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Toimetuselt

Kaesolev Tartu Ulikooli toimetiste vihik (“T6id romaani-
germaani filoloogia alalt. Kirjaniku esteetilise positsiooni ja stiili
probleeme”) on jirjeks 1990.a ilmunud temaatiliste artiklite kogu-
mikule “Kirjaniku esteetiline positsioon ja loominguline meetod”.

Ot pexaxnam

JaHELE BHIYCK y4eHWX 3amucoX TapTyckoro yBHBEPCHTETa
(Tpysu mo pomamo-repmancxolt ¢mmonorum. “IIpobmemu oscre-
TEYeCKEX HO3ENEA H CTHNA NHCATeNS”) ABNAETCH IPOJOIXEHHEM
pumegmero B 1990 r. TemarEweckoro c6opEEMKa crarelt “Ocre-
TEYEeCKAE HOIMNHME H TBOPYECKEA MeToX mucarens”.

Editorial Note

The present issue of the Transactions of Tartu University
(Works on Romance-Germanic Philology “Problems of the Aest-
hetic Positions and Style of the Writer”) is a continuation of the
previous thematic collection of articles “The Aesthetic Positions and
Greative Method of the Writer”).

(©) Tartu Ulikool, 1992
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MYTH AND REALITY IN MARK TWAIN’S
“LIFE ON THE MISSISSIPPI”

Tiina Aunin
Tallinn Teachers’ Training Institute

“Life on the Mississippi” is in many ways Mark Twain’s most
characteristic performance, containing the whole range of his me-
thod, style and literary structure. The book is written on two levels
and contains both literary methods, romanticism and realism. Ap-
parent contrasts, myth and reality, and their inner links can be
perceived throughout the book, they are concrete and visual, they
appear as a basic theme in Twain’s “Life on the Mississippi”. The
two levels of the theme act themselves out in a mutual critique:
new social transformations challenging history and history in its
turn testing the new value orientations. :

From the point of view of literary science there does not exist
an unambiguous accepted definition for the term “myth”. A myth
is an imagery, fictitious or invented story landed down from older
times. In theoretical works it is difficult to detect any difference
between myth and fantasy and the terms have often been used in-
terchangeably.

In principle this might be arguable but in Twain’s case there
really seems to be no difference. Artificial myth, put in a correspon-
ding literary form could deal with some serious philosophical and
moral issues relevant to our time.

The problem of the existence of the national, specific myth,
which has aroused the attention of a number of scholars in the USA,
was put forward already in the 1920s by D. H. Lawrence. According
to Lawrence the Americans have inherited from their predecessors
the fear of the new, hostile country, and the longing for their former
motherland(1]. He considers it to be the most important feature of
their psychology. In his opinion this fear has found its way into the
American literature, which reflects hopelessness and fright.
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There have been other attempts to find a kind of American
monomyth, but all these have been unsuccessful. Most of the critics
hold that we can speak only about a number of national beliefs,
illusions, fantasies and expectations that have found their expression
in literature.

One of them, the myth of adventurous and romantic life of the
Mississippi pilots, can be found in Mark Twain’s book “Life on the
Mississippi” (1883)

The book consists of two parts. Part I describes Twain’s days
as a cub pilot and Part II shifts between the perspective of the
successful author touring the river and that of the former pilot re-
entering the world he loved so deeply.

There are signs of the author’s difficulty stretching the manu-
script to a satisfactory length. One is his inversion of passages from
“Huckleberry Finn” ¢Chapters III, XXVI, XXXVIII). Another sign
of his struggle is the amount of matter quoted from early travel
books and the lengthy comments on them. The new chapters reveal
conflicting emotions, whieh constantly tugged at the writer during
the trip and the period of his recounting it. These emotions were
important features shaping the book.

In the first part Twain describes the “old days” romantically,
he considers that time to be happier in his life. He admits that
piloting is his favourite profession and he would like to return to it,
if it were possible. Twain says: “I loved the profession more than
any I have followed since and I took measureless pride in it”[2].

As Van Wyck correctly points out: “The life of a Mississippi
pilot had in some special way, satisfied the instinct of the artist in
him”[3]. The social setting into which Mark Twain was born contri-
buted to the effect of the glorification of that profession. “Gambling,
drinking and murder were the diversions of the capital city of Ne-
vada in the days of the gold-rush“[4]. It was not very different in
those days along the Mississippi, the gruesome experiences can be
seen from many pages of “Huckleberry Finn”.

It should be noted that the pilot was an exception in the Mis-
sissippi region. Before the Civil War the entire welfare, almost the
existence of the population of the Mississippi valley depended on
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the expert skill of the pilot. The pilot is described as a romantic
figure, free and individualistic, almost titanic in his professional ca-
pabilities: “I think a pilot’s memory is about the most wonderful
thing in the world. To know the Old and New Testaments by heart,
to be able to recite them glibly forward or backward, or begin at
random anywhere in the book and recite both ways and never trip
or make a mistake is no extravagant mass of knowledge, and no
marvellous facility,compared to a pilot’s massed knowledge of the
Mississippi. .. [5]. He had to “smell danger in the dark and read the
surface of the water as an open page”[6]. Upon the pilot’s maste-
ry of that “supreme science”hung all the life of the river-folk, their
trade, their communication with the other centers. Above all, the
fact Mark Twain finds to be most significant: the pilot was morally

“...he consulted no one, he received commands from nobody,

free.
he promptly resented even the merest suggestions. Indeed the law
of the United States forbade him to listen to commands and sug-
gestions, rightly considering that the pilot neccessarily knew better
how to handle the boat...”{7].

The epithets and phrases with which Twain characterizes the
pilot are also outbursts of pure aesthetic feeling produced by a su-
preme exercise of personal craftsmanship.

When visiting the river in 1882 Twain was depressed by the
picture he saw. In Part II he exclaims with disappointment: “The
ancient armies of drays and struggling throngs of men and moun-
tains of freight were gone and Sabbath reigned in their stead”[8].
The faded glory adds romance to the older days when the steam-
boat “palaces” floated on the surface of the Mississippi.

The approvements have kicked the romance out of piloting.
With bitterness Twain remarks: “They have raised the captain
above pilot by giving him the bigger wages of the two”{9]. The mo-
dern rivermen cannot be compared to their predecessors. In chapter
LVIII Twain draws a contrast in favour of the older rivermen, when
he tells of the men of “lumber rafts”, not floating leisurely along the
river. .. “but showing swiftly along”[10].

Twain describes his acquaintance with the river and with the
people he met during his pilot days. Horace Bigby’s character is
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presented with great admiration and respect. He is one of the
best pilots of the Mississippi region, who “...learned more than
a thousand miles of the stream with an ease and rapidity that was
astonishing. .. ”[11].

At the same time Twain’s disappointment shows itself in the
description of the fate of his boyhood friends who turned out to be
failures in life. Some of them had fallen to drinking and gambling,
one finished up in a lunatic asylym, some had died.

Also the problem of the treatment of nature by man is brought
forth in the second part of the book. Twain holds that people
should not try to conquer nature, but adopt themselves to its rules.
One of the characteristic features of the romantic treatment is the
perfect harmony between the people and the nature. In Part I it is
exemplified through the pilot’s profession. Pilots love the river as it
is and take pains to learn its rules.

The post-Civil War America, on the other hand, is intrested in
the conquest of nature and as Twain says: “One does not worship
what one desires to conquer”. He gives realistic descriptions of the
changes that have taken place, projects designed for the purpose
of the subordinating the Mississippi to human control. In chapter
XXIX Memphis is described as “having a great wholesome jobbing
foundaries, machine shops, manufactories of wagons, carriages and
cotton-seed oil, and is shortly to have cotton mills and elevators”{12].

Like most of hi¢ countrymen, Twain tries to adjust himself
to the new America. Here and there he also cheers improvements
in handling river traffic: the more neat uniformed steamboatmen,
the superior mapping and marking of safe courses, the deepened
channels. In spite of all these achievements he is uneasy with what
the change foretells, for he senses that a certain basic simplicity has
disappeared from American life, never to return.

It becomes apparent, when we compare the two parts of the
book, despite all its humor and picturesqueness Part II strikes us
as fundamentally sad — even at times, depresssing. Twain is en-
thusiastic about the new America as he praises its technology, its
commerce, nstitutions of learning, newspapers, railways, etc. But
when we read it, we cannot help but to be conscious of the fact



that the author is torn between his beliefs in progress and his desire
to recapture the past’s simplicity, the nation “whose god was the
remarkable river”.

The description of the protagonist of the novel the “remarkable
river” deserves special attention. On the one hand it is described
realistically. Twain gives us facts about its length, crookedness,
subordinate rivers and other qualities. But on the other hand we
notice that there is something mystical about the river. It leads the
life of its own creating and destroying things at random. All the
attempts to control it are doomed to failure. It destroys dams and
“changes its channels so constantly that the pilots used to always
find it necessary to run down to Cairo to take a fresh look, when
their boats were to lie in port a week.”{13]. In Twain’s interpreta-
tion it can be looked upon as a symbol of freedom, for in the world
of slavery only the Mississippi is free. It is forced to consider nothing
but its own desires.

Its shapelessness is one of its chief sources of fascination. It im-
poses its mythical immensity upon all those who come into contact
with it. The lives of the rivermen are shaped into its shapelessness.
All those who run the steamboats respond to its demands. These
romantic descriptions of the river as one of “shortening itself thirty
miles at a single jump”[14] and “always moving bodily sidewise”[15]
lead the reader to a remote world of adventures. ‘

All of this is to be found in Part 1. In Part 1I the river loses its
divinity and mythical character and begins to fade out of the narra-
tive. The old forms of romantic imagination are to respond to new
social patterns which the post-war American nation involved. More
and more T'wain’s sense of reality begins to explore the hypocrisy of
the “American dream” which stresses egalitarianism and material
prosperity.

It is also worth mentioning that Twain wrote “Tom Sawyer” af-
ter he had finished Part I of “Life on the Mississippi” and completed
”Huckleberry Finn” after having finished Part II. It is evident that
“Life on the Mississippi” has inspired both of the novels. Consisting
of the elements of romanticism and realism the book denotes an im-
portant step in the development of Twain’s literary method and can
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be looked upon as a trail-blazer in the process of the development

of his peculiar style.

1.
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MHU® U PEAJIBHOCTE B KHHUT'E OYEPKOB
MAPKA TBEHA “)KHM3HP HA MHCCHCHIIN”

T. Ayann
Peaome

B crarse paccMaTpHEBalTCA OpobNEMEH COOTHOIUEHHSA JABYX
TBODPYECKEX METO/(0B, BONPOCH COEfMHEeHES HCTOpHYecKoro dakra
€ XyAOXEeCTBEHHHM BLIMEICTIOM, a TaKxe MEQoNOrEsanusa asTobmor-
padEuecKkoro Marepmaia B xHEre odepkod Mapxa Teema “Xmams
Ha Muccrcana”.



THE AESTHETICS OF ALDOUS HUXLEY’S
SHORT STORY
(“Half-Holiday”)

Nina Diakonova
Leningrad Herzen Pedagogical Institute

The 1920s witnessed the flowering of Huxley’s talent. His
poems, short stories, novels and essays not only portrayed a drab
and unseemly reality but also rendered its profoundly demoralising
effect on hearts and minds. Huxley’s fiction displayed the analytical
intelligence of a scholar and scientist, his critical papers revealed the
brilliance of an artist. Powers of wit , observation ja generalization
all go together to prove the futility of hope and illusion in the period
of universal disillusionment that followed the holocaust of the war
of 1914-1918.

‘Huxley belonged to the generation of iconoclasts who were alien
to the ethical and religious concepts recognized by European civili-
zation — and still more alien to communist denunciations of that
civilization; he was also critical both of the experimental methods of
modernism and the traditional approach of realism. Defiant indivi-
dualism, endless erudition, profound knowledge of natural sciences
along with humanities and arts made Huxley & formidable critic of
ready-made formulae, of the trite wisdom of pharisees.

“Half-holiday” makes part of Huxley’s fourth volume of short
stories published in 1926 under the heading of “Two or Three Gra-
ces”[1]. While his highly intellectual novels of the same period are
destructive of all classical rules of composition, the structure of the
short stories is firmly traditional. Huxley observes the main rule
— that of unity of action as growing out of one central and do-
minating situation or emotion. Most of his stories are remarkable
for unexpected turns of the plot or for psychological paradox. The
social range of characters is wider than in the novels and includes
the lower classes and their problems.

9



“Half-holiday” draws the conventionally romantic collision of
dream and reality. The main character, young Peter Brett, has had
some education but early orphancy has doomed him to underpaid
work and degrading poverty. His only escape from despair is dreams
of heroic action, of love and happiness. The crushing blow dealt to
those dreams by reality is the subject of the story.

The narrative falls into three parts: the first presents the dream,
the second - its seeming realization, the third — disappointment
and a new blow leaving neither hope, nor illusion. From the point
of view of the classical short story the final doubling of the action
is a departure from the rules of the genre.

The whole story is an ironical transfermation of romantic cli-
chés and their pitiful inadequacy. It starts with a seemingly tradi-
tional descripion of a lovely day in spring: London, Hyde Park, the
miracle of returning life, the new green of trees as if “cut out of the
central emerald stripe of the rainbow.”(p. 196). But from the out-
set the idyllic tone is undermined by irony: “incorrigibly hopeful,
the sooty trees in the Park were breaking into leaf”(p. 106); “what
had been dead, now lived; soot was breaking into rainbow green”(p.
196). The banality of the contrast is mocked by the prosaic “soot”.

In full harmony with the romantic precepts the description of
the landscape turns into a description of its influence on human
beings. But again irony prevails over romance: the beauty of na-
ture is reported as affecting elderly businessmen whose moral zeal
finds an outlet in the decision to get up early, not to drink whiskey
and to buy “the missus” something (p.196-197). And yet, even
these modest resolutions come to clash with reality: no presents
are possible, since shops are closed on Saturday. The generalising
nature of the concluding aphorism is ridiculed by its undignified
concreteness: “Such is life: when the heart is open, the shops are
generally shut” (p. 197).

The romantic notion of the transforming influence of nature on
the morals of men is also parodied by the absurdity and pettiness
of Peter's dreams: the lovely girl he is bent on saving will really
need only “first aid” on account of a sprained ankle; he will take
her home in a taxi, and she will turn out to be a peer’s daughter (p.
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198); the child he is going to rescue from drowning will bring him
into the arms of its rich, young widowed mother. “Yes, widowed.
Peter always definitely specified her widowhood. His intentions were
strictly honorable” (p. 198). Poetical dreams are discredited by the
prose of middle-class morality.

At the same time Huxley is careful to rouse a mixed feeling
in the reader’s heart: ridiculous as Peter’s dreams are, his longing
for love and happiness is perfectly natural and deserves pity no less
(or perhaps, rather more) than mockery. The same contradictory
feeling arises out of the contrast between the dreams and the looks
of Peter Brett; his imaginings are lofty, but he is small, pimpled,
shabby from top to toe. It is his boots that bring him down from
heaven to earth, reminding him of his wretched poverty: “His boots
pursued him whenever he tried to flee, and dragged him back to the
contemplation of his own misery” (p. 198).

The second part begins with what is formally the initial point
of the story, with the appearance of the two heroines, two splen-
did specimen of well-groomed womanhood. Their “luxurious and
arrogant beauty” is described as Peter sees it, while the naivety
of his admiration is brought home by the vulgarity of their dialo-
gue. Every coarse sentiment of the two “godesses” seems to Peter a
revelation of a strange and exotic world (p.202).

Peter’s reactions are all distorted by the power of his fee-
ling: a kind boy, he curses the children whose chattering stops him
from overhearing his goddesses’ conversation. Miraculously, all his
dreams seem to be coming true: he gets a chance of projecting him-
self into their lives by saving-their dog. Romance again is blasted
by irony: the fair ladies are two, and not one; his only feat is that
he stops their dog from fighting with another dog and gets bitten
for his pains.

The story reaches its culmination: Peter has shed blood
for his ladies; he hears their praises and thanks and hopes
for an invitation. But at this point comes an unromantic
dénouement: the girls have had time to take in his looks and
his clothes and thrust a pound note into his not overclean
hand to thank him for his heroism. His bad stammer prevents

3% 11



him from protesting in time: climax is followed by an anticli-
max.

But even before the anticlimax is reached Huxley’s irony ex-
presses itself in a number of devices. There is — first — the
contrst between the low, realistic details of a dog’s fight — and
Peter’s exhalted mood: He prays: “if they fought, he was a made
man... Oh, God... let the dogs fight. For Jesus Christ’s sake.
Amen.” (p. 204).

Beside the comically inappfopriate description of a common
fight as a “passionately anticipated” and ”richly pregnant mo-
ment” (p. 205), Huxley introduces still more out of place classical
allusions: the girls’ dog that bites Peter is compared to Ajax who
“had failed to understand that the immortal was fighting on his
side” (206). When Peter next raises the dog high above ground
Huxley compares him with “Perseus raising on high the severed
head of the Gorgon” (p 204). Classical allusions mock the heroe’s
romantic idealisation of low reality.

Another way to emphasise the low nature of circumstances is
the use of highflown language of science ( “neither dog had any por-
tion of the other’s anatomy in his mouth” — p. 206) and of exquisite
euphemisms: the bulldog, Huxley states, “had left a challenging sou-
venir of its visit” (p. 203).

Throughout the whole episode of Peter’s encounter with the
“godesses” goes the sad and comical contrast between passionate
expectation and the misery of fulfilment: the conversation that
means so much to Peter actually consists only of their repetitive
thanks and his stammered denials (“It’s nothing”). The absolute
alienation between him and the girls is linguistically expressed in
their speaking French to each other during their brief intercourse,
in one of them trying to talk in the vulgar way she thinks he can
understand. When they leave the boy, they immediately resume the
conversation that had been interrupted by the incident of the dog
and Peter — the two are on the level in their mind. To them the
conversation with him and all they had said while it lasted — had
meant nothing but an interruption of their own talk. To Peter who,
as opposed to their meaningless fluency, had said almost nothing,
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the effort of finding easier words to pronounce, had been, according
to Huxley’s ironical and deliberately literary simile, like the toil of
Anglo-Saxon poets seeking for alliterative synonyms.

The parting with the godesses should have marked the end of
a “well-made story”. Huxley, however, goes on with his narrative
to create a parody of the first part and brings the catastrophe of
Peter's loss to a logical conclusion. Though he still clings to his
gilly dreams, they are no longer a consolation, because he exactly
knows what they brought him. As unexpectedly as the first two
girls, another woman walks into his life and entices him into her
lodgings. Outwardly she is a complete contrast to them: they had
belonged to the higher, she — to the lower classes; they left behind
an equisite perfume, she — the odour of cheap scent and unclean
underwear; they had spoken French, she — the filthy language of
brothel; they were beyond reach, she had a low price; from her he
got the invitation he had longed to get from them; he could not look
in their faces, because they were too beautiful, and he avoided hers
because it was revolting; to get rid of her he surrendered the one
pound note they had paid to get rid of him.

And yet, the contrast between the first two and the last one is
not absolute: they share the view of man as a source of profit. On
hearing her friend complain of a boring admirer the other one says:
“You should make him useful, at any rate,” said Husky. — “Oh,
I do,” affirmed Coo. — “Well, that’s something.” — “Something”
Coo admitted, “But not too much.” (p. 205).

Calculation and snobbery actuate all they do and say. Their
inner vulgarity is not much greater than the street-walker’s; they
talk a jargon that is almost as primitive as hers. The difference
between them is mainly that of social standing and education. The
account of Peter meeting her is both an insulting parody of the
earlier episode — and the final dissolution of the dreamland, for
“he saw and completely realized her” (p. 219) — and the figures of
his imagination vanished into thin air.

The contrast between the first and last parts of the story is
enhanced by the contrast between broad daylight and the budding
trees of the park in the beginning — and the hazy grey and lilac dusk
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of evening streets dimly lit by yellow lanterns in the end. But despite
the contrasting elements the whole story is uniformly transfused
with sad irony. It is present in the ambiguity of the heading of “Half-
holiday”, making it clear that the main character is very far from
enjoyment of any kind. Irony is present in unexpected combinations
of words, such as “the sun kissed their bald heads” or “their crusty
business-grimy hearts burgeoning, like these trees, with kindness
and generosity” (p. 197).

Irony is obvious in the nature of literary associations — with
ancient myth (p. 200), with heraldry — when a dog on its hindpaws
is compared “to a rampant lion on a coat of arms” (p. 209) — with
hackneyed quotations, such as the allusion to Byron in “his soul
seemed darker”, — an allusion occurring close to the allusion to a
nursery rhyme about Tommy Snooks and Bessy Brooks (“today was
Saturday and tomorrow would be Sunday”).

Irony finds its way in the author’s brief commentaries, some-
times reduced to an adverbial (as in “incorrigibly hopeful”, p. 196)
or carefully bracketed: “He would take her in a taxi (for which he
had money to pay) to her home — in Grosvenor Square” (p. 198),
his ardent prayers for the dogs to fight (p. 204) are summed up by
remarks on Peter’s pious education. In the later part of the story the
irony is less obvious. The author’s sympathy for his hero’s suffering
and humiliation is more clearly voiced.

In all the parts, however, irony, brevity, restraint and lack of
directly expressed emotion add to the dramatic appeal of the nar-
rative. Like the worthy follower of Chekhov that Huxley is (the
influence of “Dushechka” is clearly to be in the story of “Two or
Three Graces”), he depicts Peter’s drama against a scantily drawn
urban landscape with its “epileptically twitching sky-signs” (p. 218).

With the utmost economy and rigid self-control Huxley crea-
ted a socially and psychologically motivated story of a soul in pain,
that is at one and the same time touching and ridiculous. Parody
of pseudo-romantic tags and clichés, irony, comical literary allusions
whose loftiness emphasises the low sphere of action and its insigni-
ficance, the antithesis between dream and reality all go together to
present a character at once elementary and complex, as well as the
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complexity of the author’s attitude towards him.

Like Huxley’s other stories, “Half-holiday” is a classical spe-
cimen of sarcastic 20th century English prose. Its language is
adequate to Mallarmés formula of true art that Huxley repeated-
ly quotes: Art is there  to give a purer sense to the words of men”
(donner un sens plus pur aux mots de la tribu)(2].
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ICTETUYECKHE NNPHUHIINIIH XAKCJIHN-HOBEJJINCTA

H. Araxonosa
Peswoue

Paccxaa Xaxcian “Cy66ora BeuepoM” BHpaXcaer OpHHIEION €ro
HOBEJIAKCTAYECKOTO HCKYCCTBa. BaXXHeRINAMA H3 HEHX ABJMOTCH
KpaTKOCTh, CAEPXAHHOCTh, HPOHHA, NOAABIEHHE OMONHM, ycTpa-
HeHEe aBropckoro “s”. Haobpaxas TPaARIHOHHO POMAHTHYECKOE
CTONKHOBEHHE MEUTH M JedCTBATeNLHOCTE ¥ rmbenr Meurw, Xakc-
JH NapojdpYyeT OJHOBPEMEHHO H CaMoe MeUTy, YyX[Ayl0 HCTHHHO
POMAHTHYECKON BO3BLIIEHEOCTH, B XapakKTep ee KPYIEHHA, CONPO-
BOX/JAOWANCA 0DCTOATENLCTBAME TPO3AAYECKEMHA H MEIKHMHE.

Hecmorpa Ba 10, aro XaKCI® ONECHBAET CHTYANHIO B Xapak-
TEPH B CYWHOCTH 6aRaNLHLe, HE [ePOW £ro, HE ABTOPCKOE K HeMy
OTHOIIEHHE He OZHO3IHAYHH H He TaK OPOCTH, KaK Ha DepPBH# BITIAL
kaxerca. [IpE Bcell HelemocT® CBOMX NPHETA3AHHA H HECOOTBETCT-
BAE EX ero nEIsocTH [lurep Bperr 3axnouaer B cebe m 061ekTABHO
TparmyecKoe Hadallo, A OTHOLIEHAE K HEMY aBTOpa codeTaeT EPOHHIO
® COlepeXEBAHHEe; 3TO COOTBETCTBYET NOHATAAM XaKCJIH O CIOMHO-
CTH COBpEMEHHOM IICHXONIOTHH, O HEBO3MOXHOCTH OLHOCTOPOHHEX H
KaTeropmIecKnX CYXNACHHRR,

OlleMeHTH DApOXHH, HPOHHYECKAS HHIIHOCTH GJIOBOymOTpebNe-
HEA, HEYMeCTHHE TUTepaTypHHe aJIO3RE, NETATH, KOMAYeCcKasd 06-
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CTOATENSHOCTE: B H3JIOXEHHH HOXPOGHOCTE! MaJIOBAaXKHLX, TapafoK-
calbHasd HEOXHAAHHOCTh CHTYANER HCUONE3YoTca XaKciIm AN4 Bol-
JOmMeHNA NPHHOAIOB HOBENIECTHYECKOrO HCKYCCTBA, 3aBel[aHELX

XX sexy A.Il. Yexopn.
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PROBLEMS OF THE ALIENATED HERO
IN SAUL BELLOW’S NOVEL
Mr. SAMMLER’S PLANET

Urve Hanko, Asta Luigas
Tartu University

Bellow is one of the outstanding American novelists of the new
generation of talented writers who emerged after World War 1I.
Although he, like his immediate contemporaries, Updike, Salinger,
Mailer, etc., has not yet reached the stature of the previous gen-
eration of the '20s and ’30s, the Hemingway-Faulkner-Fitzgerald
prestige, he has introduced new areas of inquiry into American lit-
erature, and enriched the scope of the novel.

Influenced by the social novel of Dreiser, Wolfe and Farrel, Bel-
low assumes a direct connection between art and society. He exa-
mines the injustice of the racial or religious prejudice, and the effect
of war on his middle-class characters. He likewise explores the place
of the individual in the capitalist society and lays special stress on
the influence of the modern city on the private life of man.

All Bellow’s heroes exist in a carefully defined social context.
He evokes not only the life of the New York or Chicago, but also
the neighbourhoods of these big cities. The mass of factual material
and vivid social detail in the background of his novel has led many
critics in his own country to the false assumption of Bellow as a
social novelist, and, in fact, to a misunderstanding of his work.

The major drama of Bellow’s novel is psychological. However
real the social background, his heroes are strikingly free from it.

Bellow’s typical urban hero is outside the usual social context.
Alienated from the chaotic life of the city and turned back upon
himself he faces biological and metaphysical issues rather than social
issues. Locked up in his room in the city, driven to self-examination,
the hero leads an isolated existence for the greater part of the novel
and only towards the end achieves some kind of community with
the inimical outside world.

Although Bellow keeps up his ironic detachment throughout his
novels, his own shifting point of view is almost always that of the
hero, and society he describes, a reflection or projection of hero’s
consciousness rather than objective reality in all its diversity.
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This narrow point of view explains not only the strong mod-
ernistic colouring of Bellow’s novels but also their main contradic-
tion between the “personal” and the “social”.

In practically all his novels Bellow has contrasted two main
themes: ‘'man’s reliance to his inner vision or “autonomous self”,
and his determination to act in the social or external world. Bel-
low’s heroes yearn to establish contact with the outside world, but
they do not know how to do it.- Although in the tentative, am-
biguous endings of his novels Bellow never deprives his reader of
the hope that his heroes will overcome their predicament, give up
self-examination and start a more useful or profitable existence, we
are, in fact, not shown them in action.

Although Bellow masterfullly analyses and criticizes the defects
of American urban civilization and the plight of the individual in
grip of it, he does not show any way out of the impasse. He does
not forsee the possibility of changing the existing social order which
creates the corruption and “individualistic madness”.

In spite of the depressing, modernistic quality of his novels,
Bellow considers himself to be an affirmative or “melioristic” writ-
er. Throughout his work he has expressed a strong opposition to the
pessimistic views of contemporary Western philosophers and deca-
dent writers, who hold that human race is deteriorating and destined
to ruin. This discrepancy between Bellow’s theoretical views and
his actual literary practice, forms another important contradiction
in his work.

On the one hand, Bellow truly believes that man should live in
close relationship with other people and be useful to society; that
he should not be given to pessimism and despair, so fashionable and
widely advertised in the decadent novels of Western literature. On
the other hand, Bellow’s heroes are all alienated men, self-centred,
lonely and desperate. Almost always they are at odds with the
inimical outside world.

With the publication of “Mr. Sammler’s Planet” in 1970 Bel-
low adds one more alienated hero to the six he had presented in as
many novels [1). As compared with the intellectual and publicistic
brilliance of “Herzog” it is a much more meagre work. The narrative
here is concentrated on the meditative consciousness of the hero and
a small number of characters connected with him. O. M. Mendelson
has rightly pointed out that the novel suffers from a certain sketchi-
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ness as we do not feel here the heartbeat of man. At times it is also
not devoid of slight nationalistic tendencies. The value of the book,
however, lies, in the critic’s opinion, in its sharply critical attitude
towards American civilization [2].

The central character, Artur Sammler, a seventy-four-year old
Polish Jew, does not differ much from Bellow's typical heroes driven
to self-examination and at war with the social scene around them.
His criticism of the American civilization acquires only a still more
gloomy aspect than that of the heroes in the previous novels. Except
for a few crushing events during World War II, Sammler’s history
is sketchy, told retrospectively in the course of the narrative. Born
in Poland, he spent the 19208 and 1930s in London where he served
as a correspondent for Polish papers and journals. During his stay
in England he also became a member of the cultural circle of in-
tellectuals presided over by H. G. Wells, and entertained friendly
relations with the latter. Just before the outbreak of World War 11
Sammler and his family returned to Poland where his wife became
victim of the genocidal mass murder by the Nazis. He himself bare-
ly escaped death scrambling, in fact, out of the fresh grave through
the fired bodies. Hiding himself temporarily in the sepulchre of a
Polish cemetery, he later emigrated to the USA.

When the novel opens Artur Sammler and his daugther Shula
have been living in New York for over 20 years. Both are financially
dependent on their benefactor, Dr. Elya Gruner, who is nephew to
Sammler. It was also Dr. Gruner who lifted them out of a camp for
Jews at Salzburg, and brought them to New York. For all these years
Sammler has had little to do but live modestly, read extensively and
play the role of a detached observer of his urban scene.

Artur Sammler is generally considered to be another thinking
humanist in Bellow’s gallery of types. This is, however, only partly
true in the novel as at times his critical observations become so
pessimistic that he seems to apprehend the destruction of the whole
civilized mankind.

As the title indicates Sammler’s main function in the novel is
to record the general aspects of life on our planet. But although
Bellow includes in “Mr. Sammler’s Planet” life on the whole world,
we are, in fact, presented only life in contemporary America, in its
biggest city, New York.

Sammler’s tendency to generalize, to equal his own experience
in New York to global experience, is partly explained by his cos-
mopolitan background. Having been the citizen of many countries
— Poland, England, France, he has observed all the ilis of the West-
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ern civilisation, or as he himself puts it: he has “had the old Euro-
pean culture game”. As noted before, he has also gone through the
atrocities of the World War and been a special victim of the Nazis.
His disillufionment is therefore not caused only by his advanced
age and the consequent bitterness. He is beyond Herzog’s “inspired
condition” and intensive preoccupations with the “meaning-of-life”
problems. In a sense he is merely a “survivor”, walking listlessly"
the streets of New York and feeling poignantly his own rootlessness.
Cast out from his past he had long abandoned also hopes for the
future. His peculiar human condition if offered at the beginning of
the novel:

...“The soul wanted what it wanted. It had its own natural
knowledge of life. It sat unhappily on superstructures of explana-
tion, poor bird, not knowing which way to fly” [3].

His overall disillusionment and old age have made every serious
aspiration or new commitment seem futile:

...“Once take a stand, once draw a baseline, and contraries
will assail you. -Declare for normalcy and you will be stormed by
aberrancies. All postures are mocked by their opposites. This is
what happens when the individual begins to be drawn back from
disinterestedness to creaturely condition” [4].

The picture of New York we are presented through Sammler’s
“disinterested” consciousness is therefore grimmer than ever before
in Bellow’s novels. As this picture is not enlivened by Bellow’s own,
more optimistic viewpoints, we are at times, forced to identify the
protagonist with his creator.

The advances of science and technology seem to have landed
civilization on its final stage — disintegration. Everything that falls
into Sammler’s eyes in the huge city bears the stamp of chaos and
corruption: smashed telephone booths and front doors, traffic jams
owing to the abundance of private cars. Telegrams are not deliv-
ered, mail is delayed which refers to the breakdown of local com-
munications. The shortage of civilian police forces makes people’s
life increasingly precarious every day. Not only are the shady parks
and river embankments teeming with crime after dark, but even the
streets and subway gangs are unsafe in broad daylight.

The shaky pluse of New York forms, however, only a back-
ground to the narrative. The novel’s main concern is the study of
moral corruption of the city-dwellers. Just like in “Herzog” we are
presented several satiric portraits of secondary characters through
the critical acumen of the protagonist.

In many places of the novel the author lays stress on the fact
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that Sammler is an outsider, an emigrant “Jew, no matter how
Britannized or Americanized” [5] he tries to be. This position of
a foreigner enables him more objectively and severely to judge the
“corruption and decline” he encounters every day.

Dr. Elya Gruner, his rich nephew, is a typical American who
has combined his medical profession with business. Sammler is in-
debted to him and likes him in a way as a man who has lived, if not
perfectly, then at least with a “sense of duty”. Nevertheless he is
not blind to the fact that Dr. Gruner’s past has not been blameless.
Without envy he regards him as one of the “winners in the strug-
gle of criminality”. Having been secretly connected with maffia at
the beginning of his career, his amassed riches bear the stamp of
illegality and crime. Like many other energetic Americans he has
also followed the God of modern “individualistic madness” — sex.
Amorous adventures behind the back of a devoted wife have always
been his prerogative as a rich man and breadwinner.

"When Dr. Gruner dies of apoplexy at the prime of his life, he
leaves behind his ruined children who are greedy to get possession of
his property. Angela, Gruner’s daugther, has been spoilt from child-
hood with excessive money at her disposal. She is a typical modern
American woman whose sole interest is sex. Utterly depraved by
her promiscuous relations with men, she has become a banal, futile
figure, without any future prospects. Sammler considers Angela’s
fate typical of her country and time. He suggests that there are
many such stupid, immoral women in America who fling the riches
of their country to the winds.

Worthless is also Gruner’s son Wallace. Like Angela he has
always lived at his father’s expense and has consequently become a
senseless drifter, without any permanent profession or occupation.
In his cynicism he even beats his sister. When Angela reluctantly
comes to the hospital to see her dying father, Wallace at the same
time is frantically searching for the large sum of “maffia money”
which is father is supposed to have hidden in the family villa. Both
children of the rich father have deliberately been depicted as banal
and depraved in their “mad individualism” which governs the mod-
ern Western civilization. Each of them, trapped in a grotesque role,
is at the same time also unhappy and tragic, incapable of genuine
relationship.

Although Sammler has fatherly feelings for his own daugth-
er Shula, he is well aware of her shortcomings. With naturalistic
exactness he dissects her bodily defects as a woman, her slovenly
habits and loud tasteless clothing. But above all he is grieved about
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her “modern” restless and deranged occupations, culminating on
her theft of Dr. Lal’s manuscript which occasions the book’s major
theme.

In spite of their individual peculiarities and differences of age,
all Sammler’s relatives turn to him for help, confide in him. With
his older man’s wisdom and “disinterestedness” he becomes a kind
of father confessor in his own circle. Being himself out of life’s run,
it is also the only way for him to learn what is going on around him,
and ruminate about the gathered information in his critical mind.

Apart from Sammler’s own people we get acquainted with
several other typical representatives of urban civilization through
Sammler’s eyes. But like the former they are also tainted by a
stamp of “anarchy” and decline. Thus the university man Feffer,
who persuades Sammler to deliver a lecture on his impressions of the
pre-war England of the ’30s to the students, is a typical “energetic”
New Yorker. His daily schedule is full of most diverse occupations as
in his pursuit for success he has combined profession with business.
Unlike Dr. Gruner in similar pursuit, however, he courts failure in
both.

During the said lecture at the university, organized by the
“energetic” Feffer, Sammler is for the first time brought face to
face with some extreme of unruly, brazen studentship. His talk
does not call forth any debate or exchange of opinions. Soon at
the beginning, he is interrupted by ribaldry, provocative remarks,
and, in spite of his respectable age, virtually whistled out of the
auditorium. Sammler’s stoic balance is greatly shattered by this
failure at the public lecture. All his old-fashioned truths — de-
cency, order, sense of duty — are overturned. In his dissillusion-
ment he sees everything “deformed”. “Deformed” and not on-
ly the anarchic students at the university but also the “hippies,
protestors, bundits, brutalists, fantasists” he meets in Broadway
and other parts of the city. In this “liberation into individuali-
ties” he apprehends “the suicidal impulses of Western civilization
pushing strongly”.

Bellow’s critic Andrew Waterman has noted that Sammler’s
pessimistic prophecy of the future of Western civilzation has some
bearing on H. G. Wells’s scientific utopias. Thus he writes that
“Sammler’s pre-war friendship with H. G. Wells occasions subtle
echoes in the novel giving us a Wellsian evocation of fin-de-siécle
disintegration, an America of controlling technicians and beflowered
victims that recalls Wells’s Morlocks and Eloi, a Country of the
Blind in which the one-eyed Mr. Sammler has regal awarness” {6).
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He goes on to say that “most explicitly alluded to is the Wells
who prophesied mankind’s liberation through science and reason.
Sammler has participated in Wells’s ’Cosmopolis project for World
State’ a design to reconcile personal freedom and community welfare
through scientific planning” [7]. Referring further to the viewpoint
of Bellow’s protagonist he writes: “his own Utopianism buried in
the War he sees a kind of grisly realisation of Wellsian prophecy,
technology and individuality both run amuck” [8].

Although the critic has referred to the obvious influence of
Wells’s utopias on the novel he has not pointed out Bellow’s satir-
ic distortion of Wells’s idea. In spite of the limitations of Wells's
Fabian socialism his prophecy of a future “World State” through
scientific planning is concerned with an essentially socialist state
of “community well-fare” whereas Bellow in his novel foresees the
dawnfall of the whole future mankind on the basis of his exam-
ple of one overcivilized American city. The critic does not see also
the one-sidedness of Bellow’s pessimistic view of future, given solely
through the consciousness of one ageing, disillusioned protagonist.
Bellow does not detect any other forces in Western civilization able
to build up a different, better future state in place of the old. Bel-
low’s anti-socialist approach from which his previous novels are also
not free, finds its clearest expression here. When Wells’s utopia of
the “Morlocks” and “Eloi” is concerned with the downfall of West-
ern class society, Bellow in his novel seems to apprehend the doom
of the whole civilized world.

More justified seems to be the critic’s reference to another
utopia by Wells, “The First Men in the Moon” which has evideftly
a closer bearing on the theme of Bellow’s fantasy. He writes: “It
was Wells who in *The First Men in the Moon’ projects into earth’s
sattellite a technological superstate. Bellow’s imagination too leaps
moonward in what could be considered the first non-science-fiction
novel of man’s extra-terrestrial age. The moon-landings have re-
duced earth to ’a platvorm , a point of embarkation®, so sharpening
our sense of civilization at a final point” {9].

The main theme of Bellow’s novel centres round the manuscript
of Dr. Lal, an Indian scholar visiting New York. In this manuscript
Dr. Lal has expounded the theory of future life on the Moon. In his
opinion the civilized mankind has an urge to “crack open a closed
universe” and find a better destinity on another planet, the Moon.
Sammler gets acquainted with Dr. Lal’s phantasy through the theft
of the manuscript by his wayward daugther Shula. Deeply disil-
lusioned by life on the earth, he is tempted by Dr. Lal’s vision of
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new life on another planet. In their later personal contact, howev-
er, the differences of opinion become immediately evident. When
Dr. Lal looks upon mankind’s rejuvenation from a biological view-
point, Sammler is mainly intrested in the ethical-philosophical as-
pect of the problem: ... “moon visions. Artemis-lunar chastize. On
the moon people would have to work hard simply to stay alive, to
breathe. Austere technicians — almost a priesthood” [10].

In Sammler’s opinion civilization on the earth has culminated
in dismal decline and there are only two alternatives: either “to
blow this great blue, white, green planet or to be blown from it”.
To save itself from destruction, mankind should remove to another
planet.

As seen from the arguments of the two men “universal escape”
is regarded as an alternative to “universal destruction”. Charac-
teristically, however, of Bellow’s tentative, affirmative solution, his
protagonist makes a compromise. He rejects the inevitability of ei-
ther extreme. His inborn sense of duty tells him that before remov-
ing to another planet, man should sort out the mess he has made
on this one. Contrary to Dr. Lal, who holds that “there is no duty
in biology”, Sammler is convinced that “the pain of duty makes the
creature upright, and this uprightness is no negligible thing” [11].

In the novel Sammler’s moral commitent is realized mainly in
relation to his own people. With his stoical perseverance and senile
wisdom he sets an example to the younger generation, lunatically
engaged in the “business of life”.

‘Bellow’s final affirmative solution in the novel is essentially that
of resignation. With his stocial sense of duty to survive, his pro-
tagonist accommodates himself to the life on this planet however
nightmarish it might seem to him. As neither Sammler nor Bellow
sees any fresh forces to save it from “individualistic madness” and
possible destruction, the scathing social satire in the novel remains
naturalistic and passive. Moreover, as noted before, this criticism
includes mainly the biggest American city, New York. Therefore ap-
prehensions of the possible future “collapse of civilized world” and
of the “universal chaos” sound as too broad generalizations for “Mr.
Sammier’s planet”. :
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IIPOBJEMH OTYYKAEHHOI'O 'EPOA B POMAHE
COJIA BEJLIOY “IINIAHETA MHCTEPA CAMMIJIEPA”

Y .Xanxo, A.Jlyirac
Peaoue

IlerTpansrag Ans MATEpATYpH OpobileMa B3aHEMOOTHOLICHHR qe-
nOoBexa H OOIIECTBA B COBPEMCHHOM AMEDHEKAHCKOM POMAHE CBA3a-
Ha C oruyxAcEHeM (alienation). MuorEe TanaETIEBLE POMAaHECTH
nocresoegHOoro mepEoaa — Jlaxox Kepyax, Con Bemnoy, Hopuman
Mennep, Ixom Anzadx ® ApyrEe — E300paxalT CBOEX Iepoes
OTYYAAEHHLMA H OTTOPrHYTHME oT obmecTsa. B TBOpReCcTBe B3THX
OpPO3aHKOB Da3BEBAIOTCA OAHOBPCMCHHO M DEBNHCTHYECKHE X MO-
JAepHECTAYeCKEe TeHAeHnEE. C oAHOM CTODOHN, PEANHCTHIECKAL
KpHTEKA IOPOKOB COBpEMEHHOro 6ypacya3moro Mupa B AMepEKe —
OTCYTCTBEE IPDaXJAHCKEX NpaB HETPOB, PACH3M, HACHIHE, MEJIETA-
PE3M; C APYTOR CTOPOHH, MOACPHAECTCKAS TPAKTOBKA UENOBEKA, €TI0
6ecIOMOMHEOCT: B HEYTOXECTBO B 3TOM XBOTEICCKOM MEDE.

B nammo@t craTie paccMarpusaerca poman Cona Bennoy, “Ilna-
mera Mrcrepa Cammaepa” /1970/ ¢ Touxm 3penrs E3o6paxenss o
QYACAEHHOrO repod.

B 3axnoYeERA® HOABOAATCA HTOTH O CIHBAHEK PEaNHCTHYECCKEX
H MOZACPHECTCKHX TeHACHOEA B poManax Bennoy. ABTopH cuETaMT,
uro peanxaM Bennoy — 2To peanmsu BEemmEX mosepxrocreit. 06-
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mecTBo, Mo6as NEBENE3AIHA, PACCMATPHBAETCA Kak BpaxaebHoe
genoBexy. OT4yKAEHHHE OT HEro 9eNOBEK 3AHAT MYJETENLHLIME
TOBCKAME caMOro cebsf, OH CTaNKHBAETCA ¢ IPOTHBOPEIHEM MEXKAY
cBoeft obmecTsennoN ¥ GHONOrHYECKOR NpPHPOAOH, 3 KOTOPOro OH
He BEAMT HEKAKOTO BLIXO/A.
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SOME NOTES ON T. S. ELIOT’S
BACKGROUND AND INFLUENCES

Merike Kaus
Tartu University

The impressions and events of man’s early life are of immense
significance. Dealing with T. S. Eliot’s poetry and criticism, we
must also talk about his formative years, his background and in-
fluences. He himself believes that poetry should embody man’s
reactions to his whole experience, to present the full sense of its
complexity. His own whole literary output is, no doubt, determined
by the results of his reading and reflection, varied interests of all
sorts and adventures, contacts and acquaintances. Stressing the
importance for an artist of the sense of tradition, Eliot has always
acknowledged his debts to America and Europe, to his teachers and
friends to those he took as a model and whose tradition he consid-
ered himself to belong to.

Born in St. Louis, Missouri, on September 26. 1888, he was
the seventh and youngest child of Henry Ware Eliot and Charlotte
Chauncey Stearns. Of the family influences, his mother would ap-
pear to have been the strongest. She was a woman of keen intellec-
tual interests, herself ambitious to be a poet.

The boy’s childhood and adolescence, until his sixteenth year,
were spent in St.Louis. In 1896 his father built a large house for the
family on New-England coast. Many images pervading the poet’s
work are drawn upon his memories of that place.

Eliot prepared for his college at the Smith Academy in St.Louis,
spending his final year on John Milton. Poets whom he had dis-
covered for himself in childhood included Byron, Shelley, Rossetti,
Swinburne, Dawson and Kipling. At school he was also introduced
to the classic poets of Greece and Rome. As for the contemporary
English or American poets there was apparently none who could
make any great impression on him.

In 1906 the young man entered the Harvard University as a stu-
dent of philosophy. He was to remain there, with periodical visits
abroad, as an undergraduate, post-graduate and assistant lectur-
er, until 1941. He took courses with well-known teachers, such as
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George Santayana and Irving Babbitt. The former’s philosophy of
" disillusionment and a strong bent for naturalism was an attraction
to Eliot, but the influence of the latter seems to have been more
significant. Babbitt was an authority in literature, education, poli-
tics and ethics. Being an anti-romanticist, he believed in classiciam
and tradition, in the suppression of sentiment and the control of
emotion. The only major subject in which Eliot was later to differ
from him, was Babbitt’s humanism.

Being an editor of the undergraduate literary magasine, “The
Harvard Advocate”, Eliot contributed a few poems to it from the
years 1907-1910. Those very first poems exhibit certain features of
vagueness, flowing musicality and literariness that the poet himself
was so strongly to attack a few years later.

In 1908 Eliot first read Arthur Symon’s well-known study, “The
Symbolist Movement in Literature” (1899), which had a great im-
pact on his imagination. The discussion of the late nineteenth cen-
tury French poets in this book drew his attention to the work of
Laforgue, a poet of spleen and profound pessimism. J. Laforgue
brought the modern world and its language into poetry, and ex-
perimented with a great diversity of lines and broken sequences.
Later Eliot admitted that the form in which he began to write in
1908 or 1914 had directly been drawn from the study of Laforgue.
Such Eliot’s poems as “Nocturne”, “Humoresque”, “Spleen” and
“Conversation Galante” — all dating from this period — have as-
sumed the new tone of ironic detachment. A similar lesson Eliot
learned from Baudelaire, discovering that poetic material could also
be drawn from the essentially unpoetic industrial city.

“The Love Song of J. Alfred Prufrock™ (composed in 1911),
recognized as the first truly notable poem of Eliot by the majority
of critics, belongs to this early period. Astonished by the speed with
which young Eliot had modernised his poetry, A. D. Moody noted:
“Within three years, between the ages of twenty and twenty-three,
Eliot had effected a poetic revolution equal to that of the “Lyrical
Ballads” [1].

It was about that time Eliot began to read Dante, the poet
whose influence he has later confessed as the most persistent and
deepest”. Dante taught him the importance of three things: de-
veloping and refining the language of his nation, secking “width of
emotional range” and being “European” [2].

From 1911 until 1915 (in Harvard graduate School and the first
year at Merton College, Oxford) Eliot devoted himself to the prepa-
ration of a doctoral thesis, on the theme “Experience and the Ob-
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jects of Knowledge in the Philosophy of Bradley”. At the same time
he also studied Sanskrit and Pali. Some of his seminar papers, which
have survived, show a wide acquaintance with the philosophers from
the pre-Socraties to Bradley: other papers, from an original point
of view, the recent work in the fields of social anthropology and
comparative religion. But philosophy for Eliot was not a source
of ideas, let alone convictions and attitudes, he derived from it no
“philosophy of life”. It simply trained him to be a detached critic
of his own sensuous and emotional life [3]. It was evidently during
this period that the material which was to form his major poem,
“The Waste Land” was drafted. ‘

Wartime conditions prevented the poet’s return to Harvard to
complete the formal requirements of his doctorate, but he had al-
ready decided, by the summer of 1915, io remain in England. This
decision may have been influenced by his marriage to Vivien Haigh-
Wood, and also by the fact that Ezra Pound, a vortex of modernist
movement in literature and art, was living in London. The latter’s
influence in securing the first publication of “The Love Song”, was
decisive, and his effort on Eliot’s behalf continued. He introduced
the young poet to the world of the avant-grade in London, peo-
pled by such figures as Wyndham Lewis. Harriet Shaw Weaven,
H. D., Richard Aldington. Pound himself, the leader of Imagist
movement for some time, favoured in poetry a hard, unsentimental
precision of statement. He thought it necessary to take contem-
porary speech as model of poetic style and to seek material that
in itself was non-poetic. Eliot considered Pound’s insistence upon
the immense amount of conscious labour to be performad by the
poet one of his greatest contributions to the work of other poets.
Besides his direct and indirect influence on Eliot’s ideals in poetry,
Pound took it upon himself to look after the material side of the
expatriate’s life (e. g. his “Bel Espirit” plan, devised without Eliot’s
knowledge, which has also been described by E. Hemingway in his
“Movable Feast” [4]

The first appearance of Eliot’s poetry in book form was in the
“Catholic Anthology” (1915), edited by Pound, the title denoting
the eclecticism, not the religious persuasions of the anthology. Dur-
ing 1916 Eliot’s philosophical and literary reviews started to appear
in various journals. By the early 1917, when he began working at
Lloyds Bank in the City of London (his belief being that poetry is
not a career and that a poet should find some other ways of earning
an income), Eliot was in the process of gaining himself a consider-
able place in the world of letters-as a poet as well as a critic.
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T.C.3JINOT - TIPOUCXOKIAEHHUE A
JJUTEPATYPHAME BINAHUA

M.Kayc
PeswowMe

B gammo# pabore paccMaTpHEBAEeTCEZ TBOPYECTBO AHINO-
aMepmkanckoro nmosta ¥ KpuTEka T.C. Onwora. Obpamasce x omu-
Ty MHOIHX €BPONEHCKEX NO3TOB ¥ (HI0COPOB PA3NEUHWX SIOX,
OnHOT NHTAJCA ONPEAENHET: 3aKOHOMEPHOCTHE HMO3THIECKOrO TBOD-
gecrsa. Ho gua Hero 6LUTO BaXHHM X “qyBcTBO CcBOeR smoxy”. B
HacTosme# pabore paccMaTpPEBARIOTCA HEKOTOPHE IOJIOYEHHA 3CTe-
THKE DJHEOTa, KOTOPHE CHIpajH NONOXHTEILHYI0 pOlk B PA3BHTER
aHTJIOA3LYHON IMOJ3HH.
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OBIMECTBEHHO-MOJUTNYECKUE
Y DCTETUYECKME B3IJIsA/EI
J3KOPI3KA TMCCUHTA

Acra Jly#rac
Tapryckei yruBepcurer

Jlureparypras aearensuocts Jdxopaxa ['meccaura Be nonassosa-
JIacCE B HEPHOA €ro XE3HE ocobeEHO BHCOKoR penmyranmeir. Muorme
€ro poMaEH He BHJIepiCalH jaxe Broporo u3fanas. Kpome roro, Ex
THpaX 6L He3HAYHTENEH, TaKk UTO OHH CTAJH BCKOPE PefKOCTEIO.
OTEM, Do-BEAOMOMY, 06%icHAeTCE B TOT (aKT, 9TO EEKOTOPHX Ie-
AEBpOB ITOr'O NACATENS B HacToAllee BpeMa HETAE He LONYYHTH, Aa-
xe B 6mbnmorexax. Bme B 1960 rozy Amopmx Opyann, ogum m3
DovYETaTelled TBOpUecTBa I'HCCHHra, CeTOBAal B CBOEH cTaThe qiA
xypaana “London Magazine” o Tom, 4ro “kHArH, Ea OCHOBe KO-
TOpPHX HaM clefioBaio 6 BcmoMmEHaTh 0 ['ECCREre, cedfvac, fa H
pamLlle, B TedeHEE MHOTHX JieT HELAe He gocraTs”[1].

HecMoTpsa Ha MamoYBCIERHOCTs HOBTOPHHX H3JAaHKHA H NEPEBO-
JOB ero NMpoH3BeAeHHEN, TROpYecTBo I'HCCHHra yice JaBHO ABIANOCH
ob3exToM HayduHLX EcclefoBaEmil. Ha mporaxeHRE mocieAHHX Ae-
CATENeTHHE HHTEpeC K ero JMTePaTyPHOMY Hacle[Hio eue Goree Bo3-
poc, a 9To, B CBOIO odepels, OLI0 BH3BAHO [NIaBHHM 06pa3oM po-
CTOM HHTEPeca K LHCaTeNiM BHKTODHAHCKON JIOXH, 0COGEHHO ero
OO3HEero NepHoAad, H HepPeoNeHKON HMX NMPOE3BEJECHHH.

Teneps I'mccEBry He npEIUIOCH 6K CeTOBATH, KaK OH 3TO Aelal
OpH JXU3HE, Ha OTCYTCTBEE CEPLEIHOTO EHTEPECa K €r'0 TBOPUECTBY.
OzHa 3a Apyrof BHIUIE B CBeT NeJHH pAJ OOMHUPHLIX MOHOrpagpuit
H3-II0Z Hepa TaKAX H3BECTHHX ydeHHX, kak Jxexo6 Kopr [2], Hsxor
T'yz [3] Aapran Ilyn [4] m ApyrEx, B JONONHEHRE K yXe EMEOUEMCH
TpyAaM [5], rie TBopuecTBo ['HCCHEra moABepraeTcs OCHOBATENLHOK
H BCECTOPOHHEH HETepIOpeTanud. 3HAYATENLHYI0 HOMOML B NOHAMA-
EHe IPOTEBOPEYHBOR JHYHOCTH NECATeNd M BLIACHEHHH €r'o JCTeTH-
9ecKEX ¥ (EI0COPCKEX BITAALOB OKa3ala ero OOIIEPHAA KOppec-
nonjennad, cobpaRHaA E E3JjaHHAi mocle ero cMepra B 1903 rogy
[6]. “Ilmcsma Jaopmxa Maccunara k anenam ero cemsr” (“The Let-
ters of George Gissing to Members of His Family” ), magaunnaue ero
6parou OngxepomoM B cectpoit Ouamm (1927), ABNAOTCA NEEHLIM,
mEaBEboNee uacTo mETEpyemuM GEorpadaueckEM Mmarepmanom. Opna-
Ko 3TOT CcOOpHEK He HpeACTABIAET HOJIHOCTHIO JMYHOCT: ['mccmHra
1O ABYM OCHOBHHM OPHYHHAM: BO-IEpPBLIX, NOTOMY YTO POJCTBEH-
BEnxE T'HECCHHra He BCerha ABJANACHL AJNA HEFO KOPPECHOHAEHTAMH,
3aCNyIKABAOLIEME €ro HONHOTO JOBEPHA H, BO-BTOPLX, IOTOMY YTO
MHOTOE M3 TOTO, 9TO MOTJO O TakXKe IPEACTaBIATL WHTEPEC, OH-
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70 IpH OOArOTOBKE K NeYaTH HpOnylleHo. YTO KacaeTcs 3CTETHYe-
CKHX B3rnAjoB I'WccHEra, TO BOONHE JOCTOBEPHLM HCTOYHHKOM B
9TO O6NACTH ABIAETCA €r0 HPOROMKHTeNLHAA IEPENACKa C APYIoM
Oayapaom BepneM, koTopoMy mHcCaTenh NOBEPAN CROH B3TJIAAM, JIH-
TepaTypHEHE MIaHH K nuyake npobremu [7]. lennocrs npegcrasnser
TaKie ero JHeBHHK, E3JAHHLI! BeChbMa aBTOPHTETHHIM H 3aCIyXKH-
BAlOWEM AoBepEs PpaHny3ckeM yueHuM Irepom Kycrummna [8].

IMMockonrky TmccmAT 6un ‘reM’ denoBEKOM, JNHYHOCT:E KOTOPO-
ro ocobeEHO TPYAHO OTAENHTL OT €ro JHTePaTyPHMX pabor, To He
YAEBHTENLEO, UTO €r0 JKH3HEHHWA NYThL COBHAJAET C CIOXKETOM He-
KOTOPHX ero pomaHoB. OTo obcrosrentcrso obifanmaeT HCCiefOBa-
Telnd NETEPaTypHOro HacneAms ['MCCHEra yAenAT: ocoboe BEEMAEHE
Talke KOPPeCHOHJeHNWH ¥ ADYTAM MaTepHalaM, CBE3AHHEKM C €ro
6morpadueil, OpE 5TOM RHOTAA Aaxe B GonLmed Mepe, 9eM OPHE H3y-
9YeHAR TBOPYECTBa APYIHX HECaTeNeHl.

OpHont m3 HamGomee obmEX gYepT xapakrepa ['EccEHra ABIS-
€TCA ero HCKNWYRETeNLEad HAaYATAHHOCTL. Ero CYETANHE NOBCEMECT-
HO B 06OCHOBAHHO Te€M aBTOpOM, KoTopuilt 6uur HamGonee ocBeOM-
NeHEEM JIA CBOETO BpeMEHE KaK B OONacTE MHDOBOM JHTEPATYPH,
tax B B obnactd $EIOCOPCKEX ABHIEHHA H TEOPHR paccMaTpH-
BaeMOro HepHofa. B 9TOM OTHONIEHEW €ro HepeAKO H C IONHLM
IpaBOM 0O YPOBHIO JPYAHOEH CONOCTEBAANE C €ro NIpexllecTBeH-
HakoM J[lxopax Onmor. M3 umcna xe manbonee Gnmsxex x ['me-
CHETY €ro BpeMeHH NECaTeliell-pealECTOB TO3/iHe-BHKTOPHAHCKOLO
IepHOfja OF daije comocTasisici ¢ Tomacom lapam, HackBo3L mec-
CHMHECTHYECKEM aNTJIRACKAM nEcaTeieM. Bce rBopaectBo I'mccrara
NPOHHKHYTO OCTpPLIM IPOTECTOM HPOTHB IapEBiie TOrJa B ARIIHH
CONEANLHO-NONATHIECKON B YKOHOMEYecKoM cHTyanwd. Ero mempm-
MEpPEMaf BpaxAeGHOCTE K IOCHOACTBOBABIIEMY B BHKTODPHAHCKYIO
amoXy BepoBaHHIO B “ycmexm H Hporpecc” Takxe HOMEMANE €My
LOBHTECS WHPOKOTO NPU3HAHKSA CPERR NHTEPATYPHLX KPYIOB TOTO
Bpemen®. Ha OpOTAXEHHE BCEro €ro TBOPHYECKOTO NYTH OTHOIIE-
A ['HCcHETA ¢ OpTOAOKCANLHEMH KDHTEKAME Ounx “Heycrofiya-
pue” EIm BpaxjeGHEE; ero OTKPWTad BORHA ¢ E3JATENAME T4CTO
OPHBOAKIA K TOMY, UTO CAa4ya B Habop NpeACTaBleHHLX AM PYKO-
OHCe#l OTKJNAALBANaCh HIH OHE BOBCe He NpeEmManuck. Hepeaxo
ero o6BEHANE B “M3aNHIIHEM peanusMe”, MPAYHOCTH, HECCHMH3IME,
“p cyXoM HeJpaMaTAYECKOM B306pajKeHEH ABNECHHH XH3HHE, B 0T6o-
pe HempEATENX TeM”[9] B T.A.

* * *

B HacTosmee BpeMA NETEpaTypHAA H3BECTHOCT: 'mccmara oc-
HOBLIBAETCHA I'IaBHHM o6pa3oM Ha ero Gonee paHHEX NPOH3BEJEHH-
AX, TOCBAIERHLX H300PaXeHH0 KHINA HeAHOTH HA JOBAOHCKOR OX-
parne, mpaumos arMmocdep Hcer-Ompa. Ciosa ormocsrcs poMamm,
BPHXOAEBIIEE B CBET ¢ EeGONLIMME HepephBaMu, B BEAE CEPHH, TOI-
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Ja xak ¢oH, Ha KOTOPOM Pa3BEBAIOCH JefiCTBHAE, OCTABICA TEM Xe
— “Pa6oume ma paccpere” (1880, “Workers in the Dawn)”, “/lex-
nacceposanrne” (1884, “The Unclassed”), “llemoc. Ilosects o6
anrmmitckoM conmanaaMe” (1886, “Demos. A Story of English So-
cialism”), “Tupaa” (1887, “Thyrza. A Talc”), “Ax” (1889, “The
Nether World”). Cioxa cnenyeT oTHECTH TaKKe NeCCHMECTHIECKHM
o63op I'mcCEEra 0 XH3HE AATTHACKEX TPOJeCCHOHANLHKX MHECATE-
NeRd ® XypHamECTOB-Xaarypuukos — “Hosasa Tpa6-crpar” (1891,
“The New Grub Street”), ony6nExoBaEHEE HECKONLKO €T CHYCTS.

Bumeykxa3sanrue poMasw 6une HanacaEW ['ECCERHroM Ha ocHOBe
JRYHOrO ONNTa, HpEOGpEeTeHHOro HM B pe3yNLTaTe TON PE3KON Iepe-
MEeHLl, KOTOPYIO B €r0 OPEXHION HOPMAlLEYIO XKH3HL BEEC CKaHAANb-
HHH 6pakx ¢ MOJOZOR NPOCTHTYTKOA B3 MaHuecTepa. OTOT XKH3HEH-
HNA omuT ® mobyxus ero mposecT® MHOro ner B GefmankxoM KBap-
tane Jlongona, B Her-OHfte @ BKYCHTL TAM rOpLKEE OJIOAL HYXIH
B numerEd [10). CHCCHRr cMOr NHYHO O3HAKOMHTLCA C GefCTBEH-
HHM DOJoAeHHeM OpHETAHCKOro mpoyeTapEaTa B KOHIOE MHHYBIIErO
cronerad. B paccmarpupaemyio smoxy Hcr-Omp mpexcrasasn co-
60#t MpaurRLl yroiox B BocTouHOMU Yact Jlomjona, I'fle, 00 JaHHLM
H3BECTHOTO AHTJIMACKOrO HCTOPHKA M SKOHOMACTa Yapmssa Byrca,
B 6egHocTE mpoxcusano 17000 wenonex, 11000 6unm GesgoMEne E
10000 — ronopaoomme [11)].

Asa Bparrc, pyroit BE3BeCTHRI HCTOPHEK ¥ 3HATOK aETIEMCKAX
rOpofiOB BAKTOPEAHCKOM SIOXH, MeTKO aBanx3mpyeT I'MccHHra kak
DHECaTeNs, KOTOPKI MecToM JelCTBAA CBOHX poMaHos m3bpan Jlom-
JOB E Bech CBOM MaTepHal HOYEPHHYN H3 dTol ypbaHM3EpoBaHEON
CpeJi: mOYTH BCe repom pomaros I'mccmrra — xmrenm Jlomgona
¥, PACCMATPEBAS COIHANLHLIE IPOGJIEMH, KaKk OH 9T0 9acTo Aelaer,
OB BEAET ux B XoHTekcre Jlorfora. JlonfoH faer eMy ¢akTH, ommT
u aex.[12] B mexoropux cmomx BmBogax A.Bpmrrc masumaer I'mc-
cEHra “xoHcepBaToOpoM”, ORHAKO HAXOAHT, YTO B IO3AHEBHKTOPHAH-
CKylo SIIOXY OH OMN B fylle MATEXXHHKOM, BOCCTaBLIAM HOPOTHB 3a-
CHNMA oOnYaeB H TPAZHOUM, HO €r0 MATEX OKAa3alJCH cnabLM E He-
yAaursM [13]. Kpmrux yxasusaer Takse Ha TOT H3BECTHHM (akT,
910 'EcCEAT cobpan 6onslioe KONATECTRO cHeNEalLHOM HHEPOpMa-
IOEE O MecTaX AefCTBEA CBOHX POMBHOB, CHCTEMATHUECKH TyIAA IO
ynrnam Her-Oraa ¢ 6iokrOTOM B pyKaX, a Takxe Ha ToT QakT, 4TO
OH BCTYDAJ] B NEYHEM KOHTAKT C JKATENAMH GeJHANKOro Kpaprana
Ha OPOTAMEHHHE DAfa JNeT, KoIAa OH OLUl BLEYXAEH JKETL B Ta-
MOWHEX MaHCapAaX, TOZBalax ® ApyrEx yborax momemenmax. Ho
MeHLIIEA Mepe B 6onee paHHAN HepHOA cBoero npebusamma B Her-
Onje, Jlombere, Knspxenyenne u apyrux Gonee Gegmux padomax
I'HccREr kak pOMAEHCT BepHJN, YTO OH JOJXKEH COAEHCTBOBATh BH-
CTYIUIEHEAM NPOTHB PEe3KO OCYXJAeMWX AM CONHAJILHLX HOPOKOB,
9700H NOBNHAT: Ha MHCIAWEAX E GoeBnx mogen [14).
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Tlog BaRaAHEEEM CBOEX OGICCTBEHHO-IONETHIECKEX B OCTETHHEE-
CKAX B3rAAZ0B MOXOROA ['ECCRAT CTan pafjRKaloM, KOTOPHH IPAMK-
HyI k 6opomuaMcs pabounM, Doceman HX MATEHIE, fepXall PeYH B
BX kIy6ax m mIO3HAKOMEJICA C APYTHM MOIOANM PAARKANLELM HHCA-
Tenem YunramoM Mopprcom. 06 ymomacrpoenes I'mccErra B fam-
HL OepHOf MOXHO Y3HaTh H3 ero mmciMa K Opary Sunzxepory, rxe
OH pa3BACHHAET HACONOrHUYECKHe NeNE cBoero poMada “Paboume ma
paccpere”: “B nepsyio odepefs 4 xkpETHKYI0 GecnepeMOHHOCT: Ha-
Wero IpaBETENLCTBA, KOTOPOE TPATHT GBOE BpeMi Ha OTHOCHTENLHO
MAaJOCYyIUeCTBeRHHE fleia B He obpallaeT BEZMaEX4d Ha CONAANBHHE
DOPOKH, KOTOPHME HM CJefoBalo 6H yXe AaBHO 3anaATecd. 3Jech
£ OpeACTaBIAK0 NepefOBY0 PajEKalsEylo maprEio”[15]. dakTuwe-
CKH pabovasg 'pyNORPOBKa, K KOTOpol upucoenuuuiacs ['EccrEr, ne
6mna mapTHeR ¢ TBEPAOR M CTPOrOR AECHAIIHHONW, a »ro Omnm Amc-
CHJeHTH, PerynfapeEo CoSEpaBmEecs B HAXORZHBIIEECHA HOJ BAHAHEEM
uaeit Dpamy3CKONl PEBONIONME.

K sToMy pamHeMy pajHKalLHOMY NEPHOAY TaK)ie OTHOCHTCH
uATepec [HCCHATA K COUMANBHNM ZOKTPHHLM, B OCHOBHOM IIOK BJIH-
AHEEM ero HeMelxoro Apyra Oxyapza Bepna, xoropuit — 6ynyum
y6eXIeHHHM CONMANACTOM — OMHIDEPOBAN B AHIIAIO OT DEXHMA
Brcmapka. B mEcsMe 6pary Ongxepory I'mccEer coobman: “Bra-
roaaps MoeMy 3HAKOMCTBY ¢ BepueM # cimimy MHOro O JXH3EE B
TepManEE ¥ HHOTZa BCTpPEYaloCh C HEMENKEMH CONMATACTAME, XKH-
BymaME B JIOHJOHE; YHTAI0 TalKe CONHANECTEYECKEE raleTw”. B
TOM K¢ MACLMe OH IPHBETCTBOBAJ BO3MOXHOCTL PEBONIONHEY IPOTEB
“rapapur pexEMa” Brcmapxa: “Komeuno, pesonionus 6yzer pano
HJIE NO3/{HO, — 3TO TONBKO BOLPOC BPeMeHM K f JRAUHO OyRy pap,
xorjia o He#t yenumy”[16]. Kax Monogst pagaxan onpasjuman I'uc-
CHET NONHTHYECKHH TEPPOP B XOA€ DPYCCKOR PEBONIONHH, BLHCHLIKY
mofe®r Crbupr, T.K., [0 €ro MEEHRIO, 3T JIOAR OLIE JelCTBATEILHO
BHHOBATH, “co3HaTeNlbHO 3a/lep)KHBad MNONHTHYeCKOe H COLHANLHOE
pa3suTae”[17).

TNog npamum BoagesicrareM Bepna T'mccunr mamevaran comma-
nEcTEYeckyo crartiio B “Ilan-Mon” ® BHcTyman ¢ joxiagaM# Ha
oty TeMy B paGoueM kuny6e [18]. Cneayer samermts, aro I'mCCEET
6111 CepLe3Ho 3aMHTEPECOBAH ABHKEHEAME B TEODHAME TONLKO NALIE
KOHTHHEHTaJLHOro commaimama. OF wHTan rakxke 6GonLmEXx Teope-
rEKoB, Takex xax Mapkc, [Tiopunr, Mlegaep u ap. On Gun ybex-
JieH, 9T0 “TeopEA conman®aMa Ga3EpyeTcs Ha CTPOro HAyYHOM HC-
cnefosanEr”[19]. B To xe BpeMs OH KpajiHe CKENTHYECKH OTHO-
CEICA K “aBrIMACKOMY CONMAJE3My”, 9TO ACHO BHJHO H3 CIEAY-
JOHEX CTpok: “.. B PeBONIONAOHHHX 0ObefMHEHHAX KOHTHHEHTA
€CTE 4YTO-T0, WTO OKpHugeT Boobpaxerme.. Ho amraméickmi co-
neanmsu! OH HacKBO3L OPONHTAH TOPralleCTBOM; OH ameJIBpYyeT
K CAMHM NOLUILIM AYyIIaM; OH FIAAHT OAHEM Iia3oM Ha cobCTBeH-
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Eylo 6e300aCHOCTE, & ApPYrAM — Ha cedd KaOHTalNHCTa; OH IOJ
HCTepEOK DedaTio, KaK BCe, 9TO HCXOAHT H3 AHFTHECKEX HHE3IIHEX
xnaccos” (20].

D10 ero ybexaerne o6picudeT To 06CTOATENLCTRO, YTO NHYHLEE
KOHTAXTH ¢ pabOvEME, YbH MHTHHTH OH NOCeia]l B Ha KOTOPHX
BCTpedal HEKOTOPHX CBOHX POACTBEHHEKOB ¥M3 “HM3mIEX kKiaccos”,
6une opoxnajiHLME, Gonee weM chepxanEnuME. C caMoro Hayala OH
He uyBcTBOBaX cebd “noMa” B TONNE IPOCTOrO HAPOAS, IPeAUOURTAL
oCTaBaThCi NOCTOPOHEEM HabmiofaTeneM.

Heponruit “conmannauit mepgoa” I['HccEEra MoXHO CBA3aTh
TaKKe C ero JYPHANHCTCKOR HeaTeasHocTho B “Becrruke Enpomu”,
majaomemcs 3 Mockse nmox pepaxmmesr M.Cumacionesmua, rge I'mc-
CHHT OocBemat B T.H. “KBapTaisHO#l craThe” CONEAI-IONIHTAYECKYIO
obcraroBky B AHrngE. OTo JleCTHOE OpefioXeHHe OH HORYYHI OT
npejcTaBETeNel xypHala B JIoHAOHE, NEAEPOB NO3UTHBA3IMA, OPOP.
E.Buanz u ®p.T'appucona. I'mccmar BecsmMa cepieano m jobpocose-
CTHO BeJ 9TOT TEKYIIHR XYPHANLHLE pa3fel, KOMMEHTADYA, MEXCAY
NOpOYEM, H TaKHe HEOTIOXHHe 3N060AHeBHHe NpobleMil, xax Gop:-
6a 3a cpobony » HMpnamaeu (FoMpyis), naseHne cexscKoro Xxo3sf-
crBa B Aprnug # ap. Co BpeMeHeM, ofEako, mHTepec I'Eccmura
K CONMANLHO-HONETRIECKAM HpobleMaM yTEX, T.K. OCHOBATEIbHAA
HOATOTOBKA K HOZOGHLIM CTATHAM OTHEMANa y HETo CAEUIKOM MHEOIO
BpPEMeHH, KOTOPOe OB XOTeJ HOCBATHTE XY/OXKECTBEHHOMY TBOPUECT-
By. IlosToMy OH OTKA3BJCA OT yUacTHA B XKYypHale B AEATEIHOCTHE
pabouero xuy6a.

Ho B Hem supaborancs BROXHOBEHHLI! CTOPOHEEK NO3HTHBH3-
Ma, MofiHOro PRIOCOPCKOro TeUeHKd — rJaBHEM 00pa3oM, HOA BIH-
sEmeM crateft Op.T'appEcora ® ero nmwmocrs. ['mccmHr sEzen B
DO3ETHBE3ME Ty HAyKy COBpeMeHHOro obmectsa, koTopaid, 10 €ro
MHEeHEE®, “B COCTOAHHM OCBOOOJHUTL YellOBEUECTBO OT TOX AHAPXHH,
B XOTOpO# OHO moTORyNO”. B cBOEM ouepegEOM mECIMe DIfXKepo-
gy (or 9-ro mas 1880) I'mccmEr moawrToxHBaer BCe TO, YTO AANE
eMy HJeH NO3ATHBH3Ma, C DHTY3Ha3MOM COBETYd 6paTy IpOYEcT:
coorsercrBylomyio crariio ®p.Tappucona B “@oprraitTin Pesrio”:
“NlossTeBRCTCKAaA PrIIOCODHS BETHT HaM CIELMTE 3a HAYKO#, CAe-
JaTh BCe Nydilee, 9TO6H cobpaTh BCe JOCTHXEHHA YelOBEYeCTBA M
BHJ|ENHT: B3 OCHOBHHX 3HaHHP IPOULIOrO NOpaBHiia, KOTOPHE, B H3-
BECTBOM CMECJe, JafyT HaM BO3MOXHOCT: OpeABHAEeT: OyAyiiee B B
CBA3H C BTHM HaIpaBJATH TAKXe Hally DOIATHYECKYO, CONHANLEYIO
H HEAHBHAYANLHYIO XH3HE Goxee pasymro”[21].

AddexkTHPHEN B DaTeTEYECKHH CTHIL OPEBEAEHHOrO OTPHBKA
manmoMuaeT cTEIL Oriocra KomTa, ¢ kotopum 'mccrar 6nu1 xopomo
3HaKOM, IPOUTA NpubaEsETeNLHO B TO Xe Bpema “Kypc moamrmsmon
drrocodur” (“Cours de philosophie positive”) B nepesoge ['appuar
MapraHI0, CUETAS ero UpOH3BeAeHRE “CaMLIM 3aMevYaTeLHLM pe3io-
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Me 0 JeIoBedecKOM 3HARHH M TEOPEH obliecTBeHHOU XH3HE B Hyay-
mem”[22]). B re rogu I'mccHEr 6un eme ybexseH, 9T0 HO3ETHBH3IM
MOXET ciedaTh MeTa(pH3IAKy H BCAYECKHE NECCHMHY3IM HEHYNHHIMH.

NosrTEBRCcTCRCKAA Prunocodra wrpara E3IBECTHYO pONL B CTa-
HOBJICHEH NepBoro pomMama ['mccEsra “Pabouze Ha pacceere”, xak
OH NIpH3HEaBaj 510 B mHCchMe Pp.lappucory, DoCIaHHOM eMy BMeCTe
C HOAAPOYHHM 3K3eMIIApOM cBoelt xHHrE (9-ro mioaa 1880). Om
OHNIET 3/(eCh O BIMAHEE HOSHTEBHCTCKOM (Priocodrn, modepuEyTOM
m3 crareit ['appmacona B ynomamyToM xypgraie [23]. B cmoem orse-
Te Ba muciMo I'mccumra (22-ro mwons 1880) lapprcor BHCKasHBaeT
ofobpenHe HaumHalolleMy MECaTeNI0 33 €rO NOHAMAHAE H COYYBCT-
e “rpymobmoi” 6exmore, RO B TO e BpeMs ¢ becnoko#cTBOM
OTMedaeT BIHAHEE Ha Hero HaTypalid3Ma 30id, ACHO BHpPaXKeHHOE B
pomare [24]. TmCCHEr B cBoeM 3aCIyXHBAOUlEM BHEMAHHS OTBeT-
HOM NAChMe IPH3HaeTCA, STO OH elle He YHTaJl HE OJHOLO HPOH3-
BeZeERA 3014 ® YTO ero TPAKTOBKA POMaHa OOYCIOBIE€HA JAYHHIMA
BIEYATIEHEAME JXHE3HE “obmTaTenes Tpymos”[25].

B nagane ropweckoro nyru 'mccErra 'apprcon, 6es comme-
HES, Brpa) Hampasaswomywo pons. Ilox ero posgencrsmem I'meccHEr
cran uieHoM JIOHAOHCKOTO 06lNecTBa OO3ATHBHCTOB B Hadal Pery-
NApHO OPRHEMAThL YYACTHE BOBCTPeYaX, KOTOPHE 4YaCTO HPOBOAH-
aHCL Ha KBaprEpe y lappEcoma. B Teuenme mepBmx Mmecsanes 1881
roja OH HAYKHAET JATHPOBATH CBOM NHUCLMAa NO “IO3MTEBHOMY Ka-
IeHAapo”, BeAyleMy Hadalo AATEPOBKE ¢ Bemako# QpaHOy3cikod
Pesomonmn, kax OB moACHAeT B mECLME K OJfgxKepoHy: “OTO mpen-
adoxenne, cxeranHoe Komrom, 3aMeRHETL mpexHee JeTOMCIHCICHHE
TAaKEM, KakEM 6uno 6u Gonee focTodHO OTMeTHT: Haualo ‘Penm-
rur Yenosewecrsa’. Tu, 6e3 commenEs, moimems, 9ro 92-mit rog
Beamxoro Kpmsaca oamagaer 93-m# rox mocre 1788 roga, mpmueM
1789-xt1 — oo mepsmit rog Ppavnyakoir Pepomonum B BMecTe ¢ TEM
- mHavajlo HoBoO#t amoxH. fl cobmpaloch HONL30BATECA JITEM KaleH-
ZapeM E B fanspEeimenm” [26].

Xora T'mccuEr mocnal ofEH 9K3eMIIAP “NHO3ATHBHOTO KajeH-
Rapsa” 6pary, a Apyroll OpEKpen®] HAa CTEHE CBoero kabHHeTa, BCe
me 6 Mecanes cIycTsa oH BepHYICA K OpexHeMY, IPDHHATOMY BCEMH,
NeTORCRHCAeRRI0. MH MOXeM Takke ybeJuTLCH, YTO MeHee ueM de-
pe3 2 rojia dETy3Ha3M ['HCCHETa DO OTHONIEHEIO K HO3ATHBHIMY H
€r0 ONTHMECTHYECKOMY AYXY HOCTENEeHHO yrac H OH HOTPY3HiCH B
CBOM OOLIYEHI MECCHMHIM.

Or10 pe3xoe mamenenne PanocopCKEX BIrNAZOB MECATENA OEIIO
06ycIOBICHO pACTYIMM HHTEPECOM K CHCTEME NeCCHMHCTHIECKOH
$uxocoprr Mlonerrayepa, xoropad Kax H HO3ATHBH3IM, HAXOAHIA
NEpOXEY OTKNEK Ha pybexe 2-x cromermi. I'mccmrr ¢opmynmpo-
sax Hosue $EIOCOPCKHEe yCTAHOBKH B cTarhe, BOCKBIIEH Hapajok-
camuoe sarnasge “Hagexpa meccummsma”. XoTd cTaTha B pPyKO-
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nEcE 6una rorTosa yxe B okrabpe 1882 r., M'mccEEr me onmyGmmxo-
Ba] ee B TedeHHe cBoell xmagE. OueBHAHO, eMy HE XOTelOCh Opep-
BaTh XODOIIEX OTHOWICHHH €O CBOEM NATPOHOM H AobpoxenaTeneM
TappuconoM, OAHMM H3 cronmos mo3uTEBE3Ma B JloEgome, TOrza
Kak B crarie T'HCCHHI BCECTOPOHHE pa3BeHTHBAIN HO3UTHBE3M [27].
CraTha nogpEnack mocMepTHO Toasko B 1970 r. mox H3agaTeNsCI-
soM Ilrepa Kycruna sMecre ¢ APYTHMH MAaJOH3BECTHHMH KPATKAMA
mpo3amveckEME BrcTynnenEsmy ['mccmura [28]. B me#t AcHO BHpa-
Xxaerca AanLHelilee pa3pATEE ero PENIOCOPCKON MECIE E OTIaCTH
HaMe9aeTCd OeCCHMHCTHYECKHH OTTeHOK GONLmEHCTBA €ro MpOH3Be-
JleHER, B OCObeEHOCTE IATH poMmaHos Mcr-OHAa, Hau@HaA C mepBo-
ro, “Paboure Ha paccsere”, ¥ JOCTEras KyNLMAHANAE B HOCHELHEM,
“An” .

Ecng pamsme I'HCCHEr BOCXEIalicA NO3HTEBRECTCKOA ¢mIOCO-
$ueft BO BCeX ee aCIeKTaX, TO Teleph OH HamajaeT Ha Hee BMECTe
¢ paguxanusMoM XIX Bexa, xoTopuit OH Ha3HBaeT “arEOCTHYECKEM
ONTEME3MOM”, HCXOZA, FNABEMM 06pa3oM, H3 NOCTYNaTOB HIOHEH-
rayepopcxolt punocopur. Ero npexnonensme nepef riaBHEOA JOKTPH-
HOl HO3RMTEBE3Ma, “PenErmeil wejsomewecrsa”, KOTOpPYIO OH CHUETAN
“nocroBepHON Hayxod 6yAymero”, CMeHHNOChH CKENTEYIECKHM OTHO-
wenneM x Heit. Jlxxexo6 Kopr mMeTxo ra3san crarsio “efuECTBERELIM
B CBOEM Dofe 0630poM”, HAYMHAA ¢ HAYYHOrO METOAA YYeHHX BHKTO-
pEaHCKo# 3moXE — Munng, Korra, [Japsuna x Cnencepa, # xoH4Yad
amonoreraMu meccammamMa XX pexa, TakEME xak Kamio, Opysnn &
Xakcuu [29]. TECCHEr HaTHHAET CBOIO CTAThIO PAa3TPOMOM OCHOBHEIX
OpEHIANOB MOo3HTEBA3MA. OH HaXOAWT, YTO OMEGOUHO YTBEPAKAATE,
Kax 3To AelalH cTopoHHHKE Komra, 6yaTo 3mamme B cmiax ocia-
6ETE “MeTaH3MUYECKHH MHCTHHKT”, JOTOMY UTO €CIH Jaxe obpaio-
BaHEE XOBEJO Jiojieit JO OTPENAHEA PEIMTAO3HOR HACH, BCE Xe HOjI-
CO3HAaTEeJLHO OHH MEICIAT PeJErHO3HKME TepMuHaMy (30]. Ecnr “ar-
HOCTHYECKHH ONTHEME3M” cMoOr' 6H mobeamTh, T0 06IECTBO, K KOTO-
pouy oHo obpamero, cAenanocs 6H HeCTepIEMEM (HeynpasiteMsn,
6eapaccyHKM), DOTOMY 9TO “ONTHMESIM 3TO JXHTEL, CleAYA *elaHK-
aM”, APYrEME CHOBaMH, “XHThL, BHpaXad DrOHIM”, YTO BEIKBaET
3JI0 KOHKYPeEN#@H. JTO HaXOLHTCA B OPOTHBOPEYHAE C PACCYAKOM ¥
pealnaMoM, T.K. Bce GakTH yKa3mBaloOT Ha TO, YT0 “Hamia XH3HL —
HECUACTHA H TENOBEYECKOe eCTECTBO B KOpHe mopouro”[31].

Tax nocreneEno I'BccHAT JOXOAHT A0 NECCHMECTHYECKOR JOKT-
pean Illonerrayepa: B cyysbe genoBexa “masexcia cocToHT B Geana-
AeXHOCTE” H HayKa HHCKONLKO He OTPHALaeT MeTapH3HTECKOH ciie-
xynanuE (o6pa3sa MHCNH), HO B XOAE CBOEIO HPOrpecca KaKk pa3
CTHMYJIHPYET ee H ArHOCTHIM3M HEBO3MOXHO LepeAaTh myTeM Hac-
TeICTBERHOCTE APYroMy mokonenmio [32]. M3 sroro scmo, aro I'mc-
CHEr GolLme He BEPHT B YTONMIO NO3MTHBE3MA, T.K. OH IONaraer,
9TO BHXOZ K AeHCTBHTENLHOCTH TONLKO YCYTYGRT HecnpapeIHBOCTE
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H 310, NApANEE B MEpe.

Nocpamas 6Gomemryio 9acTh CTATLE Pa3rpoMy NOSHTHBH3Ma H
“argocTEYECKOro onTEMHE3MA”, [HCCEHr cTapaeTcs B JalsHeHImeM
HaATE KaKoe-TO paspemenue GeamafexHoMy HONOXKEHHIO NIOAeH, B
ayxe MMonenrayepa. T.k. oromam spngercs MaHEQdecTanEeli BONH
K XH3HH H IPEYRHON BOUE H pacuped MeXAY OTAENLHLIMHE JNHTHO-
CTAMR M BApojJaMH, & Takixe B OCHOBHOM GefHOCTH H HEIeTH Ha
9TOM cBeTe, TO 6OPOTLCA ¢ TEM MOXHO, TOJLKO OTKA3aBIIECH OT
acu3En. YenoBexa, xak BOWIOUEHHE 3]a, MOXHO OOpaTHTs K 406Dy,
TONLKO OTPENA B HEM €ro CymHOCT:. EARHCTBEHHOE yTelleHHe, Ha
KOTOpOe OH MOXEeT HaJeAThCH, 9TO XalocTs K cebe H ZpyruM, uro
ects EcTouHEK 6yAymero 6mara (no6pa). Uenosex Moxer ZOCTHYH
9TOR CTAajEH HNOCPeACTBOM ACKeTH3Ma, xoTopuil, no lllonerrayepy,
He eCcTh CaMOHCTg3aHHe, HO O0TKa3 or 6paka (BerymaTs B 6pak), pe-
meHAe XKHTH B befHOCTH, K36eraTs HACNAaXACHRN, OHTL CMEDEHHLIME
[33]. Ho » mamem 6GeAcTBeHHOM MEpe €CTL BCE-TAaKE ONTHMANbHHI
BapEaHET, yrBepxcaaer ['mccmrr (caexys IMomemrayepy), He fBuS-
eTCcA OOMaHYHBLIM BCE, UTO HCXORAT 3 XYAOXKECTBEHHOrO TBOPYECT-
Ba [34]. Ora mwjes mepsudnocr® mckyccrsa B yuenum Illomenrayepa
6rna ocoberro mo gyme I'ECCHErY, CYETaBIIEMYy TBOPYECTBO BRICIIEH
CTYIEeHIO YEeJOBEUECKON JeATENLHOCTH.

Crates “Hagexja nmeccuMusMa”, xoTs H He YBHJEBIUIAA CBET
OpH €ro XE3HH, OLlla H3JOXeHHeM BeAylle! MHCIE €ro XH3EE R
tpyAa. Komerraper lllomesrayepa o npRBRierupoBaHHON PONH XY-
AOMHERKA MOMOrNE 'ECCHHTY BHACHATL €rO OTHOUIEEHE K HCKYCCT-
By. Iloag BamsmmeM sroro ¢miocodckoro HampaBlneHEs OB CyMel
OTONTH OT CBOErO HEJONLOr0 COTPYAHHUECTBA C CONHANACTAMH H
HOCBATHTL CebA MONHOCTRIO TBOPTECKOR AeaTenbEocTd. Tak, mam-
pEMep, B mEckMe k cecrpe Mapraper (12 mas 1883) om rosopar,
910 “efMHCTBeHHad, H3BeCTHad HaM, abCcomoOTHAA OHEHHOCT: — BTO
XYIOMECTBEHHOE COBEpPUIEHCTRBO. Beaymme damarmsMa (“ravings of
fanaticism”), onpasaago oHO HIH HeT, IOCTENERHO HCIE3AET HO TPYA
XYAOXMHEKA, KaKEMH Gu CpeJCTBAME OR €ro He TBODHJ, OCTaeTcs
HCTOSHEKOM o3giopoBieEus Mmmpa”(35]. M uepes 2 Mecsma oE eme
JACHee IEIIET Ha oTy TeMy Opary: “SI mMamo-momany obpen cmoe Me-
cro 8 Mupe. Ouiocopus caenana AuA MeHA BCe, 9TO CMOrJa B eJBa
I oHa MeEs Gomnme mETepecyer.” C 5THX HOp ¥y MeHS NpH3BaHHE
“gqucroro xymoxamka” [36].

Brorpad I'mccerra, Jacexob Kopr, npEXoAHT K JOrHYeCKOMY
BHBOJY, 9O TaK E He mossusmascs B nedar “Hagexna meccumma-
Ma” 4BIA€TCA KIIOYOM KaK K DCTeTHUeCKHM BO3I3PEEHAM IHCATENH,
TaK ¥ K FEaBEEM npobremaM B ero poMaHax. Taxie, mo ero Mme-
HEIO, BRACHAETCA TOT $akT, 9T0 [HCCHET B CBOHX CONEANLHHX po-
MaHaX He TOJILKO OTCTpaHfeT pedopMy Kax cpeAcTBO 60pLOH mpoTHB
obmecTPeHROrO 371a, HO faXke He JONyckaer ee BoaMoxcHoctE. Hcc-
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Tesys neccuMmcTaveckyw $prnocoduio Ilonenrayepa, oF TPEXOART
K ybexpesnp, YTo DOCKONLKY YCTPOHCTBO MHpa B KOpPHE IOPOYHO,
QeNoBedeCKH HACANE3M CURUIKOM MANO MOXeT CAENaTh, 1TOOH Ma-
MegETS ero. [37].

HuTepecHo 3aMeruts, 9T0 KpoMe Jxexoba Kopra  Ilsepa Ky-
CTHEIA, aHANH3EpPOBAaBMIEX BIEanEe PunocodEr Ilonenrayepa Ha
T'mccEBra B ocHOBHOM B cBere crarTi® “Hagexja meccEmEaMa”,
K.Ax.®poucrc npenie x TaxEM BLBojaM 6es 3Toro ECTOUHEKA, EO
IAIE Ha MaTepHAlEe OHCCM H ApYrEx 6morpaduueckmx jamHux. B
csoeM acce “T'mccmnr m IMonenrayep” oe crapaercd A0Ka3aTs, ITO
neccaMucTaveckEe duaocodpoxre maen Monenrayepa bonee may Me-
Hee ABHO OTPa3RIACEH BO BCEX pOMaHAX ECaTeld, 0COOEHHO B TAKHEX
nporasefenunx, xax “Axn” m “Hosumt I'pa6-crpur”(38], ®pancac
Taxxe paccMarpasaer pumsHEe gunocogpur Hlonermrayepa 3 Goxee
mEpoxoM niade Ha nureparypy XIX Bexa, ocobenno ma ¢pammys-
CKEX DealHCTOB, BKNiouaf CloJa H BarypanasM Jong. Corlamadcs
c rouxon 3pesrs B.T.IOmra, ®pancEc yTBepxfaeT, IT0 NECCHEMHA3IM
Monenrayepa 6un xapaxTepeE He Toanko gind 'mccmmra. Cyme-
CTBEHHEHME ABISIOTCA €ro CHOUIEHHEA ¢ (PaHOY3CKEMH pealncTa-
ME, CTPYNUHEPOBABIIAMACA OO REBH3OM MIONCHTayePOBCKHX HAER.
“TIpountM 3peHOM, 0OLEAMHEBUMM BCeX JTEX OHCaTeNneR, — mH-
mer Opsacuc, — 6mno ywenme [lonerrayepa, xoropoe 3acrasEno
6poRETs BClo Maccy pealEcTdeckoll nrTepartyph”([39]. TakEm o6-
pa3oM, mo MEeHED (p3HCHCA, He TonbKo 3HaKoMcTBO ¢ Illonenraye-
poM, Ho E obmas aTMocdepa Toll 3HOXE, npeBena ['Eccarra  Apy-
FEX 8BTOPOB K HACTDOEHHAM CKENTHNA3MA H NOAABIEHHOCTH [40].

CopepmerHo HHaYe aHanu3EpyeT Bo3jeitcrsHe Eiel IMomen-
rayepa Ha ['mccmura [losrpg ['pEanc B cBoedl mosfHeftmed MOHOT-
papur “Ilapagoxc I'mccerra” (1986). Cornamasci ¢ obuEM momo-
JeHHeM, YTO B CBOHM IOHONECKHEe rogu “I'ECCEHr ORI NOA CHILHLIM
sangHEeM AoxTpHEN llomerrayepa”, BupaneEHOM riy6xe BCero B
“Hanexzne meccuME3Ma”, HalECaHHOR B KoENe 1882 r. [41], Ppraxc
HOABEPraeT COMHEHHIO KaK OOMIMPHOCTL 3TOM BNEJKHEA, TAK ¥ IpO-
AONXHTENLHOCT: ero: “CmopHo To, HacKoiuLKo genro I'mccmaEr B
CBOEM XYZOXeCTBEHHOM TBODUeCTBe CliefoBaj ydemHio Illomerraye-
pa”[42], nEmer xpuTEK. OR Takxe yTBepXAaer, 4To “Haj0 Ompexe-
JIEHHO pa3NHYaTh HOXOMKECTh TEOPETEYECKEX BITIAf0B E HENOCPEA-
CTBEHHOE IHTepaTypHOe 3aEMcTBoBaHEE”. [lanee oH rosopET, “uro
TalKe Xaxercd HempasjonofobuuM, 6yaro I'mccmrry 6uo meobxo-
AEMo pa3pemreERe IllomeRrayepa Ha €ro Bepy B BHCOKOe Ha3Hade-
HEE TPYJAa XYAOMHEKA, KaK X TO, UTO 3HAKOMCTBO C HeMenkoft (m-

‘Hocodred APEROCE NPHYHHON NECCHMACTEYECKOTO MEPOBO33PEHHA" .
I'prninc npExofET K BHBOAY: “Ha TPOTAXEEHH BCErO CBOETO JHTE-
parypHOro TBOpHecTBa ['ACCHHTr He MOAAEPXKHEBAN MOCIELOBATEALHO
ycraHoBoK Illomenrayepa, manpumep, oE He HMeN TBEPAOTO B3Tid-
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Aa B BOIpOCE Ha OTKAa3 oT xm3mm (“renunciation”)” ... B ornmume
or llonenrayepa 'mccmrr BeprT, 9T0 “cexcyalsHas CTPACTh MOXKET
IPEHECTE MAealsgOe yAosaersoperme” {43], uro ocobermo mpossu-
nock, curraer ['prnic, B 6onee mO3ZREX HpOM3BeAEHEAX MRECATENT
(ranpumep, “Kopora xm3ge”, “The Crown of Life” = gp.).

HarepecHo B y6exaenmo pasbmpaer ['punnc ocEoBEHE m Aedt-
CTBETeNFHHE NPEYKHEN neccHMu3Ma ['mccunra. Cormamasck ¢ ycra-
HOBXO#, 910 'HccHAT 6MI IeCCEMECTOM He TONLKO IO TeMOepaMeH-
Ty, HO E DO yGexAeHHI0 X 9TO IHTEPATYPHHE TedeHHA KOHTHHEH-
Ta DOMOITH o6pa3oBAHHIO €ro MEPOBO33PeHWA H dcTeTH3Ma [44],
I'pEnnc cxmoRfercd X MLCHE, 9T0O JeRCTBETeNhHME NPEYEHE HeC-
camMu3ma ['mccHnra Hafio HCKaTh B 0COOMX 06CTOATENLCTBAX KHSHE,
KOTOpHE HadEHAA ¢ AHell ero I0HOCTR KapAHHANLHEM o6pa3oM H3-
MeHENE AansEedmylo ero cyasby. 3aecs majgo 6e3 coMmerus ymo-
MARYTH ero GecoMuclennyio MeHRTHOY Ha MONOAOK MPOCTHTYTKE U3
MangecTepa, YHE3RTENLHOe TIOpeMHOE 3aKIIOYEHHEE 33 BOPOBCTBO,
rOA XM3HA B AMepuKxe, BHEyX/JeEHOe npoxusaeEue B Mcr-Onge, —
B E3BeCTHOM CMHCNe “EHKOrHETO” AJ4 YTallKE CKaEAalLHOTO 6paka
— BCe 9T 06CTOATENLCTRA OCTABENE MNIYOOXHEE cIefH Ha MONOAOH X
ropxoit BEarype ['ECCHEra, oT KOTOpHX OH HEKOTAa He o0CcBOGOARICS
[45]. Daxr, uTo KO ITEX HEOXHAAHHWX TPATHUECKHX COOWTHH HECa-
Tens 6N BoBCe He MECCHMHECTOM MO CBOEMY MHPOBO33DEHHIO, HO —
HaOPOTHB TOrO, IPeyCHEeBAIOUEM, XKEIHECOIOCOOHLIM, HCKIIOTATENL-
HO pafoTAmAM E TAIAHTIHBMM IOHOWIeH, JOOEBABIIEMCA yClieXa BO
BCeX HHTEINIeKTyaLELX OOONTEKAX, 32 KOTOpHe OH Opaicd.

Vcraroskm I'panica B amalEae 3CTETHUECKHX B3rIAfoB [Hc-
CHETa CYI[eCTBEHEH YA€ TeM, ITO OHH HNPEAYIPEXaloT BOIHHKHOBE-
HEE NpeXxZeBpeMeHHLX BHBOJOB B TaKWX BONPOCaX, KAK pa3lHdYHLe
NHTEpaATyPHHE BIKAHEA, 0O OTHOMERXI0 K KOTOPLM HEPEAKO rpellar
xprtaxu. CaM I'ECCHHT Malo COAERCTBOBAN HCCHEAOBATENAM CBOE-
ro TBOpYECTBa, GYAYIHH PeCLMa CAEDIKAHHHM B BLKAILBAHAH CBOEX
IpAMEX Touex 3peHHs. Tak, HampAMep, O OTMEUAET B CBOEM JHEB-
HEKe aKT OPOYTEHHA TOro HIHE Apyroro dmiocoda HIE HECaTens,
He Aenas of ceba Kakux-1m60 ONeHOK HIH KoMMeHTapHeB [46].

EfuHCTBEHHLIM JOCTOBEPHLM HCTOYHEKOM B AHAJHE3a 3CTETHYE-
cKkaX ¥ ofmecTBeEHO-MONETHYECKEX BarisfgoB ['mccmura, xpoMe ero
POMAHOB, MOXHO CURTATL €0 NePENRCKY ¢ WIEHAMH CeMBE (rjaB-
HEHM obpazoM, ¢ 6paThAMH E CecTpaMH) H C €ro HEMENKHM APY-
roM OpyapgoM Bepmem B 1887-1903 rr. Hcxoas m3 sToro Mox-
HO yTBEPXAaTh, UTO KpoMe (PEIOCOPCKHX TedeHWis CepefEHH Be-
xa — nosmresn3Ma Korra E meccmmmama lllonenrayepa, I'mccmar
HAXOZHMICE HOf CEJILHLIM BIHSHHEM COBPEMEHHHX €My aHTIHECKHX
9CTETHYECKHEX B3ridf0B, 9TO OTPAa3ENOCh B ero pomanax 90-rogos.
Taxme mMmena, xax lmom Pécxmm, Ymarau Mopprc, Moariio Ap-
gomsf, Tomac Kapneitnn, poTpedaoTcs Ha CTPAHENAX €ro OHCEM,
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qT0 B 6ONLIIEH CTENEHE HO3BONAET PACKDPHTh €0 HAEOIOEYECKOe
Hanpapienme. Kax BEAHO ®3 ocTpod kpurTmxkE ['mccrEroM mnosE-
TEPH3MA H ero NeHTpPaXNbHOR ROKTPEHL “Penmrma vemoBedecTsa”,
yxe » 1882 r., B cTatie “Hagexzna nmeccAMREaMa”, OH OKOHYATENLHO
pa3sovaposancs B yronEd 6ynymero KomTa, B npomecce paspHTHES
HAYKH H OpPENEN K 3aXIIOYEHEI0, YTO BCe GeAll ¥ CTPAJAHAA KAIH-
TAJNECTEYECKOro MEPa GOoNblled YACTBIO HAXOAAT CBoe 06LACHeHHEE
B 6e3yMHON DpOMIINJIEHHO# KOHKYPEHNZE XaK BHYTPE FoCyAapcT-
Ba, TAK H MexAy OoTAenbHuMuE crpaHaMm [47]. Ilomarmo, uro om
oTpEuan 6uBHIEE B X0AY Oypiya3dne NOTHTIKOHOMEYECKHE TEOPHH
¥ NPHEBETCTBOBaN PECKEEA N0 NOBOAY €ro COBEpIIEHHO OTIRYHLX
SCTETHYECKEX ® CONHAJN-NONHTEYECKEX AOKTPEH. B mmciMe x ce-
crpe Mapraprre (12 Mas 1883) oH coseTyeT et NPOYeCTh CTATHIO
Pécxmna “Ilocnenmemy, uro B mepsomy” (“Unto This Last”) npea-
cTaBigomyio B3 ceba pasrpou 6ypxyasHol HONHTOKOHOMEH. ['mc-
cEAr ybexzer, aro cecrpa Oyxer B BOCTOpre OT 3TOrO IPOH3BEje-
mEg (“would glory in”), m npr6asnser, uTo cuaTaeT ocobeHHO HeH-
HEM ero “mpexnosernue nepep xpacorot” (“Worship of Beauty”). B
aToM oTHOMEHNH, cyuTaer ['mccuar, Péckma ornmvaerca or Kapaeir-
a1, XOTOpOMy OH “BO BCeM ADYroM HemocpeAcTBeHHO ciefyer”[48].
“Tlocnenremy, uro ¥ nepsomy” (1860) 610 nepBLIM 3IHAYHTENHHEIM
OpoE3BeficHEAeM PECKEHA B CepHE craTell, B KOTOPHX OH Da3BeH-
9all COBPEMEHENE HACE Oypicya3HoR NonaToxoHoMEE. Kak KpHTEK
XYAOMECTBEHHOrO TBOPYECTBA OH HAXOAHI, UTO TAKHE TEOPETHKH,
xax Muraas ® PExapzo yx cammxoM 6Gonimoe BEEMaHHE YAeNAIOT
MaTepBallHO# E IPOMHILIEEHOR CTOpPoHe Ao6HBaeMOro HpoAykTa,
BErHODHPYS €ro XyjoxecTBeHENe cTopoHH. Ilo Péckmmy, taxas To-
BapHaf CTAaThA AONYKHA HANOMEHATh GONLIIYI0O XApTHHY >KEBOLHCH,
rle BaXXHOC MeCTO HOMXHO 6uTs oTBeAeHO Kpacore [48]. Ha roro
e MACLMa chegyeT, uTo I'RCCHHET He HOAAEPXEBaN PeOpPMHECTCKHE
HaugHaHES PEckEHa (OTHOCHTENLHEO MacTEPCKHX, FOCYAAPCTBEHELX
mxon, cybcrgui 6eapaboreux m T.4.). OpEaKo OH OpEBETCTBYET
TOUKY 3peHES PECKHES, YTO ACKYCCTBO K €ro NeHHOCTH 3aCJ]YXCHBa-
IOT NEeHTPANLEOrO MECTa B XM3IHK oOmecTBa B “TO NOHATEE “Kpaco-
Ta” HMeeT MOPaJLHOE H OTCIOAa TaKie 00IeCTBEHHO-NONHTHIECKOE
amavenEe [50]. T'mccEEr 6mn ysepeH, uTo acTermdeckme maem Pé-
cxara, Mopprca B ApHoXLAa ABHJIECE TEM MOCTOM, KOTODHM Coe-
AREZET NOHATEA YHCTOrO HCKYCCTBA B HCIpaBiIeHEA obuecrsa [51].
Tax, manpumep, ox mmmer 6pary Ongmepony (14 despana 1884):
“f xoren 6m mHaneuaTaT: IJIaBEEM OYHKT, HEOOXOAHMOCTE efHEe-
HEA MeXAY KPacoTO} XH3HH H CONHaisHok pedopmu”[52]. B srom
e naEcbMe OH KPHETEKyeT Péckuma, xoropuit 8 3ame Jlompgomcxo-
ro HHECTETYTa DPOBOAHT NPONAraHAHO-TEMATHYECKYI JEKIHIO Kak
“ombnetickant npopox”. Ocoberno zocraercs TakEM MOJOXHM JIO-
AaM, xax YEnsam Moppac, mepemeAmsM OT XYROXECTBEHHOR je-
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ATENLHOCTH Ha ONACHYW TPONYy CONEANECTHYECKOW armTank-|53|.
B onEoM m3 cBomX mo3zHedmmx mEceM 6pary (22 cemrabps 1885)
T'rccmnr BHCcXaauBaeT riayGokoe BO3MYLIeHHE, Y3HAB, 9TO 33 CBOK
COMEANKCTHYECKYI0 ACATENbHOCT, MOppHC moman B Jamx Hoxamed-
cxux: “Umran a® TH panopT 0 CTONKHOBEEHAX MEXZAY CONEANECTA-
un # nonanmer Her-Onpa? Sl gymaw, wro Yenrsum Mopprc mouan
Ha CKaMbI0 HOACYAHUMEIX H3-3a HaIaJoK Ha HONEnuio.. YTo MoxerT
Aeuaats, uepr nobepum, Taxoir xax Moppxc B sroM ctage? DTo xe
EeJIL34 CKa3aTh, Kax cTpamuo. IlodeMy He mmmeT OH CBORX CTHXOB
rae-BubyaL B oraieHER? OH HEHCOPABEMO ONOULIHTCA CPEAH DTEX
merogges... OTXOAR OT BUX, OTXOJH — K COXPaHAN 3JO0POBHM CBOH
AYX — TaKkop 3aBer Hamero Bpemexn!”[54].

I'uccEBr 6un nEgEo 3HaxoM ¢ Ymuramom MoppmcoM ¢ fgEeH
cBoero panmero “pajmkann3Ma”. OH BEAeN B HeM TalaHTIEBOrO
nosta, mEcaTens, NybnEOECTA, HCKyccTsoBeaa. Kax B Péckmne, oH
nesen 3 Mopprce ero acreTHYecKEe BITNSAL, HO OTHOCKICH BECEH-
Ma CKENTHYECKH K €r0 aKTHBHOM NPONAraHAHCTCKOR AeATelILEOCTH.
Ecnz or B npuBefleRHOM Biine muchMe Gpary mucMemsan Péckmua,
YETaBIIErO B pONE “6m6AelcKoro mpopoka” CBOE JeKOHE B 60MLHIEX
3anax, To TeM Gosnee ocyxall OH NONKTEIECKYIO AesTensrocTs Mop-
puca, ocoberno 3 1883-84 rr., xorga mociefHAM CTAN HAPTHHHLIM
axrusncroM [55].

llerrpansaylo maero Pécxura ¥ Mopprca 0 DepBEIHOCTE dCTe-
THYeCKOR K AYXOBHOR KYNLTYpH HE MeHee pensedHO BHpaxcal Tpe-
THH TEOPeTEK 3TOro meprofa, MoTiio ApHONLA, B cBoHX paboTax, .
ocoberno B3 “Kymrype m amapxme” (“Culture and Anarchy”) —
KHETe, 3aBoesabiie Goxrmylo momyinsprocts, Marsio ApHonsp gc-
Hee ueM Kxro-nm60 apyroft obocHopnBaer Hjew, YTO 0Opa3oBaHEe,
CaMOCOBEPIIEHCTBOBAEAE H AYXOBHASA KYJNhTypa ABIAIOTCA Ny 9IEM
OyTeM AJf OCYWECTBIEHAS CONMANLHON pedOpME B NpPeANOCHIKON
HOAJNMHEOrO CONEANLHOro Oporpecca. Hambonshiee pa3gmume BH-
gBngercs TOnLKO B cpexcrsax 6opi6bu. Msenmo Apsaomsx 6operca
MPOTEB BCAKOro “moamTEYecKoro gamatwaMa” (BKIO4af Clofa H pe-
BOJIIONEIO), T.K. OH CYATaeT, YTO HE ORHH H3 KJaccos ofmecTsa He
EMeeT MPEEMYI(ECTBA Tepej ADYTEMH, 4Tobn G6LTL B mEPBHX pAjax
6oprbu 3a nyumwee Gyayllee deq0BETECTBRA.

IlpoTER mOpOKOB 300XH, o ApHONLAY, MoXHO Goporsca maumm
OyTeM pacOpoCTPaHeHHsA KYyNLTYPH E NoAseMa obpasoBammd. Iloa-
TOMYy ADHONLA E3BECTeH E KaK OAMH H3 y6eXJeHHLX OPOTHBHHKOB
aRrnIEicKoro pabouero gsmxenas. Ero Barnsiu, oAHaKO, HAXOAKIR
IEPOKHA OTKIHK CPeAE 6ypiya3Hoil WHTEIUIMI'eHIMH X y MHOTHX
H3BeCTHHX nmcarened. 3xecs MoxHo Gmulo 6M Ba3BaTh, HaIpEMep,
Jaxopmx Dnmor, B uneit masectHok xukre “@ennxc Xonr, pagaxan”
(1866) m ocoberno B BLIIeAmeR oTAentHO craThe “Obpamenme QPe-
nzxca XonTa k TpyasmEMca Maccam” (1868) mpaMo mogBeprayra
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OCYXACHRI PeROIONEOREad Gopiba paboumx — B cmere “Kyanry-
pu ¥ anapxxe” ApHompa.

BoagciicTeae 5CTETRYECKOr0 MAPOBO33PEHRA UeTEPEX BLINCHA3-
BAHHHX TEOPETNKOB H& TBOpYecTso ['mccmHra, 6¢3 COMHEHHS, SBHO.
OTo BEAHO KaK H3 €ro MEpPeNACKE, TaKk M B3 pomamos Hc1-Osja
80-x rogos. XOTA B3rAAAL NECATENH C FOAAMH MEHAINCE, MOXKHO
BCE-TAKH 3aMETHTh HEKOTOpHE oupejeleHHMEe YCTAHOBKH. Tax, Han-
pEMep, 'mccHET xaxercs HemsMenHo Jobpoxenarensnuit x Tomacy
Kapneiinio, 3 0CHOBEOM HOTOMY, 4TO YYBCTBYET AYMEBEOE POJCTRO
¢ Pua0cOPOM BCXEACTBHE €I'0 “apHCTOKPATHYECKOT0” MEPONOHEMA-
HEg [56]. B oxmoM ®3 mrcem cecrpe (15 cernra6ps 1883), B xoTopoM
OH, MexJy mpoumM, obcyxaaer e¢ penurmosgne ybexpenms, I'mc-
CHHT yTBepxcAaer: “Mos NO3ANHA B OTHOIICHRWE YHHBEPCYMA Ta Xe,
ur0o X y Kapneiag, xax 3To BEAHO H3 I'IA&BH €r0 3aMEYaTeNLHOrO
nporapeferus “Caprop” — raaBd noA Ha3paEHeM “EcTecTpensmnmi
Cynep-ratypanman””([57].

Moxno y6esrThCd, CCHNAaACE Ha NPEBECHHLE CTPOKH %3 NECEM
Mapraper m OnpxepcEy, #ro EMeHa Pécrkena, Mopprca, Aprons-
na ® Kapnefing BcrpedanTcs TaM HeOAHOKpaTHO. OT0 0bLicHIETCH
X TeM, 9TO NEHTPANLHEAA HJES OTHX TEOPETHKOB-YHUEHHX O BAXKHOM
MecTe ECKYCCTBa H XYAOXKCCTBEHHHX NEHHOCTEH B TYMAaHHOM, KO-
CTORHOM yelloBeKa, obmecTBe HaXOZHJa CBoe BHpaxeHHEe B Goiee
pPaBELX poMamax Mcr-ORja, rjie onpejeleHHO BHCTyNaeT KORPIHKT
MEXCy HCKYCCTBOM H BO3MOJXEHOCTHI0 ofmecTserHoRt pedopmu [58].

Kposme xoHTEHEHTANBHMX H OTeUeCTBEHHHX (PHNOCOPCKEX R
CONEAN-NONATHUECKHX TeOPHH, 06Pa30BAHEI0 DCTETHYECKHX BIrjg-
nos I'mccuAra, 6e3 coMAeHns, IOMOINIO €ro NOCTOSHHOE H HEyCTaH-
Hoe YTeHEe MEHPOBOil INETEpaTypH. B sTolt obnactE oH, ropasjo
6onee cpepxan, oTMeuas TONLKO B OGIIEX YepTaX OPOYHTAHHOE, HE
BuKa3uBag cBeoro Muemmda. Cectpe Mapraper (31 miona 1886) om
namer: “Boxee Bcero momoraior MEe PpaRny3cKHE H PYCCKHE NHCa-
TeJH. Y MeHS HeT ocoONX CEMNAaTHE K TOYKEe 3PEHEA AHIIEACKAX
aBTopoB”. Oum, Tamke DpE6aBiger, 4TO HOITOMY ero COGCTREHHOE
TBOPYECTBO HEKOrZa He cMoxer 6ur: momynspruM: “Macca mjer k
TAKEM JIOLAM, KOTODHe 6olee oTBeualorT ee Bkycy. JeHr oro AEA
9Ta Macta pacTeT B CBOEM WHCIE ¥ BIEAHEH. Boloch, 9410 HacTa-
HeT PpeMd, KOTrJa Xopollasd JNETepaTypa AoMxHa 6yger ymopHo 6o-
poThcA, 4TobM ocTaTLCA OPHE CBOMX YCTaHOoBKax”[59]. Oro kaxkercs
odens obmEM obBEHeameM, T.k. ['WCCHET He HA3ILBAET HE OLHOIO
AErTEACKOTO MHECATENA, CyMeBlIero GLUTO MOPA3RTL BKyC “Macc”.

MoxBo rToarko npepmonarats, 4To B DECHMe cecIpe OE Gonee
Pe3K0 BHpaXcal CBOIO ZOCaAy Ha H3JaTeJ]LCTBa, He leYaraBlIEe BCEX
€ro OPOM3BONEHHY H3-33 HX CMENOrc OONHYEHHS CONEANLEOTO 33,
KaK, RalpEMep, CIYYHJIOCE C PYKOHOHCRIO ero poMama “Bparm roc-
noxm Ipasaa” (“Mrs. Grudy’s Enemies”) [60].
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Bcam Bocmont3osaTiCs AHEBEEKOBHMMA 3anECAME ['HccEEra, To
K 3Aech HeNn3s HAWTH ONEEKY TOro HIE WHoro aBropa. Tak xe H
OTHOCHTENLHO 30Jd, ¢ HMEHEeM KOTODOrO YacTO CBA3aHa HaTypal:-
cTaveckas o6paborka ero npomssefenuit, ocoberro pomanos Her-
Oraa. B Aresnwxe M maxoxmm 15 sammcedt ¢ mMeneM 3ons, HO BCe
OHM JaHH B CYXOM, ped)epEpYIOIEM CTHIE, B CTATHCTHKE IO HOBOAY
HPOYTEHRA HJIH OXOHYAHHA YTEHHA €r0 POMAaHOB.

Hapormep: Bockpecemve, 24 mions 1893: “.. Uenuit gems ry-
141 oo ynunam”, (mosxe) EemHoro wmTan 3oud.

Cy660ora: 22 moxg 1893: “.. Ynrar 3ong “L’Argent” ¥ mexo-
TODHE E3 ero HoBean”.

HomenensBEK; 21 asrycra 1893: “Komumx 49mETaTH
“L’Argent””[61)].

B TaxoM e CTHIe B AHEBHEKE CAeIaRK NOMETKE O TaKBEx $paH-
Iy3cKkRX nEcarensX, kak Bamssax (13 sanmcer), Momaccar (5),
®nobep (1) m orHOCHTeNsHO pycckmX mHcarened — JJoctoescko-
ro (12), Toncroro (9) = Typremesa (8). HapecrHo B ofmeM, uro
TEccHEr BLICOKO HEHRN BCEX STHX OECATENEH.

B To e BpeMa 6onee MHOrOYMCIEHHL B COAEpPXATENFHE EMEH-
HO 3aOECE [0 IOBOAY IPOYTEHREA HEKOTOPHIX aHFIHKCKEX NECATeleH,
Ha OCHOBAHHH KOTOPHX MOJXHO YTBEPKAATh 0 EX OJM3KAX KOHTAK-
rax ¢ ['HcCEHrOM, O B3aWMHLIX DOCEHEHEAX, NepenEcke, obcyxae-
HEAX, JATEPATYPHLX BIHAHEAX. K HEAM HeCOMHEHHO MOXHO OTHe-
cre Tomaca Tapam (27 samecen), Jxopaxa Mepenura (25), T'.JIx.
Younnca (44).

T.l'apam 6un TeM mEcareneM, kotoporo I'EccEEr ocobenno me-
Ban. Kax m Tmccmer, lapge Haxoaunca Hoj CHALHWM BIHAHEEM
neccaMactuueckoit punocoprun Illonenrayepa @ anTEYIHON NETEpa-
TYpH, 0CcoGeHHO rpedeckEX Tparefdfl. Yro Kacaercqa HX OECCE-
MECTHYECKOr0 MEPOBO33DEHHA, TO, IO MHEHHIO KPHTHKOB, “IeCCH-
mrEam” Tapax EMKoOrjla He JOCTHrajl TaKOR HeNONYNAPHOCTE B AHI-
nEE, xax neccaMmaM 'mccmmra [62).

Jxopax Mepegnr — ToXke OAMH H3 TeX AHMNIAACKEX IHCa-
Tene#t, xoro I'mccEHr rayboxo HMeEEN B YbAM HCKYCCTBOM BOCXE-
IMalica, COBeTyd €ro HeNpeMeHHO OPOYATATL CBOMM OpaThiM H Ce-
crpaM [63]. B 6mTHOCTL CBOK pemeH3eHTOM H3jaTenscrba YamMex
o8a Xon (Chapman and Hall) MepeanT 611 mepprm, xTo ofobpmn
¢ npodeCCHOHANLHON TOYKW 3peHEA poMaEH I'mccmrra. Ero o6m-
HO CYHTAlT OTKPLIBaTEe]eM TallaHTa MOXOJOro mEcarens [64]. Cmc-
CHET B CBOIO odepejl HaXOAHJICA HENOCPEACTBEHHO NOX BIHAHHEM
IHCHEXONOTH3Ma NpomaBefeRni Mepejura, 0cobeHHO B TaKHX CBORX
pomanax, xax “Haa6enna Kunapemgor” [65] (“Isabel Glarendon”).

Jexnapanun T'rccHETa O NOBOAY €ro JHTEPATYPHLX CHMIATHIM
H AHTHDATH{ IPEBIEKAl HHOTAa BHEMaHHEe KDHTHKOB, KaK BEJHO
3 €ro ONEHXE NECATENLHHL Mlapnorre Bporrs B Ixopax Oamor.

|
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B croem mmcime Opyapay Bepny om nmcan 3 1887 r.: “B camom
Jelle B3 aHTIMACKAX DOMAHHECTOB IPeACTAaBIfeTCA MHe BCe SCHee H
ACHee, 9TO €CTh TONLKO OJHH, COBEPIICHHO OTBEYAIONAA MOEMY BKY-
¢y — u ato Illapnorre Bporrs. Illmpoxas, 6necramas xeAmHHAS.
B cpasmenzr ¢ mer Hacopmix Damor jocroitEa xanoctu” (“mise-
rable”) [66).

Oro MATpHryollee CPDaBHEHEE KPHTAKE OOBACHAIE HO-Pa3HOMY.
Apryp IOmr, m3agaren: mepenuck® I'mccmmr-Bepn, o6racman mpes-
mymectso lllapnorre BporTs B raasax mccmmra ee xerncrsenno-
cThi0 — “HHTepecHOM H ofaaTenmon mwumoctiio”[67]. Hwxom Tyx
AyMaeT, 9T0 OH OTKpHN Gomee ray6okylo npuumpy sroro. Tak, mam-
pEMep, oH mameT B MoHorpadE®, nocsamernno# ['mccumry, uro me-
TPYAHO HaATH IDPHIHHY STOR 0Cobod HpHA3HE, OOTOMY 9T0 BpoHT3
6una “mpexcAe BCero NIEUHOCTLHIO, BHPAXKABIIEH CBOM MATEXHLR AYX
OpOTHB yYpeXJeHHAN, CTECHABUIAX €€, OPDOTHB BCEr0 TOTO, 4TO BH-
3HBalO OpoTecT B B TBopuectse 'mccumra™([68].

OTo cpaBHeHHe ABYX aHMMHACKHX NHECATEILHHEL HHTEPECHO ¥ IIO-
TOMY, 9TO B €r0 HPAKTHYECKON JIHTEPATYPHOR [AEATEALEOCTH GoNb-
1oe MecTo 3aHAMaeT Kak pa3 Jaxopax Do, 41é NCEXONOrEIECKoe
MacTepCTBO B H306paxeHHE XxapaKTepoB ['ECCHEr OueH:L BHEMATENL-
HO ECCIEAYeT, YETaA e€ npousseferns [69], oTrkyAa ox MEoroe 6pax
® JNA CBOETO TBOPYECTBA.

Juxcexo6 Kopr opuxopur, no sameMy Muenmio, x fonee obocro-
BBHHOMY BHBOAY, 4To I'SccEHr mmmTEpoBan Merof Jxopax JiIEoT
B BHABIEHAR KOHTPACTHOR CBA3E “MeXAy XapaKTepaMH H EX XCH3-
HeEELM omwroM”[70], IofAYepKRBas STEM NPHYHEY KX HOBEACHHS.

Cnenyer cornacuTics m ¢ ApyrEM BwsogoM Jx. Kopra: Tmc-
CHHT IpOAONXalX BHABHEYTHH [acopax OnmoT JXo3yHr o Homsimok
OTBETCTBEHHOCTH NECATe/lf-PDOMAHHCTA @epef CPOMME THTATEIIMH:
“Kax Bce macarens, 6mpmme mop BumsEmeM Jxopax Dumor, BEeC
I'accHBEr B nETEpaTypy HOBYIO XOHIENRHIO 06 OTBETCTBEHHOCTH, 06-
PaTHBIIACL OT Pa3BiIeKaTENbHLX MOTHBOB H ODONAraHAHCTCKHEX TeH-
JeHNEA K NeHCTBHTENLHEHM MODAJLHHM NpoblemMaM, paclIEpSs HX
IpH 9ToM b cepax conAafbHHX H HCRXoNormdecxux”[71].
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SOCIAL-POLITICAL AND AESTHETIC VIEWS
OF GEORGE GISSING

Asta Luigas
Summary

The article i8 devoted to the social-political and aesthetic views
of George Gissing (1857-1903), one of the most erudite and cont-
radictory literary personalities of the late-Victorian England. Influ-
enced by current philosophic thought of the 19th century, by the
positivism of Auguste Comte and the pessimism of Schopenhauer,
well-read in world literature, he at the same time, did not acquire any
definite aesthetic programme in his comparatively short creative life.
Together with his compatriot Thomas Hardy, he has generally been
considered one of the remarkable pessimists in English literature at
the turn of the centuries.
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CAMOBHITHOCTEL JIUTEPATYPHOT'O
TAJAHTA AKOHA QAYII3A

Buxrop ®peitbeprc
JlaTsEiicKkRi yHEBEpPCETET

Jxcor Qayns ABigeTca OAHEM H3 BeAyIMEX, Hambolee MHTEpEC-
HHX H CHOXHHX OpefcaBuTeledl AHTTHACKOM NPO3HW HAWIMX RHEH.
CaMmoburHOCT: TananTa Payisa 3akmiodaeTcs B HeOOLMHOM JIpPYAH-
IEE B Pa3HOCTOPOHHOCTH €ro HHTEPECOB B BEK Yy3KO# CIemEAIA3a-
IHHK; B CTENEBOX YTOHYEHHOCTH; B CHeNEPHAKE €ro MOBECTBOBATENE-
HO}f MaHEpH, B TOHKOM Jape PHCOBATL OKPYIAOUEA MAD ¥ BCKPH-
BATh MeNbUalfliFe OCHXONOTHYECKHE HIOAHCH NMEPEXMBAHEN repoes;
B €r0 O49eHb OCTOPOXKHOM OTHOIIEeHHH K ciory — kak Qayna ckasal
B OJJHOM HETEpPBLIO, OH HEKOI/a He yIpollaer f3uka, 60 A3LK Aas
Hero cBamesrex [1),

OrnruaTensHon uyeproil TBopduecrBa Paynsa ABnderca ero He-
Ipe/icKa3yeMoCcT:, HECMOTPS HA CTOAKOCTL OCHOBHEHIX TEMATHKO-
CTPYKTYPHEHX OPHEIHENOB €ro mpou3Befenmit. Kaxgoe HoBOe mpoms-
segenne Paynsa fanexo He Bcerfa ONpaBAWBAEeT OXHAAHHA ¥ IpeA-
CKka3aHEA KpPETEKOB (TaK, HaPEMep, CIYYEIOCH C €0 HOCIEAHEM
pomanoM). B To e Bpema kaxzias ero paboTa EMeeT BHYTPEHHIOO,
XOTA HHOTA3 MAybOKO CKPHTYIO CBACH C NPEJAYINAMH ¥ HOAIHHE-
Ha obleft Jorake Pa3BHTHAA €r0 TBOPUECTBA; Kaxjad HOCIeAyKliad
KHHETra IPOJEBaeT HOBLIA CBeT Ha pPaHee EM HamucaHHoe. Tak, Kk OpH-
Mepy, 3HAYHMOCT, M HCTEHEAS Iejh aBTOPCKOrO 3aMEIC]a IepBOrO
pomana “Komneknmomep” (1963) packpusaercs Gonee monso & oT-
9eTNHEBO JHUIE nmocle nybnmxaguwe “Mara” B ero BTOpOR pepaxuEm
(1976).

PesloMapys Cka3aRHOE, YMeCTHO OPHBECTH CIOBa aMEPHKAH-
ckoro kpurdka B.H. Ommena: “Jus tBopuecrsa ®aynsa ocoben-
HO XapaKTepHH JBa HeOOWYHLIX IO COYeTaHHI0, HO APKO BHpPAaXeH-
BEue cpoitctBa. C OfHOM CTOPOHW, OCPOMHOE CTHIEBOE H JKaHPO-
Boe pasHoobpa3sme, ¢ APYrol — HOBTOPEHAE ONPEAENCHHHX TeM H
KOHNENOHi, ONpejelleHHHX NEPEXMBAHAN, OCHOBONONATAIONIMX ANL
genoBedecKoro OnTHA, BITJIAAOB H BocupuaTEi. ORHO BHpaXcaer
NOTPe6HOCTs XYAOKHAKA NOCTOAHHO 6pocaTh BH30B, PACTH B 9KC-
IIepEMEHTHPOBATL, B TO BpeMf KaK BTOPOE KaXeTci NPOABIEHHeM
HeoGXOAMMOCTE MOPalECTa BHCKa3WBaTh CYH/AeHEA H mOydars” [2].

Teopuectso Paynsa MHOrorpaHHO: KpPOMe POMAaHOB, HOBECTER
H PaccKaioB, OH ABIAETCA aBTOPOM CTHXOB, MHOTOYMCIEHHEX JCCE
H IETepATypHO-KDHTHUECKHX CTaTelt, 0630poB, cieHapReB H T.x.[3].
Bce ero nmpom3aBefeEHA PpACKDHBAOT MHOTOTPaHEOCTh €r0O TBOD-
YecTBa E COAEMCTBYIOT NOHEMAHHI OCHOBONONATAIOU[HX OCTETHKOC-
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durrocodpckrx Bo3apenER mmcarens. OH Hadal CBOO TBOPYECKYIO
ResrensHOcT: B 40-x rogax (o poamuca B 1926 r.). Emy 6uno yxe
37 ner, xoraa sumen ero nepsuit poMan “Kounexnmorep”. [lo atoro
Payn13 He oCMeNHBAJCH HEYEro M3 HANACAHHOTO HM NeJaTaTh, CIH-
Tag cBOH paboTH XYyAOXeCTBEHHO HemoiHONeHHuMH. OpHako mocne
BLIXOf{a €r0 HepBOTO pOMaHa OH cpa3y e obparun Ha cebsf BEHEH-
MaHEEe KPHTHKE. DOJLIIEHCTBO KPHTHKOB BEJCNH B pOMaHe JHIIL
HOBYIO IONHTKY E306pa)<e€HHS NCHXONATONOTHE NHYHOCTH, H B He-
Koropux crpanax (HampEMep, B Hopolt 3enanaun) “Konnexnmonep”
BOIIEN B CORCOK 3alpeleHHON NHTepaTypH.

B menom “Konnexnmomep” me npmuaec Paynsy Gonpuredt ciasH, -
yeM “mHOroobemalonmero Molofioro nmcarens’. Hermmnoe mpmEama-
EH€ NPUUIJIO K HeMYy JKIL DOCNe BHXOA3 B CBET HEPBOW pefaKmuE
“Mara” (1966) m ocobeaHo — mociie mofBieHEA poMara “Memmm-
Ha ¢ppariy3cKoro nekrenasra” (1969), BosrnaBmEBuero CHECKH Oe-
CTCeNepoB IO obe CTOPOHH OKeaHa.

Caym Qayns Tak OTO3BANCA O CBOEM MHTEpECE K MECATENLCKOM
JearensHocTa: “Sl Havan DECATE MOTOMY, YTO MHE BCETAA NETKO fa-
Balloch (JaHTAa3EPOBaTh, HPHAYMHBATh CHTYANHH, PealBCTHIECKHE
nuanora” [4]. OB nEmer MeANeHHO E TepHeNHBO, WHOTAa ABa HIH
HECKONBKO NPOH3BEAEHHEN OAHOBPEMEHHO, NOAUEEAACE TBOPIECKO-
My BEMOYILCY, B60 CcumTaeT, 4To “...pOMAH AOMXEH CHaYana OuTEL
3a¥aTHM B CTPAcTE” a ToNbKO MoToM “obpaboram pasymom” [5).

Kax npasmio, ®ayns gonro ® rFmarensHo paboraer Hajg ro-
roBuM TexcroM. Tak, “Mara” Qayns mepefenmsain ABaxau (pe-
aaxmae 1966 m 1977 rogos). Jlareparypa ans Qaynsa aABnsercd
BHpaXKeHHeM COOCTBEHHOrO MHPOBOCHPHATHS M HalejieHa Ha BLAB-
nenue nopokos 6ypxyasHon aeicrBETennHOCTE. llepedpazmposan-
Hxe @M cnoBa [Jlekapra: “S nmmy, nosromy cymectsywo” (6] asyuar
KakK 3cTeTH4ecKoe Kpejo mEcaTens. JKaHpL, B KOTOPHX BHCTYINAaeT
Dayn3, pa3nHvYEL, HO OPHHNHIK €r0 MCKYCCTBA B CBOW OCHOBE OA-
HOPOZHHI.

‘Oupeaenss npEpony uckyccrsa, ®ayns nmcan 3 “Apmcroce”,
9TO OHO BHWpadXaeT ACTHHH, CIHIUKOM CJIOXHHE, 4TobW EX Moraa
BHpPa3xTs Hayka [7]. OH BEAAT NPEBOCXOACTBO HCKYCCTBAa Haj Hay-
KOl B CIOCOOHOCTE HEPBOrO “cXBaTWBATL’ H MOACHATL CIOXKHOCTH
oKpycapouiell JeACTRETENLHOCTH, BHyTpeHHero obnuka 4enoBeka H
€50 B3aEMOCBS3€l ¢ OKpyXawiiuM MupoM. Il@cartent HasnBaeT mC-
KYCCTBO CTeHOrDaMMOW 4YeJOoBeUeCKMX 3HAHHM; IO ero MHEHHIO, HC-
KYCCTBO M XH3HL B3aHMHO JONONHMIOT APYr Apyra. Hckyccrso me
MOXeT pellaTh npobiem, HO OHO MOXeT X aKTyalw3aposats. OmuT
Kaxxgoro u3 repoes Qaynsa jaer YyHTaTeNo ONpefeeHHL MOpPAlb-
HHH YPOK, 33aCTaBlfeT €ro 3arigHyTh B caMoro cebd, MepPeoneERTh
CBOH B3aHMOOTHOLIERHA C OKpy¥aiomeir cpenon. OpHo#t H3 3agau
BckyccTBa Qayna cumraer IpeojolneHHe NPeAPACCYAKOB, BEAYUIEX
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JeloBedeCTBO Ha3lak K BappapcTRy. Tax e XaKk coBpeMeBHas Aeli-
CTBETENLHOCTL ABIAETCA HTOrOM ECTOPEYECKOro OPONecca, RCKYCCT-
BO IPCACTABJIAET PE3yNbTAT deJIOBEUeCKOl AesreasHocTH, OyAyuH,
no Qaynsy, HeOpepuBHEHM mponeccoM (continuity of art). Caego-
BaTENsHO, HEOTHMIIEMO} TACTLIO HCKYCCTBA BCEIfa ABJAETCA OpOM-
Zoe, KOTOpOE OTPaXaeTCAd B HacrosmeM. KyniTypHile TBOPEeHES CO-
BPEMEHHOCTH BCErJa B TOM HJH HHOM CTENEHH NPEACTABIAIOT CO-
6o mpoAyKxT mpomLIoro, Aaje ecl® BHelIHe OHA OTBepraior ero. B
npor3seferrax Daynsa Bcerga omymaerca OCOIHaHEe aBTOPOM TOM
Tpaj/IHIE®, Ha KoTopol oHE crpoarcs. Bumecre ¢ tem Qayna me or-
BepraeT poNs HOBATOPCTBA M DKCOEPEMEHTa B HckyccrBe. Ilo ero
ybexcaenmio, aobas Popma ECkyccTBa JoimxBEa GLTL BLpaKeHmeM
aBTOpPCKOrO “g”, MOOTOMY OH OTpHNaeT HOJHH abCTpaKIHOEE3M,
#60 He OUHTaeT €ro OTPAKEHHEM OKPYXKaIOUEro MEpa, yIpeKaeT ero
B 6eanmunocTe. Cam Payns mmer Hexyio “cpegmiolo” TBOpUECKYIO
ImEM0, 3ajaBas cebe mompoc: “.. A0 KaKOH CTENEHE MalofyIIHe
3aCTaBNfeT MeHA UPHAAEPXKEBATHCA cTapoi Tpapenme? Mo xaxoir
CTeneHE NAHAKA 3arHala MeEA B aBaHrapamsm? ” [8].

B xynirypHoit TpagmmmmE, obEapyX@Baouleidl pa3lIRqHOE IO
¢$opMe E cofjepikaHHI0 BOIIOMEeRE e B TBopYecTBe Daynia, HCXOAHLM
IYEKTOM CIYXaT ApeBHerpeyecKas MEQOIOrEA H HCKYCCTBO, BLICTY-
Dalol{¥e B KaYeCTBe OCHOBONOJATAOMEX KOMIOO3HIHOHHWX NPHEMOB
nucarens. llogobras MEGOIOrH3anAs THTEPATyPH HOCHT OBIHA Xa-
pakTep Bo Bceit 3anafiHok JETepaType XX Beka - 0cofeHHO B nepHOX
mocie BTOPOH MEpPOBOH BOMHM (CM., EanpaMep, MoHorpagduio E.M.
Menerzacxoro “llostaxa mEda” — M: Hayxa, 1976). Opmmm =3
HeHTpaNLELX MEQOTOrEdeckEx obpa3os B mpomasegenEax Paynsa
apnserca MEQ 06 OpEccee, Mad moHCKa.)

Tax e xak OfHEccelt oTopaBasercs B ckuTanms no Ceery, uro-
6l BO3BPAaTHTLCA ROMON Yy)Ke ¢ HOBHM NOHEMAHHeM cebf & MEpa K
0bHAPYXHATL, 9TO HMEHHO TaM HaXOARTCA HCTHHHAs NENh, IPHYAHA
ero myremecTtsEs, repor Paynsa OTHPaBIZIOTCA B CRMBOIHIECKOE
CTpPaHCTBEE, ETOrOM KOTOPOro sBJifeTcf obpereEme cobcTBeHHOro
“a” ® mepeocMHICIeHEE OTHOLICHHN K OKpYJKalolled AeACTBHTEILHO-
CTH, H60 KOHTAKT C BHEIIHEM MHDPOM BO3MOXeH AIf HEX JHUEL KakK
mror camMonosgaEms. Payna Bufenser BAXHOCTL ANA CBOEro TBOP-
yecrBa ofEcceesckolt aunemmu Kanmunco-Ilemenona, koropas obHa-
pyxEBaeT cebi IpH TPAKTOBKe OfHOR M3 BEAYIIAX TEM €TI0 OPOH3Be-
JeHER — mpo6neMu Bubopa: “... 1 3Ha, HACKONLKO A 0043aH Kak
nucatens Aunemme Kanunco-Ilemenoma, xoTopas Bceraa mpecnefo-
Bala B Brupejs Gyaer npeciefoBaTe MOH # GecHECIeRHNe APYrEe po-
Manw”, nucan @ayas (9] Ecnm cyrs amnemmuns OxEcces COCTORT
B BLI6OpEe MeXCAY BEUHOCTLIO B CMEpPTHOCTEIO, TO AnA repoes Daynaa
BHGOD JIEXHT MeX/y He3HAHWEM H NO3HAHHEM, OOHAEeHHOCTHIO Cy-
HECTBOBANEA H MYUYHTENLHOCTEI0O caMono3Hamusd. CTpyKTyprEO Mud
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moECKa HepexaKxaercs ¢ MEQoM o cxoxzermn (descent). Tax, mam-
puMep, B pomaRe “Kemmuna ¢parnyscxoro neiireHasTa” ofHEM H3
OCHOBAHLX NeATMOTHBOB fBIfeTC MED 06 Apmanme m Teaee, a on-
HEM H3 OEHTPAaILHEEX obpazos — nabupmar. B “Ocrposax” Qayxs
OELIET, YTO LNEeHTp NaGEPHHTA CHMBOJM3NpYer NCTEHHOE CAMOINO3-
mamge (true self-knowlegde)[10], uro spxsercs 3agadeit ncaxoro mc-
KYCCTBa. .

Ocoboe Mecto B TBOpuecTBe Qayn3a 3aHEMAET KENLTCKAA JETe-
parypa. 3To 061AcHAeTcA yOexeHHeM NEcaTeNd, 9TO BEITAACKAL
JIATEpaTypa CTPOETCH Ha ee OCHOBe, a He Ha aHIIO-CAKCOHCKOH, KaK
OPHEATO CUHTATL. B IpeJHCHOBEE Kk pacckaay “Onmpiox” Payns
IAmMEeT, 4YT0O MOXHO HaACMCXAThCA H BHCOKOMEPHO ym.xﬁaucx HanQ
MHEMO¥ HAHBHOCTHIO B IPUMETHBHOCTHIO KNS TCKOA THTEPATYPH, HO
oTMeuaeT, ... 9TO 3TO IPOTEBOPEYHT HOPMaM GIIArONPHCTOHHOCTH,
IOCKONEKY MH kak 6u HabniofaeM cobcrsemmoe poxzenme”-[11].

®ayns DpPOBOZET HEMOCPEACTBEHHYIO CBA3L MEXAY KeIbTCKOR
NETepaTypot B ME(OJOTHIECKON TeMOd NOBCKa. “3HaMeHATeN:-
HO TO, YTO TakHe aBTOpH, kak Mapmsa ®pannysckas m Kprcreana
Ilacanckas, yacTo 3aCTaBIANH CBOHX YJIHCCOB COBepIIaTL AalLHEE
OyTelleCTBEA, YTO6H O6HApYXMBaTh, YTO HCTEHHAS MYApPOCT: Haxo-
AHTCA AOMa HJH NO KpadHel Mepe HE B CAMOW HavalLHON CTagHH
fyra” [12].

OcobenHO Ba)XHYI0 pONb KaK B HCTOPHE KeNILTCKOX M aHIJIHHA-
CKO}l IHTEpPATYpH, Tak E B TBopuecTBe (ayi3a cuTpala DHCATENE-
gEna X1I pexa Maprsa @Qpannysckas. llocnegusas, no maenmo Pay-
3a, ob1ajana HCTHEHO KCHCKEM NOHEMAHEEM H IyBCTBETCILHOCTHIO
K ICEXONOrHYeCKEM ACIHEXTAaM B3AHMOOTHONICHHH MeXAY JIOALME.
Tpopuecrso Mapms ®paanyackoit pucoko nesra B. I'ére, xoroprit
oEcal ® ee “n3” B 1820 rogy: “.. moomu Mapmm ®pamnnyaxon
CTAaHOBATCA HeXHEe H MHJIee OT apOMaTa BPEMEHH, KOTOPH BCTAeT
Mex/y BaMH u eo camoi”.[13]. Ee necoMmennuit fap xygoxuuka 3a-
KJI0Y9alicd B YMEHEE NepeJaTh HCHXONOrEYeCKHe HIOAHCH Ir'epoes my-
TeM ONACAHHA EX MOBEJEHHH, Uepe3 JHAIOT, MAMEKY E T.4. IlpmMe-
pom cayxuT paccka3 Paynsa “Ongiok”, KOTOPHHA ABNIETCA CBOGOA,
HHM IepecKa3oM ofHoEMeHHO “n9” (“lais”) Mapum ®pamngyackoi.
Kax mamer B.HBamesa: “...Manenrxasa nosects “Onafgiox”, or ko-
TOPO# HEOT[eNHM apoMaT HHOM snoxH, ciayxkar Oaynsy nosogom Aua
JEeMOHCTPAOEE CBOEro NCHXOJNOTEYECKOr0 MACTEPCTBA — PaCKPHTHEA
IICEXOJNOTHE TepOeB Yepe3 HX HOCTYNKH ¥ Aencrsma” [14].

OrnwumTensHor depToit TBOpuecrsa Maprm @pannyackon
Qayn3 CYETaeT HPOHEYECKOE BOCUPHATHE H30bpaxaeMuX COOMTHH,
KaJecTBO, HOPOR TPYAHO YJNOBHMOE JJA la3a COBPEMCHHOLO YeNd-
Bexa. Tax, manpuMep, p mooMe “O6oporens” (“Bisclavret”) ommca-
HHEE MECTH MYy)a CBOed HeBEPHOMR cynpyre IpOROAHTCH ABHO HDPO-
HRYEHM obpasom “..H BoT pacnpaBmics o c Heit... BeAr HOC ycmen
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et orxycuTs! Kax Mor om xyxe moctymaTs?”[15].

Ilo yreepxpenmio camoro Hx.Qaynsa, riayboxo obobmarouryio
pcus B ero TBopdecTse Erpat MEd o Pobrre ['yae, xoTopini on cum-
TaeT OYeRh BaXXHHM AHMIRACKAM MEQoM [16), BupaxaouEm KBHH-
TICCEHNYI0O HCTHHHO AaHTJIHACKOTO XapaKTepa — TATOTEHHE K yefd-
HeHHOCTH ¥ OTBJIE€YEHHOCTHE OT obliecTBa, OTCIOfa CHMBONEYECKOE
3HaveHRme Jeca B paborax Qayn3a E OTCIOLa MOCTOAHHOE BLICTYILJIE-
BHe IEPE NIOALME IO MACKOM.

Tema “amrnmiicxocts” (“Englishness”) ssnaerca segyweit s
pomame “llammen Mapree”, rge aBTop' fleTalLHO PacCMaTpPHBAET
CONEANLHO-ICEXONOTHIECKHE ACHEKTH NPOABIEHRA AHTIIHICKOrO Xa-
pakrepa.

Bceerga, xorfa peds 3axofaT o6 aETAEHACKON NHETepaType, nep-
BHM EMeHeM, ODEXOAAIUAM Ha yM E BH3HBAIOI(AM ACCONHANEH, AB-
ngerca ams lllekcmmpa, d9ne TBOpYECTBO OcTaBHIO TIybokmit clef
B COBPeMeHHO# GpATAHCKOA W MHPOBOH amTeparype. UmTas cospe-
MEeHHYIO JHTEpaTypy, MH, HE BCerfa 9TO OCO3HABaf, OAHOBPEMEHHO
qmraen ® lllexcoEpa. Hemtpansmoe mecto B TBOpuectBe (Paynsa
3aEEMaeT NoclefHAs meeca llexcmmpa “Byps”, xoTopasf ABianack
CBOeOOpPa3HMM ETOrOM 9CTETHYECKMX H JTHYECKHX HCKAHHNA HO3Ta
(MHOrMe KpETEXE CUETAlOT, YTO mociexEEe cnosa Ilpocmepo 6mnm
npomansEnmy cnobamd Mexcnupa). T'ymanwsm “Bypu” — sro ue-
TOUHEK OCHOBEMX CTPYKTYDELX M T€MAaTAYECKEX OPWHIHENOB OPOM3-
pegernit Paynaa, B 6omee “orkpuron” $opMe BHCTYHAWOIEX B po-
manax “Konnexpmomep” m obemx pegaknmax “Mara”.

Jna teopuecrsa Qaynsa ameer ocoSoe 3HaUeHHe aJlIeropHYe-
CKE OCMHCIeHHaS EAes miecw: “ ‘Byps’ mpeacrasaser coboit mpuT-
9y O YeloBeYeCKOM BOOOpaXeHMH; B B KOHEYHOM HTOr'e 3TO ILe-
ca o cobcreerEOoM Boobpaxcenmm Ilexcumpa; o ero cuine, Eagex-
JlaX B BO3MOXHOCTAX. VICTHHHMA OCTPOB B Ihece — Halla NiuaHeTa
B oxeare kxocmoca” [17]. Konpnukr mieck caMuit ApeBHHR BO BCEM
ECKYCCTBe B pa3LrpHBaeTCA B Aylle XYLOXKHEKA: “.MeXAy CHION
BoobpaxeRna ® ero cmuciaoM. Cui bono, ¢ xaxon nemsw? Uro sro
Bamennr?” (18],

Iiponapesenns Paynsa B XYAOKECTBEHHO NEPEOCMLCIEHHON
dopMe BLHIPaKalOT MLCHL, YTO €CJE ACKYCCTBO B Ee BCECHIRHO, TO
OHO EMeeT OCTaTOYHYIO CHIY BO3[edCTBHA, YTOOH H3MeHHTL 06pa3
MUIIIEEES OTACNLHEX JIOfed, a 9To obecmeurBaeT XYAOMKHUKY BO3-
MOXHOCTL F'YMaHECTHTECKOTO B3rlAfa Ha MEP.

MEOrOCTOPOEHOCTE BIMAHESA MHPOBON KYIRTYDHON TPAJEOEH B
IpPOH3BeleHRAX NEcaTels O6ycIOBIEBaeT Hejlecoobpa3sHOCThE BHJE-
NETL OCHOBEHE TPajiHIUH, Hambolnee CyleCTBeHHENE A4 OCMHCIEHHS
cBoeobpasus TBopuectBa Paynaa.

M3 aprapfckEx KPETHYECKEX pealEcToB Hambojnliece BIEARHE
ga Qaynsa umen Y. JQuxkenc. ITo ciobam Qayns3a, BAXKHEYIO poNk IPA
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dopMEpOBAHAE ero TBOpUecTBa curpal pomay “Xomogmmit gom”. C
mucarenamMu XIX Bexa ero cbamiaer Heobuymas n060BE K HOBe-
CTBOBAaHHIO, UTO BHPAXAeTCA B OCTPOTE CIOXETOB, OTUETIHBO Je-
TallE3XPOBAHHOM H300paXeHAR OKPY¥KAOUEro MEpPa, XOTA 1O Me-
pe spomonue TopdecTsa Jk.Daynsa cioxker TepseT mepBoHAYANL-
HEyI0 aKTyansHOCTE. Yxke B “/lonmene Maprune” mmcarens mepeno-
CHT HEHTD TAXKECTE Ha OUHCAaHHe NCHXONOTAIECKHX OTTEHKOB HOBe-
JleHHs TepoeB, HOAXOAA K H306paKeHHI0 BHYTPERHOIO MHpPA CBOHX
nepcoHaxke@l Gomee mpAMoNAHeNHO, HeXceNH B IepBHX poManax. C
T.Tapam ®Paynsa eJEEAT TPAKTOBKAa OPEPOAH, 3TO OCOBEHHO OTYET-
neso BEAHO B “Memmmme ¢pammysckore neiTeHaHTa” H HOBECTH
“BamHg ®3 uepHOro Aepena”.

C To4KH 3peEAS CAMONO3IHAHHA KAK OJHOW M3 MEHTPANLHLX TeM
ero npomsseAeruit TBopdecTBo Payniza obEapyXETBaeT HEKOTOpHE
cxoncrea ¢ screrakoir Jx.Kompaaa, o AByx mosecTax KoToporo
(“The Heart of Darkness” m “The Secret Sharer”) Amsbep JIx.
Hepap (Albert J. Guerard), B wacrmocrm, mucan: “...o6a poma-
Ha OOMIpHBAlT APeBEEA ME( o “HOYHOM LOyTeWeCTBHE”, OJNHANET-
BOpAIONEM NOrPYyXKEHHE B NePBOGHTHHE X [OJCO3HATEILHEE HCTOKE
6urna” [19], lpuamun Kompaza — H3oAEpoBaTh CBOEX TEpoeB OT
ZeACTBETENLHOCTH € LENLI0 AX CaMONO3HAHHA — CIYIKAT OXHHM K3
BaXHHX TBopyeckux npuemon Paynsa.

O1rx aBTOpOB O6LEARHAET Bepa B KYILTYpHOro, o6pa3ioBarHo-
ro WHAMBEJA K B O03JopoBlifiolllee BOIAECHCTBEE KYILTYPH Ha OnTHE
Horpasuero B nopokax 6ypxxyassoro obumecTsa.

Cam Qayns, oTseyas Ha BOIPOC O TOM, KTOo Hamboiee GIm30K
eMy H3 N¥caTejei npomoro, sceraa Hasnbaer uMA J[.I'. Jloypenca;
¢ HEM ero c6im)aeT TPaKTOBKA A BOCHpHATHE HPAPOJAL, ON[yIIEHEEe
ee NepBOOHTHOCTH, CBA3E C Hel denoseka. CsomM crmieM Payns
Bo MHOoroM obgsam I'.JlxeitMcy, y KOTOpOro OH Y9HJICA TOHKOCTH H
MacTepCTBy CHHTAKCHCA.

M3 pyccxux knaccexos cam Payna scerfa sugensan Typremesa
u Torons [20]. K srAaM nacarenam meobxomumo pobasmti Joctoes-
CKoro, 49he TBOPYECTBO OKa3alyo riybokoe Bo3fellCTBHe Ha 3amaf-
Byl0 JHETepaTypy B OeloM E Ha (Paymsa B uwacrHocta. Cymect-
BeHHYI0 poib B dopMEpoBaEHA TBopdYecTBa Paynsa curpana gpas-
nysckad nrrepatrypa. OH 3axoHuEn OxcdopACKEA YEEBEPCHTET IIO
CIeNEANLHOCTE “PpaHIy3cKHERl f3LK E NATEparypa”, mosjHee Ipe-
nojgasan ¢paHNy3CKylo NTHETepaTypy B Koixexxe. Ha ee moBedwRXx
npeacrasutenein Qayns masuBaer Tpex mucarteneir — MK.IL.CapTpa,
A.Kamwo 8 A.JKnja, xord, mo ero ciosaM, oE “oTomen” or moclef-
Eero [21].

Oppako Ea3BaEHLIE BLINE ABTOPH JHINE YACTHYHO HPELCTaBIA-
10T TpajRNKic, HaUEAWYI0 OTpaxeHHe B TBopuecrBe PDaynsa.

Ecne rosoprts o $unocodcxrx parnagax ®aymsa, To Heoc-
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OopHMO AeicTBAe aHaaBTHIecko#t ncmxonorgs IOmra, ocobenno ma
mepBoM 5Tame TBopuecTsa mucarens. Payns, mogobro IOnry u, BO3-
MOXKHO, OOJ €ro BIRAHHEM HCKaJl BO3MOXHOCT: NPHMHPHTE BHYT-
PEEHIOI0 TapMOHHIO JHYHOCTH C MapMOHHell BHeIIHero Mmpa. JOHT
IECal OO HOBORY 9Toi rapMoEEH: “YesoBex TONLKO B TOM Cly-
dae MOXET HAeallbHO COOTBETCTBOBATL TPEGOBAHEAM OKDYHKAIOILEro
ero obigecTsa, eCAA OH TaK¥Ke COOTBETCTBYET CBOeMYy COGCTBEHHOMY
BHEYTPeHHEMY MEDY, T.€. €CJH HaXOXHTCA B MAPMOHHH C CAMHEM CO-
6ort. ¥ Hao60pOT: OH TONRKO B TOM Cliyuae AOCTHIaeT BHYTPeHHeH
rapMOHHE, €CJIE OH IPECHOCOOHTCA K BHeuHed cpene” [22].

IlpaBesennre cioBa ApdYe HOATBepXkAalorcs a “Mare”, xors
yuenne IOEra coxpamser csoe BosgeicTBHe ma Paynsa Ha OPOTH-
JeHHH BCEro OPOMAeHHOro MHECATEJIEM TBOPUECKOro MyTH.

' IIporssenerrs Qaynsa HepaspHBHO CBA3aHW ¢ H30Opa3ETENh-
HHM HCKYCCTBOM, O0COGEHHO JKHBONKCEHIO, KOTOPas HAXCAHT Pa’jiHd-
HHE OYTH BHpPaXeHHA B ero paborax. Bo-mepmux, repos HeCKONILKHX
OpOE3BEAECHEN — XYAOXKHHKE IO NPOopecCHE B OPH3BAHMIO, HAI-
pamep, Meparzna u3s “Konrexnuomepa”, 'enpm Bpecnm 3 nosecrs
“BamnBa ®3 vepHOro jAepesa” m apyree. Kpome toro, Payns cmpa-
BEAJIEBO CUHNTAET ACHBONECL BHECIOBECHEM CHOCOOOM OOIIEHRA MekK-
Ay NIOALMH, 3epKajJioM AYUIA XyAOXKEHKa H 3pHTens. MacTepckm
Biajges A3uKoy, Payns cosjaer NOECTHHE BHPTYO3HLE IOJOTHA: €ro
€ TOJNHHM OCHOBAHHEM MOXHO Ha3BaTh XY/JOXHHKOM, KOTOPLUA BMe-
CTO KPaCOK HCIONE3yeT 6oraryio H MHOrONBETHYIO HAIHTPY CJOB.
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THE ORIGINALITY OF THE LITERARY
TALENT OF JOHN FOWLES

Viktors Freibergs

Latvian University
Summary

The article deals with the work of John Fowles, one of the most
original, leading figures of contemporary English prose. The main
stress has been laid on the writer’s great erudition, intellectuality
and many-sidedness of his experiments in the style and genre of the
novel.

Of Fowles’s various literary influences mention has been made
of such classics of English and Russian literature as Dickens, Hardy,
Turgenev, Gogol and Dostoyevsky. In the formation of his early
career, already during his university days, the impact of different
modern philosophers, C.G. Jung, J.P. Sarire, A. Camus and A. Gide,
has also been borne out.
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BO SETTERLIND, POEET
Halliki Malk
Tartu Ulikool

Kui ma esimest korda Bo Setterlindi négin, oli ta muinasju-
tuprints. Uhel Stockholmi keldriteatril oli nimelt idee: lasta tuntud
luuletajaid elukutseliste naitlejate peres kaasa mingida. Naidend
oli Strindbergi “Svanevit” (Printsess Luikvalge) ja Bo Setterlind sai
keeruka ja liiirilise printsi osaga suureparaselt hakkama; Strindberg
oleks tema motliku niianseeritud télgitsusega rahul olnud.

Luuletaja astus tGesti muinasjutuprintsina rootsi kirjandusse.
Aastal 1948 tuli ta vilja oma esikkoguga “Manvagga” (Kuuhdll).
See oli uus ja julge, ebatavaline ja naiivne — ja vagagi liirilins.
Samas hakkas Bo Setterlind estraadil ja seminaridel voitlema 4oe-
lise luule eest, mis tema arvates oli draandjate poolt represseeritud.
Ise oli ta pikk jouline kuldblond mees, kombekohaselt poeedi vor-
mis (pesusametis) ja pisut pikajuukseline, kandis uljast baretti ning
kuninglikult laia ja pikka keepi kuldketiga. Siidames kandis aga
sooje, uusi ja vanu moétteid ja pilk oli enamasti taeva poole. Bo
Setterlindi maailma kuulusid haldjad, inglid ja isiklik Jumal tae-
vas. Ta sai kohe viga tuntuks, otsituks ja tahelepanduks, tema
toid osteti ja loeti. Kuulus poeedikodu Strangnasis, sama toomkiri-
ku varjus, kust Olaus Petri Rootsile reformatsiooni lakitas, majas,
mis osalt parines keskajast, oli iihetoaline imetegu, keerukate puu-
treppide ja nurkadega. Kaugelt paistis luuletaja tsunftisilt uksel,
kirjaga “BO SETTERLIND, POEET?” ja kutsesiimboliga: kuusirp.
Elasin ise noore kirjandusdpetajana just selles toas. Bo Setterlind
oli siis perega villasse kolinud; minu kohustustesse kuulus turistide
sisselaskmine, laest rippuvate inglite hooldamine ja Shtune kiinla
siitamine aknal kireva klaasmosaiigi taga.

Bo Setterlindi elu ja olu oli POEESIA. See oli tema kaes hella-
tundeline segu keskaja ideaalidest ja moodsast, pealtnaha iililihtsast
keelest. Ornatundelisus ja unelmad, lapselik maailmavaade, elutun-
netus, rahulikkus, sensualism ja vaimsus kuulusid kokku. Rootsi
lidrika kalduski viiekiimnendatel aastatel romantikasse. Bo Setter-
lind reisis Rootsis ringi ja luges luuletusi ette, deklamatoorselt ja
sudamest, tihti ka peast.
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Kuuekimnendatel ja seitsmekiimnendatel aastatel pidi voitle-
ma iihedigusluse ja maoismi eest. Liirika pidi tegelema argipaevaste
ja sotsiaalsete probleemidega. Kuninglik Ouepoeet Bo Setterlind
laks aga oma teed siidamlikkude ja mdotlikkude luuletustega ja oli
uskumatult populaarne. Tema teoste keel oli suupérane, ent ka lii-

_ riline; sisu valjendas r36mu elus ja rahu igaviku palge ees. Hiljem
el pannud ta pahaks tellimisi levimuusika jaoks. Laul “Du ar den
ende” (Sina oled ainus) Laurindo Almeida viisile on naide sellest,
kuidas Setterlindi teksti lauldi ja lauldakse praegugi.

Bo Setterlind koneles nagu otse oma lugejatele. Need, kes teda
kohtasid, raékisid sdbralikust tahelepanust ja heast naeratusest. Et
tal huumorimeelt oli, ei teinud asja halvemaks. Ta suri jaanuaris
1991 — oma viimase luuletuse lakitas aga paar paeva varem Tallin-
na. Uks naide: Bo Setterlindi kige rohkem tsiteeritud ja triikitud
luuletus usust, rahust ja 16plikust harmooniast:

Det gick en gammal odalman
och sjong pa akerjorden.
Han bar en frokorg i sin hand
och strodde mellan orden
for livets bérjan och livets slut
sin nya froskord ut.
Han gick fran soluppgang till soluppgéng.
Det var den sista dagens morgon.
Jag stod som harens unge, nir han kom.
Hur angestfull jag var infor hans vackra sang!
Da tog han mig och satte mig i korgen
och ndr jag somnat, borjade han ga.
Doden tankte jag mig sa.

(Dikter fran San Michele, 1954)

Kondis laulev talumees pollumullal,
kandis seemnekorvi kies

ja laulu vahel pildus ta

elu alguseks ja elu 16puks

uut saaki ja uusi teri.

Ta kondis paiksetdusust paiksetdusuni.
Oli viimase pideva hommik
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Mina olin nagu janesepoeg ta teel.

Kui vdga ma kartsin ta ilusat laulu!
Siis vottis ta ja pani mu korvi

ja kui ma magama jain, kondis ta edasi.

Arvan et surm on niimoodi.

BO SETTERLIND — POET
H. Malk
En sammanfattning

Bo Setterlind har alltid sett ut och upptratt som en poet. I
slutet av 40-talet, mitt i sakligheten, kom han med romantiken
och poesin, alvor och dnglar, medeltida traditioner och varmhjartat
vardagssprdk. Han blev kand, last och eftersokt. “Doden tankte
jag mig s3” ar en av Sveriges mesta antologidikter, Sin sista dikt
skickade han till Estland i januari 1991. Nagra dagar senare dog
han.
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THE OLD-FASHIONED’ LITERARY CRITICISM
OF MALCOLM COWLEY

Pilvi Rajamae
Tartu University

Malcolm Cowley (1899-1989) started his literary career and
matured as a critic during the decades when T. S. Eliot, I. A. Ric-
hards and W. Empson, among others, formulated a set of principles
for analysing literature which later came to be referred to as New
Criticism. By the 1940s, when Cowley was entering middle age,
these principles had found wide acceptance and were hardening into
critical orthodoxy.

New Criticism has its roots in the Romantic and Symbolist tra-
ditions which emphasize the autonomy and self-sufficiency of a work
of art, its independence from the circumstances and social setting
of its birth, A piece of literature is analyzed as an isolated arti-
fact, with minimal reference to historical and cultural forces. At
the heart of this method is the belief that a work of art possesses
a truth of internal coherence which is independent of external real-
ity and must thus be examined as an independent verbal structure.
The ’value’ of a work of art is revealed in detailed analysis of its
verbal complexity which ideally should show the author’s ability to
balance and reconcile complicated and often conflicting qualities.
New Criticism takes great delight in the structure of the text, its
symbols and allusions and its “dialogue” with the texts of the past.
The method proved an ideal tool for analyzing modernist authors
whose method of writing sprung from the same premise of synthesiz-
ing the experience of past writers to create new texts. The method
favours irony, wit, wordplay and symbolic complexity at the expense
of lyrical expression and personal reflection. The study of histor-
ical factors shaping literature was pushed into the background as
outdated and naive.[1]

Cowley, like his high school mates, had enthused over the ear-
ly Prufrock-poems of the most eminent proponent of modernism in
America — T. S. Eliot but had felt betrayed and disillusioned when
Eliot revealed his method of compilation in the commentaries to the
“Waste Land”. Intricate and learned modernist prose, self-centered

61



and exclusive, seemed to Cowley dehumanized and cold. He was a
man of simpler tastes and warmer feelings who felt best in the cosy
company of fellow authors, observing, arguing and recording for pos-
terity their antics and ideas. He was strongest in the field that New
Criticism totally rejected — the historical and social perspective of
a work of art. As early as his high school days Cowley had felt a
peculiar affinity with his generation, a strong sense of belonging to a
group of young authors intent on producing the long-awaited Amer-
ican literary masterpiece. In retrospect his generation (who defined
themselves as 'lost’ to stress their apartness from other writers) has
proved to be the most compact and homogeneous pleiad of Amer-
ican writers whose single-minded devotion to literature produced
some of America’s greatest novels and poems of the 20th century.
Cowley was their friend and chronicler while establishing his own
reputation as a minor poet and a man of letters.

In 1954, in his collection of essays “The Literary Situation”,
he undertook to determine his position as regards New Criticism,
by then a rigid academic dogma. Being socially conscious, as al-
ways, he first looked for a reason for the unprecedented growth of
the body of literary criticism after the Second World War. Literary
criticism had come to occupy such a central place in the literary
world that it was hard to find historical parallels for the situation
in America. Cowley looked for inspiration to the Old World and
found similar development in China under the Ming dynasty or the
Roman Empire during and after the age of the Antonines, a great
age for rhetoricians. That distant period in Roman history had
been marked by stagnant philosophy and lack of fresh, creative tal-
ent, & situation not unlike that of the United States of America in
the 1940s and early '50s when creative thought was hamstrung by
the restrictive and paranoid internal policy of McCarthyism. The
Roman scholars had overcome their their difficulties by taking the
study of rethoric to new heights, turning it into a sophisticated study
of literary structure and texture. The same happened to American
literary criticism, elaborated by critics-academics. Cowley warns,
though, that the parallel should not be carried too far, as there
are still too many creative forces at work in American society. He
feels that the unexpected popularity of literary criticism might be
a temporary reaction after a great war, a sort of public apathy to-
wards burning social problems when people turn to more immediate
and personal problems or abstract and eternal things. The move-
ment of artists away from politics had started already before the
war. The 1930s had been exceptionally ’proletarian’ for American
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writers when many of them had tried to identify themselves with
the workers’ real or imagined struggle for rights. It was a decade
of enthusiastic political campaigning and collective action but the
camaraderie had evaporated in the pre-war political tensions. Af-
ter the war the moving away continued and, in Cowley’s opinion,
not only for political reasons. The literary experiments of the last
hundred years had exhausted every device for literary innovation,
including the more outrageous ones (Dada, Syrrealism). Instead of
imitating great masters it must have seemed more fruitfu! for nov-
elists and poets to transform themselves into critics and reviewers.
There were also practical considerations involved. More young writ-
ers than ever before were postgraduate students or teachers in the
universities. With earlier marriages and children to support a fixed
income, however small, was more desirable than the erratic income
of the professional writer or poet. Also several great men of let-
ters had chosen to be critics, had come forward with authoritative
new methods in the critical field, thus becoming models for emula-
tion. Finally, the popularity of criticism could be a simple matter of
fashion, a popular craze, here today and gone tomorrow. This last
prediction, which seemed likely in 1954, has not been proven true
by events. Criticism has continued to flourish even more profuse-
ly. The movement away from the traditional Anglo-American prag-
matic amateur critic towards the highbrow, theoretical one which
started in the 1950s and worried Cowley has continued with great
victories for the theorists who have established their pre-eminence
over book reviewers and general men of letters writing not for narrow
circle of fellow-theorists but for the wide public outside university
walls. The pitfalls of the theorists were apparent already in 1954
and Cowley took care to draw attention to them.

He recognizes the generally higher quality of New Criticism.
While in his youth too many reviews were dashed off by boys just
out of college like himself, their principal virtue had been the sin-
cere innocence of their opinions. In the 1950s the reviewers were
older, with better positions in the literary, publishing and academic
worlds, they expressed themselves with care and their reviews had
acquired a professional quality which the amateurs lacked. They
paid close attention to a narrowly defined subject to which they ap-
plied the full power of their thwarted creativeness. The results could
be highly illuminating and revolutionary, opening new vistas for un-
derstanding the author’s complexity of thought, but there remains
a danger that the critic might get carried away ’explicating’ the
work and read into it things that were far from the author’s mind.
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While older poet-critics (like Cowley himself) tried to help the read-
er through the hidden complexities of a work of art, retaining their
secondary role in relation to it, some new critics let their imagination
run riot and tended to regard the original text as a subject matter
for the imaginative work of their own, a critical poem or fantasia.
A literary work does not stand alone, it is surrounded by a whole
culture which helped to fashion it and which accepts and interprets,
explains and evaluates it, so it is helpful if a critic clarifies allusions
and symbols in it, reveals its true nature. But things go wrong if the
work is transformed by the critic into something its author never
intended it to be, be it "a myth based on Jung’s theory of the collec-
tive unconscious, or a Freudian revelation of the author’s repressed
homosexuality, or a complicated exercise in linguistics — or again
it is Telemachus in search of his father, Odysseus descending into
the underworld, a ritual of rebirth, a casting out of devils, a social
allegory, a study of classical allusions, a theological commentary on
the Fall of Man or even ... castration and cannibalism. The ritual
murder and eating of the Host” [2]. Such readings are like “spiritual
seances or demonstrations of parlour magic. When the critic utters
an incantation, waving a sorcerer’s wand — presto! — everything
is transformed into something else” [3]. Though this sort of magic
elevates the literary texts into scriptures and testaments, it also is
slightly disparaging for the author who fades into insignificance in
the hands of an able critic who takes him apart and lays bare all the
hidden complexes and neuroses that might have gone into shaping
the work but need not have. Though the critics’ aim is to take the
maximum from the available text and reveal all the subtleties in it,
this smothering criticism can work in two harmful ways: firstly, it
might frighten away prospective readers of the original text who are
given to understand that reading it requires a prohibitive amount
of research into the ’hidden meanings’ in it; or, secondly, the critic’s
creative ’re-writing’ of the work might prove much more attractive
to the reader and drive the real author into obscurity.

Cowley also objects to the principle of “pure criticism”, di-
vorced from history, biography, sociology and psychology and
confined to the explanation of the intrinsic qualities of a work
of art. Discussion of literature as if it were completely sep-
arate from public life, or indeed from any life, has encour-
aged the American authors’ bad habit of evading broad state-
ments and not expressing unpopular opinions, the result being
that most critics venture to discuss only established authors who
are admired by other new critics. The old principle of cater-
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ing for the needs of contemporary or emering authors is aban-
domned. ,

The New Criticism, widely taught at colleges and universities
was quick to produce “new fiction” in the post-war years. This fic-
tion took its inspiration directly from New Criticism. It painfully
avoided social or political issues, preferring to concentrate on family
intrigues of university men and women. The literature from which
all social realism has been removed, operates in neo-classical purity,
a world of moral dilemmas and costume dramas. Though impec-
cably ’pure’, this literature loses much of its force and its common
humanity. True to his social commitment, Cowley tried to find rea-
sons for this distrust of society and saw behind it the loss of faith
in progress and disillusion with man’s ability to shape his own des-
tiny. This “loss of nerve” makes men timid and cautious, afraid to
express any notions about the terrifying and unpredictable world of
the 20th century.

Cowley, a man of the 'old school’, did not hesitate to speak his
mind or ask difficult questions. He is at his best when writing what
he has called ’the social history of literature of his time’, a discipline
which he sees very much like Edmund Wilson who once defined it
as “the history of man’s ideas and imaginings in the setting of the
conditions which have shaped them” [4]. Cowley’s books on the
subject, both literary chronicles (“Exile’s Return”, “The Literary
Situation”, “The Dream of the Golden Mountains” to name but a
few) and collections of essays and selected book reviews show him as
taking his place in the long line of American traditional poet-and-
critics, who favour a pragmatic approach to literature and combine
their own career as an author with activities in reviewing, editing,
lecturing, teaching and generally helping young emerging talents
find their place in the world of writing. They treat a piece of writing
with respect and see literary criticism as a post facto process in
which the critic generalizes upon the shape of what has been written
and offers helpful suggestions or points out possible shortcomings.
They aim their writings at the broad audience of general readers
and students, favouring the non-elitist approach. Their aim is not
to show off to fellow high-placed academic : by building esoteric and
obscure systems of ideas but rather to inform and educate. Though
Cowley professes to admire criticism “in depth”, he also sees a need
to stand back occasionally to survey the situation in breadth, from
a perspective in space and time. For him the writer is, among other
things, the creator of the myths of the tribe, a craftsman who, with
the written language as his medium, helps to determine the social
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character of his nation. Language is a cohesive force that holds
each nation and tribe together. While all the members of the nation
contribute to the ever-changing patterns of speech and thought, they
do so chaotically and unconsciously and their contribution may soon
be forgetten. The writer’s function is to improve their medium,
give it force and purity, as they create the linguistic patterns of the
whole nation. [5] The enormity of their task commands respect. All
the critic can do is help them along their chosen paths by offering
encouragment when the authors grow discouraged or pointing out
agpects that might be improved. Ifit is in the critic’s power, his task
is to open doors for underestimated authors to help them assume
their rightful place among recognized authors. Cowley himself has
done this tirelessely, saving from near-obscurity literary greats like
William Faulkner and John Cheever.

Cowley’s strong point is a refreshing directness of approach,
which combines healthy common sense and traditional values. In
an age of mind-boggling scholarly exercises of the highest order, it
comes like a breath of fresh air when one opens a book of criticism
and from the very first sentence is carried away on the waves of
crystal clear language and lucidity of ideas. Cowley’s appeal lies
in his ’egalitarian’ attitude towards his readers. He is writing for
'everyman’, a reader who might share his enthusiasm about litera-
ture but need not be well-versed in the jargon of literary criticism.
He treats all his readers as his equals with whom to share an opinion
about something that has caught his eye. He may be just a little
more informed about things, which are explained in the text as if in
passing, so that the reader absorbs new information unobtrusively,
while marvelling at recognizing ideas he has always had but had
rever succeeded in putting so succinctly into words. Cowley always
tries to offer a well-balanced opinion, he is never harsh, condemn-
ing, bitter or complaining. His kindness as a person shines through
everything he writes. He never flatters but is quick to notice things
that deserve praise. He speaks his mind but does so with utmost
delicacy and consideration for the feelings of the author. His work
is as well researched as any of the ’new critics’ but the scholarship is
not displayed by an ostentatious use of “prestige” loans from dead
languages or other disciplines. He favours simplicity but not sim-
plification, aiming at a clarity of expression which is timeless. His
reader finds himself in pleasant and instructive company which he
leaves with sadness when the book ends. But he finds himsef return-
ing to it time and again, like to a well-worn but favourite garment.
Trying it on again one is glad to discover that the fit is still perfect,
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the colours bright and the style exactly right. Fashions come and
go but a true classic never pales. So rich is the fabric and texture
that whatever the angle of viewing, a fresh look is always insured.
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'

“CTAPOMOJAHAA” JINTEPATYPHASA KPUTHKA
MAJBKOJBMA KOYIJIHN

II. Paamsae
Pesoume

MansxonsM Koynm Hagan cBolo AeATeNLHOCTL KaKk KPHTHK BO
BpeMA IOCIOJCTBOBABHES “HOBOM KPHTHKE B aMEPEKAaHCKOW JHTEpa-
Type. OTa XPHTEKA CO3jalla AJS HETepHPETAN#H COBPEMEHHON NH-
TepaTypH HEJOCTAaTKH, 0COOEHHO B OCBEI[EHHH CONMANLHEX M HONH-
THYECKHX acOeKTOB JIHTEPATYPHOr'0 HPOH3BEJEHHS.

Crnsrolt cTopoEoR Koynm ssnanca xak pas agaigs compals-
EHX YCIOBEH (poHa IPOH3BeJEHER, KDHTHKOBad OXEOCTOPOHHOCTH
“Hopodt KpATHKE”.
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COLIN WILSON — HIS AESTHETIC
AND PHILOSOPHICAL VIEWS

Evelin Tamsalu
Tartu University

Today when almost the whole English prose and drama is in-
fected with a feeling of pessimism, we should not overlook nor un-
derestimate an author who boldly declares that he believes in man
and is convinced of the endless srength of his possibilities. To con-
firm this, at the beginning of his career Colin Wilson wrote: “I am a
convinced optimist. And it even seems to me that there are no more
optimists like me among the contemporary Western intellectuals...
Darwin and Freud then, made pessimism seem the only intellectual-
ly mature attitude, and it is this pessimism, now taken for granted,
that gives the flavour of bitterness to many modern writers... Since
the death of G. K. Chesterton, optimists have been about as rare
in England as octopuses. Existentialism arrived in England imme-
diately after the war, with Sartre’s dictum: ’It’s meaningless that
we live and meaningless that we die. Man is a useless passion’. And
this has remained the promise for most ’serious’ postwar writers”
i1].

Colin Henry Wilson, the English novelist and writer on crimi-
nology, psychology, supernatural and occult topics, was born in Lei-
cester on the 26th of June, 1931. During 1948-1954 he did various
jobs in Leicester, Paris and London. From 1940 till 1950 he was
on national service with the R. A. F. [2]. He became a professional
writer in 1954. He worked as a writer-in-residence of the Hollins
College from 1966 till 1967, as a visiting Professor at the University
of Washington in 1968 and as a Professor of the Institute of the
Mediterranean in Majorka in 1969 [3].

Colin Wilson became famous overnight with his first existen-
tialist treatise “The Outsider”(1956). But he was severely attacked
when his second book, a critical-philosophical work, “Religion and
the Rebel” (1957), was published. Getting over financial difficulties,
he continued writing and publishing sketches, articles, essays of dif-
ferent content, and novels. Thus he has acquired a reputation as a
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prolific author who knows what he is doing. He has written about
50 books, 13 of which are novels [4]. But as K. G. Bergstrom notes
[5], it seems as if he has been somewhat neglected by the British
literary criticism as only a few studies on modern English literature
mention him: Sidney R. Campian’s biography, “The World of Colin
Wilson”, which was published in 1962, and John A. Weigel’s “Col-
in Wilson”, published in 1975. There are also two short pieces of
criticism on him: a chapter in Kenneth Allsop’s book, “The Angry
Decade” (1958), and an article “Towards an Existentialist Realism:
The Novels of Colin Wilson”, in the journal “The Hollins Critic”
No. 4 (Oct., 1967), written by R. H. W. Dillard.

According to Colin Wilson’s own words, he is “unashamedly
a writer of ideas in the tradition of Shaw, Wells or Sartre”, i.e.
he has expressed his ideas in both fictional form and in critical-
philosophical works [6]. In “The Outsider” the ideas of Albert Ca-
mus and Nietzsche prevail. As is generally known, Camus has a
philosophical work of the same heading. But in his “Introduction
to the New Existentialism” (1966) one can sense a kind of retreat
from his former concepts.

Colin Wilson’s later works contain a great deal of criminal
subject-matter. These problems have been dealt with in the es-
says “A Casebook of Murder” (1969), in “Encyclopaedia of Mur-
der” (1961) as well as in his novels “Necessary Doubt” (1964), “The
Class Cage” (1966), etc.

His interest in criminal psychology became apparent already in
some of the earlier works. One may even say that first of all he is
interested in the psychology of murderers. He has said: “I believe
that my interest in crimes has the same cause as that of Balzac
and Dostoevsky... I have always been influenced by the readiness
of man to do harm as much as he is able to do good. But I myself
look upon this question rather optimistically.. I have always been
taken to what can be called 'metaphysical field’: in very many cases
it appears to be the most effective cause for crime” [7].

Wilson tried hard to find a code in which he could express his
philosophical ideas, with the immediate reflection of life. He consid-
ered it important to write for the ordinary reader who is taken to an
exciting reading matter and has no tendency to reflect abstractly:
“T would like to write a book that could be reread for fifty times
— as tense as life itself. Not book of ideas, for I have written one
like that (“The Outsider”), but a book reflecting life with the same
directness that we are compelled to live in it” [8].

His first philosophical novel was “The World of Violence”
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(1963), a book written in the form of a diary. In the following novels,
“The Mind Parasites” (1967) and “Philosopher’s Stone” (1969) he
discusses philosophical themes in the frame of an exciting scientific
fantasy.

As to the form of this books, Wilson wrote in a personal letter
to the Soviet critic, V. Ivasheva: “The same searches that Joyce
carried out in his 'Ulysses’, I am solving for myself as follows: up to
a certain point all my books should be taken as a game or a parody.
So did I write my 'Black Room’ — a parody on a modern criminal
novel. To my mind, or anyway, for me, a novel should be a game,
the author should try to gain in it the same effect Brecht tried in
his plays” [9].

Wilson’s later novels confirm that for him the problem number
one is: all those questions that have recently been put to science in
the field of the researches into human brain [10].

It is all the same, as to what kind of philosophic concepts Wil-
son may have, his output penetrates deep into the discoveries of
contemporary science, he is believing in the energy and great abili-
ties of human mind. He opposes his optimistic views to those of
many of his contemporaries imbued with psychosis and neurosis, of
desperation and pessimism.

Already more than a quarter of the century Wilson has pub-
lished some seven or eight books a year which reveal profound know-
ledge and permanent creative endeavour. He himself explains this
incredible speed of work with his favourite thesis: “A man — ho-
mo sapiens — must strive to become homo sapentissimus” [11]. In
him a philosopher and an artist are united. Being permanently in
search, he discovers new horizons of thought, and using the latest
words in science, he tries to incarnate his philosophic views.

In order to understand Wilson’s novels, and especially his “key
novel”, “The Mind Parasites”, one should know something about
its author and his philosophical concepts.

Already in his earlier works Wilson discusses the problems of
unlimited abilities of human brain and of the great potentiality of
human will and intelligence, although he admits the hardness of hu-
man destiny, the hostile forces surrounding him in his society. And
it is these sides in human life that have influenced him. His literary
idol is Albert Camus. But zlthough having common problems, they
solve them differently. Wilson’s characters are also intellectuals, but
while Camus’ heroes tend to be sad and desperate, then his heroes
are rather rebels, manly and bold, not only understanding the hos-
tility surrounding thern, but also willing to fight against it [12].
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As a young man Wilson retreated from Christianity, and being
twenty years old, he tried to develop his own philosophy to which
he refers as the “new existentialism”. In his opinion, Kierkegaard,
Heidegger and Sartre represent the so-called “old existentialism”.
In order to distinguish their philosophy from his, Wilson lays stress
on the “phenomenological existentialism” or the “new existential-
ism” concentrating on the notion of “phenomenology”. The founder
of “phenomenological existentialism” was E. Husserl, who gave ex-
istentialism the method of studying and describing the phenomena
that present themselves to our minds [13]. Unlike Sartre, Wilson
accepts the more idealistic elements of Heidegger’s philosophy, such
as the “transcendental self”, or rather, what it stands for [14].

Wilson’s philosophy is eclectic and digressive, and it has greatly
changed in the course of time. As G. K. Bergstrém asserts it could
“best be described as a huge spreading tree which is allowed to
ramify in all directions”. His philosophy is closer to the ideas and
feelings of the romantics than those of the “old existentialists”. His
aim seems to be to educate man, to bring him to maturity and
“insight”, and thereby to an extended consciousness [15].

Wilson’s concept of the devaluation of life, a recurring thought
in his philosophy, is reminiscent of the various existentialist notions
of man’s self-deception. While the “old existentialists” talk of un-
truthfulness to the self, he refers to two selves and maintains that
our lives are a clash between them, one who feels confident, free
and pushing forward, and another, who feels insecure and contin-
gent, taking no risks. The former is the true self [16].

Wilson has himself admitted that his “new existentialism” is
more immediate and personal than that of Sartre and Heidegger,
whom he upbraids for their pessimism. In his opinion, Heidegger
and Sartre concern themselves mainly with the “everyday being”,
whereas he is as much intrested in the kind of unusual experience
of being, which both poets and mystics have [17]. Wilson believes
that most of the time we are half asleep, and therefore unable to
appreciate life. At the root of our tendency to “life-devaluation” are
laziness, boredom, and passivity [18].

Very early in life Wilson developed the idea that there is some
“faw” in human nature. Man’s consciousness is too narrow, he
seems to have lost his ability to perceive but that which is close
at hand. He does not want to see anything beyond his everyday
experience “although he could become the equal of God” [19].

Thus Wilson has given much thought to the problem of finding
possible ways of fighting against boredom and limitation in human
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life. He considers that one way to it is contemplation. He tries ev-
erything that might function as a rejection of ordinariness — con-
templation, religion, poetry, science, philosophy. The only safe way
to an enlargement of consciousness is therefore through phenomeno-
logical philosophy, through phenomenologocal investigation of the
probems [20].

Wilson believes in the existence of “the human predicament”,
but explains it with man’s laziness and inertness which prevent him
from overcoming his limitations. He is convinced that there is noth-
ing that cannot be changed or improved, only man should get the
upper hand over his volition and strength in order to improve his
position in life. '

Wilson’s aesthetic programme developed in his philosophical
works “The Existentialistic Criticism” (1958), “Voyage to a Begin-
ning” (1968), and a few others. The aim of an authentic art, he
considers to be the realistic description of man’s sufferings, and tri-
umph over them. Literature that humiliates man is not only alien,
but also disgusting to him. He attaches much importance to such
literature that helps to disclose and display man’s great abilities
[21]. .

In 1968, giving voice to his aesthetic views, Wilson wrote :
“What Golding embodies in his output, is absolutely unacceptable
to me. His views remind me those of T. S. Eliot, and they are
reactionary by nature. For Golding as well as for T. S. Eliot a
human being is firat of all the victim of a sin. I can keep from
contradicting his thesis (as to his attitude towards human being),
but I cannot accept the conclusions he is drawing from that thesis.
As to me, I am trying to find a positive solution and I believe I have
found it” [22].

When comparing Wilson’s works with those of the authors of
the intellectual tradition, the most distinctive feature that separates
him from them, is philosophic optimism.
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KOJHH YHUJICOH — EI'0 3CTETHYECKHE
H ®@UJIOCO®CKHE B3rJId bl

9. Tamcany
Peawue

Konrr YENCOH — OfHE B3 BLIJAIOMEXCA AHIIAMCKEX NHCATE-
ne# aBapnarToro sexa. Jlo HacToAmero speMeHH OH OCTAaETCH IpeXxae
BCEro co3jjaTelleM DOMaHOB (EIOCOPCKEX TeHAeHNMAIL.

B nepsoR WacTH CTaTRE DPACCMATPHBAETCS JK3IHCTEHOHANH3M
xax ¢unocodckas MEHCIE 3anajga, npoSiueMu “fonE uenoBedecKoR”,
. cBobojJia UeslOBEKa H OTpaKeHEE HTHX HOBWX TeHAEHOHA B TBOpYE-
cTBe YHICOHA.

Koner YancoH, HaYaBWIER CBOIO JAeATeJLHOCT: B Hadane 50-x
rofos, cumtaer cebz, B mepsyio ouepegs, duaocodpoM. OnTEMHEIM
— OCHOBA €ro MAPONOHHMAHUA., B rogl, Xorja meCCEMH3IM ZYUIAX
6ONLIIKACTBO KETENIEKTYANOB 3anaja, YHICOH B KAXAON X3 CBOHX
KHET B CTaTed FOBOPHT WHTATENIO, YTO dejjoBedeCKHe BO3MOIKHOCTH
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fearpannusn ® OyAyiiee ero aydue3apHo.

PoMmanu Yancoga BaIECAHM B Pa3HHX XaHpax. PoMaHu, Hama-
caEnue EM B 60-¢ rogu — “Heo6xonmmoe commenne” (1964), “Crex-
nguEag knerxa” (1966), “llapasmth cosmammsa” (1967) & ap. UYro
Kacaercsd pOMaHOB, HAOACAHHHX B 70-X rofax, To Ha NEepBLil NIaH
B BHX BHCTYNRIOT KPEMEHAJLHHE MOTEBH, YTO 00LiCHAETCS HHETEpE-
COM aBTOpa K NCEXOJOTME HPECTyNNeREs: “YERACTBO MKOILHENN”
(1974) “Yepraa xommara” (1971) & ap.

TropuecTso YHICOHa, IPOHHKIIETO I'Iy6OKO B OTKPHTHES COBpe-
MeHHOM HAayKH, BEPAIIETO B SHEPIHIO ¥ BEJHKHE BOMCMOMHOCTH de-
NOBe4eCKOro pa3yMa, IPOTHBOCTOHT CerofEA JATEPATYpPe NCAXO30B
H HEBpPO30B, JETEpaType OTIAaAHAS H NECCHME3MA.
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IIACATEJIb U ITPOBJIEMBI TBOPYECTBA
B IIPOU3BEJAEHHUAX AJKOHA MPBHUHTA

Juana exanosckas
TanngHEECKER NefarorEYeCKHA HECTHTYT

Jlxor MpsEEr — ojMH ¥3 caMux TOUYIApHHX nucareiel co-
BpeMeEEOK AMepmEkE. “OH ANA BOCEMEIECATHX TOLOB TO XK€, 4eM
Ana cemegecarx 6un Kypr Borueryr. Bonee Toro, oH B HekoTopoM
pose npeemurk N{./l. Conmrpxepa: ero xuura — cmadaia “T'apn”,
a teneps BoT “Hito-TaMmump” — caenan® [ig CEroRHAIIHErO MO-
JNOZOTO IOKONEHHA AMEDHKH TO €, YTO AJNA MOJOAEHKH NATHLeCH-
THX TOAOB CAeNall CINEEAXepoBckEit poManm “Hax nmpomactiio Bo
pxr”. Hecmorps ma momosocrs, “Hppunr cran wem-to Bpoge rypy
JANA y9alu[AXcA DPUTOTOBATENLHLX WKON”, — OHHIET aMepHKAHCKHH
kpaTek Crornm Peumonsgce [1].

Jxon HpeEEr pogmnca B r. Okcerep mrata Hplo-Famnmmp B
1942 r. ® poc B cTeHAX IKCETEPCKOK aKafieMHH, /e €r0 OTIEM Ipe-
nopaBan mcropmic PoccrE. OH H3ydan OCHOBH TBOPYECTBA B HLIO-
FOMIOIEPCKOM YHHBEPCHTETE H B CEMHEHADE AJA MONOAWX NMACATENER
B yHEBepcETeTe ANOBH noz pykosogcTeoM Kypra Bommeryra.

Mpexne wem crats nacarenem, HppEEr paboran 6GapmenoM,
TpeHepoM mo 6oprbe m mpemojaBareneM komnegxa. Bnewarmemms
0T 9TOrO mepHOAA, KaK H OT ero Hefoaroro npebusanma B Beme,
HAULIK OTPaXKeHHE B MPO3e aMEPUKAHCKOrO IHECATENA.

Jxor HpsEer — aBrop cemm pomamos. Ero nepsue kEmra
— “Ocpoboxaas meapesenr” (1968), “llpEsepixenen sogarOro MeTo-
Aa”(1972) » “Bpak crommoctsio 3 158 ¢ynros”(1974) — monyumnm
OnaroxenaTeNbEyi0 IPECCY, HO OCTABHIA PaBHOAYIIHLIMH YATaTE-
geir. OHE COCTABEIE eMy DeNyTanuio akKaJeMEYeCKOro IHCATeld,
€03Jal0Iero CBOM IPOH3BEfeHHA [N CHENEANKCTOB.

H3pectrOoCcTs NpBERTY NpuHEC ero yeTBEpTLY pomar “Map ria-
samn T'apma” (1978). “M3 Bcex pomaHOB, KOTOpHE HOABHNAChH B
Awepnxe B ceMBEReCATHE TOAH, APBYUErOBCKER poMar “Mup riasama
T'apna” mambonee mopasumn BoobpaxeHHe YHTaTedel”, — orMeuaer
Jlappr Max Koaddpr [2).

MaccoBoro umRTaTEenA HPEBNEKNE 3aHEMATENLEOCT: B JKOCTYI-
HOCTh HOBECTBOBAaHMA, APKHE HEeOOWUHHE XapakKTepl, OTKPOBEHHAS
cexcyansnocTs, 6yddormnt oMop. C APyro# CTOPOHH, IPOTECT
OpOTEB HACAIHA, 3aXJeCTHYmero Mup, npobieMu GeMERERCTCKOro
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ABHXCHESA, NPH3IHAHAE NEHHOCTH CEMbH, IPH3HB K TEPOHMOCTH H
Aobpore, obIAropaXxHBAOMENA CMLIC) TAKEX HOHATHE, KaK I060BL B
ECKYCCTBO, IOMOTAOTIEE YeJIOBEKY BHCTOATH, CHOCOBCTBOBANHN Ceph-
€3HOMY HCCIE[OBAHHI0O EPBHHT'OBCKOI'O TBOPYECTBA CO CTOPOHH aKa-
JeMEYeCKOA KPHTHKH.

HpBREr co3fal cBofk COGCTBEHHNN MEpP, B KOTODOM HOBTODA-
joTcs MOTHBH ® ofpasw — cnoprmeHas 6Goprba, MeaBefm, JHeTH,
nrcaren®. MecToM fefiCTBAS MHOTHX €r0 POMaHOB #BiderTca Be-
Ha, HO, KaK OOLACHAeT caM HHcaTel:, 9TO He peamsHas Bema, a
MECTO, B KOTOpOM “A MOT'y HONB30BATLCA HHOWR pealbHOCTHIO, Ife
4 He cBf3aH OBLUHLIME orpanmdenuamum”[3). Mcmonrazosamme Bemu
B pomame “Mup ruxasamm ['apna” mmeer emeé oamm acmext. HppmEET
OTIPaBiIfeT CBOETO IOHOT'O I'epOA 3arpPaHHMILy, Tjie HAUKHAIOUEA THCA-
TeNL OKA3HBAETCA B CHTYAaLHH, KOIAa OH MOXET B3LNAHYTL CBEXHM
BIraAfoM Ha oOW4YHHe BellH (BCE HENPHBHWYHO: CHOMYKH XPAHATCH B
cHeqHaJbHEX Kopobxax, HHHe CBeTOPOPH X T.4.), B co3;1a'm. IpoH3-
BeJleHHs, OTJRYA0IAECA 0C060% 30PKOCTLIO.

Hanmume MezxBenelr B KHErax — 3TO BO3SMOXHOCTh, HO CIO-
BaM nmEcartens, “cpoKycHpOBATL BHEMAHEE YATATENEH B HYXMHOM MEE
HaOpaBleHHH, MoXeT OWT: moroMy, 4To GONBWIEHCTBO WETATENER
folrule CEMOATH3APYeET MABOTHHM, HexXeld JoAaM” [4].

Mecro gettcTpEs pomManos M pBEHra, HepcoHaXKE, BX Hacelflo-
mee, cOOLITEA, TPOMCXOAANAE B HAX, YaCTO CTPAHHW H JKECTOKH.
JledcTBETENLEOCTL B €r0 TPOE3BEJAEHEAX XAaOTHIHA, HempejcKaaye-
Ma E NONHA HEOXHJAHHKX CTONKHOBEHHN MedXAy NIOAbMH, HEHHOC-
TAME ¥ HJCONOTHAME, KOTOPLE YacTO OPHBOAAT K cmeptd. Cpejm
HpBLIETOBCKEX IepCOHaMel eCTh )KEeHIMHN, KOTOpHe oTpe3anT cebe
A3UKH B 3HAK IPOTECTa NPOTAB WIHACHIOBAHHES J€BOYKHE-IOAPOCTKA
(“Mep rnasamm lapma”): caemol yxporuTels MeZBeZeil, IO EMEHH
®Openp (“Orens Huo-ToMmmap”); MOTONHKIECT, KOTOPHM 3amApaeT
paforAEKa 300mapka B KieTke ¢ MypasiedoM (“Ocpoboxpas men-
sefieit”). YacTo repoE yMEpDAOT MyJYETeILHON CMEpPTLIO — B aBHO-
karacrpodax, maxaleHHHe THCAYAMHE UY€J HIH IpocTo ybuTe Ha
NYCTHHHHX ABTOCTOAHKAX.

Hpr srom Hpsurr nrmeén cenTEmMenTansHocTd. OH He cumTaer,
4T0 MHP H3HAYalLHO JKECTOK ® BpaxAeGen yenosexy. Hacmame —
9aCTh COBPEMERHOM KH3HE, B 3TO HYXKHO NpE3fath. M(H3RL — Bcer-
Jia PECK, B cienyeT 6T mocrosuno Ha crpaxe. Ho xax 6u Mpauso
nEcaTenl He H300paXal COBPEMEHHYIO AeACTBATENLHOCT:, OH HH-
KOIZla K€ CYHTaeT e€ BLpakeHHEM JKH3HH, a BCErJa OTKIOHEHHEeM
or Heé. Ero mepcomaxm He Bcerfja BeAyT cebsa Hamnydumm obpa-
30M, HO HX NOMHICHH Bcerfa 4mcTH. Jla, HEBEPHOCTH CYIECTBYET,
HO. CyHeCTBYeT ¥ 11060Bs.

Hpsrura cpaBEuBaoT BHOrAa ¢ Jlxomom Paymaom. Hecmorpsa
Ha OTPOMHYIO Pa3HENY MeXJy STHMH IECATEIAME, — OHH CO3JaloT
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COBEDIIEHEO pa3HHe MAPH — Y HEX MHOTO o6ufero B BO33peHHAAX
Ha XYAO)KeCTBeHHOE TBOPYECTBO M TBOpdUecKEH mponecc. Oba sama-
IjaloT IpPaBo poMaHa Ha CyUIECTBOBaHHE B BeK, KOTAa IOJi COMEEHHE
CTaBATCA NEHHOCTL CaMOro xaHpa. CBOMME HDPOH3BEJCHHAME OHE
onpoBepraloT TeX, KTo HacCTaEBaeT Ha HCYePIAHHOGTH POMaHA Kak
CpeACTBa NO3HAHHA COBPEMEHHOI'O MEpa E COBPEMEHHOTO JeJIOBEKA.
Jlnd oboux xapakTepHH NOHCKE HOBLX, Golee éMkEX ¢opM poMa-
Ha. Hx obrenmmEser mHTepec X poiE mECATeNd, €rO MACTEPCTBY, K
OIPEPOJE ACKYCCTBa ¥ OTBETCTBEHHOCTH XYAOXHEKA B COBPEMEHHOM
MEpe. OTOT {OCHEeJHE] acoeKT TBOpYeCTBAa aMePHKaHCKOrO NACATe-
14 ¥ ABNAETCA OpeAMeTOM HCCAEeJOBAHHA B LAHHOW CTaTse.

Hambonee xapaxTepHHM B 3TOM OTHOIIEHHH ABJIAETCS HPBHH-
roscku@ poMar “Mup rnasamu Tapna”. Om moctpoen kax Gemmer-
pEsmpoBaHHaa 6morpadus masecrHoro nucarens T.C.Tapma, y6mTo-
ro B TPHANATHTPEXIETHEM Bo3pacTe PeMEHECTKOA-PaHATHUKON.

Poman mpommsam armocpepon TRopuectsa. Cpeju ero jeftcr-
BYIOI[HX JHI — OACATENHE H NO3TH, XYJOXHAKHE A IHTEPATYPOBEIH,
H3jfaTeld ¥ KPETHKH. ABTODOM 3HaMeHETOX apTobmorpadmm, Bu3-
BaBIlell K JXH3HM (PeMHHECTCKOe JBHXMEHEE, gBifercd MaTth [apma
Jxcennn Oungc. Masectnum xyzoxmEkoM craEosaTca chE [apoa
Jdynxan. IleppoxnaccEas mosTecca BupacTaer B3 Onder Jaceitmc.
HeoxonuenBue pomann cosfaér npuarentrrna 'apna Ammca Qner-
uep. IIpobylor nepo roruwe crysenru Ounen apn, mpenogalomed mu-
TepaTypy B yEmBepcETeTe. M faxkc bectanannas fous I'apna Jaxen-
HE OOCBAIIAET CTHXOTBODEHHE CBOEMY mollasumemy B Gexy Gpaty. A
HajJl BCEME HWMH BHTAET TeHL el[é OAHOrO HHCATENId — DEMCKO-
ro ¢prnocopa Mapka ABpenrs, BHCKa3ILBaHHe KOTOPOTO CYMMHpYeT
xH3EeHEyl0 Qunocodmio 'apna maxamyme cmepra: “Bpems, ormy-
I{eHHOE 9eJIOBeKy — MHAT; OHTHe delloBeKa — HeCKOHYAeME IOTOK,
€ro 4yBCTBa — TYCKJHM Jyd CBEeTa, ero OIOTh — AoOH4a wepsei,
ero Ayma — GypHLI BOXOBOPOT, CYAL6a €ro TeMHa, ero TOPKXECTBO
— coMHHETENBHO" [5].

Cpoeobpazana ¢opma “Mupa raasamm lapna”. C oamolt cro-
pOEH, 3T0 KaK 6K “poman B pomane”. Om cosepxnT 1260 KpaTkoe
H3JIOXEHAEe OPOH3BefeHEH repos, AE6c ODPHBOAET AX NemExkoM. C
JOPYTOit CTOPOHH, Yepe3 HoApobHOe om¥camme cTaEoBleHEA [apma
Kak IHCaTeld, ero MyJIHTeNLHEX HOACKOB “cBoero roloca” Wpsmmr
kax 6W “npenapmpyer” TBOpHecKH# IpONECC, HANOMEHAA “HOBEIX
poMaHHCTOR”, mAWYmWHAX “poMaE o pomane”. Qopma “Tapma” mos-
songer [xony MpBRErYy BLIKa3aTLCA OO MOBOAY CBOET'0 MOHMMAHEKSL
TIPHAPOAR ACKYCCTBA E 3aKOHOB TBOPYECTBA.

OH cumTaeT, Y¥TO mpexAe BCero HMEcaTenio HeGXoZEMo mpEO6-
pecTd CBOM COOCTBEHHHR B3risfj Ha BelE, HAATE “yron 3pemms”,
noj KOTOPHIM OR Oy/leT TBODHT: cBOR co6CTBEHHA MHp, H60 OpDHIH-
HaJIsHOCTL aBTOpa He TOJILKO B CTHIE, HO B B cnocobe Mumnenns. K
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3TOMY BLIBOLY OH 3aCTaBideT NPHATH CBOEro NpPOTAroHHCTa, pabora-
jolmero Haj CBOEM IepBHM mpou3pefeHrdeM. “OE ornoxmn “Ilancmon
Ppunnnapaep”. Yro mMEe ByxHO — 3TO BHZeHEe”, — paccyxjaeT
Tapn (6].

Hcropra I'apna B m3secTHOR Mepe oTpaxaer nuunwit omur Mp-
BHHra — npe6upanme B Benme, yué6a B yHABepCETeTE, MHCATENLCKAA
E3BECTHOCTh. OTO NOCIYXKHJIO OCHOBaHHEM JiIA aBsTobmorpagdmye-
CKOTO MCTONKOBAaHHA €r0 TBOPYECTBA, YTO BEI3SHBAET PE3KHM NPOTECT
co cTopoHN mEcareins. CBoé npemebpexenme kK apTobHorpadgmue-
CKOMY MeTOLy TBOpDUEeCTBA OH 0OBACHAer mpexJe BCEro TeM, 4To,
XOrjja NHECaTelh ECHONB3YeT B CBOEX NPOM3BEJCHAAX KakKoe-TO 3Ha-
9YETeNbHOE COOHTHEe, ¢ HAM NpOHCUIEAlIee, ¥ HEFO MOXET BO3HUKHYTE
YYBCTBO COGCTBEHHON 3HAYATENLEOCTH, YTO CHH3AT 3HAYHMOCTE €ro
TBOPEHHA.

Hpemer, no ero co6CcTBEHHNM ClOBaM, OTOHpaeT TONBKO HYX-
HHE AN4 Hero 4epTH COOLITHMA, cEiAbHeMmEM obpa3om mepepabarTil-
Baf W lepecTpaMBaA XKHE3HeHHHNA MaTepHan: ““Iapn” — arto poman
O TOM, KaK XpyIKa ® omacHa Halla XE3HE. Bcé BaXkmoe, 9T0 mpoOHC-
xoput ¢ l'apnom, opEgymano MEoi. S murancs npepcraBETh BCE
Hamjydimee ¥ BCé HARXYAULIEE, 9TO MOXET IPOH3ONTH C UEJOBEKOM.
Ho co Muo#, Kax u ¢ 6oNBIEECTBOM NIOZeH, He CAy4aloch HE HAH-
Xyjdimero, HA HaAnyqwero. llosToMy 4 cMoTpio Ha aBTobHOrpadHio
KaK Ha OTHpPaBHYI0 TOYKYy B TBOPYECTBE: 3TO UTO-TO, UTO MOMCHO
Ecnonp3oBars”[7].

EcrecTBerHO, 4TO mECaTeNL OOEPAETCA Ha CBOW omuT. Bes mmu-
HHX BneuaTnesu#n lapn me mammcan 6w csomx npomssefenmEd. “Tu
HEYero He 3gaemws. O 9éM TH 6yaews necats?”’ — cnpaumesaer I'ap-
na ero coydenmna. “Om moAo3spepal, 4To 3TO CTaHeT Ha HECKOJNLKO
JeT NpemdTCTBEEM B ero INETepaTypHOH kaprepe”[8]. Tapuy emg
HeJOCTA¢éT 3HaHAA XH3HA. Heobxoamm nepmoj cobmpamms peanmit.
Korga xemmm m Tapn npmexanm B Bemy, omE Bumy»aeEn 6nnm
NOCTOSHHO MEHAT: NaHcHOHW. OHE 6LICTPO ycTan¥ nepeBo3ATL CBOA
nNedaTHHE MAalIMHKA A3 OJHOro Mecta B Apyroe. Ho sto 6mu omurt,
KoTopuui Aan ['apny marepman gus ero nepsoro 6onrmoro pacckasa
“Ilaacaor I'prnnnapaep”. Oxmaxo BEE OfHO H3 COOLITHIA, ONHCAHHEHX
B paccka3e, ¢ HAM JHYHO He mpom3omo. HckyccTso TBODHT HOBYIO
JAEeRCTBHETENLHOCTE.

CBO10 KOHIENNHI KCIONL30BAHHA aBTOOEOrpaEYecKOro Mare-
prana HpBEEr mimlocTpEpyeT Ha TBOpUecTBe CBoero repos. Camrux
CTPalIHLIl 30M30/ 06 H3HACHJIOBAHHE H YOHACTBE B KHATE IPEmoA-
HOCHTCA Kak riaba B poMarme “Mmp rnasamm Bencemxosepa”, Ha-
mecarsolt 'apnoM mocire refenz Muajfliero ChHa B aBTOMOOHILHOM
xaracrpode. HpBHHT AeMOHCTpHpYeT, KaK HHCaTeNs TpaRcGopME-
PYyeT NTMUYEH{ ONEKIT B MOBECTBOBAHHE, KOTOPOE, YXOAA KaxJoi CBOH
JeTallslo B pealibHYy!o JKHU3HB, Aajeko OT TOro, 4To MPOH3OLLIO HA
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camoM gene. Ilo muenmio Mpsuara, nacatens EMeeT IpaBO HCHONE-
30BaTh PHIMUECKEE OL[YIGEHHSA, KOLAa-To Hcmuradaue #M. I'padam-
veck® E3o6paXcéHHai CleHa H3HaCHNOBaHEs u yOHicTBA B poMaEHe
Tapna mprasana nepejars oulymeHHEe TOTO HeBHPa3IEMOI'0 OTIOBCKO-
ro rops E 6eCIOMOIHOCTH, KOTOPHe HCIOLTaJX I'epoll IPDH BHAe He-
nofBmxEONX Purypkm csoero pebénxa: “H om mammcan pomarm moj
Ba3paEEeM “Mmp rnasamm BemceExssepa”, kyfa OH BIOXEHN BCE,
9TO WyBCTBOBAJ TOTAAa Hocie Kartacrpodu”[9]. Oro omymernme me-
peXxEMTOro Korga-to fAejiaer, o MpBAHAry, Bech SOH30A H €r0 y4acT-
HEKOB Ype3BHYaltHO XH3HeHHuMEA. “Mmp rnasamm Bencemxasepa”
HEYEro He CKajXkeT BaM O TOM HECYACTHOM CJydae, XOTH, CKa3aTs 1O
mpaBjie, HeCUACTHHE CIy4al HrpaioT Gonsuryio pois B pomare [10).

TpajsunEonno cuaTaercs, 4o GONLIUBECTBO OECaTENe! C HeTep-
UeHAEM OXEJAT CPEeJHET0 BO3PACTA M CBA3AHHOTO C HAM 3amaca
pablofeHad B BOEYATIEHHEN, H3 KOTOPOro ofpeTalouuii AyXOBHYIO
3peJIOCT: XYAOKHHEK MoXeT depnars. Jlonaraior ramxe, 970 THYHAA
TparefiRs HEPEAKO CTaHOBATCA HCTOYHOKOM GONBUION JHETEpaTypH.
HpeEHr ocnapmsaet 510 yreepxaere: “OcHoBa BCAKOro MCKyCCTBA
— or6op. B BocnomMmunanEm Her mEuero m3bmparearmoro. Ocobex-
HO, ECIM DTO BOCHOMEHAHWE O TPABMEDOBABIIEX Hac cobmrmax”, —
cumraer on [11]. B mckyccTse oH yTBepXKAaeT DpEMAaT Boobpae-
HAS Haj ONLITOM, HaJelfs CBOEro repod HCKIIOYHTENHO 6HOraToi
danTasuen. '

Torpacérnwm rubensio cuna, I'apn nEmaerca cnocobHocTA OR-
cars. BnacTk Bocmommpammii GepéT mepx Haj BaacThio Boobpade-
gEa. Tapn ofpamaerca K TeM JHAM CBOeH IOHOCTH, KOTA3 OH IECAI
lIerKo, CYacTIEBO, Yepnad 3 Eudero, “as soagyxa”. Te fHE Kamyn:
B BeyHOCTL. Bcmommras mepBoe mpeAroxeHEe cBOER MepBOR H Ayd-
IeH KHATH, oH copammpaer cebs: “Orxyna omo npauo? OF nomu-
TaJCA NprAyMaTh uTo-HEOYAL mogobmoe. Ho Bcé, aro momyuanocs,
6uno: “Mansumxy 6mno naTi ner. Y Hero 6L Kallenh, KOTODHH,
Ka3aJoce, 66 raybixe, deM ero MalleHLKAS, Xyhad rpyas.” ¥ Hero
6LUIE TONLKO BOCHOMEEAHHSA, a H3 HEX poxjalack uyms. OH mo-
TepAd crnocobROCTs K WHcTOMY danTasmposanmio”{12]. Mobexpaor
BOCHOMHEHAHHA, H SCTETHIECKEA pe3yNsTaT HRYTOXKeH. Bumuiuner-
HOe JOMYKHO BOeYaTNaTs: GOoNLlle, 4eM TO, YTO CIYYHJIOChH Ha CAMOM
Jene. “PacckakETe MHe 4To-EEOYAE, YTO C BaMHE IpoH3ouLIO”, —
cka3an ofHaxAM ['apn mHTepBRIOEpy, — “E 1 cAeNalo AeTajd HaM-
Horo HATepecHee”{13].

3ajgaua nmcarens, paccyxgaer 'apm, “BoobpasmTh BCE TakmM
obpa3oM, 9TO BHAYMAHHOE CTaHET TAaKHM XK€ SPKEM, KaK Baue JHY-
HOe BocmoMuHanume”[14)].

PaccxaswBas xeme kakoi-HEGYQL chnyuait NpeXXHeR J>XH3HH,
Tl'apn paBan Heckonnko BapzanToB ero. Korga Ounen cmpammsa-
na, KOTOpHI H3 HEX OPOH3OWIEN B ZedcTBETENbHOCTE, ['apm orse-
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9aji, 94T0 9TO He EMeeT 3HaUeHHA. IIpaBA#B TOT BapHaHT, KOTODHIA
aByqHT focropepro. “Ecnm Onnem xaxoit-ro snmaon xasanca ¢ans-
muBLM, ['apn 6eakanocTEO HCKIOYAN €ro, XOTA HHOILa HAMEHHO OH
¥ UpoE3omeén Ea caMoM gexe.”[15].

‘HpsmAra WacTo CpaBHEBAOT C HNECaTeNAME-BEKTOpHAHIAMH,
HMes B BHAY €ro 3CTeTEHYeCKHe NpEcTpacTua. OH paryer 3a Boc-
CTaHOBJIeHME CIOXK€Ta B KadeCTBe TJIAaBHOIO HETEpECa poMaHa, 3a
HPABCTBEHHOCTH B JOCTYHOHOCTE BcKyccTBa. M caM pomaHHCT He pa3
HOAYEPKEBAN 6IH30CTE CBOMX 9CTETHUECKHX NPHEHIAIOB NACATENE-
cxmm AfeanaM XIX seka: “Hmorga a uyscrsyio ce6s amEO3aBpOM
B CBOEW 3mOXe, HOTOMY UTO MOH HA€ali B IHTEPAType YXKACHO CTa-
POMOAEH. OTH HJeall YXOAAT B HaMEPEHHYIO CEHTHMEHTAILHOCTEH
mrcatenet XIX Bexa: coasail repos, ¢ KOTOPLHM YETATEN:, XOTA O
9ACTHYHO, OTOXAECTBHT ce6A, a 3aTeM 3aCTaBh Ie€pPoA MYIHTENLHO
cTpagars”, — cka3ajt HperHr B ogHOM 3 EETepsbIO [16].

OH c4HTaeT, YTO POMAH AOCTHI HawBHCUlero pacmsera B XIX
BeKe, KOT/la OH IMpPEeANIaralicA KaK NOmYyNAPHHA Baj Mckyccrsa. [lof-
o6ro poMarmcramM XIX Bexa, Upsmar monaraer, ato nacarens o64-
3aH pa3BleKaTh UHTATelid, BONHOBATE €ro, TPOTaTh €r0 cepAane. 3a-
mun@as csoero mobmmoro macarens XIX sexa Yapnssa Juxxes-
ca, KOTOPOTO yIOpeKaloT B E3NAUIHEN ceHTAMenTanbRocTE, HpBmur,
Bcnes 3a JIxopaxem CanrasHolf, HaCTaHBaeT Ha TOM, YTO NIOAH, O
KOTOPKIX IACAJ AHFTHACKEA POMAHHCT, CyUeCTBOBANH; Golee Toro,
9TO ML CaMH, €CJIH COpPBaTh C HAC CTAapaTelbHO CINIETEHHYI0 HaM#
CeTh, CKPLBAIYIO HAIIE MCTHHHLIC YYBCTBA.

Hpeunr mpér emé paniure, 3as4Bjigf, YTO B “MuUILHHE oneph’”
H TPHIJEPH TOBOPAT OpaBRy O TOM HIH HHOH CTOPOEEe RelCTBR-
rensEOocTE. “Ecnm BM BXojuTe QHEM B AOM H BKJIOYaeTe TENEBHIOP
B cepefHHe KaKoA-HEOyAs “MEUILHOR omepiw” # BHAHTE JXXEHIIHHY,
xpedamyio B reredon: “Moit myx 6pocrn MeHs paj¥ cexpeTapug,
Mod K04L BLIXOAHMT 3aMYX 3a dToro yxxacrHoro ®pexau Ilunna ® MEe
xaxercsa, 4r0 A GepeMeHHA”, TO BH CMe€TeCh H BHKJIIOYaeTe Tele-
pa3op. Ho ecnm k Bam B foM mpEberaer jXeHI{MHA, KOTOPYIO BH
3Ha€Te BCIO XM3HL H KOTOpasf JOPOTa BaM, H TOBODHT TO XK€ CaMoe,
BW B 3TOM He HaXofHTe HEYero cMeunoro”[17].

Yurarene#, cuntaer HpBEHr, MoXeT TPOHYT: TOILKO TO, 94TO
DPOECXOAHT C JIOALMH, KOTODHX OHH 3Hal0oT B KOTODHE HM EDaBATCA.
IlosTomy & Tapn, ¥ ero cosfaTens EauREAKT DECAHEE CBOHX poMa-
HOB C TOTO, 9YTO NPHAYMLBAIOT KaKOro-HHOYAL CHMIATHYHOI'O Iep-
COHAXAa HJNHE NEPCOHAXeH, & 3aTeM COYHHAIOT HM pa3Hue MOCTYNKH.

Hpsurr cornacer ¢ ®mnmnom PoroM, ckasapuimm xak-To, 9TO
COBpeMEHHHM NACATENAM TPYAHEe, YeM HX IPeAlIeCTBeHHHKAM, ro-
BODHT: NpaBAy o AeicrBaTensEocTE. Kakyio 6n morpscanmyio cie-
Hy Ee co3jfall pOMAHUCT, OHAa He MOMET CONEPHHYATh ¢ peansHOM
XH3HE0, B6O COBpEMEHHLII MAP HAaMHOTO CTpallEee B HeNpejCKa-
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syemee. MpBHEr BO3MymAeTCA TeM, 9YTO €ro KHETE CYHTAT CHEII-
KOM XeCTOKEMH, XaKk 6yATo, TOBODHT OH, 3TE KDHTHKE He UHTAlOT
raser. '

C pgpyroi CcTOpOHH, OH yTBepXK/Jaer NOpaBo NACATENd Ha
npeypiAvenEe. [mumeprpagEpys coOWTES E XapaKTepH, aBTOD Ae-
JNaeT NOBECTBOBaHHE HHTEpecHee, €Bol0 Mucis pensedpnee. He cie-
ayer 6oATLCA DOXBEPraTh Irepoed SMONEOHAILHEIME KPAHOCTAM —
COBpEeMEeBHLI YeJloPeX TOCTOAHHO NONAaJaeT B CTPECCOBHE CATYaNHE.
O10 — mpaBja ME3HE, H MHCaTeNH 06A3aHL roBoprTs 06 atoM. IIpe-
yBelndYeHAe BeoOXOLHAMO H AJNA TOTO, YTOOH HOTPACTH, B3IBONHOBATSH
guTaTelld, BH3BATE COUYBCTBHE CTPALAICILIEM, 3aCTABATH CONEPEIKH-
pars. MpBEET BepET, 9TO TONBXO B NOTPACEHHOM COCTOAHAH, B3ris-
HYB Ha AeACTBETENLHOCTs B EEOXHARHEOM PAKypCe, MOXKHO MOCTHYD
raybokyio OIpasgy o Hel.

HpbEpr BHCTYNAaeT OPOTEB HAPOYETOM YCIOMHEHHOCTE IHTe-
parypud. B oacce 1979 r. “Kypr Bommeryr m ero xpETEKm: 3cTe-
TAYeCKad AOCTYNHOCT:”, mocBameénHoM 3amuTe Kypra Bommeryra,
Hpsuur BLICKa3nBaeT M CBOé aCTeTHHYeckoe Kpefo. Ilo ero MHe-
HEIO, KDETHKE JACTO OTMAXEBAIOTCS OT BOHHeryTa, HOCKONLKY TOT
H3laraer CBOH Barigj Ha MMD B MONYIApHOR H JocTymHoR ¢op-
me. HpBuEr pesko ocyxjaeT KpaiHEE CcyOBeKTEBE3IM COBpEMEH-
Eux apropoB. Om uuTapyer Jxoma Tapamepa, xoTopmit kax-To
CKa3al), 4T0 COBPEMEHHLIC NMACATCIH 3AHATH BO3IHER C JEBHM YXOM
ClOHa, He ofpamas BEEMaHEA Ha To, YTO CJOH CTOHT Ha peGémxe.
OTH pOMBHECTH, EPOHHYECKH 3aMedaeT MpBHAr, NHIYyT B OCHOBEOM
AJf YHABEPCHTETCKHX HpernojaBaTeledl JATEPATYPH H CTyAEHTOB-
$rn0N0TrOB, ANA KOTOPHX HYeM CJIOXKHee POpMa IDOU3BELeHHSE, TEM
nydire, DOCKONSKY NaéT HM BO3MOXHOCTh NOTPATHTH MBOTO CHI H
BpeMeHH Ha H3yueHEe OPOH3BeJeEEA. Pa3Mumnggd o B3a@MOOTHO-
IIeHEAX NPOH3Be[icHEA C uaTareneM, HNpBEAT 3amewaer: “f Bcer-
A3 CUATAN, 9TO CaMO€ CJIOXKEOEe [N 9YeJoBeKa — 3To OWTL HOHS-
10" [18]. OH c ropeurio xoHcTaTEpYyeT yCyrénsomyiocs yTpaTy co-
BPeMCHHOA NHTEpaTypoll cBoel HamBuClledl PYyHKOAE — KOMMYHH-
xaTHBHOR: “fl CUETa0 CMeXOTBODHHM, 4TO A, YeJOBEK, OONYYHBIIKA
JOBONLEO CHOcHOe ofpaiosamme, Mory 4mrarh llexcmapa, Munsro-
Ha E faxe Yocepa, HO He NOHEMAI0 COBPEMEHHHX 0o3ToB. OHE
NEMYT Ha JXXaproHe, MOHATHOM, OMT: MOXeT, ApyraM mosraM. Ho
paase 310 obmenre?”(19].

Borueryr, no Upsrary, cnegyer tpagrgar lexcnupa r [Iux-
KeHCa, KOTOPHE CUHTANH, 9TO ECKYCCTBO M pa3pliedeHHe ABJIAIOTCA
€CTeCTBEHHHIME COIO3HEKaMH, a He npoETMBHEKaME. M ecnm nmca-
Tellb yMeeT pa3BleKaTh YHTAaTeNf, He NOCTYNAACh BHCOKEME 3aKO-
HaMA HCKYCCTBa, TO B 3TOM €ro IPeHMYIL(eCTBO, a He clabocts. U
sgecs Hpeaur maer 3a cpomM yumreneM Bommeryrom. “f muraiocs
IHCATh NpeJJIOXEHEA, KOTOPHE eCTeCTBEHHO BEeAYT K APYLHM Ipej-
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NOMEHRAM; & NNTAKCH 3AXAHYEBATH IJaBM TaKEM oOpa3oM, 9robH
BaM XOTeNOoCh WHTaTh Aansme. §I murawocr Aenats Bce 9TH oJe-
MeHTapHHE, OTKPHTO COONa3HAIONnHe BelH, KOTOpLe OL Pa3XkArain
HHTepec umrarens. §I He cumTal0, UTO B DTOM €CTh HJIEMEHT KOM-
mepnuanmsanun, Mckyccrso oba3aHo 6uri 3ameMarentEnM”[20].

K raxomy xe sakmiodeRHio OpEXoguT ® mpoTaroHEcT WpBHEE-
ra. B “Muzpe rnasamm T'apua” ects Taxon smmson. Ilepex cmom
Tapn pacckasuBaer cumy pacckas, coumHAA Ha xofy. Korza om
Ha MCHOBCHEC 3aMOJKaeT, YOIT HeTeplenwBo chopammpsaer: “Ilams-
me. Yro cayumnocs ¢ cobaxonn?” Bompoc aacrasnser Iapna 3a-
Aymathea: “Yro 3TO 3a MHCTHHKT B JIOZ4X, KOTODHH 3acTaBideT
BX ®Aars, 9T06H 9ro-TO cayumiock? Ecnm TH mawan pacckas o
deoBexe WM cobake, TO C HEMA HeNpeMeHHO AOIXHO UTO-TO IPOH-
sonrr”[21]. Tapn gemaer BuBOA, 9TO poMaR, 4TOGH €ro YHTANR,
JIONXeH coaepxars cobMTHAS.

Hsgarens l'apma /Jxom Bynsd Opexpe 4eM nevataTi pyKoOIH-
CE HRUYMHAOI[AX ABTOPOB, HAET HX YHTaTh cBoelt ybopmune. He
€ro BOUpPOC, 9TO €€ 3aCTABANO, HE OTPHBAACL, OPOYATATE OT Havala
o xoHna poMan l'apma, nokasasmmica Bynsdy cnabum, xenmmna
orpedaer; “YTobW y3HaTh, 4TO NPOECXOAET. A 3TO BEAL EAHHCT-
BeEHas IPEYEHA, noueMy JiofE qmralor xkEEra”[22]. Ilo Hpsmary,
MaCCOBLII GHTATENs YHTAET H3-3a CIONETa, B UeM CI0XKET CIOXHeE,
TeM HHTEpPECHee YHTATh.

Hamp csomx pomaHOB HpBHEr onpejensdeT kak “3aMacKEpO-
BAEEYI0 MEULHEYI0 omepy”. “Pa3nEna B ToM, 4TO 5 Xopowo OHILY,
4TO A 3Ha0 3aKOHH NOCTPOEHHA JHTEPATYPHOr'O NPOR3BEeJEHHA, UTO
A TI{aTeNLHEO oTbupalo cnoBa. fl X0Uy 3acTaBEThL YHTaTeNd CMEATHCA
H OJaKaTh, & 9TO B ABNAETCA OOGHIHO Henblo “MHILHOA omepw””[23].

Ecnm 6uthL 6onee ToumnM, To MpBHET HCHONE3yeT HEKOTOPHE
HETPefidenTH “MuiiHoRl omepu”. OH cudrTaer, 4TO XKaHpP “MEIALHOM
onepH” OoTpaXkaeT caMOe PacHpOCTPAHEHHOE COCTOAHEE YMOB 3amaj-
BHX umTarenei. HpBmEr mcmonisyer “MiuipHYyIo omepy”, Kax €ero
HpeAlieCTBEHHAKA HACIONb30BAJH CIE3NHBYI0 CeHTAMEHTAILHOCTS.

“Mup rinazamme Tapma” mccinefyer XecCTOKYIO CTOPOHY XKH3HH.
Pomar m3obmiyer snm3ofaMm y6EACTB, caMOyOHItcTB, H3HACHIOBA-
HAM, yBeURit, HO BO BCE ITH YXKacH OPHBHOCHTCA KOMEYECKHH dJe-
MeHT.

IOMop B pomarax I'apma m, caefoparensno, HpsEAra ciyxmr,
10 ero cobCTBEHHOMY CBHAETENLCTBY, TOMY, YTOOH cAenaTh XKecTo-
Koe B crpamHoe Golee NpHEMIEMEM, & C APYFOX CTOPOHH, IOA-
9epKHYTL AyalE3M €0 BEJEHHS: KOMHETeCKOe H TParEuecKoe B ero
TBOpYECTBE OTPAXKAOT KOHTPACTH JeicrTBETeNsHOCTA. MEccm Ilyxn
u3 mrara Orako ngmer ['apmy mmciMo, o6BREAS ero B bGeccepge-
4EH, DOCKONLKY, Ha €€ BIraAA, npoGJxeMu APYILEX Jofiell Kaxyrcs
eMy 3abapHuME. B cBoéM orsere umTaTensEEne [apm obnacHser,
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4TO B XH3HE “BCcé mepememwano”. JlioAckme npobieMu uacTo busa-
10T CMEWHLIMY, HO JIOAH, TeM He MeHee, NedalbHu. Sl oTHOwycs ¢
6oNLIIAM COTYBCTBHAEM K TOMY, KaK BeLyT ceba NIOAH, HO ¥ MEHA HeT
HAYEro, KpoMe cMexa, 4TOOM yTemdTs ux ... CMex — MOf pejursi.
B MaEepe Bcex peldrail s OPA3HA0, YTO MOA CMEX NOJNOH OTYaAHHA
(24].

I'apn cpabEBBaeT npodeccro nATEPaTOpa ¢ IpodeccEen Bpava,
“gorTopLI BRAMT TONLKO CHydYaH ¢ JeTalnLEHM HcxofoM”[25]. Ha-
CTaEBaf Ha TOM, UTO JKE3HL KOMAYeCKH abCyp/iHa H HeBLIHOCEMO
rpargyEa, HUpBHHr coBeTyer BOCOpHEMMAThL TaKoe MONOMEHHe Be-
el CTOHYECKH.

HpBHHr KxaTeropmueckE BHCTYNAeT NPOTHB CONUAONOTHIECKON
TPaKTOBKE cBoero tBopiecrsa: “Korga o “Fapme” mmuryr, uto sro
poMan o ¢demmHEA3Me ¥ Hacunud 60-x rofos, TO HrHODHPYOT TOT
¢axr, 9ro B 60-¢ rogu f xun sarpamguned. S Emgero He 3gawo o
gacunmr 60-x rofos. S He conMonorEueckHm® nNHucaTelnh, B MeHA
He CIefyeT CUMTAT: CONHANLHEM peanmcrom”[26]. Cmoit mHTepec K
npobireMaM GEeMEHHCTCKOrO JBHXXKEHHAA OH 0OLACHAET TeM, 4TO JKEH-
LEHEH, N0 ero MHEeHHIO, Hallle ABIAIOTCA JKEPTBaMHE, YeM MYNUMHEH,
a eMy, KaK IMcaTelio, IHCAT, HHTePECHee O JKEepThaX, 4eM o mobe-
AMTENAX. ,

AMepRKaHCKER POMAHHCT C COXalleHHeM KOHCTaTHpyeT yma-
JIOK HHTepeca K XYyAOXECTBeHHOH JIHTepaType, KOTOPOH COBpeMeH-
HL YelOBEeK NpeJIOYHTAaeT ra3eTHLE HOBOCTH. l'apn BosMyljaercs
“6ONBPELM MHCTHEKTOM” CBOHX COOTE€HYeCTBEHHHKOB CMOTPETH Ha po-
MaH Kak Ha “def-To BapHaHT HoBocTeR”[27]. B momemmuecxon 3a-
npansvEBocTd 'apn rosopHET o PyHAaMeRTaNLHON 6eCIONEe3ROCTHE HC-
Kyccrsa: “HckyccTBo HHKOMY He moMoraeT. Ero Hein3d €CTh, B HEM
HeJL3f JKATh, B Hero Helb3s oferica. M ecnum GomeH, oHO He Brule-
wut” [28]. YTRIMTApDHLMA B3rasA HAa ECKYCCTBO He TONLKO omEboden,
HO ® omaceH. BocopmaTHe JETepAaTyPHHX OpPOA3IBefeHHEA Kak BI-
JAWCTPaNEi K CONMEONOIAYECKAM BONPOCAM BeJéT K yOHMCTBY mONE-
TAKAHCTBYIOI[MME OOHBATENIMHA €ro MaTepH, a 3aTeM H €ro CaMoro.
“CoqEONOrAg B NCHXONOTEA Ty6AT HCKyccTBO” , — yTBepacaaet I'apn
[29].

Hcnonraosanne mcAXoaHANH3a AJA 06LACHEHHS YENOBEYECKOTO
XapakrTepa JHLIaeT JATEPATYPY XYAOXKeCTBEHHOCTH, cumTaer Hp-
BHHT, JHUIAET 9eJIOBEUECKYI0 IHYHOCT: IIyOHHL, felaer eé ynpo-
meénsoft, npEMuATEBHOA. MpBEAr BOCXHIMaeTcd DIH3OAOM E3 poMaHa
Borreryra “Bnarocinose Bac Bor, macrep Poysyorep”, B xoropom
ncExAaTp 6pocaer pabory mocie yCneuHoro E3jeueHns XKeHH repos.
Ha Bonpoc, noueMy oH 9T0 fenaer, Bpau orsevaer: “Ko mue obparn-
nack 3a moMolsio riayboxas, BCTPEBOMCEHHAA H CIOMXHAA JMEHUHHA,
a A cfenay eé CHOKOWHON, CYaCTIHBOM, IyCTOM B HEMHTEPeCHOH”.
Camum cnabuM B3 npoE3BefeHHA, HaNHCAHHWX ['apnoM, aBinsercs
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pomar “Bagrensmocts”, mockomky, no Hpeurry, oE mpescrannder
NONHTKY ABTOPA PEINHTS: CBOE COGCTBEHHLE NCHXONOTHeCKEE Tpob-
nemut. MpBEEr cuHTaeT OCKOPGNEHEEM ANA ECKYCCTBA HCIONB30Ba-
HEE €ro B KaueCTBE TEPalmH.

Hopobuo maorau nucarensm XX pexa, Hpsrur sxcnepaMenTa-
PyeT ¢ XapaKTepoM, OTYyXJad ero. B mepsodt wactm “Tapna” om
OCHIIAET CBOHX repoeB BCAKHEME GiarojesEriME. 'apm medTaeT nE-
CaTh ¥ CTAHOBHTCA OAAPEHHHM POMaHHCTOM; OH JKeHATCA Ha JAEBYII-
ke csoeit MeuTH. Ero mMate /PkeHmE xouer mmerr. pebémka, me mMes
Myxa, ¥ fob@saerca sroro. OHa MedTaeT HalECATh MeMyapH, H OHA
fenaioT e€ aHamMeraToi. To ecTr BCE, 4ero XkenaloT repol, OHE HONY-
qaloT cnoiana. Bo BTopoi gacT pomMara MpsEHEr marpomoxaaer ma
HAX 6eCKOHeYHHEe HeCc4acThA, YTOON HCOHTATL HX, IOCMOTPETEH,9€T0
OHH CTOAT, KaX OHH 6YAyT AedcTBOBaTH B HebnarompmarHeX 06CTO-
ATENLCTBAX. OTHAM OOGLACHAETCA TaxkKe HalMuAe MHOKECTBA Cek-
cyalsHHX cOoeE B pomaRe. [lo HpsmEry, cexc — BaxcHelwasa cdepa
xu3HE miofedt. “Korsa Bu cTaBETE repoer B Upe3BHYAlHLE CeK-
CyalnHLe WIH JXeCTOKHE O0OCTOATeNnLCTBA, BL HMEETe BO3MOXHOCTE
PacKpHTE OCHOBHOE B EX XapaKTepe — Xopoliee BIE AypHoe”[30].
O1o TeMa pomara [apna “Bropoe guxanme poromocma”, B xoTopoM
OH [OXa3LBAET, 9TO TONLKO B CEKCYAJLHLX B3aMMOOTHOIIEHHAX NPO-
ABIAETCA CYHMHOCT: denoBexa. C Apyro#t cropomH, cumraer [apm,
“cexc nmpespamaer B dapc HamH¥ caMule cephédnNe HaMepHEa"[31].

“Y Mensa He xBaraeT ClOB”, — TOBODHT OAHH ®3 repoes “Oc-
roboxpas mensenent”. B pomame “Mmp rnazamu ['apna” Heckomsko
ACHCTBYOIEX JHL CTPAJAT pedeBHME fedexTaMs (yIETENSL JNATE-
parypu Tmmu, nacarensuEna Ananca ®neryep). A 3aTeM, momas B
aBTOMOSHILEYIO KaTacTpody H CIOMAB YelOCTh, Ha REKOTOpOE Bpe-
MA TepseT cnocobHOCTE FOBOPETL B caM I'apn. B srtor mepmox om
BREYX/ieH o6L[aTLCA ¢ MIOMONEIO 3alECOK, KOTOPHME OOMEHHBAIOTCS
qrern “O6mecrsa Onnen [xeimc”. Orpesas cebe A3INKH, ITH XKEH-
IEEE Boobnle MREIY ceba BOIMOMCHOCTE MOBODHTS.

Onmoit B3 npobleM, RHTepecylonEx Hppurra, ABIAIOTCA “MYKH
cnosa”. B ciyuae ¢ IapmoM oH 3aocTpser CETyanmumio: Iepex Ha-
MH IHCaTeNh, OCHOBHOM HHCTPYMEHT KOTOPOrO — ClIOBO, @ OH He
B COCTOSHHE HM NONL30BaTLCH, #6O cioBa, AMeloufAecd B €ro pac-
nosxenas (“Ilpuser. Mens sosyr Ber. I — mocuesosarenimana
Dnner Hxefmc”. “B xyxue ropar orons. lloseprmre Haneso”. “He
oropuanrecs. MaTi ckopo mpeAér” E T.0.), abcypaHO HeaAeKBATHH
cETyanua. UpsmHEr pacckasanl B KHTEPBIO, YTO OH HAUHHAET CBOE
mepBoe 3aHATHE CO CTyAeHTaME ¢ nuraTH B3 Dnobepa: “Yenosne-
qecKH#l AILK — 9TO TpecHYswH# JadEmk. Ha HéM Mu orbmBaeM
MelOfHK, TOX KOTOPYI0 OXOTHO NJAAIIYT MEeABEA®, TOrAa Kak MH
CTPACTHO XejaeM 3acCTaBET: IiaxaTh aBéau” [32].

Kax mu pagmM, [Jxon MpsaEr coegmnser B CBOMX OPOH3BeE-
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JeHAAX TPAARINUOBEHE CHOCOOH HOBECTBOBAHEA (XPOHONOTEYECKOE
pasBETHe COOHITHM, BCEBEAYWHE aBTOP) C SNEMEHTAMH TEXHHKHE

nocTMofepEE3Ma. XoTA pOMaHEHH MHD aMeEpHKXAHCKOTO HECATENA
MHOTAM 0bf3aH KinaccHIecKoll JTATEPaTYPe C €€ BHCOKAM HPaBCTBCH-

LM nadocom, OH Bce-Tak® ABnsercA npoAykroM XX sexa. Mpsurr
He MoXeT, DofobHo /[AKKeHCY, AaTh BO3MOXKHOCTE BOCTOPXECTBO-
pats Aobpy. Jlydmee, 4To OH MOMET, 5TO HO3BONHETh HEKOTOPRM
repoAM BLDKHETH M He COMTH C YMa OT HEepPeXKETOoro.

Xypoxecrserane npuroumz [xouma HppmrAra mMeior jelo He
CTONRKO C 3TAKOW HJIH 3CTeTEKOR, CKONLKO ¢ TeM, uTo QUILAMET Ha-
suBal “ecstatics”. Ero, xax m BoHHeryTa, He HHTEpeCYIOT BOJOCH B
JleBOM yXe CIIOHa; O 6Gonsile 03abouen pe6EHKOM, HA KOTOPOM CTOHT
cnoE. U cBOR r'yMaEMCTHEYeCKEE NPEENEON OH CTPEMHTCA JOHECTH B
3aEAMaTeNLHON B jJocTynHoR ¢opme. Kax 6u HeobuwHO HE passép-
THBANOCL AeCTBEE POMaHOB B KaK 6K CTpaHHO, OPOIO CTPAIIRO, He
CKJIaJLBANECEL CYALOL HPBEHETOBCKEX mepcomaxeit, Hppuer HEkor-
Ja Ee fonyckaeT 6e30TBeTCTBEHHLHX SKCOEPDHMEHEHTOB Haf CIOBOM
HIA CTHIEM.

THE WRITER AND THE ART OF WRITING
IN JOHN IRVING’S FICTION

L. Tsekhanovskaya
Summary

John Irving is one of the notable literary innovators of recent
American literature. His fiction is distinguisned by a highly per-
sonal fusion of seemingly incongrous elements. Various aspects of
Irving’s work appeal to different audiences, making him difficult to
classify. The sometimes ribald, occasionally grotesque humour and
the explicit sexuality of the novels give them a sensational appeal
and have made Irving — and his novelist character T.S.Garp — cult
for the American public. On the other hand, Irving’s represention
of random violence in the modern world, his empasis on love and
family responsibilities, and his use of writers as major characters
have prompted serious examination of his work among academic
critics.

His constant topic is the craft of fiction which is the subject
of the present article. The research is done on the basis of Irving'’s
best novel to date “The World According to Garp” which is a
sophisticated metafictional investigation into the writer’s relationship
to his work and the nature of art and imagination.
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- JIATEPATYPHLRIE AJLIIIO3NHU
1 PEMUHUCIHEHIIMUN B POMAHE
YIBAMA TOJAHUHTA “3PUMAA ThbMA?”

Anexcarap Yamees

JleRuArpascKHEl rocyAapCcTBEHHHN
YHABEPCHTET

XapaxTepHO# IpEMETON COBPEMEHHOr0o HETEIIEKTYalLHOTO PO-
MaHa HapAAy C ero TeHAEHNHWell K YHHBEPCANA3MY, K CHMBONEKE
— XYAOXKeCTBeRHOU, PEIOCOPCKON H PENATHOIHON — ABIAETCA He-
HOCPEACTBEHHO CBA3aHHEOE C JTO TeHJAeHIEed HacToMUHBoe obpa-
LleHHE ero co3jareliel K DAMATHAKAM NPOIJIOro — “rajlaKTEKaM
MHICIH, aKTOB, BOCIOMHHAHHEMA, IMONHUR", KoTopue, no obpa3zHoMy
pupaxesno [xona Payr3a, oTKpHBaIOTCA COBPEMEHHHM TBOPIAM
“p mecaTH crpokax “Maxbera”, B mecr:m TakTax My3HKE Baxa, Ha
kBajpaTHoM ¢yre xoncra Pembpamara”[1].

Jmanor ¢ yurefIIAME NOKOJNEHHAME CIYJKHAT OIpeeleHHHM
XyAOMCECTBEHHRM H STHYECKHM 3a/lauaM OMCaTeld, BLIABIAET €ro
HpaBCBEHHHE OPHEHTHPH, Pa3/BAraeT NPOCTPAHCTBEHHHE H BpeMeH-
HHe TPaHEION CO3ZAaHHOIO HM XYAOXK€CTBEHHOrO MEpa, IpHJAaeT ero
IpOR3BeeRAAM BCeobreMiiollee, YHABEPCAlbLHOE 3Byyanme. Bmecte
c TeM OOmIHEe ANNIO3MA B PEMEHECOEHNHR, CKPHTHX # OTKPHTHX IH-
TaT M3 COYMHEHHH JalleKAX H GNH3KUX OpeAleCTBeHHEKOB BKYIEe €O
CKJIOHHOCTHI0 ABTOPOB K CEMBONHUECKOMY MOZEIHPOBAHHIO JEeACTBH-
TeJILHOCTA HEpPEeAKO MpEBPAIfaloT HX OPOM3BENEeHAL B cBoeobpa3HKe
pebycu, madpu, BoCOPEATEE KOTOPHX 6e3 KOMMERTADAS Ype3BLYalt-
HO 3aTpyAHeHo. VMeHHO X Takoro poja NpOH3BE[eHASM IpHHAJIE-
xeT poman lonpmara “3pmmas reMa”(Darkness Visible), omy6naxo-
paHELII B 1979 r. mocie JjBeHAJNATHIETHEr0 MONYAHAA ODHCATENA H
TOTYAC BH3BABIAA ropAdde CHOPH CPeAH HACCIEHOBaTENeH.

Hactosmas cratss, HAKOEM 06pa3oM He HpeTeEyA Ha HCUEp-
OLBAOWAN ABANE3 JTON0 HCKIOYHTENLHO CIOXHOIO H MEOrOIIA-
HOBOTO NIPOM3BeAEHHA, COAEPNKHT JNRIIL HEKOTOPHE NMOsACHHTeNLHEE
3aMeHAUYaHHA — CBOErO POJa KOMMEHTapHR — K JABYM-TpeM H3
TeX MHOTOYHCJCHHHX AJJIO3HA M PeMHHHCIEHIHHA, KOTOPHE BCTpe-
9aj0TCH B €r0 TEKCTe H NPEACTABIAIOT HETEpEC ANA MOHAMAHESA 00-
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Iero 3aMHICJNa aBTOpa.

3arnasEeM poMaHa DOCHYXKHIH CJloBa B3 MHNLTOHOBa ONHCA-
HEf npeEcnogHe#. Bubop Tongmara He ciywaer; mup pucyercs B
BEJ¢ MPDavyHOM TeMHENH, HaNOMHEHaWeR AJ, H306paXceHHR IO5-
roM B “Ilorepaanom pae”:

A dungeon horrible, on all sides round

As one great furnace flamed, yet from those flames

No light, but rather darkness visible

Served only to discover sights of woe,

Regions of sorrow, doleful shades, where peace

And rest can never dwell, hope never comes

That comes to all; but torture without end

Still urges, and a fiery deluge, fed

With ever-burning sulphur unconsumed...
(Paradise Lost, I, 61-69).

PoMaH oTKpHBaeTcA ONHCaHEeM T'PaELEO3HOTO MOXApa, OXBa-
THBIIETO OAWH ¥3 paitonos Jlompoma. M3 oras moxaprifa, B KoTO-
poM, xasalock 6W, He MOrJNO ynelaeTh HEYTO JXHBOE, BLXOJHT Ma-
JEeHLKH MalLbUHK; HONOBHHA €ro JHOA B Tejla olajieHa orHEeM, OTa
ApaMaTAYecKasd ClieHa B poMaHe rnyboxo cEMBOJIM4YHA, H6O pedr B
HEe:A HJIeT 0 ImoXXape BOWHL: BOWHa OCTaPHJa HEH3rJafHMLIA clie] Ha
cyasbe E TBOpuecTpe apropa “3pEMoR TLMW” nogobHO ToMy, Kak
NIaMf IOXAapa OCTABMJIO CTPAWHLl CleJ HA JIHIE ero repos, 0po-
REBOro MorTm.

H3-3a cBoero ypopcrsa MarTa obpeuen Ha OAEHOYECTBO; Y OK-
pysaloluX OH BH3LBAET JXAaJOCTh E OTBpallesEe. B mixone on mu-
Taercf HAWTH COYYBCTBEE yduTennf IlezMrpA u HepoNrHO craHo-
BETCA OpRUMHON rubenm oAmoro u3 ero mobEmuukos (Ilegurpr —
roMocexcyanHcr). YuuTensa 3akiiovaoT B TiopiMy. C stEX nop
Mbosrrr I‘JIYGJKC 3aMLIKaeTca B ce6e: €ro My9JaeT 9yBCTBO BHHH 33
ropekylo cynsby Ilegmrpa.

o mucnu I'ongusra, oco3ganme BEHEL ¥ CTpPajjaHHe IpeACTaB-
agior coboit HeobXoAAMYIO CTYNeHL Ha NYTH YelOPeKa K ECTHHe. DJTa
maes, cbnmxaomas ['onEEra ¢ mACaTeNAME-3K3ECTEHNEAIHCTaME,
OTUETIHBO NpO3ByHajla Yyxe B nepBom ero pomage “Ilopenmrens
myx” (Lord of the Flies, 1954): EMeHHO dUepe3 OCO3IHAHME BHHEI
® crpajanue Panrd IpEXOAET K HOCTEMEHHIO I'OPHXOM IPaABAH O
cebe B 0 mupe. ToT jxe TAXKHEA DyTh K HCTHHE NPOJieNLIBAET Cpej-
HeBexoBW# chAweHEEK [Jxocnwr B pomame “Ilmmni” (The Spire,
1964).

' Tepos “3pumoit TLMH”, KaK # ero OpeAIIECTBEHREKOB, TEP3AIOT
“ppoknatue” Boupocu 6uTHa: “Kro 8?7 UYro a? Jina wero s cyme-
cteyo?” Kak Hmcyc Xpmcroc, oH roros B3BagHTh Ha cebx BEHY
3a Te rpexd, KOTOpwX oH He cosepman. “Kro or? - megoymenaer
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B.B.Msamena. — Hosut XprcToc BiIH, CKOpee IOPOAKBHY, ITOT HO-
cETens Aobpa, KOoTopoMy He DOJ CHIY HCOpAaBATH Lapfllee B MEpe
ano? U B 4eM xe oH BEART Z0OPO, €CIH AYLIOH TAHETCH K MEP3KOMY
crapuxy Neaarpa?” [2].

Jymaercsa, HeKOTOPOMY HPOACHEHEIO BONPOCa O TOM, HOYEMY
Morre Zenaer efBa JNM He OENBI0 CBOETO CYIleCTBOBaHHEA 3aboTy o
Ilegarpn, Mo¥keT mOMOWYE CReAylomas HCTOPHKO-ITATEpPATYpPHAA Ia-
palnens: DofobEO TOMYy, KaK CTapu® Mopsk #3 “Cka3aHEA o cTa-
poM Mopexofie” Konarpraxca OPEXOAAT K AYXOBHOMY IPOCBETIEHEIO
B TOT MHT, KOI/ja obpeTaeT cnocobEOCT: K HECKOPHCTEOMY BOCXHIIeE-
HEI0 60REME TBApAME (C BEAY ECOOHKHOBEHHO OMED3HTENLHHMA!),
repoit TonjEEra HauEHaeT AYXOBHO BO3POMXAATECA B TOT MOMEHT,
KOI'Zla TPOHEKAETCA YyBCTBOM MIOOBE X “Mep3xoMy crapmky Ilegur-
pr”. O60CEOBAaHHOCTH TaKOk IAPAINCIE KOCBEHHO NOATBEPIKAAETCA
TeM, 9To B clefylomem poMane longurra “Paryanu nnasanusa” (Ri-
tes of Passage, 1980) ecTs nR30f, OTKPOBEHHO NEpPEKIHKAIOMAIACK
¢ nooMont Kompugxa: mo nanybe ¢ py:xneM medercs of¥H H3 mac-
CaXUPOB, BOOPEKH CYeBEPEAM KONbPHIKEBCKAX MOPAKOB BO3HAMe-
PEBWEACH 3acTpPenRTs ankbaTpoca.

B masectoM cMucie lonpmar B poMare, xax ¥ Konspmax B
mosMe, IPHXOAHT K YCTAaHOBIEHHO TOXAecTBa (XOTH ¥ He abcomor-
HOro, He Bceobsemnomero) Mexay no6ossio E Bepoit. B m3o6pa-
JEeHHE aBTOpPa EMEHHO GeckopncTHasg mioboBs Moarrm k mioagm or-
KpuBaeT eMy nyT: x Bory, a xpemaymas pepa B Bora Beger ero x
Kobpy, K caery.

IlpEMeqaTensHO, 9TO HEKOTOPHE CYN[ECTBEHHHE MOMEHTH JKH3-
B MsTTE manoMmEaloT pakTH 6RorpadEE 3HAMEHATOro NPOTECTAET-
cxoro mpomoBearnka W nacatend XYII Bexa [[xoma Bemngma, xo-
TOpHI, OO NMPE3HARHIO CaMoro I'ONAMHra, BCETAa CIYXKHN AIAA HETO
06pasnoM HpaBcTBEHHOK NENOCTHOCTH, BEPHOCTHE H3bpanHOMY myTH
[3]. Msrra, B loROCTR cTaBmMEK O6nagaTenem Bubnnu, xax » Benran,
3ay4YHBAET €€ TEKCT HAH3YCTh, HOCTHTAET a3H PENETHO3HOTO yYeHHA
H, YKpPeIUIeHHW B CO3HaBEM CobGcTBeHHON H3GpaHHOCTH, HaUHHAET
nponosezosaTs. B csomx mponosepnax BeHpaE, Kak E3secTHO, He
OfHAXH CCHUIANCA Ha TARHCTBEHHLE BHACHHSA, €I0 NOCEl[aBLIAE, K
YTBEDACAAN, UTO CIWIMAN TyAeCENE roloca, NPU3HBABIIAE €r0 BCTY-
OETE HA OYTh HCTHHHEWR. M3TTR Takxe HOCemaloT BRAEHAS; JAa-
JOrE C ABINSOIEMACA K HEMY AHrellaME OH aKKYPaTHO 3aHOCHT B
AHeBHRK. MboTTH, Kax repos Hambolee 3HAUATENHLHOTO OPOH3Beje-
AEg Benpama “Ilyrs manomEmEKa”, cumTaloT CyMacllefIHEM; OAHAKO
He OH, a OKPYXalol(He ero JIOAH, KaK CTPEMHATCA OKa3aTh aBTop,
OKa3MBAlOTCA HCTRHHLIME Geaymnamm. “Mu Bce cymacmepmme, Bcs
OpoKIATad paca, — IPHE3HAETCA OAHH H3 IepPCOHAXe# poMaHa, —
MH DOrPY3RNHECE B MINIO3MH, MADAXH, cMATeRue” [4].

B xEge Morrr lonpuar nomurancsa 3anedaTieTs 3aKOHYEHHEH
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o6pa3 Toro caMoro CBATOrO, PyKOBOACTBYIOLErOCH HE Pa3yMoM, HO
HETYALEH, NPO3PEHUEM, YePTH KOTOPOTO MOXHO YCMOTPETh YK€ B
Canmone (“Ilosenurent mMyx”). MoTT® — mpaBefHEK, B HCKaHHAX
E CTpafaH#ax ofperaomul CBOO MOANHEHYIO CyU[HOCTh H BMECTE C
Hell TAXKKYI0, MyQdTENLEYI0 CBOGOZY, HCTONKOBAHHYIO B JyXe Delh-

T'EO3HOTO dK3HCTeHOuann3aMa. “Brievenre k cBobome, — mmcan “or-
en” SK3MCTEHNHATH3Ma, faTcKEi Ppraocod Kmpxerop, — 3acraBinar
ero (uemosexa. — A.Y.) subpars ce6a camoro m 6oporrca 3a 06-

NajaHMe BHOpaEHLM... BupaxenmeMm e 60pLbu Takoe obnazanme
ABIAETCA pacKafHHe... JIuue BuOmpas cebs rpemHLIM, BEHOBLIM Ne-
pen Borowm, pubupacms ce6a abcomorno” [5]. Hmerno raxont abco-
TMOTHHA BHGop coBepuiaer repoit T'ongmnara.

B m3obpaxenur abropa “3pmmoit TeMu"obueEdme weloBexa ¢
BoroM — mapajokc, He HoAAAOWENCA PanMOHAaNLHOMY o6LicHe-
gaio. Tpebosarme arrenos swbpocurs Br6nuio, no xoropoit Morra
y3Han 60XeCcTBEHHOE CI0BO, KaXKeTcsd eMy CBATOTATCTBOM H CHadala
IyraeT ero; OHO CTAHOBATCA AJNA HETO TAKEM e HCONTAaHEEM, KaKHM
6wuto ana Aspaama TpeGopaEme Bora NpEEECTH B XepTBY €AWHCT-
pernoro cuHa Hcaaxa. M Bce xe Morrm sumonuser tpebopaHme
— Bepa He N03BONAET €My COMHeBaThCA B HnarocTs GoxecTBeEHLX
BOJNIEH3BABICHAMN.

Tlo mucny [onpguura, genosek, BCTYOMBIIAY B CBA3L ¢ Borom,
CTaHOBHTCA IO TY CTOPOHY PaNHOHAJLHEOTO E TE€M CaMEIM IlepecTaeT
6Ly HoHATHLM okpyXaiourMm. He caygaimo Ta wacts pomama, xo-
Topasd nocesumena MoTTH, meperpyjxceHa CHMBOJNHKOH, IPOHEKHYTA
PENEIrHO3SHAM MECTHIW3MOM, HacCHIIeHA BETXO3aBeTHHMH M HOBO3a-
BETHHMHE alIO3AAMH.

Ouens noka3aTeleE B 9TOM OTHOIIEHHH H OYeHb BajeH AJA Ho-
HEMaHAA ofl(ero 3aMHCNa POMaHa SOE30A, ONECLIBAIOMEI 3arafod-
Hoe wecTBHe MboTTH ¢ MEcTHYecKEM 4YHCIoM 666 Ha dese mo ynE-
naM cosugero ropofka [6]. OTOT 3MM30] NEPEKIHKAETCA C A3BECTHREIM
¢parmMernTom ®3 XIlI-oit rnaBu Anoxanmmcuca: “3Beps, KoTOpOro A
pAfen, 6nn mogoben Gapcy; HOTE y Hero — KakK y MeABeAd, a NacTh
y Hero — KaK OacTh Y JLBa; H Jall eMy APAaKOH CHJY CBOIO H IpPeCTON
CBOit B BENEKYIO BJACTh... Y1 YBEAEN g APYToro 3BepsA, BHIXOAALIETO
B3 3eMIHE; OH HMeJ fBa pora, rofoOCHWe arHYEM, H I'OBODHIN, Kak
apaxon. OH JeficTByeT nepeZ HEM CO BCEO BJIACTHIO IEPBOTO 3BEPS
¥ 3acTaBNfeT BCIO 3eMJI0 M XHEBYIU[HX HA Hell HOKJOHATHCA IE€PBOMY
aBepio, Y KOTOPOro cMeprentuas pana Hcuenena. W om cpenaer To,
4TO BCeM MAlLM ¥ BEeJMKMM, H OOraThM ¥ HHWEM, CBOOOJHLM B pa-
6aM, nonoxeno 6yjer HauepTaHde Ha NPaByio DYKy HX HIIH Ha 9YeNO
AX, H UTO HHKOMY Hejs3s 6yAeT HE NOXyDaTh, HM OPOJABATh, KpOMeE
TOro, KTO EMeeT 9TO HadepTaHHEe HIH HMA 3BepA, MIH YACIO AMEHH
ero. 3aeck mMyxpocts. KTo EMeeT yM, TOT couTH YHcio 3Bepf, nbo
3T0 YECIO wenosedeckoe; umciao ero lllecTicor wecTsaecar wecrs”
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(Orxp. XIH).

Kasanock 6u, xakoe oTHOlleHAe K OpaBefHEKY MboTTém MOXeT
HEMeTh 9HCJO, Ecmome3oBaBHOoe Hoanmrou BorociosoM gns obosma-
YeHHA 3BepA-APAKOHA —— 3BEPA, BONNOUIAIOUIETO TEMHLNE CHIH 37a?
Orser Ba 3TOT Bompoc cogepxunrcAa B XIX raape I wacra LI To-
ma pomaHa Toncroro “Boitra m mmp”. Ilnep Beayxos, yseposas-
WHA B CBOe HpeJHa3HadeH@e Dopa3dts AEtAxpacra (Hamoneoma),
OLTaeTcA HallTE HOATBEpPXCEHWE CBOHM OPELIYBCTBEAM B Bmbnmu.
O603naurs kaxayio 6yksy ¢pannyackoro andaseTa onpefeleHECI0
DEPpPOt B COTNIaCHE C eBPEMCKEM YHCIHO-H306paikeHHeM, OH YCTa-
HaBJIEBaeT, 4TC, €CIE HamEcaTh No aTol a3byke mudpamm ciosa
L'empereur Napoléon, BUXOART, 4TO cyMMa 9TEX YHEce) paBHa 666-
TH B 49To noasTomy Hamoneom ecTs ToT 3BeEp:, 0 KOTOPOM OpefCKa3a-
Ho B Anoxanencuce. IIsep, — nmmer Toncronr, — “gacro aajgaman
cebe Bompoc O TOM, 4TO EMEHHO IONOXKHT Ompejied BIACTH 3Bepd, TO
ect: Hamoneoma, u, Ha OCHOBAHHM TeX ¥e M3obpaxceHHN clos Hud-
paM# H BHYACIEHHAMH, CTAPANCA HAWTE OTBET HA 3AHUMABIIHR €TO0
Bonpoc... Torga eMy mprumIno B rolxosy, uTo exXeln OH OTBET Ha HC-
KOMEI/ BOUPOC M 3aKJI09alCH B €r0 UMEHH, TO B OTBeTE HENpPEMEHHO
6una 6u maspana ero HanuoHanrHocTs. O manmcan le Russe Besu-
hof m, cours nrdpu, monywmn 671... Orxurys “e”, llrep momyunmn
ucxoMuit orser: 'Russe Besuhof, pasaoe 666-ra” [7).

Ilonobro Ilrepy, repont I'ongunra ysepoBan B CBOIO MECCHIO H
BHIIEN Ha yIHIOW rOPOAKA, IOROTKHYB Iof wnany Ha nby mmcr 6y-
Mar® ¢ HadepTAaHHLM Ha HeM 3EciIoM 666. Kax mosgmee paanacusior
Morre nocnanmakn 60XLE, B T0 BpeMs, K&K OH OPOHOCH] OO YIE-
naM y>xagHoe YECIO, “AyX B UEDHOM C BKPAIJIEHHAMHE IyPIyDHOTO...
611 cBeprEyT M nobexen, ¥ 6uN poXAeH pebeHOK 3XOPOBHN B HEB-
pearMuR”. “TH foMXKeH CropeTs B orae, — OPOPOYECTBYIOT AHTEIH,
— a aroT peGeHOK IpPEHECET MEDPY AYXOBHKY A3HK, 61arofaps Ko-
TopoMy HanEE obpeTyT, HaKoHell, B3aEMoNoEAMarume” [8].

Ypony ® kainexke MarTa nporusocToHT B poMaHe I'ongmHra Xpa-
casuna Codpu Cromxoyn. Codm dyxcan EpaBCTBEHHKE HODMH, HE
3HAaKOMO 4yBCTBO IpekpacHoro. OHa HE3Ka E NOpPOYHa  He THY-
maeTcs HEKAKEMHE NpecTynneHRAME. VIMeHHO eit OpAHAJNIEKHAT RAES
moxuTETh peberka m3 Gorarod ceMiH paxm Gomsmoro sukyma. Tep-
POPECTH B3pHBAOT B WIKOABHOM rapaxe 6oM6y, 9To6H BH3BATH Ia-
HEKY; OflMH B3 HEX YHOCHT peGeHKa, HO €ro mpeciefyer oXBadeHHhN
nnaMeEeM MD3TTH, B NMOXHTATENL BHHYXJACH OCTABHTh CBOIO XKepT-
By. Tak cbuBaerca mpeickasaEme HeGoxcHETelell: repod mormbaer
B OrHe, cnacasx pebeEKa, KOTOPOMY CYXAE€HO HaydYHTh HApOAW Ay-
XOBHOMY fA3HIKY, A3HKY NIio6BE ® BaammonomEMmanus. O6pasy Marrm
OpPEAAEH B POMaHe OTKPOBEHHO MECCHAHCKEe YepTHL.

IloBecTBOBaRKE OTAENLHLX JacTel KHHI'H BRIEPIKAHO B Pa3HEX
crEngx. IllaTeTHueckuy, CypoBWH, Iourh 6GmONERCKHR CIOT NOCBA-
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IeHHLX OpaBeAHEKY MoTTH rias, peako KOHTPACTEPYET C POBELIM,
a HHOrJa HaMepeHHO “3aseMieHHNM”, “CHEXEHHHM” CJIOTOM TeX
¢parMeHToB poMaHa, peds B KOTGDHX HAeT o6 OTOMCTHYHOM, Ho-
pouroit Codu. Takoe paznmume B cTENAX KaK OH DOJYEPKHBAET aH-
TATe3y ABYX Hadal, ABYX CHOCOBOB CYI{€CTBOBAEHA, BOMIOU[EHHLIX
B ABYX PIABHHX IEPCOHAM¥AX NPOK3BeJeHNS.

Pomar “3pmmas TiMa” OpHHAAJIEXHT €Ba JE He K CaMhM
MpauYHLM co3faEmaM [onpmara. CumBonudeckuit o6pai HaBEcuen
HaJ MHPOM TEMH, OPOXOAALIEM dHePe3 BCe €ro TBOPUECTBO, obpe-
Taer 3jech bonee 3anoBeume, ueM mpexae, Popmu. U mpomcxommT
9TO, DO-BHAMMOMY, He CTOJLKO LNOTOMY, 9TO aBTOP DHCYeT B po-
MaHe CTpalrHLli, 6eCCMHCIEHHNH, XHBYIMA N0 3aKOHAM HACHIHA
MEp (MEp Bcerfa npefctasnsicia Dongunry xak “6Gesrpanmumoe Mo-
pe 31a E Oopoka”, B KOTOPOM TEHIHTCA JTHUE “MajleHLKHA OrOHEK
Hagexau” {9]), ckonbko noromy, 4TO Hajexha, KOTODYIO OH HA JTOT
pa3 OHTaeTcs BEYUIATh CBOEM UYHTATENAM, RINIO30DHA W HEOCYIIe-
CTBEMa: pa3pellleHHe DealbHG-TPAardyecKHX OPOTHBODEUHH JeHcT-
BATENILHOCTY UECATENs BUANT B ABileHuE “EoBoro Mmcyca Xpamcra”,
B MACTEYeCKOM npmobuienmm nmgrocTE Kk Bory, x Hekoedl cBepx-
PeajJLHOCTH, B KOTOPOH#, AKOOW, TONLKO ® OCTHXKAME NOJNAHHAR
vB0bOJla ¥ HPaBCTBEHHAS DEJOCTHOCTH delloBeka. BoT mouemy, xors
aBrop “3pEMoRl TEMH® ¥ CTPEMHTCA IOKA3aTh KOHEYHOE TOPIKECTBO
cBeTa Haj MpakoM, Jobpo HajJ 310M, albTypyH3Ma HaJ GrOH3MOM,
NaMeHH 3a)KIKEHHOro HM delnoBeqyeckoro dakena spHO “He XBaTaer,
9T06H pacceATh Mpak OKpyXawmolled JeACTBATENLHOCTE M TEMY AY-
mm — rak xe, kak B “Ilorepsaaom pae” Muisroma, mogckasaBiueM
Ha3BaHHWE KHETH, NIaMeHa OPEECIOALHEeH He JaioT CBeTa, a JAUL Cry-
AT A0 OCA33EMOCTH BEYHYIO ThMY, B KAKylo BBEPLHYTH CpelIHLE
ayms” [10].
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LITERARY ALLUSIONS AND REMINISCENCES
IN WILLIAM GOLDING’S NOVEL
“DARKNESS VISIBLE”

A. Chameyey
Summary

Allusions and reminiscences, overt and covert quotations as
a specific kind of poetics are very characteristic of modern fiction.
They not only demonstrate an author’s literary tastes and preferences
but widen his poetic world in both time and space. On the other
hand, the abundance of quotations in modern intellectual prose
together with its tendency to symbolism turns it frequently into
a sophisticated, braintwisting reading, a sort of a code to which
a clue is needed. The present paper is an attempt to trace and
explain some of the numerous allusions and reminiscences which
occur in Golding’s novel “Darkness Visible” (1979) and are of great
importance for a fuller comprehension of the author’s meaning.

Darkness is the leit-motif of nearly all Golding’s works. The
deep shadows of universal darkness can be removed only by in-
stinctive powers of love and disinterested admiration. In “Darkness
Visible” the moral situation as the writer sees it is embodied in the
figure of Matty whose altruistic choice and mystical communion
with God enable him to sacrifice himself for a suffering child and
thus introduce a gleam of light in a world of gloom. Allusions to
Milton’s famous oxymoron of “darkness visible”, to Leo Tolstoy's
“War and Peace”, to the Apocalypse, associations with the moral
notions of S.T.Coleridge’s “Ancient Mariner” are but representative
examples of Golding’s wide use of literary echoes to bring home his
ethical and religious creed.
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