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CIETVOVKA UCTOPMYECKOIO COSHAHWA
H.TOTOPHA (POMAHH I858-64 IT.)

Twdra AyHEE
ToJUIFHCKR HefarOIMYecKyull MHCTWTYT

Mrorme COBPeMEHHHe aMepmEaHCKEe Jmreparyposeir (C.Bepro-—
Bme, P.X. [Impc), yTmepxnas Bnomommkpom, KOTOPYD CHI-
pan "moyx I776 roza” B 7oKk HasHBaeMOM AMEDHKAHCKOM Bospoxue-
HEE, BHISJANT DAL mmcarenell, B TBODIECTBE KOTODHX "9TOT I¥X,
' ®ax Gexreropcxmit Tomo, OxmcraeT cBomv oTcyTeremem” /I/.

Ha mepBEA B3IVIAN HOICCHAA TOYKA 3DEHEA HE JHNEHE OCHOBA-
HEf, Ecam MHOTZe HEuHSG 380HTHE, 4 B HPOIOM BEKE BECHMa TOHy-
JAPHHE HHCATEe N — B 'OCHOBHOM, MHOTOYACJEEHWe sumTonH I.0.Ky-
mepa - CO CTPacThl OTRAEKANNCE Ha HCTOPHEYECKHE COCHTHA KOHI2
IVl Bexka, oTpagad WX [ATDHOTHYecKME NAPOC B PARIUYHHX EaH=-
pax, TO, ¢ JpyToll CTOPOHH, HEJHHE PAl TOpas3no Gojee 3HAUE-
TeNBHHY DEWcaTejell 38HAA B STOM BOOPOCE IOBOJEHO YRJIOHIABYH
NOSHAYN. | - ' .
’ B xauecTpe IpUMepa CCHIANTCH OCHIHO Ha Tepos 1. Messmiia
Yzpamns HoTTepa, M3HEHBADNET0 B CPUTAHCKOM IISHY HA IPOTIEE—
" umm meell pemomomyM, Ha Comrmvmyca @esroma H.ToTopHa, ROTODO-
My IyXOBHas HE32BHCUMOCTH NPENCTABAAETCH HERMM MaTrWIecKuM
SJUAKCHADOM FW3HU; B DE3yJbTarTe 00a Tepod OKABHBAKNTCA B OJHOM
pany ¢ Prmowm Bam BumwaeM BamwerToHa VDREHTA, NODOCHABIEM BECh
IpOLEeCC BOSHERHOBEHHAA AMEPHRAHCKOR HAITmW. ‘

Ho os3HavaeT J# 5T0, UTO TEPOMYSCENE COGHTHA npouuioro Ka-
s3anucs JOTODHY MaJONprMEeYaTebHHMYE ¥ ManolIarolapHEMET Heco-
MHGHHO, HeT. [DUBEIEHHHE BHIE PACCYRNEHAA OMEDVHEHCKEY FC-
caegoBarenel NTHODHDYWT TOT $arT, 4TO neficTBMEe DOMAHTHIECKO—
0 HCTOPHYSCKOI'0 DOMAHA MORET IPOTEKaTh HCKINYATENHHO B Hpe-—
. IesaX 9YscTHOR RUSHE, HO NOJETIIECKAd JVHWS B HEX BCe Xe
IpECYTCTBYET. Kar chopaBelymBO ykasuBaer B.I. Pemsom: "Muoro
J7.B Hell HOIIMHHHX MCTOPHYeCKMX $axToOB m}iIm BCA OHa CO3JaHAa
BOOCDARGHEEM M3 HNYTOXRHHX ¥ COMHWTENBHHX JAHHHX — HEBAXHO.
BaxHo 70, 4WTO wacTHas XW3HEL TEDOSB DAaRBHEBAeTCH HA QOHE IOCy-
IAPCTBEHHOW RusHM CTpapN" /2/ - B IamHOM cayduae Ha (oHe Oyp-
HHX DEBOJILEOHEHY COCHTEE xoHna XVIl Bexa. 3Tor QoH ¥ cosnaeT
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‘oy aTMocHEpy INOCHSEHEX DOMAHOB IOTODHA, KOTODAA TOSBOMAST
OCMECJINTH HDABCTBEHHHE ¥ BMECTE C TeM HWCTODHYSCHW CMHCH
BCETO Je#cTBEA.

BezzecymHocTs - Ymyxa I776 rogja" MemHO B papHEoil Mepe Ha-
CI0IaTE Kax B TBOPYECTBE AMEDEKSHCKEX DPOMAHTHROB [820 - 40-x
TONOB, TaXk ¥ B TBopuecTse H.ToTopHa I850 ~ 60-x romoB, KOTHA

~ IHPOTHBOPEINS MEELY DEBOMONVOHHHMY UPTHIWIOMY X KX IPAKTZYE-

CKUM OCYHECTEJEHVEM BHABEJNCHL C OCOGOH OCTPOTOH.

Kaw wmasectHo, B 1858-1864 romax H. Toropu paddTaﬂ Of—
HOBDEMEHHO HAN UYeTHPRMA poMaHauu. [Ba U3 HHX, O0beIuHEeHHHS
ommM HasBaumeM "Pomanu od Amrmem™ ("Pomomo#t cien" m "Cexper
ZoRTopa Ipmanoy"™), mucaTeah OCTABWI HE3aKONUSHHHME ¥ BECHOR
1861 roma ofparuics kK IBYM IPYIEM, NOCBMAUISHHHM aMeDERAHCEOR
zeTopru. COEETOM OJHOTO M3 HTEX pomanoB (“"Cenrmmyc SeaTox")
SABIAeTCA KCTODYA DHOWE, XOTODHA IOCBATEI BCE CBOY YCHIUA G-
Iy00 BTORCTEYSCKUM NOWCKaM DJWKCYDA RU3HY.

" B rom, 9ro [OTODH OGDATHICE K HCTODEY, HET HNUETO yIEBH-
TEALHOTO, JTC CHI TPEIEUMOHHHE I HETO CHOCOS XYIOKeCTBEH-
HOTO MuIeREs, CymecTBEHHO, YTO OH OCPATWICH XK HCTODHM BOWHH
34 HE33BUCYMOCTH I aMEPHKaHCKO® peposmmvd. [ IpHYHH TOMy He=
GRONBKO. ONHA I3 HWX BARINISETCH B OUSBUIHOM BHEMHEM CXOLCT=
BE TPakNaHCKOW BOHEH 7 BofimM 3a HEBABECEMOCTh. U Tam ¥ 81eCh
CTpaHa DACKANHBAETCH HA LRA Jarepd,- X TaM #  3%8Ch T'HCEYT -
aMEDURAHIH Ha ¢BOsfl coCcTBEHHOX sSemne. IOTODH, OFHARO, COB~
“HaBaJ, YTO KpOM® BHENHETC CXOICTBa ecTh eme "TeEeTHYecKAs
"¢pass”, B polime 32 HE3aBECEMOCTDL YTBEDLUANCH HERME HOBHE OG-
MECTBEeRHNE, HONWTWUECKHE, TOCYIADCTREHHHS LDIHIVIH, DOIEAACD
IEMOKDATIYEeCKas DeCHyOaIuRa., IpaKEaHCKdH BofiHa [nofwHa OHIa
PENUTE EX CYILLOY. :

HosmTraeckan MO3WEA CAMOTO TOTCDHA OHIEA HEIEYGMECICHHS
T TpOCTA: OH HNONATAN XKUSHCHHOR HEOCXOIUMOCTED  COXDAHEHES
Copsa ¥ B OWCHMAX CBOKX HEONHOKDPATHC BHCKA3WRAN CORANCHIEE,
TT0 HE MOEET, B CWIy IPERJCHHHX %E€T, B3AT: B [yRE ODysEe X
nofiTd cpaEarhbcd. TeM He MeHee, €CHE BIIVIAHYTH HA BTy HOBWIED
He OTBIGYEHHO, & B ofmel CHCTEMe CONUANLEO~DEIOCOHCEEX,
HPSBCTBEHHHX, HCTODEYSCKUX BOBSPeHull mmcarend, TO JeTKo Oy-
Ier yBHUETE OCUMaMUWBOCTL DTOY HPOCTOTH.

TlowTE BGe TPOERBENEHWSA [0TOpHA HABIAANT COCOR CJIOXHHR HOM-
WIeEC BlamMoZefcTByMIYX wneid. HO B 3TOM pomaﬁe 0COCEHHO 09g-=
BYAHE OPOTEBODEYdA, KOTOPHE B KOHEUHOM HTOTE IOMSNATE [HCa-
TeJm [PALATS GBOEMY [OBECTBOBAHED 3aKOHUSHHYD ZTUSHHO=XJIOREe—
CTBEHEYD GOpNy. [OTODH He IPOCTO He ycmea “AOMHCATR"  ero, a2
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HE CyMen erc LOIyMAT.

© o vmenmn pANa aMeDEKSHCKEX auTeparypopegoB (E. Msmmmco-
Ha, P. fArodcona), OCHOBHYR NPFYMHY 3THX IDOTWBODETHI CHEIyeT
WCKATH BO BCE yCmawpammeics Hecﬂocoﬁnoc*r_n ToropEa OTHNIHTE
“OCBEKTHEHYN DPSANRHOCTE MEApA.OT PEAJBHOCTH CBOETO COGCTREH-
HOTO BHyTDeHHeTo mmpa® /3/. Orcola OHM IpUXOZAT X BHEONY,
YTQ B DOCJCIHFE TOZH FWSHW HOHWCATENh OTCTYOWI OT cBoell coldet—
BEHHOH BCTETUYECHOH HOBWIEE K UDFHIFIOB wgoxecrrse}mmﬁ op-
ToHESaIyW IHOBECTBOBAHEA, & TARKEe OT CBOLX -IPEXHEX HCTODEYS—
CE¥X BOS3DEEZ, = KOTODHE OH HHTAICA TEOPETEISCHH OCMHCIUTE
B OPENHCHOBEAY, K pomesEam “HoMm o cewm Qpourtomax®™ (ISSI) =
"pamopHsit fapa" (I850). :

Yro6H CYEETE O cnpaBen,JmBocm TaROTO poia cymermﬁ cae=
IyeT mOIpOoCHee OXADaKTEPH30BATE HEKOTOPHE OCHOBHHE MOMEHTH
HoHOemw® #eTopE: H. ToTopHA. ' ’

Kax copapenymso ommewseT 0.B. Kopamem: “B ToTopee — moO=
BECTBOBATENE KaK OH COBMOHEDTGH JHBa JIFIE, HO-DaSHOMY CMOT=—
PEBEFE Ha OJHO # TO x:e codHTHe. OFHO H3 HAX — COBDEMEHHER
STHX COCHTHH, MATeTIIECK ONACHBANNTEY F OHCHWBAKMER EX ¢ HO-
SEEY ameprragmeB XYVI=XYH BewoB; JHpPYIOe — COBDEMEHHER 10—
TOpHA, HPEICTABNTENs OPOCBONEGHEOTO M PANEOBANHCTEIECKOTO XIX
BeKa, HGANSKO VHEHUSTO OT TEMEHX IPEJDACCYNKCB § BepOBaHER
JPOMJIOTO, HECKOABKO HDOHWUHHN, YMyIDeHERE AHSHLD, CEIOHHHHE K
aHarwsy # obodmenmn” /4/. OmHa®o ecriu B TOKEX pOMaHaX Kag
“Aiasa Cyxpa” @ "Hom © cemME QPOHTOHaX"™ 3TH ABa HOBECTBORZ~
TeAGHHY YPOPHA ODIaHwdeCKE IEDEIUIeNACH B 6LEHOE IeNoe, GO03—
naB "oco0yw aTMocdepy, IOUYCRAwWIyH TOJAKOBAHEE DESiGHHY Jak-—
TOB COBPEMEHHOCTE B CBETE DOMAHTHISCKOH JETeHIH, BOSEMEmSR B
IameroM mpomnoM® /5/, TO B NOSKEMX poMaEax [OTODHEA 8Ta CXeMa
nepecTara (ySKIEOREDOBATE. I[OTODH BCEINa INTANCH “CBA34TH
IpOomJIoe ¢ yCEOAB3abmmM OT Bac nacrTosyms™ /6/, mpemme mcero B
HPABCTBEHHOM ACHEKTE. 1o ero MEEHED, aRTOP ECTODHYECKOTO PO-—
MaHa TOJKEH YYNTH YWTATENRs ¥ NPOCBENAThH YeJOBEYECKYR IVIEY
cHocoGaME GoJiee TOHKUME, YeM MOBTODEHHS HPOIACHEX WCTEH. Of-
HaKO [OCTENHZe HOSAKOHUCHHHe DOMAHH I'OTODEZ CBUAETEIBCTEYRT
0 BCE& YOUIUBARNMICA COMHOHMAX MUCATENH B HDEBCTBEHHHL OCHO-
BaX aMEepPERAHCKOR NeMOKpaTim, B OYpEyasmol srudecroff cumcreme
E HEJIOM, H& KOTODY® OH ONMpANCH B CBOMX HODEINECTEYDNEX [OM3~
HaX. AHTHTYMAHHAS cymﬁ_ocws 3T0E cCEcTeMH B I850-e romE Impo-
fBEAd ceGd B ACCTATOYHOH CTemeNW, wTOOH DPOHMIATEABHHE E
TUiyGOREe yMH, K 9HCJAY KOTODHE OTHOCENCH E LOTODH, MOTHE CIe—
JaTh Tparmieckoe OTHDHTVG: NEJ0 HE B OTKICHEHEE OT €CTECT=
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BEHHOTO LYTEZ, & B camof n‘porpame, KOTODa® € CamoTO Havaia
COnEpEasa B cede 3apOfMmE HEKOHTDOJIEDYEMOTO 3Ja.

Tlo CHpaBeXHBOMY BINEWSHED AMEPEXAHCEOTO HCC/IEIOBATEJNS
Issuncona, Bce repom “CenrEMmyca ®enToHA™, KAR X . Iepoy TPeX
EDYTTX HEOHOHYSHHHX HCTODHYSCKHEX POMAHOB, NPOXOIAT ONEHAKOEO
TIOPa3WTeNLHYl, HO Ha OepBHi BAIUIAL efBa OPEMETHYD Tparcdop-—
Marrm. "OEE HAWMHANT CBOD XESHE NOJHOKDOEHHME I'eDOSME DPOMAH-
TITECKOTO POMANA K HOCTENeHHO BCe CoXee OTOXUECTBIADTCH C
AHKY, fRefcTRynIEM Ha NONETAIeCKO I BOGHHOE ApeHE COBPSMEH-
Hof Awmepmrz" /7/. VX xaparTepH IPeICTABIADT COGOE CBOeoGpa3z—
Hy®D KOMCZHaTWN 3JEMEHTOB LOPOMJIOTO ¥ HACTOSmETO.

Ozgaxo pemwTh HO EOHIA B3AUMOOTHOMEELS MEELY POy o
HacTOMEM B ¥X DasHOOCDASHHX AcHEKTax IOTODHYy He yIAJOCE.
YToGH TPABENRHO (YHKIEOHMPOBATE Tepof DOMAHTHYECKOTO ACTODE-
UeCKOTO DOMaHa HOMEEE OHX, HCNOJB3YS ONHT IIPOMIOTO, yKasH—
BaTh Ha OWHOKW CBOYM co:sp‘ememmcam 7 TeM CaMHM [OMOTaTh Jo0-
DY TODEECTBOBATH HAJY 3J0M, I'pexoM X koppymueZ. Ho HE Centd-
vuyc QesTOH, HE TEPOE TpeX IPYTEX OCTABNEXCH HE3SKOHIEHHHME
 WOTOPYYECKEX DOMAHOB ToTopHa HE MOTYT OCYNECTBATS 3Ty Safia—
" gy, HesaBuemMo OT TOTO, Karoll »Tanm HCTODPHE OHE IPEICTARIALT,

OHN HECHOCOCHH TATH TPEMEp, HECHOCOCHH OTBETHT: Ha BOIDOGC,
BO PMA YeTO OHE ¥ WX COOTEUECTBEHHHEKE XWBYT 4 NeHCTBYRT.

BropovyeM OTBETHTE Ha DTOT BOIPOC B PAMEAX - POMEHTHIECHOTO
POMSHA Ha HOBOM STANE WCTOPHISCKOTO PasBuTéf CHIO IPAKTUde-
CEW yXe HEBO3MOXHO. He TOJEKO OTHENBHHE er'0 KOMIOHEHTH (Me—
707, XAPAKTEPHUCTHRE, KOMIOSHMA X T.I.), HO I BCZ DOMAHTEIE-
CKag MeTOIOJIOTHS B IIEJIOM HEePECTANH OTBEYATH TPECOBAHAAM BIO—
xu. Tagmy o0pasoM, MOXHO CKS83aTh, 9TO ' HE TOJBRO HCTOpUdIE-—
-ckoe MuponormMarze ToTopHa 1860 TI'T. OPOTHBOCTOAIO DOMAHTHIE~

ckoff BCTETHRE, HO ¥ CaMa SCTETHHA BOTYIII2 B Ce3HANEXHOe
IPOTEROPeTRe ¢ NeHCTBUTENBHOCTER. )

Barugyn ToTopHa HA HCTODWG HEHDOCDPENCTBEHHS CBABAH G €T0

HaGJOJEHAMMY Hal, COBDEMEEHOCTRD. Tax Kay OUCATENh BCEINa Xi—
BO DEar¥poBay Ho BCE 3HAUUTENEHHE COCHTUA CBOSIO BPEMOHH, OH
He MOT' IpORTE M¥EMO OUYEBEIHOH AYXOBHOX X IOJAMTHYGCKOE Hpeem=—
CTBEHHOCTY DASHHX WCTOPWYECKYX BIIOX: OT HOBOABTIUHCKOTO Iy-
PHTSHEBMA ¥ BIOXe DSBOJNIWE, K SIOXe IEEKCOHOBCKOX IeMOKpa—
rrm. OXHSKo 5Ta IIPEEMCTBEHHOCTH B €T0 I[[POM3BEAEHNAX IacTo
BHDAXAJach ONCCDSNOBAHHO, UYEPe3s CJORHYD CHECTEMY CHMBOJOEB.
Cwmpon nng  ToTopHa - XyHOXCGCTBOHHHE IpWeM, IPUBBAHHHI B
. CKOHI[GHTPUPOBAHHOM BUIE BHDaSHTDL Hymm, cwpemam, HANEeXIH
I OTACeHus qe.zxozaeqec'ma.



KouueHTpUpYys BHUMZHZE H& KWCTOKAX COBPEMEHHOTO HDABCTBEH=-
HOTO CO3HAHNA aMEePUKAHIEB B eI0 HOBOZHIVIMACKOM Bapuanre, I'o-
TOPH HEOINHOKPATHO HCHONL3YET BOJLHOMOOUBHE IyX NOypHTaHH3MA
‘KaKk HeKull CUMBOJIWYCCKER 00pas Ijd J[eNEPPOBKE COCHTHE BOKHH
82 HE3aBECHMOCTL, IaBad TeM CAMHM aMEePUKAHCKOMY HAITWOHANBHO=
My camocosHanmn XIX B. "OUleHWE TPANIINE, HCTOPHUSCKON Ipe-
EMCTBEHHOCTH, OUOPY B J[AaleKOM IPOIIOM KOJIOHEaubHOR AMepuixu"”
/8/. He upmHmMag UYDWTAHCKYD IOTMY, LTOTOPH TIOCTABEI NEpEl
COG0H NOBOZBHO TPYIEYH TBOPUECKYD 3aIa4y: OCDATHRINCE R Iy-—
PUTAHCKOR Tpanwivd, KOTOpas, Kalk W3BECTHO, NPeICTABAAIS CO~
Goff IPOTUBOPEUHBOE COYeTaHWE SPOCTHOTO (faHaTH3Ma ¥ CBOGOIO-
Jo0HE, DOKa3aTh, 9TO DTa TPALMIML, C OJHOR CTOPOHH, ONpele—
JIWIA DYKOBOLAIY®L poxh Homoft AHTEM B QCBOSOLETENGHOR —BORHE
aMePHKAHCKUX KOJOHWE, a ¢ IPYroff — SpocTHOE AHTUIYDUTAHCKOE
HBYEEHME DOMAHTHYECKOR BIOXM.

31y 3amavy TOTODH OCYMECTBAAN HECKOABKO THAYE, WeM €r0
COBPSMEHEMKV-NCTOPYKY (Haupmmep, KR.VBEHKPO®T, ®. HaprmeH,
Y.T. Cmmz, I&.J. Moroim ¥ np.), 9ne UGTODHUECHOE COBHAHUE
OTIFYIANOCE MeTapU3UIHOCTED, MO0 AeficTBNe HCTOPAYECHKEX 3aK0O=-
HOB 0BHAYAN0 LIA HEX [OPEKIe BCETO NDeNONPENeNeHHOCTL COCHTHH
¥ MX ONHOSHAUHYH OCYyCROBIEHHOCTL. Tak, HampuMep, WCTODEK
Y.X. IpecroTT -B cBOe# peleHsUW Ha TpyL Domkpodra BOCTODREHHO
IOBTODPEI MHGJAB &BTOPA O TOM, UTO "GTDEMICHWE X He3aBACKMOCTH
GHI0 DYKOBOLANM [DYHNEIOM KOJOHWATGHOTO NEPWONA WCTODHH
AvepmEM, KOTODHE C HEW3GEXHOCTED TDWBGA K COCHTEAM DEBOJIIEA
I776 TomaY /9/. Taroe OIHORHAWHOE TONKOBAHHNE, COTVIACHO HOTO-
POMy TIEPECEJICHUE aHIVMIEACKEX IYPUTAH B KOJOHHM 3HAMEHOBAJO
DepBHE ®Tan OcBOCOBHTENEBHOR BOHHH Avepusm, Hpeosaazano’ cpe-
Ix zmeropukos XIX Bera ¥ HOMHOCTHK OTBEUANO NONUTHIECKYM HIg-—
ajam saPOXﬂammeﬁCﬁ7amepnnaﬂoxoﬁ Gypsyasez /I0/.

Crosb ABHAA TEHILEHIKOSHOCTH [0 OTHOWEHWH. K HCTODHZ He
yIORIeTROPSAAa 1'0TOPHA. Kpurmiecrumi B3IIIAL OCHADYERWI ¥ npyrym
CTOpOHY BOIpOCA: pPasBe He CHAW HTH IPODOKE CBOCONH — IYDH-
TaHEe — CAME EECTORMMY THPAHAMYW, IPECASIOBARNNMY KBAKEDPOB X
BemsBmAM#  "BenrM", TEMH, KTO YRe B 3apojHile IYyWWI JiGoe
CTpeMIEHES K WHNUBENYANBHOY CBOCOTLE?.

FiMeHHO B »TOM 3aKJIOUSHO, [0 MHEHWH NECATeNd, HNPOTHBOPE-—
Yge, onpereawsnese coeumpury Homolt Aurvimm. OHO NpHIAET 6€T0
HCTOPHIECKYM DOMEHAM X DaccKasam oCcoOeHHYH HAaNpAXeHHOCTE,
PacrRpHBas IBOACTBEEHHH XaparTeD OYPUTSHCKOTO odpasa mucaed.

llpecrenyerpie caMy MOTYT LIPSBDATUTHCA B XECTOKVWX IIPECHE—
noraTenek - Taro® LA TOTODHA T'ODBEEN IPWBKYC aMEeDHKSHCKOTO
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Kaeana CBOCONH, HPUBKYC, KoTopsil B mepuom I850-60 rr. yme e
MOIJIX CKDHTH HUKSKWE OaTPUCTHYECEME JO3YHTH. '
’ Coenmmprka HCTOPIYECKOTO  NO3HaHMA TOTopHA Olpenenmnia
ALefHO-XyIORECTBeHHYD CLHSIMIUKY 6eT0 IpPOUSBENEHW:, KOTODHE ©
HOJIHHM OCHOBAHWEM NOXHO HASBATH KDHTHICCKIMY. CymecTBOBAHZE
O3HaYaeT IJg HEro [OpeXle BCETo OOHT, YCBOSHHHE B Hpomecce
#eroprr. TeM camEM 9YeJ0BEeX KaR IPOIYET HCTODHE CIOCOGeH jefi—
CTBOBATH CBOGONHO ¥ IPHHAMATE DEeHHA, T.e. CaM OHTH TBODIOM
ACTOPHE, HO HX 34 CBOY OMHGKE OF IOJIREH OTBEYATH HOJHOCTHD.
VMEHHO NOCHENHER MOMGHT ARIASTCH KIUEBHM TS I[OHUMAHTA HC-
TOPHIECKEX NpowsBeicHmf T'oTOpHA, KOTODHE B OTHWYME OT IPOW3—
BENeHW ero NpeANeCTBEHHMKOB OTHDNH He ONTEMHCTHYHH., B HEX
HET OPEeRHUX mmszﬁ ¥ HallexX, HeT mocTofimnx CHTH Harpamea—
HHMZ CYACTHEM. .
Hopxsoma #TOT, MOXHO CKa3aTh, UTC HOCHEIHEE HE3aKOHUSHHHE
povaH TOTOpHA CTAIM CBOEIO POIA STANOM B TOM Hpolecce Oepe—
OLEHKE meHHOCTeH, KOTOpHE Havayed B AMEDUKAHCKOM DOMAHTERMe
B I860~e TI. Hpbneco 5TOT CHJ HEOCHUYAHHO CJHORSH ¥ MySNTENLHO
TPYLeE. B XoZe ero mesHi psAn "NOSMTUBHHX" 2AeMEHTOB OypEyas—
HOft EmeoNoT¥N OCHADYXEA CHKDHTHH B HAX HETaTUBHHE aRTUIYMAH-
HHf, aHTANEMOEDATHYECKER CMHCA. MGHHO 5TOT HpOLNECC B 3HAUE-
TeNRHOR Mepe ONpeleJfeT HO3TaNHOE Da3MEEeBSHMe Cpeld aMepu—
KaHCKEX DPOMaHTEECB. B 2roM miade H,ToTOpH OpHHalZe®HT ¥ DPa—
IPK2JBHOMY HOKOJECHER, EHOMy 4em Kymep = ero MHOTOYHCIEHHHE
IOCENIOBATENH ¥ BIETOHH.
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THE SFECIFIC QUALITY OF N. HAWTHORNE'S CONCEPTION
OF HISTORY (NOVELS OF 11858 - 1864)"

P, Aunin
Summazxy

N, Hawthorne = one of the most historically minded of
American ‘19th century novelists - was constantly announcing
ropance ¥he borderline of the human mind where theactusl and
the imaginary intermingled. At the sesme tiwe, it was not so
much for the intrinsie truth of histoxy as for the great mo-
ral truths that <ILramed the subjects for his best historical
romances and tales. Hawthorne as the romantic historian amd
historical romancer sought in the past mainly moral eonflists
which could be regarded as compi'i'/sing a battle betweem the,
democratic ideals of the 18th century and theilw naberializa~

-%ion into 19th-cembury bourgeois civilization,

Hawbhorne?s interprebation of American history (and es=
pacially that of Americam Puritaniem) implied great conbra=—
dictions. But what is essentlal, hs saw the dialectle repe-~

CBition of evils as-the pattexrn of Amsrisan hisbory, stressing
‘fundsmental analogies between the exwors of the past and the
-gzrors o the present. Hawthorne determined historical sew
guence {(from early Puritanism to ths spirit of 1976 and
further on to the dramatic split of the 1860s8) as the repe~

titicn of the central <feud which, he suggested, lived <Lfrom-

one generatlion Into the successive ones. He 1ls &ble to con-
neot past and present, but he is totally, uvsble to exsmi-
ne the significance of thess‘eonne‘c'bionsa Ingtead of purso~-
ing the realisdle direction raised by the subjestb itself,
Hawthorme falls back on romsmee conventlon which by the 1860s
had long exzhausied itself in American literary tzaiidica.

—_— 1

-



MILTONIC INFLUENCES IN SHELLEY'S “FROMETHEUS UNBOUND"

Nina Diakonova, Alexander Chameyev
Ieningrad State University

Shelley was one of Milton's most passionate admirers
and frequently referred to him both in prose and in poetry.
He called the author of "Paradise Lost"™ "Ghe sacred Milton™,
"the Sire of an immortal strain®, and always assoclated him
with the greatest names in literature - Homer, Dante, Shakes-
peareq. The 'poetical fragment ™"Milton's Spirit® (1820)
clearly shows what it was in the old poet's art and person
that most fascinated Shelley: ‘
“l dreamed thet Milton's spirit rose, and took
From life’s green tree his Uranian lube;
And from his touch sweet thunder flowed, and shook
All human things built in contempt of man, -

. 4nd sanguine thrones and impious altars quaked,
Prisons and citadels coot?

Milton had for Shelley an irresistible attraction as a
revolutionary and a republican and at the seme Hime ag a
poet-philosopher; one of "the unacknowledged legislators of
the world"” on whose works the moral condition of menkind
greatly dependedBQ As Fpederiek L, Jones Justly points oub, -
it was this union of Shelley's admiration for the man with
unbounded esteem for his poeiry that made Milten loom &0
large in his mind, in a way that no other poet aia®,

Shelley's mind was literally sosked with Milton‘s po-
ebry: he read it repeatedly, knew large portions of his works
by heart and turned Yo them whenever and wherever he thought
it fit to cite an example of supreme worth = an atbtitude
that he shared with other English romenticlists who were one
and all eloguen® in thelir admiration of the author of “Papa-—-
dise Lost", Milton's poem was for Shelley beyond pralse; he
looked upon it, according to Thomas Medwin's svidence, a3
"one of the grandest conceptions ever struck uﬁan By the

‘imagination of man -~ faultless in its structure, and inimi-

tably majestic and sublime in its language, stately and sus-
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tained without being pompous or tumid, ang whilst abounding
in learned idioms and clessical lore, free from all pedantry
and affectation"’.

During the years 11815 - 1819 Shelley returned to Mil-
~ ton's poem more than once. Mary Shelley®s IList of Books Read
in 1815 includes "Paradise Regained", "Paradise ILost", "Areo-
pagitica", and "ILycidas", Besides, she mentions  “Paradise
Lost™ as read by her husband in Hovember, 1816, at Bath, and
in December, 1817, at Marlow, In the year 1819, in Italy,.
says Mary‘s “Jaurnal“g Shelley read 3Book 1 of “Paradise
Logt™ aloud to her in April and more of the poem in August,
just at the time when he was composing “Prometheus thounﬁﬁi

“Paradise Lost" always remaipned for Shelley an inex-
haustible source of inspiration. Its influence reveals it-
self in the presenbtation of characters and in the  general
atmosphere of Shelley‘®s works no less tﬁan in numerous Mil-
tonic echoes, quotations, and borrowings, and may be. traced
voth in his mature works and in his Juvenilia,

Thus in his broadside, "A Declaration of Rights™ wribt-
ten in 1812, Shelley passionately appeals o his countrymen:
“fwakef - arise! - ar be for ever fallen” (V, 275). These
are the words with which the hero of "Paradise Lost™ rouses
his defeated followers as they lie stunned on the Iake of
fire in Hell (Paradise Lost, I, 330)7a

Shelley®s Ahasuerus, type of the eternal rebel in "Quesn
Heb™ (1813), is obviously modelled on Milton's Satan®, Like
his grand predecessor whose motto iz “Better 4o reign in
Hell thsn serve in Heaven® (Parsdise Lost, I, 263), Ahasuerus
prefers *Hell®s freedom %o the servitude of Heaven” (Queen
Mab, VII, 195)7, and his portrait reminds that of the failen
sngel in "Peradise Lost™ (cf. Queen Mab, VII, 73 - 82 gnd
_ Paradise Lost, I, 589 — 594, 590 - 604),

The same 18 t.uc of “the Almighty king® from the fﬁag»;
mentary “Pater Omnipobtens®™ €1820) who is described in much
the same style as Milton's Satan
. The poetical fragment “Satan Broken Xoose™ (1817} is
28 undoubbedly influenced by Milton. It +ells about =
gdummrwingei Apgel® who “stoed before the Eternal Julgement
geat™ Lo report that “strife was now begun® between God and
Pevil and thet -



",,. Satan had broken his chain,
And with millions of daemons in his train,
Was ranging over the world again“11-

The young poet's main interest lay, no doubi, in Milton
as a tyrant-hater — Dboth in his practical policy and in his
artistic creations. For Shelley as well as for other roman-.
tic radicals Milton’s mutinous hero had a powerful appeal
which they could not possibly resist. Most of them saw in

- the Saten of “Paradise Lost" not as an embodiment of  evil

but a symbol of lconoclasm, of unconquerable love of free-
dom, of "courage never to submit or yield" (Paradise Lost,
I, 108). It is not surprising then that the image of Satan
was widely discussed in romantic literature and inspirved many
‘& sublime line in the works of Blake and Byron, Landor and
Campbell, Shelley and Keats,

Blaks, an ardent student of Milton, was Ffascinated with

- ths bleak grandeur of Satan and declared that the author of
"Paradise Iost"™ had belonged to "the Devil's party without
knowing 15712
Byron frequently referred to Milbon and to Satan in his
works and lebtters and once even teld his wife. that he  be-
lieved himsel? the avabtar of a fallen ange113; the poet's
humanistic interpretation of Satan’s character helped him
%o create his own famous demonic herces such as Mapfred,
Incifer, Cain and ptherquo :
' Wililem Hazlitt, snother admirer of Milton®s genius,
was only giving utterance to a popular romantic concgption
when he wrote in his "Isctures on the English Fosba" (f1818):
“Saban is the most heroic subject that was ever chosen fer
a poem; and the exscutlon is as perfect as the design iIs
10ty ... Ssban is not %he prineiple of maligniby, or of the
- abstract love of evil - but the abstract Love of power, of
pride, of sz2li-will personifisd ... His love of power  and
conbenpt for suffering are never once relaxed from the high-
- est pitch of intensity, His thoughts burn like a hell within
hims dbut the power of thought holds deminion in ' his . mind
cver every other consideratiop® )

Perhaps the most eloguent and influential interpreta~
#ion of the rebel angel image in the ags of romanticism was
given Yy Shelley. "Milbon’s poem, -~ he wrobe in his gel-
ebrabed “Dsfence of Postry", - contains within  itself &
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philosephical refutation of that system of which, by a
strange and natural antithesis, 1t has been a chief popular
support. Nothing can exceed the energy and megnificence of
the character of Satan as expressed in Paradise Lost. It is
a mistake to suppose that he could ever have been intended
for the populsr personification of evil, Implacable hate,
patient cunning, and a sleepless refinement of device %o -
infliict the extremest anguish on en enemy - thoa® things are’
evily and although venial in a slave are not to e forgiven
in a tyrant; although redeemed by much that  ennobles his
defeat in one subdued are merked by all that dishonors his
conquest in the victor. Milton®s Devil as a moral being is
as far superior to his God as one who perseveres in some
purpose which he has conceived to be excellent in spite of
adversity and torture is to one who in the cold security of
undoubted triumph inflicts the most horrible revenge upen
his enemy, not from any mistaken notlon of inducing - him to
repent of z perseverance in enmity but with the alleged de-
sign of exasperating him to deserve new torments. Milton has
80 far violated the populsr creed (if this shall be judged
to be a violation) as %o have alleged no superiority of morsl
virtue to his God over his Dev11“16,

This concept of Satan, lofty and noble though it is,
contains a certain amount of wishful thinking. Shelley was
involuntarily reading his own thoughfs into the lines of
Milton or, better to say, he interpreted Milton®s epic in a
way which the elder poet would not have approved of - would
mest probably have disavowed. As a loyal Christian Milton
censured the rebellious épi.rit of his Daemon, which Shelley
certainly could never do. He insisted on Satan being far
more attractive in Milton's epic than God, Needless to say
that this is much more the case in Shelley®s own creation,
“Prometheus Unbound". N

The lyrical drama “Prometheus Unbound"™ seems the work
where Milton's influence is more than ever flagrant. Though
the general concept is obviously Aeschylean, the whole ab-
mogphere of the work is sosked with specifically Miltonic
grandeur: the cosmic nature of the scene -~ and scensry, the
conflict between the "Monarch of Gods"™ snd the Titan, +&he
defeat of the rebel and his defisnt challenge of the victor
certainly owe s great deal to Milton's concepts.
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The drama opens with the hero's passionate soliloguy:
which in its tone and spirit immediately reminds the reader
of Satan's rebellious speeches in "Paradise Lost" (ecf, Pro-
. metheus Unbound, I, 1 -~ 23 and Paradise Lost, I, 84 - 125,
242 - 263). The monologue of Prometheus is at once a lament
and a defiance, thence its peculiar tragic energy. It . ex-
presses endurance stretched to breaking-point and yet an un-.
crushed spirit and inflexible will, Bub is not this the case
of Milton's Satan as well? Like Milton’s Arch-rebel whe
wages war against him "who reigns / Monarch in Heaven" (Para-
dise Iost, I, 637 - '638), Shelley’s Promebtheus dares to check
"The falsehood and the force of him who reigns / Supremse"
(Prometheus Unbound, I, 127 - 128).. ‘

The fallen Titan speaks of unutterable pain, but that
very pain maekes him "more glorious far™ than Jupiber, his
adversary and executioner. Prometheus is fully aware he could
put an instant end to his agony but he refuses %o seek re-
corciliation. with Heaven. Nobthing is. required of him bub sub-
nission. And that is a moral impossibility. Without a mo-
ment's hesitation Promethsus dlsdalnfully rejects Mercury's
apprehensive suggestion that he should better “bend his soul
in prayer" and supplicate Jupiter for mercy. He says:

© Submission, thou dost know I cannot try:
" For what submission but that fatal word,
The death~seal of mankind's captivity,
Like the Sisilian's hair-suspended sword,
Which tremdles over his crown, would he accept,
Or ¢ould I yield? Which yet I will not yield.
(Prometheus Unbound, T, 395 - 400).
Thisg passage is not unlike Satan’s proud. meditations in
"Paradlse Lost™s
sso 18 there no plade
vleft for repentance, none for pardon lefit?
None left but by submlssioni and that word
Dizgdain forbids me ..o
(Paradise Lost, IV, 79 -~ 82)
Slmllar senbiments are found in Satan’s lines:
.00 Peace is despaired,
- For who can think submission? ..,
(Paradise Lost, I, 660 -661; ¢f. also I, 108 =112,

Despite pain and suffering, the Titan declares that his

is a happy lot in contrast bto that of mankind doomed to pay
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Jupiter "'knee—worship oo and hecatombs of broken hearts®.
It is be, Prometheus, who really reigns and triumphs, his
suffering is his empire; the stronger the one, the greater
. the other ("torture and solitude, / Scorn and despair, -
these are mine empire”, - Prometheus Unbound, I, 14 - 15).
In answer to Mercury's compassionate remark - "... I wonder
at, yet pity thee" - Prometheus exclaimss
* Pity the self-despising slaves of Heaven,
Hot me... (Prometheus Unbound, I, 429 - 430).
These lines of Prometheus are certainly akin in spirit ‘%o
those of Satan: ’
sos To bow and sue for grace
With suppliant knee, and deify his power
Who from the terror of this arm so late
Doubted his empire, that were low indeed ...
(Paradise Lost, I, 111 - 144),

The Promethean myth, as one of the English critics aptly
observes, 1s ambivalent and capable of developing 3in two
opposite direction§17e Prometheus as a mythological  image
has two sides: he is at one and the same time "the saviour
and the strength of suffering man” (Prometheus Unbound, I,
817) ~ 1like Ghrist18,\and a rebel against celestial author-
ity - like Satan. Thus it is only btoo natural that Shelley®s
Prometheus has much in common with Milton's Satan. Both come
to represent revolt against tyranny. Both are distinguished
for thelr dignity, love of liberty; for stoleism in suffer-
ipng, meckless courage and iron determination. At lasi, both
can be sald $o have obtained a sort of viectory over  their -
sh-powerful enemys Prometheus?! results in Jupiter’s  down-
f£all, Saben’s - in the fall of God's favourite creations,
of the first man and the first woman,

In the Preface to "Prometheug Unbound" Shelley himself
drew comparisons between the two mythological figurés and
along with the most striking likenesses pointed out the most
important differences between them. "The only imaginary be-
ing resembling in any degree Prometheus, - he wrote, - is
Satan; and Prometheus is, in my judgement, a more postical
character +than Satan, because in addition %o courage, and
majesty, and firm and patient opposition to omnipotent force,
he is susceptible of being described as exempt from ‘the
taints of ambition, envy, revenge, and a desire for personal
aggraadisement, which in the Hero of Paradise Lost; dnter-
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fere with the inbterest., The character of Satan engenders in .
the mind a pernicious casuistry which leads us to weigh hia
faults with his Wrongs, and to excuse the former because the
labter exceed all measure... But Prometheus is, as it were,
the type of the highest perfection of moral and inpbellectual
nature, impelled by the purest and the truest mobives to the
best and noblest ends®™
As distinet from Mllton who sought %o “justify the ways
of God to men™ (Paradise Lost, I, 26), Shelley tried to jus-
tify the ways of men in man'®s own eyes., fAccordingly, while -
Milton embodied his ideals and his bellefs in the psrsonm of
God, representing absolute reason and absclute good end
therefore lacking in individval stbribubes, Shelley incar=
nated his best and deeply felt dreams Iin the magnificent
figure of Frometheus who stood; in his eyes, for the desire
in the human scul to “mske the earth / One brotherhood” (Pro-
metheus Unbound, II, ii, 94 - 95), to create social harmony
through love, understanding; and compassicn., 48 C. M. Bowra
puts 1%, FPrometheus "is what Shelley regarded as the noblest
force in the human self, the desire for the good and the
willingness to maeke any sacrifice for it"ZO
Prometheus® victory is the sort of bloodless and blame-
iess victory which Sheliey himself dreamed of, The .poeb's
attitude towards revolutionary warfare was complex gnd cob-
tradictory. He was a convinced oppotient” of wviolence and he
believed that violence could bring forth only viclence. In
his view, the French Revolution, although underteken with
" the bhest inbentions, snded i1l for the people because viol-
ence was employed. It had collapsed because it became Jomi-
natéd by hatred and revenge21, The poet thus dJdescribed the‘
French Revolution in bhis lyricsl dramas
The nations thronged around, and cried aloud,
As with one voice, Truth, liberty, and lovel
Suddenly fierce confusion fell from heaven
Among them: there was strife, decelt, and fesr:
Tyrants rushed in, and did divide the speil,
(Prometheus Unbound, I, 650 - 654).
Though Shelley had strong moral objections against vici-
éhce, he realized only too well that the conditions bred by
tyranny would inevitably lead to the overthrow of the &X~
isting order, and he declared that if such things happenéd
be would take the side of the peoplezz,
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The French Revolubtion, in Shelley's opinion, furnished
the "“master-theme of the epoch”, and he recommended it %o
Byron as a subjeét "involving pictures of all that is best
qualified to interest and to instruct nankind"?>, This mas-
ter-theme of the age was engaged by Shelley, though not as a
specific historical phenomenon but only as a theme, in his
poem “The Revolt of Islam” (1818), in which poem he showed,
by the way, the dire conséq,uences of non-violent treatment
of tyranﬁy‘. '

These contradictions of Shelley's thought made part of
the complex ideological situation of his day when the strong-
est minds tried to bubt could not solve the problems of so-
cial progress and politlcal remaXking of society. "Prometheus
Unbound" was what Shelley himself recognized as a poetic
utopian answer to the anxious questions of the time.

Jupiter®s evil powser; as if by magic, comes to an end
as soon as Prometheus? moral reformation is complete and Lis
earlier feeling of hatred has been displaced by  loathsome
pity for his merciless adversary. Jupiter is brought = down
by a single act of a powerful Spirit called Demogorgon. The
significance of this personage in Shelley’s drama has been
variously debated. Some scholars consider Demogorgon as an
incarnation of justice and truth, others - as a spirit of
eternal change, still others - as a symbol of historical
necessity and so on” .

One of the sources of Shelley's Desmogorgon is, no doubt,
"Paradise Lost", Among "spirits of the nethermost abyss®
vwhom Satan meets on his way to Eden "Orcus and Ades, and the
dreaded nams / OFf Demogofgdn" are mentioned (Paradise ILost,
II, 964 - 965}. Shelley’s treatment of the image  differs,
however, from Milton's. The author of "Paradise Lost"”  de-
scribes Demogorgon as an evil deity whereas Sheliey repre-
sents him as a benign power whose interference in the struggls
between Prometheus and Jupiter liberates the long-suffering
Titan, It is Demogorgon who makes it possible that the bleak
begilnning of the drama should magically come to a radiant
close, .

At the beginning of the drama Prometheus is depicted
" as chained to a rock over a precipice. All around are icy
cliffs, ravines and mouuntain peaks, Above is the sky, below
is the sea, It is a majestic, breathtaking landscape, as
grand as the feelings actuating the suffering Titan, Ia deal-

3* 19



ing with Sun, Moon, Skies, clouds, abysses, huge mountains,
bottonless pits, wide seas, on the one hand, and with God,
Titan, Demogorgon, Spirits of the Barth, Universe - on the
other, Shelley could not but heavily lean on Milton. '

In Shelley’s drama as well as in Milton's epic all is

on the grandest scale, in time and in space., Prometheus men-
tions three thousand year, he repeats again and again “ever®,
*for ever®, "aye™, "there is no change, no pause® = he is
doomed in eoternity, Even bthe briefest units of time are “sye
divided by keen pangs / Till they seemed years™ {Prometheus
Uabound, I, 13 - 14), To harmonize with this, not only is
the reader faced with eternity, but also with infinity: the
monutains are of a size that baffles the very eagles, all
round are abysses and precipices, bright and rolling worlds,
empires, hecabombs, o say pothing of Sun, Heaven and Ses.
(411 this immensity of space is alive with movement, i%
- throngs, it howls, it is caught up in =z whirlwind.

It is nobeworthy that two of Shellsy’s favovrite pas-
seges of poetry, according to M. Wilson's observabions, were
Prospero®s meditation on mubability in Act IV of *The Tem~
pest™ and Saban’s journey thwough Chaos in Book II of "Bare-
dise Iost"25o Shelley was impressed by Milton's descriphion
of '

«os Gh® hoary déep, a dark

Illimitable ocean without bound,

Without dimension; where léng’ah@ breadth, and highth

And time and place are lost, where eldest Night

ind Chaos, ancestors of Nature, bold )

Eternal sparchy ... (Paradise Iest, II, 891 - 896:

see also II, 907 =~ 916},

The cosmology of this last passage along with &that on
the Creation from Book VII (Paradise Lost, VII, 210 - 557
made vivid teo Shelley the picture of a universe emerging out
of chaos, The Chorus of Spirits in "Prometheus Unbound® sing
of "Death, Chaos end- Night" - the “hoar deep" -~ ot of whichl
they will create

coe Barth, Alr, and Light

Ang the Spirit of Might

Which drives round the stars in thelr flery £light ...

) (Prometheus Unbound, IV, 143 - 158).

The “torrent stresms® of “Prometheus Unbound™ (IIL, 1if,
156) appear to derive from the "torrent rapture” with whick
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the “watery throng™, ab Godfs command during Creation,
gathers intc seas and the land dry (see Psradise Lost, VII,
299; see also Book II, 580 -~ 581 whers the author mentions
»pierce Fnlegebon, / Whose waves of bHorrent fire Iinflams
with rage®). ' .

Students of Shelley heve traced and Iisted numsrous
lines and passages of ""Prometheus® - besed on Milton's grand
cosmology and magnificent Creati@nzse Bere are only some of
the parallels bebween the bwo respective textss ‘

Paradise Tost Prometheus Unbound
.ss the sun new risen .oo Serenest Air,
Looks through the borizontal  Through which the Sun
misty air wallks burping without beemst

Shorn of his beamS... (£, 64 - 65),
’ (I, 594 = 536). :
coo wWhat 1f Earth How glorious art thou, Esrthi
Be but the shadow of Heaven... ] 4nd if thou he
(¥, 574 = 575) * The shadow of some spirit...

(I, iii, 12 - 13)e
/Satan/ with steady wingc.. /Spirit of the Hour/ floabed

6 © 6 o s 5 8 o s a v = s o . doun
Winnows the buxom airc.. Winnowing the lightsome air
¥, 266 = 270). with languid plumes,
| (IIZ, iv, 107).
Thither came Uriel gliding sos the child of Hesven,
' through the even with wingéd feet,
On a sunbeam; swift as & Runs down the slanted sunlight
shoobing StaTese ' of the dawn.

{IV, 555 - 556; see also (I, 37 - 438).
IV, 582 - 591).
. Shelley also repeats some shorter Hiltonic phrases,
_such as v
Peradise Lost Prometheus Unbound

crystalilpe ocean (VII, 271} crystelline pool (IIX, 3114,
erystalline sky (VI, 772) 159}
. ademantine cheins (I, 48} = adementine chains (I v, 91}
fwings of/ sky-tinctured gr&in'wings of sldey grein
(¥, 285) (I, 760}, ‘
vegetable gold (IV, 220) vegeteble fire (ITI, iv, 11}

vegetable silver (IV, 283)
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his dark pavilion (II, 960) that bright pavilion
: ‘ (II, i, 125),

Quite often Shelley does not exactly repeat Milbonts
lines but makes use of a good many of his famous images. This
can be observed, for instance, in the simila:ciﬁy between
Shelley‘’s descripbion of Prometheus® cave and Milton's pic-
ture of the blissful bower placed in the heart of Eden (cf.
Prometheus Unbound, IIT, iii, 10 -~ 22 and Paradise Iost, IV,
690 - 704), o

Shelley uses Milton®s (and Shekespeare®s) blank verse:
its freedom, -its long pentameter lines with their sweeping
strides have made it a favourite vehicle for meditative,
philosophical ox otherwise lofty poetry (cf, Wordsworth’s
"Prolude™ and Byron's "Manfred and "Cain", to0 mention but
the most obvious examples). Shelley’s blank verse . differs,
from Milton’s in being immune from ILatin influence; Ifrom
Milton®s favourite inversions, such as postsubstantival Do~
sition of adjectives, and in making more smple use of en-
Jembement and, consequently, in being freer in its movement.

- Vida Scudder, a connoisseur of Shelley's  versifica-
tion, noted that in "the union of austere and elevated sim-
- plicity with a cerbtain splendour of effect the blank " verse
of Prometheus Unbound is singularly like that of |TParadise
Iost". She remarked, however, on "a cadence of which Shelley
alone is mester, unique in haunting, clinging melody”, and
she concluded that "Shelley has drawn a new music from Eng-
lish words™ in many passages”’.

Though modslled on the style of Milton, Shelley’s is
unmistakably his own in rendering the mentality of an ideal
chavacter in whom, contrary to Satan, revol: against injus-
tice dsrives from his love of man a8 well as fLrom innate
goodness and nobility. Iike Milton, Shelley was a post-philo-
sopher whose mind was f£illed with visions of +truth and
beauty symbolizing the searchings of a great mind faced with
the sternal problems of good and evil, of struggle and res-
ignation, of politics and morality.

Iike Milton, Shellsy was haunted by +the dJdangers be-
setting man in his evolution‘ towards perfection, moral and
intellechual, Iike Milton, Shelley had recourse to symbols
to render hiz sense of the powers inspiring bumanity in its
upward struggle for self-realization and liberation. - Iike
Milton, Shelley pecpled his world with fantastic asrizl fig-
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ures and poetiec visions meant to symbolize fundsmental veri-
tiss, intended %o have a universal human application.

The nature of the poetfs symbols, however, is not quite
the same: Milten's are more concrebe, mors explicit, Shel-
ley's -~ more abstract, more spiritusl, rendering aspects of
the observing intellect rather than those of the world ob-
served., Milton's Heaven has, as 1t were, a great deal of
the earﬁheaE Shelley®s earth has more of heaven., Hilton's
Eve is a symbol of womanhood, she represents physical beau~
ty, whereas Shelley®s Asia is “a symbol of Intellectunal and
Heavenly Beauby®, and "is metgphorically equated with  the .
sun““. Milton's angels, when fighting, use swords and ar-
tillery; Shelley’s weapons are entirely symbolical.

The cosmic warfare Milton so eloquently describes in
"Paradise Lost™ has curious parallels with battles only too
real in mid-seventeenth-century Englande3o though. inter-
preted according to Biblical lore that was law to Milton the
Puritan; the struggle between Prometheus and Jupifer in
Shelley‘s drama is a symbol of great battles to come, % Te-
presents the struggle of humanity against oppression, and
itg interpretation has all the.freedom of unshackled Utopian
thought. '

Whatever the inevibtable time-inflicted@ divergencies,
Milton‘s eplic was, no doubt, Shelley's important source of
inspiraticn, not only as a model of style and form but spi-
ritually as well. In this Shelley was true to type or,. to
use modern terminology, to the typological cast of romanti-
cism, Rewerting to national traditions, to such writers &s
Chaucer, Shakespesre, Milton and Chatterton whose genius soar—
ed high, beyond bounds and restrictions; was part of the ro-
mantic mind and aesthetic outfit, a very general typologi-~
cal characteristic, The romantic criticism revolted sharply
against rules and standards of classicism and ‘“prided it-
self upon having rescued Milton, with Shakespeare, from the
Procrustian bed of eighteenthpcentnry formalism“Bq. For
Blake, Byron, Shelley, Keats and other romantics Milton was
the type of the free personality, & champion of radicelism

- in politics, religion, and arg. The unanimity of the romsiw
tic veneration of Milton is another proof, if wnore were
wanted, of a specific and consistent body of thought, inhe-
rent in the variously coloured poetry of the great masters
of romanticism,
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Born in the glare of the French Revolution of 1789, it

is only natural that the poets of the early nineteenth cen—
tury should have looked up to the greatest poet of an eari-
ier revolutiocn much nearer home., It is only logical that
they should have caught something of his political fervour
and along with that & number of £featurss Itypologically
identical to theirs. Shelley’s ideological and artistic con-
geniality to Milbon bears out this point,
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Pespue.

CraThg paccwaTpuBaeT gpaMy lensy B ee MHOrOOOPASHHEX CBA-
34X C SIEUeCKOH mosmol MuabToma “lorepsrmmit pafi®. Ora cBABb
npoclezMeseTcHs B OCHeM.3amucie “llpoMeres  ocBoGOEEEHHODO",
BOCHEeEaDmero 6opua NpoTHB TupaHuM "naps Hebec. I'epomueckui
ofpas EOCCTABMAre THTAHE OCYHECTBAEH B JyXe NSBECTHOTO TOi~-
xoBaHHs OCpasa Cataw B "3amuTe nosawk", rme lemau crasur
MATEEHOPO reposi MmpbTOMa Bume ero anTaromucta - Bora u suput
B HEM BOINOMEHWe HP2BCTBOHHON CHJE, - )

_ He romsxo o6pas repos MumpToma, Ho ofmas armocfepa noouu
~ 68 KOCMMUGCKWE NACHTAGH, TFPaHJHOSHOCTb e ONUCAHWH, BO3=-
BHIICHHOCTH ©6 ABMEA - oTpasuiuck B Jpawe lenzu. Bausuue Ha
‘#ero MURBTOHA MBYUASTCA KAK B 00meM (uEOCOPCKO-BCTETHYCCKOM
[paHe, TAK W B KOHKPSTHO-CTHAWCTHISCHOM.
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JOHN FPOWLES'S CONTEMPORARY ODYSSEY

Viktors Freilbergs
Latvian State University

John Fowles®s 1969 novel "The ZFrench ILieutenant's
Woman" is set in the 19%h century but although ths aubthor
both imitates and parodies 19th century narrative tech-
niqueé9 it is not a hisbtorical novel, this genre does not
interest him at all’l, In "The French " Lieutenant®s  Woman"
Fowles presents a detailed panorsma of Victorian Epgland
from the vantage polint of the 20th century. By eoxposing Tic-
torian morality he also demonstrates that many of the ethic
problems thet the individual had to face in the 19th century
have retvained their validity in Fowles'’s contemporary re-
ality, and he holds the view “...that Victorian age, espec-
ially from 1850 on, was highly existentialist in many of its
personal dilemmas'™, Thus, the real'subject natter of the
novel is the individual and his complex relations with post-
war bourgeocis reality. i

In Fowles's view a novel cannot copy life, it can only
give metaphors of it and almost all his novels (with the
sxception of *Daniel Martin®, 1977) are kind of allegories
where the quest theme predominates,

#an's search of his identity is a typically 20th csp-
wury fictlon thems, It frequently manifests itsslf through
rapeeted emplogment of certain archetypal patterns - such ag
the Ddysseus myth, This can be accounied for by the fact that
one of the bagic aspects of reallty conbemporvary Western lit-
eraturs desals with is consciousnegs and its relation to the
external world., '"The French Iisubensnt®s Woman™ san be clas-
sifield as a quest novel since 1ts dominant thems is the
individusl's striving for knowledge of self thai Fowles re-
gards to be one of the principal tasks of all ars, Impli-
citly the idea is expressed by the epigraph to the novels

"Every emancipatior is a restoration of ths human 1o

lationship to man himsel£™ . '
‘K. Marx "Zur Judenfrage®, 1844)
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Fowlesfs basic interest lies in hnmah.psychology, and the
social aspects of reality function as a background.

All the three characters enter the scene of the novel
simultanecusly. Charles Smithson is an aristocrat whose basic
interest in 1ife is palasentology. He is an ardent supporter
of Charles Darwin's theory of the survival of the fittest
and regards himself as ome of them, He has a disbtinct gift
for accommodating himself to the morel standards of society
and lacks s moral code of his own, therefore he is in dan~-
ger of losing his individuality. Charlesf’s perception of
life becomes "fossilized™ because he tekes it as a hard and
fast norm that can 6n1y be passively accepted. He is engaged
tc a merchant®s daughter Ernestina who is young, beautiful
and rich, but has no other virtues. He persuades himself
that bhe loves her desrly but in fact he accepts his fiancte
as a predestination and his basic interest is her money.

The most complex character of the novel is Sarah Wood-
ruff who is as undefinable as reality itseif. From the very

- beglaoning of the novel she is enveloped in ironic mystery
and resembles a figure from‘mytholong rather than & real
person., In fact she is not a character in the  &Graditionsl
sense of the word, she 1s like a mirror of Charles‘’s soul
and is rather a symbol, a function than s Dil-blooded human
being. - ‘

The evelution of the interrelstions among the  thres
characters forms the nucleus of the plot, The Charles = Epr=
nestine relationship undergoes hardly any changes in the
course of the novel, it is that between Charles and Sarah
that sebts the tone, Formally the situation 318 hackneyed
enough, since at the centre of the novel stands the +tradi-
tional love triangle - Ernestina is engaged to Charles, while
the latter is drawn to Sarsh by irresistible passion, How-
ever, the anatomy of a love affair is not Fowles's prime in~
terest: it merely serves as a Tictional expression of an
initial inner conflict in Charles Smithson himself.

Fowles is a writer of a wide range of dinterests amd in
his writing he leans on a vast cultural tradition which X
presses his belief in the continulty of art. Mytholegy, as
part of this tradition, is lnbtegrated in his writing, beth
themetically and compositionally. In "The Freach Lieuten-
antfs Woman™ it is ome of the ways by wbich he broadens the
novel ‘s significance. A mythological subtext ilmparts e the
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love theme symbolic implications, and serves to reveal the
complexity of inner man, Above all, it lends the chain of
events the pattern of the Odysseus myth, or to be more pre-
cise it leads up o the so-called Odysseus dilemmas

"I kaow how much I owe, as a writer of fiction, to The

Calypso = Penelope dilemma, it has haunted my own and
countless obther novels and slways will®?.

The dilemma expresses the cenbtral antithesis of the
novel., Fowlss holds that the conflict bebtween passion (Ca-
lypso) and duty (Penelope} is an integral part of humen ex-
istence, Torn between two oxtremes Fowles's characters are
forced to meke a choice since passiop and duﬁy,emmmions'and
reason are irreconcilable. In Fowles's view the act of choos~
ing is the essence and expression of freedom which may be
called the leitmotif of his writing ("How you achieve free-
dom. That cbsesses me. All my books are about it. The ques-
tion is, is there really free will? Can we choose  freely?
Can we act freely? Can we choose? How do mwe do it?“s}° Cop=
sequently the basic contents. of the Calypsc - Penelope &i-
lemma is the problem of freedom which for Fowles is a vibtal
moral cabegory.

" Charles and Sarah®s relationship passes through seve~
ral stages which signify the process of his growing aware-
ness of his own self. Initially Charles is attracted Ho Sa-
rah by, her mystery - she has arrived unegpectedly at Iyme
Regis, and he gets to . know the legend of her having commibt—
ted adultery with a French lieutensnt Varguennes, This shory
subsequently turns out to be a mere fiction but since Char-
les is unaware of it yet, it arouses in him compassion and
curiosity - Sareh is like Calypsc on the island of her mys-
tery, Sarah stimulates Charles's interest in her and dJdoes
it persistently. Bven their first encounter is not a con=
tipgency but s part of her schemes in regard to Charles. The
deliberateness of her actions suggests that she has s defi-
nite mission in Iyme Regis of which Charles is igporant.

Sarah lays her “snare" for him with systematic calcu-
laticn. As if by chance she keeps suddenly emerging on his
path thus constantly reminding him of her existence., She ob-
tains rare samples of fossils for him, as a reward for his
compassion towards Ler and his "liberal™ treatment of  bher
while everybody else regerds her as an oubcast end & fsllen
woman. Throughout the first part of the novel she plays the
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part of Calypso disguised as a "femme fatale”, yet basically

" her role is not of sexual seduction but first and foremost
that of educational emancipation ("My female charascters tend
to dominate the male., I see man as a kind of artifice . and
woman as & kind of reality"7 - Fowles writes in his notes
on "The French Iieutenant‘’s Woman"), -

‘Iike Prospero in Shakespeare's “"Tempest" Sarah com~
mands the whole scene submitiing other peoples Yo her mis-
sion, meking Charies infatuated with her. When he realizes
that from being merely an enigma t0 be solved she has turn-
ed into the object of his passion he 1s shocked since he
is in danger of committing a severs breach of the Vicborian
moral cods. Charles fights for his survival and atbempts to
conceal hils passion under cover of philanbthropys as he thinks
himself one of "the fittest” he sees it his duly to render
asgistance %o those who are less fit; yeb he cannot chsat
himself with this posture of 1liberal charity for long.
Having fallen for Sarah Charies is driven out of his prag-
matise and finde himself in an exisbtential dilemma  where
be has to choose "... between the two worlds, the warm neat
civilizatlon bshind his back and cool dark  mystery out-
¢ide™®, His choice falls on the latber and Sarsh - Calypso
charms him into a Conradian journey into "the heart of dark-
ness® and he feels like a man who has "set sail for Ghina“g.
4Lz hig relationship with Sarah develops he'gradualxy dig-
covers things about himself previocusly unknown to him, In
his censciousneas Sarsh comes te personify his aliex e@oo.
Moo it wae hardly Sarsh he now thought of = she was mersiy
the symbol around which had acereted all his lsst  poski-
bilities, his exbinct frecdoms, his nsver-to-he-teksn Jour-~
ngys. He had to say farewell to somsthing; she wes R
and conveniently both closs and recedimg“qeg . '

Fowles emphasizes Charles’s quest for idsniity by sps-
tial imegery, Thus, having induced Charles %o lListen %o her
mock-confession Sarah leads him %o & secluded placse and
orn the way there they pass through a succession of tunnels
made of undergrowth in the forest. It is as if she conduct~
ed him through a labyrinth the centre of which, in accord-
ance to Fowles's aesthetics, is true knowledse of one's
real selﬁ'M '

. The gsssnce of Sarah’s imege is complexiby and muba-
bility and the Odysseus ~ Calypso theme is only ome of 1is
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many underlying motifs, By mesns of spatisl imsgery Fowles
presents an intricate interplay between the Odysseus  myth
and that of Theseus. Sarsh is simultaneously the seducer
{Calypso) and the seduced (Ariadne). She draws Charles %o
her by arousing his passion. Simultaneously her trickery
functions. as the Ariadne thread that directs Charles - The-
seus to the centre of the labyrinth where he has to face the
Minobtaur - his own self,
) Juxtaposing the two central characters of ths novel
Fowles demonstrates two entirely different typclogical struc-
tures of man. Sarah pérsonifies an active approach %o life
and represents the artistic type. From this standpoint she
has a certain affinity to the main chsracter zn Fowles's
first novel,"The Collector” (1963),Miranda, for whom art is
a form of self-expression and a mesns of communication with
%he extbernal world. Sarah embodies Fowles®s view that art
interacts with life and is capable of transforming the humen
race at the moral level. Charles, as opposed tc Sarsh, iz
the type of rational scientist who apalyses apd classifies
the world instead of trying +to influence i%t. She mekes
Charles. seeé his unereative approach to life and leads  him
to sp understanding of freedom, a category previously nop-
exigbent in his ethics. But he also understands that "being
. free is a state of terrorr"’ig_e

“The French ILleutenant's Woman" is linked with Fowles's
novel "The Magus” (1966, 1977), where the mein character M-
cholas Urfe is drawn through a similar moral purgatory by
“the magus™ (the artist) Moris Conchis (portrayed by Fowles,
as Sarah is, a 1& Prosperc). Sarah is in-a way his female
equivaleht and like him teaches her vietim ' a cruel moral
lesson that makes Charles realize the futility of his former
self-sufficient existence. She endows his life with sense,
making him outgrow the fossilized perception of 1life and
teaching him the significance of self-expression, self-reel-
ization and self-criticism, Charles understands the meaning
of his newly acquired experience and is on - the point of
'settling down agaip by merrying Sarsh but has to face an-
other shock., His Calypsc has played another trick on him
- like Noric Conchis, who after accomplishing his mission
withdraws from the scene, Sarsh having cdmpleted her educa-
tional role vanishes. Charles sets out in despe:éa'be search
of Sarah, His ardent attempts to find her bring success -
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he tracks her down in Dante Rossebti's house as a pre-
Raphaelite woman, Her name has undergone a significant trans-
formation: from Woodruff to Roughwood, partly to show that
her role in Charles?s life has ended, partly to demonsirate
that her true identity remains,elusiveo>

Charles and Sarah's final encounter has a new mytho¥
logical subbtext ~ Charles is granted the part of Oedipus and
Sarah that of Sphinxz. The former has solved the Sphinx’s
riddie, i.e., established his relations to himself, He un=-
derstands that his final reward is nobt Sarah bub knowledge
of himself which, though it implies suffering,has yet mean-
ing. Subsequently Charles has to face another vital problem,

Now he sees himself not as Yone of the fittest” but as an
' opubcast and his narcissist gloating over his illusory moral
welfare suffers a final flasco, Charles ceases to exist in
his class, the aristocracy. He has lost his roots, The novel
ends with a life-agserting undertone of the Phoenix myth -
Charles sets forth towards an unknown futurs like Ya man be-
hind the invisible gun-carriasge on which rests his own
corpse.‘nB9 i.e., his previous uncreative self. The final
phrasé of the novel relberates a iline from Matbhew Arnold’s
poem "To Marguerite” previously quoted in chapter 58: "And
out again, upon the unplumb’d, salt, estranging sea"

' Compositionally, the novel has a circular siructure =
it opens and closes with Charles’s and Sarah’s = encounter,
Fowles doss nob suggest an exact interpretation of his novel,
it is pot a riddle that demands a single answer, Fowles's
basic aim is to evoke in the reader a certaia  moral re=
sponse, He is fundamentally a moralist and makes the reader
perform a qﬁest'similar to that of Charles in order to help
him to orientate himself in "The strange dark labyrinths of
1ife,.." 7. Thus the significance of the Odysseus myth  eX~-
tends beyond its conbextual meaning. The reader's directio~
volvement in the novel iz achieved by several means, the
open ending among them, It serves a definite moral and aes-
thetic purpose, ) '

The gubject matter of Fowles's writing is man's con-
sciousness which is inexhaustible and cannot have an *Yend",
Fowles ‘is acutely aware of the complexity of each moral truth
that is ineluctably tinged by subjectivity, DTwice iz the course
of his narrative Fowles makes the reader chooszs between two
possible solutions to one and the same situation, In chapter

()
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68 he himself steps into the novel, and +throws a coim %o
decide on his next move as if to show that everybhing is
--subject to contingency, improvisatiom Fowles propeses facts
rather than stating them categorically and he demsnds san
active response from the reader.

"The French Lieutenznt‘’s Woman"” becomes an intellectual
game between author and readsr, with irony as the main key
to it. Thus, the process of reading extends beyond the last
printed word of the text evoking J. P. Sartre's assertion
that reading is a "synthesils of perception and crsation"166

The novel attains a peculiarly 1loose structure and the
author is prepared to accept our various completions.

The theme of the Odysseus myth recurs in Fowles's writ-
ing ,and Penelope ~ Calypso dilemma serves him as a struc-
tural and thewatic principle, The world of John Fowles's
novéls and stories is openly ironically fictional, and the
parable is his mode:of artistic thinking. But the fictional
world does not become & self-contained universe, "an ebony
tcwer% because it is actively interrelated with realitby.
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COBPEMEHHASL OFMCCEAR JDHOHA DAVI3A

B. &pe#iepr

Pezpme

B pomase “Hewmure fpamnmyscroro zefiTemen7a” BURTODHEHCKAS
Amraua nsoOpasaetrca ¢ nosupgit XX sexa. Ogsaxo 370 He KCTOPH-
YSCKRN DPOMAH, HCTHMHEM €re NpeEMeTOM ABAMSTCA CHOFHHA Mup
COBHAHKA WeZOBCR2 W €0 BIAKMOOTHONSHMF ¢ OYypmyasuoil pefict-
BHTEEBHOCTEN. _

MuomcrudecKyue MOTHBH YIAYOAART K PRCEMPADT SHAYEHUe PO=
¥AHA, CAHOBDEMOHHO [OK2SHBAfA HEPRSPHBHYD CBA3bk TBOPYECTBA
Oaynmza ¢ mppoBofl xyzpTYpHOM Tragumuefl. OCHOBHEM MOTHBOM DO-
mana gBAEgeTCa Mud 00 Omuccee, xOTOPHH CHVENT TEMATHRO=KOMIO—
sunuomHof ocHOBOf! [Af DRCKDHTHS MATHCTPaJibHOM TeMH poMANA
= CEMOTIOSHOHNMA WUEHAOBEKA —~ I TOKASHBRET H3BECTHHE XaparTep
cTpenEeHuil UeXOBOKS NOBKHATH celf. MoTup Opgucces TeMATUIECKH
JOTONMRCTCHA FPYIWM BamueM ufoM - ¢ Tesee u Apmagme.

BBHAY  KOMICSHIUOHHO-~TEMATHUECKUX  ocolbemHocTeff pomas
“Hemmpma fpasuyascroro Zeltredanta” ABAASTCA CBOGOCPASHON WHH-
TeienTyambHolt Wrpoff mucatens ¢ wMTaTefeM. JTO POMAH-3ATAfKS
Ges OJHOBHAMHOTO OTBEeTa., M OH TpefyeT AKTWBHOrO COYWACTHSA
UKPATER. ’

Pouau Qaynisa saTparupaeT pAJ, MODAJNBHEX MOpolieM, Cpemm
KOTODHX THABHEM g%BIRETCH BOOpoc cBofogy Buopa. Ero Tsop=-
uecTBo o6peTaeT CuEy cBoero sosgeficTBua, Oymyud B. SKTHBHOR
BSAMMOCBASM C JOHCTBUTEABHOCTBD.
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PECULIARITIES OF THE NATURALISTIC METHOD
OF GEORGE ELIOT AWD EMILE ZOLA

Asta Luigas
Tartu State University

7o

George Eliot'!'s' literary work that falls into the 1850s -
1870s presents a later stage in the nineteenth—century English
realism., It is significant that she came into literature ab
a time when the critical realists of the mid-Vietorian pe-
riod - Charles Dickens, William Makepeace Thackeray, Charlotte
Bront€ and Elizabeth Gaskell-= had already created their im—.
portant social novels, carried by the spirit of radicalism of
. the so~called "hungry forties", Although in many respects she

continued the realistic traditions of her eminent predecessors,
her novels were greatly different from theirs, as different
was also the historical situation in which she lived and wrote
her books. '

After 1848, when the general revolubtionary movement in
Europe and Chartism in England had suffered defeat, .reaction
set In, Greab Bribain entered a period of middle-class pros-
perity at home and colonial supremacy in the world marked%. The
division of -society into two different classes; the rich and
the poor, secemed o be decided for ever. "It was Disraelli's
England of The two ngtions of which incomparably the larger of
his two existed. in poverty, and without political rights, a
country and a period in which those who had, feared those who
had not, in which for the possessing classes ©there was a real
end ever-present dread of revolution™2,

In spite of the still sharp conflicts between the two pa-
tions, treatment of, social problems in English 1liberature of
the “5os and the ‘60s had lost much of its radicalism of the

_previocus decades, and Gedrge Eliot duly expresséd the spirit
of her time. Albthough she a2lways depicted her characters in
relation to their environment, social problems were never an .
object of speeial study -in'hef novels where the stress was
clearly laid on moral and ethical issues. She often touched
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upon the necessity of reforms, bub it was only within the
framework of the established order. She considered the di-
vision of sociefy into classes to be normal and everlasting
and looked upon any reorganization of the existing systenm
with distrust,
But though George Ellot 4id not reveal an interest in
the topical social issues equal to that of a Dickens or a
Gaskell, she still responded enthusiasticallyn to another
stlmulus, more typlcal of her tlme, the all-round spirit of
science, " the revolutlonary upheaval of inguiry . into most
" different branches of knowledge, in which ZEngland by far
surpassed all other European countries., By various circums-
tances of her life she had an aeccess to a much larger world
' of ideas than most of her contemporaries, Her close perso=
nal ties with the scientists and philosophers of the late-
Victorian period also exercised a considerable infliuence on
her views of fiction. ‘It concerns especially the prevalent
_influence of positivist philosophy and +the corresponding
naturalistic tendencies in her work. ‘
It i significant that George Eliot moved from her na-
tive Warwickshire to London in the early ‘50s, i.e: a6 a
period of ascendant middle-class power and of consifisrvable
slacking down of class-struggle when the spread of positi~
vist ideas among the English liberal intellectuals bhad got
its optimum development, The "Westminster Review", in the
editorial board of which shé had found her first employment,
was lmown to be a periodical of strong positivist leanings.
Her immediate acq&aintance with the chief English followers
and propagators'of Auguste Combe -~ including J. Sbt. Mill,
George Henry ULewes, Herbert Spencer, Harriet Martineau,
etc, - played an important part in the consolidation of her
philosophic views (started in their embryo already in her
nsative Coventry), and in the formabtion of her world outlook.
Although scholars of different character and +alent, +they
all shared the idealistic limitations of the “positivist™
scheme to ‘reorganize soclal psychology on the basis of see-.
‘mingly scientific approach to nature, man and universe. To
a greater or lesser exent they all stood for soccial, poli-
tical and ethical perfection of English reality within the
framework of the capitallist order ~.
As a positivist philosopher Herbert Spencer occupied
the leading position of the group, He was one of the most
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argumentative and the most discussed English thinkers in the
late-Victorian period, who vigorously advocated the scienti-
fic or "naturalistic" view of the world, against the "super-
naburalistie® or "unscien'bific"4, As a prophet of evolubtion
and progress he supported the individualistic doctrine of
"®laissez faire" in its most uncompromising form.

Like many of the liberal English intellectuals George
Eliot was struck by Spencer's encyclopasdic knowledge in
different fields of science. 'Spencer was also the first of
the eminent contributors to the “Westminster Review"” with
whom she .had established closer relations 2, Haviﬁg broken
with Christianity in the early “40s, and declared herself %o
be an agnostic, her early interests in nabtural sciences and
philosophical problems found a new stimulus  in Spencer‘®s
ideas concerning his Development Theory. Just about the time
when she came to London, Spencer was publishing a number of
articles which served as introductioms %o his later, more
substantial philesophic wofksqs Her letters are full of

_enthusiastic references to these as well as to the following
works by Spencer - "Principles of Psycholog,y (1855), "First
Principles” (1860), etc.’

So far as the lmpact on Spencer’s Development Theory on
George Ellot is concerned, it is important, however, to dif=
ferentiate between his earlier philosophical works  and the
later ones, She got acquainted with Spencer when his philo-
sophical system did not reveal as yet ifs laber reactiopary
essences In the ‘50s she looked upon him "as a defender of
materialism, and was enthusiastic sbout his encycloﬁae&ic‘
knowledge™, In these years she could see only ome side
of his teaching, "a protest against the idea of immutebility -
of nature and human society® ~. When labter Spencer elsbore-~
‘ted his so-called "synthetic philosophy", she could hardly
grasp all of its reactionary content. Neibther could she see
“the crying contradictions in Spencer’s Ifinal system® nox
the Pact that "his evolutionism had become in its essence a

. challenge to materialism™ 2 ‘ ‘ ‘

One can find ample evidence in the fubure literary work
of Geozge Eliot that in these formebive years she aceepbed
uncritically Spencer®s evolutionary positivism. She put imto

practice Spencer's thesis of the influence of "pabtural mi-
lieu" on passive human orsanzsm, of the ine:wrable laws of
bef‘ealt'y and epvironment. Of Spencer‘'s undialectiesl theory,
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known as "Soclal Darwinism”, -of his concept of slow develop-
ment. of ‘human society,. according to the laws of na’cureqo,
one can find several examples in her early stories and no-
vels, i.e., "Scenes of Clerical Life"™, "Adam Bede", "The Mill
on the Ploss%, "Silas Marner", etc, In the same books the
recurrent animal ‘imagery, often disguised by +the. author’s
irony and humour, has whole-hearted welcome of Spencer's de-~
tailed comparisons between animals and human beings, %o his
wltimately biological approach to life 'He )

When Darwin's "Origin of Species' appeared in 1859 (i.e.

"9 years labter than Spencer’s first work on the theory of evo-
lution), it met a much cooler reception by George Eliot as
compared with her whole-hearted welcome of Spencer's similar
works 12, All the exbternal evidence poinmbs, in fact, to
Spencer rather ¥han o Darwin as the prime intellectual in-
fluence on George Eliot concerning the ideas of evolution/la,.
What is more imporbtant, she found the idealistic ILamarckian
bent, . inherent in Spencer!s evolutionary *t:l1em:=:yjl49 more con-—
genisl than the materialist concept of a scientist iike Dar-
win., She sums up, for insbtance, her estimation of "The Ori-
gin of Speciesg” with the following words: "... to me the De-
velopment Theory and all other explantions of the oprocesses
by which things came to be, produce a feeble impression com~
pared with. the mystery that lies under the processes” 15

" Like most positivists, Spencer was convinced of the

"mystery of the ultimate cause", of the "Unknowability” of
certain problems'®, He held that philosophy is the most ge-
neralized knowledge in the process of evolution, a "science
ofl sciences"']?, But neither philosophy - nor science could,
in his opinion, take the place of religion, and ‘deal with
its problems. By placing God into the category of "Unknow-

' ~able”, Spencer in fact, denied man the ability to answer the -
question whether God exists or not. As we know, this ag-
nostic +trend in eplstemology, inherent in all positivist
teachings, actually made room for religion in a disguised

" form. ' ’ } : »

Although George Eliot had early rejected Christianity's

‘elaim to have the truth aboub nature and God, throughout her
life she remained intensely interested in religion, and like -
many of her Victorian contemporaries, she was seeking for
some emancipated forms of falth as ‘ a source of humanism’la.
Therefore, it  1s not +to be surprised that she welcomed
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Spencerts atfempt o reconcile Religion and Science, and like
him; resigned to "the mystery that lies: under the process of
evolution™, '

There is still one more  important aspect Iin Spencer's
evolutionary positivism that had a special appeal %o George
Eliot in her formative years and which is also reflected in
most of her novels. In the iast'part of his *synthetic philo-
sophy", “Data of Bthics" (1879-1893), Spencer "had developed
a striet ubilitarian system of ebhics, Although the first
volume of this work was published as late as 1879, most of
the ideas had appeared, in scabbered form, in other of his
books earlier and must have been known to George Eliot,

According to Spencer; ethics is the science of conduct
which deals with the adjustment of acts and ends. He main-
tained that men have the ability to form ideas about remote
ends,; and that disaster befalls them more easily if they re-
fuse to entertain such ideas or consbriuct them in accordance
with the sclentific dabta available. In fact, Spencerts whole
concept of moral consciousness is nothing more +than a rule
that humsn mind imposes upon itself +o the effect it ought
always to consider the consequences of ibs actions. Thus, the
notion of duty is glso a rule emphasizing +the need to consi-
der Zfuture benefits in conbrast with present tem@%ations;
without the feeling of duby we would simply act for ourselves
alone, and in this way in the long x»un act -against our own
‘best interests. Our acts are thus dermined both by ocur
sense of moral responsibility and the lack of it 490

Following Spencer's positiviem in the field of ethies,
George  Ellot worked out a complicated and comsistent system

_of determirism which had a deep moral bias, She was convinced-
-Fhat . the fates of people are . governed by the 1laws of
cause and effect. In her deterministic world, such as she
envisioned in her stories and novels, dubty becomes primary.
Every act, no mabter how trivial, has a vast number of conse-
quences, not all of them even tracable, Therefore; it is the
duty of every human being to exercise +he greatest care in
‘his actlons in order to avoid causing misery to others and to
himself, :

Another central figure ab the "Westminster Review®™ and
Londen journalistic world, George Henry Lewes, was to play a
no less significantrole as George Eliot's intellectual mentor,
especlally in her formative years when she was working oub

her concept of realism and literary method,
: ) ’ 39




Having in the early 1840s got acquainted with J.St.Mill,
who introduced him to the doctrines of Auguste Combe, Lewes
became one of the early propagators of positivism in Fngland.
His first book, "Fhe Biographical History of Philosophy from
Thales to Combe™. (4 vols, — 1845 - 1848), ~was followed by a
collection of articles under the heading, "Combe's Philosophy
of Sclences " (1853)., His other works of posifivist bent in-
clude "Physiology of Common Life" (1859, "Physical Basis of
Mind". and "Problems of Tife and Mind" (1874 -~ 1879),

Phe great interest that George Eliot revealed in scien-
tific amd philosophical issues, considerably lntensified by
her jolint life with Lewes,eo has also brought +o limelight
the colour of her own ildeas and convictions in these fields.
The fact that Lewes, alongside with J.St. Mill, was one of
the first propagators of Combean positivism in England, has
led many cribics to the opinion that he accepted everything
in the TFrench philogopher'!s doctrines- and that George Eliot
shared his views, As a mabtter of fact, Lewes was impréssed
by Combe’s early theories, because he had the  wrong nobion
‘that the "positivist method of science was +the only valid
means for studying man as a natural being in a natural
world"21., But although he helped to popularize Combe's ideas .
in England, he was not a disci@le, and his criticism of some
of the French pﬁiloéophef3s later views eventually caused un-
friendly relations between the two°2, Like J.St. Mill, Lewes
disapproved of Combe's unscientific approach +o the "Politi-
que positive" (1855), his mania for syntheses, which led him
to accept questionable  hypobtheses. Belng a thorough-going
empirist; Lewes considered Combte's social dochtrines, ‘especi-
ally his "Religion of Humanity", to be "the unforbunabe er-
rors of a great mind", although later he came +to think nore
tolerantly of them "as representing a Ubopian dregm”zBe

There ig no doubt that George Bliot revealed great inbe-
rest in Combe's positivist ideas, with which she had been fa-
miliar since the early ’'50s, i,e, before =she knew Leweszu,
after their union, she read, together with Lewes, several
of Comte's philosoghical WOTKS, commented on them in her let-
ters and Jjournals 5. Avart from her 'initial enthusiasm,
however, she, like Lewes, took a critical abtbitude to Combs's
later social-political views. Though owing to her religious
upbringing she was “attracted to much in Comte's °‘Religion of
Aumanity’, she also ignored much, especially its politics<P,
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In her opinion "Politique positive" was '"an utopia, presenbing
hypotheses rather than doctrines"27.. In this respect a clear
reference Lo her opinion of Combte is the following sincere out-
. burst: "I cannot submit my intellect or my soul to the guidance
of Comte“zg.

3o far as the "Religion of Humanity" is concerned, George
Eliot accepted sooner +the teaching of Ludwig Feuerbach, ex-
pounded in "The Essence . of Christianity”. While translating
the book in 1853~1854, she is known %o have declared; "With
the ideas of Feuerbach I everywhere agree“zg )

For Peuerbach as for Combe, the proper object of reve-
rence was the "human species", or Humanity, as distinet from
the Individual. His main criticism of Christianity (and later
also that of George Eliot) 1lay in the fact  +that the Chris-
tians placed too much emphasis on the Individual, ecultivating
“thereby his egotism, Being acquainted with the teaching of
both Comte and Feuerbach, George Zliot considered the former
to be abstract and cold, the latter, however, more humane and
real., In her opinion, Feuerbach's idea of the "species™ was
made real to the Individual through love, as .expressed in the
philogopher s well-known postulate: "In love, the reality of
the specles, which otherwise is only a thing of reason, an ob-
Jjeet of mere'thought, becomes a matter of feeling, a ftruth of
feeling, for in love, man declared himself unsatisfied in his
individuality taken by itself, he postulates the existence of
another as a need of the heart“Bo

Teuerbach’s notion of "albruism" and “sympathy™, his glo-
rification of love and his insistonce +that marriage is only
moral when it is a "free bond of love", seems to have been an
important personal influence on George Elioth. In her fictio-
nal work Teuerbach's influence 1is likewise extensive. In a
more general aspect it can be observed in the writer's constant
opposition of her characters’ "mind" and “heart", with the
sbress laid on the latter qua11ty32

Subseribing whole-heartedly to the philosophical influen-
ce of Feuerbach in the early years of her career, George Iliot
could not understand, however, that the logic of his idealiza-
__%tion of the "Speciles" or "Humanity™ was as faulty as that of
Comte. TFeuerbach's wrong and unhistorical nobtion of “"Humani~
ty" has been subjected to detalled criticism by Fngels in his
well-knovn work "Ludwig Feuerbach und das Ausgang der klas-
sischen deutschen Philosophie”33.
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Following the early ‘intellectual deve'lopment of George'
Eliot, the formation of her aesthebtic and philosophical views
before she became a well-known novelist, and advanced her own
literary method, one should take into account the fact that
she was affected by various, often conbradictory currents . of
nineteenth-century thought, and .not solely by Combean positi-
viem ag several critics have set out to prove”’’s Apart from
the great impact of the ideas of such philosophers as Spencer,
Lewes and Feuerbach, she was, for iﬁstance,, considerably
influenced by the ethic teaching of Spinoza (whose two philo-
sophical works she also translated into English), as the more
recent Salzburg reseéarch shows35.

So far as the effect of Development Theory -and positia
vism is concerned, which was directly responsible for natura-
listic tendencies in her early work, one might agree with
those critics who have detected c¢loser ' affinities between
George Eliot and Spencer. As early as 1923, the French scho-
lar, M. Cazamian, in her doctoral thesis?® had convineingly
analyzed most of the writer's major movels in the light of
Spencert's positivism. Such later critic as W.J. Harvey, who
in general warned against any concrete influence on a power-
ful and independent personality like George Eliot, and spoke
of the effect of the general Intellectual abmosphere at the
"Westminster Review", also referred to Spencer as her possible
.guide in the Development Theory and positivism37.

A complex view of the intellectual development of George
Eliob has also been offered by +the American scholar
U.C, Enoepflmacher. Tracing, for instance, the source of
philosophic determinsm in her novels, he refers back to the
rigid laws of Mary Ann's early Calvinist upbringing where
tevery a,bt, gesture or thought, could lead to +the salvation.
or damnation of the believer.™ As the critic argues further,
"$hese irrevocable consequences'i of human behavior that this
0ld belief had +taught her, found later confirmation_ in the
various trends of nineteenth-century current bthought-".
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When in 1856 Mary Ann Evans published her first stories,
nScenes of Clerical Life", under the pseudonym George Ellot,
she had gone through an important period of apprenticeship.
As Richard Stang notes in "The Theory of the Novel in Eng-
“lend": "Among all the Victorian novelists" she was unigue
"in that she formulated her ideas about life and art” before
she started writing fiction herse1f39. Her aesthetic prog-
ramne and literary method had ‘taken shape in a direct contact
with the current positivist philosophy. This is Iimportant,
if one wants to find oub when naburalism, "the offspring of
positivism" was born in Ehgland,AO who wag its first expo-
nent and what was its character,

Of the 65 book-reviews and critical essays thabt George
Fliot wrote during the six-year apprenticeship at the "West-
minster Review" (1850-1856), four or five stand out prominent
in relation to the gradual development of her aesthetic views
and her literary method - "Westward Ho!" (1855), "Modern Pain-
ting" (a review of Ruskin's "Modern Painters™ IIT - 1855),
"3i1ly Novels of Lady Novelists" (1856), "Worldliness and
Other-Worldliness: The Poet Young" (1857) and "The Natural
History of German Life" (1857).

A common feature of all these reviews and essays is the
author!s almost scientific demand for truth in art ~ i.e. an
objective presentation of life and people., She continuvously
warns her reader against abstractions, didacticism or any
other dilstortions of reality.

As 1% becomes clear from‘these critical writings. George
Eliot had a firm belief in the moral nission of the novelist,
which could be best performed, howsver, nobt by didacticism
but by a realistic preésentment of the material, This idea has
been explicitly expressed in "Modern Painting” (her favourab-
le review of Ruskin's "Modern Painters™, IIT) in which she
lays stress on the ethic importance of Ruskin's realisbtic
work,; "The truth of infinite value that he teaches is rea-
lism - the doctrine that all truth and beauty are to be ab-
tained by a humble and faithful study of nature, and not by
subgtituting vague forms, bred by imagination on the mists of
feeling in the place of definite, substantial reality. The
thorough acceptance of this doctrine would remould life"qqo
(ty underlining — A.T.) a3
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In this review Gedrge Eliot also adﬁanced for the first
time her own early doctrine of realism, eldborated in her
following "manifestos" in "Amos Barton'" and "Adam Bede". It
is, however, one of the few cases where she uses the word
“"reglism", speaking more often of "the truthfulness of pre-
sentation” or of "faithful picture of 1ife"42. In this res-
pect she fully shared the views of G.H. Lewes, who in an ar-
ticle, appearing in the "Westminster Review" aboubt the same
time; "Realism in Art. Recent German Fiction™ (1858) , wrotes
"Realism is bthe basis of all Art and its antithesis is not
Tdealism but Falsism'*3, As was the case with Lewes, in her
eritical essays and book-reviews George Eliot's objection is
not go much to the idealization of material as it is to fal-
sification. : .

George Eliob's own views of the ™truthful presentation
of life™ become, perhaps, best evident in another crivical
review, written for the “Westminster Review” in 1856 - "The
Natural History of German Life", Reviewing sympathetically
two sociological works of the conservative German writer,
Wilhelm Henry von Riehl, "Die biirgerliche Gesellschaft™
(1851) and "Land und Teute" (1853), she was laying down the
conditions for her own early stories and counbry mnovels,
This essay is important in many respects: 1t reveals her
early concept of realism, verging on naturalism and her
strong positivist 1eaningé, concerning the slow historical
development of human society., It also anticipafes her par;
ticular approach to English rural population,

It is significant that this review was written in sum-
mer at Ilfracombe (1856) when she was helping Lewes %o carry
out his research into maritime zooology, which resulted in
his "Sea-Side Studies™ (1858). As Th, Pinney rightly points
out in his Introduction to the "Essays". These sbudies in-
creased "her respect for the value of observation and the
weight of fact"449 a gtatement which George Eliot's own
short sketch, “"Ilfracombe Recollections"45, corroborates.

The introductory part of the review is devoted +to her
criticism of the traditional, sentimertalized portrayal of

"English rustics", cultivated mainly by town-bred painters
and novelists, who, in her opinion, know nothing of country
life and of the “species" of peasant. In place of the joy-
Sus, vsmartly-dressed‘image‘of the "opera" peassnt she calls
for a closer observation of his character in order +to pre-
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sent "the people as'they are", When suggesting, however, the
real essence of the peasants as a social class,. she cons-
tantly lays stress on their uniform crudeness and animality:
“many thousands of men are like each other in thoughts and
habits as so many  gheep or oysters which constitute the
welght oflpeasantry on the social and political scaie"46. My
underliﬁing - AJL,) ~ She denies the average peasant any real
human qualities, a sense of beauty, humour, etc, and emphasi-
zes his lowly nature: "... no one who has seen much of ‘the
actual ploughmen thinks them Jjocund; no one who iz well ‘ac-
quainted with English peasantry can pronounce them merry. The
slow gaze, in which no sense . of beauby Deans,. no humour
twinkles ~ the slow wtterance, and the heavj slouching walk,
remind one rather of that melancholy animal, the camel, than
the sturdy countryman, with striped stockings, red waistcoat,
and hat aside, who répresents the traditional English pea-
sant"47, To prove her point that the average peasant (i.e,
the farm-servant. and farm-labourer, who “carries home his
master's corn in his shoes and pockebts™ 48) is vulgar and
sordid in his habits, she calls her réader to follow a group
of haymakers, not from an "idyllic distance™ but at close
proximity: "Haymaking time is a time for joking, especially
if there are women among the labourers; but the coarse laugh
that bursts out every now and then, and expresses +the trium-
phant taunt, is as far as possible from our conception of
idyllic merriment. That delicious effervescence of the mind
which we call fun, has no equivalent for the northern peasant,
except tipsy revelry; the only realm of fancy and imagina-
tion for the English clown exists at the bottom of the third
quart-pot"49. o

After such descriptions of the "real peasant™ the author
turns once again to the task of the novelist who undertakes
“to paint life of the People": ™Our social novels", she
writes, "proiess o represent the people as they are, and the
unreality of. their representation is a grave evil.," She
claims, as in several of her previcus esszys, +that the grea=-
test benefit we owe to the artist, whether painter, poet or
‘novelist,; is the extension of our sympathies™. With a trubth-
ful picture of human life "more is done towards linkings the
higher classes with the lower, towards obliterating the wul-
garity of exclusiveness, than by hundreds of sermons and phi-
losophical dissertations"so, (ify underlining - A.L.)
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Differently from the gocial novelists of the "Great
Pleiadg", George Eliot does not raise amy question of social
inequality in her analysis of the life of the English poorer
peasants but considers a scientifically objective +treatment
of their animality by "a sympathetic novelist™ +he only re-
medy of their lot. '

As can be seen From this and further discussions of the
English rural population GéorgevEliot shared the conservat-
ive sociological views of Riehl., In a wider sense, she also
(mﬂ%mdwewmwt%@ﬁmofmemﬂﬁﬂmm who be-
lieved in a slow hisborical development, within +he limits
of the immutable class society, and 4id not welcome, there-
fore, any revolutionary, sudden reorganizations: "What has
grown up historically can only die oubt historically, by the
gradual operatlon of necessary la*ws"S,l

- In his introduction to the "Natural Hlstory of German
Life" in the "Essays", Th. Pinney has rightly pointed out
that this review provides "the best statement™ of the au-
thor's conservatism "and should be read as a commentary on
the political beliefs expressed in the '"Address to Working
Men, by Felix Holt™2,

Written in 1856 at Ilfracombe, where Lewes was carrylng
out his research into marine zoology, George Elict has pub

~ into literary practice the "laws" of natural sciences, accor
ding to which there is nothing uvnimportant or insignificant
in the study of reality. All phenomena_of nature and human
-soclety, from the highest to the lowest should be subjected
to the sharp, objective scrubiny of the scientist-writer,
This review also reveals the impact ~of Spencer’s evolubtlo-
nary positivism with its bent for biology.

W.J. Hyde 1s one of the few scholars; who in his analy-
sis of George Eliot's review of Riehl speaks of the authorfs
"thorough-going realism akin to naturalism?sz. He draws pa=-
rallels between George Eliot's physiological treatment of
peasant life and that in Zola's novel "La Terre", He also
claims that the scene of haymaking and drinking, in particu-

“lar, suggests the "sordidmess which Zola later was to des-
cfibe“sa. He challenges the common view of her democratic
approach to country people when he writes: “She was In no
sense ever a comrade of the peasant class™, The wrong view
of her democratism has, In. his ‘opinion, gained currency
owing to the fact that a whole mass of fural.people beneath
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the gentry have been labeled as "peasants": "To do so is o
fail to distinguish the parbicular class of people of which
George Eliot was speaking in her article on Riehl, to fail Yo
-distinguish the low from the commonpla.c:e"55 Into the latter
cabegory the critic has placed 'the guite well-to-do farmers,
the Poyers, as well as the village tradesmen .,, Who asse-
mble at the Rainbow in "Silas Marner"", According +o Hyde,
these characters are “frequently treated with a sense of hu-
mour that verges on satire. At the same time, +héy are dis—
tinguished from those beneath them", Whenever glimpses of the
latter are unfolded, they appear "with underdeveloped sugges-— ‘
tiong of a naturalistic treatment' :
This criticism is largely true as in the above-menbtioned
early novels, dealing directly with rural life-and peasantry,
George Eliot has pu‘b‘into literary practice her theoretical
views e:i-pressed in the "Natural History of German Life®", Her
declared sympathy with the “lower orders" remains at times
only stabted, not carried into ei‘feét. She has alluded to the
brutalization of the Loamshire poor - the haymakers, plough=
men, shepherds, etc., and not 'crea'bively shown their daily
life.,” They remain g “chorus™ in the background. In this res-
pect, too, Hyde's comparison bebtween George Eliot‘'s and Tho-
mas Hardy's "rustics" holds good. As he rightly points oub:
“Seeing the animalism of the typical peasant, George Eliot
could not in good taste seleeh a ‘real’ peasant as the subject
for an extensive portrait... There is no peasant in her no-
vels of the rank of Christian Cantle, Haymoss Fry, or Joseph
Poorgrass, who is given the attention Hardy gives to him"57,
George Eliotts "goctrine of sympathy™ as a principle of
her realism, has been more fully expounded in her first "ma-
riii’esto", in the 5th chapter of the story, "The .Sad Fortunes
of the Reverend Amos Barton", which appeared the same year as
her article on Riehl. In this chapter the author once again
reveals her desire to be a realist, faithful to the empirical
standards of veracity +that "the spirit of science" at the
"Westminster Review" %taught her. The fictional narrator chal-
lenges those readers who would have him portray '"ideal and
exceptional character™ +hat has no counterpart in real life,
Introducing her hero, Amos Barton, the narrator adds +that he
is "palpably and unmistakably commonplace.v Nevertheless; he
is convinced that out of the “homely details" of such ordina-
vy characters the comcdy and tragedy of life must be drawn58
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Tn a still more elsborated form George Eliot's early
concept of realism can be found in her first novel " Adam
Bade™ (1859). In the oft-quoted chapter 17, the author once
again léys a demand for truthful, objective présentation of
real life and expreéses her interest in ordinary, commonpl-
ace characters and situations: "Certainly I could if T held
it the highest vocabion of the novelist to represent +things
as they have never been and never will be. Bubt it happens,
on the contrary, that my strongest effort is to avoid any
such arbitrary picture, and to give a faithful account of
men and things as they mirrored themselves in my mind."
Using the well-known metaphor of literature as a mirror of
life, she admits that her "mirror" is "doubtless defective™
and that "the outlines will sometimes be disturbed”, but at
the same time, she adds: "I feel as much bound to %ell you
as precisely as I can what that reflection is, as if I were
in_the witness—box narrabing my experience op oath™”?, (I
underlining - A.L.) T

In the same chapter George Fliot enters inbo argument
with one of her poésiblé woman resders, who asks her to ides
lize the phenomena of life, to show them more beaubiful than
they really are. And in her answer to such a reader, sghe
writes: "These fellow-mortals, every one, .must be accepted
as they are: you can neither straighten their noses, nor

" brighten their wit, nor rectify their disposition: and it is
these people -~ amongst whom your life is passed -~ that it is
needful you should tolerate, pity, and love: it is these

more or less ugly, stucrid, inconsistent people ... for whom
you should cherish all possible thopeg, all possible »abi-
ence"éo. Laying revcatedly stoces on the “rare, precious
guality of truthfulness’, she speaks of her delight in many’
Dubch paintings which depich ™those old women scraping car-
rots with their work-worn hands ... those homes with their
tin'pans; their brown pitchers... and their clusters of oni-
ons." She considers these faithful piletures of "a monoto-
pous homely exisbtence" to have been the fate of so many more
of her fellow-mortals” than a life of pompv or of absolute
indigence, of tragic suffering or of world-stirring ac-
tionsﬁgq. ) )

Being convinced that typical are only "half +tones™ and
not sharp contrasts, Geofge Eliot starts, in fact, theoreti-
cally fighting with her contemporary critical realists, who
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often depicted extraordinary characters, hsroic or villai~-
nous, In her opinion, the true sphere of literature, - like
- any other form or art, in the "grey matber", that which one
can meet- in 1life at every sbtep, every day. She ends the
passage with a direct address +to her fellow-artists -~ "o
give the loving péins of a life o the faithful represen~
ting of commonplace things"628 -

The frequency of such pronouncements in George Bliot's
early work, shows the eaggerness of a beginning writer to
justify her concept of realism, a careful examination of
which reveals her affinities with the aesthetics of natura-
ligm,  Her demand for a "faithful® and objective presenta-
tion of “eommonplace characters and tﬁiﬁgs" “has, 1in fact,
certain similarities with the main postulates of the natura-
lists. One of the <forerunners of that school  in France,
Chanfleury, wrote, as early as 1857, in the introduction to
his collection of articles, "Le Réalisme™, as follows: "Jlo-
THUECKN DACCYRIGA, IYyWEE erepBa W300paxaTb HASEAE KI&CCH,TIS
WCEDEHHOCTDS YYBCTBA, MNelicTBRf ¥ CIOB NpodABiAfeTCH fAcHee, UEM
B BHCISM 0OmecTse”, Later the. study of "simple +ypes™
from among "lower classes", and the 'grey matter of every-
day life" became a programmic slogan in the novels of Zola,
the brothers Goncourt and obher naturalists., For them it
had acquired not only an aesthetic, but also a social sig-
nificance, ' ’

Proceeding from the postulates Cof positivism George
Eliot, like the French naturalists, built up her novels on
the principles of determinism, showing the dependence of
her "commonplace” characters on their social milieu, here-
d4ity and various circumstances of life.

As an early English naturalist George Eliot had, howe-
ver, several peculiarities of her own. Differently from the
later English novelists of naturalistic bent - George Gis—
sing, George Moore, . Arnold Bennett,; ete, = who in their
creative work were greatly influenced by such French wri~
ters as Flaubert, Maupassant or Zola and the Goncourt
brothers, George Bliot was not subjected to any of these
influences of continental realism and naturalism. Although
ope can find in her letters and journals a few comments on
the "older realists" Balzac and Stendhal, as well as on
their followers, Flaubert and Zola, she has never discussed
openly, or expressed her opinion of their works and litera-
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ry methods, as the above-mentioned English writers most fre-
quently did. As J.Ph.. Couch rightly' points .out ... it
would be fruitless to sift her works for themes, technigues,
or even subjects that could be traced back to any major or
minor French c'.Lass:i.c“(su_e It is evident that she was entire-
ly independent when deriving her aesthetics of naturalism
from the .current positivist philosophy, on the one hand, and
from her own thorough kmowledge of natural sciences, on the

other,
3.

George Eliot represents the English "variant of natura-
lism" at its earliest stage65. Brought up in the Puritan
traditions and Victorilan moral spirit she would rarely lay
emphasis on the physiological aspects or the f‘seamy sides®
of life as the French naturalists did. The only exception is
her treatment of the farm~labourers ‘and some other “lower-
orders" of community in her review of Riehl as well as in
her own works of fiction where +he stress is laid on the
animalism of the characters., As these characters have been,
however, reduced to the background “chorus", %o give place
to the main figures in the foreground, this aspect of phy=-
siology cannot be said to be prevalent in any of her books.

Although on her theoretical basis she proceeds as di-
rectly from the positivist philosophy as the French natura-
ligks do, George Eliot is far from the scilentific determi-
nism of Zola and his school, When she follows the doctrine
of strict causality, then mainly within <+he moral world of
her characters, with the stress being laid on psychology and
not on physiology. As H. Auster has rightly . pointed oub:
"Her realism .., is not the realism of Zola or even of Flau-
bert. It 1ls not based on massive, detalled, quasi~-photo-
graphic transcription of physical reality., She is ruled  in
her work by certain feelings and ideas about the ﬁature of
man, society, and the moral order, and her selection of the
Tacts of existence, while firmly based on objective observa-
'tion, ig guided by her attitudes and coloured by her affec-
“tion"®®, s ; ‘ ;.

The last statement refers +to anobther peculiarity of
George Eliot's concept of realism and literary method, name-
1y the lmpact of different "philosophic foundations™ on hee
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aesthetics, that has found a more detailed discussion in

B.C. Eunoepflmacher's gtﬁdy—-'"Religious Humanisme and the Vic-~
torian Novel®, The critic comes to the right conclusion that
-"George Eliot's adoption of a Feuerbachian creed of sympathy
allowed her to retain an ‘essence’ of Christianity™ (i.e. the
"idea of humanity as a whole™) amidst the evolubionary ~world
of science,  Owing +o the iconsistences of "the new creed”
she also failed .to present "a consistent Positivist world out-
1001:"67", on which Zola and the other”kench ria'bux_-alists,v as
we know, have based their whole work. ‘

The differsnce of George Eliot's English "variant of na-
furalism® from that of Zola, becomes also evident when we
follow her repubation in France., Already in her lifetime and
a decade after her death, her popularity in this country was
steadily growing, thanks mainly %o the fact +that among her
adnirers were some of France's most talented writers and cri-~
tics68. Phe first of those were Montégut and Scherer who in
their sympathebtic articles in "Revue des Deux Mondes™ (1859)
‘end "Le Temps” (1861) respectively, praised the ethic colou-
ring of George Eliot‘*s work, especially her "doctrine of sym-
pathy", in compaxison with, what they called to be much “in-
ferior® recent French naturalistic -novelseg., Both critics al-
so showed a greateér insight into and understanding of the na-
ture of her realism, the philosophic colouring of her early
novels than many of the conbtemporary English reviewers.  Thus
Montégut might be considered one of the first eritics who de-
tected naturalistic tendencies in ™Adam Bede" and. other books
of the writer's early period, He was also the first critic(s)
to lay stress on George Eliot's penetrating treatment of the
characters. In his opinion, she had no equal in the "franch-
‘alse, le naturel, le varidte" of her didlogue, a dialogue thab
goes so far as to suggest Pparticularités ph;ysiques"7o,

The largest share of credit for successfully introducing
George Eliot's novels to the French public belongs, however,
to Perdinand Brunstiére. In the 1880s, during the so-called
“anti-naturalist polemics" in France, when Zola's books were
banned by the leading literary journals, he became one of the
chief exponents of George Eliot's novels, comparing them cons-
tantly with those of Zola. In the "Revue Bleue" and "Revue
des Deux Mondes™, he continued for almost two decades to as—
sexrt that he had discovered one of the all~-important clues to
what had, in his opinion, been missing for so long in the
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French n_o,velmo Like Montégut - and Scherer he considered

‘George Eliot's "doctrine of sympathy" and the general ethic

colouring of her work "a prime element in the process of li-
terary creation". Himself an enemy of the objective; indif-
ferent school of Zolay; he still looked upon George Eliot as
an early BEnglish naturslist. 48 J,Ph, Couch has rightly
pointed out, Brunetidre presented for the ' first time "a
succint formula describing the bacic difference between Eng-
lish and French naturalism:  the sympathebtic abtitude of the
novelist towards his_ characters and “+owards the reader, In
George Eliot's works he claims to have discovered 'le tralt
qui, selon nous,; dolt marguer entre le paturalisme anglaise

et le naturalisme francais la différence essentielle sa pro-

fondeur de psychologie, sa solidité mébaphysigue, sa largeur
de morale, toub, dans naturalisme anglaise, procéde, & notre
avis, de cette ‘communication de sym.pathie"72D (Underlining
mine ~ A.L.) As a leading conservative critic of the peried,

" Brunetidre himself was abtbracted to Tthe ethical systems of

the positivists, especially those of Spencér, This also agc=

. counts . for the fact that he was one of the first +o lay

stress on vhe influence of the current positivist doctrines

on George Eliot's novels.

Admitting that Brunetidre did much o uphold George

'Eliot's literary repubation in PFrance, and even set her work

as an example to save the "deteriorating" French novel 'In
the fubure, several of his statements were vague and even
WrCnge Thus; he attributed the "all-important doctrine of:
sympathy™* in the writer's novels ‘o the impact. of Spencarian
ethiésg ignoring all other possible influences (Cf., Fener—
bach). In the same way, while admiring George Eliob's na=
tive trait of humour (entirely lacking in the novels of Zola
and the other French naturalists), he keeps it subordinate

- to the positivist doctrine of sympathy and altruism 3g

&% no  other time has the difference between the French
and English “variant of naturalism” been discussed so viow
lently as in the above-mentioned literary polemics in France,
which was engaging, mdreoverg most of the country‘s lsads
iﬂg criticses It can be explained only by the great uppopu=
larity of -the French naturalistic novel of Zola schoola

In this respect it is interesting to know Zola's own at-
titude to the 19th century English novel in general and that
of George Eliot in particular. The furious attackﬁ that his
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books had met in the ‘60s and “70s,. mainly on- the grounds
of their "immorality", were renewed by his publication of
"Le Romen Expérimental™ (1880), In this "manifesto" Zola
‘clajmed the high moral mission of the naturalists, who asr
pired to tell nothing but truth, and therefore refused to be-
lieve that truth was immoral74, In various parts of the essay
Zola also referred to the quarrel of the naturalists with
¥idealistic writers", who from an infétuation for fradition,
from an .attachment, more or less conscious, to philosophigal
and religious bheliefs, were afraid of +telling the truth 5;
- As it becomes evident from Zola's later utterances and intere
views, he included in . the "idealistic"™ and "religious"™ writ-
ers also George Eliot, The mute point was,.in fact, Zola's
different understanding of telling the truth, and of morali-
t¥, from that of his compatriates. Brunetiéreg the central
figure in the “anti-naturalist polemics™, had asserted that
+ Zola conitributed an attack on traditional moral values and
that "in George Eliot he was able to find a novelisgt
who both used some of the methods of ithe naturalists and yet
remained safely within the moralistic camp"/C, As we canm
‘see, both "truth® and "morslity" were approached from a dia-
metrically different angles

Feeling CGeorge Eliot to be a rival in hls own country,
all Zola's comments on hér work are necessarily deprecatory.
Thus, din an interview to IMichel Delines, {the editor of
the "Bulletin" section of "I Revue Bleue®™) when nuestioned
about his opinion of the Eﬁglish rovel Zola launched zn ate
$rck on George Eliote He claimed thet he was not able %o ap-
prove of the truthfulness of the depicted “pictures™ by the
author of "Adam Bede". He further declsred that he could not
understond the viewpoint of E. Scherer, who was contragting
“the naturalism of George Eliot" and that of Flaubert, Bsl=
zac and his own, Finally he was surprised %o leam that
George Eliot, by this time, had not been forced %to come down
from the pedestal to which the admiration of her counirymen
had placed her77o )

Two years later, in a similar "L€-Revue Bleue®" inter=
view (of 6 Pebo, 1892) Zola attacked George Eliot (whom he
85111 considered to be “a more formidable adversary %o his
own prestige™’ ) on psychological grounds. This +time he
claimed thet George Eliot had no clear understanding of humen
nature, that she Imew people only from books. Thackersy, wko,
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in his opinion, was more profound (from the psychological
point of view) than Dickens, was still too English~like
"for us to undersgbend him"790 Ag these and further utter-
ances show, Zola considered George Eliot (chiefly for her
"idealism") to be the worst practitioner of Bnglish realism,
which, in general, he did not conmsider %o be equal to that
of French, .

Ag the "anti-naturalist polemics" in Prance was raging
in the years 1880-1890; f.e. a decadé afier George Bliot's
feath, we do not have her possible attitude in the matters
It is certain, however, that like LeWGSBO, she must have
condemend the typical French naturalistic novel .on ethical
grounds. } : ‘
The Frenech xeviews of George Eliot's books as well as
geveral more lengihy essa¥s.on her fiction between 1858;—1’883;
by oritics like E. Montégut, E. Scherer, ¥. Brunctidre and
others, were moatly concerned with the early novels, "Adam
Bede", "The Mill on the Floss" and "Silas Mermer®™, Although
there sre references to “Romola", “Felix Holt", "Middlemarch®
or "Daniel Deronda', the French, like most English critics
at that time, seemed o comsider the early books move typical
of her literary credo. It was also on the basis of +hose
books that her "English variant of naturalism" was assesed
in France and contrasted with the “brutality™ of Zola or the
"indifference” of Flaubert®l, :
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OCOEEHHOCTH HATYPAIUCTUMECKOTO METOLA
JEOPIE SMVOT M SMTIS 301

A. Jlyiirac
Peswome

B pmanHoil cTarbe paccmarpuBacTcs QOPMHpOBAHME BSCTETHUE=
CKHX YCT&HOBOK M JUTEPaTypPHOTO METOZA M3BeCcTHOH aHramiicroi
poMaHUCTKY BTOpol mozopuus XIX Bexka J®ODER OnuOT, B TECHOH -
cBA3K ¢ JUIOCOPCKUMU TEUSHWAMM TOTO BpEMeHH. ABTOPOM Npocie~
EUBAETCH BAMAHME DBOJDIHMOHHON TEeOpMH, a TAKEe NOSHUTHMBHUCTCKOH
gumocofuu (B ocoGenHocTu epGepra Cnencepa) Ha_UCTORKOBAHHE
HATYPAIWCTUYECKUX TEHNSHUui (ygeNbHult BeCc Cpefs W 'HACIEf~
CTBEHHOCTH B XOfe QOPMMPOBaHHA XapPaKTEP4, POAb COLMATNBHO~.
J2DBMHUCTHUECKUX YCTAHOBOK M T.J.) ~ NPEB{yHECTBEHHO B pea—
JUCTHUECKMX HO CBOEMY XAPAKTepy RMTEDATYPHHX MPOUSBERCHHAX.

Bo Bropot uacTH cTaTh¥ cpaBHWBAaeTCA “aHramfckuit" HaTypa-
ausM Jxopmg OmvoT ¢ “$paHLyackMM" DO CBOSMY XAaparTepy HaTy-
Panu3MOM OMUIA 30JIF ¥ ero iwWreparypHolt mKoXH. B OCHOBY sTOre
CpaBHEHMA TIONOXSHH KAK POMAHH STHX ABYX mMcaremelf, Tak ¥ mx
IWTEPATYPHO-KDHTHUECKHE - DACOTH — OUepKHM ¥  peleHsud [xopax
dnuor B "BecTsmHcTepckoM 060SpeHuu”, C OFHO! CTODOHH, U H3-
BeCTHHH noNemudeckuit "OrcnepumeHTaNBHHN poman” 3oag, ¢ Ipy-
roii,
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CONSTANTES MITICAS EN LAS OBRAS DE JUAN RULFO,
CARLOS FUENTES Y JULIO -CORTAZAR

Dalia Mendozgza -
Uéxico :

Tanto en el pasado como en el presenbe el mito ha debter-
minadb de una u otra. forma la estructura de las grandes obras
de la literatura universal, ©La formacldén literaria tendiente
a la mitologizacibn abarca los’ niveles alegbrico; épico y le-
gendario: el Poemg de Gilgamés, el Ramayana, La fliada, el
Canbtar del Mio Cid, etc. El nivel alegérico se distingue del

- épico por su valor simbélico y arguetipico. Fn la leyenda ¥y
en la f4bula, el mito se encuentra a la altura de un . suceso

meramente TanbAstico, que se va modificando a través de las
versiones populares._ Bs decir que el sign{ficado mitico ini-
cial se va perdiendo. :

La novela y el cuento tienden a la encarnacién directa
de los mitos, ya que éstos presentan forma de relato. EI cu-
ento tiene su origen en los. antiguos relatos miticos conser-
vados principalmente por tradicidn oral. De modo andlogo se
ha comprobado la naturaleza de las obras griegas, romansas,
élejandrinas qué se constibuyeron en base - a wma agomeracidn
de relatos, .

En la época medieval las novelas caballerescas reestruc—
turan los mitologemas cldsicos grecolatinos y hebreos e in-
corporan otros de origen céltico, germénico o escandinavo.
Las epopeyas cldsicas se caracterizan por su doble incideneia
en lo mitico y en lo histérico acusando rasgos de agudo "rea—
lismo® en el sentido comin gue se otorga a esba expresién,

El siglo XVI da paso a una nueva conjuncién entre el
realismo y el simbolismo mitico, propiciando a la vez el sur—
gimiento de la novela como género enraizade en la historia.
La é€poca renacentista hace posible una nueva aproximacidén al
mito, 3e critica los arguetipos miticos, 1la aleg@ria deco~
rativa, la estiligzacién de los mitos clésices. El mite rena-
centista con su tendencia antropoldégica hacia la-historia ¥
su critica racionnalista crea las condiciones de la desmibo-—
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logizacidén., Bl héroe mifico se transforma en antihéroe al ad-
quirir el nivel de hombre comin, Con el tiempo se ird cont-
raponiendo la corriente del realismo, el -naturalismo, el re-
gionalismo y la novela-costumbrista. '

Cervantes y Rabelals anuncian la novelistica conbtempo-
rénea tan bien representada por Joyce, Kafka, Hesse, T. Mann,
Faulkner, Hemingway — novelisbtas gue de una 'u obtra forma se
fundan en una recuperacidn de lo mitico, asi como los escri-
tores latinoamericanos contempordneos. '

Tres son las fuentes gue nutren la literatura latinoame-
ricana conbtempordnea: la mitoleogia griega y judeo~cristiana
(Hesiodoro y Homero, las tragedias cldsicas, los libros del
Antiguo Testamento) y méds recientemente la mitologia preco~
lombina. '

El uso que se hace de los elementos mitolégicos en 1la
novela labinoamericana es muy variado y rico., El mito es
utilizado por el escritor con el fin de penetrar en la rea-
1lidad labtinoamericana, Esa realidad en donde se conjugan
-épocas, razas e idiomas tan diferentes, esa realidad que. se
‘alimenta de mitos vivos. EL mito forma parte de la realidad
latinoamericana, es base y arsenal de la prosa, Mediante sim-
bolos, metéforas, analogias y en defenitiva mitologemas pro-
pios, el escritor latinoamericano proyecta su realidad,

El escritor se encuentra en conbacto con la realidad
objetiva y tiene la necesidad de una activided mitologemdti-
ca y simbolizadora, tbanto por su interés de commicacidm,
como para dar explicacidn a muchas interrogantes del houwbre.
El mito ubilizado por los escribores tiene no solamente ca-
récter objetive, sino también un caricter subjetivo. O sea
que existe correspondencia e inbercambio de relaciones entre
el mundo subjetive (fantasia) y el mundo objetive real.

De manera similar al narrador de mitos, el novelista la
tinoamericano asume la actitud de un narrador épico, es de-—
clr que avela a signos expresivos gque pueden ‘ser atenpora=
les, © bien de tiempo circular repetisivo que tienen referen-
cia a un' consenso comin., Al unir el pasado con el presembe
el novelista crea un tiempo nitico o maravilloso. Se +trata
‘de un tiempe detenido e impreciso tan caracteristice en las
obras de autores como Alejo Carpentier, Gabriel Garcia Mér-
quez, Miguel Angel Asturias, Juan Rulfo, Carlos Fuenbes, Ju-
lio Cortdzar y otros,
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La mitologia 7 el arte precclombino siempre fueron -
com@retos y ricos en detalles, conceptos y simbolos. ELl mo-
do de expresidn del arte decorabivo prehispinico siempre
fue. la repeticidn ritmica, la necesidad de la simetria y de
cubrir todo el espacio posible sin dejar grandes superfi-
cies lisas. Recordemos por ¢jamplo, la arquitectura y la
esculbura aztecas; 1la policromla de imdgenes 3y la riqueza
del lenguaje del Popol-~Vuh, los Libros de Chilam Balam ¥ la
poesia ndhuatl, Estas caracteristicas encuenbran su refle-
jo en la literatura contempordnea de America Latina, Tos
escritores latinoamericanos (en su mayor parte) coloreén y
detallan los momentos, subrayando con esto su importancia;

estilizan y enriquecen los mitos acopldndolos a la actua-
lidad, Utilizan el amplio arsenal de simbolos con lo que
recurren a nuevas imigenes y asociaciones, El estilo se ha
enriguecido con sonidos de las lenguas indigenas que aflo-
ran inconscientemente de la mano del escritor y le dan Tor-
ma g la prosa. El lenguaje es vivo, colorido y conserva el
lirismo del habla popular enriquecido con gracia, picardia
y fantasia. ' '

BEn algunas novelas de la literatura labtinoamericsna la
sustancia mitica aparece como sustrato un tanto lnconscien-
te sustenbtada por un modo de pensar mItico. Bs decir gque el
contenido funciona en un sistema analdgico wreferido a las
teogonfias o cosmogonias prehispénicasy coloniales presentes”
en el inconsciente colectivo de Hispanoamerica. Apoydndose
en el pensar mdgico primogenio, el escritor recrea artisti-~
camente la realidad, dando a la obra una razdén explicativa
del mundo con el afén de'recuperar su identidad (por ejemp-
lo, Carpentier, Asturias, ebc.).

En otras novelas 1a narracidn es determinada por un
superestrato mitico que funciona correlativamente a la es-
tructura. Ubilizando algunos elemenbos populares (leyendas,
mitos) el novelista. crea nueves uitos, Se convierte en
cierta manera mitélogo . ¥ Proclama 1la ficcionalidad de su
arte narrativo. A4si, por ejemplo, en Cien afios de soledad
€l autor. se vale de elementos histéricos y tradicionales
que le sirven para forjar un mundo autdnomo con sus propios’
mitos y leyendas. , '

El nivel de la realidad en la obra es determinado por
el plano de la realidad en que se sitda el narrador y el
.plano de la realidad en gue ocurre lo narrado, Existen la
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realidad real y la realidad ficticia (imaginéria). Por esto,
en la vealidad ficticia de Cien affos de soledad el hielo es
un objeto mégico, mientras que la conversién de un hombre en
invisible es un hecho ordinario. BEs decir que ‘lo que en la
realidad objetiva es ordinario, en la obra de Garcia Mirquez
aparece como extraordinario o migico, y lo real imaginario en
la realidad fictiqia es real objetivoq. Asi vemos' que 1las
apariciones de los muertos son dédoé como héchos comunes y
corrientes; que los objebos son hiperbolizados hasta perder
un poco su naturaleza real objetiva y adquieren un conborno
simb8lico-imaginario (el agua, el imén, el hielo); gque los
objetos se vuelven arquetipicos (loé pescaditos de oro).

El tiempo mitico en las obras de Garcia Mérquez anuncian
una bdsqueda del pasado. El tiempo presente se hace perpetuo,
se prolonga. José Aureliano Buendfa (en Cien aflos de sole-
dad) afirma gque todos los dias son lunes; los relojes se de-
tienen, los houmbres puedeﬁ ser sombras de un'pasado gque nadie
logra recordar. -En La hb'arasca, El coronel no tiene quien
le escriba, Cien afios de soledad existe un af4n de fundir el
pasado y el presente en una linea continua. Pero, ademds el
tlempo también es efclice, lo que se refleja en las relacio-
nes de parenfesco; en la reiteracién de los nombres.

En las obras de Garcia Mé*quez reina una atmésfera de
horror frente a la muerbe ¥ la soledad, creada con elementos

" como las inacabables 1lovlznas, las calurosas o himedas sies-
tas pueblerinas gue sirven de instrumento de tortura (La_mala
bhora, La hojarasca, Cien aflos de soledad).

Cabe hacer notar el paralelismo simbdlico existente en
Cien affos de soledad y Pedro Pdramo de Juan Rulfo. En ambas
novelas hay una constante alusién térmica, que nos recuerda

el infierno. En Comala y Macondo el calor y el polvo.se vuel-
ven constantes; el paisaje es misterioso y extrafiamente re-'
moto, Comala y Macondo son dos pueblos gemelos en donde las
palabras se convierten en murmullos y presagios, en donde los
muertos hablan y penan, los hombres son sombras cuyas accio-=
. nes principales son casi siempre recuerdos de una época afor-
tunada anterior al progresc y a sus consecuencias funestas.
Los personajes de ambos pueblos muerbtos se prolongan y se
comportan como si vivieran, regresan de la muerte con atribu-.
tos superiores o exbtraordinarios. :

Temas tales como la soledad, el odio y la muerte adguie-
rer en estas obras mayor relevaclén por el significado socio- -
politico que contienen.
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La orfandad del mexicano  (hijo de la tralcidn ae’ Ma-
linche y de un padre ausegte) v sd soledad sé ven plasmados
y generalizados en Juan Preciado, peréonaje priﬂcipal de
Pedro Piramo. Ta orfandad y la soledadfaparecep como arque-
fipos para el mexicano. Las constantes fugas y retornos .de
los personajes de la novela subrayan el movimiento a través

" del tiempo y del espacio en busca de sus origenes,

Juan Rulfo inicia su bisqueda en el créter de un vol-
can, mds precisamente,en Comala~ asentada en la depresién del
mismo: "Aquello estd sobre las brasas de 1a tierra,en la me-
ra boca del infierno,” 2 Cabe préguntarse,g@or gué para lle=
gar a Comala hay gue decender? ¢De gué pueblo se traka? Més
adelante se dice gque: "En la reverberacidn del sol, 1a.11a—
nura parecia una laguna transparente, deshecha enAﬁépores

 por donde se trasluci un horizonte gris. Y mds alld una 1I-
" nea de montafias.” Demasiadas coincidencias como para 1o pPehe-
sar que Juan Rulfo traba de describir la laguna, donde los.
antiguos mexicanos fundaran la ciudad de Tenochtitldn y don-
de mnas tarde tendrian lugar los sangrientos y crueles en-
frentamientos entre espaficles y mexicanos, ‘ k

"Psicolbégicamente, - escribe Jorge Carrién ~, 1la Colo-
nia se caracteriza por la retraccidn del indio al prbtegido
seno del pensamiento migico, al céncave claustro materno y
del nuevo complejo social que le rodea, sbélo ha de captar en
adelante lnicamente aguellos elementos afines a su condicidn

migica de replegamiento defensivo.” 3 Asi; Juan Precilado
‘quiere volver a la entraffa materna, a Comala, es decir a Te-
nochtitldn, Viaja del presenté al pasado en busca de su
identidad, T1 eco del pasado se entrelaza con el nresente
¥y lo absorbe en un laberinto de soledad: Juan no llega a re;
cuperar sus origenes, a rescafar lo que le qgueda de mekica—
no, porque el ambiente gue caracterizaba a 1z Laguna antes
de la Conguista se ha viciado, corrompido y ultrajado. Esto
le impide a Juan encontrar lo que'busca y decaldo s€ conbva-
gla de esta atmdsfera asfixiante muere,

Descifrar las claves simbdlicas de la novela significa
descubrir la profundidad de su contenido.,

Ante el lector aparecen etapas claves en la historia de
México, Bl pueblo mexicano . es simbolizado por Abundio,
quien en un grito de dolor (al morir su esposa xefugio)’
corre a coger la tLierra y cuardo -la tiene en sus manos se le
escapa, 10 que simbolizaria la Revolucidn Mexicana escapan—
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ddse de las manos. Tanto los nombres de los personajes como
los lugares, son escogildos con premeditacién por el aubor.
Pedro Péramo representa el.perfodo entre la Independencia ¥y
la Revolucién Mexicana. Dolorés,-su ésposa, nos' recuerda al

cura de Dolores (Hidalgo) 7 el grito ‘de Independencia; el
_apellido del padre de Susana (Bartolomé San Juan) nos re-
cuerda el puerto: de San Juan de Ulfia en donde desembarcé
Corted y a Fray Bartolomé de las Casas, Pedro Péramo el to~
dopoderoso, el omnipresente, simboliza los régimenes dictato-
riales, la arbitrariedad de las leyes, 1las constituclones
inoperantes y el Estado Mexicano que no entlende a sus hijos
los mexicanos.

Tas claves simbdlicas de la novela de Rulfo nos remiten
al pasado de México. . Asi por ejemplo, - la regidn de las al-
mas muertas de la gue habla Rulfo (Comala) se asemeja a la
regidn de los muertos de la mitologfa azteca (el Mictlan),
pero también se aproxima a la Ciudad-de Tenochtitldn en don-
de los murmullos y ecos parecen predecir- la historia posbe-
rior a la Conguista de México y reflejan la visién un tanto
pesimista de Rulfo. Pero el aubtor no agota +todas las posi-
bilidades de recuperacidén que México tendrd en el futuro:
deja una lucecita encendida que es ropresentada por uno de
los personaaes. Abundio.

En las obras del escritor mexicano Carlos Fuentes la
imbricacidn de mitos griegos y aztecas se logra a partir de
. upna. alternativa formal del distintos planos del pasado
- (ficticlas, legendarias) .y encuentran su expresidén en muchas
de sug obras. In Zona sagrada el mito de Ulises y de Circe
(en una nueva versidn) se conjuga con el de Coatlicue, 4

"Lo importante de los mitos vivos, -~ dice Fuentes ~ no
de lo mistificado, sino de lo mitificado, es que en realidad
nunca se cierran. Parece que se han cerrado ¥ no es cier~
T0," 5 De esta forma Fuentes prolonga el mito de Ulises a
través de Guillermo (11amado precisamente por esto, nito).
Epn la misma novela se dice: "La historia no culmina donde se
dree{ Penéiope ¥ Telémaco no se contentaron con que Ulises
les narrara sus aventuras, Debimos imaginarlo:; noche  tras
noche, en el degolado reino de Itaca, una madre y un hijo
insatisfechos escuchan el canto de ese <fanbistico viajero
que con su odisea los humillé, excluye y domina," 6 |

Las constantes referencias al mito odisdico y a la ne--
cegidad de su renovacidn, la presencia de la muchacha que

o 65



cabalga en el cumplimiento de un rito por la playa de Pori-
tano y la alusién a la madre (Claudia) como Coatlicue evi-
dencian distintos planocs de la narracién de la novela, Hay
plands superpuestos sincrénicamentey pero diferenciados es-
pacialmente que nos obliga a una lectura paradigmdtica,
Claudia-Coatlicue — ser gue contiene a todos,  muestra
la vida y la muerbe: el-nacimiento posee ya el germen de la
muerte: "Me abriré Daso, minfsculo Yy terrible como soy,
entre las arenas de tus deslertos, las lianas de tus selvag

-los pétales de tu carne:; seré tu pardsito, escondido en el

fondo de tu vientré, anidaré en ti otra vez para embriagar-

-te con mi dulce sudor. Serds mi sudarioc., Serds la alcoba

de mi muerte.® ! Guillermo desea fundirse en Claudia para
alcanzar la otra mitad (Vida-muerte), Por esta razén
Guillermo muere como ser humano, pPero gue, transformado en
perro se #fprolonga., La metamorfosis de Gullermo es uﬁ
hecho meramente fantdstico que, seghn la 1légica interna de
la novela, no resulta inverosimil ya que Fuentes prepara al

"lector hacia el encuentro de un final parecido. Sin embargo

esto no le quita su cardcter migico, Realidad y fantasfa se
conjugan en un mundo de nutaciones y transforkaciones,

En Fuentes la superposicién de planos de la realidad
es caracteristico. La narracidn asume cardcteres realistas
deteniéndose en detalles gue nos hacen pensar en un deseo
de fijacién del espacio. Los'planos alternados a nivel de
discurso, aparecen a travéds de los personajes. Al unirse los
didlogos, las frases'sueltas, incompletas‘ y esporidicas se
da la apertura. a wn pasado permanente y a una ‘realidad
opuesta a la realidad precente en que actdan los personajes
El espaclo y el tiempo en las obras de Fuentes son como uhna
gasa que transparenta el nito a través de un lepguaje sim-
pélico y poébico. Mdy a menudo el tiempo se viielve repeti-
tivo y circular.

Tuentes tiene una admirable capacidad para disolver

_identidades. ‘Tos dobles de TUna familia lejana (1981) nos

recuerdan la disolucidn y encarnacidn de Aura (1962) o wn

reflejo miltiple de sus primeros cuenbos Los _dfas enmasca~

rados (1954).
Los personajes de Und familia lejana parbicipan en wn

carnaval de méscaras y dobles,; en un juego de enigmas, don- -

de las preguntas tienen respuestas aparentemente agbsurdas,
gue se plerden en su misma ilogicidad., Tas personalidades
de los personajes se borran y confunden entre si.
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El misterio de la historia de esta novela empieza cuan-
do el jéven Victor Heredia encuentra en las ruinas de Xochl~
caleo una piedra muy bien pulida, brillante y guémante, Una
fuerza misteriosa gue sale de la piedra atrae al jéven hacia
la muerte. Los péréqnajes de la novela se esfuerian‘por‘acce~
der al significado misberioso de 1a piedra, partida en dos,
al desaparicién de una de sus partes. EL arquedlogo mexicano
Victor Heredia, padre del jéven, parece ser el encargadc de
explicar algunos momentos claves de la historia, La muerte’
de su hijo (dique ahogado en el mar) es aceptada por éLl como
una predestinacién fatal dictada por su signo (de acuerdo al
calendario azteca). Hugo le dice a su hijo: ... si tu dia
es el del dguila, Cuautli, concurririn los signos de un alto
vuelo que vigila al mundo como un sol, pero esta grandeza
serd compensada por el sacrificio que necesariamente la acom-
pafia en la figura del dios Xipe Tétec,s que da su vida por
la siguiente cosecha y, a fin de escaparse de si mismo, se
desprende de su piel, como las serpientes: la grandeza del
vuelo del 4guila y la dolorosa miseria de nuestro seBor el
desollado," J (subrayados mfos - D.M.).

Bl desenlace del misterio se da cuando el jéven  Victor
Heredia conoce a Andre Heredia, quien tiene la otra nitad de

 la piedra, la fuerza migica de la cual obliga a los jévenés
'a unirse ¥ convertirse por medio de la unidén de los contra-
rios (vida y muerte) en un ser doble: siameses (o tambidn
1lamados nonato);10 De esta forma el deseo del. argueblogo
se realiza: "Quisiera que las mitades de ese objeto se reu-

‘niesen para que esa unidad no falte en el arte, la historia,
el pasado, la cultura...” 1

El circulo migico de la historia se cierra y adquiere
una nueva dimensidn y una\realidad‘més rica que el lector
debe interpretar. TLos planos de la realidad son enfocados
por Fuentes a través de nuevos simbolos miticos: el nacimien-
to de un nuevo ser coincide con la muerte de Victor y Andre
Heredia; el desdoblamiento de personalidades y el nonato-
‘siameses nos recuerdan al dios azteca de las formaciones dob-
les, de las criaturas deformes: X6élotl; los signos bajo los
cuales se nace; la muerte por agua; 1la piedra migica; ebe.
De esta forma Fuentes reordena y reinterprota ”..nrlas voces

antiguas .., gue han quedado suspendidas para siempre, espe-—
rando quien las descubra y reordene en sus olas." 2
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El nonato de la novela puede,ser interpretado como una
dualidad de la humanidad, en constante lucha entre la vida y
la muerte, entre el bien y el mal. Es necesario - recordar
gque el fuburo se¢ ve determinado por el pasado y gque no es
posible permanecer pasivo ante la lucha por la vida y parti~
cipar en la ‘tramsformacién del futuro. Al parecer, - la his-
toria de los Heredia tiene final, pero Fuenbtes escribe que
"Nadile recuerda toda la historia.™ 13 Sin embargo, no se pus-
de negar la existencla del librp y el lector queda encargado
de interpretar y continuar la historia de los Heredia...

" Detrad de los elementos mltoléglcos empleados por Fuen-
tes, expresados de manera myy subtil, se encuentra un signi-
ficado bastante amplioc. En el éuarteto narrabtivo Agua gue-
mada (1981) por un lado.se hace alusién -a la regién que ha-
bitaban los antiguos mexicanos. Recordemos gue el agua de
‘la laguna de Tenochtitldn se evapord y que el atributo del
dios Tezcaltlipoca (rebresentaﬁte de 1é.humanidad0 era un
espejo humeante. iPor -qué humeante? Es posible que simboli-
zara ésta evaporacidn de la laguna (Agua guemada) o sea, la
‘exbincién de la civilizacién mexicana? )

Por obtro lado, el segundo epigrafe del libro dices

_se quemaron los signos atl tlachinolli

se rompid agua gquemada \
Fn ndhnatl, eshtas dos: palabras juntas forman una . metiforas
-guerra o batalla; atl - agua; <+lachinolli ~ cosa Aquemada.
El jeroglifico de agua quemada unifican dos corrientes - una
de agua y obtra de fuego — que se unen.y simbolizan la gueria
florida. Para los aztecas la guerra no era - un insbrumento
polftico, sino ante todo un rito, tma guerra sagrada, la rar
zén de la cual se enconbtraba en el aplazamiento de la ca%
tdstrofe final: 1la extincidén del universo,”

3i-bien la razén de la guerra florida se enconbraba en’
el aplazamiento de la- catdstrofe, el clamor de Malinche 14
"se cscuchd como®™ una advertencia del nuevo sacrificio huma-
no y de la nueva necesidad humana del México nacide de la
conquista":15 la independencia. Se sucedieron después una
gserie de guerras y la revolucién que se vio frustrada. EI
simbolo de la guerra consbante se ha convertido en el simbo-
1o de la sociedad conbenpordnea. Ta @iferencia radica en
que ese significado que tenfa la guerra para los aztecas Se
ha perdido. Por lo gue el simbolismo del epiérafe del libro
£€ vodria inberprotar de ls siguiente forma. Se quemaron dos
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de los signos del calendario»azteca (agua y fuego) porgue
"agua guemada’ ya no simboliza la penosa tarea de Trascender
la condicidn humana terrvestre, pdrque la existencia ya no es
concebida como una preparicidn para la muerte, =nl represen—
ta el nacimiento verdadero que se alcanzaba liberdndose del
yo limitado y mortal. Se rompié agua queﬁada porque ya no
existe la "guerra florida".

Agua guemada simboliza el derrumbamlento de la eivili-
gacidn azteca y la conquista espafiola. Simboliza también los
sacrificios y la lucha ée los hombres a lo largo de la his-
toria, las guerras constantes y su destruccidén, Fuenbes ent-
rebeje el pasadb y el presente de la historia de México, en~
focando y criticando, al mismo tiempo, los conflictos socia-
les y polibicos de la Jjuvenbtud mexicana perteneciente a dos
clases sociales opuestas.

Para admiracidén de muchos cabe decir que Jullo Cortazar
tamblén acude a los mitos, tanto griegos como precolombines.
Ya en st primera obra titulada Los reyes (1949) - poema dra-
p&tico con didlogos ~ el autor acude al mito del Minobtauro.
Los reyes es una nueva creacidn del mibo del laberinto: Cor-
tdzar no propone la muerte del momstruo, sino dar con &1 pa~
T3 -encontrar una salida del laberinto hacia.la luz y el ai-
re, lo gue equivaldrfa a haber asumido lo irracional para
nutrirse de él1,. El mito abandona la atemporalidad gque lo.
caracteriza e ingresa a lo inmediato de un barrio de Buenes,
‘Aires en Circe - la maga homérica de la Odisea encarna en
Delia, que ejerce poderes migicos sobre animales ¥ hombres,
Tas sacerdotistas del dios Baco proyectan su éxtasis en umm
concierto de un pueblo de argentino en Las Menades.

Cortézar empareja lo ficticio y lo real, obligéndo al
lector a replantearse el concepto mismo de realidag. Gracias
al trastorno de lo absurdo y lo fantdstico, Cortdzar siembra
el exbrafamiento y la duda. En relacidn con la secuencia
narrativa 1o extrafio puede instalarse a partir de la pfimera
linea del relato como sucede en el cuento Axolot1.16 Al ver
esas cards rosadas, "agbecas, inexpresivas y sin embargo de
wna crueldad implacable.s.,® 17, el personaie sabe de antema-
no que encarpard en ajolote, El poder migicc de estos seres
casl hipnotizan al personaje ¥y lo devoran “lentamente por
los ojos en un cabalismo de-oro".1§ Tos éjolotes son testi~
gos y jueces de la transformacidén, perc también larvas." ...
pero larva guiere decir méscara y también fantasmé?q9,k- nos

v
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dice el personaje. Agqui cabe hacer notar el paralelismo que
existe entre el dios azbteca X6lotl, &1 gque segin el mit@lse
convierte en pez ¥y es considerado por Sejourné como "el ger-
men del esplrltu encerrado en esa sombrla comarca de la
nuerte gue es la nateria,” 20 105 agolotes de la pecera
egu1va1drian al espirltu de la comarca, ,

- En este cuento se da la continuidad entre el mundo ob-
jetivo (el personaje que visita diariamente el jardin boténi-
¢o) y el mundo ficticio (se convierte en ajolote, pero sigue
raanando como hombre). To real es inefable ¥ quizé @ara
siempre inapremsible. "Axolotl" podria ser también la iden-

' tificacidn gradual del hombre con el animal, hasta que. el

"yo" de uno se instala en el otro, sin dejar de ser €1 mis-
mo. To real es %an térrible como puede  ser lo fantédstico,
gue  al registrarse como ~real es imposible +trasponerio,
Cuando . el personaje alcanﬁa a saber mis de 1o que el aﬁtor
‘sabe, enbonces interpreta a su autor, sin'que éste pueda
dilucidar  si lo que estd4 escribiendo es realmente una
ficeidn o en cambio procede de la realidad. Wl autor queda
reducido a simple tesbigo exterior, sin participacién Gi=
recta le deja la palabra al personaje, responsable inmedia—~
to de lo gue dice, .

En el cuento La noche boca arriba, Cortézar hace nueva-
mente alusidén a los mitos aztecas. BFn esba ocasén al mito
de la "guerra florida®: "Y sallan en cierbas épocas a cazar
enenigos; le llamaban la querra florida.,” © La realidad y la
fantasfa, lo soffado y lo vivido se entrelazan en una pesa—
dilla del protagonista: éste se ve perseguido corriendo la
Calzada de Tenochtitldn y despuds sacrificado.22 )

En La noche boca arriba ambas hisbtorias son regles: el
personaje en el hospital y en la Calwada, Ambas se ‘sueflan
mutuamente a gran distancia de tiempo ¥ espacio; o acaso to~-
40 ha consistido en cuestionar la realidad de las dos si-
tuaciones, hacléndolas awbas ambiguas ¥ problenétlcas, con
igual probabilidad de ocurrencia., Distintos planos de la
realidad’ se comunican c¢on lo migico: 1la oscuridad de la
noche simboliza la oscuridad del claustro materno, que pre-
cede al nacimiento individual y, ademds sigue siendo el re-
cipiente que preserva el fuburo del hombre, lo salva de la
ecatdstrofe césmica., Ta trayectoria del viaje del personaje
tiene paralelos con el camino del héroe mitico, cuya biésque-
day ¥ esto es lo nds importante, lo lleva hacia la zona sag-
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rada de una realidad absoluba. En el espacio migice Junbo-
con el tiempo migico se da la vivencia del "doble" y se anu-
lan las. fronteras emtre el "yo" ¥ el "no-yo". Recordemos
que el hombre primitivo al realizar los ritoes, inbtegraba las
actividades précticas de su cotidianidad en una Adimegsién
que los trascendfa: reiteraba los mismos gestos de los dio-
ses ¥ al hacerlo inyectaba sus proplas coordenadas ‘biempo-
espaclales con el tiempofeSPacié mégico de elioé;' siendo en
" cierto modo ellos mismos. ' .

Fl mito en la literatura latinoamericana abarca los ni-
veles alegbrico, épico y legendario. Se vuelve simbélico en
Rulfo y Fuentes, es arquetipico en Garcia Mérquez y Carpen—
tier y encuentra su expresifn a la altura de un sucese mera- .
mente fantdstico en Cortdzar. Sin embargo, las obras de és-
tos escritores se caracterizan por un agudo realismo enfoca-
do desde una doble perspectiva: 1la mitica y la histérica.

En las novelas antes menciomadas es diffeil delimitar
la realidad, pues las dudas en cuanto a-la aubtenbticidad de -
las cosas y los hechos son constantes, al cobrar de pronto
un cardcter migico, maravilloso o mitico y fanbtéstico. Los
“hechos histéricos pueden tornarse mitico-legendarios; por Su
contexto simbdlico, 1la repeticién ¥ el tiempe ciclico ad-
guieren wa dimensién de rito; los elementos fantésticos,:
las exageraciones, los gbsurdos y los sucesos ins6litos hi-
perbolizados refuerzan la realidad ficticia de la novela.

El doble fondo - real e irreal -~ de esbas novelas +tie-
nen sus raices en el arte precolombine. Ta literabura lati-
noamericana desde sus origenes ha sido de protesta y testi-
monio por lo gque partibipa de la epopeya. Cabe entonces em-
parentar el nacimiento de la novela en América Latina con la
forma epopeica y se puede afirmar que los zéneros épicos 1i-
ricos ¥ dramdticos existentes entre 1los griegos también
existfan en el mundo precolombino, TLos cantos épicos de los

_rapsodas, tan abundantes en la literatura americana indige~
na, poseen e€so que 1lamamos *intriga novelesca™, que los
frailes espafioles 1lamaban embustes, “Los libros de ca-
balleria se escribieron en Europa, pero se vivieron en Amé-
rica™, — escribe GCarpentier. Es precisamente en tierra ame-
ricana donde novelista puede encontrar ls auténbics materia
épica. Es en la mitologfz prehispdnica y en 1la naturaleza
labinoamericana donde el hombre latinoamericanc puede en~
contrar medio de Gesenajenacidn., Por ezo "agobiado de penas
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y Gareas, hermoso dentro de la miseria, capaz de amar entre
las plagas, el hombre s6lo puede hallar su grandeza, su mi-
xima medida en el Relno de este Mundo. 23_

De agui la importancia del acervo de creencias wreli-
giosas, de la téonica ritual ¥ de las costumbres derivadas
‘de ella, De agui la importancis ‘gel mito, en "donde la
abstraccién encuentra su mdxima expresidn.

La novela latinoamericana ha penetrado mis alld de la
narracién regional y pintoresca, ha llegado "a lo realmente
trascendental de las cosas, abarca niveles y contexbtos d&i-
versos tanto-del propio latinoamericano como del hombre en
general, = Por todo lo anteriormente dicho la importancia de
la novela labtlnoamericana traspasa las fronteras geogrifi--
cas. :
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MICONOTUECKAE KOHCTAHTH B IPCHSBEIERIX
X. PYEBED, K. GYOHTECA ¥ X, KOPTACAPA

b. Venpoca
Peanwye

B Hacrosmefi CTATES QBTOD BHICEAET OCHOBHHS XYAONECTEGH-
HEe CCOOSHHOCTW, CBEBAHHNS C HEKOTODHMH QOILEIOPHO=-MUGIOI0-
FAGECKMME MCTOUHERRMH [MeaTeseli JAsTHHOSVEDMNHAHCHIX CYpaR
I'. Tapenu Mepreca, M.A. Acrypmwaca, {. Hopracaps, XK. Pyaefo u
K.@ysHreca. B sHamNSHpOBEHHEY SBTOPOM TPOHBBEFSHEAX BTH 0CO-
6EHHOCTY - BCTPSURDTCH YV BCEY HASBAHERX nucareiell, mouToMy
MORHO NREJnNIareTh, UTO OHM #BAFDTCHE OoOmEs 1 NOCTOSHHIEM
KOHCTSHTAMY B DAHHEX poMomex. Ha oTOM ocCHOBEHME MOEHC O~
TOTh, U©TO QOXREACPHO-MHOCIOIHGECENE NHCTOUHKKH TPUBASKEDT
SHIpEHEe micsTenell Ho HawMy wHel.
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FAHPOBO-CTHIMCTYMECIHE CCOBERHOCTY POMAHA
. 3. BYILBEPA-JIATTOHA *TOHOIEEEH"

Tamme DepuuEEosDa

UgpHoBNIEGR TOGYAApOTBEHMN YHNBSDOHTST

Pouan WTOEGﬁb@EHW (1833} coszepancz 9.BynsBepon=InTeoHoN
B paorap Oopnfl 22 NepiaMeuTexyD pefopyy 1832 r.,  aBTusEEM
croposAnRor xoFopoll oF Oma. 3Feck Bmepswe nocze llemema’
{I828) uneazest BOLBPANRSTCA ¥ COUDCMSHHOGTE, WPO OTDRfENUE0
WHTSISRTY AAPHO-IICHEOIO N HUSCKAS H  COIMalBHO-DII0COHEHHS
PEFISHIY POMETE. ‘

"Tonoaplan” Ha3BaH uMeHeM PEpPOf, TPSICTABIRRNETO, N0 On-
pefencim ByibBepe, "OOMEmME FUR  JSPROMHCISHHOTS WHTGARER~
Tyaza” /17, ToHABHRES HBOMMIND SFC MEDOBOZODEHMEA #  MYDOBOG-
ODHATHSN, UDOLACHIBAR DTAUN BOCUHTONHS 6T0 YBETE HA UOTHOM
COmS0TREHHO-TIOANTHUSCRON JoHe Awrimu I830-x ©r., asrep GO~
ZUAUHTEARHO CTPOMEILY X UTOUHOMY ONHCANND ONDeiefeHHHx (as
COBpoUeHECH UHBWIMBANY ¥ ... YHA3AHED HOKOTCDMY ROTHH, OpSi-
CTRBUTIIEL GERHOCT B NCCIUSIOBANVN BIRANS GONMATLHEX Hagro-
$OB BIY UHIHBHILVAALHOTS noBegemAz” /2/.

o748 38fa7s MOTiA OWTh DOWEHE TONBEC B CBHEAM C TEDosu,
432 A% He IPIHIGUHANLHO OTIWWHEM OT LPSTHNRX repess Bymsseps
ANEEHO B [A2HS FHTSIICETYAILHO-TCHIOJOTHYSCECM. HETSiiexr-
TYaseiME CHocotHoeTH DoxieHpa JE: FSKISDEDOBATHcH; ¥ leanMa
HpoABASINCE, B ASrHOH ¢peTcxod Secepe; y Jwmmexa - 3  mpsomo-
AeHny CBOSH CTEEDESHHOCTH H CTPSMISHMH CAMOYTBEDIHTRCH B OF-
oymexmen ero wipe; ¥ Himddopma 1 occofemHo ¥ Spawa ~ B OCMEG-
ASHWH ¥ OUpABjeHuy HpeoTymmx jeflersull (“Orsepmemmit” ~ 1828;
“lloas Kangdopn” - 1830; "Daxws Spau” - 183I). Ho suoimoHanb-
HHR Mp Tepoes ByinBepa HC CGHX NGP OCT2BANCHA PHE HHTSRNGE=
TYANLHOID OCMHCIAGHHA, [IpHHImDHANbHAS HOBWSH2 ofpasa [ojoxe-
guHE B TOM M BARADUACTCH, UTO DASDHR MERILY WTSMISKTOM H
SHOIMAMH ¥ Hero npeofoieH. [losvomy TDogonedws npeacrasiser
GyALBEPOBCEOTO ‘MECAAWEr0 I'ePOf STHX A6T B GoJee BHCOKOH cTa-
B¥H 6TC Da3BHTHA. :

BunOCOBCRHE HCHAHUA Byipsepa He Haxomw eme GoXee HONHO-
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ro # MHOTOOGDR3HOrO ~ XyBOXECTBEHHOrO  BOLIOHSHMH -~ B 06passe
FaBHOTO TepOs, ROTODHI B BT0M CMHCNE RBIABTCH WFOTOW ~ Das=
MEDNeHNN- MHCaTeNd Ha¥ . 0COGeHHO oﬁcc@pmmeﬂeﬁ“‘ BaESEYHE Ho-
Gem cropoHHEKOB Gumim o pedopue 6op1>60m KOFHAHCTBE X yw=
auraphofi porrpuny Bz, Bemrama. -

PaumoraAnCTIYeCKn  DACUSTIRBAA Gem*awic%mag Gmrocodug
HOAB3H, NCEBRCTYHMAHHCTHUSCREE JOSYHIN JTUANTADHCTOR, MOGRE-
poBagmxe SypmyasvRil 2rousy, Owmm nas DyibBeps HempueKEenE He
POAbKC B INGHE ~ COUMAIbHO-JHAOCOfCKOM /3/, HO M B HHPEMLIGH-
TyadnHoOM. Hax oTmegasT 3J.olrHep, MMORTerNs BHERA B “peazmame”
Bexrama “HSRypANEyD. CONESHD, KOTOpas [yXOBEO ONYCTOMHRS AP~
mn® f4/. B Goppe ¢ fedrammamon - OH ofpemasres X guzocoduy
Hawra, BOCHDHHMMAA €€ K2K WCTOUHHE He Croabke (muosofermax,
CHOIBED BEHRO-DCTETRUSCHRX nemHocTel. Beren sa awrumicoxumm
pousnTyrany (B ocofemmoctr. C.Komppuimew) BymbBep Grpermwes
SEIcCOBCKH B BCPETHUYCCEM GOOCHOBETE ARTHRHOCTD COSHONNE, N0
cyen paspensd yOempemue Hewra B TOM, GTC HOST moamer CETh
dmrocohon, coucTammEM B IOSHANAW NDACOTH CBOH VHTSARGHT C

SO .

Ogrext NUCaresd CPasy e CTOIRHYICH C NDOTNBCPOIHBOCTLD
ranropcKol QunccodMy SCTETHKH: NOSHAMME SBFOHOMNGH, He Neg=
Asomefics . 0GBORTHERONY OUPERETSHND K HEROCTHEUMOR B peadpHON
MHPe EPSCOTH, CTHMYTMDYS SKTHBHOGTR COSHEHMEE, B T0 He BpeMg
YROIAEC XLYBOSHMES OF peaibHo# geflcTenTenbHOCTH K 02M0COSep=
UAHND B TMeCCHMESHY. SyUbBep He MOT He COZHABATS, U¥e CTpeM-
AcHme KawTe OPTDAHNUNTD SCFETHUSCECE  OF IOSHARATEULHOTC B
HPSBCTEGHKOIC ¥ OFpRENTh, TAEMM 00pascM, HCKYCGTBG OF FRHEE-
TApHOrC NOJXONS He jeie NPHBORMIC K €re 0TXefy B of ofmect-
DORMEDI UHTEPecoB N oT wpelimoll Gopnlu, Tax mam wesHC ¢  “Ee-
recoolpesEoCcTH Oes Hean" Ke NORPasSYMeBar ANTHRHON =mamemuol

| HOBWOEE €U0 NPHBEPRCHNEB. KDHTKUCKOe OFHONGHNEG BYIRBEpS R
caalm ePOpOHAM KAHTRSRCTBZ Bonicmene B ofpase Domoandia,
FIaBHOTO Tepod poMaHa. -

PydBojcrBy®ECch . B CBOGK TRODUSCTES UDIEIHENOM: 'Hopamk,

EOTODYR HABSSHBaDT, UACTO HE NPOMSBOANT FOAENorO goleremg”
/5/, Byrweep maberast 5 "Tomonnfune” ofmamemmcll TeuEeHHOD-
HOCTE W ODEMOTO MODEIH3arcpeTBa. Ho BMscTe © TeM cympba Hep-
cn Tojoneduue ySemise?® B HeCOCPONFENbHOCTH HonoBemyenoll m
duaccodun YHOBCARCTERS K  COBCPHATSIBHOrD MOROE, & CHSNCBE=
TEIbHG, B B aHTHOGmecTBeHHOR CYMHOCTH RawTHaHcopoH THEH.

Punocopexue mosHiuME [ofjorxbduEa Ha W Hede He enoceberEyun?

SCTOCTBEHHOMY CTPEMJCHHD XYNOZHWKEA TDODETH CBOGOAMO N mHe-
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npeprauepenHs (saech ByapBep OUESETHEHO NoZeHMSHpyeT ¢ Komb-
PEERSM), OTPHEEDT Sr0  OF ~DESJNbHONR FUSHMH, TOM COMHM IPOIFT-~
CTEYH TpOABReHNw cnocobmocrefl repom, TYSs ero  vasaur. Hoge-
pou Togonnfimu mudwr Homcramc BepHoH - Zemumy, e UpeHoTen-
Isonyn cefe mM3MM BHe OCWECTBEHHHX HHTEPRCOB = W  3Ts ANGORB
OKa3HBASTCN CHAbHee yoieueHns - JwomaxoH Bojmrumas, Tamof =me
HACEEpoBaHHGH 0T BHENHETO MDA, KamwM oTpemmyes Ourb OH Ga,
Caepopavesbro, npoGieMa JmaHocTH W clmecrsa B abpase [onozb-
OERe pemaercs DByseRepoM Ueped PACEDETHE HRGOCTOSTEILHOCTH
sycreiimisma Tepod.

Hax oTmeweHo &BTOPOM, B "lLojonsdmme” "BHTEpeC NOBECTEC~
PAMUE DARINYACTCH MOHee Beele B ere cmmere™ 6/, uo B peg-
EDHPHE D3SMMOOTHONSHRR ¥ MHUSAEeRTYSSBHO-SHONNOHANEHEY EON=
srsnll logonefuna u KoHepans, ocofedmocrefl UX Yapaxtepos, M-
POBOCHPHATHA ¥ EHSHOHMEX noswmmil. PoMas ICGTpoel IO HONO-
LeBTPAWHOMY NDHHOWIY, IpY EKOTODOM “XaparTep TRYIIHPYLECSE
pospyT Pomoasfuuse® /7/ u pessurue melicrsns oOyCEOBISHS oOQ-
HOBHIMY STeNewr ero pusHemmoli oyAbGE H JYXOBHOTG CYSROBISHNG,

Oipegenss B OpPSNMCNOBEM E POMEHY TASSHYD 6FC TeMy KoK
“zaoynorpeticHme cnocofuccTmm”, BYIBBED OpHMORTEDYSTeE  He
peobpemerne  “eoTecTBeRMEX cOOHTHE®, Tem Eay CUNTEST KeEs-
cParroM HDEYROSHUSHHNS DOMANTEYOCKNS ODMCeHESY o [OgUes
CIMDRON BGMETHYD pONh cxyves./8/. ViemHoe nostowy “seBSsks
powars u ero ofEes PaSBWEKE NpOHCTOKADNT N3 DOILHOGTH, & HE
ws smmcre” /97 . Ho pomsErwueckue mpmewws, meuiofee SaMETHHS B
nzobpanenmn Pojonbfisa, acrposors Doamrieme. ero movepk Jme
DEIEH, KOTCPHS K30IMpOBaTH 0eff OF BYEIHEI- MADS, OKAsHBaNT-
G B UGHACH ONpeBEaREed,

He mepesll Bsrimp logorn@us Hpuer He OTAMUSSTCR OF ©pa~—
JRUHOHHO-DOMSHTHUSCERY TEPoeB. JFC GTOHCTHISCHE GOGDeHOTo-
SeHFEl HS CBOVY FNUEEX DCDEEMBaBESX, C XOJOENMM Hpespesmen
REPeIKs HeCINLoNmHE 58  UDEBME, CRICHME E YoREHOHMD MEUTs—
Tegb, ULA "YMOSPATONBHSA HOGTYPR ... NOCTOSEHO  CPpEMENach
NORENYTr DEANbHNE MMp X DopHAe B BOSOYIEOCK Muposmemen® /SI0/.
Pagxpuses WHRMBMEYaNWSM TePOf, DYLBEED HE TOUBEC CCYEBAET
BTy USPEY "HaK IDOSDICHNC eHTHOOEGCTREHHOPS DHOMEGHOTO NGBS
Zemns” /II/, B OTYETIMEO NOKSSHBEET, WIC OHA TODSKEHR CO-
UHaRbHC BSTEPMEHNDOBaHMMME ofcTogTeXperBaME musEM [opoasdm-
H8, o L : :

CTpeponvs repoeb DEHAWK DCHAHOS DynbBeDs pacCMaTDREEERCH
HORIDWHFSNBHO B 3MOLMOHATEHO-DOMEHTHWCCEOM NisHe, & Gefs §
wyunTenbEie coutenms FogonsfEna o00yCHOBZSHE RONKDETHMME G0-
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GYATNBIERT FRRAMHEann . U7en,  TIPSMICE ™ UOZESUHATh JRDHO Ve
HOCYMECTBYLNNT NUSeTHE $808I0T TUED, OTIAN ‘8rF0 B HKOXY, THe
YOaEer UBRMAWBEE OTNpHcxa Ooraved. ST wHoms Omn ofpsuen
¥o BUHYRLSTEOS OFMHOUSeTS0 N MyUUTSIRHHS YHUZSRWS, UPD pag-
BRAC B HeM " TPallMyn TOPSUL, Taltyh TODHOGTB... H . CEcuoRol-
Hy® yvaHepy nosegeuns’ /I12/. He VAMBUTGABHO, UTO HNUETC ofuero
e 0H70 MORLY CHHOM B XOJOKLR! HTORCTOM-OTIION, OT Ubeldl Onexu
Togoasdns CTOSMMTCH NOCROpes H3GaBUTLOH.

Jyxczdan BuoHD TEDOS PACKDHBASTOH HO B OXEME JMuD am@%
HOHMANBIET, BCINSCHAX, & B COBHATONBHOM CTDOMASHNN BHDAGOTATH
GROD TBEPEYR NUSHSYEYD TeOpHD ¥ NOCTSUCRATSILNYD NOBSISES
wsoxyD mum. Ho Tomossdum He OGIAEAST THEPIOCTHD XADLHTEDE,
H Yy HOTO [OCTENgHHO GOpMMpYSTes WAGUHIHOS,  CO3EUUETENLHOS,
noTpetyTeIneR02 OTHOEOMS X BUANW. Bueiodl FoMy - pasiarasuas
aruochepa CosieATeAbHOLTY - ¥ DTCHSHTDESNS, OHDYZATHaR BTV ©
nercTea. Joaros BpEMA OR HO 0oonHasT neell maryfuosed W oIy
2 BINSHUS W OYFRexTHBA0 GYReT VEepex, WHO Wif HeUs "melanme
CRAAATS BADbELY... H6 HDOACTABIASTCS seMadmmmma” /137, omde-
®0 8P0 HOGYYNIEY Boxasusan? olpavHce.

. Tpeszswil pacgue?, XOIOMHSRE DACCYFOUHOLTD (yHZyasHO-EBODH-

|55

CROTO MDA HE MOTYT He Bo3gelcTsopams Ha [oZomeisma; eme B

feToToe nosHaBmull Cesrparmwiym cHAY OGorareoTBa OH CTDACTHO
1MeTPae? Paslorarerh W DIMM, KA €My KaueTedA, OUpecTH Henanu-
HRIDCTD. TonTony, NORMYE OTUS, OH YE3HA6T & GOTAPOMY DOT-
crBouayEy CpBuIy, & 5aTsy upaumdas? youosua lzomcroxa, same-
madmero ey 20 THECAY JYRT03. :

Comun = uapseil, ¥90 UOCSMT B ResUHTHON Eyme - mHOWT 38pHS
"u8370p0Boi ¥ GernonsaHNi” DUACCOHRHN NAcCHBHOTY HACALEISHNA
Oum yoesm ®A DONPOTOBISHEYD Dousy: "ofdaney gymoR nopra, HO
He BIATRR NODTHUSCHAM MaOTepeTeou”, [DmofpdNH BoD RUSHL T
POTANGHE PCMYTHOR HOOUDSISASHEOSTE NOSTHUSCKOTO Wysersa”
S0TODOR HE YM8J BOLAOTUT: B XYEOESLTBOEMHMS o0padH - i "HMeH-
H0 270 y8un0o B ero Fyme NOPHBY K ofiepe &RTUSHOR NesTSIbHOGTH
# 3ACTABMIC eU0 TNOTTYSWTbeE B il weuwrammit” /I14/.

Spariit, w0 Gemuut TojorsedEH mWBeT B gTpaHe, e "TETYIM
1 60PaTCTBO CTANH ~ HUONAMH, TNOUNTASMEME MANNHOHEMA yomeh”
/15/. VserHo mopToMy, “cozHABAN CBOR TANEMTH, CBON HEBAYPAL-
Buf remwit, I'OfoubdWH ECe me [NpPEEBRNEN, UTO €My HE CYENEHO
ATDaTE BEAYEYD POXb B MHOTOJNMKOH mpawe muszn” /I6/. Orcmma -
€U0 BO MHOTOM HEK7SPSTEBHOE "dmiccolckoe GespasmiuEe. K usC-
*oAD0HED" , TOIRAmES €I'0° K IIaCCHBHOMY COSEpUAHHD, 3REech Pe-
PoR BOCXOEET K TDARMIAMM T'eTEBCROr0 Busbreasma Maitcrepa, HO
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POZBRO BEPBOH ©acTH HHICTHN, HO m{@éﬁ@m KPHBHGS, HepemuTo—
PO NOCHSTMYM,

Co spevesxen T'oponb@us cTauoBETCH COTaTHM K, %es&806h O,
HONYIAST HNAROHEN BOSMOEHOCTE IR POATEAIE CBONR GHOCCUROG—
gafi, B0 g5 ﬁemeﬁ@eﬁsﬁaem 0 DacCHBHCE cosepraTeRbHOGTH
ORCHUST@HbHO OTDEBMN eFC cosuaMEZe N yOMY 5 HEM BC@ XOPO=
e sogsTad. Oruevas B oToll CBOSH MADOUOHCENBEOS He HEpBEi
BETEAE SBAGHNE, KOTHS IBgY cune Fojozpiute o "CIMEREOM SOXL=
TN SenstoM SYNOBHER GHE... Y00TO CUNTANRCH OoCCepReTam”,
SBETOD YKOSHBEST, U0 CYESOTHYET. OFHARG, CONSCHOCTS ApeBpe-
Hewng c0 Bpepemen nofofHOre YEpaEreps B TOFe, KeM OH HaEeTes
s mepsull saruer® /I7/, B UCUXONOTHYECER NORASER2CT SSNCHO-
VepHoeTh Parell 2BORINY,

Orpepres 6ypryssysil pacuey 1 TNOCOHD 28 NamMEOH, N Wph=
inE YPHANTAPEGTe NORNOHE ¥ UeNOBEKY ¥ DHOHGHENM TeHMOSTEd,
repcll poneHe BMGCRE G TeH OTBeprast Indyn euTHBHQAGTR, BEEA
B Hell JNE: NPOSBACHKS HMEICCTOMMON MCINOHSMMODG VGNOBERS KB=
Eewich DonHE S& HMEGTe ¥ KopNymEN. OZomis - ert  afcornrmes
GOTIMeNbYAS URDNGfeneHERoCEs: "ErC yi .0Ped Gespesmiumas B i
Grms Bompecew ofdEecrrewmoll muskn”™ /I8/ u BoRODS BOTEREI  GUG-.
colEoeTh “RERCpRIBETh HRNDRASHNG, ROTCROS NPEHCGESE ¢ cofoll
LHeNR, ToofyUEMe OTBETOR He PHeAWM nompocon® /I9/. Deconbmss
¥ DEBHONYEEE VesOBeR ISPeCTaeT G LECHIESR XIUHOSFRD o
SPCT BNBOS DyAnBeps Owp ccolemHo pewmer gaEn Amprmm XX B, o
ee “memuSoRed r Teaprm® /20/.

Qerapagck B ¢TopoEe of GophlH S& HMEpAMMSHFCEYD Defopiy.
OTKGSHBaACE CTETH UICHOY NepNaMesETs, [ oHONpiIE enryHeEsPElyer
STC HpERAE BOEIC USCTOINCHREME HpOTeRSHMEi: "BYAYW: DepBE
8 ofmofli cfeps, savew NONECDra®h ceff ONACHOCEX ORRSSTRCR BS
BTOPED. DOREX B FLYrof?" /2I/. Ho rpamEas npevmEs GOEeCTREH-
HO-IORKTHYOCKOH NCCHBHOCTH Tepod B  TOM, URO GH He ORWIeT
oF 6mrag © pefopHe HEKZECIC pearpHOTe s@dexta. [o ero mme-
HER, mpoCrsua He B ToM, wFoOw “zmEM (F0 ec¥h CoXBNMHCTEG Ma-
cepcHmA) HoNyumEE npeRc rs6EpeTs cEOCOENO... BeCh RZOHDGC B
o1, GYAYT AM I Zywme ynpamasze?® /22/. U smeen Topomsdmm
OnSSHBASTCH HOZMTHYUSCHH IPORODIHBRL,

Iyvell sexXons W3 TAXSNOTO HYNEBHOPC KpH3Kca repos BysbBep
He M2XOPHT. Dprbelif er0 K COSRAHED CBoers HieifHo-GNiccod ~
_GEOFO Wpaxd, BTOp MOCBAMAST NOCESJNAS CTDAHWNN DOMENS GIOE-
HERS OTHONeHMaM IogonbiuHa ¢ Homorasc. [gd repsa yemmsemue €
anfuMol He ¢oHe NpexpacHo# JepeBeHCECH FNPHPOSM HCHXOIOTHES-=
ORN OMpPaBAAMO K JOIHUSCRM OGYCIOBESHO 0COGCHHOCTAMM €FG Il
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poBocrpusTHs H guiocofonnx ylexuenmil, Ho B 2ToR passBA3me He
OHyEaeTCH NSPCHEKTHRE er'0. HPABCTBEHHOTO OUMHEHHS.,

Coenmguxe PasSBASEX COXETHOR nwHuH ['OfoAbIMHS CBS3HE W C
HPPAUHOHANBEER SACMEHTOM, KOTOPHR [pWBHOCAT B pomad ofpasu
acrposora BoixrMesa u -ero jouspm Jomuizu, Hamiawe Mppatmoc-
HAZBHOTO B DOMAHS CBASAHO He CTOIbKO €O CTPEMICHUSW YIrajaTh
HOpaCHEDHTHEe M HONOBHAHHES HEYHON CTODOHN NpROTHBOPEWHBOTG
BHYTDEHHETO HYDS UBNOBEKS, CROAHXO C RaHTOBCEO! Mpeed ¢ BoE-
ofmell P3aMMOCBARM HBECHME R aeupsncxaayemcm noc;zene-maﬁ
Y8JOBSUSCKEN HOCTYHEOS,

Byspsep 3 roxmsna logoapdima n Jouumm BechME TOWHG
DRCKDHE Ty TNCHXOEOTPRUECKYD SaKUHOMEDHOCTH, KOTODYD B BP0
ppeua cPopuyxuposan [erens, TOBODE O COSHMHENMN “MATHETHUS-
CEEX, MATHUSCKAX, NEMOHHUSCKHX ABEOWA" ¢ NpeRDACHONYEIGND
nepegHpanumE cHalux cyCperTHENEM HATyp: "Husce JHIO... CBA-
BHBRSTCH SH6Ck C STHMH TGN CHYAMY TaxmM ofpasow, Wro, ©
OFHON CTODOHH, OHY HOXOLATCH B Hem GaMOM, &, ¢ Epyro#t ¢o~
POHH, UPRACTABASHTCH USH=-TO UYREPOZHER, NOTYSTOPOHMNM 8T
BHYTPOHHMM NEPEXHBANUMM, ¥ 8T0 UYREPOHHOE ABICHWS OnpejeANeT
4 yupasme@ ero BHywpeHHel ZWsHBD" /23/. B cauow meze, Iumm
c@wenmmﬁcxg Hepememar-mﬁ B MSUraTSAbHEH HeCOHMECT CHOR0-
fen DOZUMHWTLCA BIRSHAD HISAARCTHUSCHHX 7Toopuit Bosxrmesa,
max 570 cXyunsoch ¢ lojoasdrox.

Tufexr repos poMaEs HOXA3EBAST, WP RIA HETC Kaxce O To
BH Gun0 KHPSBCTBEHHOS BOBPORLEHHE. HEBOAMORHO: MpengTeTBYyeT
STOMY HMUBMEyeJm3HM, Tpexrye:stt Eyassepor Rax pemnuaimmi
nopox. logsoza wrorE musry logoasfmsa, Homcramc numer: "Ham
ry6nTeApEa CHCTOMA OSCTOSTENBCTB, KOTOPAN HE NDOTIRSHEM 37
HeT OmEa ODWWEHON TOro, UTO DeHHANDHAA AUNHOCTD, HMCHONHeHNAA
CanMY NyUmMX HAMEPEHH}, DacTparHia CB0D EnaHb, NDPSCHSLys He-
AocTOflHHG HedH ¥ UDeRaBanch NycTHw paseieuswusal” /27/., Cae=
AoBaTeRbH0, Héegs [ogjoasduns - 570 TAX08 Z& BAXOHOMESDHOS
GUSECTBUE "P6X OPPOMHEY NPOTHEOPOUHH RUSHHA, HOTODHE... BEIH-
KAX ADfSH JUNADT C6PELA, & NpOCTid BHymam? padozsnue; KOTO-
DHE PeHES JejalT BpArOM YeZOBEUSCTBS HIH REPTEOH colCTmersmX
erpacrent™ /25/. ‘

oFH me IpoTEBOpewHs aHrgmiickoro Gypsyaaﬁo—,naopm-lcxore
c6gecrea I-ft ppern XIX B. OCycaoBuM TpPArefy® U PepoyHH PO~
uaine, Homeramc Bepwon. K Helt momer Owrp jaze Coxplie, WeM K
Tomoasdmuy, OTHOCHTCA BHBOZ O TOM, U0 ByabBep NpSRDACHO mo-
-HYMAN OUHO W3 BazNoimuX OTHDNTHN CKOTPS MCTODHUSCEOTO W8I0~
BeES, JopumpyeMoro smoxok /26/. 3ro ofyH us HanboXee MCHXO-
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HOTHUSCKH paspaboranmuX, XyHOEeCTBEHHO N RNSHEHHO [OGTOBED-
HEIX MOHCKMX 00pAS0B B DaNHeN TBOPUSCTBE NHCHETENA.

-Bynspep OCOCHOBHBAST COHEANBHO-KGTOPHUSCKYD Hpegonpere—
BEHHOCTh HOCTYHEOB W UyBCTB jOueDH CERHOTO [ABODHEHWHA, OUGHB
pane neaHaBmed Ha cefe ReCTOKOSTH ofmecTBenHOTe YyCTpOHCTBA
luraud. Me®s 5a oO6MAN, HAMECEHHHe OTHY, OHA POTOB& HS BCE
pajr npHOGDETeHHs NpPOUHOTO B BIMATENLHOC NMOROEEHHS B 06—
mecTse. Le NoBejienne NpH Beelt ero NMpPOTMBOPSUNMBOCTH oOycHOB-
JEeHO CEICHHOCTRD K CHOCUSMY ®AK XepaKTepHol uspre Upabsmux
KAaCCOB CTpPaEH, Tde "waxiuil CTpeMMTCZ HOXOEUThL HA KOTO=T0
Ipyroro, HAKESCh SaNoiyuwTh JAecTHoe © cele uHeHWe OXpyRmaw-
max" /27/, a TaEme coipaibHEl OecnpardeM Ogmusxa B O0LECTRe,
ROTOpOe CunTasT GEHHOCTL HADYWEHWeM MOPAJLHHEY 3aHOHOB.

C ofpasow HoHcrase cBAssHa mpuTHEA JMAOCORHM YPUIMTODHI-
wa. o cyTu WHMeHHO yTHAMTADHHA NORXOE ®. RUSHM RPERATCTBYET
uposBAsENY Beex forareT® AymH KoueTaHe, HCRAFAeT ©8 UYBCTEA
¥ TNPEBOHMT 66 X TAKOMy X6 TODHEOMY OCOSHANMD CBOSTO HOpame~
HME, ¥aE W Uonomsduma. Ha pamsom gTaNe GEOSTO TBOPUSCHODO
nyry ByaepBep eme He MOP NOEasarTh NO-HACTOAMSHY UHEeABHY® B
KUSHEHHO &RTHBHYD SHUHOCTb, CHOCOOHYD KE TOABXO TIPOTHEO-
cToaThy ryfurensHoft gumocodur OeslesTeRbHOCTE B YPRIETapHOh
JORTDHNEME, HO HA JeJje NpYMEHHAT: CBO® JADPOBAHUE. o

NozToMy ecam Bo CMX DOp OTHOWGHWE IHCATENN K CBOHM e~
pomumy CHMIO OJNHOZHAWEO HOJORWTENHHHM, TO HOHCTaHC BHSHBIET B
HeM HpOTHBOPSTHBHS UYBCTBA: eMy HMMIOHHDYST ee WHTSMNSRT,
HeaTeubHEl XapauTep, USAbHOCT: (CaMO e HMA TOBOPHT O NHOCTO=
HHCTBE, BEPHOOTH) — HO €U0 ¥ OTPANKABAST 0 YTWINTApHCTCHAS
nosuITiA, woRmd O USATME OHA HH Gia UOTHBWDOBAHA. BUINMO,
orolt oed0eRHOCTDD ABTORCKOTO OTHOMSHMA ¥ TOpONHe N OJbACHE-
wyen mpamEs ofpanelss asropa ¥ HouOTaHC, ROTODHME nsobulyer
POEEH.

OCpamernd x HOHCTAHC — 970 CTUANCTHYUSCKOS CPSICTBO HCH-
ACACTUURGKON XSDAKTSDACTHER N COLMANBHONA EOHUDSTHSSIMM 00pa=
33, ¢nocol HODRIABHO-STHUSCKON OIEHKM €6 UOGTYNnoB., (Pmeuas,
WEo MSHBTH, BIMATEABHEN My®, yCUeXs B NONHTHUecwo# obepe e
CIANARE TEPOWHY CUACTANBEe, DyabBep ofpamaerss ¥ Holt ¢ Taxn~
¥E cRoBmMu: "YBW! He NOXO®e MW GIAWEHETRO, LEPYSHOS IPHHAD-
HSEMOCTHD ¥ BHOEEMY CBETY, Ha TY 3ax0ffoBamyy® yJam, Wra,
NOPASAN HAC HACMEPTH, OOJAIEST MMEHHO TAMMM NApOM, KOTOPOTO
Hame CepEus Soxs@e -Bcero wexano?” /28/,

(fpas Homerase CBHOETEALCTBYST O COSHATSNLHOM GTDEMISHWH
Byz»Bepa ® USIOCTHOMY OXBATY UENOBEUSCKOTO XaDakTepa. B Hew
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[ONETEA DPOCHAefdA®h nponece (OpMEDOBAHMA UYSAOBOUECKON JMHUHO-
CTH 7ICH BOSHelicTBHEM HCTODHYOCEGH ReflCTEMTEeNLHOCTH M COMf—
anbHOft CpefH peamMdcBaHs GOXee NHOAHMO, Wex B ofpase ['ogonbdu-
Ha. B cymEOCTH MM He 3aMEUfeM BHYTpeHHS! SEONDNEH IARBHOTC
repos: O BpEMeHeM MEHADTCA NMIb erQ BHOmMEA CEIMK, TeMISpa-
MeHT ¥ MeHepH. B ofpase me KoWCYaHC weTxHO BHDHCOBHBRETCS
BHYTPEHHAR JHHAVIRS H WETCINEKTYalbHO-NCHYOZOTAYSCROS [a3BH-
Tie. CHauaie oHa ceMa yoTamaBiWBaetT ia cefa “Npeied RAXKOMY
UyBCTEY, HORPe38eT HPMIbA KAmUON wMOAM, Epowe ogHol® /29/ -
MucHH © Mectd., Camras cefs GiaropojHee W BINS CBOSTO CBeT-
CROTO OHDYNMEHHAR, PEpONHA YBepeHa B epoeofl HOYASBMMOCTH - HepdH
er0 BAWSHHeM. HO CO BpeleHeHu oHe HoUNHAST NOHNMATE, WFC, Oy-
HyuwR “THeCAaBHOH, CRIOHHOW ¥ WHPDHTAaM, TODRO#, He = NO-ESHCEK
felles TOPbRME MHCJWM U Cypowe mmsHM® /30/, mEven He oTiMug~
€TCH OF NYCTEX H ESCTOXMX BTOHCTOB~2PHCFOEDEFOR.

Opaaxo peficrumm KoneraHe DyROBOSNT NS TOJDKO CTDEMIC-
HWe OTOMCTHTD 32 OTHa ¥ HO TOXBKO OOX: 38 HODYTaHHYD MONO=
FocTh. J Hee €O BPOMOHEM BOSHEKAST EmeNarme “CORDYUHTE SHAY
TOT'0 KpyTa, K EOTOpOMY OHA NpHHAfEema’s cawe, B ROTODNA BO-

EEa JMmD KA TOT0, YTOOH yumarses” /31/. KoMewso, s3meCh He
cremyeT sme@b KomEX O 70 BN Owio OywrepcREX Dodell: pews
AfeT Jub 06 yCTpaHeHMM FBOPAHCTBA OF [OEMTHUGCEON BAACTH,
Y7o K OHEC [OCTHIHYyTO Ouigex o pedopxe. OfHero cema HODKFKS
By.nbaepa cosmarhb ofpas “GNyHHON BOUSDH NBODAHCTBA", BHCTY—

" nemgeft NPOTHB CBOEro KI&CCA HA MOMETHISCKOR apeHe Ome Gosp=

MY HOBRTODCTBOM HE TOLBKC Mid aursRHcROre, HO X JIEF MEDOBO-
ro pomaHa Haueda XIX mema.

Byapsep He 0folpae? NOAUTHUSCKYD AeATeAbHOCTD Komerame,
nojaras HNONMTHEY - "HemeHCEMM" JoaoM. JOHa32TCAbCTBOM STONY
MORST CIYRETD € XapaKTEPHCTHKA B SEHHTS MONNTAMSCEOTO BIAS-
HEA ¥ cXaBH gasopwrrn I'sopra IV: "Ee yw mce OGosee oTWeTEHEO
nprofiperes MyECKHe USpTH; TEMHNC IEG33 CBSTHENCh CYDOBEM
Grecrom; yrHOKe peEHC H3rumfens HemHme I'yOH, & JOCTOEHCTBO
mMasep, Nprcysee eff, HpHOBpPERO OTTEHOK RECTOKOCTHE I BHCORONS—
pra® /32/. Tem He wence, NPOPHBONOCTABIAY 3SHATHY HOZETHROH
sroucTHRecKol GespesrexpHoctu I'ogosbduia, Byassep omges
OpegHovreHre anTisHOK EnoHeERof mosmnpr HomcFaxe.

Bee e mawmmas ¢ 4] ruabu Ha NEPDHA MABH CDEETHON —EWEEE
FepOMHM BHIBWIE8eTCH DACEDHTHE CHSIM{MEN ce B3aMMooTHomem:R
¢ PoponbduroM, SHEEA 38MyZ 32 ROTOPOTO, OHA BHEYEISEA Ofpe-
HYWITh CBOE CYHOCTBOBGHHE AREDb 3a60Tamy O cemefiHoM CUAGFRS H
graromosyuun. Taxas MePaMopdo3s OPHBCIMF X TOMY, PO HOCEYN-
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k4 HoBoTEHC KOe-TLe IEPEecTanT COOTBETCTECBATDH  JHATIABCHY €6
HATYpH ¥ TOpALT YOejNTeNbHOCTh. Xapawrep o pasuHuieruil =
THepoRHBAHAY TAERE CTAHOBATCA HOTHINUHEM JJIS €€ HHTOIACKTa.
TOHKER TCUXOZOTHUECKK] QHANNS JMUHHX BSAUMOOTHOMEHW! IepOMHA
OTOEBHracT Ha NepHQepHD NOCASZHMY TNaB pOMAHA COLMaRbHEL
KpUTHOYM3H H QEIOCOfCRO-3THUECKYD NPOCISMATHKY, UPHIABSE ¥
KEMEPDHOETh, XOTA K HE OCHSONAA HX JpaMaTHIMa.

[pamaruuecKoe HANDAKEHHE BTAX T'Iap BHTEKAET B SHAUNTENb—
HO# Mepe u3 KHOXAWSMH, csasupBawmelt Togpoxeduna u Homecraue ¢
Jompnnodt,  Creymduka 270 KOANMSHN ONDSSARETCA TOM, UTQ
HoHcrase ¢ ee TEEpIHM M ACHHM BIIIAROM HA Jnme#t X Ha RusHb,
NpefcTaBNANTAS B POMaHE CTPEMNCHWS &BTOpa "OTHACIMTh YelNOoBeka
sppasoro cmmeie® of "permma npupopw® /33/, He cnocofHa B
omMURe 0T MyZe NOXUMHWTbCA biuaunp Jouwans, cTaBmelt sHame-
HATOY Npefcuasareaburl. YyBCTBYd HACKONBKC MyUMTENbHH fepe-
EWBAHAR cAalcxapaxtepHoro I'ojoabduna, HoueraHe OUBACHAST BT0
ne pelicTEHeM 0COGHX ﬁmmmos, HCTOUBEHMITYE en, a GoxpHON COBe-
CFBD MyRa, KOTHe~T0 npejasmero Jemwnay. :

Ho smecTs ¢ Tewm TopoMHA HAUECeTCH, YTO NepeRuBaHuS ['0-—
HZonb(uHA CBHASTENbOTEY6? O BOSMOXHOGTH €F0 BOSDOXRNSHHA s
NEONOTROPHONA JesreabviocTd. (Ha H®e YuWwrHBaeT, ¥aK TRyS6oxo B
ero Iyme YCTHAA KOpHM Qurccodns Go3ISATEABHOCTH ¥ NRCCHE-
H0CTH. K HOHNY pOMaHA QaTaNNCTIUECKOS MHPOBOCHDHSTHE, CBi-
samxce ¢ ofpasod lofoapfuna, pacnpocrpanseTes ¥ Ha ofpas
Koucrane, npuolperad OpH S5TOM PasiMUHHe CTHIMCTHYECHHE OT-
TeHxK. CyEn0a ®ax Qarym Bomnowaetes To B ofpas 6ypu, mOpu
EOTOPOH reporHs omymaer YCropelt oTvUamHue, YoM EeJaHHe GONDO-
THBRATHCA” /34/, TO TeMHOW DexM, UbK BOZH TOTOBH COMRHYTHCH
A CYHDYTAMH, ' __

Bamswy Ox asTrnofos omonsuse WA Guna Komerame, WTOT ee
0yAB0H weR OUESGCTBEHHOH JesTeNbHMIH He MeHee TDATWUSH, uem
 &Po oyamta. Pagy OTMISHMA DAPTHH, XOTIA-TO NpefaBmedl es oT—
U3, OHa, CPaB (ABODHTHOR KOpOJA,. O CYMECTBy PACTDATHAA Cels
B BOMMTWUSCKHX MHTDHPRX. [locIe YTpaTs CBONX TDHBHIETHR €O
cMepren [I'eopra IV Homcranc ocraeres B OJUHOUECTBE. J33ech
omymaeresl Payfoxoe pasouapoBanue Bynbeepa B GYDRYSSHOM M~
CepazusMe H® B PO3YAbTATEX NapiaMeHTCxo# pedopuH, aRTHBHEM
CTCPOHHMHOM KOTOPOR OH CaM HENABHO BHCTYNAN., ’

Ho nax 8w CySEexTHBHO HM OTHOCHJCS ByabBep K YyUaGTHD
RSHIMHM B OONUTHUECKO! Copb6e M eTro’ MOCAGHACTBUAM IJNA RSHCKOH
cyis6d - ofpas Komerane, yHOBISTBODEHHO! TeM, UTO OH& "BHeC-
I8 FY wAXYD JENTY, KOTODAS MO3BONEHA eif, [JIf yCKODSHHA Hajl-
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BHEPSNUMXCA BOAHEMX nepewmer” /35/, B srom misHe  XApaKTEDOJO-
PHYSCKM CE/38H © aXTHBHON OONSCTBEHHOR HeATEABHOCTBR NIEPSH0-—
Bix aHrgmusHok womma KVl - wavame XIX pera, u cpemm HEx -
Mapu Yomeromrpapr. Hepapow KoHCTaHC T2 WMMIOHMDYST MOHOJOT
Gpocawvmero esusop Sory Carams #s “llovepsmmoro pas™ Munbrtoua

(rz. X¥). B vopuecese ByabBepa nomoSmu# oGpas Gomsie me no-
BTODUTCH. : : '

B moucxay aNbTEPHATHE DEBOALIMOBHO=-NEMOKPATAUSCKEM  Npe-
ofpazcBamyimd, x0TopHe ByabBep HE NpHEMIeT, OH CHNOHSH ofpa-
TATHCH K BECHMAE DACIUTHBUATON DeAMIHMOBHC-3THUScKeil POTpamMME,
HPONATAHAWCTON KOTOpOfi B DOMAHe  BHCTyHee? Maspeswns. B go-
HEUHOM WTOTe NPOTpeMa UGCIeJHSro CBOEMTCR K TPAKTOBKE pe-

AWTHOSHON BEpH  KeK CHFHCTREHHOTO cnocofa 3amofHeHMEA “ymac-

HOT'O BAKYYMZ ... RHSHM", NMOCKONBKY B BEPe JQEIDUASTCR CEHpeY

‘HANIETC MOAHONEHHOTO USHOBEYECKOTo npossacHma® /36/. Ho B wem

NpaxTHYeCRK MOEST COCTONTD NOAB32 OF TAHOH CDHEHTAIHE Ha De-
AUTRW ~ CCTESTCH HEdCHHM. ONNsojuuecnr-genEaparmpmnufli o0pas
Mengesnna ¥ETepeCsH JHNb Tem, WO OURSKTHBHG BOHIODAST. 38—

. poxEmerMe nnsll “XDHCTHAHCHOTC COIMAZMSHA®, CBE3SHHOS WMOHHO
" B 3TH rogH ¢ gesreneHocTRU 8. Mopuea. Oromgecrmiarh aBTOpa €

MexpepufieM ¥ BMISTD B HORASPADNEX HOCHESREr0 NONCKATCILHYD
oporpesyy BysbBepa HE caefys? Npamge Beelo NOTOMy, WEO oH
HO~-IpeRHeNY YCHGHHO DASMIUAAST HAE HYTMTI NDPOBDaNGHNA MHG-
aamel ZEUHOCTH B HeliCTBYTENLEO NONE3HOTC W SXTHBHOTO WECHAE
ofmecena. C oTmM  cBaEBaE sammceX ofpesa Pogmmdde.

Hax u Homerare, Pspraudd Zelser NOONTKY CEICHMTD CBOSTO
apvra Tojornfume = AaxTHRHON NeSTeIbHOCYM He GAarc mofmms:
“UanoBek He MORST ONEb CUACTNAELM, GCHE ¥ EENc HeT OodM B
EBeHM", - TOBGDET OH. "HoyumTect - OAaTCTBOPHTEALHOCTH;. 3T0
eJ¥HCTBEHHOE CDEFCTBO OF MEJAHEONMH... DB JONEEN Y¥BCTECBATH
32 NPYIWX, & VWHaUe K UYBCTBOBSTh HS CYOW®, [IpHCOSHERWTeCh K
KaKOMY~HUGYRb GOISHNOMY Hely; OTYeTNHBO MBMePhTe cefe el K
cMeno wmiMTe K Hell, ncefl Aymoft Bepd B Dofefy; xak GCoxsmofi

E:O]_:iaﬁgm9 sTa IIefb BHHCCET BaC Ha rayfSoxme BOEH o0@ecTBeHHOM

DeATeNbHOCTY, NOMOKET BCI'K0 NPeOUOJeTh HeSHAUMTONLHHE AMMMLS
nevam” /37%/.

Ho Bce oTH COBETH GCTRUTCH cme OGoNce NERNapaTHBENME, Wel
B pauMX pomerax Byabsepe (“Orsepmemsmsit™, “lleasw™}. FEeam B
HMX X07Z Ox Gojce WM MEHEE NCHXCNOTMUGCKE § JOIMYeCEE J0-
STOBEPHO TDOCHSHEH HPRBCTBOHEEHR IYTh FEDOGE K Tk MEPOROS-
3peHveCKHK - NOSHIHR, TO WyTs K =M Pegzanffe - Tagoro me
SOK3GIMUSCKOrO Tepos poMaHs, ek i MeHpePkEs, - yEe He o~
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wazar. On 0O cyTw BHCTYHaeT MaNOylemMTeNbHHM DyROpOM AaBTOp-
cruE upmelt, 32 KOTODHMY - He Oy HaeTCA RUIHEHHO yOemuTeNbHEH
Xepakrep. DyapBep, OUSBHOMO, HCEPSHHS XOUeT HaleATBCH Ha TO,
upO MeHHO Hporpamme Poaxuabda momer cTafk ocHOBOK IS TaRHX
peficreull, ¢ DOMOEHD KOTOPHX BCS “ryGBTeNbHAS CHCTEME OGCTOH=
Tenpcre” momer OwTh - “eci¥ We ICAHOCFRD YoTpasweHz, 70 0O
wpalisell Mepe ®OTFY? OWTb CPIAXSHH, CMATUSHH, HOKOTODHE 66
shemenza® /38/, Ho wmenHo HerispaThSENe TApeaAN Peimmudds ob-
HaPYEWBADT Y30CTh ¥ OUD2EEUCHHOCTDh NONORWTONBHOA mporpasem
aBTops.,

Yovern Tore ByJisBep KR HET, HO CDECTHO-OCTETHUSCEAS CHE-
infura ofpeza Poprangda OOBEKTHBNMGC HNOZBOJET X BHEOLY ¢ He-
GOCTOATEABHOCTE ere NpOrpasma, [oBT0My B CPABHEHNY GO BOSHE
npemuEymEEE powerases Byaseepa "Tomors{ue” B CYEHEOCTH CEa3N-
saeves poweHoN 083 DEPCUSETHBY. D HeM BHOBb HaUEHAET OmY-
1aTHCA AHCATHCTRYSCHSS HOHUSTIHA MMIHE KO SaMEHYTOTG XD¥TE,
232500h, NpsogofesHad DyabBepow nocse “Oomaempa” (I8271.
Sro, HECOMHOHMO, OOBACHASTCH TeM, uro "LDyibBep B STR FOEM
I{y(? pubaferbAee, YeM HOPeREe, O0CO3HRN BCD WEPGTY npobGies,

TeRmmx nepefl Awrmme®t cpemmux gecsrnrernst XIX 8.7 /39/.

Haw 0w ®x  6mE "Tolome@me®™ cOCpSIOTOUSH Ha cbmoco@umm
NCHXOACTHISCRYX MpoSAeNaX, COIMaAbHO-EKDHTHUSSHAN TCMESHIA
S HeM BeChkua ouyTMiMe HE TONDRC: B (e30PCBODOTHCE OCYRNCHHE
HWHEPTHOCTHE ¥ USCCHBHOCTU TEPOR MAW NEUANbHHY WPOTOB [DOEETH-—
yocpol feaveasncctn Homcrame. Ome pacnpocrpanserca Byasseptu
¥ Ha TY COUMSIBHYD CMCTEMY, KOTODaR Hacaxisew, ¢ OopHofl oPo-
ponxl, JanbmyEE U pasiaroumEil HEOUNTHHE YMH HUeaN IONOH B
HACHAWAEHEA, & C EPyroli ~ B KOHeWHOM cueTe CHOGKCTCHYD
“QuI0cofuD” CEGTCEOTO COMOYTREPRICHNUS.

Kar ¥ B mpegmpywusx powamay Byrsmepa, B "Tonomsfume”™ So-
OMaNPHES KPATEKS BalpeBICHZ B OCHOBHOM HE EHSHCHHYD NDaRTHEY
¥ HpaBcTBeHHnl] oOBMK NpefcTaBuTenell BHCmerc creta. Haumpaer-
o 970 pasolzavemms ¢ ofpase CoBHma, DOACTBSHHMRA repod, B
KOTOPOM DACKDETH HAWOOZES THIHIUEWE USDTH ¥ [ODORM SuTENf-
OKOTC ¢BoTcEOre ofmectBa. Jalywansmi BHauass ®aEk o6pa3 Ho-
BADHOTC HCKYCHTEAR & pOKOBOTO D23BDSTHTERS IISBHMR repoii,
CoBna, ofmanc, b B NEPBHX riaBaX DOMAHA HAJENEH HEROTODH-
MR UepTaMN TOTUYECKOTC 3JOHef. OTH UePTH BCHODE CHEHADTCH
UCTRVRME COIBANBEG OCOCHOBEHEHNMN TOIROBaHMAMY er0 NOCIVHECE &
ococlOerHoCTel XaparTers.

Nogxogs r msolpazeHsy K ONEENE leopfﬁ-!GTBa IFEISOKTRISCHH,,
Bysppep Zndfeperumpyes cROS CYHONSHNE ¥ OTHCRBHENM €U0 WISHAN
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COPJACHC MY MOPajbHO-DTAUSCKUM KaUeCPBau. JiscOpasus uepsore’
My=e HoHeraHc, yopha OprEHreMs, TODOUHEM ¥ KOPHCTHEM IDORH-
TareneM WESHH, OH B TO Ke BpeMA COUYBCTBEHHO OTHOCHTCH X
ero marepH, pasbmelt HOHCTAHC NOCHE CMEPTH £8 OTla [CK GBOW
OneKy, M npoéy,zmsmeﬁ B XOJOIHOH ¥ BaMKHyTOll IeBOUKEe HACTOH~
Hyn FouepHws A060Bb. HEODEMHADHOCTH, WHAMBHEYAJbHOS CBOECH-
pasue ofpasa Jegy OpHMHTEM - CBUUGTENBCPEO NCHXOJOTHSME
ByasBepa, Bce Oonee oforamawmerc unaofpazmeHue | aHIMHCKOTO
JBOpAHCTBAE B 70 poMaHax. Ho sPOoT 06pas — OCOGEHHC B Kpy-—
Ty MDYrEX NPEICTSBMTENe# BHCWET0 CBETA - JIANb UCKINUSHNG,
nogFBepRIabnee o0yD BaKOHCMEPHOCTE, , '

Hax OH MpespwTenbHO HW OTHOCHAWGH TEpOW POMEHA X GBOEMY
LBODAHCHOMY OKDYRSHHD, OHM BCS K6 OCJMNKOM TECHC GBASAHH €
MHPOM [DBOPAHCTBA. [I[DOTHBONOCTABASHH €My TONLKO A&CTPOAOT
Bosxrmas @ ero moup Jwrmana. Hacxombko OTHomeHwe DByasbepa x
. HoHeTaHC EBOMCTBEHHO, HACTONBKO RE OTHOWEHXS X Tolpuane ofHo-

BHAYHO, UTO TAKRe BaMETHO ¥ B CTEIUCTHUECHUX CPRLCTBaX Xa-
PAXTEDVCTHEX BTOr0 ofpasa. "Bemnas Jomuaaa! CuOmeP JU- uHTA-
Teab, Upa3fHo npoleravmuit riasaMd STy CTPRHMY, XOTH OH Ha
¥MP [OpagoBaTheH TBOeH KpoTrOl pa,aoc'm, TOCOYYBCTBOBATD TBO-
eMy TOpbROMy TopR?” /40/. '

PomenTyuscyy OZHOSHAUHAR Jomuaia He IDHHALAEXRWT ¥ Hep-
BONISHOBEM 00pa3aM - o€ XApax?ep DACKPHBASTCR Uepes CcoMNo-
CTABRCHHE ¢ TEpPOSM. 00a oum He TONBKO "RAJNEXH OT PeadpHOTo
uppa”, HO 1 He NPHSMAD? MUD, CHSTABIMY HX HECUACTHIDM, Onxa~-
ko Jomzae HOCUACTAMBR B CHAY HeCIATOUDHAPHC CADRUBINXCH O8=
CTOATeNBCTE, 4 [0NoasguN cax oTfepuysica OT xusuy, [HABHOE W8
0, uTo JGImANe OTHON> He OCBGHOTBEHHN SIONEMTDHUSCEAS HACT-
DOGHHA e BOBJUCISHHOrOC. HO‘K&}B"BOB&B BCeM pamy JuisH, OHR
TAy00KC THOTPACEHS WSMEHON, OCHODPOAEHA NOKDOBHITSNBOCTDEHMEM
orHomeHner ® cefe [omonsduuia, OmHAXO He RensHde OTBSTHTE
ogroplrenney [ofonsdwHy DYROBOZUT oM, & CTDSMISHWS DACKPETS
§70 BHyTDEHHDD yEepOHOCT:. “TH muBemb B  OXHOM »&ps, & Jyma
7BoA - B gpyrow" /4/, - numer oua, yXofs oT Hero. Korma

‘Togonsdus mpepAsraet eff MATEPUANBHYD INOMOmE, OHA BAABIAET:
“Yrie He HYXHS HEUBbS MANOCTH, § HAyUWnach OcaMa 38pafarHsats
cefe Ha musHb” /42/. TopmocT: # cTOHROCTh TOXNHYTOR HEBYmERH,
oHe3aBUelCA CHALHES aPHCTOEpaTs [OfonbdHHA, CBHISTEALLTBYeT
© BCE BOSPACTAREER AKTHBHOCTH TyuammsMa Byanbepa.

Kax 6m na Oun snusogduss ofpas Jmowaax B0 BTOPOR nonosd-
He DOMEHA, HMSHHO BReCh OHG BHTAANMT fojee HexbHON u Heszasn-
cmoR, wen HoHeTaHC, OTORSEUAA OF NONATHUSCKOR NeATSABEOCTH
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[ TOrpyReHHen B ¢BOR JRUHHE Hepervsamug. O6pazy Jhmmom - o706
eme OfHC [AORI3STENBCTBO BOBPOCHETS ™ 10 ~ CPABHEHHED C DoHEMMR
pomexamy ByibBepa KPHTHUECKOrO OTHONGHWS E NpSABHETCPHAHCHOR
Auramm mnocae  pegopus 832 v Vivemmo mOSTOMY - NHCATEAE CFpe—
YHTCH K 0Xee USTKOMy BHABAOMMD He TONBEO MHEMBHAYSABHOH, HO
TARES W COLVAISHO-RARCCOBOH CYmMHOC?H nepcoHazell pomass B WX
BeamopeficTBNE CO GBOMM OKDYEEHHEM W BpeMeHeM. oOF0 X Ompeie-
aneT XyJAomeCTBerMOe cBoeofpashe pomewa.

OHO NposBRSeTCH NPERENE BCEre B apeeHame CPeNcTB XY HORe—
CTBEHHOE XaDBRTCDHCTEEN OTNONbHEN 06pasoB. Hax m B Dpeg-
HeCTBYNNHX NponsbefieHna: BynnBepa, He HEpBOM MeCTe 3Hech ab-
TOPCKKe OUeHKW. Hax HpaBRIc CHausha KDATEHe, AeKOHWUEHE, OHE
BEACHTNT OFFY IOMMHHDYWIYD YepTy HEPCOHARA HS BCH ere poMal-
HYD RUSHb: HHTpHIeH -~ 0 cPapom BepHoHe; mrpor -~ o Cosuzeg
"wympsEull SOCHMUEK DHPORON'® KPYTa BHCOEODOJHHX meHmME® /%37
- ¢ Dogoupguse B pandefl wroeTk; o HOHCTEHC KoK O ROHNEHE,
“cosmauHofi mpupomo#, urolu GHPh TepomHel WM KODOJeBofi, & He
nosrou wm Gurocedou” /44/; o Jommmie, mOTOpas “HENMPOM3BOJE:
HO IIOBHHOBANACH KamOKy CBOEMY NOpHBY" /45/. Bru sewevaunsg
HONyUanT 32TeM KOHEpDSTHHE NONTBEpRUCHUA B SeHCTBHAL K CHCCO-
Ge MMUIEHHA T'eDOeB, BO BHEWHWX NPOABNCHHAX WX SMomuil.
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' THE FECULIARITIES OF THE GENRE AND STYLE
I ¥, BULWER-LYTTONS TOVEL "GODOLFPHIN"

G Perminova

Summary

The artisle deals with the definition of the genre of
Bulwer=Lyttonfs novel "Godolphin™, the characteristics of its
main.imsges. problems and ideas, its artistic means and sty-
listiec feasbures, In this novel the aubhor follows the tra~-
ditions of the English “fashionable™ novel, definitely the
zeallistic tradition of Jane Austen. As to its peculisritiss
of the genre and style, “Godolphin" may be defined 88 an
unquestionsbly romantic, socio~psycological novel.
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IVAN TURGENEV AND HENRY JAMES:
AFFINITIES AND TRADITION

Pamara Z a1 it e

Latvian State University

The significant madifications ¥that took place in Euro~
pean and American pruse during the burn of our century lead
back largely to the writing of Ivan Turgenev (1818-1916), and
the aesthetics of Henry James (1843-~1916). .

Turgenev, Russian to the core; spent. a large part - of
hisg life in France; Henry James, preoccupied above all with
America's culbural future, lived for 20 years away from Ame-—
rica, and even took British citizenship. Interestingly, the
two great "volugtary'exiles" met on “neutral ground”, in
‘France. = The year of Henry James' birth coincided with whab
Turgenev called the beginning of his literary career; Turge-
nev's deabth occurred when Henry James was abt the height of
his literary power.

Both Turgenev and Henry James btook an active interest
in problems of fiction, Henry James, unlike Turgenev, theo-

retical as well, James' essays include many noteworthy eva-—
‘ luatlons of his greatly admired and beloved elder fellow au-
thor. He kmew Turgenev's work from French translations be-
fore it began to appear in English, and at once discerned in
it the very purpose towards which he himself strove: a cen-
tering on character rather than episodes or plot; a 'sense
of character being the great light that artistically guided
him"q, "He gees all its idiosyncrasies, all its particu-
lars -of weskness and strength... oddity and charm", yet it
is the general flood of life.®

James stressed in particular Turgenev's "humanity and
his great pity"; he combined,. James wrote, "the cute mind
of the artist with the naivete of a chila"e, ;

Thus, if we speak of James as a carrier of Turgenev's
tradition, it is a tradition in the sense in which 7.8, .Bli
ot defines it in his 1919 essay “Iradition and the Indivi-
dual Talent" - as enanating from a sense of history amnd, far
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from imitatlon, based on conscious choice, a sense of affi-
nity.

Indeed, James'® essays on Turgenev amoumt tGo & formula-
tion of his own views with regard to modern prose writing.
Turgenev'’s art was "... too insidious <for instant recogni-
tion, an art that stirred the depths more than +the sur~
face"BA Turgenev ... is in a peculiar degree what I may
call the novelist's novelist - an artistic influence extra-
ordinarily valusble and ineradicably established"®, .

Like Turgenev, Henry James was modest,. unsure of him~
self, permanently sglf-critical, And like him, he set man
and his moral values above all else. It may be added that
both great artists found ~true acknowledgement long after
their death, and thét neither of them ever married.

They wrote in the period when the short sbtory had its
hey-day - a time in which the internationalization  of lite-
‘rature was also at its height. Turgenev, Maupassant, James,
Kipling =~ all of them stood at the cradle, 6 of the modern
short genre, opening a millennium to the short story. It is
a genre most appropriate to our modern time 5, the tensest,
most compact of prose, with the widest possibilities of
bringing to the fore the separate, individual, and the sub-
text of psychological experience. Though +he first theore~
tical investigations of short prose as a contemporary pheno-
_menon appeared in America, the English language lacks a pro-
per term for the  French (and international) “nouvelle™ of
which James wrote: ... the ideal and beautiful nouvelle ...
the lightened hour for which appsared thus at last To
shine... . The interesting and charming results such studies
of the minor scale as the best. of Turgenev's; of Balzac's,
of Haupassant's, ... of Kipling's has been .., arrived
a5 soe o ;, For myself I delighted in the ‘shapely nouvel-
le ... " °,

Turgenev has special merits in the exploration of the

- genre, vividly expressed in his “Hunter's Notes"

It is a collection of stories, Jloosely inter-
connected abt the level of acting characters, subjective and
lyrical ~ "spots™, to use Henry James'® ternm, . that  in their
entirety produce the effect of an epic novel (. a specific
kind of lyrical epic. It is true history - & subtle pic-
ture of life; 1t is, in actual fact, a materialization of
Henry James' expressed desire: "I want to leave a mulbitude
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of pictures of my time, projecting my small ‘rotund frame
upon as many different spots as possible’"s. ' '

Analysing the question of genre, Henry James.proceeded
not from lengbth bubt from composition and structure. If in
addition to the Ycentral consclousness" in a narrgbive there
‘was some other node of relationships; +the narrative was a
novel, even if its lengbth equalled that of a tale. A sbory,
or tale, had one definite centre, it was a single "morceau
de vie", and could reach considerable length, in which case
James called it "mouvelle", James' short prose bears no
structural resemblance %o Turgenev's connected sbtories -
these have. obher siblings, such as Kipling's “Plain Tales. ‘
from the Hills", or Sherwood Anderson's "Winesburg, Ohio".
What links James with Turgenev ts writing 1Is its intensity,
-its compositional dependence on character -~ who is presented
“from inside™, and in relationships.

Both Turgenev and Henry James were frequently reproach—
ed by their contemporary critics of lacking architecture of
leaving plot as well as character uncompleted. What these
critics failed to notice was that this was the very thing
the authors purposed. They revealed consciousness, and
consclousness can have no “complebtion" as long as it is~
alive. ‘

Henry James introduces the reader to his personages the
way we meet people in life - we get a subjective angle on
them +thab is usually modified or questioned, or even re-
) versed by our own latter judgement, or by that of the author
or some peréonage. In other words, we have a binocular or
multiple view of the character, Besides, we encounter not
g0 much personages as sensibilities - a term Henry James
frequently employs. The narrative shows action only in so
far as it offers insight into the structures of the psyche
and its mysbterious, incalculable workings. We obtain a piec-
ture of reality as filtered through an individual mind -
from a certain point of view - +the only way in which, in
Henry James' opinion, truth can be honestly conveyed.

This 1s implied in his words quoted above = it is
thiough his "small robund frame" +that he gains and conveys
cognition. Through the subjective to the objective. Hence
the picture presented is inevitably somewhat deformed, it is
a mobile, aynamic pidture, never definitive or stable. The
sense .of fluidity, of open possibilities 1is carried by the
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word itself, The complete fusion bebtween word and idea thatb
strikes us in Henry James' prose leads .%o a re-discovery of
the poetic words!'! potential versatility., As in Shakespeare's
poetry, in James' prose. the word evokes associations in the
reader, The same word used in different contexts calls to
mind various simultaneocusly active meanings, bringing to-
gether different spheres of life, oxpressing a very personal
percepbion. ¥rs, Touchstone's *bristling -elegance” in
"portrait of a Lady"™, the "bristiing hedge of letters™ ‘that
confronts George Dean, Caspar who, in "Portrait of a Lady™,
rejoices in bristling things, the "bristling glaciers™ we
encounter in “"Private Lives" - all these "bristlés™ are deep
down subtly copnected. A straight +translation would be
inadequate; a more pliable, meaningful way of . translation
would have to be found, Bristling .is a palpable, visual con~
cept, Henry James makes +the reader perceive his thought
through the eye, but the eye is an intellectual sense organ,
connected with the brain. Thusf., the narrabtive appeals si-
multaneously to emobion and intellect.

What we see is never fully expressible. Hence, by cen-
tering on consciousness and visual perception of the world
James implies man's intrinsic loneliness, .which is one of
the leading themes in 20th cenbury writing. It may be added
that James himself was an exbtremely lonely person; despite
his ample correspondence and. his wide range of interesting
lady and gentlemen friends,

The problem of point of view can be said +o have been
lavnched by him, at any rate, it was emphatically formulated
by him, He actualised the idea that point of view narration
comes closest to expressing reality as lived by a live indi-
vidual, by subtle unfolding of the poetic word. His fprose
reaches us in a double voice. The parrabive may proceed
from a character's vantage point, often obliquel;y,\’ not  ne-
. cessarily in the first person, implied by evaluations,
choice of vocabulary, syntax. ' ,

Thus, "Daisy Miller" is almost +throughout presented
from the standpoint of a young ZEnglishman Winterbourne in
love with American Daisy. ' The situation is "international®™,
as it frequentlyb is in Henry James' writing: +he gcene of
action-is mainly Italy, cradle of European culfture. The im~
plied confrontation is bebtween American straightforwardness,
innocence and “crudity" ("vulgarity", James often calls -it),
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‘ and Fnglish refinement, scrupulouspess, sophistication - and
hypocrisy., Without comment we grow gradually aware of the
young man's limitations and prejudices, and their inadequacy
to the wari spontaneity, with which Daisy flings herself in-
to her cultural advénture of exploring Italy. She visits mu-
seums, castles, parks in +the company of a young Italian
without bothering to take a chaperon, %thus laying herself.
open to gossip. Winbterbourne is Lorn between his infatua-
tion with the girl, and his awe of decorum and public opi-
nion, especlally that of his countrymen. ¥Yet we discern, as
if in- counberpoint, Daisy's understanding of the situation,
her +true affection "for him, and her desire +o break his
"stiffness®. She could be well compared with Shakespeare's
Rosalind in “As You Like I%", in relabtion +to her Orlando.
Only at the very end does Winterbourne realise his error -
too late, after Daisy's sudden death of a fever, contracted

during a réckless excursion through Rome at night. There is
another minor, Yyebt finely "drawn character in the story -
that of the Italian, whose apparent "brazen vulgarity" wre-
veals itself as modesty and devotion; he turns out %o be
fully aware that Dalsy would have never married him, had she
lived. James leaves the event of Daisy's death uncommehted,
he censures nobody, yet the whole story is impregnated with
pompassion; It corresponds to one of Henry James'! ubberings
in a letter late in life - "Everything is sad in the heart
of man, cara mial"

Similarly, in the story "The UTandscape DPainter" the
central character, an artist, is confident in the absolute
rightness of his self-centred judgment, until a sudden turn
at +the end shocks him into the realization that other-
conscilousnesses and purposes exist gpart from his own. Often,
as in the story “An Inbternational Affair®, the author leaves
it to hig reader to;supplj a conclision. For all his love
of culture, at the moral level he appears +to give prefe-

. rence b0 American Bessy's moral honesty, and not to the hy—
poéritical mother of the English lord,, however, outwardly,
from a conventional angle, Bessy is the loser ~ 1like Isabel
in "Portrait of a Lady®”. In this novel the end is left open
to- the reader: is Isabel's choice to reburn %o her unfortu-
nate loveless marriége an act of resignation or of courage?
Personally, I am inclined %o take +the latter view: she is
determined to shoulder the responsibility for her erroneous

decision and take the consequences.
' 94



Henry James has a group of short stories and obther prose
where +the personages step across +the borderline of versi-
militude, widening the limits of reality, so that mant's re-
lations with the world acquire fanbastic forms. These are
his so-called "ghost stories” - a term not really satisfac-
tory, since they are always firmly rooted in human reality
which includes that of thought, emotion, dream, inbtuition,
memory. -At the core of bthese stories . usually stands some
passion or obsession, oOr an exbraordinary experience +thab
crystallizes itself into a palpable force, For example, the
story "The Jolly Corner™, +hat poses one of man's ebernal
dilemmas — "What would I have been, what would have become
of me, had I acted differently ab some critical moment of
choice?" (4 question posed already by Macbeth as.he imagines
himself standing "upon*the bank and  shoal of time".) Here
a man who had left America +o make his career in England
confronts in a "jolly little cotrrer® in America his own past
self, a once potential present. Incidentally, here, +Hoo,
British and American ways of thought are counterposed. Cleanr-
ly, James is primarily interested in the American, but with-
in the context of sophisticated Europe,

In YA Story aboub 0ld Clothes" a dead woman's Jealousy
turns into a concrete force that kills her sisber who had
succeeded her in marriage and baken over her clothes as well.

"The Turn of the Screw" is particularly interesting ‘and
ambiguously fantastic., Insinuations of various emotions
lead us to different possible explanations <for the appear-
ance, in a home where a young govemesé had been employed by
a handsome man to look after his charming nephew and niece,
of the ghosts of the former governess and her lover. Im her
struggle against these apparitions the governess inadvertent-
Ly effects the death of the boy. Despite the overt partici~
pabvion of supernatural forces, This pilece of prose belongs
%o Henry James' subtlest psychological studies.

These ghost stories are as i1 a response +to the ques=~
tion Turgenev poses at the opening of his own Tanbastic tale
"CoBaxa": "Ho eciu NONYCTHTH BOSMORHOCTH BMEMATENLCTBS CBEPXhb-
eCTeCTBEHHOIC B ReﬁGTBHTeJIBHyD HUSHB ~ [I03BOXLTE CIPOCHTH,
KAy poJb no¢iae 3TOro llomseH UrpaTh 3upabuit paccynox? - mpo-
Boarnacun AHToH CTenaHNy Y CKPECTHI DYKY Ha méﬁmu .

(I include the underscored end of the citabion %o
illustrate Turgenev's dramatic manner that was close to Hen-
ry Jamest),
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Supernatural motifs entered Turgenev's writing begimn-
ing with the sixbies, when he was growing increasingly
aware of the supreme significance of man's inner life, his
psyche, and began to rely more and more om mood, subbext,
psychological reactlons - all that constitubes human reali-
ty. It is this that atbtracted Henry James to him above all.
And though, as I sald, he knew Turgenev .only from transla-:
tions he sensed the tenderness and live warmth of his lan~’
guage-thaf corresporded to his own poetic,He, too, believed
in man " as a carrier of moral values, despite the fact
that his poetic world is also impregnated with treachery
and evi19. .

The "sensibility"” that sbands between <+he reader and
the subject of narration on the one hand limits the scope
of réal:‘.ty presented; on the other, however, it renders
this reality more convincing, showing it as personally ex—
perienced ~ even in "ghost stories”. _ ‘ i ‘

Tyurgenev's stories into which the supsrnatural enteérs

‘arey offten mystical, e.g. the story “Hpnaparm". Yet it is

a mysticism that throws light on the realistic -  as In the
story "JiopoawHo" (Nobes of a Deceased Artist). This story,
incidentally, refers to a cultural traditlon both authors
here under discussion share - that of Shakespeare. The sto-
Ty ends on the final ubtering - "The rest is silence", Ham-
let's dying words. :

independen‘bly of one another, but in constant aware-
ness of the others' work, Turgenev, Henry James, Chekov,
Kipling, Conrad sought new ways of expression in short gen—
res, Their writing mirrors their respective countries, bub
is at the same time ifruth_ful t0 the indizidual, Y1 wanted
to0 characterise closely (as artist) and the thing in the
world. I most hated was +the.danger of being riddled by
type ... (Friends said)...bthat if the type was beaubiful -
witness Raphael and Leonardo =~ the servitude was only a
gain, I was neither Raphael nor Lecnardo - I might only be
-a presumpbuous young modern searcher, but I held that cvery-
thing was %o be sacrificed soconer than character ..." 10
Henry James wrote in his 1893 story "The Real Thing'.

The spiritual kinship between Turgenev and Henry James
is expressed, among other things, in international vision,
combined with seFious concern for national peculiarities.
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Both au‘chors gaw the s:.gnlflcance of de‘call and by pe~
-netrating into its essence they arrived at deeper under—
standing of the world, of man. Both saw a sense of respon-
sibility as man's ineluctable obl‘igation, hence human 1ife
as a process of resignaticn from personal interest, This is-
why in "Portrait of a Tady” James!' sympabthy goes out to
Ralph a.nd_Isabel ) m thé story "The Pupil" <+o the young,
teacher, Compared to Turgenev, Jasmes, +the younger of the
two, who 1lived into the 20th century displays greater scep~
ticism, . greater reéignation& His characters are usually
ironically deceived in thelr hopes, " and defeated by practi—
cal life - but a moral victory is implied, "This is to James
the gist of life; desplte fatets, or life'!s jivony towards
man, human life is not only meaningful to him, but also sac~
red, He writes: "I don't know why we live ... but I belleve
we can go on living for the reason that «es.life is the most
valuable thing we lmow -anything about ese consciousness is
an illimitable power, and though at tmes it may seem to be
consclousness of misery, yebt ... there is something that
holds one in one’s place; makes it a standpoint in the Uni-~
VETSE oo’ 110 _ :

In his own Russian key, Turgenev expressed a similar -
belief in life's inbrinsic valus, for éxam;gle in his novel

' 4 vital distinction between the two authors
was that while Turgenev s world belonged o Nature, Henry
James was ou’aspokenly urban, ‘

The abtienticn that Heary James devoted Lo quest:.on o:t‘
form, the poetic word, composition, genre, brings out his va-
lus system and -his artistic 'purposeu "I am that queer mons—
$er, the artiss, an obstinabe finality, an inexhaustible:sen—
sibility ,.." who sees his task in ", .. catching the very
nobe and trick, +the strange irregular rhythm of life," he
Vwro“-e 12, ‘

Tike Turgenev?s, Henry James! ma’cerlal wag Life in the
widest senge of the word. His highest aims, his most sacred
values are formulated in his beautiful obituary on Turgenevts’
‘death, where he speaks of the nobility of Turgenev's .gift,
and the essentially “impergonal! quali'by of .his writing, "His
consclence was nob that of an ipdividual sse it was in some
sort the conscience of a people.” "He was the most generous,
the mest tender, the most delightful of men; his large nature
overflowed with the love of Justice, but he was also a very
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BIMAHME TYPTEHEBA HA OCTETUKY TEERMCA
T, 3anute
Peabue

Cpepyt Tpamviki, BONENEMX B TBOpUeCcTBO ['eHpx Jmelimca
(1843~I916), noxamylt camoe BHIHOE MECTO SEHMMARET TPANMIHA
U.C. Typrenesa:(ISI8-I883). MurepecHo OTMETHTh, uWlo 002 aB-
TOpa, KOTOpHE CHEK JWYHO 3HAKOMH, MOBHAKOMMIMCH HE, TaK CKA-
3aTh, "HelTpasbHOA" TeppuropuM, BO JpaHIMM -~ KAK ONMH, TAK
¥ Opyro#t 6wnmM "moGPOBONBHEMM MSTHEHHMKSMM"; K3TMHaHHEe B 0COMX
cayuasx ONpejeianoch uHTepecaMu, TpeCOBaHWAMY WX HCKYCCTBR,

Bonpoc TouKM 3peHMs Gollee WM MeHee Haumuag ¢ I, Jmeibaba
- BO BCAKOM chayuae, cPOpMyAUpOBAHHNE MM, CTAHOBUTCH ONHMM H3
RINYEBHX BONPOCOB XynoxecThenuo# mpappu. llosTomMy B neHTpe
acTeTHUeckoro BochpuATHE mupa [ Jlxelfmca crour xaparrep,
BepHEe — COBHAaHMe, & He colurua M cpeja. Hax u Typremesa,
Jizelhica. yripexaxy B HENOCTATHe '"a.pxu'rex'rypﬂ", B TOM, |UTO OH
OCTABJAET K&K NCPCOHAX, TAK W COCHTHA HESABEPHEHHEMM KAk OH
Ha noxycioee. OZHAKO ¥MeHHO BTO COOTBETCTROBSJNO = €ro LEHH.
Ero uHMTepecyeT COSHSHWE, INCHXOJOTMA UeNOBeKa, peaRbHOCTH
MWDA B HHOWBUEYAJbHOM €€ BOCHDHATHH, NODTOMY NOCTOBEDHOH,
JIUUHO nepeimwoﬁ, PeanpHoCcTe ¢ Ompepe’deHHOH TOURM SpPEHHA.

ImeliMcs yCHASHHO BAHMMAN BONPOC JWTEPATYDHHX MAHPOB, K
B BTOM OH TaK®e UYBCTBOBAX CBOD AYXOBHYD GI#30CTh K Typrexe-
"8Ys Beybp KoporTku#t ®aHp - npomyxr smnoxu Typremesa  u Imeifmca,
OH XapaxTepeH mna oToll smoxu, coome'rc‘raye'r ee myXy, ee OT-
kpwtusM (gase B Hayke).

Memmy mpOUMM, WMEHHO B DASBUTHN KODOTRHX HAHPOB BHPASH-
Jach UHTEDHANUMOHAAWBAUUA JUTEPATYPHOPO IPOLIECCH.

[mefhic BusBNAET B CBOeH Mpo3e BOCHPHATHE COGHTH WK
CLUEHH K3 XWSHY HAKVM-HUOYQb OTDENC/ICHHEM CO3HAHWEM, ROTOpOe
CTOMT Mexjy uuTATEeJEM ¥ NpeIMETOM OMMCaHud., OTO, C OfmHOH
CTOPOHH, OPPaHWUMBAST BEBCTBHTENBHOCTD ," a ¢ mpyroit, ysemuusi-
BaeT yOemuTembHYy®w CUIY HOBSCTBOBAHUA, €r'0 HMpaBjiononobre, ja-
®e B daHTACTHYECKMX DACCKasax. XOTH OHH OTIWUADTCH OF Pac-
CKa30B CXOJHOTO =maHpa y TypreHeBa, EOTOpHe UACTO (HAampep,

13% ’ 99



paccxas "lpwmapaxn") MucTHUHH, TypreHeB TOXe Uepe3 CBEpXBEC— .
TECTBEHHOE MO~HOBOMY OCBemaeT "ecTecTBeHHoe" - KaKk B pacCka-
se "lopozpHo™ (3amMcy. yMEDEmEro XYIOKHMEA).

Bee, k uemy JlmeliMC KAk XYDOMHUE CTPeMMACA, WTO BHEE BCEro
HEeHWI, OH BHpPAasWi B CBOeM HEKpoJNOTe Io ciyuap cMepr# Typre-
mepa. OH NOJUEDKHYN €rC CRATOCTh, He TONBKC B HOPOTHOE mnpose,
ero yMenue PACKPHTB BPRCOTYy B OCHUSHHOM, 3HAKOMOM; €r0 MuD
mpefl - XapaKTepoB, HeBHDAKESHHHX UYBCTB, €ro0 @exHOCTD W CO-
UYBCTBYE, WMOD M BHAHHC “OGIM30DPYHOR KHIMBMIYalbHOR Fymm® ,
ero MpOHWKHOBEHME B Tafiunli MWD COBHAHMA. DTOT HEKDOJOI He
TOJABKO ApeKpacHu!l mprmep npoan JmefiMca, HO M mManndecT STHEY
¥ SCTETUKW, KOTOPHM OHAO CYRESHO OKA3aTh DPEHADNES BAMAHKE HS
PA3BHTHE JAWTEpPATYPHOTO Hpoiecca.



EDWARD BOND AND TEE BRITISH POLITICAL THEATRE
' Hilja Koop
Tartu State University

Edward Bond (b 1935) is generally recognized as & mejor
living playwright, not only in England but alse in the West. |
He takes a singuler place as to his attitude %o the writerts
calling, the issues he is dealing with and his dramatic tech-
nigque, rejecting any classification in pegt-Osborne terms.
Por Bond writing is a wmorel activity, he is firmly committed
to humenistic velues and considers it his duty +to help to
create a climate for social change. ] )

, Since the production of his first wmajor play
#Saved" (1965) he has been exploring cruelty and viclence in
all human spheres - in the family, in public institutions,
in the state. Bond believes that the irrationsl and unjustly
ordered class-gtructured technocratic gociety breeds cruelty
in its subjects, sggression being the only response of the
frustrated individual who has no economic or political con-’
trol of his life, In the introduction to his plays Bond
writes: "Violence cbsesses our society, If we do not stop
being violent, we have no Future.n -

In his early plays such as "Saved®, ®Barly  Morning"®
{1968), “"Harrow Road tc the Deep North" (1968) and “"Lear®
{1971} the centrsl question is how to survive in a beastly
world, how to act in a morally responsible way? At that time
Bond could not offer anything very constructive at the
play's end, he was merely "clutching at straws® as’ he him-
self has remarked., He was oftfen attacked by the eritica and
dismissed by the audience who found meny flaws in his plays:
the author seemed to say more about the play in the intro-
ductions and programme notes than the plsy itself was saying,
the text could not be reduced to the literery message it en=
coded, his parables, historically and  geographically dis-
tanced from present-day Britain, were baffling because -of
their uncongentionsl structure and absence of & serious con-
flict, instead of which numerous small scenes functioning &8
images or snalogies of human condition were offered.The pPros

o1



jtracted scenea of violence have been & source. of much debate.

‘During the twenty years of Bond's literary career his
“ereative method has undergone congiderable development. His
ipolitiéal views and dramatic technique have matured,  the
structure of his plays has become clearer, his dialbgue more
persuasive, the dramatic movement more linear.

At the end of the 1970s Brecht's influence on Bond's art

becomes more promounced. Iike Brecht he wants the ‘theatre to
‘provide the audience with knowledge, which must arise from
history or experience, he wants the theatre %o instruct and
the audience to respond anaiytieally and not to identify with
the characters. The emphasis is on the scene as & discrete
.unlt which illustrates the author's intentions. The charac-
ters are presented in their soclial roles. However, different-
1y from Brecht he considers it “important to imvolve the spec-
tator emotionally., He intends to provoke +he audience into
careful listening and ective thought by the very surprise and
shock of the images, Bond calls the scenes of violence in his
plays aggro-effects which precede some imporiant point in the
story or some vital decision in the charascters' lives.

"The Bundle® (1978) marks a definite step forward in
Bomd's work., While in his earlier plays a rational of effect-
ive political action seemed impossible, in this play he sug-
gests an armed insurrection of the masses &as a means of es-
tablishing & just social order, Bond has commented on this
new approach.gs follows: "When I wrote my first plays, I was,
naturally, conscious of the weight of the problems, now Iive
become more comscious of the strength of huwan beinge to pro-
vide enswers which arentt always lighit,easy or sven gtraight-
forward, but the purpose - & socialist society is clear.n

wPhe Bundle® (1978) is one of Bond's answer plays, in
which & poverty-stricken peasant community overthrows the op-
pressive system and starts to build a new, Ifree 1iife, Bond
describes "The Bundle¥ as & New Narrow Road %o the Deep Noxth

as it bhas some motives in common with onz of  This earliexr

plays "Narrow Roaed to the Deep North?P...In both plays the poet
and philosopher Basho sets ocut on a journey to find enlighten
ﬁent. Basho does not find enlightenment, but Wang, the main
eharacter of "%"The Bundle", does.

In both plays Basho comes across a bundle of wvags, ah
.abandoned baby, whnom he leaves on the riverbank to perish. In
the first case the baby grows up without love and turns into
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& tyrant, in the ‘second case "the bundle?” - Wang «» is adopt-
ed by the Fefryman and he grows up to become the leader of
the people's revolt, after rejecting the offer of a secure
place in the establishment and choosing to put himgelf out-
side the law. The last scene of the play dépicts the peasant
. community after the revolution, living and working in & new
rational society, free of exploitation.

“ The story is simple enough when pieced together by the
spectator from the ten scenes into which +the play is eut.
The scenes include visual-poetic images as summations of the
action, parables, symhols, often two or more simultanecus
focuses of action meant to enable the spectator to juxtapose,

analyse and draw conclusiqns.

The tWo controlling forees in the play are the land-
owner who owns everything, ineluding the river 'by which the
people live and which, when uncontrolled, overflows period-
ically and destroys the homes and crops of the peasants. . The
landowner and the river are Bond?s gelf~confessed gymbols of
capitalism and indnstrialism respectively. In scene three
Bond creates a powerful visual-poetic image of +the misery
and helplessness of the people who have no control of their
fate. 4 group of peasants have taken refuge from the flood-
water on the high point of the burial grounds, The water is
‘rising, the hill is slipping into the mud, the graveatones
are falling over, a woman is heard in labour ... off—stagé
the shouting, moaning and sobbing increase %o a climax and
then fade 'into the hum, whimpering and stray cries of desper-
ate people who are at the mercy of the landowner and the
rivers.. When landowner's keepers come to take them to safe-
ty, the Ferryman has nothing to offer %o pay for the trip.
The keepers insist on his selling his son into sglavery for
ten years. Wang's choice is drowning or salvation by slavery
{i.e, capitalist exploitation). His every human instinct re~
 gists, but his instinct for survival finally forces him %o
capitulate., , '

When Wang has served his time, he in his turn finds an
abandoned baby. After intense strugsgle with the dictates of
his heart, expressed by the vehemence of his speech and gesg-
tures,’ he flings the baby into the river, By the shock and
surprise of this action the author seems to expect the audiu'
ence to conclude that individusl ects of kindness are insuf-
ficient, so long as the roots of evil persist. Wang becomes
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&n outlaw,he forms an elliance with the bandits and involves
~them in revolutionary activities,

.‘'However, the play . is not about revolutionsry tactics,
but about moral judgements - how you define oxr judge xight
-or wrong actions, Bend argues that changes in society must
be preceded by changes in people’s congciousness. Choice be~
comes a crucial element in the play, When government sol-
diers come to arrest Wang, the Ferryman has to decide wheth-
er to warn Wang and thus kill himself and his sick wife . or
betray hig son, When he sees the atrociously mutilated body
of Tiger, his son's closest associate, he knows the answer,
he 1s ready for = sacrifice, The violent scens which fea-
tures the torturing of Tiger by the soldiers iz one of the
aggro-effects, much employed by the author before dimportant
decisions which carry the full load of the anthor’s inten-
tions. . : '

‘Ferryman (simply end calmly, as if he no longer had to

gtruggle with his thoughits but - knew what to

S8Y.s5 ). Why are our lives wasted? We have minds

to see how we suffer. Why don't we use them to
" change the worid?d V

_In the last scene Wang tells a parable of a man who
carried the king on his back to the same effect - people
should not be afraid, they must act t¢ change their condi-
tion. A man was asked to carry the king to his home, but he
was forbidden to ask—any questions about his destination. So
he wasted himself away by carryihg the king for years, mnot
knowing that the king had died a long time ago,

On the one hand "The Bundle® 18 a parable aboul the de-
humanizing effect of fhe hard economic and politiecal prese-
sureg on pecple under capitalism, summed up by the visual
image of a bundle of rags, an abandoned baby, on the other
it is & play about the road to freedom full of wmoments_of
difficult choice and wmoral dilemmas where preconditioned re-
8ponges and morel conéeptions have to be wrejected din oxrder
to remove the causes of evil, it represents "a narrow woad,
to the Deep North" for enlightenment, for %he knowledge how
to "judge rightly whét ig zood -~ to choose between good and
evil = that it is all that is to be human.”s

As to the problemg of the play and the suggested solu-
tion, Bound comes close to the Britigh political or agit-prop
theatre, whiqh saw its principal aim in cfeating propseganda
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and‘agiﬁation, using theatrical devices %o explain, eluci-
~ &ste, vemind, end persuade ifs audience to think or act dif-
Eévently. But as to the drsmetic techuniques, there.is a wide
difference, Bond often prefers to write in the form of para;
ble which enables him to tackle socisl problems on ‘& more
gsneralized, universal level, He wants drama %o interpret
the world,'not merely do mirvor ii. In the iniroduction to
bThe Fool® Bond writes that the artist's job is vio create
public images, literal or figurative, in songe, sound &nd
movement, of the human condition ~ public imsges in - which
pur species recognizes itgelf and confirms its identity."The
audience respouse must represent "a movement from angry rec-
oghition of the injustices and irrationalities still brutal-
iéing goclety, towards & belief in men's - ability painfully
_ %o push aside the dead weight of & decadent system and live
rationally, with dignity and humaniity,in a socialist world.,“6
In 1970-74 strenuous efforts were male by writers like
John MecQGrath, Trevor Griffiths end Alan Plater to create &
sbcialist theatre i Britein and build up a working-class au-
dience., However, by the time "The Bundie” appeared the po-
litical theatre was showing signs of decline, as it was the
time of class reireat, The British working class was losing
muchn of its militancy. As David Edgar has remarked,the sgit-
DYop 1S & good wespon in times of heighitened working-class
militancy, confirming workers in their struggles and drawing
pyaetical legsons from thelr experiences, The absence of
mass organizations of advanced workers makes it impossible
Por any theatre group o relste in any consistent weay to the
‘working clasa,’ It must dbe pointed out that BRond has never
sddressed his work to m definite section of the audience, he
bas never claimed o be "a volce of the working class®, ra-
$her "a voice Trom it%, refervring itc his working-ciass ori-
£ita - . . -
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SIBAPT, BOHT ¥ AHTIAHCKAA TOMTYIECKAS JPAMA
- X. Koom :
Pesmoue

TeopuecTB0 JEBaplna boHNa ABJN4eTCA UPOTRCTOM UPOTUB Ha-

CEAN, JUIEMEDHS X TAHXeCTBa. IyMaEmcTmdeckuft mafoc ero TBOp-
YeCcTBA SBYWAT Teleph J0Xee KOHKDETHO F NeJeHampaBAeHHO.

X momny 70-x romoB BAMAnKMe DpexTa Ha TBOPIECTBO LOENA

cTano ocolemno 3ametHuEM. 07 "OheC BOHOPOCOR" OH UEDEXONAT K
"npecaMm OTBETOR", OT K300DaReHVs HECDPaBeMBOTO olmecTsa —K
OOWCKay myTefl ero mameHeEms. OrBer, nauuHfi Bornmom B "Ceepcre™
(1978), wetknf - BHXON B oprammsoBamHoR Gopnde macc. lIpr mo-
CTaHOBKe IpoGieMH X LOWCHE ee DeMeHHA 8BTOp COMMXaeTCA C KOH-
TeMmAME TOARTHIeCKOR IpaMaTyprus.
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"LA COLMENA" DE CAMILO JOSE CELA: .
COSTUMBRISMO ¥ METAFORA FILOSOFICA

Jﬁri Talvet
Universidad de Tarbu

La tendencia social -en la novela europea del siglo XX
estd sobre todo representada por el neorrealismo, cuyo lugar
de nacimiento (tanto en el arte cinemabtogréfico como en li-
terabura) se suele considerar Italia después de la Segunda
Guerra Mundial., Efectivamente, s11% en los afios 40 y 50
surge una gran pléyade de escritores (Pratolini, Bassani,
Vittorini, Levi, Moravia, Silone, entre otros), la obra de
los cuales refleja una sensibilidad agudizada por la guerra
que‘acaba de terminar; un deseo de desenmascarar las raices
del fascismo, mostrar las consecuencias de la peste fantasma-
gérica para el pals y el pueblo, pero también la solidaridad
humana nacida en la desgracia ¥ la resistencia a las fuer~
zas del Mal, Sin duda, muchos escritorss de dicha tenden-
cia hallaron su apoyo espiritual en la filosofis existen-
cialista, cuyas ideas sobre ética, sobre los vinculos int-
rinsecos entre la libertad 7y responssbilidad, habian co-
menzado a divulgarse ya antes de la guerra.

El 4rea de extensidn del neorrealismo es amplia, tanto
en el tiempo,como en el espacio, Dentro de esa tendencia ¥
ese método caben numerosas novelas eseritas aun en los afios
80 7 70 ~ por ejemplo, .las obras de Nabalia Ginzburg o el
peguedic y magnifico guidn Amarcord, -de Federico Fellini v
Tonino Guerra. De otro lado, la divulgacidn del neorrealis-
mo no se limitaba a Italia: una acentuada tendencia social.
-se manifieats en el desarrollo novelesco banto en la Ingla-
terra de los afios 1950 ¥ 1980 ("angry young men"™), como en
Espafia (Rafael Sdnchez Ferlosio, Juan Goybtisolo, Ana Maria
Hatute, Juan Garcia Hortelano y otres), En algunos casos
aislados se pueden observar formas coﬁservadoias; un regreso
casi a la manera narvativa conocida desde el realismo del
siglo XIX, pero generalmente, pese a las diferencias temdbi-
cas o estructurales (la historia de un individuo o de una
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familia ¢ de un entero grupo social) se trababa, sin embargo,
de unas bldsquedas barruntables en el plano estéticos

Uno de los principales rasgos que diferencia el neorrea-—
lismo del realismo anbterior, es el aumente consciente del
grado de objetividad. Ta likeratura nmeorrealista usa smplia-
mente el §idlogo, la “escena®, trata de capbtar las egencias
medlante una fijacidn exacta de lo exberior y visible, En 28=
to,; desde luego, se revelan influencias inmediatas del axtbe
cinematogrifico: se dejan a un lade la explicacidn del fonde,
la relacidn o el andlisis de los sentimientoz o pensamientos’
se¢retos de los personajes; al mismo tiempe ge aumenba ip-
nensurablemente el dinamismo temporal y espacisl; les lugeres
y. los tiempos de accidén se mezelan y se alteren on un r&EBEl
répido.

Como el naturalismo, el neorrealismo.se concentra en es-
ta parte del espacio humanc gue més que ninguna otra estéd in-
flufda por factores maberiales y donde precisamente . por esto
se manifiestan de modo més sbierte y eruel la necesidasd, el
hambre ¥ la desigualded ~-de ahi, lcz origenes del sufrimien~
to homanc, Pero, comparado con el naturslisme, em el neor-
realismo hay mucha més nostalgla; una confianza em la exis-
tencia de la hermosura inbterior del hombre, en la necesided ¥
am en la posibilidad de salvarla. EI propfsito del neorrea~
lismo, igual gue del naturalismo, es crear um decumento, un
testimopio scusador y desnudo, pero ese documenteo soci&lgn‘
emitido por el siglo X¥, es esencialmente lLirice. ) '

Fl smbiente material ¥ "bajo” con su cobtidienided 7 zu-
tina se contrapone a la avenbura y & la libertad. Si la aven=
tura, no obsbtante, ocurre agul; pwede ficilmente adquiriz
rasgos criminales (acorddémonos de la novela plcarszca, de los
tiempos anbigucs): las fronberas del ser son ban  estreches,
cada pasc es materiaimente.tan comprometido, gue Ltods desvia=~
cidn y aspiracién de libertad implica ya violacifn de la nor—
ma "soclal", condena, castigo y desclasemiento por iz sosie~
dad scomcdada ¥y “oficizl™ poseedors del sspacic  del Juegs ¥
de la libertad, Lo gue gueda es la aventura del alme, ouyo
contraste con la crueldad del mundo exbteriorn alimenta vra vi-
sidn ya tragicbmica, ya liricotrigica. )

Por supuesto, no tede literature neorrealista es polifé-
nica o multiplénea., Come ocampos periféricos de esba gi-
reccidn, se formaron el llamado "reslismo de svburbios™ 7 Ia
literatura circumetancial, cuyos defectos bradicicmazlmente fa

108



partir ya @e los fenémenos anilogos del siglo XVII) han side
la escasez de generalizaciones y el retrocesc de los grandes
problemas ante la reflexidn local y costumbrista. .Del mismeo
modo como el naturalismo con sus limitaciones deterministas
devino el acto final del realismo del siglo XIX, en los afios
60 desde el terreno neorrealista comenzdé a - desarrollarse y
autonomizarse una tendencia extrema sul gemeris: la litere-
tura documental o testimonial., Ia trame navrative desapare-
cié completamente, el papel del escritor como organizador
del texto se declarsd mfnimo - por lo visto un ensayo més, ¥
como siempre, wn tanbto ingenuo, de borrar las fronteras ent-
re la literatura y la vida. Las obras mayores del surrealis
mo, no chsbanbe, testifican la presencia del escritor v nés
aln: sus esfuerzos miximes, su trabajo sumamente creative
con el material. . .

"Seris dificil comprénder la peculiaridad perce@tiva y

estructural de los logros més desbacados de la novela neor—
realista europea - incluyameos entre ellos La colmens de Ce-
la - al margen de esta gran rupbtura gue se produjec en 1z no~
vela esuropes enbtre las dos guerras mundiales. El mondéloge
interior, el puwbto de¢ vists milbiple, el juegoe con los pla-
nos espaciales y temporales, con los textos “exbraffos™, ez
perimentos lingiifsticos (éstas son s6le glgunas de las ués
importantes renovaciones que partian de la cbra de Joyee,
Proust, Woolf y otros escritores, para complementarse y mo-
dificarse en la creacién de Faulkmer y luego vya en la de la
generacidén posterior a la Segunda Guerra), Fara resurir de
nodo muy breve el contenidc de estas renovaciones; es anbe
todo esencial la afirmacién de la significacién de ls forma’
novelesca, de gue la forma no es inerte com rTespecte &l cope
tenido nl se puede separar de éste, sino que es capaz de
emplizr y generalizar de mode més active las significacicnes
del combenide, La mayor parte de las renovaciones novelesw
cas se concentraron en el terreno psicolégico: -epntrarem om
juego el subeopsciente, varios complejos psicofisioldgissces
tratarca de descubrir la vida inbterior del hombre com mas
profundidad gue antes., Sin embergoe, entre los renovaderss
de la novela estaban algunos a quienes les ingquietaba scbre
‘%odo el dominioc secial. De éstos, en vineulacibn econ &1
neorrealisme e incluse particularmente con La colmens 48 CGw
la, hay que mencioner inevitablemente al escritor estadctmi-
dense John Dos Passos.
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Dos Passos - de quien més tarde se enbusiasmé Sartre,
admirando tanto la escala social como el arte narrativo del
escritor norteamericeno - empezd ya sus renovaciones en la
novela Manhatian Transfer (1925)° Egbta novela <fue escrita
en forma de eplsodios breves y "egcénicos® que albernaban,
abarcando paralelamente las historias dé varios personajes.
La alternancia de eplsodios implica casi siempre cambio en
el punto de vista mnarrativo y, por lo tanbto, un punto de
vista plural y méltiple., Tos acontecimientos se despliegan
en la parte medla y baja del espacio social =~ en este caso
en el Nueva York de la Primera Guerra -, La reproduccidn de
la realidad (andlogamente con el método de los otros contem-
pordneos de Dos Passos: Heminguay y Caldwell) es behavioris-

_ta; cinematogréfica; es muy grande el papel del habla "ba-
Jja¥, de la jerga‘callejeraa' Aparecen textos "exbtrafos" in-
tercalados, los capitulos son introducldos. como si fueran

i reproduccioﬁes instantédneas Yy neutrales del espacio. Como-
resultado, se nos presenta una visibn polifdnica y miltiple
de la sociedad, Ia estructura (la forma) con sus numerosas
1ineas de accidn (puntos de vista) corresponde al objeto
principal de la obra {el conbtenido): generallza la reflexidn
de 1la sociedad como una vida colectiva y plural.

" Los mismos rasgés aparecen en La colmena de Cela,
-ciertos paralelos entre Cela y Dos Passos (y, desde luego,
la influencia de Dos Passos en Cela) han sido destacados por
varios criticos (Paul Ilie, Manuel Durdn, Germén Gulldn y
- obros). Bs comln en los dos escritores su pertenencia a la
llamada "generacién perdida”. Si bien se traba de dos gene-
raclones difsrentes, en el primer caso, de los sobrevivien-
tes 48 la Primera Guerra Mundial, y en el segundo, de la
Guerra Civil Espaﬁqla, Estas generaciones se habian “perdi-

do” en la guerra, pero bambidn es posible gque precisamente
a través de esa pérdida se hayan verdaderaments hallado: con
las llusiones perdidas librdndose de superficialidad, de in~
zenuidad, comenzaron a entender los motivos histéricos de su
necesidad de escribir, de log cuales nmos halba Cela (véase
su entrevista en EL Pals semanal (nQ 323 / 19.6.83).

Al mismo tilempo hay un intervalo de easi 20 ados que
gepara a Cela de Dos Passos, * El objeto y el tiempo en sus
novelas son difsrentes, Los dos parten de una actitud que
podrianss calificar como crftica doliente; 1la étita de am~
bos autores (si bien evitan el woralismo insistente) no deja
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lugar a dudas, pere aun asi quedan al margen de estos numero-
sos. factores que diferencian su obra, simulténeamente afir-
mando la autenticidad de ésta. Dos Passos nos presenta la
corriente de lg vida, la sociedad de los EE,UU. como una ola
desenfrenada; su novela ha sido considerada como vna pomgn-
fleuve por ezcelencia. Cela, en cambio, hace todos le que
puede para eliminar la impresidén de fluenéia en su obra.
colmena es un fragmento de la vida, mienbtras la vida presen-
tads por el aubor excluye todo desarrollo,; <toda perspectiva,
manifestédndose més bien como estancamiento, depresién e indi-~
gestidn. Comparado con las novelas de Dos Passos (cuyo tlem-
po de accién comprende mis de un affo), el tiempo de La colme-
na realmente se limita a unmos dos o tres dias. EL tiempe ne
se desarrolla linealmente, sino que por una w otrz Llinea de
accidn vuelve atrds (particularmente biem 1o motamos en el
episodio donde la duefla del café, doffa Rosa, manda echar a la
calle a Martin Marco, intelectual, .perteneciente ar la capa
marginal; méds tarde, uno de los protagonistés de la novela),
También el constante desarrolloc simulténes, la presentacidp
de varias lineas de acclén en up solo momento, crea impresién
de estancamiento y paralizacién, Desde luego, el +tiempo no
desaparece en la novela de mode absolubo (como tampoco desape
rece la esperanza), pero se mwestra a duras penas, esbando en
terrado bajo las capas pesadaé de preocupaciones cotidiansas.
Con la desaparicién de ls perspectiva temporal, regressn
al primer plano las relaciones espaciales, Bl espacio, desproe
visto de proceso y movimiento (el Madrid de 1943, centro del
franguismo) es cerrado y deprimido., Ldgubres 'y sombriocs no
son s6lo los cafés y bares, sino también las calles por donde
andan los personajes., Sobre ellos pesa la incertidumbre, pa—
recen rodeados -de una amensza inexplicable. Cela forbalece
conscientemente la atmésfera de amenaza y de miedo, al cor=
tar y eliminaer los desenlascés de las historias y la poSibilﬂ.a‘
dad de salir del efrcule vicieso. 4si gueda en suspensc la
historia del asesinato de doffa Margot, el destino de Martin
Marco y muchos obtros, No existe conclusién ni " perspsctivas
hay sélo un caos, dobde reina la casvalided ciegs. ELl hébil~
mente logrado fipal, donde Martin estéd cereca. del esclarecimi-
ento y de la perspectiva (mobtemos: la purificecidm comiensza
en el cementerio, junbo a la tumba d& su madre) y no obstante
(al volver a la ciudad) es derribado desde sus suefios para
caer en ¢l fondoc sucio de la sociedad, en la "ecéresl™ de ia
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"colmena" (a esto aluden varias lineas simulténeas de acci-
én) lo gue parece simbdlicamente afirmar ls falta de senti-
do en wn individuo soloy, mientras nada cambia en la socle-
dad como totalidad.

Ta anarquia desenfrenada de la casualidad atraviesa,
en calidad de mobtlve central,; todo el espacio de la novela,
Su atributo inseparable es la desigualdad social gue a su
vez enlaza con el tema de la humillacién fisica y espiri-
tual del hombre. También agul pertenece a. Cela el mérito
de hallar una estructura y 'desarrollo narrativos correspon-
dientes a la idea dada., Se excluye una Grama redonda, -una
Yhistoria™ presentada linealmente (el artificio del aubor
en el cual es encerralda ¥ encajada la realidad); ‘en vez de
esto observamos -cémo los conbactos entre log personajes
surgen espontdneamente, como si fuera pura casualidad entre
el caos de la vida, En la  novela [lanhatban Tramsfer, de
Dos Passos, la. trama narrabiva creada por. el aubor se reco-
noce, sin embargo, con relativa facilidad; en ¢ambloy en el
ciclo novelesco U.S,4. (1930-1936) Dos Passos (como mis bam
de Cela) ya conscientements rinde la iniciativa a.la reali-
dad:; diferentes lineas de accidn se desarrollan en estas

novelas por mucho tiempo de modo independiente y cuando al
final surgen puntos de conbtacto, estos ya no forman la tra-
ma, sino gue le afaden sdélo algunos matices, - Como consecu~
encia, la-idea se.ve obligada a vetvoceder ante la realidad
vital, la casualidad procedente de ¢sta se impone a la ca-
sualidad al nivel de ideas, representando mds bien una le-
gitimidad, la ley del ser natural, bioldgico y material,
Podemos ver, cfmo en 'La colmena la trama vital ya se den=-
sitica, ya se enrarece; los personajes ya se aproximan mu-
tuamente, ya se empujan los unos a los otTos, Algunos per~
sonajes estén ligados por lazos de dependencia, ofros ent-
ran s8lo en conbactos fugaces, Alsunos personajes aparecen
momentdneamente, para desapavecer inadvertidos; obtros se
encuentrTan slempre en primer plano'y a pesar de ésto el au-
tor no deja que sus historias se redondeen, se enclerren.
Surgen contrapuntos Temporales; hilos de enlace  entrs los
hombres y las lineas de accidn (noticias de diarios, apagdn
de luz elédctrica, el asesinato de dofia Margot, etc.), pero
se descomponen enseguida, simbolizando 1la superficialidad
de los contactos humanos, la soledad radical del hombre,
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Transponiendo la gran "trama de la vida" en su novela,
Cela alterna intencionadamente diferentes planos narrativos:
"la:escena”, "el fondo" y "el comenbtario”, Mientras los re-
novadores de la novela de los anos 20 y 30, desafiando la
manera subjetivizada de la narrabtiva anteriox, . solian por
regla general borrar todas las- seflas exteriores de su pre-
' sencia como autor (una pretensifn anfloga estd también en
la mayoria-de novelas neorrealistas), Cela, comprendiendo
bien el carécter condicionado de la objebtividad (misma,
ghonda constantemente sus "escenas" con "elﬁfondo"'y "ol
- comenbaric”; como aludiendo a la posibilidad de perfeccio-
namiento de la técnica, a unas cdmaras nuevas qué son capa-
ces de fobtografiar los objetos aun en la oscuridad, pene—-
trar a través de las apariencias hasta el interior de los
hombres, hasta el fondo de su existencia. Como fécilmente
nos damos cuenta, el cuadro fotograflado, dependlente de la
pecullarldad del objeto, congerva su variedad necesarla del
nismo modo gue en la vida algunos hombres se abren raplda—
mente, mientras de los demds no vemos mds que el exterior
gue puede bruscamente contrastar con ‘el interipr. La cédmara
de Cela abre a sus persona@eg a fondo, o bien se 1limita a’
unas "escenas" que van gradualmente completéndose, formando
el retrato del personaje.

" Cela acentda la dependencia material y al mismo tiem—
po la vaciedad esplrltual de la Espana de la postguerra
~ también medlante la presentacidn de la sociedad no como una
total;dad, sino limiténdose a su parbe "haja" que abarca
sobre todo a la pequefia burguesia, 1la clase trabajadora y
la capa marginal (pobres, prostitutas). Si a. pesar ‘de la
reproduccidn vigorosa de la realidad "baja" se puede di-
‘sbinguir en Dos Passos una intencidn explicita de complemen-
tar el plano costumbrista con otro plano, el de las ideas,
¥y de este modo ofrecer upa caracteriftica ideoldégica 7y po-
litica de la sociedad como totalidad (el plano de las ideas
se presenta a menudo en forma de texbtos "extrafios", de in-
formacién de prensa o mediante la cémara "objetiva™), en La
colmena Cela parece evitar intencionalmente ung subida a
lag esferas albas de la sociedad, partiendo méds bien del
postulado segén el cual, para captar la esencia de la so-
ciedad y descubrir sur defectos, es suficiente 1la wvivise-
;cién de sus "ples", de sus raices. ILa totalidad se ref~
leja ya bambién agul, si bien algunas veces sea esto sdlo
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- de modo slusivo., Se refleja sobre todo porque. la sociedad
que nos presenta Cela es btotalibaria, conservadora, una so-
ciedad que cierra todas las salidas y entradas;  que teme
todo tipo de transiciones o cambios. Fn todos los lugares
hay paredes, las posibilidades para reflejar son infinibta-
‘mente mayores gue en vn espaclo "abierto™. Cela no sale del
terrenc costumbristaAy cotidiano de la rubina y repeticidn,
pero lo provee de un'simbolismo_ tfansparente que permite .
sacar conclusiones también sobre el plano més alto del esf‘
pacio, cuya presentacién immediata queda al margen de la
novela, A

Uno de los centros espaciales de-La colmena es el café
de dofia Rosa. Su atmésfera es creada por su duefla, simbolo
de la Espafia derechista, orbodoxa y reaccionaria (un persé—
naje que con su poderio, riqueza, materialismo crudo y, al
nismo tilempo, con su crueldad nos recuerda a las matronas
tirdnicas de Garc{a Mérquez). 3Esto es la pasrte més obscura
de Espafia, el pilar de la tradicién, del orden'y de la vio-
lencia f{sica, junbo con la numerosa compafifa de las amas
de casa (Visitacidn, Matilde, Asuncidn y obras), encarnacio-
nes vivas de una mentalidad limitada o una ingeﬁuidad casi
absurda. EL ideal mds alto para dofla Rosa es la posicién
En su café no se habla de politica o, si se habla, es sélo
con espiritu Yortodoxo™, elogiando y halagando la propagan-—
da oficial. Doffia Rosa no tolera calidades inbelectuales;
descarga su crueldad ante todo contra los intelectuales co-
mo Martin Marco gue, aun si habitualmente dedadentes, han
conservado su capacidad de pensar y su sentido critico (la
imagen. gue visiblemente simboliza las relaciones entre
fascismo - entre—toda dictadura — y el espiritu humanista).
El campamento de la derecha y.la ideologia "oficial™ es re-
presentado en La colmena ademds por un gran grupo de perso-
néjes, mientras en ellos la deformacibn grotesca dé Cela se
manifiesta de modo mds abierto: Cela no ahorra sus energias
para conbraponer la imagen exterior del campo derechista a
sus lacras defectuosas y su moral miserable (en este senti-
do, es ejemplar la historia de don Rogue y de su Ffamilia).
El campo de la derecha estd formado I}or rufianes y oportu-
nistas que ubilizan la auséncia de bases democrédticas del
sistema, para sacar provechos ¥y ventajas personales - (todo
el campo de Iaiderggha forma un clan gue pende del poder ¥y
divide entre si los privilegios). -
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Aparte del café de dofia Rosa; el otro centro_eépacial
en La colmena es el bar de Celestino, qué puede, hasta cler-
to grado, considerarse come el eje simbdlicamente contrario,
una reflexidn del espiritu izquierdista (el mismo Celestino
ha luchado en la guerra civil como republicano). Por lo me-
nos Celestino, con su bar, parece representar esta (y bam=
bién influyente) parte de Espafia gue para vivir se ha visto
obligado a unirse al campo pequeficburguéds, pero en su alma
sufre por esto y guarda en ella el suefio romdntico de una
vida més espiritual e interiormente mds rica. Este lado de
la pequefa burguesia espatiola casi siempre se ha caracteri-
zado pdr sus inclinaciones hacia el anarquismo (asi Celesti-
no lee a Nietzsche, pero al final de la novela vemos cdmo €1
en una situacién 1fmite, se solidariza con Martin, un perso-
naje que se encuentra mds "bajo” que €1). Cela no 1idealiza
a Celestino, ni btampoco el academismo espafiol humanista, pe=
0 desgraciadamenté alejado de la vida, encarnado o casi ca-
ricaturizado en la novela por don Ibrahim: el pabebismo de

slos dos personajes (tanto la elocuenciea altisonante de Ibra-
-him como el suefio heroico de Celestino) se destruye mediante
la ironfa de la imagen "excremental™,

Mas abajo ddn que estos centros espaciales, de los cua-
les uno (el café de dofia Rosa) estd bien acomodado y el obtro
(el bar de.Celestino) no lo estd, se hallan la calle y los
lugares oficlales o no-oficiales de divertimiento (entre
,elloé, la plaza de toros, simbolo de la vida popular semi-
animal, el lugar donde por las nocheg se trata de escapar de
la’miseria dlurna en el refugio temporal del amor fFfisico).
Tanto la calle como las casas p¥blicas son simbolos de lo
temporal y transitorio: la calle no ss refuzio wDara nadie,
aientras el burdel es un refugio ilusorio, Son habitados
por la gente, a quien el sistema con su desigualdad legali-
zada ha empujado al "fondo". Agui 1la presidén material
(hambre, carencia) sobre la gente es la més fuerte; para
librarse ade 4sta sélo por un momento hay que humillarse,
esconder los sentimientos y pensamientos, vender el cuerpo,

*Es una escena harto desconsoladora, donde cada salida parece
ser fisicamente obstaculizada tanmbto por las leyes del sisbte-
ma mismo como por las inclinaciones naturales (bioldgicas).
del hombre, Sin embargo, notemos en nombre de qué las nuje—
res de Cela sacrifican su cuerpo y cdémo mds alld de las pa-
siones fisicas spbre todo los personajes que sufren ¥ son
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humillados hasba lo mds "bajo", siguen teniendo un calor ¥
wna inbimidad inexplicables. 'Pal vez en esto esté la espe-
ranza de Cela y al mismo tiempo una correspondencia metafé-
rica y novelescofiloséfica a su idea de gue - nos referlmos
otra vezr a la entrevista de "EL Pais semanal™ - el hombre
(contra 1o gue suponia Aristételes) no es wn animal politi-
co, sino mis bien un animal solitario gue en realldad, sin

embargo, parece necesitar de la socledad, pero (todavia) no
la ha reconocido.

"VIE#" KAMWIO XOCE CEIH: KOCTYMBRV3M M CHIOCODHA META®ORH
b. Taapser
Peswoue
B pammolt paGore pomaH KpynHelmero rposauxa cospewem;xoﬁ
~ Menanuu  Hawmzo Xoce Cemn "Vae#h™ (I95I) paccmarpuBaescs B
KOHTeKCTe. NOZTHKM eBponefickoro HeopeamuzMa. MsyuseTes CBaESE

Me®Ty OHTOBEM (KOCTYMODHCTCKMM) IUIAHOM JelCTBHTEABHOCTH M 0C-.
MHCJIADIVMK er'0 TeKCTOBOM CTPYRTYpo#l u oGpasHoit cucTemol.
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MERVYN PEAKE 'S TRILOGY
AND CHINESE FHILOSOPHY

Valeriy Timofey ev
Leningrad State University

The following paper has two purposes. The first is to
pay btribute to a wribter popular among readers and scholars
on either side of the Atlantic, but unfortunately quite un-
known in this country. The second is to introduce a new
subject into Soviet studies of English 1itefatdreqé The pa-
per seems to be qulte appropriate Ain‘view'of Peakets 95th

- anniversary. ,
For Mervyn Lawrence Peake (1911-1968) +o be born in
' China and te -spend his childhood there appears to have been
a most lasting and effective facbor that has determined his
creative imagination and influenced his artistic work. This
enigmatic country offered the gifted boy ‘endless objects
‘for his drawing and determined its style. The latter was
greatly influenced by Chinese ink painting. Fven after the -
years spent by the artist at bthe Royal Academy Schools .one
_can easily detect some oriental traces in Peake's works.

The second influence upon Peake, unanimously pointed
out by all the critics, is that of Van Gogh, "a major ar-
tistic influence of-the time”g; It was the Dubch pain~
ter's rapburous interest in Oriental aesthetics that most-
Ly appealed to Peake, himself under the same spell.

When raising the question of Oriental iInfluence upon
an artist we are to consider the basic difference between
Oriental and Western art, which lies in the approach to the
object. Buropeans aim at depicting the personal; while the
Oriental artists are concerned with the essential and least
of all with self-expression. "Where EBuropean art naburally
depicts a moment of time; an arrested action, or an effect
of light, Oriental art represents a conbinual condition" .
It remains to compare the Chinese saying: "The painters of
0ld painted the idea and not merely the shape™ with Pea-
kets gesthetic credo:
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"If I could see, not surfaces,
But ¢ould express
What lies beneath the Skln
Where the blood moves

- In fruit or head, or stone,
Then I would know the one
EEsenflal
And my eyes
When dead
Would give vhe worm
Wo hollow £00d",

Chinege painting became a mediator for Mervyn Peake  to
abgorb Chinese aesthetics and consequently some - of the Chi-
pese classical philosophic categories; they became part of
his literary work and can, in fac%,  be usgd as clues to it.

Mervyn Peake’'s waln literary achlevement is the Titus
trilogy (Titns Groan,” 1946; Gormenghast, 1950; . and Titus
‘Alone 1959}, Thers are no . Oriental themes, no exotic de-
tailes, no sign whatever +to make-the readers think of the
East as the gource of his inspiration, They therefore tried
to understand the enigmatic existence in Gormenghast castle
(the ‘centre of the world of the trilegy) from the European
point of view, and falled,

o According to Peake, Titus Groan 1is the 77th TLord of -
Gormenghast, which makes the dynasty and Gormenghast itself
ab leagt two thousand years old, The world of Gormenghas®
ils immutable, fixed by a predetermined way which is similar
%0 Tae  (Tao being on of ‘the key cabegories of classical
Chinese philosophy, denoting the course of Nature, the iaws
governing it, the purpose of life, and the ethical standard).
The way: of Gormenghast exists not bo be comprehended, but
only to be.followed as an indispubable . law by everybody in
the castle, The way to follow that law 1s o observe the’
gormenghast ritual, Its sequence is fixed in the books ac-
cording to which the Master of Ribtual debvermines every moﬁe
-in Gormenghast. There is a list of activities %o be per-
formed hour by hour during the day by the Lord .of Gormen—
. ghast, The exact times, the garments to be worn, the ‘sym—
Bolic gesStures to be used aré fized, "If, for instance, his
Tordship ... had been three inches shorter, <%he costumes,
‘ gestures, and even the roubtes would have differed from the
ones desdribed in the first tome, and from the enormous lib-
’ 118



rary, another volume would have had +o have been chosen
which would have applied"6 The life .of the other inhabi-
tants of Gormenghast depends in its turn on the ways of the
Lord and is thus linked to the common way.

In the first two books of %he. 'br:.logy we mee'b gbout
thirty characters. Fourteen of them die, some a violent
death, We can clearl;y perceive the dependence of their
lives upon the necessrbv:v.es of Go;mengha:st'?. HEach personfs
way, under the common Waa;sfg depends on onefs role in the
life of the castle. ' ’

" Bach role includes its purpose, it is the purpose that
detéermines the way of life. The length of life itself is
Iﬁeasurediaccording to the purpose, i,e. the fulfilment of
the role. That is how the fate of Mrs, Slagg, the N’arm.yﬂ
is evolved. The children have grown up,- there is no
longer any need of a Nanny. The role is fulfllled,. and the
Nanny dies. It was the task of Fly to push the wheelchair
of the aged professor Deadyawn. The professor‘s death can~
cels the need for Fly, so he throws h:.mself out of a window.

Death may form part of the role and may likewise.be
included in a character's name. Predestination is reflect-
ed in the names of  Sepulchrave and Deadyawn. Their death:
means more to Gormenghast  than their life, anli therefore
bhey are doomed.

Death mey also :c‘ollow an attempt of the inhabitants %o
change their role. The muu_ablll‘-y of Gormenghast makes
ibs iphabitants serepe and ’placid. Therefore passion &s
opposed to calmness is regarded as treachery against +the
role which excludes passion, and hence against Gormenghastb.
It appears to be a destructive force for Keda snd Fuchsia,
and results in death. The strich reglamentat:.on of each
person’s life and the subjection of every operson's Ifate
form the Gormeﬁghast bharmony. It correépbnds to OQOrienbal
conceptions rather than Furopean ones, . 4

The looks of the characvers are on the verge between
beauty and ugliness; which reminds one of a proposition of
Chinese aesthebics: "The idea that beauty is only opposed
%o ugliness but is nov by its nature alien %o it, is of
erucial importance bo the aesthetic phenomenon of Chinese
painting in which ugliness may Punction as beauby while
beavty is often interpreted as ugliﬁess"ga Only a simpilar
notion cen prevent us from being repelled by the sppearance
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of ¥Mr. Rottcodd, the first Gormenghast person we meet: "His
skull was dark ard small like a corroded musgket bullet and
his eyes behind the gleaming of his glasses were tThe. twin
miniatures of his head. All three were constantly on the
move, as though +to make.up for the time they spent asleep,
the head wobbling in a mechanical way from side to side when
Wr. Rottcodd walked, and the eyes, as though faking their
cue iromvﬁhé‘paient' sphere +to which theykwerewrattached,
peering here, there; and everywhere at nothing in parbticu-
1ar"9o . ‘ 4
Other characters are not endowed with any greater beau-

ty, the concept of beauty being differvent. Buropean criteris,
if applied, would lead only to misinterpretation of the har-

mony of Gormenghast. It is closer +%o the Chinese- formula:

"Great perfectlon resembles imperfection”qo, You can best

see +this aesthetic principle in the portrait of Fuchsia:

Y..o 4 glrl of about fifteen with long, rather wild black

hair. She was gauche in wovement, and, in a sense, ugly of

face, but with how small a twicth might she not suddeniy have

become beautiful., Her sullen mouth was full and rich - her

eyes smouldered"qq, In the novels beauty and ugliness are

‘never opposed, there are only "great imperfection” and "ex-

ceeding ugliness",

The relations between human beings also based on rules
inexplicable by European gbanfards. Outside the Outer Walls
of the castle there are clay dwellings. The sole occupation
of the dwellers ie wood-carving. Once a year, at a setbled
time; the carvers have sanction to enber the castle in order
to display the carvings on which they have been working du~
ring the year. The three works judged by the Lord "to be
the most consummate" are subsequently relegated to the Hall
of the Bright Cafﬁings. All the rest are ceremoniousily
burned, . k

In this procedure we may trace the proposition of Chi-
nese philosophy that "a man is merely an instrument of "ce-
lestial forces", his creation in alienated from him, as
though it has emerged by itself" 42, Those~whose sculptures
have been chosen among the three enter "a score of creatlve
craftsmen whose posiblion as lealing carvers gave them  pride
of place ‘among the shadows'" of Gornenghaét. They receive
permissioﬁ "0 walk the batblements above their canbonment
at the full moon of each alternatbe mon‘r,h“/'Ba That 1s not at
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all as absurd ag 1t would. appear to a Buropean mind. The op-
position of “a place 1n the“sun" and "a place among the
shadows” is one of the main points of difference between the
Western and the Oriental way of thinking,. The biﬁary struc-
ture of the world that we are used to is not ‘recognized in
Chinese culture., "The first place in the binonme will in the
context of this culture be occupied by the feminine, not the
masculine, the odd; nor the even, the invisible, dnd not the
vigible, darkness, and not light™ 14 "The shadow” 1is a
philosophical and aesthetic.category wlth a variety of mea-
ningé in Chinese phllosophy. One of the meanings is "echo™,
the reflection of the absolute, an instance of the - insubs-
tantial yet unswerving conformity to the true way, the Tao.
A ‘brue person. (br a ‘tao-person, by'the definition of the
acad. V.M. Alexeyev) does not strive towards the ‘sunlight,
his heart is submerged in darkness., Tt is to return +o the
primitive, to the dark, that is man's destination. A tao-
person, therefore, aware of the strength and the beauty of
the "white", <chooses "the black” to which he belongs. The
conduct of many characters in Peake's novels conform.to this
way of thinking.

We gee examples of true tao-people in the Countess. and
Dr, Prunesguallor., Their actions seem to be subject +to the
main ideas of taoism -, the use of the useless, that is, of
an action performed withoubt oubward activity. One's abtitude
Howards the world, towards the people around, towards one-
self 1s expressed not through activity, but through "inac-
tion". Tove, - like any obther feeling, is not manifested:
gither by outward expression or by show of sympathy.  The
Countess' love for her son is an instance of such inaction.
The mother may not see her son for months, but Titus is ever
conscious of love and care in Gormenghast, "and ' he had
learned that there ave always eyes. Eyes that watch, Feet
%o follow, and hands to hold him when he struggles, +to 1ify
him when he falls" 2,

Inaction is normal for .z "true person”, and act1v1ty is
a deviation from the normal, Activity must be a necessity,
must be called for by something or somebody; it is not im-
portant who acts, bubt at whom the act is directed, and thus
an act becomes impersonal. Activity, as opposed to inactionm,
comes 48 a rection to a breach of order, %o an abttempt upon
the laws of harmony, When the life and the laws of Gormen;_
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ghast -are being threatened by Steerpike, there comes a change
'ln the cenduct of the tao-people. They raise arms in de-
fence, the Countess comes oub of.hef'iethargy to lead a
struggle against the fiend who has tried to dsurp power, %o
overburn the life of Gorménghast, to overthrow its way. e
are suddenly reminded that, according to Chinese philosophy,
the nature of human activity is ruled by the functioning of
the Tao, and the virtues (which, by Buropean ethlcs, ~should
be contlnually ‘exercised), are brought out only in reaction,
"Virtue comes only after the loss of the Tao, humanity after
the loss of humanity, respect after the loss of Jus’clce"16
Contrasting "actlvity" and "inaction" has Dbrought us
the problem of time in the novels., “The characters in the
novels seem to be on different time-scales” 170 Indeed they
are. Bubt we should not assume like John Batchelor'does that
“Peake ‘did not have a clear plan for the time-scale when he
. beran writing "Gormenghast“18
Titus is the only character whose time-scale equals the
- cyclical time of the novels that corresponds to nabural time,
its flow being marked by the change of seasons and of day
and night, and specified by usual time-measures. Every event
of the novels takes place in the cyclical time, and whenever
a period of time has passéd, we can be sure +there have been
some events that we shall be informed of. A number of chap-
ters begin with: “so much time has passed", and everyﬁhing
that has happened to the characters during it is related.
Along with the cyclical time there also is the mytholo-
gical time formed by the time-acales of the other characterst
aging. If all scales had been the same as the cyclical time,
that is, if every character®s age (or rather, physical and
mental condition) had been bhanging at the same rate as the
“age of Titus, then Fuchsia would have undergone changes from
12 to 29 years of age, yet she hardly seems to reach twenty;
Irma Prunesquallor would have.been 70, and Professor Belgr=-:
ave apout 90 the day of their marriag;e,; and so on. The truer
the person's life, the slower its pace. The Countess as an
ideal tao-person does not age at all. Fuchsia might havs
kept pace with her mother but for her deadly pasSsion, _ That
is how the Chinese idea:  "Life restricted +o0 inaction may
“last forever", works 19,
Life in Gormenghast is based upon a gystem of rigid ré-

T

strictions. "Inaction" is an inner restriction one ifiposes
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‘on oneself, in fact, it connot be fell as restriction unless
contrasted with activity. TLife is reduced +to observing the
ritnal, yet its narrowness can only' be perceived if opposed
to free activity. There is no é'on'braéting them in Cormen~—
ghast. Life is no more than a role‘, but one cannot be aware
of it, since to contrast the role +to the actor one would -
- have to go outsidé the theatre of“ritual, which is never.
ione, There is only Gormenghast and "the second continent",
“Death's continent® 20, ' :

I do not think it likely that Peake when constructing
his Gormenghast-'-meant to illustrate ideas "of Chinese philo-
sophy. It seems more probable ‘Ghéfh -in confempla%ing the
mystery of human existence he arrived abt ideas closs to the
gpirit of that philosophy. ZEven in those cases when he re~
sorts to Chinese symbols it is evident that +the idea +they
express ‘has matured in his own thought and feeling, and then
the most adequate form was found for it, +the one nearest %o
it in spirit. . '

Mervyn Peake's novels, original and innovabting .as they
msy be, form a part of the general trends of Western culture,
An increased interest towards the Oriental.tradition is one
of the traits of the XXieth century Burope. The philosophy
and aesthetics of the East have taken a firm hold among the
festern writers, composers, painters, and think(ers.' Tt is a
course natural at the time when the growing contradiction
between the "machine progress” of the Europea civilisation
and the ideas of humanity has become evident, A search for
escape produces an inberest in Oriental +teachings and
attempts to get the troth net through analysis and reflec-

~tion, but +through +he vse of constructive arnd creative
thought that gives birth to artificial philosophical con-
cepts blending gnoseology and aesthetics.
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TPMHOTYSA MEPBHHA IMKA M HUTAMCKAA SWIOCOSMA
B. Tumogeer
Pesmbme

Cratha nocpAmeHs wiefiHON # XYDOReCTEEHHOK IICHOTBOPHOCTH
opuenTannsua Mepeuna Inxe (I9I1-I968), mmcaTeas W XYHOEHMEA,
" BHECETO SHOUWTENbHHH BKAZY B KyZbTYypY Anrmux XX Bexa.

Kurafickass SWBOMHCh, CTABEAA NOCPEJHMEOM B -BOCIDMATHH
XygomHumoM Kurakicrolf  gusocodum, NOBEHANS HA ICTETHUCCKHE
B3PEsEH ¥ Muposochpugtuc [uxa. B cBABM ¢ OTHM BIMEHWEM pAC~
cMATPUBEETCE (uAOCOfcKasn KOHIEermMs, oOpasHAS CHCTEMA, APOCT=
PaHCTBEHHO-BPEMEHHEE OTHOMEHHS W DAR XYHOESCTBEHHHX OCOCeH=

Hoctelt Tpumorws o Turyce, saHuMManmelt nempanhnoe MeCTC B HH=
TeparypHou Haclegud Mepsuna Iuka.
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SKBVCTEHIMAIVCTCKI ACIEKT TBOPYECTBA
- TWILMA CTAJTPOHA '

Jagrs lexamoBCXa4dg
Tangrerckul DelaTroTrYecKull WHCTUTYT

Kak m MHOTHE ero GOBpEMeHHEKW, Yumbam CrafipoE Kak IMca—
Texb QOpMEpoBacs B HEPHOX nocae Bropo#i - MUpOBOH  BOZHH, .0C—
MHcaas cBoft samwHHi ommT - B opMax, Jfaparc'repmm Ia QEIocodH-
croft armocepn Tofi smoxu. I[pEHANIERHOCTD XK WKOJE KEHHX POMA—
HECTOB ¢ ¥X OCOCHM BUNCHWEM MUDa, OUPEIENWBIIMM CKIOHHOCTE K
NOMCKAM YHEBEDCANBHEX pelleHmft RUSHZ, COTPYIHWIECTBO B EYpHA-
Je "lapmecroe peEn” BO @panman, roe OH mpuoldmuics X HoBeimmm
TEUCHEAM eaponeﬁczcoﬁ MHCJHM, OCYGHROBHEIZ OCOCYHD BOCHDHMMIH~
BocTs CrafipoHa R fmnocodmu sxsmcremuanmaMa. OH caM OpESHA—
eT, YTO HAEOOJABMEe RIUANWE RA DPA3BUTHE €T0 MHCJIE OKa3al
@panmyscruft mucaress ArsGep Kamw /I/.

TlocneBOeHANE MED HPSACTAN NEepel MOJONEM AMEDEHAHCKEM DO-—
MaEECTOM KAk CPEROTOUMe "X206a, NODageNud, oTdasHEms” /2/, a
YeNOBEK - CYMECTBOM, CSSHATEXHC TpaBMupoBaHHmM GCamofl cmoelf .
y9acTen. lpE3HAHES = aCCyPHHOCTA MUPOTIOPHNRA ¥ A0COJOTHOTO
TPAaTWIMA YeNOBEUECKOR CYIECH JORWTCS B OCHOBY (QMWiIOCODHHHN
Craiipora.

B moseane "JNoarwit Mapm" OJUIETBODEHEEM G€CCMHCIUIH YeJo-
BEUECKOTO OHTEA ARIADTCH COCHTES, NPOHCXONANUEe B ONHOM U3
yuelrux Jarepelt mopcxo# mexord B (A Bo BpeMs BoiMy B Hopee.
Ouz npemcraniApTes JefiremanTy Kamsepy, OT aumma XKOTODOTO Be=
ZeTCS PAcCRa3, "OPeHoM - TODAYETHOTO  GOABHOTO", "QWinmowm,
CMOHTHDOBAHHEM maZoToM” /3/. JEE ero samoiHeHns moToHeR 3a.
HSCYNECTEYDNAM BPATOM 0 COXOTAM ¥ UBPHTHM BODOHKAMU NOJMDM,
a HOUH - MpeCuBAEWEM B "moXoxeR Ha Ipod” manatxe, OCBeUSHHOH
¥pagHEM, MEDTBOHHHM CBETOM HoJWIRHOR Jammu - "raxofi OHBaer,
HABEPHO, B RaMepe IOHTOK", THe OH IDEEYMSeT CHIHAH, NOXOXHEe
Ea "purudl, 3aTepaHEHi B0o#", ROTOpHE KaxeTcm eMy "BOILIAME
Iym, TOpAmAX B -afy”, a pPAamHCOKOIH - "raflHuM S8HROM RDeTE-—
HOB® /4/. '

AGCYDIEHEOCTE IPOECXOLANEr0 [OXUePRWBAaeTcsd NepBOZ coeHoilt,
EOTHA B pasrap 6e30064a9HOrO Jeta B Kaposwde BO BpeMs TDPeHE-
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DOBOUHHX CTpeJbC Ms-32 HOJOJETA CHADANA OO CYXOMy WMTOJBHEEY,
00 JMCTHAM IIDNa U BETRAM COCeH CHIX Da3sMeTaEH OCTAHKH BOGE—
MA MONOHHX COJNIAT, ¥ CDEeNX STUX TOJHX, BIAEHO OJSCTERNEX Da—
BODBAHHHE KWNOK I DasIpOGHICHHHX TOXYGOBaTHX XRoCcTeR “EyTRIME
UBETaME TODYSHE HOEH I BEIRE" /5/. Ho cavoff BHpasmTeasHOHR
MeTahopofl UpPaIMORAJBHOTO GHTHSA GTAHOBHTCH B HOBELIE HUKOMY
 He Hy#HHL 58-rRmnoMeTpoBHE (ODPCEDOBaHEHE MADH COBEDHNEHHO HE-
"HOFTOTOBNEHHHX K HEMYy HEMOJOIHX DE3EDBACTOB, CMEPTEBHG Yo-
TABIFX TOCJE MHOTORHEBHHX yueHWH. :

OCpas adcypnuofl BceneBHOf BOSHWKAET Z B ADYIOM HpPOH3BE—
‘nenmw Crafipona - "I mopmer sTor moM". Bce, ¢ 9eM CTAJEABSET~
oA MOJOTOH aMepERaHCKEH wpreT Iurep JeBepeTT B UTATBSHCROM
roponxe (amMCyRO — OCHOBHOM MecTe Je#CTBES poMaHa - KaXeTcd
eMy "(aHTacTHYCCKEM, HEMCIHM HATDOMAXKIEHEEM COCHTHK, JWNeH=-
HHX NODPAIKA ¥ chaselt” /6/. O IpZKpHBaeT 34 codof Goanmme
IEDeBAHHEE IBEPH, UTOGH OTTODOJETHCA OT ropoja, of “eTro TAR-
xof armocepH, NPONNTAHHOE MPAYHOCTED, . CTpaxoM ¥ yIposcH®
/. ' ' ,

Omymenne GeCCMHCACHHOCTH, TPAIMUHOCTH & OHTUA HpuoGperaeT
y Craliposa (Hanomsw, IMCATENA DRHOTO) OTTEHOK KAaTACTDOPAIHG-
CTH. B BHESYDOMAHYTOM pPOMaHE OH CO3JaeT AaNoKaRUNCHIECKY®D
¥apTUEy Mupa B Biie TODANGTO 37aEWA. "UTO CIAYYWIOCE C ME-
pomMT" — BONpOmAET B KHETE HEW3BECTHHE Hepern, OIWH H3 CTalipo-
HOBCKVX NPOPDOUYECKEX TOJOCOB, ¥ OTBevaeT: ",.. OJMSETCH ROHEIL
Bor wuro. cayumtoch ¢ Mupom" /8/. "Eamoe Bpema. Iycroe Bpe-
ma. Cepoe Bpewmd. B Bo3LyXe max#HeT THWIBD...", — BTODHT MY
Ipyro# mepcoHax poMana /9/. TeposaM RHETY CHETCA HpOpodYe—
CKMe CHH: TONAHHE OMepYH, OypH, KIOKOYymme sonkaxs /I0/
cTpaHa "B KarawnmsMe OyHTA — CTpaHa BOCCTaHWA, Pe3HEM & Bap~
BapCcTBa, THAe IO Tojiol 3emie Cexany JHEREME, BOJOCATHE JDAU ©
(daxesaMi, o TCHUVHE NPUREMAJNYE BOHANEX MIAUEHNIEB K TPPyUE, T
DOJHXaRyr CTDAHHHEe EEIWNa, ¥ TYYE 3JOBOHHOTO IHMA RAVOURECEH
Haz HUME B XMypoM TposoBoM Hede" /II/. ) '

Tepor CrafipoHa — MHOJAWTENE 3SK3WUCTERIUATBEHOTO THNA. OHE
HofENeHH HE TOJNEKO UYBGTBOM aGCypia, HO CTPaianT E OoT mpyrof
"GosesHY Bexa” - OAEHOUYECTRa. (TUYRIEHHOCT: IHepcoHaxe# Crafi-
DOHA - CJAEICTBEE er0 yOemleHHd, 4YTO JMYHOCTL C DOXRNGHEA 00~
pevYeHa HA OIMHOYECTBO RO BPARNECHOM Xaoce MEDO3ISHHS, Omyme-
HHe OYyCTOTH H HOKFHYTOCTE 9eJOBERa DEper JIMIOM "MOJYamiX He-
Oec” ocoOeHHO HDKC BHDAXEHO B CAOBIX "HEYANBHOTO RaRI2DMA
Jyrmnxz — pesoEepa pomasa "M mommer 9TOT HOM": "... Hame Cy-
[EeCTBOBAaHEE — 2TO TOPHMA ...KaEnHf @3 HAC OTCHRaeT QNHHOYEOS
BAKIDUSHAE ... KOITa-TO MH MOIVIE XOTA OF DAsTOBADETS C HE-
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muy TopewuyiOM, HO TEneDh ¥ OH HAC HOKVEYJ, OCTABHB HaM BOC-
 IOMVEAHWS O HeBosMecTmMOZ yrpare" /IR/.

Onmaorm repou pomaza "Cofimu BO TEMy", XOTS OHE CBA3aHH
cemefiuamE yzavm. "JeneHsuee ONMHOYECTBO GAYLHOTO CHEA" WCMH-
rupaeT Hacc HumCONBWHT, OKDYREHEHE MHOTOIHCHSHHHM ceMelcTBOM
/I3/. "UyBCTEO MOJHOTO OTIyXISHEA" oxBaTHBaeT llwrepa Jleme-
peTTa B TOPOLIE ere ueTcTBa /I4/, "XyTHKOe ONyleHwe IOKWHYTOCTH
¥ myoToTe" - B Cambyxo /I5/. XapamtepHo, WTO  Ja®e GaloBEHE
cynedy MeficoH Qunarr, mroJipHHE ToBapm IlmTepa, XKameTos "Ges—
SamETHHM ¥ pACTeDPAHHHM, ... 9EJOBEKOM, 38HECHHM HOTY HaT
Gesmmo#t" /I8/. Hpomascs ¢ MurepoM, yesmawmm B Espomy, Mefi-
COH TIOEVMAET oMy PYKYy: "... 9TOT OCHKHOBEHEHE NpDOUAJEHHI
AEeCT NpeBpaTWiCA B TAKOe WRBABICHKE OIWHOYECTEA, OCHAKEHHOH
TOCKE, [eYaNbHEe KOTODOTO H, KameTcs, He mmmea” /T7/. 9Sxzm-
CTOHNMANBHOS ONWHOYSCTBO NEPEREBAST ¥ NDENBOTNUTENs YEPHOKO-
Eux pados Har Tepeep B pomane "lpmsmamms Hara Tepuepa®, = ®Ko-
Toporo Cralipor m300pakaeT "HOCTODOHHIM" KaK B Mupe OeJmx,
Tak ¥ B MEpe 9EeDPHHX.

Beaen 3a. Kavo, CTafipod CTDOWT GEOW KHUCH KAy TPATCLNH
OpO3PEHUA: B HUX TePOY TPHXOIAT K NOHVMAHWO CMHCJIA, BEpHee,
OECOMHCRFITH, OHTMA ¥ OBOETO B HEM IpefHasHadeHEd: "... #
3HAN, 9TO IPOmEN NOPOTY [0 KOHIA ¥ He Hamesn TaM HpeeTo. Hu-
YeTo HET. ECTH mycToTa BO BCEASHHO#, TARAd OTDOMHAH, UTO BCK
BCEJIGHEYD NOTVIOTHT ¥ yTONHT B cefe. EWBER UENOBEEA He CTOUT
HE9eTO, ¥ [OJS ero Hyas", - rosopur Kace Kmaconpmur /I8/.

BHpasuTeNbHHM CUMBOJOM poMana "W mommer sTOT FOoM"  ABIA-
erca 06pas ImeHHO! NACTOUKH, KOTOpas ObeTCi B CBeTOBOK JOK
BaCTeRICHAOTO nBopa Meidcona Oyarra. Ee DommTRE B3JETETE X
HETOCTERAMOMY COJHIY OJMIIETBODSOT "Beqﬁym" Tparenmo yresaa
JeJ0BETECKOTO" .

K IpoapeHmn ZCXOUIHOTO TpATWSMA CHTHS mpuxonut n Har Tep-
Hep. YeqoBedUecKas EABHD NPENCTABIASTCH My NOLOCHOE cymecT-
BOBSHVR MyX, B KOTOpOM HET HJ CBOCOIH BOJIE, HE BHOODa, a .
JWND CJENOe U ABTOMATHMECKOE MONYUHEHWe HHCTHWHKTY. Helacrum-
EHVPOBAEHOGTE NOBCTAHNEB, HEXSIAHHS COJBNMHCTBA HETPOB IOI-
nepxats Hara y6exmanT ero B TWETHOCTH JOCHX NOMHTOR W3MEHHTH
CyWeCTBOBAHEE. BOCCTAEWE IPELCTAeT KaKk CHMBON &0CYDIHOGTE
CuTEA. BraroponHoe OCBOCOXNEHNE OT padcTBa  IPEBpaullaeTesa B
cepum 3BépGKEX youiicts. K xomiy pomana Har ocosnaer, 4T0 de-—
JIOBEK MOEET BMENUBATHCE B COCHTHS, HO WSMEHUT: HX HE MOXET.

DarasusM TAXOTO POJA TOCHOICTEYET HAJ, LyXOBHHM TOPHBOH—
TOM BCETO craiipoHoBcroro mvpa. OH BHRBaH HE Tonbxo‘npeﬂcTaB-
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JSHUEM IHCATENT O BPaxielHOCTH U HENO3HABACMOCTH OHTHA, HO. M
COSHAHEEM YNEPGHOCTE IeA0BEYECKOr0 CYLEeCTBa,

» Opepravy QpefIYCTOKIMYE KOMONEKCAME WIeRH cevpu Jofrmcos
B pomage "Cofimm BO rTEMy". IUCTADMOHEA — XapakTepHas depTa
BEyTpenHeTo mupa Hara Tepmepa. Mywaercs cospamdem cBoefl mmo-
pounocTE Kace K¥HCONBHHT - NOIPOCTKOM OH, DANZ Da3BiedcHUd,
paspymwi xuamne O$eIHOTO Herpa ﬁ-npn 9TOM HCIOHTAJ [OPAATHOE
BO3OyRTIeERS. lepozs "Budopa Cofm" - He TOABKO EeDPTBA HAIA3-
va, HO ¥ coydacTHmna. CTpamHag ¥CTEHR, KOTODYD NOCTETSET
Kassep RO Bpemd Mapma, Ta, YT0 G6CUEJNOBOYHAS BOSHHAS ManuHA
CIOCOGCTBYeT IeNePCOHANM3SNMY JHYHOCTH, IpeBpamaeT Jmme# B
"mwieMs GesponoTHHX", COAnATH Iawe BHYTDEHHE He @o'TeAcwym
MPOTEB 3TOT0 "CECOMHCIAGHHOTO HafpyraTenscTsa” Eal mmvm. Hor-
Ja B ROHUe noxoza Kameep CMOTDET HA RANKYD U GeCHOMONHYR KO-
JIOHHY TOTPeNaHNHY ¥ TDIIHHX Apfelf, IX IPOBANUBNHECH OCTERJIS~
HeyHe IJasa, DPTH, DASHHYTHE B MSHOMORCHWW; KOUTA OHE yXe He
GepeTyT PABCHTHE HOF, 4 TONERT N0 B6MIE C "TSREIHM YIODCTBOM
NOTEDARIINX yrpaBieRue podoros” /I9/, TO oHm HANOMVHAKNT eMY
cKOT, ToMMMHI! OBUapKaMi. Ml caM OH mpereTcs 3a IOAROBHUROM
TeMOITOHOM, "CHOBHO OBIa Ha OCoMHD 33 BOKAKOM — TyIas X HO-
KOpHAd, CJOMIKOM HCIYTaHHSfA, YTOOH HETONOBATE AIY HEHABHUETH"
/20/. @momEdecKan 60Ib, ROTOPYD Kaipep HCHHTHBAGT OT CTEPTHX
' HOT, TIepepacTaeT B ONYmEHMe Kpaxa ¥ (esHCXOTHOCTH. OH "mORW-
MaeT, YTO IBEXET MM HE CBOCOIHAA BOJA, ITO OH KAaK YEJAOBER HE
BHUEDRAN WCTHTAHEA, ... y HOUO He XBATHIO MyRECTBA ... 00hg-
BETH O CBOEM NPE3PEHHY K [OXOIY, K HOJKOBHHKY, KO BGeR Ipo-
raaTof Mopcro# mexore" /2I/. . .

910 neaarth 9eJOBEHY, - KOTH2 OH CTAfKVWRAETCH ¢ Kppamuo-
HaNGHEMY, BPaXNEOHHME BHE 6T0 CTOAMYMY GWIaMH, KOTOpHE He
TOMERO TOPaCOmanT ere TeNo, HO JMAlT BOJH, HE3BOLA JO IOJO0-
meuus pofoTa, NONUMHANNErocA M0GOMY HPUKABY? ~ B7& NEHTPailb—
MAA QAR BKSHCTeHUMARMCTCKON! JWTEPATypH mMpobieMa CTABATCH BO-
BCEX Ipow3BeneHrAxX CrafpoHa. Of¥H X3 BHXONOB - CamMoySmHCTRO.
BrusEmeM Kawm, BEPOATHO, GAELYET OCBACHATH ZHTEPEC AMEDHKAH-
' ¢crOTO mEcarend K 3TO#X "ozHo# momcTuHe cepresnof  Fmrocofcrod
opodaeme®™ /22/. JHEuTORaMT cedd, ONYTHEB "yRac nepel GHTHEM
... DANOM C ECTODHM Y®aC Tepel BWITO oaM OHx HEuTO" /23/,
TepOEHE poMaHOB "Cofinm Bo TEMy" E "Bubop Codm“. Omgaro Kace
HEmcoNBAHI' B SHANOTEGEOR CHTyamuw, pemad LIS cedd BOOpoc
B0ufs Emw He OHTB®, OPEXOIET B KOHEGHOM cYeTe K npnsﬁéﬂmo
TEPABOTH JCTUENEIO €TI0 KOTEa-TO B MODCHOM TOCHUTANE NCEXO2HS—

gmtERa CHOTREAA, JTBODKNABNETO, UTO "CAMOYHWITORCHES — IO-
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crepmee yGexmme Tpyca® /24/. »

llpusmalne TparusMa 3eMHOTO yIeaa coyetaeTes y Crafipoms,
R8K MH BEOEM, G YTBEDEIEGHEEM JOCTOWHCTBA WEJIOBEKa. B wecTHOR
KOEPPOATAIIE ¢ CaMEM COCOE, co -¢cBOMM “g" BHNET IAcaTeXb IOAT
H cmacerme JjgueHocTu., losrmeficruil Jiymusm, He paspemas Kaccy
UDHSHATECH B COBEPNCHHOM HDECTYILIGHUH, BHHYXIAeT 6Tr0 IOCMOT-
DeTh IpaBfie B Lwiaza W MPUHATE CeCH TakmM, KAKOB OH €CTh: CY~
HEeCTBOM, PORNEHEEM COpOTHCA CO. BJIOM B cefe T YTBEDPEIATH HOC~
po. Tosrxo mpmvEpHEmECH ¢ COoGoZ, Hace oOperasT™ CHOCOOHOCTE
TRODETE., , C

TionoGeo Kawmo, CrafipoH mosaraeT GyHT JUMHOCTE TPOTHR ab-
cyprmEOTO MEpa. JIA Hero' ZE¥sSHL UeJNCBEKa, OCIaNanmero SCHHM
CcO3HaHmeM, yEe cama mo cebe — CyET. HO compoTumicHEe JUYHO-
CTE RpawneCHo# BcesewHo# mprumMaer y Crafipona m  npyrme dop-

OTXpHTO GYHTyeT IDOTHE ODTAHERATODA MADNA—GDOCKA HOMHOB-—
umxa TeMIATORA Npesupapmuf BCe, YTC CBR3GHO ¢ MIIMTADPHASMOM,
ROMEHTVD mTadHof poTs XKamurar Mammmee. [paBpa, 5TO — GyHT
THaRHEOPOT”: MAEHWKC He OTKaSHBAGTCH OT HOXONa, &, HEeCMOTDd
Ha HCEaNCYCHEYD HOILY, HDOXORET BCE D8 EEIOMETDOB, YTOSH JO—
HAZATE NONKOBHEKY, UTO OH MOKET NeDeHecTH JmOHe TDYIHOCTH,
"HOTOMY TT0 XOUeT OLeDEATH MODANLHYD HOOedy, CJAOBHO KaHANb—
HEK, KOTODHE HEDEHOCHT To0oX 6el3 eIyHoIo CToHa - Jmb OH 10—
capETe MygnTean” /25/. Kammepy Takofli OYHT Xa¥eTCE GeCCMHC-
JEHHHM, TR KoK ALA HOMROBHMEA TeMILITOHa MApH He FMeeT HUde-
TO OCmMeTo HE ¢  MyRSCTBOM, HY ¢ TOPNOCTHD, HE G XePTBEHHO-
CTEN. OTC OPOCTO 3&AQHEE, KOTODOE HYXHO BHIOJHETH, U HEHABE-
JeTs TammnToma, Do wmeHuy KamBepa, Tax Xe aGCYpPEHO, Kax He—
HaBERETH JO0I0ENa 38 TO, ITO OH JOIOeN. MaHHWKC TOABKO HCKa-
‘ JETmT ce6H B BTOM GECOMHCISHHOM fyure. 3a HEHOKOPCTBO &My
TDERET TpASYHAN K ormpaBsea B Kopep. Tak mymaer Hamsep, ®O He
Crafipog. ByHT lMazmwrca ~ 8TO HEPOTeCT HPOTEB pada B cede, 3TO
cIocoS caMOYTBEDPLETHCHE B adcyprHOf scenemHof. Homoduo Cmamby.
‘Kanm, CO3EARag IO KOHNA HECUDABeIJAEROCTH BHUAaBmel eMy IOJm,
MeHREFKC TPeBpASeT CBOE GyHT "MABHBOPOT" B CBEISTEIBCTBO MO-
I HECMEDPEHHOTO RAyXA.

ByrT repos powaHa "W mopmer 3TOT IOM” BHIVBSETCS B HACH—
JFEe 00 OTHOmeHED K "apyromy™. YomiictBo -HOPaCOTEBEETO eT0
Mefcora ®xarrTs — STO IPOTECT ¥ IPOTHB KSCTOKOH HeCIpaBenir—
BOCTE MEDa, OJIEXIeTBOPeHESH KOTODOTO ABWICH LA HEr0 DJarr, I
TIPOTHB BCETO TEMECTO B cBoell coGeTBeEHOf myme.

HamGoaee ocTpo Ipodsema CyHTa HOCTABIeHZ B “TIDESHANHNMAX
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Hara Tepmepa”. BocoTaHme Wi Tepos — 9TO HE TOJLKO GODEGa 32
OCBOCOXIEHEE OT padcTsa, HO U CHMOCO0 CaMOYTBePIWTBCA. BoT
IOYEMy OH TaK YyUOPHO GOpeTCA 3a JENSDPCTBO C BmIoM, TOXe mpe-
TEEIYPIMM Ha DOJEH BOXIA, I BOT IOYEMy OH BHHYXIEH yOUTE mHym
Mapraper.,

Boripoc 0 UpaBOMEPHOCTE yOMACTRA — HEHTPAARHHE B KHUTS,
SCHBACTEHITEANUCTCKER Tepofl He MORET U He IOJEeH YyBCTBOBATH
DPACHASHUA 38 CBOE NOCTYIKE, EGO OH COBEDWAST X, OLMpAACE Ha
Te3UC O CBOGOIe BHOOpPa. Mna Ha Kasus, Har TepHep He HCONTH-
BaeT yUPHSEHW COBECTE 34 COBEDUEHEHe MOBCTAENAME yOEACTBE
Gesmx mopaCoTETensft, KpoMe ONHOTC — yGmiCTBa JmOmMOR REHI-
HH, ¥ DONTBEDRIAET, YTO OH CHOBa u30pas GH BOCCTAHEE CPEICT—
BOM OyHT& HDOTHB CYILOH, ecal GH TeRag BOSMOXEOCTH eMy Iperi-
CTABRIACE .

GR3PICLG}HI1(I8JIKCTCR&FI npodaema "BHGOpa" CTONT FMéper - BCEME
npoTaroEmcTanE CrafipoHa. OHa BHHECEHa B 3arjasue poMana “Br-
Gop Cofm”, THe TepOEHe Ha DPOTARCHEE 66 HENONTOH XWSHE Dph-
XONATCSA IPFHATH TPE KAPAUHAIGHEY DENeHWd: OTHa3STh B HOMONE
YIaCTHHREM OOABCROTO CONpOTURICHES, I3 XNBYX ZeTefl oOTIpaBuTh
B Ta30BYR RaMepy 1095 H YMEPeTh BMecTe G JI0OENHM.

CTaflpoR pasienseT YOCKESEWE MECaTeleH-3K3WCTEHIMSIECTCR
B TOM, YTO TOJEEC OKASSBIECH B "HOIDEENIHOR CHATYANHA" Yes0—
| BeK UOCTErSeT IpaBEy O WMEpe Z o0 cefe: "... 8CITE UEJNOBEK X0~
96T BHUETH BEWE B HDEBWIBHOM CBETE, HaH0, WTOOH 8r0 BpeMT OT
BPEMEHH MOLTACKEBAIE K rpan GesnEr" /26/. DKSHECTOHIZANECT-
crxag xaTeroprmd “HOrpaHWuHO# CHTyanmE" DOCAYERIS CD¥eTHHM
crepxEeM B powvaHe “lpmsmamvit Hara Tepmepa™, KOTma Ha2KeHYHE
'R@3HE Tepofi ¢ HpellefbHO¥ OTKDOBEHHOCTRR ZHAMWIEDYET TO, GTC
IPEBEJIO €TC HE BHCEJFIy, I LHO3HAET 3K3UCTERIMANECTCRER CMHCIE
HABHE )

HpusHanre HEYCTPARAMOTO TparwsMa OHTES CONPOBOKLACTCE ¥
Crafipona yOexzeHweM, 9TO JOJT YeJAOBEKa - JOCTORHO  COHpo-
TERJIATHCH BPAXLEeCHOCTE MDA, N BEPOE B €T0 CIOCOCHOCTL BH-—
CTOATL B 5TCH Oophle. "

OueBEOHO, 9TO BKIECTEHIWANHCTCHAS MOIEND MEPE B TOM Ba-
PZaHTe, B KOTOpOM e¢ mpepaaran Hamp, oHasamachk GJESROR  ame—
PHKaHCKOMY IWCATEJR B CHIY €6 CXOICTBA ¢ "HEHEM" NOHEVIMaHVSM
CTPYKTYDH MEDA ¥ JWIHOGTH. '

Cmaﬁpcma OPERJICRIO sxsmcwemamcwcme HI06PaREeENe cong-
ANBHHE cBAsell ¥ yorpemicEwd Jonef RaE ECUOIAEENHI & JGCTDyE-
THBHHX, & TOHNe JTBEDANCHEE aCCONDTHOE HeHHOCTE JHIHOCTE Ha
fore pospacTammed IeBaTbBAINE NELYBELYZJBEOCTH, ROTCpAS Xa-
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paxTepHa As BTOpof moNosuHm XX Beka.
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THE EXISTENTIALIST ASPEET OF WILLIAM STYRON'S WORK
_La Tsekhanovskaya
SUMMARY

In a letber to Pierre Brodin imn 1963, W. Styron wrotes
?0f the modernms of aay nationality including the United Ste—~
tes, Camus has had the largesht effect upor my thinking®. Ca=
mug? influence has given an exisbtentialist cast to Styromts.
* work, The world t¢ him is one of ®disorder, defeat, despaiz®
His main theme is a confromtation,of man with reality a
struggle towamd self-reslization. Styronts works are ezig=
tential +tragsdies placing the heroes in "boundary situatims’
in which they come to a point of recegnition about themsele
ves and their true condltion. ILike Camus?® characters, Sty-
zenls probagonists, vdespite their recognition of the abyss
are willing t¢ challenge it. '
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HOBHE IIYTOBCKVE POMARH B JUTEPATYPE OPT 60-X IOICB

Cafipmy Bmxwmap
Tawnmrcralt TefarorrSecKal WHCTHTYT

B 680-e TomH B 3amamHol TepManmi Bce Yame miga peds o6
"YHEPMRAIVM" X2DAKTEpOB ¥ MHINEHWS, TOBejeHms 6 H3nKa. B
"roMoTeHHOM" 00mecTBE, yTBEDRIAST HEMEIKAE INCATENb ¥ KDUTIH
Bamerep Heme, "moum yumomoSmmoTcs IDYT IDYTY, MID CTaHOBUTCH
cepum Ha cepoM fioe" /I/. Onroolpasye MOBCEIHEBHOCTY M CTaH~
JapTHsaEs  BO BeeX cfepax RWRHE HACTONBKO NDEBAJHDYDT HAT
ODEITHANPHEM, YTO XyIORHWK, He BULA CaMOCHTHHX (@YD, o0pa-—
maeTCH K “HESCTECTBEHHOR ONTWKE" W IejseT CBOWM ISPOEM  Crie-
. DOTO EEE CyMACNENNeTo, KAJSKy WiV THOM2, KpeTuHa WIK posoTa,
HGO OHH. ¥ TOJBKC OHE "OTpakanT pachajawnuiics IO BCeM WRaM
MED KaK eNMHCTBEHRO HaNexrHHE CBUTeTenH” /2/.

B chEsy ¢ 9TUM 3aMeTHOS HADACTAHHE COIPATLHO-KDUTHYSCKEX
TEHNSHIVE B 3&UATHOTEPMaHCKOE JiuTepaType S0-X TOUOB = IPHUBEJO
B Hadaye 60~X TONOB X DEBKOMY HapacTaHm) IDOTECKHO=~CYPISKC-
HHX JUTEpPaTypHHX QopM. STOT THI TBOPYECTBA HAXOLWICA B OT-
RPOBEHHO BPamRNSCENYX OTHOWEHESX ¢ COHHCKEM DEREMOM, XOTH, mo
caoBam [.Besndg, GHI mM BCKOpe “B3ET B DAMKY", CBEIEH K DpOJH
OPENBOPHOTC mMyTa. . , :

Benen, - 3a  GecrmpelefieHTHOCTED YCHeXa {(maxe oCmeCTBEHHOTO
CKaHTfasa), ¥WMEBeTO MecTo B pomane IbHTepa Ipacca “Hecramoft
Gapadau" ("Bie Blechtrommel®, I959}, omws 32 IDYyIWM BHXOTWIZ
POMAHH, [@BaBENKE PaS3HHE BADHAHTH TUIMUHOTO Tepos - HARBHOIO,
a FHOTIA ¥ H30HPEHHO-XHTPOTO, UPOHEUHOTO ¥ JaXe UHTEJISH-
TYaABHOTO IJYTd, BHARIAKIETO B CTOMKHOBEHUAX C NODANKOM 6ro
HENOPATOTHOCTE, :

970 Tepou PoMaHOB “Cmmmrmmccrvyc 45" (1963) Teitnma Kon-
mepa, "To6mac Umeprpum® (1962) layxa lepruepa, “HapirFRu-ru-
raasu” (1984) Tmsem Discmep, “lpasmazr TosueseTwA™ (I1965)
Tepxapia Jogswra, “"TamOyprcras opazp6a” (I967) Specra Xep-
xzayca, “Heynammwios cwu" (I967) Pemartw Pacm, “Hor Hmxor B
Kespme™ (I967) Hayas Hawmxs, a Taxk®e JAETEPATYPENE COGpaThA
Taic Hkwp =3, sHaMeHETOTO poMaHa I. Bemwms "Inasamy kiaoyma”
(1953) =& ©Spucr HazemomH, m3CpaBUEf CBOMM ICEBTOHIMOM HHMS

134



Garb3ar0BCKOTO 1’ Apresa ws pomaHa TaHca Spmxa Hoccaga “Jleno
I’Apresa” (I968).

OcoGeRHs OTYETIABO TpargdecKai OCHOBA BCeH moyaamz BX
TepoeB IPOCTYNaeT B IByX IOGEIHNX poMaHaX. TparEsM GHTYaUHH
COBPEMEHHOI'0 9eJIOBEKA B CYyDPEyasHOM MUpe IojydaeT OGoJee KOB-—
KPETHHE COUVAJBHHE ¥ HCUXONOTMIeCKEe OCOCcCHOBauud. MaorosHa=
YUTENFHO TPAHCPOPMEPYETCH T IPYTad F3IUCIEHHAS TeMa B JHTE-
patype 9PT - TeMa B32IMHOTO HETIOHMMEHWS, HEROMMyHEKAOSJHbHO—
CTH, 1

T "TpamuuEd, . KGR camoe ¢eCd DempOryIupynmas —CMHCIOBAT
CBHA3G, 3a0TyHAeTCH HEHe . FEdopMarmef", - OEmIET 32UATHO~-TEeD-
MaHcKwi nucarend T xpuTur Jurep Beanepcxofd. "Bee Goxee ryc-
Tafg KOMMYHUKAIMOHHAS CeTh Dajmo, I'aseT, TeNeBHNEHUT, 4 TaKKe
CDEHCTB COOCMEHUA B  XOfe HEYCTAHHO HACHPAmmETO. GRODOCTH X
PacHERANTIETOCH OOMeHE HOBOCTAMY, BHAHUAMK, TOBapaMu, MOLAMM,
MEHEHWAVY VHCLEHZDYST NOIBAFEYD, TOJOBOKDYEHTEJNLHYD, HENDe-
PHEHO ATALYHCH TOIUTUBECTCKYD TOTAIBHEOCTE" /3/.

Ha nmcarese, XyIORHEKE BCE DTO HE MOEET HE CRa3aThCA.
B pomamax “Jesmo n*Apresa®, “Iuazavm raoyua®, “"llom KmxoT B
HespHe" MacrapammHe OIEXIH KJAOYHA HYXHH yRe LIA TOIC, UTOGH
¥300pasuTh YGNOBSKA, OTHIOHUBEEIOCH OT HODM H, TarkmM olpa—
30M, COXPEHMBIIETO B C&0e UeJ0BEUECKOe. LeHTpPANFHHE MOTHR B
STEX POMAHAX ~ HECOBMECTIMOCGTH GTDEMISHHUS JEIHOCTE K CBOGONE
¢ IaBeHEeM "COIMANEHOTO MeXaHmsma". ¥ Bears »Tot Komfuam:
MexIy YEeNOBEHOM ¥ OCmECTBOM, TPeCyHIEM HeIPEpHBHOE OTIAYH,
KOTOpas NpPEeBHUaeT dYeJOBEUECKUEe  BOBMOXHOCTH, pa3pelasTes
BUOJHE OIpelleNeHHHM O0pasoM: OTKazoM OT ~ "HoJesHO# IesTeik—

- HooTu (Ieistungsverweigerung), OT IOTOHE 3&  MATCDHANBHHM
GIATOHOMLY YrEEM.

"Tlo mpyromy BeieT ceGs TiamBHNE Tepolt pomama I.lawmra
"Iow KuxoT B KempHe" ("Don Quichotte im Xoln") Axrtox Ihvurn,
TeJ0BEK "He o yupa cero'. Oy mHTaeTCA DONOCHC CBOEMY EJIAC—
CHYECKOMY OPeJUECTBEHHUKY — DPHIIApH HEeYajBHOIO 00pasa — ZATH
9IECTHO ¥ CNATCPOEHO, B COOTBETCTBEU CJOBA ¥ Jena. L'epof  po-
MaHa padoTaeT PelaKToOpoOM Ha DAn¥o B paszene "KyaETypHOE CIO-

', YeTaB OT JMIEMEpEA W OyCTOSBOHCTBA "KyABTYPHOR MHAYCT=
pm", OH B ONFH NPeRpacHN# IeHL, OUlymasd CBOD OTBETCTBEHHOCTH
B 00pb0e 3a CUPABEATHBOCTD H AOCPO, pemaeT "peaiwsoBaTh TO,
PO TONAMU Bemas wepes 3PEp". 972 TPATEKOMEUGCRAR 8aTeS Tep—
AT COKPYWMHTSNbHOe (EacKo. UeJOBEUHOGTD: T JOOPOTa ORA3ZHBADT~
C7 Oe33aWUTHHME B MUDE, ODEGHTYDOBAHHOM JWND HA OJATO HOT—
pedacHud. TODRECTEYDRT MyGTHE CJ0OBA, KDACHIHE dpasH, Rag Opo-
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IYKT ENSOJOTHYECHOR MAHMITYLAIN .

Ananu3vpys DOMAEHYK CTDYETYPY "IoE KuxoT B Kemﬁe" A.Ap-
Xunos nmmeT: “"POMSH MOEST OHTH HE GISmeT OPECVHANLHOCTBD BiH-
PasuTeNbHHY CPeICTB, HO JAeT HATUIANHOe IpeXCTaBieREe 00 “yC-
PeIHeRHEOM" TEIE TDOTECKHO-CATHpHYecKoro pomana OFT 60-% 10— -
IoB. Cumicn mnpowsBelenud (B OTANINE IPSHMYMECTBOEHOTO . TUOA
IOPO3H IPEeIieCTEYDNerc MNecATHASTHd) yEe e DaCTRODASTCH B
Apo3pavHOM, IETAJIBHC TOTHOM "OTOSpameHEE" ISHCTBHTEABHOCTH,
WVMITIIECKY BEDHEOY ZmaHpoBof RADTHHKE, HO 340CTPEH, YIIOTHSH,
BHHECEH Ha IEPeHER IJaH Tak, UYTO HE OCTAETCH COMHEHEHR B 6T0
HampaBleEEoCTH" /4/.

Hiofi pasSHOBEIHOCTED ILIyTOBCKOTO POMaHa ABIACTCH TDEAOTES
"Monoprxy FIpH" ( "Halbzeit®, I1960), “Emzmopor®™ ( “Das Eine-
horm®, 1986), "Kpymerue" ("Der Sturz® 1973) H3BECTHOTO OGTDO
COLOFSJIPHO~RDUTUYECKOr0 nucaTend Msprmna Bamrsepa. Bece opm
YacTU MpeJcTaBianT cosdf moroprm Amcesswe HpUCTHASHNE, gy
CBA3HBAET KOHCENTYANBHAS MHCAR ABTOPA. U BCEe X KAmgyD &R
HIX, OCOGEHHO 7Be HNEDPBHE YaCT¥, MOXHO BOCIHPHHMMETE, KanK IBa
CaMOCTOATENPHEY 34KOHUCHHHX HDOWRBEICHUSL, NCRIDUAS DARWYEe
IPyTriX.

Pomann HammcanH B HODMe AFBHSONWCAHES reposz° Colurniiras
JFEAS TCCTPOeHa Ha OCHOBE BOCHDUATHA AHCENEMZ: KoK -OH BWIGT
MEpD, celf B HeM, KarREM 00pa30M HOCTHIaeT CYIHOCTh YeNcBeTe-
CKVX - OTHOmEHW#., ABTODP CTABET CBOGIC TepOS-IiyTa . B CavER
TeHTp XKOHRYPeHTHOR GODECH RaNETANBCTAYSCKEX MORCDONZE, B €&~
MOe HERJIO RpymHoMacmTadHore “mayToBctBa¥. [pemMeTon IFRC-
IOXSCTBEHHOTO . aHANF33 SABAASTCA PHCXS "SHOHOMEISCEOTO wyia®,
meperaeTcH atwmociepa COBDEMEHHOTO KaUATANVSMA B 6T0 PasHGOC-
Pa3HEE ODOSBISEEAX. _

(nwernad KaHBa NePBOTO DOMaHa, OXBaTEBapmere noger $00
CTpadw, ZOBOJBHO HPOCTan. Barb5eD DacCKasHBaeT ECTOPERD Of-
HOE HaphepH EOMMEBOSEEDAE, & 3aTel BISIENBNS KOHTORH, TOCDEH-~
Hugspmsk B TOpOIARe EarpeBaTesbHHX npriopos Ancensws Hpuet—
JiEe, ROTOPHE SIATONADS CUACTIEROMY CAyYan E cOGCTBEHHOMY
TEXSETY GASCTHNETO 0pPaTopa (“glenzender Formulierer®) NOXY-
YaeT FOCTYI B MED BCeMOTymerc CH3Heca.

NapannejnHEo ¢ JeficTBEeM B cfepax 3a X IePeE RIAEcaME of-
WecTsa “SKOHOMEISCKOTO Uynle® pasBEBacTCHE IelCTREE B OGBS
AwceapMa. NH SHaROMTMCE ¢ AHCGIBMOM — CYUPYIoM, OThOM,Ih-
COBEEXOM. EGHZ ¥ Tpoe IeTedl enMy CEYYEN, X OH Boe ame vle—
TaeT OT HEX. JBEDSHEC OH YWEBCTEYET Celf JEub B HOCTONE, XEGQ
B CBCEM OLFHOYESCTBE, JESO ¥  OfHOE IR CROEY MBOIOWECISHERY

JINCOBHMIT.
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lleprasg rapa pomaHa HasupaeTcs "Mmmkpra". B smmrpade E
Hefl TOBODETCS O pole Gadodexr, MeHAONEX OKDacKy E HpECHocad-
JUBAIONEXCA K JIOOHM YCIOBUAM CcymecTBoBamus. CRoero pola Mu-
MVKDHA XapakTepHa ¥ 4u8 Acerxbua Hpmoriafima, HO 3TC He za~
IUTHAS PEaRIWA, & CKROPee BCETO COBHATEJIBRHHA BHOOD HpaBWI HI-
PH B MKDE, B KOTODOM BCE€ — OT YYBCTB IO TANaHTa, HpEeBpalaeT-
¢a B TOBap. OB mrpaeT DOJ¥, Ccpasy WHOIO posefl, HaRS3AHEHX
eMy WIE JOGDOBONBHO, WM Ha CeCH B3STHX, U He IepeBomoma-
fCh, He BXOIS B HEX 663 OCTATHA, a OCTABAfACH HEMHEOTC = COGOHR,.
HabmiaeT ce6g co CTOPOHH. “Mof pDOME MHe YIATAch. JIANAch
PaK ZOPOMO, TTO MHE OCTABAJOChE JImh CJHSIHTH, YTOCH £, OCHSd~
JeHHHE CAMOYBEDEHHOCTEI, He WIPaN €€ CJUIKOM HeCDefHC I TeM
camMmm He BHEAX ceds® /I5/.

B pomaHe HET IPAMOTC ONWCEHWA WCTODE® (QOpMEpOBaHES AH-
CeNBMA, HO #3 OTHENLHHX SHE30H0B, neTarchi (a BATSSepoBCRasg
“neTais® OpeACTaBAAeT COG0R caoNmER XYHOZECTBEHHMA (parMeHT,
oGaanaomp, BEYTPeHAESE COBSPEATENEHOCTED) MOEHO BHUUTATEH BBEO-
oEm AHGETEMa B KOBPODMECTA, TOREW: NMIMEKDHE, :

Honyars BOCOUTAREE PEAETUOSHOE, CoroCoA3HeHHOE MaTep® &
IS0E, "OpodecCEONANBHOTO BOCOETATEAA™, HAYONACH LOJ DOCTOSH-
HHM BAEAHEEM JETeHAH O CBOSM YMEDUEM OTHE, HEYISUEOM Neible,
TOROHYUENESN EUSHR CaMOyOmHACTBOM, OKDY®SHEHR, C CHEECE CTORO—
'EH, peirrmell W BpamNYNUUME DOICTBEHHUKANM, ¢ JPYToH, ARCEABM
He mieeM cBoero “g". Ho messss CKa3aTs, UTO  CH YNEX H2 PO~
NETETBCRCTO IoMA C pasbmrok nymof. WneRTuemocTs ARCGAEMA
VHOTOCHOYHAA, MaHWNAEDYImas, ABOoHCTBeHHAS. CEMOTOMRTAYHC
9T0 BHDEECHO B HECKOAGRKEX NOIMHUEREIFAX €TC DeTH, O KOTODHE
eT0 XeHa OWIeT B CBOGM JHEBHWKe: "AHCENEM TOBODET Cpasy e
TATH, WeCTE COBEDNEEHC DABEHX H3HERAX 063 TOT0, YTOGE OF Ciy=—
uafino nepenyTak ONME SSHE ¢ mpyrmm" /6/.

CosEaTeNEHOG OTHONGEHS X DOJE, F MECRe XesaeT AHCENBMAR
COCCOCHNM E X CAMOEpOHEW. VDOHVA 31eCh HDEmE BOETQ OpYAZe
COUMAABHOE KPETEKE, HO He TOABKO. B Hel CONepRUTCHT ¥ Cami-
VPOHES, HaCMemKa HaL co0CTBEEHOE IBOHCTBERHOCTLW.

Poman, HeCOMHENHO, aBTOCHOTDS)FYEH, 3TO HE Das OTMEYS~
JIOCE B COBeTcKol ¥ 2apyCemmof mpmymre. I.JaT0HCRWR, HCCHEIYS
TBOPYECTBe M.Baneaepa, mmmet: “Hagsawmn J= Bajepsep CBOEIC Te-
Dos aBTOCHOTPadHYICCKYNE TEPTAME?T De3YCIAOBHO. B HRRECTHOR Mo~
Pe OH JoRe NpPOCTO JCNEN eT0 ¢ CoMord CelH... L. Kpmermsfn -
STO HB¥NTHE ¥ EXXVB2GNHS 3aCAVRACHES, CJa00CTH Camorg Baite
2eDa, HO BO MHOTC Pa3s YEBEIENEHHHE E B TaxOM BENC CHPOCIEDS—
BOHFHE Ha Tepos (HprmepHo Tagag Xe SaBHCEMOCTE  OYNECTBOBLAS
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wexny Tomacom Mammom m Tamcom Kacropmom, pame Tomacom Maumom
u Anpuasoy JlesepkimoM). Ommaro A.Kpuemiafim B UeM—TO @ OmHT
Baspsepa, ¥ er0 XyLOKECTBEHECE npoaperme” /7/.

CBOe POICTBO ¢ I'epoAME DOMAHS HE OTDHIAET ¥ CaM &BTOP.
B scce "BospHHe yupamHeHuA" Basb3ep DpA3REBAET CAEIYyDIFD TE0—
P¥D: HYEHO BILUIIANETBECA B celf, HOCTABUTH c¢edd [ox BOODPOC, X
TOTYAC EE 10J BOOPOCOM OKa®eTCHd MED, B KOTOPOM TH KIBENH.
"... Brarozapda Hamell, TaK CKa3aThH, Ce3BUHHOR CBABM ¢ Hpa-
BAWVM KJIACCOM, MH B COCTOHYN DacmaTaTh BCD MMIOSDHO, €CNE
yeomEmMes B camux cele". Scce koHuasTCs caopavu: "T'epof  Ho-
Boro "Jou Kuxora” smamcd OH yme He Hou Hmxor, a Cepmamrec”
/8/. A

20 neT cuycTs Banp3ep, NMOIHTORWBAS CBOL OMHT, JOCABIAET:
"Kaxmuit poMal - 2TO WCTOPHS CAMOCO3HAHWA NHcATesfA. Kammwii
DOMEH — HTO IPWSHAHEE TOTO, KAXOBO B3AWMOOTHONEHWE &BTODa CO
CBOIM CaMOCO3HAH@EM: Halafanlies, 3alianiee WK 370 CKPHTAA
menmnyaama® /9/. BO3MORHO IODTOMy OUeHKA AHCENBME DPasirdHa.
OH, SCJE 3aTAAHYTL €My B IyHy, COTKaH W3 TIPOTVBOPEYUH , I OH
BACAYRUBAET TOTO, YTOOH €r0 BHOIAYHANW, NANW &My BOSMOKHOCTS
OIPABRIATECA ¢ TeM, YTOOH IOHATH €T0 CaMOTO E OKDYRAONME MuD,
KOTODHII KK B 36pKaNe OTPakacTcs B €T0 Ayie.

YyBCTBEyEeTCHA, 9TO aBTOD OTHOCUTCS XK CBOEMy IepCh ¢ CHMIa-
TueR, 9TO, IO MHSHAN HEKOTODHY KDUTEROB, OcnadiseT oCuWecT—
BEHHO-KDPATAUECKYD HANPABACHHOCTE IPOU3BEIEHUA (¢ aHAIOTHIHHM
OCBTHEHVEM BHCTYIWD W3BECTHHE JjuTepaTyposer LNIP, amTOp MOHO-
rpajme Baspsepa Kneyc Hemonern). UsBecTHHE 3aNaIRO-TEPMAHCKEH
kpuTur Mapcems Palix-Pammxuli cguraeT, YT0 Banbsepa oxpymaw;
Hlaa #eflcTBHTENBHOCTE GONBIE CMymNAaeT, YeM OCYEIASeTCH. '

TpyIHO C DTEM COTVIACUTHCH, HOCKONBKY aKUEHT B POMAHE Ha-
IpaBeE HE ‘Ha CJOFHHE TeDPHIeTHH HCHXUKE Tepos (XaX, Hanph-
. Mep,. B JnaicoBckom '"Vimce™).IMeBAHM meHCTEYREAM JILIOM BISCE
nedpaHa OKpyXaomas JeiCcTeuTeNtHOCTE, KOTOPAd JZUHOCTHO OKpa-
IEHHO OTHKPHBASTCA TIEpel HAMY HACTONBKC MHOTOOGPARHC W MHRo-
KO, 9TO, IO CIOBaM HEMENKO KDWTUKE, "HHNrE, KoTOpas Guia CH
¢oravue MHCAAMM O HameM "HIponBeTanmeM oémeoTBe B Tepmanumm
e H¥KTO He Hammean" /I0/.

W ecaym jaxe m300pamaeMoe B DOMAaHe — HE aBTODPCKUE IIpOu3—
BOJI, & Heuro OCYCIOBIEHHO® JUUHOCTBD TepOsd, Tepoil 3TOT EUBET
i IefficTRyeT BpeMeHHO ¥ TeorpamiecKy B PeasBHOM MUDE, OOT-
UepKVBAA JUIE [OJOCHO KPWBHM BepKalay DAa3/dHHe CTODOHH Zed-
CTBUTEJBHOCTH ¥ BHDPAXAA TEM CAMHM KOHCENTYaJbHY® 8HIQRHDO-
BaHHOCTE aBTODPA. ABTOPCKAS KOHIEIINIA, €TI0 COUMANBHO-KPUTHIE~
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CEas HAaCTPOEHHOCTH CTAHOBATCA OCOCCHHO HATVIAIHHMI B KOHTEK—
cTe BCei TPIWIOTTH . B SarIUINTENEHON ee IacTH Tepoil mociae He-
KOTOPHY HEYIATHEY NONHTOK O0DPeCTE COGCTREHHYW ODCETY B BTOM
0e3yMHOM MEpDE OKa3HBaeTCA y DpasfEToro ROopHTa. “f He Mory
EETH B CTpaEe, IIe MyYETEJNRHO OCHTH DATHNECATHNETHMM, " -
CKa®eT OH B KOHIe poMaHa... 'Y MeHd HUKOTHa He OHI0 CHI,
9TO0H HPOCHTHECH, HOSTOMYy f IOJIREH CHI OPHCNOCaCIABATHOCS. .. .
Ho 7 5TO0 GTAHOBHIOCH IJIA MEHS ¢ Ka¥UEM TOJOM TpyIHee. Temeps
¥ MEHS HeT CHI ¥ I Impucnocolmerms® /II/. '

TparToBK2 COBPEMEHEOTC HEMEIHOTO IHMHAape y Bajibsepa me-
KJI09aeT NMPOTEBONOCTABJICHES €T0 EPYTEM LefcTByLmEM JENEM, Kag
BT CHJIO, HAUpEMED, B BHIEY IOMAHY THX pOMarax Besns, Hoccaxa,
Tpacca wiru Wammoka. OgeBmoHOH CTRHOBHTCHA IDYTEsS TEHISHIAT -
B NPHOAMKEHUYM €0 K OKpyXawmell cpefie ¥, Taxwd oGpasoms, OpU-
OnuxenMe €ro K umTaresm. llonodHag TpaKTOBKa CBA3aHA ¢ HOBOHR
COLZANBHO~HPABCTBEHHON KOImaneli: MOpampHO# OOCASTYEHHOCTEN,
COXpaHeHueM CBOSH COMMANLHO-IPeCTHEHOR DOJE E, EMECTO TOTO,
YTOCH [elicTBOBaThH, JEBAPOBATH, BHAWIATH, ECHONB30BATH CHIya-
W0 B CBOVX MHTEpPECax. v

B 37EX yCnOBHAY OCOGSHHEO BO3pacTaeT. DPONE TEPOS-IHRADO,
KOTODHI CTpeMHTCH CTaBHTh HOY BOUDOC ORpyZammmil celd mmp,
HPOHIKHYTH. B IICHXMKY CBOETO COBDEMEHHUKZ, NDENCTABILR TAKEM
o6pasoM Co6of IOCTOBEPHONO MPUYACTHOTO CBULETENS COBDEMEHHOH
OypEYasHORZ DEANBHOCTE ¥ TEM CAMEM LIOMOTAR PasBesTh MED o
WCKJICUHTEIBHOCTA 9TOH AeHCTRUTEILHOCTH.
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NEUE PIKARC - ROMANEN IN DER LITERATUR DER BRD
DER SECHZIGER JAHRE ‘

S, Vilmar
Zusanmenfassung.

Die 60=er Jahre brachten eine Vielzahl gewichtiger Neu=
erscheiningen auf dem Gebiet des Romans. Aus dem ersten Ro=
mapen mit gesellschaftskribischen Ankldgen entwickelt sich
eine Literatur, die immer deubtlicher die Verfassung der zeit-
gendssischen Gemeinschafy in Frage stellt. In dem vorliegen=
den Artikel unbersucht man Romane in denen sich die Elsmen-
te des Pikaro-Romens mit solchen des Bildungs - und  Kiingbe
ler -~ Romans verbinden. ’

~ Die Anklage des Erzihlers Pikaro ermdglicht ein tleferes
Eindringen in die gesellschaftliche Struktur einer stark auf
wirtschaftlliche Werte hin orientierbten Gesellschafie k

Das Uberleben hier erfordert eine perfekte Technik der
Tarnung, die den Helden gegeniiber der Gesellschaft freisebzt,
jedoch nur im Sinne eines Scheins von Freiheit. Jedoch ist im
den meisten Fillen der Protagonist scharfsinnig genug, um den
dunklen Untergrund seiner sogenannten "exberritorialen” Exis-
tenz nlcht zu Ubersehens
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