH ECeHRHa, O KOTOPBIX
Xapmc 3uan, BeposTHO, OF Xynoxuuka 11, Mauncyposats,

['oBOpst 0 CTPEMNEHMH K KOHUCONHIAIIUM, HYXHO BCTIOMHUTE H 06
opraumuzosainioM b 1926 r. curamMyu HEKOTOPHX Oynyumux oGBpUYTOB
Tearpe PaguxC ¥ © TOCNEXOBABIIEH 3aTeM IIpockGe, AAPecOBaHHOR
Manepuyy, 70 TIOBOZY BOIMOXKHOCTHM DEIETHPOBATL B HOMEMIEHMH
TMHX Y Ka%; o nnanax c6opHnka, Koropslit TOMOKeH b0t GBHITh COCTABIEH
M3 TEOPETHUECKHX M XYMOXKECTBEHHEIX TEKCTOB NPENCTABMTEICH BCEX
"HENIPUCOEIUHUBINUXCA" IBMXKEHMH TOro BRpeMEHH, B TOM HHCIE
thopmamucTond0; o nucsme Xapmea ¥ Bnexerickoro or 3 anpena 1926 r.,
agpecosauumom B. Ilacrepuaky, B KOTOPOM OHM HAspamu cebA
"eMUHCTREHHLIMM NeBRIMU nosTaMu IleTporpame” M IpemmoXUIN eMy
M3MATH MX CTHXMO}; 0 cosmanmm B xonue 1927 r, OE3PHY 1 o moneTke
npenpaTyTh JIOM MEYATH B IEHTP NEBBIX CHIP2. OHAKO, BCE BTO BEIXOUT 34
paMil fauHold ¢taTo. QUMM K€ U3 NMEPBLIX PeANbHEX BOILIOIIEHHR Uneu
KOHUCONMMIAlMY SBMNocs pemrenne Xapmca o BerynneHun B Cooa MOsTOB,
peopranuIoBanuLEIi o unummatuse [T, HIMmepenpcona, CTABIIEro €ro
cekperapeM, © nauane 1924 r. Tleproe cofpanue nororo Comosa nosToB
cocrosanocs 12 anpens 1924 r, Torpa ke ObINa OPOUIBENCHA KOOMTALIMA
unenon nepporo Cowoaa’3, Cormacmo ycrTanonnenitiM mpasumam Xapmc
NOZAN HA PACCMOTPEIME B IIPMEMHYIO KOMMCCHIO CAOM CTHXOTBODEHMS U
SAMONMUI (XY HOXKECTBEHHO) AHKETY, HATHPOBAUHYK UM 9-51M okTAGpA 1925
r. BocupoM3ponuM ¢ MONHOCTHIO CO BCEMHM CONEPXAMMMHMCHK B Hell
"HeGONBITUMM IO PEIUTHOCTAMU "

Beepeceniickuit Coloa loaros
Ankera s wneuos Cooza
Cocrount unenom B.C.IL

C FIPHHAT B uvesscrsssssssrssnssenns JRURR L B of
o riporokoa N1lor 26/ IHI 26 r. orneneumio
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BOITPOCHI:

OTBETEHI:

1. banmi s, MR, OTUECTRO

Harmr Hoanopsy KOpaués-
Xapmc

2. JInreparypHeli NCEBIOHHM

Her, numy Xapmc

3. Unecno, TON M MECAL POXKIEHAA 1905 nexaGps 30,
4, HanyMonaneHoCTh Pyccxnii
5. CounansHoR MPOMCXOXK IEIne HEINAIO

6. OGpasopanke (IOM2IlIHee, HU3IIEE,
cpemiee, BHICUIEE, CIEIHATLIIOS, 3HAHUE
MHOCTPAHADLIX ABLIKOB)

CKOpC OVHET BLICLIEE.
3nan HeMeUKui i arrapHCK i

7. B KaxoM BOIpacTe Haually ITHCATL

nearialo

8. 'me » xorma naneuarano Bame nep-
BOE IMTEPATYPHOS TPOKEIBENCHMS

HE3IAI0

9. llepeunciure naganus {FaseTsl, XKyp-
Haxbl, COOPIMKY U TIp.), B KOTOPLIX Bl
YUACTBOBATK

a) mo 1914 r,

6)¢ 1914 r. mo 1917 .

B) ¢ 1918 r, o racToAuiee BpeMs

e300

10. Mmewrcd nu y Bac ornensuLie
MagaHnA (KUNTY, IMCTORKY, GPOImOps,
cOGPaHHA COYHMHEHUI), IEPEUHCITUTE UX
(¢ ykazanueM SariaBus, aBTOpa Mpenu-
CHOBMS, €CIIA TAKOBOE UMEETCH, TOlIA
MECSLA HANEYATAIINS, HITATEILCTEA U
KONUMECTDA CTPAIUIL)

HEe3HA10

11. meroTes o y Bac 3aKOHUEHIILIE, TO
HE HAMEUATAHHLIC PYKOTTMCH (MX HA3Ba-
BMe)

ecTh

12.¥ xaxuTe U3BECTHBIE BaM [epenomn
Bamux npoxanenelit 11a NIocTpanibe
A3BIKU

HHeT TAKHX

13, ¥kaxncure uasecTHnle BaM nocTalos-
K¥ Bamux 1npou3neresmii na pycckoi u
MHBOCTDAaHHLIX CHIEHAX

HET TAKHX
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14, ¥kaxure napecTanie Bam Kpurugec-
K¥e CTATEH W OT3LIELI O Bammnx IIpon3- HEJHAI0 TAKHX
BEOCHUAX

15, Bamia jBirepar ypHasa CrelManbHoCTh
(nomaus, SenneTpUCTHKA, KPUTHKE,

HEePeRONLL, IPAMATYPris, peIaKTHPO- HEIHAKD
BAHMWE M IIp.)

16. Bame nepeeoAbl ¢ HHOCTPAHHEIX
AILIKOR Ha pycckuit 1 HaoGopoT HET TaKux

17. Baita OCHORHAA TIPOGIECCUS, MECTO
CITY OB M IOy FaeMBIi OKITAT YUych

18. Cocroure nu unenom npodheccuo-
HAIBHOO COXIA M KAKOro ger

19, Bama mapTuiiiocTb B IPOINIOM M
HACTOAILEM HEeSHAW

20. Baille 0THOIIEHNE K BOMHCKON
OOBUHHOCTH MOJIOR HIC

21. UnenoM kakux marepatypunx opra- | Hpenceraren Baups3aymu
Hu2anri Bl cocTOMTE MM COCTOSINH

22, Bama oOmecriaertan ¥ nomMTHYecKas
HeaTENEHOCTE e

23. Bamr rounnlii agpec u Tenechon Muproponexan 3/4 kn. 25

24, Baire ceMeiHOoe ITONoKeHue ——————-

INIOOITNUCh  Harrea Xapue
OKTA6DE “9" nes 1925 T

TIOCTAHOBJIEHHE:4

Mporokona cofpadus, Ha KOTOPOM PACCMATDHBANCH BOIIPOC O IIPHEME
Xapmca B unens! Coloza, He COXpaHUIoCEk. 1o peell BUAMMOCTH, My GBLIO
‘IIPELNCKEeHe TIOKA3ATE APYTUe CBOM IIPOMIBENEHMS, YTO OH M CHenan B
Konue cheppans unu B nagane mapra 1926 r. O6 9TOM CBUETEILCTBYET
JAMUCEL KPACHBIM KapaHJAIOM HA MEPBOM JIUCTE CTHXOTBOpeHHUsA "Tlosibka
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sarsuiku”: "Xapme propuuno’. Ha nocnegnem nucte riepneix "Banex-
Beranex” MOXKHO IIPOYECTL PCLICHUE IPUEMHOM KOMUCCHM,

<MOCT> ARWUTH HA COBELIAHHE
HT

<He> cnemyer cTABUTE Ha
<COBE> MMAHUEC THMIHASL TIPCBOIOUKA
<¥ Xa> pMca ecTh HACTOHNYHBOCTE
<no@> THYeckas. Ecmm sro
<II0> KA HE CTUXH, TO
<BC> €& XK€ B HUX UMCKITCA
<5> TEMEHTEI HacToAme, Kpome
<> oro XapMe OKONO rOIa UMTACT
<HA> OTKPLITHIX cOBpaHnAX coloaa.
<IT> prnisTh,

KB5S

Aprop neproro oramea - H. Tuxowor, sroporo - Kouer., Barumnos,
KQOTOpPBIY BCAYECKH OTCTAMBAI MONCGIBIX ITOBTOB, BCTYIABLIMX B Cown36, u
TBOPYECTREC KOTOPOrO CONPUKACATOCS ¢ TBOpUecTEOM Xapmca. 26 mapra 1926
I', COrTIACHO 3aTICH, CHenanHol B rporokone Nr. 11, XapMc craHoRMTCH
ynewoMm Corosa II03TOR.

Kpuswuc, koTopri#l mpeTeprienana [103ruka Xapmca, MOXHO 06hACHHUTE
K4K OpraHMyHLIM BHYTPEHHMM PAIRMTHEM ABAHIrapia p KoHne 20-X roxos,
TAK U KpyuleHMeM BpIpaGOTaHHBIX MM camuM (aBaHrapiom) cnocolon
IMOCTHXCHHA MWpa, HO OCHOBILM TONYKOM, BRBIZBABINIMNM BITOT XKPHIWC,
CTamH BHEIIHHE OﬁcTOﬂTEJI!:CTBa, 4 UMENHO, CTpeMIIenue BIACTEH K P¥KO-
BOACTBY JIMTEPATYPHLIM NIPOLECCOM B CTPAHE M K €10 0XOIHYaTeNnLHoi "cone-
Tusauny”. TakuM ofpasoM, NPeAIPEHMMABINUCCA XapMCOM MONLITKH
KOHCONMIALIMM NEBLIX CHI G CAMOTO Havana GLimM ofpeveHsl Ha NpoBa,
NOCKONLKY MMEHHO IIPOTHB HEE M HAMNPABIAJIM CBOM ATAKU CTPAaKH PEBO-
JIIOIMHM OT MeKyceTna, 1Iocne BLICTYNINCHMA AKaSeMHH JeBLIX KASCCHKOB (B
ouepemIoN pas mepermenonadnsit Jdepsrit ghnanr 37) 28 mapra 1927 r. na
cOGPaHUH JHTEPATY PHOTO XPyXKa BRICHIMX KYPCOR MCKYCCTEOREICHHA NIpK
'MWH B rasere "CMena" Gplna HANlEYATAHA PASrPOMHAS CTATHS, HATTHCAMIIAS
useHamy Kpysxxa - U, Podiche u JI. 2Keneauonn, "Jlena nureparyphsie (0
“uypHapsAx")"58, 3a KOTOPOH NMOCHENOBAN OPTAHMIOBAHMLIE BCE TEM KE
KeneaHoBbIM KONNEKTHBHLE ToHoC B NMpaBieHue Coosa nosros. B apxupee
JIOCII coxpanmnack ofbacuurenpHas sanucka Xapmca n Bmepgencxoro
CIEIYIOIErD CONCPMCAHUA:

Jaasnesne B Jemuurpagckuit Coos mosToB oT Axagemun
Jeprx Knaccukor,
TIpuummia OMUCKEIRACMOTO CKANIANA M €70 BHAVECHME HE TAKOBO,
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Kkak of sToM Tpakryer "Cmena". M eme Oe Hawanla Bedepa
CIBIIIANH MPEeTyIPeX NSHUE O TOM, YTC COGpaRIIAsCH TyGmHKa
HACTPOEHA B JOCTATOUHOM CTENEHWM XYIHraHCKHM. B 3ane
PasgaBaNyCh CBUCTKH, KPYKM M CTIOP. BRICKAKUBAIH OpaTopsl,
KOTOPHIX HUKTC HE cIyuran. Bro OIMIOC: MHUHYT 3-7, Toka
yuHape .M. XapMc He BRIMEK W HE ¢Kasad CBOeH poxoBoli
¢hpassr: "ToBapuit, UMeTe B BULY, UTO A HUM B KOHIOIIHAX, HH
B fapnakaX He BHICTYNAO", FOCIE YEro MOKUHYIN cobpaHue.
IMym pmauicsd eHMie HEKOTOPOE BPEMA K KOHURIICH NPAKOH B
Ity 6JIHKe BHE HAIIET'C YUACTHAL

Ilocne BLIIEMANOXKEHHOTO MBI, Akamemns JleBeix Knaccukos,
CUUTACM CBOE IIOBENCHUE BIIONHE COOTBETCTRYEIIMMM
OKa3dHHOMY HaM ITpueMy M peakoe cpasrenue .M, Xapmca,
OTHOCANICECH K MMEBIIeMY OMIThH COOPAHMID, a He K BY3Y
poofiue, no Tpaktomke TT. Modde u HKenmesnosa, cuuraeMm
TaK¥e BecpMa MeTKMM, UuHaps A. Beemenckmii, Yumaps [,
Xapme.S?

ITonterrky onpaBiaTLeA HM K 4eMy He [OPWBENH, MOCHeNHWi YIap no
OB3PHY Gpul HapeceH HEMHOI'O NO3AKE OOHTE-TAKKH OXHTEILHLIM
MPOIETAPCKHUM CTYOSHYECTROM, ODBAEMBIIEM TIOCHE OXHOIC BEUEp2 B
ofmexuruu JILY nosane wicHoB ofbemuHeHus "Mopaueil Kmacconoro
Bpara” M HAIMUCABIIHM OYEPENHOH TOHOC, B KOTODOM 3aMaBANCS BOPOC:
"KceraT, moueMy COKA [IMCATENEH TEPIUT B CBOMX DpAmax TOoxolHYD
HaKUilb, noRolHeIX obepeyrep? Bems, cona obnepunser COBETCKNX
micareneii?"60, . \

BpaBrie CTYXEHTRI, YBEL, OIIOIAANK: HA CAMOM JISJIE, UNEeHCTRC EIe PAHEE B
BOCTATOUHON Mepe ckoMmmpomeTupoBapinero cebs Xapmea 8 Cowse mosTon
Griro npepsano B 1929 r,, Benen 3a HauaBlmelicA Kammnauued nporus B.
INMumeasaxa u E. 3amaruna, B TekcTe MOCTAHOBIIEHUA TOBOPHIOCH Clie-
RYIOIEe:

P.C.D.C.P.

H.K.IT.

BCEPOCCUNCKHH CO103 NOATOB
Jenunrpanckuit Oraen

(yri. Kom. Haprommpoca 16.X11.1918

¥ Hapduirorgenom 16.11.1923)

HacTtoamuM @oBouyTca 0 Bamero
CBEICHUA CINGIYIOIee [OCTAHOBIEHHS
TIpannenus n/o Beepoccutickoro Coloza
Howros: (Brinmucka M3 NIpOTOKOIAA
sacegaHus npasneHuss BCII 30 cenTalps
1929r))
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CITY IIAJIN: TTIOCTAHOBNIIN:
.3/ O cocrape .3/ Beugy npogoiskaiomeics HeyaTel
Cowosa YIEHCKMX BIHOCOBP M HE  [TOraIleHus

cTapod 3aJ0IXXEHHOCTHA MO HMM T.T. M,
BACHIIBEBA, A. BBEJIEHCKOIO, 4.
FPOINHA, T'. TIIETHHKQOBA, E.
PBICCA, I. XAPMCA, M. LIIEDDEPA n
3. MITEHHMAHA - cumrats ux (B
coraacun ¢ nocranosnenmnem OBIIETO
COBPAHUMS yneuon nfo BCI, or 10

mapra 1929 r.) - MexapMmueckwu
BHIOLIBINMME M3 COCTaBa 4NEHOB Rfo
BCTIL

HO TCM XK€ HpH‘iHHaM, a4 TAaKXC BBHI[y
IIGPCE.B,E[& Ha TIOCTOARHOE XXKMTENRCTRD B
MocKBY, CHUMTATE BLISLIBINKMMY U3 COCTARA
ynenor nfo BCII - C. MAPKOBA u O,
MAHIEIBIITAMA.

COOGIIIHTI: BCE&M MMOMMEIOBAHHLIM
TOBApPUINAM o HaCTOSAIEM
NOCTAHOBIACHUHN BREINMCKOH U3
IIpPOTOKOMNA,

Texnuueckuis cexperaps /o BCIT:61

Kax BugHO, RS 9MCTKR Gbul2 uabpaHa cyry6o hopMansHasg MpUYMHA,
Yepes mecatr, 26 oxrsbpa 1929 r., nmojpons uroru nearenshocti Cowmosa
noeTok, "KpacHas razera" nucana, uro "¢ camoro navana xxumsnm Cowosa
frima BIATA ITPaBMARHAA OOLIECTBEHHAS YCTAHOBKA Beell ero padorhi,
Jepuurpagckuit Cows nostep Bee Gonee ¥ GoNee CTAHOBUICA IOLIMHHO
CORETCKHM'":

Jenmurpancxkuii Comoa NOSTOE NMYTEM €XEroaHol unucTin
HpoBepARMIME CBOM DPAXKL ¥ COARARMIMI OOILECTRCHNO-
AXOPOBLIHA ¥ XY IOMXKECTEEHHO-CHILHLE Kanp paboTHUKOR CTHXA,
He OBl 22CTHrHYT COOBITHAMH Bpacnnox. B mepuog, xorina
BHMMAHHE DCeH coBeTckoit 061eCTBEHHOCTH GLIIO ITPUKOBAIID K
JUTEPATYPHLIM OpraHu3alyAM, KOrJa MCTopus OMKTOBANA
HEOGXOMUMOCTE OO LEeIMHECIMA BCeX IONIMHNG COBETCKUX
JUTEPaTYpHEIX Cul, - Jlewmurpanckuii Colod mosToR B IMiIe
CRBOEI'0 MNPABNEHMA [PMHAN NPABUABHOE PpellleHune, YiKEe
YTBEPHIEHHOE 001IMUM cOBPAHMEM: 3aABUTL O CDOEM BLIXOLE U3
Beepoccuiickoro Cowoza N03TOB M B TOMHOM COCTARE BCTYITHTL
B Xa4eCTBE CAMOCTOSTENEHON CeKUKHK NMOBTOR B JleHnnrpanckun
ornen Beepocemiicioro Cowaa nucarenei 62
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IIpeSrprarme XapMmca B Cowose MOSTOB, KAK BHIUM, OYeHb BAXKHO He
TONBKO ¢ TOYKH IPEHUA XYNOKECTBECHHOrO NYTH IIOBTE, HO M ¢ TOUKH
SPeHH HCTOPHM JTUTEPATYPEL. B camom mene, 1925 r, - 310 Hawano KoHIA
TOR BIOXM, MOCIERHAMH NpeicTaRNTeIMI KOTopoi cranu Tydanos 1 H,
Tepentobes, okaszapiauil He3aponro o sevepa OBBPHY u wa toi xe cue-
ne "aaymuoro" Pepn3opa, IOKMPORABIIEr0 KPUTHKYOS, Ha Turewn KoTopoi
B DTO BPeMsA JECIA 340a4d BHEIPEHUS B IPAKTMKY PE30ONIOLIHH EPTUH B
0BJaCTH XY HOKECTBEHHOI ITATEPATY Phl, ToABUBIlelca B Masecraax 04 uepes
TPM HEZENH TIoCNe TOro, KaKk XapMe 3arucasl B CBOSH 3armMCHOR KHIMKKE:
"Gott mach dass ich hier lernen weiter werde”, Cutyarnus, B xoTopoi
OKA2ANACE JIATEPATYPA, HCKNIOYANA COMIATENLHEIA OITHMHIM, JEXABIIH B
OCHOBEE CAMOT0 MOHATHA 3ayMs, BoT noueMy TBOpUeCcKas sBOMOINIA XapmMca
oTMeuena O0OCTPAIUIMMCH KPHIMCOM TIPHHATOM B HAUANE MOBTHUSCKON
CHCTCMEI - CHCTEMBI, BC¢ COCTARHLIC YACTH KOTOpOﬂ MBI HAKOQHEIT MOMXEM
OLIEHUTh IO JOCTOMHCTBY.,

Keneea - Jlenunrpan, mait 1990 r.

Ipumewanus

1 QP I'MIB, ¢.1232, en. xp. 73, n. 135 06.; naNee yKA3LIBAWTCH TONBKO
nucthl, B aToT nepuen XapMmc HEPENIKO MUMIET B SAMMCHEX KHUXKAX 110-
Hemelky. Hemenknit A95K npenoadsancd B MIKONE, B KOTOPOl yuMmics
nost ([Terepimyne).

2 B aansuchoit xruxxe Xapmca 1925 r. ecTh cnMcok - "CTHXOTROPEHMS,
HAM3YCTHEIE MHOK" (Jut. 143-144 06.). Kpome npouzeesgenmii
YKA3RHHBIX MOSTOB, MB HAXOIUM 3IeCk CTHXoTBOpeHHA B. Mnbep, &.
Conory6a, A. Axmarosoit, C. Ecenvna, W. Mapkosa, E. Burnnssckoro
(o mocnegnem cm, npum. 10). Kak Bugno, Xapmc BuicTyman
HMCKIIIOUMTENEHO C TEKCTAMHM COBPEMEHHNKOB, [IDMUEM C OPHeHTaMed KAk
HA CUMBOJIW3M, TaK ¥ HA GyTyprnsm. Benenuxr Huxonaesue Mapr (Hact.
dham. Marpees, 1896-1937, paccrpestan) - moeT, agrop xuur Yepnsni Jom
(1917), Hecerusr (1917) u mp. B 1921 r. JI. Bypmox » "3aMerxax u
xapaxrepicTHKax ovesuiua” mucar: "Ocofoe NMONOXKeHHE 3AHMMAET
'mukuit’ most BeneaukT Mapr - o TBOPUECTBO COEAMHAET B cele YepPTh
rpyforo 'mporecta BO MMA IIPOTECTA’, CAEHBI IATONOTHYHOCTH, HO,
IONXHO OBTE, OTMEUEHO HEYCTAHHOCTRI0 OOPEHHS ITPOTHA
mpoRnHIMancHore noxoa" (Hosas pyccxasg xnwra, 1922, Nr. 2,¢. 47).
Hma Mapra cropt B 3anucuoi kuvxke Xapmca 1933 r. b crimeke "C xem
A Ha TH", MHOrOUMCIIeHHEIE BEIITHCKY U3 SaMMCHBIX KHMXEK XapMmca
GulnM MOGE3HO NpenocTaBneHs HaM Bi. Bpiem. Tlonsayemed cnydaem
noSnaromapuTh €ro 9a nomols 5 pabore. ITonpoGuee o B. Mapre, oM.
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BO BCTYNMTENBHEHIX 3aMeTKax E. Burtkomckoro x monbopxam
craxorsopennit Unana Enaruna: Hoperd mmp, 1988, Nr. 12; Pagyra
(Kuer), 1990, Nr. 2. Cm. nosmy HUeana Enaruna "TTamate" (Enarux H.,
?l:é)qsx)rcﬂbre apeznss Tepafly (N.1.), 1986, ¢. 296-310. O Xapmce cm. c. 303-

3 nm71.

4 Xapmc JI., "Cnyuait na xenesnoit nopore”, Cofipanne cTHXOTROpENHE.
C6. JNOBCII, I, 1926; Crux Ierpa "Amxuna", Kocrep. C6,
Jleawarpanckoro Cowosa nostos, J1, 1927, B sanucnoi kamxke Nr. 8
ecTs HeGenrinTepecHs CITMCOK KoMOMHAIIMI CTMXOTBOPEHMH XA
[ocneHero cOOpHUKA!

"<xonen chespans - Hauaxo mapra 1927 r.o>
Marepuan x cGopHuky Cruxos B.C.IL.
: KomBuHan#u Ha XOTOPLIE S COrNACEH
1. Kasauss emeprs. Crix Terpa -Minkuna -Kommynucra (114 crp<oi)
I Crux IL, -A. -K., Cxynocts, Kuro6oit - (92 cTp.)
III. Kouen repos. Crux I1. -4, -K. - (106)
IV. Crix IE-4. -K. Heokonuenuoe croxoreopenne. KuroGoti (92 cp.)
V. Has "Komenru ropona IlerepSypra”, Crux IL-A.-K. (81 crp.)
VI. Her (OcTp.)

Bepoarno, korza XapMmcy, M3-33 OFpaHMYEHHOro o6nema, GLINo
JIPENUIOKEHO NaTh B COOPHUK OXHO CTHXOTBOpEHHE, OH BhGpan "Crux
Nerpa - Awmkuxa - Kommyuucra", 4To, Kax BHUIHO, HMENO
NPHRUMITHANLHOE 3HAUCHHE,

5 Anexcanupon A., "Matepuann J.W. Xapmca B PyxonucHom otnene
Hymunckoro aoma", Exeroarux PyxonucHoro ornena Hymxunckoro
aoma pa 1978 ron, J1., Hayka, 1980, c. 64-79,

6 ITo BCce# BUIMMOCTH, MMEHHO 3TH TETPAmM XapMc YIIOMMHEET B
ocTaBuieiics cpegy erc Symar samucke: "Brur y Te6s ¢ ABYyMS TeTpanaMM
cruxos” (. 117).

7 Anexcannp Bacunsenuu Tychanos (1877 - ne panee 1941) - uagan sa
ABTOPCKUN CUET Tpu KHuryu: Donopa apgha, Cruxu u nposa. IIr,, 1917, K
saymu, DOHHTIECKAT My3bIka H QYHKIHSE coryacHbIx ghorem, T16., 1924;
Yy (pparmenTer nosmsr), 1., 1927, Ilocnennas GYNeT B CKOPOM
BpeMen) Neperanata ¢ fobarneHHeM oCHOBHOH uHopManuK of anTope
(ctatsu, arroSuorpadimy, Hewzmanpoe) B cepum Berkeley Slavic
Specialties. an., npenucn., nocnecnos., npumeu. JK-O. XHaxkapa u T,
HuxonscKoR.,

8 Cwm. marmcaunsni Tychanosem nekponor XneSuukosa: A.B, T. 8., "ITams-
T Benumupa XmneGumxosa", Hopoctw, Ilr,, 1922, 17 unous, M
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HAIEYATAHHOE MM 00bABIeHUe o cozganuM "Kpyxka mamarty nosra
Xnebuukona" (Hosocra, 1922, 24 worx). Cp. ¢ asycrumuem Xapmca
"Bukropy Buamumupopnuy XneGrukony" (1926): "Hory nHa sory
sanoxue /Bemumup cupur. Ox xus” (r ku.: Xapmc JO., Cofp.
npouaBeAcuni, ka. 1, Bremen: K- Presse, 1978, c. 28). HOpyroe
HOKAIATENLCTBO CO3IHATENLHOH M OTKPHTO OGLABIEHHOR
IIPeEMCTREHHOCTH - B ynotpeGueriu Tychanonsm Toryna "TIpencezarens
3emnuoro Mlapa 3aymu" (Tydhanos A., AsroSuorpagus, PO UPIIY, &.
172, en. xp. 339, B meuatv B cocTaBe KHUIM "Yinkyiuuxku", MMenHo
TAKYI0 QanmMcs ocrapnser TyhaHoB B MUHMATIOpHOM ankGoMe Xapmca
1925 r., KOTOPBIA OTKPHIBACTCA NCBMIOM- TPEBOBAHMEM IIOCIIERHErD
"Byas kpatok u o'wrok”) ¥ Xapmcom - "Ilpeacemaren <sic> Baups
Baymu" (cM. nuxe ankery mis BCID).

9 Ham HeusBecTHa OCHOBHAA YacTh Hepazobpanuoro ouga Tydanona B
HPIIH. B sanucHo#i kumxkxe Xapmca 3a 1925 r, moxHO HaliTH
HEKOTOPLIE YKASaHHA HA DEATESIBLHOCTL TPYIINLL, HANIpUMED: "<CEHTAO L
3BOHMTE K BpemeHckoMy, K AnekcaHap<y> BacuUNbeB<HUY> U K
Burunsuckomy. Ckasars Tydhanopy, uro ceronng y uere ne 6yny" (.
87); niu cregywomee pacrucanue gus: "<19 amryera> ..Benu 6yny B
6ufnuoTtexe, Faiitu K Tycanony, a rorom K [Tomouxomy™ (1. 67). O C,
IMToxoukom cM. mpum. 41.

10 Tychauos A., "3aymubiiz Opnen" (wacrxoe co0p., lenunrpan). B neuatu B
cocTaBe Kil "YIORyiHuky". Peus HAET © NUCEME, ABIAKIIEMC OTBETOM
Ha AHKETY COCTARMTENN CHOBAPSA PYCCKUX MHCarTenei, BOIMOXHO, B,
Koaemuna, ;Esrenuit Mpanornu Burunauckuit (1903-1942?) - yumrens
cnoBecHocTd. B cepenune 20-x rr. B cripaBounuke "Beck Ilerporpan”
auauuTes KaK "roar", ONHAKC, HH B KAaKHX OOHMIMANLHEIX IUTEPATYPHEIX
oprauvaaumax ae yucawicd, Ero xeaprupa Ha Bacumsesckom Octpose (6
munus, O 41, ke, 9) Geina ogHUM U3 MECT RCeTpeu uneHon OpreHa
saymHukoB W Jfleporo ®uragra. Ha mnosTuuecKOM Beuepe y
Burunsickoro nerom 1925 r. Xapme nosnaxomunca ¢ Beeaenckum, Boin
AKTEPOM TEATPANLHOTO KONIEKTUBA P2 IHKC H, [T03Ke, AIMUHUCTPATOPOM
OB2PHY, Ero npouzseneHus Heusganol. Hexoropsie xpanstea » OP
I'TIEB, ¢. 1232, en. xp. 414. '

11 Tycpamon A., "3aymusii Opaen”, Vkas. coy. TeopeTHueckne MONIOKEHUS
Opaeria Gy OIMyGNUKOBAaHBL M pokoMMenTupoBansl T. Hukonsckoi
(cm, Huxosnexkan T, "Opnen saymuukos”, Russian Literature, XXII (1987),
Nr. 1, ¢. 85-96. B xypHane asropcTBo ommfouno mnpummcano C,
Curosy).

12 Typanos A.,Bonora apgpa. Ir., 1917,¢. 9,
13 Typanor caM onpeneman Kpyr CBOMX "yuurelneit B mosany”. Bo peex

CBOMX CTATLAX, HAIMCAHHEIX N0 IIEPEXOIA K 3ayMH, OH AMCINMPYET K
- Koncrautuny Banemounry. Cwm., nanpumep: Tydauor A., "Haeituoe
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xns6aHee B coBpeMenioit nurepatype”, Cepeprplif rycsap, 1915, Nr., 9, ¢,
33-34, O W, Cemepamune cM,: Tychauon A,, "O nossmu WUrops
Cepepsnuna", Cepepunit rycusap, 1915, Nr, 6, c. 33-40. Yro xacaerca C.
MamnapMe, rnmoxasareinno, 4To TydaHOBR BKIOUMI B KHUTY HADALY C
COGCTBEHHBIMHM CTHUXOTBOPEHMAMM CBOM TIEPEBOALI ITPOM3BEIEHHHA
chpaMIy3cKoro mosra.

14 Cwm, 2Kaxxap JK-®., "Anexcaunp Tydanor: oT sonoapduama K saymu” (p
nevaTH B COCTARE KH, Yixky#nmas). XapMc IpOTHROIIOCTABIACT MOHATHE
‘rekyuecTH" MOHATHIO "JNOrMKM" W, TEM CAMEIM, ITPUOIMIKAET €ro K
onpeleNeHHI0 3ayMy. B maruposanHom 18 mapra 1930 r. Tpakrate
"Opuuuaguars yreepxneHuit Januuna Weanopuua Xapmea" oH numeT;
"OxMH YENOBEK TYMAET NOIMUECKH: MHOIO JMIOJIEH ITYMAIOT TEKyde <...>
A xots u opuH, a nymaio rexyae” (OP FIIB, ¢. 1232, en. xp. 371).

15 Tyganos A., "O nosauy Wrops Cesepanuna”, Vxas. cou. C. 35.
TIpuHOMN MYSBIKANLHOCTH TPOXOIUT Yepel Bee TnopuecTo TydaHoba.
Cratest o Cenepanuie 6sima Hanevarana B 1915 r,, a 8 1923 r., Gyayun
YKS MOFFOM-3AYMHHUKOM, OH NMULIET: "YUUTLCS CREAYET U (DUIONOrMH U
hunocochur ¥ paboTaTh B MacTepCKUX CIOBRA, & SATEM, JIOUIPAR B
NOywxwaa, BansMoHT2 M Op. TOSTOB, HEpedTH K KOMHOO3MIIMK
chonpueckoit Myanku U3 hoHeM deNOBEUECKOM peuM M K IOPYyTHM
crynedaM GeadGpassore teopuectsa”. Tydanos A., "OcroSoxaeHue
SKMBSHM M MCKYCCTBA OT JMTepaTyphl”, KpacHsiif cryzenr, 1923, Nr. 7/8, ¢.
7-12.

16 Ha naxiioe sHaueHHe PATMUKKA B NIPOUSBENCHKAX XAaPMCA YKASLIBAIOT
ToHuyeckue ynapeuus. Cwm. takxe peMapky "KauaTe ykopusieHHO
ronosoii" Ha nonsx nyGimxyemoro nuxe tekera "Cex". HMmewnio
PUTMHUECKOE KAYECTBO €0 CTHXOTRODEHMIA NN meTell Mpunecno UM
Takolt yenex. Cwm. samevanne camoro Xapmca: "Hosad puTMuEKa -
HeBoaMoKHa ckangoBka" (1. 154 06.).

17 Tychanos A., "3aymuuis Opaen”, Viaz. cow. ¥YnorpeGneuue B »Toit
LUMTATE MPUAAraTeNsuore "peansuoe” (elle M B CBHAM C MOHATUEM
"TekyyecTH'') MpOINBAET CRET HA ByMynIice MOHATHE 'PearsHOE HCKYCETRO"
B camoM Hasnanun OBSPHY.

18 QOryer 06 sTOM Beuepe - "Beuep 3aymHuxoB", onySnukomaM M.
Meninaxom B Ki.: Bregenckuit A, Honmoe cobpanue coumnenuit, v. 11,
Ann Arbor; Ardis, 1984, c. 238-239. Ha moxyMeuTe HET MONMKUCH, U O
Tychanose B HeM TOBOPHTCSA B TPETLEM IMLE, TEM HE MEHEE, MOXHO
YTBEPKEATH, OCHOBHIBAACL XAK HA COMEPXKAHMM, TAK M HA CTHNE U
MOYEpKe, YTO ABTOPCTBO NMPHHANIEHKHT Mmenno emy (em. OP I'TIL, .
1232, ex. xp. 369).

19 Tychanon A., "Beuep 3aymivkon”, Ykas. cou. Dra xe xnaccupuxauus
scrpeuaeted B cratse Tydhanora "Cnorso o6 uckyccTse": "MEIL x BaM uliem
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K3 BOUHLI M PEBOJIOLIMH, KOTOPLIE COMKHYIIH, CMECTHIH, CIBMHYJIH BEKA
Hax KpemneMm M, HA9epTaB Ha HAlMX tabula rasa - moxaxcate, ripesparinm
yac B wckazurenein” (PO WPIIN, ¢. 172, en. xp. 348). Byner
0TyGJIMKOBAHA B nepeu3afanm "V mKyiHmos".

20 O Jopsene ("aopkoe” + "Bemaume") TychanoB mumeY- CreRyKOIIee:
"HeoBXx0aMMO €I€ CKa3aTk, WTo B JICHMHTpajie MMEIOTCA XYIOXKHUKHA
rpynnst “3opeen”, pyKOROIMMERE XYE. MaTomuHemM. YVUeHHK ero
Dupep nan obaoxKy K Moelt kuure M rabnuusr donem. Ofe Hamm
FPYINBEE COCTOAT WA JayMHukos, "Gecipepmernuxos”, Matwomun -
CTOPOHHUK DPACIIHPEHHOrO BOCHPHUATAA 10 OTHOIIEHHID K
[IPOCTPAHCTBY, A - CTOPOHHHK PACIIMPEHHOrO BOGIPUATHA IO
oTHOLIEHWIO K BpeMenu. / Ham open 1 rpynna "3opeen” s Xyn. Buapepe
CONpHKacaloTcd, ¥ B OyIyIeM BO3MOXKHA COBMEcCTHad pafora no
YCTAHORNEHUID COOTBETCTBMH MeEXIOY IIOCKOCTHON OKpacko# BHe
MEPCneKTURLI M aGCTpaKTHRIMU cornacHsmMu Gouemamu” (Tydaunos A.
Jaymusnit Opnen. Ykaa. cod.), Bopuc Bujiep NpoMmnmocTpUpOBAIT KHETY
Tydhanona "K saymu”. 3aMeTHM IIpH BTOM, YTC €r'0 €IWHCTBEHHANA
MOYTUNECKAN KHUIA (IM3KA TEOPETHUCCKHM B3rnsgom TydiaHosa (Cwm.
Bunep B., Cruxp. -Tpaucnonane [Eiick], N© 15 (1983, N© 2], ¢. 80-87.
y6mumkauus H. Xapmxuesa. M. MaTioIuMH O3HAKGMII CO CBOEH
TEOpHEit "pACITHDPEHHOTO CMOTPCHHA" MOCETHreNed BHICTABKY B
Axamemur XynmoxecTs cceHslo 1923 r. (ony0Onuxosana B BHIE
nexnapariun. Cm.: "He uckycerpo, a sxuans”, 2Kuans nexycersa, 1923, Nr.
20). Camo "pacHIMpEHHOE CMOTPEHHE" BOCXOIMT K BRIPAMCEHMI M.
HoppikeHCKOTO "paciiMpeHHoOe cosHaHue". CM. OUeHb MOMYNAPHYO B TO
ppema kuury M. JlogepkeHckoro, CBEpXCOIHAHHE M NYTH K €ro0
nocrixernmo (CI16, 1912),

21 MaTiomud mUeT, Yto 30pRen "BHepRbIC BEONUT HAGIIOLSHHAE ¥ OILIT
Kocene FaKPLITOro 'JafgHero naana', Bee TO MPOCTPAHCTEO, OCTARIIEECS
'siie' yenoneueckoro onbra” ("He nekycerno, a xxusun”, Vras, cow). B
"Ocnopax sayMmporoe wupoowyumenusa”, "OcHoBax 3ayMHOTO
Teopyectna' u B "Jexkmapauwn', cTaBlled NPEIUCIOBHEM K
"Vwmkyinukam", Tydanos eosepainaercss K pa3paboTAHHEIM MM
OCHOBHBIM TOXOXeHuaM o 3aymu. B "Ocnopax sayMHOTO
MUPOOLIYLICHHA" ABTOP MONYEPKUBACT (PMIMONOrMUECKH! Xapakrep
pocnipusTus: "OusHonoruueckne [oCHOBLI]: nepudepudeEckoe IpeHKE,
HapANY C LIEHTPAJIHHBIM, YCIIOBHRIM ",

22 Tperpa wacTh, xHuru Tyganosa "K saymu” nassmaercs "Cpemm”, 06a
CTUXOTBOPEHMS, "HamaycTHeie" XapmcoM, - "Becna" u "Hums", Bxozsar B
aTot padgen. Ilonzaronorck crhxoreopenns Xapmea "Tlonexa saTeorkH”
raoke "Cpri”,

23 JIn. 92 06.-94 06.
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24 Bra nosma, npourraHHas Ha "Beuepe saymuukon" B okTs6pe 1925 r.,
xpaumrres 8 PO VPITH (apxus A.B. Tydawosa).

25 Tydpanon A., K zaymu. C. 8-9.

26 Tygbanos A., "OcnoBoxIeHHe XU3HM U HCKYCOTE 0T MUTepaTyphr”, C.

7-13.

27 Xne6unxor B., "Xynosxmaxn mupa!” - B kn.: Xne6nuxos B., Teopenns,

M, 1986, c. 623.

28 Cnoso kax Taxosoe. CII6, 1913, OrMeTuM, 4TO Cpemy YIIOMSHYTRIX B

SAMMCHEIX KHHKKAX XapMca MpouareIeHuis, ecrh keura Kpyuenex "500
HORBYIX OCTPOT M xanamGypor ITymkuua" (M., 1924), 8 xoropo#t mosr
COCTARNACT CIIMCOK CNyualHriX caBuros B Texcrax Mymmwwuna. B 1930 r.
cruxoraopenun Beenenckoro, Xapmca M KpyueRrIX HCKHBI Goimu
BCTPETHTRCS HA CTPAHMLAX ANbMAHAXA ATOM, KOTODBIA DaJyMbIBAJICHA B
chra3u ¢ roToBuBIIMMCSA JI, AparoHOM COBETCKO-(PPAHITY3CKUM cBop-
HHKOM coppeamucroB. CM. moppobuee: "Janunn XapmMc B Tpex
HeocymecTenenHex m3ganuax”. [yGmukauua Bu. Bpnsa. Tpancrnonane,
1986, Nr. 28.

29 Cm. B xu,: Kpyuensix A,, Caeuronorss pycckoro ctuxa, M., MA®, 1922,

30 Mo waspanuo npeguciosus B, Mapkosa "Krutenych, Russia's Greatest
Non-poet” .- B. xu.: Kpyuenrx A., Ha6panuoe. Miinchen: Wilhelm Fink
Verlag, 1973,

31 gxon Cemenosua JIpyckun (1902-1980). Ero nonroe BpeMs OCTaRaB-
IIVECH HEMIBECTHLIMM INKPOKOMY KPYry UMTATCICH TPOMIBEICHMS
HepasHO onyGnvkoravsl B Amepuke. Cm. xu.: dpyckun 5., BOanau
pecraIoB. Washington: Frager & Co, 1988 (coct. m npen. T". Opnora). llo
BTOTO ORINA MINAHA HATIMCAHHAA MM HCTOpHs unHapei (cm.: "Uwmnapu" [u
Cranum nonuMauma]. - Wiener Slawistischer Almanach, Wien, 1985, Bd 15,
S. 381-403. O wnem w o umnapsx cm.: Caxwun B, ""Umuwapu'-
mureparypuoe ofwegunenne 20-30-x rogos", Yerseprsle ThIHAHOBCKHE
arennd (p nevatn); Ipyckuna JL., "Boino Taxoe coapyxecrno”, ABpopa,
1989, Nr. 6 (skn. Texkctoi Xapmca, Beegerckoro, Oneilinuxona,
Junapckoro u Jpyckuna); Kaxkap 2K-O., "Heckonsko cop 0 3a0LIroM
dhunocothbckom Harpaenennu" (B nevarn B ansmauaxe Hopo-BacmanHas
19 (M.); Bxu. chunocothekue wcenenopanua O pyekuna); ero xe, "Hunapy,
Tlpensapurensuas crnpabxa”, Russian Literature (B nedatn). YacTh ero
nacaemua Haxogures g OP I'HB, ¢, 1232, T. e. pMecTe © apxuBoM XapMmca,
koroperi Jpyckun crniac Bo BpeMs GIoKablL

32 Neonnn Camenrerny JIunanckutt (1904-1941), asecTHbIA crOpee nMon
MCEBNOHHNMOM, KOTODGLIM OH MONNMCLIBAT ITPOW3ABENEHUMA I nereit -
Jeonun Capensen. Ero dhunocodhexkue paBoTsl 10 CHX MOP OCTAIOTCS
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HenamaHHeIMM, OrTpriBkM 13 "PazroBopos” (r.c. sanncanasie UM
pazroeopel umpape# B 30-e roxer) Geinu onnyGnukosansr T. Jlumasckoi
(cM. B xi.; Bocmomumanrs o H. 3abonorxom. J1., 1984, ¢, 52-56) u I,
Jpyvexunoit (Vras. cow). Yacrs ero nacaeIust gaxogurca takxe g OP
I'l1B, ¢p. 1232.

33 B croux TekcTax J[PyCKVUH yOOTPeGIAN BTOT TEPMUH B KAUECTBE HATBAHKA
CPYIMIEL HA TTPOTHKEHUM BCEX JIET € CYIIeCTBORAHMSA. TeM e MeHee,
Punocod oTMEYAN, YI0 "WMHAPAMM MEI HAZRIBANK Cels PENKo, HA M
Tonsko 2-3 roma (1925-1927 rr.), Korna Tak ODOXTHUCHBAIH CBOM
npousseneuns Beepenckuit m Xapme" (JIpycxms A., "Uunapn”, Yxaz
cog. C. 399), ' '

34 Stone Nakhimovsky A., "Laughter in the Void", Wiener Slawistischer
Almanach, Wien, 1982, Sonderband 5, S. 10.

35 Dpyckun ., "Uunapu", Ykas. cow. C. 394. A, Anekcauapos paer
- HEBEPOSATHOE H, KAaK.CNEICTEHE, HOBOILHO HEYKITIOXKEE 06niAcHeHue, JleT
HECHTL TOMY HAZAL OH MUCAN, WTO CIOB0 OG03IHAWANO HEK0Ero
"ozopuoro u ponsnoro waua', un "enfant terrible” (m rexcre mo-
(hpalyICKu), a Hemasno, 4y1o YWarapy OGEIIM "CKOMOPOXAMH HOBOTO
Bpemenn” (Anexcaunpos A., "Marepuans: I, K. Xapmca B PykomucHom
oraene Ilymxunckoro goma’, Yxas. cow. C. 72; Anexcanupor A,
Uynoneit. - B ki.: Xapme 1., "Tloner e neBeca”, Yrasz. cou, C. 21),

36 BaxTepen W., "Korna Mel H5UTH MOTOMLIME", B ki.: Bocnomurarms o H,
Jatonouxom. J1., 1984, c. 67,

37 OBDPUY .- Adummm Jloma neuarn, 1928, Nr. 2, c. 11. Ilepenevarano B
Oxford Slavonic Papers. New Series, 3, Oxford: The Clarendon Press,
1970, pp. 69-74 (ny6n. R. Milner-Gulland).

38 B orser Ha IIPSICTABNeHME 00BPMYTOB B CTYNSHYECKOM O8INEeXHTIM
wexkto JI. Hummeuu, na camMoM meme, MUUIET CIACHYIOWES (IIPOITACHEIMK
GykBaMM): "<..> UX 3AYMHOC XOHCIEPCTBO - BTO NPOTECT TIPOTUR
OUKTATYPEL mpolerapvara. [Iom3ua MX MosTOMY KOHTPPEBONIIMOHHA,
BTO Mos3aus YYKILIX HAM AROAEH, no23us Kaaccoporo ppare” (Humeeny
II. Peaxumonuoe xournepcteo. O6 OOHOH BEUTAIKE TUTEPATYPHBIX
xynurasion. - Cmena, 1930, 9 anpensa). llepeneuarano B k1. Bregenckmii
A., ITonroe coBparwe counmenni, T. 11, ¥xas. cou. C. 247-249,

39 Bo mpems oprauusaluu nToporo Jesoro PaaHra cHNaMH Tex moneit,

. KOTOPLIE BIIOCHSHCTBHM CTAHYT AIDPOM OgbC,IIHHﬂHHH PEARBHOIO
HeKyccTBa, ‘3afonoukuit aaasun, Kak 6ynTo, caegyoiee: " He auaw, Kro
KpoMe Hac oKaxercs yuacTHHKoMm "JleBoro dhmanra”, Ho TBEpAo 3HAK,
Y70 B OOHOM TBOpuecxoi opraHd3aimu ¢ TydaHoepbM MM eMy
HOOOGHEIM '2aYMHUKOM' , CHpeush OGECIIPEeIMETHUKOM, HUKOTIA HE
okaxycs' (baxtrepen U., Ykas. coa. C. 75).
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40 Msapu E., 2Kupy 6ecroxoiiro, J1., Coperckuit mucatems, 1990, ¢. 508.
"Uucrora" - BaxcHelmas mis XapMca Kateropus, B omHoM M3 muceMm
1933 r, k axrpuce THO3a K, ITyrauerott XapMc roRopuT O TOl YUCTOTE,
"goTOpas TIPOHMALIBACT BCE MCKYCCTRA", M ONPENSIAET OCHORY choch
roeTHKY TaK: "Korua g nuimy cruxy, To CAMSIM MIABHLIM KaXeTCH MHE He
uIes, He coepxcanse ¥ e popMa, ¥ He TYMAHHOE FIOHATUE 'KAYECTRO', 2
HeyTo elie GONee TYMAHHOE ¥ HEMOHATHOE PAKOHATTHCTHUECKOMY YMY,
HO ITOHATHOE MHE M, Hanewcs, Bam, munas Knasgus Bacunnenna, DTo -
gpetora ropsanka " (Xapme 11, "Tloxer s neGeca”, Viaz. cou. C. 483).

41 B sanucHsIx KaMxXKax XapMca ecTh CBUNETENLCTBA O FHAKOMCTRE ¢ C.
Hoxowisam (eM. mpum. 9, a Takske am. 135-136 06.). Cemen AHATONBREBHMY
Homouxmu# (1905-1952) 6BIM YYACTHUKOM Ka3AHCKOH TI'DYNITHI
MMAXUHUCTOR Burpuna nosros. Co IHA ocHomauus (xoner 1922 r))
unen Bompcrsywiuero Oprena BMa>XHHMUCTOB, B COCTAB KOTOPOT'O
pxogumu . Ilmepempcon, HU. Adanacees-Conorsen, Bragumup
Prunorru <JI, Typyrosuu>, H. I'puropeer, A. 3oxorHuukmit, JI,
Porupckuit, VuacTBOBAN B MOARUBIINXCA B MIXATCAnCTBE OpReHa
cGopuuxax B xuburxe proxuosenns (Ilr., 1923) n Posechuku. H.,
Adpanaceer-Cononsen, Cemen Tonouxuii, Bragymmup Prunorty, JTeonun
Porucxuis.,, Mmaxpmmrerer (J1., 1925). B nocnenneM Gpino HanmeyaTano
ob6narpneHue Hepbmegpmero cbopuuxa: "TIONIOXKA PYKY HA
CEPJIIE!" snayurensHefimas kuura 1926 r. puiigeT B sHBape
‘HeofrualiHple CBUEAHRUA Jpy3eil’ OTKPLIBAET XOPOIIYIO BIIOXY.
YUACTBYIOT IIPEKPACHBIE: A, Anpamon, W.A. Adawacnrer-
Cononnen, M. Bepeann, A. Beepeuckuit, 3. Kpummep, C. Monouxuts, B
Puumorru, JI. Porunckwuii, K. Coronun, C. Cracckwmit, JI. Xapme, E.
Xurep, I'. IlIMepentcoH, B. Dpmx".

42 3pech mo momony Jemoro ¢manra Xapmc mucan: "Mbl cTpoMM
CROGOIHYIO OPraHW3auM0o ¥ camy ynupaemca Ha crapy” (OP T'TIB, .,
1232, en. xp. 74, n. 1). 3acemanue 5 sgupapsa ObIIO CBASAHO C
FOTOBMEINMMCH BLICTYIIeHWeM rpynmsl B "Kpyxke I pyseil kameproi
myssku" (ITp. 25 OxraGpsa, a. 52), craemem csoecOpasnodt cLieHol
Jeporo praanra . Cp. sanuce XapMea" <1926 r.>»> Hogano sagsnenne 9
aexabpa » Kpyxox npysel kaMepHol MY3LIKYM, O paspenieHum
NUTEPATYPHO-NEeBoro yTpeHHMKa" (3anmucHas kHuxxka Nr. 8).
CoxpaHyINCck HAGPOCKK CTHXOTBOPHOM PEXIAMLI OXIIOro W3 Beuepos (9
auBapa 1927 r.): "He xogute aumaps / CkaxeMm gZersTs rosops /
puictTynaeT Jerwrt chmaur / - sro npocro He xopotno - / ¥ maur” (OP T'TIE,
. 1232, ex. xp. 219, n. 30). Cp. sarmecr Xapmca, CleTalHYD [0 CIEIaM
mricTynenns: "Beicrynnenue Jlesoro dnanra Hosros B Kpyskke npyaeit
KamepHo# Myspiku 9-re aupapa 1927 roma. Coboit a uemomroneH"
(Banucuan xumxra, N1. 8). Onno uo peictymnennst Jleroro dhiavra
cocroanochk B "Kpysxxke" ocennio 1927 r, (cm. 2Ku3ns wexycersa, 1927, 1
HOAGps).
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43 Tydbaron A., "3aymunit Opnen”, Vkaz. cow. Vnax Usanopmu Adanacsen-
Conosrer (1899 -19387) - most, uneH Bommcrsywmero - Opaexa
HMaxcHHHCTOR. BRIIycTHN 338 CBOM CUET TPH MODTHYECKHE KHHIH!
Cenepuas rosma (IIr., 1923; yanuTtoxena asropom 13 smsaps 1924 r),
Zasdesanye Merporpana (J1., 1924), Baerwr (11, 1925).

44 BeposTHo, 3HaKoMCTBO Xapmca 1 Beenenckoro ¢ KimoesrM npousomno
Onaropaps Gamskomy npyry mocneguere - Il MaHcypomy (cM. npum,
48). O susurax Kk Kmoepy scnomunan I'. Marsees: "Januun saxonun x
Kmoepy, Hpapunncs emy uynauecTsa Kioera: UyTh 1M He CpeHEBEKOBAA
o6CTaHOBKA, MOJIOC M A3HK AHIEABCKWH, BMX - BOOHl HE ZaMYTHUT, HO
CHNBHO NIOOMN TIOCKBEpHOCHOBUTH” (oM. B ki.: Xapme ., "Tloner B
HeGeca", Yikas. cow. C. 540). CM. TaKXKe KOJNOPHUTHOEC OIMUCAHME
nocemenua Knwoera s pocniomunanuax M. Baxrepera (Vkaz. cou. C. 81-
82). Knioer ycrpausain y ceba (yi. epuena, g, 45, xn. 7) nureparypHbe
BeYepa, HA KOTOPHIC TIPHIIAITANKCE MONGEIC NOHTEL (CM, OIIMCAHME Er0
KOMHA4TH B BocnoMumanusx: Menckuit P. H., "A, Kimwoes", Hosrii
sy pram, 1953, Nr. 32, c. 150).

43 Tepsote 3anmcu - 3anucHas kumxka Nt. 7, mocwenmuss - 3anucuas
Kumxxka Nr. 8.

46 Bregenckuit A., ITomroe copatme counreni, T, 1. Vkas. cou, C. 243,

47 B crucke CTHXOTBOPEHUM, KOTOpPEIE XapMc 3HAN HaUBYCTh, ECTh NBA
npouspeaennd C. Ecenuna: "Ha, Temepr pewmeno” u "l-as apus
ITyrauena”,

48 Tiamen Angpeesnu Maucypos (1896-1983) - xymoXHHK, 3aBeNORAN B
F'MHXVYKe {(cMm. npem. 49) BDKCNEPUMEHTANRILIM OTH8JIOM,
MHTEepecosaNcs HApOIHbIM TBOPUECTEOM. C IOHOIMIECKUX 18T DLl 3HAKOM
¢ Ecenunmm u Gimsok eMmy B 1920-e rogel. Beil ¢ HUM B €10 NMOCIERHO0
nous {cM. ITucemo Mancyposa O. Cunbopennu ot 10 asrycra 1972 r. -
Maunyniree, Uetopuueckuit ansmanax, k. 8, Paris; Atheneum, 1989, c.
171-174). Ha nocnexnseit soictaske FMHXYKa B mione 1926 r. Masncypos
"pacKJIeMII 110 cTeHaM Macey chororpachuil, KPecTEAHCKHH KOCTIOM,
KYCOUKM KOpPH, HECKONRKO pacKpameHHBX pocok" (Cepwrit I,
"Monacteips Ha roccHaGxenuu”, JenwHArpancxas npanga, 1926, 10
WIOHS; TIEPEITEYATAHO B KH.: ABANTapA, OCTAHOBICHHI Ha Oery. J1., 1990)
H COMPOROAMUI MX CBOMMM JeKnapaiamK "MHpcKoe MHCEMO K ropony”
u "BmecTo o6 bsacHenns pabor”, neppas us Hux GHUM MPOHMKHYTA Ufeelt
MPOTUBOIMIOCTABIEHUS OEPEBHH TOPOLY, AMONOTHEH HAPOAHOrO
uckycersa (cm. JITAJNH, &. 244, ex. xp. 66, n. 27). B cnoux

" BOCIIOMMHAHMAX © Xapmce uckyccrsoren B.H. IleTpos roeopur of
"ormavHOM moprpere Xapmca, HanucaHHoMm Mancypossm” (YacTHOE
¢o6p., Nepuurpan). 21 asrycra 1928 r. Marcypop yexan 8 [Tapux, Base ¢
cobolt cOopumk mpoumssencuuli Beemenckoro, Hoisfepa JlesuHa,
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Barunoma, 3a6onoukoro, baxrepena u Xapmca (cM. B K. Brenenciuiy
A, Honmoe cobparue couwsrtenpi, T. 1. ¥kaa. cou. C. 247).

49 TocymapcTrennniit Uueruryr Xynoxecrpennol Kymsrypsr (1923-1926).
INox pyxombpeTsoM K. ManeBwda MHCTHTYT CTAN UEHTPOM
ABAHTAPAUCTCKOTC M306PA3UTENLHOMO WCKYCCTBA: 3jech paboramy M,
Matwomen, B. Tarnun, I1. Mancypos, H. IIynna, B. Epmonaepa u gp. O
Panmxee cm. B kn.: Beepeuckuit A., ITonnoe cobpanue cogntierni, 1. 1L
Vxaz. cou. C. 230-237; Baxrepes W, "Koraa Mpl 5s11H MoJIOABIMK". YVxas.
coy. B Bemom aame 'MHXVKa (rae B 1923 r. 6nmma mocraBleHa
TarnuHbM cCRepxnobects XneGumkopa "3anrean') Paguikc peneTvponan
neecy "Mos mama Bed B yacax', HO NPEMbEPA HE COCTOANACE KAK IO
TEXHUYECKHM, TAK M, OYEBMIHO, TI0 NPYTHM IIPUYMHAM: [TOCNE CTATLH-
nonoca I'. Ceporo, nossusineitcs B JeHunrpaickoi npapac (CM. IIPUM,
48) TMHXVK 6511 3axpeT ¥ ofwequnen ¢ FMHIA. Hanomuum, uto B
8anMCHLIX KHIXKKaX XapMca eCTs CBMICTEILCTEO O TOM, uTO Maneruy
cornmacwica naxe na padory B oot rpynne ¢ 5y IyIuMHY o8apUyTaMH.
Cwum. B xn.: Beenenckuit A., IToasroe cobpanne counnennif, T. II. ¥xaa.
cou, C. 241-242. Umeer cmpicn goBaBuTh K onyOMMKOBAHHLIM M,
MeiinaxoM BLITUCKAM M3 BANKCHLIX KHMXceK XapMca eme gpe: "<HoAGpb
1926 r.> YHopHC - yTBEpRJamILEe HOBOE MCKYCCTBO - rpynma K. C.
Mamnesnua B rogy 1922-23 [...]"; a rakxe:

<mexalpn 1926 r.>
Bonpoc o Barunoge [eepoarHo, o coTpyRHUYECTBE ¢ uumM-2K-B. 2K,
AYl]
Crenars aauanve ¢
Manepuu
Buegencxui
Jabononxuit
Baxtepen
Xapmc
Barunor
Peiunu Gea Baruuona”

Samuesast w0nxKa Nr. &,

30 Ormernm, uro chopmamucTy: paboranu B MWW, KoTOpbii, Kak H
T'UMHXYK, 6wn pacrionoxen na McaakMenckKoil mnmomanu. Xapmc
nocemnan ceMunapul Biixentayma B THHMH u 61 3nakoM ¢ HEM M O
Hlicnosckum. Besycnonuo, Teopernueckue paborsl Onogza NpuBReKIn
ero BHUManue ® nepuor hopMuponaHus cobcTpeniol nosTuky. Criazu
¢ hOpMANMCTAMHU M MX YUYCHHKAMM CTALOBATCA AKTYANBILIMM BO BPEMsA
moaroronxu 1iepsoro clopumka Pagmuxca (cM. npum. 49), B
TEOPETUYECKOM OTIENE KOTOPOreG HOJKHE! OLINMM SLITh HATICYATAHBI
ucenepopanua lknorckero "0 Xnebuuxome", B, ByxuitaBa
"KoncranTus Barunos”, a Tacke paforer JI. Munabypr, B, Iodmana u
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H. Crenanona (M, B KL Bncu:cncmﬁ A., Honwoe cobpatue camHeHHiI'
1. II. ¥Kaa. cou. C. 236).

51 TTucsmo TlacTepHaky omy6IvKOBaHO B KH.. Beemesckuit A., Ioxnoe
cofpanne cowmmelm, 1. II. ¥kas. cou. C. 227. Ilo sTroMy monomy cM,
npeavcioeye JI. Oreffimana x kuure ONeiHMKOBa, rIe OH MUILIET:
"XOTs HEenoCPEeNCTREHHEIM I[IOBONOM OLItA MOONBITKA YYACTHA B

' NOAroTORIABLIEMCH XKypHane [ansManaxe - K- 2K, A, V] 'Vaen' (ue
BBIINEIT), He TIOIUISCHT COMHSHHIO, ITO agpecay MMeHHo X lacrepraky
ofycnoenena 6MMBOCTRI0 TOsTHYeCcKUX IaTthopm” (Oineimman JI.
Maprumnany ¥ HCTOPMM PYCCKOTO amanrapia. - B xu.: Onelinuxos H.,,
Crrxorpopenwms Bremen: K-Presse, 1975, ¢. 5).

52 06 3roM CBMIETENLCTBYET CNEAYIONIAA BAMUCK, OTHOCSINAACA K ITOM-
FOTOBKTENLHOMY IepHony OBIPHY:

Bacenanue 23 Hoabps

[Bacenanue OGopepuyTos <sic> 8 4, new, Tom Heuarw]
TlonecTka IiA: ROKNAN O TeKYIIMX Tenax

1) BripaGoTKa IIPUIIMIOD, O LEIUHAICLIMX NCOTOB M XY IOXKHUKOR,
2) BelpaGoTka MEeTOIOB BHYTPEHHEH paGoTEL.
3) BripaGoTKa METONOB BHEINHEH padoTEL
4 Hposkr Beyepa "Tpu nepkIx yaca"
5) Cocrapnenue CMeTE Ha BEYED.
6) Cocrapnenue kanengapuxa B Jom [Teuarn.

OP I'TIB, . 1232, en. xp. 74, n. 3 6.

33 T.e. II. Bopucon, H. Bombmun, A. Kpaitcknit-Kysemun, M, Kysmus, H.
Knwoep, ¢, Hannens6aym, E. Ilomonckas, B. PoxpecTreHckuir, B.
Cmupenuckuit, b, Cononnen, H. Tuxowmos, A, Tydauos, . Ouwm, I
IEmepenscon.

34 PQ UPIIH, . 491, . 5.

55 Tam xe. Kpaji macta 060pBaH, BOCCTAHOBIEHHbI HAME TEKCT MAETCSH B
JMOMAHLIX CKOOKaX.

56 Cm,, nasipumep, oTane BaruHosa Ha ctuxu E. Pricca, - B ku.: JIykunixas
B., lIepea ro6o# aemns. 1., 1988, c. 54,

57 Bpenenckuit A., Hoanoe cobparnue cogumenni, 1. 11, Yxaa. cou. C, 242,

58 Wodhpe U. / XKeneznos JL., “Mena smreparypurie {0 'unaapsax')’, CMers,
. 1927, 3 anpens. '

39 PO UPJIY, . 491, 1. 5.
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60 Hpmpira JI., "Peakimdousoe xonrnepetno”, Yias. cow.

§1 pO VIPIIH, ¢. 491, n. 4, 0. 1. Joxkyment senoanucad. O5A32HHOCTH
TeXHMUeCKOro cekperaps 1/o BCII 8 aro rpems ucnonsan 1T, Mykimnuknmii.

62 K pacnias rasera, 1929, 26 okra6pa.

63 Cps. B xH.: Tepertnes H., Co6p. cow. Bologna, Universita degli Studi di
Venezia, 1988 (Coct. M. Marzaduri / T. Huxomsckan), Ornomenng XapMea
(ObE3PHY) n Tepeuriera - TeMa ocoSoro uccneponauns, Cp. 3anmcs,
Xapmca: "Uersepr 14 anp<ena> <1927 r.>, - Bonnluzoit cromnop ¢
TepenThepsM 0 Meece "JloGops" (3anucHas kinxka Nr. 8); a Takxce:

<1928>
Ofspuy
3acenanue 8 mapra
HOHE! IIPUCYTCTBOBATD
Baxtepen
3abonorkuit
Xapme
JleBuH
ITumGan
Pazymonckuil
Munn
Burunssckui
Monectka qna:
1) O6cysxmenne BHYIPEHHMN B3aUMOOTHOLISHUNA.
2) Ofcyxnenne nonoxenus B Jome Ilegatn,
3) Bnnokaimue Xon.
4) Pacnpexnenenue pador.
5) Ornoienme K TepelTresy.

Sanpcnan KHexxxa Nr, 11,

64 O nonuTdXe RAPTMM B OGNACTM XYAOXECTDENno# nurepaTypul (Peso-
nonma HK BKII (6)). - Mapecrna, 1925, 1 nwoasa.

*# TeceTsl XapMcea, NPeICTABNAEMbIE BHUMAHNID YMTATENEl, XpausTcs n
apxuse 1/o BCII B Ilymkunnckom gome (PO MPIIH, . 491). Cum
nyGauMKyoTes Brepine. OrprIBKY M3 cTHXOTIOpenns "Cex" 1 nmosmsi
"Muxaunn" ("Il Muxann") Oy onyGankonansl A, AXEKCaHIPOBKIM B
Exeronuuxe POITT (1980). OTpelroX M3 CTHXOTBOpeHMsA "3emnio,
ropopaT, n3obpeny koMexy" nanevarad M. Meiinaxom ¥ Br, Bpnem no
TEKCTY ZanucHoi kumxxu 1925 r. B xu.: Xapme 1., Cofp. npous-
pegenmi, k. 1. ¥xas. cou, C. 163-164, C nononuenvem B ki, 4, c. 187-
188. Xotum ocofo nmoGnaronapyUTh JNULO, NOGE3H0 NPEIOCTABUBINGE B
Hame pacnopsaxenue dororpadun pyxomnuceit Xapmea.
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OT BABYIUKH JO ESTHER”

ﬁaﬁm MabuMK

Tpecmub ryﬁKa

pyxoﬁ CApPaTOBRCKON B MBINO YHOY
ChIphIM CONEHLEM

luCHHIIIEl Ba.III:I"H
KYIPABLIA HOCHK

ILIATKOM OB YT -

xarnor B 6anax

CKOJEXKY TPAMBAEM
BragumMupeKy1o HOMepek
MOCEMBEHULIAM

ChIp}"H,[[y CBau

rpy6MTE TaTapUHY

B OKHO.

MBI }:J’IH[I)’ ,

BATYHHO ITAYHUM

M BaIe€HKaM# HaGeKpeHD

H JKENITAS PyKa MHaue
KYIacTesa MEX ICPeRCHE.,
IJIeH W CTY IEHB

chapeures Aot

NHITB TOPCTOYKA

JHHIb TOIBEKC TPH

JUIITE HACTEX GanepHHoii casITa
u Tyxaercst ¥ BETDHH.
xonogHoe GpomAara 6poxo
BAMBEIMACTCA HA KOCTEUIM
PE3MHOBAS CTAPYX4

a Moxer GBITh MABIMH

4 MOXeT OBITE

* Esther - Aorep AnexcaugposHa Pycaxopa (1906-1938) - nepeas xena
Xapmca, B 1925-1932 rr. - #uCTOYHHK ero REoxHonsenus. C ee mMeHeMm
CBA38H BaXXKHEHINMII B TBOPYECTBE NO®TA MOTHB OKHA (CM. IMCHMO
Xapmca P. Honaxosoit B xu.: IToner B nefeca, Ykaz. cou. C. 459-460);
"Becs Mup - okHo - Dorep”. Eit moceamenn Bems "IBugon” w
MHOXKECTEO cTuxorsopeHuit. B 1938 r. Berep Goina apectoBada no
O0BUHCHUIO B TPOUKHIME 1 IIMHOHAXE B TIONEIY I'epmanuy. TlornGna s
marepe.
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ROT B 5TOM JIOME
546a1s ouepenom
KAHILDKHTCA CEMBIO TOTAMM
CONOMEHHOE BEAPD.
KYIIUEBHULA
TEOET KapMank!
¥3 VWL
B [IPHION TBOPOB
HAILYINEHHAS
CENMLIO pAGUMKca
pacraxyBaeTCA
1101 Iepo -
M KRKETCA
oHa Bnanumnpclgan
CANHTCA ¥ Nevepst
CePEXCKAMM -
- Kak Gynro 5a ropox
4 CYMOUKOIO -
- HA MCHSI
IDYPOBAHHAA
TAK ¥ KATHTCH
34 Babans Kaners
perreiiKoM
npocroe nnarsene’
¥ IEHTOUKOI TMOJORK -
II¥YCTh
- GanabomomT Gabyiuka
BEIIsruwo u 5]16[}]:[
IyCTh O3MPAET NOXTTAA
POCTANHYD NONLIHL
CEPAUTCA KOIEYKoH
OKOINO KOTa
BLIPBHTCA BHIPEUTCH
BLIPBUTCS B JIAT
1O YGKOK0 OKOHLIO
HAKEHEM B ByHb
MAXAHBIM TIEPCHKOM
BHXPb rabaHL
AMLIEpa LIMIIEYKA

* HBpBUHa‘-IBJII:]{O NIATLHIE, U 3AMEHCHO Ha €.
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M{mncpa G'ym,
§um<a 1 chaskka
M CHTEI U 4,

BCE.

Habpocku x nosme "Muxammu".*

I Maxaun.
K‘pr{)ﬂHHKOM B OKQIIKO
cxhamur cx&iﬂmrr
py’ﬁ.ll_b TOXE
MAaxXy K{Hb
yJIMTaNA KEHOpEM
32 MANaxy Cepyio
YIUTAIA NAJGIAMY

K4 - 34 - ki
JIE3ET YTEPOM
BCAKAA YTKR
WAMATH ITPUCHY
6114 - rocioBH
0 - KO - AHHLIE
qepesa noAc

* "Ipumenanns K «Muxanmams
Hosma I Muxaun YMTAETCS CKAHIOBOYHO - ¥ - HAPACTIEB.
Bropoit Muxau BLIKPAKHRAETCA,
Tpernit Muxaun cunsHO pacirajgaercsa Ha CIOTH, HO HAIIERA MEHBIIE YeM
B nnepsomM” (TIpum. asTopa).
B opuoi u3 3anmMcHBIX KHMXXeK Xapmca 1925 roaa Mul Haxomum
cnenywmuit ¢pparment "IV Muxann": "Uerseproii Muxaui - ruynbii.
Bomen B KOMHATY OOLIAPKHAAS HOraMU M PAcKaIUBASACh: "BLIILIBAIOT
pacnicHbie” TOBOPUT CIYIIAET GOKOM M TAPAIINT MYCKYILI BOKPYT I'A3.
B MOTUANMBLIX MOMEHTAX JOIrO AYMAeT M 3areM 06PAIIaeTes K KOMY-
HUOGYIb ¢ ohuIManeHEM BONPOCOM - €MY HE HYXXHEM, PasroBapusaer ¢
YEJIOBEKOM ¥ KOTOPO0 YMHUPACT MATh NON WENK MUINYIOeH MAIIAHKK",
QP I'TIB, ¢. 1232, en. xp. 73, n. 68, 68 06. Cp. Takxe zanuct Xapmca:
"«1926> Cy66ora 4. Umanuns Yunaps Muxauna" (3amucran KHAXKA
Nr. 7). :
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nosic ¥ yrxaH

nbac yGpan

HO 3apes

g Clt:z:ml.

AYET KAneHs

Camdpe ONoI

umpe 6?pona pyccu

M3 34 MOPA

Ba{p()M Ha Jione

Bé:KH? (bb}lJIHT

A - py - ¢a.

H TCKPO

TEKHO

TEKIIAHO

0 HEMAPAHBIM )’CBJM
pasBe Mao

WIH BOJKA

TO NIOCE - TO FOLUA

£ce ré mm uh 16 Bér KhK
16 nbe néx ki ré kb md

, I Muxanr.
Cranem GUTECA
IO FyJHe ;
npef MKOHOIO AMBHb
pylconnucﬁ Ha KOJCHA
3a6OIEI MYXUKH,
BuITEpAI SOpPOIOID
Smonna
6b10 GOAIHOC MOPOID
OTJIAHYTLCA
HaJ epeMOlt CTaHOBUACS
KAMEHb
schep y
OH KABBUIKY CIOPTYKAMM
aaﬁoﬁq:rcpr -
- ¥ KyJIa TBOIO IEPEBHIO
MOKATHIIC TIO T'YPTaM
33 en0BLIE IepiBLA

187
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QayieRad TYT U Tam. ™™
A mepxy Tes U XOnK
He 3apexcells TaK IPUKUHE
YTOSEI IIPABHITA KOCOK
BOAJE MOCTA ¥ PEKH
a KOra MOCTAMH PeYKa
2AKONOINIR TYIIERT
MecycoBLI npexTéua
OKYHAeTCH TYIBIK.
THL MYXKHK - Tefe maxada
TOJNBKQ LIHDHYTH H3 HErO
# ¢ yxafa na yxalbn1
OT MKOHLI B XOPOROX
MoK MIACYIK THI OGOPBAH
TEI €DEMA M CBATHIN
BANOMM B YETHIPE COPIA

- DpeSex ALY Gy Teb -

- pazee Mano!
pa3se Boakal
TO TICEA - TO rmmnal
a CerofHs HANO BOT Kak!
IIo TIOCNENHArO KOBIUA.

, IIT Muxann.
naxen xbma
MaMHWHa Gxnamca

- pe3 ro - IOBK
MOC e 3aBTPa
ecm HA Bede -y
o:aepa MaHy I
BHIICII aHQ
cTh - mf ; cnin
BYIILI ATILIS
6 - nﬁ - ¢aACh
ad npa AU
1 it Taﬂ
Oé}) BRIFAH
ne Ty x4 mft
CTAHMUCIIABY

A
Ha nonsax: BocKaMUATeNLHLE SHAK.
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for

Iap Ky Hy

i To Bha
MO Kap6oIKa

THI MOI1 m'lpyc

*** ko pa Jex

BANETY LA

84 py G%mey

M3 K@ POHBI

66 cik ncrém

3y8 akymai

¥E TIOKAXET

HE NOKaXET

H CTE - KIIO ,
nsna na{gmc-r MEPIKHMOILIO
ANLMAHAXAMHE HOTA
gTo6HT Ié M B XoMcamoTe
MapalnyTE ¥ HOraH
YTOG LI JILIKO CTAHUCIRBY
BOBHOCHNO Ganaby
34 MOCKOBCKYIO aac'ra‘my -
nap pa }ufr THI
M HO Fan
13 neiepst
B r&py
KaMeHb
6yx - TO
B Thrio
MO 110 KD '
THHET COJEL - MU PYKaMU
nidcne shara****
Hé - 6dn - xou
fxb-rb
TE [EPh e BCTAHET
BOSJE [TyIA
T - JIO - B
gésne Ma - JI0
HIH BOJ - K&
TO nocés

Wskok
3auepkuyTo: "kopa.

3auepxHyTo: "Ha".
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/
TO TIOIIa

Harmnm Xapme

acérbnuxnanémxﬁx
16 ée wéx wi ré kds wi.

BCEYTI

BCE

/
I'OBOP.
'
OTKOpPMIIEHHEIE JIRLIEI
BINOXHY A ¥ CKa3aM
M TOINBKO U3 10 SaHKy
M TOJLKO Y TIOTIO
/

szrmcx, 0K q)ygaeny
cbacbany HE IIEPMAXTE
¥ JAKE OTRAISIA
M3 MAKHINA KAKA -
- xociIHKa Mos JrKa
no.ua{pox WM chTen
3eeHas CaNOHKa
YAHMYKE KYTIPBIIN
COTOMHS M3 TIOA AHmmI
(bycbl:mmsl pYKl{MH
OTKOPMJIEHHBIE JIBINGL
M TOTLKO
HTIOTI.

BCE

3EMIIKQ, I'OBOPAT, H30EPENH
KOHICXH.

IloceAman TeM, KTO KUBET
Ha Konmwinenmoi,

f I
BEPTOHY (PUHIKHIO

IEPHOM manJJ;OHy
SucHpéna y saxiTa
KPHBO.IIHIGN THIIYHOM
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/ ¢
IIOTYMEHA 3bIPLIHSA

Kanmuryiny mensjiony.

HAvYAND

TIPHOTKPLITA TOPTCHUIAPEI
OT ITYMOROK SaCHOHA
¥ BaNAILA KaK perrciHuK
c'ell MAJIMHOBLIA MMUpOT
YT YCILIIA MEX Y KPECen
TIEPOUEHEBE PAHIAIA
PAGroOryIHMAY MOBECHI
BAPHHLIAMM Ha yIIax
Hpa manenskas Kyiima
xouer khxars 3a MOps
Hox pyGaInKy Bosle nyna
M y cHera haHaps
a roayOyIlKa ¥ NPAHUK
TAHET KPBIUY Ha Hyiry
AHAOTA OCTPOBUTHE
DUHKKHfICKHE DALY
Jenend Teoe privo
u TpyGA
1 KOPEITO SUITYHAMH
Gapaban
MOTIETE I TTAHTATOHLT
Gaxpomoii
YYLOTBOPHAA MKOHA
M LyxXu
ronyGATHHA HE - HAND
tiberall
NOZAPKITA BRIKITFOYATE
¥ y3my p ;
A KyXAMM HIKCT QLT - €
TOpany nokoe Grur
s JIROKE TTAJIBMY CTPOHTD HAZIO
IULA PYMHEI Kaﬁamil
HA LILIFaHax YOI
ANV KMBIXH TIOJIOEA
32 KARIOLIKK ¥ Y iAna
cdapooHamMy 30Bs
hUHKKMS Ha IOTORE
TEPEXOMET TIOIAXNKY

191
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MaroMeTa M3 KOHIOUIHY
UEITPAKAMM BEIBOXKY
BAJIOAMOBA OCIAIIA
[IAPOJMIA OKYHAT
Besendnamu 6on‘pmma
1mepaMypa oxuE
H KOBIIAMH IEIMYT I[é]IO
SeMITK) NaxapA GRIMAH
tsssssasstsssssasis s o JIAOKE TIAEMY CTPOMTD HAHO
BIA PYyHHE Kabann
Cima Arpoamona”
HIDHS I"YHTI:I
HOTOM 3AIIEIOMMIIA
GyxXHyIa ryprst ;
MamonTa 23a0yns
nepa KapaBuH
draprio xarmhmuima
{)Tpox Ha pyccH
Sycamu M A
nznncrau MOEBB
emas B npenbaHauue
NBICTC O TIOPOr
nime NopTyranvs
Téxe canoru
PBDKHMH Kan&camMu
TOXE Carory
YPaHWIIA BLIPUILY
TOKE CAIOT'U
KanaGana eROUKa
TOXE FOBOPHT
a4 JICH - ThI
JaH - ThL
Gyp paGop
JIOBH
Xopo - i

* ITpumeuanus k 4-oi cTpamme.
Pechpen «Tdoxe carnoru» 38yYMT OJHAM TOHOM.

TIpouépkuyToe MecTo <3auépKHYTe: pechpeH> - peunraTus. Bepx zyru
noMeueH zenénsivu uepHumaMu” (IlpumM. asTopa Ha o6paTHO# cTOpoHe

Tperselt CrpaHuIIbY).
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né - /pcxén
TBOS KONOMA
e - perut
- paxoxma
/ ca - Qry
HAJ0 KHKATh JYKOMOPLE
I KOHKTIEHHOH €316t
M3 32 OCTPORA AMOHBS
BMHOI'DAA M YNk
¥ PyKOH e BEpTrem
u pyuHa kafana
M 32KA3AHBI METEIH
BOJOTHIE KYIIONA
M UEro-To pa:aﬁcns'hc'r
Xaraneiorn Bramm
a Ha HeGe KopabIaMu
npoferanm xopabiu
HaAO KHUKATh YEPHOIEMOM
f HAKMKABILHCE BTPYOY
KYMAUCRYIO ancHy
M pyuHy Kabany ;
HE CMOTPH Ha TIEYEHETY
JE yBUISIL KOUEPIH... .
............... marsessescens. 8 B BATICTAX APYTUMMH CHIAPKAMU
TenerpiMMoI0 Ha BEPCTHL
a.TICI(‘t;zH - IPY TAK i KaxeTCs
KTO-TO KMKAET 38 KYCTHI
sorssssrsannsnssasensennn JGIIBIA IEHDL IO 38KATA BEUCPA
OT Napu¥t JO MANEBOK KHABEHLIX
BCTAHYT YEIAKH UIYBEYEHD
TLMAMM CHUHEMH IOJYasSHM
........... sresresrsssnane o AJIEKCAHIIPA noagr apﬁﬁm
LeJIbIi OCTPOR MY Goséxoit
aNeKCaHp noaMT lCaPaﬁIlL
MMHOTABPA 3 YENIOReKa
vs0+2 M ATIOCTONA FRAIA MACTOM
qcpes uIeK onpaxlfmyn
B MOPE OCTPOB B MOpPe armoc
B MOpe manKa huHEKMK- BCE -
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Harmwn Xapvc
Krfnm n Koxa
I

TIon Jrércm:
Tloxn Kfncy
dychy
M He Kpsaxait
HE MOT'YTh
chancphprr
JIa - ANOLINUTH
ne6acuTh
JpRIHE B YXO BHIACT
I0AKNE MERTepIyIa
KarelK Gyu-vo Jomans
KArbIK yXOabIph
Y CHAL SKBUKABYET
U BoeT cobaka
¥ FOHSATCS JIACTBA
CIOABI H TYABI

Acnb6ao xpéum

BOE Yalne M yame
R3IBULHET BM Ba BYBOM
¥ MPETCA B YTIIbIHb

7 ’

C mMHeKEK IMpesH

nofrifﬂyrcx xOKoii

AOJ JIOT'OTh HE -d)jr'xaﬁ!

1O KOKY He IUIoi!
4 eCJIM YMXHETCA
ryBA4CTEIM CATLTIOHOM
To Kiixa 1 Kdka-
TAKOH XKe HIBIK,

I

é. ’
UepyKHK, HOMEHEM marom
OCKNAGHCh B YALIOKY KIKY

PACTIYIONTE 110 BETPOBYIY!
paabexxaThCA Ha Tpasy



HeoryOnHx 0BaHHEIC MATEPHANILT

oficycanenras (bl:l‘a
G6yx-TO KMKA
Ha Tiapém
SyZI-TO mana UM PHMOM
K3 KaMeTy
meay aepOagbipa
4y nedy ncppaﬁﬁpa
y nehy xaxerATn ,
Mbnna Bauua
XOULT IINTD,

m

WInén ML
noén  maEn
WINEN  IAAT
pLIén 1AL

THine HEAYIOTCA
KOMHATA ITYCTA -
JNOMKAMM MaruGamu -
TIONHEBIE YCTA: -

HOTH Grima Gennie:
IO CHErY YOTAIL

Pasee canpannu
XOHAT IO NECKY?
PasBe npaBocrnaBHbIE
LEPKBH paciuecHy?
MM TOILKO KOLISYKM
IMucawor nog cryn?

THRHYTCA MaenKaMH
KpacHbIC rpoﬁe{
CHTHEBbIE NEBYINKY -
o neby ryGa;
KPYMUTCA U IIITALIETCHA
6ynro 651 Ha Gai.
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"'py Iy Kax roJyoBkl

TENO - MOJIOKO

rIa30M MEPUANLHAA

CONHIEM BRICOKO.., '
Bor casrras Tpona

B ReGOo yKooIL

CTyxu M IIOpOXU
KPOBBIO SAITHLIN,

~ TaM I'Ie IPOCTOPHEE
KYKHIIN Ky
Bort o 2Toi1 TeceHsKe
UEBYLIKOH CITELIIIL

Trr 1 LesTyemeca’?
~ KOMHATA MyCTA -
Tax M cnoMamucs
- MOIHBIE YCTa?

"1 Horu Sstmu Gennie;
nd CHET'Y YCTall

BCE

CEK - gew. (Esther)

U ropopur Mumennxa
POT OTKPLIB LAXE

- s ke

A B 1oTauLI paKeH. -

HTirerero

huurTh harkTs PYHETH
6 M IIIBHED

$YHRTH (haHETh PUHETE
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Péa 123 l!Ia

HH B

A nonr1 Mnta

H H H
ZpH6 xprbé ﬁoﬁy
JOKHMHL HKeds Gada
XJECh XIACh - 3n6p030 -
p&{snaﬁ mama!
Bor Tefe mummemo!
dmmm, haneTs PYHETh
naKocs Kimeno!
thyrets harnTs ¢hHHETD.

BCE

IIOJABKA *
SATBLTIKH

{cpvm)

nucaro 1 supsaps 1926 roma

MeTHT Ganaryp Tarapyp

B MOAJICBKY KOPOJIA JIyKOIIKe

a nanen Ge3LMAHHLIA

Ha CTEKJIe OTTasin

M TOpUHT repfoM B OKOIIKO
TLHI TOPUM cebe Topun
BLIMIE 11aPCKO KONOHYH

*Ha monax, B ckofax, cremymomee npum. asTopa: ('KouaTh YKOPUIHEHHO
ronosoi").

* Haunoe u MOCHEYIOUINE CTHXOTBOPEHUA HAMMCAHE] HA OTUEILHEIX NHCTAX,
BLIPBAHHEIXN W3 TETPajgu B mmHeliky. Buiumo, ouM GuIMM npeacrapiensl
Coroay HORTOB B KAYCCTRE AOMONHEHMS, O UEM CBUIETENLCTBYIOT
HAIMMCAHHLIE HA NIONSX KPACHBIM KAPAHIAIIOM HEM3RECTHON pyKoi# cnopa:
Xapmc_sropuuno. "Cpeis” u "BCE" nanucaHil 3eNeHBIME YePHUNAMMY,
JATa - KPACHBIMM, JMHHY, PASRENsioHIMe CTPOGIbl - KPacHLIMM, Kpyr
BOKpYT "TTIP” - KPACHBIMM,
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Harmnn Xapmc

pacTaxuynca Sp.nmc ny'ﬁoﬁ
CeJM MbI Ha §ouxy

peltn BuHa _

OKeat Nowme) Ha yObLs

B HeGe KHYKY HE BUIATh

B [PUCTAHE OYXTY
CepYIo NOMYLIKY

. TPHCTO MOJIOKOK

H COPOK CEMB
TI0KOT KMTANHIGE MENTYIO HYLIY
B 3€PKANO CMOTPAT

M IIIIEAYAT BOS,

BRI BUTASS
Ka}meﬁ rypreBoit
YU aﬁmcy
pbLI MONOTA
HakyT Epema
BILYH €70
B3NYRACH IOMIINKA
B no6 30)0TaA

6nHH KONOKOALHLIH B HOrM. Syxan
IIEPEKOJIOTHI HA YeTBEPTLIL pas
CYKY IOBMI MBINTMHEIM YXOM
IOYPHI B HeHE

CONMONORLIA a3,

np}m; np}mf

p Mapropurky
xnbnas 3a'r6paMu
Kaﬂglcxﬂﬁ npy

né At

ximncy €IIPUT TBOIO
oxono Gamlyxa
MANBLEM TTID

CKOPO IIAPOBAPLI II03ABYT TATAPHHA
KHHMKCEH KYKIIa

* MOJLKA TYP
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MHE TH NETYXaMm
KyKa ny rojapeta
YHPUKK GOAPHKH
H TIANLICM TIIP

3BIPh mantnixa
myropuLei nm‘conoﬁ
I'PYIKY KOPSABYID
ax! o6HHMAK

a B IKAMY TO

HM 4OpTa JBICOrO

XOTb GBI IEOMKY

M TEX HEMA.
mes 3a60NETA HA KOPOHY YGhuma
B JKAPKYIO TIEUKY 3aTHIIOK YTeK
HE OCYJM IIepCTAHAs Y0 NHKa
TPOMKYIO KMuKy"™
Xapmcea - IuTE,

BCE Hapuun Xapme
1926 1 smm.

¥* pveno kuuka a pe xmuxa” (TipuM. asTopa).
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YHHAPH

IICIOBHUHKHU

NPUCY IMITH ¥ CTOrOB

MECALIEM M PEUKGI0

M MaXHYa roj08a

MeCALA I'OJIORA

TONCTOK) PYUKOK
TMIO3ABUIOBAIIA €
Gaba pyky et
nosaeyfopana Hada
KOPaMBICIAMHA
HA4 JBOPE MOEM IIMPOKOM
BEIIIMBAKT KOHAIINEH
HelKa BAICHKAMY IMIenaeT
M IILET MOJIOKO

[I03ABHEOBAJA A

BOT TAKHMH TYJISIMH

¥ POOMNA MEHS MATh

uexapuoi NpHAopOXHOK

a KPeCTHIl MEHS IO

HE YIOI A MaNWHA -
BCH TO PACIIOCAIHILIA
GarpuHa GyxTa
JABKY BAKArana
BOPOHLHMM AHIIOM
BONBLHO PONUMASN
IPyasIo 3ayXana
MBINEHEIMM HYSEIPEKAMY
GAaTBEKE B JIMIO

axuym 6ycsl

Gaber herpramm

CTYKAIIA JIOIATA

B OpIOX0O eMy

W3G eI TIOTIBI

U 9BE3IHI PYCHIE

pedxa urpymKa

M COJIHLIC JIAMOH
PA3HEIE UEPKOBKH



HeonryOnHKOBaHHbIE MATEDHATE

ITTHYKH, MTaJNTOYKH
QOKOHLOE Naaonos

paciouToe

BCe Tobexano
TOGENAN0 U AXHYIO
cam s1 BASBAIO KO B PEIIETO

G'erca B necy dauTan q;mamwé'annq

rpysgH GﬁHp&F’I‘
CENEHUM TALTa
IEpbA TOUAT
Mansuuk Murs
YCHYII B NIECY
XONomHO B pyfamixe
KUIATECH IINMINKAMIEI
KOXA MyIEIPALTKAME
By H-TO I'YCHHASA
BLICOXITH MOYAKAMH
BOJIOCEI TOHI, MBILLIKAMH

xnemer Gor
Hor - ocm{?mrﬁ
AXHY 1 6ycer

GabLI axHym
PAIYTraM¥ CTOHET
6a6a Boropoamna
JVK &€ BBIIIUTHIA
rpy Iy FIAKEHDE
BEXH MMTHYT

M OMATH
3aKPOIOTCS

cyx‘posnucﬁ KaMCEeTCA NOTEIOT H JOXHYT HABO3IHLIC KYUH

CKY4HO B Jecy!
B IPEMYUEM HERECENO!
MHE TO CTAPYXU N0 NEUEHKH CKYYHO
Mansuura MuTio
B LIEPKORDL
HECTb
BEILMA ThI BEXLMA
KOMY 'Th NO3aBHAORANAT
MEeCHL ITYIIOM CeJl Ha XKHBoT!
ManbunKa Muro
yrob ero () vooma

201



202 Harmvn Xapmc

caM A BACBAIC KOJI B PEIeTo
CAM 5 CHIKY
MATBIFOHN
HOYRIO
KIY TEPeNiechs
CHHEO YTpa /
M KTO TO MEHA 34 [IEY0 BOPOOYAET
THHET HA YIMIY
MOM pyKas
3HAIO
OT CIONOBA
MHE HE IIOBEPAT
MHe e paabuTe
KITKOYEBOH TR
HENKa MOPO3 CTYIUTCH B ITBEPH
MEC AL PACKHHYIE
B Hefe manaum,
CTGHEI MOM 3BOHUCE TIaXaps
Kperrue SCHMOJIOCTH B POCTY
KPEetiH ¥ Kperim
M BIpYT
zaaxana
6aGsI 11 §yChl M INEP HA MOCTY
- MMIIBIA TONYOKyY Ml;l.}xoﬁ TMOCHIAAET -
HIET KYJIMIH
M Xna#l Ha cTone
a rySu muooTes
B ILIM KHMCHIIAMHI
a PYKHM IIaCKATCS
HHXKE KOJIEH
646xa néna
HeBY HOBOCENBE
nHe§o noroteHe!
HeGO yXK He To! ;
$alKa noNA MIIEHOM JaceAna
CaM 1 BIERAK KOI B PEIIETC
np;{xelo GabKkuHOK
MECSLL YTOHeT
YIIIH €0
PAROIBIOTCA pénxom -
- TaM U3 OKHa



HeorlyGiur oBaHHBIE MATEPHAIB!

{
COCEAHETD NOMUKA

0abka emy

MéJ(Hy:rla pyuxown -

BCE

Mxona YAHAPEHA
/
Bsups 3aymu
Hanuun Xapme

BBIOIIIKA CMEPTH

Cepreio Ecenuny.

aX BB cérm MOHM CEHH

g M rfcsvm nnxqf
TIPUXOAMN KO MHE Ecennn
1 UETHIPE MY3KHMKA

3 ¢ werd-611 770 pénona'rbca
abxcxoi CTYHATE
I".[OI}LIPIBBJTH.B&H Hﬂ.JlI:L[ﬂMH*
IPYCTB JA Hewdims

KaK xomfmu MBI xo,ugum
oT nopora n Kumeriés
nponn?nanu TPH HCI[CJ‘IP[
NOTEpsImM Komendk

TEHI (;,‘epé)ica p);KnMéﬁlmK
Capemy M Xy N
PAgoXOTUNCA 1O MOAMY
COBCEM He TY &

! /
s Te(A M U3 KOPEXEHDE
opy)xw LITBIK

& v
Ha nonsx momera asropa: "122 crpoxn”.

* [
BauepknyTo: "naTKAME".

203
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Harmma Xapyc

t {
HE TAKQH TEI Ct?péx(a
HE TAKOR ¥ Thi

¢
1oi1 - Maf«i
mélm oy A

' cxapnm{my nepna.myrp

3134 noporra IO YN
%ﬁter fJnscr L?ebm' Got:

A1 Hﬂﬂca’.ﬂa COKUJIﬂr.NlH
BOANE népFna prfém
HOT'W TOTAIM TLLAC
BO3NTE Népena Kpyrom

4 4
paamor}aﬁ MEHS JATHIKS
Ha KaJQLIe M Bexpe,
MOXOAIM-KA Ha SATHIIKS
MUMO BAMEPTHIX IBepei

I‘ynu ném xéma,ngr

ugipmca.lm IO HOYH
uA gacexe KéIro aymMan
noér u Spbsn wiHMT

HE nénp.ny I'Inga}I
aamy A népeamMum
crieprd uem o Iy A0S HEM
Bp6ne KaK yx46mni

f 4
TIOTMBANA CHIMATA
HE BEPUITA néﬁémfmﬁ
DALIYXARA KPAUIE AMU
aySamu sardnana

c TaKé’I'O no Ma'I‘epu

¢ éraxoro K)’lﬁapem

B OGHﬁMKy nes

B Ouu BAmAT 6dehHMH

! /
a JIETféMH 38140 % Fro
o 6ol JOCKH M CAlE
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!
nofpeny 1o Kmée;mfi
ofparHo saKﬁHycn

/
IIpD(:.(TLH—!KOﬁ 3a ng[HHy
32 MATYIIKY JEBYIO
y néprena TéHennxd
33 JIVHLKUHY TTYTOBKY

o 4 é : 4
YPpUIA 1 BH’II

HEBECTA CHKYpast

a Cepéxa HEPEBLIEM

Ha I'PYIH HE KIAHACTCH

HA TP 1113,1 He KIaMAeTCA

HE ﬁylc?ﬁ HE Bc't}cpom
MOCHITIAET OKONO A
ciepri wem To nynoumfm

14 aupaps 1926
Hanwun Xapme

xona Hnnapéﬁ Bawupn B£YMH***

¥ A - Kpacm,mu '-IEPHHJIaMH, H& DXOOMT B TEKCT.

*** Ha o0paTHOM CTOpOHE MOCIEIHErO JIWCTA KPACHBIMHM UEpIIMIXaMU
uarnucano: Je 6e 3e. Bee ymapenus MPOCTABIEHEL KPACHLIMM YEPHMIAMM,
paSJICJ'IPﬂ‘ﬁIIbHLIG JIMIITMH HAPUCOBAHEL KPACHBIMHM YEPDHUTAMMH,



206 Jarmaerr Xapmc

BAHBKH BCTAHBKH*

BOITUMIIE L1374 JOPOr'ai
IOPOrax MAHALIEHBKOH
M KaMyIleK He Tporana
cepelbpsaHHON Koco#
Hi INEI0 NEPERAHAYID
CATHITUCE YEIOBEUMKH
MAHUCTAMH HAKPAICHHAME
rIe-TO BRICOKO,
HMKTO ObI ¥ HE KNABSICA
HPOTYMAHHO M XOIONHO
HMKTOQ ObI HE 3AKMIBIBAI
Ha PeuKy TIOTLIABOK
s NepBLIR ¥ Konoguoa
HAIIE && NOROXITYI0
M BEUCPOM HO Kﬁaona
e He [I0BAaNoK
CTOHAA TONLKO GafyImka
Ia I'PAIKA NePECTOHBIBAIIA
BAHOBO ep61u1ma
KAITYCTHLIX JIErYIIAT
OTLILI MOH 3aTIEHEIUCE
M MEeTH HEeNPHUCTORHEIE
TIYCKAMM Ha HTHPOKYIO
JOPOTY KAMBIITH
AACHM FACHM KATAYMKOM
33 cuHel " rononemuuei
1Py A XOpouUIHi neperen
Yy yYHHELE JOMOBODR
HIEKA TBOSA [LIAKYYAS
PYMSIHMTCSA IILIMaHAMM
PACKHORMAET OPOXOM
(nexuBy10) BOHHY™™
NayT pyGaxy phKHUKK
TIOKPUKHBAIOT YUY

* PAROM ¢ HASBAHMEM HAMWCAHO ABTOPOM: "HYXXHO HAIMMCATH, HTO EINE HE
BAHBKH BCTAHBKH". '

o KpacubMu uepHEIaMu "CIHHKOH", :

#** Iocne roit crpoky - Kouen crpaumusL Ilomera apropa: "(sepry)”.
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BEPEBKY KONOKONBHYD

TMANOINKH CUHAKH

a KYKIa epell yXUHOM

CBIPOMY TECTY MOJIHTCS

M HONTO NEpeKaNkRACT

ayGEL Ha KOCAK
A %y Tebd He mamamn
CMOTPIO - HE BBICHITIATOCA
H3 MAMMHONA KOPOGOUKH
HA NOMAHLLA capait
ofpesxx MeHS TOTIOPUKOM
KNa{ MEHA B TIOCY TUHY
HO BoJNBIUE HE NONYUYATCH
ILIpABAA pOCa -

BCE

Havmun Xapwc 4 chenp. 1926 1.

BAHBEKM BCTAHBKH

THI IIOCHYIIai KA Kapach
nMa mankoit riepe6pock
a notoMm pySu Hanpago
W He cripauiusait 3apas
To Bononw to Cepexy
TO BEPEBKY IaBap

TO JIH KYPY MOJIOLYIY
TO U TOBOPA BOPA

PaaGepu KoTOPBIH nyule
MOZKET LAMATECA 33 TYUH
niepeMeiroi cepeSpom
OEeBATHANLATEIM PedpoM
PasBOPAYHBATE KOPBITO

y cofaynii KOHYpBI

re MYMEIPEIIN HEPLITh!
¥ Konebnerca Haprm
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Alaxwmn Xapmce

Tam mexams Muxanmsr
BOHIOWAMM ILIKYPAMM
IO MONMYHOUM XUNbIE
a nmog yrpo [ ypamu

! B mpounyx cepeny
OTKMELEAS 3AHOBECH
[POXOXKEMY CEPOMY
€JIBa HOKA3AJMCA

CHAYANO KO MIEUNKE
PYMSHOTO 1IAPHKA

4 [OCIE N0 KIETUATLIX
IITAHMINEK OXITAPHUBATIN

MHE CKa3a M Ha{ YIIKO
YTO QYO SBHIOCA

u mapuia Maryuka
caMa Y THBHIIACS:

axX KaK 3Ke 9T0 MHIEIe?
KAaK K€ 9T0 MOXHO7
5 mMIa cefe MUMO
HOCHIIA MPOKKH

Boien GapabaHImyK -
APUIMHOM B POCT
€ro paHeHHAd LieKa
OTRHCANA TIPOCTO

OH HE CNBONET MY3LIKH
W HAHWH rnay

HA HEM INTAHEI YOKUE
W KAJIEHKOPOBEIN TINAL]
TIPOCTUTE MOKANYHCTO
A MOKPUBMIL EYILOI
cepie CxXanocs

A Uy>KohH

- sxopur GapabaHinmK HeGORLIIOTO

pocTa -
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aX KAK K¢ BTO MOXKNHO?
A 3HAJ 3apaHee
- B3AI JIBE JIOXKH -
- BBl U3PAHEHLI. -
- 3AHOBECE -
cofaka HOT'Y MOAHUMAET
Pany CH Pajy ¢y
conpaT Epaureime noHUMacT
Tomsko B Cupuu Tonsko B CHpHnn

HO xaxe B CHPUIO CONTAT HE XOUeT
IMIIET MMPOTICHIA KYa TO

M B Cypuio 5pocaeT KOUEHE

rjue TaK YMHLL COJIII&TI:I

&My Obl [IEHOUKM HE CIHMILIBATE

emy Bl Bee: "pyGu ma Seit”

Xa uroGLI CECTPLI XOTUNH C KIMIMaMK
Ia uToOkI OO0 CTO pyOaeii

CONNAT A CONNAT

CKOIBKO TeOE Jer?
e TROs 1ioiaTKa’?
W TROW [TUCTONET. -

KH{M}'I B np{qxnocrrcnb KoSLIne
XOTh 6bI Kyua

XOTL OBbI MOX
pacrionyeHH0l nocy KL

HE NOMO HE TYXKY

¥ B IPUIOAHATOM Bokane
nokaxy Tefe yxud!

Enet mama cepadnfmom
HA OCIHMLIE MPAMO B ThHUT
nokynaeT capachaHsl

U riepcHackyio tacry

- COIJIAT OTROPAYMBACTCA M GONLLIE He
XQUET pasroBAPUBATD -
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Harmar Xapmc

OTKPSUIOCH ABSPUIE ITOAKYMITHOS
FATIPATAIO MATHALIKY

ckasano nporonony Hoo:

- OSBONbBTE MATKY BAIy -

Al HE JIaM ITATKY
MIHENBKNONC
AyH B srony-
LTHENBKJIONG

paspeiuTe BaM HE TIOBEPUTE
A APXUMARTPUT

a Bp1 POTOTION

4 TO PACCEPIKYCh

U ot camoii Teepn

BO3bMY JIa M NIPOENYCH né nomy

OH Pac-CTEerMBacT MyHIMP
3a0HMKPEHHUBACT NAAKY

W CaJIUTCA Ha KOREp

W CBHCTHT B UETLIPE NaNk1Ia;

ILID tbmcbfzmu Ha chy )Ir
ey MATLYMKOM B Yh

LICKATH MCHS CYNaK

M N0 MBIIIKY H CIOJ2
XM ONOXM HE XOUIM

ny’;dm Gdxe Ha Ma'rpzicc.

33 GOpomaTsiM GeryT CyTYNEHbKHE
B KHETH [IYTeTCA KO3

a ¢ Hea paaHkie CBUCTYIILKH
KAPTOUIKO#H CHIIATCH B rasa

TY HBL CIORL

JIa [71Th XBOCTA

JaThl Ja A

Hna ol Hora

CHHTAET MANLIAMM O CTA

M CIBILIET ronoc: "rromorai”



HeonyGnxoBaHEEIC MATCPHAIL

ofepHYNCH NTAPYCOM
AESET BHIINE KIMPOCa
A0 MECALA HE HOJIER
10 TOpPONa He MOIISH

OSHUMANHCE CTAPYILIKK TIIAKAT
FAMOUNIHA TYIIH TAKOBEIS
co ceuoit unTanu JlepMonTona
BINOGUNMCE B KOTO T'C TO KABANEPA TAM
KA I'PYIH ¥ HEI'O CONHBIIIKO
a CECTpA ero CORYLIKA
BOJIOCA ET0 PLDXUE
KOPOJIERY MPHXKHIH
MOJKET KyIIaTEk pAGUMKa
Ia ¥ TO TOJILKO B TPATIOYKS
Y HEro ape INMAINTKH TAMHHLIE
Ha CTCHE BUCAT...
Tocnonu IMomunyi
CBAT CBET CBAT

- ePTH HCTTYTAITUCH MOJIMTBLI ¥
yuum w3 lecheumanckoro cana,
Torma caMeIl craToit yenonex
cKasan: -

SAOPORO TIUTH YTPAME MOJIOKO

M BBIXOJUTE T'YASATH YUACA TAK 113 YETHIPE
O yenopexk! uCnonHM cei 3AKOH

¥ Ha TeBA He BCKOUMT YMpHi,

IMOCHYILIAHTE

CeronHs HaTipuMep

KaKoil To KHA3E ckadan cnoell moGonimpe:
- MIM ¥ BRIPLIA Mue moruny Ha Jlirenpe

H IIpH]-]OCH MTHCTOK CMAKOBITHITLI -

Omna nouia yce KO3anoch i KaMmelIng

Ho ruger (1) xkuaze (1) 2a ve#t (1) Gesxcur (1)
KHIAET CYMPAauHLI HOTal

K £€ pACTEPIAHHLIM HOFAM

OPOCTH-TIPOCTH A HEXOPOIIHA

211
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PAB23 456 T srassssssirmssssen
4 caM THXOHEKO 3y0bI Kpoutur

"Kak 6y To NMpaBeIHELE CORCEM

O venoeek! uCnoHY Ceit BaKOH
1 Ha Te0 A He BCKOUMT YHpHit-
MeTal pyfalikaMi B 3aroH -
KaK I'OBOPHTLCA B IIDUTUE:
- [LeH XYXY TBOSMY A3LIYHKK
¥ pa3yMy SaXOBAHHAS [EM -

- 38 KYJNMCaMH FOBOPST LIENIOTOM, M TY§IMKa ¢ TPErneToM
nosuT Sabouky. Hecyr uaofpaxcenue uaps. Kto 1o ¢ripkaer B
JAXOHE M roBOpYI: Grruauky. Ero noisoasr -

" BrIit;i rIyImbii 4enoBeK

M TIIynas nomans.

Ha Cepeske monmaue

u Ha Bonone toxe
CTBITHO COBECTHO W HETIPUIMYHO
COBOPUTL ONMHYMKY
a ¢CIIM KOMHATA BAOGABOK NEBHUUAS
TO HYKHO FOBOPHTH KAK-TO HHAUS .

- Bee ymonnerzoperst U MAYT K BRIXOLY -

BCE :
Mauvn Xapmce
1926 r. 11 drenp.

L]
Ha monsx B ckoGKax HAIMHMCAHO aBTOPOM; "GRICTPO”,
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NPUAOXEHHE 1. Paunse cruxorpopenns I, Xapmca

L*

1. 3.
Ha utecteprn noxoxue A TLI MeHs HE ITonsANa
Haoyr, uaoyr, npoxoxue H g tOs Anonus
W gemer ux 3x0 W Bca-Ta naia »xu3nL
W cTyImI0 CKPeeT CTYIIh ecTh Gopnba.

2, 4,
OT6RIm TPYORI M POIIOTA Paaneiics Houb rrpekpacilas,
HaGuB KarsITol TOIOTOM A A TIOR 3HaM A KPACHOE
3a pomoMm Y marom
Ianorom H pnarom
O 1651 6ynsnEuH §'ior ¥ ocrermnio roasa,

Joporue MOMH...ROPOTHE.. . XODOIIHE
U pcd Ta Hama XU3HL ecTh GoprGa!l - a -
<mexny 4 u 7 mona 1925

II.*

Mopaa coprinka
R YXBAT NOGPENOK
HAKIIOHYN FaxHyn
durypo# KoHnKa
KaK CIap»a ¥ Crysxa
NOIBA3KY ONEHbL
KAPTOHHAS BETKA
y Joma cMpeHs
<9 mons 1925 r.>

* OP I'IB, . 1232, ex. xp. 73, . 126.
* OP I'TIB, . 1232, ex. xp. 73, 1. 135 06.



214 Harmsm Xapye
1. Bnurpamma IMame *

Orser §ypaBouHEDE BIACTHHEI
EpIacTeiM yrisIpeM MOCTHHHOR
3a Gopoly cKOCH YCBL
Tapama 1 nanammH CHIH
Jlera Taxad 2Ke KAaTYINKY, -
3a nmyroBky MEHA HOCILyiHH
CMeWHO B NBYXTHICAYHOM IOy
CTPEnsTs ¥ TYM&TH IOTaRy. " *

No2

Mou ctixu Tebe namama
HaroMHHa10T IPOCTS Kallels,
TBol CTUX He CITOPIO MEOrO BLIIIE
" Ho s MeHs OH [IMIUEN BHILISH,
: <uonk 1925 r.>»

IV. O TOM KAK HBAH MBAHOBHMY [ONMPOCHI M YTO U3
®TOr'0 BIINO*

Nocesmaerca Teumm w
BOCKIMUATSIILHOMY 3HAKY.

H}}au VHiBaner pacckanu
KMKY € Kol pacckanu
Ha 3a60pe PAcCKAXKH

TBI PACCKAKEINh MAPOBOA
IIOYEMY 3Ke traponca?
MEL HE XOUHMM HapPoOBO3.

" Myuile IHTHIBKA 6cpeﬂ.!13'ir
€ XM Ka Ky ro#t 6epenna
sapeprena SepeHna.

 * OPTIIB, ¢. 1232, e xp. 73, 1. 72.
o BauepkuyTHiii BAPMAHT: "KPUVAThL Ha BeTep',
* OP I'IIB, ¢b. 355, Nr, 95
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KAK TO XU 0JUH CTONAD
TONBKO MWUIHMCTLIA cTOnap
MA3AN KIERCTEPOM CTONAP

AENAN CTYJLS ¥ CTONbLI
AeNAN MONIOTOM CTONS)
M3 OPELIHKKA CTOILI

GLIIO 30ATh €10 WBAH
H OTILIAa €50 MBAR
TaK M 3BaTh €I'0 MBAH

y Hero Opima dxeHa
HE MAMAILLIA, A SKeHA
HE MAMAIHA A XXEHA

KiK €¢ S0BYT TENeph
A HE ITOMHIO TEIICDL
no3abLIn Te - neph

MBAH WBAHLIY OBOPUT
QYEHE YMHO I'OBOPUT

L2
noueny#h ~ roBopHr.

& XeHa emy: Haxan!
THE MYX M Haxaun!
yGupaiica Haxan!

A ¢ TOGOIO He X0y
HENATH DTO HE XO4Y
MIOTOMY YTO HE XOUY,

HBaH MBAHLIY B3AN IINATOK
paaBepayn cele nuaTok
Y OIISIThH CIOMNCHIT FLTATOK

ThI HE XOMEUIh, roBopuT
HY TaK UTO )K€, FOBOPHT
£ yeny, rOBOpHT

- ¥ "B opuinirane crour nenpemuiice <sic> cniono” (Ipum. asropa).
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a KeHa emy: Haxan!
TBI MY3K W Haxan!
yOupadica Haxan!

H COBCEM He A TehH
He JKeNAr 35aTh Teda
Y NIEBaTh XOUy B Te6,

ME2H KBAHbIY [TOrIyLen
MEXRY MMPOTUMM IOT I
¥ YCHRMDKY [TOTJIYIIEN

a JKeHa eMy clopa
PpasBEpEYIIACE X4 CIONA
Ha [MOTOM ellle CIoaa

B ¥yX0O I{BHHYJI& IOTOM
R

ayOLI BRIOKIA — IOTOM

¥ yZapuna norom!

! .
HBAH UBAHOBUY BAITHYIICA
TAK HCMHOQKCUKQ 3AITHYIICH
34 IL.. IL.. ... ... IL.. ITHYJICA

ThI HE XOUENTs, FMOBOPUT
HY TaK YTOXE, FOBOPHT
A Ye#y, FOROPUT

a SKeHa emMy: Haxamn!
THI MY M Haxan!
yGupaiicsa naxa!

M YEXAJ OH yexan
Ha U3BOLIUKE YeXal
M HA MIOE31Ie yexan

“*¥ BapuanT: "BbnumnGna”.
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a JKeHa OCTANACE TYT
M # TOXKE OLLT TYT
0f5a GBINy MLI TYT,

Januun
Jarounuk (Xapmc)
1925 HoAGpL,

v*

MEXOM THCHUBUM
I"l1a3 TOBOTIOKN

BIDKEHEL FOpBKHi
BONOTO UMOMUDE

C FOpKY Ha TOpKY
Bea Cubupn

KEPYTHTCSH XOJIMKK
CHHHM ITOJIAYEM

4 TIa3KH 0T XoN0aa
SKMYTCSH B KyJAueK.

HaHuun Xapme
22 mex. 1925,

DM CTUXOTBOpPEHHSA, 24 MCeKIluenueMm "Bnurpammer Ilane”,
narneuaTauHoi B oxyprane "Kpoxomwn" (1989, Nr. 33), nyGnukywoTcs
BrcpeLle, JJaThI B IOMaHLIX CKoBKAX NIOCTABJIEHEI Y5 IMKATOPaMH,

* gparmenT cTHXOTBOpEHMA He3 HAYANA HA OGPATHOM CTOPOME MEPROTO
JIMCTA BALIMIEOITY GIIMKOBAHHOrO cTMXoTBOpenNa "[lonnxa 3aThinku”.
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INPHIIOXEHMWE 2. Amnxera A. Tycauosa nns Coiosa Iosron

ITo Jeunnurpanckomy Oraeny BCII

AHKETA
JJI51 YIIEHOB BCEPOCCUACKOTO COIO3A TIOBTOB
NoNo NoNo
o BOITPOCEI no
mop. 11op,

1. Davuamdst 1 Tyhanon

2. Hms u oTuecTno 2 Amexcannp Bacumsesuu

3. IMcenmonum 3 Silentium

4, Cox ¥ MecTO poKIEHUS 4 19 noafps 1878 r.,
LlevepSypr

5. B kaxoii o6nacTy auTeparyps | 5 Cimeormam no 1918 r,

paGoTaete 3aymn ¢ 1918

6. C KaKoro BpeMeHH ITHLIETS 6 c 1916,

7. C xakoro speMeny nevaraere | 7 ¢ 1904 r.

8. Fxe rieuaTanuck 8 Aypuane "O6pazopaune”,
"PKmsns oa seex”, "Bep-
wixHer", ragers: "Cein Ore-
uecTea”, 4 TAXOKE 10ra,
cenepa ¥ BocToKa Poccrm,
"KpacHbiit 3K ypHan ana
seex", cGopumk "Ha
"Cepepe" uT. &

9. Kaxue cSOpHIKY NamaHbl 9 "Bonona Apha”, "K saymm”

OTHEJILIIO
16. Kakne cGOpHUKH MOTOBLL K 10 1/Bojiua, 2/TIned, 3/MTlosc
HMBIAHUIO Iposeprunb
11, | Banumaereck mv nepesogamu | 11 C Anrnmiickoro va
C KaKoro A3LIKa ¥ Ha Kakoi Pycecxwit, ¥snnca
HI3LIK

12, | Ha xaxue cpeacTBa sUBETES 12 XKanosanwe » PaGouem Ha-
nparenwcre “TIpnGof".
3enoroe obecneueHue
KYFEY,

13. | K kaxomy HampaeseHMIo B 13 3dyms

novauy cef s NpUUHCIAETE




14,

15,
16.
17,
18.
19,
20,

21.
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B kaxolt rpynne mi KpyoxKe
ITOBTOR COCTOMTE

B xakom mpodcomnose
COCTOMTE

Napruiivocts
Ipodhecchns

CeMmeitHoe TIONOXKEHME
OTHOmEHHE X BOMHCKOH
IMOBRMHHOCTH

O pasoBanne

Anpec

Moamcs/

"9 " .anpenas......1924 .

14

15
16
17
18
19
20

21

Kpyxok - s cam. PaSotalio
CORMECTHO C I'PYITIION
"Jopeen”

PaGoTHUKOB IIpOCBEINEHWSA

BecniapTyitHLE!
JlurepaTop

Kenar

Ocnoboxaen HABCEr Ia

Yuurennckuit MHCTUTYT K
YHUBEPCHTET

Nenmarpan, Briboprexkas
cropona, Huxxeroponckas
yn & 12 k.. 12,

IIPHNIOAEHME 3. Kouct, Barmuer u A, Brenencxuit B Coloze
Tlozror. IMybmmcaums Bi. Bpoaa.

(anakOMMBIINCE C HAINEH cTaThedt, Bi. Bpiap DpeANOKUIL OOMOMIUTEL €¢
ankeramy Koncr. Barmnopa n A, BeeaeHcKoro ¥ CTUXOTBOPEHMSAMHM
Brengiickoro, NONAHKLIMH MM B IPHEMHYD KoMucenio Coosa mostos. B
"MMonrom cobpanun covynHeHni” Bpepenckoro Grin namewara
HETOYHLIA TEKCT DTUX CTUXOTBopeHui, 2K-D. 2K. /A V.
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BATI'THOB
<1>
Mo Teuwurpapckomy Ormery BCIL
AHKETA :
I8 WIEHOR BCEPOCCUACKOI'O COIO3A IIORTOB
NONO NONa
no BOIIPOCHI no
TIop. nop.
1. GamMuua 1 Barwrios
2. Hwmst v oTuecTBo 2 Koucrarrig KoHcratmrdHo-
BHY
3. IcermoHumM 3
4, Iox ¥ MECTO POSKICHHA 4 1899 r. HerepGypr
5. B kaxoit ofnacTH AUTEpaTyprI | 5 Crrixy, npogy.
paboraere
6. C Kakoro EpeMEHH ITHIIETE 6 cl9I6r.
7. C kaoro ppemMenu rievaracre | 7 cl1921r,
8. I'me nevaTamcs 8 "Ocrposursne”, "Coomo-
xu", "Topox”, "2Knanus
Hexyeersa” u ap.
9, Kakue c6OpHUKY H3IAHEL 9 "Hyremecraye B Xaoc"
OTHENLHO
10. " | Kaxue cGopuuku rotoseiK | 10 | xemra craxos “TlerepSypr-
M3TAHMID CECHE HOUH"
11. Ha xaxknx f36Kax, Kpome 11 Ha (bpaniysck.
PYCCKOro, UUTAETE U [TUIIMTE
12. Ha xakux s3sKax, Kpome 12 -
PYCCKOra, TCBOPHTE
13. | MecTo cy>x6b1 13 -
14. | HNonryuaemoe >xanoBaHMe 14
15, | Ilonyvaemsiit maexk 15
16. | K xakomy HANPABNSHHUIO B 16 BHE HAIpaBRCHET,
10a3nM cef A MpUIKCIeTe
17. B kakeii rpynne uny kpyxke | 17
TIOBTOB COCTOMTE
18. Cemeiitoe ONoMXeHNe 18 X0n0CcT
19, QOrHomeHue K BOMHCKOH 19 Hdemouanaonay
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TIOBMHHOCTH
20. OGpascranve 20
21. |Anpec 21 Exarepummrcrnsi kan. 105
k8. 15
22. | NoTenethona 22
(Moammce)
Korcr Barumos
"15 " .. .Mapra..... 1924 r
<2>
No,
eI PafcKoe OTACICITHG
BCEPOCCHACKOT'O CO3A TIOBTOB.
Jlemunrpan,
Ponranka, 50, kb. 26.
Texechou NC ...
AHKETA
1. @amunus, UMd, OTUECTBO Barwriop Koncr., Kon-
¢TanT [uHosHg]
2. Bospacr P B 1899,
3. CoumansHoe TPOUCKXONCNCHUE Ha rpaxcnan r. HerepOypra
4. Pop 3aHATHI M MECTO CILYKG LI Ywarumiic s, Tureparop
5. Coumansuoe TIONOXEHHE X0
Oxrabpa 1917 r. Vyanpmica
6. IlapruiinocTs ¥ nomuT. yOCHK HCHMS! Beanapruiuyi, rp. C.CP
7. Poj zaHsTuii 1 mecTo enyxOLn Yvaupsics
TIPY LIADU3ME THMHASNS
c cheppans no okrabps 1917 1. Yrmsepcurer
¢ Okrabpsa 1917 r. no Hacr. spemsi Moeb6unnzosan B
Kp. Apmmo, nemo-
GHIHI0BRaH H CHOBA
Yyuanymsics
8. Cymmocts He ObLI0

Hara 4111926 Iopmicn Barmos
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ITpoce6a BAOIHKTE HACTOAINYIO AHKCTY M B 3-X HHEBHBIH CPOK HE TT03KC
6 C.M. NOCTABHMTE IIO BHIICYKA3AHHOMY aJpecy; B MPOTHRHOM CIYYIe, COT.
nupkynspaM [yGucnonkoma 3a NO 37926, Bul 6ynere MCKTIONEHM H3
criuckos ynesos B.C.IL

Cexperaps IIpasnenuns
M dporran

BBEJJEHCKWH
<1l>
Io JNlenuurpanckomy Ormeny BCIL

AHKETA
Il UJIEHOB BCEPOCCHHCKOI'Q COIO3A TIO3TOB

Neno NON©
no BOITPOCEL no | Cocrowr uner ¢ 14/X1-24
op. Hop.

1. Damunus 1 Brepercrmit

2, Hms u oTuecTBO 2 Aunexcanxp Hpanonma.

3. Icer morium 3 anexcarapBBeACHCKI
4. Fon 1 MecTo posKieHHA 4 1904 r. Hennurpan

5 B xaxoii o6nactu tureparypet{ 3 .

patoraere

C ¥akoit BpeMeHH [THINETe

C KaKoro BpeMEHY [1eUaTacTe
I" me nevaTamich

Kakne cO0pHUKH U3RaHEL
OTHCNLHO

10. Kakue cGopuuxu rotoBei k| 10 -
HITAHNK?
11. | 3auumaerecs m nepesonamy | 11 HET.
C KaKoro A3IKA H HA KaKoi
SBBIK

12. | Ha kaxue cpencrsa XHUBETE 12 | Ha cpencrsa popwrenci,

1921 r,

o oo
O oo~
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16, | K kakoMy HANPABNECHHIO B 16 Dyrypaant.
MOP3IUH cefA NPMYMCIAETE
17. | Bxaxod rpynne nnu xpyxxe | 17 -
TIOBTOB COCTOHUTE
18, Cemeitnoe onoxKeHne 18 XOROCT,
19. OrHolneHMEe K BOMHCKOH 19 AOTIPHSLIBH.
[IOBHHHOCTH
20. | OSpazopanue 20 cpenriee
(6 K. TPYA. IIKOABL)
21. | Ampec 21 C'ezxcnmickas 37 xs. 14,
22. | Netenedhoua 22 5-45-26.
23. | B xaxom npodhcorose 23 Hur p kaxom
cocTouTe?
24. | B kaxoii nomrruyeckoi 24 oecrapruiaeii
napTHn?
25, Coupaimnoe monoxenue 1o | 25 yaanpica
peBONIDIHAT
(IToxmuce) A. Beenencinit
"6 " MBA i, 1924 T
<2>
No.

HeunHrpanckoe oTIEICHHE
BCEPOCCHNCKOT'O COIO3A ITOBTOB.

Jlenunrpazn,
donranka, 50, kn, 26,
Tenedhor NO ...
AHKETA
1. ®amMumia, uMs, OTUECTRO Bpenenckni Asexcangp
Hparnopuy
2. Bozpact 2Irn

3. Counansnoe MPOKCXOMXIEHME ChIH CIIYMCALIETO,
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4. Porn maHaTHil U MeCTO CayKGhI -
5. ConuamsHoe moxoxenue fo Oxkradps
1917 r. Yaanpmion.
6. TIapTHHHOCTE ¥ ONMUT. YOCKICHEL GecrapruiHeE.
7. Pon 3aHaTHit # MECTO CITy >KObI ' :
pY IApUIME -
¢ cheBpana mo oktAGps 1917 1. - .
¢ Oxra6psa 1917 r. no HacT. Bpemst B [921-22 r, "Bu.<extpo>
or <anpAs>"Kpacrnot
Oxrabps".
8. CymumMocTs -

HOara 4 mapra 1926, Ionmice A, Beenescii,

TIpocrfa RaroNHUTE HACTORINYIO AHKETY ¥ 8 3-X AHEBHLFE CPOK He HO3XNe
6 €, M. IOCTABMUTS MO BEILIEYKAZAHHOMY ANPECY; B IIPOTHBYOM CIIYYae, COTI.
nupkynapaM I'yBucmonkoma 3a NO 37926, Brr Gymere MCKIKYCHH W3
cnvckor wicHos B.C.IL
Cexperaps Ipasnerus
M @poman

B nerpirpanckoe orefeHne
Beepocemickoro Coiosa IosToB

10 cTaxom
AMCKCAHAPABEE REHCKONO

I
Hennurpanckomy orrenenus BCEPOCCUHCKOIO COIO3A ITO® TOB

a2 eam nam TAPAKAHAM
kpuu¥ ¢ BAIIKCHA TEIIEPE
4T0 HHBIM KETAM §¢3paccyIHO
To nam KACITMACKAS T'VYEEPHUS
UEPTH
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It

TP YA YETHIPS KOIOKONLHN
TpH 606a HECTPYIaHa JOCKa
crano cepaue OT BUEPAIITHEN BPAHU
OTUErQ HECTPYraHa IOCKA
OTTOrO UTO CrHUNG

i

TATAPHH MOW rarapyun

y TeG A XopoliKe youl

ThI CIIABHO 3ABMBAEILE I'BO3IHA
TIPEKPACHBIH ThI CTONAD

XOPOIIIMA YEIIOBEK TATAPWH

1A%

HBI MOS HBI
MOAMMANECHBKAS PASIIAS HEE
MO HEYMCTOTUIOTHAN Hb
MOSt MMJIAA XOPOLIAS HEL
KPEITIKAA KAK OPENIEK

mon pofpas cTapyIKa MBI

cnaeuas ofikyperHas TpyGka

A KOI'IA KYIIMNI HE NMOMHIO

v

WIOMLINIMH A  WONBIMHMH A WONBNIKI A WONRITIHAN &
MOCT NIONEPEYe! KPLLUIO TIONCMANK CTAN0 Kak B GOUKE CTAN0 CeNLIAh
GLIyIa roJIOB2 KPYraoid XBOCT O UIMHHEIE IT&38 MBA MPUBCHHHKA arapyciiLit

HIAPD
ThI OTUErO PKaBasdt

OTYETQ HA IIPOCTRIHAX
OTHEI"Q TIPYU NAMITOUKE
YwEIOMan
BCNLIXHYT KEPOCHH M NMOTYX [IONOCH] HOUHEIE MTOIIM W BLICIAHYB
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W3 93 ITaMITKI oy W
3ACTRIX
IInecHesasa crpyfika nomser B Hell mapeTByeT §eadH B y3KOM IIATHE
CTpyiKa THP-THP-THP IHCKH 910 HE OTBEPCTHE MSUMK I'PHG B YTy
a HaZ rprfoM OfHA SRESNOYKA H CTPALIHO BEICOKO KaK IYCTOLT
"ammcano 6o PATA VITIEKOII OJIMRA CENENKA

VI

Hac HeMHOTO KapIMKOR
MBI TJIYXHE JKONOGH
ACeNIO ¥ HAC
' 6y NAIeINT TYPKeCTaH cynaMuds KoHs
ects opHH Gonpiuve 3nesms
¥ ofHy GonbIIME THUA
KAK KOPMUHEBAS TAKIS
BbIKpAIIGHHKIE IIOTOMY B L[BET
BCC ECPEBLA B KYLEAKAX
DHbL3 BEHB3A un danmeir
CTApEHbKASA HAllA GELYIIKA
u3bA kaxasanonKas HW3ka
B CaMOM TEMHOM 3€pKane
pOKA MYyXOMOpUHAH
CTAJA Ha MIATKY
SKEHCIHLIE NATIKA
~Grer GapabaH
BepOIITIKEHUM MACOM

PTAUKA B BAHKE
CME

NoVvII

BOKSGAITbI YEPHERIE BOK3AIJIBI
I"iearie cMyTHEHIE BOK3AL!
KOHEH IMTYCTLIHHBIX M0o3aSyHelh
3a4eM ¢ TPOIMHKH HE YXORHIIL
KOrfia Aopory noberyr
TAKEIEIX NIECEH MIABHBE] Kap
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INYMST OIPOCTOPLI YEPHOH HOUYM
NETAT CYXHE CHEI KOCTLIMK
OT UEPHLIX JHCTHER MOTEMHETH
M PYKOMOHHMKHA X NIACTRA
TICBL(LI MYCTEIMK OTYETO 3aMOIICIIH
MCTIOPUEH TUTAL] [IeYaNkHA HOUD Y MTEUKH
¥ MEYKYW YTOXK HE ¥ LIMPOKUX POII

HE Y INMPOKKX POIIL
TJIA32 TROM XKEITH 1 TOM TBON Boc

HO He Ha CepJue cKal
HE HA ONPOMHEIX CKAN
TICBEII ITy2aTh ripsuet hreiry
CIIOKOHCTBHE BOK XA TEMIIEPATYD

VIH

Bsr 65U ponomM uz llepeun
ne Bee Heuzops: xycwr He Bee seca 110 BCE
TeOMETPBI OH SHAET BbI Bee Tearpankl. Her e
TEATPAIBI MBI MBI BCE HKLIINE JYXOM MBI BCE
MOTIEHHHKHY TONEHLKHE M U3 IPYroil 3eMIn U ¥
HAC YOABIT €CTH IOTOMY B TIPOGKAX

= 3epKalbHLIX KYCTAPHHUKOB §YTONLI MEX
M CTONGMH JIETENM U3 IMPOKMX IITOP
a ynerbKa ux OLITa He TIOHNTHA
X

NYCTHIHHUK ABEPIY OTBOPHI
€8 BOFTH OH NPUrIIACKIT
CBETHIIA TYCKIAA 3B€ATa
H JAMITOUKY KECTAHYIO 3aKer

* yonpr - Bimcano Beex. BMm. nepeoHad, "nuennr”. ARHO - pEeMHHUCHEHITUA
crpok ua cTux. A.E. KpyueHpix "TanyT koun..."
("Bsopeant”, ¢ng., 1913)
"BERYT DCHHOBLIA Ko
yOBIOT 2KHBLIX 907
(nogueprryTl HaMy. -B.-)
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CTOANO KONECO §ONBIINE
‘U mepepsiHan GoNbmas geeps
JAKPpRING TOXKAD M HOYL
H CTaN0 KaK Iycroe o
TONCTAS IIeplIaBas CKaMeiKa
TBOH [JIATOK CTOMT TEITILIA
CTeHB GBI B rOJLIX §peBHaX
TBOSA TEITA4 HOTA
ona Gocas xaK GoruHs
TopAYas Kak yTior
npenas rnorHas GaiHs
mayxarTe HAWHCT C MOXOM
3neck He OyIer HY ONHOrQ
CTPAHHHKA
He BYIeT HM OFHOrG KOMOXSE
OHH #3 NICHBI KaK BEHEDPA
U agueM UM GBITE
4 TROA CTEKJIAHHAR KOIIAIIKA
BCE PABHO HA CIOM HOLILIA
BOT CHAEN W I(YTTAJIA MAJBEIEL
LY ITAN [TAJBLBL KEPOCHH PEBeT
TAIe OPIIBL TAXKEILIE BOPOTA
HeOGO3PUMEIE HOYHBIS MPSIKH
BCE TONBKO MEITLHHMEIE]
Oa CHOBO MEILHHIEY
U3 KyCOUKoB Gapxara U Koxu
XOJNOM JCT Ha MTOUTOBETH SMK
M rI1asa OTYASHHBIE CTPACTHSIC KAK KOJKa
yrok YTOK CTOHET TecHad HUILIEHKA
¥ nacMmypHbX SonsInux Konpibeneli HoroTKaMy,

IMy&makarpas Bu. Bpnx



Wiener Slawistischer Almanach 27 (1991) 229 - 247

Jean Philippe Jaccard

CTPAIIHAA BECKOHEUYHOCTDH JEOHWOA NIHIIABCKOI'O

Ecom orkprrrs KpaTkyio AHTEpaTYPHYI0 SHUMKAORENHIO 1A (haMUIMM
“Casencer"”, To n3 6uobubnuorpathuueckoil CripaBsKkm ABCTBYET, UTO
NeATENLHOCTh TAHHOIO NHUCATENS, HAUABIIEIO Neuaratees B 1922 1, B
c6opuuke Lfex noprom , CTABIIETO "aBTOPOM IEPBLIX KHUT 06 Oxrabpe"’l u
Srmmero B 20-e-30-e rr. (0 uem YIOMUHACTCS MMMOXOROM) GIHaKuMm "K
nozTaM rpynnel Ofspuyrsr”, crogurcs K pabore B ofnacTv aeTCKOM
NUTEPATYPhI ¥ K HAMWCAHWIO PANA KHWT TI0 KCTOPHM BOEHHOM CTPATET MK W
TEXHUKH,

A npomucteipas Bocrnomunanuy o H 3aboioLixom, wurarens HaTanKm-
BAETCA Ha OTPLIBKU US Pasropopos, 3amMCAITHBIX HEKWM JIMIa-BCKUM RO
Bpems HpyecKuX W hunocohCKUX BCTPET CO CROMMM TORAPHILAMM B TAK
Ha3hmaecMoM "KITy6e MATOrPAMOTHAIX YUEHEX "2, DTUMM TORAPHILAMM GhLITH,
Ha caMom nexe, noster Janunn XapMc, Anexkcannp Beeuenckuit, Hukonait
Oneiiuxes ¥ punocod Axor Jpyckud, r.e. YuHapu (a ne Ofopuyred), K
KOTOPHIM BPEMEHHO M BNMIoAHUECKM mpucoenuHancs Hwukonait
3afononKuif 1 0 XOTOPBIX CTANM NWCAThL JUINL IMocnenHux 2-3 romad, na u
TO OUEHEL CKYITHO.

ConocTaBnsg TH MCTOYHHMKM, TPYIHO NOBEPHMTL, UTO peus uaeT ob
ONHOM M TOM 3Ke uenopeke - Jleonume CapenneBuue JIunamckom (1904-
1941)4, TeM He MeHee, CTOMT M YMUBIATLCH, YTO MEXKIY IMHUCATENeM
CasenvenbiM M hunocodhom JlunasckuM rponeria TaKas 4eTKEA CPAIUILA,
€CJIM CAMOMY aBTODY XOTEJOCh, UTOOLI HMKTO M HUKO/A He Y3IAT O ero Kim-
rax g HeTell, MOCKONLKY OHM ABIIMCL JNA HEro MK BOSMOXHOCTHIO
3apabEITRBATE BA XW3AHL, TAK XKE, RIpoveM, Kax ¥ s Xapmea, Brenenckoro
M MMOTMX IDYCHX TANAHTIWBLIX MUcaTelef, BLIOPOIIEHNLIX U3 AMTEpa-
TYPHOrO NPOLECCA B HAYAIE TDMALATLIX INOJIOB.

K coxxanenuo, 6oab1zas YacTh HACHENMA JIMIascKoro, BUIMMO, yTepsiia,
a M3 coxpaHMsuiuxcd palorT He onyGiaMkoBaHo HH oIuo#. BTo
HECTIPABEAIIMEO XOTA OBl y3Ke IIOTOMY, YTO OH BMECTE € APYTruM thinoodom-
unHapeM JIpyckuHbIM GBI TEODETHMUECKHMM MMNYJLCOM COIOPYIKECTBRA.
HUmenno Jlunancixomy ofA3aHEl CBOMM MOARICHMEM B IEKCUKE YHIlApeH

H M Mo

TAKME TEPMUHEI, Kak "BecTHMKH", "cocemnui Mmup”, "kauectso" ¥ np. Uro xe
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KacaeTca ero GhunocodckuX PacCyXKACHKH O TPOCTPAHCTEE, O BICMEHY, O
6eCKOHEYHOM M © ITOCHENOBATENRPHOCTH, TO OHH OKAZZNU HECOMHEHHOE
BIMAHKE HA TBOPYESCTBO APYTUX MIEHOB I'PYIIILL, TAK HATPUMED, HEBOBMOX -
HO IO AOCTOMHCTBY ouehnTs Cepyio TeTpans ° BBIEHCKOTO WIM O BPEMEHH,
O NPOCTPAHCTBE, O cymecTsoBaHuu & Xapmca, urxopupys paSors
JInnancxoro u dpyckuna,

ITpexnaraeMoe BHHMAHUIO yuTaTels, Harmcansoe B 1930-e roper (cxopee
Bcero, BO Bropoli nosopuHe 30-4 TT., T.€. caMbIi pasrap Teppopa)
Hcocnenopanme yxxaca , sanumaeT ocofoe MecTo B ToopuecTBe JIMIIaRCKOro:
JNeHCTEMTENLHO, YKIAAEBAACE 0 choeMy (hunocoickoMy COMEPIKEHMIO B
pamKu "pasroeopoB”? wMHApE W CO3AAHHRIX KAK OTKIMK HA BTH Pa3roBOpLI
IpOu3BeneHNi, oHo, Gmaronapa ceoelt XYAOXKECTBEHHOM, B KaKOH-TO Mepe
nos’mauponaﬂﬂoﬁ cdopme, orivdaeTcA ynnnn’renhﬂoi& rnySUHON W
OPUTMHATEHOCTBIO.

I na toro, wroGsl MOHATE CYTE OMMCAHHOTC B TpakTrare (huaocodexoro
yKaca, HEOBXONMMO MMETh BBUAY HEKOTOPEIC TNONOXKEHUA TEOPHH
Jlunapckoro. Ee OCHOBHAA MAES OTPAXEHA B IPHHANNEIKAMEM CaMOMY
punocohy Beickassmanyy: "Henbss rosopuTs CYImMecTByeT, 'HE CYLIECTRYET,
4 HAJIO FOROPUTH 'CYLIECTRYET MO OTHOLICHUIY K TOMY-TO M HE CYLIECTBYET
[0 OTHOIISHWID K TOMY-TO. <...> BOT mo@romy "CyllecTBOBATh" SHAYUT
‘ormagarsea’s. By sxe Muicas srpasvor Hannun Xapme, HAmMCas, ¥T0 "MMp,
COCTOAINMI H3 Uero-to SIUHOIQ, OJHOPOOHOrO H HCHPEP]:DBHOI"O, HE
MOXeT GBITh HA3BaH CymecTayRIIMM <...>"9, ClieloBaTemHo, 663 HeneHUs -
IeT 2KHW3UHK, 1 Janllog IT0N0MCHHE oﬁycnonnuﬁae'r KakK (bnauqecmﬁ, TaK A
MeTachuanyecKuil ¢rpax Nepes O4HOPOAHOCTEID , BTOT CTPAX [IOBCEMECTER,
OH KacaeTcd pa3NMWYHBIX ACHEKTOB JKMAHHM: OHTOBHIX (CTpax mepen
BCEBOIMOXKIIBIMU KUAKUMH cyOCTANUMAMM WM CTpax peGeHka riepex
KeJie); BpEMeHHbIX {OTCYTCTBHE COOLITHIA, "cTpax monaHa", CKyKa) U T.IL

Ocofewuno paskell nocrennuit acuext. elCTBUTENEHO, MHTEPECOBA-
BuIHecH IpofneMeit feckoneyHoro , CIyXHRIISH, Mo MHeHu XapMmca,
"oTreTOM 11a nce Bonpockl”10, yMHADM B CBOMX PA3rOBOPax OTBOJMIM OMHO
M3 LENTpalkHLIX MECT npobneme ppemenH . 06 sToM yxe mucanocsl!,
MO3TOMY CTOMT JIMIIb YIIOMAHYTEH TOT BEIBOI, K KOTODOMY OHY NPHUINH, 4
HMMEIIHO! TIOCKOJBKY NICBO3MOXKHO MOCTHYL OESCKOHEYHOCTH KAK HEUTO
LUEAUIEECH, 3aKiioNaomee B cefe npoLeninee, Hacroswee ¥ Oynymee, Tak
ke, BIPOUEM, KaK HEBOSMOXHO H3o0pasuTe DECKOHEYHYI0 TIpAMYIO,
CREAYET PACCMATPUBATD NIEPRYIO KAK HEUTO CTYILCHHOS B TIOHTTIN "celiyac” 12,
91O rpadmueckuii MOXHO N206pasUTL KPYTOM, T.6., B KOHEWHOM WTOTE,
HoneM, B mpencraprenusx yMuapel, TaKk Ke, MEXIY NMPOYUM, KaK WY
Kasumupa Manesuual3, noms, sBIAAChE HAUANOM XKMAHM, OSHAWAT
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OLHOBPEMEHHO CaMbLi COBEPINERHLIH criocol MOCTHKeHT U M306 paxerus
MHUp2 B €10 GeCKONEUHOCTH.

Ho Takas cucrema TauT B cefe ONACHOCTH: KOT A BCE CBEIEHO K HONKD, BCE
MOTEHHUANLHO CTAHORMTICA OFHOPOIHLIM , ¥ TOrA NoGEXAaeT mycToTa
HECYINECTBOBAHMA. JHAYMT, OECKOHEUHOCTh OBHIATENLHO OTHOPONIIA M
noremy crpanria. C oo Toukn 3peHNd TpakTaT JIMMapeKoTo IPeICTARNAST
cofo# He TONLKO TIATENLNOE MCCRSNOBARKE YYRCTBA Y3KACA, HO M OTIMCAHHE
KpymeHusa punocodckolt M mMosTHUECKON CHCTeMEBI, paspaBoTaHHOMH
YMHAPAMH HECKOJLKHMM I'OJAMHM PabIle B COOTBETCTBHM C BRINBUHYTHIMH
ARGHTAPAOM BCEOOLEMIIOIIHMMY CHCTEMAMY TTIOCTMIKEITHA MUpA.
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HCCIENOBAHUE VYXACA

B pecropane HEBONLHO 3aIYMAEINLCS O [IPOCTPRIICTERE.

Uerpipe UeNODEKA CHEENO 34 cronuxkom. OAun us HHX B3AR SO0I0KO U
MPOTKHY) ero Mriol HackBo3b. IloToM O NpHMCMOTpeNcA K TOMY, 4TO
NOTYUNIIOC, - C NOGONLITCTEOM U ¢ BocxuinermeM. On ckasan:

— BoT Mup, KOTOpPOMY 1T HasrauuA. 5 coapmanm ero mo paccesnuIoctw,
neexupannas yuaua, O ofs3an MHE CBOMM CYIICCTRORAHUEM. Ho 5 ne
MOTY YIOBUTDL ero el M cMblcna. OH JeXHUT 1IMXe UCXOTHONU I'DaHKLb]
YeJIOBEYECKOr D A3bIKa. Ero CyTh Tak»Xe TPYAHO ONPEUSINTE CIOBAMY, KAK
MoK W NeHUe posKKa, OHM HEMAMEHHO ITPUBIEKAIT BHUMAHMAE, 1O KTO
3HAET, YCM MMEHHO, B 4EM TYT FeJ0.

BTo oaMH M3 HEOCYTUECTBURUIMXCH MUPOR, TAKMX HET, 10 OHHM MOTIH OB
GLITh, CO CBOEH XM3IHRIO, CO CROMMH UYRCTBAMY,

WurepecHe 3HaTh, CYACTIME Ol MNY IIET; B UEM €0 CTPACTh; B UEM €0
TEPTIEHUE.

4 31210 ONHO: OH MMEET CBOH RMA, CBOM ovepranma. B Hux, ouerwatio,
cocToMT e€ro XHaHk. HeT coMHeHul, 9T0 uaymMuTenniniii Mmup! Ecnu xotute,
pagy Hero CTOMT MATK HA XEPTBEL, MY MOXKHO gaxke mMonuwrscha. Pasee ve
MONWIMCE JIOTY PABICLBETHBIM KAMHAM MU IepeBLAM?... WIM Bce BTO
HEBAX1I0, M 34 BHEUIHWM BMIOM, VIARIMBAEMLIM T'NAA0M, He KPOETCH
HHYero, o HUYero ne suauwr? Her, s 3ToMy He Bepio.

Mue xaxeTcs, 9To 1000 0UePTAHKUE ECTH BHSLINEE DhipaXeiine ocoforo,
HEIABMCHMOIG OT HaM YYRCTBA. Mue kaxkercs, reoMeTpUs ecTh ocazaeMad
TICHXONOrNA.

MocnymaiiTe, MHE TPUILAA B rONOBY CTPATIAS MBICKHL, UeM OTIMYASTCS
TPeYTONLHUK OT Kpyra? B Hux 3an05KeHbl PARHLIE TIPHHLATILL TOCTPOCHMA, B
KaXXJIOM M3 IIMX CBOM BIYTPEHHMI 3aKen, ¢pod nywa. X BoT aylua Kpyra
BCTPEUAETCH C JIYIIOH TPEYIrONRHMKa, ¥ 1TMX SaRAILIBACTCA pasropop. O uem
OHH MOT'YT FOBOPHTD, YTO OHH MOy Coo8IINTE Apyr Apyry?...

Tak Hauanack JaCToNLad Gecena BLICOKMX BELIAX.,

2,
Bauem naru Tak gainexo. He pocraTouio JIM, HATIpUMED, MPOCTC IAJIETL

TO B OJHO CTEKIGLIINKOG, TO B JIPYroe: CKBOAL BEAeH0C CTEKNO, BRCE BeUIM
KAXKYTCA OTIHTLIMM M3 I'YCTOrC XHBOrO PacTBOpd; CKBO3L SKENTOE -
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HEKHOM TOILKOM anenscuia. A eCnU CTEKNA K TOMY XK€ MEHAKT CBOM LBeT
npy cozpeBanuu AHA? S OyRy XUTh KAK MYHIKZ, OTIMBAIOIIAS 30JIOTOM,
MESKY OBYMS PaMaMH, KaK TIOMEIINK, He 3HAA Gefl, KAK KPOXOTHBIA HAYYOK
Cpely pacTAHyBIeicsa rio nperHON Secenke mayrunns M seck mup Gyzer
IPOTEKATH, TEPECHIATE CKBOOE MEHS, KAK NECOK CKBOIb TOPILINKO
MECOUHRIX YACOR,

Ja, 370 BOo3MOXKHO, K TOMY kK€ CTEKAZ MOI'YT MEHSTh CTEIIeHh CBOSTO
npexomMiennd, Bro SYAeT MX BOIMYKCHHE M POCTh, JOHOCTh M CTAPEHME, HX
SKHAIDL, NONIAS COGBITHIA.

— Mue noHsTHO BCce ®TO, — CKAasal YeTBepThIt colecenuuk. — Tocka mo
AOPOr'¥M, TIPEXIEEPEMENno OTOHIBILMM, He JasT MHe nokow. O, »T0
[OCTONHAAS HEMCCAKAIOWAS §onk, HUYEM HE Bo3MecTUMas moreps! Mu
PasNyuyeHsl [IPOCTPAHCTBOM M BpPeMEHeM, HaBcerna, nariyxo, Ho GeaymHoe
MOGOIMITCTBO CXHUraeT Medsa, MBI XOTHM OBITE BCEMH IIPEIMETAMH U
CYLHECTBAMM, — TEMIICPATYPOil, BONHOM, npeofpasosauuem. Heucrommumas
KA A YBUIETLCH HE MIOKUTACT MEHH.

Torna BCTAET FOBOPMRBINMI TIPEHCE Y TIOAHMMACT PIOMKY!

— 51 Ib1O 33 TPOMUUECKOE LYBTCRO.

Kakoe Tponnueckoe 4yBCTEO.

3.

EcTh 0coGbId cTpax MOCNENOIYNEHHBIX YaC0B, KOTE APKOCTh, THIIHHE U
IHOM MpUlIMKATCA K npeneny, korga 1lad Mrpaet Ha TyaKe, KO OEHb
JOCTUTAET CBOErO TICMIOND HAKAIA.

B Taxoif niets BRI MAETE [T0 AYTY MIM Yepes PelKuil Nec, He LyMadA HU O
uem. BeazaboTio neranot GaGouKy, Mypassy nepeferaioT TOPOXKY, U KOCKIM
MOIETOM BLICKAKHBAIOT KYIHEWMKYM UI-NMOX HOT. LleeTn mopaskaoT Bac
CBOMMM aPOMATOM: KaK [TPEKPACHO, HATIPAXKEHHO ¥ CBOGOIHG OHM XUBYT!
OnM kar OBl OTCTYNAIOT NEPEN BCEMM, M3 BEXIUBOCTH HAPASA ROPOrY, M
KIOHATCA Hasal. Beony GesnioiHO, M eIMHCTBEHHMH SRYK, CONMPOBOXK-
KAXOMIMI BAC, STO 3BYK Ballero COSCTBEHHOTO, paGoTaomero BHYTPH,
cepiua.

Teruo 1 GIaxceio, XaKk b manHe, JIeHL CTOMT B CBOSH BRICIUEH, CaMOt
CUACTIIMBOMH, TOUKE,

B >kapkuit IETHW OeHL BH MAETE N0 NYry WM Yeped pemkuit mec, Be
unere, He uyMmasd HM o uem. Bezzaborno nerarT Gabouku, MYpPARBH NEpe-
GeraoT JOPOXKY ¥ KOCBIM TITOJIETOM BHINAPXMBAIOT KYSHEUHKY W3-[I0A HOCH,
HeHs CTOUT B CBOEH BRICINSH TOUYKE.

Teruo 1 6AaxXenHo, Kak B baune, [[BeTH nopaxaior Bac CBOUM APOMATOM.
Kax mpexpacHQ, HanpAXeHHO ¥ cBoGoxnHo oHM XMBYT! OHM xax Gol



Hecemenoparme yxxaca 235

OTCTYNAKT, JaBas BaM NOPOrY, W KIOHATCH Hazanm Beony GeznoaHo, u
CAMHCTREHHME 3nyK, COTIPOBOSKIAIOIMIMA Bac, ®TO 3BYK coGCTBEHHOr O,
paboTaINero BHYTPH, CEpALA.

Baopyr npenuyBCTRHE HETIONIPaBUMOr0 HECUACTLSA CXBATLIBAET PAC: BPEMS
I'OTORHUTCSA OCTAROBMTLCA. Jenn nammezercs nug mac cevuioM. Karanerncus
speMenx! MUpP CTOMT Iiepel, BAMM KaxX CHMCATAA CYJAOPOrON MBI, KAK
ocTonOEeHEBIIMA OT HANpsKeHUA 3pavok. boxe Mol, Kakag manycrexnan
HEMOABRMIKHOCTE KaKoe MepTROE 1BeTeHne kpyrom! Iltnia netur B 1iebe, M ¢
YKACOM BH 3AMEUIETe: IIONET ee HenogBykeH. CTpekosa CXBaTUBANA MYIRKY
K OTTpLISAET €l roXoBy; W ofie O, W CTPEKO38 W MOLIKA, COBEPILEIIIO
HenonpuxHel, Kak xe 5 e sameuyan Jo ¢MX IOp, 4TC B MMDE 11MUYEero He
APOUCXONHT M HE MOMET NMPOM3OHTH, 0F OhII TaKUM M Npeskae M Syner no
BekM BekoB. M pasice BeT HH cefiuac, HM Npex e, 114 — BO BeKd BekoB. Toxnsko
651 HE NOTANBIBATLCS O Camom celfe, UTO U CaM OKaMeHeBIInii, TOraa Bce
KOHYEHO, yxe Me Byler nosspara. Heyxenu HET CHACEHMSA W3 OKONIO-
BAMMOIO MHMpa, OKOCTEHeBINMH 3pauok noriorur M rac? C yxacoMm M
3aMUpPanMeM XCaeTe Brl 0cBoboK faoiero BapeiBa. M BaphiB paspadcaeTcs,

— Bapers paapakaerca?

— Ja, KTO-TO SOBET BAC 10 UMEHMW.

06 =roM, BrpoueM, ectt ¥y [oronsg. JIpesuue rpexy TOXe 3nanu aTo
gyscTo. Ouu a3pany ero serpeuet ¢ IManom, manuuecknM yxacom. Bro
CTpax MONANA.

Bona, Toepaas
KA KAMEND,

Ha, Bel IOMalNM B CTOAYY BOAY. DTO CNAOUINAA BOJA, KOTOPAas
CMBIKAETCA Tal I‘OJIOBDFI, KAK KAMEHb. BTO CclIyvyaeTcAa Tam, I'lé HET
pasmencHunsA, HET M3MEHEHUH, HET pana. Hanpumep, nepenonHemisii aens,
rAe CBET, 3aMax, TENO 14 Npefele, CTOAT KAk TOJCTLIE IYYM, KaK Pora.
Cmatbiit Mup 6y3 npoMexyTKoe, 6e3 Mop B 1M HET pPa3IlOK4AuyeCTBEHHOCTH
¥, CIENOBATCINLIID, BREMCNM, HEBOIMOMKHO CYLICCTROBATLE MHMWBUNYANL-
HocTH. JIoTOMY uTo, €CItM BCE OAMHAKORO, HEM3MEDPAMO, TO LIET OTIMYMIA,
HUYETO He CYILIIECTBYET,

Ho k1o e B nocicaunii MOMEHT Hasman sac no umenn? Konguno, Bu
caMu. B cMeprensiomM ¢Tpaxe BCIOMHMKMIY BbI O [IOCHIEHEM AEHUTENE, O cebe,
ofeHMY PYKAMHM CXDATHIINA CROIO XYY,
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Copourecs, Bl pucyTeTBoBamM Ipu IIporupononoxuoM Bpamenuur, Ha
BAMIHX J1a3ax MHMD IIPEBpAIiacd B TO, HI Yerod BOIHHK, B CBOK
HEPROHAYANEHY D SCCKaqGC'I'BCHHYIO OCHOBY.

B »TOoT MMr BLI BCTPETHNHCE HE TOIRKO € HaHOM, HO M CO CBOeH
coferpennoit myurofl. Kakoil cnabriii ronoc y Hee, ¢nadniil, HO JOBOJIGHO
TPMSTTHLIA.

BoA3HLD GCQI:IHI[HBHJIY&JH:HOCTH o0 BACHAESTCS TAKKE HEIIPAA3IHB K
OTKPLITHIM CILUIOWHEM IPOCTPAHCTBAM: OXHOOOPASHEIM BONHBIM  HIA
CHEJXXHHIM NYCTHEIHAM, BONBIIAM OrQIEHHLM ropam, crery §e3 1BeTOB,
cuHeMy unH Genomy HeGy, CIMIIKOM HACHIIEHHOMY CONHUEM ITEH3AXKY.
BenuuecTnenmioe scerna CypoBO M 11IEYIOTHO.

0O, ocofast TocKa I0°KHBIX CTPaH, T'Ie NPHPOTa YPE3MEPHCO CHILHA U
MUSHL YAUBUTEILHO OSCOTHMA, TAK YCNOBEK TEPICICS B HER M COTOR
nmmakaTe oT oTuasuma! He @3 dvee nv nxarst pBofiHON okEAX
OTOPABIAWIIUMCH CHYXHTE B KONOHWH, HO ¥ BTO HE IIOMOTAeT, OHM TaK
OLICTPO TEPAKOT JKENaHHe K UTh, TOTPY>KAIOTC U THOHYT.

Tpornuueckas TOCKA HAXOMUT CROC BRIPANKEHUE B UCTSPHUH, CRONCTREHHOM
H0OCHEIM HAPOAAM: B IPUNAOKAX TLIACKW MM CYyIOpoXHOro Gera, worpa
YenoBeK OeKUT HE OCTAHARNMMBAACE C HOXKOM B PYKE, - OH XOUET KAk OBl
pazpesats, BCHOPOTh HENPEPLIRHOCTS MUpA, - BeXUT, yOHUDAs BCE HA [IYTH,
IMoKa €ro e yﬁhIOT CaMOTQ U1K W30 PTa ¥ HErQ HE XIRRIET KPOBABA S IICHA.

CHeXXHAA TOCKA MW3BECTHA IWMOBLUIMKAM MONAPHEIX craHmmit, Oua
BBIZBIBACT TAKME CYHNOPOXHBIE ITTIACKH H DCOGYIO Horesin MEHCPUK, ITpH
KO’I‘OpOﬁ YENOHEK, IIE BRIACpXKADR BEUIIOH MYKH, ¥XOIOHUT OT CTOAHKH
LHANMPAMHK B TEMIOTY, B CIIET, 1A rubens,

[ 5. Kposb 1 CoH

Mens uHTEpecyeT, KTO OPUOyMan ckasky of yCHyBLIEM LapcTBe. Beps
OB 3Ke YENOBEK, KOTOPLIH ¢8 MPUIYMA, KOMY BIEpPBLIC NIPULINA B FOIOBY
BTa CTPAHHAA MBICHbL. M OUEBUOHO, OH NOMAN B TOUKY, ECNM BTA CKAAKA
TPOUSBOMUT BIEYATIIEHUE HA BeeX, 060LIINa BECE MUP.

IMoMauUTE, TAM Haxeé YACH OCTAHARIMBANTC A, CIYrd I2CTHIBAET Ha XOIY,
NPUTHHYE HOrY Brepex, ¢ GIoaoM B onHolt pyke. W ToTuac ke wa-nog
IEMUM TONLIMAIOTCS JCPEBLA, BLIPACTAIOT TPABLI, LIHHHEIE KAK BONOCHL, ¥
TOUHO 3ENEHOH MAYTHHON MM Npsaxed 3acTunaoT sce Bokpyr. Jla, TaMm eme
YepmaK CO CHYXOBEIM OKCIIEM, 3IIad ¢Tapyxa 3a npsaxel, W crisumas
KpAacaBHLIa! OI1d IACHYIIA, IOTOMY YTO YKOJONACE U KAlelsKa KPOBM BRITCKIIE
M3 e NanLua.

ITpuuem TYT YKOI, KaKas CBA3L ¥ HErO C OCTAHOBKON BPEMEHH, CO CHOM?
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Ho cuauvana o npsaxe. Copopst, npsoxa noxoxa wa cynndy; Ho eite Sonee
oHa roxoxa Ha pacrenue. Kax pacTenme, ona He MMEET HENHTpa WU
feckoneulia, Heorpanudelnie npofomxaeMa. B el ecrh ckyka, ¥ Bpems,
HEAANONIEHHOE HUYeM, M o0lllasd, ponoBas >U3Hb, KOTOPas BETBUTCH M
BETBUTCA HEM3BECTHO FAUEM; KOIHA €6 HAUWHACIIL BCIOMUHATD, He 3HAaEIIT,
6plIa OHA WKW HeT, OlA ITPOTEKNA MEXOY LIaNLUEB, IPOIILNa, KAK
BecKMICUHBIA MUT, KaK COH, BCIIOMHHATL HEYEro.

J1060mbrrHO, YTO H IO CHX TIOP QUCHE MHOIMS JMIONU GOATCS BUIA KPOBH,
¥M CTAHOBHTCA OT Hee AypHo. A uTo Gwl, Kazanock, B sTom crpauiHoro? Bor
OHA BBIXOIMT YE€PE3 TNOPe3, COUESpPXKALIAA XHU3Hb KPACHAA BNATE, BLITEKAET
cBOGOIHO M HE Criellla M PacTIQNIacTCs HEONPE/ICNEeHHEIM, BCE paciiup-
AIOIMMEA 1ATIOM. XOoTs, roXanyi, B 3ToM, JIEHCTBUTENLHO, €CTL YTO-TO
nenpusardoe. CIHIIKOM YK TIPOCTO U JIETKO OHA MOKUNAET CEOH I0M M
CTAHOBMTCH CAMOCTOATENBHO, - TEMIORATON JNyXKei, HEM3BECTHO - XUBO
unoH Hexunof, CMOTpAILIEMY HA HEE BTO KAXKETCH CTONL TNPOTHBO-
SCTECTBEHHBIM, UTO OH CabeeT, MMP CTAHOBMTCS B €10 I'7a3aX CEpoll MyThIO,
FONIOBOKPYUTENLHEIM TOMIJEHHEM. B caMOM Iiene, 3Iech WMEETCS HEWTO
[IPOTUBOECTECTBEHHOS M OTBPATHTENLHOES, BPONE LIEKOTKU HE W3IBNEG, 4 B
rnyGuHe Tena, B CaMOii € RHYTDEHHOCTHM., MeaIenHo BRIXOASA M3 MUIeHa,
KPOBL HAUMHAET CBOIO MCKOHIIO, Y3Ke UYXKIYI0 HaM, Be3lMuHy %M3Hb,
TAKYIO €, KaK ZepeBbs WM TPABRa, - KPacHOe PACTEHHE CPEIU FENEHEIX,

TeM caMeiM pazobmauaeTcsd, 4TO Hame Teno fojiee YeM HATIONOBMITY
pacTenye: e €0 BIYTPENIIOCTH: PACTELIMA.

Ho Geanmuunasi He MMeeT BpeMeNd. B Hell HeT Hecommameltmil ¥ TOMUKOR,
U pacrenys TEM M OTIHYAKTCS OT XUBCTIIOID, YUTO JIS HMX IIET BPEMEHHM!
BCEG I3t MIMX TIPOTEKAeT B eXMLIFA BecKoHeU b MU, KaK FIOTOK, KaK anyK
KaMmeprola.

B ®roM npuumuHa CTpaxa KPOoRML OTEPALNEHMS K MEd, UCIIBITRIBAEMOro
MUOTHMM JIONLME! GOS3IL HECKOHIIEIITPHPOBAITHON MXU3HN.

¥xoX, ¥ MOPLIBAETCA MHTUMHAA CEASL MEXAY CTUXUHIOA M IHMuUnOi
SKUBHLIO; KPOBh YCTPEMIISIETCA B OTKPRRINMMIACS JIIA HEE BLIXOL, 1IACTAET e
CTDAHHOE LIRETEIINE; HacTaeT ofMopox Mupa, Sesspementbtii cou. Bor, nce
YK€ BATKAHO PABHOMEDPNO, KAK MPKeR MM MayTUIIOR, NI0H MOIYaTHBOH
aeneHoi XU3Heie. Mup cosa npeepamaeTes B TO, YTO O €CTh, B PACTEINE,
Kakoit y viero §ypuriii 1 venoupuwxnuit pocr! M Tak Guimo u Gyner ncerna,
BO BEKM BEKORB, IOKa HE NPUACT BIDYI CO3NATCINL 1IOBOH 11¢PaBHOMEDIIOCTH
CO CcBOUM HW3OUDPAIOIIUM TOLENYeM, HE BOIHMUKHET CliOBA MIUIKSBUSA
NPOUCKONA LK COGLITHIA,
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6.

Pectopanst cTposT nofunike K Boge, uTOGLl OTKPBIBANCH LIHPOKMIL
KpYrosop, ¥ KOrAad MX DAacHONATAKT Hak caMo#t BOOoi, MX HAZHBAIOT
nonnaskaMi. Kommepcatrel, ®T0 - npaktuueckne punocods, oHy
MOHKMAIOT, YTO HYIKHO UEIOBEKY. A UTO 3Ke HYKHO yenoseky? EMy HyxHO
cozepuanye. Ha MMr npuriofyATs FoNoRY, ONNAHYTCA KPYTOM U B3NOXHYTE
CBEXKUI ROZAYX. A HOTOM CHOBA THILITH CPETH SYPHOM MEHBI, [OKA XBATHT
CUII ¥ PAIOCTh He IepeltneT B H3HEMOXKeHKe, B CMepTh. Bens HukTo HuKorga
HE KWL HI B0 celist, Hu IS EPYIHX: BCE XMIM NI ONHOTO - LA TPereTa.

ECTh HEUTO TOP>KECTBEHHOE B TEX ABAEHUAX NPHPOLLY, KOTIA €& CTPENKa
KaK Obl ITEPEIPBIFUBAET G OTHOTO JENSHHA HA NPYTroe; B CMEHE JTHS BEYEPOM,
HAIPHMED, B MOIBEME NYHEL M3-3d MOPUBOHTA. Jaxe JErKoMEICICHHEIH
TOrIa 3aMONKACT M BANYMLIBACTCH HEM3BECTHO O UeM, W BCE CISIOAT HA
TEMHEIOLUIEE MOPEe W XKOYT: BOT-BOT MOKAXKETCH MANCHBKAN NOIGUKA,
[LPUYANTUT K CXOMIMAM, H3 lee BT cenobOpORbIl XO3MMH MUPA M CKAXKET!
A Buxy, rocTH MeHA 3axganucsk, IIpocTure 33 HeBOIBHYIO 3aMuuKy. Ho
Temeps HACTANA II0PA PACKPHITE BAM CIOPIPH3LI, KOTOPHIE A IUIA BAC
IpUroTOBRMIL."

QuHaKo, BTO HUKOr 1A 11 CIYYAST A,

3a OEHMM M3 CTONHKOB BCTPETHIVMCE HECKONEKO YENOBCK M BEJH
PasroBop Ha UBTIOOKEHHbIE 3JECH TEMEI.

Kax rnipexpacuo GeckopbictHad Gecenal HukoMy upt or KOro HMYEro He
HYXHO M KantIsl¥l FOBOPHT KOTAA W 4TO 3axoder. Oua mopobHa pexe: oHa
He TOPOITMTCS M TEUET B HAMPARIEHMM K MOPK TO MENIEHHO, TO GHICTPO,
HMHOCAA TIPAMO, HIIOTJA BEIrM0asck BIPABO WM BICEO, [BE GOrMHM CTORT
33 nnedamu cofecenuukos: Goruus ¢eobonsl ¥ Goruita cephestocty, Onm
CMOTPAT Hia NMoael GNACOCKIONHO M © YBAXKEHUEM, OHM ¢ HMHTEPECOM
NPUCITY IIMBAKTCA K pa3srosopy.

7.

Yo xacagrest WyBCTR yKaca, OTRBpPaLIeHHs, TIOOBY, PalocTi M T.IL., TO OpH
PAcCyXXACHHHA O 1THX HENaTCA BCErNa CNEAYIOIMNC TPH OIITHOKH.

Ieppas omuWbKa JAKNQUACTCA B WX YTHIMTAPHOM ToNkoBauMM. Jlomm,
cKaxeM, Gosres aMelt, 1oToMy 4TO OHHM ollacHbL. Ha BospakeHue, wro 2med
GonTcA M TE, KTO HE 3HAET, Y4TO OHY ONMACHEI, OTBEUYAKT CCHUIKONH Ha
MHCTHIIKT, HA TIepelavy ¢rpaxa K OMpeaeneHHsIM BEILAM 110 nacnencrey. Bee
BTO MCKYCTBEHHO W HAUBHO, TOMPOCTY HEYMHO. ECTh MHOXECTBO
Gesppennnix Belredl, BodGyXIAKIMUX HEMOCPEECTREHHO CTPAX, W
MIHOMKECTBO OMACHEBIX M BPENHBIX, ero He Boabyxmammux. Ia ¥ camo
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ABJCHWE CTPAXa BOBCE HE TAK YK€ MMOJIEIH0 IJIA COXPAHCIINA MW3KU: CTpax
paccmafnser, napamsyer tubo nuiraetT 0GLIYHOA TOIKOBOCTH, MIMATHIBACT
BCE CUIBI B Kparuadiiuid cpok. MHTepecHo, Kaxyio NONL3Y NPHIIOCHT
KPONMKY CKOBBLIBAIOINMIA e€ro cTpax Nojl Rarnsuom ameu? Wnn xeurypy,
KOTOpLOi IIPW BHEJAIIHOM MCTIYre yMHpaeT oT pazpiipa cepnnia? Bee srto
FOHOPWUT 34 TO, YTO CTPAX BOIHKK HE KAK ITOJES3HOE HPHCHOCOGHCHHC, OH
[MEPBUYEH, BE3XECYIN M CAMOCTOATENCH, M TONLKO YaCTHYHO, B HeOOoNbIIoiH
JoJ¢ MCIIONLIOBAH IIQIE3IHO, B IENAX TMPEAGCTOPOXMOCTU Cpedu
GecuucnedIIsIX omacHocTed skMaHM. Takoe HCIONLIOBAHME CTATO BO3-
MOXKHBIM TTOTOMY, YTO MIE-TO, B CaMoli r'yOrHe, Y3KACHOCTD BCE MCE CBA3AHA
C TEHIEHUWAMH 3IIOBCINMTHMHM H I‘yﬁIﬂTGJTLI[bIMH NSt unnnnunyam.noﬁ
sxu3HU. Ho Kak BeAkas TENIEINRA, 3TO BEPIIO TOILKO CTATUCTHYLCKH, BO-
ob11e, 4 He I KaXKIOro clyda.

Bropas omubka CBASAHA ¢ NEPBOH M 3AKNIOYACTCH B YTBEPXKJIEHMH
cy0BeKTUBROCTH UYBCTR, ECIM Bellll CTPAIIIIE, MOTOMY UTO 0HA haM BPEIHa,
TO ACHO, UTO OHA CTpAINHA HE CaMa I10 CCGC, BTO TIAIIS CyﬁLCKTHBIIOC
QINYINEHHE €& KOMY OHA HE RPENHa, ToMy M He crpainna. C nameil Touky
ApeHUs YIKACHOCTE, T.€. CBONACTBO BELIM, 88 KOIICHCTEMIIMM, OYEPTAHUN,
IBMXEeHnda MU T.I. Kax MOXKIIO CKa3aTL O BCINM HIM REECTRE, UTO OHO
TBCPIOC HI¥ MATKOES, CBETAILISECH MM TEMIIOE, TAK XKE MOXHOO O HEi
CKAa3AaTh, CTPALIHOE OHO MITH HET.

HaKOHcH, TPETLA 0111]4[61(3., CBA3AHHAA C MPEelbIAYIITHM, 3AKMOUYACTCH B
TOM, 4TO YXACHOCTE PACCMATPHUBACTCH KAK TNEUANLIIOE CBOHCTBO, KAk
pyGpuka, B KOTOPYID MONANAIT COBEPUISHHO pagHopoMisie neim. ['pom,
HaMpUMep, CTPAIIEH TIO OXHOM TNpHYHie, MBIIHL COBEpIIEHHC M0 IPYroi,
TIan no rpetveis. Crpax, TakuM 06pasoM, SBIAETCS UMeEHeM COBUPATENLHEIM,
C Hame# ke TOYUKH ZPEHMA CTpax ecTh MMA cobcTBeHHoe. CylecTuyeT B
MHpe BCEro OJMH CTpax, OJMH &I'0 NMPHMHINI, KOTOPWIHA NPOABNAETCA B
paanmMuHEIX BAPMAITMAX 1 hopMax.

Bee cxazannoe o UYBCTBE CTDAXA OTHOCHTCH M KO BCEM JIPYT'HIM HYBCTBAM,

8.

Bee, uTo rposuT HaM yileMienueM (6oNL, HIEMPUATHOCTH, YIIMUTOXEHNE),
CTPaUINO. DTO ¢Tpax no ¢sasy, onocpencrrenyeri. Ho mmeores u taxue
COGBITHA 1 BEIM, KOTOPLIE CTPAIIHLI CAMH 1O cebe.

ToMy MOXXHO ITPMBECTHM MHEOXECTBO ITPUMEPOB,

Kene,

Pe6enok muader or MCNyra, YBUISE KoneGmoweecs ua 6mwopne xene. Ero
HMCOYTaNo MORPAarKBaHKe STOM, TOUID XKUAH, aMophLoH ¥ BMECTE C TEM
ynpyroit maccsl. Ilouemy? Iloromy 1nm, uro ox cuenm ee >xuuoi? Ho
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MHOXECTBO MHEIX, TIOQYAC OIMACHEIX ACHCTBUTETBHO XHBEIX CYIIECTB, HE
BEIZBIBAET B HeM cTpaxa. IloToMy JIH, YUTO XUSHEHHOCTR 3AeCh 0GMaHTMBA?
Ho ecim 651 xene Ha CaMoM Jele OHbIIC KHBRIM, OHO OBIIO Ol HMKAK HE
MEHEE CTPALIHEBIM,

Ilyraer d9mech, CHENOBATENBHO, HE BOODLIEE ONYWEHICHHOCTD
(MONMMHHAA UM MMHTAHA), 4 KAKAS-TO KAK GBI HEZAKOHUAA HIM [POTHRO-
€CTECTBEHHAA ONYIIEBIEHHOCTh. QPraHdeKol >XWIHU COOTBETCTBYET KOH-
L{EHTPYPOBAITHOCTh M YICHOPASIEILHOCTE, 3MECk XKE PACTUIRIBUATAA, aMopch-
HAsS ¥ BMECTE C TOM YIPYUas, TACY4as Macca, [OUTH HEOPT aHUYECKaA 3KU3Hb,

DTo CcTpax Tepel BA3KON KOHCMCTEHDMEH, Tepex KONMIOUIAMU W
sMyJIbcHel, CTpax mepex oSHOPOMHOCTEIO, B KOTOPOH NOABIAATCA KPaTko-
BPEMEHHEBIE CTYILEHUA, TAXKH, HUTH HATIPAKCHMS, 3EIKOK CaMOCTOATENE-
HOCTH, CYPYKTYPEL

ITpimvepamy BEINECTB M cpell, POXKUAIOIIMX BTUM CTPAX UM OTBpAInCHIE,
MOT'YT CILY KUTh! I'PASb, TOMb, XUP, - 0COGEHHO TACYYHUE XUPEH, KaK PriGui
MM KACTOPOBOE MACIO, - CIH3b, CIIOHA (IINSBAHME, XApKAHLE), KPOBb, BCE
OPOLYKTEI KENled, B TOM YHCIE, CEMEHHAR XHIKOCTh, BOOGIIE TPOTOILHAIMA,

Ha nocnemieM CRenyeT OCTAHORMTCA,

2Kupasa nuasmMa He cayyaifno noabyxpaer SpesrmpocTs. A HINE BCerna,
B CAMOM OCHOBE €CTh BASKOCTE U MYTh. JKHMBBIM BELIECTROM ARKASTCH TO, O
KOTOPOM HElIL3S CKAa3aTh, ONHO JIM TO BEIIECTBO MU Heckoieko, Ceifvac B
maaame kak OypTo omait yaedx, a cefivac yaxke apa. Qua xonebmercs MeXxy
ONpeIeNIeHHOCTLI0 U HEONPEOCIEHHOCTRIO, MEXNY MHIUBMIYANLHOCTLI) U
MHIMBUIYau3anvei. B srom ee cy s,

Ha sriciiiux CTYEHAX OPraHWUEcKOH KUBHM BT0 MOXET 3ACHOHATRC A, HO
OHO HMKOIJIA HE WcueaacT. M3 ®1oro chenyeT, BO-NEPBLX, UTO BO BCAKOM
JKHMBOM CYLIECTBE CKPLITO HEWTO OMEPIMTEHLIOE H, BO-BTOPKIX, TO, YTO BEIH-
KOE€ MHOMXECTBO >KHUBBIX CYIIECTB SBHO OMED3MUTENLHCO, BOBGyXHmaeT
OecpUYMHIIBIN CTPaxX.

UTo KACAETCs MEPBOTO, TO NOMUMO BCETO MEPEUNCICHHOTO, OTRpATH-
TENBHBI M CTPAIIHBL BOOGINE BCEG BHYTPEHHOCTH: MO3IL, KMINKH, IEFKHE,
CepaLe, NaXxe XKHBOE MACO, BCe BOOSILE COKM TENA.

Yo RACAETCA BTOPOrg, TO [{POTUBHBL HA MPUKOCHOREHUE BCE HECTIOMHELS
oprasuamMsy, ocobelntio GecceneTHue, Kak HanpuMmep, Mopckue. OcoleHHO
PE3KO 3TO 3aMETHO Ha ITAPA3MTAX, KOTOPhIE MCIILITANM BTOPHYHOC H, TAKUM
00 pasoM, upesMepHoe YIIpouleHre, KoL ¥ IIKUCTE GTrBpATHTENEHE] CBOEH!
KOHCHUCTEHITHEM, TEM, UTO OHY IOUTH XKUIKHE,

C KOHCHUCTCHIIMEH MOXeT GHITh CBSI3aH M XaDAKTEPHLIH LIBET, TAKXKE
BLIALIBAWOUIHUE CTPaX: MYTHO-IIPO3pauHbii, vacro Geno-kenThiil. Taxkoit uset
MMEIOT, HAMPUMED, GeNLEREIS BIIH, JTO IEET BMYIBECHH.
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9.

B ocnone crpaxa, BLILIBAEMOIO KOHCHCTEHIINEH 14 IBETOM, JEKMT CTPax
fiepell pasIHToON, HEKOHLUEHTPHUPOBAIROK XUAHLIO. TaKoH MHUIMM TODKHL
COOTBETCTROATE W crneiudMUecKHe 3IBYKH, - XJIOTaHLe, TIOTAHHE,
BaCACLIBAHME, CIOBOM, ABYKH, BRI3LIBACMLIC PA3PEXKEIIMEM M CIARITHBAIIHEM.
Ho xu3Hb ROOGIE MOTYATHRA, M O 8¢ 3BYKaX PACCYKIATH TPYIHO.

Copaano xapakTepHee Ui Hee npoeTpancTreliias copma. M sro propoi
I'JIABHELA CTPaX: MEpPRBIA - KOHCHCTEHIMY, BTOPodt - hopMEL

Pa3muTocTh XKM3HN BRIPAXKAETCA B £ paBHOMEpDHOM PAcTEKaHMM BO BeCe
CTOPOHHL, T.¢. B OTCYTCTRHMM NPEANOYTUTEIBEHOIO HANPABIEHNA, T.8. CMMMe-
TPHH,

JKmaneHnaa CUMMETPUA MOXET OCYILECTRIATECA B TPEX (hopMax: my3nIps,
OTPOCTKM BO BCE CTOPOHBI, pax (cerMenThl). Ouenb dacTo 3TH OPMEL
COIIYTCTBYIOT IPYT™ OPYTY.

IMayk, knom, BOLIL, OCLMMHOr {Dy3mIpb + OTPOCTKM HOru); >xaba,
narymika (IyssIps), FyceHHIa (My3LIph, CECMENTLI, OTPOCTKH); Kpab, pak
(CerMeHTE], OTPOCTKH); MHOTOHOMKHM, CKANaneHapLl (cerMesThl, OTPOCTKHY;
SKMBOT, 32, XEHCKA% FPY b, ONYXONE, HAPLIR {[1y3ILIPs).

O nyasipyaTocTH. BTo ocHoBlas thopMa KuBoi koncucTenuy, Ho ota
O0LIWII0 HEJOCTHXMMA M3-32 HEPABHOMEPHOCTH OKPYXKAKINEHR cpeln
(3eMHOE TATOTEHNE, MOTPAHHYHOCTE FEMITH ¥ ROAYXA, ARMMENUE BIIEPEH).
B coeTBETCTBMY CO BCEM BTHM IYALIPUATOCTEL NTPEBPAINAETCA B TO, UTO MOXK-
110 HaaBaTh "obTekaemocTsio". Ho Beropy, e 3XUBad TKalib OCTAETCH Henpak-
THUYHOH, HECTICIMANHM3IMPORANNOH M BepHoi cefe, ona npnbmxacics K
chopme myzpipa. M TaMm, xak nasecTio, ora nanbonee SpoTHYER.

Crpax nepef MySHIPYATOCTLIO HE JoXKerd. B He#, melicTBHTeNn10, DAl
GeabHIMBUIY ANLHOCTL XU3HN, PasMHOXKEHNEe M COCTOMT B TOM, UTO B
NySLIPLKE NOABIAETCS NEPETAXKA M 0T Hero 060co6NeTC s HOBLIM NMy3bIPEK.

08 orpoctkax. Ml HMeeM B BMAY KTYTHKM, YCHUKH, LIYIANBIIA, HOXKH,
BOJOCHCTOCTL TeXA. CTPaX NMepe) HUMU HE JIOXKEH: B 11MX, HEHCTBUTENLID,
HEKOTOpasA CAMOCTO ATENLHOCT] SKU3HH, OTOPBANIIAA 1I0TA OCBMUHOrd, NaykKa
CEHOKOCLA M T.I.

O xonuuax. B HHX caMOCTOSTENEHOCTE KHM31M: TaHTJIHK B KaXCUOM U3
cermerrToB. JToXXAeB0H 4epBL, PaspesaHHbIil HANBOE, PACIION3AETCR B PasiLie
CTOPOHEL, 3TO B BLICLIEH CTEIEHH HETTPHCTOMHO,

10.

Pa3auTenbHbIM, XOTSH M MCKYCCTBEHHBIM MPMMEPOM CTPaxa, BLI3LIBAEMOIO
SeanIHAMBHIYANLHON XUIHLIO, ABNACTCA BHEYATIEHWE OT OTLITOR IO
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TMIEPEXXUBAHME} MBONUPOBAHHSIX OPraHoR: manen, pactynwit B dumuono-
THYECKOM PACTBOPE, TONOBA coBaKy, CKATLAIIAA 3YORL M T.AL.

TTosroMy >Ke TAK HEMPHUATHEL MEICIIH O TOM, 4TO ¥ Mep'rncua eIle pacryT
HOrTH, NPOTOIKACTCA XU3HE OTACIBHEX KIIETOK.

Boofie cTpax. rmepenr MEpTBEUOM, BTO CTPAX [Pl TeM, UTO OH, MOXeT
Gr1rh, Boe ke XKB, Uro Xe 3nech MI0Xoro, 4To oH xus? OH XkuB He no-
HAIHEMY, TEMHON JKW3IHRI, Oponsielt eme B €ro Tele, ¥ emie APYroi
2KH3HEK, - THHEHHCM, 5 CTRAIIHD, UYTO 3TH CHMNBI IIO,IU:IMYT €ro, OH BCTAHET
W MIATHET, KAX OOCPKHMBIH.

Brim e CTpAMHLL COMHRMO YL, IYHATUKY, MIAOTEL M T. 1,

Tleprsrit cTpax - Mepen KOHCHUCTEHIHSH, BTOPOIL - epes (hopmolt, TpeTuit -
nepes KBHXKCHHEM.

OGruioe HAIE DRUKCHUE KOHUICHTPHUPORAHHOS! K OXHOMY KOHIY
MPUIOKEHA CUNA, IpYToil KOHel ol €¢ BO3ASHCTBMEM TaCCHRHO MEHART
CBOE TIONOKEHAME, DTO JIBMXKEHUS 10 IPHHIMITY phiyard.

Ho I‘JIyﬁ)Ke U UCKOHHES €0 KONBIXATEINBHOS IRMMCHHS MUIMM, Npu
KOTOPOM HET PASNENSHMS HA AKTHBHLIC M ITACCHBHBLIC BNEMCHTH, BCE TIO
ouepeny paBHONpPaBHEL. TaKoe NEPeAUBAKIICECA MO TENY HMBMIKSHUH
HA3BIBAIOT B 3aBMCHMOCTH OT TOTO, K YeMY OHO OTHOCMTCH; MEPHCTANLTHKOM,
CYNOPOTaMH, CIIA3MAMY, TIEpeSHUPAHIEM XKIYTUKOB UMY HOT, TYNMhCALIVEH,
NON33NHEM DAl3HLIX BHUIOR, Ho CYTh €r0 OIHA! HEPRCUNSHOHHOCTL HA
TIepHOELI (IUAarK) M OTCYTCTBHE LIEHTPa TOXYKA. BTM npoTHeHe! ragsn Begp
NBHUMEIHE 3MCH - 210 NHHXXCHHNE KHHIKH, T4 K cbopma Ta Ae.

Kal( HARCCTIIQ, SPOTUUCCKHE MBMMKEHNUA - KOIBIXATSILIILIC,

Takoe >ke HEMPEPHIBIIOE, EPETUBUATOS ABMXKEHNE MOKHO HaOIIONaTh ¥
BUHTOR H PLIMANORl MAUITHHLI, KOTOPBIE TO BBITAYHMBAKITCH, TO CHOBA
BTANHBAIOTCA B CROC METAJIIMYUESCKOE, MONTOE MACTOM, JIQOME,

Tag nwevcs r'yCTas MUIKOCTE M3 §yTHAKH. M Tak e, pABHOMEPHO M
HCYMOANMO, CTENETCR I'YCOHMYHAA [TEPEIAUR TPAKTOPA MITA TAHKA,

B 3TOM, MEXTY IPOYHM, KPOSTCH OJHA M9 IPMYMH, IOYEMY TAHK BHYIOAN
6e30TUCTHLIN Y3KAC JHOASM Ha BOMHE,

11,

MIIOroHOTOCTh HEMPUATHA YoKe cama 1o cele, HO 0COSCHHO HENPUATHO,
KOT& ST HOTM HAMMIIAKT ABUTATHCA, SKUBOTHOE KaK Gl KMIUMT HOMAMM.
TyT COSXMUSIOTCS BIEUATICHM KOJILUHUTOCTH, MHOXKECTEA CHMMETPUYHBIX
OTPOCTKOB M KONBIXATCIBHOO ABMXKEHMA. BLICTpOTA MepeGupiHMA HOMEK
HE FIOABONACT PA3NMHYUTE OTAEILHBIX WIATOB, TYNOBUILE TP BTOM OCTAETCH
XaK OBl HEYYACTBYHLINM B FBWKEHWM, MONYYACTCS KAKOH-TO POBHHIIA,
ABTOMATUUCCKUI XONA. PoBeH, BIPOYEM, TONBKO CAM XOJ, B IIPOTHRO-
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MONOXHOCTL, CKAMEML XONY NOWANM MIM YEeNOBEKa; OCTAHOBKM XEe,
MYCKAITNE B XOK U IePEMENHI HATIPABNEHI NoIyvaTe, S1aronaps oSuimo
Hor, Hao6opoT, HeoOLIYHO PEe3KMMH, CYIOPOKHBIMH, MTHOBCHHLIMM,
TMonyuaerca AeprawoMidics Ger ¢ BREZAMHEIMM NMAY3IAMH M 3MM3AraMuy;
TaKko#, HaNp¥Mep, y KpaGoe,

Bot sroT-To nopparuBaouMit Ger <Gonec> HEMPUSTEH,

Kax T0 WM CTpaHHC, HO ITOT CYICPOSKHBIA XapakTep Gera mIpUcyIl M
HEKOTOPLIM UCTECPOHOT MM, MMCHHO MLIIAM W KpuicaM. Meiue §exuT Kax
zaropHas, M SoATca umenno Gerymel, MeuyIneiHCa MBINM MIIM KPRICHL
JocTaTouno BOOGPA3MTL, UTO ¥ MBIUIA MHBIE HOI'HM, YTO OHA XOOMT KaK
npyrue, Solee KpyMHLE SKUBOTHLIE, - M BCE, UTO €CTh B HEH HEITPUATHOTO,
MpCragaeT.

B ueM TYT gmeno, IMOUEMY TAKOH XapakTep ARMIKEHMIH MPHCYUL WMEHHO
MBIINAM W KPBICAM, A HE SHAID.

12.

B wmemomreweckom Tene IPOTHYEC TO, YTO CTpaliHo, CTpamHa XKe
HEKOTOPa s CAMOCTOATENBHOCTE XH3IHH TEAICH M uacTell Tena; MEeHCKNE IO H,
CKaXEM, HE TONBLKO CPCACTBO A ITEPEIRMIMEHMA, HO M CAMOLIENh,
feccThInHO XHUBYT N4 caMux ce6a. B norax aenouxn sroro uer. U umenno
IIOBTOMY B HAX HET W 34BJIEKATEIBHOCTH.

EcTh HEYTO NPUTATHRAKINGE ¥ BMECTE C TEM OTBPATHTENLIIOE B NipU-
HYXJIOCTH W IIaaKocT™ Tena, B 6ro NoJaTUIBOCTH ¥ ynpyrocm.

Yem HECIIENWANTMIKPOBANIIES UACTL TEIA, UEM MEIICS TIOXOAMT 114 113
pabounii MEXAHM3M, TEM CHIEIIEE YYRCTRYETCHA €6 COOCTRENNAN JKIWIIb.

IMoaTomy XeHCKOE TENO CTPAMNEE MYXKCKOrO; IIOIM CTpallliee Pyk,
00056111‘10 BTO BHIAND 114 [TANLIIAX HOT,

13,

K y3Hb PEACTAST HAM B BHAS CNEAYIOLIEH KAPTHUHEL

MonyxXuaKasa, HEOPraHWuecKkas MACCA, B KOTOPOH TMPOUCXOIMT
Bpoxenne, HAMEUAIOTCH M MCHEIAIOT HATAXEHWs, Y31L! cun, OHa nagsMaercs
My3bIPAMH, KOTOPLIE NPUCNoCcaGAMBAACh, MENST CBOw QOPMY, BLI-
TACMBAIOTCS, PACINEILIAIOTCH HA MHOXKECTRO IEBCHALMXCH BeC-OPAROUID
nuTeld, HA LENble LEMOYKH Ny3sipedl. Bece oHM pacTyT, IEpPETATMBAIOTCH,
OTPHIBAIOTCA, M STH OTOPBAHHLIC YACTH NPOAONKAKIT KAK HM B UM MM
6LIBANIO CROM ABMMKENMS W BHODL BHTACMBAIOTCS M PACTYT.
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14,

B ocnore yxcaca JEXKUT oMmepacHue, OMepaeHNe K¢ HE BEIABAHO HAYEM
TPAKTHUYECKH BAXKHEIM, OHO BCTETHYECKOE, TakuM 00pasoM, BCAKMH yXKac -
BCTETHUECCKHIE, M IO CYTHM, OH BCECNA OIMH: YXKAac IEPEH TEM, UTO
MHIWBUIYANLHLI puUTM BCeraa duanbinns, KOO OH TONBKO Ha MOBEPKHOCTH,
‘8 MoK HUM, JACAYINAS W CHUMAN €ro, GesnUyHad CTUXHHHAA Xuank, D10
nozof1o ToMy, KaKk ecnu 0bl MBI PASTOBAPMBANM ¢ HEXKHO MOGHMBIM
KPYTOM, BCHOMHHATH TO, UTO HAM SIVDKE M BAXKHES BCETrO, M BAPYD CKBO3b
YEPTH! CrOQ NULA BLICTYNMIIO §B APYroe, Uy>KIoe, Ho-00¢anAHbY CHUPENOS W
XMTpoe muno ugudotra. Mu 06MaHYAHMCh! OH HE TOT, 31 KOI'O MEI €ro
npuriuMany, C STHM HEBOIMOXKHO CTOIKOBATLCH, [IPOCTO TIOTOMY, UTG OH
IAXKE HE TIOHUMAET CHOB, OH BECh YCTPOCH HE TIO-HAIICMY,

Ou He TOT, & 0GOPOTEHS.

H Beaxuit cTpax ecTs nepes 06opoTHEM.

15.

Poii cTpaxop BheTCA Hamo MHOK, KAK MYXM Ham MMAJANBIO, HE J4€T MHE
noxkowo. Cpeny HUX 5 Y3HAK Te, YTO AABHO SHAKOMEL CTPAX TEMHOTEL, W
TECHOTb], M ITYCTOTLL

Crpax Temuorst, Korga 4enoBeK MOET HOYBIO [0 JIECY, BTOT CTPax
nomstred, Ho jgaske pefeHOK COAHAET, YTO TEMHOTEL B KOMHATE HEUETO
Goarsca. Mexxny TeM, Goures.

Hpurnsopmaich K STOMY CTPAXY, 1 3aMEUAI0 B HEM: TOCKY MIOIALME MITH
OOMHOYECTDA; OXXUIEAIIME HEMIBECTHLIX YTPO3; TOCKY ONHOOOpa3HOro
dona.

M3 nux nocnenuss mie sciia. Pasne ne roBOpHI s 0 Hell, pacCKaIBBaAT O
crpaxe nmocnencnypemips vacon? Onnoolpasue, - OHO YHHUTOXAET BpeM,
COOKITHA, MITUBUIYAILHOCTE, JOCTATOMHO NNUTENEHOrO T'YIOKA CHPEHEI,
4TOGBI MBI YK€ ITOUYECTOBOBANH, KAK BECh MHUD OTXONUT HA 3aTHUH IIIaH
BMECTE CO BCEMM HALIMMY LENAMM, [IPUKOCHORSHME HeG T,

Ty K€ TOCKY BLIILIBACT TEMHOTA, CHET WM TyMaH, UeIoneK OYyTHICH B
TyMaue cpenu odepa. Kpyrom Bce omHo M 1o xe: fenuzHa, M neronsHo
BOSHHKAST COMHEHME HE TONLKO B TOM, CYLISCTBYET M MUP, HO CYIMIECTBORAT
1 OH BoOOIIIe KoTna-nHuGynk.

UTo €CTE B BTOM MHONHOM OKPYXEHUY, YTO ILIOTHO oxraa'rbmae'r,
QCTAHABMUBAET UACHI, TPOHHKAST B CAMBIE KOCTH, OCTAHABIHBAET JhIXAHHUE W
Srienue cepaua.

EcTh B uyBeTBE MIOAANMM 0CO6as TOCKA HOMHCOTQ U IETOTHOro 00XBara,
NMoracalus HatEX X, KaK MBl BT0 XQPOIIO MCHUMAEM,
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Bo3MOXKHO, UTC BTO HUMEIHO BLIFLIBAST AGCONIOTHYI HENONBHMCHYIO
TIOKOPHOCTE XKUBOTHLIX IIPH BLISRIBAIIMM KATANCIICHM NMPUKOCHOBEHMEM MITH
HOTIAXKHRAHTACM,

B »roit uzonanun ocofenHo YyBeTRYETCA NOTPESIIOCTL B YEIOREUCCKOM
MYOg, TONCeCE, B KpallHEM CIy4ae, XOTh HE YEJOBEKa, IT IIPOCTO YKHUBOTD
CYIMECTEA,

Tax netw B Temuote rpocaT: "Tlocuay co MHOH!™

IMoueMy MBI TAK IIIOXC OEPEHOCHMM oxuHouecTBo?! OTuero nobGLIe
YIOBOMLCTBUA M IIOJBUTM CTAHOBATCA TTYCTHIMK M OE3BKYCHBIMH, €ClM UX Tie
& KeM PasTelIuTh, 0 HUX HHMKTO He yanaer? Jlaxe Taxol Tynod yenonek, Kak
PoGmizon Kpyao, U TO TATOTHIICA OXMHOYECTBOM.

He crpanno mu, uTo 3HaueHue cOOLITHSA, Hallle cOSCTBEHHOC 3HAUEHME,
NpHOBPETAET CUIY ANA HAC TONLKO TOTHA, KOCHA OHO OTPASKTCSA B WYNCHX
rianax, o KpatHe# Mepe, ecTh X0Ts {11 BOAMOMKHOCTh BTOO.

Tax 2 3epkana, MOCTABAEHHLIE IPYI NPOTHB JpYra, CO3NamnT OLIYLIEHNe
pazsHooOpanHoil GeCKOHEUYHOCTH. A MHMTEPECHO TONLKO TO, 34 UYEM
YYBCTRYETCA HEOIpeNeleHHOE IPOLOIXKeHHe, GECKOHEUHOCTS ...

Tak 13 yere xe npoucTekaeT 60A3HL OOWHOYECTRA?

B Tymane, B TEMHOTE BCEM CYLIECTROM OUIYINAETCS OTEET HA DTOT BOIIPAC,
I pyrof 4eJOBEK PASPLIBAET OJHMM CBOMM IIPUCYTCTRMEM ITIIOTHLIM qyxcnmﬁ
OXBAT, CMEPTEABLHOS OFHOOO pagne.

B konHIE KOHMLOB, MHIMEMAYAILHOCTE BTC CAMOE Kpyniioe cobnrrme,
HABEPHOE, APYI'MX cobpiTMi M He 6nIBaeT, HE MOXeET OBITL. A ecnu
HOSABIAETCA COOBITHE, BOCKPECAET BPEMSA U C HMM BCE OCTANLHOE, Halla
MANECHLKAA XKI3HE, :

B xOHIIE KOHIOB, YYBCTBA - €ARHCTBEHHO NOCTOBEPHOE B MHPE, RMYEFO
Opyrore B HeM, HAREPHOE, U HET, Ho GeabiHIMBUIYANBHEIC UYBCTEA HAM TAX
YYOKIEL, 4YTO HMH MBL XKHTE HE MOXKEM,

CnenoBaTensHo, cOBBTUE IS Hac TO, YEMY MOSKIO COUYBCTBOBATE:
COCEHRAN X UIML,

Hamfomee oCcTpo OIIYIIAETCA COCEIHAA JKNIHL 1 TENECHOM COCTOAHYK. B
3TOM §MA CYPOBOCTE MOHACTHIPS: NUIIEHHE TEIeCHOTO COMETAIIMS M BCErD,
CBAZANHOIO € HHM.

Ecnu sxe oTpe3aioT BOOGIE Or BCAKOR COCENHE XKM3HH, BTO CUUTACTCA
TAMYARIINM HAKABAHHEM! OIHHOYHOE BaKIIICUEHKE,

Ecau ke NPHCOSIMHAKT K BTOMY eIe ORHOoOOpAIME TEeMHOTHI,
craHoBuTCA eme Xyxe: Kapuep. IloroMy UTO MCUE3AIOT JaXKe IIAMEKH Ha
MHIMBAAYANLHYIO XU3L - beiny. HacraeT nonneiii oxnar ...

Ho eme f roBOpuUR, YTO B TEMHOTE MIHM TYMAHE BOSIIMKAET OXHIALKE
HewanecTHbIX omacHocTed. M 310 ToXe HYXKHO 00 BACHHTE.
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BTo TO UYBCTBO, KOrja B gercrse Gosncs BEICYHYTh TONOBY W3-TION
OXesNd, MOTOMY UYTO OKAXETCH, UTO PANOM CTOUT Trpafurens, MM
HPHBUIEHNE, WM KTO-TO eine coBceM dyxoi. M Bosca He CTONBKO ero,
CKOJILKO TOTO CTPaxd, KOTOPSIA TOr 1A HAXNEMHET M KQTOPOTO HE BLIHECTH,

D70 YyBRCTBO, IOBOPUIN s, GHIBACT M TOTHA, KOT XA OCTAEUIECA OXUH HA
OfIMH C MEPTELIM TEJIOM, Kaxke rpu cBere. U TYT ToMe TaK XOTeTCH e1ne Koro-
HUGY b, XUBOIH Tyimm,

H Ty, u TaMm, npuuMHA OFHA! CTPAX MHEpel HE HaueH, GesnMuHOi
>XM3HL10, CaMa TeMHOTa KaXercs KuBoi. F ecny momyMaTs, 5To ¥K He Tak
ueneno. YTo Takoe TeMHoTA? BTO Cpella BOKPYT HAC, KOTOPYIO MEI AHEM
BULUM PACUIIEHCHHON MO NPAKTHUECKHM IPMIHAKAM HA DPA3TUYHBE
MPEeSMEThHI PABHEIX LBETOB, 3 HOULIO - CIIIOUTHOH K wepHoii. OHA cymecTByer.
A KTO MHE CKAXKET, UTQ HAYUT CYIIECTBYET, eCIIM BT0 HE JHAYUT XUneT?

CrepoBaTensHO, CTPAaX TEMHOTEL, BTO TOT e CTPax Imepen oGopoTHeM,

16.

Crpax nycrorsl, MHAYE CTPax NMagcHMs,

Yenopex, GpoCcaBIIMIACA ¢ MAPAMIKIOTHOM BHINIKM, BHAET TOYHO, UTQ OH HE
pasobseTes, HUKAKOH 0MacHOCTH eMy He rpoaut. U Bee xe emy crpawHo.

Ecnu TyT MOXHO COCHATRCA Ha BOOOPAMEHUE, YXKE COREPIIEHHO ACHO,
yTO CTpax nepelX GONBIUMM MYCTOTAMM, TIEPEN IIPOITACTHK), HE HMEET
HHUKAKOrQ OCHOBAHHMA,

Crpax BTOT COMPOBOXKIASTCE FONOBOKPY XKEHHUEM.

Uenopeky, HUKOTAA HE MCTILTABIIEMY TOROBOKDYXEeHMe, Oh0 Bl 0UeHh
TPYIHO OGBACHHTE, WTO 3T0 TAKOE. F60 HUKAKOr0 KPYy>KEeHHA NPEAMETOB HAa
caMOM JeNe He¢ BMIHO, CKopee eCTh yrunemauue. Ho v ynabiBaHusdg, coBCT~
BEHHO FOBOPSL, HET, 1-![60 HHYTO GBS0 MEeCTA HE MEHACT,

J10GONEITHO, YTO HA BTO, KAXKETCH, HUKOT KA He 06 paliay BHUMAHUS.

TMoscunm npumepom. Uenomek Ha Kapycemu MIM "4epToBOM Konece"
BHIWUT, OGHCTBUTENBHO, KPYXKEHME MMPZ BOKPYT HET'O, MOOYEPeNHOC
[[POXOX NEHUEe TIPEIMETOB Mepel ero riuasaMu. Ho »To He ronomo-
Kpy>XeHUe, HYXKHO eule 4To-To0 HHo¢. M »10 MHOe coBcem He TpeGyer
pr)KCHHF[ MHKPa. OHO MOXKET HACTATE W Ha Kapycenn, M [IOCIIE HES, W CORCeM
Ge2 Hee, CKaJKeM IIPH ONBAHCHHM MIM IIPY LYPHOTE,

Sl xouy CKamaTh, UTO KPYXEHME €CTh IBHIKEHME, 4 HCAKOS HBUXEHUE
" MIMEET HA{IPABICHME ¥ COCTOMT B M3MEHEHUH MECTOIIONOXKEHUA,

MexX Iy TeM I[IpH I'ONOBOKPY*EHUY MOXeT OLITh QLY UIEHHE TRMMCHUS,
Ge3 OLIYILNCHUS er0 HANPABICHHA.

"Bce mapeprenock fiepel, HUM," - CIPOCHTE €TI0, B KakKyld CTOPOHY
aaaep'regiocb ¥ OKEKETCA, YTO OH HA BTO OTBETUTL HEe MOKeT, CTeHR! IIBBYT
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riepel T'Ia3aMH MLIHOTO, HO HET TOUHOTO HAMPABIEHMS WX MPOILTLIRAHUA,
Hapawmemy B 0OMOPOK KaXETCH, YTO OH JNETUT, HEUZRECTHO KY/I4, BBEPK
MM BHUI,

FaapHoe e, HET UIMCHEHHMS MECTONONOMKEHWS, ITOOUEpPeaHOrO
NPOXOX HEHNA [IPEIMETOB TIepe] rua3ami, ECIIM CMOTPHIIL Ha Medb, TO, KaK
6Ll CMNLHO HE KPYXKHITACH [0TI0BA, §YIELIs BCe BPEMS BUAEST: BCE TY MCE [164b,
f He CHAYANA ITEUL, HOTOMY CTEHY, IBEPD, OKHO U T.JI.

Kopoue rogops: mpH rONOBOKPYXEHMM MMECTCH OLIYLICIIME KAKOIQ-T0
ocoforo, JNOXHOr0, "HEOOABHXHOrO IBMxeHMn". K DTOMY OCHOBHOMY
OMIYHIEHHK) WHOI'JIA [TPMCOETUHAKTCA OGBIYHBIE OILYIIEHUA IBUMCEHUSA
(vanpanneHHe, CMEHA TIPEMETOR H3-34 HEIPOM3ROMLHEIX NIBMXKEHNHA rias u
T.IL), MHOT'JA K€ HET,

Quiymesue TOXHOTO EBMXKENHS BOSITMKAET, f IGNArai, TakuMm of-
PasoMm: IpH IBIDKEHMY TIPeiMeTa BCErIa NPOMCXONUT CMA3LIBANME €0
ouepranmil, - OT HeAaMETHOrO IO TAKOro, KOrMA MPEeIMET IMPeBPAIIAETCS B
MYTHYIO CEPYIO IONOCY. BTO CMASLIBAHUE QUEPTAIUN NPEJIMETa TPOMCXOIHT
OT TOT0, UTO MEI HE YCIIEBAEM (PUKCHPORATE €0 TOYHO, KPENKO HEPXKATh 6ro
IABAMHE,

T'oNOBOKPY>KEHHE M COCTOHT B ocnalnenuu, KoneOaHMM hUKCALIUH,
CMASBIBAHMY OUEPTAHUN, KOTOPOE M COINAET OINYLICHME IBHKEHWH, XOTH
CaMOTD XAPAKTSPHOrC M HEOGXOAMMOro A OLYIUEHHMSA ABMMKEHMA
HAMIIO HET, - "Hernommuxuoe npuxeHwe'. ITourd 70 e omymenue
MOXIO HONYYUTH, TIHALA HA OTPAKEIMES B TeKydcli BOmE: TYT TOXE
CME3LIBAIIME OUEPTAHMN Ge3 NEpeMeIena ux,

Ho apuTentHag ukcauMs €CTh B MOCNEAHEM CYETE MYCKyinlias,
dhukcarmsa BooGpaxkaeMbIM OUIYIILIBAHMEM, IepianueM B pyxax. Ha-
pyloerMe SPUTENbNoN (hMkcauuy ecTh CHECTBUE HaPYINIEIUs BCei Myc-
KyJLHO#H (huKcalmy,

IMosToMY rOTOBOKPYIKEHKE UYBCTBYETCS M TPU 3aKPLITHIX riazax. Hame
OpONONTHUPOBANIIOEe BO BCE CTOPOHLI TeNo, HaiiM Boolpaicaemite,
[POSIMPOBAHALIE PYKH, HAUMHAIT KaK Gbl ApoxaTh, cnaleT M He MOryT
KPEKO HEPKATh IPEIMETLI; MHP BLICKANLALIBAST U3 1TUX.

Mup G 925KaT B KyNaK, HO NANLLL 0GECCUNIENH W MUP, MPEXKIE CHKATLIA
B TBEPMOLIA KOMOK, NOMONE, IOTEK, CTAN PACTEKATLCA W TEPATL OIpe-
JeNEHHOCTB. :

Iotepsa npeaMeramu CTAGMIBHOCTH, OLIYLIEHMS HUX 3LIfKoCTH, pacre-
Kauysd, M 6CTh TONOBOKPY#KEHHE,

L ]
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Bnamumup Kasakon

JOH XYAH
(npama)

Mockpa 83

IIL.
O6ex B 3cCKypuane

JEACTBY JOILLME JIMITA:

JOH XV AH

JETIOPEIIO, ero ciyra

CAHYO, xopons Menaimu

KOPQIIEBA

JOHHA AHACTACDBS, dpeitauna KopoleBsl
JOH MATEID, nayansHHK CLICKHOM MOIHUIIHA

HefcTnie DpoMcxXomuT B OAHOM M3 cpefHUX Bekos B Manmpuge, B
KOPOIERCKUX ArapTaMerHTax BCKypUaa.

Koponr {(pxonmsuiemy aoiry Mureo)
Wrax, Den 2K yau, nakosen cxnaveri?

Hon Mureas
Her, pame pennuecrno, Mon miogn mepenepnynH scio McnaHuio, HO
HIMCAE 11 1AM ET0.
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Kopons
Ho peas Mecsanl Hasam BeI TMOKIANHCE MIM cXBaTuTh JoH 2Kyana mim
330TPeNHTLC A, MITAK, UTO 3Ke BaM MEIIAeT UCTIONHUTE KILATBY 7

Hon Murem

Baine BeIMYECTBO, MOPOX €IE He HIOGPETEH.
Koponn

I'M! Pe3oHHO. A KTO 3AHAT ero U300 peTeHHeM?

Hom Murens
Onun nopTyranen-anxuMik, Gexxannmii ua Jluccabona,

Kopons
A 3dnoro ou ymeer genats?

o Murens
Cyza 10 ero KOIeNbKY, HET,

Kopoms
A dhuocodokuii kamens?

or Murem
OH roeopur, wTo Mmool KaMeHb, Ha KOTOPBIA OH IPHCAXHBANCA B ITYTH,
CTAHOBHICS thunmocogekumM,

Kopons
OH 3T0 roBOpHUN ¢ KoNeH Mopa?

Hou Murems
Her, ¢ noneit cepseaHocTh.

Kopass
Tax mpuBecTH ero B Mou annaprameHTh! I xouy cam kak cregyer
PAcCMOTPETE HTOIC [IYTEIICCTBEHHUKA.

(Jou Murens ynarsercs. Bxogur koponesa.)

Koposnesa
Bs1 wem-TO 03aGouEHbI, APYT MOit!
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Kopons
Her, Huuero ceppestoro. IIpocto B MOS KOPONEBCTRBO GEryT AIXHMMMKH,
KOTOPRIC HE YMEET IeNaTh 30J0Ta,

Koponera
Yto x, yMeHUe yGeraTh Tax e KpacHTh AXMMMKA, KaK YMeHME He yGeraTs
KPacuT BOHHA,

Kopons
Bt niparwi. Tem Gonee, uTo TOT mopTyranen ofemmaeT U306 PECTH TTOPOX.

Koponesa
INopox? Kakoe cTpantoe caoro! Uto oHo o3HavaeT?

Kopons
B nepeBorne ¢ KUTAHCKOTO OHO 03HauaeT SyayiLee.

Koponesa
B0 weuro pposie chunocochckoro KaMua?

Kopous
Her, =ro ckopee thunocofickuit nopomex.

(pxonat Jon Murems u Jlor KyaH, nMepeopeTsiilt NMOPTYralhCKUM
ANXHUMHKOM)

Horr Muresns (TOp#ECTBEHHO)

Bainy wOpPONEBCKHE BEJIMMCCTBA, PadpPCLIMTE BaM NPCICTARMTL AOHA
Onnunna Purepoa, AAXMMHKA, HAMISHIUEro MIPMIOT B BAIIEM
ONAroCIOBEHHOM KOPONEBCTHE,

(Hon XyaH OTBELIMBACT ABA IyGOKMX NOKIOHA - KOPOIIO M KOpJeRe)

Kopons
Craxcurre, noH GUnM, 4T0 SaCTABUNO BAC NMOKMHYTH BIANEHUS HALIETO
KYy3eHa - HOPTYralLCeKoero Kopons?

Hou XKyarr
Baize ReMUUECTBO, IPUUMH HECKOILKO, M BCE TAKHE HECEPLEIHLIE, UTO A
J@KE HE MOTY HAIBATE CAMYRD CEPhEIHYID U3 HUX.
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Kopons
MoxeT GBITh, BE YIOXKHIM KOrO-HUGYIp Ha noenunKe?

Hor Kyan
HNoenuuox? Urto B, pame BenuuectBo! Hu B xurafickoMm, HE B IPYTHX
ANXUMHAUECKMX SIBIKAX TAKOT0 CJORA IIPOCTO HE CYINECTEYET.

Kopons
Kcrary, a ckopo s 6y JeT roror nopox?

Hou XKyau
Hanerocr 3aBTpa 3Xe IIOXapHTh ncpnmi 3apsAA OOHY Murenm BRI €r0
MHMCTONETHA,

Kopom
Ia, Mue oueHB Xxxams OeaHoro goHa Murens, HO HHUEIO HE IOHNENASIL:

03 CaM CRs13an celsd KISTBOMH.

Koponesa
Ho, moxer GuITh, 40 3aBTpa 10H Murens eme ycieer apecronats Jou
Kyana?

Kopons
Bpsaa mu. (x Jou 2Kyany) A Bel KaK noIaraere, CeHhep anxuMuK]

Horr 2Kyan
Baine BeUeCTBO, f [TOJIOH HAKEMKILL

- Koponeea
Jou $ununir, UTO BAaC BONHYET £10¢, KpoMe Hopoxa?

Horr 2Kyan
Bame BennuecTBO, MEHA BOJHYET TONLKO nosaus. Jlopox xe, Haoﬁoporr,
I YCIIOKAHBACT.

Koposnepa :
TMopaua? Dro npenecto! JgaunT, B SONKHBL HAUTH oﬁumﬁ ALK C
moett chpetimnolt Anactacseii. (3oBer ee) Jlonna Aunacraces!

(sxomur dhpeiinvaa)
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Keponena

A]iac’[‘al'.‘,bﬂ, MHIIAA, BOT ®TOT I'OCNOAWH - €ro 30BYT IOH dununn
durepoa, 0OH ANXMMHK, IpHexarmiui us Iopryramu - rOBOPHT, YTO €TI0
BOJHYET TOULKO NTOBIMA.

Kopons
A yCIIOKAWBAET - [TOPOX.

Horra Axacracka
Yo B1l fOIBINE BCEro HEHUTE B rosaum, nod Oumvnn?

Hor XKyan
To e, UTO U B IIOPOXE - BAPLIBUATOCT.

Honna ABacTacea
Tak Mor oTBETUTh TONBKO Anexceit KpyueHsx,

Hom XKyan
WNnu emne 0OUH ITOBT.

Honna Anacracss
TTo-MoeMy, BeTMKAS pyccKas IMTepaTypa kolunnacs B 1940 roxy.

How XKyan

A Nno-MoeMy, OHA TONBKO HAYMHAETCH,

Kopons
Jon Murene, ecnm BLl BCe BpeMA GyZIeTe CTOATh BIECh, Bhl MOMETE He
Hatiti Jon 2Kyana.

Hon XKyan
Eme 651, HA TAKOM PAcCTORHMH!

o Murens
OTnpaBnAOCh, BALIE BEHMUECTHO, (YXOIMT)

Kopons (rnaps emy scnen)
Bemuara! (k Jou XKyauy) Hpyr mofi, He oTkaxuTecsh moofenars ¢ HaMmu,
Cefiuac Kax pa3 BpeMa KOPOIencKoro obema.
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Hou XKyau
Ox0THO, BAIIE BEITUYECTRO,

(BCE CAIATCS 32 CTOMN, YK HAKPEITLIHE., MOJMaIMBEE CHYrY NONAOT BHHA 1
PasHLIe KYUTAHNA,)

Kopons
BoT STOr0 OneHs, KOTOPOro MK CEHYAC eIMM, A CaM IIOICTPEIMN Ha
oxote, He u3 pyxes, pasymeercs, a na Iyka,

Hou XKyan

JIyk ropaspo GeaspyuHes PyXbi, K TOMY K¢ OH HMKOT A HE NAeT OCCUKH,
(TIocMOTpeR JONMMM BICIAXOM HA TOHHY AHactaceio) K Tomy xe, aro
OpYKHE OCBALIEHO AMYpOM.

Hornra AHacracsA (BCIBIXHYB)
Koropas n3 xuur Aneces KpyuweHnx paM waubonee 6iuM3Kka, mOH
Ounann?

Howu XKyan
Ipocture, "JlakupoBaHHOE TPHKO",

Kopous (pacxoxoTaBLIKCE)
IIpexpacuo! Bor sro mopryranerx!

Hon Xyan
Tipocrure, Bale BeMMecTBO, KPyueHBIX He MOPTYramnell, a neTeps ypaxer.

Kopons (HaxMypscs)
Yro xe w»ro Takoe! IlerepGypr yXe MOCTpOeH, a4 MOPOX €Ie He
uzobperen!

Howr XKyan
Baine Bem49ecTRO, 3T0 O0LIKHOBEHHOE KABAKOBCTEO.

Zox Murens
Bauie sesmuecTBo, OTHICKANUCE CeAbl JoH 2K yanal

Kopons
Cromko?



Hor XKyau 255

Hor Murens
TToka wTo TONLKO QJUH,

Koposs
HIIHTG H OTLICKUBaliTE OCI‘EUIBI-ILIGI

(1o Murem. y6eraer)

Koponepa
Jon Qununmn, maitre, moxanyhcra, 06pasyuk Bamel MOPTYANLCKON
MOs3adH,

Hon XKyan

0, KaK NMpeKpacen rjiad TBOH, BETEP, KOT'OA YEPHEET W TOPUT, M Ka Ko
BIOPEAHHOH peaHuniel of 5To# HOUM rOROPHT.

M JMIb, HACTAHET 7IEHb, BUEPAIIHMI TOTACHHLIA, ONATL ITPOMIYT BEKa Ha
DANAN MM BAANL, M TOT, XTO FOBOPHI, MONYAHUEM YHAEDIKHT CHOM HA BTOT
pas 6e3MONBHLIE YCTA.

U BCE K€ CEBEp OTCTOAN TonyfM3HY XONOMHBIX Karelk, THE NOXIb
5eayBep>KHO CTOSAI, FEPKACh 92 I'IIad, KOTOPRIA IIITAKANL,

Iep>xachk 3a Hebo, CIOBHO BRICh CaMa KUPNHYHaA Grnarana

CBOIO K& cOGCTBEIINYIO Jalk UYTYHHOM paHel obnaraer.

W IBEPL CTYYaNa, wrol poliTy B npuGpesxHblil Yyac Toro pacceera,

KOTOPLIA MBICIIEHHO TIOTAC,

ce6a 2a6bIB ¥ BCIIOMUMA

rAe-To,

Horxa Aracraces (mocne nayanl)
Bro nawe?

Hort XKyan
Her, 10 00T 1105TA, KOTOPLIM CKPLIBAET CROE MM, WTOOEI Malexars

APOCTH BITUICHOB,

Koponepa
Tax oI Gexxam na [lopryranud ot anurodos?

{nberaeT pagOCTHLIA 10H Murens)
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How Muresm,
Bame senuuecrso, HadneH eme cnen Jon JKyana! O6Ga cnepa eenyr ...
BEXYT ...

Koposns
OnveRupHO, K TpETEEMY clieny? Tak OTIIpaBAsHTECE KE, He TePAa Bpemern!

(moH Murem yGeraer)

Kopoms

ITpocto Gepma ¢ »roit momwnmei! He MoryT CXBaTHTL IpoXonumila,
KOTOPEA TO M ZeN0 BioGnseT B cefs MPeKPacHhIX AaM, M CaM BIIOGIACTCS B
HUX. Bepp 4ero mpoime: ycTpOMTh HA HEro 3acafy BOBNE HOI CaMOM
MPEKPACHON M HEICMHON 13 HUX.

Kopaonepa
- Ho =10 ke Anacracbal

Kopons
Hnu BEI, MOA Koporas.,

Kopaonepa
Tax, 3HauuT, Jou JKyaH H0IDKeH BOT-BOT MOABHTECS ANECh?

Koposs
HyMarw, uTo ¥y Hero He XBaTHMT AcpaocTH Ha =10. (K Jou XKyany) He

npasna nua?

Hox Xyan
Bo BcakoM Cyvuae, HE XBATHT CHEIOB.

Honua Anacracss (x Jon XKyamny)
A uro BH ckaxeTe o Emmeasere Mu-poit?

Horr XKyau
Crkaxcy, uto §Iarofaps eif MEI SKMBEM B ¢IM3ABETEHCKHE BPEMEHA,

Honma Anacracss
A ¢ BamMu cornacHa. Mue HpPaBUTCA CMEPTH, KOTOPOS B €€ MOS3UM TO
BREITECHACT BCE, TO BhrrecHeHa aceM. Ocobento B "KoneibeisHsx Mouapry".
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Kopanera
$1 mo6mo cHer B ee Npo3e: OH XOJonHee M roaysee ambnuicKoro,

(pGeraer eme Gonee pamocTHLI NoH Muremm)

Jox Murcm
Bame Bemnuectso, caeppl Jow yana namnucs! OHH BEXyT B ... B
Bekypyal, BAING BEMAYECTRO,

Kopoms
Bee v Toneko camsie mepakne?

Jox Murenn

Barue serpaecTBo, KAXIBUE ero cieln, no Mepe npH GInoKeHnd K JBOpILY,
craHORWICA Bee Gonee mepaxuM. HakoHelr, B Xoumme nepzocTh X QOLUIA OO
TOI0, ITO OHW SATEPAINUCE CPEAU APYTHX CISIOE - [IPUIBOPHBIX M CIIYT.

Kopoms
Tax MPUKAXKHTE OLEMMTE JROPEU ¥ HUKOI'O HE BLINYCKATD.

Hon Murems
H HUKOT0 HE BIYCKaTh?

Kopons
Brnyckars? (sagymsiBaercsa) He aHaw, npaso, kore Ghl pa3peliMTh
BITYCTHTS,

Jon 2Kyan
Bame pemuaecTso, mycts BoycTaT Jlenopenno, moero cnyry. Ox, Genuara,
eine He 00ERAN CEIOIHA ¥ HE 3ABTPAKANL.

Kopous
Ipexpacuo! Mosxno Briyctums TonsKo Jlenopenno.

Hou Murens (yberasn)
Byaer ucnoaHeno.

Hoxra AHACTACE A (CMYTIEHHD)
HoH PuImMIII, MoueMy B TAK CTPAHHO HE MEHA CMOTpHTE]
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Jou XKyan
Jymawe, 9to u cam Jou PKyan me cmor Gbl HA MOEM MECTE OTBETHTH HA
Bauz BOrpoc. BrI Tak mpexpacHs!

Howuma Anacraces
Oif 0YeHb OTIACHBIH YEIOBEK,

HJon 2Kyan
Hy w10 BLI, [IPH HEM HET AAKE €r0 INNArH,

Houma Asacraces
1Ipyt pac TOMCE HET IMIIATH.

Hon XKyau
K uemy ona amxuvmky?

Horra AHacraces
Hy, manpumep, ¥To6LI OTGHBATECA OT SIIMTOHOB.

Hou XKyan
JLns 5TOr0 CYIECTRYIOT NUCTONETSL.

Houaa Aracraces
A xax xe riopox?

Hou XKyarr
OH nocrpoex z3anonro ao MetepSypra.

Howria Aracraces
Tax Bp HEe nopryranen?

Hon XKyau
51 cam He 3HAW, Ko 1. Moxer Guith, GezyMert.

Homrg Aracracex (BHE3AIHO OCEHEHHAN)
MHue kaxeTcs, uTo B ... Bol - Tod ... Jon Beaymer.

Hon XKyan
Ha, »10 TaK.
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Honua Auacraces
Ha pamm ¢cnemsr ...

(sferaer BCTPeBOXEHHE ToH Murem)

Hon Murein
Bame peruuecTo, NOMUIYHTE BAINEro BEPHOrO J0HA Murens, Ho clenw
.. OHM BEIYT IIPAMO CIORA.

(MeX Ay TeM, 33 TBEPLIO CIBILIEH TOTIOT CTPASKHHUKOR M 3BOH MX anefapn)

Kopoat
UTo K, MPeKpacHo, 3HAUNT, KTO-TO M3 Hac IpoMX - Jlon 2Kyau: pr1 unm 5.

Bens He nioH ke PMUMNI, 33 KOTOPOFO S MOI'Y IOPYUMTLCH, M KOPONEBa
MOET NOPYUUTCH, M IOHHA AHacTachi, ¥ naxe Anexcedt KpyueHnix.

Hor Murens
KoHeuHo HeT, Ballle BEITHUECTRO.

Kopons
B TakoM ciyuas OTKpoiiTe ABEPL HACTEXE!

(mon Murens OTKPBIBACT: Ha MIOPore CTOMT yibiGanoinuiicr Jlenopenno)

Kopons

Ipyr Mo, gemy Tol yneIfaetiLca?

Jenopenno
ToMy 3aTPyRHUTEILHOMY TIOJNOKEHHIO, B KOTOPOM OUYTHICS aBTop. Ou
yeT 5chtheKTHOH PaBBAIKY M HE HAXORHT.

Kopons
ECJIH OO0 CMOMET BCE-TAKM BI:II'IYTaTbCﬂ, IIOJ!yllPIT oT MENA OpIICH
Pa3paskn.

Jlenopemio
B nnece ckazanHo, MEX Ty [POUYMMB, UTC A e1ne He 05enal ¥ He 9aBTpaKan
ceromis, Do cymas npasa, baile BCIMUCCTRO,
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Kopoias
Ax, na, pazymeerca! Ipucaxusaiica k croxy, Jlenopenno. Bee B TBoeMm
PACIIOPAKEHIM.

{onvH 13 ciyr* cpasy >ke npuHOCHT HpuGop M GOKAJ U CTaBUT UX HA CTON
nepen Jlenopemio)

Henopenno (nogauaMast GOKaN HCKPUCTOrO)
IIbi0 32 CYACTIIMBYIO PASBAIKy!

Hou XKyan
HoHHa AHACTACKA, TOABOJFTE MHE TIPOCHTE Balllci PYKH,

Howrra Ayacraces
A Byl MHe o6elnaere MerpapuTseA?

Hox Xyan
C nosponienus asropa, obetaro.

Kopons
Wrak, zeno, kaxercs, MONOLINO k cBankGe 1 BooGie K dhuHaxy.

Hor Murens
A kax xe Jou JKyax ¥ ... ero crezpl?

Koponepa
A Kax ¢ OHUCTONET, KOTOPLIA CTONBKO PA3 YIOMMWHANCA, H HO CHX ITOD HE
pricTpemn?

Jemopenro (yieras »xapkoe)
BTo xe onenmua mo-Koponeecku! Bor aro mal Emme Hu B oauoil meece
MEHA TaK He KopMism!

How Murens
A MeHH - eIme HM B OXHOM TaK He oxypavuMBamu!

12.9.83
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Douaor

JENCTBVIOUIVE JIMITA:

JOH XY AH
JIBTIOPEINIIO
OPHUIIEP

1-¥ CTPAZKHUK
2-M CTPAXHUK
3-H CTPAXXHUK
4-N CTPAXKHUK

CHoza mopora, cHoea 3 Henanum. Ilo weit - neoe xouusix: Jou Kyan u
Jlenopenno.

Hor 2XKyan
Jlernopenno, He CKaXelllk I Thl MHE, e HAX0IUTCR BeeneHnan?

Henopesmmo
CmoTps KoTopasd, CeHLep.

Hom XKyan
Hy narnpumep, Gmaxaltiinas.

Jerropesro .
B ToM-TO H mexo, YTo Gmadxkaiieil seenenuoth uer.

Hou Xyan
UTo TLI XOMEINEL BTHM CKa3aTh?

Henopenno
Xouy sTMM CKAaRATL uTO OImMxaliuimyn GLIBAIOT TONBKO Kafaku M
TABEPHLI
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How XKyan
BBITE MO>KET, THI M [IPan, HO BHI ¥ Te6A [I0UEMY-TO HEMPABLIN.

Heropenrmo
S mpenroven 61, wrobut Gs1n0 HAOBOPOT.

Hou XKyan
Thl BewHO UTO-HMGY OB IPERTIOYHATACIID,

Henopenito
A ANs 4ero e TOrga BeUHACTh eClM He ANE SToro?

Ao K yar
ITpoiny Te64, HE rOBOPH O HEil. A TO HAKITMYE1! CHPOKKD,

Henopenno
OH caM HAKIHYETCS.

Hon Xyan (nocne nayan)
Tapanxka MHe mpeickasana, aro f morubHy OT CONPUKOCHOBEHHS CO
BCEJICHEHOHM.

Jenopernno .
Ecm4 oHa uMena B BHAY Gavkaiunyio, TO BaM HEYero Onacarscs.

Hon XKyau
He moHnManw, Kak MOXKHO USTo-TO OMACATHC A,

Jlenopenno
A 7 ROOOILE HHMYETQ HE NTOHMMAKD,

How Kyan
Josno Te6s HA BITOXE,

Jenopenno
"BTO HEe 1 BIMOXHY I, B3TO CHPOKKO,

Lo XKyar
Hy Bor, sHakmcanu!
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(cHOBHO U3-TION 3CMIM NIOARIAETCA OTPAL KOHHLIX CTPAXKHAKOR RO [IABE
¢ othuuepom)

Ochurep

IpusercTBy®© Bac, rocroga! Ko BeI M oTkyna?

Hor Xyan
Mp MHPHBIE BOOPYXKEHHBIE NYTEUHIECTBEHHMKH., MLl Tak Ronro
HAXOAUMCS B MYTH, YUTO yKe 3255114, OTKYIA MBL

Othmrep

Jeno B TOM, ITO MBI, 8 TAKXKE ¥ BCH KOPOICRCKAA NOTMIMA, PAILICKHBAEM
ABYX MHDHEIX BOOPY KEHHBIX IIyTeIIeCTREHHUKOR, [laMATe ¥ HAaC noxpemve,
M MBI TOTHO [TOMHHM, 2T0 3 IHA TOMY Hasax onu Sexcary ua Manpuna.

Hor Xyan
Kax moxuo SexcaTs 13 TAKOTO NpexpacHore ropoaa’!

Ocbmiep

MoxHO newmKoM, HO TyINe - Ha NOOPHIX KOHAX.

Hon XKyan
Kax pugure, Mbl Ha IOGDPHIX KOHAX ... H TIPH HOSPLIX IINACAX,

Ochauiep

Tax 3HAYKT, 970 BLI7

Hou XKyan
Ia, sTo Mel. Ho cMOTpPS B KAKOM CMEICTEE,

Ocprniep

B cMeICTe apecTa, HRTTPMMEP, A BATCM - M B CMBICII® FaNEp.

Hon 2KyaH (HaCMEULINEO)
BpI, censop, oueBMaHo, ¢ KeM-1o Hac mytaere. A Mon X yaH, a 10 Mok
BepHBLt Jlenopeio.

Ocpmiep

Oro! Honamce!
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Hor 2Kyan :
Hacuert "orol" 1 ¢ BaM# COrnaces, a BOT HACUET "MOITAILCE"

(c srum cnoeamu Jou 2Kyan o6HaaeT mnary H KaeT LIXOPH KOHI,
HAmpaBNAd €ro Ha oguuepa. 3arA3LIBacTCSA ToeauHOK. Bexope odmuep-
ocraercs 6ea mnary, Jlenopenno TeM BpeMEHEM YIIPABIAETCS € OCTAILHEIMH,
CrpaskHUKH ITycKaloTes B SercTao - Bo riaee ¢ ohutepom)

Horr XKyar (cMesicn)
A 1 He aHamn, [Ienopeuo, uTo Th TakoiH npexpacﬂhrﬂ d)exmnmmnx

Jermopenno (seceno)
A.}I M 10 CHX l'IOP HE JHAK,

Hor XKyau (Baste B pyKM rurapy, roer)
OHa He FHANA, UTO ONYMATh,

4 OH HC 3IHAX, HO}IyMa’[‘B HTO.

2 MEX Y TeM 'YCAPCKHH JIOKOTH
yIepcs B SUMHEE HUYTO.
KOr7a-TO cabiA HA3LIBANACE

10 BCEM 6e3MOIBHBEIM HMEHAM

1 Ge3nmMaHHD Harnfanacs
napu-pa-pam, [apu-pa-pam,

OH GRICTPO KOHHBIM CTAHOBWIICH -
GBICTpRIA, YEM TPE3BHI BCKaXPOH.
M B3CIAN CRETKA OCTRHOBUICA

Ha Genom pyfHie BpeMeH

15.11.83
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Wiener Slawistischer Almanach 27 (1991) 265 - 268

Michael HAGEMEISTER, Nikolaj Fedorov.Studien zu Leben, Werk
und Wirkung, Verlag Otto Sagner. Miinchen 1989 (Marburger Abhandlungen
zur Geschichte und Kultur Osteuropas, Bd. 28), 550 S.

Nikolaj Fedorovi® Fedorov wurde in der zweiten Hilfte der 70er Jahre von der
national-konservativen russophilen Intelligenz in der Sowjetunion entdeckt und
zur Leitfigur eines neuen kosmischen russischen Denkens erhoben. Noch ehe
1982 die erste, von offizieller Seite noch stark angefeindete Auswahl seiner
Werke in der Sowjetunion erschien, kursierten iiber den Philosophen, der lange
Zeit als enzyklopddisch gebildeter deZurnyj Cinovnik in der Rumjancev-
Bibliothek arbeitete und ein asketisches Leben fijhrte, zahllose Anekdoten und
Legenden. Fedorov galt vielen geradezu als Schliissel zum Verstindnis der
russischen Geistesgeschichte des 20, Jahrhunderts, so daB man iiberall Spuren
seines Denkens zu vermuien begann,

Hagemeister ist iiber seiner langjihrigen Beschiftigung mit dem Philosophen
nicht zom Fedorov-Jiinger geworden, sondern zielt im Gegenteil darauf ab, "an
die Stelle von Legenden Fakten zu setzen, MutmaBungen von gesichertem Wissen
zu unterscheiden” ( S. 13 ). Auf diese Weise verdanken wir ihm eine an faktischer
Genauigkeit und Materialreichtum wohl nicht zu iibertreffende Untersuchung
iiber Leben, Werk und Wirkungsgeschichte Fedorovs, die dariiber hinaus
groflartige Einblicke in bislang kaum bekannte Bereiche der russischen
Geistesgeschichte des 20. Jahrhunderts gewihrt.

Auf die Biographie Fedorovs, die allen peniblen Recherchen zum Trotz manch
ritselhafte Liicke offen 1dfit, folgt die Darstellung der Grundziige seines
Hauptwerks, der "Filosofija ob3tego dela”, die bei aller Gerafftheit in ihrer
Priizision die bisherige Literatur in den Schatten stellt. Fedorov wird als
unsystematischer “Problemdenker” charakterisiert, dessen Gedanken besessen um
einige wenige Grundideen kreisten: die Uberw;ndung des Todes, die Aufer-
weckung der Verstorbenen und die totale Umgestaltung des Universums zum
vollkommenen Kunstwerk als Aufgabe der vereinigten Menschheit. Fedorovs
"supramoralizm” ist eine praktische Philosophie, die stets die moralische Pflicht
zur Erfiillung der genannten Menschheitsanfgaben betont. Entgegen einseitigen
Deutungen, die von einem im engeren Sinn religisen Denken sprechen, hebt
Hagemeister zu Recht hervor, dal Fedorov fiir die Vollendung der Schépfung
durch den Menschen die Gnade Gottes nicht als notwendig erachtet. Das "obscee
delo" ist die Pflicht der "SShne" zur Auferweckung der "Viiter", der Vorfahren
und die Herbeifithrung eines briiderlich- verwandtschaftlichen Zustands der
Menschheit. Hier setzt der utopische Entwurf Fedorovs ein. Er fuBt auf dem
"Projektivismus” als Uberwindung der Trennung von Theorie und Praxis und
sieht die Realisierung bestimmter Vorhaben wie die Regulierung des Klimas, die
wissenschaftlich-materialistisch (und nicht religits!) vorgestellte Auferweckung
der Verstorbenen und die Eroberung und Besiedelung des Weltravms mit Hilfe
von Raumschiffen vor.

Den gréfiten Teil der Arbeit stellt die Untersuchung der Wirkungsgeschichte
Fedorovs dar, aus der allerdings bestimmte Bereiche ausgeklammert sind. Dazu
gehort u.a. Fedorovs Einflufl auf Andrej Platonov. So sehr man dies bedauern
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mag, mufl man beriicksichtigen, daf es sich hier um ein sehr vmfangreiches
Thema handelt, zu dem zwar zahlreiche Untersuchungen vorliegen, das aber in
der Diskussion noch immer umstritten ist. Andere Autoren wie Solov’ev,
Ciolkovskij oder Zabolockij sind sozusagen aus der Arbeit "ansgelagert”" und
werden vom Verfasser an anderer Stelle behandelt, um den ohnehin beachtlichen
Umfang der Studie nicht zu vergrofiern. _

Was die Beziehung Fedorovs zu seinen groflen Zeitgenossen Tolstoj und
Daostoevskij angeht, so sieht Hagemeister, anders als diejenigen, die Fedorov
durch seine angebliche Nihe zn diesen Autoren aufwerten wollen, eher die
trennenden Gesichtspunkte. Federov konnte mit Tolstojs Lehre vom Nicht-
Handeln nichts anfangen, und Tolstoj war, bei aller Hochachtung vor Fedorovs
Lebenswandel, dessen Utopismus villig fremd. Auch die Positionen Daostoevs-
kijs und Fedorovs divergieren - bis auf ihre slavophilen Gemeinsamkeiten -
weitgehend. - _

Die Untersuchung der Fedorov-Rezeption von der Jahrhundertwende bis zur
Oktoberrevolution beginnt mit einem jener hichst lesenswerten Exkurse in den
kulturellen Kontext, die den besonderen Wert der Studie ausmachen. Es geht um
die sich teilweise mit Fedorovs Ideen beriihrende Behandlung der Todes-
problematik im idealistischen Denken (S.N. Bulgakov, Merezkovskij, Berdjaev,
Ern, Svencickij u.a.), bei den revisionistischen empiriokritizistischen Marxisten
(Bogdanov, Lunadarskij, Rozkov u.a.) sowie irn naturwissenschaftlichen Denken
von Biologen wie Meénikov oder Bachmet’ev. Bei den Symbolisten siiel
Fedorov dagegen, wie Hagemeister zeigt, auf geringe Resonanz,

In die Zeit nach der Jahrhundertwende fillt auch der Beginn der Fedorov-
Bewegung. Die Schiiler des Philosophen KoZevnikov und Peterson geben,
allerdings mit geringer Rescnanz, zwei Binde mit gesammelten Werken ihres
Lehrers heraus (1904, 1913). Fedorovs Ideen werden ven einer christlichen Er-
neuerungsbewegung aufgegriffen, die sich um I. Brichnitev, einen Hauptvertreter
des "golgofskoe christianstvo", und A. Gorskij formierte, 1914 geben Brichnitev
und Gorskij den Sammelband "Vselenskoe delo” heraus, der die Uberwindung
des Todes zum zentralen Thema hat,

Nach der Oktoberrevolution stolen Fedorovs Ideen in einer von utopischen
Hoffnungen gesiittigten Atmosphiire auf gesteigertes Interesse, Dies gilt beson-
ders flir diejenigen Autoren und Gruppierungen, deren Haltung man als
"prometheisch” bezeichnen kann, insofern sie die unbegrenzie titanische Sché-
pferkraft des Menschen, die Auflehnung gegen die bestehende Weltordnung
propagieren. Die Darstellung behandelt so unterschiedliche Erscheinungen des
geistigen Lebens wie Bogdanov und seine monistische Universalwissenschaft,
den aus dem bogostroitel 'stvo herkommenden Maksim Gor’kij, den Begriinder
der wissenschaftlichen Arbeitsorganisation A. Gastev und seinen Mitarbeiter V.
Murav'ev, der in seiner Schrift "Ovladenie vremenem" den Gedanken der
Uberwindung der Zeit entwickelt, oder die Schriftstellergruppe der’
Biokosmisten, die iiber die soziale Befreinng hinaus das Bediirfnis des Menschen
nach Unsterblichkeit und Unendlichkeit postulieren.

Laflt sich bei den Anhéingem des Prometheismus ein unverkennbarer Nachhall
Fedorovscher Idecn feststellen, so ist die Lage bei der kiinstlerischen Avantgarde
weniger eindeutig. Thre Vorstellungen entspringen oft dem allgemeinen Zeistgeist,
ohne sich nachweislich auf die "Filosofija obscego dela” zurtickfithren zu lassen,
Skeptisch verh#lt sich Hagemeister gegeniiber der oft vorgetragenenen Be-
hauptung, Fedorov habe eine direkte Wirkung auf Majakovskij, Chlebnikov,
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Malevi¢ oder andere Avantgardekiinstler gehabt. Anders liegt der Fall des Malers
Cekrygin, dessen Zeichnungen und AuBerungen iiber eine kiinflige Synthese der
Kiinste unverkennbar auf Fedorov verweisen.

Den letzten Teil der Studie bildet die Untersuchung der Aktivitit der Fedorov-
Anhiinger in Moskau, Harbin und der europiiischen Emigration wihrend der 20er
und 30er Jahre. Hagemeister stoBt hier in weitgehend unbekannte Gebiete der
russischen Geistesgeschichte vor, Die Moskauer Fedorovey um A, Gorskij und
N. Setnickij entfalten in den Jahren 1923-25 cine rege publizistische Titigkeit. Die
von jihnen gemeinsam verfafite Schrift "Smertobozntéestvo” (1926 anonym in
Harbin erschienen ) richtet sich gegen die "Vergottung" des Todes und fordert
dazu auf, ihn durch planmiifiig koordiniertes kollektives Handeln zu besiegen. In
dem Band werden bestimmte Thesen der damals vieldiskutierten mystischen
Lehre des "imjaslavie" aofgegriffen, das die Einheit von Wort und Tat und die
Verwirklichung der im Eigennamen angelegten Bestimmungen forderte, Dem
"imjaslavie" stand zeitweilig auch Pavel Florenskij nahe.

Nachdem die Propagierung der Ideen Fedorovs in der Sowjetunion immer
schwieriger geworden war, wich Setnickij in das mandschurische Harbin aus, wo
er seine Tatigkeit bis 1935 fortsetzte. Es kam zu Kontakten mit dem ehemaligen
Smenovechovec und Nationalbolschewiken N. Ustrjalov sowie zu einem Brief-
wechsel der Pedorov-Anhiinger mit Maksim Gor’kij, der an den Gedanken des
Philosophen interessiert war und auch eine gewisse Bereitschaft zeigte, sich fiir
deren Verbreitung einzusetzen. Nachem Gor'kij Fedorov in einer seiner Versf-
fentlichungen namentlich erwiihnt hatte, gelang es Gorskij 1928 sogar, einen
Artikel tiber ihn in der "Izvestija" unterzubrirgen,

In den 30er Jahren lebte das Gedankengut Fedorovs wieder zeitweilig bei den
"nachrevolutionéiren” Bewegungen in der Emigration anf, die die Trreversibilitdt
der Revolution zum Ausgangspunkt einer neuen Standortbestimmung RuBlands
machten und die Uberwindung des Sowjetsystems in einer neuen "Ideokratie”
anstrebten. So versuchten die linken Eurasier in Paris, Marx und Fedorov auf
einen Nenner zu bringen, und der Eurasier Ccheidze richtete 1933 in Prag ein vor
allem aus Bestinden Setnickijs gespeistes Fedorov-Archiv ein. 1934 erschien in
Riga, von Ccheidze herausgegeben, ein zweiter Band unter dem Titel "Vselenskoe
delo", Erwiihnt wurde die Lehre des russischen Philosophen auch in den Pariser
Emigrantenzeitschriften "Novyj Grad", "Utver?denija”" oder der von P. Boranec-
kij geleiteten Zeitschrift "Tret'ja Rossija" , die in polemischer Absetzung von
Fedorovs Lehre eine titanisch-prometheische Weltanschauung propagierte. Zahl-
reiche Hinweise auf Federov finden sich auch in Berdjaevs Publikationen, die,
wie Hagemeister bemerkt, in besonderem MaB unser heutiges Bild des
Philosophen gepriigt haben.

Das Verdienst der Studie Hagemeisters liegt zum einen in der akribisch
genauen, jeglicher Legendenbildung feindlichen Rekonstruktion der Wirkungs-
geschichte Fedorovs. Das ist aber bei weitem nicht alles. Der Nachhall Fedorovs
bildet im Grunde nur den roten Faden fiir eine Darstellung weitgehend unbe-
kannter Aspekte der russischen Kultur. Gerade diese Ausbuchtungen und Erwei-
terungen, die zahlreichen genau recherchierten Lebensliufe, der unbindig
wuchernde Anmerkungsteil, die Exkurse iiber geistesgeschichtliche Tendenzen
und Bewegungen, iiber kiinstlerische oder ideologische Gruppierungen machen
den beeindruckenden Wert der Studie aus. Ungeachtet des wissenschafilich
neutralen §tils, in dem sie abgefalit ist, wird sie so zum spannenden Reisefithrer
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in wenig bekannte Regionen der russ1schen Geistesgeschichte des ersten Drittels
unseres Jahrhunderts.

Vielleicht sind hier noch einige Bemerkungen methodologischer Art
angebracht, Der schier unerschépfliche Faktenreichtum und die sprichwrtliche
deutsche Gelehrsamkeit, die das Buch auszeichnen, mégen anf den ersten Blick
etwas befremdlich, ja sagen wir sogar altviterlich positivistisch wirken, Ein
solches Gefiihl hat den Rezensenten etwa bei der Lektiire der Biographie
Fedorovs mit ihren entlegenen Details tiber Herkunft und Charakter des rus-
sischen Philosophen begleitet, Indes hat das Vorgehen des Verfassers bei
nzherem Hinsehen durchaus Methode.

Geistesgeschichtliche Abldufe, so wie sie hier verstanden werden, sind stets
an bestimmte materiell feststellbare kommunikative Substrate gebunden, an Bio-
graphische Gegebenheiten, nachweisbare Begegnungen vnd Kontakte, an die
belegte Lektiire eines Textes usw. Diese auf den kommunikativen Kontakt aps-
gerichtete Ideengeschichte unterscheidet sich diametral von dem durch die
modernen Analysemethoden nahegelegten Vorgehen, das ein in semantischen
QOppositionen geordnetes geistiges Universum annimmt, dessen "Repertoires”
und "Paradigmen" gewissermallen allgegenwirtig und verfiigbar sind, Die histo-
risch-kommuaikative Ideengeschichte beharrt demgegeniiber stets auf dem
individuellen Weg und der biographischen Kontaktstelle, iiber die sich ein ideelles
Motiv in der Kultur fortbewegt.

Es ist hier nicht der Ort, die Vor- und Nachteile beider Vorgchenswelsen zn
diskutieren. Angesichts eines gewachsenen Mifitrauens gegeniiber einem das
historische Detail cher stiefmiitterlich behandelnden, seinen Gegenstand gewis-
sermaflen more geometrico konstruierenden Zugriff muB die Berechtigung der
historisch-kommunikativ orientierten Ideengeschichte in einem neuen Licht
gesehen werden. In seiner Studie zur Wirkungsgeschichte Fedorovs jedenfalls hat
Hagemeister den von ihm gewihlten Ansatz auf glinzende Weise realisiert,

Hans Giinther
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Wiener Slawistischer Almanach 27 (1991) 269 - 273

Michail Kuzmin i russkaja kol'tura XX veka; Tezisy i materialy konferencii 15 -
17 maja 1990 g., Leningrad 1990.

Fast genau vier Jahre nach dem Kuzmin-Symposion am Pariser Institut du
monde soviétique et del'Europe centrale et orientale, dessen Referate als
Sonderband 24 des WSA unter dem Titel Studies in the Life and Works of Mixail
Kuzmin von John Malmstad zuglinglich gemacht wurden, hat nun im Mai 1990
ein weiteres Kuzmin-Symposion stattgefunden; diesmal im Rahmen der
Veranstaltungen des Anna Achmatova-Muozeum. Bereits im Herbst ist nun ein
Dokumentationsband zu diesem Symposion erschienen, der, wie schon Malm-
stads Studies, dem Gedenken von Gennadij Grigor'evié Smakov gewidmet ist.
Der Leningrader Band enthilt auf 258 Seiten nicht nur die, allerdings in Form
von gerafften Thesenpapieren ohne Diskussionsbericht publizierten Referate
dieses Symposions, sondern auch einige erstmals publizierte Texte Kuzmins,
sowie eine Menge historisch mehr oder minder interessanter Materialien aus
Brief- oder Tagebuchbestand des Autors oder seiner Umgebung, wie sie dhnlich
seit Jahren verstreut publiziert werden, Vermissen wird man hier die Aufar-
beitung des nevhinzugekommenenen Materials und eine Beurteilung seiner Signi-
fikanz it Rahmen von bereits posturn Publiziertern und aller Wahrscheinlickkeit
noch zu erwartenden Texthinterlassenschaften. Ein nmfaSender Forschungs-
bericht wire angesichts der verworrenen Publikationsgeschichte und der Unzu-
dnglichkeiten vieler, oft auf Spekulation angewiesener Verodffentlichungen aus
den letzten 25 Jahren nur zu begriiien. Die hier vorgelegten knappen Texte bieten
aber auch in den Anmerkungen nur einen begrenzten, manchmal auch bewuf3t
selektierten Einblick in den Stand der Forschung. Teilweise herrschen Mingel
hinsichtlich eines ausgewogenen, im strengen Sinne wissenschaftlichen und
bibliographisch zuverliissigen Arbeitens, was natiirlich nichts iiber interessante
Angitze einzelner Interpretationen aussagt. Die Schwierigkeiten erwachsen auch
aus dem Problem der Textausgaben selbst. Die Reprintausgaben der Gedichte
und der gesammelten Prosa aus Miinchen und Berkley stellen ja bereits die zweite
Generation der westlichen Kuzmin-Ausgaben dar und blieben doch bisher,
besonders die Prosa, Notbehelf. Bereits die Wiederauflagen der Romane und
Sammelausgaben in den Zwanzigern waren ja in Berlin erschienen. Sie sind, wie
die oft in minimalen Auflagen gedruckten Erstausgaben, zumindest in den groBen
Biblotheken der Sovietunion selten aufzufinden und miissen sehr oft als verstellt,
oder als (wegen Begehrlichkeit welcher Seite auch immer) nicht mehr int Bestand
befindlich gemeldet werden. So ergibt sich der groteske Zustand, daf ein hand-
schriftlicher Nachla8 leichter zugénglich ist, als ein beliebiges Druckexemplar der
Romane. Bine Edition von Kuzmins Lyrik in der "Biblioteka poéta”, wie sie seit
den spiten Sechzigern in der Diskussion ist, konnte bis heute nicht verwirklicht
werden. 1989 ist immerhin in Moskau ein Band mit einer knappen Answall von
Gedichten, fiktionaler und kritischer Prosa erschienen, dessen willkiirlich Zyklen
zerreifiende, umstellende, einzelne Gedichte gar kiirzende Edition jedoch nur als
bedingt hilfreich gelten kann. Der relativ iippig kommentierte Band Izbrannye
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proizvedenifa des Leningrader Verlags "ChudoZestvennaja Literatura” erschien
erst Ende 1990 und war den Teilnehmern des Symposions sicher noch nicht
zugiinglich; bezeichnend ist auch, da die renomierten Heransgeber dieser ersten
zuverldssigen Kuzmin-Edition in der Geschichte der Sovietunion, A, Lavrov und
R. Timentik, nicht als Teilnehmer des Symposions erscheinen,

Es wiire durchaus weiterer (Jberlegungen wert, warum gerade Kuzmin auch in
der.zweiten Hilfte der achziger Jahre persona non grata in der Sovietunion geblie-
ben ist, obwohl doch angesichts seiner der Emigration gegeniiber so ablehnenden
Haltung seit der Tauywetterperiode kein uniiberwindbares Ideologem einer
Rehabilitation im Wege gestanden hiitte. Der vorliegende Band kénnte darauf
vielleicht auch eine Antwort geben.

Die Suche nach einer Antwort beginnt folgerichtig beim Problem der typo-
logischen Einordnung der Gestalt und des Werks von Kuzmin als einer
Gesamtheit, So leicht die Zuordnung einzelner Texte zu fest definierten Systemen
im Falle Kuzmins zu sein scheint {man denke an bekannte Titel wie die Krylja,
selbst programmatisch geworden fiir ¢in synthetisches spitsymbolistisches
Konzept, an "O prekrasnoj jasnost'l", trotz aller Vorbehalte dem Programmiext
des Akmeismus oder an den Novyj Gul’, einem Paradestiick fiir den russische
Expressionismus), so diffiziel gestaltet sich die Erstellung eines kongruenten
Profils. Das iibliche Modell einer Phasengraduation versagt dabei, finden sich
doch bel Kuzmin in allen sogenannten Schaffensperioden Texie disperatester
Thematik und Stilistik; Kuzmin war dabei nicht nur ¢in Neoklassizist, der wie
Stravinskij ebenso 4 la Pergolesi und & la Tschaikovskij zu komponieren
verstand, er komponierte, urn innerhalb der Metapher zu bleiben, gleichzeitig wie
Pergolesi, Tschaikovskij, und Stravinskij und Schénberg. Wo der
Neoklassizismus fremde Techniken in seinen Stil zu inkorporieren will, um
erstere zu verfremden, da scheint Kuzmin bereits Techniken der Verfremdung in
den zitierten Techniken zu suchen, um sie ganz isoliert jeweils zu seinem Stil zu
machen, Vjadeslav Vs. Ivanov versucht nun Kuzmin, anstatt ihn typologisch
zwischen verschiedenen Schulen "aufzuteilen”, zusammen mit Annenskij, der
akmeistischen Trias und Pasternak in eine umfalBende Schule des
Postsymbolismus zu integrieren. Ivanov verweist dabei auf das feinmaschige
Netz von Intertextualititen (auch iiber das Medium gemeinsarn zitierter Texte der
grofien Tradition der europiischen Literatur) und von Widmungen innerhalb
dieser Gruppierung. Als Definition fiir die inhaltliche Verfiillung des Terminus
Postsymbolismus dienen die Nihe zum Imaginismus der Fauves, mit ihrer
Vorliebe fiirs ferndstlich Ornamentale, der konventionalisierte Gebrauch dieses
Begriffs in Hinblick auf Konstantinos Kavafis (dessen Dichtung Kuzmin sicher
nicht gekanat hat, als er seine diesem unzweifelhaft so
verwandten”Aleksandrijskic pesni” verfaft hat), die freie Metrik mit
Ubereinstimmungen zum nachsymbolistischen Rilke der Neuen Gedichte. Kuz-
min erscheint dabei als derjenige Postsymbolismus, der immer schon rein zeitlich
am néchsten dem Puls der Entwickiung einer antiavantgardistischen Moderne im
gesamteuropiischen Kontext und am fernsten der aktuellen innerrussischen Entic-
klung gestanden hiitte; darauf griindet fiir Ivanov auch das bisherige Nichtver-
standenwerden Kuzmins durch den russischen Leser.

V. Toporov durchsucht das Werk auf Hinweise auf Stadtmythos- und
architektur Peterburgs, der Stadt, die Kuzmin abgesehen von Aufenthalten auf
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dem Land und zwei Auslandsreisen von nur wenigen Wochen Dauer nie
verlassen hat. Die Samwmlung von Verweisen, die sich auch auf Kuzmins Lebens-
text erstrecken, sind vielftlig und zahlreich; und doch auch erstaunlich wenig
signifikant. Der konkret definierte Raum wird in Kuzmins Prosa gemieden. Der
Baubestand in historischem oder intertextuellem (man denke an die durch
Dostoevskij gezeichneten Plitze wie den Heumarkt) Kontext spielt keine Rolle
Einzig pesellschaftliche Einrichtungen wie Theater, Lokale oder Parks haben eine
ausgewiesene Funktion, sind aber, wenn vielleicht auch mit typischem Kolorit
behaftet, an und fiir sich nichts besonders und finden sich dhnlich in jeder Metro-
pole. Kein Topos wiirde sich hier so sehr selbststiindig machen kénnen wie in
Belyjs Peterburg. Kuzming Peterburg erinnert ein wenig an das Berlin der frithen
Romane Nabokovs, einer Stadt chne Psyche, einem planen, abstrakten Schach-
feld gleich, auf dem kunstreich gearbeitete Figaren bewegt werden.

Zwei weitere Beitrdge sind der Beziehung Kuzmins zu den beiden heraus-
ragenden Antagonisten in der Lyrik der russischen Moderne, Mandel'Stam und
Chlebnikov, gewidmet. Jurij L. Frejdin kann, obwohl er sehr implizit
argumentiert und ganz am faktographischen Material bleibt, nachzeichnen wie
komplex Mandel'$tams Verhiltnis zu Kuzmin gewesen sein mag. Nicht nur der
Titel von Mandel'stams Gedichtband Tristia stammt wohl von Kuzmin, sondermn
auch ein Teil der #isthetischen Konzeptionen und technischen Verfahren.
Mandel'§tams scharfe und hilflose Angriffe auf Kuzmin als einem Verehrer
dessen, was Mandel'Stam die "jlingere Linie der Weltliteratur" nennt, und die
Kuzmins Liebe zu Sujets und Philosophie und Kunst des Hellenismus und des
18. Jahrhunderts bloBstellen sollen, wirken {so legen es die hier
zusammengesteliten Materialien nahe) eher als Versuch einer Rache fiir die thm
von Kuzmin entgegengebrachte Achtung. Mandel'stam wollte bedingungslos
bewundert oder abgelehnt werden, und er halte die wohlwollende Anerkennung,
die Kuzmin ihm genauso wie einer Anna Radlova entgegenbrachte; er fiirchtete
den distanzierten und handwerklichen Zugang zur Kunst, die sich in ihm selbst
gleichsam als physische Arbeit existenzialisierte. Trotzdem konnte auch
Mandel'stam nicht wirklich iibersehen, dah es in RuRland kaum einen gréferen
Kenner der "dlteren Linie der Weltliteratur” gab als Kuzmin, der es nicht ntig
hatte Homer-,0Ovid-, Dante- und Shakespearelektiire als katartische Fron zu
emphatisieren, sondern mit Leichtigkeit mit perfektem Altgriechisch, Latein,
Italienisch aufwarten konnte. Kuzmins Shakespeareiibersetzungen etwa sind
durchaus angefertigt im Sinne von Mandel'Stams Ubersetzungspoetik und
besitzen auch ein dhnliches Potential an, um ein kuzminsches Paradox zu
benutzen, kreativer Genauigkeit. wie Mandel'§tams Petrarcasonette.

Noch aufschluflreicher als dieser Anstoll einer genauen vergleichenden
Untersuchung der Texte von Mandel'stam und Kuzmin sind die von A.E. Parnis
eingeleiteten und zughnglich gemachten Aufzeichnungen aus Kuzmins Tagebuch,
vor allem aus den Jahren 1909 und 1910 sowie 1917 liber Begegnungen mit
Chlebnikov. Allgemein bekannt ist, daf Kuzmin in der "Ohrfeige fiir den
Sffentlichen Geschmack” unter jene "Schleimer” gerechnet wird, die nur noch
eine Dada am Fluf} briuchten, auf die die Futuristen vom Wolkenkratzer oder
vom Dampfer herunterspucken. Man weif aber bereits aus Chlebnikovs Briefen
von 1909, daB er sich als "Geselle des Meisters Kuzmin® (16, 10 und 23. 10)
bezeichnet hat; 1913 publizierte Kuzmin im Almanach Strelec zusammen mit den
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Futuristen. Aus dem groflen Kreis der einst Geohrfeigten erlangten dort nur er
undRemizov die Rehabilitation, Im Prifhjahr 1917 wird Kuzmin dann von
Chlebnikov sogar in den erweiterten Kreis der "Regierung des Erdballs" aufge-
nommen - als einziger Nichtfuturist im Kreise der dafiir nominierten Kiinstler.
Anhand von Kuzmins Tagebuch 146t sich nun dieser Prozef des Kennen- und
Schitzenlernens auch von dessen Seite aus nachvollziehen;, Kuzmin, der 1909
immerhin schon 37 Jahre alt war, hat Chlebnikov langsam verstehen gelernt, weil
er zu diesem Verstindnis beitragen konnte. Beide vermochten ihr Befremden
nach und nach in Produktion umsetzen. Der Meister [ehrte dem Gesellen etwas
Handwerkliches und Architektonisches, Konstruktorisches, Mathematisch-
Musikalisches. Vielleicht ist es nicht zuviel gesagt, wenn man behauptet, daB auf
diesem Hintergrund eine ganz nene Kuzmin-Lektiire notwendig wird, die Ivanovs
These vom der innerrussischen Entwicklung so entfremdeten Postsymbolisten
stark in Zweifel ziehen knnte; um die Musikmetapher wiederaufzunehmen: Es
scheint, als habe sich Kuzmin nicht aur als streng apollinischer "Neoklassizist"
(die Verse seiner "Aleksandrijskie pesni” hat er selbst zweimal vertont; er spielte
und schiitze dariiberhinaus auch Vertonungen anderer!) zitierend der
"Reihentechnik" der reinen Wortkunst bedient, sondern als habe er sie
mitentwickeln geholfen. Bei nihrer Betrachtung wird schnell deutlich, dal
Kuzmin nicht mit den Verfahren beliebig zitierend gespielt, sondern daB er sie
systematisch, mathematisch, musikalisch und grammatisch alle Kombinationen
erschdpfend d u r ¢ h gespielt hat. Vielleicht sind auch Kuzmins Operettchen
nicht so weit entfernt von Opern der Futuristen, angefangen bei der Pobeda nad
salncem bis zum Zangeazi.,

Uber diese interessanten Fragestellungen hinaus trégt der Band hinsichtlich
Kuzmins keine substanziell neuen Ideen bei. Referate zum Thema Kuzmin und
bildende Kunst, bzw. Musik seiner Zeit gelangen kaum zu einer Fragestellung an
diesem Autor, was vor allem hinsichtlich der Musik unverstéindlich ist, wo das
reichliche Primirmaterial (Kuzmins eigene Partituren, seine Eintragungen in
Noten und Notenabschriften, seine Ubersetzungen von Opernlibretti) noch nicht
einmal konsultiert worden zu sein scheint. Unter den publizierten Materialien
befinden sich interessante noch unbekannte Texte Kuzmins, auch beriihrende
Ausschnitte aus Tagebuchaufzeichnungen des lange zu Unrecht vergessenen
Gollerbach sowie Briefe von Knzmins Freund Jurkun und dessen Frau {iber
Kuzmins Tod; daneben erscheinen auch Texte, die im Westen bereits publiziert
worden waren.

Dariiberhinaus bietet der Band wenige Seiten kurze Thesenpapiere tiber
Autoren, die nur schwer oder gar nicht direkt mit Kuzmin in Verbindung
gebracht werden kdnnen, auBer hinsichtlich des Merkmals, daf3 es um sie als
Vertreter der russischen Kultur des 20, Jahrhunderts ebenso still geblieben ist wie
um Kuzmin; darunter Slutevskij, die Guro, Liviic, Vaginov, Charms, Olejnikov,
Doby¢in, Heraussticht eine knappe Interpretation von Texten Anneuskijs durch
AE. Anikin, der ihrer intertextuellen Verkniipfung mit anderen Texten von
Autoren des Kreises der "basnja” (die ja zentral von Ivanov u n d Kuzmin, die
sich fiir eine derartige Interpretation ebenso eignen wiirden, bewohnt wurde)
nachgeht. Es handelt sich dabei vm den Zyklus "Mifotvorcu - na bagnju”; einen
Text, der das schiperische Leben, den Diskurs und sein Konzept in der "bajnja"
auch thematisiert. Nachgezeichnet wird der Weg einer Rezeption zentral dieses
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einen Textes innerhalb des direkten Adressatenkreises und der "unterwegs" zu
gewinnende, gleichzeitig aber schon in den Werkplan fast exakt planbar
miteinbeschriebene Bedeutungsgewinn durch Transformation seitens der
Rezipienten. Hier behandelt ein Gedicht Mythenschépfung, indem es sie
vorfilhren lift. Es wird dadurch Programm (im Sinne eines
Computerprogramms) eines performativen Akts und setzt sich so permutiert
folgerichtig in Dramen fort: den tragischen Hymmnen Ivanovs, den "surrealen”
Opperetten Kuzmins, dem Lebenstext-Drama vom Bruch Kuzmins mit Ivanov.
Auf der Basis derartiger Musteranalysen liele sich der von postivistischem
Material zugeschiittete Eingang zur HShle der "ba¥nja" wieder freimachen.
Dariiberhinaus Iiefe sich eine Theorie von Texten der friihen Moderne im
Wechselspiel von offener und geschlossener Gesellschaft entwerfen, die die
unbequeme Frage nach dem Wofiir und Fiir Wen innerhalb der russischen
Moderne neu beantworten hilft. Anton Sergl






Aage A. Hansen-Love
Der russische Symbolismus

System und Entfaltung der poetischen Motive
I. Band: Diabolischer Symbolismus

Wien 1989 {Verdffentlichungen der Kommisston fiir Literaturwissenschafl, Nr. 7;
Sitzungsherichte der phil-hist. Klasse, 544. Band) 564 Seiten, Oktav, broschiert
S 490,— DM 70,— (ISBN 3 7001 1645 4)

Studien zur Mythopoesie und zum Symbolismus im allgemeinen und zu den entsprechen-
den Bewegungen der russischen Moderne im besonderen gibt es zahireiche, zumal die
Beschiftigung mit der archaisch-mythischen Substruktur der Hochkulturen am Ende unse-
res Jahrhunderts in faszinterender Weise die Fragestellungen der letzten Jahrhundertwende
wieder aufgreift. Wie schon in seiner Arbeit Der russische Formalismus (Wien 1978), versucht
der Autor dieses Buches die Rekonstruktion eines mehrere Jahrzehnte umfassenden Litera-
tur- und Kunstsystems nunmehr aber nicht auf der Ebene der Theoriebildung und der litera-
tischen Techniken, sondern unter dem Gesichtspunkt des Aufbaus und der Entwicklung
eines semantischen Kode und der dazugehirigen Symbolwelt.

Wihrend im russischen Formalismus der zehner und zwanziger Jahre unseres fJahrhunderts
Fragen der literarischen Verfahren, itiret Funktion und Evolution im Vordergrund standen,
die Semantik der Kunsttexte oder gar ihre mythologische, religitse bzw. kunstphilo-
sophische Wertordnung ausgeklammert war, so bildet eben jene Sphire des Symbolischen
den Hauptgegenstand der vorliegenden Rekonstruktion, die in fitnf Binden die drei Haupt-
phasen der Symbolbildung im russischen Symbolismus nachvollziehbar machen soll. Vor-
gestellt werden u. a. folgende Motivkomplexe: Isolation, Entfremdung, Narzifmus, Weg
und Bewegung, Leidenschaft und Erschépfirng, Leere und Nichts, Mond- und Schattenwelt,
Tag- und Nachttraum, Erinnern —Vergessen, Asthetik des Bésen, Kunstreligion usw.
Der L. Band konzentriert sich dabei auf den russischen Frithsymbolismus der neunziger Jahre
des 19. Jahrhunderts, auf die destruktive bzw. nihilistische Herausbildung eines literarischen
»Diabolismus", dessen Hauptmotive und Entwicklungstendenzen anhand aller reprisentati-
ven poetischen und theoretischen Texte der Autoren dieser Epoche analysiert und prisen-
tiert werden. Im Mittelpunkt stehen die Werke von V. Brjusov, F. Sologub, D). MereZkovskii,
Z. Gippius, K. Bal’mont — aber auch vieler minor classics der Spitromantik der achtziger
Jahre, deren Bezug zum Symbolismus bislang noch kaum beriicksichtigt wurde.

Die Nachfolgebinde sollen jeweils im Jahresabstand erscheinen,

VERLAG DER OSTERREICHISCHEN AKADEMIE DER WISSENSCHAFTEN
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LA Mel’¢uk

POVERCHNOSTNYJ SINTAKSIS RUSSKICH
CISLOVYCH VYRAZENIJ

(The Surface Syntax of Russian Numeral Expressions)

WIENER SLAWISTISCHER ALMANACH
Sonderband 16, Wien 1985, 509 p.
63 350.-, DM 50.-

The monograph analyzes in detail the syntactic and morphological properties of Rossian
constructions of the type "Cardinal Numeral + Noun Phrase”, which are famous for their
complexity. Within the framework of the Meaning-Text theory, an exhaustive formal
description is proposed, covering the dependency structure of these expressions and the
rules for the passage from the said structure to surface linear word strings, A number of
related theoretical problems are dealt with at length: these include definition of word
ciasses, criteria for the type and direction of surface syntactic relations, types of
syntagmatic links in sentences, and others,

The coherent nature of this book makes it an important contribution to the literature on
Russina syntax, Its detail and clarity should ensure that it will become a standard work of
reference for questions arising in connection with Russian numerals and numeral
expressions.

LA .Mel’¢uk, A K.Zholkovsky

{(with a lexicographic team)

TOLKOVO-KOMBINATORNYJ SLOVAR’
RUSSKOGO JAZYKA

(Explanatory Combinatorial Dictionary of Modem Russian)

WIENER SLAWISTISCHER ALMANACH
Sonderband 14, Wien 1984, 992 p.
&8 630.-, DM 90.-
Second impression 19861

The dictionary (ECD), the first work of this kind ever to be published, includes 282
Russian vocables (approx. 1000 lexemes) and features a lengthy Jatroduction (30 pages)
in English, which deseribes in detail the lexicographic approach elaborated and applied by
the authors. Essentially linked to the ‘Meaning - Text’ linguistic theory, it claims
originality in at least three aspects:

- Formal semantic representations for all lexical data {no logical circles in the definitions:
explicit decomposition of lexical meaning; the use of semantic variables).

- Forma} presentation of the correspondences between the semantic and syntactic actants
of any lexems, with all selectional restrictions state (the government pattern).

- Formal exhaustive description of restricted lexical cooccurrence (lexical functions -
never before in a monolingnal dictionary).
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Wien 1989, 250 S., DM 42.-

I0.M.IOTMAH, KymTypa kax cyGpexr u cama-cebe ofnexr; H.IL.CMHPHOB,
Teus TropuecTsa (o vapoae); B.M.CACIIAPOBR, Tapryckas mroma 1960-x romes
Kax ceMuoTHuecKuii ofnext; HOWIBRIOMAH, JaMerky ¢ HPaECTBEHHOCTH (110
maTepuanam uctopus ¥ Surra), K.EIMERMACHER, "Semiotik der Analyse" und
"Semiotik des Textes"; 5, I'POMC, Poccusa Kax IOHCOSHAHME Bamama;
M.MEHJIAX, O mossx u HoBeliMx MM(PONOTHIHPYIOIIMX CHCTEMAX)
B.H.TOIIOPORB, O unnuiicxoM BapHaHTe "I'OBOPSHUA s3nikamu” B pycckoit
MHCTHIECKOH TPAXHLAH (x mpofimeme “"uHIMauMaMA" mavama XIX nexa);
A SYRKIN, The "Indian" in Tolstoy; A.A.HANSEN-LOVE, Weg undfals Ziel im
russischen Symbolismus; IK.IETTOB, K TanoIorny HOBERNHCTUIECKOT O
ne6woTs; RFIEGUTH, Gopumut v wenorek, O pomanax "Tepueiaypre” u "Tpasc-
Armaurnk” Buromens IomOponruua; H.IIOMEPAHHEB, HKuapns aaTomnny;, Jo
Berpeun B "Canra Kpye"; A K. KONKOBCKHH, MetamTtpuru B npose x
noprpery A.M.Ilarnropckore; A.MIIATHTCOPCKHM, Kommertapud K
HatpanHoit asToSHorpadun.

Studies in the Life and Works of

Mixail Kuzmin
Edited by John E. Malmstad

WIENER SLAWISTISCHER ALMANACEH, SONDERBAND 24
Wien, Juli 1989, 212 8., DM 35.-

Inhalt: J.A., BARNSTEAD, Stylization as Renewal: The Function of Chronological
Discrepancies in two Stories by Mixail Kuzmin.; §. KARLINSKY, Kuzmin, Gumilgv
and Cvetaeva as Neo-romantic Pleywrights; G. SHMAKOY, Mixail Kuzmin i Rixard
Wagner; 5. TCHIMICHKIAN-JENNERGREN, L'art en tant que résurrection dans
la poésie de M. Kuzmin; I, PAPERNO, Dvojnitestvo i ljubovnyj treugol'nik:
poctideskij mif Kuzmina i ego puskinskaja prockeija; B. GASPAROV, Eite raz o
prekrasnoj jasnosti: éstetika M. Kuzmina v zerkale ee simvoliteskogo voploifenija v
poéme "Forel' razbivaet led”; JLE. MALMSTAD, "You must remember this";
Memory's Shorthand in 2 Late Poem of Kuzmin; M.-L. BOTT, O postroenii p'esy
Mixaila Kuzmina "Smert' Nerona” (1928-1929 p.), Leners of N.N. Sapunov 1o MLA,
Kuzmin, Publication of I.LE. MALMSTAD; From the History of the "Teatry miniatjur":
Two Plays of M.A. Kuzmin, Publication of I.E. Malmstad; Letter of M.A. Kozin to
JaN. Blox, Publication of 1.E. MALMSTAD; JE. MALMSTAD, "Two Elements” -
two Versions; J.E. MALMSTAD, Viadisiav Xodesevi in the Theater; Popravki i
dobavlenija k izdaniju stixoy Kuzmina,
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