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K#esolev Tartu Riikliku Ulikooli Toimetiste vihik si-
saldsb uurimusi inglise; ameerika Ja hispaania kirjanduse
alalt, Autoriteks on TRU inglise filoloogia ja eesti kirjan—
duse kateedrite dppejfud ning aspirandid,- kui ka &ppejdud
naaberfilikoolidest gleningrad; Riia), kes on esinenud kiila-
lislektoritena vbi omavad muid emetlikke sidemeid Tartu Uli-
kool%ga. Bnamik artikleid on seotud vastavate autorite kaits-
tud vOi valmivate vditekirjadega. Kogumik peegeldad mainitud
ﬁligﬁolides tehtavat teaduslikku uurimistécd kirjandusajaloo
valdkonnas, . - .
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BHAYOK YYeHHX s3amucok TapTYCEOTo IoCYIapCTBeHHO-—
TO YHEBEDCHTET& CONEDRAT HCCAENO! Io BolpcaM aHTImACKOR,
aMepERANCKOf ¥ ECTAHOROR JIBTEpATypH, ABTODaME ABJANTCA [pe-
NOABRTENY ¥ SCUNDEHTH XedeIp aHIMEACKOM ¥ BCTOHCKOK funozo-
rEE TIY, a PaKke yI6HHe COCEIHEX ysaBepcETeTax / JEHEHIDAN, ,
Prra/, t'to'ropue ABJANTCA B JONLRHOCYT! KOMUHIMDOBEYHHX JEKTODPOB
BAE EMeDT IpyITEe ofmImansHHe cBAsE ¢ TIV. BompmMHCTBO cTarelt
CBSSBHHN C YR€ SANENSHHHMY MJI¥ TOTOBANEMHCS K 3alMTe IHCCEp—
PaOmeMu, COOpDHER QTodpazaeT BAYIHYD DACOTH BHII M
VEEBEPCETETAX B OOJNACTE ECTODEE 3ApYOexHOX JHTEPATYDH.

Editorial Note

The present issue of the Transactionsof Tartu State Uni-
versity contains %em papers on various problems of English
. American and Spanish literature. The authors are members of
the staff or post-graduates of the Departments of English
Philology and Estonian Iiterature of the Tartu State Univer-
sity, but also scholars from the neighbouring universities
(Ieningrad, Riga), who have been in the capacity of guest-
lecturers or have other official ties with Tartu University.
: The majority of the papers are connected with the dis~
sertations of the respective authors, The publication incor~
porates some results of the research work conducted by these
universities in the field of literary history.

C) TapTyCcKHii rocyl1apcTBeHHbiil yHupepcuter, 1979 .



ALDOUS HUXLEY AND THE FRADITIORS OF TEE
ENGLISH HOVEL

Nina Diakonova
~ Ieningrad State University.

Boviet 'and Western critics agree inAaee:Lng Huxley as twq .
-different writers - the brilliantly ruthless satirist of the
19208 and 19308 and the mystic preacher of the 19408 and
19508, Butin either capacity the novelist is true to his keen
interest in mankind and to his horror-stricken realisation
of the future before it. In Huxley’s earlier attitude iromy -
and curiosity.prevailed over pity, later it was compassion
that became dominant, and with it the yearning to contribute -
to the welfare of his fellow-creatures. Paradoxically, this -
more humane mood did not prove creative, A study of Huxley’s
conversion from sober rationalism end materialism and his
subsequent death as a satirist is the objective of the- pre- '
sent paper.

"We lived in a world that was socially and morally wreck-+
ed" Huxley said on. behalf of the survivors of World War One,
The futility and senselessness of existence, the dispropor-
tion between absurd claims and actual possibilities, the cor-
rupting influence of modern civilization upon feelings ang
morals - are the principal subjects of young Huxley’s books,

“In his caricatures of social hypocrisy, of the pitiful
attempts of his characters +to present themselves free from.
passions and entirely preoccupied with things spiritual Huxe
ley leans heavily on the national realistic tradition: Engr
land did not give birth to Tartuffe, bdbut English Tartuffes
are more numerous and more varied than all the Tartuffes of
the world. And yet Huxley 1leaves the naive hypocrites of
-classical tradition simply nowhere. His characters deceivp
themselves no less than they deceive others. And that not
only because they have a mistaken notion of self, but mainly
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Just because they lack any individuality whatsoever and
therefore . endeavour to assume .an importance they are weli
aware they do not possess. .’

The hero of Huxley’s first novel "Grome Yellow" (1921)
a young poet,named Denls Stone, fails to comprehend his own
personality and purposes. The charactgristlc refrain of a
poem of his "I do.not know what I desire, I do not know" is
not unlike certain lyrics . written by ‘Huxley himself (e.g.
"The Defeat of Youth and Other Poems", 1918). The author
dispiays no pity for his romantic and dreaming hero but

" dooms him to- humiliating inactivity .and to inglorious ca~ .

pitualtion -at the very moment when luck smiles upon him., His
misadventures are as heart-breaking as they are ridiculous.

Denis Stone cannot know his own nature because he has
as yet no real identity. He firmly believes no one can judge
him as severely as he can until . he chances upon a carica-
ture that outdoes his most self-critical apprehen31ons. The
author of the carlcature, a deaf relation of the owner of
the: estate where Denis end other highbrows of the "lost
generation" are staying,is shut off from others by her de-

" fective héaring, but the same is true of the other inhabit-
ants of "Crome Yellow" who are one and all‘hopélessly alien-
ated from each other.

_Alienation is also the subaect of Hhxley 8 next novel .
"Antig ng" (1923), a satirical description of the. chaotic
world of‘Eufopeén intellectuals, each imprisoned in his own
separateness and yet an unwilling participant of théjoylesa
and ignoble amusements of modernity. This novel has obvious
parallels with T.S. Eliot’s bleakly symbolic poem of "Waste
Land" (1922). The life of the characters has lost- all mean-
ing and it is in vain they try to recover it by talking them-
selves into a belief in their non-existent talents, Such is
the paintér Lypiatt: and the critic Mercaptan whose refined
aesthecism 1s belied by his comical name - that of an ilL-_
smelling chemlcal. Scientists and humenitarians fare as ill
at Huxley’s hands - they are all remarkable for nothing but
cynicism, wordiness and, at best, for hopeless irony - 3np :
other device of cowardly escapism. The gigantic and crazily

revolv1ng electric skysigns aie, in the author’s eyes, an
epileptic symrol of all that -is disgraceful and absurd in

contemporary life, .
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The same hollow falseness, the wretchedness of‘éel;idei
lu51one, the contrast between the revoltlng ugllness of men’
and . the eternal beautyof Italisn natu.re and art are drawn in
"Phose Barren Leevee” (1925). The portrait of Mary Thriplow,
a young writer whose expensive rlnge unexpectedly roll out. of
’ the ‘back of an easy-chair where she secretly thrust them on-
discovering that the man she 'was out to charm by her’ elegance
was now pining only for primltive simplicity ~ is character-
istic of Huxley’s method of exposing his characters undig-~
nified worthlessness.

- Ironical contrast underlies most of the writer’s shorﬁ
,vstories, whether it be' the 1ncompatibillty<ﬁ'romantlc dreams
~ and prosaic reality ("Half-Holidgx") or the incongruity be-
tween the intensxty of suffering and the 1ns1gn1flcance of:

its original cause ("A Rest Cure"), TLike T. S. Eliot, Huxley
could have said that the world does not ‘end with a bang but’
with a whlmper._The tragedy ‘of men does not lie in'the gran—
deur of thelr mlsery but in its sorrlness. In this concept,
no less than in drawing a vast canvas of décay and frustra-
- %ion, Hhxley comes pretty close to James Joyce’s pseudo-eplc
of "lesees" (1922). And yet the difference between them
should-not be overlooked. ~ Huxley rejected both Eliot’s ang’
Joyce’s formalistic experimenxal methods, He con51der§d ‘them
as symptomm afsterillty ‘and premature decrepltude brought on.
by the -sensitive and self—conscious artists’ fear of vulgar-—
ised obvious "truths.l To him ‘these methods meant alienation
of art from life - an evil to be avoided at all cost, for the
business of ‘art is truth and the whole 'truth, - the only
: thing that deetroys "the excuse of. ignorance, the alibi of
stupidity and incomprehension, possessing which we can com-
tinue with a good conscience to- commlt and tolerate the mogt
monstrous crimes”. :
 Despite his affinities with modernlsm ‘the Huxley of the
19208 adheres to the reallstlc tradition in English litera-

-1 A. Hux 1 o y. Eusic at Night,- Harmondsworth,
’ B ao. ppo 36-370 ’ ! -

2 A.Huxle. y. . Ben Jonson. On Art and Artists. o

Ed. by M. Philipson. ch_, 1960, Pe 157
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ture, He is griendly with rebels like’ Richard Aldington amd -
Giegfried Bassoon and sets out to shake the worn-out founda-
,tions of bourgeois morality and religlon, to express the
skepticiem, the doubt, the bitterness and particularly tﬁé
1rony characteristic of his contemporaries. ‘"A little ruthp
less 1aughter clears the air as nothing else can do... it is
good for solemnity s nose to be twéaked... it should bright- "
en the eye to look more clearly and truthfully on the world'
abwt \]BuJQB
This is exactly what Huxley attempted in his early nov-
els. These endeavours culminated in "Point Counter Point
(1928), Technically speaking, he was trying to improve on the
chaotic structure of his first books and reproduce the chaog
of modern existence after artistic, musical laws. His pur-
pose was to make his readers see that in literature, no less
- than in music, the various and separate conflicts and prob-
lems (or themes and melodies, to speak in terms of music) can
be blended into one harmonious whole, into a symphony of hu-
man 1life, To achieve this he felt it necessary to introduce a
number of diverse persons.and situations and achieve unityty
displaying similar characters, solving different problems, or
vice verse, dissimilar characters'ﬂxwd with one and the same

: vproblem.

Hhxley 8 book contains a most resourcefully collected
" bunch of human speclmens, all demonstrating the scarifying
effect of false social values updn the natural development of
character. - They are either grossly and selfishly sensual
(John Bidlake) or endeavour to suppreés their instincts for
the sake of assumed and generally misteken ideality (Illidgé),
or else to disguise their sensual nature - all the better to
carry 6ut mercenary and ambitious plans (Burlap, Webley).
They may, on the other hand, suffer from excessive intellect-
tuality and emotional impotence, 1like the mnovelist Phillp
Quarles - or present a case clearly pathologioal, like Spane
drell who in his hatred of sex has given way to every manner
~of vice and depravity, which‘Huxley’clearly thinks profound-

3 A, Huxle: y. ‘Words and Behaviour. Collectegd
ESB&JB; N Y., 1959’ p. 2)10 Le
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) ly symbolical of the corruption of modern society. To renden»,
‘hls sense of the inezhaustibility of life the novelistintrca:“
duces several variants of ‘the same type of moralinsuificien-'

CYo :

All the characters of "Point Counter Point" are in thein
‘different ways miserable, for they all suffer from a severe -
form.of solipcism and-are thus separated from all other men

and women by a wall of indifference and misconceéption, Even -
lovers are painfully lonely, for passion brings together:

bodies but not hearts. The only lovable and natural’ charac=

ters, Mark and Mary Rampion, are portrayed but as - partici-

pants of endless conversations. They have no ‘influence upon

their friends and no compassion for them. Rampion upholds in-

stinct and emotion, but is depicted only as an argumentative

rationalist. Artistically he is a faliure; as well .as -all
characters who are not brutal caricatures of ' intellectual

snobbery, of mercenary motives and of cheap vanity. There is

ne interaction between the different actors of Huxley’s melo-
drama, no evolution of character, no psychologically convinc-

ing relationship between their several personalities and the

theme they are supposed to embody. . :

) Hard as Huxley strove to give a structural unity to the
world of his characters, the connection between them is mere-
ly formal., To achieve it he used the technique of free assc-
ciation (of similarity and contrast) introduced with the help
.0of certain key words and images.“v But the ambiguity ‘of his-

& . One of these i, e.g., the word “carrion"s It is

. mentioned in two conversations,.one occuring-in. a biolo-
gist’s laboratory where it is used in its literal scien~
tific meaning, and the other - in a fashionablereetaumﬂﬁ'
where it turns up in a line of Baudelaire‘s "La Charogue®,
and acquires a generalizing and symbolic meaning. Another
instance is the word "statue". It is.first ironically ap~
plied to the fascist Webley who "would like to look: like
his own c¢olossal statue, erected by a grateful nation™,

'ls later repeated about his dead. and rapidly - stiffening

_body: "A man can be jput in ‘a car but not his. statui
revolting naturalistic details of this scene expose the
hollowness of Webley ‘8 preten91ons. - i


http://can.be

own attitude to the world he describes is what makes his suc-
cess more than doubtful. Huxley‘a satirical ériticism "is ae
sharp and powerful as his assertlon of positive moral values
weak and abstract. g

ey o=

From "Point Counter Point" the way led straight +to the
pseudo-utopian"Brave New World" (1932), for, according to
Huxley, the corrupt society of the former could not be im-
proved without becoming perilously like that of the latter.
The hideous cacophony caused by the selfish individualism and
mean passions depicted in the former could only be silenced

. by violent infliction of complete monotony characteristic of
the latter. In the "Brave New World" all is mechanized so as
to produce dictators and slaves whose few and primitive needs
are supplied by elaborate machinery.

. Having thus delineated present and future as they imr
pressed themselves upon his horrified imagination Huxley felt
he had reached a hopeless impasse. His further work was whol-
ly devoted to seeking ways and means out of the deadlock, He
was not alone in that sense of failure and defeat. It was
shared by élI who witnessed the world economic crisis of 1923-
1933 on the one hand, and the rapid rise of fascism in Ger-
many, on the other hand. For a short while Huxley was at one
with those progressives of the 1930s who like the novelist
'R, Aldington, J.B. Priestley, A.J. Cronin, 1like +the . poets
w.ﬁ. Auden, C. Day Iewis and S. Spender mocked o0ld bourgeois
values and ihsisted upon the necessity of organised effort,
of a united front against the evils.of fascism. Huxley “even
went so far as to take part in the second Congress for the .
Defence of .Culture in Madrid 1937, and to speak against Ital-
ian.and German aggression in Spain,

Yet this was but a short-lived stage in Huxley’s devel~
opment to be succeeded by propaganda of pacifism at any cost,
of charity, mercy, and non-resistance. The first literarny
outcome of these idealistic views was the novel "Eyeless im
gaga" (1936). The evolution of the principal character .An-
thony Bevis is, essentially, close %o Huxley’s own evolu-
tion, He early withdrew into the recesses of his own mind and
succumbed to the dangerous attractions of abstract thoughtcn—

-8 =




ly to keep away from other people and to keep them at a Bafe
distance, That attitude of mistrust, of indifference, and
skeptical curiosity (not .unlike Philip Quarles’s) turned :out
to be fatal as it came to be the starting point - -of a.series
of betrayals, After years of painful errors and alienation
Bevis, providentially, fell under the influence of apacifisﬂ~
preacher who taﬁght him the' art of loving men and women and
devoting himself to serve them, first and last, apd to forget,
his cowardly indifference,? f

The problem of moral - responsibility is treated in a
spirit similar to that of Priestley’s drama  "The Inspgctog )
Calls" (1946) where the English are warned that if they 'dq
not learn to respect the value -of human lives they will be
taught to do so in words of fire and blood,

Another aspect in "Eyeless in Gaza" +that has certain
parallels with the liberé; British thought of the period is
Huxley’s friendly portrayal of a young @erman communist who

becomes a victim of the fascists. At the same time to Huxley -

this death means only another martyrdom, for he does not be+
lieve ‘in active political interference but preaches the ab-
stract gospel of love, compassion and everlasting peace. The
greatest event of the novel is the mystic insight that de+
scends upon the hero -towards the end of his story. '

The mysticism of Huxley’s later years dulled the satir-
ical edge of his creations. This becomes obvious in his next
novel "After Many a Summer Dies the Swap" (1939). It is a
deadly summation of the degeﬁerate capitalist civilisation a8
represented by the American milliardaire Jo Stoyte, owﬁsr ot
8 monstrous castle stuffed full of unheard of treasures of
art that are spread all round in vulgar and ignorant profu-
sion; it péSses a Judgement upon ‘different types of aliena-
tion, of science from morality, of refinement and -education
from active humanity. But Huxléy's attention is principaily
fixed on the prophecies of. the learned philanthropigt Erop+

5 "Meanwhile there are love and compassion. Constant+
ly obstructed. But oh, let them be made indefatiga
implacable to surmount all obstacles, the inner slothg
. . the distaste, the intellectual SCOTN..s. Frenzy of evi

and separation. In peace- re 1s unity. Unity with othex

lives. Unity with all bve oM '@zeless in Gaza"™. Hary

mondsworth, 1959, pp, 381-82.
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ter, an apologist of abstract and hazy altruism. Evil is oo,
'longer- 1ndividualized, A% rg the subject of a general and
sweeping indictmenﬁlgﬁ ‘w81l as the startlng-p01nt afa.vagueq
1y mystic prograil of moral improvemenx.

) anley endeavours to strengthen his position by glVlng
his ethic concepts the support of Eastern religious thoughﬁ
_including different aspects of Buddhlsm and Hinduism, but id
a confirmed ‘enemy of all official religlon, and particularly
of the.fanatlcal asceticism of Christianity. He longs for a
‘broader ouflOOk where God becomes & synonym for universal
-love, for philosophic contemplatlon, for enlightened altru-
ism as opposed to the selfishness and ugly passn.ons of an un~
duly inflated ego. }

The idealism of Huxley’s new notions was the natural
outcome -of his resolute withdrawal from the progressive moves
ments of our days, of his distrust of communism, In the long
run 1t'destroyed him as a creative artist. The novels he
wrote after his conversion ("Iime Must Have & Stop™, 1944,

A and Essence", 1948, "The Genius and the Godggsg" 1955)

. are few, with ever 1onger intervals between them , and even
Huxley 8 warmest admirers agree in finding them laborious and
uninspired. This is even more true of his ample philosophic
tracts, unpalatable to the general reader.6

' Of his later work only the Utopien novel-pamphlet ,"The
;__ggg (1962) deserves special attentlon. Though written by
a dying men, it is ‘the most optimistic of his works, as con-
fident and joyous as "The Brave New World" had been filled
with the recklessness of moékery and despair. "The Islagg
is Huxley 8 flnal endeavour to harmonize all the dlscordant
elements ‘of his eclectic outlook. )

. To.begin with, he wishes to strike a balance between the
materialistic and 1dealistlc tendencies 'of his own thought-
the 1elanders of Pala achieve freedom and plenty not merely
by dreaming of God and eternal verities but by sclentific or-

’ ganizatlon of agrlculture and labour, of medicine and edy-
catlon. The politlcal structure of Huxley 8 Utopia is delip-

& ' "T e Perennlal Philoso ", 1 "Tg-Morrow a%d
' Morrow and To-Morrow" I§5§' "The Door of Perception Doo of Perception




erately Vague. "He does not ‘think of politics as in’ the leasﬂf““"

important, The only things we learn are that theneis no oenp
tralized government but culture and. economics are run f,on-
democratic and cooperatlve lines. Pala possesses uo army, Nor
does it need one as it is blessed with perfect peace, Domes~
tic tyranny is &bollshed, for every child calls at least a
dozen elderly friends "father® and "mother", Nwstic enjoyment
of -God and nature goes alongside with pleasures of senaual
love that knows no inhibitions and laws. Bober analysis of
_.others and one’s own self is supplemented by irrational ec- |
stasies achieved by moderate use of narcotics, Thus, Fela syn-
thetises Western empiricél science and Oriental mysticism,
particularly the theory and practice .of the. Yogis,  which
‘teach men and women to master their passions and make them
the source of true happiness.
' It is only in the final chapter of his book that Huxley
intlmatesAhow clearly he.realizes the illusory nature of hig .
Utopia: the time for universal happiness has not yetarrived,
and Pala is doomed to destruction. It is victimiged bj: the
aggressive neighbouring island of Rendang and its fascist
leader Rendang, Life is introduced as a symbol of the world
as it is: a tiny skeleton in dirty rags, potbellied end thin-
legged, is brought to our attention as he tumbles down from
the back of another child, not much bigger and almost as warn
out, Along with innumberable brothers and sisters they live
in a stinking basement within sight of Independence Ayehue
and the Palace of Justlce with 1ts array of fine rich ladies
and gentlemen. )

The novel is based on a crude contrast between ths rar
tional happiness of Pala, with its studied equality end rigid -
birth-control~ and the irrational misery of Rendang where ex-
tremes 6f wealth and poverty stand cynically revealed, The
primitive artistry of the novel is deliberate: Huxley sacrir
ficed his art to what he considered his duty as a novelist &
a plain, outspoken prophecy of life as it should be with - mp
labour- lost on psychological truth and convincing realism, '

Despite the far too obvious weaknesses of Bn:iey -] lgtgn
‘books, despite the more than dubious remedies he recommendfs:
to his fellowmen, despite the &till more obvious reactionarv
nature of his politics, he remains-to the last a writer who



-tries hardtofind a proper..cure for the manifold troubles ot
‘mankind in sober grasp of material facts and in harsh criti-
“oism of the .standing evils of capitalism - such as inequal~
~1ty, ~oppression and the mutual hostility of men who. are un-
ﬁable:either to think or feel honestly and independently. -
The absurdity of Huxley’s Utopia, its utter lack of hu-
'‘mour, so unlike the brilliant satirical verve that had beer
' hnis before bis conversion bear witness both to the intensity
of the writer’s despair at things as he saw them and to the
seriousness. of the situation that could force a first-ratq
1ntelligenceinto puch second-rate phantasies, As: Huxley him-~
;self put 1%, ”Prophecy is mainly interesting for the light. it
throws on the age in which it 1s uttered". 7 Thus, for ex~
ample, if in the famous nursery-rhyme the King is supposed to
" devote himself to counting his money, and the Queen - to eat-
ing bread and honey, with their only maid hanging up the
clothes to dry in the royal garden, this should . tell ‘us g
great deal about the world of the supposed authors. Huxley’s
Utopie, for the same reason, tells us about his world . and
constitutes a proof of the tragedy:of thousands' of West —Eu~
‘ropean intellectuals with whom such crazy notions can origi-
'nate. : :

" The significance of Huxley 8 évolution can be> properl&
.‘appreciated when we - conslder his wide popularity on the one.
hand, and on the other hand, the nature and main directlons
'_in the development of the English novel whose authors weréd
S;faced with s#milar’ problems and similer’ crushiné defeatsy
This 18 not ‘to say that Huxley exercised a~ dedisive’ ‘ihfTue
" ence ‘on that development but only to dzaw attentlon to the
'faot that 'his quest and his failures typify some essential
tendencies of the capitalist world.
: The English novel cof the "last decades’ is, senerally.
Lyspeaking, characterized by social and moral 1nterests, ad
" we 11 as by distrust of politlcal methods and catchwordsp

i S

'f?"’ S Huxle 7> Crébilllon the Younger Lnd.,1927
n , "On Art -and Artlsts", p.-ITB.
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-Religion and search of absolute ethical prmciplee become in-
.creasingly popular. ‘Even nonbelievers like J.B, Prieetlex
-arrive at the conculsion that lack of .faith is one ‘of the )
principal reasons, of the tragedy of the present century. He
recommends men and woitén: who wish to escape the horrors o:ﬁ
complete schizophrenia +to behave as if they believed: in' God
("Western Man and Literature", 1960), A similar opihion is
.voiced: by Graham Greene’s communist character, Dr. Maggio,
who in his parting letter says that in our days only.believ-
ers can do something to save mankind ("The Comedians", 1965),
Echoes’ of the same creed are audible in the works " of such
widely different writers as T.S. Eliot, Evelyn Waugh, v,A.J.’
Cronin, Muriel Spark,

" The evolution of Cronin, particularly, closely parallels
that of Huxléy. Originally an atheist, 'a materialist, a.phy-
si’cian;*a.'man' of many practical activities he comes to seek
salvation in religion (The story of his conversion is told in
"apdventures in Two Worlds", 1952). In his Jnovel "fhe EKays of
the Kingdom" (1942) a catholic px,‘ieet,»'an evangelica'l pastor
‘and’ an atheist doctor unite to fight disease and poverty: In
the same:way in Gr. Greene‘s "A Burnt Out Case"™ (1960). lepr
ers are saved by catholic monks.and by the rationsalist . Dr,
Colin, while' the miracle of Huxley’s "Island® is achieved by
the allied efforts of a Buddhist rajah and a. Scottish materis
alistically—minded surgeon. Relig'ioue conversion is also the
. subject. of a great variety of modern English and American
- novels,. Of ‘these D Salinger‘s books and Evelyn Wengh’s we]l-
~known "Brideshead Revisited® (1945) are - obvious examples;
"Their affinities with Huxley 8 thought are easily discerned.
. . Iess obvious, perhaps, but hardly open to question is
the, 1mportance of young Huxley for the developmento:fthe sa-
_.tirical .agpect of 20th.century literature. England,whom Push-
. kin called .the native land of carlcature and satire;is famous
_.for & long, tradition.in this line of . literature. ,Huxley has
.. definitely had. a, finser in that pie,- One of his-pet su’bjec‘bs
.- = the deformation of man 8 psyche under the corrosive influ+
_ ence of civilieatlon - is vividly. depicted in Angus Wilsgn 8.
. novel "Anﬂlo-Saxon Attitudes" -(1956) .. The title derived frotu
a memorable phrase of Qice in Wonderland" pointe at th.¢ '
ridiculous moral contortions indulged in by the characters,

- 13 -




- while they cannot destroy.the .cobweb of lies and frauds that . -

disfisnre their lives. The pompous pretentiouaness the gulf
‘between self—opinion and the opinion of others caricatured’
by Angus’ Wilson no doubt owes a great deal to Huxley’s sa-
‘tirical methods. ‘
These are also recognisable in some of E. Waugh ‘s plc—
tures of privileged schools and universities, as in "Decline
and Pall® (1928), of fashionable life as in ™A Handful of
Dust" (1934), of the world of journalism and sensation, as
in “Scoop" (1938). Waugh’s novel "The Ioved Ome" (1948) is
plainly inspired by Huxley s contemptuous descriptions of
~Jo Stoyte 8 experiments in fu.neral pomp. The cynicism that
urges the geniuses of profit to make money out. of all con-
ceivable instincts and feelings, high and low, has a degrad-
ing effect upon ‘those who come within their reach. Both nov-
" elists excel :Ln hideous grotesques based on the contrast be-
tween pedantic minuteness of detail and overall fantastj.c
i.ncred.ibility, between the insignificance of the particular
and the terrifying significance of the general laws it re-
veals, '
Of. Huxley‘s satii-ical work "The Brave New World" prob-
ably exercised the greatest influence, It is to be felt in
the ghastly fantasiés of Bradbury and Vonnegut, in the"anti-
“‘utopia® of William Golding’s "Lord of the Flies" (1954). The

latter is a parable of the ways of the world, of the great
and ‘inevitable tragedies of history and civilisation whose
vall_eséry'the‘st,‘:ory of shipwrecked children is supposed to
~ be. ILike Huxley, Golding is a religious author, with ‘dark
forebodings about the future and extreme skepticism concern—
:Lng ‘the :present,

. " The novels and stor:!.es of Gr. Greene, though very dif-
ferent from Huxley’s, have that in common with them that
ghastly details are introduced with a. careful lack of empha-—
sis, Its function is to make it clear that horror has so
much become part of everyday life, that infringement of nor-
mal standards of behaviour is now normal exrough tobe treat—
-od unemotibnally and even humourouslj. Deliberate wiping out
.of proper distinction between the terrible and the comical,
between the comical and the pathetic is characteristic of a

- 14 -




good many modern authors, and Huxley wss an early- 20th cen-
tury exponant of. that technique, ILike the author of " "Po;gs
Counter Point"; Waugh and Greene were fully eware of the

. fact that unreasonable, silly ‘and ‘sometimes imaginary auffer-
ing can hurt as badly (and worse) than srief that is” real,_
serious and noblse.

As distinct from' the classical novel where incongruity
between emotion and ‘its cause, between man’s idea of these
emotions and other people’s idea of them was relegated to the
sphere of comedy, masters of the modern novel are apt to see
that 1ncongruity as both comical and tragical. Huxley was
among the first authors to express that tendency. -

Its philosophical equivalent was the notion of relative
ity - relativity of self-kmowledge, of knowledge of "others
and accordingly relativity of moral judgement, for every
truth, according to modern beliefs, is not one, but many. The
idea of plurality of personality, of plurality of truth was
embodied im<"Point Counter Point", in Huxley‘s short story of
"Pwo _or Three Graces", and, on a far wider and more ambitious
Bcale, in the two trilogies of Joyce Carya and the four vol— -
umes of Lewrence Durrell’s "Alexandria’s Quartet®,  both ap=
thors finally arriving at what they believe to be.the Truth
through a veritable maze of contradlctory halféfruths and
semi-lies. : o .

Neither novelist was a disciple or direct follower of
Hixley but the moral predicaments he had undertaken to solve
puzzled them in their different ways.: An analogous type of
‘ethical involvements dominates the now very fashionable nov-

" els of Iris Murdoch, - Like Ruxley she delights in depictlns a
very narrow and hlghbrow world, whose 1nhabitants are, one
and all, at the mercy of contradictory passlons and sﬁffer-l
ings, ever irrational  and unaccountable. Sinister dark in-
stincts bring her characters together wifhout breakins down
the secret barriers between them, w1thoux destroying . their
mutual hostility: and aloofness, - o
‘Similar preoccupations with the everlasting flow of

The novels "Herself Surprised", 194l; "To Be a filw
grim", 1942; "The Horses® Mouth",. 1944, form - the first
trilogy, the’ second consisting of- "Prisoner of Grace®,

19523 "Excegt the Lord" 1953; "Not Homour Wore™, 1955, !
- 15 =




change and relativity give birth to a certain similarity of
literary technique. Its most notewortlw symptoms are a 'naked’

brutality of d.escription, scorn and, accorchngly, breach of
" received notions of decency, of accepted standards- in: behav-
iour and speech, ironical reference to emotion and feeling,
especially one’s own, and thence a dry and mocking analysis
of states of mind that are generally treated romantically, a
style ‘carefully balanced between profound earnestness and
parody of all earnestness, between tragedy and farce, and
 freely partaking of both. Kindred devices occur in pieces of
incisive satire -~ and in studied analysis of the dramatic
stages in the psychological ‘evolution of characters either
deformed by the ‘power of ugly circumstances, or reformed and
converted to nobler altruistic courses and practlces. ' .

' Huxley 8 interest in and preference for the philosophio’
novel of ideas where the burning issues of the day are dis-
cussed at large and interlocutors are mtroduced to embody
abstract concepts, moral or intellectual, rather than repre-.
sent the infinite psychological variety of human types has
had and still bas many adherents, He was among the first to
lend that tone and direction to English 20th centu;'y fiction.
Novels that are really parables, novels that are philosophic
Utopias, that discuss the means of rescue from the soi‘didx_ze'ss
of selfishness and alienation, novels that tell the story of
their heroes’ con%ersibp and analyse the growth of their mind
with a sober surgical frankness _pointedly stripped of romance
and poetry, come thick and fast these days, but Huxley ‘s books
helped to pave the way to that sort of literature. Even his
opponent and adversary Charles Percy Snow whose ideas.on cul- -
ture and society Huxley severely criticized” contributed to
the intellectual novel of our times, though with him search
of absolute values and shrewd investigation of the means to
estabiish,commu.nication between mind and mind are part of ‘a
realistically vast social background, including new labora-
tories, old universities and corridors of power.

¢ — . g gy gy oy

9 A Ruxley, Iitefature end Sclemce.. N.Y., L.,
1963.
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All his life Huxley struggled towanis a grand synthesis
of Bastern and Buropean culture, of art and science, of musig
and literature, of sociology and philosophy. His great quest
turned out to be a great failure, It was no doubt due to his
consistent distrust of the - progressive movements of our
times,. Yet Huxley‘’s failure should not Just be jeered at but
regarded in context. It will never do to forget that both his
satire (often unfair) and his Utopia (clearly wrongheaded)
are born of a great fear for the future of men, and that this
fear is deeply rooted in the very real evils of bourgeois -
civilisation, in its corrupting effect on the hearts  of men
‘and its criminal neglect of the laws of Nature. The writer’s
most fantastically absurd projects are inspired by his wish
to save nature from ruin and the human race from degradation,
by his horrified vision. of despairing men, who, like the
Journalist I'arnaby :Ln "The Isla.nd" bear their own hell im
their hearts. :

I Huxley produced his naIve Utopean panacea at the cost
of his own art, turning his later work into paper-thinai*o-
mans a these"this becomes a severe indictment of cqntemporary
European life, since that was what made him feel such a sac~
rifice to be necessary. Which again means that Huxley’s fail-
ure invites investigation, All the more so as ' this failure
was that of .a sharp and active mind, ever probing, doubting
and seeking, ever questioning the dogmas and idols of the
capitalist world and relying on the long and justly mvereél
traditions of English critical realism to do so.

If, finally, the intellectual novel, or the . novel of
jdeas 40 which Huxley so freely contributed is Jjust as' much
alive at the close of this century as it was in - its earlier.
phases, and Huxley’s methods find numerous analogies in the
work of contemporary men of letters this should mske a study
of his books well worth our while.
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Oxzmoc XaKoHH ¥ DAY AHTIRACROTO. POMAEA
H. HpsKoHOBA.

PespopMme

SBoamIES XaKcJ¥ oFf OJecTAmMero CaTHpHKE, CJ6HOBABHEI0o as-
TIENCKEM DeayECTeM, OCHEIRTELMM KAMMTAINCTHIECKo! IMBRM3A-
IME, K aBPOPY. OTBIEYEHHO-MODAIHCTHICCKEX NpoEsBeXemml orpa—
mae? - B kpainelt fopme - KomedamEd H pacTepAHEOCTH PHORY
MHCJSIAX S&NSTHHX EHTEIIETEHToB. B CTpEMJeRNE  HPOTHBOHOCTA-
‘BYTH NOJETHIECKHM CPENCTBEM DEmEHHA OCMECTBEHHHX IPOTHBOPE-—
gl GOTOECKATEIBCTBO H "xatempﬂqecm mMoepats”, Xarcan
GJE30K TAKAM IIYOOKO HECXOREM XYNORHEKAM KAK I'p Tpmr, M.Bo
T.C.9um07, A.J=.Kpomm, '

Wimen XaRCIE o OMENHOM X B TO Xe BDEMA TPATHYECKOM He0o-
OTBETOTBHE Mex[y NEpexMBAHEEM ¥ NPUUEHOHR, ero BH3BaBmER,MEx-
Iy OpENCTABICHAEM IQIOBEEA O cede ¥ MHEHMEM O HeM IPyIEX, O
aenoauomocm HepeNaTh X I8xe NOSHATH NOLXHHHYD NpABXY  H&
‘pasEHE JANH DASBUBAJE B CBOEX KHMIGX Jln.Kapn, JI.Jappes, Affiprc
MopmoK.

Tlpr BCef oueBEmHOM ONAGOCTE KOHEIHHX BHBOJOB XaxcJH® s B
€ro IyWiMX DOMAHAX, HOBEJNAX K 9CCE MONBEPIrawTCH COMHOHMD X
OCMESHED HKIOJNH COoBpeMeHHOR OypxyasHoR KyipTypH, BX faymmp ¥
IyTas OpeTeHNEO3HOCTh. JTO OOpeneNder H SHAYEeHWE XARCJH IAA
CcoBpeMeHHOfl eMy JMTEepaTypH B ero GJMSOCTh CaTEpEIecRol L
pearECTHYECKO!l TpamuiwE AHIJIVH. S
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'$HE REALITY OF IRIS MURDOCH’S NOVEL WORID

- Pemara ZAlite
latvian State University

"ith several novels of the 1970s already at our dig=
posal we can mske a tentative investigation of Iris Mar-’
doch’s fascinating world that has been unfolding itself to
us for almost & quarter of a century. It is an exciting and
colourful world, charged with passions as well as thought,
Its lobyrinthien roads are as unpredictable as the streets
of London - often abutting in blind alleys, or vhimsically
swerving back to where they started from, like crescants;‘
"eontingent" as Jake, hero of "Under thé Net calls then,
Yet it is also a meaningful world, purposeful in its quest
- for truth,

The first novel "Under the Net" (1954)!, that 1s in
the centre of the present diecnssion, vas the work of a ma-
ture artist: Iris Murdoch was 35, had read classics at Ox-
ford, spent World War II working for the United Nations Or—
genisation, mainly on the Continent, and on her return she
had held a studentship in philosophy: at Cembridge before re-
turning to Oxford as a lecturer, a position maintained till -
comparatively recently.

"Under the Net" was preceded ‘by an essay on Sartre,
published by Penguin Books in 1953, in which she also statea
her views on novel writing. Criticizing Sartre’s existential
novel as too "erystalline™, with philosophical analysis and
intellectually pleasing schemes superseding life as 1ived by
unique human beings, she advances her principle of "contin-
gency", aignify.‘l.ng man’s . uniqueness and separate eomplexityo
Bhe reproaches Sartre for having neither interest nor pa-
tience withthe usual stuff of life, - the very "stuff™ that
she herself chose for her novel material, Reality in the pro-
per sense of the word, steeped in imagination, she discerms
in Shakespeare and the great 19th century Russian novelists.

That Iris Murdoch should have started with a philo~’

Penguin Books, 1960, -



sophical ossay is not fortuitous, Despite its apparéht light-
ness and humour "Under the Net™ is a serious and important
novel, satu.rated with philosophical and cultural matter
through allusions to thqnsht and thinkers,v and through the
actuslisation of ideas in semsuous, palpeble images. Such
simultaneous appeal to our intellect and our senses deter-
 mines the structure of the movel - in fact, all her subse-
quent novel structures, that are simultaneously worked out
with minute precision and cunning, and imbued with the pro-
te:l.n quality of life itself.

. -7 "DUnder the FNet" is a "confession" addressed straight
‘%o the reader, Occasionally imterspersed phrases such as "you
may remember®, "as you know" establish the intimate contact
. of en oral confession, and this is born out phraseological-
" 1y, intonationally, and compositionally (digressions, obli-
que responses to an imaginary imterlocutor, and the 1ike)..
Jake tells us his story with the frankness of retrospection-
what he tells belongs to the past, but is directed towards
the future. The point of procedure in terms of time is ™ ...
the first day of the world ... full of that strength vhich is
better than happiness ... the morning of the first day".® It
is the morning on which he admits into his comsciouspess "...
the pressure of my own life. Ragged, inglorious, and appar-
ently purposeless, but my own".” In terms of space, it occurs
in Mrs. Tinkham’s little ;junk—shop that containa, ‘at the
closing of the novel, all the lasting valuea of life: Jake’s
manuscripts which are also "only a beginning™ n3 t+ the cat with
her new Sismese kittens (the cat as a traditional and ‘pro-.
verbial symbol of resilience and vitality), and Mrs, Tinke-
ham’s smile...

Both time and place are thus temporary anddynamic, for-
ward—dirqciged, the springboard for Jake’s real life which
reaches out beyong the novel frame. Both "marvels of crea~
tion" - Jake 8 writing, and the pure Siesmese kittens among
tabby ones, all in one litter, i.e., the marvel of intellec~
tion and that of Nature, are a challenge to "I:Lneea."‘ rechani-
cal’ reasoning "It’s just one of the wonders of the world,
Jake adm:l.‘l;s‘,4

Iris Murdoch, !IndJ_er the Net , p.'251.
Tbid., P. 250. :

Ibidey Te 251.
Ibid., p. 253.

o
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A wide-rangins eynonym group that clusters around the
oonoept "contingency" (wonder, amagement , marvel, andao on)
forms one of the salient patterns in the narrative design,
but with a polarity of meaning, determined by dialectical
re_latcd.noas wiﬁh other meanings and different comtexts, Bhan'
Jeke introduces himself to us as a "literary hack", = whoss
favourite occupation is "dreaw unlucrative reﬂ.ecbion“l and

as "a parasite"z,, contingencies evoke in him an ‘gpprehansive
protest, and a vision of menacing chaos. The "contingency
of some Iondon districts®> is abhorrent to him ~ it is whore
Dave the philosopher prods Jake’s conscience, and_-,othsr
things occur to disturb his comfortable inertia.. Tn fact, ’
in Southern London, where Hugo has his studio “comtingency
reaches the point of nausea™ . The two relationships tlia‘&
'seem decisive to him, but turn out to be ﬁotitione, with -
Anna and Hugo - are trailed by images of chaos., We may ro-
call the fantastic jumble of "colourful debris® into which

Anna tumbles when he finds her in the dressing room of her -

nime theatre”; the "soiled and broken chaos™® that is all he
£inds on trying to regain her,  only to see her property
"piled higgledy-piggledy” in a lorry, the mysteriously or-
derly world "violated"", Chaos transfigures the streets of
Parie - this "beautiful, tender, enchanting ... city of un~
resolved ha:cmony"8 turning them into a whirl of motley car=
nival crowds when Jake begins to chase Anna - through its
streets - it happens to be ‘July lath! A fluke of fate — one
wrong turn! - makes him lose track of Anna forevers..
Similarly, Hugo’s magnificient £ilm sets of "Rome the
eternal city" collapses into a shambles when Jake seeks him
out ‘there.? In fact, the novel opens on a "contingency® that

:Iris Murdoch, Under the Net , pp. 10, 11,
Tbid., P. 2L. '
Tbid., Do 24.
Ibid., p. 139..
Ibid., D. 42.
Ibid., p. 111. v
Ibvid., pp. 111, 112,
- Ibid., p. 168,
Tbid., p. 146,
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eventually throws Jake back inmto Hugo’s company and sets him
off, forcibly, on a quest that is finally desighed to wrench
him out of his state of inertia, One of the most vivid-epi-
sodes in Jake’s struggle to relapse into inaction is his at-
tenpt, throush Sam, to settle his fate not by an effort of
decisions, but by betting on race horses.l

However, +the same cluster of "contingency"” synonyms
signifies a motif that counterpoints that of passive accept-
ance, inclining towards contingency as what is "“wonderful",
In this sense, it indicates the very fount of life, the prin-
eiple * and miracle of creation, and, in man, the point &t
which the intuitive miracnlously melts into consciousness..
'Ibis is why those of the characters in the novel who are ac-
tivel;y 1nvolved in life accept the miraculous. To Dave, ra-
- tional philosopher and disciple of Spinoza, ™the world 1is
a mystery”, 2 To Hugo "each thing was astonishing, delight-
ful, complicated, and mysterious",” essentially unamenable
to the normative and classifiable. Bugo’s very appearance ‘de-
fies the normative - he "shambles" into Jake’s field of vi-
sion enormous, “shaggy", larger than lite,¥ Yet there is
Hugo’s sharp reason, his interest in theory,.his freshness .
of mind, It is Hugo who shakes Jake’s complacency with re-
gard to the profession Jake finally admits to have chosen as
an escape from thought - that of a translator, though hewas
born to be a writer. Inadvertently, Hugo compels him to see
“how hopelessly blurred ... by generalities (his) own vision

I

. was®,

Even Iefty, the soclalist propagandist end materialisv
admits recognizing "certain m;nst:eriea"6 - an admission Jake
takes as'a covert reproach to himself,

Interesting];y, Jake’s first act of will sparks off his
sense of wonder: he employs himself as an orderly in the

1 IrisMurdo ¢ hs Under the Net, Che 5.
2 Ibid., p. 25.
3. Tvid., p. 58.
& Ivid., p. 55.
2 Tbid., p. 6l.

Ibid., p. 101
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hospital that faces Dave’s house, vhere he is led to obeszve-
not his own "inner life"™ bnt, instead, the pat:l.antaana "the
sad mystery of (the nuraes') mode of existence™,

The. net of contingencies that has been ti@:tenins about
him since his expulsion from Magdalen’s home - Hugo’s  in-
trusion into his life, Hugo’s insinuating himself into the
lives of both Anna and Sadie, Lof¥y's - unmexpected - connec-
tions with Jake’s friends, the crazy escapades with the dog
Mars - all thooe chance circumstances suddenly fall into an
almost indefinsble, yet intrinsically meaningful pattern
when Jake begins to live by deliberate choice and directs

his attention outwards, It is as though his spir:l.’cnal self ..

had s1lid out from under the net, ‘and found :lts separate
ehape. -0

"The concept of ... trnth' (18) othen-eentred, Iris

Murdoch writes.” Or, as Dave puts it: "Always you are
thinking of your soul, Precisely it 1is not to thimk of you'
soul, but to think of other people, w3

‘With this goes the realisation’ that the other’s per-
sonality is not something created in his own head, but that
""character is substantial, impenetrable, individual, inde-

finsble and valuable," as Iris Murdoch puts it.* Jake real-

izes that others live their separate lives and not his -
that Hugo has been preoccupied all along with his love for
Sadie and not with him; that Pinn has been dreaming of Ire-
land; that even the dog Mars was not. what Jake had fancied
him to be,

Iris Murdoch presents this reflection threugh harimsear
ber world is a world of eccentrics and cranks, If ve seem to
encounter somebody "ordinary" we may be sure that soon encugh
a turn of events will uncover a latent eccentricity in him,

impelling him upon unpredictable paths. In some of har cranks

we can readily trace the classical, especially the Dicken-
sian tradition in English literature -~ with a stress upon
the romantic in it; also, the directly absorbed romantic

1

Izis Hurdoch, Under the Net , p. 205,

Iris Muzrdoeh, Against D:byg_eas, "Encounter”,
Yo, 88, Jan. 1961. po17o :

Iris Murdoch, Under the Net , p. 27+

Iris Murdoch, Againgt Dryness, p. 20.
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tradition. These traditions are, however, substantially med-
ified, filtered, s it were, through modern aesthetic and
historic experience, In her understanding of human reality
and realism she is, probably, most deeply affected by Dos-
toevsky (whom she loved and revered - who perheps induced her
"to study the Russian language). Indeed, as Gilbert Phelps ob-
seryed_ long ago, "Dostoevsky contributed powerfully to the
procéss which led to the emergence of a new type of fiction
corresponding more closeli to the complexity and fluidity of
.contemporary experience”.” At any rate, Iris Murdoch’s idea
" of character, quoted above, tallies with Dostoevsky’s admis—
sion, at the age of 18: "JeloBexr eoTh TAMHA - W @RENH OYyA-
‘lih 68 PASTARHBATH BCD RESHb, PO HE TOBODH, 9TO IOTEpAl Bpe-
Ay 4 saEmMamcs 9Tol Talimol, B0 XOTY ONTH TemoBEKOM."<
' Later in 1ife, he wrote:"Y meHa 0BoR 0COOEHHMH - BSIVAN
'E8 le#CTBHP@NBHOCTS /B HCKyoCTRBe/ H TO YTO GONBLIEHOTBO HASH —
BREH TGITE - PaHTACTHYCCKEM B HCKINIHPENBHEM, TO JAA MEHS HHO-
FIA COCTABJIAET CaMyD CYMHOCTh NeACTBETEABEOTO., UCEHEHHOCTH
ABAGHER B KaseHHHH B3IJISf HA HEX HO-MOEMY He eCTh €lle DeajmsM,
8 #Ame HANDOTEB."S . : ‘
A genge of realism and humility, so essential in an

artist, is in Iris Murdoch’s view "gelfless respect for
. reality™ «i"one of the most difficult and central of virk
g nea.““’ This statemenf provides a clue for an evaluation of

her character presentation., Despite the exciting and intri-
cate love affairs and ‘infatuations, jealousies and  venge-

ances, that constitute the patterms of her plots, her novels
.do not b‘ellong to the psychological 33111*6.5 ~Expectation of

N 8Eha Russian Rovel in English F:I.c‘tion,. Iondon 1956,
p..~ sTe . . ) ] -
. BaOREOTH, MECHMA ¥ BAMECHHE KHEEKE §.M.JOCTOEBOKOTO.
Omd, 1883, o. 193, - ‘
P®MEoc?esnc K KR, MHopMa, r.n.m.uh:n,.mso.

- - Tris" Mur d o ¢ he ™"The Sovereignity of QOOD over
Other Concepts", Oambridge Univ. Press, 1967, p. 25,
E ‘In this first novel the pattern can be more or less
.- #imply stated: Jake loves Anna, Anna yearns for Hugo,
g sires Badie, and to close the circle, Badie is
fatusted with Jske. The later novels display an increas-—
" ingly dense and intricate set of interrelations. ’

o ::"-,' 2“ -
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a psychological treatment of personages leads to puzzled
disappointment and accusations (frequent among early cri-
tics especially) ' of lack of verisimilitude, sensationalism
and other weaknesses that do not apply because they are out= '
side the author’s purpose. A philosopher and psychologist, -
Tris Mn.rdpch is primarily preoccupied with the structure of

the human psyche, the problem of Humanity as such, within

its changing societal contexts. Her formulatiom of charac-

ter as "impenetrable"™ (see above) shows +that she perceives

each individual, in D.H. lawrence’s tradition, &8 an ever—

flowing, protean, palpitating continuity that can only be

revealed in terms of POETIC language, i.e., without any "fi-

‘nality". The comparison is the author’s own. In "The Sover—

eignity of Good over Other Conceptg" she compares the. pro-

cess of advancing towards kmowledge of another - human being

to that of acquiring a new language. It is ".., a revela-

tion of something existing independently of me",l imposs:lblé

without the- "humility and honesty of the student". The

"Sprachgefihl", she continues, is a "respectful sensibility

towards something like another orge.uiesm_".2 Such sensibility

furthers cognition of self, enkancing recognition of the

other’s "otherness" - to use D.H. Lawrence’s term - as a

live, 'dynamic category interacting with an equally dynamic,

everchanging context,

In her novels, Iris Murdoch unfolds the potentialities
and individusl structures, the unexplorable and unpredict-
able possibilities of human beings; but as to the inner-
most essence and mystery of each separate self, we are only
allowed to conjecture - never to define, In the given nov-
el, this is expressed metaphorically, by way of situa-
tions; for example, it is not given to Jake to even attempt
a "deciphering™ of Anna: his read of her letters to Hugo
1s prevented by lefty’s appearance, )

.The “freakishness” of Iris Murdoch’s characters is thus

IrisMurdoc h, "The Sovereignity of GOOD over
Other Concepts", p., 17. ) :

Ibid., p. 18, ;
Iris Murdoch, Under the Net ,pp. 241/2,

]
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a quality of the intrinsic dialectic of human nature, This

is why ﬁe'are never'given'an objective, coﬁpleted portrait,

but are always shown more or less subjectively deformed

sketches from various points of visionm, coloured by various .
personal sttitudes, revealed, more often than not, most

closely tbrough‘what is ephemeral: gestures, dialogues, eva=-

luations of others, oblique references within various con-

texts - but never "framed" into isolation,

?his, in turn, accounts for the freakish, "explosive"
situations so characteristic of Iris Murdoch’s writing; ip
this particular novel we may remember the episodes with the
dog Mars, the pub crawls, Jake’s inadvertant eaﬁesdropping
outside Sedie's flat, and many more. Such situations func~
tion as tropes (here the etymological rootmeaﬁing'of "tﬁrn"
may well be relevant). They are perceived not merely asturn-
ing points in a thrilling narrative, but as metaphors, re-
"eurring, as they do, in fihely nuanced variations on some
situational theme. (It may be noted that to Iris Murdoch as
metaphor is "a mode of'underetanding and acting upon our
eohdition"l); This was exemplified earlier by ‘the "chaos™
situations, that actualize in images the author’s concep-
tlon. Another example is’ the title~-metaphor that unfolds it-
self in a series of "under-the-net" states, embodying the
concept of. unfreedom, as a foil to the theme of Freedom ‘of
which we shall speak presently~ Jake locked up in Sadie 8
flat; Jake perched on the fire-escape outside that flat-
Hugo and Jake confined in the experimental ward; the -dog
Mars in his cage; the etarllngs caught up in Hugo’s attic
room, and many more.

~ Freedom is the leading theme in Iris Murdoch’s  writ-
1ng,2 and in her hierachy of values a category -close to
that of Good, without which all other ethical and aesthetie
values are meaningless, Freedom is "not chucklngones wedght
about, but the disciplined overcoming of self", Its "pre-
eentation” in art terms is tackled in a Shakespearean way -

1 Iris Murdoches ™"he Sovereignlty of GOOD over
Other Concepts", p. 22..

A.,Ss By at t, Degrees of Freedom, London,19§5.
- an early study of Iris Murdoch’s work.

3 Iris Murdo ch, "The Sovereignity 'of GOOD over
Other Concopts", p. 26,
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like Hamlet, King Lear, Claudius, her heroes f£ind their in-
ner freedom, that of value formation end moral choice, when
most aware of their societal unfreedom, (This idea gains in-
creasingly serious actualisation in Iris Murdoch’s 1970 nov-
els — most pointedly in "The Black Prinmce".) . :

' In the earlier part of "Under the Net", while Jake is
vainly struggling to prolong his parasitic existence by im~
posing himself on Dave, he says - "After all, freedom is only
an idea,"l This "idea"™ acquires body in the cubby-hole of
the hospital that he elects of his own free will,

Incidentally, the decision to submit himselfto the self- .
effacement of the hospital hierarchy is only seemingly sud-
den. The seed was sown early on by Dave, and its germination
is subtly implied by an increasingly insistent recurrence in
Jake ‘s awareness of the image of the .cold white hospital wall
that faces Dave’s window. If, as Hugo says, “Godis a task",]’
. = Jake has found in the hospital his own God, the task in-
cumbent on him by the force of his talent, ‘

In Iris Murdoch’s system of concepts freedom is twin to
loneliness, As Jake moﬁres towards freedom, the ties +that
linked him to the other "dramatic personae"™ snap one by one:
'Pinn leaves for Ireland; Hugo effaces himself - proving not
to be his destiny after all; Anna becomes a distant voice on
the French radio waves., He remains alone with Mars - the only
creature tied to him selflessly and undemandingly, his love
unmarred by the hypocrisy of words. '

Loneliness is, however, not synonymous to introversion
and self-indulgence. It is, above all, purposeful activity
that each individual has to choose and pursue in solitude,
unaided. "I hate solitude, but I am afraid of intimacy,"3 Jaks
_ VYells us early in his confession, Iris Murdoch sees solitude
as an ineluctable human state that has “to be faced, since it
emanstes from a complex of circumstances: <the structure of
the psyche, modern urbanism, the specific nature of contem-

1 Iris Murdoch, TUnder the Net , p. 27.
2 Tvid., p. 229.
3 Tbid., p. 31.
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80 on. Hence, it is not lonellness that ought to be fought,
but rather fear of it -~ fear in gemeral., As J., Trifonov
cleverly observes in his novel @ He HadepexHO#" : "lozas-
JeHue oFpax¥a~ 5TO OYTH K LZOoODY, K. CS8MOCOSHERHMD ~ MHOIME M3
nepconazel - mpasra, jHoporc#t memod! - ocnodommcs OT cTpa-
Xa — B 9T0M EX OyTh K OBoGoxe,"

Jeke’s price is not high, his- situation is comparative-
1y trivial, when he rids himself of his fears he finds new
forms of relationships: an inner bond with Mrs, Tinkham who
‘before hé.rdh figured in his mind as 8 significant humen in-
~dividualj a respect for Finn who not only did have en ™in-
ner life”, but also the courage of his convictions; an awere-
ness of Sadie as a girl with an intellect, who therefore
"would keep, There is only one thing which will make a
woman keep, and that is intelligence."a. Jake resigns from
his habitual tendency to monopolige others’ lives, and learns
to live his own, ‘

Does this imply that Iris Murdoch sees man doomed to
"golitary confinement™, locked up in his own incommunicabil-
ity? Does she. see any attempt at verbal communion as a fal-
lacy? Yes and no. She sees the validity of words in their
context of relatedness to environment and action, Aesthetic
realizations of this thought constitute the main episodes

~in Jake’s recollections. Most explicit among them are the
diglogues between Hugo and Jake, in which we discern, retroe
spectively, the moving force behind Jake’s evolution. The
book. in which Jake has summed up these dialogues, calling
it, paradoxically, "Silencer" turms out to be the starting
point of his creative life (which, as was stated before,
exbendsfbeyond the novel). Jake’s guilt sense towards Hugo
-whose ideas, he feels, he has appropristed, may be akin to
the feeling of guilty debt that writers often experience to—
wards their 'predacessors whose tradition they involuntarily
absorb (e«go, Gro Greene’s feelings towards Joseph Conrad).

1 "pyx6a mapofios”, % I, 1970, c. I56.
2 IrisMuz doch, Under the Net , p. 250.
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Hugo is unaware of having been wronged in any way, and -to
Jake’s smazement esteems his intellect and ability to create,
His role in Jake’sﬁlife is that of having forced upon him a
confrontation with the PROBIEM of verbal art.

"What do you mean when you -say that you th:.nkthe mean-
ing in French? ... When you see a picture in your mind, how
do you know it is a Prench picture? ... Or is it that you
say the French word to yourself? ... What do yousee when you
see the translation is exactly right? ... Is it a kind of

.feeling? Can’t you describe it more closely? ... Uhat seem—
ed to me to be the simplest utterance soon became, under the
repeated pressure of Hugo’s ’‘You mean’, a dark and confused
saying of which I no longer myself knew the meaning c.e
There ‘s something fishy about describing people’s feelings..
. ees things are falsified from the start ... The language is
a machine for making falsehoods ... I suppose actions don‘t
lie oo Only the greatest man can speak and still be truth-
ful ,,."

These fragments from Hugo 8 utterings boil down to a
thought voiced by the magnificent 19th century poet Tuchev
in "Silencium": "Mucjk HSDEICHHARA 6CThH J6Xbo™

" Hugo and his jdeas are not entirely a creation of Iris
Murdoch’s -fancy. His prototype is the author of "Philosophy
of Language" Iudwig Wittgenstein who in the ‘thirties was’
lecturing at Cambridge, where hé left some followers and a
tradition., The dialogues between Hugo and Jake are a styl-
ized exposition of his basic tenents, while the "Silencer™
reflects the creation of @ittgenstein’s "Blue Book™ and
) ?Brown Book", both of which were lectures taken down by a
group of listeners, Iris Murdoch draws on Wittgenstein’s
personality as well: the‘ﬁrofessorvhad imigrated to England
from Austria and had, like the German &migré Hugo, dis-
carded philosophy as soon as he considered that he had said
all he had to say, and turned to simple manusl occupations,
such as gardenins Bugo, as we know, set up as a watchmak— .
er’s apprentice,

The Silencer’s ideas are ,aesthetically materialized

IrisMurdoch, Under the Net , pp. .58,59,60,
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above all in Anna’s miming theatre that Hugo had presented
to her - unasware of having "presented" her with his ideas
as well, which she had gleaned from the book. The effect ~

on Jake as well as the reader - of the figures gliding  in
extraordinary silence over a heavily caipeted floor behind
masks larger than life that bring out  the. "queer expres-
siveness of neck and shoulder in which Indian dancers ex-
cel"1 is almost hypnotic, and undefinably meaningful, yet at
the same time distanced and estranged. "The silence was over
me like a great bell, but the whole place throbbed with a
soundless vibration;.,?a Jeke remembers.,

A similarly evocative effect is produced by numerous
other scénes in the novel that are ™"enacted"™ rather than
voiced. Among them are Jake’s wanderings through the "uncen-
ny loneliness™ of Holburn,3 the "ritual performance™ of the
silent swim in the Thames in the moonshine after which "“the
necessity of silence turned our energy into laughter"4 (not
into words!); the picture of Jake lying back in the deep
grass, sunk in silence, his "eyes filled with the stars".’
A superb pantomime quality marks the meeting between Jake
and Badie at the Mayfair hairdresser’s where their eyes
“converse" through the looking glass, while Sadie’s head is
"in a net" under the whirring drier, and Jake has the curi-
ous fantasy of Sadie’s personality splitting: if he were to
look under the drier he should see "some terrible old witch",
while the mirror reflected a "beautiful snake".6 The mag-
nificently grotesque picture of Hugo crawling along the dark
‘hospital corridor, his boots gripped by their tongues be-
tween his teeth, his "posterior rising mountainously into
:the air17 serves the purpose - of distancing and detaching
Hugo from Jeke, and laughter sets him free from Hugo’s spell.

Iris Murdoch. TUnder the Net , p. 36.
Ibid., DP. 36-37.

Tbid., Dp. 91.

Ibid., pp. 105-108.

:Tbid., p. 103.

‘Tbid., P. 53.

Ibid., p. 233.

N oA W

- 30 -



Such scenes are more -eloquent and richly communicative
than any verbal presentation. They are always. -subjectively
coloured - tender or laughable, &s the case may be, but
filtered through Jake’s perception, not "translated" into
Iris Murdoch’s own, hence specifically convinc + There is
also a marked Irishness about her "performances"' - a his-
trionic gift, especially in the comic, that takes us back to
James Joyce, calling to mind Stephen Dedalus, the poet, who
thinks: ™So that gesture, not music, not odours, would be a
universal language, the gift of tongues rendering visible
not the lay sense but the first entelechy, the structured
rhythm".z ' .

Iris Murdoch’s grotesque is superbly realistic — - its
deformations serving to focus our attention on some par-
ticular point or potentiality of life. Above all, however,
the sense of live reality Bhe conveys springs from her
talent for plastic rendering of an amazingly wide range of
practical actions = of the concrete performances the modern
"world exacts from man, She combines in a rare - perhaps “un~
feminine®™ - way erudition and intellect with the knowledge
of how cars are dealt with, how a wall is.scaled, a sunken
bell heaved out of a pond, how judo is executed, how locks
and safes are handled., She has precise information on card
games, rare books, precious furniture and china, <fashions
and tastes of different epochs and different social layers.

Moreovefc, it is not only the immediate concrete  envi-
ronments of .characters and situations that are almost pal=-
pably convincing, A Murdoch novel is also invarisbly organ~
ically structured in relation to a definite historical con=—
text, This, "Under the Net" places us unmistakably into
post-World War II England, with wartime destruction still
visible - the "gutted warehouses™ and "pitted dbrick walls"z’
and a Labour Government :ather»ineffectually in power, im=

1 Iris Murdoch -~ is half Irish, born snd bred in
Dublin, .

James J-0 § ¢ @, . Ulysses. The Odyssey Press, Ham-

IrisMurdoch, ‘Under the Net-, p. 105,
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plementing what Jake calls “"welfare capitalism®,t

The impact of historical contéxts upon human charac-
ters and relations is felt with growing intensity in her
later work; to quote just a few examples: "The Red and the
Green" (1965) is played out in Ireianddnring the. 1916 Bast-
er Rising; "An Accidental Man" (1971) ~ during the Vietnam
War; din "A Fairll Honourable Defeat" (1970) the central
character is shaped by experience of a German Concentration
camp; "The Black Prince" (1973) accentuates the epoch 8 at-~
mosphere .of nuclear weapons and cancer.

8tability in the habitual sense has no place in +this
world, Its very mode of existence is a continual process of
transformations by human passions and thoughts and actions.
In the given, as in all subsequent novels, homes are aban~
doned,A families broken up, professions and habits of living,
relations and inter-relations ceaselessly modified and
shifted., The only continuum is man’s quest for ialue—forma—
tion and self-fulfilment, his unquenchable vitality. Iris
Murdoch’s people are always about it deciphering the world
and themselves - this is one of the reasons why her novel
structures usually incline towards the detective; but this
is a separate problem, outside the scope of the presemt dis-
cussion, )

‘At the end of "Under the Net"™ Iris Murdoch insinuates
into the text two "reminiscences™ of great importance. The
one refers to "Alice in Wonderland” -~ it is Mrs. Tinkham
smling at Jake "like a Cheshire cat", 2 g emile that, as we
know, remains in its pure form after the cat has ‘disappeared
from Alice’s visior, The allusion has ‘at least two associa-

‘tions: firstly, with Iewis Carroll who was interested in the

phj.losdphy of language and the workings of the word in human
communication (one of the serious themes in his “Alice™);
secondly, with the novel’s moral message. A smile is & bond,
an opexiing out towards otherg, beyond verbal expression,
Garefui reading of "Under the Net" reveals other cunningly °

‘1 . Iris Murdoc b, Upder the Net , p, 10l

2 Tbid., p. 251, .
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inserted allusions to "Alice" - repeated references to roses,
for exanple and to the "pruning of a rose bush™. l
) The other reminiscence refers to Shakespeare 8 "A Mid— :
Bummer Night‘s Dream", to which Finn compares, in his letter
%o Jake from Ireland, their glorious swim in the moonshine,?
This is even more significant, Shakespeare’s poetry in gen-
eral, and this comedy in particular, is an organic component
of Iris Murdoch’s world that is “overshadowed® by Shake-
speare, By mentioning "A Midsummer Hight‘’s Dream" at the
close of her first novel, she points towards the very fount
of her aesthétic, and indicates the dominating quality 'o;t
her world, in which the presence of Puck 1s to be forever
discernable, It is as though she had chosen for an overall
motto Puck’s words that so delighted Thomas Mann’: ™And -
things do best please me / That befall preposterously"™ (Act
III, Scene 2, L. 115). .

As in the case of ®Alice® close reading reweals other
hidden indication of Shakespeare functioning in "Under the
Net", In the first meeting between Jake and Anna in the
- dressing room of the mime theatre where he finds her aged,
yet lovely we can discern Sonnet 116 ".,. love is not. love
that alters when it alteration finds ..." . The sceme of
Jake’s last vain efforts to hold Hugo is worded with a mark—
ed reminiscence of Macbeth. We read: "..'.. I wanted to hold
on ..o to my last act. A premonition of pain made me delay;
the pain that comes after the drama, when the bodies have
been carried from the stage, and the trumpets are silent and
an empty day dawns which will dawn again and again and again -
to make mock of our contrived finalities..."q' The sudden
loftiness of Jake ‘s style brings out, in parody form, since
his situation is trivial, the reverberation in it of Mac-
beth’s shattering "Tomorrow, and tomorrow, and tomorrow" mo-
nologue in Act V, Scene 2, in which he sees man 88 "..0 &

Iris Murdoch, Under the Net , p. 25
Tbid., p. 247.

See Thomas M a n n, "Roman eines Romans". Gesam-
melte Werke, Bd XII, Berlifi 1956, S. 319. . L

Iris Murdoch, Under the Net , po 239,
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:fpoor player /- That struts and” frets hls hour- upon the. stage
/ And then-is heard no more", . .:.
|/ % "Macbeth™, the play that looks" 80 deeply into the dark
. passiohs ' and complexitieé of- $he human . heart, and is per-
vaded by - aymbolism ‘of..blood and.guilt, ‘as if/counterp01nts
A Midsummer Night“s Dream", -where sorrow-and uneasy fore-
-“bodings are dissolved .inthe magic of love and beauty. Be~
* tweén these - two Shakespearean poles -is -tensed . :the world
"into which "Under’ the Net" offers usa first glimpse..
.Objects of culture, = the human mind "msds flesh™ - not

. merely participate in the denouement, but form meaningful

Bymbols in every novel. In "Under the Net" there are Jake’s
manuscripts of poetry.and prose that he had written before
indolence and inertia had dulled his mind; . Hugo’s Renoirs;
Dave’s'philosophyfbooks. In."Tgé‘Uhofficial Roge" it is the
Tintoretto, the posession of which _sparks off many in-

" trigues; in “The Severed Head" eastern swords and draperies

figure importantly; in "Am Accidental Men" - collections of
‘Japanese-china, agd again a manuscript first lost, then re-
‘ gained; in "Bruno’s Dream” a rare stamp collection; . archi-
tecture in "The Bell"; novels in "The'Blaék Prince®, and so
on, These: embody: order, harmony, the hlgher, finer, truly
" human valués:in-life.

And yet - these are not the ultimate values, Their va-
11dity lies for:Iris Murdoch im the process of becoming, not
" in en 1llusory permanence. That in the face of all the vi-
cissitudes of human history, the unspeakable sufferings of
“the 20th century, men remains indomitable  in  his urge - to
" éréate his own' aesthetic world - this is his glory and his
btriumph. Jeke takes a modest. view of his writing, yet - the
compulsion to write fills him with happiness, = Bradley, in
-~ mhe Black Prlnce", expresses this thcught with a "poinxer"*
" towards! Shakespeare- S -

' "This is a. planet where cancer reigns, where people reg-
uiarly ‘and automatlcally and almost without comment die like
flies from floods, and famine, and disease, : where people
'"'fight each_otﬁér with hideous weapona to whose effect even
nightmares cannot do justice, where men terrify and’ torture
each qther and spend whole Yifetimes telling 1ies out of

T



fear .o0 (Yet) Shall the artist have Do cake and ale?”* o

More often than not, the "things" of value auffer de~
struction: the Tintoretto is sold, the china collectlon wil-
fully smashed, the stamp colledtion’ drowngd, Bradley’s manu-—
script saved by a fluke of fate, . but Wwritten without real
faith in its survival, Wbat invariebly survives, however, is
the moral justification of man creating or setting store by
uncommercial values - in other wd;ds, a moral climafe,a'vic—
tory of the splrit . ’

In her essay on the category ‘of "Good" Iris - M@rdoch
quallfies good as "absolute for-nothlngness"'. linked with
man’s attempt to "see the unsel:f""2 "Man, who has forfeited
his harmonious relatedness with the world, can still = attain
to fulness in two spheres: merglng contemplatively with bpa-
ture, and creating art - which, in her deflnltlon is "real-
ism linked with pity ‘and’ austlce"

Both ways leau ‘him out of and away from himself, make
him gbandon the ego—centrism fostered by - psychoanalysis and
the psychological novel, and impel him to reach out towards
the world and manklnd.

1 ‘Iris Murdoche The Black Prince Penguin
Books london 1975, p. 229. ("Cakes and Ale" is taken from
Twelfth nght Act II, Sc. 3, 1 234, Slr Toby to the

5 Clown.) v

= Iris Mur d o ¢ he "The Soverelg,nity of GOOD

3 over Other Concepts", p. 22,

: "Ibid., pp. 14-15,
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PeswMe

Cra¥pf pacoMATPEBAET HEKOTODHE BazHefimWe GCOGEHHOCTE BC-
FeTHRE AffpEc MSpHOR, KOTOpHe C AOCTAFOUHOR SCHOGCTH. Bncrymm
yme B ee mepsoM pomame "Iox ceren™ /I954/ .

Pomau HamucaH yxe 3penoft macatespHENSR, RIACCHTeCKEM fm-
zozercM ¥ fmmocodoM, &BFOPOM KpHFEIECKOTO 8cce ¢ Caprpe H 80—
TETHRe SKCECTEHIMANLHOTO pomams. "[of ceTrh” ¢ ONHO# OFOPOHH
BEpazaer (EIOCOJCKEE KOHIENVY &BTOpA, KACANNMECH IOSHABAG-.
MOCTH JEYHOCTH, KPHTHFA "HCEXOUOIEYECRol mromH",  drmocodun
A3HEE, C IpyToft cTOpPOHM,. ABTOD. BHPAREAET CBOR NpEHMII  TyBOT-—
BEHHOTO, HE NOJTAKMerocs $opMarbHOR JOTHKe BAYAie SCTETHIEO-
KOT'0 HOSHAHHA JEJIOBERA, 00& 5T @CHEKTa €8 SCTETHRE - BOILIO~
meHEH B. "CETyamuax-Merapopax”, KoTopHe Bce FEydxe PaCKpH~
BANF BEAYIME MHCIE 8BTOpA. BOprda MEENY. XROCCM E  XAOTHISORH-
M cxydaitHocTSMW B TapMoHEel, momdmHammef XAo¢ BoXe X. mame--
JCTPEMISHEOCTE COSHATENBHOR YesoBeYeCKol HOETENEHOOTH, SBAS-
ercs IVIsBHOH Temo#t, MoCexnaer, TaRas PADMOHES, B KOTOopoll  Bo-
- IeB0e HAYAJIO. B. TQIOBEKE COYETAETCH ¢ COSHAHHEM OCJORHOCTE @
&JIOTHIHOCTHE YeJOBEYeCKoll NCHXHKH, €e NPHYYLIHEBOCTHE, T.6€., TO— .

‘me "oxyvafiHOCTE", HO He RONYMERHOR GATONADA HHEDINH.

Tena cBodom CBSaHA C TeMolt TBOPYECKOI'O HAYAKA B Jelo-
_ BeKe, B oGeNy KOTOPOIO SBTOP TBEPHO BEDHT.
N PeansrocTs MEpa ARpEC MopIOK - 870 © ONHOZ CTODOHM, KOH-
KDPeTHOCTh H aRTYAJBHOCTS Eneitnol GopsH , H © JpyToi, cog-

38€M87 KOHKDETHOCTh (#SHIeOROTO MWpa, B KeTopult aBTop kag . OF
BRIAXIAET THTATENT.
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| GEORGE ELIOP’S PHILOSOPHICAL NOVEL

 Asta Iuigas

Tartu State University
. (Continued)
III. ,
‘_[‘he story of Nicholas Bnlstrode occupiesa spec:.sl place
in the structure as well as in the ideological . content of
Georse Eliot’s novel "Middlemarch", While bearing the closest
‘rélation"to the career of Dr, Lydgate, it is linked with many
threads to the life of the whole community, Its- truly scan~
dalous nature shatters the Vlctorlan complacency and ortho-
© doxy of Middlemarch affecting directly or indlrectly all its
inhabitants.

o At first glance it seems to the reader as if by the in-
_froductipn of the banker’s "Rise and Fall" thé balanced,
‘even flow of the narrative were broken and an elememt of sSen-
sation or melodrama cropped in, Iﬁ'is partly true, " however,
only of the secondary line of the plot, ‘of the Bulstrode-
Raffles affair.’C In the wide social panorama of the novel,
the exposure of Bulstrode becomes one of George Eliot's most
powerfnl devices in creating a genuinely reallstic portrait,

-that of an impostor and hypocrite, )

In. the character of Bulstrode the typlcal clash between .

the author’s positivist convictions and her own Puritan
ethics, observed already in the treatment of the two protag-
oniats, pﬁ:othea‘and Lydgate, becomes strikingly evident. On
the one hand, Bulstrode’s destiny seems to be conditioned by
the objéétiVe laws of cause and effect. . On the othér hand,
the strébé ‘is explicitly laid on the banker’s ‘"moral dis—
ease", on his hypocrisy and dishonesty° He is a "sinner" and
therefore must have his Day of Last Judgement., '

) s George Eliot is depicting Bulstrode’s portrait from
the moralist g standpoint, lt is not her first aim to create

3 See Qnentin An d e rson, George Eliot in
Middlemarch. A Selection of Critical Essays. Ed., by Pat=-
ric Swinden, ILondon, 1968, p. 173,
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a capitalist exploiter 1n the manner of- the social critics of
the ‘408, Nevertheless, in hex masterful, objective andlysis,
the banker 's Pormidable figure becomes -no ‘less typical of the
capltallst “order thaii, for instance, Mr, Gradgrind of . Dick-
ens”’ "Hard Tunes" or Mr. Carson of Elizabeth Gaskell 8 "M
Barton'* IR - : . B
When the reader first' gets acquainted with Hicholas Bul~
strode, he is at the peak of his power, the o6nly ‘banker in
Middlemarch: of considerable private property, a leading fig-
ure of the Evengelical Church, a Pﬁilanthropist’ .and Social
Benefactor, Having skilfully combined the two most :Lnfluen-
tial strings of the local society, buslness .and religion, he
- has.-become the "Father of Middlemerch", feared and respected
not only by -the common mass of. smners, but also by emninent
townsmen, whose financial secrets he ¥mows: o
. "Mr. Bulstrode 8 power was not due sn.mply to his
being & oounty banker, who knew ths finanoial secrets

_of most traders in _ the towm a.nd “could 'touch’ the :
springs of theu‘ credit; it was fortified by a bene—
ficence that was at once ready ‘and sevére - ready to

'con;fer obligations and severe in w&tch.tng the result.

He had gathered, as an’ industmous man always at - his
post, a chief share in ad.mnistering the town chari-

,,tles, and his private charities, and his private cHap=
1ties wers both mnute and sbundant see His' pr:.va‘ce
minor loans were numerous, but he woulquuire gstrict-

' ly into the clrcumstances both before and’ after, - In
this way & man gathers a’ domain in the nelghbour 8 '
hopé and fear.as 'vvrell,as gratitude; a:.;d power, ‘when :

" once it has got into-the -subtle region,:"prdpagates' it=
self, spreadlng ‘out of all proportion “to 'its external~:

- means,”

: Bulstrode 8 portrait has - been created with many d.eft
toulehes\ which all contribute.to the general ‘effect,. ¥hile
fixing his exceptional social position; early in :the . book,
the author also drops map.y pointed _“re,merka ajt' his ﬂhypoor"is&

9 George Elio <, Middlemaroh‘ A Stud,y of Prov .
cial Life. N.Y., Macmii 1939. o 28 85° iq-

NN
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and Ansidsority’, carried into an effective principle:

' "It vas a principle with Mr. Bulstrode to gain as
much power as possible, that he might use it for the
glory of the God, He went through a great deal of spir-
itual conflict, and inward argument in order to adjust
"his motives and make clear to himself what God’s glory L
required.,* u40

Bulstrode’s cunning, trained manmer in addressing‘ peo~.

ple, his bistrionic gifts in concealing the real motives be~
hind measured words and pauses also speak of his hypocrisy

and chicane. The uncanny feeling that Dr. Iydgate, Mr. Vin-

cy or some other wisitor experiences at a .face-to-face en-
counter: with the banker in his private room®™ 1is also to
this effect: i

"'Bhe banker 8 speech was fluent, but it was ‘also.
copions, and he used an appreciable amount of +time in
briaf“ meditative pauses ... (He) had also a deferential
bending attitude in listening, and an apparently fixed
attentiveness in his eyes which made those persons who
‘thought themselves worth hearing infer that he was seek-
ing the utmost improvement from their discourse ...
Others, who -expected to make no great figure, disliked

. this kind of moral lantern turned on them ... Hence Mr,
Bulstrode’s close attention was not agreeable %o the
publicans and sinners in Middlemarch; it was attributed
by some to his being a Phariéee;"41

In the first chapters there are also some vague refer—

ences to Bulstrode ‘s mysterious past, the exposure of which

becomes. the subject in the end of the novel:

! nlegs superficial reasoners ... wished to know who

“his father and grandfather were, observing that five-

- -gnd~twenty years ago nobody had ever heard of a Bul-
strode in Middlemarch.™

80  ‘ George E 11 ot, Middlemarch, p. 197.
41 Tbid., p. 203. :
Tbid., p. 179.
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‘Until ‘theappearance -of ‘Bulstrode’s-former accomplice, - -

John Raffles, however, his power and reputation in town re-
main unimpaired. It is this full-blooded representative of
the criminal underworld who stirs up the banker‘’s guilty
conscience. The inevitable "train of causes™ brings him
vividly vack the "blameworthy" past™:

"With memory set smarting like a reopened wound,
a man’s past is not simply a dead history, an outworn
preparation of the present; it is not a repented er-
ror shaken loose from life: it is still a quivering
n_ari: of himself br;i_gg%shudders and bitter flsvors
and the tingling of a merited shame,"'~  (My under—
lining - 4,L.) :

- As clearly seen from this passage George Eliot is me-
ticulously painting Bulstrode’s portrait form the moral
standpoint, laying stress on his conscience.

In Bulstrode’s uneasy memory of his youth "business™
has always been connected with "religion"., While working at
the modest post of a banker’s clerk and at the same time
carrying on his activities as an efficient preacher at pray-
er meetings, young "Brother Bulstrode" gets initiated in a
criminal pawnbroker’s enterprise through the influences of
Mr, Dunkirk, "one of the richest men of his congregation”,
Although perfectly aware of the fact that the . magnificent
profits of his new business are “made of dead souls", ha
does not inquire into the sources, Having overruled his con~
science in those critical years of his youth "Brother Bul-
strode™ becomes gradually a hard-boiled criminal, who does
not choose any means on his way to riches and power, Ho in-
creases his initial capital after the death. of his first
wife, Mrs, Dunkirk, by skilfully keeping out of sight the
‘lawful inheritor, a daughter from the previous marriage,and
by paying'generously John Raffles, the associate of. his
crimes, to be silent about it. )

Bulstrode’s whole career has been punctuated by i1lle-
gal deeds, but he has always remained respectable because

.

3 q_eorge Elioty Middlemarch, p. 311,
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“he has hypooriticallj rationalized his egotism into & ser-
viceableness to God’s cause",44 His panic is therefore not
unfounded when the carefully built edifice of his "Christian
respectability™ is on the point of utter collapse, - Afraid
of exposure from his former ally, who best knows <+the dark
secrets of his career, he is instantly ready to remove - him
out of his way when a good chance comes to aid,

When Raffles appears in his house on Christmas BEve,
seriously 111, Bulstrode transports him quickly to the far~
away Stone Court to die. He is exhilarated and acts effi-
ciently, not forgetting, however, to read a prgye: before
the risky journmey, for the sake of his conscience, In de-
scribing the various motives of self-decéption which help
Bulstrode to maintain his customary moral superiority,
George Eliot’s analytical method is at its best:

\ﬁAt siﬁ 0’clock he had already been long dressed,
and spent some of his wretchedness in prayer, pleading
his motives for averting the worst evil, if anything he
had'u$ed,falaity‘and spoken what was not +true before

. God, For Bulstrode shrank from a difept lie with an in-
tensiﬁy‘disprpportionate to the number of his more in-
direct misdeeds. But many of those misdeeds were like
the subtie,‘muscular movements which are not taken ac-
count;of in the‘consciouéness, though they bring about
the'eéd that we fix our mind on end desire,"*?

The culminating scene in which Bulstrode comes to near
murder, and though he does not kill Raffles, but refrains
from following the doctor’s orders, is the'practical appli-
cation of,his religious principles, Although with a .previ-

. ous big loan of money to Lydgate he has made the = innocent
doctor liable to suspicion in the eyes of the local people,
he himself pretends to be innocent in the eyes of his God.

‘Bulbtrode remains true to his own nature to the very
last, During the time of his shameful exposure -at the "sani~-

44 C

| U.Ce-Knoepflmachetr, - Religious
Humanism and the Victorian Novel, Princeton, 1965, p,
142. s T T L
45 - - George E 1 1i o t, Middlemarch, ps 153,
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tary meeting in the Town Hall, his Christian morality .does *
not utterly fail hims

‘ "I protest before you, sir, as a Christian minis-
ter, against the sanction 'of proceedings towards me
which are dictated by v1rulent hatred..., Say that the -
evil-speaking of which I am to be made victim, accuses
me of malpractices -" here Bulstrode’s voice rose and
took on a more biting accent, till it seemed alow cry -
"who shall be my accusers? Not men whose. own lives are
unchristian, nay, scandalous -~ not men who +themselves
use low instruments to carry out their ends... who have
been spending their income: on their own enjoyments,
while I have been devoting mine to advance the best ob-
jects with regard to this life and next."*®

Paradoxically enough, in order to vindicate himself in
case of emergency, Bulstrode is forced to call his accusers
as "unchristian", "low", and "scandalous" as himself, For the
first time in his 1life he judges his own personality and the
social order, in which he lives, critically.

While exposing all the baseness of Bulstrode’s charac-
ter George Eliot takes pains to keep up utmost impartiality.
‘She emphasizes the typicality and lawfulness of his criminal
activities in a world based on exploitation and injustice,
Neither does she deprive Bulstrode of some purely humane qua~ -
lities. Thus, for instance, at the time of his fall, Bul-
strode enjoys his wife’s compassion, while  Lydgate, his vie~
tim with whom the reader’s sympathies lie, has none. It is
significant that the scene in which Mrs. Bulstrode is ready
to share her husband’s "shame and isolation" is followed by
a diametrically different scene at ILydgate’s home, Rosamund,
with her typical callousness has lost all interest in her
suffering, desperate husband and is entertaining plans for a
more exciting lover: "Will Ladislaw was always to be abache-
lor and live near her, always to be at her command, ¥

Ir. the portrait of the banker Bulstrode the author has
masterfully fused her inborn ethic bent with the newly-gained

46 George Eliot , Middlemarch, p. 771.
47 Tbid., p. 337.
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scientific objectivity, Without making Bulstrode a savage
caricature of the bourgeois exploiter, she has created, per-
haps, the best true-to-life portrait of a hypocrite in world-
literature, which has rightly been compared with the achieve-
ments of Balzac, Zola and other masters of realism.

Iv.

- “‘The fourth centre in the novel, the "stbry of the Garth-
family, 1s closer in time to George Eliot’s earlier works,
She portrays the Garths with sympathy as they remind her of
her own childhood in Warwickshire. That is also the main
reason why the balance between objective and subjective
" ¢reatment, that the author managed to retain in ‘the other
characters of the novel fails her with the Garths,

The Garths represent the stolid, but dependable yeomen
farmers reputed in the neighbourhood for their honesty and
reliance. Although their story seems to be episcdic, at first
glance, not having an intrinsic interest of its own, it
nevertheless has en important part to play in the ideologi-
cal content of the novel, It provides a standard by which
the other protagonists may be placed or judged.

The:' head of the family, Galeb Garth, who in ma.ny‘ ways
reminds ‘'us of the author’s own father, is an embodiment of a
moral norm, of an exemplary life., If he has any higher aspi-
rations ithen they lie in honest unsmbitious, daily work,
perform?d weJ.l: .

. ‘mHe gave himself up entirely to the many kinds
of work which he could do without handling capital,
and was one of those precious men within his own
~district whom everybody would choose to work for
them, because he did his work well, charged very
little, and often declined to charge at all, It is
no wonder, then, that the Garths were poor, and
~‘lived in a amall way’. However they did not mind
:u%."“‘a "
Caleb Garth is convinced that only work can bring peo-

George E 1 i ot, MNiddlemarch, pp. 267-268.
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ple happiness and self-fulfillment. Quite naturally, there-
fore, he estimates people by no other quality - dbut  their
work, as seen from the following passage: )

"You must be sure of two things: you must love
your work, and not be always looking over the edge
of it, wanting your play to begin. And the other is,
you must not be ashamed of your work, and think it
would be more honmourable to you to be doing: some~-
thing else, You must have a pride in your own work
and in having to do it well, and not be always say-
ing: There’s this and there’s that - if I bhad to do,
I might make something of it, No matter what a man
is I wouldn’t give twopence for him... whether he
was the prime minister or the rick-thatcher, if he
didn’t do well what he undertook to do.,"

In the portrait of the sturdy working man, Caleb Garth,

' the author’s moralizing tendency becomes clearly evident.
If she criticizes the other protagonists for their fail-
ings, then Caleb, and the members of his family in general,
always remain intact. They embody a "goodness", an ideal,
that is beyond criticism, It is also through them that the
life and work of other characters are measured. ,

In this respect George Eliot is one of the first writ-
ers in the second half of the 19th century, who makes “work™
an important theme of her novels (e.g. "Adam Bede" and "Silas
Marner"). . In the development of this theme "Middlemarch® is
again richer than her other books. Here the theme of work is
combined with the main theme of the novel ™aspiration™ or
"vocation" .5 0 :

The protagonists of the novel, Dr, Lydggte and . Doro-
thea irooke, fail in their aspirations and this failure is
fraught with significance, The collapse of Iydgate ‘s medi-
cal career is, in fact, the ruin of the man, His later cheap -
success in London'in the service of rich patients, isa moclke
ery of his fate. Dorothea Brooke, who also .aspires to wuse-

-ful social activity fdils, partly because she does not reals

49 George E11i o %, Middlémarch, ‘Ps 597,

50 Jerome T h a 1 e, The Novels of George Eliot,
N. Y., Columbia Umversity Press, 1959, pp. 108-113.
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ly know what she wants, and partly because Middlemarch does
not offer for a woman of her rank any opportunity to engage-
herself in anything interesting.

The same is true of Mr. Casaubon, the Middlemarch la-
borious scholar, who fails in his scientific aspirations be-
cause he has set an aim above his mental abilities. His fu~
tile research on the theological treatise, "EKey to A1l Mys—
teries", is one of the reasons for his fatal illness, and’

ultimate collapse.
o In contrast to these characters with more ambitious as-
pirations the members of the Garth family are satisfied with
their modest lot, for them the honest day-to-day work is an
indispensable mode of existence.

Caleb’s sensible daughter Mary is the true follower of
her father and of the family’s Puritan moral standards., ®Withe
. out grumbling she performs her duty at an unpretentious, de-
pendable post in the rich Peter Peatherstone’s house. Her
honesty is immune to any temptations of‘improving her sta-
tus st a high price. The dying miser, convinced that every-
thing in life can be bought for money, finds, for the first
time, an exception in the sturdy character of his house-
keeper, who refuses to take part in his cynic plan to change
his. last will:

"The old man paused with a blank stare for a
little while, holding to one key erect onthe ring;
then with an agitated jerk he began to work with
his bony left hand emptying the tin box before
hj-m. ' )

- "Missy "  he began to say hurriedly, "look
here! take the money - the notes and the gold -
‘look here - take it - you shall bave it all - doas
I tell.you."

L - “I will not touch your key or your money, sir.
Pray, don t ask me to do it again. If you do, I
must 80 and call your brother.,"

He let his hand fall, and for the first time

' 1n-her,life Mary saw old Peter Featherstone begin
to cry childishly,"’t ‘

51 George E 14 o0t, Middlemarch, p. 214.
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Goeorge Eliot’s. idealized treatment of the Garth family
8lightly mars the stylistlc unity of the novel. The objec-
tive strain of the narrative is sometimes broken by the au~
thor’s subjective approach when a member of the family.ap-
pears on the scene. Among the “erratic" crowd of +the Mide
dlemarchers the Garths are also “least harrassed by the
"irony of events™. As they have stoicelly made a compromise
between the actual and the ideal, they are not lisble to
the excesses of the other protagonists, It is likewise sig-
nificant that the author‘’s own sober, sceptical view of life
has been expressed by a member of the family, Mary Garth:

ose "people were so ridiculous with their illu-
sions, carrying their fool’s caps unawares, thinking
their own lieslopaque, while everjbody else’s were
- transparent, making themselves exceptions to every~ ~
bhing, as if when all the world looked yellow undera
lamp they alone were rosy. no3

XXXZXX

in ﬂMiddlemerch", more than in any other of George Eli-
ot's novels, one can feelban wndercurrent sadness, a sympa-
thetic irony in the treatment of the cheracters and social
scene, Alreaay in the prelude it might be observed in  the
" wmhurried strain of narrative, The allegoric - juxtaposition
of Dorothes Brooke and Saint Theresa, "that Spsnish woman
whoylived three hundred years ego," seems to predestine not
~only the subsequent 1ife of the heroine but also that of the
other characters. The £allibility of human bebaviour . and
the relativity of all truth, stressed throughcut the novel,
becomes best evident in the "finale; where the fates of the
main cheracters have been delineated and everybody © gilven
"hia due. ‘The ever—present "1rony of eventa“or’tratn of eau-.
.ees", as the author ealle it, ‘paralyses the individusl will
and determines the courge of human activitles. .
. -.In the epic panorama of "Middlemsrch" all . oharacters
seem: 'to struggle in a net of determination, " powerless to

e

5% " George B 14iot, Middlemarch, p. 4ld.
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ehape either their m_fatesi or exerscise any marked influence -
on their immediate surrowmdings. In a wider aspect, however,

all of them are "marching” ahead, a "middle" course of deve-

lopment. It also explains the ellegoric titla of the novel -

“Middlemarch ™.

George Elio‘b, the philosophic novslist, brbught up in.the
spirit of the evolutionary theory and positivigt doctrines of
the day, depicts ordinary characters in a small provinsial
town in the Midlands.’® Through the example of their = dif-
ferent fates she aims at demonstrating the relentless laws

of "eauge and effect", :

Poi.nting out the limitations of Georgé Eliot’s natura-
1istioc method in his well-known essay on "Middlemarch", Henry
Jameg writes that the novel is "too often an eché of Messrs
Darwin and Huxley". 5 In James's opinion,the earlier realist
~ "Molding was didactic ~ the author of “Mddlemarch" is

really philosophic.

This comparison with the older master . was evidently
called forth by George Eliot's own reference to Fielding in
VHiddlemarch".In Book I1I, Ch. 15, she olearly aigsociates

herself from the literary manner of the "great colossus", who
lived "a hundred and twenty years ago .... when the days were
longer, when summer afternoons were spacious, and the clock
ticked slowly in the winter evenings"', She classes herself
among the "belated historians", who "must not linger after
his example”.’C A little further she.overtly defines her own
tagks as. a modern novelist: "I at least have so much to do in
un.raielling certain human lots, and seeing how they. were
1nterwoven that all the light I can command must be oonocen~’
-I

54 It is common knowledge that a whole group of French
: naturalists and their predecessors had often laid the
gsoene of their novels in the province and given rige to
the well-known "le roman regional”, The{ were also parti-
onler in the choice of ordinary characters. It was al-
roady M, Champfleury who im his introduction to the famous

- 00lleotien of essays "L3 - ‘Realisme” had set a demand for
"atgle types™ whose mimcerity of feelings was better +to

88 common human experiences,( See M.Kneuan,yras.cod. ,

Henry J a m e @, George Eliot's 'Middlemarch'", _ NCF,
5: ‘:7 ’ VIII Deo.1953: pi1To.
36 Int a0 2 1'$% ¢, maaiemareh, Book II, p 122,
58 Ibid..? p. 122, - 48 -



tiated,on thig particular web, and - not -dispersed over - ‘that
tempting renge of ‘revelances called the universe;" 22 .

But despite George Eliot's confessed 'affinities with -tHe
‘Continental thought of the day, and her ‘preoccupations with
positiviet philosophy, she, like Fieldirg, was deeply root-
ed in the traditions of the English novel. She carried -fur-
ther the moralizing tendency, the fusion of subjective and ob=-
jective treatment thet had always been & cliaracteristic fea-
‘ture of the native realism. Although she might be called: -
one of the first novelists who put irto literary practice the
canons of positiviem (scientific objectivity, determinism,the
restrictive influsnce of milieu and heredity, etc.) °0, ahe
could not write in the manner of-the typical naturalists.
Her puritan ethics and religious upbringing (of which' she
never got entirely'free)f'did‘not allow her to enter on the
pages of  her books unsavory physiologicel details that we
‘usually associate with the naturalistic novel of  the French
writers., While such novelists 'as’ Zola, - the.Goncowurt bro-
therg, etc., aimed at a thoroughly objective treatment - of
the seamy  gides of life, George Eliot concentrated .her -at-
tention on the moral aapects‘of'man‘s~behaviour and the - ‘mu-
tual relationships of her characters. With other English no-
velists of the day she also. shared the most = distinguishing
‘feature of Victorian fiction, that of commenting on the ac-
tions of her characters and interpreting the motives - - of
their failings. ' In her masterful psychoanalysis ., however,
the so~called "convention of omniscient authorial comment"
often contributed to an extraordinary range of satiric - or
purely comic effects. This again leads George Eliot into
close affiliation with another distinguishing feature of
English realism, humour. She links herself with such. promi-
nent native realists as Defoe, Fielding, Smollett, Jane Aus-
tin, Dickens, Thackeray, etc., by being a humouwrist and sa-~
tirist. . : :

59 George E 11 o t, Middlemarch, Book II, p. 122,
69 See: B )} am e B &, yKas.cod., c. 376, '
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From the point of view.of George Eliot's matwre humour
and patire fMiddlemarch" is again the best example. The no=
vel contains a neiwork of secondary characters and.relation-
ships who help to create the comic effect. They algo. pro-
vide a significant context for the serious aspirations . IOf
the protagonists.:Such figures as Mr, Brooke ;  Dorothea's
wncle, . Mrs, Cadwallader, the rector's wife, Sir James Chet-
tham,. the loeal squire, . embody a kind of prosaic world out-
look. and "common=sensical behayiour”. through which the. ex~

cesses of. the protagonists have been ;]udged. - At the same
time, however, they are also genuine comic characters,worthy
‘of a Dickens or a Thackeray. - -

There are also many memorable passages in the novel in
which the author's serious "philosophic aspirations® seem to
be overshadowed by the achieved comic or satiric effect.Thus,
for instance, the fatal illness and the last days of the
‘rich farmer, Peter Peatherstone, liave been dissected  with
_ the objectivity and photographic exactness of a  "olinical

cage”, we meet in a typical naturalistic novel, Similarly to
another masterful portrait of the capitalist, that of banker
Buletrode, the author. does not depict the dying Featherstone
in. the manner of a social oritic in the '4o0s, but fixes
metioulously his senseless greediness, all his failings as a
human being. In spite of the limitatione of her objective
method, the achievement lies in the grotesque comedy . by
which the whole life of the callous miser. has been ap-
preised. Pestered by his numerous relatives, who, driven by
a greedy hope for profit, have crowded to his house and are
patiently walting for his death, the old mem dies, " leaving
no love behind", no nominal heir to his immense riches. The
paltrineae of his long existence "on the earth"™ has been en-
hanced by the odd funeral ceremomy in the ngrandest style",
preseribed in the minutest detail by the "hero" himgelf ,
while still alive.

Minor characters like Peter Featherstone, and numerous
others, whose names are even not mentioned ( gossiping WO~
men, bermen,etc.) help to ‘createa kind of'comédie humaine"
in the province. They give us a sense of sgocial density
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from which the. protagonists derive .go much . .of their 1ife
force, Ingignificant in themselves, "they do at the game
time play an immeasurably important part in the gpinning of
that robe of humen and social realtionshipa" 1 that forms
the backgrowund of the novel. They also help us to wnderstand
the real meaning of the subtitle of the book - nA . Study
of Provincial Life" '

‘George Eliot initiated a new stage in the development of
the XIX century realism. Her mearch .for scientific approach,
and her power of deep psychological pemetration brought her
the rere distinction of the Pirst modern English npoyeligt.
Although her early novels, such as "Adam Bede" or ' "Silas
Marner® might sirike the contemporary reader as being too
didactic or old-fashioned, her mature work, especially her
masgterpiece "Middlemesrch',is well worth serious study. One
‘might agree with Arnold Kettle, one of the foremost Marxist
erities of the 20th century, who has chosén "Middlemarch"a
the representative ndvel of the author end given it his high
estimate. The critic even assérts that, in spite of its 1li-
mitetions, "Middlemarch" is such a work of art which  the
future writers will study more then any other English no-
vel.

61 WeJe Har v ey, The Art of George Eliot, London,
Chatto and Windus, 1961, p. 171.

62 A.Eettle, An Introduction to the English No-
vel, vol 1. London, 1959, p. 190.
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XyZIOXECTE HHE METOX. : - ‘

B TeTHpex I‘Jxanm YacTH PAGOTH anamsnpyemcs ee leqm‘ﬁ“
powiay "Mggg@a_a_gg" c Toqm BpeHus BHICYIOMAHYTHX ~ PEaocOfCRAX
" Hayqnﬂx Bmmﬁ Oﬁnapymnnaﬁ HUTH Harypa.vmc'rmecxon BCTE~
THRE B pomane "wp_" /odsemaoc'rs HoBeCTBOBAHKA, Kay-
saUmBHOCTH TOBENEHVA Moflel ¥ QopMEpoBaHue XApaKTepoB TOX BIH~
SHTEM coxmmmnoﬁ CPelH, SKIEHTHPOBaHUE nac.uencmeﬂuocm/, aB-
TOP CTaTRU B TO me BpeMs cuMraer, ITO lbnopmc dJmoT GHAI8. OpPeR-
CTSBATEIbHATICH - SHTIHCKOTO Bapnéma HaTypamma, BOCIITAHHASA
HE TOIBKO B IyXe BMRTOpEaHCTBa, HO Z B nyxe nypn'raﬂcnnx 'rpa-
nmﬁ am&mﬁcxon MHOIM,: . o T ,

Cyﬁ@emnsnc'rmecme b8 Mopamenpymee oTHomeIme rmca're.lm-
HIE & gelficTynim JimeM B K UX GonmaimpHOl cpene’ qacro TApH-
pyeT ee HAYIHO-00H ERTMBHYR" TDARTOBKY . . [I0BTOMY. MH- K He HaXo-
M B: DOMaHe c‘rporo:.r'o TeTepunimsma, NOTIEPKABAHAS | wparmec-
fiviv e cy,n;e(ﬁ .moneﬁ @nanoaxomsma ¥ JPYIHX OCHOB H&iﬁpamcmec—
xotk ac're'rmm, KOTODHE YAPaKTEPHH IS TAK HASHBAEMOTO - “"bpan-
nyslcoro ‘Bapuanra” Harypa.vmc-rmﬁclcoro pomana. ¢ -

. - B’ sarmoIenum IIO,D:BOI[ﬂ'.l‘OH UTOTH xynoxecmennoro ' Méi'ona
lbxopm DImMoT B poma,ne M_ngg apq" "y ee pea.nmma B JeJoM.
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HMCIAHCKWE IYTOBCKOR  POMAH B OHEHKE COBETCKOR HAYKH

Dpmit  Tazpser
TapTycrui mcynapcrnemﬁ YHUBEDCHTET

@oYyMHpOBAHNEe ¥ Pa3BUTHE DE2INCTHYELKOIV poMaHa B  MHpOBoOH
ZATEPATYDE, KaK MOUTH €MHOZYUHO YTBEDEASETCHA B COBDEMEHHOM
JHTEPATYPOBEACHHH, ¥MEET CYeCTBEHHYD CBASH ¢ HCHAHCKWM MIY-
roBcKmM (MREApecKHNM) poManom XYI-XYIT BekoB, B cBoe#t Knure
"llpoucxoxzenue pomana” I B.B, KoxmHOB 3asiBAfeT, 9T0 CTa-
HOBEGHEE DPOMaHa Kak ZaHpa HAURHAETCH ¢ NAYTOBCKOIO DOMaHa B
Hcnmamun XYI Bexa. Jipyrofl mcexeZioBaTeab  3amasHoenpomefickoft
anreparyps J.E Junoxull 3aBepmaer eBoli amaxms pomana “Iycman
Ze AxpPapaue” Mareo AxemaHa BHBOZOM, HTO " 4G TOXH HOBOTO
eBponeficKOTO "POMaHA BOCXOAAT K EIacemueckofl memaHcmod awure-
parype B Goimmell sepe, dem K kramof-muso umod, K pomany Cep-
BaHTECA H €r0 COBPEMEHHHKOB, HAUHHA® € aBTopa "Iycmana Je
Azsdapave” 2.3naqeuue IXYTOBCECTD POMEHA MOZYEPKUBACTCA TaK-
®e ¥ HeNpeCTAHHHM MMTEPECOM Samaguoli KPWTHKM K NHKADECKHOMY
poxany. KoamyecTBo -KpuTHUECKOH aurepayypH, 0codemno B XX Be-
Ke, BCe BOSpacTaer, BRIDYAA KAk MHOTOUMCIEHHHe DaGOTH O IH-
KapeCcKHOM ¥aHpe B.UeX0M, ~ Ta¥ ¥ upmerpaduu o HauGoxee BSHa-
YHTEXBHHX 06pasuax 9TOI0 EaHpa ', He TOBOPA yxe 00 OTHEJNBHHX

I B.Koxmmo ». TNponcxomiemse powana, M., I1963.

2 Jd.,ODmscxui, "Iycumanm ze Axsfapaue” u HCTIAHC K it
nXy ToBCKOM poman. - B KH.: Mareo Azmeman, Tycmam ne Axsda-
pave, M., I93, c.48,

3 FW.Chandle r, La novela picarescaen Espana.Mad-
rid,1913; M. Ba t a i 11 o n., Ie roman picaresque.Paris,
19133 Al del M o n t e. Inirario del romanzopicaresco spa-
gnolo. Firenze,1957; A.A, P a r k @ r. Literature and the
delinquent., Edinburgh,1967; ¥ 8 4 ¢ o. La novela picares-
ca y el.punto de vista. Barceloma, 1970,

4 Fatio A. M 0 r e 1. Recherches mur "Lazarillo de Tormes?
Paris, 1895; M, Ba t a i 11 o m. El sentido de "Lazaril-
lo de Tormes". Paris-Toulouse, 19543 E. G r o 8., Protée et
le gueux. Paris,1967; D, M¢c G r @ @ y. Mateo Aleman. N.Y,,
1983 F. Maurer-Rothenbewrge r. Die Mitteil-
ungen des "Guzmen de Alfarache”, Berlin, 1967; F. A y a la,
"El Lazarillo": nuevo examen de algunos aspectos. Madrid,
19711 A, S a Migue l. Sentido y estructura del "Guz—
man de Alfarache" de Mateo Alemam. Madrid, 1971.
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CTATHAX ,KACaDMEXCA BCAMOSMOKHHX ACHEKTOB NAYTOBCROTO DOMAHA.
BEEMaHFe, yAeasdeMoe BTOMY BOMPOCY, He TOABKG yKasHBasT Ha
SHAYCHNE IIYTOBCKOI® DPOMaHa KAk HCTODUYECKOIO $TaNa B PaSBH=
THE DOMAHA, HO H Ha RMSHEHHOCTH "“mmrapeoxHoll cmryammi® (ms-
poab3ys Tepmns A E.[EACEOIO) B COBDEMEHHOM MADE.

BxJaZ COBeTCEOTO JRTEPaTyPOBEEEHHA B HSYYCHHE RIYTOBCKO-
10 poMaHa NOKa OTHOCHTENLHO CKPOMEE. ¥ HAC HET MOHOIDadm¥eC-
RHX HCCJCZOBaHWE 0 NMKAPEeCKHOM poMane, & nesdil pAz oymecT-
BEHEHX SCHEKTOB HNOSTERE HAYTOBCKOYO poMaNa, €TI0 BEYTDSEHHYX
3aKomoMepHOCTE! N CTDYRTYPH, ROTODHE HSYUaNTCH BECENA He=
TAABbHC B TPYA3X 3anafHHX JETEPaTypoOBEZOB, L0 OHX HOD  00T8-
BaJHCE BHE HOXA BpEHNA Hamux uccaeZosarerefl. Ho ¢ mpyrof ceo-
ponH, sanansoeBpomeficKue yUeEHe, YIMIYGARACH B ISYYEHEE OF-
ZeNBHHX NpoCHeM, PeAKe HOXOZAT 40 BHEGHES  HEKADECREOrY DO=
Maga B (oJee OHPOKOM JARTEDATYDHO-HCTODHYECKOM HPONSCCE H Yalf-
TO UTHOPHDYDT HCTOpHYecKult ¥ ofmecTBeHmHl ROHTEKCT HUKAPECK=
HOTC poMaHa. Mexny Tew COBETCROE AMTCPATYDOBENEHHS XapaKses
DH3YET MMEHRO PAGCMOTPEHNS NAYTOBCEOIV poMaHa Ha OHE DPASREw-
THS DPOMAHHOIO FAHDA K DEAIXCTHUECKOIO MCEYCCTB2 B Hexom. Ips
HTOM BHIBEEOCH HECKOMbKO HaNGoiee PARHHX W NDENHNANAIZEHY BO-
HPOCOB, BOKPYT KOTOPHX ¥ DPaSBepTHRASTCH IVMABEHM 00pasoM HOZEw
MHKA, ,

Heppuit Bonpoe, [0 NOBOEY KOTOPOTO OCHADYRMBAANCE CYHEST-
BeHHHE PACXOFZEHHA BO MHOHHAX, Kacae7es NOHATHA CaMoro  EiH-
Da. Ym0 Taxoe mayromckoff poman?  Kak morasHmae? H.B,Toma-
IeBCKEE B CBOEM OG30PHOM NPeEMCIOBHE K COODREKY “IEy OB~
cxo#t poman" -, MEEHHS KDHTHKOB 37eCh KOJeCabTCH MEnZAy XBYMH
kpaftiocraun, C ozmof cTOpPOHH, NOX STHM HaSBAHWEM NOEPASyME=
BapT BCARYD XHTEPATYPY, INe B POXH r'epos BHCTYNaET BAy?,
JUKO, TDHHANJEXauee WIM HMeyHee OTHOMWeHNE K "MaDIHEaIEHOMY",
"KDEMEHAIEHOMY" MHMDY - SHAYHT, Bee oT “"CarMpukoma” HerpoHns
no “Npusmamnit asenropuera Penmxca Kpyaa" Tomaca Mamma; Zpy-
TRE KPHTHKE, NDH3HaBad NAYTOBCHOX DOMAH JHEEL B efo ‘gmerTom™
BHAS, BHHYZAEHH OTDaHMYMBATHCA eXBa XN He ojumu "[yoMaHOM Ze
Anvdapave” HMareo Anemama. Ho muenmp camoro H.B.ToMameBeRew
10 DAYTORCKOA poMaE Kax maHp HMEeT CBOM MCTODHYECKNE TDaER N

5 H.Toxame B¢ & 5 #f. Ixgropcroil pomap, - B KH. ¢
NryzonCcHoil poMaH, Mo, 1975, €.5.
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oBfisal ¢ KOHKpeTHO! OOMECTBEHHO-UCTODHYECKON  pealbEOCTHD,
cMeHa ROZODOH 0SHAaYaeT W HCUEPNAHKOCTD HAHDA Kak TaKeBore,0
pamer: "HaHp MAYTOBCKOIO DOMAaEA NPEANONOracT NPexZe BCers Hes
ROTOPYR NPeeMCTBEHHOCTD CONEPRATENDEHX ¥ CTPYRTYDHHX MOMCH-
TOB, CBASAWHHX ¢ onpereieHHof nosrtuxofi, mopaxsHoi npod.nma»
KON ,C ONpeACHCHHHMY YTBODRIOHHAMY O HE3EM B 0 YeHOBEKe,
OPHAATHNMYE OZHARTH B OBHOM HDOU3BENEHUE N OCGHOBAAGMEME B [0
M3 BENleHNAX MOCACAYNMEX HucarTexel, OTPAmammuX CXOZHYD HCTO~
DHYECKYP DPSaXBHROCTH, Koria ®e 5Ta HCTOPHYECKad peajBHOC Th
Ouja NPeoZoJeRa, HEKOTODHEe NPU3HAKY RaBpa BRIDYAIMCD D HHHe
JETePATyPEHE CHCTEMH, PasoCmenre JopuH ¥ CONCDRANNA = Bepaki
APESHEAR BaBepHeHHA NCTOPHICCKOd XuSHH maEpa. HayroBckofl po-
Mol UPOXEN MOYTH CTONGTHOD EWSHBL, OXOHWATEEBHO MCHeInaB ceds
% ceperune X¥II croxerma”.

‘ToZoGxue pacCymlenud, pasyMmeerTcs, NPeTeHIYDT He CTOJBKO
HE CHODEAGASHNS EAWDS NYKADECKHOIG POMaHa, CKOIBKO INTEPATyD-
HOYTO ZaHpa Poodme, HO Zake B TAKOM acHeKTe OHH BpEJ AN ABIA-
DICA YOQEETCNBHEME, TOBODA O HIYTOBCKOM DOMaHE, MOXHO AcficT-
BETCABRO OCHSPYENTH HAJMYHE CXOZAHHX YePT B LeJoM pile NMpOHS=
pejenull momanckoll JuTepATYDH OT cepemuEd XVI Bexa ZC  cepe~
zmEE XVIL Bexa, Ho mpu HTOM OTHDZD He JOKaBaHO, 9TO MX 00—
Zepzamze ¥ foyma (xex ¥x nommmaer H.B,Tomamesceufi) 8o  BoeM
9TOM DRAY GOXDaHLIY HOJLHOG CANHCTBO, 0 GZVHCTBE CORCDEKAHAA K
{HOTRIH, €CAEW KO COZEDEARNEM NOADASYMEBaTH He NPICTO NAYTOB=
CEYD TEMy, B OTDREGHHE IIQBHOTO COLEDKaHHS SHOXH, MM  MOmeM
ONPELBICHRG TOBODHTH NPUMEHHTSIBEO X aaonmsoﬁ no:aecm
"Iysap Jacapuiso ¢ Topmeos" (I554), "Lycuam sapdapay
emama (I waots - I599; II uacts - 1601&) u “gw
Hpolizoxs no ! menn Zon Maggoc" Kepeno (1626). B OCTAJBHHR
mcnanmcmx nxy*ro:ecmx pomMaHex, Kak 370 oTMevaer E 63 H B.To~
MamenprEt 7, #300pasenne ACHCTBHTEISHOCTH TODPAsZo  NOBEDX~
HOCTHES, B HHX COXDAHAETCA JMNE 3AMMCTBOBAHRAR WS apXCTHAOR
MeMyapuad GorMa ¥ HanGozee ofmuil THRH TIABHOTO Iepos (nayza).
lipuueu pacnaf cojepxaHuf NPOMCXOAXT OTHOAL He TOI%a,  Xorfa
onpeneXeHEAd HCTOPHYECKAS DEAJBHOCTH yXe NpeoieleHa, a  eme

6 H. ToMamesBcXx i, ¥ras.coq,, €5

7 TaxM xe, C. 9.



B npefexax Toll me camoll meTOpWUECKO! DPEATBHOCTH. DTS SHEYHT,
Y20 AHTEPATYDHHE B noTopEYesKER NPONECCH DEENO HAXGAATCA B
Mexamnueonolk oBASH, B JETEPATYDe XelleTSyDT GBOM  BEYTDEHHNS
BaXOH OMGDHOGTH, KOTOPHS ONDSASHANT €e Xaparsep B oUMMX pamM-
Ka¥ HOTODRUECKOIO DasBuTHA. lo vofl me EpYHHe HET OCHOBREEA
BRCCMAFPEBATE JANPOBYD KATEIODHD, NDUMEHAA €@ TOABKO K EHiee
GIBHE 66pasHaM XaEpa, Kak 970 felaer B.B.KoxwmoB. O yw=
BepEEaes; ¥vo nayroerszof poman XVI-KY¥II BeRoOB He mMMEET HE-
Ters o0Here ¢ 0odce NCSAHEM HDERINICHUSOKEM N IETOK THBHMEM
POMoHOM, W YTO WAFTOBCKOR poMau HOSAHO; TOABKC Haummas ¢ XIX
Bekg, CTAY pasBicRaTerbmOl JuTeparypsh. Ha zam Boruan,
nEy7oBCEKe povand B XVII Bexe B licmamim -~ KR W , HAODEMED,
CpeIEeBEKOBNe B HOSLUHC HONBHCKNC PHUSDOKEE DOMAHH « HpeTep-
nenann CYHECTREHAYD sBoAUED, KesZewy sampy ¢BoleTBedns BHYe
TPEENEE BEIOKSMGUCEHS, B HpPOUSCCe KOTOPoTe JYENIMA KQHPS M=
#eT XOPCHHHM 00DPasOM HSMEHHTROS.

G npyroit CTODSEH, OHEC OH HEBEDHNM OTDHIATH HZAHPOBHE G-
CeHEOOTH NAYTORCKOTO DoMaRa, He TPYARC BUEEJETS yme B “Husmm
Jacapurso ¢ Topuesa” Te 4UepiH, XKOTODHS HO3AHGS HOBTOPADTCA B
HOCAGEYRNEY \XOTH ¥ EAJOKO He BO BCEX) HOHSHORNX BIYTOBCREX
pomarax, Cpegy mmx J,B.Muncxufi maswbaer caenywase: “I) memye
apHaf; XaK O KOERyMeHTaibHad Qorma - A Bsmel JEEEETEAE
HOGTH; 2) GesHCLYCHar XPOHOSOTHICCKAA HOBECTBOBETEILHOCTS Co-
Oweuit; HAYMHAH © POmEEHMA pacokasumks; 3) repoll, menmonml
SOHATHA, KO 4SHEe BCETO CJYTa ¥ DAsSHEX X03feE; 4 )oarmputuecnud
TOH, DPasolgsdeHHe OCHeCTBa UepeS BOOCHDUATEE OJYIH, SHAKOMOIO
¢ WBHANKOH MUBHN CBOWX IOCHOAY 5) EOMESM NOPULYHOTC,HNSMERRs—
10, 4ac®0 PHSEOIOTHYSCKOTOT 6) HpeBpaTHas oyIsfa Tepes, 6es.
HOMOMHO DIHBYHEIO mo “pexe mmsuz® (cmvbonmumce Iis Jace~
PHABO POEIeHYe Ha pexe Topmec) 9. Onmaxe, ¢ Zpyrofi cTopoHH,x
I.E Tinnckuil cai NPHSHAET YOAOBHOCTH 2eoll XApDaKTeDHOTHEW, Hasm
YHHAH JEE ¢ TOre HapaZioKCarbHorv farta, UTO OHKEPO, MIYF B
HCTHRHOM CMHCJE PTOID CX0B4 NOABAAGTCH TOASGKO B DOMEHA ANew
ueHa®™ "IycMan Ae Anppapaue”, B 70 Bpems xex B 'Busay  Jaca-
puxse ¢ Topueca" - NpOUSBEZEHHH, B KOTODOS, HECMOTDS Ha Bee
OTOBODKH, HOYTH BCEINA CYHTANH HEDBHM NIYTOBCKHM DOMBHOM

8 B, Koxwuxos, Jkas, cou,, ¢,5,

9 .0 EHecxxHk, "Tycuas ze Anpdapaue" B nenaHCRHE & Ay
ToBCcKoX pomam, c. 19, ) .
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00pas GEMOYO NURAPD WIE NAYTS KaXK TaxoBoIv. eme w:eymmyem‘m
Hoavomy mpH ONDEHENGHHY EAHDa NAFTOBCKOIV DoOMana, HO-BERMMG-
MY, CACKOBRI0 OB H3JErarh uYpesMeDHO! HOPMATHBREOCTH, KOHOTATH-
PyS JEEL, WTO B raacomdesxoll wemamcroll JmTeparype 9%0 ABIEEEE
PXBATHPRET DAA DoMaEeB, HamumcaHmMX B XVI-X¥II s3B., KoropHe
66DSIHNSHN GOMM THUOM TEPOf = NEREPO, NAYTa ~ H 9a0%0 Mauy-
apmofl Sopuo# NoBOCTROBAKNS, HO HMCDY CYHCCTDEHHHS DPACKORZONER
EQE B DPOCIEMATHES, T4X B B ABTOPCHEEX ONEHEAX ZofCTRRTENSHOC-
me

Bropoll yoen ZHCEYOOHOHMHE BOHpPOCOB o6pRIYDRT npsdasul ODe-
ECXOBESHRS NENAPSCNHOTC poMada. COUWOIBHOMY BONEKTY TIemesuca
NEFTOECROTS DOMEEA B SANARHOM JNPODATYDORGHCHER HOGRAMEH O
MESTO HOCAeRCHaHEE, ONHSKO SEENCTRA MESHMN NO STOMY BONDOSY
sBe He ACCTEINYTS. THNEYECKOS NPOARIECHNS JUDOHEEEHE BSTUAN0S
« T PRCCHOTDSNES TAYTOBCECIV DOMOHS KAl BHDANCHER COUNANB-
HOTO HPOTSCT NERIGCCHTOBINEHY CIO6D OOMedTBs, DBOSHEEREOBOHNE
POMAHS BHBOALS HENOODEACTRENEC He (2XT8  PeSROIv YBaIHUERHR
FECABNOTS BEGR HESHNX HPOOIOSY B HONAECKOM OCWECTRE HAUNNSH ©
ceperums XVI Bexa. Copmessusll XpEsme Toro BpeMsHE m  lonawumm,
70 HETOPRYCCENS NDNYNEH ¥ NOCRGACTERNA OCHEH3BEOTHH, M Hi-
ET0 B CoMEEBaeTCH, YTO B leUaNNH He CauUOE XOIe BDONEBAAR OT=
pomMEas Maccs JApdel 0es nocTOAEHON padoTH, CpemAr, Ge3HeEb-
. HEKOB ¥ DAYTOB. HO,KEK ONDABSAENRC VEASHBADT MEOPHS YYeHHS,
TAEGE OUBACHOEHS OTERED HE HOMoIMBanmes: Takod me MompEofl OHe
4 HeRIsccwpuBaEas npocaofica B X¥I mexe ¥ 3 Amrunn (Hauoummd
OTODEEYBANNG # €0 NOCKSACTHEA), ¥ Bo Opannkw, 970 He NPUBEIO
GIHERG, K DOSHERZODOEND B JETEDAIYDEe SPHY Hanul CaMOSTOATEEb-
goll TpapEuMY HAYTOBCECTD DOMAHS, Bamre ¥ HOYHHC ESCOMECHNO
HAXOAATOA Te NOCAGROBATSNN, KOTODHE HOZYSIKEBADT  REDIUNAID-
HHe onoesCpasme olmectsenmofl m noropuuecnoll oCoramosxE B Ko
naumg, THG B OTANYEe 0T ARTUHE ¥ QDaRNEE, HePHON NePBOHAYANb-
HOTO HERORECHMST KANHTAIR K TOJOBOKDYEHTCIBHOTO IOCYZapCTBeH-
HOTO HOJHEMA WCHANCKOH TOCYAApCTBEHEOCTH BCKODE CMEHHIGH 38C-
Toew B Couuaxsmell, moaurmuecxoll u DroHOMEUECKOH EMSEM H BHS-
BEXHCDH IEROOKHEe HPOTHBOPEUHA B OCHECTBEe H B YeJOBeKe, NEPBHM
ZNTEPATYPHHM OCMHCZEHNEM KOTOIHX N CTad NWKAPECKHHHA poman, Ta-
YD TOUEY 3DEHHA HOZNEPRMBANT COJBUMHCTRO COBETCKUX JHYEHHX,

10 X, Nurcxui, "Iyomam Ze Axsdapaue” H  enamcKuit
nayToBcko# pomam, ¢. I9.
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Topashe cl0nHEee BODPOC O JUTEPATYPHCY TSOHESHGE HIyTOH-
GROT0 [OMAHA. Homume, 950 HUKSKNE HOTOUHERE HEY DARARNA
A6 MOIYT COPOHenTh DDORSBCLERme B er0 0B0eGOpasHH, HO OEE
IMORT HeTRoOTCHeHNOe SHAYCHNG P HOATOTOENE JHTCPATYDHEOl moums
ZES oT¢ 3aponEemns. Ho-Bupmsouy, He caydsfimo nxyroBexoll pomax
DOSHERGEY Huemwe B momarczell amvepaTyve, Rpynmelumun HarsITHER-
raun zozopsll yme o IVI Bexa mmaApTes "KegEra GiarcR JInoBE"
Ryema Pymoe u “CeJecTHER" ®spmauze Ke Poxats S NpoMSBEZCHWS,
EOFODHE BOSHDORSTONST BESHD CONNAIRNMY HENSOB, H B ROTODHX ofw
HapyEHRapT0A RONCHTYOIREHE H CTPYETYDENS COBHSACHHS C BAYTOB-
OREH p@xaa@ﬂa

Smmes - "Rugrs Gzaroll smoun™ n “Céndormmu® ¢ BEEAPECENEY
PORIAHGH oTHETasTCA A E. NEnoxms H, A A Hvelinon L # B.B.Koxg-
HHB ©, EO HEETOC MS HHX He NHTQeTCH NPOAHAXNSHDOBATH THHOIG-
THP 9THEX HpoESRepenHit, o CEX Nop He WCCIOIOBANC M OTHOWSHNS
REYT0BCRCID p%saﬁa'x ammm> odpaanam., M.M.Baxrn 3 cBoefl pa-
Sore “Bp B BHEGHAET PAN,  XapaR-
TETHHY MOMGHTOR B AHTHTHOM “aBaETBpED-»GE‘IeBOM posane” ("CarH-
pERoB” Herpouss, “Sojoreft ocex" Anyied) , moxasNBas X Cymect-
BeyHEHe OTAWYAA OT "aBaNTODHOTO poMeHa menHramna® ("OdEonmza”
Texmozopa, "ladume m Xzea™ Joura E IP.), 3HAUATEIBHOS H3MEHe~-
HEe B HuX QYRKLHN BpeMEHN ¥ NPCCTPARHCTBA ¥ HOBYD DOIS .nnrepa-
TypHoro repof. Hadawzemss M. M,BaxTHHa MOIyT cIyzETs  Xopomel
NPEEAOCHAKO! IJa OCMHCIGHHA CJORHHX B3amMocBasell MemAy poMaie
HHME THEaMH "S0J07T0ro Bexa" nenamCKol JmTepaTypH - PHEADOKEM,
08¢ TOPANLENM ¥ NURADECKHHM DOMaHOM, HeT COMHGHHS, YT0  TaxoR
aHaxu3 OCHADYEMAA OH HOBHE TMHONOTIWYECKHE DASHOBHEHOCTH DOME-
Ha B HpOHECCe 6I'0 ECTOPHYECKOTD CTAHOBACHMA N NOABICHHE HOBHX
49¢pT B poMengoil cTpyRTYpE.

TzaBnas npoGieMa B MSYUSHUN NIYTOBCKOID DOMAHZ, KAK ¥ Jb-
GoIo XyZOXECTBOHHOTO HPOMSBENEHHS, DTO = ONDeHeNeHHe €r0 HC-
TOPDHUECKOH cymHocTH. Moropust EmTepaTypH MOXKasHBAaeT, 410 970
oTHDED K€ NPOCTO, MAKEe eCAH MH BEINKOXSHHO SHAEM XHSHE MHOA=
TeXAA U OOMeocTBeHHO-UGTOPHYeCKHR $om ero TBOopYecTBa, CoTacmo

I Jo D wrox uit, "I'yomar e Ampapaue” u mcnaHCEm# nmxy-
TopcKof pomam, ¢, IB.

I2 AJ, Il * e # B, HeTopHA xcnaxcxoﬁ .nmega‘ry_w B mry,¢
Cepenme BeKka u Bospoxzenme, M., I

I3 B.Ko=xug o 3B, YKas,c01,, 123

I4 M. BPaxTHnH 5 M ApoC CTBO B POMAHE, = ®Bo..
NpOCH JHTEparypd”, 1931496" %3 g? 3-179, po Bo
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B.A.KpreBexoMy, B IITOBCKOM poMame  "rrasHHf axuent momec-
TBOBAHAA COBEPUGHHO MEHYET COHTHMEHTANLHYD CTOPOHY H ©O0=
CPeROTOUCH HA AHAYOPHE XHTDOGCTH ¥ OOMaNa Kak IVaBEHI  gpytefl
B ZEBHE ¥ Ha ofeCHedYeHHe Tepol B KOHEUHOM Pe3yAbTaTe Opasi-
HOTO X GS0HeUHOI® cmecmmm"mo Hocroasxy B.4.Kpmep-
cxnf DacCHMATPHBAET HPOTHBONOLORHHA NAYTOBCKOMY DOM2HY  HaC-
poparsEEll poMay B KaYeCTBE CAVENTCHA HESAM KORTppedoTMansE,
70 MOEHC NDEIEOXOENTD, UTOe NHKADECKHHA pOMaE TPARTYyeTos  mM
K2k npoAndeEme GypsyasHofl wzeosoruH, X0TH B TO B€ BpEME  OH
HESKOZBRO NPOTEBODEYHT cefe, OMMeYag, UTe FIyumHe NpPGHCTA=
BETeNH niyTeBcKoro sampa (Mareo Azemanm, B.Dommmeny, & Keme-
70) TPERTYDT 0BOEl0 AEKAACCHPOBAHHOTO TEpos NPeHEGPeXRHTERHHO
B CBHCOE&." 6 B;B.KonunoB yrBepmgaeTr; 49To "mexouEs# cuTya-
uzell INCOTO MIYTOBCKOTO DoMaHa SBAAETCH BHNANEHNEe TepoR S
deomarsnoll guelixm, » moTopoll o POJMACH, NDEBpANeENHSe ere B
OpoEsTy.” 7 A.B.Baroncrxe#t corzamaercs ¢ J.BE.lmcrm, o
nayTeBcxeldl poMar nopHBaeT ¢ s¢rerHKeR Pemeccanca, OXHAKG B
TO ®e BDeMS NOEISPEMBAET TOUXY spenuA B,B.Kemmmosa, yIpep-
E3af, YT¢ "IEKapo He TONBKO SBIGHEE Dacmaja; HO H WHCTDYMEHT
nperpecca, IMKApo TAYMHTCSK, NHKApe SHATHPYET CTApHE DecAaEB-
uHf MWL, ... [ BTO - COUMANBHAA nporpawma, Pealusys ee, OH
BHMGTYHAsT Kak "HoxozmrexpEHf Tepolt”, Opocammuii BH3OB BpAry ,
noTpscapgull TpoEK". 18 g ZoGapasger: “I'ycuMaH He BODET HPOTHE
COCJOBHHX NpuBHIETHil ~ OHM IIA HET® NPOCTO He CYMECTBYDT, OF
yéemAeH B CBOEY mpEpoAEOM paBeEcTEe / T..o/, B OTOM INYyEETE
T'yoMal oGTaeTed JHIHOCTHED DeHeccaHCHol, a He GapouHofi: oH =
BOSMOKHG, X nanegezcop TePBOHAYANBHOMY SAMMCIY KHMTH - TBOpSU
cBoell cymBOH," 1

I5 B.AK p"mx&n ngrf u i, ;.gw—-lchow” Ha‘tpogévﬂ %cnaxcxeg
JHTEPATyDH = CTOJETHH, = B KHo¢ <A, KpmeBcRy
G*.rargra& 0 sapydesHoll aMTEPATYDE. M.l , 1960, c.zssl.m

I6 Tem xe, €.267. '

17 BJK o xumHOB, JKas.Co4,, C.I40,

I8 BB aToHGCEKEHIH, Hexycerso pomana u XX mex.M.:
1973, ©.53. : : T

19  Tau me, c.54.
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HpH BHMATENBHOM PACCMOTDPEHMH BO BCeX YNOMAHYTHX  BHCKa-
SHBAENAX 00BADPYEHBACTCA ONDEHENCHHAR  HENOCHGHEOBATEXABHOGTH,
kKacapmascs, B YaCTHOCTE, KOHKDPETHO-HCTODHYSCKOYO  HONAMARESA
mIyToBOKOH cuTyaumM, Kax HenpaBHIbHO yTBepmiarhb, uTo Cep-
BaRTe¢ cBoMM “"Jon-KuxoTou" B mavaie XVII Bexa Hamee cHMep=
TeIbENE yZap HO ¢pefHeBeReBoMy pHuapcTsy (KoTopee Comio - B
Hopamum 0o cliems yme B XV sexe) <Y, Tak HeAODAsyMEHKEM. Cle-
ZyeT CuURTaTH W BHBOL ¢ TOM, UTO ILIyTOBCKON poMaH SKOOH 6o
POJCS, B OOHOBHOM, HPOTHB JcoZaZbHOH CUCTOMH ¥ e COCHOBHOG
TH, HOCKOJBKY HA CamMoM Hede OH HpeZeTaBiAl HCTOPHIECKOE 863«
HouEe Oodece no3imell smoxu. Ko BpSMEHN BOSHHKHOBSHAA nay?
CEOTG POMaNa NpOlese HePBOHAYANBEOIC HAKOMAGHNHA B Honammg
HaXOimJACH B CTaAWKN JaBCpEeHHZ, [poTuBopetws, KROTOopHe  ToTrZEa
BOSHEEAHX B 00MeCTBE, CHAN, G OZHON CTODPOHH, Ee¥eTBATGABEO
CBA3GEN ¢ oCcTaTRaMy (eofaXBPHOIC CTPOS, HO cHe B Goxpmell mepe
OHE OHAE NOPORLEHHE AEKAICHCXKON pPOJBD TDETHETO COCIOBESH, T.6.
BCHaHCKOH Cypsyasmu B WCToprHE cTpamH., Kpusuc PeHeccanca |
TYMSHHESMa, KOoTODHE ¢TaX BHOJHE onyTHMiM K cepepuEe XVI Bexa,
H8 TOEBKO ABAANCA PeCyInTaTOM (COZANBHO-KaTOARYECKO!  peak-
OHN, HO N HpAMO OHX CBASAHN C HPOTHBOPEYMBOCTSD DASBETHA NG~
naECKoE OypEyasnm, ee CyIyoo 0TpENaTeIbEO-IaDSSHTHYCCKEM X8=
paxTepoM. 09TOMy NEKQpEeCKHA® CTyamuA , BOSHEKEAH B JgHTe-
paType B cepeimHe VI Bexa, HpPUHNNNKAIBHO. He COBIAKYET ¢ HO-
Topruccxoll ofcTanoBKsll, B KoTopoll ¢REW Co3gaHR Kpynneimee
NDOESBELEHAS ONPOTOPeHecCaHCa - “Kryra Gaarod Jwdeu® ( cep.
XYI B,) u mepmuii peaucTHuecKuli nauATHEKX Pemeccamca - "Ce-
secrera® (1499), Vme nepeuii mayToBcKol pomar (XoTH OF OTHO-
CHTCH €We K NEPHOZLy BOSPOAZEHHA), CTAHOBHTCH ADKMM KOHTPAC-
TOM PHUSPCKOMY POMAHY, DPacHpOCTDaRHWBIEMYCH B neproil mozomume
X¥1 sera: nAYTOBCKOH DOMAH BHepBHE 0TKASHBAETCA OT HAGAIW3a-
IMH ZelCTBHTEeNLHOCTH, CBoHCTBemHOR ZHTPOMOZOTHIECKOR DCTETH-
xe PeHeccaHca, KOTOpas yTBEDRNAeT GeSIDAHAYHOCTH CBOGOAH X
BOSMOEHOCTE!l UeXOBERa, BEpy B TATMOHMYHOCTH BTO NPHDOAH,BMe-
¢Te 27010 B NAYTOBCKOM DPOMaHE UeJOBCK HOKA3aH B SaBHCHMOCTH
0T KOHKPETHHX 06CTOSATEABCTE, OT BHENOAOEROH eMy peaXpHOCTH, 21

20 M.l umcxul, Coxer "HoH-KuXoTa" ¥ KOHen Mpezsumana.
go;gggnennn. B rH,: Peajusm smoxu Bospoxmzenma. M,, 191,

21 Tau ®me, ¢, 308, -6l -



)

lepbusy DHE@PCKRX POMAHOB NpuHpEaercd. Ve "Jlacapmiro ¢ Top-
¥eca OODERTRBEO HORASHBAST YTONHSH HES8X0B KAk  DPMNAPOKEX
pomaEon, +a¥ ¥ PeHECCAECa ¥ BHEpBHEe oCRapySEBAST NOCTOAENOE
OpOTEBODEYEE BHAMMOCTE E CYHHOGTH -~ [POSACHT , ROTODAR HPe=
0GPeTAET BCE JOJBEYD SHAUEMOCT® B WCHaRCKOf JETEDATYPS, AB-
ageren raavmof remefl m B "Lyocuame ze Amsfapaue” ® 3 "Jon-Kg-
x0%e" (X071 B paANRaXbHO OTAMYENX NEPCHERTHBAX !), H ¢%aHO~
BETCHA npeedrajapmell B Sapownod amvepatype X¥II mera.Bropefl -
namerpf nayromcrell pomam, “Iyemas ze Azpfapaue” Mateo AJemana,
X0PH H N0 BpeMERE HagEcaums coBmazaer ¢ "[om-Kuxoron" Cepsmap-
Te0a,0CTABIAET FXE COBCEM MAN0 MECT3a AJA POHECCAECHHX RINWSHHA.
Heguume “Brmsoc¥H", GOTEACHo CapouHoNMy BoOOpAkeHWD, 3Rech fa-
TaaBEO0, "pa3pHBas” BCe KAk WHLEBEAYSABHOS, TAR ¥ 0OHeCTREHHOE
6uTEe, Tanms ¢0pasom, KDETHXA B HEPBHX IIYTOBCERY, pOMaNaX,Kar
n B "Jop-KexoTe" mampaBiena He HpoTEB (e0ZaIBEOTS o0WeCTRBA U
ere JAHTEPATYDH, a HPOTHB OTPEUATEALHHX Heunocrel momoll, caom-
uolf conmazpEof ZeficrprrersnoctTH. Usdaraemad J, E.Hzucxms Tpak-
TOBKA HPOHECCa JHTEDATYPHOIO DaSBHTHA ONEpacTeH B Coubmell ue-
pe, 4YeM NpeIHAYEHFEe TOYEE 3PeHNZ, Ha M3YUCHHE KOHEperHod  mC—
naHcKo# 06meC TBEHRO-HCTOPRYCCKO! 0GCTAHOBEH B HEpHOJF HEDPEX0Za
of DBo3pomAeHRE K (apORX0, DACKPHBAET HOBHE BOSMOXHCCTH  JJIA
HOHMMaHNE NpoCJeck IAYTORCKOTO DoMaHa, (Ha AoMarae? OCMHOAATH
CHOZEHE OTHOMEHMA MEXTY YGHOBEEOM ¥ OCHECTBOM B NIYTOBCKOM pPO-
uaue (Ranpmiep, PacCMATDEBATH IHKapOo HE B KaYecTde CHMEOJIE
"BHAAKEHNT YedoBeKa ms (QeojarisHofl sueliry®, a OTURUCHEA  Ye~
ZOBEKa B DaHHEM GYDEyaSHOM 0CHECTBE), a4 Takke JyuNe  JOKANH-
3¥poBath NMKapeckuHEl pemar B 0CHERAHPOBOM KOHTEKCTE PDaSBETHA
poMana, Hamomel, faxolfl moAXoZ HOBBOXAET ACHEe ONPEHEIHTS Xa-
PaKTEp pesyKSMa ILLYTOBCKOTG DoMaHa,Kak H peadusMa GapOKKo 30—
ogme,

HomBTHE PashACHETD POIb HJY TOBCKOTO DOMaga B OCHERAHDPO-
BOM DASBHTHE DOMAHA NPUEARICEAT TVIABHHM 0GDasoM ABYH yue~
HaM: B.B.Koxmuony u J.B.Baromcromy. B.B.Kosimos B cnoefl
KeEre “ljpoMcxonZeRue pouana” CKIOHEH K HOPMATHBHOMY NORXOMY .
OTraJKuBasCh OT NpPEANOXOXeHMs Terexs o ToM, UTO POMaH B CYE-~
HOCTH ABJAETCA CYDEYRSHHM KaHpPOM, OH. YTBepaZaeT, 4TO pomMan
BOSEHE He paHbEe, YeM CEARZHBAaeTCH CaMo OypxyasHoe OCHeCTRO ,
T.e, B NOCXePeHECCaECHHA mepmon, ® ure repolt ' powana, B

22 H Tomamesexxi, Yxas.cou,, ¢. I2-I3,
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OTEHYEY 0T TEABHOI® TEPOA B JHTEpatype NpeiuAyE=Ex dopuammfl
ABIAETCH UACTHHM YGIOBOKOM, JHYHOCTHD, CymecTRoBaHNe xozopol
B Goxphell Mepe, YeM ¥ DaHEEI® 46AOBEEA, CBASAHO ¢ OCHECTBOH,
fe npmepy T. Jyxavua B.B.Kozuwon cuuTaeT OFHMM HS OCHOBHEX
yoxoBal poMaHs ©I0 HpICIEMATHYEOCTH, He3aKOHUSHHOCTH, MOMER?
NOHCER B POMaHe, NPOTHBOMOLOSHHE WO ero BSTRALY -  SaxpHvol
GTOYRIVpe SoXse DAHHEX Hpousbepewmit. CymecTmemmoil yeproll
HaHPo OH CUYKTaeT TaRZe CARSHEE B POMANHE PCTeTHYCOREX  HPoTH-
sonoaenuocTef, Ha ocHopamwm storo B.B.Koxmior orpmuser oy-
HecTROBAREe poMana B antwunofl ® cpeuHemexcmoll IuTepaType,us-
GanpaeT NCTORE DOMAHI B pe&aeaaﬁcasx’ HOBBEEAY BB HADOAEHZR
REETAX, B 0C0GEHR0OTE B “Tmié Vaemmmmrene™, § SuRImUacy; 980
BODEN AHTSPATY PHRE zmxauom GH amommimHl “BismEs “Jocapuimo ¢
Tomieca™ =, o nepnofi cTemued DasBHTHA DOMAHHOYC AIHPS =
Bryroncrol pomar X¥I-X¥II smexoz,

Hevopna pomams Ao cHX Hop #eadetod rpalflHe ZmEcryoGmomm
BORPOCON B IuTEpaTYDHON HayRe ¥ 610, DPasyMesTed, EEROSMOEHED
PespemyTs B paurax mamel ¢vaThH, ACCTATOYHC KOHGTATHPOBATE ,
9Eo GOABNERCTBO HCOISHEOMaTeueh pomawma, B Tox uwmeze . BB,
Sevoncxull, oroxd ySKe AR B.B.KoZuEOBR R ONpeEEASEND  rpauER
POHMAHHEOTC ZaHpe Be HORXOFAT. Ha HeCcOoCTOATSIRHOCTR NOEOOHOID
HOPHATHENOTO MOTOMS ¥3e HPE UOYUCHEE CPeNCBEROBOYO  DHIEP-
CROTD POMAES m@sm&%e ﬁ&ﬁr@mape Asﬁamﬂxaﬁma B BBGHECEER R
z 4De; 20 RAQEEHTH TiY=
TOBOKOTO pmssam TG z}z sneca 5 mccxaezmsasm B.B.Kozmiona g8
BGe fCHO, Tak, HOXOAR K OT0 OHPeREASHER TPYERC JORASaTsh, Hoe
ueny Bepsu powauom crex “Husue Jiacapmuno ¢ Tommeca™, & He
rapprMep, (COXZ DasCHATPHBAThL HOWAHCRYD JETEPATYDHID  TLATE-
ugm), “Kegra rerof Jmopu® Xyasa Pymoa wan "CejecTuma” Poxae
6a, [epomus B 06OEX HOSBANEHX HPOUSBOAGHEAX BHOTYHADT 000SHZ-
HERe CBOD HHANBEAYSABHOCTH HEDROEARN, TAX CKA3aTh, UaS THEG
JNTE, KOTODHE, B TO Z6 Bpeusd CBESAHE ¢ OOmMECTBOM} 6da
OpoHSBeACHRA OpeACTaBIART COoGOH GEHTE3  BHCOKOIO ¥ HHS~
KOV B Ieb? Kpafime mpoCieMaTHunoe pasBuTHe, SadBiemxe BB,
KoxnEoBa 0 TOM, WT0 o6pas CeleCTHRH SKOCH ABIAGTCA  OZHOCTO-

23 B, KozuzmuoB, TKas., €0Y., C.123
24 1972.,11. Mrxataxosn @panuysckuil puNapcxkEfd pouanm M. ,
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CTODOHHE OTPHUATENBHEM, ¥ UYTO MH He HAXOLWM B MeM "pemanyero
bifi pouaﬁa nafoca scrernyecKof MEOrOrpaHHOCTH", 25mocm' SICHO
Henpozymaunsl XapakTep., C 9THM He COIVMACHTOA HE OLMH WocHe-
ZoBateas “"CeleCTHHH", BEIDYa? aBTOPA NPEARCAOBUA K DyCCKOMY
nepeneny “Cexecrued” E,JHcenxo, 8uauenne HEHAHOKOTO
AIY TOBCKOTO POMAHA NO-BHAMMOMY He B TOM, YTO ¢ HET0 HAUYKHAE~
eTCH XaHD DOMaHA, & B TOM, UT0 B HEM APKO BHABHAMCE  Xapak-
TEPHHE YeDPTH HOBOTO THAA DPEAJNCTHYECKOTO DOMaHa, HpeodperaB-
mere orpoMHOe RJHAHYME B HOCAGLYNMEM DaSBETHH Hampa, CYmHOCTD
STOTO THOA AOCTATOYHO ACHO BHpazaercd J.E.lmEcxmm: "YapaxTep
deX0BEeKa ¥ er0 NoBeXeHHE BEeCH BHepBHE NOCTARICHH B 34BHCH~
HMOCTH OT OOMECTBRHHHX yoxoBuAi, B NpoTHBONONORHOCTE TEPONYEC-
KoMy comeTy-Padyie, ITe OCHOBHHE MOTHBH CBS3aHH Tpaimiusit ¢
ONpeneReEH M JHUOM, HOCHTENEM WSBECTHHX CGOoCH®yl, SZech colm-
anpHEe O0CTOATEIBCTBA BHCTYHSDT B0 BCEM UB6SM MOIVEECTRE

OGe regTeaBCTRA HPOROARADT ¥ XapakTep  Ieped H ere
CTpacTH, E €ro HOGTYHKM, a SHauuT u Pacyry. [ayromckoll pomam
HOBTOMY - HePBad MHPOXad peaiuctTHYecKas naHopama  QOpMEDYD-
meficAd HaKWOHANBHOA RMSHM, VHUBEDCAXBHAM HaHODAMO €e HeCTPoro
guTa, qe;?ec KOTOpPYD NpoBeleH Tepoff xogmom Gecmoxoiinoit  cmoeil
BE3HH™ .

Hpyrof enopHHii Bompoe¢ B OHEHKE HAYTOBCKOIO DOMAMA H OKe-
pymapmeil ere WCTODPHUECKoR E RyJABTYPHO! o0CTaHOBKK B,B. Komm-
HOBEM ~ HTO CIOCOG TDBKTOBKY ABTOPOM HOJOKEHWA DOMaHa B  JH-
TepaType GapoKKo. CoruacHo sToff TPAaKTOBEE AHTCPATYDY GapoKKO
MOKHO DaSZeJETb Ha 4 OCHOBHHX rpymmH: I) apHCTOKDATHYECHOE -
APENHOsHOE HanmpapaeHze (MapHEASM, DANAHTHO~NBC TOPAIBHET POMAH
B0 -Bpannyu W B Tepmanmu); 2) Apama, Ine JOMMHEDYE? NeECCH-
uEoM u Muctura (Kaxsmepon, Tpuduye); 3) catmpHUecKas JuTe-
paTypa, Takke HPORMKHYTafd NMECCHMMHCTHYECKHME ¥ CHONTHYSCKIME
HACTPOCHUAMN X JumenHas uZeaunos (KeBeZo), u 4) powaH, IHe B
HOPOTHBONOJOKHOCTD TpeM HpeAHIYNMM HANABIeHWIM, CBILETeNRC TRy~
DOEM O pacnaze HCTETHYECKHX HeHHocTell Peméccanca,  CoXpaHf-
erCsl CJAHAHME DCTETHYECKHX NPOTHBONOJORHOCTEH M BMecTe ¢ TeM
TaK HASHBaeMH# MCTOPHYECKHH OMTHMUSM.

25 B, Kozunosn, Yras, cou,, C, 123,
B. IHC e H K 6, [llpenncaonne. ~ B ki, : epranzo z:e
Poxac. .Cexectuna, M., 1959, ¢.I4,
27 H. MTurcxkui, Cozer "oH-Knxora" u KOHEH peains—
Ma Bospoxaenud, c. 306.
28 B. Kox® HOB. JYKa3s, 6o4., C. I46=I47,
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HozoCHasi TOYKE SPeHusd 3HaMeKyeT codol OTXOX 0T MOHMMAHEA
cpazell AnTEPATYLH ¢ HoTopwiecKofi ZeficTBETENRHOCTHD, K B CYE-
HOGTH, OCHACHAET BOSHNKHOBEHHE DCTETHYECKNX LeHHOCTeH ammp H3
onuol maMeHeHTEOR HOrMEH poMaHa, WS KOTOpod  GOOTBEeTCTByDHES
conepranue Kex OH camo codoft BHpactaer. HonmuTaemcs Bce me pa-
800parsc, B veu ncHCTBHTENBHO 3aRANYAETCH DEANHMSM IHYTOBCKO-
TO POMEH3, B COXPaHAeT XM HCHAHCKWHA nJyToscKoft poman Gapoxko
HE CaMo¥ jeje, B OTIWYHE OT BCeX OCTAIBHHX JWTSPATYPHHX ABIE-
Hult BHOXYW, TADMONNY HDOTKBONOZOZHOCYeH ;I HCTOpAYECKMiA  OHTH-
uEsu, Heme B mamell smreparypmofl HayRe KABHO NPEOAOJAEHO HOEH=-
MaHNe DEYTORCROTC POMAHA KaX BCETo JHED CHTOBOTO ONHCAHEA HAR
conmaxsuoll carTupE, K.H.lepgadmH, HOZYECPEHEBAS HENOCPEXC TREHHYD
CBASE: MEEAY NAYTOBCKWMM pomaroM M "JoH-Kuxorom" CepBanteca,
upmeT: "Peajmsu nAyTOBCKO! JHTEPATyPH CHX HE TOXHEO DeAIMSMOM
APMMATHBEOR H300PAasSHTEIRHOCTHE, EI'0 pealncTHIScKoe HORECTBOBA-
E#e meno oBoeli 0cHOBON DearnmcTHYECKYH MHCIL, ¥ 5T4 DSAIHCTH-
YecRas MHCJAL HE MMHOBAJA TBOPYSCROYS COSEHAHHA CepeanTeca ;
KAK He MEHOBAXZ 66 K HOBECTOBATEIBHOE  MacTepeTeO NAYTOBCKOHR
AWTEPATYH " 23 H.B,TomameBCKME, yrasHBasg Ha CymeCTBeHHOE OT-
JMYEe DeadHsMa IJYTOBCKOTO DOMAHA M OT NPWMUTHBHOTO peajHsua,
u 0T Jolee NO3EAEX TUNOB DeasusMa, oTMedaeT: "HayToBcroff po-
MaH DeaiHCTHYSH, HO He CMHCJAE HaTypajgusMa wiam peasmsma XIX
Bexa, CoumuTexrsHa HpAaBOTA COUMOJOTHYECKOH KDHTERE, ROFOpasn M-
TaeTcsd HAZSJHTh NJIYTOBCKOR DOMaH JOKYMEHTaXBHHM SHAYGHHEM,
NHTaeTCH Ha OCHOBE €T0 aHaAN34 BOCCOBIATH KUSHB, 0CNECTBO HDG=
BH ¥ O0HYAH HCUSHCKOIC “30X0T0T0 Beka” ... [ayToBcmoH pomaw H
Ha CaMOM Jele H300pamaeT IPYOYn, TATOCTEYR DEaZBHOCTS, HO Pe-
JIBHOSTS EE HENGCPEACTBEHHYYD, 2 NMPeOCDANEHEYD Ha OCHOBE EARO-
JOTHYECKAX NPEHUCTARBIGHAE U HABHKOB, CBOHCTBEHHHX JHTEPATYDHO-
My MHOXSHMD Co3zarTejell pomans,”

Ho mMecTe ¢ TeM MH ZOJEHN NPHSHATH, Y70 CBOGOCDASES pea-
Jusya AIYTOBCEKOTO POMAHA Kak ¥ GapoKKo BOOGHE, E ero TUySoKoe
OTIEYHE OT peaxnsua npezunymeil smoxm BospomUeHHS, NOKS He Ha-
ic B Hamell HayKe ZOCTATOUHOIO OGBACHEHH:, JmTeparype xamuok

29 KH.ZLepzasusn, "Hos-Kuxor" Cepsarreca. — B €6.:
KyxsTypa Mcmamum, M., I940, ¢, I80.

30 H, Tomamesc x uit, Jras. co4.,0. 6.
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BHOXM, K4k moxuepxusaer J.E.llmHCKui, Xapakrepen ¢mofl eoder-
BeHHHH THN peainsMa, # [ODTOMY OHIO BH HENDABHIBHC OLEHUBATH
JHTepazyDy oAmof SmoXu MO KaHOHAM EDYyrofi SMOXHM,HanpmMe],pea-
JAE3M CaPOKKO DO HOTMaM peadusua BozpoxZeHus, Kak 3T0 ~ 4acTo
BGTpeYaereH, "BMeCTe O TeM MOXEO JU COABNOe HCKYCGTBO (apoR-
KO « Hampmiep, 2earp Tupco ze Moawwd u KainZepoHa - CBOLNTS
R er0 xamoiudecKoll TeHmemumm, ne 3ameYaTh eTO GODEOH ¢ WA~
3BMY PEHECCAHCHOTO WHIMBEAyaausMa®™ - cnpamupaet J,E, Inuc-
eyl B FoGapasger: "[pemie Bcerc HEOOHOBATEABHC HPOTUBONOCTEB-~
JACHHE CAMOTOD peanmsiMa Kak “Tpeimi#g Bospommenus" -  GapORKO
KaE " anTHpeadus THY eCKouy HCKYCCTBY . ... BOphla HCEyOCTRa Ga-
porxo ¢ rpaiunpell PemeCCaHCa HCTODWYECER WIS HE BORDPYT ODH-
SEaHNR EIH O‘Ii‘?m&ﬁﬂ'ﬂ UpEHUHIE OTPAKEKNA , HO XaPaxTepa 2T0ro
orpancuns.” (CoHoBEEE HACIDEGEES 0 XAPaRTEDe DEaiusMa Mo
HauGKOTO CAPOEKG % RIFTOBCROTO DOMaNa DoKa ¥ mpumaziesar JLE.
Hpmorouy. Kpoy~ BHNEYHOMSHYTOrO BEB0Ja 00 pemezmsmsiics B Mp-
pe posE Teposm Gapousoll JuTepaTypH, UTC BAsUeT 3a codell Tesme
0 eY0 SABHOHMOCTM OT OKDYRAMENYX 0CCTOSTEN3CTE E BOSHHEEOBE-
HEG HOBOTO NOHETNA “TROMTHOCTH" 32, . B unermnit YRasUBasT
eme Ha Hexwdl DAY BamEHX 0Co0eRHoGTeH, CBOHCTBOHHMY DCRANBMY
GaporRRO, KAk BULONSMEHOHNE RHPDONCIOIHYECEOTY HORMSBHUA QY
HeoTBoBagEs (OHO RKpPECUDPETAET OTDRUATeXRHHE OTYEHON) 33, o=
crounoe ® $aTaIbEce omymemue AeHCTBUTEALROCTE B MEDS CADOK-
o { ® 270 HE TOEBRC B praage iy aamp N a ocoﬁeﬁﬁo B DOMAES,

HaupRas yre ¢ "IVCMaHa Ee AN , BAMEEGHNE  DEEet-
CARCHOTC COBNARGHUA npwwem&zomomeﬁ HY GETATOHECTHYCCKON -
60pB0GH OSHOBIGHEE CDEIAHCBEROBCROT0 NpoTHBOpeuRA “Ha0TH”  H
"rymn® - 3 mopoll, Gapowwoll TparTomme ofigva “Iymm” CYRaeTCH,
CEORACCTRASACE TAGTO C CYXi "DASYMOM X HESYRYCKMM  DSHEO-
BaBsMON, - SHGTEHHe VHTCNISKITAIDHOTC ¥ PallHOHANBHOTO aHZ~
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32 A feuexui, Coxer ".ﬁeamKuxoTa“ 7 KOHEH DeAXu3-—
ma BoBposiienEs, ¢. 305-306,

23 J. Tmee xrl, "Iyemag Ae Ansdapade” u memancrmi
ﬁWTOB@KOﬁ' PoMaH, ¢, 30.

34 Tam me, ¢. 33,
35 T me, ¢, 34,
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q38 B ANTEPRTYpe CaPOKEC MOZUSPEEBAET B CBOEM NPSAHCEOBHE X
PYGCROMY HSDPEBOEY Epouspenensll Hemero u 38,.M.Izamexun; 6 ne-
KOP0ODHe NPaBUAbEHe HaOXDICHHA 8a CYHHOGTH HCIAHCKOIO Ja-
poKKe Borpedaeres y H,.Tomamencroro. HO HepaspadofaHHOCTH DTUX
Hpolder B COBSTCKOM JEYSPATYDOBEAEHHH HOPORIAET M MHOEECTBO
cHopuHX oEpeAexcHul, BpsaN Z¥ MOXHO CONAaCHTHEON, HampHMep, C
yosepeuenusy J, B Muncxoro, 4710 “CapouyHii peanusM omieueH ofi-
HOGTOPOREE OTDHUATESbHHN B3IVIAZOM H3 OOWECTRBO K qeazozena"BB ’
WIE ¢ ero Tpaxkronkoll posm {opryHH B GapouHoM CO3HaHME, Hemo-
CJIETOBaTEIBHOCTD YYyBCTBYeTCH ¥ B 3amerxax H, Tomamesckoro o
OBA3AX KYABTE UYACCHOIO E YYZOBHEHOIO € OomymeHHeM HeusOexHoi
TEdedy B SCTETHRE JApOKKO ¥ O BIAMAHHAX  KOHTppefopsMauux Ha
DTV SCTETURY . 910 MOZBEPEAAET HEOGXOZMMOCTE Gojee IVYGO-
KOT0 HCCJAELOBSHMUA OCHEXYJAHTYDHO! CYMHOCTH HMCHAHCKOIO GaPOKKO,
6IC ¢Boeo(paskd ¥ OTpameHud B JWTeparType. DONbEEr0 BHMMAHNA,
HECOMEEHHO, TDeCyeT OCMHCJIGHEEe CapOYHOI0 I'POTECKa, HHHE Ha-
CapAeHEA 06 5TOM BCTpeYanTes Jaumb y 3.1.I1aBCKHRa 40 # C.Ep=-
emmHoOf, *I Muoro HOBOTO DaCKpDHI GH aHAJN3 NUKAPO KaK M0%-=
THYECKOTO 00pasa - Kak 5To, Hanpmdep, Zezaer J.E,llmHckuft B
NPENHCAOBHE K DYCCKOMY NepeBoZy “Xpomoro ceca” Bexeca Ae Ie=.
BapH. '~ O7moll W3 HamMeHee WCCJELOBAaHEHX odxacTefl B Hame#
HayKe SBEAeTCA MOSTHKA HMCNAHCKHX HXYTOBCKHX POMAHOB, HANpH-
Mep, Bompoc O "Pouxe SpeHHA”, 0 B3AMMEHX OTHONEHHAX AaBTOpa-
«T'epos, UMTATENR-TEePOfi, TEpOs - OCTAABHHX nepcoHameld,  xa-
DARTEpHOTUEA NPOCTDAHCTBA M BPEMEHM B IJYTOBCKHX DOMAHAX H
o,7%. PasbACHEHRNe DTHX aCHeKTOB MOSBOJNAO OH SHaYHTEARHO
PaCHUpPETE M GoJee HIONOTBODHO OCMHCJIUTH Te 06GO0CHeHus,KOTopHe
yxe ABIANTCHA NOCTOSHHEM Hamed HAYRM,

36 8, 1xasckuii, Carnpuueckas 1%'373 &paHCUCKO Ae Ke-
Beno, - B KH,: Keneno. Wsdpahnoe. J. I

37 H.TomMame BC K ui., Yxas. cov., €, 9.

38 J, I urRCKRI, "Tycman Ae Axsfapaue” m menanckuft
n.uyroncxoﬁ poman, ¢. 30.

39 H . Tomame B¢k n i, ¥xas, co4., ¢. 9.
40 3, IxaBekni, Yxas, co4,, ¢, I8.

41 C.EpeMnuna, llpmeevannd, - B xH, :NxyroB-
croit pomar., M., I975, ¢. 5I5.

42 J.Narckxnuik, Henauckmit "xPouoﬁ 6ec", = B mm, ¢
Jyuc Bexeo ze l'eapa. Xpowolt Gec. M., 1964, 6. 5=33,
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Evaluaclén de la novela picarescs espa.nola en la
ciencis literaria soviética

Juri Talvet

Sumarié

¥l propésito de nuestre articulo ha gido inbterpretar en
resumen las principales opinionss sobre la novela plcaresca
espsﬁola en la eiencia literaria sovidtica. I= imporbtancia
de dicho problema se acentfa por el hecho de que los erf-
ticos sovidticos en su mayorfa congideran la novela pica=-
resca espa':’a'ola como la primera etapa en la formacifn de la
novela europea de los tiempos modernos y come uuns de las més
importantes fases en la historia del gémero novelesco., En
nuestro estudio hemos destacado sels aspectos de la recep-
cién: (1) la novels picaresca como género literario (mencio-
namos las caracterfsticas de la novela picaresca espafiola
segﬁn los criterios mantenidos por la crftica soviética);
(2) la genesis social de la novela picaresca espa’ﬁolg {eri-
ticamos el punto de vista que juzga la novela picaresca como
una expresign de protesta de las clases marginales de la so0-
ciedad; en vez de esto, subrayamos la necesidad de wer en
la novela picaresca una interpretacién de la situacién so-
cial concreta en su totalidad); (3) la genesis literaria de
la novela picaresca (mostramos que la vinculacién de la no-
vela picsresca espafiola a la tradicién literaria nacional y
a los elementos picarescos en la tradicién narrativa ante-
rior apenas ha gido estudiada en la critica soviética), (4)
la esencia histérica de la novela picaresca espshola (desta~
camos el punto de vista de L. Pinski segﬁn el cual la nove-~
la picaresca representa la conciencia de una sociedad post-
renacentista y una estética predominantemente barrocas de
esto inferimos que la oposicién principal en la novela pica=
resca espabola no estd entre la conciencia feudal y rena=—
centista,; sino refleja la contradiccidén entre la conciencia
renacentista y postrenacentista); (5) la novela picaresca en
el desarrollo del gménero novelesco (criticamos el método
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normativo que ignora la realidad histérica y estética de la
evolucibn de la novela y con esto funda la inbterprebacidn
del género novelesco en una concepcibn dogmdtica); (6) el
realismo en la novela picaresca (edmitimos la opinign de
L. Pinski segin la que los tipos de la podtica realista son
histﬁriqamente variables; de acuerdo con esto deberiamos
esbudiar la novela picaresca espatola anbte todo dentre de
una concepeidn del realismo barroco).
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SAUL BELLOW AND EHIS NOVELS
Agte Tuigas
Tartu State Universlty

V. (Continued)
"SEIZE THE D AYX®

"Seize the Day™, published in 1956, is like “The Adven-
turses of Augie March™ a study of succesgs and failure. Dif-
ferently from the bulky picaresque novel, however, that with
its varigated zdventures gesms to be “cenbrifugal®, this
short novel "erystallizes the cenbtripetsl pressures® c¢rughe-
ing one wran, Tommy Wilhelm, victim of ' "the world’s bdusis
ness", It is the price of failure in a worid dedicated %o
success that Bellow is dealing with now.

The reader is presented ome crucial day in the life of
the protagonist. Paralyzed by his memories of past frusbras
Yions, as well as by his anxieties for the fubtube Wilhelm is
helpless in the present. He feels poignantly thet his life
has run on the rock. Against the wish of his wealthy parvents
be had left college to go to Hellywood and hecome a  movie
star. It took him seven wasted years to realize that he had
no talent for acting, Wow it was late, however, to exnber a
profession, although his father, a successful physiclen, would
have paid for his medical education., T¢ earn bis living he
had become a salesman of baby furniture at Rojax Corporation,
With a reasonable salary and the promise of promoticm to an
execubive position, Wilhelm seemed to be well off. Bub when
the president of the Corporation had filled the more PONU~
erative position with one of his younger relatives, he had
light-mindedly left the firm in a fit of anger. Having sbane
doned his wife and two children, he started living in a New
York hotel "Gloriama", whose guests were primarily the aged
and the retired. Destitute and without any invested capital
he was forced to find a new job in the nearest fubure.

When the novel opens Wilh€lm is leading a precarious

a8 On the Novel, ed. B.S. Benedikz, p. 227.
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existence in the hotel, ‘Badgered for money by his wife he
makes an attempt +to borrow money from his retired father,
Dr, Adler, an inmate of the same hotel. The latter, a vain,
selfish old man, refuses hinm both financial and moral help.
Disowning, in fact, both his children after his wife’s death
Dr. Adler is determined to lead a self-centered life in peace, )
Ashamed of the mess his son has made of his life, he calloug=
ly washes his hands of him,

The day has, however, a still greater calamity in sbore
for Wilbelm. Appealing to friendly help and understanding in
great stress, he falls into the hands of the  scoundrelly
Dr, Tamkin, who cheats him of his last 700 dollars for spec~
ulation at the stock market, Desperate and penniless, vainly
seeking for Dr, Tamkin in Broadway, Wilhelm is carried with
a funeral crowd into a chapel where in the presence of ‘the
dead man; a perfect stranger, he at last gives vent +o his
pehte-up‘feeliv_ngs and bursts inte unconbtrollable tears,

Tommy Wilhelm, like other Bellow’s alienated heroes, is
both a victim of society and of his own self, And like in
~ the ‘other novels the author’s attitude towards the protago-
nist is ironically detached,; his point of view ambiguous and
shifting,

From the first pages of the book Wilhelm appears +to be
a victim of the society he lives in. He is trapped in +the
chaos of the egoistic and driving capitalist world - a world
that is detached and cold, refusing the entreaties of the in-
dividual for any reasonable relationship. As Wilhelm lacks
the shrewd aggressiveness that capitalism demands, he hes
lost his money to sharper people around him, Together with
money he has also forfeited the xight to live a normal full-
blooded life, Estranged from his wife ’and‘ sons, driven away
by his father, having neither colleagues nor friends; he fesls
himself nakedly and miserably alone in New York, the city of
millions,

As Bellow stresses time and again, the modern capital-
ist city is the dominant factor in “Seize the Day". For Wil-
helm, the "lost"™ man, New York is violent, heavy, ugly and
utterly overbearing. In his predicament he iskeenly aware of
+he sheer "material pressure™ of human density, of the ex-~
hausting physical experience in this jungle of lives, Like
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Augie March in Chicago, he feels himself insignificant, "no-
thing, nothing". The thousands of people hurrying to and fro
in the streets make him dread their destructive power, Car-
ried away by the jostling crowd, he fears to stop lest they
might rush him off his feet, trample to death. All these peo~
ple seem to have an object before them towards which they are
hurrying:

"And the great, great crowd, the inexhaustible current
‘of millions of every race, and kind pouring out, Dpressing
round, of every age, of every genius, possessors of every
human secret, antique and fubture, in every face the refine-
menb of one particular motive or essence - I labor, I spend,
I strive, I design, I love, I cling, I uphold, I give way,
I envy, I long, I scorn, I die, I hide, I went. Faster, much
faster than any man could make the tally."

At the same time he is made to ask himself: What is the
main object of the rushing crowd in reality? and comes %o the
conclusion that

«es "people were feeble-minded about everything except
money, While if you didn’t have it you were a dummy, dummy!
You had to excuse yourself trom the face of the earth." 89

His dread of the rushing crowd alienates him from other
people as they comprise a force hostile to him. Himself pen-
niless, the universal craving for money seems to him ridicu-
lous. He relapses into a deep pessimism and disillusionment:
all human effort seems to him futile as whole life and its
aspirations come down to the only end, possible and real,
Death,

Tommy Wilhelm is a vietim of the gross material values
of American urban civilizabtion. But he is also a victim of
its peculiar emotional sterility which has feund its fullest
embodiment in the quarter of the city where the scene is laid,

As Bellow’s critic Ralph Freedman notes +the New York
urban milieu of “Seize the Day" reminds us that of the earl-
ier novel "The Victim" only on a different social and econom-

ic level: "the east-side walkup is replaced by the faded
89 Saul Be 1l 1low, Seize the Day, Penguin Books
Itd, Harmondsworth, Middlesex, England, pp, 122 s 41e
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pseudo-continental splendour of west-side apartment hotels..
TPhe numercus playing children Ieventhal constantly encoun=
ters are displaced by old men, living off the fruit of their
paskt successes, preparing their beds to die." .

The greater part of New York old men and women of con~
giderable wealth live in big residental hotels on two sides
of the Broadway in the 70th, 80th and 90th Streets. They are
mostly lonely pensioners, free from family ties who have
come here to spend their useless, empty o0ld age like Tonmy
Wilhelm’s esbtranged father. Bellow has.caught the physical
and mental banaliby of the disbtrict through Dr. .Adler’s
syes: B - . .
"Dy, Adler liked to sit in a coérmer thab looked across
Broadway down to The Hudson and New-Jersey. On the other
side of the street was a super-modern cafeteria with gold
‘and purple mosaic columns. On the second‘floorzappivaxe»eye
.school, a dental laboratory, a reducing parlour, a veterans’
club, and a Hebrew School shared the space. The old man was
sprinkling sugar on his strawberries. Small Hoops of brile
liance were cast by the wabter glasses on the white  table-
cloth, despite a faint murkiness in the sunshine. It was
early summer, and the long window was turned iwward: a moth
was on the pane; the putty was broken and the white enamel
on the frames was streaming with wrinkles,“gl

Tommy Wilhelm whom the vicissitudes of life have land-
ed to the ssme hotel with his father becomes keenly  aware
of the banal sterility of the hotel existence. Himself at
the prime of his mamhood, a "hippopotamus" in size, he is out
of place in the company of leisurely old people he meets in
the vestibules and cafeterias. He looks as an oubsider upon
the strange gathering of people who kill the time of the day.
Tt is a microcosm of soclety where everything is superfi-
cial, where masks and deceptions are the accepted rules,

Bellow has informally said in a classroom discussion
®Lhat one of his themes in "Seize the Day" ia +‘the city-
dweller’s fulfilment of personal needs on strangers. 92 In

90 Saul Bellow and the Critics, p. 57.
91 Saul Be 1 1ow, Seize the Day, pp. 35-36.
92 Keith M, Opd ah 1; opecit., p. 108,

=7y -



the sterile atmosphere of the regsidential hotel the feelings
that usually evoke private commitment are now casually ex-
changed in public., Thus Tomm;? Wilhelm’s father finds ful-
filwent not in his own children but in the respect and ad-
miraticon of his hotel associabtes. He is gratified in  his
role of "graand old man®, but impatient with his son’s sufe-
fering, and sends him away with an old man’s curse during
their last meeting at the massage-room:

"Go away from me now, It‘s btorture for me to look &b
you, you slobl!® cried Dr. Adleér, Wilhelm’s blood rose up
madly, in anger equal to his father’s, but then it sank down
and left him helplessly c&ptive to misery.®

Thus Tommy Wilbelm who feels himself lost in bhe jos=
tling crowd of New York, is still more alienated and misera-
bly alone at his residence in "Gloriana®, His +broubles re-
main buried in his own soul as there is nobody to tell them
aboub:

~"You had to translate and translate, explain and ex-
plain, back and forth, and it was the punishment of hell it-
gelf not to be understood, not to know the crazy <from the
sane, the wise from the fools, the young from the old, or
the gick from the well. The fathers were no fathers and the
song no sons. You had to talk with yourself abt nighb. Who
else was there to talk to im a ¢ity like New York."

The sterility of +the wurbsn civilization is also
stressed in the protagonist’s other combacts with people
apart from hig father and the hotel inmates. Already in his
younger days; the Hollywood agent Maurice Venice, who had
persuaded Tommy Wilhelm to become an actor, expressed the
tastes and spirit of the city. 2 He had praised +bhe movie
industry because it supplied the emotional life of the na-
tion. .

- He tells Willie that "everywhere there are people try~
ing hard, miserable, in trouble, downcast; tired, trying and
trying. They need a break. ... A ‘break’ through, a help,.
luck or sympathy" ... Being a movie-star '"you become a lover

9 ' Saul Bellow Seize the Day, p. 117,
94 ' Ibid., D. 90.

95 Keith M. Opd ah 1, op.cits., p. 109,
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to the whole world. The world wants it, needs it. One fellow
smiles, a billion people also smile, One fellow cries, the
other billion sob with him." %© '

Dr, Tamkin, Tommy Wilhelm later fatal acquaintance, epi-
tomizes this sterility and mental vacuuity of American urban
1ire, %7 :

As a psychologist, philosopher, poet and businessman in
one person, he is at the same time a spokesman for his soci-~
ety. In his role of "professional"™ psychologist he makes his
living by supplying "the emotional needs of strangers®, %8
This charlatan claims to do his work for love rather than for
money but, in fact, swindles the gullible patients dependent
"on -him,

Driven from his father’s callous impersonality Tommy
Wilhelm seeks emotional support in Dr., Tamkin’s spurious
kindness. Exploiting his hold on the victim,Tamkin cheats
Tommy‘of his last money to invest it in rye and lard at the
stock market when the shares of these articles are about to
fall, He dazzles Tommy with the play of his pseudo kmowledge,
but above all by his “wordly" philosophy:

eoe "The real universe, That’s the present moment. The
past is no good to us, The future is full of anxiety, Only
the present is real -~ the here-and-now. Seize the day."

With his glibe manners Tamkin makes Tommy keep him com=
pany at lunch and pick up check for his loan. After the crash
of their combined investment, he mysteriously disappears
leaving Tommy to face his immediate ruin,

Tommy’s pathos as a vietim of the society’s material
values and emotiomal sterlity is, however, only one side of
Bellow’s problem in the novel., Still more convincingly and
subtly he dissects Tommy as-a victim of his own nabure. "Seize
the Day" is.therefore not so much a naturalistic study = of
Tommy ’s downfall in unfavourable circumstances as a psycho-
logical study of his particular masochism and self-victimi-
zation, o

% Saul Be 1l 1o w, Seize the Day, pp. 25;26.
97 Keith M, Opdahl, op.cit., p. 109

% Saul Be 11 o w, Seize the Day, p. 45.

29 Toid., Pe 720 :
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Being outwardly the most kind-hearted and boyishly gen-
tle of all Bellow’s protagonists Tommy is, at the same btime
the chief enemy of his own self, He seems to have an  half-
canscious desire for sufferings and failure +that equals to
sadism and self-hatred. :

Already the general untidiness of his life, his sloven-
ly personal habits speak of disrespect for his own self, In
spite of his desperate attempts “to keep up appearances" he
is fast going to seed, his body grown fat and <flabby Lrom
nervous overeating and the use of sedatives,

The principal features of Tommy’s character are his care-
lessness and dirtiness that are particularly repugnant to his
neat and correct father. Owing to Bellow’s ironic detachment -
from his protagonist and to his shifting point of view, +the
reader is at times inclined to take the side of the callous
father and not of the suffering son. As seen from the fol-
lowing meeting at breakfast table, Wilhelm’s personality is
repugnant., '

"A faint grime was left by his fingers on the white of
the egg after he had picked awsy the shell, Dr, Adler saw it
with silent repugnance,.. The doctor couldn’t bear Wilky’s
dix;t;y habits, Only once ~ and never again, he swore = had he
visited his room., Wilhelm, in pyjamas and-stockings had sabt
on his bed, drinking gin from a coffee mug and rooting for
the Dodgers on television..., The smell of dirty clothes was
outrageous,"

Tommy Wilhelm’s coat pockets are full of "little packets
of pills, and crushed cigarette butts and strings of cello-
phane" together with pennies and various other odd objects.
In relationship with other people his conduct is often un-
balanced and neurotic, his mannér of speech, sadistic, 4s one
of the critics of the novel has pointed out, he is “given to
violent, explosive, scatalogical utterances™ in which he ex~
presses his hatred for "the world’s business"™, especially for
his father with whom a large income is +the mark of suc~

cesss 101
100 ; :
101 Saul Be 1 1o w, BSeize the Day, p. 41.

Saul Bellow and the Crities, p.’'135.
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-®Poo much of the world’s business done. Too much fale
a:.ty, ‘Be had various words to express the effect this had on
him, “Chicken! Unclean! he exclaimed in hig heart. Rat racel
Phony! Murder! Play the Game! Buggers!® 102

These neurotic utterances do not make Tommy Wilhelm a
critic of the capitalist order. He curses the rich and the
successful because he himself is vagucly aware of being a
regular misfit whose failure is of his own making, Had he
possessed more foresight and acumen he would have become
rich and perfectly satisfied with the general state of
"world’s business™, Sadly he recalls the old days when he
had had money s

‘ess "The Momey! When I had it; I flowed money. They
bled it away from me, I haemorraged money." 103

'I‘oimny Wilhelm’s short career is punctuated by wrong
steps of which he himself is aware. Already when he quit
college to. enter the movie in Hollywood, he had realized
that he was going ‘to make his first great migbtakes

soe "I was going to pick up a weapon and strike myself

" & blow with it." :

‘His next impetuous sbep was to leave the Rojax Company
without having any other Jjob in view. Albhough aware of the
fact that his own vanity had destroyed his career as a sales-

" man he could not but strike himself the final blow and give
his last savings to Dr. Tamkine

 Tommy Wilhelm’s masochistic desire for suffering be-
comes best evident in his dealings with the charlatan. While
under the spell of Tamkin’s philosophy to "seize the day™ he
at‘th'e‘same time realizes that the man is a humbug. Yet with
some mysgterious fabality he allows himself to be ruined by
hims i

eee "I was married to a lush,"™ said Tamkin. "A painful

glcohdlic ... but I loved her deeply. She was the most spir—
itual woman of my entire experience.“

102 " Saul Bellow, Seize the Day, p. 2l.
103 Tbid., D. 45.
104

Tbid., p. 21,
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- "Where is she now?" :

- "Drowned," said Tamkin, ™At Provincetown, Cape Cod.
It must have been suicidece.™

"Iiar!" Wilhelm inwardly called him.” Nasty lies, Ee in-
vented a woman and killed her off and then called himself &
healer, and made himself so earmest he looked like a badw
natured sheep... He believes he’s meking a terrific. impres-
sion, and he practically invites you to take off your hat
when he talks about himselfs and he thinks he has an imagi-
nation, but he hasn’%, neither is he smart.

Then what am I doing with him here and why did I give
him the seven hundred dollars? thought Wilhelm,®

All these scenes are focused in the consciousness of
the hero while the reader at the same time realizes his mas-
ochistic desire for self-victimlzation. When Wilhelm final-
1y drops under the weig'ht of the hard blows he has received,
he is both pathetic and comic in his misery. Garried by the
crowd into “the happy oblivion of tears® he starts praying
mercy from his father: ) '

; "”Oh,,‘ Father, what do I ask of you? What’ll I do about
the kids - Tommy, Paul? My children. And Olive? My dear?
Why, why, why — you must protect me sgainst the devil who
wants my life, If you want it, then kill me. Take, take it,
teke 1t from me ..., The flowers and lights fused ecsbtatical-~
© 1y in Wilhelm’s blind, wet eyes; the heavy, sea-like music
came up to his ears. It poured into him where he had hidden
himself in the centre of a crowd by the great and happy ob-
livion of tears. He heard it and sank deeper +han sorrow,
through torn sobs and cries toward the consummabtion of his
heart’s ulbtimete need." 106

Thus Wilhelm‘s plea for help and mercy seems t0 be a
plea that others give him the esteem he cannob give himself,
Still Bellow suggests a btentative affirmstive message through
the obvious helplessness of Wilhelm’s sibuation in the am=
biguous ending of the novel.

By writing the greater part of the story as an ironi-

105

106 Saul Be 11 o w, Seize the Day, pp. 102, 103,

Ibid., pp. 125=126,
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cally detached narrator through Wilhelm’s eyes, Bellow delib-
erately blurs the distinction between his protsgmist and him=-
self, When he speaks out in his own voice he gives some mean~
ing to Wilhelm’s confused thoughts about. his "heart’s ulbi-
mate need”. Through his sufferings and "deep sorrow" he seems
o realize at last the hard truth that ™she business of Life,
the real business is to carry his peculiar burden +to feel
shame and misfortune - to taste these quelled tears™ and not
to seek for mercy in others,

VI,
"HENDERSON THE RAIN KING"

While Tommy Wilhelm is faced with the dilemma: how to
live without any money and permanent income, then Henderson,
the hero of Bellow’s fifth novel, "Henderson the Rain Kiﬁg"
(1959), is troubled with a diametrically different problem:
how to live when you are rich and have everything except hap-
piness. Both heroes, however, have in common their coumplete
alienation, from modern civilized society.

Bugenie Henderson, the only Gentile protagonist in Bel-
low’s novels, is a vigorous middle~aged man, whose capital
runs into millions, "whose life is cluttered not only with
money bub with wives, and children and mistresses, and estates
and servants,™

He comes from a respectable American family: "his great-
grandfather was Secretary of State, his great-uncles were am~
bassadors to England and France, and his father was the fam~
ous scholar Willard Henderson who wrote the book on the Al-
bigenesians; and friend of William James and Henry Adams." 108

He himself, however, according to his own Words, has al=
ways been one of the "loony" members of the family, who has
behaved like a “bum'. With his ungainly outside appearances
~ "gix feet four inches tall. Two thousand and thirty pounds.
An enormous head, rugged with hair like Persian lambs’ fur,

107 Nathan A, S ¢ o t t, ODwCite, Pe 50.

108 Saul Be 11o w. Henderson the Rain King, Faw-
cett Publications. Greenwich, 1965, pe. 1C.
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suspicious eyes, usually narrowed. Blustering weys. A great
nose 109 . he epitomizes human desire in caricature,

Henderson is not a "good man" like other Bellow’s herces
who, in the iteeth of all obstacles try to remain human and
accomodate themselves to the surrounding world, In his un-
qﬁenched. desire he is malicious and 'vengeful. He quarrels
with his wives, harasses strangers, fights with the police
and threabtens even suicide. Against his own will he becomes,
a murderer when the noise of his rage kills the family cook,'

Hoving been in the active service of World War IT heI
decides to become a farmer, For this purpose he turns his
luxurious Connecticut estate into a pig farm. Bellow’s iron-
ic comment on American reality is given in Henderson’s wordss
"When I came back from the war it was with +the. +thought of
becoming a pig farmer, which may be illustrated what I
thought of life in general." (My underlining = A.L.)

But pig-breeding cannot satisfy Henderson, He starts
thinking of the human side of this practice. Although "“tax-~
wise, even the pigs were profitable... they were killed,
they were eaten, They made ham and gloves and gelatin and
fertilizers!® 111 And Henderson asks himself rhetorically:
“Man! That’s who it is, Man.® 112

Henderson is chronically dissatisfied with his lifs, but
does not himself know what he wants., BEvery afternoon an in-
ner voice in him cries out: "I want!" When he tries to sup~
press this voice, it gets even stronger and says one andthe

“same thing: "I want! T want!" As Henderson does not under—

stand the nature of his voice all his abttempts to quiet or
‘appease it fail: "I would walk it. I would trot it. I would
sing to it or read to it. No use." 1.

It is evident that Henderson experiences a profound in-
ner crisis: he does not know any more why he 1lives. His
"living death" is satirically observed in the novel by his

109 ‘Saul Be llow, Henderson the Rain King, p.a,
110 Tbide, Do 21e

111 Tbide, Do 24.

112 Tbide, Do 24.

113

Ibidsp Po 214‘9
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communicative approach to the dead. He spends many hours in
a damp basement study where he hopes to reach his dead par—
ents’ spirits by playing violine to them, Every morning,
wearing a red hunting cap, a velvet robe, and dirty farm
boots, he retires to the basement to demonstrate the immore
tality of man:

eeo "It so happens," he tells us, "shat I have never
been able to convince myself the dead are ubterly dead. When
I learned a few pieces, I would whisper, "Ma, this is *Hu—
moresque” for you® or "Pa, listen = *Meditation’ from Thais’,
I played with dedication, with feeling, with longing, love -
played to the point of emotion collapse.®

The caricature of Henderson’s "living death™ becomes
more meeningful in the context of the "dead" eivilization in
general. E,‘he America that is governed solely by material
values, by an undue worship of artificial things, is satir-
ically expressed in the background of his charwoman’s daily
life, When Henderson visits Miss Iennox’s cottage after her
death, he is astonished at the accumulated junk he witnesses
there, He must climb from room to room "over the boxes and
baby buggles and crates she had collected....Bottles, lamps,
old bubter dishes and chandeliers... shoppihg bags filled
with strings and rags and pronged openers... and bushel bas—
kets full of buttons and china door knives. iAnd on the walls
calendars, and pennants and ancient photographs.” 115

Seeing all this rubbish of her artificial world Hender-
son thinks that it is representative of American civiliza~-
tion in general. He cries oub in dismay: "How can we? Why
do we allow ourselves?"

Although Henderson cannot find self-fulfillment in ¢ive
ilized world, he cannot accept the idea that his soul is en—
tirely dead. Thus doggedly leaving everything 'behind, he
suddenly sets off for Africe in quest of his own "self“

Bellow 'bakes his grotesque hero to African mlderness
to cure him of the ills of civilization, to contact him w;yth

114 Saul Be 11l ow, Henderson the Rain King, ps 30s
115 Tbide, Do 39.
116 Tbid., Pe 39.
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people who are not entirely deprived of the wisdom how +to
live -better,

Tmmediately before writing the novel Bellow had spent a
few months on his axrbh.ropological studies in the primitive
surroundings of American Indians in Nevada which evidently
might alsc have been responsible for the exotic getting in
"Henderson the Rain King"., The Africa, however, where Bel~
low takes his hero is not the contemporary "black continent™
fighting for its independence and sovereignity. Neither is it
the natural world of the primitive bushmen in the past. Hen-
derson’s Africa that must effect his cure is a dreamldfd,
symbolic of his own "dark soul".

Bellow’s meaningful ridicule of Henderson’s  quest of
self is revealed at the start of the hero’s trip. As Keith
Opdahl notes "the trip begins as a burlesque of the Heming-~
way hero, who has the same initials as Hemingway, has “always
been a sort of African buff?, he buys a 375 H and H Magnun
rifle because he read about 'a fellow from Michigan’ who had
onee" Y7 4g the critic further asserts: "Bellow’s comic ver-
sion of Hemingway’s strong man is more than criticism. Hav-
ing created several weak heroes, who were not “big enough to
fight with life’, Bellow now creates a comically strong
one,."

Like a typical picaro Henderson starts his trip with a
companion Charlie, together with whom he had atbtended danc—
ing school in 1915. Seeking, however, greater danger than he
can possibly find with the "settled"™ Charlie he changes him
for the native guide Romilayn.Together theytxavel by a jeep,
by a plane flown by an unshod Arab, and lastly on foot. Hap-
- py about his newly won freedom Henderson exclaims: "I  got
clean away from everything,"

Henderson’s further adventures in the exotic bring him,
however, to non-existent 1énds of myth and magic where his
symbolic transformation is finally carried into effect,

The tribe he first encounters, Arnewi, are a mild, pa-
cific people who raise and worship cattle, ILike their totem

117 Keith Mo O p d a h.l, ope.cite, D 43.
118 Ibid., p. 125.
119

Saul Be 11 ow, Henderson the Rain King, p, 42.
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animals, cows, they embody suffering and loving passivity.
&t the head of the tribe is Prince Itelo, an educated man,
“who has learnt English at a Syriand school. Thus Henderson
has no difficulties in communicating with him,

Henderson arrives at the Arnewi village at the time of
a great trouble when a lasbting drought is killing their cabt-
tle, Henderson, an ex~pigfarmer, entirely sympathizes with
“the c‘aj:tle-bfeeders and is ready to help them. He learus,
however, from Itelo, that they have a large resexrvoir full
of water, contaminated by frogs which frighten the cattle
away and which the villageré have a taboo against killing,
The gentle Arnewi who love the:.r cattle sit up all night to
comfort ‘them,

If Arnewi reésign to suffering as their lot, thelr queen
Willatale has found joy in it. She has created a philosoph~
ical balance by reconciling the two opposites, On the one
hend, she finds her joy by accepting the chaotic world, on
the other, she has "risen above ordinary human limitations®,
Although she is miss:l.ng teeth and has only one eye, Willae=
tale smilingly welcomes Henderson to their land. Wrapp'ed in
lion skin, sitting on hér throne like a goddess, she is ready
t0 teach her philosophy of resignetion to Henderson, who is
in quest of truth about his "dark self", Sharing the secret
of her life philosophy with Hendersom, the wise old queen
tells him that the sleep of his spirit is self-imposed, ‘and
that he has "grun-to-molani", i,e, "desire to live",-

Peeling his hour of liveration near and driven by the
affection the tribe shows towards him, Henderson doss a pub-
lie “"service", As an ex-soldier he improvises a grenade to
blow uﬁ the frogs, but unfortunately blows up the whole cis-—
tern of water. As a typical American, he wants to makeé use
of his technical knowledge, but in his ‘eagerness destroys
the very thing he seeks to save, The cows groan and the
frightened’ v:.llagers watch their water flow J.nto the desert
floor,.

Henderson suffers keenly from the bitterness of his de~
feat as things had been going on well for him. Thus, Zfol-
lowed by the reluctant Romilayn he léaves ‘+the gentle ti-j,‘be
and wanders back into the desert. . L

" After his first faillré on African soil Henderson is
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tempted to go back to America, but finally still decides to
continue his "“quest for self": T haven’t got muchhqpe,
- argues,"butall T know is that at home I‘d be a dead man,"

It is with the next tribe, +the Wariri, that Hender—
son’s most significant advenbtures occur. At the very outset,
he learns from the Wariri that they and the Arnewi had form-
ed a single tribe in the pasts They had parted, however, over
the question of "luck™. In their language "wariri®™ means
“lucky®™, whereas “arnewi®™ is the opposite, ™unlucky®., And
soon Henderson must realize that the Warirl, who meet him
challengingly with guns, fully justify their name.

Just like +the Arnewi, +the Wariri are suffering from
droughb. But they set about their trouble in & different way -
- with a rain ceremony, and are convinced that they w1ll
achieve rain in spite of the cloudless sky.

The Wariri tribe is warlike and violemnt, givem to drink-
and quarrelling. "Some of the men wore human jaw bomnes &s
neckpieces under their chins.," Their athletic, handsome
Prince Dahfu Best'expresses their warlike nature, ’

Henderson is invited to take part in the rain ceremony
during which a cow is slaughtered and an o0ld man slashed.

The wild snd assertive nature of the Wariri is most
strikingly revealed in the rain ceremony. They whip <their
wooden idols, placed in the centre of an arens, into submis-
sion. Henderson is tempted into a trap: when the strongest
man of the tribe fails to 1ift the heavy idol of Rain God=-
dess, Mummash, he is given ‘the permission to try his s&mﬂu§ﬂ5
without realizing the danger imvolveds:

"Benevolent Mummah her fat face shone'to The ‘sun with
splendour. Her tresses of wood were like a stork’s nest and
broadened upward - a homely, happy, stupld, patient figure,
she invited ‘Turombo or any other chempion t0 try his
strength," 12 And Henderson the "champion" cries out: "I
lifted her from the ground and carried her twenty feet to
her rew place -among the other gods. The Wariri jumped up and
down on the white stone of their stands, screaming, singing,

120 Saul Be 11 ow, Henderson the Rain King, p.
121 3. |

Ibide, PPe 156-157.
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Taving, hugging themselves and one anothers and praising
one,"

After his success Henderson is festively made Sungo -
‘the Rain King and the occasion is <festively celebrated:
stripped naked he is thrown into a s,tagnant cattle pool,

) As a result of the successful ceremony rain starts
pouring down, and Henderson dances on his bare feet in +the
cruel, exuberant scene, v '

Before Henderson discovers that he had been vietimized
and his 1life in danger, he undergoes a "lion=cure" under
the guidance of King Dahfu.

Just like Willatale, the queen of Arnmewi, King Dahfu
has formed his own philosophy of lifé, based on ‘the manners
and values of his 'btri’.be. But differently from Willatale’s
passive resignation, Dahfu has formed a more so]dieﬂy ‘theory
how evil may be overcome,

"Man is a creature who cannot stand still under blows,
a creature of revenges. A brave man will try +o make the
evil stop him, He shall keep the blow," 127

According to Dahfu, man can become strong and keep the -

blows by exchanging "good" for "evil", As an idealist phi-
_losopher Dahfu believes +that everything originates from
men’s brain, he can create even his own body: "He is the
artist of suggestions. He himself is the principal work of
art, in the body, working in the flesh," 12%

The different ph:.losoph:.es of the two tribes are also
~expressed in the bodily appearances of their chiefs. - The
resignation of Arnewi has found its embodiment in the fat
toothless, one-eyed queen Willatale, whereas the militant
cruelty of the Wai'iri corresponds to the athletic grace and

" ease of their King Dahru ‘

' The totem animals of the two tribes are also dﬁferent.
In place of. the Arnewi’s meek, sufferlng cows ‘the Warlrl
worship the liom. - :

King Dahfu h:unself keeps his magnificent pet lioness

_122 Sau%GsB el1low, Henderson +the Rain King,
. p. @ ’

123 Tbide, DPe 213-214,

124 Tbid, pe 237.
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in a den under his palace. Remembering Henderson’s  remark
that pigs "have become a part of me"™ he proposes the mil—-
lionaire to go through a "lion therapy" in order to change
both his inner and outer image, He claimg that "lion thera-
py" will enable Henderson to accept the cruel reality of the
aniverse,

"Be the beast! You will recover humenity later, but for
the moment be it utterly." 125

The therapy that takes place in the lioness’s den con-
sists in Henderson’s repeated exposure to the beast., First
horrified beyond words by the enormous lioness, but forced
-to quell his fears, Henderson gradualiy starts imitating the
beast - by moving in all fours; growling and roaring. The
comedy of the scene reaches its climax when Henderson fin-
ally is able to imitate all lionlike qualities snd when Dah=
fu and the lioness wabtch Henderson "as though they were at-
tending an opera performance.”™ To the same effect is Hender—
son’s own description of his experience.

"ind so I was the I;east.’ I gave myself to it and all my
‘sorrow came out in the roaring, my lungs supplied <the air
but the note came from my soul, The roaring scalded my throat
and hurt the corners of my mouth and presently I filled the
den like a bass organ pipe. This was where my heart had seut
me, with its clamour. This is where I ended up, bub whenall
this had come forth, there was still a remainder, The last
thing of all was my human longing." 126

As several critics have noted Dahfu’s philosophic theo-
ry and lion therapy "are shrewdly appropriate to Henderson’s
weaknesses, and in fact resolve several issues..." 127 con-~
fronted by other Bellow heroes., Like the other heroes before
him Henderson "“fears the world because he is dependent on
it for his identity. If he could achieve the lion’s aubono-
' ny, Henderson would be less frustrated and would have fewer
"blows" to pass on". 128 While the Armewi queen Willatale
has learned "to transcend pain, Dahfu has learned to derive
strength from its sources."

Eg Saul Be 11 o w, Henderson the Rain King, pa 226.
‘ Ibid., p. 226.

iiZ’ See Keith M. Opdahl, op.cit. p. 132.

i Ibid., p. 132

129 1 P ]

,Ibid‘i Pe 1320
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- After his encounter with Dahfu’s pet lioness Henderson
is made to undergo a still more severe test of "reality® to
encounter the untamed male lion, Gmilo. This second lion is
representative of Dahfu’s father, the former king, Dakfu hime
self must captuie him to strengthen his position among the
W'ap;tri. ) )
‘ This test proves to be the hardest to Henderson: vece
"certain words crept into my roars, like ®Ged", ®Help", "TLord
have mercy", only they came out "Hoolp!" "Moooocry!"™ It‘s
funny what words sprang forth. "Au secours™, which was "Se-
cooooor” and also "De profooooondis"™, plus snatches from the
"Messiah™®, .

In his encounter with Gmilo, Dahfu’s symbolic lion~
Pather, Henderson ultimately meets his "reality", because the
lion forces him to awaken from his dream = +to 1live in the
real world.

Henderson’s predicament lies in the fact, however, that
Dahfu himgelf dies in his attempt to capture Gmilo. He finds

" himself automatically heir to the thPtone of "Sungo®, the rea-
son why nobody wanted to be the Rain King. As his future
among the Wariri means sure death he effects his escape.
Stealing the lion cub which contains Dahfu’s soul Henderson,
and his attendant Romilayn, flee back to civilizations

But Henderson is a renovated man "eager to know how it
will be now that the sleep is burst". He has changed his name
to Ieo E. Henderson and plans to enter a medical school in
order to serve the mankind in the fubture,

In his African dream it was. the warlike Wariri who had
taught him to find a reality compatible with his own nature:
"Well, maybe every guy has his own Africa," he argues, ®Or
if he goes to sea, his own ocean, By which I mean that as I
was a turbulent individual T was héving a ‘turbulent Afri-
ca.,ﬁ" 31 . ‘

Henderson’s greatest ‘gain from his symbolic African
trip is that he has found a way out of his narrow inner self,
He knows 00 well what it means ™bo 1lie buried in your—

130 Saul Be 11ow, Henderson the Rain King, p.
2319 )
131 1bide, pe 232.
- 88 -



self", 132 and has therefore widemed his scope to the sure
rounding world and fellowmen,

Already before the lion~hunt with Dahfu he had written
a letter to his wife Iily which testifies to the process of
his gradual change: "I had a voice that said I want! I want!
T want? I? It should have toldme s he wants,he. wants,
they want.-  Apd moreover, it’s love that makes reality
real. The opposite makes the opposite." 1

At the end of the novel when the plane on which he is
bound for New York, stops at Newfoundland for fuel, he starts
making plans for the future. Apart from the liom-cub, con-
taining Dahfu’s soul, his other companion is & Pergiam or—
phan, who is sent alone to Nevada., Carrying paternally the
orphan in one arm and the lion-cub in another, he rums jaumtis
1y along the airfield in the white silence of the Arctic.

Thus Bellow leaves his comic hero, awekened to reality
and cured of "alienation®™ on his way to America and a new
life, Like in the author’s other novelsthe affirmative end=-
ing is tentative and ambigtious as the reader 3is not shown
Henderson’s renovated "self" in practice. Unlike Augie
March, however, who at the end of "The Adventures of Augie
March" tries to hide his utter alienation and disillusion=
ment in a spurious optimistic phrase about Columbus who dis-
covered America, Henderson sounds genulnely optmstie and
at home in the real world.

132 gyl Be 110w, Henderson the Rain King, p. 233,
133 mid., p. 241, -
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VII{ -

“HERZOG"

' - MOst critics consider "Herzog"”, Bellow’s. sixth nowel,

t0 be his masterpiece and a kind of summing-up of his. pre-

vious fiction. 154 The central problems that had occupied

the writer for 20 years are in this novel brought to a syn-
thesise .

One the one hand, we meet here again Bellow’s typical
alienated urban hero at the moment of a profound innher cri-
s8is when only one fatal step separates him from the ulbtimabe
ruin,. and on the other ;hénd, we realize the desperate at-
tempts of the same-hero to find a way out of the impasse he
has fallen, to assert himself in the inimical outside world.

At the same time "Herzog" also marks a positive shift
in Bellow’s social approach. While still preoccupied with
the everlasting inner drema of the hero, the wriver ~ghows
moré boldly than before, the hero’s growing protest against
everything in hie surrounding world that threatens to rob
himfof his humanity. Thus the hero’s self-analysis gives, at
tlmes, place to an ana1y51s of the social abuses in Amerl-
can reality which have ‘caused this crisis.

This shift in Bellow s world outlook seems to have been
condltloned by the changed social atmosphere in which "BEr-
2zog" was written., His previous novels of the ‘508 = "The
Adventures of Augie March", "Seize the Day" and "Henderson
the Rain;ggggfu still bear the imprint of the close social
atmosphere of HMcCarthylsm: and its over—all political re-—
action. In these novels the spirit of the so=-called "ime
1d decade™ might indirectly be observed in Bellow’s natu-
ralistic impassivity and modernigtic skepsis of the treat-
ment of the hero and the social scene. Writtenp in the more
favourable social atmosphere. of the ‘60s, "Herzog" has be-
‘come a more critical and affirmative novel, Although "Her-~

134 Saul Bellow and the Critics, pp. 184-206.,
135 MO.Merngexsco H, Connansno—xpnwuqecnﬁe Mo-
THBH B TBopYecTBe bBeinoy, Anngiika z UmBepa. B KH Ipo-

onemu aurepaTypr CIIA XX Bers, Mocusa, "Hayxa" 19'70 c.64.
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zog" is above all a psychological study and the burning so-
cial 1ssues of the perlod are not the author’s 'maln con—
cern, he stlll reacts boldly to the changed spirit of the
American people, At times he comes openly out against " the
policy of the Imperialist warmongers and the gbuses of West—
ern civilization in general. The still strong naturalistic
and modernistic colouring of the novel, sometimes gives
place to genuine realism and social exposure.

Like other Bellow’s novels, "Herzog" has a marked auto-
biographical background. There are references toa childhood
in Canada of the “30s as well as to a heritage in the Polish
ghettos., The protagonist has been involved in two succes—
sive unhseppy marriages like the author,136 and is, in fact,
the first University man among his heroes.

"Herzog" seems also to be the most "personal" of Bel=-
low’s novels as its ideological content is full of immedi~
ate self-reference. But although Bellow has pubt agreat deal
of himself into his probagonist, he retains from start to
finish the detached attitude of an observer toward him with
his twist of irony and caricature.

The hero of the novel, Moses Elknah Herzog, is a forty—
three-year old Canadian Jew whose life has largely been spemt
in the academic circles of Chicago and New York. He is a
professor of histdory specializing in the Romantic movement,
He is the author of a number of scientific articles and es~
‘says, and his recent book, "Romanticism and Christianity"
had, at the time of its publication, established him as a
young scholar of considerable orginality and promise.

Although Herzog had in the said book set a noble aim to
show "how life could be lived by renewing universal connece
tions" 157,by an irony of fate, his own lifeis neither hap-
py nor successful. When the novel opens, Herzog’s personal
life appears very nearly to have collapsed. He has stopped
;ecturing at the college‘and is without any permanent posi-

136 At the time of writing the novel Bellow " had  di-
vorced his second wife and had married his third, Su~-
san Glassmen,in 1961, See Robert De twe i le r- e
op.cite., D i

137 Saul Be 11 o w, Herzog, Fawcett Crest Book,
New York, 1965, P. 33. . o i
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tlon. Distracted by hlS marrlage and "mea.n:.ng—of—life" trou—
bles, his scholarly research has, in fact, reached an im-
passe, He cannot concentrate on the following parts of Ro-
mantlcism, on Rousseau, Kant, Hegel, so that he hss virtual-
ly given up the work on his new book. He has also squandered
a patrmony of 20 thousand dollars on an isolated and dilap-
idated country—house in the West of Massachusetts, the Berk-
shires, that does not provide him any home. Deserted by his
second wife, Madeleine, who has run away with his best
frlend Gersbach, separated from his favourite daughter Juzms9
Herzog is facing a hum:.la.atn.ng loneliness and close _nervous
breakdown.,

The pressures of life are weighing so heavily on Herzog
“%hat "gome people thought he was cracked, and for a tlme he
himself had doubted that he was all there®, *>° But being
almos’c at the end of his ‘t:e’cherg he unconsciously becomes his
ovmn psychiatrlst., His self-agsigned therapy consiste of writ-
mg notes and letters to everyone under the sum. "H:deen in
‘the coun‘ary, he wrote endlessly, fanatlcally, %o the newspaw
pers, to people in publ:.c life, to friends and relatlves and
at last, to the dead, his own obscure dead, and :E'n.nally the
famous dead” 3% and the God himself. According Herzog’s own
words the aim of these letters, never posted, was his "need
to explain, to have it out, to ;;ustlf;y, to put in pefSpéc—
tive, to clarify, to make amends," 140 _ ,

Through this discipline of letter-writing, through the
recollections of the past, the clarifying of his "p::-esent ex~
perience, Herzog finally succeeds in gathering up the scat-
tered fragments of his life, and effect, if 'no-i: a cure, then
at least a balance, ’

Thus this novel of past remmscences, with’ the - "let-
ﬁefs" skl.lfully linked to the basic sequence of events,'gfad-
ually unfold the history of the man, deeply affected- )

Bellow does not idealize his prétagomst. Being a pene-
trating observer of life, he never fails to see tragedy sep-~
‘arated from comedy. In his complex, ironic portrait of Moses

138 . . Saul Bellow, Herzog, Po 7o
139 Ibid., pe 7e
140 Tbide, Do 8.
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erzog we recognize an mtelleetual with genuine "moral im-
pulses", at times with a burning social comscience, but also
a suffer:u.ng buffoon, whose troubles are often of his own
mBklngo

The J_mmediate cause- of his nervous breakdown, thorough«-
1y analyzed in the book, is the divorce of two successive
unhappy ma:r:riages. He himself, however, :.s far from being a
saln'be He has deceived his first wife Dalsy, as well as’ the
second, ]&fI:s.de;LeJ.J:ze9 for whom he bears a- speclal grievance. 'He
has had his Wandas, Sonos, Zinkas and Ramonas one after an-
'other 141 His own impulsive nature and eccentric behav:.ou‘
has often been the cause of msunderstandmgs or suffer:.ngs@

For all his defects; however, Herzog _possesses an orig-
" inal power of anal;yzih,g people and pheromena of life around
him, His comments on various intellsctual issues, as well as
his :Lndependence of fash:.onable pseudo-fcheories and current
thought reveal hm ‘as an exceptionally erudite and  elever
mane
A Bellow’s achievement in the novel lies in the mastery
with wh:l.ch. he shows Herzog s supremacy to the petty people he
" comes into Gonmbact with, and in the criticism of +the social
"reality these people represent. ‘l‘hrough Herzog’s eyes we are

presented a number of middle-class people, who all, b0 a

greater or lesser ext:ent ,8re products of Americean u.z'ban Cive

ilization,

_ Madeleine, Herzog’s ex~wife, J.s an mtellectual snob

whose temporary 1nterests in sc:.ence and. culture are govemed
by bher ‘own extravagant tastes or b;y the current thaugh‘b in
fashionable society. According to Herzog 8 sabirié’ comment,
her pursu:.ts include such widely dlfferen'b phenomena ass Sla-
vonic 1anguage studies, Russian d.éeal:lsts, Soloviev and Ber-
‘dyaev, but also "“the French Revolution, Eleanor of Aquitainey
) Schliemann s excavations at Troy, extrasensory perception,
~ then tarot cards, then Christian Sc:.ence, before that Mirae
beau; or was it mystery novels (Joseph:.ne Tey), or science
fiction (Isaac Animv)'?"

141

Saul Be 1 1o w, Herzog, p. 87.
142

Ibid., pe 93,
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Herzog rightly sees in Madeleine ‘s changing hobbies on-
ly a pose, and his following remark is also pertinent; "The
:l.ntensit;y was. always high, If.she had one constant interest
it was muur:der mysteries., Three or four a day she’d read. ,,14%

Madeleine’s love for senseless luxuries and her uneco-
nomical housekeeping has always been a grievance to Herzog
who is not too well off, “Will never understand what women
want™, he writes in his “letter" to Madeleine in comical des-
pair. "They eat green salad and drink human blood™, 144

But in spite of her Bohemian recklessness Madeleine can
also be calculating and mean in financial matters as her de-
tailed prepafation for the divorce reveals. Not only does she
secure for herself the greatest possible trophy from the
wreckage of their married life -~ the house, +the furniture,
the car, the child ~ but she is also ready to .have Herzog
followed by a private detective and send him to a lunatic
asylum, by spreading rumours. about his inganity.

Madeleine’s lover, Valentine Gersbach is her true coun-
terpart in self-interest and hypocrisy. He has a different
face for every man; acts as Herzog’s friend while cuckold—
ing him, He also makes use of Herzog’s services to get a re~
munerative position in television while at the same time
plotting with Madeleine the divorce. "They divved my up, Val-
entine took my elegant ways, and Mady’s going to be the Pro~-
:t’essor",l“5 Herzog complains +to his zoologist friend, a
truly good and selfless man.

‘ The main moral agent of the people in Herzog’s immediate
circle is-self-interest and profit. Aunt Zelda, who turns out
to be another "crook" in Herzog’s drama, entirely  supports
Madeleine’s tyrannizing her "cranky" husband. In Zelda’s view
her niece had a right to expect "from her husband....safety,
money., insurance, furs, jewelry, cleaning women, drapes,
dressés, hats, night clubs, country clubs, automobiles, thea-
tre." 1 Herzog’s bitter experience of the conspiracies and
tricks .of the two women make him draw the conclusion that

143 . Saul Be llow, Herzog, p. 93.
Ltk , Tvid., p. 56.

145 Tbid., D. 327.

146 Tbid., Pe De She

_%—



they had’ "the sdme standard - Zelda, ‘with dyed halr ‘as dry
as exne131on and the purplish lines om her: 1ids w AT ‘was
also experienced in female deceit and husband bullylng” '

Calculating and money-ridden dre also othexspeqple‘con—’
nected w1th Herzog 8 dlvorce. His Chicago lawyer Sandorfﬁnh
nmelstein who pretended to be hls friend and even affered.hlm
shelter when Madeleine had put him out of his house, was, in-
fact, double-dealing between the two parties: o

"+so "I left you momey for an emergency," Herzog writes
in his "letter" to him, "you turned it all over to Madeleins
to buy clothes. Were you her lawyer or mine?" " :

In Herzog’'s opinion, Sander Himmelstein' is é'“suckér“
like most lawyers in the city. "He squeezes the poor. Buys
credit papers from merchants who sell fancy goods on  in-’
stallments to prostitutés on the South Siden,1#

The same is true of the psychiatrist Dr. Edvig, who had
cut profit from both of his "patients". While ‘"treating" Her—
zog he helped at the seme time Madeleine get the divorce by
testifying to his mental trouble and allowlng him o befbl-'
lowed by the police,

These people are all very typical of ~ American - urban
civilization the victim of which Herzog has been ‘depicted in
the novel, When Augie March called such people who' tried to
"pestrict"” his fate and "manipulate" his character, "Machi-
avellians", then Herzog refers to them as "Reality Instruc—
tors", Théy are people who "want to teach you -~ to punish
you = with the lessons of the Redl", 150 péoplé who posi-
tlvely enaoy thrustlng forward the low view of truth, cruel‘
in their relish of the nastiness of life, ' '

" However naive or ridiculous Herzog might seem to bé in
the eyes of the "Reality. Instructors™ ke is both intellece
tually &and morally superior to them. As John W. Aldridge in
his review of the novel has aptiy remarked: .o« "in cohphri-
son'with them he is 1neffectual, bumbling, and a fool =~ the
very type of the silly 1ntel;ectual, helplessly adrift in

147 Saul Be l1lo w, Herzog, p. 51. . Lo
148 Tbid., D. 51. ’

149 Tbid., p. 115,

150
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the cutthroat world of practical affairs. But however ridi—
culous ‘he may be, he is also so much more a humen ‘being, 80
much more sensitive and responsi‘ble than they, that his riﬂi-
culousnese becones, like his su:ffern.ng, a badge of honour,
the mark of his moral superiority. For Herzeg is ‘selfless
where they are selfish, loving where they are hateful, WIy-
1y comic, where they are gruesomely grotesque.., whose pre—
dicament is that he is finally too pure for this world."151

Bellew has built up Herzog’s drsma on his conflict with
the current standerds onmorality. The fact that the protago-
nist is a "crazy" intellectual has enabled him to ;judge more
‘openly these standsrds,

Bellow has also shown Herzog’s independence from vari-
ous current truths concerning American civilization amd cul-
ture, Apart from the "letters"™ that bear upon his marriage
trouble there are different addresses to scientists, phi-
loeophers and statesmen, which are eloquent of the profes-
sor’s own views. These "letters" are s in fact, a clever sty-
listic device by means of which the novel’s ideas permeste
the whole of Western culture, -

Thus in a number of "letters" Herzog attacks the 'pee-
simistic conceptions of existentialist phllosophy, fashion=
able in the IEA in the middle oi’ the 20th centurye In an
early passege of ‘the novel he polem.zes with Heidegger and
"other German existentialists who propagate the defeat of the
Western civilization and the "second Pall of Man". He writess

ees MMy life would prove a different point altogether.
Very tired of the modern form of historism which sees in
this. ci.v:l.lization ‘the defeat of the best hopes of Western
religion and thought, what Heidegger calls the second Fall
of Man 1n1:o the quotid_len or ordianry HNo philosopher knows
what the ordinary is, has not fallen into it deepenough, 152

"Refuting the antihumanist idea of the "Fall of Man™ he
e.sks Heidegger a direct queetlonz "Dear Doctor " Professor
Heidegger, I should ‘like to know what do you mean by the ex— '
pression “the falil of the quotn.d:.an" When did this fall oc-
cur? Where were we standing when it happened?™ 153

DI _ Saul Bellow and the Crities, p. 209.
152 SBaul Be l1low, Herzog, p» 133.
153 Tbid., P. 65, ’ S
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Herzog sums up his eriticism of the pessimistic concept
of the existentialists in a later conversetion with his zoo-
logist friend Asphalter:

eoo PIt all goes back to those German existentialists
who tell you how good dread is for you, how it saves you from
distraction and gives you your fresdom and makes you authenw
tic, God is no more, Bubt Death is, That’s their story. And
we live in @& hedonistic world in which happiness is set up
on a mechanical model, All you have to do is open your fly
and grasp happinsses. 4nd so these theorists dintroduce the
tension of guilt and dread as a corrective.™

He comes to the conclusion that "humsn life is far sub-
tler than any of ivs models, even these Iingenious German
nedels ..o The new attitude which makes life a trifle not
worth aenyone’s anguish threatens the heart of civiliza-
$ion®,t

In a longer "letter"” +to Shapiro, a fatuous scientist
from his own academic circle, Herzog argues how injurious
can be the "Wasteland outlook™ of the existentialists when
applied to modern historys

cee "the commonplaces of the Wasteland outlook, the
cheap mental stimulants of Alienation, the cant and rant of
pip-sgeaks about Inauthenticity and Forelorness. I can’t ac—
cept this foolish dreariness, We are talking about the whole
life of mankind, The subject is too great, Shapiro, It tor-
nments me to insanity that you should be so misled. A merely
aesthetic eritique of modern history! After the wars: and
mass killings!®

In arguments of this kind professor Herzog clearly ex~-
presses Bellow’s own ideological concepbs, expounded in. many
of his theoretical essays and interviews with critics. o7

Bellow’s own views can also be observed in many of Her-
zog’s political arguments in which he openly attacks the re-
actionary policy of the Imperialist government. In a "letter®
to president Eisenhower he criticizes, for instance,  sceeo™

154 Saul Bel1lo w, "Herzog, DP. 331;'532.

155 Tbide, Do 332,

136 Tbide, po 96e ‘

157 Writers at Work, p. 19%%. .
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the pressure of the Cold War ... which now so many people
agrbe wag a phase of politicelhysteria.”

The US government is, in Herzog’s opiﬁién, pursuing a
policy of Cold War and spending military billions againsb
Toreign enemies bubt “would not pey fLor order at home® and
"sermitting savegery end barbarism in its own greab cibies™,
Thus in his "lettes® to Commissionsr Wilson Herzog writes:

oco "I wonder if you allow me to mske a foew observa-
sioms on your pelice £oree? ... You kpow as well as I do
the parks are not properly policsd. Gengs of hoodlums wmake
it werth your life to o inee.. Must the Army have ibs Nike
missile site om the Poinb? Perfectly fubile, I believe,; ob=
golete, asnd taking up space. Plenty of cther sites in the
city. Why =mot meve this uselsss Junk +o some blighted
area?® , : ‘

. Herzog also sees grsat damger in the fact that not the
right psople hold the real political power in fmerica o
“corporation lawyers, big executives, the group now called
the Industrial Statesmen®, °0 He holds the representatives
of Big Business directly responsible for the silitery poli-
ey of the government.

Iz anobher ®letter® to the"New York Timesf Herzog comes
back to the same idea that America must beware its leaderss

"In every community thers is a class of people, pro-
foundly dengerous to the rest, I don’t mesm +the criminals.
For them we have punitive sanctions. I mean the lsaders, In-
variably the most dangerous pecple seek power." 161

As an iatellectual himself; Herzog is perticularly
grieved by the fact that American intellectuals have been
deprived of all real power and mede dependent on the reac-
4ionary top. In the above~quoted "letter® he holds that gov-
ernments cannct "fumction without ilntellectuals - physi-
ciang, statisticians - but these are whirling in +the arms
‘of industrial chiefs and billionaire brass .""62 He goes on

=8 Saul Be 1 1o w, Herzog, p. 200,
159 Tbid., De 87.
160 Tbids, Pe 200.
16l Ibide, De 202,
162 Tbids, De 202.
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to say that even the lebter more democratic President Kenne-
dy" was mot about to change the situstion either. Only he
seemed to acknowledge, privately, that it existed.™

In all these “letters®™ Herzog’'s biting satire on Ameri-
can culbural and socio-political order becomes strikingly
evident. A% the same time his humanitarianism is not devoid
of cerbain sebstractedness, which, no doubt, holds true of
the limited ideological positioms of the author, It seems
also to be clear that Herzog, like his creator, suffers from
some typlcal bourgeols prejudices and illusicns inthe tresb-
ment; of social problems.

Herzog, like other Bellow’s protagonigts, Joseph Alm~
stadt, Augle MHarch, etc,, were brought up in the "proletar-
ian decade™ of the Depression and_influenced by its demo=
cratic and radical spirit. In %heir later life, however,
they flatly refuse te acknowledge thig. influence. Thus they
bear in themselves a spirit of timelessness as if anticipet-
ing the world outlook of the so-called "timid decade™ of the
‘503.164 4s M.0, Mendelson points out, even to Herzog,Bel=
low’s most “principled™ hero, the ideas of social struggle
are foreign, Using the term “bourgeois" in passing, he has—
tens %o add that it is not used in the Marxist sense, 167

On many other pages of the novel Herzog lays stress on
~ his individualistic approach to social problems. This not
only explains the passive, naturalistic cast of Bellow’s 80~
cial criticism but also gives rise to soms essential con-
tradictions in the novel,

In practically all his novels Bellow has contrasted two
main themes: man’s reliance to his inmer vision or “autono-
mous self", and his determination to act in the social or
external world, Locked up in themselves for the greater part
of the novel, his protagonists achieve some community at the
end, 16 Thus Joseph of the "Dangling Msn", failing in his
quest for "autonomous self" decides finally to enlist in the

163 Saul Be l1l11low, Herzog, p. 202.

164 . yo.,,MemzexhcoOH yKas, COY.,, C, 63,
165 Tbid., P. 63.

166
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army and act in the "external world", In the same way ~Hone
derson of ”Henderson the Rain King", drn.ven to a symbolic
&frica in the quest of his self, returns cured of his  in-
dividualism and decides to do socially useful work as & doc-
tor. In "Herzog” this polarity has found a still more ex~
tended trea‘bment, but it creates also the chief difficulty
in the novel, Herzog, the protagonist, is himself divided
in the main issue “whether justice on bhis earth can or can—
not be ggensral, gocial, but must origlmeté within each
heart®, He often suggests that society is a ‘distraction
from more important issues of the individual that the  ipe
telligent man is "grieving at the loss of his private 1ife,
sacrificed to public service™, In a "letter™ he writes,
for insbance: "Public life drives oub private life. The more
political our society becomss ..., the more individuality
‘geems lost™.

On the other hand, Herzog’s endless preoecupation with
his "self™, which is sometimes verging on mania, makes _him
desire to lose himself on something higher than perscmality,
to "renew universal comnections™, Thers are moments when
he thinks thabt “she true occupation of a men is in duty, in
use, in eivility, in pola.t:u.cs in the Aristotelean sernse™,
Many | of his ”’Tetters" %o public figures, quoted above, alsc
rvefer to his new social and political preoccupations,

Herzog’s own experience and actual behaviour _conbra=
dict, however, the stated theme, At the end of the movel ths
8plit between the "individual™ and the "social® 8till re-
mains. ‘His pos:.tion as a "new" men, who has decided vo free
-himself from. “personalism® and dedicate to ‘social issues, is
not conv1ncins. He withdraws from the ev:Lls of the city to
live in peace in his countr;y estate in the Berkshiresy 5f-
Yer the collapss of his fatal marriage to E{adeleine he re-
gains big self-esteem through people who have mmained loy=
al to him - his friend Asphalter, his mistress Ramona., His

167 . Saul B e 110 s “'Herzog, Do 219,
168 Ibid., p. 85. L |
169 Tbid., pp. 201, 202. T e
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affections and concern are directed towards his own family,
his fawourite daughter June, his helpful brother mu rathe:n'
than towards society.

However much Herzog strives for social service, the nov-
el is about his im;ex"nal9 private ezperience. The subject-
matter and structure of the book lies ultimately imhis quest
for insight inbo himself whereas the exbermal evemts are
lavgely his subjective memories and experiences. This impres—
gion is inbengsified by Bellow’s use of the time of actien
where the past clesrly overshadows the present, ?’72 Mozeovar,
the time is also subjective as the various events are given
validiﬁy through Herzog’'s e;zimrieuc@., Bven his sabiric . ®leb-
ters" te eminent persons, never posted, are omly privabe
thoughta into public realm@

Although there ave many statements ageinst “pameﬂ@lim“"
in "Herzog®, it remains Bellow’s most "personalist™ novel,
Thiz ls corroborated by the protagonist s own argument inkis
conversation with his friend Asphalter: ]

"Pake me, for ingtance, I‘ve been writing letters hele
tor-skelter in all divections. More words. I go affer resi-
ity with langusgs. Perhaps ;[’d like to change it all imbeo
language, to force Medeleine snd Gersbach o have Uomscience
oso I must be trying to keep Light the tensions without which
human beings can no longer be called human c.. And I've £ill-
ed the world with letters to prevent btheir escape. I wemb
them in human form, and so I conjure up a whole environment
and catch them in the middle. I put my whole heart into These
constrnctlons. But they are consbruetmnso (M;Y ardere
Iimng - K1)

Part of Herzég g division bebween  the “personal®™ and
“the "social“ 1ies in the' fact that he gives the ‘notion %so=-
ciety®™ different colou.rings. '\Tery often he speaks of "socle-
Cty' in terms ‘of brotherhood and spiritusl communi.‘hy rather
than as concrete ingtitutiohs, Like Tommy Wilhelm in his deep
aliepation “in’ the city has moments ‘when he yearns o' embrace
the whole mankind, be brother with every man, il;the samé’ way

172 geith'M, " 0'p d a'h 1, Op.cite, Ds 157
173 Baul 'B el l.0'w, Hersog, pp. 332,333
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the disillusioned Herzog has exalted moments whem he wants
to harness himself in the service of bma.nity in the "Ariste-
telean sense.™ 174

More often, however, Herzog equates "society® with the
grim American reality, "the mammoth industrial civilize-
tion® ~ the city. This "society™ and its sbuses he not only
criticizes but also evades when he withdraws from New York
to the primitive surroundings of the country. &s Xeith M.
Opdehl notes, Bellow is caught by the conflict that rises in
all his fiection between his dedication to larger community
end his criticism of it, 177 ‘

The novel abounds in masterful descriptioms of ths big
city which contain the same naturalistic foree as similar
descriptlons in his other novels. Herzog is oppressed by the
weight of “humen millions™ in the c¢ity. For him city 18 a
Jungle of grotesque lives, deprived of their humanity and
turned into biological mechenisms, Himself alienated among
the false "Reality Instructors™ he feels keenly the aliena~
tion of others,

Herzog had ™labely read that lomely people in New York,
shut up in their rooms, had taken to calling to police for
relief., ‘Send a squad car, for the love of God! Send some-
one! Come. Someone - please come!’™

All the city mcenes are remarksble for their wugliness
and a peculiar depressive quality. The following extract re~
cords Herzog’s impressions on his way to a meeting with his
mistress Ramona: A

"This was his station, and he ran up the stairs, The
revolving gates rattled their multiple bars and ratchets be-
hind bim,.. In the mouth of the exit he stopped to catchhis
‘breath, Above him the flowering glass, wired and gray, and
Broadway heavy and blue in the dusk, almost tropical; at the
foot of the downhill eighties lay +the Hudson, as dense as
mereury, On the points of radio towers in New Jersey red
lights like small hearts beat or tingled. In midstreet, on

174 Saul Be l11ow, Herzog, P 119.
75 Keith M. Opd ah 1, op.cit., pp. 154 ~ 156.
176 Seul Be 11o0w, Herzog, p. 250
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the benches, old people:on faces, ok heads, the strong marks
of decay: the big legs of women and blotted eyes of men,
sunken mouths and inky nostrils. It was the normal hour for
bats swooping raggedly (Iaideyville), or pieces of paper
(Few York) o remind Herzeog of babts. An escaped balloon was
fleeing like a sperm, black and guick into the oramge dust
of the west. He crossed the street, msking a detour to avoid
a fog of grilled chicken and sausage. The crowd was traips-
ing over the bread sidewalk. Moses took a keen interest in
the uwpdown publie, its theatrical spirit, its performers -
the transvestite homosexuals palnted with great originality,
the wigged women, the lesbians looking so male you had tHo
walt for them to pass and see them from behind to determine
their true sex, hair dyes of every shade. Signs in aimest
every passing face of a deeper comment or interpretation of
destiny - eyes that held metephysical statements. And even
pious 0ld women who trod the path of amcient duby, sbill
buying kesher meat," ~f ‘

Unpleasant are also Herzog’s previous impressioms in
the subway. Waiting for the updown express, he makes a tour
of the platform and sees "mutilated posters ~ blackened-oub
‘teeth and scribbled whiskers 1 comlcal genitels, like rockets,
slogans and exhorbatioms.® 170 Disturbed by the ribaldries
on the walls, he thinks: "Filth, guarrlesome madness... ¥Knor
worlcs of Death,® 179

In the next chapter we get another glimpse of the per-
version and violence that the city engenders., During his
visit to the courtroom where Herzog expects to meet his
lawyer Simkin, he witnesges several depressing +trials of
criminals: a Negro in "f£ilthy brown pants"™ charged with rob-
bery; a young male prostitute caught from a men’s lavebtory
at Grand Central Station, whe challenges the court with his
depravity:

"The prisoner was a boy; though his face was curiously
lined, some of its grooves feminine, others masculine enoughs.

177 Saul Bel1low, Herzog, p. 221
178 Ibid., p. 219.
179 Ibid., p. 219.
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He wore a soiled green shirt, His dyed hair was. long, stiff,
dirty, He had pale round eyes and he smiled with empty - no,
worse than empty - cheerfulness. His voice, when he answered
questions, was high-pitched, ice-cold, thoroughly drilled in
its affectations.

- "Reome?™

= "Fhich neme, your honor?"

- “Your own name,®

= %My boy’s name, or my girl’s name?®

= "0Oh, I see...” The magistrate, alerted by this, swept
the courtroom, rounding up his audience with his glance seee
"Well, which are you, a boy or a girl?®

The cold voice said, "It depends whak people want me
for. Some want a boy, and others a girl,®

= "Want what?®

- "Hant sex, your honor."

- "Hell, what’s your boy‘’s neme?®

- "pjeck, your honor, Otherwise I‘m- Al:.ce.

- Bghere do you work?"™

- "jlong Third Avenue, in the bars. I just sit there.®

- ¥Ig that how you make your living?®
*Your honor, I’m a prostitute.” 180

The naturalistic scene at the courtroom culminates in
a particularly horrible murder case ~ the trial of an epi-
leptic, orthopedic~booted woman, born to poverty, sexually
abused since childhood, who has beaten her  three~year~old
son to death. )

Deeply impressed by the evil he witnesses at the court,
Herzog starts for the first time thinking of active social
service, He is moved by the balanced aphd humane econduct of
the magistrate during the procedure and comes to the con~
clusions If society embodies the destructive principles of
the world, a practical and kmowledgesble soclal service m:ight
surmount these principles, that only society can cope with
evil. o
" Bub even in his imaginary dedication to social service
thers is abt the sams time an element of personal failure.

180 Seul Be 110w, Herzog, pp~ 279, 280,



When he looks within himself, he experiences nothing but his
own humane feelings:

oo "Herzog experienced nothing bubt his own humane feel-
ings, in which he found nothing of use. What if he felt
moved to cry? Or pray? He pressed hand Yo hand. And what 4id
he feel? ¥Why, he felt himself -~ his own trembling hands, and
‘eyes, that stung,® 181

4nd in an earlier chapbter Herzog also confesses his in-
ability- "o s’hi*uggle with sccial injustice®™, which reminds
us of a similar confession by Augie Marchs

"He feels challenged bub unable to struggle with social
injustice, too weak, so he struggles with women, with chil-
dren, with his own unhappiness.”™ 182

Much of Herzog’s story, like the stories of Bellow’s
other protagonists pointv in +two directioms et the same
time. +83 Owing to this shifting poimt of view of the author
the ending of the novel is also tentative and ambiguous, A%
the same time such an ending seems to be intentional and not
casual., As Bellow suggests, Herzog is perfectly aware of his
own amblguities. He has, however, achieved a balance by coms
ing to terms with them as the following statement showss
"ify balance comes from instability., Not organilzetion or
courage as with other people. It’s tough, but that’s how it
is.™
' Herzog’s temporary retreat from the city to his coun=
try estate might therefore be. regarded as a compromise in
his conflict between the “personal® and the "sociall, Al~
though for the time being he lives in the solitude of the
country and heals the wounds he has received from life, he
intends to sell his estate and return to the city. With his
legitimate work as a scholar he hopes to do his bit in the
service of society. He has also decided to turm to a more
ordinary plane of existence and give up self-examination,

181 Saul Be l1l1low, Herzog, p. 2%,

182 Tbide, D. 255.

183 Keith M. Op d a h 1, op.cit., pp. 155-158.
184 Saul Be 11ow, Herzog, p. 402,
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stop writing "letters": ™... he had no messages for anyone.
Nothing, Not a single word." 18

Bellow has noted in an interview with a eoritic that
"Herzog" is a Bildungsroman. 186 The protagonist has gone
through a painful stage of development and received his
"education"”, He has come to terms with his own personal pe-
culiarities as well as with his limited position as an in-
tellectual in American society. He knows now what it means
"to be a man, In a City. In a century. In trangition, In a
mass. Transformed by science, Under organized power. Sub-
Ject to tremendous controls, In a condition caused by mech-
anization,™ 187 »

(to be continued)

]l:gg Baul Be l1low, Herzog, p. 416,
167 Saul Bellow and the Crities, p. 193.

S8aul Be 1 1 ow, Herzog, p. 247
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Cosx DBewnoy ¥ __©To _ POMAHH

A.]. lyiirac

Pezamme

HenTpaumpHAA JI JUTEPATYPH Opolieva BSAUMOOTHOMEHME Jejo-
BERS U oCmMecTBa B COBPEMEHHOM aMEpHMKANCKOM poMape ©CBfAsaHa ©
orayxmenmem /VYellenation” /,  MHoruWe TajauTJWBHE DOMAHECTH
HoeAeROeHEOTO nepuona — Ixex Kepyar, Cox Benxoy, Hopmam Meti-
snep, Imon Angaiix H ZpyrHe -~ 7m3oCpaxap? CBOHEX I'€POEB OTIYRIEH~
HEMJ ¥ OTTOPTHYTHME OT o0mecTBa. B TBOPMEOTBEe STHX IPO3AUKOB
DPABSEMBANTCA ONHOBPEMEHHO ¥ DeAMCTHICCKEE ¥ MOHEPHECTCKEE TeH—
nepiw¥, ©C omHOM .CTOPOHH, DPEAJMOTHIECKAA KPUTHKA HODOKOB COB-—
DEMERHOTO GYPRYA3HOTO MEpa B AMEDEKE — OTCYTCTBHE IDaxIAHCKEX
TpeB HETPOB, DACHSM, HACHIWe, MIIMTapusM; ¢ jpyrofl  CTOPOHH,
MOZEDHHECTCKAS TDAKTOBKA UEJIOBEK&, €ro CeCHOMOUWHOCTH ¥ HHEYTO-
RECTBO B HTOM XA0THYECKOM MEDE.

B #anHOM MCOJETOBSHMY PECCMATPMBAXTCS poMahH Coza Bexnoy
¢ TOYRW BPEHHS HB0CDAREHWS OTIYXKIEHHOTO T'epod. B BBOZHOX dTac-
TH BHACHARTCS HEROTOPHE NPUIMHH OTJIMIMTENHHOE HOSHIME Benxoy
CpeIy NIpOBAWKOB, Bomemumax B JurTeparypy CllA mocie BTOpol MEDO-
Bo# BoltHH, ¥ OLICHKE COBETCKMX JUTEPATYPOBENOB €r0 TBOPICCTBA.
Tom me HaEéTCH KpaTxuil o030p €To JHTEDPATYPHOTO UYTH K odmas
XApaKTEpUCTHKA ero nucaTelbCKoli MaHepH.

B ceMy IMIaBHHX YACTAY PaGoTH aHAJMBUPYETCA OTIYRICHHHI
repoil, TynumIHHE MEs TBOpYeCcTBa Deinoy, B TAKUX poMaHex Kak
"Boarrawmuii gesosex” /I944/, "Eeprsa" /I1948/, "Ipgrmoienus Orm
Mapa" /1953/, "loBu zeme" /19%67/, "LeHIepcoH, _KOpomh Joxmsa”
/1959/, "Tepuor" /I1964/ E "[lianer Mucrepa Cammuepa” /I970/.

B 3akJNUEHN¥ NOJBOILATCA HTOIY O CJMBAHWE DE&IHCTHIECKHX
X MOTEDHHCTCKUX TEHISHUME B poMapax Bemzoy., ABTOp CUHTaeT,
4To peasmsM BENNOY - 2TO DEasm3M BHENHAX HoBepxHocTek,[aBHHS
KOHUSIMME €r0 MCKYCCTBA — KOHOEIIMK MOIEepHHCTCKHEe, (0mesTBO,
Jpéas [MBEIV3AIEA, PACCMATPHBADICH KAK BpexIelHoe  Yeji0BEKY.
OTIYREEHHHE OT HEero YeNOBeK 38&HAT MYUNTENLHHMY IOMCHEME CAMO-
TO ce0fd, OH CTANKMBAET C HpOTMBODEUNEeM MExIy cBoelt odmecrTBen—
Holl m Owoyormdeckoff npupomu, #3 KOTOPOT'O OH He BUIHT HHKAKROI'O
BHXOKA.
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THE IMAGE OF THE AUTHOR IN ERNEST HEMTNGWAY’S NOVEL
*# FAREWELL TO ARMS®

Renate Abeltina

Iatvian State University

- In his second novel “A Parewell to Arms"™, published in
1929, Hémingway once more confined himself <to the Iinita-
tiong of vhe "bloody 1ist person"ol

' Like Jake Barnmes in “The Sun Also Rises™, Frederic Hen=
ry is both The first person nerrator and the protagonist of
the novel; -

As in his earlier novel, Hemingway again chose the in-
vernal world of psychic activiby in which vo dramatize his
gtory of World War I. The writer was not concerned with a
panoramic view of the war. Instead, he wanted to convey to
the veader +he feelings and thoughts of a young inbellec—
tunl, brought up in the spirit of humanism end belief im
vhe rationalism of bhumen behaviour, conbtacting ths insa.nit:y
of social disruption, :

Hemingway ‘s flair fLor psychological portraibure has-
been geldom recognized, O. Baker expresses a commonly  &C-
‘cepted abtbtibude to Hemingway’s art when he writes: "We are
seldom permitbed to know them /the characters - R,4./ in
depth® and: *‘cheracter is revealed through action¥, and fur-
thers Pcharacterization in depth“ is in a measure sacrificed
0 the exigencies of narrative movement™. 2 :

Apart from the Freudian critics who interpret Hemlng-
way s fiction as a direct reflection of his war- trauma,
literary criticism has largely overlooked the fact that the
probagonists’ actions and words and the very "*"narrative
movement™ in Hemingway’s first-person novels, self-consiste "
ent as they are, mirror, at the same time, <+he atmosphere
of their comsiousness. To get the full impord of the author’s

i Quoted afbter C, Baker, A Lii’e\étory, New fprk,
. 19699 Po 187. ) - ) .
2 a kX e v,  The Mountain and the Plain, In: Ep=-’

nest ﬁem:l.mgvzra,snA Oritiques of Four Major Novels, ed. C.
Baker, New York, 1962, p. 58s ;
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message, the reader’s mind is forced to hold to two levels
of awareness = the story as told and the story +to be de-
duced. On the one hand, the inmer life of the personage must
be reconstructed from the outward plastic image. On the
other hand, the narrator’s emotional state should be ex—
amined whenever an attempt is made bto' interpret his actions
and words. Thus, for example, some critics have taken Fred-
eric Henry’s words: "I was nob made to-think, I was made to
eat. My God, yes. Eat and drink and sleep with Ca‘bherinewB
“(p. 233) for granted, disregarding the fact that they imply
physical and emotional exhaustion and bitter ironmy -abt his
failure to comprehend the whole crazy patterm of a. war in
which the enpemy pass on paying no heed to him while the
Italians on whose side he has been fighting start afber his
life, His ingbility to abstain from thinking has been fur—
ther widely dramatized. &t places Frederic’s chaotic abt-
Yempts to reproduce the events, his thoughts blurring either
by excessive emotion, drunkenness or exhaustion, teétify to
the fact that the narrvative movement has been sacrificed to
the exigencies of characterization.

Among Hemingway’s present-day foreign  critics  only
Richard K, Peterson has pointed out the fallacy of the opin=
ion that Hemingway’s style is simple, laconic and terse, He
mentions numerous cases when it is deliberately awkward, in-
definite, repetitive, expansive and full of nom-sequiturs.

. However, he does not attribute these qualities to thé thought
patterns of Hemingway’s narrators but to the writer‘’s pen-
chant for intemsity and suggestiveness, concluding that
“atyle reflects the sen51b111ty of the author more than thabt
of the characters," Thus, as in earlier criticism, the de-
grees of dlssoclatlon between the author and his’ characters

-‘has not been taken into account, '

Professor Y. Zasursky has aptly observed:Buio GE, [o3ing
Haro,IpyColl omEKO# OTOREECTRIATE 00pas Tenpu B ‘@BTOPCKOE

3 Page numbers in brackets refer to: B, He m i n g=
W a Y. & Parewell to Arms, Charles Scribmer’s Sons, New
York, 1957,

REK. Pe ters on, Homingway: Direct and Ob-
lique,The Hague~Paris, 1969, p. 19.
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OTHOIIEHEE K COCHTHSAM, XEMMHIYo# HEpOYHTO orpyoafAeT T'eHpI. n5

Our task, then, is to find out whebther the assumed au~
thor in E. Hemingway’s "A Farewell to Arms"stands so square-
1y behind his narrator Frederic Henry as many  critics, for-
eign and Soviet, say he does,6 and in what way the restrict-
ed point of view of the protagonist is balanced against the
deeper insight communicated to the reader,

Iieubenant Henry differs from his predecessor Jake
Barnes in the intensity of mental activity. He thinks much
of the fate of other soldiers and of the character of +the
war, He also makes some awkward atbtempts +o summarize and
generalize his experience.

Many of Frederic Henry’s thoughts about the war and the
other characters in the novel are revealed +to us directly,

5 i3 acypc K ui, [onrekcTs 3pHecTa XMEHIYSA.
B.SRH,,: AMepuranckas jmreparypa XX Bera. MockBa,l968. c.

See: Walker Gibson: "The assumed au-
thor standing behind his narrator (the post-war modern
American author ~ R.A.) stands nowhere nearly so square-
ly behind him as Hemingway’s assumed author behind Fred-
eric Henry." Tough, Sweet and Stuffy, An Essay on Modern
American Prose Styles, Bloomington and Iondon, 1966, p.

56,

H.L @ v 1 n:' "It remained for Hemingway - along with An-
derson ~ to identify himself wholly with the lives he
wrote about, not so much entering into them as allowing
them to take possession of him, and accepting -— along
with their sensibilities and perceptions - +the limita-
tions of their point of view and the limits of  +their
range of expression," Observations on the style of Ernest
Hemingway. In: Hemingway and His Critics, ed, C, Baker,
New York, 1961, pp. 1lO4-105,

A.DIxr»ameBn d: "I'epoli ¥ paccrazuuK, repodk B
aBTOp B JIEDEYECKOL IpO3€ OIHO ¥ TO XE JMIIO. ABTOD KaK OH
nepeleeT BCe CBoM (YHKUEM I'epoD, CJHBAETCS C HEM,IOAHOC—
ThI B HEM DACTBODAETCH,"00 HHelHO-aCTETWIECKOE NOSMIMME X
'cmggs aecmz)zigem Tyad. TpymH JleEmHTD, ['0C,OHOIUOT, HH—
Ta. Ce. ° :

. Kernsosmuaxn :"[I[pHHOVII TBOPYECKOTO METOo-—.
I8 XeMEHTY5A 32KM0dacTCH B OTOCDaKEHHM JelCTBHTEJEHOCTH
yepes. OTHOmEHEE K _Hell repod, HA KOTODOTO BOSJATaeTCH aB—

. mopcrasg Qysrmma, Ecau B mpose Crenmand, Banpsaxa,loross,
TONCTOTO CJHIHH XBA TOJNOCA — 8BTOp& X I'€POf, TO  XeMEH-
Tyl — CBOOMT BX K omHOMY." HOBEJLIH XeMHHTY2d, ABTOped-
€paT IECC, HA COHC, yI. CTEHEeHM KaHN, Quiox. HAyK. TOE-
JHCHE, 1965, C.5. v
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Since the message conveyed through the secondary personages
and the mood of the first three books sustain Frederic Hen-
ry’s open refelctions on the character of the war, there is
no reason for us to believe that these reflections\ do mnot
represent Hemingwey’s own ideas, though they are expressed
in Frederic Henry’s idiom.

Thue, Frederic Henry tells us that he does not believe
in the war sl'ogans. "Abstract words such as glory, honour,
courage or hallow"™ (p. 185) seem obscene to him, for he has
seen "nothing sacred and the things that were glorious had
no glory" (p. 185). He considers the war a senseless butch=
ery. It reminds him of the "stockyards at Chicago where no-
thing was done with the meat except to bury it" (p, 185).

Frederic Henry’s ironic statements, too, disclose his
opinion about the war and officers, Thus, he dislikes Ebt-
tore, a fascist-minded Italian patriot. Frederic says about
him: "He was a legitimate hero who bored everyone he met™
(p. 124).

Frederic Henry is critical of staff officers who are
not submitted to the dangers of trench warfare, Frederic’s
sharp eye picks out the "smoothly polished Ileather boots™,
"the beautiful boots" of the British major he meets in Mi-
lan, He ironically reproduces the major’s drunken ruming—
tions about everybody being "cooked"., Frederic’s voice rings
with irony when he comments on him: "There was a great con=-
trast between his world pessimism and personal cheeriness™
(p. 134), Likewise, he draws the reader’s attention to the
steel helmets of the Italian battle police, adding that Zmly
two of all the soldiers and officers who had been in the
Caporetto battle and retreat, wore steel helmets. With bit-
ing sarcasm he sums up their activities: "The questioners
had the beautiful detachment and devotion to stern . justice
of men dealing in death without being in any danger of it"
PP. 224-225), His verdict on thém is egerucistingly harshs
"I saw how their minds worked, if they had minds and if they
worked® (p. 224).

He does not see any glory in the people who had started
the war and were conducting it. Instead, he ridicules them,
directing our attention to Vittorio Emanuele’s tiny figure
and goat beard and Generale Cadorna’s fat body.
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His pain about the senseless deaths of his fellow=sol-
diers pours out in bitter irony: *A4% the start of the winber
came the permament rain and with the rain came the cholera.
But it was checked and in the end only seven thousand died
of it in the army® (p. 4).

We see a gradual change in Frederic Henry’s  feelings
about the war, At the beginning of the novel he still cher~
ishes some romsntic ideas of the importance of his worth as
an individual, his courage and skill, for the prosecution of
the war. But soon his illusions are scattered, and he tells
us of his dissppointment at finding out that "it evidently
made no difference whether /he/ was there to look aftber
things or not* (p. 16). Before the great Caporetto offensive
when all is quiet on the front, Frederic has "a false feel=
ing of soldiering™ (p. 17), since the war seems ¥no more
dangerous to him than war in the movies" (p. 37). He alludes
"fo it as "picturesque™ (p. 20), "theatrical® (p. 28) and
"5i11y" (p. 20). '

" The whole first part of the novel is almost exclusively
built on direct porbtrayal with the exception of the scenes
dramatizing Frederic Henry’s confused and blurring thoughts
under alcohol intoxication, indirectly implying the embar~
rassment and disillusionment he experiences at finding out
that wartime reality does not correspond +o his romantic
ideas about iﬁ, and on a vaster scale epitomizing the cheaos
and senselegsness of the war itself,

But as soon as the "picturesque® front metamorphoses
into the nightmare of the first offensive at Plava, Heming-
way vastly wresorts to indirection %o infer the enormity of
the change it has wfought in Frederic Henry’s soul,

Frederic Henry does not comment on +the psychological
trauma of his first real battle scene, Numbed by the ter-
rible sights he had witnessed, he tells us in a matter—of-
fact tone what happened in action = how after +the trench
mortar explosion he touched Passini and found that both of
his legs were smashed above the knee and that "one leg was
gone and the other was held by the tendons and part of the
trouser and the stump twitched and jerked as though it were
not connected® (p. 55), and how Passini moaned: "Mamma mia,
memme mia, oh purest lovely Mary shoot me" (p. 55), and how
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later in the ambulance the dying soldier’s blood dripped on
him and how they took the stretcher out and put another in.
But when the narrator tells us that later at hospital vhe
"woke sweating and scared and then went back to sleep try-
ing to stay outside (his) dream" (p. 88), we understand, by
implication, that the horror of these scemnes will follow him
long after the war. '

Frederic Henry’s changing attitudes to the war are in-
timated by a shift in the pronoun form, In +the initial
chapters of the novel he writes in the first person plural:
"In the late summer of that year we lived-in a house in a
village that looked across the river and the plain to the
mountains® (p. 3) or: "When I came back to the front we
still lived in that town" (p., 7). He does not as yet emo-
tionally dissociate himself from other soldiers, But as the
novel progresses, Frederic falls in love and his point of
view becomes more and more personal, He starts referring to
his war companions as "they": “The Austrians won", I said.
"They kept them (underscoring mine - R.K,) from taking San
Gabriele"™ (p. 178). The rift between Frederic and the rest
of suffering and fighting humanity widens when he plunges in=
to the Tagliamento river deserting from the érm;y. The fin-
ality of his act has been underlined by the third person
plural pronoun form: "I was through, I wished +them all the
lock" (p. 232).

Frederic Henry‘’s desertion has been prepared by a sub-
tle hint in his associabive thought stream in the barn of
the deserted farmhouse on his way back to his regiment. The
smell of the hay evokes memories of childhood and peacetime
life at home when he and his young friends "™had lain in hay
and talked and shot sparrows with an air-rifle when they
perched in the triangle high'up in the wall of +the barn®
(p. 216).

The sentence "You could not go back", by which Frederic
dismisses his memories,bridges the i)ast and the present with
substrata of double significance., In the light of therecol~
lections of the past, the seemingly cryptic sentences that
follow acquire meaning and weight: "If you did not go for~
ward what happened? You never got back to Milan, And if you
got back to Milan what happened?”" (p. 216). The home of the
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past has induced longing foi,home‘in the midst of war and
death, and alleviated the difficulty of Frgderid’s_ future
decision.

. In the first three books of "A Parewell to Arms" Hem-
1ngway ’s _power of underground suggestlon is' not so mani-
fold and varied as in "The Sun Also Risgeg"., The muted melo-
dy of mood has fewer nuances. .Its role in conveying the au~
thor’s message has diminished. The intonation of the sur-
face action does not run contrary to the intonation expres-
sing the narrator’s feelings, as in "The Sun Also Rises™ but
rather intensifies it like a powerful accpmpanimento

It has been caused by the epic character of the action,

'The universal disaster of war is not of peripheral but of

focal signi®icance in the novel, Though Hemingway was not
so much interested in the battle scenes as in their emo-
tional resonsnce in the hero’s soul, an attitude which de-
termined the predominance of lyric elements in the novel,
= Jyet in comparison with the earlier ﬁovel, theArole  of
epic elements has increased especially in the composition
of the gecondary ¢haracters, ' 1
D.J. Schneider asserts that "A Farewell to Armg" is one
of the purest lyric novels ever written ! and is character-
ized by "masimum intensity. on the one hand" and "extremely
Iimited range on the other", 8 He argues, +that the charac—
ters introduced are not important in themselves but as as-
pects of the hero’s state of mind. 9 The critics of Heming-

way’s fiction list.numerous shopworn commentaries on ‘the

polarity of Rinaldi and. the priest embodying Frederic Hen-
ry’s oscillation‘between sacred and profane love,” However
the secondary characters, including Rinaldi and +the priest,

‘do not serve only to highlight‘the ‘narrator’s attitudes,

? DoJ, Schneider, Hemingway’s A Farewell to
Arms: the Novel as Pure Poetry. In: Modern Fiction Stu-
dies, 1968, v. 14, No 3, p.. 283,

Ibid., p. 283,

9 Tbid., pe 289, -
10 . p wWaldhor A Reader’s Guide to . Ermest-
Hemingway, New York, 197§, p. 119. H, Farguar,

&

Dramatic structure in the Novels of Ernest Heningway. Ing
Modern Fiction Studies, v. 14, No 3, Lafayette,  Autumn,

1968, p. 275.
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but they considerably extend the picture of the war, com-
menting on and modifying the restricted point of view ex-
pressed by the narrator, They form a significant aspect of
the image of the author, clearly demonstrating the fact
that Hemingway’s understanding of the war was much deeper
than that of his protagonist and narrator.

BEven though Frederic Henry is thoroughly disillusioned

"by the war, his dominant attitude is that, once started, it
must be fought +o a finish in spite of its senselessness,
*Defeat is worse,"™ he says (p. 50). )

However, Hemingway makes almost all the minor charace
ters in the novel voice a different opinion, Rinaldi says:
T tell you, this war is a bad thing, Why did we make ib,
anyway?" (p. 168), The priest hates the war and hopes that
it will soon be over, The senseless butchery must be stopped,
but the people ™are not organized to stop +hings -and when
they get organized, their leaders - sell them out" (p. 71).
In his opinion, Frederic Henry is nearer the officers than
the men., He is a patriot, since he has volunteered for the
war,

The Italian socialists, the eambulance drivers, are epi=
sodic characters, yet, as professor J, Zasursky has point-
ed out,ll they play a great role in the ideological thrust
of the movel. Their evaluation of war is closest to Heming~
way‘s own stand, manifest in his publicistic works = pre=-
faces to "Men at War", "Ireasury for the Free World" .and

other articles, R The Italian workers are of the opinion
11 A, .3 acypec kK uii, yas, cod., ¢,2I7.
12

In his article “"Wings Alw%%s Over Africa"™ Hemingway
wrote: "Then these who were officers an elieved that
war could only be ended by fighting that war through and
winning it were bitter at:the hatred that all working peo-
ple bore them," And: “The only people who ever loved war
for long were profiteers, generals, gitaff officers and
whores., They all had the best and finest times of their
llges and most of them made the most money theyhad ever
made,*

By-Iine: Ernest Hemingway, Selected Articles
and Dispatches ¢f Four Decad.es, ed. H. White, New York,
1967, PP. 233-234.,
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that "there is nothing as bad as war" and that "war is not
won by victory" (p. 50). They understand that it is made by
the class +that controls the country and makes money out of

In the Caporetto retreal scenes Hemingway has-dre.matized
the attittude of wide people ‘s masses to war, The Ttalian
soldiers throw away their rifles and say they are going homes

"What brigade are you?" an officer called out.

"Brigatadi Pace,” someone shouted, "Peace Brigade.”

The officer said nothing,

®What does he say? What does the officer say?"

"Down with the officer. Viva la Pace!™ (pp. 211-212),

Though Hemingway failed to accept the revolutionary way
to peace he was by no means ignorant of it, But he has his
hero make a different choice. Having decided it is not his
war, Frederic Henry refuses to go further and considér its
causes., After the loss of his democratic ideals he is forced
to acknowledge his fundamental aloneness and solitude in a
world indifferent to his fate, Man must accept responsibility
in trying to save his life and his love - so ruhs his line of
thought, Threatened by the brutal force of the battle police,
he makes a "separate peace" and becomes a deserter.

Thus, Hemingway introduced in his war novel intellectu=
al debate and multiplication ~of points of view which, to
D, Schneider’s mind, are so clearly antithetical to the spirit
of -the lyric novel. 13 Malcolm Cowley was the first to mnote
'!:bat the novel was a "“farewell to a period, an attitude and
perhaps a method also", S

) C. Baker, too, marked that Hemingwa;y 8 "earlier books
" had virtually exci!.uded ideas in favour of emotions, Now there
were signs of a new complexity of thought, demanding expres-—
sion in a su‘btler and richer prose™,

Thus ‘we see, that the role of the first-person narrator
in revealing +the value scale of the author has decreased
-yielding his place to the composition of characters.

13 DJJ.Schneider, opscite, D 285,

4 Quoted after C, B a k e r, Ernest Hemingway. 4 Life
Story, p. 204,

Tbide, Do 204
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We: have also observed the significance of subtext ex~
hibiting Frederic Henry 8 thoughts and feelings dim.nish in
the first three books of the movel.

On the other hand, the author’s feelings about war,
openly voiced by his narrator snd several other characters
have been augmented by Hemingway’s peculiar use of natural
sceﬁery to match the emotional tone of his dramatic scenes.

We see the narrator’s growing disgust with war, Rin-
aldi’s sense of emptiness and self-destruction, by excessive -
drinking, the episodical soldier slipping off +the +truss
from his hernia to escape the "rotten war", we see the tem-
per of the war slowly changing for worse, the officers in
the mess hall dropping their friendly bantering and priest-
baiting, the major’s confession +that he is very tired of
the war and that he would not come back if he could get
away, we see the atmosphere thickening and avalanching in-
to disastrous events, the scared soldiers flooding back
from +the front line and then +the retreat itself —a wide
slow-moving column of troops, machines and guns blocking
the road for miles and miles shead, interspersed with psa—~
sant carts loaded with household goods. All this symphony
of misery rises to a mighty crescendo saccompanied by the
steady undertones of raindrops. The muddy road, the ditches
high with water, +the wet, soggy fields and the dripping
trees make the picture unbearably dismal, We feel the hu-
man values the implied author stands for, his pain for suf-
fering humanity and hatred of war, <forcefully  asserted
through this type of subtext,

Other images, realistically valid in this setting, such
as bare fields, dusty roads asnd falling leaves, also under-
line the sense of death, defeat and emptiness.

In this context of desolation, Catherine’s remark that -
she sometimes sees herself dead in the rain, strikes, as
S, Sanderson has put it, "a knell of doom, which reverber-
ates throughout the whole tragedy", 16 Two other images of
dooir, appearing at the beginning of the novel - that of the
soldiers’ rifles bulging under their wet capes so that thej
look like women six months gone with child and that of the

16 S.Sanderson, Hemingway., Edinburgh and Ion-

don, 1961, p. 6l.
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marbel busts on painted wooden pillars in the hospital gap-
den at Gorizia = cause a shock of recognition when encount- -
ered st the end of the - novel in Catherine;s, death scene,
tying war and death in an dnextricable web, Though it is
nature that has laid a trap to Catherine making her too
narrow in the hips for anormal childbirth, yet, by the log~
ics of‘art, her death serves to emphasize the whole tragic
atmosphere of loneliness and suffering brought on by the war,

The implied author’s attitude to war is also felt in
the undercurrent'pf the reiterated motif of madness appear-
ing in various contexts: Frederic Henry thinks that Cather-
ine is "probably a littl§ crazy" (p. 30), when she shame-
lessly confesses her love for him, Later the heroine admits
that after the death of her first fiancé she was "“nearly
crazy". Tortured by the emptiness and disintegration threat-
ening to engulf him, Rinaldi speaks 1like a sleep-walker,
answerlng his own thoughts and when he notices other offi-
cers eyeing him with compassion, he remarks: 'TMm’t mind me.
I'm just a 1little crazy" (p. 174). In a less serious vein,.
the motif reappears in the "crazy barber", who takes Fred-
eric for an Austrlan, and, urged by a sense of patriotism,
almost cuts his throat, i .

Interlocking with the narrator’s open declaration: "The
whole thing is crazy™ (p. 211), these motifs point to . the
implied author’s idea that war is a madness eroding all the
values of civilization,

The implied author’s. ironic voice is discerned also
from the montage of scenes,

In a sequence of scenes pregnant with irony, Hemingway
passes his judgement on the stupidity and chaos of war. In
the first scene we see Frederic Henry and Bonello shooting a
sergeant, who hurries to rejoin the main column of the re-
treating army and refuses to cut brush in order to get their
ambulance out of mud. After a scene, demonstrating the dan-
gers of the attempt to keep up with the retreat, the scared
Ttalian rear-guard shooting Aymo, the next sequence shows us
Bonello deserting, to become a prisoner of war and avoid the
risk of being killed. The climactic scene.of Frederic’s de-
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sertlon crowns this gmm comedy., 17

The implied author speaks to us also through ironiec
contragts, Thus, it is not the enemy who shoots Aymo and
threatens to take Frederic Henry’s life, but ‘the Italians,
frightened by defeat.

The author’s pain for the sufferings of the fighting
and retreating soldiers and his wrath at the peopie who
have caused all this cosmic misery is evident from his sar-
castic treatment of the battle police. Hexﬁingway contrasts
the weary answers of the old, grey-haired, battle-hardened
lieutenant-colonel, senténced to death, with the empty and
stupid slogans of the battle-police, fanatic fascist-minded
youthss

"It is you and such as you ’chat have let the barbar-
ians on to the sacred so0il of our fatherland.”

"T beg your pardon," said the lieutenant-colonele

"It is because of treachery such as yours that we have .
lost the fruits of victory." k

"Have you ever beenina retreat?™ the 11eu’cenan‘t-colo—
nel asked.,

“I$aly should never retrea't;.“ (p. 223). ‘

2,

Literary criticism usually treats the last two parts
of "A Farewell to Arms" ‘a8 an ézftistic lapse. Thus, I. Fin=-
kelstein writes: %.... B TJT OKa3HBAETCH, WIO0 yiina o1 Boi-
HH M MOTODHE, CYSHB CBO{ 7HanasoH, DOMAH HAYAN TEPHTh Apai-
THYECKYD nanp;meuaocu."I Ainds "HadseHee UHTEPECHH B POMA-
He WepBHE TDH TNABH ero saBepmabmell wacTH,  [pasza, HOKON
37eCh MERMMHE - 5T0 CBOETO DOZA 3aTIWmbe Heper Oype#, ¥ Bece
xe XYRORECTBEHHHE TART HE exyuaiino MOCynuE XeMUEDYSH CHENSTH
9TH THEBH OuEHs XOpoTeHbXuMi, Jerxo omyrmﬁ B HKX CHaj, Ha-
NPAKERUT NO-CBOEMy OTpamaer ymepGHecT b E: swua@ueuﬁecu

17

The ironic situations inherent in Hemlngway s fic=
tion have been analyzeéd in: B.M. Ha 1 1 i d y, Hem=
ingway’s Amb:.gu:.tj' Symbolism and Irony. Ins ZErnest
Hemingway Critiques of Four Major Novels, ed.
Ce Ba.ker, *New York, 1962, pp. 61-75, .

18 M.JI. o HK LLB " T. € it u, Xeumrysu-pomauﬂcr Popb--
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RESHE, K3GpasHeil CBOMM HPUHOMHOM “cenapaTHHi unp".Ig

Such an approach to the final chapters of the mnovel
tends to eliminate the distance between the author amd ‘the
narrator. ‘

Identifying the writer with Frederic Henry, the critics
censure him for individ_ualiém, escapism and pacifism, over-
looking the fact that the last two parts of the book present
a convineing indictment of the above-listed sins. These
miginterpretations may be explained by the fact that in the
last two parts of the novel Hemingway again largely re~
sorts to various forms of indirection. '

Frederic Henry’s inability to abstain from <thinking
about the war and his comrades has been insinuated, first,
by his frequent protestations +that he "would have to stop
thinking" (p. 232).' Now and again he tells himself: "I was
going to forget the war® (p. 244), In Catherine’s absence
we see him lying down on the bed and trying to keep from
thinking (p. 256), Yet his efforts to ward off thoughts are
futile, No sooner has he ordered himself to sbtop thinking
+than he wanders off on a long train of thought, trying to
figure out "what had become of the priest at the mess. And
Rinaldi™ (p. 233).

Sometimes the author uses Catherine as a lie-detector,
directing the reader’s attention to Frederic’s obsessive
thoughts.

"What are you thinking, darling?"

"ibout whiskey."

“ghat about whiskey?™

"About how nice it is."

Catherine made a face. "All right," she said (p. 310).

Catherine’s disbelief inherent in the expression of her
face and her resigned words coupled with Frederic Henry’s
slow movements as he pours soda wabter over -the ice into
his whiskey imply the hero’s lingering thoughts on the for-
bidden theme of war,

ifter the stormy events at the fromt, Frederic finds

19 V. PEEXcaxbuT efeg, yxas, cow, ¢, 70,
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himself in a vacuum and the lack of meaningful action forces
him to devobe himself +o thinking more and more - 10 remem-
ber his war comrades and evaluate his past experience.

Frederic Henry‘s constant declarations that he is having
& fine time, make the reader doubb +their veracity. The lov=
ers® concentration on foolish small talk and senseless ac—
tions, too, helps us +o divine Frederic’s regret et his
®separate peace® and his growing sense of unrest and empti-
ness. Thus, Catherine suggests that Frederic should grow a
beard, since it would give him Pgomething to do®™ (p. 298).
Their silly talk culminates in the cosmic sbsurdity of their
wish to hdve foxes’ tails.

The author’s idea is upmistakable = baving “jumped off
the escalator of history“,zo Frederic Henry feels lomely and
stifled in the narrow and stangnant world of personal  Jjoys
and personal SOrTOWS.

A1l Yhese implicit assumpbions are sustained by Fredem-
ic Henry®s open confessions that in civilian clothes he felt
Yy masgueraderp, 243),%a criminal™(p. 251) and that he ac-
tually did not have a feeling that the war was over for him,
Instead, he had "the feeling of a boy who thinks of what is
happening at a certain hour at the schoolhouse from which he
has played truant® (p. 245),

The assumed author’s messege is embodied also in +the
doom mood investing the idyllic sbtory of the lovers® quiet
stay in Switzerland with Jjarring overtones. The +time for
childbirth approaching, +the motif of rain 1is reintroduced:
Driving to Lausanne, they see wet brown fields, hare woods
and wet houses, ’

The sense of danger is heightened by the narrator’s in-
formation that all through their stay in Switzerland they hed
“g feeling as though something were hurrying {(them) and
(they) could not lose any time togebther® (p. 31l).

The scene of the false spring moumbed in before +the
scenes of the final disaster, only sharpens the sense of im-
minent danger, suggesting, by implication, that +the lovers®
idyllic life in peace=time Switzerland had been only a

20 V. Dneprov’s term.
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false spring in the midst of the winter of war.

The fat grey cat with a tail that 1lifted like a plume
(p» 219) +that rubs against Frederic’s feet when they land
in Switzerland, en imsge of domestic happiness, is contrast-
ed to the stray dog nosing at the garbage cans and finding
there only dust and dead flowérs, and image of homeless~
ness, hinting at Frederic’s impending loss.

In the overall atmosphere of unrest and foreboding,
even a single image, appearing in Frederic’s remark  that
Catherine’s hospital nightgown ™"looked as though it were
made of rough sheeting” (p. 314), tolls a knell of doom,

4All the above-mentioned forms of indirection invest
Frederic’s story of their life in Switzerland with a deep~
ly regtless and sad intonation running contrary to the idyl-—
lic surface tone,

The carefully sustained intonation of unrest and doom
prepares us for Catherine’s death which serves to emphasize
the fact that you cannot make a separate peace. Hemingway’s
hero cannot be happy alone, without people. When he 3losges
Catherine, he is left empty-handed, without any moral support
to fall back upon.

Hemingwey’s novel "A Farewell to Arms™ reveals a sensi-
bility deeply hurt and enraged by the senseless butchery of

‘war, It is a sensibility celebrating the daring of an indi-
vidual to resist his government, using him as cannon fodder,
and his courage to take his fate into his own hands. The nov—
el reveals an intellect comprehending, long before Harry Mor-
gan uttered his final words: "No matter how a man salone ain’t
got no bloody fucking chance™,°t the futility of individual-
ism and escapism, ‘

On the other hand, as marked by A. Petrushkin,22 the
open finale of the novel puints to the fact, that a concrete
answer to the problem of how to fight sgeinst the imperialist
war, was not clear to the author, his views on the inter-
Telations of man and society were still vague and indeter-—
minate,

2 B, Hemingway, To Have and Have Not, New
York, 1970, p. 225,

*A. Mobﬁpe FpymEXH, lncatrens “noTepsuroro HoO-
xoxeauA? B 20-30-HE TOZH. ABTOpDE(EpaT nuceepranuy Ha

GOMCKAHNE YU, CTEMmenM Kaum. qur, HayR, M., I974, c.IO0.
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This fact accounts for his occasional pessimism inher-
ent in some images, as for example, the image of Catherine’s
operation, The great long, forcep-spread, thick-edged wound,,
the doctors and the nurses in mssks remind Frederic Henry
%of a drawing of the Inquisition" (p. 325).. Placed near the
end of the novel, the scene seems a sad summary of the “con-
dition humaine®,

To sum up, +he image of +he author emepging from the
first three parts of the novel is built in multifarious ways
- by the open prorouncements of the narrator, by subtle im-
plications showing the gradual change in the narrator’s at-
titude to war, by the feelings and thoughts of secondary
cheracters, by the emotional overtones augmenting the atmos-
phere of the dramatic scenes, by a pabtbtern of intellectually
contrived images directing the reader’s abttention to the au=
thor‘s message and by a montage of parallel and contrasting
scenes,.

In the final chapters of the novel Hemingway has used
his protagonist as a fallible narrator, bthrough the emotion-
al subtext underscoring the difference in his point of view
and that of the narrator’s.

The novel vividly demonstrates the fact that the intro-
duction of epic elements - +the portrayal of important his-
toric events, intellectual and ideological debate tends to
reduce the role of subtext in communicaﬁing the assumed au~
thor’s attitude to his subject, And vice versa, the predomi-
nance of emotions and moods, i.e. lyric elements, in the last
two parts of the novel, mekes the author rely, +o a large
extent, on implications,
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P. AGonrama

PeasnMe

G‘mﬂw TOCBAUEES Npofacve ofpsza aBTopa B povigHe 2. LovER-
jpomell, opynEe” ¥ WCOAEIyST PASHEE OYUBEETHHEG H BHG-
cyc%emme q;opsm BEPARCHAR SBTOPCKOTO COSERHWA, Powpm “loo-
mafl, opymme” Bammcad B QopMe CKeSa, KOTODAH He HOSDSUNET  XB-
Ja7s UpAMHY BHBOIOB ¢ GHCTENE USEHOOTER apropa, o €10 MEPONG-—
HIMAHER #3 00Dass DPOCGHE3TEKE. D OBMRE C pTMM B OIOTRS HOGRE-
IyeTCH BOUPOC O ToM, B HAKoE cTemer¥ Tepoii-DacCHKSsTAR BEDSTS-
T BITVANE aBTOPa, KOK OrDEHUVGHRAA TOUKS SPONER MoXElmiypy-
eToq Tounoll spemms HepOOoHawSf BTOROTO WIENA, ABTCD GTOTHE 0T
MeIseT, YTC HO CPABHERED ¢ poMamow "$necra” pom DU ELEER
SJEeMeHETOB B poMeme “[lpomald. opymEe” youseHs, B CBSBE ¢ %6
BORPOSJO SEAYCHAE OYULSHTHHL qupm BHPANEHE aBTOPOROYG  OTHG-
HEHAS ¥ OKDYZRAMNENy MEpY E VHMOHRNENOCH SHAYEHWS  HMOIHOEAAL-
HOTO NojTexcTa, JomPexcT B DEDBHX Tpex UaCcTaX DOMAHA He ZRgd-
STCH DVABHIY ROCHTeNeM aBPODCKOR We® , Xaw B pomane "Gmecqa),
a JENG MOIHEM €6 SRKOMISHIMCHTOM,.

ABTOD CTaTHY OTMEIAET, TT0 YSTBEPTAA 9aCTH DOMOHA 2eEES
BOETO BHABNACT DACXONAERES BO BEPAANAX PACCRASTYEKS ¥ 2BTODD.
Asroporad MHCHS B Hell BHpamsaeTCs TIABHEM o0DSSCM UEepes  BMo-
UEOHANEHEA NOETERGT, 2HAJHS KOTOPOTO JIOKASHBAET, 4T J.K&mH-
Tyell memosszoran Ppeuepuxa TeHDH B DOAE ONHCAMNETOCH DRCCHHZ-
qmKe / "railible narretory .
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9. ¥IMIGOYE! M TPAXIAHCKAS BOHA B WCTIAHIM
/tVicnanckas sewna" ¥ “laTes KoaoHHa"/

9.3. Cay
DPTOHCKAA  CENBCKOXOSSACTBCHHAS  &KBNEMUS

B romne 1930-Hx ToIoB OHIW CO3INAHH CaMHe JydYumHEe,HOBATOD—
cK¥e NpOWSBEICHEA aMEDHKAHCKEX IHcaTejedl, B KOTOPHX OTPaRAJCH
maTexml ILyXx Hapong. MH IMeeM BHEY Takue NpoWsBeXeHud, Kagr
“[aras xoiomsa" /I938/ m “Ho kow sBomuT kozoxox" /I940/ 3p-
gecTa Yevmmurysg, "DiyovmHul meroumme” /19407 AnnGepra Mempna,
"Tposnsa Tuepa" /1939/ Jxoma CrefinGexa, "Y_Bac 8T0__ He-
Bosmonxo" /I935/ Cmmuepa JpweEca ., "Tede He BepHYTHCH HoMof"
/I940/ Tommca Byimda, "Smecs neémur" /1939/ Joporm lapkepa.
% Ip. IHoYTH BCE 5TH NPONSBENEHUS, KAK MH BHIUM, OMI¥ Hamuca-—
HM B PO BpeMa, Korna Eppona yE® dopenacs ¢ QammsMoM. B Te
TONH BOSHEKIC SHEYHTENHOE JMTEPATYDHOS HEMOKDATHIECKOE UBHRE—
HEE, OXBaTHBHEe HEcaTenell DasAVUNHX BCTETHIECKNX ¥ NOIBTHIEc-
Kix yOemmeHall W HAmpapuBiee ¥X B PYCJO DeasmsMa.

Tpexganckas Boina B lonanpE HOTDACHS CBOMM  TI'EDOE3MOM U
BeIEMecTReHEofl TPAaTEIHOCTER BCH NPOIPECCHEBHYD MHDOBYD OGHECT-—
BEHHOCTE, OHA HOZCKA3aJe ¥ XEMUHIYSH WCKOMOTO IOVGRETeNHHOrO
Tepos - 9ejoBeKa KeficTBus., JTOT HOBHA Tepoil HmpHMeUaTeNECH  BO
MHOTHX OTHONEHERX, Fcam repoll MpSUHNYLNX NpOW3BENeHE! X ewMuH—
ryss /"B _mame mpema", "M Bocxomur cozmme", “Ipouad,opymuel”,
"lMeTs M He WMETH"/ HepENKo OTCTaBal 0T HEefHOTO pasBUTUA ca-
MOT'0 8BTOpa, X ero 60pp0&a 3a MECTC B RU3HU IPHBOIMIA B TYIMK,
TO SHAKOMCTBO C MYRSCTBEHHHME COPIAMP-aHTHDEMFACTAME HaJo IH-
carenp TaKWe IHOJIORUTENbHHE ¥ B TO K€ BPEMA DeaisHHE  HpEMEDE
CaMOOTBEDKEHHOTO CIYKEHUS BHCOKYM MIEaJaM, KOTODHE TPeGOBasM
OT HETro cephesHoil MepeoneHKy CBOHX OOUECTBEHHO-TIONNTHIECKUX X
JATEPATYPHO-2CTETVIECKNX BO3SpeHuR. YEe 0TMEYaNoCh, 4T0  Xe—
MEHTYS# HewsMeHHO M3GpaJl CBOETO HEHTPAJPHOT'C TEpOos M3 CDEemH,
@My HeNOCDeICTBEHHO BHaKOMOK, 6yms To Hux /"B Hame Bpems"/,
OpENCTaBUTENN "NOTEPAAHHOTO HOKOJNCHEA" ,CIOPTUHHE PHOOXOBH M
OXOTHEKW HJI¥ IPOCTHE TDYREHHKM,YuacTHe B CMTBE 88 XEMOKpATH~
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geckyw MemaHmD zajo €My OpeBo MMCATh YEe M O CO3HATENBHHX
HOMMTVYECKUX GOpHAX, K YHCHY KOTOPHX OH cam cedd TEeNAKGH
TPUIECAUTE HE MOT,

Bo Bcex PaHHNX NPOUSBEIECHUAX XEMYHTYDA TIOCHIeTOBaT QIBHE
3BYYaNS AHTHBOGHHAS TeMa, I¥Mcareins BHIEN B BoiHe KOHNEHTpPA-
WP 8J8 ¥ HACWMA, NGTOYHEE Ol NOCJAEBOCHHOTO  "NOTepAHHOTO
noRONeHER" ., XeMmETyol ovuews momosEn MemamEw E ee HApom, H,
MOXET OHTH, HOZTOMY HMEHHO COCWTHA B MoUamiy BHSBaIE § HEIO
donee TAYOOKYD TPEETOBKY IpolaeciH BOAHN E 9enoBeRa Ha Bolime,
WICHHO 3T& BoliNa Ouna paspadHe MM "Karoei-To HOBOH,VIUENTGNE-
Holi": O s7oll pofiuy yme HemR3S OHIO GERATH,  OHE SAXBATHNA
Jppell, SacTeBmAl HX IPIHIMATh NpaBiy omHoi m3 OopmmmXes CFo-
POH.

¥Te pHAIMONATRERE ODHIeIN, yI2CTBORERIEC B Momamem B GEP-
Be mpoTrB fammaMa. OGbLENEHANM HpeNcTaBATeNnci MHOTHE  HAEO-
saspHocTell, AMEDEKaHCKEE BOJOHTEDH,O0fuy JAUHKONLHOBCHOTO O2—
TONBOHA , IPETCTARIANY FONINHEO IEPELIOBYD YaCTL  QHMEDHERHCROTO
Hapoma. BMecTe ¢ OolinaMy GRAM X KEMOKPATHISCHE HRCTPOCRHHE
HHCATENH ¥ KYDHAJMCTH. Y®E 5TC OEDYREHEE CUIHHO BIESIC BR2
BITUIAAH XeMEHTYSH OTIHOBHETC CBo€ Hepo HA Caynly  HApOTHOMY
fpouTy. B amepuramCKOl JHMTEPaTYpEe BHIUIO HEMANO JOKYMCHTPANH-
mx /9.Pomsd, C.Hemcom, A.Beccw, M.Boind/ ¥ XyUORECTBEHERY
/9.Cumcnep, J.Xows/ HpOHSBENEHHR © TEX TEPONIECHEX AHSX.

Boiiua B lcnmanm yxe He ABAASTCH I XEMUHIYSEeBCKOTO T'EPOH
ofngHO# Bofmoll; DeHTPaNRRHA XSPaRTEp 9THX UPOESBONEHME -
caresifl CTAHOBUTCA BCE Gonee ¥ 60Nee GOSHATENLHEM, ROHEMANTNR,
gr0 Hapommdt poHT BefeT cmopaBeljuBy® BolHy, ©oH OopeTca 34
ey, KoTopue "He mewr", KHoHewno, UeHTDasbHHE Tepoll He Mo-
#eT Cpasy HSCaBUTHCA CT cBoeci mpexuell mosWIE GopHR-ONEHOURY,
HO B KOHIE KOHNOB OH BCE€ ¥€ HAXONUT HOBHI HESHEHHHE HYTH.

HosToMy Xewmrysm yIaJoch, KAy HyCIHMIWCTY W GeLISTPHCTY,
OTPasHTs Hambosee CYHECTBEHHHE ¥ ONDENEIANMEE YePTH 2Tok Smo-
XaupHoll BoflHNM., Yme pauEme NPOWSBEHCHUS NHMCATEAR HEDEIKG WMe~
M EHTEPHAIWORAIbHOE 3BYYaHEe, Temeps Xe, BO BpeME  HCHAHG-
kot BOMHH ero yMeHZE NOHATH X OIEHUTH IpeXCTaBmreined CaMEX
PasJIYHEX HAIMOHAJBHOCTER HOMOTaeT eMy IMYO®e OCMHCINTS: IpPo—
mexopsmee. B To me Bpewms OHAM ONYOIMHOBSHN ¥ €TI0  OYGDHEE

- 127 -



o Bolime “Haypurckme modeps” /1937/, “imepmremckni doen”/I938/
Tepsuit oYepx HoeBamen eHFnjenmery, mobepy Vmoumre ¥ BAREHMA-
DRGTCA CICBMDI apTepa: WYou cen bet om Fremko, or Muzaglim;,
or Bitler, if you wanb. Bub my money goss om Ripolito.®'
VsMeHuiocs CYMECTRO BOHEH,  HSMEHRENOCEH OTHONGHWS XeMEEIYRS XK
pofiEe, ESMEHIAH B KTore, ¥ ropok ero npomspememmll o BofEe.

Hoax cnesppmii fuazvz “Hemamexnd seus” Pax ¥ mpeca  “lareg
RodoREa”  CBENETENBCTBYLT O LEDEOCHMHCHCHAN XSMUHIYDEM CBOMK
pexprx PurccofoRAX ¥ HOSHTHMECKHX BSIVIANOB.

B cuenopnk/8 ToYHEE - IUETCPCRCM Texcre/ Pmysve  UomaE-
oRaf Seuas” HpecCHaNAeT NOKYMEHFAIbEHE Marepmanm.” Xoms (mism
¥ HORAZHBAET B ONDENSICHECM OTHOMEHER OHHT. OJHOTO MKEOIOTO
qeNOBEKs N0 ¥MeEE Kyman, (eKTEICCHE. UCHTPRARHOTO DPEPOS B HEM
HET = BECHh (OXYC HAUDABJASH Ne HS TEpDOH, & WA Tpenisvcrysn sof-
HY. Xemumrys# B owoll moflme @DpuBiIenaeT upexue scers  mafes
GopRO, HOYODMM NDEWCHOIHEH HGIRAHCKEE HapoX. Tuple TeamLon
BEOOANCH B OUTMECTHIHEY TOHAX, U 5T0 BIOAHE COUTRETOTRYET
sagpIsHm JEMVETYsH, COCHOIAHHOMY HECKOMBEC uoszme, O TOM, ST0
secus [937 rops Cnra cadM CYACTIUBEM ITAf PECHYUJMKAHUCR He-
PHORGE BollNy, HOTNA OHE IMENH PEAJRUNHE MAHCH Ha YOHeX.

Bmwol ® pecmofl 1937 roja IEPSDHOUEOHAJBHHE ODMTamH JeficT—
BORAJE OUEH: YOUOmHO N XewmHTys# XOTeN HOCBATHT: § (QEMEM X

I Frnest Hemilngwasy, Selected Stordes, “"Frogress" ,
Yo, 1971y Do 310

2 Hepnoe motemerne Jewmurysey Vonanww BpaveN  I'DRESHORoR
sofimw cocFosacss ¢ 27 @e%um o 19 mag 1937 r, Pesyumsyaros
p7ol nNoespkn OH OmmeM CJCnaEcres aauna”, IHoaTens DpHEXSX
B Vooewrn B XEYEeTBe BOSRROLD HODDCONORICHTA HO OTHOBDE=
MOHHG § BUUM OH DatoTes I C BHESNNMCS TOINSHACKNS DEmHO-
gepou Vopmeom Vpeucom. XeMmarysi mHIET KoMMOMTADEH H  eTo
QEABMY, W 3T0F TOxeT nybamryered B CllA B mome I938 r, Ha-
HeUaTane CRI0 BCETO THOAYA SKBEMINSDOB. IDeRHs BCETO  »ToT
QEARM TOKASHBENT HPESHICHTY PYSBEIRTY X 6rc coMhe, -KOTopHe
OTHEGANCH: K HeMy BUOMNe OXOUDETeNBHO, BCe meHEIY¥ PHDYYCHHHE
Zemoncrparuel QwipMe OHIN OTHAHH B HOMOWb DECHYONUKAHIES.

3 EBemest Hoemingway, Preface, - In: Gustery R e g=-
1er, "“The Great Crusede", N.,Y, -~ Toronto, Longmans Green
& Cooy 1940, po VIITe; Ermest Hemingwa y, Fagcism
is Ide. "Wew Mapmes", W.¥., 1937, Jume 22, p. 4.
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KEULY BeeM CBOWM JDYshAM pecnylimmonckol VMomemww., OH SHues:

‘®Phig Spenish earth ig dry and herd, snd the faces of the
men whe work on the esrth are hard and dry {from the sm"ﬁ

- Xevumyysl 6papRMBAcT MCOAHCKYD SEMID,CYXy®R I  PBEPAYM, 6
AENEME HOHOHOEB, padoTanmiy HE Hell, TeM ocavMeM - HONYSpREBAA
TBEPHOCTH, JHOPOTBO ¥ CMENOCTL 2TOIG HEPOUa. ABTOpD HOKasH-
BAST, TTO JOLAM AAE HOAYICHYUS BHCOEOTC YDORRH, HYRHO ODONETH
BEMJD, HO TENEPh OHE JOMMHH TDODHBATH HOBHE KANSRH-ONONH IEL
PETO, UTO0H 32BOSBATE CBOOOLY. Ha, cBoell memue.

Xevmarysll NOKABKBAET UDOCTHE COLUAT, KOTOpES KOMBHEYDT
TEBHSHSME; B PeCHYOIMEAHCKYD 8pMuw WNyT TaRne JAONE GEMEX Das-
JAeHEEX #podeccHil. moarais asT B ¢Boell KuEre nmopTpetH Jozo-
pec Héappypu E EeMeifmoro DHGarend Iyorssa Periepa,  UDEEXSB-
mere B VousErn CopoThCH 38 OSYHESTRICHVE CBOLX FHCANOB. Besh-
M2 HOKABOTeNBHO, HANAM BEFMANEEM, ¢ KoKEM ZejaHmeM HOCTHYS
WETCTHAK. HX MJRECTBa E BepH B OyEymee Hspona JeMEHrysH I1oBO-
PHET © HEX, B onegapmu XeMuuTyol HpENaET GONBHOE BHAYEHWE DPe—
yg Jodopec WGappypH, CTDEMACH HONYCDEHYTE €6 XapanTepuue
OCOCEHROCTH: " ,,, all the new Spanish women is in her voice.
She.speeks of the new nation of Spain. It iz & new nation,
digeiplined and brave. It is & new nation forged in the dise-
cipline of 1ts soldiers and the enduring bravery of its wo~
men',

B fmaeme Xemmirysii yseroBewmBaeT MO2ppypE ¥ ee TOVIOC IS
OyImymeTo oCWECTBa Ka® LOKYMEHT O €€ BRIATE B HEJIC CaMOro Ha-
bolae

B mpenucyonny K xawre fonep Byn mmmeT o TDOMATHOM SHAYE-
BEE clemapmf XewnHryod,"lomaHerad semud", mo mMuenrm Byna,eme-
Jan To, 4To IEJNOBEK MOEET CHONATs TOJNRKO PR3 B RESHM, ¥ Y70
OH OH HE IHCAN B OyIymHeM, Oonee SHAUWTENbHON Bemy eMy He
namcars.G MorHo BloJHE CoracuTrcs ¢ Bymov “HonsHoRas sem—
Ja"  nelloTBATENHHO ONHA HS JYTHHX DPACOT, HANMCAHHHY XeMEH-
TyoeM, HO TEM He MeHee IWCATeNHL CMOT COSIATH W (oJee SHAYIH—

4 Emest Hemingway, The Spanish Earth, Cleve-
land, Savage, 1938, p. 18.

5 Ibid., pPe 32,

6 Jasper W o o d, Introduction, - In: Erneat He m i n g=
w a y, The Spanish Earth, p. 9.
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TeNpHEE NPONSBENCHEA, KAKEMI.ABJIADTCS - poMal  "llo KoM sBO-
HOT Kolioken" B ToBecTs "Crapmk ¥ Mope”. B cmemapmm "He-
TRHCKAS BeMa” . aBrOD BUEPBHE BHPASHN CBOY  HOJNTHYECKHE
BSTWASH, HO 3JeCH BamHO X Hpyroe: OH ¢aM cpel¥ O¢pmoB  Ha~
porHoro JpoHTA E HEHTOMY IIMNET O BENCHHOM @M caM#. fcmep Byn
mpes, Xemmrysit peffcTRuTeNsHO MOCBATHII CeCH CHACEGHERD HEMO—
xpernn B Momemrw. Boilma Joxasana XeMuHIYON,. YT0 BGE CHEN
HOMRHH OHTH COSHFHEHN B Gopple mpoTER JamwsMa H TTO Iif o8y
HEOTBICHES $Toll Nenw padovne FOMMHEH OHTH CONEZADHEMA.

Boltma paer moiesHMi % HyRHHR JpOK KAk anTopy, TAK H €I0
TEpom, ABTOD, & BOJEH Sa HM E erc repof  yBHEEEAE, €10 YeNo—
BEK B OTMHOYKY HEYETO HE MOXET cuelarp , HEOOXONEME  OCBEHE-
HEHEHE YOWNR MHOTEX JDIEH B GOpp6e ODOTHE  BAACTH FMyMEX, B
GopsGe 3a CBOGOLY. '

Cocmmienye NOKYMCHTANBPHOTO (SKTe C XYHORGCTBEEHO  Pa3Da-
GoTaHEEM YaparZepor ABJNXCTCSA marew ﬁnepen B TBODUECKOHE 2BO~
JIpE XQUirysfi. JTe 9BORIES OHie Taxne ofyCJAOBNCHE  YOBOE-
HEes cevumi XeMEHIYoeM ECTOPUE B JOTEKYM colmanbHol Copnlm, yme
B CHAY JNOXYMEHTONLHOCTE Hamenmel oTpameHKe B OUepke.

Ilpecn "Oarasg KOJOHHE" - EIVHCTBEHHAA NPOU3BEAEHUE XeMilH-
TV5H TPEMATEISCHOTO XAHp&, I'epofl HToro HMpOESBENEHHS  CYmEecT-
BEHHO OTJMYAETCA OF CBOWX NDEINECCTBEHHUKOB. IIpMANHY OTIMYES
HYRHO VICKATH HE TOJBEO B ®aHpoBo# cmelimie paCOTH, CHOIBKO
B HOBHX HZeliHo-2CTeTVYecKuX NPWHUENAX €€ aBTOpa.XEeMWHTYDH mo-—
CTOBEA Hepex codofl Ieidb HPENCTABMTL © COGHTHA B JcOosHWM B JM—
TeparypHoli fopMe HACTONDKO HPEBIWBO, HECKOJLEO OH Oyher ‘oo~
codeH chenaTes 5F0. '

Xevymryolt mmcay mpecy "[IAToA HONOHHE" B TEUEHHE OCEHE X
amH 1937-r0 TOBa. - B NDPENHOCNOBMA K COODHHKY, B KOTOpOM OHJA
onyGimxosana "IlgTad KoJomua', aBTOD oCbACHAET HasBaHme CBOek
IBECH. llo ero ciopaM, oCeHsD 1936 TONa GYHTOBNEEY SaIBIIH,
9r0 YeTHpe IX KONOHHE IBUTANTCA B Hampennenuu Mampwupa, B To
BpeMA KAK HATES KONOHHA [HeflcTBYeT B CaMoM Topole Hif Tore,

7 PesympraTom BTOPOi moes KM XeMuHIyos B Hoemammp, KoTopas
cocrosanace ¢ I4 aBrycra 1937 ropa mo 28 sHBaps 1938 ToIa,
fABENEcH mneca "[laras kozomHA". B cenTsdpe 1937 Toma B Mam-
pune OHna PaCKpHTA TEpPOPUCTUECCKAS OPTAHHSAIMA, X #

nHEneT mpecy Hid NOCTaHOBKY, HO H3-38 H‘EJIaJIOB asrTopa ¢ pe-

RHECCEPAME , OH nye KyeT ee B cdop;'me 'H%Bﬁe CODOK JIeBHATH
pacckasoB” ¥ mpeca "llgras KomouHa"- B T,
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uPoCH 8TaKORaTh SANETHEKOB ManpEua ®3 mna.g

Jelierare MpeCH NPOMCXOFUT B TOCTHHAIE OGAXNEHHOTO Mampu—
I5, YerHpe DamMCTREX KOJOHHH HAXOUATCH ORONO CTONMLH, a OA-
pag pelierByer B camom Magpmpme. Tepoii dmwmn Poysmarc - sBEa-
ercs Goplom mpoTwB oroft marol KoJoHEH. OfmmaisHe B Mampmue
OH HMAXOJETCH B KA9eCTBE BOEGHHOTO KODDECHOHIEHTA, HO HA  O8MOM
nene dwiwn PoyIMHIC ~ KOHTDpasBeNIuK. OH MmoduT JopoTE BpHIEEC
H HAMEpEeBaeTCs REHWTHCH ¢ Helf, Ho B To xe caMoe BpeMa  repoi
TOHEMEET, YTO €r0 JoJI' IpoJoNxaTsh Cope6y ¢ dammsMoM. OcosHas
9T0, OH HOKEIAET I'epoHlHn, PumMO POYIHHIC HAXOOWTCH HOL CHIB-
HEM BIAAEVEM CBOEro TOBApHUA IO ODPYR¥D, KommMyHucTa Mexca, Xa-
DPaKTep IVIABHOTO I'€pOS NRECH CBELETEIHCTBYET O JajpHelimeM pas-
BuTHY oCpasa 60plA 3a CBOX COUVANLHHE ¥ HTHICCKEE HILEAJH,

Qunyny Poyyumrcy He CBOHCTBEHHH TOT Kpaiinwli WHIFBELYANESMN,
COUVANBHHEA CHENTHIMaM ¥ OWymeHHe Ge3HCXOTHOCTH, KOTODHE  SB-
JSWTCA XaparTepHol YepTofi NpeImecTBYIHINX €My T'epoeB X CGMHH—
TY94, B onucanim CHTZ X X2paKTEpOB OHCATEN: CHOBA, Kak' u B
CBOEX TPERHNX IPOMSBEMCHUAX, OIMPaeTCA HA JUIHHE HACANIECHET U
OUHT, KOTOPHI OH BHHEC TeHeph 3 HPOHTOBHX CYEHE! M RW3HE GCaR-
nemHoT'O Mampumua. '

B szananme Trepos BXOIUT oCHEDYREHME I 3axBar Jmueir  marod
KOJOHHH, KOTOPHE YOHB&IH HPOCTHX TPYXEHMKOB, XEMEHIYS# NOKa-
3HBAET, HACKOJIBKO ONACHH OHJE OHY DECUYOJIMKAHTAM, |'ODHEYHAS
TOCTHHUIH IleTpa paccrasHBaeT I'epouHe, Kok (ammeTH paceTpeILmin
anexrpuka: "They could see he was & working mem from his
clothegeec. That's why they shot him. They are our . enemies.
Even of me., If I was killed they would be happy. They would
think 1t was one working person less ...l have no pf.')li.ﬂl;:i.ceu“9

UneHH DaTOH KOJNOHHH, KAK HONYEPKMBAET aBTOD, YOEBanT BOEX
padoTaplix Ha PECIYCHMKY HE3aBHCHMO OT TOTO, BAHEMAKTCS  OHH
TONUTHKOR Wiy HET, ABTOp M ero repok HEe XOTST BHEETE

8 Emest Hemingway, Preface, — In: Ernmest H e-
mingwey, The Firgst Forty-Nine Stories and the: DFPlay
"fl‘he Pifth Columno.™ N.Y.oModern Library, 1938, PP V=-VI.

9 Ermest Hemingway, The First Forty-Nine Stories
and the Play "The I‘ifth Colum", ppe 54, 29,
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HOpaReHHNE NpooTHx Jsoiek, . IlwoaTesnb menssmuex fewmsm, JTo
TYBSTRC NPEIONDEIeNENo. B Anelunli oCauk eTe Tepod. Anvmiemmanm
LIRS Hero — HeoTheMIeMas Yepra ueJoBeueckoll CymmocTH, panE
Hero Tepoll IoToB HOCTYNHTRCSH CBOHM BIEUCHMEM X xopomeR mmsmy
B YRoOCTBEM, TPSRANME afCTDEKTHO~TYMEHNCTHICOKEMY — EARKSHAGE
B IgEe Jp0oBsD. OUeHL YOOIMTSIRHO DECHDHBAETOS ofXEK Ommmna
Poyamures B er0 OTHOWSHEAX. ¢ aMepuRancRol mypusmmeTEo® Jopoe
vy bpEnzes, Heupsd CHaps®h, UTO repol TOMHOCTRD IDEONOXeXR
PRMIBHEYEIRSN; 5TC OCOGSHEC ZDRO NDOSBIAKETCH B 6IBHAX ¢ Ho-
poTH Dpumzec, CETyaNHS 278 B THODYECTRE ¢oMa Ho cede He Hopas
repoll. B CHEY 6COTOSTENSCTR WI¥ JHeROl SaMHETEDEeCORRHHOOTE B~
HYREEH BRINGETECS B Copply, XoTopad TeM-To yBIGKHET, YeM-10.
QTTAIREBRET ¥ TOYNS BOSHEKAST HA €0 IYTE ROHIMHa, B OTHONS-
HESX ¢ Eo%opoll ¥ HEro COSDEBAST MHCHE O BOBMORHOOTY TPETLEre
EYTH, TOX HERRBAGMOTO BHXOER WD HIDH, YT00H Habvm FOIOKO=
oHES ¥ ZOOAYTBCH IRIROTO CYACTHH, TaERas CHYCTHAS CXOMR ¢  He-
ROTODEME BEORSHONCHVAMY BOTDOYAS6E Yus He OFHMREH, Jupg-
ool maaK, IYROTREG, CTDPOMICHES X0TH OR B AMUHOR mESHE SO0~
TE9p Heroctaxmel B coummumnol cfepe repMowmy, E To B Bpewms
OOTRNNSACH HeYIOBIOTROPCENOCTE oodol mocxne ¥axore OeTeime -
BGE HT0 NPENABANO. ICELONCIHECCKYN KONTDACTHOCTS B  OCHOBHOM
CYPOREM ¥ JIZHOHHYEHM OCIMCATONSHEM OUSHEM XSMAHIVSSBOREX Hpo-
mzpenérmli, Omaaxo 3 "lavel momomme"nexs GopnCH BHEE Mg~
HOTO, BumE JodBE , FOPARAOGTH ¥ pasouapopamui. Momoued,Xpeon-
Bas ¥ Soraras HopoTH, CHMBOJEBEDYeY oolof To, oF wero Swmmn
oFomoN paiE JopptH. Koepaoo Definep Hames CUMBONAIEOHOS TOJN~
KOPGHEE B €8 uMeH: - Bpummec /MoscT; mepesocmug - 9., i/ . Ilo
10 MECHEW, OHA KeX OH OHMBOJMSHDYET CBSShH C IDOUIEM. 0 o
POTH EPEENATECT TEPOD OTKeBATLCR OF HNNOMY HEHYWHOTO, 0o 68
MNONEY, DDOJATHS KpOBH, M YexaTh mMecre ¢ Hell ms lomammm,udo
rparmasexel WeXon cobmruili yxe mueH. Ho repof ¢ mpmspennen
TOBOPET © Tex MecTax, KOTOPHEe OME HOCeTHwIM OH BMECTS ¥ O TOM
o6pase, KOTOpHE OH oHE BENW: “.... & thousand breskfasts coms
up om trays in the thousend fine mornings of the next Ghree
'years; or the ninety of the next three months; or however

1o Garlos” B a k e r; The Spanish Tragedye. = In: Ernest
Hemingway. Critiques of Four Major Novels. ¥.Y.,Scribmer,
19625-90 115,
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long it tock you to be tived of me, or me of yoR.ep. Wetd
gtay at the Grillom, or the Ritsz, emd in the fall when the
leaves were off the trees in the Bois =md i} wes gshexrp and
cold, we'd drive out to steeplechasing. ose.That?e 1tn11

 Bummio, wmmruroft ccobeHHecTHR XEMUNTIYOS GTEHOBHTCE  BaB~

TOBOD © F6X MEOTAX, B HOTOPHX OH HEKOTES ¢ répormel HE Hobw-
Boer. O PoM me Govns YHTRTERE BOCTDEUSSTOS ¥ B posMume “Mmer:
7 _Ee wmers", Tappn Mopram mepen cpomM faremcemm peflecs  Tome
TOBCPET cBoell meHe O MECPAX, KYUA OHN HUKOTIA He DoeHyT. Ho B
"Haroll mozomme” @wnmn POYNFHTC HASHBAST MEOTE, HDENATICRANWE
ero upomiof mwsEE. 12 TosTexy oH. cmamer Jopotm: “I keve
been to all these places, and I've left them all behing. And
where T o nmow I go alone, or with others who go theve Lor
the geme reason I goev

Tepoll sHaET, YTO JOUEKS RESHA HE JACT BOSKORHOCTH JAS Bi-
Jmsull ® ¥ Tepod He MoxeT CHTL JPYTOere OyTE Kpove OopnlH. oz
FOREOIWECCEAS KOLNESHA HHECH OCIORNROTCH TeMd, 970 PoyusHroy .
OKABEBACTES HE. HoJl CHAY pedoTa B KONTPPESBENES, Nopoll o Wo-
OHTHB22T CECORINe ¥ LHRe OTYASEKS,. OF YYNCTBYST CBOL  OIYyE-
MEHHOCT: OT BOEY ORDYRENEEX ero Jugef. B npemicdoRums sBTop
EmeT: ©CHE B HbeCe ¥ SCTE MODANH, TO ORR ISWNANUERASTCS B
TOM, PO Y JOKel, PRCOTANNEX B CUDSTONSHNNY. OProumsaliigR Hep
ppeMens. Iia ivvHol zmean.~” HO EMOHHC B 370N GHONYDONENNN T9-
poik oM OTHASHBEET CRGE B NpABE KA JHYEYR IZHSEL § QTeREy
puefinye DOOYRIEEMA BNEe JANUHHY, COCTERAACE B DANEY SEEEDREMG-
T0B.

3pecks BUIHO, ITO 8BTCD YEIOHSET CBOETO FEPCE OF NHOHCHOB,
TAY HSSHBAGMOTO CeNepaiHols MEDR, K YeMy OTDE&MENNCH 6T0 Hpo~
IHEymEe TepoM. Ho Te xe CeMue NpelieMH CTERETCH NEPER  Tepo-—
11 Brnest Hemingway, The Piret FPorty-Nine Stories

end the Play “The Fifth Column". ps 97

I2 B o7ToM MOXHO BEISTH apToOHorpedmueckwh saement: Fmmmn
HEOHBAET T CoMHe Me0Ta, B ROTODHX Yewmuryel Oux ¢o obBoell
Bropoll memollaynzne Peidfiep. Horms amTop IHCAX IRECY, BGS
9TO YXe OHJIOC B IDOILIOM,

13 Ermest Hemingway, The Firgt Forty-Wine Ste-
ries and the Play "The Fifth Colum", po 98.

14 Emest Hemingway Preface. - In: Frmest Heo =

Bingwsy, The Firgt Forty-x: s
Fifth olumn":p.VI. y-fine Stories and Fley "the
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€ CHOBA B OHEHEX, KOTN& OH JONXeH NPEHATE YyIacTHE B JOHpO-
ce fammOTHEX JULEpoB. HOHMAR: HEOGXOIEMOCTH HACHINA B GODB—
6e mpoTEB {emusMa, XeMMHrysH NeiaeT &KIEHT Ha 3T0 B cBoel
nbECcEe, HO. BHyTpEHHE Tepoil cTpamaeT: "And I'm tired too, end
I'm worried now..You kmow what I'd like? I'd like to never
kill enother gon-of=g=bitch, I don’t care who or for what, as
long as I live, I'd like to never have %o lie & I'd like to
inow who I'm with when I wake upe. I*d like to wake up in the
same place every morning for a week gtraight,.I'd 1like to
marry a glrl nemed Bridges." 15

QWA HEKOTO HE XCUeT YOWBETEH, ¥ OH IOHMMBET HEYSNOBSYHYD
CYNHOCTSs BOAHE, OIHEKO B HOHIE KOHIOB Tepofl NPEXONET K BHBO~
Iy 0 HeoCXOAUMOCTE YOHBATH BO DMA NPWHIAIOB I'YMSHUSMA -  Iuf
TOT0, UTOCH IoGEETH (amusM, B1eCh BYIHE DAsHAlA MEEIY  Hpe-
THIYIEMYE TeposvE YeMumHTyss ¥ OwmnoM PoymmircoM. Hmr Agsme u
&penepur TeHpr B ONACHHX YCJAOBHAX BOMHH 32Wimdant CenaparTHEl
MED, B To. Bpeus Kay Pmmn POyAMHTC NoJexHmAET B cede TOT CoO—
6aasH. Ho HECMOTDA Ha 5PC OH BCE me He yIaCTByeT B RoOlHe o©
noJmol yOERNeHHOCTEN B CBOGH mpamoTe. [o2ToMy Iepof He HOCTH~
T8eT, TPO C XKECTOKVM ¥ IDPYOHM BparoM X OH JOJEKEH GHTH opy-
TIBHEM, DTO O0YCAOBIEBAETCSH JIOTEKOR GODPHOH.

Tepolk. 370T0 MPOESBETEHNH BHOBL BHPEXSET HPOTUBODEYMBOE
OTHOMEHNE X eMUHTY5a K COBDEMBHHEM COOHTESM. OH He HCNSHeN, ON
TpmeNiel” I3BHE, 0 30BYy CBOETO CEpAUA BKINYUBINMEACA B HCHAHCKYD
Tparemmo. OH MygecTBeH, CeCHOMANHO NDPWHIMNWAJNEH, HO ocra-
HETCS BHYTPEHHE HECKONBKO YYRIEM K COMEM NOCJHENOBATOHLHHEM &H-—
TEDONECTAM - MCHAHCKUM HOMMYHMCTOM @ KOMMYHECTAM W3 HHTEDHA~
EMOHANBHRY OpEraxN , Xord OHYyBGTBYeT Ce0a uacTHiell GoMbmoro
KOIIGKTABA, O He JEWOH TPSNMUFONHEX NJA XEMUHIYHeBCKOI'O T'epod
UepT MEIMBANYANASMS., IYAMH3MA B 670 OINSHKAX COOHTHA, B OLEHKE
¢Boefl DONH BHOBR S2CTARIANT B HPOWSBENCHNM SBySaTs HOTH JHTHOM
Tpareyaa.

Pemenwe mponosxaTh GOPHGY BOSHUKIO Y repos HoR  BIESHEEM

15 Ernest Hemingway, The Firgt Forty-Nine Sto-
ries and the Play "The Fifth Colum", p. 44,
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KOMMYHMCTOB, 0600emHo Makca, HOMMYHMCTH HosBWMCh BOEDBHE = B
IpOM3BeNeHnAx XeMUETYss: B pomMane "IMeTs ¥ He mMers", HO Tom
O OH/J¥ BTODCTEHCHEHVE JUIME, B IHeCEe OHM HEGYT  BAXHYD
QyHKIDIO B 9BOJNIMY XEMUHTYD €BCHOT'C Tepos. MORHO COTMACHTHGA
¢ M.MernenncoHoM: "V TEEpEISA MOPANbHOS Beymume Maxca,XeMmEIyaf.
JaeT NOHATH, ITO OH BEIUT B KOMMYHHCTEX HE TOABKO ~ CONSHEEOB
1o 6opebe mpoTwB ammsMe, HO X BooOme Hocurexell BHCHEX <eEo—-
BEIECKHX EHEaNOB." TeMuHTYo# BHEGN ¥ NOMAN, YTO BOEHY Mom-
HO HeGeIHTH TONBRO BMECTE C KOMMYHECTAMY, IECLELNHPY KOTOPHX
OH BHCOKO LEHWJ.. Maxc B msece CopeTcs sa HeNo padoderc KIRs-
c&, 3a JeNo B KOTOPOE OH BEpHT. XapaxTeprmeyd repos, Maxe ro-
BODHT, YTO OH €My JOBEDAET, X 978 OICHKA NOKESHBAET, YF0 He-
CMOTDA HE HPECYLHE €My YEDPTH. aIATHH, HS OEIHIE KORHO HOXO-
KATECH. OmiMn BHpamaeT HEYHOBIETBODEHKE To¥ xu3HBD, KOTOpol
OHY EWBYT; OH X0YeT NPOCHYBIUGH. YTDOM HONYIHETE XCPOIER  38B-
TpeK. B oTReT Ha »To Marc romopmr: "You do it me every ome
will have & good breakfast like that, you Go it o no eme will
ever be hungry. You do it so men will not have o fear 111
health or old sge; so they can live and work in dignity and
not as slavese ooo You do it for zll men. You do it for the
children.”

Ounnn PoynwHIC OTBEY@eT YTBEDANTENBHHO Z 063 INOAE  COMEe-
HES: OH OYIET CAYRWTH STOMY Zeny. CHOBA MH BEIMM CYNECTBEH-
HYD DASHANY MEXAy DRHHFM ¥ ROSHNHEM LeMPHIYS CBCKIM TEDOEH. Hep-
BPuil He XOuUeT JAne ¥ NOIyMaTh. TOKEM OCpS30M, OH H3GErseT No-
ToOHHX TeM, [lpaBza, o©aM Tepoll B HEECE HE BHPARAGT TORE
une#, Ho BCE Xe OH NpUHWUMEET ¥MX. I'epof}k XeMuHTYodA S&ABIACT:

“We're in for f£ifty years of wndeclared wars and It've
gigned up the ﬁu:waﬂ::l.cm'."18 ‘

16 M. Mengensc oH, CoBpeMeHHHH SMEpPHKAHCKUHE o
men, M., "Hayka", 1962, c. S P po

17 Ernest He mingway, The Pirst Forty-Nine Sto-
ries and the Play "The Fifth Colum", po 7.

18 Ibide, Dpe 950
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BuCEASHBARKE. 8T0 03HAMAET, UTO Tepol Hommuesnca GoDoTniH
& cRoGOXY, CBHEETENGCTBYST o COJBECM Hare. repos BHepen. ford
OpH STCM. CHEHEyeT OTMETHTR, UTC OE ¥WAeT CopoThcH, & He Hodem—
EATE .

Tipu c@mcramxemm CTPYREYDH ¥ CEMaHuTHKE o0DPE3CE . IEpOEB
B DDOUSBETEHEAX HCHZHCEYR TEMSTHERY ¢ COHES DENHFME MOTHO YE&-
safh HA T0, YTo mMemne B "Honmmexoll semue” ® B “[avoll womom-
He" Yewumryed mecrir namfonee HDOTPECCHBHOTC ¥peiinore 3ByYa-
WES, E IGPOE £T0 CTRHOBATCH OCGOGGHHO PONbS(HHME, GEATONADY
X BRIKEEHND. B ROETORCT KomKpernoll obuecThemuoll Copndu. Nan~
DOBHE QCOOSHHOCTH STHX HpOESBeIeHNi HE NOBBONSWT aBTYPY HBO-
IETs cBoé "g" B Bume QuEaccofCHEX, JUPTYECHUY WAM  IyOMAIHEC-
PEYSCRAX oTCTymnenull, & TPeCynT OCYHECTBICHEHY Haufoliee HEpe—
ToBbx HEel, MoFCKasaHHHX peausHol RWSHRD wepes HefioTeymme
FEus /EHOTIS BPopocTenenmde/. Boe »To B, KOHOUHOM CUeTe GO~
COOCTEYe? % Oonee BATMATHOR PHTEDNDETINF, ¥ NDABUIRHOE OneH-
K€ HeHTPEIBHOTO TEpod THTATOREM. .

lipz amamvzauny xaparreps Pwima POYyJIUHICS BO®HEM  OKA3H-
BaercH He ToNBX0 CWEKeT, HO M OCOOHE HpHMEDH JuTepagypHoll 06—
DPASHOCTH - CHMBOJESM, BJLIETODHA ¥ T.H. OCoMHM BamueM  XyHo-—
KEOTBEHHEM PUEMCM CTAHOBHTCHA BPOTHRONOCTABACHAE CBETS H THMH.
Tepoft mepsoro poMaEa XeMuHTYSH, lxefix BapHG, TOBODET: "Phere
is no veagon why because it is dark you should look at things
differently from when it is 1ight.

Summn Poyimare EoYsh ofemael TepowHe meﬁmcx Hg Helf, HO
ROTNa OHA BaroBapmsaeT 06 3TOM Ho DPacCBeTe, OH OTBEYAET: No..
Not in a humdred thousand bloody years. Never belleve what I
say at night. I lie like hell at night."

TeMROTE TAKMM O0PA30M OKABHBAETCH NS T'epofl CHMBOJIOM AHY-
HOTO CYACTHH, HIW BEDHEE ~ BOBMORHOCTY €T0 INOCTHEEHHA  MERLY
TeM KAk I CBeTe — JHeM — repofl BHHYRTEH BCTPEYATHCH C  JOM-
xoli GopnOH. JHeM HeT MecTa . mis JWIHOTO GJAarononyurfi. Peamls-—
HOCTH KATETOPYYHA - HMEHHO OH& OCYCJOBIMBAST TO NPEINOYTEHHE,
KOTopoe Iepoli. oTAaeT THI IEpPeX, HOUBD.

19 -~ Ernest Hemingway, The Sum Also Riges, N,Y.,
Seribner, 1926, Pe 148,

20 Ernest Hemingwasay, The Pirgt Forty-Nine Sto~
ries and the Play "The Fifth Columm", p. T3.
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Bossmo#l HHTEPEC npencTaBAfeT ¥ PONB. KUAJOTA KAK IDHEMA.
X2DaRTEPUCTURY FefcTBynnax Jml, CBoeodpasHHA HORECTBOBATENH~
il CTWIH DAHHUX TpoMsBEeneHuL XEeMWAIYsS HEpemHo OFTECHAN pe=-
YeBYD XADAKTEDHCTHKY IEpoesB H& 3aiHEi INaH, Tak 4To JUAHOT
WHOTTS ORASHBAJCH B DOJH, BONYMHEHHo! OIMCHHED, IOBECTBOBZHHE
¥ 8BTOPCHIM OTCTYINICHHAM. TlomreKcT B P4y HelCTBYMIINX JIHE
OHL HOJHOCTEN OupeleNer cuTryauwel u-3Bydas mOpom CHIARHEES - M
AHHOPMAIROHHO HACHLECHAEEe, TeM IPAMOe BHCKASHBAHEE, JMeHHO B
Ibece aBTepy OpmmIcchOolee 4eTKO FATH A3HKOBYY XADARTOPHCTARY
cBomY TelicTEYyOUHMX JWI, BOCCOBIATH 00Pas MHCXEH, WHOVBERYAIH-
BYPOBATE ¥ THIMBAPOBATH MX.

HeroTopHe OypKYASHHE JWTEpATypoBenH /J.TpWimvHr, 3.Yul-
COH ¥ Mp./, oCYxIapmwe XeMHHIYSSA 38 €U0 JIEBHE CHMISTEE, COB-—
JaJ¥ B 3apy0exHoll Kpurwke cBoeoCpasHHi mud o canmmsMe ¥ deko-
BEKOHEHABUCTHIEEC TBEe XEMHUTY5 EBCKOTO Tepos, IPUBOLAL B KagecT-
Be mpuMepa u Puwyma PoynmATca. Ho. TaKWe JUDEKH SBJSOTCH KOH-
JCHIMOSHEME ¥ HeHpapemmBHME, HaoGopor, Becs umefiunii  mafoc
O5ECH TOBODHT O INIYGOKOM I'yMaHMAME IMCHTENf, [H& I LCHTDab-
wilt repoift mpousBeHEHVA, HECMOTPS HA CBOM KOJEGAHES, IO OCF=
DeCTBY NPEBWILHO MOHMMAET CMHCJ HPOMCXOIANETO.

Kapaoc Belikep maueT, 4To0 y XEeMUHIYsS OHJIY JMIHHE NPHIEHH
I ero HeHaBHCTN K (auusMy, HO DYCCKMI HOMMYHESM, HO  €T0
MHEHWN, CHA He Jydme. Boitna yxe mie, ¥ y upyseli Hcmancxoro
Hapolla HE OCTal0oCh HHOITA BHXOLR, KpOME COTPYIHAIECTBA G Je-
BHM KPHJIOM KOAJIM3AIWH HAPOHHOTO (poHTa. Yro KacaeTcH
B3TAANA Belixepa Ha "pyccxmi xomvyumsM", To oH TONBKO OOHA-
PyREBAET €T0 PEAKIMOHHYD CYNHOCTH. Beflkep He BHIUT, 9ITO KOM-—
MyHU3M, KAK MHTEDHAIMOHAJBHAA CWNa, OHX CaMHM yCTOHIMBHEM 6op-
noM IpoTus Qammsma. AspBa Beccu mmieT, UTO poiib COBEFCROTO
Comza OHJa NOCJIEHOBATENBHO YeCTHO#. B lcmanmy Besyme  MOXHO

2L Ilpr aHa/mM3€ A3HKOBHX CPEICTE W30CPSKEHWA  XEMUEIYHEB-

CKOT'O T'€pOs a:B'.rop omrpaez-ca Ha mccyenoBgmme UK & m K B-

. H a, "Come q)o /nepxaHne “BOIPOCH JIHTEpa-
TypH, I9 I 28149 ‘

22 Carlos Bake r, The Spanisgh Tragedy. = In: Ernest
Hemingway. Critiques of Pour Major Novels, pe. 115.
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[o3:%) (¢ mmems aosyurn: Ja s,rgaancmyen: Coserckuit Coms —  JySmuii
JIPYT HCISHCKOI'O HAPOTA. Bpsn Ju meecy . Xewmmryes "Laras
_EOJIOHH&" MOXHO OTHECTH K qnc.ny JYINEX TpOWsBEIeHMi mucaTeNd,
HO TeM He MeHee MOXHO BCE~T&KM YTBEDKIATH, YTO OH& - ABWIACH
CBEIETENeM ONHOTO U3 3HAUUTEJSRHHX GIBUIOB B MEPOBO33DEHNE
nucarTend, TaxmM- o6pasoM, XeMUHIYs# TokasHBaeT, YTO0 ¥MEHHO
pamy CUACTES BCEX Jwneil namo dopoThcs ¢ (ammsMoMm. PadoTa B
KOHTPPa3BeIKe DPECHyS/KAHIEeR — 5T0 WIciHOe mpHU3BaHEme Poy-
JEHTCA, ROTODOMY OH CJeNyeT HAIepPeKOD BHONHMM ¥  BHYTDEHHEM
OpenfATCTBYAM, B HEM COXPaHWIOCH el HEeMaio OT - MeAKoOypxyas—
HOTO MHIVBEIya M3Ma Ooiee DaHHAX XEMEHTYSEBCRUX: I'€POEB,B TOM
Ygcae U HEKOTOPHE STUYECKNE HDUHIWOH, MENaniMe IOHSTE, 4To B
pemamneM 60 ¢ KOBADHHM NDOTHBHWKOM HEOCXOJUMO CHENOBATH JO-—
TUKe KIASGCOBO# GOPHOH. OH HE DPASOYEDOBHBAGTCH B WIEE, OXHAKO
HA NMPAKTHEE ee OCYMEeCTBIEHHE HHOTHZ TEpAeT MoJ HOTaME NOYBY;
HeoxoImMOCTh €KETHEBHO COOPHKACATHCH C OTPMUATENHHEM, Bpag-—
HeCHHM, USCTHYIHO HETJAMHBAET €T0 Bepy B JwIel, oCcTaBiger 663
PBEpHOfl MEPCHEeKTEBH. OH MUeT OopoThCH, a He NOCErTaTh.

. 8feckr CHOBA MH BEIEM, 4TO XeMHHIYR# He HIeajmsupyer CBO-
ero Tepod. OH BALET ¥ NOKARHBAET TOKUX Jime#, JAT - KOTODHX
Bolina B. lcHaHmE HE TOJNBKO O3HSYSET BHIOGIHEHHE JUMYHOTO JOATa
mepej] YeJoBeYeCTBOM, HO ¥ ABRJISETCA JOTHEIECKMBA ¥ BMOITOHALBHO'
OCOSHAHHHM CaMOBHDaXeHWeM, [JIf HUX HeT Jpyrore IyTH, HeT X
OIACHOCTY 38 &GCTDPAKTHEME OCH¥ME TUPHHIIIAMY TOTEDATHh U3 RELY
RESHE TPYUALUXCH,

B 3aKIATeNbHOM DEmeHuy nponenexem €CTh HAMEK Ha emé
GoJiee BHCOXHE WueliHuil ypOBEHb, T'6POA REPTBYET  COGCTBEHHBM
G6NATOHONYYNEM BO EMA COLMAJHHOI'O YYyBCTBA OTBETCTBEHHOCTH,0C—
TaeTca GophoM, 4To aBTOP TaKEe CINT4ET INPABULITLHEM. ‘B To me

23 Alveh C. Be ssie, Review of "For whom the Bell
- Tolls".In: Ernest Hemingway.Crit:Lques of Four Major No-
vels", P. 93e¢°
06 HCTAHCKAX COCHTHAX X nemochag:mecm rmoaTeJm 6&0—-
ngo'rma 3 g»g TaKke: bl M I € C
- OCH JHTEPATYDH" 19’72, Jw‘z 10,¢,.107
-116; JI.,IO D 1-, @ B a, %p ondeckas JMCnaHua B m-repafl‘,vpax
mEpe. - "Bompocu Jmmepa'rypn", Ige?, ¥ 10, c. 8I-97.
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BpeMA FCHO, YTO NPOBOZMMAS Ooprpba He SBAAETCS 00 KOHIA Goph—
Goii camoro Poymmmrca, B OTJIZINE, HANpEMEp, OF Maxca,KoTopui,
KAK KOMMyHHCT, ODOCTO 3HAeT, YTO Y HETO HET M HE MORET OHTE
HUKAKAY NPYTYX UHTEPECOB, KPOME WHTEPECOoB Yenannm n BCETO
TPYLOROTO HEPOIE.,

KomuyrmeT Maxc, TOpHWIHAA HeTpa ¥ HEKOTODHEe Ipyrue meiic—
TEYOIHE JHIA BHOCAT CBOMMY SDKIMY JISKOHNIHHME PEIMKAME B
IbECY HEQOXOMYMYD WIS mueiHO-XyNORECTBEHHOR UEJIOCTHOCTE KOH—-
KDOTHOCTE, KOTOpas OTIACTH TEpAETCH B o0pase. ECHTPEJLHOTO Ie—
Posi. B 0CHOBe JieficTEAA POyMHTCA — STHICCKWH IDUHINI ¥ mueH-
HHe NOCYRIEHws, y Makca u IleTpa K STOMy HpHCaBiRdeTCcs H CO3-
HaHye NpUHAIEKHOCTE K KIACCY TPYLANEXCA. XeMuHIyell ¢ ABHEM
yBaKEHHEM CO3JaBaJ WX 00DasH, OH HOIUEPKHYN DONb STHX  Jmomei
Iyisi mporiecca JOpMUPOBAHAA YOERICHUH HEHTPANLHOTO Iepofi. CHoBa
MH BUINM, YTO NO3HaBATENBEAS PYHKIMA NPOM3BEIEHAA  OKA3HBAET
TIyoxe W Impe, 4eM o0pas CaMoTo Ieposd. COBHATENHHOCTh Oumma
Poymmrca Beme, 4em y BapHca ¥ I'edpd, - B Maxce MH BHIMM 4Yeso-
BEK&, CO3HATEIBHOCTE KOTOPOI'0 00YCJOBJIEHZ COLMAiBHO. Ho moxa
eme IEPCOHAX TAKOTO IVIAHA He BSHMMAET B IPOMSBEEHUH IEeHT~
paJbHOE MecTo. Tepoll "[IATol KOJOHHEH" MMeeT MHOTO OGMETO c
TEPOAMY TPERHWX HpousBenewuit XeMunrysd. [pexue BCETO BTO
mpoaABIsgeTcA B cpepe BOCIDHATUS KUSHH. HO BOEHHM ¥ OIpEReHs—
pIyM B xapakTepe PoyamHIca fABJISETCA TO, UTO OH IIEPEIOMHAB CEGH,
NORIMACHBEET JOT'CBOP FO KOHIA §opoThcA (ammsMom. FMeHHO, 3TO
IPYHIMIAAIEHO HOBOEe OTHONMEHHE K OOpp0e, KOTOpas yxe SBJACTCSH
G6opp6oil EBYX CONMANBHO ¥ HOJUTHIECKHN IPOTHBOIONORHHX CHXN,O0T-
Jugaer PoynmHICa OT repoeB-OyHTapell, BHBENEHHHX YeMEHIY3eM B
IPOM3BELEHNAX , IDemecTBoBaBmx  "[ITroli KoJoHHH" .
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B, Hemig_ggz’ax and_the Spanish Civ;l.l War
("The Spanish Earth" and "The Fifth Column')

E.Sau
Summarzry

E. Hemingway first expressed his political views. both
in the film-script and booklet = "The Spanish Earth™ (31938).
Documentation, the connecting of facts drawn from actual
life and of concrete characters with his fiction contributed
to Hemingwsy’s development as a writer, This development
was likewise furthered by history and the logic of social
struggle, reflecting under the influence of the seame reality
a level of such ideological consciousness which had not com=
pletely been achieved by the author himself, The Iliterary
image is thus socially more cogent than the author’s world
outlook drawn from his own experience.

The play "The Fifth Column® (1938) confirms that Hem~-
ingway’s hero has attained a higher stage in his evolution,
that he has found his way into the ranks of +the fLighters
against fascism., The fact, however, that the author himself
does not belong to the class~conscious revolutionaries, and
reveals the hesitations characteristic of a petty-~bourgeois
intellectual, also forces him to choose for hnis central
character a person, who in hisg sincerest aspirations Jjoins
the fighters for democracy and humanism, but who does not
find a common language with them in everything, and conse~
quently remains aloof in his innermost self, Fhilip Rawlings
likes to think in terms of more general categories., In the
fight against the enemy he proceeds from his own cognition
of truth, and does not adopt the world outlook of the Com-
munists. In spite of that the work marks a reassessment of
the writer’s earlier wvalues. The hero embodies the hegdtion
of an individualistic mentality despite his moments of de~
pression and hegitations. .
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CONTRADICTORY TENDENCIES IN THE INTER-WAR
AMERTCAN REALISTIC NOVEL: F.SCOTT FITZGERATD
AND THOMAS WOLFE

Tiina Aunin

Tartu State University

One of the most remarkable phases of the American nov=—
el is the period between the two World Wars., Called by li-
terary critics a period of change and literary experimenta-—
tion, of a new passion and consciousness, an era of great
conbrasts and ironies, it is in this period that the Ameri-
can novel asserted its national form and acquiredits inter-
national power and -influence,

A remarkable body of novelists emergedln these two de-—
«cades of the ‘20s and “30s: Sinclair Iewis, Sherwood Ander-
son, F.Scott Fitzgerald, William Faulkner, Ernest Hemingway,
John Dos Passos, Thomas Wolfe, etc. These men sharedthe in-

- tellectual climate of their country, they incorporated the
best methods of American realism, And although +the society
‘around them was in decay, literature ditself sbowed every
sign of life, tried to be a part of life.

No atbtempt is made here 4o presenta comprehensive view
of the American novel of the period. The aim of the short
article is to point out some controversial points and con-
tradictory tendencies in the works of single novelists that
seem to have expressed a significant aspect of the develop-
ing American writing of the period - the cry for ethical
liberty of an artist, liberty for the individual %o express
himself,

At times this impulse for intellectual freedom took the
form of the so-called “escapism" - withdrawal from.the hate=-
ful American reality of mercantilism and avarice (e.g. de-
liberate emigration to Burope in case of the Iost Genera-
tion; retreat into the "ivory tower" of aesthetlclsm:n case
of literary modernism, etc.).

How was it possible that such controversial and even
exclusive philosophical-aesthetic tendencies as critical
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realism and individualistic escapism coexisted in the work
of some sturdy realists of the 1920s~-1930s?

No other notion has aroused more argumentation than
that of liberty and freedom, It has always been the central .
question at crucial stages of economy and politics, There
is not a single humanitarian +thinker who has not claimed
liberty and regarded it of the foremost value.  But in dif-
ferent epochs, separate philosophers and sociologists have
given the idea of liberty and freedom quite a different, of-
ten contradictory content. Through individual experience and
interpretation it has found a literary reflection  (though
often an unconscious one) in the creative geniuses of +the
era. )

The epoch under observation was a highly  paradoxical
one, being an era of economic expansion it was at +the same
time. an era of the great initial-phases of modern American
writing. The society of the period. between the wars, as
pointed out by a number of literary critics, was curious
about. what Americans were, could do, might do, were doing.
According to H.S. Canbyl the literary work of these decades,
taken as a whole, showed a more persistent search for values
and a more competent control of forms than had done the pre-
ceding decades.

The aesthetic process of American writers, in its turn,
reflected the complex collision of the ideas bthat marked the
intellectual and cultural life of the country.

As a result, the single component of the writers’ li-
terary-~aesthetic programme could now and then acquire dia-
metrically contradictory tendencies,

That is why during the complicated period of the 1920s
and the 1930s the writers’ belonging to the .vital trend of
critical realism could not totally exclude +their possible
invelvement in some separate views of the idealistic trend.

The year 1929 is a decisive dividing line between the
two decades. It was the year of the. Wall Street Crash, the
beginning of the Great Depression. If the nineteen twenties -

1 Literary Higtory of the United States (ed. RoE..Spil-
der; We T h o r p, T.H. Johnson, H.S. Canby, RoM, Lud-
wigs, London, 1969, p. 1296.
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were an era in which "... & dangerous ideal of free enter—
prise America ran unchecked",2 after 1929 America had to be--
gin to grow up. Its literature changed to reflect a changed
national consciousness and conscience.
‘A distinguishing feature of the writers belonging to
‘the inbter-war generation is the early age at which +they be-
came established in their profession. And this might alsoac~
count for many an inconsistency in their early views. Fitz—
gerald was twenty-four when he published his first mnovel,
Hemingway had an intermational reputation at the age of
twenty-~eight, Dos Passos, Wilder and Wolfe were all estab-
lished writérs before they were thirty., Of them F, Scott
Fitzgerald ard Thomas Wolfe are probably +the most distine
guished represenbatives of their respective decades, "seek-
. ing to understand the dangerous drumming of psychic +threat
that came to0 man from his intense and contemporary involve~
ment with the ’(;imes.3 Things commonly believed in proved to
be false, civilization was oppressive: by contrast one ex—
alted the primitive. More often than not the artist isolated
himself from the rest of society. The negative statements
were typical of that era of negations. Thus, in the period
of tension between the past and the present, of lost orien-
tations, of new manners and tastes, of search for personal
identity, the writers shared something very important in
their pattern of feeling, Different critical authorities
have defined it differently: as ™a sense of lost bearings"™
and "backward looking", as "human alienation"™ and "nostal-
gi&”o
One possible attempt to illustrate this general spirit
is to turn to two writers who somehow seem +to embody the
psychological forces of their respective decades: F, Scott
Fitzgerald (1896~1940) and Thomas Wolfe (1900-1938).
P. Scobt Fitzgerald was a writer of the nineteen twen—
tiee who most obviously felt the intensity of modern Ameri-
can experience in all its specified detail.

2 M, Bradbury, Style of Life, Style of Art

and the American Novelist in the Nineteen Twenties. In
M. Bradbury and D, Palmer (ed.) "The American Novel and
the Nineteen Twenties", Iondon 1971, p. 12,

3 M, Bradbury, op.cit., p. 16,
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There have been many interpretations of the "duality"
and the "“double vision" of the writer. There are critics
who do not notice any criticism of the modern American so—
ciety in his works at all. In their opinion Fitzgerald de-
scribed the decay of man and civilization as a whole. The
critics of bourgeois America readily'agree in one point only:
for them the appeal of the writer "o hold to opposed ideas
in the mind at the same time" means a certain duality of
mind, the refusal of the author to take up a definite atti-
tude towards important social conflicts. As a matter of fact
the skill of Fitzgerald to be an observer and a participant
at the same time, the skill to live the life of the wealthy
and to apprehend critically his own actions is his great
ability to know all the particulars of the psychology of his
social enemies. It is his ability +to penetrate into their
inner world. Still there are critics even among'the Ameri-
cans who dare go further in a positive sense. M. Bradbury
e.g8. maintaing the following: "It is often supposed that what
he (F.Scott Fitzgerald - T.A.) acquired by painful experi-
ence and effort, was the power to stand back and criticizes
and it is that which explains the quality of his serious
fiction., The truth is, I think, that Fitzgerald’s creative
gift i8 better understood from a slightiy different empha-
sis: it was not his separation from the frenzied life of the
times, but his discovery of the psychic¢ forces which compel
it, that made his best work what it is,"

In his novel of the 1930s, "Tender Is the Night" (1934),

(a novel appearing after his own crack-up) Fitzgerald ex—

plains these forces, They are, he confesses, psychological,
economic and soclal at the same time., Man is, so0 to speak,
propelled by thém into expressive action, but the action it-
self can come to express the threat of the active consci-
ousness, the dislocation in society. Although the writer him~
self never fully understands the nature of this dialéctics,
he senses the essential dilemmas of his age in a very pro-
found way. The novel becomes an energetic metaphor for the
1920s and their turn into the 1930s.

4 M Bradbury, op.cit.; pP. 30.
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But here, also, the individualistic character of Fitz-
gerald’s world outlook -~ +the opposition of the individual
to society — is visible, The two frequent notions: coercion
of the socieby and inability of the individual are often put
forward by Western philosophers when treating personality
and creative 11’.‘oer’c:)r.5 The typical standpoint of bourgeois
individualism tries to identify the lack of personal free—
dom as the 1éck of mental and physical abilities of man to
face society. :

At the same time the bourgeois critics seem to inter—
pret Fitzgerald as a writer who was =ready to satisfy the
usual American craving for a novelist that would. be one "of
their own", thoroughly in the national life, and responsive
to all its popular idols.6 They find that even his very dis-
harmonies were national. In a sense it is true., Our Soviet
literary critics have also admitted that at times we have &
feeling: the writér condemns the world of wealth a:gainst his
own sentiment, while doing so he still admires. it. 4 of
course, people need a social ideal in which the objectively
inevitable and the subjectively desirable become dialecti-

_cally interrelated. The ideal F.Scott Pitzgerald chooses,and,
which he at times erroneously believes in, is ~the "Great
Life", He is fascinated by the magic properties of ~wealth
and, above all, by the immunity it
could purchase,. It has not been stated withe-
out valid grounds: "Since Fitzgerald had been unable to adopt
the symbols of aristocracy, “the sweat and mud of trenches’
(like Hemingway - T.A.), he concentrated upon. otherss in
particular, upon the aristocracy of wealth? .

As a result of looking at American 1life . Fitzgerald
develops a perception of complex relations between the tal~

5 See Io Ber1lin, Two Concepts of Ia.berty. An In~-
augural Lecture Dellvered before the Univérsity of Ox~
ford, 1958, D. 7.

See A, K a z i n, Introduction. In F, Scott Fitz—
gerald. The Man and His Work. New York Coll::.en Books
1962, p. 12,

4 SeeMOMEHJIeJIBOOHTBOP‘IeCKmZ[xl'ﬁ'X'I'BQPSH—
cuca Crorra_dumrepasslg. Hpod.mvm aureparypy CHIA XX - Be~
xa, Mocksa 1970. ¢, 165,

8 M. Cunliffe, The Literature of the United
States, Bungay Suffolk, 1967, p. 288.
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ent for accumulation and the gift of imagination, The gift
of imagination dis very vital for him, no man can visualize
the Great Life without it. But wealth, he sees, is impor-
tant, too - not for itself, but because wealth, makes it pos-
gible for a man to live the life +the imagination has con-
ceived. "With wealth - and also youth, looks and success,
which were part of aristocracy -~ one was an afficionado on
the grand scale, All doors opened, all head-waiters were dif=-
erentialy all boabt-trains, liners, limousines, suites and
mansions were available, One could follow +the sun, Poverty
was mean, grey, narrow. With money one could be generous,
expénsive, original. ILargesse was a word +that meant both a
tip and a way of life," 9

* According to A. Mizenerlo Fitzgerald is convinced +that
the most important moral choice a man can face exists in its
most fully developed form among the rich ~ the choice between
fineness of perception and of moral discrimination on the one
hand, and the brutality of unimaginative, irresponsible power
on the other,

"That is why," he thinks "the rich are different from
you and me® - a remark Fitzgerald mskes in one of his short
stories called "™The Rich Boy", a detailed study of the spe-
cial character of the very wealthy in America. That is why
he thinks any failure on the part of the rich +to use their
wealth is tantamount to a crime that common people are never
given an opportunity +to commit, It is this crime for which
he condemns Daisy and Tom Buchanan in "The Great Gatsby®
(1925).

Nick Carroway says: "They were careless people, Tom and
Daisy - they smashed up +things and creatures and then re~
treated back into their money or their vast carelessness, or
whatever it was that kept them together, and let other peo-
ple clean up the mess they had made.™

Tom is a fully conceived case of the undeveloped imagi-
‘tion, Daisy is even sadder, she has caught a glimpse of +the

9 M, Cunliffe, op.cit., p. 288.

10 A. Mizener, F.Scott Fitzgerald, The  Great
Gatsby., In W. Stegner (ed.), The American Novel, From
James Fenimore Cooper to William Faulkner, N,Y, 1965, pe.
181, .
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Great Life but lacks the courage to live it.

Fitzgerald’s characters are evidently projections of
himself. ILike Gatsby and Dick Diver TFibtzgerald himself is
someway attracted by wealth, But the writer’s enmbhusiastic
feeling for the very rich is not without adequate reason. At
the beginning of our century millions of Americans were live
ing in a deep comviction that enrichment was the principal
goal in. the lifé of every man. The dominating spirit of prio-
fit and the worship of success were forming the world percep=
tion of young Fitzgerald, as well, His writing parallels his
own experience., But like his characters he also‘ has a sense
of insufficiency which never leaves him conbtent with wealth
and. power as goals in themselves. It is "as if the writer
longed for some central certainty, from which he could look
out upon the world, and criticize it free and safe fromhurt.
What hé cannot see, is the fact that personal freedom should
be regarded to be an individual modification of social-his-
torical liberty, taking into consideration the dialectics of
the general, special and individual. Fitzgerald does not go
so deep. He takes one of the most erroneous "and tragical
treatments of this problém - the generalization and division
of individualisma‘It'comes +0 nothing else than the self-af-
firmation of the individual on account of society,

The tragedy of this talented writer, as commented by
M.O: Mendelsonll‘ was in his contradictory world perception,
which at times reduced the value Qf Fitzgerald‘s works though
they were intended without question to tell peopie the truth
of life. It lay in Fitzgerald’s deepest conviction that life
untouched by imagination is brutal and intolerable and that
the imagined life must be made actual if a man is anything
more than a daydreamer. The dependence of an individual’s
liberty upon his knowledge, talents and energy has been
placed in the foreground; ' Consequently, economic inequal~
ity is simpiy the result of different efficiency.‘Thé fol-
lowing decade totally refuted this illusory point 'of view,

From the boastful boom era in whichthe Americans thought
that their wealth, technolbgical‘power,'and economictheories

il See M, O.MeuIpexscC oH, JKasz.cod. C. 177.
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had liftedfthém to a level of absolute security, they were
abruptly hurled into a whlrlpool of perils, domestic and
forelgn. The Great Depression began late in 1929, An old era
died and a new era opened for the Americans in 1933. "The
panic was savage, +he internal discords ~were harsh, the
ironmy of the abrupt change Ifrom posperity to poverty was
grim," ' i

Thought and emotion were highly chaotic, the psychology
of unlimited opportunity giving way to the psychology of
closed opportunlty.

The Great Depression had its most obvious effect in a
wave of exposure. The press, drama, novel and pamphlet
united to analysé all the obviocus evils. - The nation’s mood
was direct and grim, and the targets of exposure were clear-
ly identified: illiteracy, povefty, physical and intellec—=
tual anemia., Tt all found a - literary reflection, A convie~
tion arose that the country was emerging from a careless ado-
‘lescence into a nmaturity that demanded prudence arnd plan-
hingel5lxmore realistic and scientific appréach to the prob—-
lems of society gave their colouring to literabure. The &n-
ger of the artist at the materialism of American life turhed
into auger  at social injustices,

But the influence the years of 30s had on the différent
outstanding American writers was not similar. It was only- ab
the beginning that the events of the period called forth
despair,'féar and tewilderment., :

‘ In 1951 Williem Faulkner surprisingly ranked - Thomas
Wolfe (1900-1938) first among the contemporary American
writers, himself second, ‘Dos Passos third, and Hemingway
fourtp. * On the one hand this estimation may seem a bit
_ ovérbidding. On the other haﬁd,'although Wolfe’s influence
on other writers is not to be compared e.g. with +that of
' Hemingiway, he is by no means a mediocrity. T. Wolfe, a

Tiz - RE. Spiller, etal., op.cite, p. 1253,
13 Tbid., p. 1260. ' :
14 B.R. McElderry Jr., Thomas Wolfe. Look

Homeward, Angel., In W. Stegner (ed.), The American Nov-
ell From James Penimore Cooper to William Faulkner, New
York, 1965, p. 209.
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Southerner, combines the.artist’s isolation of the 1920s and
the documentary fullness of the 1930s. His material is as
inexhaustible as life itself for, as he once told Scott Fitz—
gerald: a great writer is not only a leaver-outer but also
a putter-immer, Wolfe’s epic novels are a serial outpouring
of his own experiences., According to W. Faulkner hewas will-
ing to put all the experience of the human heart on the head
of a pin, as it were,

T. Wolfe has retained (he died young at +the age of
thirty-eight) a large degree of popularity over the years,
evidenced by the variety and number of bo,oké and articles
about him, The major concerns of the critics are his con-
cepts of time, faith, loneliness and death; his mnotions of
isolation, alienation, change and experience; his struggles
stemming from his views of the city versus the country, the
North versus the South; his use of autobiography, folklore,
language and rhetoric, his humor, etc. ’

The contradictory nature of Wolfe’s creative work has
caused greatb &iscordance of opinion among his critics. HNow
and then they even differ in the determination of the social
» meaning of his novels. But they all must agree in the tol-
lowings "... in his search aud his finding as well as in his
reverse and contradictions Wolfe was a writer always very
much like himself." 12

The meaning of life for him is - a demand for reassur-
ances., Wolfe seeks a stone, a leaf, an unfound door; he is
lost as all Americans are lost, because their home isa place
from which they have grown away. Modern times and progress
horrify him, His characters seek for freedom, for a kind of
a spiritual ideal, "a door" using the symbolic designation
of the author, but everywhere they are surrounded by mer—
cantilism, lie and banality. Acute social antogonism makes
only the regressive side of the dialectic of progress visi~
ble. Progress and realization of liberty do not cover, In
order to obtain intellectual freedom the writer wanders nos-
talgically in the "thicket of man’s. memory".

1

? HA.AHac'z-acr,e:a, 'TomacByJI(I)npeaJmc'rn-
yecKafd JuT 30-x romoe"., B KH.: TIpoGaemn
JRTEPaTYDH Bexa. "Hayka", Mocmaa, 1970,c.363.
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The interest 1in regionalism, one of the most typical
aspects of the Depression mirrored in the literature of the
thittiss, finds also its expression in Wolfe’s works. Against
the stereotyped America he contrasts the place; the region,
the person who.by standing still retains his individuality.
Wolfe is a Southerner, but his attitude toward the South is
ambivalent. He finds warmth and richness in the South, but
he ridicules all the Southerners who proclaim passionately
the superiority of Southern culbure and seem eager to die in
its name,

Wolfe is a reglonalist who is -not limited to his re~
gion, Equally he is not limited to the contemporary world,
but has a deep sense of the past, He chose America with "its
billion forms and +he dense complexity of all its swarming
life®™ - for his subject as naturally: as other writers took
their local region. He is a national, not a nationalist., Al-—
together this is a rare combination in American letters, and
it explains the richness, depth and power of Wolfe'’s real-
isme . : o

“Look Homeward, Angel®™ (1929) and "Of Time and the
River" (1935) are the adventures of Eugene Gant in his
growbth from childhood. to maturity, and Tugene is a direct
portrait of Wolfe himself. "The Web and the Rock" (1939) and
"You Can’t Go Home Again" (1940), the postbumously publish~
ed novels, trace the similar story of George Webber andcar-
ry it: through his success as a novelist. The stories: in
"From Death to Morning™ (1935) and “The Hills Beyond™ (1941)
are all written as episodes of the great story of which the
four novels are parts, . .

In "Look Homeward, Angel" Eugene Gant’s existence be-
comes, an emotional combat against death and the pressures
denying him psychological freedom. J.Rs Reaven ani R.G. Stro-~
zier 1® maintain that the title of the book "Look Homeward,
Angel: A Story of the Buried Life" combines the two central
kinds of, isolation that troubled Wolfe throughout his life:
the inevitable separation of physical death and the agonis-
ing isolation of creative defeat, Wolfe thinks of isolation

¥6 JoRe RO aver and R.Ge St rozienry
" Thomas Wolfe and Death. In Ieslie A, Field (ed/), Thomas
Wolfe., Three Decades of Criticism. N.Y. 1968, D.. 37.
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as a kind of death. To-combat this, he believes in the so-
called "universal experience'. A1l the people, events and
visions that cross his experience: become a part of him. The
artist becomes the embodiment of a man who knows “All the an
guish, error and frustration that any man alive can know".17
This umiversal knowledge, Wolfe hopes, will free him from
psychological anguish. At the same time death and isolation
are not only to be feared but also +to be cherished, Bach
death he endures makes him more capable of coping with his
next experience in life, permits him to work his way toward
a secret life.,. toward freedom, Thus, Wolfe is deeply in-
volved with a paradox.

True enough, late in his life he sees the mneed for
looking outside of himself, for looking at +the political,
social and economic world, and for trying to understand it,
assimilate it, and somehow bring it into his writing, This,
in fact, he attempts to do in his last novel "You Can’t Go
Home Again'", published in 1940, two years after his death,

In case of Wolfe omne stumbles over contradictions
everywhere, ILike Fitzgerald, Wolfe dramatizes +the eternal
conflict between the individual and society. He is~forn be~-
tween the two: what he knows and what he feels, "Loneliness"
is his most frequent word, It is namely in loneliness +that
his characters see the rescue of a subtle artistic  nature
from the cruelty of world.

Many critics have blamed Wolfe for the hypertrophy of
loneliness. They say that his aspiration to the ful}est
knowledge and experience is inconsistent with another im-
pulse, the desire to escape from +the world about him. In
fact, the notion "alone" characterizes only one side of his
creation, as a whole its purpose is far more meaningful. The
truth seens to be with N, Anastasyev when he says, that.there
ape places where the striving of the main character for lone-
liness is not an escape but assumes a special character of
protestol8 Wolfe himself refers to this escape asa retreat
behind a "wall'. But this freedom, this "wall", is not an

17 C.H. Ho 1l m an, The Dark, Ruined Belen of His
_Blood: Thomas Wolfe and the South., In L.A, Field (ed.),
,. Thomas Wolfe. Three Decades of Criticism. N.Y. 1968, p.22.

18 HA. AH2aCecTuach €B, JEa3.004., C.372. .«
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exclusive withdrawal from life, he says,but rather a with-
drawal into a position where he would be free to select the
experience in which he wished to participate.

It is afber 1935 that the thought and feeling of the
writer mature for the deep u:iderstahding of social con-
flictse. IL happens when he comes up against a new phenome-
non of reality - fascisme. The angle of his artistic view
changes. Wolfe‘s attention, earlier aimed at the contradic-
tions between creative ideals and narrow mercantilism, now -
acquires a deep antibourgeois pathos.

At first sight the comparison of Scott Fitzgerald with
- Thomas Wolfe -may seem.somewhat outward and forced, for the
writers are too far. from each other in their aesthebtic lik-
ings, Fitzgerald =~ "the living protagonist of the Lost Gen-
eration" - belongs to the twenties, which Wolfe hadbeen ac—
customed to disparage for its shallow optimism and materi-
alism, its headlong mpursuit of pleasure, likewise are dif-
ferent the decades they i’epresent. It is the similar inner
conflicts fhey have to surpass to come to the conclusion
that justifies a comparison of this kind.-

To appreciate .truly these two writers, readers must
first of all take into account the sugges’ciw)e realism their
work offers. Both authors are unequalled masters in showing
‘how the chase for dollar inevitably brings about the deval-
vation of human values and moral deficiency of man. Gener—
alization of the kind is comprehensiblé. to the contemporary-.
Soviet reader and testifies to the following: no matter how
urging the claim of the authors "esemplastic power" for
creative independence and self-isolation, "swarming life with
its billion forms" has gained the upper hand over conform-—
ity and social indifference.

20 - 153 -



Iiteratu}e Used

1.Berlin, L.,  TWo Concepts of Iiberty. An Inaugural Iécture
Delivered vefore the University of Qxford, 1958,

2, Bradbury, M. and Palmer, D. (ed.), The American Novel and
‘“the Nineteen Twenties. London 1971.

3.Cﬁnliffé, M., The ILiterature of the United States. Burgay.
"~ Suffolk, 1967.

4.Davidovité, V., Inimene ja tema vabadus. Talllnﬂ ,1972.

5.Field, L.A. (ed.), Thomas Wolfe, Three Decades of Criti-
cism, New York University Press, 1968.

G.Fitzgeraid, F,5.K., Tender is the Night. ' Harmondsworth,
1966. e

7+ Fitzgerald, F, S.K., The Bodley Head Scott Fitzgerald. Vol,
I-IV, Bodley Head 1958—61.

8.Fitzgerald, F.S5.K., The Crack—Up and Othe: Pleces and. Sto-
ries. Harmondsworth,1965.

9.Fitzgerald, F.S,K., The Diamond as Big as the ' Ritz and
Other Storiées, Harmondsworth,1962. ) :

1. Fitzgerald, F.S.K., This Side of Paradise. New York.
Scribner, 1960, o

41 .Holman, C.H. (ed.), The World of Thomas Wolfe. N.Y.,1962.

12;Kazih, A. (ed.), F. Scott Fitzgerald. The Men and His Work.
New York 1962.

13.Kazin, A. On Natlve Grounds. An Interpretatlon of Modern
American Prose Iaterature. New York 1942. ' '

14 ,Kennedy, R.S. The Window of Memory. Chapel Hill, 1962.
15.Kon, I., Isiksuse sotsioloogia. Tallinn,1971,

16 .Kossolapov, R. ja Markov, V., Vabadus ja vastutus. Tallinn,
1971.
17'Muller” H.J., Modern Fiction. & Study of Values. New York,.

1937. '
18.McElderry, B.R., Thomas Wolfe., New York 1964,

- 154 -



'19,Rubin, L.D., Thomas Wolfe. The Weather of His Youth. Babton
Rogue 4 1955,

20.3piller, R.E., Thorp. W., Johnson, T.H., Canby, HeS., Iud~
© vig, R.lo (ed.), Iiterary ~History of . the United
States. London,1969, . :

21,Stegner, W. (ed.), The Anieri‘t’:an Novel, From James Fenimore
Cooper to William Faulkner, New York .l965.

22 .8wados, H, (ed.), The American Writer and the Great Depres—
sion. Indianopolis,1966.

23.,Thorp, W., American Writing in the Twentieth Century. Cam-
bridge, 1965.

24 .Turnbull, A.W., Scott Fltzgerald. New York,1962.
25.Turnbull, A.W., ’I'homas Wolfe, New. York ,b1967.
26.Uri, U,, Vabaduse aspektid. Tallinn (1974,

27 .Walser, R. (ed.), The Enigma of Thomas Wolfe, Biographical
' and Critical Selections. Cambridge .'1953.

28.Wolfe, T., Look Homeward, A.ﬁgel: A Story of the Buried Tife,
New York,1929.

29 Wolfe, T., Of Time and the River, A Iegend of Man’s Hunger
In His Youth. New York ,b1935.

3o.Molfe, T., The Web and the Rock. New York ,1940.

31.Wolfe, T., You Can’t Go Home Again, New York. Garden City,
1942, :

32.Wolfe, T., The Story of a Novel. New York,1936.

33.AnacTacseB, H.A.,  Tomac Byad u peammcTHIECHas TE
Ana ClIA 30~x TomoB. llpoGuems JuTepaTyps ClIA X:X Bexca Iﬁa .Iygo

34.3acyporuit, f.H., AmepyxaHckas JuTeparypa XX Bexa. M.,[966.

35.Jlaumop % Ilg.H. , Tomac Bynd. “UHocTpamHas nurepaTypay 1971,

36 Mengnemscon, M.0., TBopueckui ng ) @epenca CKo'r-ra @umxepa.ns-—
na. IlpolsieMs JSUTEpaTypH XX Bexa, M.

37.Cmpuex, M.H, Jcrermgecrue B3MATH ToMaca Bym.@a T920-x

TOIOB M €ro poMaH "00paTu B3op Ha JioM ¢Boll amrea". -
BecTHyK ] eHVHIPENCKOTO yHEBepcurera, I197I,8 20.BHNI, 4.

- 155 -


http://23.Tb.orp

0_IIpOTMBOPEYMBHX TEHIEHIMAX B _SMEDHKAHCKOM DEaJMCTH~
4ECKOM DOMAHE MERBOEHHOTo HepHoja  /3.CROTT: JMmpRe-

T. AyHEH

PesnMe

Comocrapiexue &.CrorTa druaxepansrac T,ByndoMm MmMoxeT Ha
nepBHE B3IVIAL [OKABATHCHA B HEKOTOPO! Mepe HANYMAHHHM - DTH
XYIOKHUKE B CBOMX SCTETHYECKNX TPHCTPACTHAX CJMIUKOM IOJeKH
IpyT OT Apyra. B To xe Bpema Kak O.CKOTTdMNZkeDPatbs HAXOLWICH
Ha TO3WLINY. »KCHATpMaHcTBa, T.Bymp obsaman HEOOHKHOBEHHO OCTDPO
BHDXEHHEM YYBCTBOM HAIMOHANHbHO! HPUHANIERHOCTH.C IpyTo#k CTo-
POHH — TBODYECTBO MX OTDAKAET TY CJIOXHYR ddpmy uuei, XorTopad
OHJIa XapakTepHa MHTENJAEKTYalbHO# A Kymrypnoﬁ FUBHE  AMepuHM
B I920-1930 rr.

OTIeNpHHE KOMIOHEHTH acTeTuku @,.CroTra Oummmepansma # T,
Bysifa ABIANTCS OTPAXEHNMEM IpOTHBOpeduBof Oypxyasuol ' meficTeH~-
TEJLHOCTH. Kammuit ¥3 HUX IO-CBOEMY BWIET B OIWHOYECTBE & EJHH-—
CTBEHHYO aJbTCPHATHUBY MEPKAHTWINEMY M Kaxie oCOTaueHnd.,

Ho myTs JooSoTe NO3HAHWA WAET Yepes IpOTHBOPEYMA ¥  HOBHE
monckH. Kak HU HacTamBawT ofa IMCATeNs Ha CBoell TBODIECKOH MC—
KICINTENBHOCTY I CaMOMBOJIAIN, IDVHIMIH DeajucTwIeckoll Jure-
paTypH, NpUHATHE VMY, B KOHEYHOM cUeTe NEDEYEepKUBANT Ko:@op—
MU3M H COLMAJBHYN. mmm@@epenmocm. .
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NOTES ON THE STYIE OF HENRY JAME'S TAIES

Tatyana Amel:_na .
Latvian Polytechnical Institute

The art of Henry James has attractéd considersble cri-
tical attention, - His novels and tales are generdlly looked
upon as a new stage in the evolution of psychological real-~
ism, An avowed advocate of -indirect methods of présentation
H, James introduced a complex system of literary devices to
further his realistic vision of things without actually ap-
pearing to state his own view of them.

Henry James published over fifty volumes of prose <
some twenty novels, more than one hundred tales, several
books of criticism, travel sketches, biography and plays. His
most imporbant achievement is rightly attributed to the art
of "bhe beautiful and blest nouvelle", that form of short
novel or long tale whose "“dimensional ground" delighted James
most of all, .especially in his later yeaz;s.

‘ Though there are numerous references +to the nouvelle

in his "Notebooks" and critical writings, James never wrote.
an essay onthe form or compiled a list of his stories which

are to be taken as nouvelles. What we know is that for years

he struggled within the confines of the short story, finally :
arrlv::.ng at his favourite genre, that of "“the shapely nou~

velle™, ; ;

1

James wrotes "Among forms, moreover, we had had,
on the dimensional ground - for length and breadth - . our
ideal, the beautiful and blest nouvellej;” the enllghtened
hour for which. appeared thus at last to shine, It was un-
der the star of the nouvelle that, in other 1anguages a
hundred interesting and charming results, such studies of
the minor scale as the best of-Turgenieff’s, of Balzae 'S,
of Maupassant’s, of Bourget’s, and,.. of Kipling’s " had
been, all economically arrived ast," (H. J ame s8;. Se=
%321):&1 Iiterary Criticism, I. Peregrine. Books, 1968,\. Pe

"The Notebooks of Henry James" ed. by F,0, Matthie—

sen and Kenneth B, Murdock. New York: Oxford Univ, Press,
194'7, g 108, (Further the book is quoted. as "Notebooks“
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‘Many entries in James’s "Notebooks" indicate .that sug-. ...

gestions for stories germinated continbally ' in his con-
sciousness. As soon as he enters a donnéeB(a favourite word
with'James), his imagination begins to enlarge and elaborate
it., As the situation unfolds in his imagination and  the
characters grow in stature, often what is planned as.a "1lit-
tle anecdote", a "morceau de vie"; requires more and  more
pages: the intended short story becomes a nouvelle. ‘

Jahes was writing fiction in the heyday of +the short
‘story. Dozens of magazines in England and America furnished
a ready market for the short narrative - six to eight thou~
sand words seems to have been agreed on by the editors as
the acceptible length, During the 1870s and 1880s James was
a regular short story contributor to the "Atlantic Monthly"
‘and the “Continental Monthly". But hitting. the eight~thou~
sand-word target was almost impossible for him, and his ir-
ritation over the requirement is easily discernible in many
entries in his "Notebooks", While at work on "The Patagonia®
in March, 1888, he records, for example, "that with all the
compression in the world I can’t do it in so wvery short a
COmMPAaSS 85 sse demanded".4 Increasingly through <+the 1890s
Janes often expressed his despair over +the requirements of
the short story, What its confinements will not permit him
to accomplish he puts it by, as the case was, for instance,
with "The Altar of the Dead".

Barly in 1894 Henry Hailand, a young American editor,
was arranging for the first issues of what would become the
most famous literary magazine of the ‘90s, "The Yellow Book".
Hailand asked James to contribute to the first number a
composition which "might absolutely assume its own organic
form“.5 The writer was told he could have as much4spaée as
he wanted, James gladly agreed and wrote three nouvelles for
"Ihe Yellow Book" ("The  Death of the ILion", "The Coxon Fund",
"Phe Next Time"). The opportunity somewhat released him from
bondslavery to the short story. Althoughyseveral.aéhis lat~

3

The main idea'(H. J ame s, Selected Literary
Criticism, P. 92).

"Notebooks™, p. 143.
Ibid., p. 208.

v
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er tales were not taken by any magazines, the sense of free-
dom was ‘there, so to speak, and it made him write tale after
tale., The result was that James became a brilliant master of
the nouvelle in English and made of it.a rich stﬁdy of men,
manners and morals on the two continents. '

The 'commonly acknowledged poetical quality of Henry -
James’s tales is, to no small extent, due to the natural ef-
fortless flow of his prose, By ‘his subtle peculiar .style he
‘evokes in the reader a feeling of immediate participation in
the events déscribed. Therefore any appreciation of his style
must necéssarily be concerned with the devices contributing
to this effect. -

Usually the first sentence of a James nouvelle immedi-
ately plunges the reader into the heart of = the situation.
There is no gradual introduction, no setting of the scene, no
precise information as to the identity of the persondges. The
reader is supposed to be familiar, as it were, with the pro-
tégonists and with their past. Imperceptibly he is drawn in-
to the events as an actlve observer interpreting everything
he w1tnesses.

This engagement of the reader is effected in an easy,
~effortless way as if he were one Who knows 'the events and
) nééds no explanation, Here are the ‘initial sentences of three
. tales taken at random:

"The poor young men hesitated and procrastin-
ated: it cost him such an effort to breach the
subjeét‘of terms, to speak of money +to a person

" who spoke only of feelings and, as it were, of
the»arisﬁoCracy.“ '

("The Pupi1™)®

"When the porter’s wife (she used to answer the .
housebell) anrounced "A gentleman — with a lady,
sir,"™ I had, as I oftem had in those days, for the
w1sh was father to the thoughts, an 1mmed1ate Vi-
sion of sitters." ‘

("Tpe Real Thing")’

H, J am.e s, The Turn.of the Screw and Other Stor-
ies, Penguin Books, 1974, p. 123,
~ He J ame s. The Real Thlng. ~ Tn: Nineteenth-Cen-
tury American Short Stdries, Progress Publlshers, Moscow,
1970, p. 320, e
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. . "I had taken Mrs. Prest into my confidence;
‘in truth without her a should have made but lit-
+tle advance; for the fruitful idea in the whole
business dropped from her'friendly lips.™

("The Aspern Papers"

* This plunging of the resder into the heart of the mat-
tér'at the very outset is not a mere trick for the sake of
buttonhollng his attention, It is part of a dellberate pat-
tern of llterary presentation. James always obaected to the
‘emmipotent and ‘omniscient author, directlng every action of
his personages, and demanded that the reader should be roused -
from his attitude of a passive speététor apd,enlisted as an
Antelligent participant and interpreter of‘theaevents. This
‘illusion is complete when the narrative is conducted by one
of the central:figures,introduced pyfthe narraﬁgr,asis the
case -in nany of James’s tales, and the réader'is'thus seem~
1ngly brought into immediate contact with the character re-
presented, as, for instance, in “The Turn of the Screw" and
‘"The Madonna of the Future".

Besides nouvelles of this kind there are others, also
$0ld in the first person, however not by a central figure
‘characterized by the narrator, but by the narrator himself
("The Real Thing", "The Aspern Papers" and others), This is
also a way, a kind of inverse way, of eliminating the author
~ the author being made a participant in the events or a
oasual observer, becomes a minor figure in the story - not
“the over-all master determining the behaviour of his heroes.

The principle of non-intrusion by the autbor brings
about James’s abstention from desciibing;bﬁs characters or
commenting on their nature, actions or emotions. Character
portrayal is effected by what the personages say, do, think,
often by some trifling detail, rarely by assertions on the
author’s‘part. Acclaim or censure is _never explicitly
stated, though the author’s attitude is, of course, implied
in the very facts chosen for presentation. But above all,
it is the language, the tone of the narration, which en~-
chances the effect of the unobtrusiveness of the author,

X:

8 He Jam e‘s, The Turn of the Screw and Other
Short Novels,,p,153.
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Passages of conventional narration are extremely rare.
When ‘the author’s speech intervenes, it is sa subtly inter-
mingled with the speech of the personages, so imperceptibly
coloured by their point of view, that we are not aware it is
the author describing the scene or character, and, yet, not
certain that we see everything through the eyes of . the per-
sonages concerned. This peculiar tone or mode of narration,
where the speech of the author and indirect interior mono-
logue, one shading off into the other, is the prevailing one
in James‘s tales,

All recent studies of H. James’s nouvelles serve to
support a single observation that there is a continuous
movement in his tales toward a colloquial manner of expres—
sion, an expression that minimizes the presence of the au~
thor while heightening the consciousness of the central char-—
acter.9 In the third~person narrative this effect is achieved
by a peculiar exploitation of the third-person pronoun, The
following paragraph opens the tale entitled "Julia Bride™:

“She had walked with her friend to the top of the wide
steps of the Museum, those that descend from the galleries
of painting, and then, after the young man had left her,
smiling, looking back, waving all gaily and expressively
his hat and stick, had watched him, smiling too, but with
a different intensity = had kept him in sight till he passed
out of the great door. She might have been waiting to see
if he would turn there for a last demonstration, which was
exactly what he did, renewing his cordial gesture and with
his look of glad devotion, the radiance of his young face,
reaching her across the great space, as ghe felt, in undi-
minished truth. Yes, so ghe could feel, and ghe remained a
minute even after he was gone; ghe gazed at the empty air as
if he had filled it still asking herself what more she want-

9 F.O ). Matthiessen, The Major Phase, New
York, 1963, pp., 152-86, Albert F. Gegenhelmer. The Early
and Late Revisions in Henry James’s "A Passionate Pil-
grim", *American Iiterature,’ XXIII, 1951, pp. 233-42;
Vlncent Tartellas James’s "Four Meetings",
Nineteenth-Century Fiction, XV, 1960, pp. 17-283 Rlchard
Bridgman. "The Colloquial Style in America™,
New York, 1966, pp. 78-~85.
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ed and what, if it didn”% sign:ify glad devotion, his whols
air could have represented,®

James begins the first four paragraphs of this tale
with the third-person singular pronoun, and he works 1t with
great persistence. Rather than introducing us to a charac-
ter, a figure sketched by . an ompiscent author, James in-
gtantly confronts us with- a~character s mind from the moment
we read the first word. Substitute “Julia Bride had walked
with her friend,.." and the difference is apparents here we
have the hand of an author gradually guiding us into a story.
But with the device the action of the story c¢irculates in
Julia‘s mind, and the reader is deposited in that mind in
medias res, so to speak., James 8raws the reader immediately
to his subject. Constant reference to Julia or Julia Bride
would have reminded the reader of thg"author"s presence and
his control of the events, As the narrative stands, the vead=
er speedily identifies the third—.persoﬁ pronoun as a part of
the character’s consciousness: it might almost be seid that
the ™she" assumes the role of the *I" in the- first~porson
narration, Of course the device cannot replace the complete
identification between reader and character <thab the ®I®
form of narration obtains, but it can approximate the inti-
macy of that manner while barring the fluidibty of self-rev-
elation which James did not approve of,

James cherished the intimacy and intensity of the first-
pergon form, and at the same time he valued and respected
the flexible distance inherent in the third-person narre—
tion, The pronoun, through insistent repetition, forcibly
attaches the reader to the character, and at the same time
enables us to step aside from him, to view him with objec—
tivity. ) ‘

In another instance James begins his tale as follows:

"He had ‘been out but once since his arrival, Mark Mon-
teith; that was the next day after — he had disembarked by
- night on the previoué; then everything had come at once, as
he would have said, everything had changed. He had got in on
Tuesday; he had spent Wednesday for the most part down town,

10 H, J ame s, The Turn of <+the Screw and Other

Stories, p. 251,
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looking imto the dismal -subject of his e[nxiety_ = the anxiety
that, under a sudden decision, had brdught him across the
unfriendly sea at mid-winter, and it was through information
reaching him on Wednesday evening that he had measured his
loss, measured, above all, his pain, these were two distinet
things, he felt, and though both bad, one much worse than the
other. Tt wasn’t t1ll the ‘mext three days had pretty well
ebbed, in fact, that he knew himself for so badlywounded. He
had waked up on Thursday morning, so far as he had slept at
ali, with the sense, together, of a blinding New York Dbliz-
zard snd of a deep sore inward ache. The great white savage
storm would have kept him at best within doors, but bhis
stricken state was by itself quite reason enough."
' ("A_Round of Visits")

Rather than saying "Mark Monteith had been out but once
since his arrival", James begins with the third-person pro=-
noun, again to place us in immediate connection with the
character and establish the informal tone, The third~person
pronoun device creates an interior narrative, as it were ~ a
vivid portralt of Mark Monteith reflecting upon his relative-
1y recent experience. Here the pronoun alliesitself not with
verbs of mental action, bubt with those of physical action (he
had been out, he had disembarked, he had spent, he had mea-
sured, he had waked up, he had slept). Nevertheless, the au-
thor does achieve the impression of a reflective narrative
by telling his third-person story in the past perfect tense,

Thus, James’s peculiar mode of narration is a much more
complicated phenomenon +than indirect interior monologue as
used by many writers. Indirect interior monologue, as usual-
1y manipulated by most authors, 1is easily discernible and
aeparated from the author’s speech. In itself a device to
bring the reader into closer contact with the inentalit;y of
the characters described without the mediation of the authar,
it is frequently used by Henry James as well, But, as men~
tioned above, he also uses another form of narration, where
the speech of the author acquires a multiple, elusive quali-
¥y, = it blends with the speech of the personages, seems
tinged with ‘their mentality, the atmosphere seems reflected
in the linguistic form,
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Having chosen for his medium a blend of dialogue, indi-
rect inmerzor monologue and story told by intimate to inti-
mate, anry James uses a language of colloqulal colouring and
that determiries his choice of lexical devices, Styllstlc em—
belllshments like archaisms, poeticisms or mythologlcal ref-
erences ave generally avoided.

) " The different forms of 1magery used by Henry James corm
roborate the similar impression. In his tales he employs
imagery not by way of ornamentation, but as the best medium
to project on the mind of the reader his pecuiiar vision of
the outgide world, The sbundance of imagery, however9 is not
an indiscriminate indulgence in this devices farall its seem—
ing lack of control, it is checked by artistic restralnte

The most extensively used trope with Henry James is sim-
ile, The simplicity of the greater part of his similesis due
to a conscious: avoidance of anything that might ‘savour of
parading the art of the writer. ;

‘The occasion for +the figure of similitude in Henry
James’s nouvelles is usually a commonplace object or phenome=-
non of everyday life. The image 1nvoked is also taken ‘from
ordlnary surroundings, €.g. :

"The Amerlcan flag has quite gome out of fashn
1on- it’s very carefully folded up, like an old

‘tab]ecloth." '
("An Internatlonal Eplsode")ll

“The men who looked at me over the battlements
was -ap definite as a plcture in a frams." .
("The Turn of the Screw")12

"It had not taken ‘them many minutes, after all,
to put’ down on ‘the table,ﬁllke the cards of & pack,
those that constltuted ‘their respectlve hands."

‘ ("The Beast in the Jungle")

' "He knew the small vista of her street, closed
at the end and as dreary as an empty pocket, where

Ly, game s, The Turn of the Sciew'anq Other Short
Novels, p. 37. PEFEN BER VUHEL BRoL

12 Tbid., p. 311.
15 Tbid, p. 407. N
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the pairs of shabby little houses, semidetached but
indissolubly united, were like mérried couples on
bad terms,"

e ("The Altar of the Dead™)*

Though Hénry James often uses simple similes, sometimes
even clogse to the pattern of the current similes of popular
speech of which there are so many in the English language,
we very rarely find actugl ready-made similes in his tales,
They occur only in the speech of some personages, or in a
passage echoing their speech. We find such a stock-~in-trade
simile in a tale told by the romantically~minded hero of
"The Madonna of the Future"

“He talked of Florence like a lover.™
("The Madonna of the Fubure"),>”

or in a remark made by Daisy Miller whose simplicity and
outspokenness have become proverbial '

"I noticed you were as stiff as an umbrella,®
 ("Daisy Millex™)'®
Apart from ‘pure’ similes in James‘’s tales we algo come
across numerous sentences with as if", "as ‘though™, "it
seemed"™, not so much stating a similitude perceived by the
author, as expressing or only hinting at an association gen-
erated by ‘the elusive and intangible guality of the. picture
or emotion he wants to convey.' In these sentences where the
author appears to be groping for the exact expression  to
capture an experience, +the assoclatlon 1n51nuated $o the
reader is a means to call forth in him the mental response
desired, e.g.
"I found as great a facinstion-in watching the
old lights and shades of his character as +though
he had been a creature from another planet.™
‘ (“Ihe Madonna of the’ Fupure) 17

14 H, J ame s, The Turn of. the Screw and.Qther Short

Novels, p,‘271,

H.J ame s. The ladonna of the Futufe., Ieipzig,
Tauchnitz, 1880, p. 29. ST

» H.J ame si; The Turn of the Screw and Other Short
Novels, p. 146.

H, J ame s. The Madonna of the Future, p. 30,

15
16
17
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"The fields and trees were of a cool metallic
green;. the grass loocked as if it might stain your
trousera,®

("Madanme de Mauves“)18

"The ground fleer of the hotel seemed to be a
huge transparent cage."
("an International. _Episade™) 19

Henry James’s evident preference for simile ag ag§iggt
metaphor is in keeping with his general approach to repre-
sentation. In the simile he can retain his light touch, in-
dicating a similitude by a casual gesture that leaves the
reader at liberty to accept it or not., The metaphor, on the
other hend, which involves a complete identification of Ob=
jects whose analogy is only partial, has much more of +the
assertive and even axiomatic in its implicationss

That does not mean, of course, that Henry James dis-
cards metaphor altogether. He uses it frequently enough. But
his metaphors are mostly half-expressed, hinted at in a
verb, an epithet or- the equivalent of an eplthet—the Yof
plus noun' construction:

"The hand of time had played.over her freely,”

("The Real Thing")2°

"Some mysterious action upon thewm@ggggg£§ of
nature had turned the tide of their fortunes."

("Longstaff’s Marriage")>t

"He admired and enjoyed it, but the very genius
of awkwardness controlled his phraseology."

("Madame de Mauves™)Z?

“The chapel of his thoughts grew ... dim."™
("The Albtar of the Dead“)23

18 H, J ame s, The Madonna of. the Future, p. 242,

19 H, J ame s, The Turn of the Screw and Other Short
Novels, p. 260. :

20 Nineteenth Century American Short Stories, p. 321.
2L H. J ame s, The Madonna of the Future, p. 118,
22 Tbid., p. L4k,

23 H, J ame s. The Turn of the Screw and Other Short

Novels, p. 260.
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Sometimes the metaphor merges into a simile:

"Something or other lay in wait for him, amid
the twists ‘and turns of the months and years,
like a crouching Beast in the Jungle.®

("Phe Beast in the Juzgg;;e")z4

The abundant use of imagery connected with the most fa-
miliar phenomena enhanceés the easy, informal tone of Henry
James’s tales as much as it is conditioned by it. On the
other hand, the fanciful associations often contained in his
images constitute one  of the factors that bring about the
freshness and peculiar flavour of James’s style; these are
perhaps not less imporbant than his handling of obligue ways
of character portraysl and engagement of the reader’s abe—
tention, :

James’s unobtrusive manner of writing is also achieved

by syntactical patterns, typical of his prose. His character-
istic sentence is compound. Coordination is much more fre~
quent than subordination. This is not simply a consequence
of the absenc& of argumentative comment on the part of the
.author, or of philosophical discussions between the. person-
ages, The predominance of paratactical sentence construc—
tion in Henry James’s tales is clearly comnected with  his
method of presentation. He conveys to the reader a picture,
the atmosphere of a scene, the sengabions of his characters
by unfolding these graphically, filling in the details one
after the other in additive strokes, each singled out from
the other and all merging into a whole.

Henry James often uses sentences which fall into sev=
eral parallel sections, The successive sections elaborate a
single idea or add new strokes to the descrlptlon involved
and have a mutually intensifying effect:

“He had understoocd nothing, he had felt nothlng,
he had learned nothing."
("Madame de Mauves“)25

24 He J ame s, The Turn of the Screwand Other Short
Novels, p. 417.

He J ame s, The Madonna of the Future, p. 196,
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"For the first, the last; the only time I be-~
held her extraordinary eyes."

("The Aspern Papers“)26

On the grammatical level, the construction constitutes
a sentence with homogeneous parts or a compound sentence, as
the case may be. Sometimes the parallel sections are ar-
ranged asyndetically, e.ge '
"TPheir post~horses broke down, their postil-
ions were impertinent, their luggage went astray,
their servants betrayed them."
(*Longstaff’s Marriage")27

Sometimes polysyndeton is used:

"He delivered his usual peripatebtic discourse,
and they stopped, and stared, and peeped, and
stooped, according to the official admonitions.™

("An International Episode")28

“She couldn’t spell; and she loved beer, but
she had two or three ‘points’, and practice, and
a knack, and mother-wit, and a kind of whimsical
sensibility, and a love of the theatre, and seven
sisters, and not an ounce of respect, especially
for the "h%,* '
("The Real Thing")2?
Sometimes anaphora reinforces the emotional effect:
"There were other churches, <+here were other

altars, there were other candles."
("Phe Altar of the Dead")>0

The parallel sections division and the various repet-
itivefpatterns form the groundwork of the characteristic

26 H. J a m e s The Turn of the Screwand Other Short
Novels, p. 233, . . )

27 H. J ame s. The Madonna of the Future, p. 117.

28 H, J ame s, The Turn of the Screw and Other Short
Novels, p. 75 v

29 Nineteenth Century Americen Short Stories, p. 329.

0. H, J ame s. The Turn of the Screw and, Other Short

Novels, p. 285.
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sadence of H, James“s prose., The paréllel construction is
most frequent in passages giving an inside view of a charac-
ter’s state of mind, when the emotional quality is domingnty

wY was nervous; I could not go further; I4poﬁ1d'
not leave the place.™ )
("™he Aspefn Papers™) ot

The répetitive patterns typical of H, James’s gentence
structure impart to his prose a Iyrical rhythm, a pérsuasive
insistence as of incantetiom almost. This rhythmical quality
of his phrase is greatly conducive to the emotional intensi-
ty suffusing his nouvellés in spite of the general authorial
reticence in his fhanner of presentation,

Henry Jam€s”s creabive achievement found its fullest
expression in his nouvelles., The tales he has left wus show
him as a writer compassionately concerned for thosewhom life
has not favoured on both sides of the Atlantic Ocean. By his
peculiar étyle he evoked in his readers a greater awareness
of the subtleties of human relationships and quickened their
imaginative perceptions, '

31 H. J ame s, The Turn of the Screw and Other
Short Novels, p. 225.
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T. AMenvna

Peanme

Teupn Jmeiims, GyHy9M DDU3HAEHEM DOMAHHCTOM, NOCTHTACT HE-
WBHCHETO MECTEDPCTBS B KAHDE HOBEJUIH, XapaxrTepHo#  0Co0eHHOC-
TR HOBEJN [imeliMza ABJACTCH OTKES &BTQPa KOMMEHTHDORATE GOOH-
TUS ¥ HOCTYIRN TEpoeB. BHBOMN He HABASHBANTCH UHTATEND oH
BOCIPUHMMAET CMHCJH, BIOKESHHHE B KSZIYy HOBENNY, KSK CBOE Of—
KpHTEE,

Cpem XyLOXECTBEHHHX CPEICTB, CHOCOCCTBYIMMX »ToMy Sdfer~
7y, OCOGEHHO BogeH IpweM usolpameHus NelicTrud B chnelvfmIeckol
OKpaCKe CySheKTEBHOTO BEISHMS IepcoHamedi. Jlaxe B TexX CAYIAAX,
ROTZla [NOBSCTBOBAHUE BEHETCA B TDeTheM Juile, HacOpakaeMuil Mup,
TeM HE MEHEe, BOCIDEHMMRETCSH IVIa3aMy NeicTBYMIEX JmilC JoMOIED
HEH&BBYVBHX 00P230B ¥ JUHTBHCTUYECKNX CPEncTs JigeiMs Cosmmer
ADREE NOPTHIECKAC DACCKASH O UEJOBEYECKEX cyapax.  losrmi-
HOCT: HOBeJmn JxeiiMse B Conbmell Mepe CBfAsaHa ¢ DPHTMIYHHEM SBy-
YaHWeM er¢ fA3HK&. HOKOTODHE CHHTAKCHIECKHEe HpUEMH, JacTo YHIo—
TpeCiAeMHe NECATENEM, — MHBEDCHS, IOBTOD, NApAJIENBHHE  KOH-
CTDYKUVH, — CHOCOGCTBYOT CBOEOCPASHOR JEDWIHOGTH €TO  IpOSH.
TecHaa CBSA3p MemJy CHHTaKCHIeCKoR {OTMOf ¥ SMOIMOHEILHO-CMHC—
JOBEM coZepxanueM mxefiMsoBcroif fpasH yowmmpaeT BozIekCTBHE
€T0 DPealMCTIYEeCKOT'0 MCKYCCTB& HA URTATENA,
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TEMA PEBONUIME B TBOPYECTBE YWJIESMA THABMOPA CIBIMSA
Tuiida AyHmi

Taprycxnﬁ TOCYAapCTBeHHNA YFHEBEPCHTET

Heropusm - SHAK BpeMeH:, B ocoGenHo OypHEHE 5H0XA OCHECT=
DEHHOTO DAgyBHTHA, B HPOHECCE MO3HAHMA PaCUEPADMUXCSH COUHAIE-
HHX TOPH3OHTOB BOSPacTaeT WHTEPee¢ K KCTOPHUN - NDOMIOS Kax OH
gpeZjiaraeT COPPEMEHHOCTE HEKWE Y3JoBHe NpoCAeMH ¥ AHALOIHH,
Crpemsacs K yIUyGHEHROMY OCMHCAGHND OTHONEHRA MEEAY JUUHOCTHO
H O0HIeCTBOM, JHTEDATYDPA H300paxaeT HPOTPECe HeA0BEYECKOI'0 NOS-
HaBaHud MHOTOCTOPOHKMX CBSSSX NPONAOTO = RACTOANETO - Oy Ey=-
mero.

Bneppue HCTODHA BIACTHO BTOPralach B aMEepHKAHCKYD JHTe-
pPaIypy B HepBoi noxosure XIX Beka, B BNOXY POMAHTHSMA. B
CBOGM CTDEMICHMEM CHCEMATHSHPOBATEH M DENHTh MPOUJIEMH,BOBHUK~
mMe [epes MOJOHM KanuTalKCTHYECKEM TOCYLApCTBOM, melaNme Jo-
TaHOBATH CBOW NDHHAAJEKHOCTH K HAUMOHANBHON KyJbTyDe, aMepH-
EAHCKUEG DOMAHTAKH HCKAJM ONODY Npeafie BCero B HelasHell repo-
HYeCKoH sIoXe HalMOBaJbHO! HCTODHY - B DEBOJNUKOHHON BofiHEe 3a
HesaBuCHMOCTE I775 - I783 rr.

0MaKo aBTOPH MHOTOUHCHAEHHHX DOMAHOB, HOCBAWEHHHX 9ol
TeMe, NO~PA3HOMY OCMHCJADT HCTODHYECKHME COCHTHS KoHNa XYVIII
Bexa. 3necn Heodxonnuo YUUTHBATE ¥ UX NOPUHALJEKHOCTH K TOMY
WIM MHOMY DEIWOHY, KagiHii M3 KOTODHX 0GJafal CBOMM crelupu-
YeCKMM SKOHOMUYECKMM H OOWECTBEHHHM YEJAZOM, M TY KOHKDETHYD
HCTOPUYECKYY CHTYAalMn, B JCIOBHAX KOTODOA CO3A3aBaA0OCH TO HXH

' WHOE NPOM3BEAEHUE.

BepoATHO He OyZeT OpeyBeANWYEHHEM CKa3aTb, Y90 HHTED—
npeTanmA BOHEH 3a HE3aBHCHMOCTH B aMEePEKAHCKON JETEPATy pe
nepBofl moxoBmEH XIX Bexa B pasnoﬁ Mepe OTpagaia Kak OCmeHa-
LUOHAJEHHE WHTEPEeCH, TAak M WHTEDECH LAHHOTO DEruoHa B AAHHOM
HMCTODHUECKMHA MOMEHT.,

Cpern aMepUKaHCKUX HHCATEAEH=-DOMAHTHKOB, OOPaTHBHNUXCA X
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ool gewe, YEapmi TEIARMOD Cmass B Goxpmofl Mepe CHOCOGCTROBAZ
PRSBUTED HCTOPHYUSCHOTC CamocosHaRuA ¥ra, ¥ nepmHfl B xyZozect-
peumoll fopue eymes E30CPASHTD DEAYD KoMmammm I780 - I782 rr,

Jo melabHETO BPSMEHE HCCJGKOBATENE OKIOHEH OHIN paccMaTe
PEBATE TEODUECKCS Eacdepme Cmam3a B OTLHBE OF 00 TBERHOH
Gopnos uepnoft mezopummE XIN Bexa. B pesyasTaTe YIBEDRRICH
BECHM2 yHpomenEMl BSTEAN HA NHCATEJS KaX Ha JALTDPA=CCHADaTHC-
P4 B aNOJOISTa LEHGID NDOBERUHANNSMA, HYbe BHKAYGHWE HE BHIOZHT
3a ApefiesH ero pojmoro mTata -Dmmoii KapoamsH, MemZy Tem aHaw
XuS poManos Cmmsa, HOSBAMEHEHX BoliHe na HER2SBHCFMOCTH, CBH-
EeTeXBOTRYDT 0 TOM, Y70 DOSHUN HEcaTe s OHIa Topasio  sodee
cxOEHON K OTHDAD HE JRIAKHBASTICE B 9TY HECTEYD CXEMY.

Cmums mpMOTYNNA E GOBAAHMD HHEAA DOMaHeB o0 aMepHramcxoff
peBoIpEuE B atMocPepe HEJBRTARMEIOCA KOEPIWKTS MEXRY KalHTa-
aucTrIeckum CeBepoM 1 padonnageabdyeckms Drou, HemsCexuoe 060-
CTpeHEe PTOTO KOHPIMKTS BIIOTH X0 Oparoyouicrmemzcil BofiER -
“of American born 'gainst American born"., oOH COSHaBaX yEe B
I830=~¢ rr. B CBOEX HCTODEYECKUX DOMAHAX HTOI0 NEPHOZA OH Yac-
TO mpuberaeT K napajnessms MemAy BoemHO# cHTyaumel B KOHIE
(¥III cTomeTHA ¥ NOJOXEEWEM CBOETO0 POAHOTO ETaTa B KamYyH I'pa-
#naHcKofl Bofine, Tak, N0 CHABENINBOMY 3aMevaHEn JzoHa Bellxamma
u300pazeHHas CHMM30M ODHTAHCKAS OKKynauus YapicTona, HO Beel
BEPOATHOCTH, ABAACTCA JHNH TOHKO SaMACKHDOBAHHHM HaMEeKOoM Ha
HANAZEHN HYJIMPUKATODOB HTATA ODOTHB YHMOHMCTOB, IIDH STOM He-
O6XOLMMO OTHMETHTH, UTO €CXH ABaiuath et cmyera ( B I856 r, )
B Jgextmn "Poas Dol Kapoamme B peBoJoUuE" OH  HelCTBHTENBHO
BHCKASHBaETCA B AyXe BOMHCTBGHHOTO OGHADATHSMA, T0 B I830 -
I840=-e rr, CmmMs eme HCKpeHHe CTapaiCAd - Kak B XM3HH, TaK H
B ZHTEPaType - HallTi Hex0e DPABHOBeCHE MexXIy UHTEepecaMH Halko-
HANPHEMY ¥ PETHOHAIBHHME, B NPOTEBOBEC CTOPDOHHOKRAM HyLiwpuxa-
IHK, ere nepsHe DOMaHH PEeBOANHEOHHOIO LHEJA HANOMEHALE COOTEe=
9GO TBEHHRKAM O 78X DHAYECKHX CTpPamduax mcTopmu Nra, Xorma G-
X0 BajomeHo erxmncTEO Consa ¥ nozuaTr duar Komdejlepaliu@E, B of=
CTaHOBKe, KOTHa NaTPHOTHSM aMepHKagleB mepepactal B  Kpafrmi
HAUHOHAXESM, 4 CBOGOAE JWUHOCTH - B NparMaTuyeckull MAAVBHAYa-
ausM, ero pomas "laprusap" (I835) yreepriaeT BHCOKWE DOMaH-
TRYECKUE MAGAIH CaMOOTBEPRCHHOCTY W GECKODHC THA,
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B crpemaenyH CHMMSa CO3JATH LeARN HUEX HCTOPHYECKAX DO-
MaHOB CKasajaCh BCEOSHMAs TAra aMEPHKAHCEMX DOMAHTHKOB K HG-
¢y, ¢ Ipyrofi cTopoHH, OH W3CHpasT B KaueCTBE MATEDHAIA COCH=
THA DEBOJDIWN, WCKpPeHHEe HalesCh, YTO Yepe3 W3YYeHHE OmHOOK
IPOLAGT0 eT0 COBDEMEHHWKN H30eEaT POKOBHX OmMGOK B HACTOSHEM.
OTCHZa BOSENHKAST TeHEEHHNA K MEYOAOTHMSAHMN ¥, OJAHOBDEMEHHO ,
K ZemMyfOoROTHSANMY HEKOTOPHX DEeBOANLHMOHHHX NPHHIUNOB, 4TO ON=
pereddeT B KOHEUHOM CUETe H3BECTHYN TBOHCTBEHHOCTH €I0 HCTO=
PHYECKHX DOMAHOB,

Cemb POMaHOB 0 peBouonmi - “Haprmsam” (I835), "Hyrs na-
Zompuxa” (I836), "Paspepumk" (I84I), “"Ksrpum Yoaron" (I85I),
"Tafy aeca" (I852); ""Mapogems" (I855), "roo" (I856), xak
"Hereazn I3 pectyCayx™ Kymepa, OuiM SajyMadH GOTVMACHO ONpe=
JexeHHOMY RIAHY., B OTINYMK OT GBOEIO BEIHKOTO  NPEAEECTBEH-
HEKa, CHMM3 CBOH miaR BHIOJHAN,

¥ze B mpelmcaoBun X "llapTEsaEy” Cmms 9eTK0 onpegeddet
TAABHYD TEMy ¥ Hedb CYUYMeTo UNKJIA: KHNTH JOAKHH ONJIM  OHTB
poceamens Kenell Kapodmpe M OXBaTHB2TH ONPEARACHEHE IISDHOIE B
XoZe pemoxbumonHofl COPECH STore mTatd, OCHOBHYD Hedb CBOETO
uEEEe CHuuS BHIET B USBICYCHNH W3 PRICCKROIO ONHTA HNABC T
BEHHOTO ypoka, KoTOPHI, O €TI0 MHEHWD, MOXOT HOMOYH B DeNg~
HHN COBDEMEHHHX mpodJiem, Jeropmdeckml pomMam Kax #aEp "ompas-
IHBaeT CeOfd JMmb FOIZA, KOIWA O CJAYENT HDABCTBEHHOGTH,Yexo0-
BeueCTBY H OOmEecTBY", - OHmMeT OH, "Romance™ 0 DPeBOADHUH AGi-—
XeH OHI 0ZHMOBDEMEHHO BHZBMIaTh HPABCTBeRHH! HIeaxr #  JHaTh
YPOR, mozxpemzesmxft meropmel.

Bepa Cmasa B BOCHHTATCIBHOE SHAYeBHe HCKYCCTEA BO MHO-
TOM CIOCOGCTBOBANO TOMY, 4TO OH HE TOJBKO NPABEMBO  HOKasad
POKOBHE ONEGKH HEEKOTODHX MCTODHYeCKHX ZeATeredf B  usoOpaka-
eMyD MM DHOXY, HO ¥ CyMeJ OCHADYEHTEH OCTpHe BHYTDEHHNHE -HDO-
THBOPEUNA MOEAY DAsHHMM CONUHANBHHMY CXOAMM AMEpDMKYN, & TaKxe
B PAZAX CaMHX BOCCTABUHX, ITie B NEPBYD OYCpeAh HPOTHBONOCTA-
BieHH IAPyT APYIY yOexzemns ypomentes Homo#t Amryum w Ora.

Noxox apumn Telitca, Coft moz KomzeHom, BOEEHHO-NOJEBOH CYZE
KopHBaiIACa - 2TH SANONHeHHHE BHYTDEHHMM ApaMaTHSMOM  CIeHH
ZapT OCPASHYD KapTuRy oeicTeuil cTpaEe » I780 r., HANMCAHHYD
B CaMHX MpauyHHX TOHAX: “UTOOH MH, HAEH CHHOBBS M MX INOTOMEER
SHAJH, KaK HX B AaxsHelimeu n30exaTs".
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Heecaegosareds HEOXHOKDATEO OTMEUANH, YTe BO MEOTHX DoMa-
Hax Cimmisa ABe TWaBHHE er0 TeMH - Tema POHTHpA H TeMa BolHH
8a HC32BHCHMOOTH = CAMBADICA B OLAY. TeCHaR CBASH MEXIY 2Té-
MH ERyus Pemamy O0bACHACTGHR T6M 0CCTOATEALCTBOM, 470 Cms
PECCMATDEBAY AMODHRAECKYD DEROJKLHD NPCHAE BEETO Kax  Ipasie
7amcRyD Bolimy, HuMemHO 06CTAHOBRA rpamfaHckoll Bofimn Ha Dre
peaseduo BHABEE “IPABHIY" He TOJBKO KaK NOHATHE Te0Ipaduuec-
KOG, HO Kap NORATHE COMNANLHOS B HPABCTBEHHOE,

TpaxToBka BoAHH Sa He32BHCIMOCTH Kark BolfimH  rpammanckoi
He cayvaline noJyvumia C¢TO4p WHPOKOG DACHPOCTpaHeHEE B  aMEPH-
rasexoll awreparype nepeoi moxonwuH XIX Bexa, Oma CHJa  NOZ=
CKaSaHa POCEOM BHYTDEHHEX HpOTWBOpeuMi u noamTuyeckoff OODB=
goff sTOr0 mMEpHOZA. Hawano GHio mozoxexo “Hmuomom” X.8.Kyme-
pa; B8 pomamax Cmumsa Taxas TPaKTOBKA JOCTHIES CBoefl KyIBME-
pauun, OHa NDPUBIGKAIa NHCATEJEH-DOMAHTHKOB 6He N HOTOMYy, ITO
OTXpHBAJa HEPOKKE BOSMOXHOCTH ZLEA aHaxusa $axkTop HE TOJBKO
O0meHANRO HANBHOTO, HO ¥ DErHOHAJXBHOTO SHaYeHMA, IJA HxaHWHA
Cma3a noClenHee 0GCTOATENBCTBO GHIO OCOCEHHO BAXHHM,

BHme 0TMEY2IOCh,3T0 TPY NeDPBHX POMaHa HEKJIE OpPeNCTaBIAIU
codot ¢cBoeoOpasHHl oTnop HyanuburaTOpPaM M DasSBUBAIN uAeH
B3aMMONOHEMAHYUSR ¥ eZuHeHHs,. Uepes HCTOpDHYEeCKH OmHT Cuums
NHTafCA JTBEPLUTE Takue OCMEYeNOBEUeCKNe FOCTOMHCTBA KAK JO=
SXLHOCTH, TOTOBHOCTH K CAMONOXEDPTBOBAHKN, yBakecHUE W HCKDEH-
Hee OTHOLEHME K CJIMEHEMY, CMEJOCTh X XpadpocTh B OB, HYBCT-
BO OTBETCTBEHHOCTH 3a CBOM HOCTYIKE. JTH KayecTBa aBTop -Ha=
XOZUT He CTOJH B CIATOPOJHHX EmeHTEJbMEHAX, KaK Ipexle BCero
B NPOCTOXNAMHAX, B NEPCOHAKaX, ZaNeKo He UieaXbEHX, HO TUy-
GoKo HanuwomaxpHHX (B odpasax PANOBHX NaprTusad U QPOHTHDCME~
HOB, KOTOPHE, B NDOTHBOMNOJOKHOCTH apHCTOKpaTaM, CIOCOCHH IO-:
CTABHTH OCMEHAUMOHAJBHHE NI BHIE CBOHX JUWYHHX).

Jureparypuas kpuruxa (B auue Tpenra, Happuerroxa, Xadea-
Ja) HEOMHOKDATHO yhpexaiw CimM3a 38 TO, YTO B er0 DOMAHAX O
PEBOANLUUHA HeT IJIABHOIO TIepos, KOTOPOTO MOXHO OHJO OM  CpaBe
HUTH, Hampumep, ¢ reposuu Ix.D. Kymepa. Mexay TeM, mo croBam
nucaTeas, CaMo HasBaHue NepBoil KHuUTA UMKJIa ~ "laprasay“-yRa-
3HBAET HA £T0 OTpeMICHWE HMS00DA3UTH OCOCEHHOCTU TAKTHKE BO=
eHHHX jfeficTBuit Ha Dre, MOZYepKABATE OTBETCTBEHHOCTH KAXLOIO
3a BCEX M NOKa3aTh yYacTHEe HapoLa B DeBOXDLWA, & He  CYABOY
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OTHEGABHOID UENEBEKS, _

Onmaxe epeXu nepeonazel Cmasa ecTs Zprult x opurumansEui
o6pa3, KoTopHll 6MEN0 BuZepEHBAeT CPABHCHHE C JYSMNME TepOMIH
Kymepa, 970 xamwrar opru. Yepes sror ofpas, momdomammui Ha-
POZHYD MyApoCTs, Cmis ONpeAesse? HPRBCTBEHHYD HPOTDAMMY pPo-
BOZDHUHE ¥ BHpamaeT yCRIMBAPHYDCS DOMAHTHYECKYD OHNOSEUED X
HCKARZCHHD €6 IMAaBHHX HPUELENOB,

Ecam B nepBMX poMaHaX © DEBOMKINY JDA% ¥3 HADOAA DHOTY-
Han? Kok TpeXaHBHe NOMOWHEKE apyueToKDATOB, TO B NATOM DOMaHe
ummza "Talign Jeca® ("Wooderaft™) EmepEHe B0 BEGH TOJAOC 5By~
upr NpHEONN Hapoimold MyZpocTH Kak ZoMmEWpymmel olmecTmemEmof
cum, "Tailun zeca"(I852) orsesmr or "Haprusana”(I835) cen
HaONATH JeT, 52 HTOT NEPHOH BITEaANH CHMMB2 SHAYHTEIBEO H3MEw
HEINCH B CTODPOHY. JMTEPATYPHOTO KOHCEPBATUSMA N HOXMTHYCCKOTO
9KCTPeMESMa, ECTeCTBeREO, 470 ¥ "Taliny Jeca™ mo ¢nock 0CHOB-
Holt mmefiuoff HampaBIEHHOOTH OTIRYaeToR or "[laprmdama’. BAec:
Cmpis NOMHTANCS COSAATH KADTHRY Dra Kok HETETDAIBHOID ¥ JHO-
DPRADYERHOTO OGHECTES, HENPABKIRHO NOHATOTO0 K HETOJKOBAHEOTO
Cenepon, AMepuxaHCEH! ROTODHR JETEPSTYDH mpodeccop Eznose®
Pupnan, HONpmMEep, CUNTAGT DTO HPONSBEACHHE JHTEPATYDNHM OF-
seron Cmmsa Ra "Xumumy Fazn Toma™ , THATeABHO SaMACKEDOBE&E-
Hoft peunp muCaTCAA B SAWHTY HECTHTYTA pacdcTsa,

H 7eu né meHee, Bepa Cmvmsa B CoSFaTeldbHHe CHIH Hapola B
MOMEETH COHMANLEOTO KDH3ECA 0CTaiach HeusmerHoll, Kar m "[ap-
Tusag®, "TallgH Jeca™ NOCBANEH NePEIOMHOMY MOMEHTY B MCTODHE
6opsOH aMEDEEKAHLEE 32 GHEOND HE3ABUCHMOCTH. BpeMs jelicTBmd Po-
MaHa - TEPBEE NoCXepeBosplmoNHEil 1782 rof, Kpafine HeyoTolun-
euli, Poanmsanma noCeld B Jopue HoBofi cradmassofi  conmaxnd ol
CTPYRTYDH OKasHBAETCH He MEHee TDYHEOH, HoReNH HOCTHTOHEE
no6eEH, B 9THX YCNOBHAX CRIATHBACTCS HallHOHAUPHHIA  XapakTep
aMEePHEAHCKOTO0 HapoZa, OTEHYMTCNBHHMY KavuesTBaMy ROTOPOTO
CTAHOBATCA IHOKENA yM B HemoKoJedumoe UYBCTBO HMODA. '

Hoxarre "woodcraft" = HAGOJOTHUCSCKOE, NCHXOJOTHYECKOE K
HpaBCTBeHHOe, OHO 03HAYRET H3ZLaBHA CBONACTBEHHHE HEPOLY NHpEl-
MPMEMYKBOCTD ¥ HAXOAYABOCTH, KOTOPHE, BOMIOMAACh B TAKTHKE
HapTH3AHCKOK GOpHON, NOMOTAAM aMEPHRAHLAM B HepaBHO! cXBaTRe
C Bparauu; Te xe DECYPCH K Ta Xe TaKTHEA 0CECNeuHBapT Haia-
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ZUB2HEE NOCAEPeBOIKUHOEHOR mmSHNM, "Art is to supersede brute
valor" ="JloBROGT: nmoGezIaeT TPYOy® CHIY" - STOT HDHRLEIN, KO
ey Cmm3a, CYHECTBOHHO BageR NJAA DACKDHTHA aMEPHRAHCKOTO
Xapaxrepa,

Deaull pam repoes Cmodsa CTOET nepeX npodaeuol BHGODA my-
el Zud ROCTHMEHES HEXH, B GBOCH DOZE CYMBOJIMYECKHM ARIACTCR
n30pamnEil TeHepaxom TefizooM Ho eyIydo ervHCTHIECKM CO006pa~
meHpAM Rparuaimed nyes Ao Ksumems, a Takme "xparvalfimumit myts",
HPeRICKCHHENE cepmaHToM Mmaxaysow, KoTopHll pYKOBOKOTBYETCHA HO=
TuHauu Begmoro Pudapia, Aasd SaboeBammd cTapofl BorymEN [oprm
- Tgen S0epaH. B aHTRIPARKIFHOBOKOH ommosunmz Hopru STOMY
"gpagafimeny nyrTr" KPOSBIAGTCH HOSHNWA CAMOIO aBTOPR, CYHTAD-
Hero, Y10 necefa AOCTHTAeTCA YGIOBERY CZATORAPHE YHODHOMY
TIVAY, ere HaXOZYABOCTE H DENKTEADHOCTE, HO OH ZOIREHE COXpa-
HETH OpH DTOM CBOD BHYTPSHHND HEICCTHOCTH ¥ BEPY B BAGRIH
BEMOKPATHYGCEOTO IYMAHHSMA,

B cBete Takoidl aHTETESH HPABCTBEHHHX RADAKTEDUCTER UERL B
Telou ABAAETCH CBOGTO poia (maccoficroll ommesmmuel Cmvmss pas-
HpOCTDRHEHACMY B Hawane XIX Bona YTENNTADECTCKOMY UCHEMEHED
Hedell ¥ pesyisTaros auepunancrofl peBosminm XYIII Bera.
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The Theme of American Revolubtion in W.G.Simms's Romances

Tiina Aunin

Summary

During the first half-century of the American novel
(1820s-18608) a gearch for the materials and methods of a vi-~
able American romance had been pursued. Before a truly Ameri-
can romance was to come into existence the imaginative ends
of European romanticism had to give way to native ends.It was
the period between 1837-1855 that witnessed an especially
atrong movement toward nationality in American literature,
characterized by its emphasis on the democratic ideal set wup
in the recent heroic epoch of the American Revolution. .

The vigor with which the Southerner, William Gilmore
Simms, defended the richness of American materials for °= ro-
mance makes his contribution to the national literature S0
significant that he must be taken into consideration by any
one who tells the story of American letters.

W.G.Simms's seven romances in & cycle constitute a kind
of epic of the 18th - century American Revolution through
which the author tries to delineate some universally accepted
human values -~ loyalty, self-sacrifice, courage and valor in
battle, a sense of responsibility toward one's country and
those dependent on you.
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